PELIEH3UA

oT npog. A-p Munena LLlywynosa-Masnosa, Hos 6bnrapcku yHMBepCUTeT,
3a ducepmauuoHHust mpyd Ha Hadexda Xpucmoea Mouyoea
[OKTOpaHT BbB GakynTeT no uskycreara, Karegpa ,Myanka*“
Ha tOrosanageH yHueepcuteT ,Heodut Punckn®
— Bnaroesrpag, ¢ Hay4eH pbkoBoauTen: npod. A. u3k. MopaaH Mowes
Ha Tema:
TPAOWULUWX N HOBATOPCTBO B KITABUPHOTO U3KYCTBO U NEOAQOMMYECKU NOAXOMO HA
AUMUTHP HEHOB
3a npucbxkaaHe Ha obpasoBaTenHaTa 1 HayyHa cTeneH ,4oKTop”
B NpodhecroHanHo HanpaeneHue 8.3 MyaukarnHo u TaHL0BO U3KYCTBO

BuorpacuyHu gaHHKU

Hapexna WouoBa e ponera B Codusi. Meyeni mspBIUTe CUt HArpaay OT HALMOHAMHI 1 MeXayHapOHK KOHKYpCH
olle B paHHa Bb3pacT: ,Mnagn mysukanHu gaposanus" ('96); |-8u KnaBupeH KOHKypC 3a amepukaHcka My3uka
LAapoH Konnang” (2000), Mnagn mysukanHu tanaHtu Potapn” (OgpuH, Typums 2004). Mpe3 2005 nevenu
HarpagaTta ,bena bapTok” oT MexayHapogHaTta nsaTHa akagemus ,lpara-BueHa-bynanewa” BageH, Asctpus
2005. MpepnounTanmsTa Ha Hagexaa Mouosa ca kbM penepToap oT KbCHIUS POMAHTU3bM 1 CbBPEMeHHa My3itka
(LoneH, Juct, baptok, PaxmaHuHoB, CkpsibuH). Conunct e Ha 6bnrapckute opkecTpy CUMGOHUYHNS OPKECTHP Ha
bbnrapcko HaumoHanHo pagmo, HoB cuMchoHMYeH OpKecTbp, unxapMoHuuTe Ha BapHa, Bpaua, MNneseH, Pyce.
Mpe3 2006 3aBbpLuBa HaumoHanHaTa MysukanHa akagemus B knaca no nuaHo Ha npod. AHTOH [IMKOB, a NO-KbCHO
ce aunnommpa ¢ MarucTbpcka CTEMeH Mo NaHo W kamepHa Mysuka B M'epmanms npy npod. Meput Liutepbapt B
YHugepcumem 3a my3uxka, meamsp u meduu B XaHosep (HMTM). Mpes 2011 nevenn mexayHapogHa CTUneHans
Ha ®oHgaums ,Live Music Now — Yehudi Menuhin". CbBMECTHM 135BM 1 3ByKO3anMCK OCbLECTBABA CbC CTolKa
MunaroBa (umrynka, Bbnrapus), Kana Cyrumypa (Anonus) u Gopucnas Mowuos (knapuHet, Bbnrapus). Mpes 2013
NpeAcTaBs CBETOBHATa MPeMM1epa Ha KOHLIEpTa 3a Miaxo 1 opkecTbp “The Spirit Of Jazz” Ha Xpucto Movos. Mpea
2017 conupa Ha Codhms CumdoHMKC noa AMpUreHTCBoTO Ha Jltobka bruamkvonn Ha enuTHust ectuean “Klassik
auf der Burg Open-Air’ B aopeua ,MnaceHbypr”, lepmanns. Mma oCbLLECTBEHN ABaA TENEBWU3MOHHM 3anuca 3a
BHT (,Bancoseme Ha LLlonen*” 1998; KoHuepm 3a nuaHo u opkecmup “The Spirit of Jazz* ot Xpucto Wouos, 201 3);
ABa 3Byko3sanuca 3a bHP (KoHuepm 3a nuaHo u opkecmbp “The Spirit of Jazz*, 2013; CoHaTa 3a uurynka n nuaHo
oT Munyo fleswves, 2017) u eguH 3Byko3anuc 3a CesepHorepmaHckoto paguo [NDR], XaHosep (,TokaTHa” 3a
nuaro ot Xpucto Wowos, 2013). Hapexaa Mowosa koHuepTipa B Fepmanns u Bbarapus v paboTy KaTo KnasupeH
negaror B l'epmaHus.

CbAbpKaHMe Ha AMCePTaLMOHHUA TPy A
[uncepTaunoHHuaT Tpya € obCbAeH W MpeanoxeH 3a 3aluTa Ha pedoBHO 3acefaHue Ha kategpa ,Myauka“,
cbeTosno ce Ha 17.9.2024. CtpykTyparta Ha Tpyda ce CbCToM OT YBOA, TPW Maeu', 3akmnioveHue, bubnuorpadms ¢

1 MABA 1. PeTpocnekums Ha 6bRrapckaTa knaBupHa WKONa OT HEMHOTO Ch3AaBaHe Ao cpeaata Ha XX Bek. PonaTa
Ha GbnrapckuTe KOMNO3UTOPU-NUAHMCTU OT MbPBOTO M BTOPOTO MOKONEHUE 3a Cb3[aBaHETO Ha aKkafeMWYHUTE
My3uKanHu Tpaguumm (1.1 Mpouecnte Ha CaMOCTOATENHO pasBuUTUE U NpodecoHanHo obyyenune y OumuTtsp HeHos; 1.2
KnaBupHuaT noaxod Ha JuMnTbp HEHOB W BNMSHUETO Ha OTAENHUTE LUKONU BbPXY U3rpaxgaHeTo My KaTo MUaHWUCT: NUHUATa
Tuct-By3soHu-Métpu; 1.3 HoBaTopcku NoxXBaTi B My3UKanHO-TBOPYECKUTE W U3MbIHUTENCKM Waen Ha Qumutbp HeHos; 1.4
TokaTa 3a MMaHO KaTo Mpoekuus Ha HeHOBUS KnaBuMpeH CTWN W My3ukanHo mucneHe; 1.5 lMeparoruyecku nogxog w
TEOpeTUYHN pa3paboTkn Ha [umutbp HeHos; 1.5.1 LieHeH gokymeHT - Muemo 4o MuHucTbpa Ha MpocsewyeHneTo 1946; 1.5.2
lMpennutaHe MexXay MysuKaHT-u3NbnHUTEN U uscneposaten-neparor). MMABA 2. lMuaHu3MbT U neparormyeckute
TbpceHusi Ha [Oumutbp HeHoB.(2.1. B TbpceHe Ha knasupHus Mmetog; 2.1.1 Metogst Ha A. M. LWanos; 2.1.2
KopecnonpeHumst mexay Oumutbp Henos u A. T1. LLanos; 2.2. TeopeTuyHu paspabotki Ha Jumutbp HeHoB B apxuBa Ha
BAH; 2.2.1. ,Oumutbp HeHos. Benexku no knasupHa neparoruka. Pvkonuc’, ®oHp 216, apx. ep. 371, 12 n.; 2.2.2
MetogonornyHa yacT; 2.2.3. ,PabotHu Benexku Ha []. HeHOB OTHOCHO neparorvsita Ha My3wkarnHaTta uHTepnpetauus”, ©.
216, on. 1, a.e. 429, 6 n.; 2.3.4. ,0t cTona g0 knasuwwuTe Ha nuaHoTo*, ®.216, on.1, a.e. 403, 12 c.). FMABA 3. lMpeceyHu
TOYKM MeXAy TpaAMLMOHHOTO U MOAEPHOTO B KOHTEKCTa Ha npobnemaTtvkata Ha KnaBupHata neparoruka u
M3NBAHUTENCKO MancTopcTBO Ha [umutbp HeHoB (3.1. OCHOBHM MpuHUMNM Ha HeHoBaTa METOAOMOrMS M TAXHOTO
npunoxexue B npaktukata.; 3.1.1 Kputnyen norneq Ha [umutbp HeHoB Bbpxy akagemmyHoTo obyyenue; 3.2. Kakso e
XapaKTepHOTO W HOBATOPCKOTO B KraBupHaTa Lukona Ha OumunTbp HEHOB 1 KakBa € ponsita My Ha MUaHWCT W megaror B
pasBMTUETO Ha GbnrapckaTa knasupHa wkona; 3.2.1 Ctatust ,bunrapckara mysuka Lie 3anee ceeta’; 3.2.2 CumeTpusita kato
rpagvBeH eneMeHT B KOMMO3WLMOHHATA M KnaBupHa TexHuka Ha [umutbp HeHos; 3.2.3 [MpbCTOBKA WU TEXHUYECKN
ynpaxHeHus; 3.3. [pakTuyecko NpUroXeHWe W NPUHOC Ha cucTeMata Ha JumuTbp HEHOB 3a CbBPEMEHHUS MUaHUCT W
KnasupeH npenogasaren.; 3.3.1 PbkoBogHu npuHumnu Ha HeHosata meTogonorus; 1.3.2 MocTaHoBka; 3.3.3 MetogbT Ha
LLloneH kaTo ocHOBoMoONaraly 3a CbBpEMEHHATa KnaBupHa LKona).
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60 3arnasusi, oT kouTo 47 Ha Bbnrapcku, 1 Ha pycku, 10 Ha aHIUIACKM M 2 HA HEMCKM €3WK, U 4 NPUNOXeHUs2 —
0610 193 ctpanuum (107 cTp. Hay4eH TEKCT 1 86 CTP. MPUNOXEHMS).

ToyHo hopmynupaHu uenu 1 3aaayn Ha gucepraumaTa

OGeKT Ha HacTOAWOTO W3CnefBaHe € KNaBuUpHUAT Noaxoa Ha [Jumutbp HEHOB —TBOPYECKM M HAy4HO-
negarornyeckn. Pasrnexgar ce marepuanit ot apxmeHust My doHg B BAH. MpeameT Ha HayyHaTa pa3paboTka e
TPaAMLMOHHOTO W HOBATOPCKOTO B KMaBMpHaTa negaroruka 1 U3mbHUTENCKO MaucTopcTBo Ha JumuTbp HeHos,
3arnoxeHa B CIOBECHUS 1 HOTHWSA My apxuB. AKTyanHOCTTa Ha u3cneaBaHeTo ce obycnass 0T HeobxoguMocTTa
[a Ce aHanuaupa negarornyeckara cCMCTeMa Ha KOMMO3UTOpa, OTKpPUTa B CIIOBECHOTO MY HAacNeACTBo (OT MbpBaTta
nomnoBnHa Ha XX Bek), 3a [a CTaHe AOCTbMHA 3@ My3WKkanHaTa OBLHOCT (negarosn, W3MbAHUTENN, KPUTULM).
HacTosLoTo n3cnefBaHe vMa 3a OCHOBHA Lien paswudpoBaHe, NPennuc W aHaan3 Ha TekcToBe OT [AUMUTLD
HeHOB C METOAMKO-TEOPETUYHO ChabpkaHue.® 3a OCbLLECTBABAHETO HA HAYYHUS TEKCT, Te ca AUruTanuanpaHn ¢
BMCOKa pe3oniouus, a akcumuneTata ca npuroXeHn KbM auceptauusata. Tbpcu Ce pelleHne Ha CheaHuTe
3apgauum: 1) aa ce Hanpasm nuTepaTypeH 0630p M aHanu3 Ha KNaBUPHOTO TBOPYECTBO Ha umuTbp HeHoB, Herosm
PBKOMUCHW GEnexKkn, OpUrMHamHN HOTHW TEKCTOBE, U3hadeHU MapTUTYpU, 3BYKO3anucy; 2) ga ce aHanuaupar
BOAELLM TeOPETUYHI TPYAOBE BbPXY KNaBupHaTa Metogonorus B 50-Te roguHn Ha XX Bek; 3) Aa ce aHanusmpat
TPyAOBe, AucepTaumm 1 nybnukaumm, NOCBETEHM Ha TBOPYECTBOTO Ha [umutbp HeHoB; 4) ga ce ocbluecTBu
guruTanu3auns, Npenuc 1 aHanm3 Ha CbAbPKaHWETO Ha TEKCTOBETE HAa KOMMO3MTOPA 3a KNaBuUpHaTa negaroruka’;
5) 4a ce HanpaBu CbNOCTaBKa MeXAyY M3cneaBaHusTa Ha HeHOB BbPXY KnaBupHaTa negaroruka u HIKou OCHOBHM
CBETOBHW TEHAEHUMM W MOCTUXEHWs B obnacTTa; 6) Aa ce npoBede MexayHapoaHO MpoyyBaHe B paamo-
TENEBU3VOHHW apXVBM C LIeN NpoBepka 3a HanWy1eTo Ha OLEeneny 3ByKO3anucu Ha M3MbAHEHWUs Ha JQumuTbp
HeHos.

MeToaukaTa’ Ha u3creaBaHe BKIOYBA: CPABHUTENEH METOA (M3CneaBaHe Ha NeJarornyeckis U KnaBupeH noaxogq
Ha JuMUTBP HEHOB M CTUNOBUTE MY XapaKTEPUCTMKK B CbNOCTaBKa ChbC ChbLUECTBYBALLMTE METOAONOMN U TAXHOTO
MNPUINOXEHWE); aHann3 W CUHTE3 Ha CbAbPXAHMETO HA PLKOMWCK 3a KnaBWpHaTa nedarorka M MysukarHa
WHTEpNpeTaumus Ha KOMMO3WTOpa; CUHTETMYeH MeTon (obedwHsiBaHe Ha pasnpbCHATUTE KOMMOHEHTU Ha
aBTOPOBATA KOHLENLMS M METOLONOTUS).

3HauMMOCT Ha u3cneaBaHus npobnem U akTyanHocT

Oumutbp Heros (1901 — 1953) nma gokasaH NpMHOC KbM pasBUTMETO Ha Obnrapckata MysukanHa kyntypa. Cbe
HeHoB OCTaBs LEHHM apXMBHU MaTepuanu, KOeTo MOAnexaT Ha peauua HayyHu paspaboTku W ca OCHOBA Ha
MOHOrpachu 1 Hay4HW nybnukauun. HeroBoTo HacneacTBO He e u3LAno w3cnegsaHo U npegcton Aa 6bae
pasrnexaaHo W u3yyasaHo. [1penuchT Ha BCUYKW 3NOXKEHW B Tasu ancepTaums akcuMuieTa € OCbLIECTBEH OT
WoLiosa kaTo aBTopOBaTa OpTOrpachns € CnaseHa, ¢ U3KMIOYEHNE Ha MPABOMMCHUTE HOPMI, OPULIMANHO U3MEHEHN
¢ pecbopmata ot 1945.

HayyHu paspaboTku (M3BECTHW HM) BbPXY IMYHOCTTA, apxuBa, KnaBupHaTa METOAMKA, XapMOHUS Ha JUMUTBP
HeHoB 0o MomeHTa ca: NonuHa AHToHOBa, Pomeo Cmunkos, Hukonai pages, Menyo CTosiHoB, flazap Hukonos,
Teyesap KapaHmbkoB (mbpBuTe TpKMa ca nognomarani ¢ Matepuani 1 nogkpena JokTopanTkara). [MapanenHo ¢
npernega B Bbnrapus e NpoBeAEHO W NPOyYBaHe Ha (PPEHCKM, HEMCKW M XbPBATCKU HALMOHANHN Paguo U KUHO
apXxuBw, 3a KOMTO UMa JaHHW 3a 0CbLLEeCcTBEHM Npe3 30-Te roanHn Ha XX BEK KOHLEPTHM 13481 Ha JuMUTLP HEHOB,
HO 3anucu He ca omKpumu — TBLPAN VoLOBa, HO He € MpeAcTaBMna A0KA3aTencTBa 3a Tasn Cv HaydHa u
Tbpcayecka AEeNHOCT.

/3BecTHO e, Ye HeHoB e cuHo nosnnsH oT EroH MéTpu (1881-1962), ¢ koroto pabotu B Monwa, npes 1931. Ton
cnogens: ,A3 CbM yyeHUK Ha 2onemusi nuaHucm u nedazoe E2oH Mempu, kolimo om ceosi cmpaHa bewe Hall-
006pusi y4yeHUK, pasHOCMOeH nuaHucm u 00bbp cbMpPYOHUK Ha Hali-eonemusi nuaHucm cned ®paxy flucm -
®eppyytio by3oHu.“ TéTpu, ocBeH yyeHuK Ha by3onun (1866-1924), e n yacT oT 6nM3KkUS My NPUSTENCKA KPbI.
By30Hu 3HaeMm, Ye e eanH OT Hail-u3siBEHUTE NocneaoBaTenu Ha Lwkonata Ha ®epeHy Jncr (1811-1886). Makap
He OMPEKTEH HEroB yYeHuK, By3oHM € CUIHO MOBANSH OT TBOPYECKUTE W OT MUAHUCTUYHUTE My BB3rMNEaM, Kato
CTaBa nponaraHzaTop Ha HeroBaTa Mysuka. Hasag no nunusTta Ha Jluct ce ctura go yuutens my Kapn YepHu

21). ®. 216, a. e. 371, 12 n. ,Aumutbp HeHoB. Benexku no knaBupHa negaroruka. Prkonuc.” Mpenuc u opuruHan; 2). O.
216, on. 1, a. e. 429, 6 n. ,PaboTHn Genexkn Ha [1. HeHOB OTHOCHO Negarorusita Ha My3uKanHaTa MHTepRpeTauus,
pbkonuc.” Mpenuc u opurvHan; 3). ®. 216, on. 1, a. e. 403, 12 cTp. ,OT cToNa A0 KNABULWKMTE HA MUAHOTO", MALLMHOMKC.
Mpenuc v opuruHan; 4). ®. 216, on. 1, a. e. 794, 2 n. ,Mucmo-yepHoBa ot Jumutsp HeHoB ao A. Lanos (1946 r.).
Pwkonuc.” Mpenuc n opurunan; 5). ,Bbnrapckara My3uka we 3anee cBeTa“ — vHtepsto Ha . l'eHoB ¢ [1. HeHos, B-k KynTypa
“, 1967, 6p. 5, c. 3.

3 B no-ronsimata c1 4acT PbKOMMCHUTE M MaLUMHOMMCHU MaTepuanu ca B 40BpO CbCTOsHWE, OCHOBHO nof dopmata Ha
CKMLIMpaHW uaen, YeCTo HeYeTnuBM.

4 GoHp 216, HayyeH apxvs Ha BAH.

5 [lokTopaHTKaTa 13non3sa TepMuHa METOLONOrS, KOETO Ma pasnuyeH CMUCHIT.



(1791-1857), koinTo Ha CbBCEM Mraa Bb3pacT 3anoysa ypouy npu betoseH BbB BueHa, 3anoysa ga npenogasa
oule 15 roguLLeH, 1 Ha KOroto ObMKIM €AHa OT OCHOBHUTE METOAMKYN (CEpUO3Ha LLIKONA) C eTOAN M yNpaxHEHNs
3a nuaHo. IumuTbp HEHOB € MMan Bb3MOXHOCT Aa Yepnu No3HaHUS OT apTUCTUYHOTO TBOPYECTBO Ha fleonong
Foposckm, Wrnay ®puaman, Mosed Xodman, Mopuy, Posertan, Mosed NlesuH u op. B Bbnrapus npes Tosa
JeceTuneTe n3HacsaT koHuepTu MNpokodmes v LLnMaHOBCKM (M3BECTHM HU BUPTYO3M). TpUdOoH CUNSHOBCKM, KOUTO
€ Y4YyeHuK Ha HeHos, onpegens 3a Tokama-Ta My: Hal-KOHCMPyKmMueHama U apXumekmoHuyHa meopba Ha
Humumbp HeHos“. B Hes, ¢ xapakTepHOTO MOTOPHO [ABWXKEHWE W MOSMTOHANHOCT Ce paskpusaT OcesaeMu
CXOACTBA CbC 3HAKOBUTE CBETOBHM TBOPOM Ha TOBa BpeMe, kaTo Tokama-Ta Ha Ceprein [pokodimes.

CTeneH Ha NO3HaHMe Ha AOKTOpaHTa

Hapexnaa VoLosa paboTin BbpXY TPM apX1BHIN EANHNLM, B KOWUTO CE& HAMUPAT PBKOMMCHM M MALLMHOMUCHM TEKCTOBE
Ha QumuTbp HeHoB, KOWTO MpeacTaBAT HEroBUTE CXBAllaHWS 3a KNaBMpHaTa TeXHWKa W neparorvka. Te ca
o3arnaeeHu ot NonuHa AHToHOBA: 1). ,Benexku no knaBupHa negaroruka, Pbkonuc” (B CbabpXaHUETO MOXe
Aa ce NPOocneay OnuT 3a CUCTEMATUYHOCT, HAabNoaBaT ce 3aBbpLLEHM UMW YaCTUYHU ASNOBe/rMaBu, KOUTO MoraT
fa Ce rpynupat: B MbpBUTE AEBET CTpaHWUM Ce pasnosHaBa yBofd (6e3 npekbcBaHusi), nocneaBaH oOT
,MeToanyecka vact* ¢ pasgen ,focraHoBka“ n nogpasgenu ,a) MHctpymeHT”, ,6) CToika“.). 2). ,PabOTHM
Oenexkn Ha [iumnuTbp HeHOB OTHOCHO neparormaTa Ha My3ukanHata uHtepnpetaums“. 3). ,,Ctygma 01
CTONa [0 KnaBUILKMTE HAa MMAHOTO". 3arnmaBueTo , TexHUKa Ha KIagupPHOMO C8UPeHe — meopust U Memoduka®,
cnopeq MowoBa, BeposiTHO e 6uno ¢ paboTeH xapakTep, Thil kaTo Ha No-kbCeH eTan HeHoB Hapuya Tpyaa cn
ochuumanto , TeXHMKa Ha NMaHOTO, TEOPETUYHA U METOAUYHA YacT” (B CMOMEHATOTO NMCMO 0 MuHMCTBpa Ha
MpoceeleHneTo ot 1949). HeHoB u3sBSIBA KENaHWETO CM Aa NpenocTaBM ,PBbKOBOACTBO® MO MWaHO 3a
npenopasatenute. ,Kamo pesynmam Ha 38 200uwHa apmucmudHa, 15 200uwHa nedazoeuyHa paboma u Ha
Hay4YHUMe MU MbPCEHUS, CbM Hanucas U mbKMO hpe3 ma3u 8akaHyus cmamam 0a npenulia Ha MawiuHa, nodpeda
U hpuzomes 3a heyam edHa kHuea“. ... ,B camama memoOa Ha npenodasaHe a3 3acmbneam IUYHUS U Hay4eH
onum Ha Hali-20/1eMume Cb8PEMEHHU cheyuanucmu. B kHueama cu cem yumupan: @unun Emaryen bax, LLloneH,
Jlucm, Xanc ¢bon Bronoy, Taysue, bpatimxaynm, Teuen, Xy2o PumaH, bysoHu, Ezon MNempu, Ockap bu, Anghpedo
Kasenna, WadHxayseH, Emun ®pad, Kypm LLy6epm, Ilalimep-Iusekure, M. I1. bapuHosa, Lljanos, banakupes,
Wonno, p. MNMpokoghbes u dp.;* (aymun Ha HeHoB) Toii npaBw onuT 3a ,Bbeex0aHeMo Ha e0Ha H08a NUAHUCMUYHA
uz2pa u nedazoausi, 0cobeHo ¢ o2ned cxealyaHusima Ha bysoHu”.

HayuHu akTuBHOCTM Ha MloLI0Ba, KOMTO [J0Ka3BaT HeilHaTa CTemneH Ha No3HaHue:

1. W3BnuyaHe n pekoHCTpyKUMs Ha HeHoeaTa ,TeXHMKa Ha NMAHOTO, TEOPeTMYHA U MEeTOAUYHA YacT"
ypes aelumdprpaHe 1 Npenuc Ha aBTOPOBKTE PBKOMICH, B KOUTO Ca O4epTaH ICHW (hOPMYTMPOBKM 1 Ce
OTKpVBa MOAEPEH NeJarormyecks Noaxom,.

2. PbkonucuTe npeacTaBnsiBaT, KakTO OTKPUTME C Hay4YHa CTOWHOCT 3a M3cnegoBatennte Ha LUMUTbP
HeHoB, Taka 1 Bb3MOXHOCT 3a KNaBUPHITE NeAaro3n 1 MHTepnpeTaTopy Ypes Tax Aa 0borataT v passusT
no3HaHKsTa ¢ B obnactra.

3. B cBosta MeToguka HeHOB e cnogenun M3BECTHW YHMBEpCanHu NpuHuMnM B obnactra Ha
OromexaHukata M NCUXONOTUSTA Ha KNaBWPHWS W3MbIHMTEN, NPEACTABEHM HA AOCTBMEH E3UK —
MPUHLMNK, KONUTO Brxa BN NONEe3HM 3a BCEKW U3y4yaBaLL HCTPYMEHTA.

4. OcobeHo LeHHM ca HeroBuTe 0OSICHEHMSI 3@ MOCTAHOBKATa W 3aBMCMMOCTTA MEXOY ABMXEHUSTA Ha
OMOPHO-ABUraTENHUS anapaT 1 3BYKOU3BNNYAHETO.

Bux otkpouna cnegHoto oT Oumutbp HeHoB, kKoeTo e 0cobeHo BaxHO npu pabota Hag MHCTpymeHTa: 1).
0ONMUMAaIHOMO U3N0N38aHe Ha 0NOPHO-08U2aMeNHUSI anapam;_2). onmumarneH KOHmpPosn Had uHCmpyMeHma; 3).
onmumarsneH 38yK08 U Xy0oXecmeeHo ecmemuyeH pesynmam, kakmo U u3bsieeaHe Ha mpasmu, ecredcmeue Ha
npeHamosapseaHe U HenpaguIHo HamogapsaHe. HEHOB U3KIMIOUYMTENHO MHOTO € BHUMaBarn Mo Teau Bbrpocu!

B 3aKkmtouenneTo Ha avceptaumsta o Hapexaa Vouosa cMsiTa, Ye ,npenucbm U aHanusbm Ha apXusHume
eduHuyu benexku no knasupHa nedazoauka“, ,PabomHu 6enexku ebpxy nedazoeusma Ha My3sukasHama
uHmepnpemayus“ u ,Om cmona 00 Kmasuwume a nuaHomo“ nokasgam Hed8yCMUCIIEHO, Ye mekcmoseme
83aumHo ce donbsieam u Oagam ysanocmHa npedcmaga 3a KoHuenyusma Ha [Jumumsp HeHos, Heaogume udeu u
mbpceHus 8 obracmma Ha KnasupHama mexHuka u nedazoauka.” (3a chxanenue, oLosa He e Hanpasmna onuT
[a nogpeaym n cuctematmampa obLy TEKCT-KOHLENLMs, KOSTO 4a MOXe [a NpeanoXu Ha ObAHMTE NOKONEHMs.)

KopekTHocT npu uuTMpaHeTo
Hapexpa Vouosa e KopekTHa B LiMTUpaHusTa Cu.

OueHKa Ha CbOTBETCTBUETO Ha aBTOpedhepaTa C OCHOBHUTE MOMOXEHUS U MPUHOCUTE Ha ANCEPTALMOHHUSA
TpyA: AsTopedepaTbT NpeacTaBs J0CTa CXeMaTUYHO TEKCTa Ha aucepTauuaTa. 3a Ja ce BHUKHE B CMUCHNa Ha
HayyHaTa paboTa e HeoBX0aMMO Aa Ce NPaBAT HEMPEeKbCHATH KOHCYTaLMKM CbC CaMUst ANCEPTALMOHEH TPYA.



HayyHu ny6nukaumm no Temata Ha AMCePTaLMOHHUA TPYA
Hapexna Vlouoaa “ma gge nybrnukaLmm no Temata Ha AoKTopaTta, KouTo ca nog nevart. [pegocTaBeHnTe TEKCTOBE
ca Heo(hOpMEHM W OOCTa CXeMaTUYHM, KpaTku U cemnnu. BeposiTHo e 6baaTt BbpHATW OT peaakTopuTe Ha
n3gaHvsTa 3a npepabotka.
1. bbnrapckata My3ukanHa cnega B lepmaHusa Mmexay ABeTe CBETOBHW BoMHWM — HOrosanageH
yHuBepcuteT ,Heodut Puncku®, 2022, nog nevar.
2. [Ommutbp HeHOB 3a NpuHUMNMTE HAa KnaBMpHaTa TeXHWKa — HeMo3HaTa KOpecrnoHaeHuus ¢ A.
LWano. - MponeTHu HayyHu YeTeHus, HMA ,Mpody. MaHvo Bnagurepos®, 2024, nog nevar.
He e npepactaeeHa TpeTa nybnukaums. lNpegnonara ce, Ye OOKTOPaHTKaTa, 3a BPEMETO HA HEMHOTO Hay4HO
nacneaBaHe, UMa W KOHLEPTHa OEMHOCT.

OuHaNHM U3BOAM Ha JOKTOPaHTKaTa

1. PaskpvBaHe rnegHata Toyka Ha [IMmMuTbp HEHOB OTHOCHO KIOYOBW acnekTu M MpeacTaBsHe Ha
NMPaKTUYECKN OPUEHTUPAHN PELUEHWS B KNaBMpHaTa MOArOTOBKA. Tasn rnegHa Touka e 0cobeHo
LieHHa, KaTo 13BefeHa OT No3uLMATa My Ha KIaBupeH neaaror ¢ U3KIIOYUTENHU NOCTUKEHUS U NPUHOC
3a 6bnrapckarta knaBupHa My3auka.

2. W3BnuyaHe u pekoHCTpyKums Ha HeHoBaTa meTtoponorusi ,TeXHMKa Ha NUaHOTO, TeOPeTUYHa U
MeTOAMYHA YacT" ype3 JelumdpupaHe U NPenuc Ha aBTOPOBUTE PBKOMKUCK, B KOUTO Ca OYepTaHu
SICHW (HOPMYNUPOBKU M Ce OTKPMBA MOAEPEH Neaarornyecku noaxog.

3. Ha 6asata Ha TpaguuuuTe B KNaBWpHUTE LUKOMM M CODBCTBEHaTa CW nefarornyecka npaktuka u
Hay4HO-u3cnegosaTencka pabota, HeHoB e n3sen, 0606LmMN 1 3aWWUTU CBOW UOEW 1 AeDUHULINN, 1
0COGEHO CbLUECTBEHM NPAKTUYECKM acneKTV 3a Pas3BUTMETO Ha KnaBupHaTa negaroruka u sbobiuye
pa3bupaHeTo 3a WHCTPyMeHTa. Te ca No CbLUECTBO NPSKO CBbP3aHW C HeroBata npodecuoHanHa
eKkcnepTuaa, CTuna 1 onuTa My Ha KOMNO3UTOP M KOHLLEPTEH MUaHWUCT.

4. Tean pbKonucy NpeacTaBnsBaT OTKPUTUE C HAayyHa CTOMHOCT 3a w3cnegoBaTenute Ha JduMuTbp
HeHOB 1 Bb3MOXHOCT 3a KNaBUPHWUTE NeJarosw U MHTepnpeTaTopy Ypes Tax fa 06oraTar u passust
no3HaHWaTa cv B obnacTra.

5. B cBoAta metognka HeHOB € cCnogenun W3BECTHM YHMBEPCANHW MpuHUMNM B obnactta Ha
BromexaHukaTa M NCUXONOrMSITa Ha KNaBMPHWUS U3MbIHUTEN NPEACTABEHWM HA JOCTbNEH €3UK —
NPUHLMNK, KONTO Brxa G NONEe3HM 3a BCEKW U3y4vaBaLl MHCTPYMEHTa.

6. OcobeHo LeHHM ca HeroBuTe 0BACHEHMS 3a MOCTAHOBKA W 3aBUCMMOCT MeXAy ABWKEHUSTa Ha
OMOPHO-ABMraTeNnHWa anapar 1 3BYKOW3BAWYAHETO, KOETO MO-CbLUECTBO € HAMb/IHO PEneBaHTHa u
aKTyanHa npobnematuka.

MHeHwe Ha peveHseHTa: KazaHo fobpe (pegaktupanm ca ot meH MLL), HO B TeKCTa Ha AncepTaumusTa Kato U3Boau
He Ca 3alLLMTEHN AOCTaTBbYHO U HE Ca CUCTEMATU3MPaHM 1 KOHKpeTU3npaHu. Beuyko e aapeHo obLwo 1 cxeMaTuyHo.

MpuHoCK Ha AnUCepTaLMUOHHMA TPYA

1. TNpwn paboTata Hag aucepTaumsTa e HanpaBeHO pa3unTaHe u NPennc Ha aBTOPCKN PbKONMCK Ha JuMuTbp
HeHos, Hamupalm ce BbB ®oHA 216 B HayuHus apxue Ha BAH. [3BbpLueH e onuT 3a CBbp3BaHe Ha
oTaenHnTe 6ENEXKN 1 OTKbCU OT TEKCTOBETE Ha KOMMO3WTOPA, 3a Aa NOKaxar eaHa No-ACcHa KapTiHa 3a
nefarornyeckuTe My M3cnefBaHns Bbpxy npobremMute Ha KNaBMPHOTO U3KYCTBO W Neaaroruka ¢ Len aa
Ce M3BreYe no-LANoCTHa KOHLENLMA Ha Heroata meTogonorus. (PeleHsenT: He mora Aa npuema To3u
MPUHOC Ha AucepTauusiTa, 3awWoTo Tasu pabota € MbpBOHayanHa, Ha Gasa Ha KOSTO Ce npassT
nocrneaBaLyuTe etanu oT HayJHaTa paspabotka)

2. Cebp3BaHe Ha OTAENHUTE aBTOPOBM OENEXKM M OTKbCU OT TEKCTOBE, 3a [a MokaxaT egHa no-scHa
KapTuHa 3a Hay4yHOTO u3creasaHe Ha JumuTbp HeHoB BbpXy npobriemunte Ha KNaBuMpHOTO M3KYCTBO W
negaroruka, 3a fa ce U3Bneye LANocTHa KoHLenumus Ha HeroBata Metogornorust. (PeuensenT: CbLuo He
Mora Aa nmpuema TO3W MPUHOC, 3all0TO B Lsnata AucepTauus MMa pasxBbpfIsiHOCT, MOBTOPEHUS,
06bpkBaHus. He ce nonyyasa LSANOCTHOCT M CTPOMHOCT, HAMa sicHOTa. Hama npeacTaseHa KoHLenuus
Ha JumuTtbp HeHos.)

3. OcblyecTBeHO € MexayHapogHO npoyyBaHe Ha 0asa MCTOPWUYECKM [aHHW, 32 EBEHTYanHOTo
CbLLEeCTBYBaHE Ha 3BYKO3an1CH MaTepuani, CbabpXalyn u3nbiHeHns Ha Aumutbp HeHOB B paauo u
KMHO apXuBMTE Ha Pa3nMYHM EBPOMEWCKN AbPXaBu, B KOMTO HEHOB € M3HACAN KOHLEPTW, B T.u.
l'epmanuns, PpaHuns, Xopatus, Cbpbus. (PeLeH3eHT: Toan NpUHOC ChLLO € Nofd BbNPOC, 3aLl0To CaMo
Ce KasBa, Ye € HamnpaBeHO npoyyBaHe. HaMa AajeHu OokasaTencrea — Kbae, Kora, KakBo, kaTto
npunoxexue Tpsbea fa e NpefocTaBeH CUCHK C MaTepuanu, fati, mecta 1 T.H. EQHo noceluexve B
BubnnoTeka unu pagmo 1 KMHO apxmB, He MOXE Aa Ce NMpUeMe 3a NPUHOC)

4. CobnoctaBeHa € HeHoBaTa MeTOAOMNOrMs C Apyri, AoKa3anu ce BbB BPEMETO TakuBa. HanpaseH e
Npenuc Ha HenoaHata KopecnonaeHuus mexay HeHos u Adanacui Mpokoduesny Lanos (unm A. ©.
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LLlanoB, kakTo HeNpeKbLCHATO ro NULLE JOKTOpaHTKaTa). AHanuaupaHu ca OTKbCUTE OT MPEeBOAaA OT PyCKM
Ha [umutbp HeHoB Ha MeToagmMkaTa 3a passBuTie Ha KnasupHaTa TexHuka oT Llanos. HanpaseHa e
CbNOCTaBKa C OpUrHana 4pes U3nonaBaHe Ha HaMepPEHO aBTEHTUYHO KOMKE OT MbPBOTO U3LaBaHe npes
1931. (PeueH3eHT: BeposiTHO ToBa € HanpaBeHO, HO HWKbAE B TEKCTAa He MoraT ga Ce HamepsiT
[oka3aTencTea 3a ToBa, CaMo MMa u3sBMneHus. TemaTa Ha gucepTauusaTa He e CbnocTaBka Ha ABaTa
TeKcTa, 3a Aa 6bAe NpeacTaBeHo KaTo NPUHOC.)

5. [lokasaHa e Bpb3kaTa MeXOy KOMMO3UTOPCKOTO M MHTEPNPETaToOpCcKO MaWcTopcTBO Ha HeHoB ¢
NOCTWXEHWsITa My B 0BacTTa Ha knaBupHaTa neaaroruka. (PeLeHseHT: 3a ChxaneHue, Te3n TBbpAEHNs
He ca [OKa3aHW, a ca MOAHECEHW CXeMaTWyHO. Tasn WHGopMauus e W3BecTHa B Korerusta W
KOMEHTMpaHa OT Apyru NpeauwHn uacnegosaren Ha HeHos kato Pomeo Cmunkos, MonuHa AHTOHOBa
WT.H.)

6. [ucepTauusta e BbIMOXHOCT 3a 6brrapckata My3ukanHa obLyecTBEHOCT fa ce 3ano3Hae ¢ gocera no-
cnabo n3secTHaTa npodecroHanHa YyepTa Ha [umuTbp HEHOB — KnaBupHaTa negaroruka, ¢ HauuHa my
Ha MucneHe. Toa MOXe [a e NOBO/ 3a NO-HaTaTbLUEH aHaM3 Ha Hay4HUTe My 13creaBaHus B obnactTa
Ha KNaBWMpHOTO W3KYCTBO M neaaroruka. MonyyeHata ombiHeHa hopMa Ha KnaBupHaTa MeToAMka Ha
HeHoB mMOXe [a MMa NpunoxHa yHKUMs 3a negarosute no nuaHo.8 (PeueHseHT: He moxe ga ce
pa3bepe KOHKPETHO MMa N (hopMma KnaeupHaTa MeToamnka Ha HeHoB, kakBo NpeacTaBnsea.)

BaxHu 3a0enexku no guceprauusTa
[ducepTauvsta e (parmeHTapHa M TEKCTbT CTOM HEAOBbPLUEH, CxemaTudeH, Ge3 rmagkoct. Cpewar ce
HenpekbCHaTV NOBTOPEHMS, NPaBONUCHU rpeLuki. PaspaboTkata UMa Hyxaa OT LANOCTHO chopmaTupaHe, Kakto
N OT cepno3Ha KOpeKTopcka M peaakTopcka pabota, npean aa 6wvae msnpateH B HALWL wnu nybnukysaH
HAKbAE, 33 Aa U3MbKHE MAEATa Ha AOKTOpPaHTa M Ka4eCTBOTO Ha HAay4YHOTO U3CneaBaHe.
1. CblUHOCTHaTa YacT Ha aucepTaumsTa e MHOro kpaTka. ToBa He € Xy[OXeCTBEHO-TBOpYecka pa3paboTka
C KOHLEPTH, a TEOPETUYEH TPy, KOMTO CE& OCHOBAaBAa Ha apXxuBHW MaTtepuanu (pabota ¢ apxus). OT 193
cTpannum camo 107 ca aucepTauus, LPYroto € NpUroXeHUs (CHAMKM Ha apXuBHUTE AOKYMEHTU W
pasLLMdpoBaHe Ha TEKCT), KOETO TPYAHO MOXE Aa Ce NMpueme 3a AucepTauMoHHa HayyHa paspaboTka.
Axo BbpXy Ta3n ocHoBa be HanpaBeH Cepro3eH ObnbounHeH aHanus — gobpe, HO B gucepTauusaTa uva
CamO HaXBbpSHN TyK-TaM U3BOAM OT MO 1-2 U3peyeHmsl, KOETO He € JOCTaTbYHO.
2. [lokTopaHTkaTa, BMECTO Aa M3MOXW CBOWUTE BWKOAHWUS W aHanu3n, CXeMaTUYHO AaBa KpaTbK OTYET Ha
NPOYETEHOTO (aAMUHUCTPUPa apxuBuTe). [Tuncea noruyecka nogpeada, cucTeMaTm3aLms Ha NPUHLMNUTE
Ha HeHoB, KOHKPETM3aLWs Ha HOBATOPCKATE M MOME3H! HeLLa, KOMTO MOraT ICHO Aa Ce OTKPOST 1 Aa ca
nomnesHu Ha creaBalyy KnaBupHW negarosn. YeTawmat ce obbpkBa BbB BOAOBLPTEXA OT OTKbCIEYHA
nHopmauwms, a bu Tpsbeano NecHo Aa B3eMe TOBa, KOETO My € HyxHO. Hanp. B rnasa 3.1. OcHosHU
npuHYUnuU Ha HeHogama memodosno2us U MAIXHOMO NPUIOXEHUE 8 npaKkmukama, YeTAWMAT 04akea Aa
Ce CUCTEMATU3NPAT KOHKPETHUTE NMPUHUMNM Ha HeHoBaTa KnaBupHa MeTOAMKa U NpakTuka, HO YeTem
CamO HSIKOM CEMMNAM U3peyeHust kato ,HeHos ussexda npuHyunu, kamo Memoda Ha UCMOPUYECKUs U
7102UYeCKU aHanu3, npagu 0edykmusHu u abcmpakmHu 0606weHus, usgexdalku ¢hopmynu u cnocobu
3a npeodorisieaHe Ha MexHUYecKu mpydHocmu, Ype3 cobecmeeHo muJikysaHe Ha 0bwume NPUHUUNU U
3aKoHU 8 u3credsaHama 0bnacm u nofi3eaHe Ha UHMepAuCUUNIUHapHU MemMoOUYeCKU nputiomu...” unu
B rmaBa 3.2. Kakgo e xapakmepHOmO U HO8amopPCKOmMo 8 KnasupHama wkona Ha Jumumbp HeHos u
Kakga e porsima My Ha nuaHucm u nedazoe 8 pasgumuemo Ha bbrieapckama KnagupHa Wkona, He ce
Hammpa HULLO, KOETO Aa MOACKaXe KOe € HOBO W KOe TPaaULIMOHHO. .
3. [lokTopaHTKaTa nomnssa MHOro NOBTOPEHMs!, 06bPKBA Ce B CBOMTE ThXAEHMS, HO HAMA KOHKPETMKA, HAMa
CBOW NMPUHOC, 3a Ja OTKpOM ToBa, koeTo e Henosoto!!!
Hanpumep BbNpOCHT C NpbCTOBKATA pasrnexaa HAKOMKO MbT, HO HE [JaBa HIKaKBW KOHKPETHOCTU B HETO,
Taka Ye [ja CTaHe SICHO KakBO € HOBOTO, KakBO € pasninyHOTO, KakBO Npezrara, KakBo € OTKPUM U T.H.
Hanp. goktopaHTkata npasw 13Boau: ,B Oyxa Ha mpaduyuume, koumo mol cnedsa, HeHos u3gexda
Kame20puYyHO SICHO (hopMynupaHu U OOKa3aHU OCHOBHU NPUHUUNU 8 meopusima U npakmukama Ha
K1agupHOmMOo C8UPEHE U My3uKanHa uHmepnpemauus. 3ae0HO ¢ moea € UEeHHO Hanu4yuemo Ha He208u
JIUYHU udeu, OMKpUMUS U ecmemu4ecku eb32r1edu.” ... unn JM3cnedsaHume pbkonucu Ha Jumumbp

6 Mucns, Ye nokTopaHTKaTa 6bpKa (kaTo M NpaBu CUHOHWMI) ABa TEPMUHA, KOUTO Ca KOPEHHO Pa3NUYHK:

MeToamkarta e CbBKYMHOCT OT METOAM 3a 0DyYeHue (B HELLO) UNK 3a NPaKTUYECKOTO U3BBPLUBAHE HA HAKOS AEMHOCT. (T.e.
TOBA € MpaKTMKaTa 3a NOCTUraHe Ha AageHo HeLwlo)

MeToponorusTa e CBbp3aHa OT efHa CTpaHa C aHanu3 Ha NPUHLMNMTE U MeTOAUTe, NpaBunaTa U nocTynaTuTe, npunaraxu
B e4Ha AUCLMNMMHA, @ OT Apyra — CbC CUCTEMATUYHOTO M3CHeaBaHe Ha METOANUTE, KOUTO Ca UM MoraT fa 6baaT npunoxeHu
B Ta3u AMCUMNAMHA. T.e. yYeHne 3a Hay4YHWUs MeTog Ha no3HaHneTo. CHBKYMHOCT OT METOAM, NMPUITaraHu OT eAHa Hayka npu
u3crneaBaHus. (T.€. TOBa € HaykaTa 3a nogobpsiBaHe Ha MeToauMkaTa)

5



He+os 6 Hacmosiwusi mpyd cbObpxam KOHKPEMHU U SICHU (hOPMYnuposKu Ha eOuH adanmupaH,
npogecuoHaneH u, Makap Ha Mecma onpocmeH — pazbupaem u docmbneH e3uK. Te npedcmasrnssam
Hay4HO 060CHO8aHa U HanbfIHO pefiegaHmMHa KbM OHewHa dama uHgopmayus.” bes KOHKpeTuka
CbBCEM 0OLLO Ka3aHu U3BOAM...

4.  OCHOBHO NMpaBKNO NpY NUCaHE Ha Hay4eH TPYA € Aa HAMA CbKPaLLEeHUs Ha UMeHa (HWTO Ha NaTuHULa,
HUTO Ha Kupunuua). MbpBUTE MMEHA HE Ce CbKpaluasar, 3alloTo ToBa Ou 3aTpyaHMNO nocreasally
Hay4HU TbpceHus!

5. bBux noxsanuna goktopaHTkaTa 3a obwwwupHaTta 6ubnuorpadms no Temarta, KakTo 1 TicHaTa it pabota ¢
MonuHa AHTOHOBa M Pomeo CMWNKOB, KOUTO B MOMEHTA Ca efHu OT Han-gobpute cneuuammcTi no
apxvBuTE M TBOPYECTBOTO Ha JumuTbp HeHos, kakTo u ¢ Hukonai Mpages, KOWTO NpaBu TEOPETUYHO-
XapMOHWYEH MPOYNT Ha HAKOM Npou3BedeHns Ha HeHoB. bBenexkute nog NuHUS ca BOCTBNHW W
noapo6HK, KOETO CHLLO € NIKC Ha JOKTopcKaTa pabora.

6. B aucepTaumsaTta He cTaBa SiCHO (BeposiTHO Hagexaa He e 3anosHata), ye B LUymeH ca oTkputu (OT
MonuHa AHTOHOBA) NUNCBALLMTE YaCTK OT METOAMYECKUTE TEKCTOBE Ha dumuTtbp HeHoB.” Toa noka3ea,
Ye He ca MO3HATW W aHanM3MpaHW BCUYKK MyGnmkauum n JOKyMEHTW no Temara... /3BecTHO e, Ye 4-p
MonuHa AHTOHOBa € paboTina camo M eAMHCTBEHO C HOTHWS apxvB Ha [umuTbp HeHoB (He ¢ uenus
apxus). OcBeH TOBa, N0 BPeMETO KoraTo HEeHOB MuLE W OpraHM3npa CBOMTE METOAMYECKN KIaBMPHM
Benexkn (40-50 roguHm Ha XX Bek) uma obpasyeana ce ,BbfHa“ OT NogobHM CTyauu W TpyLoBe no
METOAMKA Ha KMaBMPHOTO 00y4yeHne B HawaTta Akagemusi (kaTo oTpaxenue Ha npouecute B CCCP u
BNMsAHNETO Ha CbBeTckaTa WwKkona). T.e. ToraBa 3anoysar fa 13gaBaT MeTOAMYeckn Matepuani AHapen
CrosHoB, Tamapa AHkOBa M peauua Apyrv aBTOPUTETHM negarosn. [la, HEHOB e yHuKamneH B CBOETO
My3/KanHO W KOMMO3UTOPCKO MUCIIEHe, TOM MMa BB3MOXHOCT da CbyeTae B efHO (B CBOETO
W3MbIHUTENCTBO) HAKOMKO BEMMKM NUAHUCTUYHM LUKOMK, KaKTO 1 Aa HaXBbpiu cBouTe Genexku. Ho He e
OWn eauHCTBEH. ..

7. Tlpun pasroeop ¢ Pomeo Cmunkos Ha TeMa Jumumbp HeHos u He2o8ume nedazozuyecku npuHyunu (BB
BPb3ka C NpeaocTaBeHaTa M aucepTaums Ha Hapexaa Vowosa) Toit Nopckasa HeLwo MHOMO BaXHO:
pobpe e, KakTo 1 HeobX0AMMO, NpW aHanW3 Ha NcaHUTe oT HeHOB TEKCTOBe Aa Ce Mon3sat 1 Nnpumepm
oT HeHoBuTe KpynHu npousseneHus kato CoHata es moll n KnaBupeH KoHUepT (nocrnegHata TBopba e
TOYHO OT nepuoga, KoraTo ca HeroBuTe negarornyecku Genexku). Heobxogumo e aa ce AOMbAHAT
[OKasaTencTBaTa Ha nocTaBeHaTa AOKTOpCKa Te3a 1 C Te3u U3BOAM U Napanenu.

Pa3lumpsiBaHETO M 3abn00YaBaAHETO HA HayyHaTa paboTa Lie NpeBbpHe AOKTOPCKOTO M3creaBaHe B
MHOrO MO-LIEHHO M CEPUO3HO, KaKTO M MPUHOCHO. TemaTa Ha aucepTaumsTa € UHTepEecHa 1 LiEHHA, HO Hay4YHOTO
W3MBbITHEHNETO He e Ha HWBO. TekCTbT e cxemaTuyeH. Cnopea MeH, paboTaTa Hag TekcToBeTe Ha JUMUTLP
HeHoB TpsbBa Aa NpOALKM A0 LANOCTHO U3AaHUe NO METOAMKA, JOCTLIHO Ha WMPOK KPbI YMTATENM U
negarosu.

B 3akntoueHue Ha Tasu PELLEH3WA wwe 3aBbplua cbe cnegHata oueHka: [JeinHoCcTTa Ha A0KTOpaHTKaTa 0TroBaps
Ha HayKoMempuyHUMe nokasamesnu 3a npunobveaHe Ha obpa3oBaTenHata v Hay4Hu CTeneH ,J0KTop®, cnopes
3PACPB. OuceptauuoHHusaT Tpya Ha Hagexpa XpuctoBa MowuoBa, [OKTOpaHT BbB dakynTeT no U3KycTBara,
Kateppa ,My3uka“ Ha KOrosanageH yHusepcutet ,,Heodmt Punckn® — bnaroesrpag, ¢ Hay4yeH pbkoBoauTen:
npod. a. usk. Mopaan Mowes, Ha Tema: TPAQULIMN U HOBATOPCTBO B KITABUPHOTO U3KYCTBO U
NMEJAQOMMYECKM nogxoq HA QUMUTBP HEHOB, 3aefHO C HOCEHWUTE OT HEr0 MPUHOCK C Hay4HW W
MPUNOXHM KAa4eCTBa, KakTo 1 NybnukauumTe No TemMarta, cMaTaM KOMNPOMWUCHM, HO BbIPEKV TOBA AaBaM CBOATA
NONOXMTENHA OLEHKA M Npeafiaram Ha yBaaemoTO Hay4HOTO Xypu Aa NpUcHAM oOpa3oBaTenHaTa U Hay4Ha
cTeneH ,,AoKTop” Mo npodecuoHarnHo Hanpasnexue 8.3. MyaukanHo 1 TaHLOBO M3KycTBO Ha Hapexaa Wouoea,
cnopeq u3nckBaHusiTa Ha 3akoHa 3a pa3BuUTUe Ha akaeMnyHus cbeTas B Penybninka Bounrapus.

13.11.2024, Codpus

Mpod. a-p Munexa Wywynosa-Maenosa

7 B My6rvkaums Ha AHTOHOBA OT NPeACTaBeH A0KNad Ha koHdepeHuus ,Mnag HayyeH dopym 3a My3uka u TaHy” B HBY,
“Ma HoMmepa Ha (hoHa 1 MOXe ia Ce OTKPUSAT JOKYMEHTUTE.
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Biographical Information

Nadezhda Yotsova was born in Sofia, Bulgaria. She won her first national and international awards at a young age,
including the "Young Musical Talents" ('96), the First Piano Competition for American Music "Aaron Copland"
(2000), and the Rotary Club’s "Young Musical Talents" (Edirne, Turkey, 2004). In 2005, she was awarded the "Béla
Barték" prize at the international summer academy "Prague-Vienna-Budapest" in Baden, Austria. Nadezhda
Yotsova's repertoire preferences lean towards late Romantic and contemporary music, performing works by
composers such as Chopin, Liszt, Bartok, Rachmaninoff, and Scriabin. She has appeared as a soloist with
Bulgarian orchestras including the Bulgarian National Radio Symphony Orchestra, the New Symphony Orchestra,
and the Philharmonic Orchestras of Varna, Vratsa, Pleven, and Ruse. In 2006, she graduated from the National
Music Academy in the piano class of Prof. Anton Dikov, later completing her Master’s degree in Piano and Chamber
Music in Germany under Prof. Gerrit Zitterbart at the University of Music, Theatre, and Media in Hanover (HMTM).
In 2011, she was awarded an international scholarship by the "Live Music Now — Yehudi Menuhin" Foundation.
She has collaborated in performances and recordings with Stoika Milanova (violin, Bulgaria), Kana Sugimura
(Japan), and Borislav Yotsov (clarinet, Bulgaria). In 2013, she gave the world premiere of Hristo Yotsov's piano
concerto The Spirit of Jazz. In 2017, she performed as a soloist with Sofia Symphonics under the baton of Lyubka
Biadzhoni at the prestigious “Klassik auf der Burg Open-Air” festival at Plassenburg Castle in Germany. Her work
includes two televised performances for Bulgarian National Television (Chopin’s Waltzes, 1998; The Spirit of Jazz
Piano Concerto by Hristo Yotsov, 2013); two recordings for Bulgarian National Radio (The Spirit of Jazz Piano
Concerto, 2013; Sonata for Violin and Piano by Milcho Leviev, 2017); and a recording for North German Radio
[NDR], Hanover (Toccatina for piano by Hristo Yotsov, 2013). Nadezhda Yotsova performs in Germany and
Bulgaria and works as a piano educator in Germany.

Dissertation structure
The dissertation was discussed and proposed for defense at a regular meeting of the Department of Music on
September 17, 2024. Its structure includes an introduction, three chapters', a conclusion, a bibliography with 60

" The Chapter 1. Retrospective of the Bulgarian Piano School from its Inception to the Mid-20th Century This chapter examines
the role of Bulgarian composer-pianists from the first and second generations in establishing academic musical traditions. 1.1
Independent development and professional training in Dimitar Nenov. 1.2 Nenov's piano approach and the influence of various
schools in shaping him as a pianist, including the Liszt-Busoni-Petri lineage. 1.3 Innovative techniques in Nenov's musical and
performance ideas. 1.4 Toccata for piano as a projection of Nenov's piano style and musical thinking. 1.5 Pedagogical approach
and theoretical work of Dimitar Nenov: 1.5.1 A significant document: Letter to the Minister of Education, 1946. 1.5.2
Interweaving of musician-performer and researcher-educator roles. Chapter 2. Pianism and Pedagogical Explorations of
Dimitar Nenov This chapter delves into Nenov's quest for a distinctive piano methodology. 2.1 In search of a piano method:
2.1.1 The Method of A.P. Shtapov. 2.1.2 Correspondence between Dimitar Nenov and A.P. Shtapov. 2.2 Theoretical works by
Nenov in the Bulgarian Academy of Sciences archive: 2.2.1 Dimitar Nenov. Notes on Piano Pedagogy. Manuscript, Fund 216,
arch. unit 371, 12 pages. 2.2.2 Methodological section. 2.2.3 Working Notes by D. Nenov on Music Interpretation Pedagogy,
F. 216, op. 1, unit 429, 6 pages. 2.2.4 From the Chair to the Piano Keys, F. 216, op. 1, unit 403, 12 pages. Chapter 3.
Intersections Between Tradition and Modernity in Piano Pedagogy and Performance Art of Dimitar Nenov This chapter explores
the blend of traditional and innovative elements in Nenov’s piano pedagogy and performance style. 3.1 Core principles of
Nenov's methodology and their practical applications: 3.1.1 Nenov’s critical view on academic training. 3.2 Distinctive and
innovative aspects of Nenov's piano school and his role in the development of the Bulgarian piano school: 3.2.1 Article
“Bulgarian Music Will Flood the World.” 3.2.2 Symmetry as a structural element in Nenov's compositional and piano technique.
3.2.3 Fingerings and technical exercises. 3.3 Practical application and contribution of Nenov's system for the modern pianist
and piano educator: 3.3.1 Guiding principles of Nenov’s methodology. 3.3.2 Posture and positioning. 3.3.3 The Chopin method
as foundational for contemporary piano pedagogy.
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references (47 in Bulgarian, 1 in Russian, 10 in English, and 2 in German), and four appendices—totaling 193
pages (107 pages of scholarly text and 86 pages of appendices) 2.

Clearly Defined Goals and Objectives of the Dissertation

The subject of this research is the piano approach of Dimitar Nenov, both in terms of creativity and scholarly
pedagogy, with materials drawn from his archival collection at the Bulgarian Academy of Sciences. The focus of
the research is the traditional and innovative elements in Dimitar Nenov's piano pedagogy and performance
techniques, as preserved in his verbal and musical archives. The relevance of this study is underscored by the
need to analyze Nenov's pedagogical system, documented in his verbal legacy from the first half of the 20th century,
making it accessible to the musical community (educators, performers, critics). The primary aim of this research is
the transcription, decoding, and analysis of texts by Dimitar Nenov with methodological and theoretical content?.
To support the scholarly text, high-resolution digital reproductions and facsimiles of these texts are included in the
dissertation. The following objectives are pursued: 1. Conduct a literature review and analysis of Dimitar Nenov’s
piano works, including his handwritten notes, original scores, published sheet music, and recordings. 2. Analyze
key theoretical works on piano methodology from the 1950s. 3. Review dissertations, research, and publications
on Dimitar Nenov’s body of work. 4. Digitize, transcribe, and analyze the content of Nenov's texts on piano
pedagogy*. 5. Compare Nenov's research on piano pedagogy with major global trends and achievements in the
field. 6. Conduct an international investigation of radio and television archives to verify the existence of surviving
recordings of Dimitar Nenov’s performances.

The research methodology® includes: Comparative Method: Examining Nenov's pedagogical and pianistic
approach and stylistic characteristics against existing methodologies and their applications. Analysis and Synthesis:
Analyzing and synthesizing the content of Nenov's manuscripts on piano pedagogy and musical interpretation.
Synthetic Method: Integrating scattered elements of Nenov's conceptual and methodological framework into a
cohesive whole.

Significance and Relevance of the Research Problem

Dimitar Nenov (1901-1953) has made a proven contribution to the development of Bulgarian musical culture.
Nenov left behind valuable archival materials that serve as a basis for various scholarly studies and form the
foundation of monographs and academic publications. His legacy has not yet been fully explored, and further
examination and study are needed. The transcription of all facsimiles presented in this dissertation was conducted
by Yotsova, who preserved Nenov's original orthography, with the exception of spelling rules officially changed by
the 1945 reform.

Scientific research (known to us) on the personality, archive, piano methodology, and harmony of Dimitar Nenov
up to this point includes works by Polina Antonova, Romeo Smilkov, Nikolai Gradev, Pencho Stoyanov, Lazar
Nikolov, and Lachezar Karanlakov (the first three have assisted the doctoral candidate with materials and support).
In parallel with the review in Bulgaria, research was also conducted in French, German, and Croatian national radio
and film archives, where there is information about concert performances by Dimitar Nenov in the 1930s; however,
no recordings have been found. This is claimed by Yotsova, but she has not provided evidence for this scholarly
and archival work.

Itis known that Nenov was strongly influenced by Egon Petri (1881-1962), with whom he worked in Poland in 1931.
He shares: "l am a student of the great pianist and teacher Egon Petri, who, in turn, was the best student, an equal
pianist, and a good collaborator of the greatest pianist after Franz Liszt — Ferruccio Busoni." Petri, in addition to
being a student of Busoni (1866-1924), was also part of his close circle of friends. We know that Busoni was one
of the most prominent followers of the school of Franz Liszt (1811-1886). Although not a direct student of Liszt,
Busoni was heavily influenced by his creative and pianistic views, becoming a promoter of his music. Going further
back in the Liszt lineage, we reach his teacher Carl Czerny (1791-1857), who began taking lessons from Beethoven
in Vienna at a very young age, started teaching at the age of 15, and to whom we owe one of the key methodologies

2F. 216, Archival Unit 371, 12 pages — Dimitar Nenov. Notes on Piano Pedagogy. Manuscript. Includes both transcription and
original. F. 216, Op. 1, Archival Unit 429, 6 pages — Working Notes by D. Nenov on the Pedagogy of Musical Interpretation,
Manuscript. Includes both transcription and original. F. 216, Op. 1, Archival Unit 403, 12 pages — From the Chair to the Piano
Keys, typewritten. Includes both transcription and original. F. 216, Op. 1, Archival Unit 794, 2 pages — Draft Letter from Dimitar
Nenov to A. Shtapov (1946), Manuscript. Includes both transcription and original. "Bulgarian Music Will Flood the World" -
Interview by G. Genov with D. Nenov, published in the newspaper Kultura, 1967, Issue 5, p. 3.

3 The majority of the handwritten and typewritten materials are in good condition, primarily consisting of sketched ideas that
are often difficult to read.

4 Fund 216, Scientific Archive of the Bulgarian Academy of Sciences (BAS).

5 The doctoral candidate uses the term methodology, which carries a distinct meaning.



(a serious school) with études and exercises for the piano. Dimitar Nenov had the opportunity to draw knowledge
from the artistic work of Leopold Godowsky, Ignaz Friedman, Josef Hofmann, Moritz Rosenthal, Josef Levin, and
others. In Bulgaria, during this decade, concerts were held by Prokofiev and Szymanowski (well-known virtuosos).
Trifon Silyanovski, a student of Nenov, describes his Toccata as "the most constructive and architectural work of
Dimitar Nenov." In it, with its characteristic motoric movement and polytonality, there are striking similarities with
prominent works of the time, such as Sergei Prokofiev’s Toccata.

Level of Knowledge of the Problem by the Doctoral Candidate

Nadezhda Yotsova is working on three archival units containing handwritten and typewritten texts by Dimitar Nenov,
which present his views on piano technique and pedagogy. These texts are titled by Polina Antonova as follows:
"Notes on Piano Pedagogy, Manuscript" (In the content, an attempt at systematization can be traced, with complete
or partial sections/chapters that can be grouped: the first nine pages include an uninterrupted introduction, followed
by the "Methodological Part" with a section on "Posture" and subsections on "a) Instrument," "b) Posture"). "Working
Notes by Dimitar Nenov on the Pedagogy of Musical Interpretation." "Study 'From the Chair to the Piano Keys'."
According to Yotsova, the title "Piano Playing Technique — Theory and Methodology" was likely a working title, as
later Nenov officially referred to his work as "Piano Technique, Theoretical and Methodological Part" in his letter to
the Minister of Education in 1949. Nenov expressed his desire to provide a "guide" for piano teachers. He stated:
"As a result of 38 years of artistic and 15 years of pedagogical work, as well as my scientific research, | have written
and plan to type, organize, and prepare for publication a book during this vacation." In his teaching method, Nenov
incorporated the personal and scholarly experience of the greatest contemporary specialists. In his book, he cites
a range of significant figures such as Philipp Emanuel Bach, Chopin, Liszt, Hans von Biilow, Tausig, Brighthaupt,
Tetzel, Hugo Riemann, Busoni, Egon Petri, Oscar Bie, Alfredo Casella, Steinhausen, Emil Frei, Kurt Schubert,
Lammer-Gizeking, M. P. Barinova, Stapov, Balakirev, Sholpo, Prokofiev, and others. Nenov aimed to introduce a
new approach to piano playing and pedagogy, particularly in relation to the ideas of Busoni.

Scientific activities of Yotsova that demonstrate her level of understanding:

1. Extraction and reconstruction of Nenov's "Piano Technique, Theoretical and Methodological Part" through
deciphering and transcribing the author's manuscripts, in which clear formulations are outlined, revealing
a modern pedagogical approach.

2. The manuscripts represent not only a discovery of scientific value for researchers of Dimitar Nenov but
also an opportunity for piano pedagogues and interpreters to enrich and develop their knowledge in the
field.

3. In his methodology, Nenov shared certain universal principles in the areas of biomechanics and the
psychology of piano performance, presented in accessible language - principles that would be beneficial
for anyone studying the instrument.

4. Particularly valuable are his explanations of posture and the relationship between the movements of the
musculoskeletal system and sound production.

| would highlight the following from Dimitar Nenov, which is particularly important when working with the instrument:

1. Optimal use of the musculoskeletal system.

2. Optimal control over the instrument.

3. Achieving optimal sound and artistic aesthetic results, as well as avoiding injuries caused by overloading

and improper use.

Nenov paid particular attention to these issues! In the conclusion of her dissertation, Nadezhda Yotsova believes
that "the transcription and analysis of the archival units 'Notes on Piano Pedagogy,’ 'Working Notes on the
Pedagogy of Musical Interpretation,' and 'From the Chair to the Piano Keys' clearly demonstrate that the texts
complement each other and provide a comprehensive understanding of Dimitar Nenov's concept, his ideas, and
his explorations in the field of piano technique and pedagogy." (Unfortunately, Yotsova has not attempted to
organize and systematize a unified conceptual text that could be offered to future generations.)

Correctness in Citation:
Nadezhda Yotsova is correct in her citations.

Evaluation of the Consistency of the Abstract with the Main Points and Contributions of the Dissertation:
The abstract presents the dissertation in a rather schematic manner. In order to fully understand the essence of
the scientific work, continuous consultations with the dissertation itself are necessary.



Scientific Publications on the Topic of the Dissertation: Nadezhda Yotsova has two publications on the topic
of her doctoral thesis, which are in press. The provided texts are unfinished, rather schematic, brief, and simple.
They will likely be returned by the editors of the journals for revision.
1. "The Bulgarian Musical Trace in Germany Between the Two World Wars" — Southwestern University
"Neofit Rilski", 2022, in press.
2. "Dimitar Nenov on the Principles of Piano Technique — Unknown Correspondence with A. Shtapov" -
Spring Scientific Readings, National Academy of Music "Prof. Pancho Vladigerov", 2024, in press.
No third publication has been presented. It is assumed that during her scientific research, the doctoral student also
engages in concert activity.

Final Conclusions of the Doctoral Candidate:

1. Revealing Dimitar Nenov's Perspective on Key Aspects and Presenting Practically-Oriented Solutions in
Piano Preparation: This perspective is particularly valuable, derived from his position as a piano teacher
with exceptional achievements and contributions to Bulgarian piano music.

2. Extraction and Reconstruction of Nenov's Methodology "Piano Technique, Theoretical and Methodological
Part" through the deciphering and transcription of the author's manuscripts, in which clear formulations
are outlined and a modern pedagogical approach is discovered.

3. Based on the traditions of piano schools, his own pedagogical practice, and scientific research, Nenov
has formulated, summarized, and defended his ideas and definitions, especially significant practical
aspects for the development of piano pedagogy and the understanding of the instrument. These are
directly linked to his professional expertise, style, and experience as a composer and concert pianist.

4. These manuscripts represent a scientific discovery of value for researchers of Dimitar Nenov and an
opportunity for piano teachers and interpreters to enrich and expand their knowledge in the field.

5. Inhis methodology, Nenov shared certain universal principles in the field of biomechanics and psychology
of piano performance, presented in accessible language—principles that would be useful for anyone
studying the instrument.

6. His explanations of posture and the relationship between the movements of the musculoskeletal system
and sound production are particularly valuable, as this is a relevant and current issue.

Reviewer’s Opinion: The conclusions are well-stated (edited by me, MSh), but in the text of the dissertation, they
are not sufficiently defended and are not systematized or made specific. Everything is presented generally and
schematically.

Contributions of the Dissertation:

1. Decoding and Transcribing the Manuscripts of Dimitar Nenov: The dissertation includes the decoding and
transcription of Nenov’s original manuscripts located in Fund 216 at the Scientific Archive of the Bulgarian
Academy of Sciences. An attempt has been made to connect individual notes and excerpts from the
composer’s texts in order to present a clearer picture of his pedagogical research on the issues of piano
art and pedagogy, with the aim of extracting a more comprehensive concept of his methodology. Reviewer:
| cannot accept this contribution, as this work is initial, serving as the basis for subsequent stages of the
scientific development.

2. Linking Author's Notes and Excerpts to Clarify Nenov's Scientific Research: The dissertation attempts to
connect Nenov's separate notes and excerpts from texts to form a clearer picture of his scientific
exploration of piano art and pedagogy, with the goal of extracting a comprehensive concept of his
methodology. Reviewer: | also cannot accept this contribution, as the entire dissertation lacks coherence,
contains repetitions and confusion. There is no overall clarity or organization. There is no presented
concept of Dimitar Nenov.

3. International Research Based on Historical Data for Potential Sound Recordings: An international study
has been conducted to investigate the possible existence of audio recordings containing performances by
Dimitar Nenov in radio and film archives of various European countries where Nenov gave concerts,
including Germany, France, Croatia, and Serbia. Reviewer: This contribution is also questionable because
only a mention of the research is provided, with no evidence — no details on where, when, or what was
found. A list of materials, dates, and locations should be included as an appendix. A single visit to a library
or radio and film archive cannot be accepted as a contribution.

4, Comparison of Nenov's Methodology with Other Established Ones: Nenov's methodology has been
compared with others that have proven successful over time. The dissertation includes a transcription of
previously unknown correspondence between Nenov and Afanasy Prokofievich Shtapov (or A. F. Shtapov,
as the doctoral candidate consistently refers to him). Excerpts from Nenov's Russian translation of
Shtapov’s methodology for the development of piano technique have been analyzed, and a comparison
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has been made with the original using an authentic copy of the first edition from 1931. Reviewer: This may
have been done, but there is no evidence of this in the text, only statements. The dissertation’s topic is
not a comparison of the two texts, so this cannot be presented as a contribution.

Demonstrating the Link Between Nenov's Composition and Performance Mastery with His Achievements
in Piano Pedagogy: The connection between Nenov's compositional and interpretative mastery and his
achievements in the field of piano pedagogy has been demonstrated. Reviewer: Unfortunately, these
claims have not been proven and are presented schematically. This information is well-known within the
academic community and has been commented on by previous researchers of Nenov, such as Romeo
Smilkov, Polina Antonova, and others.

The Dissertation as an Opportunity for the Bulgarian Musical Community: The dissertation offers an
opportunity for the Bulgarian musical community to become acquainted with the previously less-known
professional aspect of Dimitar Nenov - his piano pedagogy and his way of thinking. This could serve as a
basis for further analysis of his scientific research in the field of piano art and pedagogy. The developed
and supplemented form of Nenov's piano methodology could have practical value for piano teachers®.
Reviewer: Itis unclear whether there is an actual "form" of Nenov's piano methodology, and what this form
entails.

Important remarks on the dissertation:

1.

The dissertation is fragmented, and the text feels unfinished, schematic, and lacks fluency. There are
continuous repetitions and spelling mistakes. The work needs overall formatting, as well as serious
proofreading and editorial work before it is submitted to NAACID or published anywhere, to highlight the
doctoral candidate's ideas and the quality of the scientific research. The essential part of the dissertation
is very short. This is not a creative work with concerts but a theoretical study based on archival materials
(working with archives). Out of 193 pages, only 107 are the dissertation itself, with the rest being
appendices (photos of archival documents and text transcriptions), which can hardly be accepted as a
dissertation in the academic sense. If a thorough, in-depth analysis had been done on this basis - fine,
but the dissertation contains only scattered conclusions, consisting of 1-2 sentences, which is insufficient.
Instead of presenting her views and analyses, the doctoral candidate schematically gives a brief report on
what she has read (she administers the archives). There is no logical order, no systematization of Nenov's
principles, no specification of the innovative and useful aspects that could stand out clearly and be useful
to future piano pedagogues. The reader gets confused by the whirlpool of fragmented information, when
it should be easy to extract what is needed. For example, in chapter 3.1 "Main Principles of Nenov's
Methodology and Their Application in Practice," the reader expects the specific principles of Nenov's piano
methodology and practice to be systematized, but only simple sentences like: "Nenov derives principles
such as the method of historical and logical analysis, makes deductive and abstract generalizations,
deriving formulas and methods for overcoming technical difficulties, through his own interpretation of
general principles and laws in the studied field and the use of interdisciplinary methodological
approaches..." or in chapter 3.2 "What is Characteristic and Innovative in Dimiatar Nenov’s Piano School,
and What is His Role as a Pianist and Pedagogue in the Development of the Bulgarian Piano School,"
there is nothing to indicate what is new and what is traditional.

The doctoral candidate uses many repetitions, becomes confused in her arguments, but there is no
specificity, no personal contribution to highlight what is new in Nenov's work!!! For example, the issue of
finger placement is discussed several times, but without any specifics, so it is not clear what is new,
different, or what Nenov discovered or proposed. For instance, the doctoral candidate makes conclusions
such as: “In the spirit of the traditions he follows, Nenov derives clearly formulated and proven basic
principles in the theory and practice of piano playing and musical interpretation. At the same time, it is
valuable that his personal ideas, discoveries, and aesthetic views are present.” ... or "The manuscripts of
Dimitar Nenov analyzed in this work contain specific and clear formulations in an adapted, professional,
and, though sometimes simplified — understandable and accessible language. They represent scientifically
grounded and fully relevant information to this day." These conclusions are vague and general.

6 | think the doctoral candidate is confusing (by treating them as synonyms) two terms that are fundamentally different:
Methodics refers to a set of methods used for teaching (something) or for practically carrying out a particular activity. In other
words, it is the practice or approach for achieving a specific outcome. Methodology, on the other hand, is related to the analysis
of the principles, methods, rules, and postulates applied in a discipline, and it also involves the systematic study of the methods
that can or should be applied within that discipline. Essentially, it is the science of scientific knowledge, a study of how
knowledge is obtained and how methods can be improved. It is a collection of methods used in research within a scientific
field. In short, methodics is about the practical implementation of methods, while methodology is the theory and study behind
those methods.
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4. Abasic rule when writing scientific work is that there should be no abbreviations of names (neither in Latin
nor Cyrillic). First names should not be abbreviated, as this would hinder subsequent academic searches!

5. l'would praise the doctoral candidate for the extensive bibliography on the topic, as well as her close work
with Polina Antonova and Romeo Smilkov, who are currently among the best experts on the archives and
work of Dimitar Nenov, as well as with Nikolay Gradev, who is providing a theoretical-harmonic reading of
some of Nenov’'s works. The footnotes are accessible and detailed, which is also a positive aspect of the
dissertation.

6. ltis not clear in the dissertation (perhaps because Nadezhda is not aware) that the missing parts of Dimitar
Nenov’s methodological texts were discovered in Shumen by Polina Antonova’. This indicates that not all
publications and documents on the topic have been known and analyzed... It is known that Dr. Polina
Antonova worked exclusively with the sheet music archive of Dimitar Nenov (not the entire archive).
Moreover, during the time when Nenov was writing and organizing his methodological piano notes (the
1940s-1950s), a "wave" of similar studies and works on piano teaching methodology had already emerged
in our Academy (as a reflection of the processes in the USSR and the influence of the Soviet school). That
is, during this period, pedagogues such as Andrei Stoyanov, Tamara Yankova, and several other
renowned teachers began publishing methodological materials. Yes, Nenov is unique in his musical and
compositional thinking, and he was able to combine several great piano schools in his performance.
However, he was not the only one.

7. In a conversation with Romeo Smilkov on the topic of Dimitar Nenov and his pedagogical principles (in
relation to the dissertation of Nadezhda Yotsova that was provided to me), he pointed out something very
important: it is beneficial and necessary, when analyzing the texts written by Nenov, to also use examples
from Nenov's major works such as the Sonata in E-flat minor and the Piano Concerto (the latter piece is
from the period when he was writing his pedagogical notes). It is necessary to supplement the evidence
supporting the doctoral thesis with these conclusions and parallels.

Expanding and deepening the scientific work will transform the doctoral research into a much more valuable,
serious, and contributive study. The theme of the dissertation is interesting and valuable, but the academic
execution is not at the expected level. The text is schematic. In my opinion, the work on the texts of Dimitar
Nenov should continue until a complete edition on pedagogy is made, accessible to a wide range of readers
and educators.

In conclusion, | will finalize this REVIEW with the following evaluation: The work of the doctoral candidate meets
the scientometric criteria for obtaining the educational and scientific degree "Doctor" according to the Law for the
Development of Academic Staff in the Republic of Bulgaria. The doctoral thesis by Nadezhda Hristova Yotsova,
a doctoral student at the Faculty of Arts, Department of Music at the Southwest University "Neofit Rilski" -
Blagoevgrad, under the supervision of Prof. Yordan Goshev, D.Sc. titted TRADITIONS AND INNOVATION IN
PIANO ART AND PEDAGOGICAL APPROACH OF DIMITAR NENOV, along with its contributions with scientific
and practical value, as well as the publications on the topic, are considered to be compromise, but despite this, |
give my positive evaluation and recommend that the respected academic jury award the educational and scientific
degree "Doctor" in the professional field 8.3. Music and Dance Arts to Nadezhda Yotsova, according to the
requirements of the Law for the Development of Academic Staff in the Republic of Bulgaria.

November 13, 2024, Sofia

Prof. Dr. Milena Shushulova-Pavlova

7 In a publication by Antonova from a presented paper at the "Young Scientific Forum for Music and Dance" conference at
NBU, there are fund numbers, and the documents can be found.
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