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BnBenenue
CanTypbT, IMMOAJI, CIIy’)KM KaTO MHOTOM3MEpEH (peHOMEH,

KOWTO c€ MpOCTUpPA Jajed OTBBJ IPOCTOTO BB3IPOU3BEXKAAHE HA
3ByK. ToBa € MOIIEH CHMMBOJI, HOCUTEI Ha KyITYpPHO 3HAaU€HUE U
OTpa’KCHHE Ha €CTETUYECKUTE LIEHHOCTH, BIPaJIeH! B O0ILlEeCTBATa,
KOUTO T0 mnpueMar. My3HMKaJHUTEe MHCTPYMEHTH, HE ca IPOCTO
MHCTPYMEHTH 3a Ch3[JaBaHe Ha 3BYK; T€ BBILTBILIABAT KYJITYpPHUTE,
COLIMAIHUTE M €CTETUYECKHUTE XapaKTePUCTUKHU Ha OOIIHOCTHTE,
KOUTO THM u3noin3Bar. Te ca MHCTPYMEHTH Ha TpaaulMATa,
3aIllMCBaIIY U IIPeJaBallld UICTOPUYECKUTE PA3Ka3Hu U €ECTETUUECKUTE
CTPEMEKU Ha CBOTBETHUTE UM KyaTypu. CaHTypbT, Karo
HepasJelHa 4acT OT MY3UKaJHOTO HacleACcTBO Ha ['spuus u
bankanurte, cToM Karo AOKa3aTesiCcTBO 3a To3u (peHomeH. Jlokaro
3amajiHaTa My3MKaJHA CHCTEMa 3a HOTOIIMC OCUTYpsBa paMKa 3a
yJaBsiHE Ha OCHOBHUTE €JIEMEHTH Ha MEJIOJUsTa, T IO CBOATA
CBIIHOCT NPUTEKaBa U HIKOM OorpaHMyYeHHs. YecTo He ycmsBa Ja
Kalcyaupa CIOXKHUTE HIOAHCHM Ha  U3IBJIHEHHETO, KaTo
HUMIIpOBU3aAlUA W HWHIAUWBUAYAJIHUTC Bapuallikd, KOUTO BCCKHU
My3MKaHT BHAcs B CBOATa uHTepnperanus. Ta3u IpasHUHA
noguepraBa CbIICCTBCHATA POJIA HAa UBIIBIIHUTCIIA KAaTO ThJIKYBATCII
Ha TpaJuLusATa, pa3KpUBaiiku OoraTure, U3pa3UTEIHN KauecTBa Ha
My3HMKara, KOUTO INHCMEHaTa HOTallusi HEe MOXe Ja Ipenaje.
[TbTyBaHETO MM CBHC CaHTypa 3all0YBa HA KPEXKaTa CeAeMIOUIIHA
Bb3PACT, KOrato OsX IUIEHEHa OT BUPTYO3HOTO HU3IbJIHEHHME Ha
Apuctuzn Mocxoc B ponnus i rpan Jlapuca. OuapoBaTenHuTe 3By
Ha CaHTypa, CHbYUYCTAHU C MUIKIIOUUTCIIHATA APTUCTUYHOCT Ha
XyHOOXKHUKA, pa3najinxa ,Z['LJIGOKa JIMYHA Bpb3Ka C TO3U UHCTPYMCHT.
ToBa paHHO wm3/Iarane ABIOOKO O(GOpPMH MOUTE aKaJeMHUYHU
3aHUMaHUsA W aHraXuMeHTa MM Jia OIlla3BaM MW pa3BUBaM
TpaJuLMUTe, CBbpP3aHU CbC caHTypa. [Ipe3 mocneanure cexem

rOJIMHU MMaM MPUBUIIETUSATA Ja MPENoaBaM CaHTyp B Kareapara 1o
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My3MKa, Hayka M HM3KYyCTBO Ha YHHMBepcuTera Ha MakeaoHHUs.
MowuTe akageMHyHu U NPOPECUOHATHU YCUIIUS MU MO3BOJIHMXA J1a
ce MOTOomsl B CBETa Ha TrpblKaTa TPaJAWIMOHHA MY3UKa, KaTo
CBIIEBPEMEHHO H3CJIe[IBaM MO-IIUPOKUS KYJATYpeH NeH3ax Ha
bankanure. Upe3 cBOUTE H3CIEABAHUS CbM CE€ 3aHMMaBajla C
Ooratus TOOJIEH OT CAaHTYPCKa MYy3UKa B ChCEIIHU CTPAHH, YEPIICUKHI
BIBbXHOBEHME OT yBaXkaBaHU Maiicropu kato O3kap Oxpoc, Mapun
Vnet u Torn ﬁopﬂaqn. B cBouTe u3cienBaHus ce OmMUTBaM Ia
pa3bepa pa3HOOOpa3HUTE HAYMHMU, [0 KOUTO CE CBUPU HA CAHTYD U
HETrOBUTE Pa3IMYHU (POPMU HA MHCTPYMEHTHU B OAJIKAHCKUS PETHUOH.
ToBa wu3crneaBaHe He caMo MOAOOpsiBa pa3dMpaHETO 3a caMus
MHCTPYMEHT, HO CBhUIO Taka MOJYEpTaBa HEroBara aJalTUBHOCT U
3HAYEHUE B PA3JIUYHU KYITYPHU KOHTEKCTH.

Hen Ha wu3ciaeABaHeTO € Ja YCTAaHOBHM BIIMSHUETO Ha
MY3HUKATHUS UHCTPYMEHT CAHTYp BBPXY TPBIIKAaTa TPATUIMOHHA
My3MKa ¥ HETOBMSI NMPUHOC KbM MYy3HKajHaTa HACHTHYHOCT Ha
I'spums. Tolh uma 3a uen ga u3ciaeBa KyJITYpHOTO 3HAYEHUE U
MY3HUKaJTHOTO Bb3/IEHCTBUE HA CAHTYPa BbB BPEMETO, U3CIEABANKHI
ponsita My B pa3nuyHu GOPMHU Ha TPAIUIIMOHHATA TPHIIKA MY3HKa,
B3aUMOJICHCTBUATA MY C JAPYTM MHCTPYMEHTU M 3HAYEHUETO MY
KAaKTO 3a M3M'BJIHEHUETO, Taka M 3a ONa3BAaHETO HA MY3MKAIHOTO
HacneAcTBo Ha I'spius. [IpoyuyBaHeTo 11e pasriena U Bpb3KUTE Ha
CaHTyp C OaJKaHCKUTE MY3WKAJIHU TPAIUIUHU, TOJAYEpPTaBAUKH
poJIsiTa My B CIIOJIEJIEH PETHOHAJIEH MY3HKaJIEH penepToap.

Ol0exkT Ha wu3cJeIBaHETO ca TPATULMOHHUS TIECEHEH
pernieproap B pa3iMYHU pervoHH Ha ['bpuus, KaTto ce Qokycupa
KOHKPETHO BHPXY MHTETPUPAHETO HA CAHTYpP B T€3U pa3sHOOOpa3HU
MY3HUKaIHU Tpaauuu. M3cneaBaT ce yHUKaIHUTE XapaKTePUCTUKHI
Ha perMoHalHaTa My3UKa, OT TUIAHUHCKH PailOHU 10 KpalOpekHU
OCTpPOBH, C€ TMPOy4YBa KaK TEMOBPHT HA CAHTYpP, MEIOJUYHHUTE



BB3MOKHOCTH U PUTMHUYHMAT HPUHOC O(OPMAT OTIUYUTEIIHUS
3ByK Ha BCEKH peruoH. IIpoyuyBaHero Iie OLIEHH pa3IUKUTE B
MEJIOINATa, PUTHhMA, MallaOHUTE PEKUMH U CTPYKTypaTa Ha
pereproapa Ha TIECHUTE, H3CIEIBAaKUW pOJISATa HA CaHTYp B
3aJBKBAHETO Ha Te3u Bapuauuu. OCBEH TOBa 1€ pasriena
BIUSHUETO Ha OalKkaHCKaTa MY3MKa BBPXY TPBLKUTE TpagulliH,
0COOCHO B TPAaHWYHHUTE PAHOHU, KBICTO My3UKAIHUTE CTHIIOBE CE
Ipecuyar, KaTo IO TO3M HA4YMH ILIe MOJ4YepTae CIOMAEIECHOTO
MY3HKQJIHO HAclEeJCTBO U CTWIOBUS OOMeH Mexay ['bspuus u
HEWHNUTE OAJIKAHCKU ChCEIIHN.

IIpeaMeTbT HAa M3CJIEABAHETO € POJSATa HAa MY3UKaIHUSA
MHCTPYMEHT CaHTYp BBpXY Ooratus M pa3zHooOpa3eH Inei3ax Ha
rpplkara M OankaHCcKaTa My3WKa, HW3CIEIBAiKM BEKOBE Ha
KyJITypeH oOMeH M XyJoxkecTBeHa eBomouus. Toil oOxBama
IIMPOKAa ramMa OT CTUJIOBE, KAaHPOBE U PErMOHAIHU Bapualuy, OT
HaTparmyuBUTe MenoAuM Ha Emup 1[0 OXMBEHHWTE pPUTMHU Ha
Makenonus. M3noi3Bailku MHTEPAUCIUIUIMHAPEH TOAXO0J, KONTO
BKJIIOYBA MY3HMKOJIOTHsI M OPTaHOJIOTHUS, U3CIIEIBAHETO UMa 3 IIel
Jla IPOYYH CJIO’KHATA BPbh3Ka MEX/y CaHTypa U HETOBUS My3UKaJIeH
KOHTEKCT; aHaJu3upaHe Ha BIUSIHUETO HA CaHTypa BBPXY
perneproapa, M3MBJIHUTEICKATE TPAKTHKKM W KyJITypHara
UJICHTUYHOCT; Ja C€ OCUTYpH IMO0-3a1bJIO0OYEHO pa3OupaHe Ha
CUMOMOTHYHATA BPb3Ka MEX/1y CAaHTypa U My3UKaJIHUTE TPaJAuLIUN
Ha ['spuus n bankanure.

H3caenoBaTesicKu BbIIPOCH

B n3cnenBaHeTo Ha CaHTYp M HETOBOTO 3HAUUMMO BIIMSIHHE
BbpXYy IpblKara M OaJKaHCKaTa My3UKa C€ OTKPOSBAT HSKOJIKO
OCHOBHHM H3CJIEIOBATEIICKA BBIIPOCA, YUATO LET € JAa Pa3KpUsT
CJIIO)KHOCTTA Ha TO3U MHCTPYMEHT U HETOBOTO KYJATYPHO 3HAYEHHUE.



ITepBO, TOBa € cTpeMxka na ce pa3depe HCTOpUUecKara
€BOJIONMSA Ha TpbUKUA caHTyp. Karo ce pasmiexna HeroBus
IPOM3X0J U TpaHC(hOopMalMK BB BPEMETO, CE PaMKHpa poJisiTa Ha
CaHTypa B KOHTEKCTa Ha MO-IIMPOKUS CIEKTBP OT TPBIKOTO
MY3HKaJIHO HacaeacTBo. Helo nosede, aHanu3upa ce OaqkaHCKUS
NPOM3XO0J] Ha CaHTyp, 0COOEHO BpB3KaTa My C JpPyrd MOnoOHU
MHCTPYMEHTH Kato umoban u rambai. Toa mpoy4BaHe HE camo IIe
JIOTIPHHECE 32 TTO-TBJI0O0KOTO pa30upaHe Ha CaMUsl CAHTYP, HO | IIIe
U3TbKHE B3aUMOBPB3KUTE MEXIy MY3UKaJIHUTE TPaJULUU B
OankaHckus peroH. OCBeH TOBa TO pa3MIexJa MHCTPYMEHTa B
HCTOPUYECKHS KOHTEKCT Ha OAJIKaHCKUTE BIMUSHUS BbPXY HETOBOTO
pa3BuTHe. M3cnenBaHeTo Ha TO3M ACHEKT II€ XBBPJIM CBETIMHA
BbpXy MOUHAMUYHHSA XapakTep Ha MY3UKaJIHUTE Tpaldullid B
peruoHa M TsAXHAaTa €BOJIOLMS BbB BpeMeTo. Jlpyra KpUTH4YHA
00JIacT Ha aHaJHM3 ca MMIIPOBU3ALMOHHUTE TEXHHUKH, W3IIOJI3BaHU
Ha caHTyp. HOmomaBax ce kak »aHpa/cTuia AOHHa ce OTpassiBa
Yype3 CBUPEHETO Ha CaHTYp B IpbliKaTa U OajKaHCKaTa My3HKaJlHa
TpaIULMsL.

W nakpas, cTpemexa Aa NMpoydyd ynorpebara Ha CaHTyp B
octpoBHa ['bpuusa. ToBa 3amuTBaHe 1€ MOMOTHE Ja ce pazbepe
pETHOHATHUATE BapUallid Ha CaHTypa W HEroBaTa HMHTETpalusd B
MCCTHHUTC MY3UKAJIHHU Tpaauluu. ‘—Ipe3 TC3HW H3CICAOBATCIICKHU
BBIIPOCU 1€ CE€ MPEJOCTaBU €JHO 3aqbJIOOYEHO H3CIIEBAHE Ha
CaHTyp, pa3KpUBAliKM HErOBOTO 0OOrato  HacleIcTBO U
MHOIOCTpaHHa poyii Npu  O(OPMSIHETO Ha  My3MKajHara
U3pA3UTEIHOCT B PAMKHUTE Ha MO-IIUPOKUS MEeH3aX Ha IpblKa U
OanKaHCKa My3HKa.

MeTtoaunka

MGTOI[OJIOFI/ISITa, H3M0JI3BaHA B TOBA NPOYYBAHC, BKIIIOYBA
ISJIOCTEH HW3CJISIOBATCIICKM TOJXO0J Ha MSICTO, H3IIOI3BANKHN



HaOmrozeHue ¢ yyactue Ha octpoB Jlecboc ot 2020 mo 2023 r.,
KBJIETO CAaHTYPBT € LIEHTPaJIeH HHCTPYMEHT B MECTHATa My3HKaJIHA
Tpanuuus. OCHOBHHUTE IeNu Osixa JIBe: Jla ce 3amuiiaT MEeCHH C
Y4acTHETO HAa CAHTyp M Ja C€ MPOBEIAT WHTEPBIOTA C Pa3IUIHH
3aMHTEPECOBAHMU CTPAHHW, BKIIOYUTEIIHO MaWCTOPH Ha CaHTYD,
W3CIIeI0BATENH, KOMIIO3UTOPH B (purypu ot obmrHOCTTA. 32 Ja ce
YCTAaHOBH BPB3KA ChC CHTPYIHUIIM, OsiXa ONMPEICICHH KIIOYOBH
JIMYHOCTH, KaTo mejarora W My3ukojor r-ka Crena Banacwu,
u3caenoBaren U My3ukant r-H umurpuc Koprepoc u My3ukaHT u
yuuten r-H Koctac 3adupuy, Hapen ¢ Apyrd, HAMUAPAIIN C€ KaKTO
B ['bpuius, Taka u B 4ykOnHa. Bepeku npean3BUKaTeICTBaTa, KaTo
HampuUMep Jurncarta Ha Oubnuorpad)cku M3TOUHHUIM 32 CAHTYp 3a
CpaBHHTEIICH aHau3, Osxa MPOBEIACHU WHTEPBIOTA Bb3 OCHOBA Ha
CTPYKTypHUpaH BBIPOCHHUK, KOUTO YECTO MpepacTBaIlie B OTKPUTH
TUCKycHH. Te3u HHTEpBIOTa Ce ChCPEAOTOUNXA BBPXY JBE OCHOBHH
KaTeropuu HHHOPMATOPU: HHCTPYMEHTAIMCTH U TBOPIIH, 3aCsATAIIN
TEMHU, CBBP3aHU C HJIECHTHUYHOCTTA, MY3HUKaJIHO oOpa3oBaHHUeE,
penieproap, MHCTPYMEHTATHU TEXHUKU U KYITYPHH HPAKTHUKH.
WuTepBroTaTta 6sixa npeaHa3HAuY€HU Ja W3BJIEKAT JIMYHU pa3KasH,
MO3BOJIABAMKM HAa WH(OpPMATOpUTE Aa CIOAETSAT CBOS OMHUT U
MIPO3PEHUS 3a EBONIIOIMATA Ha CAaHTYp B TphIIKaTa U OalKaHCKaTa
My3uKa. Besika cecus mpoabipKaBaiie CpelHO €IWH JI0 JBa Yaca,
KaTo TpU HEOOXOTUMOCT C€ MPOBEkKAaxa MOCISABAIINA TUCKYCHH.
W3cnenBanero Oerie AOMBJIHUTEIHO 000OraTeHO uype3 chOMpaHe Ha
CHUMKOBU MaTepHalld — KaKTO apXWBHHU, TaKa U JIUYHH, KAKTO U
oubmmorpadcku pecypcu oT HHGOPMATOPU M MECTHA Tipeca. Te3u
MaTepuany Osxa MOAJOKEHHW Ha KPUTHUYHO H3CIEABAHE Mpeau
aHanus. JlanHuTe, CHOpaHU OT HHTEPBIOTATA, 0sXa OpraHU3UPAHU B
eJIEKTPOHHA 0a3a JaHHU, MO3BOJISABAIA TEMAaTUYHA KIaCU(PUKAIUS
U CpaBHUTEIHA OICHKA. AHAIN3BT HUIACHTHPHUIHMPA KIFOYOBU



TEMaTUYHH pa3leld 4pe3 paslo3HAaBaHE Ha KIIOYOBU [yMH,
NOJKPEIsINKM Te3aTa C JOKyYMEHTHPAaHU J0Ka3aTeJCTBa OT
UHTEpBIOTaTa. Ta3Wu METONOJIOTMsSl OCHUTYpsiBAa HIOAHCHPAaHO
pa3bupaHe Ha KyJITYpPHOTO 3Hau€HHE Ha CaHTypa M poJisiTa My B
MY3HMKaJIHOTO HacyieacTBo Ha ['bpruus u bankanure.

I''TABA I - KPATBK HCTOPUYECKH OB30P

IIpoyuyBaHus ¥ 3alIUCH HA CAHTYP 10 MOMEHTA
Ta3u rnaBa pasriexia eBOJIOLMATA Ha HM3y4YyaBaHETO Ha

rpblKaTa HapogHa My3uka OT 19-tm Bek a0 80-Te roauHM Ha
MUHANUs BEK, KaTo TMpOyuBa KPUTHYHO METOJOJIOTUUTE U
OTPAaHUYEHUSATA TPU YJIABIHETO HAa KYJITYPHHUS U HU3IM'BIHUTEIICKU
KOHTEKCT Ha TPBIIKAaTa TPAAUIIMOHHA My3UKa. ThPCEHH ca U 3aliCH
Ha CaHTyp A0 MOMeHTa. [IbpBOHaYaIHO TPBLUKUTE U3CIIEIBAHNS Ha
HapoJIHaTa My3HWKa C€ KOpPEHSAT B CPAaBHUTEIHATA MY3HKOJIOTHS,
HaOnArailku Ha My3MKallHAaTa CTPYKTypa U HWHCTPYMEHTAIHUS
aHalM3, KaTo CbIIEBPEMEHHO TpeHeOperBaT MO-IIUPOKUTE
KyATypHH (DaKTOpHU. YUEHUTE MOAXO0XKIAT KbM HapoJHATa My3UKa
npe3 donknopHa U (uIoIOrHUEecKa mpu3Ma, KaTo ce CTPEeMsT Ja
3arassT ¥ JOKYMEHTHPAT MMeCHUTE KaTo GUKCUPaHH ,,[TAMETHHUIIN Ha
muckypea®. To3u mnoaxon obaue mnpeHeOpersa JAMHAMUYHHUTE
€JIEMEHTH Ha  M3NBJIHEHUETO, KaTro  MY3HKaJIHO-TaHLOBA
WHTErpalys, W JIMIIaBa NECHUTE OT TIXHATA BPb3KA C >KMBaTa
MpakTUKa Ha OOUTHOCTTA M Ky aTypHHUS KOoHTEKCT. Ot 1824 no 1980
r. My3uKojo3uTe, GuiIono3utre U (OIKIOPUCTUTE H3MOI3BAT
MPEeIMMHO UCTOPUYECKH U MOP(HOJOTMYHU aHATU3H, 3aIMUCBaliKu
My3HMKa C €BpOINCHCKAa M BU3aHTHUHCKAa METOAMKA 3a HOTOIIUC.
Pannute KoJIeKIMU, CB3OAAECHU MTBPBO OT UYXKIECTPaHHU
M3CJIE0BATENH U NTO-KBCHO OT IPBLIKH YUEHH, JI0 TOJIsIMa CTEIEH ce
dokycupaxa BBpPXY IMOETUYHOTO CHAbpPKAHUE, C MHUHUMAJICH
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aKILEHT BbPXY MY3HUKAJIHU HIOAHCH KaTO OPHAMEHTH U U3Pa3UTEIIHU
TEXHHUKH, HEpa3/eJIHa YacT OT TPAJAUIIMOHHOTO U3ITbIHEHHE.

KitouoBr WHCTUTYIIMH, BKIIOYUTENHO AcCOIHMAlMiTa 3a
pasnpocTpaHeHHEe Ha TPhIIKaTa HAIIMOHATHA My3UKa, OCHOBaHA OT
Cumon Kapac, My3ukanauar u QonkiopeH apxuB Ha Memnmoc
Mepmue u Ilemononeckara ¢oikiopHa (GoHAams, ca ChCTaBHIN
3HAYUTEIHA KOJICKIIMH, HO METOJIOJIOTHSTA YECTO HE YCIsBa Ja
3aras3y aBTEHTUYHUS CTUJI U KOHTEKCTa Ha U3M'bJIHEHUS. 3alucuTe
Ha TepeH, Makap M HalpaBeHU B Pa3jINYHU IPBHIKUA PETUOHH, YECTO
ca TIpOBeXJaHW B cCTyAua B ATHHA, a HE B OpHUTHMHAIHATa
obOcranoBka. Ta3u mpakTuka AaBa MPUOPUTET Ha TeorpadCKOTO
MpelCcTaBsHEe W KAauecTBOTO Ha 3amuca Npel KyJlATypHara
aBTEHTHYHOCT, KOETO BOJIM JI0 JTUTICA HAa BPB3Ka MEXKIY 3alHUCaAHUS
MaTepua U peaqTHus KOHTEKCT Ha M3IIbJIIHEHUE, KaTo (ECTHBAIU U
cesicku crOupanus. [1o To3M HAYMH MY3HKAITHHUST MaTepUal 4€CTO
e OMJI OTCTpaHEH OT COIMATHO-TIOJIMTHYECKUTE YCIOBUS, KOUTO ca
ro ¢opmupand, ¥ HIOAHCHpaHUTE, Oa3WMpaHu B OOIIHOCTTA
MPaKTUKH OKOJIO T€3W MECHU YECTO ca OMIH mpeHeOperBaHu.

3abenexxuTenHu eTHOMY3HKo03u KaTto Camyen bayn-bosu
JOTIPUHECST 32 CPAaBHUTEIIHOTO €THOMY3UKOJIOTHYHO pa30upaHe Ha
rphIIKaTa My3HWKa 4pe3 HOTONMUCHU WHOBAIIMM W H3CJICBAHE Ha
Bpb3KaTa Ha My3HMKaTa C MOe3HsTa U TaHIa. Bernpeku ToBa, 1opu
HETOBHUTE METOJIOJIOTHH Ca OTPAaHMYEHH OT HEAOCTATHYHO OTYHTAHE
Ha KyJITYypHHUS KOHTEKCT. Te3H MOIX0A1 KOJEKTHBHO HIIOCTPUPAT
HEO0OXOJUMOCTTAa OT TMO-MHTETPATHUBHA U YYBCTBUTEIHA KbM
KOHTEKCTa METOJIOJIOTHS B H3y4YaBaHETO Ha TrpbliIKaTa HapoJHa
My3WKa, KOSTO 3ayuTa JUHAMUYHATA BPB3KAa MEXIy MY3HKa,
OOITHOCT ¥ TPAAMIIUSL.

MeToxosaorus
ToBa mpoyuBaHe U3ceABa POJIATa U KyJTYpPHOTO 3HaYCHUE

Ha CAHTYp B IPBLKHUTE U OaNKaHCKUTE My3UKaJIHHU TPaJULIUU Upe3
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00IIMpPEH U3CIIEIOBATEIICKH MTOX0 Ha MSICTO, TTpoBeaeH oT 2020 1o
2023 r. Ha octpoB Jlecboc. OcHOBHUTE Lenu Osxa Ja ce
JIOKYMEHTHUpPa pernepToapbT Ha CaHTyp M Jla ce chOepar uieu OT
MalCTOpU MY3UKAaHTH, KOMIIO3UTOPH M M3CJEIOBATENIM, KAaTo Ce
HaONerHe Ha pa3BHBAIATa CE POJISI HA MHCTPYMEHTa B TpbIIKAaTa
TpaJUIIMOHHA My3UKa U HeWHUTE OankaHCKU BIUsHUS. OCHOBHOTO
Oellle yCTaHOBSIBAHETO HA BPB3Ka C KITIOUOBH KYJITYPHH YYACTHHIIH,
KaTo My3WKaHTH, TpENoAaBareid W  MY3WUKOJIO3U, KOHTO
MpEeIOCTaBuXa TJIeJHA TOYKA OT ,,IIbpBa pPhKa™ 3a TEXHUKHUTE,
perneproapa U KyATYpHHUS pe30HAHC Ha caHTyp. [IbpBOHauamHuTe
MHTEPBIOTa 0siXa PHKOBOACHHU OT CTPYKTYpUPAaH BBIPOCHUK, HO
4ecTo MpeMUHaBaXxa B OTBOPEHU TUCKYCHH, TIO3BOJSBAKU
OouorpauyHO M KOHTEKCTYyaJIHO M3CIICBAHE HA JIMYHHS OMHUT Ha
BCEKH, O(QOPMSINKH XONHUCTHUYHO pa3dupaHe 3a 3HAUYCHHETO Ha
cantyp. Cpen TAX ca M3THKHATH TMPENOoJaBaTeIM U My3UKaHTH Ha
CaHTyp, YMUTO pa3Ka3h OCBETSABAT TPAJAUIIMOHHUTE TMPAKTUKH M
ajanTalid HAa WHCTPYMEHTa BBB BpeMmero. [IpoyuBaneTo Oe
W3MPABEHO TPEI OMNpenesieHd MPeIu3BUKATEIICTBA, OCOOEHO
HEJIOCTUTa Ha u34epraTelHu oubnuorpad)cku pecypcu 3a CaHTyp,
KOETO OrpaHuyYaBa MPeKusl CpaBHUTENICH aHanu3 ¢ bankanure. ToBa
0c¢ KOMIIEHCHpaHO 4Ype3 pa3lupsBaHe Ha TEpeHHaTa paboTra u
chOUpaHe Ha MOMBIHUTEIHU MaTepuajy, KaTo apXWBHH U JIMYHU
CHUMKH, 3alluCM M penku Oubnmmorpadcku pecypcu. Bceeku
W3TOYHUK Oelle BHUMATEIIHO MPOBEPEH M CHIIOCTABEH, 3a Jla Ce
OCUTYPAT HAJSKIHOCT U TOYHOCT B KOHTEKCTA. My3HKaTHUTE
JaHHU O0sXa CHCTEMAaTHYHO 3alMCBAaHW W aHaJW3WpaHd. Te3u
NapTUTYpPH, Makap W MPEICTaBUTENIHU, HE ca MpeAHa3HAYCHH a
NPEeIOCTaBIT  OKOHYATETHH  MHTEPIpEeTald,  OTpa3siBalld
MPUCHIATa MPOMEHJIMBOCT HA TPAJUIMOHHATA MY3UKA, KOSTO
Bapupa MeXAy MYy3WKaHTH U oOcrostencTBa. CremoBareirHo
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napTuTypute ce GoxKycupar BbpXy (yHAaMEHTAIHU MEJIOJUYHH H
PUTMHYHH CTPYKTYpH, @ HE BBPXY CIOXHH H3IIBIHUTEICKU
eJIEMEHTH. 3aluCcaHuAT pereproap Oemie U30paH Bb3 OCHOBA Ha
KPUTEPHH, BKJIIOYUTETHO SICHOTa Ha 3ByKa, NBIHOTa Ha
UMHTEpIpEeTaluiATa U PErvuoHaHA aBTEHTHYHOCT, IOBHUILIABANKU
BAIMHOCTTA Ha W3CJIEeABaHETO. To BB3NpHE HOB AHAINTHYCH
MOAXO/ 4Ype3 CHHTE3WpaHe Ha JaHHW OT pa3jIMyHU KyJITYpHH,
COIIMAITHHA, UKOHOMHYECKH U €CTETHYECKH ITIEHN TOUYKH, BMECTO Ja
ce MpUIbpkKa KbM KOHBEHIIMOHAJIHUTE ONUCATEITHN METOOTIOTHH.

To3n moaxom moO3BONSIBA MHOTOM3MEPHO H3CIIE/IBAHE HA
MY3HKaJIHU CHOUTHSI, IOCTaBSIKN CAHTYP B MO-IIMPOKA COLUAITHO-
KyITypHa ¥ HUCTOpHYEcCKa pamka. Upe3 KOMOMHHpaHEe Ha
CHUCTEMaTHUYHH TEPEHHU 3allCH C TMPO3PEHHsS OT PazIUYHU
KyATypHHU OOJIaCTH, TOBa HM3CIieIBaHE MOA0OpsBa pa3OUpaHeTo Ha
CIIOHaTa pOJII HAa CaHTyp M OTBaps MNBTHIIA 3a OBAEIIO
aKaJIEeMUYHO M3CIIEIBAaHE M MSICTOTO MY B TPBLKOTO U OAITKAaHCKOTO
MY3HKaJIHO HAaCJIEeCTBO.

My3ukaJjieH maTepuaJ
[Tpunara ce erTHorpadckara Teopus M METOAOJIOTHS 3a

aHaJM3UpaHe U JOKYMEHTHpAHE Ha POJsATa Ha CAHTYp B IpblKara
TpaauliMOHHA MY3HKd, C AKLOCHT BbBPXY AapPXHBHHA IPHHOC HaA
yuTtanHsaTta Aruacoc B Jlec6oc. OcHoBana nipe3 1894 r., Uutamusta
€ KJII0YOBa KYJITypHa MHCTUTYLUS, CbXpaHsABallla Oorar apXuBeH
MaTepuail U MeCTHU HApOAHU Tpaauluu. Ts qonpuHece ¢ OCHOBHU
pecypcu 3a TOBa H3CIIE[BaHE, BKIIOYUTEIHO 3allUCH Ha
MY3HMKaJIHOTO HACJIEJCTBO Ha Aruacoc, KOETO IPeloCTaBU
OCHOBOTIOJIATalll KOHTEKCT 32 U3y4YaBaHE Ha €BOJIOLMITA HA CAaHTYP
B I'pblKaTa TpaaAullMOHHA MYy3HKa.

Hpes TOAUHHUTEC MCCTHUTC MY3HUKAHTU Ca CC U3IIPABAIIU ITPECI
MPEIU3BUKATEIICTBA, MOPOJEHU OT OrPaHUYEHHS JOCTBI 0

MOJIEPHH MY3UKaJHU pecypcd U 3aTpydHEHHSTa, CBbpP3aHHU C
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I'bTyBaHUATA. TOBa M3UCKBA OT MY3UKaHTHUTE /1a Pa3BUAT yMEHHUS 32
YeTeHe U TPAHCKPHIIIHS, YECTO HAYYEHU Ype3 ChTPYIHUYECTBO C
My3UKaHTH OexxkaHuu oT Mana A3us u MectHu yuurtenu. Jlo 60-te
TOIMHY HAa MUHAJIMS BEK MY3UKAaHTUTE ITbTYBAT MIPe3 HEPABEH TEPEH
M pa3udTaT Ha ChBETHU U CHOPAJAUYHA MOJKpENa, KaTo aganTHpar
rpaduInTe CH, 3a ]a OTTOBOPSIT Ha HYKJIUTE HA COIIMAITHU CHOUTHSI,
KOMUTO YECTO MPOABIKABAT IPE3 HOLITA.

My3uKonoruyHaTa MEeTo0I0THs BKJIIOUBA TPAHCKPUIIIIUS U
aHaJu3 Ha 55 My3WKallHU MpUMepa, oT KouTo 10 Osxa HOTHpaHU U
10 3anmcanu karo putMuuHA Mozaenu. Kpurepuure 3a mogdbop Ha
TE3W TMPOU3BEACHUS TMOAYEpTaBaT SCHOTATa, MOMYJISIPHOCTTA,
My3WKagHaTa CIOKHOCT U  HAJIMYUETO HAa  MHOXECTBO
MHTEpPOpPETAllMi OT pa3JIMYHU MY3UKAHTU. Te3u TPaHCKPHUMIUU
CIIy>KaT MPEeIUMHO KaTo ,,pbKOBOACTBA‘ 3a MHTEpIpeTalus, a He
KaTo TOYHU MAPTUTYPH, OTPa3sBAKW MpEIU3BUKATEICTBATA MPHU
VJIaBSIHETO Ha HIOAHCUPAHU €JIEMEHTH KaTo MHUKPOTOHOBE U
PUTMHYHHU Bapualluu B MpenaBaHusTa. Beska mapTutypa BKIIOUYBA
MOAPOOHN KOHTEKCTyaJlHH JaHHU 3a MPOU3XOAa Ha MEJIOAUTa,
CTPYKTypaTa, pUTMHUYHUTE U MEJIOANYHU XapaKTEPUCTUKHU, KAaKTO U
HeroBara KyiaTypHa pons. [lo To3um HauyMH U3CIEIBaHETO
npenocTaBs Oorata OCHOBA 3a pa30upaHe Ha MHOTOCTPaHHATA POJIs
Ha CaHTyp B TIpblKaTa TpPaJULMOHHA MY3HMKa, HANpeIBalKu B
€THOMY3HUKOJIOTUYHUS aHATU3 U TIEAarornueCKUTE PUIIOKECHHUS.

I'JIABA II-UCTOPUYECKA EBOJIIOLUA HA I'PBLIKUSA
CAHTYP

HcTopuyecka eBosonus

3a nma neduHHpa CHBPEMEHHHUS TPBLUKH CaHTYyp, TOBa

U3CJIE/IBAaHE aHAJIM3HMpa HEroBaTa CI0KHA €BOJIIOLUS OT IPEBHOCTTA
JI0 CbBPEMHETO, MPOCIEAIBANKNA HCTOPUIECKOTO, MOP(OIOTUYHO U
KyJITYypHO pa3BuTue. [Iponsxoxaair oT CeMEUCTBOTO Ha IICAITHPA,
TPBUKUAT CAHTYyp € CBBpP3aH C JPEBHOIPBLUKA HHCTPYMEHTH,
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n300pa3eHd B KepaMHWKa M TPOU3BEACHHUS HAa H3KYCTBOTO.
Knacuueckara  nmuTepatypa  CBIIO  CIOMEHaBa  MOA0OHU
WHCTPYMEHTH, OTpa3sBallku TIXHaTa BHJHA pOJii B TpblKara
Kyiarypa. IIpe3 Bu3aHTHIiCKaTa €mnoxa ICAITHPBT € CIyXKWI Karo
eIMHCTBEH 0100peH MHCTPYMEHT 32 JIMTYPruueH ChIPOBOJ, JIOKATO
B IO-KBbCHU TIEPHOIM CAHTYPBT CE€ pa3MUHaBa B OTICIHU (hopMu
KaTo ganun v cautyp-cantup. OpraHoiornyHo, popmara Ha CaHTyp
ce TpaHchopMupa 3HAUUTEIHO OT MPUMUTUBHU TPUBI'BIHU WU
MpaBOBI'BIHU (HOPMH IO TparnenoBuaHu (Hopmu, HaOIIOMaBaHU B
cpennoBekoBHa EBpomna u Ilepcusa. BiusitenHu mMy3ukaHTH Kato
Anekcauabp ot Kwutepa mnomoOpsBar au3aiiHa Ha CaHTYD,
yBeJIMYaBaT CTPYHUTE MY U Pa3IMIUPSBAT My3UKAIHUS My OOXBar.

Jlo 15-Tu Bek rpauyHUTE 3aMMCH MMOKA3BaT TPaIellOBUICH
CaHTYD 3a€HO ChC CIIOKHHU BapUAIlMU, BKIIOUUTEIHO TOJIBIKHHA 1
(UKCHpaHU MOCTOBE, 3a Jia C€ MPUCIIOCOOAT KbM MPOMEHSIIIUTE CE
MY3HKAJIHH M3KCKBaHus. [lompoGHu m3obpaxenus ot Meponumyc
bom u Xanc Xomn0aitH, WIIOCTpUpAT CUMBOJIMYHATA pOJIA Ha
CaHTYp, 0COOEHO B PEIMTHO3HU U aJIETOPUYHHN KOHTEKCTH.

Pasnpocrpanenuero Ha cantyp B EBpoma upe3 rpsikara
MUTpalsl 1 PUMCKOTO BIMSIHUE O€NeXH MHTETPUPAHETO MY B IO-
MIMPOKH MY3UKAJIHU TPAJHULINHI, PA3BUBAIKH c€ B pa3mnyHu (HopMu
karo 1uMOansT B EBpona u yuméansm B M3rouna EBpomna. Ilo-
crienuaiHo, HoBatopbT OT 17-tm Bek Ilantaneon XeOGeHcTpailT
pasmupsiBa 00XxBaTa Ha MHCTPYMEHTA C JOI'BJIHUTEIHH CTPYHU U
METaJHU KOMIIOHEHTH, KOETO BOAM A0 IPEHMEHYBAaHETO MY Ha
HhnantaneoH or Jlym XIV. PasnpocrtpaHeHuero Ha CaHTyp B
I'bpryst, maBHO B HauyajaoTo Ha 20-TM BEK ¢ NPUCTUIAHETO HA
OeXaHLM, YyCTaHOBSBA MPHCHCTBHUETO CH B PETMOHU KaTto ApTa H
Mecononru. Ta3u Murpanus BiIvBa B IpbIKaTa HAPOJHA MYy3HKa
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OTIIMYUTCIIHUA 3BYK HAa CAaHTYP W BBBCXKIA pa3IMYHU TCXHHUKHU 3a
HU3IIBJIHCHUC.

OCHOBHH XapaKTEePUCTHKH HA IPHUKHS CAHTYP
N3kycTBOTO 112 ce n3paboTBa rPBIKUAT CAaHTYP € H3IPABEHO

npex MpeAu3BHKATEICTBA TOPAaAM OTPAHUYEHOTO IpelaBaHe Ha
3HaHMS, WKOHOMHUYECKH (AaKTOpW W HaMaleH HHTEpeC KbM
TPaAULIUOHHUTE WHCTPYMEHTH. B ncropmuecku riaH 3HaHUsTa 3a
n3paboTBaHE Ha CAaHTYp YeCTO ca OWIM CTPOro Ma3eHH U C
HaMaJsiBAaHETO Ha TPBLUKUTE MPOM3BOAUTENM HA MHCTPYMEHTH U
BHOCA Ha MOJOOHM MHCTPYMEHTH OT TypIiwsi, THEC BCE IMO-MajKo
3aHasATIYMU B ["'BpIHS ce crienuanu3upar B TOBA.

[Ipes mnocnemnuTe ToAMHM obOade ce  HaOMOmaBa
Bb3paxJaHe, Thil KaTo CAaHTYPBT HAOHMpa MOMYJIIPHOCT B TPBHIIKOTO
MY3HKaJIHO 00pa30BaHHUE, OPKECTPH M CPEI MIIAJHMTE MYy3UKAHTH.
I'pbukuAT  caHTyp €  KOHCTPYKLUATa  OCTaBa  CHIJIHO
VHIUBULYAIU3UPAHO U3KYCTBO, KaTO BCEKU IIPOU3BOAUTEIN IIpUjara
YHUKAJIHU pasMEepu, Marcepuain MW JACKOPATUBHU CJIICMCHTHU.
OcHoBHHUTE KOHCTPYKTHBHHU XapaKTEepUCTUKHU BKJIIOYBAT
BHHUMATEITHO MOAOpaHU JbPBETA, BUIOBE CTPYHH U OareTu (Majku),
KaKTO W €JIEMEHTH Karo ,,ayma‘” (pe30HAaHCHW KOMIIOHCHTH) 3a
YCHBBPIICHCTBAHE HA KaY€CTBOTO HAa TOHA. 3a pa3jilKa OT MacoOBO
NPOU3BEKIAHUTE WHCTPYMEHTH, TPBIKHUAT CAHTYp pa3yuTa Ha
nponec Ha CbTPYAHUYCCTBO MCIKAY NPOU3BOAUTCII U MY3UKAHT 34
MOCTUTAaHC HAa UACATHO KAaYCCTBO HA 3BYKAa U XapMOHUH.

B ckopomHOTO cu BB3pakIaHE CAHTYPHT € MOACHICH OT
MOJIEpHAa TEXHOJIOTHS, KOATO TIO3BOJIsIBA 3amKC, II00ATHO
pa3npocTpaHeHHe U €KCIePUMEHTAIHH CIMBAHMS C )KAHPOBE KaTo
ka3 W eJIEeKTpOHHA My3HKa. 3a0eleXUTellHa WHOBALMUS €
cypounama — yCTPOMCTBO, BABXHOBEHO OT UTAIMAHCKATa My3HKa,
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KOETO OMEKOTsIBa TOHA HAa HHCTPYMEHTA, KOTraTo C€ MOCTaBU BbPXY
ctpynure. To3u 3antyaBail 3ByK, U3pab0OTEeH OT AbPBO UM METall,
NPEAOCTaBs HOBHM M3PA3UTEIIHU BB3MOXKHOCTH 4Upe3 NpPOMsSHA Ha
pe3oHaHca W TeMmMObpa, KOETO IMpaBH CaHTypaTa aJalTUBEH B
CBbBPEMEHHUTE KOMIO3UIMH. [10 TO3M HAaYMH MOIEPHMAT I'PBLKU
CaHTYp BB3BpbIIa CBOETO KyIATYpHO 3HA4€HHE, CMECBalKu
TPaJULIMOHHOTO MalCTOPCTBO C HOBM MY3HMKaJIHHU M3pa3H, 3a Ja
JOCTUTHE /10 MO-IIUPOKa IyOIuKa.

I'/TABA III BAJIKAHCKHU ITPOU3XO/JA HA CAHTYP
(IIMMBAJI 1 TAMBAJI)
HcTopuyeckn KOHTEKCT HA 0AJIKAHCKUTE BIUSIHUA
Ta3u mmaBa wu3CieABa HMCTOPHUYECKUTE, KYITYpHHUTE U

TEXHUYECKUTE BPB3KM MEXKIY TPBLUKHUS CaHTYp U HETOBHUTE
OaJIKaHCKM JIBOWHHUIIM, TO-CHeNUanHo pymbHCKkus Tambal mic
(manvk/npenocum mamoéa) M TNO-IIUPOKOTO CEMEUCTBO OT
WHCTpyMEeHTH 1uMOan. W nBata WHCTpyMEHTa CIOJENAT
3a0€NIeKUTENTHN TMPUIHKH B TEXHUKUTE HAa CBUPEHE, METOTUTE 32
HACTpPOMKAa W KOHCTPYKIHMSATa, OCOOGHO TIO OTHOIICHHE Ha
U3I0JI3BAaHUTE BUAOBE CTPYHH U uyKoBe (manku). Te3um oOmum
XapaKTEPUCTUKHU PA3KPHUBAT CIOAEIEHO MY3MKAJIHO HACJIEICTBO B
OaJIKaHCKMSI PETHOH, IBM)KEHO OT BEKOBE Ha KyJITypeH OOMEH
MexXay I'spuus U cbCceaHUTE W pEervoHM. l1aBaTra ITON'BIHUTEIIHO
pasmiexaa TepMuHa ,bankaH“, Karo mpociensBa Heromara
€TUMOJIOTHS U TOIYepTaBa HErOBOTO KYJITYPHO 3HaU€HUE, TbI00KO
CBBP3aHO CBbC CIIO)KHATa MCTOPUSI HA PErHOHa MO OCMAaHCKO
BJIJUYECTBO.

HcTopuueckn mOMIEAHATO, TIpbLKaTa KyiaTypa urpae
JIOMUHUpalla pojis B okHUTE bankaHu, oka3BaliKu BIMSHHUE HE
caMoO BBbpPXy cOOCTBeHaTa WIACHTHYHOCT Ha ['BpIUsS, HO M BBPXY
OKOJIHUTE OOLIHOCTH, KaTO MIPABOCJIaBHU aj0aHIM U pyMbHIU. J{0
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19 Bek TpBUKUAT CIOYKH KaTo €3UMK Ha ,,KyJITypHa CTOJUIA‘,
W3MONI3BAaH B CHAWIUINATA, OOpa30BaHMETO M THPrOBUSATA Ha
bankanuTte, momuepraBaiiku TpbIKUS Kato lingua franca cpen
XPUCTUSHCKOTO IIPaBOCJIABHO HaceleHWe. Bblpekun ToBa, ¢
HapacTBalIUTe HALIMOHATIMCTUYECKH JIBIKEHU ripe3 19-tu u 20-Tu
BEK, OaJIKaHCKUTE CTPAHU 3aIl04BaT Jja C€ OPUEHTUPAT MOBEYE KbM
3amagHa EBpoma, OTKOJNKOTO €AHAa KBbM Jpyra, KOETO BOAM 10
dbparmeHTaIMs Ha KYJITYpHOTO e€IUHCTBO. ODULIMATHUAT KYITypeH
obmeH Hamauist, ocobeHo cien Bropara cBeToBHa BoiiHA, 10 90-Te
rOIMHU Ha MUHAJUS BEK, KOraTto MaJaHeTo Ha KOMyHHUCTHYECKUTE
PEKUMHU MMOCTABU OTHOBO HAYaJIOTO HA MEXAYKYATYPHUS AUAIIOT B
peruoHa. CHBpPEMEHHHUAT TPBIKUA HHTEpEeC KbM OajaKaHCKaTa
KyJATypa — WIIOCTPUPAH OT WHUIMATUBH 32 JUTEPaTypPEH MPEBOI U
CHOZETICHU KYJITYPHH CHOUTHS — OTpa3siBa MOJHOBEH aHTXKHUMEHT
3a TOBTOPHO CBBP3BaHE C PErHOHAIHOTO Hacjaenctso. llpu
M3y4aBaHETO Ha IPBLKUS CAHTYp U PYMBHCKHUS LIUMOAI Ta3M IiiaBa
noguepraBa Kak My3HKaTa JIedcTBa KaTo MOCT B OaJKaHCKUS
pEeruoH, 3ama3BaHe Ha JBJITOTOJMIIEH KYJITYpeH JAHUalior.
W3non3Baiiku Hayunu uzrounuiy karo Gifford, Heyde u Kettlewell,
TEKCTHT KaTeTOpU3Wpa TEe3W HHCTPYMEHTH B paMKUTE Ha IIO-
[IMpOKaTa TPaAULIKs Ha TUMOaTe, pa3KpuBaiiku 6orara Mpexa ot
My3HKaJleH oOMeH, npoctupan] ce B M3rouna Epona. B kpaiina
CMETKa, IvlaBaTa KOHTEKCTyalM3upa TPBLUKHUS CaHTYp Karo
eHOBPEMEHHO OTJIMYUTEIIEH TPBIKH M JBIOOKO OaJKaHCKH
MHCTPYMEHT, BbILTbIABAI CIIOJCIIEHN UCTOPUUECKU U MY3HKAJIHU
uaeHtTnaHocTtu B FOrousrouna EBpomna.

CemeilicTBa 0T 0aJKAaHCKHS THII CAHTYP
CemelicTBOTO Ha OaJKaHCKUS THUIl CAaHTYp € LUMOAIIbT,

KOWTO € yHukaneH xopaodon B Ilentpanna m M3rouna EBpoma,
KOHTO CIOelNii CBOUTE €TUMOJIOTMYHU U CTPYKTYPHH KOPEHHU C

17



rpbUKUS  Kumeanon (xopPoiov). Hcropudeckn CBBbp3aH ChC
ceMelcTBOTO Ha uuMbanute, yumbanrvm Cce pPa3BUBa B
OTJIMYUTENICH TPANeLOBHICH UHCTPYMEHT, Ha KOMTO ce CBUPH Upe3
yApsIHE Ha CTPYHHU C NAJIKU, ¥ CTaBa U3BECTEH B Y Hrapus, PymbHus,
Yexust, CnoBakus W HU3BBH TAX. YYEGHUTE OTHABHA OOCHKIAT
pou3xo0Jia Ha yumbana. PaHHUTE Teopuu, Kato Tudy3uOHUCTKATA
riienHa Touka Ha Kept Cake, TOo CBBP3BaT C MEPCUNUCKUST CAHMYP,
KOETO MpeArnoiara MUIpaliOHHU MbTHIIA pe3 biuskus u3Tok u
EBporna. Bwbopekun ToOBa, CKOPOIIHM NPOYYBAHUS MpejjiaraTt
HE3aBUCHMO Pa3BUTHE B Pa3IMYHU PETHMOHH, U3CIEABANKH KaKTO
KOHTUHEHTAJIHUTE, Taka M MOPCKUTE THPrOBCKM ITBTHINA KaTO
NOTEHIMAIHU yJIECHSBAILY Pa3pOCTPAaHEHUETO Ha UHCTPYMEHTA B
N3TrouHa A3usl U U3BBH Hesl.

['maBHOTO 3a pa3OupaHeTo Ha yumbalra € HETOBUAT
COLMAJIEH M KYJTYpPEH KOHTEKCT, MOAYEPTaH OT ,,YOBEIIKHUA Ha
WBan Mauak Teopuss Ha reorpadusTta. Ta3su rienHa Toyka
pasriexna yumbanra Kato apreakT Ha YOBEIIKATa MUTpalUs U
KyJTypeH OOMEH, NojadepTaBaiku poJiiTa My KaTo HapoJIeH U
NPUIBOPEH MHCTPYMEHT B Pa3IMYHU COLMANHU cpeau B boxemus,
Mopaus u YHrapusi. ApXuBHU U300pakeHus: U apTreakTu, KaTo
TBPBOPE30M M TPaBIOPH, CBUIETEICTBAT 3a NMPUCHCTBUETO MY B
OJaropoTHUUECKUTE CpeAH, IMpeau Ja Ce Ppas3lpoCTpaHH Cpex
IbTYBALUTE My3UKaHTH okojio 1700 ronuua. Ot kpast Ha 18 Bek
IpajCKUTE POMCKM MY3MKaHTH HOMyJsipu3upaT numbana,
MHTETPUPANKY TO B TAHLIOBA MY3HKa, TABEPHHU U B KpaiiHa cMeTKa
KJIACUYECKH KOMITO3UIIMH, KAKTO € WIIOCTPUPAHO OT BKIIIOYBAHETO
My B u3nbiaHeHueTo Ha @pann Epken ot 1861 r B Hannonannara
onepa B bygamema. Jlo kpas Ha 19-tu Bexk VYHrapus
MHCTUTYLIMOHATIHM3UPA 00YUESHUETO 10 YumoOa, Ipolec, HampeIHal
JOOMBIHUTETHO OT TeaanmHus yumban Ha Ilynoa, KOWUTO
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YCBBBPIIEHCTBA KOHCTPYKLHMATA CH 3a MO-IIMPOKO MY3HKAIHO
u3passiBaHe.

OTnuYMUTeNHN TEXHUKH, pa3pabOTeHH NPHU CBUPEHETO Ha
yumoban, BKIIOYBAT MEJIOAMYHA MMIPOBHU3AIMS, OpPHAMEHTALUS H
PUTMUYHA CJIO)KHOCT, KOMTO HachpyaBaT HEroBaTa pOJsl OTBbBJ
NPOCTHS aKOMITAaHUMEHT. 110 TO31 HauWH IUMOAITBT Ce IPEBbPHA B
YHHBEpCAJICH WHCTPYMEHT, KOWTO CHMBOJHM3Upa KyJTypHATa
aJanTUBHOCT M apTUCTHUYHATa MHOBAllMsA, 3ama3Baliku CBOS
TPAaJULMOHEH XapaKTep, KaTO CBIIEBPEMEHHO CE aJalTHpa KbM
CBhBPEMEHHHUS My3HKalleH KOHTeKCT. OmKpusa ce, 4e 1Ba pa3InuHu
BUJIa MHCTPYMEHTH IUMOaIu Abpkat no3unuute cu: velky cimbal
(romeMuAT IUMOAN) U HETOBUAT MO-MaJbK ABOMHUK, maly cimbal
win cimbéalek (Mampk 1mMOan). Te3w HMHCTPYMEHTH WIpasT
3HAYMTEJIHA POJIs B TPAIUIMHUTE HA HApOJHATa My3HKa B PETHOHA,
BCEKH CHC CBOUTE YHHUKAIHU XapaKTEPHCTUKH M HCTOpPHYECKA
CBOJIIOLIHSL.

Broporto cemeiictBo ¢ TamOarbT, KOUTO MBPBOHAYATHO €
OWJI CBUpEH OT ,,JJayTapu™ M cE€ CUMTa 3a pa3BUTHE Ha ,,XaKOpeT",
KOITO € e BbBeseH B pailoHa Ha Kponmar (aHemen bpamos) ot
1546 r. nacam. Taméan, TpaguIMOHEH UHCTPYMEHT, BKOPEHEH B
LIMT'AaHCKOTO J1@ymapu (My3UKaHTH) OoT PymbHHA, eBostonpa OT
Hackbrett , xoiiTo € BpBelieH B TpaHcunBaHus oue npe3 1546 r.,
ocobeHo B paiiona Ha Kponmar (bpamos). IIpe3 18-ti Bek mon
YHTapcKo yIpaBlieHUe IIUTaHUTE B TPaHCUIBAHUS U PETHOHHU KaTO
I'pebenan u Bpmar (cera Cepoust) BkmrouBat Taméban B ancamoOIIu,
YeCTO MPHUAPYXKEHH OT LUTyJku. TamOanbT moaxbpxka CUIHU
pPErMOHANHU TpaJulMK B PyMBHCKUTE TepuTopud. B Muntenia,
forousrouyHa PymbHus, Taméannuam cbOpoBOJ, U3BECTEH KaTo
"tiituri", moxyepTaBa TpaIUIMOHHUTE TaHUU KaTo hora w sdrba B
aHcaMOJIu ¢ y4acTUETO Ha IIUTYJIKa, Oac mim akopaeoH. [Ipe3 19-tu
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BeK aHcamOimTe OT bykypem mnpuemar mno-rojisM, (QUKCHpaH
Taméban, nono0eH HAa YHTApCKUS WUMOAN, KOWTO TOCTETIEHHO
3ameHsi no-mankusg Taméan (Tambal mic) B Tpaicku U CEICKU
yCIoBHs ciiel 00eqMHEeHneTo Ha TpaHcuiaBaHus ¢ PymbHUS mpe3
1918 r. Ilo BpeMe Ha Te3u pa3BUTHUA NO-MANKUAT Taméban cbve
CUCTEMa 3a HacTpoiiBaHe, HamoAoO0sABalla Te3u B Ykpaiina, [lomnma
u benapyc, ce usnon3ea B cenckata my3uka. /o kpas Ha 19 Bek
MYy3UKaHTUTE cBUpelld Ha Taméan B OUBIIUTE TEPUTOPUU Ha
VYHrapus npeArnoYnTar CI0O)KHUTE XapMOHUU U KOHTPAIyHKTa Mpe.l
cruna mumypu Ha Bnawko u Monoosa, adanmupaiiku
mexHuKama cu ¢ HAapacTBAaHETO Ha BIMSHHUETO HA YHTApCKUS
yumoan. IHCTpyMEHTHT CTaBa BCe MO-CTAaHAAPTU3UPAH MO BpeMe
Ha KOMYHUCTHYECKATa €110Xa, KOraTo MaJIKUTE U FOJIEMUTE MOJEIIN
Taméan ce npoussexaar ot ¢padbpukara Doina B Bykypermt.
I'JIABA IV-POJISITA HA CAHTYP B I'PBIIKATA
TPAAULIUOHHA MY3HUKA

I'pbuka TpagMuMoHHa My3HKa

[pplukaTa TpagWIMOHHA MYy3HKa, OCHOBOIIONArama 3a
TPBIKOTO KYJITYPHO HACJIECTBO, 00XBAIlla IB€ OCHOBHU KaTETOPHUU:
BHU3aHTUICKA IIbPKOBHA MYy3HKa U HapOJlHa My3uKa. Buzanruiickara
IIbDKOBHA MYy3WKa, BOKaJHa 1o ¢opMa ¥ BKOPEHEHa B
M3TOYHOINIPABOCJIABHUTE  JIMTYPTUYHU  TPAJULUU, YECTO Ce€
IIPUNKCBA HA UMEHA HAa KOMIIO3UTOpH U noetu. Haponnara my3uka,
HAlpoOTHB, € AaHOHMMHA, NpeJaBaHa 4Ype3 YCTHU TPAaauLUU U
BKJIIOYBA KaKTO BOKAJIHU, Taka U MHCTPYMEHTAJIHU (POPMH, KOUTO ca
CHUCTEeMaTUYHO KyJITUBUPAHH Bb3 OCHOBA Ha JIOTUYECKU TEOPETHUUHU
MPUHIINIIH.

TepMUHBT ,,IeMOC* UK ,,JIEMOTHUYHHU NeCHU* OT 19-TH Bek,
BbBEJEH 3a OO0O3Ha4YaBaHE Ha ,HAapOJHA MYy3HMKa“, Ch3aBa
00BpKBaHE TIPH pa3rpaHUYABAHETO MEXY TPAIUIIMOHHA, HAPOIHA
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U TIOIYJIIPHA My3HKa — TEPMUHH, YUUTO 3HAUYEHUS CE pa3ingyasar B
TPBUKHAS M MEXAYHapOIHUS KOHTEKCT, KOETO 4YEeCTO BOAM MO
HEIOpa3syMEeHUs 110 OTHOUICHHWE Ha IpbLKaTa TPaJULIMOHHA My3HKa
My3HKa. TpaluLMOHHATa TPbLKAa My3HMKa, CUHTE3 HA BIUSHHS OT
Busantuiickara n1 OcMaHcKaTa UMIIEpHs], OTpa3siBa HCTOpUYECKATa
u reorpacka ciuokHocT Ha ['spums. Pasnukata Mexnay
TpaaulqMOHHATa W IOIIyjdpHara MYy3WKa € OT CbIICCTBCHO
3HA4YECHHE, Th KaTo TPaJULMOHHATa My3HKa C€ KOPEHHM B JAPEBHU
W3TOYHUIM M YCTHU TPAaJULUH, IOKaTO MOIyJSpHATA My3UKa Ce
IIPUBEKJAa B CBOTBETCTBHE IIOBEYE C TIPAJCKUTE, CHBPEMEHHU
KyJATYPHH TPaAULIHH.

Ot Hauvanoto Ha 20 Bek GOIKIOPUCTHUTE Ca KaTETOPU3HPAIIU
IPBUKUATE MECHU Bb3 OCHOBA Ha PErvoH, PUTBM U CTPYKTypa,
Ch3aBaliKi LISJIOCTHA paMKa 3a 3ala3BaHe M M3yyaBaHE Ha TOBa
Ooraro My3uKaJIHO HacleAcTBO. B Ta3u paMka TPBUKUAT canmyp
(Bug nmmMOan) wrpae KIH4YoBa POJs B TpbIKaTa TpaAWIIMOHHA
My3HKa, 0COOCHO B PETHOHAIIHUTE BapyUalliu B KOHTUHEHTAJTHUTE U
OCTpPOBHUTE  OOImMHOCTH. Pa3nuuHu  pervoHasHU  CTUIIOBE
XapakTepu3upaT TpbIKaTa My3UKa: KOHTHMHEHTAJIHHUTE PErHOHU
karo Tpakusa, Makenonus u Enup ce ommuaBar ¢ pa3iudHu
PUTMHYHU M MEJIOAUYHU Moaenu oT Te3u B (CeBEepOM3TOYHO
Ereiicko mope, onekanesute u [{ukinanckure octpoBu. CKOPOIIHO
Kaprorpagcko InpoyuBaHe, pbkoBoaeHO oT dumutpuc Kodrepy,
WITIOCTPUpPA PA3MPENCICHUETO HA My3UKAaHTUTE Ha CaHTyp ipe3 21-
BU BeK B IisU1a ['bplus, moguepTaBaiiku KyJATypHOTO 3HAaYEHHE Ha
WHCTPYMEHTa Ha OCTPOBUTE U B PAa3IMYHU KOHTUHEHTAIIHU
peruonu. ToBa kaprorpadupanHe TMOKa3Ba pazHOOOPA3UETO OT
TEXHUKHM, CTWJIOBE W JIMYHA APTUCTUYHOCT CPEN  CaHmyp
W3IIBIIHUTENH, TOAYEpTAaBalKU TAXHATa pPOJsl B 3ala3BaHETO U
YBEKOBEUaBaHETO HA rPbLKATa TPAJUIMOHHA MY3HKa.
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ITpoyuBaHeTO noxuepTaBa cannyp Kato KylITypeH CUMBOI U
TpalHO NPUCHCTBUE B OOIIHOCTHU pUTyasld, (ecTUBAIN U
IPa3HEHCTBa, 0cOO0EHO Ha 0cTpoBH Kato Jlecboc u AHIpoc, KbIETO
TpaJULIMUTE HA CAHTYp OCTaBaT CWJIHU. ToBa IELEHTpAIN3UPAHO
pasIpesielieHUe OTpa3siBa YHHUKAJIHOTO MSCTO Ha cawmyp B IIO-
rojieMus robmeH Ha  rpblikara TpaJWLMOHHA  MYy3HKa,
noguepTaBailku 3HaYEHHUETO My KaTO CpEACTBO 3a KYyJITYpPHO
u3pas3siBaHe M KaToO MOCT MEXIYy UCTOpUYECKaTa U ChbBpPEMEHHATa
IpbLKA UACHTUYHOCT.

CaHTypBT B OCTPOBHATa MY3HKA
My3uKaIHUAT Nef3ax Ha ocTpoBuUTE B Erelicko mope mnpes

18-tu m 19-Tm Bexk e 3HAUMUTETHO OGOPMEH OT TPATUITMOHHHUTE
OpKECTpH, W3BECTHH KaToO ,,KOMIAHUHU‘, KOUTO WUIPaAT peliaBaiia
poisi B KyATypHaTa M CoOLMadHa CTPYKTypa Ha OCTPOBHHTE
oburHocTu. Te3m aHcamOnu OOMKHOBEHO C€ CBCTOAT OT
MHCTPYMEHTH KaTO CAHTYp, LIUTYJIKa, KIIAPUHET, JIFOTHS UM KUTapa
u doumbek, M3MBIHABAIM PA3TUYHU JKAaHPOBE, KOUTO OTpPA3sBAT
MECTHUTE MY3UKAJIHHA TPAJAULUU U Ca TACHO CBBbP3aHU C OOIIU
npasHeHcTBa M TaHuu. C HampeaBaHETO Ha ypOaHHU3alusATa KbM
Kpas Ha 19 Bex My3ukanHara cuieHa B Erelicko Mope mpeTrbpIisiBa
3a0eNIeKUTENIHM TPOMEHHU, MOBIMUSIHU OT 3alajgHara My3uKa U
nosigara Ha opkecrbpa Ha CmupHa. Ta3u eBomoIUsA BHIS
BKIIIOYBAHETO HA E€BPOINEUCKM WHCTPYMEHTH, BKIIOUYUTEITHO
TpOoMOOHHU, €yPOoHUYyMH, CakcOPOHU U JOpPHU THAaHA, Ch3IaBalKU
KU3HEHa KOMOWHAIMS OT TpaJWIMOHHAa OCTPOBHA MY3HMKa ChC
3aaHl U aMEPUKAHCKM MYy3UMKalHU cTuiaoBe. To3u CHHTE3
WIIOCTpUpa MPOMEHsIIATa ce KyITypHa TUHAMHUKa Ha peruoHa. B
paMKUTE Ha Ta3W My3HKaJHa paMKa CaHTYpbT IIOEMa BaXKHA
COJIUCTHYHA POJIsi, MO3BOJSIBAMKM HA M3II'BJIHUTEINTE J1a U3pa3siBarT
MEJIOANYHY JIMHUY C BapHalluy, 0a3upaHy Ha TEXHUTE TEXHUUYECKU
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ymenus. EcteTukara Ha ereiickata My3WKa HaChpUYd MY3HUKaHTUTE
HAa CaHTyp Jda YyKpacsBaT MEJOANH, W3MOI3BAHKUA pa3INuHU
TEXHUKH, KaTo ,aroruarypa” 3a CbKpallaBaHe Ha HOTH,
»KPBCTOCAHH HOTH™ 3a Cb3aBaHE Ha MalladHu MOJeIu |
»TpeIu 3a TPOABIDKUTEIHU HOTU IO BpPEME Ha MEIOJUYHU
npeKkbcBaHus.  Te3m  OpHAMEHTH  TOAYEpTaBaT  IUTHTEH,
CTBIAJIOBUICH CTUJI HAa pa3BUTHE, TOBIUAH OT MaJIOA3MATCKUTE
My3WKQJIHH TPaKTHKW. Hemo moBeye, MHOTO OT CaHTYp
W3MBJIHATEIUTE Ca YMEJHU JIa U3T0I3BaT MHOXKECTBO TPATUITMOHHHI
WHCTPYMEHTH, KOETO UM TI03BOJISIBA J1a aalTHPAT CBUPEHETO CH, 3a
JIa IOAOOPAT ISIIOCTHOTO MPEACTABSHE.

YHUKaJIHUTE UHTEPIPETATUBHU CTWJIOBE HA CAaHTYPUCTHUTE,
oborareHu OT PErUOHAJIHUTE Tpaaulluu, OTpasdaBaT CJIOXKHOTO
My3HMKaJHO HacleICTBO Ha ocTpoBuTe B Erelicko mope u
nogyepraBar AUHAMMYHOTO B3aUMOICHCTBHE MEXAY MECTHH U
BBHIIHM BIMSIHUA IIPE3 TO3M TpaHCHOpMUpall Nepuo.

Peneproap
To3u ananu3 ce (okycupa BbpXy HET HHCTPYMEHTAJIHU

MECHU, KOMTO WIIOCTpUpar Oorarara My3uKajgHa TpaAulMs Ha
Jlecboc, ocoOeHO BBB BpB3Ka C PUTMHYHHUTE TaHIIM, CBHP3aHU C
ocTtpoButTe Xuoc u Jlec6oc. Te3u mpousBeneHus, U3MBIHIBAHU OT
BUJHU W3MBIHUTENIU HA CAHTYp, NEMOHCTPUPAT E€MOI[MOHATHATa
IBJIOOYMHA U KyIATypHaTa crernupuka Ha MECTHOTO MY3UKAITHO
HaclecTBO. Pe3ynaTarute 3a Te3u CENEKIUU Ca U3BJICYCHH OT Te3U
U3pa3UTEIIHU W3IBIHEHUS, CIYKEIIM KaTo OCHOBA 3a IONOOHU
npoyuyBaHus Ha Apyru octpoBu. B Jlecboc m Xwuoc xurtenure
aKTHBHO CHhXPAHSBAT )KW3HEHA TAHIIOBA TPAHUIINSA, KOATO BKITFOYBA
ctuioBe karo "syrtd", "kalamatiand", "Tanmu B Tporiku", "mpaloi",
"kasapika", "zeimbékika" wu '"karsilamades". TpsbGBa nma ce
0TOeNeX M, Y€ PUTMHUTE 3a TE3U TAHIM YECTO M3MOJI3BaT JEBET- U
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MET-BpEMEHHU pa3MepH, OCOOCHO TI0 BpeMe Ha 3HAYUMHU
npasHeHcTBa Kkaro CBera [lapackeBu, MOBIUSHU OT MECTHHTE
TpaJAULIMM Ha KOHHU HanoOsirBanus. Tanuum karo zeimbékika wu
karsilamades, BeposTHO mnpomsiuzamm oT Mana A3sus, 3aemar
[IEHHO MSCTO B OOIIHOCTTa, ChC CBUACTEICTBA OT MO-BH3PACTHU
TaHI[LOPH, CBHJICTEJICTBAIIH 32 JBI00KaTa BPHh3Ka MEKYy My3UKaTa
Y TAHIIOBUTE JIBHIKECHHUSI.

3HaYUTENeH HM3CJIEeI0BATEICKH pecypc 3a Ta3u pabora e
Anagnostirio oT Agiasos, U MO-CMEeNHUaTHO HETOBUS TPAIAULIMOHEH
OpKecTbp, OCcHOBaH mpe3 1996 r. Ilog pbKOBOACTBOTO HAa BUAHHU
JIMYHOCTH Karo Xapuiaoc PomaHOC W MO-KbCHU MY3MKaHTH KaTo
Kocrac 3adeupny, TO3M OpKecTbp € OWI OCHOBEH B
MOMYJIIPU3UPAHETO U 3alla3BAHETO HAa TPAaJUIMOHHATA My3UKa Ha
Jlecboc. MHcTuTynusiTa MNpeAcTaBisiBa pellaBalla KyJaTypHa
€IMHMIIA, TIOCBETEHA HAa OIAa3BaHETO Ha TPBUKHUTE TPAIAULHMH H
MECTHOTO HacJeACTBO. AHaNIM3bT JOMBIHUTEIHO ACTAaWIN3upa
WHCTPYMEHTAIIHUTE MECHU, NPEICTABUTEIHN 34 OCHOBHUTE TAHIIU
Y PUTMU B pailoHa Ha MUTHIMHH, KaTO U3MO0I3Ba MY3UKaIIHU HOTH
u Tabynarypa, 3a Jla moguyeprae KIIOUOBU aCHEKTH KaTo CTHJIA Ha
U3IIBJIHEHUE HA MY3UKaHTa, MPOMU3XOJ] HA IECEHTa, U3TOYHUIIY,
pasMepH, TeMIIO, TUII TaHIl, Malad, TbIKUHA U OCHOBEH TOH. To3n
CUCTEMaTU4eH MOAXOJ INoJYepTaBa THHKOCTUTE HA My3UKajHaTa
Tpaguiusi Ha JlecOoc u HeiHaTa posist B MO-IIMPOKUS KyATYpEH
neisax Ha ['bprus.

CaHTYpBHT B KOHTHHEHTAJHATA My3UKAa
['ppukMAT caHTyp € wurpajg 3HauuTelHa poJisi KaTo

AKOMITaHUpal HWHCTPYMCHT B MY3HUKAJIHUTC TpaJullkiud Ha
entpanna I'sprust m Emmp, ocoGeHO B rpajCKu IIEHTPOBE KaTo
AtunHa n Arpuno. B Te3u cpenu café amans ce mpeBbpHaxa B MeCTa,
KBJIETO My3UKaHTU OT PymbHUS U YHrapus npeacraBuxa numobana
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Ha TpBUKUA  My3WKaJeH nei3ax. Bupryo3Hocrra Ha
U3MBIHUTETIUTE Ha IIUTaHCKU CAHTYP OCTaBH TPAeH OTIEYaThK
BBbPXY TPBLUKHUTE MY3UKAaHTH, Kapailkiu HSIKOM Jla TpPEMUHAT OT
TPaIULIMOHHHS CAHTYP KbM IIMMOAJI.

B tunuynara HacTpolika Ha aHCaMOBbJa KIapUHETHT CIIYKU
KaTO OCHOBEH MEJIOIMYEH UHCTPYMEHT, JOKATO LIUTYyJIKaTa y4acTBa
B MY3HKaJIEH [WaJOl, YeCTO MOBTapsSiiKW WM OTrOBapsiiku Ha
TEMUTE Ha KJIapuHeTa. [lpyru HHCTPYMEHTH, BKIIFOUUTETHO JIOTHS,
MEPKYCHUU ¥ TIOHSKOTA CAaHTYP, U3IIBJIHSBAT MPEANMHO XapMOHUYHU
¥ pUTMHYHU poiu. Tazu moapenda oTpassiBa OCHOBHUTE KOHIICTILIUN
B aMepHKaHCKaTa TeopHs 3a IOIMyJspHaTa My3HKa, 0COOEHO IO
OTHOILIICHHE Ha pa3rpaHUYCHHETO MEXIYy MEJOAUS U XapMOHHUS.
OcHOBHa TEXHUKa, M3IOJI3BaHA B TE3W M3IBJIHEHUS, € U3BECTHA
kato "akopmoBa" wiu 'cBUpeHe Ha akopau", OasupaHa Ha
(UKCHpaHU METIOJUYHU CTPYKTYpH, KOUTO OOMKHOBEHO OOXBaIiar
ocHOBHara mporpecusi Ha akopau [-IV-V. Ta3zu TtexHuka € oT
pelaBaio 3HauyeHHe 3a YCTaHOBSIBAaHE Ha XapMOHUYEH (POH, KOHUTO
NOJAbPKa OCHOBHATa MENOJUS. YHHUKAIHUAT TMOJXOJ Ha BCEKU
My3WKaHT KbM aKOMIIAHHMEHTa JOMpHUHAcs 3a MEepPCOHATHO
JIOKOCBaHE,  O0OrarsBaikl  My3WKaJIHOTO  M3IKUBSIBAHE U
CJIO)KHOCTTA Ha U3IIBJIIHEHUETO.

Baxxno e 1a ce orOenexu, 4e aKOMITAHUMEHTHT HATXBbPIIS
MPOCTOTO MEXaHUYHO M3IBIHEHUE; MY3UKAHTUTE Ch3IaBaT
XapMOHUYHHU CJIO€BE, KOWTO TMOAOOpSBAT W3IKHUBSIBAHETO Ha
ciymiarens. Upes M3MON3BAHETO HAa aKOPAM M MHTETPUPAHETO Ha
XapMOHUYHH W  MEJOAMYHU ENEMEHTH, CaHTypbT 3aema
MHOTOCTpPaHHa POJsi, CIYKEUKH KAKTO Karo COJOB HHCTPYMEHT,
Taka U KaTo XapMOHUYHA MOJKperna.

25



Kato cTpyHeH nepKycCHOHEH MHCTPYMEHT, CAaHTypPBhT MOXKE
CBILIO J1a 000raTh pPUTMUYHHI MOJIENH, KOETO TO MPaBU YHUBEPCAJICH
WHCTPYMEHT B TPaJAULIMOHHATA TPBIIKA MY3HKa.

I'JIABA V- UMITPOBU3ALIUA
IIpouecbT HAa UMNIIPOBHU3ALUA
HMMnpoBusanusaTa B My3UKaTa UCTOPUYECKHU C€ € IMOsIBUTIA

KaTO MHCTUHKTHBCH OTIOBOpP, YJICCHABAI JIUYHOTO H3Pa34dBaAHC U
KOMYHUKaIUs 4pe3 puThM U Menoaud. Ta3u ¢popma Ha "cBoOogHA"
MMIIPOBU3ALIMSL, PHKOBOJIEHA OT UHTYHUIMATA U B3aUMOJICHCTBUETO,
pabotn e(hEeKTHBHO B MPOCTH MY3HKaJHU CTPyKTypu, Oe3 1a
M3HCKBA CIIOKHU XapMOHWYHU WJIM PUTMHYHU KOHCTpyKuuu. Ho
CIIOHTAHHOCTTA Ha UMIPOBU3ALIMATA BHACS U 3HAYUTENICH €JIEeMEHT
Ha HEOINpPEJEJIEHOCT, KOETO IMpaBM HeWHaTa menaroruka
npeau3BUKAaTeIHA IOpagd JIMIIcaTa Ha SCHO JAe(UuHUpaHU
napaMmeTpu. B cTpyKTypHpaH My3HKajJe€H KOHTEKCT — YIIPABIIsIBaH OT
CTPUKTHM XapMOHHWYHHM, PUTMHYHU M (OpMaaHU IMpaBwiia —
UMIIPOBH3AIMATA C€ MPEBPHIIA B MO-B3UCKATEITHO YMEHHUE, KOETO
M3HUCKBA CBH3HATEIHO KOTHUTHBHO aHTaxkupaHe. My3HukaHTHUTE
TpsIOBa BHUMATEIHO J1a JEKOHCTPYUPAT U IMPAKTHUKYBAT OTIEITHU
My3WKaJTHU KOMIIOHEHTH, KaTo MO-KbCHO TM MHTETpHUpaT C JTUYHA
apTUCTH4YHA TepcrnekTuBa. EdekTuBHaTa MMIpOBU3AlMS B TaKbB
KOHTEKCT M3MCKBa KAaKTO BJIaJIeCHE HA My3UKaJIHA TEXHUKA, TaKa U
CHOCOOHOCT 32 KpeaTUBHO pearrupaHe Ha My3HKaJHarta cpena. To3u
JUCHOUIINIMHUPAH MMOAXO0A IMMoMara Ha MY3UMKAaHTHUTC Oda KyJITHUBHPAT
CIOCOOHOCTTA J1a MUCIIAT U ACWCTBAT MMITPOBU3AIIMOHHO ¢ Obp3HHA
u TouHocT. Criopen [xepu Kokbp, meT ocHOBHU (akTopa BIHSIAT
BBbpPXY KaU€CTBOTO Ha UMITPOBHU3AIUATA: UHTYULIUS, MUCHJI, EMOLIHS,
CIIyXOBO BB3MPUATHE W HABHUK, C MEJIOAWYHA TIOCOKa Karo
JOMBIHUTENEH CHIUIECTBEH KOMIIOHEHT. 3aeIHO Te3u (aKTopH ce
KOMOMHUPAT, 32 Ja MOJIKPEIT TBOPUYECKHS MPOLEC U pe3yiTara Ha
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UMITpoBU3aropa. MHTynnusTa 1 emonusTa JONPUHACIT 3a JTUYHUS
CTUJI ¥ €MOLMOHAIHUS PE30HAHC HA MY3HMKaHTa, JOKaro MUCHITA
moMara TMpH pa3peliaBaHeTO Ha TEXHUUYECKH MpodleMu U
MOCJIEIOBATEIHOCTTa Ha M3MbJIHEHUETO. CIyXOBOTO BB3MPUITHE
MO3BOJIsIBA MpeoOpa3yBaHETO Ha 3ByKa B MY3UKATHH HJICH, a
HaBHUKBT TOJIIoMara Obp30To ,,M3BUKBAHE HA MMO3HATH MY3HKAJTHU
Mozaenu. YyBCTBOTO 3a MEJOAMYHO PBHKOBOJACTBO IpHUIAaBa
KOXEPEHTHOCT U 3aBBbPILICHOCT Ha UMIIPOBU3ALIMOHHUTE (Ppazu.

[lpouechT Ha WMMHIpPOBH3AIMS, OCOOCHO B PAMKUTE Ha
TOHAJTHaTa MY3HKa, TOI4YepTaBa 3HAYCHHUETO Ha CH3IABAHETO Ha
MEJIOAUYHY JIMHUU, KOUTO IIPOCKTUPAT XapMOHUYHATA CTPYKTYypa,
MOAJABPKAUKA PUTMHUYHA MU MEJIOAUYHA TOCIEAOBATEIHOCT U
3aunTaliKy IsUTocTHATa (hopma Ha mpousBeneHnero. OCHOBHA 1T
NIPY U3y4aBaHETO HAa UMIIPOBHU3ALNS € Pa30MPaHETO KaK MEJIOAUATA
0Tpa3sBa XapMOHWYHATA ITPOTPECHs, YKPETIBAHKH CIIOCOOHOCTTA Ha
UMIIpOBU3aTopa 1a OQOpMH JUHAMHYCH W CIUIOTEH MY3HKaJeH
paskas.

3a aHanu3 ce U3I0JI3Ba KAaYECTBEH METOJ 3a 3alllCBaHE Ha
MMIIPOBU3ALIMOHHU €JIEMEHTH, KBAETO PUTMHUYHATAa CTPYKTypa
oTpa3sBa MPUOIU3UTENHU, @ HE TOYHU CTOMHOCTH. To3u monxon
yJ1aBsl CHIIIHOCTTA HA pa3BUTHUETO Ha (hpa3aTa B UMIIPOBU3ALMOHHHUS
CTWJI, TO3BOJSBAKM TI'bBKABOCT INPU MNPEACTABSIHE Ha TOHAJIHU
LEHTPOBE M MEJIOAWYHM NpOCTpaHCTBAa. Upe3 To3M mpouec
IIPOYYBAHETO MOJYEpPTaBa CIOACICHUTE UMIIPOBU3ALMOHHH YEPTU
Cpell M3IBJIHUTEINTE Ha CaHTYyp, NOAYEPTABAMKU CIEKTHP OT
TBOpPUYECKH U300pH, Oe3 Ja 'M OrpaHuyaBa 10 CTPOr'H TEOPETUUYHU
KOHBEHILINU.
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NmunpoBusanusi Ha CAaHTYypP
CaHTypBbT, KakTo O€IIe CIIOMEHATO IMO-Tope, Ce M3I03Ba

KaKTO KaTo COJIOB HHCTPYMEHT, TaKa U 3a UMIIPOBU3AIIMS B TPBIIKATa
My3uKa. M3MbIHUTENNTE HA CAaHTypH H3IMOJ3BAT JBa Pa3IuIHU
HaYyMHAa HA UMIIpOBHM3alMs, a UMeHHO "Takcum'" u "goitHa". Ilo-
HATaThK 1€ IUTUPAME MMIPOBU3AIMU HA TPBIKH MY3WKAaHTH Ha
CaHTYyp, MPEACTaBeHH B TMO-O0II KOHTEKCT, KbIETO Ie Obae
aHalM3WpaHa JAWHaMHuKata Ha ¢eHoMmeHa wmomamHocT. [lle
oTOeNeXUM, UYe HAYUHBT, [0 KOWTO BCEKH MYy3HKaJICH
MHCTPYMEHTAJIMCT pas3nojiara ¢ MY3HMKaJIHH ,,AHCTPYMEHTH' 3a
MMIIPOBU3ALIMS, € pa3inuueH. ToBa Bb3HUKBA, Thil KATO BCEKU OT TAX
O00opaBU C T€3W MHCTPYMEHTH IO YHUKAJICH HAYWH, OTPa3siBaliKu
TEXHHS COOCTBEH YHHKAJICH MOIXOJ KbM My3HKara. TpsOBa ma ce
nmoruepTae, 4e€ HIKOW OT MPEIOKCHUTE UMITPOBU3AIINH, KOUTO IIIE
ObJaT MpeACTaBeHU, Ca KaTO WHTPO-BbBEICHUE WUMITPOBU3AINHM HA
MeCeH.

Hoiina

HoitHa, My3ukanHa (opma, KOSITO oOXBalla HAKOIKO
KyATYpH, OTpa3sBa AbIOOKOTO BIHUSHHUE Ha POMCKUTE MY3UKAHTU
BbPXYy TpPBUKHTE H OalKaHCKUTE MY3UKAJIHU  TPAIJUIIHH.
[IpocnensiBaiiku npousxona cu A0 14-tu u 15-Tu BEK, pOMCKHTE
MY3UKaHTH WIH POMHUTE MPEHACIT CBOMTE YHUKAIHU MY3UKAJTHU
Tpaguuuu B 1suta ['eprus, or Tpakus no Kput, cmecpaiiku u
oOorarsiBaiiku MecTHuTe 3Bynu. Cammar tepmuH "doina" uma
JIIBYCMHUCJICHA  €TUMOJIOTHS, C  TIOTEHIMAJHU KOPEHU B
WHJOEBPONEUCKUTE €3UIM U BPBH3KH C MOJOOHM KOHIEMLHUHU 32
KOTTHE)X, OTKPUTH B JIUTOBCKHU (daina), cpvbOcku (daljin ) n
nopTyrajickara KoHUenmus 3a saudad . Te3m e3UKOBU BPB3KU
WIIOCTpUpAT YHUBEpPCAIHUs pe3oHaHC Ha doina, )KaHp, TOTOMEH B
TEMU 32 KOITHEX M eMOIMOHATHA IBIOOYHHA.
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PomckoTO BiIMsiHME BBBEX/1a HAKOJIKO YHUKATIHU MY3HKaTHU
dbopMu B TphIIKaTa My3HKa, 0COOCHO B PAMKHUTE Ha Kaghene aman,
KbJIETO TPBUKUTE MY3UKaHTH Ca BIBXHOBEHU OT POMCKHUTE
TexHukd. JKaHpBT N10MHA, 3HAYUTENHA YacT OT TOBA MY3HUKAJIHO
HACJIEJICTBO, CHIIECTBYBa B MHOXECTBO (opmMu Ha bankanure,
BKJIIOUUTENIHO Yobanapuka oT IpeBeHa U NECHOINEHHUATA
Moiuiponou ot Enup, KOETO TNOKa3Ba HEroBara TeMaTU4YHA H
CTPYKTypHa aJanTUBHOCT. B 1pyrm rpblIKH pErvoHu, Karo
Mecononru u ArpuHuO, I0MHA TPUEMA UMETO KAPas1a4uKko, KOETO
noguepTaBa MUPOKHUS My reorpadcku U KyaTypeH obxsar. [loiiHa
ce TOsBABa B HSKOJKO EKCIPECHBHH (OPMHU, 6CAKA OT KOUTO
JOTIpUHACS 3a HEWHMsT OoraT KyITypeH PpEe30HAaHC B Pa3lIuYHH
PErMoHH, BKJIIOUUTETHO BOKAJIHH, MHCTPYMEHTATHU M BOKAJIHO-
MHCTpYMEHTANHU Bapuauuu. Enna ot ¢opmure Ha 1oifHa e
,BOKaJgHaTa JOWHA“, M3MbBJIHIBAHA NPEAUMHO B PETHOHH KATO
Mapamypem u bykoBuHa, e Oensi3aHa OT ABIOOKO €MOIIMOHATHU
TEKCTOBE W MEJIOJINH, YECTO ChCPEAOTOYEHU BBPXY TEMH OT
©KEIHEBHUS KUBOT, pPaJAOCT U CKpBHO, YIaBAld HIMPOK
€MOIIMOHAJIEH JUANa30H.

Bropo d¢opmara ©Ha doina e ,MHCTpyMEHTaJHAaTa
doina® oOxBamia JBa MOJTHIMA: MACTOPAJCH HMHCTPYMEHTAJECH M
MHCTPYMEHTAJICH C BOKAaJCH IMPOW3XOJ]. MHCTPYMEHTAJHA JIOiHa,
M3BECTHA C OOTaTHTE CH OPHAMEHTH, OTpPa3siBa CEJICKOCTOMAHCKUS
’KMBOT, KaTO MY3HKAHTHTE H3IOJI3BAT JEKOpPAIMU KaTO TPEIH H
rpalvo3Hy HOTKH, 32 J1a CHOYIST CEJICKH MEH3aKHU U CIIOKOWHHS
KMBOT Ha NMPOBUHLUATA. VIHCTpyMEHTaIHAaTa BapHaIs C BOKAICH
NpOM3XO[ € TMO-pAlKa, aJanTHpPaiKu BOKAJIHH MOTHBH 3a
MHCTPYMEHTAJIHM  KOMIIO3MIIMM, CMECBaliKM CBHITHOCTTAa Ha
BOKAJIHUTE ()OPMH ChC CIOKHU MHCTPYMEHTAIHU U3ITBKHAIIOCTH 32
noOaBsiHE Ha ABJIOOYMHA M CIOKHOCT. Tperata (hopma Ha JoiiHA €
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BOKaJTHO-MHCTpYMEHTajlHaTa  JOWHA  KOMOMHHMpa [IJac U
TPaJAULIMOHHN WMHCTPYMEHTH, 3a Ja Ch3aJe XeTepooHUYIHA
TEKCTypa, 3acHIIBallla €MOIMOHAIHUS HMHTEH3UTET. Ta3u ¢opma,
4eCTO M3IBJIHABAHA B PETMOHM Kato Mapamypel, nperumra
BOKaJIHM ¥ MHCTPYMEHTAJIHM 3BYIM, BbBINYANKU CIyLIATEIUTE B
3aBJIAJIABAILO U HACIIOCHO MY3HUKAIHO U3KUBSBAHE.

TpanuimonHo, aoMHaTa cienBa CTPYKTypHpaHa
mporpecus, KOSTO TOAYepTaBa HEWHHUS MMIIPOBU3AIMOHEH U
U3pa3UTeNeH  XapakTep. Bu3xonsma  ¢dpaza  BbBexna
MPOU3BEICHUETO, YEeCTO OTOens3aHa C BB3KIUIATENIHA HOTA.
Hayannara gyact ce oTiMyaBa ¢ peYUTATHBEH CTHJI, ChCPEAOTOUCH
OKOJIO CBCEIHU TOHOBE, OOMKHOBEHO OKOJIO ONPENEICHU CTEIIECHU
Ha ramMmara, Karo cCb3JaBa TOHAJHUA W CMOIIMOHAJIHHUA Tel3ax.
OcHoBHara 4acT npejara Oorara HMMITPOBU3ALIHS,
XapaKTepU3upaHa ¢ IeKOPATUBHU U OPHAMEHTAJIHU Maca)Ku, KOUTO
dbopmupaT ChpIETO Ha JOWHATA. 3aKIIOYUTEIIHATA YaCT C€ BPbBINA
KbM TOHHMKAaTa, BKJIIOUYBAWKM PEUUTATUBHU E€JIEMEHTH, KOUTO
OCUTYpSIBaT YIOBIETBOPUTENICH 3aBBPIICK Ha TMPOU3BEACHUETO.
Upes Te3u popMu U CTPYKTYPHU €IEMEHTH AOMHATA CIIYKH KaKTO
KaTo OTPaXCHUE Ha EKEIHEBHUS >KUBOT, TaKa M KaTO JBIOOKO
H3pa3sdBaHC Ha YOBCIIKHU CMOIUU, B’bHJTbH_IaBaI\/JIKI/I CBhIIIHOCTTAa Ha
pernoHaHUTE (QONKIOPHU TpaauluH. 3a0eNeXUTeNHO €, Ye
H3II0JI3BAHCTO Ha IICHTATOHMYHATA TaMa IIpuJaBa Ha HOﬁHaTa
YHUKAJTHO MEJIOAWYHO KaueCTBO, KOETO IO3BOJIIBA H3pa3uUTEIHA
MIPOMEHJIMBOCT B pPaMKHTE Ha MEHTATOHWYHATa CTPyKTypa. Tasu
aIaTUBHOCT J00aBsi XapaKTepHa YYBCTBUTEIHOCT KbM KaHpa,
ocobeHo  3abenexxuMa B yOBIDKGHUTE  WIH  ,,JUBJITO
M3TETNICHU MEJIOAMHU, OMMCBAaHM C TEPMUHH Karo cdntec lung B
pYMBHCKaTa JUTEparypa.
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VYuennte kato baprok, Xepuor u bpaiinoro 3Ha4UTEIHO ca
TOTIPUHECIH 3a W3CIe[BAHMUATA Ha JIOMHATa, Karto sl pa3lno3HaBaT
KaTo KirouoBa (popma Ha uM3pa3 B OalkaHCKaTa HapoIHA MY3HKa,
TSACHO CBBbp3daHa C HU3PASUTCIHUTC BB3MOXHOCTU Ha MCCTHUTC
TpaguLnn.

SAK/IIOYEHUE
Tasu npucepranms pasmiexaa KIIOYOBH aCHEKTH  OT

CBOJIIONMATA HA TPBLKHS CAaHTYp, OAIKAHCKUTE KYJITYPHH BIUSHHS
U UMIIPOBU3AIIMOHHU TCXHUKU, HpennaraﬁKH SHAYUTCJICH IIPUHOC
KbM pa30MpaHeTo HU 3a poJIsiTa HAa MHCTPYMEHTA B IPBLKUTE U IO-
IIHUPOKUTE OaJIKaHCKHU MY3HUKAJIHU Tpaaulluu. HCTOpI/ILIeCKaTa
TPAeKTOPHsI Ha TPBLKHUS CAHTYp C€ XapaKTepus3Hpa ChC CIOKEH
KynTypeH oOMeH B Mana A3usi, JIyHaBCKUTE CTpaHU H
Buszantuiickara 1 OcMaHckara umnepud. TOYHUAT MpPoOU3X0oA Ha
CaHTypa OCTaBa HECUTYpPEH, KaTo BJIMSHHETO Ha YHrapckara,
pyMBHCKaTa Hu TIpBIKAara My3UKadHa Tpagulusd JOIpPUHACA 3a
HCrOBOTO pPAa3BUTHUC. HO-CHCHI/IaHHO, TBProBCKUTC MbTUIIA U
MOACIUTC Ha MUT'palrsa, Karo TC3U, CBBP3aHU C OI[GC& n
Koncrantunomnonn, yJeCHsIBAT pasnpoCTpaHEHUETO u
WHTEIPUPAHETO MY B Pa3IMdYHA MY3HMKaJIHM KOHTEKCTH. JlokaTo
OTpaHUYEHUTE apXUBHU W3TOYHUII BB3IMPENATCTBAT
OKOHYATEJIHOTO HCTOPUYECKO MPUIIMCBAaHE, TMPUEMaHETO U
aJlalTUPAaHEeT0 Ha MHCTPYMEHTAa B pErHOHUTE MOJ4YepTaBa
3HAYEHHETO MY KaTO CPENCTBO 3a KyITypeH cuHTe3. bankaHckure
BJIUSAHUA OOIBJIHUTCIIHO OCBCTIISIBAT CBOJIIOOUATA Ha CaHTYp,
0COOEHO BBB BpB3KAa CBHC CEMEWCTBOTO WHCTPYMEHTH CaHTYD,
BKIIIOUMTENTHO [uMOanom u  Tumban. [pwrikure auacrmopHu
oOurHOCTH B PyMbBHUS U KYITypHUTE MHCTUTYLIMH, Ch3/1aJICHU IIPE3
I7-tu u 18-TM BeK, WUrpasr BakHa poJis B 3ala3BaHETO U
MpEeJaBaHETO Ha TPhLKHUTE MY3UKAJIHH TPAJAULUU B OalKaHCKHUTE
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oOmiecTBa. YUeHUTE MOAUYEPTABAT CTPYKTYPHHUTE PA3IUKU MEKIY
IPBLUKHUS CaHTyp M JAPYIMTE€ HMHCTPYMEHTH OT CEMEHCTBOTO Ha
UMOaInTe, HO CIOAEIEHOTO UM €BPONEHCKO MOTEKJIO COYM KbM
B3alMHO MY3UKaJIHO HaCJIEACTBO.

KyntypHuTe MHCTUTYLIMM Ha rpblKaTa aAuacropa mnpe3 19-
TH BEK TOJICHJIBAT TE3HW BPB3KHU UPE3 MOIMYIIPU3UPAHE HA TPHLUKUS
€3UK W Tpagullik, KOETO JONpHUHECe 3a PErHOHAIHOTO
pasnpocTpaHeHHe U BIUSAHUE Ha HHCTpyMeHTa. iMnpoBu3anusTa B
U3MBIHEHUETO HAa CaHTYyp € Hepas3[lelHa YacT OT HEeroBus
W3pa3uTeNeH TOTEHIMAN, CIYXKEHKHM KaTo HauWH Ha JUYHO U
apTUCTUYHO W3pa3siBaHe, KOWTO OTpa3siBa HWHAWNBUAYATHHUTE
MPEKUBSBAHUSA, EMOIIMOHATHH CBCTOSHUS W UW3JIaraHe Ha
(GONKIOpHU MYy3MKaJIHM TaMH Ha BCEKM MY3WKAaHT. B rpblkara
My3HKa UMIIPOBH3AIMOHHATA MPAKTHKA, U3BECTHA KaTo "TakcuMu',
mpejara Ha My3UKaHTHTE cBoOoJara Ja M3cje/BaT TBOPYECKOTO
dbpazupaHe W CIOKHUTE MOIaTHW Mozaenu. ['amu karo XujKas,
Pact u Ymak, Hapen ¢ Opyru, NpeaoCcTaBsAT paMKa 3a CIOXKHU U
€MOLIMOHAIHO HACUTEHU U3IBJIHEHUS.

NMnpoBHU3anMOHHUAT CTHII HAa CaHTypa HacbpyaBsa
Pa3BUTHCTO HA YHUKAJIHU CTUJIIMCTUYHU NOANIHMCHU 3a MY3UKAHTHUTC,
HOqupTaBaﬁKH poJiATa HAa MHCTPYMCHTA B JMHAMUWYHATA CBOJIIOI A
HAa  TIpbUKUTE U  OaJKaHCKUTE  MY3UKAJIHU  TPAJAMIIMH.
CpaBHHTEITHUAT aHAIHM3 ¢ pyMbHCKara doina rmoguepraBa Mmo00H!
MMIIPOBU3AIIMOHHU TPAKTUKH, MPU KOUTO HA MY3HKAHTHUTE Ce€
npenocTaBs cBoOOIa Ha H3pa3siBAaHE B pPAMKUTE Ha TI'bBKaBa
puTMHYHA pamKka. J[okaTo HAKOM Y4YeHU MpociensBaT AOWHA B
JIPEBHO JIaKO-TPAKUHCKO HACIEACTBO, TYPCKHTE M OaJIKAHCKHUTE
BIMAHUS ChUIO ca O(OPMHIM HEWHOTO CTHJIOBO pa3HOOOpasue.
PutMuunnTe Momenu, oCOOCHO B OJTEHCKATa JOWHA, ITOKAa3BaT
PEruoHaIHu pasinyus, KOHUTO ca B CBhOTBETCTBUC C
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UMIIPOBU3ALIMOHHUTE TMPAKTUKH B TPAIULUATA CAHTYpP, KOETO
mpeanonara CHoJeNleH, HO KyITYpHO OTIMYUTENCH IMOAXOI KbM
MY3UKaJTHOTO U3pa3siBaHE B IPBHIKUTE U PyMbHCKHUTE TPAIUIIUH.

Te3sn HaxXxoAKuM JAEMOHCTpUpAT LEHTpajHaTa poisi Ha
IPBLKUS CAaHTYyp KaTO Bpb3Ka Ha KYJITYpPHOTO B3aWMOJCHCTBHE,
MIOYEPTABAMKA MSACTOTO My B CIIOACJIEHHUTE, HO pPa3Iu4dHU
MY3HUKaJIHU TPaJuLUK HA TPBLKHS U OAJIKaHCKHS PETHOH.

HAYYHHU ITPUHOCH
ITspBara n3cienane B I'bpums, NOCBETEHO CIIELUATHO HA

MY3UKaJIHUAT MTHCTPYMEHT caHTyp. Karo npokapBa HOBH NO3ULIUN
B TPBLKHUTE aKaJeMHYHU W3CIeIBaHMs, Ta3u pabora cbh3raBa
OCHOBa 3a OBACIIN HAyYHU U3CIIEIBAHUS HA CAHTYP U CBbP3aHUTE C
HEro My3HKaJIHM Tpaguuuu. Kilro4oBUTE NPUHOCH BKJIIOYBAT:

1. II'bpBH USJIOCTEH HCTOPHYECKH AHAJIM3 B IPbIKATA
aKaJieMHYHa JuTepaTypa

[Ipocnensiea  mpou3xoja  Ha  MHCTPYMEHTa,  Karo
Kaprorpadupa eBOJIOIMATa My B TpblLKaTa, OalkaHCKara H
OCMaHCKara KyaTypHa cgepa. Tasu paGora BHacs KpUTHYHA
MCTOpUYECKA MEPCIIEKTHBA B TPBIKHS aKaJeMUYCH JUCKYPC, KaTo
CHHTE3Mpa pa3InyHU U3TOYHHMIIY, 32 Aa pa30depe clIoKHaTa JINHUS
Ha UHCTPYMEHTA.

2. PeBOJIIONMOHHO  M3CJIeIBaHe Ha  0aJKaHCKHUTe

KYJTYPHH B3aHMO/IeHCTBUSA

Pasriexxaa B 1bpa06ourHa OaIkaHCKUTE BPB3KH Ha CaHTYpa,
ChC CIEIMAJICH akKIEeHT BbPXYy BpB3KaTa My C PYMBHCKHU
WHCTPYMEHTH Karo mmMMOanoM. PaskpuBailku Te3u KynTypHH
oOMeHH, Te3ara TO3WIUOHMpPA TPBIKHUS CAHTYpP B PETHOHATHA
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My3HKaJlHa paMKa, IpeJyiaraiiku HOBU MPO3pEeHUs 3a OaTKaHCKUTE
U TPBIKUTE MY3UKAIHUA IPECEYHU TOUKH.
3. IbpBo akameMuyHo wu3cjeaBaHe Ha Takcumm B
rPbUKOTO U3NbJHeHUue Ha CaHTyp
LIpe3 OpUTrHHaJIHKU UHTCPBIOTA U AHAJIN3U Ha U3IIBJIHCHUCTO,
TOBA U3CJIEIBAHE € MbPBOTO B [ 'bpIIusl, KOETO pasmiexa "Takcumu'"
KaTo KJIIOYOB acCIMEeKT Ha U3IbJIHEHUETO Ha CAHTYyDP, WIIIOCTPUPANKHT
MMIIPOBU3ALMATA KaTO TEXHUYECKO yMEeHHE U (popMa Ha KyATypHO
u3paszaBaHe. To3u mpHHOC obOorarsiBa TIpblKaTa Hayka 3a
UMIIPOBU3ALMATA, KaTO TOAYEepTaBa JUYHATa ApPTUCTUYHOCT U
KyATypHa UAEHTHYHOCT.
4. CpaBHUTe/IEeH aHAJIHU3 Ha TIPBLIUKUTE M PYMbHCKHTE
UMIIPOBU3ALMOHHM TPAAMLIMHA

[IepBOTO TPBUKO AKAAEMUYHO CPABHEHHE HA CAHTYp H
pyMBHCKaTa ,JIOMHA™, pa3KpuUBaiKku CIIO/ICJICHU
HUMITPOBU3AILIMOHHU MPAKTHKH, KOUTO OCBETJISABAT
MEeXAYKYATYpHHUSI XapakTep Ha OasnkaHckara My3uka. To3u aHanus3
no0aBs HOBO H3MEPEHHE KbM H3CJIEIBAHETO Ha TPBHLKOTO
MY3UKaITHO HACJEICTBO.

5. OcHoBHa paMKa 3a ObJely U3cjeIBaHUA HA Santur u
0ankaHcka My3uka B I'bpumst

Upe3 uneHTH(UIIMpaHEe HA HEHW3CJIEABAaHM OOJACTH KaTo
BB3/ICHCTBUETO HA MUTPAIIMUTE M OMAa3BaHETO Ha MY3UKAIHOTO
HAaCJIEACTBO, Ta3u Te3a OMpEeis M3CJIeoBaTeliCKa mporpamMa 3a
opaemu yuenu B ['bprus. [lomara ocHoBaTa 3a MpoabJKaBaIIH
pasmiexIaHus Ha CaHTyp W OalkaHCKa My3HKa B PaMKHTE Ha
TpBIKaTa aKaJIeMUSs.

6. 3HaYuTeJIeH NMPUHOC KbM rpbIKaTa
€THOMY3HKOJIOTHS U KYJITYPOJIOTUsI
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Tasu pucepranyss MHTErpUpa UCTOPUYECKH, KYJITYpHU U
MY3HUKaJIHU MPO3pEeHHUs, N300pa3siBaiiku CaHTyp Karo KyJITypeH
apredakT, KOWTO OTpa3siBa HCTOPUUTE M HACHTUYHOCTTA Ha
obmuocture B Ispmus u  Ha  bankanurte.  Tosm
MYJITAIUCUUIUIMHAPEH MOAX0 000TaTsBa rpbhliKaTa MepcreKTHBa
3a My3HKaTa KaTo CPEACTBO 3a COLIMAIHA U KyJITypHa IMHAMUKA.

7. OOpa3oBarTesieH IPHHOC KbM IPbIKATAa My3HKa

Te3ara HacbpyaBa XOJIUCTUYHUSA MMOAXOA KbM MY3HKaJIHOTO
06p8.30BaHI/IC B F’pr_II/IH, KaTo C€ 3aCTbhlIBa 3a HU3YyYaBAHC Ha
TCXHUKHU 3a UMIIPOBU3ANHNA U KYJITYPCH O6M6H, KaTO HaCbp4daBa
YBA)KCHUCTO KbM MHOI‘OO6pa3I/IeTO U HaCJICACTBOTO B I'pbLKATa
MY3HKaJIHAa ICAaroruka.
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Introduction
The santur, a hammered dulcimer, serves as a

multidimensional phenomenon that extends far beyond the mere
production of sound. It is a potent symbol, a carrier of cultural
meaning, and a reflection of the aesthetic values embedded within
the societies that embrace it. Musical instruments, as we understand,
are not simply tools for creating sound; they embody the cultural,
social, and aesthetic characteristics of the communities that utilize
them. They are instruments of tradition, recording and transmitting
the historical narratives and aesthetic aspirations of their respective
cultures. The santur, integral to the musical heritage of Greece and
the Balkans, stands as a testament to this phenomenon. While
Western musical notation provides a framework for capturing the
basic elements of melody, it inherently possesses limitations. It
often fails to encapsulate the intricate nuances of performance, such
as improvisation and the individual variations that each musician
brings to their interpretation. This gap highlights the essential role
of the performer as an interpreter of tradition, bringing forth the rich,
expressive qualities of the music that written notation cannot
convey. The journey of author with the santur, began at the tender
age of seven, when I was captivated by the virtuosic performance of
Aristides Moschos in her hometown of Larissa. The enchanting
sounds of the santur, coupled with the artist's exceptional artistry,
ignited a deep personal connection with this instrument. This early
exposure has profoundly shaped my academic pursuits and my
commitment to preserving and advancing the traditions associated
with the santur. Over the past seven years, she has had the privilege
of teaching the santur, at the University of Macedonia's Department
of Music, Science, and Art. Her academic and professional
endeavors have allowed me to delve into the world of Greek
traditional music while also exploring the broader cultural
4



landscape of the Balkans. Through her research, she has engaged
with the rich tapestry of santoor music across neighboring countries,
drawing inspiration from esteemed masters such as Ozkar Okros,
Marin Ulei, and Toni Iordachi.In her investigations, she has sought
to understand the diverse ways in which the santur is played and its
various forms of instrumentation in the Balkan region. This
exploration not only enhances our understanding of the instrument
itself but also emphasizes its adaptability and significance in
different cultural contexts.

Purpose of the study

The purpose of this study is to examine the influence of the
santur musical instrument on Greek traditional music and its
contributions to the musical identity of Greece. It aims to explore
the cultural significance and musical impact of the santur over time,
investigating its role in various forms of traditional Greek music, its
interactions with other instruments, and its importance in both
performance and the preservation of Greece's musical heritage. The
study will also address the santur's connections to Balkan music
traditions, highlighting its role in a shared regional musical
repertoire.

The objectives of the study

The objectives of this study are to analyze the traditional
song repertoire across various regions of Greece, focusing
specifically on the integration of the santur into these diverse
musical traditions. It aims to explore the unique characteristics of
regional music, from mountainous areas to coastal islands, and
examine how the santur's timbre, melodic capabilities, and rhythmic
contributions shape the distinct sound of each region. The study will
assess the differences in melody, rhythm, scale modes, and structure
of song repertoires, investigating the santur's role in driving these



variations. Additionally, it will consider the influence of Balkan
music on Greek traditions, particularly in border areas where
musical styles intersect, thereby highlighting the shared musical
heritage and stylistic exchanges between Greece and its Balkan
neighbors.

The subject of the study

The subject of this study focuses on the rich and diverse
landscape of Greek and Balkan music, exploring centuries of
cultural exchange and artistic evolution. It encompasses a wide
range of styles, genres, and regional variations, from the haunting
melodies of Epirus to the lively rhythms of Macedonia. Using an
interdisciplinary approach that incorporates musicology and
organology, the study aims to investigate the intricate relationship
between the santur and its musical context. By analyzing the santur's
influence on repertoire, performance practices, and cultural identity,
the research seeks to provide a deeper understanding of the
symbiotic connection between the santur and the musical traditions
of Greece and the Balkans.

Central Research Questions

In our study of the santur and its profound influence on
Greek and Balkan music, we are guided by several key research
questions that aim to unravel the complexities of this instrument and
its cultural significance. Firstly, we seek to understand the historical
evolution of the Greek santur. By examining its origins and
transformations over time, we aim to contextualize the santur's role
within the broader spectrum of Greek musical heritage.Moreover,
we will explore the Balkan origins of the santur, particularly its
relationship with other similar instruments such as the cimbalom
and the tambal. This inquiry will not only enhance our
understanding of the santur itself but also highlight the
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interconnectedness of musical traditions across the Balkan
region.Furthermore, we are interested in the historical context of
Balkan influences on the santur. Investigating this aspect will shed
light on the dynamic nature of musical traditions in the region and
their evolution over time. Another critical area of investigation is
the improvisational techniques employed on the santur.In addition
to, it examined how the doina is reflected through the playing of the
santurm in the Greek and Balkan musical tradition.

Lastly, we aim to investigate the use of the santur in insular
Greece. This inquiry will help us understand the regional variations
of the santur and its integration into local musical
traditions. Through these research questions, we endeavor to provide
a comprehensive examination of the santur, revealing its rich
heritage and multifaceted role in shaping musical expressiveness
within the broader landscape of Greek and Balkan music.

Methodology

The methodology employed in this study involved a
comprehensive on-site research approach, utilizing participatory
observation on the island of Lesbos from 2020 to 2023, where the
santur is a central instrument in the local musical tradition. The
primary objectives were twofold: to record songs featuring the
santur and to conduct interviews with various stakeholders,
including santur masters, researchers, composers, and community
figures.To establish connections with contributors, I identified key
individuals, such as the educator and musicologist Ms. Stella
Valassi, researcher and musician Mr. Dimitris Kofteros, and
musician and teacher Mr. Kostas Zafiriou, among others, located
both in Greece and abroad. Despite facing challenges, such as a lack
of bibliographical sources on the santur for comparative analysis, I
initiated interviews based on a structured questionnaire that often
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evolved into open discussions. These interviews focused on two
main informant categories: instrumentalists and makers, addressing
themes related to identity, musical education, repertoire, instrument
techniques, and cultural practices.The interviews were designed to
elicit personal narratives, allowing informants to share their
experiences and insights into the evolution of the santur within
Greek and Balkan music. Each session lasted an average of one to
two hours, with follow-up discussions occurring when
necessary.The research was further enriched by collecting
photographic materials—both archival and personal as well as
bibliographic resources from informants and local press. These
materials underwent critical examination before analysis.The data
collected from interviews were organized in an electronic database,
enabling thematic classification and comparative evaluation. The
analysis identified key thematic sections through keyword
recognition, supporting the thesis with documented evidence from
the interviews. This methodology provides a nuanced understanding
of the santur's cultural significance and its role in the musical
heritage of Greece and the Balkans.

Classification of Chapters

All of the chapters provide a holistic view of the santur,
reflecting its rich cultural heritage and enduring significance in
Greek and Balkan music. More spesifically, in chapter 1: Historical
Evolution of the Greek Santur introduces the foundational context
of the santur, documenting its historical journey through surveys
and records that highlight its significance in Greek music. The
chapter outlines the methodology of the study, detailing the research
procedures, assumptions, and limitations encountered. It further
discusses the musical material collected throughout the research,
setting the stage for a deeper understanding of the santur's presence



in Greek musical traditions. In Chapter I1: Historical Evolution of
the Greek Santur delves deeper into the development of the Greek
santur, analyzing its fundamental characteristics, including its
unique design and construction that distinguish it from other
instruments. This chapter provides an organizational analysis of the
santur, detailing its various components and their contributions to
sound production. Additionally, it examines playing techniques,
focusing on the specific use of baguettes (mallets), the types of
strings employed, and the distinct tuning systems that characterize
the Greek santur. In Chapter IlI: The Balkan Origin of Santur
(Cimbalom and Tambal) focuses on the instrument's origins within
the broader Balkan musical context. This chapter explores the
historical influences shared among Balkan instruments, particularly
the cimbalom and tambal, and how these relationships have shaped
the santur’s development. It includes an in-depth analysis of the
cimbalom, discussing its organizational structure, playing
methods—including the pedal technique— and variations in
baguettes and tuning. The tambal is also examined, highlighting its
role in the shared musical heritage of the region. In Chapter IV: The
Role of Santur in Greek Traditional Music investigates the santur's
integration into Greek traditional music. It begins with an overview
of Greek traditional music and progresses to examine the santur's
specific contributions in insular regions, detailing the territories and
repertoire associated with island music. The chapter continues by
exploring the santur's role in mainland music, revealing the diversity
of musical traditions across various regions of Greece and the
instrument's adaptability within these contexts. In chapter V:
Improvisation addresses the vital aspect of improvisation within
santur performance, emphasizing its importance in both Greek and
Balkan musical traditions. This chapter explores the improvisational
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processes used by santur players, highlighting unique techniques
that set the instrument apart from others. It also delves into the
concept of doina, illustrating how this emotive form of
improvisation is expressed through the santur, underscoring the
instrument's dynamic and evolving nature within the musical
landscape.

CHAPTER I- BRIEF HISTORICAL OVERVIEW
Surveys and records of santur to date
This chapter addresses the evolution of Greek folk music

studies from the 19th century to the 1980s, critically examining the
methodologies and limitations in capturing the cultural and
performative context of Greek traditional music. Surveys and
records of santur to date.Initially, Greek folk music studies were
rooted in comparative musicology, emphasizing musical structure
and instrumental analysis while largely ignoring broader cultural
factors. Scholars approached folk music through a folkloric and
philological lens, aiming to preserve and document songs as fixed
"monuments of discourse." This approach, however, neglected the
dynamic elements of performance, such as musical-dance
integration, and stripped songs of their connection to the
community’s living practice and cultural context.From 1824 to
1980, musicologists, philologists, and folklorists primarily used
historical and morphological analyses, recording music in European
and Byzantine notation. Early collections, created first by foreign
researchers and later by Greek scholars, largely focused on poetic
content, with minimal emphasis on musical nuances like
ornamentation and expressive techniques integral to traditional
performance. Key institutions, including the Association for the
Propagation of Greek National Music founded by Simon Karas, the
Melpos Merlie Music and Folklore Archive, and the Peloponnesian
Folklore Foundation, compiled significant collections, but the
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methodology often fell short in preserving the authentic style and
context of performances.Field recordings, while made in various
Greek regions, were often conducted in studios in Athens rather than
in the original settings. This practice prioritized geographic
representation and recording quality over cultural authenticity,
resulting in a disconnect between the recorded material and the
actual performance context, such as festivals and village gatherings.
Thus, the musical material was frequently removed from the socio-
political conditions that shaped it, and the nuanced, community-
based practices surrounding these songs were often
overlooked.Noteworthy ethnomusicologists like Samuel Baud-
Bovy contributed to the comparative ethnomusicological
understanding of Greek music through notational innovations and
an exploration of music’s relationship with poetry and dance.
However, even his methodologies were limited by insufficient
consideration of cultural context. These approaches collectively
illustrate the need for a more integrative and context-sensitive
methodology in the study of Greek folk music that respects the
dynamic relationship between music, community, and tradition.

Methodology of the doctoral dissertation
This study investigates the role and cultural significance of

the santur in Greek and Balkan musical traditions through an
extensive on-site participatory research approach conducted from
2020 to 2023 on the island of Lesbos. The primary objectives were
to document the santur’s repertoire and to gather insights from
master musicians, composers, and researchers, emphasizing the
instrument’s evolving role within Greek traditional music and its
Balkan influences.Central to this methodology was establishing a
rapport with key cultural contributors, such as musicians, educators,
and musicologists, who provided firsthand perspectives on the
santur’s techniques, repertoire, and cultural resonance. Initial
11



interviews were guided by a structured questionnaire, but often
transitioned into open-ended discussions, allowing for a
biographical and contextual exploration of each informant’s
personal experiences, shaping a holistic understanding of the
santur’s significance. Informants included prominent santur
educators and musicians, whose narratives illuminated the
instrument's traditional practices and adaptations over time.The
study faced notable challenges, particularly the scarcity of
comprehensive bibliographical resources on the santur, which
limited direct comparative analysis with the Balkans. The research
compensated for this by expanding fieldwork and gathering
supplemental materials, such as archival and personal photography,
recordings, and rare bibliographic resources. Each source was
rigorously cross-referenced to ensure reliability and contextual
accuracy. Musical data were systematically recorded and analyzed.
These scores, although representative, were not intended to present
definitive interpretations, reflecting the inherent variability of
traditional music, which varies between musicians and contexts.
Therefore, the scores focus on fundamental melodic and rhythmic
structures rather than intricate performative elements. The recorded
repertoire was selected based on criteria including sound clarity,
interpretive completeness, and regional authenticity, enhancing the
research’s validity.The study adopted a novel analytical approach
by synthesizing data from diverse cultural, social, economic, and
aesthetic perspectives rather than adhering to conventional
descriptive  methodologies.  This  method enabled a
multidimensional examination of musical events, situating the
santur within a broader socio-cultural and historical framework. By
combining systematic field recordings with insights from varied
cultural domains, this research advances understanding of the
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santur’s complex role and opens pathways for future academic
exploration into its place within Greek and Balkan musical heritage.

Musical material
This study applies ethnographic theory and methodology to

analyze and document the santur’s role in Greek traditional music,
with a focus on the archival contributions of the Agiasos Reading
Room in Lesbos. Founded in 1894, the Reading Room is a key
cultural institution, preserving extensive archival material and local
folk traditions. It contributed essential resources for this research,
including recordings of Agiasos’ musical heritage, which provided
foundational context for studying the santur’s evolution within
Greek traditional music. Local musicians historically faced
challenges due to limited access to modern music resources and
challenging travel conditions. This adversity required musicians to
develop reading and transcription skills, often learned through
collaboration with refugee musicians from Asia Minor and local
teachers. Until the 1960s, musicians traveled through rugged terrain
and relied on tips and sporadic support, adapting their schedules to
meet the needs of social events that frequently lasted through the
night. The musicological methodology included the transcription
and analysis of 55 musical examples, of which 10 were notated and
10 recorded as rhythmic patterns. Selection criteria for these pieces
emphasized clarity, popularity, musical complexity, and the
presence of multiple interpretations by different musicians. These
transcriptions serve primarily as interpretive “guides” rather than
precise scores, reflecting challenges in capturing nuanced elements
like microtones and rhythmic variations across renditions. Each
score includes detailed contextual data on the piece’s origin,
structure, rhythmic and melodic features, as well as its cultural role.
The study thus provides a rich foundation for understanding the
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santur’s multifaceted role in Greek traditional music, advancing
ethnomusicological analysis and pedagogical applications.

CHAPTER II-HISTORICAL EVOLUTION OF THE
GREEK SANTUR

Historical evolution

To define the contemporary Greek santur, this study explores

its complex evolution from ancient to modern times, tracing
historical, morphological, and cultural developments. Originating
from the psaltery family, the Greek santur is connected to ancient
Greek instruments depicted in pottery and artworks. Classical
literature also references related instruments, reflecting their
prominent role in Greek culture. By the Byzantine era, the psaltery
served as the sole sanctioned instrument for liturgical
accompaniment, while later periods saw the santur diverge into
distinct forms such as the ganun and santur-santir.Organologically,
the santur's form transformed significantly from primitive triangular
or rectangular shapes to the trapezoidal forms seen in medieval
Europe and Persia. Influential musicians like Alexander of Cythera
enhanced the santur’s design, increasing its strings and extending its
musical scope. By the 15th century, graphic records show the
trapezoidal santur alongside complex variations, including movable
and fixed bridges to accommodate evolving musical demands.
Detailed depictions from Hieronymus Bosch and Hans Holbein,
among others, illustrate the santur’s symbolic role, especially in
religious and allegorical contexts. The santur’s spread across Europe
through Greek migration and Roman influence marked its
integration into broader musical traditions, evolving into various
forms such as the dulcimer in Europe and the cimbalom in Eastern
Europe. Notably, 17th-century innovator Pantaleon Hebenstreit
expanded the instrument’s range with additional strings and metal
components, leading to its renaming as the "pantaleon" by Louis
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XIV.The santur’s dissemination into Greece, primarily in the early
20th century with the arrival of refugees, established its presence in
regions like Arta and Messolonghi. This migration infused Greek
folk music with the santur's distinct sound and introduced diverse
performance techniques. The study underscores the santur’s
historical adaptation and rich cultural significance, highlighting its
enduring place within both Greek and global musical heritage.

Basic characteristics of the Greek santur
The art of making the Greek santur has faced challenges due

to limited transmission of construction knowledge, economic
factors, and reduced interest in traditional instruments. Historically,
knowledge about santur-making has often been closely guarded, and
with the decline in Greek instrument makers and the import of
similar instruments from Turkey, fewer craftsmen in Greece
specialize in it today. However, recent years have seen a revival, as
the santur gains traction in Greek music education, orchestras, and
among young musicians.Greek santur construction remains a highly
individualized art, with each maker applying unique dimensions,
materials, and decorative elements. Essential construction features
include carefully chosen woods, string types, and baguettes
(mallets), as well as elements like “souls” (resonant components) to
refine tonal quality. Unlike mass-produced instruments, the Greek
santur relies on a collaborative process between maker and player
to achieve ideal sound quality and harmony. In its recent resurgence,
the santur has been enhanced by modern technology, which enables
recording, global distribution, and experimental fusions with genres
like jazz and electronic music. A notable innovation is the surdina—
a device inspired by Italian music that softens the instrument’s tone
when placed on the strings. This mute, made from wood or metal,
provides new expressive possibilities by altering resonance and
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timbre, making the santur adaptable in contemporary compositions.
Thus, the modern Greek santur is reclaiming its cultural
significance, blending traditional craftsmanship with new musical
expressions to reach wider audiences.

CHAPTER III-THE BALKAN ORIGIN OF SANTUR
(CIMBALOM AND TAMBAL)

Historical context of Balkan influences

This chapter explores the historical, cultural, and technical

connections between the Greek santur and its Balkan counterparts,
specifically the Romanian Tambal mic and the broader cimbalom
family of instruments. Both instruments share notable similarities in
playing techniques, tuning methods, and construction, especially
regarding the types of strings and mallets (baguettes) used. These
common features reveal a shared musical heritage across the Balkan
region, driven by centuries of cultural interchanges between Greece
and its neighboring regions.The chapter further examines the term
“Balkan,” tracing its etymology and highlighting its cultural
significance, deeply tied to the region’s complex history under
Ottoman rule. Historically, Greek culture played a dominant role in
the southern Balkans, influencing not only Greece’s own identity
but also impacting surrounding communities, such as Orthodox
Albanians and Romanians. By the 19th century, Greek served as a
“cultural capital” language, used in courts, education, and trade
across the Balkans, emphasizing Greek as a lingua franca among the
Christian Orthodox populations. However, with rising nationalist
movements in the 19th and 20th centuries, Balkan countries began
to orient themselves more toward Western Europe than each other,
leading to a fragmentation of cultural unity. Formal cultural
exchanges diminished, especially post-World War I1, until the 1990s
when the fall of communist regimes reinitiated cross-cultural
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dialogue in the region. Contemporary Greek interest in Balkan
culture—exemplified by literary translation initiatives and shared
cultural events-reflects a renewed commitment to reconnecting with
regional heritage.In studying the Greek santur and Romanian
cimbalom, this chapter underscores how music acts as a bridge
within the Balkan region, preserving a long-standing cultural
dialogue. Using scholarly sources like Gifford, Heyde, and
Kettlewell, the text categorizes these instruments within the broader
cimbalom tradition, revealing a rich network of musical exchange
stretching across Eastern Europe. Ultimately, the chapter
contextualizes the Greek santur as both a distinctively Greek and
deeply Balkan instrument, embodying shared historical and musical
identities across southeastern Europe.

Families of the balkan type of santur
The family of the balkan type of santur is the cimbalom

which a unique chordophone within central and eastern Europe that
shares its etymological and structural roots with the Greek
kymvalon (xvpfoaiov). Historically linked to the dulcimer family,
the cimbalom developed into a distinctive trapezoidal instrument,
played by striking strings with mallets, and became prominent
across Hungary, Romania, the Czech Republic, Slovakia, and
beyond.Scholarship has long debated the cimbalom's origins. Early
theories, such as Curt Sachs' diffusionist view, linked it to the
Persian santur, suggesting migration pathways through the Middle
East and Europe. However, recent studies propose independent
development in various regions, exploring both continental and
maritime trade routes as potential facilitators of the instrument’s
spread to East Asia and beyond.Central to understanding the
cimbalom 1is its social and cultural context, underscored by Ivan
Mac"ak's "human geography" theory. This perspective regards the
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cimbalom as an artifact of human migration and cultural exchange,
highlighting its role as both a folk and courtly instrument in diverse
social settings across Bohemia, Moravia, and Hungary. Archival
images and artifacts, like woodcuts and carvings, indicate its
presence in noble circles before spreading into popular usage by
itinerant musicians around 1700.From the late 18th century, urban
Romani musicians popularized the cimbalom, integrating it into
dance music, taverns, and eventually classical compositions, as
exemplified by its inclusion in Franz Erkel's 1861 performance at
the Budapest National Opera. By the late 19th century, Hungary
institutionalized cimbalom education, a process further advanced by
Schunda’s pedal cimbalom, which refined its construction for
broader musical expression. Distinctive techniques developed in
cimbalom playing include melodic improvisation, ornamentation,
and rhythmic complexity, which fostered its role beyond simple
accompaniment. The cimbalom thus became a versatile instrument
that symbolized cultural adaptability and artistic innovation,
retaining its traditional character while adapting to modern musical
contexts.There are we detect two distinct types of cimbalom
instruments hold their ground: the velky cimbal (large cimbalom)
and its smaller counterpart, the maly cimbal or cimbélek (small
cimbalom). These instruments play a significant role in the region's
folk music traditions, each with its unique characteristics and
historical evolution.The second family is the tambal which was
originally played by the "lautari" and is considered a development
of the "Hackbrett," which had been introduced in the Kronstadt
(present-day Brasov) region since 1546.he tambal, a traditional
instrument rooted in the Gypsy lautari (musicians) of Romania,
evolved from the Hackbrett, which had been introduced to
Transylvania as early as 1546, especially in the Kronstadt (Brasov)
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region. During the 18th century under Hungarian rule, Gypsies in
Transylvania and regions such as Grebenac and VrSac (now Serbia)
incorporated the tambal into ensembles, often accompanied by
violins and meoscal. The tambal maintained strong regional
traditions across Romanian territories. In Muntenia, southeastern
Romania, tambal accompaniment, known as "tiituri," underscored
traditional dances such as the hora and sdrba in ensembles featuring
violin, bass, or accordion. The 19th century saw Bucharest
ensembles adopt a larger, fixed tambal similar to the Hungarian
cimbalom, which gradually replaced the smaller tambal mic in
urban and rural settings following Transylvania’s unification with
Romania in 1918.Throughout these developments, the smaller
tambal mic, with a tuning system resembling those in Ukraine,
Poland, and Belarus, persisted in rural music. By the late 19th
century, tambal players in Hungary’s former territories favored
complex harmonies and counterpoint over the #ituri style of
Wallachia and Moldavia, adapting their technique as the Hungarian
cimbalom grew in influence. The instrument became increasingly
standardized during the communist era, when both small and large
tambal models were manufactured by the Doina factory in
Bucharest.

CHAPTER IV-THE ROLE OF SANTUR IN GREEK
TRADITIONAL MUSIC

Greek traditional music

Greek traditional music, foundational to Greek cultural

heritage, encompasses two primary categories: Byzantine
ecclesiastical music and folk music. Byzantine ecclesiastical music,
vocal in form and rooted in Eastern Orthodox liturgical traditions,
is often attributed to named composers and poets. Folk music, by
contrast, is anonymous, passed down through oral traditions, and
comprises both vocal and instrumental forms that are systematically
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cultivated based on logical theoretical principles. The 19th-century
term "demos" or "demotic songs" introduced to denote "folk music"
created confusion in distinguishing between traditional, folk, and
popular music-terms whose meanings differ in Greek and
international contexts, often leading to misunderstandings regarding
Greek traditional music. Traditional Greek music, a synthesis of
influences from the Byzantine and Ottoman Empires, reflects
Greece's historical and geographical complexity. The distinction
between traditional and popular music is essential, as traditional
music is rooted in ancient sources and communal oral traditions,
while popular music aligns more with urban, contemporary cultural
traditions. Since the early 20th century, folklorists have categorized
Greek songs based on region, thythm, and structure, creating a
comprehensive framework for preserving and studying this rich
musical heritage. Within this framework, the Greek santur (a type
of dulcimer) holds a pivotal role in Greek traditional music,
especially in regional variations across mainland and island
communities. Distinct regional styles characterize Greek music:
mainland regions like Thrace, Macedonia, and Epirus feature
different rhythmic and melodic patterns than those found in the
Northeastern Aegean, Dodecanese, and Cycladic islands. A recent
mapping study, led by Dimitris Kofterou, illustrates the 21st-century
distribution of santur players throughout Greece, emphasizing the
instrument’s cultural significance on the islands and in various
mainland regions. This mapping showcases the diversity of
techniques, styles, and personal artistry among santur players,
underscoring their role in preserving and perpetuating Greek
traditional music.The study highlights the sanfur as both a cultural
symbol and an enduring presence in community rituals, festivals,
and celebrations, particularly on islands like Lesbos and Andros,
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where santur traditions remain strong. This decentralized
distribution reflects the unique place of the sanfur within the larger
tapestry of Greek traditional music, underscoring its importance as
a means of cultural expression and as a bridge between historical
and contemporary Greek identity.

The santur in island music
The musical landscape of the Aegean islands in the 18th and

19th centuries was significantly shaped by traditional orchestras
known as "kompanies," which played a crucial role in the cultural
and social fabric of island communities. These ensembles typically
consisted of instruments such as the santur, violin, clarinet, lute or
guitar, and doumbek, performing a variety of genres that reflected
local musical traditions and were closely tied to communal
celebrations and dances. As urbanization progressed towards the
end of the 19th century, the musical scene in the Aegean underwent
notable changes influenced by Western music and the emergence of
the Smyrna orchestra. This evolution saw the incorporation of
European instruments, including trombones, euphoniums,
saxophones, and even pianos, creating a vibrant fusion of traditional
island music with Western and American musical styles. This
synthesis illustrated the shifting cultural dynamics of the region.
Within this musical framework, the santur assumed a prominent
soloistic role, allowing players to express melodic lines with
variations based on their technical proficiency. The aesthetics of
Aegean music encouraged santur players to embellish melodies
using various techniques, such as the "apoggiatura" to shorten notes,
"crossed notes" to create scale patterns, and "trills" for prolonged
notes during melodic interruptions. These ornamentations highlight
a dense, stepwise developmental style influenced by Asian Minor
musical practices. Moreover, many santur players were adept on
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multiple traditional instruments, enabling them to adapt their
playing to enhance the overall performance. The unique interpretive
styles of santurists, enriched by regional traditions, reflect the
intricate musical heritage of the Aegean islands and underscore the
dynamic interplay between local and external influences during this
transformative period.

Repertoire
This analysis focuses on five instrumental songs that

exemplify the rich musical tradition of Lesvos, particularly in
relation to the rhythmic dances associated with the islands of Chios
and Lesvos. These pieces, performed by prominent santur players,
showcase the emotional depth and cultural specificity of the local
musical heritage. The scores for these selections have been derived
from these expressive performances, serving as a foundation for
similar studies on other islands.In Lesvos and Chios, residents
actively preserve a vibrant dance tradition that includes styles such
as "syrtd," "kalamatiana," "dances in threes," "mpaloi," "kasapika,"
"zeimbékika," and "karsilamades." Notably, the rhythms for these
dances often employ nine-beat and five-beat meters, especially
during significant celebrations like Agia Paraskevi, influenced by
the local horse racing traditions. Dances such as zeimbékika and
karsilaméades, likely stemming from Asia Minor, hold a cherished
place in the community, with testimonies from elder dancers
attesting to the deep connection between music and dance
movements.A significant research resource for this work is the
Anagnostirio of Agiasos, specifically its Traditional Orchestra,
founded in 1996. Under the guidance of notable figures such as
Charilaos Rodanos and later musicians like Kostas Zafeiriou, this
orchestra has been pivotal in promoting and preserving Lesvos's
traditional music. The institution represents a crucial cultural entity
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dedicated to safeguarding Greek traditions and local heritage.The
analysis will further detail instrumental songs representative of
basic dances and rhythms in the Mytilene area, using musical
notation and tablature to highlight key aspects such as the
performance style of the santur player, the song's origin,
performance sources, time signatures, tempo, dance type, scale,
length, and base tone. This systematic approach emphasizes the
intricacies of Lesvos's musical tradition and its role in the broader
cultural landscape of Greece.

The santur in mainland music
The Greek santur has played a significant role as an

accompanying instrument in the musical traditions of Central
Greece and Epirus, particularly in urban centers like Athens and
Agrino. In these environments, café amans became venues where
musicians from Romania and Hungary introduced the cymbal to the
Greek musical landscape. The virtuosity of gypsy santur players left
a lasting impression on Greek musicians, leading some to transition
from the traditional santur to the cymbal. In the typical ensemble
setup, the clarinet serves as the primary melodic instrument, while
the violin engages in a musical dialogue, often echoing or
responding to the clarinet's themes. Other instruments, including the
lute, percussion, and occasionally the santur, primarily fulfill
harmonic and rhythmic roles. This arrangement mirrors
foundational concepts in American popular music theory,
particularly regarding the distinction between melody and harmony.
An essential technique utilized in these performances is known as
"chording" or "playing chords," based on fixed melodic structures
that typically encompass the basic I-IV-V chord progression. This
technique is crucial for establishing a harmonic backdrop that
supports the main melody. Each musician's unique approach to
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accompaniment contributes a personal touch, enriching the musical
experience and complexity of the performance. It is important to
note that accompaniment transcends mere mechanical execution;
musicians create harmonic layers that enhance the listener's
experience. Through the use of chords and the integration of
harmonic and melodic elements, the santur occupies a multifaceted
role, serving both as a solo instrument and as a harmonic support.
As a stringed percussion instrument, the santur can also enrich
rhythmic patterns, making it a versatile tool in traditional Greek
music. The following sections will present variations of rhythmic
patterns that the santur can accompany, highlighting its adaptability
across different dances and musical styles.

CHAPTER V-IMPROVISATION
The process of improvisation
Improvisation in music has historically emerged as an

instinctive response, facilitating personal expression and
communication through rhythm and melody. This form of "free"
improvisation, guided by intuition and interaction, operates
effectively within simple musical structures without requiring
elaborate harmonic or rhythmic constructs. However, the
spontaneity of improvisation also introduces a significant element
of indeterminacy, which makes its pedagogy challenging due to the
absence of clearly definable parameters.In structured musical
contexts—those governed by strict harmonic, rhythmic, and formal
rules—improvisation becomes a more demanding skill, requiring
deliberate cognitive engagement. Musicians must carefully
deconstruct and practice individual musical components, later
integrating them with a personal artistic perspective. Effective
improvisation in such contexts requires both mastery of musical
technique and the ability to respond creatively to the musical
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environment. This disciplined approach helps musicians cultivate
the capacity to think and act improvisationally with speed and
accuracy. According to Jerry Coker, five primary factors influence
the quality of improvisation: intuition, thought, emotion, auditory
perception, and habit, with melodic direction as an additional
essential component. Together, these factors combine to support the
improviser's creative process and outcome. Intuition and emotion
contribute to the musician’s personal style and emotional resonance,
while thought aids in technical problem-solving and performance
consistency. Auditory perception enables the translation of sound
into musical ideas, and habit supports the quick recall of familiar
musical patterns. The sense of melodic direction imparts coherence
and completeness to improvisational phrases. The improvisational
process, especially within tonal music, emphasizes the importance
of creating melodic lines that project the harmonic structure,
maintaining rhythmic and melodic consistency, and respecting the
work's overall form. An essential objective in studying
improvisation is understanding how the melody reflects the
harmonic progression, reinforcing the improviser's ability to shape
a dynamic and cohesive musical narrative. For analysis, a
qualitative method of recording improvisational elements is
utilized, where the rhythmic structure reflects approximate rather
than precise values. This approach captures the essence of phrase
development within the improvisational style, allowing for
flexibility in representing tonal centers and melodic spaces.
Through this process, the study highlights shared improvisational
traits among santur players, underscoring a spectrum of creative
choices without confining them to strict theoretical conventions.
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Improvisation of santur
The santur, as previously mentioned, is utilized both as a

solo instrument and for improvisation in Greek music. Performers
of the santouri employ two distinct modes of improvisation, namely
"tagsim" and "doina." In the following, we will quote
improvisations by Greek santur players, presenting in a more
general context, where the dynamics of the modality phenomenon
will be analyzed. We will remark that the way in which each musical
instrumentalist has musical "tools" to improvise is different. This
arises as each of them handles these tools in a unique way, reflecting
their own unique approach to music. it should be emphasized that
some of the suggested improvisations to be presented are as intro-
introduction improvisations of a song.

Doina
The doina, a musical form that spans several cultures,

reflects the profound influence of Romani musicians on Greek and
Balkan musical traditions. Tracing its origins to the 14th and 15th
centuries, the Romani musicians, or Rom, carried their unique
musical traditions throughout Greece, from Thrace to Crete,
blending and enriching local sounds. The term "doina" itself has an
ambiguous etymology, with potential roots in Indo-European
languages and connections to similar concepts of longing found in
Lithuanian (daina), Serbian (daljina), and the Portuguese concept
of saudade. These linguistic links illustrate the universal resonance
of the doina, a genre steeped in themes of yearning and emotional
depth. The Romani influence introduced several unique musical
forms to Greek music, particularly within café aman settings, where
Greek musicians were inspired by Romani techniques. The doina
genre, a significant part of this musical heritage, exists in multiple
forms across the Balkans, including the #sobanarika of Grevena and
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the Moiroloi dirges of Epirus, showing its thematic and structural
adaptability. In other Greek regions, such as Messolonghi and
Agrinio, the doina takes the name karavlachiko, emphasizing its
wide geographic and cultural reach. The doina appears in several
expressive forms, each contributing to its rich cultural resonance
across various regions, including vocal, instrumental, and vocal-
instrumental variations. One form of doina is the “vocal doina”,
predominantly performed in regions like Maramures and Bucovina,
is marked by deeply emotional lyrics and melodies, often centered
on themes of daily life, joy, and sorrow, capturing a wide emotional
range.Second form of doina is the “instrumental doina”
encompasses two subtypes: pastoral instrumental and vocal-origin
instrumental The pastoral instrumental doina, known for its rich
ornamentation, reflects agrarian life, with musicians using
embellishments like trills and grace notes to evoke rural landscapes
and the tranquil life of the countryside The vocal-origin
instrumental variation is rarer, adapting vocal motifs for
instrumental compositions, blending the essence of vocal forms
with intricate instrumental flourishes to add depth and complexity.
Third form of doina is vocal-instrumental doina combines voice and
traditional instruments to create a heterophonic texture, enhancing
emotional intensity This form, commonly performed in regions such
as Maramures, interweaves vocal and instrumental sounds, drawing
listeners into a captivating and layered musical experience.The
doina traditionally follows a structured progression, highlighting its
improvisational and expressive nature An ascending phrase
introduces the piece, often marked by an exclamatory note The
opening section features a recitative style centered on neighboring
notes, typically around specific scale degrees, establishing the tonal
and emotional landscape The main section offers a rich improvised
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portion, characterized by decorative and ornamental passages,
forming the heart of the doina The conclusion returns to the tonic,
incorporating recitative elements that provide a satisfying resolution
to the piece Through these forms and structural elements, the doina
serves as both a reflection of everyday life and a deep expression of
human emotion, embodying the essence of regional folk
traditions.Notably, the use of the propentatonic scale provides the
doina with a unique melodic quality, allowing for expressive
variability within a pentatonic framework. This adaptability lends a
distinctive sensitivity to the genre, evident in the extended or "long
drawn out" melodies, as described by terms like cintec lung in
Romanian literature. Scholars such as Bartok, Herzog, and Brailoiu
have contributed significantly to doina studies, recognizing it as a
pivotal expression within Balkan folk music, linking deeply to the
expressive capacities of local traditions.

Results
This thesis examines pivotal aspects of the Greek santur(i)’s

evolution, Balkan cultural influences, and improvisational
techniques, offering significant contributions to our understanding
of the instrument's role within Greek and broader Balkan music
traditions. The historical trajectory of the Greek santur is
characterized by complex cultural exchanges across Asia Minor, the
Danubian countries, and the Byzantine and Ottoman Empires. The
exact origin of the santur remains uncertain, with influences from
Hungarian, Romanian, and Greek musical traditions contributing to
its development. Notably, trade routes and migration patterns, such
as those linked to Odessa and Constantinople, facilitated its spread
and integration into diverse musical contexts. While limited archival
sources prevent a definitive historical attribution, the instrument’s
adoption and adaptation across regions underscore its importance as
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a vehicle for cultural synthesis. Balkan influences further illuminate
the santur's evolution, particularly in connection with the santur
family of instruments, including the cimbalom and tambal. Greek
diasporic communities in Romania and cultural institutions
established in the 17th and 18th centuries played a significant role
in preserving and transmitting Greek musical traditions within
Balkan societies. Scholars have highlighted the structural
differences between the Greek santur and other instruments in the
cimbalom family, yet their shared European lineage points to a
mutual musical heritage. The Greek diaspora’s cultural institutions
in the 19th century reinforced these ties by promoting Greek
language and traditions, which contributed to the instrument's
regional diffusion and influence. The improvisation in santur
performance is integral to its expressive potential, serving as a mode
of personal and artistic expression that reflects each musician’s
individual experiences, emotional states, and exposure to folk
musical scales. In Greek music, the improvisational practice known
as "taksimi" offers musicians the freedom to explore creative
phrasing and complex modal patterns. Scales such as Hijaz, Rast,
and Usak, among others, provide a framework for intricate,
emotionally charged performances. The improvisational style of the
santur fosters the development of unique stylistic signatures for
musicians, underscoring the instrument’s role in the dynamic
evolution of Greek and Balkan music traditions. Comparative
analysis with Romanian doina highlights similar improvisational
practices, where musicians are afforded expressive freedom within
a flexible rhythmic framework. While some scholars trace the doina
to an ancient Daco-Thracian heritage, Turkish and Balkan
influences have also shaped its stylistic diversity. Rhythmic
patterns, particularly in the Oltenian doina, display regional
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distinctions that align with improvisational practices in the santur
tradition, suggesting a shared, yet culturally distinctive, approach to
musical expression across Greek and Romanian traditions. These
findings demonstrate the Greek santur’s central role as a nexus of
cultural interaction, highlighting its place in the shared yet distinct
musical traditions of the Greek and Balkan regions. Through this
exploration, the thesis contributes to a broader understanding of
how historical, social, and artistic influences shape instruments,
repertoires, and performance practices across interconnected
cultural landscapes.

CONTRIBUTIONS
This thesis represents a pioneering contribution to the study of the

Greek santur, as it is the first PhD dissertation in Greece dedicated
specifically to this instrument. By breaking new ground in Greek
academic research, this work establishes a foundation for future
scholarly inquiry into the santur and related musical traditions. Key
contributions include:

1. First Comprehensive Historical Analysis in Greek Academic
Literature

e As the first Greek PhD to focus on the santur, this research traces
the instrument's origins, mapping its evolution across Greek,
Balkan, and Ottoman cultural spheres. This work brings a critical
historical perspective to Greek academic discourse, synthesizing
diverse sources to understand the instrument’s complex lineage.

2. Groundbreaking Exploration of Balkan Cultural Interactions

e This study is the first to examine in depth the santur’s Balkan
connections, with a particular focus on its relationship to
Romanian instruments like the cimbalom. By revealing these
cultural exchanges, the thesis positions the Greek santur within a
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regional musical framework, offering new insights into Balkan and
Greek musical intersections.

3. First Academic Study of Taksimi in Greek Santur

Performance

e Through original interviews and performance analyses, this

research is the first in Greece to explore "taksimi" as a key aspect
of santur performance, illustrating improvisation as both a
technical skill and a form of cultural expression. This contribution
enriches Greek scholarship on improvisation, highlighting
personal artistry and cultural identity.

. Comparative Analysis of Greek and Romanian
Improvisational Traditions

e This study provides the first Greek academic comparison of the

santur and Romanian "doina," uncovering shared improvisational
practices that illuminate the cross-cultural nature of Balkan music.
This analysis adds a new dimension to the study of Greek musical
heritage.

. Foundational Framework for Future Santur and Balkan
Music Research in Greece

¢ By identifying unexplored areas such as the impact of migrations

and the preservation of musical heritage, this thesis sets a research
agenda for future scholars in Greece. It lays a foundation for
ongoing santur studies and Balkan music research within Greek
academia.

. Significant Contribution to Greek Ethnomusicology and
Cultural Studies

e This thesis integrates historical, cultural, and musical insights,

portraying the santur as a cultural artifact that reflects the histories

and identities of communities across Greece and the Balkans. This
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multidisciplinary approach enriches the Greek perspective on
music as a medium of social and cultural dynamics.
7. Educational Contribution to Greek Music Studies

e The thesis encourages a holistic approach to music education in
Greece by advocating for the study of improvisation techniques
and cultural exchanges, fostering respect for diversity and heritage
in Greek music pedagogy.
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