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YBOJ

YMeHuero 3a napTHUPAHe B My3UKaTa Harojo00sBa Ha TOBa
B JKHBOTa - HEOOXOAMMO € Ja ce BCIyIIBaMe, Aa oOIlyBame ¢
BHUMAaHHE, MIIaTUs U TOJIEPAHTHOCT, 3a Ja O'bJie TO I'BIHOLCHHO
u cmucieHo. Toa oGade, € BE3MOXKHO CaMO aKO MMa CIUHHA
,CHCTEMa 3a KOIMpaHe M JEKOJMpaHe™, KakTo oTOerns3Ba
colpanHaTa IcHXojorus. B Mysukara Tasm  cucrema
IPEACTAaBIsABA HOTHOTO THCMO. JIKa3pT, KaTo ,My3uKa Ha
MOMEHTAa” € CBBp3aH C HMMIPOBHU3AIMUA, 3aTOBA YCIMEIIHOTO
B3aUMOZCHCTBHE IIPEeAIoiara [ONbJIBAHE HA CHIIECTBYBAIIMS
My3HKaJeH €3UMK C HOBa 3HAKOBA CHCTEMa 3a ,,KOAHpaHe M
JieKoupane”, KoATo TpsOBa Ja MpeArasy OT HPEBPBIIAHETO Ha
My3HKaTa B Xaoc.

Hacrosimoro u3cnenBane Iie pasriieZia MACTOTO M POJISITa
Ha MHAHHUCTA, H3KYyCTBOTO HAa PABHOCTOWHO MAapTHHPaHE H
B3aUMOZEHCTBHE C My3HKaHTUTe B ayo u Tpuo. llle 6pmar
3aCerHaTH CHEUU(DUYHUTE UHTEPIPETAMOHHH METOMH H
[OXBATH, KAKTO M OTJEIHHUTE EIEMEHTH, KOUTO OOYCIaBIT U
JIOTIPHHACST 3a TAXHATA 3HAYHMOCT.

PemaBany ¢aktop 3a pasriexaaHeTo mnpobieMarHkaTa B
TOBa M3CJIC[IBAHE € MOST OIUT, HATPyHmaH II0 BpeMe Ha
JUBJITOTO/IMIIHATA MM KOHIIEPTHA M 3BYKO3aIlMCHA JeiHocT. B
MpaKTHUKaTa CH KaTo MMHAHUCT, KOMIIO3UTOP U JMPUTCHT, CbM
HMall BB3MOXKHOCTTAa Ja y4yacTBaM B HaW-pasiM4HM KaTo
CTHJICTHKA ¥ OO yYaCTHHIM MY3UKaJIHH (POPMALUH — OT JyeT
1o bur 6eHn u cuMmdoHnYeH opkecThp. BakHO JONBIHEHHE HA
TO3H OITUT € U TpernoaBaTenckara Mu aeriHoct B FO3Y ,,Heodur
Puiickn u HMA | ITanuo Biagurepos®.



AKTyaJ’lHOCT Ha u3cjieABaHaTa TeMa

Pa3BUTHETO HAa U3KYCTBOTO € IIPSKO CBBP3aHO C HpoLeca
Ha TIPOMEHSINATA ce IeHCTBUTENHOCT M KpaliHaTa AUHAMHKA B
kpas Ha 20 u Hawanoro Ha 21 Bek. ToBa mocTaBs HOBU
IPEeAU3BUKATEINICTBA NIPE]] My3HKAHTUTE, H3UCKBA YCBOSIBAHE HA
HOBH ONMTHOCTH M yMEHHs 3a HOCTHTaHE Ha ajeKBaTHO H
IOBJIHOLEHHO  IapTHHpPaHe U YCHENIHO  y4acTHe B
Pa3HOOOpa3HeTo OT My3HKaIHH (hopMaTH. Jlumcara Ha TPagUIHS
U Ha CHCTEMHO 0OydeHHe B 00macTTa Ha mkasa B bearapus or
eIHA CTpaHa, M OT JApyra - BCe IO-roJeMus Opoi Miaau
My3HWKaHTH, JKElaelld Ja Ce IIOCBEeTAT Ha Ta3sH My3HuKa,
00yCIaBsIT aKTyaJIHOCTTa Ha HACTOSIIOTO U3CIIeIBaHe.

O0eKT Ha H3CcJIeABAHETO

OOGeKT Ha HACTOSIIOTO M3CNIEIBAHE € MSCTOTO M POJIsATa Ha
MHUAHKUCTA KATO JKA3 U3IIBIHUTEIN, H3KYCTBOTO HA PABHOCTOMHO
NMapTHUPAaHe W  B3aMMOACHCTBHE C  MY3HKaHTHTE BBB
(opmammunTe Iy0 U TPHO.

IIpeamer Ha u3ciieIBaHETO

Hpe;[MeT Ha HN3CJIICABAHETO ca pas3jInYHuTe
UHTEPIPETAHUOHHU METOAUM M II0OXBaTH, 3aJa4yuTe, KOUTO
TIOCTaBAT TE€, CpEACTBAaTa HW BB3MOXHOCTUTE 3a TAXHOTO
peuraBaHe 3a INOCTUTaHE Ha N'BJIHOLEHHO IMAPTHBOPCTBO.

IICJ'I HA U3CTICABAHETO

Llen Ha M3CIEABAHETO € Pa3sBUTHETO M 0OOraTsABAaHETO Ha
BB3MOXKHOCTUTE 33 aKOMIIAHMPAHE M HWMIIPOBU3ALMS, KAKTO U
MOCTUIaHe  Ha  MO-J00p0  My3HMKaJHO  OOIlyBaHE U
B3aHMOJCHCTBIE B W3IPOKIAHETO M HHTEpIpETaLMsTa Ha
MPOU3BEACHUS OT PKA30BaTa My3HKa.
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3aaum Ha U3C/IeIBAHETO

e PasriexaaHe Ha cnenU(UKNTE Ha HOTOMHKCA IPH JKA3a

e Oco0eHOCTH Ha XapMOHMATA, PUTHMA U CTPYKTypaTa

e Hamupane U Ipoy4BaHe Ha My3HKaIHH IPHMEPH,
CBBP3aHH C H3CIICABAHETO.

e Ananu3 Ha IpoOIeMHTE NP aHCAMOJIOBO CBUPEHE.

e I3BexxmaHe Ha 3aKIIOYEHHS, TOANOMAraly PelIeHHATa
Ha  3aJaudTe Ha  aHCaMOIIOBOTO  CBHpEHE H
B3aMMOJICHCTBHETO MEX/Ty MY3HKATHHTE H3ITbIHHTEIH.

e 3pa3nu cpexncrsa.

e 3cienBaHe Ha CTHJIOBH M HHTEPIPETAIIUOHHYU IIOXBATH:

- aKOMITAHHMEHT H COJIO
- pa3mooKeHNne Ha aKOPUTe
- MEJIOJMYHA JIMHUS U [JIACOBOCHE
- YMEHHETO Jia ce ClIyla
- BPB3KATa CIIyIIaHe - PeaKIus
- TOJIEPAHTHOCT
MeToauka Ha H3cIeIBAHETO

e Anamu3 - me mnociyxu 3a QopMynIupaHe Ha
npobieMaTukara 4pe3 U3CNE[BaHEe HA
TOIXOZISIIIY IPUMEPH.

e CpaBHeHHEe - OLEHSBaHE HAa BB3MOXKHOCTUTE 4pE3
CBIIOCTaBsSHE HA PA3TNIHA TBOPYECKH THPCECHHUS.

e UHTynnus - NOACH3HATENHMS IIpolec 3a Obp30
CBIIOCTaBsIHE Ha MOJENH, KOWTO Ipeara



BB3MOXKHM HAQUMHM Ha JEHCTBHE M PELICHUS.
WHTynuusTa ce sBsiBa U3KIFOYUTEIHO BaKeH (HakTop
B MMIIPOBM3ALMUATA, KBAETO TOYHATA U HaBPEMEHHA
peakuus o0ycraBst BCEOOXBATHOCTTA Ha
B3aumoyeiictBuero. Twit karo T ce Ga3upa Ha
MO3HAHUATA U ONUTA, MHTYUIHMATA € JJOKa3aTEICTBO
32 B@KHOCTTA HA Ka4YeCTBEHHUTE HATPYIBAaHUS W
HHTENEKTYATHOTO Pa3BUTHE.

e Jloruka - Thil Karo JIOTMKara € TPUEIUHCTBO Ha
TIOHATHE, CBHKACHWE, YMO3AKIIOYEHHE, T MIe
MOCIIY>KH 32 U3BEXK/IaHE HA Bb3MOXKHUTE /MY3UKaIHN/
W3BOJIU U PELICHHSL.

e JluyeH OMKUT Karo M3MBIHUTEN, KOMIIO3UTOp H
JIUPHUTCHT.

Te3a Ha Tpyaa

Upe3 oCh3HAaBaHE HA poJsTa HA MOMEHTA, KAaKTO M Ha
BB3MOXKHOCTUTE, KOWTO CE€ PasKpHBAT Hpej IHAHKCTA, Ja Ce
[IOCTHTHE TBOPYECKO ¥ OPraHUYHO B3aHMMOJCHCTBHE U
[apTHBOPCTBO MPH aHCAMOIIOBOTO CBHPEHE B PA3NIMYHH JKasza
(hopmarmu, KakTo M M3rpaXkaaHe Ha COOCTBEH MY3MKAIEH €3HK.

CnpaBKa 32 MPUHOCUTE HA TUCEPTALHOHHUSA TPy

Hamepenusra ca a ©IMa [1Ba OCHOBHH ILIaHA KAaTO MPHHOC HA
Jlucepranusita - TeOpeTHUEH U NpakTH4yeH. TpyabT me 0600w
U CHCTEMaTH3UpPa POJIITa Ha IHAHKCTA B JUKA3a KATO IBJIHOLCHEH
MapTHBOP, KAaTo C TOBA Ie IOATIOMOTHE 33 Pa3BUTHETO Ha
U3IBIHUATEIICKOTO H3KYCTBO U IIe/JarOTUKAaTa.
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II'bPBA TJIABA

Iperiaen u nepunupane Ha cnenHpUIHATE 0COOEHOCTH
Ha Juka3a. IIpuMepu 3a ycnenrHo My3MKaJHO NapTHHpaHe B
Ay0 U TpHO

1.1. McTopryecku npeanocTaBKu

Paxxnanero Ha jpkasa ce pasriexkJa KaTto CBOeoOpaseH
cOBCHK MKy JBE AUAMETPAIHO HPOTHBOIIOIOKHU KYNTypPHH
cpepn — (usmyeckata, 4UyBCTBEHa M MHTYHTUBHA Ha
apuxanckuTe pobHM, M UHTENGKTyalHaTa, JIOTHYecka M
(opmaiHa Ha eBpOMEHCKHTE 3aCeTHUIH. B TO3H CMHECHII MOXe 1a
ce HampaBH 0000MIEHNETO 32 BPB3KaTa Ha EMOIHATA KaTO BOJCII
€IIEMEHT Ha €JIHATa, U PAlIMOHATHOCTTA KaTO BOJEL eIeMEHT Ha
npyrata. Pagnogecuemo medcoy mesu oO0ea enemenma e
KIII04060 3G U3ZPAMNCOAHEMO HA MY3UKATHUA CMUCHI 6
0J1ca308ama my3uKa.

1.2. OcobGeHocTH Ha cHCTeMaTa 3a KOJMpPaHe M
JAeKoqupaHe NPH TKa3a

OCHOBHUSI aKLIEHT NPH [PKa3a € UMITPOBU3ALUATA, KOATO ce
0a3upa Ha TeMa, 3a/1aBallla CTWINCTHKATA, XapPMOHUYHATA OCHOBA
u cTpykTypara. ToBa € NpHYKMHATA J1a Ce U3II03Ba CPABHUTEIHO
ONPOCTEHO, KOHTYPHO HOTHpaHe. Temara OOHMKHOBEHO €
menoaust ot 12, 16, 24, wim 32 TakTa, a XapMOHUsITA € U3NHCaHA
¢ OyKBEeHO-LIM(POBH O3HAYCHUSL.

1.2.1. OcoGeHocTH HAa HOTONMCA IPH PHTbMA
e Menoaus H pUTBM

Cyuneupanu ocmuru
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OcMuHHTE ca HaW-M3MOJ3BaHATa HOTHA TPAHHOCT B
JUKa30Ba My3uKa. TsIXHaTa HWHTEPIpEeTals XapakTepusupa
HEroBaTa pUTMHYHa creuuduka. [Ipy ONPOCTEHUs HOTOINHC,
O0OMKHOBEHO JIB€ OCMHHH CE U3ITBJIHSBAT, KaTO I'bPBaTa OCMUHA
ce 3aappka NPUOIM3UTENTHO 2 IBTH MO-JIBJITO OT BTOPATA.
TMomyyaBa ce KBa3u TPUOJIOBO ABMKEHHE:

n —3— 3= —3— —3

1 AT T T T T T T \%\ K T KX T X T X i §
e e B e B S S — — — T
e e e e ™ ™ e ™ e e e e e ™ ™ |
Dlul

CBHOTHOIICHHETO MEXKIY MO-IbIraTa U MO-KbcaTa HOTHA
TPaifHOCT MOXe J]a BApHPA B MHOTO (DMHHM, OYTH HE3a0eIeKUMU
IPaHHIM M 3aBHCH OT TEMIOTO. [IOHsIKOra MMa MW3HCKBaHE
omnpeneneHa Gpaza B OCMUHHM J1a 3By4H 0€3 11a € CyMHTHpaHa, T.e.
Taka KakToO ¢ HamucaHa. B Tesu ciydan 15 ce obo3HayaBa C
TepMUHA ,,Straight .

CyquupaHemo € OTIIMYHATEIIHATA paTMHYHA
XapaKTEPUCTHUKA, KOATO IIPaBU N0 rojisiMa CTEIEH pa3lo3HaBaeM
C€INH Ka3 MY3UKaHT.

e  XapMoOHHSI M PUTBM

Tlono6HO Ha XapMOHUSATA, O3HA4YeHA ¢ OYKBEHO-LIU(POBU
CHMBOJIY, XaPMOHUYHHSAT PUTHM B J)Ka3a Ce U3IMCBA OIPOCTEHO.
B meTonMHIeTOo ce M3I0M3BAT HAKIOHEH! JTMHUK ¥ POMOOBHIHI
CHMBOJIM, KOMTO yKa3BaT Oposi Ha BpeMeHara B TakTa U
TpaifHOCTHTE HA aKOPAHTE:
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1.2.2. OcoGeHOCTH HA HOTONHUCA IPH XADMOHHUSATA

Jpyra BaskHa 0COOCHOCT Ha HOTOIMMCA B /PKA30BaTa My3HKa,
HAJIOXKWJIA Ce [0 BPEMETO Ha CTWIA 6ufon, € W3MHUCBAHETO HA
[IHECUTE MIIM MECHUTE CaMO C MEJOAMS M XapMOHMYHA CXeMa.
AKopaMTe ce M3MMCBaT C OyKBEHO-IM(POBH O3HAUCHHS,
nogo0Ho Ha GapokoBus LU(poBaH 0ac, HO 3HAYMTEIHO IO-
CIIO)KHM U TTOJJPOOHHU:

- Jo maxop 7—-C7,

- Jlo maxop, r. 7— Cmaj7, Cma7, CA,

- Jlo muHoOp, M. 7— Cm7, Cmin7, C-7

- Jlo muHoOp, I. 7— Cm maj7, Cm ma7, C-A7

U T.H.

ColiecTByBaT U Taka HapeueHure slash akopiu — IpecedeHu
axopau. Te ce CbCTOAT OT ABa aKOpJa, pa3zieleH: ¢ YepTa, KaTo
JIOJIHUSAT, WIH JJECHUAT (B 3aBUCUMOCT OT TOBA KaK Ca U3MUCAHH)
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O3Ha4YaBa HOTaTa B 6aca, a TOPHUSAT, HIIH JIEBUAT — HAACTPOHKaTa
Ha aKopJa.
1.2.3. OcoGeHOCTH NPH HHTEPNPETANMATA HA TEeMATa

CB060ﬂaTa B TPETUPAHETO HA TEMAaTUYHUS MaTEpHUaAll B JPKa3a
TI03BOJIsIBA HAMECA pPUTMHUKaTa, XapMOHUsTA U MEIoaUsATa.

1.2.4. OcoGeHocTH Ha CTPYKTypaTa u (popmMaTa B JkKa3a

Karo sxaHp akLeHTHpall IPSAMMHO BbPXY UMIIPOBU3ALHUATA,
[HECUTE B JKa3a MMAT Haif-4ecTo OMpoCTeHa CTpykTypa. Ts ce
CBCTOM OT TPH OCHOBHHM €JIEMEHTA: memMd - UMRpogusayus (uiu
umnposusayuu) - mema. TIOHSIKOTa TeMara € MpeALIeCTBaHA OT
UHTPOIYKIHA (,,intro”), 6a3supaHa BBPXY YacT OT TEMATHUHHUA
MaTepual, WM € KpaTka HMIIPOBH3ALMs BbPXY Taka HapeueHHUs!
., turnaround”.

B wmsrpaxpmaHero Ha My3ukanHata (opMma CBIIECTBYBa
CBIIECTBEHA PA3JINKa MEXIy KOMIO3MpAaHATa My3HKa M JDKa3a.
EBpomneiickaTa XyJo)KeCTBEHa My3HKa € 000raThiIa CBETOBHATA
KyJITypa C U3BBHPEIHO CIIOXKHU H KOMIUIEKCHU KaTO CTPYKTypa
My3ukanHu ¢popmu. B mxasa gopmara ce KOHCTpyupa 1o Bpeme
Ha M3IBIHEHHETO U 3aBUCH OT BUJIa HA TeMaTa M IbJDKUHATA Ha
nMrposu3zanuute. ToBa € U NpUYMHATA TEMUTE 1A CE CHCTOST
Haii-yecto oT 12, 16, 24, uin 32 rtakra. Cnopen My3HKOBezia
SAuow T'onna: ,, B odocaza eévnpocvm ,,kak* e HecoMHEHO NO-
cvuyecmeen om ,,K'aK(s’O“. Xapakmepbm Ha memama , HA
Menoousma, He pewasa cv0bama HA  eOHO  0HCA3080
np0u3(<edenue. Ta e camo ocHosa 3a umnposuzayusimad.
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Dopmama He e pUdNCIUB0 NIAHUPANA U USHUNAHA ,, ROCMPOUKA *,

a camo cxema Ha cepust om eapuayuu “.1

1.3. XapMOHMYHHUAT €3HK HA JIZKa3a

XapMOHMYHMST €3UK Ha JpKasa Ce pa3BHBA, ClICABANKH
eBporeiickaTa My3MKadgHa TpaaunusaTra. Toil e B mporec Ha
HENpecTaHHa IIPOMSHA M OIpeJens [0 TolsiMa CTeleH
pasnnuusTa B Heropute cruiose. Ot nosisata cu 10 40-Te roanHN
Ha 20-TH BeK /Ka3bT € HOBJIHSAH OT 3a0aBHATA U TAHIIOBA MY3HKa,
KOETO I'0 OrpaHNyaBa INIaBHO JO U3IOI3BAHETO Ha KBUHTAKOP/IH
W CeNTakopau B pa3IMYHU pasnosnoxkeHus. Tosa e Haii-
XapaKTepHO 3a eroxara Ha cyuHed.

B wavanoro na 40-re rommau Ha 20-TH BeK ca
JIOKyMEHTHPaHU ITbPBUTE MPOSBU Ha CTHIA Oudon. My3UKaHTH
OT IO-MIAJOTO IIOKOJICHHE 3alo4yBaT Ja CBUPAT My3HKa,
pa3UYHa OT TaHIlyBaJHATA, ,,My3UKa Ha My3ukaHtute . Tsxuara
My3HKa 3aIbJI00YaBa TBOPYECKHTE TBHPCEHMS H IIpeJronara
CIOyLIalia ayJUTOpUs, IOTOBA Ja CBIPEKHBEE EMOLUITA Ha
MHOTOOPOHHHTE CONMCTHYHH M3sBH. VIMIpoBH3anmATa 3aema
HEHTPaTHO MAICTO B CTPyKTypara Ha  IHeCHTe, a
U3IBIHUTENICKOTO MaiiCTOPCTBO JOCTUra IO Haif-BUCOKO HUBO.
XapMOHHYHHUAT €3UK C€ YCTOXKHSIBA, KATO H3IOI3Ba PA3IINPEHH
HAJICTPOIKU Ha aKOPJUTE U aKOPJOBA 3aMsIHA.

1 ToHpa, A. ,[Ka3bT — uctopms, Teopusa, npaktuka“. AN ,Mysuka“. Codus,

1975r.
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A Night In Tunisia

Bebop J=200 Dizzy Gillespie
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ITo HAaTaTBK B Pa3BUTHETO CHU JKA3bT JOCTUrA JO CIIOKHUS
XapMOHMYHUS €3MK Ha Kommo3utopu kato [leGrocu, Pasern,
baprok, CrpaBuncku, IllbonbGepr, Bebepn. Karo ocHoBHa
IpUYMHA 332 TOBA MOXE Ja Ce IIOCOUH OmoaneyasaHemo Ha
02lcaza om 3asUCUMOCIUME HA KOMEPCUATHAMA MY3UKd, KOETO
r0 IPEeBPBIIA B H3KYCTBO ChC CHJICH XYI0XKECTBEHO-TBOPYESCKU
3apsi.

Haii-ronsim npunoc 3a ToBa uMa nuanuctsT bun Eeanc.
Mys3uxaTa Ha 20-TH BeK 0Ka3Ba OIPOMHO BIIMSIHHE BEPXY HETO H
JIONBIBa (POPMHUPAHETO HA HOBATOPCKHSA My XapMOHHYEH €3UK:
., ...MOU € cnocoben 0a ocvb3Hae u UNON36A XAPMOHUYHUIME
noxeamu u nputiomu 6 mysuxama na Jlebrocu, Camu, Paser..., om
Ckpsibun 00 bapmox u Muiio, u 0a eu npeyynu npes npusmama
Ha O0dxcasa... Om [lebrocu u Pasen ce yuu Ha Heonpedenenocmma
u osycmuciuemo Ha monarnocmma, om bapmokx — xak oa
6KII0Y6a NO-WUpoKu unmepeanu, om Muilo — kax 0a usnonsea

Gumonannocm u nonumonannocm "’

2 Shadwick, Keith. Bill Evans: Everything Happens to Me-a musical biography.

San Francisco: Backbeat Books, 2002
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1.4. Cnennduxa Ha pUTBMa B JKa3a
1.4.1. CunkonupaHe

Cunxonupanemo € OCHOBEH eJIeMEHT Ha PUTMUKATa B JDKa3a.
UYpe3 wu3MecTBaHe Ha CHJIHHTE BpEeMEHa C€ MOCTHra
cnenuduyHaTta Imyicanus, KOSTO JaBa  JUHAMHKATa |
U3PA3UTENHOCTTa Ha Ta3d My3uka. CIENHAIHOTO OTHOLICHHE
KbM CrnabuTe BpEMEHA, AaKICHTHPAHETO MM B MENOMATA,
XapMOHMSITA W pPUTBMa Cb3[aBaT HErOBUTE OCHOBHH
XapaKTEPUCTHKH.

1.4.2. PutMu4Ho ¢ppasupane

PutMuuHETE 0COOCHOCTH Ha JPKa3a ca Hali-pa3rno3HaBacMaTa
1 OT/IMYABAIIA Ce HeTOBa XapakTepHOCT. Te, KaKTO H OCTaHAIIHTEe
My CBCTaBHH €IEMEHTH, Ca pe3ylITaT Ha CHHTE3, B KOUTO
JOMHHHMpA BIMSHHETO Ha adpHKaHCKUS (OJKIOp, CBC
crienUIHATE 32 HErO MOTHPUTMUS U ONTHMETPHS.

bpao Menoay ¢ eauH OT CBbBPEMEHHHTE ITHaHMCTH,
M3MON3BAIM  METPHYHA aCHHXPOHHOCT 3a Ch37aBaHe Ha
JIMCOHAHC IO HAKONKO BApHATUBHH HaunHa. EOuH OT Tesm
HAYMHH MOJXKeE Ja Ce OIIUIIE KaTO OTJENICH, PA3IM4eH OT OCHOBHUS
PUTBM, KOHTO Ch3[aBa JMCOHAHTEH PUTHMEH ITOTOK, MOSBSBAI]
ce OOMKHOBEHO B HAuaJOTO Ha HEroBa MMIpoBu3anus. Jpyr
HAuWH 32 METPUYHA ACHHXPOHHOCT YECTO Ce IOsABSBA B
ToCJIeJHATa YacT Ha MMIIPOBH3AINSA, U € IPHAPYXKEH OT APYrH
JIMCOHAHCH, KaTO HAIIPHMEp IIOJIUTOHAIHU MEIOANYHYU JINHUU U
XapMOHMYHaA jaecrabunmsanus. HaGmonmaBa ce u Qpasupane,
KOETO MOJKe J]a Ce OTIPe/IeNN KaTo ,,0TChCTBHE™ HA PUTHM.
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Paz0upanero 3a crnenudukara Ha MpuUHOMHUTE, KOUTO Bpad
Menday w3mon3Ba 1O OTHOLICHHE HAa PHUTBMa, MOXE Ha Ce
pasrie/a B Ba acleKTa:

- MUKpO pumwvm, CBbP3aH C aKI[EHTHPAHEeTO U CBoOoAaTa
B TPETHPAHETO Ha pa3Mepa U MeTpyMa;

- Makpo pumwvm, OTHACAIl Ce 3a EKCIIPeCHBHATa
(pazupoBka U BAPUATHBHOCT II0 OTHOLICHHE HA TaKTa,
3a0aBsgHe WIM JIMICA HAa CHBIAJCHHE B TEMIIOBO
OTHOIICHHE.

Ten xoita nosicussa: ,, Tpuomo na Menoay pabomu é
ceou pumvMHU peKOH(j)uzypauuu HA MHO20 6UCOKO HUB0 Ha
BUDMYO3HOCM. 06068H0 8BJIHY6AU0 € oa au cywaut Hocewju ce
HAO OCHOBHUSA PUMBM 6 HepaBHOOENHU PAsMepu, Kamo npes
ysnomo epeme noddbp.?lcam BUCOKO HUBO HA UHMEPAKMUBHOCM,
63aumodeticmaue u pasnoobpasue 6 maxHomo usnvinenue "

1.5. Cnieunduka Ha aKOMIAHUMEHTA

VYcnemnoTo B3auMOJeICTBHE Ha MHMAHKUCTa € CBBP3aHO
HEMOCPEJCTBEHO € BB3MOKHOCTTAa Aa CH3AA[AC MOAXOAAIIA
My3HKagHa Ccpeaa 3a  cBouTe  mapTHeopu.  JloOpumsr
AKOMIIAHMMEHT J1aBa BB3MOXKHOCT 3a IIBJIHOLCHHA W3sBa HA
COJMCTa KaTO HE CamoO My [omara, HO M ro mpoBokupa. Tosa
MOXe Jia Ce ONpEJEIN KaTo KOOPAMHUPAHHM, CONMXABAIM Ce

3 Gioia, T. (2007). Assessing Brad Mehldau at mid career. Retrieved from

mehldau-at-midcareer
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B3aMMHO IIOCJICAOBATCIIHM MY3HUKAJTHHA PEUICHU:A, C PE3yJiTar,
KOUTO YAOBJIETBOpsIBA HWHIAUBUAYAIHUTE IMPEANOYUTAHUSA Ha
MY3UKaAHTHUTE. MMa HSAKONKO acmekTa Ha TakaBa My3HUKaJTHa
KOHBEpPIreHU s

® gpemegu - OpraHM3HPaHE HA B3aUMOJCHCTBHETO Ha
U3IBIHUTEIINTE BbB BPEMETO

® cmpameeuyecky - W3TpaXIaHe Ha My3HKaaHaTta Gopma
BBB PEATHO BpeMe

® ecmemuyecku - M3BEeXKNAHE HA CMUCHI OT GBEHTYalIHO
pa3MUHABAIIY CE HPEAIOYUTAHUS

TIpoGiaemuTe, KOMTO C€ OTKpOsSBaT ca JBa. IIbpBHAT €
NICHXOJIOTHYECKH H € CBBP3aH C IPEOI0JISIBAHE Ha JKEJIAHHETO 32
u3sBa. ToBa 03Ha4aBa MOATHCKAHE HA €TOTO, yMEHHE 3a CITyIIaHe
U choOpassiBaHe ChC CONNUCTA. BTOpHAT mpobieM e KOTHUTHBEH U
€ CBbp3aH C IO3HAHMATA U YMEHUSTA HAa IHAHKCTA, Kacaellu
XapMOHHMSTA M PUTBMa, CHOOpa3sBaHETO C XapakTepa H
CTWIMCTHKATA Ha IHecara, KOUTO TpsOBa Ja Cb3jasar
HeoOxoAuMaTa OCHOBa M KOMGOPT HA HApTHbOPA, U Ja My
M03BOJIABAT 1a Pa3BHe CBOOOJHO CBOHTE HJICH.

Bszaumooeiicmeuemo na nuanucma ¢ necosume napmHbopu e
6 NPAKA 3A6UCUMOCH 0T 8UOA HA MY3UKATHUAL (hopmam u cmuna
HA MY3uKama, KaTo Halk-KOMILUIEKCHHTE TIPOOIEMH ce IPOSBIBAT
B dyema v mpuomo.

1.6. IInaHucThT B AYO

JlyersT e Haii-mpenusBukatenHus (opMar 3a MHAHHCTA B
JrKkaza. ToBa BepOsTHO ce IBDKU Ha (pakTa, ye IMa MHOTO MajIKO
IpaBH/Ia, KOUTO IO YIPABISBAT, HA BBH3MOXKHOCTHTE, KOUTO

19



IpenocTaBsd, KakTo W TOpagd  paslpesielieHHeTo  Ha
OTTOBOPHOCTTA 33 CBOOOaTa MEXK/Y CaMo J{BaMa JTyLIH.

ITnaruCTHT TPsAOBA 1a CTPYKTYPHpPA aKOPIHUTE B MOIXOISIIO
pa3IOIOXKEHUEe, Ja HAIpaBd BpPB3KA MEKAY TIAX C yMENIo
[7aCOBOJICHE, KAaTO €AHOBPEMEHHO C TOBA Ch3JaBa H IIOAXO0SIIA
putmuuHa myicanus. Haif-uecto ToBa € CBBp3aHO H C
HEOOXOAUMOCT OT Ch3[aBaHe Ha Oac JuHUsA, KOETO OTINYaBa
JtyeTa oT Apyrute HOpMH Ha TaPTHEOPCTBO.

Tazu popmanus e 0co6eHO BaxKHa 32 MEH, U € OIPe/IeNia 10
TOJIIMa CTETeH Pa3BUTHETO MU KaTo My3HKaHT. 3al0YBaiKy Ipe3
1984 r., xorato 3aeqHO ¢ XPHUCTO I710u013 chb3JaBaMe IyOoTO
AKycTHYHA BepCHUsl, HHTEPECHT KbM TOBAa KaMEPHO My3HI[HPaHE
MH HPeAOCTaBH BB3MOKHOCT Ja KOHIIEPTHPAM M Ja 3alHCBaM
JIyeTH ¢ MHOTO OBITapcKy U 4yKIH JUKa3 My3ukaHTH. Hikou ot
X ca Mumrdo Jleue, Cumeon Illepes, Jlroqmun I'eoprues,
w3 N6paxumosa, Kamemus Togoposa, Aratomuii Barpos,
JIxo Jlosano, Tom Xapeun, Kept Enunr, Txopmx I'apzon, Tomu
Cwmut, Epux Biynmanc, Kpucrod Jlayep.

1.7. IInaHUCTHT B TPHO

TpuoTo B Ka3a ce € MPEeBbPHANIO0 B U3KIIOUUTEIHO CPEICTBO
3a H31Ba Ha BB3MOXKHOCTHTE U B3aHMOJCHCTBHETO MEXIY
My3HKaHTHTe. BCHUKY rolieMu NMMAHHCTH ca TBOPWUIIM B TaKbB
¢opmar. [To nymure Ha uMeHUTUS U3cnenoBaren Jlenapn Oexsp:
., Bve popmama na mpuomo nuanucmovm modice da ce naciaou
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HA 6b3MOJICHOCIIMA Od JICOHSIUPA C POTUME HA COMUCH U
akomnauamop... .

TTnano TproTO KOOMBA CBOSATA 3HAYMMOCT B Kpast Ha 40-
Te rouHu Ha 20-TU Bek npu cTuia 6u6on. To ce eMaHIMITHPa OT
TaKa HapeueHaTa pumvM ceKyus U BbB BPEMETO ce NpeBpbIa B
Hal-BaKHUS (OpMaT 3a MUAaHHCTa B JpKasa. Toll € ocHOBHaTa
¢urypa, KosTO OTroBaps 3a M3IPOXIAHETO HA ISUIOCTHUS
My3HKaJIeH CMUCHI. 3a Pa3iIuKa OT dyeTa, B TPHOTO IMHAHUCTHT €
0CBOOOJCH OT 3aB/KCHUETO Ja ce TPIKY 3a Oac muHusTa. ToBa
OTKpPHMBAa BB3MOXHOCT 32 H3ION3BaHE HA TaKka HAPEUCHHUTE
,,rootless * akopu — akopu 6e3 OCHOBEH TOH B Oaca:

Dm9 GI3(69) Cmaj9

: e

<7

"

B

HpI/I AKOMITAHUMEHT B TPHUO MHAHUCTBT MOXE Ja
HU3I0JI3Ba [BETE€ CU pPBOE 3a Chb3JaBaHE Ha aKopAu CbC
CJIOJKHOCTTaA Ha OPKECTPOBA 3BYYHOCT.

1.7.1. 3navyenuero Ha bun EBanc Tpno

bBun Esanc ,, ...npenanuca e3uxa Ha MOOEPHOMO 0JiCaA3
NUAHO, BKNIOYBAUIKU NPULIOMU, ROGIUAHU OM Kldcudeckama
MY3UKA, NO-CHeYUAIHO —Om  MY3UKama Ha — (QpeHckume
UMNPECUOHUCTU, Cb30A8A AHCAMOIL08 CIUIL, UIBECIEH CbC CBOSL
cnooicen, 3abenexcumenet, opeaHuen Hauun Ha

4 Feather,L. "Leonard Feather’s Choices For The 10 Greatest Jazz Piano
Trios", Keyboard, February 1984
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ezaumooeticmeue.”> B mHerosute  Tpuo  (opmarun
TpajMIMOHHATA aKOMIaHupama (yHKIWs Ha KoHTpabaca u
Oapabanure ce mpomeHs. Te ce MpeBpbLIAT B PaBHOCTOMHU
COJMCTMYHH [APTHBOPU HA I[MAHOTO - HEL0 HEMO3HATO
jororasa. V3meiHeHHsTa UM ce JOOIMKABaT 10 BHCOTAaTa Ha
enTHA KaMepHa (hOpPMaIiis, He3aBHCHMO OT HMITPOBHU3AIHOHHHUS
XapakTep Ha My3ukara. Te3n Tpuo (opMaruy IPOMEHST H3LISUIO
CBBMECTHOTO  MY3HIHPaHe,  B3aHMOJCHCTBHETO  MEXIY
My3HKaHTHTE, ¥ Ca PU3HATH 3a Hafi-3HAYMMHTE B HCTOPHATA HA
JpKasa.

1.7.2. EBosroumsita Ha Bpax Meajgay Tpuo

HesaBucumo ot HenszOexxHOTO BiusiHue HAa bun Esawnc, OT
KOTOTO C€ Y4 Ha KpacHBO M IUIABHO IJAaCOBOJACHE, M HA Kuiim
Jlicaped, OT KOroto 3ammcrBa CBOOOJHOTO, pEElO ce H
E€MOIIMOHAIHO My3uuupane, bpao Menday wamupa CcBOH
COOCTBEH ITBT, KOMTO MpEonpesens ycueuHara My My3uKaaHa
kapuepa. OcoOeH uHTEpec INpeIu3BHKBA HHTPUTYBAIOTO
Ganancupane Ha Meiiay MeX1y KOHCOHAHC U IICOHAHC, C KOSTO
ce Ch3/1aBa My3HMKaJIHa KapTHHA, KOATO CIy’KM KaTO OTIIPaBHA
TOYKA 33 Pa3BUTHUETO HA UMIIPOBH3ALIUSITA.

Cnopen ka3 kputrka u nucaten Ten [[xoita, ,, ...uma 4
OCHOBHU NPUYUHU 3d 3a6enedcumerHomo  6b30elcmeue Ha
Menoay kamo nuanucm: npedepunupanemo na ponsma Ha

5 Teachout, T. “Does Bill Evans Swing?”, Commentary January, 1998: p. 46.
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1464 U OACHA PYKA; PA3MUPABAHE HA PENEPMOapa Ha mp ;
pummuuno gpazupane; c60600a om Knuuiema...

Bpang Mengay uecto cBHPHM My3MKa Ha TION M POK
usnbaHUTeNd, Karo Jlewbn/MakKaprau, Peiinnoxen, Jxumu
Xengapuke, Kbpr Kobeitn, Ilon CaiiMbh, KaTo s Mozenupa 1o
HA4HH, CbOOPa3eH ¢ HeTOBUTE HHTEPIPETAIOHHH BIKIAHHM.

1.8. Kuiit /IzkapeT ¥ 3HAYeHHETO HA CIOHTAHHOCTTA

Ot cbBpeMeHHHTE JpKa3 nuaHuctd Kuit Jxaper Moxe
J1a ce HOCOYH KAaToO HPHMEp [0 OTHOIICHHE Ha CIOHTAHHOCTTA.
ITo BpeMe Ha HETOBHUTE HANBIHO HMMIPOBH3HPAHH COJNOBH
KOHIIEPTH, TOI 37113 Ha CIleHaTa 6e3 MpecTaBa Kaksa e 0b/e
nopu mbpeara Hota. (C MEH TOBa ce ClIydd I'bPBU IIBT IIPE3
1996r., KoraTo 3aejHO Cbe cakcooHUCTa AHaTONNI Barmipos cu
MO3BOJIMXME Ja HU3HECEM KOHLEPT 0e3 KAaKBUTO W Ja €
npeaBapuTesIHd yropopku. Cies ToBa BCEKH Halll KOHLEPT KaTo
Ityo, uiH Tpuo ¢b¢ CTosH SIHKYI0B MPOIBIDKH MO CHIHS HAYHH).
,,,ZZ?/capem e npocmo eOuH om Hau-eeauKume nuaHucmu, Koumo

5 Gioia, T. (2007). Assessing Brad Mehldau at mid career. Retrieved from

http://www.jazz.com/features-and-interviews/2007/12/31/assessing-brad-

mehldau-at-midcareer
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nakoaa ca couyecmeyeanu! ", Bb3KIMKBA U3BECTHUAT OPUTAHCKH
K1acuuecku nuanuctT Cmuewv OcObpH.

e MH3KkycTBOTO Ha TPHOTO

Kuiim [Jocapem w3naBa nosede ot 33 conoBu U 25 Tpuo
anbyMa, IO-roJIsIMara 4acT OT KOHTO Ca 3allHCaHH [0 BpeMe Ha
KOHIEPT — OIIe €JHO JOKAa3aTelICTBO 33 OTHOIICHHETO MY KbM
CHOHTAaHHOCTTA. Pa3BUBaiiky TpajuLuHUTe, YCTAHOBEHU OT bun
Esanc, tpuoro Ha [owcapem cb3naBa AbIOOKO E€MOLMOHAIHA,
BHPTYO3Ha My3HKa, KOATO C€ OTIHMYaBa ChC CBOOOJA, HO M
TPEIU3HOCT, eKCITIO3UBHOCT, HO M CIBP)KaHOCT. MOMEHTHTE Ha
TOHAJIHOCT M aTOHAJIHOCT C€ PEyBaT, Ch3(aBaliky Jb/ITH, ILIABHH
My3HKadHH JIHHUH. B3anMoZJeHdcTBHETO M KOMYHHKAIUATA
MEXJly TpUMaTa MY3UKaHTH JOCTHIa JO TaKHBa M3MEPCHHS, B
KOHUTO IPYNOBHUTE HMIIPOBH3ALUU JOOMBAT  CIOXKHOCT,
XapakTepHa 3a KOMIIO3MpaHaTa My3HKa. Bcwukm Tesn
XapaKTepHCTUKH NPEBPBINAT TPUOTO HA Kuiim /icapem B enqHa
OT BOjemMTe Ka3 (opMaIMH, KOHIEPTHpamld B Haii-
MPECTHKHUTE CBETOBHH 3aIH. balaHCBT MeXIy CHOHTaHHOCTTa
U KOHTPOJA, ABIDKALL Ce Ha HM3KIIOYMTENHOTO BIAJeCHEe Ha
HMHCTPYMEHTA, MpaBsAT My3ukata Ha Kuum /[ocapem Tpuo Taka
IIBJIOOKO KOMYHUKATUBHA. Te ca MOAKPEHNeHH OT My3HKAaJIHUTE
KyJITYpHH HaTPYIBAaHUs, KOUTO Ce Pa3KPUBAT B CIIOCOOHOCTTA Ha

https://www.stevenosborne.com/thoughts/on-keith-jarrett-and-

improvising
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TpuMaTa MY3UKaHTH [da Cbh34aBaT CMHUCBI OT Hal-MaJKUTe
HIOaHCH, (bpam, J10pH OTACIIHU TOHOBE.

MskyctBoto Ha Kutim /{oicapem TpHuo € IOKA3aTeNCTBO,
HO M YpOK, 4e 3a ImyOIMKara € [O-Ba)XHO aBTEHTUYHO
[PEXKUBSIBAHE HA M3IBIHUTENS, OTKOJKOTO H3IOI3BAaHETO Ha
MIPOBEPEHH, ,,Je3MHPEKIMpaHn‘* madnony. 3a ToBa, pasbupa ce,
e HeoOXoquMa M U3KIIOUHTENIHA CMENOCT, HeoOXxoauMa 3a
npekpayBaHe Ha IIpara Ha HEM3BECTHOTO H NPEOONSABaHE Ha
ChMHEHHSATa. [ TOBa € OCHOBHOTO, KOETO OTJIHYaBa B JKa3a
UCTHHCKHSL TBOpELl, CBb3JaBalll CBOH COOCTBEH €3HK, OT
HHTEPIPEeTaTopa, KOWTO KOMHpPA U eKCILI0ATHpa TOTOBH MOJEINH
U KJIUIIeTa.
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BTOPA I'/TABA
HsrpaxaaHe Ha c0/10Ba UMIIPOBH3ALMS

TBOpYECTBOTO KATO KOHIICNIMS € CBBP3aHO CbC
crnenuUIHO BHCOKO HHTEIEKTYalHO IPOSBICHHUE, KOETO ¢
pasiaM4HO OT oOmonpueroro. B uscnensanero cu ,, Musical
Creativity” Wpen Jlenmexk u I'epant VYurusc BmxzaaT
,,TBOPUECKHS] ~ KamalMTeT KaTo OCHOBHO CBOWCTBO  Ha
HOPMAaTHBHOTO  YOBEUIKO  TO3HaHWME W  TBBPAAT, 4e
,, MeOpYECmMBOmMo U3UCKea Caueane Ha uecm pdasiuyiu, HO
63AUMOCEbP3AHY  pecypca:  UHMEeNeKmyanuu — cnocooHocmi,
3HAHUA, CMUI068€ HA MUCIEHe, TUYHOCH, MOMUusayust u Lpeda “ 8

Beuuko ToBa € M3ISII0 ChOTHOCHMO KbM H3KYCTBOTO Ha
HMMIIPOBU3ALUATA, TIPU KOSTO CE CIMBAT B €IHO M3MbJHEHHE U
MOMeHTHa KoMmmno3umus. ChIIHOCTTA HA U3KYCTBOTO Ha
My3HKaJlHaTa UMIIPOBU3ALMATA € HA IPAKTHKA KOMIIO3UPaHe Ha
My3HKa ,,B IBWKEHHE. , FMa excnepumenmu, nposedenu om
Yapnz Jlum6, uznonseauu QYHKYUOHANEH MASHUMEH PE30HAHC,
KOUMO NOKA36am MO3bYHAMA AKMUSHOCM NO 8peme Ha
mysukanma — umnposusayus.  Habnwooaéa ce  nosuuiena
AKMUBHOCM 8 MeOUANHUS NPepOHMANeH KOPMeKc, KOumo e
obnacm, cevp3ana c ygeiuuasare Ha cebeuspasasaremo. Oceen
Mo8a UMAa HAMANeHa AKMUGHOCH 8 IAMEPATHUS NPePPOHMANEH
KOpmeKc, KOumo e 061acm, c8bp3ana CbC CAMOHADIIOOEHUEmO.
Cuama ce, 4Ye masu npomMaHa 6 OeUHOCMMA HAMANABA

8 Deliege, |., Wiggins, G. ,,Musical Creativity — Multidisciplinary Research in
Theory and Practice”, Psychology Press, East Sussex 2006, ctp. 135
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3a0pwoickume, Koumo O0OUKHOBEHO npewam Ha Xopama o0d
noemam puckose u 0a umnposuzupam . °

2. 1. UMnpoBu3anusTa Npeam JKa3a

VMnpoBu3zanusra ce cpelja U B JPYTH My3HKalIHH
JKaHPOBE M eroxH, kato bapoka, IIpeaknacukaTta, Pomantusma,
,Cepro3Hara“ My3uka or 20 Bek, KakTo U BbB (DOJIKIOpHATa
My3uka. MiMa MHOro mucMeHH JOKyMEHTH 3a mepuoja ot 17 po
20 Bex, KOMTO OMMCBAT MMIIPOBH3AIHOHHOTO MalCTOPCTBO Ha
dammmmsra bax, ['eopr @punpux Xennen, [Iuerpo AnroHHO
Jlokarenn, Antonno Buanmu, Bondranr Amaneyc Momapt,
Jlyneur Ban berxosen, Hukono Ilaranmuu, ®epenn Jlucr,
Curmsmynn  TanGepr, Anton bpykuep, [dumutep Henos,
Jmutpuii [locrakosuu, Ilanyo Bmagurepos, Jlxon Keiimxk,
Jlxopmx Kpbom, Buronn JTrorocnascku, Kiunrod Ienneperku,
Bacun Kazanmkues 1 IpyTH, KOUTO 9€CTO ¢4 UMIPOBU3HPATIHN TIO
CBOU COOCTBEHH TE€MH, MITH 110 TeMH, 3a[JaleHa OT ITyOIuKaTa.

Tyx 1TpsOBa pma ce orOenexxu M Bpb3KaTa Ha
MMIPOBH3ANUATA C HOSBaTa HA KAJEHIUTE B COJIOBUTE KOHIIEPTH.
B TAX M3NBIHMTENAT € TMOKa3Bad HE CaMO BHPTYO3HOTO CH
MaifCTOPCTBO, HO M MHBEHIHATA Ja HMIIPOBU3UPA II0 TEMUTE OT
CHOTBETHATA YaCT HAa KOHIIEPTA.

IIpes 20 Bex B EBpona u CAIIL ce nosiBsiBa TeXHUKATa Ha
anmeatopukara. Ts ce noOmmkaBa 10 HU3BECTHA CTENEH JO

9 https://www.artsandmindlab.org/charles-limb-md-mapping-the-creative-
minds-of-musicians/
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CBITHOCTTA Ha JPKa3a, ThH KAaTO KOMIIO3UTOpHTE (HKCHpAT
U3BECTHY NIAPAMETPH 32 HMIIPOBU3ALHUS 110 ONPE/CIICHH MOJICIIH.

I/IMHPOBI/ISaHHﬂTa € IIMPOKO M3I0JI3BaHa B aJIeaTOpUKATa,
KakKTO U B U3TOYHO-a3HaTCKaTa MY3HKa. Te ce moOmkaBar 10
CbBPEMEHHUS )Ka3 B  HAKOJIKO OCHOBHH acCII€KTa OT
M3KIIIOYMATEIIHA BAXXHOCT. HpPI TAX HHTyHLIMATA, CIOHTAHHOCTTA,
KaKTO ¥ Bb3MOKHOCTTA 3a OpraHusalus Ha IPOLECUTE 110 BpEME
Ha U3rpaXxaaHe Ha KOMITO3UIUATA U MY3UKAIHHUA MaTepual, ca
OT KJIFOYOBO 3HAYCHHEC.

2. 2. lepuHupaHe Ha )Ka3 MMIPOBU3AIMATA

OrnpenesstHeTO Ha eJHa MMIIPOBU3ALMA KaTo JKa30Ba ce
ChAbPKA B OTIMYUTCIHUTE 3a TO3M CTHI MEJOAUYHH,
XapMOHMYHM U  METPO-PUTMHYHH  XapakTepucTuku. Ilpu
KJlacM4eckaTa My3MKa, Karo MpaBUIO HMIIPOBU3ALMATA €
HHUUJICHTHO MPOSBICHHE, KOETO HE OKa3Ba ChIIECTBEHO
BIMSIHUE BBPXy (OopMaTa Ha NPOM3BEACHHMETO. B mkazoBara
My3HKa HMIIPOBU3ALUATA € hopmoodpaszysawy enemenn. Baxna
OTJIMYMTENHA XapaKTepUCTHKa B JDKa3oBaTa My3HMKa €
(akTHyeckaTa TOSBa HAa HOBO MPOM3BENCHHE IPU BCSIKO
u3nbiaHeHne. OOGHKHOBEHO TO ce 0asupa Ha MpPEIBAPUTEIHO
KOMIIO3MpaH Marepuan mnox ¢opmara Ha TeCeH, WIN
HMHCTpyMEHTAJIHA Iueca, Hall-4ecTo B paMKuTe Ha 12, 16, 24, uin
32 takra. ToBa e Taka HapeueHata mema. Temara npenocTaBs
OCHOBHHTE MY3HKaJIHH EIEMEHTH, KOUTO CIyXaT KaTto 06a3a 3a
LEJICHACOYCHO pa3paboTBaHe U Ch3/IAaBaHE HA HOB My3HKaJICH
marepuan. B cBosta xuura ,,A Chromatic Approach to Jazz
Harmony and Melody” [JleiiBua JluGman wu3ciensa
HUMITPOBH3ALMATA U HEHATa BPb3Ka C PABHOBECHETO MEKIY TPU
acriekTa:
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»PA3YM — UHMETIeKM — 211464 — MUCH]L — Udeu
MAN0 — MEeXHUKA — PbKA — yMenue — cpeocmea
Oyuia — u3pazaeamne — cypye — Yyecmeo — emoyuu

Toii moco4Ba HSKOJIKO OCHOBHHM CTBIIKH 3a OBJIAJIABAHETO Ha
HUMIpOBU3ALMATA:

»UHMENEKMYanno paszoupane - opzanuzupano
npaKkmukyeane — UHmMeZpUpame 6 MeXHuKama - —>
EMOUUOHATIHO OpOpMAHEe Ha udeama — npeoasane Ha
uoeama“'’

2.3. CTPYKTYPHHM eJICMEHTH 32 U3IPakJaHe Ha
€0JI0Ba HMIIPOBH3ALHS

2.3.1. Cieunduka Ha MeJIOAMATA B ’Ka3a

B mxasoBaTa My3uKa INIpU MeIOAMSITA HMa HSIKOU
crienupUIHN XapaKTEPUCTUKH.

e OTHOCHTEJIHO TPOCTH, HECJIOKHHM MY3HKAJTHH
JIMHUM, KOWTO OMXa MOV [a CE€ 3alesT JECHO.
(BChIHOCT, OTPOMHATA YACT OT JIKA3 CTAHIAPTHTE Ca
TIECHH).

e IloBTOpsiemocT Ha ¢pa3uTe, LIMPOKO M3MOJI3BAHE
HA CeKBEHIHH.

10 Liebman, David, ,,A Chromatic Approach to Jazz Harmony and Melody”,
Alfred Music 2015, cTp. 7
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e Jlornyna akopioBa CTPYKTYpa, BbpPXY KOSITO e
O0azupana MejgoauATa Ha Temara. Yecto
H3M0/13BaHe Ha IOCIeJ0BATETHOCTTA, HU3rpajgeHa
BBPXY BpPB3KaTa MexIy akopaure Ha 2 - 5 -1
CTeNneHn, KAKTO H Ha T.H. ,turnaround” (1-6 -2 —
5).

e SlcHa u JorMYHA PUTMHKA U (pa3upaHe.

Ipuunnara 3a Ta31 OTHOCHTEIHA IPOCTOTA B MEJIOUKATA
Ha [ECCHHHTE [PKA30BH TEMH MOXE [a CE ThPCH B TEXHHS
npousxox. I'omsiMa yacT oT TsX ca nomyisipHH necHu ot 20-Te,
30-te, 40-Te u 50-Te rogunu Ha 20 Bek. [pyru ca Ouii BKIIOYEHH
B MIO3MKBJIM, DBpoayeiCKH CHEKTaKiiM, My3HKQIHH IOy
nporpamu. CHOHCBKBT Ha JDKa3 CTaHJApTUTE ce OOHOBsIBA
HEMpPEKbCHATO, KAaTO Ce A00aBAT HOBH MPOM3BEACHHS, KOHTO
pasmmUpsiBaT 1 0GOraTABAT pernepToapa Ha Jka3 My3uxantute.'!
JlokaTo OT ermoxara Ha 1osiBaTa CH J0 Kpas Ha 40-Te roAuHu Ha
20-TH BeK JKa3bT € MO-OJIM30 /IO MOMyJIsipHATA M TaHIyBalHA
My3HKa, B PasBHTHETO CH IIpe3 CIE/ABAIUTE TOAMHH TOH ce
[pEeBpbINA MOCTCIIEHHO B KOHIEPTHA My3HKa, H3MCKBAIla
OIIpe/ICICH HHTEJIEKTYaJICH ITOTCHIHAIL.

2.3.2. Cp31aBaHe HA MeJIOAUYHA JINHUS

M3rpaxxaaHero Ha MMIpPOBU3aLUs Hal-4ecTo ce Gasmpa
BbPXy KOHKDETEH TeMaTWdeH Marepuan. l3ydaBaHero Ha
MeNOANYHATA JIMHUA Ha memama ¢ IbPBAaTa CTHIKA KbM

11 Cnes nossaTa Ha Mon v pok My3uKaTa npes 60-Te roaunHmu Ha 20 BekK,
HAKOW OT NPOM3BEAEHNA OT TEe3M KaHPOBE CbLLO Ce BK/IOYBAT B CMUCHKA Ha
/)Ka3 cTaHaapTuTe.
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u3rpaXkiane Ha Jo0pa mMmnpoBusanus. CrenBama CTBIKA €
u3ydyaBaHe HA XAPMOHUYHAMA NPOZpecus, KOITO TpsOBa na
ObJe OBIansHA M aBTOMAaTH3MpaHa. J[pyrure eleMeHTH, KOUTO
HOJIIOMAraT M3rpaXKIaHeTO Ha MMIIPOBH3ALUATA Ca CKaaume,
CHOTBETCTBAIlld ~ HA AaKOpAUTE, KAKTO WU cherudukara Ha
pumvma.

2.3.2.1. lepunupaHe u ynorpeda Ha pugh

CekBeHIMATAa € LIMPOKO WU3IMOJI3BaHA KATO IPUHOM B
My3HKata. B jpkasoBaTa TEPMHHOIOIMS TS € 3aMEHEHa OT
TepMuHa “riff”.

Nwma pa3nuunu BB3MOXKHOCTH 3a ynorpebara Ha pud B
HMMIIPOBHU3AIUATA:

e JloGaBsiHe Ha CBHCEIHH TOHOBE, nepugpasupaine Ha
MenoouuHama IUHUS Ha meMama

e l3non3BaHe Ha FaMOBHIHH [1ACAXKHU

e lsnons3BaHe Ha apIeXUPAHA MOTHBHU

o KomOuHHpaHe Ha pa3IM4HU BHIOBE pUd
e  YcinokHSABaHE Ha PUTMHKATa

Basxnoctra Ha puda e 00ycIoBeHa OT HETOBOTO 3HAYCHUE
3a oopMAHE M CTPYKTYpHpaHE Ha MOCIE0BATeNHa H JIOTHIHA
UMIIPOBU3ALNs, KOSATO HMa Hepa3pHBHA BPb3Ka C KOMIIO3HUpaHaTa
TeMma.

2.3.2.2. OnpeneisiHe ¥ H3M0JI3BaHE HA OIIOPHH TOHOBE
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Hamupane Ha TOHOBeTe, KOHTO ca OOIIN 3a aKOPJUTE OT
XapMOHHYHATA CXeMa ¢ CIe[Balla Ba)kHA CTBIKA IPH
uMnpoBm3anuATa. Te momaraT 3a I0-JOOPOTO ITAaCOBOAEHE,
KaKTO W 32 Bpb3KaTa Mex Iy oTAenHuTe akopau. Te3u ToHOBe ca
CBOCOOpa3HH TOHAJIHM IEHTPOBE, KOUTO OMXa MOIIM Ja ce
U3MON3BAT JIOPH CAMOCTOATENHO, AaKO ca TPYNHPaHH B
HOJXOJIIA PUTMUYHA (GUrypa.

2.3.2.3. Ilpoxoasiniy TOHOBe

MsnonsBanero Ha TPOXOJAIM  TOHOBE € MHOroO
XapaKTEepHO 3a Ka3 MMIPOBHU3ALMATA. TsaxHoro 3HaueHue ce
OCHOBaBa Ha BpE€MEHHaTa HeCTaGI/IHHOCT, CBb3JaBaHETO Ha
HapeXKECHUE, OYaKBaHE, KOCTO BOAM KBM pa3peliaBaHe U
KOHCOHAHTHOCT. B 3aBHCHUMOCT OT NIPUHAUIE)KHOCTTA CHU KbM
omnpencieHa ckala, T€ Morar Jaa ObJIaT JUATOHWYHH WIIU
XpOMATUYHH.

2.3.24. Ckamm

B TepMuHONIOTHATa Ha PKa30BaTa My3HKa BMECTO a0 Ce
€ HaJIOXKMII TepMHUHA ckaa. [IpreTo e 3a IMeHaTa Ha Pa3IUIHHATE
CKaJIH Jla Ce U3I0JI3Ba KJIacHYecKkaTa TePMUHONIOTHUS - HOHUICKa,
Jopuiicka, (puruiicka, JUIUHCKa, MUKCOMHMIMICKA, €ONuiicKa,
xunodpuruiicka (WK JOKpuicka) ckama. EaHu oT 4ecTo
U3MOI3BAHUTE CKald B JpKaza ca MaXOpHaTa M MMHOpHATa
nenmamonuxka. Te cmagaT KM Taka  HapeueHHTe
AHXeMUMOHUYHU NEeHMAanoOHUKU, UJIH TaKMBa, B KOUTO JIMIICBAT
TOIMyTOHOBE. Madicoprnama newmamonuka MOXe Jia ce pasrieaa
KaTo Ma)KOPHO TPHU3BYYHe, KbM KOETO ca J00aBeHH /Ba TOHA —
BTOpa M IIeCTa CTeHeHU. BaxkHocTTa Ha newmamonuxama ce
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ompeziens U OT HelfHaTa PO B OPraHU3alUATA U CTPYKTypaTa Ha
Haii-u3M013BaHaTa CKANla B Jika3a — 671yc ckanama. 2

HW3nomn3BaHeTo Ha eleMEHTHTE KaTto pr¢oBe, OMOPHH
TOHOBE, Pa3iIMYHUTE BUJOBE CKalM, cleJBa Ja ObJe B sCHA,
JIOTMYHA II0CIEN0BATENHOCT, KAKTO U BbB BPb3Ka C TEMaTHYHUS
MaTepHal M XapMOHMYHaTa Tporpecus. ToBa e Heob6Xomuma
OCHOBAa 3a M3rpaXJaHe Ha MEIOAMYHA JIMHUSA B JDKa3
HMMIPOBU3AIHUATA.

2.3.3. XapMOHHYHA OCHOBA HA JI’Ka3a

XapMOHHYHHMAT CBAT HA JXKa3a ce M3TPak/ia Ha OCHOBATa
Ha TPaJuIHATa B eBpoleiickaTa My3HKaJHAa KyITypa, B KOSTO
(yHKIMOHATHATA ~ XapMOHMS ~ Hajara  [pPUHIOUIA  HA
B3aUMOZEHCTBHE MEXIY MaKOP U MUHOD.

Karo wu3kycTBO, B KOETO MMIIPOBH3aLHATa 3aeMa
LEeHTpalHa pOJiL, JDKAa3bT pa3BUBAa OTHOCHUTEIHO IPOCTH
My3HUKaIHH (OPMH, TPOCTUPAIIHN CE HAif-4ecTO B paMKUTE Ha 12,
16, 24, wnm 32 Ttakra. MenoauyHaTa JIMHHMS Ha TeMmaTa,
IpENoCTaBd M XAPMOHUUHAMA — OCHOBA, BBPXY  KOSTO
U3NBIHATENNTE  Pa3BUBAT  CBOMTE  MY3HKAIHH  HJICH.
Xapmonuunama cxema, KOATO IPH JKaza € U3MHCaHa ¢ OyKBEHO-
mppoBH O3HAYEHHMS, JaBa BB3MOXKHOCT Ha IHAHHCTa 3a
UHTEpIpeTalyss B JBE OCHOBHM HANpaBlIeHUs - KaTo
aKOMITAaHHMEHT Ha caMus cebe cu (HalpuMep B COJO, Iy0, TPHO
(dbopmarmu), n KaTo aKOMIIAHMPAI] Ha APYT CONUCT (B KBAapTeT,

12 Tasu cKana e xapaKTepHa 1 3a poK My3uKama, YUMTO KOPEHN NPOU3n3aT
ot bayca.
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KBAHTET U TH) B 3aBucuMocT ot TOBa aKOpAWUTE MOraT Ja ce
U3IBJIHABAT C €HA UIIN ABE PBLEC.

Baycbt, KaTo erHa OT OCHOBHUTE MY3HMKaJIHU (OPMHU B
JoKasza, Ce pa3BUBa Hal-yecTO B paMmKuTe Ha 12 TakTOoBa
XapMOHHYHA [POrPECHs, OCHOBaHA Ha B3aMMOJCHUCTBHETO
MEX/y TOHHKA, CyOJJOMUHAHTA ¥ JOMHHAHTA.

Ot nosiBaTa CH J0CEra XapMOHUYHama cxema Ha Oiyca
MOCTENIEHHO Ce YCloHsABA. Karto ce 3ama3Ba OCHOBHaTa
(hopmyiia TOHHKA — CYOJOMHHAHTA — JOMUHAHTA — TOHHKA, IIPU
cTuiia 6ub6on HANpUMEpP, MEXKIY Te3H OCHOBHM (QYHKIMH ce
THPCAT JOMBIHUTEIHN (DYHKIHMOHAIHH 3aBUCHMOCTH MEXIY
akopaute. H30126atiku 0mHOCUMETHAMA KOHCOHAHMHOCM HA
monukama 6 Knacuueckus 6nyc, cmunvm 06ubon cwvzoasa
cneyuuuna HecmaduiHOCHM U HARpejceHue, Koemo Oasa
nogeue ceo6oda u 0002ama6a My3UKANHUA e€3UK Ha
umnposuzamopume.

Jlpyra BaxkHa XxapMoHuuna npozpeciis B JuKasza ce cpemia
B 32 TakToBata (opMa, MO3HATA C TepPMUHA Lrhythm changes®.
Ts e KoHCTpyHmpaHa OT YETHUPH IEpHOIA IO OCEM TaKTa ChC
cTpyKTypa ,,AABA¥.

Hunposusayuonnus xapakmep Ha 02ca3a No360146d
npuemManemo Ha XAPMOHUUHAMA CXeMA Kamo c60eodpasHa
Qyukyuonanna pamka, 0asawya 6v3MOICHOCH 3a CBOOOOHO
mpemupane Ha npedsapumento Komnosupanus mamepuan. Toea
nomaza 3a uzepaxcoane Ha UHOUBUOYATIEH e3UK U CIUL.
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TPETA I''TABA
IInanoTo KaTO AKOMIAHHPALL HHCTPYMEHT B Y0 M TPHO

IInanoro e YHUBEPCAJIEH HHCTPYMEHT C IIUPOK JUara3oH
OT U3pa3HU CPEACTBA, KOUTO IIO3BOJISIBAT OIPOMHU Bb3MOKHOCTHU
3a n3sBa. OCHOBHA I1eJT 32 AKOMITAaHUPAIUA TMAHUCT € Ch3/1aBaHe
Ha noaxojsiia My3uKajlHa cpeaa 3a COJIUCTa. ToBa mocrass
pasianyHa npoGnemamKa, OTHAacsIIa Ce 10 3aJa4YUTE Ha ITMaHUCTa
B JDKasa:

e [InaHWCTBT KaTO COJNO W3MBJIHWATEN HOCH ITBJIHA
OTTOBOPHOCT 3a H3TpakaaHe Ha MY3HUKaJITHOTO
IIPOU3BEACHUE.

e [lumanucTeT B JAyOo Haif-uecTo € OTroBOpeH 3a
aKOMIIaHMMEHTa, Hu3paboTBaHeTO Ha 0acoBa JIMHUSA,
XapMOHMYHA IIpOrpecus, MOAXOAI] IPyyB U PUTHM. B
MHOT0 CITyJan TpsioBa Ja U3TPafy H HMIIPOBH3AIH.

e [lpu nuanucra B TPHO OTFOBOPHOCTTA € pasIpesieleHa
MeXTy TpHMaTa My3HKaHTH. B moBedero ciydan
MUAHUCTBT € OTTOBOPEH 3a IPEeJACTaBIHETO Ha
TEMaTUYHUs MaTepual, MMIIPOBHU3ALMATA, CHOTBETHATA
XapMOHHMYHA TIporpecus, KosTo e mox ¢opmara Ha
AKOMIIAaHHMEHT.

e [lpu muaHucTa B KBapTeT, KBHHTET, APYTH II0-IOJIEMH
IPyIH OTTOBOPHOCTTAa € PasmpefesicHa MEeXIy IToBede
MY3UKAaHTH B 3aBUCUMOCT OT (opmarusaTa. 3asayara Ha
[IMaHNACTA € CBbP3aHAa HAH-4eCTO C AKOMIAHMMEHT B
3aBHCHMOCT OT MOC/IEIOBATEIHOCTTA W CTPYKTypara Ha
AKOp/UTE B IIHECaTa.
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OT U3I0XKEHOTO TO-TOpe MOKEe Ja Cce HalpaBu
IPEANOIOKEHHETO 3a OOpaTHO MPONOpPLUOHANHA Ha Opos
My3HKaHTH 3aBHCHMOCT, OTHACAIA C€ JI0 PONATa H MACTOTO Ha
JDKa3 MMAHKUCTA B PA3IMYHUTE (hOPMAIIHH.

3.1. AKOMNaHUMEHT B y0 (hopManuu

1. Jlyern muaHo ¥ XOMOGOHEH MENIOJUYEeH HHCTPYMEHT,
HanpuMep PasIHYHU CTPYHHH M TyXOBH HHCTPyMEHTH. B Tasm
KaTeropus BIU3a U LyeThT ¢ BoKan. OCHOBHATA PO Ha IMAHOTO
€ Cb3[aBaHETO Ha IUIOCTCH AaKOMIAHMMEHT, KaTo  4YecTo
MHAHUCTHT H3IPAXKIA H CONOBA HMIIPOBH3AIIHS.

2. Jlyetn muaHO W TONU(OHWYEH WIM XapMOHHYEH
WHCTPYMEHT, HalpuMep Kurapa, BUOpadoH, aKOpACOH, BTOPO
ruaHo. [THaHUCTHT € eJHOBPEMEHHO COIMCT H aKOMITaHATOP.

3.1.1. lyo ¢ Mes1oAM4eH HHCTPYMEHT

JlyeTsT, chUeTaBaml MMaHo C MEJIOANYEH HHCTPYMEHT € Haii-
Pa3NpOCTpaHeHHs U HAali-OTrOBOPHHS Ayo (OpMaT 3a MHAHKUCTA B
mkaza. Karo mpaBmimo, 7iBaTa pBKa € CBBp3aHAa ChC
KOHCTPYyHMPAaHETO Ha OCHOBaTa HAa XapMOHHYHATAa CTPYKTypa,
JIOKaTo  JfICHAaTa  HaJArpakaa  akopaMTe B TAXHATA
nocnegoBatenHocT. Chb3faBaHeTO Ha CHELU(UYUCH epyys, WK
ompezieNieHa PUTMHYHA ITyJICAIUs € PasHpesieNieHO MEKIy JBeTe
poue. JlyOnupanero Ha MenoJusTa Ha TeMaTa Karo MPaBHIO
TpsibBa Ja ce M30sArBa, OCBEH B CIELUANHU, KyIMUHAIMOHHHU
MOMEHTH.

3.1.1.1. Akomnanumenm cvc cyunzupane

Tasu cnenupuyHa myJIcanus € BBIPOC Ha BBTPEIIEH yCeT,
ompezeNsia 0 rojsMa CTeleH HHIUBHIYaTHOCTTa U e3UKa Ha
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BCCKM €IWH JDKa3 MY3HUKaHT. Baxnoctra Ha CyYHHIApamusd
AKOMIIAHUMEHT C€ OIIpeacisi OT MHOFO6p0ﬁHHTe TCUYCHUA B
JUKas3a, IpuTeKaBallla TakaBa XapaKTCPUCTHKA.

o Jle¢punupane na ponama na 116a pvka

OcHOBHATa 3ajada Ha JisiBa pBpKa € CB3AaBaHECTO Ha
noaxozsma 6ac JIAHUS, KOATO CIIY’KH 32 OCHOBA Ha aKOPAUTE 1
onpencisd CTUINCTUKaTa Ha KOHKpETHATa IHeca B CUHXPOH C
JisICHATa pbKa.

o Jle¢punupane na ponama na 0Acna pvka

OcHOBHATa poJIsl Ha JSCHATA PbKA IIPH JyeTa C MEIOIUYCH
HMHCTPYMEHT € CB3/aBaHEeTO HAa XapMOHHYHATA M PHTMHYHA
OCHOBa Ha axkoMmaHuMeHta. Karo mpaBmino ce Hamara
U3II0I3BAaHETO Ha aKOPAH B TACHO Pa3MONOXKeHHe 0e3 OCHOBEH
TOH, KOWTO € B Oac (yHKIMATA Ha JsBa pbKa. Te3n akopau ca
Haif-4ecTo B TepLOBO, KBUHTOBO, IJIX CEITHMOBO 00pbIeHue. B
cBosita kuura ,Jazz Theory Resources” Bbpt Jluron
xnacupuIMpa TPY MOJEIa HAa aKOMIAHHMEHTA — OUALI0ZUYEH,
nesagucum u cunxponen.’ Tlpu oOuanozuunus mooen
AKOMIIAaHUMEHTBT ,,0TTOBapsA” Ha CONNCTa, KaToO IOIBIBA
HEroBHTE WJEHW, Hail-uecTo B Hay3uTe Mexay dpasure.
Hesagucum Mmoden ¥Ma, KOTaTo aKOMIIAHHMMEHTBT €
OTHOCHTEITHO CaMOCTOsITelIeH, 6e3 []a ce BIMsAe OT CONHCTA IO
OTHOILICHHE HAa PUTMHKATAa U XapMOHHsATA. B ciywaure, koraro
MENOAMATa M AaKOMIAHMMEHTBT 3ByYaT €JHOBPEMEHHO ce

3 Ligon, B. Jazz Theory Resources Volume Two, cTp. 281, Houston
Publishing, Inc., Dec. 2001
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Ha6J’I}OHaBa CUHXPDOHEH Mmooen. Ot JOBJTOTOJUIIHUAA CH OIUT B
pasiniHu 1yo (bOpMaI_II/II/I Mora HarpaBs CJI€IHUS U3BOI:

IIpuoputusupanero Ha KOHTO M Ja € OT TPUTE MOJEia B
JpKaza 1ie Ch3faje 0e3HHTepeceH, SAHOCTPAHYUB, OPU CKydeH
axoMmaHuMeHT. ToBa e 3aTpyJHHU COJIMCTA, KaTo LIe OrPaHUYH
HEroBHTE M3pa3HH cpeicTBa. bamaHcupaHoTo KOMOMHHpaHEe Ha
TpHUTE MOZEeIa € OCHOBHATA 3a/[a4ya pejl MHAaHUCTA 33 IOCTHIaHe
Ha 100po B3anMOZIeHCTBHE H TApTHUPAHE.

3.1.1.2. Akomnanumenm Ha 6arada

AKOMIIAHUMEHTHT Ha Oarada ce CMATA 3a HAH-TOISIMOTO
MPEIM3BUKATENICTBO Pe]] NMMAHUCTA B JHKa3a U MOpaJy TOBa €
JIOKA3aTeICTBO 3a HEroBaTra KPEaTHBHOCT W MailCTOPCTBOTO.
IpuynHa 3a TOBa € TEMIIOTO, KOETO IO NpaBwiIo ¢ 0aBHO. B
TAKOBa TEMIIO CHLIECTBYBA OMACHOCT OT pasliaJiaHe Ha MeTpyMa.
IMuanuctbT TpsIOBa J1a Ch3a/IC ONpPEEIICHA ITyJICaLHsl, KOSTO LIe
MOANIOMOTHE 32 CTPYKTYPUPAHETO Ha MHecaTa.

3.2. AKOMIIAHUMEHT B MHAHO TpUO popmanun®

B TOBa TPHO MHAHUCTHT € OCHOBEH FeHEPaTOp Ha My3HKaIHH
nnen. Heroara 3a1a4a e cBbp3aHa ¢ H3rpaXkiaHe Ha ISUIOCTHATA
dopmMa Ha mHecaTa — HMHTPORYKIHMS, TeMa, HMIPOBH3AIINA,
penpusa, Koza.

3.2.1. AKomnanumenm na memama

* U3cneppaHeTo ce 6a3npa BbpXy Hal-MONYAAPHOTO A4XKa3 TPUO, BKAKOYBALLO
n1aHo, KOHTPabac 1 yAaPHU UHCTPYMEHTH
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ChluecTBeHaTa pas3inka MEXAy Iyo U Tpuo (opmarure 3a
MHaHKCTa € OTMaJaHe Ha HEOOXOIMMOCTTa 3a M3paboTBaHEe Ha
6ac 1uHUA 1 HA OTIPENIeTIeH PUTMUYCH 2pyy6 B aKOMIAHUMEHTA.
Te3u 3a/1auu ca oBepeHu Ha Oacucra u 6apabanucra. CBobomara
OT TE3U 3aBHCHMOCTH J[aBa Bb3MOXKHOCT Ha [IHMAHUCTA B TPUOTO
a pa3BuBa (PYHKIMOHAJTHOCTTa HAa pPbLETE MO PAAUKAIHO
pa3iuueH HayuH B cpaBHeHue c ayera. OCHOBHa 3ajadya Ha
JIICHAaTa PbKa € M3rPaXKAaHe Ha MEJIOINYHATA JIMHUS HA TEMaTa 1
umnposu3anuaTa. Karto mpaBmimo nsBata pbKka ce 3aema C
XapMOHWYHMS M PUTMHYHUS aKOMIIAHMMEHT. 3a IOCTUTaHe Ha
nmo-6orara ¥ IUIbTHA 3ByYHOCT MHTEPIIPETAlMATA HAa aKOPAUTE
MOXE Jia ce paslpelensT MEXAy ABETe pblle, Hal-4ecTo Npu
TEMAaTHYHOTO U3JI0KEHHUE,

3.2.2. Koncmpyupane na unmpooykyus

WHTpOAYKIMSITA € HEM3MEHHA 4acT OT My3HKanHata (opma.
OTroBOpHOCTTa 3a HEHHOTO KOHCTPYHMpaHE NPH AyO0 W TPHO
(opmanmure [pe/ICTaBIIsBA 0co0eHO TBOPYECKO
[Pe/IM3BUKATENICTBO 3 IMAHUCTA B J1)Ka3a, Thil KaTo TOii ce sIBsiBa
OCHOBHUSA (popMooOpasyBail GakTop.

CranzapTHaTa JUKa3 HHTPOLYKIMS CE pas3lojiara B paMKHTeE
4yeTeH Opol TAaKkTOBE - YeTHpH, OceM, IiecTHajxeceT. HeitHara
3ajaya e Ja IOJrOTBH BCTHIIBAHETO HA OCHOBHATA TE€Ma, KaTo
3asiBY TEMIIOTO, PUTMUYHATA ITyJICALUs M TOHAIHUS LIEHTHD Ha
nHecara.

3.2.2.1. HnmpooyKyus c nogmopenue Ha 06a akopoa

e MHTpomyknust B CyMHTHpPAH PUTBM C IHOBTOpPEHHE Ha
TOHHKA U TOMHHAHTA
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e MHTpomykius B CyHHIHpaH PUTBM C HOBTOPEHHE Ha
TOHHUKA U aKOPJ] Ha CeZIMa CTETIeH

. I/IHTPOI[yKL[]/Iﬂ Ha 06oca HOBa ¢ IIOBTOPEHUE HA TOHHUKA U
JOMHWHaHTa

e MuTpomykius Ha camba ¢ HOBTOpEHNE Ha TOHUKA U aKOPJ
Ha ceJIMa CTeleH

. I/IHTPOI[yKL[PIﬂ B JKa3 — (1)"I)HK CTUJINCTHUKA C IIOBTOPEHUE
Ha TOHHUKA U aKOpJ Ha C€aMa CTEIECH

3.2.2.2. Humpooykyusa evpxy nopeouyama l —VI—1I1-V
e MHTpomyKius BPXY turnaround B CyHHTHPaH PUTBM

e Hurponykuus Ha 6oca HOBa BbPXY turnaround

e Mutpomykims Ha camba BBPXY turnaround

3.2.2.3. Humpoodykyus ¢ u3non3eane Ha memamuyeH
pacmenm

To3u Mozen MOXe Jja ce M3II0N3Ba NPH [DKA3 CTaHAApTH,
KOMTO Ca CHCTaBEHH OT HSKOJKO, Hali-4eCTO OCeM TaKTOBH
neproga. EmHa 0T BB3MOXKHOCTHTE € M3TPaXKIaHE Ha
BBBE/ICHUETO BBPXY HOCICIHHS OT TsX. Ts € XapakTepHa 3a
MTHECH M3rpajieHu BbpXy My3ukannute Gpopmu AB, AAB, ABC,
ABCD.

3.2.3. Koucmpyupane na yowadxcen unan na oxcas
cmanoapmume

®dunHamHATa 9aCT Ha BCSIKO MY3HUKaJTHO IPOU3BEACHUE UMa
TOJIIMO 3HAQ4Y€HUE 3a ISJIOCTHUA 3aMUCBHI U BHYLICHHUE. Z[O
M3BECTHA CTENEeH Ta3u 4acT ¢ 0000IIeHre Ha HICHTE Ha aBTOpa.
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Koncrpynpanero Ha (uHAI HA CTAHAAPTUTE B JKA3a 3aBUCH OT
xapakTepa U (opmara KOHKpeTHaTa Ha muecara. Ilpu Omyca,
HanpuMep, IMa HAKOJIKO CTAHIAPTHO YCTaHOBEHH BH3MOXKHOCTH,
HAJIOXKWIN ce KaTo obpaser 3a ¢uuan. Ilpu nuecure oT Taka
Hape4YeHUTe ,,lIeCeHHU" (OpMHU, B MHOIO CIydad MeJIOJHYHATA
JIMHUS Ha TEMaTa 3aBbPIIBA Ha TOHHKA. ToBa JaBa BE3MOXKHOCT
3a KOHCTpyHUpaHe Ha (hHHAI 10 pa3IuyHy HaunHU. EquH oT TIX e
U3II0/I3BaHe Ha TOHMKA HA IIIECTa CTENeH, aITepOBaHa C MOITyTOH
B HU3XO/ISII1A TOCOKA, TIOCJIeIBaHa OT JOMHHAHTA Ha BTOPa HHCKA
CTeleH Ipeau HocieqHus akopi. ViMa BB3MOXKHOCT M Jia ce
YIOBIDKH (parMeHTa KaTo ce H3M0NI3BaT IOPEIHIIa OT CTPAHUIHI
nomuHaHTH. ChINecTByBa M INpPHHOM 3a yABbDKCHHE Ha
¢uHanHaTa (pasa ¢ MoMOITAa Ha HAYaJIeH aKOpA, IOCTPOCH
BBPXY NOHIKEHA C MOMYTOH IIeTa CTEHeH.

JIxa3pT, KaTo My3HMKa Ha MMIIPOBH3alUsATa JaBa Ha
IIMaHUCTa OTPOMHA CBOOOJA 3a M3sABa. EJHOBpeMeHHO C TOBa,
AKOMITAaHUMEHTBT B {yO ¥ TPHO (OpMaIiH, OCTABs ONpee/IeHN
M3HCKBAHMUS, C KOUTO TOI € JUIBXKEH JIa ce ChboOpasH.
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3AK/IIOYEHUE

Vmnposusanusra e H3KYCTBO, HAChPUaBAIL0
BBOOPaKEHNETO H OPUTHHATHOCTTA. T € CBbp3aHa ¢ H3cieiBaHe
U TBOPYECTBO, KOUTO OTKPUBAT BB3MOXHOCT 3a H35Ba H
CrofielssHe HAa WHIMBHAYaTHHTE HJCH, OTIMYABAIA HHU KaTo
My3uKaHTH. ETHOBpEeMEHHO C TOBA, HMIIPOBH3AIHATA H3HCKBA
cra3BaHe Ha OIpe/IeNICHH [PaBIIIa U 3aBUCHMOCTH, HEOOXOAUMHU
3a yCNelIHa KOMyHMKalus M B3aumopeictBue. Hactosmoro
u3Cle[BaHE [aBa OCHOBAHHME Ji@ CE HANpaBAT CIEIHHTE
0000mLIeHNs, Kacaelld OCHOBHU CTHJIMCTHYHM BAapUAaHTH Ha
aKOMIIAaHHMEHT B [DKa3a - CYUHeUpaHus, OanaouyHus u
akomnasumernma, npu KOUMO OCMUHUME Ce USNBIAHABAM PasHo:

e CTUIbT ¥ XapaKTepbT Ha TEMaTa Ha KOHKPETHATa
myeca 3aJaBaT PUTMHUYHUTE U XapMOHMYHH
NpaBuila, KOMTO CIIY’KaT 3a OCHOBa Ha HEWHOTO
passurue. Ilpu cyumeupan axomnanumenm ca
XapaKTEpHU KPaTKH, CyXM aKOpJM, CHHKONUPAHE
U aKIeHTHpaHe Ha ciabute BpeMeHa. I'bcToTara,
HACUTEHOCTTa M CIOXKHOCTTA Ha TeMaTUYHATa
eKCIIO3UIIUA ca O0OpaTHO INPONOPLIHOHATHM Ha
akomnaHuMeHTa. [lo-akTuBHa € Hamecara Ha
[MaHUCTa B Iay3uTe€ Ha TeMmara M IpH
HMMIIPOBHU3AIIMUTE HA CONUCTHTE.

e Ilpum ngyeT aKOMIAHMMEHTBT C€ Ch3/aBa, KaTo
IsBa pbKAa CBHUPH 0ac IMHUS, NOKATO MSICHA —
aKoOpJHUTE OT XapMOHUYHATA MPOTPECHS B TACHO
Pa3IOIOKEHHE.
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B mmano Tpuo opmar akopaure IpU
aKOMIIAaHHMEHT Ce H3IBIHABAT Hal-4ecTo B
IIHPOKO PA3IOIOKEHUE.

WHrepnperauusta Ha 6arada  Npemnoiara
XapMOHHYHA CTPYKTYPa, KOSITO CE XapaKTepusnupa
C M3MO0JI3BAHE Ha M0-IbJITH, 3a/(bPKaHH aKOP/HU B
cpener peructbp. OT KIIOYOBO 3HAYCHHE Ca
ynotpebara Ha OOIIM TOHOBE, JBMKEHHETO BBHB
BBTPCLIHATE IJAaCOBE, CTPEMEXBT KbM IUIABHO
rnacoBozieHe. Ch3JaBaHe Ha KOHTpPA MEJOAHS,
ThPCEHE Ha IOIHM(OHUYHH [T0XBATH, 0COOCHO HPH
CTaTUYHOCT B TEMaTa, OLBETABAT U 00Orarssar
AKOMITAaHUMEHTA.

Ilpu mnwmecu or crunuctukata Ha Latin jazz
HEOOXOIUMHAT groove ce M3rpakaa ¢ IOMOIITA
Ha IUIaBHA, OCTHHATHA PHTMHKA M IIHPOKO
M3II0/I3BaHE HA BEPUDKEH CHHKOIL. XapakTepHU ca
M0-MEKOTO M HEHATPAIYMBO AKIEHTHPaHEe Ha
cla0uTe BpeMeHa.

Ilpy BcHUKM CTHJIOBE B JDKasza JyONUpaHETO Ha
TeMaTa 3ae{HO ChC COIMCTA € JOMYCTHMO CaMo B
OT/ICJTHH, CHICIIHAIHH CITy4aH, KOraTo ChIECTBYBA
HEOOXOAUMOCT OT CB3JaBaHE HA OIPEJEICHO
BHYIIICHHE.

HoTHHAT TeKCT Ha CTaHAAPTHTE HE € HUIIO APYTO, OCBEH

3a
CHTBOPSIBAT 3a€IHO, KATO BCEKH €IHH TPAOBa 1a ObIe OTBOPEH U
OTTOBOPEH KBM TOBAa, KOETO NpaBu Apyrusr. OCHOBHA 3ajada
Ipes IMaHKUCTa € IOCTUTAaHeTO Ha PaBHOBECHE MEXJIy Herosara

MYy3UKaJHaTa KapTUHA, KOATO [MAPTHBOPUTE
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OpHTHHANHA, CyOeKTHBHA My3HKAJIHA MHCBHJ, H Bb3IPHEMaHe 1
pa3BUBaHE HAa WIEHTE, NPCLIOKEHH OT HETOBUTE NApPTHBHOPH.
B3anMHO BIHSCIINTE CH M JONBJIBAIIN Ce My3HKAHH HJIEH Ca
YCJIOBHE 3a YCIELIHO B3aWMOJCIHCTBUE M Ch3aBaHE Ha JKUBA,
HCTHHCKA M BIbXHOBSIBAIA My3HKa. B T031 cMUCHI MOXe J1a ce
Kake, 4e JDKa3bT € CBOGOOPAa3HO YUMWIMINE NO OOIIyBaHEe M
TojiepaHTHOCT. HeroBara MMIpPOBH3ALMOHHA IPUPOJA HOCH
EHEprusiTa Ha Ch3JaBaHETO, HA Ch3UIAHHETO, HA PAKIAHETO, HA
MomeHTa. T HEKOTa He € e[[Ha M ChIla, BUHATH € CaMo cera, i
Hukora Beue. Ho BbIpEKH ,,BpeMEBOCTTA CH, Ta3d My3HKa
HpuTexaBa 0COOCHa CIIIa - CUIIaTa, KOSTO HU CBBP3Ba ¢ TBOpera.

w»Cayuaiinocmma e opyzomo ume na boz.“
Deodepuro Penunu

wHe ce cmpaxysaiime om zpewxu! Hama maxuea."
Maiinc Jleiisuc

wHayueme ecuuko! Cned moea 20 3aopageme.
Yapau Iapxop

»Camo 6 cnonmannocmma modxcem 0a 6voem moea,
Koemo HaucmuHa cme.

Jwcon Maknagpnun
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NPUHOCHU HA JTUCEPTAIIMOHHMA TPY ]

HanocuTe Ha JOUCEPTAllMOHHUA TPYA MOXKE Ha Cc€
pasrienatr B ABa aCIi€KTa — TCOPETUYUCH U IPAKTUICCKHU!

1. 3a mbpBU BT Ha 0a3aTa Ha M3CJEBAHE U AHAIM3 HA
Hali-yCIEIHUTE CBETOBHH IIOCTIXKEHHS Ce IIpe/iarar
KOHKPETHH IPAKTUYECKH MOJCIN M PELICHHUSI, KOUTO
e MOJNOMOTHAT MHAHHCTHTE B JjDKasa IpH
[aPTHUPAHETO UM BbB (HOPMALMHUTE yO U TPUO.

2. AHamu3upanm ca  crneuuM(uUHMTE 32  JDKasa
UHTEPIPETAIOHHH METOAM M IOXBATH, KaKTO U
OT/ECTHHTE  €IEMEHTH, KOHMTO O0OycmaBAT u
JONpPUHACAT 33 TAXHATa 3HAYMMOCT, Karo ca
IPENIOKEHH PEeIIeHHs 332 TSIXHOTO pa3BUTHE U
TIPHIIOKEHHE.

3. 3a mWBPBM TBT Ca CHCTEMATU3HPAHH AaBTOPCKUTE
HACOKHM 3a M3paboTBaHe Ha OPUTHHAJICH My3HKAaleH
€3HK C IOMOIITA 12 UMIIPOBH3ALHATA B JKA3a.

4. 3a mppBU OBT ONlaroJapeHHe Ha AbJITOTOAMIIHUS
ONMUT Ha aBTOpa C€ U3BEXKIA 3HAYCHHUETO Ha
PaBHOBECHETO MEXKIy WHTYHLHS M JIOTHKA 3a
[OCTHUraHe Ha  TBOPYECKO u OpraHu4YHO
B3aMMO/ICHCTBIE M MAPTHHOPCTBO MPH aHCAMOIOBOTO
CBHpPEHE B JKa3za.

45



NYBJIUKAIUMNA

. 3a UMIpoBHM3aLMsTA B KIACHKATa H Kasa
ITy6nukarnus B Musiclogy — bg.com, oTnen
,-My3HKalIHa HHTePIPETALHs U efaroruka’
https://musicology-bg.com/

3

. IImanoTO KaToO aKOMITAHMPAI] HHCTPYMEHT B
JUKa3 Iyo

ITyOnuxanus B ,,I"anepus na gymure™
https://galerianadumite.bg/%d0%bf%d0%b8%d0
%b0%d0%bd%d0%be%d1%82%d0%be-
%d0%ba%d0%b0%d 1%82%d0%be-
%d0%b0%d0%ba%d0%be%d0%bc%d0%bf%d0
%b0%d0%bd%d0%b8%d1%80%d0%b0%d 1 %8
9-
%d0%b8%d0%bd%d1%81%d1%82%d1%80%d
1%83%d0%bc%d0%b5%d0%bd%d 1%82/

46



NN

JOMBbJHATEJIHA TBOPYECKA TEMHOCT
2020 — 2024r.

Konnepru u decrupamu B byarapus u ayx6una — 227
YuacTus Ha TeaTpaliHu IpecTaBieHus — 76

Mys3uka 3a TeaTsp — 7

My3uka 3a urpaiex puim — 3

W3nanenu anbymu — 4

47



SOUTHWEST UNIVERSITY "NEOFIT RILSKI"
BLAGOEVGRAD
FACULTY OF ARTS

DEPARTMENT OF MUSIC

Antoni Kirilov Donchev

THE ART OF INTERACTION IN JAZZ AND THE
PROBLEMS IT POSES FOR THE PIANIST IN DUO AND
TRIO

ABSTRACT

at dissertation for awarding the educational and scientific degree
"Doctor", scientific field 8. Arts, professional field 8.3. Music
and Dance, doctoral program "Theory and Practice of
Performing Arts"

Scientific Director Prof. DSc Yordan Goshev

[Blagoevgrad\

//[ KomenTtupan [U1]: suum

2025

48



The dissertation was discussed and proposed for defense at a
meeting of the Department of Music, held on 04.03.2025,
protocol No.15 and by decision of the Faculty of Arts, protocol
No.25 —13.03.2025. The dissertation is structured in an
introduction, three chapters, conclusion, bibliography in a
volume of 133 pages. 26 sources were used. 28 albums were
studied. 69 examples were included.

Internal members of the scientific jury:

1. Prof. Ivanka Vlaeva, DSc
2. Prof. Philip Pavlov, DSc

External members of the scientific jury:

1. Prof. Velislav Zaimov, DSc - NMA “Prof. Pancho

Vladigerov”

2. Prof. Tsvetan Nedyalkov, PhD - NMA “Prof. Pancho
Vladigerov”

3. Prof. Momchil Georgiev, PhD - NMA “Prof. Pancho
Vladigerov”

The defense will be held on 07.05.2025 at 12:00 in the University
Building 1, Hall 571A of the South-West University "Neofit Rilski" -
Blagoevgrad.

All materials, related to the defense, are publicly available in the
Department of Music and are published on the website of the South-
West University "Neofit Rilski".

49



“I think the central philosophical aspect of the art of
improvisation is the Eastern concept of being in the present;
neither the past nor the future should get in the way of living fully
in the moment.”

Dave Liebman
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INTRODUCTION

The skill of partnering in music resembles that in life - we need
to listen, to communicate with attention, empathy and tolerance
for it to be meaningful and fulfilling. However, this is only
possible if there is a unified "encoding and decoding system" as
social psychology notes. In music, this system is the musical
score. Jazz, as the "music of the moment," is all about
improvisation, so successful interaction involves supplementing
the existing musical language with a new notational system of
"encoding and decoding" that should keep the music from
descending into chaos.

This study will examine the pianist's place and role, the art of
equal partnering, and interaction with musicians in duo and trio
settings. Specific interpretive methods and techniques will be
addressed, as well as the individual elements that condition and
contribute to their significance.

A decisive factor in addressing the issues in this study is the
experience gained during my many years of concert and recording
activity. In my practice as a pianist, composer, and conductor, I
have had the opportunity to participate in musical formations
ranging in style and number of participants from duets to Big
Bands and Symphony Orchestras. An important complement to
this experience is my teaching activity at the Neofit Rilski
University of Music and the Pancho Vladigerov National Music
Academy.

Relevance of the research topic

The development of art is directly related to the process of
changing reality and the ultimate dynamics of the late 20th and
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early 21st centuries. This poses new challenges for musicians,
requiring the acquisition of new experiences and skills to achieve
adequate and meaningful partnering and successful participation
in various musical formats. The lack of tradition and systematic
training in the field of jazz in Bulgaria on the one hand, and on
the other - the increasing number of young musicians wishing to
dedicate themselves to this music, determine the relevance of the
present study.

Object of the study

The object of this study is the place and role of the pianist as a
jazz performer, the art of equal partnering and interaction with
musicians in different jazz formations.

Subject of the study

The subjects of the research are the different interpretive methods
and techniques, the tasks they pose, and the means and
possibilities for their solution to achieve a meaningful
partnership.

Objective of the study

The aim of the research is to develop and enrich the possibilities
of accompaniment and improvisation, as well as to achieve better
musical communication and interaction in the construction and
interpretation of jazz music.

Purpose of the Study

The purpose of the study is to develop and enrich the
opportunities for accompaniment and improvisation, as well as 9

55



achieving better musical communication and interaction in the
construction and interpretation of jazz music works.

Tasks of the Study

Examination of the specifics of notation in jazz

Features of harmony, rhythm and structure

Finding and researching musical examples relevant to the
study.

Analysis of problems in ensemble playing.

Conclude to support solutions to the problems of
ensemble playing and the interaction between the
performers.

Means of expression.

Exploration of stylistic and interpretive techniques:

- accompaniment and solo

- chord placement

- melodic line and voicing

- the ability to listen

- the listening-response relationship

- tolerance

Methodology of the Study

Analysis - will be used to formulate the issues by
exploration at relevant examples.

Comparison - evaluating possibilities by comparing
different creative pursuits.
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e Intuition - the subconscious process of quickly comparing
patterns that suggest possible courses of action and
solutions. Intuition appears to be a crucial factor in
improvisation, where accurate and timely responses
determine the comprehensiveness of the interaction.
Because it is based on knowledge and experience,
intuition is evidence of the importance of qualitative
accumulation and intellectual development.

e Logic - since logic is a trinity of concept, reasoning, and
inference, it will serve to derive possible /musical/
conclusions and solutions.

e Personal experience as a performer, composer and
conductor.

Thesis of the study

Through an awareness of the role of the moment, and the
opportunities that present themselves to the pianist, to achieve a
creative and organic interaction and partnership in ensemble
playing in various jazz formations, as well as building their
musical language.

Report on the Contributions of the Study

The intention is to have two main plans as a contribution of the
Dissertation.

1.Theoretical:

All of the analysis and materials should enrich the theoretical
knowledge of piano and jazz students.
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2. Practical:

The thesis will summarize and systematize the role of the pianist
in jazz as a full partner, thereby contributing to the development
of performance art and pedagogy.
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CHAPTER ONE

Review and definition of the specific features of jazz. Examples
of successful musical partnership in duo and trio contexts.

1.1. Historical background

The genesis of jazz is regarded as a cultural clash between two
distinct spheres: the physical, sensual and intuitive world of
African slaves, and the intellectual, logical and formal world of
European settlers. This cultural dichotomy can be seen as a
fundamental element in understanding the relationship between
emotion and rationality in jazz. The balance between these two
elements is crucial in the construction of musical meaning in
jazz music.

1.2. Features of the encoding and decoding system in jazz

The main emphasis in jazz is improvisation, which is based on a
theme that sets the style, harmonic basis, and structure. This
underscores the utilization of relatively simplified, contoured
notation. The theme is typically a melody spanning 12, 16, 24, or
32 bars, with the harmony articulated through alphanumeric
notation.

1.2.1. Features of notation in rhythm
e Melody and rhythm
Swinging eighths

Eighth notes are the most frequently used when notating jazz
music. Their interpretation characterizes its rhythmic specificity.
In simplified notation, two eighth notes are usually played, with
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the first held approximately twice as long as the second, resulting
in a quasi-triplet movement:

h —3 0 3 —3 31 —3
AT " T T T T T T=—t —t —t  — —
27T i i I T i T ==T o — T T —
o v, 7 O~ O~ S~ B~ R~ R~ R—" W p — 7 — 7 — o—1
A4 I 1l
Dlal

The ratio between longer and shorter note durations can vary
within very subtle, almost imperceptible limits and is dependent
on tempo. In some cases, a particular phrase in eighth notes is
required to sound without being swung, i.e. as written, and is
denoted by the term "straight".

Swinging is the distinctive rhythmic characteristic that makes a
jazz musician largely recognizable.

The interplay between harmony and rhythm is a fundamental
aspect of jazz music.

The rhythmic patterns in jazz are often written in simplified
terms, akin to the notation of harmony in alphanumeric symbols.
The pentameter, a thythmic pattern characterized by slanted lines
and diamond-shaped symbols, serves as a foundation for jazz
rhythmic expression.

e Harmony and rhythm

Like harmony denoted by alphanumeric symbols, harmonic
rhythm in jazz is written in simplified terms. The notation uses
slanted lines and diamond-shaped symbols to indicate the number
of beats in a measure and the durations of the chords:
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Depending on the author's conception, the rhythmic figures can
also be written in a very specific way:

N4 — . . v
DR V= =] 71T T e 71

1.2.2. Features of notation in harmony

Another important feature of notation in jazz music, which
became established during the bebop style, is the writing of pieces
or songs with melody and harmonic scheme only. The chords are
written with alphanumeric notation, similar to baroque digitized
bass, but considerably more complex and detailed:

- Cmajor7-C7,

- Cmaj7, Cma7, CA

- Cm7, Cmin7, C-7

- Cmmaj7, Cm ma7, C-A7

etc.

There are also so-called slash chords. These consist of two chords
separated by a slash, with the bottom, or right (depending on how
they are spelt), denoting the note in the bass, and the top, or left -
the chord's upper structure.

1.2.3. Peculiarities in the interpretation of the theme
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The freedom in the treatment of thematic material in jazz allows
rhythmic, harmonic and melodic interference

1.2.4. Features of structure and form in jazz

As a genre emphasizing primarily improvisation, jazz pieces most
often have a simplified structure. It consists of three basic
elements: theme - improvisation (or improvisations) - theme.
Sometimes the theme is preceded by an introduction (“intro")
based on part of the thematic material, or is a short improvisation
on the so-called "turnaround”.

In the construction of musical form, there is a significant
difference between composed music and jazz. European art music
has enriched world culture with musical forms of extraordinary
complexity and structure. In jazz, the form is constructed during
the performance and depends on the type of theme and the length
of the improvisations. This is the reason why themes most often
consist of 12, 16, 24, or 32 bars. According to musicologist Janos
Gonda: "In jazz, the question of 'how' is undoubtedly more
essential than 'what'. The character of the theme, of the melody,
does not decide the fate of a jazz work. It is only the basis for
improvisation. The form is not a carefully planned and polished

"construction”, but only a scheme of a series of variations". **

4 Gonda, J. "Jazz - History, Theory, Practice". Music SPH. Sofia, 1975.
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1.3. The harmonic language of jazz

The harmonic language of jazz developed following the European
musical tradition. It is in a process of constant change and largely
determines the differences in its styles. From its emergence until
the 1940s, jazz was influenced by entertainment and dance music,
which limited it mainly to the use of simple Sth and 7th chords in
various placements. This is most characteristic of the swing era.

In the early 1940s, the first manifestations of the bebop style were
documented. Musicians of the younger generation began to play
music other than dance music, "musicians' music". Their music
deepened creative explorations and suggested a listening
audience ready to empathize with the emotion of the many solo
performances. Improvisation occupies a central place in the
structure of the pieces, and the performance skill reaches the
highest level. The harmonic language is complicated by the use
of extended chord progressions and chord substitutions.

A Night In Tunisia
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Further on in its development, jazz reaches the complex harmonic
language of composers such as Debussy, Ravel, Bartok,
Stravinsky, Schoenberg, Webern. The main reason for this can be
pointed out as the movement of jazz away from the dependencies
of commercial music, which turned it into an art with a strong
artistic and creative charge.
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Pianist Bill Evans was the biggest contributor. The music of the
20th century was a huge influence on him and complimented the
formation of his innovative harmonic language: "...he was able to
grasp and use the harmonic techniques and devices in the music
of Debussy, Satie, Ravel..., from Scriabin to Bartok and Milhaud,
and refiract them through the prism of jazz... From Debussy and
Ravel, he learns the indeterminacy and ambiguity of tonality,
from Bartok how to include wider intervals, from Milhaud how to
use bitonality and polytonality.”

1.4. Specificity of rhythm in jazz
1.4.1. Syncopation

Syncopation is an essential element of rhythmicity in jazz. By
shifting the strong tenses, the specific pulsation that gives this
music its dynamics and expressiveness is achieved. The special
treatment of weak tenses, and their accentuation in melody,
harmony and rhythm create its main characteristics.

1.4.2. Rhythmic phrasing

The rhythmic features of jazz are its most recognizable and
distinctive characteristic. They, like its other constituent
elements, are the result of a synthesis dominated by the influence
of African folklore, with its specific polyrhythm and polymetric.

Brad Mehldau is one of the contemporary pianists using metric
asynchrony to create dissonance in several variations. One of

5 Shadwick, K. Bill Evans: Everything Happens to Me musical biography.
San Francisco: Backbeat Books, 2002

64



these ways can be described as a separate, distinct thythm from
the main rhythm, which creates a dissonant rhythmic flow that
appears usually at the beginning of his improvisation. Another
way of metric asynchrony often appears in the last part of
improvisation and is accompanied by other dissonances, such as
polytonal melodic lines and harmonic destabilization. There is
also phrasing, that can be described as an "absence" of rhythm.

Understanding the specificity of the approaches that Brad
Mehldau uses with rthythm can be considered in two aspects:

- Micro rhythm, related to accentuation and freedom in the
treatment of time signature and meter;

- Macro rhythm, referring to expressive phrasing and
variation in terms of beat, delay or lack of tempo matching.

Ted Gioia explains: "The Mehldau Trio works in their rhythmic
reconfigurations at a very high level of virtuosity. It's particularly
exciting to listen to them float over the basic rhythm in irregular
time signatures, all the while maintaining a high level of
interactivity, interaction, and variety in their performance." '°

1.5. Specificity of accompaniment

16 Gioia, T. (2007). Assessing Brad Mehldau at mid-career. Retrieved from
http://www.jazz.com/features-and-interviews/2007/12/3 1/assessing-brad-
mehldau-at-midcareer
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The successful interaction of the pianist is directly related to the
ability to create an appropriate musical environment for his
partners. Good accompaniment enables the soloist to fully
express himself by not only helping, but also provoking him. This
can be defined as coordinated, mutually cohesive musical
decisions, with a result that satisfies the individual preferences of
the musicians. There are several aspects of such musical
convergence:

e temporal - organizing the interaction of performers over
time

e strategic - building the musical form in real-time

e gesthetic - inferring meaning from possibly divergent
preferences

The problems that stand out are two. The first is psychological
and is related to overcoming the desire for expression. This means
suppressing the ego, and listening skills and conforming to the
soloist. The second problem is cognitive and is related to the
pianist's knowledge and skills concerning harmony and rhythm,
conforming to the character and stylistics of the piece, which
should create the necessary foundation and comfort for the
partner and allow him to develop his ideas freely.

The pianist's interaction with his partners is directly dependent
on the type of musical format and the style of the music, with the
most complex problems manifesting themselves in duos and
trios.

1.6. The pianist in duo
The duet is the most challenging format for the pianist in jazz.

This is probably due to the fact that there are very few rules that
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govern it, the opportunities it presents, and the division of
responsibility for freedom between just two people.

The pianist has to structure the chords in an appropriate
arrangement, making a connection between them with skillful
voicing, while also creating an appropriate rhythmic pulsation.
Most often, this involves the need to create a bass line, which
distinguishes the duet from other forms of partnership.

This formation is particularly important to me and has largely
defined my development as a musician. Starting in 1984, when
together with Hristo Yotsov we created the duo Acoustic Version,
my interest in this chamber music allowed me to perform and
record duets with many Bulgarian and foreign jazz musicians.
Some of them are Milcho Leviev, Simeon Shterev, Lyudmil
Georgiev, Yildiz Ibrahimova, Kamelia Todorova, Anatoly
Vapirov, Joe Lovano, Tom Harrell, Kurt Elling, George Garzon,
Tommy Smith, Eric Vloeimans, Christoph Lauer.

1.7. The pianist in the trio

The trio in jazz has become an exceptional vehicle for the
expression of possibilities and interaction between musicians. All
the great pianists have worked in this format. In the words of the
eminent researcher Leonard Feder: “In the trio form, the pianist
can enjoy the opportunity to juggle the roles of soloist and
accompanist.” "7

17 Feather, L. "Leonard Feather's Choices for the 10 Greatest Jazz Piano
Trios," Keyboard, February 1984
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The piano trio became important in the late 1940s in the bebop
style. It was emancipated from the so-called rhaythm section and
in time became the most important format for the pianist in jazz.
He is the main figure responsible for building the overall musical
sense. Unlike the duo, in the trio, the pianist is freed from the duty
of taking care of the bass line. This opens up the possibility of
using so-called "rootless" chords - chords without a fundamental
tone in the bass:
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When playing in a trio, the pianist can use both hands to create
chords with the complexity of an orchestral sound.

1.7.1. The importance of the Bill Evans Trio

Bill Evans “..rewrote the language of modern jazz piano,
incorporating  techniques, influenced by classical music,
particularly the music of the French Impressionists, creating an
ensemble style known for its complex, remarkable, organic way
of interacting.” '®

In his trio formations, the traditional accompaniment function of
the double bass and drums changes. They become equal soloist
partners on the piano, something previously unknown. Their
performances approach the heights of an elite chamber formation,

18 Teachout, T. "Does Bill Evans Swing?", Commentary January 1998: p. 46
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regardless of the improvisatory nature of the music. These trio
formations completely changed the way musicians played
together and interacted with each other, and are recognized as the
most significant in jazz history.

1.7.2. The evolution of the Brad Mehldau Trio

Despite the inevitable influence of Bill Evans, from whom he
learned beautiful and fluid voice-leading, and Keith Jarrett, from
whom he borrowed the free-flowing, soaring and emotive
musicianship, Brad Mehldau found his path, which determined
his successful musical career. Of particular interest is Mehldau's
intriguing balancing act between consonance and dissonance,
creating a musical picture that serves as a starting point for the
development of improvisation.

"

According to jazz critic and writer Ted Joya, "...there are four
main reasons for Mehldau's remarkable impact as a pianist:
redefining the roles of left and right hand; expanding the trio
repertoire; rhythmic phrasing; freedom from clichés...” '°

Brad Mehldau often plays the music of pop and rock artists such
as Lennon/McCartney, Radiohead, Jimi Hendrix, Kurt Cobain,
and Paul Simon, modelling it after his interpretive views.

1.8. Keith Jarrett and the importance of spontaneity

¥ Gioia, T. (2007). Assessing Brad Mehldau at mid-career. Retrieved from
http://www.jazz.com/features-and-interviews/2007/12/3 1/assessing-brad-
mehldau-at-midcareer
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Of contemporary jazz pianists, Keith Jarrett can be cited as an
example in terms of spontaneity. During his completely
improvised solo concerts, he goes on stage without any idea of
what the first note will even be. (It happened to me for the first
time in 1996, when together with the saxophonist Anatoly
Vapirov we dared to play a concert without any preliminary
arrangements. After that, every concert we did as a duo or trio
with Stoyan Yankulov continued in the same way). “Jarrett is
simply one of the greatest pianists that ever existed!"*°, exclaims
the famous British classical pianist, Stephen Osborne.

1.8.1. The Art of the Trio

Keith Jarrett released more than 33 solo and 25 trio albums, most
of which were recorded live in concert - further evidence of his
attitude toward spontaneity. Building on the tradition established
by Bill Evans, Jarrett's trio creates deeply emotional, virtuosic
music that is marked by freedom yet precision, explosiveness yet
restraint. Moments of tonality and atonality alternate, creating
long, flowing musical lines. The interaction and communication
between the three musicians reaches dimensions where the group
improvisations take on a complexity characteristic of composed
music. All these characteristics make Keith Jarrett's trio one of
the leading jazz ensembles, performing in the world's most
prestigious venues. The balance between spontaneity and control,
due to an exceptional command of the instrument, is what makes
Keith Jarrett Trio's music so deeply communicative. They are
underpinned by musical cultural accumulations, that reveal

2 https://www.stevenosborne.com/thoughts/on-keith-jarrett-and-improvising
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themselves in the three musicians ability to create meaning from
the smallest nuances, phrases, and even individual tones.

The Keith Jarrett Trio's art is proof, but also a lesson, that an
authentic performer's experience is more important to the
audience than the use of proven, "sanitized" templates. This, of
course, also requires the extraordinary courage needed to cross
the threshold of the unknown and overcome doubt. This is the
main thing that distinguishes in jazz the true artist, creating his
language, from the interpreter who copies and exploits ready-
made models and clichés.
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CHAPTER TWO
Creating solo improvisation

Creativity as a concept is associated with a specific high
intellectual manifestation, which is different from the generally
accepted one. In their study, Musical Creativity, Irene Deleage
and Geraint Wiggins see "creative capacity as a fundamental
property of normative human cognition” and argue that
"creativity requires a fusion of six distinct but interrelated
resources: intellectual ability, knowledge, thinking styles,
personality, motivation, and environment." *' All of this is
entirely relevant to the art of improvisation, where performance
and momentary composition merge into one. The essence of
the art of musical improvisation is, in effect, composing music
“on the fly”. “There are experiments conducted by Charles Limb
using functional magnetic resonance imaging that show brain
activity during musical improvisation. There was increased
activity in the medial prefrontal cortex, which is an area
associated with increased self-expression. In addition, there was
decreased activity in the lateral prefrontal cortex, which is an
area associated with self-monitoring. This change in activity is
thought to reduce inhibitions that normally prevent people from

taking risks and improvising”. 2

2. 1. Improvisation before jazz

2 Deliege, 1., Wiggins, G. "Musical Creativity - Multidisciplinary Research
in Theory and Practice", Psychology Press, East Sussex 2006, p. 135

2 https://www.artsandmindlab.org/charles-limb-md-mapping-the-creative-
minds-of-musicians/
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Improvisation is also found in other musical genres and eras, such
as Baroque, Pre-Classical, Romantic, 20th-century "serious"
music, and folk music. There are many written documents from
the period from the 17th to the 20th centuries that describe the
improvisational skills of the Bach family, Georg Friedrich
Handel, Pietro Antonio Locatelli, Antonio Vivaldi, Wolfgang
Amadeus Mozart, Ludwig van Beethoven, Niccold Paganini,
Franz Liszt, Sigismund Thalberg, Anton Bruckner, Dimitri
Nenov, Dmitri Shostakovich, Pancho Vladigerov, John Cage,
George Crumb, Witold Lutoslawski, Krzysztof Penderecki, Vasil
Kazandjiev and others, who often improvised on their themes, or
themes set by the audience.

The relationship of improvisation to the emergence of cadenzas
in solo concertos should also be noted here. In these, the
performer not only showed his virtuosic mastery, but also the
invention to improvise on the themes of the corresponding
movement of the concerto.

In the 20th century, the technique of aleatoric appeared in Europe
and the United States.. It came somewhat close to the essence of
jazz, as composers fixed certain parameters for improvisation on
certain patterns.

Improvisation is widely used in aleatoric as well as East Asian
music. They approach contemporary jazz in several key aspects
of utmost importance. In them, intuition, spontaneity, and the
ability to organize processes during the construction of the
composition and musical material, are of key importance.

2. 2. Defining jazz improvisation
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The definition of improvisation as jazz is contained in the
melodic, harmonic and metro-rhythmic characteristics distinctive
to this style. In classical music, as a rule, improvisation is an
occasional occurrence, that does not significantly influence the
form of the work. In jazz music, improvisation is a form-forming
element. An important distinguishing characteristic in jazz music
is the actual appearance of a new work in each performance. It
is usually based on previously composed material in the form of
a song, or instrumental piece, usually within 12, 16, 24, or 32
bars. This is the so-called theme. The theme provides the basic
musical elements that serve as a basis for the purposeful
development and creation of new musical material. In his book
“A Chromatic Approach to Jazz Harmony and Melody”, David
Liebman explores improvisation and its relationship to the
balance between three aspects:

‘mind - intellect - head - thought - ideas
body - technique - hand - skill - means
soul - expression - heart - feeling — emotions”
He points out a few basic steps to mastering improvisation:

“Intellectual understanding, organized practice, integration
into technique, emotional shaping of the idea, conveying the
idea” 23

2 Liebman, David, "A Chromatic Approach to Jazz Harmony and Melody",
Alfred Music 2015, p. 7
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2.3. Structural elements for building solo improvisation
2.3.1. Specificity of melody in jazz

In jazz music, there are some specific characteristics in the
melody.

o Relatively simple, uncomplicated musical lines that
could be easily sung. (In fact, the vast majority of jazz
standards are songs).

e The repetitiveness of phrases, and extensive use of
sequences.

e A logical chord structure on which the theme melody
is based. Frequent use of the sequence built on the
relationship between 2 - 5 — 1 chord progression and
so-called "turnaround" (1-6-2-5)

e Clear and logical rhythm and phrasing.

The reason for this relative simplicity in the melody of jazz song
themes can be sought in their origins. Many of them are popular
songs from the 1920s, 1930s, 1940s and 1950s. Others have been
featured in musicals, Broadway shows, and musical shows.

The list of jazz standards is constantly being updated, with new
works being added to expand and enrich the repertoire of jazz
musicians. %*

While from the era of its emergence until the late 1940s jazz was
closer to popular and dance music, in its development in the

2 Following the emergence of pop and rock music in the 1960s, some of the
works from these genres also made it onto the list of jazz standards.
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following years it gradually became concert music, requiring a
certain intellectual potential.

2.3.2. Creating a melodic line

Improvisation building is most often based on specific thematic
material. Learning the melodic line of the theme is the first step
to building a good improvisation. The next step is learning the
harmonic progression, which must be mastered and automated.
Other elements that aid in building improvisation are the scales
corresponding to the chords and the specifics of the rhythm.

2.3.2.1. Definition and use of riff

The sequence is widely used as a device in music. In jazz
terminology, it has been replaced by the term "riff”".

There are various possibilities for the use of riff in improvisation:

e Adding adjacent tones, paraphrasing the melodic line of
the theme

e Use of scale passages

e Use of arpeggiated motifs

e Combining different types of riff

e Complication of rhythmics

The importance of the riff is conditioned by its significance in
shaping and structuring a coherent and logical improvisation,
which has an inseparable relationship with the composed theme.

2.3.2.2 Defining and using reference tones

Finding the tones that are common to the chords of the harmonic
scheme is an important next step in improvisation. These help in
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better voicing as well as the relationship between individual
chords. These tones are a kind of tonal center, that could even be
used on their own, if grouped into a suitable rhythmic figure.

2.3.2.3. Passing tones

The use of passing tones is very characteristic of jazz
improvisation. Their significance is based on temporal instability,
the creation of tension, and anticipation, which leads to resolution
and consonance. Depending on their belonging to a particular
scale, they can be diatonic or chromatic.

2.3.2.4. Scales

In the terminology of jazz music it is customary to use the
classical terminology for the names of the various scales - Ionian,
Dorian, Phrygian, Lydian, Mixolydian, Aeolian, Hypophrygian
(or Locrian) scale. Some of the commonly used scales in jazz are
major and minor pentatonic. They belong to the so-called
anhemitonic pentatonic or those that lack semitones. Major
pentatonic can be thought of as a major triad to which two tones
have been added - the 2nd and 6th. The importance of pentatonic
is also determined by its role in the organization and structure of
the most used scale in jazz, the blues scale.

The use of elements such as riffs, reference tones, and different
types of scales, should be in a clear, logical sequence, and related
to the thematic material and harmonic progression. This is a

25 This scale is also characteristic of rock music, whose roots come from the
blues.
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necessary foundation for building a melodic line in jazz
improvisation.

2.3.3. Harmonic foundation of jazz

The harmonic world of jazz is built on the tradition of European
musical culture in which functional harmony imposes the
principle of interaction between major and minor.

As an art in which improvisation takes a central role, jazz
develops relatively simple musical forms, usually spanning 12,
16, 24, or 32 bars. The melodic subject line also provides the
harmonic foundation, upon which performers develop their
musical ideas. The harmonic scheme, which in jazz is spelt out
with alphanumeric designations, allows the pianist to interpret in
two main directions - as accompanist of himself (e.g. in solo, duo,
trio formations), and as accompanist of another soloist (in a
quartet, quintet, etc.). Depending on this, the chords can be played
with one or two hands.

The blues, as one of the main musical forms in jazz, most often
develops within a 12-bar harmonic progression based on the
interplay between the tonic, subdominant and dominant. Since its
appearance, the harmonic scheme of the blues has gradually
become more complex. While retaining the basic tonic-
subdominant-dominant-tonic formula, in the bebop style, for
example, additional functional relationships between chords are
sought between these basic functions. By avoiding the relative
consonance of the tonic in classical blues, the bebop style creates
a specific instability and tension that gives more freedom and
enriches the musical language of improvisers.
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Another important harmonic progression in jazz occurs in the 32-
bar form known by the term “rhythm changes”. 1t is constructed
of four periods of eight bars with an “AABA” structure.

The improvisational nature of jazz allows the adoption of the
harmonic scheme as a kind of functional framework, enabling a
free treatment of the pre-composed material. This helps to build
an individual language and style.
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CHAPTER THREE

The piano as an accompanying instrument in duo and trio

The piano is a versatile instrument with a wide range of means of
expression that allow enormous possibilities for expression. The
main goal for the accompanying pianist is to create a suitable
musical environment for the soloist. This poses a different set of
problems concerning the pianist's tasks in jazz:

The pianist as a solo performer is fully responsible for the
construction of the musical work.

The pianist in a duo is most often responsible for the
accompaniment, working out the bass line, harmonic
progression, appropriate groove and rhythm. In many
cases, he must also build improvisation.

With the pianist in a trio, the responsibility is divided
among the three musicians. In most cases, the pianist is
responsible for the presentation of the thematic material,
the improvisation, and the corresponding harmonic
progression, which takes the form of an accompaniment.
In the case of the pianist in a quartet, quintet, or other
larger groups, the responsibility is divided among more
musicians depending on the formation. The pianist's task
is mostly related to accompaniment, depending on the
sequence and structure of the chords in the piece.

From the foregoing, one can make the assumption of an inversely
proportional relationship to the number of musicians, concerning
the role and place of the jazz pianist in different formations.
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3.1. Accompaniment in duo formation

1. Piano and homophonic melodic instrument duets, e.g. various
string and wind instruments. This category includes duets with
vocals. The main role of the piano is to create an overall
accompaniment, and often the pianist also builds a solo
improvisation.

2. Duets piano and polyphonic or harmonic instruments, e.g.
guitar, vibraphone, accordion, second piano. The pianist is both a
soloist and the accompanist.

3.1.1. Duo with melodic instrument

The duet, combining piano with a melodic instrument, is the most
common and most responsible duo format for the pianist in jazz.
As arule, the left hand is involved in constructing the basis of the
harmonic structure, while the right hand builds the chords in their
sequence. The creation of a specific groove, or a particular
rhythmic pulsation is shared between the two hands. Duplication
of the melody of the theme should as a rule be avoided, except at
special climactic moments.

3.1.1.1. Accompaniment with swinging

This specific pulsation is a matter of inner feeling, defining to a
large extent the individuality and language of each jazz musician.
The importance of the swinging accompaniment is determined by
the numerous styles in jazz possessing such a characteristic.

e Defining the role of the left-hand
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The main task of the left hand is to create an appropriate bass
line, which serves as the basis for the chords and determines the
style of the particular piece in sync with the right hand.

e Defining the role of the right-hand

The main role of the right hand in a duet with a melodic
instrument is to create the harmonic and rhythmic basis of the
accompaniment. As a rule, it requires the use of chords in close
position without a fundamental tone, which is in the bass function
of the left hand. These chords are most often in tertian, fifth, or
seventh voicing. In his book “Jazz Theory Resources”, Burt
Ligon classifies three patterns of accompaniment - dialogic,
independent, and synchronous. *° In the dialogic model, the
accompaniment "responds"” to the soloist by complementing his
ideas, most often in the pauses between phrases. The independent
model is when the accompaniment is relatively independent, not
influenced by the soloist in terms of rhythm and harmonic. In
cases where the melody and accompaniment sound
simultaneously, a synchronous model is observed. From my many
years of experience in various duo formations I can draw the
following conclusion:

Prioritizing any of the three models in jazz will create an
uninteresting, one-sided, and even boring accompaniment. This
will hinder the soloist by limiting his means of expression. A
balanced combination of the three models is the main task facing
the pianist in achieving good interaction and partnering.

% Ligon, B. Jazz Theory Resources Volume Two, p. 281, Houston
Publishing, Inc., Dec. 2001
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3.1.1.2. Accompaniment of a ballad

The accompaniment of a ballad is considered to be the greatest
challenge facing the pianist in jazz and is therefore a testament to
his creativity and mastery. The reason for this is the tempo, which
as a rule is slow. At such a tempo there is a danger of the meter
breaking down. The pianist must create a certain pulsation that
will aid in structuring the piece.

3.2. Accompaniment in piano trio formations *

Pianist is the main generator of musical ideas in such formations.
His task is related to the construction of the overall form of the
piece - introduction, theme, improvisation, reprise, and coda.

3.2.1. Accompaniment of the theme

The essential difference between the duo and trio formats for the
pianist is the elimination of the need to work out a bass line and
a particular rthythmic groove in the accompaniment. These tasks
are entrusted to the bassist and drummer. The freedom from these
dependencies enables the pianist in the trio to develop hand
functionality in a radically different way than in the duo. The
main task of the right hand is to build the melodic line of the
theme and improvisation. As a rule, the left hand is occupied with
harmonic and rhythmic accompaniment. To achieve a richer and
denser sonority, the interpretation of the chords may be divided
between the two hands, most often in thematic exposition.

* The study is based on the most popular jazz trio including piano, double
bass and drums.
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3.2.2. Constructing an introduction

Introduction is an integral part of the musical form. The
responsibility for its construction in duo and trio formations poses
a particular creative challenge for the jazz pianist, as it is the main
form-forming factor. The standard jazz intro is set within an even
number of bars - four, eight, sixteen. Its job is to set up the
introduction of the main theme by stating the tempo, rhythmic
pulsation, and tonal center of the piece.

3.2.2.1. Introduction with repetition of two chords

e Introduction in swing rhythm with repetition of tonic and
dominant

e Introduction in swing rhythm with tonic and chord
repetition in seventh-degree

e Introduction of bossa nova with repetition of tonic and
dominant

e Samba introduction with tonic repetition and seventh-
degree chord

e Jazz-funk intro with tonic repetition and seventh-degree
chord

3.2.2.2. Introduction to the sequence I - VI-1I -V

e Introduction on a turnaround in swing rhythm
e Introduction of bossa nova on a turnaround
e Samba's introduction on a turnaround

3.2.2.3. Introduction using a thematic fragment

This model can be used with jazz standards, that are composed of
several periods. One possibility is to build the introduction on the
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last of these. It is characteristic of pieces built on the musical
forms AB, AAB, ABC, and ABCD.

3.2.3. Constructing an extended finale to jazz standards

The final movement of any piece of music is very important to
the overall conception and suggestion. To some extent, this
movement is a summary of the composer's ideas. The
construction of the finale of standards in jazz depends on the
character and form of the particular piece. In blues, for example,
there are several standard possibilities, established as models for
a finale. In pieces of so-called "Song" forms, in many cases, the
melodic line of the theme ends on the tonic. This makes it possible
to construct a finale in a variety of ways. One of these is the use
of the tonic on the 6th, altered by a semitone in the descending
direction, followed by a dominant on the low 2" before the last
chord. Another can be achieved by extending the fragment using
a series of side-dominant notes. There is yet another possibility
of lengthening the final phrase by using an initial chord built on
a fifth-degree lowered by a semitone.

Jazz, as a music of improvisation, gives the pianist great freedom
of expression. At the same time, accompaniment in duo and trio
formations makes certain demands with which he must comply.
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CONCLUSION

Improvisation is an art that encourages imagination and
originality. It is about exploration and creativity, which opens up
the opportunity to express and share the individual ideas that set
us apart as musicians. At the same time, improvisation requires
adherence to certain rules and dependencies necessary for
successful communication and interaction. The present study
warrants the following generalizations concerning the main
stylistic variants of accompaniment in jazz: swing, ballad, and
even-eighth accompaniment:

The style and character of the theme of a particular piece
set the rhythmic and harmonic rules that serve as the basis
for its development. In swing accompaniment, short, dry
chords, syncopation and accentuation of weak tenses are
characteristic. The density, richness and complexity of
thematic exposition are inversely proportional to the
accompaniment. The pianist's intervention is more active
in the pauses of the theme and the soloists’
improvisations.

In a duet, the accompaniment is created by the left hand
playing the bass line while the right-hand plays the chords
of the harmonic progression in a close position.

In piano trio format, the chords in accompaniment are
most often played in a wide arrangement.

The ballad interpretation suggests a harmonic structure,
characterized by the use of longer, held chords in the
middle register. Of key importance are the use of common
tones, movement in the inner voices, and the striving for
fluency. Creating a counter melody, looking for
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polyphonic techniques, especially when there is static in
the theme, brings color and enriches the accompaniment.

o In pieces of Latin jazz stylistics, the necessary groove is
built using a smooth, ostinato rhythm and extensive use of
chain syncopation. The softer and unobtrusive
accentuation of the weak tenses is characteristic.

e In all styles of jazz, doubling the theme with the soloist is
only permissible in isolated, special cases where there is
aneed to create a particular suggestion.

The sheet music of the standards is nothing but a canvas for the
musical picture, that the partners create together, each having to
be open and responsible for what the other is doing. The pianist's
main task is to strike a balance between his original, subjective
musical thought, and accepting and developing the ideas
suggested by his partners. Mutually influencing and
complementary musical ideas are a condition for successful
interaction and the creation of lively, genuine and inspiring
music. In this sense, jazz can be said to be a kind of school of
communication and tolerance. Its improvisational nature brings
the energy of the moment, imagination, creation, birth. It is never
the same, always only now, and never any more. But despite its
"temporality," this music has a special power - the power that
connects us to the Creator.

“Chance is another name for God.” Federico Fellini
“Don't be afraid of mistakes! There are none.” Miles Davis
“Learn everything! Then forget it.” Charlie Parker

“Only in spontaneity can we be who we are.” John McLaughlin
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CONTRIBUTIONS OF THE DISSERTATION

The contributions of the dissertation can be considered in two
aspects — theoretical and practical:

1. For the first time, based on research and analysis of the most
successful world achievements, concrete practical models and
solutions are proposed. This will assist jazz pianists in their
partnership in duo and trio formations.

2. The interpretation methods and techniques specific to jazz are
analyzed, as well as the individual elements that determine and
contribute to their significance. Solutions for their development
and implementation are proposed.

3. For the first time, the author's guidelines for creating an original
musical language using improvisation in jazz are systematized.

4. For the first time, thanks to the author's long-term experience,
the importance of the balance between intuition and logic for
achieving creative and organic interaction and partnership in
ensemble playing in jazz is brought out.
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1. On improvisation in classical music and jazz
Published in Musicology — bg.com
Section “Music Interpretation, Pedagogy”, Oct., 2024
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2. The piano as an accompanying instrument in a jazz duo
Published in “Gallery of Words”
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ADDITIONAL CREATIVE ACTIVITY

2020 - 2024

1. Concerts and festivals in Bulgaria and abroad — 227
2. Participation in theatrical performances — 76

3. Music for theater — 7

4. Music for feature films — 3

5. Released albums - 4
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