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YBOJ{

HacrosmaTa aucepranus € MOCBETEHA Ha jKaHpa KalpUuuo 3a COJIO
uryika npe3 XX BeK, KaTo BbB (JOKyca Ha H3CIEABAHETO Ca HETOBUTE CTHIIOBU
U TEXHUYECKH XapaKTEePUCTHKH.

Cnen HanpaBeHa 0OCTOMHA CIIpaBKa Ha CHINECTBYBAILIUTE U3CICIBAHHS
10 TeMaTa CTUTHAaX [0 KOHCTATalUATa, Y€ >KaHPBT KAMPHUIHO 33 COJIO IUTYJIKA
mpe3 XX Bek Bce Olle He e M1 00eKT HA 3a/1bJ100YeH M IHPOKO 00XBaTeH
HAaYYHOM3CJICIOBATEICKH HHTEpec.

C wmswmoueHne Ha TBOpOMTEe Ha [leThp XpHCTOCKOB, JIMIICBa
HH(popManus WM U3BECTABAHEe HA M3MBJIHUTEJICKH ONMT TI0 OTHOLICHUE Ha
MHTEpIIpeTalusITa HAa My3MKa OT TaKkbB THII, HA AHAJIM3H HAa TEXHUYECKA
npoOieMaTHKa IpH pean3anys Ha TBOPOUTE OT Pa3IMyHH HAITHOHAIHH [IKOJIH.
ToBa o0ycnaBst MOsITa MOTHBALMS /1a C€ HACOYAa KbM HACTOALIOTO M3CIIECIBaHE.
TemaTa e akTyanHa ¥ MOXe Ja Aajie MIHUpOKa MH(GOpPMAIUI 3a CTUIIOBaTa U
TeXHHYecKaTa mpobjeMaTHKa B TBOPUECTBOTO HA PA3MUYHU KOMIIO3UTOPH, 32
crenudrKaTa Ha TIXHOTO MHUCJICHE U J1a OTpa3u KadecTBaTa Ha TBOPUECTBOTO Ha
CBOTBETHHS aBTOP.

O0eKT Ha HACTOSIIIOTO M3CJIE/IBAHE € TBOPUECTBOTO B )KAHPa KalpHIHoO
3a cosio uurynka npe3 XX Bek Ha Komno3uTopu ot bearapus, Pycus, CAILL,
omma n Ucnanus.

IIpeamer Ha uscnenBaneTo ca 56 TBOpOH, ch3aaneHn npe3 XX BeK OT
xomnosutopure Ilersp XpucrockoB, Backo AGamxues, Jleon CypyxoH,
Wopnan Tomes, Koucrantun Mocrpac, I'paxuna Baresuy, Xoakun Poapuro,
Jlxon KopunsHo, Crennu Yaliubp u Anapeac Makpuc.

Heara Ha U3cIeIBAHETO € Ja C€ MPEACTABAT €CTETHUECKUTE HJIEH,
U3MOJ3BaHUTE  M3Pa3HU  CPEICTBA,  TEXHUYECKUTE  HOpPUAOMH  H
MHTEPIPETALMOHHNTE IPOOJIEMH B IPOU3BEACHHTA B )KaHPa KalIPUIHO Ha SIPKU

aBTopu oT bwirapus, Pycus, CAILL, ITomma u Ucnanus.
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OT Taka mpecTaBeHaTa 1ej MPOU3IN3aT CICAHUTE 3adaul:

1. la ce mpoydYarT M aHAIU3UPAT CICHUAIU3UPAHUTE JUTECPATyPHHU
M3TOYHUIIM M U3CIIE/IBAHKS, CBbP3aHH C TeMara.

2. Jla ce U3BECTH M CHCTEMATH3HMpa U3IMIbIHUTEICKATA [TpOo0IeMaTHKa B
PETETHIHOHHUS U KOHUEPTHO-CIICHUYHHS TIPOIEC, OT TJIeHA TOYKa Ha MOSTa
MPaKTHKA, KAKTO U Ha JIPYTH KOJETH C HHTEPEC KbM JKaHPa KalpUUIHo.

3. Jla ce cucTeMaTH3UpaT OCHOBHUTE XapaKTCPUCTUKU HA U3PA3HUTE
CpPEICTBa, XapaKTEpPHH 3a HW3KYCTBOTO Ha IMIYJIKOBOTO CBHPCHE W
WHAWBUAYAJTHOTO XYA0KECTBEHO MUCJICHE Ha PAa3TJICKIaHNUA aBTOP.

4. Jla ce cucremaTtu3upa mnpobiemaThka, KOSTO Ja Oblle OCHOBa 3a
Obzema pa3paboTka Ha METOOJIOTHS, KOSTO Ja MO3BOJIM ChKpAIABAHETO HA
ISUTOCTHHSL TIPOLIEC OT Pa3ydyaBaHETO Ha TBOPOWTE 10 TSXHATA MHOIOMOCOYHA
peanu3ais.

MeToauTe, KOMTO HM3MOJ3BaM B H3CIIEABAaHETO ca: OubiIHorpadcku
aHaIu3, HUCTOPHOTPadCKH METOJ, aHAaJlW3 M CHHTE3, CPAaBHUTEJCH aHAIIU3,
HaOJI0IeHHE.

OcChIIeCTBABAHETO HA Taka (OPMyJIHPAHATA IIeJT € IPSKO CBHP3aHO ChC
CTPYKTypaTa Ha padoTara, KOSATO ¢ OPraHH3WpaHa B JIBE OCHOBHH CMHCJIOBO

000co0eH! IIaBH.

II'bPBA TJIABA

CTHJIOBY M TeXHHYECKH XaPaAKTePUCTUKHU B KANIPUYHUHUTE 32 COJIO HUT'YJIKA

Ha kommno3utopu ot Pycusi, CAILL, Iosima u Ucnanus

1.1. UcTopusi, eTUMOJIOTHS, XaPAKTEePUCTUKH, POJIS U 3HAUEHHE HA
JKaHpa Kanpu4iuo B MY3MKAJHATA MPAKTHKA
Hcropusita Ha KapuYMOTO € CPAaBHUTEITHO 100pe U3CieBaHa U MOXKe

Jla ce Tpociieau A0KyMeHTaiHo ot 1561 1., koraro B Utanus ¢ To3u TEpMUH ce
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oOo3HauaBar 3a MbpBH NbT Magpuranute Ha XKake /e bepem, myOnukyBanu
oT wuranuaHena AHTOHHMO [‘apmaHo. B muryikosata nurepaTypa XaHPBHT
KalpuIuo HABIHM3a KaTETOPUYHO C M3KJIIOYUTEITHUTE BUPTYO3HH OTKPHUTHS Ha
[uerpo Arronno Jlokatenu (1733). JIlHec TBOPUECTBOTO HA TO3M OPUTHHAIICH
MalCTOp € 3aceHYeHO OT cyaBara Ha [laraHuHM, HO B HHTEpeC Ha
CIpaBEeUIMBOCTTAa € PEOHO Ja Npu3HaeM, de Ilaranmam 3ammMctBa 90% ot
JOCTHKeHHATa Ha JlokaTenu B JIbKOBaTa TEXHUKA U COOCTBEHUTE MYy OTKPHUTHS

ce CBEXAT EJMHCTBEHO JI0:
° IBOMHNTE (IIAXKOJIETH B JIsIBA PBKA;

L4 KuTapHusi Tpu¢ B JIsiBa pbKa, NPU KOWTO Ce H3MOJI3BA U

majelsT 3a pUKCHpaHe Ha TOHOBE Ha COJI CTPYHA,

L MO-IIMPOKOTO M3MOJ3BaHE Ha IIPHXa PUKOIIET B JsCHATA
pBKa, BBIpEKH ue JIokaTenn ChIo € HeTOB OTKPHBATEI.

Jlokarenn e cp3maTen Ha KaJCHIATa B MHCTPYMCHTANHUS KOHIEPT,
KOSITO TOH (pUKCHpa MpeH KoJlaTa Ha ChOTBETHATA YAaCT U 110 TO3HM HAYWH 33/1aBa
€AMH MOJIeN, KOWTO KoMIo3uTopuTe usnonssar Beue 300 rogunu. XapakTepHa
oco0eHocT Ha KajeHIuTe mpu Jlokarenu e, 4ye B TE3W KaNpUYHH, B KOHUTO
aBTOPBHT BUPTYO3 € JEMOHCTpHpal TiaBo3amaiiBalia TexHUKa U (aHTaswsl,
TeMuTe U (HPOPMAIHUTE OMOPH HAMAT HHUIIO OOIIO0 ¢ TEMATHYHHUS MaTepHall Ha
CBOTBETHHS KOHIEpT. Helo moBede, murynkoBuTe KoHIEepTH Ha JlokaTemu ca
U3KIIOYHTEIHO CEMIUIM B TEXHHYECKO OTHOIICHHWE, B TAX IpeodIiagaBa
MIPEIMMHO JIUPUKATa U B CHIIHOCTTA CU T€ MOYTH HE HAATPAKIAT MOCTUTHATOTO
oT HeroBus yumren Apkanmkeno Kopenn. XapaktepHa 0coOEHOCT Ha
TeMatu3Ma npu Jlokatenu € HEroBOTO JIMPUYHO TMO3UIIMOHUPAHE B €KCTPEMHO
BHCOK PETHCTBpP, KOETO Ch3/laBa €IHO CHeNM(PUUHO W O0YapPOBATEIHO
Hampe)xeHue, TOCTUTaHe Ha eCTECTBeH OalaHC ¢ OCTaHAINTE CTPYHHH
WHCTPYMEHTH ¥ OrPOMHO TPEIU3BHKATENCTBO TpeJ IUryJapuTe 3a

HMHTOHAIIMOHHOTO o0e3reuaBaHe Ha TEKCTA.
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PeBoronnoHHMAT TpHHOC Ha [laraHuHN ce ChCTOM B MHTErPHpaHe Ha
KalpuuuoTO B MHCTPYMEHTAJIHUS KOHLEPT, KBJAETO AaTPaKTHBHOCTTA €
pasmpezienieHa B KJIacHYecKa COHATHA, BapHalioHHa W poHno ¢opma. Ilo
OTHOIICHNE Ha KallpUIUKTe, B KOUTO CJIE/(BA CTPOro Mozena Ha Jlokarenu, 1opu
B Opoiikara /24/ TBopOu oOenvHEHN B IIUKBI, [laraHuHN ChyMsBa /1a BIbXHE Ha
crapuHHaTa (6apokoBa) popMa pOMaHTHYHO ChIBPKAHIE ChC CMEIUTE CKOKOBE
B pa3IMYHHUTE PEruCTPH HA HHCTPYMEHTa, NPENEeHOTO YCIOXKHSIBaHE Ha
YeTHPUIJIACHUTE aKOpAM, Pa3HOOOpa3sBaHETO Ha IMIPUXHUTE. 3a pas3iuka OT
Jlokatenu IlaraHuHU € H3KIIOUYUTEIHO JUCHUIUIMHUpPAaH MO OTHOLICHHUC Ha
HMMIIPOBU3UPAHETO BBPXY MYy3UKaIHUA MaTepuan. Toil penpusupa TEMUTE U 110
TO3W HaYMH CH3][aBa HEOOXOAMMHTE OIIOPH HA CIIYIIATENs, B KOUTO TOH MOXe
Jla CpaBHHU CTETICHTa Ha YCIIOXKHABAaHE, pa3BUTHE U pa3paboTBaHe Ha MaTepuaa.
B ToBa OTHOIIEHHE MaiicTOPBT OT ['eHya MMa caMo eIMH KOHKYpeHT — Hoxan
Cebactran bax W HeroBute COHaTH M MApTUTH 32 COJIO IMIyika. bax u
Ilaranuam mo pa3JIMuCH ObT EMaHOUNHpAT HUTYJIKaTa KaTOo CaMOCTOATCIICH
COJIOB MHCTPYMEHT HAPABHO C KJIABUINHUTE MHCTPYMEHTHU U KUTapara. EI[I/IHI/IHT
B paborata cu ce onupa Ha MOJU(POHUYHM TNPHUHIMIIM, a APYTHAT — Ha
xoMopoHHOocTTa. HO ¥ mpu jaBamara uuryjikara ycnsBa Ja Ccbyerae
eHOBPEMEHHO B¢ (DYHKIMM — Ja CBHPH BOJCLI MaTepual U cama Ja CH
axomnanupa. Jlo npenu M. C. Bax e MMalo mpakTHKA IHTYJIApH, BIAIEEH 1
oprasa, Jia CBUpST TeMaTH4YeH MaTepHral 000raTeH ¢ aKop/u Ha LUTYJIKaTa U 1a

CBUPAT €THOBPEMEHHO 0aca Ha IefaTHaTa KJIaBuaTypa Ha opraHa.

Axo cpaBHuM paGotata Ha M. C. Bax, ITuerpo Jlokarenu u Huxomo
[MaranuHy, e KOHcTaTHpame, 4e TMPH TAX Pa3HOOOpPa3HEeTO € B OCHOBAaTa Ha
KOHIIENIUATA UM 3a JKaHpa. Beopeku ToBa 1O OTHOLIEHHWE Ha
dopmoobpasysarero M. C. Bax u [laraHMHH MMaT MHOTO JIONMUPHM TOYKH B
cpaBHenue ¢ monxoxure Ha Jlokarenmu. Ilpm Jlokarenn umame cBoOoxHa

UMIIpOBU3AIUA IIPpU HCHOPEKBCHATO MW YECTO CaMOLECIHO OOHOBSIBAHE Ha
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IIpeJMMHO YeTUPUIJIaCHA, TPUTTIACHA M JBYIJIAaCHA aKOPAOBA Maca’kHa TEXHUKA.
JlunicaTa Ha penpu3upaHe YaCTUYHO JE30pUCHTHpPA CIIyLIaTelsl, a BMbKBAaHETO
Ha KaIpUYMHATE C TAXHATAa U3BBHPEIHA CIOKHOCT B CPABHUTEIHO ONPOCTEHATA
(dakTypa B HMHCTPYMECHTAJHHUTE My KOHLEPTH Cb3aBa BICUYATICHHE 3a
IIPEJHAMEPEHOCT B PEUICHUATA U JOHSAKBAE TO3H MOAXOJ, JaBa CBOUTE MIOA0BE
npe3 XIX Bek, KoraTo ce nosiBsiBa HOBbPXHOCTHATA CAJIOHHA My3HKa Ha IPOUYTH
BHUPTYO3H, KOMTO Ca 3aayllaBajli TBOPUECKUTE HUMITYJICH Ha MailcTopu KaTo
berosen, Illyman, I'pur, bpamc u Yalikoscku.

B xampuumure Ha IlaranuHuM cpenmiaMe UMIPOBU3ALUOHHOCT,
OpraHu3MpaHa B CTPOTH ¥ 100pe o3HaTH (OPMHU KaTo MPOCTa TPUJCTHA U TeMa
C BapHalli¥, B KOUTO Ha MHCTPYMEHTA €JHOBPEMEHHO C€ WM3IIBJIHABA COJIO U
CBHIIPOBOI, YECTO HA MPHHIMIA HA CKPUTATa TOTM(OHHS, H3non3sana ot . C.
bax. Ilo orHomeHune Ha Menonukara [laraHMHM € HUCTHHCKHM ,,0NEpeH‘
KOMITO3UTOP, KaTO HETOBUTE TEMH YECTO 3aCEHYBAT 110 KOJIOPHUT M OJIaro3Bydue
Menoguute Ha benunun u Pocunu. M3BecTHa € B My3UKallHUTE Cpeau
npunucBana perumka Ha Pocunu - ,,Jlo0pe, ue [larannHu He nuIe onepu, MHaYe
HUE — OMEpHUTE KOMIIO3UTOpU — IIIXMe Ja ocTaHeMm Oe3 pabota!“ Jpyru
crnenuduky B KanpuuuuTe Ha [laraHnHM ca TaHIyBaJHUTE PUTMH U BIUSHHS OT
¢omkiopa.

B 1031 cBOM MOX0A B KOMITIO3UPAHETO TOJIEMUST UTATHAHCKU MaWCTOP
HAMa MHOTO MOCIEIOBATENM M BBIPOC HAa HALMOHAIHA TOPAOCT € Ja
KOHCTaTHpame, 4de Kampuumute Ha mpod. Ilersp XpucTtockoB ca eawH OT
pEAKUTE TIPUMEPU EIHOBPEMEHHO Ha IOCIENOBATEIHOCT M HAa OPUTMHAJIEH
ITOJIXO/ B MIMITPOBU3AIMATA U OPTAHW3UPAHETO HA MY3HUKAJIHUS MaTepHal. AKO
cpaBHUM Kanpuuuute Ha Ilaranunu u Iletbp XpHUCTOCKOB 1lie¢ KOHCTaTHpaMme,
4ye W IpU ABamara ce cpenat TBOpOH C TaHIyBaJeH XapaKTep KaTo cayTapero,
¢dypnana, cuyiaMaHa, phUCHHLA, JaHY0BO, MAHIYIIKO X0po U Ap. Jdpyr HioaHC

ca TBOp6I/IT€ C MacCTOpaJICH XapaKTep U MHpUu JgBaMara MaﬁCTOpI/I, KaKTO "



MMUTALUATA Ha CHCHU(DUKATE HA PA3iM4YU JTyXOBH OPKECTPOBU WHCTPYMECHTHU
karto (ieiita, 000, ¢aror. Cpemiar ce u CroNywWIMBA UMUATAIMH Ha BaJIXOPHU
¢ KIMIIMPAHUTE XapaKTepHH JOBIKUHUCKU JBYTJIACHU MOCIEAOBAHUS TEpla,
KBHHTAa, CEKCTa, OKTABa.

OrpoMHO € 3Ha4YE€HHETO Ha JKaHpa KApU4IHo HE CaMO B KOHIEPTHATA,
HO U B Ilejlaroruyueckara npakTuka. [Ipu CTpyHHUTE U JyXOBHTE HHCTPYMEHTH
MYy3UKaHTHUTE, 33 pa3iuKa OT KOJICTHTE CU MHAHUCTU, OPTAHUCTH U KUTAPUCTU
BUHAIrv C€ U34ABABAT B €KUII C CJIUH WUJIU MOBEYC NMAPTHHOPU. Tazu IMpaKTHuKa ra
JIMIIAaBa OT TPsIKaTa OTTOBOPHOCT KbM IpoliecuTe Ha (hopMooOpasyBaHe, KOETO
OT CBOS CTpaHa € MHOTO Ba)KHO 3a H3pabOTBaHE Ha HMHTEPIPETATOPCKA
KOHIIEMIHUS, KOSATO Ja € JOCTaThuHO AaTPaKTHBHA 3a CIYIIATEIUTEe, HO
CHIICBPEMEHHO Jla HE W3KpUBsIBa aBTOpckata wumes. OcTaBallku cam ¢
HHCTPYMEHTa CH MpeJ MyOJuKaTa LUTyaapsT Biu3a OYKBAIHO B JPYro M
HEMPHUBUYHO TPOCTPAHCTBO, KBAETO BCHYKO € CaMO B HEroBara riaBa u palie. B
negarornyecKkara npakTuka ToBa € MOBPATEH MOMCHT B pPa3BUTHUCTO Ha €JIWH
HHCTPYMEHTAJIHUCT, HA KOWTO € 3aIb/DKUTEIIHO Ja Ce BHYIIHM, Y€ OCHOBCH
MOpAJICH MPUHIIUI B U3ITBIHUTEIICKATE M3KYCTBA € J]a M3JIU3AIll Ha CLIEHa CaMo,
aKO MMa Jia Ka)keIll HEeI0 MHOTO Ba)KHO. B TOBa OTHOIICHHE € M3KIIOYUTEITHO
MHTEPECHO J1a ce HAOJII0aBaT PA3IMYHN UHTEPIIPETATOPCKH PEIICHHUS, KOUTO Ce
00yCaBAT OT KOHKPETHHUSI THUIl TEMIICpAMEHT, CTEeleH Ha 00pa3oBaHOCT,
uHpopmupanoctT u 061 Kyirypa. B HHKakbB ciiy4ail obave Kyitypara U
HAYETCHOCTTA HsIMa Ja IOMOTHAT Ha IUTyJaps, W3JIM3all nped myOsmka ¢
KampuyuyM 3a COJIO IUTYJIKa, aKO B HEr0 OTCHCTBAT YYBCTBO 3a IOJIET Ha
(aHTa3mATa, CKIOHHOCT 3a NMpEeMepeH PUCK, CIIOHTAHHOCTTa W cBOOOJATa Ja
n3bepe cOOCTBEH MHTEPIPETATOPCKH ITBT, a HE JIa KOTIUPa Yy KM OTUT. 3aTOBa
KalpUYUHTE ca M3KITFYUTEITHO BAXKHO 3BEHO B paboTara Ha BCEKH MEIAror ot

pa3IMIHUTE O6pa30BaT€J’IHI/I HUBA B O6y‘{€HI/I€TO Ha MJIAAWUTE UTYJIapHU.



1.2. AHaqu3 Ha Ipou3BeeHUs] HAa KOMIIO3UTOPH oT Pycus, Ilosma,
CAIll u Ucnanus

B Ta3m 9acT OT M3CIEABAaHETO Ce aHAIM3MpAT KIIOYOBH TBOPOM Ha
Koncrantir Moctpac, I'paxwnna banesnd, [»xon KopmisHo, Crennu YaltHbp
n XoakwH Pozapuro, m ce cucremMaTrusMpar XapaKTCPHUCTUKUTE Ha >KaHpa
Kanpu4auo B My3ukaTta Ha XX Bek. CIipsi ¢bM ce Ha KOHKPETHH TBOPOH OT TE3U
KOMITO3UTOPH, KaToO CIEJICTBHE OT 3aJbJIOOYEH M IMPEKTEH KOHTaKT C

MIPOU3BEACHUATA, KOUTO CBbM U3CJICABAI KAaTO U3II'BJIHUTE U KaTO I€aaror.

1.2.1. Koncrantun Moctpac — PeuntaTuB u TOKaTa

PeunTatiB u Tokarta, Koiito B bbarapus e myOnukyBaH B cOOpHHKa,
cr3ganer ot Emun Kamunapos u Jleon CypyxoH ,,J130paHu eTioan 3a uryika‘
(m3pmatencTBo ,,Hayka u u3kycTtBo“, 1964) e epekTHO Kanpu4Ino, HAITUCAHO C
MHOTO (paHTa3Ws W AWNCHMIUIMHA II0 OTHOLIEHHE Ha paboTaTa ¢ Marepuana.
CpaBHeHO ¢ TBOpOHTE Ha TosleMuTe BUpTyo3u Jlokarenu, [laranunn, Buensscku
u Eyxen 3au, ToBa Npou3sBeieHUE CTOH 0-011130 10 JIokaTenu 1o oTHOIEHNE
Ha (akTypaTa U U3MO0I3BaHAaTa TEXHUKA. [0Ka3aTeICTBO 3a KOHCTATAlUATA MU €
OTCBCTBHETO Ha ()JIaXKOJIETH — OCHOBOIIONAramny eeKT 3a jKaHpa KaIpHIuo II0
OTHOIIEHHE Ha TeMOpoBUs KojopuT. EnHO OT mpeamonoxeHWsTa MH 3a
M3MOJI3BaHaTa TEXHUKa €, ye MocTpac yCIoOpemrHO ¢ XyJOXKECTBEHHTE CH
BIKJJAHUS, € TIOCTAaBMII 3a 1eJ1 U TTOCTUTaHETO Ha ONPEJENICHN TeAarornaecKn
3a1aud. ApryMEHTHTE MU B Ta3d IIOCOKA Ca CBBP3aHH C MEAAHTHYHO M3IHCaHATa
aTTIKaTypa, KOATO MPHUCHCTBA TIOYTH HA BCEKH TOH U YJIECHIBA TEXHHYECKOTO
ycBOsIBaHE Ha TBOopOaTa, ¢ POKyC Ha TEXHHYECKHUTE TPOOIEMH, TPEIUMHO BBPXY
JBaTa pbKa, CIEIHATHO IPH OBJAJsIBaHE Ha JBOWHU M aKOPAOBU TpHdoBe.
AHanmu3bT Ha NPEAJIOKEHATa OT aBTOPA alUIMKaTypa MOJAKCKa3Ba, Y€ B IBOMHUS
rpud TOI ce TPIKM 32 0CBOOO’K1aBaHE Ha ECTECTBEHOTO MYCKYJIHO HAIIPE)KECHNE

B pbKaTta.
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1.2.2.I'pa:xxnna Banesu4 — IMosickn kanpus 3a costo nuryJixa (1949)
u Kanpus 3a coJio uuryska (1952)

Ts komMmo3upa TPU COJIOBH Kampus3a 3a Iuryika mpe3 1949, 1952 u
1968 r. HapomauTe Menoanu ca H3KIIIOYNTETHO MOITYJISIPHA CPell eBPOIICHCKITE
KOMITO3UTOPH IO BpEeMeTo, Korato barieBnd cb31aBa TBOpOUTE CH, Taka ue HE €
n3HeHana, e B "[loncku kanpus" (1949) T W3moi3Ba HHTOHAIMH OT TIOJICKH
HapOJHU MEJIO/INH.

Kampuuno 3a como murynka (1952) csaxam wu3Terns HUIIKATa,
3aTBBpIK/aBallla HEroBOTO MO3WIMOHMpPAaHE KaTo OeJekelmo mnpexoaa OT
HCOKIACUIIUCTUYIHHNA KbM COHOPUCTUYHUA IIEPUOI HAa aBTOpKaTa, HO ocTaBallku
B MO-TOJSIMA CTEINEH B 30HaTa Ha HEOKJIacHIu3Ma. 3a pasnuka or Ilosckus
Kampu3, TyK Bpb3KaTa ¢ (OJIKIOpa HE € TOJKoBa oce3arenHa. OTKpuBame
OTICTHN WHTOHALMK M METPOPUTMHYHH CTPYKTYpH, 3araTBalld Bpb3kaTa. B
TO3W Kalpu3 ce HaOIoJaBaT MOBEYE OTKJIOHCHMS B TEMIIOTO W CMsHA Ha
pasmepute. OCBEH MO3HATOTO Beue peayBane Ha 3/4 u 2/4, B CIOKOWHATA YacT —
Andantino, ce mosiBsiBa pa3smep 6/8, KOWTO Ch3laBa OCOOCHO YycellaHe 3a

TAaHIYBAJIHOCT, HAITOMHSIIA BaJICOBO IBUKCHUE.

1.2.3. Crenuyin Yaiinbp — CeieM kanpu4um 3a coJ10 nuuryiaka (1962)
No.1 kbM Mexyan Menyxun (Un poco lento e rubato)
No.2 xpMm Ixoy3ed Cureru (Un poco lento)
No.3 no Hetitbn Mummatin (Scherzando)
No.4 va Aptsp I'pymuo
No.5 xpm Xenpuk Hlepunr (Allegro con fuoco)
No.6 na Jlyuc Ilepcunrep (Un poco lento)
No.7 mo Ucak Ctepna/Ucak lepn (Molto vivace)
Ako pasriegame ceAeMTe MNapTHTYpH, I OTKPHEM HWHTEPECHH,

CBBP3Ballll HUIIKU MMOMEKAY UM IO OTHOIICHUC Ha (bOpMaJ'IHOTO " CTPYKTYPHO
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n3rpaxxJaaHe, U3MNOJ3BAHUTC TCXHUYCCKU IMOXBATH, OTKJIOHCHHUATA B TEMIIOTO,
CMsAHAaTa Ha pa3MEpH U YCIIOBHUTC TOHAJIHHU HEHTPOBE, CUTYUPAHU B 3ByKOBATa
Cpe€aa Ha XpOMaTUIHU MEJIOAUYHHU IIOCIEAOBAHNA U JUCOHAHTHU XapMOHUYIHA

CbYC€TaHUA U aKOPIAU.

1.2.4. I:xxon Kopunsano — Kanpusu "UYepBenata nuryiaka' 3a coJio
uuryJka (tema c Bapuauun) (1997)

Temata ¢ Bapuamuu "UepBeHara 1uryinka" ce OTJIHYaBa C
M3KJIFOYMTENIHA TEXHHYECKA CJII0YKHOCT, ITOCTABSIIIA TBbP/IEC BUCOKH N3UCKBAHUS
npen u3nbaHUTEN. [IpUBHIHUAT TUPHU3BM B HadalHaTa TeMa Ha AHHa (pe
MHHOp) CBIBp)Ka B ce0e CH CKpHUTaTa Thr'a U JOPU HOTKH Ha JPaMaTU3bM OT

3ary0ara Ha JeTeTo i.

1.2.5. Auapeac Makpuc — Tonajien kanpu3s (1986)

ToHaneH kanpu3 € U3rpajieH U3IUI0 B ChOTBETCTBHE C XapaKTEPHUTE
ocobeHocTH Ha xaHpa. OTKpuBaMe mo3Harara Tpujaeiana Gopma ot Tuma aba, ¢
00XBaT OT MET CMEHSIIM Ce pa3Mepa U MOJIbpKaHe Ha TEMIIO, CbU3MEPHMO C

OCMHMHKOBA HOTHA CTOMHOCT - 3/8, 5/8, 4/8, 7/8, 2/8.

1.2.6. Xoakun Poapuro - Kanpuumo 3a coso uuryiaka (Ilokaon
npen Capacare) (1944)

Croupaiikn BHUMaHHETO CH BBpXy Kampuumo, OTKpHBaMe HEIIo
HHTEPECHO M HEOOWYaHO MO OTHONICHHWE Ha (OPMATHOTO H3TPaKIAHE.
TpunenHocTTa OT PEeNpU3EH TUIl € HapylLIeHa, ThbH KaTO TPETU A ChAbpXKa
TEMATUYCH MaTepuajl OT NObpPpBH W BTOPHU 1. Ha IpaKTUKa AJI0TO
IIPOU3BEICHUE CE pa3BUBA C TBBPJAE IOJSM MHTEH3UTET, B pAMKUTE Ha KOHTO
IIPEMUHABAHETO KaTO HAa €IWH JbX Ipe3 Pa3IUYHU TEXHUKU HA CBUPEHE —

CIIUKATO, MapTeyC, CTaKaTO, TPUJICPHU, NMUIUKATO, €CTCCTBCHU U H3KYCTBCHU
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(naxxoneTn, IBOWHM TOHOBE, aKOPIU — CaMoO 3aTBbpPXKJaBa YCEILIAHETO 3a
HaJIM4YMe Ha ujed 3a HaJCKauaHe Ha €pProJIOTMYHUTE AaJE€HOCTH Ha LUTyJIKaTa
KaTO MHCTPYMEHT, a HE 3a JOIyCHATH HETOYHOCTH IIPU TPAHCKPHUOMUPAHETO OT

OpaiiioBo mHUCMO.

BTOPA I'JIABA

M3nbanuTesicka l'[pOG.]'leMaTI/IKa B KallpU4YMMTE 32 COJIO HUTYJIKA HA

61,J1rapc1m KOMIIO3UTOPH

HacrosiaTa riiaBa ¢ mOCBETeHA Ha JKaHpPa KalpPUYHO 3a COJIO IMIYJIKa
B TBOPYECTBO Ha OBITAPCKH KOMIO3HTOPH, KOHTO € MHOTO CBHIIECTBEH 3a
W3TpaXIAaHETO Ha TEXHHYSCKH YMEHHA Ha LUTYJIApUTE C Pa3IdIHA
U3ITBJIHUTEIICKU TIPEIU3BUKATEIICTBA, HO Taka CHINO W 3a HM3TPaXKJaHE Ha
IIBITHOLICHEH, pa3HOOOpa3eH U OPUTHHAJNICH U3ITBIHUTEIICKH perepToap.

IIbpBUAT pa3jen BKIOYBA aHAIM3 HA JBaTa MHMKBIA OoT 12 u 24
Kampu4yuK 3a COJI0 IHUryJka oT [lerbp XpHUCTOCKOB.

BTopuSAT ¢ OCBETEeH HA IMKbBJIA OT 9 Kanpu4uu 3a COJIO IUTYJIKa OT
Backo Abamxues, Kampus Ha Jleon Cypyxon u Kanpuuano 3a coso nurysika Ha

ﬁopz[aH T'omies.

2.1. AHa/1u3 Ha 1BaTa HUKBJIA OT 12 1 24 kanpu4unu 3a coJ10

uuryJka ot Ilerbp Xpucrockon

Hersp Xpucrockon (1917-2006)

»12 Kanpuuumu 3a coJio nuryiaka“ om. 1 (1952)

Ilerbp XpHCTOCKOB € €IMH OT H3CIEIBAHUTE KOMIIO3UTOPU B
OBJIrapckaTa My3WKaJIHA KyJITypa Ipe3 MOCIeIHUTE TOJMHHU, KOETO H3KII0YBa

H€06X0[[I/IMOCTT8. B HaCTosdllaTa rjiaBa Aa C€ pasnpocTupam HeTaﬁJ’IHO BBpPXY
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TBOpueckara My Ouorpadus. [lozummsara, OT KOSTO M3cienBaM JBarTa LUKbIIA,
IIpeJCTaBsd MOETO BIKJAHE Ha U3IBJIHHUTEN U MEeNaror 3a KOMIO3UIUHUTE B TIX
IIpe3 MpHU3Mara Ha Pa3iIudeH THUI paKypCH.

@akt e, ye II. XpHUCTOCKOB € M3KIIOYUTEIHO YCHEIIEH B
npodecHoHaTHATa CH pealn3alus KaTo WHCTPYMEHTAINCT, IEAaror u
KOMITO3HTOD - SIBIICHHE 32 OBJIrapcKaTa AeHCTBUTEIHOCT, TIPH KOATO B IOBEUETO
Clydad NpaBOJMHEHHATa €AHOM3MEpHA pealu3alus ce 3aTBbpXKJaBa KaTo
KOHCTAQHTeH HAYMH 3a KapHEepPHO pa3BUTHE IIpU INpeoOiajgaBalata 4acT OT
konerusra. Hemio moBeue, IpH HETro B Ta3H YCHEUIHOCT MOXEM Ja Ch3peM
cBoeoOpa3Ha KU3HEHa HEOOXOOUMOCT OT ChUETaBaHETO Ha TPHUTE PA3IMYHH
TUNOBE JEMHOCT. Bpbmaliku ce Ha3zajg BBB BpPEMETO, KOHCTaTHpaM, 4e
MIeIarorsT, ¢ KOTOTO CbM pabOTWII B IPOABIDKEHUE Ha TOJWHH, HE OM MOT'BI J1a
HalpaBy TOBA, KOETO € HAIIPaBHJI 32 MEH, aKO HE € OMJI B ChCTOSIHUE /1a ChUeTaBa
TpUTE TUMNA ACHHOCTH B €JHA CHHKPETHYHA ISIOCT KAaTO B3aUMO3aBHCUMH.
BepmkHata Bpb3Ka B CiIydas € IToKa3aTelHa 3a HauMHa, 10 KOHTO XPHUCTOCKOB
00BBP3Ba KOMIIO3UTOPCKATA CH JIEHHOCT C IPyTHUTE ABE.

Koraro, yBieueH OT 3Byka M TEXHHYECKHUTE BB3MOXKHOCTH Ha
LUTyJKaTa, 3alo4Balll Ja HaBJIM3all BCE IO-IBJIOOKO B MHTEPIpPETaTOpCcKaTa
npoOiieMaTka € JOIMyCTUMO Ja IOKeJaell Jia HaJCKOYHII HM3BECTHOTO M
MIO3HATOTO 10 MOMeHTa. Taka uHTeprperaTopbT II. XpuctockoB crura no
HEOOXOAMMOCTTa J]a Ch3JlaBa caM My3HKara, KOSTO OM WMCKal Ja H3CBUPH.
W3BectHO e, ye B MpoeCHOHATHUTE CpeAd TOW € Hapu4aH ,,0bITapCKUAT
[Taranuau®. buaeilku acouuupad ¢bC CbOTBETHUS UTAIMAHCKU KOMIIO3UTOP U
HHTEPIPETaTOp KaTO CBETOBHO SIBIICHUE M CIIEJCHKHI CBETOBHUTE JOCTIDKEHIS B
LUTYJIKOBOTO U3KYCTBO, X PUCTOCKOB ITOTHBA B ICTAMINTE HA MHTEPIIPETAI[UATE
HA CBETOBHM Iurynapu kato Slma Xaiipeu, Wexymm Menyxun, [eopr
Kynenkamnd, Bponucnas Xyb6epman, Pymxuepo Puun, aBun Oiictpax. Ha

Tasu Oasa KpucTtaiusupa COOCTBEHUSAT My CTWJI, Taka 4Y¢€ Ja ycnee na ce
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MpeAnasy OT OMAacHOCTTa Ja ce€ IUTb3HE MO IUIOCKOCTTa Ha HMMHTHUPAHETO.
OcMucngiiki Bpb3KaTa MKy UHTEPIPETUPaHE U KOMIIO3UpPaHe, TOH YCIEITHO
M3BIMYa HEOOXOAMMOTO OT 30HATa Ha HWHTEpHpeTanusaTa, 3a na Qopmmpa
KOMITO3UTOPCKH CTWJI. B romsiMa CTemeH ChIIECTBEHAa pOJs HU3UTpaBa
HACOYBAHETO MYy KBM OBJITapCKus (PONKIOp KaTO HM3TOYHHK Ha CTHIOBH M
WHCTPYMEHTAJHH ITIOXBATH, Ha TeMOPH, HA ”HTOHAIIHOHHU U HA METPOPUTMUYHA
CTPYKTYpPH, KOUTO TOM yMEJO ChUeTaBa ChC 3aMaIHOEBPONEHCKUTE TEHICHIUH.
Bnusausdra ca ot baprox, CtpaBuHCKH, XUHIEMHUT U CTIINCTHYHA HACOYCHOCT
KbM CHHTE3 Ha KbCEH POMAHTU3BM C €JIEMEHTH OT HIKOM aKTyallHu 3a XX BeK
KOMITO3UTOPCKH TTOXBATH.

Kax u kpJe B Ta3u MHOTOCTpaHHA JEHHOCT C€ MO3ULMOHHUPA HEroBaTa
nearornyecka JeHHOCT U Hal-Ba)KHOTO JalIM U KaK 4Ype3 Hes ce CTUMYJIHpa
KOMITO3UTOPCKATa My aKTUBHOCT? AKO MOTBHPCUM MPECEUHUTE TOUKHU, MOXKE Ja
TH OTKpHEM B 3HAYCHHETO Ha aKaJeMH4YHAaTa My MperojaBareicka paborta
HMEHHO B HEOOXOJUMOCTTa OT Ch3/IaBaHe Ha CHJIHA WHTEPIPEeTaTopcKa
LUTYJIKOBa IIKOJa. ToBa OT CBOS CTpaHa OTBEXJAa KbM OCUTYPSIBAHETO Ha
MOAXOAII MaTepuald 3a KOHIEpTHA JEeHHOCT W 3a pa3BUTHE HAa BHCOKO
TEXHUYECKO MaiCTOPCTBO.

TouHO TyK € MOMEHTBHT Ja Kaxka, ue pas3riIeKJaHUTe B HAcCTOsALaTa
rmaBa Kampuunmu on. 1 w om 24 ca eMOmeMaTHIHH W H3KIIOYUTEITHO
HEOOXOJMMH C OTJIe[] Ha TOpe W3IIOKEHHUTE pa3ChKICHHA. [ oBopelku 3a
TEXHUYECKO W HWHTEPIPETAMOHHO MAaHCTOPCTBO MpH IMHTYyJIapHWTe, B TE3U
TBOpOU Ha II. XpHCTOCKOB OTKpHMBaM€ HHTEPECEH KOMIO3UTOPCKHU IMOIXO]I,
HAacOYBaIll KbM HUJEATA 32 UMITPOBHU3AIMATA. T MPUCHCTBA HABCAKBIE IO €HA
unn gpyra ¢opma. M B ;Bara omyca KOMIIO3UTOPBT CSIKAIll CH UTPae ChC
3ByKOBaTa MaTepuss B TbPCEHE Ha HOB U pa3jduyeH 3BYKOB JAM3ailH M
ChOTBETCTBAllla My TeJecHa TeXHMKa He caMO OT TJieAHa TOYKa Ha

arimKkaTtypara, HO 1 Ha OCMUCISIHETO Ha MO3ULUATAa HAa TAJIOTO. HNma peauna
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cy4yau, B KOUTO HETOBU CTYJIEHTH B IbPBU KypC M3MaAaT B IIOK OT MOAX0/a Ha
II. XpucrockoB 3a ToTajgHaTa CMsiHA Ha TOcTaHOBKaTa uM. HeoOxomumo e
BpeMe, 3a JIa MOYKe TOBA HEIIlO, ITbPBOHAYATHO BB3IIPHEMAaHO KaTo OrpaHNIeHHe,
HO TIPEYeIo Ha Pa3BUTHETO, 1a OBJIE OCMUCIICHO KaTO HOBO HAYAJIO 110 TS KBM
OCBOOOXKITaBaHETO HAa TBOpYECKATa WHBEHINA, KOSATO € B NpsSKa BpPB3Ka C
noOpaTa KOOpAWHAIIMA U BIIaJieeHEe Ha COOCTBEHOTO TSIIO.

Ako TpsOBa na audepeHIMpaMe IBaTa OmMyca IO OTHOIICHUE Ha
TPYJIHOCTTA Ha U3MIBJIHUTEICKUTE 3a/1a4M, OMX Ka3all, 4e OIl. 1 mocTaBst Ha4aJoTo
Ha npeoOpbllaHe Ha TEXHUKATa, TaKka Ye J1a TOCTUTHEM 0 OM.24 Ha cJe/Baiio
KauecTBEHO HWBO. J[0 TOBa BTOPO HUBO C€ CTHra C HM3TPaJCHO YMEHHE 3a
JOJIaBsTHE Ha 3HAYCHUATA HA HEOOWYaWHUTE 3BYIM B PA3IMIHUTE KAPHIUH U
MpOMsHA B MPEACTABUTE HU 3a JKaHpa KaIpHIMO, O3HAT KaTO 3aIBIDKUTEITHO
BHPTYO3€H XaHp B 0bp30 Temro. B om.24 npu xanpuyunte B 0aBHO TEMIIO Ha
MIpeJeH TUIaH M3JIM3aT THHKOCTHTE, CBBP3aHU ChC 3BYKOM3BIMYAaHETO. B Te3m
Kampu4vy 33IbPKAHETO HA TUHAMUKATA U TEMIIOTO B MPOIECa Ha TIOCTUTAaHEe Ha
OTIpEJICJICHO 3BYYEHE CE ChUeTaBa C yceTa 3a HauMHa Ha MHUIaHe Ha CTpyHaTa U
M3TETJISIHE HA JIbKA BHPXY Hesl U ¢ paboTa ¢ MPbCT NPH MUIIUKATH.

Cren ananm3a Ha 12 KanmpH4YuM 3a COJIO LUTYJKA OM. 1, KOHCTaTHUpaM,
ye ,J[lpemon“, ,JdaiiuoBo xopo*, ,Texka pbueHuuna®, ,MmnpoBusanus,
,Hllecen®, ,,Ppuenuna®, ,bamama“, ,,Tann“, , JKbpTBapcka mnecen®, ,Maika
ToKara®“, ,,Apuo3o u mnpemoxa“ u ,llloncko kampuuno* HOCAT pa3iauyueH
XapakTep, HO TOBa, KOETO TH OOeAMHSABA € MOAXOIbT KbM (omkiopa. Ormie B
Hagatoto Ha "lIpemon" gonaBsiMe CTHIMCTHKAaTa Ha  (OIKIOPHUSA
WHCTPYMEHTAIN3bM, TOCTUTHAT W 4Ype3 3aMMCTBaHE Ha HWHCTPYMEHTAITHHU
TeXHUKH OT ThAyJKaTa TPH HU3MOJ3BAHE HA HW3BECTHH KOHTPACTH TIpU
u3rpakmaHero Ha Qopmara. ToBa ce OCBIOIECTBSBAa 4Ype3 IBUIOCTHOTO

NnOoAABbPIKAHE Ha (1)0pMaT Ha OEpIieTyM MOOuUJIe C U3KIUYEHUE Ha 1mo-0aBHaTa
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yacT — oT Meno 110 in tempo. Tam nosiBata Ha TpUIEPUTE IO MU3BECTHA CTETICH
BBBEXK/IA B PEXKHUM Ha TaHILyBaJIHOCT.

CpaBHsBallKM KalpHIWUTE B OMycCa, OTKPHUBAME IPOIBIDKEHHETO HA
neprietyM Mobmie ot "[Ipemon” 6/8 B "Tanm" 12/8, HO B 3HAYNTETHO TO-0BP30
TEMIO C JAPYT MpHUX - cTakaTo. Tyk mumcear akmneHtute ot "llpemon, upes
KOHTO CE U3BEXKAAT ONPEICIICHN MEIOINIHH JTHHHH.

WHTepecHo € Kak JIMHMATA HA HEPIETYM MOOWIE ce OTpassiBa W B
"Masnka TokaTa", HO Be4e B YCJIOBCH pa3Mmep 4/4 mpu OTUYCTIMBO YyBaHE Ha
BCEKH BOJICI] 'bPBY TOH OT LIECTHA/ICCETUHKOBATA IPyTIa.

Jpyr e Wu3Ka3bT B MpeAloJiaramyre HajJuyue Ha cTabuiHa
TaHyBanHoCT "JlaituoBo xopo", "Texka ppueHuna”, "Pruenuna" u "llloncko
kanpuuno". Tyk TaHImyBanmHOCTTa € MOAM(MUIMpPaHa, Taka Y€ sI OTKPHBaME
YaCTHYHO W TpynHO. [IpMBUKHAIMAT KbM 3ByKOBaTa cpena Ha (DOJIKIOPHHTE
MIPAaKTHKH TYK ce COMbCKBA C TBBP/E YCIOBHA U CHHTE3MpaHa TaHIyBaJIHOCT. B
"Jlait40BO XOpo" 3a HEs TOBOpH caMO pasmep 9/8, KOWTO MPaKTHYSCKH HE €
JIOCTaTh4YHO oce3aeM. MMaiiku npenBu, 4e BbB (hoJIKIOpHATA IPAKTHKA XOPOTO
e B Obp30 Temno u pasmep 9/16, Tyk yMEepeHOTO TEMIO B ChUYETaHHE C
ycIoXHsIBamara ce GpakTypa cbC CMsiHa Ha PETUCTPH U €HOTJIACHU C aKOPJIOBU
TIOCIJIEIOBAHUS OTBEXKIAT KbM Ipolec Ha GopMooOpasyBaHe, IPH KOMTO TAHIBT
KaTo TaKkbB HOCH Da3IMYHM OT NPHUCHIIUTE My KOHOTamuu. Cskam Haii-
KpacHOpe4YMB NpUMEp 3a TOBa € 3akirouuTenHoro (Graciozo, ChIbpKalio
rOPENnoOCOYCHHUTE EIIEMEHTH U TeMaTta OT Ha4aJ0TO Ha XOPOTO C TPUIIEPUTE.

B "Texka ppueHnia" KOMIO3UTOPHT € YIOBHI XapaKTepa Ha TaHIa C
HauMHa Ha 3BYKOM3BIMYAaHE HAa aKOpPAMTE, Taka 4e I[0-0aBHOTO TEMIIO Ja
Kopecnonaupa ¢ TpaaAuIUOHHUTE 3HAYCHHA Ha TaHId, HACOYCH KbM 3€MATa C
HaOuBaHe Ha kpak. Jlopu u B 7/16, HayaymHaTa TeMa, KOSITO Ce MOsIBSIBa U B Kpas,

HOCH 3aXBaTa Ha OpUEHTALUATA "HAJ0Ty" KbM 3eMsTa.
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B u3nbenHeHHeTo M HOTHUA TEKCT Ha "PhueHuna" Beue BUXkAaMe elHA
JI0CTa MO-0JIeKOTeHa MHTOHALMOHHA JIMHUS U HIpuX crakato. M Tyk Temara ot
HAJaJIOTO Ce MOABSABA U B Kpas. [lo-MHTEpeCceH € MOMEHTHT C UMHUTAIUATA Ha
raiifia oT IJiefHa TOYKa Ha KOMEHTHPAHOTO MO-TOpEe ThPCEHE Ha HOBU 3BYKOBHU
xapakrepuctuku. CraBa 1gyma 3a WMHTalMsid Ha Traiaa, KoOSTO 3BYydYH
CTHIIM3HUPAHO.

Upe3 CKOKOOOpa3sHOTO [BIDKEHHWE IIpH TEXHHWYECKH moxBar sul
ponticello ¢ HanM4YKMe Ha MOPACHTH CE€ OCBIIECTBSBA MPEXOABT KbM TaHIyBAJIHO
JBIDKCHHUE C TPUIIEPH, Hanoo0sBany (oIKIOpHa OPHAMEHTHKA.

Crnen ananmm3a Ha HOTHHA TekcT Ha "lllomcko kampuumo", M3ILTyBa
acouuanus ¢ KyJIMHUHaLUsATa B YETBbpTaTa Bapuauus ot "UepBeHaTta nurysika'
Ha Kopuistao. Csaxamr XpHCTOCKOB, HOZOOHO Ha aMEPHKAHCKHS KOMIIO3UTOP €
JOJIOBHJ KYJIMHHAILMATA HAa LUKBJIA B IIOCICTHHUS CH KalpH3, KBAETO €
"n3cunan" eMOLMOHANIEH IOTOK, B KOUTO € OTPa3eH B rOJIIMa CTENEH HETOBUAT
HMIPOBHU3AIMOHEH MOJIXOA M EKCIEPHUMEHT ChC CTPYHHUTE NPH H3BIMYAHE HA
n300uIMe OT pa3HO0Opa3HH 3BYLH. TyK HIMaMe UTrpa ¢ PerHCTPUTE, U3KYCTBEHH
(raxoneTn, MUIMKATO, CBUPEHE O Marapero, TIMCAHAM M Pa3iIMYHU JPYTH
crenu(UIHN HAYMHH Ha M3ITBJIHEHHE, KOUTO He ca (PUKCHPAHU TOUHO.

3anoxeHara neceHHoct B , MmnpoBuzauusa®, ,Ilecen®, ,bamana“,
,»JKbTBapcka mneceH* u ,,ApHo30 U Npeto ce NposiBsiBa MO pa3iuyeH HAYuH,
JIOKOJIKOTO B HSKOHM OT KalpHYMHTE TS M3ILUIO € 3aBlaJsla CTPYKTYPHOTO
n3rpaxaHe W mpouecuTe Ha (opmooOpaszyBaHe, a B APYTH € BIUIETCHA B
aKOPAOBH CTPYKTYPH WM € TIO3UIIHOHNPaHa B KAYECTBOTO Ha ChCTABEH €JIEMEHT
IIpU HaJIW9YMe HAa KOHTPACTHU YaCTH B ONpEJeNeHH Kampuuuu. [Ipm Bcwuku
ciry4an o0ade B Te3H IeT KaIpuIuy OaBHOTO TEMIIO € 9acT OT KOMIIO3UITHOHHATa
kxoHuenuus Ha I1. Xpucrockos.

Axo B HadanoTo Ha "MMnpoBusanus" npu MbpBOHAYATTHOTO M3JIaraHe

Ha OCHOBHATa C€JHOIJIaCHa TEMa, CTOdlla B OCHOBATa Ha HU3TPAKIAHCTO Ha
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ISUIOTO KalpH4yHo, TPYIHO C€ J10jaBs HEpaBHOJEIHOCTTAa Ha pa3Mep 8/8, To B
poco meno mossO s ycellaMe TBBPJE OCEe3aTeNHO, KaKTO M B 3a KpaTKo
nosiBsiBaIus ce 9/8.

UnTtepecHo e, ge B "[lecen" kakTo u B "MMmpoBu3amus’" meceHHOCTTa
ce pa3BHBa Ha 0a3aTa Ha CHeM(PUIHUTE 0COOCHOCTH HA IpajCKaTa My3UKaIHA
KyJTypa H HAMa 0010 ChC cesicKaTa rneceH. M B ABeTe Kanpuiuy U3rpak JaHETO
Ha ¢opmaTa NpOTHYA IO CXOJEH HA4YMH B Hayanoto. M Tyk Bmxaame
I'bPBOHAYATIHO €/IHOTJIACHO M3JI0KEHHE Ha OCHOBHATa Menonus, (opmupaia
OCHOBHAaTa TeMa, cjie]] KOETO MMa pexoJi KbM CMeceHa akopI0BO-M0IH()OHNYHA
¢axtypa, 3a ]a ce CTUTHE JI0 THITMYHA KaJICHIIOBA CTPYKTYpa, KOSTO JIMIICBA B
"UmnpoBuszanus’.

Enement Ha meceHHOCT mpuchcTBa W B "bamama", HO obarpeH c
N3BECTHH THPKECTBEHO-TEPOMYHN HOTKH, KOUTO UMaT BPB3Ka ChC CHeU(pHUKaTa
Ha aHpa. M Tyk e HalW4YHA CMECeHa aKopIO0BO-XOMO(OHHA M MOIH(OHNIHA
¢dakTypa. B TeXHHYECKO OTHOIICHHWE THPIKECTBEHO-TEPOUUYHUTE HOTKH Ca
MOCTUIHATH Ype3 MOYTH IEPMaHEHTHO U3M0JI3BaHe Ha MapTelie PU aKOpAUTE.

Oco6eHo HHTepecCeH MOMEHT IO OTHOIICHHE Ha 3BYKOM3BINYAHETO €
€AHOBPEMEHHOTO CBUPCHE HA MMIUKATO U C JIBK B Kpas Ha KalipuinuoTo.

B "XerBapcka meceH" TpumemHata ¢opMa € MHOTO SICHO
eKCIIIMIMpaHa Ype3 OyKBAITHOTO IOBTOPEHHE Ha TeMara OT HayajloTo, KOSATO B
cilyyast HOCH THITMYHHUTE XapaKTEPUCTHUKH Ha >KbTBAPCKUTE IECHH, KOUTO CE
U3IIBJIHABAT 110 BPEME Ha pa60Ta U CBAbPXKAT MOBCYEC 3aJAbpPKaHU HOTHH
CTOWHOCTH. B TO31 CMUCHII METPOPUTMHUYHATA CTPYKTYpa Ha pazMep 8/8 ce ryou
3a CMeTKa Ha OOMIOTO yceliaHe 3a Oe3MEH3ypHOCT 10 MOMEHTa, B KOWTO
3a3BydYaBa piu mosso.

B 9-tu n 10-TH TakT ype3 KOMOMHAIMATA MEXAY ABaTa opiuuiara ce

IIoCTUra UMUTal A Ha l"aﬁ,[[a. Topa e CIUH OT G(I)GKTI/ITC B 3ByKOBarTa cpe€aa Ha
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KanpuuuuTe, KOMTO Ce TMpeBphlla B SPBK OTJIMYMTEICH Oener Ha
KOMITO3UTOPCKHSI CTHII.

Bre3amHara cMsiHa Ha pa3Mepa BbB BTOpaTa 9acT ¢ IpeMHUHABaHe B 7/8,
MakKap | 1a He € oTOensI3aHa B HOTHUS TEKCT, OKa3Ba BIMAHUCE BbPXY HAYMHA HA
HHTEPIIPETHPAHE, Ch3aBaliki ycellaHe 3a 1M0-0bp30 TEMIIO M 3a yrmoTpeba Ha
7/16.

Ha npunnuna Ha KoHTpacTa e usrpaaeHo "Apuoso u npenton”. U Tyk,
kakto B "HmmnpoBuzamus", "lIlecen" u "XKerBapcka meceH" ce u3MoN3Ba
€/IHOTJIacHa MeJIOAMs, ChbprKallla B cebe CH MeCeHHO HAa4yajio U BIMCBAIla Ce B
CTHJIMCTHKATA HA CHOTBETHATa BOKajdHa Gopma. Moxxe OM KOHTPACTBT MEKIY
JIBETC YacTH B TOBA KalpH4IHO € Haii-ppamaHTeH, cpaBHEH C H3IOI3BAHUS
KOHTPacT B JAPYIWTe NHECH OT IWKbma. [IpemronsT OyKBaaHO BIHM3a C
M3KIFOYMTENICH HHTCH3UTET, KOMTO ce 3ama3Ba 0 caMus (prHa Ha KaIpHIHOTO.
KoHTpacThT € moacuiieH u oT pa3iauKuTe B TEMIIOTO U B pa3Mepa. [Ipu "Apuoszo"
anaxuoTo ¢ B 4/4 , a B "IIpemton" yCKOPEHHUETO € ChIIIECTBEHO, a pa3MepPhT CTaBa
5/8. Heuro noBeue, mpu TOBa YCKOpPEHHE M Haluuue Ha (parMeHTapHOCT B
pa3BUTHETO Ha (OopMaTa MHOTO SCHO CE€ OTKPOSIBA CTPEMEX 3a MMOCTUraHe Ha
MakCuMaJIHa TEXHUYHOCT B CTHJIMCTHKATa Ha TEXHUYCCKO YIPAXKXKHCHHUE 3a

nuryJika.

»24 BbJrapcku kanpu4um 3a coJ10 HUryJaka“ om. 24

AKO B pasrienaHusi IUKBI op. | OT gBaHameceT Kampuiuu MOXKE Ja
OTKpHEM IIOCTaBsSIHE HA HA4aJoTO Ha uaeiHus 3amuchi Ha [1. XpucrtockoB na
ch3/lafie COOCTBEHa IMTYJIKOBA INKOJAa W Ja PEHOBUpPA TPEACTaBHTE 3a
BHPTYO3€H IMTYJIKOB pereproap Ha (DOJIKIOpHA OCHOBA, TO B CICIBAIIHTE
JIBaJICCET U YSTHPH KAIPUYUH Ta3u JIMHHA ce Jopa3BuBa. He e ciyyacH (akThT,

Y€ HOBPBUAT HUKBJI € U3CBUPCH WU 3allMCaH OT CaMUsA KOMIIO3UTOP, AOKATO
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HHTepIpeTalnusaTa Ha BTOpUs — op. 24, Beue € MOBepeHa Ha HeroBaTa yueHHuKa
Esrenus-Mapust IlomoBa. OcMucisiiku Ta3u H3TErJeHa HUIIKA Ha
NIPUEMCTBEHOCT OT MpPENoJaBaTell KbM YYEHHMK, MOXE Ja KaxeM, 4Ye
KOMITO3UPAHETO HA MBPBUSA OIYC KANPUYMU € H3IBIHWIO YCIELIHO CBOSTA
(GyHKOHSA — [1a TTOIMOMOTHE Ch3AaBaHETO Ha CIJIHA OBJITapcKa M3ITBIHUTEIICKA
LIUTYJIKOBA LIKOJIa C MEXAYHapOJHA U3BECTHOCT. B TO3M pell Ha MUCIIH MOXKE J1a
ce HamnpaBU HU3BOJ, Y€ MOMYJSIPU3UPAHETO HAa IUKbBJIA U3BBH NpeieiuTe Ha
Bearapus, 6uneiiky BKIIIOYBAH B peIUIa MEKIyHApOIHH IIUTYIKOBU KOHKYPCH,
€ JIOTUYHO CJICJICTBYE U Tpacupa MbTs Ha cieBaus om. 24.

Ilpu Hero Bewye HaOmoaBaMe HSIKOM HOBM MoOMeHTH. Cskar
(doNKIOpHATA TEMAaTHKa MPHCHCTBA B JIOCTa MO-CTWIM3HPAH BUI, TaKa 4Ye Ja
ycIee Ja BiIe3€ B )KaHPOB CUHTE3 C MY3UKaJIHUS €3UK U KOMIIO3UTOPCKH TEXHUKU
HanpuMmep Ha HoBoBmeHckata mkona or XX B. (BTopara BHeHCKa mIKona),
KakTo U Ha HoBaTa [loscka mkona, ¢ HelHu npeacrasutenu I'paxxuna banesuy,
IMennepenku, JlorocnaBcku, Iledep, Pymsuncku. OTTYK mpousTHyaT
npoOnemMuTe, CBBP3aHM C OPUIMHAJIHM pElIeHHe [0 OTHOIICHHE Ha
M3IOJI3BAHETO HA TO3UIUH, TPH(OBE U BUAOBE INIACOBOACHE. Te3 TPyAHOCTH
H3MPABSAT IUTYJIApUTe MPEa MHOTO MO-TOJIEMHU NMpeau3BUKaTeNCTBa. Te TpsiOBa
Jla ce CIPAaBST C TPYAHOCTH KAKTO MO OTHOLIEHHE Ha €CTETUKA U CTUIMCTHKA,
Taka M Ja MpeoJoJieiT NCUXUYECKM HATOBAapBaHUS, MPOU3THYALIM OT
CJIO’)KHOCTTA Ha MU3MbJIHEHUETO U MHTEPIPETALUSTA.

IIpousBenenusita Ha II. XpucTOCKOB OTpa3siBaT HErOBUS apTUCTUYEH
HaTIOpEJl, KOETO € MPEAOIPENEICHO OT HETOBUTE MIPENIIOUUTAHUS KbM
YKaHPOBETE, B KONTO HAal-ITBITHOIICHHO C€ pa3KpHuBa crenudukara Ha
LIUT'YJIKOBOTO MaliCTOPCTBO — MHCTPYMEHTAJIEH KOHLIEPT, KallpU4HH, IIECEH,
6anana, moema. I1o To3u HaumH ce ohopMs cHcTeMara OT )KaHPOBE, KbM KOHTO
ce Haco4YBa KOMIIO3UTOPBT, U TS OY€pPTaBa XapaKkTepa Ha MOCOUEHUTE KalpUInuU

Opl n Op24 My3I/IKaJ'IHaTa I/1306pa3I/IT€J'IHOCT € BOACIHIA B HaCT OT KAlIpUIUUTC
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Karo ,,JKetBa” u ,,3azopsiBane”. [pyru Kanpuyuu ca BAbXHOBEHHU OT
OTpeNieNeH! PUTyalHH MpakTuku — "Hectunapku™.

B ,Kanenma” oTkpmBamMe BpB3Ka € JKaHpa Ha HHCTPYMCHTAITHHUS
KOHIIEPT, a MHTEPIPETalusATa HA THUIIMYHUTE BOKAJIHH JKAaHPOBE B HAKOH OT
KallpuIunuTe, MOXKE Ia OOBBpPIKEM CBC 3aJ0KEHOTO IECEHHO Hadallo, KOeTO
OTTOBaps Ha BB3MOXKHOCTHTE W CIeru(uKATe Ha OUTynkara. ToBa ca
Kanpuuuute ,,Apus’, ,,Maika noema” u ,,[[punes” B posisitTa Ha BbBEJIECHUE KbM
,,24 Kampuuuu® op. 24. ETHONTMHEHHHUAT IOTOK Ha 3BYKOBaTa ThKaH B )KaHPOBE,
Mperojarand KaHTUICHHOCT, 00yciaBs TBhPCCHETO Ha MHOrooOpasue u
cB000/1a B M3IOJI3BAHETO HA MEIIOUYHUTE TpaHCchopMmanuu. KoMmo3uTopsT ce
BB3II0I3Ba OT TOBA U MPHUOSATBA IO BAPHAHTHOCT, 32 J]a Ch3/Ia/Ie YCeIIaHe 3a eHa
HeTpeKbCHATA JMHHUA Ha pa3BUTHE. Toil oOemuHsABa Ipsata Qopma, KaTo

CBBP3Ba OTACIHUTE NMO-MAJIKU CTPYKTYPU B €AUHCH 3BYKOB KOMIIJICKC.

I1. XpucrockoB u3noyi3Ba BB ,,PaHTazusa” xapakTepeH IOXBaT -
L, AyOIupaHe Ha BOJCLIMS IJIaC B ONPE/EIeH HHTEPBAJ, CTPAaHHYHO ABIKCHHE,
I0sIBa Ha HETIOJBIDKEH, JIeXKAII[ I0-HUCHK IJI1ac, MPOABDKUTENHO 3aAbPKAIIH Cce
,,0ypronupamm” Hucku riacose” (Illepesa 2019, c. 20)!. Cpewar ce ¢bII0 H0-
CJIO’KHM ChYETaHUs! 1 KOMOWHAINH ¢ (IIasKOJIETH.

TpynHocTuTe MpH MHTEpIpeTalyaTa Ha MHOTOrjacHara (akrypa ca
oce3aTellHd B ,24 bbiarapcku KanpuuuM 3a COJO LMryJkKa“ op.24.
WuTepnpeTaTophT Momaja Ha Ppa3iWdHW, B HAKOM CIy4YaW HETPEABHINMO
YCIIO)KHEHH B TEXHHYECKO OTHOIICHHWE TpH(oBe, KOPECHOHAMPAIIA H ChHC
CJIOKHUS WHAWBUAYaAJIEH KOMIIO3UTOPCKH MoYepK. AKo ,,12 Kampuunu 3a comno
nurynka“ op.l, 6a3mpaHu Ha AMATOHWYHHU JIAIOBH CTPYKTYpPH, CHIBPIKAT II0-

JICCHO YCBOMMM TPYJAHOCTH 11O OTHOIICHUE HA TEXHUKATA, TO B KaHpI/I‘II/II/I Op24

!llepeBa, Maprapura. Kanpuuunure na IleTbp XpUCTOCKOB U 26 XapaKTEPUCTUYHU KOHIIEPTHH
HIPEITIOANH 32 colio Iuryika ot dnaycuno Bane. ABropedepar Ha aucepranuoHeH Tpyx. [lnosaus:
AMTHMN ,Ilpod. Acen Juamangues®, 2019.
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IIpeBeC MMaT XPOMATHUHHUTE IIOCTPOEHHUS MO XOpPU30HTalna M BepTHUKAJIA,
HalycKalld IepuMeThpa Ha ynoOHaTa WHTephperanus. HarpymnBaHeto Ha
TapaesTH MaJIK| CEKYHIM M3HCKBAa HAJIMYHE HA CIEHU(HUICH CIyXOB ONMUT U
MHTEPIIPETATOPCKH YMEHHS, XapaKTEepHH 3a 3ByKOBaTa Cpefia Ha My3HKaHaTa
KynTypa OT BTopara mojioBuHa Ha XX B. B cimywas Ou Morma ma ce HampaBu
aHaJOTHs ¢ Iorckara nuadoHus BB (onkiopa. O4eBUIHO CTUIMCTHKATA Ha
CHOTBETHHMS My3UKAIIHO-(OJIKIOPEH AUANIEKT 3a/1aBa apaMeTpUTe Ha CTHIIA IPU
I1. XpucrockoB B HEToBUTE JBa omyca (op.1 u op.24).

BB BepTHKamHHTE IOCIeNOBaHHMA B cekyHau npu ,lllomu”, B
KOMOMHAIMA ¢ Hace4eHaTa PUTMHUKA, C€ Chbp)Ka CHEPTHEH 3aps, HapylaBalll
IIbPBOHAYANIHOTO BIEYATICHHE 3a CHOKOWCTBME B KalpHyuoTo. Taka
CUTyHpaHaTa HHTOHAMOHHO-PUTMHYHA KOMOWHALMS CE IPEBPBIa B OCHOBEH
(opmoobpazysam GaxkTop, Mpy KOETO Ha NMPEJCH IUIAH M3IIBKBAT PEoyBaIlH ce
3BYKOBO-PUTMHYHU MaCHBH:

[MonnpoHNMYHOTO WM3rpaxkJaHe, SPKO HW3Pa3eHO BBHB (QUHATHHUTE
Kanpu4yuu op.24, ce 6asupa Ha XapaKTepHU TEXHHUKH, Ype3 KOUTO HAKOH OT TSIX
MOJKe J]a ce KaTerOpu3upaT KaTo TpaHCIEHACHTAIHN TBOpOU. Moxke 1a ce Kaxe,
ye B My3HMKara HCTOPHYECKHM TPAHCLEHAEHTATHOCTTa Ce IpOsBsABa
IIbPBOHAYAIHO B eTioau oT Pepenty JINCT, upe3 4nusiTo BUPTYO3HOCT CE€ OCMUCIS
U camara ujes 3a HaBJIM3aHE B IOJETO Ha TPAHCLUEHICHTAIHOTO. M3Ternsaiiku
HUIIIKa Ha3aJl BbB BPEMETO, HEMHUHYEMO OOpBIIaMe MorJiel U KbM KallpUIUH Ha
Hukono IlaraHuHuM, BBIPEKH Y€ CAMHAT KOMIIO3UTOP HE TH OMpEAeNs KaTo
TaKWBa MU3PUYHO. B TO3W pen Ha MHCIH, OMIEHKH M3TPAJCHO U3LSIO OT Ta3u
TEeXHUKA, ,,[[umukaro” ot I1. XpucTOCKOB M3Nu3a 3BBH YTBBPACHUS Tpadaper,
IIpH KOWTO MHUIMKATO C€ HM3MOJI3Ba IVIABHO 3a ()OH HA MENIOIUS B CONIMpAIa
apTHs.

IMunukatoTo € cpen 4ecTo M3MOI3BaHUTE TEXHUUECKU CPEACTBA B

CbBpPEMCHHATA MY3HUKa 3a HUT'YJIKA, KaTO YaCT OT MY3UKAJIHUA €3UK Ha PA3JIMIHU
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komro3utopu oT XX Bek. YHoTpeOsiBa ce B ChUeTaHHE C JPYrd H3pa3HU
cpeiacTBa (HampuMep IJIMCAHJO0, aKOpAU) B THPCEHE HAa KOJIOPUCTHUYHOCT U
BHPTYyO3HOCT. TBopOmTe Ha II. XpHCTOCKOB ca YacT OT Ta3W TEHACHIUS U
MIPEACTABAT HETOBUS HHANBUIYAJICH MOUEPK. AKTYalTHOCTTa HA IUIUKATOTO CE€
BIIMCBA 10 UHTEPECEH Ha4MH B TBOpUECTBOTO Ha I1. Xpucrockos. Pasrppiiaiku
B MaKCHMaJHa CTENEeH ymoTpedara Ha CHOTBETHHUS IMIPHX B E€IHOMMEHHOTO
Kalpu4uo, KOMIO3UTOPBT NpeAsara €JH0 OPUrHHAIHO PELIeHne, ChABPHKAIIO0 B
cebe cu cBoeoOpa3Ha rpaJalus py U3I0I3BaHe Ha My3UKaIHUS MaTepuait. Toi
npuwiara Qaktypa OT €IHOIVIaC 10 4YeTHUpPUIJAc, BIUIMTAa CKOKOOOpa3sHO
ABMIKCHUE MW YIABOSIBAHC Ha MCJIOJAUATA B OKTaBH. TyK HU3BCKIAHCTO Ha
MHTEPIIPETAMOHHUTE YMECHUS Ha M3IIBJIHHUTENS M3BBH 30HaTa Ha KoMdopT e
MHOTO sicHO. [To-uHTEpecHo e, ue Ouneiikn B 00XxBaTa Ha TPAHCLEHICHTAITHOTO
B KAayeCTBOTO Ha BHCIIE TEXHWYECKO MaHCTOPCTBO, upe3 con fantasia
KOMITO3UTOPBHT MO3UIMOHMPA WHTEPIIPETaTopa B Ka4eCTBOTO Ha CBOEOOpazeH
CHaBTOP.

B TO3u pen Ha Mucny, OcTaBaliky B IIOJIETO HA TPAHCLEAEHTAIHOTO, B
kampuyuoto “CelCKM Tpa3HUK® MOXKE Jla pEerucTpupaMe 3HAYHTEIHU
TeXHUYECKH TPYIHOCTU B MHoOrorjacHata (aktypa. Ts e cnenuduka u 3a
KanpuiuuTe, B KOWTO C€ THPCAT H300pa3sUTENHH acolUaldu — HarpuMmep
,HectuHapkn”. TaMm npeBec nMma AByriacHara (akTypa W TS KOHTPACTHpa Ha
CTPYKTYPH, B KOUTO 3ByYd MHCTPYMEHTAJIHATa raiiiapcka MEeJIoIusl, INTHpaHa
oT Mapun ['oneMrUHOB B HeroBarta TaHIOBa Jipama ,,HecTnHapka”.

My3ukamHOn300pa3UTETHOTO Havyajo OT ,,HecTnHapku™ oTKpHuBame u
B ,,Kykepn”, mpu KOeTo ce JaBa CepHO3Ha 3asBKa 3a HABIM3aHE B 30HATA Ha
¢donkopHUsA AUCKypC. M TYyK KOMIO3UTOPHT AaBa CBOOO A Ha HHTEPIIPETaTOPa
ype3 obo3HaueHHeTo con fantasia. donkiopHaTa KapTHHAa KOPECHOHIWpa C

Ha60p OT TCXHHUYCCKU IMOXBAaTHU KAaTO I'IMCaHAU. H3zmnon3sar ce u (I)J'Ia)KOJ'IeTI/I.
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dornkopHaTa TeMaTHKa OCTaBa aKkTyalHa M 3a Kalpu4uo ,,['bryika”,
KBJIETO ce HalJIo/aBa MMIIPOBU3AIMOHHOCT, Oa3upaHa Ha IIOCIEJOBATEIHO
M3IIONI3BaHe Ha T. HAp. “KoJieHa” BBB (PONKIOPHOTO My3HUIMpaHe, KaTo 10 TO3U
HauMH CE HaBIM3a B IEPUMEThpa HAa XOPOBOAHHUTE 00Opasmu B OBITAPCKUS
¢onxnop. Cnen HarpaBEHUTE aHAIN3U YCTaHOBsABaM, 4e U B Kanpuanu op.1, u
B Kanpuanu op.24 ce 3amMcTBa OT XOpPOBOJHATA TPATULIH.

Wnrepecen momenT mpu II. XpUCTOCKOB € MOAXOABT MY KbM
KJIaBUPHUS W KHTapeH >JKaHp ToKara B TPEIUIIHHS LMKBJI KalpHIHH.
KoMno3uTopsT U TyK NpoabibKaBa Ta3u uies B ,,Tokara” ot op. 24. buneiiku He
0COOCHO XapakTepeH 3a LMIYJIKOBHUSA DPENepToap >KaHPBT TOKaTa ce cpela
psanko. KommosuropsT murymnap gokas3sa Kak TO3H JKaHP MalCTOPCKH MOXeE Jla
ce TIPHCIIOCOO0N KbM TEXHHUIECKUTE NapaMeTpU U Bb3MOXKHOCTH HA IIUTYJIKATA.
B ,, Tokara” or op.24 nonaBsMe €IEMEHTH OT TPaJULUOHHMS TI'bIYyJIapCKH
WHCTPYMEHTAJICH CTHIL.

Iletsp XpucrockoB  3axbiibodyaBa paboTaTa CH B IIOJETO Ha
¢onknopHata temaruka. [Tuecure ¢ OMUTOBO-M300pa3UTENIEH XapakTep 3aeMaT
CBOE MSICTO Che cniennduku u B op.1, u B op.24. Tyk e oueBuiHA MPOMsIHATA B
MY3HMKaJIHUS €3MK Ha KOMIIO3UTOpA, [TOCTaBIWKU BbB (JOKyca Ha BHUMaHHUETO
pasmupeHust skaHpoB oOxBaT. CHHTE3bT W HMHAMBHUAYyaIH3aLUATAa B
MY3HUKaITHOPAaMaTypPTUYHOTO M3TPaXKIaHEe ca aKTyaHa TeHICHIUS B My3HKaTa
OT /ABaliceTOTO CTOJIETHE.

OcMuCIIHKE Ka3aHOTO JOTYK, OMXMe MOTJH Ja W3BEIEM HAKOJIKO
OCHOBHH JIMHUH B Pa3BUTHETO HA XaHpPA [P JIBaTa IUKBJIa — HHCTPYMEHTAJIHA,
BOKaJIHA W KaHPOBO-TaHIyBaiHA. [IppBaTa KOpecIOHAMpa C IPOM3X0Ja Ha
KaHpa Kalpuino W APYTH Karo (aHTa3Wsd, WMIPOBHU3AINS, IPENIOJ, eTIO,
TOKaTa ¥ MHCTPYMEHTaJeH KOHUEpT — Hampumep B ,.Kanenma“. IleceHHOoTO
HayaJlo ce MWHTEpIpeTHpa TBBpJAE CBOOOJHO W ce u3paszsBa dpe3

HMITPOBU3AIIMOHHOCT B ,,Maika noema”, HO U B ,,Apusi’. Tperara — KaHpPOBO-
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TaHIlyBaJHA JIMHMS, CBILO € MHOTO OCE3aTeIHa U MOXeE J[a IOThPCUM KOPEHHUTE
i B MHCTPYMEHTAIHUTE M TAHIOBUTE Tpaguuuu B Obiarapckus donkiop. Ts
obenmHABa [BaTa OMyca 4Ype3 JIOKAIHH MY3HWKaIHO-TAaHLOBH 00pasd,
obpucyBanu apko Harpumep B ,,I1loncko xanpuuno” on.1 u B ,,Illonn™ om. 24.
HabmromaBame s B ,,Manka xymopecka” u B ,,HamnpeBapa”, HO Taka CBIIO B
,,[IpaBo xopo” u B ,,Komanuma” or. 24.

B Kanpuuuu op.1 u op.24 I1. XpucTOCKOB U3M0JI3Ba KaleH10CKOTUYHO
penyBaHe Ha MY3HMKalHH o00Opa3W M TOJIIMO pa3HOOOpaswe OT >KaHPOBU
XapaKTepUCTUKU. Bcekn OT Te3w OmycH B CBOETO IPUIOCTHO pa3BUTHE
NpeMHHaBa Tpe3 pa3IudHu 00pa3HO-€MOIMOHAIHN KapTHHU. B To3u cMuCHI
MOXE Jla CE€ HampaBH MpemnpaTka KbM IPHHIWIA HAa CIOWTaTa, HO U KBbM
JIpaMaTypruyHO H3TpakJaHe, XapaKTEepHO 3a HIKOM MY3HMKaJIHO-CICHUYHHU

JKaHpPOBC.

2.2. Hukba oT 9 kanpuyum 3a coJ10 uuryiaka or Bacua (Backo) Adankuen

Bacua Ab6amxxuen (1926 - 1974)

Bacun (Backo) HukonoB AOGamkueB € ObJIrapckd Luryiap Hu
KOMITO3UTOP, TPHUI00MI MEXIyHAapOIHa MU3BECTHOCT B MHOTO PaHHA BB3PACT
3apad M3KJIIOUUTEIHO BUPTYO3HHTE CH H3IBIHEHHs. Omnpemensir ro Karo
"ByHmepkuHA", a Taka chIO ro Hapuuar ,Hosusr Mexymn Menyxun" u
"ISBOJICKHAT IUTYJap" Opaay aCOUUAIIMY C TCHUAIHOCTTAa U BUPTYO3HOCTTA Ha
Huxono ITarannan. CrioMeHaBaH € Karo €IWHCTBEHHS IUTyIap OT HETOBOTO
BpeMe, M3ITBJIHIII 3a€JHO BCHUKHTE 24 Kampu3a Ha [laraHnHU B €AWH KOHIIEPT.
ToBa mocTmkeHHE ce cMATa 3a YHUKAITHO CPe BUPTYO3HTE.

Ponen e B mysukanHo cemeiictBo. HerosusT Gama e mpodecop 1o
LUryJika, a Maiika My Jlana [IunepoBa-AGakueBa e nnannucTka. Koraro e camo

Ha JABC T'OAWHU, POAUTCIUTE MY pa36npaT, 4y€ ACTC€TO MM HMa Hep(l)eKTeH
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My3HWKaleH cinyxXx. Ha mect roguHum MomueTo neOlTHpa Karo Iuryiap,
W3IBJIHABANKY Oe3yNpPEYHO HSIKOJKO LIUTYIKOBH TBOPOH - KOHLEPT B JIa MHHOP
Ha BwuBangy, KoHIEPT B col Makop Ha MomapT M Ipyrd NPOU3BEICHUS.
W3npaHeHuATa My OCTaBSIT CHJIHO BIEYATICHHE Y CIyLIaTEIHWTE. 3aBbpIIBA C
ommune yawmnie "Bacun AmpmioB" B Codus kato ycmsBa Ia TIPEeMHHE
YETHPUTOANIIHOTO oOydeHHe 3a 1Be romuHd. Ha neBeT roamHu 3aBBpIIBA U
oOyueHueTo cu B My3HKanHaTa akajeMusl, KaTo cTaBa Hali-MJiiaaust abCONBEHT B
HCTOpHATAa Ha OBLITapckoTo BHcIie obpasoBanme. Ha komkypca ,Moxen
W3zan* 1937 roguxa e HarpajieH ¢ U3BBHPEAHO OTIMYHUE U CTaBa PEJOBEH CTYCHT
B MaiicTopckus kiac Ha bprokcenckara akagemus. Ha 12 rogunu e naypear Ha
KoHKypca ,,Opun Kpaiiciep B JIuex. ['octyBa Ha kpan Jleonong I11. Bneuatnen
OT TeHHATHATE MY CIIOCOOHOCTH, MOHAPXBT IpeyIara Ha My3HKaHTa OeITHHCKO
rpakmaHcTBO, HO Backo AbGamkneB My orkaszBa. Tolf crtaBa MEXIyHapOTHO
M3BECTEH ClIe]l MOOENTE CH B KOHKypeuTe , Moxken M3san® u ,,dpun Kpaiiciep®.
HayuyaBa HSKONKO €3MKa: HEMCKH, (PEHCKH, WTAIWAHCKW, AHDIUICKH |
YHTapCKu.

Kapuepara My e Oensi3aHa OT HOpeHIa BIEYATIABAINM KOHIEPTH C
Haii-nipecTkHU cuMdoHnYHU opkectpu B EBpoma. Te ca muprwkupaHu oT
My3uKaHTH Kato Bmixemm @ypreenmiep, Bumem Menrenoepr, Kapn Browm.
CnenBar TpuyM¢aHu TypHETa B MHOTO cTpaHH (cpex Tsx ca benrus, ['epmanns,
Opannws, Utamus, Janus u [lBerust). Tam chIo CBUpH ¢ U3BECTHU OPKECTPHU
u gupureHTd. Hapen ¢ T4x ochIecTBsABa 1 MHOXKECTBO KaMepHH KOHIEpTH. 1o
Bpeme Ha Bropara cBeTtoBHa BoifHa Backo AbamxmeB ce IpeMecTBa ChC
CEMEHCTBOTO CU B I'epMaHMs M y4yHd KOMIO3MLMS BbB Bucuero mys3ukanaHo
yumumie B bepmur B mepuoma 1941-1945. AmepuxaHCKH TUPUTEHT My
npejara Bp3MokHOCTTa J1a octaHe B CAIL[ BMecTo anrepHarnBaTa na Obre
BbpHAT B bbarapus or cbBeTCKUTE BOWCKHU, HO TOH s oTka3Ba. Ilo Bpeme Ha

BoOIfHaTa TOl mpoawkaBa Aa cBupH B I'epmanus. Ilpe3 1947 cnex cmbprTa Ha
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Oama cu, Backo AbGamxueB 3amuHaBa 3a bynamema, 3a na ce cbB3eMe OT
€MOLMOHAIHUA yiap. TaM ch3AaBa TPUO U KBAPTET U C TAX KOHLEPTUPA YCTICIIHO.

Toii ce Bppma B brnrapus npes 1952 romuna. Mexay 1952 u 1956
ronuHa Backo AGamxuneB KOHIIEpTHPa aKTUBHO. VI3HACs MHOTO CaMOCTOSITEITHA
peuutanu. IlpaBu xkoHuepru 3aeano ¢ Ilanuo BragurepoB B cTpaHara, a ChblLo
Taka cBupu U cbc Coodmuiickara pmaxapmonus. [Ipe3 1953 roxgmna momydaBa
JIMUMUTpOBCKa Harpajga, HO € NPUHYIACH Ja CBHUPU B 3aBOIU U 3a Pa3IUYHU
KOJIEKTHBH, a MEXIYHapOIHUTE My H3iBU ca CTPOTO OorpaHuueHd. Moxe na
KOHIIEpTHpa caMo B YexocnoBakusi, YHrapys U HIKOU APYTH COLMATHCTUUECKU
Obp)KaBU. 3apagd Te3W OrpaHHUYEHHs TOW pellaBa Ja 3aMHMHE 3a YHIapus,
OTKBICTO IMO-KbCHO emurpupa BB Denmepamna PenyOmmka [epmammsa. Tam
octasa oxono 30 roguau. B benrapus umeto My craBa Taly, Thil KaTto € 00sBeH
3a HEBb3BpAICHEII.

[pe3 1956 romuna, korato ce HaMupa B YHrapus, Backo AGamKues e
HalaJgHaT BB BIIaK Mex 1y bynanemia u [Ipara, karo momydaBa TpaBMH, U 3aTOBa
3aMuHaBa 3a 3amajzeH bepnuH 3a nedenwme. o 1965 roguna To#l ycmsBa ga
npexusee B 'epmanus OnaromapeHne Ha YHOPHTOCTTAa Ha Maiika cu. Ilpes
chlllara roguHa ymyupa maiika My. Mi3najgHan B CIIOKHA CUTyalusi, TOU TPyJHO ce
cnpasst ¢ xuBora cu. Cien Tekka KaracTpoda, B KOSATO IMOTydaBa deperHa
TpaBMa, 3[paBOCIOBHOTO My CBCTOSHHE C€ BJIOIIaBa OIlle IoBede. Torasa
3arouBa Jia paboTH KaTo Kypuep B U3AATEIICTBO U Ja CBUPH B MOPSIIKH KPBbUMHU
B paiiona ,,Cankt [Taymn* B XamOypr. [Ipe3 To3u nmepuon xuBee Ipu Bb3pacTHA
JKEHA, KOATO € TIOJTyCIIsTa U TONyTITyXa, HO Ce TPHXKH 32 HEro.

Backo AOamxueB cwn3gaBa Ham 60 KOMIIO3HIMHM, KOMTO Ca
M3MBIHSIBAHU OT KBapTeTHTE ,,JIMOB* 1 ,,JIeueB*.

HukbIbT OT J€BeT KampUYMM HOCH PAa3IUYeH TUI BHYIICHHUE.
WnrepecHo e, ye AbapkueB peOUBaBa B peiiiia 3araHOeBPOIIEHCKH KyJITYpH,

HO HE € CbIICCTBCHO IMOBJIMAH U HE € PbKOBOACH OT aKTYAaJIHUTC 3a CBOCTO BpEME
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TEH/ICHIINH B pa3BUTUETO Ha JkaHpa Karpuuno. B Herosure 9 Kanpuuuu ¢ manku
W3KJIFOYEHUS] JIMIICBA OHA3W BUPTYO3HOCT, KOSTO OyKBaJHO NPOHU3BA
KalnpUYUHUTEe HA BCUYKH Pa3riielaHy 10 MOMEHTA B ANCEPTALMSTA aBTOPH.

B nbpBOTO Kampu4YMO TaHIYBAJIHOCTTa € IIOCTHTHATa dpE3
M3IIONI3BaHe Ha TO-PSIOKO CpemiaH MpH kaHpa pasmep 12/8. Bumpeku ToBa, B
METPOPUTMHUYHO OTHOIIEHHUE HE c€ HAOJIIOAaBaT CHIIECTBCHN OTKIOHEHHS, Thi
KaToO Ha MpaKTHKa CHOTBETHUST pa3Mep € MPOM3BOJICH Ha 6/8 U € CBbp3aH Ha
BeprkeH NMpUHIHMM ¢ 3/8. T.e., CIIONKHUAT pa3Mep ChIbpiKa YETUPH CAHAKBU
Js1a, ChIBbPIKAIIN M0 TPH BpeMeHa. M300pbT Ha TOHATHOCTTA — MH Ma)op,
CBIIO JIOTIPUHACS 32 OCTABaHETO B 30HaTa Ha KOM(MOPT 3a LUTyJIapuUTe.

Crnen MOCTOSIHHO MOJABPIKAHO BIDKEHUE B pa3Mep 4/4 B IpeIXOAHOTO
Kalpu4ino, B TPETOTO OTHOBO BIXKJJaMe MO3HATaTa TAaHIyBAJTHOCT IPU TPHOJIOBO
JBIDKCHUE, HO TO3W ITBT IIOCTUTHATO 4pe3 pa3mep 6/8. B ToBa kampuuno Beue
(axTypara e TIaBHO JBYIJIACHA, a HA MOMEHTH YETHPHIJIACHA, Pa3BHBAIlA CE B
TOHAJHOCT MU Ma)KOp C OTKJIOHEHHE B pe MUHOP U BpBIIaHe 00paTHO. 3a IbPBH
IBbT B UKBJIA CE€ IMOABSABA PUTMHUYHA qmrypa, ChCTOANIA CE€ OT YCTBBPTHUHA,
IocjeBaHa OT OCMHHA, KOSTO BIIajiee LsAjaTa IHueca M KOSITO B CIIEIBAIINTE
KaIlpU4IUH MOJy4aBa CBOETO Pa3BUTHE.

CnomeHaTata B TPETOTO KalpuUYMO pPUTMHYHA CTPYKTypa, B
4eTBBPTOTO c€ MOIU(HUIIPa B OCMUHA C TOUKA U IIECTHAAECETHHA TIPH pa3Mep
4/4, HO CBC 3HAYNTETHO I0-YCJIOKHEHa MHOTOIJIacHa (akTypa, BKIOYBAIIa U
YeTHpUIIacHH akopau. Te m3rpakaat popmaTa upe3 IpeMHHaBaHe OT J0 MUHOP
B €IHOMMEHHATa Ma)KOpHa TOHAIHOCT.

IleTo kanpu4uo 3aroyBa M CBBPIIBA HIKAK HEyceTHO. IleceHHOCTTA,
pasBuBaIla ce B paMKHTE Ha CMECeHa aKopJ0BO-XOMO(GOHHA U MOJU(OHUIHA
(axTypa B 0aBHO TEMIIO U TOHAJIHOCT CH OEMOJI MaXKop, He HapyIIaBa Komdopra

Ha U3IIbJIHUTCIIA.
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Bbpp3oTo TemMno M egHoriacHara aprexHa (akTypa ¢ MOHOTOHHO
HENpeKbCHATO IECTHAAECETUHKOBO JIBM)KEHHE B IECTOTO KANIPHYMO B pazMep
4/4 HamOMHS Ha TeXHHYECKO ympaxkHeHHe. CKOKOOOpa3HOTO IBIDKCHHE B
OIpEe/ICNICHd MOMEHTH, CH3JaBalIll0 IO-CI0YKHA MHTEPIPETATOPCKa CUTYaIlHs,
CBIIO € B IIOJKpera Ha TOBa OO0 BIICYaTIICHHUE.

CeKBEHIIMOHHOTO OCMHHKOBO IBI)KCHHE B CEAMOTO KAMPHYHO IO
W3BECTHA CTEIICH 33/1aBa OTIIPAaTKa KbM 0apoKoBaTa CTHIIMCTHKA.

B ocmMoTO Kanmpu4mo ChIIECTBYBAaT BpPB3KM Ha pa3CTOSHUE ChC
CIIOMCHATUTE PUTMHYHH MOJEIM B TPETO M 4eTBBPTO. Tyk B pasmep 3/4
HaOJfoaBaMe pelyBall] ce TOYKYBaH PUTHM B €IHOINIAC, KOMTO MOCTEIEHHO
npepacTBa B MHOrOIJ1acHa (akrypa.

B noc/1eqHOTO KAaPpHYMO ce BPBILA OHA3U TAHIYBAJIHOCT, KOATO HOCH
pasMep 6/8 B TpeTo KampH4yMO, HO C BHIMMO IO-YCIIOXKHEHa (GakTypa Hu
aluIMKaTypa, IIOCTaBsllla HMHTEPIPETATOPCKH  IPEIU3BUKATENICTBA  IIPEX

U3II'bJIHUTCIINUTC.

2.3. Kanpus 3a coJjio muryJxka ot Jleon Cypysxon

Jleon Cypyxon (1913 —2007)

Jleon CypyskoH 3arouBa Jia y4u IWTYJIKAa MbPBOHAYAIHO ¢ OpaT cH B
ponuust cu rpaa Hosu mazap. Hanpeznsa nocra 6bp30 M ceMeicTBOTO periaBa, ue
MJIQJUAT TUTYIap TpsiOBa na Mpoab/bku oOpasoBanneto cu B Codust mpu
n3BecTHUS yenrky My3ukanT XaHc Kox. Toit ckopo ce mpubupa B Ilpara u 14-
ronuiHUAT JIeon Cypy»oH ro cieBa TaM U IPOABIDKaBa 00y4YE€HHETO CH C HETO.
B mawanoro nHa 30-Te rommHM Ha MmMHaimMA XX BeK 3aBbpmBa [Ipaxkara
KOHCEPBaTOpHUs U 3all04YBa KOHLEPTHA AEHHOCT B poauHara cu. HazHaueH e 3a
koHneprMmaiictop B Codwuiickara orepa, HO >KEJIaHHETO Jla CEe pa3BHBa IO

OTBCXKJa B HapI/DK, 3a Aa coeuuaiv3vupa Ipud rojeMusd nuryiaap, mAaHUCT U

30



kommosurop Jxopmxe Enecky. Kynrypuusrt xuBor Ha [lapmk oTkpuBa HOBU
xopu30HTH npex Miaaus Jleon CypyoH U TO# ce AUIUIOMUPA B aBTOPUTETHOTO
yummmmie Exor Hopman, ciren xoero ce 3aBpbima B Codusi.

Bropara cBeroBHa BOHfHA TPOMEHS JKMBOTAa HAa TaJAHTIHMBUS,
mpocnepupaml My3ukanT. Cien BodiHaTa mpe3 1949 r. craBa mpodecop mo
murynka B My3ukanHaTa akanmemus, a oT 1959 no 1962 e u nmexan Ha
Wncrpymenrtannus ¢daxynret. [Ipes 1947 roquna crasa jnaypear Ha KoHkypca
»EHecky” B Ilapmxk. 3aenHo cbe cpnpyrara cu Kara Kazanmxuesa — nuaHucTka
U cblIo npodecop B AKageMusTa — KOHLEPTHPAT B CTpaHaTa U B 4yxOuHa. B
peneproapa My 3ajsarar KOHIEPTH W KamepHU TBopOu oT bax, YaiikoBckwu,
[aranuan, berosen, bBpamc, Mengencon, Bmamurepo. OcobeHo
3a0eJeXUTETHO M BHCOKO OIICHSABAHO € M3IITBJIHEHHETO My Ha lcnaHcka
cumdonus ot Jlamo.

Jleon CypyxoH koHueptupa cbiio BbB Dpannus, Yexus, Ilomma,
Ky6a, Pycus, Kanana, Uzpaen. IIpe3 1980 roguna Jleon CypykoH mocThIIBa B
omepHHs OpKecThp Ha AHTBepreH, benrus. Ilocne npenonasa B My3ukanHarta
akajemus B bprokcen, KbJeTo ®uBee 10 cMbpTTa cu npe3 2007 ronuHa.

Pasrnexnanoro xampuuuo 3a cojo rurynka Ha Jleon CypyxoH, 3a
pas3iiMKa OT TNpEACTaBEeHUs MO-TOpe LUKBI Ha Backo AGa/kneB, M3IUIO ce
BIMcBa B kaHpa. OCBOOOJEHO OT OTPaHMUYCHMATA HA TAKTOBMS ITOKA3aTell,
BKapBaIll MHCTPyMEHTalHaTa (opMa BB (HKCHPaHA METPOPUTMHYHA PAMKA,
Kampu4roTO ce pa3BuBa B cBoOONIHA (¢opma (B tempo rubato) ¢ xapakrepa Ha
KaJeHIlaTa B KOHIEPTHHUA >XKaHp. Ako B eTronuTe Ha CypyXOH ce [I0JaBs
BIIMSTHHE Ha (POJIKIIOPA, TO TYK CTHIIMCTUKATA € M3KITIOUYNTEITHO N3YMCTEHA B TOBA
oTHomeHne. Ha mpeneH ImIaH W3MbKBa TEXHWYECKH CIOXHA (akTypa H

arimKaTypa ¢ HC MaJIKO arort4€CKu OTKJIOHCHUA.
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2.4. Kanpuumo 3a coJio nury;ika na Mopaan Nomes

Hopaan T'omes (1960)

Wopnan Toures e komno3utop u npodecop B FO3Y ,,Heopur Pucku".
B TBOpueckara My WHBEHIMS HaMHpa MACTO JO3UPAHHUAT CHHTE3 MEXKIY
OBNTAapCKUTE MY3HWKaTHH KOPEHH M aKTyaJlHUTE 33 CBBPEMEHHOCTTA
KOMIIO3ULIMOHHU TEXHUKHU. 3aBbpiiBa HaruoHanHata My3uKanHa akajgeMus B
Codus ¢ aBe crienuanHOCTH — MUaHo npu npod. Aranac KypreB u KoMIto3uius
npu npod. Anexcanabsp TaneB. To3u GakT Moxke Ja ce CBbpKE C HHTEpeca My
KbM KIJIaBUpHaTa My3MKa M HETOBUTE CIIOXKHM NHAHUCTUYHH KOMIIO3HIIMU.
Bonpeku ue unTepec Ha Mopaan [omes ro oTBeKIaT KbM KAMEPHHTE KAHPOBE
1 KbM CUM(OHHYHATA, XOPOBaTa M TeaTpajHaTa My3HKa, HHCTPYMEHTAIHOTO My
MHCJICHE OCTaBa OCHOBEH HETOB CTHIIOB Oerer.

Trop6ure Ha Mopnan Iomes ca m3mbiHABaHE He caMo B Bbarapus, Ho
U B peaMlia €BpOIEHCKU cTpaHu. Tol uMMa 3BYKO3allMCU U HOTHM U3JaHUS B
boarapus, Apmenus, benrus, I'epmanus, Urtanus u Xomanaus. HeroBoto
poQeCHOHAIHO Pa3BUTHE KAaTO KOMIO3UTOP € TSICHO CBBP3aHO C HABIIU3AHETO
My TO-IBJI00KO B NPAaKTUYECKH U3MEPEHHUs Ha XapMOHHsATa M Ha (oJkiopa.
MoHorpaduure My ‘“3BYKOBHCOYMHHA OpPTaHHM3aIMs Ha ObJrapckara HapoaHa
mecer” (2004), “Jluneapra oOpaboTka Ha OBJITapcKaTa HapomHa nmeceH™ (2005)
U TpH ToMa ,,XapMOHUSI C apamKupaHe B ChaBTOPCTBO ¢ mpo¢. Ommmn [1aBios
(m3manenn mepBoHavarHO 1999-2002) MMaT OTHONICHWE KBM OCMHUCIISHETO Ha
MEJIOANKO-XapMOHUYHH ~ S1pa, W3BJICYCHH OT ObBIarapckara (OJIKIOpHA
Tpaaunus (HaIpuUMep Iorckara auadoHus), KOUTO C€ Cpelar B 4acT OT
HETOBHUTE KOMITO3UIIHH.

Tpunennara gopma ot tuna ABA e xilacuka B jkaHpa W M300pBT Ha
Mopnan [olires majia TOYHO BBPXY Hesl PH KOMIIO3MPAHETO HA KATIPHIHOTO My

3a COJIO MI'yJIKa. Kazanoro IMO-rope 3a CUHTE3a MCKAY 61>nrap01<1/151 (bO.HKJ'IOp u
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CHBPEMEHHUTE KOMIIO3UIIMOHHU TEXHUKHU U3LI0 KOPECHIOHANPA C TOBA, KOETO
Ha0J01aBamMe B Kalpu4yHoToO.

Ome B HA4ajoTO HAa KalpHYHOTO OT J[BYIJIACHATa IOMU(POHWIHA
(axTypa H3pacTBa TeMa, HOCEIa XapaKTEPUCTUKHUTE Ha POJOICKUS (OJIKIIOP, a
caen Hest Mexay 20 u 25 TakT HoNaBsME yBEIMUYEHA CEKYH[a, ydacTBalla B
CTPYKTYPHOTO H3TpakJaHE Ha Apyra KpaTrka MEJIOAWYHA CTPYKTypa, B KOSATO
YyBaMme CTHJIMCTUYHH CHEeUU(PHUKN Ha TUPUHCKHS (OJIKIIOP:

OT TO3M MOMEHT HaTaThK 3al104Ba IOCTENIEHHO PAa3TPhIIaHe Ha PEXOJ
KbM BTOpHUSl LIEHTpaJHA 3a Kampuyuoto sl - Allegro vivace, B KOHTO ce
KOHIIGHTPUpPA ITBJIHUAT CIIEKThP OT KOMIO3MIMOHHH IOXBATH, XapaKTEepHHU 3a
xanpa. O1ie 1o Bpeme Ha Ipexo/ia YyBaMe peayBaHe Ha IHIUKATO C IBK MEXITy
36 u 42 TakT. B HEeHTpanHUS ¥ OCHOBEH 32 KAaPUYUOTO A7 KOMIIO3UTOPBT
M3M0JI3Ba IIOYTH BCHYKH BH3MOKHH IIPUXH, KOUTO MPaBAT (aKTyparta CI0KHA U
BUPTYO3Ha - TPEMOJIO, M3KYCTBEHH (DIIaXKOJIETH, CBHPEHE 10 Marapero Ha
HHCTPYMEHTA, MHIMKaTo. M BCHYKO TOBa € CBHIPOBOACHO OT M3KIIIOYUTETHA
TEXHUYECKA TPYAHOCT B allJINKATyPHUTE PELICHHUS.

Cren M3KITIOYUTEHOTO HANpe)KeHUE B LENHs BTOpHU U1, oT 181 TakT
HATaTBK 3all0yBa IIOCTEIICHHO YCIIOKOsABaHE M 3abaBgHE Ha TEMIIOTO dYpe3
TPHOJIOBO JBIDKEHHE, KOETO NPEJIMBA B MI03HATATA BEYE OT HAYAJIOTO POJIOIICKA
MeNoaus M KBapTOBHTE INPU3MBHU WHTOHAIMH, KOWUTO HM34e3BaT, OOpaHU B

IIMIUKATH Ha Jia OT MaJIKa OKTaBa.

3AKIIOYEHHUE

Pesynrarure oT HanpaBEeHUTE aHAIM3H ITOKA3BaT, Y€ B CBETOBEH MaIad

€ HaJuIEe A0CTa TroJIAM HNOTCHHHAJl B PAa3BUTUETO Ha JKaHpa Kalpuiuo.

Hpom,mKaBa CC JIMHUsATA 3a O6€IlI/IHHBaHC Ha U3ITBJIHUTEII U KOMIIO3UTOP, KOCTO
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HE caMo TIpH aHpa Kalnpuiuo € NPOJYKTHBHO, a U MOXeE Jia ObJie eTaJloH 3a
NoJIpa’kaHye MPH IHCAHETO Ha COJIOBU TBOPOM 32 BCUUKU MHCTPYMEHTH.

3amafHOEBPONEICKUTE W aMEPUKAaHCKH TEHACHIUH OIPEICICHO
OTBApAT HOBU XOpH30HTH npen Kanpuunoto B enoxaTta Ha nocT-IlaraHnHOBHA
MEPUOJ, KOTaTO HOBHUTE KOMIIO3UTOPCKM TEXHHUKHU 3aBlajsBaT TBOpYECKaTa
WHBEHIIM HA TE€HEepallud TBOPHOM. B To3M CMHUCBI CTBIBalkd BBPXY
HampaBeHOTO OT Hero, Konctantun Moctpac, I'paxxuna banesuu, XoakuH
Ponpuro, JIxon Kopmnsno, Crennu VYaitHsp u AHapeac Makpuc deprast
TpaeKTopus KbM MEPCHEKTHUBUTE B pa3BUTHETO Ha >kaHpa B EBpomna u CAILL

B TO3M cMuCHN OOBBP3BaHETO Ha KOMIIO3UTOpCKara pabora c
nejaroruyeckata npu MocTpac € 0co0eHO BaXKeH MOMEHT, ThH KaTo 3a/aBa
BaXXHH OTIPABHHU TOYKU MPU KOMIO3MPAaHETO Ha TokaTa M pe4YHUTaTHB, KOUTO
CTHMYJIHMPAT IIOCTUTaHE HA MAaKCHMAJIHA CIIO’KHOCT U 3a LIEJINTE Ha 00yUCHHUETO
1o nuryika. [lono6en MmoMeHT ce Habmoaasa U 1pu [leTsp XpHCTOCKOB 1 MOXKE
Jla KaykeM, 4e TI0 TO3M HAa4MH Ha Mpe/IeH IUIaH Ce NMOCTaBsg TOUYHO MPOOIeMBbT 3a
MEPCIEKTUBUTE B PAa3BUTHUETO HA >KaHpa Ipe3 Ipu3MaTa Ha Pa3BUTHETO Ha
M3IIBJIHUTEIICKATA TEXHHUKA.

B TOBa oTHOIIEHNE ca MOKA3aTeIHN M TEHACHIMUTE NPH H3MOI3BaHE
Ha HOBUTE€ KOMIIO3UTOPCKM MOXBaTH, TbH Karo T€ TIOCTaBAT HOBHU
MIpeJU3BUKATENCTBA Npeld Lurynapute. Tyk € MOKa3zaTeleH ciaydas C ABaTta
kampu3a Ha I'pakuHa baneBuy, KoSTO TBBpJE MOCTBIATENHO WM IUIAHUPAHO
cleBa JUHHWATA HAa MPEXOJ MEXIy IBPBUS M BTOPUS CH COHOPHUCTHYEH
TBOPYECKH MEPHUO/I, TaKa 4e "ChTpeceHneTo", KoeTo Ou yceTmia myonukaTa il B
4-te Kanpuza ot 1968 na He ObJ1e TOJIKOBA 0CE3aTEITHO, TOKOIKOTO € BH3MOXKHO.
TouHO Te3n HaNper€HaTh MOMEHTH B pasriexkaanus Kampus, mocTuraat upes
MOJI3BAaHE HA TPAJULHOHHH MO3HATU TEXHUYECKH [IUTYJIKOBH OXBATH, MOXKE J1a

ce OCMHUCIAT Karo CBOeoOpa3Ha IOATOTOBKA 3a "B3pHWBsSBaHETO" Ha
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HeoKJIacuyeckaTa Mmapajgurma M JOCETallHUTe HU MPEACTaBH 332 LUTYJIKOBUS
3BYK.

Makap ¥ Ch3HATEITHO MPOTUBOIOCTABSIL CE HA MYy3HKAIIHHs aBaHTapl,
Crennu VYailHbp HamWmBa MHOTO TOYHO W3ITBJIHHUTEJICKUS HATIOpPENT Ha
LUTyJIapuTe, C KOWTO paboTh, Taka dYe KalpUYMHUTEe Ja IOIydar
HHTEPIIPETAlUTe, KOUTO Hai-moOpe Ine BIE3HAT B CHHTE3 B aBTOPCKOTO
BHXJIAHE.

Opurunanauar noaxon Ha Jxon KopumnsiHo octaBa TpaiiHa ciena He
camo B xaHpa Ha Kanpuunoro Ha XX Bek, HO M U3TEIJI CBBp3Balla HUIIKA OT
¢unMoBara My3HKa U 10 TO3W HAYMH IOCTaBsl BB (JOKYC Bpb3KaTa Ha jKaHpa
KalpuIuo ¢ KOMIIO3UTOPCKHUS TTOAXO MPH (PHIIMOBATa My3HKa.

Upe3 Tonamen xanpu3 Anznpeac Makpuc caMo 3aTBBpKAaBa olmiara
TEHACHIM B Pa3BUTUETO Ha >kaHpa mpe3 XX BeK - MaKCHMallHa TEXHHUYECKa
CIIOKHOCT, 0a3upaHa Ha ynoTpebaTa Ha IBIHUS CIEKThD OT LIPUXH TIPH
LUTYJIKAaTa, YCIOKHEHA alTUKaTypa, TEMIIOBH U METPOPUTMHYHH OTKJIIOHEHHUS.

Ha To3u ¢on nosiata Ha kanpuuruoTo Ha X0oakuH Poapuro onpeneneHo
M3BEX/Ia JKaHpa Ha CIeJBAlll €Tall OT HETOBOTO Pa3BUTHE - €Tall, CBBP3aH C
MaKCHMAaJTHO Ha/ICKa4aHe Ha epProJIOTUYHUTE JaICHOCTH Ha IUTyJIKaTa, Taka ue
MHOTO ICHO JIa C€ U3TETIIAT BPB3KUTE OT 1101X0a Ha [laraHuHM 1 1a ce MoCcTaBAT
B KOHTeKcTa Ha HoBoTo Bpeme. Tyk U3mu3aHETO U3BBH paMKUTE Ha TPUIEIHATA
(opMa e HOB MOMEHT, KOMTO JIOCTa YCIICIIHO ce pa3BuBa oT [leThp XpHucToCcKOB.

AKo pasriieaMe mo-AeTaiIHO HeroBUs MOAX0, OMX Ka3al, 4e TOH He
caMo MOXe Ja ce Hapeue "OwirapckusaT [larammHu", HO W 4Ye MpH HETO ce
odepTaBaT MHOTI'O SICHU IIPUHOCH KbM >kaHpa 3a XX Bek. EkcriepumeHnTanHaTta
My IEHHOCT B Tpolleca Ha KOMIIO3MpPaHE, CBbP3aHa C HWMIPOBH3AIMOHHUS
noaxoJ, € (hakTop, KOHTO OIpeJesieH0 CIocoOCTBa 3a HaarpaxkaaHe. Tosa
HaArpaXkJaHe Tpacupa IbTS 3a MOsIBATa HA HOBUTE MOMEHTH B Pa3BUTUETO Ha

JKaHpa - TOCTHUI'aHE Ha HOB 3BYKOB KOJIOPUT IIpU LUTYJIKATa 4YpeE3
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B3auMOIeHicTBUE ¢ (ONIKIOpHATa 3BYKOBA Cpejia B KOMOMHAIMS ChC CIEBaHE
Ha o0Iara TeHJCHIM B Pa3BUTHETO Ha *aHpa B 3amaana EBpomna. U TouHO B
ToBa oTHomeHue I1. XpHcTOCKOB ce MOo3NIMOHNpa KaTo BOeIa (pUrypa He caMo
3a bparapus, HO ¥ AaBa CBOSI IPUHOC B CBETOBEH MaIlal.

B T03u pex Ha mucimu Ilersp Xpucrockos, Backo Abamxues u Jleon
CypyOH, H3ITBKBAT HE CaMO KaTO KOMIIO3UTOPH, & U KATO M3ITBJIHUTENN, KOETO
€ elHa OT IJIaBHUTE TeHACHINY IPU KOMIIO3UPaHeTo B xkaHpa. C ornes Ha TaKbB
THUII O3UIIMOHUPAHE OT THUIA "BBTPE-BBH" MOXKE JIa KaXKeM, Y€ BHHIIHUS IOTJIeN
Ha Mopyan ['olies kaTo My3WKaHT, KOHTO He € IUTYJIap, A0MbJIBA apceHana OT
aBTOPCKH MOAXO/H, TaKa Ye Ha IpeeH IUIaH Jla ce OTKPOU ApKa TeHICHIHSA 3a
CHUYETABAHETO Ha OBITAPCKU (POJIKIOP ¢ KOMITO3UIMOHHHUTE TEXHUKU Ha XX BEK
B KOHTEKCTa Ha HJEATa 32 Ch3/1aBaHE HA CBETOBHO HEMAaTEPHAIHO KYJITYPHO
HacJeCTBO.

OmuTBaiikn ce na 0000 XapaKTepHUTE OCOOCHOCTH Ha JXaHpa
Karmpuyuo Ha 0a3ata Ha pasrjieJaHUTe INPOU3BEACHMSA, KOHCTaTHpaM, ue
BUPTYO3HOCTTa OCTaBa KOHCTaHTEH Oeyier, HO Beue KOMOWHHMpaHa C HOBHTE
KOMIIO3UITMOHHN TeXHUKM Ha XX BEK, KOHUTO B €IHa WIM JApyra CTENeH
n3BeXaaT (YHKIMOHATHUTE IapaMeTpH Ha LUTyJIKaTa Ha CIeIBall eTam OT
HEWHOTO pa3BUTHE B TEXHWYECKO OTHONIEHME. Taka MOXe Ja ce BHIAT
Hepas3rbpHATH TEXHUYECKH BH3MOXKHOCTH Ha IIUTYJIKAaTa 1O MOMEHTa. B msara
Ta3u MPOLECYATHOCT Ha TNpeieH IUIAaH HW3IbKBAa 3HAYEHHETO Ha TpHajaTa
KOMIIO3HUTOP - HHCTPYMEHT - HHCTPYMEHTAINCT, IPH KOSTO YOBEIIKUTE CyOeKTH
B3aMMOJIEHCTBAT TIOCPEIACTBOM MHCTPYMEHTa II0 TakbhB HA4YWH, dUYe Ja

KOHCTUTYHPAT OMPECACIICH €TAaIl OT Pa3BUTHUETO HA YKaHpa Kalpu4iuo.
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IMPUHOCH HA TUCEPTAIIMOHHUSA TPY [

3a mpBB BT JKAHPBT KANPUYHO 33 COJIO IIUTYINKA, IPEICTABEH Upe3
3HAQYMMH TBOPOM OT CBETOBHU U OBITapCKH KOMIIO3UTOPH OT XX BEK, € TEMa Ha
n3Clie/IBaHe KaTo M3ITBJIHUTEIICKA ITpoOIeMaTrKa.

XylOXXECTBEH TBOPYECKM IPUHOC Ha JUCEPTALMOHHUS TpPyHA ca
MHOTOCHEKThPHUTE aHAJIN3M, a peJakIMOHHaTa paboTa Ha HIKOU OT
KaNpuUuuUTe € IMPEANoCcTaBKa 3a TSIXHOTO MPAKTHYECKO IPWIOKEHUE |
TIOMYJIIPU3UPAHE CPeJ] LIMPOK KPBT CIyIIATEIH.

B nuceprannoHHHMA TpyI ca aHATM3MpPaHM M IIOKa3aHH CTUJIOBH
B3aUMOJEHCTBHUS MEXIy TBOPOU HA €BPONEHCKHU U OBJITapCKN aBTOPH.

Upe3 aHaiu3uTe ca MPEeACTaBeHM MPAKTHYECKH YKa3aHUSA KbM
M3NBJIHUTEINTE 3a pElIaBaHeTO Ha HIKOM IPOOJIEMH OT TEXHHYECKO |

XYHOOKECTBEHO €CTECTBO.

OYBJIUKALMNU ITO TEMATA HA JUCEPTALIUATA

Huxonos, Esrenu. UznpaanTencka npobieMaTnka B KalpuinuTe 3a
COJIO IUTYJIKA Ha HAKOU Obarapckure kommnosutopu. — B: Haydna kondepernus
90 roguaun CBK. Codus: CBK, 2024, c. 217-233.

Nikolov, Evgeni. Stylistic and technical characteristics in violin solo
capriccios in the 20th century — Konstantin G. Mostras, Grazyna Bacewicz,
Stanley Weiner, and Joaquin Rodriges. — B: Iomgumuuk Ha Coduiickus
yHuBepcurer ,,CB. KimmmenTt Oxpuacku®. @akynTer 1o Hayku 3a 00pa3oBaHHETO
n wmkycrBarta, Knura mskyctBa. Tom 117. Codwus: VYHHBepcHUTETCKO

n3narenctso ,,Ce. Knument Oxpuncku, 2024, 275-298.
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Huxonos, Esrenu. /[xon KopuisHo — XapakTepUCTHKU Ha KamlpH3H
"UepBeHaTa muryiaka" 3a cojio IUryjka (Tema c Bapuanuu). — B: Kynrypa,
Meauu W KynTypeH Typu3bM 5. (COOpPHHK € IOKTOPAHTCKH W3CIICIABAHHSA).
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102.
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INTRODUCTION

The present dissertation is devoted to the genre of the capriccio for solo violin
in the twentieth century, with the focus of the research placed on its stylistic and technical
characteristics.

After conducting a thorough review of the research carried out on the topic, I
arrived at the conclusion that the genre of the capriccio for solo violin in the twentieth
century has not yet been the subject of in-depth and comprehensive scholarly research.

Except for the works of Petar Hristoskov, there is a lack of information or
documentation concerning performance experience in relation to the interpretation of
music of this type, as well as analyses of the technical issues involved in the realisation
of works belonging to different national schools. This circumstance determined my
motivation to direct my attention towards the present research. The topic is relevant and
may provide extensive information about the stylistic and technical issues in the works of
various composers, about the specific nature of their musical thinking, and may reflect
the qualities of the creative work of the respective author.

The object of the present research is the body of works in the genre of the
capriccio for solo violin in the twentieth century by composers from Bulgaria, Russia, the
United States, Poland, and Spain.

The subject of the research consists of 56 works, composed during the
twentieth century by the composers Petar Hristoskov, Vasko Abadzhiev, Leon Suruzhon,
Yordan Goshev, Konstantin Mostras, Grazyna Bacewicz, Joaquin Rodrigo, John
Corigliano, Stanley Weiner, and Andreas Makris.

The aim of the research is to present the aesthetic ideas, the expressive means
used, the technical devices, and the interpretative problems in works belonging to the
capriccio genre by prominent composers from Bulgaria, Russia, the United States,
Poland, and Spain.

From the aim thus formulated arise the following tasks:

1. To examine and analyse specialised literary sources and research

related to the topic;



2. To identify and systematise the performance-related issues in the
rehearsal and concert-stage process, from the perspective of my own practice as well as
that of other colleagues with an interest in the capriccio genre;

3. To systematise the main characteristics of the expressive means
typical of the art of violin performance and of the individual artistic thinking of the
composer under consideration;

4. To systematise issues that may serve as a basis for the future
development of a methodology that would make it possible to shorten the overall
process from learning the works to their multifaceted realisation.

The methods used in the research are: bibliographical analysis,
historiographical method, analysis and synthesis, comparative analysis, and observation.

The realisation of the aim formulated in this way is directly connected with
the structure of the work, which is organised into two main chapters, conceptually

distinct in their content.

CHAPTER ONE

Stylistic and technical characteristics in capriccios for solo violin by
composers from Russia, the United States, Poland, and Spain

1.1. History, etymology, characteristics, role, and significance of the
capriccio genre in musical practice

The history of the capriccio is relatively well studied and can be documented
as early as 1561, when in Italy this term was first used to designate the madrigals of
Jacquet de Berchem, published by the Italian Antonio Gardano.

In violin literature, the capriccio genre entered decisively through the
exceptional virtuoso discoveries of Pietro Antonio Locatelli (1733).

Today the creative work of this original master is overshadowed by the fame
of Paganini, but in the interest of fairness it should be acknowledged that Paganini
borrowed approximately 90% of Locatelli’s achievements in bow technique, while his
own discoveries are limited solely to:

» double harmonics in the left hand;

« the use of the thumb of the left hand to stop notes on the G string, in a

manner similar to the guitar fingerboard;



« the broader use of the ricochet bow stroke in the right hand, although
Locatelli himself may also be regarded as its discoverer.

Locatelli is the creator of the cadenza in the instrumental concerto, which he
places before the coda of the respective movement and in this way establishes a model
that composers have used for three hundred years.

A characteristic feature of Locatelli’s cadenzas is that in those capriccios in
which the virtuoso composer demonstrates breathtaking technique and imagination, the
themes and formal points of support have nothing in common with the thematic material
of the respective concerto.

Moreover, Locatelli’s violin concertos are extremely simple in technical
terms. In them lyricism predominates, and in essence they hardly develop beyond what
had already been achieved by his teacher Arcangelo Corelli.

A characteristic feature of Locatelli’s thematic material is its lyrical
positioning in an extremely high register, which creates a specific and charming tension,
achieves a natural balance with the other string instruments, and presents violinists with
a significant challenge in ensuring accurate intonation of the musical text.

The revolutionary contribution of Paganini consists in the integration of the
capriccio into the instrumental concerto, in which virtuoso brilliance is distributed
within the framework of classical sonata, variation, and rondo forms.

With regard to the capriccios—where he strictly follows the model of
Locatelli, even in the number of works (24 compositions united in a cycle)—Paganini
succeeds in infusing the ancient Baroque form with Romantic content, through bold
leaps across the different registers of the instrument, the extreme complication of four-
part chords, and the diversification of bow strokes.

Unlike Locatelli, Paganini is exceptionally disciplined with regard to
improvisation upon musical material. He reprises the themes and in this way creates the
necessary points of orientation for the listener, through which the listener may compare
the degree of complication, development, and elaboration of the musical material.

In this respect the master from Genoa has only one rival — Johann Sebastian
Bach and his Sonatas and Partitas for Solo Violin.

Bach and Paganini, by different paths, emancipate the violin as an
independent solo instrument, placing it on an equal level with keyboard instruments and

6



the guitar. One bases his work on polyphonic principles, while the other relies on
homophonic writing. In both cases, however, the violin succeeds in combining two
functions simultaneously — to perform the leading musical material and to accompany
itself.

Before the time of J. S. Bach, there existed a practice whereby violinists who
were also organists would perform thematic material enriched with chords on the violin
while simultaneously playing the bass line on the pedal keyboard of the organ.

If we compare the work of J. S. Bach, Pietro Locatelli, and Niccolo Paganini,
we will observe that variety lies at the foundation of their conception of the genre.

Nevertheless, with regard to formal construction, J. S. Bach and Paganini have
far more points of contact with one another than with the approaches employed by
Locatelli.

In the case of Locatelli, we encounter free improvisation, characterised by
continuous and often self-serving renewal of primarily four-part, three-part, and two-
part chordal passage technique. The absence of reprises partially disorients the listener,
while the insertion of capriccios — with their extraordinary complexity — into the
relatively simplified texture of his instrumental concertos creates the impression of
deliberateness in the compositional decisions. To some extent this approach later bore
fruit in the nineteenth century, when the superficial salon music of famous virtuosi
appeared, which suppressed the creative impulses of masters such as Beethoven,
Schumann, Grieg, Brahms, and Tchaikovsky.

In the capriccios of Paganini we encounter improvisational elements
organised within strict and well-known forms such as simple ternary form and theme
with variations, in which the instrument simultaneously performs both solo and
accompaniment functions, often according to the principle of hidden polyphony,
employed by J. S. Bach.

With regard to melody, Paganini is a truly “operatic” composer, and his
themes often surpass the melodies of Bellini and Rossini in colour and euphony. A well-
known remark by Rossini circulates in musical circles:

“It is fortunate that Paganini does not write operas; otherwise we opera

composers would remain without work!”



Another specific feature of Paganini’s capriccios is the presence of dance
rhythms and influences from folklore.

Within this compositional approach, the great Italian master has few
followers, and it is a matter of national pride to note that the capriccios of Prof. Petar
Hristoskov represent one of the rare examples that combine both continuity and
originality in improvisation and in the organisation of musical material.

If we compare the capriccios of Paganini and Petar Hristoskov, we will
observe that in both composers we encounter works with a dance character, such as
saltarello, furlana, siciliana, rachenitsa, daichovo, paidushko horo, and others.

Another nuance is the presence, in the works of both masters, of compositions
with a pastoral character, as well as imitations of the specific characteristics of various
wind orchestral instruments, such as the flute, oboe, and bassoon. There are also
successful imitations of French horns, using the characteristic hunting-style two-voice
progressions in thirds, fifths, sixths, and octaves.

The importance of the capriccio genre is extremely significant not only in
concert practice, but also in pedagogical practice.

In the case of string and wind instruments, musicians — unlike their colleagues
who are pianists, organists, or guitarists — almost always perform in ensemble with one
or more partners. This circumstance deprives them of direct responsibility for the
processes of formal construction, which are extremely important for the formation of an
interpretative concept that is sufficiently attractive for listeners while at the same time
not distorting the composer’s original idea.

When the violinist remains alone with the instrument in front of the audience,
they literally enter a completely different and unfamiliar space in which everything
exists solely “in their own head and hands.”

In pedagogical practice this represents a turning point in the development of
an instrumentalist, at which it is essential to instil the understanding that a fundamental
moral principle in the performing arts is to appear on stage only if one has something
truly important to say.

In this respect it is extremely interesting to observe the different interpretative
solutions that arise depending on the performer’s temperament, level of education,

degree of awareness and information, and general cultural background.
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However, culture and erudition will in no way assist the violinist who appears
before an audience with capriccios for solo violin if they lack a sense of imaginative
freedom, a willingness to take measured risks, spontaneity, and the freedom to choose
their own interpretative path rather than copying the experience of others.

For this reason, capriccios constitute an extremely important element in the
work of every pedagogue at different levels of musical education in the training of

young violinists.

1.2. Analyses of works by composers from Russia, Poland, the USA, and
Spain

In this part of the study, key works by Konstantin Mostras, Grazyna
Bacewicz, John Corigliano, Stanley Weiner, and Joaquin Rodrigo are analysed, and the
characteristics of the capriccio genre in twentieth-century music are systematised. I have
focused on specific works by these composers as a result of my direct and in-depth
engagement with the compositions, which I have studied both as a performer and as a

pedagogue.

1.2.1 Konstantin Mostras — Recitative and Toccata

Recitative and Toccata, which in Bulgaria was published in the collection
compiled by Emil Kamilaryov and Leon Suruzhon, Selected Etudes for Violin
(Publishing House “Nauka i izkustvo”, 1964), is an impressive capriccio, written with
considerable imagination and discipline in the handling of musical material.

When compared with the works of the great virtuosi Locatelli, Paganini,
Wieniawski, and Eugeéne Ysajye, this composition stands closer to Locatelli in terms of
texture and the technical means employed.

Evidence for this observation is the absence of harmonics, which constitute a
fundamental effect for the capriccio genre with regard to timbre colour.

One of my assumptions regarding the technical approach employed is that
Mostras, alongside his artistic ideas, also set himself the objective of achieving specific
pedagogical aims.

My arguments in this direction are connected with the meticulously notated

fingering, which appears on almost every note and facilitates the technical assimilation
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of the work, with the focus of the technical challenges placed mainly on the left hand,
particularly in the mastery of double stops and chordal fingerboard positions.

The analysis of the fingering proposed by the composer suggests that in
passages involving double stops he seeks to ensure the release of natural muscular

tension in the hand.

1.2.2 Grazyna Bacewicz — Polish Caprice for Solo Violin (1949) and
Caprice for Solo Violin (1952)

She composed three solo caprices for violin in 1949, 1952, and 1968.Folk
melodies were extremely popular among European composers during the period in
which Bacewicz created her works. Therefore, it is not surprising that in the Polish
Caprice (1949) she uses intonational elements derived from Polish folk melodies.

She composed three solo caprices for violin in 1949, 1952, and 1968. Folk
melodies were highly popular among European composers at the time when Bacewicz
created her works, and for that reason it is not surprising that in the Polish Caprice
(1949) she incorporates intonations from Polish folk melodies.

The Capriccio for Solo Violin (1952) appears to draw together the thread that
confirms its position as a work marking the transition from the composer’s neoclassical
period to her sonoristic period, although it still remains largely within the sphere of
neoclassicism.

Unlike the Polish Caprice, here the connection with folklore is not so clearly
perceptible. We encounter individual intonations and metric-rhythmic structures that
merely suggest this connection.

In this caprice one observes more frequent tempo deviations and changes of
metre. In addition to the already familiar alternation of 3/4 and 2/4, in the calmer section
— Andantino — a 6/8 metre appears, which suggests a particular sense of dance-like

movement reminiscent of a waltz.

1.2.3 Stanley Weiner — Seven Capriccios for Solo Violin (1962)
No. 1 — dedicated to Yehudi Menuhin (Un poco lento e rubato)
No. 2 — dedicated to Joseph Szigeti (Un poco lento)
No. 3 — dedicated to Nathan Milstein (Scherzando)
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No. 4 — dedicated to Arthur Grumiaux

No. 5 — dedicated to Henryk Szeryng (4/legro con fitoco)

No. 6 — dedicated to Louis Persinger (Un poco lento)

No. 7 — dedicated to Isaac Stern (Molto vivace)

If we examine the seven scores, we will discover interesting connections
between them with regard to formal and structural construction, the technical means
employed, tempo deviations, changes of metre, and conditional tonal centres, situated
within a sonic environment characterised by chromatic melodic progressions and

dissonant harmonic combinations and chords.

1.2.4 John Corigliano — Caprices from The Red Violin for Solo Violin
(Theme and Variations), 1997

The theme with variations The Red Violin is distinguished by exceptional
technical complexity, placing very high demands on the performer. The apparent
lyricism of the opening theme (in D minor) associated with the character Anna contains
within itself hidden sorrow and even touches of drama connected with the loss of the
child.

1.2.5 Andreas Makris — Tonal Caprice (1986)

Tonal Caprice is constructed entirely in accordance with the characteristic
features of the capriccio genre. We encounter the familiar three-part form of the ABA
type, encompassing five alternating metres and maintaining a tempo corresponding to

the quaver pulse: 3/8, 5/8, 4/8, 7/8, and 2/8.

1.2.6 Joaquin Rodrigo — Capriccio for Solo Violin (Homage to Sarasate)
(1944)

Directing our attention to this Capriccio, we discover something interesting
and unusual with regard to its formal construction. The three-part reprise structure is
disrupted, since the third section contains thematic material from both the first and the
second sections. In practice, the entire composition develops with very high intensity,
within which the uninterrupted progression through various playing techniques—
spiccato, martelé, staccato, trills, pizzicato, natural and artificial harmonics, double
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stops, triple and quadruple chords—further reinforces the impression that the composer
is attempting to surpass the ergonomic limitations of the violin as an instrument, rather

than suggesting any inaccuracies in transcription from Braille notation.

CHAPTER TWO

Performance-related issues in Capriccios for solo violin by Bulgarian

composers

The present chapter is devoted to the genre of the capriccio for solo violin in
the works of Bulgarian composers, which is extremely significant for the development
of technical skills among violinists through various performance challenges, but also for
the creation of a complete, diverse, and original performance repertoire. The first
section includes an analysis of the two cycles of 12 and 24 capriccios for solo violin by
Petar Hristoskov.

The second section is devoted to the cycle of 9 capriccios for solo violin by
Vasko Abadzhiev, the Caprice by Leon Suruzhon, and the Capriccio for solo violin by
Yordan Goshev.

2.1. Analysis of the two cycles of 12 and 24 capriccios for solo violin by

Petar Hristoskov

Petar Hristoskov (1917-2006)

“12 Capriccios for Solo Violin”, Op. 1 (1952)

Petar Hristoskov is one of the composers whose work has been examined
within Bulgarian musical culture in recent years, which eliminates the necessity in the
present chapter to dwell in detail on his creative biography. The perspective from which
I examine the two cycles presents my own view as a performer and pedagogue
regarding the compositions contained within them, observed through different analytical
perspectives. It is a fact that P. Hristoskov achieved exceptional success in his
professional realisation as an instrumentalist, pedagogue, and composer — a

phenomenon within the Bulgarian context, where in most cases a linear and one-
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dimensional professional development tends to become established as the dominant
pattern among the majority of musicians.

Moreover, in his case this success may be perceived as a kind of existential
necessity to combine these three different types of activity. Looking back in time, I
realise that the teacher with whom I worked for many years would not have been able to
accomplish what he did for me if he had not been capable of combining these three
spheres of activity into a single syncretic whole, in which they function as mutually
interdependent elements. The chain-like connection in this case is indicative of the
manner in which Hristoskov links his compositional activity with his work as a
performer and pedagogue.

When, captivated by the sound and technical possibilities of the violin, one
begins to penetrate ever more deeply into interpretative issues, it becomes natural to wish
to go beyond what is already known and familiar. Thus, the interpreter P. Hristoskov
arrives at the necessity of creating himself the music that he would like to perform. It is
well known that within professional circles he is referred to as “the Bulgarian Paganini.”
Being associated with the Italian composer and performer as a world phenomenon, and
closely following the achievements of violin performance on a global scale, Hristoskov
immerses himself in the details of the interpretations of world-renowned violinists such
as Jascha Heifetz, Yehudi Menuhin, Georg Kulenkampff, Bronistaw Huberman,
Ruggiero Ricci, and David Oistrakh. On this basis he crystallises his own style, managing
to protect himself from the danger of slipping into mere imitation.

Reflecting on the relationship between interpretation and composition, he
successfully extracts what is necessary from the sphere of interpretation in order to form
his own compositional style. To a great extent an essential role is played by his orientation
toward Bulgarian folklore as a source of stylistic and instrumental devices, of timbral
colours, of intonational and metric-rhythmic structures, which he skilfully combines with
Western European tendencies—influences from Bartok, Stravinsky, and Hindemith, as
well as a stylistic orientation toward a synthesis of late Romanticism with certain
compositional techniques characteristic of the twentieth century.

How and where within this multifaceted activity does his pedagogical work
position itself, and most importantly, whether and how this work stimulates his
compositional activity?
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If we seek the points of intersection, we may discover them in the importance
of his academic teaching work, precisely in the necessity of creating a strong violin
interpretative school. This in turn leads to the need to provide appropriate material for
concert activity and for the development of high technical mastery.

It is precisely here that the moment arises to state that the Capriccios Op. 1 and
Op. 24, discussed in the present chapter, are emblematic and extremely necessary in view
of the considerations outlined above.

When speaking of technical and interpretative mastery among violinists, in
these works by P. Hristoskov we encounter an interesting compositional approach
directed toward the idea of improvisation.

Improvisation is present everywhere, in one form or another. In both opuses the
composer seems to play with the sound material, searching for a new and different sound
design and the corresponding bodily technique, not only from the perspective of fingering,
but also in relation to the awareness of bodily posture.

There are numerous cases in which his first-year students experience a shock at
P. Hristoskov’s approach of completely changing their playing posture.

Time is necessary for this process—initially perceived as a limitation that
interferes with development—to be understood as a new beginning on the path toward
the liberation of creative invention, which is directly connected with good coordination
and control of one’s own body.

If we attempt to differentiate the two opuses in terms of the difficulty of the
performance tasks, we could say that Op. 1 marks the beginning of a transformation of
violin technique, leading eventually to Op. 24, where this transformation reaches a higher
qualitative level.

This second level is achieved through the development of the ability to perceive
the meanings of the unusual sounds in the different capriccios and through a change in
our understanding of the capriccio genre, which is traditionally associated with
compulsory virtuosity in fast tempos.

In Op. 24, however, in the capriccios written in slow tempos, the subtleties
connected with sound production come to the foreground.

In these capriccios the maintenance of dynamic control and tempo during the

process of achieving a specific sound quality is combined with sensitivity toward the
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manner of touching the string and drawing the bow across it, or with the use of the finger
in pizzicato passages.

Within the capriccios of Op. 1, particular attention is paid to the development
of various bowing techniques, which serve as an important foundation for the formation
of stable technical habits in the violinist’s performance practice.

The composer frequently employs contrasts between different types of bow
stroke, such as legato, détaché, martelé, spiccato, and staccato, thereby creating a sense
of dynamic movement and variety in the musical texture.

In several of the capriccios we encounter rapid alternation between different
bowing techniques, which requires from the performer high levels of coordination
between the right and left hands.

Equally characteristic is the use of double stops and chordal structures, which
serve not only as a means of increasing technical difficulty but also as an important
expressive element within the musical discourse.

Special attention is given to intonational precision, particularly in passages
involving wide intervals and shifts across different positions on the fingerboard.

These technical challenges are closely connected with the interpretative
conception of the works, since the violinist must not only overcome the technical
difficulties but also preserve the expressive character and stylistic clarity of the musical
material.

Another significant aspect is the rhythmic diversity present in the capriccios,
where the composer frequently introduces changes of metre and unexpected rhythmic
accents, which contribute to the creation of a lively and improvisational character.

All these elements demonstrate that the cycle of capriccios Op. 1 by Petar
Hristoskov represents not only a technical study material, but also a complete artistic

concept aimed at developing the performer’s musical thinking and creative individuality.
From the perspective of the search for new sound characteristics discussed

above, we encounter a particularly interesting moment.

It concerns an imitation of the bagpipe, which sounds in a stylised manner.
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Through leaping motion in the technical device sul ponticello, combined with
the presence of mordents, a transition is achieved toward dance-like movement with trills
resembling folk ornamentation.

After analysing the musical text of “Shop Capriccio”, an association emerges
with the climax in the fourth variation of The Red Violin by Corigliano.

It is as if Hristoskov, similarly to the American composer, has sensed
the culmination of the cycle in his final caprice, where he has “poured out” an emotional
stream largely reflecting his improvisational approach and his experimentation with the
strings in extracting a wealth of diverse sounds.

Here we encounter play with registers, artificial harmonics, pizzicato, playing
close to the bridge, glissandi, and various other specific modes of performance that are
not precisely fixed.

The song-like character embedded in “Improvisation”, “Song”, “Ballad”,
“Harvest Song”, and “Arioso and Prelude” manifests itself in different ways. In some of
the capriccios it completely dominates the structural construction and the processes of
form-building, whereas in others it is interwoven within chordal structures or positioned
as a constituent element in the presence of contrasting sections within certain capriccios.

In every case, however, within these five capriccios the slow tempo forms an
integral part of P. Hristoskov’s compositional concept.

If at the beginning of “Improvisation”, during the initial presentation of
the principal monophonic theme, which forms the basis for the construction of the entire
capriccio, the asymmetrical nature of the 8/8 metre is difficult to perceive, in poco meno
mosso it becomes clearly perceptible, as does the briefly appearing 9/8 metre.

It is interesting that in “Song”, as in “Improvisation”, the song-like
character develops based on the specific features of urban musical culture and has no
connection with rural folk song.

In both capriccios the construction of the form proceeds in a similar manner at
the beginning. Here as well we initially encounter a monophonic presentation of the
principal melody, forming the main theme, after which there is a transition to a mixed
chordal-polyphonic texture, eventually leading to a typical cadential structure, which is

absent in “Improvisation.”
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An element of songfulness is also present in “Ballad”, but coloured with
certain solemn and heroic nuances, which relate to the specific characteristics of the
genre. Here too we encounter a mixed chordal-homophonic and polyphonic texture.

From a technical perspective, the solemn and heroic character is achieved
through the almost permanent use of the martellato in the chords.

A particularly interesting moment about sound production is the simultaneous
use of pizzicato and bowing at the end of the capriccio.

In “Harvest Song”, the ternary form is very clearly expressed through the literal
repetition of the theme from the beginning, which in this case carries the typical
characteristics of harvest songs, performed during work and containing longer sustained
note values.

In this sense, the metrical-rhythmic structure of the 8/8 metre becomes less
perceptible, giving way to a general sense of non-metrical flow, until the moment
when pil mosso appears.

In bars 9 and 10, through the combination of two grace notes, an imitation of
the bagpipe is achieved. This is one of the sound effects within the sonic environment of
the capriccios that becomes a distinctive feature of the composer’s style.

The sudden change of metre in the second section, with a transition to 7/8,
although not indicated in the musical text, influences the manner of interpretation,
creating the impression of a faster tempo and the use of 7/16.

“Arioso and Prelude” is constructed on the principle of contrast. Here as well,
as in “Improvisation”, “Song”, and “Harvest Song”, a monophonic melody is used that
contains within itself a song-like element and fits within the stylistic framework of the
respective vocal form.

Perhaps the contrast between the two sections in this capriccio is the most
striking, when compared with the contrasts used in the other pieces of the cycle.

The Prelude literally enters with extraordinary intensity, which is maintained
until the very end of the capriccio.

The contrast is further reinforced by the differences in tempo and metre.
In “Arioso” the Adagio is in 4/4, whereas in the “Prelude” the acceleration is substantial,

and the metre changes to 5/8.
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Moreover, with this acceleration and the presence of fragmentation in the
development of the form, a very clear tendency emerges toward achieving maximum

technical virtuosity in the stylistic character of a violin technical exercise.

“24 Bulgarian Capriccios for Solo Violin”, Op. 24

If in the previously examined cycle Op. 1, consisting of twelve capriccios, we
can observe the beginning of Petar Hristoskov’s conceptual idea to create his own violin
school and to renew the concept of a virtuoso violin repertoire based on folklore, then in
the subsequent twenty-four capriccios this line of development is further expanded.

It is not accidental that the first cycle was performed and recorded by the
composer himself, while the interpretation of the second cycle — Op. 24 — was entrusted
to his student Evgenia-Maria Popova.

Reflecting upon this line of continuity from teacher to student, it may be stated
that the composition of the first opus of capriccios successfully fulfilled its function — to
support the creation of a strong Bulgarian violin performance school with international
recognition.

In this line of thought, one may conclude that the popularisation of the cycle
beyond the country the borders of Bulgaria, being included in a number of international
violin competitions, is a logical consequence and paves the way for the subsequent Op.
24.

In this cycle we already observe several new elements. The folklore thematic
material appears in a much more stylised form, enabling it to enter into a genre synthesis
with the musical language and compositional techniques of, for example, the twentieth-
century New Viennese School (the Second Viennese School), as well as the New Polish
School, with representatives such as Grazyna Bacewicz, Penderecki, Lutostawski,
Schiéffer, and Rudzinski.

From this arise problems connected with original solutions regarding the use of
positions, fingerboard techniques, and types of voice leading.

These difficulties confront violinists with considerably greater challenges.
Performers must deal not only with questions of aesthetics and stylistics but must also
overcome psychological pressures arising from the complexity of performance and
interpretation.
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The works of P. Hristoskov reflect his artistic nature, which is determined by
his preference for genres in which the specific qualities of violin mastery are most fully
revealed—the instrumental concerto, capriccios, song, ballad, and poem.

In this way a system of genres is formed toward which the composer directs his
creative efforts, and this system outlines the character of the capriccios Op. 1 and Op. 24.

Musical imagery plays a leading role in some of the capriccios, such
as “Harvest” and “Dawn.”

Other capriccios are inspired by specific ritual practices, for
example “Nestinarki.”

In “Cadenza” we discover a connection with the genre of the instrumental
concerto, while the interpretation of typical vocal genres in some of the capriccios may
be linked with the song-like principle embedded in them, corresponding to
the possibilities and specific qualities of the violin.

These include the capriccios “Aria”, “Little Poem”, and... The stylistic features
of the respective musical—folkloric dialect determine the parameters of style in P.
Hristoskov’s two opuses (Op. 1 and Op. 24).

In the vertical successions of seconds in “Shopi”, combined with
the fragmented rhythm, there is an energetic charge that disrupts the initial impression of
calmness in the capriccio.

Thus positioned, this intonational-rhythmic combination becomes a principal
factor in the formation of the musical structure, in which alternating sound—rhythmic
masses come to the foreground.

The polyphonic construction, clearly expressed in the final capriccios of Op.
24, is based on characteristic techniques through which some of these works may be
categorised as transcendental compositions.

It may be said that in the history of music transcendentality first manifests itself
in the etudes of Franz Liszt, through whose virtuosity the very idea of entering the realm
of the transcendental is conceptualised.

Tracing this line back in time inevitably leads us to the capriccios of Niccold

Paganini, even though the composer himself does not explicitly define them as such.
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In this context, being constructed entirely on this technique, “Pizzicato” by P.
Hristoskov goes beyond the established convention in which pizzicato is used mainly as
a background to the melody in a solo part.

Pizzicato is among the frequently used technical devices in contemporary
violin music, forming part of the musical language of various twentieth-century
composers. It is used in combination with other expressive means (for example glissando
and chords) in the search for colouristic effects and virtuosity.

The works of P. Hristoskov are part of this tendency and represent
his individual compositional style.

The relevance of pizzicato is incorporated in an interesting way in the work
of P. Hristoskov. By developing the use of this particular bowing technique to the greatest
possible extent in the capriccio of the same name, the composer proposes an original
solution, containing within itself a kind of gradual progression.

in the use of musical material. He employs textures ranging from monophony
to four-part writing, incorporating leaping motion and doubling of the melody in octaves.

Here the removal of the performer’s interpretative skills from their zone of
comfort becomes very clear.

Even more interesting is that being within the sphere of the transcendental,
understood as the highest level of technical mastery, through the marking con fantasia the
composer places the interpreter in the position of a kind of co-author.

In this context, remaining within the field of the transcendental, in the
capriccio “Village Festival” we may observe considerable technical difficulties within
the polyphonic texture.

Such texture is also characteristic of the capriccios in which pictorial
associations are sought, for example “Nestinarki”. There the two-part texture
predominates, contrasting with structures in which the instrumental bagpipe
melody sounds, quoted by Marin Goleminov in his dance drama “Nestinarka.”

The musical pictorial ~element from “Nestinarki” can also be found
in “Kukeri”, where a clear tendency appears toward entering the sphere of folkloric
discourse.

Here again the composer gives freedom to the interpreter through the

marking con fantasia.
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The folkloric scene corresponds with a set of technical devices such as
glissandi, and harmonics are also used.

The folkloric theme remains relevant in the capriccio “Gadulka”, where one
observes improvisational elements based on the successive use of the so-called “kolena”
in folk performance practice, thus entering the domain of horo dance models within
Bulgarian folklore.

Following the analyses conducted, I establish that in both Capriccios Op.
1 and Capriccios Op. 24 there is borrowing from the horo dance tradition.

Another interesting moment in P. Hristoskov’s work is his approach to
the keyboard and guitar genre of the toccata in the previous cycle of capriccios.

The composer here also continues this idea in “Toccata” Op. 24. Being a genre
that is not particularly characteristic of the violin repertoire, the toccata is encountered
only rarely. The composer—violinist demonstrates how this genre can be masterfully
adapted to the technical parameters and possibilities of the violin. In the “Toccata” from
Op. 24, we perceive elements of the traditional instrumental style of the gadulka player.

Petar Hristoskov further deepens his work in the field of folkloric thematic
material. Pieces with a genre-pictorial character drawn from everyday life occupy a
specific place both in Op. 1 and in Op. 24. Here the change in the composer’s musical
language becomes evident, placing in the foreground an expanded range of genres.

The synthesis and individualisation in musical-dramaturgical
construction represent a characteristic tendency in the music of the twentieth century.

Reflecting on what has been said so far, we may distinguish several principal
lines in the development of the genre within the two cycles—instrumental, vocal, and
genre-dance.

The first corresponds to the origin of the capriccio genre, as well as to related
genres such as fantasy, improvisation, prelude, étude, toccata, and instrumental concerto,
for example in “Cadenza.”

The song-like principle is interpreted very freely and 1is expressed
through improvisational elements in “Little Poem”, but also in “Aria.”

The third line—the genre-dance line—is also strongly perceptible, and its roots

may be sought in the instrumental and dance traditions of Bulgarian folklore.
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It unites the two opuses through local musical-dance images, vividly illustrated,
for example, in “Shop Capriccio” Op. 1 and “Shopi” Op. 24.

We also observe this line in “Little Humoresque” and “Competition”, as well
as in “Pravo Horo” and “Kopanitsa” Op. 24.

In the Capriccios Op. 1 and Op. 24, P. Hristoskov employs a kaleidoscopic
alternation of musical images and a great diversity of genre characteristics.

Each of these opuses, in its overall development, passes through various
emotional and pictorial sound landscapes.

In this sense it may be said that a reference may be made to the principle of the
suite, but also to a dramaturgical construction characteristic of certain musical stage

genres.

2.2. Cycle of 9 capriccios for solo violin by Vasko Abadzhiev

Vasil (Vasko) Abadzhiev (1926-1974)

Vasil (Vasko) Nikolov Abadzhiev was a Bulgarian violinist and composer who
gained international recognition at a very early age because of his extraordinarily
virtuosic performances.

He was described as a “child prodigy” and was also called “the New Yehudi
Menuhin” and “the devilish violinist”, due to associations with the genius and virtuosity
of Niccold Paganini.

He is mentioned as the only violinist of his time who performed all 24 Caprices
by Paganini in a single concert. This achievement is considered unique among virtuoso
violinists.

He was born into a musical family. His father was a professor of violin, while
his mother Lala Piperova-Abadzhieva was a pianist.

When he was only two years old, his parents realised that their child
possessed perfect musical pitch.

At the age of six, the boy made his debut as a violinist, performing flawlessly
several violin works — Vivaldi’s Violin Concerto in A minor, Mozart’s Violin Concerto
in G major, and other compositions. His performances made a strong impression on the
audience.
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He graduated with distinction from the “Vasil Aprilov” School in Sofia,
managing to complete the four-year course of study in only two years.

At the age ofnine, he also completed his studies at the Music Academy,
becoming the youngest graduate in the history of Bulgarian higher education.

At the “Eugeéne Ysaje” Competition in 1937, he received an extraordinary
distinction and became a regular student in the master class of the Brussels Academy.

At the age of twelve, he became a laureate of the “Fritz Kreisler” Competition
in Liege.

He performed as a guest for King Leopold III. Impressed by his exceptional

abilities, the monarch offered the musician Belgian citizenship.

citizenship, but Vasko Abadzhiev refused the offer. He became internationally
renowned following his victories in the “Eugene Ysaye” and “Fritz
Kreisler” competitions.

He learned several languages: German, French, Italian, English, and
Hungarian.

His career was marked by a series of impressive concerts with the most
prestigious symphony orchestras in Europe. These performances were conducted by
musicians such as Wilhelm Furtwéngler, Willem Mengelberg, and Karl Bohm.

Triumphant tours followed in many countries, including Belgium, Germany,
France, Italy, Denmark, and Sweden. There he also performed with well-known
orchestras and conductors.

Alongside these appearances, he also gave numerous chamber concerts.

During the Second World War, Vasko Abadzhiev moved with his family
to Germany, where he studied composition at the Higher School of Music in Berlin
between 1941 and 1945.

An American conductor offered him the opportunity to remain in the United
States instead of facing the alternative of being returned to Bulgaria by Soviet troops, but
he refused this offer. During the war he continued to perform in Germany.

In 1947, after the death of his father, Vasko Abadzhiev went to Budapest to
recover from the emotional shock. There he formed a trio and a quartet, with which he

performed successfully in concerts.
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He returned to Bulgaria in 1952. Between 1952 and 1956, Vasko Abadzhiev
was extremely active as a concert performer, giving many solo recitals.

He also gave concerts together with Pancho Vladigerov throughout the country
and performed with the Sofia Philharmonic Orchestra.

In 1953 he received the Dimitrov Prize, but he was forced to perform
in factories and for various workers’ collectives, while his international appearances were
strictly limited.

He was permitted to give concerts only in Czechoslovakia, Hungary, and
several other socialist countries.

Because of these restrictions, he decided to leave for Hungary, from where he
later emigrated to the Federal Republic of Germany. He remained there for about thirty
years.

In Bulgaria, his name was made taboo, as he was officially declared a defector
who had not returned to the country.

In 1956, while he was in Hungary, Vasko Abadzhiev was attacked on a train
between Budapest and Prague, suffering injuries. For this reason, he travelled to West
Berlin for medical treatment.

Until 1965, he managed to survive in Germany largely thanks to the persistence
and support of his mother. In that same year, however, his mother died.

Finding himself in a difficult situation, he struggled to cope with his life. After
a serious accident, in which he sustained a cranial injury, his health deteriorated even
further.

At that time, he began working as a courier in a publishing house and
performing in sailors’ taverns in the St. Pauli district of Hamburg.

During this period, he lived with an elderly woman who was partially blind and
partially deaf, but who nevertheless took care of him.

Vasko Abadzhiev composed more than sixty works, which have been
performed by the “Dimov” Quartet and the “Lechev” Quartet.

The cycle of nine capriccios carries a different type of expressive character.

It is interesting that Abadzhiev lived within several Western European cultural

environments, yet he was not significantly influenced by them.
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After the continuously maintained movement in 4/4 metre in the preceding
capriccio, in the third capriccio we again encounter the familiar dance-like character with
triplet motion, but this time achieved through the 6/8 metre.

In this capriccio the texture is predominantly two-part, and at times four-part,
developing in the key of E major, with a modulation to D minor and a subsequent return.

For the first time in the cycle, arhythmic figure consisting of a crotchet
followed by a quaver appears. This figure dominates the entire piece and receives further
development in the subsequent capriccios.

The rhythmic structure mentioned in the third capriccio is modified in
the fourth capriccio into a dotted quaver followed by a semiquaver, within 4/4 metre, but
with a considerably more complex polyphonic texture, including four-note chords.

These chords shape the form through a transition from C minor to the tonic
major key.

The fifth capriccio begins and ends almost imperceptibly. The song-like
character, which unfolds within amixed chordal-homophonic and polyphonic
texture in slow tempo and in the key of B-flat major, does not disturb the performer’s
sense of comfort.

The fast tempo and the monophonic arpeggiated texture, with its monotonous
continuous semiquaver motion in the sixth capriccio in 4/4 metre, resemble a technical
exercise.

The leaping motion appearing at certain moments, which creates a more
complex interpretative situation, also supports this general impression.

The sequential quaver motion in the seventh capriccio to some extent suggests
a reference to Baroque stylistics.

In the eighth capriccio, there are distant connections with the rhythmic models
mentioned in the third and fourth capriccios. Here, in 3/4 metre, we observe an alternating
dotted rhythm in a monophonic line, which gradually develops into a polyphonic texture.

In the final capriccio, the dance-like character that appears in the third capriccio
through the 6/8 metre returns, but with a visibly more complex texture and fingering,

presenting interpretative challenges for performers.
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2.3. Caprice by Leon Suruzhon

Leon Suruzhon (1913-2007)

Leon Suruzhon began studying the violin initially with his brother in his native
town Novi Pazar. He progressed quite rapidly, and his family decided that the young
violinist should continue his education in Sofia with the well-known Czech musician
Hans Koch. When Koch soon returned to Prague, the fourteen-year-old Leon Suruzhon
followed him there and continued his studies with him.

At the beginning of the 1930s, he graduated from the Prague Conservatory and
began a concert career in his homeland. He was appointed concertmaster of the Sofia
Opera, but his desire for further development led him to Paris, where he specialised with
the great violinist, pianist, and composer George Enescu.

The cultural life of Paris opened new horizons for the young Leon Suruzhon,
and he graduated from the prestigious Ecole Normale, after which he returned to Sofia.

The Second World War changed the life of the talented and promising
musician.

After the war, in 1949, he became Professor of Violin at the Music Academy,
and from 1959 to 1962 he also served as Dean of the Instrumental Faculty. In 1947 he
became a laureate of the “Enescu” Competition in Paris.

Together with his wife Katya Kazandzhieva, a pianist and a professor at the
Academy, he performed in concerts both in Bulgaria and abroad.

His repertoire included concertos and chamber works by Bach, Tchaikovsky,
Paganini, Beethoven, Brahms, Mendelssohn, and Vladigerov. Particularly remarkable
and highly appreciated was his performance of Edouard Lalo’s Symphonie Espagnole.
Leon Suruzhon also performed in concerts in France, the Czech Republic, Poland, Cuba,
Russia, Canada, and Israel.

In 1980, Leon Suruzhon joined the opera orchestra in Antwerp, Belgium. Later
he taught at the Music Academy in Brussels, where he lived until his death in 2007.

The Caprice for Solo Violin by Leon Suruzhon discussed here, unlike the cycle

presented above by Vasko Abadzhiev, fits entirely within the genre of the capriccio.
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Freed from the constraints of the time signature, which places instrumental
form within a fixed metrical-rhythmic framework, the capriccio unfolds in a free form
(tempo rubato) with the character of a cadenza within the concerto genre.

If in Suruzhon’s études one senses the influence of folklore, here the stylistic
language is exceptionally purified from such elements.

In the foreground stands a technically complex texture and fingering,

accompanied by numerous agogic deviations.

2.4. Capriccio for solo violin by Yordan Goshev

Yordan Goshev (1960)

Yordan Goshev is a composer and professor at South-West University “Neofit
Rilski.” In his creative work appears a balanced synthesis between Bulgarian musical
roots and contemporary compositional techniques. He graduated from the National Music
Academy with two specialisations — piano with Prof. Atanas Kurtev and composition
with Prof. Alexander Tanev. This fact may relate to his interest in keyboard music and
his complex pianistic compositions.

Although Yordan Goshev’s interests lead him toward chamber genres and
toward symphonic, choral, and theatrical music, his instrumental way of thinking remains
a fundamental stylistic characteristic of his work.

The works of Yordan Goshev have been performed not only in Bulgaria, but
also in several European countries. There are sound recordings and published
scores in Bulgaria, Armenia, Belgium, Germany, Italy, and the Netherlands.

His professional development as acomposeris closely connected with
his deeper engagement with the practical dimensions of harmony and folklore. His
monographs “Pitch Organisation of the Bulgarian Folk Song” (2004) and “Linear
Treatment of the Bulgarian Folk Song” (2005), as well as the three volumes “Harmony
with Arranging”, written in collaboration with Prof. Filip Pavlov (initially published
between 1999 and 2002), are related to the interpretation of melodic—harmonic nuclei
derived from Bulgarian folk tradition (for example Shop diaphony), which appear in

some of his compositions.
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The three-part form of the ABA type is a classic structure within the capriccio
genre, and Yordan Goshev chooses precisely this form in the composition of
his Capriccio for Solo Violin.

What was stated above regarding the synthesis between Bulgarian folklore and
contemporary compositional techniques corresponds entirely with what we observe in
this capriccio.

At the very beginning of the capriccio, from the two-voice polyphonic texture,
atheme emerges carrying the characteristics of Rhodope folklore. After this,
between bars 20 and 25, we hear an augmented second, which participates in the
structural formation of another short melody in which we perceive stylistic features
characteristic of the Pirin folklore.

From this moment onward there begins a gradual transition toward the second
central section of the capriccio — Allegro vivace, in which the full spectrum of
compositional devices characteristic of the genre is concentrated.

Already during the transitional passage, between bars 36 and 42, we perceive
an alternation between pizzicato and bowing.

In the central and principal section of the capriccio, the composer
employs almost all possible bowing techniques, which make the texture complex and
highly virtuosic tremolo, artificial harmonics, playing close to the bridge of the
instrument, and pizzicato. All of this is accompanied by considerable technical difficulty
in the fingering solutions.

After the extreme tension of the entire second section, from bar 181 onwards
begins a gradual calming and slowing of the tempo through triplet motion, which flows
into the Rhodope melody already familiar from the beginning, together with the quartal

call-like intonations, which fade away in pizzicato on the A string of the small octave.
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CONCLUSION

The results of the analyses carried out show that on a global scale there exists
considerable potential for the development of the capriccio genre. The tendency toward
the unification of performer and composer continues, which is productive not only for
the capriccio genre, but may also serve as a model to be followed in the writing of solo
works for all instruments.

Western European and American tendencies undoubtedly open new horizons
for the capriccio in the post-Paganini era, when new compositional techniques begin to
dominate the creative invention of generations of composers. In this sense, building upon
what Paganini achieved, Konstantin Mostras, Grazyna Bacewicz, Joaquin Rodrigo, John
Corigliano, Stanley Weiner, and Andreas Makris trace a trajectory toward the future
development of the genre in Europe and the United States.

In this context, the connection between compositional and pedagogical work in
the case of Mostras is a particularly important aspect, as it establishes essential points of
reference in the composition of the Recitative and Toccata, which stimulate the
achievement of maximum complexity for the purposes of violin pedagogy. A similar
phenomenon may be observed in the work of P. Hristoskov, and it may be said that in this
way the problem of the future development of the genre is brought to the foreground
through the prism of the development of performance technique.

In this respect, the tendencies connected with the use of new compositional
techniques are also indicative, since they present new challenges to violinists.

A particularly illustrative case is that of the two caprices by Grazyna Bacewicz,
who very gradually and deliberately follows the line of transition between the first and
the second sound periods of her creative work, so that the “shock” experienced by the
audience in the four Caprices of 1968 might be less perceptible, insofar as this is possible.

It is precisely these tense moments in the caprice under discussion, achieved
using traditional and familiar violin techniques, that may be interpreted as a kind of
preparation for the “explosion” of the neoclassical paradigm and of our previous
conceptions of violin sound.

Although he consciously opposes the musical avant-garde, Stanley

Weiner very precisely senses the performing nature of the violinists with whom he works,
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so that the caprices receive interpretations that best correspond to the composer’s artistic
conception.

The original approach of John Corigliano leaves a lasting mark not only on
the twentieth-century capriccio genre, but also draws a connecting thread from film
music, thereby placing in focus the relationship between the capriccio genre and
compositional approaches used in film music.

Through his Tonal Caprice, Andreas Makris further confirms the general
tendency in the development of the genre during the twentieth century — maximum
technical complexity, based on the use of the full spectrum of violin bowing
techniques, complex fingering, and tempo and metre-and-rhythm deviations.

Against this background, the appearance of the capriccio by Joaquin
Rodrigo clearly brings the genre to a new stage in its development — a stage connected
with maximally surpassing the ergonomic limitations of the violin, so that the connections
with Paganini’s approach are very clearly drawn and placed within the context of the
modern era. Here the departure from the framework of the three-part form represents a
new element, which is developed quite successfully by Petar Hristoskov.

If we examine his approach in greater detail, we will say that he may not only
be called “the Bulgarian Paganini,” but that in his work there are very clearly defined
contributions to the genre in the twentieth century. His experimental activity in the
process of composition, marked by connections with an improvisational approach, is a
factor that clearly contributes to the further development of the genre, paving the way for
new elements in its evolution — the achievement of new timbral colours on the violin
through interaction with the sound environment of folklore, combined with the general
tendency in the development of the genre in Western Europe.

In precisely this respect, P. Hristoskov positions himself as a leading figure not
only for Bulgaria but also as a contributor on a global scale.

In this line of thought, Petar Hristoskov, Vasko Abadzhiev, and Leon
Suruzhon stand out not only as composers, but also as performers, which represents one
of the main tendencies in composition within the genre.

From the perspective of such an “inside—outside” positioning, we may say that
the external viewpoint of Yordan Goshev, as a musician who is not a violinist, enriches

the range of authorial approaches, so that a clear tendency emerges toward combining
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Bulgarian folklore with the compositional techniques of the twentieth century, within the
broader context of the idea of creating world intangible cultural heritage.

Attempting to summarise the characteristic features of the capriccio
genre based on the examined works, I conclude that virtuosity remains a constant
characteristic but now combined with the new compositional techniques of the twentieth
century, which to one degree or another bring the functional parameters of the violin to
the next stage of its technical development. In this way it becomes possible to
reveal technical possibilities of the violin that had previously remained unexplored.

Within this entire process, the importance of the triad composer — instrument —
instrumentalist comes to the foreground. In this relationship, the human participants
interact through the instrument in such a way that they constitute the next stage in the

development of the capriccio genre.

CONTRIBUTIONS OF THE DISSERTATION

For the first time, the capriccio genre for solo violin, represented
through significant works by twentieth-century world and Bulgarian composers, is
examined as a problem of performance practice.

An artistic and creative contribution of the dissertation consists in
the multifaceted analyses, while the editorial work on some of the capriccios creates the
prerequisites for their practical application and popularisation among a wide circle of
listeners.

The dissertation analyses and demonstrates stylistic interactions between works
by European and Bulgarian composers.

Through these analyses, practical guidelines are presented to performers for the

resolution of certain technical and artistic problems.
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