ISSN 0204-823X

bBsacapcko

mMyzukoznanue

Bulgarian Musicology

l'opuua Hariderosa
Goritza Naydenova

Meatiro I1vpsatios
Ivailo Parvanov

XLIV/2021/ Ne 3

b bATAPCKA AKAAEMUISI HA HAYKUTE
MucTuryT 3a n3caeasaHe Ha M3KycTBaTa

BULGARIAN ACADEMY OF SCIENCES
Institute of Art Studies

Naesn — nonsitue — repmuH 111
ETHOMY3MKOAOTMSA M MeAVIeBUCTIKA
Idea — Concept — Terminology III.
Ethnomusicology and Early Music Studies

Emmomysuxorozus u emHnoxopeorozus
Ethnomusicology and Ethnochoreology

OtHOBO 3a pyHKIMOHAaAHaTa KAacupuKaIs

Ha 0OpaslnTe OT TpajUIIMIOHHATa ceAcKa
MY3IKa I HaydyHaTa TpaAULIVs

Ha VIHCTHUTYTa 3a My3uKosHaHMe / Yet Again

on the Functional Classification

of Traditional Rural Music Samples

and the Scientific Tradition of the

Institute of Musicology .........ccccvveeinnniccninnnen 3

Kunecrenorpadusra Ha Paitna Kaaposa
ot 1935 a0 1942: uztounniu u passurue /
Raina Katsarova’s Kinestenography from
1935 to 1942: Origins and Development ............. 27



[Temvp Kepkeros
Peter Kerkelov

Huxoaaii I'ypbarios
Nikolay Gurbanov

Kaapa Meukosa
Klara Mechkova

Aeop I'enos
Yavor Genov

T'opuya Hatiderosa
Goritza Naydenova

dasy Ha UMITPOBM3ALIVIOHHNSI ITPOLIEC:

MO/JeA — 30Ha Ha TpeTupaHe — MHTepIIpeTars
(ITOACTBII KbM METO/, Ha 30Ha/Ha HOTAIIVs
BBPXy NpuMepa Ha POAKAOPHOIIeCeHHaTa
opnamenTnka) / Phases of Improvisation:

Model — Handling Zone — Interpretation
(Approach to a Method of Zonal Notation

Based on the Example of Ornamentation in
Traditional SONgs) .......cccoeveveeieieiee 49

Aeoromu / Debuts

Brripocn Ha TepMuHOAOTHSATa

IIpY U3CAeABaHETO Ha MY31Ka 32 OPKECTbpP

OT ObATapCKM HAPOAHM MHCTPYMEHTH

(BBpPXY IIpUMEpPU OT OPKECTPOBUTE CIOUTH

Ha Kocrta Kozes) / Terminology Questions in

the Research on Orchestras of Bulgarian Folk
Instruments (on examples by Kosta Kolev’s
orchestral SUItes) .......ccccoevvecerenenenieieenccieene 64

Meoduesucmuxa / Early Music Studies

3a ABOIHNTE MapTUPUN B CTUXMPapUTe

CBbC CPeAHOBU3AHTUIICKA HOTALIVS

ot XIII n XIV Bex / On the Double Martyrias

in the Sticheraria with Middle-Byzantine
Notation from the Thirteenth

and Fourteenth Centuries ..........ccccccvvninnnnnne. 82

Buaose Mmysukaanm tTaHosu popmu pes

XVI Bek: orut 3a gepuHupane (Bbpxy Apoo,
Mopan n Ilperopmnyc) / Varieties of Dance
Music Forms in the 16™ Century: An Attempt

at Definition (after Arbeau, Morley and
Praetorius) ....coeveeievienienieicieeeeeee e 105

TFoduwnumnu / Anniversaries
Posmapn Crarteaosa Ha 80 rogusn /
Rosemary Statelova Turns 80 .........ccccceeueunees 126



Boaeapcro mysuxosnanue / Bulgarian Musicology e 3 /2021

ETHOMY3IMKOAOI' VA 1 ETHOXOPEOAOIA
ETHNOMUSICOLOGY
AND ETHNOCHOREOLOGY

OTHOBO 3a PpyHKIMOHAAHATA KAACHPIKALS
Ha 0OpasLTe OT TpaAULMOHHATA CeACKa My3MKa
1 Hay4HaTa TpaAumys Ha JIHcTuTyTa
3a My3MKO3HaHIe

TI'opuya Haindenosa™

Pesrome: Hacrosmara nybamnkanus e IoAroTseHa BbB Bpb3Ka C HeoO-
XOAMMOCTTa OT M3rpa’kJaHe Ha akTyaaHa Oasza daHHM 3a My3ukaaHO-
¢oaxaopHMs apXuB BBB Bpb3Ka ¢ paborara no npoekra ,Kyarypnoro
HacAeACTBO B apXuBuTe Ha VHCcTUTYTa 3a M3cAelBaHe Ha M3KyCTBaTa: MH-
TepaKTMBHa KapTa Ha U3KycTBaTa B bparapnsa”. Temara 11 e mpoBokmpaHa
ot (akxTa, ue IoJpexxAaHeTo 1o PyHKIU e cpel OazoBuUTe CrICTeMaTH-
3allMOHHU IIpoLeAypHu B ObArapckaTa Mys3uKkaaHa (pOAKAOPUCTHUKA U B
€THOMY3MKOAOIATa, a PYHKIIMOHAAHATa IIPMHAAAEKHOCT € BKAIOUBaHa

*IIpod. a-p I'opuita Haiigenosa — cekrop ,,Mysuka“,

VuctutyT 3a n3caelpaHe Ha M3KycTBaTa, bbarapcka akagemus Ha HayKuTe;
Hamnnonazsna mysukaaHa akagemust ,[Ipod. ITanuo Baagurepos”;

email: goritzanaidenova@abv.bg

IlybaukanusTa e pesyaTaT OT paspadoTka mo npoekt BGO5M20P001-1.001-
0001 , Marpasxaane u passutue Ha lleHTbp 3a Bbpxosu nocrvkenus ,Hacaea-
crBo bI', ¢punancupan o OnepartusHa nporpama ,Hayka u obpasosanne 3a
nHTeAureHTeH pactex” 2014 — 2020, mpuopuretHa oc 1 ,Hayunu nscaeasanms
U TEXHOAOTUYHO pasButue”, chpuHaHcupana oT Esponerickis cbios upes Es-
porerickust GpoHg 3a pernoHaaHo pazsutue (EOPP)”.



Topuua Haiidenosa e Omio6o 3a pyHKyuonarnama kaacuduiayus na obpasyume ...

HEM3MEeHHO KbM ITaClIOPTHUTE AaHHU Ha 3aIlCBAHUTE 3a apXMBa I1eCHU
U MIHCTPYMEHTaAHU MeAoaun. B cratusTa ce mpocaeAsBaT IpakTHuecKo-
TO npuaarave (B COOpHULIUTE C HAPOAHU rTecHM 40 1975) u pazanunute
eTany Ha KOHIeIITyaAu3upaHe Ha (PyHKIIMOHAAHaTa KAacupuKanus (B
ChIIlecTBeHaTa CHU 4acT HelyOAuKyBaHu) B paboTara Ha ydeHute B Vnc-
TUTYTa 3a My3UKO3HaHMe U cae ToBa B VIHcTuTyTa 3a msKycrso3Hanue. B
Kpasi 11 e IIpe10>KeH OIIPsIH Ha TeXHUTe ITOCTUXKeHM:, HO U AOITbAHEH OT
aBTOpa BapMaHT Ha (PyHKIIMOHAAHA KAaCHPUKaIIVL.

Kaogosu aymirt: Mysuxarna GoAKAOpUCHUKA, emHOMYSUKOA0ZUS, Mpadii-
UUOHHA MY3UKA, KaAHp, PYHKUUSL

ITocrasAiiku B 3araaBueTo AyMarta ,,0THOBO”, BEpOATHO Ch3JaBaM
BIleYaT/AeHIeTo, Je 110 Ta3! TeMa ChIIleCTByBaT MHOKeCTBO pa3paOOTKI.
Tosa e BApHO 1 ChIIleBpeMeHHO HeBsPHO, IIOHe 1110 ce OTHacsA 40 Teope-
TUYHIUTE TeKCTOBe Ha My3MKaAHUTe POAKAOPUCTY ¥ €THOMY3UKOAO3M B
bbarapus u rmouse 1o ce otHacs 40 IyOAMIHOTO UM 1peJcTabsiHe. Tosa
BCBIITHOCT € e4Ha OT Da30oBUTe CiCTeMaTHU3allMOHHN IIpolleAypu (Hapes
C MOKa3aaAlluTe, CBbP3aHM C aHAAUTUIHOTO IIpejcTaBsHe Ha MY3MKal-
HIUTe eAVHUITY, T.e. Ha TeXHUTe pa3Mepy, TOHOBO ChAbp>KaHle 11 00eM,
MeTPUYHU PeAUIIN U IIP. U C KAaCU(PUIIMPaHeTO UM CIIOpe/ TeKCTOBUTe
CIO>KeTH), KOUTO CTOSIT B HegpaTa Ha 4eA0TO I10 ChbXpaHsBaHe Ha ObArapc-
K115l My31KaAeH (pOAKAOP U Cb3AaBaHeTO Ha HayYH! COOPHUIIM C HApOA-
HI TIecH! (3a ChXKaJeHNe HeTrAVDKMPaHO OT AHeITHNUTe HayKOMeTPUIHI
M3MCKBaHU: KaToO AeIHOCT, IpeOMBaBallia b 30HaTa Ha eMnupusTa). I1a-
PajOKCBT e, ye HUKO OT I'bpBUTe HU (POAKAOPUCTU He apTyMeHTUpa
TEOPeTNYHO HUTO MHpMYMHATa 3a NpuJdaraHeTo Ha (PyHKIJMOHaAHaTa
Kaacu@uKalns, HUTO BIAQ, B KOMTO s BbBeXKAa B € AVH AU APYT cOOp-
Huk. Eapa Paitna Kanaposa nmppso npes 1959 B coopnuka ,Hapoanu
IecHM OoT 3anaJHNUTe MOKpaltHIHI” 00SCHABA, Ue ,,1ogpeadaTta 110 QpyH-
KIIV... 4aBa Bb3MOXKHOCT 1) ga ce M3ThKHAT MeAOAMYHNTE BapUaHTU U
2) aa ce cpOepaT Ha e4HO MJCTO ITeCH!, KOU-TO B A0OpaTa ci JacT IIpea-
CTaBAsBaT M3BECTHO My3MKaaHO eauHcTso” [Kamaposa, 1959, c. VIII].
Caea ToBa mipes 1965 B cratus 3a cnucanueto ,Studia Musicologica” s
apryMeHTHpa Ollle BeAHbXK IIpe3 IIpsIKaTa Bpb3kKa Ha (PYHKITMATa C MeAO-
AusTa Ha ITeCHMTe' U IIHIIe OTHOBO 10 Ta3y TeMa Ipe3 1971 (BbB Bpb3Ka
¢ yuactuero cu B 3acedanne Ha Classification Study Group xem ISTM)%
Bropara u Tperara OT Te3au HeliHI CTaTUMU Ca CBbP3aHN C Bb3HMKHAAM

!, 3a kaacudunupane Ha necHute B coopHuka ,,Hapoauu iecau or Tumoxk 40
Bura” (...) Bacua Cronn npuemMa Mea0AuATa KaTo BOAEIN IPUHITUII ¥ TPyIpa
recHnTe criope TsaxHata pynkunst” [Katzarova-Kukudova, 1965, p. 296].

> Kamaposa, Paitna. Kak ObArapckmsaT HapoAeH IIeBell clucTeMaTu3upa
necunte. Prkonuce. Awob6asana, Classification Study Group, ampma 1971. Llur.
no [borymapos, 1973].
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Topuya Haiideriosa ® Omto60 3a pyHKYUOHAAHAMA KAACUPUKALUS HA 00pasyume ...

Yet Again on the Functional Classification
of Traditional Rural Music Samples
and the Scientific Tradition of the Institute of
Musicology

Goritza Naydenova

This publication was called forth by the need to develop a real-time
database of the Folk Music Archive of the Institute of Art Studies while working
on a project named “Cultural Heritage in the Archives of the Institute of Art
Studies: An Interactive Map of the Arts in Bulgaria”. The subject matter arises
from the fact that arranging things by function is one of the basic systematising
procedures in Bulgarian musical folkloristics and ethnomusicology, as
functional belonging is always included in the accession records of the songs
and instrumental tunes recorded for the archive. The article traces the practical
application (in the collections of folk songs published until 1975) and various
stages in the conceptualisation of functional classification (largely unpublished).
A version of functional classification supplemented by the author has been
offered at the end — it draws on the achievements of generations of researchers
at the Institute of Musicology, the then Institute of Art History (both being
predecessors of the Institute of Art Studies). The aforesaid version is based on
structuring the functional groups of songs and instrumental tunes in accordance
with the general concept of the three temporal axes of cyclical time in traditional
culture: the calendar cycle, the individual life cycle and the communal life
cycle.

Keywords: musical folkloristics, ethnomusicology, traditional music, genre,
function

Prof. Goritza Naydenova, PhD, Music Department,

Institute of Art Studies, Bulgarian Academy of Sciences;

“Prof. Pancho Vladigerov” National Academy of Music — Sofia;

email: goritzanaidenova@abv.bg
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Kunecrenorpadusara na Paitna Karjaposa
ot 1935 a0 1942: u3TOUHMI 1 pa3BUTHE

Nesaiiro Ivpearos*™

Iocsewasa ce na 120-z00untrutama
om poxdenuemo na Paina Kayaposa

Pesrome: HacrosmiaTa craTus pasraeskda B MICTOpUIECKN I11aH Ch3AaBa-
HeTO Ha KuHecreHorpadusTa Ha Parina Kamaposa. acaeasanero obxsa-
IIJa MHTepBala OT ITbPBUSI OTKPUT apXUBeH AOKYMEHT, ChAbp>Kalll OIUT
3a IIpejaBaHe Ha TaHIIOBU TeAoaBrKeHus (1935) 40 bpBOTO meyaTHO
U3/aHle, B KOETO HelfHaTa KMHecTeHorpa(usl e IpeAcTaBeHa B OTHOCH-
TeaHO opopMeH BuA (1942). 3a 1jearta ca nperaesanu 06CTOHO BCUYKA
apXMBHM TepeHHU MaTepuaau Ha Paitna Kamaposa oT BpemeTo MeXAy
1928 u 1942, naenTudunypann u aHaAU3MpPaHU ca ChbAbPIKaINTe Ce B
TSX KMHECTEHOTpaMI U € IIPOCAeAeH IIporechT Ha GpopMUpaHe Ha Hell-
HaTa TaHIIOIIMCHA CUCTeMa.

Karouosu aymm: Paiita Kayaposa, emmoxopeorozus, KunecmeHozpapus, mar-
yonuc

YBOa

DoAKAOPUCT, MY3UKOAOI, eTHOXopeoaor, etHorpad, Parna Ka-
IlapoBa e cpe/ Hali-3abeAeXXUTeAHUTe M OTKpOsBalllM ce M3cAeoBare-
AU Ha TpagulMOHHaTa POAKAOpPHaA KyATypa B bbarapus. 3a >xusoTa n
1po¢eCcMOHaAHNUS 1 ITBT € HaIlMCaHO MHOTO. JleceTKu cTaTum u cTyAun'
pasKpmBaT pa3AMYHM HIOAHCH OT OTPOMHUSA CIIeKThP Ha HeITHUTe Hay4-
HIU MHTepecu B o04acTTa Ha Obarapckara Hapodoyka. Ho Hakak ckpur
U3MEXAY peaoBeTe CTOM BBIIPOCHT 3a Ch3jajeHara OT Hesl clcTeMa 3a

* A-p Usaiiao ITbpsanos — VHcTuTyT 3a eTHOAOTUSA U (POAKAOPUCTUKA C
eTHOTrpadckn Myselt, bparapcka akagemrst Ha HaykuTe; VIHCTUTY T 3a M3caeaBaHe
Ha M3KYCTBaTa, bbharapcka akagemus Ha HaykuTe; email: i_tparvanov@yahoo.com
! Bx. Hamp. mocouenute B [Atanacos, 2001; Croun, 2001; Vanesa, 2001;
Tonuaesa, 2001; Ileviuesa, 2016; Aumos, 2016] 1 MH. ap.
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Meaiiro ITvpsarios ® Kunecmenozpagusama na Paiina Kayaposa om 1935 do 1942...

Raina Katsarova’s Kinestenography from 1935 to 1942:
Origins and Development

TIvailo Parvanov

Dedicated to the 120th anniversary
since Raina Katsarova’s birth

The article presents the creation of Raina Katsarova’s kinestenography
system from a historical perspective. The study encompasses the time frame
from the earliest archival document containing an initial attempt at representing
dance movements (1935) to the first printed edition of her kinestenography
introduced in a relatively complete way (1942). This research is based on a
thorough examination of all her field work materials dated between 1928 and
1942. In addition to that, all the kinestenograms included there have been
identified and analysed with a view to tracing the formation of her dance
notation system.

Keywords: Raina Katsarova, ethnochoreology, —kinestenography, dance
notation

Ivailo Parvanov, PhD

Institute of Ethnology and Folklore Studies

with Ethnographic Museum,

Bulgarian Academy of Sciences;

Institute of Art Studies, Bulgarian Academy of Sciences
email: i_tparvanov@yahoo.com
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Da3y Ha MMITPOBIU3ALIIOHHNS IIPOLIeC:
MO/eA - 30Ha Ha TpeTHpaHe — MHTepIIpeTarysl
(MoACTBII KbM MeTOA Ha 30HaAHA HOTaIL
BbpXy IpuMepa Ha (pOAKAOPHOIIeCeHHATa
OpHaMeHTHKa)

Hemvp Kepxeros*

Pesiome: CtaTusTa e eTall OT I10-TOAsIMO U3CAeABaHe, HACOYeHO KbM Ch3-
JaBaHe Ha HOTaIVsl, KOSITO Aa OTpassiBa adeKBaTHO IMITPOBM3al[IOHHATa
CBITHOCT Ha OpHaMeHTaAHUTe GUIypH B ObArapckaTa TpaAUIIMIOHHA Cea-
cka Mysuka. OTTAacKBaiiKu ce OT Ae(PVHNUINN Y XUIIOTe3! Ha PasANIHI
y4eHN 3a ABUTIaTeANTe Ha MMIIPOBU3ALIVIOHHI IIPOLieC, TO3M TEKCT pa-
3MICKBa KaKTO CBIIHOCTTA Ha M3IpakAallluTe MMIIPOBU3ALIVIOHHI THUII
MysuiupaHe ¢pasy, Taka M TsAXHaTa I10CAel0BaTeAHOCT. BcaeacTsue Ha
TOBa ce 0pOpMsI XMIIOTe3aTa 3a ChIeCTBYBaHETO Ha ,30Ha Ha TpeTupa-
He” — HeTeMIIOpaJeH MeTaMy3lKaJeH KOHCTPYKT, B KOITO eleMeHTHUTe
OT MMIIPOBU3ALIMIOHHN MOJ€eA ca B MpOolleC Ha MaHUIIyANPaHe OT W3-
rpAHUTeAs. VI3BeAeHN ca CTBIIKNMTE KbM aHaAUTUYHOTO pasKpUBaHe Ha
30HMTE Ha TpeTUpaHe B TpaAuIMOHHUTe IlecHu. Ha Tasu 6asa B Kpas Ha
CTaTI:ATa ce odepTaBa IlepCIleKTUBaTa 3a Ch3aBaHe Ha METO/, 3a HOTHpa-
He Ha Te3! 30HU, HapeueH 30HaAHa HOTaIllsl, KOWTO Aa Aae Bb3MOKHOCT
3aIlJICBaHETO Ha OPHaMeHTNTe 4a 6'bAe KOAKOTO AeCKPUIITUBHO, TOAKOBa
U IPeCKPUIITUBHO, T.e. 4a 6b4e POKycupaHO He TOAKOBa BbPXY OTAE€AHM-
Te MM aKyCTM4YeCK! IIPOsIBAEHI, KOAKOTO BbPXY MeHTaAHNUs IIpoIieC Ha
OpHaMEeHTHPaHETO.

Karogosm aymit: umnposusaiyus, KoMnosuuus, opHamenmuxa, npeckpun-
MueHa u deckpunmuena Homaus, 6vazapcka mpaoutuoHHa Mysuxa, Jeuug-
pupate

*I'a.ac. a-p Ilerbp Kepkeaos — cekrop ,Mysnka”,
VucTuTyT 3a M3cAeBaHe Ha M3KyCTBaTa, bbharapcka akajzemitst Ha HayKuUTe;
email: peter_kerkelov@abv.bg
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Nettl, Bruno. Introduction. An Art Neglected in Scholarship. — In: In the
Course of Performance. Studies in the World of Musical Improvisation. The University
of Chicago, 1998, p. 1 - 23.

Nettl, Bruno. Thoughts on Improvisation: A Comparative Approach. — In:
The Musical Quarterly, Vol. 60, No. 1. Oxford University Press, 1974, p. 1 -19.

Sutton, R. Anderson. Do Javanese Gamelan Musicians Really Improvise?
— In: In the Course of Performance. Studies in the World of Musical Improvisation. The
University of Chicago, 1998, p. 69 — 92.

Phases of Improvisation:
Model - Handling Zone — Interpretation
(Approach to a Method of Zonal Notation Based on
the Example of Ornamentation in Traditional Songs)

Peter Kerkelov

The article presents a stage in broader research aimed at the creation of
notation that could adequately reflect the improvisational nature of ornamental
figures in Bulgarian traditional rural music. Taking as a starting point certain
definitions and hypotheses about the forces behind the improvisational process
developed by a number of researchers, the text discusses the essence of the
phases building the improvisational type of music-making as well as their
coherence. As a result, the hypothesis of the existence of a “handling zone”
has been arrived at, where the handling zone is a non-temporal metamusical
construct in which the elements of the improvisational model are subjected to
a process of manipulation by the performer. The steps towards the analytical
disclosure of the handling zones in traditional songs have been delineated. On
this basis, the article’s concluding section outlines a prospect for the creation of
a notation method for these zones enabling an ornamental transcription to be
both descriptive and prescriptive, i.e. focused more on the mental process of
ornamentation, rather than its individual acoustic manifestations.

Keywords: improvisation, composition, ornamentation, prescriptive and
descriptive notation, Bulgarian traditional music, transcription

Asst. Prof. Peter Kerkelov, PhD
Music Department,

Institute of Art Studies,
Bulgarian Academy of Sciences;
email: peter_kerkelov@abv.bg
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Huxoaair ['yp6aros e Bvnpocu Ha mepmuHoAr0UAMA NPU USCAOSAHENO HA MYSUKA...

AEBIOTU / DEBUTS

Bbripocu Ha TepMIHOAOTMATA
IIpY M3CAeABaHeTO Ha My3JKa 3a OPKeCThbp
oT ObArapcKyt HApOAHM MHCTPYMEHTH

(Bbpxy npuMepu oT opkectposute cionty Ha Kocra Koaes)

Huxoaaii I'ypbanos™

Pesiome: VdygaBaneTo Ha TBOpOU 3a OpKeCcTbp OT ObATapCKM HapOAHU
VMHCTPYMEHTHU IIOCTaBsl M3CAejOBaTeAuTe IIpeJ, CepMO3Ha TPYAHOCT IIO
OTHOIIIEHVe Ha TEPMUHOAOIVITA, ,, IpUIDKAaIia” OT ITIOHE 4Be TeOpeTId-
HU CHCTEMI: TeOPYsITa Ha ObArapcKkaTa HApOAHa My31Ka U KAacdecKaTa
MYy3HKaJHa TeOpVisi IAaBHO B cpepliTe Ha My31KaAHOTEOPETUIHUTE HayKI
XapMOHs1, T0AN(OHIL, My3UKaAeH aHaAu3. ToBa e OCHOBHaTa TPYAHOCT
3a BCEeKM M3CAeA0BaTel Ha My31Ka, KOATO, OT e4Ha CTpaHa, CbXpaHsBa Ha-
LIMIOHAa/AHaTa U perroHaaHa creluduka Ha pOAKAOPHNS IPOTOTHIL, a OT
Apyra, paboTi cbC CpeAcTBaTa Ha IpodecroHaAHaTa My3MKaAHa KyATy-
Pa OT eBpOIIeTICKM TUIL. 3a Ch3AaBaHe Ha HeoOXOAUMara TepMIHOAOINS,
C KOSITO Ce aHaAM3MpPaT CIOUTUTE 3a OPKeCThP OT HAapOAHU MHCTPYMEHTH!
Ha Kocra Kozes, e mpuaoskeHa crerjuaasa MeTOAOAOTUsSI C ABUKEHUE
OT eMIIMPUIHNS KBM TEOPETUYHUS IIOAXOJ4 U C allpoOupaHe Ha M3pa-
GoTeHNsT TepMMHOAOTMYEH arapaT BbpXy uscaeasanns ooekt. Ob6moTo
BIleyaTAeHMe oT My3uKaTa Ha Kocra Kozes rosopu 3a Herosara gapba Aa
CHMHTe3Mpa TeXHUYECKN U XYAO0XKECTBEHN Bb3MOYKHOCTY Ha MY3MKaAHU
CTUAOBe, IPUHAAAEKAIIY KbM PasANIHN KyATYPHM I1dacTose. B mpea-
AOXKEeHUTe TePMUHOAOIMYHMN ITOAXOAY Ca OII0A30TBOPEHM HSKOJAKO Ba-
pUaHTa Ha TePMUHOJAOTMYHO ChIAacyBaHe Ha TEOPETUYHUTE CHCTEMI,
Cb3JadeHM 3a U3ydaBaHe Ha (OAKAOpaA M Ha KOMIIO3UTOPCKATa My3MKa

* Ac. Hukoaaii I'ypGanoB — 40KTOpaHT, AKaZeMus 3a My3MKaAHO, TaHIIOBO
1 1300pa3nTeAHO U3KyCcTBO ,ITpod. Acen Anamananes”, [1108aus;

email: nikolay.gurbanov@gmail.com
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B KAacudecKaTa ¥ pOMaHTHYHATa Tpasulys: 1) cBbp3BaHe Ha T€PMUHU
OT ABeTe TEOPETUYHM CUCTEMI B CHHTEe3eH TEPMUHOAOIMYEH U3pa3, KO-
TO pasKpusa pOpMUTe Ha CBBMECTHO AeJICTBIE Ha pa3ANIHNUTE Aal0OBe
U TOHAAHOCTY; 2) 0DeAUHIBaHE Ha TEPMUHM OT ABETE CUCTEMU B €AVIH-
Ha JlepapXuaypaHa OOIIHOCT IIpY aHaAM3 Ha My3MKalHaTa CTPYKTypa;
3) paBHOIIOCTaBeHa yroTpeba Ha TEPMUHHU U OT ABETe CUCTEMI CIIOpeJ
npeo0ajaBamure MOAaAHN UAY TOHAAHV aKOPAOBU I10CA€A0BaHIIL.
Karouosm aymm: opkecrmvp om wapodnu umncmpymenmu, cioumu, Koc-
ma Koaes, Aadoéa MoOuAHOCH, Aad06a MOOYAALUsl, AA06A MYmAal s, Aad060
conocmassite

VsydyaBaneTo Ha TBOPOM 3a OPKECTLP OT ObArapCKy HAPOAHM UH-
CTPYMEHTH IIOCTaBs U3CAeA0BaTeANTe Ipes cepuOo3Ha TPYAHOCT IO OT-
HOIIIeH€e Ha TePMIHOAOINUATA, ,, IpUIKAaIlia” OT IIOHe ABe TeOpeTUIHMI
CICTeMI: TeopusiTa Ha ObArapckara HapoAHa My3MKa M KJacudeckara
My3HKaAHa TeOpMs rAaBHO B cpepuTe Ha My3UKaAHOTeOPeTUIHNUTE Hay-
K11 XapMOHIs1, TOAM(OHUS U My31KaaeH aHaans. [1o400pbT, cunxponn-
3MPaHeTo U ChbAbP>KaTeAHOTO ChrAacyBaHe Ha TEpPMIHIUTE IMa KAIOYOBO
3HauyeHMe, Thil KaTO OTpa3sBa YyBaHeTO U pa3OMpaHeTO Ha My3MKara,
3acTaHaJa B OOeKTUBa Ha U3CAeA0BaTeACKIs UHTepec.

Boripekn ye BIIPOCHT 32 MHOTOIAaCHOTO OCMUCASIHE Ha ObArapc-
K11 My3MKadeH (pOAKAOp BOAU Ha4aA0TO CU Ollle OT 30paTa Ha ObArap-
CKaTa KOMIIO3UTOPCKA IIKOAa, MHTePeCchbT KbM TO3U IIpoOAeM y Hac ce
ycuaBa 0CODeHO aKTMBHO cAeJ OCHOBaBaHeTO Ha Jbp>kaBHMS aHCaMObA
3a HapoAHU necHu u TaHuy oT Ouann Kyres (1951). Brsnuksanero Ha
npodecruoHalHn aHcaMOAM IO TO3M MOAeA B IisidaTa CTpaHa M MOIII-
HOTO pasrpblllaHe Ha XyAOXKecTBeHaTa CaMOAEIMHOCT CTUMYyAMpPa Ch3Aa-
BaHeTO Ha My3MKa 3a HapOAEH XOP U OPKeCTbp OT ObATapCKM HapOAHM
uHcrpyMmentu. Komnosuropcknure nogxoau KoM (poAKAOpa aKTUBU3N-
paT AMCKYCMOHHH I10A€eTa, KOUTO 3aeMaT ChIeCTBEHO MACTO B CTOPIsI-
Ta Ha ObArapckaTa My3uKaaHa Kyatypa. B raasara ,, Cnopeujume... Obpa-
oorkure n Crosn Axyaxes” or MoHOrpadusTa, IOCBeTeHa Ha M3ThKHa-
TusA Obarapcku poakaopuct, asTopsT l'opuia Haiigenosa obo0iasa:
,BBIIPOCHT 3a 00pabOTKUTE € MBKAIOYUTEAHO BasKeH U OT I1eAHa TOuKa
Ha My3UKa/AHOKYATypHaTa HU UCTOPUs, U OT rAeAHa TOYKa Ha pa3BUTHe-
TO Ha camaTa (POAKAOPUCTUKA; TOM U AOcCera e IIpodaeM 3a ObArapckara
MozepHOCT. ToBa OTHOBO € BBIIPOC, KOMTO Ce HaMMpa B CeYeHNEeTO MeX-
Ay ObArapckaTa Hayka 3a (pOAKAOpa U HeITHUTe IIpeACTaBUTeAN, OT e AHa
cTpaHa, M ObArapcKuTe My3MKaAHU cpeAr — OT Apyra. Toil e mopoaeH ot
aKTyaAHOCTUTE, OT ,,KUBU KMBOT” Ha 0OeKkTa Ha (POAKAOPUCTUTE, HO
aKTaHTM Ha TO3U ,,KUB XMUBOT” ca 1 (POAKAOPUCTUTE KaTO OBAACTEHI,
1 KOMIIO3UTOpUTE, 1 OOMKHOBEHUTe XOpa , 0T HapoJa”, KOouTo OuBaT
BbBAEUEHU B II141a ejHa HOBa AMHU Ha KyATypHa usssa. Tosu crop e
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Terminology Questions in the Research on Orchestras
of Bulgarian Folk Instruments
(on examples by Kosta Kolev’s orchestral suites)

Nikolay Gurbanov

The study of orchestra pieces for Bulgarian folk instruments places
researchersin a difficult situation which results from the fact that the terminology
employed emerges from at least two theoretical systems: 1) Bulgarian folk music
theory and 2) classical music theory mostly related to the musical-theoretical
sciences, i.e. harmony, polyphony, and musical forms. This seems to be the main
issue for every music researcher. On the one hand, it preserves the national and
regional specifics of the folklore prototype, but on the other, the majority of
modern musical terms are rooted in a professional musical culture of European
type. For the creation of the necessary terminology which serves to analyse the
suites for Kosta Kolev’s folk-instrument orchestra, a special methodology has
been applied advancing from the empirical towards the theoretical approach,
eventually validating the terminological apparatus developed in relation to the
object of research. The general impression of Kosta Kolev’'s music speaks of
his gift to synthesize the technical and artistic potentialities of musical genres
belonging to various cultural layers. The terminological methods put forward
include a few versions of terminological coordination between the theoretical
systems created for folklore research and those for studying concert European
music, namely: 1) bringing together terms of both theoretical systems into a
synthetic terminological expression revealing the combined action of a range
of modes and tonalities; 2) merging terms from both systems into a unified
hierarchical unity when analysing musical structures; 3) using terms from both
systems on an equal footing according to the prevalence of either modal or tonal
chord progressions.

Keywords: folk-instrument orchestra, suites, Kosta Kolev, modal mobility,
modal modulation, modal mutation, modal comparison
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Kiaapa Meuwosa o 3a deotitume mapmupuu 6 CHUXUpapume ...

MEAVMEBMCTHKA
EARLY MUSIC STUDIES

3a ABOVIHUTE MapTUPUN B CTUXMIPapUTe
CbC CpeAHOBM3aHTUICKA HOTALVSI
ot XIII n XIV Bek

Krapa Meukosa*®

Pesiome: Bps (pokyca Ha HacTosIaTa CTaTUs Ca ABOVHNITE MapTUpPUN
(chBpeMeHHO O3HadeHUe 2AAC06U CUZHAMYPU) — € AHO U3KAIOUUTEAHO PsIA-
KO sBJA€HIe, KOeTO Ce OTKpMBa B Mys3uKaaHute Kauru tun Ctuxmpap
ChbC CpeJHOBM3aHTHIICKa HOTanus. JoIycKa ce, 4e 0 aHaJOIV:I C O0u-
JallHUTe MEeXAVUHHI MapTUPUU ABOMHMNTE CBIO CAy>KaT 3a O3HadaBa-
He Ha r1acoBUTe IIPOMeHN (MOAYAAIIMIOHHUTE IIPOIIeCH), N3BECTHN BLB
BU3aHTHUIICKaTa Teopust Kato Gpropé (paspymurtean). Bps BHMMaTeAHO
rmoAOpaHusI ITleceHeH MaTepraZ ca MpocAeAeHN U II0AA0KeH) Ha aHaAM3
MOAYyAaIIMIOHHNTE IIPOIiecy, O3Ha4eHN C ABOMHI MapTUpPUN. AHaAU3UTe
ca CBIIPOBOJEHN C Pa3ChXKAEHII OTHOCHO HEOOXOAMMOCTTa OT ABOVHUTE
MapTUPpUH, KaKTO U SABAEHNATaA, KOUTO IIPEAIIOCTaBsIT.

Karouosu aymm: deoiinu mapmupuu, ¢mopé, naparazu, enarazu, mpugo-
HUSL

B mpoyueHurte pbKONMCHU CTUXMPapy CbC CpeAHOBU3aHTUIICKA
Hotanust ot XIII n XIV Bek, cbxpaHsaBaHMu B ObArapcKuTe KHUTOXPaHM-
avma — LlenTep 3a caapsHO-Bu3aHTHMIICKM IipoyuyBanusA ,IIpod. Vis.
Ayitae” (LICBIT) u LIbpKoBHO-MCTOpMYECKN U apXMBeH MHCTUTYT IIpU

* Aon. a-p Kaapa Meukosa — kateapa ,Mysuka”,
BeanxorspHoBcku yHnBepcurer ,,Cs.cs. Kupna u Metoanit”;
email: klary@abv.bg
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On the Double Martyrias in the Sticheraria with
Middle-Byzantine Notation from the Thirteenth and
Fourteenth Centuries

Klara Mechkova

The present paper focuses on the so called double martyrias (analogous
to modal signatures) — an exceptionally rare phenomenon found in music
manuscripts with Middle-Byzantine notation. A supposition is made that along
with the ordinary intermediary martyrias, the double ones were also used
for notating the modulation processes known in Byzantine theory as phthorai
(destroyers). A major source of double martyrias are the book collections of the
Sticherarion type preserved in Bulgarian depositories. Two of them have been
analysed: 1) CHAI 818 (13th c.) and 2) D. gr. 292 (14th c. from the CSBR “Prof.
Ivan Duychev” at Sofia University “St. Kliment Ohridski”). The theoretical
treatise of hieromonk Gabriel from the fifteenth century has also been used as
an indirect source. During the research process it turned out to be possible to
define and affirm the function of each of the martyrias as a constituent of the
double: the martyria in the high position has the effect of phthorai (in the sense
of a sign) that cancels the effect of the martyria in the low position. On the basis
of this theoretical assumption, the modulation processes (rendered in notation
as double martyrias) have been traced and analysed in a number of carefully
selected songs. Certain arguments have been advanced for the indispensability
of the double martyrias and the practices they describe. The present study rests
exclusively on the author’s theoretical findings in two consecutive monographs
dedicated to tetrafonia and trifonia, repeatedly cited in the text.

Keywords: double martyrias, phthorai, parallage, enallage, trifonia
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Buaose mysukaanu taunnosu ¢popmu mpes XVI

BeK: OINT 3a gepuHMpaHe
(Bbpxy Ap60, Mopau u IIpetopuyc)

Hesop I'enos™

Pesrome: Tannosure Gpopmy 000co6s1BaT €4HOTO OT TPUTE TAaBHU JKaH-
pOBM HallpaBAeHIs B MHCTpyMeHTaAHOTO 13KycTBO Ha XVI Bek. bes mpe-
yBeAnJeHIe MOXKe Ja ce Kayke, 4e OIlle B IIPeAX0AHOTO CTOAeTe KaKTo To,
Taka 11 Xopeorpad)cKoTo M3KyCTBO IIpeAllp/eMa X0/, Ha caMOCTOSsITeAHO
obocobsBaHe 1 passuTHe. Vl 40KaTo Ha MHCTPYMeHTaAMCTUTe ce Bh3Aara
Hall-Bede 3ajavara Ja OCUTypsBaT HeoOXoauMara MeTpOpUTMMYecKa I
MeJoJudecKa paMKa Ha TaHI[UTe, TO II0CAeJHITe OT CBOs CTpaHa IIpejo-
CTaBST CBOsITAa My31Ka Ha CaMIUTe MHCTPYMEHTaAMCTH 3a eKCIIePUMEeHTH C
KOMITO3UIIMIOHHITE, MIMITPOBU3aIIMOHHN U U3IT'bAHUTEACKN Bh3MOXKHOC-
T 1 orpanndenns. LleaTa Ha HaCTOAIINS TEKCT e Ja pasKpue 3HaueHIeTo
Ha MOHATUATA, 384 KOUTO CTOAT pasHOOOpasHU TaHLIoBU ¢popMu oT XVI
BeK, Bb3 OCHOBa Ha CBeJeHIsATa Ha aBTOpM OT caMara ertoxa. OnuTBaiku
ce Ja IOrJejHeM ype3 TeXHUTe CBIAeTeACTBa AU Hall-MaaKo Ja ce 400-
AVDKVIM AO TsIXHaTa pedpAeKcusl, MMaMe Bb3MOKHOCTTa 4a ChCTaBUM CBO-
UTe IIpeACTaB/ OTHOCHO Te3M IOHATI M 3HaYeHMeTO MM B MaKCUMaaHa
cTerleH Ha OAM30CT C TAXHOTO M3HAYaAHO ChAbp KaHIe.

Karogosu aymm: perecancosa my3uxa, many, mepmuHu, UHCHpymMeHmarHa
MY3UKA, AOMHA

Mncrpymenraanurte coopunum or XVI Bek (1 B 4aCTHOCT Te3u
3a AIOTHs) BKAIOYBAT KaToO BaKHa 4acT OT CBOs peliepToap My3uKaTa
3a taHI. Ye tannosute popmy oO0ocoOsBaT €4HO OT TPUTE TAaBHMU
JKaHPOBU sipa B MHCTPYMEHTaAHOTO M3KYCTBO € BMAHO OIlle OT IIbp-
BUTe ITO3HATU AHeC IleyaTHU KHUTHU, 131e3AM OT npecata Ha OTaBuaHO

*Aon. a-p fAsop I'enos — cexrop ,Mysuka”, VMIncrutyT 3a n3cae BaHe Ha U3KyCTBa-
Ta, bbarapcka akageMusl Ha HayKuUTe; email: yavgenov@gmaﬂ.com
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Varieties of Dance Music Forms in the 16™ Century:
An Attempt at Definition
(after Arbeau, Morley and Praetorius)

Yavor Genov

Dance forms emerged as one of the three main instrumental genres in
the 16" century. Their significant part in the repertory is attested to by the
very first prints (particularly for lute) known today. On the border between
the 15" and 16™ centuries both instrumental music and choreography enjoyed
their own development, authoritative figures and theory, but at the same time
certain intersection points between them were inevitable. On one hand, music
was assigned the task of providing dance practice with metrorythmic, melodic
and structural frames. On the other, players used the formal structures of dance
music for experiments with compositional, improvisational, and technical
potentials and limitations. A well-known fact is that dance forms became
fully independent and purely instrumental compositions (as part of suites and
sonatas) in the 17" and 18" centuries. In the previous century, however, their
origin, function, context and dissemination had a story of its own in terms of
each individual type of dance. The present paper aims to reveal some reflections
on the dance forms in the 16™ century by contemporaries of the music itself.
It seems that the treatises of the most prominent dance masters of the period
— Arbeau, Caroso and Negri, offer a somewhat scanty account of their musical
aspects rather than more detailed information about steps, space usage, etc.
For the purpose of this study Arbeau emerges as the most informative source
among his colleagues. Apart from his testimony, I focus my attention on the
significantly more exhaustive data provided by Thomas Morley and Michael
Praetorius in their musical treatises Plaine and Easie Introduction [...], 1597 and
Syntagma Musicum, 1619. Thus, I endeavour to shed light on dance form concepts
in the closest possible relation to their origin and function as witnessed by some
of the most respected authorities of the age.

Keywords: Renaissance music, Dance, Terms, Instrumental music, Lute
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Topuya Haiideriosa e Posmapu Cmamenrosa ra 80 200uru

Rosemary Statelova Turns 80
Goritza Naydenova

This article marks the eightieth anniversary of Prof. D.Sc. Rosemary
Statelova, one of Bulgaria’s most prominent researchers in various fields of pop
music, who has committed considerable part of her creative prowess to eth-
nomusicological studies. Following Statelova’s retrospections in her latest two
books — 1) the memoiristic An Account of a Musicologist (Sofia: Riva, 2020) and
2) QOuver the Years (Sofia: Institute of Art Studies, 2011, Selected Articles, Studies
and Interviews on Various Subjects from Different Periods) — her portrayal
has been sketched out in two directions. The first one refers to her interest in
musical phenomena in the field of mass culture, i.e. political songs, rock and
pop music, ethno pop/chalga, etc., also considering her contributions as a
researcher of the musical practices of minorities, such as the Sorbs in the Lusatia
bicultural region of Germany. The second direction is that of a musicologist
focused on the general development of Bulgarian musical culture as part of the
European civilizational process, e.g. her studies on pianist Panka Pelishek, on
the Varna Summer International Music Festival, her activity as a music critic,
etc. Rosemary Statelova’s ability to prognosticatively devote herself to non-
prestigious research subjects plus the sharp self-reflexivity in her scientific work
are regarded as the most salient features of her research profile. This text covers
these characteristics both through a historical and theoretical overview of her
scholarly endeavour and through elements (embedded by the article’s author)
of self-reflection and dialogue with her position.

IMpo¢. a-p l'opurza Hartgenosa, Prof. Goritza Naydenova, PhD,
cexTop ,Mysuka”, Music Department,
MuctutyT 3a M3caeaBaHe Ha M3KyCTBATa, Institute of Art Studies,
bbarapcka akageMus Ha HayKuUTe; Bulgarian Academy of Sciences;
Hanmonaana MysnkaaHa akageMust “Prof. Pancho Vladigerov”
,I1pod. Ilargo Baaanrepos”; National Academy of Music — Sofia;
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