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Abstract: The study is oriented towards one of the most détpe, and least explored and clarified up to resues in the
methodology of teaching the accordion and in tle®th of the performing art, namely - the positidrttee accordionist
regarding the selection of means of expressiohjdrcapacity of an interpreter of adapted (notinal) pieces - of which
consist the most part of the polyphonic works &f tepertoire of the students from performance emssthe Universities.
The focus is placed on the major and basic issu@esformance of polyphonic music, related to thecsjrs of
sound-forming and sound-shaping with the accordiamely: how should the theme be outlined in d@rdismanner, how
should a certain motive be emphasized or how shauddrticular voice stand out in the polyphonidues, provided the
air-flow is being directed equally to all open reator valves. Two opposite concepts of articulatoa presented - both
being incorporated in the practice of performanue t2aching of the accordionists - the dispute betwwhich still remains
open. By analyzing the strengths and weaknesshesé concepts, an attempt is made to extend apEdehe knowledge
towards finding an adequate solution to the proliéine solo interpretation of polyphonic transtidp with the means of
expression of the accordion. The issues descridite placed theoretically for the first timéBinlgaria provide guidelines
for certain future more detailed and extensive agde in the field of methodology of teaching theadion and the
accordion performance art.
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1. Introducti performance of multiple voices. But here we will
- Introauction concentrate mainly on the work upon “pure" polyphon
and will not treat the homophonic and harmonic vgork

Long has been the way of polyphonic thinking uitsl X i e X
And since throughout the time period, in which thame

settlement in the artistic practice with its fulériety of - - '
specific characteristics and trends of developmgtezting  PClyPhony had been developing quite rapidly and had
with the first samples of polyphonic characteristidating Preduced its masterpieces, the accordion had nen be
the IX — X centuries, throughout its two eras of flourishinvented yet, today the accordion player learns twthink
(XV — XVI centuries, peaked by the works of Palestrind? @ Polyphonic manner mainly by the interpretation
and Orlande de Lassus, ak¥ll — XVIII - with the works ~ 10S€ Works in the form of transcriptions.

of Bach and Handel) up to present times, it hagnést Those are mainly clavier and organ works of Bach, a
its value and significance. From Mozart and Beegéimy VeIl @s some other works of the old masters, caityn
Brahms and Tchaikovsky to Hindemith and Shostakgvic written for those instruments. With those works the

the potential of polyphonic structure has alwagspriactice, accordionist is given the difficult task not onty know the
justified the interest towards it. In a broad serfee the ~characteristic features of the leading-voice pogyph the

performer there is no musical piece, in which toesjon ~contrasting polyphony and the imitational polyphomigh

of distinctly outlining the collage of the differemusical  their specifics and differences of meaning, but,ilevh
layers and elements of the texture, is not relevarthe SO!Ving the problems of the type of polyphony, micha
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certain position on the choice of expressions ie thof polyphonic transcriptions with the accordion meaf

interpretation of a non-original piece - this beihg most
disputable, the least explored and the least ®dripoint
for the teacher, the performer and the music tkeori

2. Subject, Purpose and Objectives

The method used in the theoretical exploitationthaf
particularities when working with polyphonic worka
instrumental methodology in general is the follogvin

1. Brief description of the characteristic featuodsthe
leading-voice polyphony, the contrasting polyphamg the
imitational polyphony, which the teacher should héa
mind and to which the performer should be introdiice

2. Directions on how to actually work with the stod
so that he or she is able to learn how to discdweay and
re-create those particularities in a correct manner

The questions, arising form point 1 have been ez

expression. That is why the accent will be puthi® major
and basic issue when playing polyphonic music tedldo

the specifics of the sound-formation and sound-sigap
with the accordion, namely: how should the theme be
outlined in a distinct manner, how should a certative

be emphasized or how should a particular voicedstan,

in other words - how to separate the "main" in the
polyphonic texture, provided the air-flow is beidgected
equally to all open resonator valves.

When the music texture is distributed in such a ey
the "main" (which has to stand out) is performed
independently in a certain manual, there is pralijicno
issue at all. The same is with the polyphonic diphg in
which each voice is performed over a different nznln
such cases the performer relies on the naturateonic
effect, obtained by the unfolding of the two cogfsthe
accordion and by the different nuances in the temihich

and summarized many times by theoretical musicologyhe treble and the bass fingerboard have; the peefouses

They are taught in the polyphony classes and thesek of
musical analysis, generalized in the clavier methagies,
that is why the current study will not dwell on the

The particular practical working directions (pof)t can
be derived by the accordionists mainly from theviela
methodology. That particular part of those diretsiowhich

the options for dynamic outlining of the musicalusture
in the particular manual by choosing registers ighér
density, etc.

But when differentiation of two ore more voicesadne
manual is needed - an inevitable situation in therem
complex polyphonic forms, typical for the works tihe

treats the methods of development of the polyphoniepertoire of the students from the performancesesa in

hearing when working with the instrument, is apglile to
accordion teaching as well. The rest, however, cae
used by the teachers and the accordion perforrsarse
they provide concrete ways of overcoming the specif
the polyphonic style with the means of expressibramm

the universities - the problem becomes acute.

This major issue is not treated in the current Brilin
theoretical and methodological accordion literatufée
more substantial Bulgarian theoretical works on the
methodology of teaching the accordion are printeckkn

instrument, which has nothing in common with ourghe 90-ies and are only three. In two of them (the

(except for a few external similarities).

methodology of G. Galabov and P. Marinov) the scigd

For example, it is known that "the main task of thehe work on polyphonic material is not includedadlt In

performer in the leading-voice polyphony is to letod

the third one, this issue is touched with only tsemtences

main voice in a distinct and dominant manner, and tby the author R. Poterov: "In cases of two or threiees,

ensure that the complementary voices are not opposi,
but are embracing the leading line in a melodioanmer"
»IIpA  TIOATIacHaTa HOHHd)OHHH TJIaBHATa 3aJa4da Ha
U3IIBJIHUTCIISI € OCHOBHHAT IJIaC Ja C€ BOAW M3ABCHO,
JOMHWHHPAIIO, JOITBJIBAILIUTC TJIaCOBC Ja HC ce
IIPOTHUBOIIOCTABAT II0 3BYYCHE, a HAIICBHO Ja oOBHBAT

Bojeniata menoaus” [12, p. 68]. But how should this be

achieved is a question, which the pianists relatehe
usage of pure clavier means of expression, tydmala
sound-formation which is foreign to the nature okt
accordion.

i.e. more than one in a given manual, the standingof
any of them is impossible. In such situation thdyon
applicable approach is the articulationKoraro nma
ABYTJIaC WK Tpurjiac, T. €. IOBCYC OT €IUH I1aC B HSKOH OT
MaHYaJIUTE, € HEBB3MOXHO OTKPOABAHCTO Ha KOMTO U Ja €
oT TaX. ToraBa €IMHCTBEHHUSIT HA4YMH, KOWTO OCTaBa, €
aprukynanonaust” [10, p. 113]. Unfortunately, the author
does not specify what he means by "articulationaggh”.

It is know that in music theory the term "articida'
(from the Latin "Articulation” which means to standt, to
emphasize) applies both to the touché - the comiatte

The concrete tasks which have been developed afidgers with the keys (and in particular - to soofethe
summarized many times in theoretical musicology andtrokes) and to the methods of fragmentation oficalis

which the leading-voice polyphony,
polyphony and the imitational polyphony set befdne
performer, depending on their particular specifas,well
as the popular ways in clavier methodology for\extion
of the polyphonic hearing of the students whileipteting
polyphonic works, will not be covered by this study
The purpose of this study is to make an attemgintd
an adequate solution of the issues of the solopragation

the contrastingexture in general - dynamic, expressional, of tentAnd if

we substitute the Latin word “articulation" with
"fragmentation” (standing out, emphasis) in thetgtion
above it would look like the following: "In case§two or
three voices, i.e. more than one in a given manilne,
standing out of any of them is impossible. In saithation
the only applicable approach is the fragmentatitre (
emphasis)".
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On the surface of it, the most obvious conclus®that
this author does not provide a solution to the [k but
such a conclusion is unjustified, if we assume tthet
author refers articulation to the touché only, ite.the
finger articulation methods. In this case the autias to be

By analogy, the supporters of this concept ledrat the
bellows, just like with the organ, is supposed tovide an
even and constant compression on the sources ofdsou
while the primary tool for accenting in the polymio
texture should be the touché, or the finger arditoih.

counted among the supporters of the first of the@ tw The dynamic construction should be made stepwise,

opposite articulation concepts, presented belowncepts
which had been formed in the performance and emtunzdt
practice of the accordionists, the dispute betwdamm
being still open. Each of them suggests its sahstiof the
described issue.

3. First Articulation Concept

The representatives of the first concept in Rusfia,
example, are the followers of Govorushko - SaiteBburg
Conservatory. On the questions of articulation e t
interpretation of polyphonic works they are basedtloe
organ articulation theory of Braudo, referring tbet
similarity of the sound-forming pattern of the ation and
the organ (in both instruments the main drivehef¢ound is
the airflow, whose intensity cannot be individuadigjusted
for each key). This analogy will be presented itaile

without thinning of the particular detail using thellows,
which may interfere with the other elements of tiagure.
This is the reason why the intonation is based ameg,
which cannot be developed dynamically from insigiethe
bellows. Those principles refer not only to the arg
transcriptions, but are transferred to the polyphavorks
in general, regardless of the fact that they hadnbe
originally written for other instruments.

This concept has its own advantages and reasonable
grounds, but it contains certain failings.

If the organ's sonority can depend on the duratiotihe
contact of the fingers with the keys within thenfiework
of a given touch, as stated by Braudo, is thisiagple to
the accordion as well?

It is known that the tones of the accordion do padses
that rich variety of timbres as those of the orgahe
overtones of the organ melt into the space momslgldhat

When playing the organ using one manual and in onthose of the accordion. The sound of the accordeases

register, the volume is also constant. How candigan
overcome this restriction? Braudo provides theofsihg
solution:

"The increase of the sounding part of the tone téhnsg,
indicated in the text, and the shortening of thescaas
between the tones, associated with it, leads in@erase of
the volume of sound for a time unit. And vise vergae
decrease of the sounding part of the indicatedtidumsand
the extension of the caesuras leads to a decrdaiee o

volume of sound. Those increases and decreasebkeof farticulation dilution

almost instantly when with the even compressionthef
bellows the key closes the valve and stops thél@aiing

to the audio source (the acoustic advantages girdmises
cannot solve this issue in general). That is wifiythe
method of Braudo is directly applied to the accondi
articulation - as recommended by the supportershaf
concept - one question still remains disputablenaig: to
what extent the described articulation thickeningj e
perceived as amplification of sonority and wouldihie
lead to fragmentation of the

volume of sound can be perceived as amplification erceivable caesuras, instead of attenuation.

attenuation of sonority. When the coherence of goise
gradually increased or decreased we gain the @oneling
impression of crescendo or diminuendo. When theries
articulation thickening runs in short waves it fesin short
crescendos, serving as accentsyBejuueHue 3Bydalleit
yacTH 0003HAYEHHBIX B TEKCTE ,Z[HI/ITGHBHOCTCP'I " CBA3AHHOC
C OTUM COKpAaIllleHWE pasMepa Le3yp MEXAy TOHaMU
IIPUBOAUT K YBCIIMYCHHUIO KOJIMYCCTBA 3ByYaHUS B CAMHUIY
BpeMeHu. M1 oOparHO — yMEHBIIEHHE 3Bydalled dYacTh
0003HAYCHHBIX JUIUTEIHHOCTEH, YBETUICHHUE LIE3YP MEXKIY
TOHAMHU PABHOCHUIIBHO YMCHBIICHHUE KOJIWYCCTBA 3BYyYaHUSA
MOTYT OBITh BOCTIPHHSATHI KaK YCWJICHHE WIH OCialleHne
3BYYHOCTH... [IpM TOCTENEHHOM  yBEJIMYECHUH  WIIU
YMEHBIICHUHU CBA3AHOCTH TOHOB MBI IIOJTYYHWM COOTBCTHO
BIIEYaTIEHHE TIOCTENeHHbIX crescendar diminuendo.Eciu
OIIMCAaHHOE APTUKYIALMOHHOE CTYLIEHHE Oyner
IIPOUCXOAUTH KOPOTKMMHU BOJIHAMH, MBI ITOJTYYHUM KOPOTKHEC
crescendoyipousBoisInye BIeYaTaeHUe akieHTos.” [4, p.
16].

In other words, according to Braudo, the volumeaifnd
of the organ in the described case depends orutiatiah of
the contact of the fingers with the keys.

Another way for emphasizing in the polyphonic testu
with the means of pure finger articulation methisdhe use
of the so-called "partial touché". This effect ¢enachieved,
according to Gvozdev, when "the key is not pregsetthe
bottom", but it is "partially pressed, to a certdavel"
»KIIABHUINIA IOTPYyXaeTcsd B KiIaBHATypy HE OO0 yIopa, a
YacTHYHO, 10 ompeieieHHoro npexena” [8, p. 16], thus
achieving a more quiet tone. But such a touchéars ho
make, since it requires a very precise sense of'tieatain
level", beyond which the tone sounds impure, can be
decreased by a semitone, especially in cases ehdat
dynamics. In the modern accordion music such actiéde
turned into effect, called non-tempered glissandio (
"Fleshing" by Arne Nordhime, "Alone" by Erkki Joolkin,
"Sieben Worte" by Sofia Gubaidulina and many other)

The third and may be the most efficient way of aticg
of the different melody lines "using the fingers'td play the
phrase-forming caesuras in the different voicesviio not
match in time. This method is very important ndydor the
accordionists - the best performers have always {pdiute
to it. For example, Blumenfeld has considered it"as
important method for embossed voice-leading, ndy an
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Bach's works, but in other styles as wellBaxubim
CPEACTBOM JIJIsl BBINTYKJION TIEpeIadu TOJI0COBEICHUS, U TIPU
TOM HE TOJIbKO B Tpou3BeAeHUs baxa, HO W B Jpyrux
ctwsx” [6, p. 99].

A fragment of Fantasie und Fuge in g-moll by JB&ch

can be given as an example. In it, the phrase-faymi

caesuras are conditionally marked with ,V" (Fig.1):
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Figure 1. Fantasie und Fuge in g-moll by J. S. Bach.

4. Second Articulation Concept

The supporters of the second concept are basde:dadt,
that the articulation palette of the accordion usteyricher,
compared to that of the organ or the piano, thathy it
must not be so strictly limited in the polyphonionks, i.e. it
must not be reduced to finger methods only.

In "Some Issues of the Theory of Bayan Performaivce"

Akimov says: "Unfortunately we have to point obgtthere
is no explorer and musicologist who has paid attertb the
accordion when searching answers to questions frem
theory of performance. If we compare the organ,pia&o
and the accordion from the viewpoint of articulat{@e. the
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HETIOCPECACTBECHHO C KUBBIM YCJIOBCYCCKUM ﬂeﬁCTBOBaHHeM
U MOXET O6HaZ[aTB B CHIIy OTOTO0 BBIPA3SUTCIBHOCTHIO,
COCTS3AIOUIEHCS C YEIOBEYECKUM BO3IVIACOM, C MPOIETOMH
yeoBeKoM HoToit.” [13, p. 60].

It is obvious that the processes of alterationitieshe
note" appear to be a substantial factor in musiad 8ince
the accordion is among those instruments, which can
manage those processes thanks to the bellows, the
supporters of the second concept prioritize thigwdation
by the bellows, for they think that the number o tmeans
of articulation by the fingers without the activepgort of
the bellows, is quite restricted. Within the franoeky
drawn by the character of the work and the requémshof
the style and the genre, of course, those oppodartiave
to serve not as ways for imitation (of the orgaor f
example), but as accordion means, set to serveetonbst
complete expression of the musical content in the
polyphonic works. Moreover, it is a fact that thegan
articulation cannot serve as an etalon to be appbeall
polyphonic works, not even to all of the works é@gan.

Based on that, the representatives of the seconcepd
allow a change, a development inside the diffetentes,
which may be achieved by the bellows. The stepwise
dynamic construction in places where the style &l
architectonics of the work require it, does notlede the
finer shading of the detail by the bellows. Thugrewhen
the complex sonority is flat as a whole, it is cwerized
with better fluency and brighter dynamic and timbre
colouring of the separate tones. Since the supysoofethat
concept regard the bellows as a main tool for esdubs

management of the sound), then we should give owbice-leading, they advise the bellows to follove tiheme

preference to the last. Braudo, perhaps unawaréhef
existence of the accordion, highlights the advasgarf such
instruments, whose sound is subject to the perfiosmll
in the entire course of the sounding: "The noteenaby the
vocalist, is a whole palette of qualities and slsadée note
vibrates, gets thinned and receives a nuance iwfisle
richness of dynamics and timbre... The processdsedlife
of the tone are also managed when it's being pagdrby
any instrument, whose flowing sound is directly mected
to the live human perceptions and may possess pameer
expression, competing with the human voice, withose
sung by a person.'C,coxxaeHreM MPOU3XOTUTCS OTMEYATh,
YTO HHU OJWH HCCJIICA0BATCIb-MY3bIKOBCH, pa3pa6aTLIBaﬂ
BOIPOCHI TCOPUU UCHTOJITHUTECIILCTBA, HC UMCCT B BUAY OasiH.
Mexcay TEM, €CJIU Mbl PACCMOTPHUM C TOYKHU 3PCHUA
apTUKYTHPOBaHUA (TO €CTh YIPABIIEMOCTH 3ByKOM) OpraH,
(bOpTeHI/IaHO nu 6aHH, TO MPCANOYTCHHUEC HAOA0 6y;[eT oTAaTb
MOoCJICAHEMY. Bpay,uo, OBITH MOXET M HE noxos3peBas o
CyHI€CTBOBAaHUU 6a;1Ha, OTMECYACT MNpeuMyuIieCTBO
HWHCTPYMCHTOB, Ha KOTOPbIX 3BYK TIIOAYMHEH BOJIC
HUCIIOJTHUTEJISI Ha BCEM CBOEM MPOTSKCHMUHU! ,,HOTa, B3dATaA
BOKaJIUCTOM, —ITO LICJIasd raMMa Ka4€CTB U OTTCHKOB. Hora
BUOpUpPYET, PUIMPYETCs], HIOAHCUPYSCH ITPU 3TOM B CBOMX
WHTOHALIMK, JWHAMHUKE, TeMmOpe... Mcrtopuedl TOHa,
mpoHecCoOM KU3HU TOHA SABJACTCA, OAHAKO, U HOTA, B3ATas
Ha 1H000M HUHCTPYMCHTC, HHHMHﬁCﬂ 3BYK KOTOPOI'O CBsA3aH

when playing polyphonic works.

Both concepts described above have their assets and
disadvantages.

For example, if we take their basic features asraatic
principles - the management of the air compresbiptthe
bellows, the following question remains totally neavered:
having just one bellows and several voices thatndou
simultaneously (each of them with its independerfid
and line of development) wouldn't we interfere witie
other voices by "the bellows which follows the thke Or,
for example - aren't the options for articulatioithwthe
fingers only (and even conduct of the bellows) guit
insufficient and are they effective in all othesea?

It is true that no art can be born under the alsolu
adherence of the first, the second, and any oftieciples.

To a great extend art is achieved when everythlingéd to
measure and with flexibility, depending on the gatar
case and serving the certain aim - in general and i
particular, at given moments of the musical develept.

The accordion is not and cannot be an organ. It mofts
be forced into doing the organ's work at any césty
attempts at that lead to one an only outcome, ctalle
imitation or a fake substitute.

The facts, presented up to now, support the thbsis
when playing transcripts the means of expressiotthef
original instrument should not be mechanically $farred
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upon the accordion. The intention to search foa@pustic
equivalent of the original sounding of the transtioin does
not always lead to an interpretation of any adistlue. In
such cases the accordionist is supposed to usedhas of
his or hers instrument, subjected to the fullestreation of
the music in the piece - not to the means of egwasof
another instrument. This should be done, of cowritaput
crossing the borders of the original musical idéa, style
or the genre identity.

More facts and examples will be given in support.

Here is what Snezhana Simeonova has written on
clavier inventions and symphonies of Bach: "Thetlsgtic
language of Bach requires a search for signs a@rahbnres
from his instrumental and vocal art in his claweorks."
,CHHTeTHYHOCTTa Ha baxoBWs €3MK HH 3aIbiDKaBa 1a
THPCUM B KJIaBHpHaTa My QakTypa Oeie3n Ha JpyTH
JKaHpOBE oT HETOBOTO WHCTPYMEHTAIIHO u
BOKaJHO-HHCTPpyMEHTaIHO TBopuecTBo.” [11, p. 7]. On that
same page she refers to Druskin, according to wHom
Bach's clavier style one can clearly notice thergttype"
of the sound, which had been closer to the vidlwan to
the organ." B ¢oprenuanHoMm cruiie baxa oT4eTIMBO
BHJHA "CTPYHHOCTH" 3By4aHHE, KOTOpOe ObLIO OMmke K
ckpunke, yeM k oprany.” [7, p. 303]. He also makes a
reference to Albert Schweitzer, who, in relation that
feature formulates the following principle: "In gaal we
can define the principle, that every theme and aqzpsof
Bach has to be fragmented in such a way, as ieisgh
played by e string instrument."Uz06mmo Moxe ma ce
YCTaHOBU NPUHIOUIIBT, Y€ Yy Bax Bcsika TeMa M BCEKU Iacax
TpH6Ba Jla C€ pa3vwJICHABAT TaKa, CAKalll CC M3NMBJIHABAT Ha
mpaiixoB uHCTpyMeHT.” [1, p. 279]. And finally - here is

of the specifics of the piano is contradictoryhe hature of
our instrument." Takoe ciemnoe moapakaHue CrenuduKe
posiiige  NPOTUBOPEYNT MPHUPOAE HAIIETO0 HHCTPYMEHTA.
BepostHo, 3T0 wWHOrma TpuemieMo, Kak —ocobas
JMHAMHYecKas kpacka.” [2, p. 59].

Another extremity is the requirement for "overlapgpi
the tones when performing in legato which
recommended by certain teachers. In such caseketf®e
are being pressed "a little longer than needed'ictwh
according to them is an imitation of the organ rbeeation.

is

thie the beginning of "Praludium und Fuge in e-mdffom

"Eight Short Preludes and Fugues for Organ" by S.J.
Bach), along the gradual movement of melody, sugle s
of performance leads to dissonant second overlapkea
start of each tone, which d not sound well and reatto
the calm and fluent theme of the fugue (Fig. 2):

Poco piu mosso, ma sempre tranquillo

Figure 2. Praludium und Fuge in e-moll by J. S. Bach, Fuge

In this case an even flow from the bellows andube of
finger articulation only may lead to a still andldsounding
in piano, which will hardly touch anyone from thedgence.
That is why, a particular "extension" of each tdnethe
bellows - when done carefully and well-dosed, wardch
the timbre of each sound and bring life to it. @e bther
hand, immersing into excessive vocalization, ovee t
boundaries of the relatively even sounding, woektl to a
performance incompatible with the particular style.

In the fragment from ,Toccata und Fuge in d-mol¥ b

what Simeonova summarizes at the same place: "Tlgach the overlapping of tones leads to the impoassi a

association of a given work or parts of it with $@munding
of another instrument, or with the human voiceg &arting
point of direction to the performer. Following ie tor her
may start a quest of searching for particular meahs
realization of the idea."Acouunpanero Ha maneHa TBopOa
WU OTACIHU HEWHW JMHUM CbhC 3BYYEHETO Ha JPYr
WHCTPYMEHT WJIM C YOBCHIKHKA IJIaC € BEYC €OHA HACOKa 3a
m3nbyaHuTENA. [lo Hes TOl MoXe fa TpbhrHe B ThPCEHE Ha
KOHKPETHU MHCTPYMEHTAIIHHU CPENCTBA 32 pealM3MpaHe Ha
nuaesTa.”.

"hampered" movement and the passage would sound
"heavy" (Fig. 3):

Figure 3. From ,Toccata und Fuge in d-moll” by J. S. Bach

In this case the articulation by the bellows igjmapriate,
even unrealizable. The constant and even air casipre of
the intense bellows is, in this case, very suitablace it

The difference between using the sounding of amothgrovides distinctness of the finger articulatiohisT however,

instrument just as a "starting point" and the desio

should not be applied to "Praludium und Fuge inadrfrom

achieve a blind imitation of that sounding is huge!Eight Short Preludes and Fugues for Organ" whaka and

Unfortunately, for a large part of the accordiomishat
difference does not exist. That is why their att&smp
imitate, at all costs, the original instrument aoftead to
extremities, absolutely contradictory to the law$ o
acoustics of the instrument and the good sounding.
Such an extremity is the desire to imitate the @isgnthe
clavier transcriptions by placing an excessive foon the
start of each tone, followed by an instant drop thd
dynamics. For cases like this Fr. Lips notes that:
sometimes articulation of that kind can be acceptedc
particular sound ornamentation, ... but the blindtatidon

choral texture does not need such tension in the, tbut
rather a decoration nuance by the bellows (Fig. 4):

Adagio
O s @ I |

P’ ]

Figure 4. Praludium und Fuge in e-moll by J. S. Bach, Prélod
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Yet we have to point out that if this shading getsrdone,
the result might be a quite romantic and alienh style
interpretation of the work, instead of the desit@ajhter
toning.

Following is a brief description of some featunedated
to the dynamics, the register switches and bellcovsluct,
which have to be taken into account in the coufslesowork
on polyphonic pieces.

5. Dynamics, Register Switches, Bellows
Conduct
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and on the other - support the dynamic re-creatibthe
architectonic build in the polyphonic work in gealerWe
have to point out that when selecting them thermnisther
characteristic feature that must not be neglechesides the
timbre and the volume, some of them change thevecta
group of the tones. Not considering that functidntree
register keys may negatively influence the logithef voice
conduct.

The bellows conduct faces a particularly difficult
challenge with the polyphonic textures. The comihjex
comes form the fact that the places, appropriatetfanging
the direction of the bellows without having a fragmtation
in some of the melodic lines, are often quite feamumber.

When polyphonic works are being dynamically shapedrne non-matching caesuras in the separate voiadghen

the performer has to follow the general architeictpitan of
each work. All the dynamic contrasts, the build;ups falls
and the nuances, being fluent or stepwise to areifit
extent, should not be a goal in itself, but rathenatural
result coming from the structure of the music textand
supporting the main music idea. They should cdreyspirit
of the composer, the age and the corresponding. styl
For the works of Bach A. Schweitzer writes: "Baththe
clavier works and in those for organ, piano andefalo not
melt into one another unnoticeably. A certain votulavel
dominates in a whole period, after which anotheoleh
period stands out - having a different tonal dethona"The

different length of the phrases in each voice, al as the
long chains of legato tones in some of the voiees, all
issues to the bellow conduct, especially when sutgxture
requires a legato performance. No matter how skiifor
fluently the direction of the bellows is being ched, the
light interruption of the tone is always detectgdtbe ear.
That is why when working on each particular piebe t
performer has to very carefully analyze the belleasre in
search of an optimal solution for distribution loé tmoves of
the bellows, thus providing that the change ofdhection
of the bellows will not lead to sharp and coarse
fragmentations of the polyphonic texture.

music of Bach is always more or less inherent with

magnificence. It is constructed of wide terracast jike the
Assyrian ancestral temples of humanity", writesrivia da
Motta in his article "For the Promotion of Bach'siks." .1

B KJIABHPHUTE THECH, KAKTO U B OpraHHWTE, THaHO U (opTe
HE MpeNuBaT He3abems3aHo eaHo B Apyro. M3BecTHA cuiia Ha
3BYKa JOMHHHpA B I €AUH NIEPUOL, CIIET KOCTO SICHO CC
OTKpOsiBa OTHOBO IISIJIOCTEH IIEPUOA C Jpyra 3BYyKOBa
okpacka. ,Ha baxoBara Mmy3uka BUHaru € mpuchIlo MOBeYE
WIIM TI0-MAaJIKO Benaudme. Ts HCTIPEKBCHATO CC€ TIpaad Ha
IIUPOKK TEPacU KaTO aCUPUUCKUTE MpacTapyd XpaMoOBE Ha
yoBeyecTBOTO , TiiIe Brana ga Mota B cBogTa cTarus ,3a
MOMyYJIIpU3UpaHeTo Ha baxoBuTe KiIaBUPHU MPOU3BENCHUS .
[1, p. 271]. This specific characteristic featuré the
structure of Bach's thought requires its re-creatio be
accomplished by a terraced dynamic build. The feagu
effects of reverberation and the contrasting opjmrsof the
theme in piano in a chapter to the theme in tatémother
chapter, are very typical for the Baroque. But het
contemporary polyphonic works the dynamic constounst
usually run in a more fluent manner.

Except by the bellows, the dynamic constructionghim
polyphonic works can also be achieved by complicathe
texture. Adding more voices as layers leads to tarak
enhancement of sonority, which does not require
additional dynamic emphasis by the bellows by albms.

In this relation the functions of the register slits are
very important. Except that they change the tinthrance -
thus facilitating the embossing of the music carcdton in a

manual, they, on one hand, play a major role far th

achievement of a dynamic balance between the twuais,

6. Conclusions

The analysis of the two articulation concepts, glanth
the presented facts and examples from the musicyttand
practice, allow the drawing of the following consions:

1. Each of the articulation concepts offers a dfife
solution to the issue of emphasizing of the diffeédayers
and elements of the polyphonic texture in the aticor
interpretation of transcriptions. The first sees ithe finger
articulation, the second - in the bellows.

2. The solutions these concepts provide are caotoag
when the main principle in any of them is beingetalas an
axiom.

3. In case they are not regarded as absolute, theth
solutions have their advantages, on which the ggbtce of
the means of expressions in accordion interpretaiso
based.

4. When playing polyphonic transcriptions the
accordionist has to use the means of expressibis afr her
instrument - those means have to be subjectecetéutiest
re-creation of the music ideas, and not to be edfein
service to those of another instrument, providee th
performer sticks to the framework of the style #m& genre

Wentity.

5. The artistic value of the interpretation depemdsnly
on the measure and the flexibility with which thaseans
are being used, depending on the particular occasiml
dedicated to the service of the goal, which isrsgeneral or
in particular moments of the musical development.

In conclusion we may say that the subject of thekvad



76

the accordionists with polyphonic pieces is hartyered
in the literature. This subject is quite specifiits- unclear
and controversial moments yet to find their finaaers in
the methodology of the accordion and in the perésam
theory and practice. The issues, presented heowider

Diana Stancheva: Interpretation Issues in tigpRonic Repertoire of the Students from
Musical Performance Classes in the Universities

(7]

(8]

directions for subsequent wider and more extensive

exploration in the fields of methodology of accaori

education and performance art.
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