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The goal of this document is to compare and contrast the two sets of Caprices for Solo 

Violin, Op. 1 and Op. 24, by investigating the development of Petar Christoskov's compositional 

style.  I will argue that the constantly-changing political systems in twentieth-century Bulgaria 

had a direct impact on the composer's artistic output. After a historical overview of Bulgaria's 

music and political background, the two sets of caprices will be compared and contrasted by 

focusing on technical, musical, and sociological similarities and differences. In order to illustrate 

these similarities and differences, three caprices from each set will be selected and analyzed, as 

well as compared and contrasted with each other. The second part of the document will discuss 

the negative influence of the political climate on music and printing, with a focus on the 

difficulties of preserving Bulgarian culture itself. This research has the additional purpose of 

serving as scholarly support for a future project: as a personal contribution to the circulation and 

preservation of Bulgarian music, I intend to produce a new violin edition of Petar Christoskov's 

caprices as well as complete the arrangements for viola. 
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CHAPTER 1 – INTRODUCTION 

Inspiration, Research Procedures, and Significance of Document 

When my family moved to Germany in 1989 to escape ex-communist and politically 

corrupted Bulgaria, I was only five. I had not really been exposed to Bulgarian music and culture 

yet, and although I grew up hearing my grandparents sing Bulgarian folk songs and in the later 

years attended some of the national summer folk music festivals in Bulgaria, I took the Bulgarian 

tradition’s cultural value and uniqueness for granted. During my second year of violin study, my 

father (who was also my first violin teacher) assigned me a little piece to work on bow control 

and different bow strokes, Petar Christoskov’s Malka Toccata (Short Toccata). I was aware of it 

being a Bulgarian piece, I knew that the composer used to be my father’s violin teacher, but I had 

no idea that the piece was one of twelve caprices, that there were many other great works written 

by Christoskov, and that his compositions were not only an important addition to the violin 

repertoire but also an immense inspiration to other nationalistic composers in Bulgaria. 

Nevertheless, I have played Malka Toccata throughout the years not only as a show piece and 

encore, but also to share a little bit of Bulgarian music culture to audiences in Europe and the 

United States. 

In the spring of 2013, during my third year of the Doctor of Musical Arts program, I 

came across a master thesis document on the required techniques for Bulgarian violin repertoire; 

Christoskov’s 12 Caprices for Solo Violin (Op.1) immediately caught my eye and my research 

began. I not only discovered that numerous dissertations written on Bulgarian composers exist, a 

few even on Christoskov, but also that he had created another set of caprices later in his life, Op. 

24 - 24 Caprices for Solo Violin. Evgenia-Maria Popova, a former student of Christoskov’s and 
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to whom the caprices are dedicated, recorded the 24 caprices in 1999.1 

Due to the current economic state in Bulgaria and the lack of a budget for the cultural 

sector, no editions had been renewed or published after their last printing sold out. Thus it proved 

extremely difficult to locate or purchase any scores for Christoskov's caprices. During my first 

summer of research in Bulgaria I did not manage to purchase my own scores but rather was 

restricted to working only with a copy of the violin part for the first 12 caprices and Popova’s 

recording of the later caprices. After contacting a number of Bulgarian violinists and receiving 

differing answers, I eventually was able to communicate with the National Music Academy's 

library director in Sofia who provided me with reliable information about the state of 

Christoskov's music: the most recent edition of Christoskov’s caprices has not been in print for 

over a decade, but the manuscripts are in the library and I was welcome to make copies.  

Similarly, finding books, magazines, and other secondary source materials was difficult. 

Fortunately, Christoskov had died only recently; I could acquire primary resources by 

interviewing many of the musicians who had been part of his life in one way or another. My own 

parents, both musicians and graduates from the Sofia State Academy, were acquainted with most 

of the musicians who had been part of Christoskov’s life; my parents could also relate to me the 

first hand experience of being a musician during the Communist Regime. Anni Christoskova-

Gerdjikova, the composer's daughter and sole heir to all of his music, was a valuable contact and 

directed me to the library of the Association of Bulgarian Composers for further primary-

resource material. This institution with restricted access remains from Communist-Regime times 

during which the preservation of the national culture was cherished and emphasized. I was very 

lucky to be granted access through my verified scholarly research. 

1 This is the only existing recording of any of Christoskov's 36 caprices; there are a number of possible reasons 
for this, including the extensive output of new Bulgarian compositions, the lack of skilled violinists in the 
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The University of North Texas library provided further unexpected but valuable 

resources regarding Eastern European politics both from the 1950s – the beginning of 

Christoskov's composing career – and from the last two decades. Evidently, the topic of music 

and politics in Eastern Europe had been a controversial issue for years; however, to find that 

little-known Bulgaria had also stirred some emotion (and become the object of discussion) was 

unusual. I was increasingly inspired to contribute to Bulgaria's voice in the world by researching 

this information on a specific composer's work. 

This document symbolizes a culmination of my musical experience and cultural heritage, 

which have developed and guided my college years. For the recital portion of my doctoral lecture 

recital I will be performing three of Petar Christoskov's Op. 1 caprices and three of his Op. 24 

caprices on viola. The preference of interpreting Christoskov's caprices on viola stems from a 

combination of a few thoughts: during the performance part of my doctoral studies I focused 

intensely on the viola and learning how to extract the fullest and deepest sound out of the 

instrument. Very quickly I much preferred the viola sound to that of the violin and I started 

playing my favorites from the violin repertoire on viola. Naturally, the technique that I had 

acquired from playing violin for twenty years had an important role on my ability to play 

virtuosic pieces on the viola. The other major argument for my preference of the lower 

instrument is that Bulgarian instrumental music has its roots in folk songs (thus imitating the 

human voice) and the first indigenous Bulgarian instruments such as the kaval, gayda, and 

gadulka (similar to the recorder, bagpipe, and lute, respectively) were all instruments with a 

much lower range than the violin. The viola has a deeper and fuller mid-range sound, and thus, in 

my opinion, would be more authentic for this music. 

Furthermore, this document is to serve as scholarly support for a future project – the viola 
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transcription and publication of Christoskov's caprices. It is a shame that these caprices were 

never exported out of the country of their origin because of the political situation and restrictions 

there; they are not only useful and necessary tools in the career of young violinists and violists, 

but also very entertaining and effective musical showpieces due to the embedded folk elements 

and irregular rhythms. Young Bulgarian violists have performed a few of the caprices but no 

official transcriptions have ever been written or published. The caprices would be a valuable 

addition to the existing violin and viola repertoire of performers and teachers across the world. 



5 

Bulgaria's history is speculated to span back to almost 1000 B.C. with the settlement of 

the first Slavs. Slavic roots have been traced to peoples like the ancient Thracians and "virtually 

every nomadic tribe that inhabited Eastern Europe during the formative stages."2 It was not 

until1500 some years later, though, that the first Bulgarian Empire was founded in 6813 by 

Isperikh4 but the geographic land of Bulgaria and its wandering peoples have almost always been 

a part of another empire or belonged to another country - Ottoman Empire, Byzantine, 

Macedonia, Greece, and Turkey. The "original" Bulgaria consisted of "three fundamental ethnic 

groups: the Slavs (who were in the majority), the Proto-Bulgarians and the remnants of the 

assimilated ancient Thracian population."5 The name "Bulgaria" and a real national identity, 

however, did not establish until the late nineteenth century. From 1396-1878, the Bulgarian 

people were under Turkish control, hostages of the Ottoman Empire. After the liberation by 

Russia in 1878, Bulgaria flourished, economically, geographically, and culturally; however, even 

that elation was very short-lived as the twentieth century encountered another wave of constant 

political changes and instabilities. Today, in the second decade of the twenty-first century, 

Bulgaria's political system and economy are still recovering (which will be further discussed in  

sub-chapter 2.3 on the political overview).  

Three historical factors influenced the creation of Petar Christoskov's caprices. First, both 

2     Boris A. Kremenliev, Bulgarian-Macedonian Folk Music (Berkeley: University of California Press, 1952), 7. 
3 Just as with a number of other facts about Bulgaria's history, the information about the exact year of this first 

founding of the Bulgarian kingdom is conflicting. Most sources that I quote, such as Grove Music, Donna A. 
Buchanan, Blagomira Lipari, the 1967 Encyclopedia, or my father, claim 681, but Kremenliev states 679. I 
decided to go with the majority and the more recent of the sources. 

4 Another common difference between sources is spellings of various Bulgarian titles and names, mostly because 
of the transition in the translations from the Cyrillic into the Roman alphabet. "Isperikh" in Kremenliev's 
literature is equivalent to "Asparukh," "Asparuh," or "Isperih" in other sources. Peter Christoskov has also been 
spelled "Petar" and "Christoskoff," "Hristoskov," "Hristoskoff," "Khristoskov," etc. 

5 Stoyan Petrov Magdalena Manolova, “Bulgaria, I. Art Music,” in Grove Music Online. Oxford Music Online, 
Oxford University Press, http://www.oxfordmusiconline.com/subscriber/article/grove/music/04289 (accessed 
February 12, 2014).  

CHAPTER 2: HISTORICAL BACKGROUND 
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sets Op.1 and Op. 24 are based on Bulgarian traditional folk elements. Second, the generation(s)6 

of Bulgarian composers before Christoskov and their Western influences played an important 

role on the development of the post-WWI generation of Bulgarian composers – the generation 

Christoskov was born into. Third, the development of the Communist Regime and its political 

restrictions between the 1950s and 1970s affected musicians in various ways, just as the political 

restrictions affected the change in style between Christoskov's Op. 1 set of caprices compared to 

his Op. 24 set. In order to introduce the main similarities (Bulgarian folk elements) and 

differences between both sets, which - this document argues - are caused largely by the political 

instabilities, the following sub-chapters will provide a broad overview accounting for these 

similarities and differences.   

2.1 Bulgarian Folk Music and Traditions 

Similarly to the geographical and political histories, the actual time of origin and a 

(reliable) substantial collection of traditional Bulgarian folk music cannot be provided – most of 

the thousands-of-years-old values have been passed on orally through generations and traditions 

while very few traditional values have actually been documented (even the chances of still 

discovering an ancient song or script in one of the old monasteries, for instance, are slim). 

According to the Grove Dictionary of Music and Musicians "Bulgarian musical culture began to 

take shape when the Bulgarian state was founded in 681."7 Bulgarian music, per sé, has its first 

traces (with the introduction of Christianity in 865) in the "old Bulgarian church chant" which 

has its predecessor in the Byzantine chant. Throughout the years, constant destructions and fires 

6 Again, there is conflicting information on the number of generations of composers there were before 
Christoskov. I will go into further detail on that in sub-chapter 2.2. 

7 Manolova, “Bulgaria, I. Art Music.”  
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set by new invaders, but also primitive living situations8 rendered it impossible to preserve much 

of the ancient musical history, culture, and traditions. Even though “the Byzantines and Turks, 

Greeks and Tatars rudely swept away a large part of the material and spiritual values of 

folklore…they were not able to erase from the people's memory its songs, language and past 

history.”9 Proof of music before the Turkish government in 1396 only exists in the form of a few 

surviving manuscripts and tiles in old Bulgarian churches and monasteries, which were able to 

preserve historical artifacts and traditions (for example: Rila Monastery see Figure 1). The oldest 

surviving musical work is the "9th-century Keramichna plochka ('ceramic tile') from Preslav."10 

Figure 1 – Rila Monastery 

"Rila Monastery, August 2013" by Raggatt2000 - http://commons.wikimedia.org/wiki/File:Rila_Monastery, 
August_2013.jpg 

During the almost 500 years of Turkish government (1396-1878) Bulgaria along with 

most Balkan countries was ruled by Islamism. Nevertheless, a small number of “pure”11 

8 When Turkey occupied Bulgaria at the end of the fourteenth century millions of Bulgarians were killed or 
converted to Islamism. But some surviving descendants of the Bulgarians from Isparikh's Empire managed to 
escape and hide away in the mountains where they build monasteries and preserved the Bulgarian culture over 
the next five hundred years. Naturally, the living situations there were very primitive. 

9 Donna A. Buchanan, Performing Democracy – Bulgarian Music and Musicians in Transition, Chicago: 
University of Chicago Press, 2006: 297. 

10 Manolova, “Bulgaria, I. Art Music.” 
11 Pure refers here to the people who managed to “survive” for the next five hundred years, the descendants of the 

Bulgarians from Isparikh's Empire as opposed to new immigrants to the mountains over time. I chose to put the 
term “pure” in quotation marks because, really, it is not clear to Bulgarians today what their history and ethnic 
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Bulgarians hidden away in the Balkans would build small villages with monasteries and 

fortresses in order to practice their old faith. It was in those "secret" villages that some of the first 

Bulgarian folk traditions and songs originated. Songs were sung during work and at various 

traditional gatherings involving celebrations of birth, agriculture, manhood and womanhood, but 

also disease and death.12 Instruments were invented by men while they were sitting in the fields 

and woods herding their animals, their materials being just that – animals' skins and horns as 

well as wood from the trees. For example, "The gadulka is a bowed, three-string short-necked 

wooden lute, with a pear-shaped rounded ... body,"13 "the svirka or tsafara [a small semi-

traverse, rim-blown wooden flute]... [were] once fashioned from the bones of eagles' wings,"14 

and "the tapan ... drum's heads traditionally were fashioned from sheep or dog skin and secured 

with hemp cords"15 (see figure 2). Women sang throughout their daily lives, which usually 

involved raising their children and taking care of the elderly, while also handling their chores 

(such as cleaning and cooking or sewing and knitting). Many songs are about work, their 

melodies a mixture of chanting and expressing emotions such as joy or exhaustion. The music 

was imitating sounds of animals or nature and did not have a very wide range (mostly only three 

to five repetitive pitches) because their interpreters had no "musical background.” Still, the folk 

songs contain very intricate musical characteristics, which developed through the imitation of the 

Bulgarian language (irregular rhythms) and the human emotions (vocal range). The 

Encyclopedia of the Bulgarian Music Culture explains, that “the songs' musical emphasis was on 

background is, it is that mixed up with the rest of Eastern Europe's and the Balkan Peninsula's history. 
12 Petko Staynov, Enziklopedia Na Balgarskata Muzikalna Kultura (Encyclopedia of the Bulgarian Music 

Culture), Sofia: Bulgarian Academy of Science, 1967: 9, 11-24. 
13 Donna A. Buchanan, “Bulgaria, II. Traditional Music – 2. Characteristics of Pre-socialist Musical Culture, 

1800-1944,” in Grove Music Online, Oxford Music Online, Oxford University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/04289 (accessed February 12, 2014). 

14 Ibid.  
15 Ibid.  
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the diversity of tempi and complexity of rhythms and modalities.”16 Diverse modalities in 

Bulgarian folk songs developed from multiple people singing together at different vocal ranges. 

But the concept of diaphony (two-voice singing), not only a prominent characteristic of 

Bulgarian folk culture but also reminiscent of the two-voice church chant, was already invented 

and practiced in the Medieval Era.17 

Figure 2 – A gadulka player 

"Gadulka (short-necked bowed lute)." Grove Music Online. Oxford Music Online. Oxford University Press, 
accessed October 28, 2015, http://www.oxfordmusiconline.com/subscriber/article/img/grove/music/F000879. 

Because of the physical and geographic separation of virtually every village, music and 

traditions differed - a difference that is somewhat preserved today by the division of Bulgaria 

into 28 regions or provinces. Every province has their own character as well as folk traditions, 

costumes, and songs, dialects, which vary slightly but are still completely discernible. The Shop 

region, for example, is known for their stubborn yet strong-willed people with an explosive and 

sometimes abrasive character which is portrayed in their folk songs: fast tempi, loud dynamics, 

sudden accents, multiple voices. Their folk dances are defined by fast and loud footwork. Petar 

Christoskov grew up in the Shop region and was exposed to and fascinated by its folk tradition 

from an early age. Naturally, the Shop traditions are mirrored in much of his music – an aspect, 

16 Petko Staynov, Enziklopedia Na Balgarskata Muzikalna Kultura, 24. 
17 Ibid., 10-11. 
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which will be discussed in the main body of this document. 

Bulgarian professional music developed with the 1878 liberation from the Ottoman 

Empire rule. First, mostly vocal music developed out of transcriptions and arrangements of the 

traditional folk songs. Bulgarian musicians, now liberated to leave their country, traveled abroad 

to study Western music and gain new knowledge, ideas, and inspiration, but also to experience 

and study Western instruments (and thus instrumental music). Upon the travelers' return, newly-

learned Western-cultural elements were incorporated into Bulgarian folk music. 

Their works consisted mostly of arrangements of well-known folk and popular songs. ... 
Their works are characterized by a simple structure. Some of the most important 
composers from this period are Dobri Hristov (1875-1941), Emanuil Manolov (1860-
1902), Georgi Atanasov ‘the Maestro’ (1882-1931) and Nikola Atanasov (1886-1969).
Dobri Hristov is considered the first Bulgarian composer. ... He wrote mainly vocal 
music, arranging folk tunes for choirs. He was also a theorist and a teacher. Emanuil 
Manolov composed the First Bulgarian Opera, Siromakhinya (The Poor Woman) in  
1900. … His works were intended for both professional and amateur ensembles. Manolov 
was significantly the first Bulgarian bandmaster in the Bulgarian army. Maestro Georgi 
Atanasov was the first prominent opera composer and conductor. … Nikola Atanasov 
wrote the first symphony.18  

By the end of the twentieth century, while western European composers were working 

through neo-classical as well as 12-tone and atonal composition (with 200-300 years of music 

history accumulated), Bulgarian music was just celebrating a newly established identity and the 

compositional style was something of a nationalistic romantic style. The beginning stages of 

Bulgarian music history were after the liberation in 1878 with vocal genres and the first opera, 

the first symphony was composed in the 1920s, and chamber music flourished in the 30s and 

40s.19 Thus Bulgarian music history evolved in a similar chronological order as the rest of 

western Europe except within a much shorter period of time (Monteverdi's first opera from the 

18 Lora V. Lipova, “Sonatas for Violin and Piano by the Bulgarian Composers Pancho Vladigerov, Lubomir 
Pipkov, Dimitar Nenov, Veselin Stoyanov, and Marin Goleminov,” (D.M.A. dissertation, Florida State 
University, 2007): 2. 

19 Ibid. 15 
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1500s vs. the first Bulgarian opera from the 1880s). 

2.2 Generations of Bulgarian Composers 

While post-1878 Western Music History distinguishes between Romantic, Late 

Romantic, Neo-Classical, and Twentieth-Century Music, none of those titles seem to fit what 

Bulgarian composers were producing; they appeared to be following their own trend that only in 

the last decades of the twentieth century became similar to the compositional style of the rest of 

the musical world. Therefore, Bulgarian composers were often considered to belong to a 

particular “generation.” The distinction between the first three generations of Bulgarian 

composers exists because of the drastic differences in compositional style between them. The 

First Generation produced almost no original compositions in the beginning, but only vocal 

arrangements of old folk songs. After traveling to the West, they wrote the first Bulgarian opera 

and first symphony (which also initiated instrumental composing20 as opposed to the previous 

vocal focus). The Second Generation was comprised of musicians who studied with the First 

composers: 

During the first half of the 1930s, a group of new composers appeared on the musical 
scene in Sofia. After studying with the composers of the First Generation, these young 
musicians continued their education in Germany, France, Austria and Italy. After they 
completed their training, they all returned to Bulgaria, with a place to instigate a new art 
based on the foundation that was laid by the First Generation composers. The main goal 
of this group, known as the Second Generation Bulgarian composers, was to achieve a 
new Bulgarian national style. These composers sought a higher artistic, ideological and 
technical level in their works.21  

20   Western Music and instruments that flourished in Italy, Germany, and France during the Renaissance and 
Baroque Era were not introduced to Eastern Europe until much later. In the Balkan Peninsula there were some 
instruments that remind of the rebec, for example, but concert stages and public performances were far from 
what these indigenous instruments were used for. Instead they entertained their interpreters while herding, for 
example, or maybe to accompany a singer or dancer at traditional celebrations. 

21 Lora V. Lipova, “Sonatas for Violin and Piano by the Bulgarian Composers,” 3. 
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According to Lisa-Marie Nelson, 

Bulgarian composers are typically referred to as belonging to one of five generations, 
according to both the time they lived and their musical aesthetics. Early composers had 
the difficult task of creating genres new to Bulgaria but used for centuries in the rest of 
Europe. Succeeding generations expanded and developed musical form and style from 
the foundations of their predecessors.22  

Petar Christoskov began his composing career as part of the Third Generation of 

Bulgarian Composers, usually musicians who studied abroad but had to return to Bulgaria after 

WWII and the infliction of Russia's Communist Regime on the previously Bulgarian kingdom. 

This generation, similarly to its Russian colleagues, was restricted to only produce nationalist 

music without Western music influences and inspirations. Gradually, the political restrictions on 

the arts became less and less confining, which led the Fourth Generation of Bulgarian 

Composers to incorporate modern Western ideas into their own works. Since the end of 

Communist Regime in 1989, Bulgarian composers, the Fifth Generation, are finally current with 

the rest of the world's compositional style development – twenty-first century writing. 

2.3 Overview of Politics in Bulgaria 

As previously mentioned, Bulgaria's history spans back an obscurely long time, yet much 

of it was shared with the Ottoman Empire: for almost a century from Isparikh on, it was its own 

kingdom before sieged by the Turks for the following five centuries. After the liberation from 

Ottoman rule following the Russo-Turkish War of 1877-78,23 Bulgaria became a principality for 

a few years, then again a kingdom until WWII, after which it became Russia's satellite state and 

thus a republic under Communist rule. Bulgaria had been very politically unstable for the past 50 

22 Lisa Marie Nelson, “Bulgarian Viola Repertoire: A Historical Perspective and Pedagogical Analysis,” (D.M.A. 
dissertation, University of Illinois at Urbana-Champaign, 2013): 10-11. 

23 Russia fought for and won the Bosphorus canal; as a result of that Bulgaria was liberated from Turkish rule even 
if it was not until 1908 that total independence from the Ottoman Empire was declared. 
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years during which it was generally a poor agrarian country fighting for more independence and 

more rights, but once again it had to undergo major political changes to adapt to Russia: new 

political measurements and laws such as travel restrictions, media control and censorship, as well 

as shelter from the West were introduced and imposed on Bulgaria for several decades. Timothy 

Rice suggests,  

 If we examine Bulgaria's recent past from the point of view of rural or village economic 
structures … the existence of three different bases [emerges] … (1) the pre-World War II, 
family farming economy; (2) the centralized state socialist economy of the post-war 
period; and (3) from the 1970s to 1989, a mixed economic system in which workers 
engaged both in state labor and in a significant amount of private petty commodity 
production.24 

 
Eventually, after being fraught with the rebellions and fighting of the general public in both 

Russia and Bulgaria, the communist government collapsed in 1989, and the Communist Regime 

was overruled. 

 After 1989, for the first time in about half a century, Bulgaria became a self-governing 

country again. Yet, to this day, Bulgaria has been politically and economically unstable, 

attempting to recover in order to secure its place in the European Union – without success. For 

over a century, the Bulgarian people have been fighting for unity within the country as the 

constant political changes and corruptions have always presented conflicts between the different 

generations of voters; censorship and media control has kept Bulgarians in the dark and 

successfully brainwashed most of the population.25 According to Wanner, the “process of 

cultural integration – which amounted, in essence, to Russification – was advocated as a means 

to realize the goals of communism sooner [and some of] the numerous employed methods [were 

                                                
24 Timothy Rice, “The Dialectic of Economics and Aesthetics in Bulgarian Music,” in Retuning Culture: Musical 

Changes in Central and Eastern Europe, ed. Mark Slobin, London: Duke University Press, 1996: 177. 
25 Catherine Wanner, “Nationalism on Stage: Music and Change in Soviet Ukraine,” in Retuning Culture: Musical 

Changes in Central and Eastern Europe, ed. Mark Slobin, London: Duke University Press, 1996: 136-155. 



14 

that] religion was suppressed [and] historiography served the political machine exclusively.”26 

Still, the majority of the Bulgarian population favored and supported the Communist Regime 

during its beginning stages because to them it represented national spirit, assurance, and 

employment after long-lasting lack of identity and self confidence. Communist Rule “allowed an 

alternative regional identity to develop, supported by regional social institutions, such as schools, 

the press, academies of sciences, and unions of artists.”27 Both pairs of my grandparents (born in 

the 1910s and 20s) were strong supporters of Communism, one of my grandmothers even an 

active speaker at political gatherings; to them, as to many others of their generation, Communism 

meant something different from what today's history books convey: it meant independence from 

another country or the West in general, a nation of their own, employment for everybody, and - 

most importantly - a national spirit. Interestingly, the generations before and after – these 

people's parents and children – felt completely opposite: trapped inside their home country, 

restricted, and cut off from Western influences and developments; they felt adventurous, hungry 

for new knowledge, and wanted to explore the outside world. Timothy Rice underlines the 

sentiment of the 1960s generation: 

Yet the brief opening of such windows provided only a tantalizing whiff of fresh air, as 
they [Eastern European citizens] were soon slammed down in the ‘stagnation era’ … 
1968 was a time of colossal enthusiasm, ... [suggesting] that some mighty convulsion lay 
ahead which would propel … [the people] on to yet another plane of thought, intuition, 
and God knows what else. But it didn't happen. … In other countries, 1968 was a time of 
powerful subjective impressions. … [In Eastern Europe] it was the start of an era of 
stagnation … instead of attaining that higher reality.28 

26  Ibid., 146. 
27 Ibid.,147. 
28 Mark Slobin, “Introduction,” in Retuning Culture: Musical Changes in Central and Eastern Europe, ed. Mark 

Slobin, London: Duke University Press, 1996: 4-5. 
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CHAPTER 3: THE INFLUENCE OF THE POLITICAL 
CLIMATE ON MUSIC AND CULTURE 

500 years of Ottoman rule could have eradicated any trace of Bulgarian music and culture 

that had manifested during the first six centuries of the Bulgarian Empire (681-1396). However, 

“Bulgarian folksong … remained pure and untouched by Turkish influence; … it remained 

wholly unshaken both in its music and in its language.”29 Even though this “purely” Bulgarian 

culture managed to survive such an extended time under foreign rule, the sheltering from cultural 

developments in the rest of the world (mostly civilizing Western Europe) hindered any 

progression. As Hristo Karloukovski states in Modern Bulgarian Culture, “Ottoman domination 

grossly impeded the cultural development of the nation and delayed the Bulgarian Renaissance, 

which came as late as the 18th or 19th century.”30 Donna Buchanan affirms that  

for ethnic Bulgarians this split [of the European continent into the southeastern territory 
which fell under the Ottoman Empire and the northeastern lands which did not] holds 
enormous historical, philosophical, economic, and political implications that pertain 
directly to their identity and worldview. They perceive the Ottoman presence as 
hindering the spread of the European Renaissance throughout the Balkan peninsula and 
as inducing a lifestyle of pastoralism, agrarianism … [as well as] indifference to the 
European technology, activities and values which secured the steady development of the 
capitalistic mode of production.31

Only after the liberation in 1878 with Bulgaria's inclusion into and exposure to Western 

Europe did its cultural development and gradual civilization begin. Unions and establishments 

such as the first Choral Society (1870), the first music school in Sofia (1904, later in 1921 to 

become the State Music Academy), the Bulgarian Choral Union (1926), the Association of 

Contemporary Music (1933-1944), and the Sofia State Philharmonic (1946) were created;32 

29 Donna A. Buchanan, Performing Democracy, 294. 
30 Ibid., 38. 
31 Donna A. Buchanan, “Wedding Musicians, Political Transition, and National Consciousness in Bulgaria,” in 

Retuning Culture: Musical Changes in Central and Eastern Europe, ed. Mark Slobin, London: Duke University 
Press, 1996: 216-217. 

32 Manolova, “Bulgaria, I. Art Music.” 
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Bulgaria eagerly and noticeably had embarked on the journey to recover lost time and reach the 

Western state of affairs.  

However, the two world wars and the inflicted Communist Rule (by becoming Russia’s 

satellite state) posed obstacles in Bulgaria's race to reach the West - they slowed Bulgaria down 

for a few additional decades. Nevertheless, this particular government was simultaneously very 

frugal to Bulgaria's nationality and own individual voice. Communism signified and promoted 

nationalism and thus everything truly Bulgarian was supported, funded, and celebrated. For the 

musical and cultural sector it implied up-keeping folklore traditions, renovating historical 

buildings, pushing festivals and events with Bulgarian nationalistic literature and music, the 

foundation of the Union of Bulgarian Composers, and – with the advancement of higher 

education and developed from the first music school – the National Music Academy (NMA). 

The latter two establishments had the significant effect of an enormous output of Bulgarian 

nationalistic composers and high-quality musicians. The politically governed music unions 

commissioned compositions. “A series of competitive festivals [were] created partially to control 

this … music making”33 and the festivals each required these new compositions. Political 

celebrations were accompanied by contemporary music and art. Unfortunately, all of this talent 

was sheltered in Bulgaria and forbidden any contact with the West. Even exiting the city where 

one was registered had to have political reasoning and was only possible with special permission. 

“The Composer's Union set standards for music composition, performance, study, and 

dissemination for the entire country.”34

By the late 1970s, the value of Western influences started being recognized, the political 

restrictions began loosening, and more and more Bulgarian artists were allowed, even recruited, 

33 Timothy Rice, “The Dialectic of Economics and Aesthetics in Bulgarian Music,” 184. 
34 Mark Slobin, “Introduction,” 2-3. 
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to exit the country in order to exemplify it. Their “local value was precisely their ability to 

transcend the cultural boundaries of that locality …  [They] were chosen to represent the nation 

to the outside world.”35 With these gradual changes from strict Communist Regime rules to the 

eventual abolishment of Communism in 1989, however, the political support of the arts also 

diminished until the funds were completely depleted. The effects of the new political changes in 

the 1990s as well as their aftermath will be further discussed in chapter 4. 

35 Donna A. Buchanan, Performing Democracy, 44. 
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CHAPTER 4: PETAR CHRISTOSKOV'S 36 CAPRICES FOR SOLO VIOLIN36 

Petar Christoskov (1917-2006) was born into the Second Generation of Bulgarian 

musicians and composers.37 Most of these musicians had traveled and studied abroad in order to 

learn the Western ways from which they had been sheltered for almost 500 years of Turkish rule. 

While growing up in Bulgaria, Christoskov's first violin teachers were Dimitar Popov and Sasha 

Popov.38 Later during his graduate studies in Germany, he studied violin and chamber music 

with Gustav Havemann and Hans Malke.39 Between 1940 and 1943 he was concertmaster of the 

Berlin Volksoper. Christoskov was a very talented violinist with immaculate, virtuosic technique 

and a beautiful tone; his performing style was described as "eager, passionate, and full of 

energy.”40 As a performing violinist, he quickly gained international acclaim. Upon his return to 

Bulgaria after his graduate studies and work abroad, he had gathered valuable influential 

Western experience. Primarily a successful concertizing violinist, as soloist but also as a member 

of the Sofia Royal Symphony Orchestra, his composing career did not begin until in 195041 he 

was appointed tenured violin professor at the then-called Bulgarian State Conservatory (today 

36   This is a title I am using to refer to the 2000 edition, which contains both sets of caprices. Even for that edition 
the name on the cover is only "Caprices for Solo Violin" – they are separated within the edition into "12 
Caprices for Solo Violin" on page 5 and following, and "24 Bulgarian Caprices for Solo Violin" from page 38 
on.  

37 The composers that emerged after the liberation from Ottoman rule are considered the first generation of 
Bulgarian composers, they started notating Bulgarian folk songs and turning them into choral works. The 
second generation consists of the composers that traveled to Western Europe and incorporated Western music 
influences into their compositions. Christoskov's compositional career began as part of the third generation that 
was nationalist and politically governed.  

38 Sasha Popov was Dimitar Popov's son and an extremely prominent figure in Bulgaria's violin world. He was 
also the founder of the Royal Symphony Orchestra (now Sofia State Philharmonic), Bulgaria's most prestigious 
symphony orchestra. 

39 Blagomira Paskaleva Lipari, “The Influence of Bulgarian Folk Music on Petar Christoskov's Suites and 
Rhapsodies for Solo Violin,” (D.M.A. dissertation, Louisiana State University, 2004): 7. Again, Bulgaria's 
cultural preservation is showing a glitch: the encyclopedia has only the initials of the first names of the German 
teachers Christoskov studied with; if it was Hans Malke then the G is wrong. 

40 Olga Shurbanova, “Petar Christoskov,” Bulgarska Muzika 19, no. 10 (1968): 9-12.  
41 Although various sources claim that he has been creating own musical ideas from a very early age sitting at the 

piano but also improvising on the violin. His father and violin teacher would not let him "get distracted" from 
becoming a violinist though (according to the article by Olga Shurbanova cited above). 
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referred to as National Music Academy (NMA) “Prof. Pancho Vladiguerov,” before September 

9th 1944 known as State Music Academy).42   

During Christoskov's formative years, Bulgarian Folk Music, especially from the Shop 

region where he grew up, was a big part of his life. Therefore, when he started composing, this 

influence, together with the overall Bulgarian national spirit in the country, was very audible and 

traceable in all of his music. None of his compositions are literal citations of any Shop songs but 

the general "embellished intonational atmosphere"43 of the Shop region is unmistakable. "The 

Shopski style ... is characterized by sudden exchange of staccato and détaché strokes, double 

stops, triplets, and by the highly expressive, wide vibration to embellish repeated and slow notes 

in the not-danced melodies."44 Naturally, he was influenced not only by his elder Bulgarian 

composers and composition professors, but also by fellow Communist-country composers such 

as Bartok, Stravinsky, and Shostakovich. "Christoskov is an author for violin works most of 

which represent little virtuosic pieces, in intonation close to the Bulgarian folk songs, and in 

character – to the virtuosic violin works of Wieniawski and Sarasate."45 According to the Union 

of the Bulgarian Composers' website, the character of Christoskov's music “is connected to his 

virtuosic style as a performer. His works have permanently entered the educational process and 

the repertoire of Bulgarian violinists."46  

Petar Christoskov's first opus came about from a number of circumstances: he had just 

42 The names and titles of many institutions such as universities, orchestras, and conservatories were altered with 
the political changes from a kingdom to a Communist Regime on September 9, 1944. Since the 1990s, most 
have been changed back to their original names or adapted new ones such as the NMA. 

43 Olga Shurbanova, “Petar Christoskov,” 9-12.  
44 Lipari, “The Influence of Bulgarian Folk Music on Petar Christoskov,” 17. 
45 Petko Staynov, Enziklopedia Na Balgarskata Muzikalna Kultura, 447. 
46 Union of the Bulgarian Composers, “Petar Christoskov,” in Union of the Bulgarian Composers, 

http://www.ubc-bg.com/en/composer/127 (accessed March 22, 2014). 
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been appointed "regular"47 professor at the State Conservatory in 1950, after earning the titles of 

"violin teacher" in 1945 and "regular associate professor" in 1946.48 As was expected of all 

newly appointed-professors,49 Christoskov had to compose something "educational.” These 

expectations, coupled with a long-lasting deep adoration for Bulgarian folk music, prompted 

Christoskov to present a few caprices to the conservatory's faculty. According to some sources, 

his first performance was not from notated music but improvised on the spot.50 As a consequence 

of the immediate success and renown of the caprices, Christoskov embarked on the journey of 

composing full time: of the 26 caprices he apparently performed that day, he picked twelve to 

become his Op. 1. They were first published in 1954 as "Concert Etudes in Folk Style" and again 

later in 1970, 1973, and 197951 with corrections and some editorial additions by Christoskov52 as 

"12 Caprices for Solo Violin.” These short (between 2-7 minutes in length), brilliant virtuosic 

pieces were an immediate success in the Bulgarian violin world: "The author gains spontaneous 

approval for his newly presented talent" and "The Caprices excel with their energy. The clarity 

and fulfillment of the form, flying fantasy, virtuosic skillmanship of the fingerboard, rich scale of 

lyrically-emotional phrases – all this is enclosed in a very pleasant musical surprise."53  

 To affirm Christoskov's knowledge of Western technique, it is worth noting again that he 

studied in Germany before returning to Bulgaria in the 1950s and composing the Op. 1 set of 

caprices. During his studies in the West, he was exposed to, and thus intentionally mastered the 

                                                
47 "Permanent" professor was the top title in the hierarchical process of becoming what today is known as "tenure-

track professor.” 
48 Petko Staynov, Enziklopedia Na Balgarskata Muzikalna Kultura, 447. 
49 Confirmed in email correspondence with Anni Christoskova-Gerdjikova from January 29 and February 1, 2014 

and in Nikola Bozduganov’s, “50 years Petar Christoskov,” Bulgarska Muzika 18, no. 3 (1967): 67-68.  
50 Olga Shurbanova, “Petar Christoskov,” 9-12.  
51 Email correspondence with library director of the State Music Academy and in Georgi Bliznev, “The livelihood 

of the Caprices,” Bulgarska Muzika 6, no. 2 (1955): 13.  
52 Olga Shurbanova, “Petar Christoskov,” 9-12. 
53 Georgi Bliznev, “The livelihood of the Caprices,” 13.  
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compositional techniques such as abstract tonality and serialism that were popular at the time. 

His concertmaster position at the Berlin Volksoper, as well as numerous solo performances in 

Western Europe, assert Christoskov's significant achievement because they demonstrate that he 

had fully incorporated the German style of orchestral playing into his own playing and virtuosity. 

He was obviously immersed in the ongoing developments of Western music, which he embraced 

and applied to his own compositions upon his return to Bulgaria. Western traces are not as 

obvious in Christoskov's early compositions because of the Communist Regime restrictions; 

however, the relaxations of the government rules show in his later compositions such as the Op. 

24 set of caprices through his more modern and abstract compositional approach. 

 

4.1 Op. 1 – 12 Caprices 

 Christoskov's first opus was comprised of the 12 Caprices for Solo Violin, which he 

originally called "Concert Etudes in Folk Style.”54 In terms of inspiration, references were made 

to Paganini's Op.1 “24 Caprices for Solo Violin;” some of his former students even say that they 

were commissioned by the Union of Bulgarian Composers.55 According to Olga Shurbanova's 

article on Christoskov's Op. 1-20, though, this first collection was not at all Petar Christoskov's 

first attempt at composing. She says that young Christoskov would sit at the piano improvising 

on the songs that he heard sung in his village at traditional festivities; she further claims that the 

notation and publication of these 12 caprices were an eruption of something that had been 

building up and developing in the composer's mind for a long while.56 After working through 

Christoskov's Op. 1 caprices, Shurbanova's point became clear – many of the caprices are named 

                                                
54   Petar Christoskov, "Concert Etudes in Folk Style,” Sofia: Pancho Vladiguerov, 1954.  
55 I could not find any source documenting that claim. 
56 Olga Shurbanova, “Petar Christoskov,” 9-12.  
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after old folk songs, every caprice contains improvisatory characteristics, and a number of the 

caprices' musical material evoke the feeling of not being composed very thoughtfully but more 

as an improvisation practice. Yet, each of the 12 Op. 1 caprices represents a unique folk aspect of 

the Bulgarian culture making the selection of only three very difficult. I was extremely partial to 

No. 2 “Daychovo Horo” (a medium-fast folk dance in 9/8 {2+2+2+3} with a very interesting 

melody, however without any musical development), No. 3 “Tejka Rachenica” (a slow, “heavy” 

folk dance, followed by a faster minore section comprised of chromatic double-stop passages 

only – very effective and virtuosic at first but tedious after two score pages of only that), and No. 

6 “Rachenica” (the most popular and most-performed of the caprices, a fast folk dance in 7/16 

{2+2+3} with contrasting sections and virtuosic passages building up to a climactic ending). 

Since all three of the latter are folk dances, I settled on caprices Nos. 1, 9, and 10 instead as they 

are more diverse in order to portray a better overview of Christoskov's Op. 1 set. All twelve of 

the caprices have titles specific to their musical content and the majority represent an aspect of 

Bulgarian folklore by being named after a specific national song or dance. Five of the caprices 

have more "regular" Western names like “Prelude,” "Ballade,” or "Arioso.”  

Christoskov's compositional techniques for these caprices are fairly simple and 

straightforward: each caprice follows an overall AB form with an exact but shortened repeat of 

the opening theme at the ending, which creates a simple rounded binary structure. He utilizes 

repetition in order to imitate folk songs and dances, but also as a source for his improvisatory 

style in the form of musical sequences. The key signatures Christoskov chose do not reveal 

harmonic complexity, however a tonal center (i.e. the setting of a caprice in a specific key) 

almost never exists. Instead, he uses extensive chromaticism to both explore the registers of the 
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violin and create a certain harmony that sometimes evokes the Double Harmonic Scale,57 thus 

giving the harmonies an eastern flavor (see Figure 3).  

Figure 3 – The Double Harmonic Scale in “Prelude” 

Most caprices are tonal (as opposed to atonal or dissonant similarly to other mid-twentieth-

century compositions) despite the heavy chromaticism, yet some have very atonal and non-

melodic sections as if Christoskov was experimenting with the forbidden Western twentieth-

century compositional style he had experienced during his studies abroad. Another use of a more 

eastern characteristic are the time signatures: most of them are irregular with 7/16, 9/8 

(2+2+2+3), 7/8, 10/8, or have an implication of alternating duple against triple meter within a 3/4 

time signature. Some of the caprices have only one musical idea, which is developed and 

explored before being returned to its original form, and many of them contain sections that are 

very literal imitations of a folk instrument (see Figure 4 and 5). 

Figure 4 – Imitation of a kaval in “Prelude” 

57 Christoskov might be outlining the Double Harmonic Scale from A-B-C-D#-E-F-G#-A, which has many 
ethnographic associations, including the Hungarian Gypsy scale, Arabic Maqam Hijaz scale, Byzantine scale, 
and many others.  
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Figure 5 – Imitation of a gayda in “Prelude” 

Christoskov required all of his students to work on these caprices as they were part of the 

prescribed repertoire for music competitions in Bulgaria. Today, the most famous of the Op. 12 

caprices are the No. 10 "Short Toccata" and the No. 6 "Rachenica,” however No. 1 "Prelude,” 

No. 2 "Daychovo Horo,” and No. 3 "Heavy Rachenica" are also worthy of being studied and 

performed. All the others either have an interesting opening theme but not much development 

(and hence may seem dull), or they are so technically demanding to the point of being almost 

unplayable. In order to illustrate some of these aspects, the following sub-chapters will analyze 

three selected caprices in regards to title and content, form, rhythm, tonal center, and 

nationalistic symbolism. 

4.1.1 Analysis of Op. 1 No. 1 – "Prelude" 

Contrary to the conventions implied by a title of “Prelude,” this first caprice exhibits few 

(or almost no) introductory characteristics. Even as “Prelude,” its overall form and length, tonal 

range, rhythmic quality, and use of folk idioms are all very similar to the remaining eleven 

caprices with more descriptive titles. One possible explanation for the composer's title choice 

could simply be its placement at the beginning of the set, as well as its uninterrupted driving 

Presto motion for four consecutive pages. Typical baroque and classical period preludes 
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modulate quickly through many keys and are extremely chromatic or harmonically complex, 

features that would actually characterize Christoskov's “Prelude.” An additional reason for the 

title use might be the composer's introduction of his signature compositional techniques all 

incorporated in this first caprice: rhythmic interchange of emphasized beats within one measure, 

use of open strings, chromaticism and passage of chromatic sequences, motivic development 

from repetition, imitation of Bulgarian folk instrument sounds and dance rhythms, exploration of 

the violin's complete range, double-stops imitating the diaphonic vocal style of Bulgarian folk 

music, and extreme virtuosic skill which recalls Christoskov's own familiarity with the 

instrument. A third possible interpretation is that the title is in reference to J. S. Bach's famous C 

Major Prelude, the opening piece from his Das Wohltemperierte Klavier, Book I (BWV 846-

869): Christoskov, like Bach, uses parsimonious voice leading to achieve harmonic development 

and follows the Baroque convention of ending on a Picardy Third (the A minor caprice ends on 

an A Major chord). 

(FORM) The form of Caprice No. 1 "Prelude" is not easily classified: like other 

twentieth-century composers, Christoskov does not seem to follow a certain prescribed 

conventional form, which should make it through-composed. However, certain repetitions reveal 

something of a pattern: many motives are repeated twice before they develop into another 

motivically-related idea, thus creating motivic development. This compositional style, which 

could be improvisatory in nature, would defend the theory that Christoskov composed these op. 1 

caprices spontaneously.58 The opening phrase, for example, develops into a climactic point and 

arrival (measures 1-16), and its form is constructed as follows: the first two measures are literally 

repeated in measures 3 and 4; measure 5 is the same as measure 1 except for the last note, 

58 Olga Shurbanova, “Petar Christoskov,” 9-12. 
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measure 6 developed out of and is almost the same as measure 5, measures 5 and 6 are literally 

repeated in measures 7 and 8, measures 9 and 10 also developed out of measure 5 except the 

main note is raised by a half step (A sharp); measures 9 and 10 are exactly repeated in measures 

11 and 12; measure 13 is by one note different from the previous four measures, and (before 

somewhat of a tonal arrival point and a new beginning in measure 17) measures 13-16 repeat the 

same sequence of five eighth notes which displaces the beat by one eighth note each measure 

(since the time signature is 6/8). The opening phrase therefore unfolds as a series of 

developments and repetitions of the first two measures until the figure in mm. 13-16 displaces 

the beat and prolongs a five-note figure instead of the previously established two-measure 

repetition. (See Figure 6) 

Although “Prelude” consists of mostly running eighth notes, Christoskov divides the 

piece into six sections with fermatas over the bar-lines or caesuras (measures 85, 105, 125, 169, 

and 181), which mark either tonal arrival points or sudden imitations of new sections.59 Measure 

182 and the second half of 214 begin something of a recapitulation of the opening motive, but do 

not repeat enough material to be considered a formal recapitulation. Measures 223-227 evoke a 

Coda followed by three final chords in A minor and A major, applying a harmonic closure to the 

beginning tonal center of A double-harmonic minor.  

(RHYTHM) Initially, the caprice resembles a simple etude because the bulk of its four-

page score consists solely of running eighth notes; upon closer inspection, however, the 

deception of this caprice's simplicity and ease is revealed. The meter is marked as 6/8 but 

 

                                                
59 Comparing the first edition of this set of caprices with the latest edition (2000) I discovered that most of the 

caesuras and fermatas were missing in the first edition. Musically it does make sense to separate the sections by 
a short breath, though, so the editorial changes could be considered redundant. 
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Figure 6 – Form in mm. 1-20 of “Prelude” 

     [  repeat of m. 1 & 2     ] [      =m.1 ] 

           [= m.5 developed][    repeat of m. 5 & 6 ]  [  development of m. 5                  ] 

  [     repeat of m. 9 & 10         ][ =mm.9-12     ] [displacement][displace.    ][displace. 

          ]    [ climactic point of arrival and new beginning 

Christoskov toys with the emphasized beat by shifting the accent markings and alternates 

between duple and triple meters throughout the caprice: for example, measure 1 divides into two 

rhythmic pulses, the following measure into three, then into two again, then into three again, etc. 

In this way, Christoskov creates an irregular hemiola rhythm that implies the idioms of Bulgarian 

folk dances, which heavily feature metric irregularities (see earlier Figure 3).  

(TONAL CENTER, HARMONY) The majority of this caprice appears to be in A minor: 

the key signature supports this, as well as the starting note (A), the presence of C naturals and 

many G sharps, and tonal center around the note A for the first eight measures; also, the last ten 

measures of the caprice and the penultimate chord outlining A minor signify a return of the 

whole piece to A minor. Yet, already in the ninth measure it becomes obvious that the “feel” of 

A minor is a deception. The recurring D sharp and the tonal center switch to A sharp in measure 
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9 clarify that this is a harmonically complex piece with extensive use of chromaticism. Also, the 

outline of (A-B-C-D#-E-G#-A) suggests a double harmonic scale; the extensive use of the 

chromatic half-step and augmented-second are both major characteristics of Bulgarian folk 

music.  

(NATIONALISM) By employing the double harmonic scale, folk dance rhythms, the 

imitation of certain Bulgarian folk idioms such as the gayda or the singing style, Christoskov not 

only writes a musical memoir of his childhood experiences, but also creates the required 

nationalistic feel in his Op. 1 No. 1 caprice representing the Bulgarian culture. "The diaphonic 

vocal style, which is specific to the Shopluk region, is expressed in the use of occasional parallel 

motion between the voices in major and minor seconds."60 By bestowing the prelude with a 

generic title and following an etude-like approach, however, it seems that beginning with his Op. 

1, he is also establishing the groundwork to show his disapproval of the Communist restrictions 

by incorporating aspects of the “forbidden” Western culture. 

4.1.2 Analysis of Op. 1 No. 9 "Harvester's Song" 

Christoskov's "Harvester's Song" is based on the Bulgarian folk traditions associated with 

the seasonal time of harvest prior to the invention of machinery (which reduced the need for 

intensive manual labor). This caprice incorporates both a slow song that would have been sung 

by working men and women during the long process of reaping, as well as a faster dance that 

would have been a line dance during the festivities celebrating harvest season. A good example 

of literature on harvest time that depicts in words what Christoskov managed to portray through 

his composition is the poem "Po Jetva" (At Harvest Time) by the famous Bulgarian poet Elin 

60 Blagomira Paskaleva Lipari, The Influence of Bulgarian Folk Music on Petar Christoskov, 9. 
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Pelin from 1904.61 He describes the “wide, sunbathed fields outside of Sofia,” “the horrific heat,” 

“the tireless workers,” “the birdless skies,” and “the work that cannot wait to be done because the 

fruit bearing wheat will not wait.”   

 (FORM) Like many of Christoskov's Op. 1 caprices, No. 9 follows the overall ABA form 

in which the returning A is a shortened exact repeat of part of the A section. The first section 

represents the slow folk song through which the composer musically depicts the taxing manual 

labor of harvesting during the times when machinery did not yet exist (as previously mentioned). 

The simple descending three-note figure is a musical allusion of a sigh and its almost exhaustive 

repetition portrays the repetitive nature of harvesting: the first measure is almost exactly repeated 

in measure 2 except that the last two notes are combined into one long note; measures 3 and 4 

are a repetition of measures 1 and 2; measure 5 is slightly different in that it drops below the 

center note E to a D before coming back to the E while maintaining the same rhythm as before; 

measure 6 equals measures 2 and 4; measures 7 and 8 are a repetition of measures 5 and 6; 

measure 9 is a long note on the fifth of the center, measure 10 goes back to the center note E 

only; measures 11-14 are a repetition of measures 5-8; measures 15 and 16 are the ending of the 

first phrase comprised of the center note with the added fifth again. (See Figure 7 on p. 29). 

The overall form of the first A section contains a series of parallel repetitions: 

introduction in measures 1-4, then measures 5-10 and 11-16 are the same except with different 

endings. Measures 17-32 are a repetition of the main theme (measures 1-16) transposed up a 

fourth with added diaphony. Then, in measures 33-50, the theme is repeated at the original pitch 

and register except with the added same-pitched diaphony as well as a twice-elongated ending of 

the last two measures (measures 15 and 16 = measures 47-50). The B section (measures 51-103) 
                                                
61 Elin Pelin, “Po Jetva,” in Sachenenia v Shest Toma. Tom 1: Razkazi (1901-1906), [Essays in 6 Volumes. Vol. 1: 

Tales (1901-1906)] Sofia: Bulgarian Writer, 1977. 
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changes tempo marking, key signature, and time signature, and also follows a different form 

compared to the first section. Although Christoskov again utilizes a lot of repetition, it does not 

divide into three subsections as the A section does. The B section is developmental; it divides 

into four-measure groups that repeat each time with a slight variation or ending change. The 

variations transition over time into new material. The return of A after the developmental B 

section represents the descriptive title of this caprice “Harvester's Song:” after the long repetitive 

labor there are dances and celebrations, but the next day or the next season will indeed bring hard 

labor again. 

Figure 7 – Form in “Harvester’s Song” mm. 1-20 
 

    
   [3-note figure   ]      [ repeat   ]   [    = mm. 1 & 2                   ]  [figure from below] 
 

 
 
   [ repeat m.1    ]    [  repeat mm. 5 & 6          ] [       fifth of E for tonal center     ] 
 
 
 
 
    [     repeat of mm. 5 – 8                   ]    [      tonal center 
 
 
 
  established again ]  
 

 

 

 (RHYTHM) The A section is marked 8/8 with the subdivision of 3+2+3, a common 

characteristic of Bulgaria's Shop region. Because of the slow character of this section, though, it 

feels more like long-short-long, an irregular rhythmic technique. Some of the measures combine 
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the last two pulses of the measure, the 2+3 subdivision, to a long held note (measure 2, for 

example) or even a long note throughout the whole measure (measure 9). The B section changes 

to 7/8 with the common subdivision 2+2+3, with “3” sometimes constituting of three eighth 

notes (measure 51) and sometimes a dotted quarter (measure 52). Less commonly, the first 2+2 

will divide into four eighth notes (measure 67) rather than two quarter notes. 7/8 represents the 

common horo62 rhythm through which Christoskov portrays the dance part of the traditional 

festivities around harvest, the rhythm of a harvester's song. 

(TONAL CENTER/HARMONY) The first section of Christoskov's Harvester's Song has 

a clear tonal center around E minor; such clarity of minor mode and key is unusual for 

Christoskov. For the section in measures 17-32, without any necessary transition to and from 

either end, the tonal center becomes A which is the sub-dominant of E. No transition is necessary 

because of the harmonic relation between both centers but also because of the composer's skillful 

preparation: in measure 16 he had added the fifth above E, a B, which creates smooth half-step 

motion to the C that starts the second phrase at measure 17. Measure 32 is an inversion of the A-

E-fifth in measure 31, so the E-A, again, is only a whole step away from the E-G that the original 

phrase begins on. The B section has a new key signature implying A major, which is also the 

parallel major of the second part of the A section. However, the tonal center of the B section, 

instead of the expected A major, is E. In order to smoothly (and simply!) transition back to E 

minor for the return of the A section of the caprice, Christoskov repeats the pattern from measure 

91 (which is also the beginning material of the B section) up a fifth from A major to E major. In 

order to get to the parallel E minor from there all he needs to do is change the G sharp to a G 

natural. 

62 Horo is the traditional national dance of Bulgaria characterized by the variable dance steps depending on the 
tune's rhythm.  
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 (NATIONALISM) Naturally, harvesting, singing while harvesting, and celebrating the 

harvest can be part of any culture and nation. But the incorporation of the Bulgarian diaphony 

and Bulgarian folk rhythms into his Op.1 No. 9 caprice provides the method by which 

Christoskov manages to once again portray the nationalist attitude of his native country. 

 

4.1.3 Analysis of Op. 1 No. 10 “Short Toccata” 

 “Short Toccata” is probably the most well-known of Christoskov's caprices among 

Bulgarian violinists and almost a standard for young students because it is the easiest of his 

caprices. Over the years, many arrangements have been performed by various instrumentalists 

(including a 2013 edition of an arrangement for string orchestra). The folk character is not 

immediately recognizable from the common time signature indication and running thirty-second 

notes, which comprise the entire caprice. But if the melody is examined separately from the 

drone-like repeated notes and the pattern of double-stops investigated, typical Bulgarian folk 

elements emerge: irregular rhythms, imitation of the diaphonic vocal style or the gayda, and the 

extended use of fourths.  

 According to the Grove Dictionary of Music and Musicians, the “Toccata (It., past 

participle of toccare: 'to touch') [is] a piece in a free and idiomatic style, usually for keyboard 

and often in several sections and incorporating virtuoso elements designed to show off the 

player's ‘touch’.”63 Additionally:  

Its use has been considerably limited as a result of its somewhat indefinable character. Its 
characteristics of display are found in such forms as the exercise and study, while its 
rhythmic and formal freedom are embodied in the capriccio and rhapsody. Its one more 
or less stable characteristic, that of continuous movement in short note values, is shared 
with the moto perpetuo as well as with numerous works and movements that have no 

                                                
63 Lalage Cochrane, “Toccata” in The Oxford Companion to Music, Oxford Music Online, Oxford University 

Press, http://www.oxfordmusiconline.com/subscriber/article/opr/t114/e6814 (accessed June 13, 2015).  
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special title.64  
 

The challenges in Christoskov's Op. 1 No. 10 are the required stamina and endurance of a 

continuous fierce bow stroke: accented détaché and occasional double-stops. Another interesting 

aspect is the striking similarity of Christoskov's “Short Toccata” with Bach's toccata from his 

“Toccata and Fugue in D Minor” (BWV 565): in both toccatas the fundamental idea is a melodic 

line over the continuously repeated drone note. Christoskov's toccata does not remain in a clear-

set key for long, like Bach's toccata does, but the beginning tonal center appears to be D just as 

in Bach's famous work.  

 (FORM) Similar to his other caprices, Christoskov utilizes repetition of phrases and 

patterns here as well, but with less motivic development. The entire caprice is based on three 

recurring themes (first theme: measures 1 and 2, second theme: measures 5 and 6, and third 

theme: measures 20 and 21), which are so similar to each other that they could be considered 

nearly parallel or the same theme. The rhythmic shift of the emphasized melody renders the third 

theme slightly different from the first two, otherwise all three themes consist of a one-bar 

antecedent and a one-bar consequent built the same way: a melody of six eighth notes concluded 

by four sixteenths with an accompanying thirty-second note drone. Since each of these two-bar-

themes is always repeated twice, the form could be classified as a series of parallel continuous 

double periods. The first theme occurs a total of three times: measures 1 and 2 repeated in 

measures 3 and 4, then transposed down a fifth in measures 14 and 15 (which are repeated in 

measures 15 and 16), and finally as a recapitulation in measures 32 and 33, repeated an octave 

higher in measures 34 and 35. Each repeat bears a different ending; each of which serves as a 

                                                
64 John Caldwell, “Toccata” in Grove Music Online, Oxford Music Online, Oxford University Press, 

http://www.oxfordmusiconline.com/subscriber/article/grove/music/28035 (accessed June 13, 2015).  
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bridge to the following material. 

The second theme also occurs three times: first, in measures 5 and 6 a fourth up from the 

first theme (with a repeat in measures 7 and 8); then an octave lower but with the drone note in 

the same register as before in measures 10 and 11 (with a repeat in measures 12 and 13) thus 

preparing the second entrance of the first theme (which is now on the same starting note as the 

second theme's second entrance, a G); the third occurrence of the second theme is in measures 24 

and 25, again from the same pitch but with slight changes: the melody is in fourths now and 

instead of a repeated drone note the melodic line is repeated four times to preserve the 

continuous thirty-second note pattern of the caprice. Instead of an exact repeat in measures 26 

and 27, Christoskov restates the third occurrence up a third, and then in measures 28 and 29 up a 

fourth but in its original drone and single-stop pattern (a whole step higher from the original); 

instead of a repeat in measures 30 and 31, the third theme reoccurs a second time. This third 

theme first occurs in measures 20 and 21 after a two-bar bridge in measures 18 and 19, repeats in 

measures 22 and 23, and reoccurs again in measures 30 and 31 a fourth lower and yet another 

fourth lower in the second half of measure 31 (which is an octave lower from its original). 

Measures 36-38 are something of a Coda continuing the thirty-second note pattern until the final 

measure 39 where the caprice ends on three eighth notes. 

(RHYTHM) As already mentioned, there is not much rhythmic diversity in this caprice at 

first sight: it is written in common time with thirty-eight measures of continuous thirty-second 

notes until the final measure 39 which ends on three eighth notes. However, the method in which 

the melody is distributed causes the emphasized beats to fall in different places and create an 

irregular rhythm, i.e. a Bulgarian idiom. For example, in measure 1 the main melody creates the 

feel of six eighth notes and one quarter, while in measure 6 the feel is four eighth notes followed 
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by a long half note or two quarter notes. Measure 9 could be felt evenly in eight small beats or 

four large beats. The largest rhythmic change, however, is in the third theme (measure 20): 

Christoskov creates the irregular rhythmic feel of Bulgarian folk music by shifting the melodic 

line to the off-beats. By toying with the agogic placements of the melodic line, Christoskov 

manages to create an effective folky showpiece out of an etude-like caprice (see Figure 8). 

Figure 8 – Agogic Syncopation in “Short Toccata” 

(TONALITY) Unlike in his other caprices, Christoskov utilizes very little chromaticism 

in Op. 1 No. 10, which makes labeling its tonality somewhat less problematic. The key signature 

(no sharps, no flats), the two authentic V-i cadences (measure 19 and measures 37and 38), and 

the final chords all suggest the key of A minor. Because the beginning of the caprice lacks 

accidentals, the tonal center of D suggests a dorian mode. By measure 4, Christoskov adds F 

sharp, and only by measure 9 do the added G sharps position the tonality towards A minor. The 

repeated drone notes are mostly E and A, except for measures 28-31 where they shift to B for a 

short time. Quite striking in this caprice is the extended use of fourths as opposed to fifths 

(usually Christoskov employs many fifths, repeating musical material transposed up or down a 

fifth). 

(NATIONALISM) Christoskov's contribution to Bulgarian nationalism is evident in his 

“Short Toccata” through the use of a melody against a steady drone note and diaphonic double-

stops with one static and one moving note. Both of these characteristics represent the Bulgarian 
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diaphonic vocal style of the Shop region in which Bulgaria's capital Sofia is situated. The rhythm 

– both, the continuous thirty-second notes representing the fast feet of Shop folk dances and the

irregular rhythm created in measure 20 and following - also underlines a deeply rooted 

nationalistic texture.  

4.2 Op. 2 through 2365 

At the beginning of his compositional career Petar Christoskov (in his mid forties) was 

still mainly a performer, a virtuoso violinist often referred to as Bulgaria's Paganini.66 Naturally, 

his first two opus,67 the 12 Capriccios (first published as Concert Etudes) for Solo Violin from 

1953,68 and Moto Perpetuo from 195469 were for solo violin (or violin with accompaniment)70 

and their genres nearly prescribed by the requirement of his newly acquired professorship at the 

Conservatory: both are educational and focus on different aspects of the violin's technique.71 By 

his third work, the composer began branching out to different instruments. He had been playing 

65 Rather than providing a detailed description of each work between Op. 2 and Op. 23, this sub-chapter will be a 
general overview over some of Christoskov's compositions (and their inspirations as well as biographical 
events) between the two sets of caprices. Some of the information was inconsistent in the different sources 
which I have come across; however, the most recent source appears to be the most accurate and reliable: List of 
Compositions in the back of the 2000 edition of Christoskov's Caprices. 

66 Nikola Bozduganov, “50 years Petar Christoskov,” 67-68.  
67 The years I am gathering from the Encyclopedia of the Bulgarian Musical Culture as far as available but the 

opus numbers from the list of compositions in the back of the 36 Caprices' 2000 edition. Some conflicts between 
the two sources might be due to the long period of over 30 years between them, but some information also does 
not correspond with other sources such as the Union of Bulgarian Composers' website or Evgenia Maria 
Popova's “Bulgarian Caprices” CD recording booklet. According to the Encyclopdia, Christoskov published 
“Three Capriccios” in 1955, yet this information does not occur anywhere else. Possibly these were some of the 
later Op. 24 caprices. The most consistent information on opus numbers is contained, again, in the back of the 
2000 edition of Christoskov's Caprices, which also corresponds to Christoskov's 50 and 70 years anniversary 
articles. 

68 Nikola Bozduganov, “50 years Petar Christoskov,” 67-68.  
69 Ibid., 67-68. 
70 The composer later on created two more arrangements of Moto Perpetuo – for chamber orchestra and for 

symphony orchestra. 
71 Interestingly, Christoskov's first two opus were the same genres as two of the most popular compositions by 

Niccolo Paganini - his 24 Cappriccios for Solo Violin, Op. 1 and Moto Perpetuo, Op. 11, a fact which would 
provide an additional argument for a possible discussion of Paganini being Christoskov's role model and 
comparison. 
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piano as long as violin, the piano always having been a very dear instrument to him and his 

“escape while growing up;”72 but also since his wife Zlatka Arnaudova was a pianist and his 

collaborative musical partner as well, the "safe" second instrument of choice for the beginning of 

his compositional career was expected: Op. 3 and 4 are each a five-piece-set for solo piano: 

Snapshots from Vitosha – five piano pieces and Shtrihi73– five piano pieces (1957).74 By Op. 5 

Theme and Variations for Violin and Symphony Orchestra) and Op. 6 (the 195775 Concerto for 

Violin and Orchestra No. 1), Christoskov was very successfully developing his orchestration 

skills while still composing for violin as the solo instrument. “The orchestra ['s voice] is 

distributed enough [among the different instrument sections to where it does not interfere with 

the solo voice], mastership of the creation of timbral nuances and the balance of the orchestra 

groups and the whole instrumentation is being demonstrated.”76 

 Most works were challenging for instrumentalists and intricate compositions, however, 

Op. 8 Concertino for Violin and Chamber Orchestra77 (op. 8) from 196078 was the first 

composition appealing to a young and/or beginning violinist in mind: it is set in the first position 

of the left hand and its joyous style is reminiscent of a children’s song. Not until opus eleven, 

twelve, fourteen, and fifteen from the late 1950s did he venture out to the lower strings as solo 

instruments even though they are much more similar to the violin than the piano. Op. 11 is 

Introduction and Presto for Viola and Piano, Op. 12 are 6 Capriccios for Solo Viola. Op. 14 is 

Improvisation and Presto for Viola and Piano, Op. 15 is Fantasy for Solo Cello. Finally by Op. 

                                                
72 Olga Shurbanova, “Petar Christoskov,” 9-12.  
73 Translates to something similar to  “Articulation Exercises,” the equivalent of the caprices for piano.  
74 Nikola Bozduganov, “50 years Petar Christoskov,” 67-68.  
75 Nikola Bozduganov, “50 years Petar Christoskov,” 67-68. 
76 Liubomir Kabaldjiev, “70 years Petar Christoskov,” in Bulgarska Muzika 38, no. 2 (1987): 7-8. 
77 The Encyclopedia lists this work as for violin and piano, it is probable that Christoskov created the orchestration 

later on. 
78 Petko Staynov, Enziklopedia Na Balgarskata Muzikalna Kultura, 447. 
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16 and 17 from Christoskov attempts himself on the greater forces: Concerto for Big Symphony 

Orchestra and Suite for String Orchestra. Op. 18 is Children's Album for Violin and Chamber 

Orchestra consisting of 6 pieces. Op. 19 is Concerto Improvisation for Cello and Orchestra. By 

Op. 20 Christoskov branches out into the vocal world as well: Concerto Vocalise for Soprano, 

Alto, and Symphony Orchestra. Op. 21, another popular composition, are the Three Rhapsodies 

for Solo Violin (shop, pastoral, and peasant), Op. 22 is the Shop Fantasy for Viola and Piano, 

Op. 23 is the Concerto for Piano and Orchestra. 

All in all, Christoskov's (traditionally considered) large compositions in the time period 

between the creation of the two sets of caprices, were the two violin concertos, the piano 

concerto, and the Concerto for Big Symphony Orchestra. He never composed any symphonies or 

operas although he did create vocal and large orchestral works.  

4.3 Op. 24 – 24 Caprices 

The inspiration for this second set of caprices, quite a few years into Christoskov's 

compositional career and surrounded by a more transitory political environment, is not as clear 

as for the first set; locating their exact dates of composition date and publication proved difficult. 

Even closer to its time of composition, the Op. 24 set of caprices was far less well-known than 

the Op. 1 set, despite the fact that the later caprices are much more developed, interesting, and 

compositionally mature. More Bulgarian composers were finding their voices, so it is possible 

that Op. 24 was ignored in the flood of new works, but also a large number of talented Bulgarian 

musicians were leaving the country around that time and fleeing to the West in search of a more 

secure lifestyle, so there may simply have not been people to perform them. The musicians who 

managed to leave Bulgaria were embracing new cultures and the freedom to perform anything 
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Western, so the native Bulgarian literature may not have seemed as appetizing, regardless of 

quality. Considering all of the above, it is surprising that a legitimate recording of Op. 24 exists: 

Evgenia-Maria Popova, a former student of Christoskov and the dedicatee as the caprices' first 

interpreter,79 recorded them in 1999. She says about them that they are “an encyclopedia of the 

twentieth century's violin technique. And that is not only [her] opinion – such fantastic critiques 

materialized in the world press, that they were compared to Paganini's caprices as a classical 

blueprint, and that, just imagine, in Christoskov's favor.”80

None of the Op. 24 caprices have key signatures, though they all have titles depicting 

nature or folk dances and rituals. They are musically complex and require a certain skill and 

maturity from the performer. The subtitle to the caprices, "Svogenski Impressii" (Impressions 

from Svoge – the suburb in which Christoskov and his family own a villa), reveals the abstract 

nature of the writing and different, more early twentieth-century approach to the compositional 

style of Impressionism. The length of the caprices is between five and twelve minutes each and 

Christoskov has incorporated many folk references to Bulgarian instruments like the gayda and 

gadulka, traditional idioms such as the kukeri (masked dancers) and nestinarki (fire dancers), and 

festivities celebrating different parts of the year (for example, the harvest). The following 

analyses of selected caprices from the Op. 24 set will investigate Christoskov's more abstract and 

atonal twentieth-century compositional style in a format similar to the one previously applied for 

Op.1. 

79 Petar Christoskov, Caprices for Solo Violin, Sofia: Musica Publishing House, 2000. 
80 “So that the Christoskov Concertos Survive,” interview with Evgenia-Maria Popova in Classic FM, 

http://classicfm.bg/bg/news/view/1640/ay_za_da_gi_ima_koncertite_na_hristoskov_au (accessed on October 
26, 2015). 
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4.3.1 Analysis of Op. 24 No. 6 “Aria” 

The title for Christoskov's Op. 24 No. 6 is in my opinion too generic and too unassuming 

of its content. This caprice is one of the few caprices without a strong emphasis on folk elements, 

instead featuring only one or two instances reminiscent of them and, perhaps, that is why the 

composer chose to name it “Aria.” Generally, an aria is known to be an operatic song from an 

Italian opera, for example - a diva's time to shine. According to the Grove Dictionary of Music 

and Musicians, 

aria (It.: 'air') [is a] term normally signifying any closed lyrical piece for solo voice 
(exceptionally for more than one voice) with or without instrumental accompaniment, 
either independent or forming part of an opera, oratorio, cantata or other large work. It 
has also been applied to instrumental music, particularly in the 17th and 18th centuries, 
implying a piece written on a vocal model, a subject suitable for variations or a piece of 
light dance music. Like Air in English, ‘aria’ can also mean just melody or tune on the 
one hand, or on the other, a more general ‘manner’, ‘way’ or ‘mode of proceeding’ in a 
technical or stylistic sense.81  

Christoskov's “Aria” very much embodies the definition “lyrical piece for solo voice 

without accompaniment.” Since it is so unlike the other caprices – “Aria” is one of the only 

caprices by Christoskov that is entirely slow, without either a fast B section or even rhythmic 

dance patterns - the definition of a diva song or aria within a larger genre, would also fit here. 

For the most part, “Aria” explores the low sonorities of the violin. It is also very slow 

(Larghetto) with fast running notes only utilized for an ascending or descending run. 

(FORM) One might expect a complex form to accompany the intricate slowly-unfolding 

melodies and chromatically-rich lines exploring different sonorities, but Christoskov again uses a 

lose ABA form in his “Aria:” the introductory theme is quoted an octave lower in measure 68, 

the second or main theme from measure 14 is repeated a whole step higher in measure 78, and 

81 Jack Westrup, “Aria,” in Grove Music Online, Oxford Music Online, Oxford University Press, 
http://www.oxfordmusiconline.com/subscriber/article/grove/music/43315 (accessed June 27, 2015). 
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the large register leap in the opening two measures occurs similarly in the final five measures of 

the caprice. However, even though the familiar return at the end of the caprice points to the 

overall ABA form, it is not quite clear if there actually is enough diverse musical material in the 

middle of the caprice to call it a B section. Measures 45-67 could be considered as such, since 

there, Christoskov does not utilize musical patterns from the opening material; however, rather 

than comprising a real theme or melody, these measures seem to develop out of the previous 

measures and simply follow an overall descending pattern after a large leap to a higher note. An 

additional curiosity is the double bar with a caesura and a fermata that Christoskov places after 

the long note with fermata measure 13 as if to signal the ending of the first theme or 

introduction. On the other hand, in the similar place after measure 77 there is no double bar, only 

the fermata on the long note. I think that rather than a special form characteristic, this would be 

another editorial mistake that had been overseen.  

 (RHYTHM) As already mentioned above, this caprice is a slow caprice without any 

rhythmic dance patterns. However, certain ornamental figures that do alter the overall slow, 

almost dragging nature of the caprice could be considered in this part of the analysis. Measure 3 

precedes its long C sharp with an accented ornament consisting of two thirty-second notes on the 

downbeat very reminiscent of the “Bartok mark.” (See Figure 9) 

Figure 9 – The Bartok Mark in “Aria” 

 

This same figure appears also in measures 16, 17, 26, 28, 33, and in the “recapitulation” in 

measures 70, 80, and 81. Another recurring motive appears for the first time in measure 6: also a 
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prolonged downbeat like the first figure, this one consists of a thirty-second-note-triplet 

preceding the long note that then leaps to a higher long note. This second motive is also found in 

measures 8, 36, 38, and respectively in the recapitulation in measures 72 and 74. The third 

recurring motive Christoskov uses is full bar motive appearing in measures 9, 24, 25, and 41. 

Always in descending motion, this motive presents a written-out acceleration: a triplet followed 

by a quadruplet, followed by a sextuplet (only in measures 10 and 42 also followed by a fast 

ascending scale which is not rhythmically uniform anymore but still strikingly similar).  

(TONAL CENTER/HARMONY) Christoskov again emphasizes fluid chromaticism 

rather than rigidly following one key that could explain the tonal center of his “Aria.” However, 

there is a tendency towards exploring the lower sonorities as Christoskov marked the whole 

caprice to be played on the lowest string of the violin – the G string.82 The two sole exceptions to 

the low register are a C sharp above the staff (treble clef) in measure 13 and an A in measure 40; 

throughout the caprice, the most frequently occurring high note is a G sharp which later shifts to 

G natural (and is also the last note of the caprice). Besides imitating Paganini, “Aria” may have 

been composed with a specific slow folk song style in mind; thus, even though stripped of most 

folk elements, this aria is mimicking the human voice's “normal” natural register in an 

emotionally peaceful state (no, or very few, high pitches that could symbolize excitement of any 

kind). 

(CREATING OF NATIONALISM) “Aria” is one of Christoskov's caprices that is not 

only rather abstract and composed in a more twentieth-century style manner, but also does not 

contain many folk elements pointing towards a nationalist compositional manner; the majority of 

the Op. 24 caprices follows this approach but is still flooded with Bulgarian folk idioms. 

82     Another similarity to Paganini's 1818 Mose Fantasia (or Moses Variations on the G String). 
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However, some of the “Aria’s” chromaticism, as well as the general slow-song style and the 

displaced downbeats, still point towards a Bulgarian tradition. The stronger representation of a 

twentieth-century abstract style and less of a strictly "Bulgarian" folk style demonstrates the 

increased freedom Christoskov enjoyed as a composer under the government's relaxing political 

and social control in the 1970s. 

4.3.2 Analysis of Op. 24 No. 23 “Toccata” 

It is not clear why Christoskov chose to label his twenty-third caprice “Toccata;” one 

possible reason could be (as mentioned before) the indefinable character of a toccata's form, 

although most of Christoskov's caprices and many twentieth-century compositions could be 

characterized in this manner. Even if this specific toccata is not in a very fast tempo, the virtuosic 

nature of a toccata is immediately obvious in the first measure with the required techniques of 

left-hand pizzicato and pizzicato under a slur. Extended use of fingered fifths in the main theme's 

statement (measure 9) further underscores the required virtuosity and technical challenges posed 

by this caprice. Fundamentally, it is based on a motive or theme recurring throughout the caprice 

in several variations, which is another definition of the toccata (a written-out improvisation). The 

variations are separated by virtuosic sixteenth-note passages more reminiscent of a toccata and 

the general abstract form of randomly-sequencing sections in this caprice also identify its 

improvisatory character. Op. 24 No. 23 is one of the clear examples of Christoskov's tendency 

towards a more abstract, atonal, and Western twentieth-century compositional style. 

(FORM) As stated above, there is no definite form in Christoskov's op. 24 No. 23; 

however, parts of the opening statement are literally repeated at the tail-end of the caprice as 

more of an afterthought than a return of the A section. The theme in measures 9 and 10 can be 
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found in the first measure of the introduction, as well as in measures 30-37, 57-63, 78 and 79, 86 

and 87, and the partial restatement of the introduction at the end of the caprice. Christoskov 

generously utilizes repetition: for example, in measures 13-18, he repeats one motive four times 

without changing it (measures 13-15), follows it with another motive which he repeats six times 

(measure 16), and provides a third motive repeated twice (measure 18). In measures 19 and 20 

something of a new theme emerges, but that also is quickly followed by another motive, which is 

repeated three times. Then, the theme excerpt from measures 19 and 20 is restated while being 

transposed up a fifth in measures 23 and 24. Measure 25 rhythmically recalls the first theme 

from measure 9, except now it is only on one note and is displaced onto off-beats. All these 

repetitions and developments comprise the first of the caprice's four pages, with the remainder 

being very similarly constructed: the “form” of this caprice seems to be an exotic and chromatic 

jumble of a theme, its variations, and various repetitions of random motives which are held 

together by the introduction and the ending restatement of the introduction. 

 (RHYTHM) Neither the time signature (common time) nor the tempo marking of 

Allegretto-Comodo change throughout the “Toccata,” yet, by employing different rhythmic 

values, rests, syncopations, triplet passages, and emphasis of displaced beats, Christoskov 

manages to create the feeling of much more rhythmic diversity than is first apparent. In measures 

33 and 68, for example, Christoskov emphasizes the off-beats by bestowing them with accents. 

In the three (common time) measures 13-15, he repeats a motive four times so that each 

beginning of the motive falls on four different places in the measure – the first time on beat one, 

the second time on beat four, the third time on beat three, and the last time on beat two (see 

Figure 10). The resulting effect is a loss of the common time (which was clearly established until 

measure 13) with an increased focus on the repeated motive. Measures 45 and 46 are another 
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example of rhythm manipulation: Christoskov juxtaposes the even sixteenth-note groupings of 

four, changing pitch on each beat, with left hand pizzicato counterpoint on shifting off beats. 

This focus on rhythm (rather than melody) is another characteristic of twentieth-century Western 

compositional style, which Christoskov applies here with an ever-stable rhythm for each return 

of the theme (as opposed to its melodic material).  

Figure 10 – Displaced Metric Feel in “Toccata” 

        [1                 ]   [4          ] [3        ] [2               ] 

(TONALITY) None of Christoskov's Op. 24 caprices have key signatures. Even though a 

tonal center of D in this toccata seems to be established in the first two measures, the stable 

tonality is quickly lost by measure 3 with the introduction of fifths and especially in measure 4 

with a dissonant chord of D natural against D sharp. In the majority of his works for violin, 

Christoskov's tonal tendency focuses on exploring the instrument's capabilities with open strings 

and harmonics as well as the Shop characteristic of diaphony, thus utilizing fourths, fifths, 

octaves, and minor seconds. The theme in measures 9-12, for example, consists of fifths in 

measures 9, 10, and 12 with a fifth, a minor second, a fourth, and the minor second transposed up 

a fifth (the next two strings on the violin) in measure 11. A second theme introduced in measures 

19 and 20 consisting of chords and the diaphonic interval progression from unison to second to 

third is exactly repeated except transposed up a fifth (again, the next two strings on the violin) in 

measures 23 and 24. Dissonances consisting of minor seconds and major sevenths are used 

extensively in this caprice as in measure 11 (D sharp against E), measures 28 and 29 (E flat 

against E natural), 68 (B natural against A sharp), and 78 (A natural against A flat); the whole 
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caprice begins on D natural and its final note is a D sharp/E minor second preceded by a C 

natural/C sharp grace note. 

 (CREATING OF NATIONALISM) In his Op. 24 No. 23, Christoskov does apply 

nationalistic idioms like minor second intervals, diaphonic voice leading, a folk tune in measures 

19 and 20 (repeated in 23 and 24), and a scale similar to the double harmonic scale in measure 

73. However, popular Western twentieth-century compositional techniques such as atonality and 

abstractness far outweigh the Bulgarian nationalistic musical material in this caprice. 

 

4.3.3 Analysis of Op. 24 No. 24 – "Shopi's Feast" 

 "Shopi" are the inhabitants of the Shop region in mid-western Bulgaria, near the capital 

Sofia; it is also where Petar Christoskov was born and raised among the Shop traditions and folk 

songs, as well as where he composed the Op. 24 set of caprices which are also known under the 

subtitle "Impressions from Svoge."83 A Shopi's feast does not refer to a specific traditional 

celebration day (such as a wedding, Thanksgiving, Easter, etc.) but rather the content of the 

celebration: the food, costumes, and the fact that it is organized and attended by the Shopi. The 

celebration also consists of a number of traditional artistic presentations, such as song, dance, or 

poetry. In "Shopi's Feast,” Christoskov musically depicts those presentations and so the piece 

consists of multiple sections, which are divided by fermatas in the score and seem to be 

musically and stylistically independent from each other. The Shopi are known to be the most 

resilient, stubborn and outspoken people in Bulgaria, hence they are characterized as sharp, raw, 

loud, and abrasive. "Performed antiphonally and only by women, the [Shopi's] songs are highly 

                                                
83 The subtitle appears in the 1979 published first edition of the 24 caprices. I have this information from an email 

correspondence with Elisaveta Petkova, library director of Academy Pancho Vladiguerov, Sofia, E-mail from 
1/20/14. Svoge is the name of the Christoskov family villa on the outskirts of Sofia. 
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dissonant which makes them sound loud, forceful, sharp and sudden. This serves as a 

representation of the wide ranging temperament of the regional population."84 In "Shopi's Feast,” 

Christoskov depicts this character by using an extremely fast tempo with changing articulation 

between duple and triple meter, numerous accents and sforzandi, and sudden aggressive changes 

of character to represent the Shopi's direct nature, as well as dissonances for their rawness. 

(FORM) The formal outline of Op. 24 No. 24 appears to be ABACADA Coda85(with a 

short interruption of B) - a Rondo form, although this caprice is quite far from evoking a 

conventional classical Rondo form. Even though Christoskov marked the A section with a piano 

dynamic, the growing intensity is underlined through gradual register change and also motivic 

development. The first A section (measures 1-27) is based on motivic development: one idea 

starting in unison for two measures, then the same two measures are repeated with an added 

parallel fifth, then the same motive is repeated with added grace notes and other chromatic 

intervals developing from the respective previous measure. The B section is in many ways the 

complete opposite of the A section: it is marked in fortissimo and in order to underline the 

change of pace from multiple moving fast notes to one long note per beat, the meter (even 

though 8/8 and common time are technically the same) as well as tempo marking from Allegro to 

Andante change. The B section is interrupted for three measures in measures 49 and 56 and in 

77-85 by motives from the upcoming C section in measure 118.    

After the short return of a slightly altered A section (measures 109-117), the C section 

(measures 118-141) is contrasting in style and content; it is not as much driving forward, but 

depicting a lighter, more joyful dance and consisting of two main ideas which both chromatically 

84 Blagomira Paskaleva Lipari, The Influence of Bulgarian Folk Music on Petar Christoskov, 10. 
85   The B material includes interwoven ideas of the C material - a fact that could inspire further detailed analysis 

discussion. 
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ascend or descend. Measure 142 brings a sudden return to the A section using its rhythm and 

articulation, but instead of repeated notes, a chromatic arpeggio passage in measure 157 develops 

into material reminiscent of the original A section. Measure 164 initially sounds like a Coda with 

its faster tempo, meter change to 6/8, and melodic material, however measure 184 returns to the 

altered A section from measure 142 and alters it further before the unannounced true Coda in 

measure 191. This slight alteration of the last insert of the A material in measures 188-190, is 

very compositionally intriguing (and an excellent evidence and illustration of Christoskov’s 

compositional skill): the shortened A section material is also altered through beat displacement: 

measures 188-191 are still beamed in a 3+2+3 subdivision of the 8/8 measure, however now 

accents change the rhythm to a consistent triple meter. (See Figure 11) 

Figure 11 – Metric displacement in “Shopi’s Feast” mm. 145-150 vs. 188-190 

(3 + 2 + 3) Accents in Mm. 144 – 151 
 
             [ 3       ] [+2  ] [ +3    ] [ 3        ] [+2  ] [+3      ] etc. 
 

 

 

 

 

 
(3 + 3 + 3) Accents Creating Metric Displacement in Mm. 188 – 190 

 
         [ 3         ] [+3         ][+3            ][+3        ][+3          ] [+3           ] [+3          ] [+3           ] 
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Once again at a faster tempo in 2/4, the “unannounced true Coda” (measures 191-202) 

quickly reaches a high register before a final (but atonal and abstract) B section excerpt 

(measures 204-207) and lastly the concluding two Coda measures with two high short notes. The 

ending of this caprice - and with it the finale of the Op. 24 set of caprices - is not at all a closure 

or a majestic ending but a thin, high-pitched, almost hasty ending of two short notes as if to 

depict a fainting of sorts after dancing oneself to death or at least sheer exhaustion. 

(RHYTHM)  As mentioned above, a feast of the Shop people consists of many fast group 

dances and different artistic presentations; notable characteristics of Shop dances are fast 

footwork and alternation between duple and triple meter. Christoskov represents these by 

employing running eighth notes in an 8/8 meter with the irregular meter division of 3+2+3, or 

triple-duple-triple.  The same rhythm and articulation are maintained throughout the first section, 

which ends in measure 26 followed by a measure of rest before the next section. The B section, 

as previously stated, stands in complete contrast to the A section. It begins in common time, but 

the section consists solely of long double-stops which, with a melody reminiscent of the Dies 

Irae depicting death or a standstill, are in stark contrast to the lively forward-driving motion of 

the previous section. The rhythm of the C section is a typical 2/4 dance rhythm with short 

articulation. This caprice's three sections are so diverse in rhythm that they create three 

independent sections, combined together into one multi-faceted composition. 

(TONALITY) There is a tonal center (of sorts) in the different sections of this caprice 

Op. 24 No. 24, but the addition of dissonant intervals and chromaticism quickly obscures its 

tonality. The A section begins on the pitch A for two measures and each two measures add onto 

that A; by the end of the section starting from measure 21, the tonal center is an octave and a 

fifth above on E, possibly in preparation of the B section. The B section's tonal center is E, which 
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is the bottom of the two voices/double-stops, and its melodic material sounds like the Western 

Dies Irae but instead represents a slow folk song using the diaphonic vocal style. Christoskov 

imitates the song's "loud, intense, open throat" singing style on the violin with the dynamic 

choice of fortissimo non vibrato, but also by accompanying the melody with an open string (the 

top string in this first B section) or a natural harmonic.  

While one singer performs the top and moving voice, two or more women sing the 
second static voice on the fundamental pitch. Usually the first voice izvikva (cries out), 
vodi (leads), izviva (whines) or trese (shakes), while the second voice buchi (roars), slaga 
(lays), or vlachi (trails behind). [It is] Performed with an open throat and intense sound.86  

 

The long B section spans from measure 28 to measure 108, but is interrupted three times by 

excerpts from the upcoming C section.  

 Contrasting to the open, loud, slow-moving and song-like B section, these interruptions 

are in a light giocoso dance-like character: the first two interruptions imitate a hen (or a Shop 

woman talking...) whereas the third, longer interruption in fortissimo dynamically prepares the 

return of the B section while maintaining the light character from the previous “interruptions.” 

The remainder of the B section (measures 89-108), which in its previous statements was on the 

dominant of the A section, is now transposed down a fifth in preparation of the shortened return 

of the A section, which is in its original key but an octave higher. The C section does not have a 

tonal center because it is comprised of chromatic improvisatory development in each measure 

and transpositions of whole measures up or down a half step. The Coda and the ending of 

“Shopi's Feast” feature chromaticism and motivic development, driving towards the last measure 

in a possible depiction of exhaustion after a long fast dance. 

 (CREATING OF NATIONALISM) “Shopi's Feast,” as already the title suggests, is a 

                                                
86 Blagomira Paskaleva Lipari, The Influence of Bulgarian Folk Music on Petar Christoskov, 10. 
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musical anecdote to the folkloric traditions of Bulgaria's Shop region and people. Christoskov 

incorporated the Shop dance characteristics through rhythm, the folk song material through 

melody, and the traditions through musical form. More so than any other caprice, Op. 24 No. 24 

is a perfect blend of Bulgarian folk idioms with twentieth-century Western music influences such 

as abstractness of form, dissonance of melodic material, and focus on rhythm rather than melody. 

The last of the set, “Shopi's Feast” gives a fitting closure to Christoskov's compositional style; 

the caprice demonstrates that despite extensive Communist regime restrictions in the beginning 

of his compositional career, by the late 1970s when composing "Shopi's Feast," Christoskov was 

familiar with new Western music techniques but still chose to integrate those techniques with the 

Bulgarian nationalist sentiment. 

4.4 Op. 1 vs. Op. 24 – Development of Compositional Style and Political Influence 

The difference in compositional style between Petar Christoskov's two sets of caprices is 

quite drastic: tonality is the first, most obvious difference when considering the two sets.  While 

Op. 1 is more tonal and does seem to have a key center, Op. 24 sounds atonal and none of its 24 

caprices have a key signature. The second most striking difference between the two is the overall 

character and style: the Op. 1 caprices are simpler, rhythmically more straightforward, and 

mostly based on Bulgarian folk dances from the Shop region, which prescribes their tempi to be 

faster. The Op. 24 caprices, on the other hand, are more complex and abstract in both rhythm and 

character, some of them still based on dances and traditions from the Bulgarian folk culture but 

also more impressionistic in that they describe natural phenomena like a sunrise or the flow of 

the Danube river. Therefore, many of the Op. 24 caprices are much slower, exploring different 

sounds and colors than the more technically-oriented Op.1 caprices.  
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 Naturally, a major factor in the development of Christoskov's compositional style in the 

twenty-some years between the two compositions is his improvement in and familiarization with 

composing, as well as his further artistic development as a teacher and composer. Another 

obvious influence is the changes to the composer's life and environment during a time span of 

twenty years. But particularly in twentieth-century Bulgarian composers' (and thus 

Christoskov's) case, the Bulgarian political climate and its changes play an important and 

meaningful role. 

 The political influence on everyday life in Bulgaria was unmistakably enforced, 

especially in the early years of the Communist Regime. An excellent example of how politics 

had their hand in musician's lives and governed composer's careers is Christoskov's op. 16 

Concerto for Big Symphony Orchestra, which was commissioned for the fiftieth anniversary of 

September 9th, the day Russia introduced the Communist Regime to Bulgaria. It is a masterpiece, 

which does not reveal the composer's political affiliation, as he could have simply focused his 

efforts on creating it in a way of finding the positive in the negative. Another example of 

political governance of the musical world in Bulgaria are the three compositions by Christoskov, 

Op. 13-15,87 which were commissioned for the annual Bulgarian National Festival “Svetoslav 

Obretenov,” one of the many festivals promoted and supported by the Communist government in 

order to advance nationalism. 

 An enormous part of Christoskov's stylistic development between his Op. 1 and Op. 24 

sets is the experience he gained in almost 25 years of composing; he explored different 

instruments and genres, experimented with arrangements and orchestrations, and was known to 

constantly review and revise his own compositions. However, I would argue that there is a third, 
                                                
87   Op. 13 (Suite No. 2 for Solo Violin), Op. 14 (Improvisation and Presto for Viola and Piano), Op. 15 (Fantasia 

for Solo Cello). 
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perhaps more important factor, which may have contributed to the composer's stylistic 

development: the influence of recurring and reactionary major political changes. Originating 

with Russian citizens but bleeding over to their Bulgarian protégés, a growing protest of the 

Communist Regime's values had been forming oppositions, which would eventually end in the 

Coup and overthrowing of the communist government in 1989. What this meant in Bulgaria was 

that there were fewer rules to follow and laws by which to abide (because they were not being 

enforced anymore), which meant freedom to practice the suppressed traditions, desires, and - for 

musicians and composers as well as artists – literature. The door to the exciting and forbidden 

Western culture was opened more and fascinated Eastern Europeans. Unfortunately, what it also 

meant was that the strong unions and attempts to conserve nationalism were crumbling, and with 

them funding for new productions and preservation of older works. It is therefore even today in 

Bulgaria, nearly impossible to find good literature on the past and compositions or artistic 

creations. Once all copies were sold, they were not replenished or reproduced simply because 

there were no funds. People who do own materials only lend them out unwillingly because they 

are frightened they might not get them back or they will be lost. 

The following sub-chapters will compare and contrast the caprices already analyzed 

above, before the next section of the document investigates the political impact. 

4.4.1 Op. 1 No. 1 “Prelude” vs. Op. 24 No. 24 “Shopi's Feast” 

The reason I selected these specific two caprices to compare and contrast was the 

similarity in sound of their opening materials. I was intrigued by the geometrical aspect of each 

caprice's placement within their respective set – the first set composed (or at least written down 

on a whim) in 1953, the second set in 1978 after twenty-five years of meaningful changes and 
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developments in Christoskov's life and environment. Other interesting aspects are the 

fundamental differences between the two sets of caprices: tonality vs. atonality, simple vs. 

abstract form, short vs. long, and technically challenging vs. extremely difficult. However, these 

two caprices on the two ends of each set are more similar to each other than different, inspiring 

one to wonder about the composer's stylistic preference and intentions to leave his mark on the 

composing world. 

 (SIMILARITIES) The recurring A section of “Shopi's Feast” is very similar to the 

“Prelude” because they both consist of continuously-running eighth notes in a forward-driving, 

fast, virtuosic tempo. Even the tonal center of A and the use of its double harmonic minor scale 

is the same in both caprices. Within the driving eighth notes of fairly regular time signatures (6/8 

for “Prelude,” 8/8 for “Shopi's Feast”) Christoskov alternates the distinctive Bulgarian folk idiom 

triple vs. duple meter in both caprices: in “Prelude” alternating 6/8 measures in 2 (3+3) and then 

in 3 (2+2+2), in “Shopi's Feast” within the 8/8 measure (3+2+3). Both caprices are extremely 

virtuosic and, through transposition, repetition, and motivic development, explore all registers of 

the instrument. Christoskov's own virtuosic talent and deep knowledge of the violin are 

represented in his skillful use of open sonorities (mainly open strings in “Prelude,” more natural 

harmonics in “Shopi's Feast”). In both caprices, the composer imitates the diaphonic vocal style 

of the Shop region of Bulgaria (measures 60 and 70 in “Prelude,” B section of “Shopi's Feast”). 

Moreover, both caprices are improvisatory in style: in “Prelude” the musical material is 

continuously developing in each measure from the previous measure(s), while in “Shopi's Feast” 

it emerges by adding onto the first statement with fifths, other intervals, and grace notes, while 

the rhythm and articulation are maintained.  

 (DIFFERENCES) The titles of the two caprices are different despite the similar melodic 
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material. The title “prelude” does not live up to the musical content in Op.1 No. 1; one probable 

reason for this is its straightforward and continuous form with only a few fermata breaks, as 

opposed to Op. 24 “Shopi's Feast’s” multiple and contrasting sections. Although the contrasting 

sections with different tempi and meter changes (as well as different articulations and colors) 

provide “Shopi's Feast” with more diversity, its abstract form and dissonant compositional style, 

especially with the dissonant high-pitched final note, make the caprice's musical direction less 

clear than in “Prelude” which ends on a clear A minor and then A major chord. 

(CONCLUSION) The main differences between the two caprices - tonality vs. atonality, 

consonance vs. dissonance, and clarity in form vs. abstractness - accurately represent the 

different compositional styles in Bulgaria during Communist Regime times and during the 

country's later, less restrictive political period. I found it intriguing that “Prelude” actually has 

the possibility of being dissonant (i.e. not implying as much Bulgarian folklore because of its 

title and form) yet it stays in the “nationalist realms” of being simple and tonal with a few 

incorporated Bulgarian folk features. "Shopi's Feast,” on the other hand, is full of folk idioms 

beginning with its title and musically depicting different dances and songs. It should actually not 

include dissonances (which do not exist in Bulgarian folk music), unless the composer was 

intending for the feast to become disturbed and distorted so that it musically depicts a 

polchrom88. Obviously, Christoskov probably did not have his Op. 24 set of caprices in mind 

when he was composing his first opus but the geometry and cross relationship between these two 

caprices do leave room for much discussion. 

88 Polchrom is a term I have learned (and believed really existed) from the lyrics of the musical “Fiddler on the 
Roof”; in “Fiddler on the Roof” the Russian military members’ unannounced arrival at Perchik and Hodel’s 
Jewish wedding (in order to interrupt the feast and cause damage so that the Jewish community is reminded of 
who is ‘above them’) is referred to as a “Polchrom”. 
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4.4.2 Op. 1 No.  9 “Harvester's Song” vs. Op. 24 No. 6 “Aria” 

I selected these two caprices specifically in order to compare and contrast what 

Christoskov does with works he has set in a slow tempo and how that remained or changed 

between the early 1950s and the late 1970s. As previously mentioned, the majority of 

Christoskov's caprices are based on folk dances that are usually in an upbeat, rhythmic tempo; if 

they are set in a slower tempo, they tend to imitate one of the slow folk songs which depict 

sadness or complaint. Op. 1's “Harvester's Song” consists of two sections, the second 

representing a dance in a more upbeat tempo, while Op. 24's “Aria” is a slow song throughout. In 

“Harvester's Song,” the summer heat and the taxing repetitive labor of harvesting are depicted 

through a slow tempo and a barely changing simple melody. “Aria” is a much more complex 

composition and invites for a more broad interpretation range. 

(SIMILARITIES) Aside from the similar choice of tempo, the two caprices could not be 

more different from each other at first glance. Yet both caprices carry titles that depict or imitate 

a song of some kind: “Harvester's Song” specifies that it is a song to be sung (and dance to be 

danced for its second section) during harvest season, while “Aria” could be any kind of song 

sung by any person or performed by any instrumentalist. Another similarity is the general 

descending motion in both caprices traditionally signifying a lament: in “Harvester's Song” 

almost every measure repeats the same descending three-note-pattern; even the dance section 

usually descends within the measure. “Aria” appears to gradually descend after a large leap as in 

measures 2 and 3 or 9 and 10. A further common aspect is the sensation of weight or burden that 

“Aria” and the song section of “Harvester's Song” portray, a typical slow folk song 

characteristic: the slow tempo, low tonal register, and thickness of the lowest string on the violin 

supply “Aria” with a weighty character whose origin is open to interpretation; in “Harvester's 
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Song,” repetition, recurring descending patterns, and simplicity to the extent of lack of creativity 

portray complaint, burden, and exhaustion.   

(DIFFERENCES) Although both caprices' titles depict songs, one is very specific to what 

kind of song it is as well as when it would be sung (harvest), while the other is very broad and 

generic (aria). “Harvester's Song” includes also a dance section, which contrasts the slow song 

section in many ways; however, it also offers absolution and optimism (happy, celebratory 

dance) after the hard work and complaint. “Aria” is slow, mysterious, and obscure throughout 

leading to a more abstract classification. Even though Christoskov does not lay emphasis on 

tonality and tonal center in his caprices, he very much does so in his “Harvester's Song” which 

poses another difference between the two caprices: “Harvester's Song” is in E Minor with an A 

Major middle section while “Aria” is chromatic and atonal. The two caprices were composed 

using contrasting tonal registers: while “Harvester's Song” is mostly mid-range (E above middle 

C is the lowest note except for measures 89 and 90 which have two low notes because of a 

double-stop), “Aria” was composed to be performed completely on the G string, the lowest string 

of the violin. These features allude to the light simple nature of “Harvester's Song” and the deep 

mysterious character of “Aria.” In general, “Harvester's Song” (unlike the majority of 

Christoskov's caprices) is rather simple formally and structurally, while “Aria” is free and 

abstract, not following any rules; in addition, the difference in both caprices is quite striking 

between simple folk vs. abstract atonal and easy vs. technically challenging. 

(CONCLUSION) These two caprices are not only another example demonstrating the 

main differences between Christoskov's two sets, but also are two of the few caprices that 

portray these differences in a somewhat stark manner: not many of the Op. 1 caprices are set in a 

clear key and are as simple as “Harvester's Song,” and most of the Op. 24 caprices are still quite 
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heavily based on Bulgarian folk characteristics whereas “Aria” is one of the only non-folk 

caprices. The differences of simple folk vs. abstract, Bulgarian folk vs. worldy, technically 

simple vs. challenging, light vs. heavy, tonal vs. atonal, and repetitive vs. through-composed are 

clear examples of the development between Op. 1 and Op. 24 and Christoskov's tendency 

towards a more “updated” twentieth-century writing style in his advanced compositional career. 

 

4.4.3 Op. 1 No. 10 “Short Toccata” vs. Op. 24 No. 23 “Toccata” 

 The titles are the main reason I chose to compare and contrast these particular two 

caprices. When Christoskov composed and named the Op. 1 “Short Toccata,” he was “belittling” 

the caprice to refer to its simplicity and shortness while it is not quite obvious why the Op. 24 

“Toccata” was named such. The differences between the two toccatas, however, are striking, 

which reveals the liberal twentieth-century composers' approach to conventional titles.  

 (SIMILARITIES) The titles are clearly one of the similarities between the two caprices, 

but some of their fundamental structure happens to be similar, as well: they are both based on a 

simple theme, which continually recurs throughout. In Op. 1, the main theme is molded into two 

more themes and gives the illusion of three different themes, which are repeated, transposed, or 

slightly inverted. In Op. 24 on the other hand, the main theme is continuously developed, 

reinvented, becomes more improvisatory, and sometimes constitutes part of a complex 

contrapuntal motive which, as the caprice develops, makes the theme difficult to highlight during 

a performance. In both caprices, Christoskov brings the theme back with double-stops: in Op. 1's 

“Short Toccata,” the theme is incorporated in the fourths passage starting in measure 24, while in 

Op. 24's “Toccata,” the theme appears in fifths (measure 9), major seconds (measure 31), and as 

a contrapuntal motive (as in all of Op. 1's) except over running notes (measure 60). Another 
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similarity between both toccatas is the use of common time with rhythmic manipulation applied 

by different compositional techniques. In Op. 1, irregular rhythm incorporated within the 

counterpoint manipulates the common time, while in Op. 24 it is alternated by beat emphasis 

displacement. Although at first sight both caprices are very different – Op. 1 with its running 

thirty-second notes throughout versus Op. 24 with pizzicato in pianissimo and many rests – in 

measures 43 and 60 of the Op. 24 caprice, the running sixteenth-note passage with the theme and 

drone does recall the structure of Op. 1's: Christoskov ultimately applies the same compositional 

technique in both caprices. 

(DIFFERENCES) Initially, the two caprices seem too different to even be discussed, but 

as investigated above, there are actually many similarities. While the Op. 1 toccata is tonal, folk-

like, and has a tonal center within each repeated phrase, the majority of Op. 24 is abstract, 

dissonant, extremely chromatic, and without any tonal centers. The earlier “Short Toccata” has a 

simple form, repetition is a predictable pattern throughout the whole caprice, and its musical 

material barely develops, whereas the later toccata is more diverse, improvisatory, and complex. 

The simpler, mostly single-voiced, earlier toccata could be performed by an advanced student, 

whereas the later toccata requires highly technical, almost professional skills in order to master 

the complex double-stops throughout the caprice.  

(CONCLUSION) In general these particular two caprices, Op. 1 No. 10 and Op. 24 No. 

23, with similar titles, are a great example of the main differences between Christoskov's two 

sets of caprices. The Op. 1 “Toccata,” though it bears a Western title and rhythm, is full of 

Bulgarian folk idioms representing the nationalistic compositional style in Communist Bulgaria, 

while the later “Toccata” is mainly abstract and atonal with only very few folk characteristics 

represented (which portrays the tendency towards a twentieth-century compositional style). The 
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two caprices are similar in regard to musical material and compositional style, which exemplifies 

the general tendencies maintained throughout Christoskov's career, even though his overall style 

became more experimental and westernized towards the end. 
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CHAPTER 5: AFTERMATH OF POLITICAL CLIMATE ON MUSIC AND PRINT 

TODAY 

The ethno-musicological aspect of this document was instigated by the difficulty of 

finding published scores of either set of Petar Christoskov's caprices. After the sellout of the 

previous editions and the most recent Sofia edition from 2000, which conveniently included both 

sets compiled into one, no reprint was ordered due to lack of resources.89 The supposedly most 

reliable location to purchase Bulgarian music scores, the bookstore of the Union of the Bulgarian 

Composers in Sofia, did not stock any music scores by Petar Christoskov, a celebrated Bulgarian 

performer, composer, and pedagogue who had lived within the last century and was still actively 

composing less than 15 years ago. Even current successful composers are barely represented due 

to the lack of funding for the cultural sector.   

The depletion of sources is an effect of the unstable political climate in Bulgaria since the 

fall of Communism in 1989. Undisputedly, a new government was needed, but the persons in 

charge since 1989 have not been able to stabilize and recover the country; on the contrary – 

chaos and corruption have dominated the agenda. For the music and arts this has been 

detrimental because the cultural sector has not been an issue of political interest and, thus, has 

not been replenished. At least, up-keeping the music and arts during Communism was a priority 

because the power of music over the people was understood. Bulgarian culture was politically 

governed, however it was being supported and promoted. 

As a result of political corruption and inflation, “the crime rate in Sofia, once a very safe 

city, had skyrocketed … since 1990” partly due to “the effects of escalating inflation” while “the 

89 Email correspondence from January 20, 2014 with Elisaveta Petkova, library director of the State Music 
Academy “Pancho Vladiguerov.” 
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salaries had not increased proportionally”.90 With the now open door to the West, talented and 

skillful Bulgarians fled the country in search of a better, more stable and secure life. At first, this 

community was comprised mostly of musicians and artists because they had a profession that 

could be sold worldwide. Eventually, more and more intelligent Bulgarians left their country of 

origin and embraced the new Western culture that they had been sheltered from for over half a 

century; these Bulgarians’ own ethnical background and traditions were left behind. It is today’s 

“young people’s interest in folk culture, [the so called] ‘third generation,’ grandchildren of 

former folk performers and listeners,”91 that is instigating the restoration and survival of 

traditions, but “it goes without saying that in order to continue, folk culture would need to be 

supported by cultural policy and new programs such as festivals, whose importance is now 

crucial”92 – a familiar idea from early Communist Regime times. 

 

Conclusion 

 Petar Christoskov's 36 Caprices for Solo Violin are a compilation of not only useful 

technical show-pieces that would enrich the existing violin and viola repertoire, but also a 

patriotic Bulgarian's intricate folk anecdotes set to quite unique music. Twenty some years of 

compositional development and changing political enforcements between the two sets of 

caprices demonstrate a significant shift, however, the underlying Bulgarian patriotism and desire 

to share Bulgaria's ancient musical culture are the basis in both Op. 1 and Op. 24. These 

collections are only two of many other great compositions not only by Christoskov but also other 

                                                
90   Donna A. Buchanan, Performing Democracy, 5. 
91   Anna Czekanowska, "Continuity and Change in Eastern and Central European Traditional Music," in Retuning 

Culture: Musical Changes in Central and Eastern Europe, ed. Mark Slobin, London: Duke University Press, 
1996: 97. 

92  Ibid, 93. 
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magnificent Bulgarian composers of the late nineteenth and twentieth centuries. The Bulgarian 

composers have gotten buried or lost among the various ongoing political difficulties that 

Bulgaria has been encountering and very few compositions have been exported out of the 

country. Unmistakably, Bulgaria's music would be of immense value and enrichment to the rest 

of Western music repertoire. 

 Fortunately, musicians in Bulgaria and around the world have realized the immense 

cultural value of their country's artistic output in the last two centuries and the necessary urgency 

of preserving it. In the last twenty years, authors have compiled information and published 

books, articles, and doctoral dissertations on Balkan and specifically Bulgarian cultural 

developments and its intricate folk music. This document and its research is a contribution and 

addition to the ongoing attempt of sharing Bulgarian culture with the rest of the world and 

raising awareness of the need for support. It joins a number of other American doctoral 

dissertations researching Christoskov's music and attempts to revive and maintain his music 

within Bulgaria: the Bulgarian National Radio Symphony Orchestra released a CD in December 

1999 with selected orchestra works by Christoskov as a tribute to his music and attempt to keep 

the audiences aware of it (for access to the rest of the world, some – not all - of the CD's works 

were posted on YouTube in December 2014). To remember Christoskov's performance 

virtuosity, a YouTube recording of his interpretation of the Saint-Saëns Violin Concerto was 

released in 2011. 

 "Over the last century, of course, folk culture has undergone serious transformation as a 

result of social, political, and economic changes,"93 but even with these transformations the 

ancient traditions and their values have been preserved just as they have five centuries before 

                                                
93 Anna Czekanowska, "Continuity and Change in Eastern and Central European Traditional Music," 92. 
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that. In an attempt to both transform but also re-create authenticity, the future continuation of this 

document will be to create and publish a viola arrangement of Petar Christoskov's 36 caprices. 
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APPENDIX A:  
Facsimile of 2000 edition of Caprices Op. 1 No. 1, 9, 10 and Op. 24 No. 6, 23, and 2494 

94 This appendix is reproduced with permission from the Library of the National Academy of Music “Prof. Pancho
Vlaigerov” from Petar Christoskov, Caprices for Solo Violin, Sofia: Musica Publishing House, 2000. 
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APPENDIX B: 

Transcriptions for Viola of Caprices Op. 1 No. 1, 9, 10 and Op. 24 No. 6, 23, and 24 
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