
9 
ISSN 2519-4496    Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти, 2026, вип. 79 
 

 

 

Розділ 1. | Section 1. 

АСПЕКТИ МУЗИЧНОГО ВИКОНАВСТВА ТА ІНТЕРПРЕТАЦІЇ 
ASPECTS OF MUSICAL PERFORMANCE AND INTERPRETATION 

 

UDC 780.614.131.071.2(460)(092):78.088 
DOI: https://doi.org/10.34064/khnum1-79.01 

 

Dávid Pavlovits 

University of Szeged Béla Bartók Faculty of Arts (Hungary), 
Associate Professor, Head of Guitar Department 

e-mail: paavlovits@gmail.com; ORCID іD: 0000-0003-4418-7623 
 

Granados’s “Andaluza”  
and a revolutionary guitar arrangement by Andrés Segovia 

 

The article examines Andrés Segovia’s 
guitar arrangement of Enrique Granados’s 
“Andaluza” (“Spanish Dance” No. 5) as 
a landmark phenomenon in twentieth-
century guitar culture. The study compares 
the original piano composition with 
Segovia’s transcription, demonstrating that 
the arrangement should be regarded not 
merely as a technical adaptation but as 
an independent artistic interpretation that 
significantly influenced the development 
of the classical guitar repertoire. Particular 
attention is paid to the work’s formal 
structure, melodic organization, harmonic 
language, rhythmic characteristics, 
flamenco idioms, and pianistic texture, 
as well as to the guitar-specific techniques 
introduced by Segovia, including glissando, 
rasgueado, harmonics, and idiomatic 
fingering. The research demonstrates, that 
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Segovia preserved Granados’s compositional concept while revealing new expressive 

possibilities of the guitar. The transcription became one of the milestones of twentieth-
century guitar performance and established a model for later arrangements 
of Spanish piano music. 
 

Keywords: Enrique Granados`s creativity; Andrés Segovia; “Andaluza”; guitar 

transcription; Spanish music; classical guitar performance. 
 
 

Statement of the problem.  

Throughout the twentieth century, guitar transcriptions played a decisive 

role in expanding the concert repertoire of the classical guitar. Among them, 

Andrés Segovia’s arrangement of Enrique Granados’s Andaluza occupies 

a unique position, transforming a celebrated piano miniature into one 

of the most frequently performed works of the modern guitar repertoire. 

Unlike many arrangements that merely adapt musical material to a different 

instrument, Segovia’s transcription reveals a new artistic conception while 

preserving the stylistic essence of Granados’s original. Andres Segovia 

played this piece as an encore in the Grand Hall of the Budapest Academy 

of Music on November 24, 1937, among other pieces, and Aladár Tóth wrote 

the following about this concert: “...Segovia’s musicality in the ‘5th Spanish 

Dance’ is truly remarkable. If at first he dazzled us with his instrumental 

virtuosity, he then immediately elevated his artistry with his crystal-clear 

formal purity. <...> The world-famous artist had to extend the program 

with countless encores in response to the audience’s thunderous applause” 

(Tóth, 1968: 361).  

Despite the work’s enormous popularity, its significance has usually 

been discussed either within the broader context of Granados’s piano music 

or as a part of Segovia’s editorial legacy. The transcription itself has rarely 

been examined as an autonomous artistic phenomenon that influenced 

guitar performance practice, transcription aesthetics, and the formation 

of twentieth-century Spanish guitar repertoire. This research addresses 

that gap by investigating the compositional, interpretative, and idiomatic 

principles that made Segovia’s version revolutionary. 
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Recent research and publications. The studies devoted to Granados’s 

12 Danzas Españolas primarily focus on the composer’s piano style, 

the national features of Spanish musical language, and the cultural context 

of late nineteenth-century Spain. Among the most significant contributions 

are the monograph by Walter Aaron Clark (2006), which examines 

Granados’s artistic legacy, and Carol A. Hess’s (2001) study of Spanish 

musical modernism. The history of Andrés Segovia’s performance and 

editorial activity has been comprehensively documented by Graham Wade 

(1983). The original piano edition of Granados’s 12 Danzas Españolas 

(1890) and Segovia’s guitar transcription of Spanish Dance No. 5 (Andaluza) 

(1954) constitute the primary sources for the present research1. Analytical 

aspects of Andaluza and issues of guitar transcription have been addressed 

by James Reyelt (2022), whose studies consider interpretative challenges and 

the adaptation of Granados’s pianistic idiom to the guitar. Broader questions 

concerning the interaction between Spanish dance traditions and the guitar 

repertoire are discussed by Richard T. Pinnell with Ricardo Zavadivker 

(1993). Contemporary and historical reception of Granados’s music is further 

reflected in the selected music reviews of Aladár Tóth (1968). Recent 

scholarship has also begun to reconsider Andrés Segovia’s transcriptions 

from the perspective of performance interpretation rather than purely 

technical adaptation. A notable example is the study by Djahwasi et al. 

(2024), devoted to Segovia’s transcription of J. S. Bach’s Chaconne from 

Partita No 2 in D Minor, BWV 1004. The authors argue that Segovia’s 

arrangements constitute acts of artistic reinterpretation, in which guitar 

idiomatic writing becomes an essential component of musical meaning. 

While this research substantially advances the understanding of Segovia’s 

transcriptional aesthetics, it is limited to the Baroque repertoire, leaving his 

transformative approach to Spanish piano music, including Granados’s 

Andaluza, largely unexplored. 

                                                
1 The original piano source: Granados, E. (ca.1890–1892). 12 Danzas Españolas, 

Op. 37. Barcelona: Pujol & Cª., n.d. [1892], (Reprinted by Unión Musical Española, 
Madrid, n.d. [1920, 1923]). Guitar version: Granados, E. & Segovia, A. (Arr.). (1954). 
Spanish Dance No. 5 (Andaluza). Washington D. C.: Columbia Music Co.  
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Despite a significant amount of scholarship, Segovia’s arrangement 

of Andaluza has not yet been examined as an independent artistic 

phenomenon that transformed both the expressive concept of the work and 

its place within the twentieth-century guitar repertoire. 

The purpose of this study is to investigate Andrés Segovia’s 

transcription of Enrique Granados’s Andaluza as an independent artistic 

achievement that redefined the expressive possibilities of the classical guitar 

and contributed to the formation of the twentieth-century guitar repertoire.  

The research methodology combines historical-cultural, comparative, 

structural, analytical, and performance-oriented approaches. Comparative 

analysis of the original piano score and Segovia’s guitar transcription 

makes it possible to identify both the preserved compositional features and 

the artistic transformations introduced by the arranger. Elements 

of performance analysis are employed to examine the idiomatic guitar 

techniques that determine the interpretative concept of the transcription. 

The scientific novelty of the study lies in interpreting Segovia’s 

arrangement not simply as a successful transcription but as a revolutionary 

artistic reinterpretation of Granados’s composition. For the first time, 

the transcription is considered simultaneously from compositional, 

performative, and organological perspectives, demonstrating how Segovia 

transformed pianistic texture into an idiomatic guitar language while 

preserving the stylistic identity of the original. The study also reveals 

the decisive influence of this arrangement on the subsequent evolution 

of twentieth-century guitar repertoire and performance aesthetics. 

Research results. 

The original version of Andaluza  

Enrique Granados’s early piano work, Danzas Espanolas (Spanish 

Dances), remains one of his most popular works to this day, having 

enjoyed considerable success after its publication in Barcelona between 

1882–1885. And this is no coincidence: this cycle of twelve pieces, 

together with Albéniz’s Piezas de Salon, was the first to raise Spanish 

piano music to the level of 19th century European music.  
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At this time, Grieg enjoyed extraordinary popularity in Spain 

(his Piano Concerto in A minor was first performed here by Granados 

himself after his return to Barcelona), and his influence is clearly evident 

in the Danzas Espanolas cycle. In addition, we can also detect traces 

of Schumann’s and Liszt’s pianistic style, but despite all this, Granados’s 

emerging individual voice shines through in the pieces.  

The fifth piece in the series, Andaluza, like Albéniz’s Asturias, 

became an extremely popular and frequently played piece thanks to its 

later transcription for guitar by Andrés Segovia. To understand the reasons 

for this, we must first examine the original piano version.  

At first glance, the dance is easy to understand in terms of form, with 

an A-B-A structure, marked Andantino, quasi allegretto in E minor, and 

an Andante middle section in E major. The 6/8 pulse is replaced by 3/4 

in the middle section, in a manner characteristic of flamenco.  

Before the melody that forms the theme of the dance enters, 

a three-bar introduction thunders in with an ostinato accompaniment, 

fading from forte to pianissimo. This is also a characteristic flamenco 

effect (but often heard in other folk music as well): before the melody 

appears, the band plays only the chords and rhythm for a long time, until 

the beat flows through the musicians’ veins. Here, this pulsation is 

basically provided by the left hand, which obsessively repeats the fifth 

of the E minor chord, adding a special flavor and piquancy with its A# 

embellishment (Ex. 1): 

Example 1. E. Granados, Spanish Dance No. 5 (Andaluza). 
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The tonic note E is only heard in the first beats, and the right hand also 

only plays every other beat for the time being, with the characteristic, 

so-called esz-tam accompaniment with its sliding sixteenth notes.  

This immediately brings to mind the witchcraft-like rhythmic clapping 

accompaniment of flamenco ensembles, where, in addition to similar E-flat 

roles, numerous slurred accents further complicate the rhythmic structure, 

often leading to a fascinating overall picture that, like African drum music, 

can create an ecstatic atmosphere.  

The opening notes of the melody, i.e., the ascending seconds E-F#-G, 

immediately provide the basic motif for the entire piece, as we hear this 

opening again in the middle section, “slowed down” using augmentation 

technique, but the closing motif of section A, written with ornamentation, 

also echoes this upbeat, and the melody ends with this temperamental 

gesture at the end of the piece.  

Following the upbeat, the theme displays interesting characteristics 

in terms of both rhythm and harmony. The usual 3+3 pattern of the 6/8 

pulse is somewhat disrupted right at the beginning by the slightly elongated 

rhythm starting on the second eighth note and the A note with emphasis 

on the fifth eighth note (Еx. 2):  
 

Example 2. E. Granados, Spanish Dance No. 5 (Andaluza). 

   

 

 

Thanks to the shifted accents, the hidden polyrhythmic nature 

of the musical fabric is apparent right from the start of the melody, which is 

characteristic of the temperamental Andalusian flamenco dances, as it is no 

coincidence that this dance bears the title Andaluza.  
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From a harmonic point of view, it is interesting to note that the E minor 

(tonic) and then the II degree seventh chord, which sounds with a 4-3 delay, 

is followed by the dominant only on the first beat of the following bar and 

only for an eighth note, immediately giving way to the tonic chords that 

continue to rumble in the ostinato (Еx. 3): 

Example 3. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

This somewhat unusual arrangement of the basic functions is 

reminiscent of a slow, delayed movement of a bow stretched to breaking 

point, from which the arrow shot at the last moment, instead of flying 

a long distance, immediately falls to the ground, and the real event is not 

the shooting of the arrows, but rather, say, the absent-minded rummaging 

in the quiver. All this suggests a kind of hidden, subtle “Catalan” humor 

lurking beneath the serious “Andalusian” surface of the piece.  

The variability of the accompaniment deserves special attention. 

After the introductory three bars, we might expect the ostinato, which 

had been played with both hands, to be taken over by the left hand alone, 

with the melody creeping in above it, as in Chopin’s Prelude in G major, 

Op. 28, No. 3 (Еx. 4). 

In contrast, in Granados’s work, the accompaniment changes 

significantly from the moment the melody enters: the left hand outlines 

the harmony with wide tenths, and the offset sixteenth notes are placed 

in a register close to the melody, thus achieving a much fuller sound. 

However, at the end of each short melodic section, he returns to the ostinato 

or some variation of it, as in measure 11, where the left hand plays the fifth 

of the chord in a syncopated formula, without any embellishments (Еx. 5): 
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Example 4. F. Chopin, Prelude in G major, Op. 28, No. 3. 

 

Example 5. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

It is worth mentioning here the 1939 Milan recording by Italian pianist 

Arturo Benedetti Michelangeli, in which he interprets this piece with 

surprising contrasts in tempo, playing the ostinato sections at an almost 

unrecognizably fast tempo, transforming them into a tremolo-like 

theatrical effect, and the dance-like character is only heard when 

the melody enters (Еx. 6): 
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Example 6. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

This technique of changing the accompaniment is strongly reminiscent 

of the structure of Romantic guitar pieces by, where the rhythmic, rich and 

deep-register accompaniment changes with the entry of the melody out 

of necessity, as it would be technically impossible to play both 

simultaneously on one instrument without changing them. In addition, 

Granados’s texture, written for piano in his Andaluza, can be transposed 
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to the guitar with surprising ease and minimal changes, as if it had been 

written for that instrument.  

This alternating relationship between melody and accompaniment 

easily brings to mind Bartók’s Allegro Barbaro, in which, in a similar way, 

every melodic motif is followed by a return to the deep register, with truly 

barbaric F-sharp minor chords (Еx. 7): 
 

Example 7. B. Bartók, Allegro Barbaro. 
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Examples of this technique can be found not only in Bartók’s work, but 

also in that of many of Granados’s Spanish contemporaries, such as 

Albéniz, de Falla, and other Catalan composers. In fact, one of the greatest 

Spanish masterpieces for piano of the period is actually the work 

of the French composer Maurice Ravel, Alborada del gracioso, which is 

a unique synthesis of accompaniment and melody: the ostinato functions as 

a melody, and the melody functions as an accompaniment, so they cannot 

be separated as sharply as in the case of Andaluza. Interestingly, when 

Sviatoslav Richter, known for his vast repertoire, was asked why he did not 

play Spanish music, he named this piece by Ravel as almost the only 

“Spanish” piece that met his standards.  

Returning to the Andaluza, it should be noted that the melody 

“modulates” to the parallel major key with the help of a characteristic 

so-called “Chopin chord” in the second “run-up” (from the 6th beat), which 

does not even resolve the 6–5 delay. Although this cannot be called a true 

modulation, as it barely touches the key of G major, it then leads back to 

the basic key with a typically Spanish, modal-colored chord progression 

(natural VII degree in E minor, then VI degree and tonic) (Еx. 8). 

Example 8. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

It is worth examining the motif that closes the first major unit 

of the melody in bar 11, which ends not on the tonic but on the lower 

fifth (Еx. 9): 
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Example 9. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

The melody’s somewhat resigned descending sixth, as well as the fact 

that it does not return to E (the first degree of the scale), which suggests 

complete calm and closure, reveal an important characteristic of the entire 

piece: the rounding off of the thematic material, reminiscent of sighing and 

gazing into the distance. If we observe the melodic endings of the main 

phrases of the fast section (Andantino, quasi allegretto), it is easy to see 

that none of them end on E, which would provide true rounding off. 

The aforementioned melodic ending that closes the piece also curves to G#. 

In contrast, the phrases of the calmer, more peaceful middle section return 

reassuringly to the first degree of the E major scale, although interestingly, 

the bass note prevents a complete sense of closure, as the G# means that we 

hear a sixth chord on the first degree, as a half-cadence (Еx. 10). 

Example 10. E. Granados, Spanish Dance No. 5 (Andaluza). 
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It would be difficult to determine how conscious this phenomenon is 

in Granados’s, but this mysterious phenomenon of “not being able to settle 

down” conceals something of Schubert’s Wanderer’s sense of life, 

the restless and unhappy state of mind of a homeless wanderer who is 

always forced to travel on. Incidentally, the relationship between parts A 

and B may also evoke in the listener the world of Schuber’s songs: this 

is not a mere juxtaposition of minor and major keys, but here the happier, 

peaceful E major of the middle section actually creates an illusory mood, 

such as the image of long-lost happiness in Schubert’s Rückblick (Looking 

Back) from the Winterreise cycle (G minor – G major).  

The melody, which restarts in bar 13 – perhaps precisely for the sake 

of a transitional, unrealistic rounding off – wedges a 3/8 internal extension 

before the closing note of the melody, in which a “tart” dominant ninth 

chord also sounds (Еx. 11). 

Example 11. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

The true Spanish passion and fervor only bursts forth after all this, 

from the twentieth bar, where the melody is already filled with octave 

doublings and even chord tones, and the shifted accents initially create 

a sense of a bar-one shifted by an eighth, and then directly create 

the sensation of an asymmetrically alternating time signature. In the 21st 

beat, Granados did not write the accents in his score, but the preceding beat 

and the rhythmic structure of the melody clearly suggest that the performer 

should play the 2nd and 5th beats emphatically (Еx. 12). 
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Example 12. E. Granados, Spanish Dance No. 5 (Andaluza). 

 

In this section, we can also observe how much the composer’s piano 

music in such an early work differs from, for example, Albéniz’s 

Suite Espanol, as the shaping of Granados’s melodies is less symmetrical, 

less predictable, often revealing a distinctly sophisticated thinking, 

while the arrangement is richer and more multi-layered, already suggesting 

the idea of orchestral instrumentation. It is no coincidence that 

Lamote de Grignon’s composer friend, and later several other Spanish 

composers, worked on the orchestration of Danzas Españolas. 

The guitar version  

The idea of transposing “Andaluza” for guitar first arose 

in Andrés Segovia, as with Asturias, and from the moment the transcription 

was completed and presented, it became an almost permanent part 

of  his  repertoire. Although it cannot be ruled out that Miguel Llobet 

also attempted to adapt the work, there is no concrete evidence of this, 

as he did not write down many of his transcriptions.  

The following can be said about the guitar version in summary (Еx. 13). 



23 
ISSN 2519-4496   Проблеми взаємодії мистецтва, педагогіки та теорії і практики освіти, 2026, вип. 79 

 
 

 

Example 13. E. Granados, Spanish Dance No. 5 (Andaluza), guitar version. 
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1. The key (E minor, E major) and structure of the work make it 

perfectly possible to play it on the guitar in its original key without any 

significant changes, and the frequent use of open strings gives it a natural 

instrumentality, just as if it had been written for the guitar in the first place.  

2. The fortissimo sections can be emphasized extremely effectively 

on the guitar using the rasgueado technique discussed in Asturias, which 

sufficiently compensates for the slight reduction in the piano’s broad 

texture on the guitar. In fact, we can safely say that this allows 

the emotional climaxes of the piece to sound even more explosive than 

on the piano (which is probably why we hear them less often in the original 

version than on the guitar). This is indicated in the accompanying score 

by a single arpeggiato (B major chord). Although Andres Segovia – as is 

evident from several of his statements – was averse to the use of flamenco 

techniques, in certain cases even he could not resist using them, as they 

bring so many new colors to the interpretation of Spanish pieces (Еx. 14). 

Example 14. E. Granados, Spanish Dance No. 5 (Andaluza), guitar version. 

 

3. The short glissandos suggested by Segovia give the piece a very 

special Spanish flavor. Segovia often used this technique on the guitar, 

inspired primarily by the Spanish-inspired violin pieces of Lalo and 
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Sarasate, following in the footsteps of the great guitarists of the past, 

Tarréga and Llobet. Transcriptions of violin pieces also inspired 

this imitation of string instruments, such as Segovia’s transcription 

of Joaquin Malats’s Serenade, which remains a popular guitar piece 

to this day. The glissandos can be heard at the end of bars 25, 27, and 31 

in the accompanying score example (Еx. 15): 

Example 15. E. Granados, Spanish Dance No. 5 (Andaluza), guitar version. 
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4. From the second half of the middle section onwards, the glass tones 

(natural harmonics) used by Segovia lend the work a truly magical effect 

without making it technically difficult to perform.  

Conclusion.  

This article analyzes “Andaluza” from E. Granados’s seminal piano 

suite Danzas Españolas. It explores both the original piano version and 

the celebrated guitar arrangement by Andrés Segovia, which has arguably 

become the piece’s most influential iteration. Furthermore, this study 

investigates the specific technical and interpretive challenges inherent 

in Segovia’s transcription. 

The comparative analysis of Granados’s original piano score and 

Segovia’s guitar transcription demonstrates that Andaluza occupies 

a unique position in the history of twentieth-century guitar literature. 

Segovia’s arrangement cannot be regarded merely as a technical adaptation 

for another instrument; rather, it represents an independent artistic 

interpretation that successfully combines fidelity to Granados’s musical 

language with the idiomatic resources of the classical guitar. 

The study shows that the original composition already possesses 

numerous structural and textural characteristics naturally suited to 

the guitar, including its tonal organization, melodic contour, rhythmic 

flexibility, and alternation between melodic and accompanimental layers. 

Segovia recognized these latent possibilities and further developed them 

through carefully selected guitar techniques such as rasgueado, expressive 

glissandi, natural harmonics, and idiomatic fingering. These additions 

do not distort the composer’s intentions but instead reinforce the Spanish 

national character of the work while expanding its expressive palette. 

The research further demonstrates that Segovia’s transcription became 

a model for subsequent guitar arrangements of Spanish piano repertoire and 

significantly influenced composers such as Federico Moreno Torroba, 

Joaquín Turina, Mario Castelnuovo-Tedesesco, and many others who 

contributed to the development of the modern guitar repertoire. As a result, 

Andaluza became not only one of the most beloved concert pieces for 
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guitar but also an important milestone in establishing transcription as an 

independent creative practice within twentieth-century guitar performance. 

The findings allow us to formulate a broader conceptual conclusion: 

Segovia did not simply transcribe Granados’s Andaluza for guitar – he 

fundamentally transformed its artistic destiny. While preserving 

the composer’s musical language, he created a new performative model 

that established Andaluza as one of the defining works of the twentieth-

century classical guitar repertoire. In this sense, the transcription should be 

understood not as an arrangement but as a landmark act of artistic 

interpretation that influenced the subsequent development of guitar 

performance and repertoire. Segovia did not merely adapt the work 

to another instrument; he revealed the guitar that was already latent within 

Granados’s pianistic writing. 
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«Андалусія» Е. Гранадоса  

та її революційна транскрипція для гітари А. Сеговії 
 

Постановка проблеми. Транскрипції для класичної гітари відіграли визна-

чальну роль у формуванні гітарного концертного репертуару ХХ століття, 
проте аранжування Андресом Сеговією п’єси «Andaluza» з програмного фор-
тепіанного циклу «Danzas Españolas» Енріке Гранадоса здебільшого розгля-
дається лише як виконавська адаптація фортепіанного твору. Недостатньо 

дослідженим залишається його значення як самостійного художнього явища, 

що суттєво вплинуло на розвиток жанру транскрипції та гітарного мис-
тецтва загалом. 

                                                

2  Довідка від редакції. Да́вид Павлович – один із видатних сучасних 

угорських гітаристів та композиторів. З 1993 року він став лауреатом 1-2 премій 

кількох гітарних конкурсів: у м. Жори (Польща), 13-го Міжнародного конкурсу 

гітаристів в Естергомі та Будапештського музичного конкурсу (Угорщина), 

Міжнародного конкурсу гітаристів на Криті (Греція). Він також був 

нагороджений на конкурсі композиторів у Віареджо (Італія) та отримав 

стипендію Золтана Кодая для композиторів у 1999 році. З 1994 року здійснює 
сольні концертні турне, радіо- та телевізійні трансляції у понад 30 країнах 

Європи, Азії, Африки, Латинської Америки та США. Д. Павлович був першим 

угорським гітаристом, який дав сольний концерт у Карнегі-холі в Нью-Йорку 

(2005). Його композиції входять до екзаменаційної програми Трініті-коледжу 

в Лондоні та виконуються по всьому світу. Д. Павлович є автором електронної 

музики для таких медіа, як Sony Pictures Television, телеканал AXN та ін., а його 

«11 Аметистів» для гітари були видані друкарським домом Ricordi & Co. Наразі 

він є одним із найуспішніших викладачів гітарної гри в Угорщині, проводячи 

майстер-класи по всьому світу та регулярно запрошуючись до журі міжнародних 

музичних змагань. (За матеріалами сайту www.pavlovits.com). 
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Мета, методи та новизна дослідження. Метою статті є системне 

дослідження транскрипції «Andaluza» Андреса Сеговії як взірця інтерпретації, 
що відкрила нові виражальні можливості класичної гітари. Використано 
історико-культурний, порівняльний, структурно-аналітичний та виконавський 
методи дослідження. Наукова новизна роботи полягає в аналізі транскрипції 

не як технічної адаптації, а як творчої реінтерпретації, що поєднала компо-
зиторський задум Е. Гранадоса з можливостями гітари та визначила подаль-
ший розвиток гітарного репертуару ХХ століття. 

Результати дослідження. Порівняльний аналіз оригінальної фортепіанної 
версії «Andaluza» та її гітарної редакції, здійсненої А. Сеговією, висвітлив особ-

ливості формотворення, мелодики, гармонії, ритмічної організації, фактури 

та національно-стильової складової твору. Зокрема, указано, що тональність 
твору (e-moll – E-dur) та його структурна організація дають змогу виконувати 
його на гітарі без транспонування та суттєвих змін. Проаналізовано способи 

трансформації фортепіанної фактури у гітарну шляхом використання харак-

терних виконавських прийомів: rasgueado (прийом надзвичайно ефектно під-
креслює на гітарі епізоди ff та компенсує неминучу редукцію густої форте-
піанної фактури при її перенесенні на гітару), glissando (його застосування 

надає твору виразного іспанського колориту), натуральних флажолетів (які 
створюють справді магічний звуковий ефект, водночас не ускладнюючи тех-

нічно виконання твору), специфічної аплікатури та інших засобів, що не лише 

зберігають авторський задум, а й посилюють іспанський національний колорит 
композиції. Отже, А. Сеговія розпізнав прихований потенціал фортепіанного 
твору Е. Гранадоса і розкрив його за допомогою ретельно дібраних гітарних 

засобів виразності. 

Висновки. Доведено, що А. Сеговія не тільки адаптував твір Е. Гранадоса 
до можливостей гітари, але виявив її «приховану присутність» у самій компо-

зиторській поетиці «Андалусії», перетворивши потенційно гітарний текст 
на один із символів академічної гітарної культури ХХ століття. Транскрипція, 
створена А. Сеговією, є самостійною художньою інтерпретацією, яка суттєво 

розширила виразні можливості класичної гітари, сформувавши нову модель 
взаємодії композиторського тексту (композиторської поетики), інструмен-
тальної специфіки та виконавської творчості (виконавської поетики). Вико-
навські рішення А. Сеговії не лише не суперечать авторському задуму, 

а навпаки, підсилюють національний іспанський колорит твору та значно 

розширюють його темброво-виражальні можливості. Тому проаналізована 
транскрипція стала зразком для подальших гітарних перекладень іспанської 
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фортепіанної музики та істотно вплинула на творчість таких композиторів, 

як Ф. М. Торроба, Х. Туріна, М. Кастельнуово-Тедеско та багатьох інших, які 
визначили розвиток академічного гітарного репертуару ХХ століття.  

 

Ключові слова: творчість Енріке Гранадоса; Андрес Сеговія; Andaluza; 
гітарна транскрипція; класична гітара; іспанська музика; виконавське 

мистецтво; гітарний репертуар. 
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