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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
alandmark 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
aunique 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 Aladar Toth wrote
the following about this concert: «...Segovia’s musicality in the ‘5™ 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”
(Toth, 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 apart 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 Espaiiolas 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 Espaiiolas
(1890) and Segovia’s guitar transcription of Spanish Dance No. 5 (Andaluza)
(1954) constitute the primary sources for the present research®. 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 Aladar Téth (1968). Recent
scholarship has also begun to reconsider Andrés Segovia’s transcriptions
from the perspective of performance interpretation rather than purely
technical adaptation. Anotable 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.

! The original piano source: Granados, E. (ca.1890-1892). 12 Danzas Espafiolas,
Op. 37. Barcelona: Pujol & C&, n.d. [1892], (Reprinted by Unién Musical Espafiola,
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 19" 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).

Andantino, quasi allegretto

0O
i © 3 7 ]
374 e ) 1 % L
- 2#1;115:#1, 3 %
EE ST T Egd—rd—F4 =43
= ==
3p4 ——r—— by 4
= = éJ 4 -+ F—= =)
3 * TEIEIT 7 BT
; ] ] T
e —— =
= =




14
ISSN 2519-4496 [Mpobnemu e3aemodii mucmeymea, nedazoeiku ma meopii i npakmuku ocsimu, 2026, sun. 79

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 (Ex. 2):

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

B L

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 11 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 (£x. 3):

Example 3. E. Granados, Spanish Dance No. 5 (Andaluza).
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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 (Ex. 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 aregister 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 (Ex. 5):
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Example 4. F. Chopin, Prelude in G major, Op. 28, No. 3.
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Example 5. E. Granados, Spanish Dance No. 5 (Andaluza).
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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 (Ex. 6):
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Example 6. E. Granados, Spanish Dance No. 5 (Andaluza).

Andantino, quasi allegretto

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 Bartdk’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 (Ex. 7):

Example 7. B. Bartok, Allegro Barbaro.
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Examples of this technique can be found not only in Bartok’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 6™ 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 V11 degree in E minor, then VI degree and tonic) (Ex. 8).

Example 8. E. Granados, Spanish Dance No. 5 (Andaluza).
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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 (Ex. 9):
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Example 9. E. Granados, Spanish Dance No. 5 (Andaluza).
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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 (Ex. 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 Riickblick (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 (Ex. 11).

Example 11. E. Granados, Spanish Dance No. 5 (Andaluza).
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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
asense of a bar-one shifted by an eighth, and then directly create
the sensation of an asymmetrically alternating time signature. In the 21%
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 2" and 5" beats emphatically (Ex. 12).
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Example 12. E. Granados, Spanish Dance No. 5 (Andaluza).

marcando

- —
20 .
%' }
ok = =
i T ——
E=
) #_ ;:*
oy T e
~" [ 4
),
HAJ;C:L D . . 1 ‘m‘:‘*' Ky e
S s
L

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 Espafiolas.

The guitar version

The idea of transposing “Andaluza” for gquitar 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 (Ex. 13).
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Example 13. E. Granados, Spanish Dance No. 5 (Andaluza), guitar version.

5
Andaluza

Andantino, quasi allegretto
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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 (Ex. 14).

Example 14. E. Granados, Spanish Dance No. 5 (Andaluza), guitar version.
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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 (Ex. 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 Espafiolas. 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,
Joaquin 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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«Anpaaycis» E. I'panagoca
Ta 1l peBOJIIOLIIHA TPpaHCKpuIList A rirapu A. Cerosii

Ilocmanoexa npoonemu. Tpanckpunyii 01 kiacuuHoi eimapu 6idiepanu 6usHa-
YanbHy poib Yy QopmysaHHi cimapHozo KoHyepmHoeo penepmyapy XX cmonimms,
npome apaudicysanns Anopecom Cezcogicto n’ecu «Andaluza» 3 npoepammnozo ¢op-
meniannoco yuxny «Danzas Espariolasy Ewnpixe I panmadoca 30e6inbuioco posens-
daembces auuie K 8UKOHABCHKA adanmayis gopmeniannozo meopy. Hedocmammuvo
00CTIONCEHUM 3ATUUIAEMBCA U020 3HAUCHHA K CAMOCMINIHO20 XYOOIUCHLO20 ABUWA,
WO CYMmMeBO 6NAUHYNIO HA PO3GUMOK JICAHPY MPAHCKPUNYIT Ma 2iMaApHo20 Muc-
meymeda 3a2anioMm.

2 Hlosioka ei0 peoaxuii. [deuo Ilasnoeuy —omMH i3 BUIATHUX Cy4acHHUX
YIrOPCHKUX TITAPUCTIB Ta KOMIO3UTOPIB. 3 1993 poky BiH cTaB naypearom 1-2 mpemiii
KUTbKOX TiTapHUX KOHKYpciB: y M. JXKopu (ITonbma), 13-ro MixkHapomHOTO KOHKYPCY
ritapuctiB B Ecrepromi Ta Bymanemrcekoro My3u4HOro KoHKypey (YropiuuHa),
MixnaponHoro koHkypcy ritapuctiB  Ha Kputi  (I'peuwist). Bin Takok  OyB
HArOpO/DKEHWH Ha KOHKypci kommosutopiB y Biapemko (Iramis) Ta orpuman
cruneHpiro 3onrana Komas mrs xommosuropiB y 1999 pomi. 3 1994 poky 3miiicHioe
COJbHI KOHIEPTHI TypHE, pagio- Ta TeneBi3iiHI TpaHcmamii y moHanm 30 kpainax
€spornu, A3ii, Appuku, Jlatuacekoi Amepuku Ta CLIA. /1. [laBnoBuu OyB mepiium
YTOPCHKUM TiTAapHCTOM, SIKM J1aB CONbHHMII KoHIepT y Kapueri-xoni B Hero-Fopky
(2005). Moro xommosurii BXomaTh 1O eK3aMeHAIiMHOL nporpamMu  TpiHITI-KOIEmKy
B JIoHIOHI Ta BHKOHYIOTHCS 1O BchoMy CBiTY. M. IIaBmoBHd € aBTOpOM eNeKTPOHHOI
MY3HWKH JUTS TakMX Memia, sk Sony Pictures Television, teixexkanam AXN Ta iH., a #oro
«11 AmertucriB» uis Titapu Oynu BumaHi apykapcekum jgomoM Ricordi & Co. Hapasi
BiH € ONHMM i3 HAaHYCHINTHIMNX BHKJAJadiB TiTApHOI TPH B YTOPIIWHI, MPOBOMSIIN
MancTep-KIIaCH 110 BChOMY CBITY Ta PETYIIPHO 3alpOMIYIOUHCH J0 XKypi MiKHAPOITHUX
MYy3WYHHX 3Marasb. (3a mamepianamu caiimy WWw.pavlovits.com).
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Mema, memoou ma noeusna o0ociioxycennsa. Memoiwo cmammi € cucmemue
Oocnidoicenns mpanckpunyii «Andaluza» Anopeca Cezosii sk 63ipys inmepnpemayii,
Wo BIOKpUNA HOBI BUPANCATLHI MOXMCIUBOCMI KIAcuyHoi eimapu. Buxopucmano
ICMOPUKO-KYIbMYPHUL, NOPIGHATLHUU, CMPYKMYPHO-AHATIMUYHUL MA 6UKOHABCLKUL
memoou docrioxcenns. Hayxkoea noeusna pobomu noaseac 8 auanisi mpaHckpunyii
He AK MexXHiuHoi adanmayii, a K meopuoi peiHmepnpemayii, wo NOEOHAIA KOMNO-
sumopcorui 3a0ym E. I'panadoca 3 mooicnueocmamu simapu ma 6UsHAYUIA NOOANb-
wiuii po3eumox 2imaprozo penepmyapy XX cmonimmsi.

Pesynomamu 0ocnioscenna. [lopisuanvrull ananiz opueinaibHoi popmenianoi
sepcii «Andaluza» ma ii cimapnoi pedaxuyii, 30ticnenoi A. Ceeogicio, guceimaug ocoo-
ausocmi (popmMomeopeHHs, Mero0uKu, 2apMOHii, pummiuHoi opeanizayii, gaxmypu
ma HayioHATLHO-CIMUTBLOBOL CKIA0080i mEopy. 30Kpema, YKa3aHo, wo MOHATbHICb
meopy (e-moll — E-dur) ma tioco cmpyxmypua opeanizayis 0aioms 3mozy eUKoHyeamu
io2o Ha cimapi be3 MpaHcnoHysanHs ma cymmesux 3min. Ilpoananizoeano cnocobu
mpancgopmayii popmeniannoi hakmypu y simapHy wisixom UKOPUCIAHHS XapaK-
MEPHUX BUKOHABCHKUX nputiomie: rasgueado (nmputiom naozsuuaiino epexmuo nio-
Kpecmoe Ha eimapi enizoou Tf ma xomnencye memumyuy pedykyiro eycmoi gopme-
niannoi axmypu npu i nepenecenni na cimapy), glissando (iioeo szacmocysanns
HA0ae meopy 6UPA3HO20 ICNAHCHKO20 KONOPUMY), HAMypaivHux @radxcoiemis (siKi
CMBOPIoIMb CNPABOi MACIYHULL 36VKOBULL ehekm, 800HOUAC He YCKIAOHIOIYU meX-
HIYHO BUKOHAHHA MEOPY), CneyupiuHoi aniikamypu ma iHwux 3acobis, wo He auule
30epizaiomv a8mMopcbKull 3a0YyM, d Ui NOCUTIOIOMb ICNAHCLKUT HAYIOHATLHULL KOLOPUM
xkomnosuyii. Omoarce, A. Ce2o8isi po3nizHae npuxoeanutl nomeHyian GopmenianHo2o
meopy E. Ipanadoca i po3kpus tio2o 3a 00NOMO2010 pemenbHO OIOPAHUX 2IMAPHUX
3ac00i8 8Upa3HOCMI.

Bucnosku. /losedeno, wo A. Ceeo6is ne minoku aoanmyeas meip E. [ panadoca
00 ModcIUusOCmell 2imapu, aie SUsABUS il KNPUXOBAHY NPUCYIMHICIbY ) CaMill KOMNO-
3UMOpCHKill noemuyi «AHOanyciiy, nepemeopusiiu NOMEHYIUHO SiMapHULl meKcm
Ha 00uH i3 cumeonie axademiunoi eimaproi kyaemypu XX cmonimms. Tpanckpunyis,
cmeopena A. Cezo8icio, € camocmiliHOIO XyO00ACHbOIO THMePNPemayicto, IKa cymmeso
PO3UUPULA BUPA3HI MONCTUBOCTT KIACUYHOI 2imapu, c@opmyeasuiu HO8y Mooeib
83A€MO0II KOMNO3UMOPCHKO2O MeEKCMY (KOMRO3ZUMOPCLKOI NOemuKi), IHCmpymeH-
ManvHoi cneyugixu ma UKOHABCHKOI MBOPHOCI (BUKOHABCHLKOI noemuku). Buxo-
nagcoki  piwenns A. Ceeosii He auwie He cynepedamv AGMOPCLKOMY 3a0yMY,
a HABNAKu, RNIOCUTIOIOMb HAYIOHATBHUL ICHAHCOKUL KOJIOPUmM MEopy md 3HAYHO
PO3UUPIOIONb 11020 MeMOpOo8o-supadicanvii mooicaueocmi. Tomy npoananizogana
MPAHCKPUNYIs. cmana 3paskom 0Jisk NOOATbUWUX 2IMAPHUX NEePeKaaoeHb ICNaHCLKOL
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gopmeniannoi my3uxu ma iCMOmMHO GNIUHYAA HA MEOPYICIb MAKUX KOMNO3UMOPIE,
axk @. M. Toppoba, X. Typina, M. Kacmenvtyoso-Tedecko ma bazamvox iHwiux, sKi
BUBHAYUNU PO3GUMOK AKAOEMIUHO20 2imaprozo penepmyapy XX cmonimms.

Knwuosi cnoea: meopuicmv Eupixe I panadoca;, Anopec Ceeosisa; Andaluza;
2imapra  MpaHcKpunyisy, —KIACUYHA 2imapa, ICNAMCbKA MY3UKd, 6UKOHABCHKE
MUCmMeymeo, eimapHuti penepmyap.

Cmammas naoitiuna do peoaxyii 21.05.2026,
pexomenoosara 0o opyky 1.06.2026, onpunioonena 29.06.2026.



