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OCOBJIMBOCTI CTUIIO ®JIAMEHKO B I'ITAPHIA MY3HUIII XX CTOJIITTSA

Y cmammi 0ocniosiceno ghopmysanns i winsgxu 6UHUKHEHHSL 2iIMAPHO20 BUKOHABCHKO20 CHIUIIO
@namenxo. Oxapaxmepuzogarno cmuio PrameHKo 3a2aiOM, HABEOeHO KilbKa 6apianmié NOACHEHb
cmumo @Pnamenxo. IIpoananizoeano ponv CKIA008UX 4ACMUH 8UKOHABCLKOI 2pynu, W0 GUKOHYIOMb
meip Paamenxo ma ix ¢yuxyii' y euxonanni @namenxo. Oxpecieno icmopuuHuil wiax Gopmyeanus
cmumo @Pnamenxo. Po3kpuma cmunbosa ocobaugicms 8UKOPUCTNAHHA CReYUDIUHUX NPUTIOMIE 2pu Ha
eimapi npu euxkonauHi cimapucmamu my3uku Pramenko. IIpoananizoeano mamepianu Cy4acHux
oocnionuxie ma euxkonasyie Puamenko. 3pobaeno cnpoby sudinumu cneyudiuni 0cooIU80Cmi CMUNIO
Dnamenko 6 2iMapHOMy UKOHABCMSI, WO 0acmv 3Mo2y 2nubuie 3po3ymimu mpaouyii 6UKOHAHHA
Dnamenko Ha 2imapi.

Kniouoei cnosa: @namenxo, cimapa, kynemypa, Anoanycis, Maspumarncoka Kyiemypa, pomu,
2imapHe 6UKOHABCHIBO.
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MpErnoiaBaTeib

BunHu1KMi1 rocy1apcTBEHHBIN M€JarOrHY€CKU YHUBEPCUTET
nmenu Muxaunna Koiro0uHcskoro

Enena SIxumuyk

KaHJUAAT UCKYyCCTBOBEACHNUS, CTapIINii IIPEI01aBaTeNb
BunHukuii rocyjapcTBeHHbIN MEJAroruuecKuii YHUBEpCUTET
nMmenn Muxanina KomroOnHChKOro

Haranabsa YTemesa

MpenoaaBaTeib

BunHuKHi1 rocy1apcTBEHHBIN MeJarOri4eCKuil YHUBEPCUTET
nMeHn Muxaiiina KomroOnHCEKOTo

OCOBEHHOCTH CTUJIA ®JJIAMEHKO B THTAPHOM MY3BIKE XX BEKA

B cmamve uccnedosano gopmuposanue u OCHOGHbIE NYMU BO3HUKHOBEHUS 2UMAPHO20
ucnonnumenvckoeo cmuna @Pnamenxo. Oxapaxmepuzogan cmuns Pramenko 8 yenom, npugeoeHbvl
HeCKONbKO  sapuanmos onpeodenenuii cmuia Pramenxo. Ilpoananusuposana pois OmMOenbHbix
COCMABHbIX yacmell UCNOTHUMENbCKOU 2PYnnbl, UCHONHAIOWUX Npouzsedenue U ux QYHKyuu 6
ucnoanenuu @Pnamenxo. Ouepuen ucmopuieckuti nymo opmupogarus cmuns Pramenxo. Packpvima
cmunesas 0cobeHHOCHb UCHONb308AHUSI CNeYUDUUECKUX NPUEMOS8 USPbl HA 2Uumape npu UCHOJIHEHUU
my3sviku Dramenxo eumapucmamu. [poananusuposanvl mamepuanvl cO8peMeHHbIX uccredogameneti u
ucnonnumeneti @namenxo. Ilpednpunsma nonvimxa evloeaums cheyuguueckue ocobenHocmu Cmuis
Dnamenko 6 cUMAPHOM UCHOTHUMENLCMEE, YMO NO3GOAUM JTyYule NOHAMb MPAouyuu UCHOTHEHUs
Dnamenxo Ha eumape.

Knwouesvie cnosa: @namenxo, eumapa, xynvmypa, Anodanycus, Maspumanckas Kyavmypa,
POMbL, 2UMAapHOe UCNOTHUMENbCMEO.
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FEATURES OF FLAMENCO STYLE IN THE GUITAR MUSIC
OF THE XX CENTURY

Polyculture tendencies are traced in many forms of art. The modern world, with the
possibilities of rapid communication and globalization, brings together the cultures of different
countries, different ethnic and religious groups. In the field of musical performance, it also unifies the
ways of communicating the musical image through the performance of music on the instrument. So,
the guitar, becoming a classic academic instrument in the twentieth century, began to be used in all
corners of our planet. Music that was performed in only one socio-cultural environment, with its own
peculiarities, is now performed worldwide by musicians from different countries.

The purpose of the article is to understand, analyze, and deepen the study of the style of
Flamenco. The content of the article reflects the main features of the flamenco style in guitar music of
the twentieth century. The study of the problems involved musicologists, critics and singers, guitarists
Ukraine and abroad.

Origins of Flamenco style is the subject of disagreement. Spanish Dictionary, primarily
explains the creation of the style by the Spanish Gypsies. Of the hypotheses regarding its origin, there
are widespread statements that flamenco developed through intercultural exchange between
representatives of Andalusia, Gypsies, Castilians, Moors and Sephardic Jews who lived in Andalusia.

Flamenco in its strictest sense, is a professionalized art-form based on the various folkloric
music traditions of southern Spain in the autonomous communities of Andalusia, Extremadura and
Murcia. Singing and dancing are accompanied by playing the guitar and castanets. Flamenco’s dance
and accompanying guitar music come from southern Spain in the Andalusian region associated with
Gypsies.

The Flamenco style has many common features with the Moorish musical culture, and this is
the result of the emigration of the Moors from the African continent to Spain. Mauritania is an Islamic
republic in northwestern Africa, bordered by the Atlantic Ocean, Senegal, Mali, Algeria and Western
Sahara. Moorish music is influenced by the Arab tradition. Traditional musical instruments — harps
(ardyn), drums (tbal, daguma), kalyam, bark, kusal (noise), lute (gambra, tidinit), membrane players,
rbab (or rebab — bow), tom-toms, flutes (zamzaya, neffara).

From XVI century, flamenco in Spain existed in the underground as popular art Andalusian
Gypsies. And only in the twentieth century, when the instrument of the guitar acquires its modern
structure. Flamenco comes out of the underground and, at the same time, begins to quickly improve,
embodying all the centuries-old folk traditions. And as you know, advanced guitar performers have
been able to perform virtuoso music, music that is filled with a wide dynamic and timbral spectrum.

The performance of flamenco music on the guitar is accompanied by rhythmic tapping on the
upper deck of the guitar body, and used typical attacks on muted strings, which simulated percussion
instruments.

In the performance of flamenco on the guitar, the main role is given to rhythmic
accompaniment. This feature encourages artists to use techniques that imitate percussion instruments.
In the XX century flamenco guitar technique clearly entrenched basic tricks colorful, which traces the
cultural traditions of African Moors. And as you know, in the musical culture of the African Moors the
main instruments were (still remain) a string instrument — tidinitis and gambra (lute with four strings)
and a percussion instrument — thal. It is the sound of strings with rhythmic blows on the guitar's
body — was fixed in the performing technique of flamenco guitarists of the present and the last century.

This article is a starting point for attracting the attention of artists and not only Flamenco's
researchers, but also to other regional arts that have gained worldwide significance, to increase the
flamenco ethnographic research. Thus, artists guitarists, art historians can better understand the
socio-cultural significance of this artistic phenomenon in many different geographic regions and in
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different contexts. To be able to reliably convey the value of a flamenco work, interpreting it in
creativity and in work.

Keywords: Flamenco, guitar, culture, Andalusia, Moorish culture, art, gypsies, guitar
performances.

[MomixyneTypHI TeHACHIIT IPOCTEXKYIOTECS B O6araTthox Buaax MmucrenrBa. CydacHHH CBIT, 3
MOXIIMBOCTSIMH TIBHJIKOI KOMYHIKamii 1 rioOamizamii, 30mKye KyJabTypH pI3HHUX KpaiH, pi3HHX
CTHIYHMX Ta PENITidHuX rpym. Brjme cBiTOBOI riobaiizaiii MONMPIOETHCA HE TUTBKH Ha €KOHOMIYHI
Ta TOJNITHYHI TPOIECH, a i Ha KyJIbTYpHI IpOLECH, TPHBAE 30IMKCHHS KyIbTyp MK KpaiHamu. Y
cepi My3MYHOTO BHKOHABCTBA TAaKOX YHI(IKYIOTHCS CIOCOOM JOHECEHHs MY3MYHOTO 00pasy 4depe3
rpy Ha iHCTpyMeHTi. Tak, ritapy, sika B XX CTONITTI cTaja KJIaCHYHUM aKaJeMiYHHM iHCTPYMEHTOM,
IOYaJd BUKOPHCTOBYBATH B PI3HUX pETiOHAaX IUIaHETH. My3WKy, SIKy BUKOHYBAIHU TiJIbKH B OJHOMY
COIIO-KYJIBTYPHOMY CEPEIOBHUINI, 3 MPUTAMAHHIMH OCOOJIMBOCTSAMH, TEIEpP BHKOHYIOTH y BCHOMY
CBITI My3uKaHTH Oarathox kpaiH. [1l00 He BTPaTUTH aBTEHTUYHICTh 3BYYaHHsS TOI YM IHIIOI MENOIIi,
MYy3WKaHTaM — BUKOHABISIM Ha TiTapi, OTPiOHO TIHOIIE HOCHIKYBATH KYJIbTYPY Ta MOXOKEHHS TOI
YM 1HIIOI My3WKH, BCTAHOBIIOBATH XapaKTEPHI O3HAKHM il 3By4aHHS i BUKOHAHHS, IO MMPUTAMaHHI Tiil
4K iHIIH KyJabTypi. B iHIIOMY BHMaaKy, My3uKa CTaHe OJHAKOBOIO, TOOTO yHipikOoBaHOW, OyAb TO
My3uka Icmanii, Anrnii, Kuraro abo Ykpainu, — 6arato BUpa3HUX €JIEMEHTIB Oy/ie BTpaueHo.

JocmimkeHHsaM 1aHoi mpoOiieMu 3aiiMaroThCsl My3HKO3HABIIi, MUCTCIITBO3HABIII Ta BUKOHABIII-
ritapucti. B YkpaiHi ritapHe BHUKOHaBCTBO 3araiiom BuBuaioTh B. Jlonenko [1], T. IBannikoB [2],
M. Muxaiinenko [3], My3uky Ta MucteurBo dramMeHKO BUBYAIHM Taki AOCHIAHUKH, K M. Mauaiin-
Orenpier [11], M. Xeiic [13], A. JleanoopH [10], T. beninros [6], . PiuGeprep [12].

Mera cTaTTi — OCMHCINTH, NPOAHAJI3yBaTH Ta IOTIMOWTH PO3YMiHHS cTmi0 (DraMeHKo,
TOYHIIIE BiI0Opa3UTH OCHOBHI XapaKTEPHi PUCH CTHITIO B TiTapHiil My3uili XX CTOMITTS.

drnaMeHKO — MIBJCHHOICTIAHCHKHHA MY3WYHHU, MICEHHWA 1 TaHIIOBAIBLHUHA CTHIIb, SKUM
ckiaBcsa B Anpanycii HanpukiHmi XVII cTopivusa (mepma 3raaka B JjitepaTypi — 1774 pik). CmiB i
TaHeIlb COJbHI, CYNPOBOJIXYIOTHCS TPOIO Ha TiTapi, kacTanberax [4]. Sk 3a3Ha4uB J{. AkoM00 y KHU31
“€nHiCTP MY3UMKH 1 TaHIIO y KyJbTypax CBIiTYy”, HaiimaBHima 3ragka mpo DIaMeHKO B apXiBHHX
3anmcax gatoBaHa 1774 pokom [5]. ®dnmameHko QopMmyBanocs i BIDIMBOM POMCBHKOTO HAapoay B
Icnanii, sikuii BKJIaB y HOTO OKPEMi €IEMEHTH Ta NMpUTaMaHHI POMCBKIH KyJIbTypi pHCH, OIHAK, SK
CTBEPUKYE NOCTITHUK KyapTypu Ormamenko M. XaiieHc, HOro moxomKeHHs Ta CTHIb € OJHO3HAYHO
anpamy3pkumu [13].

VY cywdacHOMy iH(opMamiiHOMY MPOCTOPI MOKHA 3HAWTH OaraTto pi3HUX BU3HAYECHb, IO
ONMuUCyIOTh cTHIb Pramenko. Tak, Hanpukian, 10kTop Aneiipa JIeHAOOpH 3 MiBHIYHOT AMEPHUKH, SKY
BBAXKAIOTh BU3HaHWUM (axiBieM mociimkeHHs (DiaMeHKo, Jana Take BU3HA4YeHHs: “‘DiameHKo, y
HaliCyBOpIiIOMY CceHCi, — Iie mnpodecioHami3oBaHa (opma MmHCTENTBa, 0a30BaHAa Ha PI3HUX
(GOJBKIOPHUX MY3WYHHX TpPAAWINAX TiBICHHOI Icmamii B aBTOHOMHHX Tpomamax AHITamycii,
Ectpemanypu ta Mypcii” [10].

[Toxomkennss diaMeHKO € TpeaAMETOM pPO30DKHOCTEH. Y CIOBHUKY ICIMAHCHKOT MOBH
WIETHThCS, MO CTBOPSHHS CTHIIIO — 3acyra HacamIiepe]] iCaHChKUX POMiB (IUTaH). 3 TinoTe3 MI010
HOT0 TIOXOKEHHS, HAMITOIMPEHIII TBEpIKEeHHS, 10 PIlaMeHKO PO3BHBANIOCS Yepe3 MIKKYIbTYPHUI
OOMiH MDK pIIHUMH aHIATYy3bKHIMH, POMCHKHMH, KacTIJIBLCHKUMH, MaBPCBKUMHU Ta cedapIChKuMH
eBpesmMH, 10 BigOyBammcsa B Anpanycii [9], 1 agpamarypr ®enmepixo ['apcia Jlopka mucas, 1m0
HasiBHiICTh DaMeHKO B AHJAITyCii iCTOTHO MepeayBaia MPUXoly POMCHKOT0 HapoIy 110 perioHy [9].

I3 xopiHHsIM B IHAINWCHKIHA, MaBPCHKil, apaOChKiii Ta ICHAHCBKINA KyJbTypax, TaHElb, IO
Bizyami3ye obpasu cTmwiro PraMeHKo, BITOMHI MIUPOKAME PyXaMH PYK 1 pUTMIYHIM BHCTYKYBaHHSIM
HIr (TynotiHHaM). Tanenps ®aMeHKO Ta riTapHa My3WKa, IO CYNPOBOKYE HOTO, MPUXOIUTH 3
niBeHHoi IcraHii B aHnamy3sKkoMy perioHi, OB si3aHOMY 3 nuraHamu. B Icnanii moOyTye mie kijbka
Ha3B IWTaH, yacTime — e “gitanos”, piame iXx Ha3zuBaoTh “‘kalo”. BBaxarouwm, Mo MirpyBaBmu 3
niBHIYHO-3axiaHOl [HaAii Mix [X 1 XIV cTOMITTAMU, MTaHU y CBOIX TAHISIX BUKOPUCTOBYBaJIM OYyOHH,
I3BOHM 1 JIepeB’sHI KacTaHBETH, IO BIIJIOCS B MYy3WYHHI CympoBing. DIaMeHKO € pe3ylbTaToM
POMCBKOI MY3WKH, 3MiIIaHOi 3 OaraTUMH KyJIbTypaMH cedaplChbKHX €BpEiB i MaBpiB, sSKi TaKOX
KHMBYTH Ha miBAHI Icmanii. Ilig 4yac yBa)KHOTO po3IIIsiAaHHS TAHIIOBAIBHUX PyXiB DIaMEHKO MOXKHA

Hayxkogi 3amucku. Cepisi: Mucrenrso3zasctBo. 2019. Ne 1. (Bum. 40) 81



MVY3UYHE MUCTELITBO

BIICBHEHO PO3II3HATH PYXH PYK Ta Hir, SKi HaragyloTh PyXd KIACHYHOTO iHAYICTCHKOTO TAHITIO 3
Tupiiicbkoro cyOKOHTHHEHTY [6].

Panni TanniBaum ®namenko, a e Oyiu mepeBaskHO JKIHKU, 30CepePKyBalI OLIbIIe yBark Ha
pyxax BepXHbOI YaCTHHH Tija 1 pykK, moAiObHo mo iHpiiicbkoi bxapatu Hati; B 1iboMy TaHIi yBary
MPUAUSUTA OPIEHTYBAHHIO HAa PyXW PYyK 1 MiMmiKy. bararo TeopeTHKiB MOKIaJIar0Th NMPOBUHY Ha
BIZICYTHICTB PYXiB HIT y paHHbOMY kiHOuOMYy (DIaMEHKO HAa MyCyJIbMAHCHKI TPAAUIIii, B SIKMX >KIHKaM
Oyio HebaxaHO moka3zyBaTH HOTH. CIIij1 3a3HAUNTH, IO IHIIUCHKUH TaHEIb KaTXYK, IKH BUKOHYBaJIN
YOJIOBIKM Ta JKIHKH, Ma€ CXOXKICTh CKJIaJHHMH PyXaMH Hir 3 TaHIeMm canareano y dmamenko. Taki
TaHi Aivnum o Icnanii me B rpenpski wacu, 500-250 poku no Hamoi epu, KOJMU IHAIMCHKHX
TaHI[IBHUIb TIpUBE3NH B Icnanito y nmopt [axip, sikuii cboroani HazuBaeThes Kajic, mo6 po3BaxuTu
KOpPOJIIBCBKY 3HaTh. [IpHXim MaBpiB Maibke depe3 THCAUY POKIB, a TaKOXK LUTaH, SKi MPHUBE3NH 3i
co0010 TaHIIOBaIBHI Ta My3u4Hi ctwi 3 [lakucrany # [lepcii, 36aratuiau HasBHI B IcaHii aHIaycbKi
CTHIII.

Y XVI croniTti, mijJ 4ac nepeciigyBaHHs 3 OOKY IOCIiZOBHUKIB XPUCTUSIHCTBA MaBPiB, €BPEiB
1 IIUraH, KyJIbTypa X €THIYHUX MEHIIWH HACEJICHHS WJle B aHACTpayH/, TOOTO CTae MianiIbHOI0. 31
CYCHUIBHOTO TOJISt KYJITYPH 3HHKAOTh My3UKa 1 TaHIll, TPUBAJIMN Yac caMe Tam, y BUTHaHHI, BOHH i
samumanuca. el mepiox ictopii BBakaroTh moyatkoMm ¢opmyBaHHA MuctenrBa diaamenko. CTuib
TaHIIO, SKUA MU 0aduMO CBhOTOAHI, BiATONI 3Ha4yHO 3MiHMBCA. CydacHe DiameHko, 3araiom,
CKJIQJIA€ThCS 3 TPHhOX XYJIOXKHIX €JEeMEHTIB: cmiBy (cante), TaHio (baile) ta ritapu (guitarra). Kpim
TOro, WieHn rpynu DIaMEHKO YacTo BHKOHYIOTh “palmas” — puTMiuHi miueckanHs pyk. Komwm Bci
CJIEMEHTH 30MparOThCsA Pa3oM B OJHY KOMIIO3UIII0, MK BHUKOHABIIMH YTBOPIOIOTBCS CBOEpIiIHI
CTOCYHKM NOJIOHI 70 Toro, sIK Le BigOyBaeTbca y mka3i. € OCHOBHAa CTPYKTypa, SKOI Clif
JOTPUMYBATHCh, ane 1o cyTi, dramenko — me immpoBizoBaHa ¢opma. CmiB — IEHTP BHKOHABCHKOI
rpynu PraMeHKo, 1 TaHIIBHUI (i3WYHO THTEPIIPETYE MICHIO Yepe3 ynapHy poOOTy HIT 1 CKIajuHi
pyxu Tina. ['iTapucT miaTpUMye K CIiBaka, TaK i TAHIIBHUIIO, JOTIOMAraroun 00’ €THATH I1i eJIEMCHTH.

Crune OnaMeHKo Mae 0araTto CHUIBHUX O3HAK 3 MaBPUTAHCHKOIO MY3UYHOIO KYJIBTYPOIO, 10
€ pe3yabTaToOM eMirpaiii MaBpiB 3 a)pUKAaHCHKOTO0 KOHTUHEHTY 10 Icmanii. MaBpuTaHist — icmamMchbka
peciryOIika Ha MBHIYHOMY 3ax0Ji AQpUKH, 0 MEeXKYe 3 ATIaHTHYHUM OkeaHoM, CeHeraiom, Mauri,
AspxupoM 1 3axigHoro Caxaporo. Ha MaBpuTaHCEKY My3UKY BIUTUBa€ apaOchka Tpamuilis. Tpaauiiiiai
My3W4Hi iHCTpyMeHTH Maspuranii — apdu (apaun), Oapabann (T6ain, maryma), KamsaM, Kopa, Ky3al
(urymoBi), moTHs (TamOpa, TimiHIT), MeMOpaHHI iHCTpyMeHTH, p6ad (abo pebad-TyK), TOM-TOMH,
thneittu (3am3aiis, vHeddapa) [12].

VY crarTi, npucBAYeHil TitapHiii TBopyocTi AHTOHA ["apcia AGpuns, T. [BaHHIKOB 3a3HAUYMB:
“PO3BHTOK ICHAHCHKOTO TITAPHOTO MUCTENTBA B JAPYTid MONOBMHI XX CTONITTA XapakTepHHM
0araToBEKTOPHICTIO MIPOTIKaHHS TBOPYMX MPOIIECiB. 3 OJHOTO OOKY, My3UKAHTH CTAPIIOTO TTOKOTiHHS
Ha vom 3 AHgpecom Cerosis 1 koMmmozutopamu — XoakiHoM Pojpiro, Xoakinom Typuna, denepiko
Mopeno Toppoba, Penepiko Momnax, AuToHio Pyic-Ilino — mpomoBkyBalu BTUTIOBATH y CBOIl
TBOPYOCTI iz1ei “casticismo”, sKi CTBepAXKYBalM BIpHICTh HaLliOHAJIBHUM KYJIBTYPHUM TPaguLisM, a
TaKOX MParHeHHS 10 BiIPOHKEHHS CIIOKOHBIYHO iCITAaHCHKUX >KAaHPOBO-CTIUILOBUX MOJIEINICH HAPOITHO-
MCEHHOT0 Ta TMalaloBo-liepeMoHiambHOro 1modyty” [2, c. 48]. IlapanmensHOo 3 UM HaNpsIMOM
TiTapHOTO MHCTEITBa, B IcHaHii TakoX PO3BUBABCS HAIPSM TiTapHOI My3HKH y cTiili dnaMeHko. 3
XVI cromitts ®namenko B IcmaHii icHyBajgo B aHIErpayHIi SIK HAPOJHE MHCTEITBO aHIATY3bKHX
powmiB. I Tinbku y XX CTONITTI, KOJIM riTapa Habyna cydacHoi Oy/l0BH, a TiTapHa BUKOHABChKA TEXHIKa
Jlaja 3MOTy BUKOHYBaTH BipTyO3HY, HAIIOBHEHY IIMPOKHM JHHAMIYHAM Ta TEMOPATBHUAM CIIEKTPOM
My3HuKy, DaMeHKO BHMIIUIO 3 aHJAETrpayHAy #, OJHOYACHO, MOYaJ0 MIBHAKO BIOCKOHAIIOBATHCS,
BTUTFOFOYH BCi, HAOYTI MPOTITOM CTOJNITh, HAPOIHI TPAIUIIIT.

Croromui ritapa @dnamMeHKO € OJHIEIO 3 HaIloHATPHUX eMOneMm Icmanii, momiOHO MO
OcOopHcbKkOro OWKa, CWIBHOI 1 Topmoi 4acTuHU icTopii Amnpmamysii. Ane norenep, Hacmpasi,
JIOCTIAHUKY (PJIaMEHKO HE JAl0Th TOYHOI BIATOBIZI, KOJMM came riTapa ysiimnia mo ®mamMeHKo sK
CYMYyTHil, CypOBOKYBaJIbHUK 1HCTpYMEHT. barato XTo 3 HOCHITHUKIB JaTye BUHUKHEHHS TiTaph
®dnamenko moyatkoM XIX cromitrs. [iTapa y dnaMeHKO 3HAYHOIO MIpOO BUCTYIANA SK IHCTPYMEHT
CYIpOBOIY Ul ronocy # taHmio. Pormio ritapn y ®drmaMeHKO crodaTKy OyB PHTMIYHHI CYIpOBi,
mo0 HajmaTu TaHIo (abo TicHI) OopraHi3oBaHy CTPYKTypy # pymiinHy cuiny. Came B 1930-x pokax
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Pamon MoHnToiis amantyBaB jisi dDiaaMeHKO KilbKa TiITQpHUX METOJMIB 13 KJIACHYHOI TPaaMIli, IO
pO3MIMPWIIO CTHIIb TPH HA TiTapi Ha modatky po3kBity ®mamenko. [lo 1930-x pokiB OinbmIiCTh
TITApUCTIB BUKOPUCTOBYBAJIH ICTOTHO MEHIIIE BUTOHYEHUX METO/IIB, sIKi X04a i OyJIM MepeKOHINBUMHA
Ta PUTMIYHUMH, HE MOTJIM CTaTH TaKUMH PI3HOMAHITHUMH y TapMOHii a00 Menoii, MOpiBHSAHO 3 THM,
SIK € Terep.

Bukonanns my3ukn diaaMeHKo Ha riTapi CyNnpOBOKYETHCS PUTMIYHUMH ITOCTYKYBAaHHAMH 110
BEPXHIHl Jleli KOpITyCy TiTapy, TaKo)K BUKOPHCTOBYIOTH XapaKTEepHi yIapH MO 3ariIylIeHHX CTPYyHaX,
10 IMITy€e yAapHi IHCTPYMEHTH.

VY my3uni @iaaMeHKo Bce K TaKH TOJOBHA PONb TiTapd — pUTMIYHUK cynposin. Llg dyHkuisa
3MYIIy€ BUKOHABI[iB BUKOPUCTOBYBATH MPUHOMH, IO IMITYIOTh ylIapHi iHCTpyMmeHTH. | Xoua ritapa
TPAJULIHHO HAJECKUTH IO MOJTI(POHIYHUX CTPYHHO-UIMIKOBUX MY3WYHUX IHCTPYMEHTIB, y 0aratbox
TPAAHNIIISIX TiTapy TAKOK BUKOPUCTOBYIOTH K PUTMIYHUH yIapHUI CTPYHHUH iHCTPYMEHT.

Y XX cromitti B TiTapHii TexHimi diIaMeHKO YiTKO 3aKPIiMIMCh OCHOBHI KOJOPHUCTHUYHI
OpUIOMH TPH, B SKHX MPOCTEKYIOThCS KyJIbTYypHI Tpaaulii ahpuKaHCHKUX MaBpiB. A sK BiIOMO, B
MY3WYHIH KynbTypi adpUKaHCHKMX MaBpiB OCHOBHHMHU IHCTpYMEHTaMH OynM W 3ajHMIIAIOTHCS
CTPYHHUWI 1HCTPYMEHT — TiMHIT i TaMOpa (JIFOTHI 3 YOTHpMa CTPYHAMH) Ta YAApHUN iHCTPYMEHT —
TOan. Tak, came 3By4aHHS CTPpyH 3 PUTMIYHMMH YAapaMd IO KOPIYCy TiTapu 3aKpilWInCh y
BHUKOHABCHKHH TeXHili TiTapucTiB GIaMEHKO CyJacHOCTI Ta MUHYJIOTO CTOJITTSL.

B Icnanii y my3uni ®namMeHKO MOHATTS METPY 1 TakTy Mo3HadaroTh TepMmiHoM “Compas”.
Kowmmac (ici. Compas) — icmaHcbKe CII0BO ISl TO3HAYEHHSI IIOHSATh METPa 1 TaKTy 3 Teopii My3uKH [7].
BoHO TakoX CTOCY€TbCA PUTMIYHOTO LUKIY a0o0, iHAKIIe KaKy4dH, € PUTMIYHOIO CXEMOK TOTro abo
inmoro cruiro. [lonarrs kommaca — QyHmaameHtanbHe st @namenko. Yacto cioBo “xomrmac”
HEePEeKIaaloTh SK PUTM, a00 TaKT, MPOTE BOHO MOTPeOye PETEIBHIIIOr0 IMOSICHEHHS, HIK Y 3BHYHHX
CTIIIAX My3uKkd. SIkmio dnamMeHKko BUKOHYIOTH 0e3 Titapicra, KOMIac 3aafoTh IUICCKAaHHSAM IIOJIOHb
a00 TMOCTYKYBaHHSM KIiCTOYKAMH NAalbI[B MO cTodi. [iTapucT i 3aBJaHHSA KOMIIaca MOXKE
BHUKOPUCTOBYBAaTH NPUIOM I'pu pacreago ado ynapu 1o BepXHid Jeli Yd mo oouvaiii. 3MiHI aKopay
MiAKPECITIOITh HABAXKIIUBIII YacTKH TakTy. Y DIaMEHKO BUKOPHUCTOBYIOTH TPH OCHOBHUX PO3MIipH:
JIBOJOJIGHUN, TPHIOJIBHUN Ta PI3HOBHUI JABAHAALUATHIOIBHOTO TAaKTy, XapaKTEPHOTO TITBKH st
draMeHKo.

Cnpasni, Ui TiTapu — QYHKIIS PATMIYHOTO CYIPOBOIY HE CyHepeduTs ii mpupomi. Y CBITi
KJIACHYHOI MY3UKH TiTapy BBaXKAIOTh IHCTPYMEHTOM, SIKHI BUKOPHCTOBYE €IEMEHTH yIapHOTo (yIap,
3allUIyBaHHS CTPYHHW) 3BYKOBHIOOyBaHHS. Hampuknan, sk 1ie BiaOyBaeTbes y ¢opTemiaHo, sKe
BBAXXAIOTh MY3UYHUM IHCTPYMEHTOM 3 yJapHHM (MOJIOTOUYKOBHM) crtocoOoM 3ByKoBUA0OyBaHHs. [1o
CTpyHaX B 000X BHMaAKax (10 B TiTapi, Mo y ¢GopTeriaHo) BAAPSIOTh.

[lin vac BuctymiB aprtucTiB dIaMeHKO HEMArOTOBIICHI TIIsAAayl OadaTh HacaMIiepesn
TaHI[IBHUKIB, a Te, MO pOOJATH CIiBaK abo TiTApPHCT, BBAXAIOTh HEBAKIMBUM. AJie 1€ TIOMIIKOBUH
Miaxig, 00 TUTBKA B MOEJHAHHI MY3WKH TIiTapy, TAHIFO Ta CIIBY MOXHA BIIYYTH CHpPaBXHI eMOIIil
Oamenko. Cepen BupatHux TritapuctiB @mamenko XX cromiTTs Bin3HauyatoTh [loHa Pamona
Mounroiis, Hino Pikapno (Manuel Serrapi), Cabikac (Augustin Castellon), [Tako e Jlycito (Francisco
Sanchez Gomez).

Ho cepemuan XX cromiTTs TitapHa My3uka @raMeHKo mNoOyTyBana 37e0UTBIIOro sK
AKOMITAHEMEHT JI0 TAHITIO 1 CIIBIB. AJie TTOsSIBa B My3UYHOMY cBiTi Titapucta ®namenko [ako Jle Jlycii
3MiHWJIa PO3BUTOK CTHIIO. HOBa TexHika BUKOHAHHS MAcaXKiB, e KOXKEH 3BYK 3aIlMIyBaIUd OKPEMO,
SICKpaBi MeJoIii, 30aradeHi HOBUMH TapMOHISIMU aKOPJI0B1 (JOPMYIH — BCe 1€ Jall0 HOBUH TOIITOBX Y
PO3BHUTKY COJILHOTO BUKOHaHHA PrameHko Ha ritapi y XX cromitTi [8]. ®dmamMeHKO Ta TiTapHe
BUKOHABCTBO y IBOMY CTHJII CTajH IOMYJIIPHUMH y BCBOMY CBITi, IX BHKJIQNAIOTh y 0araTthox
HeICITaHOMOBHHX KpaiHax, ocoOmuBo B CIIIA Ta Anownii. llikaBwii ¢akt, mo B Smonii akamemiit
dnamenko Oinblie, HiX B Icnanii. 3HakoBa MoAid B icTopii po3BUTKY aHpy BinOynacsk y 2010 pou,
ko BcecBiTHs opranizainis FOHECKO oromocuna ®nameHko OfHMM i3 mIeneBpiB ycHOi Ta
HeMaTtepiajabHOI CHIaAIIMHY JIFOACTBA.

[ToBHE po3yMiHHS TpaJWIliii BAKOHAHHS (DIIaMEHKO Ha TiTapi Moke OyTH IOCATHYTO TUTBKH 32
JIOTIOMOT'OK0 JTOKaJIi30BAHOTO BHBYCHHS, 10 BPAaXOBY€E NMPAKTUYHE, pPealbHE BUKOHAHHS, KOHTEKCT,
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XapaKkTepHi JJIsl MICIIEBUX rpoMal sk B AHpanycii, e mucrenTBo diaMeHKo chopMyBallocs, TakK i 3a
if Mexxamul. BUBYEHHSI IMX Pi3HUX CIIIBHOT 3aCIyTOBY€E MOATIBIINX PO3BIIOK.

Jlane nociipKeHHsI € BIATIPABHOIO TOYKOIO JIJISL TOTO, 00 MPUBEPHYTH yBary BUKOHABIIIB Ta

JIOCTHIAHUKIB He Tinbku DiiaMeHKo, a ¥ IHIIMX pPEriOHAaJbHUX MUCTEITB, SKi HaOyJIM CBITOBOTO
3HaueHHs, 30UIBIUTH eTHOTrpadiuHi gociimkeHHs dnameHko. TakuM YMHOM, BUKOHABIII TITAPUCTH,
MUCTEITBO3HABIIl, MOXYTh Kpaimle 3pO3yMITH COI[OKYJbTYpPHE 3HAYEHHS IBOTO XYyIO0XXHBOTO
(eHoMeHa B Oe3mivi reorpadiuHUX PETiOHIB Ta Pi3HUX KOHTEKCTIB, MATHMYTh 3MOTY JOCTOBIPHO
TepeiaBaTi CEHC TOr0 YU 1HIIOTO TBOpY PDIIaMEeHKO, IHTEepIPETYIOYH HOTO Y CBOil TBOPYOCTI.
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BUKOHABCBHKE MOJIEJTIOBAHHS XOPOBOI JINHAMIKA
Y HOJI®OHIYHHUX KAHPAX

Y ecmammi oocridsiceno cneyughixy nonighoHiuHUX dHeaHpie y XOpositi My3uyi, GUSHAYEHO 6NIUG
meKkcmy Ha (QOPMY8AHHA AKYCIMUYHOI MOOeli Mmopy ma CHpUMAHHA NOXiQOHIUHOI (akmypu
cimyxauem.  Buceimneno  mpunyunogi  @iOoMinHOCmMi  BUKOHAHMSL — XOp0BOi  nonigouii  8io
IHCMpYyMeHmanvHol.  3anponoHO8aHO MemoOON02IUHO ODIPYHMOBAHI  BUKOHABCHLKI  NiOXoo0u 00
nonigoniunux xopoeux oicanpie. Ha npuxnadi obpanux meopie npoOeMOHCMPOBAHI  ULISIXU
NPAKMUYHO20 GMINEHHA PI3HUX MemOo0i8 BUKOHABCLKO2O MOOENI08AHHS XOPOBOI napmumypu y
NOAIPOHTUHUX HCAHPAX.

Kntwouoei cnosa: xoposa gpaxmypa, xoposa nonigponis, napmecunuii cmuiv, imimayis, gyea,
inmepnpemayisi.
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