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DANCE AS A UNIVERSAL DI

SCOURSE IN INTER-ETHNIC CONTACTS:

AN EXAMPLE OF FLAMENCO IN BELGRADE'

Flamenco dance is a part of the Spanish cultural heritage. Its beaury a
A lot of professionals and amateurs
has been present for seventy years.

of different ethnicity

there were performances in which they danced with Ser

tiracts many people throughout the world.

are actively engaged in this dance. In Serbia flamenco dance

Serbian flamenco dancers dance primarily
bian folk music. Here the universality of dance movements is

{0 Spanish flamenco music. However,

revealed. Tt does not lose its identity and at the same time it is able to overcome the existing boundaries and to remain

recognizable.
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Spanish flamenco dance, music and songs are
popular and widespread across the globe. This Spanish
cultural heritage has found fertile soil and Serbia. In
this paper I tried to give a brief overview of the history
of flamenco dance in Serbia. In addition to this, my aim
was to explore which crucial motifs prompted dancers
to deal with this kind of dance. [ also tried to determine
how much this dance and the people who are dealing
with it have been socially accepted in Belgrade. T dealt
with the cultural contacts between flamenco dance and
Serbian folk music.

Previous research from the field of anthropology
of dance showed that dance as a system of movements
can be used as a means for research and construction
of different kinds of identities (gender, ethnic, etc.) [2;
3: 4], Dance can be used as a symbol of ethnic identity.
Nevertheless, interethnic contacts can be established
through dance, too.

Flamenco is a style of music and dance which is
native to several regions of southern Spain. Along with
its Romani origins, Spanish, Byzantine, Sephardic and
Moorish elements have often been cited as influences
in the development of flamenco. It has frequently been
asserted that these influences coalesced near the end of
the reconquista, in the XV* century. The origins of the
word flamenco are unclear. It was not recorded until the
Jate XVIII® century. Flamenco is popularly depicted as
being the music of Andulusian gitanos (gypsies) but
historically its roots are in mainstream Andalusian
society, in the latter half of the X VI century. Other
regions, notably Extremadura and Murcia, have also

contributed to the development of flamenco, and many
flamenco artists have been born outside the gitano
community. Latin Americfn and especially Cuban
influences have also contributed, as evidenced in the
dances of «Ida y Vuelta» [1].

Early flamencologists were amateurs and relied on
a limited number of historical sources, mainly the work
of 19th century folklorist Demyfilo and notes made by
foreign travellers. In the 1980s, flamenco began to be
studied in conservatoriums, and professional musicolo-
gists and historians such as Rios Ruiz and Elvarez Ca-
ballero began to carry out rigorous research [3].

There is disagreement as to whether early flamen-
co was accompanied by instruments. The early flamen-

Two cultural traditions are permeated here’.
Flamenco, inter-ethnic contacts, dance, Belgrade, ethnic identity,

Spanish culture.

made the assertion that flamenco was origi-
nally unaccompanied singing (cante). Later, the songs
were accompanied by flamenco guitar (fogue), rhyth-
mic hand clapping (palmas), rhythmic feet stomping
(zapateado) and dance (baile). Other scholars maintain
that while some cante forms are unaccompanied (a pale
seco), it is likely other forms were accompanied if and
when instruments were available. During the Goldes
Age of Flamenco, between 1869-1910, flamenco devel
oped rapidly in cafés cantanfes, a new tvpe of venue
offering ticketed public performances. Dancers became
a public attraction. Guitar players supporting the dancs
ers increasingly gained a reputation, and so flamenc
guitar as an art form was born [5].
In 1922, one of Spain’s greatest writes, Federics
Garcia Lorca, and renowned composer Manuel de Fa&
la, organized the Concurso de Cante Jondo, a festiy
dedicated to cante jondo («deep songy), to stimuk
interest in «uncommercialy styles of flamenco, whic
were falling into disuse. The initiative made little @
ference. The period after the Concurco de Cante Jo
in 1922 is known as Etapa teatral (Theatrical perie
or Opera flamenca period, so-called because the &
presario Vedrines called his shows opera, to take
vantage of lower taxes offered to opera performancs
The cafés cantante were gradually replaced by 12
venues like theatres or bullrings. Flamenco became .
mensely popular but, in the yiew of purists, hopele
over-commercialised [6].
Traditional flamenco artists never received
_formal training: they learned by listening and walchs
relatives, friends and neighbors. Some artists are
self-taught, but nowadays, it is more usual for ¢
ers and guitarists (and sometimes even singers) 0
professionally trained. Flamenco occurs in three S
tings — the traditional juerga, in small-scale cabarst
concert venues and in the theatre [7].
Flamenco dance has been present in Serbia &
1939. First it was introduced by Olga Grbié Tes
(1901 Dubrovnik — 1965 Belgrade). She was ma il
a Spaniard Hose Pepita Torres whom she later dives
right before World War I1. Olga went to Yugosis
and he went to Paris. In Paris, he opened a fla
school, and she opened a school in Belgrade in I
All great players of the National Theatre of Bel

cologists




r flamenco school. Two of her students, Jo-
wljevi¢ and Olga Valenti¢, were especially
and continued to cherish flamenco dance.
vic opened flamenco school in NU «Veselin
n 1966. Valenti¢ opened her school in NU
).

‘mecessary to mention another important Ser-
enco dancer, Stefanija Crnjanski. According
st graduate education, she was a lawyer, and
mpleting the course in Olga Grbi¢ Torres’s
fier the Second World War, she was accepted

tional Theatre. She played with a lot of love
m. Opera «Carmen», played in the Na-
e, marked the whole epoch due to its high

menco instructor Voja Gordanic has been en-
& flamenco since the fourth grade of secondary
when he started attending John Milosavljevic’s
fore dealing with this dance he was interest-
sort. He was actively involved in gymnastics and
8 However, his feet were being hurt regularly, so
med thinking about dealing with something else.
time he played the guitar. Flamenco music was
mally very close to him so he started dancing fla-

&5 whole generation of dancers are highly edu-
d persons with a completed education. T would like
shasize this because we can sometimes hear about
sate dancer stereotype. However, although these
k2 people studied in various universities, they also
ed five times a week for several hours. They loved
sne flamenco and they did not have any material
&t from it. Apart from flamenco, Voja Gordani¢ is
vely involved in scientific research work. By pro-
on he is an engineer of geology, petrology-petro-
stry major, he is an expert in researching nuclear

~ Gordani¢ succeeded Milosavljevic as a flamenco
sructor in NU «Veselin Maslesa» in  1981. Then in
85 he opened Spanish dances school in NU «BozZidar
ijan. Classes are held three times a week. Dancers
p= divided into several groups by age and experience.
bh his students he formed a dance ensemble «Bo-
mn 1985.
Since the autumn of 2008 he has also been hold-
me flamenco classes in the Spanish cultural centre
iServantesy in Belgrade. Students are divided into two
wups, about thirty of them. Flamenco dancers in Ser-
%2 are mostly women. Voja Gordanic¢ started teaching
s daughter Danijela how to dance flamenco when she
was thirteen. Parallel to this she learmned modern ballet
later she decided to continue dancing only flamenco
scause she felt she was more disposed to it. She feels
at you can dance flamenco no matter if you are thir-
=en or thirty or seventy. She is now an extraordinary
dancer. She received advanced training in flamenco
schools in Spain, and she now helps his father as a
dance instructor.

A disciple of Voja Gordani¢, Marija Stamenov
BDakovié, was born in 1986. She began playing ballet
~ for children when she was four years old. In the neigh-
bouring room she saw dancers in colourful skirts with
ruffles and unusual shoes which attracted her attention.
She was received into flamenco school when she was
nine. She spent ten years in this school. She held fla-

menco classes in dance school «YU dance» during the
period from 2006 to the end of 2008.

Over the years Voja Gordanié’s ensemble has
had several performances throughout the country and
abroad. It is worth mentioning that they performed in
Greece on the island of Kefalonia. In February 2007
they played flamenco there accompanied by Greek folk
music.

The long tradition of flamenco teaching in Bel-
grade has been uninterrupted for several decades. The
60™ Annual Celebration of Spanish dances took place
in 2000 in the National Theatre in Belgrade instead in
1999 because of the bombing of Serbia by the Unit-
ed States and NATO. Before the performance Voja
Gordani¢ weni to the Embassy of Spain to invite the
Ambassador to the show and to arrange the exact date.
Then the Embassy expressed the wish to help them
financially. However, instructor Gordani¢ proudly re-
fused any help. Eventually they managed to convince
him and financed the sewing of ten beautiful perfor-
mance dresses. The concert was attended in great num-
ber, the hall was full. This year, 2009, there is going
to be the 70 Annual Celebration of Spanish games in
Serbia.

There is a great interest in Spanish culture and art
in Serbia. For example, a manifestation «Days of Spain
in Belgrade» was held from May 28 to June 2, 2003.
Belgrade had the opportunity during those six days to
feel the spirit of Spain and the Pyrenees in Good Vi-
bration Streef (street of Vuk KaradZi¢ in the town cen-
tre). The program included music, souvenirs, fashion
shows, exhibition of Spanish graphics in the gallery
«Typen, literary evening in the NU «Bozidar Adzijay,
the days of Spanish film in the NU «Duro Salaj». All
income from the event went to humanitarian purposes:
to «The Serbs Foundation» of Elizabeth of Yugoslavia,
for the financing of talents in music, art, literature and
science.

At the same time a project «Son fronterasy (with-
out borders) was accomplished. This was the first at-
tempt to connect the two countries through a story
of love and closeness between Spanish and Serbian
souls. The integration of Spanish flamenco was created
through the game with Antonio del Castile and Serbian
folklore at the head of it. Tomislav Crnogorac, one of
the creators of the Basic project of «Son fronteras» met
del Castile in South Africa. He was keen on flamenco
and invited him to Serbia to do a project together. An-
tonio held one master class in Belgrade and from that
school of Spanish Latin games eight women were in the
setting of performance held in the Sava Centre on May
31, 2003. It was fireworks of flamenco and Serbian mu-
sic from Kosovo filled with love, passion and longing.

The summary of this story-dance is about a Spanish
painter who comes to Serbia, falls in love with a girl but
gets in a conflict with her father. Fascinated by maiden
beauty, and especially by the warmth of the people of 5
Serbia and their music he returns to Belgrade after a g,
short stay in Spain led by the sounds of our folklore. The =
two youths crown their love with marriage [8].

Tn addition to the concerts flamenco dancers also
perform in clubs. For example, Voja Gordani¢’s group
perform in Belgrade club (Qué pasa? every Saturday
evening. Club «Havana» in the centre of Belgrade
worked many years. There you could hear Spanish mu-
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sic and flamenco was danced. So the question is what is
it that attracts/repels modern inhabitants of Belgrade to
play this Spanish dance.

We saw that flamenco has been danced in Belgrade
for seventy years, but unlike other popular dances, there
are only a few groups and one of them is the «Vengo»
aroup. Vengo literally means come on and is actually
a call to love, to the game to life. Ojdana Radovi¢, a
dancer and choreographer of the group says that emo-
tion and spirit are the most important things in fla-
menco, the power to express with your body what you
are and how you feel on the scene. However, not many
Belgrade people attend flamenco schools. O. Radovi¢
says that people come, but when they see that it is not
a recreational dance, such as salsa, but that you have to
work hard, they guit very soon. Only those who fall in
love with flamenco remain. In terms of gender structure
of students female members prevail, but that is not a
problem because it is not necessary to have a partner,
the individual is important. Hispano nigh where the
girls from the «Vengon group performed was organized
by Group 9 in the Bitef Theatre with the support of the
«Servantes» Institute [9].

Marina Tomas-Suboti¢ also performed in the «Ha-
vanay club with her dance group «Iberia». M. Tomas-
Suboti¢ got in touch with flamenco in early childhood.
She was born in Belgrade in the intermarriage between
a Serbian father and a Spanish mother. Her mother Kon-
cita, wishing to introduce little Marina into the Spanish
tradition, enrolled her in KUD «Nikola Tesla» to the

Spanish ballet with Olga Valenti¢ as instructor when she
was three years old. However, as a child Marina did not
like it at all. This was only an obligation she fulfilled re-
luctantly, but regularty, in order not to insult her mother.
Spanish ballet, as a combination of classical ballet and
flamenco, helped her to build the classic expression of
her body through movement. The basics of flamenco
allowed her to anticipate all the possibilities and chal-
lenges it offered. However, one year break that followed
as unavoidable teenage resistance to her mother’s insis-
tence resulted in the knowledge that flamenco happened
to be in Marina’s genes, that it made her what she is
and that she couldn’t do without it. After a year’s delay,
which she spent in Madrid, she returned to Belgrade and
continued to deal with flamenco, this time in the origi-
nal dance version to which she has held on ever since.
Of all flamenco dances Belgrade audience is mostly fa-
miliar with the strictest forms such as «sevillane» and
«rumbas», which allow improvisation and are played
on celebrations and festivals. So, when Marina compre-
hended the essence of flamenco as an incredible catalyst
of energy, she dedicated her entire life to it. This energy
is exactly what people in Serbia understand best whereas
the technique itself is rarely well mastered. But this is
exactly what Marina supports and respects. She feels that
the emotion and energy is the true essence of flamenco.
Dance is expressing oneself through movement, but an
w  artist can sometimes forget about the emotion because of
the technique [10].

In order to make this dance more popular in Ser-
bia. Marina opened her own flamenco school, also called
«Iberia». Each year there are more and more people who
are interested in it. Apart from the talent, it is desirable to
have the sense of rhythm, of emotion, and the ability to
show emotion and put it out. Even if she didn’t deal with
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flamenco professionally, Marina would play it every &
since for her it is a unique way to relax and gather
necessary energy. She often plays it when she is ale
when she is happy or sad. These performances s
does alone for herself are at the same time the most bes
tiful and the best. Marina believes that commercial 1
like Paco de Lucia’s music combined with blues or
or Gypsy Kings music is one way of promoting flam
to the masses. Their arrangements contain elements
flamenco, but the majority of people listen to this &
of music more readily rather than the original flame
where the thythm is hard and strange to many [10].
Apart from flamenco schools, this dance is alse
the curriculum of one primary school. In Belgrade se8
«Svetozar Markovié» Spanish is the second foreign
guage and it is taught from the fifth grade (children at
eleven years old). They get additional motivatios
learning in the section classes where their teacher §
them how to play flamenco. At the end of the s&
year they organize a show containing all that they §
learned about Spain and its language [11].
Conclusion
The tradition of flamenco dance in Serbia has
ed continuously for the last seventy years. Most d
ers are women. It is interesting that they are all§
erally very well educated. The reaction of audiens
excellent. Flamenco dancing is socially well ace
and the environment admires people who deal with
kind of art. However, economic conditions are
one cannot live only by dancing flamenco, and d8
are compelled to engage themselves in other acts
as well. This does not prevent them to surrender
pletely to this game. Not only they repeat the ex
forms, but they also create their own choreogn
since they are generally well acquainted with the:
tion. We have the example of choreography th
created as a result of «mixed marriage» between §
ish games and Serbian music. Serbian dancers s
they feel very close to Spanish dance since it suits
temperament and they can completely express
emotions through it. The expressive power of d 3
a universal voice that overcomes ethnic boundaris
establishes direct communication between peopls
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Toppana baaroesny
Benzpad, Cepbua
Tawen Kak yHHBePCATbHOE CPEACTBO THANONA B MEKITHHIECKHX BIAHMOALHCTBHAX
Ha npumepe paamenko B bearpane

Taney (hramenKo A6AA€mes HAcnblo HCHAHCKOZO KYTbMYPHO20 HUCTEOUA, Ezo kpacoma Npuenexaen MHOXCech!-
go modell 8 mupe. Muoxcecmeo cReyuaiuchos u modumene Opyaux HayioHaTbHOCM el aKMUGHO 3AHUM IO MESL IMUM
sudor manyee. B Cepbuu maney @ramMenKo npakmukyemes yuce cesMp0ecam ien. Cephierue manyopel (iramenso
maniyIom 21aeHLLM 00PazoM ROO UCAGNCKVIO MY3bLKY qAIaMEHKO. Tem we smenee, BrLIN I RPeOCmasients, 6 Komopsix
OHU MaNYeaaTH NOO CepicKYio HAPOOHYIO MY3BIKY, YMo NOICOTUTO OMKPbING YHUGEPCATLHOCNb MAHYCELIbHbLY dsu-
swcenudl, Tarey e mepsem caoeil QyMeHmuuHOCHII U 6 MO Jce BpeMsl 8bIXO0UN 34 ZPaHIYbl MpaduyUOHHOCN, COXPa-
HAR NP1 SMOM CEOI0 YIHABAEMOCMb. DO HAZIAOHKIL NPUMED B3AUMOND ORUKHOBEHIA 08X KYABAYPHBIX MPAOUIUIT.

Kitouegvie CI08a: (ravenso, MeXComHUHECKe 63QUMO0eUCBUs, Maney, Benepao, smuudeckad toeHmuy-

HOCMb, HCRAHCKAA K)emypa.

Mcnmanckne TaHel, Mys3blka M recHn diaMeHKo
MOTYASPHE W ILHPOKO PacmpOCTPaHEHbl MO BCeMy
wMupy. Mcnanckoe Ky IsTYpHOE Haclelne HatlIo Onaro-
fatHyio nousy u B Cepbun. B naHHom pabote jgaercs
 KpaTKWil odepK MCTOPHH TaHUa (naMenko B Cepbun,
TloMHMO 3TOTO, TIEPe/l aBTOPOM CTOsANIA LNk — Heeie-
J0BATL [JIABHEIE MPUYIHBE NPHBJIEKATENBHOCTH 3TOTO
BHa TaHLA 105 TaRIopos. Takike Db TIPEANPHHATLL
MOMBITKH BBIACHATH CTENEHb BOCTIPHATHA 3TOTO TaHIA
| MCTIOTHSIOTITNX €r0 TaHIopor B benrpane w H3yanThb
EVITLTYPHBIE B3aHMONEHCTRHA MEA Iy TaHLEM (ramen-
%0 1 cepBekoit HApOTHOH MY3bIKOIL.
{ Mcesenopatia B 00MacTil aHTPOTIONOTHH TaHLa
[OKA3aM, 4TO TaHel KaK cHeTeMa IBHKEHHH MOKET
HCTIONL30BATLCA B KAUeCTBE CPENCTBa A HCCIEN0Ba-
HHS ¥ MOCTPOEHTA PAITHYHBIX BHIOB HACHTHYHOCTEH
(mornosoit, sTHIMecKo# | T.1.) [2, 3, 4]. OnHako, TeM He
Hee, uepes TaHeLl Takke MOTYT yCTaHAB/IMBATLCA A
THUUECKHE KOHTAKTEL
@drnaMenKo FBIAETCA HAPOAHBIM CTHAEM MY3bIKH
ranna HexoTOpbx obnactedt rora HMenanui. Cpe-
4 STEMEHTOR, MOBMABIIEX Ha paseATHE (IaMeRKo,
MTepATYPHBIX HCTOURMKAX UYaCcTO YIOMWHAIOTCA
WMHMO POMAHCKHX KOpHEH HMCMaHCKHe. BH3AHTHIIC-
, cedapickie H MaBpHTAHCKHE TEMEHTBL HacTo
pIaeTCs, YTO [dHHbIE BIEMEHTbI CIAIHCH BOS-
0 MpUOTM3NTENBHO K KOHIY PEKOHKHCTE! B XV B.
HCXOMIEHAE CII0Ba ilaMeHKo 0CTAaeTCA HEACHBIM.
OHO YNOMHHAETCA THIIb B MCTOUHHMKAX, TaTHPYEMBIX
~ gonioM XVIII B, @riaMeHKo 4acTO OMHCHIBACTCH Kak
My3bIKa aHNAy CCKIX THTaH (UBIran), oNHAKO UCTOPH-
qecKH ero KOpHH NPHCYTCTBYIOT B O0LITHOM aHNATYC-
CKOM COLMYyME BO BTOPOIi MONOBAHE XVIIT B. dpyrue
~ pernousl, ocofienro Detpemanypa H Mypeua, Takke
BHECJTH BKITA B pa3euThe (pramerko, a MHOTHE HCTION-

Topnana baaroeBu4
Benepao, Cepbus

TAHEI| KAK YHHBEPCAJIbHOE CPEJICTBO AHAJIOTA B MEKITHHYECKHX
B3AMMOIENCTBHAX HA IIPUMEPE ®IAMEHKO B BEJITPAJIE *
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HUTENR (HIAMEHKO POMKIANHCH 34 TPeenami [ibiraHe-
koii o6l Takke 3aMeTHBI TaTHHOAMEPHKAHCKHEC
¥ KyOMHCKHE BIMAHIA Ha (IIaMeHKo, 4TO MOXKHO Hpo-
cneanTh B TaHuax «Maa w Byameray [1].

[Nepsrie draMenkonory He ObUIHM CrEUHATACTA-
MH ¥ TOJTarajiuchk Ha OrpaHUYEHHLIN pAl HCTOpUYEC-
KHX HCTOMHUKOB, mMaBHeiM 06pasom Ha paboty XIX B.
(onbrIIOpUCTA Hemutuno U 3anucH, crIenanHble 3apy-
Gexnsivi nyTemecTeenHnKkami. B 1980-x dnamenko
Hauany W3ydarTh B KOHCEPBATOPHAX, H TAKHE MY3bl-
KOBeIbI-CTIEIHATHCTHl W HCTOPUKH, Kak Pnoc Pyms u
Anppapes Kabanno, B3such 3a CKPYIyne3HOe uccle-
foBaHKE npejMeTa [5].

He cymecrsyeT eIMHOr0 MHEHHs TI0 MOBOLY
TIPUCYTCTBHA HHCTPYMEHTATLHOTO CONIPOBOXKACHNUA B
parnem (amenko. [lepBhie duaMeHKonorn yTBep#k-
nanW, 49T0 TepBOHAYANEHO (IaMEHKO TpecTaBial
coboii nenue Ge3 akkomnanemeHTa (cante). Tozanee
[leHHe CTaa0 COTPOBOKAATHCA THTAPHBIM AKKOM-
[AHEMEHTOM, HCTIONHACMbIM Ha ruTape (uiaMeHKo
(toque), PHTMHTHBLIM [OXJIOMNEBAHHEM B JIall0MIH
(palmas), PUTMHYHBIM TPHTOMEBAHUEM (zapatedo)
u TaHueM (baile). Jpyrue yHeHbIe YTBEpiKIAMOT,
4TO XOTA HEKOTOpble (OpMBI canle HCTONHATHCH
§e3 MHCTPYMEHTAIbHOTO COMNpOBOHIEHMA (4 palo
seco), Apyrue HopMBl NCTIONHATNCE TIOT AKKOMITAHE-
MeHT. B TeueHHe «3070TOT0 Beka hnaMeHKO», MEKIY
1869-1910 rr, grmaMeHKo GBICTPO pasBUICA 10 cafés
cantantes — HoBoOM (popMel B BHJIE npeacTaBIeHH,
Ha KoTopsle MyGnuka nokynana unersi. Tanuopst
ctanu mobumuamp myOnukd. TMTAPHCTEL, aKKOM-
naHUpyloLlHe TaHuaMm, OLICTPO 3aBOEBLIBA/TN perly-
TamMio, ¥ B OTUX VCIOBHAX 3apoaWiack THTapHas
My3biKa (paMeHKo kak OTae/bHAs (hopma HeKyceTsa
[5; c. 35-40].
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B 1922 r. ogvH U3 BEIHYAaHIIMX HCMAHCKUX ITH-
careneit ®emepuko lapcus Jlopka M 3HAMEHUTBIA
KoMII03uTOp MaHysns e ®anbs opraHu3oBanM (ec-
tBans «Concurso de Cante Jondo», MOCBAIIEHHBIN
cante jondo («nTy6oKas MeECHA») IUIA MOBBIIICHUSA HH-
Tepeca K KHEKOMMEPYECKAM)» CTHILAM (raMeHKo, Mod-
TH TIepeCTaBIINM HCTONHATHCA. VX HHHIMATHBA HE
yBeHuanach ycmexoM. Ilepuon ¢ 1922 r., crenyromui
3a «Concurso de Cante Jondo», m3BecteH kak Etapa
teatral (TeaTpasJbHBEIA IEPHON), WIM IEPUOX Opera
flamenca, Ha3BaHHEI TaKUM 0Opa3oM B CBSA3H C TEM,
9T0 HMIIpecapuo BenpuHec Ha3eIBal OpraHU3yeMBIE
UM 100y ONepoil U MONb30BAHHUA JILIOTAMH B BUIC
6ollee HU3KUX HAJIOTOB Ha ONEPHELIE MPEACTABICHHA.
Cafés cantante TIOCTENIEHHO BBITECHSIUCH Goee Mac-
mTabHEIME (OpMaMU, NaBaEMBIMHU B TeaTpax WM Ha
apeHax Juis koppupl. PIaMeHKo CTajl Ype3BBIIaiiHO
TOMYNSPHLIM, HO C TOYKH 3PEHUS MypUCTOB — Ge3Ha-
JeKHO KOMMEPIMATU3UPOBAaHHEIM [6].

Kaxk npaBuiio, HCIIONHUTENH (GIaMeHKO He Tpo-
XOIMJIM HHUKAaKOro O(QHUIHAIBHOro O0OydJEeHHs: *OHHU
YYWINCH, CIyIas W Habmonas 3a poNCTBEHHUKAaMH,
Ipy3bIMH ¥ cocelsMH. HekoTopele U3 HCIONHHTE-
neil 10 CHX TOp SBIAIOTCA CaMOydYKaMH, OJHAKO B
Halld JHYU IpodecCHOHANBHO 00yI€HHBIE TAHIOPHI
W THTApHCTHI (M TOpO¥ Jaxe MeBIBI) — Gonee pac-
npocTpaHeHHoe sBleHHE. DIaMeHKO HCIOIHACTCA
Ha TpeX BHIaX IUTOMAaJoK — B TPaAMLMOHHEIX juerga,
B HeOONBIMMX Kabape WX KOHIEPTHEIX TOMEIICHAAX
® B Teatpax [7].

Taren ¢pamenko cymecrtsyer B Cepoun ¢ 1939 1.
PacnpocTpaHeHHe ero Haganoch No HEAMaTuse Ob-
i [p6ma Toppec (1901, y6poeuk — 1965, Benrpan),
cocrosaBmIeii B Opake ¢ ucnanneM Xoce Ilenuroit Top-
pecoM, MPOTUBINEMCA 0 Hadana Bropoit MHpoBOif
poitael. Onera nepeexana B lOrocnasuro, a mo3zfHee
B ITapwxk, Tae oTKpbUTa mKory ¢namenko. B benrpa-
Jie OHa Takke OTKphUTa mKoiy B 1939 r. Bece Benukue
axtepsl HanmornansHoro Tearpa Benrpaza mocemany
ee mKoiy (aMeHko. J[Boe U3 ee CTYICHTOB, Horan
Mutocasnsesrd © Onbera Banentnd, fo6mimmcs oco-
60ro ycrmexa ¥ MPORODKAH ¢ OFPOMHBEIM 3HTY3Has3-
MOM HCHOJHATE TaHell. B 1966 r. MuiocaBinbeBAY
OTKpBLI Koy duramenko B HapoxnoM yHUBEpCHTETE
«Becenur Macnenpa». BaleHTHd Takke OTKphHUIa B
Haponuom yHuBepcuTeTe Koy « Hukona Tecnay.

" Heo6XoquMO yIOMSHYTh TaKkXe JIPyroro u3Bec-
THoro cep6ckoro Tammopa ¢mamenko, CredaHuio
IpresHckd. Ee cremuambHOCTE 1O 06pa3oBaHHIO
6BlTa JOPHUCT, OQHAKO, mpoitas kypc Omerum I['pOud
Toppec, oHa cMorna mocine Bropoii MUPOBOi BOMHEI
rmonacts B HanmonaneHei TeaTp. OHa BEICTymana
¢ Gonpmoii MOOOBEI0O K UCKYCCTBY M DHTY3HA3MOM.
Bnaromaps ee Bkiagy omepa «Kapmen» Owura moc-
taBieda B HanumonansHOM Tearpe Ha TakoM BBICO-
KOM YPOBHE, 9TO BOIIIA B MCTOPHIO KaK CHMBOJI CBO-
€ SIOXH.

HHcTpykTop (riamenko Boiia I'opaasnmd Havan 3a-
HHMAaThCs 3THM BHIOM MCKyCCTBa C YE€TBEPTOTO Kilacca
cpenHeil mKoMEl Ha Kypcax Mosana MminocaBibeBH-
ga. JIo 3TOr0 OH YBIEKAICS CIOPTOM — TMMHACTHKOM
u ¢yrOomoM. OmHAaKO B CBA3U C TEM, YTO B 3THX BU-
Jax CIopTa OH YacTo TPaBMMpOBal HOrH, Boiti crai
OXyMBIBAaTh O TOM, YTOOBI HAallpaBUThH CBOIO SHEPTHIO
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B Opyroe pycio. K 3ToMy BpeMEHH OH yXe yMen ur-
parb Ha rutape. My3bika QraMeHKo mo ayxy Osuia emy
OIu3Ka, ¥ OH PEelInI TAKKe HadaTh M TaHIEBaTb.

Bce TaHIOpHI €ro IMOKONEHWs, Kak IMPaBuio,
00pa30BaHHBIE NIIOAN C 3aKOHYCHHBIM BBICIIMM 00-
pa3oBaHueM. DTO BaXHO MOXYEPKHYTH, MOCKONLKY
B 00IIECTBEHHOM CO3HAHHU IO CHX IOpP CyLIECTBYCT
CTEPEOTHIL, YTO TAHIOPH — HeTpaMoTHeIE. Ha camom
Jene, TH MOJIOABIE JIOAW YYHIUCH B DPa3IHIHLIX
YHUBEPCUTETAX M B TO )K€ BPeMs 00ydJanuch UCKyc-
CTBY TaHLa MO TATh JHEH B HEIEN0 MO HECKONbKO
4yacoB B JeHb. UM HPaBHIOCH TaHIEBAaTh (GIaMeHKo
HECMOTpS Ha TO, YTO 3TO HE IPUHOCHUIIO UM HUKAKOfl
MaTephanbHON BhroAsl. ITomuMo duamenko, Boiis
Topianuu akTHBHO 3aHUMANCsd HaydHOH pabotoil,
ITo mpodeccunt 0H — MHXKEHEP-TEOJIOT, CIeIHaucT
B 001acTH METPOJOrHM H HEDTEXMMHUHU, U B TO K¢
BpeMs — 3KCIEPT B 00IaCTH MCCIIENOBAHMS ANCPHbIX
MaTepHaloB.

B 1981 . Topnaand cMeHWI MHUJIOCaBIbEBH U
Ha JOJDKHOCTHM WHCTpyKTOpa (rnamenko B Hapoj-
HoM yHuBepcuTeTe «Becennn Macnensay. [Tosance,
B 1985 r., OH OTKpBHUI IIKOIY MCIAHCKWX TaHLEB W
Haponnom ynuBepcuteTe «bomxumap Amkuian.
Vpoku TaHUa AAOTCA TPU pas3a B Hexenmo. TaHilo-
Pl pactpeneNnsoTcs Mo TpyInaM B 3aBUCAMOCTH 0T
BO3pacTta W YPOBHSA BIIaJIEHUS HCKYCCTBOM TaHIL.
B 1985 r. BMecTe cO CBOMMH YYEHHUKaMH OH CO3J(aJl
TaHIeBaJbHbIN aHcaMOb «bonepoy.

Hn.1. TanuesansHelit ancaM61s «Bonepoy.
Brictymnenune B HaunonansHoM Tearpe, benrpan, Cepbus,
2000 r. ®oTo U3 MMYHOM KoJUTeKIUA Boiin ['opnannya.
[Ty6muKyercs BriEepBbIE

C ocenn 2008 1. oH TaKkXe HaBall ypoKd (uaMen-
ko B McmaHckoM KynbsTypHOM lieHTpe «CepBaHTec» B
Benrpage. Yualuecs 3aHUMAarOTCs B ABYX TIpynnax
no Tpumuark yenosek. Tanuopsl duamenko B Cep-
61 — IPEAMyIIIECTBEHHO JXeHUIMHBL. Boris Topranu'
Hauan oOydarh (JIaMeHKO CBOEO N04b JaHWAIy, Kor-
Ja eiff MCIOJNHWIOCH TpUHAaUarh. IloMmMo ¢namen-
KO, OHa Takke 00ydajack COBpeMEHHOMY OasieTHoMy
HCKyCCTBY, OJIHAKO MO3[HEe PEIliia HOCBATHTEL cebs
UCKIIIOYUTENIBHO (pIaMeHKO, TaK KaK 4yBCTBOBala K
HeMy Oonbinoe Biedenue. OHa yBepeHa, 4TO BO3pact
He WrpaeT HAKAKOM PONY JUIA HCMOIHEHHs (IaMeHKo:
MOXXHO TaHIIeBaTh U B TPUHAALATh, ¥ B TPUAUATH, U B
ceMbJIeCAT. B HacTosIee BpeMs OHa CYUTAETCS TaHLO-
POM C UCKITFOYHTENBHBIM TalaHTOM. JlaHuajia mpomutd
yDIyOJIeHHYTO IIOATOTOBKY B 3TOM BHIE TaHI@A B IIKO-
nax ViciaHuH | Teneph IIOMOraeT OTILy B 3TOk 0011acTH,
3aHMMas JOJDKHOCTh HHCTPYKTOpa TaHUa.




{1, 2. Boiist Topnanu, BEICTYIUICHHE B BpHbauka Banba,
epOust, 2005 r. ©oro u3 MuuHOMK Komtekiyu Boitu I opna-
i Huya. [Tybnuxyercs Brepssie

Un. 3. Unctpykrops! dnamenko Boiis Topaanna
# cro 1046 JTanuona CaBudeBnd. Xopeorpadus «Por
Sulearesy Boitn T'opnarwya. Tearp « Tearap Ty, cuena «Kox
Byka», Benrpaz, Cep6us, 2003 r. ®oTo w3 miaur0H
koyuexun Botin Topnanuda. ITyGnukyercs BrepBbIe

Cpenu TanaHTIMBEIX ydeHHKOB Boitn Topranmua
i Mapus CrameHoB ITakoBud, ponmBmascs B 1986 r.
I'e unTepec x QraMeHKo BO3HWK OYeHh paHo. Korma
&l Guino geTbipe roma, oHa HaGJOANA 32 PEICTaBTe-
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HUEM U TaHIYIOMMMH JEOABMH B IBETACTHIX I00KAX C
000pKaMK M HeoOBIYHEX Ty(uisx: B 9 net ona magana
HOCEIIarh KONy (GIaMeHKo U MpOyduiack B Hell 1e-
catk neT. C 2006 mo 2008 IT. OHa MPOBOMHMIA YPOKH
(maMeHKo B TaHIeBaNbHOI mxoie «O maHcy.

B Tedenne muornx ner ancam6is Boim Topamn-
9a MaeT MpeJCTaBJieHHd 110 CTpaHe W 3a pydexoM. B
¢espae 2007 r. ancaMG1b BEICTyTan B [periu Ha ocT-
poBe Kedanonns, rie uM HCIIONHATOCH (IaMeHKo ToN
aKKOMIIaHEMEHT IPeYeCKOi HapOIHOMN My3EIKH.

HaBHssA TpaquIMA NpenonaBaHus (IAMEHKO B
Benrpane He npepbiBaeTcs BOT yike HECKONBKO Aecs-
TaneTHil. B cBssu ¢ GomGapmuposkoit Cep6um Co-
enuHeHHbME [lITataMmu w HATO npasznroBadme 60-it
TONOBIIMHEI MCTIAHCKHX TAHLEB B Cepbun npomuio B
Hauwnonamsrom Tearpe B Benrpane He B 1999 1, xak
ITaHupoBanock, a B 2000 r. 3a HekoTOpoe BpeMs 10
MPOBECHUA MeponpuATHs Boiis lopmarwa mocerun
HOCONLCTBO McmaHwu, 9T06bI NPHIMACHTE MOCHA Ha
IOy M COITIACOBaTh C HUM TOYHYIO ATy €ro IpOBeJe-
Hus. [locon Mcnanym BEIpa3uIl eNlaHre NpeI0CTaBATE
(UHAHCOBYIO MOIAEPKKY OPraHW3ATOPaM MEPOIpHs-
e, UHCTpYXTOp dhramerko Boitu opnarmua cHagana
OTKa3aJICA NpPUHATL CTONb JHOGE3HOE MpeIIokKEHHe,
HO 3aT€M COINIACHIICS C Pa3yMHBIMH IOBOJAaMHM IIOCTA.
Ilonydgennsle cpecTBa MONLTM HA CO3NAHHE HECATH
TIPEKPACHBIX TaHIEBANBHBIX KOCTIOMOB. COCTOSBIIIHIA-
A KOHIIEPT co6pan OrpOMHOE 9HCIIO 3pHTENEH — 3a1
OBLI ONOH. VeIex MeponpHATHA TOATONKHYII €TI0 Op-
TaHU3aTOPOB K Hee MpasfHoBaHus B 2009 1. 70-netus
MCIIAHCKHUX TaHNEB B CepOun.

B Cepbun cymecTByeT OrpoMHEIN HHTEpEC K HC-
MaHCKOH KyIbType B HcKyccTBy. K mpumepy, ¢ 28 Mast o
2 wrons 2003 . mpoxomun Gpectusans « JJau Mcnauuu B
Benrpane». B Tedenue mectu aueit y 6enrpamues 6su1a
BO3MOXHOCTB ONTymaTh Ayx Hcnaruu u [TupeHees Ha
ymuIe ¢ xopomieif akycTukoi (ynuua Byka Kapamxuaa
B LIEHTpe ropozna). B mporpamme Gsuti Mysbika, pas-
Jada CyBEHHPOB, IT0Ka3bl MOMKI, BHICTABKA MCIAHCKOMN
rpaduku B ranepee «Taiimy, THTEpaTypHBI Bedep B
Hapoxnom yruBepcutere «Bomkunap Amkuita», JIau
HCIaHCKoro KHHO B HapomaoMm yHmBepcutete «Ilypo
Camait». Bce TOXOIBI OT MEPONPHATHS MOMUTA Ha Ty-
MaHUTapHble Henu B Ponp cep60oB npunueccs Enmza-
BeTHI FOrocnasckoii g mocneyromeii MaTepaagbHOM
TIOIIEPXKKH TAIAHTOB B 00NACTH My3bIKH, H300pa3u-
TEIIBHOTO UCKYCCTBA, TATEPATYPhl H HAYKH. v

B 10 ke Bpemsa GBI peanu3oBaH MpoekT «Be3 rpa-
HAI» («Son fronteras»). D10 GbLTa repBas TIOMBITKa
AYXOBHOTO OOBEIWHEHHMA NBYX CTPAH Yepe3 pacckas o
JFOOBH K GpaTCTBE MeX Ty IyIIaMH HCTIAHLIEB H CEpGOB.
BeHdalo 5Ty HHTErpammo HCIaHCKOro (IaMesko ¢ JIy-
ImaMu cepOoB BEICTYIUICHUE C y9acTHeM AHTOHHUO Jeib
Kacrus u cepbexux pomsropucros. Tomucas LpHo-
ropam, OOWH W3 Co3jarelicli OCHOBHOI YacTH MpPOEKTa
«be3 rparmy, no3Hakommics ¢ aeis Kacrmrem B FOx-
HOM Adpuke. OH mHTan 0coby0 JHOGOBE K (IaMeHKo
1 npurmacuin aenb Kactuns B CepOuro 11 coBMECTHOIA
peanm3anyy IpoekTa. AHTOHHO MPOBEN MacTep-KIIace B
Benrpane, 1 13 IOKOJBI TATHHO-UCTIAHCKHX TAHIEB GBUTH
TPATIIAMIEHE BOCEMb JKEHIIHH JUIS BBICTYTUIEHHS Ha
IIPeICTaBIICHUH, MPOXOAMBINEM B meHTpe Casa 31 mas
2003 r. BeicTymiesre cTano HacTosmuM (eitepBepkoM
¢namenko u cepGekoit Myssiku KocoBo, HaOTHEHHEIM
TFO6OBEIO, CTPACTEIO M TOMJICHHEM.
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B xadgecTBe pe3toMe K 3TOMY paccKaly O TaHIE
MOXHO MPHBECTH HCTOPHIO, NMPOM3OMEIIIYI0 C WC-
HaHCKAM XyHOXKHHKOM, TpuexaBmmM B Cepburo u
BIIOOMBIIUMCS B JAEBYIIKY, OTEN KOTOPOil OBLI MPOTUB
Opaka ero Ho4epH ¢ rocteM. XyIOKHHUK ObUT OpaXeH
KpacoToit JEByIIKA W 0COOEHHO MYINEBHOM TEIIIOTOM
moneit Cep6ry ¥ UX HapoOAHOM My3bikoil. OH He Mor
3T0 3a0BITh, YTO 3aCTABHIIO €TI0 BEpHYThCA B Benrpan
Toclie HeTPOXOIDKUTENEHOTO HaXoxaeHNs B Vicianmu.
Benen ux 00BY — cBafb0a U aBoe Aereit [8].

TaHmOpE! r1aMeHKo BHICTYAIOT HE TONBKO Ha KOH-
neprax, Ho U B kiy6ax. Hanpmmep, ancam6ims Boiin Top-
IaHrAga BEICTymaeT B benrpanckoM kiry6be «;Qué pasa?»
B KaxIplii cy66oTHuit Beuep. Kiry6 «Havana» B neHTpe
Benrpana Taxoke SBILIICS MECTOM BHICTYIUICHUI ONTHE
TOIIBI, ¥ IO CHX TIOp B HEM MOXKHO YCIIBIIATh X YBUIETH
HCIaHCKAE TaHell ¥ My3HIKY ¢uIaMeHKo.

Bo3HuKaeT BOMpOC: 9TO K€ NPHBIEKAET COBpE-
MEHHBIX xuTenel Benrpajga B HCTIaHCKOM TaHIE HIH
orTankuBaeT oT Hero? Kak yxe 6puto cka3aHo, ¢uma-
MEHKO TaHIYIOT B Benrpane yxe Ha IpOTsHKEHUH ce-
MUJIECATH JIET, HO B OTIAYHE OT APYTHX IOMYISAPHBIX
TaHIeB (IaMEHKO HCIONHACT HeOONbIIOe KOMUIECTBO
TaHNEeBAIBHEIX Tpym. OHa U3 3TUX IPYINI Ha3EIBaeT-
cq «Vengoy, 910 B OyKBaJILHOM CMBICIIE O3HAYAET «JIe-
p3aid» H noapa3syMeBaeT IPU3EIB K HOOBH, K HO3HAHMIO
KkpacoTsl u3HU. OfifaHa PafoByud, TaHIIOp ¥ XOpeor-
pad rpymmsl, YTBEPKAAET, IYTO IMOIMH U TyX — CaMble
Ba)KHBIE CTOPOHBI (IaMEHKO W Ta CHJIA, KOTOpas Mo3-
BOJIFET BHIp@XaTh TEJIOM CBOIO CYIIHOCTh M YYBCTBa
Ha creHe. TeM He MeHee, HEMHOTHe Genrpaiis! moce-
AT KON ¢ramenko. O. PagoBud Npu3HAETCS, YTO
NPEXOAAT 00ydaThcsl MHOTHE, HO KOTIa OHU IIOHMMAIOT,
9TO 3TOT TaHEIl He SBJLIETCA CPEICTBOM Pa3BIICUCHUS,
Kak, HallpUMep, CalbCca, U 94To OH TpedyeT HampsoKeH-

_ HO#t paboTHI, TO 6EICTpO GpocaroT 3araTusi. OcTaroTcs
TONBKO Te, KTO BIoOIIeTca B ¢maMenko. KoHTHHTEHT

. 00y4aeMBIX (pIaMEHKO IPEACTaBIEH B OCHOBHOM JKE€H-
IMAHAMH, OJHAKO 3TO He ABIAETCA IpoOiIeMoii, moc-
KOIIBKY IS UCTIONHEHNA TaHIA He 0013aTebHO HMETh
NapTHepa, TAHIOP BaXKEH KaK MHAMBHAYaTbHOCTE. IIpn
monepxke wHCTHTYTa «CepBanTecy [9] B Tearpe «bu-
Ted» I'pynmoii 9 65U1a OpraHU30BaHa HOYb UCIIAHCKOM
KyJETYpHI, Ha KOTOPO# BEICTYTIANH J€BYIIKY 3 TaHIle-
BaIILHOM IpynImEl « Vengoy.

Mapuaa Tomans-Cy60THd Takke BBICTyHaua B
Kiy6e «Havana» BMecTe Co CBOEl TaHIEBAILHOM IPyTI-
noit «6epus». IlepBas BcTpeda ¢ (raMeHko GblIa y
M. Tomans-Cy6oTHd B paHHeM AeTcTBe. OHa poamiIach
B benrpazne B ceMbe cepba u ucnanku Koruuthl. Ee
Marh 3aX0Tela NO3HAKOMUTE MaJIEHBKYI0 TPEXJIETHIOIO
MapuHy ¢ HCTIaHCKOM TpaauIMeif  3amucaia ee B aH-
cambire mecHu U mickd «Hukona Tecna» ‘ansa obyde-
HUA UcTTaHCKoMY OarneTy oz pykoBoncteoM Onbru Ba-
JIeHTH, HO 3aHATHA TaHIaMW He HPaBWIHCEH PeOEHKY.
OHa BoCcIIpHHAMAaNa HX KaK-00j13aHHOCTH M HEOXOTHO,

§§ HO DETYIFIpHO WCIONHANA ee, CTapasich He OOHIeTh

PAX SONORIS w - v/ 2010-20

Marb. UcnaHcKuit 6aneT, SBIMIomMiicsa CIIaBOM Kitac-

caueckoro 6anera W (UaMeHKO, TIOMOT eif OBIAJETh
' KIIaCCHYECKMMM OCHOBAMH BEIPaXEHHA UyBCTB depe3
IsmwkeHns. OcBoeHHE OCHOB (TaMEHKO II03BOJHIIO
el BeIpaboTars y cebs CIIoCOOHOCTh K BHACHHUIO BO3-
MOXHOCTEH N TPyTHOCTEH, 3aJI0)KEHHBIX B 3TOH opme
TaHna. B mogpocTkoBOM Bo3pacTe MapuHa He 3aHHUMa-

Hay'HbI0 Xypi
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Nack TaHIAMH, BBIpaXKas HEW3GEXKHBIH I 3TOTO BO3-
pacra npotecT MaTreprHckoii Bone. Ho 3arem Mapwuna
0Co3Hana, 970 (IaMeHko B €€ reHaxX, YT0 HMEHHO 3TOT
TaHeIl C/IeNIall ee TeM, KeM OHa cTana, i 6e3 Hero oHa He
MoxeT. Bepryemucek B benrpan u3s Maapuna, roe oHa
MIpOXXHBaJla B TEYEHHE 3TOTO FOOBOTO IepepkIBa, Ma-
PpYHa NPOAOIDKIIIA W3y9aTh (IraMeHKo — Ha 3TOT pa3 i
€ro 4yncToii hopMe, K KOTOPOii OHa BCEria CTPEMHUIIAC,
Cpenu Bcex TaHIEBANBHEIX GopM diaMeHKo Hanbonee
W3BECTHBIMH U XuTeNel benrpana spnsroTcs cambic
ayTeHTH4YHbIe GOpMEI «sevillane» u «rumbas», momnyc-
Kalolye MMIIPOBU3AUMIO W WCIONHIEMBlE Ha Mpasji-
HUKaX M ¢decTuBaIaX. B u3ydennn 3Tux $opM TaHi@
K MapyHe NpHIUI0 MOHMMaHUE CYyTH (raMeHKo Kak
HMCTOYHWKA 3Heprud. [Io3ToMy OHa MOCBATHIA 3TOMY
TaHIy BCIO CBOIO XH3Hb. HecMOTps Ha TO, 9TO GOJTh-
IIHHCTBY TAHLIOPOB HE YNAETCS JOBECTH CBOIO TEXHUKY
WCIIONHEHUS O BBICOYAMINETO YPOBHS, TAHEI JIOOWUM
MHOTMMH cep0aMH HMEHHO 32 €ro 3HepreTHYecKuii
noreHiMan. M 3ToT noTeHuMan sBIsSeTCS UMEHHO TEM,
nepeln 9eM MaprHa 6naroroBeeT M Ha 4TO OHA TPaTUT
cBOM CIiBl. OHa CIUTAET, YTO SMOIUH U SHEPTHUSA SBIISA-
FOTCS CaMOH CYTBIO (IaMeHKO, 9TO 3TOT TaHell — popMa
BEIpaXKEHUA cebs uepe3 ABIDKCHUE, U UCTIOTHUTENb ¢
JOJUKEH 3a0BIBaTh 00 SMOIMOHANBHOM cocTaBnAoueH
B yroxy Texauke [10].

Jinsa nonynspusanuu taHma B Cepbunm Mapuna
OTKpbUIa cOOCTBEHHYIO KOy ¢rmamenko «AGepus»,
N C KaOKIBIM TOIOM YHCIO HHTEPECYIOUIHXCA Tal-
IIeM TONBKO Bo3pacTaeT. IloMuMoO TamaHTa, TaHUOP
¢baMeHKo MIOMKeH oONafaTh XOPOIIHM YYBCTBOM
pUTMa, 3MOLUOHAIBHOCTHIO, CIOCOOHOCTHIO IEMOHC-
TPHUPOBaTh ¥ KEJTaHWEM BBIpaXaTh SMOIIMH, IO3TOMY
ecnu 651 MapuHa He SABIIACH NPO(ECCHOHATILHBIM
HHCTPYKTOPOM (p1aMeHKo, OHa Tponoinkana OBl TaH-
[eBaTh €ro KaXIbli IeHb — Beb TaHEI] TOMOTaeT eif
OTIBIXaTh M HabWpathes cuil. YacTo, HAXOAACH B CO-
CTOSTHHUM CYacTbs WM IPyCTH, OHA UCIIONHAET TaHell
B OJUHOYECTBE JUIA cebs, U TaKoe WCIIOTHEHUE SBIIA-
€TCs ONHOBPEMEHHO W CaMBIM KPAacHBBIM, U CaMBIM
3MOLIMOHAJIEHO HacHIIeHHbIM. OHa CYUTAET, YTO KOM-
Mepueckas My3blka, Takas, Kak, HampuMep, HCTION-
Herwe Ilako me Jlrocuu, B KOTOPOM TpaaUIAOHHBIC
MEJIOAMH COYETAIOTCA C JXKa30M WIH OI030M, MNH
My3bika rpymisl «Gypsy Kings», momoraeT nomyns-
pHU3UpOBaTh GrraMeHko B Maccax. ApaHXUPOBKH ITHX
HCIONHATENEH CONepkaT TOIBKO 3JIEMEHTHI (liaMeH-
KO, OHAaKO OONBITMHCTBO JIIONEH CIyIIaroT 3TOT BUI
MY3BIKH 00Jiee OXOTHO, YEM ay TEHTHIHEIN (rIaMeHKo,
B KOTOPOM DHTM TPYHHOYJIOBHM H CJIMIIKOM HE0Obl-
geH [10].

IIpenonaBanue ¢maMeHKO BeleTCS HE TONBKO B
xopeorpaduueckux mKxonax, Ho ¥ B OIHOI 0o6meobpa-
30BaTeNnbHOM mKone «Creto3ap Mapkoeua» B Benrpa-
Ie. B Helf ¢praMeHKo BXOIHUT B IIKONBHYIO MPOTPaMMY.
BTOpEIM HHOCTPaHHBIM A35IKOM B IIKOJIE ABJIAETCA UC-
TIaHCKHH, H 00ydeHHe eMy Ha9iHAETCs ¢ IATOro Kilacca
(c Bo3pacta 10-11 net). 3TO ABNACTCA HAOMOIHUTEND-
HBIM CTUMYJIOM JJIs U3yYEHUS TaHIla Ha COELUANBHBIX
XopeorpapudeckuX ypokax, Iie IperonaBaTelb YIuT
JieTell UCTIONHATH (maMeHKo. B koHIle KOIEHOTO Tofia
yJamuecs OpraHu3yroT KOHIIEPT, Ha KOTOPOM JEMOHC-
TPHPYIOT CBOH 3HaHHS MCIIAHCKOTO A3bIKa M 3HAHHUA O
KyneType Mcnanum [11].



3akuro4eHne

Tpagmma ucnonHernus ¢uiamenko B Cepbuu wMe-
oMpeprBHYI0 70-TETHIOI HCTOpHIO. BONBIMMHCTBO
QNHMTENEl (aMEeHKO — MpeNCTABHTENH KEHCKOTO
Oco0bIit HHTEpEC TPENCTARNIAET TOT (aKT, 9TO Mo~
oulee GONBIIMHCTBO 3aHAMAFOMIMXCA (NIaMEHKO
OpOB ABNSIOTCA JIOABME C BLICOKAM YPOBHEM 00-
HHOCTH. I1y6Gmika G1aroCKI0OHHO NPHHAMAET BEI-
TeHus TaHIOpoB (uiaMeHko. B commamsHOM cpene
HKO KOTHPYETCs JOCTaTOIHO BHICOKO, @ MCIIONHS-
He €ro TAaHUOPHI ONB3YIOTCA GONBIINAM ITOITEHHEM
Ml COOTEYECTBEHHUKOB. TeM He MeHee, CyIIeCTBYIO-
KOHOMHMYECKUE YCIIOBHSA BBIHYX/IAFOT TAaHIIOPOB 3a-
ATHCA ¥ APYTHMU BHIAMH JESTENHHOCTH, OCKOIBKY
Henre (uraMeHKo He JaeT NOCTATOYHEIX JUIA [PO-
AHMA [0X0MOB. ONHAKO 3TH PEeaTMH HE CIOCOOHBI
WTh WX OTKa3aTkCs OT (NIaMEHKO — OHA He TOJLKO
POMBBOLAT YXKe CyIeCTByfomme (GOpMEI TaHIa, HO
larofaps MOIMyYeHHOM Xopouel OATOTOBKE B Tpa-
OHHBIX (opMax ¢uraMeHKO CO3NaroT COOCTBEHHYIO
orpaduro. CyInecTBYIOT IIPUMEPEI CO3MAHHS HOBEIX
M Xopeorpa¢ur Ha OCHOBE 00beUHEHNA HCIAHCKHX
€B ¥ cepOCKoi My3bIKU. TaHIIOpEI-cepObI yTBEpXK Ia-
1, YTO MCIAHCKWIA TaHEel HaXONWT OTKINK B HX JyIIe,
K KaK COOTBETCTBYET HX TEMIIEPAMEHTY M TO3BOIET
[ MOTHOCTEEO BRIpaXKaThk CBOM 3MOIIMH epe3 Hero. Bel-
JJUTENBHAT CHIA, 3aKITFOIAFOMIASCS B TAHIE, SBIETCA
HBEPCANBHBIM A3BIKOM, TIO3BONISIONIAM MpPEOOIEeBaTh
fiYeCKHe TPAHMILL ¥ YCTAHABIMBATE HETIOCPEICTBEH-
10 KOMMYHHKAIIAIO MEXAY JEONBMH.

IIpameyanus

|. JlanHas ctarbg ObUIa CO3MaHAa C MCIIOIB30-
MeM pe3ynbTaToB, MONyYeHHEIX B Xome IIpoekTa
77027 — «MeX3THUYHOCTh, MYJIETHKYIIETYPATH3M,
Wrpauyy — COBpEMEHHBIH IPONECC, OPraHN30BaHHO-

ro MHHHCTEPCTBOM HayKH M TEXHOJIOTHIECKOTO PA3BH- -

TEsA Pecny6nuku CepOus. -

2. B 0CHOBe HacTOAMIEN pabOTEI JIEKHUT aBTOPCKOE
T0JIEBOE MCCIIENOBAHME, NPOBENeHHOE OCeHbIo 2008 I
¥ ¢ 3UMBI 110 BecHy 2009 1. B Benrpane cpenu WHCTpYK-
TOPOB W TaHIOpPOB (raMeHKo. Braromapro Bcex, KTo
Ilall MHTEPBBIO U MOMOT HallUCaTh HACTOAMIYIO paGoTy.
Beipaxaro 0cobyro 61arofapHOCTs 3HAMEHHTOMY MHC-
TpyKTOpy (mamenko r-Hy Boite ['opaanmay, ero noge-
PH — HHCTPYKTOpY ¢namenko J[anuane CaBH4eBHY H
HHCTPYKTOpY (mamerko Mapmn CrameHoBe ITakoBH.
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Cmamus nepesedena B.B. Cuzosamosvim

Gordana Blagojevic
Belgrade, Serbia
Dance as a Universal Discourse in Inter-Ethnic Contacts: an Example of Flamenco in Belgrade

Flamenco dance is a part of the Spanish cultural heritage. Its beauty attracts many people throughout the world.
Alot of professionals and amateurs of different ethnicity are actively engaged in this dance. In Serbia flamenco dance
has been present for seventy years. Serbian flamenco dancers dance primarily to Spanish flamenco music. However,
there were performances in which they danced with Serbian folk music. Here the universality of dance movements is
revealed. It does not lose its identity and at the same time it is able to overcome the existing boundaries and to remain
recognizable. Two cultural traditions are permeated here.

Key words: flamenco, inter-ethnic contacts, dance, Belgrade, ethnic identity, Spanish culture.

Muller Kjell Skyllstad
Bangkok, Thailand

CROSSING THE DIVIDE:
ARTS EDUCATION FOR CONFLICT TRANSFORMATION

Since 1975 the author has initiated projects of intercultural dialogue in Norway, his native country and: in other
multicultural societies in Europe and Asia. During the years of 1989 - 92 he became research director for a project
sponsored by the Norwegian Cultural Council aiming at determine the effect of a music and dance program in Norwe-
gian public schools on the reduction of inter-ethnic conflicts. Leading artists and music educators from the immigrant
communities in Oslo together with artists from their countries of origin were invited to cooperate in a three year
arts education program focusing on cultural traditions from three continent s- Asia, Africa and Latin America. Tests
carried out at the beginning and end of the project in conjunction with participatory observation and reports from

{luanoru Kynbmyp. 3MHOKY LMY pHan KDHBepreHuurl / Dialoques of Cultures. Ethnocultural Convergence
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