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Abstract

In the post WWII years, the isolated Ukrainian Diaspora population in Australia preserved
a type of Ukrainian folk instrument known as the Kharkiv bandura, the method of playing, its
repertoire and technique well into the late 1980's. During this period the style underwent some
transformation and innovation that shed light onto the history of the bandura and demonstrates
the process of transformation that ethnic musical culture undergoes when isolated. It also
demonstrates the process of innovation.

The aim of the study is to focus on bandura tradition, transformations and innovations in
the performance practice of bandurists in the Ukrainian Diaspora living in Australia; to observe
those aspects of the tradition that were retained, and those performance practices that changed,
and the differentiation of this phenomena in comparison to its original counterpart in Ukraine.

The methodology of the study is grounded in historic, systemic, sociological and cultural
approach and related methods of scientific study, in particular, a historic-chronological analysis
of bandura playing techniques in Ukraine, in particular, the method of systematic classification
and complex analysis that performance practice that has taken place in Ukrainian culture. The
study and analysis is directed toward the Kharkiv bandura, the technique and repertoire of Hnat
Khotkevych, his students and the followers of his philosophy toward the bandura, focusing
particularly on H. Bazhul and his student P. Deriashny.

The materials used in the preparation of this study include books and articles focusing
on the bandura, and specifically about H. Bazhul and the Kharkiv-style bandura in Australia.
Separate conclusions and generalizations were made on the basis of personal interaction with
the informants.

The scientific novelty of the work is the introduction into scientific circulation of an
organological and ergological analysis of the bandura players activities of the Kharkiv technique
in Australia, the tradition, systematization of the various adaptations, and the development
of independent innovations in the performance practice on this traditional Ukrainian folk
instruments.
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Introduction

In the aftermath of WWII a large number of citizens from Eastern Europe found
them displaced and despite attempts to repatriate them back to their home countries,
many chose not to be return. Some of these displaced persons chose to settle in
Australia.

Australia in the post WWII era was sparsely settled and industrially little developed
country, far away from major cultural and industrial centers. Ukrainians who found
themselves in Australia were separated not only from their home country but also
from other Ukrainians who had settled in other countries.

Inthe new country the Diaspora population gathered together to form communities:
setting up community halls, churches, schools, organizations and artistic groups to
entertain its members. Those that had emigrated from the home country who had
some knowledge of the performing arts were often sort after and were encouraged to
share their knowledge.

As a result, some aspects of Ukrainian folk culture were established quite well
whereas others were neglected. In the different conditions of a strange continent
the art forms that found favor often underwent changes due to various factors such
as access to traditional materials, or the limited knowledge of informants and their
technical skills.

The purpose of the article

The aim of the article is to focus on bandura tradition, transformations and
innovations in the performance practice of bandurists in the Ukrainian Diaspora living
in Australia; to observe those aspects of the tradition that were retained, and those
performance practices that changed, and the differentiation of this phenomena in
comparison to its original counterpart in Ukraine.

Presentation of the main material

The bandura, a multi-stringed Ukrainian folk instrument, was brought to Australia
in 1948 and on this continent the instrument underwent a variety of transformations
and some innovations.

The bandura is a multi-stringed folk instrument that was before the Revolution
peculiar to a specific area of Ukraine, traditionally Left bank Ukraine. In the 20th century
it became to spread in popularity from rural to urban centers initially throughout
Eastern Ukraine and the Western. At the turn of the century there were only a small
number of traditional bandurists who played primarily in rural settings and who were
traditionally blind. The importance of the instrument grew and this can be seen by the
fact that the most important literary work in Ukrainian was a book of poems called
“the Kobzar" by Taras Shevchenko. The title for the collection was the terms of the
Ukrainian bards who played the bandura.

In the period between the wars the bandura became a popular instrument among
the folk particularly young students with hundreds of ensembles appearing throughout
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Ukraine, however, in the late 30's with a change in direction regarding national politics
bandurists were repressed in Soviet Ukraine, often being arrested, sent to exile or in
some cases shot. The instrument was considered nationalistic and anti-proletarian.

In Australia a small number of emigrants had learned to play the bandura and
these players were sought out by the Ukrainian communities to sing and perform at
Community functions. In time, influenced by these performances of these performers
at numerous community functions, other community members became interested in
also learning to play the bandura.

Hryhory Bazhul, Fedir Deriashnyj, Pavlo Deineka, Pavlo Nosiara were in a short list
of people who had previously learned to play the bandura (Bazhul, 1969).

The most prominent of these performers was Hryhory Bazhul, who had settled in
Sydney. Bazhul had learned to play the bandura from the prominent Ukrainian writer,
ethnographer and musician — Hnat Khotkevych in the early 30's. Khotkevych was
one of the most prominent bandurists in Ukraine in the early 20th century. He had
been very active in the bandura revival in Ukraine but had suffered during the Stalinist
purges and was arrested and executed in 1938. Almost all of his students in Ukraine
suffered a similar fate and as a result, the method of playing the bandura propagated
by him and the unique repertoire he created disappeared in Ukraine (Dibrivny, 1989).

Interest in playing bandura in Australia grew, but the first problem that arose was
where to get the instrument. The bandura is a uniquely Ukrainian folk instrument and
was not available in music shops. Instruments had to be individually hand made, and
although we had players, only one person had some idea regarding how to make the
instrument. This was Fedir Deriashnyj who had made banduras in Ukraine and who
settled in Newcastle, a few hours north of Sydney. Deriashnyj had some knowledge
of making banduras having made a number in Ukraine and Germany, but these
instruments were of a different type and style than the instruments Bazhul played.
The instruments that he made had to be reimagined (Denysenko, 1970).

Whereas the traditional folk bandura in Ukraine at the beginning of the 20th
century had wooden pegs and about 20-21 strings, and gut strings — by the 1930's
the number of strings had expanded to 31 and the instrument to encompass four
diatonic octaves had acquired metal tuning pegs and metal strings.

During WWII the number of strings on the instruments had continued to expand to
34 diatonically tuned strings (Honcharenko design). In Australia the first instruments
made also had 34 strings but soon the size of the instruments continued to grow and
to encompass 36 or 38 strings tuned chromatically through more than 5 full octaves.

In time, others began to make banduras such as Pavlo Diachenko who had been
born in the Donbas region of Ukraine, and Estonian instrument maker Robert Vidikas,
Bohdan Brakh, Mykhailo Dimitro, Peter Chochula. More specific information on aspects of
instrument construction were obtained from New York from Myroslav Diakovsky, Munich —
from Semen Lastovych and from Detroit — from the Honcharenko brothers (Bazhul, 1969).

Regarding bandura construction, a significant problem that was initially
encountered was the availability of suitable materials. The most common type of timber
in Australia is a eucalyptus, which is not used for making fine musical instrument.
European wood was generally not available, and fine European materials and woods
expensive and almost non-existent. In time experiments were made to find substitutes.
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The body of banduras made in Ukraine tended to be made of a softer lighter material
usually red willow or poplar. The willows in Australia were too porous and were not
useful for musical instruments. In time bandura makers started using substitute
timbers for the bodies of the instruments, such as Pacific Maple and She Oak.

The soundboards of musical instruments in Europe used types of pine and spruce
with tight growth rings that are produced by the wide change in temperature between
winter and summer and were common in the Northern Hemisphere. Such wood was
not easily available in Australia. In time bandura makers began to seek a timber
known as King William Pine from the southern part of Australia — Tasmania that in
time became known as one of the finest materials for musical instruments in general.

The parts of the bandura that required hard wood — for the peg boxes and wrest
planks, which traditionally used European Beech, an substitute Australian wood
known as Black Bean began to be used (Mishalow, 2010).

There were significant difficulties in getting tuning pins of the right diameter.
Some makers began overcome this problem by using piano pegs that were sawn
down and made shorter. Others would rummage for tuning pins from broken zithers
and autoharps that had been brought over form Europe.

There were also problems with obtaining tuning keys of the right size, which were
not readily available and had to be specially made.

Once the body of the instrument was made, the instrument needed to be strung
up. Instruments were strung up with a variety of metal guitar strings, however there
was a difficulty in getting long bass strings which had to be specially wound by piano
string makers. These handmade strings were quite expensive.

The craftsmen who made these first banduras were often capable woodworkers
who could make an excellent table or lay a solid wooden floor, but who often lacked
the finer skills and knowledge to craft a fine musical instrument. Nor did they have
enough orders on which they could practice and develop these finer skills. In fact, an
opposite process happened.

In order to make instruments capable of withstanding accidental bumps and falls,
and also withstand warping, these instruments were often overbuild with greater
thicknesses than instruments made in Europe or North America. Sophisticated glues
used for making musical instruments were not employed being replaced by glues that
were readily available such standard table glue (PVA). Instead of having no or just one
sound peg some instruments could have up to 9 sound posts to make the soundboard
more stable, and although this made the instrument more stable it also had the effect
of significantly dulling the tone (Mishalow, 2010).

In Ukraine and also in Europe, a mechanism was developed for the bandura in order
to rapidly retune each of the strings. By twisting this metal dital, each string could be
raised by a semitone. These mechanisms however, required precise manufacture and
placement, which was difficult to do without access to milling machines. The ditals
also needed to be regulated in order to accurately shorten the string by a semitone.

Attempts were made to make similar mechanisms but they were not accurate and
were incapable of regulation. They did not accurately retune the string by a semitone.
These mechanisms were also expensive and added a considerable amount to the cost of
a bandura. In time, the preference turned to instruments with fewer mechanisms, only on
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specific strings in the middle register. As time progressed the use of these mechanisms
continued to be a problem and they were ultimately dropped altogether (Mishalow, 2010).

There were a number of methods or schools for playing the bandura that were
established themselves in the early 20th century. The most prominent schools of playing
were known as the Kyiv and later the Kharkiv styles. With the purges on Ukrainian culture
of the 1930's, after WWII the Kyiv style was the only one that continued in widespread use.
H. Bazhul had learned to play the bandura using what was called the Kharkiv technique on
a diatonically tuned instrument, a technique or method that had disappeared in Ukraine.
This style was the one that he taught and it survived in Australia (Mishalow, 2010).

The diatonic tuning used in the banduras made in Australia allowed the use of
the Kharkiv technique that allowed the left hand to play on the treble strings. The Kyiv
bandura with its additional chromatic strings does not allow this. The Kharkiv technique
that Bazhul used relied on the left hand playing the melodic lines and the right hand
the accompaniment, where as in Ukraine and North America, the opposite became
standard. The continued use of the left hand meant that the left hand technique became
well developed and continued to be developed in Australia.

Traditionally bandurists have used the rest stroke rather than pluck stroke to set
the strings of the bandura into vibration. This was grounded in the traditional manner of
playing used by the blind kobzars. It meant that after setting the string into motion, the
fingertip would come to rest on the neighboring string.

In the late 1950's academically trained bandurists changed over to a plucking
technique similar to that used by guitarists and harpists where the fingertips lifted away
from the strings.

The bandurists in Australia continued to develop their playing technique based on
the traditional rest stroke technique of playing and producing sound on their banduras
(Dutchak, 2011).

In Ukraine in the 1970's bandurists changed over to prosthetic plastic nails, which
were placed on four fingers of the right hand. Bandurists in Australia continued to use
their natural nails occasionally using epoxy glue on the ends to strengthen them. This
had an affect and influenced the sound produced.

The right hand was usually used in an accompaniment fashion, where the placement
of the fingers within the hand was much wider than that used by bandurists in Ukraine
who used the Kyiv technique. This meant that the thumb had more room to move and
play independently in opposition to the 2-4 fingers of the right hand.

Initially the repertoire used and performed included standard Ukrainian folk songs
and pieces that were popular among the Ukrainian population that lived in larger urban
areas in Ukraine. The standard kobzar repertoire began to be neglected because it was
based on laments with a sad component.

In the late 1960's and 1970's youth born in Australia in the Ukrainian Diaspora began to
incorporate pieces that had an English text. Some of the most popular folk songs composed
by singer songwriters from North America, England and Australia became popular and were
incorporated in to the repertoire (Bob Dylan, Peter, Paul and Mary, Pete Seeger etc).

These new songs were introduced by Peter Deriashnyj who incorporated many
devices from the playing of the folk guitar such as Travis picking on the bandura. These
songs left a significant impact on the listening public, particularly the youth.
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In time, Deriashny began to compose his own songs to Ukrainian texts by Diaspora
poets, which incorporated these accompaniment devices, which were common in
North American folk music singer songwriter style. An LP record was produced which
had significant popularity (Dutchak, 2001).

This island of bandura activity came to an end in the late 1980's. One of reasons
was the availability of cheaper and higher quality serially made banduras from
Ukraine. These instruments were quite cheap and had a professional finish, however
they were not designed for the Kharkiv bandura playing style and as a result the
number of bandurists playing in the Kharkiv style fell considerably and suddenly.
The new instruments from Ukraine weighed less and were louder and easier to play.
Without access to the Kharkiv style also meant that all the accompaniment devices
that allowed the bandura to be used for playing North American folk music could no
longer be used or developed.

Conclusion

The preservation of traditional cultural artifacts has taken place in numerous
isolated communities. In isolated Ukrainian Diaspora population in Australia the
Kharkiv bandura, its method of playing and its repertoire survived well into the late
1980's. The style however underwent some transformation and innovation, which
reflected the environment in which this cultural artifact was used. These cultural
remnants allow us to better understand and reconstruct unknown pages of the history
of the bandura in Ukraine, and also demonstrate the process of transformation that
traditional ethnic musical culture undergoes in isolated centers. It also demonstrates
the introduction of innovation in the process of developing cultural artifacts.

References

Bazhul, H. (1960). Hnat Khotkevych. Novyi obrii, 2, 142-149 [in Ukrainian).

Bazhul, H. (1969, December 21). Kobzarske mystetstvo v Avstralii [Bandura art in Australia].
Vilna dumka [in Ukrainian).

Bazhul, H. (1982, June 13). Alfa i omeha mystetskoi odynytsi v Sidnei [The alpha and omega of
an artistic ensemble in Sydney]. Vilna dumka [in Ukrainian].

Bazhul, H. (1984). Z banduroiu po svitu [With bandura around the world]. Bandura, 9-10, 46-52
[in Ukrainian).

Bazhul, H. (1985). Alfa i omeha mystetskoi odynytsi v Sidnei [The alpha and omega of an artistic
ensemble in Sydney]. Bandura, 13-14, 27-32 [in Ukrainian].

Bazhul, H. (1994). Z dalekykh dniv [From far off times]. In A. Bolabolchenko, & H. Khotkevych
(Comps.), Hnat Khotkevych: Spohady, statti, svitlyny [Hnat Hotkevych: Memories, articles,
photos]. Kyiv: Kobza [in Ukrainian].

Bazhul H. (1996). Z delekykh dniv [From far off times]. In A. Bolabolchenko, Hnat Khotkevych:
Biohrafichni narysy [Hnat Hotkevych: Biographical Essays]. Kyiv: Litopys [in Ukrainian)].

Broyako, N.B. (1997). Teoretychni aspekty vykonavskoi tekhniky bandurysta [Theoretical aspects
of performance techniques of bandurists] [Monograph]. lvano-Frankivsk [in Ukrainian].

Mishalow, V. Tradition, transformation and innovation in bandura playing in the ukrainian diaspora of Australia



Bulletin of Kyiv National University ISSN 2616-7581 (Print)
2019+ 2(2) - 163-172 of Culture and Arts. Series in Musical Art ISSN 2617-4030 (Online)

Cherkaskiy, L.M. (2003). Ukrainski narodni muzychni instrumenty [Ukrainian folk musical
instruments]. Kyiv: Tekhnika [in Ukrainian)].

Davydov, M. (2005). Istoriia vykonavstva na narodnykh instrumentakh (Ukrainska akademichna
shkola) [History of Folk Instrument Performance (Ukrainian Academic School)]. Kyiv: Ukrainian
National Tchaikovsky Academy of Music [in Ukrainian].

Denysenko, L. (1970, July 19). Kapela bandurystiv v Avstralii [Bandurist Chorus in Australia].
Vilna dumka [in Ukrainian).

Diakowsky, M. (1958a). A Note on the History of the Bandura. The Annals of the Ukrainian
Academy of Arts and Sciences in the U. S., 3-4, 1419-1420 [in English].

Diakowsky, M. (1958b). The Bandura. The Ukrainian Trend, 1, 18-36 [in English].

Dibrivny, 1. (1989, November 12). Hryhory Bazhul: Nekroloh [Hryhory Bazhul: Obituary]. Vilna
dumka [in Ukrainian].

Dutchak, V.H. (2001). Metodyko-pedahohichni zasady Hnata Khotkevycha ta yikh rozvytok
u kobzarskomu mystetstvi zarubizhzhia [Methodological and pedagogical foundations of
Hnat Hotkevich and their development in kobza art abroad]. Mystetstvoznavchi zapysky, 1,
193-203 [in Ukrainian].

Dutchak,V.H.(2011). Zberezhenniairozvytok rehionalnykh tradytsii kobzarskoho instrumentariiu
v ukrainskomu zarubizhzhi (kinets XX — pochatok XXI st.) [Preservation and development
of regional traditions of kobza instruments in Ukrainian abroad (end of XX - beginning
of XXI century)]. Ukrainska kultura: mynule, suchasne, shliakhy rozvytku: Naukovi zapysky
Rivnenskoho derzhavnoho humanitarnoho universytetu, 17 (vol. 1), 230-234 [in Ukrainian].

Haydamaka, L. (1970). The Kobza-bandura — National Ukrainian Musical Instrument. Guitar
Review, 33, 13-18 [in English].

Horniatkevych, A. (1992). Ukrainski narodni muzychni instrumenty v Kanadi [Ukrainian folk
music instruments in Canada]. Narodna tvorchist ta etnohrafiia, 4, 45-50 [in Ukrainian].
Humeniuk, A. (1967). Ukrainski narodni muzychni instrumenty [Ukrainian folk music instruments].

Kyiv: Naukova Dumka [in Ukrainian].

Lastovych-Chulivsky, S. (1956). Lysty pro banduru [Letters about the Bandura]. New York [in
Ukrainian].

Lastovych-Chulivsky, S. (1965). Bandura [Manuscript]. Munich [in Ukrainian].

Lutsiv, V. (1999). Vid Bystrytsi do Temzy: spohady, dokumenty, publikatsii, lysty [From the Bystrytsia
River to the Thames: Memories, documents, publications, letters]. Lviv: Dyvosvit [in Ukrainian).

Mishalow, V. (1999). A Short History of the Bandura. East European Meetings in Ethnomusicology,
6, 69-86 [in English].

Mishalow, V. (2005). Gnat Khotkevich i razrabotka nomenklatury kharkovskoi bandury [Gnat
Khotkevich and the development of the nomenclature of the Kharkov bandura). In Problemy
instrumentovedcheskoi terminologii, Proceedings of the International Conference (pp. 15-17).
St. Petersburg: Rl [in Russian].

Mishalow, V. (2010). Vyrobnytstvo bandury v diaspori [Bandura production in the diasporal.
In H. Khotkevych, Bandura ta yii konstruktsiia [Bandura and its construction] (pp. 123-127).
Kharkiv: Fond natsionalno-kulturnykh initsiatyv imeni Hnata Khotkevycha [in Ukrainian].

Mishalow, V. (2013). Kharkivska bandura: Kulturolohichno-mystetski aspekty genezy i rozvytku
vykonavstva na ukrainskomu narodnomu instrumenti [Kharkiv Bandura: Cultural and Artistic
Aspects of Genesis and Performance Development on the Ukrainian Folk Instrument]
[Monograph]. Kharkiv: Publisher Savchuk [in Ukrainian].

Mishalow, V. Tradition, transformation and innovation in bandura playing in the ukrainian diaspora of Australia

169



170

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypn i MycTelTs. Cepid: MyauiHe MUCTELTBO 2019 -2(2) - 163-172

Samchuk, U. (1976). Zhyvi struny: Bandura i bandurysty [Live strings: Bandura and bandura
players]. Detroit: Vydannia Kapely bandurystiv imeni T. Shevchenka [in Ukrainian)].

Vavryk, O. Kobzarski shkoly v Ukraini [Kobzar school in Ukraine] [Monograph]. Ternopil: Zbruch
[in Ukrainian).

TPAAULLIS, TPAHC®OPMALLISl TA IHHOBALLIS
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AHoTauyis

Y noBoeHHi poku [pyroi cBITOBOI BillHM yKpalHCcbka fgiacnopa B ABcTpanii 36eperna
XapkiBcbky 6aHpypy, cnocib rpu, penepTyap Ta TexHiKy BMKOHaHHS [0 KiHus 1980-x pp.
Y 3asHauyeHui nepiof Ha HOBOMY TepeHi LeW cnocib rpu Ha 6GaHaypi 3a3HaB HU3KU
TpaHcdopmaLiv Ta HoBoBBeAeHb. Tpaauuin, ika 3bepernacs, NposMBae CBIT/IO Ha icTopiIto
6aHOypu Ta 4EMOHCTpYe npouec TpaHcdopmalil, Lo TX 3a3HaE eTHIYHa My3UYHa KynbTypa
B i30N1bOBaHMX Ocepeakax, a TakoX peHOMeH iHHOBaLinHOro PO3BUTKY.

Merta gocnig)keHHs nonsirae y BUABSIEHHI 3aKOHOMIPHOCTEN, NepeAyMoB TpaHcdopmMaLit
Ta iHHoBaU,ii B rpi Ha 6aHaypi XapkiBCbKOro TNy B yKpaTlHCbKil giacnopi ABcTparnii.

MeTtogonoria gocnigeHHs nobynoBaHa Ha ICTOPUYHOMY, CUCTEMHOMY, COLi0ONOriIYHOMY
Ta Ky/IbTYpPOJIOTiYHOMY MiAXoAax i3 3any4yeHHsAIM HayKOBUX AOCHIAXEHb Y CYMDKHUX ranyssx
My3MKO3HaBcTBa. MeTon iCTOPUYHO-XPOHOMOFIYHOIrO aHasnidy 3acTOCOBYETbCS [ANiA
BUSIBNIEHHS1 0cOBNMBOCTEN TpaguUinHOT rpu Ha GaHaypi. MeTof cucTemMHol Knacudikauii
BMKOHABCbKOI MPaKTUKM 3acTOCOBYETbCSA [AJNiA MOPIBHAHHA 30epexeHnx cnocobis, Lo
nobyTytoTb B YKpaiHi, Ta BUKOHABCbKOI NpakTUKK B ABcTpanii. AHanis 6yB cchokycoBaHui
Ha xapkiBcbKy GaHOypy, TexHiky Ta penepTyap lHaTa XoTekBM4Ya, MOro CTYyAeEHTIB Ta
nocnifoBHUKIB, Moro cinocodito BiAHOCHO MUcTeuTBa rpu Ha GaHpypi, 3 0cobnMBUM
aKkLeHTOM Ha gianbHicTb . baxyna Ta noro ctygeHTta . JepsixHoro. IxepenbHy 6a3sy
cTaTTi cknagatTb MoHorpadii, HayKoBi CTaTTi Ta enicTonapHa cnafwuHa TpaguuinHoro
Ta akafeMiyHoro BUKOHaHHA Ha BaHZypi, Wo po3rnsgatoTb 6aHaypHY AisnbHicTb I Baxyna
(xapkiBCbKMI TWN iHCTpyMeHTa) B ABcTpanii. [lesiki BUCHOBKM 6ynu 3pobneHi Ha Gasi
0COBMCTUX CMOCTEPEXEeHb aBTOPa Ta YNCIIEHHUX iIHTEPB't0 3 BUAATHUMM MpefcTaBHUKaMM
yKpaiHCcbKOT fiacnopu ABcTpanii.

HaykoBa HOBM3Ha npaLi nonsirae y 3anyyeHHi [0 HaykoBoro obiry opraHofioriyHoro ta
eprosioriyHoro aHanisy gisafbHocTi 6aH4YpUCTIB, KOTPi 3aCTOCOBYBaNM XapKiBCbKUIA cnoci6
Ta TeXxHiKy rpu. BusiBneHo piBeHb 36epexeHHs Tpaguuii, cucTemMaTu3oBaHO eBOJIOLINHI
3MiHM cnocobiB rpu, OKpecsieHo KO0 OpUriHanbHUX MPUIOMIB Fpy, BBE4EHUX Y BUKOHABCTBO
Y YKpaiHCbKi fiacnopi ABcTpanil.
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BucHoBKU. 36epexeHHst TpaauLinHux apTedakTiB YKpalHCbKOT KyfbTypu BifbyBaeTbCs
Yy UYMCNEHHMX i30/IbOBAHMX FpoMafax [Aiacropu mo BCbOMy CBIiTY. B ykpalHcbKi giacnopi
B ABCTpanii xapkiBcbka 6aHaypa, BAKOHABCTBO Ha XapKiBCbKit 6aHaypi, XapKiBCbKuUi crnoci6
rpu Ta penepTyap dyHKLioHyBanu 0o KiHua 1980-x. OpHak, Ha ABCTPanincbKOMY KOHTUHEHTI,
Lel cTu/b 3a3HaB MeBHOT TpaHcdopMaLil Ta HOBaTOPCTBA, WO Bigobpaxano cepefoBuLe,
B IKOMY Liel KyNbTYpHUIA apTedhakT BUKOpUCTOBYBaBCS. LLi KyNbTYpHi 3anMLLKK 0O3BOSIAOTh
HaM Kpalle 3po3yMiTU Ta PEKOHCTPYHBATM HEBifOMi CTOPIHKKM icTopil 6aHmypHOro
BMKOHaBCTBa B YKpaiHi, a TakoX AeMOHCTPYIOTb npolecu TpaHcdopmalii, ki TpaguuinHa
eTHiYHa My3W4Ha KyNibTypa 3a3Hae B i30/1bOBaHUX LeHTpax. [laHe JocnifXeHHs AeMOHCTPYe
MeXaHi3aMu BNPOBAOXEHHSI iHHOBALiN Yy MpoLecu pPO3BUTKY KyNbTypHUX apTedakTiB, iX
cucTemMaTM3aLito | [O3BOMISIE 34IMCHIOBATU aHANOMYHI PO3BIAKM Y i30/1bOBAHUX KYNbTYPHUX
ocepepfKax iHWKMX KpaiH CBiTY.
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AHHOTayunsa

B nocneBoeHHble roabl BTopoli MMpOBOM BOMHbI, YKpanHckas guacnopa B ABcTpanuu
coxpaHuna xapbkoBcKyto 6aHaypy, cnocob urpbl, penepTyap U TEXHUKY UCMOSIHEHUS 0,0 KOHLA
1980-x rr. B oTMeYeHHbI neprog Ha HOBOM MonpuLLe 3TOT cnocob urpbl Ha 6aHaype ucnbiTan
psn TpaHcdopMauuii U HoBoBBeLeHMI. Tpaguuus, KoTopasi coxpaHuiacb, MPoNMBaeT CBET
Ha uctoputo 6aHaypbl U AeMOHCTPUPYET NpoLecc TpaHcdopMaLMm, KOTOpon noasepraeTcs
3THMYecKas My3blKasibHaa KyfbTypa B M30JIMPOBaHHbIX coobliecTBax, a Takxe ¢eHOMeH
VMHHOBALIMOHHOIO Pa3BuUTUS.

Lienb uccnepoBaHusi 3ak/toyaeTcs B BbISIBIEHUM 3aKOHOMEPHOCTEN, Mpeamnocbiiiok
K TpaHcdopMaLun U UHHOBaUMM B urpe Ha GaHaype XapbKOBCKOrO TUMa B YKPaMHCKOM
Anacnope ABcTpanuu.

MeTogonorus nccnefoBaHusi NOCTPOEHA Ha UCTOPUYECKOM, CUCTEMHOM, COLIMONOrMYECKOM
M KyNbTYpOJIOTMYECKOM MOAXOLaxX C MPUBJIEYEHWEM HaYYHbIX UCCIeL0BaHUN B CMEXHbIX
oTpacnsix My3sblkoBeAeHus. MeTon WCTOPUKO-XPOHOJIOTMYECKOr0 aHanmM3a MpuUMeHsieTcs
ONA BbISIBNEHUs 0COOEHHOCTeW TPagMUMOHHOW urpbl Ha OGaHgype. MeTofn cucTeMHOWM
KnaccudmkaLmm UCNONHUTENIbCKOM NPaKTUKU NPUMEHSIETCS AJ1A CPaBHEHUST COXPaHUBLLMXCS
cnoco6oB, KoTopble BbITYIOT B YKpauHe, U UCMOSTHUTENIbCKON NPaKTUKKU B ABCTpanuu. AHanus
6b1n1 chokycupoBaH Ha xapbkKoBckoW GaHpaype, TexHWKe W penepTyape [HaTa XoTekBuua,
ero cTypeHTax M nocnepoBaTtenax, ero unocodum OTHOCUTENbHO WMCKYCCTBa WUrpbl Ha
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6aHpype, ¢ 0cobbiM akLeHTOM Ha geaTenbHocTu . Baxyn n ero ctygeHTta 1. [depsikHoro.
basy MCTOYHMKOB COCTaBASIOT MOHOrpadouu, HayyHble CTaTby U SNUCTONAPHOE Hacnegue
TPaAMLUMOHHOIO U aKafeMUyeckoro UCMoNHUTeNbCTBA Ha BaHaype, B KOTOPbIX U3y4yaeTcs
GaHfypHan feaTenbHocTh [ baxyn (XxapbKOBCKUIA TUM MHCTPYMeHTa) B ABCTpanuu. HekoTopble
BbIBOAbI OblIM ceNaHbl Ha 6a3e NIMYHbIX HabNAEHUI aBTOpa U MHOTOYUCIIEHHBIX MHTEPBbLIO
C Bbl4aloLWwMMmMCA NpecTaBUTeNIIMM YKPaMHCKOW guacnopbl ABCTpanuu.

HayyHaa HoBM3Ha paboTbl 3ak/OyaeTCsi B MPUBJIEYEHUM K Hay4yHOMY oOpalleHuto
OpPraHosIorMYeckoro W 3proforMyeckoro aHanusa pAesTeNnbHoCcTM 6aHOypUCTOB, KOTOpble
NPUMEHSINM  XapbKOBCKUMA Cnoco® W TeXHWKY urpbl. BbisiBNeH ypoBeHb CoOXpaHeHus
Tpagmumm, cMcTeMaTU3MpPOBaHbl 3BOJIOLMOHHbIE UBMEHEHUS CNOCOBOB Urpbl, O4YepYeH Kpyr
OpWrMHanbHbIX MPUEMOB UIPbl, BBEAEHHbIX B UCMOJIHEHWE B YKpauHCKON Anacnope ABCTpanuu.

BbiBogbl. CoxpaHeHWe TpaguLMOHHbIX apTedakToB YKPaMHCKOW KyNbTypbl MPOMCXOAUT
B MHOMOUYMCNEHHbIX M30JIMPOBaHHbIX OBLMHAX Auacnopbl Mo BcemMy Mupy. B ykpauHckon
Ovacrope B ABCTpanuu xapbkoBckasi 6aHaypa, UCMONHUTENbCTBO Ha XapbKoBcKoW 6aHaype,
XapbKOBCKMI crnoco® urpbl M penepTyap yHKUMOHUpoBanu [0 KoHua 1980-x. OgHako,
Ha ABCTpPanuWCKOM KOHTUHEHTE, 3TOT CTWSIb NpeTepnen onpefesieHHyo TpaHcdopmaLmio
M HOBATOPCTBA, YTO OTpaxarno cpefy, B KOTOPOM 3TOT KyNIbTYPHbIN apTeddakT UCrnosib30Bascs.
STV KyNbTypHble OCTaTKMN NO3BOJISIOT HaM Jlyylle NOHATb U PEKOHCTPYNpPOBaTb HEM3BECTHbIE
CTpaHuLbl UCTOpUM BGaHOYPHOrO MCMOMHUTENbCTBA B YKpavHe, a TakXe AEMOHCTPUPYHOT
npoueccbl TpaHcdopMaLumu, KoTopble TPagULMOHHAsA 3THMYecKas My3blkasibHasi KynbTypa
HeceT B W30/MPOBaHHbIX LieHTpax. [laHHoe uccnepoBaHWe OEeMOHCTPUPYeT MexaHW3Mbl
BHepeHVs MHHOBALWI B MPOLECChl Pa3BUTKA KYNbTYPHbIX apTedakToB, MX cucTeMaTu3aumio
1 MO3BOJSISIET OCYLLECTBAATb aHanornyHble UCCNefoBaHNSA B M30JMPOBAHHbIX KYNbTYPHbIX
LeHTpax Apyrux cTpaH mupa.

KnioyeBbie cnoBa: GaHAypa; xapbkoBckas 6aHAypa; yKpanHckas guacnopa; ABcTpanus;
MHHOBaUuS; Tpaguums; I XoTkeBuY
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