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Abstract

In the XX century, specific individuals in the Ukrainian Diaspora preserved, developed and
propagated aspects of bandura culture and tradition, much of which disappeared in Ukraine in the
light of new political realities. This included such aspects as the loss of the Kharkiv type bandura,
the Kharkiv method and technique of playing, and its traditional repertoire. During the 20th century,
Vasyl Yemetz made a significant contribution to the development of the modern bandura and the
establishment of the solo concert performance on the instrument. This study is an attempt to
glean new information regarding traditional playing techniques he learned as a youth and new
techniques he later developed, and also a reevaluation of his repertoire based on reminiscences
and recordings made by the author in 1979.

The purpose of this research is to focus on traditional, transformational and innovational
aspects in the performance practice and playing technique of Vasyl Yemetz; to reevaluate
those aspects of the kobzar tradition that he retained, and those that he modified in his concert
performance practices, and to compare these to contemporary practices later developed in Ukraine.

The research methodology is grounded in historic, systemic, sociological and cultural approach
and related methods of scientific study, in particular, a historic-chronological analysis of the bandura
playing techniques used by Vasyl Yemetz, in particular, the method of systematic classification and
complex analysis of the playing techniques that he retained and also later developed. The study
and analysis are directed toward the bandura playing technique and repertoire of Vasyl Yemetz
and his philosophy regarding his approach to the bandura.

The materials used in the preparation of this study include books and articles regarding the
bandura, and specifically about Vasyl Yemetz, recordings on cassette tape and photographs made
by the author. Separate conclusions and generalizations were made on the basis of personal
interaction with the informant and also notes taken at that time.

The scientific novelty of the research is the introduction into scientific circulation of an
organological and ergological analysis of the activities of bandurist Vasyl Yemetz, the tradition,
systematization of the various adaptations, and the development of independent innovations in
the performance practice by this artist on this traditional Ukrainian folk instrument.

Conclusions. Vasyl Yemetz was a unique man and musician. He made a significant impact on
the development of bandura playing technique, repertoire and instrument construction. The artist
combined in his work a traditional kobzar playing and innovations of modern concert performance.
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Audio recordings and photographic materials made during personal meetings contributed
to the rethinking of his artistic, philosophical, cultural achievements, especially in the aspects of
playing techniques and the formation of concert repertoire.

Musical terms developed and implemented by the performer to describe playing techniques
can still be used nowadays in the technique of bandura playing. The audio recordings of the
melodies made during the interview contributed to reconstruct his repertoire and to involve these
works actively in the concert repertoire of modern bandura players.

The interrelation of technical performing techniques and design features of the instrument,
which explains the motives of the philosophical understanding of the bandura art role in the world
cultural process, is highlighted.

Keywords: bandura; kobzar; Vasyl Yemetz; playing technique; Ukrainian Diaspora

Introduction

In 1978, the writer received a scholarship from the Australia Council of the Arts to
improve his technical playing skills studying under prominent bandura players living who
resided in North America.

In December 1987, he flew from Sydney to North America where he had the opportunity
to study with the prominent bandura players of the Ukrainian Bandurist Chorus in Detroit:
Peter Kytasty and Peter Honcharenko. In Detroit he consulted with bandurists Mykola
Liskivsky, Hryhoriy Nazarenko (a participant of the Poltava Bandurist Capella from 1925)
and later with the artistic director of the Ukrainian Bandurist Chorus — Hryhory Kytasty. Being
in North America, he also had the opportunity to spend time with the artistic director of NY
School of Bandura, Serhiy Kindzeryav-Pastikhiv (a student of bandurist K. Misevych) and
R. Levitsky, and also communicated with Z. Shtokalko's close friend — Levko Maistrenko.
In Toronto, he met up with the director of the bandura ensembles, Mrs. Valentina Rodak,
as well as with Myroslav Diakovsky (a student of Z. Shtokalko), and in Winnipeg with the
kobza player Pavlo Konoplenko-Zaporozhetz.

On his way home to Australia, he visited Los Angeles, where he had the opportunity to
spend time with Vasyl Yemetz, a virtuoso bandurist and the founder of the first professional
bandura ensemble organized in Kyiv in 1918, which grew into the Kyiv State Bandurist Capella.

Previously, the writer had corresponded with Mr. Yemetz, raising numerous questions
about bandura playing techniques and other aspects regarding the history of the bandura.

The writer flew to Los Angeles and traveled by bus to Hollywood where he stayed with
Yemetz for a period of 7 days.

We spoke for a short time and after a small meal was invited to demonstrate my playing.
After playing, | looked over his instruments, tuned them up and played them. | looked over
his archives and we continued to talk at length recording some of the conversations on
a cassette recorder.

Purpose of the researh
The goal of this study is to focus on traditional, transformational and innovational

aspects in the performance practice and playing technique of Vasyl Yemetz; to reevaluate
those aspects of the kobzar tradition that he retained, and those that he modified in his
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concert performance practices, and to compare these to contemporary practices later
developed in Ukraine.

Recent research and publications analysis

A scientific analysis of the activities of this renowned bandura player has not been
yet undertaken. The proposed article is an initial attempt to understand the scale of
activities undertaken by V. Yemetz, although some features of his creative work are
touched on in the works of V. Dutchak. Comparative characterization of traditional and
innovative features in V. Yemets' work is carried out on the basis of organological and
ergological analysis of his artistic performance activity observed in personal interaction.

Presentation of the main material

The official biography of Vasyl Yemetz is readily available and has appeared in
various publications and is also available on the Internet. It was reprinted several times.
Yemetz (1961) also had a large memorial bibliographical book published in 1961 where
important articles, reviews and photographs were collected. Unfortunately, in more recent
years few bandurists or musicologists had communicated with him, much less had the
opportunity to talk to him in depth about the bandura, the traditional kobzars or about
the state of Ukrainian music in the early 20th century. Yemetz was the single concert
bandura player who had studied directly from the traditional blind kobzars. He was also
very closely connected with the first stage performing bandura players — a phenomenon
that developed in the early 20th century (Dutchak, 2011).

Vasyl Yemetz personally knew such prominent traditional kobzars from the Kharkiv
region such as |. Kucherenko. P. Drevchenko, P. Hashchenko, H. Honcharenko and also
met up with the kobzars from other regions such as Chernihiv kobzar T. Parkhomenko
and Poltava kobzar M. Kravchenko. He knew many prominent bandura players in major
cities such as Moscow, Kyiv, Katerynodar in the Kuban and Prague. His sister married
a member of the Kyiv Bandurist Capella (H. Kopan), and he kept close in contact with
him. He also in close contact with many prominent Ukrainian culture figures such as
K. Stetsenko, O. Koshytz, V. Avramenko, M. Drimchenko, O. Oles.

Vasyl Yemetz's house was quite modest. A one-story bungalow. From the doorstep
of the house one could see the cliff where the word HOLLYWOOD was erected in large
white letters. In the corner of the living room was the bust of the blind kobzar I. Kuchuhura-
Kucherenko that was sculpted by Vasyl's brother, Fedir, an artist who lived and worked in
Berlin. He created the sculpture when he learned of the execution of the prominent kobzar’.

Memories are one thing, but those who are 40 years old can sometimes be incomplete.
Many of these memories and observations were recovered with the help of the recordings?
that were made by myself at the time, and with the entries from the diary that | then kept,
much comes back from oblivion.

" lvan Kuchuhira-Kucherenko was a traditional blind kobzar who rose to the prominence of National
artist of Ukraine. He was arrested in 1936 and executed in 1937 by the NKVD.

2Sectionsoftheserecordings areavailable on Youtube: https://www.youtube.com/watch?v=y82il8uBwT8
The diary has also been published http://www.infoukes.com/lists/banduraforum/
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A young 18-year-old bandurist and collector of kobzar antiquities | had specific issues
that were somewhat different from those that interest me today. What was considered
important at that time seems to have lost pits importance today. At that time, | was
interested in mastering bandura technique and how to refine and develop it. | was also
interested in new and unique compositions and how to play the bandura in a manner that
would capture the public. Today, these accents have shifted, and | am more interested in
other aspects: the connection of modern players with the authentic blind kobzars, how
these people lived, how they communicated, what works were retained in their repertoire
and what aspects they paid more attention to at the time, as well as principles for the
formation of early bandura playing technique.

Today | understand that there was a kobzar tradition that was considerably different
from that which we hear in contemporary concert performance by concert bandurists.
The requirements of the tradition were also different from those of a concert performer.
The listening audience was also different, as the performance requirements were. Kobzar
traditions were different from the modern culture of entertainment today. The kobzars
usually did not have in their repertoire songs played solely for entertainment nor for the
sake of applause. They sang songs, kants, psalms, and works of a mournful nature that
had a particular social function that bordered on the sacred. Just like sacred works
performed in church the audience did not applaud these renditions. It is inappropriate to
applaud a song that songs about death, or misery. They received for their professional
renditions or services a reward or honorarium instead of applause. Such music filled
a psychological need to sound out about suffering, misery, injustice and unrighteousness
and to have listeners share these feelings. Through their fulfillment, they united people
to face misfortune and unrighteousness proving that they could jointly live through the
misery that prevailed around.

It was the kobzar’s repertoire that included songs about truth, falsehood and injustice.
There are numerous songs that characterize the life of a Ukrainian peasant in those
times, where aspects of everyday life were hidden by lies, and where history and truth
were distorted.

For the young collector of kobzar materials, | was more interested in songs that had
a more positive and uplifting effect on the public — entertaining pieces. These included
humorous songs, and | noticed that the ancient humor of Eastern Ukrainians was
somewhat unusual for a young man who grew up in Australia. Ukrainians are the kind of
people who can cry and laugh at the same time, and often laughed through misery and
injustice, and song has become a tool to help overcome misery. They ridiculed persons
in rural life who deviated from standard behavior and social norms.

Yemetz had several concert instruments throughout his life. The first instrument he
acquired in 1908 was the work of master bandura maker Anton Paplynsky in Kyiv. This
instrument was tuned diatonically and had 32 strings — 8 basses and 24 treble strings.

In 1912, Yemetz later ordered a new instrument from Paplynsky, a more sophisticated
model. This instrument now had 12 basses and 22 treble strings but was also tuned
diatonically through 4 and half octaves. This instrument became Yemetz's main concert
instrument on which he played and toured all over Europe and North America. It was
very light and quite fragile and had to be repaired numerous times, most notably the
replacement of the soundboard. The treble strings had metal pegs, although the basses
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continued to have wooden tuning pegs. This bandura became the model for instruments
that were made later in Czechoslovakia in the 1920’s and in Galicia in the 1930’s.

Later, when the Yemetz began to expand his concert repertoire, he had to chromaticize
the bandura in some way. He began to develop experimental instruments to satisfy the
growing demands of his repertoire, where he began to include transcription of classical
music and had to tackle various problems in mastering the technique of playing on
a chromatic bandura.

Yemetz made several experimental instruments, the last instrument being a large
concert band with 62 strings tuned chromatically with a range of 5 full chromatically
tuned octaves.

This instrument had a large soundboard, and although the shape of the instrument
was somewhat cumbersome and inconvenient, it did give a fuller, louder and richer sound.
There were no mechanical devices to rapidly retune the instrument. Chromatization was
achieved by the addition of chromatic strings that were arranged in a specific manner:
on the bridge, the strings were divided into two rows — the main row corresponding to
the white keys on the piano and the auxiliary secondary lower row where the chromatic
strings were arranged which corresponded to the black keys. On the edge of the instrument,
all the strings were in the same plane, so that the strings on the instrument produced
a chromatic row along the edge.

On such an instrument Yemetz could play his previous mastered concert repertoire
with his right hand on the strings nearer the bridge, as before, and with the left he had easy
access to the full chromatic row. When he played his right hand, he played usually near the
bridge on the diatonic row and when he raised the hand towards the upper edge, he had
easy access to all the additional chromatic sounds. The left hand in the normal position,
that is, playing on the edge of the instrument had access to the chromatic row but when
thrown over the edge of the instrument — he had access to the diatonically tuned row.

The basis of V. Yemetz's repertoire was primarily folk songs that were popular in the
early twentieth century. In addition, he included some dumas, kants and psalms that were
part of the traditional kobzar repertoire, as well as some instrumental dances. At this
time, the parameters of stage bandura performance were being formulated — a concert
performance of repertoire mostly for entertainment, which included urban romances,
historical songs and humorous songs that were not normally found in the traditional
kobzar repertoire, but whose function was to entertain the concert audience.

Yemetz's repertoire included works to the words of poets who formed contemporary
Ukrainian consciousness, and also included newly created historical songs — songs that
sang about the historical events of those times.

With each year Yemetz increased the number of instrumental compositions in his
performances, as more and non-Ukrainian listeners came to his performances. In the
beginning, these were folk dance tunes and marches, which were expanded in form
and complexity throughthe use of variations. It also included medleys, and fantasies,
built on then popular folk tunes. In order to expand these work’s he performed different
passages and parts using variations in technique: tremolo, tremolando, playing overtones,
alternating the tempo and dynamics in order to distinguish the individual parts as much
as possible and show the diverse technical capabilities not only of the instrument, but
also of the artist.
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Purely instrumental compositions such as “Church Bells” and “The Dancing
Snowflakes” began to emerge — where folk tunes were expanded by the artist's creative
intent as much as possible.

Compositions began to appear that distinguished different ethnographic zones of
Ukraine, using tunes that were popular in those regions with the poetic names "In the
Steppes of Ukraine", "From the Crimean Mountains" and "In the Carpathian Mountains
of Ukraine".

It should be noted that at one time Yemetz had few competitors in Ukraine regarding
bandura playing, and there were no similar bandurists of his caliber in the Ukrainian
Diaspora at all. He was the consummate virtuoso and one of those who pioneered the
process of improving playing technique, and one can only wonder where he gathered
ideas and inspiration to replenish his repertoire in such conditions where bandurists
where there were no bandurists at all. We rarely see such enthusiastic and expanded
creativity in the performance of bandura players today in Ukraine.

One can notice a parallel in approaches between Hnat Khotkevych and Vasyl
Yemetz. This is seen in composition, playing technique and in shaping the phenomenon
of “bandurism”. Despite the fact that they were both born in the Sloboda region and
knew about each other's existence — and had friends in common - they never actually
met in person. At the time when Yemetz developed his concert activity, Khotkevych
had emigrated to Western Ukraine, and when Khotkevych returned, Yemetz was
living and studying in Moscow. When Yemetz returned to Kharkiv, Khotkevych was
in exile, and when Khotkevych returned to Kharkiv, Yemetz was in Kyiv and then
emigrated.

One of the mediators between Yemetz and Khotkevych was the traditional kobzar
Ivan Kuchuhura Kucherenko, from whom Vasyl Yemetz initially learned to play the
bandura. Kucherenko conveyed much of what he had learned from Khotkevych - to
Yemetz such as the duma about of Khmelnytsky and the duma about the death of the
Kozak bandurist, which were originally composed by Khotkevych, and learned orally
from Kucherenko by Yemetz.

Most of the music manuscripts that V. Yemetz wrote out have been unfortunately
lost. Almost all of Yemetz's musical compositions and arrangements, and a significant
collection of archival transcription of authentic kobzar repertoire, which he recorded
from such traditional kobzars as I. Kucherenko were destroyed. They were all stored in
a traveling trunk, which during his Canadian tour was left in the basement of the house
of prof. P. Matsenko in Winnipeg. At this time there was a large flood and the house was
inundated and all the manuscripts were destroyed by water.

Some things however survived or were recreated, and Yemetz showed me a handful
of music, some of which included published works in a collection from Prague in the
mid 1920’s. Unfortunately, we could not copy and take a picture of what he showed.
| planned to return to copy everything in the next visit. Unfortunately, this did not
happen.

Yemetz initially refused not only to play for me but he would not even take the
bandura into his hands. After a few days, | was finally able to get him demonstrate me
some exercises. The first | remember was his demonstration of playing arpeggios in
a downward direction, that is, instead of playing the arpeggios from the lowest string to
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the highest, he did so in the reverse from the highest string to the lowest, whereby he
could also change the accented note in the process of playing the arpeggio so that the
accent would fall on different notes within the chord.

In tremolando playing, he not only played the chord like a series of upward arpeggios
but also down and up and down. At the same time, he controlled the tempo of tremolando
as a means of bringing out the particular phrase he was playing.

In his playing technique, Yemetz avoided using his first finger (thumb) and did not
alternate it in the process of playing scales up or down, but used 2-3-4 fingers in different
rotations in order to have control over the fluidity of notes of the scale. In many passages,
he would drag his fingers along the strings as traditionally played by kobzars, and in more
complex works, which required full control over each finger. He alternatively played with
a pluck stroke followed by a rest stroked, and distinguished certain melodic figurations
by the alternation of these articulations.

When playing the strings with his left hand, he pointed out that when playing along
the side of the instrument the player should play as close to the centre of the string as
possible to achieve a “sweeter” sound. Yemetz played with the left-handed along the
side of the instrument using a rest stoke, where the finger after striking a string would
rest on the neighboring string, however when he threw his left hand over the side of the
instrument he used a pluck stoke, where the fingertip would not touch the neighboring
strings. In this position he would also use his thumb.

| played for Yemetz on my bandura (Chernihiv concert bandura with retuning
mechanisms). | also played a little on the Kharkiv bandura and in a manner that finally
lured him into taking his instrument into his own hands and playing. Initially he just gave
advice regarding the playing of specific exercises and techniques such as tremolo and
tremolando. He tried several times to describe the process, and finally took the bandura
in his hands and demonstrated his approach to these techniques.

We had a conversation about various exercises and the difficulties of their execution
and what needed attention in order to develop and improve playing technique. One often
does not understand technical aspects until the attention is brought to this specific
element in technique. He especially focused his attention on tremolo, tremolando, some
scallic passages paying the particular attention to the manner of holding the left hand
on the bandura when it was thrown over the side of the instrument.

Yemetz did not use the terminology developed by modern academic bandura players
at conservatories in Ukraine (Broiako, 1997). He used linguistic expressions and concepts,
which were grounded in folk language.

We discussed repertoire. In his Jubilee album he had a list of all the songs and
instrumental compositions that he had performed throughout his career. Turning on the
tape recorder, | managed to record almost everything, lyrics and melodies particularly
focusing on rare works, especially the melodies of those songs that the tradition kobzar
Ivan Kucherenko sang which were sometimes somewhat unusual. Of the vocal works,
perhaps the most valuable today were the melodies of traditional Ukrainian dumas that
Yemetz sang, though | only managed to record them only partially and without bandura
accompaniment. The most interesting of all the recording is probably the melody of the
Duma about Khmelnytsky that Yemetz had learned from Ivan Kucherenko, which has
not been recorded by anyone anywhere else.

Mishalow, V. Tradition and innovation in the bandura performances of Vasyl Yemetz

65



66

ISSN 2616-7581 (Print) BicHMK KIBCbKOIO HauiOHanbHOro YHIBEPCUTETY
ISSN 2617-4030 (Online) KynbTypw | MucTelTB. Cepis: MysnyHe MUCTELTBO 2020-3(1) - 59-70

When we recorded all his songs, we later discussed his instrumental compositions,
and although he did not play them on the bandura, he sang their melodies and described
them how they sounded.

At one point he pulled out a signal copy of a long-playing record which he had
prepared for replication, but which he had not published. On an ancient record player,
he played the record and | managed to record parts of the recordings. On one side was
the composition “From the Carpathian Mountains” — a work that was based on old
Ukrainian motifs, including tunes to “Arkan”. On the flip side were recordings of “Snow
dance”, “In the steppes of Ukraine” and some other dances. The record was instrumental
and was intended for the non-Ukrainian audience. He had recorded it in 1955-58 years
in Hollywood, but it was not released because he was dissatisfied with the quality of
the recording. His wife intended to release the record after this death, but this did not
happen as both died in 1982.

During my stay Vasyl Yemetz was preparing a book of memoirs about his concert tour
through Transcarpathia in 1927, which at that time was part of Czechoslovakia writing
about the problems he encountered during the tour, and his perception and understanding
of the local population in the struggle against the influence of the Russian culture, which
was undermining the Ukrainian cause in those years.

Yemetz was a calm soul, but his eyes would brighten up and become agitated when he
started talking about the Cossack ideal and about the realm of Hetman Paul Skoropadsky.
Yemetz considered himself a Ukrainian monarchist, and he was of conservative political
opinion. Some of his views did not quite fit in with more widespread thinking of the
Ukrainian post WWII Diaspora in the USA.

In Hollywood, there were few Ukrainians, and most were from Galicia in Western
Ukraine and did not understand or appreciate the mentality of Ukrainians from Eastern
Ukraine who left the Russian Empire during the revolution, and, in addition, did not fully
appreciate the bandura which was considered a rather unusual musical instrument in
the eyes of the Galician Diaspora - unpromising (i.e. it was not possible to make a living
from playing it) particularly in normal American life.

He had some conflicting encounters with members of the Ukrainian community
in Los Angeles. The new administration of the Ukrainian community praised historical
figures that Yemetz personally knew and which did not gain his respect. He contributed
a considerable share of the money to build a Ukrainian cultural center in Los Angeles,
which a group of post WWII emigrants had taken over. He thought that he was ill-treated
and was insulted by them and this had a negative effect on him and his future attendance
at Ukrainian community functions.

There are reports that Yemetz played the bandura producing some background music
to some Hollywood films. Apparently, the bandura was supposed to play Arabic music.
Yemetz did not advertise this fact, and these films and the recordings have not been found.

In France, in the 1930s, Yemetz performed with singer Roksolana Verbytska
(Vitvitska) accompanying her singing with his bandura playing. They toured France and
Belgium with concerts featuring not only Ukrainian songs, but also songs in different
languages. The French firm PATE issued recordings of their renditions. Newspaper
reviews stated that these were the best recordings of Ukrainian music and songs that have
ever made.
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Yemetz at the time apparently was going to marry this singer, but when he returned
from touring Canada, she had married someone else. Yemetz was disillusioned.
Since then her name was not mentioned anywhere, neither in his memoirs nor in his
writings.

Vasyl Yemetz's brother Fedir, was an artist and sculptor and worked in Berlin. He had
a son, Troyan, who at one time was a student at the Ukrainian high School in Salzburg,
where my father had also studied. Yemetz's legacy, after his death and the death of his
wife, passed into his hands, and | contacted him to purchase the recording, manuscripts
and instruments. Unfortunately, this did not happen as the negotiations suddenly
stopped.

One question that was difficult to understand was why no one in the Ukrainian
Diaspora visited Yemetz and did not study with him after he settled in the North
America. In California such prominent figures as V. Bozhyk and Hryhoriy Kytasty lived
relatively close by, but no one visited him nor did anyone record any information. It is
evident that he understood his place in Ukrainian music and wanted to pass on his
experiences and creations through the correspondence he had with Nicholas Czorny at
the NY Bandura School and with other prominent figures of Ukrainian culture in North
America.

While studying with V. Yemetz | was able to observe the daily life of this outstanding
artist who was at that time 89 years old. He would in his exercise regime walk around his
house several times a day, and did a variety yoga exercises. One that left an impression
was him was standing on his head for 15 minutes, so that his legs were raised straight
up. He would be silent and focusing on something. He would go silent and breathed
deeply in a specific manner. He could control his body completely. This is perhaps one
of the secrets to his mastery regarding changes in tempo and dynamics and the fact
that he could concentrate intensely on his performance that he never made mistakes
when playing large and complex instrumental compositions.

Conclusions

Vasyl Yemetz was during his lifetime a unique individual and musician who made
a significant impact on the development bandura technique, repertoire and also bandura
construction. He stood at the crossroads from the traditional kobzar playing tradition to
modern concert performance and repertoire.

Through the use of audio recordings and notes much information can still be
reclaimed and reinterpreted through indirect study and review of source materials,
particularly in areas such as bandura playing technique and repertoire. The development
and introduction of specific terms to describe playing techniques can be applied to
Yemetz's bandura playing technique. The recording of Yemetz singing the melodies of
pieces from his repertoire are a fine starting point for the reconstruction of pieces from his
repertoire.

The recordings and notes also shed light on the reasons why his made specific
decisions regarding repertoire, playing technique and bandura construction. These
decisions shed light onto the philosophy of Yemetz regarding the development and
future direction of the bandura.
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AHoTauyis

Y XX cToniTTi OKpemi ocobucTocTi B YyKpalHCbKi pAiacrnopi 36epiranu, posBuBanu
i nponaryBanu ko63apcbKi Tpaguuil Ta acnekTU KynbTypu rpy Ha 6aHAypi, 3HaYHa YacTuHa
AKUX 3HUKIA B YKpaiHi BHacnifoK pernpecii.

Bacunb EMeLb 34iCHNB BaroMumil BHECOK Y PO3BUTOK Cy4acHOro 6aHAypHOro MmUcTeLTBa
Ta 3anpornoHyBaB CTaHAAPT BCTAHOBJMIEHHA COJIbHOMO KOHLIEPTHOrO BWKOHABCTBa Ha
iHCTpYMeHTI. 3anponoHoBaHe AOCHIAXKEHHS MOK/MKaHe 3i6paTu Ta cucTemMaTu3yBaTW HOBI
xepena iHbopMauii Npo TpaZuLifiHi 1 HOBITHI NPUAOMU Fpu, AIKi po3pobuMB B. EMeLb, a TaKoX
34INCHWUTM aHani3 horo penepTyapy Ha OCHOBI peMiHiCLieHLi Ta 3anuciB, 3p06eHNX aBTOPOM
y 1979 poui.

MeTta pocnip)XeHH1 — rnpoaHanisyBatu Ta BUSIBUTU TpaHchoOpMauiiHi Ta iHHOBaLilHi
npouecu y BUMKOHABCbKiN TexHiui Bacunsa €mus; 34iMCHUTUM NOPIBHANbHY XapaKTepUCTUKY
TpagMUiiHOro Ta HOBaTOPCbKOMO Y TBOPYOCTI BUKOHABLS Y KOHTEKCTi Cy4acHOro 6aHaypHOro
BMKOHaBCTBa B YKpaiHi.
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MeToponorisa focnifKeHHA I'PYHTYETbCA Ha ICTOPUYHOMY, CUCTEMHOMY, COLi0NOriYHOMY
Ta KynbTypHOMY Migxofax. 3aCTOCOBaHO METOAM HayKOBOro BUBYEHHS, 30KPEMa, iCTOPUKO-
XPOHOMOFIYHMI aHani3 METOAMK Ipu Ha 6aHAypi Bacuns EMuUA; MeToaM CUCTEMHOT Knacudikauil
Ta KOMMJIEKCHOMO aHanisy irpoBMx NpuinoMmiB, siki BiH po3pobus. MeTog aHanisy cnpsiMmoBaHui
Ha BMKOHABCbKY TEXHIKY rpu Ta KOHLUEpPTHUI peneptyap Bacuna €mugn, noro dinocodcbky
iHTepnpeTauito 6a4eHHsA poni 6aHAYPHOr0 MUCTELTBA Y KyNbTYpHMX NpoLecax.

[xepenbHy 6a3y [LOCHIIXEHHs1 BKJIOYaloTb: KHUMM Ta cTaTTi npo 6aHmypy (ronoBHO,
npo Bacunsa €mus), 0co6MCTi 3anncK Ha KaceTax Ta doTorpadii, 3po6neHi aBTopoM. OKpeMi
BWCHOBKM Ta y3arasbHEHHS NMPOBEAEHO HA OCHOBI 0COBUCTOI B3aEMOSIT 3 MUTLIEM.

HaykoBa HOBM3Ha J0CNiA)YKEHHSA MONArae y BBeAEeHHI B HayKOBWI 06ir OpraHosoriyHoro Ta
eprosioriyHoro aHanisy MUCTELbKOT AisnbHOCTI 6aHAypycTa Bacuns Emus. Bneplue 3giiicHeHO
NOPIBHANIbHY XapaKTEPUCTUKY TPaAMLIAHOrO Ta HOBATOPCbKOrO y TBOPYOCTI BUKOHaBLSA
y KOHTEKCTi cy4acHoro 6aHAypHOro BUKOHaBCcTBa B YKpaiHi.

BucHoBKU. Bacusib EMeLb 6YB yHiKanbHO NHOANHOK | My3MKaHTOM. BiH 34iNCHUB 3HAYHWMI
BMJIMB Ha PO3BUTOK TEXHIKM IpU Ha 6aHAYpIi, penepTyapy Ta KOHCTPYKLiT iHCTpymMeHTa. MuTeub
noegHaB y CBOI TBOPYOCTi TpaauLiiHy Ko63apCbKy rpy Ta HOBaLlii Cy4acHOro KOHLLepTHOro
BWKOHAaBCTBaA.

Aygpiosanuncu n doTomaTepianu, 3A4IACHEHI Mif 4Yac OCOBUCTUX 3yCTpiYelr, Crnpusinu
NepeoCcMUCIEHHIO NOrO MUCTELbKOTO, dinocodCbKoro, KynbTYposIoriYHOro LOpPo6Ky, 0CO6/IMBO
B acrnekTax TEXHONOril BUKOHABCTBa i (pOpMyBaHHS KOHLEPTHOro matepiany. Po3pobneHi Ta
BNpoBagXXeHi BUKOHABLIEM MY3WUYHI TEPMIHW 4S8 OMUCY IrPOBUX NMPUAOMIB MOXHA i CbOrOAHI
3acToCOoBYyBaTW Y MeToAuMLi 6aHAYPHOT rpu. Aypiosanucy Menogin, sgiicHeHi nig yac iHTepB'to
CMpUANN PEKOHCTPYKLiT MOro penepryapy Ta akTUBHOIO 3a/ly4eHHS LiX TBOPIB J0 KOHLLEePTHOro
penepTyapy cy4acHux 6aHAypUCTIB.

BnokpemneHo B3aEMO3B'A30K TEXHIYHUX BUKOHABCbKWX MPUNOMIB Ta KOHCTPYKTUBHUX
0OCO6/IMBOCTEN IHCTPYMEHTa, WO MOSICHIOE MOTMBKU iNocodCbKOro OCMUCNEHHST poni
6aHAypPHOro MUCTELTBA Y CBITOBOMY KYJIbTYPHOMY MPOLECI.

Knio4oBi cnoBa: 6aHaypa; Kob3ap; Bacunb EMeLb; TexHiKa rpu; ykpaiHcbKa aiacnopa

TPAANLINA U HOBATOPCTBO
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AHHOTayunsa

B XX Beke oTgenbHble JIMYHOCTM B YKPAWHCKOW JMacriope COXpaHanu, pa3BuBasu
M nponaraHaMpoBany Ko63apckue TpaguuMuM W acnekTbl KynbTypbl Wrpbl Ha 6GaHaype,
3HayuTEeNbHasA YacTb KOTOPbIX UcYessa B YKpanHe B peaynibTaTe pernpeccui.

Bacunuin EmeL, coBepluns BecOMbIt BKMaj B pasBUTUE COBPEMEHHOro 6aHAypHOro
MCKYCCTBa W MPeAnoXun cTaHAapT YCTAHOBKW COJIbHOTO KOHLEPTHOrO MCMOMHUTENbCTBA
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Ha MHCTpyMeHTe. [pefnoxeHHOe MccnefoBaHne Npu3BaHoO cobpaTb M CUCTEMATU3NPOBaTb
HOBble MCTOYHMKM MHbOPMAaUMK O TPaAMLMOHHbIX U HOBEMLWUX MpUEMax Wrpbl, KOTopble
pa3pa6oTan B. EMeL, a Tak)xe MPOM3BECTM aHanu3 ero penepryapa Ha OCHOBE PEMUHUCLLEHLIMI
1 3anucen, caenaHHblx aBTopoM B 1979 rogy.

Leno wuccnegoBaHMA — npoaHanusvMpoBaTb W  BbIABUTb  TpaHCHOPMaLMOHHbIE
N WHHOBALMOHHble MPOLECChbl B WCMOMHUTENbCKOW TexHuke Bacwunus Emua; ocyliecTBuTb
CpaBHWTENIbHYHO XapaKTepPUCTUKY TPaAULIMOHHOIO U HOBAaTOPCKOro B TBOPYECTBE UCMOHUTENS
B KOHTEKCTE COBPEMEHHOr0 6aHAYPHOMO UCMOMHUTENLCTBA B YKPanHe.

MeToponorus  uccnefoBaHMs  OCHOBbIBAeTCS Ha  UCTOPUYECKOM, CUCTEMHOM,
COLMOJSIOTMYECKOM W KyNbTYPHOM noaxogax. [puMeHeHbl MeTOAbl Hay4yHOro W3yyeHwus,
B YaCTHOCTW, UICTOPUKO-XPOHOJSIOMMYECKUIA aHaNn3 METOAMK Urpbl Ha 6aHaype Bacunus EMua;
MeToAbl CUCTEMHOWN KNnaccudmrKaLMm n KOMMNIEKCHOro aHann3a urpoBbIX NPYEMOB, KOTOPbIe OH
pa3pa6oTan. MeTog aHanusa HarnpaBJieH Ha UCTMOMHUTENIbCKYIO TEXHWUKY UIPbl U KOHLEPTHbIN
peneptyap Bacunus EmMua, ero dunocodckyto MHTeprpeTauuio BUAEHWUS ponu 6aHaypHOro
MCKYCCTBa B KYNbTYPHbIX NpoLeccax.

McTouHukoByto 6a3y UccnefjoBaHNUsA BKJIHOUYAOT: KHUMM U CTaTbu 0 6aHaype (B OCHOBHOM,
o0 Bacunuu Emue), nuyHble 3anucu Ha Kaccetax u ¢oTtorpaduu, chenaHHble aBTOPOM.
OTaenbHble BbIBOAbI M O6O6LLEHWA MPOBEAEHbl HAa OCHOBE JIMYHOIO B3aMMOLEWCTBUSA
C TBOPLIOM.

HayyHaa HOBM3Ha WcCCnefoBaHUSI 3aK/OYaeTCsl BO BBEAEHUM B HayyHbll 060poT
OPraHoJIorM4yeCcKoro v 3prosiorMyeckoro aHannsa Xyf0XXecTBEHHON AesTeNIbHOCTU 6aHAypuCcTa
Bacunusa Emua. BnepBble oCyLLeCTBIEHO CPaBHUTENbHYIO XapaKTepucTUKYy TPaguLMOHHOIO
U HOBAaTOPCKOro B TBOPYECTBE WCMOJIHUTENS B KOHTEKCTE COBPEMEHHOro 6aHAypHOro
MCMNoNHUTENbCTBA B YKpanHe.

BbiBoabl. Bacunuii EMel, 6b11 yHUKaNbHbIM YENOBEKOM M My3blKaHTOM. OH OKasbliBan
3HauMTeNbHOE BNIMSIHUE Ha pa3BUTUE TEXHWUKM UIPbl Ha 6aHAype, penepTyapa v KOHCTPYKLUUK
MHCTPYMeHTa. B. EMeL, coeauHun B CBOEM TBOPYECTBE TPAAWLIMOHHYKO KOG3apCKyk Urpy
1 HOBaLMW COBPEMEHHOI0 KOHLEPTHOIO UCMOIHUTENbCTBA.

Ayauosanucu n poToMaTtepumanbl, CAenaHHble BO BPEMS JIMYHbIX BCTPEY, CNOCO6CTBOBAM
NepeoCMbICNEHNIO €ro XYA0XEeCTBEHHOro, GunocodcKoro, KynbTyponorMyeckoro Hacneaus,
OCOBGEHHO B acrnekTax TeXHONOTUW WCMONMHUTENbCTBA U (GOPMUPOBAHUS KOHLIEPTHOrO
MaTtepuana. Pa3paboTaHHble ¥ BHeApPEeHHble UCMOMIHUTENEM My3blKallbHble TEePMWHbI ANA
OMWCaHUSI UTPOBbIX NMPUEMOB, MOXHO U CErOAHA MPUMEHATb B MeToAMKe 6aHAypPHON Urpbl.
Ayanosanucy Menogui, CoBepLUeHHblIe BO BPEMS UHTEPBbLH, CMNOCO6CTBOBANN PEKOHCTPYKLNM
ero penepryapa U aKTUBHOIO MPUBJIEYEHUA 3TUX NPOU3BEAEHUN B KOHLIEPTHbIA penepTyap
COBPEMEHHbIX 6aHAYPUCTOB.

BblaeneHa B3aMMOCBA3b TEXHWYECKUX UCMOJSIHUTENIbCKUX MPUEMOB U KOHCTPYKTUBHbIX
OCO6EHHOCTEN WMHCTPYMEHTA, YTO OOBSACHAET MOTMBbI (UNIOCO(CKOrO OCMbICIEHUA pPONu
6aHAYypPHOro NCKyCcCTBa B MUPOBOM Ky/bTYPHOM fpoLiecce.
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