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METHODOLOGY OF YAN PUKHALSKYI IN BANDURA THEORETICAL
AND METHODOLOGICAL MODERN ACHIEVEMENTS.

The purpose of the work. In Ukraine, the revival of ancient music, kobza and bandura performance meets the criteria of
global values, thus training the new generation of bandura specialists is necessary and of current importance. At the root of
creation a bandura methodology, there is a unique work of Yan Pukhalskyi «Methods of teaching the bandura play» (Kyiv, 1978).
The author considers the problem of training highly virtuoso performer as a whole, synthetic, creative process in which elements
of artistic taste, style culture developed psycho-emotional areas of means of expression are all in inseparable unity. The object of
the article is to highlight methodological achievements in the field of a talented guitarist bandura performing, guitar, domra and
bandura play teacher, methodologist, master restorer, researcher Yan Pukhalskyi, who first outlined the details of the complex
play movements on bandura, emphasized the impact of accentuation in exercises on development of auditory perception, argued
the need for reliance on the string. The methodology of the research is to use such methods as analysis and generalization, as well
as a comparative method that allows us to investigate the process of formation of methodical innovations in the theoretical work
of J. Pukhalsky. For the first time in bandura methodology it was stated and theoretically proved the concept of «purposeful
movements of the fingers», described a complex set basic movements play, paid attention to the state and technical virtuosity of
the right hand, the issues of harmonics and working movements. Detailed and meticulous guidance of the great master are
extremely interesting and can bring substantial benefits to young musicians. Conclusions. The work by Yan Pukhalskyi presents a
coherent system of views on the formation of motor-skill areas of a bandura player, based on the long-lasting persistent activity of
the author. The originality of thinking, certain provisions novelty, the ability to finely analyze and observe, accurately and
succinctly teach, theoretically justify the opinions distinguish «Methods of teaching the bandura play» as a pioneer in the bandura
theoretical and methodological achievements of our time.
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bposaxo Haois bozoanisna, xanouoam mucmeymeosnascmea, npogecop Kuiecvroeo nayionarvnozco  ynieepcumemy
KYIbmypu i Mucmeyme

MetoanyHi HoBanii 5. [lyxajabcbKkoro y 0anaypHoMy TeOpeTHKO-MeTOAUYHOMY AOPOOKY CYYaCHOCTI

MeTo10 podOTH € BUCBITIIEHHS METOAMYHOTO JOPOOKY y raiy3i OaHJypHOrO BHKOHABCTBAa TaJaHOBHUTOIO TiTapHUCTa,
nenarora Io KJacy TiTapu, JOOMpU Ta OaHIypH, METOJMCTa, MalcTpa-pectaBparopa, pociinHuka Sna [eHpixoBuua
[TyxamscpKkoro, e BIEpIIE OMKCaHI IeTali poOOTH HaJl KOMIDIEKCOM IrpOBUX OaHIYPHUX PYXiB, MiAKPECICHO BIUIHB aKIIEHTYAIil
y BIIpaBax Ha PO3BUTOK CIYXOBOTO CIIPUHHATTS, apryMEHTOBaHO HEOOXIIHICTh ONMoOpH Ha CTpyHY. MeToa0JI0Tisl J0CTiTzKeHHS
MOJIATae y BUKOPHCTaHHI TakMX METONIB, SK aHali3 Ta y3araJlbHEHHS, a TaKOXXK KOMIIAPATUBHOTO METONY, SKi J03BOJISIOTH
JIETILHO JIOCHIJUTH Tpouec (GopMyBaHHS METOAWYHUX HOBalill y TeopeTmdHOMYy HopodOky Sl. Ilyxamscekoro.. Haykoma
HOBH3HA. Brepmie y OanmypHiii Metomoiorii 3aikcOBaHO Ta TEOPETHYHO OOIPYHTOBAHO MOHATTS «IIUIECIPSIMOBAHI PYyXH
MAIBISIMI», OMUCAHO CKIIAJHUN 0a30BHH IrpOBHI KOMIUICKC PYXiB, MPUALICHO YBary IOCTAHOBII Ta TEXHIYHIN BIpTYO3HOCTI
NpaBoOi PyKH, MUTAHHSAM 3BYKOBHOO0YBaHHS Ta TEXHOJIOTI] OIIaHyBaHHS MPUTOTYBaJbHUX Ta POOOUMX IrpoBHUX pyxiB. JleTanbHi Ta
peTeNbHO MpOojAyMaHi peKOMEeH/Allil BEJIMKOro MaiicTpa HaJA3BMYaiHO I1iKaBi Ta MOXYTh NPHHECTH BaroMy KOPHCTb MOJIOIMM
My3HuKaHTaM. BucHoBkH. Y poboti . [Tyxanbchkoro BHKIIQAEHO HIJIICHY CHCTEMY IOTJIAAIB Ha (OPMYBaHHS PyXOBO-3BYKOBOI
cthepu maiicTepHOCTi OaHmypHCTa, IO TPYHTYETHCS Ha OaratopiuHiid TUTIIHIA JisSUTBHOCTI aBTOpa. OpUTriHANBHICTH MHCICHHS,
HOBM3HA PAAY TOJIOKEHb, YMIHHSA TOHKO aHAJI3yBaTH i CIIOCTEPIraTH, a MOTIM TOYHO i JJAKOHIYHO BHKJIAJATH, TEOPETHYHO
0OTPYHTOBYBATH CBOi TyMKH BHOKPEMIIIOIOTH «METOIMKY HaBYaHHS I'pi HAa OaHIYpi» K HOBATOPCHKY Yy OaHIYPHOMY TEOPETHKO-
METOUYHOMY JIOPOOKY Cy4acHOCTI.

KurouoBi ciioBa: Ganmypa, METOI0JIOTIS, TAPMOHIsl, BAKOHABChKa TEXHIKa.

bpoako Haoexcoa Bozoanosna, xanoudam uckyccmeogedenus, npogeccop Kuesckozo nayuonanvnozo ynueepcumema
UCKYCCMS U KYIbmypbl

Metoauueckue HoBauuu 5. Ilyxaabckoro B 6aHypHOM TeOpeTHKO-METOIUYECKOM HACIeIUH COBPEMEHHOCTH.

Ileabo padoThl SABIACTCS OCBEIIEHHE METOIUYECKOTO HACIeANs B 0071aCTH OaHIYPHOTO MCIIOJHUTENBCTBA TATAHTINBOTO
THTapuCTa, IeJarora IO KJIAcCy THUTapbl, JOMpbl M OaHOyphl, METOIWCTa, MacTep-pecraBparopa, HucciemoBaTens SHa
I'enpuxoBnya IlyxanbCkoro, rie BHEpBbIE ONHCAHbI JeTand pPabOThl HaJ KOMIUIEKCOM HIPOBBIX OaHIYpHBIX JBH)KEHHH,
MOAYEPKHYTO BIMSHHE aKIEHTYallUH B yHNPaKHEHHSAX Ha Pa3BUTHE CIyXOBOTO BOCHPHATHSA, apryMEHTHPOBAaHO HEOOXOAUMOCTD
OIOpPBI Ha CTPYHY. MeTOo10JIOTHS HCCJIEOBAHMS 3aKII0YAeTCsl B HCIIONb30BAHMU TaKMX METOLOB, KaK aHauM3 M 00oOmeHue, a
TaK)Ke CPAaBHUTEILHOTO METO/1a, KOTOPHIE MO3BOJIIOT JACTAJIBHO MCCIIEOBATH IpoLiecc (POPMUPOBAHUSI METOANYECKUX HOBAIMH B
teopernyeckom Hacienuu . [lyxansckoro Hay4ynasi HoBuM3Ha. BrepBbie B OaHaypHOW MeTOJONOrMM 3aMKCHPOBAHO W
TEOPETHYECKH OOOCHOBAHO TIOHATHE «LEJICHANPABICHHBIC JBW)KCHHS MajbllaMU», OIHMCAHO CIIOKHBII 0a30BBI WIPOBOM
KOMIUIEKC JBHXXCHUMH, yJIeJICHO BHUMaHNE OCTAaHOBKE U TEXHUYECKOW BUPTYO3HOCTH NPABOH PYKH, BOIIPOCAM 3BYKOW3BJICUEHHS



U TEXHOJOTHH OCBOCHHSA IPHUTOTOBICHHBIX W pPaOOYMX WIPOBBIX MABIDKeHWH. IlogpoOHBIE W TIIATETHHO NPOTyMaHHBIE
PEKOMEHJIAIINH BEJMKOT0 MacTepa 4Ype3BBIYalfHO WHTEPECHBI W MOTYT HPHWHECTH BECOMYIO IIOJIb3Y MOJIOABIM MY3bIKaHTaM.
BoiBoabl. B pabote . [TyxanbCkoro n3iiokeHa MMeJ0CTHAs CHCTeMa B3MISIOB Ha (OPMUPOBAHUE JIBUTATEIHLHO-3BYKOBOW CQEphI
MacTepcTBa OaHIYypHCTa, OCHOBAHHAS HAa MHOTOJICTHEH IUIOJOTBOPHOW NEATEILHOCTH aBTOopa. OpUTHMHANBHOCTH MEBIILICHUS,
HOBH3HA psJia MOJIOKCHHM, YMCHHE TOHKO aHAJTU3UPOBATh U HAOIIOIATh, 2 TIOTOM TOYHO W JIAKOHHYHO H3JIaraTh, TCOPCTHICCKH
000CHOBBIBATh CBOU MBICITH BBIICISIOT «MeTOMUKy 00y4YeHHs Urpe Ha OaHIype» Kak HOBATOPCKYIO B OaHJIYPHOM TEOPETHKO-
METOIUYECKOM HACJEeIUN COBPEMEHHOCTH.

KiroueBble ciioBa: 6aHnypa, METOMOJIOTHA, TAPMOHHUS, UCTIOJTHUTEIIBCKAS TEXHUKA.

Relevance of the research topic. World cultural processes of the beginning of the
third millennium are marked with deep informatization of the cultural and artistic space,
mutual influence of different national cultures and types of civilizations (according to
mental, religious, ideological features) and, at the same time, the desire of peoples, ethnic
groups and small ethnic groups to avoid self-dissolution. Traditional foundations of folk
culture contribute to the development of the nation's culture. In Ukraine, the renaissance of
ancient music, kobzar and bandura performances meets the criteria of global values and
therefore the preparation of a new generation of bandurists is necessary and relevant. This
creates a necessity in a scientific understanding of the phenomenon of bandura art, the
evolution of the basic laws of acoustic capabilities of the instrument and the peculiarities of
sound production, awareness of the principles, forms and methods of education of a
professional bandurist.

Analysis of researches and publications. Performance mastery of bandurist is
actualized in works of many scientists as a scope of research in the field of musical
performing arts. Among them are M. Davydov, “History of Playing Folk Instruments”, M.
Davydov “Kyiv Academic School of Folk-Instrumental Art”, M. Hai “Mykola Budnik and
Kobza”, A. Omelchenko “Bandura Play School”, N. Broiako ‘“Methodology of Teaching to
Play Bandura”, V. Kushpet “Eldership. Traveling Musicians in Ukraine XIX — beg. XX
centuries”, V. Kushpet “School of Reconstruction of Performing Tradition — Kobza, Lyre,
Torban, Bandura”, V. Dudchak “Bandura Art of Ukrainian Abroad XX — beg. XXI
centuries”, V. Mishalov “Kharkiv bandura”, etc. Such reworks are, of course, a unique
methodological tool within the scope of musical-performing activities of bandura players, as
a system of concepts, terminology, methodology and methodology. Concepts of authors
provide an opportunity for many developments and interpretations with the purpose of their
rational use in the field of bandura, but on a fundamentally new ground — on the basis of in-
depth study of specifics of sound formation and sound generation with bandura. The unique
work by Ya. G. Pukhalskyi “Methodology of Teaching to Play Bandura” (Kyiv, 1978) is at



the origins of creation of bandura methodology. The author considers the problem of raising
of a highly professional virtuoso performer as an integral, synthetic, creative process in
which elements of artistic taste, stylistic culture, developed psychoemotional sphere and
technical means of expressiveness are inextricably linked to organic unity.

The purpose of this research is to highlight the methodological rework in the field of
bandura performance of a talented gquitarist, guitar, domra and bandura pedagogue,
methodologist, master-restorer and researcher Jan Henrikhovich Pukhalskyi.

Scientific novelty. For the first time in bandura methodology the concept of
“purposeful movements of fingers” was determined and theoretically grounded, complex
basic play complex of movements was described, attention was paid to positioning and
technical virtuosity of the right hand, the question of sound production and the technology of
mastering preparatory and working play movements.

Presenting main material. Yan Henrikhovich Pukhalskyi's experience of many years
of concert, educational, pedagogical activity was embodied in textbooks and methodological
developments: “Methodology of Teaching to Play Bandura™ (1978), “Methodology of
Teaching to Play Guitar” (manuscript). He published more than 50 printed worksheets for
translations and editions of musical works for guitar, more than 30 printed sheets remained
in manuscripts. Among incomplete works there is a research on the history of performing
styles of guitar art [3, 76].

The main work by Ya. Pukhalskyi “Methodology of Teaching to Play Bandura” is
almost unknown to the general public of teachers due to the poor quality of publication, a
small circulation (only 400 copies) as well as the premature death of the author. However,
the revolutionary ideas described in the manual are relevant today for educators,
methodologists and bandurists-performers. This book, according to the author himself, can
bring significant benefits to solving methodological issues and pedagogical tasks, at which
most of the attention of bandura teachers is focused on.

The proposed publication, the author emphasizes, is only a part of the work
considering the following: the history of bandura performance; the evolution of positioning
and sound production as a consequence of instrument modernization; initial period of
research; work on the decision of the executive apparatus.

Analyzing and comparing the functioning of the hands of the performers on strings

and keyboard instruments, their own performing and pedagogical experience with students-



guitarists, bandurists and domsters at Kyiv Conservatory (currently P. Tchaikovsky National

Music Academy of Ukraine), the author makes conclusion, that “bandurists students in their

work face much more difficulties” than other instrumentalists [4, 43]. Such difficulties, in

particular, include:

o Mistake-free finding of desired strings, a kind of developed specific “tactile
sensation’’;

o Ability to play not looking at the tool.

According to the researcher, the mastery of these specific skills should contribute to
the harmonious combination of Kyiv and Kharkiv schools within a single executive manner.
In this context, the author emphasizes that performers-bandurists are in the need of a critical
reconsideration of existing methodological provisions. In practice, you should apply the most
valuable recommendations, both from the bandura and other tools playing techniques.

Ya. Pukhalskyi surgically, precisely, like in a dotted line, for the first time outlines
"insignificant” details of work on the complex of bandura play movements: he explains the
need for mastering the upright movement first; emphasizes the influence of accentuation on
the development of hearing perception in exercises; argues the need in the support on a
string; correct fixation of the hand positioning facilitating sound production; emphasizes the
“artistic” of the technical work.

The researcher interprets the execution technique not only as the ability of the
executive apparatus to perform play movement at a high speed in one way or another (which
is also very important), but also as an artist's ability to reproduce sound, rhythmic, dynamic
and other sides of the work [4, 15]. However, some performances are considered by Ya.
Pukhalskyi in isolation from the artistic musical context. The overwhelming problem — the
artistic interpretation — is considered by the author only partially, although it indicates the
need in formation of technical skills in the process of artistic education of a bandurist
performer.

Another is the author's attitude to the formation of bandura sound. According to Ya.
Pukhalskyi, in addition to the importance of the “main place of sound production™ [4, 76],
the following factors influence the sound color: the methods of sound production — a pinch
or a punch; shape of a pad or nail; the angle at which the vibrations of the string are given
relative to the plane of the tool; the angle of the passage of the pad finger or nail through the

string at the moment of sound production.



The researcher reflects on the various characteristics of bandura sound, and concludes
that “the fundamental distinctive feature of bandura sound in the past and today remains a
clear, pure, silvery tone” [4, 77].

Ya. Pukhalskyi considers sound production and positioning as a “closely intertwined
with each other issues not being a subject to separate consideration” [4, 42]. According to the
author, the choice of a particular position of the hand, as a rule, is carried out taking into
account the large number of compromises, and only the correct understanding of the ultimate
goal in the learning and development of the student justifies these compromises.

The teacher emphasizes the fact that the evolution of production and sound production
on the bandura is a consequence of instrument modernization. The artist came to this
conclusion, relying on the works by Ya. Shtelin, M. Lysenko and O. Famincina. He has
reached the solution of the problem of modern bandura production closer and more concrete
than the previous authors of bandura schools. While tracing the evolution of the kobza-
bandura from the neck to the modern chromatic with the two-row arrangement of the strings
of the instrument, the author simultaneously notes the evolution of arrangement of the
instrument — from the inclined to almost parallel position of the neck in relation to the body
of the artist.

The modern instrument positioning is a consequence of the bandura modernization
due to a sharp increase in the instrument's hull, which is an obstacle to the game's pre-setting,
that is, holding the tool sloping, guitar-like. The positioning depends on the convenience of
positioning the fingers on the strings, the method of sound production, the perspective
(meaning the performance skill growth embedded into the positioning) [4, 53].

The author suggests placing the bandurist's right hand to begin with the game of the
tetrachord, placing pre-1-2-3-4 fingers on four adjacent strings, triggering the strings in the
process of removing the fingers from them. In this example, in his opinion, “necessary bases
for the development of interconnections of the first order are laid: positioning, sound
production, error-free hit on the string, compliance with the application. ability to play, not
looking at the strings. The process of mastering the interrelationship of the first order is
based on the assimilation of the interrelations of the second order: “auditory perception, the
rhythmicity of the game, the quality of sound” [4, 54]. This, in turn, helps to master the
interrelationships of the third order: "the ability to move along the string series, the

development of vigor and physical endurance" [4, 54].



Consequently, the conditional term “positioning”, which is mainly associated with
statics and real estate, Ya. Pukhalskyi regards as a broader concept on the basis of the
proposed three-staged system of interactions: not only as the initial position of the hands, but
also the external manifestation of the game movement, when the search for the most natural,
free, elastic, convenient game movements is aimed at implementation of musical-performing
artistic tasks. Speaking about the technique of both hands, the researcher reflects the need to
combine the properties of the playing apparatus with the objective features of the instrument
and provides a detailed description of the modernized chromatic bandura with a system of
levers-switches with an extended range in four and a half octaves.

The introduction by Ya. Pukhalskyi of the concept of a preparatory playing movement
in the bandura methodology is extremely valuable and innovative: "The purpose of the
preparatory movements of the fingers, hands, forearms of the playing person is to ensure the
correctness of the hit on the necessary strings; on the other hand, the preparatory motions
must provide the necessary repeatability [4, 48].

Consequently, the preparatory playing movement can be regarded as an element of
production that effectively provides the process of sound production. Since musical
performance is impossible without the precise organization of game movements, the
important role played by the preparation of movement in the process of artistic sound
production is evident. The author distinguishes the following types of preparatory
movements:

o fingers are put on the strings in advance;

o fingers arranged in advance of the desired strings at a distance from them;

o the fingers respectively arrange (open) when moving the arms above the strings. In
case of this kind of preparatory movements the performer encounters some sounds or
consonants at a considerable distance [4, 49].

The author recommends placing the left hand separately from the right, noting how the
two hands are different from the game, and the difference in the thickness of the excited
strings on the basses and the main string row. He notes: “Although the work of the left hand
Is much more complicated, one should not delay the formation of his/her skills until the pupil
has mastered the process of sound production in his right hand. This should be done
separately, alternating work on the right hand with work on the left” [4, 61]. Such an
assimilation of individual independent tasks, according to the author, guarantees their rapid



and competent assimilation with further unification and complication, both in the work of
each hand separately, and in the combination of hands.

Determining the skill of the teacher as the ability to decompose the process of learning
the game into separate "theses-tasks", Ya. Pukhalskyi details in detail the primary and
secondary movements of fingers in the sense of the order of assimilation of these tasks. The
primary game moves are classified as follows:

a) finger movements are directly related to sound production;

b) preparatory movements.

The researcher emphasizes that these movements are mastered within the tetrahedron
as in common without accents at first — in equal sound, and in later — with mandatory
emphasis on the first sound. All derivatives from first-rate movements consisting of their
various combinations are secondary in mastering. Consequently, it is assumed that the
technical skill of a bandurist is a combination of certain rational finger movements, the
possession of which is a prerequisite for progressive development [4, 62].

Primitive movements are conditionally divided into four groups:
group of single finger movements;
movements of two adjacent, as well as non-adjacent fingers;

movements of three adjacent, as well as non-adjacent fingers;
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movements of four adjacent, as well as non-adjacent fingers.

Much attention is paid to the fifth finger of the right hand. Emphasizing the necessity
of a natural, free position of the smallest finger, the pedagogue analyzed in details the
varieties of the little finger pinching and gave recommendations for overcoming this
"defect".

The work in details and clearly explains the technology of working on purposeful
movements with adjacent fingers. For the first time in the bandura methodology the concept
of “purposeful movements of the fingers” was fixed and theoretically grounded [4, 69]. A
complex basic game complex of motions is described, in which two fingers simultaneously
perform movements in different directions, when one finger produces sound, performs the
working process, and the other moves in the opposite direction, carrying out the preparatory
course. The author convincingly argues that a deep scientific understanding of specific game

movements and their rational application will enable the performer to fully disclose the



technical capabilities, quickly and easily develop the device, achieve significant success in
mastering the technical difficulties and creating an artistic image.

The emphasis in the work is on the formulation and technical virtuosity of the right
hand, the question of sound production and the technology of mastering the preparatory and
working play movements, since the “artistic” technique of the right hand of the bandurist is
much more complex and functionally more versatile than the technology of the left hand.
Therefore, the great master’s detailed and carefully considered recommendations are
extremely interesting and can be of great benefit to young musicians.

Thus, work by Ya. Pukhalskyi contains an integral system of views on formation of
motion-sound sphere of bandurist’s mastery, based on the author's many years of fruitful
activity. The originality of thinking, the novelty of a number of positions, the ability to
thoroughly analyze and observe, and then accurately and shortly teach, theoretically ground
own thoughts distinguish “Methodology of Teaching to Play Bandura” as an innovative
bandura theoretical and methodological rework of the present. Of course, not all
methodological guidelines can be fully and definitely adopted today: nearly forty years have
passed and some author's methodological provisions need to be clarified. During this time,
many fundamental works appeared in the related performing branches, but the value of the
considered work was difficult to overestimate, because all the subsequent researchers in the
field of bandura methodology used certain provisions proposed by Ja. Pukhalskyi.
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