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KOB3APCBKA OCBITHA KOMICIfl, cnopumwouM Hamip nomuposath
alreparypy mpo CaHAypy Ta& HOTHM, CKIaJa Lo 36ipxy craTeit
Axsg BXUTKY yuHiB mxln Ta Ha KOG3apchkMxX xypcls. 3ualizere
B niit 36ipui crarri meximmpxa aBTopis 18 pisumx nepiozamunux
BUAaHDb /3a3nadeno/ ma ykpafuceokiit ta amralficsrif MOBaX.
Hanmiemocr mo raxa 36ipka K0G3apCchKOI TeMmaTuxu/Ganiypo-
sgapcTBa/ nizmece pisens smamus 6auxypucTtis mpo caift

imcTpymeHnT ra KOG3apCrKy cnaAmyey. Ilpozax nief 36ipxu

3a00pOHEHO,

Irop Maxzmail - xoopzumaTOp

The BANDURA EDUCATIONAL COMMISSION, fulfilling its purpose of
promoting the bandura thHrough dissemination Qf educational
materials and music, has compiled articles concerning the
bandura for the use of students at local schools and bandura
courses. Found in this collection are articles by various
authors and from several periodicals in English and Ukrainian.
Our hope is that such a collection of information will expand
the bandurist's knowledge of his instrument and its rich

heritage. Sale of this compilation is prohibited.

Thor Mahlay - coordinator of the B. E. C.
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Bandura. A Ukrainian musical instrument similar in con-
struction and appearance to a lute. The bandura has 32~
55 strings: the 8-14 bass strings (bunty) are stretched
along the neck, and the 24-43 treble strings (prystrunky)
run along the side of the soundboard. Before the 10th
century the bandura had various shapes and tunings
(basically diatonic), but in recent times it has been
standardized. The modern bandura is usually chromatic,
with a basic tuning in G major/E minor; the range is from
AAtog’. The Chernihivbandurais 10 cm by 51 cminsize.
The bandura differs from other lutelike instruments by
the presence of the prystrunky, on which the melody is
performed (the bunty are used only for accompaniment),
and the absence of frets. Each string produces only one
note.

The body (keriak) of the bandura is usually made from
sycamore, cherry, maple, or red willow. The treble nut
(obychaika) and pin collar (strunnyk) are made from maple
or beech, and the sound board (deka) from spruce. In the
modern bandura steel strings are used, the lower ones
being wound with copper, brass, or bronze. Until the
20th century wooden turning pegs were used, but these
have been replaced by metal pins for greater tonal
stability. ‘

The more popular Chernihiv bandura is placed in the
lap of the bandura player (banduryst) at an angle to the
body. The melody is played with the right hand, the
accompaniment with the left. In the Kharkiv (Zinkiv)
method the bandura is placed in the performer’s lap
parallel to the body, the left hand reaches over the
obychaika to play on the prystrunky, and the right hand
plays on the bunty. These methods require somewhat
different instruments.

The oldest record of a banduralike instrument in
Ukraine is an 11th-century fresco of court musicians
(skomorokhy) in the St Sophia Cathedral in Kiev. This
lutelike instrument is probably the ancestor of the ban-
dura and the *kobza. The two instruments were related,
but distinct. The kobza was smaller in size and had fewer
strings, but these were fretted. Around the 16th century
prystrunky were added to the bandura, and from that time
only one note was obtained from each string. During the
17th and 18th century the bandura was very popular at
the Zaporozhian Sich, among the common people, and at
the gentry manors. In the 18th century the bandura
displaced the kobza, and both names are now used
synonymously. Old banduras were symmetrical. Their
shape limited the number of prystrunky and thus the range
of the instrument. In 1894 H. *Khotkevych designed an
asymmetrical bandura, thus increasing its range.

Many attempts were made in the 20th century to turn
the bandurainto a chromaticinstrument. Some banduras,
such as the Chernihiv bandura, use an additional set of
strings for the semitones; others use a mechanism for
retuning individual strings by a semitone; and some
banduras employ both devices. V. Herasymenko, O.
Korniievsky, I. Skliar, S. Snihyriov, V. Tuzychenko, and
others have contributed to the technical improvement of
the instrument. For larger ensembles, banduras of differ-
ent ranges have been designed - the pryma (piccolo), alto,
bass, and contrabass. Owing to the efforts of M. Lysenko,
H. Khotkevych, and others, bandura playing began to be
studied in the 20th century at music schools and other
educational institutions. Instrumental-vocal ensembles
and kapellen were organized at the same time.
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Bauaypa, yKp. My3. incTpyMeHT Ha 12—30
i biapuie cTpyH, 3ax.~eBpP. NOXOIKEHHH, Bi-
AoMa Ha Yxpaiui 3 kin. 16 B. (nonepeaunus
B. — x%063a); y 17 B. — yKp. Hal. ineTpy -~
MEHT, ¥y Ipyriit mos. 18 B. 3aHenana, i B
19 B, na B. rpanyu rinsku cainui-Ganaypu-
C€TH; B Hacnizok 36inbuieHHs yBarM B KiH.
19 B. f0 Hap. My3. TBOPYOCTH, 30KpeMa 3aB-
AAKKM nponaranausniil npani I'. Xorxesuua,
Ha 11o4. 20 B, B. BiAPOAKYyeTLCH; 3" ABNAIOTH-
¢a rananosuri 6anxypucri T. ITapxoMeHko,
I. Kyuepenko, B. €menp Ta in., BMXOIATH
npuceaueni B. npani T'. Xorkesuua (M. iH.
«Iliapyunuk rpu mHa Ganaypi»). B 1920-ux
Poxax icuysamu Kaneni B Kuesi, Xapkosi,
ITonrasi, [ninponerposceromy, 3anopixxi,
¥Ywmani, Mupropogzi it in. 1927 p. 3opranizo-
BaHo [Jlepxk. Kanemo Bauaypucris iM.
T. llleByenka; 1941 uacTHHa 47, LBOrO aH-
cambiio, onuHMBULMCKE iR HIM, OKymauiew,
creopuia Kanemo Baugypueris nig xepis-
aunTeoM I. Kuracroro, 3rogom (1945) B. Bo-
KHMKa, AKa MPoAoBMYe HMEHI, nix crinpauM
KepiBHMUTBOM, Tpauio Ha emirpanii; 8 YCCP
Hepax. Kanens, Ternep — 3acayxkena Ka-
nena YCCP, npaumoe nix mucr. xepismun-
TBOM A. MenbkiBcbkoro; icuye Tpio 6an-
AypucTok npn Kuis. Koncepparopii (T. Ilas-
nenro, K. ITonimyxk, B. Tperakosa) i umc-
JieHHi camopiansHi 7 npodeciini ancam‘i:gi
Gauaypucris; y Kuis. Jlepx. Koncepparopii
A neaxmx Mys. cep. IKOJAX CTBOPEHI KA
cit rpu Ha B. (Jus. EVY I, crop. 279, M?g. %})2).
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Bonaypa xoncrpyryii I. M. Cranpe
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6= bepsus ‘acxs. 7o crigns, Atxa. & mavassxa ma 1pup, 9 — spAiB Riscrovwmax
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Late 19th Century BANDURA

Although the bandura has a body and a neck,
all its strings are plucked with fingers and thumb.
No strings are "'stopped” or fretted with the left
hand (as in guitar-playing). With each string giv-
ing but one note, beautiful chords and arpeggios
are possible, and indeed make up a good part of
bandura music.

The bandura is a large instrument over one
meter long and halt meter wide. Yet its weight
and size fit comfortably into the seated player's
lap. ltis held at right angles to the player. The left
hand holds the neck. and at the same time plucks
the bass notes on the 12 bass strings. The right

Modern CHROMATIC BANDURA

hand plucks, strums and glides over almost four
octaves of notes.

The 18th century banduras were diatonic, lack-
ing the sharps and flats necessary to change key.
But the 20th century had brought innovations in
both design and extra key mechanisms making
the bandura a chromatic instrument capable of
playing in any key.



HAPUC ICTOPII BAHIYPU/KOB3U

KOB3A ~ aorHonoaicuuit iucTpymenT, cumerpuummii, 3-12 CTPYH, Ma€ Jalku
= NOXOAUTH 3 A3iI ?
- noxi6umit ircTpymenT sramyerncs sxe B 11 croairri
*na dpecxax B co6opl cB. Codif B Kueni 3o0paxyerncs

ARTHOMOALGHMA iucTpymenT "
*srazyersca imcTpymeHT B enmiumiii noemi "Cnoso o noxxy Iropesim

B 15-omy Ta 16-omy eroairTax, Ha 1HCTpYMEHT movaiy XozasaTy NPUCTPYHKH,
BUTBOPORUY aCHUMEeTPMUHMI i1HCTpyMeHT Ta novaim VHMKATH JaIKHU.

EAHIYPA

IOTHONOALGHMI incTpymenrT, acmmerguquﬁ, Hemae Jyankis /xoxua cTpyHa
Buaae omun TtoH/, 32-60 cTpyH....8-14 6acis/6yutis, 24- nmpucTpyHxis

- Alaroniuni Ta xpomatmuni /B 20-omy ctomirTil/

- Ha3pa noxozuTs 3 3aximunof Esponmu?

- MOCTaJy AB& CHOCOGM TpakrHs /mxomu/
1- uepririscrxuil/xMiscexuit cnocis
GaniAypa JeXMTh KyTOM Xo Tina iHcTpymenramicra
papa pyra rpa¢ menonim, aisa pyka rpae cymposixn
2- xapxiBschbruil/monTaschrnit crnocit
JaAypa JeXMTh napajelbHo Zo Tixa

OGMABL pPyKM MawTh ZOCTYyNn ZO Bclx cTpyH
Mexonlda He oGMexeHa X0 oxuiefl pykxm

1441 GaHmypa Ta GanAypuCTM 3ragani B NOJBCBKMX XpoOHikax
Ganaypa/Ko63a 3mana Cepexr xosaxis, miman Ta cexsnm
KOB3API possaxamn cayxauls nicmamu nix cynposla Gaumypu/xoGau
ZoGa IYM - eniugi ONOBlNaHHA~TBOPU PEUYNTATHUBHOIO BUKOHaHHSA

AoGa MaHAPlBHMX KOG3apim-caimyis "ko6sapesrl nexu"

19 OCTANl BEPECAM - naifiemmarnimix KOG3ap
croxirra
1894 F'HAT XOTKEBMY - GaTbko MOLepHOI Gauaypu

fponararop xoG3apcTsa, KOMIIO3MTOpP, BMHAX1ZHUK
KOHCTPYku1lI Ganaypwm

13502 Xorkesnu 3i6pas 6%HHprCTiB i aipuuxis ga Apxeomoriunomy 3¥aaxi
B Xapkosi nepumil ancamsan"

1918 nepwa Kanens BauZypucTie ocuopana B Kuesni

20 AonaHO xpomaTusM/Mexanism/cnocosu nepecTp olixm

croairTs yuidopmysamues igcTpymenTu ra cTtpih

3IBPAB II'OP MAXIAM



HISTORY OF THE BANDURA - AN OUTLINE

"PROTO-KOBZA"

11th century frescoes in St. Sophia, Kiev
depicting a similar instrument
mentioned in the literary work
"Thor's Campaign'

Asia
'kobyz'
KOBZA :
name originates from
symmetrical instrument Western Europe
3 tc 12 strings 'pandura‘-Greece
'bandore'-England
frets . . .
BANDURA banduria'-Spain
1441 ' Polish chronical mentions a bandurist
at the Polish court
15 &16 centuries prystrunky added to the bandura (no frets)
17 & 18 centuries bandura very popular among the Kozaks
1738 school in Hlukiiv teaching the bandura
19th century era of wandering minstrels in Ukraine
Kobzar Brotherhoods/guilds
1902 Hnat Khotkevych organizes an ensemble performance
of Bandurists at the Archeological
Conference in Kharkiv
o
1918 Bandurist Chorus formed in Kiev

bandura
late 19th century

outline compiled
by Thor Mahlay



Ko63a, My3. cTpyHHHT iHCTPYMEHT THUIY
JIOTHI, ©X. NMOXOMKeHHA; BiqoMa Ha YKpa-
iHi 3 11 B, 3rojloM (3 16 B.) BHTHMCHEHA
6andypoio; B mosiwi wacu nassu K. i 6an-
Aypa BXMBaWTh HAK CHMHOHIMK, npore K.
sinpisHAeTbCA Bix GaHAYPH BYXKYMM KOp-
NycoM, KOPOTILOK IUMMKOI0 i MEHIIMM Y.
CTPpYH

Kobza. An ancient string instrument of the lute family.
Of eastern origin, it was known in Ukraine as early as
the 11th century, but became popular only in the 16th
century, when it was used to accompany the recitation
of *dumas. Eventually, it was supplanted by the *ban-
dura, which has a larger body, longer neck, and more

strings. Today ‘kobza’ and ‘bandura’ are often used
synonymously.

ENCYCLOPEDIA OF UKRAINE, Vol. II, EHLVKJONELIA YKPATHO3HABCTBA
University of Toronto Press, 1985 1955, Morxen, Himeuununa, Tom 3



KOBZA-BANDURA

NATIONAL UKRAINIAN MUSICAL INSTRUMENT

BY LEONID HAYDAMAKA

Among the folk instruments of importance, one which is
seldom mentioned and very rarely described in any treatise
on musical instruments is the kobza-bandura, the national
musical instrument of the Ukraine, an instrument important
historically and possessing unique and unsuspected richness
of sound among the plucked instruments. The double title
kobza-bandura is justified by the double origin of the instru-
ment, a blend of two distinctive types of plucked instru-
ments, the kobza and the bandura. The older of the two is
the kobza, which was related to a plucked instrument of
Mongol-Tatar origin, the kobuz, in use among the neighbor-
ing nations of Persians, Arabs, and Tatars. According to
very scanty information this instrument was of a pear-
shaped lute-like form with a rather long neck accommodat-
ing from three to five strings and a fretted fingerboard. As
with many other plucked instruments, the frets might have
been a latter addition. '

How long ago the kobza appeared in the Ukraine is diffi-
cult to say. It could have been as early as the 12th century,
introduced by the Polovtsy, ancient nation of Borodin’s
Prince Igor fame. But the most plausible date is toward the
end of the 14th or the beginning of the 15th century, bor-
rowed from the Crimean Tatars.

It often happens that musical instruments borrowed from
neighbors undergo structural changes or modifications to
serve the musical needs of the people. This happened with
the kobza. In the 16th century we see in the Ukraine the
appearance of a new type of kobza with strings not only in
their original position strung over the fingerboard but addi-
tional treble strings, called pristrunki, on the soundboard of
the instrumcent itself. This is the most important and typical
feature which distinguished the kobza from other plucked
instruments of the lute and guitar family. The kobza was
widely dispersed among the people during the 15th, 16th,
and 17th centuries. For instance, the Polish historian Pa-
protzkie says, “The Kozaks displayed diverse skills: they
shot, they sang, and on the kobza played.”

In the 16th century the kobza existed in two versions, the
older form with from 8 to 13 strings and a new type with
from 18 to 20 strings. This new type was referred to as a
bandura. The German historian Perelman in his book Lie-
lopisnoye Poviestvovanie o Maloi Rossii 1785 (The His-
torical Survey of Little Russia) says that in the towns they
played the bandura, while in the villages they played the
kobza. It is very natural that in the villages the more tradi-
tional kobza would be played longer, as villagers are more
conscrvative, while townspeople are quicker to accept a new
idca—the bandura with more strings and probably more

complicated to play. The presence of a kobza player in the
retinue of the Ukrainian hetman was a common thing. Some
of the hetmans themselves played the kobza, but among the
Polanized Ukrzinian upper classes we more often find the
torban (obviously related to the word theorbo), which was
commonly called a gentleman bandura. It is known that het-
man Ivan Mazepa played the bandura and also composed
songs and dumy, or epic ballads.

In the 17th and 18th centuries the Russian czars and Pol-
ish kings had at their ccurts not only kobza players but
sometimes the whole kobza cappella. Czar Peter the Great,
while he was not busy building the Russian navy, was often
entertained by his court kobza players. And at the court
of his daughter, Czarina Elizabeth, kobza player Gregory
Lubestock, who had entered the court cappella as a young
boy, not only charmed Elizabeth by his wonderful singing
and acquiréd great renown as a performer but became rich
arid was awarded the patent of nobility and the honorary
title of Colonel. The illustrious noble Count Rozumovsky
(formerly Kozak Kiril Rozum) also acquired his title and
privileges due to his skill in singing and playing on the
kobza (torban). In 1738 Czarina Anna loanovna established
a music school including instruction on the bandura. From
these indications we can see how widely spread was the use
of the kobza-bandura and how was the fame of the kobza
player in the beginning of the 18th century.

Due to extremely difficult political conditions, the cultural
development of the Ukrainian people during the 18th and
19th centuries not only did not progress but actually retro-
gressed. Consequently, during the 19th century, literacy
among the common people approached the zero point. This
general decline in culture affected the kobza-bandura. From
comparatively popular and widely used instruments the
bandura became a rarity and the kobza disappeared alto-
gether, giving its name to its nearest relative, the bandura.
After this time the Ukrainian people referred to the instru-
ment either by the name kobza or by the name bandura.

The kobza-bandura, like every other instrument not hav-
ing a standard form and in a majority of cases constructed
by the player himeelf, had great variations in form, in num-
ber of strings, and in accordatura.

From the foregoing information we see that during sev-
eral centuries the kobza-bandura faithfully served the Ukrai-
nian people as a source of joy and diversion. In addition, as
the instrument used to accompany the singing of historical
ballads, it has served as a means of preserving the Ukrainian
national spirit and cultural heritzge. The historical ballads,
dumy, were usually sung by blind players, kobza balladeers

9
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{kebzari), who, by constantly reminding their listeners of
the glorious past, of the incredible deeds of the Kozaks and
their battles, of the wars with the Tatars, the Turks, and
with Poland (instigated by the Polish nobility), of the loss
of national freedom, preserved and stimulated a fierce pride
in the historical national past which was in the Ukraine ex-
tremely rich, turbulent, and heroic.

After the middle of the 19th century there began in the
Ukraine, as in many other countries, an era of national
awakening, and in conjunction with this an interest toward
the national arts. This included a revival of enthusiasm for
national musical instruments, among which the most im-
portant was the kobza-bandura.

This instrument, intimately connected as it was with the
historical ballads which depicted so vividly the history of
the heroic struggle with imperialistic neighbors trying to
subdue or conquer the Ukrainian people, caught the imagi-
nation of the Russianized intelligentsia, the young students
and scholars, who seized on it as a romantic means of pre-
serving and propounding all this cultural heritage. They
began to study the art of playing the bandura, and many
acquired considerable skill. Among the most skilled was H.
Khotkevich, a talented writer and composer who not only
was a great singer of dumy but was a master of the purely
instrumental aspect of the bandura, a prodigiously gifted
soloist. From approximately 1925 to 1936 Khotkevich was
professor of the bandura class in the conservatory of music
in Kharkov. In 1936 he was arrested and has not been heard

from since. The author of this article was one of his stu-
dents.
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Kobzar Hnut Honcharenko; woodceut by O. Danchenko (1y61)
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From the point of view of construction, the evolution of
the instrument from kobza to kobza-bandura to the bandura
of today is quite interesting. Generally the body of the in-
strument is from 141 to 20 inches wide and from 16 to 25
inches high. The depth from the soundboard to the back is
from 2 to 4 inches, on the average 2.5. The body, commonly
carved from a single piece of wood, is usually made from
some variety of hard wood—pearwood, birch, maple, or, es-
pecially in olden times, willow. The neck from 15 to 20
inches long, usually terminates in a scroll similar to that of
the viol family. The soundboard usually was made of spruce
and very often was embellished with intarsia of hard woods
and mother of pearl. Formerly banduras were very frequent-
ly decorated with painted ornaments.

We have seen that the early kobzahad a pear-shaped lute-
like form with a rather long centrally located neck accom-
modating from three to five strings on its fretted fingerboard
and that later on, in the 16th century, there appeared a new
type of kobza with strings not only in their original position
strung over the fingerboard but additional treble strings
called pristrunki on the soundboard of the instrument itself.
Gradually, as more and more pristrunki were added, the
neck of the instrument was shifted from its position in the
center of the instrument to the left, creating an asymmetri-
cal form, and the frets were eliminated from the fingerboard.

Fundamentally the bandura became diatonic, its strings
tuned in such a manner as to give either a major scale or the
natural or harmonic minor. This lack of chromatization re-
quired that the instrument be retuned before each piece,
according to which scale would be required. Since it was
used essentially as an accompanying instrument, it was

.tuned by the performer to suit his voice, G major with paral-
lel minor for tenor, F for baritone, and D for low voice.

Lack of chromatism in the instrument creates a problem
in modulation to another key. For example, in a modulation
requiring minimal change, to go from the key of D major to
the key of G major, only the C is affected, since both keys
have F sharp. But the C must be adjusted in each octave of
the instrument! Bandurists tried to eliminate this shortcom-
ing and convert it to chromatic tuning. The attempt to chro-
maticize the bandura went in two different directions: one,
by adding extra strings, and two, by devising a means of
raising the pitch of individual strings a half tone.

These efforts led, during the time of the great popularity
of the bandura, to the evolution into varying types of ban-
dura developed in different provinces of the Ukraine. These
several types, different in construction and in manner of
playing but not departing very far from the basic form, are
known as the Kiev-Chernigov type, and the Kharkov type,
and an intermediate type from the Poltava area. This latter
type was very close to the Kiev type and has been more or
less forgotten for the last fifty years. Previously there had
been regional differences in manner of playing the bandura,
but only with the experiments to achieve chromatism can it
be said that there were structural differences in the bandura.

In attempting to chromaticise the bandura the Kiev type
acquired a number of additional strings, which could be
compared to the black keys of the piano, interposed between
the basic strings. These strings are not parallel with the
original pristrunki but are at an angle to them. The line
where the two sets of strings cross is important. Below the



line of crossing we have the diatonic scale, above this line
the addition to the diatonic scale, and on the line itself a
chromatic scale.

There are 8 or 9 diatonic strings on the neck (one octave),
20 to 22 diatonic pristrunki (three octaves), and 15 addi-
tional strings giving intermediate semitones or chromatism,
making a total of 45 or more strings encompassing four
octaves. The chromatization often affected only the short
pristrunki strings; the basses retain their diatonic tuning.
The typical tuning of the Kiev type of bandura, which is
today almost the standard type, is from the G of the great
octave to the G of the third octave. The notation is usually
in G major, written on two staffs. The upper line, in the G
clef, is for the right hand and the lower, in the bass clef, is
for the left hand. For the Kiev style of playing the bandura
is held vertically in such a manner that the soundboard is
perpendicular to the body of the player. The right hand
plavs the pristriciki and the left, the basses.

Chromatization of the Kharkov type bandura is achieved
by shifting small levers either on the bridge or on the bot-
tom plate at the base of the instrument, which shortens the
strings, raising them half a tone. This permits retuning fairly
quickly, since previously each affected string had to be re-
tuned by adjusting the tuning peg. However, since even the
shifting of the levers requires a certain amount of time, sud-
den modulations to different tonalities are difficult in solo
playing, but are possible in group playing. The tuning of the
Kharkov style of bandura is from Fin the great octave to the
F in the third octave. Below the low F is added the C in
the great octave (providing the very useful bass for the
dominant chord), which altogether makes 9 basses and 22
pristrunki.

In the Kharkov style of playing the instrument is held
vertically in such a manner that the soundboard is parallel
to the body of the player and consequently is turned toward
the listener. The left hand plays on all the strings, in two
positions. First, in a simple manner the hand plucks the
string over the edge of the bandura with four fingers only,
no thumb. And second, when the left hand is thrown over
the edge of the instrument and all the fingers are used. Nota-
tion, usually in the key of F, is on two staffs. Both hands can
play the notes written on the upper staff (G clef) or on the
lower (bass clef). If the left hand is in regular or standard
position, a sign X signifies that the fingers are plucking the
strings over the upper edge of the instrument. A signfindi-
cates that the entire left hand is to be thrown over the edge
of the instrument and all the fingers employed, plucking the
strings near their midpoint.

Due to the instrument’s untempered intervals (perfect
fifths and fourths), its sonority is enchantingly clear. The
most convenient passages on the bandura are chords con-
taining up to eight notes. Diverse chord structures are em-
ployed and give a characteristic quality: parallel thirds,
arpeggios, harp-like glissandos ascending and descending.
In the Kharkov style of playing the possibilities are enriched
by passages using both hands in combination: octaves in
thirds, in sixths, and many other combinations appear in the
notation,

Learning to play the bandura can be compared to learn-
ing to play the guitar. One or two lessons are sufficient to
learn the three basic chords for major and the same quantity

for the minor. This immediately gives the possibility for ren-
dering simple accompaniments for a number of folk songs.
But it requires many years of intensive study for complete

- m.\stcry of the instrument.

At the present time the instrument is enjoying a period of
renaissance. We witness the appearance of new editions of
instructions for the bandura as well as collections of songs
with bandura accompaniment and compositions of purely
instrumental character. However we do not yet have many
players capable of virtuoso playing. Consequently the edi-
tions now appearing in print are of not too complicated
character, geared to the present development of current day
players. Possibly in the future more complicated music will
appear as the players become able to cope with pieces re-
quiring more developed technique.

The instruments themselves are made not only by indi-
vidual craftsmen but also are mass produced in factories.
This fact will accelerate standardization and elimination of
different types. The author of this article feels that it is bet-
ter to conserve the bandura as it is and not try to make of
it a harp or a piano or something else that it is not, because
this can bring change in the nature of the instrument and
its personality.
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Kob3api (rakox Gaugypicern), Hap. cnis-
ui-My3nmxys, wjo cnipany, npurpaealoyy Ha
K063i, BuKonaBui icT. nicens i aym. Ocob-
JUBY POJMIO B YKP. &HuTTi Bijorpasaan K.
B 16—18 BB., Gepydi y4yacTh B KO3. NOXO~
Aax 1 rallzaMaubkKMX NOBCTaHHAX. BOHI
rypryBaauca g Oparcreax Ha 3pa3oKk pe-
sMicHIYNX uexis, Manu ceoi 3B14al, 3aKOHII
it apro (r. 3B. «Jnedificbka MoBa»). 3 3aHena-
Aom xozaurtsa K. smimanmcsa 3 xebpaxamit-

Busarru xo6aep Ocran Bepecair.

Kob63api Ha Apxeonoriudoamy 3'i3ai 1902 p.
B Xapxosi
nipHuKaMi, rpoio 'i cniBoM BHIpomyoYl
MitocTMHIO, Mix HmMu  Oyam  Bu3Hauui
Hap. muerui: 3 19 B, Bigomi O. Bepecaii, A.
IllyT, T. ITapxomenxo, I. KpiokoBeskruii, A.
Huxonenxo, 3 20 8. — M. Kpasuenxo, I.
Tonuapenxo, I. KyuepeHKo 3t im. Jo nony-
nApu3anii 1 BifpoJKeHHA KobG3apcTBa Ha
noy, 20 s. cnpuumuHusca I'. Xorxesuy, Ha-
CIiAKOM JiAJILHOCTM AKOro 3'HBUIMCA B~
wKoneni ancambni Ganzxypueris cywachHoro
THIY, B Kabireri oGpa3orsopuoro mucren-

TBa Jep:k. Ilydniunol Bibaiotexu AH

YPCP 30epiraersca annbom O. Caacriona
3 23 rpadpiuunyi noprperamu K.

Kob3a w=aciz Koniiewumun

EHIVKJIONELTIA YKPATHO3HARCTBA 1955, MpHXeH, HimMeuuwnwna, Tom 3
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Kobzars (kobzari). Wandering folk bards who performed
a large repertoire of epic-historical, religious, and folk
songs while playing a *kobza or *bandura. Kobzars first
emerged in Kievan Rus' and were popular by the 15th
century. Some (eg, Churylo and Tarashko) performed at
Polish royal courts. They lived at the Zaporozhian Sich
and were esteemed by the Cossacks, whom they fre-
quently accompanied on various campaigns against the
Turks, Tatars, and Poles. The epic songs they performed
(see *Duma) served to raise the morale of the Cossack
army in times of war, and some (eg, P. Skriaha, V. Var-
chenko, and Mykhailo, ‘Sokovy’s son-in-law’) were even
beheaded by the Poles for performing dumas that incited
popular revolts.

As the Hetman state declined, so did the fortunes of
the kobzars, and they gradually joined the ranks of men-
dicants, playing and begging for alms at rural market-
places. In the late 18th century the occupation of kobzar
became the almost exclusive province of the blind and
crippled, who organized *kobzar brotherhoods to protect
their corporate interests. A few performed at the Russian
courts of Peter 1, Elizabeth 1, and Catherine 11 (eg, H.
Liubystok and O. Rozumovsky). In the 1g9th and 20th
centuries, particularly from the 1870s, the kobzars, in-
cluding the virtuosos O. *Veresai and H. *Honcharenko,
were persecuted by the tsarist regime as the propagators
of Ukrainophile sentiments and historical memory.
(Kobzars are immortalized in the poetry and drawings
of T. Shevchenko and he titled his poetic works *Kobzar.)
The few hundred remaining kobzars in Poltava, Kharkiv,
and Chernihiv gubernias and their artistry aroused the
interest of various ethnographers, composers, and paint-
ers, including M. Lysenko, O. Rusov, O. Slastion, Lesia
Ukrainka, K. Kvitka, M. Sumtsov, V. Horlenko, V.
Borzhkovsky, O. Borodai, F. Kolessa, and D. Revutsky.
At the 12th Russian Archeological Congress in Kharkiv
in 1902, the kobzars T. Parkhomenko, H. Honcharen-
ko, M. Kravchenko, I. Kucherenko-Kuchuhura, P. Ha-
shchenko, P. Drevchenko, and I. Netesa, accompanied
by H. *Khotkevych, the ‘first seeing kobzar’ (he com-
posed 69 works for the bandura) and the leading au-
thority on kobzar artistry, performed to great acclaim,
and the congress participants passed a resolution con-
cerning the great value of the kobzars’ art. Government
attitudes toward the kobzars softened, and thereafter
kobzar concerts became frequent events in many Ukrai-
nian and Russian cities. Bandura schools were estab-
lished, and in 1907 Khotkevych published the first history
and manual of bandura plaving; V. Shevchenko's and
V. Ovchynnykov's manuals followed in 1914.

After the Revolution of 1905 the kobzars again flour-
ished. From 1908 bandura plaving was taught at the
Lysenko Music and Drama School in Kiev. The kobzar
artistry spread into the Kuban, where it had not existed
before. The Kuban kobzars A. Chorny, V. Liashchenko,
and D. Darnopykh became famous, and the bandura was
introduced into the military orchestras of the Kuban Cos-
sacks. During the 1917 Revolution and subsequent
Ukrainian-Russian War, kobzars composed and per-
formed songs promoting the Ukrainian national cause
and smuggled political literature; many paid for this with
their lives. From july 1918 to 1919 the first Ukrainian
banduryst ensemble existed briefly in Kiev.

Under Soviet rule, the *Staté Banduryst Kapelle of the
Ukrainian ssr was established in Kiev in 1927. The vuan
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Ethnographic Commission and Cabinet of Musical Eth-
nography, particularly the members K. Kvitka, M. Hrin-
chenko, and K. Hrushevska, conducted important studies
of the kobzars in the 1920s. In 1929 H. Epik published
the novel Zustrich (The Rendezvous) depicting the per-
secution of the kobzars. In the 1930s, with forced col-
lectivization, the man-made famine of 1932-3, and the
Stalinist suppression of Ukrainian culture, the kobzars
were again repressed. Party directives to create a new
socialist folklore and ‘Soviet’ kobzars resulted in the ax
URSR Institute of Folklore-Sponsored First. Republican
Conference of Kobzars and Lirnvks in April 1939. Thirty-
seven kobzars, including P. Huz, F. Kushnervk, Ye.
Movchan, P. Nosach, O. Markevych, Ye. Adamtsevych,
S. Avramenko, and V. Perepeliuk, were brought to-
gether to discuss ‘the first examples of Soviet dumas and
heroic songs and the task of creating a Soviet epos,” A
number of such examples (eg, ‘Duma about the Com-
munist Party,” ‘Duma about Lenin’) were composed with
the institute’s workers and members of Ukraine’s writ-
ers’ and composers’ unions and performed at the con-
ference’s closing concert. The ‘creators’ were immediately
inducted into the writers’ union, and a Section of Folk
Arts was formed in the union to ‘organize systematic
creative and methodological assistance for kobzars and
*liyks.” Yet, as composer D. Shostakovich testifies in
his memoirs (Testimony, 1979), several hundred kobzars
and lirnyks were brought to the congress from all parts
of Ukraine and after the congress ended almost all of
them were shot.

To hide this tragedy, the Institute of Folklore and the
Kiev Philharmonic jointly set up a State Ethnographic
Kobzar Ensemble in early 1941, consisting of Ye. Mov-
chan, P. Nosach, P. Huz, O. Markevych, V. Perepeliuk,
and I. Ivanchenko; M. Hrinchenko was appointed artistic
director. During its brief existence, the ensemble per-
formed throughout Ukraine and in Moscow until the
German invasion of the Soviet Union in June 1943.

During the Second World War, kobzars fought in the
Red Army and various Soviet partisan units (eg, O. Chu-
pryna, S. Vlasko, D. Vovk, A. Bilotsky) and composed
military-patriot songs. Since the war, many professional
*bandurysts (eg, F. Zharko, V. Perepeliuk, and A. Hry-
shyn) have supplemented the folk kobzars. Bandura
playing has been widelv taught, and many amateur and
professivnal ensembles have been created. In 1969 a la rge
kobzar concert took place in Kiev and the Alliance of
Folk Bards-Kobzars was formed under the auspices of
the Music Society of the Ukrainian ssr. In 1974 the al-
liance was transformed into a Section of Kobzars and
Bandurysts, with professional and amateur members. In
1975 an artistic council of bandurysts was formed from
among its members.

Kobzar artistry has been cultivated among Ukrainians
in the West, thanks to the efforts of V. Yemets, |. and
H. *Kytasty, P. Honcharenko, V. Kachurak, Z. Shto-
kalko, V. Levytsky, V. Lutsiv, V. Mishalov, and other
masters. Various banduryst ensembles exist in many
countries in Europe and North America. In New York,
Detroit, Chicago, and Toronto, there are bandura schools.
Since 1982 the school in New York has published the
journal Bandura. In Poland, kobzar artistry has success-
fully been propagated among Ukrainians through the
efforts of A. Khraniuk. In Slovakia, there has been a
group of female bandurysts within the Duklia Ukrainian
Folk Ensemble in Presov.
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Bandurysts (bandurysty). Also known as kobzars, these
were folk musicians who performed their songs and
recitatives to the accompaniment of a *bandura. In
Ukraine the first mention made of them is in historical
documents of the 16th century. Bandurvsts or kobzars
were wandering folk bards who originally composed and
performed their own lyric-epic historical songs (see
*duma) in the recitative stvle and later added songs of
various other genres (religious and humorous songs,
dance melodies) to their repertoires, which were passed
onto their students. Bandurvsts were held in high esteem
by the Zaporozhian Cossacks, as well as by the general
populace. Hetmans and members of the upper nobility
often kept bandurysts at their courts.

In the 19th century the best-known banduryst was the
blind O. *Veresai (it should be noted that bandurysts
were very often blind men); others who gained promi-
nence were M. *Kravchenko, T. *Parkhomenko, F. Kho-
lodny, A. Shut, I. Kravchenko-Kriukovsky, T. *Bilohrad-
sky, and I. Kukharenko. During the 1gth century the
bandurysts, primarily those in the cities, were persecuted
by the Russian government, and the art began to wane.

In the early 20th century bandura playing revived and
was actively pursued on both an amateur and a profes-
sional level. Professional bandurysts, educated at music
schools and conservatories, performed as concert soloists
(H. *Khotkevvch, V. *Yemets, H. *Kytasty, V. *Kaba-
chok). By the mid-20th century the individual art of the
wandering folk bandurysts had disappeared completely,
giving way to organized banduryst ensembles and kapel-
len. The first Ukrainian banduryst ensemble was organ-
ized in Kiev in 1918. In the 19508 bandura plaving was
introduced into the curriculums of music schools, and
banduryst kapellen were formed both independently and
oy oblast phitharmonic orchestras. Bandurysts, as repre-
sentatives and bearers of the Ukrainian folk tradition,
were persecuted by the Soviet regime, as they had beenin
the tsarist period (they were prohibited from appearing
in public places, eto). In the 19308 many renowned ban-
durysts were repressed and deported (V. Kabachok,
H. Khotkevych, D. Balatsky, et al); some were even
executed,

In past centuries the art of bandura plaving was an
exclusively male domain. In the 20th century women
became involved as well {for example, women’s ban-
durvst trios became popular; a women's oblast banduryst
kapelle was formed in Poltava). The more noteworthy
tntemporary ensembles include the *State Banduryst
Kapelle of the Ukrainian ssr of Kiev and the Ukrainian
Bandurist Chorus of Detroit, usa. Contemporary compo-

sers such as A. *Kolomyiets, K. Miaskov, and H. *Kytasty
have provided new repertoire for the bandura.
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Kobzar brotherhoods. County organizations of *kob-
zars and *lirnyks that were widespread in the mid-19th
century. Modeled on artisans’ guilds, they protected their
members’ interests. Some ran kobza schools. Every
brotherhood had its own secret traditions and regula-
tions. Its members collectively chose as their center a
church, for which they bought icons, candles, and oil.
They met at the church on certain holy days to attend
requiem services for deceased members and to settle
urgent matters. In the spring they secretly gathered else-
where (usually in the forests near Brovary outside Kiev)
to elect their officers, to define the territory on which
individual kobzars could operate, and to initiate new
members according to a prescribed ritual. If necessary,
the elected leader (pan otets) would call additional meet-
ings. To become a member one had to have a physical
handicap, to study kobza playing with a master (usually
for at least two vears) and obtain permission (vyzvilka)
to perform independently, to know the kobzars’ lebiiskyi
jargon, and to pay dues regularly.

Only kobzars with good reputations were accepted
into a brotherhood. A member who violated a brother-
hood’s moral code was tried by a brotherhood court. The
severest punishment was ostracism. Lesser transgres-
sors were whipped or fined. Civil judges in rural counties
did not try kobzars, but handed them over to the broth-
erhood courts. A member who chose to marry received
a dowry from the brotherhood's treasury and was there-
after addressed in the polite second person plural by
other members. If members caught a kobzar performing
who had not received a vyzvilka, they destroyed his ban-
dura, and he was fined and even beaten. The brother-
hoods propagated the idea that kobzars were not beggars
but professional artists, and instilled a sense of pride
among their members; eg, in asking or waiting for a
reward, a member was forbidden to fall to his knees.

M. Hnatiukivsky



POCTHCJIAB JIALLUEHKO

KOB3API 11 JIIPHUKU HA BEJIUKIN YKPAIHI

Birep si€, mosisae,
70 oA TYIHE, —
Ha Moruai xo63ap CHAHTH
Ta HA KoO3i rpae...
(T. Illesuenxo).

»llicna 118 Yxpaisu Bce —i noesis, i icropis, i 6ats-
KiBcbka moruaa” |, gucas Koauce oroas. I aificHo: xTo
He 3Ha€, XTO He PO3yMie AKY DPO.110, fKe 3HAUYEHHA Mae
Ha Vkpaini mican? B yxpaiHCbKMX TicHSX, K y A3ep-
Kali, Bi10uBaeTbCA BCE HAPOIAHE KHTTH, TOGYT Hapo-
AY, HapolHi 8a:kaHHA, AYMKH | Mpil; ¥ uiCHAX Haw Ha-
pox mpuralive Ti BH3HAuBi ictopuuni noaii, wo raudo-
KO 334ifla;1H HAPOIHE :KHTTA, BOPYUIMIH TPOMAACHKHH
CNOKIA. A TakHX moAi#t Ha Hawwif Yxkpaiki B zanexomy
MHHY-IOMY 6¥y10 unmano, 60 Yxpaiua mosro # ynepro
Sopoaaca 33 csoo Boaw. | sci suanauni icropuusi mo-
Aii uiel kpisaBoi 60poTLOM, AMLAPCLKI 3MAraHHA Ha-
POaHiX BOKIIB, 10 KIAZIM CBOI rOJOBH KA moji 6010,
iX repoiuHe NOYYTTA — BCE L& IHAXOAMTO CBIilt BHpaA3
B YKPATHCHKIA MicHI —- AyMi.

Ti nicki § 1ymit Ha WHPOKMX TIPOCTODPAaX YKpail-
CLKOT 3ey1i cniBaty Hawi HauioHaabHi panconH, Hawi
GOAHH ~ YKPaiHChKi KoG3api, 6an1ypucti. (Panconamu
A ¥ rpexis, a GosHaMil B Hac wie 3a vacis xuA3iBCbKOT
Yxpaiun-Pycu sBaamca napoami cmisui, mo cmisann
npo Beaki ,,repoiuni” nmonii).

Kob6sapi ado Gaunypucru onisamt wa Ykpaini micmi
f aymu 33 10M0MOro0 OCi6HOro My3HYHOro iHCTDY-
MeHTY — ,,x063W’ a6o ,6amaypu”. Bauaypa imcrpy-
MeHT 10CHThL ckaaauui. PoOHTbcs BoHa 3BHYaliHO 3
JIHNOBOrO 1epeBa i Mae BIrasl THKBHK, Ganiypa Mmae 12
CTPYH, i3 HUX 6 rpy6wi 3a iHwi; 6 6LibWIHX CTPYH Ha-
3UBAOTHCA OYHTH, a apyri 6 — mnpucrpynxu., Crpynu
POOIATLCA 3 OBedHX KHIMOK. Aje 3ycTpivaioTheR GaH-
aypd, wo wmaoth # no 18, 19 i 20 crpyn. Ha rakiit
Gauaypi rpas miaomn#t xapkiscorHil 6anaypucr, asiao
Katu6epaa.

Bukonanusn xo63apAmn yKkpaiHchKIX HapOIHiX Me-
TbO1id, AKi, 33 CBi1OUTBOM HALIOrO CJABETHOTO MV3Il-
kit Mikoait Jlucenka, ¢BOIM CKI210M HaraiyBanH Me-
Ab0Ail CTapOBIHHO-FPELhK], HA TAKOMY HDKHOMY iH-
CTPYMeHTi, #K 6aHiypa, He MOrI0 He POGHTH 1yke
CILTBHOrO Bpaxi(eHHN HA CIyXxayis.

KoG3api, ax i craposusHi rpeusxi pancoaH, 8 Oiib-
wocri caini Ha o6u1Ba oka. YnociliiuBmiH cxinug no-
36aBIEHHAM MOMKINBOCTI 6esnocepelniso I0TOPKYBa-
THCA 10 30BHiWHBOrO CBiTY, NIpHpoIa 3Bu4allHO BHHA-
TOPOKYBa1a floro BelnkisM XHcToM B cobi caMiM TBO-
PHTH UM cBiT 1yMOK. 3aKpHUBLIN 118 HLOLO BPAKIH-
HA c8iT1a, npipoda po3susae B 3aMiHY TOro 8 Giabwiit
Mipi Horo My3nusi cavxosi 31iGHoCTL .. [epexusaio-
4, Ak Comepis Hecrop, aexiabka moxoais, nepeins-
THX OIHHUMH | THMH CaMHMH MpISMH #, MAIOUH TaKHM

YIHOM MOKJIUBiCTH BubpaTH HalsuzaTHiwi dakTH repo-
fYHOTO KHTTH, CKIaZ3aKOTh BOHH Nil 3BYKH OBaHAYDPH
abo inuworo MysuyHoro iHctpymenry 1i enonei (repo-
iuni onosixauns), axi B ycix maftxe napoais e ix nHaft-
KpamiuM cIoBHMM GararctBoM. Ane mo6 zo6pe rpartu
# cniBatd nix cynposin GaHxypH, HeoOXiIHHIT € XHCT,
TAI13HT, 2 NepeayciM JocHTh TPYAHA i cxaajgHa Hayka.
Ko63api, 3BHuano, noxoaunx 3 HaHGigniuux, He3a-
MOKHHX CEIFHCHLKHX POAHH Yxpaiuu. 3anmasi, yboricte
— TSKKE TODe, & KOAH JO TOre A0AATH KaNillTBO —
CHNOTY, rope poGUTHCH CTpaluHHM, GeskpaftaiM.

Biteuricts xo063apis Ha Yxpaiui pobunacs xobsaps-
MH e B MOJOAMX Jairax; 6arat0 HaBYajaoCq rPaTHd Ha
damaypi # cnisarirt nicki mwe B Maixe AUTAYHX POKaAX.
Tpanurbea B Oianift ce’sanchkit poauHi auxo, ocninHe
XJIOMYHHA, NoMpe GaThbKo, 2 TO — GOopoHH Bowe — i
MmatH, 30epyThCH DOAMYI M CYCiAM, NOCYMYIOTb, NOMIp-
KYIOTb T4 # noBeAyTh XJAGn4MKA A0 GaHAYPHCTA B
,»HaVKY” — Hexal sumrheal 3a cTapux wacis ycakux
AHTAYHX 3aXMCTIB, KyAH 6panu 6 takux Ginonaax- CH-
pitok, we # He 8yJo.

Hayxa B xo63aps Ttaraacs pokis 3—4, a to # 5. Ko-
JI¥ Y4eHb BiKe TPOXH HaBUHTLLA ONiBaTH i rpatH, Ko6-
3ap nocuaae #oro Ha apMapox abo Ha 6a3ap -— TYAH,
e 36HpaloTBCR qoAM, 106yBarn cniBom xiai6a. Baech
cBiit 3apo6iTox yuedb BixnaBaBs KoG3apesi. A 3a le
ued ocranuift yuss foro aaii A0TH, mMOKH YHeHb BiKe
OCTaTOYHO He HaBuBcd. [IpoTe He KOKHHIL KoG3ap
3HaB yci nicHi # 1yMm¥, i Moroaomy cnieuesi-koG3apesi
JOBORHAOCA 1ile 10Bro €aMoMy BUHTHCH, NPHCAYVXATHCH
10 PIi3HMX AyM i miceHb.

ki w came nicui cmisanu zaebiaputoro ko63api Ha
Yxpaini?

Tlicui 6yau piami, aze pei ui nicAi McxHa noAinuTH
Ha KiAbKa OKpeMHX BiIMiH wogo iX amicty R ckaany.
Hacamnepen X0 Takux miceHb Hanexanlw bicHi npo pis-
ui icropuuni moail, axi B ¢BoiM wvaci Riz6yBrauca Ha
Yxpaini i axi saamumnin no cobi naM’aTe B HapoRHIX
cnoraaax. lle Baache Syam 1. 38, icropuuni aymu. Ja-
ai wan nicHi ,,60xecrsenni”, ,mcanbMK”; Ue micHi pe-
airtfHo-mMopanwsoro amicty 8 vecrs Cs. Boropoauui #t
pisauux cBaTex, mpo npasay # T. X CniBanu Takox
KkoG3api # micui xapri6ausi, ,,caTHpPHYHI”, B 9KHX BH-
cMilOBalH BCRKY BaXy, WO ra#sf010 XpHAA MIOACHKE
#uTra. KpiM TOro rpanu BoHK M pisni Tanui: MeTeaHwio,
ropamyo, rapfysa, Tomo.

I3 crapux icTopuyHHX 1yM, wo conisain Ha Beaukif
YKpaidi 10 OCTaHHLOrO 4acy 7OOAMHOKI GaHAYPHCTH,
ayke uikasa ayma .J¥po Osnexcin [Tonosuua it 6ypio
Ha YoproMy Mmopi”. JlyMa ua 3 yacis MODCHKHX BHNpaB
3anmopoxuis no Geperis Auaronii (Typewunuuu). B nift
posnosinaerncda, sk Ha YopHoMy Mopi BTHXaa crTpa-
utekna 6ypA wicam Toro, fx

15



[y

o)}

Ckopo crae Onekcift [Tonosuy

no icrasuift mpasai

rpixy Bory cnosinati. ..

... Tlpuruxaa i snanana,

M08 Ha YoDuomy MOpi He 6ysana...

Onpiy uiel ayMyu GaHAYPHCTH CNIBAAK 1ME YHMANO
CT2POBHHHHX KO3aUbKHX AYM mpo Gopornby 3 rarapa-
MH H TYpKaMH, fK, HanpHkaal, AyMH 1po Cawmiftna
Kiwky, npo Mapycio Borycaasky, npo Xsexopa bea-
PLIHOrO, TMau HeBiTbHMKIB Ha KaTop3i, a Takok icro-
PHUYHOIO 3MKTY MiCHI 3 4aciB KO3aLbKHX BOEH 3 MONA-
KaMm¥, Hanpukaan, AyvMa npo XMeasHulskoro # Bapa-
Gawa, npo KopcyucbKy OHTBY, TOWWO.

13 no6yToBuX miceHs, WO cniBanM koG3api A0 OCTaH-
HiX 7HiB, BeAHKOW JI060B'I0 HAPOAA KOPHCTYBARacs
ayma Tlpo yuoBy i Tphox cuuis”. B mifi posnopigaeTs-
Cf TOpe Marepi-yROBH, fIKY CHHH BHTHANH Ha CTapoOCTH
21T 1 AKH LOBENOCA KHTH qI0 UYIKHX JIONAX.

Tefi To B ¢BHTY HelineHbKYy

TO DaHO MO PaHEHLKO

TO He B YCi A3BOHH N3BOHATL, —-
a TO CHHH CBOIO HEHbKY,

YAOBY CT2DEHLKY,

a 3 CBOTO TMOABIPPA TO I3rOHATL...

3 TaKol K CaMOI0 TIOIAHOIO CTABMTLCH HApiX 1O
BCift Yxpaini # mo aymu ,Jlpo Gpara #f cectpy”, ska
»Ha uywilh uyxuHi noerosina, csoiMu npitTogxkaMu Ma-
JAeHbKUMH OcHpoTina”. Cectpa ,,3 HIOKOT YYHHHH" KIH-
ye 1o Gpara:

Bpatuky miii pinHenbkui,
K TONYOOHBKO CHBEHbLXMH!
Hepes 6ucTpil Boan 6inum JebefeHbKOM TepenHBsi,
a yepe3 WHPOKIT cremu
MATHM-HEBEIHUKHM JIEPEMiNOHBKOK nepebikiu,
uyepe3 npambhii Ranexii cropousn,
uepes TeMHi BUCOKI AyrH
SCHHUM COKONOM fiepesieTH
Ha MO€ NOABIPPA CH3OKPHAMM rony6KOM VIAXH...

Cayxaloun ui€l AYMH, AK i AVMH NP0 YAOBY, XIHKH
3aBXKAM nrakand. Ta #i ne cami winxu. ,JliToM 51 saBw-
v 6yBaB, — poanoBiiae oiuH prcsMernuk (n. Kpuer)
— ¥ Kypascbkomy ManacTHpi, e §i nossalioMuses 3
Gannypucrom Ocranom Byrenxom i sanucas Bil Hbo-
T0 uMMano ayvM | micedn. fkoch, pas micas XpecHoro
XoAy # mmos 6ing CTaBY BY3EHLKOIO CTEXKEUKOIO, IO
6irna maBk0J0 apxmepeicyxkoro caay. PantoM noyv-
aucs 3BVKH Gaxaypu # conisu Ocrama. § suftwos i3
Opamu # anuumses. Ha cnani sernubokol apyru cunis
Ocran i oniBa aymy ,7po yaoBy. Hasxono crosiao
6—7 axiHOK BAiR I, CXMIMBIIY rONOBHM Ha npasi 10J0HI,
OIHi NI3KaaW, APYTI pasz-y-pa3 NOBTOPIOBANH 33 CIi-
niM 1 kuaaan csoi ysary”. Take MiliHe BPRKEHHA Po-
6uaa avma, wo onisas xo63ap, Ha cayxaui! Tpannsa-
J0Ch 4acTo i Tak, wo, anisaoyn 1yMy, caM kob3ap pa-
30M i3 cBOIMH CAVXAYAaMH NAakas. I1po Taki BHNazky
cBiguuTh i HeGbiunk Oa. Pycos, omosinatouy npo caa-
BETHOTO YKDATHCLKOTO KOG3aps, TAKOXK Ve JABHO He-

6ixunka Ocrana Bepecas, skuit npH BHKOHaHHI AeRKHX
MiCUbh CBOTX MKCeHL 3a7HBABCH CAbO3aMI.

3 nicenp ,60xecmBennnx” abo ,mcanpM”’, 8K iX Ha-
3upann cami ko63api, — niceHp, *Ki 1le HeaasHO cni-
Batr Ha Beauxilt Ykpaini Ganaypucts, Bigomi Taki:
»O #ueti”, O poscrasanni avmi 3 tinom”, picus ,Tlpo
c8. Jlasaps”, ,lcyce Mifi mpemoSesnntt”, | Tlpo Onexcia
uonosika boxoro”; Biaomi Takox nicui mopanwHoro
sumicTy: ,mpo ,Bayasoro cuna”, npo ,Tlpasny”, npo
»Crpamnn#t Cyx” ta immi. Taxi nichi nosyatmhoro
3MICTY, 8K ocb micus npo ,Jlpasxy”, 6van Avke 1o
Bnoa0GH CaAYXauaM.

O# y csiti npasa, npasan He sickaTu!

o Bace Tenep mpasaa crana y Henpasai muTH,
Tenep Mpasia ¥ naHis ¥ TeMHHUL

A nurpa Hempamila 3 waHaMH B CBiTAHUI!

llo Bxe Temep mpasaa croiTL ¥ nopofa,

2 WMpa Henpasna 3 MaHaMmil B KOHeub croaal. .
Tenep vke mpaBay HoOraMmi TONMTAIOTH,

4 HHPY HenpaBAy MeNOM-BHHOM HaNyBaioTh!

Hywe ymoGuena i mownpena Takox nicHs ~Beakomy
ropoay Hpas i mpasa” — Bipwi BimoMoro ykpaiicbko-
B0 ¢inocoda-sBuesoro I'puropin Ckoopoan. Ilicss ug
6yNa TaKka GOMyJASpHA, Taka BigoMa, Tax nopobanacy,
wo i3 34 panxis sipwis CxoBopoau ko63api cami mo-
WHPKHAY 1X ax 1o 84 pmaxis.

I3 maprisamBix micens, 6i1bw Hax yce xo6sapi cni-
Baan 1. 3B, ,JBopmuky”, ,Heuirky”, ,Tomanwo”, ,.Ku-
ciap” i meaxi wi Ocran Bepeca#t, mo wuB y Apyrit
noaosuii 19 ¢1., i3 mwaprisauBux micens omisas ,XKu-
roas”, ,Byras”, ,Xomy i flpemy”, ,Tycapchky mory”.
3 ubOTO pPOAY mMiceHb, WO Wle Ha MOMATKY UBOTO CTO-
aitr cniBann wa Ykpaini xo63api, ayme Binoma 6yna
@ions ,Kucinp”, Yonosix aaneavmas. Xsopa MofHHa,
BiIOMO, — 3 ,BuGpukamn”: 3abamana kicimo. Widka
TYPOYVETLCR:

off Mili muauit saboais,
KHCEeNeyKyY 3axXOTiB...
{Thwna xiuka no ceny
wobyBatd Kucinio.

Kucito winka ne nob6vaa, a a06yia caec:

Lints, Muamni, He sMmupa#n,

KHCeneuky Roxwuaafl. ..

1 sabpana osec

¥ 3aMacKy YBeCh.
Tlocunana BOHa oBec Ha XONOARIH meui:

O#t i cox ToH osec

UinMH micdlbs VBECh.

Konu osec BioX, miwmna »xiwka Ro6YBaTH Ha
AOPHE,

ceai

He aobyna Kam'aHMX
T2 # pobvaa JVOAHHX. .
Touyana MonoTH:
iamosonza TO# oBeEC
Ha MY4HLIO YBeCh.
Hani nobyna avpua 6aba abxky 6es mumma. Tpoui-



IMBIMK BPAHUWI HA YOTHDH Naibli, MOCTaBHAA A0 meyi:
nocTasMiIa a0 nedi, —
yKe MHINH 6e3 peui,
JK Hapewri,
MOKH KHCi1b YKHNIB,
yxe Mitan#t ony6is. ..

Koé3sapi Ha YKpaiHi xOpHCTYBAAMCA BENHKOIO OLUA-
HOW B 6i1HOTO He3samOxHOro rapoay. Bcioaw, ae Bo-
HH TITbKH He 3'ABASINCH, UM Ha Maitiaui, yu Ging iep-
KBH, YH Ha $PMapKy, YH Ha 6aszapi, HaBKOJO IX 3aBX-
AH KYMYHIBCH Moaoai # crapi, samoxmi # 6izwi. Bes-
KOMY 6akaZoCR MOYYTH piaHy micHIO, TI09YTH 3BYKH
Gan1VpH, AKi KOWHOMY yKpaiHuesi HaraZyBan® Mumo-
Bol1i tak dararo, 6araro.

3apo6asanan xo63api 1o sifiun 1914 poxy He 6arato.
3riano caiB oaHOTO KoG3apd, KM cnisas Ha ovYaTKy
20 cr. na Xapxisuuui (Jlpesuenko), 3apobitox ko63a-
ps 32 1008y 6ys Bix 30 xoniftox xo ommoro kap6oBau-
us. Ha cenax B Ginsuioctu xo63apam AaBaiu HaTypoIo:
xaidom, siugmn # 1. 1. [lpaus x ko63aps ssarani Gyaa
TKKA. Slka 6 He Tpanmnach nOToXa, UM CORAWHMH
AeHb, UM XMAPHO, YH HABiTh MajaB AOW — iTH Tpeba,
60 K iCTH wo-IHA Takow Tpeba. [THCHMEHHHK Kpuer
nuwe: ,, ,f cam ocoSucro Gauus Garato pasis, sk B
MMHYAY THHAY 3HMY Nepel CBATaMH GaBiypHCTH it
JIPHUKH ONiBAAH UITHMH AHAMH Ha Birpi, cHamun na
Borxkift semni. Homa#te Xo uboro anemrasus i Haith
Jalky, nocrifiny GeanmomiwmicTs i Biumy TeMpaBy, 1 Ma-
TIOHOK Gyne aaneko HesTinui. <Tinbkd HIKYyZH AiTh-
cA» (C108Ba OAHOrO K063apa)”. A THM YacoM K063api —
Ue He mpomakH, WO cBoew GinHicrio 260 xaniuTBOM
3BODYWYIOTh | cnoHyKaoTh MoZed 10 MHAOCTHHI:
ue npodecionanvui cnisui, 3HaHHR AKHMX Bumarae BPO-
IKEHOro TallaHTy A MY3HKAAbHOCTH, NOBroi i TMKKOIL,
3 TpyaoM 3x06yBaHOi, 2 yacoM # KOWTOBHOT HAYKH.
Bianwy senty souu me Gepyrb aapmo, a BiAnNavyioTh
32 Hei wenpo micxelo, AyMoi0 i rpow, Mo 4acTo-rycro
MaloTk MPHKMETH ONMPABXKHLOTO apTH3MY. | Aificso: Ha-
BiTb nanis, momimmkis, Kymuis, mo TiepeBaXHO A6anH
mpo cBoi ocobucti iHTepecH, i THX NOKOpPAB CBOEW
NiCHel0, CBOEI AYMOIO cainuid xo63ap. Hepapma waft-
ClaBHiwiit i3 ko63apis Ykpaiun Tapac Wesuenxo mi-
cas npo ko63aps:

Iepebenas crapuit, cainuit,
XT0 #oro He 3nae?

—~ BiH yci0au sewrtaernes

Ta Ha Ko03i rpae...

A xT10 rpae —

TOr0 3HaWTh | AAKYIOTH JIOAM:
BiH M TYry posranse,

XOY ¢aM CBiTOM HYAHTb...

Tiabku oauu 6ys 3akIATHi#, 3aB3ATHH Bopor y cai-
KX Banaypuctie na Teputopii 6ysuioi Pocil: e —
pocificbki noaiuai, onpaBHiKH, CTAHOBi, YDPAIHHKH,
CTPAKHHMKH, ki, Ak Ti XOpTH, WBeHAAaIN N0 KPMapKax,
Ha Ga3apax, le 6y.J0 B3arali fKechb CKYNYeHHS Hapony,
BHWYKYoyn ,6esnopanok”. Crapuil ko6aiap, wo cnisas
NPO 1asHe MMHyXre YKpaiHH, NpPO BOMIO HAapoAy, HpO

CAABHHX. TIMUAapiB — YKpPAiHCHKHX KO3akKiB, (1po ,[1pas-
Ay, #Ka CHAMTbL Yy WaHiB mig HoraMmu”’, Opo crpawsufl
c¥i, Ae BCiM piBHO ,mpwatenscrso Gyne” — 6yB ™
HeHapircHitl, Bonn newasupin® xo6sapis i yrucxanu
ix 3 ycieo KOPCTOKICTIO: apeuToBYBANH, KHAaIH B
»XOMOAHY”, Ae CAIOBWIH IX Pa30M 3 YCHKHMH 3M0YHH-
UAMH, KOHOKD2AaMmM, 3AONIAMH TOWlO, 4 Miofed, WO
KYTIMHINCH X0A0 Ko63apiB, po3ransiid Ha fApMapkax
HarasM, psailt crpyHH Ha Gamaypax i 1. A.

I xo63api maixe nepeseamcs Ha Yxpaiui

Ale we i B 20 Biui 3amnuanres ga Benuxiff Ykpaini
nooxauHoxi Sanaypuct. B 19 <r. (xinmeun) ix 6yiao
Kyau Ginbue. I3 Hafibinbwl 3uanux kob3apis 19 cr. Bi-
aoMmi Syam: Apxmn Huxonenxko 3 JlyGerwunn i Augpift
Wyt 3 YepuiriBuumu; geaxi Ayxe 206pi AyMH 3amH-
caB Big HHx nmcoMeHHmk [ Kyaiw. Jiyxe simommm
TaKox OyB y MHHYIOMY Biui ko63ap Isan Kpaswenxo-
Kpiokoscekmt, IMpore HailswaMenitinuM 3 koG3apis
0yB Ge3ymosHo Ocran Bepecait. [lpo itoro xurTs x0-
KAalHo onosis HaM On. Pycos, a npo fioro Mysuxanse
HICTh TIHCAB CIaBeTHHH KoMNO3uTop Mukona JlMcenko
(,,XapaKkTepHCTIIKa MY3HKaALHUX oco6aHBOCTEd yAM i
niceHb, BHKOHYBaHHX KoG3apeM Bepecaem”). Bepecait
6yB poaom i3 [Ipuayuskoro nosiry i cnisas me 8 70 pp.
Ha Bennxi#t Yxpaiui,

Is xo63apis movarky 20 cr. mizomi Muxaiino Kpas-
yenko -(Tloarasmnna), lwar I'omvapenxo (XapkiBuu-
Ha), IBaH Kyuepenxo (Xapxisuimmua), i oco6auso He-
6ibxuux Tepewxo [lapxomenko. IMosatum ma Xapkis-
wrHi 6yad we sinowmi Merpo Kyau6a6a (o mxoro sums-
ea Tmar Fonuapenxo), opoGeun, Hpesuenxo, Epact
Bynanceku#t, Octan Byremko, Isan Hereca Ta immi

Ha apxeonorisnomy 3'azi, wo sin6ysce 3 1902 poui
y Xapxosi, rpaio miz mpoBogoM »xo63apxoaua~'ro-p_a
I'nara Xortkesnua jpexinbka KoG3apis i aipuuxis, Mixk
HHMH HafsmiarsimnM 6yB Tepewxo [Tapxomenxo.

Hyxe uikaso, mo 6Ginsuticts Ko63apin NOXOIHTH 3
JlisoGepenoxs — 3 [loaraswuun, XapxiBmuun abo
Yepairisumuun, fIx BinoMo, micna Ko3albHKX MOBCTAHB
3a boraana X;vMeibHHUBKOTO, B yaci Beaukol pyin, 3
TlpaBoGepexukst Brikana Ha nisui Geper cuaa Hapouy;
Garato 3 HiX 6pajio GesnocepesHi0 YYacThb Y MOBCTaH-
H10. BoHN He XOTiAM 3aATHINATHCA Wi MOILCBKOIO HEBO-
Jei0 i Ha wHPOKi mpocropHd JliBoGeperoxs, axk mo cy-
yacHy Xapkismuuy # Aani B cTenM, HecltH pasoM 3 CO-
6010 AYX MPOTECTY NPOTH Kpimaursa # wesoni. Tyr,
MabyTh, Ha HOBOMY IX oOciiKy, Ha aawax i ayrax [loa-
TapwHHH # CloG0KAHWHHK NOYAAH TOJOBHHM YHHOM
OKIaaatucs AyMH # nmicHi mpo Bce nepexwure. Uepes
ue, Madyrs, i Giabwicts Ko63apis noxoanao 3 Jliso-
Gepexcks, Ae AOBrAR 4yac icHyBanW ix ,rHisna” (BHpas
Aparomanosa), ce610 kOG3apchbki oprasisauii.

Mosa koG3apavu na Beauxilt Yxpaiui cnisaam, cni-
BalOTh e # 1. 38. AipHuKkH. BoxH rpaloth Ha ocobam-
BOMY MY3HYKOMY IHCTPYMeHTi, mo 3Berbcs aipa. Jlipa
— He K063a. 3Buuaituo Mae »Bi T. 38. NelikH. Boku
aipy Ha XapkismuHi 3Bytbes ,ki6itv”, Tlomax sepx-
HbOIO Iefk010 -— TpH cTpyHi. .Jlipa Mae KAABIATYDY
i camuit 3Byx i3 Jipn n106yBaeTncw yepes ociGHe Kone-
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€O, WO KPYTHTLCH Ha oneuisneuomy Baxsui. Ilo npo-
CTOAYIUHOMY BHCAOBI ofnoro aipumxa (Muxona Jy6-
poBa, TloaraBwuna) aipy ,,BHAYMas uap Hasux”.

B To#t camuit wac, sk MoxHa MPOKHTH Ha YKpaini
BCE AMITH A He 3yCTpiTH KO63apa (TaK ix Tam yxe
Mano), nipHukiB Ha Yipaisi 6yno we Gararo. 1lle ne-
pea BHiHO0 1914 poky ani ogmu fFpMapor He Binbyses
6€3 nipHuKia. Taxox, ak GaHIYPHCTH, NipHIKY B Ginb-
WoCTi — cainni # xoxATh 3 nosonarupem. Ane H xip-
HHKIB WOPOKY cTa€ Bce Menwe # menme. .Ha sammr
OAHOTO JOCTHIAHHKA KOG63apis i aipHHkis, 4OMY He ic-
HYE Tenep aipa, a kob63a mepesenacd, To#f camMii xip-
Huk JIv6poBa, mo ragas RHi6Gu Aipy BHAyMas nap Ja-
BuA, cka3ap: ,He B 3a6api ## nipu BuBenyTHCR”.. OYe-
BHIHO Ti X TIPHMHHH, 1O CIIPHAMK CYE32HHIO Ha Ykpa-
ini kob3apis, saummasu Goamye § RipHUXIB.

Jlipaukn conisaiots ssHuatino JOoaecTBenni” micHi,
»TICATBMH”, TaKOXK IKaprisaWsi wioni i Tamui. [icens
ke iCTOpHuHOTO 3MicTy, »0araTHpCLKHX' WK BOHM iX
Ha3HMBalOTL, Malke He cniBaIOTH.

Ko63api, 62uayplrcT, A0 AipRUKIE T4 iX iHCTpYMEH-
TV, 312€TLCH, CTABAATHCR TPOXH 3HeBawiHso. Lla apo-
decifina ropaicts K063apis, #aki rpawTh Ha TaKkomy
CRIaTHOMY # HiMcHOMY iHCTpYMeHTi K GaHaypa, uin-
KoM 3posymina. Jlipy wono rpu me moxua # piBuaTH
3 6aHAYDPOIO; 3BYK K063 (Gannypn) Haragve 3Byx
apdu abo missa # Uinkowm 3poayMina yeara Ocrana
Bepecasn: ,Iipocromonns axacs YYAHOBAT3 — HE PO3Y-
Mmi€, WO To kpaute. Im abu wo 3ryx 6ys, IO KPHYHTH
Ta nUIHKTL, 1O ayK B XaTi iHOAi HiYOro He YYTHO, #K
8arpae Ta aipa. A ko63a Tak nobpe 2iN0: THXeHbKe
BOHO, nosaxuiuse”. BeayMoBHO ua omiHi 3aHARTO cy-
Bopa i xipa, aka 6 Bowa He 6yna B mopisHani 8 K06
3010, 3aCiYFOBYE NOBary # TIOWAHIL

I3 ,mcanbmis”, axi we # noci OniBaTh JIPHHKH Ha
YKkpaini, (ueht napuc mwucascs B 1933 pomti — arpum.
pel.) ayxe Biaomi: »Marepi Bowkoi Tlowaiscskoi”,
»[lpo Nasapa”, »Mikonas”, Jeyee mift npemoGesnuft”
Ta iHmi,

Penepryap saprisausux nicenn 6yB TOH camuft, uio
i B K063apis. 3 ranuis BHKOHYBaaH ,Merernwo”, , Ba-

puH”, | Terany”, #38PYWKY”, Toulo.

Mu Bwe npuraayvsaan BHile, mo B O6yBWIiA napch-
Kili immnepii ko63apis wepecairyeana noxinis. He xo-
CHTL 106pe BinHocHaacR pocifichra Braaa, pocificeka
agminicrpauis i uo NIPHBKIB, #AK B3arali A0 BCAKHX
npoaBiB Ykpaiucbkol HapoaHboOl TBOpHocTH. Bee, wo
Haraiysano Baafi npo Ykpainy, Tl Hauionansny OKpe-
MiltkicTh, Ti KOnbOpoBM CTapoaasHifi nobvr, a THM
Ginbwe 1T fcTopHuHe MHHYNE, — BCe He 10 ApiGuuub
38epTano Ha cebe YBary YpsAY, 118 SKOT0 Halchs-
THHOO pivvo Ha csiti 6yaa muw »€AiBaa Heaeniman”
Pocis,

Yepes ue pce HaUIOHANLHO-KONHLOPOBE, HALIOHATLHO-
YKpaiHCcbKe Bpamano POCIHCBLKY Biaagy Tak camo i
¥ Till ace Mipi, wK Bpamae Guka YePBOHA XYCTKA: BOHA
Kifaalaca na ,6e3nopaaok” yeiM cBOIM »EAIHOHE A€~
AMHM” 33aNa70OM 3 ONHOIO METOI: BCe PO3TOPOUIHTH,
3HNMLUITH, BRiBeub 0GepHyTH. Uepes ue fiepec1iayioyn

®0G63apis i aipHukis 3a »Apasnnowaranie” abo 3a
~NIPOLIEHIE MINIOCTHHI MO WPHBHYKe X JqIpa3’fHoCTi”,
areHTH UAapchKOT aaMinicTpauii Kpisb manpli AHBHAHCH
Ha WHPEHHR Cepeldl YKPaTHCLKOTO HapoAY BCRKOTO PO-
Ay GabpueHiX | 3aBOACHKIX niceHb, MiCeHb ,,BVIHY-
#©HX”. Yepes we BoHn mivoro e ‘MaiH, Koau 6 Jipwit-
KN, 3aMicTey ,ncaawMis” onisaiay 6 Ha APMAPKOX:

»Bce rasapar, uro n BETpeHna Ousawn”.

He ansuo, mo npu rtakomy siamowensio BJagH Ao
GaHAYPHCTIB, mpH TOWIeHH] Ha Ykpaini nepea Ilep-
W00 CBITOBOIO BHIHOW (GabpHuHOi »UHBinizauii”, npu
CHCTEMATIIYHOMY  nepecitiiyBanHi YKpaiHCbKHX npoO-
CBiTHUX opraxisauii, KHIGKOK, ‘BIICTaB, BiAYHTIR i T, A.,
VKpatHChKi KoB3api — ui napvicriwi JI0AH 3 HapoAy,
wo 3a caosamn lliesyenxa ,,3 BoroM posmoBasin”,
€Taail mepeBOANTHCH HAa Vwpaini. Crapi BUMHPaIOTH,
HOBHX Bie Hema. ..

Ta nacrana nosa ao6a. .Ymas uapcoruft ypaa i 3a-
CBiTHN2 Hal Vkpaixolo sipka HOBoro mwuITR. B noiy-
™'I0 HAUIOHANBLHOT PEeBOIIOUI|, WIAAXOM THHKO] 60pOTh-
Ol BilHOBAAEThCH Ralle nPaBoO, Haue 3 TPYHH BCTaE,
Ak TOM Jlazap cBaTuil, wo Gvs ¥y rpobi i BOCKpec, —
Vkpaina. Aae no xinus GopoTebl, NO cnokolo, e
naeko. . .



YKpaina 3ua#t ropuro...

flo cemax maauyts Mani ity —

6arpkis He mae. llenectHir

TIOXKOBKJIE JHCTH no Ai6posi...
Yopuiute wophol semai
6IYKAIOTh JIOAH; NOTHUIH
GizeHbki XaTH, NOBATHIMCS,
cTasy G6yp’AaHOM NODPOCIH,
€el10 HeHaye noropino,
HeHaue JI0AH MmoAypidiL ..

o i cratocs 3a uedl wac 3 HAMIMI OCTAHHIME
koG3apsami? Xouersca BipiTH, WO ,He ¥ac, He [Opa
im wvupat”! Hacraia repoiywa no6a — go6a 6o-
poTbGHl 32 BOIIO HapOAy, 3a Horo HesiamiuHi npasa,
3a ski koaucy, GoposHca Hawi AiAM-TPamiix # npo ski
HaM ONiBamif, HaM 3aBwKAH HAragywsalid Hauli Ko63api,
a cepel HuX Ko63ap-Benereun Barpxo Tapac. | ua
Gopory6a we tpusae. Hexait we micsi i 1ymu nawmx
ko63apis mpo craBy Yupaiuy, aka 8 noaym’io peso-
aouii 3xo6ysae cobi BOIO, 32NYHAIOTb FOJOCHO B Uel
OCT2HHIH 4ac 01 KPalo 10 KPaI® Ha WIHPOKHX npocropax
aemni yxpaincexkoi. Hexa#t ix nicui okpuaaTh Hagiamu
TitX, XTO MiAyNaB Bwke AyXOM, Hexal iX micmi | ayMH

3BOPYWATb COBKCTH THX, XTO B Leil repoiuuwit nepiox
Rawoi kTopii a6a€ TilbkH mpo cebe, npo cBOi iHTe-
pecit. Hexalt y cBoixX nicuax i AyMax HaraayoTh BO-
HY B ue# CTpawHHP 4ac, WO THX,

XTO Marip 3abyBae —

toro bBor xapae,

Yyl T4 HYPAOTHCH,

B XaTy He NYCKalOTh...

Hexa#t ix moantsi oBati 33 yKpaiHCLKHX HeBiibHH-

KiB, 10
Bce B HeBOAi npokaartoi, Ha Kartopsi...
Ha Yopuim Mopi npo6ysaoTs,

— litkae 10 camoro bora, 6o

TH, 3eM]Ie TypelbKa, Bipo O6yCYPMaHCHKa,

yike TIL PO3IyYHJIa He €IHOro 3a ciM ir silfHoio:

MYIKQ 3 #OHOI0, 6para 3 cecrpoio,

AiTOK Ma’deHbKUX 3 OTUEM i MaTKOl.

Hexa#t nonmne 10 camoro IN'ocnona ix AyMa-MoauTsa.
,.BH3Boas, Bowe, 6i1HOTO HeBONBHHKa

Ha kpail Beceawi,
Ha MHUp Xpeuexuit,..”

Jyma npo cmepry xosaxa-6anaypruka.
Maawonox Onanaca Caacriona.
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Carriers of Songs Through Centuries

Kobzars of Ukraine
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Kobzar P. Siroshtan, by O. Slastion, 1887.

KRAINIAN FOLK SONGS.

They are the history of this
land, the grand spirit of the people,
filled as they are with sorrow and
joy, hatred and love . . . Every such
song is an ardent hymn of human
courage, staunchness and will.
Although their authors are
anonymous, these gems of folk
culture belong to the genius of the
people.

The ancient Greeks created a
myth about Orpheus whose
omnipotent lyre and singing tamed
wild beasts and moved mountains
and trees.

FORUM NO. 88 - SUMMER, 1984

In Ukraine, almost as much
magic power was attributed to the
kobzar minstrels. Every such singer
and player was Homer in a way,
bringing the common folk his
undying word and music. “The
Ukrainian ballad grew nourished by
the tart juices of a grand and severe
history, by the freedom loving heart
of the people and its unswerving
devotion to the native land.

“Our heroic epos was born not in
the cosy warmth of a domestic
hearth, but in settlements
devastated by fire and sword; not to

the humming of golden bees, but to
the snake-like hissing of a lasso
thrown by a Tatar nomad and the
deadly gleam of 2 Turkish yataghan
(saber). It was born where the
Ukrainian people suffered and
fought — at crowded market-places,
stirred by gruesome news, and in
the eagle nest of the Zaporizhian
Sich, in Turkish slavery and in
blood-letting battles with foreign
man-hunters and oppressors. This is
why, even through the mist of
centuries, we can feel in the
Ukrainian ballad the boiling
passions of our ancestors, the lethal
whistling of Cossack sabers, the
clanging of irons worn by slaves,
and the salVos of victory”

It was thus, in laconic yet epic
words, that Mikhailo Stelmakh, a
noted Ukrainian author, described
the sources and creators of folk
songs.

A Ukrainian kobzar had to travel
a winding and thorny road in life.
Like streamlets, their ballads and
other songs found their way to
people’s hearts through the thick
layer of time. The plentiful treasury
of poetic epos contains thousands of
songs, dozens of ballads whose
authors are still unknown.
Minstrels (kobzars) were first
mentioned in written sources dating
to Kiev Rus. The prophetic minstrel
Bovyan is described in “The Lay of
the Host of Igor” Data on gifted
bards are found in other ancient
chronicles.

Those were the earliest known
prototypes of the kobzars who
became so popular with and
respected by the common folk.
Theirs was a difficult role. Being the
voice of the people, they bravely
and honestly did their duty even in
the most trying periods. Walking
from village te village, singing and
playing their kobzars, these
minstrels urged people to rise in
arms against their oppressors. Many
of them were punished for brotherly
contacts with Zaporizhian



Cossacks; the life of more than one
kobzar snapped like a string on
their instrument, cut short by the
enemy. No one, however, could
destroy their freedom-loving spirit,
forbid them to sow the seeds of
truth among the people, to teach
them to be humane toward the
oppressed.

Somehow, no researcher had
concentrated on the life and
creativeness of the kobzars until the
19th century when specialists on
folklore took an interest in
Ukrainian ballads. Even so, having
carefully recorded the lyrics and the
melody, they more often than not
mentioned the performer fleetingly.
In 1805, for example, V.
Lomykovsky recorded 13 ballads
and three songs, listening to a
kobzar named Ivan. This and the
reference to the man as “the best
minstrel” was all he bothered to
leave for posterity.

Later, a number of collectors,
while paying tribute to the
enchanting instruments and voices
of kobzars, forgot to provide
adequate information on the
minstrels. In this sense, M.
Markevych, an ethnographer and
folklorist, supplemented his poem
“The Bandurist” with some rather
informative personal observations
concerning kobzars. This was the
first short printed article telling
about one such minstrel, how he
was loved by one and all, a man
fanatically dedicated to his art, for
whose sake he abandoned his home
and organized a school of music and
singing for men deformed by
smallpox.

M. Markevych wrote that there
existed a form of training for
kobzars in almost every region of
Ukraine. Boys who had an ear for
music, a good voice and, more
importantly, a hearing memory
{most kobzars were blind) were
placed under the guidance of older
minstrels. The tuition lasted two,
three or even five years. When a
student had a proper command of
the kobza and the repertoire, he
received an instrument, meaning
that from now on he was free to
sing and play on his own.

ROTHERHOODS CALLED

“HURTY, in which future
kobza and lyra (hurdy gurdy)
players were trained, began to
appear in Ukraine in the 17th
century. Fearing persecution from
the czarist Russian authorities,
Ukrainian minstrels were
tight-lipped about the activities of
those centers of folk musical
education. Still, at the turn of the
20th century — a period when such
brotherhoods began to break up —
newspapers carried a number of
materials on them, some of which
proved quite instructive. Among
other things, it transpired thar such
communites (groups) assigned
young kobzars definite localities
which they were to cover on foor,
their kobza slung over their
shoulders. This was done in order
to ensure every minstrel a better
opportunity of professional
experience.

A kobzar’s repertoire was
remarkably varied, including daily
life, various folk rites, jokes and
burlesque. Mostly, ballads and
songs were about one’s native land.
The hero wanted to fly home from a
strange land like a seagull, home, in
the shade of weeping willows and
red guelder roses, under the
shining, bottomless and blue native
skies. When he was lucky to escape,
he was met by a grief-stricken
mother and learned that his fiancée
had been made to marry someone
she didn’t love, or that she had
been kidnapped by the Tatars. He
found his land devastated and
plundered by the enemy. Such
tragic motives prevail in songs like
“Escape From Slavery by Three
Brothers From the City of Azov”
“A Poor Widow and Three Sons,”
“Seeing Off a Cossack,” “A Storm
on the Black Sea,” and many others.
Kobzars performed them in an epic
mood that penetrated deep into the
mind and the heart of the audience.

After the famous Ukrainian
minstrel Ostap Veresai gave a
concert in Kiev, a local newspaper
wrote: “He is a real magician; he
does to one as he wills. He wants
you to cry and you weep like a
baby; he wants you to laugh and

you roar with laughter until your
sides are ready to burst.”

In the 19th century, numerous
intellectuals engaged in studies of
the kobzars and their art. The
process was given quite an impetus
by the noted Ukrainian composer
Mykola Lysenko who wrote a
substantial essay entitled “On the
Musical Peculiarities of Little
Russian Ballads and Songs as
Performed by Ostap Veresai”” In it
he analyzed both the repertoire and
the techniques of arranging
Ukrainian folk pieces. In addition
to that, the composer described the
bandura’s pitch.

Besides M. Lysenko, precious
pages were entered in the studies of
kobzars by P. Martynovych, O.
Slastion, V. Horlenko and H.
Khotkevych. They travelled across
the Ukrainian countryside,
recorded performers' life stories.
Atrtists made their portraits.

Lesya Ukrainka and her husband
Klimet Kvitka recorded folk songs
on a phonograph for several years
(later, K. Kvitka became a
recognized specialist on Slavic folk
studies). Subsequently, they handed

the cylinders with the songs over to

Filaret Kolessa, the famous collector

of Ukrainian folk songs in Lviv. He
deciphered them, giving each record
a musical notation, and wrote short
biographies of the singers.
Eventually, F. Kolessa prepared and
published a series of “duma”
ballads, songs and dancing
melodies, recorded from many
kobzars. He titled the collection
“Melodies of Ukrainian Folk
Ballads.”

The Ukrainian folk heritage
contains countless treasures. We
owe this abundance to all those
bards and minstrels who preserved
it, added to it, and carried it intact
through the whirlwind of historical
epochs and events. In Ancient
Greece, these people were called
“aeds”; in Scandinavia, “skalds”; in
Gaul, “trouvéres” In Ukraine, the
nightingale songs of the people were
masterfully performed by the
kobzars. ®

— P. Maistrenko

FORUM, A UKRAINIAN REVIEW, Scranton, Pennsylvania, Ukrainian Fraternal

Association, Summer,

1984
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TFuam Mapmunoeuy Xomreauy
(1877-1938?)

Hyms, nipuko-eniumi TBOpPH YKD. YCcHOI
CJIOBECHOCTHM NP0 noAil 3 muTTa K03. YKpa-
inn 16—17 BB. Bix imwmmx JipuKo-eniygMx
Ta icr. TeBOpiB . BixpisHAIOTLCA criocoGom
BUKOHAHHA Ta opmoro. [I. He cniBaloTheH,
4 BMKOHYIOTBCA DPEYMTATHBOM Y CYNpoOBOAi
My3. aKOMIIaHbAMEHTY Ha Oaunypi, Ko63i
abo mipi. . He maioTh mesmoi crpochiunol
Gynosu, BOHM posmajaloThbCca Ha Hepisui
nepioan, BiAnosizHo Hxo Xoay posnosizai;
KOXHNIII TaKuit nepiox cTaHOBUTL 3aKiHyeHe
CHMHTaKCH4He LiJe, Kac 3aBepLUEHy AYMKY;
BipII cxJaanaeThes 3 HepiBrOI ZHOBMMENM
pankie (Bix 4 no 40 CKJIaJIiB); BeJMMKy poJio
B Il. Binorpae puma, IiepeBaxXHoO nieciisua,
AKOI0 00’eAHYyIOTBCA KijJbKa pAAKIB. My~
3u4Ha peunrania JI. Mae 6arato CHiJgbHOTO
3 rosocinuam. IToetuxa K. Mae neari mo-
nibuocri A0 cepb. enocy. VY J. 4acrTo Bxku-
BalOTbCA MOABiMHI cHHOHIMIUHI BMpasnu
(rrave-pugae, 6imure-ninbirae). IlInpoko
BMKODPHCTOBYIOTBCA B M. nocriitai enitern
(6yitamit BiTep, cumue MOpe, cHBa 303yJH).

HDoxoxxenua IO Jocnigamuru 3p8’a-
3yloth . 3 noetmuHuMMM copmammu Ykpa-
inm 12 p.,, 30KkpemMa 3 «CJIOBOM O NOJKY
Iropesi». ITommMpeHOIO TeOpicI0 IOXOAIKEH-
HA [I. ¢ Teopia II. 2KuTenpbKoro, AKka po3-
raanae JI. AK CBOEPiAHY CHHTE3y TBODYO-
CTH Hap. i «kHMKHO-iHTexirenTHOI». OCHO-
BOIO [JI. € Hap. nicus, odopmiena mig Bran-
BOM wWKiNeHMX cuaabiyaux sipmiis 16—
17 BB. ¥ moBi JI. ¢ 6araro apxaismis i
LepK.-cIoB'AHI3MIB. KHIOKHMIT eleMeHT B
ier. micmio Mmir Gyt 3ameceHmit MaHApiB-
HUMM WKoNaApamMu 17 B. Ta MaHApPiBHMMM
aakamu. B. Ileperu Hasueas J[. «rapmo-
HIIHOIO CMHTE3010 KyJbT.~-iHAMBixyas bHOI
TBOPYOCTM 3 Hap.» Bnepiue . araayioTbcsa
B «AHHalax» IOJbL. icTopmMka CapHMIL-
Koro, AKMit nixg 1506 p. 3ragye npo cmepTh
ABox Oparis y moxoni Ha BoJsoumHy, Ha
HeCTs HAKMX CKJaageHo cymuai nicni —
«aymm». JI. BUTBOPIOBAJMCA Ha IPYHTI BO-
CHHOIO sKuUTTa 16—17 BB.

EHLVKJIONEOISL YKPATHO3HABCTBA, 1955, Mpuxen, Himeuwunna



DUMY. ..

A remarkable form of traditional Ukrainian epic is the DUMA
(in folk terminology "the psalms(laments) of the captives"
or "Cossacks songs"). Its origin has not been definitely
established. It is assumed to derive from the recitative
style of ancient funeral laments, and is thought to have
developed under the influence of medieval literature. It
is possible, however, that the prototype of the DUMA was
created earlier by court bards in the period of Kievan
Rus to praise the deeds of princes at festive of funeral
ceremonies. The content of the traditional DUMA reflects
historical events(the struggle with the Turks and Tartars,
the wars of liberation of 1646-57 and later the peasant
uprisings), and everyday conflicts of a ballad charfcter,
with moralizing ending. The performers of these epics

in the 19th century and at the beginning of the 20th

were blind itinerant singer-musicians, KOBZARY, accom-
panied by the bandura or lira(hurdy-gurdy).

The style of the DUMA is characterized by a text in
free recitative non-stophic form, with lines 6 to 17
syllables; the grouping of lines(3 to 13) in thematic
complexes, or 'triades'; and a melody with four compon-
ents: introductory melodic formulae, called ZAPLACHKY
(sobs) by the KOBZARY and performed on the 'hey!
(ex.72a); pure recitative on one pitch or within a 4th
(ex.72b); melodic(declamatory) recitative, with phrases
of identical sematic content (ex.72¢); and melodically
developed cadences, 'final formulae' (ex.72d). Brief
instrumental preludes or interludes are played before
the singing begins and between some of the 'triades’.

The basis of the scale of most DUMY is the D mode

with a sharpened forth degree, used as a leading note to
the dominant, which as a result acts as a temporary tonic.
The play of the augmented 2nd between the the third and
fourth degrees creates an 'oriental colour', which helps
to emphasize the references in the text to Cossack suf-
fering under Turkish slavery.

Ex.72 Four sections of a duma
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IyMU moxra noximmTy mo amiery.

Bopors6a 3 TYPKamMy Ta TaTapamu.

DUMY may be divided into thematic catagories.

The struggle against the Tartars and Turks.

A/ npo Typeumky Hesoxm
[Iray HeslabHuKa

Nuau HepineHuxa Ha karopsi
Breua Oparis i3 Asoma
Mapycs Borycaaska

Camiitno Kimxa

Coxixn

B/ npo repoism kxosaxis
Qexnip Bespiannii

Camapcrsxl Bpatwu

CMepTr Kosaxa B momvuil Koavmm
Onexciit INonosuu

Poamosa IOuinpa 3 [llynaem

Oraman MaTtiam

Ilpo 6oporn6y xosaxisn npoTu nondaxkis.

A) on Turkish captivity

PLACH NEVIL'NYKA
The Lament of a Prisoner
PLACH NEVIL'NYKA NA KATORZI

The Lament of a prisoner at Forced Labor

VTECHA BRATIV 1Z AZOVA

Escape of Brothers from Azov (Sea)
MARUSIA BOHUSLAVKA

Marusia from Bohuslav
SAMIILO KISHKA

SOKIL
The Falcon

B) on heroism of Kozaks
FEDIR BEZRIDNY

SAMARSKY BRATY

The Samara Brothers
SMERT' KOZAKA V DOLYNI KODYMY

Death of a Kozak in Kodymy Valley
OLEKSII POPOVYCH

ROZMOVA DNIPRA Z DUNAIEM

Conversation of the Dnieper and Danube
OTAMAN MATIIASH

The conflicts between the Kozaks and ‘the Poles.

Xvenprnupinii 1 BapaGam
Kopcyssceka Gursa
Monnascrxuii moxin XMeJIbHNI BKOI'O

CmepTs Bormana

Noyuawui aymm/cycnineni temu.

Iyma npo Tauxy ArauGepa

Iyma npo noeauHox kosaka [oxory
3 TaTapUHOM

po BRoBy 1 TpbOX CMHLB

lpo Gpara 1 cecTpy

KHMELNYTSKY I BARABASH

KORSUN'SKA BYTVA

The battle of Korsun
MOLDAVS'KY POKHID KHMEL'NYTS'KOHO

The Moldavian Campaign of Khmelnytsky
SMERT' BOHDANA

The Death of Bohdan

On morality or social themes.

DUMA PRO HANZIU ANDYBER
The Duma on Handziu Andybera
DUMA PRO POIEDYNOK KOZAKA HOLOTY Z
TATARYNOM

Duel between Kozak Holota and a Tatar

PRO VDOVU I TR'OKH SYNIV

The Widow and Her Three Sons
PRO BRATA I SESTRU

Brother and Sister



HAPOIHSI KAPTVMHA "KO3AK-MAMAR"
Y 17-omy - 19-omy cToOniTT#X B YKpa-
Tl Hali6inbw nmomupena i yaw6iena

6yJa HapOHHS KapTHMHa KO3aKa-GaHLy-

pucta "Mamas". Ha mill 6yB 3amxzu

cungunii kosax Ha Tal nefizaxy, 3 mo-
KJaZHO HaMaJlbOBaHUMV BCima ZeTaxsamu

KO3albKOI'0 OAAT'y, KO3aUbKOI 36poI Ta

KiHCBKOI 36pyI. YacTo B xapTuHl 6yB

nonaHu# texcr, 3BuualiHo Bipwosuil,

AKUM mazasap nosHimoro amicTy xap-

tvHi. YBaxawTb, mo cnouarky "Mamas"

TBOpUIM MaHZpiBHi Manapi. Ilisgime

rxoninvsaay '"Mamas" mapoami maxspi,

ixononucui Ta pemicHUKU.

KOZAK - MAMAY

A pcpular art form in Ukraine during the
16th to 19th centuries was the depiction
of Kozak-Bandurist. These paintings,
called MAMAY, always presented a Kozak in
full costume of that period, with armament,
the necessities of life, a horse and his
kobza. Often included in the painting
was text (strophie) explaining the scene.
These paintings were originally created
by wandering painters, later adapted by
iconographers, folk artists and common
people. Vivid colors of green, yellow
and red, as well as interesting portrai-

ture and scenery, made these paintings
unique.

homes, on chests and on wagons.

Kosaxa-CaunzyprcTa MalwbBaJgy Ha CTiHax
XaT, H& IBepaX, BIKOHHMIIAX, Ha CKpU-
HIX T& Ha BO3ax, UYepel HeTPUMBKICTH
uMx Marteplasax me GaraTo 3aJMIMIOCH
ZocroronHl xaptmH. Yci ui mapoznui
KapTyHY Bilas3HavaJgucd po3kimeyMu KO-
JbOpaMu

- XKOBT&, 3eJieHa.

yepBoOHa,
B 20-omy cToxnirtTi Bizmosuyoch 3ani-
KaBJIEHHA KO3aKOM-O0AHAYPUCTOM Ta

. . ]
ManooThCs HOBiTHi xapturu "Mamas'.

Paintings of the Kozak-Mamay were found
on walls, doors, windows, chimneys of
Not
many of these "Mamay" have remained
because of deterioration. Later artists,
including those of the 20th century,
carry on the tradition of depicting the
ideal Kozak-Bandurist in new artistic

creations. 25



AYMA TIPO MAPYCIO BOI'VCJIABKY

1170 na Yopuomy mopi,

Ha xameni Ginenbkomy,

TaM CTOANA TEMHHHA KaM'sHas.

1o y Tift To TeMHEUi npoSyBano cimcor KO3aKis,

Binunx HeBonbuuKiB.

To BOHH TPHAUATH JiT ¥ HeBoONi npo6yBaoTh,

Bo:xoro ¢siry, conna mpaseanoro y siui co6i ne BH/IAIOTH.
To no ix niBka-Gpanxa,

Mapyes, nomisna Boryenasxka,

ITpuxomxac,

CnosaMH npoMosJse:

“Teft, Ko3aKH,

Bu, 6inuil Hesinpunkn!

Yranafite, mo 8 namift 3emai XPHCTHAHCHKIM 33 neHb Temepa?”
110 Toni Ginni wepinbHUKY 3ayyBaJH,

Hisxy-6pauxy,

Mapycio, nonieny Borycnaery,

Tlo pivax nosmasasn,

CroBaMu mpomosnany:

“Teft, nisko-6panko,

Mapyeto, nonisro Borycnasko!

TTounum Mu moxeMm 3uHaTH,

1o B wmamift zemni XPHCTHIHCHKIA 32 neHsn Temnepa?

o TpupusaTs Jir y Hemoumi npo6yBaem,

Boxoro caity, conns npasegsoro y siui co6i ne BumaecM,

To Mu me moxemo 3marti,

Lo B mamift semni xpucrnancekiit sa mens Tenepa’.

Toni nieka-6panxa,

Mapyes, nonisna Borycnasxa,

Tee 3auysac,

Mo xosakis cnosamn npomosase:

“Oit xosakn,

By, 6innil nesinmpuunu!

IIfo croroxmi y mamii semni XpHCTHAHCEKIN Benukopuaa CyGora,
A 33BTpa cBATHI Npa3sHHUK, POKOBUI NeHD Benuxnens”,

To roni Ti Ko3akH Teg 3aYyBaJH,

Bisum smnem no expol semuti npunagans,

Hisxy-6panxy,

Mapyecio, nonisny Borycnasxky,

Knanu-mpoxmmmanu:

“Ta Gopait Ta, nisxo-Gpanko,

Mapycio, nonisxo Boryenasxo,

Iacrs & noxi co6i ne Mana,

Ak 1 wam ceaTuit npasaux, POKOBHIT nens Benukuens ckazana!”
To roxi nipka-Gpauka,
Mapyecs, nomnisra Borycenaska,

Tee 3auypana,

Crosamu npomoBnsana:

“Oit Kosakw,

Bu, Gianil Hepinbrukn!

Ta né naftre mexe, ne NpPOKMHHAIITe,

To ax Gyne nam nan Typeuskuit o Meveri Bin'DxmxaTy,
To Gyne meni, nirui-6panu,

Mapyei, nonisni Borycnasni,

Ha pyxn xmoui Binnasaru;

To 6yay = no Temunni TNPHXOIKATH,

Temamyo sinmukary,

Bac seix, Gignux HeBiNBbHUKIB, Ha Bomo BHITycKaTn”,
To Ha ceaTuit NPa3HEK, POKOBHI ReHb Bennxnens,
Crazr nau Typenskuit a0 meweri BixTxmxaTy,

Cran aieni-6panuui,

Mapyei, nonipri Borycaasmi,

Ha pyxu wmoui signasars.

UKRAINIAN DUMY,
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DUMA ABOUT MARUSIA FROM BOHUSLAV

On the Black Sea,

On a white rock,

There stood a dungeon of stone,

In this"dungeon there lived seven hundred Cossacks,

Poor captives,

They had languished in captivity for thirty years,

And they saw neither the Lord’s daylight nor the righteous sun.
Then the slave-girl Marusia,

Priest’s daughter from Bohuslav,

Came to them

And spoke with words:

“0 Cossacks,

You poor captives,

Do you know what day it is today in our Christian land?”
And the poor captives heard that,

They recognized the slave-girl Marusia,

Priest’s daughter from Bohuslav,

By her speech.

And they spoke with words:

“Q slave-girl Marusia,

Priest’s daughter from Bohuslav,

How can we know what day it is today

In our Christian land?

For it has already been thirty years since we were captured,
And we do not see the Lord’s daylight and the righteous sun.
So we cannot know

What day it is today in our Christian land.”

Then the slave-girl Marusia,

Priest’s daughter from Bohuslav,

Heard this,

And spoke to the Cossacks with words:

“0 Cossacks,

You poor captives,

Today is Holy Saturday in our Christian land,

And tomorrow will be the holy day, the annual feast of Easter!”
When the Cossacks heard that,

They fell with their white faces to the cold earth

And with curses they cursed

The slave-girl Marusia,

Priest’s daughter from Bohuslav.

“O slave-girl Marusia,

Priest’s daughter from Bohuslav,

May you never have good fate and good fortune

Because you have told us about the holy day, the annual

So when the slave-girl Marusia, feast of Easter.”
Priest’s daughter from Bohuslav,

Heard this,

She spoke with words:

“O Cossacks,

You poor captives,

Do not scold me and do not curse me,

For when the Turkish lord goes to the mosque,
He will give me, the slave-girl Marusia,
Priest’s daughter from Bohuslav,

His keys to hold in my keeping;

Then I will come to the dungeon

And I will open it,

I will set all of you poor captives free!”

So on the holy day, on the annual feast of Easter,
The Turkish lord started out for the mosque
And he gave to the slave-girl Marusia,

Priest’s daughter from Bohuslav,

His keys to hold in her keeping.

Editio Minor, Canadian Institute of Ukrainian
Studies, Toronto,

1979



Toni nieka-6paHka,

Mapyesa, noniega Borycaaska,

Hobpe nbac —

Jo TeMHHII NPHXONKAE,

TeMHHINO BigMHKAE,

Beix xo3akis,

Biguux HesinbHUKIB,

Ha Bomo Bunyckae

I cnoBaMH ITPOMOBJIAE:

“Qit Kozaku,

B, 6ignil HepinbHuKH!

Kaxy a Bam, no6pe nbaiire,

B ropoau xpHeTHAHCHKI yTikafiTe,

TineKH npomy 7 Bac, OXHOro ropoga Boryciasa e MuHafiTe,
Moemy 6aThKy it maTepi 3HaTH nasaiire:
Ta rexail miit 6aTexo no6pe nbae,
T'pyHTiB, BeNHKHX MacTKIB Hexall He 36yBac,
Besnknx crap6is He 36upac,

Ta Hexali MeHe, XiBKH-GpanKy,

Mapyei, nonisan Boryenasku,

3 uesoJi He BHKYMACE,

Bo mxe 1 moTypumriacek, nobycypMeruaach
Hans posxomi Typenwxoi,

Jlna naxkomerea mRemacHoro!”

O#t Bu3BosH, Boxe, Hac Beix, GiqHux HeBiNbHAKIE,
3 ramkol HesoJ,

3 sipn GycypMeHCBKOL,

Ha acai 3opi,

Ha maxi sonu,

¥ kpait Becenuit,

¥ mup xpemtennii!

Bucnyxaii, Boxxe, y npocs6ax muprx,

YV HeIaCcHAX MOJHTBAX

Hac, Giguux HepinbHHKIB!

Then the slave-girl Marusia,
Priest’s daughter from Bohuslav,
Took great care,

She came to the dungeon,

And opened it,

She set all the Cossacks,

The poor captives, free,

She spoke with words:

“Q Cossacks,

You poor captives,

I tell you, take great care,

Flee to the Christian cities.

But I ask you, do not bypass the city of Bohuslav,

Go there and give a message to my father and mother.

Let my father be careful,

Let him not sell his lands and his estates,
Let him not amass great riches,

Let him not ransom me from captivity,
Me, the slave-girl Marusia,

Priest’s daughter from Bohuslav,

Because I have turned Turkish and infidel
For the sake of Turkish luxury,

And because of miserable greed!”

Liberate all of us poor captives, O Lord,
From bitter captivity,

From infidel faith.

Let us reach the bright stars,

The quiet waters,

The merry land,

The Christian people.

Grant, O Lord, the earnest petitions,

The miserable prayers,

Of us, poor captives.
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PO3MIP CTPYH HA YEPHIT'IBCBKY BAHIYPY
THICKNESS (gauge) OF STRINGS FOR THE CHERNIHIV BANDURA

number of strings

R DN NN

HUOoOoTUo D WL

average thickness - gauge

thousandths of an inch

.085
.074
.066
.058
.046
.036

.028

.042
.040
.033
.024
.020
.018
.016
.014
.012

metric

2.16
1.88
1.68
1.47
1.19

.81

.71

1.07
1.02
.84
.61
.51
.46
.41
.36
.30



