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Volodymyr Kushpet

is a lecturer of the Higher pedagogic school of kobzar’s art. He graduated from the Kyiv’s
conservatoire, the bandura class, and later became one of the founders of the well-known
“Kobza” band. He is a researcher of kobzars’ and liknyks’ performing tradition, a participant
of the Kyiv’s kobzars’ guild and a member of the Ukrainian kobzars’ union. He is the author
of “The old-style instruments playing manual” and numerous other publications.

Wpannuiﬁﬂa KyJIbTypa B3arasi, Ta My3u4Ha 30Kpema, — sIBU1Le JOCUTb MiHIuBe. [11s1 yCBiiOMIIeHHS 3MiH Ha ii /i
NoTPi6HO YiTKO PO3MEXyBAaTH MPUPOZHI Ta IUTY4Hi MPOLECH, 1O 0OYMOBIIOBaAM 1i CTaHOBMeHHs. BincyTHicts
YKPAiHCbKOI epXaBM BULITOBXHY/IA NPabaThbKiBChbKi 3BUYal HA iCHYBAHHS y KOHCEPBAaTHUBHE Ci/IbCbKE CEepeioBHILE.
Came Tam, y micHsIX Ta nepekasax, yMax Ta JiereHnax 30epiraBcsi IyXOBHUIA 3arOBIT Hawyx npeakis. OnuH 3 BUSBIB
€THOKYJIbTYPHOI camopearisaulii mpocTeskyeTbes y cdepi MysukyBanHs. OKpim ymo6reHoro B YkpaiHi rypToBoro
CriiBy, PO3BMHY/IOCS iHAMBiAya/bHEe BUKOHABCTBO MiCeHb Y CYNpPOBOAi KOO3H, J1ipH, TopbaHy, 6aHaypy. Po3KsiT 1boro
xaHpy npunanae va XV—XVIII cr. Ta Bxe 3 kinug XVIII cr. y MicbKiit My3uuHiit KyJIbTypi 3MiHIOIOTbCS HaLOHAMIbHi
My3u4Hi npiopuTeTH Ha eBpomelichKi. [ToTpeba y CBITCHKMX OaHIypHUCTaX 3HUKAE | HAPOIHHIA My3UUHMIA IHCTPYMeEHTa-
piit (kpim TOpGaHy) 3aNMLIAETCS Y PyKax MaHAPIBHOI He3psioi Oparii — crapuis. Koskuuii nepion icHyBaHHsI 11bOro
BUKOHABCBKOTO JKaHPY MOTPeOYe NOK/IAHOr0 BUBYEHHS Ta aHasizy. Tiflbkit pEKOHCTPYKLisSt My3UYHUX iHCTPYMEHTIB,
Croco6iB Ta MPUIfOMIB IrpH Ha HUX, Ta BPELUTI 03BYUYEHHS ABTEHTHYHOrO HOTHOTO MaTepiany — €AMHMIA LIISX, KUt
T103BOJIsIE 3DOOMTH 00’ €KTUBHI BUCHOBKH. [TOPIBHSIbHMIA aHANI3 PI3HMX My3HYHUX 3Pa3KiB Bill K0O3apiB, TOp6aHiCTiB,
nipuukis, 6anaypucris XVIII, mouatky XX cT. 1€MOHCTPYE iCHyBaHHSI XaHPOBMX Ta BUKOHABCbKMX BiIMIHHOCTEN
y TPanuLisx, 110 cpopMyBasics BHACTIIOK PidHNX 3aBaHb (CBITCHKUX, IYXOBHHX, COLliaIbHUX, MOMTUYHHUX i T. 1.), IO
icHyBa/y mepex CriBLSMMU-MYy3UKAHTAMK y pi3Hi Mepiofy icTopii. 3amMcn Ha LMX AUCKAX € Cnpoboko MPUBEPHYTH
yBary rpomMazicbKoCTi 110 NpoLeciB peKOHCTPYKLIT TPaMLIiHHOrO BUKOHABCTBA.

(Zaditional culture in general and music culture in particular are unsteady phenomenon. In order to comprehend
the essence of changes in their development we have to distinctly separate artificial processes from natural ones.
Absence of the Ukrainian state has forced out ancient customs into the conservative countryside environme'nt.
Exactly there, in those songs and stories, dumas and legends the spiritual heritage of our forefather was being
preserved. One of reveals of the ethno-cultural self-expression could be traced in the musical sphere. Except of very
popular in Ukraine collective singing, individual performance accompanied by kobza, lira, torban and bandura have
been also developed. This genre’s flourishing fell on the period of 15th—18th centuries. But from the end of 18.th
century the national music priorities in city music culture changed for the European ones. Secul?r bandurlst
necessity disappeared and the traditional folk instruments (except torban) remained only in hands 9f bhnq traveling
old men. Each period of this genre’s existence requires a detailed analyses. Recognition of all previous mmstr.els as
kobzars is rather biased. Only reconstruction of instruments, proficiency in methods of using them and., finally,
giving utterance to authentic note materials — that is the only way to make correct solutions in practice. The
comparative analyses of different music samples from kobzars, torbanists, lirnyks, bandurists of 18th — early 20th
centuries shows existence of the genre and performance differences within traditions that have bee.n formed fiue t'o
different tasks (secular, spiritual, social, political, etc.) minstrels had to confront throughoqt. different historic
periods. These recordings are an arrempt to draw social attention to reconstruction of the traditional performance
which is a working monument to Ukrainian music culture.
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JliaToHiunuit 6araTOCTPyHHMUI IHCTPYMEHT 3 apdonomiGHuM cnocoﬁom
rpy (63 nputckanKs CTpyH Ha rpudi). 3pasok 1740 poky SHAXOAUTb-
csty Cankr-TTerepOyp3bKiit KOHCEPBATOPIT iz Ha3BoIo «OaHaypa
Hen6aiinay. [cHye meKinbKa TOpii NOXO/KeHHs 1T Ha3BH, SKi
TPYHTYIOTBCSI MIEPEBAKHO HA BUCHOBKAX CEMARTHYHNX JIOCTI/IKEHb:
«pandura» — Accipis, «bandora» — Anrnisi, «bandurria» — Icnanisi, .
~«nannypi> — Fpysis, «nannsypa» — Bonrapis, «nanzypa» — Cepbis
i 7. . MoTpi6HO 3ay TH, IO ¢ HA3By Ta ¢ i
iscTpymenty — peul 30Bcim pisti. Ckaximo, aHrificeka Gannopa Ta i
yKpaiticbka GaratocTpyHHa Garaypa OKpIM CXOKNX Hass, Ginbiiie
He MaJiii HiYOrO CriibHOro. MysnyHuit IHCTpYMeHT — «6aHJJopa»
bKHX TEpeHax B cep i XV cr. Ha nouarky
. XViicr. BOHa BUTICHINA 3 OJIbCHKOI CBITCbKOI My3HKH K063y Ta
4acTKOBO JIOTHIO. Ha Toit uac ko63a 6ya nyxe nonynspa B Yipaiti,
a3 nouarky XVIII cT. MO7a Ha Hel MPUFLLING TAKOK Y apucmxpa’rmﬂl
xo71a Pocii. Came 3 METOIO BIZIMEXYBATHCS BIZL <XOJOTICBKOD HasBH
 «k003a>» y NaHCHKOMY CEPENIOBALLL i 0YA/H HAHBATH 1l ILIIXETHO
T4 MOZIHOIO 3aXiIHOIO HasBOI0 «Ganopayr. Taka Hassa sacpikcopata
y LapceKOMy Hakagi 1738 poky NMpo sacHyBaHHS MySUUHOTO
HABUAIHOTO 3aKNAZY Y M. [71yX0Bi. «B NONbChKIX CTIOBHUKAX Ta
orcax iHCTPYMEHTIB Garzypa TIyMaunThes SIK KOBAIBKA TOTHS
(0. aminuyn). T1po Te, 110 M0 MiCTaX rpaloTh Ha GaHAYPAX, «a CensHu
. Ha KoG3i», criogitas 1788 poky O. Pirenbmat. Binbwuicts ceinkis
(Beprxonbu, LLirenin, Bentepmati 1a IH.) Criosituani npo 6aH}.1ypy
XVIII ct., sIK «IHCTPYMEHT CXO3KHUil 3 JIOTHEIO, ajle ML
33 pO3MIpOM Ta 8a KUIBKICTIO CTPYH», «TibKH py4Ka Aeto
KOPOTLIA», «TOH a6COMOTHO CXO3KHIA 3 TOHOM MOTH». OKe,
MOBa BEJacsi Came Mpo «K03aLlbKy JIOTHIO» — KOO8y,
Ta icHyBany 6araTocTpyHHi GaHAYPU Ha IBAZILSTh YOTHPH
i Ginbie c‘rp?;ﬂ» YaCTHa iX 3HAXOAMNACs Y310BXK rpuda,
a Binbila YacTHHA — HA CAMOMY KOpITCi.

Bandypucm
Muxatino Kpasyetiko,

Omske, Ha novaTky XIX cT., Opyd 3 MOTHENOAIGHNMY icHyBanu

a 6ara'roc1‘pyuﬂi My3UHHI [HCTDYMEHTH, SIKi «yKpaiHi3yBaBLIKChY,

riouani seatucsl GaHaypamu, a 1l Ha HUX — GaHayf
TMopisHiotoun Gaunypu 3 Bepecaeamo K003010, MOXHA KOHCTaTyBaTH,
1110 Ha GaHAypax OCHOBHUM CTPYHaMH 115t TPy 6YJIH KOPOTEHBKI
TIPUCTPYHKH, POSTAILIOBaHi PABOPYY Bill FpUGY Haz AeKoK0
iHcTpyMmenTy, a 6acu Ha rpudi Hecm Apyropsy posio. Ha ko63i

0. Bépecast OcHOBHI (yHKLiT y BUKOHaHHI Menozii Ta 6acis 3aknazneni
y criocoGi rpu Ha rpudi (K Ha ritapi), a wicTb NPUCTPYHKIB BUKOHYBA-
JIM JOZIaTKOBY (bYHKLIO — 301IbIlIEHHs AianasoHy npu rpi B OAHIi
nosuui (HapoziHMii crioci6 rpu, NpH sIKOMy pyKa He PyXaeThest Bropy
no rpmpy, 4 3HaXOANTBCS B OAHOMY MicLli). ICHYE Kinbka Tes 1oso
NOXOJDKeHHs! YKpaHCLKOT Ganzypu. Ha mitt niorisn, Bota €BOTIOLLIIHO
110Bs13aHa 3 KOG30I0, @ He 3 rYCIAMH. JlaBHbOpYCHKI rycri Manm

. HeBEMKY KIbKICTb CTPYH (HOTMPH—ITSTb), Ha SKUX IPATIN «OpSHAHbeM>.

‘Takwuit Crioci6 rpu npuTamMaHHmit Gananaiuj, He sadikcoBaHmit
B YKpaiti. [lo peui, SiK He 3HalIEHO XXOAHOTO 3pagKy CaMUX
naBHBOpYCHKIX rycen. [Ticns 08’ eHanHs 8 JIUTOBCEKUM KHS3IBCTBOM
(1321 pik) MeLLKaHLi pyCHHCHKMX 3emesth Gyiu OpieHTOBaH Ha 3aXifiHy
KyZITYpY. IMIepchKa KyabTyponoriyha acuMissList ovanacs 3 KiHus
XVIII cr., ane Topi 6aratocTpyHHMit YKPATHCBKMI MySHUHHI IHCTPYMEHT
«bannypa» Bxe chopmysagcs | nobyrysas (1740 pix). Ha kopucrs
Tesut Mo MOXOMKEHHS! OaHMYPH BiZi K0O3K rOBOPATH TaKi ParTh:

a) Hagirp y XIX cr. 6inbuwicTs 6anayp 6yiu cumeTprdHi,

110 NPATAMAHHE JHOTHENOAIOHNM IHCTpyMEHTaM;

b) OckoBHi CTpyHH, po3TaioBaHi Ha KOpriyci 6aHayp, 38yThCs
«[TPUCTPYHKW», T0670 51k uactita ctpyH [PY ocHoBHYX
CTPYHAX Ha rpudi;

¢) DyHKliOHaNbHI HasBy CTPYH Ha rpudi KO63M rosexy
36eperymcs Ha Ganaypax;

d) CriipHicTh TpazuLiitHOro penepTyapy Ta GopM AisuIbHOCTI
Ko03apiB Ta GaHAYPUCTIB;

) KoHeTpyKkTHBHI BIAMIHHOCTI MTOMIX ABOMA IHCTPYMEHTaMI
TIPOSIBNISIOTHCS! Y HE3PYUHOCTSIX i/l YAC BUKOHAHHS Ha
NPUCTPYHKAX OJHAYPH «IyMOBOTO Nazy».

- Tosia Gauaypu sk IHCTPYMERTY raMoOHO-rapMOHIAHOT My3UIHOT

bopmaii He MorIo BiAGYTHCA paHilie N0sBY Ta GOPMyBaHHS HOBOI
cHCTeMHU Y €BPONeChKii Mysul. [eprui NPUCTPYHKY | MiALTOBXHY A

MY3UKaHTIB JI0 CTBOPEHHS HOBOTO 0araToCTpyHHOrO My3HYHOTO

iHCTpyMenTy, skuit y XIX CT. BUTICHUB JIOTHENOAIGHY K063y,
TepeiHsBLIN Bial Hel MeBHi BUKOHABCHKI TPanMLLil, 8 y AESKHX CIlbCbKIX
perioHax i Ha3By CamMOro iHCTPYMEHTY.

Bandura

A diatonic multistring instrument with harp-like playing technique
(without pressing neck strings). The model of 1940 is kept now in the
St. Petersburg Conservatoire under the name of “Nedbailo’s bandura”.
There are several theories of its name origin which are mostly based
on results of semantic studies: “pandura” — Assiria, “bandora” —
England, “bandurria” — Spain, “panduri” — Georgia, “pandzura” —
Bulgaria, “pandura” — Serbia. It is necessary to mention that the origin
of the name has nothing to do with the origin of the instrument. For

 instance, English bandora has nothing in common with Ukrainian one

except for their names. However, the English namesake did have some
relationship to the birth of Ukrainian bandura. “The Poles have
learned names of instruments from numerous Italian musicians who
were included into Royal Choirs since early 16th century”

(0. Famintsyn). In the middle of 15th century a new instrument —
“bandora” — appeared in Europe. Since the begmnmg of 17th century

~ has been forcing out kobza and partially lute from Polish secular

music. Those days kobza was very popular in Ukraine, and from the
beginning of 18th century the fashion of kobza passed to aristocratic
circles of Russia. Exactly with the aim to separate from “plebeian”



name “kobza” aristocrats begun to use a noble and cute word
“bandora”. This name was fixed in the Tzar’s edict of 1738 on
foundation of a music school in Hlukhiv. “In Polish dictionaries and
instruments’ descriptions bandura is explained as kozak’s lute”

(O. Famintsyn). In 1788 O.1. Regelmann reported that banduras were
played in towns, “and peasants... played kobzas” explaining in brackets
that it was “a kind of bandura”. Most of witnesses (Bergholtz, Shtelin,
Ballermann, etc.) spoke about the 18th century bandura as “an
instrument, similar to lute, but smaller and with less amount of
strings”, just the neck is a little shorter”, “tone is absolutely similar

to lute”. That is they were all speaking about “kozak lute” — kobza.
However, also there were real banduras “with 24 and more strings...,
the latter (multistringed banduras) didn’t have all their strings along
the neck, a half of them went across the neck” (O. Famintsyn). Thus, in
the beginning of 19th century, in addition to lute-like ones, multistring
instruments appeared which received an “Ukrainianized” name of
“banduras”, and performers started to be called “bandurschyks”.
Comparing banduras with Veresay’s kobza it would be fair to say that
bandura’s main operating string were short “bystrings” located to the
right from the neck and that bass strings on the neck maintain

a secondary role. With Veresay's kobza the main function of playing
melody and basses was laid in the technique of playing on the neck
(similar to guitar), and six “bystrings” maintained an additional
function of widening the range when it was played in a steady position
(a folk method when arm doesn’t go up the neck but remains still).
There are several theses concerning Ukrainian bandura’s origin. In my
opinion, evolutionally it is connected with kobza rather then with gusli.
Gusli of the ancient Russia had only 4-5 strings which were “clanged”
upon. Such a technique, typical for balalaika. Has been never fixed
anywhere in Ukraine. By the way, as well as any sample of ancient
gusli itself. After the consolidation with Lithuanian princedom in 1321
Russian territories became oriented towards the Western culture. The
imperial cultural assimilation began in the end of 18th century when
multistringed Ukrainian bandura was already generated and widely
spread (1740). There are several facts sustaining the theory of
bandura’s evolution out of kobza: a) even in 19th century most of
banduras were symmetric what is typical for all lute-like instruments;
b) the main strings on bandura’s case are called “bystrings” as well as
a group of strings “by” the main strings on the neck; c) some
functional names of kobza’s strings have remained in banduras;

d) common traditional repertoire and performance styles of “kobzars”
and “bandurists”; e) constructional discomfort in using bandura’s
“bystrings”when performing the “duma’s mode” comparing with
absolute easiness to do the same on kobza’s neck. Bandura’s
appearance as an instrument could not have been earlier then forming
of certain system in European music. Any open string (especially
sinew one) sounds better then the one pressed upon the neck without
frets. It is much easier to learn to play an instrument with a steady
pitch. That is why the first “bystrings” gave musicians an impact to
create a new multistringed instrument which in 19th century
supplanted lute-like kobza adopting from it certain performing
traditions and even its name in some rural areas.

If063A

Onne 3 HaGIIbLL AABHIX YRPATHCHKUX MY3MUHMX IHCTPyMeHTiB. «Hassu
k0034, K0603, KOOY3 i T. I1. MOXKJ/INBO IPOCTEXUTH Y CTAPOBUHHUX
nam’siTKax cJ10B'IHCbKMX Ta HECTIOB'SIHCbKMX, Maibke 10 1250 poky,

a TOMY KOPHCTYBaHHS], a TUM Maue Horo BUHAXill, TOBUHHMI1 GyTH
BifHECeHMit 10 yaciB e HaGarato patitx» (0. C. PaminumH).
CeMaHTHYHi OC/TIZKEHHs FOBOPSATH MO ICHYBaHHS! CXOXMX 33 HA3BOIO
MYy3H4HUX IHCTPYMEHTIB TaKOX B iHILMX HAPOMUIB: CObUXCi — y NO/I0BUIB,
Ko0n3 — y tarap, kopus — y xopsaris, koboz — B yropuis, kobza —

y PyMyHiB i T. 1. TOMy CTBEpZIKYBATH 11010 TIOXO/IKEHHS pakoG3u

BUKJIIOYHO Ha IaBHbOYKPATHCHKUX TepeHax He KOpekTHo. Besnepevtio,
1110 CaMe TaM BOHA Haby/1a eTHOMY3UUHMX BUPA3HHKIB, XapaKTepPHHX
1u1st io6m Pycu-Ykpainu XV—XVI cr., cTaBium AifCHO YKpaiHCbKOIO
K003010.

V TMonbuui ueit My3nyHHit iIHCTPyMeHT OyB yOOIEHNM CepeNl LISXTH
(«Kusizb Camyin Kopelibkuii MaiiCTepHO rpas Ha K003i») Ta Hazxas
6araTboX MOJILCHKMX MOETIB 10 TBOpUMX (anTasii: «Powiedrz
wdzieczna kobza moja umie — li co duma twoja» (Yarposcbkmii —
10J1bChKMiA noeT Kintist XVI ¢r. ). B Yropiwsi icHyioTb BinomocTi npo
Kko63y 3 XVII cr. (Tierry. Histoire d’Attilla. 1836. 11, 362). [lo6yTysas
TaKuit iHcTpymenT y Yexil. Y Pymynii HagiTh 36epircs it nonuHi. Onxe

3 HaliJaBHILLIKX CBiAYEHb PO iCHYBAHHS KOO31 B YKpalHi 3HaXOMThCst
y mosibcbkoMy 3amucy 1584 poky IManpoupkoro: «Kozacy z wielkiej
radosci... spiewajac, na kobzach grajac» (Bartosz Paprocki. Herby
rycerstwa polskiego. Krakow, 1584, ¢.107). lllonpaena, 38au Takoro
ko63apst y XVII cr. — «koGesnnk» (kobeznik — Zimorowicz. Sielanki.
C.147). Y neBHuX KONIaX MOHWHI BBAKAIOTb, 1110 K063a Y NaBHi Yack
3HMK/IA 3 My3UUHOTO NoOYTY YKpaiHu, a Ti HasBa OTOTOXHMNIACS

3 {HIIAM MY3HYHMM iHCTpYMeHTOM — Ganayporo. Taka Tesa Hapoaunacs
y 3B'13Ky 3 He3aI0BI/IbHUM CTaHOM iHCTpyMeHTo3HaBacTBa B XIX—XX cr.
HesBaskaiouy Ha fetanibhuii onvc M. B. JIMceHKoM y KilbKOX po3Binkax
ko63u O. Bepecas, niyrauuny y ii Knacudikauii BUKIMKAO icHy
KIIbKOX KOPOTEHbKUX CTPYH — «TPUCTPYHKIBY, SIKHX, 33 [IEDEKOHAHHSM
N0CTTIAHNKIB, Ha KOG3i He MOBMHHO Y7o GyTi. A KOMeHTapi oMo
€rocoBy rpH «... JIBOK PYKOIO TPAIOYMIt OXOTIIIOE FPH(, NPUTHCKYIOUM
BEJIUKI CTPYHH... CNIPOBiZl Meofii BiiOyBAETLCS TONIOBHUM YHHOM Ha
JD0BrHix CTpyHax (Ha rpudi), rpaioumii no Mipi NOTPeGH TO MOHWKYE
3BYK, OZIOBIKYE 4M CKOPOUYE CTPYHH, IPUTHCKAIOUM iX 710 rpuda Ha Tiit
4y {HLLift BUCOTI. Maymx CTpyH K063ap He PUTHCKYE», — BBAXKaMCs
«pyAMMEHTaMH 3HMKJIO1 K0O3M». 1978 poky BUKNaziay Kiiacy ritapu
KUIBCbKOI KoHcepBatopii 5. [Tyxanbcbkuii 3BepHyB yBary Ha
HeJIOPeYHICTb TaKUX TBEPIKeHb. He nepeiMarouuch icHyIouMMI
GaHIypHIAMH CTEPEOTHIAMH, BiH BUHAB, LIO: «... WICTb CTPYH (Ha
rpui) He HazexaTs 210 6acoBMX CTPYH OaHIypH | MOXYTb BUKOHYBATH
TMOBHOLHHY CaMOCTiiHy (yHKLIO.., SIKILO 3pOGUTH BUKOHABCHKHIL




Jlipruku kinysa XIX cm.

aHani3 MOXJIMBOCTeN Py Ha rpucpi BepecaeBoro iHCTpyMeHTa Ta
ICHYIOUMX LIECTH PUCTPYHKIB, TO MOPIBHSIHHSI Gy/e He Ha KOPUCTb
ocTanHix», OcTaHHbOIO KPANKOIO Y MOBEpHeHHi YKpaiHChKoi KoO3u

3 HeOyTTs OyJ1a PeKOHCTPYKLIst IHCTPyMeHTy MaitcTpom M. Byaknkom
Ta crigorpy B. Kyuinerom. [pakTuunmit aHania ycix TBOpIB, 3anucanux
M. B. Jluceskom, 1OBIB, 1110 3a yCiMa XapakTepPUCTHKAMM (KOHCTPYKLIEIO,
CTPOEM Ta CrIOCOBOM IpH) eit My3UUHHit IHCTPYMEHT — 3pa3ok
moTHenoni6Hoi ko63u, a Ocran Bepecait Taku (3a cnosamu O. Pycosa)
ocTaHHii K063ap.

IS oth

is one of the oldest Ukrainian folk musical instruments.

“The etymology of names “kobza”, “koboz”, “kobuz’, etc. could be
found in different age-old literary monuments (both Slavic and
non-Slavic) almgst up to 1250, therefore its origin should be dated to
even more ancient times” (O. Famitsyn). Semantic researches prove
the existence of musical instruments with similar names among other
nations: “cobuxci” — of the Polovtsians, “kobyz” — of the Tatars,
“kopyz” — of the Turks, “kopus” — of the Croats, “koboz” — of the
Hungarians, “cobza” — of the Romanians, etc. Thus, it is not
objectively to assert the exclusive ancient Ukrainian origin of
“prakobza”. However, it is indisputable that the ancient Ukrainian
territories were the lands where kobza obtained its ethnomusical
characteristics, typical for the Russian-Ukrainian epoch of 15th-16th
centuries. In Poland this musical instrument has been a favourite one
among the gentry (“Prince Samuil Koretzki used to play kobza
skilfully”) and many Polish poets have been inspired by it: “Powiedrz
wdzieczna kobza moja umie — li co duma twoja” (Czagrowski, Polish
poet of the end of 16th cent.) In Hungary the kobza has been known
since 16th century. (Tierry. Histoire d’Attilla. 1836. 11, 362). It has
existed among the Czechs, and in Romania it has not been lost so far.
One of the first evidences kobza having been played in Ukraine is in
the Polish Paprocki Chronicle of 1584: “Kozacy z wieikiej radosci...

spiewajac, na kobzach grajac” (Bartosz Paprocki. Herby rycerstwa
polskiego. Krakow, 1584, p. 107). Thus, in 17th century such a kobzar
was called “kobeznik” (kobeznik — Zimorowicz Sielanki. P. 147).
However, even today some consider that kobza has vanished from
Ukrainian musical life in ancient times and the term “kobza” has been
used as a synonym for another musical instrument — bandura. Such

a thesis has emerged due to a poor state of the instrumentology in the
19th—20th centuries. Despite of M. V. Lysenko’s detailed descriptions
of the O. Veresay’s kobza, certain disorder in the kobza’s classification
was caused by the existence of several short “bystrings”, which should
not have been there according to researcher’s views. And the
comments of the playing technique, such as “..the left hand is on the
neck, pressing big strings... accompaniment goes mainly on long
strings (on the neck), a player, when necessary, lowers a sound,
stretches or retrenches strings by pressing them upon the neck at this
or another pitch. Small strings are not being pressed upon”, — were
considered to be a “rudiment of the extinct kobza”. In 1978 the Kyiv’s
Conservatoire guitar class professor Y. Puhalsky noticed that these
statements were wrong. Dismissing stereotypes, he recognized that
“...six neck strings do not belong to bass bandura strings and maintain
absolutely independent function. The comparative analyses of the
neck strings opportunities and existing six “bystrings” would not be in
favour of the latter”. Kobza's reconstruction by master M. Bundy and
putting on a performance by V. Kushpet finished rescuing kobza from
obscurity. Practical analyses of all inusical compositions made by

M. V. Lysenko has proved that accordingly to all characteristics
(construction, pitch and playing techniques) this instrument is an
example of a lute-like kobza, and, as it is said by O. Rusov, Ostap
Veresay is the last kobzar indeed.

Aiga ( fm)

«Y IX Bitti 6a4Mmo 10CHTb PO3NOBCIOZKeHHt B axinnii Esponi
IHCTPYMEHT i3 TPbOMa CTPYHaMH M1iJ Ha3BOIO OPraHiCTPyM, L0 MaB yXe



BiCiM KISIBIILIiB | HaKAHiOTIeHNIT KPY)KOK 3amicTb cmmukay (I XoTkeBuy).
Hasga, Tak camo SIK i KOHCTpYKLisi, ToxoauThb 3 €porny (HimMeuunHa,
Itanist). Yerpiit inctpymenty (GacoBuii GypzioH ta perysiboBana rpaioya
CTpyHa) I03BOISIB HACTPOKOBATH MOTO Ha Oy/ib-sIKMit My3UUHHIA N1az.
MaGyTb, TOMy Ha NpoTsi3i 6araThoX CTONTS 71ipa 3aA0BONbHANA
pisHoeTHiuHi eBponericbki cMaku. B Ykpaini ii noOyTyBanHs ananryersb-
€5l 3 HE3PSAUMMHU MaHAPIBHUMM CiBUSAMU-TIPHUKAMHM, OPaTChKi LieXu
SIKVX, Ha BIZIMIHY BiZl KOO3aPCBKKX, 0GIfMaIM Maso He yCIo eTHIUHY
TepuTopito YKpainu a, Ha aymky K. Ksitku, 30epersiu «aymy nesHo

B uycTitiit popmi, Hik K063apCTBO.

lira ( relya)

“In 19th century in the Weatern Europe there was widely spread
instrument with three strings, named “organistrum” that had eight
keys and a rosined disk instead of a bow” (G. Hotkevych). Both its
name and the design came from Europe (Germany, Italy). Its device
(bass burdon and regulated playing string) allowed tuning it up for
any tonality, Probably due to that lira had been satisfying various
ethnic European tastes throughout many centuries. In Ukraine it’s
appearance was connected with blind travelling minstrels — “Lirnyks”,
whose guilds were widespread through the ethnic territory of Ukraine
as opposed to kobzar’s ones. According to K.Kvitka’s opinion they
preserved “dumas in a cleaner form then kobzars did”.

WOVKAH

Mysuunmit IHCTPYMEHT CBITCHKMX MPOGECifHMX My3HK, OUIMPEHHIt
y Mombui B XVII-XVIII cr. Ta Ha lNpaBoGepeskuiit Ykpaini 1o mouarky
XIX cr. 30BHilHBO TOPOaH AyKe
Harajiye iraniicpky
JTIOTHIO-TEOPOY, TibKM

3 npucTpyHkamu. Jlocuth
BIpOrizHO, 1110 Teop0a, sika
Gys1a 3aBe3eHa iTasifcbKuMm
MysukanTamu 10 [Monbuii (sa
0. bamiHumHNM), a 3BIATH
TOTpanuna 110 pyk
TNIPUABOPHUX MY3UK
YKpaiHChKOro

TIOXOJKEHHSI.

iKkona [1nekaH,

- yuenb B. Kywnema
pOaH Ha ¢omo pobomu
aticmpa Cmenana TuxoHeHKa)

BoHM i1 0371061H i CyTO YKPATHCHKNUM BUHAXIZIOM — NPUCTPYHKaMMU.
3 Toro 4acy Topbat HaGyB CyTO CJIOB'SIHCbKOTO BUIIAAY. Binomi
306PaKEHHS T. 3B. TTOJbCHKNX» TA «yKPAiHCHKMX»> TOPOAHIB HACTUIBKU
CXOXi Mi C00010, 110 KNacHiKyBaTH iX 3a ETHIYHOI0 NPHHATIEXHICTIO
30BCiM HeOUibHO. [TPHUMHOIO0 PO3MOBCIOIKEHHS LILOTO MY3HYHOTO
IHCTPYMEHTY 110 Pi3HOETHIYHUX perioHax CribHOI TOAIi iepskasy Gyo
HacJyBaHHS MOJbCbKOIO Ta YKPATHCHKOIO ILISXTOIO MOAHUX
CBITCbKHX 3BMHAIB, 110 iCHYBAM NP1 KOponiBCcbKoMY fiBOpi. Tak,
HATpPUKIa, MaitGyTHii retbman |. Masena, nepeGyBaioun y Monofi
POKH MPH IBOPI MOJIbCBHKOTO KOPOJTst | TaM OBOJIOABLLIM IPOIO Ha
TopGani, 36epir M060B 110 HEOrO Ha MPOTSI3i YCHOTO MOAANBLIOTO
kTS B YKpaiHi. BiipookeHHsM 1boro nam’siTHUKa My3HUHOT
Ky/IbTYpH IBOX GpatHix Hapozis noTpi6Ho 3asnsuysatu O. Pycosy 3a
omuc pogosozty Topbaticris: ['peropa, Kaerana, ®panua Binopris, ta
M. JlucerKkoBi 3a iKkcalliio iHCTpyMeHTy, PUIOMIB Ta CrocoGis rpu Ha
HbOMY, HOTHHX 3amucis TBopi. Y kinui XX cr. BinGynacst nepiua cnpo6a
PEKOHCTPYKLi LbOro MysuuHOTo iHcTpymMenTy M. Bynnnkom ra

A. [Maciunmm, a cioco6y rpu B. Kyminerom. Bnasnocst 03syumt TBOpH
XVII cr., ycnaakoBaHi ocTaHHiM My3uKaHTOM 3 nutesian Bigopris —
®panuem, Bizi 6atbka Kaerana Ta mina peropa. O3syueHHs Kibkox
ABTEHTUYHUX HOTHUX 3PASKIB, Ha BIANOBIAHOMY My3HYHOMY
iHCTPYMeHTi, 103BOJISIE YSIBUTH BUKOHABCBKY €CTETHKY CBITCBKOT
MyauuHOI KynbTypH Kititis XVII - noyarky XIX cr. B YkpaiHi.

Torban

An instrument of secular professional musicians widely spread in
Poland in 17th-18th centuries and in the Right-bank Ukraine
until early 19th century. In outward appearance, it bears
a strong resemblance to Italian lute-teorba with
“bystrings”. Probably, this lute-teorba, which
was dropped off at Poland by Italian musicians
(according to O. Famintsyn), fell into hands of
royal court musicians of Ukrainian origin. They
equipped it with “bystrings”, the exclusively
Ukrainian invention . Ever since teorba acquired
its Slavic look and became Polish-Ukrainian torban.
All-known pictures of so-called ‘Polish’ and
“Ukrainian” torbans are so similar that it is almost
impossible to classify them by their ethnic origins. Such
a wide spreading of this instrument among various ethnic
regions of Rzech Pospolita appeared due to Polish and Ukrainian
gentry that was to follow secular fashions, favoured by the King’s
court. For example, future Ukrainian Hetman Ivan Mazepa, who had
spend his youth nearby the King's throne and learned to play turban
there, remained affection toward this instrument throughout all his
next life in Ukraine. The revival of torban became due to O.Rusov’s
study of torbanists’ genealogy (Gregor, Kaetan, Franz Vidvortiv) and
to M. Lysenko who has fixed the instrument itself, playing techniques
and musical notation of compositions. In the end
of the 20th century the first attempt to torban reconstructing was
undertaking by M. Bundyk and A. Pasichnyi which was followed by
attempt to playing it by V. Kushpet. Finally, he succeeded to bring to
life 18th century melodies, inheritated by the last of Vidorts, Franz.
These efforts demonstrate the evolutional process of Ukrainian
musical instrument (from lute-like kobza to harp-like bandura).
Unfortunately, lack of correspondence of modern choreography
and its ethnographic origins makes it impossible to bring the full
reconstruction and revive the dance (“14 kozak’s steps with dance
squatting”), which, according to F. Vidort, were a must for torbanists’
performings. Though even reviving a few authentic samples by
appropriate musical instrument gives us a clear vision of secular
musical aesthetics of the end of 17th — the beginning of 18th
centuries.
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4 IPE3UAEHT VKPATHU

1994 - 2005 pp. ,

(OCHOBHHM BHPA3HIKOM HaUiOHATBHOT ifeHTHYHOCTI 3amiku Gyna i Gyxe
TpamMitiiiia KyaTypa. Kasku Ta Nereriu, micHi Ta yMH, TAHI Ta My3uka 10 HHX
~ 0Ch HEBEMKMiT EpetiK KyIBTYPONOiMHOT CIIANIIKAM, SAKY BiKaMH HaKOIHIYBAB
Ta 3AMINKB HalakaM YKpaiHChKHH HApOX.

30epertn, J0CIi ANTH, PEKOHCTPYIOBATH i NOBEPHYTH HAPOAOBI Horo
JlyXoBHe Garatctso — CBATHIE 060B’ 130K HUHILIHIX TOKOiHE, TOMY 110 Hapo1L
Ge3baTYEHKIB PAHO M M1i3HO PO3UMHUTECA CEPE/l HABKONMIIHIX ETHOCIB.

Vesinomnoioun icropuuny Miciro intenirenuii , Braronifua opramizanis
Tpesunenrenkuit pory Jleoniza Kyamn «Ykpaina» B3sna na cede nuisxeTHui
060B’A30K ~ NponaryBaTH HaifKpali 3pa3ky HAPOJHOTO BUKOHABCTBA.

VHIKATBHUM SABUIEM CBITOBOT My3WaHOT KYIBTYPH € K0G3apChKO-TipHHIbKa
BHKonanckka Tpazuis XVII - nowarky XX cr. Pekoretpyiiopani ncamsyu,

KaHTH, JtyMH, pi: nichi y i3 neGyrrs
incTpyMenTis; K063H, GarypH, Tipn Ta TOpGaHy ~ U MaM STHAK My3HIHOT
Ky/BTYDH.

Tajai0, O My3uKa, 3aNHCaNA 3aCYXKEHNM JiAIeM KyIbTypr YKpainn
Bonoaumupom Kymierom, crare I 0IHNM KpoKoM y 36epeskerHi nauioro
JIOPOFOUIHHOTO CIIANKY.
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I'helpedormance traditionofgukrainiansdolk-musicians
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Tuer 1 1. «Jyaoura», «Kosax-parenp» (ramui) — kob3a. Pexoncmpysiosano sa nomayiero M. Jncenra 6id woozapsa XIX cm.
Ocmana Bepecas. 2. Kucirw» (tanok) — kob3a. Pexoncmpysiosano sa nomayiewo M. Aucenra 6id robsapn XIX cm.
Ocmana Bepecas. 3. «/lyma ipo XBeaopa 6e3poaHoro» (Ko3ambKa ICAIbMA) — Y CYIPOBOAL K0O3H. Pexorcmpyriosaro 3a
nomayien M. Jucenra sid xodsapa XIX cm. Ocmana Bepecas. 4. «Posminanie Xpucra» (ncaibva) — y CynpoBOAi 1ipu.
Pexconcmpyiosano 3a nomaytew II. Jenyysrozo 60 ajprnra XIX cm. 3 c. Bysisxa Tapayancerozo nosimy Lpoxopa
Basepmana. 5. Mamuok», «Caspagim», «Monoawuxa» (tari) — 6auaypa. epumii manox ad saro do mpadnyiinol
Gandypu 3a nommnum samncom 6andypucma llempa Tonzapenxa (CIIA). Jsa ocmanniz 3a nomayiero D. Koaeccn
2 sockoenx sanxis 610 6andypucma XIX cm. Iama Tonzapenxa. 6. I'eoprito» (kaut) —y cynpoBoai Aipu. Percorcmyrio-
saro 3a womayiew IL. Jemyyvroeo 6i0 aiprnra Pudvra 3 Kuisupoot (XIX cm.). 7. «(Ilopopox Baurasa Prxesycbroro»
(mys. Tperopa Bigopra) — y cynposoai topbany. Pexorcmpyriosano sa M. Iucenwon 6id Pparnya Bidopma, onyra
Ipeeopa Bidopma, mopoaricma XVII cm. 8. Bigoprosa micus» (mys. I'peropa Bigopra) — y cynposoai topbany.
Pexconcmpyiosano sa M. Jucenxon 6id Ppanya Bidopma, onyxa Ipezopa Bidopma, mopbanicma XVIII cm. 9. «Cris
Pesyxu» (vy3. [peropa Bigopra) — y cynposoai topbany. Pexoncmpyriosano sa M. ducenxon 6 Ppanya Bidopma,
onyxa I pezopa Bidopma, mopéanicma XVIII cm.

0l

1. «ITo6paraBcst COKiA» (32 ABTEHTHYHMM KOB3aPCHKAM KAHDOBUM BUSHAUEHHAM — «BYMIYHA» ICHA) — Y CYNPOBOAL
Ganaypn. Meaodin sa I Trazenron, cynposid sidnosidae snronascyrivi mpaduyii 6andypuemis XIX cm. 2. Bisa» (3a
ABTCHTUUHMM BU3HAYCHHAM — «IITYYKa») — Yy CympoBoAi Ganaypu. Odun 3 enceasnnx 3paskie mapmieansoi
ricwi 3 perepmyapy bandypucmis ma aipnie XIX - novamy XX cm. 3. Ilpo Casy Haroro» (kosaubka micrs) —
y cynposogi 6anaypu. 3 penepmyapy leopein Knpnaosuza Trazenxa (XX cm.). 4. Iloton» (ricarbma) — y cynpoBoai ipi.
Pexconcmpyriosaro 3a romayiero I1. Jenyypioeo 6id uprura Povana 3 Knisyraoe (XIX cm.). 5. <Kanepyu» (tanok) —
aipa. Bidmeopero sa nomayier 1968 poxy B. C. Cmeasnawyra 6id 1. Coaeyviioi 3 c.. Ckopodnnyi Jopmuiscerozo
pasiony. 6. «Xpucty na xpecti» (ncarsma) — y cynpooai kobsu. Pexorcmpyriosano sa nomaytew I1. Jexyysrozo 60
aipra Povana 3 Knigwpond (XIX cm.). 7. «/lyma Tpo yaOBY i TPhOX CHHIB» — y CYTPOBOAL Kob3n. Pexoncmpyriosano 3a
nomayieno M. Jucenra 6id wo6saps XIX cm. Ocmana Bepecas. 8. «Ieii ryx, marn, ry» (kosaugpka nicus XVIII er.) —
y cynposogi kobau. Cynpostd do nicui spobaeno sa xonyemyien B. Kymrnema npo npypodry eso.awoyio mpadwuyiinoeo
yayeanns. 9. «Xaomi-moroaui» (t8ip C. Pyaancskoro) — y cynposoai ko63u. Cymposid do micni sidnosidac erronas-
cowirt ecmemnuyi XIX ~ nozamy XX cm. 10. «Oii, gxuryne» (xaprisansa micasa XIX cr.) — y cynposoai ko63n.

1. “Dudochka” (“The pipe”), “Kozak-valets” (dances) — kobza. Reconsuructed afier M.Lysenko$ notation from 19th century
kobzar Osiap Veresay. 2. “Kyselyk” (dance) — kobza. Reconsiructed afier M Lysenko’s notation from 19th century kobzar
Ostap Veresay. 3. “Duma about Khvedir bezrodnyi” (a kozak psalm) — acc. — kobza. Reconstructed afier M.Lysentko’s
notation from 19th century kobzar Osiap Veresay. 4. “Rozpynanie Hrysta” (“The crucifixion of Christ”) (psalm) — acc. —
lira. Reconstructed afier P. Demutsky’s notation from 19th century lirnyk Prokhor Zavertan from Buzivka village of
Taraschan district. 5. “Mlynok” (“The mill”), “Savradym”, “Molodychka” (“A young women”) (dances) — bandura. 7/e first
dance adapred to traditional bandura accordingly to Petro Goncharenko's notation (USA). The following two — accordingly
1o notation of F. Kolessa from wazx cylinders of 19th century bandurist Hnar Goncharenko. 6. “Georgiu” (chant) — acc. — lira.
Reconstructed afier P Demutsky's nowation from lrnyk Rydko of Kyiv’s region (19th century). 7. “Podoroj Vaclava
Rzevusskogo” (“A journey of Vaclav Rzevusski”) (music by Gregor Vidort) — acc. — torban. Reconstructed afier M. Lysenko
from Franz Vidort, Gregor Vidorts grandson, the torbanist of 18th century. 8. “Vidortova pisnya” (“Vidort's song”) — acc. —
torban. Reconstructed afier M. Lysenko from Franz Vidort, Gregor Vidorts grandson, the torbanist of 18th century: 9. ”Spiv
Revukhi” (“Revukha singing”) (music by Gregor Vidort) — acc. — torban. Reconstructed afier M. Lysenko from Franz Vidort,
Gregor Vidorts grandson, the torbanist of 18th century.

1. “Pobratavsya sokil” (“Falcon fraternized”) (according to authentic kobzar’s genre definition — “street” song) — acc. —
bandura. Melody afier G. Tkachenko, the accompaniment corresponds to the performance tradition of 19th century
bandurists. 2. “Bida” (“A touble”) (authentic definition — “shtuchka”) — acc. — bandura. One of numerous examples of
humoristic songs from bandurists’ and limyks’ reperioire of 19th — early 20th centuries. 3. “Pro Savu Chalogo” (kozak song) —
acc. — bandura. From Georgiy K. Thachenko’s repertwoire (20th century). 4. “Potop” (“The flood”) (psalm) — acc. — lira.

Reconstructed afier P, Demutsky s notation from lirnyk Roman from Kyiv's region (19th century). 5. “Kaperush” (dance) —

lira. Reconstructed after 1968 V. S. Stelmaschouks notation of H. Soletska from Skorodyntsi village of Chortkiv district.

6. “Hrystu na hresti” (“To Christ on the cross”) (psalm) — acc. — kobza. Reconstructed after P. Demutsky s notation from

lirnyk Rydko of Kyiv’s region (19th century). 7. “Duma pro udovu i trioh syniv” (“Duma about a widow and three suns”) —

acc. — kobza. Reconstructed afier M. Lysenko’s notation from 19th century kobzar Osiap Veresay: 8. “Hey hook, maty, hook™

(18th century kozak song) — acc. — kobza. 7ke accompaniment provided according to V. Kushpets concept of tradlition

music’s national evolution. 9. “Hloptsi-molodsi” (“Cheerful fellows™) (by S. Rudansky) — acc. — kobza. 7%e accompaniment
corresponds to the performance aesthetic of 19th - early 20th centuries. 10. “Oi, jigune” (19th century humoristic song) —

acc. — kobza.

¢ p MMIX "UKRAINIKA"
Bci npasa 3acTepexeHi. HecaHKLioH0BaHi: BiATBOPEHHS, Ny6Mi4He CMOBiLLeHHS, Nepegaya B ecip, 3Aa4a B Npokar 663 40380NY NPaBOBNACHUKA 3a60POHEHi

Ta nepecnigyloTbcs 3akoHoM. KomnakT-auck dopmary CD-DA, MicTUTb My3udHMit 3anuc, He nianarae 0608’a3KkoBiil cepTudikaii. YHUKaTv MexaHiyHuX
MIOWKOPKEHb, NOTPANAIAHHS NPIMUX COHFHHUX NPOMEHIB T3 BONOTY Ha NOBEPXHIO KOMNAKT-ANCKY. BupobneHo B Ykpaiki.

B A

BupaxHs 3aiicHeHo 3a nigTpumky bnarogiiHoi opraxiaauii MpeaugeHTcokuit hons Neokiga Kyumu «Ykpaina»
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