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EPIC REPERTOIRE IN THE WORK OF UKRAINIAN
DIASPORA BANDURA PLAYERS 20 — THE BEGINNING
OF THE 21ST CENTURY: PRINCIPLES OF PERFORMING
CREATIVITY AND SOUND RECORDING

Dutchak V. H.

INTRODUCTION

Bandura art is a unique phenomenon of Ukrainian musical culture.
Continuing the acquisition of traditional kobzarism throughout the 20th cen-
tury, bandura art became a powerful means of self-identification
of Ukrainians both under the totalitarian regime of Soviet power, there and
in the environment of forced emigration outside ethnic Ukrainian lands.
The improvement of bandura instruments — its unification, chromatization,
creation of a tonal switching system — expanded the technical possibilities
for performers, primarily in instrumental music, contributed to the genre-
stylistic variability of the repertoire, modification of ensemble forms of
performance. However, the priority of the epic vocal-instrumental genre in
the repertoire of performers remained unchanged. A special interest in the
epic repertoire is observed in the Ukrainian diaspora, as it became an
expression of national artistic traditions, presented the uniqueness of
Ukrainian culture in the world. It was the bandurists of the diaspora who
continued the tradition of epic music-making in the new socio-cultural
conditions of the foreign-ethnic environment. And it was in the 20th century
that another component of scientific research emerged — the performance
reconstruction of the traditional repertoire of folk musicians, caused by
theneed to revive and preserve the leading genre varieties of their repertoire,
as well as certain changes that occurred in the musical instruments and
social status of folk musicians. However, the most important factor in
preserving the achievements of epic performance by bandurists was sound
recording in its various technical versions — vinyl records, cassettes, discs.

The purpose of the proposed study is to actualize epic genres in the
work of Ukrainian bandurists abroad, represented in performance (solo and
ensemble) and sound recordings.

The source base of the study is written (scientific) publications, as well
as directly audio sources, which record the achievements of bandurist
performers abroad. Among the first are articles by the outstanding
researcher of Ukrainian discography S. Maksymyuk, who not only analyzed
foreign editions of records (short and long), but also synchronized these
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processes with similar ones in Soviet Ukraine. Emphasizing the
achievements of cultural achievements of representatives of Ukrainian
abroad, S. Maksymyuk notes precisely sound recording activity as a
contribution to the national spiritual heritage®. It is important that sound
recordings also became a response to the expansion of media activities —
primarily radio, later television and the Internet, as well as mass culture in
the 20th century. These factors are noted by I. Dovhalyuk?, 1. Klymenko®,
and Yu. Yasinovsky*.

The issue of analyzing the discography of bandura players abroad is
considered in his publications by V. Dutchak®. The development of bandura
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art in the Ukrainian diaspora has also appeared in the lens of scientific
research by V. Dutchak®, H. Karas’, and O. Kubik®,

The relevance of studying the performance of bandura players
distinguishes sound recordings as a separate direction in addition to
notographic samples of the repertoire, as a necessity for generalizing «audio
publicationsy», creating a phonoarchive or relevant thematic catalogs that
would become a fixation of the national spiritual heritage.

1. Development of epic sound recordings of kobzars-bandurists

Traditional epic works (from the Greek epos — word, story, narrative) of
kobzars-bandurists: dumas and historical songs, bylynas. The epic became a
folk chronicle that reflected the most important historical events of the era —
the Turkish-Tatar raids, the national liberation struggle led by Bohdan
Khmelnytsky against Polish-noble enslavement, later military operations
and the life of the Sich riflemen, soldiers of the Ukrainian Insurgent Army?®.

Duma is an ancient genre of Ukrainian recitative folk lyrical-heroic epic,
performed by wandering singers-musicians: kobzars-bandurists, lyre players
of Central and Left-Bank Ukraine. In terms of volume, the duma is larger
than historical ballad songs, with which, as with the heroic epic («The Tale
of Igor’s Campaign», old carols, bylyny), it has a genetic connection.
Interms of structure, the duma is divided into three parts: the chorus
(«lamenty), the main narrative, and the ending («praise»). The text of the
duma is irregularly syllabic, astrological (without division into stanzas-
couplets), with intonation-semantic division into steps-tirades, which
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in singing can begin and end with exclamations «oy», «hey-hey». With their
poetic and musical form, the duma represents the highest level of the
recitative style, developed earlier in the laments, from which the duma
adopted some motifs and poetic images. Their improvisational nature is also
related to the laments. Dum recitations were determined by intonations,
rhythmic formulas and forms characteristic of regional kobzar schools
(Chernihiv, Kharkiv, Poltava). Young kobzars generally imitated their
teachers in recitation patterns, creating their own variants of melodies within
the framework of regional tradition. Performing dums required special talent
in instrumental playing and singing technique (recitative). Therefore, dums
were preserved in the repertoire of only professional kobzar singers.

The need to preserve the kobzar heritage was first actualized in musical
notations and transcriptions, in particular, those made by Mykola Lysenko and
Oleksandr Rusov of the repertoire of kobzar Ostap Veresay at the end of the
19th century. However, the development of technical progress contributed
to the reorientation of the fixation of kobzar traditions in sound recording.

Sound recordings are not only the result of recording a musical
performance, but also an additional component of its communicative function,
but also its so-called non-contact form. After all, in conditions abroad, when
Ukrainian artists did not have sufficient opportunities (financial and time) for
professional concert or touring activities, sound recording sometimes turned
into the only way to communicate with the listener, to some extent even into
the dominant form of Ukrainian musical life in a non-national environment,
contributing to the popularization of national musical culture®®.

The bandura art of Ukrainians abroad set as its goal not only the
promotion of Ukrainian music, but also the preservation of close ties with
the traditions of mainland Ukraine. Of course, the processes of
academization of bandura art that took place in Ukraine (establishing a
system of training bandura players, mastering new genres of repertoire,
activating collective forms of performance alongside solo ones) could not
but be observed in the diaspora environment.

The dynamics of the performance of bandurists of the diaspora can be
correlated with its reflection in recorded creativity. Sound recordings
contain a wide range of information for generalization: time stages of deve-
lopment; genre — instrumental or vocal-instrumental; form — solo (male,
female) and collective (homogeneous, mixed); instrumentation — diatonic
or chromatic, modern or reconstructed; repertoire — authentic traditional

% putchak V. Sound recording dynamics in Bandura Art of Ukrainian Diaspora in
the XX — the beginning of XXI centuries. Culture and arts in the educational process
of the modernity: collective monograph / A. Dushniy, V.Dutchak, Yu. Medvedyk,
I. Stashevska, etc. Lviv-Torun: Liha-Pres, 2019. P. 9.
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and its reconstruction (duma, historical songs), spiritual, academic, popular;
styles of performance — authentic traditional, professional academic,
folk-amateur, avant-garde.

It so happened historically in musical folklore, as well as in kobzarism,
that the first audio recordings were epic genres — dumas, recorded on wax
cylinders by famous researchers Yevheniya Linyova, Filaret Kolessa,
Lesya Ukrainka, Klyment Kvitka, Opanas Slastion at the beginning
of the 20th century. from kobzars and lyre players of the Kharkiv region
(Hnat Honcharenko, Stepan Pasiuga, lvan Kucherenko, Petro Drevchenko),
Poltava region (Mykhailo Kravchenko, Mykola Dubyna, Anton Skoba,
Yavdokha Pylypenko)™.

The most important theoretical and practical generalizations
of the results of his own expedition and research into sound recordings were
presented by F. Kolessa. This took place at the Il International Congress
of the Musical Society in Vienna (1909) and later in two published volumes
of «Melodies of Ukrainian Folk Dumas» (1910, 1913). These events became
evidence of the growing role of sound recording not only in recording
contemporary performances, but also in the possibility of analyzing the
vocal and instrumental individual characteristics of the singing and playing
of kobzars™. This has become a unique asset of the epic fund of Ukrainian
culture. Today, these recordings are digitized and are freely available —
for study, reconstruction, and new interpretations®®,

In the interwar period, there were few recordings of bandura players in
Ukraine. The bandura as an instrument was undergoing a transition to the
academic sphere, and the male solo authentic tradition of kobzarism was
gradually dying out, giving way to collective forms (bandura bands with a
female-dominated composition). The Holodomor and repressions of the
1930s completed the ideological steps of official structures: «H. Hotkevych’s
attempts to create stage ensembles of kobzars were used by the Soviet
authorities to neutralize... kobzars, who were driven into collective farm-type
chapels. ...The State Model Bandura Chapel was created from the Kyiv and
Poltava chapels in 1935, [which] began to be recorded on gramophone records
to demonstrate the “flowering” of the culture of the Ukrainian people in the

 pPutchak V. Sound recording dynamics in Bandura Art of Ukrainian Diaspora in
the XX — the beginning of XXI centuries. Culture and arts in the educational process
of the modernity: collective monograph / A. Dushniy, V. Dutchak, Yu. Medvedyk,
l. St?zshevska, etc. Lviv-Torun: Liha-Pres, 2019. P. 22.
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unified Soviet state»™. As Stepan Maksymyuk emphasizes in his article
«Recordings of Ukrainian Thoughtsy (1969): «It is very doubtful that
Moscow’s chauvinistic policy towards Ukraine could have allowed any
development of Ukrainian kobzar art and its recording on gramophone records
for mass consumption at that time»™.

On the other hand, the situation in Ukrainian abroad was somewhat
different. Ukrainian folklore discography researcher 1. Klymenko charac-
terizes this period as follows: «Individual authentic kobzar publications on
gramophone records were interrupted with the establishment of Soviet
power, and in the metropolitan tradition the «artistic» stage forcibly passed
into «collective farm art». At this time, the Ukrainian diaspora in America
gave an unexpected surge of authentic (albeit somewhat specific)
publications of the art of everyday singers and musicians, as well as
professional musicians, who had only recently been torn away from the
autochthonous tradition. This rapid rise of ethnic production was due to a
fortunate coincidence: the traditionally oriented society of Slavic
immigrants met the world of technical innovations and a free market, driven
by lively demand. The demand of such a society contributed to ethnic sound
recordings: they were produced alongside «artistic» ones, but were more
attractive to a significant segment of buyers. But this rise was, unfortu-
nately, only one or two generations long. It died out by mid-1935 due to the
economic crisis of the 30s and the depression associated with it, later — the
world war, and also due to the fact that subsequent emigrants had already
lost touch with the traditions of their native land and did not need
the appropriate music»®.

The third wave of Ukrainian emigration of the late 40s became not only
the most powerful in terms of quantity, but also in terms of qualitative social
status — the predominance of representatives of the intelligentsia. This
contributed to the emergence of bandura centers, the formation of chamber
and large groups — male, female, mixed, children’s, the processes of
teaching, the publication of sheet music and methodological materials, the
intensification of concert performance, and, accordingly, sound recording.

The post-war period of the twentieth century. is marked by significantly
higher activity in the field of sound recording (especially on the North
American continent — in Canada and the USA). It was at this time that the
largest number of audio recordings was made — both quantitatively and
qualitatively. A wide palette of vocal-instrumental and instrumental works,
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solo and various ensemble forms, traditional kobzar genres and original
compositions were represented. As S. Maksymyuk stated: «In fact, there are
very few Ukrainian bandura players and kobzars in the free world compared
to those in Ukraine, however, the sound recording achievements of emigre
bandura players are much higher than those of Ukrainian Soviet ones»’. This
was due to the absence of censorship restrictions, the need to preserve
traditional culture as a means of national identification, the active artistic
searches of performers, and the openness of bandurists to creative innovations.
Among the creative activities of bandur groups, the main vector remained
performance, and only in some cases — sound recording. Epic genres, in
particular dumas, remain rare in the repertoire of bandurists. First, this
required a significant amount of time to study, and secondly, the demand
for these works was insignificant, songs were more popular, and among them
— historical, Cossack, Sich, and rebel songs. They were performed mainly by
ensembles — homogeneous and mixed, chamber and a capella.

The aforementioned situation continued until the 90s — the period of
establishing Ukraine’s independence. The performers of the fourth wave of
emigration (late 80s — early 90s and until the 20s of the 21st century)
represent mainly the Lviv and Kyiv academic schools of bandura
performance, and accordingly the formed traditions. During the fifth wave
of emigration, which began as a result of the full-scale invasion of Russia
into Ukraine, some bandura players ended up abroad, where they represent
their art and also make sound recordings.

Democratic processes, the expansion of Internet communication, the
digitalization of many artistic processes contributed to the gradual activation
of sound recordings by bandura players in Ukraine, and the emergence
of joint projects of bandura players around the world through concerts,
festivals, and forums.

2. Epic genres in the audio art of bandurists of the Ukrainian diaspora

Among the bandurists of the diaspora are performers of the epic repertoire
Mykhailo Teliga, Vasyl Yemets, Zinoviy Shtokalko, Hryhoriy Kytasty, Pavio
Konoplenko-Zaporozhets, Volodymyr Lutsiv, Bohdan Sharko, Roman
Levytsky, Viktor Mishalow, Yulian Kytasty, Yuriy Fedynsky, Petro
Honcharenko and others. Historical songs (in their thematic diversity), unlike
dums, are represented not only by solo, but also by ensemble performance —
by the T. Shevchenko Bandurists’ Capella, the Canadian Bandurists’ Capella,
the R. Levitskyi Quartet, the S. Hanushevsky Ensemble, the «Banduray,
«Kobzar Brotherhood», «Selo» and others.

7 Maxkcumiox C. 3BYKO3aITNCH YKPATHCBKUX IyM. 3 icmopii YKpaiHcbKko2o 38yK03anucy
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The first examples of sound recordings by Ukrainian bandurists abroad
include 3 records by Mykhailo Teliga, who, after the Czechoslovakian
period (1923-1929), continued his concert activities in Poland (Warsaw,
Krakow) until 1941. His recordings, published by the Polish company
«Syrena electro» in Warsaw in the 1930s, contained 7 works'®. It is obvious
that historical songs — Cossack and riflemen — were more popular in the
artist’s repertoire («Gej, vydno selo», «Oj, lita orel», «Tarasova nichy,
«QOj na gori vogon’ goryt’».

A significant contribution to the popularization of the bandura by
means of sound recording was made by the famous soloist bandurist
abroad Vasyl Yemets'. During his long artistic life (1890-1962),
V. Yemets created and recorded the bandura repertoire in his own
interpretation, as well as translated works. In the process of creative
searches and hard work, he synthesized his own combined style
of playing, which absorbed the best traditions of the Kharkiv, Chernihiv
and Poltava schools, widely used traditional kobzar playing techniques,
and involved the latest timbral interpretation of the instrument. V. Yemets’
compositions included works from the repertoire of Hnat Khotkevych and
kobzar Ivan Kucherenko, in particular, 7 Dumas. Two of them used
melodies composed by H. Khotkevych, the others were adopted from the
traditional kobzar repertoire. In the 1930s and 1950s, Yemets recorded his
own instrumental compositions on gramophone records in the USA:
«V gorax Ukrayiny», «V stepax Ukrayiny» i «Snigovij», which used
melodic elements of folk songs, including historical ones.

The 1940s of the 20th century. became a turning point in world history,
causing not only the redistribution of the map of Europe, but also numerous
waves of emigration. It was the third wave of emigration of Ukrainians
(after World War 11) that was the most powerful in terms of quantity, as well
as in terms of qualitative social status (predominance of representatives of
the intelligentsia). Most bandurists-performers of the post-war period both
in Europe and on the American continent (Zinoviy Shtokalko, Hrygoriy
Kytasty, Pavlo Konoplenko-Zaporozhets), received their basic musical
education in Ukraine, mastered playing the bandura (or kobza), the tra-
ditional kobza repertoire. Among the bandur soloists who made audio
recordings of the epic repertoire in the post-war period, it is worth noting

18 Jytuak B. Muxaiino Temnira: mocraTb MUTIS B KOHTEKCTI enoxu. Haykosuil 6icHuK
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Zinovy Shtokalko, Hryhoriy Kytasty, Volodymyr Lutsiv, Pavlo
Konoplenko-Zaporozhets, Bohdan Sharko, Viktor Mishalow, Yulian
Kytasty, Roman Botsiurkiv, and others.

Among the rich musical heritage of Zinoviy Shtokalko (USA), along with
arrangements of folk songs, dums, cantos, author’s works are scientific and
methodological works (a manual for playing the bandura, articles), as well
as a large audio collection of the artist, which contains author’s recordings
(vocal-instrumental and instrumental). His recordings, arrangements and
arrangements of songs, ballads, dums are still considered exemplary for
performance and imitation in the matter of selecting, arranging and
interpreting folklore samples, and new generations of bandura musicians
study them®. During the life of the performer (1920-1968), only one of his
records was released (with the dum «Pro Marusyu Boguslavku» —«About
Marusya Boguslavka»). In general, the artist’s sound recordings, as a
lifetime property, belonged to Mr. Myron Surmach, the owner of the Surma
store (New York). Later, Shtokalko’s audio heritage, at the initiative of the
prominent researcher of Ukrainian discography Stepan Maksymyuk and
under his editorship, was published as a long-playing aloum of two records
(«O, dumy moyi» — «Oh, my thoughts»), which was later copied onto
cassettes?. It was on the 1970 record that the artist’s rich epic heritage is
presented — «Duma pro Oleksiya Popovycha» (11:40), «Duma pro Kozaka
Holotu» (7:30), «Duma pro Ozivs’kykh Brativ» (13:00), «Duma pro
Marusyu Boguslavku» (6:45), «Marsh Partyzaniv» (2:20). As can be seen
from the list, these were works that were extensive in terms of time.

Most of the works in recent years have been rewritten taking into account
changes in the development of sound-reproducing equipment, which made it
possible for his followers to study Z. Shtokalko’s work. Among the variety
of genres in Shtokalko’s repertoire, vocal-instrumental ones prevail: dumas,
cantos, historical songs, songs of social groups — Cossacks, Haidamaks,
Chumacks, Burlats, as well as dance, humorous and satirical. A separate group
can be distinguished works of perhaps less popular in the kobzar repertoire,
but generally quite widespread song genres: lyrical-everyday, lullabies, table,
shameful («erotic»), as well as literary origin.

Traditional vocal-instrumental music in Shtokalko’s processing — dumas,
epics, historical songs. Among the epic genres, dumas and epics are of
particular importance in Shtokalko’s sound recordings. In his interpretation of
the dum repertoire («Pro vtechu tr’okh brativ z Azovay, «Pro kozaka Golotuy,

» Jytaak B. My3uuna cnagumnaa 3iHoBis Illrtokanka. Haykosi sanucku. Cepis
Mucmeymesosnascmeo. Tepnomniib; K., 2006. Ne 1 (16). C. 29-37.

2 Makcumiok C. 3 icropii ykpaiHCbKOro 3ByKo3amucy Ta auckorpadii. JIbBiB;
Bammarron : Bun-so Ykpaincekoro Karomumskoro yu-ty, 2003. C. 286.
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«Pro Marusyu Boguslavku», «Pro Oleksiya Popovycha»), Shtokalko was
guided primarily by the traditions of the Kharkiv school. It was characteristic
of this school to rely on the expressive ornamentality of vocal melody, the rich
instrumental technique of the right and left hands, and the introduction of
extensive instrumental sound-imaging episodes into the dum structure.

Shtokalko also left to his descendants an original reproduction of the
Kyivan Rus bylynas. He worked on the text, translating it from Old Church
Slavonic into Ukrainian, and created musical accompaniment, stylizing the
sound of the gusel — an ancient instrument related to the bandura (for this
purpose, a short clatter was used, strumming the strings — as a kind of
tremolo). He recorded three bylynas — «Pro Dobrynyu», «Pro slavnogo
bogatyrya Illyu Muromcya ta Soloviya Rozbijnyka», «Pro slavnykh
bogatyriv Svyatogora ta Illyu Muromcya», which he considered as epic
genres, extremely related to dumas.

Hryhoriy Kytasty (1907-1984) — conductor, composer, long-time head of
the T. Shevchenko Bandura Capella (Detroit, USA) — one of the most
powerful groups of the Ukrainian diaspora. H. Kytasty is also known as a
wonderful soloist, interpreter of both the traditional kobzar repertoire and his
own works. H. Kytasty left for descendants solo recordings of Cossack,
Chumat songs, humorous and satirical scenes, dumas and historical songs
(most of them were made in the 60s at the RCA Custom Records studio, and
reissued on separate discs in 2006). Among the vocal and instrumental works
in Kytasty’s recordings, the dumas «Nevol’nyckyj plach», «Pro vdovu i tr’okh
synivy», historical songs «Oj Sich-maty», «Kozak Shvachka»», as well as the
author’s epic works «Duma pro Symona Petlyuru» and «Duma pro P. Sagaj-
dachnogo» are especially impressive®”. His work testifies to the dynamics
of the development of the epic repertoire of bandurists. H. Kytasty’s
performance is characterized by bright imagery, emotional richness, complete
transformation — «use» in the image. This is facilitated by mastery of the
voice: intonation techniques, sighs, «sonorous» pauses, etc.

Among the soloists-performers of Ukrainians abroad, one should also
mention Pavlo Konoplenko-Zaporozhets (1890-1982), who through his
work asserted the right to the independent existence of the kobza as a
separate instrument, different from the bandura, with a more ancient
ancestral origin. This was also reflected in his recordings. The record
«Kobza» (1961) is purely nationally Ukrainian in nature, there are no
arranged classical works translated for the instrument from other sources.
Dumas and historical songs are presented on the second side of the record:

z Hyrtuak B. TBopuicte I'puropist Kuractoro sik ckiazgoBa Cy4acHOTO penepryapy
OannypuctiB. Bicnux [epowcaenoi akademii KepigHux Kaopie Kyabmypu i Mucmeyms.
K., 2002. Ne 2. C. 64-74.
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«Duma pro Bajdu» (after Khotkevych), duma «Nasha Ukrayina» etc. Dumas
performed by Konoplenko-Zaporozhets are presented more as couplet
samples of songs, with unchanged accompaniment. There is almost no
dynamization of instrumental accompaniment, changes in vocal recitation.
In general, noting the performance of vocal-instrumental works by the
kobzar, we note that with the undeniable value of the propaganda and
popularization of the dum repertoire, its performance is far from the samples
proposed by the bandurists of the diaspora Zinoviy Shtokalko or Hrygoriy
Kytasty. A thorough annotation in English is added to the disc, which
provides a brief history of the kobza as an instrument, information about the
author, a brief summary of the songs, and the dum repertoire is presented in
both Ukrainian and English®.

The bandur repertoire of Volodymyr Lutsiv (1929-2019) from the UK
included both works of the traditional kobzar repertoire and samples of
academic vocal-instrumental performance. His repertoire searches were
determined not only by concert and stage activities, but, the main goal, the
propaganda of Ukrainian national culture in a foreign environment. It was
precisely this area of musical art that all of Volodymyr Lutsiv’s artistic efforts
were directed, which is precisely what determines the wide genre diversity of
his bandura repertoire, primarily dumas — «Na smert’ kozaka-bandurysta»,
«Burya na Chornomu mori», «Nevol’nyk» (lyrics by T. Shevchenko, music
by A. Holub), «Duma pro Matir-Ukrayinu» (arr. F. Hlushko), «Duma pro
Bohdana Khmelnytskoho» (arr. H. Kytasty), etc.; historical songs — «Pro
Baidu» (arr. H. Khotkevych), «Pro Nechaya» (arr. H. Khotkevych), «Pro
Morozenkay, «Vstae khmara z-za lymanu» (lyrics by T. Shevchenko, music
by V. Yemets) *. The repertoire priority of V. Lutsiv — an epic (dumas and
historical songs), which determined the «heritage of the traditions of the
Poltava kobzar school, whose representative was his teacher Hryhoriy
Nazarenko», because it was for the repertoire of the kobzars of the Poltava
school that the epic repertoire constituted the quantitative majority. V. Lutsiv
adopted certain musical works directly from his teacher (duma «Duma pro
Bohdana Khmelnytskoho» arranged by H. Kytasty, «kDumy moyi» with lyrics
by T. Shevchenko, «Sim strun» with lyrics by Lesya Ukrainka, historical
songs «Maksym kozak Zaliznyak», «Zaporiz’kyj marsh», «Morozenko»),
others he arranged independently for voice with bandura. For V. Lutsiv’s
duma interpretation, an individual approach should be identified as

% Jyruax B. Tliomep koG3apchkoro Mucrentsa B Kamami. (KoG3apchka TBOpUiCTb
IMTaBna Konomnenka3anopoxus). Bicnux [Ipukapnamcvkozo ynieepcumemy. Mucmeymeo-
3nascmeo. IBano-®pankisebk : [Tnait, 2003. Bum. V. C. 99-107.

# TNyruak B. BukoHaBchka TBOpuicTs Bomogumupa JIyniBa B KOHTCKCT] GaHIypHOTO
mucrenrsa Jpyroi nonoBunu XX cr. Kymemypa i cywacumicmu: anemanax. K.
JIAKKKiM, 2004. Ne 1. C. 78-84.
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characteristic features, due to the specific timbre of the tenor singer, which is
not common among kobzars. The expressiveness of the artist’s performance
was highlighted by his contemporaries, emphasizing emotional stage behavior
(«playing from the heart»), expressive clear diction for conveying the content
of the works, the contrast of the characters in the play, etc. Similar definitions
can be applied to sound recordings of dumas in his performance.

The re-recorded and re-issued disc by V. Lutsiv «Ukrainian Folk Songs
and Dumas» includes the following examples of the epic repertoire:
«Na smert’ kozaka-bandurysta» (an ancient duma, performed by the kobzar
H. Nazarenko), Burya na Chornomu mori»» (an ancient duma, performed
by the kobzar H. Nazarenko), «Nevol’'nyk» (lyrics by T. Shev-
chenko, music by A. Holub). All three works are presented in audio format,
and the duma «Na smert’ kozaka-bandurysta» is also in video format
(recorded in 1990, Lviv Television). In the creative and recording work of
V. Luciv, we also observe the dynamics of epic genres — from traditional
samples to new works.

Historical songs were also recorded by the famous bandurist from
Germany, Bohdan Sharko (1920-2013). In the 70s, he made an audio
recording of the short-playing record «Songs by the Bandura» («Vstaye
khmara z-za lymanuy», «Duma pro Morozenkay, «Povij, vitre, na Vkrayinuy,
«Chornyj kol’or»). The press noted that the singer is «technically advanced
with expressive diction, pleasant timbrey», his voice sounds «majestic and
prayerful», «a wide-range baritone develops evenly from piano to dramatic
forte and vice versa»®.

The performing work of the Australian-Canadian bandurist Victor
Mishalow (b. 1960) — a bright virtuoso who has mastered various types of
bandurs and ways of playing them, covers, for the most part, a nationally
oriented repertoire — arrangements of Ukrainian folk melodies of songs and
dances — instrumental and vocal-instrumental.

V. Mishalow went through the path of becoming a professional
musician-bandurist and conductor, having received a comprehensive
education in Australia, the USA, Canada, Ukraine. Moreover, his priorities
were initially instrumental works of an academic standard, but acquaintance
with famous bandurists of the diaspora H. Bazhul, P. Deryazhny,
H. Kytasty, V. Yemets, L. Haydamaka, and later in Ukraine — with
H. Tkachenko, acquaintance with their creative work, confirm him in the
need to revive the diatonic bandura instrumentation, relying on the ancient
Kharkiv way of playing, lost in Ukraine.

% Jyruak B. Borman Illapko — criBak-GaHAYPHCT yKPATHCBKOTO 3apy6ioks. BicHuxk
IIpuxapnamcvkoeo  ynisepcumemy.  Mucmeymeosnaecmeo.  IBaHO-DpaHKIBCHK
BB LIT, 2007. Bun. X-XI. C. 122-127.
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Among the traditional genres in the repertoire of V. Mishalow are the
dumas «Pro bidnu vdovu», «Marusya Boguslavka», «Burya na Chornomu
mori», «Duma pro smert’ kozaka-bandurysta», as well as modern epic-style
samples performed on the reconstructed Kharkiv bandura, the author’s
works «Pisnya pro Mazepu» (lyrics by M. Stepanenko), «Pisnya pro
Sagajdachnogo» (lyrics by V. Onufrienko), «Pro golod» (lyrics by O. Vere-
tenchenko), «Brody» (lyrics by M. Mykhaylov), «Sliptsi» (lyrics by
O. Oles’), «Pisnya na smert’ S. Petlyury» (lyrics and music by P. Haschenko
and I. Kuchugura-Kucherenko, S. Pasyuha, arr. by H. Kytasty), «Poema pro
tysyacha devyatsot trydcyat’ tretij» — «Poem about one thousand
nine hundred thirty-three» (lyrics by O. Veretenchenko, music by L. Hay-
damaka), etc. Among the bandurists of the diaspora, V. Mishalow owns
the publication of many audio albums (records, cassettes, CDs)?.

Yulian Kytasty (born 1958, USA) is a composer, bandurist, conductor,
representative of the famous Kytasty family. He studied playing the bandur
with his father, Petro Kytasty, and participated in the T. Shevchenko
Bandurist Capella under the direction of Hryhoriy Kytasty. Since 1980,
he has been a teacher at the School of Kobzar Art in New York (USA), and
the head of the school’s ensemble «Homin Stepiv» (1981-1985). In 1987,
Yu. Kytasty recorded the album «Bandurist» (Yevshan company, Canada),
which included traditional kobzar works (songs and dumas)®’. During
1989-1990, Yulian Kytasty, as part of a trio, together with Victor Mishalow
and Pavlo Pysarenko, toured Ukraine, performing historical songs.
Yu. Kytasty perfectly owns several types of banduras — instruments
of the Kyiv and Kharkiv types, diatonic and chromatic (works by I. Sklyar,
V. Vetsal, V. Herasymenko). If in the 80s and early 90s, Yu. Kytasty was
a follower of the traditional interpretation of the bandura as an instrument
of the kobzar direction with its own repertoire, then since the late 90s he has
been experimenting in parallel, considering the bandura as an instrument not
only of wide performing possibilities, but also of universal content, which,
however, retains its unique timbre and repertoire of national character.

In the late 90s, Yu. Kytasty organized the concert series «Bandura-
downtowny, the goal of which is to introduce the bandura into the cultural
life of New York in all possible genres and dimensions, from authenticity
to avant-garde.

% Jyraax B. Ilomyk cuHTe3y Tpamuiiii i HOBmiil yKpaiHCHKOi GAaHIypH B TBOpUii

nisuibHOCTI Biktopa Mimmanosa. Mucmeymeosnasui sanucku. K., 2007. Bun. 11. C. 170-177.

" Ukrainian Bandurist (Recorded and mixed at Studio Victor Montreal, Quebec,
Yevshan Corporation, Made and printed in Canada, Fabrique au Canada) / Julian Kytasty.
1987.
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During 1998-2003, Yulian Kytasty, together with Mykhailo Andrec and
Yuri Fedynsky, organized the «Experimental Bandura Trio», whose
members played the banduras using an individual system of switching keys,
which provided not only the possibility of using the so-called «kobzary,
«lebiy» modes, characteristic of epic works, but also artificial (formed
by rearranging or switching individual levers). As a basis for their
improvisations, they chose traditional kobzar works from the repertoire
of O. Veresay, recorded by M. Lysenko®.

In 2002, Yulian Kytasty recorded a solo album of traditional kobzar
music «Black Sea Winds» in New York. It included the dumas «Marusya
Boguslavka», «Pro sestru i brata», «Plach nevol’nykiv», «Pro vdovu
y’ tr’okh syniv», «Fedir Bezrodnyj», ukrainian historical songs®.

Yu. Kytasty initiated the creation of the International Internet Radio
«Banduristan», on the waves of which purely kobzar traditional recordings
of both performers of the early twentieth century and modern recon-
structions sounded. As a bandurist-improviser, Yulian Kytasty combined
traditional kobzarism and new stylistic trends, in particular World Music,
in his performing work, which is recorded on his disc «Nights in Bandu-
ristan»®.

The genres of the traditional repertoire are also presented in one
of Yulian Kytasty’s latest audio discs «Songs of Truth — Melodies and
Songs of the Kobzar Tradition»>". The performer presents works from well-
known written transcriptions of the repertoire of kobzars and lyrists:
«Melodies of Ukrainian Folk Dumas» by F. Kolessa, «Characteristics of
Musical Peculiarities of Dumas and Songs Performed by Kobzar Ostap
Veresay» by M. Lysenko, «The Lyre and Its Motifs» by P. Demutsky.
The disc includes works of various genres, representing various compo-
nents of the traditional repertoire of kobzars and lyre players: dumas
(«Nevilnytskyi plachy), ballads («Pro Bondarivnu»), as well as cantos and
psalms, religious-moralistic and humorous-satirical songs. The performance
of Yu. Kytasty is characterized by a calm, trusting narrative manner,

%8 Experimental Bandura Trio (Recorded August 1998 at UMK Studio NYC and July
1999 Hunter NY by Alex Kytasty and Levko Maistrenko) / Andrec, Kytasty, Fedynsky.
CD. 2000.

2 yopromopeski Bitpu / FOmian Kuractuii. 2002,

® Houi B bannypucrani / FOmian Kuracruii (Julian Kytasty. Nights in Banduristan).
CD. 2015.

% Micni npaBau — Menozii # micHi ko63apcewkoi Tpaauiii / FOmian Kuracrtuid. (Julian
Kytasty. Songs of Truth). Centre of Cape Breton Studies at Cape Breton University. CD.
2014.
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expressive diction, and transparent instrumental accompaniment
of a complimentary (complementary) type®.

Bandurist Yuriy Fedynsky (b. 1975, USA — Ukraine) is a modern
popularizer of ancient epic genres and corresponding instruments (Veresay
kobza, old-world bandura, torban — «gentleman’s» bandura). Having
received his primary musical education in the USA, including bandura —
from Yu. Kytasty, Yu. Fedynsky continued his studies in Ukraine, becoming
a member of the Kyiv Kobzar Workshop, independently studying ancient
genres, making traditional instruments. For more than 20 years, he has lived
and worked in Ukraine, often performing at ethno festivals, concerts,
is engaged in street music, and also presents his achievements abroad,
to Ukrainians of the diaspora. His repertoire includes the reconstruction
of Ukrainian kobzar dumas, collected and recorded by F. Kolessa, Lesya
Ukrainka, M. Lysenko from kobzars M. Kravchenko, O. Veresay and
H. Honcharenko. All the dumas are also performed on the instruments
of these kobzars that he personally reconstructed. The performances of
Yu. Fedynsky made up the audio disc «Try braty ridnen’ki» (2009)%.
He is also among the participants of the ensembles in Ukraine — «Khorea
Kozatska» (ancient Ukrainian music ensemble of the Renaissance and
Baroque era) and «Karpatyani» (World music direction).

Yu. Fedynsky organized the kobzar youth camp «Svyato Torbanu»
(«TorbanFest») in Ukraine, where he popularizes ancient instruments
and repertoire. Since 2015, he has launched a kobzar summer camp in the
village of Kryachkivka, Poltava region, within the framework of which
traditional kobzar instruments are made, music is played in the open air.

During the second half of the twentieth century, the Taras Shevchenko
Bandura Choir (USA), the Canadian Bandura Choir (Canada), and numerous
ensembles of the Ukrainian diaspora functioning in various countries around
the world recorded historical songs (old and modern ones, such as riflemen’s
songs and insurgent songs). The Taras Shevchenko Bandura Chapel (USA),
the Canadian Bandura Chapel (Canada), as well as numerous ensemble groups
of the Ukrainian diaspora that functioned in different countries of the world —
the «Burlaka» ensemble, Italy — Great Britain; S. Hanushevsky’s ensemble,

2 Jytuak B. 30epexxeHHs, pPEKOHCTPyKLis 1 TpaHchopMmalis TPaguLiHHOrO
K003apCBKOTo perepryapy B TBOPUYOCTi OaHTypHUCTIB ykpaiHchkoi miacmopu kiHng XX —
moyatky XXI CTOmiTTs. AKkmyanvHi RUMAHHA CYYACHO20 BUKOHABCMBA HA MPAOU-
yitiHux Kob3apcekux IHcmpymenmax: Marepiald HayKOBO-NIPAaKTHYHOI KOH(EpeHIil
(26-27 uepus 2018 p.) ; ynopsin. K. IT. Yepemcokuii. Xapkis : Bupasenp Onexcanap
Can;/K; HIIHK «Mys3eii [Bana ['onuapan, 2018. C. 64—74.

* Tpu Gpati pinHeHbKi (3aII0POXKCHKI NICATBMH i TAHI Bix 3amucis ko63apie [Hata
I'onuapenka, Ocrana Bepecas i Muxaiina KpaBuenka pexoncrpyiosani 0.Deauncpkum,
CILA). FOpko ®eauncekuii. CD. 2009.
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R. Levytsky’s quartet, the Girls’ Bandura Chapel (directed by P. Potapenko),
the «Homin Stepiv ensemble» School of Kobzar Art (directed by Y. Kutasty)
from the USA; H. Hotkevych Bandura Ensemble (Australia); «Kobzar
Brotherhood Quartet» (directed by L. Mazur, Great Britain); Bandura
Ensemble (directed by O. Popovych, Poland); Bandura Ensemble (directed
by Y. Dubytsky, France-Germany), etc.>*

The Taras Shevchenko Bandura Chapel-Choir (Detroit, USA) stands out
among many groups in the Ukrainian diaspora. Its artistic activities
intertwine many artistic directions: playing folk musical instruments, male
choral singing, and reliance on a specifically Ukrainian repertoire that
includes folk songs, cantos, psalms, literary and musical compositions, and
original compositions based on texts by Ukrainian authors. Over the time of
its functioning abroad, the Taras Shevchenko Bandura Chapel-Choir has
given more than a thousand concerts, including on the world’s best stages,
released numerous long-playing records, cassettes, audio CDs, and video
CDs, and worked on more than 600 pieces of bandura and choral repertoire.

The discography of the Taras Shevchenko Bandurist Chapel has become
a reflection of the characteristic tendencies of collective performance of
bandurists of the Ukrainian diaspora. In particular, representatives of the
main bandurist centers of North America (USA and Canada) have joined
forces in its activities, the participants of which constitute the main core
of the collective; its recordings present a homogeneous male vocal-choral
performance accompanied by banduras of the Kharkiv-Poltava type;
the instrumental score is dominated by a homogeneous bandura, and the
participation of other instruments is episodic; the repertoire is Ukrainian-
centric in nature, covering mainly nationally oriented works of religious-
spiritual, lyrical-patriotic and heroic content. Under the leadership
of H. Kytasty, the chapel recorded numerous records. The recordings of the
Taras Shevchenko Chapel cover sacred music — liturgical and paraliturgical
(carols, schedrivkas, cantos); Shevchenkoan (folk and author’s), and most
importantly — historical folk songs in their thematic (patriotic, march,
lyrical-epic, etc.) and temporal diversity (from Cossack to songs of Sich
riflemen and UPA soldiers). Among the original works of H. Kytasty’s
unique compositions dedicated to important pages of Ukrainian history and
its representatives should be noted — based on I. Bahryany’s poems «Pisnya
pro Tutyunnyka», «Vstavaj, narode», «Poema pro Konotops’ku bytvuy,
which can be classified as modern epic works.

The touring tours of the Taras Shevchenko Bandura Chapel became the
impetus for recording the repertoire — recording its thematic directions, as

34 Jytuak B. bangypHe mucrentBo ykpaiHchbkoro 3apyOoixokst [MoHorpadis]. IBano-
®pankiebk : DomianT, 2013. C. 290-315.
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evidenced by the titles of the albums: «We Are With You Again, Ukraine»
(1991), «Black Sea Tour» (1994), «Ukrainian Steppes» (1997), «Ban-
dura Christmas» (1999), «Brothers! Let’s Live!» (2018) and others™.
The albums, recorded under the artistic direction of V. Kolesnyk and
O. Makhlay, include choral works with bandura accompaniment, including
historical Cossack, Sich, and insurgent songs of an epic nature.

In 1954, Roman Levytskyi’s mixed quartet recorded at the Arka
Company (New York), as well as riflemen’s and insurgent songs («Oj z-za
gory» and «Gej, vy, stril’ci sichoviyi» arranged by M. Leontovych,
«Yak stril’ci jshly z Ukrayiny» by R. Kupchynsky, «Yikhav strilec’ na
vijnon’ku» by M. Haivoronsky, «Khlopci pidemo» and Lenta za lentoyu»
arranged by R. Levytskyi®.

Stepan Hanushevsky, as the leader of the Philadelphia bandura
ensemble, with whom he performed in the USA and Canada, released
two records (1950, 1955). They included the famous songs of the Ukrainian
Insurgent Army «Ya s’ogodni vid vas vidyizhdzhayu», «Gej, stepamy»,
«Rozproshhavsya strilec’», «Dobrovol’ci jdut’ shlyakhom», «Gej,
marshuyut’ vzhe povstanci», «Ya syn lisiv» and others.

The famous bandurist Victor Mishalow (Australia — Canada) also
worked actively, as a founder and conductor, with the Canadian Bandurist
Men’s Chapel a in Toronto (during 2000-2014). The group, which unites
choristers and bandurists, performed actively, mastered the Kharkiv type of
instruments, and prepared a number of solo concerts. Under the leadership
of V. Mishalow, the group released 2 audio albums («The Canadian
Bandurist Capella», «Play Kobzar»), which included works of the traditional
ensemble repertoire (2004, 2009)*". Among the historical songs included in
the discs are «Oj u luzi chervona kalyna» (arr. B. Kudryk and H. Kytasty),
«Yixav strilec’ na vijnon’ku» (music. M. Hayvoronsky, arr. H. Kytasty),
«Vstaye xmara» by V. Yemets on the words of T. Shevchenko, as well as
the author’s historical compositions by V. Mishalow «Karmaliuk»,
«Mazepay. If the first disc presents the level of formation of the collective,
its repertoire searches, then the second reflects the clear formation of its own
creative face, performing style. The soloist of the disc «Play, Kobzar» was
Pavlo Hunka, a bass-baritone of world fame.

¥ Nyruak B. luckorpadis Kamemu 6amnypucris imeni Tapaca Illesucrxa ITiBriusoi
Awmepuxi. Bicnux Kuigcvko2o HayionanvHoeo yuigepcumemy KyIbmypu i Mucmeyms.
Cepis: Mysuune mucmeymso, 2019. Ne 2(2). C. 173-188.

® IMnariexu Harpani ykpaiacskoo dipmoro «Apka» B Hio Hopky. Ceo6oda. 1954.
Y. 217. 10 aucronazna. C. 1.

8 Jytuak B. bangypHe MucTentBo ykpaiHChbKoro 3apyOixokst [MoHorpadis]. IBano-
®pankiebk : GomianT, 2013. C. 151.
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Later, the Canadian Bandurist Chapel, already under the direction
of V. Turyanyn and Yu. Kytasty (since 2014), recorded the discs «Benefit
Concert Live Performance 2014» (in memory of those killed on the Maidan)
and «Kozaks Forever 2017» as a reflection of the Cossack spirit
in traditional works.

These processes become evidence of the constant improvement of the
performance of bandura players abroad, the activation of their sound
recording creativity, which is actively promoted in the media, expanding the
circle of fans not only of bandura, but also of Ukrainian music.

CONCLUSIONS

Thus, throughout the 20th century. the gradual improvement of sound
recording technology contributed to the longevity of the functioning of
bandura performance samples (stylistics, dominant genres, repertoire
features at different historical stages). Also, sound recording began to be
used as a basis for the reproduction (transcription) of works that were not
recorded in musical notation, for the comparative characterization of the
manner or style of musicians’ playing. In conditions of emigration, sound
recording became a necessary form of preserving the forms of performance
(soloists, different compositions of collectives), the dynamics of the
development of their repertoire. Analysis of epic sound recordings of
bandura players of the Ukrainian diaspora during the 20th — early 21st cen-
turies. allows us to define them as a kind of mirror of the spread of genres
and forms of performance: male, female, mixed; solo or ensemble (chamber
and large forms). In addition, sound recordings have preserved the
originality not only of the performance style, manner of singing and playing,
but also the level of technical mastery of instruments, voice, declamation,
and artistic data. If duma (traditionally a male solo genre) throughout the
twentieth century. in the Ukrainian environment abroad has preserved its
immanent performance embodiment, then historical songs expand the forms
of interpretation at the expense of collective ensemble forms. The latter felt
the direct influence of choral performance, which is evidenced by the use
in the bandura repertoire of arrangements of historical songs by O. Koshyts,
M. Leontovych, K. Stetsenko, B. Kudryk, M. Hayvoronsky, and others.
Among the epic genres of sound recordings is the duma repertoire recorded
by H. Kytasty, Z. Shtokalko, V. Lutsiv, V. Mishalow, Yu. Kytasty, etc.
In the work of Z. Shtokalko, the epic tradition, in addition to dumas, is also
presented by the epics of the Kyiv cycle. Historical songs are presented in
solo and ensemble forms, and among the historical songs of the modern era,
a special place is occupied by the songs of the Sich riflemen and UPA
soldiers (recordings by V. Yemets, M. Teliga, Z. Shtokalko, V. Mishalow,
the S. Hanushevsky ensemble, the R. Levytsky quartet). Epic epic songs
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inspired the emergence of new authorial works, which were most fully
manifested in the work of the T. Shevchenko Bandurist Chapel and
the Canadian Bandurist Chapel.

SUMMARY

The proposed study presents an analysis of the dynamics of the deve-
lopment of epic genres in the sound recordings of bandurists of the Ukrainian
diaspora during the 20th and early 21st centuries, which continued the
traditions of kobzarism of the past. The dynamics of both general technologies
for the preservation and reproduction of performance achievements and
artistic achievements of soloists and groups abroad in different periods
of development, professional growth of their representatives, in particular
the quality of playing and singing techniques, the specificity of the instrument-
tation, repertoire priorities of traditional genres, in particular epic (dumas,
epics, historical songs) are reflected. Sound recording is not only one of the
forms of recording the forms of performance of bandurists, but also the
development of their repertoire, popularization of concert and touring
activities. Sound recording stimulated the so-called non-contact form of
communication with listeners, stimulated interest in bandur art as a symbol of
Ukrainian national culture.
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