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The purpose of the article is to actualise the role of the outstanding Ukrainian folklorist and ethnographer Klyment
Kvitka (1880-1953) in the study of the phenomenon of kobzar tradition and kobzars as a professional and social group; to
highlight the achievements of K. Kvitka in the field of kobzar tradition, to evaluate them in terms of culture, art, and music
sociology overlap. Among the research principles and methods used in the article, there is historical (chronological), source
analysis (historiographic), art, comparative, and analytical. These methods have allowed both to analyse the works on kobzar
tradition by K. Kvitka and to evaluate them in modernity terms, compare them with parallel studies on kobzar tradition at
the beginning of the twentieth century, moreover, to provide insight into functioning specifics of this phenomenon under
changes in its existence environment. The scientific novelty of the research consists in the presentation and analysis of
K. Kvitka’s works regarding kobzar tradition as art historical and musical, sociological projects and rethinking the role of
the artist in the historiography of kobzar tradition. The article is based on the analysis of K. Kvitka’s works “Professional
folk singers and musicians in Ukraine: Program for study the work and life” (1924), “Demand for research of folk music
in Ukraine” (1925), “Musical Ethnography in Ukraine in the post-revolutionary years” (1926), “Lirnyks’ living” (1928),
etc. Special attention is paid to work “Professional folk singers and musicians in Ukraine: Program for study the work and
life”, which is a questionnaire for the fieldwork of a folklorist-ethnographer. Following the questions contained in the study
of K. Kvitka, we can make a relevant art and sociological snapshot about the Ukrainian kobzar tradition of the early 20th
century. The conclusions of the article actualise the folklore and ethnographic research of K. Kvitka concerning kobzar
tradition at the present stage. The significance of K. Kvitka’s works lies in the possibility of their use for new musical and
sociological research, evaluation of the sharing conditions of musical folklore and post-folk practices, and analysis of the
latest regeneration of kobzar traditions.
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Introduction

Klyment Kvitka (1880-1953) is a well-known Ukrainian folklorist, ethnographer, music scholar, au-
thor of numerous recordings of folk songs, which were not only saved from silence but also became the
basis of many adaptations and revoicing in the work of professional composers. The researcher highlighted
that aside from the folk music and ethnographic material recording, it is important to preserve information
about their carriers, their everyday life, the performing style of singing or playing, and to study the specif-
ics of the use of certain genres in ritual and non-ritual culture, and the analysis of their spreading.

K. Kvitka’s ethnomusicology and musicological heritage in the 20th — early 21st century was partially
reissued in the Russian (Kvitka, 1971; 1973) and Ukrainian (Kvitka, 1985; 1986) languages. We should
take note of an important project implemented by M. Lysenko National Music Academy in Lviv, at the
initiative of Professor Bohdan Lukaniuk, that accumulated all lifetime publications of K. Kvitka (Kvitka,
2010), as well as collections of scientific papers and conference proceedings on the occasion of the 100th
and 125th anniversary of the researcher, published in Lviv (Lukaniuk, 2006), Kyiv, Rivne and Moscow
(Banin, 1983; Biteriakova & Giliarova, 2009) on one site. The works of the folklorist have repeatedly
appeared in the studies of many researchers of various art studies as musicology, ethnomusicology, music
sociology, and there is V. Goshovskii (Kvitka, 1971; 1973), S. Hrytsa (2000; 2002), I. Dovhaliuk (2016),
A. Ivanytskyi, L. Kyianovska, etc. (2011). Lukaniuk (2005; 2010a; 2010b), M. Khai and others. Howev-
er, in the field of kobzar tradition, the researcher’s studies require proper evaluation, updating following
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modern attempts to reconstruct the tradition, the development of traditional instruments performance in
Ukraine and abroad.

Modern interest in kobzar tradition, its musical, in particular, epic heritage is confirmed by scientific
research and musical (notation and audio) publications, and the reconstruction of tools, the creation of offi-
cial public institutions (in particular, the National Union of Ukrainian Kobzars, kobzar workshops in Kyiv,
Kharkiv, etc.), fan groups in social networks (in particular, kobzar tradition and folklore, Kharkiv Kobzar
Workshop, etc.), workshops for the production of ancient instruments, scientific and practical conferences,
concerts, festivals, etc. A historical and ethnomusicological analysis of the development of kobzar tradi-
tion and bandura art during the 20th - early 21st century in Ukraine and within the Ukrainian diaspora is
fundamental. Therefore, taking into account the relevance of publications concerning kobzar tradition, it
is necessary to generalise the significance of the scientific heritage of K. Kvitka for the research and pop-
ularisation of this tradition as a unique national cultural and artistic phenomenon. This article presents
the author’s research direction in the field of history and practice of bandura art in Ukraine and abroad
(Dutchak, 2010; 2013; 2020).

The scientific novelty of the research consists in the presentation and analysis of K. Kvitka’s works
regarding kobzar tradition as art historical and musical, sociological projects and rethinking the role of the
artist in the historiography of kobzar tradition.

Purpose of the article

The purpose of the article is to highlight the achievements of K. Kvitka in the field of kobzar tradition, to
evaluate them in terms of culture, art, and music sociology overlap. Among the research principles and meth-
ods used in the article, there is historical (chronological), source analysis (historiographic), art, comparative,
and analytical. These methods have allowed both to analyse the works by K. Kvitka and to evaluate them in
modernity terms, compare them with parallel studies on kobzar tradition at the beginning of the twentieth cen-
tury, moreover, to provide insight into functioning specifics of this phenomenon under changes in its existence
environment.

Main research material

Klyment Kvitka is a well-known name in the history of Ukrainian folklore, ethnography, and musicolo-
gy, along with M. Lysenko, S. Lyudkevych, A. Rozdolskyi, V. Hnatiuk, F. Kolessa, D. Revutskyi, and others.
A Native Of Sumy region, K. Kvitka got a thorough education (in music and law) in Kyiv (Music School of
the Russian Musical Society, Volodymyr the Great University). Despite working as a teacher at the Lysenko
Music and Drama Institute in Kyiv, later as a lawyer in Simferopol, Tiflis, etc., he was engaged continuously in
folklore activities. For the period of his training and work, K. Kvitka actively collected, and later transcribed
and published a multi-genre collection of folk songs from different regions — Ukrainian and other ethnic
groups. During the formation of Ukrainian statehood in 1917 K. Kvitka worked in the Ministry of Justice of
the Ukrainian National Republic, and later founded the Cabinet of Musical Ethnography in Kyiv, and was
a researcher at the All-Ukrainian Academy of Sciences, taught at the Lysenko Musical and Drama Institute in
Kyiv.

It was thanks to K. Kvitka that unique recordings with the voice of his wife, the Ukrainian poet Lesia
Ukrainka, were preserved, which represented the Polessky musical folklore (Dutchak, 2020, p. 35). Filaret
Kolessa and Lesia Ukrainka initiated the folklore trips to the Dnieper Ukraine (1908) to record the epic reper-
toire of kobzars, which was recorded on the phonograph, transcribed and published in a two-volume collection
of Ukrainian Folk Dumas (Kolessa, 1969). Having survived the period of repression in the 30s, after serving
his sentence, Kvitka’s was engaged in scientific and pedagogical work at the Moscow Conservatory, where he
became the founder and head of the Cabinet for the Study of the Musical Creativity of the Peoples of the USSR
and received the title of Professor.

K. Kvitka’s research also included kobzar tradition as a unique national and cultural phenomenon, which
consisted in “the synthesis of singing and the kobza (bandura) playing, a complex hierarchy of repertory gen-
res, the use of the professional (lebian) language, formed by oral canons of teaching that passed skill secrets
from the teacher (master) to the apprentice” (Dutchak, 2010). In the early 20th century in kobzar tradition, there
are changes caused by subjective factors: the inability to maintain the sacred status of kobzar brotherhoods
closed from outsiders; the activation of urban cultural centres, as opposed to rural ones, where kobzar groups
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functioned; the influence of playing and singing by blind bandurists, who carry national musical genres, on the
performance of leading representatives of the Ukrainian intellectual society. It was the efforts of the latter that
not only recorded and transcribed the kobzars’ repertoire (M. Lysenko, F. Kolessa, L. Ukrainka, A. Slastion,
K. Hrushevska) but also popularised this art direction through scientific folklore research, analysis of regional
and kobzars’ individual performing styles (D. Yavornytsky, K. Kvitka, D. Revutskyi, H. Khotkevych, etc.).

The initiative of K. Kvitka and Lesia Ukrainka to record the kobzar repertoire in 1908 arose to preserve
the ancient traditional style of playing and singing, “which was used by later concert kobzars” (Hrushevska,
1927, p. XXVI). It was K. Kvitka who developed the research project of step-by-step fixing of the kobzars’
repertoire. First, it was a musical notation and then sound recording. It is interesting that at first, Kvitka applied
to such organisations as Ethnographic Commission of the Shevchenko Scientific Society in Lviv, Musical
Ethnography Commission at Moscow University requesting assistance to employ folklorist-ethnographer into
the project, looking for not just a musicologist, but an “all-round man”, to “preserve the music of dumas not
only as of the quiet musical characters but as a living essence, to keep the way of the singing and all the fine
nuances of performance” (quoted after Dovhaliuk, 2016, p. 325). At a meeting of the Ethnographic Commis-
sion in Lviv, a well-known writer, public figure and bandurist Hnat Khotkevych spoke on behalf of K. Kvitka
in discussing the project. He offered his own professional comments on the implementation of the project, in
particular, lists of kobzars and the expedition routes. At the meeting, it was recommended to use such gadget
as the phonograph for the project implementation. H. Khotkevych proposed the use of two phonographs for
recording and singing, and kobza playing.

K. Kvitka did not risk recording and transcribing kobzar recitatives, although he had quite extensive ex-
perience in other genres of folk songs. The researcher noted: “as for the duma’s melodies, I cannot possibly
record them — I can’t overcome all the vagaries of rhythm, I can’t transcribe them into notes of free recitation
and grace-notes” (quoted after Dovhaliuk, 2016, p. 332). A musicologist Stanyslav Lyudkevych, an ethnog-
rapher Osyp Rozdolsky, and a folklorist Filaret Kolessa were among the possible candidates to be recorded.
It was the latter who was chosen to implement the idea of K. Kvitka. Kolessa felt the improvisatory nature
of kobzar tradition, the variation of duma’s melodies, and the need for careful recording of the performance.
F. Kolessa implemented K. Kvitka and Lesia Ukrainka’s project with the assistance of the artist and ethnogra-
pher Opanas Slastion, who was engaged with the kobzars, studied their way of life and repertoire, and recorded
it with the phonograph. Lesia Ukrainka financed the project by herself, providing the musician-ethnographer
and the kobzars with rewards, purchasing the phonograph, and later transcribing and publishing the material
(Dovhaliuk, 2016, pp. 322-323).

On the phonographic cylinders, the traditional repertoire of kobzars and lirnyks from Poltava and Kharkiv
provinces was recorded. They were M. Kravchenko, A. Skoba, M. Dubyna, S. Pasiuha, P. Drevchenko,
1. Kucherenko, I. Skubii, S. Hovtan, etc. The results of the expedition were published by F. Kolessa (“Melo-
dies of Ukrainian folk dumas”: volume I-1910, volume 11-1913). F. Kolessa presented 10 complete dumas and
more than 60 fragments with musical recitations. This work of Filaret Kolessa was completed by the work
of Lesia Ukrainka, who together with K. Kvitka recorded the repertoire of kobzar Hnat Honcharenko from
Kharkiv region on the phonograph when he was in Yalta. It was dumas singing and playing - “About Aleksii
Popovych”, “About a sister and brother”, “About a widow and her three sons” (Kolessa, 1969). Hence, thanks
to the initiative and implementation of the plan of K. Kvitka and Lesia Ukrainka, not only samples of tradition-
al epic genres of the kobzar repertoire were recorded, but also the specific style of playing and singing inherent
in various regional schools, individual features of kobzars and lirnyks’ performing which were generalised in
the study of F. Kolessa.

Among the numerous K. Kvitka’s works of the 1920s, there is folklore and ethnographic research, which
is aimed at thorough, historically reliable, geographically and temporarily fixed folklore information. He de-
veloped his own approach of folklore field expedition recording songs and instrumental melodies, laid the
theoretical foundations for the formation and development of ethnomusic sociology and historical and com-
parative study of the folklore of border ethno-related nations, particularly, Slavic ones.

A thorough analysis of K. Kvitka’s works “Professional folk singers and musicians in Ukraine: Program
for study the work and life” (1924), “Demand for research of folk music in Ukraine” (1925), “Musical Ethnog-
raphy in Ukraine in the post-revolutionary years “(1926), “Lirnyks’ living” (1928), gives grounds to consider
them as an essential theoretical framework for both folk-ethnographic and sociological approaches in the study
of Ukrainian music that is relevant today.

Special attention is paid to the K. Kvitka’s work “Professional folk singers and musicians in Ukraine:
Program for study the work and life”, which is a questionnaire for the field case study of a folklorist-ethnogra-
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pher. Following the questions contained in the study of K. Kvitka we can make a relevant art and sociological
snapshot about the Ukrainian kobzar tradition of the early 20th century.

The sociology of music is a branch of the sociology of art and artistic culture, the subject of which is the
socio-musical sphere as a specific socio-artistic reality formed by the system of socio-musical relations of its
subjects and fixed institutionally. For a long time, the sociology of music has been a component of the field
of musicology. The history of the music sociology development is, on the one hand, the emerging of issues
and methods of social approach in music study within musicology (music protosociology), and on the other,
its formation as an individual industry. In Ukraine, music protosociology was developed in the works by
P. Sokalskyi, K. Kvitka, S. Lyudkevych and others (Kyianovska et al., 2011).

S. Hrytsa, evaluating the overall contribution of K. Kvitka in world folklore, in particular, notes the unique-
ness of his achievements for Ukrainian science: “His works open new horizons in the study of the structural
typology of folklore, the study of ethnogenesis of folklore, work on the theory of modes. In the same period, he
had a very close creative contact with another famous scientist as F. Kolessa, and working together they studied
the Ukrainian Dumas, in particular, the Duma of Right-bank Ukraine... He explored the personalities of the
kobzars and lirnyks, was the author of the first their life and repertoire sociology program. It was the beginning
of the sociological approach in the study of Ukrainian folklore. <...> Tremendous credit goes to Kvitka for
being a methodologist of science, who developed the historical-comparative structured methods of folklore
research, and methods of accurate textual analysis of the song. He astonished being polymath and speaking
almost twenty languages. This, of course, gave him the key to world science” (quoted after Hrabovskyi, 2013).

In his works, K. Kvitka presented a detailed description of the sequence and content of communication
with folk musicians (instrumentalists and singers), emphasising the professionalism-must, and not only for
research material and subsequent processing by collectors (transcription and analysis) but also for the next
generations and for creating an archive-sound base of comparative musicology (Kvitka, 1986, pp. 136-137).
The scientist noted that “in parallel with the mechanical reproduction of folk musical groups using recording
devices, it is absolutely necessary to cultivate live reproduction through singers and instrumentalists who will
devote themselves to the true, I say, musical preservation of the folk repertoire, folk performance traditions and
instrumental playing styles” (Kvitka, 1986, p. 131). According to the researcher, it required to update the need
to create a museum of musical instruments (for historical, ethnographic, research, social, communicative and
pedagogical purposes) (which, by the way, has not yet been implemented), displaying the proper instrument
placement, posture and means of sound production (Kvitka, 1986, p. 137).

In the Program of research on the activities and life of folk musicians, K. Kvitka paid most attention
to kobzars and lirnyks, describing the sequence and nature of the folklore and ethnographic survey on their
example. However, he also emphasised the importance of preserving information about torban, tsimbaly, and
trembita players, violinists, musicians, and triple ensemble, etc. The author contrasted musicians of traditional
music and foreign styles (Kvitka, 1924). Already in the introduction, the scientist talked about the specifics
of the worldview of folk musicians, mutual relations within professional groups and among all musicians as
“phenomena of a sociological and psychological order” (Kvitka, 1924, p. 5). The most crucial purpose was to
preserve the description of instruments, performing manners and repertoire of folk musicians. It would result,
in the author’s opinion, the need for both general and an individual approaches to each musician, in particular,
taking into account the specifics of his biographical data and environment. In his Program, K. Kvitka drew on
the works of European sociologists and psychologists of the 19th - early 20th century. Priority issues for the
scientist were the social status of musicians, the forms and content of their professional associations, the shapes
and norms of training, the relationship between teachers and apprentices (Kvitka, 1924, p. 10).

The questionnaire, drawn up by K. Kvitka, covered general household issues, social status of folk musi-
cians (their contacts with the outside world, the specifics of the perception of different social groups, classes,
professions, and national peculiarities of their work, interaction with the authorities); the artistic activity and
its forms (repertoire, contrast, and performance places, solo or ensemble performance, work style, payment or
reward for performance, the reaction of listeners to the repertoire, communication with the audience during
the performance, determined the repertoire of place and the calendar time, ways of development of the reper-
toire and its further replenishment of foreign borrowings and their adaptation); science, its history and terms
(teaching musical and singing techniques, mastering the basic repertoire patterns); companionships and com-
munities(communication); knowledge and beliefs (worldview); the physical condition and appearance; the
instruments (forms, system, methods, content and music, own production); life activities , etc. All these issues
demonstrate that an essential musical and sociological scientific approach is relevant not only for the beginning
of the twentieth century but also for the present day.
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S. Hrytsa in the survey “Sociological direction in ethnomusicology” rightly notes that the publication of
the Program by K. Kvitka, unfortunately, did not give its intended result, since it appeared too late when the
kobzar and other professional workshops of folk musicians had already ceased to exist. In addition, “covering
more than 2 000 questions, it was actually not suitable to apply it in practice” (Hrytsa, 2002, p. 84). We should
also note that, in contrast to modern sociological surveys and tests, K. Kvitkas’s questionnaire did not con-
tain multiple-choice option, which means it was cumbersome to answer and complete. Besides, from the late
1920s - early 1930s in the Soviet Union the encroachment upon the national excess of Ukrainian culture, in
particular music culture, persecution and physical destruction of the intellectual society, for which the edition
of the mentioned above Program was directed.

However, the analysis of the nature and content of the questions reveals the multi-aspect of the kobzar
tradition of K. Kvitka’s day, his thorough knowledge about this group of folk musicians. The researcher rightly
pointed out: “in the last two decades, besides the moribund kobzars, a new factor is coming, which makes it
especially urgent to record their singing; this is the transformation of their singing style under the influence
of the intellectual society and variety show, where kobzars have already begun to perform often. Nowadays
kobzar tradition, for the clerisy takes an interest in it, is no longer a new, undisturbed treasure for the study
of antiquity, and this raises the relative weight to the lire playing art, which does not have such interest of the
clerisy and therefore in some cases hides the dumas probably in a purer form than kobzar tradition does. So
one should lean toward lire playing over kobzar tradition” (Kvitka, 1924, p. 18).

A large number of questions from the Program was composed following the breadth of issues that the
author and his possible followers planned to cover. We have turned our attention to some aspects.

It is, first and foremost, the general questions. They concerned the geographical location (residence) of
kobzars or lirnyks, their self-names and names of other social groups. K. Kvitka also clarified the possibility of
confusing the terms lirnyk and kobzar, the instruments kobza and koza (bagpipe). The researcher noted the im-
portance of the professional identification of folk musicians, whether they are blind or seeing, pride or shame
of their profession (Kvitka, 1924, p. 26).

K. Kvitka considered the problem of the social status of kobzars and lirnyks as a psychological factor of
the musician’s perception by society, his spiritual status and money reasons for a career choice. An attitude
to musicians is highlighted here as significant factors. There is respect, neglect, indifference, interest as gen-
eral aspects and individual one that depends on the performing skills of each artist. The author considered it
possible to separate the attitude to kobzars by various social classes (peasants, citizens, clergy), professions
(farmers, craftsmen, merchants, officials), different nationalities (Ukrainians, Russians, Poles, Jews) and con-
fessions (Catholics, Old Believers, Baptists, etc.) (Kvitka, 1924, p. 28).

Fundamental is the separation of kobza and lire players from the old beggars. As the scientist noted, in
comparison with earlier times, they “have descended to that level for the decline of kobzar tradition and the
decrease in human interest in their art” (Kvitka, 1924, p. 29). It is worth noting the possibility of joint iden-
tification of kobzars and lirnyks, including in the lebian terminology (the secret language of folk musicians).

The author of the “Program...” noted the possibility of attracting increased attention to a folk musician
with the help of not only professional qualities and knowledge, but also effective means as telling jokes, news,
singing popular works, parallel art activities (posting, selling some things, and so on). Some questions related
to the cult nature of the work of folk singers as a lower spiritual group, which, along with representatives of the
Church, prayed, sang akathistos hymns, commemorations, etc.

K. Kvitka did not slur over the money issues. The earnings of musicians depended on the popularity of the
instrument (kobza or lire), the repertoire, and the dominant public attitude to performers (Kvitka, 1924, p. 30).
It must be kept in mind that the authorities provided the persecution and repression against folk musicians. The
author did not avoid painful “inconvenient” questions of mockery, ridicule, satire and parody, caricature dis-
tortion of the singing of kobzars and lirnyks by children and youth, and, accordingly, the attitude of the elders
to this (Kvitka, 1924, p. 33). The relations between the community and kobzar artist and the attitude to him as
a person who serves art both were significant (Kvitka, 1924, p. 34).

The Artistic Activity: Forms and Rpertoire chapter covers an extensive range of issues on kobzar tradition.
First of all, the researcher focused on the form of traditional solo performance. Kobzar’s work was considered
through different periods, places for performance (on the street, in the yard, in the house, near the Church),
on a specific occasion (wedding, christening, commemoration, “parastas”, “holidays”, feast, dancing). So, his
initiative or invitation to perform, the choice of holidays or weekdays, days of the week for performances were
described. The priority holidays for work (Christmas, Masnytsia, Easter, St. Nicholas Day) were specified.
Regarding material remuneration, it is evident that there were cash and noncash payments, gifts, food and
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bednight (Kvitka, 1924, p. 36). The impact of the results of the XII Archaeological Congress, where various
folk music ensembles performed, organised by H. Hotkevych, is evident in the complex of issues related to
collective music-making. It is about not only the number of musicians and their instruments but also the type
of playing (solo, accompaniment) and singing (unison, two-voice) sharing (Kvitka, 1924, p. 39).

K. Kvitka saw into the repertoire of kobzars and lirnyks at several levels: a genre of traditional content
(historical dumas, family moral-oriented; devout, Cantos, Psalms, satirical, humorous, dancing) and general
(routine, lyrical, ritual songs); the place and role of instrumental works without singing (dancing); the hier-
archy of genres; performance order at the audience request (Kvitka, 1924, pp. 42-44). Ways of kobzars’ rep-
ertoire extension have a musical and social implication. It occurred in the form of loaning works from each
other and books, stylisation by an ear of works of “artificial” or “cultural”, including foreign music, etc. In this
regard, priority is given to the musical and psychological aspects of the audience perception, its social affili-
ation, gender, age, place of residence, as well as the kobzars’ creativity predicament as “a match for the taste
and needs of the community, or one’s own admiration, one’s own need for news, enrichment and development
of the repertoire” (Kvitka, 1924, p. 45). As you can see, K. Kvitka concerned important issues of popularity,
fashion, and demand for the kobzar repertoire. The author did not avoid “misleading” questions about parody-
ing, singing funny and obscene songs, and using the lebian language in the works.

At that time, relevant to K. Kvitka were issues of new songs authorship, writing new lyrics to famous
melodies, or adding lyrics to them. For the researcher improvisation in performance was provided with the
melodic canon. He also noted that the kobzars” work was under the influence of “book patterns”, as well as
the peculiarities of the musical environment of border areas with Poland, Belarus and Russia ethnographic
territories (Kvitka, 1924, p. 47).

The singing repertoire of kobzars was also associated with the instruments, their structure, position during
singing, methods of sound extraction, fingering chart, the number and nature of instrumental breaks, instru-
mental theatre during performances. The emotional and psychological side of kobzar’s creativity differed as a
professional activity (for earnings) and “for the pleasure of the family”, alone, for “their own pleasure”. The
material and financial side of kobzars’ performances was determined either by a preliminary agreement or by
petitioning formulas and separate genres (“beggars”, “petitions”, etc.). K. Kvitka reasonably noted that there
was a fine line between the reward for singing by kobzars and alms for beggars-cripples (Kvitka, 1924, p. 41).

The Science (training) chapter focused on the subtleties of the kobzar’s teaching of an apprentice, includ-
ing the ability for music, the instrument obtaining, the Program, the gradual and duration of the playing and
singing mastering, the repertoire, tuition fees, etc. The critical point is the boundary between individual crea-
tivity and musical improvisation that the apprentice would possess, the specificity of the individual school of
kobzar or lirnyk. As a course of training content, there was Companionships and Communities chapter. In this
regard, the priority issues for the author of the “Program...” were the functioning aspects of the social group of
kobzars in a single community (workshop), the relationship between kobzars and apprentices, the relationship
of apprentices and teachers, forms of greeting, treatment, friendly, respectful or envious attitude.

The workshop organisation of kobzars provided for the charter, language, hierarchy, territorial borders,
periodic professional contributions, and training courses. The workshops established rules for the entry of new
participants, and the examination of apprentices, the exam procedure and content (“vyzvilky”) (Kvitka, 1924,
pp. 60-65).

The Knowledge and Views of Kobzars chapter mainly concerned their worldview, understanding of the
content and nature of musical works in the repertoire, information about historical events and religious pos-
tulates. The Appearance and Physical Condition chapter provided for clarification about physical, spiritual
health, external signs of the figure of kobzar (clothing, koshtur-stick, musical instrument). In terms of per-
formance capabilities, K. Kvitka noticed the peculiarities of voice timbre, playing technique, and emotional
flexibility (Kvitka, 1924, p. 67).

The Instrument chapter (as well as the introduction to the Program) contained questions about the form,
pitch, name of the instrument, terminology. Some clarifications related to changes in the structure for different
types of works and the succession of instruments after the death of kobzar.

The last chapters contained household questions about the Seeing-Eye Dog, Domesticity, Household, and
Earnings of kobzars. In these chapters, for the social assessment, the author of the Program proposed a descrip-
tion of the kobzars’ off-work life, their home lifestyle, marriage, raising children, etc.

Summing up, we note that some questions of chapters have something in common. Still, in general, they
created a multi-plane assessment of kobzar’s work in the various professional, household, social, psycho-
logical and personal spheres.
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Conclusions

Thus, folklore and ethnographic work of K. Kvitka at all stages of his professional activity was closely
connected with the research and popularisation of kobzar tradition. The scientist considered it necessary to
preserve authentic instruments, musical (musical notation and sound) fixation of works of their repertoire,
traditional manner of singing and playing. Vital for him were other factors of studying kobzar tradition, which
had a social and psychological nature of studying the life, household and work of its bearers, contributed to
a positive perception of folk instrumental art in society and the information spreading about it. K. Kvitka’s
scientific works had music research in focus and were the significant musical and sociological projects of that
time, accordingly, they became an impetus for the further research development of instrument, performance
and education of folk musicians. Thanks to many researchers, including K. Kvitka, tradition issue of Ukrain-
ian kobzar art gave rise to the publication of the repertoire, reconstruction of the kobzar tradition by artists in
Ukraine and the Ukrainian Diaspora abroad.
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KIIMMEHT KBITKA | [lyryak Biosnerra ['puropisna
N KOB3APCTBO | fJoxmop mucmeymeosnascmea, npogecop,
(A0 140-P1YYSA BII AHSA | 1Ipuxapnamcouii nayionanonuii ynisepcumem
HAPOIKEHHSA NOCHIAHWUKA) | imeni Bacuns Cmepanuxa,

leano-Dpanxiscvk, Ykpaina

Mera cTaTTi — aKTyali3yBaTH POJib BUIATHOIO YKpaiHChKoro (osbkiopucrta it ernorpada Kinumenrta KsiTku
(1880-1953) y cpasi gocmimkeHHs peHOMEeHa K003apcTBa i k003apiB K MpodeciitHO-CoMiaTbHOI TPYITH; BUOKPEMUTH
3n06yTku K. KBiTKM Ha HUBI K003apCTBa, OMIHUTH iX KPi3h MPU3MY NEPETHHY chep KyIbTyPH, MACTEITBA, My3UIHOL
coriomorii. Cepet IPUHIMITIB 1 METOIB TOCIIIKEHHS, III0 BUKOPHUCTAHI Y CTaTTi,— ICTOPHYHUH (1CTOPHKO-XPOHOJIOTYHHAI ),
JDKepeno3HaBumii (icropiorpadivauii), MUCTCIITBO3HABYHIA, TOPIBHSIIBHUIA, aHAITUYHUH. Buiiesranani MeTou JO3BOJIHIH
3MIHCHUTH HE JIMIIE aHali3 mpaib ctocoBHO kob3apcrBa K. KBiTKH, arne 1 1X OLiHKY 3 MO3UIIT CbOTOJCHHS, TOPIBHSITH
3 TIapaselIbHUMH JIOCITI/PKeHHIMH KoO3apcTBa oyarky XX CT., 3p0OMTH BUCHOBKH TPO crielidiky GpyHKIIOHYBaHHS 1LOTO
SIBUIIA B YMOBAaX 3MiH CepeioBHINa HOoro nmoOyTyBaHHs. HaykoBa HOBU3HA JTOCIIIKEHHS MOJISITAE B MPECTABICHHI i aHai31
pobit K. KBiTKE CTOCOBHO K003apCcTBa SIK MICTEIITBO3HABYHX 1 My3UYHO-COIIOJIOTIYHAX TPOEKTIB Ta TIEPEOCMHUCIICHH] pOITi
MHUTII B icTopiorpadii ko63apcTBa. B ocHOBI crarTi — arani3 pobit K. Ksitku — «IIpodecionanbHi HapoaHi CIiBII | My3UKaHTH
Ha Ykpaini: [Iporpama st gocininy ix aisuibHOCTI i moOyTy» (1924), «IloTpedn y cripaBi JOCTIIPKEHHS HAPOIXHOT My3HKH
Ha Ykpaini» (1925), «Mysnuna erHorpadist Ha YkpaiHi B micisipeBosmtoniini pokn» (1926), «IToOyT mipaukis» (1928) ta
iH. OcoOnuBoi yBaru HajiaHo poOoTi «IIpodecionanbHi HapoaHi CHiBLi 1 My3uKaHTH Ha Ykpaini: [Iporpama i gociiny
X IiSUTBHOCTI M OOy TY», 10 CTAHOBUTH 3aMMUTAIBHUK IS TT0JILOBOT poOoTH (osbkiopucTa-eTHOrpada. Came Ha OCHOBI
3MICTY 3allUTaHb, HaBeeHNX y nociimkerHi K. KBiTku, MoxHa 3p0OUTH BaXKIMBUN MUCTEIITBO3HABYHM 1 COITIOIOTIIHHN
3pi3 Mpo yKpaiHCchke K003apcTBO ModaTky XX cT. BUCHOBKH CTaTTi aKTyali3yroTh (pOIBKIOPHO-ETHOTpadivHi 1OCTiKSHHS
K. KBiTKH cTOCOBHO K003apcTBa Ha cydacHOMY erari. 3HadeHHs pooit K. KBiTku monsrae y MO>KIMBOCTI IX BHKOPHCTaHHS
JUTSL HOBUX MY3WYHO-COLIOJIOTIYHHX JOCII/KEHb, OLIHKK YMOB IOMIMPEHHS My3WYHHX (DOITBKIOPHHX 1 MOCT(OIBKIOPHUX
TBOPIB, aHaNI3y Cy4acHOI PEKOHCTPYKIIii K0O3apChKUX TpaUIii.

Kniouosi cnosa: Knument Kgitka; ko063apcTBo; ko03api sk npodeciiiHo-coriaibHa rpyna; J0CIiKeHHs HapOJHO-
IHCTPYMEHTAJIbHOTO MUCTEITBA; My3HUYHa COLII0JIOTIS; My3MYHO-COLIIOJIOTTYHUH HPOEKT
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KJIMMEHT KBUTKA U KOB3APCTBO | lyruak Buonerra I'puropreBna
(K 140-JIETUIO CO AHA POXKIAEHUSA | Joxmop uckycecmeosedenus, npogheccop,
NCCIHEIOBATEJA) | ITpuxapnamckuii nayuonanvmotii ynusepcumem

umenu Bacunus Cmeganuxa, Heano-®@pankosck, Ykpauna

Llenb cTaTh — aKTyanu3alus POJv BIIAIOLIETOCs YKpauHCKOro (onbkiiopucta u aTHorpada Knumenra Keurku (1880—
1953) B mene uccnenoBanus heHOMEHa K0O3apCcTBa M K0O3apeit Kak MpodeCCHOHATBHO-COIMAIBHOM TPYIIIBL; BRIACICHNEC
noctmxennit K. Ksutkn B o0macti k003apcTBa, MX OIEHKA CKBO3b MPU3MY MepecedeHus cdep KyIbTypbl, HCKyCCTBa,
My3BIKaJIbHOH corposiorn. Cpean NpUHIMIIOB M METOIO0B HCCIICIOBAHNS, HCIIOIb30BAHBIX B CTAThE,— HICTOPUIECKUN
(MCTOPUKO-XPOHOJIOTHYECKH), NCTOUHUKOBEAUECKHI (MCTOpHOrpadUuecKuii), HCKyCCTBOBETUECKHH, CPABHUTEIBHBIN,
AQHAIMTUYECKUH. BhIlIeyioMsHy TbIe METOIbI TTO3BOJIMIIN OCYIIIECTBUTH HE TOJNBKO aHain3 padoT K. KBUTkH oTHOCHTENBHO
K003apcTBa, HO M UX OLEHKY C ITO3UIIMHU HACTOSIIEI0, CPABHUTD C MapajieIbHBIMU MCCIIIOBAaHUSMH K0O3apCcTBa Hayasia
XX B., caienaTh BHIBOJIBI O crieliudurke (yHKIIMOHUPOBAHUSI 3TOTO SIBICHUS B YCIOBHUSIX U3MEHEHUI CPEIbl €ro ObITOBAHHSI.
Hay4Hast HOBU3HA HCCIIEI0BaHUS 3aKII0YAETCs B PEJCTAaBICHUN 1 aHanu3e padot K. KBUTkH oTHOCHTENBHO KOO3apcTBa Kak
HCKYCCTBOBEIIECKHX 1 My3bIKAJIBHO-COIMOIOTHIECKNX MPOEKTOB M IIEPEOCMBICTICHUH POJIM UCCIIEA0BATENS B HCTOprorpadun
ko03apcTBa. B ocHOBe crarhu — ananms pador K. Keutkn — «IIpodeccrnonanbable HapoIHbIe TEBIBI M My3bIKaHTBI Ha
VYkpaune: [IporpaMma i1t onbiTa UX AesTesbHOCTH U ObiTay (1924), «IloTpedHocTH B Aeie uccieaoBaHus HapOIHON
My3bIKkd Ha Ykpanne» (1925), «My3bIkanbHas 3THOrpadust Ha YKpauHe B MOCIepEBOIIONNOHHBIE ToAb (1926), «bbIT
nupaukoBy (1928) u ap. Ocoboe BHUMaHUE yaenaeHo padore «IIpodeccnonanbHbie HAPOIHBIC TIEBIBI M MY3bIKAHTHI Ha
VYkpaune: [IporpamMma Jij1st OTIBITA UX AESITEILHOCTU U OBITa», KOTOpas ABJISET COO0H BOTPOCHUK /IS TTOJIEBOM PabOThI
¢onpknopucta-sTHOrpada. IMeHHO Ha OCHOBE COfIepKaHMs BOIIPOCOB, IPUBENCHHBIX B nccaenoBannu K. KBuTku, MoxHO
CJIeTIaTh BaKHBIH NCKYCCTBOBEUECKUH M COLIMOIOTHYECKHI cpe3 00 yKpanHCKOM Ko03apcTBe Hadana XX B. BbIBozibI cTaTbn
aKTyaIU3HUPYIOT (DONBKIOPHO-3THOrpadmdeckue uccienoBannst K. KBuTkr oTHOoCHTENEHO K0O3apcTBa Ha COBPEMEHHOM JTalle.
3nauenue pador K. KBuTkH 3akiaroqaercst B BOSMOKHOCTH MX UCIIOIB30BAHUS TSI HOBBIX MY3BIKAJIBHO-COIIHOJIOTHYECKUX
HCCIIeIOBAaHHM, OIICHKU YCIOBHI PacpOCTPaHEHUsI My3bIKaJIbHBIX (OIBKIOPHBIX U TOCT(OIBKIOPHUX POU3BEICHHH,
aHaJIM3a COBPEMEHHON PEKOHCTPYKLUH KOO3aPCKUX TPAIMIIUM.

Kniouegvie cnosa: Knument Ksutka; ko03apcTBo; Kko03apu Kak Npo(hecCHOHANIbHO-COIMANbHAs TPYIIa;
WCCIIEJOBAaHNS HAPOJHO-WHCTPYMEHTAIBHOTO HCKYCCTBA; MYy3bIKalIbHasl COLMOJIOTHS; MY3bIKaJIbHO-COIIMOIOTHYECKIH
TIPOEKT
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