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AiAY MUCTELTB YKpaiHW, Npe3naeHT MixHa-
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NPOBIAHWM HayKOBWI CNiBPOBITHWK Hade-
Apw dinonorii ParkynsteTy couianbHMX i
ryMaHiTapHWx Hayk Knanneacekoro yHisep-
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ZOOM-nocwunaHa Ana BCiX AHIB CUMMO3iyMy:

Meeting ID: 834 9006 3489

Passcode: 868706

Yac: Kuis / BinbHioc (EET)

9:30-10:00

NMPOIrPAMA
AOEHDb 1: CEPEA, 11 nioToro

BiokputTa cumnosiymy. BitansHe cnoeo.

FOpin HOBIKOB, FOpra TPIMOHITE-BIKEJIEHE,
MinporHe ROJTIEBIHCKEHE, Pimantac CITFIOMMHCKAC,
lanuna NWWEHIYKIHA, Jinia TMPEHKO

CEKUIA 1: My3un4Hui ¢onbKnop y 4acu BiHHH Ta CyCrisibHHUX MOTPSACIHb:

10:00-10:30

10:30-11:00

11:00-11:30

11:30-12:00

12:00-12:30

nam’aTb, onip, iAeHTHYHICTb
Mogepatop: PimaHTtac CnroxmnHckac
Esa INOPEN (Pere, ®paHuis)
BirtHa AK MOMAMBICTb ANA €THOMY3MKONOTIi: 3anMcK 6PETOHCBHKMX NICEHb

y HiMeLpbKMx Tabopax AnA BIMCbKOBOMOMIOHEHMX Mif, Yac
[MepLoi CBITOBOI BIMHK Ta IX Cy4aCHe NepeOCMMUCIIEHHA

Msanua MBIHAMINIA (T6inici, Mpysia)
3BYKOBWI OMip: rPY3MHCbKA HapOAHa My3MKa Y BilHaX, KOHIIKTax Ta
npotecTHux pyxax y [pyaii

Aycte HAKEHE (BinbHroc, Jlutsa)
[MicHi, AKi 06’eaHy0Tb Hac. [aTpioTHyHI NiCHI, CKNaaeHi KiHKamMu

Onbra NETPOBWM (Tapry, EcToHis)
Bin HapopHoi nicHi 4o HauioHanbHOro peksiemy: TpaHchopmauifa «[nvee
Kaya no TUCHHI»

MEPEPBA

CEKLIA 2: IcTopia ¢onbKNOPHCTHYHNX [OCigHKEHb

12:30-13:00

13:00-13:30

13:30-14:00

14:00-14:30

Ta cy4yacHi nigxoaun Ao apxiByBaHHA
Mogeparop: AHacracis Jlro6umoBa

IpnHa JOBTANOK (/1bsiB, YxpaiHa)
BonuHcbki ekcneauuii Pepopa o LtenHrensa

Nina JOBPAHCbKA (/1bsiB, Yrpaina)
My3auyHumr donbrnop i3 Bonuni Ta lMNoniccAa y npoekTi 6aratoToMHOro
BMAaHHA npaup Pinapeta Koneccu

Onekcanap KPOMNMUBHWW (Kuis, Yrpaina)
[MpoeKT cTaHpapTy MeTagaHux A4/ ONUCY 3pasKiB YKPAIHCLKOro My3uy-
Horo ¢onbKnopy

MEPEPBA

CEKLUIA 3: AKTyani3auia Ta TpaHcgopmaLlia TpagnLiHHOI KynbTypH

14:30-15:00

y cy4acHOMYy My3UYHOMY rPOCTOPI
Mogeparop: lanmHa lNweHiykiHa
FaHHa KAPACDb (/saHo-®paHKiBCbK, YipaiHa)

36epekeHHs | akTyanisauis nagKaHHA AK ACKPaBOro BUABY
HemaTepianbHOI AyXOBHOI cnafWwmH1 YKpaiHu

ZOOM link for all days of the Symposium:

Meeting ID: 834 9006 3489

Passcode: 868706
Time: Kyiv/Vilnius (EET)

9:30-10:00

PROGRAMME
DAY 1: Wednesday, February 11

Opening ceremony. Welcome from the Organizing Committee.
Yurii NOVIKOV, Jurga TRIMONYTE-BIKELIENE,

Zydroné KOLEVINSKIENE, Rimantas SLIUZINSKAS,

Halyna PSHENICHKINA, Lilia HYRENKO

SESSION 1: Musical Folklore in Times of War and Social Upheaval:

10:00-10:30

10:30-11:00

11:00-11:30

11:30-12:00

12:00-12:30

12:30-13:00

13:00-13:30

13:30-14:00

14:00-14:30

Memory, Resistance, Identity
Moderator: Rimantas SliuZinskas
Eva GUILLOREL (Rennes, France)
War as an Opportunity for Ethnomusicology: Breton Song Recordings

in German Prisoner Camps During the First World War and Their
Contemporary Reappropriation

Gvantsa GHVINJILIA (Tbilisi, Georgia)
Sounding Resistance: Georgian Folk Music in Georgia's Wars, Conflicts,
and Protest Movements

Austé NAKIENE (Vilnius, Lithuania)
Songs that Unite Us. Patriotic Songs Composed by Women

Olha PETROVYCH (Tartu, Estonia)
From Folk Song to National Requiem: the Transformation of the Song
«Plyve Kacha Po Tysyni»

BREAK

SESSION 2: History of Folkloristic Research
and Contemporary Approaches to Archiving
Moderator: Anastasiia Liubymova

Iryna DOVHALIUK (Lviv, Ukraine)
Fedir von Steingel's Expeditions to Volhynia

Lina DOBRIANSKA (Lviv, Ukraine)
Musical Folklore from Volhynia and Polissia in the Multi-Volume Edition
Project of Filaret Kolessa's Works

Oleksandr KROPYVNY!I (Kyiv, Ukraine)
Draft Metadata Standard for Describing Samples of Ukrainian Musical
Folklore

BREAK

SESSION 3: Actualization and Transformation of Traditional Culture

14:30-15:00

in the Contemporary Musical Space
Moderator: Halyna Pshenichkina
Hanna KARAS (/vano-Frankivsk, Ukraine)

Preservation and Actualization of Ladkannia as a Vivid Manifestation of
Ukraine’s Intangible Spiritual Heritag


https://us02web.zoom.us/j/83490063489?pwd=zrDRT5PtRAmV6V5DMwhhFckjvTbK51.1 
https://us02web.zoom.us/j/83490063489?pwd=zrDRT5PtRAmV6V5DMwhhFckjvTbK51.1 

15:00-15:30

15:30-16:00

16:00-16:30

16:30-17:00
17:00-18:30

BaneHtuHa BPOHAO3A (MAPTUHIOK) (JHinpo, YkpaiHa)
My3unuHni donbknop [JHINponeTpoBLLMHNW Y NPOdECIUHIM My3HL

Onekcinn BOFONMKOBOB ([Hinpo, YxpaiHa)
l'yuynbcbKa KynbTypHa Tpaaumuia y dopMyBaHHI KOHLLENLiM Axa30BOI Ta
nonynApHoOi My3uKkK YKpaiHu

Onbra MYCIHA (Jrinpo, Yrpaiva)
PeKkoHCTpyKLUiA TpaguuiMHOro Becinna AK 3acib 36epemeHHn
Ta nonynAapu3aLii KynbTypHOI cnagwunHy [JHinponeTpoBLLMHK

NMEPEPBA
KOHUEPT «AIANTOTMN 3 TPAAULIEIO: FOLK — LIVE — NOW»

AEHb 2: YETBEP, 12 nioTtoro

CEKLIA 4: PerioHanbHi, }xaHpoBi Ta BHKOHaBCbKi 0COb6/IMBOCTI

9:00-9:30

9:30-10:00

10:00-10:30

10:30-11:00

11:00-11:30

11:30-12:00

12:00-12:30

12:30-13:00

13:00-13:30

TPagHLUIUHOI MYy3HKH
Mogeparop: lannHa [NweHiykiHa
KOpinn PUBAK (/1bsiB, Yrpai+a)
Tpaauuivna kynetypa i nicHi JJoHewdnHn B poku [onogomopy
KaTtepuHa YK (Xapris, Yrpaira)
HKosaubKi Ta YymaLbKi NiCHI TpaauLIii NnepexiaHOI ETHOKYNBTYPHOI 30HM
(MMisHivHOro Haga3os's Ta CyMiKHMX perioHis)

AnacTacia IOBUMOBA (JHinpo, Yxpai+a)
O6psanosui i no3aobpanosui ponbkriop MNieaHA YKpainu:
[0 NUTaHHA acUMeTpii TPaAMLIMHOIrO NiICEHHOro penepTyapy

MEPEPBA

Mogepatop: PimaHTac CnroxmnHckac
Pitic AMBPA3ABIYKOC (BinbHroc, Jintea)
MopTtpeTtv TpagmuinHoro ctunio cnisy: Mape Kyomiote-HasiukeHe (JTur-
Ba, [3ykis)
Bap6apa CHEMEK- 'YHKMHCbKA (Bapwasa, Monsuya)

My3uyHi Tpagmuii BapLuaBCbKWxX NanomHuKiB Ao AcHoi lopu:
penepTyap i NpakTMKa Ha OCHOBI 3i6paHnx Axepen

Bipa MAOAP-HOBAK (Vxropoa, YkpaiHa)
Cneumodika HapogHOi My3WKKW Ha TEPUTOPIi BOTIOBELbKMX BOMKIB
3akapnaTTa

Oamiane FTOPOENALSE (T6inici, [pysis)
PerioHanbHi Ta ctunicTMyHi ocobnuBocTi nonidoHii MNypii: Tpaguuis,
IMNPOBI3aLif i CNaAKOEMHICTb Tpaguuii

MEPEPBA

CEKL|IA 5: CTpyKTYypHHI Ta NOpiBHANIbHUA aHani3 TpagnLUiHHOI

13:30-14:00

MiCeHHOI KynbTypH
Mogepatop: lanuHa lNweHidKiHa

Bipa OCAQYA (Xapris, Yrpai+a)
MapapnrmansHWi Niaxia, A0 aHanidy YKpaiHCbKOI HAPOAHOMNICEHHOI NIPUKK

15:00-15:30

15:30-16:00

16:00-16:30

16:30-17:00
17:00-18:30

Valentyna BRONDZIA (MARTYNIUK) (Dnipro, Ukraine)
Musical Folklore of the Dnipro Region in Professional Music

Oleksii BOGOLIUBOV (Dnipro, Ukraine)
Hutsul Cultural Tradition in Shaping Concepts of Jazz and Popular Music
in Ukraine

Olha HUSINA (Dnipro, Ukraine)
Reconstruction of Traditional Weddings as a Means of Preserving
and Promoting the Cultural Heritage of the Dnipro Region

BREAK
CONCERT «DIALOGUES WITH TRADITION: FOLK - LIVE — NOW»

DAY 2: Thursday, February 12

SESSION 4: Regional, Genre, and Performance Characteristics of

9:00-9:30

9:30-10:00

10:00-10:30

10:30-11:00

11:00-11:30

11:30-12:00

12:00-12:30

12:30-13:00

13:00-13:30

Traditional Music
Moderator: Halyna Pshenichkina

Yurii RYBAK (Lviv, Ukraine)
Traditional Culture and Songs of the Donetsk Region during the Holodomor

Kateryna ZHUK (Kharkiv, Ukraine)
Cossack and Chumak Songs in the Tradition of a Transitional
Ethnocultural Zone (Northern Azov Region and Adjacent Areas)

Anastasiia LIUBYMOVA (Dnipro, Ukraine)
Ritual and Non-Ritual Folklore of Southern Ukraine: on the Issue
of Asymmetry of Traditional Singing Repertoire

BREAK

Moderator: Rimantas SliuZinskas

Rytis AMBRAZEVICIUS (Vilnius, Lithuania)
Portraits of Traditional Singing Style: Maré Kuodzitté-Navickiené
(Lithuania, Dzakija)

Barbara SNIEZEK-GUZYNSKA (Warsaw, Poland)
Musical Traditions of Warsaw Pilgrims to Jasna Gora: Repertoire
and Practice Based on Collected Sources

Vira MADIAR-NOVAK (Uzhhorod, Ukraine)
Specific Features of Folk Music among the Volovets Boikos
of Transcarpathia

Damiane GORDELADZE (Tbilisi, Georgia)
Regional and Stylistic Features of Gurian Polyphony: Tradition,
Improvisation, and Cultural Continuity

BREAK

SESSION 5: Structural and Comparative Analysis

13:30-14:00

of Traditional Song Culture
Moderator: Halyna Pshenichkina

Vira OSADCHA (Kharkiv, Ukraine)
The Paradigmatic Approach to the Analysis of Ukrainian Folk Song Lyrics



14:00-14:30

14:30-15:00

15:00-15:30

Oansa BIMIHEHE (BinsHtoc, JTutsa)
JlnutoBCcbKa ponbknopHa putmodopmyna 5+3: y nowykax gasHix 6anto-
CNOB'AHCBLKMX 3B'A3KIB

Ipuna KITMMEHKO (Kuis, YkpaiHa)
CunabiyHa popmyna V5+3 Ak ogHa 3 MOpdOnoriyH1x Makpomoaenen
CNOB'AHO-6aNTCbKOro PaHHLOTPAAMLIMHOIO MENOMacHBy

NMEPEPBA

CEKLIA 6: O6bpsagoBsi aHpH yKpaiHCbKOro ¢osibKaopy:
perioHasnbHi Ta My3M4YHO-CTHITICTHYHI OCOBTMBOCTI

15:30-16:00

16:00-16:30

16:30-17:00

17:00-17:30

17:30-18:00

18:00-18:15
18:15-19:30

Mogeparop: AHacracis Jlrob6umosa

€ereH EDOPEMOB (Huis, YrpaiHa)
PycanbHui TxaeHb Ha LleHTpansHomy Monicci: cTaH Tpagmuii B KiHLUi
XX — Ha nouatry XXI cT.

NMioamuna IBAHHIKOBA, Mapraputa CKAXKEHWK (Kuis, Yrpaira)
Hynanbcbkui 06pag y mexupivdi Xomopu ta Cnyya: akuioHanbHa
I My3nyHO-BepbanbHa CKknagoBsa (kineub XIX — nowatok XXI cTonite)

HanHa AHKOBCbKA (Octpor, Ykpai+a)
Moturem 11 06pasn KynanbCbKK1x NiCeHb Ta 0COBNMBOCTI Nepebiry ceATa
Ha CnasyTuuni (32 noboBuMKM 3anrcamm)

Hapia XAHIC (KwuiB, YrpaiHa)

JipnyHi BecinbHi NicHi wecTuaonebHoi ocHoBK y Moboxki Ta CepenHin
HapaHinpAHWMHI: puTMocKnabivHi BapiaHTK Ta TepuTopianibHa
JMHaMIKa iX BUO03MiH

Codia MAMYYP (/1bziB, YrpaiHa)
IHBONIOLiA BECiNbHOro 0bpaay y BonMHCbKOMY ceni Kpemew Kpisb
CTONITHIO NPU3MY

MEPEPBA
MPE3EHTALLII
(Okcana KY3SbMEHKO, Mina NMETPOLWUEHE, Pimantac CITHOMMNHC-

KAC, Msanua FBIHOMKINIA, Ipuna KIMTMMEHKO, Jliva JOBPAHCBHKA,
HanHa AHKOBCBKA, Aycte HAKEHE)

OEHDb 3: ATHULA, 13 nioToro

CEKLIA 7: HemaTtepianbHa KynbTypHa cnagumnHa: 36epexeHHA obpAagis,

9:00-9:30

9:30-10:00

10:00-10:30

¢decruBaniB i My3anMYHUX TPagHLIH
Mogaepartop: PimaHtac CrnroxmHcKac
Bionetta AYTYAK (/Bano-®paHkischK, YrpaiHa)

MixkHapoaHui pisaBaHui dectmnsans «Konaga Ha Mananax»
AIK MPOMOLLiA HeMaTepiasibHOI KyNbTYPHOI CNafLWLMHK

Nina NETPOLWWEHE (Knasinena, /lutsa)
My3aununni ponbknop Manoi JInTeu B cyvacHiv npakTuLi 36epereHHs
KyNbTYPHOI CnaaLwmnHu

Maona BAP3AH (Kacrenspparko Bererto, Itanis)
«Maskarada d’ Santa Plonia»: Big apxaiuHoi TpaguLii A0 HecTabinbHOCTI

14:00-14:30

14:30-15:00

15:00-15:30

Daiva VYCINIENE (Vilnius, Lithuania)
Lithuanian Folklore Rhythm Formula 5+3: in Search of Ancient Baltic-
Slavic Links

Iryna KLYMENKO (Kyiv, Ukraine)
The Syllabic Formula V5+3 as a Morphological Macromodel within the
Slavic-Baltic Early Traditional Meloarea

BREAK

SESSION 6: Ritual Genres of Ukrainian Folklore:

15:30-16:00

16:00-16:30

16:30-17:00

17:00-17:30

17:30-18:00

18:00-18:15
18:15-19:30

Regional and Musical-Stylistic Features
Moderator: Anastasiia Liubymova

Yevhen YEFREMOV (Kyiv, Ukraine)
The Rusalka Week in Central Polissia: The State of the Tradition in the
Late 20™ and Early 215! Centuries

Liudmyla IVANNIKOVA, Marharyta SKAZHENYK (Kyiv, Ukraine)
The Kupalo Ritual in the Homora and Sluch Rivers Basin: Action
and Musical-Verbal Components (Late 19% — Early 21¢ Centuries)

Zhanna YANKOVSKA (Ostroh, Ukraine)
Motifs and Images in Kupalo Songs and Features of the Feast in the
Slavutych Region (based on Field Recordings)

Nadiia KHANIS (Kyiv, Ukraine)

Lyrical Wedding Songs with a Six-Beat Base in Pobozhzhia and the
Central Naddniprianshchyna Region: Rhythmic-Syllabic Variants
and Territorial Dynamics of their Modifications

Sofiia MAMCHUR (Lviv, Ukraine)
The Involution of the Wedding Ceremony in the Kremesh Village
(Volhynia) through the Prism of a Century

BREAK
PRESENTATIONS ) _ 5
(Oksana KUZMENKO, Lina PETROSIENE, Rimantas SLIUZINSKAS,

Gvantsa GHVINJILIA, Iryna KLYMENKO, Lina DOBRYANSKA,
Zhanna YANKOVSKA, Austée NAKIENE)

DAY 3: Friday, February 13

SESSION 7: Intangible Cultural Heritage: Preservation of Rituals,

9:00-9:30

9:30-10:00

10:00-10:30

Festivals, and Musical Traditions
Moderator: Rimantas SliuZinskas
Violetta DUTCHAK (/vano-Frankivsk, Ukraine)

International Christmas Festival «Koliada na Maizliakh» (/vano-Frankivsk)
as a Promotion of Intangible Cultural Heritage

Lina PETROSIENE (Klaipéda, Lithuania)
Musical Folklore of Lithuania Minor in Contemporary Heritage Practice

Paola BARZAN (Castelfranco Veneto, Italy)
The Maskarada d’ Santa Plonia, from the Archaic Tradition
to Unsustainability



10:30-11:00

11:00-11:30

BepHapa 'APAU (Hitpa, CrnosayymHa)
EnemeHTH TpaguuiviHOi CnoBaubKOi My3WKKW Y CNIMCKax HemaTepiasbHOI
KynbTYPHOI CNalmMHK — MOTUBALLIA, CTpaTerii, HacNiaKK

NMEPEPBA

CEKLJIA 8: lNpaKTHK1 peKOHCTPYKUii Ta BigpoaXeHHA My3UYHOro ¢osibK/Iopy

11:30-12:00

12:00-12:30

12:30-13:00

13:00-13:30

13:30-14:00

14:00-14:30

14:30-15:00

CEKLIA 9:

15:00-15:30

15:30-16:00

16:00-16:30

16:30-17:00

17:00-17:30

17:30-18:00

Mopepatop: lanuHa lNweHiyKiHa
Tanee CEPI (Tapry, Ectonis), lnHa JNICHAK (Tapty, Ectonia / Kuis,
VKpai+a)
HoHuenTyanizauis BigpoakeHHA HapoaHoi My3uku: Parimusmuusika
B €CTOHCbKOMY Ta YKPaiHCbKOMY KOHTEKCTax

Napuca NNYKALWLEHKO (/1b5i8, Yxpai+a)
PeBariBaniam Ta peKOHCTPYKTUBHE BUKOHABCTBO: Ha NepexpecTi 3axiaHWX
Ta YKpaiHCbKMX Niaxoais

€nena MOBAHOBIM (5enrpaa, Cepbis)
BuKnnkKn B cyvacHin nepepadi niceHb CTapLUIOro NOKOMIHHA B CEPOCHKIN
CINbCbKIM BOKasbHIM Tpaauuii

Cimona I’AT'OCTIHO (Puwm, Itanis)
Tpaauuia Ta BIOPOAKEHHA: AeAKI NPUKNAAM 3 TaHLIOBaSIbHOI
Ta My314HOI cnaawuHu ltanii

Bapca JTOTKYTE-3AKAPEHE (BinbHroc, Jlutea)
Buae donbknopHoro pyxy: Ha cueHi Ta nosa ii mexamu. [locsig ny6nidHmx
3axoais

AHToHiHa ABAPOBA, IpuHa CIKOPCbHKA (Kuis, YrxpaiHa)
TBopuiCTb yKpaiHCbKOro $ponbKNOPHOro aHcambnto «<Hammcto»
(BinsHroc, JTutBa) B KOHTEKCTI peBiTanisauiiHoro pyxy

NEPEPBA

TpaaguuiviHa iHCTpyMeHTasrlbHa My3HKa: AOC/iAMeHHS,
BMKOHaHHA Ta neparorika
Moaeparop: PimaHTac CrroxmnHcKac

Ynbpix MOPI'EHLWUTEPH (BigeHs, AscTpis)
LLle pa3d npo «HaLioHanbHi IHCTPYMEHTH»

Ayren BAPBILWHIKAY (Bpowunas, [Monbiya)
3ByKOpAL Ta annikatypa 6inopyCbKO-TMTOBCLKUX AyA: AKepena, PEKOH-
CTPYKLIA Ta 3B'A3KM 3 IHLIMMKW TPaaMLIAMK

lamna KIPOEHE (BinbHroc, J/Tutaa)
JINTOBCBKI pyKOMMUCH IHCTPYMEHTaNbHOI My3WKKW novaTky XX CcToniTTA: ine-
onoriyHa nepcrneKkT1ea

BikTopia APMOJIA (/TbsiB, Yrpai+a)
KpyTak Ha 3axigHomy [Monicci: HOBI MaTepiany gns [oCniAKeHHA

fApema MNABJIB (/1bsiB, Yxpai+a)
Hocsig BnpoBaaxeHHA Kypcy «HapoaHOIHCTpyMeHTalbHe BUKOHABCTBO:
Teopia | NpakTMKka» y HaB4anbHWK npouec JIHMA im. M. B. Jlncenka

NMEPEPBA

10:30-11:00

11:00-11:30

11:30-12:00

12:00-12:30

12:30-13:00

13:00-13:30

13:30-14:00

14:00-14:30

14:30-15:00

Bernard GARAJ (Nitra, Slovakia)
Elements of Slovak Traditional Music on the Lists of Intangible Cultural
Heritage — Motivations, Strategies, Consequences

BREAK

SESSION 8: Reconstructive Practices
and Revivalism of Folk Music
Moderator: Halyna Pshenichkina
Taive SARG (Tartu, Estonia), Inna LISNIAK (Tartu, Estonia/Kyiv, Ukraine)

Conceptualising the Revival of Folk Music: Parimusmuusika in the
Estonian and Ukrainian Contexts

Larysa LUKASHENKO (Lviv, Ukraine)
Revivalism and Reconstructive Performance: at the Crossroads
of Western and Ukrainian Approaches

Jelena JOVANOVIC (Belgrade, Serbia)
Challenges in Transmitting Songs of the Older Layer in Serbian Rural
Vocal Tradition Nowadays

Simona D’AGOSTINO (Rome, ltaly)
Tradition and Revival: Some Examples in the Dance and Music Heritage
of ltaly

Varsa LIUTKUTE-ZAKARIENE (Vilnius, Lithuania)
The Expression of the Folklore Movement: On-Stage and Off-Stage
Activities. The Experience of Public Events

Antonina AZAROVA, Iryna SIKORSKA (Kyiv, Ukraine)
The Work of the Ukrainian Folk Ensemble «Namysto» (Vilnius, Lithuania) in
the Context of the Revitalisation Movement

BREAK

SESSION 9: Traditional Instrumental Music: Research,

15:00-15:30

15:30-16:00

16:00-16:30

16:30-17:00

17:00-17:30

17:30-18:00

Performance, and Teaching
Moderator: Rimantas SliuZinskas

Ulrich MORGENSTERN (Wien, Austria)
Revisiting «National Instruments»

Eugen BARYSHNIKAU (Wroclaw, Poland)
Scale and Fingering of Belarusian-Lithuanian Bagpipes: Sources,
Reconstruction, and Links to Other Traditions

Gaila KIRDIENE (Vilnius, Lithuania)
Early 20"-Century Lithuanian Instrumental Music Manuscripts:
an Ideological Perspective

Viktoriia YARMOLA (Lviv, Ukraine)
Krutak in Western Polissia: New Materials for Research

Yarema PAVLIV (Lviv, Ukraine)

Experience of Implementing the Course ‘Folk Instrumental Performance:
Theory and Practice’ in the Educational Process of the Lviv M.V. Lysenko
National Academy of Music

BREAK



18:00-18:30

18:30-19:00

19:00-19:30

19:30-20:00

20:00

Mopaeparop: AHacrtacisa JlrobumoBa

Bina MANYBIHCKEHE (Kayrac, /luTsa)
Tpaagunuivni kanklés Ta BUKOHaBLI Ha HWX y IMTOBCBKIM E€THIYHIA KyNbTYPI
(apyra nonosuna XIX — nouatok XXI ctoniTTa)

Napuca HOBUKOBA (Xapkis, YxpaiHa)

Ho63apcbke BrKoHaBcTBO CnobigyunHu: 6yTTa, HEBYTTA, BiAPOAKEHHS
Apsigac KIPOA (Anityc, Jlutsa)

JlocBia BUKNagaHHA TpaaMLIMHOI FAPMOHIKK B My3WYHIM LLKOI

B [aykii, Misaenra Jutea (npeseHTauis)

Irop XOOKAHIA30B (3apsaHui, YxpaiHa)
Cas, cTapOBUHHWI KPUMCbKWUIA My3WUYHWUM iIHCTPYMEHT

MACYMKHU CUMNO3IYMY

18:00-18:30

18:30-19:00

19:00-19:30

19:30-20:00

20:00

Moderator: Anastasiia Liubymova

Vida PALUBINSKIENE (Kaunas, Lithuania)
Traditional Kanklés and Kanklés Players in the Lithuanian Ethnic Culture
(in the Second Half of the 19" Century — Beginning of the 21 Century)

Larysa NOVYKOVA (Kharkiv, Ukraine)
Kobzar Performance in Sloboda Ukraine: Existence, Non-Existence, Revival

Arvydas KIRDA (Alytus, Vilnius, Lithuania)
Experience of Teaching Traditional armonika at a Music School
in Dzakija, South-Lithuania (presentation)

lhor KHODZHANIIAZOV (Zarvantsi, Ukraine)
Saz, a Historical Musical Instrument of Crimea

CONCLUDING REMARKS
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TBOPYICTb YKPAIHCbKOIO ®OJIbKITOPHOIO AHCAMBJIHO
«HAMWNCTO» (BinbHtoc, Jlutea)
B KOHTEKCTI PEBITAMISALIMHOIO PYXY

PeKoHCTpyKLIA aBTEHTUYHOrO My3MYHOIrO GONBKIOPY € HA CbOrOAHI OOHWM i3 HAMMEPCNEKTUBHI-
LWKX HanpAMiB Moro peuenuii. BiH mae Ha meTi BIATBOPEHHA My3MYHOIrO GpONbKNOPY MaKCHUMasbHO
HabnuKeHo A0 aBTEHTMYHMX 3paskiB. By 3anovaTtkoBaHui y cepeanHi 1970-x poKiB eTHONoramm
BinbHiocbroro yHiBepcuteTy. Lo ineto niaxonunu i BTIMWAK y MUTTA CTYAEHTU-MY3MKO3HaBLI K1iBCbKOI
KoHcepBaTopii nia KepiBHMUTBOM EBreHa Edpemosa (Ha ToM yac acnipaHTa BiOMOro eTHOMY3u-
Konora Iropa MauiescbKoro). Byno aaificHeHO Kinbka GponbKNopHUX ekcneaumuin no YKpaiHi Ha yoni
3 BUAATHUM eTHOMy3uKonorom Bonogummnpom MateieHKom | 3pobneHo cnpoby BiATBOPUTH 3anycaHi
NiCHI B NOYyTiv | ayaio3adikcoBaHin MaHepi. Tak HapoamBscA rypt «[peBo» — KONEKTUB, AKMM 3anncye
HapOAHI NicHi, 6arato KOHUEpPTY€E, NPOBaANTL ManMCTep-KiacH, Ae AiNUTbCA AO0CBIAOM TOLWO —
B YKpaiHi Ta no3a ii Mexamu.

3 nouyatkowm BirHK 2022 p. 3 Ykpainu go Jluten nepeixana ManumHa Mwerivkita (Kavop) — BuxosBaHKa
(cTyneHTKa, a 3rogom i acnipaHTra) €. EdpemoBsa, KaHaMOaTKa MUCTELTBO3HABCTBA, €THOCMNIBaYKa.
Tam BoHa o4onmna GonbKIoPHUM rypT, HassaHui «<Hamucto» (2023), WO BUKOHYE yKpaiHCLKY Tpaam-
LiMHY My3WKy B aBTEHTUYHOMY CTUITi, TPOAOBKYOUM Tpaauuii «[Jpesa». CborogHi B Moro penepryapi —
noHaz 50 niceHb pi3HMX TPAAMLIMHUX HaHPIB: KaneHaapHO-06pAA0BI, BECINbHI, CouianbHO-NOBYTOBI,

}apTIBNMBI, MMHKW TOLLLO, @ TAKOX TaHL M xopoBoau. BinbLuicTb i3 TBOPIB y penepTyapi KONEeKTUBY y3ATi
3 BNacHWx ekcneaumuinHnx 3anucis . [NwerivkiHoi Ta ii Koner y pi3HWX KyToukax YKpaiHu, nepeBakHo
y HapgaHinpaHwwmHi. AHcam6nb NonynApu3ye YKpaiHCbKI NICHI: aKTUBHO KOHLepPTYE, 6epe yyacTb y
YMCNEHHUX GONBKNOPHMUX PecTrBanAxX Ta GnarodiMHMX aKuifax Ha NIATPUMKY YKpaiHu. Y BiOTBOPEHHI
$ONbKNOPHKX 3paskiB aHCamMb/lb JOTPUMYETLCA MPUHLMMNY TOYHOI PEKOHCTPYKLIT 3i 36eperReHHAM
perioHanbHUX BUKOHABCbKO-CTUMICTUYHMX | iaNeKTHUX 0CO6IMBOCTEN.

THE WORK OF THE UKRAINIAN FOLK ENSEMBLE
«NAMYSTO» (Vilnius, Lithuania)
IN THE CONTEXT OF THE REVITALIZATION MOVEMENT

The reconstruction of authentic musical folklore is currently one of the most promising directions
of its reception. It aims to reproduce musical folklore as closly as possible to authentic samples. It
was initiated in the mid-1970s by ethnologists of Vilnius University. This idea was picked up and
implemented by musicology students of the Kyiv Conservatory under the leadership of Yevhen Yefremov
(at that time a graduate student of the famous ethnomusicologist Ihor Matsievsky). Several folklore
expeditions, led by the outstanding ethnomusicologist Volodymyr Matvienko, were carried out across
Ukraine in an attempt to reproduce the recorded songs in the manner they were heard and captured.
Thus was born the group «Drevo» — a collective that records folk songs, gives many concerts, conducts
master classes, and shares experiences in Ukraine and beyond its borders.

With the beginning of the war in 2022, Halyna Pshenichkina (Kachor) — a former student and later
graduate of Yevhen Yefremov, Candidate of Art History, and ethno-singer — moved from Ukraine to
Lithuania. There she led a Ukrainian folklore group called «Namysto» (2023), which performs Ukrainian
traditional music in an authentic style, continuing the traditions of «<Drevo». Today, its repertoire includes
more than 50 songs of various traditional genres: a full calendar cycle, wedding, social and lyric,
humorous, hymns, etc., as well as dances and circle dances. Most of them are H. Pshenichkina’s
own field recordings and her colleagues’ in different parts of Ukraine, mainly in the Dnipro region. The
ensemble popularizes Ukrainian songs: it actively performs at concerts, and participates in numerous
folklore festivals and charity events in support of Ukraine. In reproducing folklore samples, the ensemble
adheres to the principle of accurate reconstruction while preserving regional performance, stylistic,
and dialectal features.
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MOPTPETU TPAOULIMHOIO CTUNKO CNIBY:

MAPE RYOOKKOTE-HABILKEHE
(NMutea, O3ykis)

Mape HagiuxeHe (ais. KyoopioTte) 3acnymeHo BBaKaETbCA OAHIEHD 3 KOPOsEB niceHb Laykii
(niBaeHHo-cxigHa JluTea); ii, MabyTb, MOXHA BBaKaTHM HAMACKPABILLOK «3iPKOKD» COMBHOMO ChiBy
LbOro eTHorpadiyHOro perioHy.

Y ponosigi 6yayTe NnpeacTaBneHi pe3ynsraTv AOCAIAKEHHA CTUMO CMiBY L€l cniBayku. [1ig noHATTAM
«CTWUNb CNIiBYy» PO3YMIETLCA NOEAHAHHA OKPEMUX MOr0 eNeMEHTIB: 3BYKOPALY, PUTMIYHOI iIHTepnpeTa-
uii, AMHaMikM (3MiH y piBHI 3ByKy), OpHaMeHTaLi Ta IHWKWX BoKanbHKUX NpuKkpac (riccanao, sibpato),
ABMLL, NOB'A3aHMX i3 GOHETUKOI (BOKaNbHE BUKOHaHHS, BOKAN30BaHi NPUIrofoCHI, aTaku Ha NoYaTky
CKNaais, BUMOBA) Ta BOKa/IbHOK TexHiKow. Hanpuknag, 6yno BCTaHOBNEHO, WO My3WUUHi 3ByKOPSA-
A1 € NPOMIMHUMM Mi AiaToHi4HMMKM (@60 HagiTh 12-TET TemMnepoBaHUMM) Ta eKBITOHIYHMMM (Konu
IHTEPBASM MiX CyCIAHIMM HOTaMK NPUBIM3HO OAHaKOoBI). AGO, KONM Napy PIBHUX PUTMIYHMX 3HAYEHb
IHTEPMPETYTLCA 3a AOMNOMOIOK NaTepHy «3BOPOTHOMO CBIHry» (MEpLUMI 3BYK KOPOTLLMI 3a APYrui;
Le, 4acoM, XapaKTepHO | AnA NeBHWUX BINOPYCbKMUX Ta YKPAIHCbKMX CTUIIB TPAAMLIMHOIO Cnisy,
LLLO MOB'A3YE A3YKCbKWUM 3i CXIAHOCIIOB'AHCLKUM apeasnom).

Bynu 3actocoBaHi METOAM aKyCTUYHOMO aHani3y, a pe3ynLTaT iIHTepnpeTyBaIMCA Ha OCHOBI ABWLL,
CMPUHHATTA MY3UKH.

PORTRAITS OF TRADITIONAL SINGING STYLE: MARE

KUODZIUTE-NAVICKIENE
(Lithuania, Dzakija)

Maré Navickiené (née Kuodziaté) is deservedly considered one of the Dzikai (Southeastern
Lithuania) queens of songs; she can probably be considered the brightest «star» of Dziikai solo singing.

Here the results of the study of this singer’s singing style are presented. Singing style is understood
as a combination of individual elements: musical scale, rhythm interpretation, dynamics (changes
in sound level), ornamentation and similar singing embellishments (glissando, vibrato), phenomena
related to phonetics (vocal performance, vocalized consonants, syllable onset attacks, pronunciation),
and vocal technique. For example, it has been found that musical scales are intermediate between
diatonic (or even 12-TET temperament) and equitonic (when the intervals between adjacent notes
are approximately equal). Or: when pairs of equal rhythmic values are interpreted using a «reverse
swing» pattern (the first sound is shorter than the second; this seems to be characteristic of certain
Belarusian and Ukrainian singing styles, which links Dzikian singing to the East Slavonic area).

Acoustic analysis methods were applied, and the results were interpreted based on the phenomena
of music perception.
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“MASKARADA D’ SANTA PLONIA>:
Bl APXAIHHOI TPAOULII OO HECTABIIbHOCTI

Mackapag Ceatoi AnonnoHii B [loconeno, ceni B Anbnax BeHeTo Ha KopaoHi Mix ITanieto Ta
ABcTpieto, € ogHUM 3 HebaraTbOx NPUKNaAIB perioHanbHOI My3WYHOI TpaauLii, Aka 36epernacs B
ICTOPUYHOMY KOHTEeKCTi. My3nyHa i TaHutoBanbHa cnaaluHa, 3beperkeHa Ta nepegaHa rpomMazoro
fIK penepTyap, TexHiKa Ta CTWU/b, JOCArae CBOro anoreto nig Yac CBATKyBaHHA KapHasasy. BoHa
6e3nepepBHO 36epirae CBOI xapakTepHi 0COBIMBOCTI Ta CKNAAHWM | IMMOOKO CUMBOMIYHUM pUTYyan
}ECTIB, NPOCTOPIB | Yacy, Ae CUMBIO3 MiX My3uKaHTaMK Ta TPaAULIMHUMW TaHLIOBa/IbBHUMKW MacKamu
Bigirpae dbyHaameHTanbHy ponb. OgHak, nourHatoum 3 1980-x poKiB, Yepes bawaHHA opraHisauiiHoro
KOMITETY PO3LUMPUTH 30BHILLHIO Y4aCTb, BECb KOHTEKCT MacKapazy noyaB 3MiHIOBATHCA i, MPOTArOM
AECATUNITb, 3 pUTyany rpomMazim BiH MOCTYNOBO NEPETBOPUBCA Ha TYPUCTHUYHY nogito. [icna naHae-
Mii BUCBITNIEHHSA B COLjia/IbHUX Mepekax NPUCKOPUIO KPU3y Mackapaay, a Npono3uLLifA NPOBIHLIMHUX
MOJITUKIB BKITFOYMTM MOrO A0 CNMCKY HemaTepianbHoi KynsTypHoi cnagwmuii FKOHECKO nig Hassoto
«ApxaiyHi KapHasanu JonomitoBrx Anbn» noripwmna BiAHOCHHWU Mi FMPCbKMMKM rPOMaZamMu Lboro
perioHy. Y cTatTi aHanisyeTbCA AMHaMIKa LbOro CUMBOJIYHOMO BUMaAKy, ApaMaTUYHUM BB 3MiH
Ha CTIMKICTb NoAii, il HACNIAKW ANA MY3UKM | TaHLO, a TAKOX ANA BiAHOCWH BCEPEANHI rpOMaaH, AKa
Ni3HO Moyana HamaraTUcA BIAHOBUTU KyNbTypHE 3HAYEHHA | iAEHTUYHICTb CBOEI TpaaumLii.

THE MASKARADA D’ SANTA PLONIA, FROM THE ARCHAIC
TRADITION TO UNSUSTAINABILITY

The Masquerade of Santa Apollonia in Dosoledo, a village in the Veneto Alps on the border
between ltaly and Austria, represents one of the few examples in the region of a musical tradition
that has remained resilient in its historical context. The music and dance heritage, preserved and
handed down by the community as a repertoire, technique, and style, culminates in the celebration
of Carnival. It has maintained, without interruption, its distinctive characteristics and a complex and
deeply symbolic ritual of gestures, spaces and times, where the symbiosis between musicians and
traditional dancing masks plays a fundamental role. However, starting in the 1980s, due to the
organizing committee’s desire to expand external participation, the entire context of the masquerade
began to change and, over the decades, it transformed from a community ritual and gradually
became a tourist event. After the pandemic, social media exposure accelerated the masquerade
crisis, while provincial politicians’ top-down proposal to include it in the UNESCO Intangible Cultural
Heritage nomination for the “Archaic Carnivals of the Dolomites” exacerbated relations among the
area’s mountain communities. The paper analyzes the dynamics of this emblematic case by tracing
the dramatic impact of the change on the sustainability of the event, its effects on music and dance,
as well as on relationships within the community, which engaged in belated attempts to recover the
cultural and identity significance of its tradition.
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3BYKOPAL TA ATNJIIKATYPA BINNOPYCBbRO-TIMTOBCbRUX OYA:
AHEPEJIA, PEROHCTPYKLIA TA 3B'A3KU
3 IHWMMU TPAONUIAMWA

Tpaaumuia rpv Ha gyai B MNiBHiuHin Binopyci Ta CxigHiv JTutsi 6yna nepepsana nicns Ldpyroi cBiToBoi
BiMHK, ane 3 1980-x POKIB ii YCMILWHO BiAPOAKYHOTb KiflbKa MOKOMiIHb EHTY3IAaCTIB — ManUCTPIB My3UYHKMX
IHCTPYMEHTIB Ta My3uKaHTIB. [1poTe B pamKax pyxy BiopOOKEHHA TPMBAIOTb CYyNepPeYKH OO0 aBTeH-
TUYHOI CUCTEMM anfikaTypu Ta HanawTyBaHHA MICLLEBKWX AyA, | B Cy4YaCHIM BUKOHABCbKIM NpaKTUL
CMIBICHYIOTb KiflbKa Miaxo4iB A0 iX HanawTyBaHHS.

Y ponosigi po3rnagatMmeTbCA iCTopia NpobnemMu, AOCTYNHI Axepena Ta pakTopw, Lo Npu3senm
A0 uiei HeogHo3Ha4vHocTI. byne npeactaBneHo o6rpyHTOBaHy PEKOHCTPYHLLIO aBTEHTUYHOI CUCTEMM
Ha OCHOBI HaABHMX Ha CbOrOAHI AOKa3IB — Hacamnepes, apxXiBHMX ayaio3anuncie — Ta AOCNIAKEHO i
3B'A30K i3 MOAA/ILHOK CTPYKTYPOIO MICLLEBOrO BOKaslbHOro penepTyapy. PekoHcTpynoBaHa cuctema
NOPIBHIOETLCA 3 IHWMMUK PErioHaNbHUMK TPaaMLIAMU FPKU Ha BOSMHL, WO NiAHIMAE NUTAHHA NPO
MOMJIMBI ICTOPUYHI Ta OpraHonoriyHi 38'A3KKM 3 Ayaamu Tuny «polonische Bock» (Monbcbki, 4ecbki,
cepB60o-NyHMUYaHCBKI TOLLO).

SCALE AND FINGERING OF BELARUSIAN-LITHUANIAN
BAGPIPES: SOURCES, RECONSTRUCTION,
AND LINKS TO OTHER TRADITIONS

The bagpipe tradition of Northern Belarus and Eastern Lithuania was interrupted after the Second
World War but has been successfully revived since the 1980s by several generations of enthusiasts —
instrument makers and musicians. Nevertheless, debates over the authentic fingering and tuning
system of the local bagpipes persist within the revival movement, and a number of tuning approaches
coexist in current performance practice.

This paper examines the history of the problem, the available sources, and the factors that have
led to this ambiguity. It presents a substantiated reconstruction of the authentic system based on the
presently available body of evidence — first and foremost archival audio recordings — and explores
its relationship to the modal structure of the local vocal repertoire. The reconstructed system is then
compared with other regional bagpipe traditions, raising the question about possible historical and
organological connections with bagpipes of the “polonische Bock” type (Polish, Czech, Sorbian,
and others).
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FYLYJIbCbKA RYJIbTYPHA TPAOWUIA Y #OPMYBAHHI
KOHLIEMLIM OXA30BOI TA NONYAAPHOI MY3MKU YKPAIHU

HocnigKeHo MexaHi3aMK, Yepes AKi ryLynbCbKa KynbTypHa TpagMLia BNMBaAE Ha OKa30By Ta Nony-
NAPHY MY3MKy Ta CTa€ BMi3HABaHO Y Cy4aCHMX KaHPOBKX popmMaTax.

Mepwnm mexaHiaMOM € TeMOPOBO-IHCTPYMEHTaNbHKM KaHan. [1o iIHCTPyMEHTIB, WO HanyacTiwe
acoujtototeca 3 Kapnatcbknm perioHom, Hanexartb Tpembita, Aprmba i uumbanu. BukopuctaHHa Lmnx
IHCTPYMEHTIB y Cy4acCHI €NEeKTPOHHIM My3U1LL NPOCTERYETLCA, 30KPEMA, Y MICHI «Zenit» yKpaiHCbKOI
BukoHasuui ONUKA.

Apyrvm € NagoBo-MenoanyHWIA KaHa NoB'A3aHUM i3 ryLynbCbKUM fagom (MiHopHa OCHOBA 3 NiaBu-
wenumm IV ta VI cryneHamu). Bin GpyHKLIOHYE AK iHTOHALiMHA MaTPULLA Ta € CYMICHWUM i3 MOAAIbHUM
MUCNEHHAM Ta IMNPOoBi3aLiMH1UMK NpakTukaMu. [oka3oBo, Wwo poboTa 3 MM NagoMm i NafoBo iMMIPO-
Bi3aLieto BinobpameHa B HaB4anbHOMY nnaHi 3 mopgansHoro conbdeaxio JIHMA im. M.B. JluceHka.
Y BnacHoMy NPOEKTI CUHTE3y Axasy M yrpaiHcbKoro ¢onbknopy «Travelling to the centre of Europe»
PO3P06IEHO KOHLEMNLIKO MOEAHAHHA MYLYyNbCbKOro nagy 3 AKa30BUMU rapMOoHiaMU. To6TO donbKnop
IHTErpyeTbCA y Axas AK cMcTemMa napameTpiB, a He AK AeKopaTuBHa uMTata. Y nonynAapHin Myau-
Ui noaibHUI MexaHi3aM 3acTocoBaHO y TBOpYOCTi Pycnanu (nepluoi nepemomHumui «EspobadeHHs»
3 YKpaiHu) 3oKkpema B anb6omi «Ouki TaHui».

TpeTin KaHan € puTMoopieHToBaHMM. MoaudikoBaHi pUTMIYHI MOAENi MyLYybCbKMX TaHLB BUKOPH-
cToBytoTbCA B nonynAapHux npoekTax Pycnann Ta ONUKA, B axka3osux npoekTax |. Sakyca, O. Boro-
nobosa Ta iH.

MyarKo3HaBUYMIM aHani3 BNacHOro apaH*yBaHHA nicHi Pycnanu «<Konomuika» ana axasosoro
¢dopTeniaHHOro Tpio, cnewjiansHo cTBopeHoro anA [NM'AToro mMixHapoAHOro eTHOMY3MKO3HaBYOIo
CUMMO3iyMy, 3aCBiAYYE NePCNEKTUBHICTb MOEAHAHHA NONYNAPHOI My3WKKW, OCHOBaHOI Ha IyLyNbCbKMX
TpaguUIfx, i3 A}Ka30BOH MOBOHO.

Y3aranbHeHo ui NpouecH 4eMOHCTPYHOTb, WO MyUyfbCbKa KynbTypa B AXKa30BiK Ta NONynApHiA
My3uLi GYHKLIOHYE AK THYYKMM pecypc iHTOHaLii, pUTMy M TeMBpy, AKMK 3a6e3nedyye 0OgHOYACHO
NOKasnbHY IAEHTUYHICTb Ta BIOAKPUTICTb A0 MMo6anbHUX CTUILOBUX KOHTEKCTIB.

HUTSUL CULTURAL TRADITION IN SHAPING CONCEPTS
OF JAZZ AND POPULAR MUSIC IN UKRAINE

This paper investigates three mechanisms through which the Hutsul cultural tradition influences
jazz and popular music, making it recognizable in modern genre formats.

The first mechanism is the timbre-instrumental channel. The instruments most often associated
with the Carpathian region include the trembita, drymba, and cymbals. The use of these instruments
in modern electronic music can be traced, in particular, in the song “Zenit” by the Ukrainian singer
ONUKA.
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The second is the cadence-melodic channel associated with the Hutsul mode (minor basis with
raised IV and VI degrees). It functions as an intonation matrix and is compatible with modal thinking
and improvisational practices. It is significant that work with this mode and cadence improvisation is
reflected in the modal solfeggio curriculum of the Lviv M. V. Lysenko National Music Academy. In the
project “Travelling to the Centre of Europe”, which synthesizes jazz and Ukrainian folklore, the concept
of combining the Hutsul mode with jazz harmonies was developed. That is, folklore is integrated into
jazz as a system of parameters, and not as a decorative quote. In popular music, a similar mechanism
has been used in the work of Ruslana (the first winner of Eurovision from Ukraine), in particular in the
album “Wild Dances”.

The third mechanism is rhythm-oriented. Modified rhythmic models of Hutsul dances are used in
popular projects by Ruslana and ONUKA, in jazz projects by I. Zakus, O. Boholyubov, and others.

A musicological analysis of Ruslana’s own arrangement of the song “Kolomyyka” for a jazz piano trio,
specially created for the 5th International Ethnomusicological Symposium, testifies to the prospects
of combining popular music based on Hutsul traditions with the jazz language.

Taken together, these processes demonstrate that Hutsul culture in jazz and popular music functions
as a flexible resource of intonation, rhythm, and timbre, which provides both local identity and openness
to global stylistic contexts.
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Y ponoBifj OKpecneHo OCHOBHI BEKTOPHM BTINNEHHA My3u4HOro ¢onbknopy dHinponeTpoBLmHmU

y cyyacHiv npodecivHii akagemiyHin Myauui. Matepianom gna aHanidy cnyrytoTb AK BfacHi aBTOPChKi
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Ta TBOpYOI TpaHchopMaLii perioHanbHOI GOoNbKIOPHOI TpaaumLii.
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3BepHEHHA A0 PONbKIOPY B MOIM KOMMO3UTOPCHKIM NPaKTULi € NPOAOBKEHHAM HaLiOHaNbHOI
Tpaguuii, 3anovatkoBaHoi M. Jlncenkom, M. JleoHToBmyem, J1. PeByubkum, B. JIATOWMHCBKUM | MOIM
yuntenem A. LLitorapeHkom, ypoaxeHuem [Hinpa, a Tako# CBIZOMMM NOBEPHEHHAM A0 KyNbTypPHOro
KOpiHHA. B ymoBax cy4acHWX COLLIOKYNBTYPHMUX BUKIMKIB, 30KpemMa NoBHOMACLITabHOI BiMHW, GONbKIOP
NoCTa€e BaX/IMBUM YUHHWUKOM HaLiOHaNbHOI camoiaeHTHdIKaLii Ta 36epereHHA KynbTypHOI nam’aATi.

CyTTeBy posb y pO3BMTKY LibOro HanpAMY BigirpatoTe TBopya aTMocdepa [JHinpoBCbKoi akagemii
MY3WKM, ChiBnpaLA BUKNadadis, BUKOHaBLIB | AOCNIAHMKIB, a TaKOX poboTa 3 perioHanbHUM $onbKIop-

HUM maTepianom. Cepen nokasoBux nNpuknagie — cteopeHHA y 2015 poui JTabopaTopii ponbknopy
Ta eTHorpadii, BUaaHHA cepii 36ipok «HapogHi nicHi cyyacHoi [HinponeTpoBLMHKW», Npem’epa KaHTaTH
«lwoB Kosak ponuHoro» (2018), HaByanbHI NOCIBHMKKM Ana 6aHaypy 3 NOMIGOHIYHUM OMnpaLOBaHHAM
perioHanbHoro ¢onbknopy: 2017 p. — «YKkpaiHCcbKa nicHA B NOMipOHIYHUX TBOpax Ansa baHaypu»,
2023 p. — «[lonidpoHiyHMM 3oWwmnT toHOro HaHaypucTar, 2025 p. — «<HeanamHa Ykpaiva. Junoria ana
6aHaypu». A Takok MaclwTabHi CUEHIYHI Ta BOKaNbHO-IHCTPYMeHTanbHi TBopu: 2019 p. — napoginHa
KOoMi4yHa onepa «AK B Aanery AaBHuHy», 2025 p. — opaTtopisa-aincteo «[yma npo Ykpainy».

My3nuHni ponbrnop JHINPONETPOBLMHN € NOTYHHUM AXEPENOM OHOBMIEHHA Cy4acHOI aKaje-
MiuHOi My3mku. Moro iHTerpauia Bin6yBaeTbca Ha Pi3HKUX PIBHAX — Bifl HABYANLHOrO pPenepTyapy A0
mMacwTabHnx ¢opmM. 3BepHEHHA A0 PONbKIOPY NOCTAE BaKIMBOK GOPMOIO KyNbTYPHOIO CPOTHBY
M YyTBEPAMEHHA HALIOHaNIbHOI IAEHTUYHOCTI.

MUSICAL FOLKLORE OF THE DNIPRO REGION
IN PROFESSIONAL MUSIC

This report outlines the main vectors of the embodiment of musical folklore of the Dnipro region
in modern professional academic music. The material for the analysis draws on both the author’s
works and the artistic and educational activities of the Dnipro Academy of Music as a center for the
preservation and creative transformation of the regional folklore tradition.

The appeal to folklore in my compositional practice is a continuation of the national tradition
initiated by M. Lysenko, M. Leontovych, L. Revutsky, B. Lyatoshynsky and my teacher A. Shtoharenko,
a native of Dnipro, as well as a conscious return to cultural roots. In the conditions of modern socio-
cultural challenges, in particular a full-scale war, folklore becomes an important factor in national
self-identification and the preservation of cultural memory.

The creative atmosphere of the Dnipro Academy of Music, the cooperation of teachers, performers
and researchers, as well as work with regional folklore material plays a significant role in the
development of this direction. Among the illustrative examples are the creation of the Laboratory of
Folklore and Ethnography in 2015, the publication of a series of collections “Folk Songs of the Modern
Dnipro Region”, the premiere of the cantata “The Cossack Walked Through the Valley” (2018), and
training manuals for bandura with polyphonic elaboration of regional folklore: 2017 — “Ukrainian Song
in Polyphonic Works for Bandura”, 2023 — “Polyphonic Notebook of a Young Bandura Player”, 2025
— “Unbreakable Ukraine. Dilogy for Bandura”, as well as large-scale stage and vocal-instrumental
works such as the parody comic opera «As in the Distant Past» (2019), and the oratorio-performance
«Duma about Ukraine» (2025).

Musical folklore of the Dnipro region is a powerful source of renewal of modern academic music. Its
integration occurs at different levels - from the educational repertoire to large-scale forms. The appeal
to folklore appears as an important form of cultural resistance and an affirmation of national identity.
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JTIMTOBCbKA ®OJ1IbRJTOPHA PUTMO®OPMVYIJIA 5+3:
Y NMOWYRAX OABHIX BAJITO-CJTOB'AHCbRUX 3B’A3KIB

MouyaTKoBI AOCHIAKEHHA NUTOBCBKOI GONBKNOPHOI PUTMIYHOT popmynm 5+3 patoTe 3MOry roso-
PUTK NPO AaBHi 3B'A3KM Mi 6aNIKaHCbKMMM, CNOB'AHCBKMMM Ta 6aNTCbKMMK HapodaMu — Temy, AKa
npvBepTae yBary AOCNIAHUKIB i3 PI3HUX HAYKOBMX rany3er noynHatoum 3 KiHua XIX ct. Y citoBin
HayLi iCHy€e 3Ha4Ha KinbKICTb Npaub, NPUCBAYEHUX 6anTo-cnoB'AHO-6anKaHCbKIM NpobnemaTuui
B Pi3HMX AucLmMniHax. HaMnpoayKTUBHILWOK B LLbOMY HanpAMi 3a/IMWAETLCA NIHMBICTMKA, TOAI AK
€THOMY3HWKONOriA 1 Joci nepebysae Ha nepudepii JocnioKeHb 6anNTo-CNoOB'AHCLKUX €THOKYNBTYPHUX
Ta €THOreHeTUYHMX B3aEMWH. BogHoyYac okpemi NMTOBCBbKI €THOMY3MKOMOTIYHI CTyAii 6ynn cnpAMOoBaHi
Ha HanaroAeHHA KOHTaKTIB | 06roBopeHHA PONbKNOPHOI My3MKK 3 AOCTIAHUKAMU 3i CIIOB'AHCBKMX
Kpai (P. Actpayckac, J1. FOutote, A. Hakene, P. CritomHcrac, A. Muukene Ta iH.). OcTaHHiIMM poKkamu
Aepani vacTiwe 3'ABNAOTLCA NpaLi YKpaiHCbKKX | 6iNOPYCbKMX ETHOMY3WKOSOriB, MPUCBAYEHi 6anTo-
cnos'aHcbkin npobnemartuui (. Knumenko, H. Janinosiv Ta iH.). . 3eMULOBCLKUI Y HU3LI CBOIX cTaTer
HaronOLLY€E Ha BaMIMBOCTI NOPIBHANBHUX 6aNTO-CNOB'AHCBKMX | HaNIKaHCbKKX, 30KpeMa 60NrapChKUX,
pocnigxeHb. Ocobnuey yBary BiH npuainae komnnekcy Balcano-Balto-Slavica ak kntovoBomy ans
€THOMY3MKOSOTIYHMX CTYAIN. 3EMLOBCbKMIM 3a3Hayvae, Wo H6anTiMcbKi Hapoau 36eperny HanaaBHiLi
€NeMEeHTHU KymnbTypH, YHaCTKOBO CriflbHI 3i CNOB'AHAaMM, WO POOUTB iX HAA3BUYAMHO LLIHHMM MaTepianom
ANA BUBYEHHA apXxaiyHOi CNOB'AHCBKOI KynbTypK. [JoCnioHWK Takok 3BEpTaE yBary Ha pUTMidHy dopmyry
543(> > 2 J 2 | 2 2 J) aKka, 3a ioro cnoctepemeHHAMM, € XapaKTEPHO A8 MHUBHMX MiCEeHb
TNurtei (O3ykin), a TakoX ANA KaneHgapHWX i BecinbHux niceHb Binopyci, CrnosayunHm Ta 6onrapcbimx
Poponis. 3a 3eMUOBCbKUM, LA popMyna HaNeXnTb A0 PIAKICHKX, WO HaOa€ i¥ BUHATKOBOI Baru Ta
PO6U1Tb 0COBIMBO 3HAYYLLIOIO AJ1A AOCNIAKEHHA €THIYHUX B3AEMMH Y 6aNTO-CNOB'AHCHKIN CMCTEMI.

Putmiyna dopmyna 5+3 y nMTOBCLKIM TpaguLii, Ha NepLwui nornag, NoeaHye ABa NPUHLMNOBO
Pi3Hi CTUNBLOBI NacTh. 3 ogHOro GOKY, Lie MOHOAIA KaneHaapHWX niceHb [3ykii — 30KpemMa afBeHTo-
PI3ABAHOrO LMKNY Ta MiCeHb, WO BUKOHYIOTLCA HAMPUKIHLI HUWB; 3 iHWoro — paruginés (nicHecnisw,
LLLO CYNPOBOOMYIOTL 06PAL NepLIoro 06xoay Noss 03MMOr0 HuUTa HaBeCH:) cxiaHoi JTUTBH, AKi MatoTb
MOHOAMYHE MOXOAMKEHHA, a Takox baraToronocca y popmi nonimopgansHux sutartinés. Menogii,
O Hanematb [0 NiHIMHOro 6araTorofoccs, € CTPOro KAHOHI30BaHWUMMW: OQHOMIHIMHI Menogaji cknaaa-
0TbCA 3 M'ATUCKIAZ0BOr0 TEKCTY Ta Tpucknagosoro npucnisy (T5+R3). Lie ceigunts npo cTabinsHicTs
CTPYKTYPM M BOAHOYAC NPO KaHOHI3aLito, XapaKTepHy A/1A apxaiyHOi pUTyanbHOI My3WKKW Ta, UMOBIPHO,
npo i AaBHe noxoaeHHA. Lia dpopmyna BBaaeTbCcA 3HaYyLWO0 ANA Noganblux AOCIAKEHb
NPOLLECIB €THOreHeay.

LITHUANIAN FOLKLORE RHYTHM FORMULA 5+3:
IN SEARCH OF ANCIENT BALTIC-SLAVIC LINKS

Initial research into the Lithuanian folklore rhythm formula 5+3 would allow us to talk about the
ancient connections between the Balkans, Slavs and Balts, which have interested researchers from

various academic fields since the second half of the 19th century. There are so many studies performed
in the world on Balts-Slavs-Balkan people in various fields. Linguists have been the most productive
with this topic. Ethnomusicology, however, remains on the periphery of studies regarding Baltic-Slavic
ethno-cultural and ethno-genetic relationships. In fact, some Lithuanian studies on ethnomusicology
were designated for making contacts and discussing folk music with varied Slavic countries (R.
Astrauskas, L. Juciuté, A. Nakiené, R. Sliuzinskas, A. Zi¢kiene, et al.). More and more Ukrainian and
Belarusian ethnomusicology works have been appearing to address Baltic-Slav issues (I. Knumerko,
H. Haninosiy et al). . Zemtsovsky brings up the importance of comparative Baltic-Slavic and Balkan
and especially, Bulgarian investigations in several of his articles. Distinct attention has focused on
Balcano-Balto-Slavica as being essential to studies on ethnomusicology. Zemtsovsky notices that the
Balts have retained the most ancient elements of culture, partially those in common with Slavs, which
provide wonderful material for investigations on archaic Slavic culture. He directed attention to the RF
5+3(> > 2 1 2 | » 2 ) that, according to his observation, is characteristic of rye harvesting
songs from Lithuania (Dztkija) and calendar and wedding songs from Belarus, Slovakia and Rodopi,
Bulgaria. The mentioned formula, as per Zemtsovsky, belongs to those that rarely appear, making
it exceptional and highly meaningful for investigating ethnic relationships in the Baltic-Slavic system.

The RF 5+38 in the Lithuanian tradition seemingly unifies two essentially different styles. These are
monophony in calendar songs from Dzukija, like Advent-Christmas and songs at the rye harvest’s
end along with paruginés hymns of monophonic origin from East Lithuania and polyphony (polymodal
sutartinés). Melodies belonging to linear polyphony are strictly canonized: single-line melodies consist
of a 5-syllable text and a 3-syllable refrain, T5+R3. This indicates the stability of the structure, and
at the same time the canonization typical of archaic ritual music and, possibly, an ancient origin. This
formula is considered meaningful for further research on ethnogenesis.

Olha
HUSINA

Lecturer at a Professional Music College,
PhD Student at the Research

and Educational Institute of the Dnipro
Academy of Music (Creative Supervisor —
Dr., Associate Professor Halyna
Pshenichkina; Scientific Consultant —

Dr. Anastasiia Liubymova),

Dnipro, Ukraine

Onbra
'YCIHA

BUKNagay PaxoBoro My3mM4yHOro
Koneay, acnipaHTka HaykoBo-
HaBYaNbHOro IHCTUTYTY [HinpoBCHKOI
aKkazeMii Myauku (TBOPUMIA KEPIBHUK —
KaHOMOAT MUCTELTBO3HABCTBA,
poueHT lNanvHa MweHiykiHa, HayKoBUM
KOHCYNLTaHT — ZOKTOP ¢inocodii
Anacrtacis JTro6umosa), OHinpo, YkpaiHa

gusinaolga2017@gmail.com gusinaolga2017@gmail.com

PEKOHCTPYKLUIA TPAOAULIMHOIO BECI11A
AK 3ACIB S3BEPEXXEHHA TA NONYNAPU3ALIT KYBTYPHOI
CNAOLMHU OHINPOMNETPOBLLUMHA

PekoHcTpyKUiA TpaguuinHoro Becinna € cneundiyHoro GopMOLO BIATBOPEHHA ICTOPUKO-KYNBTYPHOI
CnajLLUMHM, LLLO BKIIKOYAE KOMMNEKC 06pAAIB, 3BUYAIB | pUTyanis, MpMTaMaHHWX MEBHOMY perioHy abo
ICTOp1YHOMY nepioay. HaykoBe BiATBOpeHHA BeCiNbHUX Tpaaumuin nepeabadyae CUCTEMHUIM aHani3
Ta KOMMIEKCHY PEKOHCTPYKLLIK0 06pAA0BOI MOCTIAOBHOCTI, BKIKOYAOYM €NeMEHTH NiATOTOBKKU A0
LLlepPEeMOHiIi, CBATKYBaHHA Ta 3aKNHOYHUX PUTYaiB.

MeToto fOCRiAKEHHA € HAayKOBE 0BrpyHTYBaHHA HEOOXIQHOCTI PEKOHCTPYKLIT TPAAMLIMHOIO BECINNA
AK 3ac0by 36epereHHA KyNbTyYpHOI cnaalwnHn [HinponeTpoBLLMHM, Ta GOpMyBaHHA HaLOHANBHOI
camocsigomocTi. OCHOBHI 3aBAaHHA BK/IHOYaIOTL B cebe: cuctematmnsauio aKepesnbHoi 6asm (wono
PEKOHCTPYKLIM TPaaMUIMHOrO BECIIbHOro 06pAAy), aHasi3 TUNIB PEKOHCTPYKLIT Ta CTPYKTYPHUX ene-
MEHTIB BECINbHOI 06pAA0BOCTI, XapPaKTEPUCTMUKY CyHaCHMUX METOAIB PEKOHCTPYKLLI, @ TAKOMX OLLHKY iX
PO Yy BUXOBaHHI KyNbTYPHOI KOMMNETEHTHOCTI Ta NonynApu3aLii Tpaguuin cepes MOSOA.



RECONSTRUCTION OF TRADITIONAL WEDDINGS AS A MEANS
OF PRESERVING AND PROMOTING THE CULTURAL HERITAGE
OF THE DNIPRO REGION

The reconstruction of a traditional wedding is a specific form of reproducing historical and cultural
heritage, which includes a complex of rites, customs, and rituals inherent in a certain region or
historical period. The scientific reproduction of wedding traditions involves a systematic analysis and
a comprehensive reconstruction of the ritual sequence, including elements of preparation for the
ceremony, celebration, and final rituals.

The purpose of the study is to scientifically substantiate the need to reconstruct a traditional
wedding as a means of preserving the cultural heritage of the Dnipro region and of forming national
identity. The main tasks include: systematization of the source base (regarding reconstruction of the
traditional wedding rite), analysis of the types of reconstruction and structural elements of wedding
rituals, characterization of modern reconstruction methods, as well as an assessment of their role in
the development of cultural competence and the popularization of traditions among young people.
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ENEMEHTU TPAONLUINMHOI CITOBALIbKOI MY3UKU Y CIMTMCKAX
HEMATEPIATbHOI KYNbTYPHOI CNAAWMHU — MOTUBALLIA,
CTPATErI, HACNIOKW

MNepenikn enemeHTIB HemaTepianbHOI KyNbTYPHOI CNAaALWMHA € OOHWUM I3 IHCTPYMEHTIB €BPONENCh-
KOI KyNbTYPHOI MONITUKK, AKA IMPYHTYETLCA Ha 3060B'A3AHHAX, LLO BUMIMBAIOTb I3 HU3KWU JOKYMEHTIB,
NPUHHATUX HA HaAHAaLOHaNbHOMY PIBHI Ta, NicnA patidikaLyii OKpEMUMU AepraBamMu, MEPETBOPEHMX Ha
HauioHanbHe 3aKOHOAaBCTBO. Pe3ynsratoMm L€l AiANbHOCTI € BUSHAYEHHA 3HAYYLLMX €NEeMEHTIB HMMBOI
KyNbTYPHOI CNaALmWHK, AKI 3aCNyroByOTb Ha HANIEMHWUIA 3aXMCT | NIATPUMKY, WO 3a40KYMEHTOBAHO
B PenpeseHTaTBHOMY CNMCKY HemaTepianbHOi KynbTypHoOi cnaalwmHn CnosayunHu Ta PenpeseHTa-
TUBHOMY CMMWCKY HeMatepiasibHOI KyNbTYPHOI CNaALuMHK NHOACTBA.

MeToto MOro BUCTYNy € BUKOPUCTaHHA NPUKNaAiB 3i chepr TPaAMLIMHOI CNOBaLbKOI My3UKK A1A
BUCBITNIEHHA CUTYaUii, WO nepeayBana BKIKOYEHHIO L0 CMUCKY, CTpaTerii Ta MoTUBaUii iHILiaTopiB,
a TaKOX HaCNIAKIB, AKI MOXHa CnocTepiratk B iICHyBaHHI €N1EMEHTIB MiCNA iX YCMILWHOro BKIOYEHHA
no cnvcky. Oco6nuea ysara 6yae npuaineHa neBHUM TPaAMUIMHUM My3UdHUM iHCTpyMeHTam (dyspa,
BONMMHKA, 06epToHOBa driewTa), TpaauLinHIK aHcambnesin Myauui (MyanyHuii rypt 3 Tepxosoi)
Ta perioHanbHUM BoKanbHUM npossam (nonidoHiuHui cnis 3 perioHy operpoHie).
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ELEMENTS OF SLOVAK TRADITIONAL MUSIC ON THE LISTS
OF INTANGIBLE CULTURAL HERITAGE — MOTIVATIONS,
STRATEGIES, CONSEQUENCES

Lists of elements of intangible cultural heritage are one of the tools of European cultural policy,
which is based on commitments arising from several documents adopted at the supranational level
and, after ratification by individual states, transformed into national legislation. The result of these
activities is the identification of significant elements of a living cultural heritage deserving adequate
protection and support, as documented in the Representative List of the Intangible Cultural Heritage
of Slovakia and the Representative List of the Intangible Cultural Heritage of Humanity.

The aim of my contribution is to use examples from the field of Slovak traditional music to highlight
the situation that preceded the inscription, the strategies and motivations of the proposers, and the
consequences that can be observed in the existence of the elements after their successful inscription.
Special attention will be paid to certain traditional musical instruments (fujara, bagpipes, overtone
flutes), traditional ensemble music (music band from Terchova), and regional vocal manifestations
(polyphonic singing from the region of Horehronie).
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3BYKOBWWM ONMIP: FPY3UHCBKA HAPOOHA MY3MKA Y BIMHAX,
KOH®IKTAX TA MPOTECTHUX PYXAX Y TPY3II

Y pocnigMKeHHi aHani3yeTbCA COLLIOKYNbTYPHE 3HAYEHHA MPY3MHCBbKMX HAPOAHMX MiCEHb i TaHL,iB
Yy KOHTEKCTI BOEH Ta 60pOTbOM 3a CBOOOAY M HEIANEHKHICTL, i3 0COBNMBOIO yBarok A0 iIXHLOI poni
AK IHCTPYMEHTIB NoniTM4yHOro onopy. MeToro fonoBiai € NnokasaTu, AK HapoAHa My3uKa i TaHLi GyHK-
uioHyBanu B [py3ii He nuLwe nig, Yac BOEH Big, aHTUYHKMX YaciB, a M, noynHaroum 3 XIX ctoniTTa, Ak
CMMBOJTIYHI Ta KOMYHIKaTUBHI 3aCO6KW aHTUKOMOHIaNbHOrO, aHTMPAAAHCBLKOrO Ta NOCTPaAAHCHLKOMO
CMnpoTHUBY.

TeopeTnyHa ocHOBa A0CNIAKEHHA NOEAHYE TEOPIO KOHBIIKTY, AKA PO3rNALAE My3UKY AK PEaKLito
Ha HaNPYMXEHHSA, CNIPUYMHEHE CTPYKTypHUM fomiHyBaHHAM (Marx; Wallerstein), Ta Teopito KynsTypHOI
TPaBMM, L0 TPAKTYE MY3UKY AK PEMO3UTOPIM KOMEKTUBHOI Nam'aTi 1 TpaematuyHoro goceigy (Eyerman).
MeTononoriyHo AOCNIAMKEHHA CNMPAETLCA HA MIMAMCLMMNIHAPHWIA NiAXiA, NOEAHYOYM apXiBHI pO3-
BiZLKW, aHani3 NONITUYHOrO ANCKYPCY, & TAKOX MOPIBHANBHI Ta CEMIOTUYHI METOAM.
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PesynstaTv gocniameHHs 3acBigyytoTh, WO rPY3UHCBKI HAPOAHI NICHI Ta TaHLL BUXOAATb 3a MEHI CyTO
XYOOMHBbOIO BUPAKEHHSA, BTIIOOUYN IMMOOKY KOMHITUBHO-EMOLLIMHY PeaKL,ito Ha HaLLiOHaNbHI BUKITUKK
Ta PYHKLIOHYIOUM AK NOTYHHI MapKepH iAEHTUYHOCTI, TICHO NOB'A3aHI 3 KONEKTMBHOK Nam’'aATTio. BoHu
CMPMAIOTb KOHCONIAALT CMNiNIbHOTH, 3MILLHEHHIO NOYYTTA NPUHANEKHOCTI Ta HaLiOHANIbHOI CONIAAPHOCTI.

AHaniTMyHy YacTWHY [OMOBIAI 30CEpeaKeHO Ha OKpeMux npuknagax — nicHax Chakrulo, Mravaljamier,
Shavlego ta Salagobo, a Takox Ha BoeHHoMy TaHui Khorumi. LLi ponbknopHi dopmm 3 3akogoBaHu-
MW HapaTuBaMu 60pOTLOM Ta KONEKTUBHOI IAEHTUYHOCTI AEMOHCTPYIOTh, AK My3UYHO-XOpeorpagiyHi
NPaKTUKK Nig6aabopOBaIn HaLilo Mif, Yac BOEH i 30pOMHUX KOHPNIKTIB Ta cnyryBann epeKTUBHUMHU
3acob6amu MNOAITUYHOro Onopy.

Oco6nuBy yBary NnpuaineHo BUKOPUCTAHHIO HAPOAHOI My3UWKKM M TaHLo B [pysii nia 4ac npoTecTHMX
MiTUHrIB 1989 poKy Ta Mamme pivHOro NpoTecTHoro pyxy 2024—-2025 pokie, CNpUYMHEHOrO BiATEP-
MiHyBaHHAM BCTYMy KpaiHu Ao €sponercbkoro Cotody Ao 2028 poky. [opiBHANLHKUIA aHani3 NoKkasye
nepexiz Bi, NepeBaKHO CNOHTaHHUX GOPM My3MYHOro camoBupamkeHHA y 1989 poui ao ceigomoi
Ta LiNecnpAMOBaHOI IHTerpauii TpagmLiMHUX My3UYHKUX | XopeorpadiyHUX MPaKTUK — YUCIIEHHKUX
HapOAHWX niceHb, rpy Ha chiboni (TpaguuifiHOMy My3nuuHOMY iHCTPyMeHT) Ta TaHuo Khorumi —
y NnpoTecTHI akuii 2024-2025 poki..

Y niacyMKy CTBEPOMYETLCA, LLO FPY3UHCbKA HapoaAHa My3uKa | TaHeLb GYHKLIOHYOTb AK CTiMKi
3aC06M KynNbTypHOro M NOMITMYHOMO Onopy. 3aBAAKK AOCTYMHUM MY3WUYHUM CTPYKTypaMm i HAaCHUYEHUM
cumBoniui dopmam iAEHTUYHOCTI BOHWU MNOEAHYOTb ICTOPUYHY NaM’ATb i3 Cy4aCHUMU MONITUYHUMMU
pyxamu, 3MILHIOKTb coLjiarnibHy COMiAapHICTb i MNiATPUMYIOTb TPaaMLii CNPOTMBY, LLO BiAMNOBIAATbL
TpuBasnoMy nparHeHHto [py3ii 4O eBponencbKoi iHTerpadii.

SOUNDING RESISTANCE: GEORGIAN FOLK MUSIC IN
GEORGIA'S WARS, CONFLICTS, AND PROTEST MOVEMENTS

This research examines the sociocultural significance of Georgian folk songs and dances in wars
and struggles for freedom and independence, with particular attention to their role as tools of political
resistance. The study aims to demonstrate how folk music and dance have functioned in Georgia
not only in warfare since antiquity but also, from the nineteenth century onward, as symbolic and
communicative media of anti-colonial, anti-Soviet, and post-Soviet resistance.

The theoretical framework integrates Conflict Theory, which conceptualises music as responding
to tensions produced by structural domination (Marx; Wallerstein), and Cultural Trauma Theory, which
views music as a repository of collective memory and trauma (Eyerman). Methodologically, the study
adopts a multidisciplinary approach, combining archival research, political discourse analysis, and
comparative and semiotic methods.

The research demonstrates that folk songs and dances extend beyond artistic expression, embodying
a profound cognitive-emotional response to national challenges and functioning as symbols of identity
that resonate deeply with collective memory, reinforcing shared identity and belonging. The analysis
focuses on selected case studies — songs such as Chakrulo, Mravaljamier, Shavlego, and Salagobo,
as well as the war dance Khorumi — which reveal how folk expressions with encoded narratives
of struggle and collective identity encouraged the nation during wars and battles and served as
instruments of political resistance. Particular attention is given to the use of folk music in Georgia
during the 1989 protest rallies and the nearly year-long protest movement of 2024-2025, following
the postponement of Georgia's EU accession until 2028. The findings demonstrate a shift from
predominantly spontaneous musical expression in 1989 to the deliberate integration of folk musical
and choreographic traditions — such as numerous folk songs, chiboni (a traditional folk instrument)
performances, and Khorumi — into protest practices in 2024-2025.

In conclusion, Georgian folk music transcends artistic expression and functions as a durable medium
of resistance. Through accessible musical structures and encoded symbols of identity, folk songs
connect historical memory with present-day political movements, strengthen social solidarity, and
sustain traditions of resistance aligned with Georgia's longstanding aspiration for European integration.
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BIMHA AK MOMJIMBICTb A/1A4 ETHOMY3UWKONOTII:
3AMNUCU BPETOHCBbKMX MICEHb Y HIMELUBbKMX TABOPAX
1A BIMCbKOBOMOJIOHEHUX NI YAC MEPLLOI CBITOBOI
BIMHW TA IX CYYACHE NEPEOCMWCIIEHHA

BirHa, AK npaBmno, Npu3BoanTb 0 3YNMUHKKM ETHOMY3UKOMOMIYHMX NONbOBKUX AOCHIAKEHb | HAYKOBOI
po6oTu. NpoTe iHOAj BOHa CTae HecnoaiBaHMM IMMYNbCOM ANA peani3auii HOBUX NPOEKTIB, NPO LLO
cBigYaTh ayaio3anucu, 34IMCHEHI B HIMELBbKWUX Tabopax Af1A BiMCbKOBONONOHeHMX Nig, Yac lNepuwoi
CBITOBOI BiMHU. LA KonekKuia, Wwo Hanidyye Kinbka TMcAY 3anucie 6inbw Hix 250 moBamu, € nobpe
BIJOMOIO | NPOTArOM OCTaHHbOrO AECATUNITTA CTana 06'€KTOM YUCneHHUX NybnikaLii Ta HayKoBMX
OOCIOMEHb.

HonoBiab npucBayYeHa 3anMcam 6PETOHCBKOK MOBOHK — KEJITCbKOK MOBOO, IKOKO PO3MOBIA-
toTb y Bpetani (BaxigHa PpaHuis). Bonu 6ynu 3aiicHeHi B Tabopi BaxH, posTalioBaHoMy 3a Kinbka
KinomeTpiB Big, MicTa HerbH, y *oBTHI 1916 poKy. 3anncu 3po6reHo Bif, CeEMU BINCbKOBOMONIOHEHHX,
HOCIIB pPi3HWX BPETOHCBLKMX AianekTiB. 3aranom 36epernocs 65M3bKO TPUALATU POHOrpaM, cepes,
AKWX OBaHAALUATb NiCEeHb | YOTUPW MeNoAii, HACBMUCTaHI rybamu.

YnpopoBk TpUBaANOro Yacy Lj matepiany 3anviuiannca Manxe HeBigoMnmmn B camivi bpetani. Jluwe
y XXI ctonitTi BOHM 6ynn onybnikoBaHi Ta CTanu AOCTYNHUMMW LUMPOKIV ayauTopil 3aBAAKM cniBnpaw 3
perioHanbHoto acoujauieto Dastum, Aka posmicTuna 3anvcu Ha cBoemy BebcanTi Ta Buaana fobipKry
matepianis Ha KomnakT-gucky y 2017 poui. CtopiyHi pokoBWHM [NepLuoi CBITOBOI BiMHWM TaKOX CNpU-
ANW NOBTOPHOMY OCMWCIIEHHIO LIiET KONEKLi Ta il BAKOPUCTaHHIO B Cy4aCHWX KOMMO3MLiAX MONOAMX
H6PETOHCBKMX MUTLLIB, AKI 3BEPTANIMCA 0 3aMUCIB Pi3HUMM MOBaMM, 34IMCHEHNX Y Tabopax AnA BiMCb-
KOBOMOSIOHEHMX y HimeuuuHi.

Y ponosigi 6yae npoaHaniaoBaHo, AKMM YMHOM LLA KONeKLUis, 3ibpaHa B ymMoBax BiiHM, € He NuLe
BaroMMM BHECKOM Y ICTOPIt0 €THOMY3MKONOTiYHMX AochiaxeHb bpeTaHi, ane 1 Knaae BUKIMK cyyac-
HWUM yABNIEHHAM NP0 BPETOHCBKY My3MYHY CNafLLMHY Ta CNOCO6M ii OCMUCNEHHSA.

WAR AS AN OPPORTUNITY FOR ETHNOMUSICOLOGY:
BRETON SONG RECORDINGS IN GERMAN PRISONER CAMPS
DURING THE FIRST WORLD WAR AND THEIR CONTEMPORARY

REAPPROPRIATION

War generally stops ethnomusicological fieldwork and research. However, it can also be an
opportunity to undertake new projects, as demonstrated by recordings made in German prisoner-
of-war camps during the First World War. This collection of several thousand recordings in over 250
languages is well known and has been the subject of various editions and studies over the last ten
years.



This paper will focus specifically on recordings in Breton, a Celtic language spoken in Brittany
(Western France). They were made in the camp of Wahn, located a few miles from the city of Cologne,
in October 1916. Seven prisoners speaking different Breton dialects were recorded. Around thirty
recordings have been preserved, including twelve songs and four whistled tunes.

These recordings remained unknown in Brittany for a long time. It was not until the 21st century that
they were published and made available thanks to an agreement with a regional association, Dastum,
which made them available on its website and published several recordings on a CD released in 2017.
The centenary commemorations of the First World War also encouraged the reappropriation of these
recordings in contemporary sound productions by young Breton artists, who drew inspiration from
the recordings made in different languages in the German prisoner-of-war camps. This paper will
analyse how such a wartime collection is not only a major contribution to our historical knowledge of
Breton ethnomusicology, but also challenges our contemporary view of this musical heritage.
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PEINOHANBHI TA CTUNICTUYHI OCOBJTMBOCTI NONIPOHII
FYPI: TPAOMUIA, IMOPOBISALIA | CMAOKOEMHICTb TPAOULLII

Y ponosigi po3rnagatoTbCA perioHanbHi Ta CTUMICTUYHI 0COBNMBOCTI TPAAMLIMHOIO NOoNiPOHIYHOro
cnisy ['ypii, 0oAHOro 3 HaMACKpPaBiWKX My3n4HKX perioHis [py3ii. MeTa gocnigxeHHA — npoaHanisysatu
OCHOBHI 0COBNIMBOCTI MYPIMCbKOI BOKaNbHOI MPaKTUKM: il IMNPOBI3aLLIMHWIA XapaKTep, BIpTYO3HY TEXHIKY
krimanchuli-nogentoBaHHA Ta CKNagHy B3aEMOAI0 Mix TpboMa abo binblue MeNnogUYHUMU NiHIAMM.
HocniaxeHHsa 6a3yeTbCcA Ha NOMLOBKUX 3anuncax, apxiBHMX MaTepianax, MopiBHANLHOMY aHanidi Tpaau-
LMHMX Ta Cy4aCHMX BUKOHABLLIB, @ TaKOM LLIHHMX BIGOMOCTAX 3 NEePLUMX PYK, HaAaHWX MoiM 88-piuHKnM
rypiicekum BumTenem cnisy TpictaHom Cixapyniase, 4Mm 6araTopiyHuin NPakTUYHWIA LOCBIL 3HAYHO
36arayye emnipuyHy OCHOBY AOCHIOKEHHA.

OcobnuBa yBara npuainaeTbCcA MiKpOMOAanbHUM MENOOUYHUM CTPYKTypaMm, opHamMeHTaLii Ta
PUTMIYHIM cBO6OA), AKI BU3HAYaOTb MYPIMCBKY NONIPOHI0 Ta BIAPISHAIOTD Ii Bif, IHUWX PerioHanbHUX
ctunis ['pyaii. Y fonosiai Tako# BUCBITIFOKOTECA COLaSibHI Ta KYNbTYPHI KOHTEKCTH, B AKMX ICTOPHUYHO
bYHKLIOHYBaNM FyPIMCBKI NICHI, BKOYAOUM IXHIO POSb Y pO60UMX NpoLLecax, MPOMaaChK1X 3iI6paHHAX
Ta IMNPOBI3aLLIMHMUX CNIBOYUX KOHKYpCaXx.

Pesynbrati gocniameHHs nokasytoTb, WO rypikcbka nonipoHia NiaTpuMye AnMHaMidHy piBHOBary
Mi¥ CYBOPUMU TPaAULIMHUMK NPUHLMNAMKM Ta NOCTIMHOK TBOPYOH TpaHchopmalieto. Heasarkaroum
Ha Cy4YacHi BNAWBK Ta MiHNMBI YMOBW BUKOHAHHA, LA TPaAMLIA 3aMWLAETLCA ACKPAaBUM CUMBOJSIOM
perioHanbHoI iaeHTUYHOCTI. Lle pocnigkeHHs cnpusae WUpLWMM eTHOMY3WMKOMNOTiYHUM AUCKYCIAM
wono 36epereHHn, EBOMIOLLT Ta Cy4acHOI aKTyanbHOCTI nonidpoHiyHoi cnaalwmHn CxigHoi €Bponu.

REGIONAL AND STYLISTIC FEATURES OF GURIAN POLYPHONY:
TRADITION, IMPROVISATION, AND CULTURAL CONTINUITY

The paper examines the regional and stylistic characteristics of traditional polyphonic singing in
Guria, one of the most distinctive musical regions of Georgia. The aim of the research is to analyze the
core features of Gurian vocal practice —its improvisational nature, the virtuosic krimanchuli-yodeling
technique, and the complex interplay among three or more melodic lines. The study is based on field
recordings, archival materials, comparative listening analysis of traditional and contemporary performers,
and valuable first-hand insights from my 88-year-old Gurian singing teacher, Tristan Sikharulidze,
whose lifelong practical experience significantly enriches the empirical foundation of the research.

Special attention is given to the micromodal melodic structures, ornamentation, and rhythmic
freedom that define Gurian polyphony and distinguish it from other Georgian regional styles. The
paper also explores the social and cultural contexts in which Gurian songs have historically functioned,
including their roles in work processes, communal gatherings, and improvisational singing competitions.

The findings demonstrate that Gurian polyphony maintains a dynamic balance between strict
traditional principles and continuous creative transformation. Despite modern influences and changing
performance environments, the tradition remains a vibrant symbol of regional identity. This research
contributes to broader ethnomusicological discussions on the preservation, evolution, and contemporary
relevance of Eastern European polyphonic heritage.
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TPAONUIA TA BIDPOOKEHHA: OEAKI MTPURNAON
3 TAHUKOBAJIbHOI TA MY3HUYHOI CNAOWWHW ITATI

B eTHOMy3uMKONoOriYHoMy Ta eTHoxopeonoriyHomy nanawadTi NiBaeHHOI ITanii icHyt0Tb Haa3BMYaK-
HO BaMJIMBi KOHTEKCTH, B AKUX TPAOMLIMHI MPaKTUKK 36epiratoTbCA 3 MIMHOM Yacy KOMHUM YIEHOM
cninbHoT. CTapLui Ntoam BUCTYNatoTb B POSi HACTABHUKIB | Aat0Tb NOpaam Ta pekoMeHaallii, a monoab
pobuTb BCe MOMIIMBE, LWO6 36epertu Li Tpaauuii.

Mo yac NnonboBMX AOCHiAMEHb aBTOPL BAANOCA 3iI6paTh CBIAYEHHA MPO LI NPaKTUKK, NOWMPEHI B
lMiBoeHHIM ITanii, Ta 0cO61MBOCTI LbOr0 Pi3HOMAHITHOrO My3W4YHOIO CNaAKy, CNiNIbHOrO AJ1A BCIX YIEHIB
CMINBHOT, LLLOPa3y OKPECIIIOYM PI3HI 3HAYEHHA Ta YABMEHHA NPO IAEHTUYHOCTI, AKI TAKOX BUpama-
tOTbCA Y B3AEMOBIAHOCHMHAX MiX MY3MKOIO | TaHLEM, My3WKaHTaMu i TaHuopucTamu. Lle pocnipmeH-
HA BMBYaE, AK My3WYHI TpaaumLii, NoB’A3aHi 3 reorpagdieto, puTyanamu Ta yCHOK nepegadeto, 3apas
nigaarTbCA NpoLecam NepeoCMUCEHHA, ribpuanaadii Ta LMbpoBOro 36epereHHs, WO BRIOYAE
AWHAMIKy KynbTypHOI Nam'ATi Ta iAeHTHUYHOCTI.

Cepea pizHux Buais sigpoamerHs € Ballo della Cordella 3 Metpania-Cotrana (PA), B askomy
BIATBOPIOIOTb BECINIbHUI 06PAA, My3MKY Ta TaHeLLb.



3 kapHasanom nos’'azaHa Tpaauuia Zeza i Quadriglia 3 Benniuui lpniHo (AV), B Akl My3uKa,
Lo KpUCTanidyBanaca 3 4acoM, CYNpOBOAKYE PO3ropTaHHA CMiBaHOI Aji | TaHLL0 Ha NIOLL.

Y 6inblu TPAAMLIMHUX KOHTEKCTAX NASIOMHMLTBO Ha cBATO ManoHHu 3 ropu ai Monci (B npoBiHLii
Penxo-Kanabpin) xapaktepuayeTbca 6e3nepepBHUM 3By4aHHAM TapaHTes1, AKY rpatoTh | TaHLIOHOTb
BIPYHOYi, LLO 3aMOBHIOIOTb CBATUHIO NPOTArOM HIB CBATA.

AK i B TaHUj, B My3uL|i TaKOX NPUCYTHA BapiaTUBHICTb Ta MENOAMYHI NPUKPACH, AKI HAAAKOTb TapaH-
Teni yHiKanbHOro 3HaYeHHA, OHOBITHOKOYM PUTYyaslbHIi MPOCTOPHM, B AKMX BOHM CTBOPIOIOTLCA | PO3BU-
BatoTbcA. My3sumKa | TaHeLpb | CbOrofHi 36epiraloTb 34aTHICTb HA PeNPe3eHTaTMBHOMY PiBHI BUpamaTH
PUCH IOEHTUYHOCTI, XapaKTEPHI AK /18 OKPEMOi 0CObBM, TaK | AnA CNiNbHOTH, WO Bni3Hae cebe B LMX
dopmax BUpPaKEHHA, TBOPMTD iX i MOBHOLLIHHO HUMW HACONTOOKYETHCA.

TRADITION AND REVIVAL: SOME EXAMPLES IN THE DANCE AND
MUSIC HERITAGE OF ITALY

In the ethnomusicological and ethnochoreological landscape of Southern Italy there are extremely
vital contexts, in which traditional practices are perpetuated over time by each member of the
community. While the older people act as guides and dispense advice and suggestions, the many
young people do their utmost to keep it alive.

During my fieldwork, | was able to collect the evidence of these practices widespread in Southern
Italy and the characteristics of this different musical heritage shared by all members of the communities,
outlining each time the different meaning and representations of these identities that are also expressed
in the relationship between music and dance, musicians and dancers. This study explores how musical
traditions — bound by geography, ritual, and oral transmission — are now subject to processes of
reinterpretation, hybridization, and digital preservation, involving the dynamics of cultural memory
and identity.

Among the different types of revival, there is the Ballo della Cordella of Petralia Sottana (PA), in
which a wedding procession, the music and the dance are played.

Linked to Carnival is the tradition of Zeza and Quadriglia of Bellizzi Irpino (AV), in which the music,
crystallized over time, accompanies the unfolding of the sung action and the dance in the village square.

In more traditional contexts, the pilgrimage for the feast of the Madonna of the Mountain of Polsi (in
the province of Reggio Calabria) is characterized by the incessant presence of the tarantella, played
and danced by the faithful who crowd the Sanctuary during the days of the feast.

As in dance, variations and melodic embellishments are also introduced in music. That gives a
unique connotation to tarantellas, renewing the ritual spaces in which they are produced and enjoyed.
Music and dance still have the power to express on a representative level the identity traits that
characterize both the individual and the community that recognizes itself in these expressive forms,
producing and enjoying them in full vitality.
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MY3UYHUM ©ONbKITOP I3 BOJIMHI TA NOJSIICCA Y MPOEKTI
BEATATOTOMHOIO BUOAHHA MNMPAUDBb PIJTAPETA KOJIECCH

Y 1950-x porax cniBpobiTH1KK J1bBIBCbKOI KOHCEepBaTOpIi B3ANM Ha cebe 060B'A30K NiAroTyBaTH
[0 BUOaHHA 6aratoToMHe 3ibpaHHsA npaub Pinapeta Koneccu, ana yoro B 3aknaai 6yna ctBopeHa
cneujianbHa KoOMiciA Ha Yoni i3 acnipaHToM Akagewmika, Apocnasowm LLycTtom. Lier npoekT ctaB xou
| He3peani3oBaHWM, ane HaMambITHILLMM B HAyKOBKWX CTYAIAX LbOro 3aKnagy 3a BCH iCTOPIit0 MOro
ICHyBaHHSA.

3-nomix BigibpaHux AnA BUAaHHA pobiT Akagemika oKpemMe MicLe Hanekano npauAm, NoB'A3aHUM
I3 HapoaHoto My3ukoto Bonuni Ta MNonicca, agie 6inbwicTs pobiT, BKNOYaOYM AK HAPOAHOMY3UYHI
36ipKK, TaK | HayKOBI PO3BIAKM, HA YaC BUKOHAHHA NPOEKTY 3anMLuanaca HeonybnikoBaHMMK. AK BIAO-
MO, nonicbki MaTepianu HanpukiHui XX ctonitta Bugana Codisa [pyua, a BONMHCHKI NiCHI NOPIBHAHO
HeLLoAaBHO BUMLLK B ynopaaKyBaHHi Ta peaakuii FOpia Pubaka Ta Biktopii Apmonu. Pasowm i3 Tvm
HUHI LLIKABO MPOCTEXUTU NEPEAICTOPII0 BUAAHHA LMX Ta IHLIKMX NONICbKO-BONIMHCBKUX MaTepianis, AKi
MasiM BCi LLAHCK Mamie Ha MIBCTONITTA paHile yBIMTM B HAyKOBMI OOIr.

MUSICAL FOLKLORE FROM VOLHYNIA AND POLISSIA IN THE
MULTI-VOLUME EDITION PROJECT OF FILARET KOLESSA'S WORKS

In the 1950s, the staff of the Lviv Conservatory took on the responsibility of preparing a multi-
volume collection of works by Filaret Kolessa for publication, for which a special commission was
established at the institution, headed by his doctoral student, Yaroslav Shust. Although this project
was not realized, it was the most ambitious scientific study of this institution in the entire history
of its existence.

Among the works of Kolessa selected for publication, particular importance was given to those
related to the folk music of Volhynia and Polissia, since most of these works, including both folk music
collections and scientific research, remained unpublished at the time of the project. As it is known, the
Polissia materials were published by Sofia Hrytsa at the end of the 20th century, and the Volhynian
songs were published relatively recently, arranged and edited by Yurii Rybak and Viktoriya Yarmola.
At the same time, it is interesting to trace the prehistory of the publication of these and other Polissia
and Volyn materials, which had every chance of entering scientific circulation almost half a century
earlier.
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BOJIMHCbKI EKCNEOMLUII PEOOPA ®OH LUTEMHIENA

Y ceni loponok no6nunsy PiHoro BoceHn 1896 pory 6yB Binkputuii neplmni y CxigHin €sponi npu-
BATHWI CBITCBKMIA CINbCLKUI Kpae3HaBuMit Myaeit. Moro 3aCHOBHUKOM i BNACHWMKOM CTaB yKPaiHCBKMIA
AUNomMar, NoniTUK, rPOMaaCbKO-NMONITUYHWUI Ta KyNbTYPHUM AiAY, aKTMBHUMM 6opeLb 3a CTBOPEHHA
HesanemHoi YKpaiHcbKoi aepwasu, MeueHat 6apoH Peaip doH LtenHrens (1870—1946). Hanpukinui
XIX cToniTTA My3ewn CTaB Bam/IMBUM LLEHTPOM BUBYEHHA TpagMLUiMHOI KynbTypu BonuHi. Jo po6otu
B yCTaHOBI 6yno 3anpoLLeHO NPOBIAHWUX BYEHWUX PIBHMX HAYKOBMX 3aLliKaBNeHb, BNPOBaAKYyBaMCA
HOBITHI 30,06y THM y My3eiHil cripasi (3oKpema, BUKOpUCTaHHA AJ1a 360py GONbLKIOPHOIO MaTtepiasy
Ta 03BYYEHHA eKcroHartiB — doHorpada).

Cepen HOBITHIX 3anoyaTKyBaHb 6ynun M opraHi3oBaHi Ta nposeaeHi @. ¢poH LUtenHrenem y 1899
Ta 1900 poKax ABi KOMMNEKCHI eKcneauujl. X OCHOBHOIO MeTOH CTano pi3HOBIYHE BUBYEHHA ICTOPI,
apxeonorii, eTHorpadii, ponbKknopy, HapoaHOI My3uKkK, pnopu, payHn BonuHi 3anna nonoBHeHHA GoHAIB
My3€to HOBUMM MaTepianami. MoaibHi wrpokomacluTabHi A0CHiIAHULBKI MaHAPIBKM Bynn NpoBeaeHi B
YKpaiHi Bnepuwe. [1o npaLi B eKCneauLiax 3anpoCcunm BYEHUX BIANOBIAHMX AOCIAHULBKUX IHTEPECIB,
AKi 06’eQHaNUCA y CeKLii: apxeonoriyHy, ICTOPUYHY, eTHorpadiuHy, 60TaHiuHy Ta 300510ri4Hy. Y xoai
eKcneaumuin byno obctemeHo 72 cena Ta MicTeuyKa cydacHux PiBHeHCbKOI Ta HHMTOMMPCBKOI obnacTem.

Y BUCTYyni 6yae NPOCTEXREHO MapLUPYTH EKCNeauLIn, AKMMU PyXanmca AOCNIAHMKNW, NpeacTaBneHo
pe3ynbTaTtH ixHbol po60TH, NpOaHani3oBaHO METOAMKY MpaLi B TEPEHI, a TAKOK 3000yTKU Ta PUBMKHK
npu NpoBeaeHHi NoAi6HWX AoCniaKeHb 3 BpaxyBaHHAM KoMeHTapiB ®. ¢oH LLterHrens.

FEDIR VON STEINGELS EXPEDITIONS TO VOLHYNIA

In the village of Horodok near Rivne, in the fall of 1896, the first private secular rural local history
museum in Eastern Europe was opened. Its founder and owner was the Ukrainian diplomat, politician,
public-political and cultural figure, active fighter for the creation of an independent Ukrainian state,
and patron of the arts, Baron Fedir von Steingel (1870-1946). At the end of the 19th century, the
museum became an important center for the study of Volhynian traditional culture. Leading scientists
from various fields were invited to work at the institution, and the latest achievements in museum work
were introduced (in particular, the use of a phonograph for collecting folklore material and exhibiting
sound recordings).

Among the latest initiatives were two comprehensive expeditions organized and conducted by F.von
Steingel in 1899 and 1900. Their main goal was a comprehensive study of the history, archeology,
ethnography, folklore, folk music, flora, and fauna of Volhynia in order to replenish the museum'’s funds
with new materials. Such large-scale research trips were carried out in Ukraine for the first time.
Scientists of relevant research interests were invited to work on the expeditions, who were grouped
in sections: archaeological, historical, ethnographic, botanical, and zoological. During the expeditions,
72 villages and towns of modern Rivne and Zhytomyr regions were surveyed.

The speech will trace the routes of researchers during the expeditions, present the results of their
work, analyze the methodology of fieldwork, as well as the achievements and risks of conducting
such research, taking into account F. von Steingel's comments.
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MIMHAPOOHWNM PI3,EI,BFIHI/IM PECTUBAJIb
«ROJTAOA HA I\/!_AI/ISJ'IFIX» )
AR NMPOMOUIA HEMATEPIAJTbHOI RYIIBTYPHOI CIMNMAAWNHA

Y pocnigxerHi npeactasneHo aHanis cneumoikn MixHapoaHoro pisasaHoro ¢ectusanto «Konapa
Ha Manansax», AkMK wopiyHo nposogMTbcA 3 2010 poky B uepksi XpucTa Llaps B MoHacTupi oTuiB
BacunifaH YKpaiHCbKOi rpeKo-KaTonuLbKoI LepKBu B IBaHO-PpaHKiBCbKY. [0noBHOWO MeToro decTu-
BasltO € BIAHOBIIEHHA, 36epeeHHA Ta NonynAapu3alia pi3aBAHUX TPaAMLIM, TaKUX AK KONALYBaHHA,
WeApyBaHHA Ta BEPTEN, a TaKOX CNPHUAHHA 0BMiHY TBOPYMMK AOCATHEHHAMU Mi¥ MUTLAMKU 3 PI3HKX
perioHiB YKkpaiHu Ta 3-3a KopaoHy. Pisaeanni ¢ectnans «Konaga Ha Mananax» Bigobparxae eBo-
NIOLLIIO TPAAMLIMHMX YKPAIHCbKMX KONAAOK Ta LEeAPIBOK, aKTMBHE 3ayYeHHA aBTOPCbKMX KOMMO3WLLIM
KOMMO3UTOPaMM, PO3LUMPEHHA KaHPOBOIO Aiana3oHy Pi3ABAHUX TBOPIB, B3AEMOLI0 TPaaMLIM YKpaiH-
CbKMWX PErioHIB Ta NepexpecTs KynbTyp, 30KpemMa ¢onbKnopy Ta obpaais.

PecTuBanb y CBOIW Ha3Bi NPeACTaBMB AK €NeMEHT KaneHaapHOo- pMTyaano'l' KYNBTYpH, TaK i icTO-
PU4Hy Ha3BY MICBKOTO PaioHy. TakMM YMHOM, MOEAHANMCA TPaANLIT CTAPOro MiCTa Ta HoBa Gpopma
PI3ABAHOI KyNbTYpPH.

3a 15 pokiB cBoro icHyBaHHA pisaBaAHMi decTrBanb «Konsaga Ha Manansax» B IBaHo-PpaHKIBCbKY
(17 decTuBanis) penpeseHTye pidHOMaHITHI Pi3ABAHI TPaAMUIT perioHanbLHOro Ta HauioHanbHOro
XapaKTepy, a Takox crneurdiky B3aEMOogii Pi3HUX MidHApPOOHWX KynbTyp. 3a reorpadieto yHacHUKIB
decTrBanb OXOMMOE BECb EBPONENCbKMIM KOHTUHEHT Ta OKpeMi KpaiHu [iBHi4HOI Ta JlaTMHCbKOI
Awmepukn. 3 2018 p. BiH Mae cTatyc mixkHapoaHoro. A 3 2022 p. horo odiuiHo BHeceHo Ao Hauio-
HaNIbHOrO Nepeniky eneMeHTIiB HemaTtepianbHOI KyNbTYPHOI CNaaLwmnHK YKpaiHu, WO NiATBEPAKYE
MOro BaxIMBe 3HaYeHHA AnA 36epereHHs Ta nonynApu3auii yKpaiHCbKOI pi3aBAHOI 06pALO0BOCTI,
TPaAMLUIMHOro CniBy Ta €AHOCTI FPOMaA, AK MWBUM, HEBIA'EMHUI CKap6 HaLiOHaNbHOI IAEHTUHHOCTI.
Moro nepebir 3acBigyytoTb pi3Hi GOpPMK AOCNIAKEHHA, BIATBOPEHHA, 30€pEMEHHA, PEKOHCTPYKLI Ta
06pO6KKM GONLKNOPHMX NepLIOAMKeEPE, AKI OTPMMYOTb HOBE BUKOHABCbKE HMUTTA B AIANLHOCTI COMICTIB,
aHcambniB, XOPOBMX Ta IHCTPYMEHTA/IbHUX MPYM, @ TAKOH CTBOPEHHA OPUriHANIbHOI PI3ABAHOI MY3MKM.
Tunonoris cl)eCTVIBaJ'II-O HaNeXMTb A0 eTHODONBKIOPY, MAE NOCTIMHI yMOBM Ta crneundiky NpoBeaeHHA
y LEpPKBI Nnig, yac plsn,Bﬂme CBAT, Ta NapanenbHO NpocTo Heba Ha KOHLLEPTHMX CLieHaX micTa, npAma
TpaHCNALIA BUCTYNIB Ha perioHanbHoMy TenebadyeHHi «[anMymHa», y mepexi YouTube, Ha cTopiHui
y Facebook. CouianbHa cnpsmoBaHicTe pecTvBanto cnpAaMoBaHa Ha LUMPOKE KOO CryxadiB — Bif, AiTen
no popocnux. «Konapa Ha Mananax» Bi,u,TBoproe OCHOBHi c|>yHHL|,i'|' decTmBanto: coujanbHo- KyNBTYPHY,
iHpOPMALLiMHO-KOMYHIKATHUBHY, PeKpeaLliiHy, Ni3HaBankHy, OCBITHIO Ta €THOOCBITHIO, CBITOrNALHY,
TBOPYY, PenpeseHTaTHBHY, LiHHICHO-ECTeTUYHY. Moro 3HauyeHHs Ha $ecTMBabHIM KapTi CBITY nonArae
y NOLUMPEHHI Tpaﬂ,MLI,IMHOI YKpaiHCbKOI KyneTypH, npeAcTaBneHoi pisaBAHMMKU 06PAROBUMH TBOpamu
KONAOOK Ta LLI,eJ:I,pIBOH HaJaMxato4M Ha HOBI BapiaHTM apaHKyBaHb Ta o6po60|-( CTUMYIIHOIONM TBOp‘-IICTb
KOMMO3MTOPIB Ha pi3aBAHY TeMaTuKy. PecTrBanb pearye Ha akTyasbHi BUK/IMKKW Yacy, BiAKPUBAE HOBI
$opMHM KOMyHIKaLii 3i criyxadamu, 30KpemMa 4Yepes3 OHNanH-TpaHCcAALii, 0OMiH HOTHUM MaTepianom,
Npe3eHTaLLito perioHanbHMUX Ta HaLOHaNIbHUX TPaaMLIM CBATKYBaHHA PisaBa. BiH crHTesye BokanbHi,
BOKaJIbHO-IHCTPYMEHTasIbHi, XOPOBi, KAMEPHO-IHCTPYMEHTasIbHI Ta OPKECTPOBI }KaHpK. 3a TEMATUKOIO
BIH penpe3eHTye MOHO- Ta MOMIeTHIYHI TpaauLii pi3aBAHUX CBATKYBaHb, KaneHaapHO-06pAa0BUi
$ONbKNOP — KONAAKKM Ta WeapiBKKW, BepTer, eNleMeHTU NITYPrinHUX XPUCTUAHCBKUX CBATKYBaHb,



Ta CBilYMTb NPO MiKKOHbECIMHY TonepaHTHICTb. 3a BUuaamu donbkiopy dpectmans «Honaaa Ha Mananax»
NPONOHY€E ANA 03HAMOM/IEHHA aBTEHTUYHMIM Ta PEKOHCTPYMOBaHWA, 06PAAOBKUI Ta HEOBPAA0BUI
¢$onbKNOp, TBOPYICTb KOMMO3WUTOPIB MUHYNIOMO Ta CbOrOAEHHSA, BTINEHY B PI3HWX apaHKyBaHHAX, 06p06-
Kax Ta OPUriHaNbHUX 3pasKax, AEMOHCTPYE OMHAMIKY Ta TEXHIKY BUKOHAHHA B paMKax AK OKPemMoro
CONICTa YK rypTy, TaK i My3U4HY KynbTypy €THIYHOI rpynu B uinomy. PisasaHui dectnsanb «Konapa
Ha Mawnsnax» — ue 6peHp, IBaHo-PpaHKiBCbKa ANA perioHy, 6pena MNanuunHu ana Yepainv ta 6peHa,
YKpaiHn ona BCbOro CBiTy.

INTERNATIONAL CHRISTMAS FESTIVAL
«KOLIADA NA MAIZLIAKH» (lvano-Frankivsk)
AS A PROMOTION OF INTANGIBLE CULTURAL HERITAGE

The study presents an analysis of the specifics of the International Christmas Festival «Koliada na
Maizliakh», which has been held annually since 2010 in the Church of Christ the King in the Monastery
of the Basilian Fathers of the Ukrainian Greek Catholic Church in Ivano-Frankivsk. The main goal of
the festival is to restore, preserve, and popularize Christmas traditions, such as caroling, schedrivka,
and nativity scenes, as well as to promote the exchange of creative achievements between artists
from different regions of Ukraine and abroad.

The Christmas Festival «Koliada na Maizliakh» reflects the evolution of traditional Ukrainian carols
and shchedrivka (New Year-time ritual folk songs), the active involvement of composers’ original
compositions, the expansion of the genre range of Christmas works, the interaction of traditions of
Ukrainian regions, and the intersection of cultures, in particular folklore and rituals. The festival, in its
name, presented both an element of calendar and ritual culture and the historical name of the city
district. Thus, the traditions of the old city and a new form of Christmas culture have been combined.

Over the 15 years of its existence, the Christmas Festival «Koliada na Maizliakh» in Ivano-Frankivsk
(17 festivals) represents various Christmas traditions of a regional and national nature, as well as
the specifics of the interaction of different international cultures. Geographically, the festival covers
the entire European continent and individual countries of North and Latin America. Since 2018, it
has had international status. And since 2022, it has been officially included in the National List of
Elements of Intangible Cultural Heritage of Ukraine, which confirms its importance for the preservation
and popularization of Ukrainian Christmas rituals, traditional singing, and community unity as a
living, inalienable treasure of national identity. Its course is evidenced by various forms of research,
reproduction, preservation, reconstruction, and processing of primary folklore sources, which receive a
new performing life in the activities of soloists, ensembles, choral and instrumental groups, as well as the
creation of original Christmas music. The typology of the festival belongs to ethnofolklore, has permanent
conditions and specifics of taking place in the church during the Christmas holidays, and simultaneously
in the open air on the city's concert stages, live broadcast of performances on the regional television
«Halychyna» (Galicia), on YouTube, and on Facebook. The social orientation of the festival is aimed at
a wide range of listeners - from children to adults. «Koliada na Maizliakh» recreates the main functions
of the festival: socio-cultural, informational and communicative, recreational, cognitive, educational
and ethno-educational, worldview, creative, representative, and value-aesthetic. Its significance on the
festival map of the world lies in the spread of traditional Ukrainian culture, represented by Christmas
ritual works of carols and shchedrivka, inspiring new options for arrangements, stimulating the creativity
of composers on Christmas themes. The festival responds to current challenges of the time, opens up
new forms of communication with listeners, in particular through online broadcasts, exchange of musical
material, presentation of regional and national traditions of celebrating Christmas. It synthesizes vocal,
vocal-instrumental, choral, chamber-instrumental, and orchestral genres. By theme, it represents mono-
and polyethnic traditions of Christmas celebrations, calendar-ritual folklore - carols and shchedrivka,
the nativity scene, elements of liturgical Christian celebrations, and testifies to interfaith tolerance.
By type of folklore, the festival «Koliada na Maizliakh» introduces authentic and reconstructed, ceremonial
and non-ceremonial folklore, the work of composers of the past and present, embodied in various
arrangements, arrangements and original samples, demonstrating the dynamics and technique of
performance within the framework of both individual soloists or groups, and the musical culture of the
ethnic group as a whole. The Christmas festival «Koliada na Maizliakh» is a brand of lvano-Frankivsk
for the region, a brand of Galicia for Ukraine, and a brand of Ukraine for the whole world.
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PYCATbHUW TUHAEHDb HA LLEHTPAJIbBHOMY NOJICCI:
CTAH TPAOMUII B KIHLI XX — HA TIOYATRY XXl cr.

Tpoiubkui THRAEHBb, KOTPUIM B HAPOAI Ma€ Ha3By «3eneHa Heaina» abo «PycanbHui TUROEHb”,
Hacnpaegi He Ma€e 10 XPUCTUAHCTBA NPaKTUYHO }KOAHOro CTOCYHKY. Ha niBHO4I KMiBLLUMHM Lel TUKAEHD,
3 ogHoro 6oKy, 3aBepLUyBaB BECHAHWI CE30H, a 3 APYroro, roTyBaB Nepexif A0 HACTYMHOro BakIMBOIo
eTany — 36opy Bpoxato, HvB. MoxnnBo, came TOMy Tpagmujii | pUTyanu 3eneHnx CBAT By HacKYeHi
ACKPaBMMU efleMeHTaMM AaBHiIX JOXPUCTUAHCBKUX BipyBaHb — TakWUX AK KyNbT MOMEPSIUX NPEaKIB,
MOKIOHIHHA BOAI, 0COBNMBE CTaBNEHHA A0 POC/MH | POAKYOCTI 3eMni. Y niBHIYHWX cenax RuiBWMHK
Tpaguuii pycanbHoro TvxHA y 70-x — 80-x poKax MUHYNOro CTomMiTTA He Nuwe 36epirannca B nam'ATi
HOCIiB, ane 1 NobyTyBanu B aKTMBHIM Gpopmi, a 06pAL0BI AiMCTBA BTINOBANM L 3a/TMLLKK A3UYHULTBA
y PiIBHOMaHITHKX | CBOEPIAHMX dopMax. Bawnneoto cknagoBoto YacTUHOO puTyanis 6ynv 06pAaoBi
MiICHI — pycanbHi | BECHAHKW. Ha Mexi ABOX TMCAYONITb TPaAMLIA NOCTYNOBO 3racna; NPUCKOPEHHIO
LbOro npouecy 6e3yMOBHO CNPUAIM MaCOBI NepeceneHHA NoniwyKiB BHacniaok YopHobunbcb-
Koi KaTacTpodu. 3apas pycasbHi pUTyanu 1 NiCHIi MOXHa NOYyTH NuLle y 3anncax GoNbKIOPUCTIB
abo y BTOPUHHOMY BUKOHaHHI NPeACTaBHUKIB HACTYMHWUX MOKOMIHb M iHWLIOrO — NepeBaKHO MICbKOIro
cepepoBMLLA.

THE RUSALKA WEEK IN CENTRAL POLISSIA: THE STATE OF THE
TRADITION IN THE LATE 20TH AND EARLY 21ST CENTURIES

Trinity Week, popularly known as “Green Sunday” or “Rusalka Week”, actually has practically no
relation to Christianity. In the north of the Kyiv region, this week, on the one hand, ended the spring
season, and on the other, prepared the transition to the next important stage — harvesting. Perhaps
that is why the traditions and rituals of green holidays were saturated with bright elements of ancient
pre-Christian beliefs — such as the cult of deceased ancestors, worship of water, a special attitude
towards plants and the fertility of the earth. In the northern villages of the Kyiv region, the traditions of
Rusalka Week in the 70s and 80s of the last century were not only preserved in the memory of the
bearers, but also existed in an active form, and ritual actions embodied these remnants of paganism
in various and original forms. An important component of the rituals were ritual songs — Rusal and
Vesnyanka. At the turn of the two millennia, the tradition gradually faded away; this process was
certainly accelerated by the mass resettlement of Polishchuk people as a result of the Chernobyl
disaster. Now, Rusalka rituals and songs can be heard only in recordings by folklorists or in secondary
performances by representatives of subsequent generations and other, mostly urban, environments.
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KO3ALIbKI TA YYMALLBKI MICHI TRAOMLLI
NEPEXIOHOI ETHOKY/bTYPHOI 30OHU
(MisHiuHoro Hanasos’a Ta CyMisHWX perioHis)

TepuTopisa cyqacHoi [loHeY4rHH, Ta CyMixHWX paroHiB XapKiBCbKol Ta [JHinponeTpoBCcbKoi obnacTen
Binoma 3 XVII cT. Ak apean neplumx Ko3aLbkux noceneHb. Cepen, HUX BiAOMI KO3aLbKi 3UMIBHUKM:
ceno 3onotui Konogsass (1680 p.), ctopomosui noct Opymkiska (XVII ct.), ceno Jo6posinna (1645 p.),
ceno Mpywysaxa (XVII ct.), aumisHmk Matsia XvHaka (cydacHuin Maenorpag, XVII ct.).

IMnNepchbKi KONOHI3aLLIMHI XBKII, penpecii, AenopTaLii, 0aHaK, He BUKOPIHWIK CHOPMOBaHI ocepeaKm
TPaAMLIMHOI KynbTypH. YKPaIHCbKMIM ETHOC 3a/IMLLIMBCA NaHIBHOK HALLIE PErioHYy.

ETHorpadu okpecntotoTbCcA TMN TpaaumLii Ha LM TEpUTOPIi «HOBOMOCENAHCBKO», afKe BoHa cop-
MOBaHa, NepeBaxHo, BUXiaLuaAMKn 3 JliBobepemHoi YkpaiHn. BogHouac akTMBHe 3aceneHHA perioHy B
XVII=-XVIII cT. Ko3akamMu Ta yKpaiHCbKUMKM CenAaHamu, B Nepiof, akTUBHOIO PO3KBITY MICEHHOI NiPHUKK,
CMOHYKasM NOLUMPEHHIO Ha LK TepUTOpPIl N03a06pAA0BKX NICEHb COLiaNIbHO-MOBYTOBOI TEMATHKM.

Cepen Hux Hamm 6ynu B3ATI [0 aHanisy Kosaubki: «B Llaperpagi, Ta i1 Ha puvHoury» (c. [lo6po-
BinnA BrmaHiokiBCbKOro p-Hy XapKiBcbKoi 061.), «3eneHui ay6o4ok Ha Ap noxunmecs» (c. IBaHiBka
IatoMcbKOro panoHy XapKiBCcbKoi 061.), «FK 3acnopin opbon 3 CBOIM CEPUM KOHbOM>, «[yae BiTep,
ryne 6ywHui, ryae nuct namae» (c. Metponinna JlosiBcbKOro parnoHy XapKriBcbKoi 0611.), «IwoB kosak
3 [oHy nonomy» (c. BinbHe BonHosacbkoro panoHy [oHeusKoi 0611.) Ta iH.; Ta YyymaubKi: «Punnats
BO3u Ta apmMa nosHi» (c. Boroaenenka Map'iHcbKoro pavoHy [oHeubKoi 06:1.), «Byno nito, Gyno nito,
Ta ¥ cTtana auma» (c. MNetponinnsa JloziscbKkoro paroHy Xapkiscbkoi 06:1.)

Cawme ix knacuodikauia (KOMNO3MULIMHWIK Ta CTUAICTUYHMIM aHania) | CTaHyTb NPEAMETOM HALIOro
DOCHIOMEHHA.

COSSACK AND CHUMAK SONGS IN THE TRADITION
OF A TRANSITIONAL ETHNOCULTURAL ZONE
(Northern Azov Region and Adjacent Areas)

The territory of today’s Donetsk region, as well as the adjacent areas of the Kharkiv and
Dnipropetrovsk regions, has been known since the 17th century as an area of the earliest Cossack
settlements. Among them were Cossack wintering camps (zymivnyky), including the village of Zolotyi
Kolodiaz (1680), the guard post of Druzhkivka (17th century), the village of Dobrovillia (1645), the
village of Hrushuvakha (17th century), and the winter camp of Matvii Khyzhniak (present-day Pavlohrad,
17th century).

Imperial waves of colonization, repression, and deportation, however, did not eradicate the
established centers of traditional culture. The Ukrainian ethnos remained the dominant population of
the region.

Ethnographers define the type of tradition in this territory as “new-settler” (novoposelianska), as
it was formed primarily by settlers from Left-Bank Ukraine. At the same time, the active settlement
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of the region by Cossacks and Ukrainian peasants in the 17th —18th centuries, during a period of
intensive development of song lyricism, contributed to the widespread dissemination of non-ritual
songs of social and everyday themes.

Among these, the present study analyzes Cossack songs such as “V Tsarehradi, ta y na rynochku”
(“In Tsarehrad, at the marketplace”; Dobrovillia village, Blyzniuky district, Kharkiv region), “Zelenyi
dubochok na yar pokhylyvsia” (“A green little oak leaned over the ravine”; Ivanivka village, Izium
district, Kharkiv region), “Yak zasporil oriol z svoim sierim koniom” (“How the eagle hurried with his
gray horse”), “Hude viter, hude buinyi, hude lyst lamaie” (“The wind is blowing, fierce and strong,
breaking the leaves”; Petropillia village, Lozova district, Kharkiv region), “Ishov kozak z Donu dodomu”
(“A Cossack was returning home from the Don”; Vilne village, Volnovakha district, Donetsk region),
and others; as well as Chumak songs, including “Ryplyat vozy ta yarma povni” (“The wagons creak
and the yokes are heavy”; Bohoyavlenka village, Mariinka district, Donetsk region) and “Bulo lito,
bulo lito, ta y stala zyma” (“It was summer, it was summer, and then winter came”; Petropillia village,
Lozova district, Kharkiv region).

The classification of these songs — through compositional and stylistic analysis — constitutes
the main focus of the present research.
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KYMAJTIbCbKUW OBPAL Y MEXUPIHYI XOMOPH
TA CJTYHA: AKUIOHAJIbHA | MY3NYHO-BEPBAJIbHA CKITAOOBA
(kiHewub XIX — novatok XXI| ctoniTb)

HonoBiab npucBAYeHa AiaxpOHIYHOMY AOCHIAKEHHIO KynanbCbKoi 06pAA0BOCTI Ta NICEHHOCTI
y Memmpiudi Xomopw i Cnyya (BonuHceko-TMoginbcbke norpaqnyys). OxepensHoto 6a3oto € (a) sanu-
cv MNaena Yy6uHcbkoro (1869—1870) Ta ctauioHapHi 3anucu napadianbHUX CBALLEHMWKIB y cenax
CrapoKocTaHTUHIBCbKOro nosiTy BonnHcbKoi ry6epHii, onybnikosaHi y 1899 poui icTopvKoM LiepKBM
Mukonoto Teopoposuuem, Ta (6) cydacHi 3anucu, 3pobneHi B CTapoKOCTAHTUHIBCLKOMY pamoHi
XmenbHuubKoi obnacTi y 1980-x pokax (apxis J1. IsaHHikosoi) Ta 2013 poui (apxie M. CrameHuK).
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Xou i B peayKoBaHOMY BUIMALI, ane KynanbCbKWM 06paa B OKpecneHoMy TepeHi dyHKLioHyBaB y
WUBIM Tpaaumuii no 1970-80-x pokis. [NopiBHAHO 3 NnpakTMkamu XIX cTonitTa ue 6ynu Ginblu KAMepHi
CBATKyBaHHA y dopMi anTavoi 3a6asu. OgHaK npu LboMy 36epiranmca OCHOBHI CKNagoBi apxaiyHoro
puTyany: akuioHanbHa, BepbanbHa, My3unyHa. TpaauuinHumMK 3anuwanuca 1 atpubyTu cBATa, Yac
i MicLle npoBeAeHHsA, GYHKLIT y4aCHMKIB, NPUHMOMK arpapHOi, NikyBanbHOI Ta WbHOI Marii, Hapoa-
Ha TepmiHonoria. Y uen yac nepepavy Tpaauuii 3abeanedyBany CTapLui ¥iHKW, AKI TpaHcnoBanu ii
B cepenoBuLue aiter i nignitkie. ¥ 1980-90-x pokax cBATOo Kynana opraHisoByBanv Kynstnpadwis-
HWKK 3a YHibIKoBaHWUM CLUeHapieM, AKMM HaB'a3yBanu 3ropu. Ha noyaTtry XXI ctonitta cnoragu npo
KynanbCbKi 06panoaii Ta nicHi 3adikcoBaHo Big pecnoHAeHToK 1920—1950-x poKiB HAPOAKEHHS.

CBoimn apxaiyHWMK popmMamm KynanbCbKu 06psaL y Mmexupiddi Cnyya i Xomopu cnopigHeHuH i3
puTyanami, BigommMmm Ha TepeHax CxinHoi €Bponu, ofHaK Mae NoKanbHi 0COBNMBOCTI, fIKi CTOCYHOTLCA
BCIX MOr0 CKIaaoBux. 30KpeMa, iCHye TpU BapiaHTM OCHOBHOMO aTpubyTa (Kynaina): aepeso (rinka
Bep6u), BENMKUI ByasK Ta kiHoue onyaano 3 Gyasxa.

OKpim noKkanbHWX 0COBMBOCTEN aKLiOHaNbHOIO PAAyY, Y A0NOBIAi 6yAe po3riAHYTO MENOTUMM
Ta NOETUYHI TEKCTU NICEHb KynanbCbKO-NETPIBCLKOro LMKAY: popma TPUMIPHOro putMy 3 6y40BOHO
Bipwa 5+4, Ta ABOMIpHI popmKn 3 MmoaenbHMM Bipwem 5+3 i 44;33.

THE KUPALO RITUAL IN THE HOMORA AND SLUCH RIVERS
BASIN: ACTION AND MUSICAL-VERBAL COMPONENTS
(LATE 19™ — EARLY 215" CENTURIES)

The report is devoted to a diachronic study of Kupalo rituals and songs in the interfluve of the Homora
and Sluch rivers (Volyn-Podillia borderland). The source base is (a) the records of Pavlo Chubynsky
(1869-1870) and stationary records of parish priests in the villages of the Starokostyantynivskyi
district of the Volyn province, published in 1899 by the church historian Mykola Teodorovych, and (b)
modern records made in the Starokostyantynivskyi district of the Khmelnytskyi region in the 1980s
(archive of L. Ivannikova) and 2013 (archive of M. Skazhenyk).

Although in a reduced form, the Kupalo rites in the outlined area functioned in a living tradition until
the 1970-80s. Compared to the practices of the 19th century, these were more intimate celebrations
in the form of children’s fun. However, the main components of the archaic ritual were preserved:
action, verbal, musical. The attributes of the feast, the time and place of the event, the functions of
the participants, the methods of agricultural, medical and marriage magic, and folk terminology also
remained traditional. At that time, the transmission of the tradition was ensured by older women, who
transmitted it to the environment of children and adolescents. In the 1980s-90s, the Kupalo feast was
organized by cultural workers according to a unified scenario imposed from above. At the beginning
of the 21st century, memories of Kupalo rituals and songs were recorded from respondents born
in the 1920s-1950s.

In its archaic forms, the Kupalo rites in the interfluve of the Sluch and Homora rivers are related to
rituals known in Eastern Europe, but have local features that concern all its components. In particular,
there are three variants of the main attribute (kupailo): a tree (willow branch), a large thistle, and
a female effigy made of thistle.

In addition to the local features of the action series, the report will consider the melody types and
poetic texts of the songs of the Kupalo-Petrivka cycle: the form of three-dimensional rhythm with the
structure of the verse 5+4, and two-dimensional forms with the model verse 5+3 and 44:33.
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BUKJ/TMKM B CYYACHIV NMEPEOAYI MICEHb CTAPLLOIO
NMOKONIHHA B CEPBECBKIN CIlTbCbKIM BOKANBHIA TPAOULUII

[MpoTarom GinbLu HiX ABOX AECATUNITE NPAKTUYHOI POBOTH aBTOPKKM 3 MOIOAMMM aHCaMbnAMK
B Cepbii Ta 3a KOPAOHOM, a TAKOXK MOHAL, TPLOX AECATUIITb BNACHOI BOKAJIbHOI NMPAKTUKK M KEPIBHULITBA
cniBo4nm KonektveoM «Moba», 6yno HaKonM4eHo 3Ha4YHWM JOCBIA NepefaBaHHA Ta BUBYEHHA PIBHUX
TUNIB TPAAMLIMHWX MiCEHb. Y Memax TPbOX OCHOBHMX KaTeropit cepbCbKOro CiflbCbKOro BOKa/IbHOMO
PonbKNIOPY — CTAporo, HOBOrO Ta riGPUAHOrO, L0 NOEAHYE ETEMEHTH NepLUnX ABOX, — Liel JOCBIA,
3aCBiAYMB, LLO CaMe CTapLUMK Wap € HAWCKNaAHIWMM AN1A ONaHyBaHHA YYHAMM, @ TAKOX ANA PO3Po-
61eHHA ePERTUBHMX NeaaroriyH1X Niaxoais.

Crapiwmi wap cepbCbKOro CinbCbKOro $GonbLKIoPYy CTaHOBUTbL OCHOBY 06PAA0OBOIO penepTtyapy
| FPYHTYETBCA Ha CneundiYHMX My3UYHUX XapaKTEPUCTHKAX, 30KPEMa BY3bKWUX IHTEPBaJIbHUX CTPYK-
Typax, HeTeMNepPOBaHWX NaA0BKUX PAAAX, PIBHOMAHITHUX HETEMMNEPOBAHMX CEKYHOHUX CMiB3BY4YYAX
y ABOrOSIOCHIM PaKTypi, BiNTbHOMY PUTMIi Ta iHLUMX OCOBNIMBOCTAX.

JopaTkoBy CKNagHICTb CTBOPHOE TOM daKT, Wo B GiNbLOCTI BUNAAKIB MPUPOAHMM MEXaHI3M Mix-
noKoniHHOI nepegadi niceHb y Cepbii 6yB nepepBaHnii. YHaACNOOK LbOrO NPOLEC HaBYaHHA HUHI
MaMKe MOBHICTIO CMMPAETLCA Ha AiANBHICTb eHTY3iacTiB i daxiBLiB — HaMyacTile eTHOMY3WKONOriB,
AKI BUKOHYIOTb POfb NOCEPEAHMKIB MiX TPAAMLIEID Ta Cy4aCHUMKW BUKOHABLAMM.

BinblWicTb NiceHb CTApPOBUMHHOI TPaAMLIT 3aIMLLAOTECA MaMKe HEBIAOMUMU MONOAOMY MOKOMIHHIO
cniBakiB. AK npaBuno, BOHW MatoTb 3MOTy O3HAMOMMUTUCA 3 LM penepTyapoM NepeBarKHO Yepes
NonboBI ayAio3anuch, Toai AK 6eanocepenHin AOCBIA MMBOIO BUKOHAHHA TPanIAETbCA BKPaK piaKo
M pajlle € BUHATKOM.

Y pocnigeHHi po3rnAafaroTbCA METOAM BUKNAAAHHA Ta 3aCBOEHHA MICEHb CTAPOBUHHOI CePOChKOI
cinbCbKoI Tpaaumuil. [locniaxeHHA cnMpaeTbCcA Ha baratopiYHKM NPaKTUYHMIM OOCBIA aBTOPKH, Haby-
TWW | NepeBipeHu nig yac poboTtn 3 TpaamuiiHKMK nicHamu B Cepbii Ta 3a il Mexamu, a TaKoX Ha
BMCHOBKM, 3p06neHi nig yac niarotoBku 1 peparysanHHA ayaio-CD «Oh, You Green Apple. Serbian
Traditional Singing Workshops and Upholders» (Belgrade — Nig, 2024).

CHALLENGES IN TRANSMITTING SONGS OF THE OLDER LAYER
IN SERBIAN RURAL VOCAL TRADITION NOWADAYS

During the period of over two decades of the author’s practical work with young ensembles
in Serbia and abroad, and over three decades in her own vocal practice and in conducting a singing
group «Moba», certain experiences have developed when dealing with the process of transmitting
different kinds of traditional songs and learning them. Namely, within the three categories, e. g. layers
of Serbian rural vocal folklore — older, newer, and hybrid of the previous two — it has been proven
through experience that the old one is the hardest to learn, for the pupils, as well as to create the
approach in this process, for the teachers.

The older layer of rural folklore represents the greatest part of Serbian ritual repertoire in general,
and it relies on specific musical elements: narrow intervals, non-tempered tone rows, various non-
tempered second chords in two-part texture, free rhythm, and others.



The fact is that in most cases, the natural generational chain of transmitting songs in Serbia has been
broken; thus, the way of teaching and learning relies almost completely on enthusiastic connoisseurs,
most often ethnomusicologists, who act as mediators in this process.

Moreover, most songs of the older tradition are hardly familiar to younger generations of singers,
who, generally, have had the opportunity to learn such songs mainly from the field sound recordings,
but very rarely, almost as exceptions, from live performances.

The paper will consider ways the songs of the older Serbian rural tradition have been taught and
learnt. The study will be based on the long-term experiences gained and/or confirmed during the
author’s work on traditional songs in Serbia and abroad, as well as on the latest insights from the
process of preparing and editing the audio CD Oh, you green apple. Serbian traditional singing
workshops and upholders (Belgrade — Nig, 2024).
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36EPEHREHHA | AKTYANISALIA NTAOKAHHA AK ACKPABOIO
BUABY HEMATEPIANIbHOI YXOBHOI CNAALLMHU YKPAIHA

NapranHa (BapiaHT — naTkaHHA), AK Ha3Ba | MaHpP YKPAIHCbKMX TPAOMUIMHUX BECINbHUX 06PAL0BMX
niceHb, NOLUMPEHMIM NEPEBAXHO B 3axiAHMX perioHax YKpaiHu, 3okpema B Kapnartax ta B [annuuHi.
OcCKinbku TepMiH NOXOAMTD Bif, AaBHbOCOB'AHCBKMX 60ecTB Jlagu Ta Jlano — cMMBONiB KOXaHHs,
3narofu, WacTa Ta BECHU, MAEMO YHIKaNbHUM HaHP HapPOAHOI TBOPYOCTI BiNbLU HiX TUCAYONITHLOIO
noxogeHHs. |. OrieHko y moHorpadii «[LoxpUcTUaHCHKI BipyBaHHS yKpaiHcbKoro Hapoay» (Binxiner,
1981) 06rpyHTOBYE NOXOAKEHHA TePMiHy Big 60rmHi Jlaam Ta 3aragye Nnpo BUKOPUCTaHHA MOro Y
BECinbHMX NicHAX. ABTopwM donbkiopHoro 36ipHuKa «Pycanka [Hictposa» (Byaanewrt, 1837), nogatots
po3aain «JlagkaHa» i3 3pa3kaMu LMx NicHecniBiB 3 pi3HUx MicueBocTer CxigHoi ManuumHn. Y Huaui
36ipHU1KIB Ta eTHorpadiyHMX BUOaHb BMILLEHO TEKCTHU Ta/abo HOTU NaZlkaHOK, AKI € NOWUPEHUMU
B 3axigHux perioHax Ykpainu. Cepep, Hux: «Fanuubko-pychki HapogHi menogii» (Jlbsis, 1906—1908,
ynopsaga. M. Poaponbcekuii (3anuc Ha doHorpad) Ta C. Jiogkesmnd (poswudpysaHHs | peaarysaHHs),
«Hapoghi nicHi 3 Manvuskoi NemkiswmHn» (Jbsis, 1929) ®. Koneccu, «<Hacnisu yKpaiHCbKMX BECINbHKX
niceHb» (Kuis, 2006; BiHnnua, 2007) J1. Edpemosoi, «Boiikiscbki natkaHku» (ynop. M. 360poBcbKui,
l. PenyH, Ibeis, 2013). MucTeubKe onpautoBaHHA NafKaHOK A Xopy po3rnodymHaeTsca y 1950-x
pokax M. Marziem i BBoguTbCa A0 penepTyapy [yLynbCbKOro aHcaM6to MiCHHO i TaHL. 3rogom
NpoaoBKyeTbCA KoMno3utTopom B. Ary6’'akom. Hanbinbw nosHo nagkaHku [NokyTTa npeactaBneHiy
36ipui HapoaHoro apTucTKa Ykpaitu, ckpunans, donsknopucta M. Tepnentoka «<Mos Myuynis» (2005).
Y HboMy 3adikcoBaHO BeCiNbHUM 06paa, 60 MyanuHUx HoMepis (BokanbHa napTia y cynposoai dop-
TeniaHo), nepeamosa . Kapachk ax Hocia umx Tpaaumuin Ta HayroBLA. Anpobauif Lboro HaB4asbHOro
nocibHuKa 3i cTyaeHTamm KapnatcbKoro HauioHanbHoro yHiBepcuteTy imeHi Bacuna Ctedanuka nig
KepPIBHULTBOM aBTOpa Te3 3acBifynna 3auikaBneHiCTb MOSIOA] y LbOMY }aHpi HapOOHOiI TBOPYOCTI.
Tox, HayKoBe BMBYEHHA, 36epEKEHHA | NponaryBaHHA NajKaHOoK, AK ACKPaBOro BUABY YKPaiHCbKOI
HemaTepiasbHOi AyXOBHOI CNaALWMnHK, € 3aBAAHHAM aKTyaslbHUM.

PRESERVATION AND ACTUALIZATION OF LADKANNIA
AS A VIVID MANIFESTATION OF UKRAINE'S INTANGIBLE
SPIRITUAL HERITAGE

Ladkannia (variant — latkania, ladkanky), as the name and genre of Ukrainian traditional wedding
ritual songs, is widespread mainly in the western regions of Ukraine, in particular in the Carpathians
and in Galicia. Since the term comes from the ancient Slavic deities Lada and Lado — symbols of love,
harmony, happiness, and spring, we have a unique genre of folk art of more than a thousand years of
origin. I. Ohienko in the monograph “Pre-Christian Beliefs of the Ukrainian People” (Winnipeg, 1981)
substantiates the origin of the term from the goddess Lada and mentions its use in wedding songs. The
authors of the folklore collection “Rusalka Dnistrova” (Budapest, 1837) present a section «Ladkania»
with examples of these songs from various localities of Eastern Galicia. A number of collections and
ethnographic publications contain texts and/or notes of ladkanok, which are common in the western
regions of Ukraine. Among them: “Galician-Rusian Folk Melodies” (Lviv, 1906—-1908, compiled by
Y. Rozdolsky (recording on a phonograph) and S. Lyudkevych (deciphering and editing), «<Folk Songs
from the Galician Lemkivshchyna» (Lviv, 1929) by F. Kolessa, «Hymns of Ukrainian Wedding Songs»
(Kyiv, 2006; Vinnytsia, 2007) by L. Yefremova, “Boykivski latkanky” (compiled by P. Zborovsky, I. Fedun,
Lviv, 2013). The artistic development of ladkanky for the choir began in the 1950s by M. Magdiy and
was introduced into the repertoire of the Hutsul song and dance ensemble. Later, it was continued by
the composer V. Yakub'yak. The ladkanky of Pokuttya are most fully presented in the collection of the
People’s Artist of Ukraine, violinist, folklorist P. Terpelyuk «My Hutsuliya» (2005). It records a wedding
ceremony, 60 musical numbers (vocal part accompanied by piano), a foreword by H. Karas as a
bearer of these traditions and a scientist. Testing of this textbook with students of the Vasyl Stefanyk
Carpathian National University under the guidance of the author of the thesis showed the interest
of young people in this genre of folk art. Therefore, the scientific study, preservation, and promotion
of ladkanok as a vivid manifestation of Ukrainian intangible spiritual heritage, is an urgent task.
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O00OCBIO BUKNAOAHHA TPAONLIMHOI TAPMOHIKUA
B MY3MYHIM LWKOJTI B A3YKIi, NIBOEHHA NTUTBA

3 2005 poKy aBTOp BMKIAAAE Pi3HI TUMKU TPAAMLIMHMX (CTAPOBUHHMX) KHOMKOBUX aKOPAEOHIB
(nuT. — armonika), a Takom 6aHAOHEOH | KOHLEPTIHM Ha Kypcax TpaauuiMHOi My3uku B J1nTei. BiH
TaKOX € EKCMNEePTOM-KOHCYNbTaHTOM JIMTOBCHKOIO HaLLiOHaNbHOIO KyNLTYPHOrO LLEHTPY. YNpoaooBK
OCTaHHIX TPbOX POKIB aBTOP 3AIMCHIOE HABYaHHA AiTeM | JOPOCNUX FPU Ha TPaAMLIMHIM apMOHILi B
ANiTYCBKIM paroHHin WKoni MucTeuTs i cnopty B perioHi Oaykia (nisaexs Jutemn). Cnig 3aszHaumTy,
wo B JIUTBI iCHy€E NM1LLE KiNlbKa My3WYHKMX LWKI, Aie MOXKHA 3400yTH TaKy BY3bKy crevjianisaLito B ranysi
MY3MU4HOI OCBITH.

AKopaeoHu (aBCTpIMCLKOro Ta HIMeLBbKOro BUPO6HULTBA, 30KkpeMa dipmm Hohner, a Takox iHoA
MOSIbCLKOrO MOXOAKEHHA) Habynu nowmrpeHHa B [3yKii BIAHOCHO Ni3HO — NWLE B M BOEHHWI NepioA.
BopHouvac yxe HeBaoB3i nicna [Jpyroi CBITOBOI BiiHWM BOHK Maie NMOBHICTIO BUTICHWUIW paHille nony-



NAPHI CKPUMNKOBI Ta CTPYHHI aHCamb1i, a TAaKOX MOLUMPEHY CTaHAaPTU30BaHy POCIMCbKY FrapMOHIKY.
Ha nouatky XXI ctonitta B [13yKii e icHyBana 3HayHa KinbKiCTb HAPOAHMX BIPTYO3iB rPK Ha apMOHIL
Ta aKOPAEOHI, AN1A AKUX PEryNAPHO OPraHi30BYBaNIMCA YUCIIEHHI KOHKYPCH.

Mpautotoun B [3yKil, aBTOp CTaBUTL 3a METy NepeaaTH YYHAM XapaKTePHWUM ANA perioHy penep-
Tyap i CTUNb BUKOHAHHA, HE3BaMato4n Ha Te, L0 BiNbLUICTb i3 HUX HABYAOTLCA B MOYATKOBKMX Knacax.
BamnmMBmMm YMHHMKOM yCnixy € NiATPUMKa MICLLEBOI rPOMaamM Ta paloHHOI aaMIHICTpaLil, WO 3HA4YHOM0
MipOIO 3yMOBJIEHa Pe3yNbTaTUBHOK Y4aCTHO YYHIB Y HaLLIOHAIbHMX Ta MiHAPOAHWX KOHKypcax. Y 2025
poui 6yno 3abe3neyeHo $iHaHCYBaHHA ANA NpUAGaHHA IMTOBCbKOrO TPaAMLIMHOIO IHCTPYMEHTA,
BUroToBneHoro marctpom Aypimacom Myckyriricom (Aurimas Puskunigis) 3 Bipwronaca (Birstonas)
(O3ykia) — eaMHUM IHCTPYMEHTaNIbHUM MaMCTPOM, AKWI YNPOAOBMK OCTAHHLOrO AECATUAITTA 3ai-
Ma€ETbCA BUrOTOBIEHHAM KHOMKOBMX FAPMOHIK y JIUTBI.

EXPERIENCE OF TEACHING TRADITIONAL ARMONIKA AT A
MUSIC SCHOOL IN DZUKIJA, SOUTH-LITHUANIA

Since 2005, | have taught various types of traditional (old type) button accordions (Lith. armonika)
and bandoneons, concertinas during traditional music-making courses in Lithuania. | am also an
expert-consultant at the Lithuanian National Culture Center. For the third year, | have been teaching
children and adults to play the traditional armonika at the Alytus District Arts and Sports School
in Dzdkija, South Lithuania. There are just a few Music Schools in Lithuania where this specialization
of music education is available.

Traditional button accordions (Austrian, German Hohner, sometimes Polish) became popular
in Dzakija late — only during the interwar period. However, very soon, after WWII, they replaced the
previously most popular fiddle and string bands and the standardized Russian armonika spread.
At the turn of the 21st century, there were still a lot of folk armonika and piano accordion virtuosos
in Dzakija and many competitions were held for them.

Working in Dzakija, | strive to transmit the typical regional repertoire and playing style to my pupils,
even though most of them are still in elementary school. | feel the support of the community and the
district municipality: an important factor is that my pupils successfully participate in national and
international competitions. In 2025, funding was allocated to purchase a Lithuanian instrument made
by Aurimas Puskunigis from Birstonas (Dzikija). He is the only craftsman who has been producing
button armonikas over the last decade in Lithuania.
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TMTOBCbKI PYKOMNCK IHCTPYMEHTANBHOI MY3UKH
MNOYATRY XX CTOJNTTA: ILEOJIONYHA NMEPCIMNEKTUBA

MerToto uji€i Npe3eHTaLii € BUCBITNIEHHA TOro, AK 3MIHIOBAIOCA CTaBNEHHA My3WKaHTIB, AOC/IAHWKIB
| CycninbCTBa A0 PYKOMMCHOrO penepTyapy TaHUIB | MapLiB noyaTky XX CTOMITTA B Pi3Hi ICTOPUYHI
nepiogm Ta 3a pPi3HMX NONITUKO-IAEONOriYHNX 06CTaBKH. [locnioeHHA FPYHTYETLCA Ha YHIKaNbHIN
KOMEKLLii PYKOMMCIB, CTBOPEHWNX CeMIHapMCTaMK Ta My3rKaHTamn BerBepAnCbKOI yunTenbCbKol cemi-
Hapii (MicTeuro Veiveriai) y 1912-1915 pokax — y nepiog JIMTOBCLKOrO HaLIOHAILHOMO BiAPOOMEHHA
Ta [lepLoi CBITOBOI BiMHM.

Lla 6araTtorpaHHa Konekuis Hanidye mamxe 200 HOTHUX 3anuciB, cepen AKkMx noHaa 160 TaHuiB i
MapLuiB, a Tako 61m3bko 30 niceHb. 3HayYHa YacTUHA IHCTPYMEHTaNIbHUX TBOPIB HANEKUTb A0 Tpa-
AWLIMHOIO NTMTOBCLKOIO penepTyapy, OAHaK MOMITHY YaCTKy CTaHOBUTb My3MKa IHLLMX HapoaiB. Y CBiM
yac Lien penepTyap BUKOHYBaBCA B LUKONAX, Ha MyOnivyHMX JIMTOBCbKUX BEYOPAX, & TAKOXK Ha CiNbCbKMX
TaHLIOBasIbHMUX 3abaBax.

Y ponosiai 6yae po3rnAHyTo, AK CaMi HOTAaTOPU OLLIHIOBANIM HENMMTOBCBKY MY3MKY Ta AKOK MipOK BOHA
36epernaca B OPKECTPOBOMY penepTyapi MiBoeHHOro nepiogy. Okpemy yBary npuaineHo pagaHCbKO-
My nepiogy, KON NOAIOHI PyKONMUCH TPaAMLIMHOI IHCTPYMEHTaNIbHOI My3WKK 3MmyLLeHi 6ynn 36epiratncsa
NPUXOBaHO, a NLLE MNOOAMHOKI 3 HUX AIMLLMAW A0 HALLIOro Yacy M 6ynu BUABMEHI BIAHOCHO HELLLOAABHO.

Tarow 6yae npoaHanizoBaHo i4€0NOMYHUI BIIMB HA Cy4YaCHI AOCNIAKEHHA L€l CNaALLMHN B KOHTEKCTI
POCIMCBbKOr0o BTOPrHEHHA B YKpaiHy Ta BiMHM, LLLO TPMBAE BNPOAOBHK OCTaHHIX POKIB.

EARLY 20TH-CENTURY LITHUANIAN INSTRUMENTAL MUSIC
MANUSCRIPTS: AN IDEOLOGICAL PERSPECTIVE

The aim of my presentation is to reveal how attitudes of musicians, researchers, and society toward
an early 20th-century handwritten dance and marches repertoire may change in different historical
periods and political-ideological circumstances. My research is based on a unique manuscript collection
notated by some seminarists, musicians of the Veiveriai Teacher’s Seminary, in 1912-1915, during
the periods ofthe Lithuanian National Revival and WWI.

This multifaceted collection comprises nearly 200 notations: over 160 dances, marches, and 30
songs. Many instrumental music pieces are traditional Lithuanian; however, a large part of the repertoire
can be attributed to other nations. This repertoire has been performed in schools, public Lithuanian
evenings, as well as at village dance parties.

| will discuss how the non-Lithuanian music was appreciated by the notators themselves and how
much it has been preserved later, in the interwar-period orchestral repertoire. During the Soviet-era
such traditional instrumental music manuscripts had to be hidden away, only some of them survived
and are being discovered only recently.

| will also discuss the ideological impact on their research facing Russia’s invasion in Ukraine and
war, during the last years.
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CUJTABIHHA ®OPMVYIJIA V5+3 AK OOHA 3 MOP®OJIOTINHYHUX
MAKPOMOZEJIEM CNOB'AHO-BAITCbKOIO
PAHHbOTPAOMUIMHOIO MEJTOMACKBY

CwunabivHa dopmyna V5+3 aywe nowmpeHa y TBopax 06pAn0BO-MICEHHOI KynbTypH YKpaiH-
LiB, 6inopycis, NONAKIB, NMMTOBLLIB, TOBTO TOro €THIYHO-reorpadiHHOro KOHTUHYYMY, AKMK 3 HEAaBHIX
Mip A OKPECIIIOI0 AK CNOB'AHO-6ANTCbKMIM paHHbLOTPaauLinHuin menomacus (CBPM). Lle ssuwe
AOCUTbL fobpe focnigkeHe AK 3 nornagy Tunonorii (pUTMIYHI BTIEHHA y ABOX CUCTEMax 4aco-
MipHOIO PUTMY — ABOMIPHIM Ta TPUMIPHIK) | }aHpoBUX peanizauii (OXONE yCi MaHpU BECHAHO-
NITHLOrO LMKITY Ta BECIbHUM LMKIT), TaK i Ha NpeaMeT ix apearnbHux nponsis. Ha uii nigcrasi moxemo
(a) BMBECTH reHepasbHi 3aKOHOMIPHOCTI MOPdONOriYHOro Po3BUTKY Moaeni V5+3 Ha npocTopi CBPM,
(6) oKkpecnuTH KaHPOBO-TepUTOpPIaNbHY AUCTPUBYLIIO TBOPIB L€l GOpMM y Uik reorpadiyHii 30Hi,
(B) NOCTaBUTU NUTAHHA NMPO NPUYUHKM GOPMYBaHHA CaMe Takoi CUCTEMM bYHKLIOHYBaHHA MopdOoo-
riyHoi mopeni V5+3 Ha Tepeni CBPM.

THE SYLLABIC FORMULA V5+3 AS A MORPHOLOGICAL
MACROMODEL WITHIN THE SLAVIC-BALTIC
EARLY TRADITIONAL MELOAREA

The syllabic formula V5+3 is very common in the works of the ritual and song culture of Ukrainians,
Belarusians, Poles, Lithuanians, that is, the ethnic-geographical continuum, which | have recently
outlined as the Slavic-Baltic early traditional meloarea (SBETM). This phenomenon has been fairly
well studied both from the point of view of typology (rhythmic embodiments in two systems of time-
dimensional rhythm — two-dimensional and three-dimensional) and genre realizations (covering all
genres of the spring-summer cycle and the wedding cycle), and in terms of their areal manifestations.
On this basis, we can (a) deduce the general patterns of the morphological development of the V5+3
model in the space of the SBETM, (b) outline the genre-territorial distribution of works of this form
in this geographical area, (c) raise the question of the reasons for the formation of precisely such
a system of functioning of the morphological model V5+3 in the territory of the SBETM.
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NPOEKT CTAHOAPTY METAOAHUX OJ19 OMNMUCY 3PA3KIB
YKPAIHCBKOIO MY3UYHOIO ©OJ1IbKJIOPY

Honosiab nprceayeHa npobnemi yHidikaLii MeTagaH1x AnA ONMCY KONEKLIM YKPaIHCbKOrO My3HMYHOro
donbrnopy. Ha matepiani Kinbkox npoBigHux apxieHux ocepeakis (konekuis MHOJT eTHoMy3uKonOrii
HaujioHanbHoi My3nyHoi akagemii Ykpainu, ayaiodoHs, IHCTUTYTy MMCTeLTBO3HABCTBA, GOSbRIOPH-
cTukKM Ta eTHonorii imeHi n M.T. Punbcbkoro HAH Ykpainu, poHa mucTeubroi areHuii «ApT-Benec»
TOLLO) NPOaHasi3oBaHo peasibHi MPaKTUKKU KaTanorisauii, Lo CKIanmMcsa BNPOOOBHK ASCATUIITh | HUHI
ICHYIOTb Y BUrNAAi pisHopiBHeBuMx Excel-peecTpis.

Ha wi% ocHoBi 3anpornoHoBaHo niaxia, 40 po3po6neHHA rany3eBoro CNoBHUKa onucy (cTaHpapTy
MeTafaHmWx), Wo noeaHye e sigomi 6a3osi moaeni (Dublin Core / DCMI) 3 nomeHHO-crneundidHrmm
napameTpamMu, XapakTeEpHUMK ANA ONUCY NOLOBKUX GOSIbKNIOPHUX MaTepianis.

KntoyoBuM npuHUMNOM Mogeni € ycnagKkyBaHHA MeTagaHWUX Mix iEpapXiYHUMK piBHAMU: GoHAY,
eKcneaumuii, ceaHcy Ta oamHuUi iHpopmauii (TBopy), Wo A03BONAE MiHiMI3yBaTH Ay6ntoBaHHA i 36e-
perT1 icTOpUYHO CHOPMOBaHI NPAKTUKK OMUCY.

3anpornoHoBaHa cxema po3rnAafaeTbCA AK poboya OCHOBa ANA NogasbLoi CTaHaapTM3aLi, y3roa-
WEHHA CNOBHUWKIB ONKCY | N06yA0BM LMPPOBOro Peno3nTopito YKPaIHCbKOro My3U4YHOro $GOoNbKIOPY.

DRAFT METADATA STANDARD FOR DESCRIBING SAMPLES OF
UKRAINIAN MUSICAL FOLKLORE

The report addresses the issue of the problem of unification of metadata for the description
of collections of Ukrainian musical folklore. Based on the material of several leading archival centers
(the collection of the National Academy of Music of Ukraine's National Library of Ethnology, the audio
collection of the M. T. Rylsky Institute of Art History, Folkloristics and Ethnology of the National Academy
of Sciences of Ukraine, the fund of the art agency «Art-Veles», etc.), real cataloguing practices that
have developed over decades and currently exist in the form of multi-level Excel registers are analyzed.

On this basis, an approach is proposed to develop an industry description dictionary (metadata
standard), which combines already known basic models (Dublin Core / DCMI) with domain-specific
parameters characteristic of the description of field folklore materials.

The key principle of the model is the inheritance of metadata between hierarchical levels: fund,
expedition, session, and unit of information (work), which allows minimizing duplication and preserving
historically formed description practices.

The proposed scheme is considered as a working basis for further standardization, harmonization
of descriptive dictionaries, and construction of a digital repository of Ukrainian musical folklore.
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PEBAMBAJI3M TA PEKOHCTPYKTMBHE BUKOHABCTBO:
HA MEPEXPECTI 3AXIOHMX TA YKPAIHCbKUX NIAXoA4IB

Y npeseHTauii po3rnaHyTo $peHOMEH peBanBani3aMy Ta PEKOHCTPYKTMBHOIMO BUKOHABCTBA Tpaau-
LIMHOI MY3MKHK Kpi3b NPM3My 3ICTaBNEeHHA 3axiAHOEBPOMNENCHKMX | YKPAIHCbKMX HAyKOBMX NIAXOAIB.
CyyacHe yKpaiHCbKe PEKOHCTPYKTUBHE BUKOHABCTBO, WO GOPMYETLCA BKE Makke NiBCTONITTA, €BOSIO-
LIOHYBaso Bif, NepPeBaXHO CLIEHIYHMX GOPM A0 PIBHOMAHITHUX IHTEPAKTUBHMX | CUHKPETUYHWX MPaKTUK,
CTaBLUW BaX/TMBOIO CKNAZ0BOIO CyHaCHOI My3WYHOI KyNbTypH Ta JMLLE BIAHOCHO HELLO0AaBHO — 06’EKTOM
CUCTEMHOr0 HayKOBOIro aHanisy.

Y po6oTi NpoCTEKEHO ICTOPIFO OCMUCNEHHA GONBKIOPU3MY M peBanBasiamMy B €BPOMNENCbKOMY
HayKOBOMY AWCKypcCi Bif npaub [aHca Mo3epa oo cy4acHWX TUMONOriM | METOAONONIYHUX MOAEeNEeN,
a TaKoX NoKasaHo creuurdiky po3BUTKY MiAXOAIB A0 BUBYEHHA My3MYHOIO GOSBKIOPHU3MY B KpaiHax
CxinHoi €Bponu B ymoBax pafAHCbKOiI KynbTypHOI nonitikn. OKkpemy yBary npyaineHo TepMiHono-
FYHUM PO3BIKHOCTAM MiK 3axiHOM Ta YKPaAIHCLKOK TpaaMLIAMKU, 30Kpema ChiBBIAHOLLIEHHIO NOHATb
folklorism, revival, reproduction, reconstruction Ta restoration.

O6r'pyHTOBaHO Te3Y, L0 PEKOHCTPYKTUBHE BUKOHABCTBO B YKpaiHi MOXe po3rnagatmica Ak cneumoiy-
HWM CXiAHOEBPONENCHKMI NPOAB LUMPLLIOro EBPONENCHLKOrO KOHLENTY revival, BogHo4ac 36epiratoym
BlaCHY METOLOJONIYHY Ta iICTOPUYHY crieundiky. 3anponoHOBaHO aHaliTUYHE PO3MEKYBaHHA TEPMIHIB
reproduction, reconstruction i restoration, L0 [,03BONAE TOYHILLE ONWCYBaTH PI3HI CTpaTeril BIATBOPEHHA
TPaAuLiMHOI My3UWKM Ta ixHi pe3dynbTat. 3pobneHo BUCHOBOK MPO AOLINBbHICTb iHTErpaLii yKpaiHCbKoro
PEKOHCTPYKTMBHOIO BUKOHABCTBA B 3ara/lbHOEBPOMNENCHLKMIM HAYKOBUM KOHTEKCT i3 ypaxyBaHHAM
NOKaNbHUX TPAAMULLM | NOHATD.

HntoyoBi cnosa: peBaviBaniaM, PEKOHCTPYKTMBHE BUKOHABCTBO, $OMbKIOPHU3M, TPpaauLiMHa My3nKa,
TepmiHonoria, CxigHa €spona.

REVIVALISM AND RECONSTRUCTIVE PERFORMANCE: AT THE
CROSSROADS OF WESTERN AND UKRAINIAN APPROACHES

The presentation examines the phenomenon of revivalism and reconstructive performance of
traditional music through a comparison of Western European and Ukrainian scientific approaches.
Modern Ukrainian reconstructive performance, which has been forming for almost half a century, has
evolved from predominantly stage forms to various interactive and syncretic practices, becoming an
important component of modern musical culture and only relatively recently, the object of systematic
scientific analysis.

The work traces the history of understanding folklorism and revivalism in European scientific
discourse from the works of Hans Moser to modern typologies and methodological models, and
also shows the specifics of the development of approaches to the study of musical folklorism in
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Eastern European countries under the conditions of Soviet cultural policy. Special attention is paid to
terminological differences between Western and Ukrainian traditions, in particular to the correlation
of the concepts of folklorism, revival, reproduction, reconstruction, and restoration.

The thesis substantiates that reconstructive performance in Ukraine can be considered as a specific
Eastern European manifestation of the broader European concept of revival, while preserving its own
methodological and historical specificity. An analytical distinction between the terms reproduction,
reconstruction, and restoration is proposed, which allows for a more precise description of different
strategies for reproducing traditional music and their results. A conclusion is drawn about the feasibility
of integrating Ukrainian reconstructive performance into the general European scientific context, taking
into account local traditions and concepts.

Keywords: revivalism, reconstructive performance, folklorism, traditional music, terminology, Eastern
Europe.

Anastasiia
LIUBYMOVA

Doctor of Philosophy, Associate
Professor of the Department

of «History and Theory of Music»,
Dnipro Academy of Music,
Ukraine

AHacTacia
JTOBMMOBA

AoKTOpKa dinocodii,

AoueHT Kadenpm «lctopin

Ta TeopiA My3MKKW»

I HinpoBCcbKOi akaaeMii My3uku,
HHinpo, YkpaiHa

natochka3110@gmail.com natochka3110@gmail.com

OBPALOBWM | TO3AOBPALOBMM ®OJTbKITOP
MBAHA YKPAIHW: 0O NMUTAHHA ACUMETPII TPAOMUIMHOIO
MICEHHOIO PEMEPTYAPY

lMicenHa Tpaguuin MNiBaHsa YKpaiHu, 30Kpema TepeHiB B Mexax AHINPOBCbKUX MOPOriB, NpeacTaBieHa
BMPa3HOI0 aCMMETPIED Mi 06pAA0BMM | N03206pAA0BMM PONBKIOPOM: N03a06PAS0BMIM MICEHHNH
penepTyap 36epirca 3Ha4yHO Kpalle 1 GyHKLIOHYE LmMpLue, TOAI AK 0OpAJOBI NICHI NpeACTaBneHi
dparmeHTapHO abo mMaKe BIACYTHI.

[MprumHM Li€El acumeTpii MaloTb KOMMIEKCHUI XapaKTep | NOB'A3aHI 3 ICTOPUKO-KYNETYPHUMMU,
coujanbHMMK Ta gemorpadiyHMmmn ocobnnBocTAMK perioHy. lNiBaeHb YKpaiHn popmyBaBca AK 30Ha
Mi3HBOI KOMOHI3aLLii Ta aKTUBHKWX MirpaLiiv, WO 3yMOBKIIO €THIYHY M KyNbTYpHY PI3HOPIAHICTb HACENEeHHSA.
Y npoueci mirpadii 36epiranvcsa Hacamnepez OKpeMi NiCEHHI ¥aHpW, Toai AK 06PAO0BI KOMMIEKCH,
O BMUMaratoTb CTasIOro CoLiaibHOro cepefoBuLla Ta 6esnepepBHOi CNaiKOBOCTI, 3a3HaBaNW peaykKLii.

O6panosui dornbKIop, byayyn KOPCTKO NOB'A3aHUM i3 KaleHAAPEM, arpapHUM LIMKIOM | IOKalbHK-
MW PUTYaNIbHUMU NPaKTUKaMK, BUABUBCA BPA3IMBMM A0 YMOB COLjiaibHOi HeCTabinbHOCTI, MOBINBHOCTI
HaceneHHA Ta TpaHcopmaLii cnocoby rocnogaptoBaHHA. HaTomicTe N03aobpAn0BI NiCHI — NipUYHI,
coujanbHO-NobYyTOBI, KO3aLbKi, YyMaLbKi, PEKPYTCbKI — AEMOHCTPYIOTb 3HA4YHO BWLLY afanTUBHICTb.
BoHK He NoTpebytoTb HITKOrO PUTYaNbHOrO KOHTEKCTY M MOXYTb PYHKLIOHYBaTH AK GopmMa NOBCAK-
AEHHOr0 eMOLIMHOMO Ta KOMYHIKQTMBHOIO BUCIIOBHOBaHHA.

BawnuBy ponb y 36epereHHi no3aobpAaaoBoro penepTtyapy Bigirpana v ictopuyHa cneumeika
perioHy, NoB'A3aHa 3 KO3aLbKO TpaguLIErD, NPUKOPAOHHUM CTaTyCOM Ta BiINCbKOBO-C/yXO60BUMH
dopmamu ®kuTTA. Came Li yMOBM CNpUANKM aKkTyanisauji niceHb eniyHo-NipUYHOro Ta CoLiasibHOro 3MICTY,
AKI BUKOHYBasIM PYHKLLIT KONEKTUBHOI Nam'ATi, camoifeHTHdIKaLLii Ta MOpanbHOi perynauii ChinbHOTH.

Takum 4mMHOM, acumeTpia Mix 0b6pAnoBKUM | No3aobpanosum donbknopom liBaHA YKpaiHu €
He HacniAKoMm BTpaTW Tpaauuii, a pe3ynsTaToM ii aganTtauii A0 crneurpiHHUX ICTOPUKO-KYNBTYPHMUX
YMOB pEerioHy.
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RITUAL AND NON-RITUAL FOLKLORE OF SOUTHERN UKRAINE:
ON THE ISSUE OF ASYMMETRY OF TRADITIONAL
SINGING REPERTOIRE

The singing tradition of Southern Ukraine, in particular the territories within the Dnipro rapids, is
represented by a pronounced asymmetry between ritual and non-ritual folklore: the non-ritual song
repertoire has been preserved much better and functions more widely, while ritual songs are presented
fragmentarily or almost absent.

The reasons for this asymmetry are complex and are related to the historical, cultural, social, and
demographic features of the region. Southern Ukraine was formed as a zone of late colonization and
active migrations, which led to the ethnic and cultural heterogeneity of the population. In the process
of migration, primarily individual song genres were preserved, while ritual complexes, which require
a stable social environment and continuous heredity, were reduced.

Ritual folklore, being tightly connected with the calendar, the agrarian cycle, and local ritual practices,
turned out to be vulnerable to the conditions of social instability, population mobility, and transformation
of the economy. In contrast, non-ritual songs — lyrical, socio-domestic, cossack, chumack, and recruit
— demonstrate much higher adaptability. They do not require a clear ritual context and can function
as a form of everyday emotional and communicative expression.

An important role in the preservation of the non-ritual repertoire was also played by the historical
specificity of the region, associated with the Cossack tradition, its border status and military-service
forms of life. It was these conditions that contributed to the actualization of songs of epic-lyrical and
social content, which performed the functions of collective memory, self-identification, and moral
regulation of the community.

Thus, the asymmetry between the ceremonial and non-ceremonial folklore of Southern Ukraine
is not a consequence of the loss of tradition, but rather the result of its adaptation to the region’s
specific historical and cultural conditions.
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BUAB ®OJIbKITOPHOIO PYXY: HA CLLEHI TA MO3A 1i MEXXAMM.
OOCBIO NYBNIYHUX 3AX0O4IB

Y npaKkTuLi NTMTOBCbKKUX GONbKNOPHUX aHCaMbiB BUpPa3HO NPOCTEKYHOTLCA ABi MPUHLMMIOBO
pi3Hi opMM cCaMOBUpaKeHHA — CLEHIYHa Ta no3acueHivyHa. lNo3acueHiyHa AianbHICTb 3a CBOEHD
NPUPOAOI0 ICTOTHO BIAPI3HAETLCA Bif, NporpaM, NpeAcTaBeHMX Ha CLLEHI, MPOTe € He MeHL, a
NoAeKyAM M Binbll 3HAYYLLOKO ANA PO3BUTHY M 36epereHHA MICbKoro ¢ponbKnopHoro pyxy. Pis-
HOMaHITHI $OpPMM NO3ACLIEHIYHOI aKTUBHOCTI MOXHa CnocTepiratu, 30Kpema, nig vyac pecTmsanto
Skamba Skamba Kankliai: BeuipHi 3i6paHHA, HepopmanbHi 3ycTpidi, KOHLEPTH Y ABopuKax CTta-

pOoro mMicta —iMnpoBiI30BaHi iIHTepNtoAil, CNiNnbHUK cniB | TaHui. Lle ABULLe Mae BaxnnBe 3Ha4YEHHA
He N1LLE B MeXax CBOEPIAHOI «BynbballKn» yH4aCHUKIB MICbKOTrO $OSbKIIOPHOrO pyXy, a M y LUMPLLOMY
COLLIOKYNILTYPHOMY NPOCTOPI MiCTa.

Taki dpopmu AiANBHOCTI aKTMBHO BUKOPUCTOBYHOTBCA y4aCHUKaMK GOnbKNOPHOro pyxy y BinbHroci
Bif, YaciB ciyHeBMx noain 1991 poKry 1 A0 CbOroAH — WOPIYHI BLUaHyBaHHA TpariyHux nogin 13 ciyHA
1991 poKy, BiA3Ha4YeHHA NPOronoWweHHA He3anexHocTi 16 noToro 1918 poky Ta BiAHOBNEHHA
HesanemHocTi 11 6epeaHa 1990 poKy, 3okpema 6ina 6aratb Ha npocneKTi leamminaca y BinbHioci.
BaknmBy ponb $0onbKNOPUCTH BigirpaBanu TakoX Mig, Yac aKuim npoTtecTy «3a cBoboay cnosa», Lo
TpuBanu y BepecHi—rpyaHi 2025 poky.

AK couianbHO-NONITUYHI 06CTaBKUHM, TaK | GOPMK CaMOBUPAKEHHA YHaCHUKIB PONbKITOPHOrO
pyxy nepebyBatoTb y NOCTIMHIM AnHamiui. Y gonosigi 6yae po3rnAHyTo TpaHchopmaLiii Cnoco-
6iB BUpPaKeHHA B Mexax GpONbKIOPHOr0 Pyxy Ta OKPECIEHO KNHOYOBI BiAMIHHOCTI Mi¥ CLIEHIYHOO
| MO3aCLEHIYHOIO AiANBHICTHO.

THE EXPRESSION OF THE FOLKLORE MOVEMENT: ON-STAGE
AND OFF-STAGE ACTIVITIES. THE EXPERIENCE OF PUBLIC
EVENTS

In Lithuania’s folklore ensemble practice, it is easy to notice two fundamentally different forms
of expression — on stage and off-stage activities. Non-stage activity is, in its very nature, a different
activity than the programs presented on stage, but it is no less, and perhaps even more significant, to
the development and preservation of the urban folklore movement. We can observe various non-stage
activities at our Skamba Skamba Kankliai festival: evening gatherings, get-togethers, partly courtyard
concerts — informal interludes, communal singing, dancing. This phenomenon is important not only
within the «bubble» of urban folklore movement participants.

This form has been used by folklore movement participants in Vilnius since the January events of
1991 to this day, during commemorations of the January 13 events, the proclamation of the State
on February 16 (1918), and the Restoration of the State on March 11 (1990), around bonfires on
Gediminas Avenue in Vilnius. Important activities of folklore movement participants occurred during
the September-December rallies «for free speech» in 2025.

Both the circumstances and the expression of folklorists undergo a certain dynamism. The report
will discuss the changing ways of expression in the folklore movement, the differences between on-
stage and off-stage activities.
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CNEUMNDIKA HAPOOHOI MY3UKU
HA TEPUTOPIi BOJTOBELbKMX BOUKIB 3AKAPMATTA

3aKapnaTTA CTaHOBWTb MiBAEHHO-3axiAHe NOrpaHUYya YKPaiHCbKOI KyNbTYpU, XapakTepuayeTb-
cA AK «eTHorpadiyHMi By30/» Ta TEPUTOPISA, WO MICTUTb yCi eTHorpadiyHi rpynm Kapnat. OgHa
3 HuX — BonkiBLlmHa.

3a eTHorpagiyHMmM panoHyBaHHAM 3akapnarcbka BovkiBwmnHa noainAeTbca Ha 3 OKPYHKHOCTI:
1) TepUTOpItO YHOUBKMX BOMKIB; 2) BONOBELbKMX 6OMKIB Ta 3) MiXripcbkux 60MKiB. HapoaHa myauka
KOXHOI i3 HMX BUABKA CBOI 0CO6NMBOCTI. B y#oLbKMX BOMKIB CNOCTepIraeTbCA HallapyBaHHA nem-
KIBCbKOI HAPOAHO-MY3M4YHOI KYNIbTYPKU Ha BOMKIBCbKUIA MOBHWIA OianeKT, y MIXripCbKMXx 6OMKIB — NOBHE
LOMiHYBaHHA GOMKIBCLKOI KynbTypw (BKITHOYHO 3 My3UYHUM GONBKIOPOM), & Ha PO3TALIOBAHIM MiX
HUMMK TEPUTOPII BONOBELIbKNX OBOMKIB YyTBOPMUIOCA NEMKIBCbKO-O0MKIBCbKE MY3UYHE MIXKOPAOHHA.

Y npoueci focnigKeHHA HApPOAHOI My3UKK BONOBELLbKMX BOMKIB BUABMEHO BIACYTHICTb OOHOPIA-
HOCTI Ta BHYTPILUHIN NOAIN TEPUTOPIl Ha TPW NOKYCK: 1) By3bKUit apean NPUKOPAOHHA 3 YHOLbKUMM
6orKkamm (c. PoaToKa) BUABMB iAEHTUYHICTB i3 CYCiaMM Ta O3HAKM JIEMKIBCbKOI HAPOAHOMY3UYHOI
KynbTypu (OMiHyBaHHA NTIEMKIBCLKMX CMIBAHOK, KONALOK Ta flafKaHb JIEMKIBCbKOro Tuny); 2) 30Ha
3MilaHHA NEeMKIBCbKOI | BOMKIBCbKOI KyNbTYp 3 NNaBHUM NEPEXOAOM Bif, CMiBBIAHOLEHHA NEMKIBCb-
KMX CMiBaHOK 3 KonloMuiikammn 70% : 30% [0 npoTunexHoro cniesigHoweHHa 30% : 70% (cena
Kuueprui, Byroseup, LLlep6oseup, Tuwis) [To6T0 3 NnaBHUM HAPOCTAHHAM O3HAK GOMKIBCLKOI
HapOAHO-My3U4HOI KynbTypw]; 3) apean OOMiHyBaHHA GOMKIBCLKOro My3MYHOro MUcreHHs (cena
3asapxa, BepxHi Bopora, Bonoseus, Ckotapceke, Nyknusuit). TpeTin nokyc 3a o6¢cArom Teputopii
BUABKMBCA HaMbinblimMM. [TOpPIBHAHO 3 MiMIPCbKUMKW GOMKaMU My3n4HUIK GONbKIOP 3 NOKYCYy Mae
HW3KY BiAMIHHOCTEMN.

HocniameHHA HapOAHOI My3MKKM BONOBELIbKMX ODOMKIB BUABUB Cy4acHWUM CTaH My3n4HO-dONb-
KNOPHWX TPaAMULIA PErioHy.

SPECIFIC FEATURES OF FOLK MUSIC
AMONG THE VOLOVETS BOIKOS OF TRANSCARPATHIA

Transcarpathia, the southwestern borderland of Ukrainian culture, is characterized as an
«ethnographic hub» and a territory containing all ethnographic groups of the Carpathians. One of
them is the Boikivshchyna.

According to the ethnographic zonation, the Transcarpathian Boikivshchyna is divided into
3 districts: 1) the territory of the Uzhoksky Boikos; 2) the Volovetsky Boikos, and 3) the Mizhgorsky
Boikos. The folk music of each of them has revealed its own characteristics. The Uzhoksky Boikos
observe a layering of Lemko folk music culture on the Boiko language dialect. Among the Mizhhirya
Boikos, Boiko culture (including musical folklore) is completely dominant, and on the territory of the
Volovets Boikos located between them, a Lemko-Boiko musical borderland was formed.

In the process of studying the folk music of the Volovets Boikos, a lack of homogeneity and an
internal division of the territory into three loci were revealed: 1) a narrow area of the borderland with
the Uzhotsky Boikos (the village of Roztoka) revealed identity with its neighbors and signs of Lemko
folk musical culture (domination of Lemko songs, carols and ladkans of the Lemko type); 2) the
zone of mixing of Lemko and Boiko cultures with a smooth transition from the ratio of Lemko songs
with kolomyikas of 70%: 30% to the opposite ratio of 30%: 70% (villages of Kycherny, Bukovets,
Shcherbovets, Tyshiv) [i.e. with a smooth increase in the signs of Boiko folk music culture]; 3) the area
of dominance of Boiko musical thinking (villages of Zavadka, Verkhni Vorota, Volovets, Skotarske,
Huklyvy). The third locus turned out to be the largest in terms of territory. Compared with the
intermountain Boikos, the musical folklore of the 3rd locus shows several differences.

The study of the folk music of the Volovets Boikos revealed the current state of the region’s musical
and folklore traditions.
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IHBOJIFOUIA BECIJIbHOIO OBPAOY
Y BOJIMHCbROMY CEJII KPEMELL KPISb CTOJIITHKO NMPU3MY

Y mewax eTHorpadiyHoi 3axigHoi BonuHi 3Haxoanteca ceno Kpemel, e BNpoaoB#H MUHYNOMO
CTONITTA 6YNO TPMYi 34IMCHEHO PONBLKIOPHI 3an1cH, 30KpeMa HanbinbLue po3noBiAen NPo BECINbHY
06pAnoBICTb Ta, BNacHe, npuypoyeHi Hacnisu. Havnepe Ha novatky 1930-x poKiB y MakCcMManbHO
NnoBHIM GpopMi MiCLLEeBe BECINNA 3anncaB MasnioBI4OMUK, ane ayxe nnigHWM BOTMHCbKUA eTHorpad
Hasap Oumnny (1908-1970). Lli 3anucu YBIMLLIM A0 NOBA¥HOrO akaAeMi4HOro BUAaHHA — ABOTOM-
HuKa «Becinna», BuaaHoro y Rnesi 1970-ro pory. Copok poKiB Mo TOMy BeCifibHWI 06pAL, y LibOMY
w ceni 3anmcaB Onekca OwypkeBny — BuaaTHnin eTHorpad 3 Jlyupka. Bixe Ha ToM Yac TpaguuinHa
KapTWHa 3a3Hana CyTTEBOI pyMHauii, Ha LWo Hanbinbwe BnavHyna [pyra ceitoBa BivHa Ta i8eono-
riYHUM NPECHHI pagAHCbKOI Bnagu. Y Hawi AHI cnigamMu nonepeaHuKie ekcneaumuito y Kpemeuwi
34incHWNa aBTopKa Aonosiai, kotpa BniTky 2025-ro poky 6yna 3any4eHa o poboTun y cknaai rpynu
¢axisuiB-eTHOMy3uKonoris i3 JlTabopaTopii My3nyHoi eTHonorii J1bBiBCbKOI My3uyHoi akagemii. [Monpwm
IHTEHCHBHY MIAFOTOBKY A0 pO6OTH B TepeHi 3a TEMaTUYHUM CNpAMYyBaHHA, Byno 3anMcaHo ay*e
Mano iHpopmaLii Ta NiceHb, a OTHe A0BENI0OCA KOHCTATyBaTK MamMe LiTKOBUTY BTpaTy 06pAA0BoI
KapTWHKM Ta cynpoBiaHux Hacnisie. CyTTeBa iHBONIOLIA MiCLEBOI TPAAMLIMHOI KynbTypK Bigdynaca
rONIOBHO NiA, BNAMBOM rrnobani3auivHux NpoLecis, | pa3om 3i CTaplwmMMK iHpOopMaHTamu BiAiMwna
Yy MUHyne Konucb 6arata i po3BuHyTa 06pALOBICTb.



THE INVOLUTION OF THE WEDDING CEREMONY
IN THE KREMESH VILLAGE (Volhynia)
THROUGH THE PRISM OF A CENTURY

Within the ethnographic Western Volyn region is the Kremesh village, where folklore recordings were
made three times over the past century, including many stories about wedding rituals and celebratory
songs. First, in the early 1930s, a little-known but very prolific Volyn ethnographer, Nazar Dymnych
(1908-1970), recorded a local wedding in the most complete form. These recordings were included
in a respected academic publication — a two-volume work «Wedding», published in Kyiv in 1970.
Forty years later, the wedding ceremony in the same village was recorded by Oleksa Oshurkevych -
an outstanding ethnographer from Lutsk. By that time, the traditional picture had already undergone
significant destruction, which was most influenced by the Second World War and the ideological
pressure of the Soviet authorities. Nowadays, following in the footsteps of their predecessors, an
expedition to Kremesh was carried out by the author of the report, who in the summer of 2025
was involved in the work as part of a group of ethnomusicologists from the Laboratory of Musical
Ethnology of the Lviv Academy of Music. Despite intensive preparation for field work in the thematic
direction, very little information and songs were recorded, and therefore it was necessary to state
the almost complete loss of the ritual picture and accompanying melodies. A significant involution
of local traditional culture occurred mainly under the influence of globalization processes, and together
with the older informants, the once rich and developed ritual became a thing of the past.
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LE PA3 NMPO «HALIOHAJIbHI IHCTPYMEHTW?>

[MoHATTA «HauioHaNbHI IHCTPYMEHTH» FMMOOKO BKOPiHEHE B MOMYNAPHUX HapaTuBax nNpo Tpa-
AMUIMHY My3uKy. BoHO noxoauTb Bif igei «HauioHanbHOi My3uKkn», Wwo Habyna nowuperHs y XVIII
CTONITTI Ta NepeBakKHO TPaKTyBanacs AK perioHanbHa Mysuka ycHoi Tpaamuii (Matthew Gelbart,
2008). MoumHaroum 3 cepeamtun XIX cTONITTA, MOHATTA «HALOHAIBHUI IHCTPYMEHT» CTasO0 KITOHOBHUM
y NONITUYHKUX AUCKYCIAX | 3roA0M NEPETBOPUIOCA HA OAMH i3 HAPIKHMUX KAMEHIB KyNIbTYPHOI MONITUKM
PagaHcbrkoro Cotosy.

BoaHouac y eBponenchbKin eTHoOOpraHoNorii Len TepMiH Manme He BUKOPUCTOBYETLCA. Taka obe-
PEHHICTb 3yMOBEHA TMUM, WO BiNbLUICTb IHCTPYMEHTIB, AKI BBAMAKOTLCA «HALLIOHANbHUMW», HACNPaBA
MatoTb TPaHCHaLOHalbHE NOXoAKEHHA abo € nokanbHMMK deHomeHamu. binblwe Toro, y ceoin
CUMBONIYHIK GOPMi BOHM HaCTO Penpe3eHTyoTb CBIAOMO CKOHCTPyMOBaHI Tpaauuii, cbopmoBaHi
B KOHTEKCTIi HauioHanbHOro pomMaHTnamy. CKkenTuyHe CTaBneHHA A0 Li€i KOHUEnNLii MOCUMOETb-
CA AK MPUXMUIBHICTIO 6araTbox GpOMNbLKIOPUCTIB A0 iaei «manoi 6atbKiBwmHK» (KOpin AHopyxoBUyY)
AK anbTepHaTUBK BEJMKIM Hauii, TaK | 3arasibHUM HECMPUMHATTAM Cy4acHOI HaLii AK «BUragaHoi»
abo «CKOHCTPYMOBaHOI» CMiNIbHOTH.

ABTOp HEOOHOPa30BO HpaB y4yacTb y AUCKYCIAX, CIPAMOBAHMX MPOTH KOHLENLIi «HaLioHanbHKX
IHCTPYMEHTIB», apryMEHTYHOUM Lie TUM, WO BiNbLICTb TaKMUX IHCTPYMEHTIB € pe3ybTaToM NPOoLECIB
cTaHAapTu3auii, NoB'A3aHKX i3 pyxaMu BIAPOAKEHHA Ta peBsiTanidauii. BogHoyac ogHo6i4HMM 6yno
6 NOBHICTIO 3anepeyyBaTh MOMIMBICTb ICHYBaHHA IHCTPYMEHTIB, AKI MaoTb MOPPONOrivHi xapaK-
TEPUCTUKK, NPUTaMaHHI NnLIe OAHIM KpaiHi abo HaBiTb OAHIM HaLiOHANBHIM MY3UYHIN KYNbTYPI.
o Takux BIAHOCHO piaoKICHMX NPUKNaAiB HanexaTb ipnaHAacbKa apda, BIDMEHCBKUM TUN AyayKa
3 Moro cneurdiyHMMU TEMOPOBHUMU XapaKTEPUCTUKAMK, a TAKOK CTApOCBITCbKa 6aHaypa B YKpaiHi.

CborogHi ko63a, 6aHaypa Ta TopbaH NepeTBOPUIIMCA Ha MOTYHHI CUMBOJIN BiHW YKpaiHu
3a caM0o060poHy. Y gonosiai aBTop nparHe He CTiNbKM AaTh OCTaTOYHI MOACHEHHA, CKINbKKW NocTa-
BMUTHK 3anMUTaHHA 3 ICTOPMUYHOI Ta NOPIBHAIbBHOI MEPCMEKTUBK: YHOMY CaMe Lii IHCTPYMEHTHU 3MOTIH
nepebpatn Ha cebe Tary BUHATKOBY CMMBOJSIIYHY POSb Y Cy4aCHOMY KOHTEKCTI.

REVISITING «<NATIONAL INSTRUMENTS?>»

The concept of «national instruments» is deeply rooted in popular narratives on traditional music.
It derives from the idea of “national music” which flourished in the 18th century and was largely
understood as regional music from oral tradition (Matthew Gelbart 2008). «National instrument»
became a keyword in political discourses in the mid-19th century — and served as a cornerstone
in the cultural politics of the Soviet Union.

In European ethno-organology, however, the concept is nearly absent. This reluctance stems from
the fact that most musical instruments considered to be national are in fact either cross-national
or local. And, in their emblematic form, they often represent a purposefully invented tradition in the
context of national romanticism. This scepticism is reinforced both by many folklorists’ sympathy
to the «small homeland» (Yuri Andrukhovych), as an alternative to the grand nation, but also by the
general resentment of many ethnomusicologists against the idea of the modern nation as something
«invented», «constructed» and entirely harmful.

| myself took part in many discussions against the concept of «national instruments», arguing that
most «national» musical instruments are the result of standardization in the context of revival and
revitalization movements. However, it would be one-sided to deny that some musical instruments can
exhibit morphological characteristics typical of a single country or even one national musical culture.
Such comparatively rare instruments are the Irish harp, the Armenian type of duduk, as defined by a
specific sound characteristic, and the starosvitska bandura in Ukraine.

Nowadays, the kobza, the bandura, and the torban have become powerful symbols in Ukraine's war
of self-defence. In my paper, | try not so much to explain as to ask, from a historical and comparative
perspective, why these particular instruments were able to take on this unusual role.
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MCHI, ARI OB’€OHYHOTb HAC.
MATPIOTHUYHI MICHI, CRITAOEHI KIHKAMA

HoxHa KpaiHa 3 nnMHOM Yacy chopmyBana BNacHWM KaneHaap HauioHanbHUX CBAT | AHIB NaM'ATI.
Y XXI cToniTTi BluaHyBaHHA HaMBaKIMUBILLMX ICTOPHUYHKMX AaT y JIuTei Habyno xapakTepy MacoBMXx
nybniyHMX 3axoA4iB: ByIMLAMK MICT YPOYMCTO NPOHOCATbL BpaMmatoye AOBr HaLioHaNbHiI npanopw,
a YncneHHi monoai noan 6epyThb y4acTb y CBATKOBMX Napagax | KoHuepTtax. B odiuinHrx npomoBax
aKLEHTYETbCA yBara Ha AeMOKPaTUYHKX | FYMaHICTUYHKX LLIHHOCTAX, & TAKOX OCMMCIIIOOTLCA TEKCTH
NIMTOBCBLKOIO HaLioOHanbLHOro riMHy. HeBig'eMHOIO CKNaaoBOK CBATKYBaHb € NENIUCT NATPIOTUYHMUX
niceHb, AKI BUKOHYIOTLCA HAXMBO abo TPAHCIOKTLCA MO Pagio NPOTAroM ycboro AHA. OCKiNbKM Ui
MICHI OXOMJTKOKOTb PI3HI My3WYHI CTWUAI — Bif, XOPOBOI, HAPOAHOI Ta MONYNAPHOI My3WKK A0 POKY, OMasy
M Xin-xony, — NpeACTaBHUKK Pi3HMUX NMOKOJIHb MOXYTb 06paTh TBOPH, LLO HanbinbLLe BIAMNOBIAAOTb
IXHIM €CTETUYHMUM ynogo6aHHAM.

MNip yac pocnigxeHHA penepTyapy MMTOBCbKMUX NATPIOTUYHKUX MICEHb BUHUKIIO MUTaHHA: AK 3BanM
nepLUy XiHKy-noeTecy, Aka HanuMcana naTpioTUyHy nicH? Honu 3'aBunaca Taka nicHA? ABTOpKa
He 3Hanwna Takoi nicHi B XIX cToniTTi, OCKiNbKKW B TOM Yac BBaanocs, Wo AepHKaBHUMU cnipaBa-
MW NMOBWHHI 3anmMaTtnca Yonosikn. OBOB'ABKOM KiHOK Byno BMXOByBaTH NaTPioTM3M Y poauHi. Y XX
CTONITTI TMTOBCBKI HiHKM NoYanu 6paTh y4acTb y CYCMiIbHOMY MUTTI, & MOETECH, KOMMO3UTOPKMK Ta
aBTOPKM NiceHb CTBOPUIIKM BaraTo 4yAoBMX NATPIOTUYHUX NiCeHb. [1epLuoto NMMTOBCBKOK HiHKOLO,
AKa CKnana naTpioTuyHy nicHio, 6yna Banaa Manasaite-Crankyc (1925-2015). PomaHTryHa nicHA
«AS$ verkiau parimus» Npo NpoLaHHA conpara i Moro KoxaHoi 6yna Hanncana nig, vac pyroi ceitoBoi
BiiHK, B 1942 poui. «A nnakana, cnepwu1ce Ha CafoBy XBIPTKY, KOTM T, CTUCKAIOYM MOKO PYKY, TUXO
niwoB» — LA NiCHA He 3abyTa | AOHWHI.

Mig yac Opyroi cBiTOBOI BiMHK Ta NiCNA BiMHKW cepep, KiHOK cranaxHyna XBuasa NaTpioTUYHOI
TBOpYOCTi. Barato iHOK yCBIAOMWNY, WO BOHM HE € CMOCTepirayamMm iCTOPUYHKUX NOAIN, a iX yYac-
HUUAMU. Hanbinbl eHTy3iaCTUYHUMK Bynn Mmonoai TBOpL, AKI 6yNn HaTXHEHHWKaMKM Ta BTILHMKaMM
cycninbCTBa, Wwo 6oponoca. Y 1944-1949 pokrax KinbKa OMBOBUMKHWX MICEHb HaNnMcanu napTU3aHKK1
Hiana Mewmxante Ta Ene Papzesivtote. Y 1988 pouij, konu JInTBa noyana 3BinNbHATUCA BiA, pagsaH-
CbKOI OKynauii, komnosuTopka [NiHTape AyTakanTe TaKko¥ BMCIOBKUAA Y CBOIX MICHAX MMMBOKI NoYvyTTA
no6osi Ao 6aTbKiBwmMHW. Harmsigomiwa nicHsa 3 ii peneptyapy — «Viepaties lelija» (<Ninis focnoaHa»),
B AKIM GaTbKiBLWMHA 306paeHa AK KBITKa, LLLO PO3KBITAE Mixk 3emneto i He6om. CniBayka 6a4nThb
NiNito AK 34IMCHEHHA Mpii, NPKXi4, BECHU NicnA 3uMK Ta 3BinbHeHHA. Y XXI cToniTTi naTpioTUYHI NiCHI
4acTO CKNafatTh | BUKOHYHOTb KiHKM; KiHKM CMiBatOTh iX 3 MOBHOK BMEBHEHICTHO, BOHW BiAYyBatoTh
CBOIO BaTbKIBLLMHY B CBOIX CEPLAX | MOXYTb BUKOHYBATW TBOPH, LLLO BUMaratoTb BHYTPILLHLOI CHIIN.

SONGS THAT UNITE US. PATRIOTIC
SONGS COMPOSED BY WOMEN

Each country has developed a calendar of national holidays and days of commemoration over
time. In the 21st century, the commemorations of the most important historical dates in Lithuania
are mass events: impressively long flags are carried through city streets, and many young people

participate in festive parades and concerts. Official speeches emphasize the highest democratic and
humanistic values and reflect on the lyrics of the Lithuanian national anthem. A very important part
of the celebrations is a playlist of patriotic songs, which is performed or broadcast on the radio all
day long. Since the songs are of various styles including choral, popular, folk, rock, jazz, or hip-hop,
people of all ages can choose those that resonate with them.

While researching the repertoire of Lithuanian patriotic songs, the question arose: what was the
name of the first woman poet who wrote a patriotic song? When did such a song appear? | did not
find such a song in the 19th century, as people believed that men should take care of state affairs at
the time. The duty of women was to foster patriotism in the family. In the 20th century, as Lithuanian
women started to participate in social activities, female poets, composers, and songwriters created
many wonderful patriotic songs. The first Lithuanian woman who composed a patriotic song was
songwriter Vanda Panavaité-Stankus (1925-2015). The romantic song «A$ verkiau parimus» about
the farewell of a soldier and his beloved was written during the Second World War, in 1942. «| wept,
leaning on the garden gate, when, pressing my hand, you quietly left» — this song is not forgotten
until nowadays.

During and after the Second World War, there was the outbreak in patriotic creativity among
women. Many women realized that they were not observers of historical events, but participants in
them. The most enthusiastic were young creators who were the inspirers and comforters of a struggling
society. In 1944-1949, some artful songs were written by women partisans Diana Glemzaite, and
Elé Radzeviciaté. In 1988, when Lithuania began to free itself from Soviet occupation, the woman
songwriter Gintaré Jautakaité also conveyed deep feelings of love for the homeland in her songs.
The most famous song from her repertoire is «Viegpaties lelija» (The Lord’s Lily), which depicts the
homeland blooming as a flower between the earth and the sky. The singer sees the lily as the fulfilment
of a dream, the arrival of spring after winter, and liberation. In the 21 century, patriotic songs are often
composed and performed by women; women sing them in full confidence, they feel their homeland
in their hearts and can perform the works that require inner strength.
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ROB3APCbKE BUKOHABCTBO CJ10BIAYNHMN:
BYTTA, HEBYTTA, BIAPOOHKEHHA

CnobomaHcbKa Tpaamuis Ko63apCbKO-MIPHULBKOr0 CMiBOLTBA € HAMGINbLL 3HAYYLLO, YHIKaNIbHO
| aKTyanbHOI TeMoto, AK B YKpaiHi, Tak y CBITOBIM CNiNbHOTI. TBOPEHHA CaKpasibHOro CBIiTy, Heob-
XiAHICTb 36epereHHA CBITOMMAAHUX NPIOPUTETIB KO63aPCbKOro BUKOHABCTBA, CKNaganu CyTHICTb
TBOPYOro iCHYBaHHA ClineLbKoro MaHapiBHoro 6parcrea. BupgaTHi noctati XapKiBCbKOI LIKOMK:

lHaT foHYapeHKo — YM He HaMACKpPaBILLWIM NPeACTaBHUK KO63apcbKoi WKonn CnobiaymHu, AKKK
3ax0ByBaB CTApOAABHIO TPAAMLIIO | MAUCTEPHICTIO AKOro 3ax0omnoBanuch cyvacHuku: J1. YKpainka,
®. Honecca, I XoTkeBuy.



IBaH Kyuyrypa-KyyepeHko — Ha BigMiHy Bia cTapoi Tpaaumuii I. foHyapeHKa, 6yB npeaCcTaBHUKOM
HOBOI, CLLEHI4YHOI reHepaLlii BUKOHaBLLIB, ane He MEHLU BipTYO3HMM i OCBIYEHMM, AK A8 CBOEI coLianb-
Hoi BepcTeu. Bys HalMonoawmm yyacHukom sHamenutoro Xll apxeonoriuHoro 3'isgy (1902 p.)

[HaT XOoTKeBMY — XapKIBCbKMI HayKOBELLb | BUKOHaBELLb, OyB HMBUM BTISIEHHAM Aianory ABOX
cnocobiB My3WKyBaHHA: «3PAYOro» i «<He 3PAYOro».

Bacunb Emeupb — cnoboxaHunH, Ko63ap-BipTyo3, MMCbMEHHKK, opraHisatop [Nepwoi Hanenwu
6aHaypucTiB B YKpaiHi, a B 30 pp. XX cTopivysa i [pyroi — 3a ii mexamu.

leoprin TkayeHKO NoBepHYB 3 HEOYTTA XapKIBCbKMIM CNOCIO rpyn Ta CTapOCBITCbKY 6aHaypy.

AnaTtonin [NapdiHeHKO — HOCIM cnineubKol TpaauLii TpaaumLil, 3arypTyBaB, AK AYXOBHWUI HACTABHMK,
HaBKONO cebe MONOAIKHMUMI Liex XapKIBCbKUX KOO3apiB.

Hoctb Hepemcbkuii: 3 Horo moHorpadii i gucepTauia NPUCBAYEH ICTOPII YKPaIHCLKOro CMiBOLT-
Ba, MOBEPHEHHIO B HaLy OIMCHICTb iICTOPHUYHKX NoAit 1930-x pOKIB i BIGPOAKEHHIO MOMOAIKHOI
KOropTH BpaTyMKIB XapKIBCbKOro KOH3apPCbKOro LeXy.

KOBZAR PERFORMANCE IN SLOBODA UKRAINE:
EXISTENCE, NON-EXISTENCE, REVIVAL

The Slobidchyna tradition of singing with kobza and lyra is the most significant, unique and relevant
topic, both in Ukraine and in the world community. The creation of a sacred world, the need to preserve
the ideological priorities of kobzar performance, constituted the essence of the creative existence of
the blind wandering brotherhood. Outstanding figures of the Kharkiv School include:

Hnat Goncharenko — perhaps the brightest representative of the kobzar school of Slobidchyna,
who preserved the ancient tradition and whose skill was admired by contemporaries: L. Ukrayinka,
F. Kolessa, G. Khotkevych.

Ivan Kuchugura-Kucherenko — unlike the old tradition of H. Honcharenko, was a representative of
a new, stage generation of performers, but no less virtuoso and educated, as for his social class. He
was the youngest participant in the famous 12th archaeological congress (1902).

Hnat Khotkevych — Kharkiv scientist and performer, was a living embodiment of the dialogue of
two ways of making music: «sighted» and «not sighted».

Vasyl Yemets — a native of Sloboda, kobzar-virtuoso, writer, organizer of the First Bandura Capella
in Ukraine, and in the 30s of the 20th Century and the Second — outside its borders.

Heorhiy Tkachenko — brought back from oblivion the Kharkiv way of playing and the old-world
bandura.

Anatoliy Parfinenko, a bearer of the Slipets tradition, rallied around himself, as a spiritual mentor,
the youth guild of Kharkiv kobzars.

Kost' Cheremskyi — three of his monographs and his dissertation are dedicated to the history of
Ukrainian singing, the return to our reality of the historical events of the 1930s, and the revival of the
youth cohort of the brothers of the Kharkiv kobzar guild.
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NAPAOUIMANBHWW MIOXIO 0O AHANI3Y
YKPAIHCbKOI HAPOAHOMICEHHOI NIPUKKH

1. AKWo menoTnn AK MoAenb CNopiAHEHOI FPYNKM HaCMIBIB, GYHKLIOHANBHO 3aKpinIeHux 3a
CaKpallbHMM 3MICTOM 06pAA0BOI NOAII, y3aranbHIOE NPOABK NPOMaACbKOro piBHA CBIAOMOCTI,
KNMYHOI 260 CNOHYyKanbHOI MOAANBLHOCTI, TO Napaaurma ob’eAHye rpynuy HacniBiB 3a HANEKHICTIO 0
PO3MNOBIAHOI MOAANBHOCTI, Biaobparae 0COOUCTICHUM PiBEHb XyAOKHbOI CBIAOMOCTI. AHanITUYHE
y3arafibHeHHA 3a napagurmamMu, Ha Hawy AyMKy, 6inblue npuTamaHHo eniui Ta NiCEeHHIN Nipuyui AK
nposBam NpodaHHOI HAPOAHOMICEHHOI KyNbTYpH, Bigobpamae ¢pyHKLIOHaNbHY NPMPOAY NICEHHOI
NIPUKK, PIBHO AK | NIPO-ENiYHMX HaHpIB.

2. KntoyoBMM nUTaHHAM NpKW aHani3i NiCEHHOI NiPUKKM NOCTAaE PO3BUHEHICTb B MENOAII TArNOCTI
My3M4YHOr0 PO3BUTHY. Hanpuknan, AK YyepryBaHHA B CermMeHTax Menogii npoueciB iHTOHALIMHOIo
Hanpy*®eHHA Ta Moro pospaaeHHsa (Teopia iHToHauii B. Acad’eBa, KOHLENT IHTOHYBaHHA ¥ NPo-
LLeCyanbHOCTI My3n4yHoi dopmu). HasBHICTb TAFMOCTI PO3BUTKY Ta ii BNIMB HA KOMMO3MLO CTPOdU
[03BOJTUTb BU3HAYUTH, AKMIM TUM MY3UYHOIO PO3BUTKY NEpPeBarae B MNiICEHHIN Nip1Li — MENOPUTMIYHA
BapiaHTHICTb abo BapiauiMHICTb.

3. B niceHHin nipuui, ska Ha piBHI NorivyHKxX iryp MucneHHs onepye dirypamm knacudikauii Ta
y3arasibHEHHSA, MOXHa PO3PiI3HUTHU MOLANBHO-NOCMNIBKOBUM Ta MENOLIMHO-IHTErpaTUBHUIA PIiBHI My3Wy-
HOIMO MUCNEHHA. TaKMM YMHOM IHTOHALMHA aKTUBHICTb AK PYLUIM My3UYHOIO PO3BUTKY NPOABNAE
cebe Ha piBHI My3W4HOI POpMU, a y3aranbHETLCA HA PiBHI My3M4YHOro MUCNeHHA. BoHa noeaHye
MENOAIMHUIN PO3BUTOK | TEMMNOPUTM, NiANOPAAKOBYETLCA NOTIiLI PO3ropTaHHA MY3WYHOMO Yacy.

4. CniB3ByY4s rosiociB yTBOPIOE BEPTUKASIbHY NPOEKLII0 My3UYHOIO NOJA NiICEHHOI popmu.
IlnAa rypToBOro BUKOHaHHA NICHI BOHO TEOPETUYHO PO3IJIAHYTO M y3arasbHEHO Ha PiBHI paKkTypw.
Ina BUpobGneHHA BIANOBIAHMKA TUMY My3UYHOIrO PO3BUTKY ANA BEPTUKANIbHOI NPOEKLii NiICEHHOI
$OPMU NMPOMOHYETLCA BUBHAYEHHA He TinbKK dakTypw, ane i (pisHosuay) niasuay noniGoHiyHOro
CKnapgy, 3riaHo GyHKLUII CriB3BYY4A B NiCeHHIN dopmi. PiBeHb niasnay nonipoHIYHOrO 41 rapMOHiY-
HOro cknapy 6yne BiANOBIAATH B LLbOMY PO3KNaAi TUNY My3WMYHOrO PO3BUTKY NliHEAPHOI NPOeKLii
niceHHoi popmu.

THE PARADIGMATIC APPROACH TO THE ANALYSIS
OF UKRAINIAN FOLK SONG LYRICS

1. If the melotype as a model of a related group of melodies, functionally assigned to the sacred
content of a ritual event, generalizes manifestations of the public level of consciousness, vocative or
imperative modality, then the paradigm unites groups of melodies according to their belonging to the
narrative modality, reflects the personal level of artistic consciousness. Analytical generalization by
paradigms, in our opinion, is more inherent in epic and song lyrics as manifestations of profane folk
song culture, and reflects the functional nature of song lyrics, as well as lyric-epic genres.



2. The key issue in the analysis of song lyrics is the development of the continuity of musical
development in the melody. For example, as the alternation in the segments of the melody of the
processes of intonation tension and its discharge (the theory of intonation by B. Asafyev, the concept
of intonation and the process of musical form). The presence of continuity of development and its
influence on the composition of the stanza will allow us to determine which type of musical development
prevails in the song lyrics — melorhythmic variability or variation.

3. In the song lyrics, which at the level of logical figures of thought operates with figures of
classification and generalization, one can distinguish between the modal-song and melodic-integrative
levels of musical thinking. Thus, intonation activity as a driver of musical development manifests itself
at the level of musical form, and is generalized at the level of musical thinking. It combines melodic
development and tempo-rhythm, obeys the logic of the development of musical time.

4. The harmony of voices forms a vertical projection of the musical field of the song form. For group
performance of a song, it is theoretically considered and generalized at the texture level. To develop
a counterpart of the type of musical development for the vertical projection of a song form, it is
proposed to define not only the texture, but also (a variety of) a subspecies of polyphonic composition,
according to the function of consonance in the song form. The level of a subtypes of polyphonic or
harmonic composition will correspond in this arrangement to the type of musical development of the
linear projection of a song form.
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A0OCBIA BIMPOBAOHEHHA KYPCY
«“HAPOOHOIHCTPYMEHTAJIbHE BUROHABCTBO: TEOPIA
| MIPAKTUKA» Y HABYAJTbHUM MPOLEC NMTHMA im. M.B. JIMCEHKA

Y 2021 poui po3pobneHo nporpamy HaB4asbHOI AMCUMMNIIHK 32 BUBOpOoM «HapoaHOIHCTpyMeH-
TaslbHe BUKOHABCTBO: TEOPIA | NPaKTUKa», pOo3paxoBaHy AJ1A My3UYHWUX BULLIMX HAaBYaSIbHUX 3aKnaiB
-1V piBHiB akpeamTauii 3i cneuiansHocTi 025: «MyauuHe MucTeuTBo» (OCBITHLO-KBaNidIKaLIMHMI
piBeHb «6akanasp»). li MoxyTb 06Mpath cTyaeHTH IV Kypcy BCix npodinisalliit, He3anexHo Bif A0CBiAy
BOMOAIHHA TPaAULIMHUM MY3UYHUM IHCTPYMEHTOM.

[Mporpamy cnpoeKkToBaHO TakK, Wobun AncumnniiHa 6yna AOCTYMHOO, LIKABOM | AOLINBHOK My3K-
KaHTaMm yCix ranysen: eTHOMy3MKONIOraMm HayKoBO-TEOPETUYHOIO M HAYKOBO-PEKOHCTPYKTOPCHKOIro
HanpAMIB, My3MKO3HaBLAM-TEOPETUKaM Ta My3MKO3HaBLLAM-ICTOPMKaM, BUKOHaBLLAM akaZeMi4yHoro,
HapoAHOro, AKa30BOro, ecTpagHoro npodinis.

3 ornAagy Ha pi3HOPIAHWI OCBIA, LiNbOBOI aBAMTOPII, HA BiNbHWI BUBIp CTYAEHTIB 3anponoHOBaHO
ciM BMAIB CaMOCTIMHOI NpaKTUYHOI po60oTu: 1) onaHyBaHHA My3MYHOrO IHCTPYMEHTY, penepTyapy
M NOKaNbHUX BUKOHABCLKUX CTUIB Fpu; 2) TpaHCKPUByBaHHA aBaio3adiKCoBaHUX 3pasKiB HAPOAHOI
IHCTPYMEHTAIbHOI My3WKM; 3) aHania KOHCTPYKLi, CTPOLO, 3BYKOPALY, aKyCTUYHUX NapameTpis My3uy-
HUX IHCTPYMEHTIB; 4) aHani3 TpaaMLiIMHOI My3UKK, perioHasibHWUX Ta IHAMBIAYaIbHUX BUKOHABCHKMX
ctvnie; 5) y4acTb y GONbKIOPUCTUYHUX EKCMEAMLIAX, iX OpraHi3auia Ta npoBeeHHs; 6) opraHisauis,
npomMoLif i NpoBeaeHHA GONbKIOPHUX My3UYHO-NPOCBITHULLKMX NOAIN; 7) KaTanorisauia Ta apxi-
ByBaHHA GONbLKNOPHUX MaTepianis.

O60B'A3KOBMMU A1 BCiX Y4ACHUKIB € TEOPETUYHI TEMU, AKI YNPOAOBK NiBTOpa CEMECTPIB CTY-
AEHTM BMBYAIOTb LLIAXOM NPOCYXOBYBaHHA NIEKLIN, y4acTl Y BIKTOPMHaX Ta BUCTYMIB HA CEMiHapax.
TeopeTnyHnit MaTepian NoAaHo y BIAEONEKLIAX | NIAKPINIEHO aBAioBI3yanbHUMK M PYKOBAHUMM
Axepenamvu. Bineonekuii 3 matepianamu HagicnaHo B cninbHy rpyny Rypcy 3a TuxAeHb nepes,
aBAMTOPHMMU 3aHATTAMM, WO AO3BONAE IX NPOBOAUTH Y dOopMax ManMCTep-KIaciB, BIKTOPHUH
abo cewmiHapis.

[MTaTb 3MICTOBMX MOAYNIB NPUCBAYEHI HACTYMHIM TemaTuui: cneundika iIHCTPYMEHTanbHOro My3uKy-
BaHHA ycHoi Tpaamuii (1); apama: mapwi i TaHui (II); nipyka: mysuka «go cnisy» (lll); enika: peuntatueni
warpm (IV); donbrnopHe BrukoHascTso (V). CeMecTpoBmMit KOHTPOJb 3AIMCHIOETLCA Ha 3aBEPLUEHHS
KoMHOro moaynsa (cemiHapcbki Buctynum), | cemectpy (3anik) i Bcboro Kypcy (sanik).

MoTtuBoBaHi CTyAeHTH anpoboByIOTb HaBMYKK, HabyTi NiJ Yac HaBYaHHA, HA MancTep-Knacax,
KOHKypCax, KyNbTypPHO-MPOCBITHULIbKKX Ta IHLIMX NOAIAX, 30KpeMa bepy4un yyacTb B nporpami
cneLjianbHO OPraHi30BaHOr0 KOHLLEPTY TpaauLinHoi My3unkun B Alma Mater.

EXPERIENCE OF IMPLEMENTING THE COURSE ‘FOLK
INSTRUMENTAL PERFORMANCE: THEORY AND PRACTICFE’
IN THE EDUCATIONAL PROCESS OF THE LVIV M.V. LYSENKO
NATIONAL ACADEMY OF MUSIC

In 2021, a Program of the elective discipline «Folk Instrumental Performance: Theory and Practice»
was developed, designed for music higher educational institutions of the llI-IV levels of accreditation
in the specialty 025: «<Musical Art» (educational qualification level <bachelor»). It can be chosen by IV-
year students of all specializations, regardless of experience in playing a traditional musical instrument.

The program is designed so that the discipline is accessible, interesting and appropriate for
musicians of all fields: ethnomusicologists of scientific theoretical and scientific reconstruction
directions, theory musicologists and history musicologists, performers of academic, folk, jazz, pop
profiles.

Given the diverse experience of the target audience, seven types of independent practical work are
offered to students for free choice: 1) mastering a musical instrument, repertoire and local performance
styles; 2) transcribing audio-recorded samples of folk instrumental music; 3) analysis of the design,
structure, scale, acoustic parameters of musical instruments; 4) analysis of traditional music, regional
and individual performance styles; 5) participation in folklore expeditions, their organization and
conduct; 6) organization, promotion and conduct of folklore musical educational events; 7) cataloging
and archiving folklore materials.

All participants are required to study theoretical topics, which students study for one and a half
semesters by attending lectures, participating in quizzes, and giving presentations at seminars.
Theoretical material is presented in video lectures and supported by audiovisual and printed sources.
Video lectures with materials are sent to the Course’s joint group a week before the lecture classes,
which allows them to be held in the form of master classes, quizzes, or seminars.



Five content modules are devoted to the following topics: the specifics of instrumental music-making
of oral tradition (I); drama: marches and dances (Il); lyrics: music “for singing” (lll); epic: recitative
works (IV); folklore performance (V). Assessment takes place at the end of each module (seminar
performances), the first semester (a test) and the entire Course (a test).

Motivated students test the skills acquired during their studies at master classes, competitions,
cultural and educational and other events, including participating in a specially organized traditional
music concert program at their Alima Mater.
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TPAOMLIMHI KANKLES TA BUKOHABLLI HA HAX
Y IMTOBCbBKIN ETHIHHIN KYTIBTYPI
(ﬂ,pyra nonoeuHa XIX — noyatok XXI ctonitta)
JINTOBCBKMI HAPOOHWIA MY3UYHMI IHCTPYMEHT kanklés € oaHWM i3 BamIMBUX CUMBOSIB E€THIYHOI
IAEHTUYHOCTI, WO NOEAHYE TPaAMLIMHY Ta Cy4acHy KynbTYpHI NpakTUKK. TpaauuinHi kanklés HanexaTtb
A0 Kona CTPYHHWX IHCTPYMEHTIB, BIAOMMX Yy BaNTIMCbKMX HAPOAIB, 6aNTIMCbKMX PIHIB Ta MIBHIYHO-

3axiaHux pociaH. Myauka kanklés | BUKOHaBCbKa TpagmLifa rpu Ha LibOMy IHCTPYMEHTI nepepasanumca
3 NMOKOJHHA B NOKOMIHHA M AINLWAW A0 Cy4aCHOCTI Y 3HAYHOK MiPOHD aBTEHTUYHOMY BUMNALIL

O6'ekTom pocniaxeHHa € TpaamuinHi kanklés Ta BukoHaBLi Ha kanklés y TMTOBCHKIM ETHIYHIM KynbTYpi.

MerToto focnigkeHHs € BUBYEHHA GyHKLIM My3nKku kanklés Ta cnocobiB ii BUKOPUCTaHHA B Tpaau-
LIMHIM NTMTOBCBKIN €THIYHIM KynbTYypI.

AHani3 HaABHWX xepen | matepianis, WO cTtocytoTecA kanklés Ta ixHboro nobyTyBaHHA B IMTOBCHLKIN

KyneTypi (apyra nonosuHa XIX — nouatok XXI ctonitTa), 403BONAE 3anNponoHyBaTH Taky GyHKLiOHaNbHY
KnacudikaLito My3MKKW LIbOro iIHCTpyMeHTa!

1. PutyanbHo-mariyHa GyHKLLIA My3UKM.
2. MegutatmBHa npakTuKka — rpa Ha kanklés ana cebe Ta 6nM3bKMx.

3. NobyToBE Ta rpOMaACbKe My3WKyBaHHA — BUKOHAHHA BAOMA M y NybnivHMX NpocTopax:
Ha BecinnAx, CBATax ypomato, Ha npupogi (6ina osep, y nici Towo), nig yac possaaibHUX BEYOPIB,
TaHLiB, MOSIOAIKHWX 3i6paHb, MOXOPOHIB Ta B LLEPKBI.

4. AHcambneBe BUMKOHaHHA — NnoegHaHHA kanklés 3i ckpunkoto; kanklés, ckpunku Ta KoHTpabaca;
aHcambni 3 ABox i 6inbLe kanklés, Wwo 3By4anu B rpomMaacbKkMx NPOCTopax, Mif 4ac CBAT, MHWB, TaHLIB
| LLEpKOBHKWX 0bpAAiB.

HanpukiHui XX — Ha noyaTky XXI ctonitta B perioHax J1nteu, 3okpema B AyKwtanTii Ta HemanTii,
MONOAb aKTUBHO CTBOPIOE TpaAMLIMHI Ta MogMdikoBaHi aHcamb6ni kanklés, Aaki penpeseHTy-
tOTb perioHanbHi 0COB6MMBOCTI IHCTPYMEHTA Ha perioHanbHUX | AepPHaBHUX NiICEHHMX PpecTUBaNAX.
Lli npouecw cBigyatb Npo TArMICTb Tpaaumuii Ta il aganTauito 4O Cy4acHOro KyNbTYPHOrO KOHTEKCTY.

Kntoyosi cnoBa: TpaguuinHi kanklés, BukoHaBui Ha kanklés, ecTuBani, Tpagmuii, HauioHanbHa
iAEHTUYHICTb.

TRADITIONAL KANKLES AND KANKLES PLAYERS
IN THE LITHUANIAN ETHNIC CULTURE
(in the Second Half of the 19 Century — Beginning of the 21 Century)

The Lithuanian folk music instrument kanklés is one of the symbols of our whole ethnic identity, which
connects traditional and contemporary cultures. Traditional kanklés is a musical instrument, known
to all Balts, Baltic Finns, and north-western Russians. Kanklés, the kanklés playing, and this music,
handed down from generation to generation, have reached modern times in sufficiently authentic ways.

The object of the research is the traditional kanklés and the kanklés players in Lithuanian ethnic
culture. The research aim is to explore the purpose of kanklés music and its use in traditional Lithuanian
ethnic culture.

Having researched the available data about kanklés, their usage in Lithuanian ethnic culture based
on the purpose of the instrument, the following classification could be used (in the second half of the
19th century — beginning of the 21st century):

1. Ritual, magic music purpose.
2. Meditation, the kanklés playing for oneself and one's relatives.

3. The kanklés playing for oneself at home and in public places: at weddings, harvest festivals,
nature (near a lake or in a forest, etc.), entertainment evenings, dances, youth meetings , funerals,
and in the church.

4. The kanklés playing in groups (ensembles): kanklés and fiddle; kanklés, fiddle and bass, 2 to 3
and more kanklés in public places, during entertainment evenings, dances, harvest festivals, and in
the church.

Since the late 20th century, young people in the Lithuanian regions of Aukstaitija and Zemaitija
have formed traditional and modified traditional kanklés ensembles, representing their instrument
peculiarities at both regional and national song festivals.
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BI4 HAPOHOI MICHI 4O HALIOHANBHOIO PEKBIEMY:
TPAHC®OPMAUIA «MJTMBE KAYA 11O TUCHHI»

YKpaiHCcbKa HapogHa nicHsa «[1nuBe Kava no TucuHi» 3a3Hana rMMBOKOI CEMaHTHUYHOI TpaHC-
dopmauii: Big perioHanbHOro ¢ponbKNOPHOro TBOPY A0 HEO)ILIMHOIrO HaLiOHANIbHOrO PEKBIEMY
3a nosernmMmu. |i NoXoameHHs 3anMWaeTbCa AWCKYCIMHMM: OAHI AOCNIAHWKK NOB'A3YHOTh MICHIO i3
3akapnartcbKoto Tpaauuieto (Bagop, Koctbo, Munocnascekuin 1944: 51), iHwi — 3 NEMKIBCbKUM
bonbKNOpHUM apeanom. TeKCT nicHi, NobyaoBaHWM AK Aianor Mix MaTip'to Ta CUHOM, AIKi CTOATb
nepezs HEMUHYYOI PO3JIYKOLO, & CMH — nepe, HeObXiAHICTIO HepPTBU, BTINIHOE apPXETUMHI MOTUBH
BIMHW, BTPATHU 1 NEepexoay MiX KUTTAM i CMepPTHO.

CuvmBONiYHMIM NoTeHuian nicHi 6yB NoBHICTIO akTyanizoBaHui y 2014 poui, konu «[nvBe Kava
no TucuHi» ctana HeodiuiMHKUM ¥anobHWM rimHom HebecHoi CoTHI — UMBINbHKX epTB PeBontouii
MaHocTi. Y Ti TpariyHi NOTHEBI AHI NICHA NEPEeTBOPMNIACcA Ha KONIEKTUBHUIM pUTyan CKopboTH, KaTapcu-
Cy Ta HauioHanbHOI eaHOCTI. BiaToai BOHa BUKOHYETLCA Ha MOXOPOHAaX YKPAIHCLKMUX BOIHIB, 3arnbnmx
Y POCIMCbKO-YKpaIiHCbKIM BiMHI. HWM3xiaHI MmenoauyHi ninii B iHTepnpeTauii rypTy «[likkapaivicbra Tepuia»
BIACMNAOTb A0 TPAAMLIMHUX FONIOCIHb | PUTyanbHKUX NadiB, MOCKUIIIOOYN eNEriMHUA XapaKkTep TBOPY.

Lle nocnigmeHHA cTaBUTb Ha MeTi 3'ACYBaHHA TakWx 3anuTaHb: AK «[1nvMBe Kava no TUCKHI» TpaHc-
dopmyBanocs 3 NoKanbHOI HAPOAHOI NICHI y HaLLiOHaNBHWIA CUMBON Kanobu? AKi couianbHO-NONITUYHI
YMOBM CMPUANK Ui TpaHcdopmauii? AK nicHA GyHKLIOHYE B Meax KOHLLEMNLLM KONEKTUBHOI Nam'ATi
(Halbwachs 1980) ta komyHiTac (communitas) (Turner 1969)7?

Teopisa KonekTueHoI nam’sTi Mopica Ans6sakca (Halbwachs 1980) nossonse posrnagartv nicHo
AK MHEMOHIYHWIM MEXaHi3M, WO 3aKOA0BYE ICTOPUYHY TPaBMY B HaLiOHANbHIM CBIAOMOCTI yKPaiHLLIB.
KoHuenuis komyHiTac (communitas) Biktopa TepHepa (1969) noacHtoe, aK ii BUKOHaHHSA nig, Yac
Ny6ni4HNX MOXOPOHIB | MEMOPpIaNbHUX PUTYasiB NOPOAKYE CNOHTAHHY CONMIAAPHICTbL | PO3YMIHHA
CNiNbHOI HauioHanbHOI igel. 3aaTHICTb NiCHI 4O MOBTOPHOI CEMaHTUYHOI akTyani3aLii y KpM30Bi
MOMEHTH AEMOHCTPYE CUIY TPAAMULIMHOI My3WKKW Y POPMYBaHHI HaLLIOHANBHOI IAEHTUYHOCTI, KONeK-
TMBHOI NaM'ATi Ta NOMITUYHOIO aKTUBI3MY.

FROM FOLK SONG TO NATIONAL REQUIEM:
THE TRANSFORMATION OF THE SONG «PLYVE KACHA PO TYSYN»

The Ukrainian folk song ‘Plyve Kacha Po Tysyni' (‘A Duckling Swims in the Tisza') has undergone
a profound semantic transformation: from a regional folk song to an unofficial national requiem for the
fallen. Its origin remains debatable: some researchers associate the song with the Transcarpathian
tradition (Zador, Kostio, Myloslavsky 1944: 51), others with the Lemko folkloric area. The text of the
song, constructed as a dialogue between a mother and her son, who face with inevitable separation
and sacrifice, embodies the archetypal motifs of war, loss, and the transition between life and death.

The symbolic potential of the song was fully actualized in 2014, when ‘Plyve Kacha Po Tysyni’
became the unofficial mourning anthem of the Heavenly Hundred — the civilian victims of the Revolution
of Dignity. In those tragic February days, the song turned into a collective ritual of grief, catharsis,
and national unity. Since then, it has been performed at the funerals of Ukrainian soldiers killed in the
Russo-Ukrainian war. The descending melodic lines in the interpretation of the «Pikkardiiska Tertsia»
band refer to traditional laments and ritual wailings, enhancing the elegiac nature of the work.

This study aims to clarify the following questions: how did ‘Plyve Kacha Po Tysyni’ transform from
a local folk song into a national symbol of mourning”? What socio-political conditions enabled this
transformation? How does the song function within the concepts of collective memory (Halbwachs
1980) and communitas (Turner 1969)7?

Maurice Halbwachs's theory of collective memory (Halbwachs 1980) allows the song to be
understood as a mnemonic mechanism that encodes historical trauma within the national consciousness
of Ukrainians. Victor Turner's concept of communitas (1969) explains how its performance during
public funerals and memorial rituals generates spontaneous solidarity and understanding of a common
national idea. The ability of the song to be semantic reactivation in moments of crisis demonstrates
the power of traditional music in shaping national identity, collective memory, and political activism.

References:
1. Halbwachs, Maurice. (1980 [1950]). On Collective Memory. New York: Harper & Row.
2. Turner, Victor. (1977 [1969]). The Ritual Process: Structure and Anti-Structure. New York: Cornell University Press.
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PycuHoBb. YHreaps: Beigara MNogkapnatckoro obuiectsa HayKb.
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MY3UYHUM ©ONBKITOP MAJIOI JTUTBM B CYHACHIM MPAKTULLI
3BEPEXEHHA KYJTI6TYPHOI CNAOLLMHA

3 MOMeHTy CTBOpeHHA HaljioHanbHOro peectpy HemartepianbHOi KynbTypHOI cnaglwmiun Juteu
y 2017 poui npouec xepuTr3aLii 3Ha4HO 3MIHWB CTaTyC MICLEBUX KyNbTYPHUX NPaKTUK. Y nepiog,
3 2019 no 2024 pik po PeecTtpy 6yno BHeceHO oaMHaALUATL eNeMeHTIB HeMaTepianbHOI KynbTyp-
HOI cnaALwmMHK 3 eTHorpadidyHoro perioHy Manoi JInTeu, BKAOYAOUM AK MY3WYHI, TaK | HEMY3UWYHI
npakTukK. Llen perioH € 0cob6nMBO akTyanbHMM MPUKIAAOM Yepe3 CBOK CHIaAHY reononiTUYHY
icTopito XX cToniTTA, AKa rMMbOoKo BNMHYyNa Ha 6e3nepepBHICTb | Nnepeaayy MiCLEBMX TPAANLLIN.

HonoBigb 30cepeayeTbCA Ha My3nYHUX GOoNbKNOPHKX Tpaauuiax Manoi Jluteu, nopiBHorUH
iX 3 IHLUMMKM 3apeeCTPOBaHUMM NPaKTUKAMKW HEMATEpPIaNbHOI KyNbTYPHOI CnaAlMHKU Ta JOCNIAKYE
iXHi 0cO6NMBI TpaeKTOpIi y paMKkax cnagwuHu. Cnuparouncb Ha KoHUenTyanbHe po3pidHeHHA OBe
PoHcTpema (Owe Ronstrdm) Mix Tpagmuieto Ak 3aKpUTUM NPOCTOPOM i CNaALLMHO AK BIAKPUTHUM



NPOCTOPOM, OOCNIAKEHHA BUBYAE, AK MY3UYHWI GONBKIOP, AKMM Konnch ByB BOYOOBaHMM Y Nepeaady
Ha piBHI rpoMau, HabyBae HOBOIro 3HAYEHHSA, KOJMK IHCTUTYLLIOHANI3YETLCA NOPAL i3 pUTyanamu,
pemMecnamMu Ta CBATKOBUMM 3BMYAAMM.

Xoya 6arato enemeHTIB HemaTepianbHOI KyNbTYPHOI CNAaALWMHK 3aKpInieHi B MICLLEBUX TPaAMLIAX
abo mMaTepianbHUX HaBUYKaX, My3UYHKIM GONBKIIOP BCE YacTiwe BUKOHYE GYHKLIO penpe3eHTa-
TUBHOI Ta NnocepeaHuLbKOI GOpMKM CnaalmHK, aganToBaHoi AnA pecTnBanis, CLEHIYHUX BUCTaB
Ta ny6RiuHKUX KyNETYPHKUX 3axozis. Moro nepdopmaTUBHUi | BIITBOPIOBAHMI XapaKTep 3abeaneuye
LIMPLLE NMOLMPEHHA, ane TaKoX NPUCKOPIOE CTaHAapTMU3aLilo Ta nepeocMucneHHs. B peaynbrari
My3MYHI TPaaMLii 4acTo WBMALLE BIPMBAIOTLCA BiJ, CBOIX MEPBUHHWUX COLLIaNIbHUX KOHTEKCTIB, HiX
IHLII NPaKTMKKM HemaTtepianbHOI KYNbTYPHOI CNaLmHU.

Y npeseHTauji aHani3yeTbCA, AK BKIOYEHHA My3nyHoro ¢onbknopy ao Peectpy HKC nepepos-
NOAINAE NOBHOBAKEHHSA LLOA0 aBTEHTUYHOCTI, NEPEHOCAYM iX Bif, MICLLEBMX POMaZ A0 IHCTUTYLIN, WO
3aMMaroTbCA CNafLWwmHO, Ta PaMOK KynbTypHoi nonitiki. Ocobnumea yBara NnpuAainAeTbCA HacniaKam
ANA AiANbHOCTI rpoMaz, TBOPYOi afanTaLii Ta NeperoBOpPiB Mi HMBOK TpagMLIED Ta BUCTaBaMM,
Wwo 6a3yroTbCcA Ha cnaawmHi. Poamiwyoum My3uunmi donbknop y wupwomy cnekTtpi HKC, nocnia-
WEHHA NIAKPECE NOoro ocobnmBy BPasnmBICTb — i BUAMMICTb — Y CyHaCHUX PerUMax CrafLLumHH.

MUSICAL FOLKLORE OF LITHUANIA MINOR
IN CONTEMPORARY HERITAGE PRACTICE

Since the establishment of Lithuania's National Register of Intangible Cultural Heritage in 2017,
the process of heritage recognition has significantly reshaped the status of local cultural practices.
Between 2019 and 2024, eleven intangible cultural heritage elements from the ethnographic region
of Lithuania Minor were inscribed in the Register, including both musical and non-musical practices.
This region provides a particularly relevant case due to its complex 20th-century geopolitical history,
which profoundly affected the continuity and transmission of local traditions.

This presentation focuses on the musical folklore traditions of Lithuania Minor, comparing them with
other registered ICH practices, examining their distinctive trajectories within the heritage framework.
Drawing on Owe Ronstrém'’s conceptual distinction between tradition as a closed space and heritage
as an open space, the study explores how musical folklore — once embedded in community-based
transmission — acquires new meanings when institutionalised alongside rituals, crafts, and festive
customs.

While many ICH elements are anchored in localised practices or material skills, musical folklore
increasingly functions as a representational and mediating form of heritage, adapted for festivals,
staged performances, and public cultural events. lts performative and reproducible nature enables
broader circulation but also accelerates standardisation and reinterpretation. As a result, musical
traditions are often more rapidly detached from their original social contexts than other ICH practices.

The presentation analyses how the inclusion of musical folklore in the ICH Register redistributes
authority over authenticity, shifting it from local communities to heritage institutions and cultural policy
frameworks. Special attention is given to the implications for community agency, creative adaptation,
and the negotiation between lived tradition and heritage-driven performance. By situating musical
folklore within the broader spectrum of ICH, the study highlights its particular vulnerability — and
visibility — within contemporary heritage regimes.
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TPAOULIMHA KYNLTYPA | NICHI JOHEYYNHU
B POKK ITOJTIOOOMOPY

3-nowmik HebaraTbox AOCNIAHULBKMX OPOGKIB, MOB'A3aHMX i3 BUBYEHHAM TPAAMLIMHOI KYIbTYpM i
niceHHoi TBopYocTi [loHeuunHu, ocobnuee Micue 3anmae Konekuia Ctenana Muwanmya (1936-2013).
Y 1991-2010 pp. uev BuaaTH1M BYeHMM npautoBas y [JoHeLbKOMy HaLiOHaNbHOMY YHIBEPCHTETI,
Ae obiMmaB nocany 3aBigyBaya Kapeapu yKpaiHCbKOI niTepaTtypu Ta GONbKNIOPUCTUKM Ta KepyBaB
HayKOBO-A0CNIAHUM LeHTpoM «CxigHOyKpaiHCbKe Hapoao3HaBCTBO». [1ig Moro HacTaBHULTBOM
y NPOLLECi CTYAEHTCbKOI pONbKIOPUCTUYHOI NPAKTUKK Byno 3i6paHO BENMKY KiNbKICTb YCHO-NMOETUYHOI
Ta MiCeHHOI TBOPYOCTI, NnepeBaxHo 3 [loHeyunHu — ayaiosanwcu (noHan 1500 KaceT) Ta cynpoBigHi
PYKOMUCHI MaTepianu.

Okpewmy yBary nig, yac CTyAeHTCbKUX ekcneauLin 6yno npuaineHo HapaTtveam npo fonogomop
Ta KonekTuei3auito. AK BigomMo, Ha [JoHeY4MHI HaCNIAKK LMX KaxMBUX 3N104iAHb paAAHCBKOI Bnaau
6ynn ocobnmneo patanbHUMK, TOOTO 3AIMCHIOBABCA €THOLMA, YKPaiHLIB. Y KoneKuii ponbKnop-
HMX 3anuciB 36epernmca YNCneHHi CBIAYEHHA BiA, 6e3nocepeaHix CBIAKIB Npo Tepop 6iNbLLIOBKKIB
I iXHIX nonni4yHKKiB. MNonpu BCe, yKpaiHCbKU AyX He BYB OCTAaTOYHO BUKOPIHEHWUM Ha LMX TEPUTOPIAX.
lNepeBamHO y cenax BUKMNO YMMANOo NoAeN, KOTpi 36eperny A0 HALOro Yacy piAHY MOBY | NpaAaBHi
TpaauLii, WO NepeKoHTMBO 3aCBIAYYE NPO YKPAIHCbHY IAEHTMYHICTL [loHewunHn. HagiTb y cTpaluHi
Yacu TOTaNIbHWUX PEnpecii Ta HaB'A3yBaHHA NPONETAaPCbKOI IAEO0NOrii, MELLKaHLL LibOro perioHy Bid-
TBOpPIOBaSIM OCHOBHI 3BMYal Ta 06pAAH, 3aNMULLAIYMUCh BIPHUMKU CBOEMY KOPIHHHO.

Honosigb 6a3yeTbCcA Ha YUCITEHHUX [OCTOBIPHO 3a40KYMEHTOBAHMUX HapaTHUBax Npo BUMMBAHHA
yKpaiHuiB [loHe44ynHn | HenepebopHyY CTIMKICTb HAPOAHMX TPAAMLIM B CTPALIHMUX YMOBaX PafAHCBKOI
oKynauii, 3oKkpema B 4acu [onogomopy.

TRADITIONAL CULTURE AND SONGS
OF THE DONETSK REGION DURING THE HOLODOMOR

Among the few research works related to the study of traditional culture and folk song production
of the Donetsk region, a special place is occupied by the collection of Stepan Myshanych (1936-
2013). In 1991-2010, this outstanding scientist worked at Donetsk National University, where he
held the position of Head of the Department of Ukrainian Literature and Folklore Studies and headed
the Research Center «Eastern Ukrainian Ethnology». Under his guidance, in the process of student
folklore practice, a large amount of oral poetry and folk song production was collected, mainly from the
Donetsk region - audio recordings (over 1,500 cassettes) and accompanying handwritten materials.

Special attention during student expeditions was paid to narratives about the Holodomor and
collectivization. As it is known, in the Donetsk region the consequences of these terrible atrocities of
the Soviet authorities were especially fatal, that is, an ethnocide of Ukrainians was carried out. The
collection of folklore recordings has preserved numerous testimonies from direct witnesses about



the terror of the bolsheviks and their accomplices. Despite everything, the Ukrainian spirit was not
completely eradicated in these territories. Many people who survived primarily in rural areas preserved
their native language and traditional practices to the present day, which attests to the persistence
of Ukrainian identity in the Donetsk region. Even in the terrible times of total repression and the
imposition of proletarian ideology, the inhabitants of this region recreated the main customs and
rituals, remaining true to their roots. The report is based on numerous reliably documented narratives
about the survival of Ukrainians in the Donetsk region and the irresistible resilience of folk traditions
in the terrible conditions of Soviet occupation, in particular during the Holodomor.
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KOHLUENTYANI3ALIA BIAPOAXEHHA HAPOOHOI MY3UKMU:
PARIMUSMUUSIKA B ECTOHCBbKOMY TA YKPAIHCBKOMY
KOHTEKCTAX

Y pocniameHHi po3rnagaeTbca eCTOHCbKE NOHATTA parimusmuusika («TpagumuiiHa» abo «yCnaaKo-
BaHa My3WKa») AK TEOPETUYHA Ta NMPaKTUYHa pamMKa Cy4acHOro $GONbKIOPHOro BiapoaKeHHs B EcToHii
Ta 30IMCHIOETBCA MO0 NOPIBHAHHA 3 Mpouecamu BiapoaxeHHA B YKpaiHi. [locnigkeHHA nopylye
MUTaHHA NPO Te, AKMM YYMHOM HITKO apTUKybOBaHa TEPMIHOMONIYHA OCHOBA MOXKE CMPUATH PO3BUTHY
$ONBLKIOPHOro pyxy, 30KpemMa y cpepax 0CBITH, GECTUBANILHOI KyNbTYPH Ta OXOPOHK HeMaTepianbHOI
KyNbTYPHOI CNaaLwmHw.

MoHATTa parimusmuusika, Wwo B1HKWKNO y 1990-x poKax AK ansTepHaTHBa TepMiHy rahvamuusika
(«HapoaHa My3uKa») — AKUIM B €CTOHCbKOMY KOHTEKCTI HabyB acouialii i3 pagaHCbKUMM, i4e0noriyHo
cPOpMOBaHUMM YABNEHHAMM NPO TPAAMLIIO Ta aMaTOPCbKe BUKOHABCTBO, — Bigo6Gparae LWMpLINM
NOCTPaAAHCLKMIM 3CyB Yy nigxodax A0 TpaamuinHoi mysuku (Sarg, Johanson 2011). Liei koHuenT
03Havyae TBopYe W NPodeciMHO 0BrpyHTOBaAHE NPOOOBKEHHA YCHUX MY3UYHMX TPaAMLIM, 3aCHOBaHe
Ha apXiBHUX ArKepenax i MMUBIM MPaKTULi, OXOMIHOKYM AK ICTOPUYHO iHGOPMOBaHE BUKOHAHHA, TaK i
Cy4acHi CTUNIbOBI NEPEOCMUCIIEHHS.

JocnioxKeHHA po3MmilLyeTbCA B MeXax 3aranibHuUX TeOpPiM My3UYHOMO BiAPOAMKEHHA AK baraTopiBHe-
BOrO MPOLLECY, O BKIOYAE IAEO0NOTit0, IHCTUTYLLI, BAKOHABCLKI NMPAKTUKK Ta KyNbTYPHY iAeHTUdIKaLLo
(Livingston 1999). Cripatoumch Ha €CTOHCBKUM ETHOMY3WMKOMOTIYHWI IUCKYPC, OCBITHI CTPYKTYpH Ta
BMKOHABCbKI NPaKTUKK, NPOAEMOHCTPOBAHO, WO parimusmuusika GyHKLIOHYE AK LiNiCHa KOHLeNTyab-
Ha paMKa, AKa iIHTerpye apxisBHy PEKOHCTPYKLLIO, MMBY TPAAMLLIO, CLIeHIYHE BUKOHABCTBO Ta Cy4YacHy
TBOpPHICTb. Llel KoHuenTyanbHWin 3CyB NneriTnmiayBas HapoOAHY My3WKy Ta ii MOAEPHI NepeoCMUCIEHHA
AK LLeHTpanbHi M NPopeCiMHO LiHHI GOPMU My3UHHOIO BUCIIOBIIOBAHHA.

HocniaxeHHA $ONbKNOPHOro BiAPOAKEHHA B YKpaiHi MOKa3ytoThb, O TpUBana BiACYTHICTb YiTKOI
TEPMIHOMOri4YHOI AndepeHLiaLlii MiX aBTEHTUYHUM BUKOHABCTBOM, PEKOHCTPYKLLIEI, BTOPUHHUM BUKO-
HaBCTBOM | GONBKNOPMU3MOM YCKNaZHIOBaNa MeToA0Mor4YHy pedneKcito Ta raibMyBana B3aEMOAIK0 Mi
aKkageMiyHUMK AOCTIAMKEHHAMM, BUKOHABCLKOK MPAKTUKOK M KynkTypHoto nonitukoto (Lukashenko,
2023). 3 ujiei NopiBHANBHOI NEPCMNEKTUBU ECTOHCLKUIM L0CBIL, iNFOCTPYE, AKMM YMHOM KOHUEeNTyanisaLis
MOX€E aKTMBHO pOPMYyBaTU My3UYHE KUTTA Ta NIATPUMYBATH KUTTE3AATHICTb PONBKIOPHOI KYNLTYPU.

Kniouosi criosa: HapoaHe BiApOAKEHHS, My3udyHUiA donbKiop, parimusmuusika («ycnagrosaHa
My3UWKa»), TpaguuiMHa My3uKa.

CONCEPTUALISING THE REVIVAL OF FOLK MUSIC:
PARIMUSMUUSIKA IN THE ESTONIAN AND UKRAINIAN CONTEXTS

This paper examines the Estonian concept of parimusmuusika («traditional» or «inherited music»)
as a theoretical and practical framework for contemporary folk revival in Estonia, and compares it with
revival processes in Ukraine. It asks how a clearly articulated terminological foundation can contribute
to the folk movement, particularly in education, festival culture, and the safeguarding of intangible
cultural heritage.

Emerging in the 1990s as an alternative to rahvamuusika («folk music») — a term that in the
Estonian context became associated with Soviet-era, ideologically shaped representations of tradition
and amateur performance — parimusmuusika reflects a broader post-Soviet shift in approaches to
traditional music (Sérg, Johanson 2011). The concept denotes the creative and professionally grounded
continuation of oral musical traditions based on archival sources and living tradition, encompassing
both historically informed performance and contemporary stylistic reinterpretations.

The discussion is situated within general theories of music revival as a multi-layered process
involving ideology, institutions, performing practices, and cultural identification (Livingston 1999).
Drawing on Estonian ethnomusicological discourse, educational structures, and performance practices,
the paper demonstrates that parimusmuusika functions as a comprehensive conceptual framework
integrating archival reconstruction, living tradition, stage performance, and contemporary creativity. This
conceptual shift legitimised folk music and its modern reinterpretations as central and professionally
valued forms of musical expression.

Research on folk music revival in Ukraine shows that the long-standing lack of clear terminological
differentiation between authentic performance, reconstruction, secondary performance, and folklorism
has complicated methodological reflection and hindered interaction between academic research,
performance practice, and cultural policy (Lukashenko, 2023). From this comparative perspective,
the Estonian experience illustrates how conceptualisation can actively shape musical life and support
the vitality of folk culture.

Keywords: folk revival, musical folklore, parimusmuusika (‘inherited music’), traditional music.
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MY3WYHI TPAOMLIII BAPLWABCbKMX MNMATOMHUMKIB
0O ACHOI TOPWU: PEMEPTYAP | NPAKTUKA
HA OCHOBI SIBPAHUX OHEPEJ]

Y ponosiai 4OCHIOMYOTECA My3UYHI TpagmLii nilworo nanomHuuTea 3 Bapwasu no AcHoi [opw,
PEKOHCTPYMOBaHi Ha OCHOBI 3iBpaHKX MMCbMOBKX Ta YCHUX Axepen. OCHOBHUM AxepenoM € XpoHika
Bapuwascbroro niworo nanomuuutea Ao AcHoi Nopu OTua-Maynina Menbxiopa Kpynika OSPPE,
AOMOBHEHA IHWWMW MaTepianamm, WO AOKYMEHTYIOTb PEeniriiHi Ta My3uyHi MPaKTUKM BapLUaBCbKUX
NasloOMHUKIB, 30KpeMa CBIAYEHHAMM yHacHWKiB Ha 3nami XIX—XX ctonite Ta 3anncamu TpaguuiMHOro
NasIOMHULLLKOrO penepTyapy Y BUKOHaHHI aBTopa XpOHIKM.

AHani3 30cepeaKyeTbCA Ha NPaKTHKax | NICEHHOMY pernepTyapi BapLUaBCbKOro NasioMHULTBA,
3 0CO6MBOIO YBarok 40 HaWAABHILIMX NANIOMHULbKKWX NiICEeHb, AEAKI 3 AKMX 36epernmMcaA A0 CbOroaHi.
Y pocnigMeHHi Takow po3rnAfaoTLCA ABULLA, NOB'A3aHI 3 MY3UYHUM MUTTAM Y340BH NaTOMHULBKOMO
MapLupyTy, A0 novatky 1960-x poKiB, KoK BNPOBaAXKEHHA 3BYKONIACHNIOBAJIBHOI anapaTypu Ta noAsa
HOBOIO ¥aHpy — PEeNiriiHnX NiCeHb — CMPUYUHUIIN CYTTEBI 3MIHW B My3MYHWUX TPAAMLIAX MaNOMHMLTBA.

3HayeHHs cnaawmHu Bapwascbkoro niworo nanoMHmutea Ao AcHoi [opy AnA nonbCbKoi KynbTypwH
nigTBEepAKyETLCA Il BHECEHHAM A0 HauioHanbHOro nepeniky HemaTtepianbHOI KynbTypHOI CNaLLmMHK
y 2024 poui.

MUSICAL TRADITIONS OF WARSAW PILGRIMS
TO JASNA GORA: REPERTOIRE AND PRACTICE BASED
ON COLLECTED SOURCES

This paper explores the musical traditions of pilgrims walking from Warsaw to Jasna Goéra,
reconstructed from collected written and oral sources. The primary source is the Chronicle of
the Warsaw Walking Pilgrimage to Jasna Gora by the Pauline Father Melchior Krolik OSPPE,
complemented by other materials documenting the religious and musical practices of Warsaw pilgrims,
including participant accounts from the turn of the 19th and 20th centuries and recordings of the
traditional pilgrimage repertoire performed by the Chronicle’s author.

The analysis focuses on the practices and song repertoire of the Warsaw pilgrimage, with particular
attention to the oldest pilgrimage songs, some of which have survived to the present day. The paper
examines phenomena along the pilgrimage route up to the early 1960s, when the introduction of
amplification and the emergence of a new genre — religious songs — brought significant changes to
the pilgrimage’s musical traditions.

The significance of the legacy of the Warsaw Walking Pilgrimage to Jasna Gora for Polish culture
is evidenced by its inclusion on the National List of Intangible Cultural Heritage (2024).
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NIPUYHI BECITbHI MICH! LLECTUAOJIBHOI OCHOBM
Y MOBOXKI TA CEPEOHIM HAOOHIMPAHLLMHI:
PUTMOCWUNABIYHI BAPIAHTU TA TEPUTOPIANTbHA
OUHAMIKA X BUOO3MIH

Honosigp 6yae npuceayveHa NipUYHUM BECINTbHUM NICHAM LWECTUA0NbHOI CTPOIYHOI OCHOBM V*63,
nowmpenum y MNoboxkki Ta CepenHiv HapaHinpaHwwMHI. Ha BioMiHy Big apxaivHillmnx BeCinbHUX Moae-
new, y LbOMy NICEHHOMY MaCH1Bi AOMIHYOTb NIPUKO-MCHXOSOTIYHI CIOMKETH, LLLO A03BONAE PO3rnagaTm
MOro AK OKPEMMUM CybmaHp NiPUYHKUX BECIIbHWUX MICEHb.

OcCHOBHUM 06'€KTOM aHasi3y € NOETUYHI TEKCTH, Y B3AEMO3B'A3KY 3 iX pUTMOCHNaBIYHOI OpraHi-
3aujieto. Matepian gocnigxeHHs ctaHoBnaTb 125 3paskis, BigibpaHMx i3 NONbLOBKUX 3aMNWCIB PEriOHIB
Mobywka Ta CepenHboi HapaHINpAHWMHKY, WO Aa€e 3MOry 3iCTaBUTH 3axigHWM | CXIOHWIA CEKTOpH
MOLWMPEHHA MoAEN.

AHani3 macuBy byne npeacTaBrieHo y ABOX B3aEMOMOB'A3aHMX HanpAMax: CUcTeMaTH3aLia NipUyHUX
CHOMETIB | BUBYEHHA BapiaHTIB MoxiaHoi putmocunabivHoi dopmynun V{445,6} y memax Lmx cromeTis.
Y ponosiai aBTopKa NpeAcTaBUTb CTAaTUCTUYHI MiAPaxyHKM Y TabnmuAx Ta KapTy CIOMKETIB i iIX cuna-
6i4HNX popmyn.

Peaynstati gocnigmeHHA 3acBiAYytoTb BHYTPILLHIO TepUTOPiasibHY AMdepeHLiaLito NiPUYHNX BECIb-
HWX MiCEHb LIECTUAOMNBHOI OCHOBM: y Mexkax BiGHOCHO LinicHOro Makpoapearny <V*63> npocTexyoTbeA
ABa NIOKa/IbHI 0OCepeaKM — NOAINTbCbKUM | HAOAHINPAHCBKUIM, WO PIBHATLCA AK penepTyapoM NipUYHMX
CIOXKETIB, TaK | NaHIBHUMK pUTMOCHIabidyHMmm BapiaHTaMu. Lie no3Bonae rosoputi npo TeputopianbHy
AWHaMIKY BUAO3MIH MOAENi B LLeHTPasbHIM CMY3i YKPaIHCbKOI €THIYHOI TepuTOpIi.

LYRICAL WEDDING SONGS WITH A SIX-BEAT BASE
IN POBOZHZHIA AND THE CENTRAL NADDNIPRIANSHCHYNA
REGION: RHYTHMIC-SYLLABIC VARIANTS AND TERRITORIAL
DYNAMICS OF THEIR MODIFICATIONS

The report will be devoted to lyrical wedding songs of the six-meter strophic basis <V*63>, common
in Pobozhzhia and the Central Naddniprianshchyna Region. Unlike more archaic wedding models, this
song array is dominated by lyrical-psychological plots, which allows us to consider it as a separate
subgenre of lyrical wedding songs.

The main object of analysis is poetic texts, in relation to their rhythmosyllabic organization. The
research material consists of 125 samples selected from field recordings of the regions of Pobozhzhia
and the Central Naddniprianshchyna region, which allows us to compare the western and eastern
sectors of the model’s distribution.
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The analysis of the song corpus will be presented in two interrelated directions: systematization
of lyrical plots and study of variants of the derived rhythmosyllabic formula <V{445,6}> within these
plots. In the report, the author will present statistical calculations in tables and maps of plots and
their syllabic formulas.

The results of the study indicate the internal territorial differentiation of lyrical wedding songs with
a six-beat basis: within the relatively integral macroarea <V*63>, two local centers can be traced —
Podillia and Naddniprianshchyna, which differ both in the repertoire of lyrical plots and in the dominant
rhythmosyllabic variants. This allows us to talk about the territorial dynamics of model modifications
in the central strip of the Ukrainian ethnic territory.
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CA3, CTAPOBUHHWN KPUMCbKMHU MY3UNYHUN IHCTPYMEHT

Cepen cTapoBUHHKX iHCTPYMeHTiB Kpumy cad mae ocobnuee micue. Lle atpubyT knacuyHoro
noeta, Npo HbOro cnieatoThb B NicHAX. Ane nicna penpecin 1930-x, [pyroi cBiToBOI BiMHM | AenopTauyi
KPUMCBKKX TaTap i iHWKWX Hapoais B 1944 poui Tpaaumuia rpy Ha casi byna BTpayeHa, i 3apas icHye
TINIbKK AK PEKOHCTPYKLIA.

Crtporo, cas — e He OOMH IHCTPYMEHT, a CIMENCTBO JIIOTHEBUX LLMMKOBMX IHCTPYMEHTIB 3 LOBIMMM
rprvdOoM | MeTaneBUMK CTPYHAMM, Ha AKKX YacTiwe rpatoTb niekTpoM. Casu NoLMnpeHi Ha BETMKOMY
o6bwwmpi: BankaHu, octposu Erericeroro i cxinHoro CepensemHoro mops, AHatonis, Kpum, HaBkas,
MiBaeHHa Asia. Casu Bigpi3HAKOTLCA PO3MipaMK, a B AEAKUX TPAAMULIAX | CTPOAMM.

B pi3Hnx KOHTEKCTax CUHOHIMOM YK PiI3BHOBMAOM Ca3a MOXyTb O6yTv TaHOyp, YoHr'yp, 6arnama, 6yn-
rapie, wewrtep, xypwym. CtaHom Ha noyatok XX ctonitta 8 Kpumy nobytysanv BnacHe cas (Benukuii),
6arnava (mana), i 6ynrapie (cepeaHs).

HocnigKeHHAM casa B My3WYHIM NpaKTUL 3aMManMcb eTHOMy3uKonorn Apkaain KoHuyeBCcbKMM
i Ar'a WepdeniHoB. KoHYEBCLKUI NOAAB YHiKaNbHI BiGOMOCTI NPO Pi3HOBUAW aBTEHTUYHMX Ca3iB i iXHi
cTpol, aBTeHTHYHI TepmiHu. LLlepdeaniHos 3adikcyBaB rpy Ha casi B CTapoOBMHHOMY aHCcambni | onncas
O4Y€BMAHO BUAO3MIHEHMM CLLEHIYHWUM BapiaHT casa.

Ha nnaTiBkax BUMLWNO ABa 3anvcK COnMbHOI FpU Ha caai, y BUKoHaHHI MamyTta Pedatosa. Monpwm
penpecii i 3a60pOoHY LWX 3anuciB, ix BAANIOCb 3HaWTK. 3a 3ByYaHHAM i CTUNEM FPU KPUMCbKMIM ca3
BUABMBCA BIM3bKMM A0 GOCHIMCBHKOro | aBTEHTMYHOrO aHaTosMIMCLKOro casa (ane He A0 cy4acHOro
TypeubKoro). IHWMX aBTEHTUYHKX ayaio3anucis 3 KPUMCbKOI Tpaaumuii He BigoMo. He 3adikcosaHo
| Fpy Ha IHWKX pi3HOBMAAX casa.

B 1930-x 6yna cnpoba BBecTH cas Ao cueHidyHoro opkectpy — B AnTi, AkmecamuTi. [licna aenop-
Tauii Len HanpAMOK NPOAOBKMB €AMHMIM My3nKaHT, MemeT ApcnaHos. Moro rpy MoxHa nobayuntu
(6e3 3BYHY) | MIMOBIPHO NOYYTH cepes 3anucis aHcambso Xantapma.

Bcboro B Konekuiax My3eiB Ha CbOrogHi 36epereHo 6 Linmx IHCTPYMEHTIB | oauH ¢parmeHT. Kpim
TOro € NpUHaMMHI 8 iHWKX IHCTpYMeHTIB Ha poTorpadisx. Lle pae iHpopmauito aona peKoHCTPYKLi.

SAZ, A HISTORICAL MUSICAL INSTRUMENT OF CRIMEA

Among the historical instruments of Crimea, the saz has a special place. It is an attribute of a
classical poet, it is sung about in songs. But after the repressions of the 1930s, World War Il, and
the deportation of Crimean Tatars and other peoples in 1944, the tradition of playing the saz was
lost, and now exists only as a reconstruction.

Strictly speaking, the saz is not one instrument, but a family of lute-like plucked instruments with
a long neck and metal strings, which are more often played with a plectrum. The saz is widespread
over a large area: the Balkans, the islands of the Aegean and eastern Mediterranean, Anatolia, Crimea,
the Caucasus, South Asia. The saz differs in size, and in some traditions, in tunings.

In different contexts, tanbur, gcongur, baglama, buldariye, sester, hursum, can be a synonym to or a
variety of saz. As of the beginning of the 20th century, there were the saz (large), the baglama (small),
and the bulgariye (medium) in Crimea.

The ethnomusicologists Arkady Konchevskiy and Yaya Serfedinov studied the saz tradition.
Konchevsky provided unique information about the varieties of authentic saz and their systems,
authentic terms. Sherfedinov recorded the saz playing in an ancient ensemble and probably described
a modified stage version of the saz.

Two recordings of the saz solo playing, performed by Mamut Refatov, were released on records.
Despite the repression and ban on these recordings, they were found. In terms of sound and style
of playing, the Crimean saz turned out to be close to the Bosnian and authentic Anatolian saz (but
not to modern Turkish). There are no other authentic audio recordings from the Crimean tradition. No
other types of saz have been recorded.

In the 1930s, there was an attempt to introduce the saz into a stage orchestra — in Yalta, Agmescit.
After the deportation, this direction was continued by a single musician, Memet Arslanov. His playing
can be seen (without sound) and probably heard among the recordings of the Haytarma ensemble.
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MOTMBU 1 OBPA3U KYMNAJTbCbKUX NICEHb
TA OCOBJIMBOCTI MNMEPEBII'Y CBATA HA CJTABYTHUHI
(3a nonboBMMHK 3anmMcamm)

HocnigxeHHA KynanbCbKOI MICEHHOCTI HAa OKPEMIM NOKanbHIM eTHorpadidHii TepuTopii YKpaiHu
(y ubomy BMNagKy Le TepuTopia AaBHboi Benvkoi BonuHi) sanvwaerbca akTyanbHUM 40 CbOroAHi,
i 0cO6NIMBO 3apas, KoMK BaIMBO 36eperTv camobyTHIO KynbTypy KOMHOIO perioHy KpaiHu. [My6nikauii
KynasibCbKMX NICEHb, MOPIBHAHO 3 KONAAKaMM, WeApiBKaMKW, BECHAHKAMM Ta IHLMMKW KaHpaMKn KaneH-
AapHo-06pAanoBoro ¢onbKNopy, NpeacTaBneHi YUCENbHO YM He HarMeHLwe. ToMy AONOBHEHHA 40
Uux axepen, aymaemo, byae popeyvHunm. [lo Toro *, Ha 3a3HaveHin Teputopii, 30kpema y c. Jlncuue
Ha CnaByTuuMHi, NPOCTEXYIOTLCA NEBHI 0COBNMBOCTI B 06pAA0AIAX, AKI BUKOHYBaNMCA 40 LbOro CBA-
Ta. Came Ha MoTMBax, o6pasax niceHb Ta 0CO6IMBOCTAX Nepebiry CBATA | XO4eTbCA 3POOUTH aKLLEHT
y Zonosigj.

Ak Bigomo, ceato Kynana (HaBiTb cama HasBa Le 3acBiavye) 3aBwam NOB’A3yBanaca 3 BOAOH.
Ane 4yepes ceno He NPOTIKAE HiAKa pivyKa, HEMaE BIAKPUTMX BOAOMM. Tomy B JIucryomy CBATKYBaHHA
IBaHa Rynana, npuHarimMHi octaHHi 100 poKiB, NOB’A3yBanM BUKOYHO 3 BOrHeM. A Takox b6arato ysaru
NPUAINAIM BEMPaHHIO # Mi3Hille po3pUBaHHIO TaKoro atpubyTy cBATa, AK «Ky(o)nannA» — ue rinku
i3 PO3BMUNKAMM Ta BIATATUMM BEpXiBKAMM Ha ABa, TPM | A0 M'ATU PIMOK, ane HaiyacTile Ha Tpu. Ix
BMpI3anu xnonuj, Bonpanu 3eneHHIo, KeitaMu i ByaAakamu Ta KponuBoto Aieyata. Beeyepi 4o po3pu-
BaHHA «Ky(o)nannW» sbupanuca eci oxoui. MNepes ii pospvsaHHam (aKk npaswno, B6Upanu 7) cnisanu
KynasibCbKMX NICEHb, a LUMATOYKM PO3HOCKHIIU A0A0MY, OCKINTbKM, 32 PO3MNOBIAAMM, BOHW MasiM MaridyHe
3HayeHHA obeperis. [1py LbOMy MONOAb 3anantoBana BOrHuLLe, a NoTiM cTprbana Yepes Hboro. 3ara-
NTOM Y KynasibCbKKUX MICHAX LLIEI MICLLEBOCTI NPOCTEXYHOTLCA MipONOriyHi Ta Wito6HI MOTUBKM 1 06pasu.

MOTIFS AND IMAGES IN KUPALO SONGS
AND FEATURES OF THE FEAST IN THE SLAVUTYCH REGION
(based on Field Recordings)

The study of Kupalo (Midsummer-time ritual) songs in a separate local ethnographic territory of
Ukraine (in this case, the territory of ancient Great Volhynia) remains relevant to this day, and especially
now, when it is important to preserve the original culture of each region of the country. Publications
of Kupalo songs, compared to koliadkas (Christmas-time ritual folk songs), schedrivkas (New Year-
time ritual folk songs), vesnyankas (spring-time ritual folk songs), and other genres of calendar-ritual
folklore, are numerically among the fewest. Therefore, we think that an addition to these sources
will be appropriate. In addition, in the specified territory, in particular in the village of Lysyche in the
Slavutych Region, certain features can be traced in the rituals performed before this feast. | want to
focus my report on the motifs, imagery of the songs, and the features of the feast.

As it is known, the Kupalo feast (even the name itself testifies to this) has always been associated
with water. But no river flows through the village, and there are no open bodies of water. Therefore, in
Lysychy, the celebration of lvan Kupalo, at least for the last 100 years, has been associated exclusively
with fire. And also, a lot of attention was paid to the weaving and later tearing of such an attribute
of the feast as «ku(o)pailA» - these are branches with forks and cut off tops into two, three and up
to five prongs, but most often into three. They were cut by boys, and dressed with greenery, flowers
and thistles and nettles by girls. In the evening, everyone gathered to tear «ku(o)paily» apart. Before
it was torn (usually 7 pieces were taken), Kupalo songs were sung, and the pieces were taken home,
since, according to the stories, they had a magical meaning, serving as amulets. At the same time,
the young people lit a bonfire and then jumped over it. In general, mythological and marriage motifs
and images can be traced in the Kupalo songs of this area.
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RPYTAK HA SAXIOHOMY MOJICCI:
HOBI MATEPIATTN OJ14 AOCJIOXEHHA

Ha ocHoBi HOBO31,006yTHX eKCneaumLiMHO-NONbOBUX MaTepianiB, a TakoXK 3 ypaxyBaHHAM pe3ysib-
TaTiB nonepeaHix AoCNiA)KeHb aBTOPKM, YTOYHEHO 1 CKOPUrOBaHO YABMEHHA NPO MY3UYHY CTPYKTYPY,
TaHUIOBaNIbHO-ApaMaTUYHY JIEKCUKY Ta Meki NoByTyBaHHA OOHOro 3 HebaraTbox aBTOXTOHHMX KaHpiB
3axigHoro lMonicca — KpyTaka. Monpu HaABHICTb NOOAMHOKMX 3rafloK Y HayKOBO-TIOMYNAPHIM Ta XyA0MK-
HiM niTepaTypi, Len }aHp TPMBaWi Yac 3a/MLWABCA N03a MEKaMM LiNiCHOr0 HayKOBOIrO OCMMCIIEHHS,
WO 3YMOBIOE aKTyaslbHICTb MOro crevuiafibHOro AOCHIAKEHHS.

HxepenbHy 6a3y AoCNioKEHHA CTaHOBNATbL €KCNeAMLIMHO-NONbOBI MaTepianu, 30KkpemMa GpoHo3a-
nucu, saivicHeHi Onekcoto OwypkreBruem 3 KiHUA 1950-x pokiB y nepiog, akTUBHOMO $yHKLLIOHYBaHHSA
TpagMuii, a Takox HOBO3a00yTi 3anMcn Muxanna Xas, 3adikcoBani 1988 pory B cenax JltobeLwiBCbKOro
paroHy BonuHcbKol obnacri.

Ha 3axigHononicbKiv TepuTopii KpyTak NobyTye Nif, HU3KOK JIOKANIbHUX HAa3B — KPYTak, KPyTAX,
KPYyTaH, KPYTAK, KPYr, KPYOK, — AKi NOXOAATb Bif, FONMOBHOI PYXOBOI O3HAKM TaHLO, & CaMe KPYHNAHHS,
WO 3a3BMYan peanisyetbca y popmMi napHoOro obepTaHHA.

TpapumuinHmi cnocib BUKOHaHHA KpyTaKka nepeabadyae nonapHe NPUTaHLbOBYBaHHA YOMOBIKA i
}iHKM ab0 ABOX HKIHOK MO KONy 3 NOYEProBMM MNiAXOA0M A0 MY3WKaHTIB | BUKOHAHHAM TaHLOBaIbHUX
MPUCMIBOK, LLLO BUPI3HAIOTLCA HITKOK PUTMIYHOKO OpraHi3aLieto Ta NepeBaKHO HapTiBIMBO-TYMOPH-
CTMYHWM 3MICTOM.

KpyTak He mae 06pAA0BOI NPUYPOYEHOCTI M BUKOHYETLCA Yy PO3BaMasIbHUX pparMeHTax BeCinb-
HOI LLlepEMOHii, @ TaKOXK Y N03a06pPAA0BUX My3nYHMX 3abaBax. 3a My3nMYHO-PUTMIYHOK OpraHisaLiero
B MaHpi BUOKPEMITIOOTLCA TPU OCHOBHI PIBHOBUAM: TPMYACTKOBI, AKI BBAKAIOTbCA HaWOABHILMMMU,
[BOYACTKOBI LLECTMMIpPHI, IMOBIPHO MOXiAHI Bif, NepLuMx, Ta ABOYACTKOBI BOCbMWUMIpHI. O6’eaHyto4oto
| BU3HAYa/IbHOIO PUCOHO, LLLO OKPECITHOE MOXOAMEHHA HaHpPY, BUCTYNae Moro My3uvyHa popma.



KRUTAK IN WESTERN POLISSIA:
NEW MATERIALS FOR RESEARCH

Based on newly acquired expeditionary field materials, as well as considering the results of
the author’s previous research, this presentation clarifies and adjusts the understanding of the
musical structure, dance-dramatic vocabulary, and the boundaries of distribution of one of the few
autochthonous genres of Western Polissia — krutak. Despite the presence of isolated mentions in
popular science literature and fiction, this genre has long remained outside the boundaries of a holistic
scientific understanding, which determines the relevance of its special study.

The source base of the research is expedition and fieldwork materials, in particular moxHa audio
recordings made by Oleksa Oshurkevych since the late 1950s during the active functioning of the
tradition, as well as newly acquired recordings by Mykhailo Khay, recorded in 1988 in the villages of
the Lyubeshiv district of the Volyn region.

In the territory of Western Polissia, krutak is known under a number of local names — krutak,
krutyakh, krutan, krutyak, krug, kruzok — which come from the main movement feature of the dance,
namely circling, which is usually realized in the form of a pair rotation.

The traditional way of performing krutak involves a man and a woman or two women dancing in
pairs in a circle with an alternate approach to the musicians and the performance of dance choruses,
which are distinguished by a clear rhythmic organization and mostly humorous content.

Krutak has no ritual significance and is performed in entertaining fragments of a wedding ceremony,
as well as in non-ritual musical festivities. According to the musical and rhythmic organization, three
main varieties are distinguished in the genre: three-part, which are considered the oldest, two-part
six-beat, presumably derived from the first, and two-part eight-beat. The unifying and defining feature
that outlines the origin of the genre is its musical form.
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