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Bunauns Kopnycy "Ykpaincbki Hapomni Menonii" 6esnepeuHo 3HayHa Kyib-
TypHa NOAisi He TiJbKM A8 YKPAlHCbKOr'o MY3MYHOr'o CBiTy, alle it I KOMIO3M-
TOpiB Ta MY3MKOJOriB MixHauioHalbHOro 3acary, CBoiM 3agymoM i obcsarom
ueit TBip mepeBepiutye nofAi6HOro poay BMAAHHS iHWMX HApoAiB.

YKpalHcbkuit My3uuHuit GoJKAbOp MovYaJu 3amucyBaTH Mailixe ABicTi pokiB
Tomy. Pobuau ue amaropu, npodecioHanu, MUCTLi, HayKoBLi yKpaiHCbKOi, MOJb-
CcbKoi Ta pociiicbkol HalioHaJAbHOCTEH, BHACAIJOK YOro 3amuCy HaWMX HAPOTHMX
MeJofiii po3nopoluleHi Mo yKpalHCbKUX, MOJbCbKMX Ta POCIACbKMX BUAAHHAX. Y Xe
AaBHO BimuyBajsacs notpeba 3BeCTH yBecCb lieit Beauue3Huit po3kuaaHuii marepisa
B eauumnit Kopnyc. Tox mycumo Oyt BasuHi npod. a-py 3inoBieBi JIucbkosi, miii-
cHoMy uneHoBi YBAH 3a BuKoHaHHS Liel MOHYMeHTalbHOI mpaui. 3 noasKol Tpe-
06a 3rafaTM TakoX UYMCJAEHHUX EHTY3ifAcTiB, fKi Aaiu aBTOpOBi LiHHY AomoMory B
36upanHi MmarepisliB.

[Jouinowuu Bary Kopnycy YHM, Yxpaincbka BinbHa Axkagemis Hayk y CIIA
3BaxuJjacs Ha lie BeJuKe, AeCATUTOMOBe HOTHe BugaHHA. OgHaue BoHO, MabyTb,
He nobauuao 6 cBitTy, AkOM He xepTBeHHa, HeKopucauBa npaud n. Mapissa Kous 3
Hbio [Ixep3i, skuit 6yB He auie opraHizaTopoM Ta BMAaBLEM, ajle TAaKOX KHUIO-
BOJOM, TeXHIYHMM pelJaKTOpOM i TeXHiUYHMM BMKOHABLiEM, U0 PeBHO MOMNpalioBaB
Hajg pearnizauyielo Uboro BHUAAHHA,

Kopnyc YHM sBase coboio He mpocto 36ipky BCbOro JoTenep 3anucaHoro i
HaJpyKOBaHOI'0 MiCEHHOr'0 MaTepisay, ale € TaKOX HacAiAKOM AOBroJiTHiIX KpUTUY-
HuX 1 aHaai TMuHuMx ctyaii. HeobxigHicTb KpuTHYHOrO ompalioBaHHs MaTepisaiB
3YMOBJIEHO TUM, W0 YacTuHA 3amuciB 6yJa mpoBefeHa HeBMiauMu, Hemnpodeciituu-
MM pykaMu, a B iHWMX marepisnax, HaBiTb KBalidikoBaHux ocib,3acTocoByBaHO
HeoJHaKoBi cucTeMu 3anucy. ABTOpOBi mpuiiuiocs aokJaactu 6arato Tpyay i BMiH-
Hs, w06 3yHidikyBaTy pi3HopiAHi 3anmucu i 3BecTu ix Jo ofgHiel cucTemy, o Biamo-
Bijana 6 BMMoraM cyvyacHoi My3uuHol Teopii.

Jlas nerwoi opieHrauii B Matepisnax uboro Kopnycy (11,447 meaoniit) mona-
HO BiciM [OKJagHMX MOKA3HMKIB, fAKi AAOTb MOXJMBICTb KOPUCTYBATUCH HUM Y
Pi3HMX MY3MUHUX, XAHPOBUX, TepUTOpisAbHMX i iHwMx HanpsMmax. Lli mokasHuku
€ TaKOX CMOHYKOI0 [ AajibliuX JeTalbHilux AochifiiB Haj yKpalHCbKMMM Hapof-
HUMK MeJoAifMHU,

Ik yxe ckazaHo, 6araTo YKpaiHCbKMX MiCEHHMX MaTepifaaiB norpanuio M0
NOJbCbKUX Ta pociiicbkux BuAaHb, 1 iX Yy UyXMHeUbKOMY CBiTi 4acTo BBaxaloCb
3a noabchki abo pociiicbki. 3aBasku npaui npod. a-pa 3iHoBis Jlucbka BoHM Tenep
BepraloThcs OO0 POHAY yKpalHCbKOro miCeHHOro ¢oJKJbopy.



Tum To Kopnyc YHM e Bu3HAUHUM NOCATHEHHAM YKpalHCbKOI MY3MKM it HAayKu.
BiH maTuMe BeJuKe 3HAueHHA A48 KOMMO3UTOPiB, MY3MKOJOriB, MY3MYHUX neja-
roriB, CTyfleHTiB My3MYHMX WKiJ, KepiBHUKIB i yyacHUKIB MYy3uuHMX T'ypTKiB, fKi
3HatayTb y HbOMY B CKOMILIEKTOBAHOMY i ycucremaTu3oBaHOMY BurJasai 6arario -
e Jxepeao YKpalHCbKOI'O MY3MYHOI'0 GOJKJbOpY.

Yxpaincbka Biabha Akagemis Hayk y CIIA Biputb, mo Buaanus uboro Kopnycy
€ UiHHMM BKJIaZiOM y CKapOHMLI0 YKPAalHCbKOI KYJbTypH.

Onexcandep Apximosuy
llpesudewm YBAH y CllA
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FOREWORD

The main purpose for issuing this corpus is the deplorable unavaila-
bility of Ukrainian folk song collections, the most authoritative of which
are long out of print and rarely to be found even in important libraries.
Occasional archival findings may only confuse the researcher by their
inconsistencies and misinformation. Several collections of Ukrainian folk
songs, printed by Polish'® and Russian® publishers with corresponding
orthography, have motivated foreign musicologists to consider these melo-
dies a part of Polish or Russian musical folklore. The few Soviet publi-
cations of the last decades have not rectified this condition. Lacking in
thorough scientific analysis, these editions also bypassed songs with
undesirable ideology such as those of the rich religious genre.

As the List of Sources indicates, the number of previously unpub-
lished songs included comprises an insignificant portion of this work,
the intention of which was the thoroughly systematized re-issue of pre-
vious printings. In our estimation the corpus includes approximately
85% of all such editions appearing before 1961. The world-wide disper-
sion of the remaining sources, old and rare, renders their accessibility
all but impossible at this point.

Another objective of the corpus is to bring about uniformity in
musical notation. Should we assume the first Ukrainian folk melody nota-
tion of our new period to be the dance ‘“Derhunets,” published by the Rus-
sian journal Muzykalnyia Uveseleniia (Musical Diversion), 1774 (see song
No. 10,538), we face a legacy of two centuries of work performed by
Ukrainians, foreigners, qualified professionals, and amateurs. Consider-
able divergence may be found even in the work of such recognized au-
thorities as Filaret Kolessa, Stanyslav Liudkevych, or Klyment Kvitka,
who made use of different diacritical marks or, worse, availed themselves
of the same symbols when denoting different phenomena. This is enough
to confuse even a careful scholar.® Still more disheartening are the pecu-

1 The several compilations of Oskar Kolberg which appeared in Cracow, 1884-1907.
2 P, Sokalsky's studies, published in St. Petersburg (1903) and Kharkiv (1888).

3A good example of misunderstanding are the piano arrangements of Christ-
mas carols by the eminent composer-pianist, Vasyl Barvinsky. (Koliady, koliadky
“i shchedrivky, Lviv, 1936). The melodies were taken from notations of F. Kolessa
who, contrary to Barvinsky's belief, utilized vertical lines not to indicate bar lines
but to define syllable groups of the text which bear no coincidence with measures.
As a result, Barvinsky's arrangements contain unusual barring and harmonic turns
of an exceptional kind.

Another case worth mentioning is the comparative study Europidischer Volks-
gesang (European Folk Song) Cologne, 1954, in which the recognized German scholar
Walter Wiora cited 6 Ukrainian melodies but failed to recognize F. Kolessa’s (his
source) peculiar diacritical marks indicating quarter tones. Consequently, the above
citations of this otherwise sound work were reproduced inaccurately.



liar “systems” found in the notations of Porfir Bazhansky and Oskar Kol-
berg: they defy decipherment. Many songs in this corpus are, then, not
exact reprints of older publications but are new editions and even, in
some instances, reconstructions, with a uniform system of notation
cancelling all previous multiformities. This system of notation is pre-
sented next, under the heading “Song Material Editing,” where the
necessity of formal notation changes is explained if one is to be pro-
vided with proper understanding of Ukrainian musical folklore. If uti-
lized fully, the corpus of Ukrainian Solk Melodies may be of value not
only to musicologists, composers, and teachers; its merits may be rec-
ognized in other sections of the culture as well.

New York, February 20th, 1967
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SONG MATERIAL EDITING
Texts

Folk melodies of the Ukraine have been found to consist, for the
most part (94%) of vocal songs; the remainder is comprised of purely
instrumental melodies (5% ) and mixed melodies (1% ). Such a distribu-
tion may cause one to anticipate an abundance of texts, a general availa-
bility of not only first stanzas, but also others sung to the same music.
But this is not the case. Even eminent collectors had little enthusiasm
for texts and recorded only the first stanzas directly under the music
which they considered the essential carrier of the songs’ emotional con-
tent. Among numerous publications presenting only first stanzas is the
largest collection of Ukrainian folk songs to date, Halytsko-rus’ki na-
rodni melodii (Folk Songs of Galicia-Rus’), edited by St. Liudkevych,
and published by the Shevchenko Scientific Society, Lviv, 1906-08.! To
make matters worse, several collectors failed to record the words alto-
gether and left behind what may rightly be called ‘“songs without words”
for future identification. Such methods of folk song recording necessarily
affect this corpus.

For the sake of uniformity the texts appearing by their melody no-
tations are restricted to the first three stanzas. The abbreviation “i r.x.,”
meaning ‘“and so forth,” if found after these texts, indicates that the
subsequently available stanzas may be found in a separate volume of
this corpus; the absence of ‘i r.1.”’ denotes that further words either do
not exist or have never been written down. There are other reasons
for treating the texts in this manner. From a purely musical standpoint,
the words may be important if the melody varies in the later stanzas;
otherwise interest in the musical aspects of the song wanes after the
melody’s second or third repetition. Therefore, fuller texts are supplied
next to the notations only in cases of musical variation. Contemporary
Ukrainian spelling is substituted for spelling of old editions, or Russian

or Polish orthography. However, dialectical peculiarities are maintained
unchanged.

Metrics
(Barring)

The distribution of folk melodies into bars, in certain instances,
poses formidable problems. To distinguish between normal metrical,

1This is by no means an exclusively Ukrainian phenomenon. The multivolume
collection of Finnish folk songs, Suomen Kansan Stvelmid (Melodies of the Finnish
Nation), edited by Ilmari Krohn, Helsinki, 1893-1933, confines the texts to first stanzas.
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syncopal, and melodic stresses, between simple and complex measures,
to determine the presence or absence of the up-beat, requires subtle per-
ception and experience. Among folk song collectors were some with
limited ability to make these distinctions. A classic example may be
found in the following notation of the song ‘“Oi, verbo, verbo kuche-
riava” (“Oh, Curly Willow Three”) in the Zbirnychok ukrainskykh pisen

(Little Collection of Ukrainian Songs) by A. Khvedorovych, Odessa, 1908,
No. 3:

' } H ) . ; - i  § !
Of Bep - 60, Bep - 6o, Ky - ue - pa - Ba, XTO X
/'\ o)
—t—1—1 T |
v L] h L]
T0- 6i, BEp - 6o, Ky - 4e - pi 3BMB?

The correct time signature should be % or, better still, the diminutive
form of § without the up-beat. Comparisons with numerous variants
of this song recorded by Kl. Kvitka, A. Postolovsky, P. Demutsky, F.

Kolessa, St. Liudkevych 2 uphold such a notation, given below and entered
in the corpus under No. 876.

Ky- we - pi 3BuB?

Numerous similar corrections had to be made. These were, however, only
formal editorial changes which had no effect on the essence of songs,
their melodies and rhythms.

Another type of erroneous barring resulted from theoretical sup-
positions of even such highly regarded researchers as P. Sokalsky and
F. Kolessa. In his work® P. Sokalsky developed a theory of the ‘half-

2Kl Kvitka, Narodni melodii z holosu L. Ukrainky (Folk Songs from L.
Ukrainka’s Voice) (Kiev, 1917, No. 121).

Kl Kvitka, Ukrainski narodni melodii (Ukrainian Folk Melodies) (Kiev, 1922,
No. 513).
A. Postolovsky, Rukopysny zbirnyk (A Manuscript Collection) (1906, No. 11a)
P. Demutsky, Ukrainski narodni pisni (Ukrainian Folk Songs) (Kiev, 1954, p. 35)
F. Kolessa, Shkilny spivanyk (School Songbook) (Lviv, 1925, p. 39).

St. Liudkevych, Halytsko-ruski narodni melodii (Folk Melodies of Galicia-Rus’)
(Lviv, 1906-08, No. 467).

3 P. Sokalsky, Ruskaia narodnaia muzyka, velikoruskaia i maloruskaia (Russian
Folk Music, the Great-Russian and Little Russian) (Kharkiv, 1888).

12



stykh,” ¢ the basic, indivisible metric unit composed of from 4 to 6 syl-
lables of text with one main stress. Two “half-stykhs” are equal to one
“stykh”; two “stykhs” compose a “strophe.” A fragment of melody cor-
responding to the “half-stykh” Sokalsky identified with a measure. The
stress in such a “half-stykh-measure’” occurs generally on the third or
second syllable, rarely on the first. From such evidence Sokalsky con-
cluded that folk songs possess a singular metric structure untransmittable
by the conventional bar system. By means of vertical (in his belief, bar)
lines, Sokalsky measured these “half-stykhs,” at the same time disregard-
ing the stress system.

In his numerous studies® Filaret Kolessa utilized a concept of a
“musico-syntactical foot”—an indivisible unit of a few syllables of text
with a corresponding fragment of melody (motive). Kolessa felt inclined
to indicate these units on the staff by means of vertical lines which,
graphically, appeared to be bar lines. His and Sokalsky’s error was the
arbitrary designation of certain rhythmo-melodic motives as measures, a
familiar concept with a distinct content. As an example, we cite a Christ-
mas carol “A mu moma BaM,” recorded by F. Kolessa and published in Na-

rodni pisni 2 Pidkarpatskoi Rusy (Subcarpathian Folk Songs), Uzhhorod,
1938, No. 3:

O# pmo- ma, f0- Ma, HA -Ne - AeB - HH - CyTb., Cu - HO - Be!

Here, the text is divided into 6 “musico-syntactical feet:” “A uu noma Bam |
TUX AeB'ath cuHiB? | CuHose! || Oi, Aoma, KOMa, | Ha TeJIEBHH CYTb. |
Cunose!” ||

In each one of these “feet,” Kolessa found 6 eighth notes, designated
this with a 8 time signature, and defined the “feet” by vertical lines.
These illusional bars do not correspond, however, with metrics of a §
measure. The syncopation in bars No. 3 and 6 on the word *“Cunose!”
is unapparent. There, obviously, the first unaccented eighth note (syllable
“Cu-") should be transferred to the preceding measure. In bars No. 1
and 4, a distinct % meter is felt. Thus, after some corrections, this carol

4 the “stykh” is a mere transliteration of the term. Besides Sokalsky’s specific

use of it, this word may denote a stanza of poetry or, at times, just a single line in
a stanza.

5 Especially in “Rytmika ukraindkykh narodnykh pisen’” (Rhythmics of Ukrain-

ian Folk Songs”), Notes of the Shevchenko Scientific Society, vol. LXXII, p. 80—
(Lviv, 1806).
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is entered in the corpus under No. 2295 as follows:

- X =
SN B AR U S 0 W S A W . G Y VRS S |
VW I YV )
v (e A

O# po - Ma,no - Ma, Ha ne - neB - HM CyTb.Cu - HO - Be!

F. Kolessa’s manner of notation indicates unwillingness to place a
bar line in the middle of a musical motive, or “musico-syntactical foot,”
even when stresses demand it. Instead of appropriately transferring the
bar lines, P. Sokalsky and F. Kolessa needlessly complicated matters by
proposing new theories of ‘“folk measures,” ‘“musico-syntactical feet,”
ete. Kolessa himself writes on the usefulness of his theory: ‘“Our bar
system is not altogether in agreement with music theory. A strongest
stress does not always determine the beginning of a measure; it appears
quite frequently in the middle of a bar and even changes its location in
stanzas of the same song, being subordinate to text demands and to
songsters who take a fancy to free use of syncopations.” ¢

To be sure, correctness of musical notation is a prerequisite for suc-
cessful study of folk melodies. Our editing of these songs in agreement
with music theory improved their musical orthography, just as the in-

troduction of current spelling refined the texts. The melodies themselves
and their rhythms have not been altered.

Rhythmics

Rhythm has been preserved exactly save, again, for adjustments in
the external form of the original notations. Various habits of individual
collectors included favoring either diminution or augmentation. Earlier
collectors, Karol Lipinsky, Oskar Kolberg and Vasyl Verkhovynets, fav-
ored diminutive forms (eighth, sixteenth, thirty-second notes) with 8
or 3 time signatures. Later researchers, such as Klyment Kvitka, pre-
ferred 7, 4 time signatures and augmentation— hence, eighth, quar-
ter, half, and whole notes. For the sake of uniformity, we chose the middle
road, a method comparable to F. Kolessa’s, necessitating some diminution
as well as some augmentation in the editorial process.

An intricate problem was encountered in the collections of Porfir
Bazhansky, Rusko-narodni halytski melodii (Folk Melodies of Galicia),

¢ F. Kolessa, “Narodni pisni z halytskoi Lemkivshchyny” (“
. yny” (“Folk Songs of Gali-
cian Lemkivshchyna'), Ethnographical 8 5

. ymposium of the Shevchenko Scien
Society, vol. LX (Lviv, 1929). ° e

14



which appeared, one hundred songs at a time, in Peremyshl and later
in Lviv, 1905—1912. Bazhansky, a dilettante, displayed amusingly pecu-
liar originality in his numerous musical endeavors and, perhaps, unique
eccentricity in his folk song notation. He was familiar with P. Sokalsky’s
1888 study already mentioned, but carried its principles to an absurdly
extreme degree. “If,” Bazhansky probably reasoned, “folk songs have no
measures, bar lines are unnecessary. Since the decisive factor in folk
song rhythmics is not tone value but the amount of text syllables, then
the designation of varying tone duration becomes redundant.” Bazhansky’s
notation, therefore, lacks time signatures and bar lines. He uses mostly
eighth notes, which are written in groups of 4, 5, or 6, depending on
the number of text syllables. Longer syllable duration is indicated by
fermatas; sixteenth grace notes reveal melody detail. The following
melody “Oit Buifny & B umcre mose” is an example of Bazhansky’s style:

- ke
[ ]

ORpuit - 1y % B yHC-Te NO- Re, CH-AMT CO- KIA HA TO- MO~ AM, CH < DT CO- KLA HA ~TO - MO - AN,

Such complete disregard for the song’s rhythm makes its accurate
re-creation possible only by referring to three closely related variants
of this song recorded by St. Liudkevych and published in his extensive
collection, already mentioned. All three variants have a % time signa-
ture; their melody lines follow Bazhansky’s version so closely that the
4 rhythm may be applied to it almost without risk. After reconstruc-

tion” and transposition to G¢, the song appears in the corpus (No. 1532)
as follows:

CM - AMT CO- Kia HA TO - no - JH.

Perplexing as they were, it would have been a loss to bypass Bazhan-
sky’s efforts which number close to a 1,000 songs. Fortunately, his “sys-
tem” lacks consistency and, in some instances, he interwove his uniform
stream of eighth notes with quarter and sixteenth notes—more precise
directions for reconstructing rhythm. Dance and march melodies with
their long-established rhythms presented comparatively little difficulty.
Bazhansky’s intervals were maintained unchanged.

7The word “pexoHcTpyknia’” (reconstruction) identifies similar cases throughout
the corpus, among them c. 600 melodies from Bazhansky’s legacy.

8 The desirability of transposing to one key is discussed in ‘‘Melodics” on sub-
Sequent pages.
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Formidable obstacles, though of a different sort, were met in one
of O. Kolberg’s collections,® which includes 600 Ukrainian melodies.
His passing revealed a voluminous, disorganized legacy, abounding in
errors and in symbols interpretable only by the author. Attempts were
made to put Kolberg’s material into order without marked success. After
strenuous efforts by Prof. J. Tretiak and F. Szopski (Cracow Conserva-
tory), the Volyn collection was published (1907) in what can only be
called a disastrous condition. To begin with, neither the editors above
nor Kolberg himself knew Ukrainian, consequently their versions of
songs often contain distortions that are either tragi-comical or com-
pletely incomprehensible. Texts were entered underneath the music care-
lessly or incorrectly. The notations themselves leave much to be desired;
erroneous ligatures, omissions of sharps and flats, repetitions, etc., abound.
Melodic and rhythmic variants were noted on the same staff one octave
lower, directly under the main melody, creating an appearance of poly-
phony. Such curiosities, left uncorrected in the above publication, made
reconstruction of a large number of songs necessary. Naturally, even
the most careful reconstruction cannot lay claim to full coincidence with
the original. While utilizing melodies recorded by P. Bazhansky or O.
Kolberg (Volyn), this should be kept in mind.

Melodics

Marked discrepancies among notation systems may again be men-
tioned. For example, in Liudkevych's collection, already mentioned, sharps

and flats in parentheses ﬁ

indicate indistinct intervals—a change in pitch by approximately a quar-
ter tone. Identical signs may be found in K. Kvitka's collection, Ukrainski
narodni melodii (Ukrainian Folk Melodies), Kiev, 1922, which utilizes

1
arrow symbols as well E to denote indistinct modulation. F.

Kolessa, on the other hand, in his Lemkivshchyna collection, already men-
tioned, makes use of sharps and flats placed above the staff to indicate

quarter tone changes: % K. Kvitka, in the above collection,

utilizes these same marks above the staff to indicate melodic variants.

In most collections, notes such as E designate polyphony; in

9 Oskar Kolberg, Wolyn, obrzedy, melodye, piesni z brulion
’ » ow posmiertnych
przy wspoludziale St. Fischera | F. Szopskiego wydat Jdzef Tretiak. W Krakogie,

1807. (Volyn; Rituals, Songs. Published posthumousl
5 3 . y by Jozef Tretiak, in colla -
tion with St. Fischer and F. Szopski. Cracow, 1907). bors
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some, however, they denote variants. In O. Kolberg’s collection Chelmskie,
Cracow, 1890, we often met double notes and above the staff there were

numbers ; or % as, for example in the first volume of that publica-
tion, on page 252, no. 146:

0j na-lij-cuj sztyery ko- ni, na - lij - cuj, na -lij - cuj,
po-ja -de ja do Maery . si DA wie-ca0r, Du wie 7r.

With the author’s explanation not available, we assumed this to be a
contracted notation of an 8-measure period, the upper notes representing
the first sentence, the lower notes constituting the second sentence. The
beginning of the notation in unison is common to both sentences. Thus,

after reconstruction and augmentation this song appears in the corpus
(No. 6699) as follows:

v BLEERE R A
- - - - Al - wyh Ha - #
O#f Ha- aift - yh m'ru‘ PH KO a ai, Ha A uy " Eluy ,

L‘k 1 D1 L } 1
%ﬁhﬁ ¥ P e 'ﬁzlﬁ::l.

no -1 -4q [ Ro Ma-pu - ci Ha  Be - 4yp, Ha Be - uyp.

In order to make the abundant information contained in such various
indistinct systems readily accessible, the following adjustments were un-
dertaken:

1. All melodies were transposed to the tonic G, not only to G-major
and minor, but also to G-Dorian, Mixolydian and to other, specifically
Ukrainian, modes.”* Recordings of folk songs do not retain the original
keys used by folk singers. Collectors transposed melodies to a tessitura
of a baritone or mezzo-soprano and a key with the least number of sharps
and flats. F. Kolessa, for example, states that the kobzar ' M. Kravchenko
from the Poltava area sang in B-flat minor, that the kobzar Skoba’s fav-
orite key was A-flat minor, and that Y. Pylypenko, a female kobzar, was
heard in E-minor and F-minor. All songs, recorded from the voices of
the above performers, were transposed by Kolessa and appeared in his
collection of “dumas” (historical songs) in A-minor.!? There is no reason,

10 For full listing of modes, see Melody Index.

11 traveling songsters who accompanied themselves with instruments resembling
the lute or theorbo.

12 F, Kolessa, Melodii ukraindkykh narodnykh dum (Melodies of Ukrainian His-
torical Folk Songs) Series I, p. XX and XXXVI (Lviv, 1910).
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for that matter, to retain the keys in which songs appear in former col-
lections, for there are no known original keys. A transposition to one
key of G facilitates the location of variants and the comparison of me-
lodic lines. For control purposes, however, source keys are indicated;
“Ix. e - a” next to a melody means that the source from which that song
was obtained records it as starting in E and ending in A.

2. No key signatures are supplied at the clefs; sharps and flats are
placed by the appropriate notes only. Key signatures are of practical value
in the case of modern major and minor scales; these are rarely encountered,
however, in Ukrainian folk singing. As is evident from the Melody Index,
most songs have tetra-, penta- or hexachord content, or are based on
medieval Aeolian, Lydian, Dorian, Mixolydian and other modes. A con-
siderable number of melodies are formed on singular, Ukrainian modes:
g abcdef-sharp g-sharp, or g a b c d e-flat f-sharp g, or g a b-flat c-sharp
def g, and many others. Inclusion of key signatures for all these scales
would only result in undesirable entanglements. The key G-Lydian mode,
for example, would require 2 sharps, F-sharp and C-sharp signs, to be
placed by the clef; G-Dorian mode makes one B-flat necessary. Some
modes demand sharps and flats at the same time; others, even quarter
tone signatures.

3. Quarter tone designations are as follows: L denotes pitch
raising; d designates pitch lowering. Both signs are taken from A.
Haba's system !* which concerned itself with mathematically exact quar-
ter tones; in our usage these intervals are approximate.

4. Melodic and rhythmic variants are defined by numbers and hori-
zontal lines, and are noted below the main song notation in this manner:

N —_ 1) ————

N T 1 ( |

1)

Variants, noted as such by collectors, in rare instances are numbered
and entered as additional songs if they consist of considerable stretches
of a more distinct melody. Variants of one song, even if closely resembling
one another are entered as separate songs if they were recorded in two
different collections.

As we have seen, the corpus introduces numerous formal notation
changes. These are, as has been said, merely external, graphic altera-
tions which do not affect the essential elements in the music and texts
of the sources.

13 Alois Haba, Neue Harmonielehre des diatonischen, chromatischen, Viertel-,
Drittel-, Sechstel- und Zwolftel-Tonsystems. (New Harmonic Theory of Diatonic,
Chromatic Quarter Tone, Third, Sixth and Twelfth Tone Systems) Bug. Fr. Kistner
and C. F. W. Siegel (Leipzig, 1927).
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THE PROBLEM OF SYSTEMATIZING FOLK MELODIES

No order of entry system has as yet been found that permits satisfac-
tory grouping and easy retrieval of all song variants. It must be noted
that variants are formed not only by melody changes, but by the introduc-
tion of new rhythms or forms as well. Systematization through an ap-
plication of, let us say, the principle of musical form, would still leave
melodically and rhythmically related songs hopelessly scattered. Melodic
or rhythmic systems would result in similar deficiencies. Current musi-
cologists, however, are inclined to recognize the principle of form (musical
syntax) as the most successful (if not the ideal) method of song organi-
zation.

This method was utilized by I. Krohn in his monumental collection
of Finnish folk songs.’* Melodies of Finland reveal a four-part struc-
ture with 4 cadences, and Krohn's systematizing was based on these
cadences. The concluding cadence (of the fourth part) is most signifi-
cant, followed, in order of decreasing importance, by cadences of the sec-
ond, first, and third parts. First, Krohn groups melodies with identical
final cadences; within the confines of this unit, there exist subdivisions
having the same cadences of the second and first parts. Melodies with
identical third part cadences form the smallest subdivision. This pattern
characterizes all the volumes of I. Krohn’s collection—the result of many
years of meticulous research.'s

The eminent Hungarian composer-pianist-musicologist, Bela Bartok,
dedicated most of his life to the study of folk songs.* His general accept-
ance of I. Krohn’s systematization methods necessitated, nevertheless, sev-
eral modifications due to the nature of Hungarian and Rumanian songs.
These Bartok organizes into main groups of two, three, and four-part
melodies, with two, three, and four cadences. Five and six-part songs he
includes in the four-part group because, in his opinion, the fifth and
sixth parts are merely sequential repetitions. Within the confines of these
groups, Bartok’s approach to melody organization follows closely that

14 IImari Krohn, Suomen Kansan Sdvelmia (Melodies of the Finnish Nation)
(Helsinki, 1893-1933).

15 Ilmari Krohn, “Welche ist die beste Methode, um Volks- und volksmissige
Melodien nach ihrer musikalischen (nicht textlichen) Baschaffenheit lexikalisch zu
ordnen?” (“Which Is the Best Method to Arrange Folk Melodies from a Lexico-
graphic Standpoint According to Their Musical [Not Textual] Constitution?”) Sam-
melbinde der IMG, IV Jahrg. 1902-03 (p. 643).

16 Bela Bartok, Die Volksmusik der Rumdnen von Maramures (Folk Music of
the Rumanians of Maramures) Sammelbinde filr vergleichende Musikwissenschaft,
herausgegeben von Carl Stumpf und E. M. von Hornbostel, IV Bd. Drei Masken Verlag
(Miinchen, 1923). Bela Bartok, Das ungarische Volkslied. Versuch einer Systematisie-
rung der ungarischen Bauernmelodien (The Hungarian Folksong. An Attempt to
Systemize the Songs of Hungarian Peasants) Ungarische Bibliothek fiir das Unga-
rische Institut an der Universitdt Berlin, herausgegeben von Robert Gragger, 1925.
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of Krohn'’s cadence method. Bartok effects still further division by observ-
ing the number of syllables and extent of melody in parts being compared.
Every song is transposed so that it ends in G.**

Filaret Kolessa, the most prominent researcher of Ukrainian folk
songs, makes use of a similar system !® in his last publications. Like
Krohn, Kolessa favors various keys, but follows Bartok’s method of de-
tailed form analysis by means of cadences and syllable counting. The
Krohn-Bartok-Kolessa method, then, although one in principle, has, in
the case of each musicologist, certain differences brought about to some
extent by the nature of the material studied. From that standpoint,
Kolessa’'s work is most significant to us.

The work accomplished by Kolessa may certainly be called enormous.
His legacy, however, could not be described as one leaving no problems
unsolved; the final word is yet to be said in reference to a number of
purely musical queries, the resolution of which may have decisive signi-
ficance in musicology and in the definitive formation of Ukrainian na-
tional music. As we have seen in ‘‘Metrics,” Kolessa's belief in an in-
separable unity of text and music led him to develop the “musico-syntacti-
cal foot” concept, detrimental to correct barring. In some cases he deemed
it impossible to think in purely musical terms and associated musical
problems with texiual ones. His concepts, therefore, pertaining to music
and to text are not always sharply distinct, resulting in a somewhat un-
clear general picture.

Our main concern is for Kolessa‘s concept of rhythm, outlined, among
other concepts, in the 1906 study mentioned before. His thinking some-
times follows the familiar lines of a musical measure but, for the most
part, adheres to a concept of textual rhythm, His rhythmic scheme of
4 -}-4 4- 5, for example, denotes a stanza with three units: 4 syllables
+ 4 syllables 4 5 syllables. Thus, while looking into verbal rhythm,
Kolessa fails even to allude to the musical one. At times he considers
rhythm identical to what we call musical form or musical syntax (motives,
phrases, periods, etc.)

Such indecisive convictions are hardly beneficial to Kolessa's song
systemization; but Krohn's and Bartok’s systems fail to meet the require-
ments of Ukrainian materials even more. The relatively recent recom-
mendations published by the International Music Council ** were con-
cerned with external problems of folk song notation rather than with

17 In his collection I. Krohn resorts to several keys.

18 For example, in the Lemkivshchyna collection already mentioned.

19 International Music Council, Notation of Folk Music. Recommendations of the
Committee of Experts Convened by the International Archives of Folk Music. Geneva,

July 4th to 9th 1949 and Paris, December 12th to 15th, 1950. (Issued in 1952 with
the assistance of U.N.E.S.C.0.)

20



new approaches to arrangement methods, and have no immediate bear.in.g
on our problems. This accounts for the introduction of further 2 specific
systemization principles.

MELODIES; ORDER OF ENTRY IN THIS CORPUS

Folk art is syncretic, employing many forms of expression besides
music and words, such as costumes, dances, rituals. The final form of
a work of folk art as a whole usually is a compound of several such ele-
ments. While it is feasible to record and describe such syncretic expres-
sions in general terms, one would not attempt to conduct scientific re-
search on all aspects of these expressions at the same time. Detailed stu-
dies have to be done on each aspect — studies which may constitute only
research starting points in such fields as folk music, poetry, choreography,
etc. This corpus, Ukrainian Folk Melodies, is concerned solely with the
collection, correct notation, and study of the musical aspect of folk songs.

The problem of systematizing the folk melodies in this corpus was
solved by considering facts observed in the song materials themselves.
One such fact is the presence of a relatively small, but nonetheless in-
fluential, group of c. 600 melodies—instrumental, vocal without recorded
texts, and mixed (vocal and instrumental). The systemization of these
requires, naturally, a purely musical method. If we propose to introduce
only one system for all the melodies at hand, then this method must be
applicable to all the melodies with recorded texts as well. In our judg-
ment the basis of such a method is musical syntax or form treated in
minute detail. Within the confines of each form, melodies are then or-
ganized by cadences of the form’s integral parts.

Musical form consists of the following structural designs:

1. Motive — the smallest, indivisible section of melody with no es-
tablished number of tones, able to be grasped in one moment of musical
concentration. Its length is usually one measure, although two-measure
motives are not impossible. The term, from the Latin “motus,” indicates
motion, or musical action, making a one-tone motive feasible if dynamic
changes are provided. In the Form Index formulas the motive is designated
by the letter M; its termination is made known by the sign |.

2. Phrase — may consist of several repetitions of one motive but,
more frequently, it has a distinct melodic line without repetitions. Its
duration of two to four measures includes two-three metric culminations
and a termination with a caesura, or musical comma, which separates two
phrases or a phrase from the following motive. A caesura is formed
with a cadence-like melody turn or even a rest. In the Form Index formulas
the phrase is designated by the letter ®; its termination is made known
by the sign 7.

20 Additions to or modifications of the Krohn-Bartok-Kolessa method.

21



3. Sentence?* — a unit of musical thought terminating in a cadence
which may be melodic in monophonic songs, harmonic in polyphonic songs.
Sentences may consist of two or three phrases, but other motive-phrase
combinations are also possible (Ex. &M, M®, &DM, etc.). Melodic lines
of some sentences, however, are indivisible into phrases. A sentence is
designated by the letter P; the sign [ ] indicates its termination.

4. Period® — a union of two or three corresponding sentences devel-
oping a musical thought. Besides two or three-sentence periods, there
are numerous intermediate forms, the nature of which is determined
by the varying structures of the sentences. The letter II designates a
period, the termination of which is indicated by the sign [].

5. Double period — composed of two corresponding periods with
varying internal structures. One of folk music’s largest forms. Designated
by the letter IL, its termination is noted by the sign O .

6. Triple period — formed by three periods with the component parts
interconnected analogously to the preceding forms. It is identified by the
letter IL, and its termination sign is the same as that for the double
period: [ .

7. Sentence chain — a free form consisting of several sentences lack-
ing strict correspondence, i. e. no period form organization.

All of the above forms appear in vocal as well as instrumental melo-
dies. They are purely musical considerations independent of syllabica-
tion. A musical phrase, for instance, may coincide with 4 or 5 syllables
of text (as in songs Nos. 32, 79 in this corpus) but it may be filled with
11 or even more syllables (as in Nos. 60, 75, 143), depending on tempo
and musical liveliness. On the other hand, 10 or 11 text syllables may,
in some cases, occupy an entire 2-phrase sentence (Nos. 326, 330). Recita-
tive forms of funeral lamentations or “dumas” (historical songs), how-
ever, are examples of the music’'s dependence on text rhythm. In these

21 The use of the terms “sentence” and ‘“period” is not uniform among musico-
logists. More readily utilized in Europe, “sentence,” according to the Oxford Companion
to Music, ed. by P. A. Scholes (Oxford University Press, 1955, p. 793) is understood
by some theorists as a unit of four phrases, but by others as one of two phrases, in
the latter case closely resembling the American concept of the term “period.” (See
Thompson, O. ed., International Cyclopedia of Music and Musicians, New York, 1964,
p. 1609). The two-phrase “sentence,” as used in this corpus, may therefore be con-
fused with the “period” in the American sense, which is usually formed by two phraszs
with no “sentence” subdivisions. Some authorities consider the two terms synonymous.
(Ex., Kaufmann, H., The Little Dictionary of Musical Terms, New York: Grosset
and Dunlap, 1947, p. 189, 220). The concepts of the above terms as they appear in
this corpus correspond to the thinking of the following authorities: Herzfeld, F.
Lexikon der Musik. West Berlin: Ullstein Verlag, 1957, p. 359; Szabolcsi Bence and
Toth Aladdr, Zenei Lexikon. Budapest: Zenemiikiado’ Vdllalat, 1965, vol. 2, p. 620
and vol. 3, p. 102; Entsiklopedicheskii Muzykalny Slovar, published by the Bolshaia
Sovietskaia Entsiklopediia, Moscow, 1959, p. 203, 215; Pavliuchenko, S., Korotky Slov-

nyk-Dovidnyk Muzykantu Liubyteliu, ed. by L. Revutsky and others. Kiev, 1965,
p. 106, 119.
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melodies, constructed even more freely than sentence chains, fragmentary
musical thoughts lack development and rigid rhythm,

A given song’s musical form is indicated by the use of symbols
over the staff. The following example:

a [ 8]

indicates a classic two-sentence period in which each sentence is com-
posed of two phrases. The final cadence ends on the tonic [B], the next
most important cadence of the first sentence ends on the dominant  [dl,
the cadence of the first sentence’s first phrase ends on @] and the least
significant cadence of the second sentence’s first phrase likewise ends
on q].

There are 13 main song forms utilized in this corpus for classifica-
tion purposes: 1 Motive, II Phrase, III Sentence, IV Period, V Double
period, VI Triple period, VII Quadruple period, VIII Larger song forms,
IX Forms with phrases or motives inserted between stanzas, X Forms
with a separate melody for the first stanza, XI Forms with inserted
repeatable motives and phrases, XII Sentence chain, XIII Recitative forms.
The number of songs coalesced by each of these forms varies greatly;
there are only 38 songs of the sentence chain type, while under form
IV Period, 7,752 melodies are listed.

The 13 main forms are composed of subdivisions marked with capital
letters: thus, form III Sentence includes A. Two-part sentences and B.
Three-part sentences, while form IV Period is comprised of 6 parts.
Subsequent sectionalization is accompanied by Arabic numerals and is
then continued still further by the cadence method. Subdividing is effected
at first on the basis of the final cadence and, since all melodies are
transposed to the tonic of G, they are grouped in the following order:
cadence on 1. the tonic G, 2. B, B-flat (the third of the imagi-
nary tonic triad, 3. D. (dominant), 4. F-sharp, F (the third of the
imaginary dominant triad), 5. A (the fifth of the imaginary domi-
nant triad), 6. C-sharp, C (sub-dominant), 7. E, E-flat (the third of the
imaginary sub-dominant triad). Even at this point there are excessively
large melody groups with identical cadences. Form IV Period, for example,
has a subdivision A, the 23rd part of which, named “Full form P(®®) 4
P(®®); includes 3,957 melodies. Of this number, 3,393 songs have final
cadences on G, 31 on B, 17 on B-flat, 441 on D, etc. Itemization is there-
fore continued through the three other cadences in the order of their
decreasing importance, i.e., cadences Nos. 2, 1, 3.

Thus the order of entry of every song has been precisely determined
on the basis of musical structure. As the Form Index indicates, melodies
are introduced in order of increasing complexity. The Form Index at the
same time comprises a complete contents register of the corpus. This and
the remaining 7 indexes are keys to the stores of this work—keys designed
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in detail to fit the minute and numerous requirements of musico-ethnogra-
phic research and to provide, in addition, a stimulating foundation
upon which sound, detailed research in Ukrainian folk music may con-
tinue.
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NEPEJAMOBA

Kopnyc "Yxpaiicbkux Hapoauux Meaoniit" (YHM) ckaagaeTbcs nepeBaxHo 3
MarepisaiB, y3iTuX 3 AaBHimuX ApykoBawux 36ipHukis. IlicHi HOBi, noci We He
ny6.aikoBaHi, CTAHOBAATb TiJlbKM HE3HAUHy #Oro yacTuHy, siK ue Oyae BUAHO 3
nogatoro nauai "Iloka3Huka Axepea".

Ha xanab, y BifibHOMY CBiTi BMKOpMCTATM MOBHIiCTIO BCi AaBHiWi ¢oAKAbOpPHi
BuaaHHA OyJo HeMoxauBo, 60 mekorpi nmy6uaikauii, ocobauBo crapui, 36epiraioTb-
ca rtinbku B KHurosbipuax i apxiBax Ykpaiuu., 3 mpyroro 6oky, GijabwicTb Bu-
OaHb, X0Y | 3HAXOOUTbCH 3a KOPJAOHOM, PO3NMOpOlLIEHI B NMPUBATHMX pyKax Ta MO
pi3HMX ycTaHOBaXx i KpaiHax CBiTy Tak, W0 KOPUCTYBaTHMCH HUMM [YXE TAXKKO.
[Ipore Ham momacTtuao 3006yTu aas uboro Kopmycy YHM Bci BaxauBiwi mocbo-
rouacHi BUAAHHSA, TaK WO KiAbKicTb MaTepiaaiB y HboMy obGuucJioemMo npubau3Ho
Ha 85 BigcorkiB ycix HoTHuX 3anuciB, wo 6yau 6yab-koau i 6yab- e nybaikoBai
(mo 1961 p.) [o Toro x ueit Bincorok Oyme ile BUWMHA, KOAM MPUMYCTUTH, WO Y
BuaaHHAX, fKi go Haworo Kopmycy He yBiilwau, yacTuHa MaTepisiliB € TiJAbku
nepedpykoMm 3 AaBHiuux 36ipuukiB, To6TO € nybaeramu abo 6au3bKUMKM BapifHTa-
My nicenb, y Kopnyci YHM yxe nasBHux. B ycskomy pasi, 3aBaaHHAM HaitGaux-

yoi MmaitbytHocTn Oyme monoBHuTM Haw Kopnyc Tumu 15 BigcoTkamm, SKMX TYT
e Gpakye.

Jpyrum motuBoM BuaanHa Kopnycy YHM 6yna HeogHopimHicTb Aocboroyac-
HuUX HoTHMX 3amuciB. Koau 3a nmepumit Takuit 3anuc HoBoi A06u BBaxaTu TaHelb
" lepryHeup" y pocificbkoMy xypHaai "My3bikaibHbls Y Beceabuis" 1774 p. (y
Hac nig 4. 10, 538), To cporoani MuHyJa0 BXe 192 poku Big MouaTKy 3amucyBaHHS
yxpaiHCbKMX HapoAHux Menogii. 3a wio pobory OpaJsucsa B pi3Hi uacu pisHi moau,
cBoi # uyxi, HaykoBUi i MucTuUi, BucokoxBaJidikoBaHi npodecionanu i amatopi,
oTxe fCHO, YoMy IX 3anmucH BUSBAAIOTb 3HAUHi PO3XOAXeHHS 3 GOpMalbHOro i
skicHoro 6 oky. HaBiTb Taki HajinoBaxHiwi cyuacHi sanucysaui, sk ®inaper Ko-
necca, CrauucaaB JliogkeBud uu Kaument KBiTka, BXuBalOThb iHWKMX 3anMcyBaJb-
HMUX Cc ucTeM, iHWUX AiAKpUTUYHUX 3HAKiB, abo, WO le ripue, TakUMU CaMUMU
3HaKaMyu KoxeH MosHauvae iHwi ¢eHomenu. B ubomy HaBiTh yBaxHui kopuctyBauy
MOXe Jerko samayratucs . A npo Taki cBoepigni "cucreMu", fki 3HaxoguMmo B
36ipuukax Ilopgpipa BaxaHncbkoro abo B mocMeprhux Buaahuax Ockapa KoabGepra

(wo ix cam BiH He BCTUr 3pefaryBaTh), — WKOAA I'OBOPUTH. Ix B3arani, HaBiTh
npu HaiibiabwoMy 3ycuanai, Baxko 3po3yMiTu.

K npukaan Henmopo3yMiHHS Moxe npaBUTH 06pobka MEKOTPUX KOJSAKOBUX
MeJofiit TakuM CoJifHMM i ZoCBigueHMM KommnosutopoM, sk Bacuab BapBincbkuii,
y JbBiBcbkoMy BumanHi 1936 poky "Koasom, koasgku i menpisku". Mesoaii umx
Koasaok y3sB BapBincbkuit 3 eTHorpadiunux 3amucis ®. Koaeccu, ane He 3BepHyB
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yBary, wo KoJecca qo3eMHMHM pucKamu no3Hauae iHodi He MY3MYHi TakTH, a Me-
X1 TEKCTOBUX cuAabiuHux rpym, WO 3 My3UUHUMHU TaKkTamu He 36iraTbcsd. B Kom-
no3uuii BapBincbKoro BuiioB yepe3 Te He3BUUAitHMit TakTOBMIt moaia i, AK HacJi-
0OK, — He3BuuyaiiHi rapmoHiuHi 3BopoTH.

Inuum npukaanoM Moxe 6yTu moBaxHuit HiMeubkuit nocaiguuk Banbrep Biopa,
Wwo B CBOijl nopiBHAAbHIN cTynil ‘‘Europaeischer Volksgesang*, Koeln, 1954 uu-
TY€ TAaKOX WiCTb YKpalHCbKMX HapOOHMX MeNofiil, ajle 3HOBY He 3BepTae yBaru Ha
cBoepinni aiakpuTuuni 3Haku ®. Koneccu Ha o3HaueHHs YUBepTHTOHIB, uepes 1O B
Uit Hazaran coaifHiit npaui uMTATH YKPAIHCBKMX MaTepifaiB BUAULIM HETOUHI,

Otxe B Hawomy Kopnyci 6araTo miceHb € He TOYHUM NepenpyKOM MonepeaHix
BuJaHb, a HOBOI IX pelakiliel, B AeKOTPUX BUMAJKaxX HaBiTb PEKOHCTpYKIiew, B
ﬁ{(iﬁ CKacoBaHO BCi AaBHiwi rpagiuni pisHoBMAHOCTI i dhopmaibHy cTopiHKy 3amu-
ciB 3BefleHo 0 ofHiel cucremnu,

JetanbHo 1o Hawy cucTeMy 3'ACOBYEMO Huxue y po3aiai "Pepmakuis miceHHux
maTepifaiB" i TaM TakoX MOTUBYEMO KOHEUHICTb (OpMajbHUX 3MiH y 3anucax Ha-
poHmMx miceHb, WO 3 Ui€l CUCTEMM BUMIUBAKOTD i MOTPiOHI AJs NPaBUABHOTO PO3Y-

MIHHS YKPaiHCBKOr0 My3UYHOr0 BOJKIbOPY B TEOPETUYHO-HAYKOBOMY i NMPAKTUUHO-
nobyTOBOMY acmnekTax.

Hanbuum moTuBOM BuaanHs YHM Gyaa BigcyTHiCTb y npojaxy i AOWKYJIbHMIA
6pak y 6ibaioTekax mMy3uuHo-eTHorpagiuaux 36ipHUKIB Ta iHUIMX HOTHUX BUAAHD
3 yKpalHCbKMMM HApOAHUMU MeJofismu. HeuucaeHHi pagsHCbKi BuoaHHA OCTaHHiX
Aecsatupiu, — uiei xubu He ycyBawoTb. [JekoTpi 3 UuX pagsHcbKux nybaikauiit e
Hi6M NMepeBUAaHHAM [JaBHiWMX MY3UYHO- POJIKAbOPHMX 301 pHUKiB, NPOTE 3 HUX BU -
KJo4yeHo nicHi, HearigHi 3 igeonoriewn GiabwoBuubkoro pexumy. Hamp., y 20-
tomoBoMy "3iGpanHi TBopiB" M. Jlucenka (1950-ux pokiB) mpomnymeHo o6poGku
Takux HapoaHux Mmedaopiit, sx "llpeuncras [iBo, Matu", "Ipo IouaiBcbky Boxy
Marip" i 6araTo iHumx. ¥ kuuxui M. JIucenka "XapakTepucTuka MysUUHUX 0COO-
JAuBoCcTell yKpalHCbKUX OyM i NiceHb, BUKOHyBaHux ko63apeM BepecaeM" (mepe-
BupanHs 1955 poky), Takox nponylieHo BBecb 6araTuii peJiriituuit penepryap
uboro Ko63aps. Opurinaiu X cTapux BuAaHb y NpoAaxy AaBHO BUYepMNaHi, a B
6i6aioTekax i apxiBax sycrpivaloTbcs gyxe pimko. A i3 Tux, kotpi Tam 36epi-
raloTbcf, YaCTHUHA 3pelaroBaHa Tak, o He30pieHTOBaHI YyXUHelbKi AOCHiAHMKY
NMOMUJIKOBO 3apaxoBYIOThb IX 40 MOJbCbKOI'0 abo pociiCbKOro My3uYHOr 0 G OJK-
abopy. Lle Hacaigok Toro, wo gekoTpi 3 uux 36ipHuKiB Gyau BuAaHi NOJbCHKUMM
abo pocificbkuMy BUIaBHMLUTBAMM i TEKCTH YKPATHCbKUX MiCEHb y HMX MucCaHi
noJbcbkumM abo pocificbkum npaBomuCOM, fK, Hamp., y 36ipuukax Ockapa Kouab-
6epra abo lerpa Cokaabcbkoro (muB. "[lokasuuk mxepena"),

llo6 BumoBHMTM Li mNporaiuuy, Hawoio MeTow Oyno BuAaTH Y BiAMOBiAHO
3pefarosadiit ¢opmi i B CyBopo cuCTeMaTM30BaHOMY MOpsAKY Bci foci omy6ui-
KoBaHi HapoHi MeJonil i HoBi 3 pykonucHux 30ipoK, W0 3HAAWINCS 32 KOPAOHAMU
Ykpaiuu,

Kopnyc y TakoMy BurJasfi noBMHEH NMPUHECTH KOPUCTb HE TIiJbKM MY3UKOJIO-
raM, KOMINO3MTOpaM i My3MuYHMM Mejaroram, a Bsarali npauiBaukam y bararbox
iHWMx mingHKax HauioHaAbHOI KYJbTYpH.

Hbio-Hopk, 20 motoro 1967,
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PEAJAKUOIA NICEHHUX MATEPIAJIB

TexcTHu

Mix sanucamu ykpaiHCbKMX HApogHUX NiCeHb € TiJAbKM 5% 4uMCTO iHCTpyMeH-
ranbHux Menoaiit i 1% Miwanux, iHCTpyMeHTanbHO-BOKaabHux. Pewty 94%, T06TO
r'OJOBHY Macy HapojHO1 MiCEeHHOCTH, TBOPATb MiCHI BUKJIOUHO BOKaJbHi.

Ha nepuwmit norasag 3gaeTbcs, WO Take BifHOWEHHs MOBMHHO BigGuTHUCs HA
3arajbHOMy xapakTepi 3amuciB, TOOTO BOHM B NepeBaxHiif GinrbwoOCTi MOBUHHI
MaTy NMOBHi TEKCTH, MianucaHi He TiJbKK MiJ Nepuow CTpogol HOT, a i yCi aanb-
wi c'f*pocpu, uo nigkaagalTbes Nig Ty camy Medopiio. I raky camy ¢dopmy, 3pa-
Bajocs, noBuHeH Matu Takox Haw Kopnyc YHM. Ilpore, dakTuunuii cran sanu-
ciB BUfABAsie iHUY KapTUHY, He3rigHy 3 uumu anpiopHumyu cnopiBaHHamu, Piu y
TOMY, WO YaCTMHA HABITb MOBAXHUX 3aMUCyBayiB MocTaBuaaChb A0 MiCEHHUX TEK-
cTiB 6e3 3axomneHHs, HiGM 10 cnpaByu ApYyropsaHOl, ¥ CBOiX 3amucax BOHU YACTO
HaBOAATb TEKCT TiJbKM Mepuoil cTpodu, mignucanuii 6esnocepentbo nig HoTaMy,
a TeKCTiB gaabliMx cTpod B3araii He mopawTb, lle MoxHa noscHuTH 36iJblLIeHUM
ix 3auikaBJeHHAM [0 YMCTO MY3MYHOI CTOpPiHKM 3amuciB, fKa B ix BiguyBaHHi e
CyTTI0 miceHb i HocieM ix emouioHanbHOro 3Micry. Jaabwi cTrpodu e TiAbKM aB-
TOMAaTUYHUM MOBTOPIOBAHHAM TOI Camoi MeJogii i He aule He MPUHOCATL HiYOro
HOBOI'O, a, HaBMNakKy, CBOEl0 OJHOMAHiTHiCTIO nocaab.nioloTb NMEpBiCHY iHTEHCUB-
HicTb emMouiit, He Micue Tyt po3buparyu npaBUIbHICTb UM He MpaBUJIbHICTb TAKOr'O
cTaHoBuIa, — (aKT OCTaeTbCA TOH camuil: 6pak TeKCTiB y 6araTbox Mys3U4HO-
GdoakabOpHMX BuaaHHAX. | ueft ¢pakT He Mir ocrarucs 6e3 BBy Ha 0GOpPMJIEHHS
rakox Haworo Kopnycy.

[Jo BupgaHp, W0 MoAalTb CJOBA TiAbKM NMepwoi cTpodu, mianucaHi mig Hora-
MM, HalexuTb Haiibiabluii B3arani ykpaiHcbkuit 30ipHMK HapogHux niceb ,l'a-
JMLbKO-pycbKi HapogHi Meabonii® , za penp. Cr. JloagkeBuua, Bug. HTI, JIbBiB,
1906 — 08, wo MicTuTb 1525 miceHb! B boMy 36ipHUKY uMCaIeHHI Meaopii KoJo-
Mujiok nogaHi Bzarani 6e3 TekcTy, HaBiTb 6e3 nepuwoi cTpogu, TiAbKU 3 3a3Ha-
YeHHsM, WO Lie Menoail BoKaabHi, nig fki MoxyTb migkaagatucs pisHi Texcru. o
nepwoi crtpogu obMexeHi Takox zamucu y 36ipHuky [lnocajikeBuua i CeHumka
»Meqonii ykpaiHcbkux HapoaHux nicedb 3 [logiaas i Xoamumuu” , Bua. HTI,
JlbBiB, 1916. 3 maBHiwux BUgaHb He Mae MOBHUX TEKCTiB 36ipHux A. PyGus ,216
HapoA. yKpauHCKux'b HanBsoBE, MockBa, 1872. He maioTb moBHux TekcTiB i 3anu-

JlokaanHiwuii HAroJOBOK LBOrO i JaibliMX UKTOBAHMX TBOPiB AMB. .llokas-
HUK pxepea” .
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cu y 36ipuuxax I1. BaxaHcbkoro , Pycko-#apogti ramuuki measoaui® , Ilepemuinan
— JlbBiB, 1905 — 1912, wo 3 nux mo Hamworo Kopnycy YHM ysijimao 600 Menoniii.
3 HoBilMX BuAaHb He Mae MoBHUX TekcTiB 36ipHuk Ka, KBiTku ,Ykpaincoki Hapo-
aHi Menonii” , Kuis, 1922, mo MicTurb noxag 700 sanucis.

Yxe 3 uux nepesiueHux npukJaanis BUAHO, WO 3aMUCH YKPAIHCbKUX HApOJHMX
niceHb 3 HEMOBHMMMU TEKCTaMM iayThb y Beauki Tucsui. | ue He sikechb crneuisiibHO
yKpalHCbKe He[OTArHEHHs, a CBOepifiHe BCECBIiTHE sBuUle, 3ragaeMo xou 6u Karmi-
TaibHe, 6araTOTOMOBe BMAaHHA QiHASHACLKMX HapoaHux miceHb libmapi Kpona
, Suomen Kansan Sivelmia " TI'eabciuki, 1893 — 1933, wo nogae miceHHi Tek-
CTHM TaKOX Juile NMeploil CTpody, mignucaHi nig Horamu,

Y nmexoTpux yKpaiHCbKMX BUAAHHAX, B3araii 3 MOBHUMM TEKCTaMM, BCE TAKU
TpanasioThCA OKpeMi nicHi abo it uini naprii miceHp BokaabHux Ges TekcriB, Ta-
Ke sBMIle 3ycTpiuaeMo, Hanp., y aekotpux 36ipuukax @, Koseccy, sk ocb y ,Ha-
ponHux nicHsx 3 [lizkapnarcbkoi Pycu” , Yxropoa, 1938, mwo cam 36upay noscHio-
¢ OpakoM uacy npu 3anMcyBaHHi i FOJOBHUM iHTEepecoM o niceHHux meaopiit. Ilo-
RibHO TaKox y [BOTOMOBOMY pagsiHCbKOMy BuaaHHi , Ykpaiucbki Hapogsi Ilichi” ,
Bua. ,Mucreurso” , Kuis, 1955, BokaibHi Mesoaii KOJNOMUIOK i YacTywoK He Ma-
I0Tb HifIKMX CJiB, a YMCJEHHi TEKCTU [JO HUX MojaHo najai okpemo, B iHwwux 36ip-
HMKax TekcT OyBawTb MOBHilli, NpoTe CBiAOMO 3pelyKOBaHi JO ABOX — TPbOX
ctpod, sk, Hanp., y ,Beaukomy Cnianuuky YepBonoi Kaauuu® , JlbBiB, 1937.

lIpi TakoMy ¢akTuuHOMy cTtaHi 3posyMino, yoMy B Kopmyci YHM, y skomy
30e6iabIoro BUKOPUCTAHO MaTepisau nonepegHix BuUAAaHb, TiAbKM NpPU UYACTUHI
MeJopiit Morau 6 6yt noaafii nopHi, 6aratocrpogoBi Tekctu. Ilpu apyriit Beau-
Kiit yacTHUHi, xOuY-He-xO0uU, TEKCTH MYCHATb OOMexyBaTUCsH [JO OfHiel, — ABOX, —
TPbOX CTPOQ, TaK fK y Axepenax — opuridanax. [as dopmMaabHOi ogHOpigHOCTH
mu B Kopnyci YHM ckopouyemo TekcTy [0 nmepuiux Tpbox CTpod, HaBiTb NMpu Me-
J0AifX, WO MaoTb AOBILIi, MOBHI TEKCTH, i HABOAUMO Ui Tpyu mepui cTpodu 3apas
nig Hotamu 3 gomuckow ,i T. A.”. Lla monucka o3Hauae, wo gaJbmiux CAiB MiCHi
Tpe6a wykatu B okpemMoMy ToMi YHM, skuii MicTuTuMe noBHi 3anucaHi TekcTH
nicedp, BiacyThicTb gonucky ,i T. A.> O3Hauae, WO AAJbWOrO TEKCTY MiCHi B3a-
rani Hemae, abo iforo He zanucas 306upau.

3 uuCTO MY3MYHOI'O MNOrJsay MOBHI TEKCTH MOXYTb MaTy 3HAUEHHS TiJAbKU
Todi, KOAM Menodis 3a3Hae OyabsKMX 3MiH Mpu ganbuiux crpogax. fAkwo x meno-
ais He Bapile, a OCTaeThCH MOCTiiHO Ta cama, TO My3uUYHMi iHTepec cayxaua
BMYEpnyeTbCA MO ABOX — TpboX il moBTopeHHsX. OTxe TUx TpboXx CTpod micHi,
1[0 Ha HUX ypUBAeMO TEKCTH MiJ 3anucamu Menofii, LinkoM AOCUTb JJs NMOKaszy,
fK Ui cTpodu aBTOMATMUHO MigkJajaloThcs nig nogady MeJjopio. Tiabku npu ni-
CHSX, 10 B fajbliuX CTpodax BUABAAITb Oyab—saKi 3MiHM MeJjoaii, nogaeMo n0B-
wi abo HaBiTb MOBHi TEKCTH i BCi ix My3UUHi BapisiHTHU.

OkpeMy npo6ieMy TBOpPATb pafsHCbKi GOJKJIbOPHI BMAAHHS, WO 3 NpaBuia
MaioTb Biagiau T. 3B. ,PansHcbkux HapogHux niceHb” . TekcTu B Tux Bigginax He
HapofiHi, a cnpsAMOBaHi Ha ariTauilo pexuMHOi igeoJorii, npore ix mexopil nepe-
HeceHi, iMOBipHO, 3 iHWKMX HApOAHMX MiCeHb, MAOTb XapaKTep aBTEHTUYHO Hapoj-
Huii. BnacHe 3anas uux mesopiii Mu BBaxaJu 3a notpibHe Bkalouuty ix y Koprnyc
YHM.

TekcTu nogaemMo [OKJAAHO, SIK y Axepeaax, TiAbKM MpaBomuc 3MiHEMO, 1€
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Tpeba, Ha cyuachuit. /[lopeBooLiiiHi BUAAHHS, WO 3MyleHi 6yau BxuBaTH pociii-
CbKOr'0 NpaBoONUCY, NEepeBOAUMO Ha YKpalHCbKHUii, @ TaKOx TEKCTH MOJbCbKUX eT-
worpagis (manp. , O. Koanbepra, BauraBa 3 Osecbka) nepeniucyemo YKpaiH-
CbKolo abeTkolo. AJe B xaJHOMy BUNagKy He MiHSeMO Camoi MOBHM, aHi ifiek-
THUHUX O0COOAMBOCTEll 3amUCiB.

MeTpuka
(‘TaxkToBMit moain)

Ilonin HapogHoi Mesonii Ha TakTM craBuTb 3anucyBaya B OKpeMHUX CKOMILIi-
KOBaHUX BuMajkax nepen Baxki npobaemu. Wo6 BinpisHuTu HOpManbHi MeTpuuHi
HaroJocH BiJl CHHKOMOBAHUX i MEJNOAMYHMX, TAKTH NMPOCTi Bi CKJagHux, uob Bu-
pilMTH HASBHICTb YM BiACYTHiCTb mepegrakTy i T. m, | 3anucyBadi mMyciau 6 Ma-
TH TOHKE My3uuHe noyyTTs i gocsig. Ilpore, Mix HuMu GyBaanu Joau 3 HEnoBHU-
MU abo HaBiTb MiHiMaabHUMMU KBaJidikauisamMu, TMM To B ix 3amucax TpanasioThCA
TaKTOBi MOJi/AX, OYEBUAHO HeNpaBUAbHI.

Kasicuunmit 3pasok uboro maemo, Hanp., y nicui ,Oit Bep6o, Bep6o Kyueps-
Ba” y ,30ipHuuKy yKpaiHCbKMX miceHb” A. XBegopoBuua, Ogeca, 1908, mig u. 3.
Tam wio nicHio nogaHo B Takri % 3 NepeiTakToOM OfiHiel UBEpTKU:

= B —

ot sep - 6o, Bep - 6o, Ky - ue - pas - Ba, XTO X
=N o)
1 ¥ 11 :4. -
To- 6, Bep - 6o, Ky - 4 - pi 38uB?

Ii x npaBuabHUit MeTp nosuHeH 6yTy % (abo kpaume B AMMiHyOBaHiit QJOp.Mi g )
6e3 nepeprakty. lle noTBepaxye TaKox NMOpiBHAHHS 3 UMCJIEHHUMM BapisHTaMM
uiei nicHi, sanucanumu Ka. Ksitkow, A. IlocrosoBcbkum, I1. Jemyupkum, . Ko-
neccowo i Cr. Jlionkesnuom?

Y Kopnyci YHM us nicHs sHaxogutbes nig 4. 876 i3 3MiHeHUM MeTpPOM Ha
, be3 nepeATakTy i B AuMiHyoBaHiit ¢opmi:

2Kn. Ksitka »Haponni Menonii 3 ronocy JI. Ykpainku® , Kuis, 1917, u. 121.
— Ku. Ksirka ,Ykpaincoki napogui menonii” , Kuis, 1922, u. 513. — A. Tocro-
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['pagiudo 6aunmo TYT 3HAuHi pi3HMUi B MOpiBHAHHI 3 nepwuM BugaHHaMm A. XBe-
noposuua 1908 p. Ilpore, ue Tiabku gopManbhi pegakuiiiHi 3MiHM, cama x CyTb
nicHi, To6TO 11 Menodis i pUTM, OCTAAUCA HEHapylleHi,

KopekTyp moaiGHux nomuiok 0oBOAMAOCS POGUTH [JOCUThL Gararo.

Apyruit pin MeTpUUHO-TAKTOBUX HENpPaBUALHOCTEl y 3amucax BUIIMBAE 3 Te-
OpeTHUHMX MipKyBaHb aBTOPiB MpO CTPYKTYpY YKpalHCbKMX HapogHMX MiceHb i
TpanaseTbCs HaBiTb Yy Takux 3acayxeHux pochaighukiB, sk [1. Cokanbcbkuii i &,
Koanecca.

3 [lerpo Cokanbcbkuit y cBOiif CTyail npo ykpaiHcbki i pociiicbki HapoaHi mi-
CHi po3BKMBae Teopiw Npo ,MiBCTUX”, WO CKAAAAeTbCA 3BUUAIHO 3 4 — § — 6 CKaa-
0iB TEKCTy, BUBHAUAeTbCA OQHUM I'OJOBHUM HAroJiOCOM i ¢ OCHO