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The article, which is based on archive materials and the author’s personal fieldwork, is
dedicated to the vocal recitative genre — lamentation. It explores its functioning and characteristics
in Hutsul tradition and in all-Ukrainian context. It studies the role of verbal and musical elements
of a lamentation and their interrelations.

The main subject of the research, though, is distinctive structure of Hutsul lamentations
(“prykazuvannia”). Its main peculiarity lies in two-component nature of each part of the
lamentation, that is to say that the basis of formula composition is the higher musical-syntax
unit — a period.

Different examples of modifications of the ustup of periodical type are demonstrated in the
research as well.

Key words: lamentation, funeral ritual, Hutsulshchyna region, ustup, recitative form, paratactic
relation.

Vocal music in Hutsul funeral ritual is only represented by a single genre — lamentation
(“prykazuvannie” as locals call it, which relates to “saying” or “speaking”). Its main
specific feature is a free recitative, which is created in an improvisational way in the
process of performing. Due to this fact, it can be compared with dumy, zahovory, begging
songs [1, p. 68], some lullabies; and outside the Ukrainian folk tradition — with church
psalm chanting, “declamatory text proclamation to the music of Vedas and ancient Greek
tragedies” [3, p. 65] etc.

The essence of a lamentation is the proclamation of a speech addressed to a deceased
to honour him/her and express deep personal feelings concerning worries about the death
of a close person. In the past it was also a magic talisman that protected from evil. In
such a solo monologue the oratory, which is multiplied by the emotional excitement,
expressiveness, and even some exaltation, is especially appreciated. That is why, in
lamentations, like in other kinds of recitative genre, a word is always on the first place,
which is the main creative factor that determines content and structure of a composition.

Music is assigned the role of a certain transmitter, the bearer of verbal information.
Its function is to give the words proper elevation, uncommon condition, but no more
than that. A lamentation performed by one and the same performer is always identical,
practically independent from the figurative and poetic content, which, by the way, can be
very different — dedicated to traditional funeral rite exclusively or occasionally, when, for
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instance, someone’s husband or son is being conscripted', or connected with losses after
fire, death or loss of a cow?, radioactive contamination of the forest during the Chernobyl
catastrophe etc. Such musical and figurative generalization can also be explained by the
common motive — all lamentations, ritual or performed in any rite, are dedicated to one
and the same idea — the loss of something dear and valuable.

However, this clearly contradicts the existing lamentations of the opposite content,
namely cursing, which actually have to despise a deceased (for instance, a village
headman, who during his life did something bad to someone from the village), and, in
particular, humorous lamentations (humorous, satirical, parody, and soromitski*), which
are using laughter to cause a cheerful mood among the listeners (funeral humorous
lamentations, though, are not performed during the funeral ritual itself) [1, p. 69-70,
musical transcription Ne 17, p. 13—-14; 6, p. 18; 7, p. 222, musical transcription Ne 1, p.
227]. In these cases, performers also use the same recitations with the same melodic
pattern without any significant changes in its pitch, rhythm or composition.

It follows the idea that musical recitative in lamentations plays the role of a universal
formula of sorts that literally only has to voice the text and, thus, bring the word to a
higher level, give it some special unusual and unique meaning®. Therefore, it does not
make sense to look for direct or at least indirect reflection of the semantic nuances of the
poetic word in the melodic element of lamentations. The real importance in recitations
belongs to the interrelation of the two relatively autonomous forms of ingredients and
the type of recitation itself.

Hutsul lamentations (“prykazuvannia”), despite all the peculiarity and uniqueness of
Hutsul funeral ritual, belong, undoubtedly, to one all-Ukrainian lament tradition. They
not only have similar and sometimes almost identical thematic motives and plots’, but
also are characterized by all other typical features.

' M. Hayday in his work mentions so-called recruit lamentations [1, p. 69. Musical examples Ne 15.
16. p. 12-13)]

2For a peasant the loss of a cow meant starvation. Olena Murzyna in her work writes about the
lamentation “for a cow” [5, p. 87].

* Texts with erotic motives.

* Such a wide figurative range of lamentation music should not be considered as something special.
This is typical for practically any traditional folk melody, which is almost never directly linked with
certain lyrics/words, and goes together with different texts that are not necessarily of the same emotional
content. Take, for example, the Hutsul spivanka (kolomyyka), which literally is good “for all occasions”
or wedding ladkanka (ritual song). The latter combines hundreds of poetic stanzas during the course of
one rite, causing bitter tears (for instance, during bride’s separation from her family home) or provoking
Homeric laughter (as in the course of facetiae of bridesmaids and groomsmen). Common (non-ritual)
melodies may be linked with lullaby lyrics on one song, and with a ballad text or historical plot in another.
This long list of examples can be continued.

5 Cf., the lamentation for a husband, who is conscripted, recorded in Zhukin village in Chernihiv area
[1, Musical example Ne 15, p. 12 ]:

Khto meni drov pryveze [Who will bring me firewood],

A khto meni hriadochku prooryt’ [And who will plow my field bed],

A khto hnuyy povyvozyt’? [And who will take out manure?]

And the lamentation for gazda [master] from Transcarpathia region (Kvasy village Rakhiv area)
(recorded by L. Kushlyk, Musical Ethnographic Archive at the Scientific Laboratory of Music Ethnology at
Mykola Lysenko Lviv National Music Academy, Ne 39/3 in the general catalog) :

A khto meni travychku pokosyt’ ?[And who will mow the grass for me?],

A khto v polonynku pide ? [And who will go to the mountain valley?],

A khto meni drovets prynese? [And who will bring me firewood?]
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First of all, Hutsul lamentations, like the majority of examples from other regions,
have a recitative form exclusively, which is freely improvised in the course of performing.
For none of the presently known samples of recitations from Hutsul region regular
repetition of identical elements is typical neither in the structure of the verse, nor in the
melodic structure.

Quite similarly, it is inherent for Hutsul tradition to possess the universalism of lament
melodies-models, that are freely combined with lyrics on different topics. This can be
proved by the following samples:

Example 1 a,b.
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a) Synochku miy dorohyy, Yoy yek ty sy vybrav yek ty mamku zasmutyv, hee...
[Sonny, my dear. Yoy (ouch), in what you dressed in, how much you made your mama
sad! hee..]

b) Oy mamko moya doroha, Sho vy tak skoro vmyrayete, hee...[Oy, mummy, my
dear, why are you dying so soon?! hee...]

Both fragments of recitations were recorded in Hramotne village of Verhovynsky
district in Ivano-Frankivsk area from one performer during one interview. With respect
to musical material they are almost identical, yet they differ significantly in their plots
that are performed during different funeral rites: in one case — at a son’s funeral, in the
other — at the funeral of mother.

Plot development in the Hutsul recitations often has perfect three-part form with clear
demarcation between intro and outro “addressing” parts and the presentation of the theme
in the middle, similarly to recitations from other regions of Ukraine:

Example 2

Mawmko Most piJHeHbKa!

Konu 51 Oyny Bxe Bac BHIITH,
Binku Bac Ty’ Oyzmy BU3MpaTH
3 xuM s Oy/y Tenep roBOpHTH,
Yu 3-3a TOpU BHCOKOI,
Yu 3 aMKH TTHOOKOT,
A Bxe Bac He Oyqy MaMKO BUJIITH,
IToTixo Mosi, OTIXO.
Mamko moya ridnen’ka! [My dear mummy!]
Koly ya budu vzhe vas vydity [When will I see you?],
Vidky vas tu budu vyzyraty [From where should I look for you here?],
Z kym ya budu teper hovoryty [With whom will I talk now?]
Chy z-za hory vysokoyi [Either behind the high mountain?],
Chy z yamky hlybokoyi [Or from the deep hole?],
Ya vzhe vas ne budu mamko vydity [I will never see you, mummy, again],
Potikho moya, potikho [My cheer, my consolation].
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The three-part structure of lyrics element should actually have its obligatory projection
onto musical composition of the ustup®. Yet, such model based on a formula made up of
a simple musical sentence has not been recorded in Hutsulshchyna region yet — a fact
that is very significant in terms of melogenetics.

However, along with common general characteristics of Ukrainian lamentations,
Hutsulshchyna region also has its own “face”. It is manifested not so much in the original
poetic aspect conditioned by the unique vision of the world by the highlanders, or dialectic
sounding of their original phonetics but , primarily, in the peculiarity of the ustup formula
of musical recitation. It is characteristic for more than a half of all the analyzed examples
of the Hutsul recitation (7 of 13 examples) and currently is observed only in musical
tradition of the Carpathian Chornohora mountain inhabitants’.

The main distinguishing feature of the musical recitation formula of the Hutsul
lamentations lies in two-component structure of every part of lamentation. It means
that intro, the informative main part in the middle and the final third part — outro — each
consists not of one sentence, as in other known Ukrainian lamentations, but of two coupled
sentences, closely linked by the interrelation “instability - stability” of their melodic
clausulae. Due to this, higher musical-syntax unit — period — is the basis of composition
in this formula:

Figure 1%
USTUP
Zachyn (Intro) Spivomova Kintsivka (Outro)
(Presentation of the theme)
AB Br I E
AB CcDr EF (A'B)

However, such complete three-part musical form of ustup in lamentations has not
been recorded in Hutsulshchyna region yet. Still, we can easily fill in the blanks using
the example of ustup from the sample below, in which an outro (the third part) is skipped,
on the basis of a regularity under which the final part — kintsivka — usually duplicates
musical material from the first part of ustup — zachyn:

¢ Lamentations, similarly to dumy, consist of separate meaningfully and compositionally complete
compound syntax unities, sort of paragraphs, that are called ustupy. The quantity of such “paragraphs” in
the structure of a lamentation is always different and depends on the development of narrative plot. Duma
usually consists of many ustups-paragraphs, a lamentation is usually limited to few “paragraphs” or even
consists of one such ustup.

" Nothing similar can be found among currently known lamentations from Boykivshchyna region, and
the recitations from Lemkivshchyna area are still unknown at all.

8 The fractions show the structure of each part of the formula: the nominators in Cyrillic show the
structure of lyrics and the denominators — the structure of recitation melodic element.
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Example 3

Dolechko moya, holubchyku miy!

Kudy ty sy vybyrayesh? Na koho ty mene lyshieyesh?

Na shcho ty mene pokydayesh? Z kym ya budu gazduvaty?

Na koho ty lyshieyesh syritky? Khto nymy bude sy vpikuvaty?
Kho yikh bude hoduvaty? Khto yikh bude vbyraty?

Chomu ty takyy smutnen’ky? Chomu ty do mene ne zahovorysh?

[My dear destiny, my lad!

Where are you going to? On whom are you leaving me?

On what are you leaving me? With whom will I keep our house?

On whom are you leaving our orphans? Who will take care of them?
Who will feed them? Who will dress them?

Why are you so sad?

Why don’t you talk to me?]
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As we can see, this ustup is distinctively divided into two parts — zachyn/intro (the first
two bars) and spivomova/the main informative part, which is performed twice (third-forth
and fifth-sixth bars). These two parts have quite different musical material, even though
their melodic clausulea are the same. Each part, in its turn, is divided into two musical
sentences that are closed by clausulae. The first sentence leans on the unstable second
or third tone of the tetrachord, and the second sentence — on the affirmation of the final
tonic. As a result, we get qualitatively different structures based on paratactic thinking,
which is characteristic for the Ukrainian traditional strophic songs as well.

According to the classical evolutionism, the Hutsul formulas of recitative ustups
should be considered higher and consequently later form compared to more simple
structures of other Ukrainian lamentations, which are based on a simple musical sentence
[4, p. 14]. Yet, it still remains unclear why it were the highlanders, known for their
conservatism, who managed to reach a higher level of development in this area, and not
the inhabitants of valleys who dominate over their mountain neighbors in more advanced
forms of vocal music making from other areas.

Apparently, in this case, on the contrary, the paratactic relation in ustup of Hutsul
lamentations is the earlier form, which for various reasons has undergone the involutional
transformations, and, outside of Hutsulshchyna region, has been preserved only in
simplified form until present day. The traces of paratactivity can be seen if not in music,
then, at least, in poetic texts of those Ukrainian (not Hutsul) lamentations, in which zachyn
(intro) consists of two parallel references to an object of mourning’, and also some lines
of spivomova (middle part) verse are constructed according to the principle of syntactic
parallelism and are united in two by rhyme.

Of course, this hypothesis still needs a solid confirmation. However, the existence
of yet not described special type of musical-recitative formulas of lamentations in
Hutsulshchyna region raises a serious question about the ways of development of
recitative forms in the Ukrainian folklore. In the Hutsulshchyna region in particular,
along with samples close to “restored” etalon-prototype'?, there exist derivative modified
variants that can serve as an important evidence of involutional processes occurring in
the Hutsul lamentations themselves.

Modifications.

In general, these processes correspond to those that are observed in the lamentations
that are created on the basis of recitative sentences. In the modified lamentations, not only
the final part — kintsivka (outro) — is missing, but also its first part — zachyn. Consequently,
in an ustup there is only one middle part (spivomova) — a period, which is repeating as
many times as necessary.

Here are two characteristic examples from Kosiv area:

° As for instance, in zachyn of the lamentation from Kyiv region: “Oy Vanichka nash! Oy Olichka
nasha!” [“Oh our Vanichka! Oh our Olichka!”] and “Oy Olichka nasha dorohaya! Oy Olichka nasha zolo-
taya!” [Oh our dear Olichka! Oh our priceless Olichka!].

10 Here we use the term of Volodymyr Hoshovsky, who suggests that the prototype is “a theoretically
created abstract model of melodic variants of one song type, which could be considered as potentially
existing song structure in musical thinking of the people”. The archetype is “one of the really existing
melodic variants of the analyzed songs, which is regarded as the oldest and has all the main elements of
song type that is being explored” [2, p. 12—-13, 71, 225].
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Vidky vas tu budu vyzyraty? Z kym ya budu teper hovoryty? [From where will I be
looking for you? With whom will I talk now?

Chy z-za hory vysokoyi? Chy z yamky hlybokoyi? [Either behind the high mountain
or from the deep hole?] etc.

Example 4 b
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Daly meni mysku krup, Ya zabula yak sia zvut [They gave me a bowl of cereals,
I forgot how I should call them]

A daly meni mysku bobu, Aby plakala do samoho hrobu [And they gave me a bowl
of bean for I would cry to the very grave]

In both examples the repetitive periods which consist of two sentences (ab + a, b,
), impressive in the poverty of their musical material, have absolutely the same way of
melodic line development. First, goes the elementary repetition of upper tonic, which
is interrupted by clausula — a rhythmic close and a sharp jump down to the main tonic.
This very characteristic move is confirmed at the very beginning of the second sentence.
Then, after the first accent and until the very end only the main tonic is repeating. The
only difference is in the interval of comparable melodic areas: in the first case, it is minor
third, and in the second — perfect fourth with a passing minor third, thanks to which the
whole melody acquires some pentatonic coloring.

In addition, modification of the original model of ustup of periodical type affects the
interrelation of the composition of poetic and musical texts, when one and the same melody
of the second part of ustup is used for the lyrics of the first and the third parts as well:

Example 5
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Oy mamko moya doroha, sho vy tak skoro vmyrayete, hea..?[Oy my dear mummy,
Why are you dying so soon, hea..?]

Choho tak nas syrotynko lyshyly, mamko nasha doroha? [Why did you leave us
lonely, Our dear mummy?]

Ustup in this lamentation consists of four-verse lines that create paragon three-part
composition, which has a characteristic sequence of zachyn (reference), two verses of
spivomova, and kintsivka. It is practically not reflected in the musical form at all, since it
is based, like in the above examples, on a period which consists of two sentences (ab) that
are reproduced again with some variation (a, b ). As aresult, a very original disharmony
arises in the syntactic divisions of lamentation components. In lyrics, deeper caesuras
separate the first part from the second and the second from the third, thus creating the
formula: Z+S1-S2+ K (where Z — the verse of zachyn, S — of the spivomova, K — of
kintsivka). In music, however, the periodic repetition divides the whole composition in
half according to the scheme: a-b +a b,

Obvious similarities in the main modifications of both models-prototypes (loss of
some parts of ustup with infraction of functional concordance of the syntactic components
of the text and melody) point to regularity in ways of such transformations. Apparently,
these ways are by no means moving in the direction of evolutionary expansion “from
simple to complex” but rather on the contrary — to involutional changes (simplification,
reduction) with gradual loss of the initial/original multicomponent recitative formula.
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CraTTd, sSKa TPYHTYEThCS Ha apXiBHHX Marepianax, a TakoX JKepeaax 0COOHCTO
3a/I0KyMEHTOBAaHMX aBTOPOM YIPOJOBXK TEPEHOBHX NOCIHIPKEHb, MPHUCBIYCHA BOKAIHLHOMY
PEYUTATHBHOMY >KaHPY — FOJIOCIHHIO, HOTO XapaKTepHCTHKaM Ta (QyHKIIOHYBaHHIO B 3araJIbHO-
YKpaiHCHKOMY KOHTEKCTI Ta TyILyJIbChKil Tpaaniii 30Kpema.

BokanpHa My3HWKa B T'YIYJIbCHKOMY ITOXOPOHHOMY OOpS/i IpeACTaBIeHA JHIIE OJHUM
JAHPOM — TONOCIHHAM (IO MIiCLIEBOMY «IIPHKA3yBaHHIM»). MOro BH3HAYATBHOK 03HAKOK
€ BUIbHHUI1 PEUNTATHB, 1110 TBOPUTHCS IMIIPOBI3ALIMHO B IPOIECi BAKOHAHHS.

I'yuynbcbki «IpuKa3zyBaHHs», HE3BaXKAIOUM Ha BCIO CBOEPIHICTh, HEIIOBTOPHICTH
I'YIYJbCHKOTO TIOXOPOHHOTO 00psiy, HaJleXaTh, 0€3CyMHIBHO, JI0 €JJMHOI 3arajibHOyKpaiHChKOT
TOJIOCUTLHOT Tpaauilii. BoHM HE TiIBKU MarOTh CXO0Xi, a IHKOJU i MaiKe 1IeHTUYHI TeMaTHIHO-
MTOETUYHI MOTHBH Ta CIOXKETH, aJie W BiJ3HAYAIOTHCS BCIMa THIIOBUMH TS Hel prCaMu.

['yIyapCbKi TONOCIHHS, SIK 1 OUTBITICTE 1HITNX X JIOKaJTbHUX BiJIMiH, TAKOXK MalOTh BUHSTKOBO
penmTaniitny Gopmy, 10 BITEHO IMIIPOBI3y€THCSI B MOMEHT TBOpEHHs. JKOIeH 3 BimoMHX Ha
CHOTOZIHI 3pa3KiB peruTaiii 3 ['yynbIuHN He BUSBISE PETYISPHO MOBTOPIOBAHUX OIHAKOBHX
€JIEMEHTIB Hi B CTPYKTYPI BipiIa, Hi B MEIOJUYHIN Oy10BI.

AHaNOriyHO IS TYIYJIbCHKOI TPaIHLii € BIACTHBHUI CBOTO POy YHIBEpPCAIi3M rOJIOCUTBHAX
Menoid-MoieNet, SKi BUTBHO TOETHYIOTECS 3 PI3HOCKXKETHIMH TEKCTaMH.

CIOKETHUI PO3BUTOK TYLYIBCHKUX PEIUTAIIN 4acTO BKIIAJIAETHCS B JOCKOHATY TPHIUIBHY
(hopMy 3 BUpa3HUM BiIMEKYBaHHSIM 3a4MHHOTO Ta KiHIIIBKOBOTO 3BEPTaHHS BiJl OCHOBHOTO TEKCTY
CITIBOMOBH, SIK 11 MA€ MICIIC B PEIUTAIIISIX 3 IHIIUX PErioHIB YKpaiHu.

OnHax nopsiz 3i CIUIBHUMH, 3arajlbHUMHE JUTSl YKPATHCHKOTO TOJI0CiHHS 03HaKamu ['yiyspiiHa
BUSBIISIE TAKOXK 1 CBOE BiacHe «iuie». I[IpocTymae BOHO HE CTIIbKM B OPUTiIHAJIBHIN MOETHINI
CIIOBA, 3yMOBJICHIH HETIOBTOPHUM Oa9eHHSIM CBOTO CBITY TOPSHIHOM, iaJIeKTHOMY 3ByYaHHI HOTO
HETIOBTOPHOI ()OHETHKH 1 T. iH., CKIJIBKH HacaMIepea Y CBOEPITHOCTI My3HYHO-PEIUTAIlIHOT
hopmynu ycTymy.

OCHOBHA BiIMIHHICTh MY3HYHO-PEHHUTALIHHOI ()OPMYIH B TOJNOCIHHSIX TYIYIIB IOJSTAE
IPE/CTaBIIEH] TYT HE OJJHUM PEUCHHSM, SIK 3BUYAHO B PEIUTI BiIOMUX yKpaiHCHKUX T'OJIOCIHb,
aJIBOMa CIIapeHUMH PEYEHHSIMH, TOOTO TICHO B3a€MOIIOB’ I3aHUMH Ha ITiJICTaB1 CIIBBIHOIICHHS
“HEeCTIHKOCTI—CTIHKOCTI” CBOIX MEJOAMYHMX KiIay3yil. 3aBJIsSKH I[bOMY BHTBOPIOETHCS BHILA
MY3HYHO-CHHTAKCHYHA OJUHHIIS — IIEPIOJ, SIKHI 1 JISKHUTh B OCHOBI KOMITO3HIIIT (hOpMyITH.

3riiHO 3 KITACHYHHUM EBOJIOIIOHI3MOM TYIYJILChKI (JOPMYIIH PEUUTATHBHUX YCTYIIB BapTO
Oyno 0 yBa)kaTu BHIIOIO Ta BIMOBITHO Mi3HILIOW (OPMOI0, MOPIBHIHO 3 MPOCTILIOK OYI0BOO
pEeLITH yKPaiHCHKUX IOJIOCIHB, 1[0 MUCIISTH KaTerOPisIMH IIPOCTOTO My3HYHOTO pedeHHs. OnHak,
OYEBHJIHO, B IbOMY BHUIIAJKy, HAaBIAKH, TYIyJbChKUI IMapaTakTU3M B TOJOCUIBHHUX yCTyIax
CTAaHOBHUTH MEPBICHINIY KOMIIO3HIIIIO, KA 3 TUX UM iHIIMX MPHUYMH 3a3Haja iHBOJOMIHUX
TIepeTBOPEHb i 032 ['yIyIpIIMHOIO0 30eperyiacs O HAINX JHIB TUTBKH y CIPOIIeHi Gopmi.

Kniouosi cnosa: ronocinus, TOXopoHHUH 00psin, ['yiyneImmHa, ycTyI, pednTatiBHa Gopma,
napaTaKTUYHUH 3B’ A30K.



