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MUSICAL COMPONENT IN THE “RITES OF PASSAGE” OF HUTSUL FAMILY CYCLE:
ON MEANS AND FORMS OF “BEING MODUSES” IMPLEMENTATION
IN THE TRADITIONAL CULTURE

The purpose of the article deals with the music component of two significant “rites of passage” in Hutsul tradi-
tion — funeral and wedding rituals. It also studies the music performers’ role in these two ritual drama as well as genre
system of their musical repertoire. Research methodology is based on the systematic comparison of two musical and
ethnographic phenomena. It also involves generalizing approach in discovering available published and archive materials
as well as transcriptional and analytical methods in describing the data recorded during the author’s personal fieldwork.
The scientific novelty lies in revealing the system of music functioning in the Hutsul “rites of passage” of family cycle,
namely its role, time and purpose of performing, as well as musical genres and forms performed. The novelty is also
demonstrated in dealing with the “funeral rite issues”, which have not received significant attention in many areas of re-
search including musical culture. The main conclusions of study are as follows: music plays a very important role in
both wedding and funeral rites; in both rites the performers are regular participants and play the role of “spokespersons”
and “means of mediation” during the main participants’ passage from one state of being to the other. Musical repertoire
of two ritual drama consists of both vocal and instrumental music, which makes them similar, but at the same time they
are different due to the heterogeneity of genre cycles and emphasis on some particular genre or genres.

Key words: Hutsul tradition; family rites; ritual drama; funeral and wedding music; lamenting (“prykazuvanie”),
floyera and trembita playing.

Konomueub Onbea lzopisHa, kaHOudam mucmeuymeosHascmea (PhD), doyeHm kaghedpu My3uko3Hascmea
ma xopogozo mucmeuymea JIb8iecbK020 HauioHannbHo20 yHigepcumemy imeHi lsaHa ®paHka

My3unuyHa cknagoBa “obpsais nepexoay” ryLynbCbKOro poAuUHHOINO LMKNY: A0 NMUTaHHA Npo 3acobu Ta
cdopmu BTiNEeHHA moayciB OyTTA B TPaAULINHIN KyNbTypi

MeTta po6oTu. Y cTaTTi po3rnsHyTO My3U4HWA KOMMOHEHT ABOX “00psAdiB nepexody” ryuynbCbKoi Tpaguuii —
NMOXOPOHHOIO Ta BECIMLHOIO puTyanis. Y CTaTTi TaKOX MpoaHani3aoBaHO pPofb BMKOHABLIB MY3UKM y ABOX 0OpSAoBMX
ApaMax, a TakoX XXaHpPOBY CUCTEMY iXHbOrO My3U4HOro penepTyapy. Y MeToAonoril 4OCNiOKEHHS BUKOPUCTAHO cucTe-
MHWIA NigXi4 Y BUBYEHHI ABOX MY3UYHO-eTHOrpadiyHMX aBuL,. Y cTaTTi y3aranbHeHO HasiBHi ApyKOBaHi Ta apXxiBHi maTtepi-
anu, a TakoXX 3aCTOCOBaHO TPaHCKPUMLIAHWUIA Ta aHaniTUMHUIA METOAM ANst BUBYEHHS Ta ONUcy AaHux, 306yTux nig vac
ocobucToi ekcneauuii aBTopku gocnigxeHHs. HaykoBa HOBM3Ha nonsirae y BUCBITMEHHI LiNiCHOT cuctemMmn dyHKLioHY-
BaHHS MY3MKM Y TyLynbCbKux “06psigax nepexody” POAMHHOTO LMKIY, a caMme porii My3MYHOrO KOMMOHEHTY, Micusa/Jyacy,
METN BUKOHaHHS NMEBHNX MY3WYHUX XaHPIiB Ta )OPM, a TaKkoX Yy BU3HAYEHHi AONi CMOPIOHEHOCTI MY3NYHOIO KOMMOHEHTY
ABOX 0bpsagoBux Apam. HoBu3Ha CTOCYETLCHA 1 CamMOro 3BEPHEHHSA A0 “NMOXOPOHHOI NpobnemaTtukn” — aBulia Manogo-
CRig>KeHoro y pi3HNX HaykoBuX cdepax, y TiM YACHi h My3UYHO-KyNbTypororivHin. BucHoBku. My3auka Bigirpae Baxnuey
ponb SIK Y BECINbHOMY, Tak i MOXOPOHHOMY 06psifax; ii BUKOHaBUi € MOCTIMHUMU yYacHWKaMu ABOX OOpsSA0OBMX ApaMm i
BUKOHYIOTb (DYHKLIitO “NepefaBadiB” Ta “nocepenHukiB” y Npoueci nepexoy ronoBHMX y4acHWKiB oOpsaiB 3 O4HOrO B iH-
LKA cTaH OyTTs.  My3anyHuin penepTyap ABOX 06psgoBUX ApaM CKNafaeTbecs 3 BOKarbHOI Ta iHCTPYMEHTanbHOT My3UKK,
o pobuTb ix NnogibHumuK, Ta, BogHoYac, BiAMIHHOI Y HUX € BHYTPILLHA OpraHisalisi My3aM4HOro penepTyapy, a came Ha-
NMOBHEHICTb >XaHPOBUX LIMKMIB.

KntouoBi cnoBa: ryuynbscbka Tpaguuis; odpsagn poaMHHOINO uukny; obpsgoBa gpama; MOXOPOHHA Ta BeCinbHa
My3WKa; ronociHHA (“nprkasyBaHb”); HarpaBaHHs Ha dnoepi “B Tyry”; TpembiTaHHs.

Konomuey Onbea UzopeeHa, kaHOudam uckyccmeosedeHusi (PhD), douyeHm kaghedpbi My3bikogedeHUs U XO-
posoeo uckyccmea JIb808CKO20 HaUUOHanbHO20 yHU8epcumema umeHu MeaHa ®paHka

My3sbikanbHas cocTaBHasA “puTyanoB nepexoaa” ryuynbCKOro CeMeMHOro LiMKna: K Bonpocy o cpeacT-
Bax 1 chbopmax BonnoLieHns MOAyCoOB ObITMA B TPaAULIMOHHOW KynbType

Llenb paboTtbkl. B ctaTbe paccMoOTpeH My3biKanbHbIV KOMMIOHEHT ABYX “06psaoB nepexoda” ryuynbCckon Tpaau-
Ln — MOXOPOHHOTO 1 cBagebHoro putyanos. B ctatbe Takke npoaHanuavpoBaHa porlb UCCNOMHUTENEN My3bIKi B ABYX
06pafoBbIX pamMax, a Takke XaHpoBas cucTema nx MysblkanbHOro peneprtyapa. B metogonorum vccnegoBaHus ncno-
Nb30BaHO CUCTEMHbIN MOXOA ANS M3yYeHUs ABYX My3WKanbHO-3THOrpaduyeckmx asneHuin. B ctatbe 0606LweHHo nme-
toLmecs onybnukoBaHble 1 apxXvMBHbIE MaTepuarnbl, a Takke NPUMEHEHO TPAHCKPUMUMUOHHBIA U aHanMTUYECKUA MeToabl
AN U3YYEHUS U ONUCAHUS AaHbIX, 3anucaHbiX aBTOPOM UCCReAoBaHWSA BO BPEMS NIMYHO MPOBEAEHHOW 3KCNeauuun.
Hay4yHasi HOBU3Ha COCTOUT B pacCMOTPEHUN LIeNOCTHOM CUCTEMbI (DYHKLIMOHMPOBAHWSA MY3WKW B ryLyrbCbkMX “0bpsigax
nepexoga’ CeMewHOro UMKna, a MMEHHO POoNnn My3blKarbHOrO KOMMOHEHTa, MecTa/Bpemsi, Lienn UCNOMHeHns onpege-
NEHHbIX My3blKarnbHbIX XaHpoB 1 OpM, a Takke B onpedeneHnn ypoBHS POACTBA My3blKalbHOrO KOMMOHEHTa ABYX 06-
pspoBbix Agpam. HoBusHa kacaeTtcs 1 obpalueHns K “noxXopoHHOV npobnemaTukn’ — ABNEeHWs ManovMccrnefoBaHHOMO B
pasHbIX Hay4HbIX cpepax, B TOM 4YUCne U My3blKanbHO- KyrbTypororuyeckon. BeiBoabl. My3bika urpaeT BaxHenuLLyo
porb Kak B cBagebHOM, Tak 1 MOXOPOHHOM 0bpsiAax; ee UCMONHUTENW ABMNSIOTCA NOCTOSHHBIMW yYacHUKaMu AByX obps-
OOBbIX ApaM W UCMOMHAT PYHKUMIO “TPaHCNSATOPOB” 1 “NocpeaHnKoB” B NMpoLecce nepexona rMnaBHbIX y4aCTHUMKOB 06-
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PSAOB C OOHOTO B APYron COCTOSIHMA BbiTns. MysbikanbHbIl penepTyap ABYX 06psOoBUX ApaM COCTOUT U3 BOKaNbHOW U
MHCTPYMEHTamNbHOW My3blKW, YTO AernaeT UX NOXOXUMM, HO, B TO XXe BPEMs, OTNINYaI0TCA Apambl BHYTPEHHEN opraHnsa-
LMen My3snkanbHOro penepTtyapa, @ UMEHHO HaMnOSIHEHHOCTbLIO )KaHPOBbIX LIMKIIOB.

KntoyeBble cnoBa: ryLynbckas Tpagmums; obpaabl CEMenHOro LmKna; putyaneHasa apama; NnoXopoHHas 1 cea-
AebHas mysbika; npuduTanue (“rpsikadysaHe”); HaurpoiBaHne Ha drioepe “B TOCKY”;_HaurpbiBaHue Ha Tpembure.

Relevance of the research (Introduction). In the era of globalization and modernization of the society,
amid total transformation or even disappearance of traditional culture, it is extremely important to study, and
by doing so at least preserve, some of its fundamental phenomena, which undoubtedly include the “rites of
passage” — rituals of the family cycle that accompany the most important stages of a person’s life as an indi-
vidual and as a member of the society. The choice of Hutsul tradition for the study of abovementioned phe-
nomenon is also not accidental. Hutsul region is rich in production of different unique folk art items as well as
spiritual culture phenomena including folklore. Besides the ability of the Hutsuls to transform the simplest
handicraft wares into the highly artistic items, one of the most characteristic features of Chornohora inhabit-
ants is remarkable conservatism in their mode of thinking, thereby in most cases the region represents the
entire system of certain phenomena’s functioning until now. They include a significant amount of rituals of
calendar and family cycle. Not all of them were recorded and studied equally, and even though it may appear
strange, some of the main rituals in the spiritual life of Hutsuls did not appear in the focus of research. It ap-
plies in particular to the funeral rite, its correlation with other family rituals, and its musical element. No single
monograph has been published on this subject matter, all the materials were mostly recorded randomly and
hold a modest place in published editions, revealing primarily ethnographic issues [14; 3; 16; 4], some
examples of ritual vocal [11, 25-28, 38-41, 46, 51-52, 60, 65-68, 83-87, 105-106,118, 121, 124-127, 129] and
instrumental music performed during this ritual [17; 7]. Thus, the music of funeral rituals remains insufficiently
studied.

Purpose of the article. In this research, which is based on some personal fieldwork and archive ma-
terials, in particular the recordings made by Lviv ethnomusicologists Lyubomyr Kushlyk and Yuriy Slyvynskyi
[1], we aim at revealing the most significant aspects of wedding and funeral rite music in the Hutsul tradition,
the element which, in correlation with other components, strengthens certain ritual texts and contexts, and
often plays the main role in expressing these emotions, worries and expectations, when verbal and other
components are powerless in the critical moments of a person’s life . Taking into consideration these two
significant family “rites of passage” in Hutsul tradition, we aim at studying the elements that unite them and
consider the extent of such unification. Our objective is also to research the role music and musicians play in
both rites and the types of musical forms, in which the Hutsuls reveal their attitude to a person’s life in their
special moments — times of passage.

Statement of basic materials. All the Hutsul rites are related to each other. As lhor Matsiyevsky sug-
gests, “the structural connection between death and birth, funeral and wedding, funeral and calendar cycles
can also be seen in traditional views of the Hutsuls on the Sun and the Moon” [7, 34-35]. The unity of these
rites, and, thus, their implementation, is really strong. They embody one and the same course of life — the
passage from one state to another.

First of all, it should be mentioned that wedding and funeral in Hutsul tradition are very similar in their
structure, to be more specific they can be considered long ritual drama performances with inner dramatic
development and climatic parts [5; 16; 2, 22-108; 9, 17-25; 12, 26-72].

Like in any drama, there are different “performers” in these rituals, who can be divided into groups
based on their functions and level of importance in these rites. Among the essential participants, besides the
most important “mute parts” of bride/groom (kniaz’/ kniehynia) or the deceased at a funeral and their closest
relatives (cheliad’), there are special women, who play the same role in both rites: they are “linked” to the
“‘mute” participants and their task is to voice their thoughts and feelings by talking to them and replying for
them. At the funeral, such a role is played by specially invited professional lamenters (in some areas it may
be women belonging to the family of deceased). At the Hutsul wedding, such function is performed by
svakhy — women, who are skilled in wedding rituals and usually lead all the ritual scenes.

Even these few observations clearly demonstrate a relation between wedding and funeral drama in
Hutsul tradition. This similarity becomes even more apparent, when a deceased is an unmarried personl.

In case of such interpenetration of the two ritual phenomena it is, nevertheless, essential to uncover
the unique features of each of them. We can find those in certain means and forms of implementation of the
two ritual drama.

It is known that traditional ritual drama is a phenomenon of synthesis, in which different means coex-
ist, including music, which is an inseparable element of the whole. Nevertheless, every time music will be
manifested in different ways: it can appear in various forms, situations, and have a different degree of signifi-
cance in each specific case.

The role of music.

In wedding drama music sounds in every scene: from the Prologue rituals (such as baking the wed-
ding bread) to the very end of the wedding ritual cycle [12, 27-72]. In funeral drama, as far as it is known,
music can be heard in some particular scenes of the drama acts, namely in the Prologue after the moment of

282



BicHuk HauioHanbHOI akageMii KepiBHUX KaapiB KynbTypu i MmucteutB Ne 4’2018

death (scene 2) and in the evening near a deceased (“wake”, scene 3), in the main act of the ritual, when
they carry out the body of a deceased from the house (scene 1), on the way to cemetery (scene 2), and
when they put the body into the grave (scene 3). In the final act of the funeral music could be heard when
covering the grave and at the funeral feast. Eventually, music “for deceased” sounds during the Epilogue
phase, which lasts for the whole year after the burial: on Christmas in the form of carols and on a Saturday of
‘ecumenical” commemoration (zadushna subota) at the cemetery.

Therefore, we may say that wedding music runs in the whole drama structure, commenting on its
every act. Funeral music, on the contrary, exists in the form of some sort symbolic leitmotifs, which are su-
perimposed on action in a certain moment of the ritual composition.

Performers.

There is no unified answer to the question “who performs music” during both wedding and funeral.

On the one hand, at both a wedding and a funeral there are traditional professional musicians: usual-
ly they are specifically invited from outside of the main participants’ family (wedding) or relatives and those,
who belong to the family of a deceased (svoyaky), in case of funeral ritual. Performers’ special training for
these ritual occasions is a common feature for both rites. Also, the undeniable similarity in both cases is that
the musicians stay during all the ritual acts and take part in their climax scenes.

On the other hand, there is an obvious difference between them. First of all, it lies in the type of per-
former cast — solo or ensemble performing that definitely has a strong influence on the music itself.

Thus, the ensemble type of performing is inherent for the wedding music, both instrumental (kapela
or “velyka muzyka” — “large music”® and vocal (“choir” of svakhy). At the funeral, on the contrary, the prefer-
ence is on the side of solo performing: lamenting (“prykazuvanie”), floyara and trembita playing (nahravannia
na floyeri, trembitannia).

Genre system

The repertoire itself, which the professional musicians perform at wedding and funeral, on the one
hand reveals some similarity and on the other hand is absolutely different.

The similarity of both rites’ musical component is, so to say, external. It lays in the kinds of musical
means: the repertoire includes both vocal and instrumental music that is significant for the pastoral culture,
which represents the Hutsuls.

In its turn, the difference of musical component between two Hutsul family rites lies primarily in inter-
nal organization of vocal and instrumental repertoire, i.e. genre system.

Every genre has its “weight” in a rite and exists to convey a particular situation. Thus, multifarious
characteristics of a ritual drama should be implemented through different ways of expression, i.e. genres.

In this case, in view of the similarities of the two Hutsul family rites discussed above, the same com-
mon features should be traced in their musical repertoire organization. Instead, the situation here is some-
what different.

In the genre system of wedding drama two of the three main genres (recitative (epic), cantilena (lyri-
cal), and dance (dramatic) [6, 6] can be found, namely 1) cantilena — as a basis for different kinds of ritual
singing — ladkanka accompanied by a violin, numerous wedding songs, and also different spivanky; 2) dance
genre, which refers to both instrumental and vocal repertoire. As we can see, there is no third genre — the
recitative — to fill the entire genre system3.

In the funeral rite, alternatively, practically all the musical repertoire is represented by recitative genre
in both vocal and instrumental music. Existence and realization of two other genres in the context of Hutsul
funeral rituals remains unclear until now and requires a separate further study.

One of such issues which raise questions in the Hutsul funeral repertoire is the cantilena genre.
There are no recorded folk funeral songs up till now, as opposed to the numerous samples of the wedding
cantilena repertoire — spivanky. There are no records neither in published sources nor in the evidence given
by informants about the authentic funeral song repertoire performed in Hutsul region.

However, there could be other interpreters of the cantilena genre in the funeral rite, those who be-
longed to a different tradition. For instance, there are some statements of informants about a deacon singing
at a traditional funeral. One of them says, “If a deacon is paid well he sings both funeral and catechistical
songs. If the payment is poor he doesn’t want to sing and says that “singing for free leads to a sore throat”.
Nobody from our people sings because they don’t know how; there isn’t such custom to learn singing, they
say it is grimacing [3, 279].

Apparently, songs from deacon’s repertoire represented an ecclesiastical tradition. The lyrics of
these songs had didactic meaning, the other characteristics were as follows: strophic composition (structure),
clear metrical rhythm, and major-minor tonal system”.

Yet, other performers of the similar repertoire in Hutsul region could be “the most consistent provid-
ers of Christian ideology among folk musicians-instrumentalists” [8, 9] — lirnyky — lira® players, who lived in
Hutsul region. They were often invited to weddings, funerals, and other social events.

The same uncertainty concerns the dance-music genre in Hutsul traditional funeral rite as well.

On the one hand, we can confirm that dance music existed in the traditional Hutsul funeral rite. There
are at least several statements by different researchers on this subject matter, i. e. by V. Hnatiuk, I.
Matsiyevskyi, M. Patchovskyi, L. Saban, M. Tymofiyiv among other. From their statements we can under-
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stand that dance music was played during several different situations of the funeral cycle: 1) In the evening
during wake — “Posyzhinie” near the deceased in their house, most likely accompanying the games at the
“Hrushka”, which is a peculiar inner drama action performed by young people [3, 265-277; 14, 243-247; 4,
353; 15, 300]; 2) at the “Pokomashyny” (a funeral feast), as evidenced by V. Hnatiuk in his description of
funeral rite from Kosiv area: “After returning from cemetery, people eat, drink, and previously they used to
dance, maybe they do it somewhere nowadays as well” [3, 285] or “After a deceased was buried, people
returned from the cemetery, started another wake, which was much more joyful — very similar to the wed-
ding. Sometimes they did khorovody [circle dances] and d a n ¢ e s (in the mountainous area) — like a real
festivity of Homeric Greeks” [10, 20, 21]; 3) on the New Year’s Eve, when musicians played ‘to the dance’ for
the deceased in the house, where they lived during the year [7, 34]; 4) on a Saturday of “ecumenical” com-
memoration (zadushna subota), when passersby old men, when getting something from people, who came
to the cemetery, danced on the graves and clapped their hands [13, 211].

On the other hand, we cannot say what kind of dance music it was. Unfortunately, none of the re-
searchers gives definitions for any kind of dance funeral music besides just mentioning the existing dance
music genre at the Hutsul funeral.

There is only one description by lhor Matsiyevskyi about music at “Hrushka”, “In the sense of musical
composition level “Hrushka” is not an independent phenomenon. It totally corresponds with the main musical
composition or a system of compositions, which is characterized by the same functional and structural type
of music played near the deceased — “smertevna v tuhu” [for the mourning]” [7, 33].

Therefore, the dance genre is another issue that needs more answers, which should be based on
thorough research and reconstruction.

Scientific novelty. The chosen method of comparative studying of the funeral rite not as a separate
phenomenon, but in correlation with other “rite of passage” — wedding ritual drama — enables the research of
two phenomena from different perspectives, but at the same time offers a more profound knowledge about
the tradition they both belong to. Moreover, it can and should open up new research perspectives not only in
musicology, but also in other related disciplines.

Conclusions and Perspectives of Further Research. The main conclusions of the study are as
follows: 1) Music plays a very important role in both wedding and funeral rites. 2) The sounding of certain
musical compositions during the whole rite (at the wedding) or in the course of its most significant scenes (at
the funeral) demonstrates not only the importance of music component itself and its inseparability from the
wholeness of ritual drama, but also reveals the importance of performers, who are regular participants in
both rites. 3) Music performers are a kind of “spokespersons” for the main participants’ and community’s un-
spoken thoughts; musicians can also be considered as important ‘means of mediation’ in the process of
main participants’ passage from one state of being to the other. 4) Musical repertoire of two ritual drama
consists of both vocal and instrumental music, which makes them alike, but at the same time they are differ-
ent due to heterogeneity of genre cycles and emphasis on some particular genre or genres: cantilena and
dance genres in wedding repertoire, and recitative genre in funeral music. Although existence and active
functioning of other musical genres with respect to repertoire of the two rites has its manifestations, some of
its elements require more attention on the part of researchers.

In general, all the main areas of music-based study with regard for traditional Hutsul “rites of pas-
sage” outlined in this article must be further thoroughly researched. First of all, they have to be developed in
two fundamental ways: frontally-systematic documentation of all vocal and instrumental music of genre cy-
cles and their profound comparative and analytical interpretations with inclusion, to a maximum extent, of the
materials from adjacent historical and ethnographic areas (Boykivshchyna, Pokuttia, Bukovyna, Zakarpattia
(Transcarpathia), and also Slavic-Baltic and other neighboring peoples. It will eventually help us to get closer
not only to solving many pivotal issues in the studying of traditional music of the ‘rites of passage’ (including
little known ritual funeral musical component), but also to the discovery of Hutsul ethnogenesis.

Notes

Y In this case, wedding rituals overlay with the funeral rite creating a new kind of action — “wedding with the
dead” [7, 34].

2 Wedding instrumental ensemble, the three main functions of which (melodic, harmonic, and rhythmic) usually
involve a violin, tsymbaly (hammered dulcimer), and bubna (a tambourine). It can also include a floyara (end-blown flute)
performer too [12, 27].

®ltis possible that this genre was part of ritual wedding repertoire in the past but has been pushed out. Yuriy
Slyvynskyi made an interesting comment regarding this assumption: “Besides the word ‘ladkanka’ there is another term
in Hutsul region for this ritual wedding singing — “zavodyny”, which derives from the word “zavodyty” that is “to lament,
cry” [12, 73].

There are songs of similar characteristics in other regions of Ukraine, Lviv region included. These songs are
usually performed by elderly women near the body of a deceased the night before burial or sometimes also on the way to
cemetery and near the grave immediately after the burial.

® lira — the instrument is a Ukrainian version of hurdy-gurdy.
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