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“OR rnuGoKwt KonoAR3I, “Oh, deep well,
Bonorii Kniowi... Golden sources
— Ukmainian folk song

FOREWORD

tant rolein

L
cultural wealth created through the centuries. it has. together with
choral and instrumental music, reached a very high level of
development, becoming one of the more visible forms to attain a
prominent place on the amateur and professional stage. Capturing

5 dsidl thids algbhislped

to bring about a renewed interest in the many creatively diverse
Ukrainian art forms.

Since the late *40s, the continuing increase of participation in
Ukrainian folk-stage dancing in Canada has resulted in the or-
ganization of numerous dance schools and ensembles, some of
which have attained a high level of technical and artistic perform.
ance. Most groups have used the Ukrainian folk dance, its stage
adaptations and original choreography as the basis of existence

d growth, The results have been quite positive in the main.
numerous problems have occurred due to the limited knowledge
and understanding of the dance art form in general, and of the
Ukrainian folk dance’s specifics in particular. Confusion as to

corect cost i i

regional disti d dance ch

tionare nt
Eliminating these problems has not been an easy task. Steps
have been taken, by the holding of summer courses and seminars,

1o increase dancers’ and instructors' awareness of the importance
of the Ukrainian folk dance’s historical development. As yet, most
groups have continued to devote their attention to enlarging their
concert repertoire with only one or two att emphng to augment

Every folk art form has established, ﬂ]ang ‘halong sk through
recognize
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ing. These basic elements, imbued with specific characteristic
ditions and

customs, exist as an integral part of an artistic form which, in one
instance, is firm and vet pliable; guards its past and yel
offers room for the present and the future. By altering, substitu-
ting, adding o deloting any of these basic elements or structural
forms the result is substantially modified. This is what has accur-
red, and is il taking place, with the Ukrainian folk dance.

Each step, amm and body position, dance figure and form has
gone through a process of gradual change and selection reflacting
the attitudes, desires, aspirations, beliefs, character and will of the
Ukrainian peaple through various stages of their history. During
this long process the people have also created, within this specific
art form, a concise and basic "vocabulary * of steps. arm and body
positions, dance figures and forms, which are now regarded as the
most characteristic elements, and which differentiate it from simi.
ar forms of other nations.

Richard Crum, noted folk dance teacher and authority, ex-
pressed the following views at the 1961 Ukrainian Folk Dance
Symposium in Toronto:

“Its often useful to look at a cultural phenomenan from the
point of view of its function, that is. the role it plays in the lives of
the people who practice it. To put it more simply, a dance form

simply doesn't exist in a vacuum — there are reasons and needs.
which it fulfills in the society where t's performed.
is viewpoint can be similarly addressed to the emergence of
thefolkstags dance
the folk-stage dance attained its position as a promin-
ent m [unn in the Ukraine during the mid '30s, its extremely
accelerated development occurred only during the past 30 years.
With each successive year, more and more groups came into
prominence by displaying higher levels of artistic and technical
performance, specializing, diversifying their repertoire or featur-

ance of a large number of varied stage presentations

flected the specific choreographer's creative attitude. In addition,

thei sagd encse iia pincigelif et o specly conde
ed, oped Ttwas
i \Jknlnian r o

Uk
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1t s this form, tho folk-stage dance, which has been the domin-
ant feature in the concerl appearances of Ukrainian lanadmn
Ukraini

Canadian nr E
exists. la uhvu« i
f
ture and form which have occurred, nml to assign them thelr
relative positions within this continuously developing art form.
Ukrainian Canadian choreographers, instructors, dancers and
afcionados can only hope fo do thi if they have s sound and
the U

oviet Ukrainian choreographers, a definite seod
ly recognize and understand the changes, trans-

dance "and 11 paratll axtension ~ the folksiage dance. Then,
with practical experience and theoretical knowledge, the
apportity wil exit e ol oy assess the materal bt s i
view of the state of the Ukrainian folk-stage dance in Canada, to
possibly determine its future here, This is why the fundamental
elements, the “vocabulary " of the folk dance should be afforded

greater attention by Ukrainian Canadian dance groups.
The use of the quotation rom he Uksanianfolksang Ok Do

Well” as

concept or AT mzazg e
of Tolk and contemporery songs. "Zoloti Kiuchi” ("Goldan
Sources"). Since then it has become synonymous with endeavours
that turn to the history and traditions of the people as the source
and base for today's contemporary creative approach. However, it
canalso be extended, in this instance, to signal the need for Ukrain-
ian Canadians to know and understand their heritage. not only in
s bistrical concept,but alsoas s consanty developing, vt
and in the process to consciously influence our Cana-
i mult-cultrsl personality, Whatever the final result will be,
the meaning of the following points, made by Richard Crum at the
Uksainian Folk Danco Symposium, can hardlv be ignored:
bom Ul

krainian
yaith; molded by dally coatact wil oo It i
schools, Canadian (and American — M.S.] T.V. and Canadian
friends, is not the same as his Ukraine-bomn cousin living some-
where around Lviy or Kiev. The difference will be seen in the way
he talks, the way he expresses his opinions, the way he acts with
girls, the way he dresses, the way he sings, and — the way he

(ix)




lances. Thisis oftena di’ﬁcu H fact to face for the old-timers, for the
Ukrainian leaders who dream of preservation of pure Ukrainian
culturs outside I!m buundAneg. of the native country, and many
prefer not to fac

Therefore, if Ihp Ukrainian folk-stage dance is to be truly repre-
sentative in Canada, those responsible for its teaching and exe
tion must, first of all, thoroughly know the folk dance's funda-
mental elements, as well as the stage dance’s diversely complex
and creative properties. The development of technical and artistic

rmance must go hand in hand with the acquisition and
assimilation of theoretical and historical knowledge.

It is only in the past 30 years that the majority of material,
dealing with the folk dance, has appeared. Most of the books
published were in the Ukrainian language, although a few collec-
tians were isstied in Canada and translated into English, which
featured the choreography to a wide variety of dances. In this
regard, 1 hope this smiall book may serve both as a source and as a
guide for those interested in acquiring basic information about the
folk dance and the folk-stage dance.

It is my intention to present the basics of the Ukrainian folk
dance in an authentic way. The book deals with the dances from
the lallowmg cast-central regions of the Ukraine: Poltava, Kiev,
Cherkassy, Dniepropetrovsk, Chernihiv, western part of Kharkiv,
hpnnxhla Knemn, Mykolayn nonh—eatlnm part of Zhytomyr

f Vinnytsia. The
1.a. b of Ut flk o e s hade regions and, because
of this, form the basis of Ukrainian choreography. In a future
book, I will deal with the dances from the western regions, includ-
ing Zakarpattya, Bukovyna, Hutsulschyna.

Although | will deal with the emergence and historical
development of the folk-stage dance and contemporary choreog-

raphic scenes, a complete and detailed study of them would re-

quire an evaluation of not only the dances, but of the choreo-
Srachses and thelr eretive otiulos a8 wall which wouk ba wel

beyond the purpose of the book.
“The book is divided into four sections: | — Historical develop-
‘ment and classification; 11 — Description of individual steps and
1il — National dress; IV — Examples of folk

x)
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In regards to Section I, the description of each step is developed
in dotail; however, because of the nature of the book, 1 did not
include the question of preparatory training and teaching methods
required to establish the proper technique, Thisaspect is, nonethe-

extremely important if a dancer wants to correctly perform the

articularly those requiring physical strength, stamina and

body control. It should be noted, that the boy's role in the Ukrainian

folk dance is not limited to only performing the physically de-

manding “prysyadky,” leaps and turns. He should be equally “at
home" doing the "bihunets.” “tynoks" and “vykhylyasnyks"

Talso did not include the more intricate combinations found in
folk-stage dances. Most of these combinations usually consist of
two or more steps in conjunction with preparatory and transitional
movements. Steps of a clearly gymnastic origin were also omitted

One of the i gt the men's dance i ot the bvious
difficulty of
dancers perform them.

In compiling information for this book 1 utilized [cu.r main
sources. “Theory of the Ukrainian Folk Dance" by Vasyl Ver-
Khovynets, publshed in 1916 and 1520, 1s isorically important,
because it was the first to feature a detailed study and analysis of
the Ukrainian folk d
arm pnﬂl\cms and dances. Andriy Humeniuk doveloped Ver-
khovyne
“Folk (‘hamgmphn' At of the Ukraine” (1963), and *The Ukrai-
nian Folk Dance” (1969), providing a more extensive study of the
dance, its history. steps and music. In 1971, Kim Vasylenko's
“lﬂxn.uiugy of the Ukrainian Folk-Stage Dance’” appeared on the

dance steps,
b elvlarged the list uf fnlk sante uops ot all rgions o the
Ukraine

and comhmat foms citted 1 e oK. tage dance’s de\'zlupmenl
In addition to these four books, many other sources were used,

hich are listed in the bibliography, as well as my own experience
as spectator and student of the folk dance in the Ukraine and
Canada




SECTION 1

HISTORICAL DEVELOPMENT OF
‘THE UKRAINIAN FOLK DANCE

.. Folk dances keep appearing in different parts of the world, as
you may sec. The Spaniard does not dance like the Swiss. like the
Sensman, o one of Teniers’ Garmans, no the Rusian, like the
h an Asian
oneand the samo countey. Th norlher Russ dancoe nefthe 1ke
the Little-Russ (Ukrainian — M.S.), like the southern Slav. like the
Pole. o the Finn while the dance of one is loguent, tha of the
i may be wild and rakish, the other
may be tense.and heavy, still anoth
may be light and airy. How to explain this variety of dances? They
were born from the character of the people, from their life and mode.
of occupation. The people that have led a proud and warring
existance will express that pride in their dances; the people that
haveHad asecur nd fe I will express unlimited rodors of
will and poetic oblivion i their dancs eople that have lived
i3y climale bave b s o loaensns, pasbon 4t
ealousy into its dances
Thi thoughts xpressedd i the sbove qiotato by 1ha great
Russian writer Nikolai Gogol are characteristic of an era which saw
many of the foremost composers, dramatists, writers, poets and.
performing artists draw both inspiration and desire from the rich
heritage of songs. melodies. dances, tales and legends of the Uk-
rainian people. One has only to read Kotlyarevsk Ika Pol-
tavka" and “Eneyida.” Shevchenko's “Haidamaky
Stodolya" or Gogols "May Night” and *Taras Bulba” to appreciate
the depth of understanding, love and respect they had for the

“N
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peopl’shoritage and raditons. Thtcreaivty did not depend on
an_academician’s obse: theori actions, but
eflected tha soul of a people's ich culturo and turbalent hstary.
Their perseverance in searching out the origins and development
of the folk arts gave their works a clarity and truth that made them
everlasting. Recognizing the importance of this _approach,
historians and ethnographers such as 1. Franko, F, Kolessa, M.
Lysenko, V. Hnatiuk, V. Shukhevych, V \’erkhn\ym‘ls
Harasymchuk. and others went into the villages and toy

gradually amassed a virtual treasure-house of historical ey
which later was to form the basis of their published works.

Historians and philasophers have debated the origin of the arts
for centuries. The ancient Greeks believed that the art of the dance

as created by one of the nine Muses — Terpsichore. The 17th
gontury v ut the thecry of “imitation,” which reasoned that

ople have the ability to vocally create musical sounds,
ey imitated the songs of birds and through the lowering and
raising of these sounds were able 10 express their feelings. etc. This
became the basis of music. This “imitation" was then extended to
include the various ritualistic movements of birds, which in-
fluenced the origin of the dance.

Karl Bucher, in his book “Work and Rhythm,” utilizing a large
amount of factual material based on work songs and their as-
sociated movements and gestures, came to the conclusion that the
origin of the arts was dspendent on the human work process.
although he looked upon the labour of early man as a pastime,
which preceded the arts. Although there are many theories about
this age-old problem today, one that should be cansidered claims
that the arts originated in the process of work, as part of man's
communal life, and that in social labour man created those
prereq hassisted in the emergence of the arts.

In assessing the accumulated musical and dance material, by
taking into account the characteristic and stylistic specifics of folk
choreography we are able to arrive at three basic genre of dances,
which emerged in the Ukraine: ritual (“obryadovi], social
(*pobutovi”) and thematic (“siuzhetni”).

Ritual dances are the oldest form of folk dance art. Their per-

cycle), observance of summer (Kupalo cycle). harvest (obzhynky)




and weleoming the New Year. In some regions they wero known
simply as “khorovody.

‘The ritual dances can be divided into the themaic groups:
those which depict the work process, as in “As we sowed the
millet” (“A my proso siyaly"), those which dEAlwﬂh socio-family
relationships, “The Quail” (*Perepilka”), and those which reflect
patriotism and the love of nature, “Marena.” The dances combine
poetry, music and dance forming one organic whole while reveal-
ing the content through the words of the accompanying song and
the participants’ descriptive movements,

Social dances, which reflected the manners and customs of the
people, criginated in the period of the formation of the Ukrainian
nationality. These dances form the basis of Ukrainian folk
graphy, because they carry the essential characteristic traits of the
Uksainian nation: love of freedom, heroism, courage, cleveress,
tenacity, resourcefulness, ingenuity and humour. In these dances
specific_elements were formed, characterizing the national
singularity of Ukrainian folk choreography found in the dances of
other genres. These dances are an integral part of the people’s
everyday life. They were performed at home, during *vechomytsi"
(evening social gatherings) and during “hulyanky” (outings). The
“Hopak," “Kozachok” and the “Metelytsya” are some of the more.
popular social dances.

s compared wi ted
much later. Through the medium of their dance, the peaplo were
able to depict the various phenomena of surounding life and
nature in a very specific manner. In the dance "Shevchyk"
(“Shoemaker") the making of a pair of shoes is vividly portrayed
through a varied array of choreographic figures. The thematic line,
which governs the order of the dance figures, is developed clearly
and accurately. This genre is divid
cess, as in Ihe above mentioned
falk heroism — “Conta y
“Kateryna” and “Horlytsya® (“Turtle-dove); phenomena of nature

“Zironka” (“Litlo Star'; birds and animals — ~Husak~

(“Gander”).
RITUAL DANCES
“This dance form, although going through many changes both in
content and style. remained an important facet of the people’s
3




traditions right into the present century. As mentioned earlier, the
far-sighted approach taken by ethnographers and historians in
collecting a huge amount of material, enables s now to look beck
in time ard evaluate the role these rituals, and their accomp
astforers playee o the ifeaf the Uksainan pecple. Thamekrity of

these examples have retained those elements which echo the an-
cient pastand allow us to establish a fairly ulate ‘picture of their
development. To achieve this it is also necessary to study the

Fituals and those Histieis conditons which gave bt o them

“The Eastern Slavs lived in an area from the rivers Dniester to tho
Don. They grew wheat, hemp, millet and ather grains while also
breeding livestock. It is impossible to say how th
people danced. Unlike architectural remains or implem
which archeologists gradually uncover, the dance, like the song
was neve: recorded. We can, however, with the help of analogical
examples in the cultural life, and speci ally o he desosof e
primitive tribes of Africa and Asia, amive at some logical con-
clusions. It would be safe to assume that thv thematic paletle was
very limited at first, and prabably reflected the major events in thei
life, such as the constant struggle for survival and what that on-
led. It was only later that the so-called “magic™ dances made
their appearance.

“The calendar ritual is one of the oldest forms of poetic creativity,

of the peaple. The rituals were divided into specific cycles which
paralleled the work cycle of the agricultural year. Through the
artistic images of the ritual we find the elements of the ancient
pagan conception of the world, folk beliefs or rligious ideas

“These people were unable to understand the spontaneous forces
of nature and, as a result, developed cults to worship these
phenomena as “dark powers." The Slavs had many gods, which
they believed controlled these forces. Svaroh was the god of the
heavens, Svarozhych — the god of fire, and Perun — god of
thunder and lightning. In worshipping these gods, the people
believed more in the actual act of magical spells to call forth tha
required phenomenon than in mystical phrases. Only when these
verbal formulations were finally combined with descriptive
movements did they achieve special meaning. Through the merg-
ing of these two factors a now form was born — the ritual dance.

4




The ritual dance can best be characters of
o, T ad dance, which in dm..m fashion portrays a
he content through song, and thers-

ettt by th it i ot el defasminiig the
essence of the dance and its choreographic structur
In antiquity the Slavs began their New Year with the awakening
of nature in the spring. This was their first festive occasion and they
greeted it proudly and jubilantly with songs. dances and games.
heso raditional ritualstic songdances became know as *Ves-
nyanky” (form the word v
they were also called “Hahilky
and beyond the river Buh, were knuvm as "Rohulky"
d function,
be divided into two groups: (1) the old itu
consisting of panomime songs and dances
yrical and humorous songs used as an accompaniment to the old
ritval dances. such as “Kryviy tanets” "Crooked dance") and
“Kryve koleso” (*Crooked wheel”). They were all unique poetic-
sical he longest
which lasted from the earliest signs of spring to the summer work

peri
In the past, the Vesnyanky, which retained many ancient ele-
ments, had an important mystical pur

dances reflected the people’s buoyant energy and happy mood,
expressing their efforts to instill these feelings within nature’s
elements, and through imitative gestures and acts to far its forces
and to influence its powers. They called on spring to chase the
winter away and bring forth summer, to bring good fortune to the
voung girls and boys through successful pairing and by finally
ending in marriage. With these mystical acts, the people tried to
win nature to their side, to make their labour easier. The reality of
conditions, together with the ever present needs of the farming
season, resulted in a magical function for these ancient rituals,
reflecting the primitive level of understanding.

‘The inviolability of the ritual and the oral text were an in-
dispensable condition for the retention of the ritual act's power. In
time, these sacred demands fell 10 the side. Under the influence of
changing social and economic conditions the primary meaning of
these spring songs and song-dances was lost.

“The introduction of Christianity in 988 989 A.D. had a profound

5




1 Their gods
d kly rep Y y i Y

“This event not only affected the people’s beliefs, it also enhanced
the development of the feudal socio-economic structure with its
numerous regional principalities and corresponding goveming
entites

While. on the one side, this new religion brought with it many
important advancements, it also set out {0 destroy those beliefs
which had. for such a long time, been the basis of the primitive
Slavs understanding. Many of the ritual-festive events were
banned, and those which the church could not completely elimin-
re gradually adapted to the new belief. And so, in time, the
and historical reforences in the
ipants. a solely traditional ele-

c
Vesnyanky became, for the parti
ment

‘The personification of nature's phenomena depicted in the Ves-
nyanky reflects the mythological images created earlier by pre-
AN 4 !

personified form, as Kostrubonko,” who dies with the coming of
spring, o the appearance of Spring and her daughters in “Oy.
vesna, vesna, de zh tvoya dochk
(“Oh, Spring, Spring, where is your daughter”), oras in references
10 the wind, sun and rain. Even the ritual dance circle, the main
figure found in the Vesnyanky, describing the extemal form of the
sun, symbolized the coming of spring and the awakening of life. It
is the call to nature, to the messengers of spring — the birds, and to
the forests and glades, to the trees and flowers, and in the work
impulses, which enables us to grasp that muffled echo of the
‘sassistance.
girls would usually begin greeting spring with their Ves-
‘nyanky when the cuckoo first uttered it call or. in some regions,
when the pike began breaking the ice with its tail. Holding hands
and gracefully moving in circular igures, they would sing;

b us?
i you suminer,

“Oh spring. beautiful spring
What have you brou

havo brought you alamb,
Wanowsxe TONATHO. And a small calf




and dances. the girls and boys brought
wlyanky”

With their songs, games
into the village a happy and cheerful mood as the
(outings) gradually gathered momentum:

0 xsanwnac £ Geposonexa: O the birch e bost
Lo wa wni na x0pa Sinenvia. ave o ch s bk
Lo wa Mo nwern 08 wupokee,  And my loaves arw wide,
Lo va wew ranne aa pucoxee And my branches are high

Oh the groen Osk responded.
‘ou did not make your bark white

You did ot broaden your leaves,

wna. ‘You did not make your branches high.

Ha 1 coe rinn

e brig!
Wipouma nwcTs aa Gyiwad sivep,  Tho raging wind broadened your laves
Bucowns rina Aa ApiGen AouMK. i fine ain gave your branches height

In the ancient past, because of their dependence on agriculture,
the Eastern Sla\'; found themselves at (hc ‘mercy of the elements. A
rainyand would th
eople called on the appropriate gods to bring about a
eumtfal and successfal harvest and yet witle boueing bofore the
powers of the gods, they characteristically revealed a reverence
towards work. It is this cc )mbmaunn that we find in I)w ritual
song-dance “A my proso si (As we sowed the millet”

on Mk 1F0CO Crinn

A un npaco cinrw, cian, As wesowed the millet, as we sowed
Ok, sia-nano, cianw, A Oh. did-lado, as we sovwed, s we sowsd.

A - iy
5 mia-naza, antonuew. awronew* Oh, did-lado, we will tamp, we will tam,

Lads, the gad of light, wes endowod with human trais by the

“did-lado’

led upon” aher each dpsrnphw \\urk phmse Tho parbiapents

formed two rows facing each other, then each row. alterately and

with appropriate illustrative movements, would create a dramatic,

but primitive scene, sowing, growing and finally harvesting the
millet




Giving the gods human habits and needs can also be found in the
song “Idy. idy, doschyku" (“Come, come, rain”)

510 1061 SopLinsy
B nonus v ropuIAKY.

Com
Twill cook you some borsch (beet soup)
Ina glazed po

The people believed that a well fed and satisfied " didus-doscl
(grandfather-rain) would look down benevolently on them, there-
by showering the earth after planting and thus help to produce a
rop.

‘The work process was reflected in those Vesnyanky which dealt

with seasonal chores. These themes, as depicted by the text and

" i ments,
remained w‘-u into the 19th century. A fine example of this is the
Vesn, tak” (*Poppie

e il there's . i
ey poppies. poppivs.
vst “makivochky

(poppy-heads)

The falcons ask you
Plow it ke

the girls stand in a large circle while two girls,
each with a stick, sit in the centre. These lwu girls aro the

ochky.” Moving rcle. i verse, but
when they reach the last line, they demonstrato the action callod

Holding hands

is continued until the last ver

- He aul, copoBeno, sparmow didyou ot e,
A MK TPy, A Max ToYTV? low n..» Tub the poppy sev
o n o, s, Lsaw. th they wuw(u

o s mononi S In muyr aln, that thy poun

Wo s nonowi G i

rcle.

butgetup

At




nents as shown by the large

when itis their tun to repeat the mov

group.

Nature was depicted in meny different artistic images. The
song-dance “Khodyt harbuz po horodu" hasthe participantsacting
out the various vegetables, and so blending in with nature and

giving it human qualities and character.

Xoants rapbys

L Xowerapfs o o
R R S R e
>xbs
e
ao gkl el potwni rap. s

S e S B

Xoawr raptya no ropoy. “Th pumpkin walks through the
(1a6Twcn cROTo pORY. garden
i 3509081 A asks his ki
raptyon o youalve, ams you well
Relatives o the pumpkin fumily

With the singing of this verse, a boy, depicting the pumpkin,
steps proudly forward as the head of the family. Inmediately after,
agirl steps towards him as the melon:

Bl pon

e ellow melon responded.

‘O6issanaca ot
Faptyaoea rocromumn. “Tha mistross of the pumpkin family
After her come the:

oripourn, cucumbers,
oot cun 3 goucn The pumpkin'ssons and daughens

the carror,

Fapoysona cicrpmin “The pumpkin's sister

Gypnon he beots
Fapyaos coonws Tho pumpkin's beothers.in-las

Finally the “grandfather” appears:
o

A 2a0pwan yooc pial." Uave supporte the entre family

Now that the entire family is together, their rejoicing begins.

In time, the song-dances developed more intricate figures and
began to graphically illustrate the content of the accompanying
song,Ifthe text entailed dialogue then the dancers would form two
or more groups, or designate a soloist-dancer who would stand in

9




the centre of the circle. The text also influenced the choreographic
structure, so that, in a song-dance which dealt with the work
process, the main element would be illustrative pantomime.
Understandably, the clarity of the pantomime would depend not
only on the talent of the soloist, but also on his knos of the
technical aspects of the work being depicted. An example of this is
“Bondar"" (“Cooper”).

Sounape. Sounapi. e T podw? Canpur:conper whalat v making?
Groyxy Rowsy #a Ry60sy 6ousy.  Making  stave foran caken barrel

Bonasp. 6onnapio, wo T poOw?  Cooper. cooper, what are you making?
Crov Bousum v wan! Sovedss.  Maling smal saves fo small baret.

Bowatp, 60uRapi0, wo T poBu?  Cooper, conper, whal ire vou making?
‘Cpyy Reue Ha HoB! sizepuR Makinga bottom for a new barrel

onaaps, Gewasoe, e e SpuTe? Coopr Coopr e e Y 81
T Gasap y Kol Gou nponasaTa”  brospert
Tothe bazaa n Kiev o sell my barmls,

With the development of society the content of the song-dances
also changed and began to reflect the work of various craftsmen:
blacksmiths, coopers, tailors, shoemakers, etc. New elements also
begin to make their appearance. In the example above, we see that
the cocper is not making the barrels for himself, but for sale. His
trade has become his method of existence. In the texts with a work
theme, the process is shown as part of the social motives, which
arose from the new relationships of producing material goods.

‘The Vesnyanky, which deal with the life of the people, themati-
cally revealed the family relationships within patriarchal condi-
tions. The women found themselves under the pressures of in-
equality, as well as economic and material needs, which would
force young girls into marriage with older, but well-off men. The
texts convey the deep hurt and anguish of the young girl and her
dreams for a better life

‘THE QUAIL"
Iepeniaxa
Asdate

LAy sepenan T ro-aim. K e bt




Ay nopeninwn Oh the quail's
Hoad aches.

Here was o bere
The

Here was she, here.
Oh thequail's
Logs hurt

e wasshe, here

Here was she, here

Before us unfolds the image of a hard working young woman,
but further we learn that
Ay nepeninin O the quail
Ta crapwih yxomox.
Tyr yna, 1yr
I3 Kowoow i,
varaiey voco
Tyr Gyna, 1yr o was sh hero
Now we see the picture of an unloving, threatening husband
whom the girl was forced to marry, and yet she dreams of a young
and gentle husband
Ay nepeninex Oh the quail
Has a young hushand.
Here was she, he
He's coming from the bazaar,
Bringing shoes for her
Tyr eyna, Tyr Horo was she, hore

One girl, as the "perepilka”, stands in the centre of the circle. As
the rest of the girls move in their circle, the “perepilka” touches
each place “where it hurts" with a kerchief as the words of the text
dictate.

In the beginning of the 13th century, Genghis Khan invaded
western Asia and after him, Batu Khan, with the infamous Golden
Horde, conquered all the lands up to and including Poland,
Hungary and Czechia. The country was constantly being plun-
dered and the Ukrainian people were later to be subjected to the
oppressive forces of the Polish “shlyakhta” (gentry). the Austro-
Hungarian empire in the west, the Turks and Tartars in the south,
and by Tsarist Russia in the east.
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The people’s patriotism was clearly depicted in the song-dance
“Vidstuptsem-vidrubtsem"”. The participants formed a large circle
in the centre of which stood a straw dummy dressed in two cos-
tumes: on one side as a Polish “pan (lord), on the other side as a

Turkish sultan. The song, which accompanied the dance. finished
with the words
Botson Typeuswi Turkish warloed,
awe Kpouapouanh P Kremanvisky
T ot take vy the black bids,
Monogux Alsouox The youn maidens.

With these words the dancers move menacingly into the centre,
doing the steps “vidstuptsem” and “vidrubtsem” and tear the
costumes off the straw dummy

‘Anotherexample i the Vesnyanka “Zayinko" (*Rabbit ). whose
holovka bolyt” (head hurts) and “vushky bolyat" (ears hurt]

But the words further tell us that:
A iy 32y . Nowhers forthe rabbit
Talookout.
Nowhere for the rabbit

T e aouis  Thaorresoos amalCor

The “rabbit" is surrounded (the circle formed by the dancers).
but he begins a dance, which enthralls the others, and breaks
through the “zamochky"* (joined hands) and escapes the “horody”

(circle).
The greater portion of Vesnyanky are devoted to the themes of
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love and family relationships. The awakening of spring and its
beauty touched the sensitive strings of young hearts and brought
out the emotions of affection, happiness. hope, and sometimes,
quiet melancholy. These songs are imbued with life’s tender do-
sires. The people’s strength and froedom, youth's aspirations, and
nature's impulsiveness all combined to give birth to this largo cyclo
of Vesnyanky.

The central figure in these Vesnyanky is — the girl. The songs
were characterized by a simplicity of poetical imagery The girl,
unlike any other figure in Uksainian poetry, is presented with
exceptiobal lovo und tondaraast s olscied ths rtive sucs:
sion of a people endowed with a highly developed sense of yri-

In 1843 arov had the
kvlla\\lng 1o say about these songs — “Here you can find: the
untioubled gty of tht ywnml when o girl cases o bea child
the s ve, the self

onefs owa heart, the Bt sncounter repmar,hmt-nl i
playfulness, tears, hope, apprehension —an entire history of youth
in the quiet world of the village.

HE CTIA, BERKO, HAZ 030K

He crif. nap6o. kan aonow Do ot tand, willow.beside th water

Pans. pano! Carly. o

He cri. 82po, nan sonow Donot 0. willow, beside the water
avecensio arly.

Po3aus, sepbo, camcor KeiToK

Pano, pas

[ p—— Only iyt doss ot haver lower,
Pano, paro. Early, carly
He RyoHea, M FpHiL0, Do not worry, dearest Hryts,
Early, varly
“You shall Rave a boautiful lower.
Early,oa
You shall hava a flower,
arly. carly
Byne 106 Fanyon Shall have Hanusya
Paro. paro arly. carly




And in this manner the girls would sing of Hanusya’s love for
Hryts, or it might be Marusya's love for Ivan, circling the girl in
on, gently moving to the rhythm of their song
m Slavs performed their ritual song-dances to the
accompaniment of their own singing. a tradition which has re-

day. Tl

orfrom the choreographic structure,asis th case with the " Keyviy
tanets’ “rooked dance™). Mykola Lysenko. the father of Ukrai-
nian classical music, after witnessing this dance, wrote: “Thres
stakes are driven into the ground to form a triangle, then everyone
joins hands and turns around these stakes in two lines.” The line,
moving around snd blween he staes. would never be straight
and hence the name “kryvi

A KFMBOFO TAHUR

b Iutances, e xdaimal o of o ancont il aci:
dan with texts. The
above “Kryviy tanets” is such an example. Weaving through the
triangular positioning of the stakes, the girls sing the Vesnyanka
“Sosnova kladochka” (“The spruce footpath”).

COCHORAR KAAAOURA AERANA




070 Wi MnOHaKH KRN, KOXANEUS

Asprcs oot oy
A girl walked upon i

Waiting o hors s

P ot sgtg Wil e
romthere s doarst will omo
He willbring o f

A mArvhhmlllmul\lm.unl > sround.
Red boos for

Aol g ory B
An this is my belovee

A very interesting period in the long spring festive season was
et the “appesracs” o the Rsalky, This mgrm chak
vnd I June i
occasions during which the penp]n abserved the trnsition from

cient elements remained as evidence in the wor-
meadows and waters, specific trees and
flowers. The branches of the linden, maple, poplar and oak were
especially significant. The people believed that these symbols had
the power lo repel malicious forces and to protect both person and
home. It is in these beliefs that we can find the roots for the later
custom of the Ukainian people to decorate (“zamayuvannya”)
the outside of their houses with wreaths and garlands (*Klechan-
nya") of branches to ward off evil spirits. This day became known
as “klochalna nedilya” or in the church’s calendar as “Zelena
Nedilya"

It also coincided with the Christian observance known as
“Troytsya” and because of this the Vesnyanky, performed
during this time, were also called “troyitski.” These songs and




rituals were porformed during “rusalniy tyzhden” (Rusalka week),
beginning on “Zelena Nedilya™ (“green” Sunday) through to
Thursday — “Rusalniy velykden” (Rusalka Easter],
According to the beliefs, the Rusalky were nymph-spirits of
drowned girls and. including later. children who had not been
o

apti ions engaged girls. who had died before
marrying. also became Rusalky. Many of the artistic images in the
songs refllcted the ancient assumption that the dead were capable
ofoxerting power over ther lving oltives, bostowing prosperity
in return d respect, and hard-
ship for inatteation

The Rusalky lived in the forests, fields, rivers and lakes They
were all young, beautiful, light and gracef trans
i (ong, Fll bl el groe G ot e bl ey, sppodring
only during the mast splendid season of the year when everything
around was beginning to grow and blossom. Influenced by
Vestiges of pagan ritual concepts, the creative fantasy of the U
nian people evolved a singularly serene atmosphere in which o
elements of the old mystic cult had vanished and were replaced by
the lyricism of spring, youth and the girls’ everlasting beauty.

Rusalky loved dancing, music and songs. During their “week,
o brightmoon i May nigh, ey would glay and dance along
the banks of their rivors and streams, enticing girls and boys with
theisongs and s huring the 0 thei death.

tree. One girl
was drossed in new clothing and mmvmhmu.unhu lage. arms
held above her head and her ed together with a red
kerchief. In other regions, the ,.mw ’Tupnl\a (poplar) was en-
acld, On of the girls was decorated with greenery and ribbons
n lod through the village while the rest of the group sang
stoyala topolya krey chystoho polya :..* (*a poplar stood at the
edge of a clear feld ..
Onthe following Monday the village youth would “send off” the
salky by singing the appropriate songs and wearing wreaths of
special fragrant grasses, which the Rusalky foared. This was the
end of the Vesnyanka season. The summer work period was at
hand
A separate and larger group of ritual song-dances is devoted to
the festive occasion known as “Kupalo”, which was held just
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before the beginning of harvest, on the eve of June 24 (old style). It
was one of the most important festivals in pagan times.

The name “Kupalo" is first encountered in chronicles of the 13th
century, but actually its roots go back further in time as witnessed
by ritual symbols and songs. One such song, recorded in the
western regions of the Ukraine, has retained the names of the pagan
god Lada — god of fire and light, and Perun — god of thunder and
lightning

ey vy of L

‘The Slavs expressed their enthusiasm and joy for the victory of
the sun, warmth, beauty and nature's ah\u\dancc Clunf\mg
and honouring nature’s life-giving pow end water —
Svoro tho main thacaas oF this rtdesumnmar fstival. The tyr
Tt wira oGkt i st iage ot ths s, Heauty
fire, which had the power to ensure a rich harvest, to free & person
!n)m:-\wl forces, illness, death, etc

m the many accounts of this festive occasion recorded since
i 00 Sontam v T ek o basic elements remained,
althought differences were noted in various regions. A straw
dummy or a similar shape made from tree branches and decorated
with resths,flowersand rbbons. was propred duringthe dy.
This straw ranched figure was kniown by many names
= Kupma " Kostrabonk,

ng the day, the boys would be occupied Collecting the
B rmplaiey Al b villages, each household
would leave straw or dried branches in front of their vard for the
boys. In the meantime. the girls were weaving wreaths of live field
flowers (a symbol of virginity) and herbs in preparation for the
evening's rituals, and expectantly singing:
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unnary siwouox Twill weavs my wreath,

Sannery woskoumi. My silken wreath,
Ha wscn, wa oo, Forbappines.and destiny
Ha wopr Spo Fot tha back o

Inthe evening the girls and boys would gmhemmhem.mhnsnl
the village, usually in a ing beside a river or
stream. The boys would start numerous bonfires while the girls
began their song-dances, joining hands and slowly circling the
“Marena’

o isoues 4ano Mapuous

Kono woro Byaona-Kynar
“The girls walked arount
Beside my Vudola-Kupala!

Marynocha

Gracefu! from
one figureto another, expec(amly(mhng the “Marena.” The boys
would tease the girls and attempt to steal their wreaths, but to no
avail. At the conclusion of their ritual dance, the girls pensively
walked to the stream and, onie by one, threw their wreaths into the
water:

0 nywy siwosox Oh, ot my wreath go
W oy, O the fast waters,

For happiness, and destiny.
my dearest's good looks.

This prophesying act of throwing the wreath into a stream dif-
fered from region to region. In some, the direction in which the
wreath loated determined whether the girl would marry that year
ornot.In others, the girl would push her wreath to the bottomof the
stream with a long branch, and depending on whether the wreath
came up or not would divine the outcome of her love. Sometimes.
the girl prapared two wreaths, one personifying her sweetheart, the
other herself, When thrown into the water. the girl waited to see if
the two wreaths would come together or not, thus predicting her
future.

As the bonfires got smaller the boys began jumping over them.
This symbolic act has its beginnings in the mystical beliefs of

And so, s the fires, they.
evil and siister spiits. Late, this was extendad to include other
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ritualistic practices. I a boy and girl, holding hands, jumped over
the fire together without letting go, they could then take this as an
indication they would never part after marriage.
al act in lhn ritual, the straw dummy “Kupalo” was

burned or, in the case of the figure “Marena,” was drowned in the
ic meaning slowly disappeared,
g took on a more social character with the inclusion of
popular \1!Iage dances, accompanied by musicians. The revelry
continued untii daybreak. In those regions where the people had
left material to be used in the making of the “Kupalo" or for the
bonfires, they would gather the ashes the following day and scatter
them about their fields and gas

One more theme dominates the “Kupalo" ritual — love. It is
characterized by a candid declaration of adoration, with a deep
feeling of tenderness and passion for a specific person. The count-
ship was accompanied by the presen\nnun of gifts — wreaths,
rings, and the embroidering of shirts, etc. Many of the “Kupala”
sons cal upon the young boy and 4 1o mary. In » ol
number of these songs, unlike in any other cycle, we find the
e of eotictan; Tois v eftc, e espians b £ pagis

“*Kupala' ritual i ffertilit

in surrounding life.

The rites and ceremony have been lost in time. Though, as
Oleksandr Koshetz, the eminent Uksainian choral conductor and
composer, wrole n his book, “About Uktainian Song and Music"’

 The Christian church tried intensively to overcome thes
pagan manifestations, but could do nothing with these songs and
customs and, because of them, John the Baptist, whose memory
was adapted to this festive occasion, himself suffered, because in
the end he became Ivan Kupaylo.

What remains today is the poetic atmosphere of a mid-summer
festival. a cheerful collective mood, buoyant, captivating, com-
prised of dramatic and mysterious elements

A prominent role was pl those song-dances which con-
tained agricultural symbolism and glorified the fertile land. They
reflected the practical aspects of responsible work, which directly
affected the accumulation of food stores for the winter months.
Through their texts and mystical acts these rituals clearly reflected
the activities of the people. In the people’s seasonal calendar the
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importance and gradually evolves into three distinctive periods:
“zazhnyvni" (before the actual harvesting is started), “zhnyvni”
(harvesting), and “obzhynkovi” (completion of the harvest).

Evidence was stillfound in a fow rogions of the Ukraine where

1 would take the

“pershiy snip"” (first sheaf of \mpamnd, ag it high above her
head, in a recitative manner recall the plenty of past crops and ask
for an abundant harvest. It is the mmmumq situals which
became the most popularand lasting,

After the crop was in, one small section of wheat or rye was left
and later ceremoniously cut and bound into a sheaf with a ribbon
This was the “ostanniy snip” (last sheaf), which later bocame
Kknown as the “boroda.” The kernels from this sheaf were scattered
upon the field after which a loaf of bread and a bow! of water were
placed amon thesalks n the e, nth ancient pas, his situal

was an expression of the belief in the soul of the fertile s
through this adoration am‘l offering o the “soul. mquaued that
futuare harvests be as bountiful, and consequently became a unique
representation of this fv-m!i\y

“The honour of “tsarivna™ was then bestowed upon one of the
girls asa wreath of wheat and wild flowers was placed on her head
Led by the “tsarivna,” and carrying the * he column of
harvesters moved towards the village jubilantly and triumphantly
extolling the bountiful harvest with ritual songs. Interspersed
among the ritual songs were short, humorous “tryndychky”
(song phrases], which served as an accompaniment to the spontan-
cousand improvizational dancing within the procession. This was
the beginning of the traditional harvest festival “obzhynky.” I the
village, the celebration was transformed into a mass banquet with
songs and dances in which ll paricpated.

the beliefinthe “polyoyk (“feld i) o Iungmens!ed and

in the front cornor of the house where it O et sy
har ‘honour of the “god of the fields,” butin praise of the
furvest and the fulfllment of the harvestr' dlenm for @ pros-
perous life, “schob v khati khlib ne vyvodyvsia” (“that the home
should neverbe wihout brea) "Tothis daythat st sheaf remins
asymbol of a bountiful ha ty.

In spite of the, ituaisic purposs of the song-dancos the iner-
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relation of the artistic images is completely realistic and is derived
directly from the life of the people. The longevity of these festive
oucasions was due o he foct thal thei ealization wasthe el of
the artistic

the actual life of the people is reflected in these creations e
meaning gradually lost its importance.

The calendar year did not end with the culmination of the

‘obzhynky.” As O. Koshetz pointed out, autumn was the period of
the wedding ritual, “which in the main, was held after the com-
pletion of the field work."

Song, solemn narration and oration. dialogue, incantation
other oral artstic forms were an intogral part of this ritual — the
folk wedding, which long ago publicly sanctioned marriage. The
presence of unique dramatic art allows us to recognize it as an
exceptional folk drama filled with deliberate hyperbolic ex-
pression of human emotions and passion.

The wedding ritual’s complex nature required that preparations
begin well in advance. The main personages in this human drama
wre the young couple, their parents, the “starosta” (the match-
maker, who directed everything that took place during the wed-
ding), the “druzhky" (the bride's girl fnullv he
oo i) *svylhy” youts gr, sisters of the beide or
groom). il ks whit piopares Iheapicisl wadding
y"), and cians. Although the major portion
of the ritual normally lasted three days, it was not unusual, in other
regions, to hold longer weddings

Inadditon othsfanily and closs ends, who bad been vl
by the young couple, many others came from the village to watch
and ey theaselyes. Youm ovorpls Gamis o Vsl eed havits
good ti elderly, to watch the wedding and how the young
e 1 et s o play *sheorsty” (hingmrts G
and by copying the youth in forming their own small circles, learn
todance. Allthis took place on the central wedding day — Sunday.

).

forthe dances in the yard or in the street. As often happened, ynimg

if skilled musicians were to be p

The fllowing day the acttties 1ok plce i the hoise with
only the family and closest friends present. The character and
repertoire of the ritual also changed. It now consisted of many
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diverse “tryndychky.” “pryspivy” (short satirical and humorous
song phrases) wluch s d the “dribushky” (improvis-
ational “stamping” dance routines], as well as the popular hopaks,
Kozachoks, stc. Themtie. ances; such a: "Shevchyk" and
"Kozak-holyar” were also done,

The dances, being an indivisible and organic part of the wed-
ding, made the wedding accessible to all t brought elements from
everyday life into the wedding, enriching its artistic aspect, and
enhancing its joyful character. The entire wedding ritual, with its
artistic essence (songs, drama, instrumental music and dances)
transformed t] arriage ceremony into an event which witnessed
the participation of not only the young couple, their family and
friends, but also a major portion of the village's population. The.
wedding ritual presented the young couple with a moral responsi-
bility, which was further strengthened by the entire community.

the seasonal

carols), during the pmm« of the
December 24 to January 1 (old style), and “schedrivky" (New Year

songs), which were sung on New Yoar's Eve

‘The "kolyady"" were sung by groups who visited the homes in
the vilage and, with the permission o he “hospodar” (master of
the house),  his family, and wished
ol haroen, oodwill, healt, o

"Am additionalfoture o tho singing ofthe“schedrivky” on New
Year's Eve was the performance of “Melanka,” o “Malanka." and
“Koza." These scenes, whose original function was. as magical
incantations, to influence the future harvest, later became expres-
sions of goodwil

“The story-line of the “Melanka'" is quite straightforward. In one
variation, “baba Melanka™ (old woman Melanka) or, sometimes
“Melanka-molodychka’" (young-Melanka) betrays the “did” (old
man). “Smert” (Death) kills her with his scythe. The “did" then
asks the mistress of the house for some money in order to buy
medicine. Receiving the money, the *did" buys the medicine from
the “feldsher” (doctor's helper) and administers it to Melanka.
Melanka is saved by these medicinal drops and the scene con-
cludes with a dance.

“Koza'" (“Goat") is a variation of "Melanka" in which the main
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role is the Koza (a boy dressed in a turned-out sheep-ski

wearing a mask of a goa). The Koza dances with the “did.” playing
different tricks, kicking and bleating. Later. when the dead Koza is
revived, the “did” dances with a “tsyhan (gypsy) to a humorous

song. The scene ends with the Kaza dancing with the “did

n both the “Melanka” and the “Koza,” all the roles were per-
formed by young men. The performers were always welcome
gests. and somlimes both the muser and mistes of he house
joined in the concludi jance. The actual dances and chor
graphy of the “Koza™ were never notated by p!jl

d, because of this, we do ot have ftheir
tructig o o whathes they had nspecifc rlmn-ngraphlcamlr—
ture, or were mainly improvisational. Only the songs. use:
scenes, are able to give us some idea of the dances’ general charac-
teristics and tempos. However, dramatic action and pantomine
played the major role, followed by vocal and  instrumental
episodes.

‘Asa rosult of the changes and development of society, and as the
phenioma of nature were recognized. the peaple began 1o slowly
lose their belief in magical powers. With this, the situal song-
dances, which depicted the religious beliefs of primitive man
nearly all disappeared. Only those of high artistic quality. repre-
senting nature and the patriotic feelings of the people, remained.

As noted carlier, the ancient Eastern Slavs performed their
“obryadovi® song-dances to the accompaniment of the partici-
pants’ songs. The choreographic structure is governed by the con-
tent of the text. If the text is in the form of a dialogue, the parti-
cipants divide inta two groups or one person, as soloist-dancer,
remains in the centre of a circl l(lhe(e)ﬂ is dk\'elup«d in narrative
fashion the performers remain in one gro

Tom Sl i £ orecapbic. meliod ol top-

b s

dances that reflect the work process. The actions
o estures halp to davelop the content. Understandabiy, the
mastery of performance depends not only on the participants’
talent, but also on the knowledge of the specific work described
and the character of the people carrying out this work. This func-
tion is usually the responsibility of the soloists and rarely of the
entiro group.

A very interesting feature can be observed in thase song-dances
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dealing with the everyday life of the people. Their form can bo
characterized s being pantomime-lustsative or omamentl. The

work process except thal the actions now delineate the typical
it o the pacpe I addition now ail the particpants take an
active part. Through movement, gestures and pantomime they
underline specific moments of the text that are m\pnnanl in dis-
closing the content. In the song-dance “Zayinko" all the parti-
cipants extend their arms forward toward the “zayinko,” who
inds in the centre of the circle. then lift them upwards forming
(walls). Another example of this form is Pletu, pletu,
As 1 weave a fonce). One row of girls. holding hands
raised up, stands in one place as a second row of girls weaves
through the first line, in front and then behind each successive girl,
clearly demonstrating the weaving of a fence. At other times, the
girls stand in a circle without holding hands and only join them
when the text demands it, as in “Lyon”* (*Flax"). One girl shows the
movements, the rest then duplicate her actions: arms raised up,
clapping, bowing, kneeling, stamping. etc

In the um.«mrnlal \\pe the participants actively develop the
horeographic figures required by the text. In the song-dance
Zironka™ ( Lxlll(ﬂ Star"} we witness the creation of many varia-
tions of the basic “star” figure. Four gm\ il it e
centreand p They
also form a large “star” with the addition of four more girls. These
girls hold onto the initial girls' right hands with their left. The
“stars” can be o, In which cas he movement s now ¢
eiplalda et
two.girl, holding a kerchiof above:thir heads, form a gale”
through wmu. the rest of the girls pas

‘The choreography of the ritual song-dance was not an indepen-
dent artistic-descriptive element but. with both text and music,
aided in the creation of the overall image. The external forms —
developed mmugh the variety of figures: one line, circle, rows,
semi-circle, rcles, etc. — established the basic choreo-

rpositional tructire of Ukrinian folk dencing, These
elements originated in the ritual song-dances of the ancient Eastern
Slavs,
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SOCIAL DANCES

The first intrusion on the traditional rywioot) durcar i
by the appearance of the “pobutov ial) dances. although
ariginaed such Jatr, they svetved sloagrdetia Hbualsae ar o
the cultural life of the people. Tt was in the social dances, more than
inany other, that those elements that eventually characterized the
national singularity of Uksainian folk chareography wore formed.

With the evolution of the ritual dances the emergence of numer-
ous basic steps, such as “prostiy kiok” (ordinary step), “potriyniy
prytup” (triple stamp), “tynok.” etc.. with the addition of the
energetic “prysyadka” (squat step), became the foundation of the
social dances. The more active steps began to roflect a growing
intensity in the de\.eln)nnem ofolk dancing. The xistin ritul-
istic
parallel themes were evident, rer st diied b man-
ner of performance and structure,

by

the accompanying song and corresponding movements and ges-
tures. The theme of the sacial dance was usually depicted through
the basic choreographic structure, and was mainly performed to
lmlmmenlal :!cwmpammcnl Songs that were used with these
dances different rol v advi the
:-nlullunn] dm nlnpmem of the dance. In time, many of the social

were performed only to the accompaniment of musical
instruments, such as; “skrypka' (violin),“tsymbaly” (tsymbalon),
“sopilka” (flute), “bubon’" (drum), bass, elc. The social dances
became quite flexible in form, being performed indoors during
evening social gatherings (“vechomytsi”) or outdoors as part of
summer outings (“hulyanky”)

“The Ukrainian nation was formed under extremely complex
socio-economic and political conditions. To defend and retain
their cultural and historic dentity the Ukrainian people caried on

and deep-rooted strugg ALt Polish,
Russian, Ukrainian and Hungarian foudal lords, and Turkish-
Tartar insurgents. In the process of this struggle, which united the
people, the Ukrainian nation crystallized with its characteristic
language, culture and customs, This epoch of Ukrainian history is
important because, as the great Ukrainian composer and ethno-
grapher, Filaret Kolessa, wrote, “this period was the era of




created the elements of

velopment of Ukrainian folk art which
style and form for the rest of time.”

Thainczwasing ool wplcfiatin; during the second half of the
15th century. forced many serfs and peasants to leave their villages.
With each succeeding decade more and more fled until this flight
3pok s the Eharectey o mbag miasatin Thess sorpie raria
kniown as cossacks — froe people. The settling of the central areas
along the 5
building of two fortresses, one in the Kaniv region and the other in
Cherkassy. But the armis of the omign Tl ety scon col

d the cossac
o Pl o e beginning of the 161h century, the cossacks
established a tlements in the steppe regions bordering
H

inaccessible of all the islands among the rapids, Tomakivka, the
ks built their first central fortress, which became the home
for their “Zaporizska Sich" *z” — beyond, “porohy” — rapids.
“sich” — fortress). As a result, this cossack organization qux:k!v
united all the smaller individual “siches” into one powerful unit
The Zaporizska Sich, \uppt)rh’xl h\' mepmm nation, soon became
the political centre of the Uksa secoming the army of
th Uksaintan pepple. the Visko (army) Zaporisske raflocted thoir
. influencing lifi both in the country and beyond its

‘The majority of the cossacks were peasants and serfs who had
brought with them the songs, dances. customs and traditions pre-

alent in their villages. The dances of ancient and nearly forgotten
pagan rituals, whose steps portraved the character of a people
honouring nature and its seasons, were done mainly by girls while

the man's role had been somewhat subordinate. It was a style that
could hardly reflect the life of the cossacks

The cossacks’ internal laws forbade any amusement or diver-
ions during battle preparations, but an entirely different picture
unfolded with their return to the Sich after victory. Now the men
roamed the streets shouting, singing, shooting their pistols in the
air. telling everyone of their brave and heroic explaits and, of
course, they danced

“The wild and tempestuous cossack character inserted a new and
hitherto unknown element into the Ukrainjan dance — improvi-
sation. The ritual dance had developed along traditional paths




governed by specific seasonal events and necessities, The social
dance, while looser in format, had also followed similar patterns.
Now, each cossack-dancer, dressed in his “sharovary, shyroki yak
Chorne more” (pants, as wide as the Black Se pressing his
personal feclings and emotions. unleashing his creative energy,
Utilizing any

vun.l um» etc., he would imitate his fighting actions,
slashing out at his invisible opponents or, by adapting

é

at hand,
fearl

ly
his stance in the prysyadka, demonsrate his prowess as an excep-
tional horseman. In friendly and exuberant competition with his
fellow cossacks he would try to outdance them, dreaming up new.
combinations, twisting, turning and leaping.

Tiai-rpail OF samny 3apa3 KO aX 33 Crky,
L1106 cair 34aysanch, mewi koda

. play! As 1 kick my legs bohind may back,
ity et s

His dance could be humorous or buoyant. intensive and deli-
berate, frivolous and lighthearted. Changing the tempo at will, he
would move from one step to another without the slightest hesita-
tion. Within thi tyl
and form of dancing that has remained to our day — the Hopak.

As news of the cossacks’ victorious battles reached the people.
many villages reacted with spontaneous uprisings against the
foudal landowners. It wasa struggle that was tolast for m:
years. But this was not lhe iy 1aoanc Ao be vant 1
villages. The cossack victories and feats were heralded by the
Kateart o o pla)ed the musical instrument “kobza™ or
“bandur

and n their historical songs and “dumy” (a reciative-
Sotimusal for), Tha. poopls sl tusalnd sasss i 1s
¥ 2

and legends which were passed on from generation to generation
bringing into existence a vivid and living oral history of the Ukrai-
nian nation, In expressing their support the people adopted many
of the cossack ways, This was especially evident in the develop-
ment of the social dances.

‘The Hopak (**hopaty" — to jump) was one of the most popular
dances of the cossacks and. as already noted, originated within
their midst. [t reflected their heroism, manliness, speed and




strength. As a result, the dance became extremely popular with the
people, butin entering the generallife of the village it went through
& number of changes. In the Sich, the Hopak was only danced by
men and had an improvisationa character, but n the vllages and

group, with Sl tom st groups ¢
each other. Understandably, the different performing mannerisms
of girls and boys decidedly influenced

tional structure of the dance. The leading role was retained by the
boys with their traditional cossack style of performance. By intro-
ducing different nuances. movements, steps and structural ele-
ments derived from the uld:-r sl e achl dances, the girls

e H

Boys active and energeticactions,

N{UVI(‘.{“V the Hopak is c!lamdanmd by a varied number of
d tempi, each

e govemed by the dancers’ improvisational episode, with
bigh leaps callng frth » broad mlodic lna while tums and
prysy the thythm into e (]ulv after
everyone had a chance to demons(nte his or her s the
dance finally conclude with a fast and furious Fnale by a” the
participants.

In time the men began to utilize and perform the many steps that
wore first only donie by the women: dribushky, vykhvlyasy
dorizhky, different turns and variations of many other steps. And
50 wo s thal in the porfornance of the Hopak by it

traditional Hopak: (1) heroism, manliness ‘and strength, and (2]
gracefulness, gaiety and jubilation

The main musical accompaniment for the Hopak was instru-
mental, but the age-old ritual song-dance traditions persisted and
‘many of the Hopak's individual episodes were done 1o song. This
was true for the beginning of the dance where not only the melody
bt lso the words aded in arousing the emotonal spym of the

of

nnd shouts ol encouragement or “tryndychky"—short humarous
and satirical verses.
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O3 CEAA A0 CEAA TAHUI TA MY3UKH

From the village. to the village, dances and musicians:
1 ol the chicken and the nggs - now I'llbuy some shoes.
From the village, o the village, 1 shall dance:

Nomore:cow, no more ox — only the house is et

By rpare, “You, musicians, play.
, ayie And you, people, lsten:

Crap 70 nowax, Old ones — shoo off hom.

Mononi — Tanwoie! foung ones — dance

An equally popular social dance was the Kozachok (*kozak” —
cossack). This dance is also closely linked with the life of the
cossacks through temperament and emotion although, by its com-
position, we can see that it originated in the social dances of earlier
times, T} ident in the role played by the girls in initiati
change of figures and steps, and also in the structured order of the
various figures — reminiscent of the ancient ritual dances. The
‘major change in this couplos dance came about through the transi-
tion from a basically moderate and orderly form into an extremely
quick and omamental kaleidoscope of figure changes and step
variations, This very fast tempo demanded from the dancers a high
degree of technical ability. Dorizhky, tynky, prysyadky, holubsi,
vykhylyasnyky, dribushky and other steps are performed at break-
neck speed. The dancers, as if taken up by a whirlwind, change

m one figure to another, weaving a living tapestry of choreo-
graphic forms. The repetitive sequence of figures and rapid transi-
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tions, based on the oldest of traditional ornamental figures such as
“zirochky" (stars), “lantsyuzhky" (chains). etc., are what dif-
ferentiate the Kozachok from the improvisational Hopak. As a
couples dance the feeling of love between boy and girl is also
reflected through an underlying lyrical line.

While the Hopak' tempi varied accordingly with the character
of both s and Individuals, the Kozachok stored off fast and

s with the Hopak, the songs which sometimes accompanied
the Kozachok were used 10 set the over-all tone of the dance. The
themes of these songs encompassed vistually every event in the life
of the people: courtship. love, weddings, family life, etc. The
dancers did not sing these verses themselve: he case in the
itual song-dances. The vocal portion was supplied by intorested
anlookers. Unlike the Hopak songs, these were quite long, some-
times consisting of ten or more verses. Even so, the main musical
accompaniment was the responsibility of the village musicians.

OR XOAMAA AIBYHHA BEPEAKKOM

— Finn, runs, cenawo. nonowy! (2)
Tiponau Tete aimow: pyaouy..” (2)

Ohagi ke s th bk 1

@
(“hylya™ — an exprossive callused in herding goese)

the 16th
thet “Verl
the ora traditions, presenting them i s dramatic seting, Ome of

2




the featured “actors" in these puppet dramas was the “Zaporizski
kozak who played a bandura, sang and danced. His dance was
called the Kozachok.

The Metelytsya (snowstorm) s the third of the pobutovi dances
which has remained popular to our day. It originated in the ritual
song-dances whose theme depicted the manners and customs of
the people. The Metelytsya, as a song-dance, was different from the
otherritual dances in that it had a more flexible form, allowing it to
represent other themes. It is characterized by the basic structural
and compositional elements — the circle (“kolo") and the large
number of participants.

“The theme of the dance is transmitted by the dynamic move-
ments, quick figure changes, an exceptionally fast tempo and a
variety of turns which imitate the swirling of a snowstorm. The

in carly spring when th
way {0 their emotions in welcomin the r.bith of nature aftr a
long and dreary winter. In its ritual form, the Metelytsya was
accompanied by song:

Of HAZBOPI METEAMUS:
HOMY CTAPHR HE KEHUTHCA

(O 43 ARODI METETIAUA, NONY CTADHH HE RENHTACAT
(O KiKoM mENMTHCA. 60 MIXOMY KYPHTHGR. (2]
Kari MENI NPOBETMKAA, WO NOTBHMA 18 CEPANTHR.
O 8 XuBOTY, WO NIOGHS CHPOTY.." (2)

i ty . bocan thr's na oo o . (2)
Tomy gma sty andsng
Bt oo g oo 2

Becauso o itsstructural characteristic, the Metelytsya was one
e 5

style of r.hang Although, inits social dance form, the Metelytsya
had already entered a different path of development form it ritual
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its social character. In time, the Metelytsya was danced solely to
instrumental music. and because of this the melodies changed
tonally and rhythmically, resulting in an extension of the basic
thematic line yet retaining its characteristic spontaneity

the variou:
ally faded into the background the Sl asces Sagon 1 v
more prominent role. Although they did not completely displace
the remains of the mystical past, the social dances did have the
effect of extending the overall character of the occasion by generat-
ing a spirit of communal gaiety and refoicing, This became visible
inthe Kupalo, and harvest and weding ovens which generally
concluded with the many existing social dan

Unhindered by seasonal prerequisites or munl timing, the social
dances were decidely more floxible than the ritual song-dances.
“They were performed during any part of the year. Even individual
dances Th
Hopak was especially suited for this, while the traditionally struc-
tured Kozachok could also bo done by a single coupl. The
Metelyt hich th nber
of dancers could pumm pate.

Some social dances, such as the “Chabarashky" and *Shumky",
id not remain rded. Exce their
,virtually nothing else is known about them

HOPAK

Very fast




HOPAK

KOZACHOK

dez




KOZACHOK

Very fast




KOZACHOK

METELYTSYA

METELYTSYA

ery fast
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Other types of social dances also found their way into the vil-
lages. The Quadrille, Polka and Waltz, although of foreign origin
and entering the scene much later, nonetheless achieved a cortain

amount of popularity. Their dissemination was not as widespread
and in those areas where they did become established, the people
retained the external forms, actively adapting their own unique
style and character, changing the compositional and melodic
atmosphere. The aristocratic ballroom qualities were displaced by
a predominantly folk style. including steps. figures and especially
music.

s i a8 e sty
staged
ing the form developed i the villsgo, This dance, bowever, did
not achieve the immense popularity of its Russian counterpart,
which became a folk dance in the fullest understanding of the
word.




THEMATIC DANCES

“Siuzhetni”* (thematic or topical) dances originated later than
Ihn ritual and social dunr!~ and constitute a much smalles ponce

[vmt Rovchyky \‘vhoﬁmak\‘w) m,m H!le«_bm\lhs)
individual phenomena of nature — Zironka" (Little its
ofbinds and animals— -Husak' (Gander]“Bychok" (St man.
ners and customs — “Kateryna” [Katherine], “Kokhanochk:
(Sweetheart); heroism — " Gonta”

whete dances of both genre have similar, if not identical, names.
“This i the case of the ritual song-danco “Shevehyk” (Shoemaker)
and the thematic “Shevchyky™ (Shoemakers) or as in "Koval"
[ﬂlarkmnlh] and “Kovali" (Blacksmiths). Besides this similarity
common elements exist, the main one being that each form
e, T ahon, ol dance develops
the content in exactly the same order as described by the text of the
milar ritual song. Both forms use illustrative pantomime as their
descriptvo basis. These significant featuros make it clar tht the

Jerived from the ritual song-d in
fact an extension of them.

The conspicuous difference, however, is that in the thematic
dance the text is omitted and generally only individual phrases

niences.
wnma< inth itul dance the et conveyad the content, n the
todevise sucha
o Immngmphv(allv expressive movements and such a high lovel of
artistic execution that the content could be developed without the
aid of the text. Hence it becomes abundantly clear that the thematic
dance appeared much later in the cultural life of the Ukrainian
people. Supporting this premise s the additional fact that many of
e ol sty dancs o s and steps, which
ere formed in the ritual and social dances. are found in the
(lwmﬂ\lc dance.

chyky." “Bondar” (Cooper) and “Kravchuk'"
(Tailor) and others recreate, with great artistic strength, the image
of the atisans who worked in thevillages and nearby owns. In
these dances one more importan! stands out — the depi

tion of the work process repmsr.-n(s = only the background agatnst
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which, with unusual clarity, the typical image of one or another
artisan is pictured
The musicologist and Hisioran, Mykols Hinchenka. in b
se, “Ukrainian Folk Inst Music” descibed bis o>
wr\n\mm o he themaic ok dance “Shew
This danca s very popular in the Kiey legmn ‘The dance is
usually performed as a solo but there are times when an entire
group participates. The dance consists of two parts, of which the
first, as well as the second, are to a large extent improvisional. The
first part,the introduction and unique beginning of the dance, has
the role of preparing the onlookers for the main dance. This is why,
during the first part, the dancer, prompted by his fantasy and skill,
perfors 3 vaiety of stops in arder 1 iterestand enlertain the
onlooke
“The second par, the actual dance.has an illustative character
within which he

o pping on one foot to
the rhythm el “mxe mL nlhur leg. slightly bent at the
knee, acts as the “shoemaker's performer, through his
motions and pantomime, pridct i il i
maker, twisting the thread, cutting and stretching the leather.
hitting in the tacks, The )trﬁml\rr must know the entire
shoemaking proce: will

ly. realis learly depict IJm pruf.zss through his actions
and, what is important, execute it quickly. gaily and, at the same
time, emphasize its most characteristic moments.

Wi

that one performor acts. for example, s  hal] o e s
. athird —with a pip
‘The dance now becomes extromely et o kg
carth
“The dance frequently comes to an abrupt end. This conscious
ending on the part of the dancer, following the different typical
work movements, usually begins as if he is tired, then trips, loses
his ha\auue and, embarrassed, stops dancing
B thed:
"bhe\,chvk finishes, not in an improvisational manner, but in an
organized fashion, as all sumgl\lgn up. form a circle and, in one or
another way, conclude the dance.”

1




I representing the image of one or another artisan the dances
always featured the most characteristic elements that made one
dance different from another. The heavy dance "Bondar" shamply
differed from the light “Kravehuk” and the happy and humorous

‘Shevchyky.”

of the people, the content primarily develops through movements
and gestures, which as a whole form an omamental choreographic
scene distinguished by a set sequence of figures, singularly
characterizing the theme of the dance. The sequence of figures in
the dance HurIyL\yu' (Turtle-dove) are a good example of this, as
they systematically unfold the picture of a lively, energetic and
witly Ukrainian girl.

The heroic qualities of the cossacks are \wldlv and forcefully
shown in the all male dance “Zaporozhets.” Using their swords,
the dincorspoctray the cosacks’ astery, ighting et n twow et
then in fours, until the entire group is involved in an exciting
display of daring and strength. The many prysyadky, leaps and

with swords, clearly indicate the high technical
level reached in the thematic dance.

s the confluence of the themes, derived from the ritual
dances, with the broad possibilities of choreographic expression
developed in the social dances (Hopaks, Kozachoks, elc.), that

he text, Tl

ly artistic thematic dances matured, creating images through
hareographic and musical means,
Another interesting transformation occurred in those thematic
dass decling with the varyvey 13 of o eopl, These dances
e specic saries which diely indictethe theme:
nochka (\wﬂvlhraﬂl‘
etc. Before the beginning of the e Niykla." onlookers ane
treated 1o the following mis-en-scene: the boys i iy have
gathered in a clearing and amongst them stands Mykola —a witty
prankster. He sets the tone of the dance by showing-off his keen-
wittedness and humour. The rest of the participants are not in-
diffrent o his pranks. and quickly rspond 1o his devilry by
forcing him to flounder about helplessly. This dance, with its okes,
laughter and obvious merriment, graphically demonstrates the
disposition and amusements of the village youth
An important feature of the “siuzhetni” dances is that through
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their choreographic composition they are very similar to the social
dances. We find in them the steps (dorizhka, vykhylyasnyk, tynok
prysvadka). choreographic figures (*stars.”
and compositional elements_ (lines, circles,
characteristic of the Hopaks and Kozachoks,
Alongside the development of the choreography we see an in-
reasing use of additional props. Besides the traditional Ukrainian
national dress, the performers utilize the garments required by the
character depicted. In the dancos “Shevchyky” and “Kovali" the
work clothes are covered with an apron, while in “Kosari"
(Reapers) a straw hat is worn. In oﬂmr dances many differnt
accoutrements are used: sopilka (flute), spysy (lances), shabli
(swords), etc. All this strengthens the U kxzmlnn natonal toneand
he content en-

mi-circles, etc.)




Very Jow

‘The geographic factor also influenced the stylistic features of the
folk dance. This is particularly evident in the difference of styles
between the broad and open dancing of the steppes and the sharp,
quickand 3
As already mentioned in the foreword, only the dances from the
central regions are dealt with in the book. I this area all genres of
Ukrainian folk dancing can be found. They reflect the most
characteristic national traits of folk art and because of this form the
basis of Ukrainian folk choreography.

‘The mo vements in the dances of this region are distinguished by
their plasticity, resulting from the manner in which the arms, body
and head are used. In the lyrical dances the girls move smoothly, as
if hardly touching the ground. They weave their Vesnyanky,
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modestly lowering their eves and then suddenly whirl through one.
ot two figures and again. with a ertain shyness, continue their
ﬂu\\'mg movement. Each girl, in ]wrfnnmnu her steps, tries to

nuance of with the aid
of mime and gosture, convey th rumh(lr\ of gracefulno:
ness, playfulness and honesty. The bay, on the other hand, holds

s s Yioed e Boly (i ey o gk Bk keciins
ty. quickness, humour and ingenuity. In a boys' dance, or as a
soloist, he clearly demonstrates his technical and inventive qual-
ities. Here his jests and actions are more free and open. He is not
afraid to boast of his capabilities or to offer a challenge to anyone.
By the time the thematic dance had become firmly established.
the folk dance had already developed a “code of conduct” mirror-
ing the social relationships of village life. The girl would not
perform steps which would in any way undermine her modesty.
even in the most active dances she would retain control of both
movement and feeling. These characteristics are diligently ob-
served in the couple's dance, such as the Kozachok. where the
leading role belongs 1o the girl. Improvising and changing the
dance figures the girls signal each variation by clapping their
han saise their logs high
even when performing the most intricate dribushky (stamps)
Dancing with his partner, the boy is agile, proud, inventive, but
never rude or frivolous. He does not suddenly "take hold" of the
girl without first giving her the opportunity 10 place her hand
under his, with which he encircles her waist. Taking the
he is both polite and attentive, shawing how proud he is of
his partner's grace and beauty. When attempling to amuse, his
actions are never coarse or offensive. The boy never performs steps
ight in any
T gaiety and oxhilration of the dance doss noi contradict the
Honourabls rolationship between boy and girl
‘The Ukraine, an agrarian country, was enveloped by the op-
pressive shrouds of a foudal system el ad el ol
lished a captive work force — “kri ere the
property of he wslthy load-owners. Thay: et o e
in the fields and in the mansions of their owners, never certain of
their future, knowing that they could be sold or traded at the
ightest whim, and died without experiencing the fortunes of life.
‘The recruitment of young boys into the tsar's army hovered as a
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black spectre above the heads of the poor and eliminated the last
hnp[-‘» of the mother and father.
in direct contrast, the wealthy landowners and nobility bum
s, kept hundreds of thcmnu

lly

Sk iy Yt U e i s ot

estates. At the end of the 18th and beginning of the 19th
centuries the larger cities were already hosting French and Italian
opera companies. In order 10 have their own theatrical groups, the
entry picked their most talentod serf and sent thom t the ciios
and even abroad to study. Col. D.1. Shy
who lived near the village of Spyrydonoviy Budi, Novozy| gty
district, had an orchestra and theatre group of some 200 peopl
all serfs. One A M. Markovych had this to write about these. dms(
“They played very well, dressed in proper costume, were very
educated. especially the actors, knew their craft, sang and spoke in
foreign languages.” Another landowner, Senator llyinskiy, who
had a theatre in the city of Romanova, not only had his own
serf-artists, which he sent 1o ltaly for musical education, but had
three hired foreign oera companies — lialian, French and Polish

sthim

s0popular that he regalarly hired out his own arists tomany of the
ciis alon the rght-ank (of the Drieper iver) rogians of the
krais

Dm\uug also played an important part in these theatrical pro-
ductions. R
region, kepl a Turba’! ABandumr capella. These musicians had
loarned to play their instruments and dance at the same time. O,
Rusov wrote about this group: “the dances — 14 figures of the

Kozak." in which the step “prysyadka™ was foatured — wero first

ozal
learned in a special room. The boys held onto ropes that were
suspended from the ceiling while doing the “prysyadky.” Then,
when they had learned all the figures of the “Kozak.” studied the
appropriate melodies to accompany the dance. This corps-do-
ballet of six boys plaved and danced holding the Torbans in their
hand

Besides providing the accompaniment in the theatres the serf
orchestras also played at many of the balls and other social events
The dances “Metelytsya," “Kozachok” and “Holubets" became
quite popular and were regularly included in the balls in Kiev,
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hosted by the Russian, Folish and Uksainian nobility. The fes-
tivities held in the mansion of N.V. Kapnista, near the city of
Myrhorod, in 1812, always concluded with the d
The “malorossiyskiye” (“litle-Russian") dances also found favour
at the Imperial court. During the time of Catherine II, the " Metelyt-
sya” was danced at the conclusion of many masquerades in St.
Petersburg.

In 1808, in the city of Poltava, the first permanent Ukrainian
drama theatre was founded. Tvan Kotlyarevsky, poet, teacher and
now regarded as the lalher of classicism in this new era of Ukrain-
ame director of this theatre in 1818, and one year
Joter prouced s immortal “Natalk Poltavks” 4 Uktanian

as Kotlyarevsky himself characterized it. This
first production also featured the participation of the famous serf-
actor Mykhailo Schepkin. Kotlyarevsky and Schepkin became
close friends and through Kotlyarevsky's nitiative a group was
organized
held in the Poltava theatre to gather the necessary funds and,
toget] the financial anc

“ol. Serhiy 2 1812 war),

Schepkin, his wie, dsughters, father and brother were froed with
the paying of 10,000 roubles to the Countess Volkenstein in 1821

‘The founding of the Poltava theatre and the writing and staging
of“Natalka Poltavka” hold specific importance in the development
ofthe Uksainian theatre. They both took place in the midst of social
upheaval. Large peasant uprisings were hammering at the walls of
serfdom and national d bec 1 th
overall movement for democratic and social change. It was inevit-
able that contemporary Ukrainian literature would have to reflect
the people’s aspirations, Whether through direct and open agita-
tion or sublle inference the strength of this new literature, poetry
and drama lay in the establishment of its roots in the language,
traditions and art of the [krainian nation.

“The greatest literary praponent in awakening the national con-
sciousness of the Ukrainian people was Taras Shevchenko. Bor a
serf in 1814, he obtained his freedom 24 years later through the
direct help of the poet V. Zhukovsky and the painter K. Bryulov.
who raised the necessary 2,500 roubles. Later. bocauss
membership in the secret Cyril-Methodius Fratern
was artested in 1847, imprisoned and finally sent into a)ule He
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spent 10 years in forced military service in the Far E
released. He died on March 10, 1861

rough his poems, plays and novels he epitomized the inner-
most feelings of the common people. His hatred of tyranny, in-
justice and hypocrisy reflected the concrete struggle against tsarist
social and economic appression and national subjugation. Even

h Sh ko's works y
i illages and towns, stirring both young and
old. and quickly became a vibrant part of the nation’s soul.

The increasing peasant uprisings aided by intellectusl groups
and radical organizations, and the weakening of the tsarist regime
due to the Crimean War, finally forced the tsar to proclaim the
emancipation of the serfs in 1861. As a result, some of the peasants
were able to buy small parcels of land while the majority of the
former serfs were forced to seck employment with their original

e itenerant workers. [n spite of this ange eco-
nomic and national oppression continued

Within this atmosphere the most progressive literary, drama,
musical and dance cadres begin to creatively heighten the stature
of the Ukrainian theatre. Under the active guidance of such emi-
nentactors,
Karpenko-Kariy, Panas Saksahansky and Mykola Sadovsky), M.
Kropyvnys Starytsky, Maria Zankovetska, Semen Hulak-
Artemovsky, Petro Nischynsky, Mykola Lysenko and later Olek-
sander Koshets, a wide range of outstanding productions were
presented. In these productions the folk dance took its place as an
indivisible element, helping to achieve a truthful portrayal of Uk-
rainian life. The dance was used to great offect as witnessed by the
Vamyuly in e mnvs “Marusya Bohuslavka by M. Starytsky,
“Bondari enko-Kariy and “Nevolnyk” by M. Krop*

ynsLy, Ihe kumhuk in “Sorochynskiy Yarmarok” by M.
Starysky.

The folk dance now found itself in surroundings which would,
in time, dramatically affect its form and future development, Al
though stage danms were not a new experience they rarely (in the

functions. With the intro-

st before being

duoti ke
adapt its structure and theme for presentation before a non-
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ities, make it correspond with and fully reflect the dramatic
lz‘qm vementx o s e ific I!mg

i daop undessanding i axtanstva Knavied e of e ok e
by the actors, writers and directors. These successes also stirred
some Ukrainian entrepreneurs to exploit the situation by staging
low quality melodramas and musical plays which, devoid of any
substantial meaning, tumed the folk dance into a pseudo-folk
parody consisting of Gypsy. Russian, Polish and acrobatic le-
ments. The diverse requirements of the theatre and the limited
number of knowledgeable people gradually began to threaten the
quality of the stage dance. Reacting to this situation, V. Ver-
Khiovynets started his ethnographical career by actively gathering
allavailable information and material on the Ukrainian folk dancs
Vasyl Verkhovynets (Kostiv) was born in 1880 in the western
Uksainian village of Myzun. At the age of 26 he was accepled into
Mykola Sadovsky's famous theatrical troupe in Kiev as an actor
although by profession he was a vocal teacher and choral conduc-
tar. Soon after he returned to his favorite specialty and became
choral director of the theatre, The head conductor at this time was
0. Koshets but, when Koshets left in 1916 to assume similar duties
with the Kiev opera, Verkhovynets took his place, carrying out
these responsibilities until 1918, The theatrical group made many
tours in the Ukraine and Verkhovynets utilized these opportunities
togo into the villages, and diligently study the people’s creativity.
He gathered a large amount of ethnographical material which
served as a basis for his theoretical and practical activities. In 1912
e ublatc s Wt wiek ummx.m Wedding'". but during

Ilm folk dance on the pm(essmml stage. Verkhovynets argﬂnlud a
121,1912,the

thedance " Arkan” from the third act of the opera* Halka," and inthe
ances “Roman,” "Hopak” and two Kherson dances from the first
actof “Pisni v lytsyakh."

After leaving the theatre, Verkhovynets continued to assemble
‘material and, in articles to several publications, appealed 1o folk-
lore enthusiasts to send him any available information on the folk
dance. Then, in 1919, Verkhovynets’efforts were finally realized
with the publication of his “Theory of the Ukrainian Folk Dance.
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“This became the first book to be devoted to this complex art form,
this book, Verk-

broaking new ground with every chapter. With
(1)givea detatled d

dances with accompanying illustrations; (2) through careful and
Ilmugmml analysis, give names to some thirty steps. many of
hich s now scceptd asclasic such a tynl” vyl
and "vybyvanets; (3) develop a notational system for the
(nvnnbmg o horengeapt, ki bacanms the st the e
method wsed oday: (4) ggest he use of movies in

g the practical needs of both
erchovynets roted 52 combinationsof

teachers and performers,
varioustops for boys and girls o5 anaid in leaming and dvelop-

questions of dance pmonmmn and offered 71 recommendations.
for the gathering of folk dance material. A second edition was
published in ne a
breakdown of step combinations.
I the preface (o the first edition, Verkhovynets clearly stated his
position in gathering Ukrainian folk dances
the gathering of dance material, as part of Ukrainian ethno-
graphy. is our collective responsibility, because only through col-
lective work will we be able to show the beauty, richness and
diversity in this section of folk ethnography; secondly, we will be
in

a Ukrainian village and do not know the traditions of our peaple,
who dare {0 write that the “Khokhol" (a derogatory namo for a
Ukrainian — M.S.) i lazy. stubbom and coarse: and thirdly, when
we, ourselves, learn and entice others to learn the true folk dance,
will the dance retain its trus beauty, and its greatness, which has
R tampai denen by (o called e
tually, parodists of the Uksainian dance), will re
In 1925, Verkhovynets published one more frdopian bkl

- rmwnucm Described as an “explanation of methodis of

LhA]d.lE!l " the book Lunlulnsd the dnml descriptions complete
with the music and words, of 210 games, many of them actually
based on ancient traditional ritual song-dances

Verkhovynets' practical activities did not stop with the publica-
tion of his books. His many trips into the villages madle him acutely
aware of the close relationship between folk dance, song and




music. He saw that these individual elements actually represented
a unified whole in which one form did ot exist without the other
Because of this, Verkhovynets saw the need to stage dances
conjunction with the approprist songs and music s 8 o rflec
theiractual insadoing,
and creatively descriptive image. With this idea in mind,
organized in the city of Poltava, in 1930, a women’s theat nl:al
ensemble “Zainkhorans" (acronym of “Zhinochiy khorovi
sambl”" — “Women's choral ensemble”). The theatrical pres
tion of folk songs combined with thythmical movements and
dances was quickly adopted by other groups

ovynets devoted a considerable portion of his lfe 10 peda-
gogical work. From 1920 to 1932 he headed the faculty of ant
studies in the Poltava Institute for Public Education, for over a year
held classes in conducting in the M.V. Lysenko Music-Drama
Institute in Kiev. and lastly taught Ukrainian folk dancing in the
1. P. Kotlyarevsky workers' school in Poltava. In 1936, Ver-
khovynets received the Medal of llanuur for his outstanding
contribution to the development of the folk arts. Vasyl Ver.

vynets died on April 11, 1938,

Besides his many practical and theoretical achievements, Ver-
Khovynets was also an active propagandist of folk choreography
and persistenily faught for correct interpretation, constantly call-
ing on performers and instructors alike to disassociate themselves
from all false and pseudo-folk imagery in the dance art.

Russian Revolution of 1917 had a monumental effect on the
economic, political, industrial and cultural life of the
Ukrainian people. It was not an easy time. Beside the enormous
fask of establishing a new social system, the nation was also faced

il and Civil

War. Only aftor the country began to regain its strength were the
people able 1o devote more time to the problems of the arts.

Many ballet and dance studios, schools and concert groups
omergad, alar. e Revaluilop which, batyesn thermtslves; m
prossed fairly divergent and contradictory artistic. principles
Schools and studias, in the field of froe-rhythmical dancing and
pantomime, were organized alongside the exclusively classical
choreographic studios, such as thse conducted by N. Talyori-
Dudinska in Kharkiv, and I. Chystiakov in Kiev.

1o the oy, dic.camcart whisipool efthe Sl ber
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of Ukrainian, or as they called Ihvm«?lw» Cossack dance en-
sembles and groups existed whose appearances, in the words of V.
Verkhovynets, suggested “equilibristics mHkummn dress.” Only
the virtuoso dance trio “Orbyebol” (Orlyk, Byelov-Dubin and
Boldenko), and the small ensemble of “'Ukrainian cossacks with
swords,” led by the knowledgable Mykhailo Sobol, truly rop-
resented the theatrical and technically complex men’s Ukrainian
folk dance.

During this period, the Ukrainian dance sometimes appeared on
the stage of the opera theatre in a bwisted. grotesque or modernistic
form. However, in the many different existent approaches,
two tendencies in the interpretation of the Ukrainian folk dance
clearly emerged: (1) the vivid theatralization of the folk dance,
aided by the use of virtuoso technique and modified acrobatic
tricks: (2) the careful transferring, onto the stage, of folkloric dance:
examples in their nearly primitive form, Each of these two tenden-
cies was, in its own way, fruitful and perspective, Nevertheless, the
path of theatrical interpretation, as demonstrated by Pavio Virksy's
staging of the “Kozachok,” in the Odessa opera theatre’s produc-
tion of Mykola Lysenko's opera “Taras Bulba,” in the early '30s,
received instant recognition and popularity amon
sraphars and atts o the bl et and gradually laid down
the Ukrainian ten

YU Verkhavymets frst raised the question of creatng  national
ballet in 1919, when he wrote:

“Our ballet, i ever fate decrees its birth, must be national, origi-
nal, and it will become this when the wealth of the folk dance, with
its colourful figures, broad and unbridled conceptional fantasy.
will be utilized, and when it will be overwhelmed by the spirit of
joyful dances and songs, full of boiling energy. cheerful and un-
confined sincerity of the people’s actual life.”
was not until 1931 that this hallel made its appearance. On
April 19, the ballet “Pan Kanyovsky.” music by Mykhailo Ve-
tykivsky, libretto by M. Verykivsky and Yu. Tkachenko, was pro-
sented on the stage of the Kharkiv opera theatre. From the very
outset, a complex problem faced the choreographer, V. Lytvynen-
ko. How to combine the seemingly incompatible stylistic features
of the classical ballet and the folk dance, and thereby create a
Ukrainian national ballet on the basis of classical choreography?
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To help resolve this problem, Lytvynenka, who was well versed in
the classics, brought in Verkhovynets, the specialist in the field of
i .

lish a strong classical base, while Verkhovynets sought folkloric
authenticity. A unified approach was finally adopted, and Lyt-
nplemented many of Verkovynets” suggestions regard-
ing particular steps. arm positions and figures.

in the spring of 1935, the All-Union Organization of Cultural
Relations with Foreign Countries received an invitation from the
C C fthe First Infernational Festival of the
Folk Dance del to Londen, st
of the T.H. Shevchenko Kiev opera and ballet theatre, Leonid
Zhukov, was given the responsibility of organizing a dance group,
which would represent the Ukraine at the Festival, V, Ver-
Khovynets was invited 1o assist, and worked with the group for
nearly two months. He taught the artisis how to conduct them-
selves in the folk dance, and brought to their attention the proper
positions of the arms, body and legs, as well as the relationship
between partners in the dance circle. These professional dancers,
ballet artists from the Kiev and Kharkiv opera theatres, were ex-
pected to demonstrate the Ukrainian folk dance in all its beauty.

‘The completed dance consisted of twa main segments. The first
segment, which was choreographed by Verkhovynets, was in the
form of a“three-part Hopak"; a men’s dace, a women's dance and
finally, a combined Hopak. The second segment was staged by
Zhukav in the form of a fiery and tempestuous finale in which the
dancers demonstrated their virtuosity. Both sections were com-
bined to create a harmonious entity.

This Ukrainian dance group received the Festival's First Prize,
and their dance became known as the “Londonskiy Hopak.” As
Oloksandr Sobol, one of the original participants, later recalled.

... The success of the “three-part Hopak " was entirely justified,
because it was demonstrated by a dance group which was the first
choreographic group to raise the performance of the folk dance o
such a high professional level. This catly influenced the
future development of our country's folk dance art in that it pro-
vided the incentive for the creation of folk dance ensembles.”

er the success of “Pan Kanyovsky,” in 1931, which should
have called forth the creation of more new national ballets, many
vears passed before the ballet theatres agein enhanced their reper-
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toire with a Ukrainian ballet. However, alangside the classical
ballet, the Ukrainian mnc sioge dance continued to develop on the
the

b
ational aporas, “Zaporozhat za Dusayem. Natalka Poltava’
and “Taras Bulba."

Developing the principles of the folk-stage dance, through the
toseeanluen of fbpbiol gl el fidmton P
Virsky and Mykaol; ly staged
in the opera “Zaporozhets za Dunzvem in 1936, ln lhc program
notes of this production, they explained their approa

‘he individual is represented mnnuonul]v in lhe i i

therfor.in saging o dances, wo turned ous partcularattntion
an!mmn

of the’ Ukmmmn folk dance's creative and stylistic: spnrmcs Folk

primitivism has been passed through the prism of vivid theatrical

emphasis ... We received a great deal of assistance from Ver-

ovynets, the expert of Ukrainian song and dance, a
the masters of the Ukrainian dance and artists of the theatre, Byelov
and Sobol, wh rendered periclar usistance with ther ex-
‘perience in the at of using the sword in the danc

n their search of a new choreographic Innguage for the Ukrain-
ian folk-stage dance, the choreographers and ballet-masters of the
country infused their dances with graphic theatrical and technical
elements from the classical and contemporary mepertoire. Ver-
Khovynets opposed many of these tendencies, and declared in
1936

Thatpeiod hasnow arived, i working with th ol danc: o
demonstrate the primitive dances in their original beau
the same time to etin and sylze the smaller, o et dan
scenes, folk games, spring games, weddings, etc.”

In 1935 the Flsl Folk Dance Festival was held in Moscow
with the participation of over 40 national groups. As  direct rosult,
the first two professional folk-stage dance ensembles were organ-
ized in 1937: the State Folk Dance Ensemble of the USSR under the
direction of Igor Moiseyev, and the State Folk Dance Ensemble of
the Ukrainian SSR directed by Mykola Bolotov and Pavlo Virsky,

The development of the folk-stage dance accelerated for many
reasons, not the least of which was the primary concept behind the
formation of the two professional ensembles. This concept is per-
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haps best described by one of the founders, Igor Moiseyev, who
wrole in 1937

“Itis the purpose of the ensemble to create classical examples of
the folk dance, 10 screen it of dross and everything alien, to elevate
the performing skill of folk dancing to a high artistic level, to
develop and perfect & number of the old dances and creatively
influence the formation of new ones.
rsuing two paths. Firstly, the path of creative, inter-
pretation based on the extant folk dance with its definite plot.
accepted forms and traditions. Secondly, we are creating new

the idea and theme alive in the folk song. We give the folk play and
sgpalie rhnrsﬂglap]m exprossion.
same time we are striving to embody contemporary

T b
This basic u‘]m‘l ht'mmP the force behind the development of the
o

N. Sheremetevskaya expanded Moiseyev's concept further:

process 5
the dance, the idea and thought behind it, the cnditions tht
rought i ot eing, and the way o e tha shaped it

the nalum uf
e e
intricate process of its formation is not et finished, that the idea
bebind it has not vet been fully conveyed by its expressive media,

by its movement and imagery, that the dance has not yet achieved
the perfection for which the people have been striving.

Years may pass, and perhaps even decades, before the people
can polish and enrich their creation. But the artist who has made a
thorough study of the character and the lfe of the people can and
must apply his talent, his creative imagination to accelerate that
complex process. The ballet-master thus engaged will have to
surmount considerable difficulties: he will have to make a pro-
found an: of the dance and gauge its me:mmg m- will have to
capture all the shadings of national emotion in understand
e charctoe el atylo Like n s s s s sl 1o
recognize the most floeting signs, to penetrate to the soul of the
people and thus reach the source of the dance.

“Itis only then that the ballet-master is justified in staging a folk
dance, only then that the dance will really come fo be part and
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parcel of the: people, though he has not made a photographic copy

Gathfuly seproduc «m,..uuu-nmmm«msand imagery of the dance
o, The

the frles nnr,hsd by antistic imagination and usher it i

oitsown

With the lounding of the first twa professional dance ensormb

ps
dance assumed constantly increasing importance. in ot v
already hecame a viable stage art form. More and miora amateur
groups, following the path of the professional ensembles, entered:
the arena of creative choreography. Some dance groups, due to the
lack of qualified instructional personnel, by-passed the analytical
process and staged dances devoid of logical progression and
development of traditional elements. One of the more comman
examples of this tendency, were the numerous, varied stagings of
the Hopak, featuring the combination of individual elements and
figures of completely different, unrelated genres into one, single
choreographic spectacle. Others, superficially adapted the process
of natural inter-relationship betsveen the cultures of different na-
tions. and inserted unknown or uncharacteristic elements into
traditional forms.
However,on the posiiv sid, the professional groups gratly
influenced the amaour groups in one very important area — tec}
For

hadl received all of their formal training in the classical dance, and
who had already staged classical and contemporary ballets, were
dirctly partiipating in,and guiding the creative direction of the
Virsky. Bolotov.
Mnm-\ypv and others,saw the oo 0 s th echnicl ol of
o o el Lo
stage dance’s training program

In 1939, during the commemorative year honouring the 125th
Anniversary of the birth of Taras Shevchenko, wark began on the
production of the second Ukrainian national ballet. The ballet
“Lileya," music by Konstantin Dankevych, libretto by Vsevolod
Chahovets, and choreography by Halyna Byerozova, was pre-
miered on the stage of the Kiev state opera and ballet theatre in
August. 1940, and proved to be a milestone in the development of

i Ukraini 1 ballet,




Halyna Oleksiyivna Beryozova received her training in the
Leningrad School of Choreography as a pupil in the class of the
world-famous authority and teacher of Russian classical ballet
Agrippina Vaganova. In 1937, Beryozova assumed the position of
head ballet-master and choreographer of the Kiev opera and ballet
theatre, holding this position until 1931, She successfully staged
many ballots from the classical repertoire including Tchaikovsky's
leeping Beauty.” as well as o number of
oalafipteacy llos, D this period Beryozova became a seri-
s Eivvalfpitiastudant ot Ukrainjan olk dance.

in “Li menstaling o unigue aent o cratve insight
and sansiivty, Beryozava uilized ber solid classical background

d knowled folk distinctive
choreographic language. She Pl elements of
the classical dance to conform with the traditions of Ukrainian
choreographic art, which she had intently loarned from V. Ver-
khovynets and in direct consu ltation with M. Sobol. [gor Belza, the
itcand historian. wroto in 1940

B, a was ab h

of anvmpnmrv ballet's complex technique with the poetical ex-
pressiveness of the Ukrainian folk dance, and the result of this
union was entirely justified.”

Thus, in “Lileys,” we witnessed the fresh breath of the folk
dance, with its original interpretation, giving birth to new dance
forms, necessary for the embadiment of national themes and
images.

'he emergence of other professional and amateur groups, led by
talented instructors and choreographers, greatly enhanced the
further development of the folk-stage dance. In 1943, in the city
of Kharkiv, the now famous Ukrainian Folk Choir, conducted by
Hryhoriy Veryovka, was founded. Consisting mainly of amateur
performers recruited from village and town, the ensemble estab-
lished a unique format of song, music and dance that closely
followed the traditional forms of the Ukrainian people. The first
choreographer-instructor of this group was Oleksander Dmytren-
o 4 .

numerous song-dance works. One of his most popular creative
efforts was the dance set to the song “My Girl from Pereyaslav."
Within a few years he was succeeded by Leonid Kalinin, who
further developed the repertoire of the dance group successfully
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staging such dances and scenes as “Kozachok," “Marena” and
"Zaporoahtal.” I ho 19605, the position of choreographer was
held by the versatile Lydia Cherneshova, At the present time, the
dance director is O, Homy
Many groups were formed during the war years (0 entertain the
troops. Most of them dishanded with the end of the war, but ane
that continuedto peorm until 1951 s the Ukssinan Song and
Dance Ensemble led by artistic director Lydia Chemeshova, Al
though the nsouTiS it Sty b s K s i
stage b of ery ffecive and innovativ song-danca con-
excellent adapta-
tion to the humrous folk song “Oy, dub, duba” (“Oh, the Oak”)
The most prominent position among the professional groups is
Held by the State Dance Ensemble of the Ukrainian SSR. As men-
tioned earlier, it was organized in 1937 by M. Bolotov and P.
Virsky, but was dwbauded in 1941 with \Jw outbreak of World War
11 Tho Lk of crganizing the group sgein in 1951 was given 1o
Lydia Cherneshova, Tt )m fnllu\\ ing year, Vakhtang Vronsky, of the
Odessa opera theatre became the artisic director and remained in
this post until 1955, when Pavlo Virsky was again called upon to
lead the group, which he did up to his death in 1975. His place was
taken, for atime, by Kim Vasylenko, but the ensemble is now under
the direction of Myroslay Vantukh.
1t was during P. Virsky's period of leadership that the group
reached the unprocedented heights of both artistic and technical
development. Virsky was the unequalled master of the folk-stage
dance. His greatest talent lay in his ability to take a folk dance,
whether traditional or contemporary, and adapt it in such a way as
1o retain the primary essence of the people’s creativity. He did not
limit g i but readily pr
y cheractartc scanesfrom Ulislan Ml Combining yr
Vit s, ety st bl exuberance i the simplesi
elope this
form into a compelling vehicle of choreographic expression.
Characterizing his work with the ensemble, Virsky wrote in 1956:
“ .. the main principle of our work is not just to copy ethno-
graphic patterns of national dances, but 1o give them creative
interpretation and enrich them The close ties we have with
national folk art have determined the style of our company and
have developed its original artistic manner of performance which
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clearly shows our aspiration o creatively combine the national
form of dance with the achiovements of classical dance school,
which brings high technique of performance and harmonious
beauty of prosentation.”

Through his dances and scenes Virsky demonstrated his ability
to capture the emotional and croative diversity of the Ukrainian

Among the many amateur groups which displayed an affinity to
the folk-stage dance, three are worth singling out. Because of their
direct identification with the customs and traditions of a specific
rogion
The “Yatran” Dance Ensemble, of Kirovohrad, s arganized i
1949, and has been successfully led since 1957 by its artistic
director Anatoliy Krivokhyzha. Krivokhyzha has, by studying the
history of the Kirovohrad region, searched out and effectively
recreated a rich heritage of games, songs and dances. Particularly
well dons s the grous's presenat

in the suite “Yatran Games'
' Coraflonwees"). The second gou to cevelop # stiler
approach is the “Dnipro” Dance Ensemble from the city of
Dniprodzerzhynsk. Although organized before the Second World
War, it began its innovative work in 1947 with Kim Vasylenko. A
very vigorous exponent of the folk-stage dance. Vasylenko has
written numerous books, pamphlets, articles and critiques on this.
subject, including a thesis for a candidacy in the Ukrainian
Academy of Sciences, He has put his extensive knowledge to
practical use as well, creating many dance suites and scenes
comprising dances collected in the surrounding Dnipropetrovsk
region. Some of these dances, such as “Melelytsya” and
“Obzhynky” (*Harvest”), have been published and subsequently
staged by other groups. The folkloric-ethnographical ensemble
“Vesnyanka" was organized in 1959 in the Kiev State T.H. Shev-
chenko University by Volodymyr Nerodenko. First as a student in
the geological faculty and then during his post-graduate studies,
Nerodenko combined the dance group and the choir of this faculty
10 stage his composition “Nich na Ivana Kupala® (*On the Eve of
Tvana Kupala”), and other choral-chareographic scenes. Differing
from the first two groups mentioned, the “Vesnyanka” Ensemble
does not confine itself to one region, but has broadened its base to
clude the dances from the western Ukraine as woll. It i also ono
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of the few amateur groups that has successfully combined vocal
and dance elements into @ unified form, creatively portraying this
traditional concepi

The folk-stage dance also influenced the development of dance
personnel. In the beginning, the professional ensembles had to
abtain their dancers from amateur ranks but, with an increasing
need for more highly trained dancers, they gradually established
studios and initiated their own training programs. The Kiev School
of Choreography became one of the important sources for dancers.
Immediately after the Second World War, the school, under its
director Halyna Beryozova, set up a special program for the instruc-
tion of folk dancing. It alsa established experimental classes for
voung talented dancers, mostly teen-agers, who had already pas-

d the requirement age for admission to the school

Upto the Second World War, many of the stage dances retained
their folkloric character, but later, beginning with the early '50s,
original choreography dominated the concert repertoire. The new
generation of choreographers, led by Kim Vasylenko, Lydia Cher-
neshova, Leonid Kalinin, Anloliy Kryvokhyzha and ofhers, ox-
panded th by

tic art. They continued to base their creative concepts on the
history, customs and traditions of past and contempor
at the same time, further developed traditional steps and move-

ryvokhyzha's dance suite, “Yatran Games,” effectively por-
trayed the ritual dances and games performed on the Eve of Ivan
Kupala in the region bordering the Yatran river. He successfully
created a unified spectacle by utilizing the most characteristic
episodes of this traditional festival, and showing its effect on the
participant

Some choreographers employed one specific event as the basi
for their theme, One such custom was used by Kim Vasylenko in
his dance “Chervona Kalyna” (“Red Cranberry"). As a symbol of
her undying love a girl presents her boyfriend a sprig of cranberry.
Around this custom, Vasylenko created a tender and lyrical
atmasphere, portraying the gentle relationships prevalent among
young couples of a bygone era

Large dance scenes, related to the thematic-folk form, a
‘more frequently on the concert stage. They cease to be limited by

use of ily utilize
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Classcal and caracir dance movements.as wellas pantomie
dramatic. illustrative and non-dance elements. Pavo V

mastr of this dance form s witnesed by hi *Zaporozhta’ and
“Lyalk

In “Zaporozhtsi irsky utilized two characteristic episodes
from the life o the historic Cossacks to establish his choreographic
composition. The first part graphically portrays the technique and
discipline required in learning the use of the lance. Although no

ince movements are employed in this section of the scene the
heroc Commck characta s eablished i diretand fopeis
manner. In sharp contrast to this dramatic e s
Ecpine elb 3 e s sl bvids g Flomioais et
capades quickly develop into spontancous dance and the entire

e ends with some of the most exhilarating, technically
demanding, and virtuostic movements found in the Ukrainian
men's dance,

“Through his extensive knowledge of the popular folk puppet
theatre “Vertep," Virsky created a unique chareographic voca-
bulary for his humorous dance-play “Lyalky” (*Dolls"). By having

e three dancer-actors perform all sieps and movements in an
angular doll-like manner, complete with appropriate costumes and
makeup, he artistically recreated the uniqueness of this age-old
puppet drama

Of all the stage dances performed today it s in the traditional
form that we find the greatest retention of folkloric elements and
dance tradition. Into this caogory fll he *pobutovi” (ocil
dances “Hopak " and others. Some are created
through a o ot T s At an St
elements of a specific dance from one definite region while other
dances, no longer extant, have been resurrecied through research
and study. Nearly all folk dances are in one way or another mod-
ified and adapted. without disturbing their dramatic and basic
external composition. for the purpose of creating a suitable stage
performance.

a

dances in

the word, Tl
in the traditional folk dance. It is the choreographer's creative
ability, through his selection and utilization of appropriately de-
riptive material in developing his ideas, or in his talent for artistic
adaptation that will determine the success or failure of his work
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Only by establishing a sound base of the most characteristic and
explicit folk elements. including steps, figures and structure, will
krainian life.
After the Second Warld War, composers and (hmeuxmphevs
conlinus cresting more natonal baneu beginning with the
miere of “Lisora pisnya Song"). based on a story of i
tama. nama by Losy. Ugainka, mushc by, Mykhayle Skorlsky,
libretto by Natalya Skorulska (daughter of the composer) and
on Kievoperain
1946, This was quickly followed by the staging in 1951 of A
Svechnikov's "Marusya Bohuslavka with libretto by N. Skorulska
and V. Chahovets, and choreography again by S. Serheyev. The
same year, in the city of Lyiv, the ballet “Khustka Dovbusha”
(“Dovbush’s Kerchief") was presented, with music by Anatolly
Kos-Anatolsky. libretta by P. Kavynyev, and choreography by M.
Trohubov. Based on the legends surrounding the folk hero Oleksa
Dovbush, this s the first hallet to utilize the dances of the Hutsuls
from the westem regions of the Ukraine. In 1957, again in Lviv,
another of Kos-Anatolsky’s ballets is staged. “Soychy
(“The Jay's Wing"). with libretto by O, Herunovych, and choreo-
graphy by M. Trehubov. is based on a story by the great Ukrainian
classicist van Franko. In the city of Donetsk, in the same year,
Nikolai Gogol's “Sorochynsky Yarmarok” (*Fair in Sorochynsk”)
is produced, with music by V. Homolyaka, libretto by B. Tayirov
and B. Kamenkovych, and choreography by M. Trehubov. Finally,
in 1960, lhr .\:cnmi ballet to portray a Hutsul theme, “Tini
zabutykh predkiv” (*Shadows of our Forgotten Ancestors"). bas
on the story by ‘Mykhailo Kotelubynsky, was put eninbyy; vith
music by the young composer V. Kyreyko, libretto by
tsiubynsky and N, Skorulska, and choreographed Iw'I Romunnva
The sacial and thematic folk dances continue to develop in the
sillagos and towns. Although thei main expression s now gener-
um found in

continuad ta follow traditional paths, the thematic dance has
begun to reflect contemporary life. This can be seen in the dances
*Na kukurudzyanomu poli” (“In the Cornfield") from the town of
Baryshivka, Kiev region, and "Rukodilnytsi” (“Embroiderers")
from the town of Reshetylivka, Poltava region. Both dances were
later staged by P. Virsky with his ensemble, Some of the social and
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thematic dances to be recorded in the past 20 years are
“Hrechanyky" ("Buckwheat Cakes") from the village of Hlush-
kakh, Kiov region; “Kokhanochka (“Sweetheart”) from the village
of Bolotne, Kiev region: “Harnenka molodychka™ (*Pretty Young
\'v"l ") from the \A\Wl’\ of Mahduhnukﬂ Hmpmu?mn:k mgmn,
om the village of izhya reg.
ion; and “Subota’ ( “Saturday il‘mm \he\xlldg» ot Soaten.
etska, Cher i e
dances still pnpllll\lamnng the people today.

‘The devlopment of the stage dance and the national ballet has
had a profound effect on the folk dance. Since the 19205, and
especally in the past 35 vears.the stage dance his becoms the

i
folkloric a h with a consc wu\l\ creative attitude of in-
ovaios. Hoe imdiveiual chrstmrapas, fopaer w
fessional and amateur group, have become the moving force in
establishing this mode of chorcographic expression. At the sami
time, the national ballet, Uuaugh its combination of classical aml

Ik d

e pro-

the dancer. s esultof the classical dance'scarelly gra\]uz\zd
training program, the folk dancer has developed into an aticulate
performer, who has attained the technical and artistic level of the
ballet dancer in mobility, virtuosity and expressiveness of move-
ment,

In this section I have attempted to describe some of the more
important highlights in the development of the Ukrainian folk
dance and folk-stage dance. Although, it cannot be regarded as a

chapters, produce a clearer picture of this diverse and exciting art
form. As we have seen, the folk dance has reflected the beliefs,
apimlon s aaos of oy Aol poples It ey, there-

the

m!k s without knowing the complete history n“hep« pl nor
n one expect to understand a people without acknowledging
{hiscrativs expression . miwor o tis hisory
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SECTION Tl

BASIC STEPS OF THE UKRAINIAN
FOLK DANCE

Hundreds of steps have already been recorded and catalogued by
various ethnographers, researchers and choreographers. Many of
steps are of recen oigin, others have thei beginnings n the
doep past. Th
regarded as the basic and Iumlamemal movements of the Ukrain-
ian folk dance we know t
Al ol art farms contimualy devolop and from the time Verkho-
vymets'first book appeared the folk dance has gone through many
changes, especially in the manner and character of performance.
“This in turn has been reflected in the steps which have acquired a
rmore vibraatand volaile quliy, The ollowing dosceiptions con
tain only the basic movements and may serve as the foundation
upon which a comprehensive dance vocabulary can gradually be
uilt
‘The question of nomenclature poses a much different problem.
Verkhovynets mentions in his book that as a result of his research
e was only able to uncover the names of some eight steps and
himself. Many of dinuse
% ms day: “tynok,” “vybyvanets,” “pletinka,” “kruzhaltse” and
preatisns .e;hmwduan, been replaced by others:
/Al\fnhu\' krok” iy krok" and " pokhid tankoviy
skladaniy’ bty “eotryaly oo
Tho majority of names clearly indicae cther tho nature and
character of the step or the ue of performance:
“bihunels” comes from the word “bihaty’” — to run, while “pot-
riyniy prytup” translated means “triple stamp.”

thes
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A d instructors, influenced

ity between ballet movements and folk 5,
employ ballet terms, such as: “pas de basque'” instead of “tynok""
ot pas da bous” n place o persstupannya'. Anothe pracic
which hasits folk d ‘
nd e i i et dcnrlpluz Pnghsh phrases as: *lame
step" instead of “dorizhka", or it leap" for “Lastivka™. In my
Vi, tha ahota mantionie préctices o 11 o aedertasding
the essential character of the Ukrainian folk dance. In addition,
highly developed and complex art form, such as this, should not be
required to tolerate a mechanical or superficial approach.

1 have used the most popular names in use today and have
included any other names by which the particular step was. or is
n. The name will be given in Uksainian and in the phonetic
transcription. Following this, ll other names will be listed in their
phoetic transcriptions only. The initial name will also be trans-
lated.

Each step's descriptive portion will be broken down in relation
to bar(s) of music as the particular step is normally performed. In
addition, the musical time signature will be shown (2/4, efc.)
followed by the count used in establishing the thythm. Mention
will be made stating whether a step is performed by a girl, boy or

th.

Thie e hive b i y
technique or specific relationships; “tynoks," “bihunets.
*“dorizhkas," etc.

Arm positions are not indicated in the step breakdown unless
tegral part of the step: “prysyadka z udarom po
“prysyadka, hitting the boot-top". There are many
different arm positions that can be used with any one step by
individuals, couples or larger groups. All the basic arm positions
will be listed and fully described with corresponding illustrations
stihend ofthis seaon When leamirgthesteps o f e mare
mmon positions that can be used are: (1) hands on the hips with

st clenched, (2) s srechad pt 1o the s
“The following character dance positions are included to enable
the dancer to assume the proper preparatory position indicated for
each step. Dancers who are familiar with classical ballet will note
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the similarity of foot placement but without the extremely tumed-
out pose. Although 6th position does not appear in classical ballet
itis frequently found in folk dancing.

1. NPOCTUA TAHUIOBANbLHUA KPOK

PROSTIY TANTSUVALNIY KROK

(Simple dance step)

a) Prostiy khid

b) Zvychayniy krok

¢) Zalyotniy krok

d) Pokhid tankoviy zvychayniy

2 steps to one bar of music — 2/4 time — count: 12

3 steps to one bar of music — 3/4 time — count: 1-2:3

Performed by both girls and boys

Feetare in 1st position

and — (before 1st bar of music) — Take astep forward with right
foot, toes pointed and leg straight.

one — Step onto toes and then heel of right foot, transferring
weight onto right foot. Raise heel of left foot with knee
slightly bent,

and — Take a step forward with left foot, toes pointed and log
straight,

67




two — Step onto toes and then heel of left foot, transferring
weight onto lef oot Raiso hm of right foot with knee
slightly bent.

and — Repeat step beginning from “and —one.”

. MOTPIAHMA KPOK

POTRIYNTY KROK (fig. 1)

(Triple step)

a) Pereminniy krok

b) Zminniy krok

¢) Pokhid tankoviy skladaniy

d) Pokhid tankoviy skladniy

15tep to one bar of music — 2/4 time — count: 1-and-2

1step to one bar of music — 3/8 time —count: 1

Ferrsed by mu\ hgirlsand boys

Feet in 1t posi

and—lbefurplsl barof music) —Take astep forward with right
foot, toes pointed and log straight.

one — Step onto toes and then heel of right foot, transferring
weight onto right foot. Raise heel of left foot with knee
slightly bent

and — With heel raised and knee bent, place left foot beside
right foot, with left toes by right heel. Right leg remains
straight

0 — With toos paintod and. |E‘g :nalgh( take a short step

d

and — Repeat ap heg.\nmng hmm 40 o starting, wifh
left foot




3. NOTPIAHUA KPOK HA3AR

W)TRI\\I\’ KROK NAZAD

(Triple ds)

a) PPIEIIIIHH“ krok nazad

b) Zminniy krok nazad

<) Pokhid tankoviy skladaniy nazad

1 step to one bar of music — time — count: 1-and-2

1 step to one bar of music — 3/8 time — count; 1-

Performed by both girks and boys

Feet in 1st positior

and— tbfors 15t ba of music) — Tako  short tep backwards
with right foot.

one — Step onto toes and then hm| of right foot, transferring
weight onto right foot. Take step backwards with left
f

oot

and — Step onto toes of left foot placing them beside heel of
right foot. Left knoe is bent while right leg remains
straight. Take a step backwards with right foot

two— Step onto toes and then heel of right foot, transferring
weight onto right foot. At same time extend left foot
forward with s pointod and g ght.

and — Repeat step beginning from — one” taking a step
backwards with left foot.

4. NOTPIAHUA KPOK AKLEHTOBAHWA
ITOVANIY

ed)
a) Pokhid skladaniy akisentovaniy
b) Pokhid skladniy z prystukom
— 2/4 time —count: 1-and-2

Feet in Ist position

and — (before 1st bar of music) — Take a step forward with
right foot, toes pointed and leg straight

one — Step onto toes and then heel of right foot, trans-
forring weight onto right foot. Raise heel of left
foot with knee slightly bent

and — With heel raised and knee bent, place left foot beside
right foot, with left toes beside right heel. Right leg
remains straight
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two — Taking a short step forward with right foot, stamp with

right foot. Transfer weight onto right foot.

and — Repeat step beginning from *‘and — one” starting with
left foot.

KOMUCAHHA

KOLYSANNYA (fg. 2)

(“kolysaty” —to rock)

1 step to one bar of music — 2/4 time — count; 1-and-2

1 step to one bar of music — 3/8 time — count: 1-2-3

Performed by both girls and boys

Feetin ard position, right foot in front

and—(bafors 18 b o saual) — Taka & step forward with
right foot, toos pointed and log stra

one — Step onto toes and then heel for ngh( foot, transferris
weigh( ontoright foot. Raise heel of left foot but keep e

and — Wi toes pinted and log stragh, move lf foo along
Hloe 18 o, outto the left and forward. At same
e, log traight, rise

i

two — Lower right heel onto floor,still keeping leg straight. At
same time, place loft foot, with knee bent, onto toes with
raised heel over toes of the right foot.

and — Repeat step beginning from “and — one” starting with
left foot

D

o) :

_!‘:J

7L
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6. MPUCYBAHHA

PRYSUVANNYA (fig. 3)

(to draw near)

a) Prysuvannya zvychayne

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in bth position

and — (before 1st bar of music) — Take a step forward with
right foot, toes pointed and leg straight

one — Step onto toes and then heel of right foot, transferring
weight onto right foot. Raise heel of left foot with knee
slightly bent.

and — Bring left foot forward, with knee bent, brushing left
heel against heel of right foot. Continue moving left foot
forward pointing toes and straightening leg

two — Step onto toes and then heel of left foot, transferring
weight onto left foot. Raise heel of right foot with knee
slightly bent

and — Bring right foot forward, with knee bent, brushing right
heel against heel of left foot. Continue moving right foot
forward pointing toes and straightening leg. Repeat step
beginning from “one.”

g3

7. NPOCTHA BIr
PROSTIY BIH
(Simple running step)
a) Tantsuvalniy bih
b) Lekhkiy bih




2 steps to one bar of music — 2/4 time — count: 12

3 stepsto one bar of music — 3/4 time — count: 1-2-3

Performed by both girls and boys

Feet i 6th position

and — (before 1st bar of music) — Take a running step forward
with right foot, loes pointed and leg straight.

one — Step onto toes and then heel of right foot, transferring
weight onto right foot. Raise heel of left foot and knee
slightly ben

and — Take a running step forward with left foot, t
and leg straight

two — Step onto toes and then heel of left foot, transferring
weight onto left foot. Raise heel of right foot and knee
slightly bent.

and — Repeat step beginning from “and — one.”

s pointed

obtain a smooth transfer of weight from one foot onto the other.
‘This will also h!lp in achieving a continuous forward motion.
‘There should be minimum of up-and-down body movement.

“BIHUNETS"

‘The most important of all the 'na\'a]hng e and s\lsn one of
the most popular, is the “bihunets” orb " —to
run). Whether the dance isa "Hupnk‘ "kuuchnk or even a
whirling “Metelytsy s the “bihunets” which rapidly carries
the dancers from one Egum to the next, and yet it demonstrates its
inherent lyrical quality in the graceful “Pleskach,” bringing forth
all the beauty and vivacity of the girls' Ukrainian dance.

8. 5IF'YHELbL

BIHUNETS

(“bihaty” —to run)

1 step 1o one bar of music — 2/4 time — count: 1-and-2

Performed by both girls and boys

Feet in 6th position

and — (before 1t bar of music) — Take a long running step
forward with right foot, toes pointed and leg straight.
Raise heel of leftfoot.

one — Step onto toes and then heel of right foot, transferring
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weight ontoright foot. Bring left foot forward, with knee
bent, past right foot. gradually straightening knee and
pointing toes. Take a shorter running step forward with
left foot.

and — Step onto toes and then the heel of left foot, transferring
weight onto left foot, bending knee slightly. Bring right
foot forward, with knee bent. past left foot. straightening
knee and pointing toes. Take a short running step for-
ward with right foot.

two — Step onto toes and then hm ofright foot, transfering
weight onto right foot, be ce sligl

- Fapeal sr beglnlg o ma ot
left foot.

tarting with

Body should be leaning slightly forward so as to keep a
nstant and smooth forward motion as well as to aid in
transferring weight from one foot onto other.

BIFYHELb PO3LWWPEHWA

BIHUNETS ROZSHYRENTY

(Expanded “bihunets”)

1 step to two bars of music — 2/4 time — count: 1-and-2,

1-and-2
Performed by both girls and boys
Feet in 6th W’l\l"“
1t bar: To he oxactly as described in “and. d-two”"
of step No. 8 “BIHUNET!
2nd bar:
one — Step onto toes and then heel of left foot, transferring
weight onto left foot and bending left knee slighly.
Bring right foot forward with knee bent and take a short
running step.
and —Samp with rght oo, transfeing weight cnto it and
bending knee slightly. Bring leftfoot forwand with knee
bent and take  short running step.
two — Stamp with left foot, transferring weight onto it and
nding knee sligh
and — Repeat step as described in 1st and 2nd bars.
The two stamps on “and — two" of 2nd bar should be
sharply accented.
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10. BIFYHELb 3 NEPEXPELIYBAHHAM HIC

7 PEREKHRESCHUVANNYAM NIH

(“Bihunets” — crossing the foet)

1step to one bar of music — 2/4 time — count: 1-and-2

Pl iy otk el byt

ot in 6th position

bk (before 1st bar of music) — Take a long running step
forward with right foot. toes pointed and left straight
Raise heel of loft foot.

ane — Step onto toes and then heel of right foot, transferring
weight onto right foot. Right knee slightly bent. Bring
left foot forward, with knee bent, past right foot,
straightening let and pointing toes. Take a shorter
running step forward with left foot.

and — Place left foot in front and slightly to right of right
foot, transferring weight onto left foot. Take a short
step forward with right foot.

two — Place right foot behind and slightly to left of left foot,
transferring weight onto right fool

and — Repeat step beginning from “and — one” starting
with left foot.

11. BENUKWA BINYHEUL

VELYKIY BIHUNETS

(Large “bihunets")

a) Bih z pidstrybuvannyam

1 step to one bar of music — 2/4 time — count: 1-and-2

Performed by boys on

Feet in 3rd position with left oot in front

and — (before 1st bar of music] — Take a long running step
forward with left foot onto toes and then the heel
going into a “demi-pli¢” (bending left knee). Ener-
getically push off left foot and kicking right foot up
and forward make a high leap up an
Stretching right leg out bring left leg up., bent at knee
and turned outwards and quickly straighten left leg
forward with toes pointed.

one— Land on right foot, first onto the toes and then the
heel, bending knee. Left leg is still extended forward
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with toes pointed. Push off right foot and take a long
running step onto left foot.

and — Step onto toes and then heel of left foot, knee slightly
bent, transferring weight onto left foot. Take a long
running step forward with right foot, toes pointed and
leg straight.

two — Step onto toes and then heel of right foot, transferring
weight onto right foot and going into a “demi-plié
(bending right knee).

and — Repeat step beginning from “and — one” starting by
kicking left foot up and forward.

“TYNOK"
‘The word "tyn” means — a fence or hedge, and “tynok” —a
little fence or hedge, and therefore, this family of steps can best be
characterized as “jumping over a littlo hedge”, which was what
Verkhovynets probably had in mind when he gave the step this
name. The main movement of these steps is the jumping sideways
from one foot onto the other and the dancer would be wise to
imagine the “little hedge” when performing so as to retain the
correct character
12. THHOK MANMA
TYNOK MALIY
(Small “tynok”)
a) Tynok malenkiy
b) Maliy tynok
1 step to one bar of music — 2/4 time — count: 1-and-2
Performed by both girls and boys
Feet in 3rd position with right foot in front
and — (before 1st bar of music) — Bending left knee slightly,
push offleft foot and kick right foot, with toes point
and leg straight, forward and to right (about 6 inches
off loor) describing an arc in the air.
one—Jump onto right foot (landing about 2 feet from
original position), onto the toes and then heel with
knee slightly bent. Transfer weight onto right foot. At
the same time loft log, with knee bent and toes
pointing down, is brought over (about 6 inches off the
floor) in front of right foot
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and — Place left foot in front of right foot, on the toes with
raised heel over toes of right foot. Left knee is bent and
turned out to the left.

two — Take a small step “on the spot” with right foot: leg is
straight,

and — Repeat step beginning from “and — one’
with left foot.
Note: Both feet must clear the imaginary “hedge.”

starting

13. THHOK CEPEAHINA
TYNOK SEREDNIY
(Intermediate “tynok”)
a) Tynok
b) Seredniy tynok
©) Tynok ubik
1 5tep to one bar of music — 2/4 time — count: 1-and-2
Performed by both girls and boys
Feet n 3rd positon withright footinfont

M,Nu 12"Tyn " except that during the jump to e
i, the oo are brought about 12 inches above flor

14. THHOK BEMWKUA
'YNOK VELYKIY
(Large “Tynok
a) Velykiy tynok
b) Pokhid kozachiy skladniy
1 step to one bar of music — 2/4 time — count: 1-and-2
Performed by boys onl
Feet in 3rd position with right foot in front
“This step is done exactly as described in “and-one-and-two--
of sap No. 12 ~Tynok maliy” except that during the jump to
the side, the feet are brought about 16 inches above the floor.

15. THHOK KO3A4MA HU3bKHA
‘TYNOK KOZACHIY NYZKIY
(Low cossack “tynok”)
a) Tynok z pidnimannyam zihnutykh u kolinakh nih do
dey

76




1

1 step to one bar of music — 2/4 time — count: 1-and-2

Performed by boys only

Feet in 3rd position with right foot in front

and — (before 15t bar of music) — Start from a “demi-plié"
position (both knees bent and turned outwards, on the
toes and heels raised). Push off leftfoot making short,
sharp jump up, raise right foot straight up and to the
right up to waist level with knee sharply bent and toes
pointing down.

one — Land on toes of right foot (sbout 12 inches from original

“demi-plié” position.

left foot up and over in front of right leg to waist level
with knece sharply bent and toes pointing down.

and — Step onto toes of left foot with heel raised in front of
right foot. Both knees bent and turned outwards.

two — Make a small step “on the spot” with right foot.

and — Repeat step beginning from “and-one” starting by
jumping off right foot and raising left foot
Itis important that during the entire step knees are kept
bent. There should be a minimum of up and down
movement of the upper portion of the body.

6. YnNOK KO3A4MA Bucol(nﬁ
KOZACHIY
k“tynol

[Nvgh OS¢

1 step to one bar of music — 2/4 time — count; 1-and-2

Performed by boys only

oot n rd positon witkight ot front

and — (before 1st bar of music) — Both knees are slightly bent.
Puh ol oot makinga hgh jump up, s right
foot straight up and to the right up to chest level with
e gyl bont s ne paineing fown A s
time bring left leg up and over in front of right leg to
chest level with knee bent and toes pointing down

one — Land on toes and then heel of right foot with knee
slightly bent, transferring weight onto right foot. Con-
tinue bringing left foot over in front of right leg.

and — Step onto toes of left foot with heel raised in front of
ight foot

two — Take a small step “on the spot” with right foot.
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and — Repeat step beginning from “and-one” starting by
jumping off right foot and raising left foot.
During this step the jumps should be as high as pos-
sible with both knees brought up to chest height.

BUMAQ 3 BENMKOM TMHKOM B NOBOPOTI

VYPAD Z VELYKYM TYNKOM V POVOROTI (fig. 4)

(Lunge with a large “tynok” in a turn)

a) Prypadannya z velykym tynkom v povoroti

b) Upadannya z velykym tynkom

1step to two bars of music — 2/4 time —count: 1-2, 1-and-2

Performe by boys only

Feet in 1st position

and — (before 1t bar of music) — Bring right foot, with toes
pointed and leg straight, along the floor forward and to
the left describing an arc and crossing over in front of
left foot

1st bar:

one — Lunge onta toes and then heel of right foot with knee
bont, transoring welght onto the righ foo. Body

wll over
raise left leg back with knee bent prriton etaing

two — Sharply step onto left foot, straightening leg and plac-
ing it behind right foot in 3rd position. At same time
raise right leg up to waist level with knee bent and toes
pointing down. Begin turn to the right.

and — Vigorously push off left foot making a high leap into
the air and giving the necessary force for the turn. At
same time raise left knee up to waist level with toes
pointing down. Continue turning to the right.

2nd bar:

one— Completing 360° turn to the right, land on toes and then
heel of right foot with knee slightly bent. Bring left leg
overin front of right le

and — Step onto toes of left foot placing it in front of right foot
in 3rd position.

two — Take a small step “on the spot” with right foot. Repeat

from “and-one” of 15t i

left foot and making a 360° turn to the left
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1 and 2

figd

“DORIZHKA"

‘The origin of the simple " dorizhka" has become obscured with
the passing of time, but it is quite probable that its roots are in the
ritual dances of the ancient past. There exist many variations of the
basic step, but all retain the main characteristic elements: the small
and fine mdlvxdua] foot movements whether done ’urward tothe

n o
“dorizhke." The seris of the stop dons back:

along * npam, ie.
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wards are known today as “Viryovochka (a rope). Verkhovynets
called them “Dorizhka dribna nazad” (“dorizhka” — fine, hack—
wards) and were known simply as “Dorizhka nazad.” The

“Viryovochka" being the more popular of the two will be Tistod

first.

18. OPDKKA MPAMA

DORIZHKA PRYAMA

(Straight *dorizhka”)

@) Dorizhka vpered

b) Dorizhka nanosok.

©) Dorizhka prvama vpered

2 steps to one bar of music — 2/4 time —count: 1-and-2 and

Performed by both girls and boys

Feet 6th position

and — (before 1st bar of music) — Take a step forward with
right foot, toes pointed and leg straight.

one — Step onto toes and then heel of right foot, leg remains.
straight, transferring weight onto right foot. Raise heel
of left foot and with knee bent take a step forward with
left foot.

and — Step onto toes of left foot, knee still bent and place toes
beside toes of right foot in 6th position. Transfer
weight onto left foot. Take a step forward with right
foot, toes pointed and leg straight.

two — and — Repeat step as described in “one-and”"
During performance of the step right leg remains
straight and loft log bent at knee. This step can also be
done using opposite feet.

19. JOPDKKA NPAMA HA3AR
DORIZHKA PRYAMA NAZAD
(Straight “dorizhka” backwards)
steps to one bar of music — 2/4 time — count: 1-and-2-and
Performed by both girls and boys
Feetin 6th position
and — befoo st barof music)—Takea step backwards with
right foot, log straig!
one — Step onto toes and hen ool of right foot, leg remains
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straight, transferring weight onto right foot. Take a step
backwards with left foot and bending knee.
and — Step onto toes of left foof, knee bent and place toes
ide toes of right foot in 6th position. Transfer
weight onto leftfoot. Take a step backwards with right
foot, leg straight
two — and — Repeat step as described in “on
This step can also be done using npposl(e feet.

BOKOBA [IOPDKKA

BOKOVA DORIZHKA (fig. 5)

(*Dorizhka” to the side)

a) Dorizhka

b) Prosta dorizhka

¢) Dorizhka pryama za nohoyu

d) Prypadannya

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in 6th position

and — (before 15t bar of music) — Take a short step sideways
to the right with right foot, leg straight.

one — Step onto right foo, leg straight and toes pointing

ard, Transfer weightontoright foot. Bring leftfoot,

with knee bent, behind right foot.

and — Step ontotoes of eft foot with knee bent and turned out
eft, placing arch of left foot behind right heel.
Transfer weight onto left foot. Take a short step side-

ways to the right with right foot, leg straight.

two — and — Repeat step as described in “one-and.”

“This step can also be done moving sideways to the left
starting with left foot. Any up and down movement
should be kept to a minimum. This st
done by the girls turning “on the spot”
tion doing 1/4 turns to each step to a slow tempo or 1/2

ms to each step (0 a fast tempo. The step is then
called: “Bokova dorizhka v povoroti” (“Dorizhka” ina
turn).
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21. BOKOBA OPDKKA — HOTA BNEPER

BOKOVA DORIZHKA — NOHA VPERED

(“Dorizhka to the side —foot in front)

2 steps o one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in 6th position

and — (before 15t bar of music) — Take a short step sideways

to the right with right foot, log straight.

one — Step onto right foot, leg straight and toes pointing
forward. Transfer weight onto right foot. Bring left foot
with knee bent, in front of right foot.
and —$ i

to the left, placing raised heel over toes of right foot.

Transfor weight onto left foot. Take a short step side-

waysto the right with right foot, leg straight
two — and — Repeat step as described in “on

“This step can also be done moving to the left and

placing right foot in front

B5OKOBA IOPKKA — HOTA BMEPER

HA KABNYK

BOKOVA DORIZHKA — NOHA VPERED NA KABLUK

(“Dorizhka to the side — foot in front on the heel)

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in 6th position

and — (before 15t bar of music) — Take a short step sideways
to the right with right foot.

82




one— Step onto right foot with knee bent, transferring weight
onto right foot. Bring leftfoot, with toes pointing up, leg
straight.totheright crossing overinfrontofrighi foot

and — of left oot with leg straight and toes still
[vmmmg up. Transfer weight onto left heel. Right knee
1l bent. Take a short stepsidewaysto the right with

n;,h(fnnl

two — and —Repeat step as described in “one —and.”
This step can also be done moving to the left cro
right foot in front of the left.

sing

NNETIHKA
PLETINKA (fig. 6)
(from the word " plesty” — to weave or braid)
) Dorizhka p'yana
b) Dorizhka bokova z vynesennyam nohy poperedu i pozadu
1 step to one bar of music — 2/4 time — count: 1-and-2-and
Performed by both girls and boys
Feet in 6th position
and — (before 1st bar of music) — Take a short step sideways
to the right with right foot, leg straight.
one— Step onto right foot, leg straight and toes pointing
Transfer weight onto right foot. Bring left foot
with knee bent, in front of right foot.
and — Step onto toes of left foot with knee bent and tumed out
1o the left, placing raised heel over toes of right foot.
Transfer weight onto left foot. Take a short step side-
ways to the right with right foot, leg straight
two — Step onto right foot, leg straight and toes pointing
forward, Transfer weight onto right foot. Bring left foot
it Knesbeal, bind ight ol
and — d turned out
10 the lef, placing arch of loft oot behind right heel
Transfer weight onta loft foot. Take a short step side-
ways to the right with right foot.
Repeat step beginning from “one.
“This step can also be done moving to the left starting
with left foot.
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BIPEOBOYKA

VIRYOVOCHKA (fig. 7)

(“viryovka" —a rope)

a) Dorizhka naza

b) Dorizhka dribna z pidskokom nazad

©) Dorizhka z pidskokom naza

2 steps to one bar of music — 2/4 time — count: and-1-and-2

Performed by both girls and boys

Feet in 3rd position with right foot in front

and — (before 1st bar of music) — With a small hop on toes of
left foot with leg straight, bring right foot up. toes
pointing down and right knee bent and turned out to
the right, along front of loft leg so that right heel just
reaches below left knee. Then pass right foot behind
leftleg; right knee is still turned out to the right

one— Plao ightfoo o the oss it I sraght bebind
leftfoot in 3rd position. Transfer weight ontoright foo

and— Witk o guall bop cn thetoas o g foot with |e,4

1eft footup
e Sentand tired o e e alang ront ulnghl

leg sothat left heel just reaches below right knee. Then
pass loft oot behind right log; left kne is still tumed
outto the left

two — Place left foot on the toes, with leg straight, behind
right foot in 3rd position. Transfer weight onto leftfoot.
Repeat step beginning from “and —one.”
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25. MOABIAHA BIPLOBOYKA

PODVIYNA VIRYOVOCHKA

(Double “viryovochka")

a) Dorizhka nazad z dvoma udaramy

2 steps to one bar of music — 2/4 time — count: and-1-and-2

Performed by both girls and boys

Feet in 3rd position with right foot in front

and — (before 1st bar of music) — With a small hop on toes of
left foot with leg straight, bring right foot up, toes
pointing down and right knee bent and turned out to
the right, along front of left leg so that right heel just
reaches below left knee. Then pass right foot behind
left leg, right knee is still turned out to the right,

one — Lightly stamp twice with toes of right foot, behind left
foot in 3rd position. The stamps are short, with second
stamp falling on the count of “one.” Transfer weight
onto right foot on second stamp.

and — With a small hop on the toes of right foot with leg
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straight, bring left foot up, toes pointing down and left
knee bent and turmed out to the left, along front of right
le 5o that eft heel just reaches below right knee. Then
pass left foot behind right leg, left knee s still turned
out to the left.

two — Lightly stamp twice with toes of left foot, behind right
foot in 3rd position. The stamps are short, with second
stamp falling on the count of “two.” Transfer weight
onto left foot on second stamp.
Repeal step beginning from “and —one.”

BIPbOBOYKA 3 NEPECTYNAHHAM BNEPER

VIRYOVOCHKA Z PERESTUPANNYAM VPERED

(*Viryovochka' with a step forward)

a) Dorizhka nazad 2 perestupannyam

1 step to one bar of music — 2/4 ime —count: and-1-and-2

Performed by both girls and boys

Feet in 3rd position with right foot in front

and — (before 15t bar of music) — With a small hop on toes of
left foot with leg straight, bring right foot up, toes
pointing down and right knee bent and tumed out to
the right, along front of left leg so that right heel just
reaches below left knee. Then pass right foot behind
left leg; right knee is still turned out o the right

one — Place right foot on toes, with leg straight, behind left
foot in 3rd position. Transfor weight ontoright foo.

and — Take a small step forward with left foot keeping log
straight, transforring weight onto left foot. At same
time raise right foot with knee slightly bent

two — Step back onto toes of right foot, transferring weight
onto right foot.
Repeat step beginning from “and — one"” hopping on
right foot and raising leftlog.

BIPbOBOUKA 3 MEPECTYNAHHAM HA KABNYK

VIRYOVOCHKA L PERESTUPANNYAM NA KABLUK

(*Viryovochka” with a step forward on the heel)

&) Dorizhka nazad z perestupannyam na kabluk

1 step o one bar of music — 2/4 time — count; and-1-and-2

Performed by both girls and boys
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Feet in 3rd position with right foot in front
as described in “and-one” of

all piny
leg straight and with toes pointing up. Transfer weight
onto lefl heel. At same time raise right foot with knee
slightlybent.

two — Step back onto toes of right foot, transferring weight
onto right foot.
Repeat step beginning from “and-one” hopping on
right foot and raising left leg.

2 3 NEPECT

BNEPEQ

PODVIYNA VIRYOVOCHKA Z PERESTUPANNYAM

VPERED

(Double “viryovochka” with a step forward)

a) Dorizhka nazad z dvoma udaramy i perestupannyam

1step to one bar of music — 2/4 time — count: and-1-and-2.

Performed by both girls and boys

Feet in 3rd position with right foot in front

and — (before 15t bar of music) — Witha small hop on toes of
left foot with leg straight, bring right foot up, toes
pointing down and right knee bent and turned out to

i lft leg soth

reaches below left knee. Then pass right foot behind
loft log: right knee is still turned out to the right.

one — Lightly stamp twice with toes of right foot, behind left
foot in 3rd position. The stamps are short, with second
stamp falling on the count of “one". Transfer weight
ontoright foot on second stamp.

and — Take a small step forward with left foot keeping leg
straight and transferring weight onto left foot. At same
time raise right foot with knee slightly bent

two — Step back onta toes of right foot, transferring weight
ontoright foot.
Repeat step beginning from “and — one'” hopping on
right fool and raising lft leg.
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9. 3 MEPECT
HA KABNYK

PODVIYNA VIRYOVOCHKA Z PERESTUPANNYAM
NAKABLUK

(Double “viryovochka™ with a step forward on the heel)

a) Dorizhka nazad z dvoma udaramy i perestupannyam na
abluk

1 step to one bar of music — 2/4 time — count: and-1-
-2

Performed by both girls and boys

Feet in 3rd position with right foot in front

and — one — To be done exactly as described in “and —
one” of step No. 28 “Podviyna viryovochka z
perestupannyam vpered”.

and — Take a small step forward onto heel of left foot keeping
leg straight and with toes pointing up. Transfer weight
onto left heel. At same time raise right foot with knee
slightly bent.

N St ek i o O gl T Rt AL
onto right fool
Repeat step mg.nnmg from “and — one" hopping on
right foot raising left leg.

“PRYTUP” and “VYBYVANETS"

The “prytup’” (to stamp) and the “vybyvanets” (to beat out) are
losaly elatd forms o stamping stps requently used in the
n folk dance. The variations are virtually endless, ranging
St e basic BB sista o comglex symsapsiod shythms The
basic difference between the two forms is that the “vybyvanets
exists as an independent step while the “prytup” is normally
med in combination with another step, usually as an ending
e stamping is done either with the heel. the toes or
with the entire foot
30. NPUTYN
PRYTUP

b) Prybyvka




e

@
8

1 step to ane-half bar of music — 2/4 time — count: and-1
Performed by both girls and bor
Feet in 1st, 3rd or th position
and — (before 1t bar of music) — Bending left leg slightly,
raise right foot with knee bent.
one — Straighten left leg and at same time stamp sharply with
right foot beside leftfoot in original posilion
“This step can be repeated if required as described in
“and —one"" or done with opposite feet.
MOTPIAHUA NPUTYN
POTRIYNIY PRYTUP
(Triple stamp)
a) Prystuk
1 step to one bar of music — 2/4 time — count: 1-and-2
1 step to one bar of music — 3/8 time — count: 1-2-3
Performed by both girls and boys
Feet in 1st, 3rd or 6th position
and—(oefors 1 bt of music) — Banding e log slghty.
raise right foot with knee
one — Shalghhm left leg and alsamr.‘(mw stamp sharply with
ht foot. Raise left foot with knee bent.
and — Stamp sharpl swith eft foot and raie right oot with
knee bent.
two — Stamp sharply with right foot beside left oot in origi-
nal position,
!

NOTPIRHWAA BUBMBAHELD

POTRIYNIY VYBYVANETS

(Triple “vybyvanets”)

1 step to one bar of music — 2/4 time — count: 1-and-2

Performed by both girls and boys

Feet in 6th position

and — (before 1st bar of music) — Bending left leg slightly,
raise right foot with knee bent.

one — Lightly stamp right foot beside left foot, at same time
raising left leg with knee

and — Lightly stamp left foot beside right foot, at same time
raising right leg with knce bent.
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two — Sharply stamp right foot beside left foot, at same time
kick left foot directly out to the left with toes pointed
and leg straight
Repeat step beginning from “and — one” stamping
first with left oot
The stamp on “two" should be sharply accented. in
Contrast to the other “quieter” stamps.

aususmsub 3BUYARHWA — NONTABCbKWA
ZVYCHAYNIY — POLTAVSKIY

(Slmp]s ‘vybyvanets” — from Poltava region)

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in 6th position

and — (before 15t bar of music) — Take a short step forward
with right foot.

one — Lightly fall onto right foot, bending knee slightly. At

me time raise left leg back sharply, about 6 inches off

floor, with knee bent.

and — Stamp sharply with loft foot beside right foot, with
knee bent. Transfer weight onto loft foot. Take a short
step forward with right foot.

two—and —Repeat stepexactly as described in “one —
This step can be done starting with left foot. All stamps.
should be sharply accented

BMBMBAHELIb BUCOKWA HA HOCOK

— AHINPONETPOBCBKWA

VYBYVANETS VYSOKIY NA NOSOK —

DNIPROPETROVSKIY

(High “vybyvanets” on the toes — from Dnipropetrovsk rog-

ion)

2 stepsto one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

I'eel in6th position
— (before 1t lur of music) — Take a short step forward
with right foot

one — Lightly fall i right foot, bending knee slightly. At
same time raise left leg back sharply, about 12 inches
off floor, with knee bent.
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and — Stamp sharply with toes of left foot beside right foot,
with ki Transfer weight onto left foot. Take a
short step forward with right foot
two— and — Repeat step exactly as described in
* This step can be done starting with left luul ’\I]
stamps should be sharply accented.

. BUBMBAHELIb BUCOKHA HA KABNYK

— AHINPONETPOBCHKMA

VYBYVANETS VYSOKIY NA KABLUK —

DNIPROPI /SKIY

(High “vybyvanels” on the heel — from Dnipropetrovsk reg-

fon)

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boys

Feet in 6th position

and — (before 1st bar of music) — Take a short step forward
with right foot.

one— Lightly fall onto right foot, bending knee slightly. At
same time raise left leg back sharply, about 12 inches
off floor, with knee bent.

amp sharply with heel of left foot beside right foot,
straightening both knees, Transfor weight onto heel of
loft foot. Take a short step forward with right foot

two—and — Repeat step exactly as described in “one —
and.” This step can be done starting with left foot. All
stamps should be sharply accented.

and —

BUBMBAHELIb HU3bKUA HA KABIYK
— YEPHIFIBCbKUA
VYBYVANETS NYZKIY NA KABLUK —
CHERNTHIVSKIY
(Low “vybyvanets” on the heel — from Chemnihiv region)
2 steps to one bar of music— 2/4 time — count: 1-and-2-and
Performed by both girls and boys

in 6th position
and — (before 1st bar of music) — Take a short step forward

‘with right foot

one — Lightly fall onto right foot, bending knee slightly. At
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same time raise left !cg back sharply, about 6 inches off
floor, with knee ben

and — Stamp sharply with he o et fot beside right foot,
straightening both knees. Transfer weight onto heel of
lef foot. Take a short step forward with right foot.

two —and — Repeat step exactly as described in “one —
and.” hv\n‘ can be done starting with left foot. All
wampi sboulibe sharply accented.

CTYKAMOYKA

STUKALOCHKA

(*stukaty" — to knock, to stamp)

a) Podviyniy vybyvanets

2 steps to one bar of music — 2/4 time — count: 1-and-2-and

Performed by both girls and boy

Feet in 6th position

one— Stamp sharply twice with righ foot bsids ot oot
n quickly raise left leg, with knee slightly bent

and — l 1gh||v step forward with left foot, and raise right leg
h knee slightly bent.

5t Repeat step exacly as described in “one-and"

“VYKHYLYASNYK"
Althogh the name “vykbylyasnyk s deived from “khylyty”
stop s actually charscerizad by the distincive
i d
then on the heel. The step is dnnob\' il
with others to create a varied series of interesting movements,
38. BUXMINACHMK
VYKHYLYASNYK (fig. 8)
a) Prostiy vykhylyas
b) Kolupalochka
1 step to one bar of music — 2/4 time — count:
Performed by both girls and boys
Feetin 6th position
and — (before 1t bar of music) — Slightly bend both knees.
one — Witha small hop on the left foot, place right foot out to
the right on the toes with heel up. Right knee is bent
‘and tumed into the left beside loft knee.
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two— With a small hop on left foot, turn right leg out and
oo it on hel with toe polning up and g steslgh.
Heel should be on same place as toes w
Stop i ropeste by lighly jumping off affoo, land-
ing on right foot and then placing left foot outto the left
on the toes. Follow description as in “one-two" using
1

oA
e

39. BUXMMACHHK HA HOCOK
VYKHYLYASNYK NA NOSOK
(“Vykhylyasnyk" on the toes)

1 step to one bar of music — 2/4 time — count: 1-2

Performed by girls only

Feet in 6th position

and — (before 1st bar of music) — Slightly bend both knees.

one — With a small hop on left foot, place right foot out to the
right on the toes with heel up. Right knee is bent and
turned in to the left beside left knee.

two — With a small hop on left foot, turn right leg out and
place it again on the toes with log straight and heel
elowen St 18 psaict b bl oaing ol i it
landing on right foo he left foot out to
the left on the toes. F llnw descnp(mn asin “one-two”
using opposite feet.

40. BUXMNACHWK 3 MOTPIRHUM MPUTYNOM
VYKHYLYASNYK Z POTRIYNYM PRYTUPOM
(“Vykhylyasnyk” with a triple stamp)

a) Vykhylyasnyk z prystukom
b) Vykhylyas z potriynym prytupom
1'step to two bars of music — 2/4 time — count: 1-2, 1-and-2

a3




Performed by both girls and boys
Feet in 6th position
and — (before 1st bar of music) — Slightly bend both knees

‘obe done exactly as described in “one-two'” of
«wm, 38 “Vykhylyasny]
and — Bring right foot, with knee bent, beside left leg
2nd bar:
one — Stamp sharply with right foot. Raise left foot with knee
bent

s o sl et ot e i gt it
kne

two— \Vdmp sharply with ight foot besid ot foo o or
iginal pos
Repeat ue,. egig o “ooatiio? o012 b Wi
time placing left foot out to the left. Follow description
using opposite feet.

BUXUNACHUK HA HOCOK 3 MOTPIAHUM

NPUTYMOM

VYKHYLYASNYK NA NOSOK Z POTRIYNYM

PRYTUPOM

(vyl u“mmk" on the toes with a triple stamp)

a) Vi nyk na nosok z prystukom

b) \’\khvlvzs na nosok z potriynym prytupom

1step to two bars of music — 2/4 time —count: 1-2, 1-and-2

Performed by girls only

Feet in 6th position

and — (before 15t bar of music) — Slightly bend both knees.

1stbar:

one — two —Tobe done exactly as described in “one-two” of
stop No. 39 “Vykhylyasnyk na nosol

and — Bring right foot, with knee bent, beside leftleg.

2nd bar:

one — Stamp sharply with right foot; raise left foot with knee

and — Slamp :harp\y with left foot and raise right foot with

two— Sldmp eharply with ight foo boside et foot i orgi-
nal position.

91




Repat step beginning from “one-two” of 1st bar, this
time placing left foot out to the left. Follow description
using opposite feet.

42. BAXMNACHMK 3 YTUHAHHAM
VYKHYLYASNYK Z UHYNANNYAM (fig. 9)
(“Vykhylyasnyk” with a bend)

a) Vykhyly ynannyam nohy

1step totwo. bars of music — 2/4 time — count: 1- 2,1-2

Performed by girls only

Feet in 6th position

and — (before 1st bar of music) — Slightly bend both knees.

1st bar:

oo — two—To be done exactly as described in “one-twor"of
step No. 38 “Vykhylyasnyk.

2nd bar:

oas — W .m asmall hop on Lft oo ring riht oo up to it

bl ight ks post o] barne o ngh(
two — Witha small hop on left foot, extend right leg forward

and to the right in a diagonal from the body, with toes

pointed and log straight.

Repeat step as described in “one-two?” of 1st bar lightly

jumping ontoright foot and then placing left foot out to

the left side.




43. BUXWNACHUK 3 NOTPIAHUM NPUTYNOM

B MOBOPOTI

VYKHYLYASNYK Z POTRIYNYM PRYTUPOM

'V POVORO'

(“Vykhylyasnyk™ with a triple stamp in a turn)

a) Vykhylyasnyk z prystukom v poveroti

1 step to 1wo bars of musc — 2/4 time — count: 1-2, 1-and-2

Peformed by both girls and boys

Feet in 6th position

and — (before 1st bar of music) — Slightly bend both knees.

1st bar

one — two — To be done exactly as described in “one-two" of
stepNo. 38 “Vykh

and — Energetically bring back right fool directly behind left
leg and jump off left foot. At same time make 360° turn
to the right.

2nd bar:

one — mnd on right foot, knee slightly bent, facing forward.

g left foot beside right log.

and — Str.\lg!m’mnx cight Iog, stamp sharply with lot foot

eside right foot in 6th position. Raise right foot slight-

ol stamp with right oot besdo lft ot n 6ih

position
Repeat step beginning from “one-two" of 1st bar this

time hopping on right foot and placing left foot out to

the leftside. Follow description using opposite feet.

44. BUXMIACHHK HA HOCOK 3 NOTPIAHUM
MPUTYNOM B NOBOPO'
VYKHYLYASNYK NA msox Z POTRIYNYM PRYTUPOM
VPOVOROTI
(“Vykhylyasnyk” on the toes with a triple stamp in a tumn)
a) Vykhylyasnyk na nosok z prystukom v povoroti
1step o two bars of music — 2/4 time— count: 1-2, 1-and-2
Performed by girls only
Feet in 6th position
and — (before 15t bar of music) — Slightly bend both knees.

96




1st bar:
— two — To be done exactly as d
step No. 39 “Vykhylyasnyk na nosok.
and — Energetically bring back right foot directly behind left
leg and jump of left foot. At the same time make 360
turn to the right.

ribed in “one-two" of

2nd bar:

one — Land on right foot, knee slightly bent, f
Bring left foot beside right leg,

and — Straightening right leg, stamp sharply with left foot
hmnle sight foot in 6th position. Raise right foot slight-

cing forward

two — rmpw stamp with right foot beside left foot in 6th

Repeat step beginning from "one-two” of 1st bar this
me hopping on right foot and placing left foot out to
the left side. Follow description using opposite feet

45. YTUHAHHA

UHYNANNYA (fg. 10)
vhynaty” —to bend)

a) Vyhynannya

1 step to one bar of music — 2/4 time — count: 1-2

Performed mainly by girls

Feet in 3rd position with right foot in front

and — (before 1t bar of music) — Slightly bend both knees.

one — With a small hop on left foot bring right foot up to left
leg, with toes pointing down just in front and above left
ankle, and right knee bent and turned out to the right.

two — With a small hop on left foot, extend right leg foward
and to the right in a diagonal from the body, with toes
pointed and leg straight.
To repeat step bring right foot back beside left leg and
with a small jump onto Hiaht oot o et ot
as described in “one-two.
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fig. 10

‘This step is usually done in combination with other
steps.

46. BUNAQ
VYPAD (fig. 11)
(to lunge)

a) Upadannya

1 step to one bar of music — 2/4 time — count: 1-2
Performed by both girls and boys

Feet in 1st position

and — (before 15t bar of music) — Bring right foot, with toes
pointed and leg straight, along the floor forward and to
the et desribing an ar and crossing over i ot of
Teft foo!

one — Lunge onto toes and then heel of right foot with knee
bent, transferring weight onto right foot. Body should
be positioned well over right foot. At the same time
raise left leg back with knee bent and toes pointing
down.

two— Sharply place left foot on floor directly behind right
foot and at the same time extend right leg forward and
10 the right in a diagonal from the body, with toes
pointed and log straight
“This step is usually done in combination with other
steps, primarily as a preparatory movement
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fig. 11

47. HOCOK-KABNYK
(OSOK-KABLUK (fig. 12)
e-heel)

1step to one bar of music — 2/4 time —count: 1-2

Performed by both girls and boys

Feet in 6th por

and — (before 15t bar of music) —Both knees are slightly bent

one — With a small hop on toes of the left oot place right foot
on toes directly beside the heel of left foot.

two — With a small hop on toes of left foot place right foot on
the heel directly beside toes of left foot. Repeat step

with opposite feet by jumping onto toes of right foot

and placing left foot on toes as described in “one-two.”

This step is normally done to a very fast tempo.

/l Il

fig. 12
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“HOLUBTSI"
“This step probably originated during that time when the virile

villages. This style had a profound effect on both the men’s and

ances, bringing forth many new aggressive movements

also find reference to this step in some of the older folk songs.
which clearly depict its nature:

“..Tyn, Tyn HiXeHsKaMH,
Lok, uoK, ninkiskamu...”

Stamp, stamp. go the feet,
Click, click, with the heels

‘The name “Holubtsi" has its root in the word “Holub" —a dove
or pigeon, but it remains unclear as (0 how the step got this name.
One element remains constant in all variations — the hitting away
of one foot by the other during a jump into the air.

48. ronysul

HOLUBTSI (fig. 13)

2 steps to one bar of music — 2/4 time — count: 1-2

Performed by both girls and boy

Feet in 1st position

and — (before 1t bar of music) — With loft knee bent, extend
right leg directly to the right side with toes pointed,
about 6 inches off the floor, and leg straight.

one — Jump straight up, pushing offlft foot and then quickly
and sharply bring loft foot, toes pointed and leg

straight, up to extended right leg and hit heels of both
fosttogether Land on et foot with knee bont Rightleg
therig

two — Repeat step exactly as described above in “one.
“The step can also be done with left leg extended to the
leftside. This step is usually done in a series of at least
two ina row.
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fig. 13

49. FONYBLII 3 NOTPIAHUM NPUTYNOM
HOLUBTSI Z POTRIYNYM PRYTUPOM
(“Holubtsi” with a triple stamp)

a) Holubtsi z prystukom
1 step to two bars of music — 2/4 time — count: 1-2, 1-and-2
Periormed by b gl arf boys, bt aioly by the ik
Feetin 1st position
a0 (oafore 1ot b 6 i) — \'\'nh 1.-n knee bent, extend
right leg directly to the right s h toes pointed,
about 6 inches off the floor, and ng straight.

1st bar:

one — two — To be done: exac!l\‘ as described in “‘one-two™ of

step No. 48 “Holubt

and — Bring right foot, shgh(]\‘ bent at the knee, beside left

leg,

2nd bar:

one — Stamp sharply it righi oot bes
foot with knee

and — Stamp sharply ith e foot beside right foot. Raise
right foot with knee bent

two — Stamp sharply with right foot beside left foot in 6th
position.

and — Thestep can now be repeated by quickly extending the
leftlog out to the left side and then doing the entire step

ite feet. T

e left foot. Raise left
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the side, in the direction to which the cx\L‘ndml ng
points. The triple stamp is then done “on the spot.

50. HU3bKUA rONYBELL

)

a) Maliy holubets

1 step to one bar of music — 2/4 time — count: 1-2

Performed by boys only

Feet in 1st position

one — With left knee bent, extend right leg directly to the right
side with toes pointed, about 16 inches off the floor,
and leg straight

two — Jump straight up, energetically pushing off left foot
and then hit the soles of both feet together with knees
turned out. Immediately after hitting the soles together
again sharply extend right leg out to the right side with
toes pointed and leg straight. Land on left foot with

ent

This step may be repeated as described, but usually itis
followed by an accompanying step.

7
A

fig. 14

51. BACOKHMA rONyBELbL
'VYSOKIY HOLUBETS (fig. 15)
(High “holubets”)

a) Velykiy holubets
b) Vysokiy kabriol




1 step o one bar of music — 2/4 time — count: and-"

Performed by boys only

Feet in 1st position

and — (before 1t bar of music) Bring right foot, with toes
pointed and leg straight, along the floor forward and to
the loft describing an arc and crossing over in front of
left foot.

one — Bend right knee deeply and at same time kick left foot

legstraight

ide as high as possible.
5 — Prishing very argaiclly B g ook sumprlght
up as high as pos: les of both feet together
with knees turned out. Im mcd)atcly after hitting the
soles of both feet sharply extend left leg out to the left
side with toes pointed and leg straight.
two — Land on right foot with knee bent.
Repeat step from beginning as in “and-one” crossing
left foot over in front and kicking right leg out to the
right side. Fig. 15 demonstrates the manner in which
this step can first be attempted at the bar

fg1s

“PRYSYADKA"

‘The name “prysyadka” comes from “ prysidaty” — to squat. This
most popular step of the Ukrainian men’s dance is also one of the
‘more difficult to perform correctly. The countless variations have.
one element in common — the full squat position. Some steps are
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in the full squat

with a half squat. Some are done “on the spot” and others moving
forward, sideways or even backwards; there are those that are done
in a variety of turns while others are used in combination with
leaps. It is without doubt one of the most colourful, exciting and
physically demanding steps in falk dancing today.

The teaching and learning of the “prysyadka™ must not be a
haphazard affair. A careful and well thought out training program.
consisting of preparatory and specific exercises must be estab-
lished in order to methodically and consistently develop the mus-
cles, tendons and proper body position required to lay a sound
foundation for future development.

52. 3BUYARHA NPUCANKA

ZVYCHAYNA PRYSYADKA (fig. 16)

(Ordinary “prysyadka

a) Prosta prysyadka

b) Prysid

©) Prysidka zvychayna

1 step to one bar of music — 2/4 time — count: 1-2

Performed by boys only

Feet in 1st position

and — (before 1st bar of music) — With both knees bent
slightly make a small hop off both feet.

one — Land on toes of both feet with heels raised off the floor
and nearly touching, into a full squat position and
knees turned out to the sides as much as possible.

and — Make a small hop off both feet, but still retaining the
full squat position.

two — Land on the toes of Ioft foot with heel raised and at the
same time bring right leg up so that the heel s directly
in front of left knee. The toes of right foot are pointing
down with knee bent and turned out. Repeat step
exactly as described in “and-one-and-two.” The step
can also be done by alternating feet with every bar of

te: When in the full squat position for the above type
of “uryeyadia’, do ot s an the calf muscles. There

back of the thighs. l"hmr should also be a minimum of
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up and down movement. The position of the raised leg
at the count “two" should be held so as to “fix"" this
pose.

fig 16

53. NPUCAAKA 3 BUHECEHHAM HOTW B CTOPOHY
PRYSYADKA Z VYNESENNYAM NOHY
V STORONU (fig. 17)
(“Prysyadka and extending the leg to the side)
a) Prysyadka, noha v storonu
b) Bokova prysyadka z pidnimannyam nohy v storonu
1 5tep to one bar of music — 2/4 time — cor
Performed by boys only
Feetin 1st position

and — (before 1st bar of music) — With both knees bent
slightly make a small hop off both feet.

one — Land on toes of both feet with heels raised off the floor
and nearly touching, into a full squat position and
knees turned out to the sides as much as possible.

and — Make a small hop off both feet, but still retaining the
full squat position.

two — Land on toes of the left foot with heel raised and at the
same time extend right foot out directly to the right
side with toes pointed and leg straight. The leg should
be just about parallel to the floor. Repeat step exactly as
described in “and-one-and-two." The step can also be
done by alternating feet with every bar of music
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54. NPUCAAKA 3 BUHECEHHAM HOTW BNEPER
PRYSYADKA Z VY] NYAM NOHY VPERED
(fig. 18)
(“Prysyadka” and extending the leg forward)

1 step to one bar of music — 2/4 time — count: 1-2

Performed by boys onl

Feet in 15t position

and — one —To be done exactly as described in “and-one” of
step No. 52 “Zvychayna prysyadka.”

and — Make a small hop off both feet, but still retaining the
full squat position.

fwo — Land on toes of left foot with heel raised and at the
same time extend right foot out sharply forward and to
the right at a diagonal from the body, ‘with toes pointed
and leg straight. The extended leg should be just about
parallel with the floor. The left knee remains turned out
to the left.

Repeat step exactly as described in
“and-one-and-two.

The step can also be done by altemating feet withevery
bar of music.
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55. BOKOBA MPUCALKA — BUCOKA
BOKOVA PRYSYAKDA — VYSOKA
(“Prysyadka’ to the side — high)
a) Prysyadka z vynesennyam nohy na kabluk
1step to one bar of music — 2/4 time — count: 1-2
Performed by boys only
Feet in 1st position
and — one — To be done exactly as described in “and-one of
0.52 *Zvychayna prysyadka.”
and — \\nlhahop offboth feet move directly to the righ.
two— (heelon
somi-squat position (demi-plié). Right knee remains
turned out. At the same time extend left foot directly
out 1o the left side placing heel on floor, with toes
pointing up and leg straight
Repeat step as described in “and-one-and-two,” but
this time moving to the left and extending right leg to
the right side. The step can also be done without alter-
nating feet and moving in the same direction two or
more times in a row.

BOKOBA NMPUCAAKA — HU3bKA

BOKOVA PRYSYAKDA — NYZKA (fig. 19)
(“Prysyadka” to the side — low)

a) Bokova prysyadka

b) Prysyadka-roztyazhka vbik

©) Prosta prysyadka i roztyazhka na odnu nohu v storonu
d) Prysidka roskydna

1 step to one bar of music — 2/4 time — count: 1-2

@
L
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Performed by boys only

Feet in 1st position

and — one —To be done exactly as described in “and-one" of
step No. 52 “Zvychayna prysyadka.”

and — With a hop off both feet move directly to the right

two — Land on toes of right foot (heel raised) with knee bent,
in a full squat position. Right knee remains tumed out
At the same time extend left foot directly out to the left
side placing heel on the floor, with toes pointing up
and leg straight.
Repeat step as described in “and-one-and-two,” but
this time moving to the left and extending right leg.
‘The step can also be done without alternating feet and
‘moving in the same direction two or more times in a
row. The full squat position is to be retained during the

step with a minimum of up and down move-

. NPUCAOKA HA KABNYKH
PRYSYADKA NA KABLUKY (fig. 20)
(“Prysyadka” on the heels)

a) Zvychayna prysyadka-roznizhka

d) Prysidka z stavannyam na pidbory
1 step to one bar of music — 2/4 time — count: 1-2
Performed by boys only

Feet in 1st position




and — one — To be done exactly as described in “and-one” of

No. 52 “Zvychayna prysyadka.”

and —\h(hahup offboth et ulcky et fst ot toeach
side as wide as poss

it T i el of ot oot it s ol i s
legs straight.
Repeat stop exactly a5 described in “and-one-and-
nn the count of “two” with legs straight both knees
must be “locked.” and the body centered over the foet
to maintain balance.

e 2
g 20
58. NPUCAAKA 3 BUHECEHHAM HOMU HABXPECT
HA KABNYK
PRYSYADKA Z VYNESENNYAM NOHY NAVKHREST
NAKABLUK
(“Prysyadka” and extendingthe leg, crossing over on the heel)
1 stepto one bar of music — 2/4 time — count; 1-
Performed by boys only
Feet in 1st position
and — one — To bo done exactly as described in “and-one” of
step No. 52 “Zvychayna prysyadka.
and — With a hop off both feet, quickly extend right foot
directly to the left. At the same time extend left foot
directly to the right
two — Simultaneously land on heel of right foot, with toes
pointing up and leg straight, and on toes of left foot,
with heel pointing up and leg straight. Repeat step
from beginning, but this time extending the left foot to
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the right, etc. When doing this step the hips will twist
with the crossing of the legs, but the upper portion of
the body and the head should remain facing forward
On the count of “two" with legs straight both knees
must be “locked,” and the body centered over the feet
to maintain balance
59. MPUCAOKA-BUXMNACHUK
PRYSYADKA-VYKHY] L\AS\I\\[hg 21)
(*Prysyadka-vykhylyasnyk
a) I’n svadka z V}kh\'lvasnm
b) Vykhyl dtsi
©) Pr\'sl
15tep to one bar of music — 2/4 time —count: 1-2
Performed by boys only
Feetin 1st position
(before 15t bar of music) —To be done exactly as
ibed in “and-one” of step No. 52 *Zvychayna
rysyadka
and — (before 1t bar of music) — Hop off both feet, quickly
extending ng\n foot directly out to the right side,
e full squat position.
one — Twist right Iv’g and place foot on toes with heel point-
ing up and leg straight. Left knee remains turned out.
and — Hop offleft foot.
two — Twist right leg back to original position and place it on
heel with toes pointing up and leg straight. Left knee
remains turned out.
Repeat step from “and-one’" by quickly returning right
foot back to original “prysyadka” position and at same
time extending left foot out to the left side and placing
iton toes with heel pointing up and leg straight.




60. MPUCANKA-BINYHELL
PRYSYADK: HUNETS
(*Prysyadka-bihunets")
1 5tep to one bar of music — 2/4 time — count: 1-and-2
Pe -r(om\»d by boys only
Feet sition
and — (eloe 1ot ba of misic)— Wi aigt o oftboth
foet drop down into a full squat position with feet an
ees together.
one — Without rising from squat positon take  sep forward
with right foot, ransferring weight onto right foot.
and — Take a step forward with leftfoot, placing toes beside
right instep. Transfer weight onto left foot
two — Takea step forward with right foo, transferring weight
ontoright foot
Repeat step beginning from “one,” but starting with
left foot. This is a fast moving travelling step and is
done entirely in the full squat position. There should
be no up and down movement

MPUCANKA 3 YAAPOM MO XANABI

PRYSYADKA Z UDAROM PO KHALYAVI

1"Prv.~'\adka" and hitting the top of the boot)

tep to one bar of music — 2/4 time — count: 1-2

Pelmrlm.d by boysnly
in 15t position

and —one— lo be done exactly as described in “and-one” of
step No. 52 “Zvychayna prysyadka.” Arms are ex-
tended out to the sides at shoulder height.

and — Make a small hop off both feet, but sill retaining the
full squat position. At the same time begin swinging
the left arm down.

two — Land on toes of left foot with heel raised and at the
same time bring right leg up so that heel is directly in
front of left knee. The toes of right foot are pointing
down with knee bent and tumed out. Continue bring-
ing left arm down and as right foot is raised slap
boot-top with an upward motion. The right arm is
raised up to.a near perpendicular position.

L {
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Repeat the “prysyadka” this time raising left foot and
hitting boot-top with right hand.

62. MPUCAMKA 3 YOAPOM O MIAOLIBI
PRYSYADKA Z UDAROM PO PIDOSHVI
(“Prysyadka” and hitting the sole of the boot)
1 step to one bar of music — 2/4 time — count: 1-2
Performed by boys only
Feet in 1st position
The step s done as described in step No. 61 “Prysyadka
2 udarom po khalyavi with the exception that on the
count of “two" the right foot is raised higher with toes
pointing forward instead of down. The sole of right
bootis slapped with an upward motion of the left hand.
leftfoot and

with the right hand

63. MOB3YHELL
POVZUNETS (fig. 22)
(Slide)

a) Plazunets

b) Schupak

2 steps to one bar of music — 2/4 time — count; 12

Performed by bo

Feet in 6th position

and — (before 1st bar of music) — With a slight hop off both
feet drop down into a full squat position with feet and
knees together. Weight is on toes with heels raised.

one — Sharply extend right foot forward with toes pointed
and log straight so that leg is parallel to floor. Transfer
weight onto toes of left foot,

two — Bring right foot back to original position on toes with
heel raised, transferring weight onto right foot. At the
same time sharply extend left foot forward with toes
poltad and leg straight so that leg is parallel to the
floor

RPpeaA step beginning from “one.”
Not ot sit on the calf muscles. The full squat
position must be retained during the entire step with
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noupand down movement. The extended leg has to be
perfectly straight

This step is normally done in a series of § and more ina
row. usually toa very fast tempo. It s also done moving
forwards or sideways

fig.22

64. BOKOBHHA NOB3YHELIb
BOKOVIY POVZUNETS

(“Povzunets” to the side)

v” Povzunets v storonu
steps to one bar of mu:
I’crfcrrm‘d by boys only
n 1t position
el (before 15t bar of music) — With a slight hop off both
drop down into a full squat position onto toes of
both feet with heels raised and both knees tumed outas
faras possible.
one — Sharply extend right foot directly to the right side with
toes pointed and leg stsightsothtegisparalle o he
loor. Weight is on loft
two — Bring right foot back ke urlgmzl pealticron toes it
heel raised, Imnslemng weight onto right foot. At
same (im sharply extand lf fot dliroctly out to the
e pointad and the g stalght o tht
leg s parallel to the floos
Ropeststop boginning from “one”
The full squat position is retained during the entire
ep with no up or down movement. T
body lean opposite to the extended leg to help main-

— 2/4time — count:1-2
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tain balance. This step s also done in a series of at least
8stepsina row.

65. ﬂO!!YHELIh 3 YNOPOM HA OfIHY PYKY

POVZI ETS Z UPOROM NA ODNU RUKU (fig. 23)

fh Pc\zunels supported with one hand)

2 steps to one bar of music — 2/4 time — count: 1-2

Performed by boys only

Feet in 6th position

and — (before 1st bar of music) — With a slight hop off both
feet drop down into a full squat position with feet and

Weightison i

one — Sharply extend right foot forward with toes pointed
and leg straight. At the same time lean back and place
right hand on the floor. Both right leg and body should
be parallel to the floor. Left arm is held up in a perpen-
dicular position. Weight is on toes on left foot, and
right hand.

two — Without straightening up bring back right foot to orig-

inal position on toes with heel raised. At the same time
sharply extond left foot forward, with toes pointed and
leg straight, and place left hand on the floor, raising the
right arm up in a perpendicular position. Weight
should be on toes of the right foot, and left hand

Repeat step beginning from “one.
‘The stepis usually done n a series of at loast 8 ina row.
It can also be done moving sideways.




66. MOB3YHELb 3 YNOPOM HA OOHY PYKY
| NNECKAYEM Y OO

'UNETS Z UPOROM NA ODNU RUKU I PLESKACHEM

UDOLONI

§ Pt supported with one hand and clapping hands)

step to one bar of music — 2/4 time — count: 1-2

F‘erh)nned by boys only

Feet in 6th position

and — bolore 1t bar of music) — With aslght hop off both
feet drop down into a full squat position with feet and
knees together. Weight is on the toes with heels raised.

one — Sharply extend right foot forward with toes pointed
and leg straight. At the same time lean back and clap
both hands together and immediately place right hand
on the floor, and raise left arm up. Weight is on toes of
left foot, and right hand.

two — Without straightening up bring back right foot to orig-
inal position on the toes with heel raised. At the same

time sharply extend left foot forward, with toes pointed

and leg straight, and clap both hands together. Im-

mediately place left hand on the floor and raise right

arm up. Weight is on toes of ight foot, and left hand

Repeat step beginning from "o

Thestepisusualy done na seriesof atleast 8 n a row.

Th

bt (especially in an extremely fast tempo) clap-
ping the hands on every other step, i.e: one clap to one
bar of music while the feet move as described
7. MITENOYKA
MITE] A (fig. 24)
(“Mitelka” — Whisk broom)
a) Metelytsya-mitla
2 steps to one bar of music —2/4 time — count: 12
Performed by boys only
Feet in bth position
and — (before 15t bar of music) — With a small hop off both
fiet drop down into a full squat position with feet and
knees together.
ane — Lightly push off right foot and take a short step forward
ontotoes of left foot, transferring weight onto left foot.
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and — Move right foot out and forward describing an arc,
sliding inner “rib” of foot along the floor and pointing
toes. Lightly push offleft fool

two — foot, about 12 inche front of left foot,
ransferring weight onto right foot.

and — Move left foot out and forward describing an arc, slid-
ing oner " of oot lon he for and pointing toes.
Lightly push off right foot
Repeat step by smppmg onto the left foot, zbmll 12
inches in front of right foot, transferring w nto
lef fool. Then continue doing step as desc i

68. MIACIMKA

PIDSICHKA (fig. 25)

(“Pidsikaty” — to undercut)

a) Mlyn

1stepto ane bar n[musu: — 2/4time —count: and-1

Performed by boy

Fect i th posiion, in hl squat position with feet and knees

together.

and — (before 1st bar of music) — Bend forward and place
both hands on the floor, one on each side of the left leg
Extend right foot directly out o the right side with the
inner “rib” of the foot resting on the floor, toes pointed
and leg straight. Weight is on toes of the left foot, and
both hands.

one — two — Describe a circle with right foot bringing it
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forward and around to the left. Raise both hands to
allow the leg to pass under them, then quickly vlace
hands back onto the floor and leaning over them,

left leg off the floor allowing right leg to pass
Step back anto lof fool nd continue moving ightlog
back and around, gradually straightening it eut il
teaching the original position out to the right

Repeat step as described in “one — two.”

‘The circular movement of the leg should be smooth
and continuous. The more technically advanced
dancer can do the step without having the moving leg
touch the floor, The step is usually done as a solo and
forat least 8 bars of music.

69. BUKIAKM — HOTU B CTOPOHY

VYKIDKY — NOHY V STORONU

(“Vykydaty” — to throw out, feet to the side)

2 steps to one bar of music — 2/4 time — count: 1-2

Performed by boys aly

in 15t position

s (before 1st bar of music) — With a small hop off both
feet drop down into a full squat position, on the toes
with heelsraised, and knees spread wide apart,

one — With a small hop off both feet, kick both feet out o the
sides and immediately bring them back

and — Land on toes of both feet in the original position.

two —and — Repeal step exactly as described in “one —
and.” Within the boundaries of the tempo try to kick
both feet out as far as possible. Do not jump high as this
will definitely slow the tempo of the step.
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70. sm(lnxu — HOTU BNEPER
NOHY VPERED
" feet forward)
2 steps to one bar of music — 2/4 lime — count: 12
Performed by boys only
Feet in 6th position
and — (before 1t bar of music) — With a small hop off both
feet drop down into a full squat position, on the toes
with heels raised, and both knees and feet together.
oone — With a small hop off both feet, kick both feet forward
and immediately bring them back
and — Land on the toes of both feet in the original position.
two — and — Repeat step exactly as described in “one —
and.”

BUKIAKW — HOMM HABXPECT
VYKIDKY — NOHY NAVKHREST
(“Vykidky," feet crossed)
2 steps to one bar of music. — 2/4 time —count: 1-2
Performed by boys only
and— (bofor 1 barof music) - With s small hop off both
feet drop down into a full squat position, on the toes
with heels raised. and knees spread wide apart.
one — \\’ﬂh asmall hop off both feet, bring both fcrl under the
y, crossing right foot in front of left, and imme-
iy bring them back
and — Land on the toes of both feet in the original position.
two — and —Repeat step exactly as described in “one —and"
this time crossing leftfoot in front of right

“STRYBKY"

High leaping movements are another important as well as dif-
ficult element of the Ukrainian men's dance. From the popular
“Lastivka” to the “Velykiy holubets” the many diverse forms of
leaps have become a desired goal for male dancers. Although itis
necessary to attain the greatest possible height in these leaps it is
even more important to develop the ability to “fix” or hold the
required pose at the highest point of the leap. This not only adds

118




remainingin the

air, as if suspended, before descending.
72. NACTIBKA
LASTIVKA (fig. 26)
(a Swallow)
a) Povitryana roznizhka
b) Roztyazhka v povitri
1 step to one bar of music — 2/4 time — count: and-1
Performed by boys only
Feet in 1st position
and — (before 1st bar of music) — With a small hop off both
feet drop down into a full squat position onto the toes
of both feet, heels raised (and close together) with the
s spread wide apart
one— With an extremely strong push off both feet, loap
straight up into the air as high as possible, first
straightening both legs and then spreading them apart
h ible wit i d legs straight,

With both legs extended to the sides, bend forward and
touch the toes of both feet. Hold this pose as long as
possible before

two — Land on the toes of both feet in the original full squat

position

Repeat th

he step exactly as described in “one — two."
‘The stepis usually doneasa solo in a series of 4 or more
inarow.

Instead of doing the leap from a full squat position it
can also be done from a semi-squat (de

B

A

fig.25
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73. ACTPYB
YASTRUB (fig. 27)
(aHawk)
1 step to one bar of music — 2/4 time — count: and-1
Performed by boys only
Feet in 1t position
and — (before 1st bar of music) — With a small hop off both
feet drop down into a full squat position onto the toes
of both feet, heels raised (and close together) with the
nces spread wide apart.
one — With an extremely strong push off both feet, leap
ight up into the air as high as possible, first
straightening both legs and then bring both feet up as
high as possible, with knees bent and toes pointing
n, crossing right foot in front of left. At the same
time extend both arms out to the sides at shoulder
height. With palms facing in, extend fingers down.
thereby imitating the wings of a hawk in flight. Hold
this pose as long as possible before descending.
two — Land on the toes of both feet in the original full squat
position
Repeat the stop exactly as described in “one —
This leap can be done as a solo or in combination with
other leaps.

74. BYBNUK
BUBLYK
(a ring-shaped roll, similar to a doughnut)

1 step to one bar of music — 2/4 time — count: and-1
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Performed by boys only

Feet in 15t position

and — (before 15t bar of music) — With a small hop off both
feet drop down into a full squat position onto the toes
of both feet, heels raised (and close together) with the
knees spread wide apart

one — With an extremely strong push off both feet, leap
straight up into the air as high as possible, first
straightening both legs and then bring both legs up.
Kneos bent and tumed cut wih the soles o bt et
m-‘.m- touching. At the same time lean forward and

both ot it bt nand e the legs even

mghm so that they take the round form of a doughnut
(soles in and knees out). Hold this pose as long as
possible bofore descendin

twa — Land on the toes of both feet in the original full squat
position.
Repeat the step exactly as described in “one-two."
This st "

in combination with other leaps.

KINbUE

KILTSE (fig. 28)

(Ring)

1 step to one bar of music —2/4 time — count: and-1

Performed by boys only

Feet in 15t position

and — (before 1st bar of music) — Take a small hop off both
fet into a semi-squat position (demi-plié) with knees
slightly apart.

one — With an extremely ot push off both fet, I

bring both legs back, bent. .
At the same time bend backwards and try to touch the
back of the head with toes of both feet. Both arms
should be extended back to help in bendling bnck
e um pose as long as possible before de-

soce
P L R O original semi-squat
position (demi-plie).
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This step s done moving forwards and is preceeded by
a preparatory running step, Two or more leaps can be
done in a row, but with the preparatory step in be-
tween

76. 3MIA

ZMIYA

(a Snake)

1 step to one bar of music — 2/4 time — count: and-1

Performed by boys only

Fect in 6th position

and — (before 1st bar of music) — With a small hop off both
feet drop down into a full squat position onto the toes
of both feet, heels raised with knees and feet together.

one— With an extremely strong push off both feet, leap
straight up into theair as high as possible. lmmediately
bring both feet up, knees sharply bent and toes poi
ing down. up to waist level and at the same time begin
twisting the legs from one side to the other (legs are
held tight together). Continue this twisting motion
\vllhuul any break descending into the full squat

two— Land on thetoes of both fot i the riginal full suat
pos
Repeat the step beginning from “one.”
The step is done in a series of 4 or more in a fow, o in
combination with other leaps,
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“OBERTY"
‘Oberty” — turns, of which there are many varied forms in the
Uaiila ik i Hesg el o ioglary apitii
group, having an effect on both girls and boys' repertoire of ex-
ressive movements. *“Dorizhka * “vykhylyasnyks”
and “prysyadkas” are Jll»lx(ewn”l", stes hatcanbe done na
turn. fihe fol
the classical “tour,” such as spuum.;.m..m.ng O o i,
tion of balance, it differs in that there is no extremely turned out
position of the legs or regulated amn movements. The bor
““tour en Lair" is done with the feet in 15t position, or with the kn
bent. In addition. some of the most difficult tums are  combination
of “prysyadkas” and leaps, which can become a re
of strenuous training

77. ROPIXKA B NOBOPOTI
DORIZHKA V POVOROTI
(“Dorizhka” in a turn)
2 steps toone bar of music — 2/4 time — count: 1-and-2-and
1 turn to one bar of music
Performed by girls only
Feetin 3rd position, with the right foot in front
and — (before 1st bar of music) — Pivot on toes of left foot, and
turn 180° clock-wise, taking a very short step with the
right foot, leg straight.
one — Siep onto right foot with leg straight, transferring
weight onto right foot. Bring left foot, with slightly
bent knee behind right leg.
Step onto toes of left foot and again pivoting on left
foot, turn 180° clock-wise taking a very short step with
right foot, leg straight
two— Step onto right foot with leg straight, transferring
weight onto right foot. Bring left foot, with slightly
bent knee, behind right leg.
Repeat step as many times as necessary.
“The step can be done tumning counter clock-wise by
pivoting on right foot and stepping onto left foot. The
girlsusually do this step with their arms held outto the
sides and holding onto the ribbons of their wreaths.

and
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78. HOCOK-KABIYK B MOBOPOTI

NOSOK-KABLUK V POVOROTI

(Toe-heel ina turn)

1 step to one bar of music — 2/4 time —count: 12, 1-2

1 turn to two bars of music

Performed by girls only

Feet in 6th position

and — (before 15t bar of music) — Both kneesare slightly bent.

e — With a small hop on toes of left foot make a 180° tum

losieyins s placa ght oo v ook directly beside
heel of left foc
With a small hap o st okl o
heel directly beside toes of left foo
(2nd bar) — With a small hop on o right foot make
a 180° turn clock-wise and place left foot on toes di-
roctly beside heel of right foot

two — With asmall hop on toes of right foot place the left foot

n heel directly beside toes of right foot.

Repeat step beginning from “one-two.
The step can also be done tuming counter clock-wise

and with opposite feet. The step can also be done
travelling along a straight path. The arms can be held
out to the sides and holding onto the ribbons of the
wreath

KPYTKA HA [ABOX HOTAX

KRUTKA NA DVOKH NOHAKH (fig, 2

(Twirling on two feet)

1step to one bar of music — 2.

1 turn to one bar of music

Performedl by girls only

Feet in 6th position, arms out to the sides

one — Slightly bend both knees and bring right arm in front at
about waistlevel.

two — Quickly straighten both legs and rise up onto the toes,

at the same time sharply swing left arm around to meet

Tighi arm In fromt anc make a 360° tur cockwise
pivoting on both feet, End turn facing front with both
arms open out to the sides.
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beginning from “one.”

Step can be done tuming counter clock-wise. As
shown in fig. 29 the girls can hold onto their ribbons
during the turn,

&

g 20

80. OAWH NOBOPOT Y NOBITPI

ODYN POVOROT U POVITRI

(One turn in the air)

a) Tur tour)

1step to one bar of music — 2/4 time — count: and-1

1tum to one bar of music

2 turns to one bar of music

Performed by boys only

Feet in 1st position

and — (before 1t bar of music) — Slightly bend both knees
with arms open out to the sides.

one — Energetically push off both foet,straightening legs and
pointing oes down, and at samo time mking a 360
turn clock-wi

and — Lanel on the togs of both e, vry slighily bending the
knees

two— Energtically push off bothfoststsighting egs and
point and at same time making a 360°
turn rhx‘k-w)sc
Repeat step as described in “and — two,
In the variation described above, the dancer usually
does at least 16 turns in a row 1o a very fast tempo.
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When doing one turn to one bar of music it is normally
combined with other steps. [n the fast version the arms
are continually open to the sides.

81. OAWH NOBOPOT ¥ MOBITPI

3 MIQICHY TUMK HOTAMM

ODYN POVOROT U POVITRI Z PIDIHNUTYMY

NOHAMY

(One turn in the air with raised legs)

1tep to one bar of music — 2/4 time — count: and-1

1 turn to one bar of music

Performed by boys only

Feet in 1st position

and — (before 15t bar of music) — Slightly bend both knees
with right arm extended out to the right and left arm,
bent at the elbow, held out in front at waist level

one —two — Energetically push off both feet, leaping
straight up into the air, raising both legs bent at the
knees (turned out) and toes pointing down. At same
time quickly swing right arm around to the front to
meetleft arm and make a 360° turn counter clock-wise.
Extend both legs and land first on toes and then heels of
both feet with knees slightly bent. Immediately open
both arms out to the sides. Repeat step as described in

“one—
The sep s s usualy done i a series of § or more n a
However, a single turn can be done in com-

ination withothertums, leaps o sven “pryeyadiy

©OAMH NOBOPOT ¥ NPUCARUI
ODYN POVOROT U PRYSYADTS!
(Onetum ina “prysyadia’)

2/4 time — count:

2 turns to one bar of music.

Performed by boys only

Feet in 1st position

and — (before 1st bar of music) — With both knees slightly

126




bent, make a small hop off both feet and land on toes.

heels raised off the floor and nearly touching, intoa full
quat position. The knees are turned out to the sides.

With both arms extended out to the sides, make  small

hop off both feet, still retaining the full squat position,

and make a 360° turn clock-wise. Land on toes of both
feet

one

two — Repeat step exactly as described in “one."
As with the other tums outlined, this one can also be
done in the opposite direction. This variation is nor-
mally done to.a very fast tempo with the dancer doing
at least 16 turns in a row. The slower version is usually
combined with other “prysyadka’ step.

83. 3BUYAAHA NPUCAAKA ¥ NOBOPOTI
ZVYCHAYNA PRYSYADKA U POVOROTI
(Ordinary “prysyadka in a turn)
1 step to one bar of music — 2/4 time — count: 1:2
Performed by boys only
Feet in 1t position
and — (before 1st bar of music) — With both knees slightly
bent make a small hop off both feet
one — Land on toes of both feet, heels raised off the floor and
nearly touching, into a full squat position with knees
turned out to the sides. At the same time extend right
arm out to the right side, and bring loft arm, with elbow
bent, out to the front at waist lovel
and — Make a small hop off both feet, but still retaining the
full squat position.
two — L left lnul ith
leg up so that heel i directly in front of left knee. At the
ne time quickly swing right arm in front to meet the.
left arm and, pivoting on toes of left foot, make a 360°
counter clock-wise turn.
Repeat step beginning from “one.”
Although the ordinary *“prysyadka® is done alternat-
ing thafoet,this tur 1s done 1n one direcion only
either counter clock-wise or clock-wise.
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‘THE BASIC ARM POSITIONS OF
THE UKRAINIAN FOLK DANCE

The many varied arm positions used in the Ukrainian folk dance
area rsultof the complex development of the dance formtself.In
the anci
of each individual ritual um-thhmugnnu.-h.nuuu;um ircleby
joining hands or in the characteristic imitative gestures. With the
changes in socio-economic conditions and mmmmhm\ within
thelife of t
i byging forth et W bl § fofod ot
traditions of the past. This became clearly evident in the great in-
fluence of the cossack style of dancing. Although social-type dancing

sted eartir, it now took on a mare vibrant and open fom as
aracterized by the “Kozachok" and “Hopak." This inevitably
resulted in a more exuberant (hsplnv of arm movement.

“The arm osp
s ancihs, o ey sl Rave s thi ¥ cospmias Uil rolé aFan
emotionally expressive facet of each dancer remains constant,
typifying his or her relationship with other dancers, individually
in couple or arger groups and determined by the specifics and
traditions of the particular dance,
L1 st B b v 10 e o o) gt

(b} boys. and (c) couples and larger groups. In so doing. e e

subtle, with smooth and flowing transitional elements which
underline the grace and gaiety of their dance. Their arm positions
are also governed, to some extent, by their clothing. The girl can




hold back her beads. The boys, in tum, display their mascu
with broader and sharper movements, utilizing their arms o ac
the high leaps and intricately combined " prysyadky

In couples and larger groups the placement of the arms reflects
the boy's respect for his partner. These positions never impede the
girl’s mavements, which take nce over the boy’s

‘The arm positions are not a mechanical addition to the dance
step. They arean integral part of the entire dance form, as important
asany step or figure.

4 Girls

1, Both hands, with fists clenched, are placed on the waist. The
elbows are slightly forward of the body. (fig. 30)

2. The arms are crossed in front of the chest with one hand
tucked under the armpit and the palm of the other hand
resting upon um R Both arms are held away from
the body. (fig

3, Th Gma s s T o the chest with ane hand
tucked under the armpit and the palm of the other hand
resting upon the upper arm. Both arms rest against the body.
(fig. 32)

inity
0t

fig.30 fig. 21 g5z

4. Both arms are held out to the sides and slightly forward from
the body. The hands are at waist level with the palms facing
up. (fig. 33)

5. Both arms are held out to the sides and slightly forward from
the body. The hands are at shoulder level with palms facing
up. (fig. 34)

6. Both arms are held out to the sides and slightly forward from
the body. Hold onto the ends of the ribbons (which are
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8.

attached to the wreath) between the thumb and first finger.
(fig. 35)

fig. 33

Onearm s e
is held out to the front and to the same side as the first. The
palms of both hands are turned away from the face of the girl
as if she i shying away from her partner. (fig. 36

One hand, with fist clenched, is placed on the waist with the
elbow slightly forward from the body. With the other hand
the girl holds back her beads with an open palm,. (fig. 37)
Onearm, bent at the elbow. is crossed in front of the body at
waist level. With the other arm the girls rests her elbow on
the back of the first hand, and places her second hand under
herchin. Both handscan b either clenched oropen. (fig. 38)

10. One hand. with fist clenched, is placed on the waist with
theelbow slightly forward from the body. The other arm is
held up at a slight angle to the side with the palm tumed
in. (fig. 39)
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11. One hand, with fist clenched, is placed on the waist with
the elbow slightly forward from the body. The other arm is
held out to the front and angled a bt to the side with the
palm up and at waist level. (fig. 40)

12. Both arms are extended down along the sides of the body
with the palms facing forward. Both arms are held slightly
away from the body. (fig. 41)

fig.30

13, One hand, with fist clenched, is placed on the
forward from the body.
extended duwn 'mm& the side of the body with the |>aln\
facing in. (fig,
14, Bclh.\nmumrxh'ndcd forward and a bit to each side with
the palms of the hands facing up and al waist level
Elbows are slightly bent. (fig. 43)

b) Boys
15. Both hands, with fists clenched, are placed on the waist
with the elbows slightly forward from the body. (fig. 44)
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16. With both hands in front hold onto the “poyas™ (woven

sash-belt). Elbows should be slightly forward from the
dy. (fig. 4

17. Both arms are placed behind the back with one hand
holding onto the other. (fig. 46)

18. One hand is in front holding onto the “poyas” and the
other is placed behind the back with fist clenched. (fig.
47a & 47b)

fig. 44 fig 43 fig. 40

19. Both arms are crossed in front of the chest with the palms.
of both hands resting upon the upper arms. The arms rest
against the body. (fig. 48)

20. Both arms are raised, with elbows bent, and both hands
with open palms are placed to the back of the head. (fig

21. Onearmis extended o the side and slightly forward with
the palm facing up. The other is raised up and angled to
the side with the palm tumed in. (fig. 50)




22. One hand. with the fist clenched, is placed on the waist
with the elbow slightly forward from the body. With the
other arm raised to the side and bent at the elbow, place
the hand with open palm against the back of head. (fig. 51)

23. Extend one arm directly out to the side with the palm
facing up just above waist level. The other arm can be
placed behind the back or the hand can be placed on the
waist with a clenched fist. (fig. 52)

24. Extend both arms out to the sides with the palms of the
hands facing up at waist level, (fig. 53). This is an ex-
tremely flexible position, with the hands changing their
height from waist to shoulder level or even raised above
thehead ina"v.

¢) Couples and larger groups

25. The boy holds onto his partner's left hand with his left,

forward from their bodies and at waist level. With her

right hand, the girl holds onto the ribbons of her wreath

out to the side. The boy extends his np,hv arm behind his
partners back at shoulder lovel. fig. 5

26 Toe boy holds onl his partners el h(...u wih e lfy
forward from their bodies and ai The girl
s b ight arm o o the ight sde with the paim

facing up. The boy places his right arm around his part-
ner's waist. (fig. 5 ]
Boy

right hand with hisright, and
hoids onto her ot with his left,arm criss-crossed i font
at waist lovel. The boy'’s right arm is under his partner's
left arm. (fig. 56)
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28. The boy places his right arm around his partner’s waist
“The girl places her left hand on the boy's right shoulder
from behind. They then place their other hands, with fists
clenched. on the waists with their elbows slightly forward
from their bodies. (fig. 57)

29, The boy holds onto his partner's right hand with his right

e the girl's head. With his left hand he holds onto the
girl's left, wh\t h is extended in front of his body at waist
level. (fig. 5

30. Facing one another, boy and girl hold onto each other's
opposite hands. The boy's hands are facing up. (fig. 59).
‘This position is used during a turning step.

Facing one another, boy and girl hold onto each other's
hands with arms crossed between them. (fig. 60). This
position is used during a tumning step.

3
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L

i 00
2. Tumed sideways and facing in opposite directions, boy
holds onto partner's left hand with his left. The girl and
boy raise their other arms up and out to the sides with
palms facing up. (fig. 61). This position is used when the

! lockwise. T} henb

reversed fora cloc

33. Facing one another, the boy places his right hand on his
partner’s waist. The girl places her right hand on the boy’s
left shoulder. Both boy and girl place their other hands,
with fists clenched, on their waists. (fig. 62)

fig. 01 fig. 62

34. The boy places his right arm around his partner's waist
and the girl puts her left hand on the boy’s right shoulder
from behind. The boy holds onto the girl's right hand with
his left in front at waist level. (fig. 63)

. Not quite facing one another, the boy holds onto the girl's
Ieft hand with his right, both arms raised high above their
heads. Both boy and girl place their other hands, with fists
clenched. on their waists. (fig. 64). This position is known
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as “varota” — “gate." through which other dancers pass
during the dance. It can also be used with the girl tuming
under the boy's arm.

g 64

36. This position is identical to the one described in No. 27,
fig. 56, except that it is used with three or more dancers.
One note should be made: the right arm of the dancers
passes under the left. (fig. 65)

-

‘The following position is called “lisa” —the folk name for
the woven fence most usually found beside village huts.
“The final position indicated in fig. 66 is the result of a
preceding figure. I will use four girls in the following
description, although more usually participate. Al four
girls begin by standing in a straight line, facing the front
and holding hands at their sides. Girl No. 1 starls off by
maving to her left in front of the other girls, followed by
girls No. 2 and 3, Girl No. 4 remains in her place. The first
girl now goes under the raised arms of girls 3 and 4,
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followed by the other girls. As they all pass under, girl No.
3 tumns around “on the spot” so that she ends up with her
left arm around her neck and over her right shoulder, still
holding hands with the fourth girl. The first girl goes
around again, this time passing under the raised arms of

girls 2 and 3. Girl No. 2 now does exactly what g)r] \u
3 did. Girl No. 1 goes to her place and repeats girl N
actions. In this way all the girls end up still holding haia
but with their left arms over their right shoulders, except
for girl No. 4 who places her left hand. with fist clenched,
on her waist, (fig. 66)

This positon s don with wo il and aneboy. i the
boy standing between the two girls. They all face the front,
the boy holds onto the girls’ inner hands. The girl on the
boy's left moves in front of the boy and passes under the
boy's and the other girl's raised arms and proceeds to go
around the boy and ends up in her original place. At the
same time the boy makes a complete turn clock-wise “or
the spot” The girl on his right now repeats what the first
girl did by passing under the boy's and first girl's raised
arms and returning to her place. The boy makes a com-
plete turn counter clock-wise “on d\e spot.” (fig. 67)

A very popular figure is the — star. The position
depicted in fig. 68 is the “malenka zirka” or little stor,
because there is only one “circle” of dancers in the figure.
All four dancers join left hands in the centre, with their
arms extended out to the side. They then proceed to move
in a circle counter clock-wise. They can also join right
hands in the centre and travel clock-wise. The step can
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also be done by the girls alone, and with their other hands
they can hold onto the ribbons of their wreaths. The
dancers can also do this figure moving backwards. To
make a “velyka zirka” or a large star, we start with the
‘small star” and then four more dancers join hands with
the out

end up with

Another variation Ims the outer dancers facing in the
opposite direction, thereby moving backwards while the
inner group moves forwards. Or their positions can be
reversed, with the inner group moving backwards and the
outer — forwards. (fig. 68)
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SECTION Il

UKRAINIAN NATIONAL DRESS
‘The characteristic features of national clothing are directly con-
nected with the specific events in the life of the Ukrainian people:
festivals, weddings, rituals, customs, and all aspects of everyday

fantasy into the development of their clothing and. with remark-
able mastery. have utilized a myriad of ornamental embellish-
ments. This clothing has become a synthesis of many different art
forms: pattern design, weaving, embroidery, appliqué, fabric mak-
ing, leather and metal work, which constitute a complete artistic
and utilitarian ensemble. In determining this original silhouette of
s ol sl o vy il el e
the materials at their dispo

National dross s ot somehing “fozen” for alltme. Tho com-
plex variety of clothing, footwear and ornamentation, which we
call Ukrainian folk costume, was developed through many cen-
turies. Although original and imaginative in its basic concept,
Ukrainian clothing did not develop isolated from the influences of
Slavic and other nations of Eastern Europe

Up until the 18705, most clothing was made from homewoven
materials. With the increasing development of industrial produc-
tion. inexpensive manufactured fabrics appzarcd in the villages
and were adapted to traditional forms. n more funda-
mental changes occur. We see the Comisaat Ca aaats el pants,
while decorative fabrics gradually squeeze out embroidery. The
characteristic geometric designs are frequently displaced by plant

ind floral designs. As a result, the integral completeness of the

artistic concept in the national dress is disrupted.
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As has been already pointed out in Section 1. the stage dance has
gone far bevond the framework of the village folk dance, The
costumes likewise began to reflect this transition. Because of the

confronting the pe of the dance on
the concer stage, numerous changes havo been madan e Dlas
ol oo, Allbough e v el st o o ight
260 changss havececmedin the sctual o ovterds
aumls‘mpm.u\, Ctyl. This is radily seen i the shorte lengtheof
the girl’s “plakhta,” “sorochka.” "kersetka” and “zapasky. which
AT A e o it ool i e
have also influenced the decorative features of the costume. Tradi-
tional embroidery has been replaced by various screening tech-
niques resulting in a stylistic onamentation. which pres
clearer and more distinct image to the audience. This process is
also more economical, and easier (o produce than the time consum-
ing, fine needlework required by the traditional method. 1t also
allows a dance group to enlarge its wardrobe, enhancing its ability
e prsen thpdivaro ictrafUlcainio natons| clating
adopted. o
of one or another mgian's style of dress must be rotained. All
adaptations. therefore, whether in design or form. must have as
their basis the historically developed specifics of traditional cloth-
in

8.
In the past, Ukrainian national dress was one of the least under-
stood and, at times, misrepresented aspects of the folk dance as
presented by some groups in Canada and the U.S. To a great extent
this situation has been corrected, bul the measures taken have
resulted. in some cases, in the use of one standard form of clothing,
thereby eliminating any consideration of regional and geographi
distinctiveness. | am not referring to the more obvious differences
between the clothing of the Eastern and Western regions of the
Ukgaine, but to the characteristics within the Central region tsel
Bach urea in the Central Region has its own particular form and
e. It is true that there are many similarities, but the exceptional
beauty in the creative expression of the distinguishing features
gion, when clearly depicted, will greatly assi

the accurate presentation of the people’s dances.

There is no doubt that extensive research is required to fully
understand and recognize the complex forms of clothing de-
veloped by the Uksainian people. Only then will one confidently
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and seriously question the use of ersatz costuming, such as the
wearing of white boots and the employment of unusual colour
combinations which, now and then, appoar in Ukrainian Canadian
dance groups.

The historical upvelumm-m of Ukrainian national d
divided into three major periods: (1] the earliest— when the bud\
was enveloped by a single rectangular piece of woven fabric; (2)
when clothing consisted of several pieces of rectangular fabric
sewn together; and (3) when pieces of fabric were first cut to the
shape of the body, then sewn together. Examples of all three are
found in Ukrainian clothing. From the first period we have the
“plakhta’ from the second. the “sorochka.” and “shiany"’; and
from the third, the “kersetka." and “chumar}

Uksainian clothing went through a long period of evolutionary
change, and is characterized by its regional distinctions. even in

specific differences from village to village. It would be impossible
o deal with all these differences in detail, but it is necessary to
isolate certain large ethnographical areas in which, for historical,
economic and geographical reasans, particular complexes of na-
tional dress are to be founs

The entire Ukraine can be divided into five such ethnographical
areas. but only three will be dealt with, directly corresponding to
the material outlined in the first two sections of book, that is,
relating to the Central region of the country. These areas are: (1) the
land bordering along the central portion of the Dnieper river,
including the left and right banks, and the steppe regions, consist.

(. Zhytomyr, Chernihiv, Cherkassy, Poltava, Kharkiv and
part of Dniepropetrovsk: (2) the eastern portion of Polissia (north.
e forest region) consisting of the northern sections of Kiev, Cher-
nihiv, Zhytomyr and Sumy; and (3) the southern steppe areas of
Dniepropetrovsk, Zaporizhia, Mykolayiv and Kherson.

Because of the diversity of clothing, every mpunam amr_le of
dress will be dealt with separately and then, wit] tegory.
the most signifcant rogional pattem, sty and docoraive charec.
teristics will be described

“SOROCHKA"
Although the word “sorochka™ translated is — a shirt, the En-

The woman's “sorochka” served both as blouse and under-skirt,
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being made in one length, or in twa sections and sewn bogelc
the waist, mes.
reaching the ankles. The man's “sorochka” was phrelen
usually extending to just above the knoes,

‘The “sorochka’ is the fundamental item of Ukrainian national
clothing. It was always made of undyed linen or hemp fabric. It is
the oldest form of clothing and also remained in use the longest.

‘There are several patterns to which the Ukrainian “sorochka' is
made; but these can be narrowed down to two main types: (1) the
material is gathered at the neck: (2) a single piece of material is used
to cover both the front and back. Both types, in different variations,
have existed side by side for hundreds of years

“The woman's “sorochka.” of the gathered at the neck type, can be
sub-divided into two patterns; with an insert, and without an
insert. An insert is a piece of fabric used, a the top of the shoulder,
tojoin the front and back pieces and is gathered, together with the
main body at the neck. In the “s sert, the

s hang parallel (0 the main body. Then both the upper
portion of the sleeves and the body are gathered to form the neck
opening.

“The man’s “sorochka,” with inserts, is shorter than the woman’s
of the same type e prpule ymal s “sofochka’ had a

ilka" (“arrow ). a three-cornered wedge-shaped piece of fabric
used to join the front and back pieces of the main body. This
ik s covred wilhan embroidered sscton of el (2104
o wids and s gathred,wit he main bods. o te neck

“The man's “sorcchkar” without ary gahers st the neck, has also
Exlslr_‘d a long time. It is sewn with symmetrical sides and, depend-
ing on the area, may have very wide sloeves.

4) Rightand left bank arcas of the Central Dnieper river region
“The woman's "“sorochka" of the northern Poltava (fig. 1) and
central Kiev (fig. 2) areas had fairly wide sleeves. The only parts
it the

boltom edge of the skirt.

styles of Poltava and Kiev to that of Polissia. In this area the
woman's “sorochka” is extremely wide. The shoulder inserts are
sewn on with a characteristic wide and open diamond-shaped,
coloured ormamentation.
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In the areas of westen Kharkiv and southern Sumy the
“sorochka’ is somewhat the same, but has an embroidered stand-
ing collar and cuffs.

A more distinctive style existed in the southern Kiev area. The
“sorochka’ had a standing collar and, besides being embroidered
with linen thread. was also embroidered with coloured (red and
blue) cotton thread.

fig. 1 Poltava 5. 2 Kiew

In the extreme right bank area of eastern Vinnytsia the woman's
“sorochka” featured a shorter sleeve, without cuffs, that usually
ended 4 to’5 inches above the wrist (fig. 3). Besides the sleeves, the
front of the chest was also embroidered.
ian’s “sorochka” of the central Kiev area differed slightly
from that of southern Poltava. The Kiev style (fig. 4) had narrow
I d | e

(fig. 5) or “chumachka,” as it was called, featured a wider body,
nserts along both sides, and had slightly wider sleeves. Both
types had extensive embroidery along the front of the chest

Men's "sorochkas” in the forest-steppe areas were made with

insertsat
cuffs. Earlier, they were gathered at the neck and had a standing
collar. At first, the collar was embroidered directly, but later it
became fashionable to sew on a previously embroidered piece.
“This practice further included the sewing on of a piece of embroi-
dered material onto the chest as well.
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g, 4 Kiey fig.5 Poltava

rtion of Polissia
In the northern belt of the right bank Polissia region the ancient
traditions of national dress remained the longest. The woman'’s
“sorochke, gahereda h neck. hasa standing collr,an th ull
sleeves end in cuffs. The collar and sleeves are both heavily em-
broidered. as is the chest, with narrow red and blue bands of
decorative designs (fig. 6).
“sorochka" has a standing collar and fairly narrow
ch end in wrist-hugging cuffs. The collar, cuffs and
chest feature thickly embroidered designs (fig. 7)
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4. Northern Kiev fig, 7 Northern Chernihiv

The "sorochk made both with rectangular inserts and
with the “strilka.” One distinctive feature in this area is that the
men wore their “sorochka” over the pants. with a leather belt and
buckle holding the shirt in place.

©) Southern Steppe region

Because of the agricultural character of the steppes, specilly
southern Poltava, Dniepropetrovsk and Zaporizhia, t lot]
which developed under this influence, remained in use up to i
beginning of the 20th century. In the southern Poltava region the
woman's “sorochka” was sewn with a large neck opening. Wide
sleeves became popular during the second half of the 1800s. The
nartow collr,cuffs and chest woro no embroidered — only the
sleeves were. T of the 19th century,
was done with a one-colour linen thread: raw, white or back-dyed.
‘The “sorochka’ was very long and reached down to the ankles.

In the Dniepropetrovsk area the “sorochka" is very close in style
ln suulhem Poltava. Among (he diwrw forms found here is the

ochka’ with a square n

“The man's “sorochket ofsouthern Potavafollowed the popular
@” (fig. 5) with wide sleeves.

“This southern steppe region had a greal influence on men’s
clothing of the Central region. The mode of life in the southern

i et t

by the conditions of semi-military (cossack) life. The long shirts of
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pants (“sharovary ") of
the steppe pattern. The vt e then encircled with a wide,
woven woolen “poyas’

35 the vt of thg Dlopde v o i Dnisproperous) the
man’s “sorochka.” with extremely wide sleeves and body, was
Rnownas the“Iotsmanska —(-River il ). &)

i 8 Dniepropetrovsk

“PLAKHTA"

The “plakhta” is one of the oldest forms of women's clothing,
and was made from specially woven rectangular material. It is
popular in all areas of the Central region, and differed only as to
length, style, and ornamental design.

‘The “plakhta’” was vorn over the “sorochka” and was kept in
place with a “poyas.” The *plakhta” is made from two long pieces
of woven, woolen checkered fabric of multi-coloured yam. The two
pieces are sewn end to end along two-thirds of their width with a

pecal, decorstive plakhta”stitch. The <plakhia” i then folded
in half, so that third isat the back.

atthe back, which are called “kryla” (wings), Soves s ol
aithe "plaka" Th meteral i wovon in such a way thatonohalf

on the opposite side. The front ends of the “plakhta” do not meet,
and this space is covered with a colourful “fartukh” (apron). The
front I i loured “kytytsi’"
‘plakhta”

(pom-poms). T}
offall edges (fig. 9).
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e women wore a non-fold-
This type of “plakhta” was

n some areas of the Poltava regior

The length of both “plakhta” styles was determined by the
length of the “sorochka” worn underneath. The hottom, embroi-
dered portion of the “sorochka” was to be visible under the
“plakhta

fig 10 Poliava

“ZAPASKY"
ike the “plakhta,” were also representative of
‘women's clothing.
of the Central region (fig. 11) consist of two

The “zapasky.”
\dest form

individual, rectangular sections of woven, woolen material, from
60 t0 70 cm. wide, In the Poltava area, the rear piece i

lightly
were of solid colour,

wider than the front one. Most “zapasky
usually black or dark blue.
In the left bank areas, the “zapasky” were only worn during
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week-days and to work. The “sorochka” worn with the mp.nL\ ¥
'was usually shorter, just reaching the knees, as were the “zapasky.

The "zapasky” ceased to bo popular by the middlo of the 19
century and only the front panel remained in use. This panel
il Bacaona tameuive e shiete 1 Janigth ] ieh epis

over the “plakhta” or the “litnykh" (summer skirt] in the same
Thus, the original two, single-coloured

manner as the *fartukh,
d by one, woven, geometrically decorated

isplaced
(floral designs were also used) “zapaska.

fig. 11 Poliava

“DERHA"

The “derha” also belongs to the same family of dress as the
“plakhta” and "zapasky.” Although not as widely popular as the
other two, it nonetheless served as a well-wearing and practical
garment. especially in the Kharkiv area (i, 12)

The “derha” is woven in one piece, usually of the same material
as the “zapasky. " This single piece is made quite long, so that it
completely envelopes the body, overlapping at the ends. The “der-
b s made in a singlo dark colour,primarly black while the
edges are finished with cord or dar
held in place with a °

pasky.” the “derha’
wwork et was, therefoe,sharter 1 length than th ~pla
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fig. 12 Kharkiv

“SPIDNYTSIA"

In the middle of the 19th century, the “plakhta” and “zapasky”
are gradually replaced by the “spidnytsia” (skirt) of home-made
fabric. With the influx of inexpensive manufactured materi
pleated Ukrainian “spidnytsia” is made from 6 to 8 pieces of
coloured satin, striped or floral printed fabrics.

In the northern reaches of Kiev and Chernihiv, the skirt is called
an “andarak,” and is made from mainly red material. It is decorated
along the bottom with embroidered or woven desi

The “litnyk” (summer skirt), made of lighter material, has several
coloured bands (mainly red) sewn horizontally along the bottom
(fig. 13).

, the

fig. 13 Kiev

“FARTUKH"

The “fartukh” (apron) or “poperednyt:
called, was worn with the “plakhta’ and “spidny!
the “litnyk”). It length
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clothing. The “fartukh” usually had a series of decorative designs
embroidered or woven on the front (fig. 14). The designs differed
d ly

om an
regional distinction.

fig. 14 Kiov

“SHTANY"
“Shtany” (pants), or “sharovary” (the wide pants of cossack
fame), as they are more popularly called, were the main item of
men’s clothing. A number of styles existed, of which only three
concern usat the present. The major regional difference is found in
Sxlnt e pentag
the 19th contury, all styles were a
w\de “ochkurnya (hem) at the waist through which a long narrow
kur” (draw-string) of twisted cord or leather lace was passed
i gathered the pants. The two ends of this narrow draw-string
were then wrapped around the top of the pants and tied at the front.
The leather draw-string served as a base to which different articles,
necessary for everyday use, could be attacked, such as the
“hsmane(s' ol o) i e sl (. i e
striking a
Tnthe 16thand 171h centuries, the fashion totuck thesorochka”
by

in addition, the cossacks also began to e 1ang4 wide
_Turkish “poyas” (sash) to hold their “sharovary” and “sorochka’”
n place.

a) Right and left bank areas of the Central Dnieper river region

‘The“shtany” of the Dnieper style (fig. 15) were made from raw or
coloured fabric. The pattern of these “shtany” consisted of two
moderately narrow, and symmetrical pant-legs, joined together by
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a fairly wide “mat tch). The “matnya” was shorter in the
Sl st lznglh towards each pant-leg,

b) Southern Steppe region
As originally developed by the cossacks, the “sharovary” of this
sstand fullest of tyles (fig. 16)

g, 15 Kiew fig. 16 Zaporizhia

The pant-legs are of an extremely wide and straight-cut pattern,
]mnud togother with a vertically symmetrical, wedge-shaped
with the wide section of th insert beginning just sbovo
Hm kn with the Dnieper style, the “sharovary” were a
made imm raw and coloured fabrics (red and dark blue being Qhu
most popular colours).

©) Eastern Polissia region

The “shtany” of this area have the narrowest pant-legs of the
The two pant-legs were also joined together with a
but of a fairly narrow and high pattern. A separate,
narrow band was sewn on at the waist, and gathered the top of the
pants. The “shtany” were made from raw fabric, or were woven
with narrow, horizontal coloured stripes.

“POYAS”

The “poyas” (sash) was worn by both women and men. It was
used to hold clothing firmly in place at the “poyas”
coraos n many different clarf dosigns, varying fom sloge 0
village.




The women's “poyas” is divided into two main types: wove
and braided. The woven “poyas” is made of combed wool and can
be up to 3 m. long and 30 cm. wide. It is usually interwoven with
coloured linen thread, The ends are finished with fringes. The
braided “poyas" has the same dimensions, but instead of fringes at
the ends, itis finished off with large, ball-shaped “kytytsi (fig. 17).
Along the left bank areas, the women tied their “poyas” at the
back, although in the southern Kiev region it was also tied at the
side or in front. Several different knots were used, but fairly long
ends were always left hanging down. When the “poyas” was used
overthe “svyta” (cloak), the ends were then tucked under.

i, 17 Kiev

In the Eastern Polissia region, the women’s “poy:
“krayka," was made in a siffer weave.

Besides the popular woolen “poyas.” narrow white linen
“rushnyky" (towels), with interwoven red bands, were used in the

Central regions as an jmportant part of the young bride’s atire
‘The mon's “poyas” was very similar to the women's,although it
wider. T! the long T

as” of woven wool or silk. It was usually finished off at the
ends with fringes, but never with “kytytsi

The man’s “poyas” was tied in two styles: “po selyansky" (in the
peasant manner), with the ends hanging down along both sides
(fig. 18); and " po kozatsky” (in the cossack manner), with both ends
hanging down along the left side (fig’s. 19a & 19b).
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In the Eastern Polissia region. a narrow leather belt with a buckle
was popular

The outer, top clothing is the most difficult element of Ukrainian
national dress to study. Itis quite hard to follow its development,
because the people often assimilated the top apparel of their neigh-

ours. There are cases where one type of clothing has several
names and, conversely, when the same name is used for different
items,

‘Top clothing can be divided into two groups: (1) the simple
pattern, which is cut without any attention to the contours of the
figure; and (2) the it i ly follows the
outline of the body.

The “kersetka" (sleeveless jacket) became popular along the
Dnieper river areas, and west of the Central region, during the
middle of the 19th century. Wide along the bottom, and with pleats
at the back, it was at first sewn from homemade fabrics, usually
white or dark red in colour. The “kersetka’” was worn by women,
and earlier by men in a few areas, but with the development of

‘materials, slight changes took
pleats were increased, and ormamentation of embroidery and
6 ‘The “kersetka” s

garment.
‘The Poltava “kersetka” (fig. 20) was quite long, nearly reaching
the knees at times, and was not gathered at the waist in front, but
hung straight down. The many pleats, arranged along the waist at
the back, gave the required fullness for ease of movement, The front
was usually decorated with an appliqué of velvet or other dark
erial.
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fig. 20 Poltava

The “kersetka” of the Kharkiv and Sumy regions was quite
similartothat of Poltava. It was also long, and hung loosely in front
while the back was gathered at the waist. The ornamentation was
elaborate, and featured a zig-zag design on the back, as well as on
the front (fig. 21).

fig. 21 Kharkiy

‘The Kiev region “kersetka” is much shorter than that of both
Poltavaand Kharkiv, and is made to follow the contour of the body.
It was made from manufactured fabrics of wool, silk or cotton, with
red being the most popular colour. A characteristic feature of this
“kersetka” was the highly decorated right front corner known as
“narizhnyk' (fig. 22).
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fig. 22 Kiv

In the Chenihiv region, the “kersetka” was also much shorter
than the Poltava style. The pattern was cut to follow the form of the
body and, without fail, had a pocket on the right side, set at the
angle, embellished with appliqué. The point of each pleat, at the
back, was usually accented with either decorative buttons or em-
broidery (fig. 23).

fig. 23 Chemihis

AR

From the middle of the 1800s, the women began to wear the
colourful “yupka” (jacket) of homemade cotton cloth, and later of
factory produced material. White and coloured “yupkas” were, at
first, made with three “‘vusa h\'rdgc shaped inserts at the back),

increased. The “yupka” was mn\ll\' Sopuar alors the e bank
areas of the Central Dieper river region. In some villages it was
known as a man’s short “svyta.” The line of the garment was
accented with the addition of bands of embroidery, appliqué or
coloured buttons (fig. 24).
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fig. 24 Kharkiy

“SVYTA"

‘The most \ndelv used top garment, rom the 11h o the bgia-
ning of the 20th century, w. e “svyta” (cloak or n\'en:oaﬂ Itwas
made n two forms: with vasa.and with "ryasy. The style with

“vusa’” had two long, wedge-shaped inserts sewn into the back
from the waist down to the very bottom, thus producing a decided
flair to the lower portion. With time, the number of “vusa” in-
creased to three, and then to five, and seven. always in odd num-
bers, with one running down the centre, and the rest evenly di-
vided on both sides.

‘svyta” wim “ryasy” (pleats) was quite similar in form to
that wx(h “vusa.” The pleats, however, because of their greater
number, produced a atuter kirt,” and accented the figure more.

Both styles existed in the Central region. The women usually

hi “svyty,” as did

fig. 25 Kharkiv
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the 19th century. The women's “svty” were sometimes decorated
fig. 2

with embroidery or appliqué

The colour of the man's “svyta” later changed to gray or dark ed
and was edged with dark coloured cord or fabric (fig. 26).

ig. 26 Ko

Althoughmost men’s “svyty” were cutto fit the waist, some were
made ina looser style (fig. 27).

fig. 27 Kharkiv

In the southern Kiev and Poltava regions, the woman's “svyta”
does not have a standing collar. The back is usually embroidered,

28).




fig. 28 Paltava

In the second half of the 19th century, both women's and men’
ty" were made from dark coloured cloth, and had “ryasy
" Tho predorminant colous was dark red, while the

stead of “vusa.
men sometimes wore g

In the Eastern Polissia region, the women and men wore white
" although the men sometimes wore grey. In some villages
's “svyta’ was quite plain and only featured trim in red

" however. were decorated with
“The sleeves of the man’s

“suyty.
the woman
orblack cord (fig. 29). Most * mn
embroidery on the front and

usually enod with upturmed s (g, 30,

fig. 20 Cheraihiy
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fig. 30 Zhytomyr

With the advent of lighter and thinner manufactured fabrics, a
new style of cloak appeared on the scene — the “chumarka.”
Instead of “vusa” or “ryasy,” it had many small gathers at the back.
tothe “svyta”, but much shorter, and was worn
e colour-range incuded black, dark blue, and grey

fig. 31 Chomihiv

Other types and styles of coats were also worn. The left bank
“siryak,” and the right bank “kobeniak.” both had an attached
hood, with which to cover the head. In some areas, a large, flat,
shawl-shaped collar took the place of the hood.

In winter, the most popular top garment for both men and
‘women, was the “kozhukh” (sheepskin coat). It was made with the
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skinon the outside, and whitened with chalk. The collar, cuffs and
bottom were trimmed with black or white lamb’s wool. The ordi.

nary “kozhukh"" was quite large and long, but a much shorter
version, the “kozhushanok,” was worn by men and women in the
Kharkiv area. Both styles were decorated with embroidery and
appliqué of wool and leather. In the 19th century, the outer skin of
the “kozhushanok" was covered with fabric and was known as a
“baibarak.” The large “kozhukh was worn loose, while the shorter
“kozhushanok” was held in place with a woven or braided woolen
“poyas.”

“OCHIPOK"

Until the beginning of the 20th century. girls' and married wo-
men’s headdresses were strictly regulated by the customs of each
individual region.

n the Central regions. the women hid their hair under an
“ochipok' (cap). The traditional "ochipok” was made in different
forms, depending on the locality: round-flat, globular, cylindrical
and triangular. Most “ochipoks” were extensively decorated with
different forms of embroidery. The “ochipok” was pulled together
and tied at the back with a short draw.-string

In the Dniepropetrovsk region, the *“ochipok” was called a

apor,” and had tapered sides. A similar cap was worn bv women

the Kiev region, but featured a bow at the back (fig. 32),

fig. 32 Kiey

“NAMITKA"

A white linen cloth, called a “namitka,” is wound over and
around the “ochipok,” tied in  knot, with the onds hanging down
the length of the back (fig. 33). The “namitka” was about 3 m. long,
and 50 cm. wide, and was usually starched. It was then folded
lengthwise a number of times, toa width of about 10-13 cm. and, in
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the form of a long, wide “ribbon,” was wound around the
“ochipok.” The ends of the “namitka” were sometimes decorated
with a few red bands of simple design

In the Dniepropetrovsk region, the “ochipok, ookt
w m\ unu!kl ‘was later tied with a flowerec
tern Polissia region was the only area in \\)m h the
“oc }upnk was worn without any covering.

fig. 33 Kiev

“KHUSTKA"
In the middle of the 19th century, the “namitka” was displaced
by the “khustka™ (Kerchief). At first, the kerchiefs were white and
but with the app: materials,
they were made from light woolen, silk or cotton prints. Towards
the end of the 1800s, large, warm, dark coloured “khustky” be-
came popular in the Central region. All were used to cover the
“ochipok.” As the “ochipok” fell out of use, the women began to
woar the “khustka” over their hoads in summer nd in winter (figs
Ihe girls also began wearing the “khustka” in winter (fig

. 34 Zhytomyr
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fig. 35 Kharkiv
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fig. 36 Chemihiy

“VINOK”

In the Ukraine, girls have gone barcheaded in summer and
winter since ancient times. The most popular custom was to do

hung down along the back. When going to work, the girl would
wind her braid in a circle on top of her head, and tuck the ribbon
under.

The girl's main festive decorative adornment for the head was
the “vinok” (wreath). In summer, “vinky"" were made from live
flowers, grasses, and herbs. In winter, they consisted of artficial
flowers made from wool, fibre, ribbon, metal spangles, feathers,
and also from paper, and wax (fig. 37). Wedding wreaths were
exceptionally rich in design, and omamentation.

Along the left bank, during festive occasions, the gnl: wore a
folded, dark silk kerchief tied above the forehead.
wreath. During week-days, they would tie a arichka”
across thetop of the head.

The s less varied. T) i
lambskin “shapka” (hat) was the most popular, and could be found
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i, 37 Poltava

in all regions. It was made in two shapes: cylindrical (fig. 38), and
tapered (fig. 39).and could be either black or grey. Another popular
form, found in the southern steppe regions, was the “bryl"” (straw
hat), which was worn mainly in summer (ig. 40),

B &

\ S

fig 39

o
fig. 40
Dhiepropetrovsk

“LYCHAKY,” “POSTOLY,” “CHEREVYKY," “CHOBOTY"

‘The most wide-spread form of footwear throughout all regions,
since ancient times, were the “lychaky an aky”
were made from strong woody plant fibres, and woven into a
per-like form (fig. 41). They were tied to the leg and with along
ly made from hemp, wound around the ankle, and up to

slipy
cord, usu

the calf.
“Postoly,” which existed alongside the “lychaky,” were very

similar in form, but were made of leather. They were kept in place
vith a cord of twisted hemp, or a long leather lace, which was
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paseed though 2 00p a the back f the hee.and then wound
around the leg (fig.

Until the begi nng of the 20th century, the mfority of women
and children went barefoot in summer. Girls' “cherevyky” (shoes)
became popular in the 1800s. They wore usually raade of back

ith red goatskin. Shoes of red leather
were more wide-spread in the southern Kiev and Poltava regions.
The “cherevyky” were tied with red or green woolen cord. The
heels were normally higher than those found on boots (fig. 43).

The Ukrainian women's and men's boots were made with
“ialinwy” (bootops.and sewn-on “peedy” (vamp), The bots
were madle by the “vyvorot” method — the "khaliava,” " peredy.
and ~pidoshva’ (sle) woro all sewn together nsidé-oun. Then,
after a good soaking in water, were turned right.side out, and
completed by sewing on the “zakabluk (back of the heel), and
attaching the “kabluk” (heel).

The boots worn on festive occasions, by girls and young women
particularly, were made of coloured goatskin — red. green and
yellow. They had higher heels, which were sometimes decorated
with colourful metal ornamentation, and had copper pidkivky
(taps) (fig. 44). Coloured boots with black vamps, were known as

‘chornobryvisi” (marigolds).

Men's boots were mainly black, and rarely coloured. At the end
of the 1800s. boots with high “khaliavy," pushed down in the
+hermasbka’ (oocandon) sty became very poplar {55 45). he

Bativd b f ,on goatokin
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fig. 44

Alongside the decorative ornamentation directly connected
with the national dress, there were a number of ornaments, and
everyday items, which were worn by the people, and added to the
external Ukrainian image.

For women, this involved decorating the neck, ears, and nngm
Most
brought n o other locuites and countis. The women wre
large iy of necklaces. "N “monysto” (from the
word “ —coin), wvre m'«le from “dukachi” — silver, and
through which
astring was threaded. "}\umln were made from imported, authen-
tic coral, and were called “dobre namysto” (*fine necklace”), and
differed from the glass imitations.

Along the Dnieper river region, a very popular type of necklace
was made from “burshtyn” (amber). which was found in an area
near the city of Kiev. It was ground and polished in the form of
fairly large flat pieces.

From the middle of the 19th century, inexpensive, factory-made

areas. In the Dniepropetrovsk region. long coloured ribbons were
usally atached 1ot neclscs, and hung down long he nck
Earrings were worn s and women, the most pnpu]al (va

bt this old eossack custom died out befors he andlof the 10
century.
Rings on fingers were usually worn by women.
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IV

SECTION IV

FOLK DANCES
‘This concluding section features the description of dances repre-
sentative of the three major genres: “Vesnyanka," a ritual (*ob-
ryadoviy”) girls' dance; “Kozachok,” a popular social
(“pobutoviy”) dance; and, “Mykola," & humourous, thematic
(“siuzhetniy") dance. As mentioned in the preface, these dances
ha beenadaplod o i o e s

“Tanes izuchayetsya, nye rasskazom, a pokazom” —“A dance
{slearned, ot thrtugh narratian, but by demonetration.” Whoaver
coined this Russian phrase was certainly aware of the problems
confronting anyone attempting to learn a dance from written or
verbal d ti Th
lish a notational system, which would clearly and accurately de-
scribe all the aspects required for a complete understanding of any
particular dance.

One of the first to tackle this problem was Thoinot Arbeau. In
1569, he published a notational study of 16th century dances,
includinthe Cournts Allmande and Gevoti,calin his work

“On ., Rac Feuil-

let, publi “Cl

ou I'Art dEcrire la Danse” (Choreography or the Art of Writing
Dancing). The 19th century German dance teacher, Friedrich-
Albert Zorn, brought out his method *Grammarik der Tanzkunst”
(Grammar of the Art of Dance) in 1887. Within a fow years, in 1892,
the Russian, Vladimir Stepanov, issued a notational system called
“Alphabet des Mouvements du Corps Humain” (Alphabet of
Movements of the Human Body). This method was soon adopted
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by the St. Petersburg Imperial School of Ballet, and later by the
Mascow Bolshoi Theatre. In 1928, Rudolf von I,aban created a very
complex system fitled “Kinetographie Laban," which was further
developed by New York's Dance Notation Bureau, and is now
known as “Labanotation.” One of the more recent methods to be
adopted was published in 1956, in London, by Rudolf Benesh. His
“Introduction to Benesh Dance Notation™ has been included in the
syllabus of the Royal Academy of Dancing Teacher's Training
Course. All these systoms were devoted to the notation of classical
ormodern ballet
In his book, “Theory of the Ukrainian Folk Dance

which became the basis of the popular method used today. Instead
of assigning a specific symbol ta each step, arm or body position,
and directional movement, he combined graphic illustrations of
steps and figure movement with corresponding written descrip-
tions, which together produced a concise and comprehensive
‘method. In addition, he broke down the descriptive portion into a
series of indivielual figures, coinciding with the melodic phrases of
the musical accompaniment. In this way, each significant dance
sequunoscoue be viewed uspat ofthe whole and, at the same
time, contained all the necessary information (steps. arm and body
posiions, dectionsl mevement and misial phiasie) enabling
one tolearn the dance in progressive stages
V. Verkhovynets developed his method at a time when the
folk-s i In

lement,

and to the audience.

The village folk dance, whether done indoors or outside, knew
no front, back or sides. The development of its structure was not
influenced by the presence of a captive audience and, therefore,
could be viewed from any position. This was not possible with the
performance of a dance on the concert stage with its ever present
proscenium arch, Verkhovynets clearly understaod this intrusion
on traditional forms, and incorporated this essential adaptational
descriptive element into his notational system.

Abri di
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symbols, used in notating the dances will e mad in arder to
acquaint the reader with its technical features

The page is divided into two vertical sections. The left hand side
contains the diagrams illustrating the specific figures, dancers’
positions on the stage, and their individual or combined move-
ments. The diagrams, and accompanying description, will utilize
the general stage practice of giving directions from the performer's
viewpoint, i.e., facing the audience.

REAR

LE}
STAGE GENTRE GS

pront (C Back Front & Back

GIRL BOY

C

Broken line: path along which dancer(s) travel.

Solid line with arrow: direction of travel,




couple moves cw (clockwise)

along a circular path, and returns to

their original place.

A solid line between two or more
denotes a holding hands

position, with details given in the

corresponding descsription.

couple moves ccw (counter
clockwise) along a circular pat
and returns to their original place

A couple turns cw on one spot, with
the girl moving backwards, and the
boy forwards.

A couple turns cew, with the girl
moving forwards along a circular
path while the boy tuns on one
spot

Agirl turns cw on one spot.




A boy moves cow along a circular
path, and returns to his original
place.

Holding left hands in the centre, the
girls form a “zirochka’” (small star),
and move ccw.

‘With the addition of four more girls,
they have now formed a “zirka"
(star), and move cew.

Two crossed solid lines between
two or more dancers denotes arm
positions 27 (fig. 56), and 36 (fig.
65), s described in Section I

To avoid any confusion created by
an excessive amount of lines, a bro-
ken line with an arrow may be used
to indicate both direction and path
of travel.




[ When the path of travel of two or
more dancers intersect, a broken
line is used to indicate one path, and
adotted line the other.

When a group of dancers moves as
one unit in the same direction, a
single broken line with an arrow
may be used to indicate both direc-
tion and path of travel

The diagrams, with the corresponding descriptive sections,
will be be
designated by e it ot v s T (a.b, c, etc). The

jagrams, and their corresponding descriptive sections will be
separated by a solid line, while sub-diagrams will be separated by a
broken line.

The right hand portion of the page will contain the detailed
desriptionof ach chorsographc igurs. he oal numbex of bars
for each major figure will be shown at the begi

ndividual steps or each figure, will be noted s the following
sequence: quantity; name; and corresponding number (as listed in
Section I, whern complet daciption of sep can be found).

@ampl — " prostiy tantsiuvalniy krok” (1). Normally, all steps
belzm i th ight ok unlssatberwise . Scme stops, such

(20), begin

chtenl,
The position of the arms will be described in detail or will be
indicated by its number (as listed in the second part of Section IT)
The 1 h

dance.




“VESNYANKA"

This Vesnyanka, an example of a ritual (“obryadoviy") dance,
personifies those tender and lyrical qualities found in the ritual
dances associated with the greeting of spring, and of the gradual
awakening of a young girl's emotions. Although this variation is
performe only with nstrumental accompanimen, it onetheless

e ot e i The Howizg inaof
the choreographic figures and their accompanying tran
ciaents il csdee sl s Bagtontne 1o o TR
girls’ modest and graceful movements assist in underlining the
lyrical theme of the entire composition, msulﬁng in a complete
synthesis of choreographic and emotional i

cular dance was. adapxrd for thasage by P Hryhor'yev,
and typifies such elements and body positions; steps an
gres,characleisti of the-obryadovty” danco form fouod i the
Central region of the Ukraine.

“The festive dress worn by the girls is from the Kiev region, and
consists of: a “sorochka,” “plakhta-stanok,” “fartukh,” “poyas,”
“kersetka." “vinok” decorated with long ribbons, and red coloured
“chobot

“The dance is notated for 10 girls, but the number of participants
can be increased as long as the number remains even.

‘The girls form two lines at the rear wings of both sides of the
stage. The girls a the loft rear wings join hands with their right
hand forward and left hand back. The girls at the right rear wings
join hands with their left hand forward and the right hand back.
The first and last girls of both groups place their free hands on their
hips.

R

16 bors:

Both groups enter along the back of
the stage then, following a circular
path, move down both sides, across

the first and last girls join hands.
They all do:

32—“prostiy tantsiuval
)
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8 bars:
a) Circle 1 — Facing the centre of
the circle, each girl places her right
foot in front, in 3rd position. Then,
still holding hands, all the girls
slowly raise their arms above their
heads and, at the same time, do on
the spot:

8—"bokova dorizhka" (20)
b) Circle 1 — Without letting go of
each other's hands, each girl turns
180° to_her right, and gradually
brings her arms down in front,
crossing the left arm over the right.
‘They all do on the spot:

6—“bokova dorizhka” (20)

— “potriyniy prytup” (31)

#) Circle 2 — These girls do the
same as the others, except that they
begin with their left foot in front, in
3rd position,
b) Circle 2 — the girls turn 180° to
their loft, and their right arm crosses
over the left

8bars:
a) Circle 1 — Slowly raising their
arms above their heads, from the
crossed position, the girls turn 180"
0 their left, and at the same time do
on the spot:

8 — “bokova dorizhka" (20) be-
ginning with the left foot.
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b) Circle 1 — The girls slowly bring
their arms forward and down to
their sides, at the same time, doing
on the spot:
6— “bokova dorizhka" (20)
"(31)

each other's hands, and end up fac-
ing the centre of the circle.

a) Circle 2 — These girls do the
same as the others except that they
begin with their right foot, and turn
180° o their right

b) Gircle 2— They do exactly as the
others.

16 bars:
Led by the first girls, the girls in both
groups move along two diagonal
paths down towards the front of the
stage. The first girl of Group 2 cros-
ses in front of the first girl of Group
1. The rest of the girls from Group 2
alternately cross in front of the re-
spective girls of Group 1. In two
lines, both groups move along a cir-
cular path up both sides of the stage.
At the back of the stage, Group 1
passes in front of Group 2, and con-
tinuing along their circular paths,
the first grls of both groups meet at
the front of the stage. Al do:
32— " prostiy tantsiuvalniy krok”
(1). During this figure the girls hold
their arms out at their sides, slightly
angled away from their body, and
thoir palms facing forward.




8 bars:

Without stopping, the girls move
directly into the chain (“lantsiu-
zhok”) figure. The two

shoulders, and then pass the follow-
ing girls with their left, and so on,
right then left. The rest of the girls
follow suit. When the two lead girls
meet at the back of the stage, they
repeat the “lantsiuzhok.” The figure
is completed with the two lead girls
ending up at the front of the stage.
Both groups form one large circle
with the girls facing each other in
pairs, and placing their hands on
their hips. During the entire figure,
all the girls do:

16— "prostiy tantsiuvalniy krok”
0

4bars:

As shown in the diagram, five girls
move sideways into the centre do-
ing

— “bokova dorizhka (20) be-

ginning with the left foot, and

1—"potriyniy prvtup” (31)
At the same time, the two pairs of
girls, 1 & 2,3 & 4, change places
They move towards each other, join
right hands, turn cw ina small circle
and gototheirnew places. They end
up facing each other. These four
girls do

8 — "prostiy tantsiuvalniy krok"
(1).Girl 5, at the back, tumns cw once,
on the spot, doing:
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“bokova dorizhka” (20)
ginning with the right foot, and then
ums ccw once, on the spot, doing:

4 — "bokova dorizhka" (20), be-
ginning with the leftfoot.

4bars:
The 5 girls in the centre, move
sideways to their ight doing
6 — “bokova dorizhka” (20) be-
ginning with th ightfoot,and
“potiyniy pryup” (31
At the same time, girls
again change pl
ing up in their original places. On
the last step, girls 2 & 3 turn on the
spot so that they end up facing cw.
These four girls do:
“prostiy tantsiuvalniy krok’”
(1). Girl 5, repeats the combination
in fig. 6, and also ends up facing cw.
At the end of this figure, the girls
finish in two . with the inner
facing ccw, and the outer —cw.

8ba

The girls in the inner circle join
hancl with the right hand forward
and the left hand back. The girls in
the outer circle place their hands on
lh»lrhxps All do:

— “prostiy tantsiuvalniy krok”
(1) i 1 g el g
ccw, and the outer circle — cu.

On the 8th bar, the girls end up in
one large circle, facing each other,
with the two lead girls at the front of
the stage.
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8 bars:
Facing each other, in couples, the
girls join hands, with their arms ex-
tended forward. Each couple turns
cw, and at the same time moves out
from the centre, gradually enlarging
the figure. All do:

16— " prostiy tantsiuvalniy krok”
(1), beginning with the right foot.
On the last bar, the girls face the
centre, forming one large circle.

16 bars:
“The girls join hands, forming their
two groups again with the first and
last girl placing her froe hand on her
hip. Both groups move along two
circular paths, as indicated in the
(hngrﬂm doing
—"prostiy tantsiuvalniy krok”

m roup 1 — With the first step,
the girls make a % turn to theirright,
and at the same time raise their arms
above their heads. On the 3rd step,
each girl lowers her right hand onto
theright shoulder of the gil n front,
and places her left hand on her own
right shoulder, with the left elbow
bentand lightly pressing against her
chest.

Group 2 — These girls do the same,
oept that they make » U tum to
their left, and lowe

onto the lef shoulder of the gl in
front

Moving out of their circular paths,

th groups meet at the back of the
stage, and form one straight line. On
the last two bars the girls raise their
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arms above their heads, then lower
them to their sides, and turn to face
the front.

8 bars:

The girls move forward, in two
rows, to the centre of the stage, and
form a star (“zirka") as indicated in
the diagram. All do:

16— prostiy tantsiuvalniy krok”
)

The girls in the front row form the
nucleus, joining right hands in the
centre, and extending their left arms
out to the side. The girls of the sec
ond row hold onto the centre girls'
left hands with theirright, and place
their left hands on their hips

a) The girls move cw in their “zir-
ka” doing:

12— “prostiy tantsiuvalniy krok”
)

b) On the last two bars, the centre
girls release their right hands, plac-
ing them on their hips. Each couple
now moves along a small circular
path cw and again form a “zirka”
Now, the former outer girls join left
hands in the centre. All do:

4 — “prostiy tantsiuvalniy krok"
4]
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4bars:
‘The girls move cow in their “zirka”
doing.

8 — “prostiy tantsiuvalniy krok’
)

On the last bar, the centre girls ro-
lease their left hands and place them
on their hips

4bars:
a) Every couple raises their joined
hands above their heads. The inner
girl of cach pair tums cw twice
under the raised arms. At the same
time all gradually move towards the
back of the stage. All do:

4 — “prostiy tantsiuvalniy krok"

)
b) Now the outer girl of each pair
turns ccw twice under the raised
arms. All continue moving back. All
do:

4 — “prostiy tantsiuvalniy krok"

m

Atthe end of the last bar, all the girls
form a semi-circle, facing the centre
of the stage and, releasing hands,
lower them to their sides.

8 bars:
a) The girls, of each couple, change
places as indicated in the diagram.
The girl moving to her right passes
in front of the girl moving to the loft
Each girl holds her arms out to the
sides, slightly angled away from her
iy, and with the palms facing
forward. Each girl bends her head
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slighty n. he dirscion of bur
movement. All

B “bokova dorizhka’ zu) and

1—"potriyniy prytup’
T wrl~mnvmglulhurngh!htgm
with their right foot, the girls mov-
ing to their left begin with their left
foot
b) The girls again change places,
this time reversing their direction.
Agam the girl moving to her right
n front of the girl moving to
her left. All do:

— “bokova dorizhka”
= potriyniy prytup” (31)

8bars:
Repeat fig. 15& 15 b

8bars:
Without changing the position of
their arms, the girls now move to-
wards the centre of the stage, and
form two straight lines, facing for-
ward. All do

16— "prostiy tantsiuvalniy krok”
(1)
On the last bar, the girls place their
hands on their hips.

166G GGG

a) Retaining their two  straight
lines, the girls change places as in-
dicated in the diagram. The girl
‘moving to ther right passes in front
of the girl moving to her left. Al do:
§—"bokovadorizila’ (20
“potriyniy prytup” (31)
xheg.mmuv.ngmmenngmbegm
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18b

eYcle
ciiciici

with their right foot, and the girls
moving to their left begin with their
left foot.

b) The girls change places again,
this time reversing their direction.
Again, the girl moving to her right

w.v passes in front of the girl moving to
U U herleft. All do:
G 6—"bokova dorizhka” (20)
1—"potriyniy prytup" (31)
19 16 bars.
= In their two lines, the girls join
s G < hands. The girls on the left have

their right hand forward and left
hand back. The girls on the right
have their arm positions reversed.

/| Moving along circular paths, both

lines move towards the back of the
stage and then form two rows,
ing forward. All do:

32 — "postiy tantsiuvalniy krok”
(1). In forming the two rows, each
girl in the back row, lines up be-
tween two girls of the front row.

4bars:
a) The girls in the front row raise
their joined hands above their heads
forming gates (“vorota”). The girls
in the back row release their hands
and, bending forward slightly, pass
through the “vorota” of the girls in
front. The back row girls do:

4 — “prostiy tantsiuvalniy krok”
[0
The front row girls stand on the

spot.
b) The girls who passed through
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now join hands, and form “vorota”
The other girls release their hands
and pass through the “vorota,” do-
in

g
4 — "prostiy tantsiuvalniy krok”
0l

4bars
a) Repeat fig, 20a.

b) Instead of passing through the
rota, the back row of girls move
forward, and form one staight line
with the front row of girls. All girls
have their arms at their side. The

back row of girls do:
4 — "prostiy tantsiuvalniy krok"

a

The front row of girls stand on the

spot. At the end of this figure there is
a short pause in the music as each

el ploces hor right hand 1o her

beads, slowly bows, and then

straightens up.

8bars:
The music begins and the girls join-
ing hands, form two lines again and
exit through both sides of the stage.
Alld

o
16— prostiy tantsiuvalniy krok”
)]










“KOZACHOK"

The Kozachok is one of the most popular couples dances of the
social (“pobutovi”) genre of Ukrainian folk dances. The many
quick changing figures and the diversity of steps. all done to a very
fast tempo, require a high degree of technical ability. The girls
assume a prominent role in leading the group from one intricate
figure to another. The boys' rapid and precise movements are
performed in a manner which reflects an attitude of respect and
attention to their partners, It is this lyrical theme, characteristic of
the many existing variations of the Kozachok, which mirrors the
social relationship of Ukrainian youth.

This Kumchok i from the southern Poltava egion and featuros
kolo” (circle),
K (star). All the figires and stops must be performed
proh g ot retaining complete clarity of movment,

Ihe rendering of *pobutovi” dances was not confined to fostive
occasions. Therefore, the dress worn by the participants in this
P The girls' dress
consists of: 2 “sorochka” (lightly embroidered) “zapasky” —of a
smgle colour (black or dark blue, trimmed with dark red cord),

5" —tied at the back, “strichka” —a red ribbon worm across
o top of the head, e at theback, and with theends interwined
with one braid of hair, “cherevyky” —red or black shoes. The boys'
dress consists of:a “sorochka” —with wide body and sleeves, with
little ornoembroidiery; “sharovary" (dark bluel; “poyas” —tied “po
selyansky”; black “choboty”; and a “bryl” — wide brimmed straw
hat.

£

1 8 bars:
2 2 2 2 Four couplos, holding hands (25),

%L | except that the girls place their right

hands on their hips, enter the stage

through the left rear wings, and

move along a circular path, doing:
8—"bihunets" (8]




16 bars:
The couples continue moving along.
the circular path (evenly spaced),
with the girls doing the following
combination four times:

3 unets’ (8)

1—“potriyniy prytup"” (31)

At the same time, the boys do the

following combination four times:
2— “bihunets” (8)

1 — “prysyadka z vynesennyam
nohy v storonu” (53). with the right
leg out,

1—*“potriyniy prytup” (31)
When doing the “prysyadka” (53),
the boys turn sideways, and face
their partners,
they rbturn o ther originai posi
tion.

8bars:
Ending up in a square, the couples
turn ccw on the spot, holding hands
(32), with the girls doing:
— “bihunets” (8)
“potriyniy prytup” (31)

At same time, the boys do:

7—"zvychayna prysyadka” (52)

1— “potriyniy prytup” (31)
On the ~prytup,” all the couples
face the centre of the stage.

8 bars:
) The couplen, holding handses n
1, move into the centre of the
s\age‘ doi
i '(ynok ‘maliy” (12)
1— “potriyniy prytup"” (31)
b) The girls form a circle, holding
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hands, with arms criss-crossed be-
hind each other's back. They now
move

t

. doing:

‘bokova dorizhka” (20)
potriyniy prytup” (31)

T'he gils tum their heads in the di-

rection of their movement, i.e.— to

the right. At the same time, the boys

move backwards to the corners, do-

ing:

4 — "viryovochka” (24)
1—“zvychayna prysyadka® (52)
1— “potriyniy prytup” (31)

4ab
5
K} L
(9=}
a1 \ o
5b

o
a) Still in their circle, the girls now
move cw. turning their heads to the
left, and do

6 —“bokova dorizhka” (20)

1—“potriyniy prytup” (31)
At the same time, facing the girls,
the boys do, on the spot.

— “bokova prysyadka — vyso-
ka'"(55), slowly, i.e. —totwo bars of
music, with the right leg out

2— “vykhylyasnyk” (38), bogin-
ing with the right foo.

b) The girls release their hands,
make a % tum to their right, and
move in front of and past their
partners, doing:

4 — “bihunets” (8)
Atthe same time, the boys do on the

With the "bihunets”, the boys catch
up with their partners, and hold
hands asin ig. 1
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8 bars:
All four couples proceed to move
along a circular path cew, with the
girls doing the following combina-
tion twice:

3—bihunets" (8)

“poteyniy prytup’ (3!)
do

P
following el i
2—“bihunets” (8)

ér

e

— “prysyadka z vynesennyam
nohy v storonu” (53), with the right
leg out,

1 — “potriyniy prytup” (31). On
the “prysyadka” the boys tum
sideways, as described in fig. 2.

8bars:

a) The four couples move into the

centre of stage, doing:
3—“tynok mali
1—"potriyniy prymp (31

b) The girls move backwards to the
corners, doiny

otriyniy prytup” (31)
At Ihe same time the boys, facing the
centre of their circle, and with their
arms extended out to the sides, do
on the spot:

1— “vypad z velykym tynkom v
povoroti” (17), begining with the
righ( foot,

— “zyvchayna prysyadka (52)

‘l—“pumvmv prytup” (31)
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8 bars:

a) Still in their circle, the boys dor
1— “vypad z velykym tynkom v
voroti” (17), begining with the

left foot,

1—"seyclayea rjayadia” (52

“odynpovorot u-povitri

(60),taming o the

At the same time, the girls in their

somacs doon e pot

potriyniy vybyvanets” (32)

Durlng his fgur, the gil placs

their hands on their hips.

b) Making a ' tum to their right, the

boys move towards their partners,

doing:

1 tumdying

triyniy prytup” (31)

Atthe same time, the girls do on the

spot:

1 — “vykhylyasnyk z potriynym
prytupom v povoroti” (43), with the
right leg,

1 — “vykhylyasnyk z potriynym
prytupom v povoroti” (43), with the.
et leg.

8bars:
‘The dancers join hands (32) in their
couples and tun cow, with the girls
doing:

pla—

L polryniy prytup” (31)
Atthe ams tme theboys o

7 ychayna preyadha” (52)

1 potrymy g (41

In their couples, the dancers join
bands, arms criss-crossed in front
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(27). All move along a circular path
cew, doing

7 bihunets” (8)

1— "potriyniy prytup” (31)
The dancers form one straight line
along the back of the stage, and on
the “prytup” face the front.

8 bars:
a) The girls place their hands on
their hips and move forward, doing
the illoviag  combingtion Joe

T~ (2) “holubis 2 potrynym
prytupom” (49). This series is done
o' the right first, then to the left,
again to the right, and to the loft

“The boys stand in their places and
watch the girls
b) In their straight line, the girls do
on the pot
— “vykhylyasnyk” (38), begin-
mng with right foot,

— vykhylyasnyk z potriynym
Mot liin i

g
S

a] The e girls doon the pot
‘vykhylyasnyk" (3a)< begin-

1— “vykhylyasnyk 2 potriynym
prytupom v povoroti” (43)

At the same time, the boys move
forward, with their hands on their
hips doing:

— “tynok maliy” (12)

1—“potriyniy prytup” (31)
On the “prytup” the boys end up
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between the girls in one straight

ine.

b) The boys, with their arms ex-

tended out t0 the sides. do on the

spot
1

— “vypad z velykym tynkom v
zvychayna prysyadka” (52)
— “odyn_povorot u povitri
(80). turning to the left
At the same time, the girls move
backwards, doing:
4 — “viryovochka z perestupan-
nyam na kabluk” (27)

8bars:
a) The girls continue moving
backwards, doing;
6—"viryovochka” (24)
1—“potriyniy prytup” (31)
As the girls move back, they g:
ally form a circle, and on the
tup,” the middle two girls make a '
tumn to their left, and all hold hands,
arms criss-crossed behind each
other's back.
At the same time, the boys quickly
ove to their rospective comers
with their hands on their hips, do-
ing;
4—"bihunets" (8)
b) The girls move ccw in their cir-
cle, doing:
6— “bokova dorizhka" (20), with
their heads turned to the right.
1— “potriyniy prytup” (31)
At the same time, the boys, facing
the girls, do on the spot:
4— “potriyniy vybyvanets" (32)
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4bars:
The girls break their circle, and
extending their arms out to the
sides, move slde\va»s to their ro-
spective comes,doi
— @ ”».‘.m,m 2 potriynym

prgtapone 49)
All the girls do the above steps mov-
ing to their right, i.e.— the girls on
the right face the front, and the girls
on the left face the back.
At the same time, the boys move
sideways to their right, into the
centre, doing:

3 — “prysyadka z vynesennyam
nohy v storonu” (53

1—"potriyniy prytup” (31)
On the “prytup,” the boys join right
hands in the centre, extending their
left arms out io the sides. The girls
hold the boys' left hands with their
Teft,right hands on the hips.

8bars:

a) The group has now formed a
ko Intheiacka” th dancars

it the boys giog

oing:

S 24)

Backoward

1) Tho dancersbroa hes sar. The
boys, with their arms extended out
to the sides and facing their
partners, do:
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pad z velykym tynkom v

)
vychayna prysyadka” (52)
iyn povorot u poviri” (80),
tuming to the left
Al the same time, the girls, with
their hands on their hips and facing
their partners, do on the spot:
4—"potriyniy vybyvanets” (32)

4 bars:
Dancers form couples, joining
right hands (32), and turn
me spat with the girls doing:
inets”" (8)
o~ potiyniy prytup” (31)
Anheszmelime, boys do:
rchome Pl
=
1— “potriyniy prytup” (31)
On the “prytup” the girls end up
in the centre. They join left hands
inthe centro and extend their ight
arms out to the sides. The boys
hold onto the girls' right hands
with their left. Their right arms are
extended out to the sides. The
dancers have once more formed a
“zirka."

8bars:

4— “bihunets” (8)

b) The dancers break their star,
still moving cow along a circular
path. The girls move in front of
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their partners, and end up on the
outside. Each couple joins hands,
with arms criss-crossed in front
(27). All dancers do

— “bihunets” (8)

8bars:

a) The couples now form two
groups of “fours,” with alternate
couples moving to the inside of the
couple in front. In their “fours” the
dancers join hands with arms
criss-crossed in front (36). All con-
tinue moving ccw along a circular
path, opposite each other, in one
straight line, doing

4— “bihunets" (8)

b) Now, each group of “four”
tums ccw on the spot, doing;

4— “bihunets” (8)

During this turn, the couples on
the outside move forward, while
the inner couples move back-
wards,

8 bars:
The two groups of “fours” again
move along a circular path ccw,
and form one straight line along
the back of the stage. All dor
ih\mets” ()

triyniy prytup” (31)
On the "pryeup 2l the dancers
face the front, and join hands with
arms criss-crossed in front (36).
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8bars:
In one straight line, the dancers
move towards the front of the
stage, doing:
5 e iymok maliy” (12)
1 —*“potriyniy prytup” (31)
3—“tynok maliy” (12)
1—“potriyniy prytup” (31)

i
3535950>-—|

8 bars (or more if necessary):

The dancers release their hands,
and making a Y turn to their loft,
join hands by extending the right
arm forward and the loft arm back.

stage, they exit through the right
rear wings. All

8 (or more) — “bihunets roz-
shyreniy” (9)

Allegro

“KOZACHOK”




“MYKOLA"

This dance s a good example of the genre of thematic (“siuzhetni”)
folk dances, for it not only develops the theme in dramatic fashion
but utlizes manyofthspopular sieps ndoing o
ola i similar to the Byelorussian folk dance “Yurochka.”

Myl heh (Nicholas), a devilish prankster,is teasingly rejected by all
the girls because of his never-ending practical jokes. At the end of
the dance, because of his humorous actions and open exuberance,
h s acospted back s artof the roup

The dance was transcribed in the Zaporizhia region by Z.
Syzomeniko, and L Bohatkova I was adapied for the stage by Z.
Syzonenko.

he fesiv dros wor by the il and boys i ofthe Southem

rizhia. The girls'

Ko plak-stanok " “fatakh.-poyas.” “orsatka," vinok” de-
corated with long ribbons, and red coloured “choboly." The boys'

coloured dark blue excopt Mykola's, whose are red),*poyas'” tied

16 bars:
a) (12 bars) Entering the stage
through the left rear wings, Mykola
quickly runs around the entire area,
looking it over, making sure that it
will be suitable for dancing

b) (4 bars) Seeing that this spot is
ideal, Mykola runs to the back of
the stage, and looking to the left
wings, claps his hands once, and
calls out to the rest of the group:
“Tut budemo tantsiuvaty” (We will
dance hero).
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With Mykola leading the way, the
rest of the dancers enter the stage
from the left rear wings. The group,
consisting of eight girls and four
boys, has formed four groups of
“threes,” with each boy between
two girls. Each group holds hands
criss-crossed in front (36). Follow-
ing Mykola, the entire group circles
the stage, and ends up in four rows
down the centre, facing the audi-
ence.
Mykola does

7—"tynok maliy” (12)

1— “potriyniy prytup” (31)

1—"potriyniy prytup” (31)
‘The four groups do eight combina-
tions of:
2—“prostiy bih" (7)
1—“potriyniy prytup” (31)

Placing their hands on their hips,
the girls move to both sides of the
stage doing:
— “dorizhka v povoroti” (77)
turning c
— “potriyniy prytup” (31), and
end up facing the boys. Then, on the
spot, they do:
3— "“potriyniy vybyvanets” (32)
— “potriyniy prytup" (31)
4) At the same time, the four boys
extend their arms to the sides (24),
and do on the spot:
1 — “prysyadka z vynesennyam
nohy v storonu” (53) with the right
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1—*vykhylyasn
right foot

— “prysyadka z vynesennyam
nohy v storonu” (53) with the left
foot,

1—"vykhylyasnyk” (38) withthe
left foot
b) The boys now move to their new
partners, as shown in the diagram,
doing:

3—“bihunets” (8)
1 — "potriyniy prytup” (31 On
the vs end up bet-
ween their new partners, facing the
centre of the stage.
a) At the same time, Mykola ex-
tends his arms to the sides (24) and
does on the spot:

1 — “prysyadka z vynesennyam
nohy v storonu” (53) with the right

foot,

1—"vykhylyasnyk” (38) with the
sight oot

“zvychayna prysyadka” (52)
‘l—"ndyl\povcml\vlmwln (80)
1— “zvychayna prysyadka” (52)
b) Mykola then moves to the centre
of th stage,doing:
— “bihunets’” (8)

otriyniy prytup” (31)
onthe “prytup”, Mykola faces the
audience.

8bars:
Mykola, in the cenre of the stage,
d

oes:
8—prysyadky na kabluky” (57),
with his arms extended out to the
sides (24). At the same time, in each

group of “three,” the boys drop into
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afull squat position, extending their
right legs forward. The girl on each
boy’s left, has turned so that her
back isto the centre of the stage. The
boy holds onto her left hand with
his loft. The girl on his right, facing
the centre of the stage, holds onto
his right hand with her left hand
‘The girls hold onto the ribbons of
their wreaths with their free hands,
arms extended out to the side. In
this position, all four groups turn

1—“potriyniy prytup’” (31)
The boys, with their right legs ex-

nded forward, pivot on their left
foot. On the last bar (“prytup”) the
girls end up with their backs to the
centre of the stage, and place their
hands on their hips, while the boys,
jump up from their squat position,
and do

1 — “potriyniy prytup” (31), fac-
ing the centre of the stage.

With their hands on their hips, the
girls move behind their respective
boys, and go into the centre of the
stage forming a semi-circle around
Mykula. They do:
— “bihunets"” (8)
‘potriyniy prytup” (31)

1n theissomtciel. the il do on
the spot:
3— “nosok-kabluk" (47)

1 —"“potriyniy prytup” (31)
Atthe same time, the boys, standing
in their places, energetically clap
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their hands in time with the music,
‘\l the same time, Mykola does

Then Mykolamovesalongacircular

path in front of the girls, doing:
3—“tynok maliy" (12)

As he moves by the girls, he tries to

win theirattention

4 bars:
“The girls hold onto their ribbons,
extending their arms out to the
sides, and move backwards, to both
sides of the stage, doing:
8— “viryovochka' (24)

At the same time, Mykola would
like to hold back one of the girls. He
looks to the right, then to the left,
trying to choose the right partner for
the dance, but seeing that they are
all pretty, flounders undecisively.
the same time, the four boys
quu,kly move into the centre, doing:
nets” (8), and surround
Mykola. They louly clap. their
hands above Mykola's head.
Frightened, Mykola covers his ears,
and drops into a full squat position.

bars:
a) The girls, still holding onto their
ribbons, move [nrward into a semi-
circle again, d
i Fagmok maly” (12)
At the same time, the four boys re-
tum to both sides of the stage, doing:

centre of the stage. Mykola remains
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inthesquat position sill covering his

ears.
b) In their semi-circle, the girls now
do, with their left shoulders turned
towards the centre:

2 — “vykhylyasnyk z potriynym
prytupom” (40)
Upon seeing that the girls have ro-
turned, Mykola gets up, and again
begins looking for a partner.

4 bars:
The girls, still holding onto their
Wb ovn backvardy bt

1 — “potriyniy prytup” (31)
As they move back, the girls bring
their arms forward, up and then out
o the sides. At the same time, the
four boys again quickly move into
the centre doing:

2 — “bihunets’” (8), surrounding
Mykola. Then, with their nghl
hands, the boys make a motion, as if
1o hit Mykola on the head, but they
hesitate, and only place their hands
on his head. Seeing what s about to
happen, Mykola bends over and
covers his head with his hands in
order to protect himself.

8bars:
“The four boys, join hands forming a
circle, and moving cw, do:

65— "bokova prysyaka— vysoka”
(55)
Atthe same time, the girls movento
the centre, doing
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2 — “bihunets” (8), and joining
hands, form a circle. In their outer
circle, the girls move cew, doing:

4— “bihunets (8)

‘Then, the four boys and eight girls
break their circles, move backwards
and frmn

During nll 4 Mykola, in the
centre does:

8 — “zvychayna prysyadka v
povoroti” (83)
8 bars:

a) One_girl-soloist, holding onto
her ribbons, arms extended out to
the sides, moves across the front of
the stage, doing:

5— “tynok maliy” (12)
Atthe same time, Mykola does, first
on the spot, and then following the
girl:

‘povzunets” (63)

‘The girl turns around facing Myko-
la, whﬂ]umpsup an

rytup” (31)

b) Towards the ‘ond of ihe -
ceeding action, two boys have
quickly come to the front of (he
stage. As the girl and Mykola com-
plete the “prytup.” one of the boys
joins hands with the girl, arms
criss-crossed in front (27), and takes
her back into the group, both doing:

2—"bihunets" (8)

During this, the second boy puts his
arm around Mykola's shoulders and
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diverts his attention by whispering
something in his ear. The rest of the
group finds these antics amusing.

a) two girl-solo
around each other’s waists, and free
hands on the hips, move towards
Mykola and the other boy. doing:
4—"tynok maliy" (12)
Mykola, who has already forgotten
the first girl, sees the two girls, and
wants to dance with them. The other
boy holds Mykola back and con-
tinues his interesting story.
b) The two girls now move side-
ways to their right, looking back at
Mykola, as if asking him to come
and dance with them. They do:
6—"bokova dorizhka” (20)
At the same time, Mykola breaks
away from the other boy and follows
the girls, doing:
4—“zvychayna prysyadka” (52)

The girls then quickly goto Mykola,
one on each side of him, doing:
ihunets” (8)

a) the two girls and Mykola join
hands and face the audience. The
girls place their free hands on their
hips. The trio now tumns cw on the
spot, with the girls, one moving
forwards and the other backwards,
doing;
4—“potriyniy krok” (2)
Mykola turns on the spot, doing;
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4 — “prysyadka z vynesennyam
nohy vpered” (54)
Towards the end of the turning, two
boys move forward, out of the
semi-circle, one to each of the girls.
) The gils It go of Mykola's
hands and hook right arms with the

oo iy, ol Al pidce el vt
handson their hips. Tuming cw, the
couples move to both sides of the
stage, doing:

—“potriyniy krok” (2), and end

up facing the centre of the stage.
In the meantime, Mykola doesn't
Know what to do. He seems lost —
looking firstat one couple, and then
at the other. The rest of the dancers
clap their hands in time with the
music, laughing at Mykola's pre-
dicament and gradually move into
their groups of “threes.

8 bars
a) all dancers form their groups of
“threes,” joining hands, and free
hands on the hips. Each group turns
cew once on the spot, with the girls,
one moving forwards, and the other
backwards, doing;

4— "potriyniy krok" (2)
At the same time, the boys turn on
the spot, doing

4— “zvychayna prysyadka” (52)
The groups end up facing the centre
of the stage.
Mykola, seeing that he has been loft
alone, takes his hat off and gestures
o the groups to come to him.
b) Still holding hands, the groups
‘move towards Mykola, doing:
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4 — “potriyniy krok” (2)
As the groups move closer, Mykola
puts his hat back on, raises his arms
outtothe side, then slowly lowering
his arms, crouches into a full squat
position. During ths, the music is

forward, wondering what Mykola is
upto

8 bars (or more, if necessary):
With a loud yell, Mykola leaps up
into the air, doing:

1—lastivka” (72) (music — very
Toud)
The dancers, surprised by Mykola's
unexpected leap, quickly straighten
up and, laughing, look at each other
with astonishment. Mykola, waving
his hat above his head, quickly
moves along a circular path, doing:

“mitelochka” (67)
The groups of “threes,” join hands
with arms criss-crossed in front (36)
and follow Mykola, doing a con-
tinuous repetition of the com-
bination:

— “prostiy bih” (7)

1— “potriyniy prytup” (31)
‘The dance concludes with everyone
exiting through the right rear wings.
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