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The purpose of the work is to summarize information on the emergence and development of youth folk music groups in
Ukraine; to analyse the historiography of the issue; to determine the place and role of youth vocal-ensemble folk formations
in contemporary Ukrainian musical culture as an element that links traditional rural and modern city cultures; to identify
the difficulties of mastering the folklore material by the participants of secondary collectives; to determine the prospects for
the study of these issues. The research methodology is based on the following theoretical methods as systematization that
provides the cognition and understanding of the process of emergence and development of youth vocal-ensemble folklore
performance in Ukraine as an integral part of its musical culture; abstraction to consider in a nuanced way the essential features
of the mentioned kind of performing folk culture; analysis to establish links between different levels of the categories of the
aforementioned performing style; synthesis to consider folklore and ensemble singing as a component of the hierarchical
system of musical culture of Ukraine. The source method was also used to investigate the historical conditions of youth
vocal and ensemble performance and its characteristic features. The scientific novelty of the work is to systematize the
scientific experience of the study of youth folklore and ensemble performance in Ukraine, to cover the main theoretical and
practical aspects of the problem of the development of vocal and ensemble folk formations in Ukraine. Conclusions. The
scientific experience of the research of the problem of development of youth folk-ensemble singing has been summarized.
The polemical character of the research issue has been determined. Different approaches to the development of traditional
performance in youth folk formations have been systematized. The historical peculiarities of youth vocal and ensemble
folklore development in contemporary Ukrainian musical culture have been revealed, which link traditional (authentic) rural
culture with its inclusive folk ecosystem and modern city culture. The ways and perspectives of the development of modern
youth folklore ensembles are determined.

Keywords: folklore; youth folklore ensemble; traditional culture; traditional performance

Introduction

Issues related to the promotion, production, and actualization of folk art traditions are becoming in-
creasingly relevant in the complex of issues related to the study of contemporary cultural processes. These
issues are of concern not only to folklorists but also to the general public, as evidenced by the emergence
and spread in many higher education institutions, at cultural and educational centres, schools and even kin-
dergartens, where folklore is collected, studied and promoted.

The scientific novelty of the article is to carry out the systematization of scientific studies of Ukrainian
youth folklore and ensemble performance, to comprehend this type of folklore activity as a holistic phe-
nomenon that is peculiar to the entire system of national song and music art, to identify the historical pecu-
liarities of youth folklore development within contemporary Ukrainian musical space, to outline the main
vectors of the development problem of youth folklore formations in Ukraine, as well as to determine the
polemical character of the study of the decided issues.

L. Hapon (2010), A. Lashchenko (2007) and O. Bench (1990) consider the development issue of per-
forming folklore in their studies, in particular, the issues of education and training of secondary singers,
as a component of the Ukrainian folk-choir tradition. I. Pavlenko (2013) systematizes the variety of per-
formance forms and styles of folklore tradition at the present stage of its life. In recent years, the issues
of mastering the authentic manner of singing and traditional musical material in the contemporary urban
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secondary youth folk group, mastering the local performing tradition and related to this problem the find-
ing issue of a reference sound in the folk tradition are in the practice of the article’s authors (Sinelnikova
& Sinelnikov, 2019a; 2019b) who, in their theoretical and practical searches, turn to the works of famous eth-
nomusicologists of our time: S. Hrytsa (2017), A. Ivanytskyi (2013), V. Shchurov, O. Bench (1990; 2008),
M. Musinka (2006), A. Mekhnetcov (2014), G. Sysoeva, V. Osadchaya, R. Sliuzinskas (2009; 2010; 2012),
N. Zhulanova, E. Efremova and I. Telyukh (2018), M. Skazhenik (2018a; 2018b), A. Furdychka (2015a;
2015b), I. Dovhaliuk (2018) and others. However, despite the considerable achievements of contemporary
folklorists, musicologists and practitioners, we believe that the ways of the development issues of secondary
folklore and its role in the development of the musical culture of modern Ukraine (in connection with its
narrow specialization) have not been adequately covered in national ethnology.

The purpose of the article

The purpose of the article is to summarize data on the emergence and development of youth folk music
groups in Ukraine; to outline their place and role in contemporary Ukrainian musical culture; to stress the
problem points of mastering the folklore material by the participants of secondary collectives; to identify the
role of urban youth folk music groups as a chain linking traditional rural and modern city cultures.

Presentation of the main material

Due to the changes that have taken place in the public perception regarding the place, role and value
of national folklore in the social environment, as of today a widespread direction of vocal folk art has been
formed. They are youth folklore ensembles. An art expert 1. Pavlenko (2013) aptly notes: “Contemporary
folk-song performance has arisen within the folklore tradition and today represents a variety of perform-
ing forms and styles, widespread in song and performing practice at various levels of life from amateur to
professional. Thus, the process of formation and existence of folk-song genres has a picture characterized
by the presence of several main directions of performance: traditional band singing (authentic), vocal en-
sembles of modern life, folk choral singing” (pp. 722-723). 1. Pavlenko (2013) considers them in the section
“Vocal ensembles of modern life” and together with E. Efremov refers to the so-called “secondary folklore
ensembles”, which “reconstruct the performance of folk-song records..., that mainly consist of people who
are far from everyday life of folklore sources, but strive to follow in their work the traditions of the primary
folk environment” (pp. 723-724).

We find it necessary to make a historical retrospective and to note that the aiming for stage representa-
tion of authentic folklore material in Ukraine is primarily related to the artwork of the Okhmatov folk choir
under the direction of Porfiry Demutsky (the Okhmatov village, now Cherkasy oblast) that was “the phe-
nomenon of authenticity in concert practice”, indeed P. Demutsky believed that the purpose of such singing
unity, on the one hand, is “preservation for the offspring the collective nature of music-making, and on the
other — formation of patriotic consciousness and a sense of belonging to the art of the people” (Lashchenko,
2007, p. 117).

However, at the turn of the 1920s — 1930s, folk music groups gradually changed their genre-orienta-
tion: the peasants were “offered” to learn a Soviet song; instead of a first singer, there was an instrumental
(as arule) accordion entrance, and an adherence score replaced a vocal improvisation. This process of gen-
uine folk traditions amputation lasted until the end of the 1950s, when “in folk singing, identity gave way
completely to the usual forms of performance”, which “became embodied in the specific singing movement
of folk choirs, which peak occurred in the 1970s” (Lashchenko, 2007, p. 118). O. Bench (1990) adds:
“Traditional folklore performance was not considered by national ethnomusicology as an independent area
of culture, with immanent aesthetic performance laws until the 1970s. Elemental analysis of folk song was
far from the needs of practice”. As a result, “a gap has occurred between the rich traditions of the people and
a whole generation of people who are unable to apply them to life” (pp. 233-234).

Since the 1980s, in Ukraine, in particular, in Kyiv, the tendency of folk music to back to basics took
a definite shape, and original folk groups emerged. The emergence of youth vocal and ensemble folk for-
mations in the late 1970s — early 1980s in Ukraine, Russia and European countries affected significantly the
nature of folklore mastery in the amateur art/performance - shifted towards the approximation and preserva-
tion of dignity and integrity in semi-stage/stage interpretation. The attraction to genuine — not cultivated —
folklore, the direct development of local, regional traditions, the “use” in the original folk culture of those
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social groups (often urban youth and the clerisy) who are not genetically related to traditional folk culture,
has significantly increased.

On this basis, urban youth ensembles and non-stage/semi stage-oriented groups are emerging and increas-
ing the number of their followers. Real-life communication, direct transfer of traditions from master (teacher)
to student, lack of clear boundaries between the stage (performers) and the audience — all this became decisive
and especially attractive when engaging young people to folklore increasingly. Numerous festivals of folklore
and folk art in Ukraine and in Europe confirm this desire and give reason to speak about a certain tendency of
the revival of folk culture by the youth, about the revival and development of a kind of “folklore education” in
the aforementioned youth ensembles and amateur groups.

Until recently, the idea that folklore source came from the village has been dominant and the city culti-
vated its urban values and tastes. Today, the situation has changed dramatically: a new wave of attention to
folklore is coming from the city, the first and main carriers of it are the urban residents. Youth folk bands are
everywhere today, are commendable, although there is still some distrust and prejudice about them. However,
often the secondary groups become advocates of authenticity, demonstrating a more insightful and subtle
knowledge of folk art. In addition, these are no longer isolated cases, but a gross trend. Watching this “urban
fashion”, the villager, and especially the youth, re-overestimates the cultural heritage of the people.

“The very fact that folk-ensemble singing has come to the foreground in recent decades testifies to its
cultural-creative role”, — A. Laschenko points out (2007, p. 119). The scientist is right: “... the mainspring
behind the revival of folklore foundations of singing is the city clerisy, including the students of special higher
educational institutions of music, and in general the students of Kyiv. It is they who, already on the basis of
scientific knowledge,... rather “aggressively” correct the “pseudo-folk™ choral style, which flourished until
recently ... The progressive creative intelligentsia gradually “eradicates” the stereotype of equality for all, the
commonality of folk-writing principles, the intrusive Christian principles consciousness, trying, at least in con-
cert-performing practice, to be guided by the nation’s natural singing experience” (Lashchenko, 2007, p. 119).

It is worth noting that, despite the achievements and the considerable experience of the best youth folklore
ensembles, working with folklore presents some difficulties for many of them. Such secondary groups face the
difficult task of finding a repertoire, developing a musical dialect of a particular local/regional style. O. Bench
(1990) outlines several typical problems faced by youth folk groups in the city. First, it is the artistic adoption
of a folk song through recording and harmonization that leads to the loss of its most essential performing
components and, most importantly, to its academization. Second, it is an attempt to consider folklore perfor-
mance outside its natural landscape — a regional tradition: this trend leads to an abstract understanding of the
essence of folklore. O. Bench (1990) emphasizes the impossibility in the creative activity of youth folk groups
to “reduce different regional manners of singing to a “common national” manner”, since “the term itself is ab-
stract and does not correspond to reality. This tendency resulted in large losses in traditional performance and
a levelling of regional performance” (p. 234).

A. Lashchenko (2007), stressing the need for folklore specialists to have “special competence” due to
the natural combination of their practical activity of science and performing practice, adds: “Unfortunately,
a casual attitude to folk-ensemble singing still takes place, and we often hear pseudo-folklore programs that
are “covered” by the spectacular effects of folk attributes” (p. 122). L. Hapon (2010) points to another sore
subject: “Most folklorist musicians, through the conjuncture of trivial to “survive” in the art world, recourse
to a variety of experiments, in particular, through pop performance” (p. 295) that discourages advanced tradi-
tions’ perception.

Naturally, the activities of secondary collectives are influenced by various factors: from the activities
of authentic rural folk bands to performances by professional ensembles/choirs. The first ones saturate them
with information, give song samples of the repertoire; the second ones attract as a standard of skill imitation.
However, most secondary collectives often use folklore material that is arranged professionally, where local
performing rural traditions are transformed for stage performance, but an approach to use folklore in concert
activity only does not automatically lead to its widespread among broad population, urban and rural youth.

In our opinion, showing the folklore heritage on stage is only the first step of the folklore collective’s
outreach activities. However, we cannot but agree with A. Lashchenko (2007), who states: “Under folklorists’
educating, they must be involved in the performance process. Since only a personal sense of the folk singing
power (or the instrument playing) stimulates the growth of research interest in this field” (p. 122).

Therefore, the main task of the youth folklore collective should be to return the song into everyday
life, to develop the culture of the population, especially the youth, children, and adolescents, who today are
often better acquainted with contemporary foreign music than their folk songs. National song traditions can
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be preserved if the younger generation knows these songs can sing them, use them in everyday life and on
holidays, and such work should be rendered active in school and within the family. After all, “in the real ...
rural environment, it is known ... with few exceptions, there are now no favourable conditions for the field
survey, and hence for the acquisition of the folk-music tradition” (Hapon, 2010, p. 294).

The city youth folk groups should become the link between traditional rural culture and the modern cul-
ture of the city. For this purpose, it is necessary to create a system: rural folk groups or folk artists — carriers
of traditional song culture — urban youth groups — school groups — the population of the city. To ensure the
functioning of this system, it is necessary to practice regular meetings of urban youth groups with authentic
groups/folk performers; to activate the folklore expedition activity of young citizens-folklorists, the result of
which should be the record of folk songs; to study which situations of singing folk songs most harmoniously
fit into the city context, provide the traditions’ bring back in new conditions for them. In this sense, there is
a need to create both folklore ensembles’ song concert and game-oriented programs on the basis of folk tra-
ditions (holidays, open-air festivals, and vechornytsi (evening parties)), which would involve activities based
on folk creativity in the free time of the population, youth, children of the city, who would be taught to sing
folk songs in a relaxed atmosphere. In recent years, such kinds of leisure-time activities have been applied at
the National Centre of Folk Culture “Ivan Honchar Museum”, where everyone can take part in vechornytsi,
practice in traditional decorative and applied art at one of the museum’ studios, turn children to the folk songs
singing and sacral folklore game playing in one of the children’s studios.

It is very important for the participants of youth folk groups to understand that they are more than per-
formers of folk song, but also agitprops of national intellectual culture, heirs of traditions of folk artists,
communicators between the past and future of the Ukrainian people, on whom it depends, whether a folk
song will function in everyday life. Therefore, “today, urban singers have the same motivation to sing as
rural singers do. It is to give a new lease of life to folk songs as an artistic heritage of the people” — for that
to happen “the urban folk music bands should get it down to a fine art, performing a sound image and, if it
is possible, the ethnic stereotype of the behaviour of the rural master — a keeper of the singing tradition”
(Sinelnikova & Sinelnikov, 2019a, p. 98).

Conclusions

Now at a totally new level of consolidation, representation and promotion of the traditions of local and
regional performance, maintaining the true style of folk song, the folk music groups have developed a clear
understanding of the use of folklore at the stage (amateur performance). Such a project is focused on native,
genuine background, specific national professionalism and at the same time on development with maximum
preservation of the spirit of the original. It is already clear that true folklore is always modern, and it is youth
folklore creativity that seeks to reconcile the various phenomena of modern culture: to unite traditional rural
folklore with the spiritual request of the city’s intellectuals. Together a youth folklore movement and other
youth culture phenomena are united in accordance with social “super-task” — to match the true folk and human
art against the false, spiritlessness of pseudoscience, and creative proactive behaviour in an art environment
and public life against the passive consumption.

The directions for further research are related to the global issues of preserving the inclusive folklore
ecosystem of Ukraine and the key role of youth folklore formations in this art and research process. Today
the youth folk groups are a connecting element between modern city culture and traditional rural culture. In
the following research, the authors consider it necessary to emphasize the ways and perspectives of creative
activity of contemporary Ukrainian youth folklore ensembles, as well as on the challenges and opportunities
of absorption the folklore heritage of Ukraine by professional and amateur collectives of folk music direction.
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Mera pobOTH — y3aralbHUTH BiJOMOCTI IIOAO TOSBH W PO3BUTKY MOJOADKHUX (DOMBKIOPHUX KOJNEKTHBIB
B YKpaiHi; TpoaHami3yBaTH icTopiorpadito mpoOieMu; OKPEeCIUTH MicIle 1 POIlb MOJOMIKHUX BOKAaJThHO-aHCaMOIEBUX
¢onpkopucTraHUX GopmMamiii y cydacHIH YKpaiHCBKIM My3W4YHIM KyJIbTypi SIK €JeMEHTa, IO MOB’S3y€ TpaauIiliHy
CUIbCBKY KYJIBTYPY 1 CydacHy KyJIbTypy MicTa; BHOKPEMUTH TPYAHOLI OIIaHYBaHHsI (DOJILKIIOPHOTO MaTepiainy y4acHUKaMu
BTOPMHHUX KOJICGKTHBIB; BU3HAYUTH IEPCIEKTHBU MOIAIBIIOTO JOCHIIKEHHSI OKpEeCIeHOl mpobieMaTnku. Metomosoris
JIOCITIJDKEHHS 0a3y€eThCsl HA TaKMX TEOPETUYHHUX METOAAX: CHCTeMAaTH3allii — JUIsl Ti3HAHHS i OCMUCIICHHS TIPOIIECY MOSIBUA
1 PO3BHUTKY MOJIOAIKHOTO BOKAJIEHO-aHCAMOJIEBOTO (hOBKIIOPUCTUIHOTO BUKOHABCTBA B YKPAiHi K CKIIQJHUKA i My3HYHOT
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CTHWIIIO; CHHTE3Y — JUIS pO3LIIs Ly (DOJIBKIIOPHO-aHCaMOJICBOTO CITIBY SIK KOMIIOHEHTA i€papXidHOi CHCTEMH My3HYHOI KYJIBTYPH
VYkpaiau. Takok BAKOPUCTAHO JHKEPETIO3HABIMH METOJ ISl IOCHI/PKEHHS ICTOPMYHUX YMOB TTOSIBU MOJIOJIKHOTO BOKQJIBHO-
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JOCBIAY TOCTIHKEHHS MOJIOADKHOTO (hOJIBKIOPHO-aHCaMOJIEBOIO BUKOHABCTBA Ta Yy BHUCBITICHHI OCHOBHHX TEOPETHYHO-
MPaKTHYHHUX aCIMEKTiB MPOOIeMH PO3BUTKY BOKaJIbHO-aHCAaMOIEBUX (DOIBKIOPUCTHYHNX (popMartiii B Yipaini. BucHoBKw.
VY3aranpHEeHO HAyKOBHH IOCBIA MOCHIKEHHS MPOOJIEMH PO3BUTKY MOJONDKHOTO (DOIBKIOPHO-aHCAMOIEBOTO CITIBY.
Buznaueno muckyciiiHuid Xxapakrep BUBYEHHS poOiemu. CrcTeMaTH30BaHO Pi3HI MIAXOAM 0 ONaHYBaHHS TPAAUIIHHOTO
BHUKOHABCTBA B MOJIONDKHUX (DOJBKIOPUCTHYHUX (opMarlisx. BuUsiBieHO icTOpryHI 0COOIMBOCTI PO3BUTKY MOJIOAIKHUX
BOKaJIbHO-aHCAMOJIeBUX (DOJIBKIOPUCTHYHNX KOJIEKTUBIB y CydacHI YKpaTHChKIH My3HUHIH KYJIBTYpI, 110 TIOB’SI3YIOTh MK
c00010 TpaauIliiiHy (aBTCHTHYHY) CUIBCBKY KYJIBTYPY 3 ii IHKJIFO3UBHOO (DOJIBKIOPHO €KOCUCTEMOIO 1 CYYacHY KYJIBTYPY
MicTa. OKpecIeHO MIISIXH Ta MEPCIEKTUBH PO3BUTKY CYYaCHHX MOJOADKHUX (POIBKIOPHUX aHCAMOIIB.
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ACIIEKTbI UCCJTEAOBAHUS
MOJIOAEKHOI'O ®OJIbKJIOPHO-
AHCAMBJIEBOT O ITEHUSA

B YKPAUHCKOM
NCKYCCTBOBEJIEHHUUN

Cunensaukosa Banentuna Bnagumuposna'?,
CunenbuukoB MBan ['puroppeBuy®

'Kanouoam ucmopuueckux nayk, ooyenm,
23acnyacennviii pabomuux Kynomypul Ypaunst, oyenm,
AKuesckuil HAYUOHAILHBIT YHUGEPCUMEN

Kynemypol u uckyccms, Kues, Yxpauna

Llens pabGoThl — OOOOIIMTH CBEACHMS O TMOSBICHUM W Pa3BUTUM MOJOJEKHBIX (DOJBKIOPHBIX KOJUIEKTUBOB
B YKpauHe; IMpOaHaJM3UpOBaTh HCTOPUOTPa(UIO MPOOIEMBI; ONPENSUTh MECTO M POJIb MOJIOACKHBIX BOKaJbHO-
aHcaMmOJeBbIX  (DONBKIOPHBIX (DOpMalMii B COBPEMEHHOM YKPAaHMHCKOW My3bIKaJbHON KyJbType Kak eJIeMEeHTa,
CBSI3BIBAIOIIETO MEXKIy COOOH TPAIMIMOHHYIO CEJILCKYIO KYIBTYpPYy M COBPEMEHHYIO KYIBTYPY TOPOZa; BBLICIHTH
TPYIHOCTH OCBOCHHUS (DONBKIOPHOTO MaTepuaja yJaCTHHKaMH BTOPHYHBIX KOJUIEKTHBOB; OIPENENUTh IIE€PCIEKTHBBI
JaJbHEHIIIET0 NCCIIe0BAHMS 3TOH pobieMaTHKy. MeTonoorus neeieioBaHus 0a3upyeTcst Ha CIIeIyOMNX TEOPETHIESCKIX
METOJax: CUCTEMAaTU3alluy — Ui MO3HAHUS U OCMBICIICHHS IIPOLiecca MOSIBICHUS U Pa3sBUTUS MOJIOAEKHOIO BOKAJIbHO-
aHcaM0s1eBOro (OJIBKIOPUCTHYECKOTO HCIIOIHUTENLCTBA B YKpaHE KaK COCTABHOW YacTH €€ MY3bIKalIbHOH KYJIBTYpBI;
aOctparupoBanusi — it JU(GEPEHIIMPOBAHHOTO PACCMOTPEHHsI CYIIECTBEHHBIX YEpT Ha3BaHHOW Pa3HOBUIHOCTH
HCTIOJIHUTENILCKOW HAPOJHOM KYJIBTYpPBI; aHAJIW3a — IJIsl yCTAHOBIICHUS CBA3EH MEXKIy Pa3IMUHBIMHM YPOBHAMHU KaTe€ropHii
BBIIICHA3BAHHOTO HCTIOMHUTENBCKOTO CTHIIS; CHHTE3a — JUIl PAacCMOTPEHHMS (DONBKIOPHO-aHCAMOIEBOTO TIEHMSI Kak
KOMIIOHEHTa UEPApXUUECKON CHUCTEMBI MY3BIKAJIBHOM KYIBTYpbl YKpauHbl. Takke MCHONB30BaHO MCTOYHMKOBEAYECKHI
METOJT JUTS MCCIIe/IOBAHMS MCTOPHUYECKNX YCIOBUH TTOSBIICHUSI MOJIOJIEKHOTO BOKAJIBHO-aHCAMOJIEBOTO MCHOIHHUTEIHCTBA
1 ero XapakTepHbIX pu3HaKoB. HayuHast HOBU3HA pabOTHI 3aKIJII0YAETCsl B CHCTEMATH3aI[MK HAYYHOTO OIIbITa UCCIICIO0BAHMS
MOJIOZISKHOTO (DOJIBKIIOPHO-aHCAMOJIEBOTO UCIIONHUTENBCTBA U B OCBEIIICHUH OCHOBHBIX TEOPETHUYECKUX U MPAKTUYECKUX
ACIIeKTOB ITPOOJIEMbI Pa3BUTHSI BOKAITbHO-aHCAMOJIEBbIX (DOJIBKIOPHBIX (hopMmaruii B Ykpante. Beiosibl. O00011eHO Hay YHBIIH
OIIBIT UCCIIE0BAHMS TIPOOJIEMBI Pa3BUTHS MOJIOJEKHOTO (DOIBbKIOpHO-aHCaMOmeBoro neHust. OnpeneseH UCKyCCHOHHBIN
XapakTep n3ydeHnst mpooiembl. CHCTEMaTH3UPOBAHBI PA3INYHBIC TOAXOABI K OCBOSHHIO TPAIUIIMOHHOTO HCIOTHUTETCTBA
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B MOJIOZICKHBIX (DOTBKIOPHBIX (opManysx. BhIIBIEHO nCTOpHYECKHe 0OCOOEHHOCTH Pa3BHTHS MOJIOAEKHBIX BOKAJIBHO-
aHcaMOJIeBBIX (OIBKIOPHBIX KOJJIEKTHMBOB B COBPEMEHHON YKPaWHCKOM My3BIKAJIbBHOW KyJBTYPE, YTO CBSI3BIBAIOT MEXIY
co00¥ TpaJUIIMOHHYIO (Ay TCHTHYHYIO) CEJILCKYIO KYJIBTYPY C €€ HHKJIIO3UBHON (OJILKIOPHOM SKOCHCTEMOH M COBPEMEHHYIO
KyJbTypy Topoa. OnpeseneHbl MyTH U IIEPCIIEKTHBBI Pa3BUTHSI COBPEMEHHBIX MOJIOICKHBIX (DOIBKIOPHBIX aHcaMOmeH.

Knouesvie cnosa: (Honpiop; MOJIOASKHBIN (OIBKIOPHBI aHCaMOb; TpaAULMOHHAS KYIBTYypa; TPaJULHOHHOE
UCTIOJTHEHHUE
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