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ABSZTRAKTOK

(az el6adasok sorrendjében)

KaLAVSZKY ZSOFIA

A Minka-fenomén: egy kdzép- és kelet-eurdpai komparatisztikai
kutatas Osszegzése

A Minka-projekt kiindulépontjat egy filologiai érdekességnek tiind, szépirodal-
mi szovegkapcsolat jelentette. A Puskin liceumi koéréhez tartozd, orosz Wilhelm
Kiichelbecker Der Kosak und das Mddchen (1814) c. sz6vege szamos egyezést mu-
tat Teleki Ferenc grof Kozdk dalaval (1820 el6tt?), sot, adott szoveghelyeken szoro-
sabb kapcsolatot alkot vele, mint a vers forrasaként ismert - Theodor Korner éltal
irt — Russisches Lieddel (1814). Vilagos volt, hogy Kiichelbecker szovege annak
a szovegfészeknek egy tagja, amely Puskinnak és a liceumi kor tovabbi koltéinek
a népdalimitacioibol épiil fel. Bebizonyosodott az is, hogy nem pusztan az orosz
és a magyar dal kozott all fenn ilyen szoros kapcsolat, hanem tobb mas nemzeti
elitbdl szarmazo alkotd egyéb dalvariacidja kozott is. Alkotasaik egy jellegzetes
mikrohdlozat elemeiként beleilleszkednek a korszakra jellemzd, nyelveken ative-
16, transzkulturalis makrohaldzatba, amelyet széveg- és dallamvariaciok alkot-
nak, és amelynek a hattérében a Jihav kozak za Dunaj sorkezdetli ukran-kozak
dal all. Puskin, Kiichelbecker, Teleki, Korner és a tobbiek alkotasai tehat mélyen
beagyazottak a 19. szazad elejének Kozép-Europdjat élénken foglalkoztatd, intel-
lektualis, ideoldgiai narrativakba, amelyeket a napoleoni haborutk tarsadalmi és
kulturalis folyamatai hivtak életre. A szovegek halézatanak egyik f6 csomopontja
az ukran, illetve orosz nyelvi Jihav kozak za Dunaj, a masik a kozak dalnak az
1810-es évek kozepére végleg ismertté valt, német adaptacidja — ez utdbbi nem
mas, mint Ch. A. Tiedge Schone Minka (1808) c. forditdsa (amely késébb a cseh és
a magyar kozkoltészeti valtozat alapja lett). A populdris, német Minka-dal az ere-
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detét, a szerzdjét-forditdjat ,elhagyva” kiilonboz6 szubkulturalis kozosségekben
kozkoltészeti alkotasként hagyomanyozddott tovabb.

Elséként Hrihorij Nugyha ukran folklor- és kulturakutaté szentelt monografi-
at a Jihav kozak za Dunaj eurépai terjedésének. Munkaja megkeriilhetetlen alap-
kutatas, amely a teljesség igényével igyekezett 6sszegytjteni a legfontosabb ukran,
orosz, német, lengyel és cseh forrasokat, ugyanakkor a magyar vonatkozasok fel-
taratlanok maradtak. Nugyha felkutatta a dal terjedésének allomasait (kéziratok,
nyomtatott kiadvanyok) és dgenseit (koltok, zeneszerzok, eléadomuvészek, fordi-
tok, gytjtok), és felallitott egy hipotézist arrdl, miszerint itt egy olyan miidalrol
van szd, amelynek a valdszintsithet6 szerzdje egy 18. szazad eleji, ukran-kozak
koltd, Szemen Klimovszkij. Az el6adas Nugyha eredményeire és hipotéziseire ref-
lektal, kibévitve a Minka-dal recepciotorténeti ivét sajat adatainkkal és az ujabb
tarstudomanyi kutatasok megfigyeléseivel.

A kutatas rakérdez a dal tdrsadalomtorténeti és esztétikai kontextusaira, a dal
athagyomdnyozddasat pedig egy komplex kulturalis formava épiild (szoveg-dal-
lam-kép) fenoménként értelmezi.

LESZjA MUSKETYK

Az ukran Jihav kozak za Dunaj mint a kozak lirai dal
egy jellegzetes példdja

A legkiilonb6z6bb torténeti korok irott és szobeli irodalma kozti kdlesonhatasok
vizsgalata kedvelt kutatdsi téma. Ma az irodalomtudomany és a kulturakutatasok
nagy figyelmet szentelnek a folklorizmus és a folklorizacid jelenségeinek vizs-
galatara. Ukrajnaban régdta kutatjadk Maruszja Csuraj népkolténé dalait vagy
a Mihail Leontovics hangszerelésében ismertté valt, Scsedrik cimt népdalatdol-
gozast és egyéb forrasokat.

A Jihav kozak za Dunaj sorkezdetli dal madig az egyik legnépszertibb dal
Ukrajnaban, a szdveges és a zenei véltozatait Eurdpa szamos orszagaban ismerik.
Altalaban népdalként tartjék szdmon, bér a kutatasok egy olyan miidalnak itélik,
amelynek a szerzdje a 18. szazadi, miivelt, harkovi kozak, Szemen Klimovszkij.
Koéztudott, hogy a kozakok gyakran komponaltak dalokat, amelyeket vandoréne-
kesek - kobzosok és liran jatszo zenészek - terjesztettek a régioban. Ezeket a kér-
déseket Hrihorij Nugyha ukran tudds tanulmanyozta behatéan.
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Az ukran kozak folklort altalaban olyan mufajok képviselik, mint az an. du-
mak és a ,torténelmi”, tovabba a lirai dalok. A Jihav kozak za Dunaj sorkezdet(i
dal kiilonb6z6 valtozatokban terjedt, és tiszta népdaltoposzok jellemzik. A dal
egy gyakori, ukran népdalmotivumot énekel meg: a lany elbucsuzik kozak ked-
vesétdl (‘a kozdk elmegy, a lany busulni kezd’). A kozak tavozasardl szolo ukran
folklordalok kezd@sorai az ukran torténelem aktualis eseményeit és egyéb realiait
gyakran szerepeltetik: a kozdk elment a Dundn tulra / idegen foldre / hdbortiba stb.
A dal implicit médon a kozak katona vissza nem térését (halalat) foglalja maga-
ban, szamos muben a katona haldlat - a tiszta mezén - meg is jeleniti. Az elemzett
szovegben jellegzetes népdaleszkozok vonulnak fel: allandé jelzok (fehér kezek,
tiszta szemek, holldszinti 16), egy népballada-formula (a szerelem mindenekeldtt)
- tovabba megtalaljuk benne a , kozak dics6ség” poetizalasat (vdrj a dicsoséggel!),
szerepel benne a kozak ataraxia bemutatasa, miként mds kozak attributumok és
népnyelvi fordulatok is.

Az orosz-ukran haboru 6ta a dal - sok mas kozak dalhoz hasonléan - a mai
ukran, populdris kulturaban kiilonosen aktualissa valt.

LEszja HARASZYM
Egy dal dra: Hrihorij Nugyha élete és életml(ive

Hrihorij Nugyha (1913-1994) ukran folklor- és kulturakutaté volt, aki széles kort
irodalom- és torténettudomanyos érdeklédéssel rendelkezett. Az életrajza tipikus
példdja a szovjet idészakban dolgozd, 20. szazadi, ukran tudds biografidjanak.
A holodomor, a haboru és a hadifogsag formaltak leger6sebben Nugyha vildg-
képét. A tudomanyos érdeklddése és munkaja miatt letartoztattak, deportaltak,
eltiltottak a szakteriiletétdl, és a munkahelyérdl id6 el6tt elbocsatottak. Nugyha
szinte valamennyi kutatasat az ukran nemzeti, kulturalis identitds meghataro-
zasanak a gondolata koti dssze. A kutaté elsédleges célja az volt, hogy az ukran
kulttra és torténelem fehér foltjait eltiintesse. O emelte be tébbek kozott Szemen
Klimovszkij nevét a tudomanyos kutatdsok latoterébe, és neki koszénhetd, hogy
szamos vilagszerte ismert dalrol kideriilt azok ukran eredete. Egyik legfébb téma-
jaaz ukran dalok nemzetkozi recepciotorténete volt. Ezt a témat a szovjet idékben
ideologiailag kdrosnak mindsitették, igy Nugyha Yxpaincoka nicus i oyma y ceimi
(‘Az ukran dal és duma a nagyvilagban’) cimt konyvének kéziratat tizenhét évre
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elfektették. 1989-ben konyvalakban megjelenhetett — de csak a fele. A kétkotetes,
csonkitatlan kiadas csak a kutat6 halala és Ukrajna fliggetlenné valasa utan lat-
hatott napvilagot, 1997-1998-ban. Nugyha munkai a nemzetkozi kutatds szamara
ismerkedést nydjtanak az ukran folklérhagyomany reprezentativ jelenségeinek és
a mas etnikai kulturakkal val6 termékeny kapcsolatainak természetébe.

@ fo——————»

APOR ESZTER

Kozak-abrazolasok és jelentéseik a képzémivészetben
- Néhdany gondolat Georg Emmanuel Opi(t)z 1814-es parizsi akvarelljeirdl

A Jihav kozak za Dunaj, vagyis a Schone Minka cimen népszer(ivé valo dal gyors
és széleskoru eurdpai elterjedésével parhuzamosan, szamos formajat rogzithetjiik
az ének témajat ad6 egzotikus kozak lovas képi reprezentacidjanak. Az 6nma-
gaban is transzkulturalisan értelmezhetd figura a 19. szazad eleji europai kép-
z6- és iparmuvészetben tobbek kozott egyfajta ,,képi toposzként” mikodott, és az
6t megjelenit6 abrazolasok ikonografiai kontextusaitdl fiiggéen alakjahoz idén-
ként szimbolikus jelentés tarsulhatott. A tervezett eléadasban elébb a kozak ké-
pek tipusainak jellemzdirdl esik sz6 didhéjban, majd sor keriil Georg Emanuel
Opi(t)z egyik vonatkozo6 akvarell sorozatanak muvészettorténeti interpretacioja-
ra. A képsor kozak katonak parizsi jelenlétének életképeit 6rokiti meg, az 1814.
marciusi csatat kovetGen.

Tar1 Lujza

Egy Air Ukrainian — Air russe, avagy Jihav kozak za Dunaj — Schéne
Minka — Gyéngyém, Minkdm dallama a magyar (nép)zenében

A 18-19. szazad forduléjan tortént népdal felé fordulds idészakdban a Jihav ko-
zak za Dunaj kezdeti ukran dal a német Ch. A. Tiedge Schone Minka ich mufs
scheiden német forditasa, és elsé 1808-as megjelenését kovetGen gyorsan ismertté,
népszeriivé, majd népdalla valt. A német teriilet utdn tobb eurdpai orszagban el-
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terjedt, s a korszak jeles zeneszerzdinek feldolgozasain keresztiil a miizenében is
maradand6 nyomokat hagyott. Nalunk féleg Gyongyom / Kedves Minkdm, el kell
valnom szoveggel valt kozkedveltté.

Kodaly Zoltdnnak a korszakra vonatkozé jelent6s eldémunkdinak koszonhetd-
ena 19. szazadi kottas forrasok alapjan ismert volt az ukran eredetti vers és dallam
megléte a magyar dalhagyomanyban. E forrasok - koztiik 20. szazad eleji nép-
szinmtben majd énekkonyvben megjelenése Kismaddr dalol az dgon szoveggel —
a magasabb tarsadalmi rétegek kozdal ismeretét dokumentaljak. Elterjedtségének
mértéke a vokalis és hangszeres magyar népzenében - azaz a mélyebb néprétegek
szajhagyomanyos zenéjében - azonban mindeddig nem lett feltarva. Bar nem is-
mert, milyen csatornakon keresztiil jutott el a dallam a parasztsag és a parasztpol-
garsag kozé, de koreikben 6rz6dott meg a legerGsebben és legtovabb.

Az el6adas a népzenei gytjtések alapjan els6sorban a dallamnak a magyar nép-
zenei hagyomdnyba beépiilését mutatja be, jelzi milyen miifajban, funkcidban,
mely teriileteken valt kozkedveltté. Bemutat népdalt 19. szazadi német népdalgytij-
teménybdl, emellett roviden kitér a hazai és kiilfoldi dallamgytjtemények Kozdk
cimt kiilonboz6 tancdarabjaira is. Ezek nem a Schone Minka dallaman alapulnak,
de a napoéleoni haboruk id6szakanak kedvelt ilyen cimi tanczenéjét reprezentaljak.

CsORsz RUMEN ISTVAN
A Minka-dal és a magyar kozkoltészet

A 19. szazad els6 felében Magyarorszagra is eljutott a Schone Minka... daltipus,
s bar idegen eredet(i szoveg- és dallamvilagot képviselt, mégis szervesen beillesz-
kedett a korabeli magyar kozkoltészetbe. Ennek formai és tartalmi okait vizsgalva
a kozkoltészet 1étmodjara, a tipusokba rendez6dé dalmiifajok mozgasara, rejtett
kapcsolataira is rakérdezhetiink. A Minka-dal ugyanis szabalyos magyar koz-
koltészeti alkotdsként viselkedik: nem valtozatlan formdban, hanem varidlédva,
Uj nyelvi megoldasokkal gazdagodva terjedt el a magyar kéziratos versgytjtemé-
nyekben, s ezt még a néhany nyomtatott kiadds sem tudta egységesiteni. Kiilon ér-
dekesség, hogy a reformkorban tobb mas, rokon szoveg és dallam is gyarapitotta
a Minka-dal holdudvarat.
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OXANA JAKIMENKO

Kozak dalok és a kozak kultira magyar nyelvii miivekben
Forditdsok és az eredeti szOvegek 6sszehasonlitd vizsgalata

Kriza Janos kozak dalforditasai fontos allomasat jelentik annak a folyamatnak,
amelynek hatdsara az 1840-es évek elejétdl kezdve a kozak kulturalis hagyoma-
nyok egyre tobbszor jelennek meg a 19. szdzad masodik felének magyar irodal-
maban. Az attekintés kitér mind a kozak dalszovegek magyar forditasaira, mind
a kozak mint alak dbrazolasanak mikéntjére a klasszikus orosz préza eredeti sz6-
vegeiben és magyarra forditott valtozataiban (Gogol, Tolsztoj stb.). Az el6adds cél-
ja, hogy a 19. szazad végi, 20. szazad eleji, magyar szerzék miveiben elemezze a
kozakokrol alkotott elképzeléseket.

SZARKA SZILVIA

A regisztervaltasok szerepe a Jihav kozak za Dunaj
német nyelv( valtozataiban

A Jihav kozak za Dunaj kezdet(i ukran dal a mikoltészet regiszterébe agyazva
jelenik meg német nyelvteriileten, Ch. A. Tiedge atkoltésében Der Kosack und
sein Mddchen. Nach einen russischen National-Melodie cimmel. Az eredeti ukran
dalt, amely az els6 német szovegvaltozat kezdGsorai alapjan Schone Minka néven
valik ismertté, Tiedge sajat szentimentalis dalkoltészetéhez és a német kispolga-
ri kozonség igényeihez igazodva moédositja, és elséként olyan kiadvanyokban te-
szi kozé (1808-ban Rigaban az Iris ein Wochenblatt fiir Damen, majd 1809-ben
a G. W. Becker altal kiadott Taschenbuch zum Geselligen Vergniigen cimi folyo-
iratban), amelyek egy képlékeny atmenetet képviseltek a magas kultira és a szo6-
rakoztatd irodalom kozott.

1813-ban Daniel Runge a Napdleon ellen harcolé Hanza-varosok polgaraibol
allo felszabadito csapat, a Hanza-1égié énekeskonyvébe (Liederbuch der Hanse-
atischen Legion gewidmet) is bevalogatja a dalt, amely egy fontos kozvetité csa-
tornaként miikodik a dalnak a korabeli német tarsadalom valamennyi rétegéhez
valé eljutasaban, valamint részt vesz a dal folklorizalédasanak megalapozasaban.
A Minka-dal széles kor(i népszer(iségét a napoleoni haboruk korarol szolo, par
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évtizeddel késébbi személyes beszamoldk, illetve a 19. szazadi német énekeskony-
vekben valé gyakori elé6fordulasa is bizonyitja.

Feltehetéen Tiedge rendkiviil szabadon értelmezett forditasi stratégidja is sze-
repet jatszhatott abban, hogy Theodor Korner, a Napodleon elleni német felsza-
badit6 harcok kultikus koltéje, a kozak katondkkal valé kozvetlen kapcsolatabol
inspiralédva egy tjabb, szorosabb értelemben vett dalforditassal probalkozzon,
amely Russisches Lied (Nach einer bekannten Melodie) cimmel jelent meg 1814-
ben, posztumusz verseskotének részeként.

Az eléadas a Jihav kozak za Dunaj kezdett ukran dalnak eme két, a tovabbi
cseh, lengyel és magyar szovegvaltozatok szamara is alapul szolgalo, német nyelvi
szovegvaltozataval, s azok megsokszorozddott szovegidentitasaival foglalkozik.

BERKES TAMAS
A Jihav kozak za Dunaj a cseh népdalkultusz tiikrében

A cseh ujjasziiletés (ndrodni obrozent) irdi a 19. szazad els6 felében ugy tekintettek
a népkoltészetre, mint az dseredeti természetesség forrasara, amelybdl kiolvashato
az évszazadok soran elhalvanyult sajétos ,nemzeti egyéniség”. Az, amit a kozfelfo-
gas ekkor ,népiesnek” nevez, valdjaban a ,kénny(”, a ,naiv” és ,,populdris” kultira
szinonimaja, s kevés koze van az eredeti folklorhoz. A cseh kozegben 6sszegyjtott
népdalok jelentds részben mitidalok, melyek a 17-18. szdzadi kéziratos énekeskony-
vekbdl szarmaznak: a barokk korszak falusi-kisvarosi muveltségét hordozzak, nem
pedig a cseh (kiilonosen nem a szlav) életforma régebbi, ési tartalmait.

Ennek megfeleléen a Jihav kozak elsé cseh forditasa mint népdal-imitacié jele-
nik meg Vaclav Hanka tollabol, akinek A kozdk biicsiija (Kozakovo louceni) cim(
verse az ukran dal Ch. A. Tiedge altal készitett német valtozatanak cseh atkoltése.
Ezt a forditast Hanka mint sajat kolteményét publikalta (1813-ban folyoiratban,
1814-ben sajat kotetében). Az ukran dal mds forrasbol - minden bizonnyal len-
gyel kozvetitéssel - keriilt be F. L. Celakovsky Szldv népdalok (Slovanské ndrodni
pisné) cimi antologidjanak 1822-ben kiadott els6 kotetébe. Itt cim nélkiil szere-
pel a Maloruské dumky ciklus részeként. A rokon szlav népek irodalmabol vett
mtuveket a szerkesztd forditotta, parhuzamosan kozolve az eredeti és a cseh szo-
veget. A szlav népdalok egybefogasa mesterkélt eljaras: a szlav egység ideoldgiajat
is demonstralni hivatott, tekintet nélkil arra, hogy az egyes versek tartalmukkal
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és formavildagukkal valoban 6sszetartoznak-e vagy sem. A népies midal és a pa-
raszti kozegbol szarmazo eredeti folklor megkiilonboztetése késGbbi fejlemény.

MAGDALENA GARBACIK-BALAKOWICZ

Ukrajna mint imaginarium a 19. szazadi lengyel irodalomban
a Jihav kozak za Dunaj példajan

Az ukran népdalok recepcidja a 19. szazadi Lengyelorszagban szorosan kapcsolo-
dik a torténelmi, tarsadalmi és irodalmi kontextushoz. A lengyelek és az ukranok,
akik a 18. szazadban még egy kozos, tobbnemzetiségli dllam alattvaléi voltak, az
orszag felosztasinak kovetkeztében a 19. szazadba mar kiilonb6z6 dllamok pol-
garaiként léptek be. A lengyelek és az ukranok kozotti kapcsolatot, amelyet ko-
rabban a nemesi koztarsasag bels6 ellentmondasai terheltek, a 19. szazadban az
6nallé nemzetépités problémai formaltak at.

A 19. szazadi lengyel koltészet, féleg az ,,ukran iskolahoz” tartozé lengyel kol-
ték miivei szamos mdédon kapcsolddnak az ukran dalokhoz. Talalkozunk a mo-
tivumok atvételével, parafrazealdsaval, atdolgozasaval és természetesen azok
forditasaval is. A lengyel forditok szamara az ukran dalok a sajat hagyomanyaik
fontos részét képezték: a ,kisebb hazahoz”, az ukran teriiletekhez val6 hiiségiik
szimbolikus kifejezddéseinek tekinthet6k. Ugyanakkor ezek a dalok a korabe-
li lengyel folklorisztika szlavofil érdekl6désének kozéppontjaba is keriiltek. Ez
a két tendencia talalkozik a Jihav kozak za Dunaj cimi dal recepcidtorténetében,
amelynek lengyel befogadasa nem korlatozédik csupan a forditasokra. A lengyel
irodalom Ukrajna képe ambivalenciaval terhelt, amelynek része az ukrdn sztyeppe
motivuma vagy a kozdk alakja.

Az el6adas a Jihav kozak za Dunaj cimu dalt a korszak széles kulturalis és iro-
dalmi kontextusaba helyezi. Bemutatja a dal lengyel forditasait és adaptacioit. Az
Osszehasonlitd elemzés felhivja a figyelmet a kiilonbségekre, amelyeknek gyokerei
a kiilonbozo forrasanyagokban rejlenek. Az eléadds azonositja azokat a kulcsfon-
tossagu szerepldket (gytjtoket, lejegyzoket, kutatokat), akik a galiciai népdalokrol
valé ismeretek atadasaban és a kéziratok terjesztésében kozremukodtek, végezetiil
meghatdrozza a lengyel recepcid sajatossagait.
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Pe3srome

(3a MOpA/IKOM BUCTYTIIB)

Kododis Kanascki

®eHomeH nicHi npo MiHKY: NiACYMOK A0C/iAMEHb LLleHTPa/IbHO- Ta
CXiAAHOEBPOMENCbKMX KOMMApaTUBHUX CTyAi

BifmpaBHUM yHKTOM IIPOEKTY ,,MiHKa” cTasa liTepaTypHa B3a€MOJis, sKa, Ha
Hepunit oA, Masna ¢inonoriyny miHHicTb. Y Tekcti mix HassBoro Der Kosak
und das Mddchen (1814) pociiicbkoro noeta Binbrenbma Kioxenbbekepa, sikuit
HaJIeXXaB JIo Jineiicbkoro kona Ilymikina, BUsABMIOCS 4yuMano 30iriB 3 micHero
rpacda Gepenna Tenexi Kozdk dal (mepep; 1820 p.?), a B AesAKMX YaCTMHAX TEKCTY IX
HaBiTh Oinblue, HixXX y TBOpi Teomopa Kepuepa Russisches Lied (1814), Biomoro sk
I>Kepero 1boro Bipiia. Bymo 3po3ymino, mo Bipir Kioxenbbekepa Halme>XUTh J0
CEeMaHTUYHOTO I'Hi3Jja TEKCTIB, AAKe MiCTUTh TBOPM Ha KO3aIlbKy TeMaTuky Ilym-
KiHa Ta iHIIMX MOETIB /IiLelIchbKOro Koma. TakoX JoBeneHo, 1o nicHi Kroxenboe-
kepa i Ternexki, 110 icHyI0Tb (04eBMIHO) 130/TPOBAHO OJHA Bifl OJHOI, HE € IIPOCTO
BUITAJIKOBOIO ,,3yCTPiu4i0” JBOX TEKCTiB, MOPOKEHMX HAI[iOHAJIbHOK eJTiTOlO.
Sk enemeHTN CBO€pimHOI MiKpOMepeXKi, IIi TBOPU BIUCYIOTbCA y XapaKTepHY
InA ernoxu, cpopMOBaHY 3 TEKCTOBUX Ta MEJIOAMYHUX BapiaHTIB TPaHCKY/Ib-
TYPHY MOBHY MaKpOMepPEeXY, Ha T/i AKOI iCHyBana YKpalHCbKa KO3al|bKa IiCHA
Ixas ko3ax 3a Jlynaii. Takum unnoM, TBopu Ilymikina, Kroxenb6ekepa, Teneki Ta
Kepnepa rmmn6oko BKOpiHeHi B iHTe/IeKTya/lbHy Ta iJle0/IOTiYHYy IPOOIeMaTUKY,
SIKOI0 AaKTUBHO IepeliManacsa LlenTpanbHa €Bpomna Ha nodaTky XIX cromiTTs, i
AKa I0XXBaB/II0BajIa COLia/bHi Ta Ky/JAbTYPHI IIPOLECH YaciB HAIlONEOHIBCHKMX
BiitH. OnHi€l0 3 BAKIMBUX JTAHOK Y JIAHI[IOKKY TEKCTIB € TBip Ixas xosax 3a Jly-
Hati yKpalHChKOIO Ta POCiNICbKOI0 MOBaMI, iHIIIOI0 TAaKOIO JTAHKOIO € Ilepepobka
KO3alIbKOi IicHi, 110 6y/1a BifjoMa Ha HiMeI[bKMX, YeChKMX Ta Mi3Hillle yTOpChKUX
TepeHax 6mKde o KiHis 1810-x pokis. Lle mepexnan Schone Minka Xpuctodo-
pa Tirge (1808 p.). ITonynsapHa HiMelbKa micHs Tpo MiHKY ,,BifiIMOB/IAI0UNCH Bift
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CBOTO OPMTiHaJy, CBOrO aBTOpa-lepeKIajada, 6yaa ycrajkoBaHa pisHUMM CyO-
KY/IbTYPHUMU CIIJIBHOTAMU K BUTBIp CIIONY/IAPU30BaHOI Moe3ii

[lepwa y €poni MoHOrpadis mpo icropito nomupenns micHi Ixas kozax 3a
[ynaii 6yna HanucaHa yKpaiHCbKMM JOCTiITHUKOM (ONBKIOPY Ta KynbTypu ['pu-
ropiem Hyzbroto. Voro mpaus € HenepeBepuieHuM (pyHIaMeHTaTbHUM TOCTi-
IOKEHHSAM, Y AKOMY BiH HaMaraBCsA AKHaMIOBHIlIe IPeJCcTaBUTI HalBa>K MM BinIi
YKPalHCbKIi, POCIiMICbKi, HiMEILIbKi, IIOJIbChKI Ta YEChKIi JpKepena, OfHAK YTOPChbKi
aCHeKT! JIMIIVINCA He3sAcoBaHMMM. Hyzbra BuB4YaB eTamy MOMIVPEHH:A MicHI
(pykomucy, [pyKOBaHi BUIAaHHA), TOCTATi ii TBOPLIB Ta momynAapusaTopis (1moe-
TY, KOMIIO3UTOPY, BUKOHABIIi, IepeK/Tafadi, KoleK1ioHepn) i BUCYHYB rinoresy
IIpo Te, 11O Iie aBTOPCBKUI TBip, 110 IMOBIpHO Hane>XXuTh nepy Cemena Kinm-
MOBCBKOTO, YKPaIHChKOT'O KO3aLIbKOTO II0€Ta IOo4aTKy 18 cT. ¥ cBoeMy BUCTYII
MU PO3MipKOBY€EMO Haf 300yTKamu i rimoresamu Hypbru, s6arauyioun icropito
penenuiit micHi npo MiHKy CBOiMM BIaCHMMM JAHMMU Ta HOBITHIMM CIIOCTEpe-
JKEHHAMM CyMiXKHMX HayK.

Y Hamomy focnifyKeHHi MM MOPYIIYEMO IMUTAaHHA PO COLia/IbHO-iCTOpUY-
HMI Ta €CTETUYHNI KOHTEKCTY MiCHI, TPAKTYEMO 1i CITafIKOEMHICTD AK q)eHOMeH,
BOY/JOBaHMII Y KOMIIIEKCHY KY/IBTYPHY OpMY (TEKCT — MeJIofiisi — 06pas).

Jleca MyuikeTuk

YKpaiHcbKa nicHs Ixae ko3ak 3a AyHal AK XxapakTepHUi 3pa3ok
KO3aLbKOI /liPUKH

Y cydvacHiil Hayli HUHI aKTyaJIbHMMH € MUTAHHS B3a€MO3BA3KiB NMMUCEMHOI Ta
yCHOI ntiTepatyp B pisHi nepiofu, 30kpeMa TaKMX K GOTBKIOPU3M Ta (HOIBKIIO-
pusaniA y KyapTypi ta miteparypi. Ili aBumia criocrepiranucsa B YKpaiHi 3/jaBHa,
3rajaiiMo Taki TBopu sk nicHi Mapyci Uypait, IIledpuk B 06po611i M. JleoHTOBU-
va Ta in. [Ticus Ixas ko3ax 3a JJynati mOCi € ONHIEI0 3 HANMOMYTAPHIIINX TTiCEHb
B YKpaiHi, ii cioBecHi Ta My3u4Hi 06poOKM BifioMi y pisHuX KpaiHax €BpOIIL.
3arajioM BOHa BBa>Ka€ThCA HAPOJHOIO ITiCHEI0, X04Ya i aBTOPCTBO MPUNNCYIOTh
ko3aky Cemeny Knumoscbkomy 3 XapkiBmunn (18 crt.), mo 6yB ocBiueHOI0 Ti0-
OUHOI0. K BiJOMO KO3aKM CaMi 4acTO CKJIaJla/ii IIiCHi, AKi pO3HOCU/IN 10 KPalo
MaH/piBHi cITiBLi — K063api i mipHMKN. 3ragyBaHi NIMTaHHS BUBYAB YKPATHCHKUI
yuennii I Hyppra.
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YKpaiHCbKMIiT KO3aIbKII QOIBKIIOp 3arajioM MpefCcTaBIeHNIT TaKMMI JKaH-
pamMm sK icTopmuHi >kaHpu (gymMm Ta icTopmuHi micHi) Ta KosalpKa JIipuKa.
XapakTepHUM 3pa3sKOM OCTaHHDBOI € aHaJ/1i30BaHMII TBip, 1[0 iCHY€E B pi3HUX Bep-
ciAx, oMy NpuTaMaHHi CyTO HapOJHi miceHHi Tonocu. IlicHA Hanycana Ha OOUH
3 IIONYJIAPHUX B YKPAIHCDHKIill Tipu1i MOTUBIB IPOIIAHHA JiBUMHU 3 KO3aKOM:
«Ko03ak 8i0’inoxcae, disuuHoHvKa naaye». [1o4aTKoBi pAAKM MOAIOHNUX MTiCEHD PO
Bif'137 K0o3aKa BiZl6MBalOTh TOTOYACHI icTOpMYHI Ta iH. peanii B YkpaiHi: ixas
ko3ax 3a Jlynaii / 6 uyxcy crnopoHOHvKY / Ha 8iliHOHbKY. Y TIiCHI IMIUIILIUTHO 3BY-
YUTh HEIOBEpPHEHHs (3arnbesb) Ko3aka, 4MMajIo TBOPiB 300paXkye 10ro cMepTh
cepen nossi. Y MmiCHI 3HAXOAMMO HAPOJHOIICEHH] 3aco0m: moCTiitHi emitetn (6izni
PYyuKU, SICHI 04KU, B0pOHeHbKUL KoHuk), OanagHy dopmyny n10608 nowad yce,
HOeTH3AIiI0 ,KO3aIIbKOI c1aBn” (3i c1a60t0 003 udaii), IpUKIay KO3aIbKoi aTa-
paxcii, aTpuOyTiB, HAPOJHOPO3MOBHI 3BOPOTHL.

Y 4ac pocilicbKO-yKpaiHChKOI BiliHY, IiCHA, AK i iHIII KO3aLbKi IiCHi, aKTy-
ami3yeThCA y Cy9acCHOMY Ky/IbTYPHOMY IIPOCTOpi YKpaiHNL.

—— &) o— o

Jlecsa Iapacum

MaHgpiBKa 3a nicHeto:
XUTTA | HAYKOBI 3406yTKM puropia Hyabru

I'puropit Hyzmpra (1913-1994) — ykpaiHCbKMil BYEHMIT 3 IIMPOKUM CIEKTPOM
HAayKOBUX 3alliKaBJeHb y AiMAHII (ONBKIOPUCTUKH, NiTepaTypO3HABCTBA, ic-
Topii, Kynbryponorii. Biorpadis I'puropisa Hynbru moxxe ciyryBaTu Xxpecroma-
TiIHMM NPUKJIAJJOM TUIIOBOTO YKPAalHCHKOIO BYEHOTro 20 CTOMITTA, AKNUI XUB i
IpaloBaB y pafsAHcbkuii 9ac. [omogomop, BifiHa, IOJIOH — peartii, 10 BIVIMHYIN
Ha GOpPMYBaHHSA JIOTO CBITOI/IAMY. ApeIlT, 3aclaHHs, 3a00pOHa IIpaIlloBaTy 3a
CIIellia/IbHICTIO, BiICYTHICTb Kap€pHOI NMepCHeKTUBHY i IepefyacHe 3Bi/IbHEHHS
3 IHCTUTYTY — IIiHa, AKY BiH 3aIlJIaTUB 32 CBOIO HAYKOBY AiANbHICTh. [IpakTiaHO
yci HaykoBi npani I'puropia Hypabru, HesanexXHO Bifi HAIPAMKY GOCTiIKEHHA,
ob’eHaHI ifje€l0 MOIIYKY caMOOYTHOCTM HAlliOHA/JIbHOI KY/IBTYpH i migmopsia-
KOBaHi OJHIll 3 OCHOBHUX 3acaf J10T0 MisI/IbHOCTU — 3aIIOBHEHHIO OI/IUX IIAM
yKpalHCbKOi KynbTypu Ta icropii. CaMe TOMy CBOTO 4acy i 3IBUIOCS B HayKO-
BoMy 006iry iMm’s Cemena KinMoBcbKoro, a oKpeMi miceHHi TBOpHM, BiffoMi y CBi-
Ti, 3MOI/IM ITOBEPHYTHU 061 YKpaiHChKi iMeHa. MaricTpaIbHOI TeMOIO HayKOBOI
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piganpHOCTU I'puropisa Hypbru crano gocnifKeHHA iHTerpanii yKpaiHcbKol IicHi
B iHO3eMHe cepepioBuie. Takoro Tuiy npo6neMaTnka y pajaHCbKIIL yac BBaXka-
J1acs 11e0IOrivHO WIKiINBOIO [/ CyCIibCcTBa i pykonuc kuuru Hyabsru “Ykpa-
iHCPKa ITicHA i Ayma y cBiti” mponexxas “y mryxnani” BueHoro 17 pokis. Y 1989
poli kHura 0y1a HaipyKoOBaHa, ajie CKOpodeHa yzABiui. J/Inie i3 HacTaHHAM He3a-
TIEXXHOCTHU YKpaiHM i, Ha >KaJIb, yKe Imicind cMepti I'puropis Hygeru y csit Buiti-
JI0 TIOBHe IBOTOMHe BUAaHH:A (1997-1998). PesynbraTy HayKOBUX HOCTifi>)KeHb
BYEHOT'O MOXYTb OyTY KOPUCHUMY iHO3eMHMM (axXiBLAM AK 3HAIOMCTBO 3 pe-
Ipe3eHTAaTVBHNMM ABMIIAMY YKPaiHCBKOI (pOIBKIOPHOI TpajuIii Ta Xapakre-
POM IpOAYKTUBHOCTI 11 B3aEMMH 3 iIHIIMMM €THOKYJIBTYpPaMMU.

Ecrep Anop

306pakeHHsA KO3aKiB Ta iXHE 3Ha4YeHHA
B 0Opa3oTBOPYOMY MUCTEL TBI
/leKizbKa 3ayBar nNpo napw3bki akBapesi Feopra EmaHyensa Oni(T)ua 1814 poky

[lapasenbHO 3i WBUAKMM i BCEOXOIITIOIYUM NOLMPEHHM y €Bpoi TBopy [xas
ko3axk 3a yHaii, To6TO MiCHI, CHONY/IApU30BaHOI it Ha3Bow Schone Minka, mo-
)KeMo 3aikcyBary 4MceHHI GOPMM MUCTEIBKOI pelpe3eHTallil eK30TUYHO-
ro o6pasy Ko3aKa-BepIIHNKA, PO SAKMIT ifeTbcs B micHi. [TocTaTs, Aka cama 1o
co0i Moxxe OyTH iHTepIpeTOBaHa TPAHCKYIBTYPHO, Y EBPOIEIICBKOMY 00pa3oT-
BOPUYOMY Ta eKopaTuBHOMY MucTenTBi nouatky XIX cT. pyHKLiOHyBaIa ceper
iHIIOTO SIK CBOEPiHMII ,,00pa3HMIl TONOC i 3a/IeKHO Bijj iKOHOrpadiTHOrO KOH-
TEKCTY YSBJIEHD IPO ii 300pakeHHs MOAEKONN MOITIa HabyBaTy CUMBOTIYHOTO
3HaueHHs. Y CBOIII 3aIUTaHOBAHI JOMIOBif 5 X0Ti/a 6 crepIry KOPOTKO OIMCATH
XapaKTepHi pMCU TUIIB KO3alIbKOTO >KMBOIINCY, a IOTIM [eTa/lbHille 3yINHN-
THUCA Ha MUCTELITBO3HABYil iHTepIpeTallil OfHiel 3 akBapenbHUX cepiit [eopra
Emanyensa Omi(T)ua, 1m0 cTocyerbcs faHoi Tematuky. Huska o6pasiB yBiuHIoE
YKaHPOBI KapTUHM IepeOyBaHH KO3aLbKIX BOsAKIB y ITapuki micis 6utsu B Ge-
pesHi 1814 poxy.
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Jlyitsa Tapi

Air Ukrainian — Air russe, 4 Ixas ko3ak 3a AyHati —, Schéne Minka —
Gyéngydm, Minkdm menoaia B yropcbkin (HapoAHii) My3uLi

Ha mexi 18-19 cromnirb, y nepiog nocuneHHs iHTepecy 10 HApOJHOI IiCEHHOCTi
YKpaiHCbKa TIiCHS 3 [OYaTKOBUM PAAKOM [xas xosak 3a [ynail 6yna mepeka-
IeHa Ha HiMenbky MoBY moetoM X. A Tinre miy HasBowo Schone Minka ich mufs
scheiden, HeBmoB3i miciA nepmoi my6ikanii 1808 poky crama Bifomoro, HoIy-
JISIPHOIO, a 1ajli HapojHOIo mmicHeto. [lic/isa HiMelbKOMOBHUX TepUTOpiii BOHA IIO-
mupuacs y 6araTbox iHIIMX €BPOINENICbKMX KpalHaxX i B apaH)KyBaHHI 3HAaHUX
KOMITO3MITOPiB TOTO Yacy 3a/IMIINIa He3aOy THIl C/TiJ] y KITacu4Hili Mysuii. ¥ Hac
BOHA CTaJIa 3aIaIbHOY/TI00/IEHOI0 TOIOBHUM YMHOM Y Bepcii «Moe 3omoTko//Tro6a
MiHko, HaM Tpeba po3CTaTUC».

3aBAsAKU TONepefiHiM I'PYHTOBHUM HaIpaloBaHH:AM JonrtaHa Kopas mpo
neii mepiop, 3 HorHUX 3anucis XIX cronirta 6yn10 BifoMo Ipo icHyBaHHA BipIIiB
i Menogiit yKpaiHCbKOIO TOXOA KeHH A B YTOPChKill miceHHin Tpapguuii. Li mxepe-
J1a, 30KpeMa I10s1Ba BiplIa 3i cioBaMy Masnuii nmauioxK cnisae Ha 2inyi y HapogHini
weci moyatky 20 CTOMITTS, @ TOTIM y ITiICEHHMKY, 3aCBi[YYIOTh 3HAHHS HAPOHUX
IiCeHb BULIVIMM BE€PCTBAMU CycHinbcTBa. OHAK CTYNiHb MOUIMPEHOCTI TBOPY
y BOKa/IbHIll Ta iHCTpyMeHTa/lbHill YrOpChKilt HapOAHi My3nuLi — TOOTO B yc-
HOTpPAAMIiHIN My3uLji IMOMNX HAPOJHUX IIApiB — JOTYU He OyB 3COBaHMUIL
BopgHouac HeBioMO, AKMMU IIIAXaMM MEIOMis MiliIia JO Ce/ITHCTBA I MillJaH-
CTBa, IPOTe CaMe y X KoJlaX BOHa 30epirasach HajKpale i HaliJjoBILe.

Y npomnoHoBaHil gonoBifi Ha MaTepiai epexgyciM 3i6paHb HAPOAHOI My3H-
KI TIOKa3aHO i1HTErpaliilo Meojil B yTOPCbKY HaApOAHY MY3UYHY TPAANLil0, BKa-
3aHO XKaHp, QyHKIilo Ta cdepy, B AKMX BOHA CTAJIa 3ara/IbHO yl061eHo. byno
PO3ITIAHYTO HApOAHY MiCHIO 3i 30ipKM HiMEIIbKMX HAPOHUX ITiceHb 19 cTomiTT4,
a TaKO>X KOPOTKO OIIMCaHO Pi3HOMAaHITHI TaHII0BaabHi TBOPU i Ha3Bow Ko3ak
i3 BiTunM3HAHMX Ta 3apyOi>KHMX 36ipok HiceHb. BoHM He cnmparThcs Ha Menopii
Schéne Minka, HaToMicTb IijJ] TAKOIO HA3BOIO PEIPE3EHTYIOTh YII00/IEHY TaHIIO-
Ba/IbHY MY3MKY 4acCiB HaIIOJIEOHIBCbKMX BOEH.

@D O————————o
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Pymen ImtBan Ybopc
[MicHA npo MiHKy i yropcbKa cnony/iapmM3oBaHa noesis

Y nepuiiit monmoBuHi 19 CTOMITTA [0 YTOPIMHM TaKOX AIMIIOB MiCEHHUIT TUII
Kpacyns Minka..., 1 Xo4a BiH pelIpe3eHTyBaB CBIiT MeJIOZill i TeKCTiB iHO3eMHO-
IO IIOXO/I)KEHHS, BCe OJHO OPraHiYHO BIIMCABCA Y TOTOYACHY YTOPCHKY CIIOIY-
NsIpU30BaHy moesilo. BuBuatoun itoro ¢popmainpHi i 3MiCTOBI 0cO6IMBOCTI, MU
MO>KeMO ITOCTaBUTH IMIUTAHHS PO CIIOCI6 TOOYTyBaHHA CHOMY/IAPU30BAHOI IIO-
esii, AMHaMIiKy i IpUXoBaHi 3B13KM 3TPYIOBAHNUX 3a TUIIAMU MiCEHHUX >KAaHPIB.
Otxe, micHA 1po MiHKy GYHKI[iOHYE K TUIIOBMIT TBip YTOPCHKOI CIIONY 1A pM30-
BaHOI Noe3ii: BOHa MOLIVPUIACh B YTOPCHKUX PYKONMMCHUX 36ipKax BipIliB He B
He3MiHHOMY BUIJIAJL, @ Y BapiaHTaX, 30aradyo4yyucb HOBUMU MOBHUMMU pillleH-
HAMU, 1 HaBiTh Ki/JIbKa Ii APYKOBaHUX BUAAHb Oy He B 3M03i IbOTO yHi(iKyBa-
. Oco0/MMBOIO IIiKaBUM € Te, 1110 B 4acy Peopmarliii TaeMHu4y aypy micHi mpo
MiHKy DOCHINIIO YMMaJI0 HOBUX, CIIOPiJHEHUX TEKCTIB i MelTofil.

S @Y l@——————————»

OxcaHa fIKMMeHKO
Ko3aubKi nicHi Ta KO3aLbKa Ky/IbTypa B YrOPCbKOMOBHUX TBOpPax
Mepekaaam Ta NOPIBHA/ABHUI aHaAI3 OPUTiHA/ZIbHMX TEKCTIB

Ilepexnagy xosanpkux micenb fSnomem Kpisolo cTaHOBIATH BaKIMBUIL eTall
y Ipoleci, 3aBAAKN AKOMY, o4nHawun 3 1840-x pokiB, Tpaguiii Ko3albKol
KYJIbTYPM CTAIOTh Je[ja/li BIJOMIIIMMU B yTOPCbKili JIiTepaTypi Apyroi OI0BUHA
19 cTomiTTaA. Y Hamomy OITIA/li MU aHalTi3yEMO AK YTOPCHKi IepeKIagu KO3alb-
KX IIiCeHb, TaK i croci6 306pa>keHHA KO3aKiB B OpUTriHa/JIbHUX TEKCTaX K/Iacuy-
HOI pociiicbkol Ipo3y Ta iXHiX IepeKtafax yropcbkoro Mool (Forons, Toncroii
Ta iH.). MeTa Haloi JONOBi/li ITONIATAE Y IPOCTEXXEHHI YsB/IEHb IIPO KO3aLITBO Y
TBOpaX YrOpPChKOI iTepaTypu KiHLA 19 — movarky 20 cT.

o@D O
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Cinbaig Capka

Po/b peecTpoBUX 3MiH Y HIMELIbKOMOBHUX BEPCisiX
nicHi Ixas Ko3ak 3a AyHati

YkpaiHcbka micHs Ixas kosax 3a JJyHail 3ABISETbCA HA HiMELIBKOMOBHII Te-
PUTOPIi,BINCABIINCh y PEECTP XyHAOKHbOI moesii y nepexknazi X. A. Tigre mig
Ha3Bow Der Kosack und sein Mdidchen. Nach einen russischen National-Melodie.
OpuriHajbHa yKpaiHCbKa IIiCHA, SKa CTajIa BilOMOIO 3aB/IsIKY IOYaTKOBUM PAJI-
KaM IeplIol Bepcil HiMeIbKOTo TeKCTy Iifi Ha3Bow Schone Minka, 6yna mopgudi-
koBaHa Tirge BigIMOBIJHO MO 10TO BIACHOI CEHTMMEHTAIbHOI IIiceHHOI moe3ii Ta
BUMOT HiMeIIbKOI ayuTOpii cepeHbOTrO KJIacy, i mepiroio Oyna BMilleHa 0 Ta-
Kkux Bupasb (y 1808 poui B Pusi, Iris ein Wochenblatt fiir Damen, a motim y 1809
poui B >xypHani Taschenbuch zum Geselligen Vergniigen, Buganomy I. B. bexxe-
pOM), 1[0 peIpe3eHTyBa/IN IUIABHNII IepexXifl Bifj BICOKOI Ky/IbTypu IO po3Ba-
JKaJIbHOI JIiTeparypu.

Y 1813 poui [lanien PyHre Tako>x BKJIIOYUB IiCHIO o miceHHuKa (Liederbuch
der Hanseatischen Legion gewidt) IaH3eiiCKOTO JIETiOHY, BU3BOIILHOTO 3arOHY,
110 CKJ/IaJIaBCA 3 I'POMafiAH TaH3€elCbKUX MICT, AKi Boosanu npotu Hanosneona,
1 AKMI CTaB Ba>XJIMBUM IIOCEPENHMUIbKMM KaHAJIOM JOHECEHHA IIiCHI [0 BCiX
IpPOLIAPKiB TOTOYACHOTO HiMEIIbKOTO CYCIIIIbCTBA, a TAKOXK YMOB (DOJIBKIIOPH-
3anii micHi. Yumany monmynApHicTh micHi mpo MiHKy HifTBep/>KYIOTh HaJjaHi
KiZIbKOMa JIeCATUPIYYAMU Mi3Hillle 0COOUCTI CBiYeHHS MPO Mepiof Harmoe-
OHIBCBKMX BOEH, a TAaKOX il HEOJJHOPa30Be IOBTOPHE BK/IIOYEHH:A Y HiMelbKi
nicenHuku XIX cromirra.

ImoBipHO, HaMipy Bi/IbHO iHTepIIpeTOBaHa NepeKlafanbKa crpareria Tirme
TAKOXX MOIJIA 3irpaTu CBOIO poib y ToMy, o Teomop Keprep, KynbToBuit noet
HiMeIbKMX BU3BOIBbHUX BO€H 3 HamoreoHoM, HaTXHeHHMIt Oe3mocepenHiMu
KOHTaKTaMI 3 BOSIKAMU-KO3aKaMI, CIIpOOYBaB CTBOPUTY HOBMIA, Y OYKBa/IbBHOMY
3HaueHHI IlepeKJIa/j micHi, ika 1ij HasBow Russisches Lied (Nach einer bekannten
Melodie) 6yna ony6nikosana y 1814 poui y iioro mocMmepTHiit 36ipui Bipuris.

Y cBoiit JoNoBizi A posrnAfaw Ui IBa HiMELbKi BapiaHTU TEKCTiB YKpPaiHCh-
KO IiCHi 3 MOYATKOBUMM psAfKamu [xas xosax 3a JlyHail, IKi CTamyu TaKOX OC-
HOBOIO JI/I NMOAA/IBIINX YeCbKUX, IOTbChKUX Ta YTOPCHKMUX TEKCTOBUX BEPCill,
a TaKOXX 1X 6aratopasosi TEKCTOBI 36iru.

o —@®) o f@—————»
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Tamam bepxemn

MicHs IxaB Ko3aK 3a AyHait y 03epKasi 4ecbkozo
Ky/Z1lbmy HAPOOHOI nicHi

ITncbMeHHMKY 4eCbKOro BifipomxeHH: (ndrodni obrozeni) y mepiuiil 1monoBu-
Hi 19 cromiTTa BBa)Ka/ny HapOJHY IIO€3i10 JXKEPeoM IEpPBiCHOI NMPUPOLHOCTI,
B SIKiJ MOXKHa 6y/10 BifHATU IPUTIYMJIEHY YIPOOBXK CTOJITh CBOEPiHY ,,Ha-
LioHa/bHY iHAMBIRyanbHICTL . Te, 10 TOrouyacHa CycHinbHa JyMKa Ha3MBaja
»IIPOCTOHAPOHUM , HACIPABJi € CMHOHIMOM ,,7IeTKO1 , ,HaIBHOI~ Ta ,,IIOIYJIAP-
HOI” KyJIBTYpM i Ma€e Majo CIiJIbHOTO 3 aBTEHTUYHUM (PonbKIOpoM. 3HauHa
JacTMHA 3i0paHNX B 4eCbKOMY CepefOoBMIi HAPOAHMX ITiCEHb € aBTOPCHKUMMU
MiCHAMU, WO MOXOAATH i3 PYKONMCHUX MiCeHHMKIB 17-18 CT.: BOHM € HOCiAMMU
Ce/ITHCHKO-MICTE@YKOBOI KY/IBTYPU eIoXM 6apoKo, a He NaBHIX, NPeIKOBIYHIX
3MICTiB 4eChKOTO (@K HifIK He CTIOBSTHCBKOTO) XKUTTEBOTO YCTPOIO.

BinmosinHo 10 1bOTO, MepIIMit YechKuii epeka micHi [xas xosax 3a JJynail
3SIBJISIETCA SIK HACTiTyBaHHSA HapORHOI MicHi 3-mix nepa BarpyraBa ['anku, umii
Bipur IIpowsanus xosaka (Kozakovo louceni) € yecbKuM IepeKyafoM HiMelbKOI
Bepcii ykpaincekoi michi X. Tirge. Lleit mepexan [anka ony6mikyBaB siK BIac-
Huit Bipmr (1813 poxy y yaconuci, 1814 poky — y KHU3i CBOiX TBOpiB). YKpaiHChKa
micHsA 3 iHIIOro /Kepena — 6e33aIepevHo, 3a MOTbCHKOTO MOCePEeIHMIITBA — IO~
Tpammia io nepuoro romy (1822 p.) autosnorii ®. JI. YenakoBChKOTO Mifi HA3BOIO
Cnoésncoki Hapooui nicui (Slovanské ndrodni pisné). TyT BoHa mpencTaBieHa
6e3 Ha3BM K yacTuHa UMKy Maloruské dumky. 3anydeHni 3 nitrepatyp cropinHe-
HUIX CJIOBIHCBKMX HAapOJ[iB TBOPY PeJaKTOp IepeKIajiaB, Mapaie/bHO IOaIdn
opuriHanbHMit i yecbkuit TekcTu. O6’€THAHHA CIOBSTHCBKUX HAPOZHMX ITiCeHb
6y70 HeIpUPOXHIM METOJOM: BOHO Majo Ha MeTi JeMOHCTpAIilo ifei c/IoB’H-
CBKOI €IHOCTi 6e3 ypaxyBaHHsA TOTO, 41 CIIPaBJi OKpeMi BipIli y3romKyOTbCA
3a 3micToM i popmoto, un Hi. Po3pisHeHH: aBTOPCHKOI IiCHI B HAPOJHOMY CTHII
Bifl aBTEHTUYHOTO (OIBKIIOPY i3 CENAHCHKOTO CepefjoBuUINa Bif0y1ocs misHilre.
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Marnanena lap6auik-Bamakosiu

YKpaiHa fiK ,,Kpaii Mpiit”’ B N0/bCbKil niTepaTypi XIX cToAiTTA: Ha
NnpuKAagi TBOpPY Ixas Ko3ak 3a AyHal

Penjeniuiist ykpaincbkoi HapopHoi nicHi B [Tonbimi XIX cTomiTTs TicHO noB’A3aHa
3 iCTOpMYHMM, CYCIiIJIBHUM Ta JiT€PaTypHUM KOHTeKCTOM. [lonaknu 1 ykpainuj,
AKi y 18 cTomiTTi e 6y1u migfaHuMy CIinbHOI, 6araToHa1ioHaIbHOI Jiep>KaBl,
BHAC/IJIOK MOy KpalHu 3ycTpinu 19 CTONMITTA AK rpOMafAHU PiSHUX JEPKaB.
CTOCYHKU MiX O/ISIKaMM Ta YKPaiHI[sIMM, SIKi paHilie 6yiu o0 Ts>KeHi BHY Tpill-
HiMU CyIlepeYHOCTSAMU HUIAXETChKOI pecry6riky, y 19 cronmitTi nepedopmary-
Bajyca y cyBXasi 3 mpo6ieMaMy BTacHOTO Jiep>KaBOTBOPEHHS.

ITonbcbka moesis 19 CTOMITTA, TOIOBHO TBOPYICTD MOJIbCHKUX IOETIB ,,yKpa-
iHCBKOT KON, 3HAYHOI0 MipOIo MOB’A3aHa 3 YKPalHCHKOIO IicHet0. My 3ycTpi-
9a€EMOCh i3 3a1103MYeHHAM, IepedpasyBaHHAM, IepepoOKO0 MOTHBIB i, 3BiCHO,
TaKOXX iXHiM IepeKnagoM. [ IonbChbKUX NMepeKaafadiB yKpaiHChKi MiCH] CKIa-
Tany Ba)KAMBY YacCTMHY BJIAaCHUX TpafMILiii: IX MOXKHa pO3ITIANATU AK CUMBO-
JTiYHUI BMpa3 BifaHOCTI ,Mamiii 6aThKiBIIVHI", YKpaiHCBKUM TepUTOPisM.
BogHouac 1i micHi TakoX CTaayu LEHTPOM CIOBSIHO(MINIBCHKOTO 3alliKaBjIeH-
HA y TOJbCHKiN ¢onbkaopuctuni toro vacy. Ii ABi TeHmeHuii 3ycTpivaloThb-
cs1 B icropii 06po6ok micHi [xae kosak 3a Jlynail, penenuis sxoi B [lonbui He
obMexxyBamacs nuie nepexnagamu. O6pas YkpaiHu B IOTBbCHKil nmiTeparypi
€ aM6iBaJICHTHNUM, JIOTO CKJIQ[IHUKOM € MOTMB YKPalHCBKOTO CTeIly UM ITOCTAaTh
KO3aKa.

Haia 1onoBinb npucBsueHa posrisay micHi Ixas xosax 3a Jlyxati y mupoko-
My KY/IbTyPHOMY Ta JIiT€PaTyPHOMY KOHTEKCTi TOTO 9acy. ¥ [JOIOBi/li MOJAI0Th-
Csl TO/IbCBKi Iepekmaan Ta 06poOKy micHi. Y MOpiBHANIBHOMY aHaIi3i 3BepHEHO
yBary Ha BifIMiHHOCTi, BUTOKM AKMX KPUIOTbCA Yy Pi3HUX JPKepeNbHUX MaTepia-
nax. Y HONoBiji BUOKpeM/IeHO UinbHi pori (361pauis, pikcaropis, focmigHNUKIB),
AKi Oynu 3afisiHi y nepefadi BiToMOCTel! Ipo rajuIpbKi HAPOAHI MiCHI Ta MOMmNn-
peHHi pyKomyciB, BiiTak IPUKiHI[eBO BM3HAYEHO Crienn(iKy IOIbCbKOI pellel-
i1 miceHb.
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ABSTRACTS

(in order of appearance)

ZSOF1A KALAVSZKY

The Minka phenomenon:
a summary of Central and East-European comparative studies

The starting point of the Minka project was a literary connection that seemed to
be of philological interest. The text of Der Kosak und das Mddchen (1814) by the
Russian poet Wilhelm Kiichelbecker, who was part of Pushkin’s lyceum circle,
showed several correspondences with count Ferenc Teleki’s Kozdk dal (Cossack’s
song) (before 1820?). What is more, in some textual locations it showed a closer
connection to it than Theodor Korner’s Russisches Lied (1814), which is known
as the source of the poem. It was clear that Kiichelbecker’s text is part of a group
of texts that includes works by Pushkin and other poets of the lyceum circle on
Cossack topics. It also became clear that Kiichelbecker’s and Teleki’s songs, which
were (seemingly) unrelated to each other, were also not only a random “meeting”
of two texts born in their respective national elites. These works are part of a
characteristic micro network, and as such they fit into the transcultural macro
network typical of this era. This network transcends languages, and it is made up
of variants of text and melody, with the Ukrainian-Cossack song Ikhav kozak za
Dunaj in its background. Thus, Pushkin’s, Kiichelbecker’s, Teleki’s, and Korner’s
works are deeply embedded in the intellectual, ideological issues that fascinated
Central Europe at the beginning of the nineteenth century, questions that had
been activated by the social and cultural processes of the Napoleonic wars. One
powerful intersection of the textual network is the Ukrainian and Russian-lan-
guage song Ikhav kozak za Dunaj, while another intersection comprises the ad-
aptation of the Cossack song that had also become known by the end of the 1810s
in the German, Czech, and later in the Hungarian territories. This adaptation
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is Ch. A. Tiedge’s translation Schone Minka (1808). The popular German Minka
song “left” its author and translator and was passed down as an instance of popu-
lar poetry in various subcultural communities.

It was Ukrainian folklore and culture researcher Hryhoriy Nudha who first
dedicated a monograph to the European dissemination of Ikhav kozak za Dunaj.
His work is an instance of essential basic research and set out to collect all the most
important Ukrainian, Russian, German, Polish, and Czech sources, although its
Hungarian aspects remained unexplored. Nudha tracked down how the song was
passed down (manuscripts, printed publications), as well as its agents (poets, com-
posers, performers, translators, collectors), and he established the hypothesis that
this art song was likely composed by Semen Klimovsky, an Ukrainian-Cossack
poet from the beginning of the eighteenth century. The presentation reflects on
Nudha’s results and hypotheses, adding our own data to the reception history of
the Minka song, as well as the observations of the latest research in related re-
search fields.

The research examines the context of the song in terms of social history and
aesthetics, and interprets its transmission as a phenomenon that developed into
a complex cultural form (text — melody - image).

LESIA MUSHKETYK

The Ukrainian song lkhav kozak za Dunaj as a classic example
of Cossack lyrics

The relationship between written and oral literature in different time periods is
a popular topic in modern research, particularly phenomena such as folklorism
and folklorisation in culture and literature. These phenomena have been observed
in Ukraine for a long time, for example, in Marusa Churai’s songs, Shchedryk ar-
ranged by M. Leontovich. The song Ikhav kozak za Dunaj is still one of the most
popular songs in Ukraine today, and its textual and musical versions are known
in various European countries. According to Ukrainian scientist Hryhoriy Nud-
ha, it is usually considered a folk song, although its authorship is attributed to
Semen Klimovsky, a Cossack from the (eighteenth-century) Kharkiv region, who
was an educated person. Cossacks were often known to have composed songs that
were performed by travelling singers (kobzars and lyre players).
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Ukrainian Cossack folklore is typically represented by historical genres
(thoughts and historical songs), as well as Cossack lyrics. Ikhav kozak za Dunaj
exists in different versions and is characterized by folk song topoi. The song is
about a girl’s farewell to a Cossack soldier, a very popular motif in Ukrainian lyr-
ics: “the Cossack is leaving, the girl is crying”. The opening lines of similar songs
about a Cossack soldier’s departure reflect contemporary historical and other re-
alities in Ukraine: a Cossack was going beyond the Danube / to a foreign country
/ to a war. The song implicitly reflects the non-return (death) of the Cossack sol-
dier, and many other works depict his death in a clean field. The song uses devices
characteristic of folk song: constant epithets (white hands, clear eyes, a raven-col-
ored horse), the love above all formula of ballads, the poeticization of “Cossack
glory” (wait for me with glory), and examples of Cossack ataraxia, attributes, and
vernacular turns.

Similarly to other Cossack songs, Ikhav kozak za Dunaj seems to be gaining
a new relevance in the modern cultural life of Ukraine as a result of the Russian-
Ukrainian war.

LEsiA HARASYM

Travel for a song:
the life and scientific achievements of Hryhoriy Nudha

Hryhoriy Nudha (1913-1994) was a Ukrainian researcher with a wide range of sci-
entific interests in the areas of folkloristics, literature, and cultural and historical
studies. His biography is a typical example of a twentieth-century Ukrainian sci-
entist living and working during Soviet times. Holodomor, war, captivity — these
were events that shaped his outlook. Arrest, exile, not being allowed to work in
his field, the absence of a career, and an untimely dismissal from his institution
were all part of the price he paid for his scientific objectivity. Almost all of Hry-
horiy Nudha’s works, regardless of their research topic, are united by his ambi-
tion to define Ukrainian culture and fill in various gaps in Ukrainian culture and
history. Nudha was the one to introduce the name Semen Klimovsky in the sci-
entific literature, and it is thanks to him that the Ukrainian roots of some of the
songs that were popular around the world were identified. Nudha’s main focus of
scientific exploration was researching the way Ukrainian songs were integrated
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into a foreign environment. Such topics were considered ideologically harmful to
society during Soviet times, and Nudha’s manuscript Ukrainian song and duma
in the world languished in a drawer for 17 years. The book was eventually pub-
lished in 1989, but only in half of its original length. Only when Ukraine became
independent, after Nudha’s death, did the world see a full edition in two volumes
(1997-1998). Hryhoriy Nudha’s research results could be useful for internation-
al researchers as an introduction to the representative phenomena of Ukrainian
folklore tradition and the productive character of its links to other ethnic cultures.

EsZTER APOR

Representations of the “Cossacks”
and their meaning in visual arts
Thoughts on Georg Emmanuel Opi(t)z’s Parisian watercolors from 1814

In parallel with the rapid and wide spread of Ikhav kozak za Dunaj... (i.e. the pop-
ular song called Schéne Minka) across Europe, we can notice many forms of the
pictorial representation of the exotic Cossack horse rider. The figure, which can
be interpreted transculturally in itself, functioned as a kind of “pictorial topos”
in the European fine and industrial arts of the early nineteenth century, and de-
pending on the iconographic context of its representations, it could sometimes be
associated with a symbolic meaning. In the planned presentation, it will be taked
first briefly talk about these unique Cossack images and then go into more detail
about the art historical interpretation of one relevant watercolor series by Georg
Emmanuel Opi(t)z, which presents genres from Cossack soldiers’ life in Paris after
the battle of March 1814.

@Y @———————»
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Lujza TaRr1

The melody of Air Ukrainian — Air russe, or Ikhav Kozak za Dunaj -
Schéne Minka — Gyéngydm, Minkdm in Hungarian (folk) music

During the period that saw a turn towards the folk song at the turn of the eigh-
teenth and nineteenth centuries, the Ukrainian song Ikhav kozak za Dunaj quickly
became well-known and popular following Ch. A. Tiedge’s German translation of
Schone Minka ich mufS scheiden and its first publication in 1808, later even becom-
ing a folk song. After it had spread in the German region, it became well-known
in several European countries, also having a lasting impact on music through its
various adaptations by illustrious contemporary composers. It became popular in
Hungary in the text variant Gyongyom/Kedves Minkdm el kell valnom.

Thanks to Zoltan Kodaly’s significant researches in connection with the peri-
od, it was known from nineteenth-century’s musical sources that the Ukrainian
poem and melody was part of the Hungarian song tradition. The song was includ-
ed in a folk play on stage and later in a songbook at the beginning of the twentieth
century with the text Kismaddr dalol az dgon, the above-mentioned sources doc-
ument the fact that higher social classes were familiar with this folk play. Howev-
er, the extent of its prevalence in Hungarian vocal and instrumental folk music,
i.e. in the oral music tradition of the lower classes, has not been explored so far.
Although it is not known through what channels the melody became known
among the peasantry, it was in their circles that it was preserved most and for the
longest period of time.

This presentation focuses on how the melody was integrated into Hungari-
an folk music tradition based on folk song collections, and it indicates in what
genres, functions, and areas it became popular in the living folk music. It presents
a folk song from a nineteenth-century German folk songs collection, and it briefly
talks about different dance pieces called Kozdk in Hungarian and other European
notated manuspripts. Although these are not based on the Schéne Minka melody;,
they represent popular dance music pieces of the same title from the period of the
Napoleonic wars.
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IsTvAN RUMEN CsORSz
The Minka song and Hungarian popular poetry

The Schone Minka... song type also reached Hungary in the first part of the nine-
teenth century, and although it represented a foreign textual and melodic uni-
verse, it became an integral part of contemporary Hungarian popular poetry.
Examining the formal and substantive causes of this process also make it possi-
ble to investigate the mode of existence of popular poetry, the progression of cer-
tain types of song genres, and the hidden relationships between them. The Minka
song namely behaved as a typical instance of Hungarian popular poetry: instead
of spreading in an unchanged version in the Hungarian manuscript collections of
poems, it gained different variants and new linguistic solutions, which not even
the few existing printed editions were able to standardize. Another interesting as-
pect is that several other related texts and melodies also enriched the Minka song
during the reform era.

OXANA JAKIMENKO

Cossack songs and Cossack culture in translated and original
Hungarian texts

Starting from the early 1840s, through the translations of Cossack Songs by Janos
Kriza, as well as throughout the rest of the nineteenth century, Cossack cultural
tradition made its way into Hungarian literature. This presentation covers both
the translations of Cossack lyrics into Hungarian and their depiction in Russian
literature translated into Hungarian (translations of Gogol, Tolstoy, etc.), as well
as the image of Cossacks as perceived by Hungarian authors in the late nine-
teenth, early twentieth century.
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SZILVIA SZARKA

The role of register changes in the German-language versions of
Ikhav kozak za Dunaj

The Ukrainian song Ikhav kozak za Dunaj appears in the German language area
embedded in the register of regular poetry, under the title Der Kosack und sein
Mddchen. Nach einen russischen National-Melodie in Ch. A. Tiedge’s translation.
Tiedge adapted the original Ukrainian song, which became known as Schone
Minka based on the first lines of the first German text variant, to his own senti-
mental lyric poetry and the expectations of his German middle-class audience.
He first published it in publications that represented a fluid transition between
high culture and fiction (in the journal Iris ein Wochenblatt fiir Damen in 1808 in
Riga, then in Taschenbuch zum Geselligen Vergniigen, published by G. W. Becker
in 1809).

Daniel Runge also included the song in the 1813 songbook of the Hanseatic le-
gion (Liederbuch der Hanseatischen Legion gewidmet), the liberating troops fight-
ing Napoleon established by the citizens of the Hanseatic cities. This important
medium made it possible for the song to reach all layers of contemporary German
society and contributed to the folklorisation of the song. The popularity of the
Minka song is also indicated in the personal accounts given of the period of the
Napoleonic wars that were published a few decades later, and the frequent occur-
rence of the song in nineteenth-century German hymnbooks.

It is presumably also due to Tiedge’s extremely freely interpreted translation
strategy that Theodor Korner, the cultic poet of the German fight for liberation
against Napoleon, inspired by his direct contact with the Cossack soldiers, at-
tempted another translation of the song in the narrower sense of the word. The
translation was published as Russisches Lied (Nach einer bekannten Melodie) in
1814, as part of Kérner’s posthumous anthology.

The presentation focuses on these two German-language text variants of the
Ukrainian song Ikhav kozak za Dunaj, which formed the basis of further Czech,
Polish, and Hungarian text variants, also analyzing their multiple textual iden-
tities.
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TAMAS BERKES
Ikhav kozak za Dunaj in light of Czech folklore

In the first part of the nineteenth century, the writers of the Czech revival (ndrodni
obrozeni) considered folk poetry a source of the primordial state of nature, from
which the unique “national character” that had faded during the centuries can be
deduced. What the public generally considered “popular/folk-style” around this
time is in fact a synonym of “light”, “naive”, and “popular” culture, and it has lit-
tle to do with the original interpretation of folklore. The folk songs collected in
the Czech context are mostly art songs that originate from the manuscript hymn-
books of the seventeenth and eighteenth centuries: they are characterized by the
village/small town culture of the time rather than the older, ancient substance of
the Czech (and expressly not the Slavic) way of life.

Accordingly, the first Czech translation of Ikhav kozak za Dunaj is an imita-
tion of a folk song by Vaclav Hanka, whose poem The Cossack’s farewell (Kozakovo
louceni) is a Czech rewriting of Ch. A. Tiedge’s German version of the Ukrainian
song. Hanka published this translation as if he had written the poem himself (in
a journal in 1813, and in his own volume in 1814). The Ukrainian song came to
be included in the first volume of F. L. Celakovsky’s anthology Slavic folk songs
(Slovanské ndrodni pisné), published in 1822, from a different source, and certain-
ly through a Polish intermediary. There it appears without a title, as part of the
Maloruské dumky cycle. The pieces taken from the literature of related Slavic peo-
ples were translated by the editor, who published the original and the Czech text
in parallel with each other. Bringing Slavic folk songs together is an artificial pro-
cess: it is also supposed to demonstrate the ideology of Slavic unity, regardless of
whether the individual poems belong together in terms of their content and form.
Differentiating between folk-style art songs and the original folklore stemming
from a peasant context is a later development.
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MAGDALENA GARBACIK-BALAKOWICZ

Ukraine as imaginarium in nineteenth-century Polish literature:
the example of Ikhav kozak za Dungj

The reception of Ukrainian folk songs in nineteenth-century Poland is closely re-
lated to the historical, social, and literary context of that time. In the eighteenth
century, Poles and Ukrainians were still the subjects of a common multi-ethnic
state, but they entered the nineteenth century as a residents of different states
due to the three partitions of the Polish-Lithuanian Commonwealth. In the nine-
teenth century, the relationship between Polish and Ukrainian people, which had
been burdened by the internal contradictions of the Commonwealth’s political
system, was shaped by the problems of independent nation-building.

Nineteenth-century Polish poetry, especially the so-called “Ukrainian school”,
was linked to the Ukrainian folk songs in several ways. In addition to translations,
the Ukrainian songs and motifs were adapted, paraphrased, and reworked. For
Polish translators, the Ukrainian folk songs were an important part of their own
heritage and the translations can be considered symbolic expressions of loyalty
to the Ukrainian territories, i.e. the “smaller homeland”. At the same time, these
songs also became the focus of the Slavophile interest of the then Polish folk-
lore studies. These two tendencies meet in the reception history of the song Ikhav
kozak za Dunaj, which is not limited to its translations. The image of Ukraine, in-
cluding the motif of the Ukrainian steppe or the character of the Cossack, is laden
with ambivalence in Polish literature.

The presentation places the song Ikhav kozak za Dunaj in the broad cultur-
al and literary context of the era. It offers a comparative analysis of the Polish
translations and adaptations as well as shows the differences that originate from
the source materials. The presentation identifies the key players (collectors, re-
cord-takers, researchers) who transferred the knowledge about Galician folk
songs and circulated the manuscripts. The presentation draws attention to the
unique characteristics of Polish reception.

Do E—————— <o
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