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The aim of the article is to identify historical types of folklore thinking: the modal-tune and
integration-melodic types in song lyrics based on the folk song tradition of Sloboda Ukraine.
Results. The figurative content of archetypes of folklore thinking is expressed by rhythmic and
melodic codes as a sound embodiment of symbolic and logical figures of thinking. In the process
of development, they were assigned to certain song forms and acquired features of functional
differentiation into ritual, epic, and lyrical with a predominance of a certain modality: exclamatory,
persuasive, and later narrative. On the basis of the narrative modality, which prevails in the
genre of lyrical songs and ballads, the lyrical mode of thinking emerges within the local folklore
environment. Song examples representing the drawling type of chanting of lyrical songs can be
attributed to the modal-tune type of folklore thinking. The integration-melodic type of folklore
thinking is characterised by fundamental changes in the process of musical development based
on logical figures of grouping and classification. The transfer of the main function to the highest
solo voice, the concentration of the intonation content in it, affected the creation of melody.
The scientific novelty consists in substantiating the modal-tune and integration-melodic types of
folklore thinking on the material of the song lyrics of Sloboda Ukraine. Conclusions. Lyrical songs
of modal-tune type create the song stanza by alternating autonomous song segments caesurated
according to the logic of musical development. In the chants of integration-melodic types, the
highest voice of sub-chant polyphonic structure acquires the properties of a melody thanks to
the concentration of the intonation content and the character of the caesura. The structure of the
chant becomes more symmetrical, with the features of a responsive stanza.
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Introduction
The Ukrainian national cultural heritage presents us not only with a real ancient

history and a description of the people’s life of a certain era but also with an ethnically
defined system of values. This is an elusive yet subtly perceptible “folklore noosphere”,
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it is the intangible cultural heritage of the Ukrainian people. Folklore thinking encom-
passes multiple contents, it is characterised by the relevance of integrative qualities in
the time-space arrangement of the folklore narrative in the process of singing.

In addition to conceptual comprehension (expression) of the intonational content
at the level of archetypal images, folklore thinking involves a general intuitive percep-
tion (feeling) of its depth and ability to concentrate meanings, and their interaction
in the thought process. It is dominated by a suggestive level of thinking, creating and
generalising sound images against the background of conscious archetypes. The figu-
rative content of the archetype is expressed through the formation of symbolic and
logical figures of thinking and is embedded in folk memory in the form of rhythm and
melodic codes. The relevance of the article consists in considering the features of folk-
lore thinking based on the regional folk song tradition of the Sloboda Ukraine region.
This includes differentiating the functional nature of ritual, epic, or lyrical-situational
texts as processes of speak-singing and defining their typology.

Recent research and publication analysis. Folklore thinking is an important category
in the studies of linguists and literary scholars. V. Buriak (2003) considered “folklore
thinking as a system of information reflection”, (p. 9) and revealed its creative features
in the system of figurative and artistic consciousness. O.Ivanovska (2005) defined
folklore thinking as a quality of the nation’s subjectivity and substantiated the role of
conventionality in the act of folklore communication. H. Koval (2021) considered the
associative and semantic model of folklore thinking of Ukrainians on the analysis of the
parallelism form in the calendar and ritual text.

Leading Ukrainian musicologists and ethnomusicologists, including S. Hrytsa
(1979, 2000), A. Ivanytskyi (2008, 2009), A. Murzyna (2004, 2009, 2012), 1. Matsiievskyi
(2002), I. Piaskovskyi (2009), considered the features and fundamental qualities of
folklore thinking in folk song creativity as a historically determined manifestation of
musical thinking. One of the first to address the issues of diatonic and chromatic phe-
nomena in the context of musical thinking was the prominent Ukrainian musicologist
1. Kotliarevskyi (1971). Describing the categorical apparatus of polyphonic thinking,
N. Belichenko, a scholar from Kharkiv, emphasised the importance of I. Kotliarevskyi’s
position that “the essential characteristics of musical thinking consist in the catego-
rical synthesis of musical-practical and spiritual experiences involved in the process of
musical creativity” (according to Belichenko, 2017, p. 103).

I. Matsiievskyi (2002) generalised the horizontal and vertical factors of musical
thinking as coordinates of musical space-time at the level of logical and functional
elements. Drawing an analogy with the theory of intonation, the scholar conceptualises
and substantiated the theory of contonation.

L. Piaskovskyi (2009) examines the issue of the interaction of syncretism and syn-
thesis in the development of folkloric thinking and the coexistence of spontaneous
and compositionally conscious elements of sound development. The scholar reveals
the correlation between the objective constructive possibilities of the sound system
and their realisation in specific thematic structures. N. Belichenko emphasises the ef-
fectiveness of the concept proposed by the outstanding Ukrainian scholar regarding the
examination of the relationship between constructive and figurative-semantic logic,
distinguishing the three main types of their interconnection: “The procedural logi-
cal triad of ‘unfolding — compression — sprouting’ developed by 1. Piaskovskyi is very
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effective in analysing primarily non-classical musical forms, in particular non-imita-
tive polyphony” (Belichenko, 2017 p. 104).

The leading role of the logical principle in the trinity of thinking, language, and
music in the analysis of the historical syntax of folklore was studied by A. Ivanytskyi.
In his work Foundations of the Logic of Musical Form: Issues of the Origin of Music
(2003) and his article Rhythm and Structural Typology: Genetic Foundations (2008), he
substantiated a scientifically fruitful approach to understanding the genesis of mu-
sical form. The scholar developed his understanding of musical logic into a system in
the monograph Historical Syntax of Folklore (2011). He compares the logic of magical
and logical thinking (similar to I. Piaskovskyi’s ideas regarding the interplay of logi-
cal, artistic, and figurative beginnings). The interplay of syncretism and synthesis in
the musical thinking of the original mode is defined by A. Ivanytskyi (2009) as “speak-
singing,” contrasting it with the multiple-symmetrical structure of music in the written
tradition, characterises the logical and syntactic categories of formation, such as “pe-
riodicity, hypo- and parataxis”, classifies as the main logical figures of the pre-concep-
tual level of thinking, “seriations, groupings and classifications” (p. 226). The scholar
emphasised the importance of the structure of the poetic text for generalising the fea-
tures of songs with a drawling character, primarily the lyrical figurative sphere (p. 322).
A. Ivanytskyi (2009) defined that “modality as the relation of the content of expression
to the form of expression is a function of thinking” (p. 211) and generalised the use of
three types of modality in ritual folklore: exclamatory, persuasive, and narrative. Into-
national syncretism..., which existed for more than 35 thousand years, was overcome in
consciousness and singing practice through the identification of cantilena as a higher
intonation-melodic, expressive, and even form-creating quality of music (ended at the
end of the 16" — beginning of the 17" century with the formation of the responsive
stanza) (p. 212).

For the study of the tradition of the Kharkiv region, which developed during the
17" to the early 18™ century, the scholar’s statement that it was during this period that
“the design of the cantilena took place, and in speech and in folklore, the narrative mo-
dality became dominant” is of great importance (Ivanytskyi, 2009, p. 168). A. Ivanytskyi
(2009) believes that the narrative “zero” modality is “historically and evolutionarily
a later phenomenon than other types of modality, but its conditional acceptance as
a ‘norm’ in the analysis of both language and music is convenient and methodologically
productive” (p. 168).

On this analytical basis, the scholar conceptualises the variability of song develop-
ment as a result of the action of logical figures of seriation thinking, terminologically
distinguishes variation as the principle of development of melodic pattern and tex-
tured vertical, and variation as the main factor in the formation of song versions of one
melotype (Ivanytskyi, 2009, p. 236).

Features of transformation of folklore thinking in the context of the contemporary
cultural situation are generalised by O. Murzyna (2009, 2012). The researcher analyses
their manifestations on contemporary material in the performing practice of tradition
bearers’ ensembles, as well as at the level of individual performance style (Murzyna,
2014). The definitions of folklore thinking conceptualised in O. Murzyna’s (2012) arti-
cles are closely related to the contemporary realities of the existence of performance
versions of song lyrics.
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V. Rusina (2018) classified the manifestations of folklore thinking on the example
of determining the types of composition of drawling songs of Sloboda Ukraine, dis-
tinguishing them as modal-tune, sub-chant polyphonic, and homophonic-harmonic
(p. 130).

Aim of the article

The aim of the article is to distinguish the historical types of folklore thinking
in song lyrics based on the material of the folk song tradition of Sloboda Ukraine, to
generalise the directions of studying the issue in scientific publications, and to identify
symbolic and constructive factors of folklore thinking in the lyrics of the drawling type
of singing.

Main research material

In the song folklore of Sloboda Ukraine, the process of co-existence in the genre
system (as part of the folklore-phonological creation process) of two historically gra-
dual types of folklore thinking is traced: modal-tune and integration-melody. The com-
bination of procedural and discursive perspectives of creative development of types of
folklore thinking is based on the author’s position regarding the intonational activity
of the Sloboda folk tradition of the integration type. The effect of intonation activity
of the folklore tradition is manifested in lyrical genres with a high degree of variability
and within micro-local changes.

The formation of structural and intonation versions is influenced by the lyrical
mode of thinking in the folklore environment. It represents a variational manifestation
of the phenomenon and concept of the mode of thinking of the environment deve-
loped by S. Hrytsa (1979): “It is manifested in the typology of themes and plots specific
to this environment, in the nuances of their linguistic and dialectal interpretation, in
the melos — in the stability of repeated elements of the rhythmical structure, intona-
tional relationships, performing norms, and techniques” (p. 28). “At the current stage
of decoding folklore, only modality can provide evidence of the formation of musical
intonations, primarily persuasive ones” (Ivanytskyi, 2009, p. 226).

The lyrical mode of thinking in the environment, as a component of the characteri-
sation of folklore thinking, determines the cantilena — the manifestation of “zero
modality” (Ivanytskyi, 2009, p. 168) as the main activity of not only intonational but
also formative character. It forms the regional uniqueness of the musical expression of
Sloboda lyrics. It shapes the intonational vocabulary and chain of forms of the Sloboda
musical dialect, and the localisation of its manifestations within the folklore centre
contributes to the development of local variants of the song style. These phenomena, in
turn, can be generalised as variant manifestations of types of folklore thinking.

The modal-tune type of folklore thinking is characterised by the predominance of the
narrative type of modality and the linearity of melodic development. It corresponds to
the action of logical figures of seriation and grouping. The structure of melodic seg-
ments embodies a “tendency towards consonance”. Melodies of the modal-tune type are
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represented by one- and two-line stanzaic structures divided into 2-3 segments, with
functional two-part voices and a variable sub-chant texture. The mode of tunes reaches
anoctave, and has 2-, more often 3 fret supports that act both horizontally and in the ver-
tical projection of the tune. The main lower voice leads the solo singing and, during group
performance, may form subvocal parts. Their function is to contrast the linear develop-
ment and provide textural support to the frets, especiallyin the cadence and half-cadence
zones of sound. At the same time, in chants that are limited to the octave scale, the solo
upper voice functions as a sub-voice, moderately contrasting, and movement in paral-
lel thirds prevails, which “diverge” into an octave in the cadence zones of the chant. In
tunes with a range of 1.5-2 octaves (in the case of a mixed composition of performers in
the ensemble), two- and three-line stanzas with free (in relation to the verbal text) seg-
mentation predominate. When singing, the melodic independence of the upper voice
increases: the range of its sound expands, and wide intervals are assimilated intona-
tionally. The linear melodic movement maintains an intonation and expressive balance
between the main voice and the solo “supporting voice”. Tunes of this type are localised
in the traditions of the central Kharkiv region, partly in the north-western and north-
eastern regions.

The integration-melodic type of musical thinking characterises the tradition of most
of the studied folklore centres of the Kharkiv region. It is distinguished by the formation
of a structurally cohesive melody, the transition of the leading function to the upper,
solo voice of the song. In the process of singing, this involves adding similar groups —
rhythmic and intonational turns, perceived as a segment of the chant. Its organisation
(structuring) is based on expanding the song segment into a line (or a sequence of
several segments, depending on the number of caesuras in the line). This process leads
to the emergence of a new structural quality — the responsive period. According to the
logic of musical development and the nature of the cadence, as well as the fret-textured
characteristics, it approaches the musical period. During the formation of such chants,
the melorhythmic variability inherent in chants created against the background of the
action of the logical figure of seriation is reduced. The internal logic of musical con-
struction is more influenced by the action of grouping and classification figures.

At the structural level, the action of the principle of rhythmic variation predomi-
nates: the alternation of “unfolding — compression — sprouting” (Belichenko, 2017,
p. 104), and segments expand into musical phrases of lines. From a metric perspec-
tive, tunes are characterised by the dimensionality of the bar distribution into strong
and relatively strong metric units. This is combined with textural transformation: the
“tendency towards consonance” leads to the predominance of homophonic-harmonic
elements in the textural vertical with an intonationally concentrated upper voice — the
melody, and the advantages of the integration-melodic type of musical thinking when
creating a chant. Such melodic tunes have common features with songs of later origin,
with the texture of cantus of two- and three-voice homophonic type.

Variability manifests itself in the folklore centres of the Kharkiv tradition at the
level of structuring the genre system. This is the quantitative predominance of song
lyrics, the assimilation at the level of regionally defined stylistics of plot motifs of songs
shared with other regions of Ukraine. Within the same melotype, which in song lyrics
is often built on the chant of versions of the plot motif, variability functions not only
as an extension of the intonation field in the horizontal and vertical projections of the
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texture (creating versions of tunes of the same melotype) but also going beyond it. In
the song lyrics of the Kharkiv region, variability extends to the creation of new song
paradigms based on widespread narrative motifs, as well as songs of local existence.
The creative result of this process is the emergence of new versions of the chant of local
distribution. In ritual folklore, the influence of variability on the quality of the genre
system is manifested through the inclusion of cantus chants in the winter holiday song
cycle, their introduction into the wedding ceremony as ritually important single-text
songs with signs of a melodically integrated type of thinking.

Conclusions

Folklore thinking is based on figurative and meaningful archetypes, encompassing
a multitude of contents. It is capable of exhibiting integrative qualities in the embodi-
ment of folklore narratives in the process of chanting. The figurative content of the ar-
chetype is expressed through the formation of symbolic and logical figures of thinking
and is embedded in folklore memory in the form of rhythm and melodic codes. In the
process of development, they were assigned to certain song forms and acquired signs
of functional distinction into ritual, epic, and lyrical with a predominance of a certain
modality — exclamatory, persuasive, and later narrative.

Against the background of narrative modality, which prevails in the genres of song
lyrics and ballads, a lyrical mode of thinking emerges within the local folklore environ-
ment. Song examples representing the archaic type of singing in song lyrics can be
attributed to the modal-tune type of folklore thinking. Further transformation of song
forms has led to the formation of the integration-melodic type of folklore thinking. It is
characterised by fundamental changes in the process of musical development based on
logical figures of grouping and classification. In the chant structure, this affected the
transfer of the main function to the upper solo voice of the song, and the concentration
of intonation content in it, namely, the formation of the melody. The consolidation of
the chant structure due to the growth of segments into musical phrases-lines led to the
formation of the responsive stanza.

In the song folklore of Sloboda Ukraine, the coexistence and interaction of two
historically bordering types of folklore thinking can be traced: the modal-tune and
integration-melodic types. At the level of folklore thinking, chants of the modal-tune
type are based on the interaction of logical figures of seriation, grouping. Chants of the
Integration-melodic type are predominantly composed through logical figures of
grouping and classification. The upper sub-voice of the sub-chant polyphonic texture
acquires melodic qualities through the concentration of intonational content and the
nature of the caesura. The structure of the tune becomes more symmetrical, and ac-
quires the qualities of a responsive stanza.

The scientific novelty of the article consists in substantiating the modal-tune and
integration-melodic types of folklore thinking based on the material of song lyrics of
Sloboda Ukraine, and the effect of the variability principle as a characteristic of the
Sloboda Ukraine folklore tradition.

The prospects for further research lie in further substantiating the identified types
of folklore thinking based on the song lyrics of Sloboda Ukraine.
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Mema cmammi — po3pi3HUTU iCTOpMYHI TUIIM (ONBKIOPHOTO MUC/IEHHS B MiCeHHiN mipuii
Ha Marepiaymi HapomHomiceHHOi Tpaamiii CoOGOKaHIIMHN; y3aralbHUTK HANPSIMU BUBUEHHS
nmpo6IeMaTKy B HAYKOBUX IMYOMTiKallisiX; BMUSBUTY CUMBOJNIUHI Ta KOHCTPYKTMBHI UMHHUKU
(bOIBKIIOPHOTO MUCIIEHHS B JTipULLi ITPOTSHKHOTO TUITY PO3CITiBY. Pe3ynsmamu docnidxerHs. O6pasHuit
3MicT apxeTuniB GoMbKIOPHOTO MUCTEHHS BUPasKeHUIT pUTMOMENOLITHMMY KOJAMMU SIK 3BYKOBUM
YTiZIeHHSM CUMMBOJIIYHO-IOTiUHMX Giryp. Y mporeci po3BUTKY BOHM 3aKpiMMINCS 32 NeBHUMU
miceHHuMHu (GopmMaMu Ta Habymu O3HaK (DYHKIIOHAJTBHOTO PO3pPi3HEHHSI Ha OOPSIOBi, emiuHi,
JIIPUYHI 3 JOMiHYBaHHSIM II€BHOI MOJa/IbHOCTi: KIMYHOI, CIIOHYKaJIbHOI, Mi3Hillle — PO3IO0BiJHOI.
Ha Tni po3moBigHOiI MOZambHOCTi, sIka IepeBaka€ B JKaHpAx ITiCEHHOi Jipukyu Ta Gamanax,
bopMyeThCs IIPUUHNI MOAYC MUCTEHHS JIOKaIbHOTO GombKIOpHOTO cepenoBuiia. ITiceHHi 3pa3ky,
SIKi IPeICTaBISIIOTh MPOTSDKHUIA TUTT PO3CIIBY MiCEHHOI JIipUKH, MOYKHA 3apaxyBaTy 4,0 MOAAIbHO-
MOCITiBKOBOTO THUITY (DOTBKIOPHOTO MUCTEHHS. [HTerpauiiiHO-MeofiitHui TUT (GOTbKIOPHOTO
MUC/IeHHS XapaKTepU3yI0Th KOPiHHI 3MiHM B ITPOLIeCi My3MYHOTO PO3TOPTAHHS HAa OCHOBI JIOTIUHUX
Giryp yrpymyBaHHSs Ta kiacudikanii. [TepeganHs GyHKIIT OCHOBHOTO BEPXHBOMY COTBHOMY TOJIOCY
MiCHI Ta KOHIEHTpAIlisi B HbOMY iHTOHAIIIITHOrO 3MiCTy CIPMSUIM YTBOpPEHHIO Mesopii. Haykosa
HOBU3HA TIONSATAE B OGIPYHTYBAHHI MOJATbHO-TIOCITIBKOBOTO Ta iHTErpaTMBHO-MeJIONi/fHOTO TUITIB
(hOIBKIOPHOrO MUC/IEHHST Ha MaTepiali cT000KaHChKOI iceHHOI JTipuKu. BucHoeku. JlipyuHi micHi
MOJIa/lIbHO-TIOCITIBKOBOTO TUITy MMC/IEHHSI YTBOPIOIOTh IiCEHHY CTPOdy 3aBASKM YepryBaHHIO
aBTOHOMHMX IIOCIIiBOK-CETMEHTIB, 11e3ypOBaHMX 3a JIOTiKOI My3MYHOTO PO3BUTKY. B HacmiBax
iHTerpaTMBHO-MeJIOMiiHOTO TUITY BEPXHiii royoc miaronockoBo-mnonidhoHiuHoi hakTypu HabyBae
puc Menofil 3a KOHLIEHTpaLi€l0 iHTOHALIITHOrO 3MiCTy Ta XapaKTepoM Lie3ypyBaHHs. CTpyKTypa
HACITIBY CTa€ GiTbII CUMETPUYHOIO, 3 03HAKAMY PECIIOHCOPHOI cTpodu.

Kniouosi cnosa: perioHanicTika; My3yUHe MUCTELTBO; BOKajJbHe MMUCTELTBO; (HOIbKIOpHE
MMUCIEHHS; JTIPUYHMIT MOAYC MMCIEHHS; MOAAIbHO-IIOCIIBKOBMIA Ta iHTerpaiiiiHo-MenoniiiHmii
U GOIBKIOPHOTO MMCIeHHST; CTo6OKaHIIMHA
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