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Bcryn

Xo1 NpuHAHMHI 0A CIMHAALIETOTO BiKa AIOAC npi6yBaAH HaHTH croci6, mTobs!
HATPUBATH MY3BIKY - iCTOPHS 3aIHCy 3BYKY 3adbIHAT cs1 0A 1877 poka. Tosapi-ro Tomac
AapBa Epicon/Thomas Alva Edison (1847-1931) Harpaa cBiif BAACHHIi TOAOC Ha OBH-
HEHUH QoaifioM MeTaaboBUH IHAiHAep. Xon ObIA TO PEBOAIOLIMIHUIN BBIHAXiA HOTO
noyarkbl He Ob1an Aerksl. Cam Epicon Maa cyMHiBBI 1u mTocH 3 TOro 6yae, mobiablueHs!
impr gpaxToM, ke B yaci mpesenranui poHorpady nepea yaeHamu Hapoanoi Axapemii
Hayx/National Academy of Sciences AeKOTpBI 3 HUX .... 30MAlAH.

Mosxke i 3a To Eaicon yx B 1878 poky 3ammapua mpaio Hap ¢poHorpadpom Ha Ko-
PHUCT mpaiii Hap >KapiBKOM. bes OTASIAY HAa TOTO EaiconoBun LHAIHAED, 3AIOHUI 3aMicTUTH
AO TPHOX MHUHYT 3BYKY, OBIA TIACTABOM KOMEPIHIHBIX Harpaup ax Ao 1895. Cpoe Tex-
HiuHe po3BUTA GpoHOIpad 3aBATIAA B TBIM Yaci Mepxke iHubiMa JivecTepoBu A. bearosi/
Chichester A. Bell i Yapabcosu Camuep Teinrep/Charles Sumner Tainter (1854-1940),
KOTpBI B MicIie GpOAIIOBOrO CTBOPHUAH BOCKOBHUH IIUAIHAEP AO HATPUBAHS 3BYKY (Xou YK
B 1886 poxky aicrasn mareHT Ha auck). Eaicon asx mismiitimme BEPHYA AO IIpalli HaA HarpH-
BAaHbOM 3BYKY. [HTEPECYIOUBIM € 3rapaTH, WITO IOYATKOBO OYAYYHICT HArpUBAIOYOH 3BYK
MalIbIHbI CIIOCTEPITaHO A€M K YOTOCH IOMIYHOTO B 6Iop0Bi171 nparni. North American
Phonograph Company, KOTpa BBIKYIIHAQ NIpaBa AO TOHU iHBEHIIMi Eaicona i YAINIIBIHD
beas i TeiHTepa, CIieniaAisyBasa csi B IPOAAKBI 61op0131>1x MaIbIH A0 AMKTYBaHs. [Ipa-
BO AO IPOAYKLIMI TaKbIX MAlIbIH IPOAAHO YbICAEHHBIM AbOKAABHBIM KOMIIAHIsAIM, EAHOM
3 xorpbix Obiaa Columbia. Koan ToThI KOMMaHii 3a4aAn L€KABUTH Csi HArPHBAHBOM
MY3bIKbI HAMaKTUBHIMIIOM B Till Mipi cTaAa cs BAAaCHi Columbia, Tax mro nepea KiHIboM

AEBSITHAALIETOTO BiKa MaAa OHA KaTaAOT 3 KIABKICTIO IIAThOX THICSYHM HarPaHb.
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Aenvxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

IToyaTox HarpaHsAM Ha IIAACKBIM AMCKY AaAa Kommaoia Victor impsr 8 1895 poxky,
aae yx nepea 1901 poxom imipr Aimmsr AUCKbI IpoAyKyBaaa kommaHis Gramophone. O,
Torox camoro poxy Columbia HarpuBasa Ha maackeix Anckax npoaasasbix mo 50 nes-
TiB 3a CIM-LJaABOBHIA 1 AyAsIps 32 AccaT-naaboBuil. B 1904 poxy Columbia savasa narpu-
BaTH HadAinmmeix cemiBakis Merponoairan Onepa/ Metropolitan Opera B Hio I>Iop1<y,
a piK Mi3HiiIIe MOSBUAY CS HA PBIHKY NEPUIbI pexopds. Tpabl Ha 78 oboportis (78 rpm)
i mepIubI AMCKBI HarpaHbl 3 060X CTpaH.

B 1919 poxy Victor mporpaa mpoliec B CyAl Ipo mpasa A0 HaTeHTiB. Boirpasa Ha-
TOMICT IpyIia MEHBIIBIX KOMITAHiH, KOTPbI iIHTEPCYBAAH CsI MAPKETIHIOM AJKE3Y i €THIYHON
My3BIKBI CEPEA MEHIIBIX IPYIT CAyXadiB. TOTHI KOMIIaHii MAAM BEAHKII BIIAMB Ha MOACAIO-
BaHA I'yCTiB i mpedepeHImii cepes CAyXadiB B HACTYIHBIX pokax. I Ipoaasx mabitT B Ame-
PHIIi OCATHYAQ TOTO pOKa 25 MiABHOHIB KOIIH, @ IPOMHUCA MY3BIYHUH 3 IPOAQXKBI CBOIX
HIPOAYKTiB AocTaa 150 MiAbHOHIB AyASIPiB.

B 1925 poky BIpoBapXkeHO €ACKTPUYHE HATPHBAHS, IT03BAASIOUE HA po6AiH;1
YBICTBIX HATPaHb BEKIIBIX IPYH i opkecTp. B peayabrari TOro KiHIliBKa pOKiB ABaAIIETBIX
OblAA CHBIAKOM €K3MA03ii HarpaHb pDKHBIX eTHiYHBIX rpyn. Ha sxaas Beankiit Kpusuc
amisuirime Apyra Coirosa Biiina Ha AoGpe 3akiHybIAa TOT Tpo1iec. [ IpoTsrom HacTymHbIX
POKiB TOT (EHOMEH, KOTPHH KOAHMCH IPOAYKIIMAOM KOHKYPYBaA 3 aHTAO-MOBHBIMA,
AMEPHKaHbCKbIMA HAIPAHSIMH, ObIA YACTHHHO 3a0BITHI.

3atekaBAiHs “eTHIYHBIMA HATPAHSIMH 3a4aA0 C5I AOTIPO 0A 70-Thix pokiB XX cToAi-
T51 | O4BIBUAHO OBIAO PE3YABTATOM €THIYHOTO OAPOAKBIHS B AMepuiii. He aeM ke aecsiTksl
36€paqu-aMaTopiB 3aI[€KABMAO CS ThIM NPEAMETOM — iX ChAIAOM IIUNAM TiXK BYEHBI
B sBsasky 3 teim Llentp Amepuxansckoro Hapoansoro JKbirs/The American Folklife
Center npu bibaioreni Konrpecy/Library of Congress nepenpoaaua Kondepenuuio
npo Erniuner Harpans B ciuni 1977 poka. Pix nisnifimme Memopisiapna Pynaanms Axo-
na Eaapaca B Avoc Anaxenec/John Edwards Memorial Foundation (Los Angeles, Ca)
orpumaaa rpant op Hanjonaasnoro ®onay Mucrenrsa/National Endowment for the
Arts, Ha 3AOXBIHS KOMITPETEHCUBHOM AI/ICKOI'pa(l)ii €THIYHBIX AMEPUKAHbCKBIX HAarpaHb
3pobacenbix epes Apyrom CrsitoBom Bifinom. Tor npoexr sakinubia Pivapa Crarcesya/
Richard Spottswood, aBrop momsicay i roaoBHuIT AocAiaHMK, koA B 1990 Haneyaraa
MOHYMHETAAbHY CiM-TOMOBY npauo: Ethnic Music on Records: a Discography of Ethnic
Recordings Produced in the United States, 1893 to 1942 (Urbana: University of Illinois
Press). Ilparist ToTa cKaTaAoryBasa i OTBOPHAA ABEPH AO ACCH ABICTa THICSYH ETHIYHBIX
HarpaHsb, B ThIM ACMKIBCKbIX.

* X X k k X X k X X



Beryn

3ariekaBAiHA AEMKiBCKbIMA HarpaHsAMH ITI3HBIX POKIB ABAALIETBIX BBIIIAO OA Baaa-
xa Makcumosuya/Walter Maksimovich (Bp. 1949), imxbinepa-eaexrpuxa (1974-2005)
B Llentpym Kocmiunpix Aeris im. Topaapaa/NASA Goddard Space Flight Center
(Greenbelt, Maryland). Boraan Top6aas (Bp. 1965), icTopux i 6i6aiotexap B Hosoiiopxk-
ckiit [Ty6aiuniit BibaioTewi, IPUAYYBIA € AO IIPOEKTY BHIKOPUCTYIOUbI CBOE 3HAHS ACM-
KiBCKOH icTOpHi.

MakcuMOBHY IEPIINPA3 OAKPHA aMEPUKAHBCKBI CTHIYHBI HarpaHst imisl B I ToabIipr
OyAy4bl TOBABI CIMAITHIM XA0mLBOM. Bb1A0 TO B 1956 poui, koau fioro orery IBan Makcu-
moBu4/Jan Maksymowicz (1917-1995) Beprya B 1956 poky 3 OABUAMH CBOHOH POAHMHBI
Ha YKpaiHi, Be3y4bl AOMIiB KOACKLIHIO ACCH 25-ThOX YKPAiHbCKBIX HATPAHb, 3pPOOACHBIX IIPe3
xommanio Columbia, a cirarousix A0 1928 poxa. ToTbI IIABITBI IKHCHIM CIIOCOOOM AOCTA-
AU 51 3 AMEpPHKBI A0 APICHTHHBI, OAKaAb MakcumoBuya Bitis Haiictapuuii 6par Muxaa
(1903 Boarymosa — 1989 Kososa, Ykpaina) npusios ix o0 [ Toabws Bepratoust B 1932 poxy.
Tot moBopot Maa Micie 10 pokax emirpanui “3a xaibom” B yaci Beanxoro Kpusucy. B 1945
IIABITBI TOThI ObIAM 3a0paHbl IIpe3 poArHy MakciuMoBHYIB Ha YKpaiHy B 4aci IpUMyCOBOI
“BbMiHbI ATOAHOCTH Meaxxe CoBitckbiM Coro3oM i komyHicTiaHOM [Toabmom.

I'To TeM sik Fioro poauna B 1964 poxy emirpysasa oo 3IIIA Baaaex Ob1a 3ansiTuit
XOAKBIHBOM AO CEPEAHBOH HIKOABI i koaeaXy. B 1977 poky oxeHHA ¢4 i BTArao #oro po-
AVIHHE XKBITS.. AA€ B CEPEAUHI POKIB ACBSITACCATBIX, MAIOYbl BELC Yacy Ha APIOHBI 3aHSTSI
rAy6mc 3aiHTEPCYBaA Cs TOALSAMH, KOTPBI AOBEAH /\AEMKiB AO TASIAQHS IIpalli 3a IpaHHU-
LIbOM Ha HEPEAOAHI AeBsiTHaaLeToro Bika. OcoOAMBO iHTEpecyBaA Cs THIM IUTO AOBEAO
AO iX poswIMapiHs MO PDKHBIX Micsix cbBita Mepaxe 1944 a 1947 poxom. B 1996 poxy
MaxkcuMOBHY CTBOPUA IHTEPHETOBY CTpPaHy IPHCBsdeHY /AeMKaM (http:/ / lemko.org),
a pik misHiMIIE AOCTAA ITO TeCTAX MaTepOH 3 PapioM, KOTPUH TK IPaA CTaphl IABITHI HA
78 o6p0TiB. Tora moais IIPUIIOMHYAQ MY IIPO HOHBI CTaphl YKPAiHbCKbI HATPaHs KOMIIaHii
Columbia, xoTps! Tak MHAO crioMuHaA. TOTHI HAIPaHs AOCTAPYBIAH AyKe IPUEMHOCTH Ie-
HeHapanii Baaaka poanuis, i To He aeM B [loapmipr, 60 1Oro HAHBO NIPUBIO3 TOTY KOACK-
nuio Hazaa Ao Hio I>Iop1<a B 1964 poxy — B TOT crioci6 “3anepatoust koaeco icropui’”. ITpo-
TATOM CBOIX AOCAiAXBIHD Baaaek oaxpua mro nepep Beanksiv Kpusncom mrsipu sHaHbI
aMEPUKAHbCKbI My3UYHbI KOMIIaHii BHITPOAYKYBAAU HE AEM (Measxe iHUBIMA €THIYHBIMA Ha-
rpaHﬂMI/I) 78-MKH 110 YKPaiHbCKBI, A€ TiXK ,,, A€MKIBCKBI, 3BaHBI: Lemko, Lemko-Ukrainian,
Carpatho-Russian uu Lemko-Russian. ITisuiiime Tax sabpaa cst AO BIBIHS €51 0 HUX i AO ix
30epaHsi, Xe BBITASAAAO TO TaK SIKOBI TO 6bIAa HOro Micusi. [oAOBHBI AkepeAa IABIT, KOTPbI
misHime MakcuMoBuY anA6aA TO AAPYHKBI OA AIOAU 3a3€Pal0¥bIX HAa HOrO iHTEPHETOBY
CTPaHY i AAPYHKBI OA 3HAEMBIX, AA€ HAMBEIIE TPUIIAO IO YAAHBIX AILIUTAIIMAX HA IHTEPHETO-
Bil1 aBk1ui eBay.com, HalIHOBIIBIM MicIIM CTPIY AASI TAHAASIPIB, KOTPBI IIEpIIE OTPAaHHYAAH
CBIiH CPUT AO CYCIACKBIX IIOABIPKOBBIX i IapaskOBBIX BBIITPOAQXKBL. B ThIM vaci 1jiHa Ha TOTHI

11
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Aenvxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

AEMKiBCKBI PIAKOCTH 6b1A2 0A 5-THOX AO 125-THOX AYASIPIB 32 IABITY. SKiCT MABIT HPI/I,A,6aHbIX
TBIM CIIOCOOOM PDKHBIAQ €SI 0A AOOPOI AO TAKBIX KOTPBI €SI HEOMAAO HE AAAH IPaTh. AesIKbI

ITABITBI 6bIAI/I 3HHUIICHDBI B qaci NCPCCUAKDI 3 OTASIAY Ha ITAAHHC ITAKyBaHI.

B npoueci 36epans nabT i 3HaHs npeaMeTy MakcUMOBHY KOHTAKTYBaA Csi
3 IHYBIMA AIOAMU 36epaloqb1Ma €THIYHBI HarPaHs, BAYYalO4bl ITOBaXKHBIX 36epa'{iB sk Pi-
vapa Crnarcsya/Richard Spottswood (Hillandale, Md.), Cris Illanipo/Steve Shapiro
(Takoma Park, Md.), i Credpan Makcumiox/Stefan Maksymiuk (Silver Spring, Md.),
i iH4BI 0COOBI, KOTPBI 30€patoT HarpaHsi, a00 3HAIOT A€ IX MOXK HAITH. /\eM [IAPY AIOAU 3HAE
PO OKOAMYHOCTH, KOTPBI AOIIPOBAAMAH AO ACMKIBCKBIX HarpaHb. IHdpopmarnui Ha ToTY
TeMy IPUAOAHO IePEBAXKHI 3 ACMKIBCKBIX BbIAABHHIITB 3 TAMTBIX 4aCiB. AOCTYII AO KOACK-
nui Pivapaa Crarcyaa, Crisa Ilanipo, Credpana MakcuMioka i MOXAUBICT CKaHYBaHs
HAKAIHOK € 6ap3 AOLIiHSIHA TIp€E3 aBTOPIB.

borpan Fop6aA1> MEPENPOBAAUA AOAAAKOBBI AOCBAIAXBIHS, BAYYaIOUbl IIEPETASIA
AMEPUKaHbCKOH AeMKiBCKo# npechl (Aemxo i IIpasda). Voro nonepeani 6iorpadidusr
AOIIHUCHI IIPO H_[KI/IM6y i [xapMKa i AOCBAIAKBIHA aMEPHKAHBCKOH icTOpHI AeMkiB 6b1aH

6ap3 MOMIYHBL.

IToasixyBans Hasexar cs Snosu Kinai/Jan Kindja (Brooklyn, NY.), KOTPHUH
HO>KBIYBIA 3HAYHE YICAO AEMKIBCKBIX 1 iHYBIX HATPaHb, 3 KOTPHIX BEKIIICT € B 6ap3 AO6PI>IM
cTaHi i 3aTO Ay>Ke 3 HUX BBIKOPHUCTAHO Ha AMCKY AOAYYCHBIM AO KHIDKKBL. AOAATKOBBI 10~
ASIKYBaHsl HAAEKaT sl TiX HacTymyioubiM ocobam: Aonst Paic/Donia Reiss (St. Louis,
Mo.), Aenic Kimeax/Dennis Kimmage (Plattsburgh, N.Y.), Opecrec Miraai/Orestes
Mihaly (Armonk, N.Y.), Oaer Isanycis/Oleh Iwanusiw (Toronto, Ont.), Aes Haban/
Lev Chaban (New York, N.Y.), Kpuc Biu/Chris Beach (Yonkers, N.Y.), Hancu Crerux/
Nancy Stecyk (Uniontown, Oh.), Mapisuna Ay6osunx Baunk/Maryann Dubovchik
Bacsik (Little Falls, N.J.) i Ipina Kanpapamesa/Irina Kandarasheva (New York, N.Y.).
B taymaupiio 3 aemkiBckoro Ha aHrairickiit nomir Aasua Aytkanmd/David Dutkanicz
(New York, N.Y.), KOTpHI1 epeBeA po3aia “AeMkiBcka My3bika.” AeMKIBCKiH TEKCT Ite-
peapia Mupocaas Boprau/Mirostaw Worhacz (Wroclaw), a anraniickuit Opecrec Mi-
raai, Aenic Kimeaxx, Aoust Paic i Pobepr i Ison Kasuuxo/Robert, Yvonne Klancko
(Woodbridge, Conn.) KoTpbIM TO AI0OASIM 062 aBTOPBI CYT BASYHBL

O6a aBTOpPBI CYT ACMKIBCKOTO IIOXOAXKBIHS 1 6ap3 Cs1 TIILAT, XK€ MalOT TOTY HATOAY I10-
AIAIHA ¢s1 iIHGOPMAIIMAMU PO iICTOPHIO AAANTAIUI TPAAUIIUIHON AEMKIBCKOH KYABTYPBI

B MOACPHBIM CBBiTi AMEPHKEI.

* k% Xk %k k X % k %k X



Beryn

XoI1 ToTa KHIDKKA AOTBIYBIT HATPaHb ACMKiBCKOH HAPOAHOM My3BIKBI 3pO6ACHI>IX B
Hoseim I;IopKy npotsirom pokis 1928-1930, xxeObl 1epeACTaBUTH iX B IIBIPLIBIM KOHTEKCTI
BAYYEHO Ty TiXK 3araAbHHI OIIMC IIEPIIBIX HAIPAHb ETHIYHOM My3HBIKbI. XOAHUAO TY O Harpa-
H pO6ACHbI TaK B HAYKOBBIX K i KOMEPLIMHUHBIX I[iAAX B PIXKHBIX PEriOHAX ChBiTa. ABTOpr
MAIOT HaAiI0, IITO TOTA iCTOPHS 6yAe iHTepecyroda Aast YpITauis, KOTPBI BBIOAYAT HAM BEAb-
KICT TOTO PO3AiAY.

ABTOpBI IIPU3HAAU TDK KOHEYHBIM 3aro3HaTH YbITauiB 3 AeMKaMu i iX My3BIKOM.
Tora gact TekcTy, KOTpa po3IoBiAaT PO AEMKIB € 3araAbHOTO XapaKTepy i 3aT0 Ad€ i €l
A€M IO AHTAIMCKBI 3 TOAAHBOM A€M Iapy (FOAOBHi aHrAiﬁCKOMOBHbe) Axepea. Posaia mpo
AEMKIBCKY MY3bIKY ITOAAE iICTOPHUIO €1 AOCAIAKYBaHS i KOPOTKHUH OIMC €M KaHPIB. Hi,A,KpI/IC—
AUTH OAHAYE Tp66a, IITO )KAACH 3 aBTOPIB HE € My3UKOAOTOM, A AOAYYEHA AOCT BEAHKA 616Ai-
orpadist HOCAYXKBIT 3aiHTepecyBaHbIM IbITayaM B AAABIIBIM CTYAIOBAHIO TEMBL

3anuc iMeH i Ha3BUCK AEMKIBCKBIX My3bIKiB/ChITiBAKIB OAAE €51 (B ACMKIBCKBIM TEKCT )
B ACMKIBCKii PpopMi, 3a KOTpoM 110 caerry iac odinmitHa popma (B AATHHBCKBIM aAbABITI ) IKOM
IOCAYT'YBaAa €51 TOTa 0co6a (ecamTOTa popma e 3HaHa). AHrAificka YacTHHA TEKCTY ITOAQA€E IIEP-
1€ TPAHCAITEPALIMIO AEMKIBCKOTO Ha3BHMCKA 3TiAHI 3 IPaBUAAMU TPaHCAITEpALMi Bibaiorexsr
KOHrpecy, a 110 cAeIy noaae cs1 odinuiHy popmy (B AQTUHBCKBIM aAb(l)aBiTi) SIKOM IIOCAYTY-
BaAa cs1 ToTa ocoba (ecam ToTa popma e 3HaHA). O¢inprina popma € mosaBaHa Ha APYTHIM Mic-
ui. Bexuicr in>opmaum?1 PO AEMKIBCKBIX MysbIKiB/ CBITIBaKIB ITOXOAMT 3 A€MKIBCKbBIX (OA)KC
KI/IPI/IAI/I‘{HI)IX) BbIAaHb. [lopaBaHa ABOX $opM iMeH/HA3BUCK BBIKAMKAHE € THIM, IITO Ay’XKe
AEMKIBCKBIX Ha3BHCK [IEPEXOAUAO B AMEPHII] HEIASHOBAHY TPaHCPOPMALIUIO , KOAH AMEPHU-
KaHBCKIH eMirpalliiHUN YPSAHUK 3aIMCYBaA iX QOHETHYHI AATHHBCKHIMA 6yKBaMH. br1ao To
B 4acax KOAM eMirpaHThI IpubnBasu A0 GeperiB AMepHKbI 6e3 AOKYMEHTIB.

3 OrAsiAy Ha TOTO IUTO YYAXKBI (HE-AGMKIBCKBI) iMEHa/HA3BHCKA 3alUCYE CA 110
AEMKIBCKbI (OHETHYHI — B AEMKIBCKiHl YaCTH TEKCTY CyT OHHM TDK IIOAQHBI B CBOIM
opuriHasbHBIM asbdaBiti. [Tomoxxe To piTavam seMkiBCkOro Tekcry iseHTHIKyBa-
TH TOTBI 0cOOBI B iHYBIX (HE KHPHAMYHBIX) BHIAAHSX. 3BaHs IHCTUTYLHH (32 BUHATKOM
3BaHb MY3BIYHBIX KOMIIAHIH, KOTPBI CYT MOAQHBI ACM B OPHUTiHAAL) IIOAAE C5 B ACMKIBCKBIM
TAYMA4BbIHIO, A€ TXK 3 AOAAHSM I10 CAEIIY OPUTiHAABHOTO 3BaHSI.

AATbI HAPOAKBIHS | CMEPTH AEMKIBCKBIX MY3bIKiB/ CbITIBAKIB CYT B BEKIIOCTH (32 BHIHATKOM
IIxum6s, Thapuka i FOanpHK) TIOAQBaHBl B OMEPTIO O BBIBYCHMH 3p0ras. Iloxoasar omm
3 AMEPHUKAHBCKbIX CIUCIB AFOAHOCTH, iHpopManmit Aaminictpauui CycrniabHOro 3abesmneusis/
Social Security Administration i iHypIx A>kepea 300paHbIX pa3oM B 0asi Aanbix Ancestry.com. basy
TOTY YBa>KHi IIEPErASIAAHO 6pr‘{bl HiA yBary piKHbI MOXKAHMBBI pOPMBI HA3BUCK | HAUAEHBI iHPOP-
Mallyi OPiBHYBAHO 30 3HAHBIMA PAKTAMU 3 SKBITS 3TAAAHBIX B KHIDKII oci6. €can Mo3uTHBHI He
AaA0 cs1 siaeHTHIKYBaTH AaHY 0c00Y- iHPOpPMALIKIO 3 ANCEStry.Com IIOAAHO 30 3HAKOM 3aIIUTAHSL.
Beanky yact AeMKiBCKBIX My3BIKiB/CITIBaKiB Ha KaAb HE IIOBEAO Csl HAMTH B Ancestry.com.
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Aenvxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

A0 AeMKiBCKOTO eMirpaluifHOTO A3bIKa TOBXOAUAM ACSKBI AHTAIHCKBI CAOBA, KOTPBI
BBIKOPUCTYE Cs B TEKCTi 3 LIIAIO OAAQHS FOTO aMEPUKAHBCKO-ACMKIBCKOTO XapakTepy.
A€EKOTPEI 3 THIX CAIB CYT YK Ao6pi 3HaHBI AeMKaM He AeM B AMepHIi (HpI/IKAaAOBO: “Mati-
Ha' - KOIIAABHSI yTASI; HT: “Mine’; OATAAb miner - MailHep - TipHUK, H.IaXTﬂp). [aus! no-
TpibyroT TAyMaubiHs (MpHKAaA0BO “naciic” — anr: “place” — Mmicue, 0cobamBi Take Ae AloAC
MemKkaioT abo npanytor). Haituacrifiine, 3a4pHa0O4bBI Y5k 0A CaMOTO 3aroAoBka, Ibitad
B3pIT B TekcTi cAoBo “pexopabl” (anr: “record” — mabiTa, ykp.- “naariska’). 3 mabrramu
AeMKpl MEPIIUI Pa3 Ha BEAbKY CKAAIO CTPITHAM CA B AMepHui 1 3aTO IPHUCBOIAU cobi an-
raificke cAOBO Al ix onucanst. B TToabisr oaHaue AeMKBI Y>KbIBAIOT CAOBA “IIABITHI 1 3aTO
06a caoBa CYT 3aMiHHI BBIKOPUCTAHBI B TEKCTI.

3 KHIDKKOM IIOAA€ C51 TDK MYABTIMEAUSIABHUI, CaMOTparYMH KOMIAKT-AMCK. 3Ha-
XOAHUT €SI Ha HUM Bele K 275 CKaHiB HaKAIHOK 3 IABIT i My3bika B ¢opmari .mp3. Apa-
HAALIET TOAMH HAarpaHb € BBI3BAHBOM AAsL IbITauiB, aA€ YMOKAHBASAT AOCTYI AO IIABIX,

OpI/II‘iHaAI)HI)IX HarpaHb 3 BCKIIOCTH ITABIT 3TaAaHbIX B TEKCTI.



Ax cobi 3aconisam
080Ma 2040Cam
eden nide epxom

dpyauii dosunamu

AeMKiBcKa My3bIKa

Cryaii i koMmiasimi

Y)KO,A,AQ.BHaBI/IAHOBACMKiBOCO6AI/IBiBCAI/IKCSB.XOHACHﬂHiCbHﬂMI/IiTaHLIHMI/I.HapOA-
Ha My3bIKa € HE AEM BaXKHOM 9aCTHHOM A€MKiBCKOH KYABTYPHOM TPAAUIIUi, AA€ TIXK ITOMaraT
36e PErTHAEMKIBCKYKYABTYPHYIA€HTUYHICT. ! My3bIKaTOBAPHIIBITPEAITITHBIMi POAUHHBIM
ChBATaM a OPKECTPHI i XOPBI iCHYIOT B YbICACHHBIX MiCLIEBOCTSX A€ MELIKAIOT AeMxkpl, 11 TO
B Kapnarax uu Ha wyxsni.”

3aiHTepecyBaHsI ACMKIBCKOM HAPOAHOM MY3bIKOM € AYKE CTAPILE OA €M HATPUBAHSL.
Haijicrapina sHaHa pyKonucHa KOMITIASIIMS ACMKIBCKOF MY3BIKBI, KOTpa roaac (B cymeped
SaFOAOBKOBI/I) TiX CHBIIIKBI i AFOOOBHBI ChITIBAHKBI, OBIAA 3AOKEHA gyepes AemsHa AeBunko-
ro: Céoprux dyxosnvix cmuxos u nbeueil (cepepnna BiceMHaaneroro Bika). Omxke 6b1aa TO
30ipKa 3A0XKEHa B TBIM 4aci KOAM 3a4bIHAAO C5I CbBITOBE 3aiHTEPECYBaHs HAPOAHOM TBOP-
gicTio. 3a HaficTapuy IIparo TOro poAy npusHae csi 36ipky Tomaca Ilepci/Thomas Percy
(1729-1811): Iamsmxor Aasnosi Aneausicxosi Ioesui/Reliques of Ancient English Poetry
( 1765). AOCT CKOpO IO Hi¥l TeYaTaAH Cs B YBICACHHBIX BBIAAHAX HiIMEIIKBI HAPOAHBI MiChHI

(nepue B 1778-1779), ¢panuysksr (1839), itaaisubcksr (1841), a cepea CAABSIHBCKBIX

1) Mirostaw Pecuch, “Wplyw folkloru muzycznego na zachowanie femkowskiej tozsamosci kulturowej (na przykladzie
pétnocnej czgsci wojewddztwa lubuskiego),” Rocznik lubuski 26, 1p. 1 (Ziclona Géra, 2000): 123-131.

2)  Ilocmotp npukaasoBo Ha: “TearpasbHbl Kpyskkbl u xopbl, Kapnamopyccxuii Kasendapy Aemxo-Corsa 1961
(Yonkers, N.Y., 1961): 44-49; ®eaip Toy, “Tlepmi aeMKiBCbKi IypTKH XyAOXKHBOI camoaisiabnocti B TTHP)
Yipaincokuii xarendap 1986 (Warszawa, 1986): 56-62; I'L.T, “Asaarer mar pokiB AeMkoBUHBL, AemKiockis
xaxendap 1994 (Legnica-Krynica, 1994): 110-119; Taauna lep6a, “Po3BuTOK XOPOBOTO MUCTELITBA B IIBHIYHO-
saxiaHiit AemxiBuuni,” demxiuguna 17, np.4 (Clifton, N.J., 1995): 12-16; Muxaiiao Kpyna, “Ha xpuaax micri:
Xoposiii kaneai “Aemkosuna” 30 pokis,” demxiscoxuii karendap 1999 (Abbis, 1999): 59-60.
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Aenvxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

HapOAiB Haitnepme pocuiicksl (1776), a nisnifime cepbeknr (1812), yxpainbckor (1819),
veckol (1822-1827), noabckst (1833). Heaoaro Tix Tpeba 6b1a0 UeKaTH Ha AEMKiBCKbI
ITiChHI.

AeMKiBcKilt TpeKko-KaroAuLKiil cBameHHUK Aaekciii Toponbckiit (1838-1901)
CIIOPSIAUA HAFICTaplly IeyaraHy 30ipKy AeMKIBCKOH HapoAHOH Mysbikbl: “IThcHi pyc-
ckux AemkoB.”? Skis Toaosauxiit (1814-1888) He aem mepemedaras TOTy KOACKIIIO
B APYIBIM TOMi CBOMON MOHYMEHTaAbHON TPUTOMOBOW npaui: Hapodusts nbcuu la-
Auyxot u Yeopcroi Pymf’ aAe TDK AOAAA IHYBI AEMKIiBCKBI ChITIBAHKBI. BIIBITKBIX pasom
€ ix B mpani 350, ase posmmMapeHsl CyT OHH 1o pixHBIX Micisax. Ilepea xinmpom ae-
BATHAALIETOTO BiKy NPUHAMMHI ABOX IHYBIX €HTY3bACTIB 36epaAo AEMKIBCKY HApOAHY
My3bIKY, aA€ iX Ipalli MycCiAl YeKaTH ITOAHE CTOAITA Ha HameyaTaHs. Ipexo-karoAunxin
cesameHuk Huxudop Aemprmax (1857-1914) 3aIMCYBaA AEMKIBCKBI CBITIBAHKBI TaM
A€ TIPOBAAUA MACTHPCKY MOCAyTY. Pykomucsr ToTsl Tpaduau misHirme Ao IBana @pan-
xa (1856-1916), a 222 3 306panbix mpes Aecmplmaka cbliBaHOK Hamedatas Mukoaa
Mymwsinka.’” TToabckiit Buenuit Ockap Koapbepr/Oskar Kolberg (1814-1890)¢ nepe-
IHCAaA B CBOIM Ipalli BIIBITKBI AEMKIBCKBI CBITIBAHKBI 30 3rapaHoi mparii ToaoBarkoro
1 AOAAA HEOMAAO TBHICSY IHYBIX 30 CXIAHBOM /\eMKOBHMHBI, 3aXiAHbOU DONKIBIIBIHBI
i cyciaubix moabckbix TepeniB. Ha sxaap Koabbepr He 3Hawoubl AeMKiBCKOro 3pobua
YBICACHHBI SI3BIKOBBI OAYABI, TAK LITO 4ACOM HE CIIOCib 3po3ymiTtu caiB chriBanok.” Ha mo-
4aTKy ABaAlieToro Bika IBan Bepxparckiit (1846-1919) CITOPSIAMA MPAIIIO IIPO AEMKIBCKY

6eciAy8 AOAQIOYbI TPUKAAABI HAPOAHOM TBOPYOCTH, OIIOBiAAHB, IIPUCAIB 1 ChIIIBAHOK.

3rapyBaao cs1 yx nepiue, mro Measke 1900 a 1913 pokom mrsipupas npui>kAXKaA Ha
AemxoBuny Ocun Posaoasckiit. Meayxe 18 aunust a 28 cepras 1900 36epaa Bin 6aiiksl
imicHi B ceaax: IToastapr (koao Kpamnnoit), Boptae (112 TekcTiB - ase AeM €AHY MEAOALIO),
CossarkoBa Mansa i Beauka, CoipxoBa Pycka, Korann (21 Tekctis — 1 meaoaist), Aomnu-
151 (25 exeriB) i [pa6. Paszom 306paa Bis TaM BiceM ApyKOBaHbIX apKyiB Matepusiais.’ Pik
nisHiitme Pospoabckiit BepHya Ha AeMKOBHHY i TOBABI 3aITUCYBAA Py4HI (i Ha q)onorpacl))

3) Haneuarano eit B: Bmenis 6 unepamopcxum obugecmse ucmopun i dpesrocmert poccuickux 3, up.3 (Mocksa, 1866): 728-738.

4)  Mocksa, 1863-1878, c. 718-730.

5)  Muxosa Mymmunka, ckaasad, Croims aunka 6 noai: 36ipuux remxiscokux Hapoonux nicens Huxugopa Aewgumara
3 pyxonucnoti cnaduwguny leana Opanka, Occasional Research Reports; 53 (Edmonton, 1992) (185 cr.); apyre
soiaanst ([psumis, 1996) (146 cr.).

6) Sanockie-Krosnieriskie, Bogustaw Linette, Tadeusz Skulina, cxaapase, Agata Skrukwa, pea.. 3 Tomsy; Dziela
wszystkie, 49-51 (Krakéw, 1972-1974).

7)  Muxoaa Cusmibkuii, “Ayxosa kyasrypa, B: Boraan Crpymincekuit pea., demxisuuna wact 2 (Hio Mopx-
IMapwx-Cupneii-Toponro, 1988): 164.

8) Isan Bepxpauskuit, [Tpo 2060p 2aruypxux Aemxis, 36ipHux Piavoavoriunoi cexuui Haykosoro Tosapucrsa im.
Illesuenxa, 5 (Absis, 1902).

9) Okxcana Caneasik, Emnozpaggiani cmydii 6 Hayxosomy Tosapucmei im. Illesuenxa (1898-1939) (Avsis, 2000): 64. 1 apyko-
BaHUIT apKymI 1oesii To aecu 700 BipIIoBaHbIX PAAKIB, 1 APYKOBaHHI apKYIIT IPO3BI TO ACCH 23 CTOPIHKBI MAIITHHOITHCY.



AemkiBcka My3biKa

3TaAyBaHbl YK cKopue eTHorpadiaas: Marepusiabl B biavuapesiit (21122 VII - 26 tekcris
i 8 meaopiit), Kopoaesiit Pycxiit (22 VII — 23 Tekctsr), Bepecri (22 VII - 13 Texcrin i 9
Menoaiit), 3aomxev (23 VII — 31 Texcris), [Toasmax (30 VII - 52 TexcTsl i 35 Meaoaii),
Kpamnniit (1 VIII - 40 texcris i 24 meaoaii). Tperiii pas npuixas Posaoabckiit Ha Aemko-
BUHY aX B AiTi 1912 poky i ToBABI 36¢pas Matepusiabl B PoixBasai (2 VIII - 57 rexcris i 21
MeAoAiit), Pormmiri Pycxirt (3,5,7,9,10, 12, 15 VIII — 222 Texctsl i 272 Meaoaii), B Cme-
peKoBLH (4 VIII - 21 texcriB i 15 Meaoaiit). Pik misiitime Pospoabckiit samucaa 10 texcris
B Bipxomai Maaiit (aunen 1913) i B 3y6puxy 30 TekctiB i AeBaT Meaoaiit (6, 27 VII).!

306paHbI npes Pospoabckoro B pokax 1900-1902 AeMKiBcKbI i iHYBI MeAOAii
Bbikopucras Kommosutop CranicaaB AwoaxeBuy B npaui: laiuyvko-pycoki Hapodwi
Mmen0dii." AroAxeBUY BBIKOPHCTAA ChIIiBAHKbI HarpaHbl mpes Posaoabckoro B: Bepecti
(9), biabuapesiit (7), bopraim (8), Borymst (13), Kopoaesiit Pycxiii (1), Kpammniii (7)
i maiiBenie ThIX 3 [ loAstH KOpOCHAHCKOTO MOBITY (S l). AEBIAAECCAT AEMKIBCKBIX CBITIBAHOK
nopaA AIOAKEBUY Ha KiHIIM APYTOTO TOMY (c. 339-368, HOMEPBI ChITiBaHOK 1416-1506)
B OCiGHBIM PO3AiAl TAyMady4sI TOTO BO BeTymi (c. Xiii) Tak:

[icni 3 Aemxisugunu 0odar 6 oxpemin 8iddiai npu xinyi ne max 3 02450y Ha
iX AbOKANBHE NOXOONCEHE | MO8, K upe binvuse MOMY, U0 NO CB0IX MUNOEUX
popmax i sazarvrim xapaxmepi Men00iil mak CusbHo 6i00u8ar0Mmy 610 UHUAUX
2ANUYBKO-DYCOKUX, U0 MYCIAL O CIRAHOBUMY OKPEMY TPYIL).

Hx yx nepme srapano mepxe 1911 a 1913 poxom ykpainbckiit myssikosor Puaaper
Koaecca (1871-1947) miausa cs1 mapy noaoposxet Ha Aemkosuny. B 1911 poxy memkaa Bin
B PriManoBi oAkaab i3a1a A0 Aomina, Boarymosoit, Scauckoit Boai Hikupoit i Ixasip.
B cepriau 1912 poxy Koaecca nepenpopapua xomrom 150 kopoH eTHOrpadivuHy mnoao-
pox Ha AemkoBuHY. Memkaa B MaaacToBi opkaab ispua ao IlanThod, Ponuni Pyckoi,
Yera Pyckoro, [andoBer, BeicoBbl, a Aestkbl 3ammcer 3p06HA no acoposi B Kssartoni, Crasu-
uv i Bpynapax Huxaix. Pasom 306paa BroBau 150 cemiBanox.'” B 1913 poky morpyaua
BiH Cs 2K Ha caMy 3axiAHIO AeMKOBUHY, A¢ 3anucyBaa micHi B AHapiiBui i [ToBoposuuky.
3 s06panoro ToBabl Matepusiay (820 nicenn) 624 Koaecca posnucaa Ha HOTHI i Hanedataa
B AC€TAABHIN Ipali: Hﬂpoﬁm' nicHi 3 easnyvkoi JdemKiéusunn, KOTpa BBIIIAQ K 39-40 Tom
Ernorpaiunoro s6ipuuka Haykosoro Tosapuctsa im.I1lesucnka (Absis, 1929)."

Yk nepea HanedaranboM nparii Koaecsl 3bsBHAA ¢ IIepIIa cepea, eMirpanui npargs

npo aeMkiBcky My3biky. He Ae inae a Baacui B Hio Mopky Banbo 3ameka (nceBAOHUM)

10)  Ipuna Aosraswok, Mysuuro-emnozpagivna disavricms Ocuna Po30oavcokozo ... OCMOTP Ha AHAAITHYHMIA 110~
kaxunk (c.21-30) Ae ceaa BBITMCAHBI CYT 32 OPSAKOM aAaGETHIHBIM.

11)  Ernorpadiunnii 36ipuuk Haykosoro Tosapucrsa im.Illesaenka Tom 21-22 (Assis, 1906-1908).

12)  iasper Koaecca, “CripaBosaane 3 etHorpadiunoi exckypsii, Xponika HTII no. 52, u. 4 (Assis, 1912): 24.

13)  Lliaa npaus ty: htep://lemko.org/pdf/kolessa.pdf; aoocrynne 10 aunus 2007
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Aenvxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

3n0xKbIA Aemxdscku cnbsanxu. B xawxui Haxoaat cs texersl 106 coniBanok 6e3 HOT.
Hacrynubr 3HaHb! 30ipKbl ACMKIBCKOH HapOAHOM MySBIKbI II€4aTaHbl B AMEpPHLI I10XO-
ASIT yX 3 pokiB TpuaLetsix. Cepea HUX 3HAXOAUME BbIAAHS Aemroscke secians (yaoxncene
Aemxo6cKvima yeenamu 66 Kausarandi u sozpane 6 1932 p. ), xotpe 6b1A0 yIOPSIAKYBaHE IIpe3
Bans I'ynsnky, a A0 koTporo aopano 36ipky Anmutpis Kasopa (1890-1925): Becisvno.
Hapodnws cnisanxos” i36ipxy China Aemxa [neeBaonnm Hukoaas Lucasxa) (1910-1988):
Aemxosckot napodue: cnisanxe.'® HaeT IpoTAroM TsHKKBIX POKIB BiFHBI HaIle9aTaHo 36ip-

Ky A€MKiBCKBIX HAPOAHBIX ChITIBAHOK (41 bapanenskuii, demxiscoxi nicui na mimari xopu:

I5 s6ipxu O. Menyuncoxozo (Krakéw, 1941).

I'lo Bintni 36iPKI>I AEMKIBCKOM MY3BIKBI AAAl TIEYATAaHO BO BUIBITKBIX AEPXKABAX A€
AeMKbI MEIIKAAH, 2A€ 3AA€ CS1 IUITO HAMBEKIIBI 3 HUX ObIAM HamedaTaHsl Ha YKpaini. [Tep-
ury Hanedataa B 1967 poui AaBHMIT IPeKO-KaTOAULKIH cBsimeHHUK Ycrsi Pyckoro Mu-
xaa Coboaescxiit (1886-1969). Moro npaust Aemxiscoxi cnisanxu' nosae 150 miceHn
306panbix B Yerio. Ha aoymky IBana Maitasika'® aBrop 36ipxs! mryuHi “BTickas” MeAOAi
IiCeHb B IPOCTHI PO3Mipbl. MaybIK M AKPHCAST IITO CoboaeBckiil He BBIYYA IIEPEMIHHO-
ro po3mipy (MeTpyMm) i He Y>KbIA 3aTaKTy, He 3adiKCyBaA >KAAHOTO MATOAOCKY i )KaAHOTO
APYTOTo roAocy.

Toro camoro 1967 poxy srapanmii IBan Maitubik Hamewaraa 30ipky ompaio-
BaHb PDKHBIX ABTOPIB ACMKIBCKBIX ITiCEHb AASl INTBIPHOTOAOCOBOro xopy: Cnisarou-
K moi: X0posi 00pobxu semKibcokux nicenv be3 cynposody.”” BayueHo Ty mapruTyphl
aHanbix Kommosuropis: . Koaeccrr, A. Koc-Anaroasckoro, Cr. Awoakesuua, €. Ko-
3aka i MyseIkiB amaropis. Ilpans Ta oporpasa BEAHMKY POAIO B IOIIBIPIHIO AEMKiB-
CKOM My3bIKbl 00 0ap3 4acTo HameyaTaHsl TaM IICbHI OBIAM BAyYaHBI IIPe3 AUPUICH-
TiB PDKHBIX XOpiB AO ix pemepryapy. B TbiM >xe 1967 poxy Maitubik mpupuxTyBas
TOK A0 ApyKy 36ipky Boraama Apumasuxa (1898-1956): Aemxiscoxi wapodui nicui
8 00pobyi das 2040cy 8 cynposodi P-no bozdana Apumaruxa*® ApuMasuk, N0 3aKiHIBIHIO
Maiinepckoit (Ilaxtsapckoit) Axaaemii B micti Acoben/Leoben B Ascrpii mpaio-
BaA B HaTOBBIM npoMucAi AeMxoBuHbl. byayust Tk abcoasBenToM Mysbranoro IH-
ctutyTy iM. Aucenka Bo AbpBOBI ApHMasnk 306paA 65 AeMKIBCKbBIX IiceHb i ompa-

IIIOBAA IX AASL TOAOCY NP aKoMIaHiaMeHTi ¢gopremiaHo. Maiiybik HasuBar O6PO6KI>I

) Hbio Iopk, 1920 (160 ct.).

) Bupano ix pasom six nepue ubicao Aemkosckoit Tearpasbnoit Bubaiorexu (Kansaana:, 1933) (32 cr.).

) Aemxo-Corosa; 12 (Cleveland, 1935) (64 cr.).

) Kuis, 1967 (319 ct.).

) “AemxiBcbkuit My3UYHUE GOABKAOD HA OCHOBI APYKOBAHUX 36ip01< Ta My3HYHOT'O MATEPisAy ceaa OApeXOBI/I,” B:
Isan Martuuk, Muxoaa Lynpux, Odpexosa 6 murysomy 1419-1999 (AbBiB, 1999): 135.

19)  Kuis, 1967). IMocmorp s Tix Ha Vipaincoxi Hﬂpot)ﬂi nicui 6 3anucy ma 06pobyi I. Masiuuxa (Kwuis, 1980), KOTpa

TO KHIDKKA Ma Berynuuit pooruc M. Topaiitayk “ITicui 3 AemkiBuian.”

20) Kuis, 1967 (93 ct.).
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ApHMaAuKa HEIOBTOPHBIM SBUCKOM B (QOABKAOPHCTHII i mipKpicasT, mro Apuma-
AWK BBITBOPHMA CBIMl BAACHHMI CTHUADb, 0AM3KiH A0 00pobok beau Baproka, ase ray6-
muy i 6ap>1<e xosoputHui. Ha sxaap ApumasnkoBa mpais moTepnHsa OA Hepo-
3YyMHOM PEAAKLIMI 32 CIPAaBOM KOTPOH AEAKbI AEMKIBCKBI CAOBA, a i IIIABI pEYBIHS

epepobACHO 3TiAHI 3 HOPMaMHU YKPaiHbCKOH MOBBL.>!

B 1970 poxy na VYkpaini Bkasasa cs mpansa [O. Kopumncskoro: bodxiscoxi

ma NEMKIBCOKE HAPOOHI nicHi,™

aAe BEKIIE 3HAYBIHS MaAa Ipars 1o mpodecii 3yOHo-
ro aikaps, a 3 notpebsr aymnl ¢poaskaopucta Opecra Twxsr (1913-1990)%: Yipain-
coki napooni nicui 3 Aemxieuyunn.** Matousl ckpoMHy (IiMHA3SABHOTO PiBHS) My3bIYHY
oceBiTy 0p 1933 poka 36epaA BiH AEMKIBCKill MY3BIYHHMI (OABKAOP TOAOBHI B piA-
uiit Bercosiit. B 1938 poky B yaci nepe6busanst Bo AbBoBi aicraa Itka op Puaapera
Koaeccrr moxBaay i iMIyabc A0 AQABIION POABKAOPHUCTUYHOM Ipalli TaK IITO IPOAO-
AXaA €d He AeM Ha /\eMKOBHHI, aAe TiX Ii3HIHIIE MEAXE AEMKIBCKBIMA ITEPECEACHIS-
MM Ha YKpaini. B ioro 36ipui HareyaTaHO TPUCTA AEMKIBCKBIX CBIIIBAHOK 3 A0DOaBAI-
HpoM BerynHoi crarii C. Ipunpst “Ha cxuaax xapmarcokux rip” (c. 4-15). Xou B 6ecipi
3 IBanom Maitusikom® Opect [ka 3 6iapoM GeciayBaa, ITO B COLiaAiCTHYHBIX peaAisx
AeMKiBcKa michHsI ruHe — BO Berymi C. I'puna mucaaa, mro TBOpUicT YKpaiHuiB-AeMKiB
Ieplle Ha IOAHME TOAOC 3a3By4YaAa B COLIiaAiCTHYHBIX 06cTaBHHAX (?).

Oco6auBo yernimHi nponarysasu 30 ciieHsl Ha Ykpaiti (yx oa 1953 poky) isaefirpa-
HULIIMHU ACMKIBCKifMy3brauuii poabkaopcectpbi baitko: Aaniiaa (p. 1929),Mapist (1931)
i Hina (1933). He auBHbIM € xe B apy 36ipkax miceHb 3 periepryapy Tpio cecrep baiixo
HaXOAMME YbICACHHBI ACMKIBCKBI cbIiBaHKbL>® KyabMminanmitnum tBopom cecrep Bariko
€ BoipaHa B 2005 poky Awmonozis semkiscoxoi nicni, 3 BCTYIIHIM CAOBOM akaAeMika Mu-
xoau Koaecen.” B xumkui 306pano moHas 900 HalirapAIIbIX MIPUKAAAIB ACMKIBCKOTO
niceHHOro $poAbKAOPY. MeHbIIIe YbICAO AEMKIBCKBIX ChIIBAHOK HAHTH TiIXK MOX B IHYBIX
36ipKax. IBan Maitubik, pea. Yicpaz"mbxi ﬂapoaui nicui 3 penepmyapy fmpoaﬂozo apmauc-
ma Y;cpaiﬂu llasaa Ka]we/mm,zg MOAA€E IIICT AEMKIBCKBIX ITiCEHb AAS HU3KOIO I'OAOCY

21)  Isan Maituuk, “AeMxiBcbkuit MySHIHUEL POABKAOP ..., C. 137.

22)  Kuis, 1970.

23)  Borpan Tuxwuii, “30upay miceHHUX cKapbiB,” Aemxiscoxust kasendap na 1998 pix (AsBiB, 1997): 95-96; Boaoanmup
Crynuscskui, “@oapkaopucriya aisiabnicrs Opecra Tvoki,” Ademrisuyuna 20, up.2 (Clifton, N.J., 1999): 21-24.

24)  Kuis, 1972 (401 cr.), apyre Bbia. Gorlice, 1997-2002 (330 cr.).

25)  Isan Maitumk, “AeMKiBebKuit MysHdHUIT POABKAOP ..., C. 136.

26)  Amaroaiit Koc-Anatoanchkuit, ckaapay, €sren Kosax, MYSHYHHI pea., . Aepkay, pea., Crnisarmv Cecmpu Basixo: 30ip-
HuK nicens 0.3 cino4ozo0 mpio (Avbis., 1959) (74 cr.); Crisatomv cecmpu Basixo: soxanvii mpio 6 cynpo6odi opmeniano
(Kuis, 1972) (69 cr.); TS Aaroas. ckaapad, 3 penepmyapy Mapii basixo (Kuis, 1982) (55 cr.); Marsasena Batiko, ckaa-
saa Cmenncs bapsinxy (Kuis, 1976) (142 ct.), moaae moraa, 100 AeMKIBCKBIX CHITIBAHOK 3aITHCAHBIX OA, €11 MaTepH.

27)  Assis., 2005 (498 cT.).

28)  Kuis, 1976.
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npu akomnasiamenTi ¢opreniano a Esren Kosak (1907-1988), Iomin Bepxosunu® noaae
12 AeMKIBCKBIX MICEHb AASI IITHIPHO-TOAOCOBOTO XOPY. AeMKIBCKBI IiCHI HAIIAM €SI TIK
B 36ip1<ax KOMITO3UTOPIB sIK TprKAaAoBo CranicaaBa AtoakeBr4a, afIpocaas fIpocaaBenko
(1880-1958) npucesaTua im ocibuy 36ipKy. 3alieKaBAiHA ACMKIBCKOM IiCbHBOM IIPOAO-
AXKAT Cs Ha YKpaiHi AO THECKA, 2 CBBIAYBIT ITPO TOTO MEAJKE iIHYBIMA 3raAyBaHA YK IPaLls
IBana Maitubika.”® Hauao cst Tam 29 30 150 chmiBanok ceaa OapexoBbI OIpariioBaHbIX

IIpe3 aBTOpA.

B Kamaai noxoasmauit 3 Bepecra Mocapar Aspobio/losafat Dziobko (1887-1966)
HE A€M CKAAA: Tue mo nosewxo ue 3opare? i iHui lmpoﬁﬂi nicwi = Ulkrainian Lemko and
Other Folksongs,” are Tix (s mepumii i xpi6anb €AMHMIT) TepeBea 52 Ha aHIAIHCKY MOBY
i Hantewaran B 36ipuyi: My Songs: A Selection of Ukrainian Folksongs in English Translation = Moi
spivanochky >* Aspobxo npuixaa A0 3aydeHsix AeprkaB OyAydsl ilibl MOAOABIM XAOIILIOM i Ipa-
wroBaa B MaiiHi B Micti Exceaciop/Exelcior, Pennsylvania. B 1899 poky nepeceana cs 4o Kanaapt
A€ AoAIHF Yac Maa papmy B AyaHOpT/ Woodnorth, Manitoba, a rmia KOHeIT XKbITS MeIIKaA B Bip-
AcHi/Virden, Manitoba. Ckaaa BiH OpUriHAABHBI ITIOHEPCKbI CHITIBAHKBL, KOTPbI OBIAH I1CYaTAHbI
II0 YKPAIHBCKBI 1 110 aHTAINCKbL. 3a ChIIiB B piaHiil MOBi 3A06ma Tpodeit Hill Memorial

Tix B Tamepuni 3unosiit Aucbko (1895-1969) 306paa 3 piKHBIX MedaTaHbIX AXKe-
PEA AECH THCSY CBITIBAHOK 3 TAAMILIKOH /A€MKOBHHBI (pasoM 3 317-oma cpriBaHKamMHu 3 63-0x
pycunbekbix cea IpsimiBuibiast i 148-oma coriBaHkamu 3 6-TOX PyCHHBCKBIX OceAb B BoiiBo-
AVHI) 1 BAY9BIA iX AO CBOHOI MOHYMCHTAABHOM 36ipKbl: Yipaircoxi napodwi mesodii (11 Tomis,

New York, 1964). Aucpko mucaa TiXx IIPO FOAOBHBI PUCHI AEMKIBCKOM HapOAHOM My3bn<b1.34

He auBHBIM € mTo [loABITa CTAHOBUT BBIBHAYHHH OCEPEAOK ny6AiKauHﬁ AEMKIB-
CKOI HAPOAHOF MY3BIKBI 3 TakbIMa npansivmu sik: Pawel Stefanowski (sp. 1932), Tadeusz
Chachaj i Czestaw Sadaj: Lemkowskie piesni ludowe,”xorpa moaae 30 AeMKiBCKbIX IiceHD
B IPOCTiil rapMOHI3auui AASL aMaTOPCKbIX XOPiB 1 Tam na Aemxosuni nomedyce 20pamu:
mypucmevruii nicennux (1981).

Beauky npariio Haa AeMKiBckoM MysbikoM niepesea B [ Toabmpt SIpocaas [Toasmckiit
(1930-1994),%¢ xotpuit yx nepea 1970 poxom Haz6epaa pecu 1500 AeMKiBCKBIX CITIBAHOK

29)  Assis, 1962.

30) “AemxiBcbKuit My3UYHUH POABKAOP HA OCHOBi APYKOBAaHUX 36ip01< Ta My3MYHOIO MAaTEpisiAy ceaa OApeXOBn,”
B: Ian Maitunk, Muxoaa Lynpux, Odpexosa 6 munyromy 1419-1999 (AbsiB, 1999): 133-183.

31)  Ukrainian Canadian Pioneers Library; 1 (Winnipeg, 1956) (126 cr.), njiae Ha:
http://lemko.org/lemko/spivanky/ dziobko.pdf; soctymse 10 anmms 2007.

32) Winnipeg, 1958. 3micr € 1y:
hetp://www.utoronto.ca/cius/HT Mfiles/Intpub/ Tarnawsk/tar-bk2.htm#B17; socrynse 10 aurms 2007.

33)  Muxaitao Mapynuax, Biozpagivnuii dosidnux do icmopii Ypainyie Kanadu (Winnipeg, 1986): 205.

34)  “AemxiBebka Mysuka,” Aunasn Csimosoi Qedepayii Aemxis 1 (Camillus, N.Y., 1974): 101-138.

35) Rzeszéw, 1964 (63 crt.).

36) C.3abposapuuii, “Maectpo Apocaas Ioasuceskuit,” Yapairncoxusi asomanax 1996 (Warszawa, 1996): 109-112.
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i peryasipri nomimaa ix (3 Hotamu) Ha Aemkiscxisi cmopinyi nedatanoro B Bapiasi ykpains-
ckoro TeDKHeBUKa Haue c1060. CiopsIAUA BiH TDK KOPOTKIH IIEPETASIA POSBUTKY CTYAIN PO
AEMKIBCKY MY3BIKY” i OIIHCAaA FOAOBHBI PUCHI ACMKIBCKOH HAPOAHON My3bIKbL. > AeKoTphl
3 THIX IIpaljb Hanucaa BiH pasom 3 boraanom Crpyminbckeiv (1930-1998).%

Ha crpanax srasanoro Booxute Haunto2o c106a Halaa cst HEOMAAO Oe3rpaHHIHA KiAb-
KiCT AEMKIBCKOI My3BIKbI 9aCTO AOAYYCHA AO AOIHCIB IIPO ACMKIBCKY HAPOAHY OOpSIAO-
BICT. CepeA AOIHCIB PIXKHBIX aBTOPIB KiABKICTIO i AKICTIO BBIPDKHSAIOT CS1 Mpalli 3raAaHbIX
vk Muxariaa Asinass (1925-1993) i ocobausi Bacuas Xomuxa (1933-2002),“ase Tix
Opecra 3iannbckoro (1923-1976), Spocaasa Mepenst (1928-1999), ITaBaa Credanis-
ckoro, I'puna bopanka, C. TpeM6aqa, M. Byreast, Barst Yepemna i Credanii Pomansik. To
BAACHI 3aBASIKBI THIM i iHubIM 36epadam ¢poabkaopy Hause c1060 3 poratkom Hama xyas-
/ypa HAIIEYATAAH 32 IEpIIE TPUALIET POKIB CBOHOTO iCHYBaHsI BELlE SIK MIATOpA ThICSYA

AEMKIBCKBIX ChITIBAHOK.*!

CrieniaApHBIM 3aiHTEPECYBAHAM TIIIBIT CA TDK AGMKIBCKAa peAirifiHa MysbIKa.
3 XVII-XVIII Bika 36eperao cs1 3 Aemxounst He Menbie sk 20 (189 3 iaoii [Tepemuckoit
€napxii) PYKOIHMCHBIX 36ip01< LIEPKiBHOM MY3BIKbI I€PEBAXKHI B 3aIIMCi EAHOTOAOCOBBIM,
3 KOTPBIX ACKOTPBI IIOAAIOT TXK 3aIUCHI Ha 1apy roaociB. CAY>KbIAM OHH HE A€M AO ChIIi-
BaHs B LIEPKBU, AA€ TIX K IMPAKTUYHBI MIAPYYHUKBI AO HaBYaHs LIEPKIBHOIO CBIIiBY, I1O-
9aTKOBOM My3BIYHOH OCBBITH i TEOPETHYHBIX MIACTAB MY3bIKbI. IbICACHHEI 36ip1<1>1 MaloT
MapriHaAbHBI 3aIIUCKBI AOTBIYYYbI iICTOPHI CEA i 3araAbHBIX IOAITHYHBIX i iHYBIX IOAIM.
Haiicrapma sHana pykomnuncHa 36ipka A€MKIBCKOTO aBTOpa IOXOAUT 3 1667 poka a €i
aBTOPOM OBIA Anexcanaep Peannosuy 3 Oppexosu. B 1670 poky Hocml) Kpeitaunxkii
nonosuy 3 [aapumosa, misHidmuii epoasikon AaspiBckoro Monactups cs. Onydpis,
CIIOPSAAUA IHYY 36ip1<y OpHTiHAABHI 3 AyMKOM Ilepekasatu el aas nepksu Cs. Huxoaas
B 3acaasio. [TopapyBaa et opHaue 6paTy AmnapirioBu, mapoxosu pigHoro I'xapumiosa
do Hayxu. KpeHHNLKIN ciopsiana Tix iHdy 36ipky B 1677 koan yx 6b1a B MOHacTepH.
Tyer 36epe>i<eHm CIMHAALICTBIYHBI 36iprI IIOXOASAT 3 MapOXii JKpipaiscke-Tuxans, Biab-
xiBel, PinHuK, BOPO6AI/IK HIasxoukin i Miauk. €EAHa 3 Almlre 3HAHBIX 36ip01< LepKiBHOM

37)  Spocaas [Toascrkuil, “3 icTopii AOCAiAXKEHHS yKpaiHCbKOT HAPOAHOT ITicHI, 30KpeMa AeMKiBebkoi, Hauta xyav-
mypa (AOAaTOK Ao Hawozo crosa), Hp.2 (Warszawa, 1968).

38) “BipuroBana 6ysoBa AeMKiBebKuX nicens,” Haua kysvmypa (aoparox a0 Hautozo crosa), Hp.1 (Warszawa, 1968),
“AemkiBcbku HapoaHi micHi, Yipaincoxudi xarendap 1963 (Warszawa, 1963): 312-313; “Temarnka AeMKiBChbKHX
nicenn,” Hawa xysvmypa (soaatox Ao Hamozo crosa), up.1 (Warszawa, 1967).

39)  “Aewmxiscbku criBanku, Kosmenv: Aimepamypro-Xydoxcnisi 2Kyprnaa 21, up.6 (Absis, 1970): 144-149.

40)  Bacuab Xomux, “36iitnuupki micui 3 Aemxisumuny,’ Hause cro60 np. 42-44 (Warszawa, 1962); “Aipwani nici,” Hawme
1060 Hp. 45-42 (Warszawa, 1973); “Aipuani micsi Moaoport AemkiBinan, Hause cro6o up. 41-46 (Warszawa, 1960).

41)  Muxoaa Cusuupkuii, “Ayxosa KYABTYPa, ... C. 164.

42)  Jurij Jasinowskij, “Znaczenie eparchii przemyskiej w rozwoju ukraifiskiej muzyki cerkiewne;j,” B: Stanistaw
Stepien, pea., Polska-Ukraina. 1000 lat sgsiedztwa, Tom 2 (Przemysl, 1994): 407.
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My3BIKBI 3 /A€MKOBHHBI BBILIAQ CITiA ITE€pa IPEKO-KATOAMUIIKOTO CBsIjeHHMKA 3 KaMsHoi
Toanna [ Tpucaonckoro, kotpwuii ciopsiana: Ilicui yepxosui na 6ci npasuuxu (1734). 2 Tuunt
BiCEMHAALIETOBIYHBI 36ip1<1>1 noxoasaT 30: 3aonkoro (1767), OmapiBksl, mapoxii
[Tosonna-Beicowanst (1762), Teiabosbl, baixmapker i Kpamnnoit. B Kopoanxy
HIasixonksim loann Toxapckii (moxoasauit 3 Pomsukn) criopsaMA ipmotion B 1773
iB 1776 poxy (apyruii aas uepksu B [uposiii?).*

Toro poay 36ipxsl cTasn cst TeMOM 3aiHTepecyBaHs npodecopa Kuisckoro Vhi-
Bepcutery IOaisna SlBopckoro (1873-1937), xotpumii mapy pas moixaa Ha AeMko-
Buny (1910-1911) i 306pas 4bICACHHBI PYKOIHMCHBI KOACKUMI LICPKIBHOH MY3BIKBL.
Xou sHame, mTO SBOpcKif misHifIme CTYAIOBaA AEMKIBCKY LEPKiBHY MyS3BIKY,
pE3yABTaThl TOrO HUKOAM He Obiau mevaradel. Aem poaro misuifime Oas Tnariox
Bbipana: Bapoxosi dyxoswi nicui 3 pyxonucnux cnisanuxie XVIII cm. Aemxieuunn,”
KOTpa TO QHTOAOTIS IOAA€ BBIHATKBL 30 30ipox 300paHbix mpes SBopckoro
i inubix. B 6apske 36Ar>KkeHbIx Ham vacax Apam bapHa 3aoxsia: [Ticki yepkosuut Ha 6csikbL
nompebu. (Legnica, 1993, apyre Bb1a. 2000), a CaaBomup Moaoadax 306paa moHap ciM-
AECST TBOPIB peAiriiiHoN MysbIKbl B pykonuci [liconi i Towmmnoe Lleprisnot 3 Aemrosumnvt

(2003).

Haiicrapisr 3HaHBI AEMKIBCKBI KOASIABI TOXOAST 30 36ip1<1>1 cBAleHHUKA [BaHa bi-
peukoro (1782-1837), korpwuii 6yayust napoxom B Kaaunui npu baauropoai (1815-1837)
36cpaA $OABKAOPUCTUYHBI MATEPUAABI AAs [BaHa Barnaesuya Ha saxipHil borikiBupiHi i
cxiaHIT AeMKOBHHI. 3amucas TaM Meae iHUbIMA 42 KOASIABL*® B AeBATHAAIICTBIYHBIX 3a-
nucax [oaosankoro (aecu 100), Bipenkoro i Koas6epra (20 Hum sanucanbix) 306pano mo-
Hap 150 nepeBakHi AaBHBIX KoAsiA. Ha xaab HemiATpUMyBaHbI IEPKBOM “HEKaHOHIYHBI
KOASABI 3aTpadasu cs. [Toyarkom aBapnieroro Bika Koaecca samucas aeM Tpu A€MKiBCKBI
xoasabl.” ToTa AMBHA CUTYallMsi BAKAMKAAA 3AMBYBaHs caMoro 36epads i OYbIBUAHO He

Ob1A (i He e) OA3€PKAAIHbOM IIPAaBAMBOIO CTaHY 36cpc>1<bm;{ AEMKIBCKBIX KOASIA,.

Ha xoHer sraparu tpeba npo HapoAHy My3biKy PycuHis o moayaHposiit crpani Kap-
nat. OubIBUAHO € TO 6ap3 n1oaibHa Mysbika. Yepes [IpsimuiBuuibiHy npuiian Ha miAHIMHY CTpaHy
Kapriar caoBaukst i ueckst (3 Mopas) MysbraHb! BranBbL. Mo TiK HapaxyBaTH 4bICACHHBI

AEMKIBCKbI ITiCHI ChITiBaHBI IO 000X crpanax Kaprmar. Ao6pi TOTO BHAHO MEAXKE IHYbIMa

43)  Ipan Ppanxo, “Kamsrevknit Boromacuuk 1734, B itoro 3i6pars meopis y nsmoecsmu momax, rom 32 (Kuis, 1981): 339.

44)  Jurij Jasinowskij, “Znaczenie eparchii przemyskiej ... s. 412-420.

45)  Assis, 2000 (332 cr.). [Tocmorp Tix Ha €it npawo: Yapaincoka dyxosa bapoxosa nicts (Warszawa-Kuis, 1994)
(185 cT.), KOTpa B YACTH OMEPTA € HA MATEPHAAAX 3 ACMKOBHHBL

46)  Isan Kpacoscbkuil, “AemkiBcbki Hapoati koasiaku (3 pykorucroro ouay L. Baruaesuua),” Haumse croso up. 49
(Warszawa, 1966) - Hp. 4 (1967); Isan Kpacoscpxuit, “CrapopaBhi aeMkiBebki koasiaku B sanmckax 1. biperpkoro,”
Hapodna meopuicmv-ma-emnozpagis 45, up.1 (Assis, 1969): 69-71.

47)  Muxoaa Cusuupkuii, “AyxoBa KyabTypa, ..., c. 109, 111.
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B 30ipHUKY 3a0>keHbIM 1pe3 Muxatina Tupsixa: Hapooui nicwi cena Opsbunu (HP}H_I_IiB, 1987).
YbicacHHBI 36IpKbI PYCHHBCKBIX ITICCHb BHIAAHO BO BIIBITKBIX MICLISX A¢ PycuHbI Memkaor,
BAy4arousl icropuany I Toakapnarcky Pyce,® Tpsuuismpiny,” Boitsoainy™ i Pymysiro.”!
IToryAsipHICT A€MKIBCKOI My3BIKbI OA3CPKAAST €SI TDK B BHIKOPUCTAHIO €M Yepes
KOMIIO3MTOPIB B iX BAACHBIX KASICHYHBIX KOMIIO3UIIiSIX, a6o TBOPIHIO HOBOM MY3bIKBI iH-
CripyBaHOI AeMKiBCKbIMa Meaoaismu.>* Toto ocratHe 3pobuaa Meaxke iHubiMa boraana
Muxaiiaisua Qiasyy B: Tpu necu dis popmeniaro Ha memu AemKiBCoKUX HAPOOHUX niceHy.>
B 3ayuensix IlIratax AMepHKbI CKpUIAK, KOMIIOSUTOP i OCHOBATEAD MY3BIYHOM LIKOABL
B Hiosapky/Newark, N.J. Opecr Typkosckiit/Orest Turkowsky (1896-1973)**Haneuaraa
napy 30ipOK A€MKIBCKOI My3BIKBI B KOTPBIX OMICTHA OAMCKO CTO BAACHBIX ChIIIBAaHOK:
Hepmm? arbom VKPATHCOKUX NEMKIBCOKUX Hdpoaﬂux niceHv: Ha 2040C, ﬁopmem’}zﬂ i 2apmo-
wiro; Ukrainian Lemko Dance Music Album no. 2; Ukrainian Lembko Dance Music Album

no. 3: Beceai manyi; Ukrainian Lemko Dance Music Album no. 4.5

Ha Mo)AMBBI AGMKIBCKBI BIIAUBBI 3BEPTAT Cs YBary B My3bllli 3HAMECHUTOIO ITOAb-
ckoro xommosuropa Kapoas IIbivanosckoro/Karol Szymanowski (1882-1937), xon ne
€ 6C3HOCCPCAHI)0I‘O AOBOAY Ha TO, IUTO 3HAA BiH AEMKIBCKYy HapOAHY MYBLIKy.% Oci6Hy
yBary Tpeba Ty TK 3BepHYTH Ha srapaHoro yx beaio Baproka. Bsopom inubix kommosuro-
piB baprok He AeM BpIOBaAMA €AGMEHTBI HAPOAHOH MYSBIKBI AO CBOIX TBOPIB — aA€ TiK
CKOMIIOHYBAaA OPHUIiHAABHBI TBOPbI ONEPTHI HA ACSKBIX HAPOAHBIX MeAOAsiX. B 34-ppox
3 HOro TBOPIB (paxqubl cepii TBOPIB SIK €AHY miaict) BBIKOPHUCTAA BiH 313 HapoAHBIX Me-
aoaiit. CxommoHyBaa BiH Mepke imubiMa 44 Ayerst Ha Asi Cxpurnixer (1931) B xoTpbIx

B30PYBaA CA HAa MAaASPCKid, CAOBALIKid, PyMYHBCKIiH, ccp6c1<i171 i apa6c1<i171 HaPOAHIN

48)  MuxaaBpabeas, Pyccxuiiconoseri(Yxropoa,1890) (176cr.), Mensop buasix, 2Kasopornox (Yxropoa,1926), A.3asopa,
10. Kocrioka, IT. Muaocaasckoro: Hapodui nicui nodxapnamcvxux pycunos (Yxropoa, 19441 1992), Anron oaun-
xa, [Ticni namux npedxis (Budapest-Yxropoa, 1993) (163 cr.), B.A. Towoscskuit, Yipaincoxi nicui 3axapnamms
(AbBis, 2003).

49) Denip Aasopuk, Crnisanouxu moi (BpaTiCAaBa, 1956) (316 ct.); FOpiit Kocriok, YOpiit LTumbopa, Anapiit Ayae-
6a, Ypaincoxi napoui nicui Ilpsusiscoxozo xparo 3 Tompr (Bparicaasa, 1958); Andrej Karsko, Makovické nuty:
zbornik l'udovych piesni z Makovickej struny (Bratslava, 1993) (146 cr.)

50)  Ocu¢ Kocreanux i Atopa bunaac, FOwnocrassnckux Pycunox napodnu nucnu (Pycku Kepectyp, 1927), Onyé-
puit Tumxo, Haua nucns 3 Tomsr (Pycxn Kepecryp, 1954-1958), Atopa Aatsik, pea., Pycku napoduu nucuu
u 3anucox B.M. Inammwxa (Hosu Cap, 1972) (274 ct.).

51)  Isan Pe6owanka, O y cady-surozpady: 36ipxa cimexux eeansarvuux nicens (Byxapecr, 1971) i i itoro Bio-
20MoH 6iKi8: 30ipHUK HAPOIHUX banad, icmopuynux nicns ma nicenv-xponix (Byxapect, 1974) (365 cr.); Mupoc-
aasa Hlanapo, Crisanouxu moi awbi (Byxapecr, 1977) (303 cr.).

52)  Isan Maituuk, “AemkiBcbki MeaoAil y cumoninx i conarax,” 2Kosmernv: aimepamypro-xydoxncrisi ncypuar 16, up.6

(Absis, 1966): 108-112.

Kuis: Coseuxuit Komnosurop, 1960 (I1cm).

Hio Iopxk, 1963 (30 ct.); New York, 1963 (16 ct.); New York, 1963 (16 ct.); New York, 1965 (16 ct.).
Yakov Soroker, Ukrainian Musical Elements in Classical Music (Edmonto-Toronto, 1995): 60-63.

)

54) Ieam Kpacosbxuit, “TTamsti aemkiBcbkoro konosutopa, Aemxiscoxuii kasendap 1996 (AbBiB, 1996): 99.
)
)
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My3bIL, a BAYYBIA TaM TDK Pycuncky xosomusixy/Ruten kolomejka i Pycumcky niconrwo/
Ruten nota. PycuHbCKBI MOTBIBBI BBIKOPUCTaA BiH TiK B Apyriit Pancoaii (1928). IToai-
OHI MOTHBBI 3 HAPOAHOH POCHICKOM 1 YKPaiHbCKOM (AEMKIBCKOFI?) MYSBIKBI BBIKOPHCTYBAA
B CBOIX TBOPAX ChBITOBOM CAaBBI KOMITOBUTOP (MEAXKE iHUBIMA) PEAIrifiHOM My3bIKbl AMHTPO

Boprastabckiii (1751-1825), korporo oten moxoaua 3 AeMKOBHHBL®

[Hecka AEMKIBCKY HapOAHY MySBIKY MOXK IIOYYTH 3 IHTepHeTy 3 pDKHBIX CTpaH
BAy4aroys! ToThl Tomama Tpausika/Tomasz Traczyk™ i cieniaabni Baaaka Maxcumosmaa/
Walter Maksimovich.®” Aoaro nmepea TbIM sIK 3SBHAH 51 TOTBI HTEPHETOBBI CTPAHbI MaA Mic-
Lie TPUAITHIII I1epioA “IIAA€HBCTBA HAIPaHb B KiHIIM POKIB ABAALICTBIX. TOTHI HEITOBTOPHBI
IOAlI CIIPaBHAHY, e THECKa 3aC MaMe MOYKHICT IIOCAYXaTH ACMKIBCKOH My3bIKbI TAKOM SIK €
TPAHO i ChITIBAHO CIMAECAT AT POKIB TOMY. A HacIiBaHO TOBABI Ha — K TOTO HA3UBaHO II0

AEMKIBCKBI - peicopaax HEOMAAO ABICTa AEMKIBCKbIX HAPOAHBIX ChITIBAHOK.

XapaKTepucTHKa

Ilepmy xapakTepuCTHKY AEMKIBCKOH HapoAHOH My3bikbl Aan  Puaaper
Koaecca.®! ITpusHaBas BiH HAPOAHY AEMKIBCKY MY3BIKY YACTHHOM YKPaiHbCKOH MY3BIKBI

MiAKPICAIOI0YbI OAHOYACHO HITO:

AemKibeoKi HapoOHi nicHi 8US6AL10MMb OA2AINO XAPAKIMEPUCTIULHUX OKPEMIUHOC-
IMetL He Anmte 8 CB0IX MEAODLSX, AN 1LY MEKCIMAX; (€ NOSHALYEMBCS BICE 8 CAMOMY

3ac00i 1 do6opi nicernv, SK NOKA3YE ix nepeessd i 2PYnosant.s no smicmosu.

Csoro OPUTiHAABHICTAEMKIBCKAITiChHS 3aBAﬂan36oraquIoAboxaAbHoﬁMysquof/’x

TBOPYOCTH KOHTAKTaMH 1 3aITO>KBIYBIHSIMHU 30 CXOAY (YKpaiHa), ITOAYAHAL (MOpaBCKLI Yexnr

57)  YakovSoroker, Ukrainian Musical Elements... c.69-75. BapTox onucyBas My3bIKy 110 IOAYAHbOBiH i riiAniuHiii crpani Karpriarsix
“ruten, aACHOIO PAKTHYHE3HAHS TON MY3BIKbI Ob1A0 AM31I0AYAHBOBOF cTparbl Kaprar. Iuysis 1 928 poky ricaa Bin, ke3Habaps
MaAOTIpO HaIPPIBaHﬂHapOAHOﬁMy3bIKbIHaYKPaiHi,XOL[MaA69.P3A06pﬂﬁKOHTS.KT3KOACCCOMiHiSHiﬁIHCiSAHAHaYKPaiHyAaBa-
ukoHuepreL (BélaBarték, “Comparative Music Folklore (1929); B: Benjamin Suchoff, pea., Béla Bartdk Essays... c.166) 3naecs
34TO, LITOBEKIIIICTHOIO ‘Tuten” My3bI4HBIXMOTHBIBIIOXOAUTaKTHYHI3II0AyAHBOBOHCTpab Kaprar. I TopisHaiitirb. Aykariok,
1O. Suxis, “3i6panst b. baproxa na 3axapuarri, Mamepiain wiocmoi xougepenyii dociionmxis napooroi smysuxi 4epsonopyce-
Kux (2am14bK0-60400uMupcormx) ma cymixcrux semenv. Mamepiam (Avsis, 1993): 54-65.

58) A.A.A., “Komnosurop i cniBax Amutpo Boprusmcskuit,” Lepxosnuii xarendap 2001 (Sanok, 2001): 220-223;
10.C. Hlemmyuyerko, B.B. Beuepcrkui, “AoBiaka Ipo MicIie i AaTy HapoakeHHs KommosuTopa Amutpa bopr-
HsHcbkoro,” lepxosnuii xarendap 2002 (Sanok, 2001): 198-199.

59)  “Piosenki femkowskie na glosy,” htep://www.ia.pw.edu.pl/Pl-iso/~trraczyk/lem/lem.heml; pooctynne 17 Bepecns 2005.

60)  “Lemky, Lemkos, Eemkowie,” http://lemko.org/Ivpro/index.html; poctynne 10 annys 2007.

61)  Tocmorp cs Ha itoro Hapodwi nicti 3 eamysroi Aesxisugutn..., c446-453 1 ftoro “XapaxrepucTuHi IPUSHAKI MeAOAIH HAPOAHNX TTiceHb
3 AeviBuwnn, B: Pamigtnik 1 gjazdu stowiariskich geografow i etnograféw w Polsce wroku 1930, tom 2 (Krakéw, 1930): 139-143, nepencuarane
B: O.M. Konecca, Mysuxosuasyi npayi (Kuis, 1970): 352-356. I lopisuait Tix: 3urosiit Aucsko, “Aevxiscoka Mysuxa, Aunain Csimosoi Dede-
panii Aemxis 1 (Camillus, N'Y,, 1974): 101-138; Muxosa Cuuupkuit, “ Ayxosa Kyasrypa-Hapoasti nicti;” B: Boraan Crpymicskuii pea,, -
xisupunavacr 2 (Hio VopiT Taprx-Cuaneit- Toponto, 1988): 163-177; Isar Maitark, “AeMiiBcekiit Mysuamuit poabkaop ..., cT. 133-183.
62)  OM. Koaecca, Hapodui nicri 3 earuypkoi demxisuguns, ..., c.446.



AemkiBcka My3biKa

i Caosaxsr) i miBHous! (IToasksr). SIK mTO XOAMT crenu¢iuHi IPO MYSBIKY TaAMIIKBIX
AeMKiB, To 360raTHAa cA OHA TiX 6ap3 MiChbHAMM 3 PyCUHBCKBIX TEPEHIB 110 ITOAYAHBOBIH

crpani Kapmar.

Koaecca mipKpicAsiA IITO AEMKIBCKiH ITICEHHHI perepTyap CKAAAAT Cs B BEKIIOCTH
3 KOPOTKBIX, ABO-, TPUCTPOPOBBIX ChIiBaHOK. JacTo Ha MICBHIO CKAAAAT €S Iapy CTPOP
3BSI3aHBIX EAHOM TeMOM 260 MOTHBOM — XOLI i11[bl YaCTiiIe CBOOIAHI Ay4eHBI CYT CTPOPBI
LM TO Ha MIACTaBi acCOIiallMi AYMOK, LM CITIABHOI'O 3aChIIiBY, 200 eAHOTO 3BOPOTY, Ha-
BET €AHOTO CAOBA, KOTpe moBTapsAT cs. Koaecca Tak mepeacTaBuA 3rapaHe IpynyBaHs

AEMKIBCKBIX ITICEHb 3TIAHI 3 IX 3MICTOM.

(1) O6ps1A0BBI MicBHI® MOBSI3AHBI CYT 3 KAACHAAPOBOM i POAMHHOM 06pasA0BicTIO.*
OO0psiA0BBI MichHI KOAUCH ObIAY (a3 YbICACHHBI, A€ YK B ACBSTHAALICTHIM Billi 3a4aAU THHYTH
Ha 11iaifl CaassHpipHI. Sk mporiec ToT mpexoana Ha AeMKOBHHI BUAHO 3 TOTO, IITO B 36ip1<ax
ToaoBaLKoro 0OPSIAOBBI MiChHI 3aHNMAAN [IEPEAHE MiCLie, B IiChHsIX 300panbix npes Koaeccy

CTaHOBHUAH YK A€M 6%, 2 B IOBOEHHBIX pyxonucax I JoAsIHBCKOTo IPOLIEHT TOT Imas A0 ABOX.?

A0 00psIAOBOI MY3BIKbI HAACKAT IICHHI KAACHAAPOBO-OOPSIAOBBI | POAUHHO-O0PSIAOBBL.
Ao mepioii rpymsI HaAeXar BECHSIHKBI, °COOITKOBBI (Hi‘{ 323 Ha24 4epBIs, KOTPOH CHBATKY-
BaHsA Ma€ IPEAXPUCTUAHBCKIN XapaKTep), BEYipKOBBI (CLniBaHbI IIPU CTPIYaX, OA JKOATHS AO
PisaBa, AlBYaT i XAOMILIB 3 LiAKO NPSIAIHS i ....3anm03HaHs cs1),” KOASAKBL® i meapiBkb®). Ao
APYTOH IPYIIbI HAAEXKAT TOAOBHI BECIABHEI michHiI’® i TOTBI ChITIBAHBI HA XpEeCTUHAX.

63)  Opecr 3iauncokuit, “O6psiaosi nichi ceaa Kpacna na Aemisumni,” Hamse cro6o up. 31-37 (Warszawa, 1975). Iopishait
TiK 06psiaoBbl michHi 3 [yuyabiipinst: B. B. Mepxao, Tpaduyiiini nicwi do xpucmusucoxux cesm (Yxropoa, 1993) (53 cr.).

64)  Frantidek Rehot, “Kalendéiik z narodnioho Zivota Lemkiiv: Prispévek k rusinskému ndrodopisu hali¢skych Karpat,’ Casopz's Musea
Krdlovstvi Ceského 61 (Praha, 1887): 357-375; Bacuab Xomux, “3pndai Ta o6psian sevxis, Hause croso up. 15-23 (Warszawa,
1963); Jan Madzik, “Zwyczaje doroczne Eemkéw,” B Roman Reinfuss, pea., Nad rzekgq Ropg, om 2 (Krakéw, 1965): 277-286;
Danuta Blin-Olbert, “Rok obrzedowy u Eemkéw, 8 Jerzy Czajkowski, pea., Eemkowie w historii i kulturze Karpat, Tom 2 (Sanok,
1994): 313-350. [Tocmotp cst Tik Ha: Muxosa Mymunka, Qoxaop pycravox Boiisodunn. Yacm 1 napodun o6pson u winusan-
xn (Hosu Caa, 1988); Muxaitno Imaitaa, A iusi eam sinsyr: xasendapua obpsdosicms pycunis-yxpainie Yexo-Crosariuru
(Bratislava-PreSov, 1992), FOpiit Yopi, 3si«ai pidroeo cena: 06psdoso-seuacsi mpaduii Saxapnamms (Yxropoa, 1993).

65)  Muxkoaa Cusnipkuii, “Ayxosa KYABTYpa, ... . 166.

66)  Bacuab Xomux, “Becta na Aemxismpni. L [aisxu, IL Co6irxu, I Iactymi crisanku,” Hawe caoso Hp. 14-23 (Wharszawa, 1962);
Janusz Mroczek, “Piesni sobdtkowe u Eemkéw,” Materialy Muzeum Budownictwa Ludowego (3), no4 (Sanok, 1966): 57-63.

67)  Banbo op Aernitm, “Beuipxi, Hawe caoso up. 5-8 (Warszawa, 1959); (K], “Beuipxn na Aewibuwni, Vipaincoxusi xanendap-
ansmarax 1960 (Warszawa, 1960): 175-177; FOpuit Maunapuy, “Komapruuxst npsaxsr, 5: Huxonait Lncasx, pea., Kapnamopyc-
cxuii Kanendaps Aewxo-Cowsa 1961 (Yonkers, NY,, 1961): 97-127; Bacuab Xomuk, “Aemxiscbkn edipku,” Hawe caoso up. 48-49
(Warszawa, 1963); Muxaitao Asinasbo, “Aemxiseski sedipku; Hanse croso up. 14 (Warszawa, 1974)-up. 13 (1975); Zofia Ciedla-
Reinfussowa, “Weczyrky na Eemkowszezyznie! Materialy Muzewm Budownictwa Ludowego w Sanoku np. 27 (Sanok, 1981): 73-89.

68)  Bacuab Xomuxk, “Koasaxu,” Hame caoso up. 52 (Warszawa, 1965).

69)  Bacuab Xomuxk, “Koasaxu i wmeapisku,” Haume caoso up. 1-2 (Warszawa, 1962).

70)  ITpo cryaii Ha TeMy AEMKIBCKO# BeCIABHOI My3bIKbI IOCMOTp cs1 Ha: Boraan Top6aa, “AeMkiBeke Beciast 4epes CTOAITS, B:
Isan Mangik, Baaaex Maxcumonuy, Aemvixiscke ecing (Krynica1 2002):7-20. I'opisraii ik He srapans! Tam npaui: AT lepyn,
“O aemkiBebkiM Beciato, Haute cioso Hp. 18-19 (Warszawa, 1958); Creanist Pomarsik, “ Aesikut paboprHCKH HicH Beciab-
uu, Haute cios0 up. 34-38 (Warszawa, 1963); Muxaiiao Aginaabo, “B Posagiato Ha Beciato,” Haute ci060 Hp. 36 (Warszawa,
1970)- up. 18 (1971); Cemen Maageastn, “Bua-em Beciabtmm crapoctom,” Hazse cro6o np. 23-28 (Warszawa, 1979).
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BeciAbHBI CBITIBAHKBI ITiA OTASIAOM 3MiCTY, pOPMBI BepIua (6 + 6) i MeAOAil TBOpAT
BAACTUBHUH /AeMKaM THII MY3BIKBI — Ha )KaAb OAHAYE THECKA Ha BECIASIX CBIIBAT Cs1 Belle
3BUYAHHBIX MiCEHDb SIK O6p}IAOBbIX. Xorn cobiTKOBBI MmichHI CYT MepXe AeMKaMH BIIAH-
BOM 3aXiAHbO-CAABSIHBCKBIM - ICHEPAAbHI € 6ap3 MaAO IapaseAi MeAXKE ACMKiBCKbIMA
a 3aXiAHbO-CAABSIHbCKbBIMA O6p§IAOBbIMa MiCHbHSIMU.

(2) Iicni Ayx0BHOTO/ peAUTIHHOTO 3MicTY (3 perepTyapy BedipKiB) B 3HA4HIH 9acTH-
Hi MalOT ACTEHAOBUH ITAKAQA, A ACKOTPbI IPUHUMAIOT HABET XapaKTep 6aarapoBuit. Ha AyM-
KY ACKOTPBIX ITicbHi TOTHI MOTAM IpuitTH A0 AeMkiB 0a [Toasikis, e cyT 6ap3 momsipersr.”!
B AesKbIX BHAHO ITOBS3aHS BAACHI 3 MOABCKBIMA i MOPaBCKbIMa BapiaHTamu. B 36ipHm<y

Koaeccp! Hamao ¢ ix IITPIPHAALICT, AAC Mi3HIMIIE HUXTO iX Y>K HC 3aIIMCYBaA.

(3) baasaawr’? i POMAHCBI, MalO4bl CBilf IIOYaTOK B TPAAULMIHIN moe3ui AeMKiB,
Ob1AM YblcAcHHI HOTyBaHb! npes s6epadis (Koaecca — 60, Koasbepr — 58, Ioka — 22).
Ha aymky Koaeccsr cepep AeMKiBCKbIX 0aAAaA € TIAHI TAaKbIX, KOTPbI IIOLIBIPEHBI CYT TiXK
Ha Ykpaini. Tpe6a opHaue 3rapary, ITO B 3HAYHIN YacTH 3MicT i A0Gip 6assaa comiBaHbIX
Ha \eMKOBHHI IIOKPUBAT CS 3 6aAA2AOBBIM penepryarom CaoBakis, MopaBckbix JexiB
1 B A€SKBIX TPUIAAKAX IToasikis.”? IToBicTu TO MO Tak npo 6aAA2AOBBI TEMBI, YbICACHHBI
TOAOBHI B 3TaAaHIN CAABAHbBCKIMN IPYIII, @ 1032 HbOM MaAO A€ 3HAHBI, K 1 IIPO OCO6AI/IBy pe-
AAKITHIO ACKOTPBIX 6ap3 MTOIIBIPEHBIX 6aanan i pomanciB. CriopipAHEHHs BKa3ye Cs 4acTo
HABET B BipIIOBil 6y,A,OBi. ITiaxpucauTn opHaue Tpe6a, IITO AEMKIiBCKA PEAAKITUS AESKDBIX
0AAAIAOBBIX TEM B NOPIBHAHIO 3 iHYbIMA PEAAKLIUAMU Ha6epaT BEAUKOH L[iIHHOCTH IIpe3
TO, IITO BHIPIKHAT CA 0COOAMBOM MOAHICTIO i BRIKiHUCHSIM. BKa3aHbl Ty KOHEKCHI MEAXKE
AEMKIiBCKbIMA i 3aXiAHbO-CAABSIHbCKbIMA 0AAAAAAMH i pOMaHCaMH MO3BAAAIOT AOAYMAaTH
cs1, TO /AeMKOBHHA OAOTpasa 6ap3 Ba)KHY POAIO B IIEPEAABAHIO i BBIMiHI MICEHHBIX TEM

Mepxe YkpaiHoM i 3axigHbiMa CaaBsHaMU.

(4) Koauckossr micoHi Koaecca kicHO moBsi3aa 3 3araAbHO-yKpaiHbCKbIMA i pas

il MAKPUCAHA i B Till TPYIli OKPEMICT AEMKIBCKOTO TBIITy IPOSBASIOYY €5 TaK B TEKCTAX

SIK 1 B BIpIIOBIM 6YAOBi (3 MaAbIMa BblIMKaMH 6 + 6). AoaaTu Ty MOX, IITO AroaxeBna’4

IHCAA NIEPIIE, Ke KOAUCKOBBIX ITiCEHb MAAO Ha YKpaiHi, a B crieninivHii GopMi ITOSBASIOT
cs1 AeM Ha AeMKOBUHI i HOKyTIO.

Mepxe (5) ITapy6onksima, (6) Aisouksima, (7) AroGoBubiMa, (8) ITpo crpausins

5

BiHKa, (9) JKinonksima i NP O MOAPYKE XKBITS MiChHSIMU, > 32C HAXOAST CS ITiChHI CITIABHBI

71)  Mnxoaa Cusuubkuii, “AyxoBa kyabrypa, ... c. 166.

72)  Bacuab Xomuk, “Hapoani 6araan Aemxiuunn, Haume cro60 up. 37-47 (Warszawa, 1964); Spocaas IloasHcpkuii,
Boraan Crpymuncekuit, “Aemxiebki 6anaan,” Yapaincoxuii xarendap 1968 (Warszawa, 1968): 292-295.

73)  opisnait: Orest Zilynskyj, Lidové balady v oblasti zdpadnich Karpat, Interetnicka skupina. “Studie CSAV? tom 13 (Praha, 1978).
Tocemorp cst Tk Ha: Opect iauncokuii, “Hapoani 6asaan bauanckux Pycranox,” [lsem.iocy 9, up4 (Hosu Cag, 1973): 464-482.

74)  Liyso-pycoxs napoowi merodii, Errorpadiunmit s6ipank Haykosoro Tosapucrsa iv.Ilepuenka rom 21-22 (Assis, 1906-1908): xi.

75)  Bacnab Xomux, “AemkiBebki michi npo skinouy Heaoaw,” Hause cro6o up. 6-7 (Warszawa, 1959).



AemkiBcka My3bIKa

Aemkam i Yipainnsm, ase tixk CaoBakam, mopascksiM Jexam i vacom [Toastkam, xors € ix
Mano. [pymsl ToThl craHOBHAM HaiiBekury dacT 36ipker Koaeccsl, a B 306pansix npes [To-
ASTHBCKOTO ITiCHHSIX CTAHOBASIT OAMCKO CIMAECST NpOLIEHT 1jiroro MarepusAy. Ha Haiisek-
LIy YaCTHHY CKAAAQAT ¢s1 Ty BAacTuBa Pycunam 60 060x crpanax Kapnar Hapoana niceHna

TBOPYICT.

(10) Cupotcksr micsHi Ha AymMKy Koaeccpr 6b1a1 caabo penpesentyBasst Ha Aem-
KOBHHI. Meake HeUYbICAEHHBIMA TaKbIMa ITICBHSIMM HAIlIOA BiH 3apiBHO TaKbl, KOTPBHI

TIMOIIBIPCHBI 6I>IAI/I cepea IHYBIX CAaBﬂH, SIK 1 TaKbl IPHUHAACIKHBI ACM Aemkam.

Haiisene wyxoro eaemenry Koaecca mamoa B (11) Bosuxsix/pexpyTckbix
miceusx.”® Ha To BKa3y€ MOBA ThIX ITiCEHb, Haf{6ap>1<c 06TsDKeHa 9y>KbIMa CAOBAMHU i c])op—
MaMH B BEKIIOCTH (SK Cs 3AA€) TIOXOAAYbIMA 30 CAOBAIIKOTO i 4€CKOTO, aAe He AeM. Beanka
KIABKICT 9y>KBIX CAIB TAYMABIT C51 I¢B (i B IPUITAAKY iHUBIX IIiCCHB) TBIM, IITO CYT OHHU 6ap3
MOIIBIPEHBI IO LiAil CAaBAHBUIBIHI. SBepHyTu Ty MOX yBary Ha 6ap3 IIOIIYASIPHY CEPEA
AemkiB nicvHIo Ked mi npuusia xapma, KOTpa MEAXE 6auBaHbCKBIMA Pycnaxamu B Cep6ii
30Be csi: Bycan bum ye d3e64amxo ase nayo?, cepep mopasckbix Uexis: Umerla mi Zena,
a Meaxe [Toasikamu: Jadg do dziewczyny.”

Bes nopisxans uinHimbmMa cyT aeMkiBcksl (12) Emirpanrckst miconi,”® po sa-
po601< Ha Yrpax, Mopasii, a rorosni B Amepuui. Bubrrksr Tots micsHi Koaecca ominsaT sax
niceHHpI HOBOTBOPBHL. [[IMapsioT OHM CBBITAO Ha 6i,A,y CEASH, KOTPa NPUMYIIAAA iX AO eMi-
TpaLMi i TAXKKOH Ipalli B <1>a6pm<ax i marinax. Ha ThIM mipKAaAl BKA3YIOT €S peaAiCTHIHEI
00pasKbl POAMHHOTO XBITS 1 IPEKPAChHI OACBIIIBAHBI OCOOUCTBI IIEPEKBITS TAKDI SIK: IIPO-

IIaHs 3 PIAHBIM KPaliOM, PO3AYKA My>Ka 3 )KEHOM, TOBOPOT i BICTKa PO CMEPT MaTH.

(13) J)KapTo6AuBBI MiChHI, KOTPbI IEPEACTABASIOT XKbITS 3 KOMIYHOI CTPaHbl, TBO-
pAT BaacTuBI BHIOIp 3 iHYBIX TPyI i cyT Oaps momsipenst Meaxe Aemxamu. Cepea Toi
rpymsl, A0 koTpoit Koaecca sapaxyBaa TiX GppUBOABHBI MIChHI 1 TOTHI IIPO MUSHUYCHS,
HaHTH MOX MiChHI MombpeHsl Ha cxoai (Ykpaina) i saxoai (Mopasbl) — ase HaiiBene

€ OPUTiHAABHBIX AEMKiBCKBIX.

(14) ITiceHi Ha pi>KHBI TEMBI, cEpeA KOTPBIX Pas3 iIfbl HAHBEIE € AbOKAABHON AEM-
KiBCKOHM TBOPYOCTH, YACTO AOTHIYAT TAKBIX TEM SIK IIPOTUBCTABAIHSA 6oranTsa 0iai i Aooma-
raHs cs CyCIiAbHOM cripaBeaAnBocTH. Ao To# rpymst Koaecca 3apaxyBaa TixK HeYbICACHHBI

Ha /AeMKOBMHI iCTOPUYHBI CIIOMMHBI, ITiCBHI CBITIBAHBI AASl AITH i IIpe3 AiTH, AOBEIKY

76)  Bacuab Xomux, “PexpyTunHa B HApOAHNX AeMKiBCbKUX mticHsx, Hause cro6o up. 40 (Warszawa, 1959).

77)  Isan Maitunk, “AeMxiBchkuit MysHUHUI QOABKAOP ..., c. 143. ITopisHait Tix: Béla Bartdk, “The Melodies of
Hungarian Soldier’s Songs,” B: Benjamin Suchoff, pea., Béla Bartdk Essays, New York Bart6k Archive Studies in
Musicology, no. 8 (New York, 1976): 50-57.

78)  IMocmotp rik: Imrich Sedlék, Ladislav Sotdk, “Ameriku som zvandroval: Vyst'ahovatelstvo v 'udovych piestiach
juzného Zemplina podl'a zépisou v rokoch 1953-1955." Nové obzory 4 (Kosice, 1962): 291-312.
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MiChHIO, LIIAMH PsIA HEOKPICAEHBIX IiCEHD i TaKbl KOTPHI CYT MillIAHOTO 3MICTYy. CuBuLKil
AOAAA Ty TIChHI IPO o6po61<y A€HY i KOHOIIEAB. Aoparn Ty TiX Tp66a 301FHUIIKBI TTiChHI,
KOTPBI AABHIHIIE MyCiAU OBITH YBICACHHBI, AA€ 3 3aHEMAAOM 30iIFHUIITBA 3aTpaTHUAH CA.
B aeBarnaauersim Bini [oaroBankiit Hamevaraa ix YK A€M Iapy, a Mi3HiimIe q)OAbKAOpI/ICTbI
HE 3aIIUCYBAAH X HUSAK A€M EACH Xomuk”’ IPUCBATHUA iM KyC yBarkl, BEL|€ OAHAY€ TOAQFOYbI
IiCeHb PO 30IMHUKIB SIK 30IHUIKBIX.

I'Tia orastAOM My3BIKBI ACMKiBCKa ITICBHS € )KBABOTO XapaKTEPY, TAK AK ITiCHS HA iHIbIX
PYCHHBCKBIX TepeHaX. BekimicT AeMKiBCKBIX ChITIBAHOK € Ha €ACH T'OAOC, 2 ACM ACKOTPBI
Ha ABa LiM TpHU. SIK OAHAde 3rapyBaHO IEpIIE XOPOBE ChIliBaHs ObIAO 6ap3 MmoubIpeHe Ha
AeMKOBHHI i BKa3aA0 cs AyXKe 36ip01< AEMKIBCKBIX ChIIIBAHOK B o6po6ui Ha xip. Koaec-
Ca HE BBIPI3HUA AEMKIBCKOM TAHEYHOM MY3HIKbI IHUINYYbl, IITO HE HAIIOA BiH TMIIOBOM
AEMKIBCKOH TaHeYHOH ¢popMbl. BkasyBaa BiH mpu ThIM Ha Y>KbIBaHs 1pe3 AeMKiB popMbI

IIOABCKBIX KPAKOBSIKIB, YKPaiHbCKbIX IIYMOK i (I10 4acTH 3MiHEHBIX) KOAOMHIIOK.

79)  Bacuab Xomux, “36ifinnupki nicui 3 Aemkismunn,” Hame cro60 up. 42-44 (Warszawa, 1962).



IToyaTok eTHOrpadivHBIX HATPAHb
HapOAHOU MY3bIKbI

ITeprust mpoOBI HAarpaHb HAPOAHOM My3bIKbISO CiraloT HEOMaAO CAMOTO ITOYATKY TECTIB
B 3aIIMCi MYy3bIKBI, pO6ACHbIX TaK B HAYKOBBIX K i KOMepIMHHBIX Liasx. ETHOrpadsr ckopo
3aLleKaBUAU cs1 “MaubiHoM EAicoHa,” KoTpa HEAOATO cTaAa €51 TOAOBHBIM 3HAPSIABOM IX Tepe-
HOBOM npaui.81 Tax cs1 3A0KBIAO, IIITO HepIle IMOKOAIHS BHIPACTaloye 3 I‘paMo(l)OHOM Eaico-
Ha POCAO TIX ITiA BIIAUBOM (aclIMHALINI TPAAUIIMIHBIMA EACMECHTAMH iX piAHOM 260 iHYBIX
KYABTYP. 3aro HEPIIbI TPU AECATAITS ABAALIETOTO BiKa OBIAU CHBIAKOM npani YbICACHHON
rpynbl eTHOIpadiB Ha IIABIM CBBITi, KOTPBI AOTEPAAH AO PIKHBIX ITyHKTIiB Ha 3€MAI, IITOOBI
3o6paTI/1 3BYKOBBI 3aITHCBI TPAAMIIMHIHBIX KYABTYP. B ThIM TiK yaci mTopas Berje BYCHBIX HA
PILKHBIX YHIBEPCUTETAaX BKa3yBaAO 3aIIEKABAIHS CTYAIOBAHbOM ThIX HATPaHb, KOTPBI AABAAU

CbBIAOLITBO PO ThIX, KOTPBI iX TBOPHAH i THIX, KOTPBI iX CAyXaAH.

Lira ToTa AIABHICT AOBEAQ HE AGM AO CTBOPIHS Ao6pi 3AOKYMEHTYBAHOTO My3bIYHOT'O Ma-
TEPHSIAY, AA€ IITO BOXKHIMIIE CIIPUYBIHMAA CSI TIK AO 3aTAABHOTO (8 AEKOTPBIX IIPUITAAKAX ChBITO-
Boro) 3aI[EKABAIHS i TOIIAHBI B3ISIAOM MYS3BIKBI i IIOLIAHBI AASL KYABTYP, KOTPBI €/ CTBOPUAH. Toro
HOBEC 3aXOIIAIHSI MAAO AAACKO IAYdbI epeKThL, 00 He A€M OTBOPHAO ABEPH AO HOBBIX AOCAIAXKBIHD,

80)  Ocraruro Miki Tapr/Mickey Hart, sHanmit six nepxycionicr ancambato Ipeiitgyan Aea/Greatful Dead criampa-
moBas 3 K.M. Kocmsiapom/K.M. Kostyal s Hamionaas Axxeorpadix/National Geographic mro6e1 Beimposykysaru
KHWKKY: Songcatchers: In Search of the World’s Music (Washington, D.C., 2003), KoTpa AOTBIMBIT TaK iCTOPHYHBIX
siK 1 JapTa BAACHBIX HATPAHb HAPOAHOH My3bIKbI 110 1iAbIM cbBiTi. CrieliaAbHI IHTEPECYIOUbI CYT TIK IHTEPHETOBBI
crpansl: “Resources on Early Recordings of the Music of the World, http:/ / Www.bolingo.org/ audio/texts/
articles.heml; aocryne 10 aunus 2007, University of Washington Libraries, “Early or Historical Sound
Recordings Collections;” http://www.lib.washington.edu/music/records.html; socrymse 10 anms 2007.

81)  Beue npo roro: Erika Brady, A4 Spiral Way: How the Phonograph Changed Ethnography (Jackson, Miss, 1999).
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A€ 4acTO 30€PErAO 3BYKOBBI 3AIIUCHI KYABTYP 1 I3bIKIB, KOTPBI 3 PKHBIX B3TASIAIB [IEPECTAAH iCHY-
BarH 200 mepemAy BeAUKb! 3MiHbL* STk AAACKO IAyYBI | [IOYATKOBO HE IEPEABHAXKCHBI HACTYIICTBA
MaAO TOTO BYACHE HATPUBAHS HAPOAHOM MY3BIKBI ChBIAYAT ABi ITOAIL 3 KiHIIS ABAALIETOTO BiKa.

I'lporsirom ocTarHix ABicTa POKiB aBCTPaAIHCKEI A60p14rem>1 CTPaTHAM BAACHICT CBO-
Mot 3eMAl. AAst HuX IPaBO BAACHOCTH 3€MAI iCHYe B (l)OpMi IiChHI, MITiB i HAPOAHOTO 006-
psiAy — a He Ha nanepi. ABCTpaais opHade — OyAy4bl 3riAHI 3 OPUTHICKBIM IPABOM B Yaci
€BPOIEHCKOM KOAOHI3aIIMi ferra nul[z’m/nopoxnﬂ 3€MAsl — HE IPU3HABAAA IPaBa A6op1/1re-
HiB A0 ix 3eMai. B 1992 poxy eacH 3 Haﬁ6ap>1<e APaMaTHUYHBIX CYAOBBIX IPOLIECIB B icTOpHi
Ascrpaaii nepemir konuenumio terra nullis. Tlaems Mepem/Meryam 3 octposa Mypeii/
Murray Island cipotusuao cs ypsiaoBu nposinuui Ksincasua/ %eensland, KOTpHUI1 KO-
pHUCTaA 3 0CTpoBa 6e3 PeCIIeKTyBaHs iX IIPaB i BBIIPaAH HPOLIEC B CYAL AOBEAU OHM CBOHOM
BAACHOCTH OCTPOBA IIOKAMKYIOYBI Cs Ha 30eperats CBOiX 0OpsIAIB i 1paBa, a siK ChbBIAOLITBO
KYABTYPOBOT'O THIPBAHS MEPEACTABUAM MEAIKE iHYBIMA APXiBaAbHBI MATEPUSABI — BOCKOBBI
LMAIHAPHYHBI HarpaHsi, 3HUMKbI 1 $piabMbl 3po0OaeHbl npe3 KamOpuasxeky Excrieannmo/
Cambridge Expedition, xorpoii uaeHs! mpuixasu A0 ix npeakis B 1898 poky. Hacryncrsom
TOM CYAOBOH CIIPaBbI 6B1A0 NPU3HAHA B IiAiF ABCTpaAii HAPOAHOTO IpaBa BAACHOCTH 3€MAL
(native title) srigHi, 3 KOTPBIM MO GBIAO BHOCHTH CIIPaBbI AO CYAY.™

Apxis Hapoanoit Kyasrypst/Archive of Folk Culture npu Bi6aioreni Kownrpe-
cy/Library of Congress o0 1985 poka ckaraaorysaa i meperpas BLIBITKBI iHAISHBCKBI
LIMAIHAPUYHBI 3aIIMCBI 30 CBOHOH KOACKIIHI. rpaHT 3 Oynpanni Popaa/ Ford Foundation
MOMII' pO3IOYaTH TPETIH €Tan IMpali 3 ThIMAa MaTEPUSAAAMHU — IIOBEPHEHS iX IAEMEHAM Ce-
PEA KOTPBIX ObIAM HarpaHbl. 3 BeLie SIK COTKOM IHAISTHBCKBIX CYCIIABCTB CKOHTAKTYBAAU CSI
npauiBauksl Llentpa, yactuna InaisH srosomansa cst cama. OA3BYK TOM ALSIABHOCTH He ObIA
€AHO3HAYHMI. XOIl HEKOTpPBI [HALSHE 3 PIKHBIX B3TASIAIB HE XOTIAM OTPUMATH THIX HAaIPaHb,
a APYTBI OBIAU 32BEACHDI, 60 MAAH HAAIIO, XK€ IHIOTO POAY MATEPUSIABL OCTAAH C51 I1O iX IIPEAKAX
— Ay>Ke TILUBIAO CSI 3 IIOBEPTAI0YBIX CKapOiB HAPOAHOI KyABTYpbl. HekoTpbl crBepaskaaw, xe

BIIBITKO TOTO, IITO 6I>IAO HarpaHe AaAi Mae MiCI_];C i AOBOAUT X KYABTYpPOBOTO TI)IpBaHSI.g4

* X K X X Xk kX k k% k

82)  Tjeerd de Graaf, “The Use of Sound Archives in the Study of Endangered Languages,” B: Gabriele Berlin, Artur
Simon, pea., Music Archiving in the World: Papers Presented at the Conference on the Occasion of the
100th Anniversary of the Berlin Phonogramm-Archive (Betlin, 2002): 101-107.

83)  Grace Koch, “Songs, Land Rights, and Archives in Australia,” Cultural Survival 20, up. 4 (Cambridge, Mass.,
1997): 38-41, nepeneyarane Ha:
hetp://www.culturalsurvival.org/publications/csq/csq-article.cfm?id=614; aoctynue 10 anmus 2007.

84) Judith Gray, “Returning Music to the Makers: The Library of Congress, American Indians, and the Federal
Cylinder Project,” Cultural Survival 20, up. 4 (Cambridge, Mass., 1997): 42-44, nepeneyarane Ha:
http://www.culturalsurvival.org/publications/csq/index.cfm?id=20.4; aooctynne 10 anms 2007.



Iouarok eTHOrpadiuHbIX HArpaHb HAPOAHOI MY3BIKBI

3po06AiHs HafICTapIIbIX 3HAHBIX HATPaHb HAPOAHON My3BIKbI IPHIHCYeE cs1 Askeci
Boabreposi @roxc/Jesse Walter Fewkes (1850-1930), xorpuii B mapuu 1890 poxa noixaa
A0 amepuKaHbckoro Micta Kaae/ Calais, B mretiti Mein/Maine, ae KOPHCTAIOYHI 3 POHO-
rpady HarpaA HAPOAHBI ChITiIBAHKbI, OTTOBIAQHS 1 6eciAy Inaian 3 maemenn [Tacamaxsani/
Passamaquoddy.®® 3a num impr B 19-ThM Bilti iHUBI HArpUBaAM aMEPUKaHbCKBIX [HAISH.
Mepsxe auma 6p1au @pancic Ast Paemr/Francis La Flesche (1857-1932) i Aaic Kaniarram
®acuep/Alice Cunningham Fletcher (1838-1923), xorpet 0 1895 poxa Harpusasu In-
aistH Omara/Omaha.®

Cepea nepuisix EBporieiiypIkiB HarpuBaroubIx HAPOAHY MY3BIKY OBIAO BEAHKE YBICAO
HimiiiB, KOTpHI i3AMAM HE A€M AO PDKHBIX YaCTHH CTapOro KOHTHHEHTY (XopBaTiﬂ 1901,
Baaig 1905, Ipasnais 1907), aae Tix Ay>KE AQABIIIE, BAYYaroubl Meadke iHdbiMa: [ loayaHbOBY
Awmepuxy (Aprentuna 1905/1906), Adppuxy (Cxianst Adppuxa/Tansanist 1902, Erunt 1903,
Pecry6anxa [Toayaubosoit Appuxst 1905, Konro/3aip 1906, Kamepyn 1908), Asito (Kurait
1901-1902, Cupis 1902, Typkecran 1904, Inais 1905, Lleiiaon/Cpi Aarka 1907, Mownroais
1909), Ascrpaaito i Oxeanito (Apxineasr bicmapka 1904, Hosa Isinea 1904/1905).

Meake mepuipiMa HarpuBadaMy HApOAHON My3bIKbI 6biAH TiK ABcTpusik Peaixc
M. Excnep/Felix M. Exner, oa 1899 poxka i ®panuys Asyae/Azoulay, op 1900 p. Aecu
xoa0 1900 poxa HopBexckiit ¢poabkaopuct Pikaps Bepre/Rikard Berge (1881-1969)
3pobua ponorpadiunsl Harpans skucbx 120-TbOX MeAOAi#H rpaHbIx Yepes ckpunka Kuy-
ta Aaas/Knut Dahle (1834-1921).

Haricrapmust narpans B Esporni (1894) spobpian opnade Pocusine A. Apenckiit
i FO. Baok. Oa 1896 poka po6usa B Pocui narpanst Esrenis ITanpin-Ainesa (1854-1919),
KOTpa 3aiHTepecyBasa cs1 poHorpadom B yaci nepebsiBarst 8 Hio HopKy (1892-1896),% ro-
AOBHI 32 CIIPaBOM My3bIMHOTO KpuTHKa 1he New York Tribune — Ienpu EaBapaa er6iA51/
Henry Edward Krehbiel (1854-1924). IlIbipoky akumio HarpuBaHs HapOAHBIX ChITIBAHOK
B Pocui AineBa posnoyasa B 1897 poxky. IIporsrom tprox pokis Harpasa 170 cemisanok

B OCCMHAAILICTbOX CCAAX (CCMOX rY6ClefI) HC IICPpCHUMAIOYbI C51 ThIM, IITO Pocusine CI_ICI'ITI/I‘{Hi

85)  Cnpasospans 3 nopopoxsr: Jesse Walter Fewkes, “A Contribution to Passamaquoddy Folk-Lore,” The Journal of
American Folklore 3, up. 11 (Boston, New York, Oct.-Dec., 1890): 257-280. Qrokc mucaa Tix Hpo BHIKOPHCTAHSA
¢onorpady ao errorpapiunoit npaui: “On the Use of the Phonograph among the Zuii Indians,” American
Naturalist 24, no. 283 (1890): 687-691; “On the Use of the Phonograph in the Study of Languages of American
Indians,” Science 15, no. 378 (New York, 1890): 267-269.

86) Beue npo Toro mocmorp: Dorothy Sara Lee, Maria La Vigna, peaaxropst Omaha Indian Music: Historical
Recordings from the Fletche/La Flesche Collection (Washington, D.C., 1985).

87)  “Norwegian Sound Recordings;” B: Per Dahl, pe., Plan for the Preservation of Norwegian Sound Recordings (Stavenger,
1977), nepeneyarane Ha: http:/ /www.nb.no/ Vernepla.n/ lyd/ english/ €03.html; soctymue 10 auns 2007.

88)  James Bailey, Mikhail Lobanov, “A Collection of Translations of Russian Folk Songs: E.E. Lineva’s Visit to
America (1892-1896), SEEFA Journal 4, np. 2 (Lawrence, Kans., Spring 1999): 24-34, nepenevarane Ha:
http://www.irginia.edu/slavic/seefa/ LINEVART.HTM; socryme 10 anmms 2007.
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CMOTPHAH Cs1 Ha BRIKOPHCTaHs npe3 Hio ponorpady. B 1901 poxy Ainepa sanmcysasa Harpass
B okoauLax Hosropoay, a B 1903 poky criopsiariaa HarpaHs HApOAHOH MYSbIKbI Ha YKpaiHi.
B I'loaraBckiii rybepHii Harpaaa ona 120 coniBanok.*’ Ha ocHoBi cBoix Harpanb AiHeBa Harm-
CaAa IPAL}o IIPO POCUICKY HAPOAHY MY3BIKY,” aae AeM 65 3 ABOX THICSIMU 300paHbIX IIPe3 HIO

CHITIBAHOK OBIAO HareyaTaHbIX. Ae HAXOAUT Cs1 pelITa KOACKIMI He 3HATSL.

Hanisroust Pocui Harpans, B okoanii Apxanreabcka, poOaeHO ysk B pokax 1899-1901.”!
Koau B 1897 poxy Amepuxansckiit Myseit Harypaasnoit Ieropui/American Museum of
Natural History posmoyaa HpoeKT HOpiBHABYBIX CTYAIH MiBHIYHO-3aXiAHBOH AMEPHUKBI
i niBHigHO-cxipnbOrO Cubipy (Jessup North Pacific Expedition) a0 ciianparyi B cubipexiit gac-
THHI €KCITEAUIIN 3aIPOIIEHO ABOX POCHHCKBIX eTHOIpadiB: Baaaimipa boropasa (1865-1936)
i Baapimipa HMoxeabcona (1855-1937). Iepmmii, mpu momous! oHOrpady, CIOPIAHUA 3ATTHCHI
$OABKAOPY B3AOBXK PiKbI AHAAUD (1901),a ApyTHIt B3AOBX pikbl Koanma (1902).72 Oa 1902
A0 1905 poka moabckiil moaitnanuit BsaseHb bponicaas ITiacyackiii/Bronistaw Pitsudski
(1866-1918) Harpaa cpriiBanksl naemena Ainy/Ainu Ha ocrposu Caxaain. B 1908 poky npo-

BaA>KCHO HarpaHs B IIOAYAHBOBIH 9acTH POCHIICKOro 1apcTsa B [pysii”

Ilepme Harpans Ha Ykpaini cnopsaua Basentnn Momkos, xotpuii B 1898 poxy
3aIIMCAA HEBEABKY YacT BEPTEIHOIO MepeAcTaBAins. Harpans o opnade He 36eperao cs.
I'Tepursiv 3opranisyBaHBIM HarpUBa4OM HAPOAHOM MY3BIKbI Ha YKpaiHi 661a Ocun Po3aoab-
cxiit (1872-1945). 28 xsitrs 1900 poxa 3po6ua BiH nepuibl po6HbI 3anuch Ha pororpadi
TPHUALIETHOX HAPOAHBIX MEAOAIH B ceai KorypiB, a AeH miHilIe ABAAIIET EACH MEAOAIH B ceAi
Ipunis — 06a B I'lycromurisckim paitoni AbBiBckoi obaacti.’* Ao iHYBIX BYACHBIX HarpaHb
Ha Ykpaini pooBeaa noetka Aecst Ypainka (1871-1913), korpa 3aa6asa o 3pobaiss Harpans
B eil piaabiM ceai Koaoaspxue Ha Boauni. B 1908 poxy sopraunisysaasa i cinancyBasa oHa
eTHOrpadiuHy excrieannuio Ha I ToaraBuipiHy 3 1ialo Harpusass ko63apis. Ha skaas napcket
BAACTH HE AO3BOAHMAU EKCIICAHULIIIO IEPEIPOBAAUTH. TOBABI YKpaiHKa, KOTPa AO TOTO Yacy

89) Cwmorp pamopr 3 Toil eTHOrpadiuHOi mopopoxsr: Esrenust Aunesa, Onvim sanucu gonozpagom yxpaunckux
Hapoaybzx nhcen u3 mysvikasvno-smuozpaduyeckor nob3oxu 6 Tloamasckyro 2y6. 6 1903 .. (Mocksa, 1905),
TIK B aHTAMACKBIM 11epeBoAi: Folk Songs of the Ukraine: an Experiment in Recording Ukrainian Folk Songs by
Phonograph During a Musical Ethnological Excursion to the Province of Poltava in 1903 (Godfrey, IIl., [1958]).

90)  Beaixopyccxis nbenu 6 napodnoi zapmonusayin 2 romnt (C.-Ierepbypr: Fimm. Axasemis Hayk, 1904-1909), Tix
B aHTAMICKBIM NIepekaaai: Peasant Songs of Great Russia: as they are in the Folk’s Harmonization: Collected and
Transcribed from Phonaograms 2 tomet (Moscow, 1905-1912).

91)  Aackcanap Amurpuesny Ipuropes, Apxanzeasckis Gorannvt u ucmopuueckis nbeui ¢ nanbsamu, sanucannoimu
nocpedcmeom gornozpaga, 3 romn (Mocksa, Cr.ITerep6ypr, [para, 1904, 1910, 1939).

92) Tatyana Shentalinskaia, “New Materials on Russian Folklore from an American Institution,” SEEFA Journal 3,
up. 2 (Lawrence, Kans., Fall 1998), nepeneuaranae na:
http://www.irginia.edu/slavic/seefa/NEWMATS.HTM; pocrynne 10 anns 2007.

93) AuMuTpiit ApakumBuam, Hapoﬁuaﬂ nhcnsg Sanadnoi Tpysiu c npuroncenien 83 nbcen 6 fmpot)ﬂaﬁ eapmonusayiu,
sanucantvix gonozpagom (Mocksa, 1908).

94)  Ipuna Aosraawok, Mysuuno-emuozpagivna disavricms Ocuna Posdoascoxozo (Kuis, 1997): 10-11.



Iouarok eTHOrpadiuHbIX HArPaHb HAPOAHOI MY3BIKBI

caMa HaBYbIAQ CsI HarpuBaTu Ha poHorpadi, Oyayust Ha AikyBanio Ha Kpbivi noixasa oo Ce-
BacTomnoAs Ac Hamaa [nara Tonuapenxa (1837-1917), eAHOTO 3 HAMAIMIIBIX YKPaiHbCKBIX
K063apiB i npuBeaa ioro Ao SaTe Ha Harpans. Bicemmaauer 3PO6ACHI>IX TOBAbI HarpaHb
BbIcAaHO A0 poabkaopucta Pisspera Koaeccrr (1871-1947), koTpwmii ix BBIKOpHCTaA AO
CBOIX MY3BIYHBIX CTYAI. 3aA0BoAeHA moeTKa mucasa A0 Koaeccer: « Tenep monceme n]msﬁugi
nOBicI, WIMO HAMA NICLHS | dyMKA He 3azute, a 0yde ncoimu.” Ha Ykpaini HarpusaHo T

JKHAIBCKY My3BIKY IITO HaiiMeHblue 0 1912 poka.”

Iepusr Harpanst cepea IloasiiB 3pobua B 1904 poxy Poman 3asiainbeki/Roman
Zawilinski (1855-1932), xorpuit B 3akomanomy Harpas S[na Cabaay Omiopa/Jan Sabala
Junior.”*CrcreMaTiMHBI HarpaHs IOABCKOI HAPOAHOH MYSBIKbI po3rodato B 1913 poky, koan Ha
IToaraai FOarom 360poscki/Juliusz Zborowski varpaa 100 uuaisapis. B temv cambiv poui Aai-

uist Cimon/ Alicja Simon npauroBaaa 3 pororpadom B eHTpasbHiii I Toabuisy, Ha Masoum.””

I'To moayanboBiit crpani Kapnar yx 8 1895 poxy Maasipcke Ernorpagiune Tosa-
pucTBO nepexoHaso MinicrepcrBo Kyasrypsr A0 Kynaina ¢poHorpady 3 misko samucysa-
Hs HapoaHO#1 My3biKbl. [lepmbt (B 1896) Takpl Harpanst po6ua Beast Bikap/Béla Vikar
(1859-1945), Tak mro Ha Cesirtosiit Beicrasi B [Taprxy (1899) nepeacraBacHo HeOMaAO
500 uAiHApIB 3 HArpaHAMU MaAsIPCKOM HapoaHOH My3bIKel. Op 1898 a0 1912 poxa Bi-
Kap Harpaa 1500 MaAspCKBIX HAPOAHBIX MEAOAIN. B FIOTO ChAIABI IIIIAM iHYBI MAASPCKEI
36epaunl, ase rososHi 3oapran Koaaai/Zoltdin Kodaily, (1882-1967), xorpwmii narpaa
3000 menoaiit meaxe 1905 a 1917 poxom™ i Beast Baprox/Béla Bartdk (1881-1945), xo-
Tpuit Measxe 1905 a 1918 poxom Harpaa 2700 meaoaiit. Pasom 30 36ipkamu iHubIX Harpu-
BaviB A0 1920 poka Harpano (pa30M 3 piXKHbIMA BapiaHTAMM ThIX CaMBIX MCAO,A,ifI) Aecu
CiM TBICSYU MAASAPCKbIX HAPOAHBIX MeAOAi.”?

Xor baprok ispAuA TOAOBHI TaM Ae Memmkaso Ayxke MaaspiB mosHaA BiH TDK iHYEI
CXiAHBO-EBPOIENCKBI HAPOAHBI MEAOAIL HCPCB}OA Tk 0apaHsA B Typequlﬂi,loo a MEIIIKAIOYbI

YK B AMepHIli IIOYaTKOM POKIB COPOKOBBIX OITHCAA BEAUKY 30IpKy HAPOAHON My3bIKbI

95)  AexoTphl 3 ThX HarpaHb Bbiaasa Harionaabna BiGaiorexa Yipainst im.Bepraackoro (korpa ma 1017 nmain-
APiB €Bpeiickoil Mysbikbl) Ha anckax: Treasure of Jewish Culture in Ukraine: Reproduced from Phono Cylinders
Recorded in 1912-1945 (1997), i Materials of J. Engel Ethnographic Expedition 1912 (2001). Illsipme npo Toty
xoaekio uue Aroamuaa Ilosoxosa, Ponoapxus esperickozo my3vikaivno2o Haciedus (Kwuis, 2001).

96)  Piotr Dahlig, “Pierwszy zapis fonograficzny folkloru polskiego (1904),” Muzyka 2 (Warszawa, 1997): 57-70.

97)  Piotr Dahlig, “Early Field Recordings in Poland (1904-1939) and Their Relations to Phonogram Archives in
Vienna and Berlin,” B: Gabriele Berlin, Artur Simon, pea., Music Archiving in the World ..., c. 205-218.

98)  Aesxnl 3 Harpanb Kopasioro cropsiasxenst B poxkax 1912-1917 Beiaano Ha ABox auckax: Hungarian Folk Music
(Hungaroton, 2002).

99)  Béla Barték, “Hungarian Peasant Music (1933),” B: Benjamin Suchoff, pea., Béla Barték Essays, New York
Barték Archive Studies in Musicology, np. 8 (New York, 1976): 84.

100) A. Adnan Saygun, Béla Bartdk’s Folk Music Research in Turkey (Budapest, 1976). Aesikpl 3 Typewkbix Harpanb Baproka
3 1936 poka BbiaaHo Ha ABOX Auckax: Tiurkish Folk Music Collection (Hungaroton Classics HCD 18218-18219, 1996).
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3 aasHol FOrocaasii,'"! Harpanoii npes Misabmana [Tepu/Milman Parry (1902-1935). Ao-
KAAQAHI TTOPIBHYIOYB! PDKHBI HAPOAHBI MEAOAIL, CTPYKTYPhI MY3bIKbI, PUTM, i TapPMOHIYHBI
cucrembl BapTok repeA MoAOBHHOM POKIB TPHALIETBIX CTBOPBIA MOACAD IIOXOAXKBIHS i pO3BH-
TKY BEAUKOH YaCTH CXIAHBO-€BPOIICIICKO My3bIKbL.' "

baprok 3o6paA (B TBIM Ha c1>0Horpac1>) BEAMKE YBICAO CAOBALIKOM My3bIKbL. Aecu 2,5
THICS4A 3 THIX MEAOALI BBIAAHO B ABOX TOMAX 2K 110 1010 cMepTH. ' CAOBALIKBI HAPOAHBI MEAOAII
sarmcyBaa Ha ¢ponorpadi yx B 1899 poxy Kapoas Measenxi/Karol Medvecky (1875-1937).
Harpaa Bin cpniBanKks! i iHcTpyMeHTaABHY My3bIKY ceaa Aetsa/Detva.'* 3amment cepep Cao-
BaKiB po61/1Ao MI3HINIIE 3HAYHE YBICAO 3HAMEHUTBIX eTHorpacl)iB, B ThIM 3IaAQHHUH YK BiKap,
Koaaau, Ainesa i Aeom Snavex/Leos Jandc¢ek. MOKAUBBIM € HITO AESKBI 3 THIX 30bepauis
$OABKAOPY AOTEPAH AO PYCHHBCKBIX ceA. He € cymHiBy, mTo pycunbcky Mysbiky 3Haa baproxk,
koTpuit okpeM CAOBAYYBIHBI 3AIHCYBAA TDK My3bIKy cepea PymyHis 8 Mapamapory.

Haser npotrsrom I'lepuroit Crsitooit Biitrer pO6ACHO 3BYKOBBI 3aITHChl. JHAHHI 30
CBOJOTO 3aLIEKABAIHSI HATPUBAHbOM PDKHBIX (He AeM) eBpomeickbix becia'® Ponorpadiu-
Huit ApxiB ABctpuiickoil Akapemii Hayk AoBea A0 HarpaHs BOSIKIB HEOMAAO BIIBITKBIX Ha-
1I[iOHAABHOCTH, KOTPbI CAY>KbIAH B aBCTPO-YTOPCKii apMii.M Harpano ToBABI MeAXKE iHYBIMA
YKPaiHbCKBIX BOSIKIB, 2 30praHi3yBaHbOM HarpaHs yKPaiHbCKBIX IAIHHBIX BOSKIB 3 POCHICKOM
apwmii sansia cs1 ainrsicr Isan [Tanskesua (1887-1958), kotpuit B pokax 1914-1916 mipmsia
€51 ABOX EKCIIEAUIIMI AO AArPiB AASI IAIHHBIX SKOBHIpiB. MeAyke HarpaHbIMa BOSIKAMH, KOTPBIX
moBy I TaHbpkeBUY XapakTepusyBaa s 3HauHi 3pycudikysany, 6514 Peaip [epderxo, BHyK ce-
crpu Tapaca [llepuenxa (1814-1861). B 1916 poxky Biaenbckiit Apxis mocaaa [Tanpkesuya Ha
Boauns 3 11iAlo HarpuBaHs, ae HiMeIIKe BiliCKOBE KOMaHAYBaHs HOTo TaM He AomycTuao. [ To-
BEAO My Cs1 OAHAYE 3pOOHTH ACSKBI Harpans B ceai Bepxo6ysx xoao 3oaouesa (1918).17

* K Kk X X ok X ok k k

101) Bexuict 3 ThIx OIMCIB HareaTaHo 1o cMepTH BapToka, BAy4al0ubl 1apy NONMPaBACHBIX CAULIMIL, 3 KOTPBIX Hail-
Hosmowm € tora: Béla Bartdk, Albert B. Lord, pepaxuns Benjamin Suchoff; Yugoslav Folk Music, New York
Barték Archive Studies in Musicology, no. 9. 4 Tomsi (Albany, N.Y, 1978).

102) ITocMOTp cs1 Ha KOACKLMIO FOro My3bluHbIX ITpaub: Benjamin Suchoff, pea., Béla Bartdk Essays, New York Bartdk
Archive Studies in Musicology, no. 8, (New York: St. Martin’s Press, 1976).

103)  Slovenské l'udové piesne, 2 Tomnt (Bratislava, 1959-1970).

104) Csaoro npauto npeacrasua B: Detva: monografia (Detva, 1905).

105) Gerda Lechleitner, “The Phonogrammarchiv’s Historical Recordings: Sources for Music of Minorities?”
B: Pettan Svanibor, Adelaida Reyes & Masa Komavec, peaaxroper, Music and Minorities: Proceedings of the
I¥ International Meeting of the International Council for Traditional Music (ICTM) Study Group Music and
Minorities, Ljubljana, Slovenia, June 25-30, 2000. (Ljubljana, 2001): 149-158.

106) Ilpukaaabl ThIX HarpaHb BbIAAA BiacHbCKil ApxiB Ha aucky: Soldier Songs of the Austro-Hungarian Army/
Soldatenlieder der k. u. k. Armee (2000).

107) Muxkoaa Mymnka, Losocu npeaxie: 368yK06i 3anucu porvkiopy Saxapnamms i3 apxiey leana Ianvkesura (1929,
1935) (Presov, 2002): 30-35, 41.
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Harpusans HapoAHOH MY3BIKBI MaAO IOAHE IONEPTS HAYKOBBIX IHCTUTYLIMIL.
B Awmepuui Briopo Amepukansckoit Ernoaorii/Bureau of American Ethnology npu
CwmitconcksiM [ncruryTi/Smithsonian Institution, ocnosane B 1879, akTuBHi BAyYbIAO
Csl B 366pe>Kb1H5{ 3aIIUCiB HE A€M HAPOAHOM MY3BIKBI, AA€ TiK MOBBI AESKbIX IHAIAHBCKBIX
IAEMEH, KOTpHI rHecka yx He ichyoT (Kpoa/Crow, Toni/Hopi, Haaro/Navajo, Omara/
Omaha, Yre/Ute, 3yni/Zuni). Harpans ToTs! 36eperaior cst rHecka B YbICACHHBIX apXiBax
Awmepuxsr,'® a naisene 3 nux € B Apxisi Hapoanoit Kyasrypsi/ Archive of Folk Culture)'®
npu bibaioreni Konrpecy/Library of Congress. 3 10 Thicsiun LIHAIHAPUYHDIX HATPaHDb TaM
30epeXKEHBIX K 8 THICSYU AOKYMEHTYE ChIIiBaHYy i OeCiAyBaHy TPaAULIMIO aMEPUKAHBCKBIX
InpisiH. ApXiB TOT MAHMMAT Cs TDK IEperpUBaHs i 3abesnedaHs MY3bIKbI HaTPaHOU 1032
Awmepuxom. B 1993 poxy Bbibpano 400 LuAIHAPHYHBIX HArpaHb YKPaiHbCKbIX KOO3apiB
AO TIEPEBE3IHA AO AMepHKbI 3 LiAIO meperpans i 3abe3IedbIHs 3riAHI 3 AOMOBOM MEAJKE
Awmepukanbckpivm Lenrpom Hapopnoro JKeitst a Incturyrom Mucrenrsa, ®ospkao-
py i ETHosorii B Kuesi. Craao csi TO MOXXAUBE 3aBASIKBI BCIIEPTIO The Maria Yasinsky
Murowany Foundation.* Ingom aMmepnKaHbCKOM IHCTUTYLIMHOM 3 YBICACHHBIMA (B TBIM
caaBsiHbcKbIMa'!!) IMAIHAPUYHBIMA Harpansmu € Apxis Tpaaunuitnoit Myssiksr/Archive
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of Traditional Music npu Yuisepcuteri Inaistup/Indiana University''?, korpuii neperpu-

MYE CiM TBICSYH LIUAIHAPIB.

Beanka vactuna eTHOrpadidHBIX HarpaHp 3p06ACHbIX B LICHTPAABHIN 1 CXiAHIN
Espomi Haxoaut cs B ocHoBaubiM B 1900 poxy bBepaincksiv Qonorpadiunsiv Apxi-
Bi/Berlin Phonogramm-Archive'® airousiv npu Ernorpagiunsim Mysero/Museum
fir Volkerkunde. Tor HaiiBekmumii Ha CBBIiTI BAACTUTEAb LMAIHAPMMHBIX HarpaHp''*
(15 ThIcsram Ha 145 ThICSYM BIUBITKBIX HarpaHsb) € op 1999 poxa na aucti UNESCO: Cnn-

cok Tamsitu Cosita/Memory of the World Register.'"> Ernorpaiunmit Myseit/Néprajzi

108)  The Federal Cylinder Project: a Guide to Field Cylinder Collections in Federal Agencies (Washington, 1984-).

109) Archive of Folk Culture Collections http: // www.loc.gov/ folklife/archive.html; aocrymue 10 auns 2007.

110) Joseph C. Hickerson, “When Can I Hear the Cylinders?”: Photographs from a Trip to Ukraine;” Folklife Center News
16, no. 3 (Washington, DC, Summer 1994), nepenesarare sa: http://www.loc.gov/folklife/ fen/Summer94.ext;
aocrynse 10 aurs 2007; “Foundation Supports Cylinder Project;,” Ukrainian Weekly 61, no. 1 (January 3, 1993),
nepeneyarane Ha: htep://www.ukrweekly.com/Archive/1993/019322.sheml; soctynne 10 aurms 2007.

111) Tatyana Shentalinskaia, “New Materials on Russian Folklore from an American Institution,” SEEFA Journal 3, up. 2 (Lawrence,
Kans,, Fall 1998), nepeneuaranac na: http:/ / www.virginia.edu/ slavic/seefa/ NEWMATS.HTM; pocrymse 10 annys 2007.

112) Archives of Traditional Music http://www.indiana.edu/~libarchm/; socrynne 10 aunus 2007.

113) Artur Simon, pea., Collections of Traditional Music of the World: Berlin Phonogramm-Archive 1900-2000:
(Berlin, 2000). B cotHy piuHuI1l0 OCHOBaHs apXiBa BHIAQHO TDK IUTBIPbI AMCKbI 3 IIPHKAAAAMH 30epexKeHOI
B HUM MY3BIKbI — 3 KOTPBIX IICPIINIT [1IAKOBUTO MPUCBSYCHHUH € IIUAIHAPUYHBIM Harparam: Music! 100 Recordingx,
100 Years of the Berlin Phonogramm-Archive, 1900-2000 (Wergo SM 1701-2—SM 1704-2, 2000).

114) Susanne Ziegler, “The Berlin Wax Cylinder Project: Recent Achievements and Aims,” 5: Gabriele Berlin, Artur
Simon, pea., Music Archiving in the World ..., c. 163-171.

115) htep://portal.unesco.org/ci/en/ev.php-URL_ID=4073&URL_DO=DO_TOPIC&URL_SECTION=201.
html: poctynue 10 auns 2007.
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Muizeum!''¢ B byaanemrTi yx 8 1919 poky mMaa Belle K ABa THICSYBI ITUAIHAPIB, 3 YOro
OiabuIicT ObIAQ 3 HAPAHSIMH MAASPCKOM MYSBIKHI i ... 38 3 pycunbckbsiva'l’. Tlisuifime
MY3€H AICTaA MEAJKE iHUBIMA BEAUKY 4aCT HarPaHb 3pO6A€HbIX npes Bikxapioro, Kopaaioro
i Baproxa. Koaekuus Tora oOHuMar rHecka 4,5 Thicsiaa uAinApiB. B Bekmocru cyT To Ha-
TPaHs MaAsSPCKOM MY3bIKBI, AA€ CEPEA HUX HAXOAAT CS1 TiK HATPaHs iHYBIX €THIYHBIX TPYII.
Ao 2000 poxa BUIBITKBI LIUAIHAPHUYHBI HarpaHs neperpano Ha CD',

3rapatu Tpe6a, ITO BUIBITKBI CAOBALKBI (i ACSIKBI PYCHHBCKBI?) HarpaHs baproka
nepenecens! 6b1au A0 CaoBarkort Mariusr/Matica Slovenska. B 1931 poxy Marina 6b1aa
OAITOBIAAABHA 32 CHOPSAXBIHA 131 HarpaHb CAOBAIIKOM HAPOAHOM MYSBIKBI. BIIBITKEI
IIUAIHAPBI 3 KOAEKIMI Marinpl nepire rneperpaHo Ha MarHETOQOHOBBI TACHMBI (1954),

a nisiitute (1996) na CD.'?

ICHyIOT iIIBI iHYBI BaXKHBI APXiBbl 3BYKOBBIX 3aIIMCiB AK TOTHI B Cr. HeTep6ypry,
[MTapuxy (1900), uu 3sykosuit Apxie Bpuruiickoii bibaiorexs/The British Library
Sound Archive,'® xorpuii Mae Tpu ThICSUYBI HUAIHAPUYHBIX HarpaHb.'?! Haficrapuisivm
Ha cbBiti (ocHoBaHuil B 1899 poky) € Ponorpadiunuit Apxis Asctpuiickoit Axape-
mii Hayk/Phonogrammarchiv der Osterreichischen Akademie der Wissenschaften.!2
Ao raecka apxis ToT 300paa 50 ThICAYM HarpaHb, B THIM 4 ThIcsi4bl 3 iepes 1950 poxa.
3a CBOIO AOATOAITHIO KOAEKLIIOHEPCKY AISABHICT — MOAIOHI sK 6cpAiHc1<a IHCTUTYLUA
— HaxoAuT BiH cs1 0p 1999 poxka Ha aucti UNESCO Crucoxk I'lamsaru Cesira/ Memory
of the World Register.'*

Y B 1900 poxy Ocun Possoabckiit mpeacraBua Ha 3acipanio ETHorpadiunoin
Kowmicui Haykosoro Tosapucrsa im. IlleBuenxa Bo AbBOBi cBOi mepiust poHOIpadivHbI
Harpass. 3poOMAM OHM TaK BEAHMKE BPAXKBIHS, LITO KOMICis 3apsiAMAa KYIHTH ABa
¢onorpadsr i miarpumaru ¢iHaHcOBO P03A0ABCKOro B HOro AAABIIBIX HarpaHsX.
B Bepechu Toro camoro poka Pospoabckiii 3aripe3seHTYBaA HOBBI, B THIM SIK C5 3AQ€ TiXK

AEMKIBCKBI HarpaHs IO KOTPBIX BBICAYXaHIO KOMICisl 320XO04YyBaAa HOIO AO AAABIIOH

116) Néprajzi Mtzeum htep://www.hem.hu/; socrynne 10 anns 2007.

117) Béla Bartok, “Comparative Music Folklore (1919),” B: Benjamin Suchoff, pea., Béla Bartk Essays, New York
Bartdk Archive Studies in Musicology, no. 8, (New York: St. Martin’s Press, 1976): 160.

118) Lujza Tari, “The History of Phonograph and Digital Sound Recordings and a North Hungarian Village between
1896 and 2000, B: Gabriele Berlin, Artur Simon, pea., Music Archiving in the World. ..., p. 458-460.

119) Oskér Elschek, “Concepts and Strategies of Sound Archives in the Past and Present;” : Gabriele Berlin, Artur
Simon, pea., Music Avchiving in the World ..., c. 429-432.

120) The British Library Sound Archive http://www.bluk/collections/sound-archive/nsa.html; soctynue 10 anrms 2007.

121) Martin Clayton, “Ethnographic Wax Cylinders at the British Library National Sound Archive: A Brief History
and Description of the Collection,” British Journal of Ethnomusicology S (London, 1996): 67-92.

122) Phonogrammarchiv http://www.pha.oeaw.ac.at/; asocrynne 10 aunus 2007.

123) htep://portal.unesco.org/ci/en/ev.php-URL_ID=4003&URL_DO=DO_TOPIC&URL_SECTION=201.
html; pooctynue 10 aunus 2007.



Iouarok eTHOrpadiuHbIX HArpaHb HAPOAHOI MY3BIKBI

npani B TEPeHi i A0 ompaIfoBaHs MaTepHAAIB A0 APykY.”* B 1908 poxky, mia BianBom
ocHoBaHs $poHorpadiunbIx apxiBiB B Bepaini i BigHi aiao Ao 3asosxbiHs Bo AbBOBi
npu Mysero Hayxosoro Tosapucrsa im. IlleBuerka Apxisy Ponorpadiunsix 3anucis'>,
aAe He ObIAa TO IHCTUTYLIUS AOATO iCHYIOYA. Hpi6yBaHo MTOAIOHMI apxiB IOKAHKATH
B 1924, a nisuiitue B 1940 poky, ase 6e3 moBoAXbIHs. > 3aT0 nuAIHAPS! Pospoabckoro

i Koaecchr AOATO AHMIIAAHM CS B IIPUBATHBIX pPYKaX.

I'lo sakinusiaio Ilepmoii CriToBo#t BifiHbI 0OApoAMAa ¢ TOABCKA AcpykaBa i Imo-
Bcrasa YexocaoBauus. B 1930 poky nmokauxano B ITosnanio Perionaasuuit Ponorpa-
¢iunmit Apxis/Regionalne Archiwum Fonograficzne, a 8 1935 B Bapuasi Llenrpasbnuii
Donorpadiunmit Apxis/Centralne Archiwum Fonograficzne npu Hauionaashiit bi6ai-
oreni/Biblioteka Narodowa. ITosnanbckiit apxiB MaA crenuiuHi IOABCKIil Xapakrep
i He HarpbIBaA My3bIKbI HUSKBIX MeHIIbIH. Ao dacy Apyroit CeiToBoit Biitusr 306paa
BiH A€CH TBICSY IIUAIHAPIB, aA€ BIUBITKBI OHH IPOIAAHU B YaCi BiMHBI. ApxiB BapIIaBCKiN
AO 4acy BIFHBI 300paA ACCH IIST THICSMU LIMAIHAPIB, B THIM AESIKBI HArpaHs 0iAOpPYCKbI
1 YyKpaiHbCKBbI, AA€ HE 3HATS LU OBIAM MEASKE HUMA HarpaHs A€MKiBCKBI. Onu Tix IpOMaAu

B vaci BifiubI'?.

Yk 0 1920 poka icuysaa B IIpasi @onorpadiunnit Apxis/Fonograficky archiv,'?
OCHOBaHMil uepes yeckoro BueHoro mpod. Mosedpa Xatomckoro/Jozef Chlumsky
(1871-1939). IToyaTkoBO 3al€KaBACHMII A€M 4YeCKbIMa ToBipkaMu — B 1928 poky
Xaymckift mombipua cdepy sainTepcyBaHs ApXiBy Ha BIUBITKBI CAaBSHCKBI Oecipbl
YexocaoBanui. 3apaHs TOTO AMCKYTYBAaHO Ha IIEPIIBIM 3bi3Al CAABSHCKBIX (piAOAOTIiB
B IIpasi (1929), e srapanuii yx npod. Isan [TanbpkeBny Boiroaocua ponosip “®@onorpad
B CAYXKOi AIHI'BICTHKBL.”

Impr B ThiM cambiv 1929 poxy xommanis Pathé Boimpoaykysasa aas Yeckoit
Axapemii Hayk eaeHaAIleT IABIT 3 TOAOCAMM INTHIPHAAILIETHOX ChIIiBaKiB i1 OITOBiAAYiB
CIPOBaAXKEHBIX 3 piKHBIX yacTu [Topkapmarckoit Pycu i Ipsimismsiaer oo ITparst.'®
Ha xoHnern HarpaHs BIIBITKBI YYaCTHUKBI 3aChITIBAAM PAa30M HAPOAHBI ChITiIBAaHKHI: dep-
sera pywca mposxa i bodaii cs xozym 31ydu, KOTPHL B THIM CaMbIM Yaci HATPAHO TXK Ha

AEMKIBCKBIX pexopaax B AMepHui. IninisTopoMm i opranizaTopom 3amucis 6BIA HE XTO

124) Ipuna Aosrastox, Mysuuno-emnozpagpiuna disavricme Ocuna Posdossvcorozo ... c. 11.

125) Muxoaa Mymuuxa, [osocu npedxis..., c. 29.

126) Ipuna Aosraaiwok, “Ponoapxis Ocuna Possoabcekoro,” Bicuux Avsiscoxozo ynisepcumemy. Cepis girorozivna Ho.
27 (Awsis, 1999): 169.

127) Ludwik Bielawski, “Phonogram Archives and the Documentation of Folk Traditions in Twentieth Century
Poland,” B: Gabriele Betlin, Artur Simon, pea., Music Archiving in the World ..., c. 435-438.

128) Fonograficky Archiv Ceské Akademie Véd a Uméni=Les Archves de la Parole de [Académie Tthéque de Prague
(Praha, 1935).

129) Muxoaa Mymuuxka, [o1ocu npedxis..., c. 42-51.

37



Aenxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

inumit a Baacui IBan ITanskeBny.®® B yaci HarpuBaHs cA0BaLKOro pOABKAOPY AOTEp-
TO TiX AO IITHIPHOX KOAHCH PYCHHBCKBIX (THECKA OCAOBAYEHBIX) ceA. 3TiAHI 3 AyMKOM

[TanbkeBuya 10AIOHBI HarpaHs MaAu ObI ObITH POOACHBI TIK B IHUBIX AcpikaBax'>'.

38

130) Ilo cMepTH Mpodecopa POAMHA MOAAPYBAAA IIAMIT KOMIIACT pe;copaig (36CPC)K€H]>IX A€M B €AHBIM IIPUMipHH-
Ky) Horo yunboBy, Terep npodecoposn, Mukoai Mymmunui (Bp.1936). Bitt TOTbI yHIKaTOBBI MaTepUSIABL BHIAAA
B $popMi 3rapaHOI Yk $OABKAOPHOIM aHTOAOTI] (s AOAYYEHBIM auckoM): Tosocu npedxis. 38yxosi sanucu Poivkio-
py Baxapnamms i3 apxisy Isana Hanvxesusa (1929, 1935) (Ipsuuis, 2003).

131) IIpuKAaAOBO BIUBITKBIX HATPaHb (MCCKbI, CAOBALIKBI, CCPOOAYKBILIKDI, TIOABCKBI i PYCHHBCKBI) 3pOGACHO B ThIM
vaci B Yexocaoawusini 509, mro komrysaso 300 Teic. kopoH. Muxosa Mywmuska, Josocu npedxis..., c. 48.



Ilepuisl eTHOrpadidyHbI HArpaHs AeM-
KIBCKOM HAPOAHOM MY3bIKbI

3aBASIKBI IIpalli ABOX YKPaiHbCKBIX HAIPUBA4iB My3BIKbI /ACMKOBHHA HAXOAUT Cs1
cepeA THIX YaCTH CbBiTa A€ 6ap3 cKOPO 3pOOACHO HAarpaHs HAPOAHON My3BIKBL. 3TaAy-
BaHUII IIONICPEAHBO TIEPIINIi HAIPUBad HAPOAHOM My3bIKbl Ha Ykpaini Ocun Poszpoab-
ckiit (29 XI 1872 Aobposoapi-27 II 1945 AbBiB) yx Ha camMbIM IOYaTKy CBOHOI mpai
Tpadua Ha Aemrosuny. Ha xaap He cioci6 AOKAaAHI CTBEPAMTH KOAM 3pO6HA BiH Tam

HCPH_II)I HaI‘paHﬂ.

Meaxe poxkamu 1900 a 1902 Pospoabckiit mepe6sia Bexuict Cxianpoit [aardbiabn
i Harpaa 6iabire sx 1 500 cpmiBaHOK. 3B03HA BiH HarpaHbl IIUAIHAPBI A0 ABBOBA A€ ITpaBi
0ApAa3 CIMCYBaA 3 HUX MY3BIKY i CAOBA TOBABI CTYACHT /ABBIBCKOrO YHiBEpCHUTETY a ITi3-
nifime komnosutop Cranicaas Aropxesud (1879-1979). B gaci Thix BYaCHBIX IOAOPOXKBI,
mepxe 18 anms a 28 ceprina 1900 36cpaA Pozaoabckiit 6afikel i michHI B ceaax: [ [oasTHBI,
Boprae, CositkoBa Maaa i Beanka, Cosipsxosa Pycka, Koraus, Aomnuns i Ipa6. 3o-
6paA BiH TaM BiCEM APYKOBaHBIX apKYILiB MaT€PHSAIB,** AA€ HE 3HATS LIM TOBABI HATPUBAA
My3bIKy Ha poHorpad.'*

Pix misnifime Po3poAbckiil BepHyAs Ha AeMKOBHHY i TOBAU 3pOOHMA HaiCTapIIbl
3HaHBI HATPaHs ACMKIBCKOH My3bIKbL. XOIl 30epaA BiH TOBABI MATEPHSABI B OCMOX CC-

AQX, 3AA€ CA IITO HATPaHA 3po61/1A aeM B ABOX- 30 aunus B IToasnax xoso Kpammuoi

132)  Oxcana Caneasix, Emnozpagiuni cmydii s Hayxosomy Tosapucmei in. Ilesuerxa (1898-1939) (Avsis, 2000): 64. 1 apykosa-
HMI apKym 11oesii To aecu 700 BipIIOBaHbIX PAAKIB, 1 APyKOBaHET apKyIIl IPO3BI TO ACCH 23 CTOPIHKbI MAIMHOIIHCY.

133) Ipuna Aosraatox, Mysuuno-emuozpagiuna digavricms Ocuna Po3dorvcwkozo ... MOCMOTP B AHAAITHIHBIM OKKIBIKY
(c.21i paai) na Homepst 10 (Boprae), 45 (Aownuus) i 67 (KoTanb) — It 5KaAHBIM He IOAQE €5 HATPAHb.
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(TpH ]_II/IAiH,A,pI)I) i 1-ro cepnusa B Kpammnii (ABa uI/IAiHApLI). 36eperamT CsI OHM THECKa
B pykonucHbsiM $oHAL [HcTuTyry Mucrenrsosnascra, Poaxaopucruxu i Ernoso-
rii im. M. Puabckoro B Kuesi i apxisi [Ipo6aemuoit HaykoBo-pocaianoit AaGoparopii
Mysuunoit Ernoasorii Bepkimoro Aepsxasnoro Mysuunoro Incruryry im. M. Aucenka
Bo ApBoBi.”* BAMI im. M. Ancenka ma HaiiBexiy koaekiuio 1uAinapis Posaoasckoro
—755. Xor Bek1icT 3 Thix HarpaHb B 1970-ThIx pokax cKOITIOBaHO Ha MarHeTOQoHi pOHO-

craammHa Po3p0ABCKOro € MpakTHYHI HEAOCTYITHA AAS HAYKOBIIiB.'>

MosxanusuM € mro Pospoabckiit 3p06I/IA HarpaHs Ha AemkoBuHi yx B 1900 poxy,
TaK caMo K MOXAHMBHM € IITO 3pobua ix Beue B 1901 poxy. He croci6 ruecka crsep-
AUTH AOKAAAHI Ae 1 KIBKO HarpaHp BiH CHOPSIAMA. S3HAME OAHAYE, IITO 3 OTASIAY Ha TOTO,
IITO HE MAA BiH TIBKO LIMAIHADIB KiBKO 6b1A0 omy Tpe6a, IO 3aIIMCAHIO MiCHI CTEPAA BiH
iX i HarpuBaA HOBUM MaTepiaa. boraan ,A,pI/IMaAI/IK, KOTPUM NEPENUCYBAA IIiCHI 3 BAAKiB
Posaoabckoro Harpansix B 1913 poky Ha TepHOITiABIIBIHI KOMEHTYBAA, IITO €ACH 3 IIU-
AIHAPIB 324BIHAA CSI OA TIOAOBHHBI, 0O Ha IOYATKY HAXOAMAU Cs1 HEBUTEPTHI ACMKIBCKBI
nicHi.*® 30 B3rasiAy Ha TaKy NpakTHKY 0ap3 MOTEPIiANM HArpaHs 3 BYACHBIX CKCIICAULIIH
Pozaoabckoro 3 pokis 1900-1902. Aesixsl naiHApe! mponaau B daci I Tepinoit CeiToBoi

Bitinel, a iHYBI BBIBE3EHO 32 TPaHMLIO.

Tperiit pas Ha AemkoBuny Pospoasckiit mpuixas 8 1912 poui. Apyroro ceprms
TAMTOTO POKa HAarpaa BiH IIAT LUAIHAPIB B PrIXBaAAl, 4eTBEpTOro CepIHs TPH LIUAIHAPHI
B CmepekoBiy, a eaeHapneroro ceprHs B Iaapnmosi cim nmainapis. B gaci pAoamoro
nepebusans B Ponuui Pycxiit (3, 5,7, 9, 10, 12, 15 ceprns) Harpaa IATACCAT IITHIPU
nuAiHApaL'Y CBoi mopopoxs! Ha AemkoBuHy Posaoabckiit 3akiHubia B 1913 poky koau
HIECTOTO i ABAALIET CEMOTO AUIILIS HATPAA B 3y6p1/11<y ABa IIMAIHAPBL'* B yaci kaxao0ii 30
cBOiX MOAOPOXBI PO3AOABCKIN 3amHcaA TiXK pyYHi BEAHKY KiABKiCT AE€MKiBCKBIX ChITIBAHOK

(i 1IHYOTO eTHorpacl>quoro MaTepH;IAy) O YBIM 6yAe cs 6CCiAYBaTI/I HUDKIIIE.

B cpaiapr Po3A0ABCKOTO MIIIOA 3TapaHMI YK 3SHAMEHUTHH YKPaiHbCKil MY3BIKOAOT
®iraper Koaecca (17 VII 1871 Tarapebke—3 III 1947 Asbgis). CreniasbHi 11€KkaBuan
HI0TO 3€MAi A€ CXOAST Cs PKHBI €THIYHBI TPyIibl, Takbl sK [ loaics, I'ymyapmpina i Aemxo-
BuHa. B pokax 1911-1913 miaHsA cs BiH TPbOX HAyKOBBIX €KCIIEAMIIMI Ha /AeMKOBHHY,

3 KOTPBIX 300paHbl MATEPUSIABI Ii3HIFIIe IIOCAYXKBIAU IOMY AO Halucans npaui: Hapoowi

134) Ipuna Aosrastox, Mysuuno-emuozpagiuna disavricme Ocuna Pozdosscoxozo ... nOCMOTpP B AHAAITHIHBIM
noxaxubiky (c.21 i aaai) na Homepst 70 (Kpamnna) i 109 (IToastbr).

135) Ipuna Aosraaiwoxk, “@onoapxis Ocuna Pospoabcbkoro,” ... c. 1668

136) Ipumna Aosraawok, “@onoapxis Ocuna Pospoabcbkoro,” ... c. 166.

137) Ipuna Aosrastox, Mysuuno-emnocpagiuna disavnicms Ocuna Posdosvcokozo ... nocMoTp B AHaAITHYHBIM
MTOKAKYBIKY (c.211 paai) ma HOMepsI 30 (Taaanmis), 119 (Perxsaaa,), 122 (Pormwis FopHa), i133 (CMepeKOBcu).

138) Ipuna Aosraawox, Mysuuno-emnozpagivna disavricms Ocuna Posdoascoxozo ... mocMoTp B AHaAiTHIHBIM
noxaxubky (c.21 i paai) Ha Homep 59 (3y6pux).
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nicui 3 2aruyvxoi Aemxismunu.'” Xou meroaii Bexmoctu 3 820-Tb0X 300paHbIX TOBABL
MiCEHDb 3aMHCyBaA Koaecca Ha micuiu 3 TOAOCY CIIBIS — IIOMaraA BiH co0i Tix cl)OHorpa—
¢om, Ha koTpbIM Harpaa 186 chriBaHOK O3HAYEHBIX B TEKCTI Horo nparii 3pBispom. Ha 624
CBIIIBAHKBI 3 MEAOAISIMH, KOTPHI OIPaLioBaA, A0 KHIDKKb Koaecca Bbikopucraa 184 30
cBoix Harpansb ([anpaoBa — 74 ceniBankes, ' Anapiiska — 34,'*! Beicosa — 33,'* Crasima

- 15, Vers Pycke — 15, Maasacris — 9,'* Bpynapst Beokni — 4'%).

3 orasiay Ha CKOpE CTEPaHs Csl HATPaHb Ha BOCKOBBIX IIUAIHAPAX BEKIIICT AEMKiBCKbIX
HarpaHb Koaecchl cTepao cs KOAM BiH iX cayxaa i 3amucyBaa caoBa. Ao TOro Ayxe IJHAiH-
APIB 3 A€MKIBCKbIMA HarpaHAMH Koaecca no ix BBIKOPHMCTAHIO ... AO KiHIA CTEP 60 YK
3 HUX HUY He MOXX OBIAO [TOYYTH i BBIKOPHCTAA AO HATPHBAHS IHYOM My3bIKbL AyyKe LIU-
Ainapis Koaeccrr s6eperao cs B itoro coina Mukoast (8p. 1903) o AbBoBi, aae B aiti 2003
POKy AocTymr A0 Hux He Ob1a MoxauBuit. Cam Muxoaa Koaecca tBepauT, 1mto cyT Measke

HHUMa ACSIKBI ACMKiBCKbI Harpans.'

Ha »xaap Ay>ke IMAIHAPUYHBIX HarpaHb €THOIpadiB HUKOAU He TPapUAO A0 apXiBiB
Iy My3eiB i misHiMme sarparuao cs. Beanka yacTuHa momykasa B 4aci mepeBo3iHA abo
YKBIBAHS — IHYBI CTEPAM CSI OA YACTOTO IpaHs. 10 BAACHI BuaCHe KOMEPIIMIIHE 3aI€KAB-
AlHSI MySBIYHBIX KOMIIAHIHl HAPOAHOM MY3BIKOM IIPHYBIHUAO CSI AO 30€PEKbIHS My3bIKbL,

KOTpa iHaK1Ie MOrAa Obl OBITH CTpadeHa.

139) Ernorpadiunnii 36ipuuk Haykosoro Tosapucrsa im.Ilesucnka Tom 39-40 (Absis, 1929).

140) Homeprr nopsiaxoBs: 34, 48, 986, 100, 124, 140, 1486, 151, 163, 169a, 1696, 172, 173, 220, 223, 2236, 226,
228a,2286,229¢,229, 2366, 240b, 249, 2506, 290, 314, 331, 3406, 3588, 359, 3666, 3676, 374, 3756, 378, 382,
404r, 4041, 416, 419, 422a, 448, 452, 454, 459, 4666, 478, 479, 485, 4936, 4938, 4931, 4931, 4951, 497, 5054,
547, 5496, 5498, 557, 571a, 5926, 6036.

141) 37,38,96,211,215a, 2156, 239, 2476, 263a, 326a, 3266, 348, 367a, 370, 379, 388, 4046, 4048, 415, 443, 480,
4934, 514, 5214, 532, 566, 572, 575, 615, 618.

142) 26,28, 53, 57a, 94, 98a, 112, 130, 174a, 1746, 177, 183, 224, 248, 273, 294, 349, 389a, 397, 400, 404a, 4076,

4146, 420, 4228, 5156, 520, 549a, 559a, 564, 569, 5706, 594s.

) 32,46,127,186,292, 366a, 395, 418, 423, 472a, 5056, 525a, 562, 565, 613.

) 84,179,1996, 219, 223a, 2526, 272, 3678, 373, 396, 5154, 540, 550, 5716, 6206.

145) 73,108, 194, 260a, 3751, 3896, 4296, 435, 438s.

) 2516,477,498,616.

) Ty aBropst xotsT nopsikysaru Oacrosu Isanycis 3 Toponto B Kanaai, korpuit Gyayust Bo AbBosi aitom 2003
poxa Ha mpomsiasa Baaaxa Makcumosuaa oaBiaua Mukoay Koaeccy.
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Ilepiibl koMepIUIIHBI HArpaHs Ha-
POAHOM MY3BIKbI

Y Ha CBBITaHKY ABAAIIETOTO CTOAITTS HarpUBaHS HAPOAHOM MY3YKBI 3 LIIAIO €H
MPOAABAHA Ha TIABITAX OBIAO 32HATHOM, KOTPE€ AABAAO IPAL0 YbICACHHIN IPYIi AIOAH.
ITpuybiza TOro 6p1A2 IPOCTA: MEPIIBI My3bIYHBI KOMITAHII OBIAH IIEPEAO BUIBITKBIM IIPOAY-
LICHTAMH MAIIbIH AO IPaHs HABIT. OTxkex Tpe6a 65140 BIIPOBAAUTH Ha PHIHOK TaKbI ITABITBI,
KOTPbI KyIyBaAHU ObI AIOAC B PDKHBIX MicLisix cbBita. Harpans AbokaAbHOM My3bIKbI ObIAK

HOTpi6HbI AO TOTO >KeOBI 3BEKIIIBITH rAbO6aAbHy IIPOAQXK MAIIBIH AO TPAHS IABIT.

€ OYBIBUAHBIM, WITO IPaMO(POH NPHUTATHYA IMariHALIMIO YBICACHHOM ITyOAiKbI Ha

|
N, L5, ORI L e R YT

uiabiM cpBiTi. CrIoAIBarOuBI €51 HENEPECIYHOTO 3apo61<y YK Ha IOYATKy ABAaALIETOIO CTO-
AITTS 6p1/1T1/1131c1<1>1, HIMELIKBI i aMEPUKAHbCKBI CIELiaAICTHI OA HAarpMBaHs MY3BIKBI i3-
AMAM AO HEOMAAO KaXKAOHM AEPKaBbl Ha ChHBITI IITOOBI 3aBOIOBATU ABOKAABHUI prHOK.148

B pesyasrari Toro yx mepe I'lepmom CeiToBom BifiHOM icHyBaAM BeAHKBI KaTaAOTHI Ha-
L IpaHb aBTEHTUYHON HAPOAHOH MY3BIKBI B TaKbIX KPasX sK l_[opTyraAisx, Icnanis, €rumr,
Mapoxo, ABctpo-Yrper, Pocus i Inponesis. Ha Cy6-KOHTI/IHCHTi IHAMHCKBIM TEXHOAOI1A

HArPUBAaHA IIABIT 3AAOMOBHAQ CSI TDK YK ITOYAaTKOM ABaalleToro croairtsa. B 1905 poxy

ar

; $panuyska kommanis Pathé pobeciayasa cs 3 William Farre (toapt sHanbiv sx William
| . .. , ... .
™~ Johnsen), mto pAaso Tomy Apyromy npaso narentiB kommnanii Pathé B Hopaerii i IIIewii,

-
B

a misHinme i Aanii. Farre maa coi HArpUBaOYbl MAIBIHbI, 3 KOTPbIMA i3AMA 11O PI>KHBIX Mic-

&

"‘ X 1 HaFPI/IBaA (MCA)KC iH‘IbIMa) YbICACHHBbI CKap6bI HaPOAHOﬂ My3I)IKbI.

i

i

3-;-*;, 148) Paul Vernon, “The World at 80 rpm,” http://www.bolingo.org/audio/texts/fr119worldat80.html; sooctynne 10

Aurnis 2007.
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Aenxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

Icayroua B Bapmasi oa 1904 poka kommnanis Syrena Records Harpusasa HapoAHY My3BIKY,

B ThIM YKPaiHbCKY, YK IIEPEA HemeM CesitoBom Biitnom,'#?

POOASTYBI TEPECHOBBI Harpa-
Hst Ha cxoal Measke inubima B Opaeci, [Toarasi i Kuesi.'* ITo Bitini Syrena Records moyar-
KOBO IICPEBHAABAAA CTHIYHBI HATPAHs 3pOOACHBI IIepeA BiliHOM, aae Aecu 0A 1930 poxa,
a cienusiabHI B pokax 1934-1935 zagasa p06HTH HOBBI HarpaHs. Meake ThIMa HarpaHAMU
OBIAH I'YLIyABCKBI MEAOALL 0AchIiBaHbL B Mato 1936-Toro poka uepes rpymnst Kapela Ludowa
Iwana Kuryluka (Hucutka cz. 1-2, Syrena Electro 9698) i Zespét Spiewaczy Huculskiego
Teatru Regionalnego (Pies# Junaka/Piesrt Pogrzebowa Syrena Electro 9697). O6i ToTst
rpymbl moxopuau 3 micueBoctu JKabe. ! 3aae cst oaHade ITO AEMKIBCKOI My3bIKBI Syrena

Records He Harpaaa.'>

I[Tepea poxom 1920 6s1an cTBOpEHBI OKpeMbI AQPHKAHBCKBI MY3BIYHBI PHIHKBL,'>?
anepep 1923 amepukanbckiit Victor cieHeTpyBaA AAAEKBI TPOBIHIINI AHAIB i MaA B CBOIM
karasory 1200 xuraitckbix i 6au3ko 700 simoHbcKbIX Harpadb. Harpausl TOBABI TDX yx
OBIAM TaKbI YyAQ HAPOAHOH MY3BIKBI SIK TPAAULIUIHBI HIEPUICKBI | MAABTAHBCKBI 02 AA2ADI
[ MAOPHCKHI i 6acKifiCKbI xopsl. Ao 1930 poka A0ixaHO 3 HArPHBAIOYBIMA MAIIIBIHAMH AO
TaK AAAEKbIX Micn sk Maaarackap i mpakTH4HI BCIAMBAAb TaM A€ HAPOAHA KYABTYpa CsI
111161 36eperAa. Xory Harpaus po6AeHo B KOMEPUUIHBIX L[IASIX — HE € B HUX HUY KOMEp-
uuiHoro. IIpoTuBHi- cyT TO aBTEHTHYHBI apXaiuHbl MPUKAAABI TPAAUIIUIHOM MY3bIKbI
CBITIBAHOU B AbOKAABHBIM AlaACKTI.

Ha mouyarky ABaALIETOro CTOAITA ABi KOMIaHii 3AOMIHYBaAH PBIHOK €THIYHOM
mysbikbl: Victor 8 Amepuui i The Gramophone Company B Anraii. Hepaseko sa Huma

6p1an Gpurniicko/amepukanbeka Columbia (xoTpa 30 cBofioro Bapmasckoro odicy

)154 155

MPOAABAAA BEAUKY KIABKICT POCHICKOMN i YKpaiHbCKOM MY3HKBI) ", HIMEIKiH Odeon,

4156

¢panuyska Pathé

i rpyma MaAbIX KOMIaHii, KOTpbI IpeBaXkHi ab0 rmaau, abo Osian
BBIKYIIACHBI 4€pE3 {HIIBIX KOMIICTHTOPIB.

Victor i The Gramophone Company ocsirayan Aorosip (3aae cst ITO He cliMcaHuit
Ha nanepi) AO TOTO SIK ITIOAIAUTHU ChBIT Ha C(I)Cpbl CBOION AOMiHanui. TOTBI KOMIIaHiI He A€M

149) Tomasz Lerski, Syrena Records. Pierwsza polska wytwérnia fonograficzna 1904-1939 (New York-Warszawa,
2004): 87-88.

150) Tomasz Lerski, Syrena Records. ..., c. 69-71.

151) Tomasz Lerski, Syrena Records. ..., c. 156.

152) InTepecyroubiM € AOAQTH, ITO Syrena BBIAAAA ACSKBI HATPAHS AMEPUKAHBCKOTO YKPAiHBCKOTO My3bIKa 3HAHOTO
TiX 3 IIapy AeMKiBCKbIX HarpaHb, [TaBaa ['ymentoxa. Meaxe TbimMa GbIAN LITHIPH MOABCKbL HATPaHs BHIAAQHDI ITiA
nassoM P. Humaniak. Tomasz Lerski, Syrena Records. ..., c. 157.

153) Patricia Turner, Dictionary of Afro-American Performers: 78 rpm and Cylinder Recordings of Opera, Choral Music,
and Song, c. 1900-1949 (New York, 1990).

154) Tomasz Lerski, Syrena Records. ..., c. 157.

155) “Odeon Records: Their “Ethnic” Output,” http://www.mustrad.org.uk/articles/odeon.htm; soctymre 10 anmys 2007.

156)  Gilbert Humbert, Panorama des cylinders et premiers disques Pathé, chantés et parlés: 1898-1910 (Fuveau, 1995).



ITepuirbr KOMEpIIMIAHB HATPAHS HAPOAHOH My3bIKbI

K€ He BXOAUAH COD1 B AOPOT'Y, aA€ YACTHHHO BBIMIHSIAM CS5 HArpaHbIMa Marepusiaamu. [ Ipu-
KA2A0BO Victor BipaBaa B AMepuLi Aesikbl HarpaHs 3pobaexu npes The Gramophone
Company. Victor o6cayryBaa Amepuxy, Kapai6si, Bexuwict [Taundixy Baydaioust SAno-
uiwo i Tepennl Aaaexoro Cxopy. The Gramophone Company noxpusasa Espony (B Tbim

Cxianio EBpomny, ae HarpuBasa Mepxe inubiMa B Bapuasi, [Toarasi'” i AbBosi'™®

), Inairo,
Adpuxky, ABcTpaaimo i aAiauaa cs Aasexsim CxopoM 30 cBoiM KoHKypeHTOM. B 1909 poky
The Gramophone Company nocaasa sarpusaiodoro irkbiHepa @panna lamme/Franz
Hampe Ha st ThICS4H MiABOBY ITOAOPOXK IIPE3 MOAYAHBOBBI perions! napckoit Pocui. I'o-
AOPOXyBaA BiH depes Tenepimuio Pocuio, rpysilo, ApMeHiro, Asep6el71A>KaH, Adranicran,

Ys6ekicran, Tapxsixicran i Kasaxcran i 3po6bua 1200 Harpass.'

AAsi mepeBeAiHSA HarpaHb B PDKHBIX YacTHHAX ChBiTa KOMIIAHii TpeHyBaAM
HArpUBaIOYBIX iHXKBIHEPIB. 190 Tore iOHEPbI OBIAM BELIE SIK ACM HATPHUBAIOYbIMA IH)KbIHEPAMU.
B ThIM movarkoBbIM mepioai crocyBans HoBoil TexHikbl (1925-1939) nopymaasu cs onu
no EBpomi i Asui, mparyroust 6e3 HUSIKOI TOMOYBI. Myciau onu Abatu o MIEPECUAKY CBOIX
HArpUBAIOYbIX MALIbIH, HAIIPABASATH iX, TASAATH MICLISI AO HATPUBAHS (i CHaHﬂ) TaM A€ IPOBa-
AUAM aKTyaAbHi 3a1uc. AO TOro OYBIBUAHO MyCiAM HAHTH MY3bIKAHTiB/ChIIiBAKIB i iX Harpa-
Ti. €AHBIM 3 Halibapyke HETOBTOPHBIX ACIIEKTIB X TOAOPOXKBI OBIAO TO, XK€ KOAH AO3HABAAH
“eKCTPEMaABHOTO KYABTYPOBOTO IIOKY B 4Y>KbIM CYCITIABCTBI - OACTABASIAM CBOI OCOOMCTBI

My3BIYHBI TpedepeHIni Ha 0Oik i HAarpUBaAM. €ACH 3 ThIX IHOKBIHEPIB TaK CITOMHHAA:

Hazpanu-cue namr nepusot navimat. Ipuuino decu nsmuadyemvox Kumaii-
Y18, BAYHANYLL aKomnanwwyy opkecmpy. 3 02420y na momo, wmo Kumaey,
COMIBAN YL BLIOCPAIN. (S HA YiAe 20PA0 MO BIH EDHO20 BEUEPA 3ACLNIBAMI AEM
081 CoMiBAHKDL A NIZHITULE 1020 20PA0 CTNAE €1 OXPUNABIM. IX NOHIMNIL MY3bLKDL 10
CIMPAULHA CYNEPEUHICIN | eﬁapiﬂﬂ; npu acucmi 5}/57-14, MMPLOX NAP BEAUKLX TOHTLE,
NAPvL KACNAUIB, 4020CbL NOiOH020 00 0aHONC0, DeIKbIX DYXO0BbIX THCINPYMEHINIE,
KOMPoL 36Y4a1t SK MIULKOBLL MPYOKDBL, | KPUKAX CONIBAKA IX MAK 36AHA MY3bIKA
Ovina nazpana na rpamodoni.’”

157) Ilocmorp na IT.H. Toubepr, B.A. Suun, Hemopus navara pamsaucu 6 Poccun. Kamanroz 6oxarvrvix
sanuceti Poccuickoro omdeaenns komnanuu I pammogon (Mocksa, 2002).

158) Crenman Makcumiok, “Ykpaincbki 3Bykosanucu pipmu <<rpaMoc1>0H>> Ta i moATaBcbKa excreauniss B 1906
poui,” i “ApBiBcbKi 3ByKo3anucu $pipmu < <rpaM0<l)0H> >1902-1914. o6a B t1oro Mamepisiu 3 yxpaincoxoi duc-
Kxozpagii ma 3syxosanucy (Avsi-Bamnnrron, 2004): 128-139, 182-191.

159) Aesixnt 3 toix Harpanb (tenep B The British Library Sound Archive) sbibpaa i omucaa Biab Tpenric/Will
Prentice, a Bbigana Ha Aucky kommnanis Topic Records: Before the Revolution (TSCD 921).

160) Paul Vernon, “A Look at the Engineers who Made History Traveling the World Recording its Music,” Vintage
Jazz Mart no. 94 (London, 1994), nepeneuarane na: htep://www.bolingo.org/audio/texts/vjm_engineers.heml;
aocrynHe 10 anmis 2007.

161) Paul Vernon, “The World at 80 rpm,” http://www.bolingo.org/audio/texts/fr119worldat80.heml; poctynne
10 aungs 2007.
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Aevxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

B gaci ThIX MiOHEPCKBIX POKIB HATPHBAH HAPOAHOH MY3BIKBI CEPEA ACPKAB MAIOYBIX
MOXAUBOCTH 0OPOOKDI HArPaHBb i IPOAYKYBaHs NABIT Obian: AMepuka, Beanko-bpuranis,
®pannis, Himui, [uais i Icnanis. B iHubix xpasix HarpaHsi 3amucyBaAH “IH>KbIHEDSI,
KOTPBI Mi3HikIIE iX 3a6epaA1/I AO EAHOM 30 3rapaHbBIX AEPXKAB 3 I[IAIO 06p06AiH$1 i mpo-
ayknui. B 1930-ThIX pokax OCHOBAaHO psiA HarpUBAIOYHIX LIEHTPIB 30 CTAAOM obcayrom
B MicTax TakbIxX Ak: I lapmx, BaleCABOHa, EepAiH i Miasso. Lliauii yac opHaue HarpaHs
Ob1AU mocHAaHbl 3 MiassHO A0 AHrAdlL, Ae 6b1AM 00pabasiHbI i mpoAyKyBabl. ToToBBl AO
IIPOAQKBI ITABITBI Ob1AU €KCIIOPTYBAHbI Ha iTAAIHbCKIH PHIHOK.

B srapaHpIX BRDKIIE MiCTaX AIIIAO TiXX AO HarpaHb HAPOAHOH MY3BIKBI ITPE3 ...
OIEPOBBIX ChIIiBAKIiB. YK TOYATKOM ABAALIETOTO BiKa HAPOAHY MYSBIKY MaAH B CBOIM pe-
HePTyapi TaKbl ChBITOBOK CAABBI ChITIBAKBI K YKPaiHbCKil ApamarnyHuil conpan Coao-
mist Kpymeapnnuka (1872-1952) i pocwmiickiit cpriBak ®iopop [Haasmin (1873-1938).
Xon Kpymreapauika Harpusasa masitsl yxx op 1903 poxka (xommanis Gramofon B Bap-
IaBi, a Mi3HIiHIIE B MiAﬂHi) — HaMCTapIIbl 3HAHBI €M HAarpaHs yKPaiHbCKOM HapOAHOM

162 Thaxre

My3bIKbI 3p00AcHBI Ob1aU B AMepuui B 1927 poxy aast kommnanii Columbia.
cripasa BbIrAsIAaT 3 IlaasimiHOM, KOTPOToO HaliCTapILIBI 3HAHBI HATPAHS POCHICKO 1 yKpa-

iHBCKOI HAPOAHOH MySBIKBI TOXO0AST 3 19101 1913 poka.'®

He 3name 11 xoTpucHil 3 OIIEpOBBIX CHITIBAKIB HAIPAA AEMKIBCKY HAPOAHY MY3BIKY,
aae 6ap3 mpaBAOnOAiOHe € To B mpumaaky Moaecra Menuunbckoro/Modest Menzinsky
(1875-1935). Tor repoianmit Tenop Illrokroasmckoit i misnifime Keabnckoit omepsr He
A€M TIIOXOAUA 3 AEMKIBCKOH CBAIIEHHHYON POAHMHBI, AAC TDK BIIBITKBI MEHITMHBCKDI (BAac-
THUBI MMCaAH c OHU MEeHIIIHCKBI 0A ceaa MarpiHa/ Mfgcina) TOPAMAH CsI CBOIM AEMKiBCKbIM
IIOXOAKBIHBOM. MEHIIMHBCKIH, KOTpUH Maa B cBoiM penepryapi 50 omep i OBIA EAHBIM
3 Hali3HAMEHUTHIBIX ChITiBAKiB CBOMOTO YaCy, 9aCTO ChITiBaA YKPAiHbCKbI HAPOAHBI ITICbHI HE A€M
B 4aci KoH1epTiB B [aAmdbIHI, aAe TIK MPHUKAAAOBO B aci koH1epTy B IITokroami (1905) 1 AAST
IITOKTOABMCKOTO PaAio (1934). Harpusaa BiH iX T Yok 0A IIOYaTKy ABaALieToro Bika. Meake
imapiva B 1910 poky Harpaa BiH psiA HAPOAHBIX THiceHb AAst KomnaHii Gramophone.'* Men-
IIUHCKiH APY>KHA 30 3raAaHbIM CDiAapeTOM Koaeccom i momir my B 36cpamo AEMKIBCKBIX ChITi-

BaHOK ... CbITiBAIOYbI ACKOTPBI 3 HUX.'®> 3BUYaiiHi He € MOXKAMBBIM >KeObl B GOraTiil My3bIdHii

162) Crenan Makeumiok, “Coaomis Kpymeasunipka Ta i gponorpadiuna cnasmuna,” B itoro: Mamepisau 3 yxpa-
incoroi duckozpagii ..., c. 36; George Skoryk, comp., “Salomea Krushelnytska - Her Opera Repertoire and
Discography,” http://www.users.bigpond.com/kyroks/salrech.html; socrynne 23 mapus 2005.

163) Aesiksl 3 HuX BbiAaHO Ha AMCKY: D.Lassnun. [ecrn u Pomarncor (RCD 16004, 1996).

164) Crenan Makcumiok, “Yxpaitcski sByxosarmcu gipmu <<Ipamodon>> Ta if moarascbka excrieantist 8 1906 poui,
B #1oro: Mamepisin 3 yxpaincoxoi duckozpagii ..., . 128. 3armcu ot 3pobua srapanmii puacsuirime Ppanyy Lavre,
xorpuii B 1902 poky B HeTep6yp3i SIK TIEPIIHIT Ha ChBiTI Harpas Myspiky Amurpa boprasinekoro. Crenan Makcumiok,
“Ancxorpadis Amurpa BoprHsiHCbKOTO (1902-2002),” B itoro: Mamepisau 3 yxpaincoxoi ducxozpagii ..., c. 216.

165) ITocMoTp npUKAaAOBO Ha chIiBaHKbI HOMep 417, 556a, 568a, B: inaper Koaecca, Hapodui nicui 3 2asuyvioi
Aemxismunu ..., c. 170, 244, 248.



ITepuirpr KOMEpIMHAHB HATPAHS HAPOAHOIM My3bIKbI

6i6aioTenii Meripmubckoro He 65140 KoaeccoBoii 36ipker AeMKiBekbIx chniBaHok. [To emeprn
MennuHbCKOTrO 11iAa Horo 6ibAioTeKa nepeKasaHa 6bIAA 3TiAHI 3 IOTO SKBIYbIHHOM HayxoBomy
ToBapuctsy im. I1leByenka, a MeAXKe YBICACHHBIMA MY3BIYHBIMA BBIAAHSMH HAPAaXyBaHO TaM

onpartyBans 11 36ipox i 146 ociGHBIX YKpaiHbCKBIX HAPOAHBIX MiceHb. %

Apyra Cssiroa Bifina He cpuybiHEAA 3aTPUMaHs HarpaHb HAPOAHON My3BIKBI,
aae 0ap3 3MEHbIIBIAA iX KiABKICT. [TpOTAroM ImiA CTOAITS AO 4acy BilfiHBI My3bIYHBI KOM-
maHii 3o6paA1/1 HCHpaBAOHOAiGHy KiABKICT HAPOAHOMH MY3BIKbI Y4EPE3 AEM TOTO, XK€ HAIpHU-
BAAM IPAKTUYHI BIIBITKO Ha IITO TpapuAH. CAHBIM 3 BEAUKBIX IIPOAYLICHTIB HATPaHb Ha-

POAHOI My3bIKbI B ThIM 4aci 6b1au 3aydenst [lltarsr AMepuksL.

byayusr HacTyncTBOM IHTEHCHBHOM eMirpanui 1 KOHEI] ACBATHAALIETOTO i IIOYaT-
KOM ABAALICTOTO BiKy IIPOLIEHT BPOAXKCHOH 11033 IPaHHULAMH romyasinui 3aydensix Aep-
aB AMEpPHKBI CHCTeMaTH4Hi pic, To6bl B 1910 poLyi ocsrHy TH HEOMAAO ISITHAALIET IIPO-
1ieHT. B pelioni BeAHKBIX MicT, sIK mpukaaaoso Hio HOPKY IIPOLIEHT TOT OBIA iIIIBI BBKIIHI.
OubIBUAHO meplia IeHepalysl eMIIPaHTIB XOTiAa OBITH OTOYEHA CBOHOM “CTapO-KPAacBOM ™
KYABTYPOM, BEAUKOM 4YaCTIO KOTPOM € Mysbika. PosBuBarounii cst mpomuca ¢poHorpadiu-
uuit'®’ CKOPO 3AaA cobi CIIPaBY 3 TOTO, IITO TOTHI HOBBI AMEpPHKaHIIi TBOPAT BEAHKIH ITO-
TeHuiaabHui poiHOK. Pivaps Crnarcsya/Richard Spottswood 3ao6cepsyBaa, wiro:

B deprwcasi 3 dusnvima 36vruasmu i sapmocmamy, de iyl awde becidysain
HE3POIYMINDIM S3bIKOM, (POHOTPA Miz i docmapuan cnocoby emoyioHarvHo20
nosepmans 00 c6otioz0 xpar. Ilivimos 30 SHAEMBIMA CONIBAHKAMU SMIYHIAU
IPAOUYUTIHL BAPTNOCINU T NOLYINS. BAACHOLL BAPINOCINU CEPED EMITPAHIMNIB.!

B 1895 poxy Masa koMmaHisi My3pIYHa MaAa B CBOIM KaTaAO03i APy CTAPOXKUAIBCBHIX
cpmiBaHOK. B Maro HacrymHoro poky teHop Mixaaic Apaxrinri/Mixalis Arachtingi na-
rpaA HEpIIBI IPELKbl MeAOAll. Yk mepep posmodarsoM Ilepmoit Cesirosoit Biitaer npo-
AKX TIABIT i GoHOrpadiB cepes eMIrpallMIHBIX CYCIIABCTB CTaAd Cs BEAHKBIM 6i3HECOM.
Victor i Columbia, pasom 30 sBssanbpiva 3 Hpom komnanismu: Okeh, Banner, Brunswick,
Oriole, Perfect, Melotone, Romeo i Vocalion 6p1an roaoBHbIMa IpOAyLIEHTAMH €THIY-
HOM My3bIKbL. Ha MeHbiy ckaato mpoaykyBaa eTHiuHbI pexopds: Thomas A. Edison, Inc.,
KOTPOM TO KOMIIaHii IABITBI ObIAU AOPOXIIIBI OA iHYBIX i IIP€3 TO 3BUYAMHI HEAOCTYIIHBI
Aast BIIBITKBIX. ' Yok mepep, 1920 poxom Victor i Columbia BbimycTHAN THICSYBI €THIMHBIX

166) Isan Aepkad, [epoiunuii menop Modecrn Menyuncoxuii (Avsis, 1969): 28, 65-66,74,77,79, 81.

167) Indopmanui npo kommanii po6subl eTHiuHbI Harpans B AMepui Mok HaiiTu B kHikui: Allan Sutton, American
Record Labels and Companies: an Encyclopedia (1891-1943) (Denver, Colo., 2000).

168) Richard K. Spottswood, “Ethnic Music in Amercia: First Progress Report on a Discography,” JEMF Quarterly
no.54 (Los Angeles, Summer, 1979), nepeneuarane 8: The E-Discographer no. 2, December, 2000 heep://www.
hensteeth.com/e_discog/ethnic.html; pooctynne 12 wepsus 2005.

169) “Foreign Language and Ethnic Recordings on Edison Diamond Discs (1912-1929) - Overview;” http://memory.
loc.gov/ammem/edhtml/edgenre.html#frgnlng; aocrynue 10 aums 2007.
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Harpasb. Haser B xarasosi Thomas A. Edison, Inc. Ha 1929 3HaxoAuAU cs HarpaHs 4ECKBI,
CAOBALIKbI, AYHbCKBI, HOPBECKbI, TOACHACPCKBL, PiHBCKBL, PPAHIIY3KbI, HIMELIKBI, FeOPaCKEL,
MiAIL, iTa ASTHBCKBI, TOABCKBI, POCHMCKBI, iCIIAHbCKbI, MEKCUKaHbCKDI, Ky6aHI>CKI)I, IIBEACKBI
i ykpainbckbl. B ThiM waci Victor BbisaBaa OCiOHBI KaTaAOTBI pe;cop3z'3 AASI TAKBIX TPYII 5K
Caosaxsr: Slovenské rekordy (Victor Slovak Records) un Anrosui: Lietuviski Rekordai (Victor
Lithuanian Records). B 1930 poxy Ha kapTui no4toBiil pexasmysano: Hosi Pexopdu: New
Victor Ukrainian Records. Boinpoaykysasst B AMepuiyi nabiTbl' 7’ ObIAM HArPHBaHBI B IIATAC-
CATBOX s13bIKAX. XOL] ACKOTPbI HAIPaHs pOOACHO 32 IPAaHULbOM i IPOAYKyBaHO B AMepui'’!
— BEKIIICT HarpaHb POOACHO 3 yAIAOM eMirpallMitHbIX MY3bIKiB i ChIiBakiB B cTyAisix ikaro,

(DiAbaACAbq)ii, Apoc AHAKeAec 1 IHYBIX MICT, aae 04bIBUAHO Hepeao BuibiTkbiM Hio Mopky.

Emirpanuiinuii AKT 3 1924 poka (KOTpI/H?I CTPUMAA MACOBY EMIIPAIIHIO AO AMCPI/IKI)I)
TepIIe CIPUYBIHHUA 3aTaMYBaHs POCTY PBIHKY A€ TPOAABAAA €SI €THIYHA MY3BIKA, A ITi3HilIIe
HOTO BIAAiHSA, KOAM APYTa I€HEpAIlsl €MIrPaHTIB aMEPHKAHiI3yBaAa €S a IepIla BUMEPAAA.
Yk nmepea 1925 pokoM paaio cTaso ¢s1 BEAUKBIM KOHKYPEHTOM ITABIT OQEPYIOUBl TYHBIIY
i Aimmoit sxocTH MysbIKy. bes B3rasiay oaHaue Ha TOTO Yepe3 HACTYIHBI POKBI My3bIYHBI
KOMITaHii AaAil TPOAYKYBAaAU BEAMKY KiABKICT €THIYHBIX HarpaHb. BaacTusi To mpoaykiims
TOTa OCATHYAA CBili pekopa B 1930 porri koan HapoAHa i eTHIYHA MY3bIKAa HEOMAAO KaXKAOTO
poay 6b1aa 6e31POOAEMOBO AOCTYIIHA Ha IIABITAX. DBIAO TO OUBIBHAHO 3Bsi3aHe 3 A0OpOOU-
TOM ABAALICTBIX POKIB, 3HaHBIM B AMepuiii mip HasBoM  The Roaring Twenties.”

Ha sxaap Beankist Kpusuc cipidbiHuA IBAATOBHE BIIAAIHS TOH IPOAYKIIMI YK Ha
CaMbIM IIOYATKy POKiB TPUALETHIX. My3BIKbI i My3BIYHBI KOMITaHii AOCTOCYBAaAU CS AO
3MIHAIOYOH €5 CUTYaIHi 0pepyIOUbl HOBBI BEPCHI €THIYHOM MY3BIKBI HATPAHBI 3 AYMKOM
O 3araAbHO-aMEPUKAHBCKBIM CAyXady. B ToT cmocib eTHiuHa Mysblka HarpuBaAa Csl iwybl
npotrsirom Apyroit CesitoBoit Biituer, ase B 1952 poxy Victor i Columbia sammapuan
el HarpuBaHs. [ li3Hille HarpUBaHs €THIYHON MY3BIKBI IPOAOAXKAAM AEM MAaABI KOMIIa-
Hii BAQCTUTEASMH, KOTPHIX OBIAT €MII'PaHTCKBI Gi3HECMEHBI, SIK IPUKAAAOBO YKPaiHbCKBI
uio-itopcknl Gipmpr: Cypma (Mipona Cypmaya) i Apka. Briau To opHade yx iHubl yachb!
i mepeBaXkHi iH4a, 6ap>1<e HOMyAsIpHA ncpepi61<a HAPOAHOM MY3BIKBI.

170) Judith McCulloh, ed., Ethnic Recordings in America: A Neglected Heritage, Studies in American Folklife, Tom 1
(Washington, 1982).

171) ITpuxaasoso 19000 Odecon-Okeh ckanpnnaBcko-mBeACKy cepio. Victor BHIAAA AESKBI ABBIBCKBI HATPAHS KOM-
nanii Gramophone 3 pokis 1907-1909. Crenan Maxcumiox, “AbBiBcbki 3Bykosamucu gipmu < <Ipamopon>>
1902-1914, B itoro: Mamepisau 3 yxpaincoxoi duckozpagii ..., c. 187.
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3poanaa cs Iaea

Icropust AeMkiBekbIx Harpanb B AMepHuIii'’> 3a4bIHAT Cs1 0A MPii, AF0Os190r0 MpisiTH
unoseka, [llrepana [Ixum6s1/Stephen Skimba a6o Shkimba'”® (3 II 1885-2 XI 1966).
Bpoasxenuii B ceai Boaosen ropauiikoro mosita npuixaa Bin A0 AMepuxsl B 1912 poxy.
[ToyarkoBo iMat04bl Cs1 pKHBIX pOOIT, B 1916 poKy BCTYIHA B PSIABI aMEPUKAHBCKOH ap-
mii. [To BiiiHi TOYATKOBO OCEAMA CsI B MicCTi BOTCp6CpI/I/ Waterbury B mrenti Kenekriker
ioapas craa 6ap3 AKTHBHBIM CEPEA AEMKIBCKOM eMirpanui. AoBea A0 OCHOBaHS KapnaTo-
pycckoro Hapoanoro Kaw6y/Carpatho-Russian National Club i pasom 3 Muxasom
[locrakom epHOro 3 mepmibix 0pAisiB Aemkosckoro Komurery/ Lemko Committee
B Becr Tasaeroni/West Hazleton B mrreiiti [Tencuansanis (1923). B 1926 poxy nepece-
aua cst oo Hro Mopxy, ae samemkaa na Bpykanni/Brooklyn i mparioBaa Ha — six ToTo cam
HasMBaA: “CTPIT Kapax_ [3 aHIAIACKOTO street car — mpamsaii).

Yk HepaoATO 110 ipuisal Ao AMepuksl [Ilkumba modya caoBa i My3bIKy HarpaHy Ha
MABITAX 1 6ap3 TO HOTO 3aAMBHAO 1 3a11€KaBHUAO. | [i3HiliIIe cCTOMUHAA TaK:

172) “Aemxoscka nicus, Kapnamopycexii xanendap Aemxo 1930 (New York, N.Y., 1929): 32-49; “Hcropis [epsoro Aevxos-
cxoro Pexopay,” Kapnamopycexiti xkanendap Bans Iynsuxu na 1931 pix (New York, 1930): 128-131; B.IT. Tnaaux, “Aeu-
koBcke Bechabst Ha pexopaax;” Jubilee Almanac of the Russian Brothehood Organization of US.A. 1900-1940 (Philadelphia,
1939): 130-148; Credan [lxumba, “Vcropus nepuoi pexopapt “Aemxoseke Becias,” i “35-Ta pounnris nepiuoii pekopabt
u puanma “Aemxoscke Beeaist, Kapnamopycexisi kanendap Aewxo-Corsa 1963 (Yonkers, NY., 1963): 114-132; 109-113.
IMocmorp Tixk: [Bar Mapgik, Baapex Maxcumosuy, Aemkiscie secins (KPI/IHI/ILI}I, 2000): 162-195.

173) J.H. Grabovsky, “Stephen Skimba,” Jubilee Almanach of the Russian Brotherhood Organization of U.S.A.
1900-1940 (Philadelphia, 1939).

49



50

Aenxiseka Hapoasa Myseixa Ha Bockossix Lnainapax (1901-1913) i Amepuxanbcxsix Pexopaax (1928-1930)

1 max om mozo npuz’33y 6 Amepuxy, m. e. 00 1912 poxy no 1928 pix wymisa
dymka 6 moiti 204061, yce npude mom uac, Koau i moi Ademxvr-pycurst douexame-
s m020, we nardecs daskuii emxo apmucm u nepedacn Hame Mamepurscxe
(1080, MY3VIKY | HAPOOHY NICOHIO HA NABIIY, TRAK SK YHC CNEPEIABANL CBOL TICLHI
i mysvLxy 6usvimxot Hamot Gpams Carasane.

Ha >xaap H10oro 4ekaHio He ObIAO KiHIIS.

Koau nossurncs niconi inuvix napodis i ix 8eciis HA NAGINAX, NPUKAA0080
MONBCKE, CAOBAUKE I YKPAIHOCKE, MEHE 10 MAK 3ACMYMULO, IHE 4OM HAULO20
AEMKIBCKO20 HITN, WINO 5 | CNAHS He MAd, 00 M3 2Pbl3A0, KOAU M0 0aXIN0 3
Hawvix Aemxis nocmapamcs 8vt0amu IKy HAuLy navimy.

5 xsitHs 1928 poka Illknm6a “sopsas” cs1 3 poboTs! ckopiue (Geciayioun! sxe XBOpHii)
1 ITOAETIA — SIK TO 6CCiAYIOT nosa ManraraHom — A0 MicTa. Ixaa Tam 3 Aymom Ha pameHy, 60
AYMaA 5K€ PEKOPABI HArPUBAaAU AeM IpodecHiHbI apTUCThL. Ha Mictm TAyMaybrTy e inpr my-
CiA, ke AEMKiBCKa My3bIKa TO He YKPaiHbCKa aHH HE pOCHICKA. XOI] KOIITYBaAa HOTro TOTA I10-
AOPOX KyC 3APaBsi TO ONAATHAO ¢s1 60 xomnanist Okeh miaHsIAa st BbIAATH PasoM 3 HUM €AHY
AEMKIBCKY IIABITY, KaKy4bl My OAHade 3arAatuti 50 AYASIpiB 3a HIO SIK 3aCTaB KOAH Obl OHa
OKa3aAa €51 HEHAAAIOUOM CST AO ITPOAQKBL

Harpansa AemkiBckoro Becias

He 65140 ipumiapAkoMm, 1ITO HArpUBAHS AEMKIBCKOH HAPOAHOM MY3BIKbI PO3IIOYATO BAACH] OA
BECiABHOM My3bIKbL. B KyABTYpHBIM (MYSBIMHBIM i TeaTpaAbHBIM) XKBITIO ACMKIBCKOH AlaCTIOpBI Beci-
ASI HAIIAO co0i ImoyecHe Mictie i To yx nepea Harpansimu 1928 poxa. [ Iprkaas0Bo 26-0ro 5XoATHs
1926 poxa rpyna AemkiB oporpasa nepeacrasains Aemkiseke Beciast B Kaisaenai/Cleveland.”*

Ao Harpans AeMKiBcKoIt BeciabHOM My3bikbl [IIknm6a, KOTpHil MaA My3bIaHY IIpaK-
THKY 30 CTAPOKPAEBbIX YaCiB A€ TPaA Ha 0acax 3 LIUIaHbCKOM OPKeCTPOM 3 Boaisiys, 30-
Opaa napyoco6osy rpymy aroau. Cepea Hux 6b1au:

I[Terpo Ayapa/Peter Dudra'” (VII 1893 — 1952 New York) 3 Posaisbs,

Banpo Barpasmk/John Watralik'¢ (17 VI 1884 - 20 I 1965 Middletown,
Connecticut?) 3 AaaboBu 06a rpau Ha IyLIASX;

174) Huxonait Lucasx, “10-aitauit FOBiaeit Hapostoro Aoma Aemko-Corwsa B Kausnanai, Kapnamopyccxuii Ka-
aendaps Aemxo-Corsa 1957 (Yonkers, 1957): 130-132.

175) Ayapa npumoa Ao Amepuxsl B 1909 poxy, a B uaci ITepmoit Cositosoit Bifinst 614 BasTHil A0 apmii (5 VI
1917). Tosapubiaa itomy cectpa Texast, koTpa misHiiiue Bbimaa 3a My i nucasa s Aparan. [Terpo Hukoau He
OXKEHHA Cs1, BEKIIICT XKbITs nepeBeA B okoani Hio I;IOPKY (8 1914 memkaa na Manrarani, 8 1930 Ha prKAMHi).
Dbia npaBocaaBHbIM. B pokax TpHALIETBIX MaA CBOKO OPKECTPY 3 KOTPOM HATPHBAA AASL PaAia i rpa 1o Beciasix
i sa6aBax. Ingpopmanui moxoast op Huxonast Ayaper/Nick Dudra (ndudra@aol.com).

176) B 1917 poky memkaa Ha Manrarani/Manhattan 406 E 70-ta yanst, a sanuMaA cst IPOAYKLIMIAOM Liurap.
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Banbo JKeaem/John Zelem (1897 - 26 I1 1976 Milford, Connecticut ?) 3 Boaais Ha 6acax;
Espoxust Aoaunna 3 pomy Ilennnas 3 Kopoaesu Pyckoit opcpriBasa ABi poai Mo-
AOAOH 1 CBAIIIKBI;

Posasnst Bri6ean/Rose Bybel'”” (1892 — 1922) 3 ropanukoit Banuni oacenisasa

TiXK ABI POAi CBAIIKBI i MAMBI MOAOAOH.

Xou movarksl 6b1au 6ap3 TSOKKEL 60 Ipoba 3a MPobOM He AaBaAa OAIIOBIAHBOTO
HarpaHs TO OAHAYe HE CMOTPSYBI HA TOTO IMPOAYLIEHT i TaK 3apsIAMA BBIITYCTHTH B CHBIT
IepIIy [ABITY 3 ACMKIBCKBIM BECIABOM, XOILl MAaA BEAMKBI CYMHIBBI iU cs1 OyAe OHa IIpoO-
AaBaty. Bpiaa To macausa pAennsus 60 masita npopaBasa csi AOOpI i TO OTBOPHAO AOpOTY
AO AQABIIBIX HarpaHb i Tpupidnoro xontpakry IIkum6sr 3 xommanbom Okeh, xorpuit
Hepoaro BeiKynuaa kommads Columbia. Oa xsitas 1928 POKa AO KBITHS HACTYITHOTO
pOKa HAarpaHoO BIIBITKOIO ABAALIET ACMKIBCKbIX BeciabHbIX chmiBaHok. IlicHapner TBO-
piB Ha OCMOX NABITAX Ha3BaHO 3BMYaiiHi Jemxoscke Becbas 1-16 (Bubitksr oast Okeh

i MEPEBUAAHEI AAST Columbia), a ABa pe;copﬁw HarpaHbl Ha KiHIIY 3BaAU CA

— Aemxoscxu sapysunu 1-2 (Okeh 15103 i Col. 20277-F) i

— Y Mamu na Tocmuni 1-2 (Okeh 15109 i Col. 20278-F).
Lliawit ToT 1mKAb 3anepro Harpansom My xocum/Kena icmu nece (Okeh 15110; Col. 20276-F).

Iayun! 3a nomyasipaictio Aemxosckozo sechas 1lkumba cTBOpUA HOBY OPKECTPY BO
crianpaui 3 Iyapom [Timxopom: Cyganska Orchestra Stefana Shkimby i Gyula Piszkora
i B atoteiv 1930 poxa Harpaa mmreipu cemiBaukel [fueancoxe eecuss (Col. 20207-F
120212-F), B korpeix cnisaau Moranka Perira/Johanka Fecica, Anna Fecica (17 11 1903-X1I
1974 West Sayville, New York?) i Tanua ITepcoaa/Hanca Persola. Ao Tembr Beciast HaBsi3aa
ik [IIkum6a B Harpansix Orchestra Stefana Shkimby, 3 korpom B Bepecun 1930 poxa Harpaa

— Kpecnunu mpu Mbcsyb no Bechuro/Kyms Kymy Xearums (Col. 20234-F) i

— Aemxoscxa 3abasa 6 Kopumb 112 (Col. 20224-F).
B Bepecan 1930 poka Tora opkectpa Harpasa Tix ABi pisaBsubl micHi Cegmuil Beuep
6 Kapnamax 1-2 (Col. 20242).

Ixum6a [Mommpst Ceoiti 3ainTepecyBans

Iryom “nuranbckom” opkectpom B kotpiit Illkumba cemiaa (mapery 1930) Gpiaa
Cyganska Orchestra Kalma i Piszkor, korpa Harpasa aBi nasirst: Bs Amepuyyi Cornara Apanceu-
xa/Moiausi Huy Hemame (Col. 20250-F), Ha xotpiit coniBasa Anna Ilepcaas/Anna Piersall
idemxoscxiti Baaw 65 Howo lopry acm 12 (Col. 20219). Intepecyrodsim € IuTo Harpans Baac-
Hi TOH “IUraHbCKOI” OpKecTpbl BIOpaHe 65140 A0 nponarysans Aemko-Corosa i AeMKIBCKOI

177) Tlpumaa oo Amepuxst 8 1909 poxky.
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cycniabHOM AistapHOCTH. Ha mowarky nepmoit crpasst (Ha KOTpiit My3bIKa 3BY9BIT K BaAbLL
IMIrpaBca) sikuca >KiHKa 3a10Bia AOGPOM aHIAIFICKOM MOBOM, 6e3 akLeHTY:

Ladies and Gentelmen! This ball is given by a Russian Lemko organization of
America. We are going to give you a musical entertainment and our president is
Qoing to say a few words to you after the dance.

B cepeayni Harpans 4yTi KOPOTKY MOBY IO A€MKIBCKBI, BBITOAOIIEHY HpaBAOHOAi6Hi npes HJKHM6y:

Aopozvs cecmpur i bpams, waenve Aemxoscxozo Corwsa. A sxo npedcidamens
mozo 0ddira npousy sac we 3abwisatime 3a nam Aemxoscxin Cows, 3a Hausy rem-
xo6cky razenyy. Thank you. [onaeckei]

I'To Tiit mpomoBi MysbIKa 3MIHAT cs Ha 6ap>1<e AEMKIBCKY a Ha IOYaTKy APYToi
CTPaHBI TOT CaM MY>KCKii TOAOC 3aIIOBiAAT:

Tenep @/Be COMLBAMNU NEMKOBCKILL KPYHCOK NEMKOBCKY Hapo&ﬂy CONIBAHK).

Llise ToTO HarpaHs 3p06AeHe € TaK sIKObI TpaBAMBI HarpuBaHe OBIAO B Yaci 320aBHI.
3HaMe, IITO Takbl 320aBbI €51 TOBABI GpakTH4HI opranisyBaay, a B Hio Hopxy npibysaa ix
PO3SKPYTHTH HE XTO iHYMI 2 BAACHE Ixum6a. ITpuxaasoso mia konern; 1930 poka soBea
BiH AO 30praHi3yBaHs TaKOM 3a6aBHI Ha bpykauHi i AocT mBIpOKO MHCAA PO HIO B IEp-
wim Homepi Aemxa 3 1931 poxa (“AemxoBeka 3a6aBa B Bpykaunt”).

[Ixknmba He A€M 3aIIOYAaTKYBaA ACMKIBCKBI HarpaHs B AMEpHI, aAe TDK MaA Be-
AMKUI B HUX YAIA. BIIBITKBIX IIABIT AO KOTPBIX HATPAHS BiH Csl IPUYBIHHA, SIK My3bIK 200
IIPOAYLICHT, BBIIYLICHO ABAALICT ABI @ IPOAAAO C5 iX IOHaA cTo Thicstan. [Iknmba opHave
He CKiHYBIA Ha THIM. YK B 1929 poui Harpaa Bo crianpaui 3 Muxasom Ayxsim/Michael
W. Duzey (22 X1 1893 - 24 111 1949) disbm Aemxoscre sechbas, KOTpHil 3 BEAUKBIM YCIIi-

XOM BKa3yBaA csl 1O 7.eticax place- anr. micye] ae memkaan Aemkor.'”®

Muxaa Ayxwuii i Mapis Iongapux

Ay>xuit,'” moxoastamit 3 [Teperpumkst ObIBLINTT FOPAULIKiF OYpCak, MaA CBOIO OPKe-
CTPY, 3 KOTPOM MEAJXKE iHYbIMA IPUTPUBAA Ha IIECTHOX pexopaax Mapii rOH‘IapI/IK/ Maria
Honcharik (na pexopaax Hamucano Honcharyk) s aomy Iepsx (14 VIII 1894 lanuosa
-6 V11979 Stamford, Connecticut). fonuapuk memxaaa 3 my>xom Teopopom (1893-1972)

B Crem¢opai mrreiit Kenekriket, e oa mouarky 20-Tix pokiB Masu papmy. Teoaop Tixx

178) B.JILIxapnk, “Koporkiit ouepxs ¢uabmpr Aemkoscke Bechaws,” Jubilee Almanac of the Russian Brothehood
Organization of U.S. A. 1900-1940 (Philadelphia, 1939): 152-156; “Aemkoske Beciais na dpuabmi osorpane B 1929
poxy, B: Huxoaait Llucasik, pea. Kapramopycexiii Kanendap Aemxo-Cowsa 1963 (Yonkers, NY., 1963): 132-134.

179) Horosxenom 6p1aa Anna (15 V 1895 Ieperpumxa - 2 IV 1955 New York) 3 korpom maa getsepo aitn: Alexander,
Roman, Olga Nosal i Julia Vos. Inpopmanui oa Maryann Dubowchik Bacsik.
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noxoauA 3 IandoBe! a mpumoa Ao Amepuksl B 1912 poxy. Maau onu cerna Ipuna I'onya-
puxa/George Honcharik (1917-1988).1%

Mapis loryapux Harpasa Meaxe iHIBIMA )KapT06AI/IBbI chIiBaHKbI: P20s Llarwnxy
Iuw/Ao6pa Ia30eins (Col. 20292-F). Ha inuiit nasrri (Col. 20247) oacpniasa oHa mics-
HIO, KOTpa 30Be ¢s1 Jkimonvxo. TeKCT € PO KOXaHsI, aAe MEAOAISI TOTA caMa, IUTO €l THECKa
Aemkbl cpniBatoT A0 cAiB: [0por wamvr Kapnamao: (nepepibka AOKOHaHa IO BBICEAIHIO?).
ABa inubl pexopde: Harpasa Tonuapux 3 opkectpom ITaBaa Bacuasusi/Paul Wasylec
(21 X1 1887-VIII 1965 New York ?), Bayuatoust Padio co Kapnams 1-2 (Col. 20220-F):

- Houxe nacmasme momo padio mosxce dammo 3 xparw 6yde?

- 3apas, 3apas nacmasaw na Kapnamor. Tuxo cayxatime .... cmayus Kpenuys
npocmo 00 AmepurvL AemKiBCKilh BeCIAHU MAPUL 0002 PAIOIN HAWLDLMY3bIKAHINL
a 00conisarm 016Kl WMo CYMm Ha 000aHH.

TOanpHK BBIPKHSAAQ Cs1 CEPEA AEMKIBCKBIX ChIIIBAKiB HEMEPECIYHBIM, CHABHBIM T'OAO-
coM. ToTo OBIAO AOLIHEHE B TOT CITOCIO, IITO ACSIKBI 3 €1 HarpaHb AICTaAM CHELiaAbHY apaHyKa-
LU0, 3rapaHbIN nepe TBip Aximonvio oachItiBasa JoHIApUK IIpY aKOMITaHIAMEHTi CAMOTO (He—
3HAHOTO B AEMKIBCKill HApOAHIi Mysblui) IiaHiHa, a iHYbI ABi CBITIBAHKBI IIPU AKOMITAHIAMEHTI
nianina i ckpunok (Pywa Tposka/3enenuis Iasi Col. 20245-F). TTianino nosBuao cs1 Tix cepea,
iHcTpyM™MeHTiB BoikopucTanbix B eit: Coumari Bowce Coumaii/Yowo Ems [oopars (Col. 20291-F).
JoHyapuk yapyBasa cBOIM FOAOCOM iII[bI AOATO IO 3aKiH4bIHIO HarpuBaHs. [ Ipukaasoso cpri-
BaAa OHA IO BeciAsiX, Ak ToTo Eaetin Poas Banagiask/FElaine Rose Wandzilak 3 Asxonom Biu/
John J. Beach (Hartsdale, NY., 8 X 1966). Llexase 1 suana npo [opss wawo: Kapnamuw?

Xoly BEKIIICT AeMKIBCKBIX Harpasb 3 pokiB 1928-1930 BbixoHaHbIX Ob1AO npes aHcaMOAi
CKAaAAI04bI 51 3 TapbI (260 Belle) CKPHIOK i 6aciB, TOTbI HEYBICACHHD! “He-TPAAMLIMITHBI apaHiKaLiyi

AAAM TIOYATOK TaK MOIYASPHBIM Ii3HIMIIE i THECKA nepepi6KaM AEMKIBCKOM HAPOAHOU MYS3bIKBL

[purpusarody [onyapuk Opxectpy Bacuabiyst Maa ocibHo Harparu Ayskuii B 1931 poui,
aA€ He 3HATS LU AO TOTO AIIIAO. Ay>kui MaA BEAHMKE 3all€KaBAiHsA ¢poTorpadiiioM i ¢piabMom.
Ipauosaa in aast Photo Art Gelative Reproduction Company'®! B 1931 poui nasiHysaa pa-
3oMm 30 I1IkumboMm ixaru Ha AemxoBuHYy i 3po6nm PinbM 30 sncoma Aemiis, ane TOK He 3HATS LU

A0 TOrO Aitiao.' 3name wmrro Iknm6a 6b14 Ha AeMKOBHHI I1iA KOHEL| POKiB TpHUALIETBIX.*

180) Teopruit Murrsan, “TTamsrrn Mapun Towaapuk,” b: SO Anniversary Almanac of the Lemko Association of the USA and Canada/
FObuneiinonii anemanax SO simus Aevxo-Cowsa CLIA u Kanadi (Yonkers, N.Y,, 1979): 69. Ty asropst xots noasixysaru [Tany
Asxonosu I Biu/John H. Beach 3 Morxepc/Yonkers, N.Y. 3a iomiu B Hafiajrio 6iorpadiunsrx indopmanuit npo M. Tonuapu.

181) Beue npo uvoro “Muxana Aysxiit 8o Heto lopxh,” Kapnamopyccxisi Kanendap Aewxo 1929 (New York, Passaic, Philadelphia, 1929): 119.

182) B 1970 poxy Huxoaait Lucasx sragyaa, wro Harpano B Amepuui aBa (iabmbt “us tpasuuiit Aemkos” — eact 3 1933, a apyruit 3 1964
poxa. PosxoauT 1 paBAOIOAIGHI IO ABa (iABMBI IIEPeACTABASIONEL ACMKIBCKE Becias, xoL Obian onu 3pobachsl B 1929 i 1965 poxy.
H. A. Lncasx, “Caasa 40-iravonmy 0suscto A.C..” Kapnamopycexuii Kanendape Aemxo-Corsa 1970 (Yonkers, N.Y,, 1970): 54.

183) Credan Illkumba, “Oaunoxas pycckas 6ypca na Aemxomunb,” Kasendap Obugecmesa pyccxux Gpamems na 200
1939 (Philadelphia, 1938): 146-158.
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IIIxumo6a B Paairo

Oa xinnst 1930 poka IIxnm6a 6614 MinHO 3ansTuit B Hio I;Iopxy A€ Ka)KAOTO BIiBTip-
Ka O ACCATIH TOAMHI BEYEPOM MPOBAAUA KapnaTo—pyCCKy Toanny HapaBaHy yepes papioBy
craipmio WLBX 3 Avonr Aiiaeng Citi/Long Island City na Ksinci/ %eens, a misHinme
T npes iHgpl cTanumi sx: WEWL, WMBQ i WBBS. Ao mysbraHoit onpasbl mporpamst
[IIxum6a cTBOpHA i1ibI EAHY OpKecTpPY (KOTpa rpasa TiX 10 Beciasx, 3a6aBax — sIK sTapaHa
BbDKILCE 326aBa Ha BpyKkanHi — i Iy IHYBIX HATOAAX) CKAQAAIOUY C51 30 CBITIBAYKBI i CEMOX
my3bikiB. Cepea HUX OblAU:

Ceman Kpoxra,

Muxaa Drax/Michael Izak (17 VII 1901-XI 1981 Ambridge, Pennsylvania?),
Aaam barikam,

Anppiit Cranyvak,

[Mredan Pockom,

IBan Boipocko/John Wirosko (1895-19672),

Aupis baiixam.

ConiBaukom 6biaa AHHA Kpoxra/Anna Krochta, 3aana tix 3 HarpaHs IABITOBOTO
Ax 5 botna Mana/Bodaii cs Kozym 3uydus (Brunswick 59071) B rpio 3 Annom Lopux (30
JKapbini) i Annom Apans/Anna Dran (14 IV 1900 New York-22 VII 1989 Passaic, New
Jersey ?). Burbrtisr ouu 6b1au uaenkunssmu xopy npu I IpaBocaasniii kareapi 8 Hio HMop-
xy. HaitBene MysbIksI 3 Toro Tpio Harpasa Anna Apans (poande 3 Kpamnnoit). Bpasa ona
VAIA B HATPAHIO LITO HAMMEHBILE ACCSTHOX ChIIIBAHOK HA Pex0pIax BHIIPOAYKYBAHBIX IIPE3
TPH PKHBI KOMITaHii — 1ricT 3 Hux B AyeTi 3 AHHOM Lopuk. I'lpo narpanst Anuer Apanp
3 Moannom Kapasx/Anna Karlak (23 VII 1904-10 X 1980 Mount Clemens, Mich.; po-
ande 30 Cmepexisusn) 3a Iopanu 3a Aucamu/Oi Bepuse, misi Bepuse (Okeh 15083, Col.
20282-F) tak mucaa I[TaBao Teaimax B aucti a0 Ademxa (1929, no.1):

Haiininwuii pexopd € Ou Bepuse Misi Bepuse. Hx 20 daxmo nouwye — a sxa 6ida
tiomy doxy4am — mo npasousi cobi cepdeni saniaxe.

Apanb BucTynuaa tix pasom 3 A. Liopux, I'l. Taaskosuyom i I'1. IToroBeim B rpymi
Pyccko-Aemxosekmit Ksaprer (sBanpiv o amramiicksr Karpato-Russian Quartet), xo-
TPUH HarpaA marpioTnaHuil pycodiabcekiit Tip [lopa, Ilopa sa Pyco Csamyw/Ha Qyncuni
3azubarn (Okeh 15806) i neproBHy My3bIKy:

— Omue Haws/brancens Myxns (Okeh 81001),

— Acna 3ops/Hosa Padocms (Okeh 15091).
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Myspika IepkiBua

Lepxisny (i irray) mysbiky Harpusaa Tk Bikrop Iaaauk/Victor P. Hladick (1873-1947)
— KOAVCH MOT'y4a, 2 THECKA IIPHU3a0bITa eMIHCHLINS ACMKIBCKOTO CYCIIABHO-KYABTYPHOIO i Liep-
KkiBHOTO >XbITs B AMepuii. [Aapuk npuioa Ao Ameprksl B 1893 poui i mo pokax nparii B Mari-
Hax B3sA ¢ 3a mevarans. OcHoBaa psia raser B Kanaai i 3aydensix AeprkaBax Bce moreparodst
pycocl)iAisM i [ IpaBocaasis. bBria BiH IPUATEABOM, EAHOAYMIIBOM i OAHCKBIM CITIATIPAIiBHUKOM
Ixnm6b1. KepyBaa Bi 3Hauy4bIM 4bICAOM ACMKIBCKBIX HATPAHb, BAYYAI0UbI [IPABAOIIOAIOHI BEK-
WICT 3raAAHBIX BRDKIIE YACHKIHb TIPABOCAABHOTO KateapasbHoro xopy B Hio Mopky. Taaauk ke-
PyBaA HarpaHsAMH Lemko-Russian Qliartet, 3 KoTpbM B ckaaai BIT. Iaaauk, V1. Maumn, FOaisn
Popoutyk i Auna Kypuako Harpaa measke irabiva Ha Ommycrme do Touacesa 1-2 (Okeh 15098).

Inasr Baygaror cs1 B Harpusans

Ihapuk i [HIkum6a BBICTYIIyBaAM B YBICACHHBIX HarpaHsx pO6ACHbIX IPe3 IPYIIBI TTiA
PKHBIMA Ha3BaMU. ToTp! 3MiHBI Ha3B cyT HpaBAOHOAi6Hi OA3EPKAAIHBOM 3MiH CEPEA TPYIIBI
apTHUCTIB 6pr‘{bIX yaia B Harpansx. [ To yacTy, oAHaYe BUHHKAIOT OHH 3 TOTO, IITO ACKOTPHI
aHcaMOAi 30epaAu cst A0 HArpaHsl EAHOM IIABITHL, 200 €AHOIT cecui 1 Mi3HiTlIIe PO3XOAUAH CSL.

He 3Ha4BIT TO B )KaAHBIM Pasi, IITO BUIBITKBI AEMKiBCKBI HATPAHS OBIAU TaK pO6ACHbI.

Kpim srasaHpIx BbDKIIE MYSBIKiB i CBIIiBakiB B HarpaHsSX OpraHi3yBaHBIX 4Yepes
Ixumby abo I'napuka Opasu TiXK yaia:

Awnacrasus Tuxanuy,

IBan CepOeHckiit,

Anna CepbeHcka,

Bacuas IIponsko/Wasyl Pronko (30 I 1900-X 1969 Chicago, Illinois?),
Hocucb Tamepckiit/Joseph Hamerski,

Isan Aemxo,

ITerpo Potko/Peter Rotko (12 IV 1900-VII 1982 Tampa, Florida?),
Isan Xosagerl,

MuTtpo Apimyax,

I[Terpo Kop6a/Peter Korba (1895-1965),

I'Ipoxomn Ionvak,

Texas Tonuapux,

Bacuap Bapxoasx,

Huxoaaii [ Torouax,

Isan Cosuuikiii i marepo Llpranis.

Cepea TO¥ rpynBI crieniaAbHi BUPIKHHAO €SI YETBEPO AIOAM, KOTPBI 30praHi3yBaAu CBOI
BAACHbI OPKECTPBHI.
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I'Ipo Opxkectpy IBana Aemixa/ Orchestra Ivana Leska 3name aem ToTO, 3xe Harpasa oHa
BokoaTHU 1929 poxa Aemxoscxe: Bewbpxos 1-2 (Col. 20188-F), A BeTymHumiA TeKCT 3ByYBIT Tak:

- Aobpuii seuep razduuxy!
- Aobpuii sexep disuama! Ori cmapa davi-se...... 60 0i8KbL Y#C nPULAL HA BEHLIPKDL.

- Tlpocume cobi do seuepi. Beuepsiime 300posi 3 bozom. Bowe Bam 6razoci08,
ncebwr Bam 6 bpici napocio.

- Tenep npawcme i conisasime.

Br1ao To Harpanst pipmysane npes Stephen Shkimba i Compania — noai6Hi six
inge Ae Tix cpmiBaa IBan Aemxo (pasom 3 Aunom Kpoxrom): Bdosa Kocumu Ilpocums/
Mysvixa Bdososi (Col. 20201-F), aae ae rpasu Ilerpo Kop6a i [Terpo Ayapa.

Ay>xe Berje My3bixbl Harpaau CepOeHCKbI (Cep6HHCKbI?), KOTPbI HATPHBAAU TAK AAS
pycodiabekbIxX sAK i yKpaiHbckbIxX cepeaoBUcK. [Tia HazBoM Serbenski's Russian Orchestra
(KOTPOﬁ TO TPYIIbI MEHAAKEPOM 6b1a [haauk i 3aTo kommanist Columbia mae Aesiker ix Ha-

rpans sarcansl g HasBom Hladik Russian Orchestra) narpaau onu taxst pexopdo: six
— Kynxossuxa (busa mene Mamu)/Becera [loavxa (Okeh 15085) i
— Kapnamo-pyccxiti Baavcs/[Iusa-Buna [oavka (Okeh 15084).

Buubitkoro HarpaAu npuHaNMHI ACBST pexopdié MiA HACTYIYIOYbIMA Ha3BAMH aH-
cambais: Serbenski Orchestra, Little Russian Orchestra, a ykpainbckbl nabIThHI 1iA 3Ba-
upoM Ukrainian Passaic Band.

Aem ABi sHaHBI IABITH IpUnUcye cst IBanosu Koaoyakosy, KOTpHil HarpuBaa i
nasBoM Lemkiwski Orchestra Iwana Koloczaka. Cyr o

— Aemxicoxuti baseys 1-2 (Col. 27181-F) i
— Aemxoscoxi [pudanu 1-2 (Col. 27175-F),
Ae cpriBaam Yerina Mycsiaa, Aopka Ilerpouxko i Tumxo Kpyxap.

IMpunaiiMui mict nabir Harpasa AemkiBcka Opkectpa Hukosas Ilorouwaxa/
Lembkivska Orchestra Nykolaya Potochaka, sBana tixx Opxectpa Hukoaast [Toroyaka/
Orchestra Nykolaya Potochaka, B Toim 4bicai 6514 Harpanuit B rpyanu 1929 poxa

— Aemxoscxu Kepmens 1-2 (Col. 20197-F) i B aroteim 1930 poka
— Manyuw, Tamyuw/bowce, bowce 2 cs Cmapam (Col. 27259-F).
Kpim roro ITorouak/Nicholas Potochak (1896-1974) narpaa tixk:
— B Kymu na Tocmuni 1-2 (Col. 27234),
— Cmapusi Odpexiscxuii Taney/Taney na Boicxy (Okeh 15608), mrsipu coniBanksl
— Aemxiscoxu Ilacmyxu (Col. 27243-F, 27261-F)

1 IITO HAVIMEHBIIIE ILAT IIABIT BO CIIAIIPALli 3 iHIbIM 6ap3 AKTUBHBIM AEMKIBCKBIM My3bIKOM A. EapHOM.
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Measxe 8 cepnias 1929 poxa a 24 mas 1930 poka A. Bapna'®* Harpaa npunaimui
ABAHAALICT IIABIT, B ThIM 3rapaHbix It 3 [Torovakom mip HasBamu: A. Bapua i M. Io-
touak Ceabcka Opkecrpa/A. Barna-M. Potochak Village Orchestra, Bapna ITorouax
i Ko., i Ukrainian Village Orchestra. Csoi BaacHbr HarpaHs bapna sBaa 3Buvaiini A. Barna

i Ko., a cepep Hux OBIAM MEAJKE IHIBIMA IHCTPYMEHTAABHbI HATPaHs
— Ayuxa 3enena/Odpexiscoxusi Mimanuii Taneys Okeh 15592, Col. 27292-F,
— Taneyv Hawozo Isana/llorvka “00 Tepuuxa do Tepuuxa” Col. 27198-F

1 TaKbl OACHITIBaHbI IIPY AKOMIIAHIAMEHTI OPKECTPHI IIPE3 meIpbOOCOGOBHﬁ xip
— Ax-em Turon Buepa Bewep/A Dis mo Xama 3 Kparo Victor V-21048).

A. Bapna HatiMyBaA Cs1 TK AO CITIBaHS Ha pexopdax IHIbIX OPKECTP, K IIPUKAAAOBO
bparis Toayrsikis-Kyssnuis. Ha aesikpix masirax bapust 3asnaueno: “Myseika A. Cepeaa,”
LITO O3HAYATA XK€ OPKECTPY AO TOro HarpaHs 300paa i mpoBaaua srapannit A. Cepeaa,
xon 1rise Harpass ipmysaa bapra. Meake ThiMa HarpaHaAMu 6b1A0: Hpoaﬂﬁ Myoxncy momau
Buuxu, Kynu meni Yepesuuxn/IIpodasi Myxcy Qepesuuxu, Kynu sxu maxu busxu (Victor
21033). IToaibubr ykaaab! 6b1am BuacHiime Ha nabitax kum6sl, Baygatoust Jemxoscke
Becbas ae 3a opkectpy opnoBipgaabuuii 6614 Ilerpo Ayapa.

[Toxoastumit 30 3unapanossr Camyia Iliain Harpaa npuHaiiMHI IITHIPH pexopdo:
nip Hassom Samuil Pilip i Jeho Lemkivska Orchestra, Baywaioust Harpanst B maio 1929

PpOKa iHCTPYMEHTAABHbI TBOPBI:
— Cxpunxa Ipae, bac Iyde/Aariscoxusi Tareyp (Col. 27179-F) i kasicnaHb1 AeMKIBCKBI TaHL:
— Aemxiscoxuii Madsp/Aemxiscoxa Tpscxa (Col. 27186-F).

B xommanii 3 IBanom Kapasikom narpaau onu mia nassom Samuil Pilip/John Karliak
i Ich Lemkiwska Orchestra aa tanui: demxiscoxusi Ulmanep/?Kundpaniscoxa Iloavka
(Col. 27177-F). Bpatst Kapasikpl Harpaau Tix IITO HaiiMeHbIIE IUTBIPH HABITBI 3 6paTsamMu
Dycsxamu nip HasBom Orchestra Bratia “Fusiaky-Karliaky,” aae 3pae cs1, mro aem eana
3 HbIx Ob1aa AeMkiBekoM (Cuepexiscka Toavka/Kpacna Aooxora Col. 27326-F) .

Beanxe ubicao aemiBekoit Mysbixst Harpasa Opkectpa bparst Toayrsixsi-Kyssimpt/Orchestra
Bratia “Holutiaky-Kuziany”. Ha >xaap He Mame HUAKBIX AOKAQAHIAIIBIX IHGOPMALIMIL IPO HHX,
OKpPEM TOTO IITO IIOXOAUAH OHH 30 ceAa Oapexosa, a B Amepuri Menkaan B Hio HOPKY, a BAACTH-
Bi Ha Ksinci/Queens. [ Tamsrarous, mro B Oapexosiit ocHOBaHO nepiiry Ha A€MKOBUHI YbITAABHIO
ykpainbckoit [ Tpocesitst (1892) — He € AMBHBIM, IUTO HarpaHs TOi opkecTpb o3HavaHo: Lemko-
Ukrainian. I Ay4pI 3a IOIYASIPHICTIO A€MKIiBCKOF BeCiAbHOM My3bIKbI [oAyTsikbI-Kysstrpr Harpasu

184) ABTOpaM He ITOBEAO Cs1 HAIITH HUSIKbI 6iorpadiunb inopmanui npo bapry. Komnosurop/anpurent Isan Maitabix 30
Avposa (26 X1I1 1927 — 23 X 2007), Ha miACTaBi CIIUCKY CTYAEHTIB cea OapexoBH, KOTPHIL BiH MaA, TBEPAHA B IIPH-
BaTHii 6eciai 3 Baaaxom MaxcumoBuaom e ObIA TO Anapiit bapra, Bp. 20 aums 1894 poky. Ancestry.com Bkasye
Anppis Bapry Bpoaskeroro 8 Oapexosiii 20 cepnins 1894 poxy, kotpuit Memkaa B Monkepci/ Yonkers, N.Y.
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— Cnpocunu Carnoyvrozo Ilosima, cim yactn

— Becirg Carnoyprozo Ilosima (Col. 27231-F, 27236-F, 27244-F, 27249-F) i

— Obepmana 3 Morodom/Odpexiscoxa Ioavxa (Col. 27161-F).
HarpuBaan oHu My3BIKY AO TaHIIsS

— Becena Mysuxa Taneys/Apobnuii Taneys Col. 27173-F;

— Aemxuscoxusi Taneys/Ha 3eneni Mexci, Ioavxa Col. 27160-F
i AO cbMiXy

— Tamynro, Mamynro, Ljubyas Cmynsia/Tam na Ayyi Serenins, Col. 27162-F

JKaprobausuii xapaxtep (i eTniunuit miatexct) Mae coriBanka Kacvka lenby Aae, Mapuna cs Comie
(Harpana pasom 3 indom xapTo6anBoM coriBankom Ax A pumton 3 Kopumu do Aomy Col. 27190-F).
[Tiapusar ry Aemxo sixicy Kacbky (oupiBuano [Toabky), a e0b €if cs1 ciopo6atn Kaxe opKecTpi:

Mysvixanmaet! 3azpatime mi noavoresa doxas 5 cu naindy 0ie4viry 00 manys.
AAe AeM ABAALIET ITAT CEKYHA ITi3HIHIIE 3apsAJKAT iHAKIIE:

Mysvixanmar 0ominme mi! 3azpasime mi Pasiny i seceny. laxy ynebv: axc sixna
dydnuan, sebvt axc mpickos 3 nioL02vL A€M,

Harpaau ik bpars Ioayrsaxer-Kyssnsi, six To 3anosia Isan Maatotiy/J ohn Maluticz, cpri-
BAIOYMI] Ha TIABITI Pa3oM 3 Texabom AsHOK, BOEHHY NICLHIO: qomupﬂah;ﬂmud Poyex CMyman Ha-
cmas 1-2 (Col. 27219-F). I Toai6Hi B ipunaaKy iedsix cBoix Harpasb [oayTsiker-KyssHpl sanpamasu
PUKHBIX ChI1iBaKiB (acTO MPUHANMHI ABOE AO CBITiBaHS B XOPKY) i TAK IPUKAAAOBO ObIAM TO:

— Amnapint i Hacrasisa Bepeneii/ Andrew, Nastasia Werenej, Aoﬁpa Toma 2Kena Ino
Myxca lanye/32y6uram 3anacxy (Col. 27176-F),

— Texasn Asuex/Teklia Diaczek i Oaena Mapceu/Elena Marsecz Tam na Iopi Asa
Aybu/Kamepuna Ipeuxy 2Kaara (Col. 27213-F) i Bsas Am ce 2Keny Xopousy/Bosce,
Boxwce wgo mo Ecms (Col. 27215-F) i

— Anna Cemuuk/Anna Semczyk 3acvsimu Micsuenxy i Tu 3ops Acna/Cususi Kownrw,
Konuuenvxy (Col. 27313-F).

Xou na navrri 1750 3enernum Aybom/Boxwce, Bowce wgo cs Cmano (Col. 27262) opkectpy cro-
Marat cbniBauka, a Ha nabtti O lymina Ainguna/Tlopsonuii Iapy6ox (Col. 27269) cpni-
BaK - HE IIOAQHO XTO TO OBIA.

Opxectpa bpars [oayTsxer-KyssiHbl € mpuKAaAOM IpyIibl, KOTpa IIOCAIAOBHI HArpH-
BaAa ACMKiBCKY My3BIKY ITiA TOM CAaMOM Ha3BOM (i B TBIM CaMBIM CKA2Ai?). Moxe BRIXOAHMAO
TO 3 POAMHHOTO XapaKTEPy iX My3bIKyBaHs a MOXE OBIAO KPOKOM B KEPYHKY THCLIHBOTO
MOAEAIO, A€ My3bIYHBI IPYIIBI CTAIOT CS1 TPABHi 3aCTEPEKEHBIMA MIAMETAMH.
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Erniyna IaenTuanict

BasxHbIM € MAKPHCAUTH, IITO ACMKIBCKA My3bIKa Ha pexopdax Oblaa IPOAYKYBaHa IIiA
PDKHBIMA €THIYHBIMA Ha3BaMU. PiaAko KOAM AeMKiBCKa My3bIKa HarpuBaHa OblAa MiA HA3BOM
Lemko. Harpaaaeii tax (aem pas?) Hukonait [ Torouak Opkecrpa/Orchestra Nikolai Potochak,
Cmapuii Odpexiscxuii Taney/ Taney na Boicky (Okeh 15608), a eana 3 nabir A. Bapna i Ko.
(Cama A Pyxcy Cadura/3acnara Aisuuna nid Aimunor Okeh 15607) Bbiaana 6piaa sik Lemko-
Folk Song. Koau yx opnade ITorouax Harpaa nasity 3 A. baprom/Barna, Potochak & Co.
nassaHo it Lemko-Ukrainian (Hama Xuxca/Ou Aybe, Aybe Okeh 15602, Col. 27282-F). Tax
HAa3MBAaHO iH4bI AeMKIBCKbI Harpans A. bapubsr, bparis Toaysxis-Kyssuis i C. Iliima. Inakime
CIIpaBa BBITASIAAAQ 3 MY3bIKAMU pycocl)iAbCKoﬁ OpEHTAIHI. I Txum6a, Taaauk i iHgBI YacTO AaBa-
A sBart: Lemko-Russian (Baygaroust “nuranbcker” Harpans B KOTpbIx 6paa yaia Hlknm6a).

bBecipa Ha Pexopdax

Xo11 4acT ACMKIBCKBIX HATPAHb € IHCTPYMEHTAABHBIX — 3 YbICACHHBIX ITOYYTH MOX HE ACM
ChITIBAHE CAOBO, AA€ TDK ACMKIBCKY beciay. Ayske IIABIT Ma KOPOTKBI AlAAOTBI IIEPEA, PO3IIOYa-
THOM IpaHsi, 3aubiHaioubl 0A IlIkumboBoro Beciast. Kaxaa 3 vactun Beciag Canoyprozo Tosima
ToaysikiB-KyssiHiB Mae Ha rodarky (a AEKOTpBI 1B CCPCAI/IHi) rapAy KiABKIiCT AlaAOTiB, B THIM BELIE
SIK ITiA MMHYTBI Ha TIEPILIH YaCTH i HEOMaAO MMHYTY Ha 4eTBepTiit. [ ToqyTi Mo Ha Thix (i iHIbIX
Lemko-Ukrainian) HarpaHsix 04bIBUAHBI YKpaiHi3Mbl HE3HAHBI B ACMKIBCKilt Oecial. Taymadprtu
TO MO I10 YaCTH BIIAUBOM YKPaiHbCKOI MOBBI Ha OeciAy CXiAHbOH /A¢MKOBHHBI, 2 [10 YaCTH TCH-
ACHIIMHOM CEPEA ACKOTPBIX YKPAiHbCKBIX AeMKiB AO AOTIOAHSIHSI CBOMOM AEMKIBCKOMH Oeciabl
YKPaiHbCKOM ACKCHKOM. JacoM OAHade BUAHO TDK IUTYUHY SI3BIKOBY iHIEPEHLMIO (MOXe ObITH
HPUIIAAKOBO 3aiCTHIAY IIPH npoeKTi/ KOpeKTi I'padiqHOI CTOPOHEI HAbITbI). I'IpuxaaaoBo B 3ra-
Aauiit nepie ceriBani [oayTsxis-Kyssnis HasBaniii Ha nabrti: Yomuprariysmuii Pouex Cheym-
nusi Hacmas 1-2 (Col. 27219-F) conisar e “Lmvipradyemuis ...” TToai6ni Harpars A. Bapra
i Ko.: 3acnana Aisuuna nid Aiugunoro (Okeh 15607) nosunno cs spatu: 3acnanra Aisuurna nid
Aingunom (Tax cs1 Horo cpIiBar), a inde Harparst loayrsixis-Kyssuis: 3amone mu cs Aisue Crnoda-
6a0 (Col. 27185-F), noBunno cs1 sparn: E1 Bmosedvs cs.mi Bmosdv Aisua Cnodabaso. 3 Harpanb
ITTkuMOBI BUAHO IITO KOAUCH AOCT YaCTO 6CCiAYBaAO cs1 ,,ACMKOBCKiI_ B MicIie TENEPILIHbOTO
»ACMKIBCKii1.” Moyke OBITBL, IITO TOTHI HAPAHS CyT HACTAPILIbIMA ICHYIOYbIMA 3BYKOBIMA 3AITH-

CaMH AEMKIBCKO¥ OECIABI i 32TO ITOBUHHBI MATH BAPTICT B AIHIBICTUYHBIX CTYALSIX.

IToasckbr Harpaust 3po6acHsr mpes AemkiB

[HTepecyoUubIM € AOAATH, IITO AEMKIBCKBI MY3BIKBI i ChITIBAKBI HATPUBAAH HE AEM
AEMKIBCKy My3bIKy. Measke mosoBUHOM pokiB ABaaueTsix a Apyrom CesiToBom BiitHoM

campl aeM Columbia i Victor HarpaAM IOHAA ABa THICSYBI ITOABCKBIX HarpaHsb. B Harpamnsx
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THIX MaAH CBill AOCT BBISBHAYHHUI YAIA A€MKIBCKbI My3bIKbI. OYBIBUAHO 3a3HAYBIA CSI B THIX
Harpansix [IIkum6a, KOTpuUil 3 YAIAOM ITOABCKBIX My3BIKiB HAaIPaA BiCEM ITOABCKBIX IIABIT.
bria BiH Meaxe iHYUBIMA CITIAOPraHi3aTOPOM IIECTHOX HArpaHb 3p06ACHbIX BO CITIAIIpai
3 B. Birkosckbim/W. Witkowski ria nassom: Polska Orkiestra pod Bialym Orfem (1931).
Bbiau TO HarpaHbl Yepes IPyIy CKAaAQI0Uy 5 3 LIECTbOX MY3HKIB AAs kommaii Vocalion

(25 AUIIIS 1931)
— Stare Skrzypce/Zyd na Jarmarku (Vo 60234),
— Czerwone Jabtko/Od Rana do Wieczora (Vo 60229) i
— Zolnierz na Pocztcie [sic]/Okreznym (Vo 60239).

3Aa€ ¢l OAHade, IITO HAMBELE ITOABCKBIX HarpaHb 3pobuam Oparst ToayTsiksi-
KysstHpl, KOTPBI HATPUBAAU ITip Ha3BaMu TakbiMa siK: Wiejska Czworka “Bracia Kuziany”
y ) y

i Stefan Skrabut i Jego Chlopska Orkiestra. Harpusaan tax chriBaHKbI 3 HallOAMKIIBIX

reorpa¢ivni AeMKOBHHI IIOABCKBIX TEPEHIB

— Ostra Polka/Polka z pod Wistoka, Col. 18327-F;

— Walc od Rymanowa/Obiecata mu we srodg, Col. 18388-F,
SK 1 3 AQABIIIBIX

— Tam jest czysta woda gdzie koniki pija/Tam pod Krakowem na Bloniu, Col.
18362-F;

— Sztajerek z pod Pirczowa/ Wianek Majowy” Col. 18444-F,
a cepeA iX MOABCKBIX HATPaHb HE MOTAO O4BIBUAHO 30PaKHYTH TeMbI BECIABHOI:
— Chlopskie Wesele, Walc/Polka “Odrobinka” (Col. 18335-F)
i TakpIx “TiTiB” AK:
— Polka “Hop, Ciup”/”Stare Miasto” Taniec (Col.18553-F),
— Polka w Pantoflach/Polka z Pieprzem (Col. 18360-F), un
— Sztajer z Gory Baraniej/Tramla z pod Pagdrka (Col. 18366-F).

3BepTaT Ty yBary BeAMKa KiABKICT HarpaHb MySBIKBI AO TaHILSI, KOTPA - STiAHI 3
Ieplue HOTYBaHUMA CIOCTEPEKBIHAMU KOACCCHI - TAyMadbITH 51 IOBUHHA MOLIBIPEHSM
cepea AeMKiB OABCKBIX TaHEUHBIX GOpM. 3 APYTOi CTpaHbI MAKPiCAMTH Tpeba, mTo B
AEKOTPBIX IMOABCKBIX HarpaHsAX ToayTsikiB-KyssiHiB BBIAHO BIIAMB ACMKiBCKOM MY3BIKBI,
npo wro sraaye Piuaps Crarcsya B texcri aoo CD: Polish Village Music: Historic Polish-
American Recordings Chicago and New York 1927-1933 (Arhoolie 7031), Ac BAyueHO Ha-
rpans Stefana Skrabuta (Toaytsxer-Kyssue) i rpynst Polska Orkiestra pod Bialym Orlem
(3 yainom Ilxkum6pr). He menbuie six Tpu moabcksl nabitsl Harpasa Orchestra Bratia
“Fusiaky-Karliaky.”
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CaoBauxsl, Ykpaincksl, Pyco¢iascks! i inust Harpanst 3po6aenst
npe3 AeMKkiB

Haiitu Mox Ti>k MOOAMHOKBI AE€MKIBCKBI HarpaHs CAOBAIIKOM MY3bIKEL Ty TIXK
3asHaubia cs1 [llkumba, xorpuit mip HasBom Slovensky Hudba marpaa masiry: Pesely
Mayner-Polka/Mabanska Polka (Col. 24158-F). C. ITiain Harpas mip HasBom Michal
Struhana a Jeho Ciganska Hudba: Chytry Taneine Cardasy 1-2 (Col. 24117-F), A.Bapua
nip HasBoMm A. Barna a Grupa narpaa caoBauxy nasiry: 1oto Dievée na Huby Chodilo/
Jeho Prvy Vojensky Oblick (Victor V-22059), a H. ITotouak nip nassom Mikulag Potocak
a Jeho Hudba narpaa Kolo Chizi Fizola-Cardai/Bratislavska Polka (Okeh 18082).

Tor-xe A. bapua 3 M. I'Torouyaxom mis HasBoMm A. baphua i M. IToroyak Ceabcxa
Opxkecrpa/A. Barna - M. Potochak Village Orchestra Harpaau nasiry, xorpa He € AeM-
KIBCKOM, aA€ TDK HE AOCTaAd HUSIKOTO €THiYHOro onucaus [lienara Boau na Byxosuny-
Taneys/Mama cs 3nocmums Masypra (Victor V-21019). € To €ACH 3 IbICACHHBIX IIPH-
KAAAIB HarpuBaHs npe3 AeMKiB CXiAHOCAABSIHbCKOH MY3BIKBI.

Samuil Pilip i Jeho Lemkiwska Orchestra narpusaan ykpaiHbcky My3bIKy, IpruKaa-
aoBo Mysuxa 6 Kopumi-Taneys/Ae Tu Bys Aniuxy-Iloavka (Col. 27189), Tak six i Bpa-
31 Toayrsaxei-Kyssust: Bassc “Omeniscoxusi”/[osvka 3 Aemamopus (Columiba 27290).
Pycocl)iAbcbe MY3BIKBI i CBIIBAaKbl CATAAU IO ,,I‘aAI/ILIKO-pYCCKLI” I POCHMICKBI MiCBHI.
B mapru 1929 poka Orkestra J. Kryskowa Harpaaa IITHIPU 9aCTH BECiASL, KOTPE Ha3BaHO
Taauyxe Pyccxe Becias-Wedding Scene 1-4 (Okeh 15104 1 15106). Ipu akommnaniamenTi
IATHOX My3bIKiB chriBasu Aemkbl: Bapsapa Kyaux, Auna Kpoxra, Beneauxr M. bpoaa
i Bixrop I'l. Iaaaux.

3rapaTu TDX BapTo, mTO B AUCTOmaAl 1928 poxa Ihaauk apamxyBaa HarpaHs 6a-
purona Isana . Mampina (osnasenuit Russian Lemko Baritone) Baywatoust Japao mene
Mamypo (Okeh 15092). Bria To 6aps Hetunosuii pexopd 60 Ha ApyTiil cTpaHi Maa Harpa-
Hs IHYOro apTHCTa, 3rapaHoro Bbpkile Pyccko-Aemkosckoro Ksaprera (M Ioceri boxs
Iopa)."® TsKKO 3pO3YMITH CAOBA THIX ABOX HarpaHb (3pOOACHBIX NP aKOMITaHiaMEHTI
niaHiHa i CKPHIIOK), aA€ HE BBITASIAQIOT OHU Ha AEMKIiBCKBI, XOI| B €EAHBIM Micii Mauipin

ChIIiBaT 0ap3 110 ACMKIBCKBI: “... 7220 Ovim aem nosepai...”

Beiau Tk iHubl pexopder osmadenbl Lemko, Ha xoTppix Harpans He 6Gaps3 Oblau
semkiBckbiva. [lpukaasoBo Bpars Toayrsaxe-Kussiasr Harpasn Lemko-Ukrainian HIABITY
30 comiBoMm Texai Asuex/Teklia Diaczek: Sx Mi wa I1[0]dinr, Tax Mi na 3asicaro/Ax Ae-
miau Iycu 3 Aarexozo Kparw (Col. 27202-F). Ha ix in4oii nabITi Hax0AMME TaKy “KASICHMHY

185) Llu mosxe To 6biTH chIiBaHKa A0 My3bIkbl Mukosa Aucenxu I1o moii Gix 20pa, xotpy B 1906 poxy sanncano aas
KOMITaHii Gramophonc B IToarasii? Crenan Maxkcumiok, “Ykpaincski sBykosanucu Gipmu < <rpaM0c]>0H> > Tall
NOATaBChKa ekcrieAutist B 1906 poui,” B ioro: Mamepisiu 3 yxpaincoxoi duckozpagii ..., c. 138.
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Lemko-Ukrainian coniBauxy ... [locstau Iypasi Osec (crpana b 1o Ademxiscoxa Tpombas Col.
21171-F). 3 napy npudsIH BBIHSTKOBOM € TIK IABITA HarpaHa depes HeaHaHy bamkine Mlidez
z Rusinska a osHauena six: Carpatho-Russian (Lemko). Bempoaykysaa eit Victor (V-21044)
3 Harpassi 3po6aeHOro B €Bpori. € T €AHA 3 HEYBICACHHBIX ACMKIBCKBIX [IABIT HAIPAHBIX 4epE3
KPaOBBIX MY3bIKiB, aA€ HpaBAOHOAi6Hi HE 3 TAAMIIKOH /AeMKOBHHEI aAe 3 I IpsmmiBuipiae! a6o
IToaxaprankoit Pycu. Harpans Toro Morao 6s1tu 3pobacte B Bparucaasi, oe Mepske iHUbIMA
HarpuBaa caoBaukuii Mysbik Samko Dudik.® IpoHiqHBIM Ty MOXXHA HA3BATH TO, IITO Ha CTPa-
Hi A TOH 5K CsI 3A€ BBIXOASYOH 3 PYCOPIABCKBIX KPYTiB IABITHI IIOMIIICHO ABA KASICHUHBI
... YKpaiHbcksl Harpaust: Youm, Qom, Jom 3emne Mos i Bsas bu 5 Bﬂuﬁypy! Ha inyin ix naprti
HaxopuMe Tix osHadenb! ik Carpatho-Russian (Lemko) i momyasipubt cepea Aemxis: Conye
nusernvko-A ne Iin, maii ne Asx/Ha Boiiny i1dy-Cycid ope (Victor V-21043).

Aoaaru Ty Tpeba 1po iHubl Harpas 3pobacHbI cepep PycuHIB 1o moayaHbOBi cTpa-
i Kaprar. B 1929 poxy xommanis Pathé Bempoaykysasa aast Heckoit Axkapemii Hayk eae-
HAALIET IIABIT 3 TOAOCAMH IITBHIPHAALIETBOX ChIIiBaKiB i ormosiaauiB 3 I loakapmarckoii Pycu
i INpsuuiBmpiasr. B 1935 p. npaxceka ¢ipma Radiojournal Beimycruaa paabmbix 16 masrr
3 3aIMCAMU HAPOAHBIX ITiCEHb B BBIKOHAHIO ChITIBAIKBIX IPYII 3 11ecThoX cea I Topxapmarckoit
Pycu. Ininiaropom 3amcis (3p06ACHbIX HE AAST TPOAQXKBI, & AASI BHYTPILIHBOTO KOPUCTAHS 3a-
MOBHHKIB) 6b1A TOBAMIIHII podecop Ykropoackoii rimuasii Ipan [ Tanpkesn (1887-1958).
I[To cmeptu npodecopa poauHa MOAAPYBaAa LiAMIL KOMIACT pexopdis (36epekeHbIX AeM
B EAHBIM IPUMIPHHUKY) HOTO Y4HBOBH, Terep npodecoposu, Mukoai Mymmunni (Bp. 1936).
BiH TOTBI yHIKaTOBBI MaTepHUsIABI BbIAAA B $popMi GOABKAOPHOI aHTOAOTIL: [010cU npedkis.
3eyxo6i sanucu gorvkiopy Saxapnamms i3 apxisy leana [anvkesusa (1929, 1935) (Ipsiuis,
2003). I'Tpars Ta mopae 98 micens 3 HoTamy, 14 Ka30K, A€T€HA, ITOBIiCTH i HapOAHBIX OIIOBIAQHb
316 cea (Opﬂ6HHa, Muxkyaammosa, Baasmxisii, Pycka Hopy6a, I Tuxui, Y6as i isan), a poopat-
koM A0 Heil € CD, Ha KOTPBIM CyT 3aITHChI BUIBITKBI 3 THIX POABKAOPHBIX MATEPUSAIB.

Bervimrana Kyasryp

Bepraiousl A0 aMEpPHKaHBCKOTO MY3BIYHOTO HPOMHUCAY IHOBICTH Tpe6a, IITO HE
OBIAO TO AUBHE, IITO MY3BIKBI €EAHOH HAIlUi HATPUBAAU MY3BIKY AASL iHIOH. YK TOYaTKOM
20-TBIX POKIB AESKBI MY3bIKBI IIPOIIEHBI Ob1AH HArpUBaTU AAS iHYBIX HaI[UH. IToaibHicT

i mepeHUKaHs My3BIKbI CYCIAYIOYBIX 30 COOOM TPyl €THIYHBIX'Y 4acTO IO3BAASIAO HA

186) Ilpo Totsr Harpanst (spo6actbt nepuoro ciurst 1929 poka) sraaye cs Ha crpani Internet Archive Audio Archive, hetp://
www.archive.org/search.php 2query=samko%20dudik%20AND%20mediatype%3Aaudio; socry-mue 10 anrs 2007.
187) Ha Totry Temy icHye Beauka aireparypa. ITocmotp npuxaaposo Ha: @isaper Koaecca, “Kapnarchkuii nuka
HapoaHuX nicens (cniabuux Yipainmsam, Caosaxam, Yexam i [oasxam),” Shornik I sjezdu slovanskych filologii
v Praze tom 2 (Prague, 1929): 93-114; Orest Zilynskyj, “O vzajemnych vztazich ukrajinskych a slovenskych
lidovych pisni,” Slovanské stiidie 1 (Bratislava, 1957): 203-247; Béla Barték, “Midarskd I'udova hudba

a l'udova hudba susednych narodov,” Hudobny zbornik 2 (Bratislava, 1954): 95-149; C. V1. Tpua, “Criabhicts
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BBIAABAHS TOI'O CaMOTO HAarpaHs (cneuiaAbHi iHCprMeHTaALHoro) B ABOX IIU BElle cepi-
SIX, 3 KOTPBIX KaXKAA CKEpPyBaHa Oblra AO iHUOH €THIiYHI Hy6AiKbI. Tax IIPUKAAAOBO 66140
30 caoBatkoM nasirom bapust: Toto Dievée na Huby Chodilo/Jeho Prvy Vojensky Oblick
(Victor V-22059), Bipanom Tixk aas Aemkis (Victor V-22042).

Toto IIEPEXOAKBIHS MY3BIKbI 3 €EAHOHM E€THIYHOM TPYINbl AO APYTOM BHAHO IPH-
KAQAOBO B IHCTPYMCHTaABHBIM HarpaHio 3pobacbiM mpes Slovenskd Orkestra Michala
Lapchaka: Jak Som ISol Prez Les (Victor 80576, V-22169). B itoro BerynHbIx 3ByKax 1mo-
9yTH MOX 0ap3 momyasipHy cepeas AemkiB coriBauky Hx-em Tuson [lpes Tom Aic. Slovak
Orchestra Michala Lapchaka 6aps sminnaa MeaoAil0 — MOX IIOBIiCTH, IITO BAACTHBI € TO
Bapialiys Ha TEMY OPUTiHAABHOH MEAOAIL. A MOJXKe Taka 6b1A2 opuriHasbHa MeaoAis? Cre-
L[iaAICTaM AMIIBIME CIIEPEYAHS CS ITU € TO MEAOAIS AEMKiBCKa IIU CAOBAIIKa. ITopi6HI TsDK-
KO OyAe AOBECTH OAKAAB IIPUIIAQ iHYA TOIyAsipHA cepea AeMkiB coniBanka [lacia lanys

I1asu. €i1 noabcky Bepcuio'™

II0YyTH MO B HarpaHio 3pobaeHsiM npes Ignacy Podgérski
i Jego Orkiestra: Pasta Andzia Pawie (Victor V-16311) i nosropensim npes Stanistaw
Cebula (Vocalion 60184). Intepecyioue 65 Tixk 6b1A0 IPUCMOTPUTH C51 iHIBIM OABCKBIM
HarPaHsM AO KOTPBIX aBTOPBI TOJ IPalli HE MAAH AOCTYITY,  KOTPBI ACM 3 Ha3BbI IIOAIOHDI

CYT AO A€MKIBCKbIX. MeAske HUMa BBIYBICAUTH TpCGa

— Pod Krakowem Czarna Rola (Vincent Rozycki, Bell S114, narpana tix npes
Stanistaw Mermel, Victor V-16098) i

— W Ameryce Dobrze Jak ldzie Robota (Jan Robak i Wladystaw Fronca i ich
Wiejska Orkiestra (Columbia Co 18478-F).'®

Baps nexaBom e Tix mabita ¢ipmysana npes Ungvarski Spevokol/Mixed Choir with
Gypsy Orchestra (Victor V-22002), xotpa Ha cTpani A Ma

- Hej! Temesvar-Cardas, a ua crpani b Tpu cpniBanke
— Cervene Vinocko, Ja Parobok s Kapusan, A Ja Sebe Poradzim!

3Aae cs1, WTo mAbITa ObiAa HarpaHa 3 AyMkoM 0 CAoBakax, ase He AiCTaAa OHa HHSKO-
ro eTHiYHOro omucans, Kpim resepassnoro Folk Songs. Hassa narpusarouoit rpymst
€ 6apa noaibHa Ao rpynst Iabai Lepoxa Uzhorodsky Pivéesky Kruzok, a mikanrepii A0aae
BIUBITKOMY aKT, IITO €EAHA 3 HArPAHbIX Ty CHIIIBAHOK 3HaHA € TDK MeAXe AeMKaMu 5K
A coii Xnoney 3 Kanyman.

MEAOAMYHMX THHIB y CAOBsiHCbKiH micennocti Kapnar, Hapodua msopyicm.-ma-emnozpagis up. 1 (AbBiB,
1966): 24-32; Oxcana Meavhuk, Crosayvro-yxpaincoxi nicenni 3613xu (Avsis, 1970); T. B. Meabunk, “Biao-
GpaXKeHHS KyABTYPHHX B3AEMHH 3 CYCIAHIMH HAPOAAMH B CY9aCHOMY My3HYHOMY OOy Ti 3aKapIaTChbKHUX yKpaiH-
uis,” Hapodna meopuicms ma emnozpagis 24, no.2 (Kuis, 1985): 58-64.

188) Kommnosurop/aupurent Isan Maitubik crBepana ke Meaoaist [Tacaa Tanys [lasu 1oaiGHa € A0 MeaoAii Marsz Hal[erczyka'w.
Tanepubkbl TO Obiaa moabcka apMist Bo Ppanuyii B waci [Tepuoit CeiToBoit Biitssl, mia komMasayBanbom reH. FOseda Taae-
pa. B 1919 poxy nepenvapero eit a0 IToabiisr Ae 0A0rpasa BeANKy poAio B 6op6i 3 Yipainamu B [aawapini.

189) Richard Spottswoods, Ethnic Music on Records, vol. 2 Slavic ...., c. 757, 801.
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Crocepea yKpaiHbCKbIX My3bIKiB'?

9 Ha ACMKIBCKBI MCAOALI 3BEPHYA yBary Hail3HaMe-
HUTIINI HATPUBAIOYUH YKpaiHbckuii rymasip B Amepui [ TaBao I'ymentox (1884-1965).1!
Meaoxe MOHAA COTKOM CBOIX ITABIT MaA BiH TiK ITAPY YaCTH AEMKiBCKOTO BECiASI O3HAYEHBIX

sik Lemko-Ukrainian
— Aemxoscxe secbas 1i2, Col. 70012;
— Cnpocunu 112, Col., 27154-F.

B ix narpauio Opaau yaia Aemksr FOcruna Mycsiaa/Ustina Musiala, Aopxa Ierpouko/
Dorka Petroczko i Tumxo Kpykap/Tymko Krukar. T'ymentox 6paa Tix yaia B iHdbIM Ha-
IPaHIO A€ ChITIBAAO TPiO THIX CAMBIX CBITIBAKiB, aA¢ IiAicT pipmyBasa Lemkiwski Orchestra
Iwana Koloczaka:

— Aemxoscoxi [pudanu 1-2 (Col. 27175-F) i
— Aemxicoxuti Baseys 1-2 (Col. 27181-F).

AesKbI A6MKIBCKBI HarpaHs 3po614A Ocu¢ [Tisio/Josef Pizio, KOTPHH IPHUILIOA AO
Awmepuxsl epea Ilepmom CoitoBoMm BifiHOM, HHKOAU €51 HUYOTO He AOPOOUA 1 rMep I1e-
pea 1945 poxom. EAcH 3 TOAOBHBIX OpraHi3aTopiB HarpaHb yKpaiHbCKOM My3blKsl MipoH
Cypmau (1892-1991) Tax itoro cioMmuHan:

Boia 6in npasdusvim Hapoduvim mysvixom. Boicoxuds, dyyce nus. Huxonn ne sv10i1-
em 20 be3 11020 ckpunox. He suan nom. 3suyaiini sanepan ouvt i 2par. Koau ydaro
M CSL 300pamu oprecmpy #ebvL momo Hazpami, 61 e 3a01s mea00ir i He Mi2 €1
nosmopumu. Mycuiu-cme wazpamu wmocwt inye.'”

Xon moabckbl My3bikbl (mpukaaposo Frank Przybylski, Leon Witkowski'?)
KAHKAHBI OBIAU HATPUBATH MY3bIKY AAS iHYBIX €THIYHBIX IPYIl — HE HAXOAUME HHUIKOTO
[PUKA2AY, IITO HATPUBAAH OHH, 200 OpaAM YAIA B HAIPUBAHIO ACMKIBCKOH My3bikbl. He
MO IIOBICTH, IITO A€MKiBCKOH MY3bIKbl OHHM HE 3HAAH, 60 rapaa ix KiAbKiCT MOXOAHAQ
3 TEPEHIB IIOAOXKECHBIX ACM KYC Ha IMiBHIY 0A /ACMKOBHHBI, IPUKAAAOBO 3 TOPAUIIKOTO IIH
sAceAbCcKoro, Ae I Toasikel, €Bpeﬁi i AeMKbI yacom pasom rpaAI/I.194 ToTBI MOABCKBI MY3bIKBI

MaHi(l)CCTYBaAI/I CBOE€ PCI‘iOHaAbHC TIOXOAJKBIHAT HATPUBAHbOM TAKBIX TBOpiB SK:

190) Bene npo ykpainbcks Harpass nocmotp: Anisa H. Sawyckyj, “Ukrainian-American Fiddle Music - The First Re-
cordings 1926-1936,” rexct AoayucHuit A0 ABonabrrosoro Biaans Folkloric Records 9015, 1977, nepeneuarane
Ha: htep://www.lemko.org/lih/music/surma.html; pooctynse 10 anmis 2007. ITocmotp Tixk Ha npamo Crenana
Maxcumioka: Mamepisau 3 yxpaincoxoi duckozpagii ma s6yxosanucy (Avsis-Bamunrron, 2004).

191) Richard Spottswoods, “Pawlo Humeniuk: A Ukrainian Fiddler in the New World,” Mausical Traditions No 10, Spring
1992, nepeneyarane na: http://www.mustrad.org.uk/articles/humeniuk.htm; socrymse 10 anms 2007.

192) “Ukrainian-American Fiddle Music - The First Recordings 1926-1936.”

hetp://www.lemko.org/lih/music/surma.html; socTynne 10 aumws 2007.

193) Richard Spottswoods, Ethnic Music on Records, vol. 2 Slavic ...., c. 847-852.

194) William Noll, “Economics of Music Patronage among Polish and Ukrainian Peasants to 1939, Ethnomusicology
35, no. 3 (Champaign, IlL., 1991): 366.
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— Oberek z Gorlic (Jézef Brangel i Wiejska Orkiestra, Victor V-16178),

— Oberek od Jasta (J6zef Brangel i Wiejska Orkiestra, Victor V-16018),

— Polka z Grybowa (Franciszek Grabéwski i Wiejska Orkiestra, Victor V-16290),
— Oberek od Rymanowa (John Wyskowski Victor V-16056),

— Polka od Krosna (John Wyskowski Columbia Co-18430 F), a6o

— Z Karpat (Baczkowski Wiejska Orkiestra, Victor V-16047).

Haiierie moAbcKOH My3BIKBI 3 OKOAUI] A€MKOBUHBI Harpaa Franciszek Dukla. I'lia nHa-
3somM Fr. Dukli Wiejska Banda Harpaa BiH Aas kommadii Victor B Yikaro meayke iH4bIMa

— Obertas z Dukli (V-21063),

— Polka z Krosna (V-80477),

— Mazur z Sanoka (V-81669) i

— Sztajerek Dukli/Sztajerck od Gorlic (V-16082).

Harpans Torsr 3pobacHs! 066141 Mepyxe 1926-Tbim a 1928-b1m poxom.

Sxsix Pexopdise Cayxaau AeMxbr?

Ha xoHen nexaBbiM 6b1 OBIAO IIPU3PITH €51 SIKBI €THIYHBI Pexopds. TIBIAM CS I1O-
nyasipHicTio cepea AemkiB. He € cymHiBY, mITO HallBEKIIOM ITOMYASIPHICTIO TillIBIAM C
AEMKIBCKBI HarpaHs, HpaBAOHOAiGHi 6e3 OTASIAY Ha TOTO LI OBIAM OHU IIPOAABAHBI ITiA
masBom Lemko-Russian 1 Lemko-Ukrainian. 3HaMeHUTA BEKIIICT THIX HarpaHb ObIAa
AEMKIBCKa, 2 3BaHs YKPaiHbCKA IIM POCHMCKA AOCTaBAAU AEM AAS MIAKPHMCAIHS IOYYTS
HalliOHAABHOM IIPUHAAEKHOCTH iX BHIKOHABIIIB.

He e Tixx cymHiBy, mTo cepea /AeMKiB TpoAABaAU €5 YKPAiHbCKBI MABITEHL I [oBOAXBIHSA
arapaHoro I'yMeHIoKa orepaao cs1 Mea)ke iHUbIMA Ha THIM, IITO FOTO HATPaHs MIPOAABAAH CS1 HE
AeM cepep, Yipainnis. Camoro Yipaincoxozo Becins (1926) npoAaAo ¢ pec 30 150 Tercsran.
Xou eTHIHBI TpedePEHIINI MAAM TIEBHO AAS ACAKBIX /ACMKIB 3HAIBIHS TO 3AA€ C51, ITO (TOAL-
OHi sIK rHCCKa) YKPaiHbCKBI, POCHHCKBI LT AAIME Ha TO IIOABCKBI 200 CAOBaIIKBI Harpass Tpad-

ASIAU AO MY3bIKAABHBIX AEMKIBCKBIX ,A,OMiB TbIM 6ap>1<e, OKC ITOSIBUAM C51 OHU Ha PhIHKY IICPIIIC.

Cepea CAOBAIIKBIX TIABIT 3rapati Tpeba takst sk A. Pelak a Spol: Sariskie Vesele tast
1-2 (Col. 60071-F) i Joseph Sikora a Spole¢nost: Sariska Zabava cast 1-2 (Col. 67003-F),
a crienusiabHi ToTy Harpany npes Michael Tokarick a jeho Slovenska Orkestra: Janko
v Pittsburgu (John in Pittsburgh)/Janko Wraca Sie Domu s Policmenom (Policeman Brings
John Home) Victor V-22040. Pexopd TOT He Ma HUSKOTO €THIYHOTO OIMCAHS, & IIEBHO
Ob1a onyasipHuii Tak cepep CaoBaxis sik i Pycunis. Xor roaoBHMIT 60raTep SHKO rAsipaT
B HiTc6ypry CaoBakiB (i KOAH iX HaHAye 6€CiAy10T OHHU IO CAOBauKm) — BIiH caM 6eciAye
CXiAHBOCAOBALIKBIM, IIAPHILICKBIM AIAACKTOM — 6ap3 30AKEHBIM AO pycuHbCcKOro. Michael
Tokarick narpusaa aas kommauii Victor, a nisniitme Tpoxa oast RCA. Busitkoro 3spo6ua
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BiH 41 Harpans.'” ITapy 3 HuX ObIAM TO CKeYbI 30 3rapaHbIM SJHKOM B KOTPBIX C5 AyXke
OeciayBano a (ax AEKOTpPBI XaAiIOT) He Tak Ay>Ke TpaA0. 30 B3TASIAY Ha BBIKOPUCTAHSA Ila-
PHILCKOTO AlaAEKTY (a SK AEKOTPBI TBEPAAT YaCOM i PyCHHBCKBIX AiaAOI‘iB) 130 B3rasiay Ha
toro, wro Michael Tokarick a jeho Slovenskéd Orkestra Harpaaa mapy incTpymMeHTaABHBIX
TBOpIB (rOAOBHi IIOABOK, KOTPHI Victor mepeBUAAA MiA iHYBIMA HA3BAMH AASI TOABCKOTO,
AITOBCKOTO i yKpaiHbCKOIO CAyxaqa) — HarpaHs TOTBHI TIillIBIAK CsI ITONYASIPHiCTIO cepea Py-

cuniB. Mepxe Huma 6b1a TBip Sanok-Mazurka (Victor V-81208).

CAyxato4bl CAOBALIKBIX HATPaHb HE CIIOCIO He CIIOCTEpedsl iX 3BS3KIB 3 AEMKIBCKOM
LM 3aTaABHO-PYCHHBCKOM My3bIKOM. (CAOBAI[KbI MyS3BIKBI HE ACM K€ OA THIX 3BA3KIB HE
BTIKaAH, aAe iX 3MILIHSAU BAYYarO4bl PyCHHBCKY MY3bIKY AO CBOHOIO perepryapy. Measke
inybima Pachad A Juskani¢ Slovenskd Orkestra narpasa aast caoBankoro cayxaua cpliBaHy
110 AeMKiBCKbI cbrtiBauKy Maloruska Kolomejka (Victor V-22037), xotpy mnisHiitime mepe-
BHAQHO AASL ACMKIBCKOTO, YKPaiHbCKOTO i pocuiickoro cayxada (Victor V-21021). Llexassim
6b1 6b100 nocayxaty ix Harpans Prisla Po Mria Kartka (Victor V-22054, Bluebird B-2780),
KOTpe MOXKe OBITH CAOBALIKOM BepcuitoM Toro mto AeMksl 30ByT Ked Mi [lpumia Kapma.

Beauxy nonyasphicTio cepep AeMKiB TIIMAM €SI HarpaHs TAaAMILIKOIO Pycodias
Iabai Llepoxa/Elias Tziorogh (1880-1942). IToxopua BiH 3 okoanup AbBOBa, CKiHYBIA
AssiBcky Koncepaaropiro i ObIA AUPUICHTOM XOPY i 3HaBI[bOM My3BIKBI. byaydsr pyco-
diabckoit iaeonorii 6b1A BiH ,A,o6pi 3HAHHUH B ACMKIiBCKBIX PYCOQIABCKBIX CEPEAOBHCKAX,
MeAKe IHYBIMA 32 CBOIO IIOAITHYHY AlsABHICT B 4aci i o I Iepruiit CppiTosiit Biitni. beia Bin
TiK aBTOpoM KHIKKbL Kapnamor u Crassne — Ilpedanie (New York, 1941). ITia Hassom
Xop Coaucros Lepoxa/Tziorogh's Soloist Choir - Male Choir with Orchestra narpaa
Bin 27 cepnnst 1927 poxa: A Pycuns bowis/Ilodxapnamcxin Pycunst Coxonvcxii Mapus
(Victor 80105). Cporo monmyasipHIcT 3MiLjHHA BiH HarpaHBOM TIiA HasBoM Bukropa Apa-
maruuHa Apyskuna/Victor Dramatic Circle mro HafiMeHblue AeCATbOX 9aCTH HE YOTOCH
inoro six Bechae (vact 3/4: Victor V-71009, 9/10: V-71013). Harpasst ToTbI BKasaAu cs1
ik mip HasBoM Uzhorodsky Pivéesky Kruzok: Karpatorusskoje Vesile (aact 1/2: Victor
V-72005, 5/6: V-72007,7/8: V-72006,). Llepox 3HaA Ay’ke HAPOAHBIX CBIIIBAHOK i B CBO-
iX HarpaHsx BIEPaA CS IIPU THIM, XKeObI 3ByYaAH OHH TaK sIK 3BYYAaAH KOAH iX ChIIIBAaHO
1o ceaax. Aast Aoaanst Bekimoit aBTenTraHocTH Llepox (koan Toro tpe6a 65140) ykbiBaa
crieniaAbHBIX €PEeKTiB TOMAral0ubIX OAAATH peaAis ceabckoro xaiTst. Ha itoro masrrax mosx
04y TH OPEIIyYbI IICHI | ITAAYYYBI HEBICTBI. 3AA€ CSI LITO TOTO POAY HArpaHs He ObIAM TaK

TITOTTYASIPHBI SIK TOTBI AO TAaHIIIOBAHSI, AAC CYT 3aTO L[iHHI)IM KYABTYPOBBIM CbBiAOLITBOM.

OciOHy rpyIty CTAHOBSIT HarpaHsi LIEPKIiBHbL 3Aa€ Cs1 IITO 6€3 OrAsIAY Ha TOTO Ly ObIAK

195) Aesksl 3 THIX HArpaHb NEPEBHAAHO CydaHi, Baydaiousl CD xommissimiio: Slovak Csardas: Dance Tunes frym
the Pennsylvania Coal Mines 1928-1930 (Heritage Music, 1997). Teker A0AydeHHIT AO TOTO BBIAQHSL i ACSIKBI
cpniBankel ¢yt Ha http://www.lemko.org/lvpro/majna.html; socrynne 10 mas 2008.



HArPaHBI IIPE3 IPABOCAABHBIX L1 IPEKO-KATOAUKIB IPOAABAAU C51 [IEBHO OHH CEPEA HEOMAAO
BIIBITKBIX XPUCTUSAH CXIAHBOTO o6p5[,A,y, B ThIM 4bICAi 1 cepep, AemkiB. He maso Tk npasao-
ITOAIOHI BEKIIIOrO 3HAYBIHS TOTO LU HarpaHs TOTHI 3p06bIAI/I Pocusne, Yxpainmi, iu AemMKeI.
Tors! ocTaTHI HarpaAH KyC IJEPKIBHOM MYSBIKBI, IIPO IITO 3raAyBaAo cs1 BYacHiime. I Ipukaa-
AOM HarpaHb yKpaiHbckbix € Tpio B. bapuaniBna/V. Barczaniwna, I. AaBuaerxo/]. Davidenko,
I. IManaposerkuit/G. Schandrowsky: [Bo] Begueemi Hosuma/Bossecenumocs Bei (Okeh
15597). 3 rasunksIx pycodiabCKbIX CepEAOBHCK OXOAMAH ChITiBaKbl, KOTPHI i Hassom CL.
P. Kruzka S. Banickoho pod Rukovodstvom B. M. Broda narpasu Cuyncta Cs. Cepdyy Iucy-
ca 1-4 (Col. 20208-F, 20209-F). Tix 3 pycodiabcKbIX, are 3Aa€ €51 IUTO 3aKAPHATCKBIX KPY-
ri BerBoAHA cst Rusin Organ Chorus (Carpatho-Russian) under the direction of Prof. John
A. Saxun, xotpuit Harpas: Crasa Edunopoonsui 1-2 (Col. 20233-F) i Xop Llepxest Cormue-
crBust C. Ayxa/Chor Cerkvi Sosestvija Sv. Ducha, korpuit varpana: [lpospu o Mapue Ha Téou
Ipexpacnvui A109/Oxono Onmaps Mapus Lisdara (Victor 68888). Baps Ayxe uepkiBHO#M
My3bIKbI Harpaa srasanuii yx L. Lepox 3 Taannkxom Tpymom/Galician Troup.

ITpoaasx Pexopdie
Ha xoner npuspifime cs ibl K BEITASAQAQ AI/ICTPI/I6YLH/I§I AEMKIBCKBIX peicopaz'g. Haii-

IIepILE 3aHSAM CS1 HhOM CaMbl OPTaHi3aTOphl HAIPaHb POSIIPOBAAJKAIOUBI iX 30 CBOIX AOMIB
— S. Shkimba, 69 Bedford Ave., Brooklyn, N.Y.,
— V.P. Hladick, 418 E 69™ Str., New York, N.Y..

Oroaommasu cst OHY B TakbIx rasetax sik [ [pasda (opran O6mectsa Pycckpix Bparrs)
i Aemxo (opran Aemxo-Corosa) i 0A3ByK Masu Beaukiil. B nepmbiv Homepi Aewxa 3 1929
POKa HareyaTaHo Hapy AMCTIiB 0A 4bITadiB (“OTSBIBBI O pycCKO-ACMKOBCKMXb PeKOpAAX),
B ThIM 0A ' Tapacksr Croporko:

Ax 2 docmana 00 Bac pexopdsr mo mak-em cs nomimswtia k01 00 mere daxmo
3 podunws 3 kpar npuixar. A ywc 25 poxis scviro 8 Amepuyi i 3a mom 4ac 3 He wyia
IAKBIX MUNOIBYUHVIX HAWDLX NEMKIBCKDIX NICEHD SK HACONIBANHO HA PEKOPOAX.
A mam yxpainvckor pexopdve i yKpainvcke 8eciis, ase uimo wyjnce mo He muie
i 2 pada nowymu c8orw niconw — A noxoducy 30 cera 3asadka Poimaniscka.

[Ilxumba 3 wacom 3avaa rasparu auctpubyropiB. B posnpoBasxans aemkis-
CKOM MY3BIKBI BTSATHYA CSI TiK CKOPO Aemxo-Coro3 IIPOAQAIOYBI iX 3 peAaKiui Aemxa
(302 Fairmont Ave., Philadelphia). Llina ycTascHa 6p1aa Ha 75 11EHTIB 3a IIABITY, 2A€ OA Mast
1929 poxa Aemro-Cor03 AOAABAA EAHY IIABITY AAPMOBO AO KOKABIX ACBSITHOX 3aITAQYEHBIX,
a B Ademxy pexasima rorocuna: “Koau y Bace ecmo ponozpags mo Bu spbusume xoau y Bac
nbmas scezo Aemxosckozo Becbas.” O xoarns 1929 poka Aemxo-Coros A0aaBaA yx Tpu
IIABITBI 74115 AO KAXKABIX ACBATBOX 3alIAAYCHBIX — 3#auums 12 pexoposs 3a $6.75.
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Tix 3 (DiAaACAq)ii i To 3 TOM camoit yaurj, mro Aemko-Coros, IIPOAABAA AEMKIBCKY
My3bIKy Ha pexopdax: Holowaty Music Supply (703 Fairmont Ave. ), 3HaHHIi 3 OTOAOLIBIHB
B [1pasdi npunaiivHi 0 1927 poka i mpoparoumil TiXX pOCHIICKY, YKPAIHbCKY i LiepKiBHY
MYS3bIKY. 3 4aCOM iHYbI 3a9aAH CIIPOBAAKATH ACMKIBCKBI HAIPAHS AO CBOIX KPAMHHIY

— Kutscher Music Store, 2152 West Chicago Ave, Chicago, Illinois;
— Alfred Balucki, 807 Jefferson Ave., Cleveland, Ohio.

CHPOB&A)KQAI/I IX TIXK A€MKIBCKBI (l)iprI CIIEL1aAi3YIOUbl CA B IPOAAXKBI PLKHBIX
IPOAYKTIB, 2 PEKOPABI IIPOAAIOYBI ACM Ha ,AOCTABKY — 5K IPUKAAAOBO KPAMHHILIS
3 aepamu i nykopkamu C. Pepopuaka (S. Fedorchak, 2 Kulik St., Clifton, N.J.). [Tpoaax
POSIIBIpUAA CS TIXK Ha Kanaay xoau B EamonTOHI IPEACIAATEAD OAAIAQ Aemxo-Coro3za
H. M. Tarko orsopua The Horn Music Store (9731 Jasper Ave., Edmonton, Alberta).

Konxkaro3sii

AeMKiBcKa MysbIKa 3a4asa PO3BHBATH Cs 3a CIIpaBOM €aHOro 4daoseka- Illreda-
Ha [IlxkumOp1. 3 03rasiAy Ha TO WTO 3amOTPIOyBaHs Ha AECMKIBCKBI pexopdos OBIAO BEAHKE
YBICACHHDI iHYbI MY3BIKbI ITIIIIAY 32 HUM 1 AeMKbI B Alacriopi MaAu 3MOTy 36CPCI‘aTI/I i posBu-
BaTH CTHIYHY KYABTYPY 3aBASIKBI cBOFOM Mysbiuti. Poxbr 1928-1930 65141 vacom TBOpUOC-
TH i po3BUTKY. [ IpoayKIHs AeMKIBCKOH My3BIKBI Ha pe;copaax BBIIIOAHHAQ 3an0Tpi6yBaH5{
1 BTUIIIBIAQ TYTY CEPEA AIACTIOPHI 32 piaAHBIM KparioM. I Ipes cBoi mioHepcKsI AlsHS I Tkum6a
3MIT 3MILJHUTH CBOIX KPasiH i IIEPETEP AOPOTY iIHYBIM MY3bIKaM i TPyIaM My3bIYHBIM, KOTPBI

IPHAOXBIAH CSI AO CTBOPiHS YHIKaTOBOT'O apXiBy HarPaHOM A€MKiBCKOM MY3BIKBL.

Ha nepeaoanio Beanxoit Aempeciti sHauyye 4bicAO A€MKiB, pelnpe3eHTYIOUbIX
PIXKHBI iIACOAOTIYHBI i PEAITIHBI OPEHTALMI, HATPAAO YbICACHHBI peicopabz 3 A€MKIBCKOM
HApOAHOM My3bIKOM. HarpaHs TOTbI BBITOPAYKYBaAH i BBIAAAM TOAOBHBI AMEPHKAHCKBI
MY3HYHBI KOMIIAHHI, IITO OBIAO OCSATHIHBOM HE IIOBTOPEHBIM AO TEIEPILIHBOIO YaCY.
AeMKiBcksI pexopdue 3 oxkpecy 1928-1930 A00pi mposaBaAu cst He AGM TOBABL KOAH OBIAM
NEPUIMH Pa3 BRIAAHBI AA€ HABET 1 TEMEP BKA3YIOUbl IITO KYABTYPHA iHIUATHBA MEHIIBIHbI
MOXKe OBITH TaK IIPUEMHICTIO SIK 1 AOOPBIM OisHECOM.



AemkiBcksl Harpans mo 1930 poky

PosButs paia IO4aTKOBO ITOCTEPIraHO sIK KOHKYPEHLHIO AAsT pOHOIPadidHOrO Ipo-
MHCAY. AOCT CKOPO OAHAYE 3a9aTO HATPUBATH BEAMKY KIiABKICT IIABIT AASI PDKHBIX PaAiOBBIX
IpOrpaMiB, B ThIM eTHIIHBIX. EBperickiii npoaynenT Moasec Au/Moses Asch (1915-1986),
poaom 3 Bapurassr sHaHumit 6b1A 3 0c00AMBOTO 3aiHTEpecyBaHs HapOAHOM My3bikoM. Ha-
rpuBaA BiH My3bIKy 0A 1935 poxa, a B 1939 ctBopua xommaniio Asch Records, xorpa me-
AXKe 1HYBIMA HArPUBaAA YKPAiHbCKY MY3BIKY AASl €THIYHBIX porpamiB pasiossix. I lismiii-
uie ocHoBaA BiH kommnaHilo Folkway Records.'”® B pokax 1943-1947 3a cnpasom Hukosas
IIucaska/Nicholas Cislak mapaBasa cs 3 Hio I>Iop1<a Kapnaropyccka Toanna no Paajo.

I'lo 1930 poxy AeMKiBCKBI HATPaHA AAAl TOSIBASIAM CsI HA aMEPHKAHBCKbIX pe;copaax,
aA€ YK HE C TAKOM YaCTOTOM SK IIOIIEPEAHDO i IPEBAXKHI B MOAECPHBIX, 2 HE TPAAULIMHHBIX
apamxalusx. 3Aa€ cs, IITO 1o ,A,pyriﬁ CsBiToBill BiiHi, six0 IIEPILbI HATPUBAHAM MY3bIKbI
sansiam cst PyaaBekor/Rudawsky: oren Credan (pOAOM 3 [Tocaabt k0A0 AaAbOBOIA) i ChIH
Teoaop/Theodore (b. 1918, Monessen, Pa). B pokax 1946/1947 3 narpusanoil AoMa

AEMKIBCKOM MY3BIKbI IPOAYKYBAAH OHU BAACHBI, AOMOBOH POOOTSI ... IIABIT!I!

AxTHBHIiCT AeMKiB B HATPUBAHIO TOABCKOH MY3bIKbI Tpososxkas Crepan Heaax/
Steve Chelak (1914 - 21 VII 1981), poaom 3 3aBaaxst Privanisekoit. [Tia Hassom Steve
Chelak and his N. J. Polka Dance Orchestra narpaa Bix napy moabcksix pexopdis. Me-
Axe HuMa Obiau Harpausl B 1947 When I Was a Little Boy Oberek/Woodbridge Polka,

Zawadkas Records 101-104. ABa poxs! misnifime Yeaax Harpas TOTbI caMbl ChIIIBAHKBI

196) Peter D. Goldsmith, Making Peoples Music: Moe Asch and Folkways Records (Washington, D.C., 1998); Tony
Olmsted, Folkways Records: Moses Asch and his Encyclopedia of Sound (New York, 2003).
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When I Was a Little Boy Oberek (Jak Bylem Maly Chlopiec Oberek)/Woodbridge Polka
(Polka Zwoodbridge) anst Polo Records 105, A0 woro soaaa tix Toro camoro poka Picnic

Polka (Polka na Pikniku)/Dancing Oberck (Taneczny Oberek), Polo Records 106.

I'Tia KOHeL pOKiB COPOKOBBIX i HA TOYATKY IISITACCSITHIX My3bIYHBIM OOSIBAIHBOM Ce-
PeA AEMKIBCKOM TPOMaABI OBIA CHITIBAIOYHI akopaeonicTa Boaoas Tonoc/Volodia Gonos
(Bp. 22 XI1 1936, Toronto)'”” 3 Ceint Kerpine/St.Catherines B kanaackiit nposianui On-
Tapio (pOAI/I‘IC 3 Tuaposu/3aBaaxs Peivanisekoit). Kapepy spo6ua Gyaydst imst AiTHHOM.
Bucrynysaa ny6aiuni oa ocmoro poxa xbits. B 1945 poxy #ioro Buctyn B rorean Royal
York B Toponti Harpasa xommanst RCA Victor, aae He 3Hatst 11 ix BbIAaAa Ha pe;copﬁax.
B Bepecuu 1948 poky Tonoc BHUCTYIyBaA Ha 12-TeiM 3bi3pi Aemko-Corosy B AHcOHii/
Ansonia, Connecticut. Bipomo, mro HarpaA BiH NPUHAMMHI IUTHIPH IIABITHI (BAy‘Ia}O‘ILI
Zytko Zazelenilo/Vyshenki-Chereshenki Sanok P.O. 139-140, tix aas xommanii Poprad
320), aA€ KOAM MIAPIC i 3MIHMA MY CSI TOAOC 3alIMAPHUA CBITIBaHS i CTAA TPABHUKOM. Hpes
SIKMCHH YaC IIPOBAAUA AABOKATCKY KaHIIEASIpHIO 3 iHdbiM AemkoM [Banom Kysmouxom/

John Kuzmoczka, a nisnitine npaioBaA B ¢pipMi CBOHOro BiTIISI B POAUHHBIM MiCTi.

ITpunaiiMHi 0A KiHIISL POKIB COPOKOBBIX HArPHBAaHBOM AEMKiBCKOH My3BIKBI 3a-
Hsa cs srapyBanuii nepute Opect Typkosckiit (1896-1973).1 TToxoaua Bin 3 Bopo6au-
ka KopoaiBckoro ae yx aecaTaiTHIM xaomuboM 3opranisyBaa opkectpy. ITo mpuisai a0
Awmepuxst (1913) TypkoBckiit micT pokis BubIa cs1 rapmoHii i komnosunui B Opera House
(Franklin, Pa). I'To aBox poxax nayksl B IHcTuryTi Mysuanoro Mucrenrsa/Institut of
Musical Art (New York) saaa Bin (1921) rymaspckiii ersamin nepea cbBiTOBOI CAaBbI
rymaspom Aconoaspom Ope/Leopold Auer (1845-1930) i aicTas mpawro nepimoro rym-
Asipst B Hatibapyke 3HaHBIM BopeBiaboBbIM Teatpi Palace Theatre (New York). ITpairyroust
B TaK BBIMaraiodbiM show business TypkoBckiil He OpaA y9acTH B AEMKIBCKBIX HATPAHSX PO-
kiB 1928-1930 poxis. [ Tisuiitue nepenioc cs 40 HioBapky/Newark ae orBopua mysbrany
LIKOAY. OpraHisyBaA Ti>K YbICACHHBI KOHIIEPTHI, B THIM AAS AeMxkiB, YKpaiHuiB i [Toasikis,
cepeA KOTPBIX TO IPyI 651 Ao6pi 3HAHUH 1 TOMYASPHUI. 3 IOYATKOM BIfHBI OACTYIIHA OA
npodecuitHoi My3prdHou mparii. ITouyBiisl AeMKiBCKy MySBIKY B paAio 3a4aA IMOCBsIYa-
TH Ay>KE 4aCy ITHCAHIO AEMKIBCKOH My3bIKbL. Bbiao TO B ThIM yaci koan Hukoaa Iucasix/
Nicholas Cislak (1910-1988) npoBaana (i mpaBaonoai6Hi sopranisysas) Fsaareapcro
AemkoBckbix Pexopaos [Tonpaa/Poprad. Harpana ToBabr Mysbika (Ha A€CST- 11aABOBBIX
IIABITAX TIO AYASpPI 32 HALITy) o3HaueHa 6p1aa Lemko Carpatho—Russian, a 3AQ€ ¢S LITO
HaiiBelje HarpuBaa BaacHe Typxosckiil (16 mabir?). [lepmupas Harpans Typkosckoro

197) H.A.ucasx, “Boaoas Tonoc — nam Mosoauit tanant,” Kapnamopycexiti karendap Aemxo-Cowsa 1949 (Yonkers,
N.Y., 1949): 140-141.
198) H.A. Lucasx, “IlicHu 1 mMysblka Haioro Hapopa, Kapnamopycckisi xarendap Aemxo-Corsa 1948 (Yonkers,

N.Y., 1948): 135-137.



AenmxiBeksr Harpars o 1930 poxy

TPaHbI OBIAM BAACHI B paaiosiit nporpami Incasxa. Csoi HarpaHs TypKOBCKiﬁ pO6I/IA MiA
nasBamu: Orest Turkowsky and Orchestra:

— Welcome Dear Lemkovina (March)/May Flower (Waltz), Poprad 101-102;

— From Krynica (Polka)/Burning Pine (Lemko-Waltz) Poprad 103-104,
a60 Orest Turkowsky and Music:

— Na Daliwskoj Hori (Lemkomyjka)/Wesila w Worobliku (Polka), Poprad 135-136.

Aas ITonpaay TypkoBckiii HarpaA He MEHBbIIE K LIICT IIABIT A€M 30 CBOMOM OPKECTPOM
I IpUHANMHI IITHIPYU MPUTPUBAIOYBI HA TYCASX CHiBadIii WNoanni Astu, BAy4YalO4bl He-
cMepTeAbHY Bepute moii sepuse. A1, KOTPA BEICTYIIAIOBAAA HA PIDKHBIX aMEPUKAHbCKBIX
KOHLIEpPTax i B mporpamax paaiossix, moxopusa 3 Kai¢prony/Clifton, N.J. i masa sa
cobom ABa poxsl cTyaiB B Mapam Kceni Bacceno, xoAnIHbBOM OnepoBoi ChITiBavKbI

B Mocksi i Maapuri.'”?

Harinisniitie oA KiHIs pokiB copokoBbix Harpusaa Aas ITonpaay Auapiit Kypu-
naax/Andrew Kuriplach (1903-1988).2° ITpumoa Bin Ao Amepuxst B 1921 poxy i 3a-
memkaa B Hio Mopky Ha Bpykauni ae 0a 1923 poky npoBasHua BAACHY OPKeCTpY, KOTpa
HE AeM [IPUTPHBaAA Ha Beciasix i 3ab6aBax, aae 1 Harpusaaa TBopbl Kypunaaxa Ha pexopdor.
[lepiubl HarpaHs TOH MySBIKBI OBIAM IPaHBI B paaio (COpOKOBbI poksbl), a misHifiute ITo-
npap NPUPUXTYBAA iX A0 MacoBO npoaykiui. Kypumnaax Harpaa 3 OpKkecTpoOM TaK A€M-
KiBCKY MY3bIKY 5IK i TOABCKY, YECKY i CAOBAIIKY.

Koau I'Toripap mepecraa pexasiMyBaTH CBOi HArpaHs, B IIOYATKy POKIB IIICTACCSATHIX
B EMII'PaljUHHBIM AEMKiBCKBIM MY3BIYHBIM CbBITi 3bABUA C IBan Tou (Bp. 1930), KOTPUH
nip HasBoM John Gotch with Orchestra 3po6ua a0 1973 poxa mar nasit. Posnoyaa Bin
OA ABOX pexopdis Harpanbix B 1961 poxy, 3 korpsix nepumii: Beceai [Ticni Yipainu (ARC
Records A549) nepeAcTaBasia ACSIKBI ACMKIBCKBI Harpassl. Pik misHifime Tou Harpaa:

— Aemxiscoxi ITicri i Tanyi/Lemko Songs and Dances (Mars Records M102)
i3 rpynom Verchovina Trio:

— I1odopornc no Aemxismuni/Tour of Lemkovina (Mars Records M101).

Boiaanbl oHu OblAM IIpe3 HOro BAacHy Kommasio Mars Records, KOTpa OblAa OCHOBaHa
3 (iHAHCOBOM AOIIOMOrOM HOTO BiTILS (KOTpI/Iﬁ TDK HarBapsiA HOTO AO BBIAABAHS AEMKiB-
CKOH My3bIKbI). Craao cs Tak 3aTO IITO HUSIKA My3bIYHA KOMIIAHis He Oblaa 3aiHTepecyBaHa
BBIAABAHBOM ACMKIBCKBIX pelcopaie — AYMaHO, )K€ € 32 MAAMI Ha HUX PHIHOK. Csoro HarpuBa-
04Uy ALSABHICT Tod opHoBuA B 1989 POKY i IPOTATOM HACTYITHBIX CEMOX POKIB HarPaA IITBIPH
KaCeThI, 3 ACSKBIMA ACMKIBCKbIMa TBOpaMu. BekuicT fioro HarpaHs € Tenep AOCTyIHa Ha CD.

199) H.A. lucasx, “Tlican n mysbika Hamoro Hapoaa,” ¢. 137.
200) H.A. Ilucasx, “Ilicau u Mysbika Hamoro Hapoaa,” c. 137-138.
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[TosiBuaAu cst Tixx B AMepuni Harpats “npo¢ecUIHbIX HAPOAHBIX My3bIKIB i chITiBa-
KiB” 3po0ACHBI B CXiAHIN EBpormi sIK:

— Verkhovyna Ensemble with Lemko Soloists, Ukrainian Hutsul and Lemko Songs (Apon 2627);

— Dukla Song Ensemble (cpmiBaror: Mapist Magomko, Eaena Anirasosa, Pyaoand Cumorep,
Mapist Mapronosa, i Ian ITirusa): Ukrainian Lemko Folk Songs and Dances (Apon 2628);

— Ukrainian Lemko Wedding Songs and Dances (Apon 2626).

Cstraeno Tix o craps! Harpanst. Haitnepine nepeBuaaHo Ha AOATOTparodiil MABITI
MIxum6bose Lemko Wedding. 3pobaeno Tix impr pas, 3 KoAbOPOM i roaocoM giabm Aem-
xoscke Becias (1965) ae My3BIKyBaAH 3raAaHbl Yk nepiue PyaaBcksr/ Rudawsky, Yenax/
201

Chelak i ITerpo I'punenko/Petro Hrinenko.**! ITisuiiime BAyueHo Harpanst Dparis
ToayTskis-Kyssnis i Camyiaa ITiains Ao ABoX koMmiAstIimii:

— Ukrainian Village Music: Historic Recordings 1928-1933 (Arhoolie CD 7030)*i

— Ukrainian-American Fiddle Music - The First Recordings 1926-1936 (ABi nabiThI
1977, Folkloric Records 9015).2%

Harpans Bapust i [Torouaka nia nassom Ykpaincska Ceabcka Opkectpa (Vipain-
coxuii Tpicax, opurinaaphi Harpanuit Ha Col. 27339-F B 1933 poky) i noabcke Harpans
ToayTsixis mia HasBom Wiejska Czworka ,Bracia Kuziany” (Sztajer z Gory Baraniej, Col.
18336-F, 14 VI 1929) nawau cst Ha xomniasuui Spiew Juchasa/Songs of the Shepherd:
Songs of the Slavic Americans (New World Records NW282, 1977).2% Harpans Stefan
Skrabut i Jego Chlopska Orkiestra: Zam pod Krakowem na Bloniu (opurinassui va Col.
18362-F) i Okrgznym wnarpane (3 yaisom [llkum6si) npes Polska Orkiestra pod Bialym
Ortem wamau cs1 Ha pucky: Polish Village Music: Historic Polish American Recordings,
Chicago and New York, 1927-1933 (Folkloric Records CD 7031).2%

Koan 3paBaso cs1, TO MOACPHI apaH)XyBaHA ACMKIBCKa My3bIKa Ha AOOpE BbIIIepAa
crapsr Harpans Credan Yeaax/Stefan Chelak, koanummniit npeaciaareas Aemxo-Corosa
Teoaop Pyaasckiit/Theodore Rudawsky i Munkoaa Kaminbckiit (ITocapa Scancka)
HArpaAM ABAALET IIICT TPAAUIUIHI apaH)XyBaHBIX IHCTPYMEHTAABHBIX TBOpPiB. Maso
TO Miclie ABaHaAlleToro alororo 1981 poxka i OBIAO AOMOBBIM MY3BIKYBAHSM AAS npu-
EMHOCTH, XOL| ACSIKBI IIOAQIOT, K¢ OBIAM TO HarpaHs Aas kommanii Capitol, mo xorTpsix

AMILBIAQA CS1 AeM 72¢tina (tape — aHT. AeHTa, TacbMa). Cepea HarpaHbIX TBOPIB GblA MEAXKeE

201) Ha ¢iabmi sraaye cs o rpas tam tixk [Terpo [lnmnak/Petro Szypak, ase sriani 3o ceBisonrsom Teopopa Pyaas-
CKOTO, IPH HarpuBaHio giabMy, KOTpH HarpaHo B eacH weekend, [lIunaxa B ToT yac TaM He GbiAO.

202) BuuslTKbl HarpaHs 3 TOro AUCKy cyT Ha: http://www.arhoolie.com/titles/7030.shtml; socTynne 10 mas 2008.

203) TexcT AOAYHEHHIT AO IABITHI | ACKOTPBI Harpanst (BAy4arousl 06a AeMKiBckbl) cyT Ha: http://www.lemko.org/lih/
music/surma.html; poctynue 10 mas 2008.

204) Texcr poayuenuii Ao aucky: http://www.newworldrecords.org/linernotes/80283.pdf ; aoctyne 10 mast 2008.

205) BuibiTkbl HarpaHs 3 TOro AMCKy cyT Ha: http://www.arhoolie.com/titles/703 1.shtml; aoocTynne 10 mas 2008.



AenmxiBeksr Harpars o 1930 poxy

inubiva Beceansi Odpexiscxiii Tarney, koaucu rpanmii (mpo mro sraaye cam Yeaak) npes
bparis Ioayrskis-KyssHhis.

Toro PpOAYy My3bIKa YK Cs IMi3HIMIIE HE HaTPUBaAa B AMepHui, A€ TIOAIOHI sIK cepea,
AemkiB B Toabmsl icHyOT aHcamOAi IPaloOyYbl MOAEPHBI ApaHIKAIUi AEMKiBCKOM HapOAHOM
My3bikbl. Ha KoHel] BapTO Ty 0OAHaue AOAATH, IITO TPAAMIIMIHI apaH)KyBaHA ACMKIiBCKa Ha-
POAHA MY3bIKa HE ACM K€ HE 3aTMHYAQ, A€ i AaAl Harpusar cst BaacHi B [ Toabiiper. B 1985 poky
Tomarm Tpaqu AOKOHAA HarpaHb TPHALIET IIECTHOX ChITIBAHOK aKaIE€AAs B Csarxosiii Be-
Aukiit (Bacuab BaBoasik) i [Toasax (Mapist Bypsi), koTpsl xo11 He 6b1AM HUKOAH BBIAQHBI
TO MOX ix mocayxaru Ha [HTepreTi " B 1985 poxy B BiasHIi HArpaHO HAPOAHE MySBIKYBaHSI
Spocaasa i CaaBka Tpoxanosckbix 30 Ilrepanom i Aisifiom CredanoBckbiMa, KOTpe
BbIAQHO TisHifie sk Zemkowie (Poljazz PS] 144, 1985).2” Iiupl B pokax BiceMACCATBIX O-
SIBASIAHL Cs1 HATPAHSI TAK IIOIYASIPHBIX CepeA /AeMKiB XOpOBbIX aHCaMOAIB. 25-26 ksitHst 1986
poxa HarpaHo B KpaxiBckiit PisrapmoHii KOHIIEPT 3 YAIAOM MeAXe iHYbIMA AeMKOBHUHBI
i Ocaassiu (Pofoniny — Piesni Lemkdw i Bojkéw, Poljazz PSJ 163). Kpim Toro ociGust
TABITBI BBIA2AH TaK AemxoBuHa (Zespdt Lemkowyna: Lemkos’ Folk Music, Polonia Records
CD 112, 1997), six i Ocaassine (Zespst Ostawiany: Ukrainian Folk Music, Polonia Records
CD 114, 1997), o spobuaa tixx ykpainbcka Aemxosuna (Crisae “Aemxosuna,” Mesoans
C3023677 005, 1987). B pokax AeBATACCATBIX AOAYUBIAA AO HUX Kbraepa

— Piesni Eembkéw: Lne mi cs 3a mobom, CDKR 001, 1998;

— Za Horany, za Lisamy: Piesni Lembkow, 2003
i Cryaenska 3 Kaayma (Crisae “Cmydensxa,” xacera 2001), a octatnbo aitoue Bepereno
3 Aocst (Aem-Tinvxu, 2003) i Stowianiski Chér Fundacji Rutenika (Ridna Eemkowyna,
2003). Beae cs ik HArpUBaHsA MEHBUIBIX TPAAMLIMHMHBIX TPyl (Lemkowska /eﬂpelﬂ od
Komariczy, Polish Folk Music v.10, Polonia 188, 1998; Kolekcja Muzyki Ludowej Polskiego
Radia: Mhniejszosci Narodowe i Etniczne w Polsce cz.1.). CoaboBbI TPaAULIMIHBI Harpa-
HsI aKAIICAAs] ACMKIBCKBIX ChIIIBaHOK 3pobaeHo Tixk B 2001 poky B MapuHomiai i Isano-
®panxiscky Ha YkpaiHi, a¢ coniBaan: Emiais Tappum (Bp. 1931 Teanu), Aro6a [Taanniox
(1938 Teanu), [MTapacka [Tymkap (1923 Tuavosa) i Anna Aasuposa (1934 Kpennus).
Bayueno ix pasoM 3 TpaAMIUIHBIMA OONKIBCKBIMA i I'YLIYABCKBIMA HATPAHAMHU Ha AMCKY

Kapnamis: emuivna mysuxa Yepainu (Kapasan KCD 170, 2002).
— AeMKIBCKY HApOAHY MySbIKY IIPOIIATy€ TEIep 3HAYHE YBICAO HOBBIX aHCAMOAIB
— Serencza, Z Hir i pid Horu, xaceta 2000, i Pid oblaczkom, CD 2004;
— Okmel, Lemkowski czardasz, CD 2003),

3 KOTPBIX A€AKbBI CKAAAAIOT €S B IIIAOCTH 260 9acTHHHO 3 ... [ ToAsIKiB, AK

206) heep://www.ia.pw.edu.pl/~teraczyk/lem/lem_e_mp.html; aoctymne 10 mas 2008.
207) BuubiTksl HarpaHs 3 Toi nabITsI cyT Ha: htep://www.folk.pl/ - mocmorp Ha “Czarne krazki” aocrynne 10 mast 2008.
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— Drewutnia, Hetaj Hetaj, xaceta 1998; Hojaja Szuhaja, CD 1999; I od sie - i do sie, CD 2001,
— Werchowyna, Krynyczesika, CD Zacisz/Sonic SON 120, 1999 i

— Orkiestra p.w. $w. Mikotaja, Muzyka gor, xacera 1992; Kraina Bojnéw, CD Orange
World Records OWCD002, 1998)

i ayery Becra/Wiosna, B AeMKiBcKo-11oAbCKbIM cKkaaal Agnieszka Korobcezak i Dorota
Yagddka (IToceped 3eaenvix Aopie, Posréd zielonych drdg, CD 2000). Harpusar cs Tix
MOACPHBI apaH’Kaljii ACMKiBCKOI HapoaHO# My3bIkbl (Annuka, Oscar, Chwylyna, Ayer
Yepone ta Yopue 3 JKuromips i iHds1), ase creniaabHi iHTEPCYIOUBI CYT COABOBBI Ha-
rpanst Bogumily Tarasiewicz (mezzosoprano) Pid oblaczkom jawir pochyleny (piesni
ltemkowskie), 2005 Lubuskie Biuro Concertowe CDO001 i FOaii Aomasr

— Tam na Aemxosuni, Towarzystwo Karpackie, CD 01, 2000,

— Z kolgdami po Karpatach/3 xoasdamu no Kapnamax, xacera 1994;
— Y20 naauwews, CD 02, 2002;

- Immigrant|EMirpaHT, CD 2005.

Konxkaro3sii

I'lo 1930 poxy HarpuBaHsA AE€MKIBCKOH MY3BIKbI MOX ITOAIAUTH Ha ABAa IEPIOABL
Mepxe 1930 a 1965 pokom HOBBI IPYIBI BOLIAU Ha CLICHY 3 MOACPHBIMA 0OpoOKamu
AEMKIBCKOF MY3bIKbI, A€ 3araAbHa KiABKICT HarpaHb 3a4asa ameHuary csi. [ 1o 1965 poky
HEOMAAO >KaAHBI HOBBI AE€MKIBCKBI HAarpaHs He NPOAYKYBaAM ¢ B AMepuli, ase 3aro
€BPOIICHCKbI HATPAHSI 3a4aAU BXOAUTH Ha PHIHOK. TOT APYIHIl IIEpiOA TSTHE CsI AO Terep
i xapakTephidye cs1 aoomiHanmitom Harpanb 30 Cxianpoit EBpomnsl, oco6ansi 3 IToabuibr.
Harpans TOoTbI CipU4bIHEAM OAPOAIKBIHS 3aiHTEPECYBAHS CEPEA AlACIIOPBI ACMKIBCKBIMA

HArpaHsAMH i IOMOTAU 36eperaTH 9YAOBY AEMKIBCKY MY3bIYHY TPAAUIUIO.
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Foreword

Although attempts were made to find a way to record music as early as the seven-
teenth century, the history of recording sound actually began in 1877 when Thomas Alva
Edison (1847-1931) succeeded in recording his own voice on a foil-wrapped metal cylin-
der. Despite the revolutionary nature of this invention, the initial stages of development
were not easy. In fact, Edison himself doubted whether anything would come of it. These
doubts were confirmed and exacerbated on the day he first demonstrated the phonograph
to members of the National Academy of Sciences when some of the audience fainted.

This doubtful attitude was one of the reasons why, just one year later in 1878, Edison dis-
continued work on the phonograph and turned his attention to the incandescent light bulb. None-
theless, Edison’s metal cylinder, which was capable of recording up to three minutes of audio, be-
came the staple of commercial recordings until 1895. Only later did Edison return to working on
sound recording, Credit for the technical refinement of the phonograph during this period goes to
both Charles Sumner Tainter (1854-1940) and Chichester A. Bell, who was a cousin of Alexan-
der Graham Bell. Instead of continuing to use foil, they advanced the technology by recording on
wax-covered cylinders, and as early as 1886 they had registered a patent for recording on discs. The
future value of the phonograph was at first perceived only as an aid in office work. In fact, the North
American Phonograph Company, which purchased the rights to Edison’s discovery and Bell and
Tainter’s improvements, specialized in selling office dictating machines. The right to produce such
machines was then sold to numerous local companies, one of which was Columbia.

It was the Victor Company that started recording on flat discs as early as 1895,
but by 1901 the Gramophone Company was producing higher quality discs. By 1899,
Columbia had a catalog containing five thousand recordings. In 1901, Columbia began
recording on flat discs which sold for fifty cents for seven inch discs and one dollar for
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ten-inch discs. When these companies became interested in recording music, Columbia
became one of the most active. In 1904, Columbia began recording the best vocalists of
the Metropolitan Opera of New York. One year later, the first records recorded at 78 rpm
appeared on the market, including the first flat records recorded on both sides.

The Victor Company was involved in alawsuit in 1919 concerningits patents. Although
the particulars of the case were important to The Victor Company for different reasons, the
results are significant to the history of recording because the case was won by a group of smaller
companies interested in marketing jazz and ethnic music to their smaller, specialized audienc-
es. These companies and the music they proliferated had a large influence on future musical
generations. Sales of records in America that year reached twenty-five million copies and the
music industry earned one hundred and fifty million dollars from the sale of its products.

Electrical recording was introduced in 1925, allowing clearer recordings of large groups
and orchestras. As a result, the end of the 1920s witnessed an explosion of recording activity
among various ethnic groups. Unfortunately, the Great Depression and later World War II put
an end to this process. During the years of the Depression and World War II, other music came
to the forefront of popularity, and recording of ethnic music was mostly discontinued.

The 1970s brought the ethnic revival in America and coincided with a renewed interest
in “ethnic recordings.” Academics as well as scores of collectors became interested in this subject
as young people investigated, revived, and reinterpreted music from their roots. The American
Folklife Center at the Library of Congress sponsored a Conference on Ethnic Recording in Janu-
ary 1977. A year later, the John Edwards Memorial Foundation in Los Angeles, Calif. received
a grant from the National Endowment for the Arts to assemble a comprehensive discography of
ethnic American recordings made before World War IL This project was conceived and com-
pleted by Richard Spottswood, and in 1990, he published a monumental seven-volume work en-
titled Ethnic Music on Records: A Discography of Ethnic Recordings Produced in the United States,
1893 to 1942 (Urbana: University of Illinois Press). This work cataloged and brought to light
approximately two hundred thousand ethnic recordings, among them, music of the Lemkos.

* % X %k k X % k X X

Walter Maksimovich (b. 1949) was an electrical engineer at NASA Goddard Space
Flight Center in Greenbelt, Maryland from 1973 until his retirement in 2005. He devel-
oped an interest in Lemko music at the young age of seven. In 1956, his father returned from
a visit to Ukraine with a collection of 25 Ukrainian recordings made by Columbia begin-
ning in 1928. These records had made their way from the United States to Argentina, where
his father’s oldest brother, Mykhal, (1903 Woltuszowa, Poland — 1989 Kozova, Ukraine)
had been a migrant worker during the Great Depression until his return to Poland in 1932.
The Maksimovich family took these records to Ukraine in 1945 during the compulsory “ex-
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change of populations” between the Soviet Union and Poland’s new communist regime.

After his family immigrated to the United States in 1964, Walter became preoccupied
with his studies at high school and college and after his marriage in 1977 he became immersed
in family life. In the mid 1990s, he developed an interest in the events that forced Lemkos to
seck work abroad at the very end of the nineteenth century and what caused their displace-
ment to various locations around the world between 1944 and 1947. In 1996 Maksimovich
started working on an informative Web site dedicated to Lemkos, http://lemko.org. A year
later, he inherited an old radio console from his in-laws that could play 78 rpm records. This
console brought back to him many pleasant memories of those old Columbia recordings of his
youth. He found that before the Great Depression, four large American music producers had
released, among other ethnic recordings, not only Ukrainian 78s, but also recordings of an eth-
nic group known in those days under various names, including “Lemko’, “Lemko-Ukrainian’,
“Carpatho-Russian” or “Lemko-Russian”. He subsequently embarked on a mission to learn
about this group and to study and collect its recordings. Maksimovich acquired much of his
present collection was through the online auction site Ebay, but also included donations from
visitors to his web site and gifts from friends. Ebay was the latest gathering place to purveyors
who in the past confined their skills to neighborhood yard and garage sales. The prices for
these Lemko rarities varied at this time from $5 to $125 for a single recording. The condition
of the records acquired this way varied from good to barely playable.

While collecting these records and expanding his knowledge of the subject, Maksi-
movich met other collectors of ethnic recordings including Richard Spottswood of Hil-
landale, Steve Shapiro of Takoma Park and Stefan Maksymjuk of Silver Spring, all from
Maryland, and others who owned records or knew where they could be found. Only a few
people knew the circumstances behind these recordings. This information was extrapo-
lated primarily from Lemko publications dating back to the time the recordings were
produced. Much appreciation is extended to Richard Spottswood, Steven Shapiro and
Stefan Maksymjuk for allowing access to their collections and for making it possible to
scan some of the labels that are the subject of this book.

Special thanks go to Jan Kindja of Brooklyn, N.Y., who made available a large number of
Lemko and other recordings from his own collection, most of which are in an excellent shape and
therfore many were transferred to the CD attached to the book. Additional thanks go to Donia
Reiss of St. Louis, Mo, Dennis Kimmage of Brunswick, Maine, Orestes Mihaly of Armonk, N.Y.,
Oleh Iwanusiw of Toronto, Ont., Lev Chaban of New York, N.Y., Chris Beach of Yonkers, N.Y.,
Nancy Stecyk of Uniontown, Ohio, Maryann Dubowchik Bacsik of Little Falls, N.J., and Irina
Kandrasheva of New York, N.Y. David Dutkanicz of New York, N.Y. gave assistance by translat-
ing the chapter “Lemko Music” from Lemko into English. Mirostaw Worhacz (Wroctaw, Po-
land) proofread the Lemko version of the manuscript and the English manuscript was proofread
by Orestes Mihaly, Dennis Kimmage, Donia Reiss, and Robert and Yvonne Klancko (Wood-
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bridge, Conn.) to all of whom the authors extend their warm appreciation.

Both authorsare of Lemko origin and are very excited and pleased to have this opportunity to
share their knowledge of how traditional Lemko culture adapted to the modern American world.

Bogdan Horbal (b. 1965), a historian and librarian at the New York Public Library,
joined this project and enriched it with his knowledge of Lemko history. He conducted
supplementary research that included a review of the American Lemko press (Lemzko and
Pravda). His earlier biographical sketches of Stefan Shkimba and Victor Hladick and his
research on the history of Lemkos in America were very helpful while writing this book.

* & X k k X X k X X

Even though this book deals mainly with recordings of Lemko folk music made in
New York City between 1928 and 1930, a general description of the early ethnic music
recording process is also included to place the subejct in a wider context. The authors hope
that readers find this history of interest and will forgive us for the extensive description.

The authors have felt it necessary to acquaint the reader with the Lemko people and
their music. The part of the book that discusses Lemkos is of a general character and is present-
ed only in English. It cites only a few, mainly English-language, sources. The chapter on Lemko
music presents both the history of research of Lemko music and its major characteristics. It
needs to be stressed that neither of the authors is a musicologist, but the authors hope that by
including an extensive bibliography, this will encourage others to further pursue this subject.

The spellings of the names of Lemko musicians and singers in the Lemko section is in their
Lemko Ciyrillic variant, followed by the Latin spelling after the slash and English form used by a par-
ticular individual, if known. The English version of the text has a first spelling based on the Lemko
original, followed after the slash by the English spelling used by a particular individual, it known. Dates
of births and deaths of Lemko musicians and singers are given when available. The database Ances-
try.com was carefully searched under various possible spellings and possible matches were compared

against known facts about particular individuals for further verification. Those English spellings and
dates for particular persons that could not be confirmed are input in the text with quesiton mark.

Titles of Lemko and Ukrainian songs are given in the English part of the text in Latin script
transliteration according to the present Library of Congress transliteration system. This is done for the
sake of consistency because labels, in addition to prominently displayed titles in Cyrillic letters, include
transliterated titles using old transliteration systems either for Ukrainian or Russian, and sometimes

render Latin script titles according to Polish orthography therefore greatly confusing the matter.

Along with the release of this book, a multimedia self-running audio CD has been
made available. It contains over 275 scanned labels and mp3 audio files, providing the
reader with over 12 hours of listening pleasure with uncut audio tracks from most of the
recordings described in this publication.



Lemkos

Lemkos' are a numerically small population of highlanders who for centuries
dwelled on the northern and southern slopes of the Carpathians in what today is the
Polish-Slovak borderland, but were once a part of the larger Austro-Hungarian Empire.

Before their expulsion from their Carpathian homeland, Lemkos made their liv-
ing in forest- and farm-related professions, mostly shepherding. Their spiritual and cul-
tural life - Eastern Christian affiliation and use of the Cyrillic alphabet - placed them
squarely within the Eastern Slavic sphere. They were, however, squeezed for centuries
between two Western Slavic groups: the Polish and Slovak populations. This geograph-
ical location combined with the changing international borders, invasions, occupations
by foreign armies, and world wars constituted some of the circumstances that brought
apparently isolated Lemkos face to face with their many neighbors and their neighbors’
cultures and languages.

Despite all of those contacts, Lemko community life was traditional and has almost
never evolved in a rapid manner. Village life was close and insular, providing the Lemkos
with cultural and conceptual space necessary to take the first steps toward distinct collec-
tive consciousness. After the group was defined on a local level, the issue of its national af-
filiation was brought into the spotlight during the creation of modern nationalism in the

1) General introductory texts on Lemkos in English include Helena Dué-Fajfer, “The Lemkos in Poland,” in:
Paul Robert Magocsi, ed., The Persistence of Regional Cultures. Rusyns and Ukrainians in Their Homeland and
Abroad, East European Monographs; CCCLXV (New York, 1993): 83-104, Paul Robert Magocsi, “The Lemko-
Rusyns: Their Past and Present,” Carpatho-Rusyn American 10, no.1 (1987): 5-12, also available at hetp://www.
carpatho-rusyn.org/lemkos/lemkos.htm; accessed 10 July 2007.
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nineteenth century. Lemkos have traditionally described themselves as Rus’ people/rusky
linde or simply as Rusyn or Rusnak. While many Lemkos participated in the process of
developing a national identity, several outside parties and interests were actively promot-
ing particular national orientation wishing to provide the Lemkos with a national iden-
tity that would be most appropriate for advancing the agenda of a particular neighboring
state or population. Thus, under the influence of their own and surrounding national or
religious movements, the Lemkos have considered themselves, or have been considered
by others, to be Carpatho-Rusyn, Ukrainian, Polish, or Russian. These internal divisions
were later reflected, among others, in the type and more often the designation of the mu-
sic that Lemko musicians recorded. Currently, Lemkos are somewhat evenly divided be-
tween the Carpatho-Rusyn and Ukrainian ideologies.

Neverlargeenoughtocontroltheirown political fate, Lemkoshavespenttheirentire
modern history under foreign rule, except forabrief period (1918-1921) when tempestu-
ous post-war negotiations allowed them to form two symbolic Lemko Republics. Lemkos
since 1918 have been under Polish rule, with the exception of the World War II period.
Between 1944 and 1946 some one hundred thousand Lemkos were in most cases forcibly
resettled and scattered all over Ukraine. Disappointed in conditions found in Ukraine,
a few managed to return home with Polish repatriates in 1946, but many made it only
as far as the western provinces of Ukraine. In 1947 those who had avoided resettlement
to Ukraine, some fifty thousand were forcibly and brutally resettled by the new Pol-
ish Communist regime and scattered over the northwestern parts of Poland. With the
relaxation of the political atmosphere in the country in the late fifties, some of them
managed to surmount the administratively cumbersome process, and have returned to
their Carpathian homeland where they now constitute a minority.”> Lemkos in both
Poland and Ukraine continue to utilize their vernacular speech and in diminished form
practice the culture of their ancestors, especially folk music. The same can be said about
Lemkos and their descendants in America.

Agricultural and economic conditions in the Lemko Region were always poor. Not only was
there not enough land to feed overpopulated villages, the available land was of poor quality. Living
in such conditions Lemkos soon realized that seeking additional income outside of the region was
a must. Hundreds if not thousands every year found seasonal work in the Hungarian Plain. At the
end of nineteenth century some Lemkos permanently moved south to what is today Croatia and
Bosnia, but also at that time, 2 much more numerous “exodus” across the Atlantic begun.

2) Zdzistaw Mach, “Between Two Nationalisms: The Ethnic Identity of the Ruthenians of South Eastern Poland,”
in his: Symbols, Conflict, and Identity: Essays in Political Anthropology (Albany, 1993): 231-241.

3) Janusz Mucha, “Ethnic Composition of the Polish Part of the Carpathian Region,” In: Aleksander Posen-Zieliriski, ed.,
Ethnologia Polona 15/16 (Poznan, 1991): 33-59, and reprinted in Donauraum 32, no.3-4 (Vienna, 1992): 5-26.



Lembkos

The first Lemko is believed to have arrived in the United States in 1872.% Others
came in the 1870s, but massive migration started in the 1880s.> Pennsylvania coal mine
operators sought out the Lemkos and other Eastern European immigrants as cheap re-
placement labor for striking German, Welsh and Irish miners. That is why the latter were
so hostile towards them. The New York Times wrote at that time:

They stoned and starved them, but without success because they were used to
being stoned, buffeted and starved in their native land. It seems they believed
this was always to be their fate.®

These new immigrants patiently endured cruelty and abuse, and at times, evoked
the sympathy and awe of the local people. Toughened by hard work in their native land,
they did not fear dangerous work in mines. They had the hope of a brighter future, so
they toiled endless hours cracking the hard rock in the dark underground. While at first
exploited, within a decade some were in the vanguard of the labor movement.

By World War I there could have been as many as 55,000 Lemkos in America.” Simple
peasants who in most cases had never seen a city larger than a few thousand inhabitants found
themselves in big industrial cities of the Northeast, the Great Lakes, and the Midwest. The
vast majority was young, and often illiterate, which made their adaptation in the New World
very difficult. Unlike earlier generations of American immigrants, many among the new im-
migrants sought only to use the economic opportunities of the New World to create a better
future in the Old one. It did not take long, however, for them to see how unrealistic were their
dreams of getting rich quickly and returning to their native land to lead a comfortable life.

Alienated by nationality, language, religion, custom, and low-status occupation
from the surrounding American Protestant society, Lemkos focused their cultural and
social life around the parish church and were compelled to band together into ethnic
“fraternal societies.” Within this community, the first generation retained their mother
tongue, native customs, traditional way of life and identity. Their instinct for self-preser-
vation intensified their traditional tendency toward family and community solidarity.

At first, Lemkos belonged to various organizations of Russophile, Ukrainian or Car-
patho-Rusyn orientations, within which they constituted a minority, although often making
their voices heard. It was only in the early 1920s that the need for a strictly Lemko cultural
organization was fully realized. In 1922, the first Lemko Congress was held in New York.

4)  General history of Lemko immigration to America is in: Paul Robert Magocsi, Our People Carpatho-Rusyns and
Their Descendants in America in North America, 3" ed. (Toronto, 1994).

5) Specifically on early immigration see: Konstantin Simon, The Ruthenian Emigration in the United States of
America: the Earliest Years (1884-1894) (Romae, 1988).

6) “Slavs in the Front Rank,” The New York Times, 13 February 1888, p. 2, [correspondence from Shenandoah, Pa.].

7)  Paul Robert Magocsi, Our Peaple ..., p. 17.
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At the same time, Victor Hladick laid the groundwork for the initiation of Lemkos’ Com-
mittee of the United States of America in regions inhabited by Lemkos in the United States
and Canada. Among important cultural activities were publications of books and periodicals,
staging of theatrical dramas, organizing of bands and choirs, and finally recording of Lemko
music.



When I'll sing in two voices

One will rise up to the heights

And the other will fall to the depths
(Lemko folk song)

Lemko Music

Studies and Compilations

It is evident from times past that Lemkos have had a great tradition of song and
dance. Folk music is not just an important part of Lemko cultural tradition, but is also
instrumental in creating a collective cultural identity for Lemko.® Music plays a large role
in religious as well as secular holidays and wherever Lemkos reside (whether in the Car-
pathians or abroad) orchestras and choirs exist.”

There has been interest in Lemko music long before it began to be recorded. The
oldest known handwritten compilation of Lemko music containing (contradictory to its
title) both secular and sacred songs was compiled in the mid eighteenth century by Damian
Levytskii in Sbornyk dukhovikh stykhov y pisnei [ Collection of Spiritual Verses and Songs].
This collection was put together at a time when the world was beginning to take an interest
in folk music. The oldest known work of this type is credited to Thomas Percy (1729-1811),
Reliques of Ancient English Poetry (1865). Soon thereafter folk songs were published in
numerous collections, including German (first in 1778-1779), French (1839) and Italian
(1841). Among Slavic nationalities Russian folk song collections appeared first (1776),

8)  Mirostaw Pecuch, “Wplyw folkloru muzycznego na zachowanie femkowskicj tozsamosci kulturowej (na przykadzie
pétnocnej czgsci wojewddztwa lubuskiego),” Rocznik lubuski 26, No. 1 (Zielona Géra, 2000): 123-131.

9)  See for example: “Teatral'ny kruzhky y khory,” in Karpatorusskyi kalendar’ Lemko-Soiuza 1961 (Yonkers, N.Y.,
1961): 44-49; ; Fedir Goch, “Pershi lemkivs'ki hurtky khudozhn'oi samodiial’'nosti v PNR,” in Ukrainskyi kalen-
dar 1986 (Warszawa, 1986): 56-62; P.T., “Dvadtset piat rokiv Lemkovyny,” in Lemkivskii kalendar 1994 (Legni-
ca-Krynica, 1994): 110-119; Halyna Shcherba, “Rozvytok khorovoho mystetstva v pivnichno-zakhidnii Lem-
kivshchyni,” Lemkivshchyna 17, no4 (Clifron, N.J., 1995): 12-16 Mykhailo Krupa, “Na krylakh pisni: Khorovii
kapeli “Lemkovyna” 30 rokiv,” in Lemkivskyi kalendar 1999 (L'viv, 1999): 59-60..

85



86

Lemko Folk Music On Wax Cylinders (1901-1913) and American Records (1928-1930)

followed by Serbian (1812), Ukrainian (1819), Czech (1822-1827) and Polish (1833).
It would not be too long before Lemko folk songs were published as well.

The Lemko Greek-Catholic priest Aleksii Toron’skii (1838-1901) published the first
printed collection of Lemko folk music: “Pisni russkikh Lemkov”' [Songs of the Russian
Lemkos]. Iakiv Holovats'’kyi (1814-1888) not only later reprinted this collection in the
second volume of his monumental three-volume work Narodnyia pisni Galitskoi i Ugorskoi
Rusi"' [Folk Songs of Galician and Hungarian Rus’], but also included other Lemko songs
in it. Altogether, there are 350 Lemko songs scattered throughout this work. Before the end
of the nineteenth century there were at least two other enthusiasts collecting Lemko songs,
but almost a century would pass before their works were published. Nykyfor Leshchysh-
chak (1814-1914), a Greek-Catholic priest, confined to paper many songs he heard at the
parishes where he served as a pastor. Transcriptions of these songs later found their way to
Ivan Franko (1856-1916), and Mikola Musinka published 222 songs collected by Leshchy-
shchak.'? The Polish scholar Oskar Kolberg (1814-1890)" reprinted all the Lemko songs
from the aforementioned collections of Holovats'kyi and added almost a thousand oth-
ers from the eastern Lemko Region, western Boiko Region, and neighboring Polish areas.
Kolberg was unfortunately not familiar with the Lemko vernacular and made many errors,
leading to the loss of some of the meaning of the lyrics.'* At the beginning of the twentieth
century, Ivan Verhrats'kyi (1846-1919) compiled a work on the Lemko vernacular' that
included examples of folk literature, legends, proverbs and song lyrics.

Between 1900 and 1913, Osyp Rozdol’skyi visited the Lemko Region four times.
From the 18" to the 28" of August 1900 he collected fairy-tales and song lyrics/scores in Po-
lany (near Krempna), Bartne (112 lyrics but only 1 score), Swiatkowa Mata and Swiatkowa
Wielka, Swierzowa Ruska, Kotan (21 lyrics — 1 score), Desznica (25 lyrics), and Grab. All
together, he collected eight drukovanykh arkushiv of material.'® A year later Rozdol's’kyi
returned to the Lemko Region and then transcribed ad hoc or on his phonograph eth-
nographic materials in Bificzarowa (21-22 July — 26 lyrics and 8 scores), Krélowa Ruska
(22 July - 23 lyrics), Berest (22 July 22 — 13 lyrics and 9 scores), Ztockie (23 July - 31 lyrics),

10)  Itwas published in: Cheeniia v Imperatorskim obshchestve istorii i drevnostei rossiiskikh 3, no.3 (Moscow, 1866): 728-738.

11)  Moscow, 1863-1878, pp. 718-730.

12)  Mykola Mushynka, comp., Swit’ lypka v poli: zbirnyk lemkivskykh narodnykh pisen’ Nykyfora Leshchyshchaka z
rukopysnoi spadshchyny Ivana Franka, Occasional Research Reports; 53 (Edmonton, 1992); 2™ ed. (Priashiv, 1996).

13)  Sanockie-Krosnienskie, Bogustaw Linette, Tadeusz Skulina, compilers, Agata Skrukwa, ed., 3 vols; Dziefa wszyst-
kie, 49-51 (Krakéw, 1972-1974).

14)  Mykola Syvytskyi, “Dukhova kul'tura,” In: Bohdan Strumins’kyi ed., Lemkivshchyna vol. 2 (New York-Paris-
Sydney-Toronto, 1988): 164.

15)  Ivan Verkhrats'kyi, Pro hovor halytskykh Lemkiv, Zbirka Filologichnoi sektsii Naukovoho tovarystva im.
Shevchenka, 5 (Lviv, 1902).

16)  Oksana Sapeliak, Etnobrafichni studiii v Naukovomu Tovarystvi im. Shevchenka (1898-1939) (Lviv, 2000): 64.
Drukovanyi arkush equals twenty-three pages of standard type-writen pages or seven-hundred lines of poetry.
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Polany (near Krempna) (30 July — 52 lyrics and 35 scores), and Krempna (1 August — 40 lyr-
cis and 24 scores). Rozdols’kys third visit to the Lemko Region wasn’t until the summer of
1912 when he collected materials in Rychwald (2 August — 57 lyrics and 21 scores), Ropica
Ruska (3, 5,7, 9, 12, 15 August — 222 lyrics and 272 scores), and Smerekowiec (4 August
— 21 lyrics and 15 acores). A year later Rozdol's’kyi recorded ten lyrics in Wierchomla Mata
(April 1913) and in Zubrzyk thirty lyrics and nine scores (July 6, 27).

Lemko and other melodies collected by Rozdol's’kyi were later used by the com-
poser Stanislav Liudkevych in his work Halytsko-ruski narodni melodii'” [Galician-
Ruthenian Folk Melodies]. Liudkevych used songs, recorded by Rozdol’s’kyi, in Berest
(9 songs), Biriczarowa (7), Bartne (8), Bogusza (13), Krélowa Ruska (1), Krempna (7),
but most from Polany of the Krosno County (51). Ninety Lemko songs Liudkevych
placed at the end of vol. 2 (pg. 339-368), songs number 1416-1506, justifying a separate

chapter (see his Preface, p. xiii) as follows:

I'am placing songs from the Lemko Region in a separate chapter, at the end, not
because of their local character and language, but more because by their forms
and general character of melodies they differed so much from other Galician-
Ruthenian songs, that they must form a different group.

The Ukrainian musicologist Filaret Kolessa (1871-1947) is believed to have made
several trips to the Lemko Region between 1911 and 1913. Living in Rymandéw in 1911, he
traveled to Deszno, Woltuszowa, Wola Nizna near Jadliska and Szklary. In August 1912, with
a budget of 150 Austrian crowns, Kolessa undertook an ethnographic journey to The Lemko
Region. He lived in Matastéw and visited Petna, Ropica Ruska, Uscie Ruskie, Hariczowa,
Wysowa, and along the way made recordings in Kwiaton, Stawisza, and Brunary Nizne. Dur-
ing this journey, 150 songs were collected.” In 1913, he made it to the westernmost Lem-
ko Region, where he recorded songs in Andrzejéwka and Powroznik. From this collection
(820 songs), 624 were transcribed and published in a detailed work, Narodni pisni z halyts'koi
Lemkivshchyny [Folk Songs of the Galician Lemko Region], included as volumes 39-40
of the Etnohrafichnyi zbirnyk Naukovoho tovarystva im. Shevchenka (L'viv, 1929).”

Even before Kolessa’s work was published, the first work on Lemko music surfaced
in immigrant circles. Where else but in New York would Van'o Zapeka [a pseudonym]
compile Lemkivsky spivanky* [Lemko Songs]. There are 106 song lyrics published in
the book, but without scores. Other known collections of Lemko folk music were pub-
lished in America during the 1930s. Among them was publication of Lemkovske vesiliia:

) Etnografichnyi zbirnyk Naukovoho tovarystva im. Shevchenka, 21-22 (L'viv, 1906-1908).

) Filiaret Kolessa, “Spravozdanie z etnograficznoi ekskurzii,” Kronika NTSh no. 52, issue. 4 (L'viv, 1912): 24.
19)  The entire work accessible from: http://lemko.org/pdf/kolessa.pdf; accessed 10 July 2007.

) Niulork, 1920 (160 pp.).
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ulozhene Lemkovskyma zhenamy v Kliviandi i zohrane v 1932 r. [Lemko Wedding: Put togeth-
er by Lemko Women of Cleveland and Performed on Stage in 1932], which was edited
by Vanio Hunianka [pseudonym of Dymitrii Vyslotskii]. It was published together with
the collections of Dymytrii Kachor, Vesilny narodny spivanky** [Folk Wedding Songs].
In 1993, a collection by the Syn Lemka [pseudonym of Nicholas Cislak (1910-1988)]
entitled Lemkovsky narodny spivanky* [Lemko Folk Songs] was issued. Even during the
difhicult war years there were collections of songs published, including Ia. Barenets'kyi’s
Lemkivski pisni na mishani khory: Iz zbirky O. Mentsynskoho [Lemko Songs for Mixed
Choir: from the Collection of O. Mentsyns’kyi] (Krakéw, 1941).

After the war, collections of Lemko songs were published wherever Lemkos lived,
although most of the collections appear to have been published in the Ukraine. The
first collection was published in 1967 by Mykhal Sobolevs'kyi (1886-1969), the former
Greek-Catholic priest of Uscie Ruskie. His work Lemkivski spivanki*® [Lemko Songs]
contains 150 songs collected in Ulcie. According to Ivan Maichyk’s opinion,* the au-
thor “squeezed” the melodies of the songs into straight meters. Maichyk emphasizes that
Sobolevskyi did not sense changes in time signatures and never used bar lines, and did
not include any bass lines or other voices.

Also in 1967, the aforementioned Ivan Maichyk published a collection of Lemko
songs arranged by various authors: Spivanochky moi: khorovi obrobky lemkivskykh pisen’
bez suprovodu® [My Songs: Choral Arrangements of a Cappella Lemko Songs]. Includ-
ed in the collection were arrangements by such well-known composers as: P. Kolessa,
A. Kos-Anatol’s’kyi, S. Liudkevych, Ie. Kozak as well as some amateur composers. This
work played a significant role in the dissemination of Lemko music as choirmasters added
these songs to the repertoire of their choirs. The same year Maichyk prepared for publica-
tion a collection of Bohdan Drymalyk (1898-1956) Lemkivs'ki narodni visti: obrobka dlia
holosu v suprovodi fno Bobdana Drymalyka® [Lemko Folk Songs Arranged for Voices
with Piano Accompaniment by B. Drymalyk]. Drymalyk, who graduated from the Min-
ing Academy in Leoben, Austria, worked in the oil drilling industry in the Lemko Region.
A graduate of the Musical Institute of Lysenko in L'viv, Drymalyk collected sixty-five
Lemko songs and arranged them for choir with piano accompaniment. Maichyk praises
Drymalyk’s arrangements as a unique event in world of folklore and emphasizes that Dry-

21)  Both released together as the premier issue of the Lemko Theatrical Library (Cleveland:, 1933) (32 pp.).

22)  Byblyoteka Lemko-Soiuza, 12 (Cleveland, 1935) (64 pp.).

23)  (Kyiv: Muzychna Ukraina, 1967) (319 pp.).

24)  “Lemkivs’kyi muzychnyi fol’klor na osnovi drukovanykh zbirok ta muzychnoho materialu sela odrekhovy,” In:
Ivan Maichyk, Mykola Tsupryk, Odrekbhova v mynulomu 1419-1999 (L'viv: Kameniar, 1999): 135.

25)  Kyiv, 1967. See also: Ukrainski narodni pisni v zapysu ta obrobtsi I. Maichyka (Kyiv, 1980), which has an
introductory chapter by M. Hordiichuk: “Pisni z Lemkivshchyny.”

26)  Kyiv, 1967 (93 pp.).
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malyk found his own style, similar to the arrangements of Béla Bartdk, but deeper and
more colorful. Unfortunately, Drymalyk’s work suffered from poor editing which result-
ed in many Lemko words and entire passages being transformed into Ukrainian.”’

In 1970, there also emerged in Ukraine a work by Iu. Korchyns’kyi: Boikivski
ta lemkivski narodni pisni®® [Boiko nad Lemko Folk Songs]. Of greater significance,
however, was the work of the dentist-by-trade and folklorist-in-his-heart Orest Hyzha
(1913-1990),” Ukrains'ki narodni pisni z Lemkivshchyny®® [Ukrainian Folk Songs from
the Lemko Region]. With a humble (High School level) musical background, Hyzha
began collecting Lemko musical folklore in his native village of Wysowa. While on vaca-
tion in L'viv in 1938, Hyzha received praise and encouragement from Filaret Kolessa to
further his folklore work, which he indeed did not just in Lemko Region but also later
among Lemkos relocated to Ukraine. There are three hundred Lemko songs in his col-
lection with a foreword by S. Hrytsa entitled “Na skhylakh karpats’kykh hir” [On the
Foothills of the Carpathian Mountains] (pg. 4-15). Although in conversation with Ivan
Maichyk, Orest Hyzha said that in modern-day socialism the Lemko song was dying — in
her forward S. Hrytsa maintains, in the manner typical of Communist propaganda, that
Ukrainian-Lemkos first found their voice within the framework of socialism.?!

The Baiko sisters trio - Daniila (b. 1929), Maria (b. 1931), and Nina (b. 1933)
- popularized for over fifty years the Lemko musical folklore both in Ukraine (beginning
in 1953) and abroad. Not surprisingly, there are popular Lemko songs to be found in
a few of their collections.?” The culminating publication of the Baiko sisters is a recently
published Antologia lemkivskoi pisni [ Anthology of Lemko Songs]** with a forword by
the academician Mykola Kolessa. It consists of four chapters and contains more than nine
hundred lyrics and scores of the best achievements of the Lemko singing tradition. Fewer
Lemko songs can be found in other collections. Edited by Ivan Maichyk, Ukrainski nar-
odni pisni z repertuaru narodnobo artysta Ukrainy Pavia Karmeliuka® [Ukranian Folk
Songs from the Repertoire of the National Artist Pavlo Karmeliuk] includes six Lemko

songs for lower-register voice with piano accompaniment by Ievhenii Kozak (1907-1988).

27)  Ivan Maichyk, “Lemkivs’kyi muzychnyi ..., ” p. 137.

28)  Kyiv, 1970.

29)  Bohdan Tykhyi, “Zbyrach pisennykh skarbiv; in Lemkivskyi kalendar na 1998 rik (Lviv, 1997): 95-96; Volodymyr
Stupyns’kyi, “Folklorystychna diial'nist” Oresta Hyzhi,” Lemkivshchyna 20, no.2 (Clifton, N.J., 1999): 21-24.

30)  Kyiv, 1972 (401 p.), 2™ ed. Gorlice, 1997-2002 (330 pp.)

31)  Ivan Maichyk, “Lemkivs’kyi muzychnyi ..., ” p. 136.

32)  Anatolii Kos-Anatolskyi, compiler, Ievhen Kozak, music ed., I. Derkach ed., Spivaint’ Sestry Baiko: zbirnyk pisen’ dlia
zhinochoho trio (Lviv, 1959) (74 pp.); Spivaiut sestry Baiko: vokalni trio v suprovod fortepiano (Kyiv: Muzychna Ukraina,
1972) (69 pp.); Tla. Laholia, compiler, Z repertuaru Marii Baiko (Kyiv, 1982) (55 pp.); Mahdalena Baiko, compiler
Stelysia barvinku (Kyiv, 1976) (142 pp.), which includes over a hundred Lemko folk songs recorded from her mother.

33)  Maria Baiko, Antologia lemkivs'koi pisni (L'viv, 2005) (498 pp.).

34)  Kyiv, 1976.
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Homin Verkhovyny* [Sound of Verkhovyna] includes twelve Lemko songs for four-part
choir. Lemko songs also found their way into the works of composers such as Stanislav
Liudkevych, while Iaraslav Iaroslavenko (1880-1958) granted them a separate collection.
Interest in Lemko songs continues to the present time in Ukraine, and the work of Ivan
Maichyk,* attests to this. Twenty nine of 150 songs from the village of Odrzechowa that
were transcribed by the author can be found there.

In Canada, a native of the Lemko village of Berest, losafat Dziobko (1887-1966) not
only assembled Chyie to polechko ne zorane? i inshi narodni pisni [Ukrainian Lemko and
Other Folksongs], but was also the first and probably the only person to have translated
fifty-two of them into English. They were published in My Songs: A Selection of Ukrainian
Folksongs in English Translation - Moi Spivanochky.”” Dziobko came to the USA as a young
boy and worked in the mines of Exelcior, Pa. In 1899, he moved to Canada where for a long
time he had a farm in Woodnorth, Manitoba. Towards the end of his life he lived in Virden,
Manitoba. He wrote original pioneer songs, which were published in English and Ukrai-
nian. Dziobko received the Hill Memorial trophy for performing in his native language.*®

Also in America, Zynovii Lys’ko (1895-1969) collected from various printed sourec-
es, almost a thousand folk songs from the Galician Lemko Region (along with 317 songs
from 63 Rusyn villages of the Presov region and 148 songs from 6 Rusyn settlements of
Vojvodina) and added them to his monumental collection: Ukrainski narodni melodii

[Ukranian Folk Melodies] (11 vols., New York 1964). Lys’ko also wrote about the main
characteristics of Lemko folk music.”

Not surprisingly Poland is a hub for the publication of Lemko folk music with such
works as: Pawel Stefanowski’s (b 1932), Tadeusz Chachaj’s and Czeslaw Sandaj’s Eemkowskie
piesni ludowe® [Lemko Folk Songs], a collection that contains thirty Lemko songs in simple
harmonies for amateur choirs, and Zam na Lemkovyni pomedzhe horamy: turystskyi pisen-
nyk [ There in the Lemko Region Between the Hills: a Tourist Songbook] (1981).

Great work on Lemko music was done in Poland by Jarostaw Polariski (1930-1994),*
who by 1970 had already collected almost fifteen hundred Lemko songs and regularly
published them, with scores, in Lemkivska storinka, a page of the Ukrainian weekly Nashe

35)  Lviv, 1962.
36)  “Lemkivs'kyi muzychnyi fol’klor na osnovi drukovanykh zbirok ta muzychnoho meterialu sela Odrekhovy,” In:
Ivan Maichyk, Mykola Tsupryk, Odrekhova v mynulomu 1419-1999 (L'viv, 1999): 133-183.
37) Winnipeg, 1958. Table of contents is on the web at:
http://www.utoronto.ca/cius/ HT Mfiles/Intpub/Tarnawsk /tar-bk2.htm#B17; accessed 10 July 2007.
) Mykhailo Marunchak, Biohrafichnyi dovidnyk do istorii Ukraintsiv Kanady (Winnipeg, 1986): 205.
) “Lemkivs'’ka muzyka,” Annaly Svitovoi Federatsii Lemkiv 1 (Camillus, N.Y., 1974): 101-138.
40)  Rzeszéw, 1964 (63 pp.).
) S.Zabrovarnyi, “Maestro laroslav Polians’kyi,” Ukrains'kyi al manakh 1996 (Warszawa, 1996): 109-112.
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Slovo printed in Warsaw. He also composed a brief overview of the history of Lemko
musicology® and described the basic characteristics of Lemko folk music.” Some of these
papers were co-authored with Bohdan Strumins’kyi (1930-1998).*

A rather sizable number of Lemko songs appeared on the pages of the abovemen-
tioned Nashe Slovo, often in connection with writings on folk customs. Among the writ-
ings of various authors, the works of Mykhailo Dzindzo (1925-1993) and especially Va-
syl Khomyk (1933-2002),% stand out, as well as those of Orest Zilyns'kyi (1923-1976),
Jarostaw Merena (1928-1999), Pawetl Stefanowski, Grzegorz Bowanko, S. Tremabacz,
M. Buhel, Jan Czerep, and Stefania Romaniak. Due to the work of these and other au-
thors who collected folklore, Nashe Slovo and its supplement Nasha Kultura published

over fifteen hundred Lemko songs within the first thirty years of their existence.*

There is also a widespread interest in Lemko religious music. From the seventeenth-
eighteenth centuries there were gathered from the Lemko Region not fewer than twenty
(189 in total from the diocese of Przemysl) hand-written collections of church music,
mostly in monodic (single voice) form, a few of which also included transcriptions for
multiple-voices. They served not only for liturgical singing, but also as primers for learning
church singing, basic music education, and an introduction to music theory. These books
include notes in the margins on the history of villages, as well as political and other issues.
The oldest known handwritten collection by a Lemko author, Aleksander Fedynovych
from Odrzechowa, dates back to 1667. In 1670, losyf Kreinytskii from Gladyszéw, a fu-
ture hierodeacon of the Lavriv Saint Onuphrius’s Monastery, wrote an original book with
the intention of giving it to the church of St. Nicholas in Zaslav. However, he gave it to his
brother Andrii, a priest in their native Gladyszéw, and he highlighted that it was intended
“for learning”. Kreinytskii also compiled another collection in 1677, while he was at the
monastery.” Other collections from the seventeenth century come from the parishes of
Zydowskie— Ciechania, Olchowiec, Rzepiennik, Wréblik Szlachecki, and Milik. One of the
best-known collections of church music came from the pen of the Greek-Catholic priest of
Kamianna, Ioann Pryslopskii, who wrote Pisni tserkovni na vsi praznyky* [ Church Songs

42)  Taroslav Polians’kyi, “Z istorii doslidzhennia ukrains’koi narodnoi pisni, zokrema lemkivs’koi,” Nasha kul'tura
(suppl. to Nashe slovo), up.2 (Warszawa, 1968).

43)  “Virshovana budova lemkivskykh pisen) Nasha kul'tura (suppl. to Nashe slovo), no.l (Warszawa, 1968),
“Lemkivs’ki narodni pisni,” in Ukrainskyi kalendar 1963 (Warszawa, 1963): 312-313; “Tematyka lemkivs'’kykh
pisen}” Nasha kul'tura (suppl. to Nashe slovo), no.1 (Warszawa, 1967).

44)  “Lemkivs'ky spivanky, Zhovten’: Literaturno-khudozhnii zhurnal 21, no. 6 (L'viv, 1970): 144-149.

45)  Vasyl Khomyk, “Zbiinyts’ki pisni z Lemkivshchyny,” Nashe slovo no. 42-44 (Warszawa, 1962); “Lirychni pisni,” Nashe
slovo no. 45-42 (Warszawa, 1973); “Lirychni pisni molodoi Lemkivshchyny” Nashe slovo no. 41-46 (Warszawa, 1960);

46)  Mykola Syvytskyi, “Dukhova kul'tura,” ... p. 164.

47)  Jurij Jasinowskij, “Znaczenie eparchii przemyskiej w rozwoju ukrairiskiej muzyki cerkiewnej,” In: Stanistaw
Stepien, ed., Polska-Ukraina.1000 lat sgsiedztwa, vol. 2 (Przemysl, 1994): 407.

48)  Ivan Franko, “Kamians’kyi Bohohlasnyk 1734, in his Zibrannia tvoriv u piatdesiaty tomakh, vol. 32 (Kyiv, 1981): 339.
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for All Holidays] (1734). Other eighteenth century collections come from: Ztockie (1734),
Oparéwka, parishes of Potonna-Wysoczany (1762), Tylawa, Blechnarka and Krempna. In
Krélik Szlachecki, Ioann Tokarskii (of Ropianka) compiled an Irmologion in 1773 and and
another one in 1776 (the second possibly for the church in Hyrowa).*

Collections of this kind were of an interest to Iuliian Tavors’kyi (1873-1937), a pro-
fessor at the Kyiv University, who made a few trips to the Lemko Region (1900-1911)
and gathered collections of handwritten church music. Although it is a knwn fact that
Taavors’kyi later studied Lemko church music, his studies have never been published. It
was only much later that Olia Hnatiuk published Barokovi dukhovni pisni z rukopysnykh
spivannykiv XVIII st. Lemkivshchyny® [Baroque Spiritual Songs from Handwritten Eigh-
teenth Century Collections from the Lemko Region], which includes examples of church
music collected by Iavors’kyi and others. More recently, Adam Barna has compiled Pisni
tserkovny na vsiaky potreby [Church Songs for All Needs] (Legnica, 1993, 2™ ed. 2000), and
Stawomir Motodczak has collected over seventy religious works in a manuscript Pisni i Hjmnj
Tserkivnj z Lemkovyny [ Church Songs and Hymns from the Lemko Region] (2003).

The oldest known Lemko carols come from the collection of the priest Ivan Biretskii
(1782-1837),whoservedinKalnicanearBaligr6d (1815-1837) and collected folklore mate-
rial in the western Boiko region and the eastern Lemko Region for Ivan Vahylevych. Among
others, he also included forty-two carols.>' Over 150, mostly older carols, were included
in the nineteenth century collections of Holovats'kyi (around 100), Biretskii and Kolberg
(20 transcribed by Kolberg himself ). Unfortunately, carols deemed “uncanonical” by the
church were disappearing. In the beginning of the twentieth century Kolessa transcribed
only three Lemko carols.” This strange situation amazed the collector and apparently did
not, and still does not reflect the true situation regarding the collection of Lemko carols.

Lastly, let us look at the folk music of the Rusyns on the southern slopes of the Car-
pathians. This is, of course, very similar music. The influence of Slovak and Czech music
(from Moravia) came to the Galician Lemko Region through the PreSov region. One
can also point to numerous Lemko folk songs known on both sides of the Carpathians.
This is clearly evident, moreover, in the collection compiled by Mykhal Hyriak: Narodni
pisni sela Oriabyny [Folk Songs of the Villiage of Jarabina] (Presov, 1987). Collections of

49)  Jurij Jasinowskij, “Znaczenie eparchii przemyskiej ... p. 412-420.

50)  Lviv, 2000 (332 pp.). See also her other work: Ukrainska dukbhova barokova pisnia (Warszawa-Kyiv, 1994) (185
pp.), which is partially based on materials from the Lemko Region.

51)  Ivan Krasovs'kyi, “Lemkivs’ki narodni koliadky (z rukopysnoho fondu 1. Vahylevycha),” Nashe slovo no. 49
(Warszawa, 1966) - no. 4 (1967); Ivan Krasovs’kyi, “Starodavni lemkivs’ki koliadky v zapyskakh I. Birets’koho,”
Narodna Tvorchist -ta-Etnobrafiia 45, no.1 (Kyiv, 1969): 69-71.

52)  Mykola Syvyts’kyi, “Dukhova kul’tura” ..., p. 109, 111.
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Rusyn songs were published in all areas where Rusyns lived, including the historical area

of Subcarpathian Rus}> the Presov Region,** Vojvodina,” and Romania.*®

The popularity of Lemko music is also reflected in the use composers made of it in clas-
sical compositions, or in new music inspired by Lemko melodies.”” An example of this, more-
over, can be found in a work by Bohdana Mykhailivna Fil'ts in: Try piesy dlia fortepiano na temy
lemkivs'keykh narodnykh pisen> | Three Pieces for Piano on a Theme of Lemko Folk Songs]. In
the United States, Orest Turkowsky (1896-1973),” a violinist, composer, and founder of a mu-
sic school in Newark, N.J., published several collections of Lemko music in which he included
about one hundred songs. These collections include, Pershyi albom ukrainskykh lemkivskykh
narodnykh pisen’: na holos, fortepiian i harmoniiu [First Album of Ukrainian Lemko Folk Songs
for Voice, Piano, and Accordion], Ukrainian Lenko Dance Music Album no. 2, Ukrainian Lem-
ko Dance Music Album no. 3: Veseli tantsi, and Ukrainian Lemko Dance Music Album no. 4.

Attention should also be given to possible Lemko influences on the music of the famous
Polish composer Karol Szymanowski (1882-1937), although his knowledge of Lemko music
has not been confirmed.®' Special attention must also be given to the previously mentioned Béla
Bartok. As did other composers, Bartok not only included folk elements in his works, but also
composed original works based on various folk melodies. 34 of his works (counting a series of
works as one) contain 313 folk melodies. His compositions include forty-four duets for two vio-
lins (1931) in which he used Hungarian, Slovak, Romanian, Serbian, and Arabic folk melodies.
Two of these duets were called Ruten Kolomeika and Ruten Song, while Rusyn melodies were also
used in his Second Rhapsody (1928).* Similarly, motifs from Russian and Ukrainian (possibly

53)  Mykhal Vrabel, Russkyi solovei (Uzhhorod, 1890) (176 pp.), Ysydor Byliak, Zhavoronok (Uzhhorod, 1926), D. Zador,
Tu. Kostiuk, P. Myloslavskii, Narodni pisni podkarpatskykh rusynov (Uzhhorod, 1944, and reprinted 1992), Anton Hodynka,
Pisni nashykhb predkiv (Budapest-Uzhhorod, 1993) (163 pp.), V.L. Hoshovs'kyi, Ukrains ki pisni Zakarpattia (Lviv, 2003).

54)  Fedir Lazoryk, Spivanochky moi (Bratislava, 1956) (316 pp.); lurii Kostiuk, Iurii Tsymbora, Andrii Duleba,
Ukrains ki narodni pisni Priashivskoho krain 3 vols. (Bratislava, 1958); Andrej Karsko, Makovické nuty: zbornik
ludovych piesni z Makovickej struny (Bratislava, 1993) (146 pp.)

5S)  Osif Kostelnik, Diura Bindas, luzhnoslavianskikh Rusnatsokh narodni pisni (Ruski Kerestur, 1927), Onufrii
Timko, Nasha pisnia 3 vols. (Ruski Kerestur, 1954-1958), Diura Latiak, ed., Ruski narodni pisni u zapysokh
V.M. Hnatinka (Novi Sad, 1972) (274 pp.).

56)  Ivan Reboshapka, Oi u sadu-vynohradu: Zbirka svitskykh velychalnykh pisen’ (Bucharest, 1971) and also his:
Vidhomyny vikive: zbirnyk narodnykh balad, istorychnykh pisen’ ta pisen™kbronik (Bucharest, 1974) (365 pp.);
Myroslav Shandro, Spivanochki moi linbi (Bucharest, 1977) (303 pp.).

57)  Ivan Maichyk, “Lemkivs'’ki melodii u symfoniiakh i sonatakh,” Zhovten’: Lliteraturno-kbudozhnii zhurnal

16, 10.6 (L'viv, 1966): 108-112.

) Kyiv, 1960 (11 pp.).

) Ivan Krasovs'kyi, “Pamiati lemkivs'’koho kompozytora,” in Lemkivskyi kalendar 1996 (L'viv, 1996): 99.

60)  Niu Iork, 1963 (30 pp.); New York, 1963 (16 pp.); New York, 1963 (16 pp.); New York, 1965 (16 pp.).

61)  Yakov Soroker, Ukrainian Musical Elements in Classical Music (Edmonto-Toronto, 1995): 60-63.

) Yakov Soroker, Ukrainian Musical Elements ... p. 69-75. Barték described as “ruten” music found both on southern and
northern slopes of the Carpathian Mountains, but his practical knowledge of this music was only from the southern slopes of
the Carpathian Mountains. Even as late as 1928 he wrote that he knew very little about recordings of folk music in Ukraine,
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Lemko?) folk music were used in compositions by the world-renowned composer of religious
and other music Dmitri Bortniansky (1751-1825), whose father was from the Lemko Region.®®

Today Lemko folk music can be heard on the Internet on various sites including
those of Tomasz Traczyk® and Walter Maksimovich.® Long before these website came
to existence there were three frenzied recording years at the end of the 1920s giving us
examples of how Lemko music was played and sung seventy-five years ago. Almost two
hundred Lemko folksongs were recorded during that period.

Characteristics

Filaret Kolessa was the first to describe the characteristics of Lemko folk music.% Kolessa
defined Lemko folk music as a part of Ukranian music emphasizing at the same time that:

Lemko folk songs reveal many unique chracteristics not only in their melodies, but
also in their lyrics; this is clearly manifested in the body and selection of songs - as is evi-
dent from their overview and grouping by lyrics. ¢’

Its originality Lemko music owes to the enrichment of the local musical production
by the way of contacts and influences from the East (Ukraine), South (Moravian Czech and
Slovak), and North (Poland). Specifically regarding the music of Galician Lemkos, it was
greatly enriched by songs from the Rusyn regions on the south side of the Carpathians.

Kolessa emphasized that the repertoire of Lemko songs consists mostly of small, two
to three strophe songs. Often a song is built from a few strophes tied together by a single
theme or motif. However, more frequently, strophes are freely tied together by thought as-
sociation, common singing, one sentence, or even a single word, which is then repeated.
Kolessa grouped Lemko songs according to their lyrics in the following manner:

although he was in close contact with Kolessa and later went to Ukraine to give concerts (Béla Barték, “Comparative Music
Folklore (1929); In: Benjamin Suchoff, ed., Bdla Barték Essays ... p. 166). Taking all of that into account, it seems that
most of “ruten” musical motifs in his works most likely originated from the southern slopes of the Carpathian Mountains.
See also B. Lukaniuk, Tu. Tatskiv, “Zibrannia B. Bartoka na Zakarpatti,” Materialy shostoi konferentsii doslidnykiv narodnoi
muzyky chervonoruskykh (halytsko-volodymyrskykb) ta sumezhnykh zemel. Materrialy (Lviv, 1993): 54-65.

63) A.A.D., “Kompozytor i spivak Dmytro Bortnians’kyi,” in Tserkovnyi kalendar 2001 (Sanok, 2001): 220-223;
Iu.S. Shemshuchenko, V.V. Vechers'kyi, “Dovidka pro mistse i datu narodzhennia kompozytora Dmytra
Bortnians'’koho,” in Tserkovnyi kalendar 2002 (Sanok, 2001): 198-199.

64)  “Piosenki femkowskie na glosy,” http://www.ia.pw.edu.pl/Pl-iso/ ~ttraczyk/lem/lem.heml; accessed 17 September 2005.

65)  “Lemky, Lemkos, Eemkowie,” http://lemko.org/Ivpro/index.html; accessed 10 July 2007.

66)  See his: Narodni pisni..., p.446-453 and his “Kharakeersystychni pryznaky melodii narodnykh pisen’ z Lemkivshchyny,” In: Pamigr-
nik I1 zjazdu stowiariskich geografbw i etograféw w Polsce w roku 1930, vol.. 2 (Krakéw, 1930): 139-143, reprinted in: EM. Kolessa,
Muzykoznavchipratsi (Kyiv, 1970): 352-356. Also consult: Zynovii Lysko, “Lemkivska muzyka,” Annaly Svitovoi Federatsii Lemkiv 1
(Camillus, N.Y,, 1974): 101-138; Mykola Syvytskyi, “Dukhova kul'tura-Narodni pisni,” In: Bohdan Struminskyi ed, Lemkivshchyna
vol. 2 (New York-Paris-Sydney-Toronto, 1988): 163-177; Ivan Maichyk, “Lemkivs'kyi muzychnyi folklor ..., pp. 133-183.

67)  EM. Kolessa, Narodni pisni..., p. 446.
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Ritual songs®® are linked to the calendar (seasonal) and to family customs.®” Once
very much esteemed, ritual songs began to fade throughout the Slavic lands, as early as the
nineteenth century. How this process took place in the Lemko Region can be seen from
the fact that, although ritual songs constituted a very significant part in the collections of
Holovats’kyi, they occupied only 6 percent among the songs collected by Kolessa. In the
post-war transcriptions of Polaniski that percentage fell to 2 percent.”

Ritual music includes calendar (seasonal) songs and family related ritual/holiday songs.
The first group includes: vesniankj (songs about spring),”! sobitkovy, those sung at sobitka
—acelebration during the night of June 23" to 24* (Mid-summers’ Eve/the Summer Solstice),
which is of a pre-Christian origin, vechirkovj (songs for evening gatherings of young girls and
boys from October to Christmas during which they spun linen together and got to know each
other better),” koliadky [carols],”® and shedrivkj (for Epiphany Eve).” The second group in-

cludes mostly wedding songs,” and songs for baptisms.

Wedding songs, considering their lyrics, poetic forms (6+6) and melody, create
a style of music unique to Lemkos. Unfortunately mostly other than traditional ritual
(wedding) songs are sung at today’s weddings. Although the influence of sobitkovy songs
has seeped in among the Lemkos from the western Slavs, in general there are very few
parallels between Lemko and western-Slavic ritual songs.

68)  Orest Zilyns'kyi, “Obriadovi pisni sela Krasna na Lemkivshchyni,” Nashe slovo no. 31-37 (Warszawa, 1975). Also compare
ritual songs from the Hutsul’ region: B.B. Merklo, Tradytsiini pisni do kbrystyians kykh sviat (Uzhhorod, 1993) (53 pp.).

69)  Danuta Blin-Olbert, “Rok obrzgdowy u Eemkéw,” In: Jerzy Czajkowski, ed., Zemkowie w historii i kulturze Kar-
pat, vol. 2 (Sanok,, 1994): 313-350; Jan Madzik, “Zwyczaje doroczne Lemkéw;” In: Roman Reinfuss, ed., Nad
rzekq Ropg, vol. 2 (Krakéw, 1965): 277-286; Vasyl' Khomyk, “Zvychai ta obriady lemkiv,” Nashe slovo no. 15-23
(Wharszawa, 1963), Franti$ck Rehot, “Kalendéfik z ndrodnioho Zivota Lemkiiv: Piispévek k rusinskému ndrodopisu
hali¢skych Karpac, Casopis Musea Krilovstvi Ceského 61 (Prague, 1887): 357-375. See also: lurii Chori, Zvyczai
ridnoho sela: obriadovo-zvyczaievi traditsii Zakarpattia (Uzhhorod, 1993) (239 pp.); Mykhailo Shmaida, A ishi
vam vinchuin: Kalendarna obriadovist’ rusyniv-ukraitsiv Chekbo-Slovachchyny (Bratislava-Presov, 1992) (502 pp.),
Mikola Mushinka, Folklor rusnatsokh Voivodini. Chast 1 narodni obriadi i shpivanki (Novi Sad, 1988) (240 pp.).

70)  Mykola Syvytskyi, “Dukhova kul'tura,” ... p. 166.

71)  Vasyl Khomyk, “Vesna na Lemkivshchyni. I. Haivky, IL. Sobitky, II1. Pastushi spivanky,” Nashe slovo no. 14-23 (Warszawa, 1962);
Janusz Mroczek, “Piesni sobdtkowe u Eemkéw,” Materiaty Muzeum Budownictwa Ludowego (3), no4 (Sanok, 1966): 57-63.

72)  Vano od Legnitsy, “Vechitky, Nashe slovo no. 5-8 (Warszawa, 1959); [K], “Vechirky na Lemkivshchyni)” in Ukrainskyi
kalendar-almanakh 1960 (Warszawa, 1960): 175-177; lurii Mlynarych, “Komarnytsky priadky;” in Karpatorusskyi kalendar’
Lemko-Soiuza 1961 (Yonkers, N'Y.,, 1961): 97-127; Vasyl' Khomyk, “Lemkivs'ki vechirky,” Nashe slovo no. 48-49 (Warszawa,
1963); Mykhailo Dzindzo, “Lemkivski vechirky, Nashe slovo no. 14 (Warszawa, 1974)- no. 13 (1975); Zofia Ciesla-Reinfus-
sowa, “Weczyrky na Eemkowszczyznie; Materialy Muzeum Budownictwa Ludowego w Sanoku no. 27 (Sanok, 1981): 73-89.

73)  Vasyl Khomyk, “Koliadky,” Nashe slovo no. 52 (Warszawa, 1965).

74)  Vasyl' Khomyk, “Koliadky i shchedrivky,” Nashe slovo no. 1-2 (Warszawa, 1962).

75)  Review of literature on Lemko wedding music is in: Bohdan Horbal, “Lemkivske vesilia cherez stolitia,” In: Ivan
Madzik, Vladek Maksymovych, Lemkivske vesilia (Krynica, 2002): 7-20. See also works not mentioned there: D. Perun,
“O lemkivskim vesiliu,” Nashe slovo no. 18-19 (Warszawa, 1958); Stefaniia Romaniak, “Deiaky forynsky pisni vesil'ny,’
Nashe slovo no. 34-38 (Warszawa, 1963); Mykhailo Dzindzo, “V Rozdziliu na vesiliv,” Nashe slovo no. 36 (Warszawa,
1970)- no. 18 (1971); Seman Madzelian, “Byl-iem vesilnym starostom,” Nashe slovo no. 23-28 (Warszawa, 1979).
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(2) Spiritual/Religious songs from the repertoire of vechirkj gatherings are often
based on legends, and some even have ballad-like characteristics. Some believe that these
songs may have come to the Lemkos from the Poles, among whom they are wide-spread.”
In fact, some are apparently tied to Polish and Moravian variations. In his collection Ko-
lessa noted fourteen of them, but no one else transcribed any of them later.

(3) Ballads”” and romances have their bases in traditional Lemko poetry and were
notated in significant numbers by collectors (Kolessa — 60, Kolberg — 58, Hyzha — 22). Ac-
cording to Kollesa, there are many Lemko ballads that are also found throughout Ukraine.
It must be emphasized, however, that the quantity and the selection of ballads sung in the
Lemko Region overlaps for the most part with the ballad repertoire of the Slovaks, Moravian
Czechs, and in a few instances, of the Poles.”® This can be said about the ballad themes popu-
lar in the Slavic groups mentioned above and little known beyond them, as well as about the
peculiar version of some widely known ballads and romance songs. This commonality can
often be noticed even in the poetical structure. It should be emphasized however, that the
Lemko version of certain widely known ballad themes, in comparison with other versions,
takes on greater value by expressing them with a particular completeness and attention to
final details. The similarity mentioned here between Lemko and western Slavic ballads and
romances allows us to deduce that the Lemko Region played a very important role in the
transfer and exchange of songs between Ukraine and the western Slavs.

(4) Lullubies; Kolessa grouped them with general Ukranian lullubies and, once
again, emphasized the separatness of the Lemko lullubies, which was reflected both in the
lyrics and the verse structure (with few exceptions 6+6). One should mention that Lud-
kevich” wrote earlier that Ukraine has relatively few lullabies in its musical tradition and
that in a specific form they occur only in the Lemko Region and in Pokutia.

Among the songs labeled (5) Parubotskj [sung by young, unmarried men], (6)
Divotsky [sung by young, unmarried women], (7) Love, (8) Pro strachynia vinka [regard-
ing girl’s loss of her head wreath, which referrs to her getting married], (9) Zhinotsky [for
married women] and those about married life,* these constituted the greatest portion
of Kolessa’s collection, and constitute at least 70 percent of all songs gathered by Polanski.
Among these, there are only a few songs that are common to Lemkos and Ukrainians,

76)  Mykola Syvyts'kyi, “Dukhova kul'tura,” ... p. 166.

77)  Vasyl Khomyk, “Narodni balady Lemkivshchyny,” Nashe slovo no.37-47 (Warszawa, 1964); laroslav Polians’kyi,
Bohdan Strumins’kyi, “Lemkivs’ki balady,” in Ukrainskyi kalendar 1968 (Warszawa, 1968): 292-295.

78)  Seealso: Orest Zilynskyj, Lidové balady v oblasti zdpadnich Karpat, Interetnicka skupina. “Studie CSAV, vol. 13 (Praha,
1978); Orest Zilynskyi, “Narodni balady bachvans’kykh Rusnatsokh,” Shvetlosts 9, no.4 (Novi Sad, 1973): 464-482.

79)  Halytsko-ruski narodni melodii, Etnografichnyi zbirnyk Naukovoho Tovarystva im. Shevchenka vol. 21-22
(Lviv, 1906-1908): xi.

80)  Vasyl’ Khomyk, “Lemkivs’ki pisni pro zhinochu nedoliu,” Nashe slovo no. 6-7 (Warszawa, 1959).
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Slovaks, Moravian Czechs, and occasionally Poles. The greatest portions presented here
are folk songs unique to Rusyns from both sides of the Carpathians.

(10) Orphan Songs, according to Kolessa, were poorly represented in the Lemko
Region. Among the few that he collected, there were some that were common among
other Slavs, as well as those unique to Lemkos.

Kolessa found the greatest influence of foreign elements in (11) Soldier/Recruit
songs.® This is made evident by the lyrics of these songs, the most saturated with foreign
words and forms, mostly from Slovak and Czech, but not only from these languages. The
large influx of foreign words can be explained here, and in other songs, by the fact that
these songs are heard and sung throughout the Slavic lands. Attention can be drawn to
avery popular Lemko song Kied mi pryshla karta [When I Received a Draft Card], which
among Bac¢ka Rusyns of Serbia is known as Vzhav bim tse dzevchatko ale nats? [I'd Marry
You Girl but What For?], among the Moravian Czechs as Umerla mi Zena [My Wife Has
Died], and, among Poles as Jade do dziewczyny [I'm on My Way to a Girl].®

Undoubtedly the most valued are Lemko (12) Emigration Songs,* that deal with
working in Hungary, Moravia, and mostly, in America. Kolessa considers all of these songs
to be original works. They cast light on the villagers’ poverty, which forced them to emigrate,
and on hard work in factories and mines. Against this background are shown realistic pictures
of family life and beautifully expressed personal experiences, such as saying goodbye to your
homeland, the parting of husband and wife, and returning home to learn of a mother’s death.

(13) Comic Songs, presenting the humorous side oflife, are very widespread among
Lemkos. Within this group, to which Kolessa added frivolous and drinking songs, which
are wide-spread throughout the East (Ukraine) and the West (Moravia) — although the

majority of them were originally Lemko.

(14) Songs on Various Themes, the majority of which once again are of local Lemko
creativity, often touch upon social themes, such as rich vsersus poor, and the demand for
social justice. To this group Kolessa added historical reminiscences, rather neglected in the
Lemko Region, songs sung for and by children, hunters’ songs, miscellaneous songs and
those with mixed content. Syvyts'kyi also added here songs about processinglinen and hemp.
In addition, Zbiinytskj songs must also be included here. These are songs which were sung
by brigands who, in the past, had hidden in the mountains of the region, robbing travelers
and landowners and sometimes were sharing their booty with the peasants. They must have

81)  Vasyl’ Khomyk, “Rekrutchyna v narodnykh lemkivs’kykh pisniakh,” Nashe slovo no. 40 (Warszawa, 1959).

82)  Ivan Maichyk, “Lemkivskyi muzychnyi...,” p. 143. See also: Béla Bartok, “The Melodies of Hungarian Soldier’s Songs,” In:
Benjamin Suchoff, ed., Béla Bartdk Essays, New York Bartdk Archive Studies in Musicology, no. 8 (New York, 1976): 50-57.

83)  See also: Imrich Sedldk, Ladislav Sotdk, “Ameriku som zvandroval: Vystahovatelstvo v I'udovych piestiach
juzného Zemplina podl'a zépisou v rokoch 1953-1955." Nové obzory 4 (Kosice, 1962): 291-312.
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been numerous in times past, but have since been lost with the elimination of the brigandry.
In the nineteenth century, Holovats'kyi published only a few of them, and, later, most folk-
lorists ignored them except for Khomyk®** who gave them some thought, but he paid more
attention to songs about brigands, than to those sung by them.

In musical terms, Lemko song has a lively and brisk tempo, similar to songs of other
Rusyn lands. Most Lemko songs are written for a single voice and only a few are written for
two or three voices. As was mentioned before, choral singing has been enjoyed throughout
the Lemko Region and many collections of Lemko songs arranged for choirs have appeared.
Kolessa did not determine any specific form of Lemko dance music per se, since he did not
find a unique Lemko dance form. Instead, he demonstrated the uses Lemkos made of the
Polish krakowiak, Ukranian shumky, and (with some variation) the kolomyiky.

84)  Vasyl' Khomyk, “Zbiinyts’ki pisni z Lemkivshchyny,” Nashe slovo no. 42-44 (Warszawa, 1962).



The Early Ethnographic Recording
of Folk Music

The initial attempts to record folk music® go back almost to the very beginning of the re-
cording of music and were done for both academic and commercial purposes. Ethnographers soon
took interest in “Edison’s machine,” the gramophone, which shortly became a basic tool in their
fieldwork.* The first generation that grew up with Edison’s gramophone also became fascinated
by the traditional elements of their own or other cultures. The first three decades of the twentieth
century witnessed the work of a large group of ethnographers from all over the world who worked
to preserve the musical legacy of traditional cultures. At the very same time, more and more schol-
ars at various universities demonstrated an interest in studying these recordings — recordings that
offered testimonials to those who created them and to those who listened to them.

All this activity led not only to the creation of well-documented musical materials but,
more importantly, also spurred a general and in some cases world-wide, interest and respect
for the music and cultures that produced this music. This new infatuation had a far-reaching
effect because it not only opened the doors to new research, but also often preserved the musi-
cal legacy of cultures and languages that, from a variety of reasons, had ceased to exist or had

85)  Recently Mickey Hart, famous as a percussionist in the Grateful Dead band, collaborated with M. Kostyl of
the National Geographic to produce the book Songcatchers: In Search of the World’s Music (Washington, D.C.:
National Geographic, 2003). The book deals with both historical and Hart’s own recordings of folk music from
all over the world. The following internet sites are also of particular interest: “Resources on Early Recordings of
the Music of the World,”
http://www.bolingo.org/audio/texts/articles.html; accessed 10 July 2007; University of Washington
Libraries, “Early or Historical Sound Recordings Collections, http:/ / Www.lib.washington.edu/ music/
records.html; accessed 10 July 2007.

86)  For more about this: Erika Brady, 4 Spiral Way: How the Phonograph Changed Ethnography (Jackson, Miss., 1999).
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undergone great changes."” Two events at the end of the nineteenth century demonstrate how
far reaching and at first unforeseen were the results of these early recordings of folk music.

Australian aborigines have lost ownership of their land over the course of the last two
hundred years. For them the right to the land exists in the form of songs, myths, and folk ritual
— and not on paper. Australia, on the other hand, a terra nullius (an empty land) according
to British colonial law, did not recognize the rights of Aborigines to their land. In 1992, the
concept of terra nullius was overturned in one of the most dramatic lawsuits in the history of
Australia. The Meryam tribe of Murray Island successfully contested the right of the provincial
government of Queensland to make use of Murray Island without consulting with them first.
They asserted their right to the island by referring to the preservation of their customs and law.
As part of the proof of this cultural continuity, they offered archival materials: wax cylinder re-
cordings, photographs, and films made by the Cambridge Expedition, whose members visited
their ancestors in 1898. Because of this lawsuit, a naitive title of land was recognized through-

out Australia making it possible to bring other cases to court.*®

Before 1985 the Archive of Folk Culture at the Library of Congress catalogued and
duplicated all Native American cylinder recordings in its collection. A grant from the Ford
Foundation helped initiate the third stage of work on these materials: their return to the
tribes where they were recorded. The Library’s staff contacted more than a hundred Native
American communities, while other tribal communities contacted the Library themselves.
Reactions to this activity were not uniform. Some Native Americans, for a variety of rea-
sons, did not want to receive these recordings and others felt disappointed because they had
hoped that different materials had been preserved. Still others were very happy that the trea-
sures of their native culture were being returned to them. Some stated that all the music that
was recorded in the past is still performed and that it prooves their cultural continuity.”

* % X % k X % k % X

Jesse Walter Fewkes (1850-1930) is credited with making the oldest known recordings
of folk music. In March 1890, he traveled to the American town of Calais, Maine, where he
made use of the phonograph to record folk songs, tales, and language of the Passamaquoddy

87)  Tjeerd de Graaf, “The Use of Sound Archives in the Study of Endangered Languages,” in: Gabriele Berlin, Artur
Simon, ed., Music Archiving in the World: Papers Presented at the Conference on the Occasion of the
100th Anniversary of the Berlin Phonogramm-Archive (Berlin, 2002): 101-107.

88)  GraceKoch, “Songs, Land Rights, and Archives in Australia,” Cultural Survival 20, no. 4 (Cambridge, MA, 1997): 38-41,
also available at http://www.culturalsurvival.org/publications/csq/csq-article.cfm?id=614; accessed 10 July 2007.

89) Judith Gray, “Returning Music to the Makers: The Library of Congress, American Indians, and the Federal
Cylinder Project,” Cultural Survival 20, no. 4 (Cambridge, MA, 1997): 42-44, also available at
http://www.culturalsurvival.org/publications/csq/index.cfm?id=20.4; accessed 10 July 2007.
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tribe.”” Later in the nineteenth century, others also made recordings of Native Americans. They
included Francis La Flesche (1857-1932) and Alice Cunningham Fletcher (1838-1923) who
made recordings of the Native American Omaha tribe beginning in 1895.”*

Many Germans were among the early Europeans who recorded folk music. They not
only traveled to various parts of the European continent, including Croatia 1901, Wales
1905 and Ireland 1907, but also went to much farther destinations including South Amer-
ica (Argentina 1905/1906), Africa (East Africa/Tanzania 1902, Egypt 1903, the Republic
of South Africa 1905, the Congo/Zaire 1906, Cameroon 1908), Asia (China 1901-1902,
Syria 1902, Turkistan 1904, India 1905, Ceylon/Sri Lanka 1907, Mongolia 1909), and Aus-
tralia and Pacific islands (The Bismarck Archipelago 1904, and New Guinea 1904/1905).

Austrian, Felix M. Exner, beginning in 1899, and Frenchman, Azoulay, beginningin
1900, were also among the first to record folk music. Around 1900 the Norwegian folklor-
ist Rikard Berge (1881-1969) made sound recordings of some 120 melodies played by the
fiddler Knut Dahle (1834-1921).%

Two Russians, A. Arenskii and I. Blok however, made the oldest recordings in Eu-
rope in 1894. Evgeniia Eduardovna Paprits-Lineva (1854-1919), who became interested
in the phonograph during the time she lived in New York from 1892 to 1896,” made
recordings in Russia beginning in 1896 mainly because of the encouragement of the mu-
sic critic of The New York Tribune, Henry Edward Krehbiel (1854-1924). Lineva started
recording folk songs in Russia on a wider scale in 1897. After a period of two years, she
managed to record 170 folk songs from 18 villages located in 7 gubernias, despite wide
skepticism which the Russian public shown towards the use of a phonograph at that time.
Lineva made recordings near Novgorod in 1901, and in 1903, undertook the recording
of folk music in Ukraine. She recorded 120 songs in the province of Poltava.’* Lineva

90)  Reports from the Journey: Jesse Walter Fewkes, “A Contribution to Passamaquoddy Folk-Lore;” The Journal of American Folklore
3, no. 11 (Boston, New York, Oct.-Dec., 1890): 257-280. Fewkes also wrote about using the phonograph in ethnological work:
“On the Use of the Phonograph among the Zuiii Indians,” American Naturalist 24, no. 283 (1890): 687-691; “On the Use of the
Phonograph in the Study of Languages of American Indians,” Science 15, no. 378 (New York, 1890): 267-269.

91)  For more on this see: Dorothy Sara Lee, Maria La Vigna, editors, Omaha Indian Music: Historical Recordings
from the Fletche/La Flesche Collection (Washington, D.C., 1985).

92)  “Norwegian Sound Recordings,” In: Per Dahl, red., Plan for the Preservation of Norwegian Sound Recordings (Stavenger,
1977), also available ac http://www.nb.no/verneplan/lyd/english/e03.html; accessed 10 July 2007.

93)  James Bailey, Mikhail Lobanov, “A Collection of Translations of Russian Folk Songs: E.E. Lineva’s Visit to
America (1892-1896),” SEEFA Journal 4, no. 2 (Lawrence, Kans., Spring 1999): 24-34, also available at
http://www.irginia.edu/slavic/seefa/ LINEVART.HTM; accessed 10 July 2007.

94)  See the report from this ethnographic trip: Evhenia Lineva, Opyz zapisi fonografom ukrainskikh narodnykh pisen
iz muzykalno-étnograficheskoi poizdki v Poltavskuin gub. v 1903 g (Moscow, 1905), also in English translation:
Folk Songs of the Ukraine: an Experiment in Recording Ukrainian Folk Songs by Phonograph During a Musical
Ethnological Excursion to the Province of Poltava in 1903 (Godfrey, IlL, [1958]).
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prepared a work on Russian folk music” based on her recordings, but from more than
two thousand songs she collected, only sixty-five were included in it. It is not known
where the rest of the collection is located.

Recordings were also being made in northern Russia, near Arkhangelsk dur-
ing 1899-1901.”° When the American Museum of Natural History began a project of
comparative studies of Northwest America and Northeast Siberia (Jessup North Pacific
Expedition) in 1897, two Russian ethnographers, Vladimir Bogoraz (1865-1936) and
Vladimir Jochelson (1855-1937), were invited to collaborate on the Siberian part of the
expedition. Bogoraz, with the help of the phonograph, created a record of the folklore
along the Anadir River in 1901, while Jochelson did the same thing along the Kolyma
River in 1902.”7 The Polish political prisoner, Bronistaw Pilsudski (1866-1918), made
recordings of the songs of the Ainu tribe on Sakhalin Island from 1902 to 1905. The mak-
ing of recordings in Georgia, south of the Russian Empire, began in 1908.7

Valentin Moshkov, who in 1898 recorded a short vignette associated with a Nativity
scene, conducted the first recordings in Ukraine. This recording has however not survived
to this day. Osyp Rozdols'kyi (1872-1945) was the first scholar to make recordings of
folk music in Ukraine. He made the first experimental phonograph recordings of thirty
folk melodies from the village of Kotsuriv on May 28, 1900, and one day later, he record-
ed twenty-one melodies from the village of Hryniv.”” Both villages are in the Pustomity
County of the L'viv district. Other early recordings in Ukraine were the work of the poet-
ess Lesia Ukrainka (1871-1913), who strived to have recordings made in her native village
of Kolodiazhne in the district of Volhynia. Ukrainka organized and financed an ethno-
graphic expedition to the Poltava region in 1908 in order to record kobza players. Kobza
is a traditional Ukrainian eight-stringed lute. Unfortunately, the tsarist authorities did not
allow the expedition to proceed. At that point, Ukrainka, who by then had taught herself
to make phonograph recordings and was in the Crimea for medical treatment, went to
Sevastopol where she found Hnat Honcharenko (1837-1917), one of the best Ukrainian
kobza players. She brought him to Yalta where his playing was recorded. Eighteen record-
ings made at that session were sent to the folklorist Filiaret Kolessa (1871-1947), who used
them in his musical studies. The poetess, who was very pleased, wrote to Kolessa: “Now we

95)  Velikorusskiiapisnivnarodnoi garmonizatsii, 2vols. (St. Peterburg, 1904-1909), also in English translation: Peasant Songs of Great
Russia: as they are in the Folk's Harmonization: Collected and Transcribed from Phonograms, 2 vol. (Moscow, 1905-1912).

96)  Alcksandr Dmitrievich Grigorev, Arkhangelskiia byliny i istoricheskiia pisni s napivami, zapisannymi posredstvom
fonografa, 3 vols. (Moscow, St. Peterburg, Prague, 1904, 1910, 1939).

97)  TatyanaShentalinskaia, “New Materials on Russian Folklore from an American Institution,” SEEFA Journal 3, 1p.2 (Lawrence,
Kans., Fall 1998), also available at http:/ / Www.virginia.edu/ slavic/seefa/NEWMATS.HTM; accessed 10 July 2007.

98)  Dimitri Arakishvili, Narodnaia pisnia Zapadnoi Gruzii s prilozheniem 83 pisen v narodnoi garmonizatsii, zapi-
sannykh fonografom (Moscow, 1908).

99)  Iryna Dovhaliuk, Muzychno-etnobrafichna diial'nist’ Osypa Rozdol’skoho (Kyiv, 1997): 10-11.
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can say with assurance that our songs and dumy' will not perish but live” Recordings of
Jewish music in Ukraine were also made beginning no later than in 1912.1!

Roman Zawiliniski (1855-1932) who recorded Jan Sabata junior in Zakopane in
1904 made the first recordings among the Poles.'” The systematic recording of Polish
folk music was initiated in 1913 when Juliusz Zborowski recorded one hundred cylinders
in the Podhale region, which is located just west of the Lemko Region. During the same
year, Alicja Simon also made phonograph recordings in Masovia/Mazowsze region'™ in
central Poland.

In 1895, on the southern slopes of the Carpathians, the Hungarian Ethnographic
Society persuaded the Ministry of Culture to purchase a phonograph to record folk mu-
sic. Béla Vikdr (1859-1945) made the carliest of such recordings in 1896 and, as a resul,
nearly five hundred cylinders with recordings of Hungarian folk music were exhibited
at the World Exhibition in Paris in 1899. Between 1898 and 1912, Vikir made fifteen
hundred recordings of Hungarian folk melodies. Other Hungarian collectors followed in
his footsteps, primarily Zoltdn Kodaly (1882-1967), who recorded three thousand melo-
dies between 1905 and 1917, and Béla Bartok (1881-1945), who recorded twenty-
seven hundred melodies between 1905 and 1918. Together with the collections recorded
by others, approximately seven thousand Hungarian folk melodies (along with several
variations of these same melodies) were recorded by 1920.%

Although Barték mainly traveled to places where large Hungarian communi-
ties lived, he was also acquainted with other East European folk melodies. He also did
research in Turkey'®. When he was living in America in the early 1940s, he penned
awork which dealt with a large collection of folk music from early Yugoslavia'”” recorded

100) Lyrico-epic works of folk origin about events of the Kozak period of the sixteenth-seventeenth century.

101) Some of these recordings were issued by the Vernadsky National Library of Ukraine (which has 1,017 cylinders
of Jewish music on discs): Treasure of Jewish Culture in Ukraine: Reproduced from Phono Cylinders Recorded
in 1912-1945 (1997), and Materials of ]. Engel Ethnographic Expedition 1912 (2001). A description of this
collection is in Liudmila Sholokhova, Fonoarkhiv evreiskogo muzykalnogo naslediia (Kyiv, 2001).

102) Piotr Dahlig, “Pierwszy zapis fonograficzny folkloru polskiego (1904),” Muzyka 2 (Warszawa, 1997): 57-70.

103) Piotr Dahlig, “Early Field Recordings in Poland (1904-1939) and Their Relations to Phonogram Archives in
Vienna and Berlin,” in: Gabriele Berlin, Artur Simon, eds., Music Archiving in the World ..., p. 205-218.

104) Some of Kodaly’s recordings made between 1912-1917 were issued on a two CDs set: Hungarian Folk Music
(Hungaroton, 2002).

105) Béla Barték, “Hungarian Peasant Music (1933),” In: Benjamin Suchoff, ed., Béla Barték Essays, New York Barték
Archive Studies in Musicology, no. 8 (New York, 1976): 84.

106) A. Adnan Saygun, Béla Barték’s Folk Music Research in Turkey (Budapest: Akadémia Kiadé, 1976). Some of
Barték’s Turkish recordings made in 1936 were issued on two discs: Turkish Folk Music Collection (Hungaroton
Classics HCD 18218-18219, 1996).

107) The majority of these descriptions were printed after Barték’s death, including several corrected editions, the most
recent of which is: Béla Bartok, Albert B. Lord, published by Benjamin Suchoff; introduction by George Herzog,
Yugoslav Folk Music, New York Bartok Archive Studies in Musicology, no. 9,4 vo. (Albany, NY., 1978).

103



104

Lemko Folk Music On Wax Cylinders (1901-1913) and American Records (1928-1930)

by Milman Parry (1902-1935). Barték was carefully comparing various folk melodies,
musical structures, rhythm, and harmonic systems and by mid-1930s, he created a model
explaining the origin and development of a large part of East European music.'*®

Bartdk collected a large amount of Slovak music, including music recorded on
a phonograph. About twenty-five hundred of collected by him songs were published in
two volumes after his death.!” In addition, Slovak folk melodies had already been record-
ed on the phonograph in 1899 by Karol Medvecky (1875-1937). Medvecky recorded
songs and instrumental music from the village of Detva.'' Other recordings among the
Slovaks were made later by a significant number of well-known ethnographers, including
Vikér, Kodaly, and Lineva, whom were mentioned earlier, and Leo$ Jand¢ek. It is possible
that some of these collectors did make their way to Rusyn villages. In addition, there is no
doubt that Rusyn music was familiar to Barték who, in addition to recording in Slovakia,
also recorded music among the Romanians in the Maramures region.

Sound recordings were made even during the World War I. The Phonograph Ar-
chive of the Austrian Academy of Sciences, famous for its interest in recording various
(and not only) European languages,' recorded the soldiers of nearly all the nationalities
that served in the Austro-Hungarian Army.""”> Among those recorded at that time were
Ukrainian soldiers. The linguist Ivan Pan’kevych (1887-1958) organized the recording
of Ukrainian prisoners of war from the Russian army. Between 1914 and 1916 he un-
dertook two expeditions to prisoner of war camps. Fedir Shevchenko, the grandson of
Taras Shevchenkos sister, was among the soldiers recorded, whose language Pan’kevych
characterized as significantly Russified. The Vienna Archive sent Pankevich in 1916 to
Volhynia to make recordings, but the German military command did not allow him to

travel to that district. He did succeed, however, in making several recordings in the village
of Verkhobuzh near Zolochiv (1918).13

* Kk K X X X k% k %

108) Sece the collection of his works on music: Benjamin Suchoff, ed., Béla Barték Essays, New York Barték Archive
Studies in Musicology, no. 8, (New York, 1976).

109)  Slovenské l'udové piesne, 2 vols. (Bratislava, 1959-1970).

110) He presented his work in: Detva: monografia (Detva, 1905).

111) Gerda Lechleitner, “The Phonogrammarchiv’s Historical Recordings: Sources for Music of Minorities?”
In: Pettan Svanibor, Adelaida Reyes & Masa Komavec, editors, Music and Minorities: Proceedings of the 1*
International Meeting of the International Council for Traditional Music (ICTM) Study Group Music and
Minorities, Ljubljana, Slovenia, June 25-30, 2000. (Ljubljana, 2001): 149-158.

112) Examples of these recordings were published by the Vienna Archive on the disc: Soldier Songs of the Austro-
Hungarian Army/Soldatenlieder der k. u. k. Armee (2000).

113) Mykola Mushynka, Holosy predkiv: zvukovi zapysy fol'kloru Zakarpattia iz arkhivu Ivan Pan’kevycha (1929,
1935) (Presov, 2002): 30-35, 41.
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The recording of folk music had the full support of scholarly institutions. In
America the Bureau of American Ethnology at the Smithsonian Institution, founded in
1879, became actively engaged in preserving recordings not only of folk music but also
of the languages of several Native American tribes that no longer exist today. Examples
of these languages are: the Crow, Hopi, Navajo, Omaha, Ute, and Zuni. These record-

"% and the majority of them

ings are preserved today in numerous archives in America,
can be found in the Archive of Folk Culture'”® at the Library of Congress. As many as
eight thousand of the ten thousand cylinder recordings document the musical and spo-
ken tradition of Native Americans. This Archive has also undertaken the duplication
and preservation of music recorded outside of America. Four hundred cylinder record-
ings of Ukrainian kobza players were selected in 1993 for transport to America and to
be duplicated and preserved according to an agreement between the American Folklife
Center and the Ryls’kyi Institute of Art, Folklore, and Ethnology/Instytut mystetstvoz-
navstva, fol’klorystyky ta etnolohii im. M.T. Ryl'skoho (Kyiv). This was made possible
through the support of the Maria Yasinsky Murowany Foundation.*¢ Another Ameri-
can institute with numerous cylinder recordings, including Slavic ones,'” is the Archive

118

of Traditional Music at Indiana University (Bloomington, Indiana),"'® which houses

seven thousand cylinders.

Alarge amount of ethnographic recordings made in Central and Eastern Europe can
befoundintheBerlinPhonogramm-Archive,'?whichwasfoundedin 1990andispartofthe
Museum fiir Volkerkunde. This repository possesses 145,000 recordings, 15,000 of which
areoncylinders; thelargestsuch collectionin theworld'* The Berlin Phonogramm-Archive
has been listed on the UNESCO Memory of the World Register'* since 1999. By 1919

114) The Federal Cylinder Project: a Guide to Field Cylinder Collections in Federal Agencies (Washington, 1984- ).

115)  Archive of Folk Culture Collections http://www.loc.gov/folklife/archive. html; accessed 10 July 2007.

116) Joseph C. Hickerson, “When Can I Hear the Cylinders?”: Photographs from a Trip to Ukraine,” Folklife Center
News 16,n0.3 (Washington, DC, Summer 1994), also available at http:/ / www.loc.gov/ folklife/fen/Summer94.
txt; accessed 10 July 2007; “Foundation Supports Cylinder Project,” Ukrainian Weekly 61, no. 1 (January 3, 1993),
also available at http://www.ukrweekly.com/Archive/1993/019322.shtml; accessed 10 July 2007.

117) Tatiana Shentalinskaia, “New Materials on Russian Folklore from an American Institution,” SEEFA Journal 3,
no. 2 (Lawrence, Kans., Fall 1998): also available at
http://www.irginia.edu/slavic/seefa/NEWMATS. HTM; accessed 10 July 2007.

118) Archives of Traditional Music http://www.indiana.edu/~libarchm/; accessed 10 July 2007.

119)  Artur Simon, ed., Collections of Traditional Music of the World: Berlin Phonogramm-Archive 1900-2000: (Berlin:
Verlag fiir Wissenschaft und Bildung & Staatliche Museen zu Berlin — Prufischer Kulturbesitz, 2000). On the
100* anniversary of the archive’s founding four discs were also issued with examples of the music preserved in
it — the first of which is completely dedicated to to cylinder recordings.: Music! 100 Recordings, 100 Years of the
Berlin Phonogramm-Archive, 1900-2000 (Wergo SM 1701-2-SM 1704-2,2000).

120) Susanne Ziegler, “The Berlin Wax Cylinder Project: Recent Achievements and Aims,” in: Gabriele Berlin, Artur
Simon, ed., Music Archiving in the World ..., c. 163-171.

121) htep://portal.unesco.org/ci/en/ev.php-URL_ID=4073&URL_DO=DO_TOPIC&URL_
SECTION=201.html; accessed 10 July 2007.
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the Ethnographic Museum/Néprajzi Muzeum'** in Budapest had more than two thou-
sand cylinders of which more than half were recordings of Hungarian music and ...thir-
ty-eight of Rusyn music.'”® The museum later received, moreover, a large number of re-
cordings made by Vikdr, Kodaly, and Bartok. Today this collection includes forty-five
hundred cylinders. They are mostly recordings of Hungarian music but also include the
recordings of other ethnic groups. By the year 2000, all of these cylinder recordings had
been transferred to CDs.!**

It should be noted that all of the Slovak (as well as some Rusyn recordings?) made
by Bart6ok were transferred to the Matica Slovenskd, which in 1931 was responsible for
conducting 131 recordings of Slovak folk music. In 1954, all of the cylinders in the Mat-

ica collection were transferred to tapes and in 1996 to CDs.'*

Still other important archives of sound recordings exist, such as those in St. Peters-
burg, Paris (1900), and the British Library Sound Archive'?, which has three thousand cyl-
inder recordings."”” The oldest archive in the world, established in 1899, is the Phonograph
Archive of the Austrian Academy of Sciences/Phonogrammarchiv der Osterreichischen
Akademie der Wissenschaften.'”® This archive has collected fifty thousand recordings to
date, including four thousand from before 1950. Like the Berlin Institute, the Academy was
in 1999 added to the UNESCO Memory of the World Register'® in recognition of its many
years of collecting recordings.

Osyp Rozdol's’kyi, as early as 1900, presented his first phonographic recordings
at a meeting of the Ethnographic Commission of the Shevchenko Scientific Society in
L'viv. They made such a great impression that the commission arranged for the purchase
of two phonographs and financial support for Rozdol’s’kyi to make more recordings. In
September of the same year Rozdol’s’kyi presented new, and apparently also Lemko, re-
cordings. After hearing them the Commission encouraged him to continue working in
the field and to prepare his materials for publication.”* Influenced by the establishment

122) Néprajzi Mizeum http://www.hem.hu/; accessed 10 July 2007.

123) Béla Bartdk, “Comparative Music Folklore (1919),” In: Benjamin Suchoff, ed., Béla Bartdk Essays, New York
Barték Archive Studies in Musicology, no. 8, (New York, 1976): 160.

124) Lujza Tari, “The History of Phonograph and Digital Sound Recordings and a North Hungarian Village between
1896 and 2000, in: Gabricle Berlin, Artur Simon, ed., Music Archiving in the World ..., p. 458-460.

125) Oskdr Elschek, “Concepts and Strategies of Sound Archives in the Past and Present,” In: Gabriele Berlin, Artur
Simon, ed., Music Archiving in the World. ..., c. 429-432.

126) The British Library Sound Archive http://www.bl.uk/collections/sound-archive/nsa.html; accessed 10 July 2007.

127) Martin Clayton, “Ethnographic Wax Cylinders at the British Library National Sound Archive: A Brief History
and Description of the Collection,” British Journal of Ethnomusicology 5 (London, 1996): 67-92.

128) http://www.pha.ocaw.ac.at/: accessed 10 July 2007.

129) http://portal.unesco.org/ci/en/ev.php-URL_ID=4003&URL_DO=DO_TOPIC&URL_
SECTION=201.html: accessed 10 July 2007.

130) Iryna Dovhaliuk, Muzychno-etnohrafichna diial'nist’ Osypa Rozdol’skoho ... p. 11.
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of phonographic archives in Berlin and Vienna, an Archive of Phonographic Record-
ings was founded in L'viv in 1908 at the Museum of the Shevchenko Scientific Society/
Muzei Tovarystva Naukovoho im. Shevchenka,'! but it was shortlived. Attempts were
made to create a similar archive in 1924, then again in 1940, but both efforts were
unsuccessful.’”> Most cylinders made by Rozdol’s’kyi and Kolessa have continued to re-
main in private hands.

At the end of the World War I the Polish state was re-established and Czechoslova-
kia was created. A Regional Phonograph Archive/Regionalne Archiwum Fonograficzne
was organized in 1930 in Poznan and the Central Phonographic Archive/Centralne Ar-
chiwum Fonograficzne was organized in Warsaw in 1935 as part of the National Library.
The Poznan archive had a specifically Polish character and did not record or collect the
music of any minorities. Before the World War II it collected about one thousand cylin-
ders, which were all destroyed during the war. Before the war, the Warsaw archive record-
ed and collected about five thousand cylinders, including some Belarusian and Ukrainian
recordings. It is unknown whether any Lemko recordings were among them. They too
were destroyed during the war.'*®

A Phonographic Archive/Fonograficky Archiv existed in Prague as early as
1920."3* It was established by the Czech scholar, Josef Chlumsky (1871-1939). At first
it centered its activities on recording Czech dialects, but in 1928 Chlumsky expanded
the sphere of interest to include all the Slavic languages of Czechoslovakia. This mis-
sion was discussed in 1929 at the First Congress of Slavic Philologists in Prague, where
Ivan Pankevych, delivered the paper titled “Fonograf v sluzhbi lingvistyky” [ The Pho-

nograph in the Service of Linguistics].

Alsoin 1929 the Pathé Company produced eleven records for the Czech Academy
of Sciences/Ceska Akademia Véd a Uméni. They included the voices of fourteen singers
andstorytellersbrought to Prague from various parts of Podkarpatska Rus’ and the Presov
region.'?> All the participants sang two folk songs together at the end of the recording
session: Chervena ruzha [Red Rose] and Bodaj sja kobut znudyl [ The Rooster Should
Get Bored]. Others recorded these same songs at the same time in the United States.
The initiator and organizer of these recordings was none other than Ivan Pankevych

131) Mykola Mushynka, Holosy predkiv..., p. 29.

132) Iryna Dovhaliuk, “Fonoarkhiv Osypa Rozdol's’koho,” Visnyk Lvivskoho universytetu. Seria filolohichna no. 27 (L'viv,
1999): 169.

133) Ludwik Biclawski, “Phonogram Archives and the Documentation of Folk Traditions in Twentieth Century
Poland,” in: Gabriele Berlin, Artur Simon, ed., Music Archiving in the World ..., p. 435-438.

134) Fonograficky Archiv Ceské Akademie Véd a Uméni, Les Archves de la Parole de [ Académie Tthéque de Prague
(Praha, 1935).

135) Mykola Mushynka, Holosy predkiv..., p. 42-51.
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himself.** During the recording of Slovak folklore, four Rusyn (now Slovakized) villages
werealsovisitedand materialwasrecordedthere. AccordingtoPankevych’sopinion,similar
recordings should have also been made in other countries.'?’

108

136) At the professor’s death his family presented a complete set of records (saved only in one copy) as a gift to his
student, now professor, Mikula§ Musinka (b. 1936). He published these unique materials in the form of folklore
anthology with a CD: Holosy predkiv. Zvukovi zapysy fol kloru Zakarpattia iz arkbivu Ivana Pan’kevycha (1929,
1935) (Presov, 2003).

137) As per the example of all of the 509 recordings (Czech, Slovak, Sorbo-Lusatian, Polish, and Rusyn) made at that
time in Czechoslovakia, which cost 300,000 crowns. Mykola Mushynka, Holosy predkiv..., p. 48.



The Early Ethnographic Recordings
of Lemko Folk Music

Recordings of Lemko folk music occurred early thanks to two Ukrainian record-
ing specialists. Osyp Rozdols'kyi (1872—1945) was the first person to record music in
Ukraine. He started the project by concentrating on the Lemko Region. Unfortunately, it
is not possible to be specific as to when the initial recordings took place.

Between 1900 and 1902 Rozdol’s’kyi has explored most of eastern Galicia and re-
corded over fifteen hundred songs. The recorded wax cylinders were collected in Lviv
and were almost immediately transcribed by the then student of the L'viv University,
and a future composer, Stanistaw Ludkiewicz (1879-1979). During those carly expedi-
tions, between July 18 and August 28, 1900, he collected in written form, children’s sto-
ries and songs in the villages of Polany, Bartne, Swigtkowa Mata and Swiatkowa Wielka,
Swierzowa Ruska, Kotari, Desznica and Grab. There he collected eight drukovanykh
arkushiv of material,'*® but it is not known whether he recorded any music at this time.'*
Rozdol’skyi returned to Lemko Region one year later and produced the oldest known
recordings of Lemko music. Although he was collecting his materials in eight villages,
it appears that he made recordings only in two of them: On July 30, 1901, in Polany
near Krempna (three cylinders) and August 1, 1901, in Krempna (two cylinders). They
are held today at the Manuscript Division of the Ryls'kyi Institute of Art, Folklore, and

138) Oksana Sapeliak, Etnobrafichni studiii v Naukovomu Tovarystvi im. Shevchenka (1898-1939) (Lviv, 2000): 64.
Drukovanyi arkush equals twenty-three pages of standard type-writen pages or seven-hundred lines of poetry.

139) Iryna Dovhaliuk, Muzychno-etnobrafichna diial'nist’ Osypa Rozdol’skoho ... look in Analytical Index (from p. 21 on)
at number 10 (Bortne), 45 (Doshnytsia) and 67 (Kotan) — no recordings are mentioned.
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Ethnology of the National Academy of Sciences in Kyiv and in the archive of the Research
Laboratory of Music Ethnology at the M. Lysenko Music Institue of Higher Education in
L'viv." The latter has the largest collection of Rozdols’kyi s cylinders — 755. Even though
most of these recordings were transferred to a tape, they are, practically speaking, inacces-

sible to scholars today.'"!

It is possible that already in 1900 Rozdol’s’kyi made recordings in The Lemko Re-
gion, and made even more recordings there in the following year. It is impossible today
to state definitely where and how many field recordings he created. It is known however,
that because he did not own enough blank cylinders, he recorded over them more than
once. Bohdan Drymalyk, who was transcribing songs from Rozdol's’kyi’s cylinders made
in 1913 in the Ternopil’ district, commented that one of the cylinders would start from
the midpoint, because the first half still contained unerased Lemko songs.'** With this
practice widely used, the earliest field recordings, which were made during his 1900-1902
expeditions, suffered the most. Some of his recordings later were destroyed during World
War I, and others were shipped abroad.

Rozdol’s’kyi visited Lemko Region for the third time in 1912. That year, on August
2, he recorded five cylinders in Rychwald; on August 4, three cylinders in Smerckowiec,
and on August 11, seven cylinders at Gladyszéw. During extended visits at Ropica Ruska
(August 3, 5,7, 9, 10, 12, 15) he recorded fifty-four cylinders."”® Rozdol’s’kyi concluded
his trips to The Lemko Region in 1913 and on July 6 and 27 of that year he recorded two
cylinders in Zubrzyk'#. The Lemko and other melodies collected by Rozdol’s’kyi, from
the very beginning were transcribed from the cylinders by composer Stanislav Ludkevych
(1879-1979) who was a student at that time at L'viv University. During each of his trips,
Rozdol’s'kyi also wrote down a great number of Lemko songs and other ethnographical
material, which will be discussed later.

As mentioned earlier, the excellent Ukrainian musical expert, Filaret Kolessa
(July17, 1871, Tatarske-March 3, 1947, L'viv) followed in the footsteps of Rozdol’s’kyi.
He was especially interested in regions where different ethnic groups had common bor-
ders such as Polissia, the Hutsul’ Region and the Lemko Region. Between 1911 and 1913,
he made three scientific expeditions to the Lemko Region, and the collected materials

140) Iryna Dovhaliuk, Muzychno-etnobrafichna diial'nist’ Osypa Rozdol’s koho ... 1ook in Analytical Index (from p. 21 on)
at number 70 (Krampna) and 109 (Polany).

141) Iryna Dovhaliuk, “Fonoarkhiv Osypa Rozdol's’koho,” ... p. 168.

142) Iryna Dovhaliuk, “Fonoarkhiv Osypa Rozdol's’koho,” ... p. 166.

143) Iryna Dovhaliuk, Muzychno-etnobrafichna diial'nist’ Osypa Rozdol’skoho ... look in Analytical Index (from p. 21 on)
at number 30 (Hladyshiv), 119 (Rykhvald), 122 (Ropytsia Horna), and 133 (Smerekovets).

144) Iryna Dovhaliuk, Muzychno-etnobrafichna diial'nist’ Osypa Rozdol’s kobo ... 1ook in Analytical Index (from p. 21 on)
at number 59 (Zubryk).
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he subsequently included in his published work entitled Narodni pisni z halytskoi Lem-
kivshchyny'® [Folk Songs from the Galician Lemko Region]. Although most of the 820
collected at that time songs Kolessa had written down on the spot by listening to the
performers, he also used a phonograph on which he recorded 186 songs, noted in his
text by an asterisk. Of the 624 songs with melodies included in the book, Kolessa used
184 transcribed from his recordings (74 songs which were recorded in Hanczowa,'*
34 in Andrzejowka,'”” 33 in Wysowa,'® 15 in Stawisza,'” 15 in Ulcie Ruskie,””® 9 in

Matastéw,"! 4 in Brunary Wyznie.'>?).

Because the wax recordings could be easily erased through frequent use, most of
the Lemko recordings made by Kolessa were destroyed when he listened to them, over
and over again, while copying the words. Kolessa erased all the cylinders after their use,
because nothing could be heard anymore, and used them to record other music. Many
cylinders have been preserved by his son Mykola Kolessa (b. 1903 L'viv), but in the sum-
mer of 2003 they were not accessible. Mykola Kolessa does claim that there are still some
Lemko recordings among them.'>?

Unfortunately many ethnographical cylinder recordings were never stored in any
archives or museums and were lost. Many cracked during transportation or use, others
became erased after frequent playing. However, the early interest of music companies to
record folk music for commercial use contributed to the preservation of music which
otherwise could have been lost.

145) Etnohrafichnyi zbirnyk naukovoho tovarystva im. Shevchenka, vol. 39-40 (L'viv, 1929)

146) Accession numbers: 34, 48, 98b, 100, 124, 140, 148b, 151, 163, 169a, 169b, 172, 173, 220, 223, 223b, 226,
228a,228b,229¢,229,236b, 240b, 249, 250b, 290, 314, 331, 340b, 358b, 359, 366b, 367b, 374, 375b, 378, 382,
404h, 404g, 416,419, 422a, 448, 452, 454, 459, 466b, 478, 479, 485, 493b, 493v, 493h, 493g, 495g, 497, 505a,
547, 549b, 557, 571a, 592b, 603b.

147) 37,38,96,211,215a,2156,239, 247b, 263a, 326a, 326b, 348, 367a, 370, 379, 388, 404b, 404v, 415, 443, 480,
493d, 514, 521a, 532, 56b, 572, 575, 615, 618.

148) 26,28, 53, 57a, 94, 98a, 112, 130, 174a, 1746, 177, 183, 224, 248, 273, 294, 349, 389a, 397, 400, 404a, 407b,

414b, 420, 422b, 515b, 520, 549a, 559a, 564, 569, 570b, 594v.

) 32,46, 127,186,292, 366a, 395, 418, 423, 472a, 5056, 525a, 562, 565, 613.

) 84,179,1996,219,223a, 252b, 272, 367v, 373, 396, 515a, 540, 550, 571b, 6206.

151) 73,108, 194, 260a, 375g, 389b, 429b, 435, 438yv.

) 251b, 477,498, 616.

) The authors would like to express their gratitude to Oleh Iwanusiw of Toronto, who, during his trip to L'viv in
the summer of 2003, at the request of Walter Maksimovich, visited Mykola Kolessa.
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The Early Commercially Produced
Recordings of Folk Music

At the beginning of the twentieth century, the commercial production of folk music on re-
cords provided work for many people. The reason for this was simple: the first music companies were
also the first manufacturers of record-playing machines. Therefore, it was necessary to introduce re-
cords on the market that would be purchased by people from all corners of the world. Hence, the
recording of local music was necessary to increase the sale of phonographs throughout the world.

Obviously, the phonograph captured the imagination of a great number of listeners. Expect-
ing above average profits in the beginning of the twentieth century, British, German and American
experts in the field of music recording traveled to almost every country in the world to capture the local
markets. As a result, even before World War I, there were many catalogs of recordings of authentic folk
music in such countries as Portugal, Spain, Egypt, Morocco, Austro-Hungary, Russia and Indonesia.
The technology for making musical recordings was also introduced in the beginning of the twentirth
century on the Indian subcontinent. In 1905, the French company Pathé reached an agreement with
William Farre, known then as William Johnsen, granting him the right to the patents of the Pathé
Company in Norway and Sweden and later on in Denmark. Farre had his own brand of phonographs
with which he traveled to different areas and recorded many great treasures in the field of folk music.

Operating out of Warsaw since 1904, Syrena Records was making recordings of folk
music, including Ukrainian, even before World War 1."* Among other locations, field record-
ings took place in Odesa, Poltava and Kyiv.'>® Shortly after World Waw I, Syrena Records start-
ed to re-release ethnic recordings which were made before the war, but starting about 1930,
and especially in 1934-1935, resumed making new recordings. Among these recordings were
Hutsul songs performed in May 1936 by a group Kapela Ludowa Iwana Kuryluka (Hucutka
pt. 1-2, Syrena Electro 9698) and Zespt Spiewaczy Huculskiego Teatru Regionalnego (Pies
Junaka/Piesi Pogrzebowa, Syrena Electro 9697). Both of these groups came from a village of
Zhabie.” It is unlikely that any Lemko music was recorded by Syrena Records.'>’

Before 1920, there were already several African music markets,'*® and almost seven

hundred Japanese recordings. In addition, there were also such highly treasured recordings

) Tomasz Lerski, Syrena Records. Pierwsza polska wytwérnia fonograficzna 1904-1939 (New York-Warszawa, 2004): 87-88.
) Tomasz Lerski, Syrena Records. ..., p. 69-71.
156) Tomasz Lerski, Syrena Records. ..., p. 156.

) It is interesting to mention that Syrena released some of the recordings of the American Ukrainian musician,
known also for his several Lemko recordings, Pawlo Humeniuk. Among them, ther were four Polish recordings
released under the name P. Humaniak. Tomasz Lerski, Syrena Records. ..., p. 157.

158)  Paul Vernon, “The World at 80 rpm,” hetp://www.bolingo.org/audio/texts/fr119worldat80.html; accessed 10 July 2007.
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of folk music as traditional Nigerian and Maltese ballads and Maori and Basque choirs.
In 1930, recording machines could be found in such far away places as Madagascar and
virtually everywhere where folk culture was preserved. Although recordings were made
for commercial purposes, they contained nothing commercial. Quite the contrary, they
were authentic, archaic pieces of traditional music performed in local dialects.

In the beginning of the twentieth century, two companies dominated the ethnic music mar-
ket: Victor in the United States and the Gramophone Coompany in England. Next in line were the
British/American company Columbia (which was selling a large quantity of Russian and Ukrai-
nian music from its Warsaw office)'”’, the German - Odeon,'® the French - Pathé!®! and a handful
of smaller companies most of which became insolvent or got absorbed by their larger competitors.

Victor and the Gramophone Company came to an informal agreement, which divid-
ed parts of the world into their own commercial markets. These companies not only did not
compete among themselves, but also at times, exchange recorded materials among themselves.
Victor for example was releasing in the United States certain recordings, which were made by
the Gramophone Company Victor conducted its business in the United States, the Caribbean
and most of the countries of the Pacific Ocean, including Japan and part of the Far East. The
Gramophone Company spread its market in Europe (including Eastern Europe, with record-
ings made in Warsaw, Poltava'®* and Lviv'®®), India, Africa, and Australia and shared the Far
East with its competitor. In 1909, the Gramophone Company sent their recording engineer,
Franz Hampe, on a five-thousand-mile journey through the southern regions of tsarist Russia.
Traveling through present day Russia, Georgia, Armenia, Azerbaijan, Afghanistan, Uzbeki-
stan, Tadzikistan, and Kazakhstan Hampe made twelve hundred recordings.'**

165 in order to make such re-

The companies trained their own recording engineers
cordings in different parts of the world. These pioneers were more than just recording
engineers. During the first period of the electrical recordings (1925-1939) they traveled
throughout Europe and Asia, and without much assistance, transported their own record-

ing machines and repaired them when something was broken. They found their own sites

) Tomasz Lerski, Syrena Records. ..., p. 157.

) “Odeon Records: Their “Ethnic” Output,” http://www.mustrad.org.uk/articles/odeon.htm; accessed 10 July 2007.

161) Gilbert Humbert, Panorama des cylinders et premiers disques Pathé, chantés et parlés: 1898-1910 (Fuveau, 1995).

) See PN. Gliunberg, V.L. Ianin, Istoriia nachala grazapisi v Rossii. Katalog voklanykh zapisei Rossiiskogo

otdeleniia kompanii Grammofon (Moskva, 2002).

163) Stepan Maksymiuk, “Ukrains’ki zvukozapysy firmy <<Gramofon>> ta ii poltavs’ka ekspedytsiia v 1906 rotsi,”
and “L'vivs'’ky zvukozapysy firmy <<Gramofon>> 1902-1914;” both in his Materiialy z ukrainskoi dyskohrafii ta
zvukozapysu (Lviv-Washington, 2004): 128-139, 182-191.

164) Some of these recordings (now in The British Library Sound Archive) were selected and described by Will
Prentice and issued on discs by Topic Records: Before the Revolution (TSCD 921).

165)  Paul Vernon, “A Look at the Engineers who Made History Traveling the World Recording its Music; Vintage Jazz Mart

n0.94 (London, 1994), also available at: http://www.bolingo.org/audio/texts/vim_engineers.html ; accessed 10 July 2007.
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to make recordings and took care of their accomodations wherever they went, and, of
course, they located musicians and singers and then recorded them. One of the most in-
triguing aspects of their adventures in their travels throughout the world was the extreme
cultural shock they encountered. However, they laid aside their own personal musical
tastes and proceeded with the recordings. One of the engineers wrote in his memoirs:

We made our first records. About fifteen Chinamen had come, including
the accompanying band. As a Chinaman yells at the top of his power when
he sings, he can only sing two songs an evening and then his throat becomes
hoarse. Their idea of music is a tremendous clash and bang; with the assistance
of a drum, three pairs of huge gongs, a pair of slappers, a sort of banjo, some
reed instruments which sounded like bagpipes, and the yelling of the singer

their so-called music was recorded on the gramophone. '

During those pioneer years of recording of folk music, the USA, Great Britain, France,
Germany, India, and Spain were countries which had the know-how to enhance recordings and
then mass produce them. In other countries, engineers recorded music and would later ship ma-
terial back to their countries for improvement and production. In the 1930s, a series of recording
centers were established with full-time staffs in such cities as Paris, Barcelona, Berlin and Milan.
During this time, however, the recordings continued to be sent from Milan to England for refine-
ment and production. Ready-for-sale records were then exported to the Italian market.

In the cities mentioned above, folk music was also recorded by opera singers. In
the beginning of the twentieth Century, folk recordings were part of the repertoire of
such world-famous singers as the Ukrainian dramatic soprano Solomea Krushelnytska
(1872-1952) and the Russian singer Fiodor Shalyapin (1873-1938). Although Krush-
elnytska made recordings already in 1903, on the Gramofon label in Warsaw and later
in Milan, her oldest known recordings of Ukrainian folk music were made in the USA
in 1927 on the Columbia label.’” Shalyapin was a different story. His oldest known
recordings of Russian and Ukrainian folk music date from 1910 and 1913.¢

It is not known whether any opera singers recorded Lemko folk music, but there is
a possibility that this was done by Modest Menzinsky (1875-1935). This heroic tenor from
Stockholm and Cologne operas came from a clerical Lemko family, from the village of Mecina
that was very proud of their Lemko roots. Menzinsky, who had fifty operas in his repertoire,
was one of the finest opera singers of his time. He very often performed folk songs not only

166)  Paul Vernon, “The World at 80 rpm,” http://www.bolingo.org/audio/texts/fr119worldat80.html; accessed 10 July 2007.

167) Stepan Maksymiuk, “Solomiia Krushel'nyts'’ka ta ii fonohrafichna spadshyna,” in his Materiialy z ukrainskoi
dyskohrafii..., p. 36; George Skoryk, com., “Salomea Krushelnytska — Her Opera Repertoire and Discography,”
available at http://www.users.bigpond.com/kyroks/salrech.html; accessed 23 March 2005.

168) Some of them were published on the disc: F. Shalyapin. Songs and Romances(RCD 16004, 1996).
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during concerts in Galicia, but also during a concert in Stockholm in 1905 and for the Stock-
holm radio in 1934. He was recording other folk songs already in the beginning of the twen-
tieth century. Among them was a 1910 recording of several folk songs for the Gramophone
label.'®. Menzinsky was a friend of Filaret Kolessa (1871-1947) and helped him collect Lemko
songs, even performing some of them for him."° It is hard to believe that in a large Menzinsky’s
music library Kolessa’s compilation of Lemko songs was not present. After Menzinsky passed
away, his library was donated, according to his last will, to the Shevchenko Scientific Society.
His library contained 11 collections and 146 separate Ukrainian folk songs.'”!

The recording of folk music did not stop during World War II, but decreased greatly.
During half a century before the war, the music companies preserved a great assortment
of folk music by recording everything they could find. One leading producer of recorded
folk music at that time was the United States of America.

Because of a great influx of immigrants towards the end of the nineteenth century
and the beginning of the twentieth, the percentage of the population born outside the
United States systematically increased to about 15 percent by 1910. In large cities, such as
New York, the percentage was even higher. Of course, the first generation of immigrants
wanted to live surrounded by their “old country” cultural heritage, which for the most
part consisted of music.'”* The emerging industry of phonograph records'” realized very
quickly, that these new Americans were creating a potentially huge market.

Richard Spottswood observed that:

In a country with strange customs and values, where other people spoke an

unfamiliar language, a phonograph could and did provide a means of emotional

retreat to one’s homeland. Records of familiar songs reinforced traditional
values and an immigrants’ sense of self-worth. '

In 1895, a small music company had a list of a handful of old Jewish songs in its cata-
logue. In May of the next year, tenor Mixalis Arachtingi recorded the first Greek songs. Be-

169) Stepan Maksymiuk, “Ukrains’ki zvukozapysy firmy <<Gramofon>> ta ii poltavs’ka ekspedytsiia v 1906 rotsi,” in his
Materiialy z ukrains koi dyskobrafii ..., p. 128. These recordings were done by mentioned above Franc Hampe, who as
athe first person in the world recorded music of Dmitrii Bortnianski (Sankt Petersburg, 1902). Stepan Maksymiuk,
“Dyskohrafiia Dmytra Bortnians’koho (1902-2002),” in his Materiialy z ukrainskoi dyskobrafii ...,, p. 216.

170) Look for example songs no. 417, 556a, 568a, in Filaret Kolessa, Narodni pisni z halytskoi Lemkivshchyny..., p. 170, 244, 248.

171) Ivan Derkach, Heroichnyi tenor Modest Mentsyns'kyi (L'viv, 1969): 28, 65-66, 74,77, 79, 81.

172) For more on the history of ethnic music in America during the first half of the twentieth century see: Victor R.
Greene, A Passion for Polka: Old-time Ethnic Music in America (Berkeley: University of California Press, 1992).

173) Information about companies producing ethnic recordings in America may be found in the book by Allan Sutton,
American Record Labels and Companies: an Encyclopedia (1891-1943) (Denver, Colo.: Mainspring Press, 2000).

174) Richard K. Spottswood, “Ethnic Music in Amercia: First Progress Report on a Discography,” JEMF Quarterly
no.54 (Los Angeles, Summer, 1979), reprinted in: 7he E-Discographer no. 2, December, 2000
http://www.hensteeth.com/e_discog/ethnic.html; accessed 12 June 2005.
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fore the beginning of World War I, the sale of records and record players among immigrant
circles became a great business. Victor, Columbia, and other companies associated with
them, such as Okeh, Banner, Brunswick, Oriole, Perfect, Melotone, Romeo and Vocalion,
were the main producers of recorded ethnic music. On a smaller scale, Thomas A. Edison,
Inc. also produced records of ethnic music, however they were more expensive and not ev-
eryone could afford them.'”> Even before 1920, Victor and Columbia released thousands of
ethnic records. In the 1929 catalog of Thomas A. Edison, Inc., there were Slovak, Danish,
Norwegian, Dutch, Finnish, French, German, Hebrew, Yiddish, Italian, Polish, Spanish and
Mexican, Cuban, Swedish and Ukrainian records. At this time, Victor published individual
record catalogs for such groups as Slovaks: Slovenské rekordy (Victor Slovak Records) and
Lithuanians: Lieruviski Rekordai (Victor Lithuanian Records). In 1930, postcards were uti-
lized for advertising of: Novi Rekordy: New Victor Ukrainian Records. Phonograph records
released in America'”® were produced in fifty foreign languages. Some musical numbers,
which were released in the United States'”’, were recorded outside of the country, as for
example the 19000 Odeon-Okeh Scandinavian-Swedish series. However, most songs were
recorded by immigrant musicians and singers in studios in Chicago, Philadelphia, Los
Angeles, and other cities, and mainly, of course, in New York City.

The Immigration Act of 1924 — which cut down on the massive immigration to
the US, led to a slowdown of the growing market of ethnic musical records. Later on,
it receded even farther due to the assimilation of the second generation of immigrants,
and the ever-decreasing number of the first wave of immigrants who were dying. Already
before 1925, the radio became a great competitor of records, offering less expensive and
higher quality music. Regardless of this, however, during the rest of the 1920s, companies
continued to produce a large quantity of ethnic musical records. The market reached its
peak in 1930 when folk music and all kinds of ethnic music were available on records.
This was mostly due to the economic prosperity of the 1920s in the United States known
as “The Roaring Twenties.”

Unfortunately, in the beginning of the 1930s, the Great Depression caused a mas-
sive slowdown in the production of records. Musicians and music companies adjusted to
the situation by offering new versions of ethnic music recorded with the general Ameri-
can public in mind. In this manner, ethnic music was produced even during World War

175) “Foreign Language and Ethnic Recordings on Edison Diamond Discs (1912-1929) - Overview;”
http://memory.loc.gov/ammem/edhtml/edgenre. html#frgnlng; accessed 10 July 2007.

176) Judith McCulloh, ed., Ethnic Recordings in America: A Neglected Heritage, Studies in American Folklife, vol. 1
(Washington: American Folklife Center, Library of Congress, 1982).

177) For example 19000 Odeon-Okeh Skandinavian-Swedish series. Victor released some of the music recorded
by Gramophone in Lviv during the years 1907-1909. Stepan Maksymiuk, “Ukrains’ki zvukozapysy firmy
<<Gramofon>> taii poltavs’ka ekspedytsiia v 1906 rotsi,” in his: Materiialy z ukrains'koi dyskobrafii ..., p. 187.
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I1, but in 1952, the Victor and Columbia companies ceased releasing this kind of ethnic
music. The recording of ethnic music was taken over by smaller companies owned by im-
migrant businessmen, such as Surma, owned by Myron Surmach, Sr. and ARKA, both
located in New York City. But these were already different times and releases consisted of
“modernized” versions of folk music.



Lemko Recordings 1928-1930

An Idea is Born

The beginnings of recorded Lemko music in the United States'”® can be traced to
a visionary and energetic promoter Stephen Shkimba/Skimba'” (1885-1966). Shkimba
was born in the village of Wolowiec, in the county of Gorlice and immigrated to the United
States in 1912. During his first few years in America, he kept himself busy with odd jobs, and
in 1916 joined the United States Army. After serving in the Great War, Shkimba became
an active leader in the Lemko community of Waterbury, Connecticut. He was the founding
father of the Carpatho-Russian National Club, and in 1923, with his friend Michael Shos-
tak founded one of the first branches of the Lemko Committee, which was headquartered
in West Hazleton, Pennsylvania. In 1926, he moved to New York City, settling in Brooklyn,
and became a motorman on city streetcars. One of the first things Shkimba took a great
interest in was the phenomenon of music on records. He later recalled:

...and from the beginning of my arrival in Americain 1912 right up to 1928 the idea

was forming in my head, that there will come a time, when we Lemko-Rusyns, just

178) “Lemkovska pisnia,” in Karpatorusskyi kalendar Lemko 1930 (New York, N.Y., 1929): 32-49; “Ystoriia pervoho
lemkovskoho rekordu,” in Karpatorusskyi kalendar Vana Hunianky na 1931 rik (New York, 1930): 128-131; V.P.
Hladick, “Lemkovske Vesil'ia na rekordakh,” in Jubilee Almanac of the Russian Brothehood Organization of U.S. A.
1900-1940 (Philadelphia, 1939): 130-148; Stephan Shkimba, “Ystoryia pershoi rekordy “Lemkovske Vesilia,”
and “35-ta rochnytsia pershoi rekord§ y fyl'ma “Lemkovske Vesilia,” in Karpatorusskyi kalendar Lemko-Soinza
1963 (Yonkers, N.Y., 1963): 114-132; 109-113. See also Ivan Madzik, Vladek Maksymovych, Lemkivske vesilia
(Krynica, 2000): 162-195.

179) J.H.Grabovsky, “Stephen Skimba, in Jubilee Almanach of the Russian Brotherhood Organization of U.S.A.
1900-1940 (Philadelphia, 1939).
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like our other neighboring Slavic brothers, will be able to generate an artist that will

take our beloved motherly words, lyrics, ethnic music and place them on records.

That wait was long and painful.

Seeing Polish, Slovak, and Ukrainian records being produced, I asked myself why not
our own, Lemko recordings? This was eating away at my insides, causing lack of sleep,
and I asked myself, when will one of us, a Lemko, release our own music on a record?

On April 5, 1928, Shkimba left work early with the excuse of being sick and ran-
as they say outside of Manhattan—to the city to talk to a record company. He traveled
with minimal expectations, thinking that only professional artists were capable of cutting
records. Upon arrival, he had to convince the manager at Okeh Records that Lemko mu-
sic was neither Ukrainian nor Russian. Shkimba’s perseverance and determination finally
paid off, with Okeh Records agreeing to take a chance and release, jointly with Shkimba,
just one Lemko record. In fact, they charged Shkimba fifty dollars for the first record, in
case it turned out to be a flop.

Recording of Lemko Wedding

It was no accident that the first recordings of Lemko music would begin with wedding
songs. Lemko wedding songs and customs had already taken root within the Lemko-Rusyn
Diaspora’s cultural life. For example, on October 26, 1926, two years before Shkimba’s suc-
cessful attempt, a wedding reenactment was staged by a group of Lemkos in Cleveland.'®

Organizing a group of musicians was one of Shkimba’s easier tasks. Having been a stand-
up bass player in a Gypsy band hailing from the village of Wotowiec, Shkimba acquired the skills
needed to identify good talent. With this experience, he gathered the following performers:

Petro Dudra/Peter Dudra'® (? July 1893, Rozdziele-1952, New York);

Van'o Vatralyk/John Watralik'®? (17 June 1884, Daliowa-20 January 1965, Middletown,
Conn.) who played the fiddle;

Van'o Zhelem/John Zelem (1897, Bodaki-26 February 1976, Milford, Conn.),
who played stand-up bass;

Evdokyja Dolyna nee Shetsynaz, originally from Krélowa Ruska, who sang vocals

180) Nikolai Tsysliak, “10-litnyi iuvilei Harodnoho Doma Lemko-Soiuza v Klyvlandi,” in Karpatorusskyi kalendar’
Lemko-Soiuza 1957 (Yonkers, 1957): 130-132.

181) Dudra immigrated to the US in 1909, and was drafted into the army during WW I (6/05/1917). He was
accompanied by his sister Tekla, who later married and was known as Tekla Dragan. Peter remained a bachelor
and spend most of his life close to New York City (in 1914 he resided in Manhattan, by 1930 in Brooklyn). In
1930s his band recorded music for radio shows and also performed at weddings and dance halls. He was of the
Eastern Orthodox Catholic faith. Info provided by Nick Dudra (ndudra@aol.com).

182) 1In 1917, he resided in Manhattan at 406 E 70 Street, and made living selling cigars.
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for the role of the bride and bridesmaids, and
Rozalyia Bybel'/Rose Bybel (1892-19??), originally from the village of Banica near
Gorlice, who sangvocals as the bride’s mother, and bridesmaids.

The initial recording session turned out to be a difficult task because of a substandard
performance by the participants. This was the first time they had all worked together. The
decision was reached to go forward anyway and release the first recording into the market.
The quality issue generated questions and apprehensions on how well the recordings would
sell. However, the response was nothing less than sensational, leading to new Lemko records
and a three-year contract for Shkimba with Okeh, which shortly thereafter was bought out by
Columbia. Between April 1928 and April 1929 Shkimba was able to record a total of twenty
traditional Lemko wedding songs. The first eight records released on the Okeh label and reis-
sued subsequently by Columbia, contained sixteen tracks and were called Lemkouvske Vesilia
[Lemko Wedding], parts 1-16. They were supplemented with two records which were titled

— Lemkousky Zaruchyny [Lemko Engagement], parts 1-2 (Okeh 15103, Col. 20277-F) and

— U Mamy na Hostyni [ At Mother-in-law’s] parts 1-2 (Okeh 15109, Col. 20277-F).
The collection was completed with the release of a record entitled Muzh kosyt/Zhena isty
nese [Husband Mowes/Wife Delivers the Meal] (Okeh 15110, Col. 20276-F).

With the success of Lemkovske Vesilia, Shkimba together with a friend, Gyula Pishkor,
formed a new orchestra called Cyganska Orchestra Stefana Shkimby i Gyula Piszkora. In Feb-
ruary 1930, they recorded four scenes for Tsyganske Vesilia |Gypsy Wedding] (Col. 20207-F
and 20212-F) in which the singers were Ivanka Fetsitsa/Johanka Fecica (Anna Fecica February
17, 1903-December 1974, West Sayville, New York?) and Anna Piersall. Shkimba continued
to add to his arsenal of wedding related themes; he proceeded with yet another project under
the name of Orchestra Stefana Shkimby when in September of 1930 he released:

— Krestyny try Misiatsi po Vesilu/Kum Kumu Khvalyt [Christening Three Months
after the Wedding/In Good Graces] (Col. 20234-F), and

— Lemkouvska Zabava v Korchmi [Lemko Dancing Party in the Tavern] parts 1-2, (Col. 20224-F).

Also in September of 1930, the orchestra released a double Christmas album called Sviazy:
Vecher v Karpatakh [Christmas Eve in the Carpathians] parts 1-2, (Col. 20242-F).

Shkimba Expands his Repertoire

Shkimba also sang in the Cyganska Orchestra Kalma i Piszkor which released two records
in March of 1930. They were V_Amerytsi Sypana Drazhechka/Mjliy Nych Nemame [Paved Road in
America/Darling, We are Poor] (Col. 20250-F) in which Anna Piersall sang the vocals, as well as

Lemkouvski Bal’ v N'iu lorku [Lemko Ball in New York], parts 1-2, (Col. 20219-F).
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An interesting point worth mentioning about this last record which was by the “gypsy”
orchestra is that it included an announcement publicizing the fraternal work of the Lem-
ko Association of the United States and Canada. At the opening of side A, where music
sounds like one of Strauss’ waltzes, a woman fluent in English states:

Ladies and Gentlemen! This ball is given by a Russian Lemko organization of
America. We are going to give you a musical entertainment and our president
is going to say a few words to you after the dance.

In the middle of the recording there is a brief announcement delivered, most likely

by Shkimba himself, in Lemko:

My beloved brothers and sisters, members of Lemko Union. As chairman of
the organization I would ask you to not forget about our Lemko Association,
our Lemko newspaper. Thank you. [applause]

After this speech the music takes on a more Lemko style. On the other side of the
record the same male speaker is heard once again as he addresses the audience in Lemko:

Right now our ensemble is going to sing a Lemko folk song.

This entire record was performed as if it were recorded live during a public daznce event, at a so
called zabava. However, it was well known that these types of events were, indeed, taking place through-
out the Diaspora. In New York it was Shkimba himself who promoted the growth of such gatherings.
For example, at the end of 1930 he organized a zabava in Brooklyn and, in 1931 he wrote an extensive

A

article about it in the first issue of Lenzko in an article titled “Lemkovska Zabava v Bruklynf”.

Shkimba not only pioneered the making of the first Lemko recordings in the United
States, but also participated in them either as a musician or a managing agent. With 22 re-
leases under his belt he was able to sell over one hundred thousand records. Shkimba did not
stop there! In 1929, Shkimba in collaboration with Michael W. Duzey (22 November 1893,
Pielgrzymka-24 March 1949, New York) produced a black and white film entitled Lemzkovske

Vesilia [Lemko Wedding], which was received with great acclaim in the Lemko Diaspora.'®

Michael Duzey & Maria Honcharik

Michael Duzey'®* was a graduate of Ruska Bursa [Rusyn Boarding School ] in Gorlice. He had
his own orchestra, which also accompanied Maria Honcharik (labels spell it Honcharyk), during

183) V.P. Hladick, “Korotkii ocherk fyI'my Lemkovske Vesil'ia,” in Jubilee Almanac of the Russian Brotherhood
Organization of U.S.A. 1900-1940 (Philadelphia, 1939): 152-156; “Lemkovske vesilia na fyI'mi odohrane
v 1929 roku,” in Karpatorusskyi kalendar’ Lemko-Soinza 1963 (Yonkers, N.Y., 1963): 132-134.

184) Anna was his wife (15 May 1895 Pielgrzymka-2 April 1955 New York) with whom he had four children:
Alexander, Roman, Olga Nosal and Julia Vos.
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the cutting of her six records. Maria Honcharik, nee Geriak (14 August 1894, Harczowa-6 June
1979, Stamford, Conn.), lived with her husband Theodore (1893-1972) in Stamford, Connecti-
cut, where since the early 20’s they operated a farm. Theodore was also born in Hariczowa and im-
migrated to the United States in 1912. They had a son George Honcharik (1917-1988).1%

Maria (known by her friends as Mary) Honcharik’s repertoire also included such
comical songs as Rad Paliunku Pyin/Dobra Hazdjnia [Glad to Have a Drink/Good
Housewife], (Col. 20292-F). On another release (Col. 20247-F), she sang the song
Iakimon’ko. The lyrics were about love, but the melody is identical to that sung today by
the Lemkos of Poland in Horj nashy Karpatj [Our Carpathian Mountains]. The ques-
tion is whether the current version is a remake performed after forced post World War 11
deportations? Honcharik also released Radio s Karpat, [ The Carpathian Radio Station],
parts 1-2 (Col. 20220-F), on which the orchestra of Pavlo Vasylets/Paul Wasylec (21 Sep-
tember 1887-? August 1965), accompanied her. The spoken introduction in Lemko to
this recording is as follows:

— Why don’t you turn on the radio and see if there’s anything being broadcast from

our country?
— One second, I'll tune it towards the Carpathians. Quiet ... listen... (announcer’s voice):

— Radio Station Krenytsia straight to America, Lemko wedding march will be
performed by our own musicians and sung by our own young ladies.

Honcharik’s commanding voice made her stand out from other Lemko vocalists.
For this reason, certain releases, which featured her, received special arrangement from
the producers. In Iakimon'ko, mentioned above, Maria Honcharik sang with the accom-
paniment of a piano, which was not utilized in traditional Lemko folk music. In two
other releases she was accompanied by the piano and a fiddle (Ruzha Troiaka/Zelenyi Hai
[A Cluster of Roses/A Green Glen] (Col. 20245-F). In addition, the piano was also used
in some of her other works, such as Svyzai Bozhe Svytai [i.e. Sviatyi Bozhe, Sviatyi]/Uzh
em po-oral [Holy God, Holy Mighty One/I Am Done Plowing] (Col. 20291-F). Even
though Lemko recordings made during the period of 1928-1930 confined themselves
mostly to a pair of fiddles, or more, and a stand-up bass, the inclusion of other musical
instruments was also slowly integrated and accepted and this practice is still carried on in
remakes of traditional Lemko folk songs today.

Honcharik continued to entertain people with her beautiful voice long after her recording

career was over. She often sang at weddings including at Elaine and John Beach’s wedding in Harts-
dale, NY,, on October 8, 1966. One wonders if by that time she was familiar with Horj Nashy

185) Authors wish to extend their appreaciation to John H. Beach from Yonkers, N.Y. for conveying to us biographical
data about Maria Honcharik and her family.
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Karpatj [Our Carpathian Mountains]? The Honchariks were members of St. Mary’s Assumption
Russian Orthodox Church in Stamford and Maria is mentioned in the church’s jubilee books.

In addition to providing the backup for Maria Honcharik, Duzey is believed to have
made additional recordings with the Vasylets' orchestra in 1931. Duzey was also fascinated by

photography and motion pictures. At one time, he worked at Photo Art Gelative Company.'®

In 1931 he planned to return to the Lemko Region with Shkimba in order to film, as he called
it, “everyday life of Lemkos” but it is not known whether this was ever accomplished."”” What
is known is that Shkimba went back to the Lemko Region in the late 1930s.'**

Shkimba on the Radio

Starting in 1930 Shkimba was immersed in and totally committed to his new-
est project, his radio show, the Karpato-Russka Hodyna [ The Carpatho-Russian Hour],
which aired on WLBX every Tuesday at 10 p.m. broadcasting from Long Island City in
Queens, and later also on WLWL, WMBQ, and WBBS. For his radio show, Shkimba
formed yet another orchestra, which also performed at weddings, public dances, and at
other events. This orchestra featured one female singer and seven musicians:

Seman Krochta,

Mykhal Izhak/Michael Izak (17 July 1901-? November 1981, Ambridge, Pa.?),
Adam Baikash,

Andryj Stanchak,

Shtefan Roskosh,

Ivam Vyrosko/John Wirosko (1895-1967?), and

Lydia Baikash.

Anna Krochta, who was the singer, was a very accomplished soloist and had previously
released 1ak ia Bjla Mala/Bodai sia Kohut Znudyl [When I Was Still a Youngster/ That Cursed
Rooster] (Brunswick 59071) and performed as a member of a trio with Anna Tsiuryk, who
was born in Zdynia, and Anna Dran’/Anna Dran (14 April 1900, N.Y.-22 July 1989, Passaic,
N.J.). All three were members of the choir at the Russian Orthodox Cathedral in New York.

186) More on him is in “Mykhal Duzhii v N’iu lorki,” in Karpatorusskii kalendar Lemko 1929 (New York-Passaic,
N.J.-Philadelphia, 1929): 119.

187) 1In 1970, Nicholas Cislak wrote that two movies about traditional Lemko culture had been made in America,
one in 1933, and the other in 1964. He most likely meant two movies depicting Lemko wedding, although they
were made respectively in 1929 and 1965. N.A. Tsysliak, “Slava 40-litnomu ITuviuleiu L.S.,” in Karpatorusskyi
kalendar’ Lemko-Soiuza 1970 (Yonkers, N.Y., 1970): 54.

188) Stefan Shkimba, “Odinokaia russkaia bursa na Lemkovshchini,” in Kalendar Obshchestva russkikh bratstv na god
1939 (Philadelphia, 1938): 146-158.
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Anna Dran, whose parents were from Krempna, was the most active in recording. She
performed with three record companies releasing at least ten songs, six of which featured duets
with Anna Tsiuryk. In Dran’s recording Za Horamy za Lisamy/Oi Vershe, mii Vershe [Beyond
the Hills and Forest/My Mountain Top] (Okeh 15083, Col. 20282-F), she performed jointly
with Anna Karlak (23 July 1904-10 October 1980, Mount Clemens, Mich.), whose parents
were born in Smerekowiec. Pavlo Telishchak wrote the following regarding Oi Vershe, mii Ver-
she in a letter to the newspaper Lemko (1929, no. 1): The best record is O Vershe, mii Vershe.
Anybody who hears it, especially in troubled times, they will shed a genuine tear.

Anna Dran also performed with Anna Tsiuryk, P. Halkovych, and P. Popov in the
group Karpato-Russian Quartet, which recorded a patriotic Rusophile album Pora, Pora
za Rus’ Sviatuin/Na Chuzhyni Zahybaiu [For the Holy Rus’/I Am Perishing on Foreign
Land] (Okeh 15806) and Eastern church hymns:

— Otche Nash/Blazhen Muzh [Our Father Who is in Heaven/Blessed is the Man]
(Okeh 81001),

— lasna Zoria/Nova Radost’ [ A Brilliant Shining Today Comes/Joyous News to the
Whole World] (Okeh 15091).

Church Music

Recordings of church and other music were also done by Victor P. Hladick (1873-1947),
who was once well known but now is a forgotten luminary on the Lemko social and church
scene in the United States. Hladick immigrated to America in 1893 and, like many, worked
in the coalmines. From the mines, he migrated into publishing. He founded several newspa-
pers in Canada and the United States, propagating the Orthodox and Russophile viewpoints.
Hladick was a close friend, partner and collaborator of Shkimba. He oversaw the release of
numerous Lemko recordings, including a fair number of those by the previously mentioned
members of New York Orthodox Cathedral Choir. Hladick also oversaw the recordings of the
Lemko-Russian Quartet and together with 1. Mashyn, Iuliia Roroshchuk, and Anna Kurylko
recorded Nz Otpust do Pochaeva [ A Pilgrimage to Pochaiv], parts 1-2 (Okeh 15098).

Others Get Involved in the Recordings

Hladick and Shkimba managed and performed in numerous recordings under various
group/performer names. The changes in names are most likely the result of the coming and go-
ing of different members of the orchestra. It seems that in some cases musicians and singers came
together to cut just one record or perform in a session and then went their separate ways. This,
however, does not hold true for all of the Lemko recordings that were made during that period.
Among performers who were involved with the Shkimba’s or Hladick’s orchestras were:
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Anastazyia Tykhanych,

Ivan Serbenskii,

Anna Serbenskii,

Vasyl’ Pron’ko/Wasyl Pronko (30 January 1900-? October 1969, Chicago, 11l.?),
losyf Hamerskii/Joseph Hamerski,

Ivan Leshko/Lesko,

Petro Rotko/Peter Rotko (12 September 1900-2 July 1982, Tampa, Fla.?),
Ivan Khovanets,

Mytro Dripchak,

Petro Korba (1895-1965),

Prokop Khonchak,

Teklia Honcharyk,

Vasyl Varkholiak,

Nykolai Potochak,

Ivan Sovytskii, and the five Gypsies

Within this group there are four individuals who were able to move on and gain recogni-
tion for their own orchestras. These were Ivan Leshko, the Serbenskiis, and Nykolai Potochak.

In regards to the Orchestra Ivana Leska, only one recording is known; it was released
in October 1929 and was titled Lemkouvsky Vechirky [Lemko Evening Get Togethers],
parts 1-2 (Col. 20188-F). It contained the following spoken introduction in Lemko:

- Good evening to the Master of the house.

- Good evening Ladies! Oh, old woman get ready [...] because the young maidens
have come for dinner.

— Please help yourselves to the dinner table. May you eat in good health and with the
Lord’s blessings. May God, see to it that your stomachs grow bigger.

— And now start spinning yarn and sing as well.

Stephan Shkimba i Compania directed this recording just like another similar piece
Vdova Kosyty Prosyt/Muzjka Vdovoi [ Widow Asks to Mow Her Field /A Widow’s Music]
(Col. 20201-F), on which the vocals were performed by Ivan Lesko and Anna Krochta,
and accompanied by musicians Petro Korba and Petro Dudra.

Many more recordings were released by the Serbenskiis (sometimes called the Ser-
bynskiis), who recorded music, which catered to both Russophile and Ukrainian com-
munities. As Serbenski’s Russian Orchestra they recorded:
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— Kunkovianka (Byla mene Maty)/Vesela Pol’ka [1 Got Spanking From My Mother/
A Happy Polka] (Okeh 15085) and

— Karpato-russkii Val's/Pyva-Vyna Polka [A Carpatho-Russian Waltz/Beer-Wine
Polka] (Okeh 15084).

Since Hladick managed these two recordings, Columbia decided to distribute
them as Hladick Russian Orchestra. All together at least nine records were released un-
der various names, such as Serbenski Orchestra, Little Russian Orchestra, and Ukrainian
ones under Ukrainian Passaic Band.

There are only two records known to have been made by Ivan Kolochak, and re-
leased under the name of Lemkiwski Orchestra Iwana Koloczaka. They are:

— Lemkivs'kyi Balets’[A Lemko Ceremonial Bread], parts 1-2 (Col. 27181-F) and
— Lemkivs'ky Prydany [A Reception for the In-Laws], parts 1-2 (Col. 27175-F).
On these records Ustina Musiala, Dorka Petrochko, and Tymko Krukar sing the vocals.

No fewer then six records were recorded by the Lemkivska Orchestra Nykolaya
Potochaka, also known as the Orchestra Nykolaya Potochaka, which released:

— Lemkovsky Kermesh [ At a Lemko Fair], parts 1-2 (Col. 20197-F) in December 1929 and
— Mamuniu, Tatunin/Bozhe, Bozhe ia sia Staram [Mommy, Daddy/I Am Trying]
(Col. 27259-F) in February 1930.

Nicholas Potochak (1896-1974) also recorded:

— V Kumy na Hostyni [Guests Visiting the In-Laws], parts 1-2 (Col. 27234-F),

— Staryi Odrekhivskyi Tanets/Tanets na Boisku [An Old Dance from Odrzechowa/A
Barn Dance] (Okeh 15608) and four parts of

— Lemkivsky Pastuhy [Lemko Shepherds] (Col. 27243-F, 27261-F).

At least five other records were made by Potochak jointly with A. Barna, another very prolific
Lemko musician. Between August 8, 1929 and May 24, 1930, Barna'¥ recorded no fewer then
12 records, five of which involved joint work with Nicholas Potochak under the name: A. Barna
and M. Potochak Village Orchestra, Barna Potochak i Ko., and Ukrainian Village Orchestra.

Barna’s own work was released as A. Barna i Ko., and consisted of instrumental pieces:

— Luchka Zelena/Odyehivskyi Mishanyi Tanets’ [A Green Meadow/A Mixed Dance
from Odrzechowa] (Okeh 15592, Col. 27292-F),

— Tanets’Nashobo Ivana/Pol’ka “Od Ternyka do Ternyka” [ Our Ivan’s Dance/“From Ternyk
to Ternyk” Polka] (Col. 27198-F), as well as recordings with vocal accompaniment,

189) Authors could not locate any biographical information about Barna. During a conversation with Walter
Maksimovich, composer/conductor Ivan Maichyk of L'viv (12/26/1927 Odrzechowa — 10/24/2007 L'viv) claimed
(based on information found in school registry of students in Odrzechowa) that this was Andrii Barna, born 20 July
1894. Ancestry.com lists Andrew Barna based in Yonkers, N.Y., who was born in Odrzechowa 20 August 1894.
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— lak iem Ishol Vehera Vecher/A Chiia to Khata z Krain [As 1 Walked Yesterday
Evening/Whose House is Set Aside] Victor V-21048).

Barna also collaborated on recordings with other artists such as the Bratia Holutiaky-
Kuziany. On some of Barna’s records, the labels read Muzyka D. Sereda, which means that
the orchestra used in that particular recording was conducted by D. Sereda, even though
the musicians were provided by Barna. Among these records are: Prodai Muzhu toty Bychky,
Kupy meni Cherevychky/Prodai Muzhu Cherevychky, Kupy iaky taky Bychky [Sell Our Oxen,
I Need a New Pair of Shoes/Sell My Shoes and, Buy a Decent Pair of Oxen] (Victor 21033).
Similar arrangements were made earlier on Shkimba’s records, including Lemkovske Vesilia
itself, but in this case, the orchestra was conducted by Petro Dudra.

Samuil Pilip, originally from Zyndranova, released at least four records under the
name of Samuil Pilip i Jeho Lemkivska Orchestra, including the instrumental recordings
made in May, 1929:

— Skrypka Hyaie, Bass Hude/Dalivskyi Tanets’ [Fiddle is Playing and the Bass is
Assisting/ A Dance from Daliowa] (Col. 27179-F) and traditional Lemko dances,

— Lemkivskyi Madiar/Lemkivska Triaska (Col. 27186-F).

Together with Ivan Karliak, under the name Samuil Pilip/John Karliak i ich Lemkiwska Orchestra,
theyreleased two dance tunes Lemkivs kyi Shiayer/ Zyndyanivska Polka(Col.27177-F). The Karliak
Brothers also released at least four records with the Fusiak Brothers under the name Orchestra
Bratia Fusiaky-Karliaky. Of the four, it appears that only one was of a Lemko nature Smerekivska
Polka/Krasna Dookola [ A Polka from Smerekowiec/Beautiful All Around] (Col. 27326-F).

The Bratia Holutiaky-Kuziany Orchestra released substantial amount of Lemko record-
ings. Unfortunately, there is a lack of information about them except that they originated from the
village of Odrzechowa, and lived in Queens, NY. Odrzechowa was the first village in the Lemko
Region to establish the Ukrainian reading room Prosvita (1892). Therefore, it should come as
no surprise that the Orchestra labeled their music as Lemko-Ukrainian. Due to the popularity of
previously released Lemko wedding music, Holutiaky-Kuziany followed this trend with:

— Sprosyny Sanotskoho Povita [Engagement in the County of Sanok] and in seven parts,
— Vesilia Sanotskoho Povita [Wedding in the County of Sanok] (Col. 27231-F,
27236-F, 27249-F, 27244-F), and
— Obertana z Molodom/Odyrekhivska Pol’ka [Hoedown with the Bride/Polka from
Odrzechowa] (Col. 27161-F).
They also recorded music for dancing:

— Vesela Muzyka Tanets/Drobnyi Tanets’[Happy Tune/Minute Dance] (Col. 27173-F),
— Lemkivskyi Tanets/Na Zeleni Mezhi Pol'ka [Lemko Dance/On a Green Meadow
Polka] (Col. 27160-F), and just for laughs
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— Tatuniu, Mamuniu, Tsybulia Stuniala/Tam na Lutsi Zelenii [Mother, Father,
Onion Prices have Dropped/On a Green Meadow] (Col. 27162-F).

An example of their comic character and subtle ethnic undertone can be found in Kaska
Gembu Daie, Maryna sia S'miie [Kaska Gives Kisses, Maryna is Laughing], which was
recorded with another witty song lak ia Pryshol z Korchmy do Domu [As I Returned
Home from the Pub] (Col. 27190-F). This song tells the story of a young Lemko man
who has his sights set on a certain Polish girl when he asks the orchestra:

Musicians! Play Polonaise until I can find me a girl to dance with!

Only twenty seconds later he changes his mind and orders:

Musicians change that! Play instead a nice and happy tune. So that the windows
shatter, and the shavings off the wood floor get kicked up!

The Bratia Holutiaky-Kuziany Orchestra also recorded a song about the bleakness of
war, Chotyrnadtsiatyi Rochek Smutnyi Nastav [ The Sad Year [19]14 has Arrived], parts 1-2
(Col. 27219-F). John Maluticz, who, along with Teklia Diaczek performed on the record, an-
nounced it as a war song. In a similar fashion, for some of their other recordings, Holutiaky-
Kuziany frequently invited guest vocalists to appear, usually in pairs. Among them were:

— Andrew and Nastasia Werenej on Dobra Tota Zhena Shto Muzha Shanue/Zhubylam
Zapasku [ Good Wife Takes Care of Her Husband/I Lost My Apron] Col. 27176-F);

— Teklia Diaczek and Elena Marsecz on Zam na Hori Dva Duby/Kateryna Hrechku Zhala
[ Two Oaks on a Hillside/Kateryna was Harvesting Buckwheat] Col. 27213 and on

— Vziav Lam Se Zhenu Khoroshu/Boze, Bozhe Shcho to Est’[1 Married a Good Woman/
Oh My God, What is This?] (Col. 27215-F); and

— Anna Semczyk on Zasvity Misiachenku i ty Zoria lasna/Syvyi Koniu, Konychen'ku
[Shine Moon and the Bright Star/Gray Horse] Col. 27313-F).

However, neither female singer who performed on Pid Zelenym Dubom/Bozhe, Bozhe
shcho sia Stalo [Under a Green Oak/My God, What has Happened?] (Col. 27262), nor
the male singer who performed on Oi Shumila Lishchyna/Poriadnyi Parubok [ The Noise
of the Hazel Tree/A Well Mannered Bachelor] (Col. 27269) were identified.

The Orchestra Bratia Holutiaky-Kuziany is an example of a group that recorded all
its music under one name. Perhaps this was because members of the Orchestra were re-
lated to each other, but it is also possible that they were able to set a model for the future,
proving that such musical groups could form longer lasting entities.
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Identity Issue

It is important to note that Lemko records produced during this era were released
under several ethnic names. Only rarely Lemko music was released with unhyphenated
Lemko ethnic designation as was done by Orchestra Nikolai Potochak, Staryi Odrekh-
ivskyi Tanets/Tanets na Boisku [An Old Dance from Odrzechowa/A Barn Dance] (Okeh
15608). A. Barna i Ko. released Sama Ia Ruzhu Sadyla/Zaspala Divchyna pid Lishchynoiu
[I Planted the Rose Bush/A Girl Fell Asleep Under a Hazelnut Tree] (Okeh 15607) with
“Lemko-Folk Song” written on the label. When the two performed together under the
name Barna, Potochak & Company, their records were labeled as Lemko-Ukrainian
(Nasha Khyzha/Oi Dube, Dube [Our House/Oh, the Oak Tree] (Okeh 15602, Col.
27282-F). The same hyphenated ethnic name was used for all other Lemko records re-
leased by A. Barna, the Orchestra Bratia Holutiaky-Kuziany, and Samuil Pilip. On the
other hand, people like Shkimba, Hladick, and others who were Russophile in orienta-
tion classified their records as Lemko-Russian including Shkimba’s Gypsy recordings.

Spoken Words and Influence of Other Tongues

Although a number of Lemko recordings feature only instrumental renditions, many
offer songs and as well as spoken dialogue. Many records feature spoken dialog as an intro-
duction, a technique first started by Shkimba in his Vesi/ia collection. The spoken dialog was
not only in the beginning, but often in the middle also. For example on Holutiaky-Kuziany’s
Vesilia Sanotskoho Povita [Wedding in the County of Sanok] spoken dialogue was inte-
grated, including a half a minute in length on part 1 and almost a minute on part 4.

These and other Lemko-Ukrainian recordings contain a scattering of Ukrainian words
within the Lemko dialogue. This trend may be due to an influence of Ukrainian on the vernacu-
lar of the easternmost Lemko Region and partially because of the propensity of some Lemkos
who felt compelled to sprinkle Ukrainian words throughout their own speech. Sometimes odd
linguistic interference (perhaps introduced by accident during the design of the label) is casy
to spot. For example on one of the Holutiaky-Kuziany records featured on the label as Chozyr-
naitsiatyi Rochek Smutnyi Nastav [ The Sad Year [19]14 has Arrived] parts 1-2 (Col. 27219-F)
is actually sung Shtyrnadtsetyi...”.”*° Similarly Barna i Ko's Zaspala Divchyna Pid Lishchynoiu
[Girl Fell Asleep Under a Hazelnut Tree] (Okeh 15607) would have been better labeled Zas-
pala Divchyna pid Lishchynom, since that is how they sing it.””! For the same reason as above,
Holutiaky-Kuziany’s Zatozh mi sia Divche Spodabalo [ That is Why I Started to Like Her] (Col.
27185-F) would have been better labeled E7 Viovdy sia mi Viovdy Divcha Spodabalo.

190) “Fourteenth,” in Lemko is shtyrnadtsetyi, and in Ukrainian: chotyrnaitsiatyi.
191) The difference is in the ending of the word Zishchyna. In Lemko it is lishchynom, and in Ukrainian Zishchynoiu.
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From Shkimba’s recordings we learn that in the past the adjective lemkovskii was
used in Lemko more often than currently used /emkivskii. These recordings might be the
oldest existing sound recording of the spoken Lemko vernacular and thus should be val-
ued by the linguists for further research.

Polish Recordings by Lemkos

An interesting fact to be added is that the Lemko musicians and singers were not
just recording Lemko music. Between the Roaring 1920s, up to World War II, Columbia
and Victor alone made more than two thousand Polish records. Many of these recordings
involved the participation of Lemko musicians. Shkimba left his mark in this department
when, together with Polish musicians, he produced eight Polish records. He was a co-
organizer of six recordings made in co-operation with W. Witkowski under the name
Polska Orkiestra pod Bialym Ortem (1931). On July 25, 1931, a band consisting of six

musicians, recorded for Vocalion:
— Stare Skrzypce/Zyd na Jarmarku [Old Violin/Jew at a Marker Place] (Vo 60234),
— Czerwone Jabtko/Od Rana do Wieczora [Red Apple/From Dawn to Dusk] (Vo 60229) i
— Zolnierz na Pocztcie [sic!]/ Okrgznym [A Soldier at the Post Office] (Vo 60239).

It appears, however, that most Polish recordings were made by Holutiaky-Kuziany
brothers, who performed under the names Wiejska Czworka ‘Bracia Kuziany” and Stefan
Skrabut i Jego Chlopska Orkiestra. Together they recorded numerous songs from the Pol-
ish areas bordering the Lemko Region and more distant areas such as:

— Ostra Polka/Polka z pod Wistoka [ Sharp Polka/Polka from the Vicinity of Wistok]
Col. 18327-F,

— Walc od Rymanowa/Obiecata mu we srodg [Waltz from Rymandéw/She Promised
Him on Wednesday] Col. 18388-F,

— Tam jest czysta woda gdzie koniki pijg/Tam pod Krakowem na Bloniu, [ There is Cle-
an Water where the Horses are Drinking/By Krakéw, near Blonie] Col. 18362-F,

— Sztajerek z pod Piriczowa/Wianek Majowy (Col. 18444-F).

Of course, wedding rituals were always a popular theme:

— Chlopskie Wesele Walc/Polka “Odrobinka” [A Peasant Wedding Waltz/Polka
“Tinybit”] (Col. 18335-F), as well as such “hits” as:

— Polka “Hop, Ciup”/”Stare Miasto” Taniec [“Hop Ciup” Polka/”Old Town” Dance]
(Col.18553-F),

— Polka w Pantoflach/Polka z Pieprzem [Polka with the Shoes On/Polka with Black
Pepper] (Col. 18360-F), or
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— Sztajer z Gory Baraniej/Tramla z pod Pagdrka [Shtayer from the Mountain of the
Ram/Tramla from Under the Hill (Col. 18366-F).

Music suitable for dancing dominated among the Lemko recordings of Polish mu-
sic which, according to earlier noted Kolessa’s observations, is due to the successful in-
roads made into the Lemko community by Polish dance tunes. In reverse, the influence of
Lemko music can be felt in some of these Polish recordings. Richard Spottswood points
this out in the text which accompanies a CD Polish Village Music: Historic Polish-Amer-
ican Recordings, Chicago and New York 1927-1933 (Arhoolie 7031). Among recording
included on this CD is a track by Stefan Skrabut (Holutiaky-Kuziany) and Polska Orki-
estra pod Bialym Orfem (with Shkimba’s participation). In addition, Orchestra Bratia
Fusiaky-Karliaky produced at least three Polish records.

Slovak, Ukrainian, Russophile, and Other Recordings by Lemkos

There are several examples of recordings listed as Slovak, but performed by the Lemko
musicians. Even here Shkimba excelled. Using the name Slovensky Hudba he released Fe-
sely Mayner-Polka/Mahanska Polka [Happy Miner/Polka from Mohansk] (Col. 24158-F).
Samuil Pilip recorded as Michal Struhana a Jeho Ciganska Hudba, Chytry Tanecne Cardasy
[Witty Dancing Cardas] parts 1-2, (Col. 24117-F). A. Barna used the name A. Barnaa Gru-
pa to release a Slovak record, Tot0 Dievée na Huby Chodilo/Jeho Prvy Vojensky Oblick [ This
Girl Went Mushroom Picking/His First Military Uniform] (Victor V22059), and Nicholas
Potochak used the name Mikula§ Potocak a Jeho Hudba to release Kolo Chizi Fizola-Car-
das/Bratislavska Polka [Beans Near the House-Carda$/Bratislava Polka] (Okeh 18082).

Barna and Nicholas Potochak, performing as the A. Barna-M. Potochak Village
Orchestra made a recording which is not Lemko, yet it did not receive any other ethnic
description, Pibnala Voly na Bukovynu-Tanets/Mama sia Zlostyt’ Mazurka [She Sent her
Oxen to Bukovina-Dance/Mom is Getting Angry-Mazurka] (Victor V-21019). This is
one of the numerous examples of recordings of the music of neighboring eastern Slavs
which was performed by Lemko groups.

Samuil Pilip i Jeho Lemkiwska Orchestra also recorded Ukrainian music, for example
Muzyka v Korchmi-Tanets/De Ty buv lanichku-Polka [The Music in the Tavern-Dance /
Where Were You Johnny-Polka] (Col. 27189-F). The same was done by the Holutiaky-Ku-
ziany Brothers, for example, Otenivskyi Val'ts/Pol’ka z Demamorych (Columbia 27290-F).

Russophile musicians and singers turned their attention toward the “Russian-Gali-
cian” and Russian songs. In March of 1929, the Orkestra J. Kryskowa recorded a wedding
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in four parts, which was entitled Halytsko Russke Vesila [Galician-Russian Wedding] -
Wedding Scene parts 1-4 (Okeh 15104 and 15106). It was performed with the accompa-
niment of five musicians and the following Lemko singers: Varvara Kulyk, Anna Krokhta,
Benedict M. Broda, and Victor P. Hladick.

In November of 1928, Hladick arranged a recording of baritone Ivan F. Mashchyn,
labeled as a Russian Lemko baritone Darmo mene mamtsio [It Doesn’t Matter Mother]
(Okeh 15092). This was a very unusual recording because on the flip side Hladick record-
ed another group, the previously mentioned Russo-Lemko Quartet with their rendition
of Y Posei Bok Hora [Hills Everywhere].”?? It is difficult to understand the words of these
two songs, recorded with the accompaniment of a piano and violin. They do not appear
to be in Lemko, even though in one section Mashchyn sings very much in Lemko ...z0
bym lem pozeral [then I would just gaze].

There were also other recordings labeled as Lemko, which were hardly Lemko. For
example, the Bratia Holutiaky-Kuziany Orchestra made a Lemko-Ukrainian record, sung
by Tekla Diaczek: lak Mi na Plo]diliu, Tak Mi na Zavisliu/lak Letily Husy z Dalekoho
Kraiu [ The Way it is for me in Podolia, That’s How it is in Zawisle/When the Geese Flew
from a Distant Land] (Col. 27202-F). On another of their recordings, they performed
a “classic” Lemko-Ukrainian song: Posialy Hurali Oves [ The Highlanders Have Sowed
Qats] (side B contains Lemkivs'ka Tromblia (Col. 21171-F). This in fact is a traditional
Polish folk song: Posiali gérale owies [Highlanders Have Sawn the Oats].

Another unusual release is a record performed by Mlddez z Rusinska and labeled as being
Carpatho-Russian (Lemko). Victor produced it (V-21044) from a recording made in Europe.
It is one of the few Lemko 78’s recorded in the Carpathians, but most likely not in the Galician
Lemko Region but rather in the PreSov Region or in Subcarpathian Rus’ It is possible that this
recording actually took place in Bratislava, where among others Samko Dudik recorded.'”* It is
ironic that, even though it appears to be a release from the Russophile circles, on side A it fea-
tures two classic Ukrainian recordings Chom, Chom, Chom Zemle Moia and Vzial by ia Bandu-
ru [Why, Why, Why on the Earth and I'd Reach for a Bandura!]. This same group recorded on
a different release also labeled Carpatho-Russian (Lemko) and popular among Lemkos Sonzse
nyzen'ko-1a ne pip, tai ne diak/Na Voinu idu-Susid ore  The Sun Is Setting-I'm Not a Priest, Nor
a Deacon /I'm Off to the Army-My Neighbor is Plowing] (Victor V-21043).

There are other recordings made by the Rusyns originating from south side of the

192) Could it be a song by Mykola Lysenko Po toi bik hora, which was recorded for Gramophone Company in Poltava
in 19062 Stepan Maksymiuk, “Ukrains’ki zvukozapysy firmy <<Gramofon>> ta ii poltavska ckspedytsiia
v 1906 rotsi,” in his: Materiialy z ukrains'koi dyskobrafii ..., p. 138.

193) Internet Archive Audio Archive web site mentions these recordings, which were completed on January 1, 1929,

http://www.archive.org/search.php ?query=samko%20dudik %20AND%20mediatype%3 Aaudio; accessed 10 July 2007.
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Carpathian Mountains. In 1929, the company Pathé produced eleven recordings of voic-
es by fourteen singers and story tellers from Subcarpathian Rus’ and PreSov region for
the Czech Academy of Sciences. In 1935, the Prague based firm Radiojournal released
sixteen more recordings of folk songs performed by vocal ensembles from six villages of
Subcarpathian Rus The producer of these recordings, which were not made for sale, was
a professor of the Uzhhorod gymnasium, Ivan Pankevi¢ (1887-1958). After Pankevit’s
death, his family donated one complete surviving set to his pupil, now Professor Mikulas
Musinka (b. 1936). Musinka accepted these unique materials and later released them in
the form of a folkloric anthology Holosy predkiv. Zvukovi zapysy fol'kloru Zakarpattia iz
Arkhivu Ivana Pan’kevycha (1929, 1935) (Presov 2003). This work contains ninety-cight
songs with sheet music, fourteen fairy-tales, legends, proverbs and folk tales from sixteen
villages: Jarabina, Mykul43ové, Valaskovce, Ruské Poruba, Pichne, Ubl'a and others. For-
tunately, all of these folk materials are now available on CD.

A Blending of Cultures

Returning to the American music scene, it was not unusual for one nationality to
record music for other nationalities. In the early 1920s, musicians were asked to do just
this. Similarity and infusion of music from neighboring regions and corresponding ethnic
groups'* would often lead vendors to release the same recording, especially instrumen-
tals, in two or more series where each release was geared towards a different ethnic group.
An example of this was with the Slovak 78 by Barna Toto Dievée na Huby Chodilo/Jeho
Prvy Vojensky Obliek [ That Girl Went to Pick Mushrooms /His First Military Uniform]
(Victor V-22059), which was also released for the Lemkos (Victor V-22042).

An example of this transition of music from one ethnic group to another can be
seen in the instrumental recording performed by the Slovenska Orkestra Michala Lapc-
zaka Jak Som Lol Prez Les [As 1 Walked through this Forest] (Victor 80576, V-22169).
In the beginning of this recording, one distinctly hears tunes from a very popular Lemko
song: lak iem Ishol prez tor Lis [As 1 Walked through this Forest]. The Slovak Orchestra

Michala Lapczaka modified the melody extensively—perhaps it is a variation on the theme

194) There is a considerable literature concerning this issue. See for example: Filaret Kolessa, “Karpats’kyi tsykl
narodnykh pisen’ (spil'nykh Ukraintsiam, Slovakam, Chekham i Poliakam),” Sbornik I sjezdu slovanskyjch filologii
v Praze vol. 2 (Prague, 1929): 93-114; Orest Zilynskyj, “O vzajemnych vztazich ukrajinskych a slovenskych
lidovych pisni,” Slovanské stiidie 1 (Bratislava, 1957): 203-247; Béla Barték, “Midarskd I'udova hudba a I'udova
hudba susednych narodov;,” Hudobny zbornik 2 (Bratislava, 1954): 95-149; S.I. Hrytsa, “Spil'nist’ melodychnykh
typiv u slovians’kii pisennosti Karpat,” Narodna tvorchist’-ta-etnobrafiia no. 1 (Kyiv, 1966): 24-32; Oksana
Mel'nyk, Slovats ko-ukrains ki pisenni zviazky (L'viv, 1970); T.V. Mel'nyk, “Vidobrazhennia kul'turnykh vzaiemyn
s susidnimy narodamy v suchasnomu muzychnomu pobuti zakarpats’kykh ukraintsiv,” Narodna tvorchist™-ta-

etnobrafiia no. 2 (Kyiv, 1985): 58-64.
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of the original melody-or, perhaps this was the original melody! In any event, it is best to
let the experts to argue about whether this is a Lemko or a Slovak melody.

Similarly, it will be difficult to determine from where another song, which is popu-
lar among Lemkos, originated, Pasla Hantsia Pavj [Anna Sent her Peacocks to Graze].
The Polish version'” can be heard in the recording done by Ignacy Podgérski i Jego Orki-
estra Pasta Andzia Pawie [ Anna Sent her Peacocks to Graze] (Victor V-1631) and repeat-
ed by Stanislav Cebula (Vocalion 60184). It would be interesting to check some of the
Polish recordings, which were not accessible to the authors, which by their titles resemble
Lemko folk songs. Among these elusive records are:

— Pod Krakowem Czarna Rola (Vincent Rozycki, Bell S114, recorded also by
Stanistaw Mermel, Victor V-16098) and

— W Ameryce Dobrze Jak Idzie Robota (Jan Robak i Wiadystaw Fronca i ich Wiejska
Orkiestra (Columbia Co 18478-F).1

It is also very intriguing that there is a recording of the Ungvarski Spevokol/Mixed Choir
with Gypsy Orchestra (Victor V-22002), which includes:

- Hej! Temesvar-Cardas, and on side B, three songs:
— Cervene Vinocko, Ja Parobok s Kapusan, A ja sebe Poradzim! [Red Wine, I'm
a Bachelor from Kapusany, I'll take Care of Myself!].

It seems that it was recorded with Slovaks in mind, but Victor did not provide any ethnic label-
ing except the general term of Folk Songs. The name of the ensemble is very similar to the Ilias Tsi-
orogh’s group, Uzhorodsky Pivéesky Kruzok, and what's also interesting here is that one of the record-
ings was a song also known among Lemkos as 1 soi Khlopets z Kapushan [I'm a Boy from Kapusany].

Among Ukrainian musicians'”” who performed Lemko music was Pavlo Hume-
niuk (1884-1965),"® the best-known recorded Ukrainian fiddler in America. He was
a prolific performer with over one hundred records to his credit. Notably, he also released
a few parts of the Lemko Wedding labeled as Lemko-Ukrainian:

— Lemkouske Vesilia parts 1-2, Col. 70012, and
— Sprosyny [An Engagement], parts 1-2, Col. 27154-F).

195) According to Ivan Maichyk, the Pasla Hantsia Pavj tune is similar to the melody of Marsz Hallerczykdéw [March of
Haller’s Army]. Haller’s Army was the Polish Army in France during World War I under the command of gen. Jézef
Haller. In 1919, it was transferred to Poland and was instrumental in defeating Ukrainian forces in Galicia.

196) Richard Spottswoods, Ethnic Music on Records, vol. 2 Slavic ...., p. 757, 801.

197) For more on Ukrainian recordings see: Anisa H. Sawyckyj, “Ukrainian-American Fiddle Music - The First
Recordings 1926-1936, text attached to the release of two records under the same title (Folkloric Records 9015,
1977), and also available at http://www.lemko.org/lih/music/surma.html; accessed 10 July 2007. Also consult
awork by Stepan Maksymjuk: Materiialy z ukrainskoi dyskohrafii ta zvukozapysu, (L'viv — Washington, 2004).

198) Richard Spottswoods, “Pawlo Humeniuk: A Ukrainian Fiddler in the New World,” Musical Traditions no. 10,
Spring 1992, also available at http://www.mustrad.org.uk/articles/humeniuk.htm; accessed 10 July 2007.
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To produce them, he engaged Lemko participants Ustina Musiala, Dorka Petroczko and
Tymko Krukar. Humeniuk also participated in the making of another recording where the same
trio sang, but it was accompanied in entirety by The Lemkiwski Orchestra Iwana Koloczaka:

— Lemkivski Prydany [Lemko Wedding Follow-Up] parts 1-2 (Col. 27175-F), and
— Lemkivs'kyi Balets’ [Lemko Symbolic Loaf of Bread] parts 1-2 (Col. 27181-F).

Some Lemko recordings were also made by Josef Pizio, who immigrated to the
United States before World War I, but was not financially successful and reposed in 1945.
A leading contemporary talent scout for recordings of Ukrainian music, Myron Surmach
Sr. (1892-1991), who was the founder of the Ukrainian store SURMA in New York City

and was also a renowned bee keeper, remembers Pizio this way:

He was a true folk musician. He was tall and was a heavy drinker. I never saw
him without his violin. He could not read a note. He usually closed his eyes
and played by ear. By the time I gathered the orchestra to record, he forgot the
melody and could not repeat it. We had to record something else.'”

200

Even though Polish musicians, such as Frank Przybylski and, Leon Witkowski
were asked to record music for other ethnic groups, there is no proof that they ever made
or that they participated with others in Lemko recording sessions. This is not to say they
did not know Lemko music, since many of them came from the areas located just north of
the Lemko Region, near the towns such as Gorlice or Jasto where Poles, Jews, and Lemkos
sometimes actually played together.””' The regional birthplace of these Polish musicians
was manifested with the American recordings of such pieces as:

— Oberek z Gorlic [Oberek from Gorlice] by Jézef Brangel i Wiejska Orkiestra (Victor V-16178),
— Oberek od Jasta [Oberek from Jasto] by Jézef Brangel i Wiejska Orkiestra (Victor V-16018),
— Polkaz Grybowa [Polka from Grybéw] by Franciszek Grabéwski i Wiejska Orkiestra (Victor V-16290),

— Oberek od Rymanowa [Oberek from Rymanéw] by John Wyskowski (Victor V-16056),
— Polka od Krosna [Polka from the Vicinity of Krosno] by John Wyskowski (Columbia Co-18430 F), or
— Z Karpat [From the Carpathinas] by Baczkowski Wiejska Orkiestra (Victor V-16047).

Most Polish music from the outskirts of the Lemko Region was recorded by Franciszek
Dukla. Under the name of Fr. Dukli Wiejska Banda he recorded between 1926 and 1928
in Chicago for Victor among other tunes:

199) “Ukrainian-American Fiddle Music - The First Recordings 1926-1936.”
http://www.lemko.org/lih/music/ surma.html; accessed 10 July 2007.

200) Richard Spottswood, Ethnic Music on Records, vol. 2 Slavic ...., p. 847-852.

201) William Noll, “Economics of Music Patronage among Polish and Ukrainian Peasants to 1939, Ethnomusicology
35, no. 3 (Champaign, IlL., 1991): 366.
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— Obertas z Dukli [Oberek from Dukla] (V-21063),

— Polka z Krosna [Polka from Krosno] (V-80477),

— Mazur z Sanoka [Mazur from Sanok] (V-81669), and
— Sztajerek Dukli/Sztajerck od Gorlic (V-16082).

Listener Preferences

It is interesting to examine which ethnic recordings were enjoying the most popular-
ity among the Lemkos. There is no doubt that the most popular recordings were the Lemko
recordings themselves, regardless of whether they were labeled as Lemko-Russian or Lemko-
Ukrainian. The majority of these recordings were Lemko, and the characterization as Ukrai-
nian or Russian was only used to emphasize the performers’ broader national identity.

There is also no doubt that among the Lemkos, Ukrainian recordings were being
bought. In fact, the overall success of previously mentioned Pavlo Humeniuk was based
on the fact that his recordings sold well not just among Ukrainians. The Ukrainske Vesilia
[The Ukrainian Wedding] (1926) alone appears to have sold well over 150,000 copies.
Though most certainly ethnic preference had meaning for some individuals, it seems, that
just like today, Ukrainian, Russian or even Polish or Slovak recordings made it into the
Lemko households, and even more so because they appeared earlier on the market. People
interested in ethnic music have a yearning for music in general and if enough of their own
music is not available they obtain records of a similar linguistic or cultural origin.

Among the Slovak recordings it is necessary to mention
Pelak a Spol., Sariskie Vesele [Saris Wedding], éast 1-2 (Col. 60071-F);

Joseph Sikora a Spole¢nost, Sariska Zabava [Sari§ Dancing Party], ¢ast 1-2 (Col.
67003-F); and, especially those recorded by

Michael Tokarickajeho Slovenska Orkestra, Janko v Pittsburgu/Janko Wraca Sie Domu
s Policmenom [ John in Pittsburgh/Policeman Brings John Home] (Victor V-22040).

The latter record has no ethnic label, but was probably as popular among the Slovaks as it
was amongthe Rusyns. Even though the main hero Janko is looking for Slovaks in Pittsburgh, and
when he finds them they speak Slovak, he speaks Sari$ dialect, which is losely related to Rusyn.

Michael Tokarick recorded for Victor, and later a little bit for RCA. He released all to-
gether forty-one records.”> Some of them included sketches starring mentioned above Janko
in which there was alot of spoken text and little music was included. This amount of dialog ap-

202) Some of these recording have been recently released again, includinga CD compilation Slowvak Csardas: Dance Tunes
from the Pennsylvania Coal Mines 1928-1930 (Heritage Music, 1997). Descriptive text included with the CD and
some songs are also available online at http://www.lemko.org/lvpro/majna.html; accessed 10 May 2008.
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parently was a detriment to the popularity of this record. With the use of the Sari§ dialect and
sometimes dialogs in Rusyn and because Michael Tokarick a jeho Slovenska Orkestra recorded
a few instrumentals (mostly Polkas, which Victor subsequently recycled under different titles
for Polish, Lithuanian and Ukrainian customers) which enjoyed popularity among Rusyns.

Among these recordings, there was a tune Sanok-Mazurka (Victor V-81208).2%

While listening to Slovak recordings their relationship with Lemko or Rusyn mu-
sic in general becomes obvious. Slovak musicians did not shy away from such connections
and actually strengthened them by including Rusyn music in their repertoire. Pacha¢
A Juskani¢ Slovenskd Orkestra, among others, recorded for Slovak customers sung in
Lemko song Maloruska Kolomejka (Victor V-22037), which was later also released for
Lemko, Ukrainian, and Russian customers (Victor V-21021). Of significance is also the
recording Prisla Po Miia Kartka (Victor V-22054, Bluebird B-2780), which may very
well be a Slovak version of a song that Lemkos call Kied mi Pryshla Karta.

Lemkos also enjoyed the recordings of the Galician Russophile Elias Tsiorogh
(1880-1942). Tsiorogh originated from the L'viv area, graduated from the L'viv Con-
servatory; and was a choir director, very knowledgeable in Lemko music. He was well-
known among Lemko Russophile circles for his own Russophile ideology and for his po-
litical activities during and after World War I. He was the author of the book, Karpaty
i Slaviane-Predanie [ The Carpathians and the Slavs] (New York, 1941). Under the name
of the Tziorogh’s Soloist Choir - Male Choir with Orchestra, he recorded in August 27,
1927 Ia Rusyn Byl/Podkarpatskiy Rusyny Sokolskii Marsh [1 Was a Rusyn/Subcarpathian
Rusyn Falcon March] (Victor 80105). Tziorogh increased his reputation with recordings
under the name the Victor Dramatic Circle of at least five 78s with ... wedding music:
Vesilie (Parts 3-4: Victor V-71009, 9-10: V-71015). These recordings also appeared as hav-
ing been made by Uzhorodsky Pivéesky Kruzok, Karpatorusskoje Vesile [ Carpatho-Rusyn
Wedding] (parts 1-2: Victor V-72005, 5-6: V-72007, 7-8: V-72006).

Tsiorogh knew many folk songs and wanted his recordings to sound the way they did
when these songs were sung in the villages. To add to their authenticity, Tsiorogh used the aid
of special effects to portray the realism of village life. His records include the barking of dogs
and wailing of young brides. These recordings were not as popular as the dance tunes were and
had limited success. However, they are now valuable as cultural testimonials from the past.

A separate group of recordings is made up of religious recordings. Regardless
whether these recordings were made under the auspices of the Eastern Orthodox or
Greek-Catholics (Eastern Rite Catholics), they certainly sold well among all Christians
familiar with or using Eastern Rite Liturgies, including the Lemkos. It most likely had

203) Sanok is a city in far eastern Lemko region.



Lemko Recordings 1928-1930

no importance whether Russians, Ukrainians or Lemkos themselves made recordings. As
was mentioned earlier, Lemkos did record some church music.

An example of Ukrainian recordings comes from a trio consisting of V. Barczaniwna,
J. Davidenko, and G. Shandrowsky, [ Vo] Vefleiemni Novyna/Vozveselymos’ Vi [ There is Joy in
Bethlehem/Let us all Rejoice] (Okeh 15597). From the Galician Russophiles circles came
singers, who under the name CL. P. Kruzka S. Banickoho led by B.M. Broda, recorded S/u-
zhba Sv. Serdtsu Iysusa [ The Divine Liturgy to the Sacred Heart of Jesus], parts 1-4 (Col.
20208-F, 20209-F). Popular among the Russophiles, but apparently originating from Sub-
carpathian Rus, was the Rusin Organ Chorus (Carpatho-Russian) under the direction of
Professor John A. Saxun, which recorded Slava Edynorodnji [Glory to the Only-Begotten
Son of God], parts 1-2 (Col. 20233-F). In addition, the Chor Cerkvi Sosestvija Sv. Ducha,
recorded Prozry o Marye na Tvoy Prekrasnyi Liud/Okolo Oltaria Maria Hliadala [Mary,
Look upon your Beloved People/Near the Altar Maria Searched] (Victor 68888). Ilias Tsi-
orogh with his Galician Troupe also recorded many church hymns.

Distribution of the Recordings

Finally, the distribution of the Lemko recordings needs to be examined. Most of the
recording artists were also engaged in the distribution of their records from their homes
(S. Shkimba, 69 Bedford Ave., Brooklyn, N.Y.; V.P. Hladick, 418 E 69 St., New York,
N.Y.). In addition, they advertised in newspapers such as Pravda, organ of The Russian
Brotherhood Organization, and Lemzko, organ of the Lemko Association of the USA and
Canada. Response to such ads was substantial. The first issue of Lemzko from 1929 includ-
ed a few letters from readers under a heading “Otzjvy o russko-lemkovskykh rekordakh”
[Responses Regarding Rusyn-Lemko Records], including this one by Paraska Storoshko:

WhenIreceived these records from you, Iwas so overjoyed asif a family member
came to visit me from Europe. I have been living in America for twenty-five
years, and during this time, I have not heard so far such beloved sounds of our
Lemko songs, like the ones sung on these records. I have Ukrainian records and
the Ukrainian wedding, but what is foreign is not as precious, I prefer to hear
my own song. I came here from the village of Zawadka Rymanowska.

Shkimba began to seek other distributors and the Lemko Association eventually got
involved in the distribution of Lemko music from the editorial office of the Lemzko newspa-
per at 302 Fairmont Avenue, Philadelphia, Pa. The price was set at seventy-five cents per re-
cord, but beginning in May 1929 the Lemko Association gave away one record free for every
nine records purchased, and an ad in the Lemko newspaper read: “If you have a phonograph
then you are a sinner if you don’t have a complete set of the Lemko Wedding”Beginning in
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October 1929, the Lemko Association was adding three free records for every nine records
purchased, in other words twelve records for six dollars and seventy-five cents.

In Philadelphia and located on the same street as the Lemko Association, Holo-
waty Music Supply, 703 Fairmont Avenue, was selling Russian, Ukrainian and Church
music. They became well known through their advertising in the Pravda newspaper. This
advertising started as early as 1927. In time, others began to distribute Lemko recordings
through their stores. Among them were Kutscher Music Store (2152 West Chicago Av-
enue, Chicago, Il.) and Alfred Balucki (807 Jefferson Avenue, Cleveland, Ohio).

Lemko businesses specializing in a variety of goods, including shops which sold ice
cream and candy also began taking orders for these records, such as S. Fedorczak (2 Kulik
St., Clifton, N.J). Sales also spread into Canada when the chairman of the Edmonton
branch of the Lemko Association, A.M. Tatko opened the Horn Music Store (9731 Jas-
per Avenue, Edmonton, Alberta).

Conclusion

Thanks to the efforts of one man, Stefan Shkimba, Lemko music began to grow.
As the demand for Lemko records was high, many other musicians followed and the
Lemkos in diaspora had a way of preserving and developing their ethnic culture through
their music. The period of 1928-1930 was one of creation and growth. The production
of Lemko music on records satisfied a need and longing in the Lemko diaspora. Through
his pioneering efforts Shkimba was able to strengthen his Lemko brethren and foster the
creation of other musicians and musical groups that contributed to a unique archive of
Lemko recorded music.

At the outset of the Great Depression a good number of Lemkos representing vari-
ous ideological and religious backgrounds contributed numerous recordings of Lemko
folk music. These recordings were produced and released by mainstream American music
companies, an achievement that was not to be repeated to the present time. Lemko re-
cords from the period of 1928-1930 sold well when they were first released in the market
and even today they still fetch good price showing that a minority’s cultural undertaking
can be profitable for both business and pleasure.



Lemko Recordings after 1930

The development of the radio was initially perceived as competition for the phono-
graph industry. Soon, however, large quantities of music began to be recorded for various
radio programs, including ethnic ones. Moses Asch (1915-1986), a Jewish producer born
in Warsaw, Poland was especially interested in folk music. He had been recording music
from 1935 and in 1939 established Asch Records, a company that produced recordings
of Ukrainian and other music for ethnic radio programs. He later founded the Folkway
Records company.** From 1943 to 1947 the Carpatho-Russian Hour was broadcast from
New York City under the direction of Nicholas Cislak.

After 1930 Lemko recordings continued to appear on American record labels how-
ever not with such frequency as in the past and more often in modern rather than tradi-
tional arrangements. It appears that the first to record Lemko music after the World War
IT were Rudawskys of Linden, N.J; Stefan Rudawsky was born in Posada, near Daliowa
and his son Theodore, who was born in 1918 in Monessen, Pa. They cut their own records
in 1946/1947 by recording themselves live in their own home!

Steve Chelak (1914-21 July 1981), a native of Zawadka Rymanowska, carried on the
tradition set earlier by the previous generation of Lemkos in the recording of Polish mu-
sic. He recorded several Polish records under the name of Steve Chelak and his N.J. Polka
Dance Orchestra. Among the titles recorded in 1947 were When I Was a Little Boy Oberek
and Woodbridge Polka (Zawadkas Records 101-104). Chelak recorded these same songs,

204) More about him including his early recording activity can be found in: Peter D. Goldsmith, Making People’s
Music: Moe Asch and Folkways Records (Washington, D.C., 1998); Tony Olmsted, Folkways Records:
Moses Asch and his Encyclopedia of Sound (New York, 2003).
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When I Was a Little Boy Oberek/Jak Bylem Maly Chlopiec Oberek and Woodbridge Polka/
Polka z Woodbridge, two years later for Polo Records 105. The same year he also recorded
Picnic Polka (Polka na Pikniku)/ Dancing Oberek (Taneczny Oberek), Polo Records 106.

At the end of the 1940s and beginning of the 1950s the singing accordionist Volo-
dia Gonos from St. Catherines, Ontario, whose parents were from Tylawa and Zawadka
Rymanowska, became a performing sensation within the Lemko community. He made
his career while still a child and began to perform publicly at the age of eight. In 1945, he
performed at the Toronto’s Royal York Hotel and was recorded by the RCA Victor Com-
pany, but it is not known whether recordings of this appearance were ever released. In
September 1948, Gonos performed at the Twelfth Convention of the Lemko Association
in Ansonia, Connecticut. When he was still a child he recorded no less than four records,
including Zytko Zazelenilo/ Vyshenki-Chereshenki Sanok P.O. 139-140, also recorded for
Poprad 320. When he became an adult and his voice changed, he gave up singing and be-
came a lawyer. For a while, he practiced law with another Lemko, John Kuzmoczka, and
later in his hometown, he worked in his father’s business.

At the very end of the 1940s Orest Turkowsky (1896-1973), who has been men-
tioned earlier, became involved with the recording of Lemko music. He came from the village
of Wréblik Krélewski where, by the age of ten, he organized a band. After his arrival in Amer-
icain 1913, Turkowsky studied harmony and composition for six years at the Opera House in
Franklin, Pa. In 1921, after two years of study at the Institute of Musical Art in New York, he
passed the violin examination before the world-renowned violinist Leopold Auer (1845-1930),
and became the first violinist at the most famous vaudeville house in New York, The Palace
Theater. Working in the highly demanding environment of show business, Turkowsky did not
participate in the recording of Lemko music during the years 1928-1930. Later he moved to
Newark, New Jersey, where he opened a music school. He also organized numerous concerts
for Lemkos, Ukrainians, and Poles and was well known and popular among these groups.
From the beginning of the war on, he disengaged from professional musical activity.

Having heard Lemko music on the radio, Turkowsky began to devote a great deal of
time making notations of it. Eventually he became active again as a performer most likely
at the request of Nicholas Cislak (1910-1988), an activist of the Lemko Association, who
managed and probably organized the Poprad Lemko Recording Company. The music
recorded by Poprad at that time was on ten-inch records, selling for one dollar each They
were designated as Lemko Carpatho-Russian and it appears that most was recorded by
Turkowsky himself (16 records). The first time Turkowsky’s recordings were played was
on Cislak’s radio program The Carpatho-Russian Hour.

205) N.A. Tsysliak, “Pisny y muzyka nashoho naroda,” in Karpatorusskii kalendar Lemko-Soiuza 1948 (Yonkers, NY.,
1948): 135-137.
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Turkowsky’s recordings were made under the name: Orest Turkowsky and Orchestra:
— Welcome Dear Lemkovina (March)/May Flower (Waltz), Poprad 101-102;
— From Krynica (Polka)/Burning Pine (Lemko-Waltz) Poprad 103-104;
or Orest Turkowsky and Music:
— Na Daliwskoj Hori (Lemkomyjka)/ Wesila w Worobliku (Polka), Poprad 135-136.

Turkowsky made at least six records for Poprad with his orchestra alone and at
least four records accompanying the singer Joanna Liash on the violin. One of the songs
included on the Liash recordings was the immortal Vershe moi vershe [Oh, my Mountain
Peaks] Liash, who performed in various American concerts and radio programs, came
from Clifton, N.J. She had studied for two years with Madame Ksenya Vasseno who at
one time was an opera singer in Moscow and Madrid.*

Andrew Kuriplach (1903-1988)*” also made recordings for Poprad at the very end
of the 1940s. He came to Americain 1921 and settled in Brooklyn, N.Y., where he had his
own orchestra from 1923. The orchestra not only played at weddings and other celebra-
tions but also recorded Kuriplach’s own compositions on records. The first recordings of
this music were played on the radio (in the 1940s) and later Poprad prepared them for
mass production. Kuriplach and his orchestra recorded a series of Lemko songs, music for
dancing, as well as Polish, Czech, and Slovak music.

When Poprad ceased advertising its recordings at the beginning of the 1960s, John
Gotch (b. 1930) made his appearance in the immigrant Lemko musical world, producing five
records by 1973 under the label John Gotch with Orchestra. Upon arrival in Canada in 1949,
his father enrolled him in the Conservatory of Music in Toronto. He first studied violin, but
eventually switched to clarinet, and later also studied saxophone. He made living as a musician
by playing with various Big Bands and at nightclubs. He also continued his musical education
in modern harmony and composition, and wrote and arranged music. As a studio musician for
Arc Sound Records he played on many recordings, ranging from modern Big Bands to various
ethnic recordings, including Polish, Slovak, and Ukrainian. He began his own career with two
recordings cut in 1961, the first of which Veseli Pisni Ukrainy (ARC Records A549), intro-
duced several Lemko songs. A year later Gotch recorded with the group Verchovina Trio:

— Podorozh po Lemkivshchyni/Tour of Lemkovina (Mars Records M101), and
— Lemkivs'ki Pisni i Tantsi/Lemko Songs and Dances (Mars Records M102)

These recordings were released though his own recording company Mars Records.
Mars was established with the financial help from his father (who also encouraged him

206) N.A. Tsysliak, “Pisny y muzyka nashoho naroda,” p. 137.
207) N.A. Tsysliak, “Pisny y muzyka nashoho naroda,” p. 137-138.
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to release Lemko music) because no recording company showed interest in producing
Lemko records for what was considered to be a small market. Gotch renewed his record-
ing activity in 1989 and over the next seven years made four cassettes that included several
Lemko compositions. Most of his recordings are now available as homemade CDs.

Also appearing in America were recordings of “professional folk musicians and

singers” made in Eastern Europe, such as:

— Ukrainian Lemko Wedding Songs and Dances (Apon 2626);

— The Verkhovyna Ensemble with Lemko Soloists, Ukrainian Hutsul and Lemko
Songs (Apon 2627); and

— The Dukla Song Ensemble (singers: Maria Machoshko, Elena Anitalova, Rudolf Smoter,
Maria Martonova, and Ivan Pigyla): Ukrainian Lemko Folk Songs and Dances (Apon 2628).

Older recordings were also tapped. First to be reissued on an LP record was Shkim-
ba’s Lemko Wedding. The film Lemko Wedding (1965), in which the previously mentioned
Rudawsky and Chelak appeared as village musicians, along with Petro Hrinenko®®, was
also re-made, this time in color and with sound. Later the recordings of the Bratia Holu-

tiaky-Kuziany and Samuil Pilip were included in two collections:
— Ukrainian Village Music: Historic Recordings 1928-1933 (Arhoolie CD 7030)**” and

— Ukrainian-American Fiddle Music - The First Recordings 1926-1936 (two LP set,
1977, Folkloric Records 9015).21°

The recording of Barna and Potochak under the name Ukrainian Village Orchestra
(Ukrainskyi Trisak, originally recorded on Col. 27339-F in 1933) and the Polish recordings
of the Holutiaky-Kuziany under the name Wiejska Czworka Bracia Kuziany (Sztajer z Géry
Baraniej, Col. 18336-F, 14 June 1929) were included in the collection called Spiew Juchasa/
Songs of the Shepherd: Songs of the Slavic Americans (New World Records NW282, 1977).!!
The recordings of Stefan Skrabut i Jego Chlopska Orkiestra: 7 pod Krakowem na Bloniu
(originally on Col. 18362-F) as well as Okrgznym, recorded by the Polska Orkiestra pod Bialym
Orlem with Shkimba participating, were included on the disc Polish Village Music: Historic Pol-
ish American Recordings, Chicago and New York, 1927-1933 (Folkloric Records CD 7031).2"2

When it seemed that traditionally arranged Lemko music had completely left the
musical scene, Stefan Chelak and Theodore Rudawsky, a former President of the Lemko

208) Credits to the film include Petro Szypak, but according to Theodore Rudawsky, Szypak was not present over the
single weekend when the filming was taking place.
209) Allof the recordings on this disc are available at http://www.arhoolie.com/titles/7030.shtml; accessed 10 May 2008.
210) The text accompanying the record and several recordings (including both Lemko ones) are at
hetp://www. lemko.org/lih/music/surma.heml; accessed 10 May 2008.
211) The text accompanies the disc: http://www.newworldrecords.org/linernotes/80283.pdf; accessed 10 July 2007.
212) Al the recordings on this disc are available at http://www.arhoolie.com/titles/7031.shtml; accessed 10 May 2008.
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Association, and Nicholas Kaminsky, born in Posada Jasliska, recorded twenty-six in-
strumental pieces in traditional arrangements. This happened on July 20, 1981 and was
a musical get-together performed for pleasure, although some say that the recordings
were intended for Capitol Records, but only an audio cassette of this gathering has sur-
vived. Included among the works recorded was Veselyi Odyrekhivskii Tanets, once played,
as Chelak announces on tape, by the Bratia Holutiaky-Kuziany.

Subsequently Lemko folk music was no longer recorded in America. Groups from
Europe playing modern arrangements of Lemko folk music appeared on the scene, similar
to what was taking place among the Lemkos in Poland. It is worth adding, however, that
in the end traditionally arranged Lemko folk music not only did not die out but continues
to be recorded in Poland. In 1985, Tomasz Traczyk managed to record thirty-six songs
acappellain thevillages of Swigtkowa Wielka (Wasyl Bawolak) and Polany (Maria Buriak).
One can now sample these on the Internet even though they were never commercially re-
leased.?"” In 1985, in Bielanka a recording session took place in the home of Jarostaw and

Stawek Trochanowski, who were accompanied by Stefan and Lidia Stefanowski, which
was issued later on an LP as Lemkowie (Poljazz PS] 144, 1985).21

Choral ensembles, so popular among the Lembkos, also appeared on the scene dur-
ing the 1980s. On May 25-26, 1986 a concert was recorded at the Cracow Philharmon-
ic that included the ensembles Eemkowyna and Ostawianie, Pofoniny-Piesni Eemkdw
i Bojkéw (Poljazz PSJ 163). In addition, separate recordings were made by Eemkowyna, Zespdf
Lemkowyna: Lemkos’ Folk Music (Polonia Records CD 112, 1997) and Ostawianie, Zespst
Ostawiany: Ukrainian Folk Music (Polonia Records CD 114, 1997). This includes also the
Ukrainian ensemble Lemkovyna Spivaie Lemkovyna (Melodia S30 23677 005, 1987). Added
to these in the 1990s were the recordings by the groups Kyczera from Legnica, Poland

— Piesni Lemkow: Tsne mi sia za tobom (CDKR 001, 1998),
— Za Horamy, za Lisamy: Piesni Lembkow (2003),

Studen’ka, from the town of Kalush in Ukraine, Spivaie “Studen’ka” (audio cassette
2001), and the children’s group Wereteno from Losie in Poland, Le-Tilky (2003). The
recording of smaller traditional groups also continues:

— Lemkowska kapela od Komariczy (Polish Folk Music v. 10, Polonia 188, 1998);
— Kolekcja Muzyki Ludowej Polskiego Radia: Mniejszosci Narodowe i Etniczne w Polsce cz. 1.

Traditional solo a cappella recordings of Lemko songs were also done in 2001 in
Marinopol’ and Ivano-Frankivsk in Ukraine. The soloists included were Emiliia Havrysh

(b. 1931 Tylicz), Liuba Pavlyniuk (b. 1938 Tylicz), Paraska Pushkar (b. 1923 Tylawa),

213) heep://www.ia.pw.edu.pl/~teraczyk/lem/lem_e_mp.html; accessed 10 May 2008.
214) All the recordings from this record are on: http://www.folk.pl/ - see Czarne krazki; accessed 10 May 2008.
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and Anna Davydova (b. 1934, Krynica). They are included on the CD Karpatiia: etnich-
na muzyka Ukrainy (Karavan KSD 170, 2003) along with traditional Boiko and Hutsul
recordings.
A significant number of new ensembles is now promoting Lemko folk music including
— Serencza, Z Hir i pid Horu, (audio cassette 2000), Pid Oblaczkom (CD, 2004);
— Okmel, Lemkowski czardasz, (2003),
Some of these groups are composed completely or partially of Poles, such as:
— Drewutnia, Hetaj Hetaj (audio cassette 1998); Hojaja Szubaja (1999); 1 od sie - I do sie (2001);
— Werchowyna, Krynyczertka (Zacisz/Sonic SON 120, 1999);

— Orkiestra pw. $w. Mikolaja, Muzyka gér (audio cassette 1992); Kraina Bojnéw
(Orange World Records OWCD002, 1998), and the duet

— Wiosna, consisting of Lemko and Polish members, Agnieszka Korobczak i Dorota
Yagddka, Posered Zelenykh Dorib/Posréd zielonych drég (2000).

Modern arrangements of Lemko folk music are also being recorded (Anichka,
Oscar, Chwylyna, Duet “Chervone ta Chorne” from Zhytomir and others). Particularly
interesting, however, are the solo recordings of Bogumita Tarasiewicz (mezzosoprano),
Pid oblaczkom jawir pochyleny: piesni temkowskie (2005 Lubuskie Biuro Concertowe
CDO001); and Julia Doszna :

Taam na Lemkovyni (Towarzystwo Karpackie, CD 01, 2000);

Z kolgdami po Karpatach/Z koliadamy po Karpatach (audio cassette 1994);
Choho plachesh (CD 02,2002), and

Immigrant/Emihrant (CD2005).

Conclusion

After 1930 the creation of Lemko recordings can be divided into two periods. From
1930 to 1965 a refocusing of American made recordings took place. New groups came on
the scene; however, the production of records began to wane. After 1965 almost no new
Lemko recordings were made in America but European recordings began to enter the
marketplace. The second period continues to present time and is characterized by prepon-
derance of recordings made in Eastern Europe, especially in Poland. This new initiative
has created a reawakening in the popularity of Lemko recordings among the diaspora and
continues to keep beautiful Lemko musical tradition alive.
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1. 3axiprsa Kanaa, movarksr XX cr. Beciast emirpanris 3 Kapmar.
1. Western Canada, early 20™ century. Wedding of immigrants from the Carpathian Mountains.

2. 1910, Crap Axankums, [Tencnaserst. Ipyna Pycuaxis i Caosaxis, Huxonait Byusina Ha 6y6mi.
2. 1910, Star Junction, Pennsylvania, Rusyn and Slovak immigrants, Nickolas Buchina on drum.
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3.

162

Oapexosa 1918 p. Beciast moroast Boskosuru. (1) Isan Maitaux (sp. 1889); (2) M. 3unbo; (3) Isan 3srux; (4)
Credan Llynpux, apyrst ckpumnxst; (5) Muxaa “no [erpn” Lynpux, 6y6ens;, (6) Tamanbcxiit 3 xerom; (7) Muxo-
sa Tariko 3 5xenom; (8) man Moaoauit Bokosud 3 Moaoaom; (9) crapocra [san Qepax.

The Lemko village of Odrzechowa, Poland, 1918. Wedding of the Vovkovyches. (1) Ivan Maichyk; (2) M. Zyn'o,
violin; (3) Ivan Ziatyk, clarinet (4) Stefan Tsupryk, second violin; (5) Mykhal “son of Petro” Tsupryk, drum (6)
Taman'skii with his wife (nee Cymbala); (7) Mykola Hatsko with his wife; (8) the groom Vovkovych and his bride; (9)
the elderman/starosta of the wedding Ivan Fedak.
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[Tepma 36ipka ACMKIBCKBIX CBIIBAHOK AASL €MITPaHTIB
B AMepuii.

First compilation of Lemko folk songs for Lemko
immigrants in America published by Van'o Zapeka in
New York, 1920.
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5. 26-oroxoarHst 1926 poxa rpyra Aemkis niepeacrasraa Aemxieke Beciast B KaiBaeral. Yersepruit 3 aisa croir Huxoaait Lincasix.
5. Cleveland, October 26, 1926, a wedding reenactment staged by a group of Lemkos. Nicholas Cislak is fourth from left.

LIETUVISKI
REKORDAI 163

(Vietor Lithuanian Records)
Orthophonic Recording

GENERAL CATALOG

1930

—
"VICTYHL TALKING MACHINE DIVIEION. Tadio-victor Corporation of Americs, Camden, X. J. |
Ferm No. 1398 UHA—JT8—-Printed tn 1. £ A

6. Karanor autoBcksix Harpass ¢ipmst Victor, 1930 pik.
6. Victor’s General Catalog of Lithuanian Records, 1930.
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7. Ilredan Mxumba, orews mepuwoli AeMKIBCKOI
IABITBL SHUMKA 3 KiHIis1 30-ThIX POKIB.

7. Stefan Skimba, father of the first Lemko record.
Photo from the late 1930s.
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8. ITasao Bacuaen 3 [Teperpumxer. Foro opxectpa B
1930 poxy npurpusasa Mapii [oryapuk B Harpario
Padio 3 Kapnam, va Columbia 20220-F.

8. Pavlo Vasylets from the Lemko village of
Pielgrzymka. His orchestra accompanied Maria
Honcharyk in recording Radio z Karpat [Radio
from the Carpathian Mountains] released as
Columbia 20220-F
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10.

10.
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JNNEMHROBCHIW HAPOJHbIU APTUCTLI, OTCITEBABLUIN
M OTOrPABLUIW NEPBbIM NIEMKOBCKIW PEKOPAD
"IEMKOBCHE BECH/1A"

1928

Cw npasoit eroponst na abpo eroars: Credant Ilsmwia mer Boaomna,
crapoeta 1 menaukepn: Esgorin lomma was Kopoaesst Pyeckoii, moaoquma;
Posaais Budeas nas Bannupr, esamska; Herpo Tyipa uan Posabasi u Baibo
Batpaauss nen Teaseer — MysuikantTe! na ryeaaxs, n Baumso fexewt man
Bojakosr — MY3bIEaHTH Ha (acaxs.

Lemko performers who have just finished a new record — Lemko Wedding. From right: Stefan Skimba from
Wolowiec, the elderman in the wedding and the manager of the project; Evdokia Dolina from Krélowa Ruska, the
bride; Rozalia Bybel from Banica, the singer; Petro Dudra from Rozdziele and Vanio Vatralik from Tylawa, fiddle play-
ers; and Vanio Zhelem from Bodaki, the bass player.

165

Ilregan [kmmba (1) B Pyckiit Bypci B Topanpsix 10-ro mast 1938 poy. [Tpu mnm ciur Spocaas Cpokano (2) kyas-
TypHUIT | oAiTHaHMt ALt cepes Aemki nepes 1939. Brasanbr cyr ik IlIredan 3abascxii (3), 30 cena Cxsiprae, i
Awo6omup By6msx (4) 3 BarterHoro, ipaBAomoi6Hi €ACH 3 AeM ABOX IIIIBI KbIIOUBIX GypCakis.

Stefan Shkimba (1) at the Rusyn Boarding School/Ruska Bursa in Gorlice, Poland, 10 May 1938. Sitting next to him is
Taroslav Siokalo (2), a cultural and political activist among Lemkos before 1939. Among other identified persons there is
Stefan Zabavskii (3), from Skwirtne, and Lubomyr Bubniak (4) from Wapienne, probably one of only two students who
are still alive. [aroslav Siokalo (2), a cultural and political activist among Lemkos before 1939.
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NMEPBbIH PYCCKIH MY3bIKA/IbHbIH LUTOPD
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J. M. TATKO,
The Horn Music Store

9731 Jasper Ave., Edmonton, Alta.
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pbIH OTKPbLINE AHCKPUMD M KeH-

AM LWUTOPD.

3axonTe 1O CBOr0 pPYCCKOTO

yenosbka:

S. FEDORCHAK

2 KULIK ST. CLIFTON, N.J.
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- Ba waw s Tocrund, aam. Tammos,
TG110  Myms Mowm 88 «..ovvinn o
" K ferm e " .
15008 Ha eravers g0 Mowess, vaem 1 ¢
B IL Prapors, M. Mumuws, Kils Popomye, Ams Pypaas
15108 Temmswcan sapyunnm, wecns 1 u 2 o O [lazutn Ko
15087 JNewnoscae mechan, wacn 15—14 . 0. Mizawds Ko
o 0. [Maxwiia Ko,
wechan 0, UL A,

aens 1. 0, Mlenmis 1o,

Teve woan & nins fiops, wen 1
15502 Cgpaxiscamed Taness
" s Beem, maem .

HARAYHUIIA PYCOKIA NAACTHHKNA,

15130 Jpwenymes

= B mapy fuas so Sechiymed — Havmcw snmmesa
15021 Jwk Twemagu
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15018 Yaxorza

® Eaxs Ha Vopad Kasmen Havemus [lresumuas
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ALBERT BALUCKI
80T Jefferson Avenue Cleveland, O.
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Bechaw BL CTApOMB Kpaw —
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Usirancke Bechas.
(Koaymbin)
20212 Usirancke Bectas w. 1-2
C. Wikumba W ULrAHCKAa OPKeCT.

20207 Umrancke Bechas w. 3-4

C. llikumba W UBIraHCKAa OPKECT.

20201 My3sbika Baoew w Baosa

KOCHTH TNPOCHTS

C. IWkumba, opkectpa [lynpsi.

20197 Jlemkopckid Kepmeurs
u, 1=2

C. WikumbGa, oprecrpa MoTouaka

20188 JlemkoBckH Beumpku
4.1—2
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S. SHKIMBA
69 Bedford Ave.
Brooklyn, N.Y.

11, Pexasvbr AeMKIBCKBIX TIABIT 3 AMEPHKAHBCKBIX 1a3€T /eako inﬂeBﬂ, 1929.
11. 1929 ads for Lemko recordings in the American newspapers Lenzko and Pravda.
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12.  Poaude MOAOAAT i MOAOAATA 3 aMepH-
Kanbckoro diasmy “Aemkiseke Becias” 3
1929 poxy.

12. Parents of the wedding couple and the
newlyweds from the silent American-
made 1929 film “Lemko Wedding”

OTONOWEHRIE

W3BBIUAEMD ‘IEGIHY, NYBANRY, WITO AEMOHCTPA-
LI JIEIIHOBCHOPI SUNbMBI

IEMKOBCKE BECHAR 169

NPHOCTAHOBAGHO Ha Yach oB, Beauxoro Mocra w wro wma
Aanoumpnqln -80300HOBHTCA aMb NO cnaran flacxu.

®nasma JI. Beckan ects 3po6aeHa TOALKO oaHa M Mbl He MO-
MeMb OTAABATH JO DEHTY NPHXOAAMD, AKb MHOriW mpocats, 13- Pexamvas 1930 poky ivoro giemy
Tomy To npocume nomaaTH, 60 Mbi 3aiigeMs o !cin mheTue- “Aemxipexe Becias.”
aoc'roil Tae Iliw‘rl. Hawu Jlemuu.' 13. Anad from 1930 promoting the silent
motion picture “Lemko Wedding,”
nmmnial\ ' Michael Duzey and Stefan Shkimba
i 1!—. B. Mlﬂm " GTEQljﬁa mHHHEA- producers.
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Espoxis Aoanna 3 Kopoaesu Pyckoit, mosoantis B 1928 poni Ha masrrax I ITkum6s1 i cpauxa B ¢piasmi [Hkim6s1

“AemxiBeke Beciast”. Posaais BeiGeas 3 banuni, lopannxoro mosiry, cawxa i Maty Ha mabitax i cBamka B $iabmi.
Evdokyia Dolyna from the Lemko village of Krélowa Ruska, bride in Shkimba’s recordings and the principal singer in
his 1930 film “Lemko Wedding.” Rozalyia Bybel from the Lemko village of Banica, principal singer and mother in the
recordings and principal singer in the film.
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Connctin kadegpanbioro xopa Bb Hbio lopwb, nHacnbeaBwin Ha peropabl Bb
ayetb m xopanbHo HbCKOAbHOHAAUATL UEPKOBHBIX® nbcHONbHIN W HADOAHBIXB pyC-
CKHX®b nbceHb noag®s pykoeoacTeoms B. M, Mnaguka, Croats: EBa Liopuks (ansTh), 171
B. M. Tragnks u Auwa [fpaub (conpans). Cuantn loawwa Kapaakb (aneTs),
NpUHUMaBWAA YyvyacTie Bb HacnbBaHilo nemKoBCcKuXxb nbcews «Oif Bepwe moi

Bepwe», «3a ropamn 3a abcamu» n gp.

15. Leading choir singers from New York city’s Orthodox cathedral who in 1928 under Victor P. Hladick’s leadership,
cither with a choir or solo participated in cutting several records which contained religious or Lemko folk songs.
Standing is Eva Tsiuryk [alto], Victor P. Hladick and Anna Dran’ [soprano], and sited is Anna Karlak [alto].
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16. Kpunnus, 1930, aemxieka ayxosa opkectpa. (1) Emigan Aposrsx (Nikifor Krynicki), (2) Anapiit Ipomocsx,
(3) Terpo Buckyr, (4) Muxaa Buckym, (5) Asexcanaep Ipensi, (6) Teosuit Tkauux, (7) Isan Buckym, (8) ITasea
Bucaouikiii, iH4bI He3HAHBL

16 'The Lemko village of Krynica, Poland, 1930. Lemko band made up of wind instruments. (1) Epifan Drovniak, later
known as Nikifor Krynicki, a world-renowned naive artist, (2) Andrii Hromosiak, (3) Petro Byskup, (4) Mykhal
Byskup, (5) Aleksander Hreniak, (6) Teozii Tkachyk, (7) Ivan Byskup, (8) Pawel Wislotskii, others unknown.

NN

17. Pycxiit Ayxouit Opkectp B Kpurnui, 1931. (1) Mirxaa Kpurnuxist, (2) Aaexcuit Ipomocs, (3) Ierpo Kpusniiit, (4) Tom-
xo 3asuniit, (5) [ Tasea Ipersk, (6) Meroantt Tpoxanoscxiit, (7) Korcranps Tpoxanoscka, (8) amsko Typox, (9) Acadar
Topomax, (10) ses., (11) Auapuit [pomocs, (12) Codpon Baramax, (13) Enigan Aposssx/Nikifor Krynicki, (14) Arrorn
Kycux, (15) Anron Ipers, (16) Muxura Ipomocsix, (17) [erpo Bucikym, (18) Murxaa Ipa6, (19) Credan Tumypa.

17. Rusyn Wind Orchestra in the Lemko village of Krynica, Poland, 1931. (1) Mykhal Krynytski, (2) Aleksyi Hromosiak, (3) Petro
Krynytskii, (4) Tomko Zavytskii, (5) Pawel Hreniak, (6) Metodyi Trokhanovskii, (7) Konsatmntsyia Trokhanovska, (8) Pan'ko Turok,
(9) Asafac Horoshchak, (10) unk, (11) Andrii Hromosiak, (12) Sofron Vatashchak, (13) Epifan Drovniak / Nikifor Krynicki, (14)
Anton Kusyk, (15) Anton Hreniak, (16) Mykyta Hromosiak, (17) Petro Byskup, (18) Mykhal Grab and (19) Stefan Tymura.
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QUTING AUG 1933

18. Vonkepc, narpans 3 1933 poxy. Oapexossine: (1) Huxonait [Totouax (2) Isan Cepaunckii, (3) Credan Cxpobana,
(4) Teoaop Maitabik, 3 Tppoma Gparanu Peapbix 3 mpasoit crpans (5) Aykad, (6) Aasipo, ersepo Bparis [oayrsixis
“KysstHiB,” KOTpBI rpaAr Ha KASIPHET], CKPUIILL | KOHTpabaci.

18. Yonkers, New York, an outing in 1933. Immigrants for the Lemko village of Odrzechova (Odrekhoviane): (1) Nicholas Potochak, (2)
John Serdynski, (3) Stefan Skrobala, (4) Theodore Maichyk, with three Fedryk brothers on the righe, (5) Lukach, (6) Lazirko, and four
of Holutiaky “Kuziany” Brothers, whose band distinguished itself with recordings using clarinet, violin, second violin, and bass.

Setrad = - | a1 = L4 ] vl
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19.  Kpunnns, 1934, (1) Auapuit Ipomocsx, (2) Awron [persk, (3) Aemxo Ipomocsik, (4) [Tasro Aaspux, (5) Credan Kpaitnsix, (6)
Teosmit Tkaun, (7) Caasxo Ayrasa, (8) Anron Aaspu, (9) Ceman Bosuax, (10) Terpo Crapumax, (11) Isan Iypeit, (12) Ipan
Kperean, (13) Murxaa Ipa6, (14) . Porteryki, (15) Terpo Buckyn, (16) Credan Tiamypa, (17) Opecr Ipersik, (18) Asron Qireas.

19. 'The Lemko village of Krynica, Poland, 1934. (1) Andrii Hromosiak, (2) Anton Hreniak, (3) Leshko Hromosiak, (4) Pawel Lawryk, (5)
Stefan Krainiak, (6) Teozii Tkachyk, (7) Slavko Luhaza, (8) Anton Lawryk, (9) Seman Vovchak, (10) Petro Staryshchak, (11) Ivan Hurej,
(12) van Krehel, (13) Mykhal Grab, (14) Mr. Ropecki, (15) Petro Byskup, (16) Stefan Tymura, (17) Orest Hreniak and (18) Anton Figel.
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20. Topanui, 1935. Auncambas 3 TAaAMIIOBa, A cyT i yaensl 30 CvepekiBris. (1) m. SIpr0BcKiit — roaoBa aHCamMbAIO.
20. Gorlice, a Polish town just north of the Lemko Region, 1935. A folk ensemble from the Lemko village of Gladyszéw,
with a few members also from the Lemko village of Smerekowiec. (1) Mr. Tadlovskii — director.

21. Beciast B Brcosii, misHBI pOKBI TPHALICTHL

21.  Aweddingin the Lemko village of Wysowa, Poland, late 1930s.
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22.  Kaapuuns, 1930-1s1 poxst. Becias ITuanma Aemjaxa 3 Mapuiiom.

22. The Lemko village of Kalnica, Poland, late 1930s. Wedding of Pylyp Leshchak and Maria.
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23, Tuasosa, 1937. Mosoanyst Esa Iepenvax (TpPXMaT Gyxer) i SIxpiv Apanraak. 3a MoaoapIM oTer; Mosoauwi [ Tredan Teperuax.
Tepea MoroapiM ciaur A06pi sHamit Mysbixar, [puw Kir s Kavstrker.

23. 'The Lemko village of Tylawa, Poland, 1937. Wedding of Eva Herenchak (holding bouquet) and lakym Adamchak.
Behind the groom stands the bride’s father, Shtefan Herenchak. Seated in front of the groom is a well-known violin
player, Hryts Kit from Kamianka.
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24. Participants in a stage play “Lemko Wedding’, members of the NY City Lemko Club. (1) Stefan Gotch, (2) his son Michael
Gotch, (3) Nicholas Gotch, Stefan’s brother, father of Theodore Gocz from Zyndranowa, (4) Mary Fitzula Sudia, (5) Anna
Fitzula Lisachok, (6) Maria Putunia, (7) Mary Chiupashko, (8) Oren Malenczak, (9) Mary Wasenda, (10) her husband, Vasyl
Wasenda, (11) Sam Malenczak, (12) Ms. Koban, (13) Ewa Kyrpan Kawoczka, (14) Sam Kedala, (15) Anna Kuchta, (16) John

Larentowicz, (17) John Biley, (18) John Wanca from Zyndranowa, (19) Mt. Koban, (20) Mr. Scemnicki from Kamianka.
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25.  Bopobaux Kopoaiscxuit, poxsr 1930-te1. Ciabeksr mysbikantsr: (1) Ha caxceoni Isan Asnaa, (2) FOctun lepasx Ha
OyOHaXx, {HIbI HC3HAHBL.

25.  The Lemko village of Wrdblik Krélewski, Poland, late 1930s. Village musicians (1) Ivan Landa on saxophone, (2) Yustyn
Gerlach - drums, others unknown.
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26.  Bopobank Kopoaibexiit, poxst 1930-1s1. CiabcKbI My3bIKAHTBL

26.  The Lemko village of Wr6blik Krolewski, Poland, 1930s. Village musicians.
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27. Bopobank Koponisekiit, poxst 1930-1s1. Becias. (1) Ipuropeit Typkoscxiit — mpodecop Asisckoit Koncepsaropii.
27. A weddingin the Lemko village of Wréblik Krélewski, Poland, late 1930s. (1) - Professor of the Lviv Conservatory,
Hryhoryi Turkovskii.
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28. Boryma, pokst 1930-1b1. B cepearni ciasr csimennnk Aaexcanaep IBarosird 3 xerom FOaifiom.
28. The Lemko village of Bogusza, Poland, 1930s. Seated in the center is Father Alexander Ivanovych with wife Iuliia.
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29. Tlocapa caucka, poxst 1930-s1.
29. 'The Lemko village of Posada Jagliska, Poland, late 1930s.
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30.  Bopobanx Kopoaiscxiit, 1940. Ciabcksl My3bIKaHTEL
30. ‘The Lemko village of Wréblik Krélewski, Poland, 1940. Village musicians.

31.  Boarymosa npu Privanosi 3aporo, 1942. (1) [Tapackesa Xowmxo, (2) Credan aparyc, (3) Ipan Taparyc 3 3asaaxst
Pomvaniekott, (4) Asexcuit Maxkcivosi Ha 6y6ri (mpomaa B kommeTpatmitabiv Aarpi Asisin  1944), (5) Anna Aparyc, (6)
Mapist Xan, (7) Sl Laparyc (Bp. 1937) (8) Mapist Bypaaim i Hiverrxot BOstkb! KOTpBI 3pOOHAM SHUMKY.

31. 'The Lemko village of Woltuszowa near the city of Rymanéw Zdrdj, 1942. (1) Paraskeva Khomko, (2) Stefan Harahus, (3) Ivan
Harahus from Zawadka Rymanowska, (4) Aleksyi Maksimovich on drum (died at Auschwitz-Birkenau Concentration Camp in
1944), (5) Anna Drahuz, (6) Mariia Khar} (7) Jan Harahus (b. 1937), (8) Mariia Burdash, and German soldiers who took the picture.
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32. Kpunnus, 1944. (1) Aw6a Iypeit, (2) Teosop Iypeit, (3) Meanis AstBpuK , iH4BI He3HaHBL.
32. 'The Lemko village of Krynica, 1944. (1) Luba Hurej, (2) Teodor Hurej, (3) Melania Lawryk, others unknown.

33. onxepc, misanit 1945 pix. Qamiaii Tordapux i Baasuasx cstxyror noBopor s Biitbl 4acHiB Thix poaut. Ciaut Tpets 3

AiBoit Mapis Toruapuk 3 Tepsxis.
33. Yonkers, New York, Lemko Hall, late 1945. The Honcharik and Wandzilak families honor the men of their families who
returned from the war. Bottom row, seated third from the left is Mary “Maria” (Geriak) Honcharik.
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Tel. EVergreen 9-5578

Music for all occasions

NEPBOPSA/IHbIVI OPKECTP
HA BECLJISI U 3ABABbI

AHAPEA RYPUTINAXA

BPYKJIMH—HbIO NMOPK

MoxxHo mnoayunth 10 pexopaoB .
“MONPAJL” =
;
G

Anapess Kypuniaaxa B u3aarenbCTBi

JleMKOBCKbI:
309 Muaoro s maira — Y Kapnarckom Kpaio.
310 3acmyyena Matu — CoJuHue.
311 MuvakoBupt — Pano. -
312 B mato — Y Kapnatckom Kpaio,
125—127—129—131 — CrapokpaiicBa My3biKa, NOJbKbI M HapAalibl.
[Mombeka: 317 — BeicTphl ouka — [lysaBcKuil o6epoK.
Yexo-CnoB.: 322 — dusaouka — Mujaa 3acrapaxa.
Ilina kawnoii pexopant $1.00.
ANDREW KURIPLACH

52 Clay St. Brooklyn 22, N. Y. |
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34. Pexasma s 1950 poxy.
34. 1950 advertisement promoting new Lemko, Polish, Slovak and Czech recordings by Andrew Kuriplach, released on the Poprad label.
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35.  HesHaHb! ACMKIBCKBI MY3BIKEL

35.  Unknown Lemko musicians.
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36.  Xoinis npu Aeranuy, 24-r0 xorHa, 1949 p. Becias ITerpa Tofirsixa, posom 3 Hosoit Beci i Mapui Ipuierisix, poaon so I11as-
Huka. Ha Beciato rpasa xareas ... [Terpa Toftrsixa! Tlerpo Jofirsk mpoBasma 10Ty KareAby AOBIIHIT 4ac, IPEBUHYAO CS1 TIPE3 HIO
napyaecsr oci6. Oa MOYaTKy AO KiHLis B KarieabH rpas, kpim [ Terpa, Muxas Onecorei (nepumii 3 Aisoit). [LIar06 MosoasTanm
Aasaa cBsiut, Credan A3106Ha, AKui1 Ha TOTY YPOUKCTICT puixas 3 Bapraser.

36.  The town of Chojndw near Legnica, southwestern Poland, 24 October 1949. Wedding of resettled Lemkos, Petro Hoiniak,
born in the Lemko village of Nowa Wie§ and Maria Hrytseniak, who was born in the Lemko village of Szczawnik. The band was
that of Petro Hoiniak himself! Petro led the band for an extended period of time, and through its ranks passed many musicians.
During ts existence, other than Petro, the other permanent musician was Mykhal Olesnevych (first from left). The marriage
vows were officiated by Father Stefan Dziubyna, who came to the ceremony from distant Warsaw.

37 1950. Aicery pu Aernmii. boprrsincka Kareast. Op aiba: 6parst ITasao Kyssix i [Terpo Kyssik, Teoaop Bopo6eab coir ITasaa,
Teoaop BopoGeas com Labka, IBan TopGass.

37.  Thevillage of Lisiec near Legnica, southwestern Poland, 1950. A band made up of resettled Lemkos from the Lemko village of
Bartne. Brothers Pavlo Kuziak and Petro Kuziak, Teodor Vorobel (son of Pavlo), Teodor Vorobel’ (son of I'ko), Ivan Horbal!
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38. 1951, Ienris npu Bpowaasio. Becias Mapui i Isana Kysmura. MysuianTsi 0a aiBa: Tato Mosoaoi IBan Saroscxiit, Mipko
Saaosexiit, Mixaa Sasoscexiit i Credan ansoscxiit, poaom 3 ceaa Poscraiine. [octn 30 ceaa Poscraiine i Boaoserr.
38. 1951, Pengdw near Wroclaw. Wedding of Ivan and Maria Kuzmycz. Musicians, from left, Ivan Jadtowski (brides father), Mirko
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39.  Becias Ha Bucoxiit, mos. Awo6in, Ha modarky 1950-bix pois.

39. A Lemko wedding in the village of Wysoka near Lubin, southwestern Poland, early 1950s
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40. 1960, Posada Jasliska. Beciast Mapu 1 @ap6aren,.
40. 1960, Posada Jasliska. Wedding of Maria Farbanec.

184

41, Aocst, 1962. Karreas ,Poma” 3 3unapanoss B uaci nepuoro Ornsiay Koaexrusis.
41. 'The “Roma” Band from the Lemko village of Zyndranowa, Poland, during the Ist Ensemble Festival in the Lemko village
of Losie in 1962.
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42, Typaxsr KOTPBI IPUTPHBAAN B AMEPHKAHBCKBIM isbMi AeMkiBcke Becias (1965), 3 aisa: [erpo Ipunenko na 6acax, a Ha
rymasx Isan Yeaax i Teoaop Pyaancxii, 3 sxenavi. Momxepc.

42.  Musicians who appeared in the American-made film Lemko Wedding (1965), from left: Petro Hrynenko, Ivan Chelak,
and Theodor Rudawsky, with their wives. Yonkers, New York, Lemko Hall, 1965.
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43, Biasmxa, 30 xeireit 1981 poxy. Pernervmmst ancambtato “Aevxoima’”. Crostr oa isa: Ipocaas [opomax, Baasex Topowa, Terpo
Kaprisix, Anexcaraep Koarko, Teoaop Tou. [ Tormre jvara: Tanrma Aerapa Asamstc, Mapist Aispk, Meaars [Tupy Tarpn, Aro6a
Cranpcra Tk, Mapist Qentai [lerpo Tpoxarosexiit. [paror: a rpv6asax — Arapiit Maserkiit a v rymasx Credan Credasiperiit.

43, 'The Lemko village of Biclanka, Poland, 30 April 1981. A rehearsal by members of the ensemble “Lemkovyna” Standing in rear
from left are Jarostaw Horoszezak, Whadek Horoszezak, Piotr Karpiak, Aleksander Koltko, Tedor Gocz. In the middle are
Halina Lenard Adamiak, Maria Didyk, Mela Pyrez Tacyn, Luba Skalska Galezyk, Maria Fecica and Piotr Trochanowski. On
instruments: Andrzej Matecki - tsymbals and Stefan Stefanowski - violin.
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