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“Oy Verbove Koleso”: From Hutsul Vesnyanka Tradition to an

Orff-Schulwerk Model
Viktoriya Kumhyr-Novak

“Elemental music is never music alone, but forms a unity with movement, dance and speech.”
(Carl Orff)

Introduction

One of the key principles of Orff-Schulwerk is its connection to local musical traditions. In
every country, Carl Orff’s pedagogical system acquires its own character through national
folklore, in which natural forms of elemental music-making — the unity of movement,
rhythm, speech and collective action — are preserved. Within the Ukrainian tradition,
children’s folklore and vesnianky (spring ritual songs) represent especially valuable
genres in this context. In both, music does not exist separately from movement: singing
is inseparable from play, gesture, stepping, dance and circular motion. According to
tradition bearers, a vesnianka performed without movement ceases to function as a
ritual action and becomes merely a song. Thus, movement is not an additional element
but the foundation of musical experience itself.

Similar ideas may also be found in Ukrainian music-pedagogical traditions. Already during
the period of Kyivan Rus (medieval East Slavic state centered in Kyiv), music was embedded
in religious and educational practice: compulsory singing, instruction led by clergy using
cheironomy (hand signs) to internalize melodic motion, and children’s participation on
instruments such as sopilka (folk flute), horns, gusli (violin), and percussion. Music
accompanied games, dance, and communal activities, shaping an experience in which
sound, movement, and community formed a unified whole. Thus, Ukrainian musical culture
early developed at the intersection of folklore and pedagogy as an embodied, social, and
creative process.

Mykola Lysenko was among the first Ukrainian composers and educators to address
children’s music education systematically. Mykola Leontovych, in his “Musical Literacy” %,
emphasized the primary role of rhythm and collective music-making. Vasyl Verkhovynets®* —

% Mykola Leontovych was a composer, author of the world-renowned “Shchedryk,” and a distinguished
pedagogue-methodologist. In his work “Music Notation” (1919), he substantiated the primacy of rhythm as the
foundation of musical thinking, drew on the ideas of eurhythmics developed by Emile Jaques-Dalcroze, and
integrated music education with movement, collective music-making, improvisation, and
imaginative-associative thinking (notably through his original seven-colour pitch system). The textbook existed
in manuscript form and was prepared for publication; however, following the assassination of Leontovych by
Soviet authorities in 1921, the suppression of the Ukrainian People’s Republic, and the premature death of
Kyrylo Stetsenko (who had undertaken the responsibility of publishing his colleague’s work), it was never issued
in the 1920s and has survived only fragmentarily. The pedagogical system he formulated demonstrates a
typological affinity with the principles of Orff-Schulwerk. Today, contemporary Ukrainian musicology is actively
reinterpreting Leontovych’s work and publishing updated research on his legacy as both a composer and a
pedagogue [3, 9, 13].

24 Vasyl Verkhovynets is a key figure in Ukrainian music-pedagogical and choreographic culture of the first half
of the 20th century—a composer, conductor, ethnographer, and the first theorist of Ukrainian folk dance. In his
work “Vesnianochka” (1923), he conceptualizes play as a natural mode of children’s existence that integrates
movement, singing, and social interaction; rhythm functions as a unifying factor of collective creative activity,
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often referred to as the “Ukrainian Orff” — combined singing, movement and play in his work
“Vesnianochka” (1923), almost simultaneously with the formation of Orff-Schulwerk ideas in
Europe.

Thus, the relationship between Ukrainian pedagogical traditions and Orff-Schulwerk is
not limited to methodological parallels. Both approaches share a deeper understanding
of music as a bodily, communal and creative process rooted in folk culture.

The purpose of this article is to explore these parallels through the hutsul (ukrainian
highland ethnographic group from the East Carpathians, at the border of Zakarpattia and
Ivano-Frankivsk regions) vesnianka “Oy verbove koleso” (“Oh, Willow Wheel”) from Yasinia
village (Zakarpattia region, Ukraine), examining it both as an example of authentic folk
performance practice and as a model for adaptation within an Orff-inspired classroom.
Particular attention is given to an ethnographic reconstruction created approximately
twenty-six years ago by students studying folklore at Uzhhorod D. Zador Music
Professional College under the guidance of ethnomusicologist Vira Madyar-Novak. The
reconstruction demonstrates important performative elements of the tradition and
provides a valuable pedagogical source for contemporary classroom adaptation.

Children’s folklore and Vesnianky: a shared foundation

Within the Orff approach, special value belongs to those folklore genres that preserve
elemental forms of music-making: the unity of rhythm, movement, speech, and
collective interaction. In Ukrainian folk tradition, children’s songs and vesnianky share
several common characteristics:

- obligatory connection with movement (gesture, stepping, dance, play);

- simple melodic structures within a limited range;

- clear metric pulse;

- repetition and variation;

- close relationship to speech intonation;

- collective participation.

As Béla Bartok observed, many children’s folk melodies are organized within the
structure of “four steps,” revealing a natural connection between musical rhythm and
bodily movement. A similar principle operates within vesnianky, where music is
physically embodied through circular motion, stepping, and coordinated gestures.
These genres preserve some of the oldest forms of collective music-making in Ukrainian
culture, where music exists not as an isolated artistic object but as a shared social and
ritual experience.

“Movement is not an addition to music-making; it is one of its origins.” (Barbara Haselbach)

while the circle serves as a central organizational form enabling a shared musical-motor experience. The
pedagogue emphasizes freedom of bodily and emotional expression and takes into account the age-specific
characteristics of children. Like Mykola Leontovych, Verkhovynets became a victim of Soviet repression
(executed in 1938, posthumously rehabilitated). Taken together, their pedagogical systems demonstrate the
emergence in Ukraine of an early model of elementary music education that is both historically and
conceptually aligned with Orff-Schulwerk [3, 14, 15].
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Vesnianky as ritual action

Vesnianky are ancient Ukrainian ritual songs connected with the arrival of spring, the
awakening of nature, and the beginning of agricultural work. Historically, they fulfilled
not only artistic but also symbolic and magical functions: through singing, movement,
and communal participation, people sought to “call” spring and renew the natural world.
The genre originated in per-christian times and survives under different regional names:
“vesnianky” (central Ukraine), “haivky” (Galicia), “maivky” and “velykodni Ihrovi”
(zakarpattia).

In Zakarpattia during the 1920s and 1930s, spring ritual games remained an important
part of Easter celebrations. After evening church services, young people gathered near
rivers, groves, cemeteries, or churches and performed circular dances and singing games
until sunset.

In the hutsul village of Yasinia, these ritual games traditionally began with “Oy verbove
koleso.”

The willow tree (“verba”) symbolizes the first awakening of spring, since willow is among
the earliest trees to bloom after winter. The wheel (“koleso”) simultaneously represents
the sun, cyclical renewal, and ritual protection.

The ethnographic reconstruction referenced in this article preserves several important
musical and performative elements:

- a drone-like introduction performed on “drymba” (jaw harp);

- repetitive hand-clapping patterns functioning as rhythmic ostinato;

- circular movement coordinated with the pulse;

- accompaniment by two violinists, one sustaining a bourdon fifth while the other

performs melodic interludes;
- alternation between vocal and instrumental sections.

The reconstruction demonstrates an essential feature of traditional music-making: song,
movement, rhythm, and instrumental performance function together as a unified
collective action rather than separate artistic categories.

This principle strongly resonates with Orff-Schulwerk, where music, speech, and
movement emerge from a shared rhythmic foundation.
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Oy Verbove Koleso
hutsul vesnyanka (spring ritual song)
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Traditional game structure of “Oy verbove koleso”

According to descriptions recorded in Transcarpathian folklore sources by Volodymyr
Hoshovsky and later republished by Vira Madyar-Novak, the game began with
participants forming a circle around willow branches placed on the ground. The circular
movement symbolized the sun, the cyclical renewal of spring, and ritual protection.
During the performance, participants moved rhythmically in a circle while singing the
vesnianka. The movement included stepping, gentle swaying of the body, and
synchronized rhythmic gestures. In some local variants, performers gradually accelerated
the tempo, intensifying the collective emotional energy of the game.

The performance practice combined several simultaneous layers:
- singing;
- rhythmic movement;
- clapping patterns;
- instrumental accompaniment;
- circular spatial organization.

The reconstruction created by students of Uzhhorod D. Zador Music Professional College

preserves these structural principles and demonstrates how rhythm, movement, and
collective interaction function together within the tradition (see video).
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Oy Verbove Koleso — Traditional Vesnianka from Zakarpattia:
https://youtu.be/k9h4ppZPr2U?si=VVrYe3EDD7ZECWEB

“Oy verbove koleso” as a model for Orff-inspired practice

The hutsul vesnianka “Oy verbove koleso” represents an example of a syncretism musical
form highly adaptable to Orff-inspired pedagogy.

Its main musical characteristics include:
- melody within a pentachordal range;
- repetitive strophic structure;
- rhythmic organization closely connected to movement;
- collective performance practice.

The game itself includes:
- circular movement;
- stepping patterns;
- gradual acceleration;
- rhythmic coordination;
- interaction.

Most importantly, according to tradition bearers, the vesnianka loses its essential

meaning without movement. Thus, movement is not an accompaniment to music but
one of its structural foundations.
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Adapting the vesnianka in the Orff classroom

The adaptation process does not attempt to simplify or replace the traditional version.
Instead, it seeks to preserve the structural principles of the folk model while translating
them into a contemporary educational context accessible for children and classroom
instruments.

One of the most important principles of this adaptation is preserving the layered nature
of traditional performance.

Instrumental adaptation: In classroom practice, the traditional “drymba” (drone) may be
transferred to:

- boomwhackers;

- bourdon patterns on xylophone or metallophon;

- sustained vocal drones.

Similarly, the violin melody may be performed on the recorder. Such adaptation remains
close to authentic Ukrainian folk instrumental traditions themselves, where violin and
sopilka (folk flute) frequently alternate or coexist within ensemble practice.

The rhythmic “obereg” pattern (a protective ostinato used in this vesnianka) from the
reconstruction may be performed through:

- body percussion;

- stepping patterns;

- clapping ostinato;

- wooden idiophones such as “troskotalo” (canes).

This allows children to internalize rhythm physically before approaching melodic
material.

Recommendations for classroom work

The adaptation of “Oy verbove koleso” in the Orff classroom may develop gradually,
moving from bodily rhythm experience toward collective ensemble performance.

Suggested sequence of activities:

1.Pulse and movement
Children first internalize the pulse through stepping in a circle. The teacher may
introduce:
- walking patterns;
- directional changes;
- body swaying;
- synchronized group movement.
The aim is to establish a shared bodily sense of rhythm before singing begins.
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2. Body percussion and rhythmic ostinato
After movement is established, children add:
- clapping;
- stamping;
- body percussion patterns;
- rhythmic speech formulas.
The “obereg” rhythm from the traditional reconstruction may function as a repeating
ostinato layer.

3. Speech and text rhythmization
The text “Oy verbove koleso, koleso...” may first be spoken rhythmically before singing.
This allows children to connect speech intonation with the musical pulse.

4. Melody learning
The melody is introduced gradually:
- first vocally;
- then with recorder or violin accompaniment;
- later combined with movement and ostinato.
Because the melody remains within a limited pentachordal range and repetitive
structure, it is accessible even for younger children.

5. Layering and improvisation
Additional musical layers may gradually appear:
- bourdon on boomwhackers;
- xylophone bourdon;
- vocal drone;
- recorder improvisation;
- movement improvisation.
This process reflects one of the key principles of Orff-Schulwerk — collective creation
through layered elemental music-making.

6. Reflection
At the final stage, children may discuss:
- how movement influenced singing;
- how rhythm was experienced physically;
- how collective music-making changed the atmosphere of the activity.

Contemporary classroom adaptations

Today, “Oy verbove koleso” is actively used in solfége classes at the Music Studio of
Uzhhorod D. Zador Music Professional College within the pedagogical practice program.
Alongside the ethnographic reconstruction, there are three video examples demonstrating
different approaches to adapting the vesnianka within an Orff-inspired educational
environment.
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1. Movement, stamping, and violin accompaniment. The first video recreates the
traditional model most closely. Children move in a circle while performing
rhythmic stamping based on the “obereg” pattern and singing the vesnianka
accompanied by violin. This version preserves the close connection between
pulse, bodily movement, and collective singing characteristic of authentic
performance practice (see video).

Oy Verbove koleso: https://youtu.be/f1LykDRUS2c?si= KQcFWht1GNGg cl

2. Boomwhackers bourdon and vocal layering. The second adaptation transfers the
traditional bourdon fifth onto boomwhackers performed by children. Instead of
instrumental interludes, descending vocal phrases based on the hutsul minor
mode are introduced between verses. The principal melody of “Oy verbove
koleso” is also performed vocally, creating a layered vocal texture rooted in the
original folk material while remaining accessible within the Orff classroom (see
video).

Oy Verbove koleso boomwhackers: https://youtu.be/gTG85aW6Imk?si=yg0zuoZgxTrrk8wH

3. Polyphonic rhythmic score and bourdon recitation. The third example explores
collective rhythmic texture and layered ensemble performance. Students perform
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different rhythmic patterns simultaneously, creating a polyphonic and
polyrhythmic structure combined with bourdon-like recitation. Although
experimental in nature, this adaptation demonstrates how traditional folk
material may become a basis for creative group improvisation and elemental
composition (see video).

Polyrhythmic Verbove koleso: https://youtu.be/d11t0drc)BI?si=IYFgKVudSo9gbTS

Together, these examples demonstrate that vesnianky may function not only as archival
folklore material but also as living pedagogical practice capable of developing rhythm,
listening, movement coordination, ensemble awareness, and collective creativity.

Ethnographic reconstruction as pedagogical memory

The reconstruction created by students of Uzhhorod D. E. Zador Music Professional
College, under the guidance of Vira Madyar-Novak possesses not only ethnographic but
also pedagogical significance. Importantly, the reconstruction itself emerged from
educational practice, where students engaged with local folklore bodily, collectively, and
performative rather than only analytically. Today, when many ritual traditions survive
primarily through archives and educational initiatives, such reconstructions become
forms of cultural memory and continuity. The use of archival or reconstructed material in
Orff-inspired pedagogy creates a bridge between the preservation of tradition and
contemporary creative music education.

Conclusion

“The roots of music are to be found in rhythm and movement.” (Carl Orff)

“Oy verbove koleso” demonstrates how Ukrainian ritual folklore may function
simultaneously as:

- ethnographic source;

- performative tradition;

- pedagogical model;

- the foundation for elemental music-making.
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Its combination of movement, rhythm, drone texture, communal singing, and
instrumental flexibility aligns naturally with the principles of Orff-Schulwerk. Rather than
treating folk music as a museum object, the Orff approach allows tradition to remain a
living, bodily, and creative process. Through movement, improvisation, and collective
participation, children encounter folklore not as museum heritage but as an active,
shared experience.

In this sense, the vesnianka becomes not only a song about spring renewal but also a
model for renewing connections between tradition, education, and communal
music-making.

Translation by the author

References

Brandon J., Greene B., Grimsby R., Knapp C. B., Tranberg C. First Steps in Music with Orff Schulwerk:
Sing, Say, Dance, Play. Chicago: GIA Publications, 2017. 176 p. ISBN 978-1622772322.

Connors, A. F. (2004) 101 Rhythm Instrument Activities for Young Children. Beltsville, MD: Gryphon
House, 128 p. ISBN 978-0876592908.

Cherkasov, V. F. (2016) Theory and Methodology of Music Education. Kyiv: Academia, p. 17-56.
Frazee J. Discovering Orff: a curriculum for music teachers / J. Frazee, K. Kreuter. Mainz; New York :
Schott, 1987. 224 p. ISBN 0930448995.

Goodkin D. Play, Sing & Dance: An Introduction to Orff Schulwerk. Mainz; New York : Schott Music,
2002. viii, 200 p. ISBN 978-1-902455-07-5.

Harding J. From Wibbleton to Wobbleton: adventures with the elements of music and movement.
San Francisco: Pentatonic Press, 2013. 196 p. ISBN 9780977371259.

Haselbach B. Movement and dance in Orff-Schulwerk at the Orff Institute and further afield //
Proceedings of the Symposium “50 Years Orff-Institute”. Salzburg: Orff-Institut, 2011.

Hoshovsky, V. (2003). Ukrainian folk songs of Zakarpattia (trans. R. Pasichnyk & V. Pasichnyk). Lviv: V.
Stefanyk National Scientific Library of Ukraine.

Leontovych, M. (1982) Materials on the Methodology of Teaching Singing in Primary School; Some
Methodological Guidelines for Organising Sight-Singing in Folk Choirs. In: Ivanova, V. (Ed.) Mykola
Leontovych: Memoirs, Letters, Materials. Kyiv, pp. 168—178. [in Ukrainian]

Madyar-Novak, V. (1999) Collection of Transcarpathian Folk Songs for Schools of Aesthetic Education
and General Education Schools. Uzhhorod, Part 2. [In Ukrainian]

Madyar-Novak V. Musical Folkloristics of Zakarpattia: Stages, Figures, Achievements (late 17th —
mid-20th century). PhD dissertation. Lviv National Music Academy named after M. Lysenko, 2021.
371 p. [in Ukrainian].

Madyar-Novak, V. (1999). Regional musical folklore: Supplement to the state music curriculum for
grades 4-8 of secondary schools of Zakarpattia region. Uzhhorod, Ukraine. Approved by the Ministry
of Education and Science of Ukraine (Protocol No. 5/6-19, April 27, 2001).

Orff, C., & Keetman, G. (1950-1954). Orff-Schulwerk: Musik fir Kinder (Vols. 1-2). Mainz: Schott
Music.

Vasylieva, O. V., & Martynenko, I. I. (2023). Musical-pedagogical legacy of Mykola Leontovych in the
context of the development of the contemporary Ukrainian education system. Art and Education,
4(1), 32—40. https://doi.org/10.34142/27091805.2023.4.01.04

Copyright©2026 IOSFS



https://doi.org/10.34142/27091805.2023.4.01.04

Orff-Schulwerk International 5.1 Summer 2026

76

Verkhovynets, V. (1990). Theory of Ukrainian folk dance (5th ed., expanded; Y. V. Verkhovynets, Ed.).
Kyiv: Muzychna Ukraina. (Original work published 1919). 150 pp.

Verkhovynets, V. (1979) Vesnianochka: Games with Songs for Children of Preschool and Primary
School Age. 5th ed. Kyiv: Muzychna Ukraina. (Original work published 1923). [in Ukrainian]

Zakkai, J. D. (1997). Dance as a way of knowing: Strategies for teaching and learning (Strategies for
Teaching and Learning series). Portland, OR: Stenhouse Publishers. 152 pp. ISBN 9781571100641.
Zavalko, K. V. (Ed.). (2018). Orff-pedagogy: Contemporary dimensions of implementation: Proceedings
of the International scientific and practical conference (17—18 February 2018). Kyiv: National
Pedagogical Dragomanov University. 62 p.

Zavalko, K. V., & Fir, S. V. (2018) Osnovy Orff-pedahohiky: navchalno-metodychnyi posibnyk
[Fundamentals of Orff Pedagogy: Educational-methodical manual]. Chernihiv: PAT “PVK ‘Desna’”, 157

pp.

Viktoriia Kumhyr-Novak is a Ukrainian ethnomusicologist, music
educator, and facilitator of the Sounds of Change method, based
in Uzhhorod. She teaches at the Uzhhorod Music Professional
College named after D. Y. Zador, where she delivers music theory
disciplines, including Pedagogical Practice in solfeggio and music
literature for students of the Theory of Music department.

The Pedagogical Practice course is implemented on the basis of a
training music studio attended by children aged 5 to 18. Since the
beginning of the full-scale invasion, a significant number of the
students have been children with experiences of war-related
trauma. Her work combines music pedagogy, ethnomusicology,
elements of music therapy, and inclusive educational approaches.

Copyright©2026 IOSFS %



	“Oy Verbove Koleso”: From Hutsul Vesnyanka Tradition to an Orff-Schulwerk Model 

