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Rezumat
Ouile decorative de Paste in regiunile
Hutulilor si Pokuttia: aspecte etnologice si
caracteristicile de arta

Ouaile decorative de Paste (pysanka) ucrainene si
confectionarea lor reprezintd un subiect relevant al stu-
diilor stiintifice etnologice si de artd, in special in ceea
ce priveste continutul caracteristicilor locale ale acestor
produse. Prin urmare, ne concentram asupra aspectelor
regionale si a caracteristicilor de artd ale oudlor decora-
tive de Paste in regiunile Hutulilor si Pokuttia de la sfar-
situl secolului al XIX-lea - prima treime a secolului al XX
(timpul confectionarii, denumirea locald, participarea la
ritualuri calendaristice si familiale, decor, principalele
scheme si caracteristicile compozitionale), folosind exem-
plul colectiei Muzeului de Etnografie si Artizanat al Insti-
tutului de Etnologie al Academiei Nationale de Stiinte a
Ucrainei (MEA). Colectia oudlor decorative de Paste de
la MEA este cea mai mare din Ucraina - este formata din
aproximativ 13 mii de unitati conservate din multe regiuni
istorice si etnografice ale Ucrainei (dintre care regiunile
Hutulilor si Pokuttia). Autorii oudlor decorative au fost in
mare parte femei si fete, mai rar barbati. Ouile decorati-
ve de Paste nu au indeplinit doar o functie ceremoniald,
protectoare si decorativi, ci se evidentiau ca unele modele
unice (,neobisnuite”). In decorul oudlor incondeiate se
evidentiazd cele mai raspandite motive geometrice, ve-
getale si zoomorfe, scene religioase si inscriptii, prepon-
derent cu salutul pascal. La baza cercetirii se afld piesele
péstrate in fondul MEA, registrele de inventar ale muze-
ului, precum si publicatiile stiintifice si de popularizare a
stiintei, albumele.

Cuvinte-cheie: regiunea Hutulilor, Pokuttia, colectia
muzeului, pysanka, ritualuri calendaristice si familiale

Pesrome
I'ymynbckne ¥ HOKYTCKIe MICAHKIL:
3THONOTMYECKNE aCHEeKThI ¥ Xy0>KeCTBEeHHbIe
0co6eHHOCTHI

YKpanHCKMe MUCAaHKM M MMCAHKAPCTBO - aKTyaslb-
Hasg TeMa HayYHBIX 3THOMOIMYECKUX Y MCKYyCCTBOBede-
CKMX UCCTIEOBAHUI, B YaCTHOCTH JIOKAJIbHBIX OCOOeH-
HOCTell 3TUX M3fenuii. B craTbe ypmensderca BHMMaHue
PETMOHA/IbHBIM aCHeKTaM U XYHAO0XKeCTBEHHBIM 0COOeH-
HOCTAM TYI[IBCKMX M MOKYTCKMX MMCaHOK KoHna XIX
- nepBoit Tpetu XX B. (BpeMs U3TOTOBJICHVS, MECTHBIE
Ha3BaHMsA, MECTO B KaJleHIapHbIX U CeMeIHBbIX 06psax,
IeKOp, OCHOBHBIE KOMIIO3MI[IOHHBIE CXeMBI ¥ MOTVBBI)
Ha mpuMmepe cobpanusa Myses sTHorpadum u Xymoxe-
cTBeHHOro nmpombicia VIHcTuTyTa HaponoBefiennsa HAH
Ykpaunsl (MOXII). Cobpanne nucaHok B MOXII saBsa-
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€TCs1 CaMbIM KPYIIHBIM B YKpalHe ~ COCTaB/IAeT OKOJo 13
TBIC. efl. U3 MHOTYX MCTOPUKO-3THOTpapUUeCcKUX peruo-
HOB YKpauHbl (B ToM umcie I[yuynpuynel u [TokyTbs).
ABTOpaMM TYIYIbCKUX M IIOKYTCKMX IHCaHOK OB
IpeVMYIIeCTBEHHO KEHIIVHDI 1 TeBYIIKY, PeXe ~ MY>X-
4uHbL. [I1CaHKY BBIIONHANN He TOTBbKO 00psToBYI0, 06e-
PEroBYIO0 M IeKOPaTUBHYI0 (QYHKIMY, HO U OTINYAIUCDh
YHUKAJIbHBIMU («HEOOBIYHBIMM») y30pamm. B mexope
MMCAHOK BBIJIENAIOTCA Hanboyee paclpoCcTpaHEeHHbIe Te-
OMeTpuYecK1e, pacCTUTEIbHbIE U 300MOpP(dHbIe MOTUBBI,
PeIUTMO3HbIe CIeHKM ¥ HaJINCH, TIPeMMYILEeCTBEHHO C
[TacxanpbHBIM TIPMBETCTBUEM. B OCHOBe McclemoBaHUA
— IaMATKY, KOTOpble XpaHarcs B poupe MIXII, VHBeH-
TapHble KHUTY My3ed, HayuHble U HAay4HO-IOIYy/IApHbIe
U3JJaHUs, alTbOOMBI.

KmroueBbie cnoBa: ['ynynbuiuna, IToxyTbe, My3seit-
Hoe coOpaHIe, MICaHKa, 00Psbl KaTeHTApHOTO U ceMeli-
HOTO IIMK/IOB

Summary
Pysanky from Hutsulshchyna and Pokuttia:
ethnological aspects and artistic specificity

Ukrainian pysanky and the practice of pysanka-mak-
ing prove to be a relevant subject of contemporary eth-
nological and art critical inquiry, particularly with regard
to the local specificities of these artifacts. Therefore, this
study emphasizes regional dimensions and artistic fea-
tures of pysanky from Hutsulshchyna and Pokuttia dating
from the late 19" c. to the first third of the 20® c. (includ-
ing chronology of production, local terminology, func-
tions within calendar and family rituals, ornamentation,
principal compositional schemes, and motifs). The paper
is based upon the collection of the Museum of Ethnogra-
phy and Crafts at the Ethnology Institute of the National
Academy of Sciences of Ukraine (hereafter MEC). The
collection of pysanky at MEC is the largest in Ukraine,
comprising approximately 13,000 items from numerous
historical and ethnographic regions, among which Hut-
sulshchyna and Pokuttia particularly seem outstanding.
The creators of pysanky were predominantly women and
girls, and less frequently men. Beyond their ritual, protec-
tive, and decorative functions, pysanky also served as a
means of preserving and recalling distinctive (“unusual”)
ornamentation patterns.

Key words: Hutsulshchyna, Pokuttia, museum col-
lection, pysanka, calendar and family rituals

The Ukrainian pysanka was referred to as a “do-
mestic talisman”, an “apotropaion’, a “charm” or as
a “symbol embodying the essence of two religious
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worldviews”. Within the pysanka is embedded the
ancestral belief in a better fate for the nation, as well
as glorification of its history, greatness, and beauty.
By the late 19 and early 20™ cc., the pysanka un-
derwent transformations from a sacred symbol to an
object of collection. Consequently, numerous spec-
imens originating from various regions of Ukraine
provided scholars with the foundation for systematic
scholarly studies of the pysanky.

The Polish scholar Oscar Kolberg was one of
the first researchers to explore pysanky from the
Pre-Carpathians; in 1882 he published his thor-
ough work Pokucie (Kolberg 1882). In 1904 the
outstanding Ukrainian ethnographer Volodymyr
Shukhevych published his unique book Hutsulshchy-
na (in five volumes) on the life and daily practices
of the Hutsul people. In the fourth section, Church
Rituals, the ethnographer undertakes a detailed anal-
ysis of pysanka-making practices within the region
(IIyxeBmu 1904: 220-231). Substantive insights into
Easter-egg traditions may further be derived from a
considerable number of concise scholarly contribu-
tions published in periodicals and miscellanies. Of
particular significance for subsequent research is Ze-
non Yelyyiv’s album Twenty Score of Pysanky (1994),
comprising 75 tables (encompassing approximately
1,200 illustrations) of pysanka exemplars — approx-
imately 80% of which represent authentic artifacts
originating from diverse regions of Ukraine as well
as from diasporic communities (namely the collec-
tions of Tania Osadtsa, Odarka Onyshchuk, Demian
Horniatkevych and others). A considerable number
of these specimens preserve their historical nomen-
clature and associated ornamental motifs (Enuis
1994).

The collection of pysanky in MEC is the biggest
in Ukraine, as it comprises approximately 13,000
items. The huge funds include pysanky from nu-
merous historical and ethnographical regions, in
particular Opillia, Podillia, Middle Naddniprian-
shchyna, Volyn, Polissia, Boikivshchyna, Bukovy-
na, Nadsiannia, Pidliashshia, Lemkivshchyna and
Kholmshchyna. However, here we would like to es-
pecially highlight pysanky from Hutsulshchyna and
Pokuttia.

In the late 19 - early 20" cc., pysanky were pro-
duced in nearly every household across Ukraine, al-
though individuals were not always able to articulate
the rationale for this practice. In the Hutsul region,
peasants would typically respond with such expres-
sions as: “it has long been customary”, “such is the
tradition” or “this is how my mother did it, and so
do we” (Fischer 1922: 136). Volodymyr Shukhevych
stated that in this region pysanka-makers were pre-

dominantly women and girls, described as “skilled
and patient women” (Illyxesuu 1904: 220). Consid-
erably less frequently were pysanky made by men,
and then primarily by unmarried individuals, for
instance “a 20-year-old deaf-mute bachelor” (Nez-
vysko, Pokuttia); or “a 31-year-old deaf-mute house-
holder” (Nezvysko) (InBentapHa 1913: 16).

Women, referred to as nucapku (pysarky) or
nucanuapku (pysancharky), created pysanky for re-
muneration for families lacking adult daughters or,
more generally, individuals capable of performing
this task. While in the Hutsul region prior to 1914,
Wtodzimierz Fischer wrote that such pysarky were
locally designated as “specialists” (Fischer 1922:
135). If there were no such craftswomen in a village,
commissions were directed to neighboring villag-
es or even across the border “to the Bukovyna side”
(IlTyxeBwa 1904: 220).

The number of pysanky to be ordered often de-
pended upon the economic means of the household:
in some cases, as many as half a kopa (i.e. a score) of
pysanky were ordered, and the payment was given in
cash. Compensation was sometimes provided “vol-
untarily”, most commonly with eggs. In the Hutsul
region, the price for a pair of pysanky ranged from
2 to 10 kreuzers (IllyxeBuu 1904: 220). Professor
D. Horniatkevych witnessed an elderly pysankarka
in the Hutsul region who, “over the course of three
days, decorated 30-36 pysanky”, all while attend-
ing to her domestic responsibilities and caring for a
small child (TopustkeBuy 1931: 4).

Especially interesting are the issue of tradition-
al colors used in pysanky, specific combinations of
colored patterns, and the symbolism of colors. For
example, in the Horodenka district (Pokuttia), it
was recorded that those wishing to have black lambs
would give the shepherd black dyed eggs eanynxu
(halunky) at Easter, whereas those desiring white
lambs would provide boiled eggs (Krcek 1898: 226).
In many localities, certain pysanky were preserved
throughout the year — not only due to their protec-
tive function (ensuring family prosperity, abundant
harvests, protection against thunder, disease and fire)
or decorative purpose (displayed beneath icons), but
also to safeguard unique or unusual patterns (Kréek
1898:228). In Hutsulshchyna and Pokuttia, as in oth-
er historical-ethnographic regions, girls traditionally
presented pysanky to young men, while older men
exchanged them wa npocmubie (na prostybig) as a
token of reconciliation and friendship (Tfo6epman
1979: 27).

The pysanka represents one of the most vivid
forms of folk art associated with the decoration of
eggs — primarily chicken eggs, and less commonly
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goose, duck, pigeon, or crow eggs. The most wide-
spread technique was the stylus method: a wax pat-
tern was applied to the egg, which was subsequently
immersed in dyes, progressing from lighter to dark-
er shades. In some cases, up to four or five colors
were used on pysanky from the regions under study.
Dividing an egg into fields proves to be a central as-
pect of this practice. The most common division is
longitudinal, into two fields (“faces”), which allows
for the placement of large-scale motifs. Longitudi-
nal lines sometimes divide the egg into four fields,
producing a “four-field” pysanka. If an additional
transverse line is made, the pysanka is considered
“eight-field”. The lines may be thin, while the bands
vary in width: some are double, containing a row
of dots or curvilinear motifs, or a combination of
triangles, diamonds, or “grid” patterns. On certain
Hutsul pysanky one can see such wide and detailed
bands that the compositions within medallions
appear really small. Interestingly, dividing bands
are occasionally formed by motifs such as rows of
Greek-type crosses, deer and horses (Kosiv district).
Less frequently schemes include two transverse lines
(“the barrel” type) or irregular rhombus-shaped
divisions 6ecaeu (besahy) (type, i.e. irregular dia-
mond-field type) (Fig. 1).

Fig. 1. A pysanka. 1929. Kolomyia district. Pokuttia

Painting pysanky with wax is often compared to
embroidery, ornamental needlework, batik, carpets,

painted wood or ceramics. This is evident both in
certain stages of the technique and in specific mo-
tifs and designs, such as the following pysanka pat-
terns: 3Bi3guacra (zvidchasta), Binoyok (vinochok),
xpecrara (khrestata), xpecrom (khrestom), BycraBka
(vustavka), ByctaBka 3 nosickamu (vustavka z poias-
kamy), sBOpiBChKUX pyKaBiB BycTaBKa (yavorivsky-
kh rukaviv vustavka) (InBenTapna, 1913: 7, 16, 36),
etc. At the same time, in comparison with the em-
broidery motifs from Kosmach, which are marked by
strict geometric order, pysanka decoration appears
somewhat more free and spontaneous, since the sty-
lus often seems “to dictate” the pattern, i.e. it leads
the author. That is why the image of a horse or a deer
often have individual features. This can be illustrated
by the arrangement of antlers belonging to a pair of
deer, placed not vertically but almost parallel to their
bodies, owing to the limited space within the medal-
lion of the pysanka.

Every pysanka-maker had her own “stable rep-
ertoire” of motifs which she practically never altered
(Sydorowycz 1927: 39). Not all the decorative ele-
ments carried a symbolic meaning, since “a mod-
ern pysanka-maker often rose on the wings of her
imagination and transformed the ancient motifs or
introduced her own ones” (TopusatkeBuy 1930: 3).
At times it is difficult to understand why a given
pysanka bears a particular name, since the name may
derive from some rather primitive form (IllyxeBuy
1904: 224).

The fact that archaic motifs, primarily geometric
ones, such as solar signs and cross-shaped compo-
sitions, have been preserved the longest in Polissia,
Hutsulshchyna, Boikivshchyna, and Lemkivshchyna
is explained by the relative inaccessibility of these ar-
eas over many centuries. For this reason, a consider-
able number of ancient names for the motif of pyxa
(ruzha) have survived in pysanka ornamentation, in-
cluding a rose (the most widespread one), as well as
pyxka (ruzhka), micts py>x (shist rush), monepeuni
pyxi (poperechni ruzhi), mnosgomxni pyxi
(pozdovzhni ruzhi), niBpyxi (pivruzhi), niBpyxka
(pivruzhka), and Boxi pysxi (Bozhi ruzhi).

In order to highlight the prominence of this
motif in the pysanka tradition of Hutsulshchyna and
Pokuttia we can distinguish several compositional
schemes. In particular, we can mention the raukosa
pyxa (hachkova ruzha) with slightly curved ends
(Zabolotiv, Pokuttia; Kosmach, Hutsulshchyna); ros-
es arranged at both ends of the egg (Kolinky, Pokut-
tia; Daleshiv, Horodenka district); the full rose, cov-
ering the fields of the egg, with double “ram’s horns”
placed between its petals (Kuty, Kosiv district) etc.
(Fig. 2).
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Fig. 2. A pysanka. 1* third of the 20" c. Kosmach, Kosiv
district. Hutsulshchyna

In the decoration of wax-painted pysanky, a
certain role was assigned to the maxosa gomixa (sha-
chova doshka) checkerboard motif (Kosmach, Kosiv
district, Hutsulshchyna), as well as to small geomet-
ric elements, chiefly xpankn (krapky), xpuBympku
(kryvulky), 3y6ui (zubtsi), kona (kola), TpuxyTHMKK
(trykutnyky), pom6u (romby), and cirka (sitka) or
inpyacre micoMo (ilchaste pysmo). Authors achieved
an unparalleled effect in creating numerous colorful
patterns that densely covered the fields and divid-
ing bands of the eggs, blending seamlessly with the
scarcely noticeable background. Following tradi-
tional principles of wax-painted ornamentation was
transmitted from generation to generation. Together
with established compositional schemes and color
palettes, this makes it possible to identify the author-
ship of craftswomen from specific localities, such as
Kosiv, Kosmach, Pistyn, Babyn, Brustury, Richka,
Zhabie, Nyzhnii Bereziv, Daleshiv and others. Par-
ticularly rare in terms of compositional design are
pysanky from Daleshiv (Horodenka district, Pokut-
tia), dated 1914. Here we can see a two-field egg with
the dsueapka (dzyharka) motif, and eight-field exam-
ples, the so-called nepnosa (perlova) (with outlined
pearls arranged in triangular forms) and nymeposa
(numerova) (with vertical rows of digits).

The geometric decoration of Easter eggs, which
is based on a combination of numerous elements,

is dominated by cross motifs. Compositions with
crosses in Hutsul (xpecm (khrest), xpecrmu (khresty),
xpeujuxu (khreshchyky), xpecmama (khrestata); Ko-
siv district) and Pokuttia (xpecm (khrest), xpecmama
(khrestata); Horodnytsia, Horodenka district)
pysanky are distinguished by their richness of forms.
Variation is evident in the crosses of different types:
straight (with equal arms), slanted (St. Andrew’s),
Greek (arms made of triangles), Latin (with an elon-
gated lower end), cross-shaped (with crossed arms),
two-armed, three-armed, and other crosses.

Sometimes the structure of the cross, which
was used in decoration of various types of folk
art, including pysanka, influenced the name of the
pysanka: Bepesiscokuii xpecm (Berezivskyi khrest),
Koemauvka (Kosmatska), Piyvka (Ritska), Piyvki
xpecmu (Ritski khresty) or ITacka (paska), Bockpecra
(Voskresna), Benukdexv (Velykden), nonosi pusu
(popovi ryzy), Ionsopa (Golgotha) (Illyxesna 1904:
225; EnuiB 1994: 52) etc.

Pysanka with a cross motif of different types and
large size (occupying the entire field of the pysanka,
moving from one crossarm to another, or crosses on
both sides of the dividing line) is called Bocxpecra
(Voskresna) or Benuxoenw (Velykden) (JTactiBka 1932:
2). The variants are as follows: 1) an equilateral cross
with rounded ends, double hooks between the arms;
2) alarge cruciform cross on both fields of the pysanka
(1929; Kolomyia district), sometimes with a serrated
border (Kosiv district); 3) a large cruciform cross on a
pysanka without a dividing belt (1911; Kosiv district).

The earliest examples of such motifs are pysanky
from Moskalivka (Hutsul region) of 1890 with an ex-
pressive composition and pastel-colored elements.
Single crosses of various shapes on the central line,
separated by short vertical bands, gave the pysanka
the name nonosi pusu (popovi ryzy): 1) with crosses
of the Greek type - Pistyn, Kosiv district); 2) a similar
composition was typical of Kosmach pysanka-mak-
ers, although similar pysanky could already be called
oukama (ochkata) or 6apusnxo (barylko) (Emmis 1994:
56, 72); 3) the scheme of straight crosses on the middle
band of the pysanka-barrel in Hutsulshchyna was also
called nonosi pusu (popovi ryzy) (Emuis 1994: 48).

The motif of a cross with teeth-like «hooks»
between its arms gave a name for another pysanka
- nonosi nneui (popovi plechi) (Zhabie, Hutsulsh-
chyna); a variation of a straight cross with other geo-
metric elements created a nonaducma (popadysta)
pysanka (the pattern resembled a Ukrainian word
“pip” meaning a priest) (Staryi Hvizdets, Hutsulsh-
chyna) (Enmis 1994: 71). The rare composition of the
npockypka (proskurka) pysanka is based on a com-
bination of crosses of different types and a restrained
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coloristic design (€mmiB 1994: 72). The invariance of
cross schemes demonstrates the rich figurative world
and creative thinking of Hutsul craftswomen.

The structure of the pysanka with crosses in-
cludes a division into square fields with a small Greek
cross in the center of each and a combination of the
traditional Hutsul color palette of white, yellow, and
green on a brown background (Kosiv district). In
addition, the cross motif was also used as a comple-
mentary motif in the decoration of Hutsul pysanky
for “barrel-like” pysanky. Compositional structures
in which vertical rows of Greek crosses serve as di-
viding belts are considered rare and original (for
example, in the composition Benuxodenv (Velykden)
(Kosiv district) or in a four-field goose egg pysanka
with small ornamental elements (Kosmach, Kosiv
district) (Fig. 3).

Fig. 3. A pysanka. 1* third of the 20" c. Kosiv district.
Hutsulshchyna

We would like to draw attention to another mo-
tif of geometric ornamentation, in particular, k1unui
(klyntsi) — a complex linear pattern of forty triangles
symbolizing fields; when they have stripes or specks
in the middle, they are perceived as signs of a sown
field. In Christian times, such motifs acquired a new
meaning and interpretation, in particular, they are as-
sociated with the forty-day fast or the forty saints. The
following names for Easter eggs are recorded in the
Hutsul region: xmmaunkn (klynchyky), miBkmmaankn

(pivklynchyky), rpuxmuaunku (tryklynchyky), copok

xmH4KKiB (sorok klynchykiv), and >koBToKIMHYMKY
(zhovtoklynchyky) (IllyxeBuda 1904: 226).

One of the most common and mysterious signs
symbolizing movement and life is 6e3xoHeyHMK
(bezkonechnyk) (the sign of infinity). Its shape was
sometimes identified with the “crooked dance” per-
formed on the second day of Easter near the church.
The motif has a ritualistic and mystical function. The
bezkonechnyk is a closed continuous line where it is
difficult to find the beginning and end, which is in-
teresting for its plastic curves. In the Hutsul region,
such pysanky were called 6eskoneuna (bezkonech-
na) or miB6e3koHeuHa (pivbezkonechna) (IllyxeBuy
1904: 226). In the decor of the Kosiv region pysanka
(similar in style to painted eggs from the villages of
Babyn or Moskalivka), the sign of infinity is repre-
sented as a spiral. The drawing is clear and expres-
sive, and therefore, when we focus on it carefully,
we see this motif once in a dark brown color (here
it serves as a background), and another time in yel-
low with a barely noticeable grid. The white outline
and splashes of yellow and green deepen the mys-
tery of this sign. The motifs of “the signs of infinity”
serve as a frame in the images of a cross, fish, little
churches, horses and deer in the medallions of two-
and four-field pysanky or scenes with a manger (deer
and horses are depicted near a conventional painted
manger, i.e. MasiboBaHKa (malyovanka) (Fig. 4).

Fig. 4. A pysanka. 1* third of the 20" c. Babyn.
Kosiv district. Hutsulshchyna
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In the painting of Easter eggs from these regions,
the epabenvys (hrabeltsya) motif was also used, a
graphic scheme based on a line with short spikes laid
perpendicularly. This motif, which was a symbol of
rain, is used as the main or complementary motif in
the compositional schemes of pysanky. In Pokuttia,
such pysanky were called epe6inuacmi (hrebinchas-
ti). On Hutsul pysanky, between the rakes made of
both fields of a divided egg, the horizontal motifs of
straight crosses with dotted filling on their frames
could sometimes be found (IllyxeBuu 1904: 225).

In the decor of pysanky, floral ornamentation
should be analyzed starting from the simplest com-
ponents, in particular flowers. In Zhabie, there are
pysanky with flowers and keimu-uiuku (kvity-chich-
ky) (“chichka” is a dialect word for a flower), in
Brustury - a violet (Hutsul region), in Kolomyia dis-
trict — grapes motif (Pokuttia). In Hutsul and Pokuttia
Easter eggs, the flowerpot motif is often found - with
or without a vase, with luxurious (1929, Kolomyia
and Pokuttia districts; Kosiv district) or small (first
third of the 20" c.; Sniatyn district, Pokuttia) rosettes
and leaves, etc. The flowerpot motif was often identi-
fied with the tree of life filled with symbolism (Fig. 5).

Fig. 5. A pysanka. 1% third of the 20™ c. Sniatyn district.
Pokuttia

Compositions with vertical structures predomi-
nate, where a flowerpot with branches and leaves oc-
cupies the space of two-field pysanky. The differences
lie in the size of the flowerpot, which is caused by the

width of the dividing belt - large motifs on both sides
of a two-field pysanka with a thin belt (Kolomyia dis-
trict) and, accordingly, the closure of the flowerpot in
the medallions of pysanky with a wide belt (Sniatyn
district, Pokuttia; Moskalivka, Kosiv district, Hut-
sul region). The presentation of the flowerpot motif
on the surface of a “barrel-like” pysanka is rare and
original: Kolomyia artists made the wax pattern del-
icate and refined on the background obtained from
onion peel decoction. The ends of the pysanka are
decorated with Greek crosses, and the motifs of the
two types of flowerpots are enclosed in rectangular
“windows” on the middle belt.

The zoomorphic motifs on the surfaces of
pysanky can be divided into the following main
groups: images of animals, fish, and birds. A special
place in the iconographic tradition of Prykarpattia
was occupied by the image of a deer, which was per-
ceived as a symbol of Christ. It is noteworthy that
pysanky depicting two deer were given to brides and
grooms for their weddings as a wish for a long life in
harmony, health, and prosperity. The image of two
deer on both sides of the manvosanxa (malyovanka)
motif gave the composition the name scza (yasla).

The variety of horse images demonstrates the cre-
ative thinking of the authors of pysanky, who tried to
present these animals in different ways, in particular, at
rest or in motion. We should note the invariance of the
compositional schemes of Hutsul pysanky: 1) on the
surfaces of four-field pysanky across (1911, Zhabie); 2)
three images of horses in the elongated medallions of a
four-field pysanka; 3) rows of horses as dividing belts
between images of two fish and two compositions of
“mangers” (a pair of a horse and a deer on both sides
of the manvosanka (malyovanka) pattern; Kosiv dis-
trict). The depictions of horses mostly emphasize the
plastic curves of their structure; in some pysanky the
figures of animals are depicted with straight longer
and shorter lines (Nyzhnii Bereziv) (Fig. 6).

Fig. 6. A pysanka. 1911. Zhabie, Kosiv district.
Hutsulshchyna
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The fish as a symbol of Jesus Christ was also
among the images of Easter eggs in the Hutsul and
Pokuttia regions. Pysanka-makers mostly arrange
fish on the surfaces of four-field Easter eggs in tradi-
tional colors and with detailed elements (Kosmach,
Moskalivka, Pistyn, Kosiv district) (Fig. 7).

Fig. 7. A pysanka. 1* third of the 20" c. Kosmach, Kosiv
district. Hutsulshchyna

It is also worth highlighting Easter eggs deco-
rated with unique and rare wax paintings of sacred
content - these are religious scenes on three Easter
eggs from Pokuttia, including Nezvysko (Pokuttia),
painted by a 20-year-old local deaf-mute boy. Wax
painting and coloring of the Easter eggs depict differ-
ent religious scenes in a talented way: 1) Holy Trinity,
Crucifixion, Annunciation and Christmas; 2) Holy
Virgin of Protection and Ascension; 3) St. Stephen,
Baptism, Holy Trinity and St. Nicholas (Fig.8).

Images of churches and bell towers occupy a
special place in Hutsul Easter eggs. Their names are
recorded as follows: yepxea (tserkva), uepxosus
(tserkovtsia), d3sonu (dzvony), 3einuuxa (zvinych-
ka), kannuuxa (kaplychka), monacmupi (monastyri)
manacmupi (manastyri) in Kosiv district (Kosmach,
Babyn, Kosiv, Stari Kuty) and other areas. The vari-
ability of the images lies in the form of presentation
and their number. The most common are several
compositional schemes of little churches: 1) one in a
medallion, mostly framed by an infinity sign; 2) one as

a component of an eight-field pysanka (Babyn, Kosiv
district); 3) eight in the monasteries motif (1911, Kosiv
district). It is interesting that based on similar struc-
tural elements — two tables with teeth-like spikes at the
bottom and three crosses at the top — Hutsul pysan-
ka-makers managed to create a new motif — npecrmonu
(prestoly) (Krasnoillia) (Emmis 1994: 52) (Fig. 9).

Fig. 8. A pysanka. 1913. Nezvysko, Horodenka district.
Hutsulshchyna

Fig. 9. A pysanka. 1911. Kosiv district. Hutsulshchyna
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The décor of some pysanky is based on a com-
bination of many motifs and images — an example
is an eight-field pysanka from the Kosiv district, as
noted in one of the museum?’ inventories: God’s Eye,
a church, a little bell tower, a rose, fish, a painted
egg, kpyueni pyxasu (krucheni rukavy), and wings
(IuBenTapHa 1913:9).

Inscriptions on Easter eggs can also be con-
sidered as decorative elements: they have different
meanings and content. Most of the inscriptions are
logically related to the Easter holiday: “Christ is Ris-
en” on the longitudinal or transverse dividing bands
of the eggs or on both sides of the belt. One of the
inscriptions indicates the name of the pysanka: eau
ko 6a (gach ko va) (Kosmach). Other inscriptions
refer to the authors of the pysanky, for example, in
1913 from Nezvysko: ITaszs [[po6xo (Pazia Drobko),
Muxacv [Ipo6xo (Mikhas Drobko) and Cmegan
Maprosuu (Stefan Markovych), the author of the
1929 pysanka Anna Kybaesuu (Anna Kubaievych)
from Pylypiv (Pokuttia), and Bapsapa Botiuyx (Var-
vara Boichuk) (Kosmach). Sometimes the initials of
the authors appear on pysanky, for example, A. I1.
(A.P) between the branches of the so-called pink
pysanka (1913, Nezvysko).

The inscriptions on some pysanky indicate that
they were intended personally for a close person (for
example, relatives or a boyfriend). Thus, the distribu-
tion belt of one of the Pokuttia pysanky of 1923 (So-
piv, Kolomyia district, Pokuttia) has an inscription:
“For Ivan Prokopiv, Sopiv on 26/3/1923”. That is, the
girl prepared a pysanka as a gift for the boyfriend
(the Easter holiday in 1923 fell on March 26).

Conclusion. Therefore, the article analyzes a
unique collection of Easter eggs of the late 19" and
first third of the 20" century from Hutsulshchyna
and Pokuttia regions, which are kept in the MEC.
For the Ukrainians, Easter eggs were and still are a
measure of world perception, an indispensable attri-
bute of the Easter basket, a talisman for the family, a
kind of emblem representing love and engagement,
etc. The precision of the drawing, the division of
the spherical surface of an egg, the rhythm and tra-
ditional colors - all this contributed to the fact that
Easter eggs became real works of art filled with the
imagination of their creators. Small geometric orna-
ments prevailed in the decor of Hutsul pysanky, and
talented pysanka-makers, like real jewelers, created
numerous exquisite patterns with a combination of
elements and bright colors, leaving almost no space
for the background. Among the floral motifs, the
flowerpot motif stands out as original, where invari-
ability was manifested in vases, branches, leaves, and

rosettes. Images of animals, fish, and birds were less
common in the decoration of Easter eggs. Religious
themes with images of saints and scenes from the
New Testament (Nezvysko) are unique. For the over-
all picture of the development of pysanky and the
role of pysanky in people’s lives, in calendar rituals
and family cycles, it is important to study the local
names of pysanky, their origin, inscriptions, and oth-
er artistic features.

References

Fischer W. Pisanki na Huculszczyznie. In: Ziemia,
1922, VII, 135-137.

Kolberg O. Pokucie. Obraz etnograficzny. Krakow:
W Drukarni Uniwersytetu Jagiellonskiego, T. 1, 1882.

Kréek E Pisanki w Galicyi. In: Lud, T. 4, 1898, 186-231.

Sydorowycz S. Pisanki ukrainskie. Pisanki wszesno-
historyczne. In: Praca reczna. Rocznik, 1927, 20-49.

To6epman . H. Ilo I'ynynpimune. Jlenunrpan;: Vc-
KyccTBo, 1979. / Hoberman D. N. Po Hutsulshchynie.
Leningrag: Iskusstvo, 1979.

TopuaTkesud JI. Pona >xiHKM B OBCTaBaHHi yKpaiH-
cpkoro Hap|omnoro] mucrenrBa. In: Hosa Xara, 9,
1930, 1-3 / Horniatkevych D. Rolia zhinky v postavanni
Ukrayinskoho narodnoho mystetstva. In: Nova Khata, 9,
1930, 1-3.

TopuaTkesud JI. Pona >xiHKM B OBCTaBaHHi yKpaiH-
cpkoro Hap|omnoro] mucrenrBa. In: Hosa Xara, 6,
1931, 3-4 / Horniatkevych D. Rolia zhinky v postavanni
Ukrayinskoho narodnoho mystetstva. In: Nova Khata, 6,
1931, 3-4.

InBenTapHa kaura Myseto HTIII, 1913. / Inventory of
the Museum of Taras Shevchenko Scholarly Society, 1913.

€muiB 3. [IBapuaTh Kin nmuca”ok. Pogecrep, Hblo-
Vopk: Camsuzias, 1994. / Yelyyiv Z. Dvadtsiat kip pysanok.
Rochester, New York: Samvydav, 1994.

JacTtiBka K. OpHaMeHTNKa N1CaHOK Ha BykoBUHCDH-
komy Iligrip’ro. In: Hopa Xara, 5, 1932, 2-3. / Lastivka K.
Ornamentyka pysanok na Bukovynskomu Pidhiriu. In:
Nova Khata, 1932, 5, 2-3.

[yxeswuy B. I'ynynpmuna. 4. 4. Bepxosuna: JKypnan
“Tynynmpmmaa’, 1999. / Shukhevych V. Hutsulshchyna.
Chastyna 4. Verkhovyna: Zhurnal “Hutsulshchyna’, 1999.

Galina Ivagkiv (Lviv, Ucraina). Doctor in studiul ar-
telor, Institutul de Etnologie, Academia de Stiinte Nation-
ald a Ucrainei.

lanuua VIBamkue (J/IbBoB, YkpanHa). [JokTop mc-
KyCCTBOBefieHIsI, VIHCTUTYT HapopoBefenus, Harmo-
Ha/bHasg AKafleMus HayK YKpaMHBI.

Halyna Ivashkiv (Lviv, Ukraina). PhD in Arts, In-
stitute of Ethnology, National Academy of Sciences of
Ukraine.

E-mail: halynaivashkiv@ukr.net

ORCID: 0000-0003-2359-6735



	Comunicări
	Pysanky from Hutsulshchyna and Pokuttia: 
ethnological aspects and artistic specificity
	CZU: 392(477) 	https://doi.org/10.52603/rec.2025.38.12

