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Abstractc

Folklorists have recognized that music plays an
ﬁntegral role in the retention and tranSmission of culture
‘within the Ukralnlan 1mmlgrant complexvln Western Canada
Stud1es have mentroned tsymba]y (Ukra1n1an hammer dulc1mers)
’.1n aSSOClatlon wlth the weddlng ritual, festlvals, and |
Ukralnlan country western mu51c. Yet, no works have focused
'on the tsymbaly phenomenom " The purpose of thlS the51s is to -
'characterzze the dynamlc tsymbaly phenomenom in Western
Canadan '/‘ o _ |
‘In this Stndy, thectsymbalyAtradition:is examined

‘through the act1ve tsymbaly maker and his craft in East

Central Alberta The settlng 1s prov1ded in Chapter Two,
-.where1n the greater tsymbaly phenomenon (1ts med1ums,
'1'part1crpants, and roles 1n mu51c) is’ dlscussed In the two'.
'central chapters,.(Three and Four) a tsymbaly maker is.
proflled and hls process of maklng tsymbaly 1s deta1led

These central chapters are complemented 1n Chapter F1ve w1th

L an overgdew of the the communlty of tsymbaly makers ‘and the'

"varlous man1£estat1ons of the craft Two append1ces, a

:glossary of tsymbaly maklng terms and a llSt of makers have

: _been .added as a1ds for the reader In the Conclu51on,_the

-“varlous dynamlc character1st1cs of the tsymbaly maklng craft--r

. are hlghllghted



1'hckn6wledgement,
I would like to express my gratltude to those who have‘
alded in the completlon of th1s study I am deeply 1ndebted
to my program and thesis adV1sor Dr. Bohdan Medw1dsky,ﬁfor
. the pat1ence, gu1dance, and encouragement in- the preparatlon"
*of th1s work. Dr Peter Rolland deserves a. spec1al thanks ,
»for a1d1ng in .the. f1nal ed1t1ng process.,I .am. also |
f,apprecxatlve of the Department of Slav1c and East European
‘Studles many faceted support of my study |
| I am most grateful to. the many frlends, Whosel
.ctit1c1sms; moral support and help w1th‘ed1trng proved
hlnvaluable in. readylng the manuscrlpt .among them are Andriy
Nahachewsky, Luba Demko, Helen Tymoczko, and Roman Fedor1w.;
It would also be remlss of me. not to mention my 1nformants.
’In prov1d1ng the pr1mary data for thlS 1nvestlgat10n, they-
'also extended Lnformat1on normally avallable only to
1nszders | \ ‘_.
'Flnally, 1 6we thanks to my parents and famlly Over'.
vthe years, they have never fa1led to encourage the
explorat1on of -a- w1de range of 1nterests Here as well

:-thEII support has susta1ned me through thlS mllestone in’ my

'educatlon,



Chapter

I "

-

rable of Contents -

Introductxon {,;.;{,;g.;,[.,w};;...,,.{...;}..;..{.;T

. “-'

A Revxew of Research in the F1e1d f.;,;;.,;;;ﬂ;,uﬁes

B, Method ,.;..L.1;;.gl;;;;;.t;:.:;;nr?;g.;L..RfL‘“

Il

The Use of TsyMDa]y in East Central. Alberta: ;l;;;}h1¢'f

A, Med1ums ;;;L;.;..,;,.;.., ..... el

L1I1,

1v.

Roles in Musxc_ht.;;ul;.;.1;.;,...1.{..;,..L;..;24

C. Related Mu51cal Trad1t1ons 1 S

Profile of a TSymbaly Maker. ... ...u...eeeeeeooious31

A Tradition ... e.tusenaiesevepeeiitdeniiaie e 34

B. The PLAYET +vvvivvnin et insussinimivgonesenini36

i

C. The‘Crafiémah:,w{l..hgl;;;;;;f,.y;;:...;,.1;;.;:37'

D. Sayihgs‘ge;{.a,gh.;gg,;.ﬂ;ﬁel.,,;;};ﬁ.;.vﬂ.;,;f.39 L
E. The SaleSMan: .....e.vusslveesvessvunisiiuiiniosidls

Construct1ng Tsymbaly.;.;..llu.;e};f};:.;u.;.;.;.;;45';3

Skeleton Frame ,;}7.;,;,15,}.;;.,ei;:}{:.L;};{..4gl\'

A
" B. Bottom Board [Spldnla doshkal . ,.;.;.e;};a.m;53¢’l

@]

D.  DOWELS .uvviivrreeeeeennn ;.;,..;;.;...;..;.;;;.;;se:‘[

| E;\Supportxng Brxdges [PldePy] --"?"f;’-fl-;,};.57. o

F. Painting .;g;, ..... ;‘}..;{......{,.;..u..,.e....59

-G\ Ornamentatxon ..;...,..u}....,. ..... ceeene weesesa59
H

;IMeasutlng for Pegs and Plns }L;j.;r:gi..{.......el‘

. IL'Top Bridges [Konyky] .;..;.{....;,.l... ....... .64

3. Top Bdard [Venkhn:a doshka] PO X

K.'Sound Holes'T...,.J.............l:........;.....68 i

vi

.'Fac1ng-....,.;....Q.;:.;;;,..f,ﬁ;;f;,;;,ﬁ;,::,;;544-f'



o..

Fxttxng the Top Board [Veﬂkhnia Doshka] .......;69

Play1ng Stxcks [Pal tslatky] }..,.,{..;,,....;.l70-

'Stringmng .Q, ...... '...;2.,1.;.;.,.I.;..' ..... e 11

Tunlng ..J}{}.r;u....;..;,.;.;,,a,{......f..}...72,

5Tun1ng Key [Klluch] ..;..,;..uliﬂl,;;;;;f,p,..7§

:V;.Tsymbaly Mak1ng 1n East Central ‘Alberta ...L.;i...f76

) . 'B'._.'
il
.
.
-

- Conclusion

"It All Started 1n Andrew ,...l...,;,;}u};;....77
Old vs., -New- ;;;f,[.}..ﬂ.g;Q.,;,;(.;....E..f.}.;.79
The Tsymbaly Craft Today - OT R O PIPPP.

Tunlng ,;.....u;."..u.:q.,u.;.jq.;..,.,.,.;;:...87

‘COmmunxty.;;;.;ﬂ..J;.;G;Lh;.;.;.;}.,;5;...4;.,.{9i .

"Matketiﬁg L{.f.{;;.3.;.h..f,.;.xﬁﬁ,...ﬁ,y.;};.:.93,'

R EEEEE e dosocvoe s bbasvas s esese s eee e el e a6

 ~Bib1icgr§phyu,j;;5}{,;,.L{.;L;{}..if;.)....:ug;f}.é;.,l..ioé ‘

~A‘. . .‘

0-0..’-..'0?‘0n‘lio!-.c._l‘!o.._o..l...gc'}oyvtn‘ol;;n.‘_...l1qv2~.A,~

ﬂ Appéhaig‘;

9~Appeﬁdig:1

'selected Works, K S
. _“Discs
-.-'- u'..‘- . ._.-._.?‘u-v"o.-}'.o o‘aocuobv-.‘- b..'-n o‘---’.“.'-..n-114

Informants

,oo:ooAta'o-'o'vo‘--l--ot'ia.s.tou‘ ----- 'l'.l;."J'».l'.‘n_t;....I.l11'5V

Glossary lll;0-.;l.‘.‘q...'.l.’ll'-l"'l_l.I_l"‘;0;’..‘.-1}7-. '

T

I. Llst of Tsymbaly Makers ,;.;}.:;.L.;.;," 120-'f N



List of Figures

“igure’ o L S R page -
| ) A} o
1. Map of East Central Alberta. -Adapted
' fromJulian Stechishin, Istoriia I,
- poselennia ukraintsiv u Kanadi.... . =~ ',
- [History of Ukrainian Settlements , b
f1n Canada): (Edmonton: Ukralnlan

Self Rellance League, 1975) p L Loz S

2. .Photograph of Ostashek Weddlng, Wasel
.0~ 1933, featuring troista muzyka.:

-‘(Photograph ¢qurtesy of John .7 | S

Bablchnk Smoky Lake, Alberta); IR - T

3.7 Photograph of Tom Chychul marketlng
o ‘tsymbaly at the Vegreville - .
Pysanka .Festival, .July 198%: . eIt e
(Photograph by Mark Bandera) ?f 0w 327

‘4.: Notatlon for a "Wedd1ng March" dev1sed o
by “Tom Chyohul - L 143“.

':.5._,De51gn of Chychul tsymbaly, 19?9 (Adapted
) .by Yarema Shulakewych, Edmohton:’ A 3 C
-_Omnl‘Deslgn Ltd , September 1984) - - 46

96.1l51de block for the skeleton;frame o s
) " (step. 1, end v1ew)‘ . SRR 49 .-

'Side block -for the skeleton frame . - o,
'(Step 2 length v1ew) E S 49

Y

8;"Slde block for the skeleton frame - B
) (Step 3 .end v1ew) e - 50 -

9. .Side block. for ‘the skeleton frame - © p
TN (Step 4, end v1ew) . S 51

“fO:"Front or. ‘back’ board of the skeleton , L
‘ frame ready for ]01nt Lo .52
'11,_7Tapered s:de of the 1nstrument (end A ,
‘v1ew) _ . L B ©55

~-'12.‘~Dowels 1nserted through the front . L
) -1nto the 51de blocks _ . ) S :56‘

viii o



4.
15.

BRI

18"
19.
20.
21
22
235

C 24,

.W;Support bridge with sound posts

.Gr1d pattern-on sides for drilling.

' pegs or pins o ) .

Marklngs for openings'for top-bridges'

Openlngs in the top brldge

'Top view of end of. a top brldge'ﬁ

i

Top brldge, full v1ew’

Sound hole on- the top board

Playing stlck of "zelisko" type

Photograph of Tom Chychul dr1111ng
holes .for pins-into a side block
(Photograph by Mark Bandera)

.Two types of.- playlng SthkS used

) 11n East Central Alberta-

fTSymbaly tunlng systems ‘used TN

in® East Central Alberta .

«Tsymbaly tunlng systems [contlnued]

Y

C1xX L

58

62

65
" 65 "
66
67"
, 69

11
.78
82

89



“

I.

Introduction.
Ly



Ly . . N )

dou U (eLeT
. ) . . )
S T Lauowd rieg uT1uTIeAN (3O

7

yojuowpy) (eprUB) UT

‘angva O0UBI[OY JIOS uUBTULITINA

uucuma:v wcmcmx N ATSIUTEIRN mﬁc:wammoapnmﬁLOpmH

1

: . .aw:ww:azwmucnﬂmdh wod J UuwgaW<,.mu;mpa<ﬂAaAQt@u Hmmm ]J0 &w?

- S >

2an3 14

‘wviy38V NI

SNVINIVHNN 30 SLNIW3TL13S ATHV3 | .

l . . .

_,_ o NI

LO9SWOML . o)

- - P

* ! B a3iSh mCAL T -

N 4

rE}
wYRIV) v

i
NgOENIR !

‘prevyor,

|
|
S
in
!

‘ ~ . ;T T~
. M . i -y # ! nrr- _ .
LA S S : N L Tieas o W . :-.Dv. J - K E
\ . NN vme] Sob , -
) ; i R - . ', J
% . - . £ vl H
. . .u,..a// e o f NCLINOWO)D . “
- o~ : [ARESTEIL g .g\t . ' ﬁ .
- 7 . wuva IVAOW < -
r - . ; T jwvamhnm st ! ber
7 K = .:.3#».. 3 , S N . N ; . !
N T PR - N — nYNEL R Sy Cuviam L ! i
23 Tanlewil By - - \
‘ - - \ N — TS L) ‘
_-. N . ——— [N . _
5 . LT
L S ¥ guordv nel ‘ ,
4 * © e )
Tt ’ E HMYNOQ 4 - T
. XY L -
. ..u:/,.M-oxn R ’ ' o
B i ) ' " .'uocw:m s L. R . i _a .
2 B . Lt > o 7 N . . R SEREY
. . , _ - ! AN N ,. v o
- HE : ! .
e - - 14 t . i - A,
° - v v . / . - 3. . Aw o ., -
L v S ’ - - ool hn s
: .o : : g . RN i
: s S SR R 3
U . L . S L -
H - .,v - iw
, » ’ * | - | E )
P . . W | .
- : .. T PRl Lo ey " -
. R
. R R i _ . N SO S S —_———— e e LT T T
, - - o, - .




"“Introduction

Tsymbaly' (Ukrainianahammer dulcimerS)\repreSent-a

popular present day aspect:of~therkrainianyimmigrant
. complex in Western Canada. Theudistinctime "Old'COUntrYuu‘

sound" of the 1nstrument is heard at weddlngs and dances,

fest1vals, competltlons, in recordlngs ‘and on the rad1o
The 1nvest1gat10n of folk mu51cal 1nstruments belongs to the
field of ethnomu51cology Bruno Nettl suggests that

] thnomu51cology may also be con51dered adjunct to the study
» \ °
of folklore among other'flelds

s

Tsymbaly. belong to a group of mu51cal 1nstruments
‘generically called dulc1mers, a mu51cal 1nstrument of the

zither  type (+:thc it keyboard) Struck w1th hammers

.

Dulcimers are distr: buted throughout much of the Old WOrld
In Western Eurc_e dch1mers are Varlously known and

characterized as/ps te/"y, hackbr'ett or dulce melos, ih" :
‘In this study, the term’ tsymba]y W1ll be used for the
Ukralnlan dulcimer and "hammer dulcimer" for other North
American variants, in order to help dlStlngUISh thelr
respective technical and contextual -identities;. C.H.

_Andrusyshen, Ukrainian English Dictionary (Saskatoon:
University of Saskatchewanf®1955), ‘was used there were
questions concerning Ukrainian termlnology found in wrltten
works or used by informants. &

. ? Robert. B. Klymasz,‘"Sounds You Never Before Heard .
Ukrainian Country Music in Western Canada," Ethnomustcology,<-“
16, No. 3 (1972), pp. 372-80. -

3 Bruno ‘Nettl, The Study of Ethnomusrco]ogy Twenty nine

- Issues and Concepts (Urbana Unlv.,of Illln01s Press, 1983)
pp. 3-4. :
‘* Erich M. von Hornbostel. and Curt Sachs, "Cla551f1catlon of

“Musical Instruments,” tran. Anthony Balnes and Klaus

. P.Wachsmann, Galpin SOCIety dourna] | No. 14 (19671),

20 22, : o o
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VJEastern Europe'as tympanom or Cymbalom, in. the Mlddle East
‘as the santur, in Mlddle Ksia as the’ chang, and East Asia as .

- the yang chin,i%

"Dulcimers,were brought @rom the Br1t15h Isles and

;;popular1zed in: North Amerlca 1n the 1800 s They are
i:generally 1dent1f1ed a8 the hammer or hammered dulc1mer,(or
}-dulc1more) to’ distinguxsh them‘lrom the more common‘h
"*appalachlan or, plucked dulc1mer ThlS hammer dulc1merf
~;“trad1tlon largely dl&d out at the beglnnzng of the 20th
';centurv though it has seen a rev1val in. North Amer1ca in the

f}1960 s.

Old WOrld Ukralnlan tsymbaiy typlcally con51st of a’

"trape201dal frame (95-130 cm, long, 35-5§'gm,_w1de)._a sound

;board (Mlth 1-4 sound holes), and two bridges- OVer'lOQ

lstrlngs an groups of 2 to 6 called bunty rest on thlS

‘.fstlcks called palts:atky (12-16 cm. long)

: structure The Dunty slope, alternately pa551ng over onev

'~br1dge and under the other The tsymbaly are played wlth

’

- The. Cymbalom was popularlzed in Eastern Europe 1n the

“45¢h. and 16th centurles A tsymbaly tradltlon ex1sted in the - .

arpathlans by the 17th century At the end of the 1800 S,

tsymbaly were part of a strong mu51cal trad1tlon assoc1ated

_ ylth r1tual and soc1al gatherlngs.\Thls mus1cal trad1tlon

__1___._____________

s David Kettlewell, “Dulc1mer,_ The New Grove chtlonary of.

‘Music, 1980 -ed. '
¢ paul Gifford, . "The Developement [51c] of the Hammer

Dulcimer, Mugwumps .Instrument Herald Sept. 1974, pp. 19'23

" Stanistaw Mierczynski, Muzyka Huculszczyzny, [Music.of. the

"Hutsul Region] (Krakow- Polskie wydawnlctwo Muzyczne, 1965),

p. 150-155: -



was carrled w1th Ukra1n1an 1mm1grants 1nto Western éanada,,
‘establlshed 1tself 1n'the 1890 s and has enjoyed a |
lcont1nUous tradltlon to the preSent day Thls study focuses p
“on tsymbaly maklng in East Bast Central*Alberta today lt‘ |
\\WIll be explored prmmarlly through a tsymbaly ‘maker and

’ varlous.contexts'of_hls.art 1nclud1ng the maker s craft and

“audience.

A. Rev1ew of Research in’ the F1eld

Infbrmatlon about tsymbaly, and tsymbaly craftsmen may
occa51onally be found in human 1nterest storles An. local
papers festlval program notes Or local h1stor1es, but few
scholarly works ex1st about tsymbaly 1n the North Amer1ca

Bruno Nettl‘ in Theory and Method ln Ethnomus:cology
states that ethnomu51cology tends to concentrate on vocal
mu51c and anaLy51s of song, often neglectlng 1nstruments and'
1nstrumental mu51c : Tsymbaly - maklng and play1ng 1n North
America remalns dynamlcally actlve although almost
completely unstudled An eXteptlon is Barre Toelken s shortg
~‘dESCf1pt10n and analysls of an Oregon tsymbaly maker 1n The |
Dynamlcs of Folklone ' ’

Studles from three major related flelds contrlbute to_;
the understandlng ef the. tsymbaly craft Flrstly,_tsymbaly

' ‘Bruno- Nettl, Theory ‘and Method in Ethnomu51cology (London

" Free Press of Glencoe,;1964) p. 204

s Robert- B. Klymasz, "Folk Music," in Visible Symbols )
;Cultural Expression Among Canada’ s Ukrainians,. ed. Manoly
Lypul (Edmonton: Canadlan Instltute of Ukralnfan Studles

. 1984), p..49. :

. ' Barre Toelken, The Dynamlcs of FolkIOFe (Boston Houghton
. Mifflin Company,‘1979), pp 110—12 L 3 .



are occas1onally described in Ukralnlan Canadlan \

\

ethnography A second related fleld is comprlsed of studnes-
. X - 4 - \
‘of folk music, 1nstrumentst and ethnography in Ukra1ne The

thlrd related f1eld is ethnomu51cology In thlS last o A\

. category, dulc1mers as well as mu51cal 1nstruments of other’

pultures are 1ncluded o

- -

‘A 1917 study by J.S. wOodsworth Ukralnlan Rural

- +

'_Communltles mentlons tsymbaly among musical 1nstruments of

,early 1mm1grants. ! wOodsworth documents early muS1cal

1nstruments in parts of East Gentral Alberta. However, the

survey of mu51cal ‘instruments is. haphazard often..

1ncomplete, and uses" questlonable nomenclature.

At the forefront of- Ukra1n1an Canadlan folklore stud1es
4 .

is the work of Robert-Klymasz whose doctoral dlssertat1on
Ukralnlan Folklore in-Canada proffers the flrst
comprehen51ve con51deratlon of the processes at work inm the

~ Ukralnlan 1mmlgrant complex 1n Western Canada. In thlS and

hlS other publlcat1ons, Klymasz c1tes tsymbaly in hlS

’ dlSCUSSlOﬂS of  the wedd1ng, Ukralnlan Country Western Mu51¢,

‘and festlvals.‘J His contextual framework, whereln he
J S. wOodSworth~ ukra;nlan Rural Commun:rles, Bureau of .

.Serzal Research Report {Winnipeg: 1917) pp. 46, 86, et- ’
passim,

‘2 Robert B. Klymasz, Ukralnran Folklore  in Canada:: An
Immlgrant Complex in Transition, D1ss. Urbana 1971 (New
York: :Arno Préss, -1980). . .
~ +2.0Other works include Robert B. Klymasz, ContanIty and
Change Thé Ukrainian Folk Heritage in Canada {Ottawa:"
National -Museum of Man, 1972); .Robert B. Kiymasz, "The .
Ethnic Folk-Festival in North America- Today," Ukraintsi -
. Amerykans’komu .ta karnads’'komu suspil’stvakh, ed. wSevolod
- Isajiw (Jersey City: M.P. Rots Publishing, 1976), pp.
. 199-211; Robert B: Klymasz, "Sounds You Never Before Heard
:Ukralnlan Country Mu51c in Western Canada. and .Robert B.



describes the dynamics of continuity and.change fs;also
‘relevant to the study of the tsymbaly phenomenom

Among other studles that recognlze the dynamlcsiu
Ukra1n1an culture is the recently publlshed VISIDIe Symbois .
Cuitural Expressrons Among Canada’s Ukrarnlans based on- the |
proceedings of a conference held at the Un1ver51ty of
Manitoba in 1981. ‘It is also in thlS SplTlt that "The'
Western Canadian Championships Tsymbaly Compet1tlons at the
Red Barn" 1dent1f1es the present popularlty of tsymbaly .

Many'studles, due.. to' thelr focus or lack of sen51t1v1tyv
to'folkaprocesses,vare of~11ttle use in: the examlnatlon of
the tsymbaly phenomenom Renneth Peackock s - A SUPvey of
Ethn/C‘FoIkmUSJc Accnoss Westeﬁn Canada focuses on- oral
mu51cal tradltlon in. the Ukralnlan commu51ty e Ph111p

Bassa's dlssertatlon, "Ukralnlan Mu51cal Culture 1n Canada,

[}

completely falls .to 1dent1fy the act1Ve folk tradltlons or
the1r processes 1n the Ukralnlan 1mmlgrant complex in
'Western Canada

A second area of concern tsymbaly 1n Ukralne, ‘has been-

studled from various perspectlves Technlcal aspects of
\

_____—q__a__n__...___

- tsymbaly constructlon are prov1ded by M.V. Lysenko in an ~:

"3 (cont'd) Klymasz, "Folk " Mu51c o o

_'* Manoly Lupul, ed., Visible Symbols Cultunal ExpreSsrons"
Among Canada’s Ukra/nlans (Edmonton Canadlan Institute of

Ukralnlan Studies, 1984).

\ ‘Mark Bandera, - "The  Western Canadlan Champlonshlps. e
Tsymbaly Competitions at the Red Barn," Canadlan Folk Music.

"~ “Jolrnal, 11 (1983), pp. -28-33.

- 1¢ Kenneth Peacock, A. Survey Of Ethnrc MUsrc Across Canada
Anthropology Papers No 5 (Ottawa Dept “of: Northern Affalrs
. .and Resources,  1963). ’ :
-7 'Philip Bassa,‘"Ukralnlan Musxcal Culture in Canada,

dlss Montreal 1955 : - :

~



. 1nterest1ng, though 1ncomp1ete, descrlptlon 1n NaPodni
‘muzychrt lnstnumenty, ‘¥ written in 1893. Stanistaw |
~M1erczynsk1, in Muzyka Huculszczyzny prov1des diagrams and

'~:descr1pt10ns of tsymbaly and thelr tunings based on

':mater1als gathered from 1937 to . 1939

o Contextual dlSCUSSlOﬂ of tsymbaly is furn1shed by Hnat
:KHotkevych 1n Muzychnr lnstrumenty ukrains’ koho nanodu ° He -
i traces the’ or1g1ns of: tsymbaly, relates Ukra1n1an tsymbaly
to those of nelghbor1ng natlonalltles, as well as documents
.the use’ of tsymbaly in r1tual and ritual song Slmllar |
’,descr1pt1ons can. be found in ethnographlc works which relate
: to rltual w1th whlch tsymbaly are assoc1ated as for

'example, "Muzyka ukralns koho ve51111a, in VeSII n/
‘p(snl, ‘Z ’ S C o A _

. & .
In "K 1zuchen11u ukra1hs'ko1 narodn01 1nstrumental’n01
muzykl," Klyment Kv1tka categorizes folk 1nstruments
_accordlng to the class of peo le who played them Tsymbaly

players belong in a profe551ona; category of musicians.?? A
' Thls was flrst publlshed by M. V Lysenko under a
.pseudonym, Boia "Narodni. muzychn1 1nstrumenty na Vkraini,"
[Folk Musical IEstruments in Ukrainel Zoria, 1 (189%94) 4-10.
It was republished (with notes) under M. V. Lysenko, Narodni
‘muzychni instrdmenty na Ukraini [Folk Mu51cal Instruments in
-"Ukraine] (Kyivy Mystetsvo 1955) : : . ‘
"9 Mierczynski), 150-155. P L
2% Hnat. KHotkewych, ‘Muzychni lnstnumenty ukralns koho
.narodu, [Musidal -Instruments of the Ukrainian People] : o
(KHarkiv: Derzhavne vydavnytstvo Ukralny, 1930), 155-63.

oY ALT. Ivany‘s kyl,_"Muzyka ukrains'koho ve51ll1a, ,["Music

of the Ukrainian wedding."] Vesil’ni pisni, ed, 0.1. Dei
(Kylv .Naukova dumka, 1982), pp. 54-69. .

J?? Klyment - v1tka,_"K 1zuchen11u ukrainskoi narodn01
1nstrumenta} noi muzyki," [Towards the Study of Ukrainian
Folk Instrumental Music] in Vol. I1 of Izbrannye trudy,
[Collected /Works] ed. P.G. Bogatyrev (Moscow- Sovetskii
'komp021tor/ 1973) pp. 251-78. A



: profe551onal Gypsy mu51cal tradltlon ex1sted in much of

‘Europe,

1nclud1ng Ukra1ne

Illustratlons of - Gypsy dulc1mer

e tfadlthnS can be seen in Bal1nt Sarosi's Gypsy MUSIC

: In Hrale orkestn ukrains kykh narodnykh lnstnumentlv

1V1ctor Hutsal dxst1ngu1shes between mall (small) or

-hutsul S kr (GaIICIan) tsymbaly, and velykl kontsertov:v

7(large concert) tsymbaly

f Recent Sov1et stud1es generally

dlsplay a decxded blas for modern concert 1nstruments A.
'Humenluk Ain Ukra;ns Ki nanodnl muzychnl lnstnumenty, > and
NezoVybat ko 1n Ukﬂarns Ki. tsymba)y and SHkoIa hry na’

‘_o;

‘ukrain’ kykh tsymbaiakh

: prov1de some hxstorlcal backround

"but deflne onTy concert tsymDaIy as be1ng representat1ve of

‘the present state of the. ‘ork art

I1lustratlons and descrlptlons oF rsymbaly ¢an also be

found in catalogues

ulstu

re n Ivan CHabynxak s MUZychnl

An example 1s the~Mpseum of Ukra1n1an

rnstrumehty.

i

In the wes* there.*s'.ncreas1ng awareness and

pub71ccc-0"

. na ukrains’kykr Tesmbalanh: [su._
Tsymbaly] (Kyiv

20

See -

28

‘Instruments)

pp. 45-47.

'regardxng dulczmers The Li brary of CongreSS has,

-1, Gypsy Music, trans.

33 Balint red’Macnxcol
(Budapest ‘.na Press, 1978). . g

P4 Victor 1, Hrale orkestr. ukrains’kyh narodykh
instrumsnt "he Ukrainian Folk Instrument Orchestra

~ Plays] (¥ i- sretsvo, 19787,

St AL Fumer o Jkrains ki -zrodni mUZYChuI ihstrumenty .
‘[Ukrainian sice Instr;nen's] (Kyiv; Naukova dumka, -
1967), pp. 1l° " e .

‘0. Nezc 'b=nt . "2ins'Ki rsymoa]y [Ukrainian Tsymbaly]
'(KYIV Muzychna . Ceine. 976 O. Nezovybat'ko, SHkola hry

~. ‘For Playing Ukralnran.'

fyc-eistve, 15cb)..
"Related Music:‘ Traiitions™, Chapter 2.
Ivan. CHabyniak, i 7, ,chni fnsr”umenty [Musical »
(Svydnyx: Muze. Jkrains'ksci kul'tury, 1872),
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" ‘published.The Hammered. Dulcimer and Related Instruments: A

;'belibgraphy ’*hunfortunately; none:of"the listed materials.-

],deal spec1f1cally w1th Ukralnlan tsymbaly, and those

"?representlng North Amerlca concentrate almost exclu51vely on
;duIC1mers descended from Engllsh var1ants -
An overv1ew of hammer dulc1mers around the world is

"prov1ded by Dav1d Kettlewell s "Dulc1mer fln New GPove
hDICtlonaPy of MUSIC *J- He. is also fhe author of "The_ ‘
Dulc1mer and Related Instruments,“ an’ unpubllshed Ph.D.
:the51s 2! John Leach prov1des another 1nterest1ng overv1ew':
.1n hlS artlcle'"The Psaltery and Dulc1mer "”i ‘ |

- A very good chapter on" hammer dulc1mer constructlon 1s-f
'contalned in: Paul Hacluck s Vlollns and OtheP Strtnged |
'Instruments 22 Other sources concerned wlth constructlon
 1nC1Ude Phlllp Mason s How to Burld a Hammer Dulc:men,
Howard Mltchell S. The Hammened Dulc:mer How to Make and
Play It, ‘and Sam Rlzetta s, Makrng a Hammer Dulczmer.f‘
'Though not dlrectly related to: the tsymbaly 1nstrument

—Evan Stein, The Hammered Dulcrmen and Related -
.~Instruments a Blbltography, Archive -of. Folk Culture
- (Washington; D.C. lerary of Congress, 1979 . ~
’° Kettlewell, " *Dulcimer. ' ///\-J\\
. 3" Ddvid Kettlewell "The Dulc1mer and Related Instrumen}s :
‘Dpiss. Loughborough, 1973. o »
>3 John Leach, "The Psaltery and Dulc1mer," The Consort,/No.

‘134 (1938) pp. 292-301.

>3 paul Hackluck, Violins and Other Strtnged Instnuments

" How-to Make Them (Phlladelph1a. David McKay, 1914),
-7 141-58,

PR Phlllp Mason, How to Burld a Hammer "Dulcimer (Front
Royal, Virginia: ‘Blue Ridge Dulcimer Shop, -! 1977); Howard:.
Mitchel The Hammered Dulcimer.: How -to Make and Play It

“(sharon, Corinecticut: Folk Legacy Records FSI43, "1972)

'[Record and Book}; Sam Rizetta, Maklng a Hammer- Dulcimer

,(Washlngton, D C.: Smithsonian Institution, 1972) Leaflet
72-5. . ' o coe T .

/



1

bu1ld1ng tradltlon,‘the aforementloned prov1de a good ba51s,

for comparxson of the arts, spec1f1cally concernlng oy

.

.technlcal-aspects of constructlon.
WOrks of general 1nterest concern1ng mu51cal
Alnstruments 1nclude Genev1eve Dournon s Guide. fOP the
Collect/on of - Tnadltlonal MUSlcal Instruments, Thomas Vennum |
'Jr.eé, The OJlbwa Dance DPUm Anthony Jackson s article
"Sound and R1tual“, and Bruno Nettl S Theory and Method .
ErnnomUSIcOlogy In51ght 1nto the phy51cs of the tsymbaly ,

";sound can be obtalned in: Robert Don1ngton s MUSIC and Its

[

: Instnuments 38

‘..”BJ Method 4
Accord1ng.to Bruno Nettl S dlscu551ons of‘
:ethnomu51cology and spec1f1cally mu51cal 1nstruments,d
studles may focus on: (1) mu51cal culture, (2) mu51cal -
ster, or (3) 1ntegrat10n of mu51cal style and culture
- This study w1ll strlve to deal w1th the flrst of these ;1

-maspects, musxcal culture' Tsymbaly w1ll be looked at as a

1

mater1a1 object of culture, and 1n 1ts cultural context. The

- culture 1n wh1ch the tsymbaly phenomenom thrlves can be
Genev1eve Dournon, Gu;de Fon the Collectlon of Mus:ca?
Instrumenrs, Technlcal Handbook For Museums and ‘Monuments’
No. 5 (Paris: Unesco Press, 1981); Thomas vennum Jr., The
QJjibwa Dance. Dnum "Smithsonian’ Folkllfe ‘Studies No. 3.
(Washington, D.C. 1982) Anthony -Jackson "Sound'and ...
‘Ritual,™ Man, 3, 2 (1968) pp. '293-99; Nettl, Theory and ..
Method "in Etnnomus:cology .Robert Donengton, Musrc and It s';
Instnument s (London: Methuen & Co. -Ltd., 1982). . E
‘Bruno Nettl Theony and Method in Ethnomusrcology, pp
215-17 ; :
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'1nterpreted as reflectlng dynamlc processes defined by, the

'hemlspherlc school of folklore.x‘ ‘t: t‘f_ S : .“,jV ,téif

Fleldwork provxdes the prlmary materlals for thlS“
 study The most 1mportant element cons1sts of recorded
'v1deotapes oﬁ a. tsymbalylmaker work1né’at hlS craft An
: attempt was made to note hlS art as. closely as p0551b1e..7n;'
.addltlon, tape recorded 1nterv1ews were conducted w1th other.
”pcraftsmen and players;ﬂDurlng the 1nterv1ews, varlous V
mu51ca1 and extra mu51ca1 contexts of the tsymbaTy were
ldlSCUSSGd; Where poss1ble,‘thls prlmary data was, then
:compared w1th other sources.fh;;A‘ : .'__:

In thls study tsymba7y maang 1n the area of East
.”Central Alberta 15 dlscussed Informants re51de both 1n:-3“
;Edmonton,.and east and northeast of the c1ty in towns such
Ias Tof1eld, Smoky Lake, Andrew and Lamont However, even'
':the c1ty 1nformants trace their roots to the country51de.

‘ The cultural context of tsymbaly 1n Western Canada anq-‘
;_Qspec1£1cally in the ‘area.of East Central Alberta 1s
' fdescrlbed in Chapter Two. The tsymbaly phenomenom actrvelyr
reflects the processes of cont1nu1ty and change in-the"
"L1mm1§rant complex.‘}. ‘ '

In Chapt(. Three, a proflle of Tom ChYChul Va:
,representatlve tsymbaly maker is presented How he

v

1nterprets and characterrzqs the modern state of hls art 1sf

'5,explored.. R ._\'_T;“ : C J .f

_,” Rlchard M Dorson, FoIkJOPe and Folkllfe (Chlcago- Un1v
“of Chicago’ ‘Press,’ 1972) pp, 43 45,
28 See map, Flgure 1 :
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The musical instrument as an object of méteriél cui;ure N
is desgribed'in»Chébter~Fouf.'This is done by by-:describing

'

_the-proceée of constructiﬁg'é modern tsymbaly:

In’ Chapter F1ve,_varlous esoteric and exo;erlc aspetté
of’ tsymbaly and’ the- tsymbaly craftsmen are ‘discussed. ~[“ R
Interv1ews wlth the 1nstrument makers and players as‘well

as publlshed sources. prov1de the’ b551s for dlscu551on..

I - iy
T

. The varlous dynam1c characterlstlcs of the tsymbaly
pmak1ng trad1t1on are hlghl1ghted in the Conclus1on. The
7adaptab111ty and assoc1at10n of tsymbaly wlth old and new
tradltlons 1nsures contlnued 5urv1val Two append1cesv

'glossary of tsymbaly mak1ng terms and’ a llst of tsymbaly

-makers have. been added as an a1d for ‘the” reader

&
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The“Use of'fsymbaly in East Central Alberta:

\

The flrst Ukrarn)an 1mm1grants to- Canada to Western
Canada came -almost exclu51velv from Ga11c1an ‘and Bukovyn1an'

areas of Austro Hungary They were peasants whose ;.rmary

motdvatlon for leav1ng the Old Country was econom1c.'
deprlvatlon caused by such factors as overpopulatxon

.subd1v151on of land holdzngsL heavy taxatlon, and

~unfavorable pol1t1ca 'con01tlons ! The Bukovynﬁans were

prlmarrly.Orthodox whlle the Ga 1c1ans were Greek _—

Catholac. e E o ’

.

N
'

There have been th ee Drrmarv waves of Ukra nlan
1mm1gratlon to Canada. Beglnnlng in tne']SQOﬂs, and over. a’
;per;od.of‘almost 20,yearsJ 170 000 Ukralnlans 1mmlgrants .

:entered‘Canada. The seCOnd. or'1nterwar rmngratlon saw

O\

aprox1mate1y 60 OOO rmmlgrants enter Canada Ih est

Central Alberta,’the two pre Werd War IT 1mmxgratlons f‘

'

centred thelr llves around agrlculture, and thelr
settlements were prlmarlly dlstrlbuted near rallway llnes'
nepded to transport graln.

" As quoted by Vladzmlr J. Kaye, Eaﬁly UkPalnlan Settlementsf
in Canada, 1895-1900, (Toronto- Unlver51ty of. Toronto Press, '

7 1964), p. 3. S
-2 John Paul Hlmka,‘"The Background to Immlgratlon' :

Ukrainians of Galicia and Bukovyna', 1848-1914, intA
"Heritage’ in.Transition, ed. Manoly. R. Lupul (’1‘oronto. .
McClelland and Stewart Ltd., .1982), pp. 11-31. = =~ SN

_vladimir. J: ' Kaye:- and Frances’ Swyrlpa, "Settlement and
Colonlzatlon, in. A HePItage in Tﬁansltlon,'ed Manoly R
Lupul, pp.-32- 33, . : .

: See.map,’Flgure 1. .

. - . . . e p
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-universal and unigue excressAors cf the tultdre S valiues, .n
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. contrast, the‘pds:'wqxld War 3IVgsoup emohas‘zes secondafy

symbélS'(suchfaS'ihe‘Poet-xa as SHevcne"ko :>'r ;ne oandura“)

which: evoke - memo es oiﬂpersecu;:éh_and*aftempgs to Free the

’ CUIthe.‘w Isa]iw states'chaﬁif’: e ‘Q»x

R viadimir J. haye and Frances Swyrlpa "Sentlémént‘and
Colonization,” ,pp. '32-33. 5 )
“*+ The bandura is recognlzed by thlrd waye Ukralnlan ]
immigrants. as the representatlve ‘national: 1nstrument' see
"Related Mu51cal Tradltlons,? Chapter 2.

s WSevolbd W isajlw "Symbols and Uknalnlan Canadlan

N
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' Synopflb :mary symbcls (... .].can be said 'to be =
‘ rong, symbo s of ethnic 1dent1;y than- the S
aesb~‘p:ive secondary .symbols: pecause  they - e
Cimplicizly contain more 1nformat¢on abou* the groug.
~ Morepver, the kind of\.nformat on conta: ined provides
. .g betrer 1ink with ~he roots’ o‘_uhe g Qup, that "is,! ;.
. ‘l?s remote origins.’* '

\

. .
i

o

“ne fSymDa7y:demon§traue He *es--len”y assoc¢éued with
é?nop ‘c pr:mary symbo 5. The mL51c ;‘ne-:tage of pre Wo*zc}
War .11 immlgréﬁ;s (fgom Wes er h reg:.ons Q: Ukralne)‘;nc;uges 
o:'onﬁy tsymbaly,ubpﬁ,many 6tﬁefwin5t;umen;§ {n§lud§ng |

"sopilky (varipus'flutelike ‘nstruments), ‘the drymba (jews'-

“rh

- ) . PRI L.
cr saw's-harg), duda ‘bagpipe),,and trembita (ﬁk%ain§an

" aipine horn).* Ncne of these Ctn&'.i nstruments, has.enjoyed.
the popular:ity cf symbaly, andé most sprvwve or;y in'the

memgry of .the community.tt . P

‘Both’ tsymbaly medAums 'and the role of \' ‘instéument'in

us c nave phanged in -Canada. Why and how tsymbaly cont - nue

to address.the neecs and memory o‘.thelr ful ure will be‘

" examined in. tnvs chapter. Dournon states that~ , \

: we' may also note that in the mo“e or f;ss rapld
_process of transformation or dlsappearance that .
affects traditional. cultures, - musical 1nstruments '

- and music frequently vanish last, as they draw from
'che very depths of the memorj and needs of-a

"(cont d) Identity:. Thelr ‘Meaning and Slgnlflcance, in A,
Hemtage in Transition, -ed. Mandély R. Lupul, "pp. 119-28.
;“ Wsevolod W. Isajlw “Symbols and. Ukralnlan Canadlan
Identlty,. p. 125. '
Humenluk Ukrdins'ki narodnl mquchnl ‘fnstrumenty; M. V.
Lysenko Narodn i muzychnr ‘instrumenty na Ukraini; Khotkevych.-
‘In taped interviews .with John® Babichuk, Smoky Lake, '
May- June 1984, other musical- ‘instruments heard about from
‘his father and early years .in-the community  were described.
_'He knows’ of no. oneé actlvely pur5u1ng these other musical '
,instrumént traditions: today. J.S. Woodsworth also documents
early. mu51cal 1nstruments Ln partS'of East Central Alberta.”

s . e
. . .
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T unoersrarc :hewsogial context of tsymbaly it is ,

‘ eressary to go back ;n't me tc‘the Ql&xccuhtry. Popular

—pae

:Funcr.ons sUcn as *He weda‘ng, [veSIIIIa] or social ..’
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anscaroarhman "ec*ons oF~ Ukraine reguired mdSié for

da@c:ﬁq TPOISfa muZyka mus ca-;.c.n ensembres usua iy

! s .
. . .

' featuring the. aler-t,,tsymoa;y an d Srum (aﬂA sometimes .
. R . . , ° , . - , ‘; . M

.sbpilky‘dr«c:her instrumentsi were’ pop clat, anc cohs:derec

‘gbligatery at these ‘functions.™® mr 'S teorsta muzyka
rraditic- w~as brought tc.Canada ynere f: :on:i“ued-fis

i . . o ! . .

popular aSsociétiOn.wi:h rituas and saeic-_events,:mCQt I
\ , ) \ - > . ) ] . . . . : , . . N “‘, L v —

e no:ably the'weddiqg.

LB |
o TR

; 97: wecd ng illustrares the fradizion cf ‘the ‘trojsta”
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Co mUZyka ‘and tsymbafy in the wedding . Be
'»'ne musrc1ans wou1d meet at. the br Ide 'S wouse ~and escort
- K . N e . N 1 .

?

“her to;:hegchurcn; Or the way, they wQuId_p;ay the wedding .

marches, and ritual songs :6.which people sang. After the
‘church weddihg,” the musicians would again play music on the
.gwaylback o the*brideé:hbuse{~Particu%arly’impc:tant was ‘the

-

+* Deurnon, p. 9. . ' e
20 M.V, Lysenko Narodn; MUZyChnI ;nstrumenty ria Ukra;nx o
p. 52; lvanyts'kyi, p. 64. - . -
. *! Klymasz, "Sounds you Never, Before, Hearc,. p- 3770 .,
dz'Telephone interview with. Johnr .Babichuk, September ’984
Also see the photograph Flgure 2, of Ostasnek wedding. L
Wasel 1933. Metro Babichuk is playlng tsymbaly. Johny(”‘ :
- Babichuk's father 1s the violinist. '*be drummer ‘came.later”
“in the weddlng N T Co .



0
weddlng march as the brxde entered the house. Music was also
Aprov1ded at dlnner, and later for dancing inside a granery
or on a platform built out51de (weather perm1tt1ng)

'Today, Ukrainian Country Western bands featur1ng
tsyMDafy continue to entertain,” Orchestras such as the
"Radomskys, " "Prairie Prjde;" "Northern Troubadours,”
v?Northern Kings," and “Starllghts,f are pobular at weddfngs,
anniversary celebrations, New Years celebratlons [malanky]
or any other functions'that_requ1re good danc1ng music with

a *raditional Ukrainian flavour

=N

TheﬂtsymDafy's-contextrhas further expanded beyond
,tradi;ional events. The musical .instrument is now a prime .
attraction at ethnic_restlvaTs in Dauphin,’ Manltoba, in
.Vegreville( Alberta, and in Vancouver, Brltlsh Columbla. t
Tr‘grandstand shows, rsymbaly find tnemselves freed’ from |
*hezr traditional supportfve rore in bands, often appearlng
¢h other tsymbaly or alone as the maln attractlon. *.0n -
theAfes:iVal grouncs{ bufiders often dlsp1ay and sell their
tSymba7y}“ Players and bulrders gatner to- try them oUt andf
“sotialize;-ihile-fans watch. |
:j—u;_aln;an_;o;nt Ty Western bands will he’defined when

‘ discussing.foles of tsymbaly in music. -

f"Anlymasz» "The Ethnic Folk Festlval in North Amerlca'
_Today, . 198-211. R
s Slavko Nowytskl,_dlr., Reflectrons of the Past Ukrainian‘
- Cultural and. Educational Centre, 1874. .
"ss “Tsymbaly.maker Nick- Superv1ch ‘has dlsplayed hlS tsymbalyf
" &gt Dauphin. Marnitoba. Tom.Chychul. displays his tsymbaly - ‘
yearly at the Vegrev1lle fest 1val Both festlvals feature -
'-tsymbaly competltxons.- :
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The tsymbaly competltlon is another new phenomenom
which has evolved at the Dauphin, Manltoba, and Vegrev111e,'
Alberta festivals, or as the main attractlon at the Red
Barnt At the Red Barn compefrt;gn, s characterlzed as the
"Western Canadian Champlonshlps, ** old:and young players
get to meet and soc1alrze Today, prlze money totals $1, SOOA"
and the»audience exceeds 2y 500 people.~‘ Many I'n the
audience are famlly and friends who cheer for thelr
competitors, others are afficionados of the tsymbaly sound
Durzng a competition there is a current of 1mp11c1t and
occa551onally expllczt affirmation and encouragement ofl
continuity in tradition and identity.

.“And you know, ladies and gentlemen, when we see a
little fellow like this, learning the art of
tsymbaly, ah, it makes me feel so good. This means":
that your grandchlldren fifty years from now will

still be dancing to the sounds of Ukra1n1an tsymba7y
at a Ukrainian weddlng mee .

-

One of the new ways the tsymbaly commun1cates to 1ts,
audlence is through recordlngs Whereas prev1ously tsymbaly'
were heard only at "events"”, now.tsymba7y can be heard at

any. t1me on records, cassetes, and 8- track tapes.

e o - - = Ar i = ————

. jhe Red Barn 'is a popular country and western.club'ianon
Accord Alberta. - = - S :

o Taped interview with Steven Chwok, Aprll 1983.

s+ Andrew GregorOV1ch "Sweet Sound of Ukrainian Tsymbaly,

'Forum, No. 58 (1984), p. 32. reports that the Dauphin

Manitoba festival offers $1, 200 in prizes.

. .¢° On Award Winning Dulc:mer Sounds, Heritage Records, HR
16, (1974;. a recordlng of a competiton at ‘the Red Barn. The

_ master of ceremonies Dan- Chomlak was pralslng a young’ .

f-competltor and the tradltlon
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A local record producer Mr: Ken Huculaktof_“Herltaoe\~"
Records,f has produced over 50 recordlngs of these, he'
;estlmates that at least 70 percent feature tsymbaly There
are varlous types of recordlngs. "Event records reenact,
funCtlons such as the CFCW tsymbaly competltlon or the
,r1tual o£ a Ukralnlan wedding Other records promote stars
_and popular bands that have proven ‘track records | |
| ,fvThe popularxty of tsymbaly on records 1s reflected by
song tltles suoh as "Duelllng Dulc1mers "“"Dulc1mer Polka, ;
'and “Dulcw"ﬂr Dellght "“'Other records 1nclude tsymbaly in
the record tltles These 1nclude Award WInntng Dulc:mer
JSounds DuIC)mer in Concerr WIth Nlck MISChI and Dulc;mer
'Sounds WIth the Northenn Tnoubadons { Herltage records
glngle,,"If Jt s~Her1tage_r ,-: It s Our s .. .,ltfs;'lﬁ
QCanadlan," reflects pride 1n a . {T, néq; dlstlnctlve,
'h1ghly streamllned afflrmatlon of ethn1c1ty

L Ken . Huculak ‘markets hls records at the Ukralnlan‘
“Bookstore,\and other locations in’ Edmonton surroundlng
,towns, and western prov1nces, as well as festlvals and
‘competlons The owner of the Ukralnlan Book Store Ln‘
,Edmonton estlmates that Ukra1n1an country western mu51c

.._..n..____..._....._._—_,—,_..

*'. "Duelling Dulc1mers,7 Ukralnlan Dance T ime with the
Rhythm Kings, Heritage, HR 27, 1977; "Dulcimer Polka," Pete ,
‘Gargus and the Swinhgsters, Her1tage HR" 31, - 1979; Prairie '~
- Pride, "Dulcimer Delight,” Young. Ukralnran Musrc:ans, )
Heritage, HR 38,-1983. . '

- * Award Winntng Dulcimer Sounds, Heritage Records, HR 16
J974~ Dulcimer in Concert with Nick: Mischi, Heritage
Records; Maple Haze, MH 7662, .1977; -Northern TPOUbadOUPS,
‘Dulcimer Sounds, Heritage Records, HR 39, 1983.

e Telephone interview with Ken Huculak May 1984; Ron -
‘Chalmers, "Ukrainian Music Takes on Pop. Beat," Edmonton

"dournal 9 JUly, 1984. Sec. B, p. 8 : .
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‘outsells pop"'Ukrainian musﬁc at least "3 or 4 to 1 in«their 4

|>

‘~store, One cra t1c of Ukralnlan popular mUSlC puts the

‘numbers at least - Snto lv‘“‘

‘n

.ne»w -

The tsymbaly recordlngs are used in. another
medlum,,radlo CFCW a Camrose Alberta based country radlo
statxon a1rs a dally Ukraxntan hour presently hosted by Mr

'R Tompk1ns, and heard from 8:00 P M to 9: 00 P M. The

program was started by popular announcer Dan Chomla . n N
'j959_ Tt has drawn up- to. 12 800 lxsteners per nlght

~about 40, OOD ln the 51x nlghts a week it a1rs Thzs raé
fstatlon regularly plays muszc featurlng tsymbaly, As v

,'local bands records and events aSSOC1ated wlth tsymb; '-2p
are. also plugged | | ‘

I am ._L'. promotlng thelr varlous act1v1t1es be it
. the Dauphin or. Vegrev1lle Fest1vals or a local

church praznyk . - .1've .been promoting at least al
dozen th1ngs per week and thlS has ‘been g01ng on- fq
years. .

CFCW has sponsored the annual tsymbaly COmpetltlonf(n W held
' at the Red Barfi just north of Bon Accord, Alberta) tor .Ler
» . R ," .. 11/ N ‘\ ,
L All the aforement1oned medlums ,weddlngs and dances
‘recordzngs and radlo programs prov1de the context and

'-audlence for the tsymbaly, and by extensxon tsymbaly players;

-

§ e et T = - e dm -

Lo Telephone 1nterw1ew with’ Mr . Melnychuk May 1984
: ¢35 Bohdan Zajcew, '"Ukralnlan Popular Music: in- Canada, -in

.. Visible Symbols, p. 60.

. *¢.andrij MaKuch, "A Ukralnlan wOlfman Jack _Student;,f:
" August, 1978 P 9 ‘ : Lo

NI
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and builders. Cul';t:ur'al- and, spiritval valué"s of “the COmmunity '

,are conveyed through mu51cal tradltxon that preserves
fcont1nu1ty and renews through change The different genres
_are not mutuaIly excluS1ve, but rather‘are strongly llnked
hto‘one another,'ln the process, tsymbaly are actlvely
'promoted. — ‘

-

Roles in Mu51C—'

Both tradltlon and adaptatlon are 1mportant factors ;h_;,}

5‘character121ng the tsymbaly s,roles in music.

T'The*tSYmbaJy soUnd.isﬁsignificant’to;the_cOmmunity hff
partlcularly as regards rltual
' ;thual provxdes .a frame and a marked off t1me or '

--place that alerts a special kind of.expectancy.

x:{Of all: phy51cal stlmull, sound’ is an ideal
'qmarker .“.;J ' -

As a mu51ca1 1nstrument tsymbaly en]oy characterlstlcs

N

;of both the v1olln and<drums The tsymbaly produces melody,~ L

,fas well as percu551ve sounds whlch make them effectlve
‘fproducers of rhythm, rhythm changes be1ng more 1mportant
ithan melody changes 1n denotlng changes of mood -Thls
npsychoioglcal effect of tsymbaly -has been noted 1n folk
Jsong . ‘

“Koby skrypky, tsymbaly ' ='1,“ o

e Dournon -pt 5.0 . .. ’\ BT o 'y//-
~Jackson,-p 286. - . . .

-+ Jackson,. p. 297, states that . . . external rliythmic

fﬁstlmulatlon affects the natural brain rhythms,' thus giVing

..rlse -in certaln cases,.to abnormal p5ycholog1cal states




. To b nrzhky skakaly : : o
oot there were a. v1011n and tsymbaly,,
.The feet- would hop ] : oo

"0 zahralte tsymba)y -

" .SHchob -nizhechky dryzhaly.'
fplay the ‘tsymbaly, - -

© So, tne feet might tremble ]

L In tnorsta muzyka,_the tsymbaly were a secondary'“‘f

dnstrument{.One ma ght be hard pressed to flnd the orlglna;

-IPOlsta muzyka today, however 1t 15 p0551ble to trace its .

7evolutlon One of the oldest bands of the pralrles 15 the

*Radomsﬁy Orchestra. Metro Radomsky 1s a v1ol nxst Hls ‘1rst{
- group (over-60-years ago).conszsted of a v1ol1n tsymba7y, .

‘vand drum Over the years,_saxophones accordlons trumpets'

.were added in- varlous comblnatlons ‘as well as electrlc

' ampllflcatlon " The orlglnal 1nstruments (v1olln, tsymbaly,r:

;and drums) Stlll prov1de the core for the grOUp

HlS band today, represents a llﬂk between the orlglnal

f'tPO/Sta muzyka tradxt10n,~and modern Ukra1n1an country :

Y

'western mu51c It 1s ‘a reflectlon of the dynamlc process of

:many months 1n advance for weddlngs and cther functlons

cont1nu1ty and change through whlch the tsymbaly tradltlon h

, has survzved Proof of the Radomsky s° popularlty lles in h1§

>

busy schedule They-play thrée tlmes a week ".and is booked

oo

-requ1r1ng music for-danc1ng.

)

'
14

- %° M.V, Lysenko, Narodn/ muzychn/ fnstnuménty'na'uknaini, D.

. 52; KHotkevych p. 169.

7' Taped interview with Metro Radomsky, July 1984 'LMetror

'Radomsky Orchestra Leader of” Ukralnlan Country Mu51c,

fForum No‘ 47 (1981) - pp. 8-10.

; . . ' . o [ P
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‘The Saying,‘"skrypka vede fThe‘violin'leads] . 'fj
establ1shed the .fact that tradatlonally, the violin was the -.

ma1nv1nstrument in the ensemblex" In the New World, Oiolfnsj‘
, quickly‘and Cheaply-became available.”l As'well the‘vioiinv'

A_has heard 1n contexts from out51de the communlty S mu51cal
culture. As the v*olln became more common Lt lost

dlStlnCtlon as a. cultural marker The v1olln is no longer a.‘

. uhlque v1s1ble and audltory symbol of communlty 1dent1ty

Unllke the VlOlln ‘the tsymbaly could not be readlly
: bought ‘or, heard out51de the Ukralnian communlty To thlS'
. SN . .

dayL the tsymbaly lends; a dlStlnCthe Old Country sound to-fﬁ

"any folk musxc 1tem that 1s espec1ally obllgatory 1n the_:
iperformance of Ukralnlan weddlng mu51c Over tlme,‘a
._tsymbaly have been 1dent1f1ed as ‘a cultural marker of‘
_karalnlan people 1n rural Western Canada. In the orchestra
"Pralrye Prlde,j 1t is the tsymbaly player and the fsymbaly
that lead the ensemple The musxcal 1nstrument has managed

-to alter its role 51gn1f1cantly in the orchestra as well as

St

-increase 1ts v151b111ty 1n the mu51cal llfe 0Q~the

communlty._

1

. In personal 1nterv1ews, Metro Radomsky, July 1984 and - -,
'Nlck Mischi, July 1984, echoed this guote. Radomsky is''a ’
violinist who ha# led an orchestra for 62 years. MlSChl has
.played tsymbaly for 72 years.

73 Tsgymbaly makers John Babichuk’ and Tom Chychul éach .own’
'"Stradlvarlus “violins, made in Czechoslovakla, whlch weref
once sold by the thousands ‘on the: pralrles._

T Klymasz, "Sounds You Never. Befdre Heard p. 377.:

"3 Pprairie Pride, Young Ukrainian Musm:ans, Herltage ;

Records, HR' 38, 1983 features fsymbaly player Steven Chwok

Toe



'The ohanging role'of“the‘fSyMDalyvin:the orchestra can .- -

also be expressed in-: mu51ca1 terms ¢ There'iS-a marked

v

contrast between

>

learned to play

the mu51cal styles of Mr. Nlok:Misqhi,'who

im the Old Country, and Mr Steyen'Chyok, a

popUlar young player

Mischl 1ntegrates Vertlcal as well as horlzontal

mu51Cal textures

1nto,hls playlng He produces a harmonic

and rhythmlt blend su1table for supportlng the traditional

’"lead" of the v1olln, and the rhythm of the drum

1

P

As more 1nstruments have been added to the orchestra,

the need for fsymbaly to Fill in harmony as a secondary

1nstrument has perhaps been d1m1nlshed In the tsymbaly S

A\

N

‘new role as "lead" 1nstrument therf 15 a greater empha51s

; onfthe'homophonic,-horizontal :melodlc mu51cal line. A

player such as Chwok concentrates ‘on melody, rhythm,'and

speed more than.

' expre551ont As the Ukralnlan language is forgotten by R

~

1ntr1cate harmonles in hlS mu51cal

v

-

succeed@ng.generat;ons, the tsymbaly' s.non—verbal-'

instrumental nature -offers a -unique way of communicating

-

culture~and idén

¢ Leon, Dallln,
4th ed. - (Dubuque

tity.

-
)

Llstenens Gu/de ro Mu51cal Undenstand/ng,
, Iowa: -Wm. C. Brown, 1977), ‘pp._ 116-17.

?7 Nick Mischi pr0v1ded the initial character1zatlon of old
-and new styles. ‘'He ‘'was one of threé judges at-the 1984 CFCW’

tsymbaly .competi

tion. Mischi-can be heard ‘on. Marangos,

Authent ic Ukrainia~ Music and Song, with Nick Mischi, .

Heritage' Records,

.2 36 1982. Steven Chwok won the 1984 CFCW.

tsymbal y competion.: He can. be heard on Prairie Pride} Young
‘Ukrainian Musicians, Heritage Records, HR 38,. 1983, % '
"+ Klymasz, "Ukrainian Country Music," p. 378 o)
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C. Related Mus1cal Tradrt1ons L E :
1 It 1s 1mportant to note that in Western Canada, there

'_has developed a tsymbaly tradltlon largely 1ndependent of,

R
jother related mu51cal trends These other trends 1nclude (1)

present Sov1et tendenc1es (2) the Post wOrld War II

/

Ukralnlan 1mm1grat10n to Canada, and (3) the hammer dulc1mer
(o3 . .

v

tradition in North America.
Present day Soviet Ukrainian folkloreiplaoes\emphasis'
‘on .the "classical" capabilities of concert tsymbaly. Soviet

scholarship claims that "Kontsertowi tsymbaly - tekhnichno

i1

doskonaly i suchasnyivukrains’kyi*narodnyi instrument .
[The concert tsymbaly is a technically advanced modern
‘Ukralnlan folk 1nstrument 1 | |

‘ ThlS approach may- dlvorce the. tsymbaly from its former
‘traditional contexts. o The repert01re of the Soviet
tsymbaly player is likely to stress works by Sov1et-

composers instrdmental solo's, songs of the proletariat,

:’ch01r pleces, segments of oratorlos and. cantatas ‘In

{

'fcontrast the tsymbaly phenomenon of Western Canada has.
evolved spontaneously, rather than_from conscious

" manipulation, as in the Soviet Union.
[ : )

Post World War II Ukrainian:immigrants“to.Canada
Ly :

‘generally represent a different mind set as compared to

T Mykha1lo Lysenko, "Tsymbaly," Narodna tvorchist’ ta-
etnohrafiia, No. 5 (1968) p. 54. i

¢° Robert B. Klymasz, "Folklore Polltlcs in the Sov1et
Ukratne," in Folklore National ism and Politics, ed. Felix J.
Oinas’(Columbus: Slavica Publishers, 1978) pp.-97-108.

8t Nezovybat ko, Ukrarns Ki tsymbaly, pp. 48-55.
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.
o

first immigration Ukrainians..Post World War i1 immigrants

primarily 1in cities .and wege often uninformed about the
eStablishéd Ukrainian Canadian culture on the praifﬁés{ A
1979 concert program from-Vancouver suggests that the

. . . a favourite instrument of many of Canada's
early Ukrainian settlers:. Today, however, the only
stringed instrument still actively being utilized in

the Ukrainian community is the bandura.*’ -

Similar sentiments about the demise of tsymba,, prevail in a
‘recent article concerning a tsymbaly competition in Déuphin,_

Manitoba.

[

. . this part of the Ukrainian musical heritage’
[tsymbaly playingl is now in peril of gradually
disappearing. Perhaps the tremendously successful
bandura groups could provide some assistance in
helping to organize and establishing again the sweet
music of the tsymbaly of Ukraine.®’ ‘

Contrary to the above sentiment, the tsymbaly are not in

immineént danger of disappearing in Western Canada. The

tradition continues with gegendants of the first immigrants. -

%

i

The “tsymbaly phenomenom has alsc had few direct
contacts ‘with the hammer dulcimer ‘tradition in North

America. This may be partially due to the wane of dulcimer's

o

popularity in North America at the beginning of the century.

Had hammer dulcimers been read:ily availabe (as was the case

~with the violin) the distinctive role cf tsymbaly, as a

tradition may no:
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* Ukrainian Festival ‘79, Queen ElizabetX Theatre Program
ncouver: Ukrainian Canadian Committee, 12, May 18735,

oW

Gfegorovich, p. 32.
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hhave evolved t; , o
| This 1s not to say that present day practltloners of
the\tsymbaly art are not:aware of the, North Amerlcan hammer_
.dulc1mer Several craftsmen have 1nvestlgatéd hammer ’ )

‘dulc1mers through avallable llterature 24 Stqll the

tsymbaly “tradition ‘remains minimally 1nfluenced} None of .the

1nformants in thls study has actually seen or heard other

"North Amerlcan du1c1mers f1rst hand Likewise, a survey of

’

literature in North America suggests that the hammer

dulc1mer tradltlon is relat1vely oblivious to the tsymbaly

phenomenon in Western Canada.

b4 Two tsymba]y makers, Nick Supervich and Tom Chychul have
sent for Sam Rlzetta, Hammer Dulcimer History and Playing .
(Washington, D.C.: Smithsonian Institution Leaflet 72-4);
Rizerta, Making a Hammer' Dulcimer; Mason, How to Build a
pDulcimer; and Mason, The Hammered Dulcimer Instruct ion Book,
(Washlnaton D.C.: Communications Press, 1977. In a personal
interview with Nick Superv1ch fall 1983, he claimed that
the tsymbaly rradition is technically ahead of its North
American cousins. Chychu"rearnec cf Mason's works from a
Paul Budniak, and later lent them tc Superv*cn. Supervich
probably learned of the’ Sm‘thsonran pUbllCEt;OﬂS through cone
¢ <he bibliographies, which ment ions the availability of
~<he RiZetta Ha»--ta**onc free of charge. : -

*: Evan Stein, pp. 1-5. 7 .

t

~
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Profile of a Tsymbaly Maker

The tsymbaly craftsman is a critical pafticipant.in the
5hapgiﬁg tsymbaly traditioh.'The finished tsymbaly's musical
and ékﬁfa musical characteristics depend on the maker's
memory of the trédition,‘as well as individual tastes.and
interpretatibﬁs"‘ The maker also 1s résponsible for |
.1ntroduc1ng the musical 1nstrument into the community. The
audience he caters to .includes fans of Ukralnlan
country-western music, players, other craftsmen, and of_
course himself.

Tom Chychul, ége 63, has built 75 tsymbaly to date, and
‘wprovides a representafive ﬁrofile of the tsymbaly craftsman
in East Central Alberta.®’ Chychul was not brought up making

tsymbaly. He is now a-farmer working 78 acres just north of

T?field, Alberta, 60 miles east of the city of Edmo

the past he has worked as a mechanic, as a woodworker,. and

in a packing plant. He ocEas&onally\fixes farm machinefy for

<

neighbors, and is very talented with his hands.
When asked why he makes tsymbaly, s that in
1968 Eatons department store hadvs,eie tric saws for sale at

the bargain price of $169.50. Hé bought one, and in 1969 it

¢ Toelken, p. 111.

*7 Six videotaped interviews held with Tom Chychul, July
1984; Personal interviews with Tom Chychul at the VegreV1lle
"Pysanka" Festival, July 1983-84; A Personal interview with
Tom Chychul, April 1984; Toelken, pp. 110-112, provides a .
descrlptlon of a tsymbaly maker whose profile is similar to
Chychul S.
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came to mind that he.could try producing the musical
instrument.,However, this answer doesn't address the crux of
the‘questidn. It only suggests that he had the means at his

disposal.

A. Tfadition

Clues to the real reasons Chychul makes tsymbaly are
provi&ed by his backround. He is very proud of the musical
tradition in‘his family. Mr. Chyéhul'poﬁnts out that on the
back of a 1966 recording 1is written that in ". . ;\Chychuls
~ family music dates back ﬁaﬁy, many years."*®*® Tom Chyghul‘s
father also played.thé tsymbaly.®® His brother played:

tsymbaly with the Northern Tro%gadour band on a set of

\

y

"zelisko tsymbaly".'® The Nprthérn Troubadours have also
’fe¢ordedbthe "Chychul Poiﬂé".f'

Chychul remembers that his father's uncle used to build
tsymbaly. (These tsymbaly.were slightly larger than the
stanaard in ﬁestern Canéda today).'? He is positive that his
father's uncle learned the Créft.in the 01d Country;

The first time Tom Chychul saw tsymbaly was at a
“'wedding in 1927 when he wés six yéaré old. He remémbers a
tsymbaly player playing the wedding march. That niéht, whiie..

sleeping in his father's cousin's attic, a cat walked over

*s Northern Troubadours, QC 483, 1966.

»» Tom Chychul's father is from Sniatyn, in the Hutsul
(Pokuttia) -region of Ukraine.

'o See "'It All Started in Andrew'," Chapter 5, for a.
discussion. of the significant tisymbaly maker, John Zelisko.
»' "Chychul Polka," Northern Troubadours, Heritage Records,
HR 32. o

'2 Ggee "0ld vs. New", Chapter 5.

N
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the tsymbaly, scaring Mr. Chychul.”?

Chychul looks at his art as continuing‘a family
tradition, but he is also aware ofithe Srigins of the
uradition. He tells his audience that tsymbaly are a very
"o)d'instrument;‘dating back at least seven or eight hundred
years ago, in Ukraine.'‘ He knows that other cultures_have
dulcimers, and fromlwatching.a television show, says. thal¥

"Chainameny have *Suzuki' tsymbaly." [The Chinese have
. o - 1
Suzuki tsymbaly].'® i

From, his childhood, socializing with other builders
and players, and reading, he knows thaﬁ‘the tSymbaly art was
originally a gypsy tradition,”* ahd that tsymbs . ~re made
differently than today. The pegs were made of : without
threadé} and hammered into Fﬁe wood. Strings were made of

: \ . . X . ’ .
gut. Pieces of wood were cut with an axe. No nails were

°

used, and the tsymbaly were not decorated the way he

o}
decorates them today. ' : e

*3 "CHolovik bez strakhu i upyr," [The Man Without Fear and-
the Vampirel A Reader in Ukrainian Folklore, Bohdan
Medwidsky, comp. (Edmonton: University of Alberta 1979), pp.
2-6, tells a comparable story, of a fearless man who is
frlghtened to death by the sound of tsymbaly.

** Humeniuk, Ukrains’ki narodni muzychni instrumenty., p.
106-7, says tsymbaly may have existed as early as the 12th
century in Ukraine and popularlzed about the 15th century.

*s In this humorous characterization, Chychul consciously
defined another culture s dulcimers u51ng the Ukrainian
term, "tsymbaly R
'+ Bela Bartok, Essays, ed. Benjamin Suchoff (New York: St.
Martin's Press, 1976), p. 62, in an essay wrltten in 1524

states that the mu51cal 1nstrument "o ‘became ‘localized
in Hungary and neighboring districts durlng the last 200-300
'years " and until recently . . . "was used exclusively by

gipsies [sic];" Balint Sarosi, plates 13-22, illustrates the
gypsy tradiLion :
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Chychul recounts that when he first started making
tsymbaly, he used an axe to plane the top board. He feels
confident that if called upon, he could make tsymbaly in the

f

old traditional ways.

B. The Player ' ' P

Tom Chychul also plays the tsymbaly. Not all builders
in the area can.also'play. Chychul owns five trophys won for
his talents. Thé first one was given to him eight years ago
at a variety show at the Beverly League in Edmonton.‘ln
1978, at the CFCW tsymbaly competition, the popular master
of,ceremohies'ofb"The Ukrainian Hohrf, Dan Chomlak gave him
a special trophy "tomu shcho hrav na ‘svoikh tsymbalakh."
[Because he played on the tsymbaly he made himself]. In 1979
at the CFCW competition, he won another award for the same
reason. Finally, in June, 1984, he won an amateur night
competition at tﬁe.Lavoy Hotel.

Chychul practices by taping songs he likes from %FCW'S
"Ukrainian Hour", and playing along with them. As he blays,
his foot keeps time. His dog, "Hippy", should he be in the
area, invariably jbins in singing. For Mr: Chychﬁl, being
able to play reflects his musical tradition. As well, it is

an important dimension of himself as a complete maker.’’

”.As will be seen, Chychul uses his playing skills to help'
sell tsymbaly. : : :

Y
M

-
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C. The Craftsmaﬁ

Most of the tsymbaly making process 1s a solitary
activity. An exception is the gathering of materials.
Chychul buys strings from Bill Lutyck in Willingdon, bicycle
spokes f;om_Ceorgés Bicycle Shop_in Edmontpni pins fr;m The
Ukrainian Book Store, and‘wood from Prudham’s‘in Edmonton.
He used;tb buy from Clark's Lumber Yard, where "evefyone"
knew Rim.'® Going for supplies gives Chychul the opportunity
to socialize, go into town, and visit friends.

Ch?chul makes tsymbaly in a garagé on his farm. He
eﬁjoys putting in long bours‘on his craft. Often times, his
wife brings him meals to the garage so that hils work is not
interrupted. Uéually, the radio plays in the backgrbhnd,
often CFCW's "Ukrainian Hour". "Z muzykoiu nail ipshe Pobyfy”
[One works best with music]. In winter the garage is heated
with a woodburning stove.

The garage could be"described as neatly cluttered.

Rough wood is: stacked just inside the carage door. Further

‘down, various forms and 5igs hang off the wall. At the end

stands an electric table saw which alsq acts as the work
bench on which most of the tsymbaly building is done. To the
side lies a long work bench, filled with most of his tools |
and supplies. Above, in the rafters, more wood, forms, and
an old set of tsymbaly bought QS.yearé ago."’

** Clark's Lumber Yard has since gone out of business.

** Chychul bought the tsymbaly in Edmonton. He believes they
were made 3 years earlier, but does not remember the maker's
name. Chychul has partially rebuilt the tsymbaly.
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Tom Chychul- judges his tsymbaly by refering to an
inherited system of culture-based knowledge, as well ;s his
own sense of aesthetics and invention.'®?®

Chychul has invented processes ;nd forms to méke the
work efficient. These range from patterns of various pieces,
to jigs for driliiﬁg entire rows at one time. He proudly
calls his inventions "mii patént" [My patent]. Efficiency is
also seen in the fact that he often works on more than one‘
tsymbaly at a time.

As Chychul has becomé more proficient, his aeéigng have‘
become bolder. Early tsymbaly showed little or no |
ornamentation. Five years ago, experimenting with Qarious
pattefns and colours of reflective decalé, "aby'faino
blyshchilo” [that'it might glitter nicely] under lights on
stage.

Practical design considerations are investigated by
‘modifying placements of support bridges [pidpory], raising
" or lowering the top bridges [konyky], or changing the type

of wood used or its thickness. He is curious to investigate
how changes might affect the‘sound and strhc;uralfintegrity
of the musical instfument, and how he might’improve thém.

Chychul first learned to make tsymbaly from Harry‘
Pidladsky, a hotel operator.in Chipman, Alberta. glso} he
‘ cépied designs of other tSYmDaIy builders, most n§tably John
ellsko of Andrew, Alberta.‘°'

voo Toelken, pp. 110-12, depicts a tsymbaly maker who ' is

isolated from a tsymbaly making tradltlon and relies on
memory.

e See "'It all Started 1in Andrew ," Chapter 5.
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Once he learned to make tsymbaly, he found himself part
of a loose-knit community of tsymbaly craftsmen in the area.
He enjoys the social interactionwithin this group; comparing
knowledge,. trading secrets, and competing. His favourite
craftsman is Nick Sﬁpervich, and they often spend time
together.'®?

As an established tsymbaly maker, Chychul continues the
tradition by passing on his expertise to others. He tells
the story of one unnamed‘beginning tsymbaly maker who could
nbt understand why the tsymbaly would not tune. Chthﬁl-
showed him whefe to place the top bridges in order to
’alleviate the proBlem.

Bill Kelody is an éO—yearfold tsymbaly maker from
Willingdon. Chychul is helping him by lending forms and
offering.hié knowledge. Chychul remembers that his own first
tsymbaly were ndt Qery successful. Helping.b<@ihning makers
rer*nds Chychul of his own initial attempts; ahd reinforces

1.0 3

hi. present status as a master craftsman.

D. Sayings

Chychul knows many traditional séyings which help
define his stsymbaly making.

While working, Mr. Chychul regularly leaves a margin of
errér in his Qork ~hat necessitates much trimming, ﬁiling,

'¢: Nick Supervich, of Edmonton, is a master carpenter. His
skill ;s reflected in construction of tsymbaly. Chychul
counter's that Supervich doesn't play.

'°3 Chychul complains of a few other makers who refuse to
part with secrets.
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and cuttibg. He explains‘the reason for his method with thi§ n
saying:lJMiryv, miryv, miryv, - i shche 2 korotko." [1 |
measured, measured, measured, and ‘it's still-too‘shorﬁ].
Once a piece is cut too short, "it can'e be made longer; but
if a piece is a bit long, it may still be shortened

[y

Care taken before and during the f1tt1ng.o¢ of two
) ' &N '

pieces together, is explained this way: "Treba desiat raz

miryty, raz pylyty, - abo raz miryty{ desiat Paz'pylyty;"

-

[One must measure ten times and file gnce, Or measure once
. - <

and file ten times].

Much of the finishing work is time consuminé“apd
repetitive, involving a great deal of erimmihé,,kiling, ABd
sanding. A blacksmith‘s saying was used whiie éanding a

‘ v .
piece of work. "Hriv, hriv zelizo,'zrobylosf"é toho picﬁ i
bil’she nicho"'[Iron was heated, heated, until-the forge was
left and nothing“else]. He realizes thet at’ some po{et, one
must finish and go ahead to the next step.

He wryly remarks that "KHlop na starosti hralet sia z
tsymbalamy" [A fellow in his old‘age 1s playing with
tsymbaly].,Thoqgh proud of his work, he keepsbhis art- in
.perSpect;ve, and isn't above joking abeut himself. In a

similar context, he says: "CHasom zlostyt” [Sometimes it

frustrates].
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rizchyna -bula dcbra, & druhe Te D.o-@ Zcrora
IA raz buduvev try sety [Isymbe..v. Té r&éz. . 7F
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E._The'Salésman .
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Constructing Tsymbaly

Mr. Tom Chychul'was_filmed making tsymbély( on six days
over a period of two weeks, in July 1984, The steps used by
Cﬁychul te produce'an instrument are recouﬁted here. An
attemptihas been made to keep the steps in seguence. For
clarity, eatﬁ main step is kept together, although'ip éctual
fact, some. steps may have.overlappea when Chychul was
working. A;teratidns in sequénce 1s noted as the stéps are
e#plained... '

Constructing tsymbaly involves: making a skeieton
framp,_preparing,a bottom board, covering the skeleton frame
w@th a maple facing, inserting dowels intd‘the front of the
frame into the sideblocks, making supporting bridges,
painting, adding ornamentaion, preparing the side blocks for
pegs and pins, making top b:iages( and preparing a top
board, making sound holes, fitting the top board, making
playing sticks, stringing the instrument;~tuning, and makiég
a tuning key. ,

Basic materialslinclude: wood, nails, glue, wire,
biéycle spokes,‘pegs; paint, and acrylic finish. Wood,
consis:iqg @f rough maple, oak, and sitka spruce('as well as
cedar sidiné anq_birch plywoéd is bought at Prudham Building
‘Supply in EdmontOn:‘Néils are 3/4 inch and 1 1/2 inch
finishing.nails. Elmer's carpénter's's‘glue is the prefered

glue. Wire is bought from Bill Lutyck in Willingdon. Bicycle
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spokes are found at George's Bicycie Shop in Edmonton. Pegs

-

or BiIl Lustyck. Paint and acrylic

"

may alsc be obtained f

£inish are of the spray can variety.
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70°)

3%

X\L '
JA\NEnY

Figure 6. Side block’for'the‘skeleton frame'(SEép 1, end
view) |

The ends of the side blocks are thenimeas@red and cut
down to 30° from verrical. The resultant long sides are

1

'3 172 1inches.

it

reduced to

Figure 7. Side block for the skeleton frame (Step 2, length
view) '

4 pilece of wood, already angled at 70° is used at the



table saw to hold the side plock steady, and tut at o

vangle;

(7
Q

Figure 8. Side biock for the skeleton frame f(Step °.
view)

On the bdttoﬁ of the side block, a cut 2 ° I inches

wide and 1/4 inch deep is made with the table saw.

[aal I

1%}

then trimmed with a cross cut saw. The result i1s a i

‘against which the bottom board will eventually resc.

Y

U
(.

space 1s temporérily filled with a 174 inch board (na..

with two 3/4 inch finishing nails) designed tc xeep the

bottom piece flush while working.

» Joints [zamhky lit: locks] ﬁust be made onr eacn end I
both side blocks for fitting the front and back boaris.
These.ase.cut 1/2 inch from the bottom éf the pilotk, I =
1nch wide, and 1 1/8 inches (or 1 1.4 1lnches) deep us:n3 &

gato blade.
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Figure 10. Front or back bcard ready for jcint

While fitting the pieces, the lock was periodically

rn

iled down until the desired fit . was attained.

After the pieces are fitred, they are slued together
wi-h Elmers carpenter's glue, whichn Chvonul calls Karuk. ' °F7
he exzra ends of the frbn: and back o oards are -cut off with
The elé::ric Saw.

The bdck'piece is slightly planed on top to provide a
siightly convex curvature. This 18 Saiﬁ to provide added
S:Eength and resistance agailnst tﬁé':ension ci. the strings.

Though obviously a critical phase of construction,.as
éo.much of the rsymbaly's Stréng:h depends on the skeleton
f;qme, the frame takes Mr. Chychul only about 2 hours to
construct from beginning to end. Because the skeleton frame
wi1ll gventually be completely covered and hidden from Sigh:,'
i:-perhaps does not reguire some of the time consuming
“inishing of other steps.

The next day, after the carpenter's glue has dried, the

edges of the joints that stick out are-planed, belt sanded,”

"t Literally qé?penter's glue. In the 0ld Country, thls was

usually an anithal glue.
y , ]
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C. Facing ;

The skeleton frame is never seen in the finished

product. Instead, the four 51des are .covered by maple Y

facings.

First, a thin 1,/4 inch board of black maple is added to

the ends of the skeleton frame on the side blocks. The top

-edge of this board is angled at 20° to match the angle of

RN

the side bféck A small piece of arbcrite is-used to check

~

rhat the top of the maple board is flush w1th the K side

- block.

I
K

The pieces are glued, and two 3/4 inch finishing nails

vise, and 3 clamps make sure that the two pieces are

ol ;

A ',.'.

"ﬂroperly glued. (The process 1is repeated on the other end of

the frame.) When dry, the sides and bottom_are trimmed with
. A
the table saw, files, and sanders.

Similarly, two pileces of black maple‘are cut from 4 by

fﬁ'inch pieces of rough lumberuwith\fhe electric table saw.

The pleces are trimmed and planed w;:h'an electric planer,
and hand sanded. The result fs,two,ﬁho inchflong maple
boards 7/16 inch thick which will prqvide the front and
back facings of the tSymbaIy d/

For'strength, the facing for(tﬁe back board 1s planed

4,\-

so as tovprovide a'sllghtly cd/yéx top. The bottom of the

¥

skeleton frame and bo&fd are checked for a flush th An

electric sander is used to eliminaté any uneven,spots.

-
gl

p—, - -

TG AT e

5%

vare used to insure they stay in place. The frame is put in a

a

-
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Figure 13. Suppert bridge with sound POSL.S 4 v

The supporting bridges can be mgde of

Chychul prefers sitka spruce. A drop of carpen%éf
a M o

placed intoc the holes, and the sound posts are drivéps

The suéporting‘b:idgés are put upside down inside the
frame, and the properlzeight isimaqéfd op‘the sound pCcsts.
The €xCess 1S cuf of £ ‘ - %ﬁ&v : . i
\ % hole ié angled 45°‘through‘the ends of the supporting
bridges, using a finishing nail for a drill bit. A |
IR incﬁ.fﬁhishing nail is driven 1in aﬁ each end tb hold
;He sound poscgiin_placg; .

The exact placement of thg@éupport@ng*bridges is

determined from other tsymbaly. The centre éupporting‘

bridge;-rest apprpXimately‘1 1/2 inches apart, but exac?

placgmgnt may vary slig@§ly.¢?pe sideushpporting bridge

generally rests about 1/2 inch to the Side of the top bridge
4 - : ,

whnen only one of’the supporting bridges are .used. No glue 1s

Usec, .n case someday it should ‘be necessary to move or
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Two long dlamond patterns are traced on the ‘decal and

and cut out. “As the back of the tsymbaly 1s longer the

diamdnd pattern for the back is made sllghtly longer than

.the front pattern.) Each diamond pattern is centred on the’

front orhback, reepectively. Oon either side of each diamond,
a snali design (paradlel to the sides)’is(appliéd. (This
desjqn has the effect of covering the dowels.) A thin, 1/8
inch strip of decal is applled to the top front and back
edges of the'instrument.

gL

;or Pegs‘and Pins ‘%& L } %ﬁf
Mr. Chychu1 has systematlzed his own procedure for ) N
plcrting the pcsitions_ and drilling holes'for pins and
;;ning DegGs on‘the side blocks. | |
" Befcre hls new method, he would mark out a grld pattern
th':he.side blocksr First, a vertical line,.7/8 1nch‘from

-~e s:des c¢f the block is drawn. Next, parallel horizontal

i.nes are drawn, 7/16 inch from each other. In order to

o

cre ent oﬁerlapping, a point 3/8 inch 1s measured to the

c.Ze and scrtom cf the vertical 1¥8#. An angled line is then

imawr from trne top of the vertical line to the point. On
. .

eacntnIrlzontan line, points for pins are marked,

apfroximgzely ¢ 16 inch or 5/8 inch from each other. The

- -ec_.: 5 tne reguired 3rid pattern of 120 points. (6. rows

. K
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for drilling pegs or pins

drawn, a centre punch prepares

49

9]

ctr

[OF

o

1

et

~

%2}

ok of wood,

O

angle of the block,

he

o r

hol

with a hole

hand drill

O ’
as

pegs are drilled te

]

1

'

~
~
o

1nches

streamlines the procedure.

Vs

(%]

“row oat a time.

LI IR )

To

ca-h s¥de are marked

by
o
-
=a b

consisting of

aced on top and

-
fag
—he
[N
re
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1 1/2 1nches finishing nalls with the heads cut <ff an

a
(98]

R
3
D

same hole will result-in too big a hole that won': hoid

AR

peg. The very top of the hole 1is trimmed with the drill o:

«tr

just lightly touching.

To. prepare the‘second side block for pins, ar aimqé:
identical procedure is used. In this case, . the gridApa::ern
for the pins 1is ;rranged opposite the pegs, éo that tne
closest peg will match the furthest peg. ' |

| The form for the pin side consists of a template w.tn
holes prepared an equal distance from each other. HC
drilled "na oko" [by eyesight] wlth a f:nlshiné nall Tzt
prepare for phe pins. Simply nailing the cins ;n-wo;lé
result in the wood eventually splitting. "

The pins themselves are made of cut bicysle spores, "0
7““’ -

9
w

{1
a

rounded on ‘an electric grindstone. The pins are na:.ed .7,

one row at a time. Each row is checked’and leveled with a

9
(”‘
'
b}
[B]
)

p1ece of wppd to an even height cof approximate.y
(’r,

Tunlng pegs are bought in W1 lingdon, Alberta, and <Is:t

$72 for 300. or efficiency, they are inserted w:

ot
)
o
LY
Q
o
[

drill. (An eiectric drill would burn cut the hcle.! Chychu,

is careful to leave a little blit of the threads (gvi~ty]

@

A

showing, as laéer stringing will turn them o tn

depth. Also, he inserts pegs in a d: agonal pattern, SK:1DCING

‘every other one. Eventually he backtracks t¢ 1.1 In zhe
.%‘i\ssed vhol‘es .
. *
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F:gure 15. Markings for openings © . ~ bridges

A n:;egzs jrilled in es . cent: -, 2% inch and 5/

(o}
[Gad
3
T
—
T
{
[
LY
O
C
3
2
O
-
o]

round tliesare use

iar-i-al nrocedures are used for the centre anc
~ 1 oridges, Berauserof diflferences in angles, howeve

3

[
27
‘D
wn

o~ .~ - — - C = © < -
. Ce g-o_.4 ne about 60° or £€5° instead of perpendic
T LaSt W noles fon eash end) have nct been £
- - . -~ - - - SR, -« h . -~ - -
Tre. =n 35 are Ut nor. zontally wit ~he tab.e Saw
L isaw tnhes -uts the far ends oI the nl.e DN IOD, an
M - " voone oDoTtIn
.
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ure 18. Top bridge, full view o o«
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Top Board [Verkhnia doshkal -
~ S - A

~p board is made from cedar siding. Because one

L3

s - f 5iding isn't wide enough, twH pieces are fitred
R .

enner 7 i
They. are firs- placed cogether,lmeasUred with a
fec -
pezosida: form to determ;ne their lengths and cut at 60° -
-~ r'\" . |
_es., The pleces are necpssaflly l ng to allow for4future
- =3 and «rimming at the . °nt qmd backs of the frame.
S L e g . . .
cleze will measure app:oxlmatelv 10 1nche€ wile, the
S S . T
. . R L R s ) Rie!
cnd Clece approximateny o 1.2 inghes.
PRSI T, . :
~ne wood 1S taken to ‘mhe’ takl 2 , and cut to a .
- y , LR ‘ . . -
‘rkness just ovel 1.4 Inch. AS the blade, r ses to only 3

neg, -he larger bvard 1S not~cut~throUgh. The 1P1L1al qyt
srimmed with a Ccross cut saw anq the centre shaved down

~ a hand planer. Both pieces are smoothed w1_H electrlc
‘ C : .

nans Jawocrs.
&

»

The twZ pieces are f‘Lted and glézd together in -

nishing nails help keep the pieces down. Excess glue 1s



tr

electrlc and hand sanders

‘sandpaper is used.

-1s crltlcal to the tunlng, the board. is”turnedf'

at the front andwback of Lthe ar The excess is tr1mm
N QN \( L - . . . g
'{w1th the table saw Front to theufinished top. bg
s .. o g . _ ‘

'holes In theﬁﬁa%t,'he has copled from other bu1lders,~and v

“'dlameter In51d@,,51x smaller ggrcles, 1 3/4 1nche5‘1n

< S ! ' . A
TS S
LR ~ 1)“‘4
e SRR . w o Cree . T
. ) L T ALY . ;,,:1&: - i &’@ﬁ;
- SRR ey, v
" L

wlped away with 'a damp cloth

P -
. R 4

.

[ When dry, the top board is agaln sanded W1th the - ¢

a flne grade»of

{8 - - O
A

The,top'board is fitted on 'the frameT'Because symmetry

L

}er to make

‘v.‘f‘

~sure 1t fltS equally well both ways. *The top board is. marked

measures,approxlmateﬂy 12#1/2"inchesf.

. ’ L
v N .

'l‘f . . .

K: Sound Hole@ PR ~t‘

Chy‘hplupas trled varlous patterns for the two sound

. [

s

has o c&%per templates fbr de51gns.‘f‘ Now Chychul choosesi
b

- to excerc1se hlS own, sense of aesthetlcs and makes h%s own

BN . ¥
1

Ade51gn ' : a o “ o , . -

1he centres of the “sound holes are marked 6 1/4 1nches

.

? from the top and bottom fhe sound holes-are JO 1nches ,‘

apart or each 5 inches from the centre top brldge

I3

T A coffee‘lld rs screwed 1nto the centre of the sound

7

hole and used as 'a compass to make a c1rcle, 4 - 1nches in

diameter are h&aced along-the inside edges ‘of the largerf;/‘
e LA

u

'tc1rcle. For the centre, a c1rcle 7/8 1nches 1n dlameter is.

el
vlater made gﬁlng a drlll b1t generally used for fitting door

¢ The templates were made by'Peter Budniak. N

s
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Q L. F1tt1ng ‘the Top Board [Vepkhnﬁngoghka]
Pl Front and ‘back?y the top bﬂgfdiShould f1t t1ghtly S
However, the top- board shouid have almost /8 1nch ‘eeway on
~ both sides. Without it, the~board would later buckle when
.~ the instrument 15 strung The t§n51onzof the strlngs brlng5'~'
. v b‘éﬁk .
the 51de p1eces togeeherw A : .
- RS = P I
f Two spacere measurlng approx1r tely 3/8.1nch, with one
1 v‘—/ : v
'rlght angle ‘and a convex curve, made of maple are prepared -
4,'F'A groove cué@om top,~and blcycle spokes are 1nserted
W . ‘- . *,
' h spacer reats parallei next to the 51de blocks and
S . A ~f o

rans the length of th top board The blcycle Spoke is a

T

'tglngs L -' B ',.i .

B |
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L. Fitting the Top Board [, erknh~ & DosnKkar
o - N . . o - - :
Front and back, tne . TTg ozcdrc ToTISnTy. .
. !
' ' . . - . -
However, whe +CF DCEJJ;’C shco:2 have @.mcst., 'S 1hCch .eeway

" both sides. Without 'it,, the board would lazer buckle when

I

the instrument is strung. The tension of the.strings brings
the side pleces together. - o : R

Y -
- «

K L - N R . L
Two spacers measuring approximately 3/8 inch, with one
right angle and a convex“curve, made of maple are prepared.

v

A_groébé'is cut on top, ana.bicycle spokéé‘are imrserted.
Each sbacer rests parallel, .next to the side blocks, and |
runs the length of the top board. The bicycle spoke is a

contact poirt fot the strings. o ' .

& -
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The "top boar g\ t glued of nalled String tension
v ~ a ;.,‘ "Ny, ~ - &y\’ . :‘t}\' L .

outs preSsu:e'o
Sheuld repairs ever be needed,

U ] IR
e 'op Doard 1

y strings r"an be loosened and the top board qUiokly removed” -

T by means of a hook like 1nstrument inserted 'into the sound

J,M“ ‘es Before the top board 15 f1tted for the flnal tlme,

o

C y”hux stamps his name and the date inside the frame on the

~

"

bo::om.board,Fpnder each:soundvholer . : e
o . o Ty . L - o
- 5 W o R s L e .;b hd o
Q,v o .‘.:3 B ¢ 3ol T A e * ) {*3.',\\7‘»‘6 "
; M. Playing StiCRS’[Pak”tSJaTky] o “‘ﬁg v
w e Beaters are made di maple, blrch onwmahogany Chychul
s waries *he length but choserto use;a’“ZelLsko pattern 1'*

[ ,
' 'Two pleces of maple are cut 3/8 inch dee, T 1/2 1nche97

N y .
“high, and approx1mately 8 1nghes long

i1,

The pattern 1s traced on each plece using a prepared

'

form. Holes are drllled at’ the end “of the patterﬁ and
expanded to an elllpse 1/4 inch high and 5/16 1nch long.
' ? The pattern is then roughly cut out w1th ‘an electric

s are smoothed w1th flles and

~sabre saw.,The e

~1ncrea51ngly f' er sandp%per In the end product, the-tip

A .
~ ~measures- 1/4 igch w1de, sllghtly less than the flnger hold_
i ‘ : s " b3

» : . ./

1y

g . . e

ot A
" e s
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bronze-pnosphate

i

sound, and strength. - e o : =

The-treble strings uses #8 utreypa thqugh ck

. courses sometimes use #7 uir The top 6 courses of base”

. : -
fimfwwthe next two courses are, strung with #9

NI : - : '

Y

wire.

treble‘strings are strung first. To begin, one
strin of each note is loosely put on. The centre or treble .
) ) (=53 ' ’

top bridge 1is tﬁéb slié:undenneath. (A measure tells him
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“The <uning .2g is then turhed with.a tufang key, 307 3
~imes unti. the threads are hidden and :he string is tigh*.;-
. Care is taken.to keep the strlng near tne base of the tunlng g
peg. Meanwhile, at the other'endg-the eﬁd of a?%c;ewdrlver-- ‘
is used to hold the loop at the base of the pin. Tgis
“ ' process 1s repeated 120 tlmes and takes approx1mately four
PRI vhoursffrom beglnnlng to end.
S \\.\\/ . ae L
v: 0. Tun1ng : o T o :-” D '
f'5%1'ﬁ- . After strlﬁgfhg, tunlng beglns. Chychul uses the Gypsy
’ nlng system. "% He tunes to other- tSymba?y
- Once in a whlle, he stops in order to verlfy the
1nteg%1ty of the 1nstrument He tr1es playlng a tune in o
11¢ See Tunings, chapter 5 , K T
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crder tI tnecx the tcne. The str:ngs are scrutinized for

“ing, The instrument s checked for ‘curves,

A SR e sSTall
3 n e
. W . - .

o P . N . . a N . . . . o

S e SUurTe thngt The STring tension 1sn’t Causing the . -
Lo i ' ) " e . N
E : N
b Cow .

R

N

~zunings before the instrumernrt

rcves

e

une.. Alscy, Chychul says sound im

) % . : P e - $_ . " ' -
¥ “wlwrn time.. The -nstrumenryneveﬁ gounds gooo rhee first aay. . !
. 6 ' ; & toge . ;" . s . \1' - : ;
.3 Jo&fes at least three -Synda ays teor :he sound éé mature.
y‘v ’ :' P <
- i
.V ;‘jﬂ‘.:\.."
%nlv 2 RS
& , a Wise: Af*e?? !
s [SEY S . < v .
AT ff with a . °
ey R . s
L, ‘s markeo urth a puncn ‘A 13y 64 1nchqg

and'a;ho;eﬂ about'T 1nch deep s

through the top

~5,§ ep Mt from . L

't‘("smoklng durrng drllllng | o
The end o? a flat file has been ground to the square ’i
size o{ a tuning peg. This 1s banged in with a*heavy hamm§§,
and the 51de: ofvthe screw are also beaten to make a _square
4
hole.. Oldfpegs (rejects w1thout threads) are used to check
“the fit. . o o B

The screw 1s then'put in an electrlc hand drill. The

drill - 1s put in a vise, 51deways. The screw 1s then flnlshed

This is done by pressing various grades of flleS and ’ .

»,;*sandpapers to make patterns and a smooth shlny surface.

- A . . [\
L 8 " » PR

v g
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‘ 3rill press is tnern fitTel witnioa 6 NI Lil. At
rhe other end cf «rne gcre¥, o Center DUnCh Marxs tne side ¢
N . p - . -
<h inTn from o tne engd. TrLls
N

inch -cpper gipe. (Witnh
ne L piece of wool ;F f£iled
. oo
v 4‘!&‘
s ne p.pe on an-anvi.. The
wood .and pipe are cut to a length <f. 3 3.4 inches with a’

hacksaw. This copper pipe is "shoe 'shined” Qithiéandpapefih

v - w

{s marked with-the punch, and. he &rili

“%héQm e pumL isf

o make a'” 16 inch hole. T

tne wood at ooth ends._A holexls drl--ed

rBom for a nail'that wlll hold tne screw

I3

> and handle together. 3 fﬁff..- L
anc 79E - T RENE RS SN

K

A'grindstohe iS‘used'to curve the toep of thevsoreQ.-The

}handle 1§ f1 tted in a vice, and the screw pushed inside. The

N a

£ ‘head of a nail is cut off and the nall 15 hammered through

jfiled- orners are ground down. The result a “T"‘shaped

ot tunlng key, that Mr. Chychul taught hlmself to make.

.

N
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'wex re551o within the loose~knit community of ts mbaly
XD %’ communitcy ymoarly.

P 4

'ﬁ? Tsymcaly Making in East Central Alberta

e Y

-
.
e

b

: \« - , IR
-and old :-me fbyWDaly reflec: technclogicd
'd1tferen¢es ref@ec:,eon ext ual ‘changes of the:

'ing tsymca%y-in she area! Some ditferences - L

8 . } ‘ o a L R . P R B . . . . ,
stsymbaly in community and musmcél‘ro,es; Ttois significant
- L LR " - . . R 11 . . e
to nate that~tbere is much variation and-individual
. v 2 ; ‘ B . N S . o

L _ . o
makers*’ B, E " @ ‘ R . } .

o T , T IR ‘ ey

#» - ) . © . . . )

"It All Started id Andrew"" M s

ﬁ;_ ‘As one tsymbaly craftsman- states,-flt all$Started~im

. . e

&%drew miae e was reﬁerlng to aghn Zellsko,,who shaped - much

N

hof the tsymbaly tfadlthﬂ in East Central Alberta Zellsko

=l

& M,

*jwas born in Ukralne in 1884 and moved to Canada at . the

beglnnlng of the 20th century He worked 1n consﬁructlon and -

'llved in. Andrew Alberta until’ hls deaﬁh in 1965
. ,.',:T..:;j.; ____________

4.7 See "List of Tsymbaly Makers;

- n

Append1x 1.

M““'Taped interview with.John Klnasew1ch ~“Edmonton, Alberta
July: 1984.

"z' Dreams and Destlnles‘(Edmonton-'Andrew Hlstorlcal
Society,:1980) pp. 633+34; Taped interview with Mike
Ewanchuk Tsymbaly maker;and brother-in- law of John.zZelisko,

R

- . a

o .
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Zellsko 1s; prlmarllv remembered as a musician and a’

?;f maker of v1ol1ns and tsymba]y He was known as the first
Ukra1n1an musicilan 1n the area, and had his own band, the
"Johh Zelisko Orchestra."” Though he also made violins,
Zellsko is best known for hls tsymbaly maklng by other’
tsymbaly_traftsmen. There 15 even some lore among makeré”
thatﬁ%elis o did nothing but produce tsymba]yp

"Old M & ellSkO set the standard fOr tsymbaly maklng
Hp East Central Alberta 123 There was status attached to
p%%ylng a“Zellsko tsymbaly ‘Zngany present ‘day. tsymbaly '.wff

”,tcraftsmen %ooﬁ thelir flrst measurements from Zellsko

H

tsymbaly,'and a few have gone out of thelr Way to. acqu1re3

o, 2 fut ) Qo
one.'?®*® ' B L gL
% Today s craftsmen sometlmea say'that not all‘of l - ﬂg;?*
%;b Zellsko”s tsymbaly worged but that othere produced l a:%h‘ |
' ,exceptlonal tone ze Many makers also ylew the1r own iéu:d'

P & o

tsymbaly as 1mprovements ofathe earller models

o , 7

g

SRR "‘(cont d) Apr1l 1984 . BN | ‘
:F)f.'qzz ‘Interview with Bill Ropchan, tsymba]y maker, agé 82
Edmonton, Alberta, March 1984. . .

123 The "0ld Man" characterlzatlon 1s respectfully used by
tsymbaly makers John Babichuk, George Strynadka, and Mlke
~ Ewanhchuk.

. 124 Tom Chychul s brother played on . Zellsko tsymbaly w1th -
the "Northern Troubadors." ,
*235 Tom Chychul, Metro Lastiwka, Nick’ Supervich, elther own ~%
or have taken méasurements from Zelisko tsymbaly. .
~v2¢ Bill Ropchan remembers a,tsymbaly ‘made by Zelisko in the

o 1950! s “that he wanted very badly
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B. bid vs. New
Quité a bit of lore exists about ear;y tsymbaly in East

Central Alber;aiand'the Old}Couﬁtry. Early.tSyPCaly display
some characteristics that afe’uncbmmon today. jA :ypical
instrument was bought ?ou ty three years age in Smoky Lake
by Tom Chychul. The front board measureo 27 inches and the
back- board measured 40 inches long. Tt was\14 34 inches *
wide, and 2 1/4 inches deep. The striﬁgs were grgg, the
tuning pegs were threadlgss, and made by a blacksmith. The
bottom board was nailed. He said, it ;édﬁ't sound as good,
but don't break.; This {éymbaly had 25 cpursés of st}ings;
but was no£ tuned in the Gypsy'tuning [tsyhans'kyi striil
cbmmon today. "’ -

V Today there is a concensus that smaller tsymba;>\are
better. Many craftsmen have stateé that in the 0l1d Country
tsymbaly were'bﬂggef and unwieldly.'®* Mike Oleksiuk; age 81
of Smoky Lake, Aiberta, makes tsymbaly fepresentative of the

~

old type. He makes them the way his father taught him.’

-
2.

Tsymbaly craftsmen of East Central Alberta identify two
basic- types of‘tsymbaly brouzh: :o Canada.'®® The first type
of'tsymbaly are variously called Galician fhalytq’kf] or

Ukrainian [ukrains’ki)l. The second type .of tsymbaly are

called Gypsy [tsyhans’kil, Bukovynian [bukovyns’kil, Hutsul

- '?7 See "Tuning", Chapter 5.

"** John Bablchuk Tom Chychul say ‘0ld Country tsymbaly were

larger. However, N1ck Mischi disagrees. He says that both

larger and smaller tsymbaly were made in the 0ld Country.

. 129 personal interviews with Mike Oleksiuk, May-June '" 3;
Our Legacy (Winnipeg: Smoky Lake Cultural & Education

Centre, 1983) pp. 663-64.

t3° Taped interview with John Babichuk, May 1984.
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(hutsul‘s’ki), or Romanian [rumuns’kil. The first type,
Galician, are said to have had 4 or 'S strings per .. “se,.
They cften had orly 16 or 18 courses of strinc- . The second

.
Ty

7

e, Gypsy, had 6 strings per course, twenty r Lwent: two
-curses of s:trings. Gypsy tsymbaly have become the standard
type today.

cive features cf tsymbaly which were

(§]

Severa. distin

[

G Country and in East Central Alberta have

O

commen 1n the O

been disappearinc in recent times. One old time feature is a . .

small hole cut into the right hand corner of the . top board.
There are several 1deas as to ghé purpose of this tradition;'
In Smoky Lake, :hre? tsymbaly builders came Uup with three
thecries.'’  One sa:d, it was for holding the sticks, the
sécond said for holding the tuning key, and a third for
‘put:ing ﬁbney in-and shaking it out.'’’ Mr._Pete‘Holowaty
sﬁill includes the small hole in the tsymbaly he makes, as.
well as two longer hoies in the front board.'’’

The tﬁoisté muzyka'tradipion often included playing-
while standing.'®>* A leather stfap was placed.around the
'player's neék and attached to.the side blocks in order to
free the player for movement. AS the need to ﬁlay while
standing has diminished, this feature has virtdally

31 Personal interviews with John Babichuk, Mike Oleksiuk,
and Metro Lastiwka, Smoky Lake, Alberta, May 1984. o
Ve Mierczynski, p. 154, provides a diagram, and says the
hole is for holding the tuning key; while Toelken, p. 111,
states the hole is for allowing the boy who plays to shake
money out. . ' -

133.5ee the photograph, Figure 2, Ostashek wedding, for this
feature. . : : ‘

'3* See the photograph, Figure 2.
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disappeared.

The scandard today is for two sound holes in the sodnd
board. In the Clad Country, tsymbaly variousiy had two sound
holes, four sound'holes,‘;i or a series of small sound holes
along the edges of the side blocks ¢ This would depend on.
the building tradltlon of the area and the tsymbaly builder.

M.V. Lysenko writes that tsymbaly,strlngs were made of
copper. or iron wire.'’’ Ton.Chychul beiieves that when the
first immigration to Canada occurred “iron wire was the
standard. Nlck MlSChl remembers that bronze was'also'
available in the Old Country

| There are two basic types of playing sticks
[paltsiatkyl. One kind,consists of a circular opening for
the foreflnger, a small head at the end, end a relatively
straight body."'®® The sécond type con51sts of an opened grip
for the forefinger, a small head with a hole, and a curved
convex body. The Zelisko design conformed to rhis second
type, and is most popular today. Nick Mischi confirms that

both types were used.in the 0ld Country.

.

.
133 Miercynski, pp. 150-155. N
13¢ Nick Mischi says his.uncle built tsymbaly with sound
holes by the side blocks at the beginning of the 20th '
Century.

137 M,V. Lysenko, p. 51,

13+ Chabyniak, p. 46. shows a photograph of 51m11ar playlng

sticks.
/
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Figure:22. Two types ot blaying sticRs used in Zast Central
Alberta.

When asked what the hoié at fhe head of the sticks was
for, Chychul _aid, "aby fainri buly" [Sc they'll be nicel.
Mr. Chychul makes the holes because they are traditional and
ornamental, rather than for any functioﬁal-purpdse.’However,
comparison of both stick types shows that both have closed
holes, though at opposite»ends.'One poésible'funct}on is
that of easy storage. In Mr. Metro Lastiwka's workshop in
Smoky Lake{ his sticks are hung on nails.

Nick Mischi, though primarily a player, makes sticks
for himself'the way his uncle did in Bukovyna. They belong
to the type with closed finger holes, but in addition, the
head is covered with thin, soft léather [Sap’iah].‘j°
Thé/sound of the tsymbaly can‘be éfeatly affected.by

the sticks used: the harder the wood, the more brilliant the

- — — A
I3

"?* M, V. Lysenko, p. 152, describes sticks covered with
vSap’ian, lit. morrocan leather.
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~sound, for when £he string is‘struék, it is ﬁampehed‘for a
shorter»period. Covering a stick with lgather or other
03.material mellows the tsymbaiy’s sound.'*®
C. The Tsymbaly Craft Today o -
Today's makers-are still-essentialiY'carrying forward
.the traditions of.previoué makers in the area. Nevertheless,
thé craftsman often feels free to depart from traditional
design, expressing his own modern sense of aesthe£ics'and
invention. | B
Perhaps the most strikina characteristic of téymbaly
construction today 1s the-évailability of modern tools,
materials, and technologieé. This is eQidént in Tom
Chychul's production'O£ tsymbaly, and is represenfative of -
all the tsymbaly makers interviewed for this study.
The outward appearance of tsymbaly are often defined by
.one of two aeéthetic philoéophies. Traditionalists believe
- that tﬁere is nothing so beautiful as the natufal wood. .
'These makers use stains,svarnfshes, oilsh and éimilaf
finisheg..They avoid covering the tsymbaly with man made
materials. |
Other makers decorate their tsymbaly with plastics,'
glittegihg decals, mogper,oflpearl designs, ahd acetate. In
. the process, a great déél of the tsymbalf are covered. Much
of the lure of these designs lie in the reflective effects
of the tsymbaly on stage under the lights.'*' Each of these

"4° Donington, p. 96. | : ‘
'4' See "The Craftsman,"” Chapter 3.
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two aesthetlc approaches, though diametrically’ opposed has

managed t¥® f1nd a follow‘ng and carve out a nxche in *he

tsymba]y,market.~

TSymba7y-maters>often.sttess theif oun,uittues when
produc1ng tsymbaly Some examples follow. Nick Supervich, a
nonrplayer, is a master carpenter. HlS tsymbaly feature
molded and curved backs, sunburst Flnlshes and inlaid~
electronlc;p1ckups. A tsymbaly maker who also is also a
tsymbaiy player may lack tne carpentry skills of Nick
‘.Supervich.;By contrast, that maker may-tend to stress the
musical characteristics [holos] of his instrument j s

In an effort to 1mprove the1r tsymbaly, makers have‘
'reseatched.lnstrument building. Generally,;tsymbaly makers‘
have been disSappointed‘by literéturéteoncernlng "hammer
duioimers."“’ They have, however, taken cues from otner
musical instrument crafts and traditions.

Mike Ewanchuk builds violins at home,Jand has a
collection of works about violins. He takes principles
learned from violin making, and applies them to making
tsymbaly. For example, he is very careful what he uses to
“treat the‘uoo& He never uses paint or decals.'*® ' -

Great carelmay be taken in ch0051ng materlals. Mr. Paul
Ewa51uk prefers rosewood 1mported from South Afrlca The
wood is cured for several years, and it may take six months
to build one musical instrument. He feels that in order'to

141 See "Related Musical Traditions," Chapter 2.
'+3 Taped interview with Mike Ewanchuk, April 1984.

.
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insure that the glue sets properly, several weeks 1s needed
between certaln steps. ;
Craftsmen: such as Tom Chychul ise woods that are

locally available. They make sure the woods are suitably
\dry, ‘without knots, and cut properly' These'makers try to
.economize, produc1ng a functlonal, well constructed product
with 'a minimum of time and money. Chychul, when making the
"bottom board, cuts the plywood he uses to get the most.
useable pieces per sheet.'*® | | |

The playiﬂé sticks reflect many of the'makere' medern_
ideas. Nick Supervich colour codes:the sticks he makes in
~order to dlfferentlate,between rlght and left. He elaims
.that ‘when playlng, -as they wear, they f1t dlfferently Pet;
Holowaty . adds a small plece of teak to the head of his .T,~
sti¢ks to make them last 1onger This also wlllvlncrease the
br1lllance of tsymbaly when playing. Mr Mike‘EwanchuK
covers the tips of some sticks with felt, ‘resulting in a
-mell;wer tone. For similar effect Pdul Ewasiuk cevers the
tips with rubber.'** o

Modernization and 1nnovatlon go hand 1n hand in the ~
tsymbaly craft One of the reasons given for preference of
‘curved sticks 1s the smaller size of tsymbaly todayf wlth_
"the courses of strings chser\ES?ether, it is- thought that

v Taped interview with Paul Ewa51uk Lamont, July 1984 An
article and picture of his tsymbaly appears in Zonia Keywan,
"A labor of Love," The Western Producer, 10 July 1376, Sec
c, p. 4. ‘

iKY See "Bottom Board," Chapter 4.

'+¢ Donington, p. 96. .
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curved sticks réduce the chances ofistriking unwanted tones.

'Maﬁy of todays craftsmen make-stands to go with their
tsymbaly. As a réshlt, fewer players holé‘the instrument on
theif knees when playingAwhile seated, as is tfaditionél.“’
" Mr. Ewasiupk angles his stand toward himself in order to make
the strings more visible. This change baéﬂéiso éaused him to
alter the playing sticks further, as he ;ngles the tips to
reflect the angle of tsymbaly while playing. |

'Oﬁe of the‘newéét adaptations of tsymbalyfis
amplification.'** In order to better compete with other
musical instruments, tsymbaly makers and players have been
experimenting with increasindly sophisticated technology. As
microphones have prpved'inadequate, tﬁére has been a trend
téwafd electronic pickuﬁs. These pickups were initially
attached to the outside with,clips.or putty. Now, some
builders inlay pickups'insidelthe instrument as a standard
feature. One gimply plugs the tsymbaly -into an amplifier and
plays. ' D

The éxtent of ‘this intereét in electron{c gadgetry isv
attested to by a‘new electric téymbaly being develoged by
Jbe Tkachyk.'*® It consists of a solid block of wood, 1 1/2

inches high, and has 8 electronic pickups.

__________________ . . . :
"+7 M.V. Lysenko, Narodni muzychni instrumenty na Ukraini,
p. 52. .

"4% In a telephones interview, Bill Wolansky suggested
amplification as another reason for the trend towards
smaller tsymbaly.

'+° personal Interview with Joe Tkachyk, Edmonton, July
1984,
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- D. Tunihg

Tsyméafy tunings,:theugh basically ch;ometic, do not
follow a continuoug”seduence. This is in order to allow for
more eff1c1ency in playlng' Notes commonly played
consecutlvely in chord patterns are placed closer together
in order to ellmlnate unnecceesar; motion while reaching for
strings. Eaeh course of.strings,‘divided by a centre top
bridge, produces an interval of a fiﬁth. For exact tuning,
the lengths of strings on each side of the top bridge must
exactly reflect a 3 to 2 ratio.'?® '

There are two basic types of tuning systems. One 1is
usually called Galician [halyts’kyi] oﬁ Ukrainian
[ukFains’kyf]."‘ Another more common tuning is variously
called Gypsy [tsyhans’ kyl] Bukovynian [bukovyns ky;] or
Romanian [rumuns kyl], and Wallachlan [volos‘kyil.'

The Galician tuning lacks a bb. As the Galiciaﬁ
tsymbaly- were traditionally smailer(.with fewep courses of
strings. This ;uning allowed for a renge equal to Bukovynian
tsymbaly, thoegh at the expense of the capability of | |
medulating keys. o '

Most makers and players don't differentiate between
‘Gypsy/Bukovynien and Rohanian/Wallaehien;tsymbaly. Mischi

" says that both tunings follow the same pattern, but that the

__________________ / :
e M.V. Lysenko, Narodni muzychni lnstrumenty na Ukraini,

pp. 54-55. ,

1317 Mierczynski, p. 15 p;ovldes a close equivalent for

this tuning.
132 GS1ight variations 1n tunlngs exist. For example, the C:

and c#. strlngs 1n cou&u;hMZ and 4 Gypsy tuning are sometimes
" reversed. ST 8 A
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E. Community
The tsymbaly makers form the1r own 5pec1al communlty

They behave soc1ally 1n well deflned ways and their

4 1

behaviour reflects thelr own selfflmages, andﬂhhei
T . :

expectations of the soclety as a whole 2

As Tom Chychul notes, maklng tsymbaly is a.male -
function in the\communlty ”Dlvchata ne buduiut’ ale

S

Chraiut’." [Women\oon t pake,’only'playlthem]. None of the
tsymEEIy craftsmenﬂor ;layers interviewed'has ever heard Of;
a woman maklng tsymba]y . | o

Esoteric rules exist among tsymbaly makers. 4 In drder
to remain on friendly terms, rules of ethics and etigquette
have developed "among builders. It is considered impolite to
belittle competitors;gand it is donsidered‘imoroper to
‘explicitly brag aboutvone'e‘own "superior".work.'

In order to advertize himself, the maker repeate'uord
of mouth endorseﬁénts; It is far more.effectf§ehfor the
- maker to repeat cther craftsmen, players, or buyers
endorsements of the product rather than to quote hlmself

This has the effect»of removlng the onus of a subjectlve,

153 pllan P. Merrlam, The Anthr'opology of Music (n Dt
Northwestern Univ. Press, 1964), p. 123. -

*s¢ William Hugh Jansen, "The Esoterlc Exoteric Factor in
Fclkl‘re,? in The Sfudy of-Folklorée, ed. Alan Dundes
(Englewo CllffS, NJJ.: Prentlce Hall, Inc., ]965) pp.
43-541, :
155 Mike Ewanchuk, when pressed, exp11c1tly stated that he
cannot talk about hlS own worky/ nor: about other bu1lders by

_name.

@
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potent{glly controversial ‘statement from the makers. It also
minimiies potential resentmeﬁt, from other craftsmen, who
might otherwise hear a guestionable claim. ’

Many makers, when guestioned, claim no‘one taught them
the-crafﬁ.‘5‘ It 1s comhbn for ﬁakers té start by measuring
oﬁher tsymbaly, but also by socializing with othef builders
and ;mp11c1*ly absorblng thelr knowledge. With establlshed_
ﬁakers, the soc1a1121ng process involve's a type of barter:
tréding the odd-procéés or secret for in@of%étion'in return.
Most makers are willing to share some informétion, though a
few secrets are usually never told.'®’ George. Strynadka was
taught how to make tsymbaly by John Zellsko, who wanted the
art conblnued John Bablchuk, age 74, sold an instrument to
"a 7 year old player two.years ago and has already.promised
to teach the boy hov . make tsymbaly,"‘ Thus, the
‘tradition continues.

Among the make:r~ exist a few whoydisregafd the rules of
ethuette prev1ously meutlcned They keep to .themselves and
gefuse to. soc1a112e witﬂ)other craftsmen or divulge any
"secrets". This leads to resentment from other makers. The
praise Tom Chychul has for craftsmen such as Nyck,Superv1ch
quickly turns into resentment wheh'discussing unfriéndly
makers.

"s¢ Mr. Bill Ropchan, Mr. Pete Holowaty. :
57 Chychul regularly exchanges information with Superv1ch
but has not yet 'sHown him his drilling system. See Chapter
4, Pins and Pegs, DPP. «+ss: :
"5t The boy, Shawn Gibson, Sherwood Park,-Alberta, now age -
g, was a participant 1in the 18984 CFCW Tsymbaly Competltlon

¥ -
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F. Marketing

The biggest praof a tsymbaly maker can have that he
makes good tsymbaly, is by selling his tsymbaly. As Chychul
says: "Iaklby ne buly dobri, khlop by ne kupyv." [1f they
hadn't been good, the fellow wouldn't have bought them.}
Often é maker will include anecdotes of previous sales in
his sales pitch to prospective buyers.

I sold a couple to Lamont, couple of dolsemars. One
dolsemar, I was playing, friend come, and he take me
to (how you call) high-rise he was living. And I
went there and I have my tsymbaly and my violin, and
we play. There's a man come from Saskatchewan, and
he play violin and the dolsemar. And we play that
night and after [. . .] (He's going home and I'm
going home and I put dolsemar in box I going to take
it home.) He says, "What you doin?" "Well going
home.." "You not going take that dolsemar." I say 1
"Why not?" (Ah, no, I won't sell 1t that dolsemar.
But what the hell, that time was cheap. Oh, I don't ¢
know, ‘I don't remember, 1942, 1943. And that was a
- very good dolsemar.) And he says "No you're not

going take!", "O.K. How much you gi' me?" "How much
you want?" I says, "I want 350 Dollars, you-want it
~ take it that tsymbaly, or not you won't get." He
didn't say nothing. (That his son-in-law). He just

~ pull the money and pay the money and I just pull the .

' money. What the hell! In 2 weeks I have another one
like that. I was building pretty fast.'?®’

This story proves that Bill Ropchan makes good,fsymbaly‘by
showing how much other people want' them. l
jKinésewych says that, "Dan Chomlak used to tell -
}istenérs thaf if.they want to‘buy‘tsymbaly, tﬁey should go
to John Kinaéewfch. This*stofy is meant to prove fhat that
kainasewich is a master éfaftsman. The story is also

sighificant because‘it shows how a different participant in.
the tsymbaly phenomenom, or different tsymbaly medium helps
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popularize qnd support the tsymbaly maker and his craft.

Sbme‘makers feel it beneath their status as "master"
craftsmen to actlyely promote their products These makers
rely entlrely on word of mouth advertlz1ng They expect
buyers to come to them. Also the buyer has little choice of
- product. Supervich makes one model of tsymbaly, which he
considers his best. The poteﬁtial buyer can take them or
1eave them.

Other makers are more accommodatlng They also rely
heav1ly on word of mouth advertlsement, but are more likely
to actively pursue potential buyers. Tom CHychul is a prime’
exahple of this second. type. As long as it doesn't
compromise his sense of exp%ftise as a craftsmen, he is
‘Wiliing to adjust priée and design specifications for
customers.

When Bili Ropchan made his firsf tsymbaly, in 1917,
tsymbaly typicallf cost $20 or léss; Today prices range from
$350 to $1,800 for a new set. Chychul sold a miniature
instrument at Vegreville, July 1984 for $350.'Péu1 Ewasiuk
charges about $1,800. Refurbished old tsymbaly can sometimes
be found forlless.

Prices often reflect time considerations, optioﬁs (such
as pickups), or special materials used (rosewood). However,
this is not always the case. The general rule of thumb seems
to be that tsymbaly makers who live in the city charge more
than those who live in the country. As well, quality and

»

price may vary from tsymbaly to tsymbaly, and maker to
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Conclusion

This study sought to characterize tsymbaly making in
East Central Alberta. It Qas féuhd that few scﬁolarly works
deal effectively with the tsymbafy tradiﬁiow.in Western
Canada. For the purposes. of ﬁhis investigation, processes of
éoﬁtanuity and change descfibed in studies of Ukrainian |
Canadian culture (most notably by Rébert Klymasz) provided
models for analyzing the social ramifications of the'
tsymbaly makingktradition- while works deécribing 0old

Country tsymbaly provided the closest comparison Wlth the

N
ANS

tsymbaly made in_ East Central Alberta today

For data, this investigation depended primarily on
tsymbaly makers and other.active participants in the
Vtsymbaly phenomenon TSymbaly afficionados (audience and
players) were easily found at festlvals and competltlons
Some of the players and audlence were able to 1dent1fy a few
tsymbaly makers. In turn, /most of the tsymbaly makers |
approached know other tS%ﬁbaly craftsmen. Thus a
 ;epreseqtat1ve'and dlverse sample of participants was
v‘acceésiblenand was used"o gather information for this

study.

On the basis of information provided, it became
appafent that tsymbaly/players and listeners, the community

of tsymbaly'makers, a d the individual tsymbaly craftsman do

/

‘not represent mutualyé exclusive groups, but are dependeht
. / . !
ﬁ//

[
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on each other. Listeners and players provide a market for
the fsymbaly craftsman’s product. The community of makers
allows the craftsman to draw on a pool of knowledge of the
craft, as well as prov1des other examples of the art against
which he can compare his own work. The 1nd1v1dual expre551on
of each craftsman keeps the art .from becoming static.

Even today, the tsymbaly phenomenon reflects v1tal
links with the_past. Newer tsymbaly mediums such as
festivals radio, and recordings are exten51ons of popular
Old Time events featuring tsymbaly, most notably the
wedding The mediums themselves help popularize each other
and in the process, tsymbaly. .

- The old troista muzyka tradition (featuring violin)
with which tsymbalv were once assoclated, has evolved into
the new Ukrainian Country Western musical tradition. In the
process, the role of tsymbaly in the orchestra'has changed.
from a secondary to a lead instrument.‘Tsvmbaly players thus

enjoy increc "ed status in the musical tradition, and the

tsymbaly have me an invigorating symbol of cultural

identity. Trouc ‘ical styles have changed,'and some

musical customs ¢ ost, the spirit ‘and vitality of

tsymbaly music a:-: = (0o a livel: musical tradition.
The tsymbaly cz=i invol.=s m- -~ than just

construction. By fcllowint the section on construction, one

can learn to make a prope. zet ol tsymbaly; however) as Bill
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"Ropchan and.other makers have stressed; it takes practice,
and a special talent, or help. from an expert to be
auccessful. In essence, tradition, socialization, and the
makers' ability to‘interprét and market their;product.are
also v1tal aspects of the art. )

The same processes of cont1nu1ty and change evxdent in |
the greater tsymbaly phenomenon are found when examlnlng |
tsymbaly making. Much of the tsymbaly s endurance can be
attrlbuted to their accomodat1ve nature. Today S tsymbaly
often d1splay adaptatlons to their new medlums and mu51cal
roles. Reflective decals, ampllflcatlon, and stands help the
tsymbaly to effectlvely compete on stage with other
instruments. | | ‘ |

Early tsymbaly makers (sucbnas John Zelisko)'and'their
.art st111 live in the memorles of many .active tsymba]y
makers. Barly trad1t1ons and lore are kept active through
oral exchanges of 1nformatlon in the communlty of tsymbaly
.makers. L1kew1se, new 1deas are dlssemlnated within thev |
’community. There is room for variation in the craft, as
individual makers may seek to experiment, exercise |
_indiyidual tastes, or reflect different levels of skill
amongvthemselves. Tom Chychul provided an illustrative |

example.,

‘Tom Chychul s tsymbaly reflect the ba51c tradltlonal
trapezoidal shape,'groupings.of strings, and tuning. He uses
modern technology, modern materlals, and produces the

"smaller» sized tsymbaly common today. His oyn proc ses for
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drilling holes, and his own sound hole design reflect his
own initiative.

Tom Chychul's-tsymbafy are representative of and
reflect the processes of'continuity'and'change“inherent fn
,tsymba7y‘making today. However, no maker's product should
really bé con51dered typical, as the individual philosophies
_of tsymbaly makers results in much dlver51ty among the
productsr Trad1t1onallsts try to follow 51mpler de51gns of.
the past. Modernlsts use new mater1als and technologlesy
Craftsmen emphas1ze their profess1onal flnlshes Mu51c1ans
often stress the musical qualltles of their creatlon Tom
~Chychul s product mlght be characterlzed as mlddle of the
road between tradltlonal and.-modern tastes in 'sound,
aestetlcs, de51gn, and productlon technlques

Generallzlng about tsymbaly construction in East
Central Alberta today, some standard1zat10n~ls ev1dent.
Increa51ngly, the size of tsymbaly, the type of tunlng used,
: and the style‘of SthkS reflect a tendency toward a more
unlform product. Yet,‘many aspects of tsymbaly COﬂStrUCtlon.,
eare displayiﬁg more variance than in the days of~John.
.‘Zel1sko. Craftsmen have ~access to broader ranges of
'technologles and materlals, and are often keen to experlmentd
w1th new de51gn ‘ideas.

The present study is 1ntended to show a- dynamlcally
actlve tradltlon of tsymbaly maklng in East Central Alberta’v
i All the}requ151tes for cont1nu1ng success,of the trad;tlon

exist today;.The degree to whichftsymba7y making'remains_a
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productive folk art in the future will depend on a
continuing audience generated by,popular*tsymba7y mediums;_
the reténtion of tsymbaly as a cultural mafker'(both visual

~and oral), and an active community of makers exchanging

“~

traditional and new ideas of the art among themselves.
T . . - . .
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Appendix I. Glossary -
i
The following is a partial list of common terms used by

informants and in this stuaygwhen discussing tsymbaly:

Dunf, bunty _ course, courses_(of’stringé)
diry holes . '
vertity diry = . " to drill holes
doshka S board )
perednia ' front
spidnia e bottam
zadnia \ N back
verkhnia _ top
Fostyk [khvostyK] . small tail (on sticks)
gvinty . . - threads (on'tuning pegs)
_hembliuvaty to. plane
holos = : . “sound [literally, voicel
maie holos ¢ it has good tone '
Karuk carpenter's glue, horse glue
karuchyty e to glue
kil iuch ' ' key
konyk o o top bridge [literally, small

horse, pony]

kovban, kovbany (side) block, blocks
na oko without measuring [literally,
by sight]
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~ pal ' psiatky
pidpory
- pidstavky

pyny

‘sapian
P

SKrypka
Stnoity
struny

.strii
halyts’kyi
hutsul 's’kyi-
rumuns’ky i -
tsyhans’ky i

ukrains’kyi
volos’ky i

torhuvaty

troista muzyka

tsymbal-

'strings

sticks, beaters
support bridges
sound posts

[calgue] thfead used by
Chychul for pins and
tuning pegs

soft leather, moroccan
leather

violin

to tune

A\

tuning
Galician
Hutsul
Romanian
Gypsy
Ukrainian

Wallachian - R

to ba:gain'

traditional "grouping of’
musical instruments,
usually consisting of the
violin, tsymbaly, drum

. 1) blockhead, simpleton

(Andrusyshen)

2) Chychul "and Babichuk
use it for the
singular of tsymbaly
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tsymbaly

halyts’ki
hutsul ’s’ ki
rumuns’ki .
tsyhans’ki
ukrains’ki

vesillia

zamok, zamky

Ukrainian hammer
dulcimeg -
Galician
.Hutsul
Romanian
Gypsy v
- Ukrainian .

wedding

lock, locks (

joint)"
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Appendix II. List of Tsymba]y-Makefs

Note. This is a.list of tsymbaly makers currently living in

East Central Alberta.

Babichuk, Mr. John. Age 74. Smoky Lake, Alberta. Made 41

tsymbaly and rebuilt 4 more. Copnied Zelisko pattern.,

o

[y

Brayer, Mr. Eric. Age 46. Edmonton, Alberta. Made 3

tsymbaly. Learned from father-in-law, Bill Wolansky.

Chychul, Mr. Tom. Age 63. Tofield, Alberta. Made 75
"tsymbaly. Learned from Harry Pidladsky, Chipman,

% Alberta.

<

ta

qunchuk, Mr. Mike. Age 69. Edmonton, Alberta. Made 14
tsymbaly. Brother-in-law gffbohn Zelisko, Andrew.
; , . , .

Ewasiuk, Mr. Anton. Age 68. Lamont, Alberta. Made 6

tsymbaly. Brother of Paul Ewasiiuk.

. o . '
Ewasiuk, Mr., Paul. Age 72. Lamont, Alberta. Made 27

tsymbaly. Learned from John Kinasewych.

.~ Gargus, Mr. Walter. Age ? [Not Given]. Andrew, Alberta.

3 tsymbaly.
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Holowaty, Mr. Pete. Age 73. Edmonton, Alberta. Made 10

tsymbaly. Uncle of popular player Steven Chwok.

Kinasewych, Mr. John. Age 65. Edmonton, Albertal. Made over

[

100 tsymbaly. Learned from a Mr . Holovaichp&.

Knysh, Mr. John. Age 68. Smoky Lake, A}berta; Made 9
tsymbaly.
Kolody, Mr. Bill. Age 80. Two Hills, Alberta. Made 7

tsymbaly. First tsymbaly made 50. years ago.

Lacusta, Mr. Metro. Age 60. Veérevﬁlle,‘Alberta. Made 34

tsymbaly . Ry
Lastiwka, Mr. Metro. Age 68. Smoky Lake, Albe:ﬁa;'Made 7

tsymbaly. Plays with RadomSky Orchestra.

Mandrusiak, Mr. Nick. Age 60. From.de'Hiils, now.in Lavoy,

Alberta. Made 10 tsymbaly.

Najdziak, Mr. Mike. Age .79. Vegreville, Alberta’. Made 8
tsymbaly .
Oleksjuk, Mr. Mike. Age 81. Smoky Lake, Alberta'-MadéAms

tsymbaly. Learned from father.
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Ropchan, Mr. Bill, Age 83. From Bellis and Lamont, now in

‘Edmonton, Alberta. Made 38 tsymbaly. First made in 1917.
Skraba, Mr. Bill. Age 71. Andrew, Alberta. Madé 6 tsymbaly.

‘Strynadka, Mr. George. Age 63. From Willingdon, now ;n
Vegreville, Alberta. Made 12 tsymbaly. Father made
fsymba7y‘60 years ,ago. Learned directly from John

Zeliskb.

Supervich, Mr . Nick.“Age 60. From Willingdon, now in
Edmonton, Alberta. Made 40 tsymbaly. Learned from John

Kinasewych. Has Zelisko tsymbaly.

Tkachyk, Mr. Joe. Age 67, and Michael Tkachyk. Age 27.

Edmonton, Alberta. Made 2 electric tsymbaly.

Wolansky, Mr. Bill. Age 69. From Edwin, now 'in Edmonton,

Alberta. Made 7 tsymbaly.



