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Abstract

This study investigates the degree of multimodal hybridity observed in the collection of Ukrainian-
Canadian vernacular songs. It is grounded in the compilation of songs assembled by Robert Klymasz
during his field research in the 1960s, conducted among Ukrainian immigrants residing on the Canadian
prairies. Historically, Canadian and European ethnomusicologists have usually regarded these songs,
many of which demonstrate hybrid qualities, as being marginal. A significant portion of Klymasz's
collection remains unexamined and unpublished, making this dissertation the first comprehensive analysis
of this archive material. This research specifically centers on the analysis of vocal techniques employed
by singers, a topic that has not yet been explored. The present study adopts an approach that incorporates
both ethnomusicological and musicological perspectives to examine voice performances, melodies and
forms. This investigation aims to conduct an analysis of the different components inside songs, with the
expectation that this methodology will provide new perspectives and enhance our understanding of the
degree of hybridity in components such as singing styles, techniques, and melodies in addition to

the lyrical content. Moreover, this study incorporates statistical methodologies developed from
mathematical analysis, namely empirical means and variances of melodic data. These techniques facilitate
the depiction of the enduring qualities and changes within musical textures found in the songs. Previous
scholarly inquiries have allocated less attention to the voice and performance-focused elements of
Ukrainian-Canadian songs, in favour of their lyrics. They have also viewed them mainly from the
perspective of pre-immigration surrounding without investigating their multifaceted hybridity. Therefore,
the current research contributes to the academic discourse by reinforcing and expanding the concept that
vernacular diaspora song traditions should not be solely perceived as preserved relics originating from
pre-emigration cultures. The primary aim of this research is to develop a comprehension of the complex
connections between pre-migration and post-migration encounters, as demonstrated in the musical
textures found within the vernacular song repertoire. Rather than relying on traditional academic
assumptions of marginalization, isolation, and contrast, the examination of diverse elements within these

community songs reveals their sophisticated fusion and interconnection.
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Chapter 1: Singing Style Goes Transcontinental

1.1 Introduction and Research Questions

Growing up in the cosmopolitan setting of Dnipro in Central Ukraine, I was constantly
inspired by the plurality and interconnectedness of cultural components reflected by different
ethnic communities in the vibrant cultural life around me. The multi-layered vernacular diversity
has always felt natural while also being multifaceted and inspirational. Combining components
of various cultures in musical styles, languages, and dialects always seemed to me to be
something normal. I remember at school when we once had a task to write a poem in any
language we wanted; mine consisted of four, all of which had been circulating in our classroom,;
its last line was “I hope, dass Wam spodobavsia moi polihlots’kyi tvir” [“] hope you liked my
multilingual poem™]. I also recall that during my time at school, the many languages and dialects
served as an array of instruments for expressing emotions, tone, and personal identity for most of
us. Hybridity was the norm for me, as it was for my peers, with a mix of languages and dialects
spoken in everyday life, and cross-cultural influences heard in the music that was practiced.
Rather, the societal understanding of the frames of these styles felt like an artificial construct that
led one to pursue multiple things at the same time separately. My journey through life has led me
to further my musical education in Germany as a vocal teacher and singer, where I have been
exposed to even more diverse musical repertoires. Later in my career as a professional musician,
I had the opportunity to engage in a variety of musical endeavors. This encompassed further
contrasting experiences, such as engaging in an active singing career as a pop singer and a
Ukrainian folk singer while simultaneously maintaining a job at the opera choir as a soprano.

Along the way, I learned to expand my knowledge of various types of music while

simultaneously witnessing how vernacular culture around me continuously blurred every



boundary between styles, genres, and languages, making the culture feel alive, vibrant, and real.
Throughout my personal and professional experiences, I have consistently observed how music
has demonstrated a remarkable ability to integrate elements of the surrounding environment and
establish meaningful connections with the broader context. Finally, my search for long-lost
Ukrainian traditional songs across the globe led me to Canada, where I found a treasure trove of
music. At this juncture, I encountered another form of hybridity, namely Ukrainian-Canadian.

During my fifteen-year career as a voice teacher at various universities and music
schools, I had the opportunity to experience and learn to appreciate the tremendous power of
singing in a variety of contexts. My extensive experience in multiple professional performing
practices, encompassing different cultural and stylistic paths, informed the pedagogical
approaches I used as a vocal teacher as I investigated elements of these varied teaching methods.
I had the privilege of instructing students of various ages and unique backgrounds and observed
the profound impact of songs performed in many settings. The potency of the singing process
seems immense to me, as it can cause a palette of feelings, such as joy but also discomfort,
depending upon multiple variables and contextual circumstances.

My family’s history has taught me the value of vernacular transmission. The members of
my family survived the First and Second World Wars and the Holodomor!. The vernacular
transmission of memories of these events across generations has acted as a means of preserving
their history. I was raised in an environment deeply immersed in these memories. But even given
the frequency of traumatic occurrences of the past, I still could not have even imagined that |
would witness a new full-scale war in Ukraine. Therefore, now especially, I perceive it as my

responsibility to contribute with my research to the body of Ukrainian studies. I have the

! Holodomor [death by hunger] refers to the starvation of millions of Ukrainians from 1932 to 1933 as a
result of Soviet Policies (HREC, May 12, 2020).
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privilege of accessing great resources and acquiring knowledge in various sectors pertaining to
Ukrainian vocal performance. The chance to explore the Ukrainian-Canadian repertoire, which
originated with the migration of traditional Ukrainian songs to Canada in the late nineteenth
century, provided me with a unique opportunity to examine the fascinating phenomena that arose
due to the relocation of a community and its oral repertoire to a new cultural context.

Previously, I thought I was determining where to hunt for songs by traveling throughout
the world. But, at some point, I recognized that these songs and the force of the human voice had
the actual ability and the power to lead me around the globe and make me follow them.

I often think about the collection of vinyl albums that has greatly influenced my
understanding and appreciation of music and that is still stored in my home in Ukraine; I’'m not
sure if it will survive the current war, but I hope so. However, as these songs continue to sound
in my head, I realize that, whereas the tangible medium that allows us to listen to music is still
significant, memories of sound reflecting our past encounters with music are often less complex
to retain, more convenient to safeguard, and accompany us ubiquitously. This is also the theme
of my dissertation.

But what happens to a traditional way of singing if it is transferred to another
geographical place and embedded in a different cultural environment? How does this
transplantation affect the way individuals use their voices? How does being put in varied cultural
settings affect this practice? What will the product of this singing tradition sound like after
decades of practice and circulation in these new conditions? This research project engages with
these questions by examining the case of Ukrainian singing traditions transferred to Canada at
the end of the nineteenth century. The Ukrainian diaspora on the Canadian Prairies provides a

case study that enables us to look into the vibrant and idiosyncratic repertoire of songs that



developed over the course of seventy years following the onset of Ukrainian immigration to
Canada. The given fieldwork collection by a Ukrainian-Canadian folklorist, Dr. Robert Bohdan
Klymasz, provides a 1960s “snapshot” of the process that started at the end of the nineteenth
century and enables us to investigate its developments through this window of time. This
research also examines the stylistic diversity of the singing traditions in Ukrainian diasporic
communities on the Canadian Prairies, addressing the existing gap in the academic literature on
the study of hybridity in Ukrainian-Canadian songs, especially with its analytical focus on vocal
and musical qualities. Previous studies of Ukrainian singing and Ukrainian vernacular song
traditions in Canada usually focused on analyzing the lyrics, leaving the actual vocal styles and
melodies used in this repertoire underexplored. Studying the position of the voice and the larynx,
as well as the use of vocal resonators in the sound recordings of these vernacular songs reveals
the connection to the performance technique (i.e., traditional or hybrid) by linking it to the types
of presentation used in both countries. While drawing upon the field notes and interview data
collected by Klymasz during his fieldwork, I focus on variations and hybridity in the singing of
immigrants and of their Canadian-born children.

Songs have played a significant role in Ukrainian communities for generations. Earlier,
they were used to organize daily routines, accompanying people’s work in the field, religious,
and social events, and generally demarcate multiple aspects of their lives (Kvitka 1922; Kolessa
1938; Kylymnyk 1955). Scholars such as ethnographer, musicologist, and folklorist Filaret
Kolessa (1871-1947), ethnomusicologist, musicologist and folklorist Sofia Hrytsa (1932-2022),
ethnomusicologist and folklorist Anatolii Ivanyts kyi (b. 1946), linguist and folklorist Andrij
Hornjatkevy¢ (b. 1937), and Robert Klymasz have proposed classifying Ukrainian vernacular

songs based mainly on the types of events they were associated with (in most cases traditional



social events), song genres, and their contents. These categories include, for instance, ballads,
religious, social, historical, and epic songs. According to their classification models, each of
these categories could potentially be further subdivided. In addition to the vernacular song
corpus being practiced in Ukraine, several Ukrainian diasporas have arisen over the past
centuries (for example, in Brazil, Australia, Canada, the US, and European countries), and each
of them has their regional vernacular music that can only partially fit into the existing
classification models. Yet, due to the extent and complexity of the vernacular song corpus, the
classification systems cannot fully account for these repertoires of songs, their particularity, and
contexts in detail. The importance of simple genre classifications has been questioned (Kvitka
1922, 15).

In the late nineteenth century, a significant number of Ukrainian immigrants started
arriving in Canada. It is worth noting that at this time, the territory of contemporary Ukraine was
divided between two empires: the Austrian Empire and the Russian Empire (Himka 1988b, 10—
11). The majority of Ukrainian immigrants, particularly during the first wave of migration, came
from Bukovyna and Galicia. These regions were part of the Austrian Empire between 1772 and
1918. By 1914, the number of people who had come to Canada from Galicia and Bukovyna had
reached 170,000. These first-wave Ukrainian immigrants, also known as Ruthenians [rusyny/
(Martynowych 1991, 4), were mainly motivated to come to Canada due to overpopulation in
their homeland and the availability of farmland and employment opportunities in the new
country (3). It is worth noting that the immigration of Ukrainian settlers to Canada was part of a
larger trend of immigrants coming to Canada from Eastern Europe during the late nineteenth and

early twentieth centuries.



These Ukrainians who came to Canada during the second wave of immigration between
1919 and 1939 totaled 68,000 and were from western parts of Ukraine that did not form parts of
territories under the Soviet rule and often were those experiencing political pressure as minorities
(Luciuk and Hryniuk 1991, 81-82). The third wave of Ukrainian immigration to Canada that
took place between 1946 and 1961 brought 35,000 people from postwar Ukraine who were
mainly intelligentsia and educated professionals (124—144).

In the 1960s, some decades after the beginning of Ukrainian immigration to Canada,
Ukrainian-Canadian folklorist Robert Bogdan Klymasz, recorded a large corpus of traditional
songs from Ukrainian-Canadians living in the Canadian Prairies. Most of these songs were sung
a cappella and were sometimes accompanied by short introductory interviews for the recording.
The collection includes both individual and group singing along with instrumental music and
stories. Klymasz’s collection is a document of cultural hybridity on the prairies that is reflected
in the music, vocal presentation, and lyrics of the songs. Previous research on this collection has
generally operated on the assumption that a part of this collection includes a distinct body of
Ukrainian cultural homogeneity. At the same time, several scholars have analyzed this collection
through the prism of hybridity but focused on its folkloric and textual aspects (Klymasz;
Medwidsky; Peacock). As an ethnomusicologist, however, I delve deeply into the collection’s
sound, including vocal styles and their sonic qualities, modes, melodies, melodic ornaments,
performance styles, and context of the lyrics. I claim that these songs demonstrate particular
hybrid sonic elements in their melodies and the singers’ performance practices, in addition to

clearly hybrid lyrics.

2 Robert Klymasz was born 14 May 1936, in Toronto, Ontario, Canada.
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My doctoral study provides the first in-depth analysis of this collection that focuses on
the particular singing styles (vocal techniques) used. In this research, I investigate multimodal
layers of hybridity, the casual incorporation of new cultural elements into the vernacular
repertoire of this immigrant community from the perspective of the voice. By using the term
multimodal, I refer to the simultaneous presence of hybridity in different elements (modes) of
songs, such as melodies, vocal styles, and lyrics, where each of these elements can be
furthermore divided into multiple layers and their features that can be explored for the presence
of hybridity too.

I argue that adopting new vocal styles, elements of melodies, and lyrics played a crucial
role in making these songs simultaneously Ukrainian and Canadian, incorporating them further
into the fabric of this diasporic community. The material of this collection is also a valuable
document of oral history that reflects the transformative social processes in and through
individual and collective singing practices. This study contributes to the field by offering a set of
approaches that demonstrate different degrees of hybridity in various parameters of diasporic
songs.

The Ukrainian-Canadian communities have cultivated a distinct cultural identity, which
is deeply rooted in Ukrainian traditions and influenced by the Canadian post-immigration
context. Analyzing the shift in Ukrainian vernacular song traditions that occurred alongside the
development of a new cultural identity, my research explores the interconnections between these
two cultural surroundings and the long-term impact of Ukrainian-Canadian vocal performances
and presentations, with a particular emphasis on singing practices.

Because Ukrainian immigrants’ perceptions of their own “Ukrainian-ness” in Canada

varied according to the timeframe of their departure and the specific geographic area in Ukraine



from which they originated, their sense of Ukrainian cultural consistency and its symbolic
representation in cultural assets varied accordingly (Lesiv 2007, 20-21), as evidenced by the
materials in Klymasz’s fieldwork. From a cultural standpoint, it may be argued that the
Ukrainian-Canadian repertoire exhibits a higher degree of complexity than a mere process of
incorporating novel parts into the existing repertoire while simultaneously eliminating facets of
Ukrainian culture. It is evident that the perception of Ukrainian culture among immigrants in
Canada was influenced by a variety of factors such as family background, immigration
timeframe, and specific region of origin. This was demonstrated in the production of new songs
that incorporated various cultural contexts and recognized elements of Ukrainian culture, as
evidenced by early publications by Hnatiuk (1902) and Fedyk (1927). Consequently, the
elements representing these cultural surroundings still often assumed symbolic meaning, and the
content of the lyrics of the songs frequently mirrored contemporary events of local significance.

The focus of this research is to explore the ways in which Ukrainian vocal traditions have
changed after decades on the Canadian Prairies, embedded within a new cultural context.
Clearly, processes of change occurred not only in post-immigration but also in the pre-
immigration surroundings, but this was influenced by other cultural vectors.

Did these community singing traditions incorporate hybrid vocal parameters? Is there a
connection between different vocal styles and performances among singers who grew up in the
Ukrainian-Canadian community versus those who were born in Ukraine and later moved to
Canada during their developmental years? Specifically, could exposure to the different sonic
milieus of music culture have had an impact on their vocal performances? These are the central

questions that I explore throughout this study.



1.2. Central Definitions

Old Country and New Country

During the late nineteenth and early twentieth centuries, Ukrainian immigrants who
settled in Canada commonly referred to their country of origin as the “Old Country” or staryi
krai. These terms were therefore often utilized in the literature pertaining to Ukrainian
immigration. Within this context, the terms Old Country and krai have been widely employed to
denote the geographical territory from where Ukrainian immigrants originated, regardless of
shifts in political governance. In a similar vein to these terms, referring to the Central European
Space in the context of dynamic transforming borders, Kokorz proposed the designation of
“Central Europe as a shared aesthetic space” (Kokorz 2017, 50).

Galicia and Bukovyna were constituent territories of the Habsburg Empire during the
nineteenth century, and subsequently became part of Poland between 1918 and 1939. Following
the takeover of Galicia and Bukovyna by Poland and Romania respectively, Ukrainian
immigrants to Canada were formally no longer from Austria. A brief Soviet invasion in 1939
was followed by Nazi rule of these areas during much of World War II, until the Soviets retook
the territory prior to the war’s end (Himka 1994, 347-61). Due to this context, the terms Old
Country, home country, and krai enable a neutral mode of reference in this instance, as they both
refer to the territory in which these communities resided prior to emigrating to Canada without
the need to specify shifting political borders. In a similar vein, Ukrainian immigrants often used
the term New Country to name their new home: Canada. When using the term “Ukraine” in
relation to its territories, I am referring to its geographical boundaries as delineated in 1991. In
this study, I also alternatively denote Old Country as a pre-emigration cultural space and New

Country as a post-immigration cultural space.



Ukrainian Traditional Singing

The present study employs the term “traditional” to refer to the vocal techniques and
styles that have been observed within Ukrainian communities for a number of generations and in
diverse contexts of mainly rural culture. Applying this term, I refer to the non-formally trained
singing practices of mainly rural culture, that have arisen as recognizable and exhibit a strong
connection to Ukrainian culture, both inside Ukrainian groups and in settings extending outside
them. They epitomize and acknowledge the notion of what is widely understood under
“Ukrainian traditional singing” in these contexts (Lotsman 2017, 107). In reference to Ukrainian
Singing or Ukrainian Traditional Singing, this study refers to the mainly pre-emigration cultural
context of Ukrainian immigrants to Canada. It denotes vocal techniques and practices that have
developed as a result of the fusion of multiple cultural exchanges, have attained a certain level of
stability, and have been widely employed by various communities in Galicia, Bukovyna, and
beyond.

Vocal (or Singing) Styles

When distinguishing among different vocal or singing styles, I refer to the ways of
approaching and using the voice (vocal cords) and resonators (oral cavities) (Antoniuk 2007,
124) that result in different types of sounds and the set of characteristics that are associated with
a specific style or genre. The positioning of the voice in the oral cavities is one of the central
features that marks the vocal sound of a particular singing style (Seidner 2007, 134). By
modifying variables (such as sound intensity, volume, pitch, vibrato, vocal register, breathing
technique, and position of the larynx) in approaching the vocal cords, singers are able to create
the types of sound and characteristic elements and features associated with different singing

styles and music genres.
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Vernacular Songs

In this study, I use the term vernacular to denote a repertoire of community songs of
various origins. I refer to Klymasz’s collection of Ukrainian songs from the Canadian prairies as
a vernacular song corpus. This collection includes songs that came from pre-immigrant song
repertoires, as well as those that emerged through the oral transmission of commercial songs.
When speaking of vernacular, I also refer to songs thought of as casual, normal, usual,
sometimes dialectical: non-elite. The opposite of vernacular songs could be, in this context,
formal, authored pieces with a stable form and lyrics: elite music.

I suggest that in the given context, these categories overlap. For instance, this collection
includes songs that were originally imported from the Old Country and continued to circulate
orally in the New Country while integrating elements of local culture. Additionally, it
encompasses songs that were adopted from Canadian repertoires and started to circulate within
Ukrainian-Canadian communities, incorporating vocal elements of traditional Ukrainian singing.
In different ways, these song forms and traditional practices have been gaining new elements and
generated a vast oral repertoire of Ukrainian-Canadian songs which I call vernacular. A portion
of this corpus was documented by Klymasz in the 1960s.

Hybridity

When applying the concept of hybridity, I borrow the definition from Nestor Garcia-
Canclini, who describes it as the “designate processes in which discrete social practices or
structures that existed in separate ways combine to generate new structures, objects, and
practices in which the preceding elements mix” (Garcia-Canclini 2001, 7095). I incorporate this
concept into my analysis of songs, considering that the idea of hybridity is widespread in various

musical genres, including jazz and flamenco, among other (Burke 2014, 3). In the context of my

11



research, I categorize cultural aspects as hybrid when they exhibit characteristics derived from
distinct cultural traditions that were geographically separate before immigration but have
thereafter converged into a particular facet of cultural production. Hybridity can take on various
forms, including Ukrainian and Canadian hybridity. Essentially, hybridity represents a unique
blend of recognizably different forms and elements that result from recent combinations. In non-
post-colonial studies, the term hybrid is applied to denote the combination of two or more
distinct forms, rather than a mixing that occurred in the past and is now widely accepted as a
pure form. In this regard I should note that human cultures themselves are already a product of
mixing that has taken place in the past. Immigration is one of the ways in which this sense of
fusion is created. In my further chapters I will expand on these contexts.
1.3 Literature Review and Description of the Applied Concepts

Examples of processes of continuity and change in ethnic elements that symbolically
represent pre-immigration culture can be found in different aspects of culture, not just music.
Mariya Lesiv’s works on pysanky (Ukrainian Easter eggs) in Canada (2005, 2007) demonstrate
several commonalities with Ukrainian-Canadian songs. Through her research, Lesiv explores
how the pysanka’s role shifted from a ritual object to an art form. Inspired by Nahachewsky’s
work “Avramenko and the Paradigm of National Culture,” where he suggests the three types of
contrasting paradigms in the Ukrainian Canadian dance (participatory, national, and spectacular)
(Nahachewsky 2003, 31-50), Lesiv proposes four paradigms for Ukrainian Canadian pysanky:
Old Country, National/Ethnic, Popular, and Individualistic (Lesiv 2005, 5). These paradigms are
critical for comprehending the pysanka’s transition in Canada as well as the community practices
that underlie this phenomenon, since they can also be applied to other cultural practices. Both

pysanky, Ukrainian Canadian dance (Nahachewsky 2011) as much as music have been strongly
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instrumentalized as a “traditional element” and a symbol of the Old Country, and in the later
generations, they have often been used as a tool to manifest a bi-cultural hybrid quality.

Most earlier collectors of Ukrainian songs in Canada focused primarily on preserving
Ukrainian culture. During her fieldwork in the 1940s, Laura Boulton collected traditional
Christmas songs from the prairies, which are now likely the earliest existing sound recordings of
Ukrainian songs in Canada. She collected both video and audio recordings, creating the film
Ukrainian Winter Holidays in 1942. These videos document the calendrical life of Ukrainian-
Canadians on the prairies in the 1940s, including scenes of their preparations for Christmas, the
traditional celebrations on January 7 (Christmas according to the Julian calendar), and other holy
days in the church calendar. These materials include both polyphonic choral performances and
participatory singing, which was characteristic of the Ukrainian community’s performing style at
that time. Studying the features of Ukrainian vernacular song style, I build on some of the central
recordings and publications of Ukrainian songs and oral traditions (Kolessa 1901 and 1938;
Rozdol’s’kyi 1906—-1908; Kvitka 1922; Lys’ko 1967-1996; Dei and Hrytsa 1972; and
Ivanyts 'kyi 2004).

For the comparative part of my analysis, [ use a collection of Ukrainian vernacular songs
documented six decades prior to Klymasz’s recordings. This archive was created by Ukrainian
ethnomusicologists and folklorists Josyp Rozdol’s’kyi and Stanyslav Liudkevych and
encompasses the first fieldwork recordings of Ukrainian vernacular songs collected in 1900—
1902 in Western Ukrainian regions (Dovhaliuk 1999), the same areas from which Klymasz’s
singers or their ancestors originated. The songs in the Rozdol’s’kyi’s archive were originally
recorded on wax cylinders but are in now digitized and accessible online via the Lysenko Music

Academy in Lviv.
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Multiple printed sources of Ukrainian-Canadian immigration songs appeared at the
beginning of the twentieth century (see, for example, Hnatiuk 1902; Fedyk 1927; Oliinyk and
Zilyns'kyi 1973). However, none of these publications included musical scores, instead focusing
on the textual content. These early collections hold substantial textual resources to be employed
for a comparative analysis of subsequent vernacular community collections.

Prior to Klymasz’s documentation of Ukrainian vernacular songs, the Ukrainian choral
conductor, singer, and ethnographer Tetyana Koshyts also collected Ukrainian songs from the
Canadian Prairies in 1950. Significantly, Koshyts’s and Klymasz’s archives demonstrate some
contextual similarities. Like other Ukrainian-Canadian scholars of the time, Koshyts was
particularly interested in collecting traditional Ukrainian materials instead of hybrid repertoires.
This is evident in the content of her collection, which she transferred from oral to written form.
Koshyts transcribed onto paper the songs she heard from her interviewees, writing down both the
musical scores and the lyrics. Her collection is significantly smaller compared to that of
Klymasz, consisting of fewer than two hundred songs. No sound recordings were made, but her
collection is the first record of song lyrics and scores of Ukrainian songs gathered in Canada.
This collection is stored in the Ukrainian cultural center Oseredok in Winnipeg and remains
unpublished. It includes a few songs with lyrics describing immigration to Canada; nevertheless,
only a very few pieces have evident hybrid aspects in their lyrics, or melodies adopted from
Canadian songs. Instead, they reflect songs similar to those in the pre-immigrant setting. As
noted by Klymasz, “field studies conducted during the 1950s and 1960s by Tetyana Koshyts,
Jaroslav Rudnyckyj, Kenneth Peacock, Robert Klymasz, and others indicated that almost the

entire Ukrainian folk music tradition had been re-established in Canada” (Klymasz 2006).
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Zynovii Lys'ko, a Ukrainian-American musicologist, made significant scholarly
contributions to the development of a complete archive of traditional Ukrainian songs through
his extensive publications in New York. The author’s primary emphasis was on material that
showcases traditional characteristics of Ukrainian music culture. His work contributes to this
subject through an accessible resource, a comprehensive collection of Ukrainian traditional
songs. It encompasses approximately eighty-five percent of the Ukrainian vernacular songs that
were officially published prior to 1967 (Lys ko 1967, 9). The eleven-volume collection,
published from 1967 to 1996, includes an extensive guide and index to Ukrainian songs
previously issued in other sources. This collection includes a limited selection of Ukrainian
songs that deal with the topic of immigration. Lys’ko’s collection does not contain diaspora
songs that incorporate clearly hybrid features such as elements of the English language. The
emphasis on cultural purity is evident in Lys’ko’s selection of material and his accompanying
introductory statements. The significance of Ukrainian national culture was evidently prioritized
by the publisher UVAN (the Ukrainian Academy of Arts and Sciences in the USA, New York).

Ukrainian-Canadian studies experienced various layers of ideologies, which can be
divided into several phases (Hinther and Mochoruk 2011, 3—20). Most scholarly research on
Ukrainian-Canadian music has focused on choral, instrumental, and commercial music rather
than vernacular practices (see, for example, Pritz 1977 and Cherwick 1999). In the early 1970s,
an interest in hybridity began to develop alongside growing postcolonial discourse. However,
scholars of that time focused primarily on the textual contexts of sound archives and songs (see,
for example, Klymasz 1970a and 1970c; Harvey 1978; Harms 1979; as well as Klymasz and
Medwidsky 1983). The examination of hybridity in Ukrainian-Canadian traditional culture is

evident in John Alexander Melnyk’s 1972 thesis. Melnyk also primarily directs his attention
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towards the textual elements. Thus, there remains a gap in the ethnomusicological study of
Ukrainian-Canadian vernacular songs, particularly in the study of performance qualities and
vocal techniques within individual and collective singing.

The collection of hybrid songs assembled by Klymasz aroused the interest of linguist and
folklorist Bohdan Medwidsky, who later collaborated with Klymasz on numerous publications,
including in 1983 and 1992. Both Klymasz and Medwidsky were the pioneering scholars in the
field of Ukrainian folklore studies in North America. The primary emphasis of these works lies
in the linguistic aspect of the collection. Bohdan Medwidsky was a member of a cohort of
researchers who were deeply motivated to safeguard the traditional Ukrainian culture, dedicating
a significant portion of their scholarly endeavors to this subject matter. Klymasz’s collection
served as a source of inspiration, prompting him to delve into the topic of Ukrainian-Canadian
hybridity and subsequently publish on it. Medwidsky’s primary focus on textual aspects reflected
his expertise as a linguist and folklorist. Musicologist James Porter worked with Klymasz on a
study of traditional Ukrainian ballads in Klymasz’s collection and presented the first musical
analysis of the sound recordings. Porter published melodic transcriptions and provided insightful
commentary on the music (Klymasz and Porter 1974). Even so, Porter’s analysis focused on
traditional components rather than hybrid ones. He, like other researchers, did not investigate the
vocal presentations or auditory elements of these songs, instead focusing on forms of
participatory activities and melodic, modal, and rhythmic features.

Numerous ethnomusicological studies of hybridity and musical structure in participatory
songs and immigrant communities have been conducted and published in recent decades by
experts such as Bruno Nettl (1983), Ervin Beck (1983), Kay Shelemay (1998), Enrique Camara

de Landa (2002), Dale Olsen (2004), Noe Dinnerstein (2013), Tendai Muparutsa (2013), Simona
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Frasca (2016). These studies, however, do not typically go deep into the hybridity of singing
approaches or the diversity of vocal position and style.

Several scholarly investigations have illustrated the application of mathematical statistics
in the realm of music. For instance, Frishkopf (1999), Panteli (2018), Nakamura and Kunihiko
(2019), Miiller, Grosche, and Wiering (2010) have implemented these methods, which facilitate
the visualization, analysis, and comprehension of melodic structures by condensing them into a
more neutral metric.

However, there is a number of ethnomusicological studies that do examine the concept of
hybridity. Notably, Enrique Cdmara de Landa’s (2002) investigation delves into the hybridity
present in the Italian Tango, while Ervin Beck’s (1983) research focuses on Belizean songs.
Barbara Lorenzkowski’s (2010) study centers on German songs in North America, Tendai
Muparutsa’s (2013) exploration examines Zimbabwean music in the North American diaspora,
and Simona Frasca’s (2016) examination studies Neapolitan songs. These works take a broad
and diverse approach to the theme of hybridity.

The concept of hybridization forms part of the analysis conducted in the fourth chapter of
this study. Applying Néstor Garcia-Canclini’s definition of hybridity to my research materials, |
explore how elements from various cultural practices, that had been separate before immigration,
combine (Garcia-Canclini 2001, 7095) in Ukrainian-Canadian songs. I consider this new
combination a new object of cultural practice: a Ukrainian-Canadian song.

The etymology and historical development of the term hybridization is extensively
discussed in Conceptualizing Cultural Hybridization: A Transdisciplinary Approach
(Stockhammer 2012). Andreas Ackermann states that hybridity studies have primarily addressed

textual data, focusing on assessing verbal content. In response, he suggests to “debate the
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analytical potential of hybridity” (Ackermann 2012, 5-6), analyzing its history and the
fundamental connected notions. Thus, Ackermann’s thesis emphasizes the importance of looking
beyond the textual contents and investigating additional layers such as meaning, context,
surroundings, and other cultural components. In his study on hybridity in the Italian tango,
ethnomusicologist Enrique Camara de Landa suggested that hybridity exists on a scale that we
can measure and define in different performances (de Landa 2002, 109). Additionally, the author
asserts that in the context of the tango in Argentina, the hybrid changes gave rise to the term
“original identity” (de Landa 2002, 88). This term signifies the amalgamation of diverse
elements and the enduring nature of their fusion, leading to the formation of the cultural artifact.
Anthropologists and literary theorists have previously debated the use of the terms
transculturation, acculturation, and neo-culturation and their shifts in the contexts of cultural
influences (Taylor 1991, 90). The term transculturation was used in 1940 by Cuban
anthropologist Fernando Ortiz to describe the process of creating a new cultural product that
contains features from both pre-contact cultures (Codell 2016, 4). He writes that, in contrast to
the earlier term acculturation,
the term transculturation better expresses the different phases in the transitive process
from one culture to another because this process does not only imply the acquisition of
culture, as connoted by the Anglo-American term acculturation, but it also necessarily
involves the loss or uprooting of one’s preceding culture, what one could call a partial

disculturation. Moreover, it signifies the subsequent creation of new cultural phenomena
that one could call neoculturation. (Ortiz, quoted in Codell 2016, 4)

Ortiz proposed the term transculturation as a more comprehensive alternative to
acculturation, which was initially coined by American anthropologists. According to Ortiz,
transculturation better describes the various phases involved in the process of transitioning from
one culture to another. This process is not merely about acquiring a new culture but also involves

partial “disculturation,” referring to the loss or uprooting of one’s prior culture. Additionally,
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transculturation highlights the creation of new cultural phenomena, which can be referred to as
neoculturation. These insights can help us better understand the complexities of cultural
exchange and facilitate more effective cross-cultural communication (Taylor 1991, 91-92).

The notion of hybridity has been discussed by multiple theorists, many of whom came
from mixed cultural heritage, such as Homi Bhabha (b.1949), Stuart Hall (b.1932), Paul Gilroy
(b.1956), Edward Said (1935-2003), sociologist Nestor Garcia Canclini (b.1939), anthropologist
Eduardo Archetti (1943-2005) (Burke 2014, 3—4). I should clarify the way this term is applied in
my study as its understanding differs in application by different scholars greatly. I am not
applying the term hybridity in the sense of Homi Bhabha and other scholars who applied it in the
context of the “third space.” This use is specific to coloniality and post-colonial studies, where it
marks the “third space” of the intersection or contact zone between colonizer and colonized and
is not applicable to my case study.

When discussing a theoretical model of hybridity in ethnomusicology and related
disciplines, it is important to note that previous studies have used the concept of hybridity in
different ways too. These can be broadly categorized into those used in post-colonial and
creolization contexts, and the hybridity observed in various types of diasporas, especially its
voluntary forms (Shuval 2000, 41-55) where the notion of the “third space” mentioned above is
not applicable. Overall, scholars have employed multiple interdisciplinary approaches, drawing
on musicology, ethnomusicology, cultural studies, and sociology, to explore the nuances of
musical in-betweenness in diasporic contexts. This study employs the notion of hybridity within
the context of a voluntary diaspora akin to these explored in previous ethnomusicological
research (akin Gunkel 2004, Lorenzkowski 2010, Dinnerstein 2013, Alajaji 2015, Davis 2015,

Frasca 2016, Bueltmann and MacRaild 2019, Golzalez 2019). By examining the ways in which
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music functions as a dynamic and transformative force within the diaspora, studying musical
hybridity deepens the understanding of the complex interplay between cultural identity,
migration, and artistic expression.

In previous Ukrainian-Canadian studies, the predominance of research attention was
focused on traditional national repertoire, while almost ignoring hybrid elements, demonstrates
that this fusion was commonly interpreted as somewhat unattractive in the academic discourse.
Apparently, the hybrid items did not reflect what was understood by many scholars as
“Ukrainianness.” At the same time, as demonstrated also by Klymasz’s collection materials, the
understanding and perception of this “Ukrainianness” can vary. Singers in Ukrainian-Canadian
communities have intentionally incorporated new elements along with Ukrainian symbolism in
songs that reflect the individual perception of the Old Country based on the immigrants’ own
experiences since the end of the nineteenth century. The song-composing practices that
intentionally combine elements of both worlds have also become a tradition and symbolic for
many generations of Ukrainian-Canadians. The coexistence of cultural components from both
Ukrainian and Canadian backgrounds served as a crucial mechanism for the expression and
embodiment of Ukrainian-Canadian identity. At the same time, multiple studies
demonstrated that the concept of Ukrainianness was often “shaped, and constructed” (Hinther
and Mochoruk 2011, 10). Hence, the concept of purity is, in any case, also a subjective construct
that is connected to nationalist settings and backgrounds and the contemporary contexts. Culture
is not a stable entity but is constantly transforming in response to multiple factors that impact it
(Lukashenko 2008, 57). For example, one could argue that the Ukrainian-Canadian vernacular
music on the Prairies in the twentieth century may provide a diminished sense of Ukrainian

identity when perceived by individuals residing in present-day Ukraine. Klymasz’s account
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further attests to this phenomenon, since he expressed the intention to gather old Ukrainian songs
during his expedition to the Prairies. He anticipated documenting dumas, a famous and symbolic
genre of epic song performed in central Ukraine. He did not record any vernacular dumy but did
create an extensive collection of Galician and Bukovynian songs. They diverged from his initial
expectations but showcased other distinct and interesting qualities. These songs included diverse
modes and vocal techniques, featured lyrics pertaining to alternative contexts, incorporated
multiple languages, and frequently addressed casual subjects rather than historical themes.

My emphasis on Ukrainian-Canadian community songs in the form of audio recordings
distinguishes my study from the majority of previous studies. While many of the early
publications are literary in nature, my investigation is based on physical recordings of
community members’ voices. This research is characterized by its multigenerational nature as it
compares the songs performed by two different generations of Ukrainian Canadians. Some of the
singers moved from Galicia and Bukovyna during the latter part of the nineteenth century or in
the twentieth century. Others were born in Canada. Some of the singers learned and practiced
singing in pre-emigration surroundings before moving into the new cultural space, while others
learned Ukrainian ways of singing from their parents and other members of the community in
Canada.

The application of a comparative technique, which includes songs recorded by
Rozdol’s’kyi in early twentieth-century Ukraine, presents a way for comparing the vocal
characteristics with the songs recorded in Canada decades later. It facilitates the examination of
the continuity and change in vocal performance techniques. It is important to note that, many
songs in Rozdol’s’kyi’s collection were recorded only partially. Although his situation with

fieldwork equipment was not quite as bad that of the Ukrainian ethnomusicologist and
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ethnographer Klyment Kvitka (1880-1953), who had no access to a phonograph at all and had to
resort to manually transcribing songs,? Rozdol’s’kyi had access to a finite number of wax
cylinders. Indeed, because songs typically had a strophic form, most researchers at the turn of the
twentieth century felt that they documented the song sufficiently by recording only the first
verse. Even though the majority of Rozdol’s’kyi’s recordings do not have the same sound quality
as later reel records, and some quality was lost during the transfer from wax cylinder to a digital
format, the voices can be heard with sufficient clarity for this project.
1.4 Methodology

1.4.1 Context

In this study, I investigate the singing styles of people born in Canada (second-generation
Ukrainian-Canadians) in comparison to those singers who immigrated to Canada (first-
generation Ukrainian-Canadians). While there are different ways to classify immigrant
generations in sociological studies, and some scholars use more detailed generation numbers,
such as 1.25 for teen immigrants, 1.5 for child immigrants, and 1.75 for pre-school immigrants,
for my study I propose using a two-generation schema as it appears most suitable for the context.

Additionally, this study explores the transformation of Ukrainian traditional singing
styles after immigration. To investigate and demonstrate the many forms of hybridity in these
songs, I examine two aspects in particular: vocal performance and melodies. The content of the
lyrics of the songs is also considered, but this is not the primary emphasis due to numerous
previous studies that explored the texts (Klymasz 1970a, 1970b, 1970c, 1992; Klymasz and

Medwidsky 1983).

3 In addition, Kvitka supplemented his annotations with a comprehensive framework that depicts various
facets of vocal expressiveness (Ivanyts‘kyi 2005, 427).
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I chose this particular collection of songs recorded by Robert Klymasz for my research
because it is the first extensive collection of sound-recorded songs produced within the
Ukrainian community in Canada. This collection provides insight into the dissemination of
vernacular song materials in Ukrainian-Canadian communities some seven decades after the
establishment of Ukrainian settlements on the Prairies. In addition, the songs recorded by
Rozdol’s’kyi in the western part of Ukraine at the beginning of the twentieth century allow
comparative research on the finer aspects of singing parameters, and in complex, they offer a
strong methodological base.

In this study, two subsets of songs (A and B) are established, derived from Klymasz’s
collection, for the purpose of comparing their vocal performances. Subset A contains nineteen
recordings obtained from individuals who were born in Ukraine and migrated to Canada. Subset
B also contains nineteen recordings, gathered from individuals who are Canadian-born and
descendants of Ukrainian immigrants residing in the communities Klymasz visited. The
objective of this analysis was to examine potential differences in voice performances among
these two generational cohorts. While both groups formed parts of the Ukrainian-Canadian
communities, I wish to test whether their early experiences in the pre-emigration cultural
surrounding—the Old Country—influenced their singing styles and vocal performances as
Klymasz recorded them.

The Ukrainian-Canadian communities’ assimilation of songs was significantly influenced
by various factors, including the incorporation of the English language, as well as the
introduction of novel music genres such as Country and Polka (also known as “Polka Happiness”
(Keil 1992; Gunkel 2004, 35) which were absent in the pre-immigration surroundings. Polka

Happiness is a vibrant and energetic music style that emerged from a fusion of European and
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North American music and was especially popular in the twentieth century USA and Canada.
Country music is a commercial genre that utilizes elements of rural music, however, many other
different music styles and genres can “fall under the broad rubric known as Country music: old-
time, honky-tonk, western swing, Cajun, bluegrass” and many others (Kingsbury et al. 2012, ix).
In addition, the introduction of radio broadcasting and the availability of new musical recordings
played a pivotal role in facilitating this process of music hybridization within the community.

This study examines the impact of community practice as the predominant method of
instruction and acquisition of these songs, along with the substantial influence of musical settings
on the development of musical skills in early life. The individuals born in Canada acquired these
practices through exposure in Canada with only indirect interaction with pre-immigration
surroundings. Even though most Ukrainians who moved to Canada lived in communities that
included many other Ukrainians maintaining vernacular traditions brought over from Ukraine, I
suggest that the type of sonic space they experienced after immigrating was not the same as in
Ukraine. Therefore, I study the shift of this vernacular tradition by analyzing the corpus of
vernacular songs collected on the Canadian Prairies several decades after the beginning of
immigration. Factors such as the change in population density, variable contact with other ethnic
communities, the appearance of radio and, later, television, all played a role in the transformation
of the Ukrainian communities’ vernacular practices and repertoire in Canada. An exploration of
the variations in melodies and vocal presentations has significant potential. Hence, I aim to study
and demonstrate the presence of hybridity beyond the textual layer inside cultural phenomena.
This investigation provides a more in-depth examination of the numerous cultural contexts

present in these songs.
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1.4.2 Sampling Method

The questionnaires collected by Klymasz contain data for a total of approximately 161
individuals who participated in interviews. The index of his fieldwork contains a description of
more than 368 audio tracks. The index identifies more names than are recorded in the
questionnaires. Regrettably, a considerable number of the recordings lacked proper labeling,
rendering them ineligible for inclusion in the subsets. By imposing these restrictions for the pool
of songs, the sample was considerably constrained. In order to ensure a variety of singing
interpretations and styles by multiple singers, only one song was chosen from each participant. In
cases where multiple songs were available by the same interviewee, I took the song that
exhibited the highest sound quality, most extensive metadata, and complete lyrics, did not have
instrumental accompaniment (if possible), and had minimal distortions or interruptions. For my
selection of sample recordings, only songs with available supporting questionnaire material were
included. Further, I aimed to incorporate songs that had clear sound and were performed by a
single vocalist, because a cappella recordings enabled the analysis of sound across different
software applications. The majority of Klymasz’s recordings, however, were group
presentations, which were thus mostly rejected for my sample subsets. The presence of loud or
excessive noises or distracting sounds in the recordings could have rendered the analysis
impractical, and such sound files were also excluded. The group of interviewees born in Canada
(Subset B) was much smaller than the group of Ukrainians who were born in the Old Country
(Subset A). I wanted my subsets to have an equal number of songs, so I took the maximum
number of songs available for Subset B, which was nineteen, and created a subset of songs for

Subset A of equal size. Interestingly, the subsets contain two songs presented in distinct forms in
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each subset, namely “A Nash Tsisar” (A.2), “Nasha Slavna Tsisarivna (B.9), and “Zaviazala
Sobi Ochi” (A.18 and B.19).

Subset A is a collection of nineteen songs performed by Ukrainian individuals who were
born between 1881 and 1919. They moved to Canada from the western regions of what is now
Ukraine, specifically Bukovyna or Galicia, from 1896 to 1950. At the time of their arrival in
Canada, the youngest immigrant was one year old, and the eldest was thirty-nine. The singers
were interviewed during the summers of 1963, 1964, and 1965 and were between forty-five and
eighty-five years old at that time.

The second group of songs (Subset B) constituted nineteen songs recorded from
Canadian-born singers from Manitoba and Saskatchewan, born between the years 1898 and
1919. At the time of the recording the youngest singer was forty-five and the oldest sixty-four
years old.

The songs in these subsets were then analyzed to identify differences in their texts,
musical qualities, and vocal styles. The songs presented by the Canadian-born Ukrainian-
Canadians exhibited a greater degree of hybridity compared with those recorded from the
immigrant generation. The strategy of examining the various parameters of the songs
demonstrated a significant presence of hybridity in the melodies, vocal styles, and performing
techniques, which had not previously been the focus of scholarly investigation.

The objective of compiling song subsets did not aim to reflect statistics on the frequency
of previously published songs from the overall Klymasz collection. Only a small portion of his
collection—Iess than two hundred—have been published and can be found in various collections
and analytical articles (Klymasz 1970a, 1970b, 1989, 1992), Klymasz and Medwidsky (1983),

and Klymasz and Porter (1974). At the same time, over half of the songs in my subsets are taken
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from the pre-published sources. During his fieldwork, Klymasz already knew which songs he
would include in his publications, as it was one of the required outcomes of his fieldwork,
funded by the Canadian Museum of History. Therefore, he collected extensive metadata for these
songs and stored it in the form of completed questionnaires. He might have also decided to
transcribe and publish songs with particularly good sound quality. As a result, my selection
methods, on occasion, led me to choose songs that overlapped with his selections in more than a
random manner.

The songs in the subsets also do not aim to mirror the frequency of songs with hybrid
lyrics versus non-hybrid lyrics in the overall Klymasz collection, nor in the actual vernacular
practices of the specified time period. My subsets exhibit a disproportionately higher occurrence
of songs with hybrid lyrics compared to what would be expected if the representation aimed to
reflect the practices of that time or the overall constitution of the collection proportionally.
Klymasz also appears to have selected these songs due to the availability of complete song texts
and a more complete set of metadata. Clearly, he did select a significant number of these songs
because they were part of what he called “the immigration song cycle,” to which he dedicated a
high proportion of his publications thereafter (Klymasz 1970a, 1970c, 1992; Klymasz and
Medwidsky 1983).

The primary sample criterion for my subsets involved the selection of songs which was
random from the perspective of vocal styles and singing characteristics, not lyrics. This criterion
was strengthened by choosing a different vocalist for each song.

When I chose the sample subsets, it was not clear whether the voices, singing styles, and
performance techniques would reveal hybridization in direct interrelation to the presence of

Canadian elements in the lyrics or independently. The analysis has since shown that the different
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parameters are indeed somewhat linked, though their exact relations are complex and not yet
fully understood. For this reason, I now understand that my sample likely gives an impression of
greater hybridity than the overall Klymasz collection would show. The suggested sample allows
for a more intense incidence of hybrid qualities for each of the parameters and makes them more
clear for analysis. It is furthermore important to clarify that the Fusion Scale and Parameter
Intensity Level Scale proposed in this project cannot be calibrated in a universal or objective
manner. These instruments are relative in nature and can only be compared to one another.
Consequently, the elements of the songs analyzed in this study are to be interpreted in relation to
each other too. At the same time, it is proposed that the sampling method has no bearing on the
relative incidence and co-incidence of the various song features examined. Therefore, it can be
concluded that the relative differences in hybridity between the singing of immigrants and
Canadian-born individuals remain robust.

1.4.3 Meaning

To reflect on the meaning of the songs for the singers, I consider their spoken reflections,
which were sometimes recorded by Klymasz before or after the actual song performance. These
reflections offer information about the song’s origins, how the interviewee learned it, or how it
was performed in Ukraine or Canada. Unfortunately, not all songs contain this commentary, but
their occasional presence helps us understand not only that single recording better but also the
repertoire corpus more generally. In a number of cases, the vocalists have engaged in
introspection on the musical setting of their songs or have said that their lyrics possess
autobiographical elements. This information also helps us understand the particular challenges
that individual members of the Ukrainian-Canadian community faced throughout their lives in

the context of immigration and the broader community at large.

28



1.4.4 Analysis of the Melody

When conducting an analysis of melodies, various factors were taken into consideration.
These include the melodic structures employed within the melodic bodies, the alterations of
ornaments, the shifts in modes and the presence of the melodic mode known as the “Hutsul
mode” in Ukrainian ethnomusicological research (Smoluch 2014, 44).* These observations
facilitate the elucidation of the potential cultural influences of the songs. Patterns exist in the
modes within the pre-emigration cultural space in the Old Country Ukrainian song corpus that
were especially popular in Galicia and Bukovyna regions (Kvitka, 1922; lashenko 1963;
Vasylenko 1963; Ivanyts kyi, 2004). I apply both quantitative and qualitative methods in my
research. The application of linear transition and bar chart diagrams allows for the transcription,
visualization, evaluation, and analysis of the melodic composition and various song parameters
in numerical form. This approach offers the advantage of avoiding the constraints imposed by
the conventional Western music notation system, which would have provided a set of limitations
in my ethnomusicological study, leading to incomplete and insufficient data. By using a
numerical system, I can visually represent melodic patterns, analyze developments, and focus on
tendencies within the architecture of the melody.

In the present work, statistical tools are furthermore employed to analyze the melodies of
the songs. My objective was to employ visualizations to depict the variability, detect and
illustrate patterns of different parameters, and demonstrate the potential dynamics of my two
subsets. The graphs illustrate the distinctive characteristics of melodic structure, such as

intervallic architecture, note dispersion, repeats, frequency of notes, and melodic ambitus

4+ HM4 = Harmonic Minor Scale starting on the 4th step of the scale. The Dorian #4 mode, also named
Dorian #11 or Hutsul scale, Romanian scale or Romanian minor scale (Zolochevs kyj 1964, 116;
Smoluch 2014, 45).
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(range). These parameters possess the capacity to establish connections with the modes, thereby
unveiling associations with the broader cultural contexts of the melodies.

The statistical analysis of the melodies helps to reveal variance in the results across the
song subsets, revealing a difference in the performances offered by the respondents in each
subset in terms of the notes employed. Moreover, statistical parameters, along with manually
constructed linear diagrams and charts, provide the opportunity to visually represent, analyze,
and compare song attributes in a neutral manner.

The analysis performed in this study includes the following characteristics:

Frequency of the notes”: The parameter that demonstrates the frequency and the
distribution of the notes in a song according to the relative pitch. The horizontal X-axis
demonstrates the number of the note in the pitch set of the given range of the song (NP), and the
pitch class of the note (PC). The first step of the scale is marked as number 1, and all further
steps of the scale are numbered accordingly. Bar chart diagrams are built for each song. The
vertical Y-axis demonstrates the number of times each of the notes is repeated in the song and is
marked as Count.

Mean, Dispersion, and Standard Deviation of Notes in the Melodies: Determination
of a musical melody’s mean (Montgomery and Runger 2020, 200-1), deviations from it,
dispersion, and standard deviation of sounds (Montgomery and Runger 2020, 74-76, 201) enable
us to obtain specific characteristics of the song. These result from the number of notes and the
pattern of their distributions in a melody. Like any mathematical characteristics, these estimates
possess numerical objectivity but involve key adjustments to suit the specific interpretative

domain.

5 In this context, the term “note” refers to a specific musical tone with a definite pitch.
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After counting the total number of notes (sounds) in the piece (K), the relative frequency

of i-note presence can be counted according to the following formula:

Wi=ni/K,
W>=n2/K,
Wi=ni/K,

Wi+ W2+..+ Wi=(n1+n2+.. +ni)/K=1,1e., the sum of all relative frequencies
of the statistical distributionis 1 (7 =7,2,..., K) (Montgomery and Runger 2020, 30-31, 214—
16; Gupta and Kapoor 2020, 37-38).

x — note in the song,

xi= i —number of the note in the piece (the number of the note in a scale starting on

the tonic),

ni — the frequency (number) of the i — note appearance in the piece,

K — total number of notes in the piece (repeats are also counted),

Wi — relative frequency of i — note,

X — mean.

Subsequently, frequency histograms are generated. The empirical mean is a statistical
measure that represents the average value of a given distribution. Apart from the mean, it is
crucial to ascertain the degree of variability exhibited by the values of empirical mean in relation
to this mean, commonly referred to as the dispersion of the statistical distribution. The
discrepancy will be denoted as x;, representing the divergence of the value of x; from the
empirical mean. Hence, the calculation of the arithmetic mean of squared deviations is utilized as

a measure to assess the dispersion of the parameters xi.. The empirical variance, denoted as D, is
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calculated as the average of the squared deviations of the values x; from their empirical average,

while considering the frequencies 7.
k k

D :E:; xFW,-—(E x,-W;\)g: ' —(x),

o= \/D

(Gupta and Kapoor 2020, 77-78).

The standard deviation quantifies the extent of variability among the data points relative
to the mean of the data set. The duration of a song, the quantity of notes employed, and the
song’s pitch range are directly correlated. The calculated data is demonstrated in general table
4.2.

1.4.5 Analysis of the Vocal Style

Studying vocal recordings from the Ukrainian-Canadian communities living in the
Canadian Prairies in the 1960s, this study investigates the distinctive features of Ukrainian vocal
traditions observed in the regions of Galicia and Bukovyna, as well as features such as the
notable use of the “twang” sound of North American Country music in the mid-twentieth
century. According to vocal instructor Noelle Turner, twang can be defined as a stylistic
technique employed in singing, achieved by lifting the position of the larynx and the tongue
(Pezenburg 2013, 138). The songs recorded on phonograph by Lyudkevych and Rozdol’s’kyi
(1901-1940) exhibit the pre-immigration style of melismatic vocalization that offers material for
a comparative approach for the vocal style analysis also. The present study delves into Galician
melisma, kinds of vibrato as a process, discussed in the contexts of multipart singing by
Vasylenko in 1963, described by Piernay (2012, 123-25), singing styles as coined by Ivanyts kyi

in 2004, and the roles of participating vocalists within the Ukrainian community that influence
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singing styles (such as the leading vocalist, ensemble-vocalist, or primary singing group-leader,
also called vyvodchytsia®). This study additionally investigates how the voice styles present in
popular recordings from the Canadian Prairies may have influenced Klymasz’s interviewees. I
compare the ornamentation used by the performers in Klymasz’s collection in Canada to those
recorded by Rozdol’s’ky in 1901 as part of my observations of the differences in performing
styles between the recordings captured in Bukovyna and Galicia and those created after
Ukrainian immigrants spent up to several decades in Canada. The comparative approach allows
me to understand and illustrate the similarities and differences in the audible parameters of a
song, including vocal ornamentation, type of vocal sound, volume, timbres of the voices,
emotions, and elements of expressiveness.

The sound recordings enable us to experience and analyze the vocal nuances and qualities
that cannot be easily documented in written form and are not available through printed sources.
The nuances of vocal performance elements (ie., vibrato, dynamics, intonation, timbre, breathing
technique) are not stable from performer to performer and often also differ in the repetitions
presented by the same singer.

I used Logic Pro software to cut the sound files, display the melodies from the sound
recordings, manually transfer them into the note frequency bar chart diagram, and transcribe the
melodies into the linear note sequence diagram.

This study examines elements of the vocal techniques employed in North American

music styles, specifically Country and Polka songs, which gained significant popularity in the

% The term Vyvodchytsia, derived from the Ukrainian verb vyvodyty, which translates to “to bring out,” or
“to lead out” refers to a leading vocalist within a musical ensemble who typically performs in higher
registers compared to the other members. Vyvodchitsia usually showcases expressive vocal
embellishments, while the remaining vocalists in the group maintain lower positions within the narrower
vocal range.
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Ukrainian-Canadian communities (Cherwick 1999; Klymasz 1972). These vocal techniques
exhibit common technical characteristics, including the positioning of the larynx, employment of
vibrato, utilization of resonance cavities, and distinctive qualities in voice positioning. Given the
similarities and shared characteristics in Country, Polka, and pop singing styles as applied by
Klymasz’s singers, this study takes a holistic approach by examining them collectively. For this
reason, in this thesis, I refer to them it as “Canadian elements” or “North American elements” or
the “Country or Polka singing style,” with a focus on their melodic qualities and overall singing
style, which corresponds to how this style was heard and perceived from the performances of
popular bands such as Mickey and Bunny, Interlake Polka Kings, and others.

Research has indicated that the early stages of childhood have a significant impact on the
formation and development of melodic and rhythmic perception as well as vocal habits
(Bullerjahn 2010, 2). The amount of time an individual spends in pre-emigration or post-
immigration surroundings influences their cultural experience and musical expression, repertoire,
and vocal sound. I explore these patterns in regard to the singing practice, comparing the singing
styles among the first and second generations of Ukrainian-Canadians.

1.4.6 Introduction to the Fusion Scale and Its Application

In his work on the tango, the renowned Portuguese ethnomusicologist Enrique Cdmara de
Landa expresses the idea of the creation of a “hybridity scale” with the purpose of investigating
the degree of hybridity in it (de Landa 2002, 109). I was inspired by this idea and decided to
develop it further, adapting it to the context of my study by creating a Fusion Scale of singing
styles. However, while de Landa suggests investigating the degrees of hybridization in the tango,
I propose to transform his method by creating the stylistic Fusion Scale that does not measure the

level of hybridity but employs an assessment of multiple parameters that can be assigned to the
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specific singing practices that are associated with the pre-emigration and post-immigration
surroundings. The Fusion Scale employed in this study focuses on the types of vocal
presentation, melodies, and literary contents. It takes into account the number of elements as well
as the extent to which the singing features are associated or related to different cultural contexts
as a critical stylistic influence. Acknowledging the fact that every surrounding is composited of
multiple vectors that are non-constant factors, I suggest defining two main cultural spaces that
played an influential role in the transformation of singing styles in Ukrainian-Canadian
communities: the pre-emigration cultural space and the post-immigration cultural space. In
regard to the suggested Fusion Scale, I assign the elements and features of singing styles that can
be recognized as elements of Ukrainian or Ukrainian traditional singing styles to the sphere of
pre-emigration cultural space. These elements of singing styles, which can be recognized as
these characteristic of Country and Polka singing styles that were popular in Canada and North
America, are assigned to the post-immigration cultural space.

I assess the amount of these various stylistic elements in each subset of songs by
considering the frequency of their appearance in singing presentations recorded by Klymasz. The
Fusion Scale allows for the conditional quantification of these elements and facilitates the visual
representation of the outcome on a diagram. It is applied to such parameters as the songs’ lyrics,
language, form, vocal style, singing resonators, vibrato, phrasing, melody, ornaments, scales,
modes, intervallic structure, and performance style. By analyzing the content and evaluating the
presence of different elements in each song, the Fusion Scale effectively illustrates the diversity

and interconnectedness of these recordings.
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1.4.7 The Parameter Intensity Level Scale

In order to undertake a deeper comprehensive examination of several significant
parameters that demonstrate a dominant presence in the results of the Fusion Scale analysis, I
implement an additional scale: The Parameter Intensity Scale. It has partially been derived from
Alan Lomax’s Cantometrics study (Lomax and Rudd 1976). This scale aims to illustrate the
magnitude of these singing features, facilitating additional analysis of potential patterns within
the broader context with the goal of identifying stylistic trends. This Parameter Intensity Scale
also allows for the evaluation of the variability present in various components of the vocal styles
and offers the opportunity to study the interconnectedness of the features between subsets. In this
part of the analysis, I consider the parameters of glissando, nasality, melisma (ornamentation),
and pitch (vocal register).

Chapter 2: Ukrainian Songs Before and After Immigration to Canada

2.1 The Voice

The study of vocal styles explores the fundamental purposes, anatomical distinctions, and
constituent components of the human voice while singing. Most differences between singing
styles are determined by differences in the position of the larynx and the width of the throat.
After a sound is created in the larynx (the blue in Figure 2.1), it is shaped by the position of

tissues in the oral cavity, which results in a particular style.
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Figure 2.1. Resonant Cavities

The space created in the pharynx determines the type of resonance, influences the vocal
sound, and impacts the timbre of the voice. The singer can modify the resonant cavities to lead to
the concentration of sound specifically in the nasopharynx, oropharynx, or laryngopharynx, as

depicted in Figure 2.1.
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The chest and head registers are used in various singing styles, including Ukrainian and
Ukrainian-Canadian singing. While singing in the chest register, there is comparatively higher
muscular activity in the coronal cross-section of the vocal cord (Dimon 2018, 42—-44), than
during head register and falsetto singing. Singing in the chest register requires a high level of
vocal cord engagement, where the vocal cords make lighter contact with each other. This type of
strong vocal cord engagement usually produces a powerful and resonant sound, particularly in
the lower and middle ranges. In contrast, while producing falsetto in higher ranges, the vocal
cords must be stretched and thinned while making contact (Dimon 2018, 43—44). Figure 2.2.
illustrates the location and the range of the “mixed” head and “mixed” chest registers displayed
by Cornelius L. Reid on the example of lyric tenor and soprano voices (Reid 2018, 49) in the
context of the “functional singing method,” as he denoted it. Reid proposes approaching singing
voices from the perspective of a two-register scale and often refers to a “mixed” register,
meaning a combined technique that enables one to transition between different pitches while
avoiding too many audible changes in vocal quality and supporting sound consistency. We see
multiple references by Ivanytskyi (2004, 284—88) to mixed techniques in relation to the
Ukrainian traditional vocal styles too. Ivanyts’kyi likewise studies Ukrainian traditional singing
techniques from the perspective of the chest and head (falsetto) registers and a mixed register.
Parallel to Reid’s classical singing techniques, multiple Ukrainian traditional vocal styles also
frequently employ a blended approach in order to minimize the distinctions between vocal

registers.
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Figure 2.2. A depiction of “Mixed” Registers that can be found in tenor and soprano vocal ranges
(Reid 2018, 49)

The widening of resonating chambers is especially significant in classical singing. They
enhance the transmission of the voice’s sound and acoustic projection, which is crucial for
establishing good audibility. Simultaneously, the wide resonating chambers significantly affect
the characteristics of the sound. The resonators in the vocal tract generate, modulate, regulate,
and sustain the auditory output necessary for the artistic framework and situational backdrop of
the musical rendition (Antoniuk 2007, 124).

In most cases, particularly for male vocalists, specific vocal training is necessary to
facilitate the complete closure of the vocal cords while extending into higher pitches in the head
register or falsetto range. When the vocal cords are unable to close completely, this may result in
an airy, whisper-like sound, the failure to reach the required note or the production of a pitch that

1s lower than desired.
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2.2 Ukrainian Vernacular Songs in the Old Country

The expanding school system in Galicia and Bukovyna in the 1860s had a notable effect
on vocal practices. During the latter part of the nineteenth century, elementary schools began
including singing in their curriculum, applying songbook materials that were curated by
music professionals such as Sydir Vorobkevych (Himka 1988b, 17). Simultaneously, the national
movement served as a catalyst for establishing choirs, resulting in a total of 67 choirs in Galicia
and Bukovyna by 1884 (Himka 1988b,18).

The Ukrainian vernacular song repertoire, which existed before the introduction of print
materials (Himka 1988b, 14), was often contextually connected to rituals with pre-Christian
roots, such as recitations to the sun and the rain (Kvitka 1922a, 21) and subsequent Christian
traditions. The songs and singing styles were transmitted mostly through oral practices, similar to
other aspects of the oral culture for centuries before print, schools, and choirs became more
widely introduced to West Ukrainian peasants (Himka 1988b, 14-17).

Vernacular songs that form Ukrainian song repertoires encompass numerous themes,
including historical events that transpired in these territories over the course of several centuries
(Ivanyts ‘’kyi 2004, 125-133). The earliest documented historical song is from the second half of
the sixteenth century and relates to the subject of voivode’ Stefan (Kolessa 1983, 8). Religious
vocal music, notably the partes—religious polyphonic singing techniques—exerted a profound
impact on the vocal traditions of Ukraine from the seventeenth century on (Dylets kyi 1970,
137-38).

Ukrainian traditional songs have been categorized, by communities that have been

singing them, into genres mainly based on the content of their lyrics. These genres include ritual

" Voivode is a term applied since the Middle Ages in Eastern Europe that referred to the local authority
who had a leading role in a military context.
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songs, casual-social songs, casual-family songs, historical songs, and songs of literary origin.
The latter involves authored compositions that have since become part of the vernacular
repertoires. Ritual songs are important within the traditional vernacular repertoire and can be
categorized into distinct groups: winter cycle songs (koliadky, shedrivky), spring cycle songs
(vesnianky, haivky, song-games), summer cycle songs (rusal 'ni, petrivochni, kupal’s ki,
zhnyvars ki), and autumn cycle songs (obzhynkovi) (Ivanyts'kyi 2004, 302—-06). Family-ritual
songs include, among other subgroups, wedding songs and funeral laments.

Among the most symbolically important singers of Ukrainian traditional vernacular
culture are Kobzars and Lirnyks, minstrels who performed songs on historical themes while
accompanying themselves on instruments such as the kobza or lira (Kononenko 1988). Their
repertoires included dumy, psalms, and historical songs. Dumy (plural) were sung epic poems
(Tarnavs kyi and Kilina 1979). The duma genre, which arose in the sixteenth and seventeenth
centuries, has long served as a means of reflecting historical events. The earliest events depicted
in these reflections occurred around the fourteenth century.

However, the first actual documented dumy texts date to the eighteenth century
(Kononenko 2019). A more recent genre, known in Ukrainian as “song chronicles” (pisni-
khroniky) deal with historical descriptions or casual daily issues, following in the tradition of
dumy and other historical songs (Dei and Hrytsa 1972). The Ukrainian emigrant songs published
by Hnatiuk in 1902 are likewise classified as historic songs by Dei and Hrytsa (1972, 5-11).

The song-romance is a further significant genre that has made a substantial contribution
to the range of Ukrainian vernacular practices. The emergence of this genre can be attributed to
the merging of rural vernacular performance practices with the burgeoning urban music culture.

During the eighteenth and first half of the nineteenth centuries, these songs surged in popularity,
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particularly in Podniprov’ia, encompassing Kyiv, Cherkasy, Kirovohrad, Poltava, Kherson, and
Dnipro regions (Rusina 2011, 878). Song-romances are characterized by solo vocal
performances, typically showcasing a diverse array of distinctive rhythmic and melodic features
of expressiveness (Ivanyts’kyi 2004, 275). One of the most famous examples is “Oi, ne svity,
misachen’ku” [“Oh, don’t shine, moon™], notated by Mykola Lysenko and included in his opera
“Natalka Poltavka” which was first performed in 1889 (Fedynsky 2016; Vandevert 2022).

In contrast to the dumy and song-romances, village solo singing, sung by a much broader
population, demonstrates a wide variety of regional substyles with multiple local characteristics
(Ivanyts’kyi 2004, 276). According to Oleksandr Koshyts, the singing repertoire of Ukraine has
been marked by the simultaneous presence of two main modes since the introduction of
Christianity and its associated religious choral singing, which was initially in Church Slavonic,
and Latin in some contexts (Koshyts 1998). These repertoires had a significant impact on the
vernacular vocal performing practices.

The transformation of the peasant song repertoires in Ukraine has been taking place, too,
being impacted by multiple vectors of influence. One of these vectors was the Soviet
collectivization campaigns that started in Ukraine during the 1930s and had a significant impact
on the way peasants interacted with the land. As one of the results of these campaigns, the
traditional song repertoires, which were traditionally spiritual and related to harvesting, were lost
or altered. In the contemporary post-Soviet setting of Ukraine, the aforementioned repertoires
have been witnessing a resurgence of interest since 1991 (Helbig 2023, 7).

2.2.1 Ukrainian Traditional Singing Styles

Regionalism continues in various contexts in isolation from, and as a response to,

globalization (Katz and Mahoney 2009, xix-xxiv). Despite the longstanding extensive diversity
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of singing styles in Ukraine, the actual singing techniques and styles are not well documented in
the literature. Klyment Kvitka, in his 1922 publication, provided an initial survey of the singing
styles observed in diverse regions of Ukraine, highlighting their variations in the specific areas in
which he conducted his research and reflecting central features of solo singing styles of the late
nineteenth and early twentieth centuries (Ivanyt'sykyi 2005, 253). Kvitka named the regions in
which these singing styles were prevalent. Nearly a century later, in 2004, Antolii Ivanytskyi, a
musicologist, further developed Kvitka's categorization and proposed a comprehensive typology
(Ivanyts'kyi 2004, 273—-88). This typology proposed three primary singing styles that
encompassed most traits found in the regional styles. In 2017 Skoptsova offered a further
discussion of the singing styles, influenced by Kolessa’s work in 1938 (Kolessa 1938, 643),
linking them to linguistic dialects (Skoptsova 2017, 70—74). Both Kvitka's and Ivanyts'kyi’s
categorizations of the regional singing styles continue to be influential in Ukrainian
ethnomusicology as a summary of the overall extensive range of styles and their intricate
nuances. Despite globalization and the reality of the cultural blending processes, which are also
reflected in these diverse styles, the region-based ethnographic type of labeling remains
important in current studies of traditional folk singing, with their frequent focus on typology,
melotypology, and song forms (for examples see Klymenko 2001; 2008). In his doctoral thesis,
Anthony Potoczniak examines the phenomenon of deterritorization and reterritorialization
within the framework of Ukrainian shchedruvannia, a ritual winter caroling tradition. He focuses
on communities in Ukraine and in diasporas, exploring the connection between the
regionalization of Ukrainian cultural practices and their historical and political contexts

(Potoczniak 2011, 36-56).
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When Anatolii Ivanyts 'kyi took on the project of furthering Kvitka’'s research, he
undertook to systematize the various vocal styles in Ukraine and to compile a classification
according to the regions where they existed: Carpathian region styles (Hutsul, Pidhirria,
Zakarpattia styles), Lviv region and a part of Ivano-Frankivsk region styles (Galician style),
Carpathian-Beskydsky style (also known as Lemko style), Polissia style (includes Volyn’,
Zhytomyr-Kyiv, and Chernihiv substyles), Volyn” style (the south of the Volyn’ and Rivne
region), the Stepovyi style, Dnister River style, and Podillia style (includes the East- and the
West-Podillia substyles) (Ivanytskyi 2004, 288). The author posits that there exist three primary
singing styles, identifiable among numerous more intermediary ones. The first of these three
vocal styles was identified in the eastern regions of Ukraine and was primarily characterized by
chest resonance. In this technique, the vyvodchytsia typically refrained from singing notes higher
than A or B in the first octave, while the lower-placed alto voices generally did not ascend
beyond F or G of the first octave. The distinguishing characteristic of the second style is the use
not only of the chest resonator but also of the head resonator, which is a quieter sound projection
in contrast to the previous style. The transition between vocal registers was usually not smooth,
resulting in contrasting sounds (Ivanits 'kyi 2004, 284). The third style, called by Ivanyts kyi the
“mixed” technique, was less widespread than the first and second styles. In this style, D and E of
the second octave were usually the highest notes—the culminating tones sung without too high a
pressure and mainly in mixed registers (Ivanyts kyi 2004, 284). According to Ivanyts kyi, the
determination of these three styles was contingent upon the local dialects and, specifically, the
concentration in the vocal tract cavities while speaking. He suggests that the primary position of
the singing voice and the resonators employed in a certain technique are determined by the focal

point during regular speech in each area (Ivanyts kyi 2004, 284-85).
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In the traditional context, these Ukrainian singing styles were (and in many regions of
Ukraine are still) presented in various types of solo and group settings. Comprehensive
information on the current geographical distribution of singing styles, particularly with regards to
their rhythmic and melo-rhythmic characteristics, structure, and form, is being produced by
contemporary fieldwork-based scholarship by Larysa Lukashenko, Bohdan Lukainuk, Iryna
Dovhaliuk, Iryna Klymenko, Yurii Rybak, Marharyta Skazhenyk, and their colleagues working
in these areas. Oksana Kuzmenko's important works relate to historical contexts.

With regard to traditional performing settings, singing approaches varied depending on
the singer’s role in the particular group setting. In most cases, stable singing groups had a leader.
As Ivanyts kyi states, such a leader “can be a singer with a good voice, but [is] often a person
with strong knowledge of songs, musical ear, and an organizational talent” (Ivanyts 'kyi 2004,
282). In relation to the traditional contexts involving male vocal groups, Stelmashuk (1967)
observed that their singing style was often distinguished by heightened volume and prolonged
notes at crescendo sections. Singing styles of young women’s groups were usually characterized
by a lyrical, quieter presentation with a narrower range. The characteristic type of harmonization
was the two-voiced setting with a third or sixth in between, sometimes extending to a fifth or an
octave (Ivanyts'kyi 2004, 281-82). Many groups of singers had a lead singer who usually sang
higher notes than the rest, demonstrating expressive vocal ornamentations, while the rest of the
vocal group remained in lower positions in the relatively tense range, often holding longer notes.
The vyvodchytsia role had various names in different regions of Ukraine, including tiahlo, horak,

podvyzhenka, ton’chyk, pudvodyty, braty vhoru, and hlasyt’ (Ivanyts’kyi 2004, 283).
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One of the more popular concepts of Ukrainian traditional group singing is called vtora®
technique, a vocal group technique that does not have a leader but follows a particular
organization with multiple voices. The alto, baritone, and bass voices construct their melodic
lines in parallel with the higher leading melodies of the tenor and soprano voices, but at a pitch
interval of a third lower. Both chest and head registers are employed in this technique. The vtora
technique was characteristic of western regions of Ukraine (Ivanyts kyi 2004, 283).” The use of
particular group singing techniques has a significant impact on how singers train and develop
their voices. Consequently, this affected their solo singing abilities as well. The application of
singing techniques is directly linked with the voice training process, which includes the
application of registers, ambitus, and types of sounds.

Renowned educator and Ukrainian traditional singing artist Ruslana Lotsman delineates a
series of distinctive characteristics pertaining to Ukrainian traditional singing and categorizes
them by their alignment with several historical epochs. According to Lotsman, the presence of
syllables such as “hey” and “hu” can be traced back to ritual singing during pre-Christian times.
The incorporation of cantilena and recitations-declamations can be attributed to the adaptation
that occurred with the introduction of Christianity; the elements of epic-style recitations and
improvisation in Ukrainian singing were adopted from lirnyks and Kobsars; the influence of the

Cossack era can be seen in the inclusion of elements of funeral laments’ recitation (Lotsman

2017, 107-10).

¥ Translated from Ukrainian, it means “repeat” or “to repeat.”
% For further information on group singing see Skoptsova 2017.
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2.3 Ukrainian Songs in Canada

2.3.1 The Lyrics

Most of the first wave of Ukrainian immigrants who came to Canada between 1891 and
1914 had been raised in the traditional culture of the rural regions and brought with them a
repertoire of traditional vernacular songs from the “Old Country” (the eastern provinces of the
Austro-Hungarian Empire at that time) to Canada (Lupul, 1988; Matynowych, 1991).

Ukrainian immigrants encountered the hardships of pioneer life as they adapted to the
demanding Canadian prairie environment. While they founded agricultural communities, making
substantial contributions to Canada's agricultural scenery, churches and community centers
played a pivotal role in serving as focal points for cultural practices and the formation of identity.
A comprehensive cultural and historical overview of early Ukrainian immigrant life in Western
Canada is provided in various publications by Lupul (1988), Martynowych (1988; 1991), Luciuk
and Hryniuk (1991).

The Ukrainian traditional song repertoire continued to exhibit a tendency to mirror the
local environment through its lyrics content in the new, transformed surroundings. Whereas in
the Old Country they lived in densely populated villages of Bukovyna and Galicia, in Canada
they usually settled in much more isolated homesteads, far away from each other. This impacted
their culture and the vernacular practices of cultural transmission (Onufrijchuk 1988, 5-7).
Certain practices became impractical in the new environment, leading to their disappearance. For
instance, the Easter songs, known as haivky, were typically accompanied by outdoor games that
required a milder climate; and at the same time, casual songs continued to incorporate elements
based on personal and historical events that were deemed significant by the singers (Lesoway

1988, 120). Additionally, novel melodic modes, ornamentation, phrasing, forms, and kinds of
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vocal sound were introduced. Some songs in the Ukrainian vernacular corpus portrayed the
narrative of Ukrainian immigration to Canada. These song texts contain lyrics dealing with the
goals of migrating to Canada, the fears and problems connected with such aspirations, and the
subsequent journey, including their international travel and traversing the Canadian landscape
until reaching the Prairies. These lyrics offer facts about the travels, but also explore the
enormous impact they had on the families involved and the psychological welfare of the
immigrants. Other songs or verses portrayed the experiences and reality encountered by
Ukrainian immigrants in the new Canadian environment. The vivid nature of these details allows
the listener to gain an impression and understanding of the process of organizing one’s life in a
new location immediately following immigration.

The songs of Klymasz's collection are diverse. Some are humorous, but a significant
portion deal with women’s suffering!’. Indeed, one can speak of a Ukrainian-Canadian ballad
corpus, strongly linked with ballads from pre-emigration, though sometimes reflecting Canadian
contextual elements (Kononenko 2008, 17).

The challenges of communication and the differences in mentalities between Ukrainian
immigrants and their Canada-born children have been recurring topics in multiple songs. Many
treatments of these topics were humorous and were based on a song form called wedding vivat,
transplanted from the pre-immigration setting (Klymasz 1970a, 13). Vivats were traditionally
sung for entertainment at weddings. Ukrainian-Canadian vivats sometimes brought in
comparisons between Ukraine and Canada, often celebrating the advantages of life in the new
land (Klymasz 1992, 93). Sometimes, vivat lyrics made little to no reference to the wedding

context (Klymasz 1970a, 13). The character of newly composed song lyrics was often dependent

10 For more information on this topic see Swyripa 1988, 1993.
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on the genre. For example, a song about successful immigration from Ukraine to Canada might
have been presented as a vivat. If a song was performed on a sorrowful occasion, its lyrics would
emphasize the negative aspects of being away from home and being separated from family; such
songs usually used the format of a lament. Such songs might mention feelings of sorrow about
living or being buried far away from the old homeland. Those laments were emotional and used
various tools of melodic and vocal expression that impacted the listener and shared profound
sadness. Because they convey one’s connection to the departed, the lyrics of a lament are
intensely emotional and personal.

Many of the immigration songs of earlier decades cautioned family members and others
against migration to Canada. Fedyk’s book, Songs about Canada and Austria, initially published
in 1908, includes multiple lyrics with such content. The disappointments frequently stemmed
from the Canadian government’s use of immigration agents to entice Ukrainian farmers to settle
in Canada. These agents frequently exaggerated the favorable aspects of living on the Canadian
Prairies in order to get their commission. They generated interest in Canada by portraying it as
an appealing destination. However, upon arrival, the actual conditions and prospects usually did
not align with the promises and desires (Martynowych and Kazymyra 1982, 86—87). Personal
conversations and interviews, as well as some song lyrics, reveal that when recounting their
experiences in the new country, Ukrainian immigrants had a propensity to overstate the
magnitude of their achievements. Sometimes, the lyrics of songs combined reality with ideals of
triumph and luxury that distorted the actual realities in the opposite direction. Individuals
engaged in this behaviour because of fear of being criticized, particularly by family members
who were opposed to emigration and preferred to remain in Ukraine. Most immigrants found it

difficult or impossible to return to Europe. To move to Canada, they usually were forced to sell
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their assets and often borrow money to finance the voyage. Many immigrant songs contain lyrics
that reflect on these events, providing a narrative depiction of the situations.

The phenomenon of emigration has also influenced the thematic content of contemporary
songs in Ukraine, including the western, central, and eastern regions of the country (Kvitka 2005,
23). Migration to less distant destinations, such as Warsaw (180), Odesa (222), and Rostov
(338), was also reflected in songs.

Historically, vernacular songs were commonly transmitted through oral communication.
This involved the transfer of vocalized melodies from one individual to another. While this
method was not a tool to keep the songs in a perfectly stable shape, it allowed for creative input
in refining lyrics, thythms, rhyme schemes, assonance, and other elements vital to the song.
However, transformations in a song’s rendition could occur due to hearing impairments or lapses
in memory. This method of transmission was particularly prevalent in non-elite cultural contexts,
such as rural western Ukrainian territories. Singing was a vital source of pleasure, release, and
communication that fostered a sense of camaraderie among communities, effectively
communicating ideas, emotions, and values (Akesson 2012, 80). In the traditional Ukrainian
village cultures, singing was a skill that was widely possessed by most people and singing as a
process was an integral part of the community’s social fabric. Some individuals stood out for
their exceptional singing abilities and took pride in their voice, repertoire, memory,
organizational skills, and creativity. They were the custodians of the community’s musical
heritage, and their songs were regarded as valuable communal possessions. The songs were
repeated over time to keep them alive and preserve their significance in the community as they

were an essential part of the collective identity.
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Oral transmission of singing has been, and still is, a practical and productive method,
especially when mediated sharing is not available. In the past, only some songs were transmitted
through mediated contexts, which were often limited to elite societies. However, with increasing
literacy rates in the latter half of the nineteenth century, mediated transmission increased through
written sources such as the printed page. Unlike melodies, song lyrics were occasionally written
down and circulated in manuscripts and published sources. Some songs were diffused through
songbooks or handwritten manuscripts. At the end of the 1920s, the use of phonograph records
became increasingly prominent as several American and Canadian companies began to
manufacture and distribute vinyl records and record players. Concurrently, the growth of choirs
also gained traction, particularly in the context of nation-building initiatives that followed the
establishment of an independent Ukrainian state between 1917 and 1921 (Himka 1994, 348-50).
By the 1960s, the relevance of radio and live concert tours of performing groups increased.
However, the recordings with interviewees and fieldnotes do not furnish a comprehensive view
of the transmission paths for each song in the Klymasz collection, although they offer valuable
information. Nonetheless, it is feasible to establish a general impression of the history and
transmission routes of much of this repertoire.

Indeed, oral transmission was the dominant form of musical dissemination in rural
western Canadian communities in the 1960s when Klymasz conducted his fieldwork. The vast
majority of songs he recorded were produced by the interviewees from memory, with printed
pages being used or referenced only in rare instances (for example, song B.11 “Oi, Pliashu,
Pliashu”).

A number of composed and singable verses were spread transcontinentally through

letters, as mail was the usual channel of communication between both countries (Klymasz 1969;
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Khanenko-Friesen 2015a, 145; Pogosjan 2018). Teodor Fedyk’s book contains lyrics of
Ukrainian immigration songs. Some of these threads within these songs were derived from letters
written by immigrants in song-verse form (Klymasz 1970a, 7). The act of conveying new
experiences through a poem, adhering to an established poetic meter, held significance for the
recipients in the family unit, as it enabled them to effectively transform the written words into a
melodic composition. The poetically inspired authors tended to use common metro-rhythmic
structures, such as the kolomyika form that usually consists of two lines of fourteen syllables
each or a standardized four-stanza form (Klymasz 1968; Hornjatkevy¢ 1992, 8).

In the decades following the arrival of Ukrainian immigrants, their more educated
members established many cultural organizations and centers in Canada, such as Narodnyi Dim
(Makuch 1988, 202—08). The Narodnyi Dim organization was an extension of the nineteenth
century enlightenment movement in Ukraine and all across Central and Eastern Europe where
national movements were growing in the Habsburg and Russian empires. These community
buildings functioned as cultural hubs, initially implemented in the pre-immigration context prior
to its subsequent establishment in Canada (Makuch 1988, 201-10). Many cultural halls were
constructed in the 1920s and 1930s, falling into one of three categories: independent, Catholic, or
pro-Communist (Martynovych 1988, 46). These halls were used for various social, educational,
religious, and cultural events, including singing activities, which occurred mostly in choir and
group singing contexts. These types of activities conducted in such community halls often had
relevance to the political situation in Ukraine and were important factors in the community-

building processes of Ukrainian groups in Canada.
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A diverse range of printed materials emerged in the Ukrainian-Canadian communities.
They included song lyrics and occasionally musical scores. Lyrics published in Ukrainian
songbooks in North America sometimes became integrated into the vernacular repertoires.

Some of the songs recorded by Klymasz during his fieldwork included hybrid lyrics.
Klymasz (b.1936) and Medwidsky (1936-2021) defined a sphere of “macaronic productivity”
when elements of the English or French language entered Ukrainian words or when Ukrainian
words were added to the English or French words (Klymasz and Medwidsky 1983). A certain
number of Ukrainian-Canadian vernacular songs can be described in this way. From the early
stages of the Ukrainian-Canadian community’s formation, the English language has periodically
crept into the vernacular song repertoire. English words and phrases were incorporated into the
lyrics, with the occasional adoption of entire sections from the lyrics of other songs.!! The
aesthetics of the “Polka Happiness” movement (Keil 1992), popular in the years prior to
Klymasz’s fieldwork, involved the active use of macaronisms for comic effect.

Song lyrics about plans to emigrate and songs from the beginning of immigration can be
found in the publications by T. Fedyk (1927) and H. Oliinyk (1972). Such songs have already
been studied and published to some degree (Klymasz 1970a, 1970b, 1970c, 1974, 1989, 1992)
and are linked to earlier publications of emigration experiences (Hnatiuk 1902; Fedyk 1927).
These pieces reflect memories of departure from home, dangerous journeys over the ocean,
wotries about being apart from the family, reflections of loneliness, homesickness, high hopes
for the new country, and detailed descriptions of the hardships in Canada. Many of these songs

also demonstrate double-identity reflections (Luciuk and Hryniuk 1991). The songs from later

"' In his fieldwork, R. Klymasz documented a few cases where entire melodies were incorporated. For example, the

song “You Are My Sunshine,” originally sung by The Pine Ridge Boys, was combined with lyrics in Ukrainian. The
song “Iak Bula Ia Shche Malen’ka” [“As I Was Yet Small”] incorporates the melody and the lyrics from the French

song “Mademoiselle From Armentiéres” by Line Renaud.
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decades, after the beginning of Ukrainian immigration to Canada (especially celebratory
wedding vivat songs), often picture the improved immigrants’ quality of life compared to the
songs from earlier decades.

2.3.2 The Melodies

The melodies of Ukrainian vernacular songs usually circulated through a more oral
transmission as compared to the lyrics. Certainly, the vast majority of melodies were learned
directly by listening to and participating in singing itself. When a singer heard a song that she did
not know, she perhaps gave it her attention. After a few verses, she could often reproduce the
melody. If she wished, she could make a point of remembering the general line of the words.
After a number of repetitions with the singer(s) who knew the song, she could reproduce it
independently, and the song was passed on in that way. In stable communities where oral
transmission was common, most songs were typically learned at a young age. In contexts like
early Ukrainian-Canadian communities, where people from more than one village settled and
interacted in one location, more songs were probably transmitted from adult to adult.

The melodies of vernacular songs remained largely unrecorded, contrary to the lyrics,
which were sometimes recorded. The ability to read notes required special training, a skill that
was lacking among the majority of Ukrainian immigrants in Canada throughout the late
nineteenth and early twentieth centuries (Himka 1988a, 194-96). Furthermore, the inclusion of
music scores alongside the lyrics would have resulted in an increased cost for the publications.
Perhaps most importantly, the participants of the vernacular tradition did not feel the need for or
sometimes did not even imagine such mediated transmission. This desire was rather
characteristic of the national and revivalist movements. All of these factors contributed to the

fact that melodies were rarely transcribed, even when a compilation of Ukrainian vernacular
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songs was published as a book. These songbooks, which consisted of lyrics, were often called
“spivanyky” and “kantychky” (a book for singing).

This reality makes sound recordings, such as those by Klymasz, even more significant
because they enable the listener to experience the actual melodies that were practiced, along with
song lyrics, and allow for music transcriptions. Because many of the Ukrainian songs’ lyrics
traveled between the continents in the form of poems in letters, which were then shared with the
community upon receiving (Khanenko-Friesen 2015b, 30), this practice led to numerous versions
of the same song’s lyrics being accompanied by distinct melodic components. The singers
spontaneously associated melodies with the lyrics of the songs as they read them from the book.

2.3.3 The Singing Styles

Singing was a vital component of vernacular culture in the traditional peasant settlements
of Galicia and Bukovyna in the late nineteenth century. The Ukrainian calendar year historically
included a diverse array of traditional festivities, often accompanied by a variety of songs that
were integral to the commemoration of these events and served as an important component of
communal life. In the pre-immigration context, vernacular songs had a prominent presence
within several aspects of Ukrainian community life. Holiday and holy days were distinguished
by substantial community involvement and were traditionally arranged with notable spiritual
rites, such as the winter Koliada (Kylymnyk 1955, 67-68) festivities,'? Easter, and many social
celebrations, including weddings and village dancing events. During these festivities, the
repertoire of songs was shared between the community members in a natural vernacular way.
Similarly, the transmission of singing techniques to newer generations occurred through hands-

on learning when individuals acquired knowledge by actively engaging in the practice.

12 Koliada refers to a series of traditional Ukrainian customary winter festivities that emerged with
Christmas celebrations after the introduction of Christianity.
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Similar to the situation in Western Ukraine, the increased availability of formal musical
education resulted in the impact of academically influenced vocal approaches that were
stylistically closer to classical singing and were employed within that cultural framework of the
communities (Bermes 2022, 13). These endeavors included the formation of church choirs as
well as the establishment of Narodnyi Dim choirs and ensembles (Makuch 1988, 204). With the
growing availability of resources for obtaining knowledge, practicing the Ukrainian repertoire,
and gaining performance skills, a significant portion of community members enthusiastically
participated in these endeavors, as Klymasz’s questionnaires show. The formation of choirs was
frequently one of the initial undertakings for Ukrainian immigrants in Canada (Pritz 1977, 97).
However, vernacular methods of song transmission traditionally prevailed and occupied a
significant role within the community.

The pre-immigration regional song repertoires (Himka 1988a, 123—42) were overlaid by
another Ukrainian national layer of songs in Canada, an additional repertoire distributed and
promoted by nationally conscious individuals and institutions such as the traditional Ukrainian
churches, Narodnyi Dims, and numerous secular organizations. The methods of transmitting
repertoire underwent significant changes over time, intensifying in the second half of the
nineteenth century. In the following decades, the younger generations of Ukrainian-Canadians
actively participated in music-related endeavors that were influenced by North American culture.
Such activities included consuming radio and television broadcasts as well as enjoying Ukrainian
country and Zabava music bands that distributed their music through vinyl, cassettes, CDs, and
other media at various times. The initiation of the Ukrainian-Canadian recording business may
be traced back to the seminal 1940 recording of Ukrainian songs by Alex Groshak, which

featured the Ukrainian Male Chorus and was released under the Quality Records label. The

56



widespread popularity of this recording and technological developments prompted the creation
of many additional recordings, ultimately contributing to the significant growth of the industry
during the 1960s. This growth can be partly attributed to the remarkable success of the musical
duo Mickey and Bunny, who were widely promoted by the V-Records label. Consequently, this
success paved the way for the emergence of new record labels, including Heritage Records of
Edmonton, Baba’s Records, and the Sunshine Label of Winnipeg (Cherwick 1999, 62-63).

This transition brought about a significant alteration in vernacular singing traditions,
including modifications in singing styles and vocal use among individuals. At the same time,
Ukrainian organizations such as churches and Narodnyi Dim choirs often promoted more
classical singing styles associated with the Octoechoes cycle, which required a certain level of
training in order to be performed, and church hymns in the choir’s repertoire (Turgeon 2008, 27).

The Ukrainian-Canadian music sphere was influenced not only by Ukrainian repertoires
but also by the diverse musical styles that could be heard on the Canadian Prairies during those
periods. Musical genres from numerous immigrant communities in North America exerted a
substantial impact on the evolution and production of mainstream music (Szwed 2023) and on
each other. Quantifying the extent to which various stylistic elements have contributed to the
formation of Ukrainian-Canadian singing styles is likely impossible, but it is clear that numerous
styles from the North American cultural space played a significant role. Numerous influences
contributed to the development of community musical styles, including American jazz, swing,
rock-n-roll, multifaceted Polka styles (Cherwick 1999, 156—63), vernacular music from various
ethnic groups, and, notably, Country music.

The musical performances by bands such as Mickey and Bunny, The Interlake Polka

Kings, and D-Drifters were highly acclaimed in the Ukrainian-Canadian communities during the
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1960s. This was a time of great popularity of Country music and its singing styles. Diverse
genres and styles of music contributed to the formation of Country music in North America
(Brabazon 2012, 127-39). Country music demonstrates a singing style that incorporates some
notable features such as belt-vibrato, or belting (Seidner 2007, 87) short glissandi, and register
switches (similar to yodeling—an audible split between singing registers) (Richter and
Echternach 2014, 130; Echternach 2010, 6).

Ukrainian communities adopted not only features of the genre but whole melodies in a
few cases. This happened with “Oh, My Darling Clementine,” as well as “This Land Is Your
Land” and “You Are My Sunshine,” which gained popularity in various communities and were
incorporated into multiple new contexts (Klymasz 1970, 13; Cherwick 2014). While lyrics of
earlier Ukrainian songs of the historic genre adopted contexts of Cossacks’ battles, wars with
Turks and Tatars, and conflicts with Poles and the Russians, and reflected the events and feelings
of that time (Kvitka 1922, 17), after traveling abroad, the vernacular repertoires continued
adapting to their context—engaging the contemporary issues that the communities experienced
in Canada. These elements affected not only the lyrics but also the melodies and vocal styles.

Many of the Ukrainian-Canadian musical groups, like Mickey and Bunny and D-
Drifters, purposefully curated a diverse repertoire incorporating multiple languages. The realities
of the Cold War, which made it almost impossible to import Ukrainian albums into Canada,
greatly contributed to the music market void that Mickey and Bunny effectively filled (What’s
Up Winnipeg 2020). They regarded themselves as cultural ambassadors and expressed their
objective to promote the Ukrainian language. According to Medwidsky (Klymasz, 1992, 92), this
hybrid vernacular repertoire was often sung at weddings in Western Canada. The phenomenon of

linguistic multiculturalism served as a source of inspiration for pop culture in the Ukrainian-
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Canadian community. Mickey and Bunny were children of the next wave of Ukrainian
immigrants who settled in Canada. They conversed in Ukrainian with a notable English
inflection. Their band performed not only Ukrainian but also Polish and German songs blended
with Country music (Sunshine Records 2023). This linguistic breadth had a role in their
widespread popularity, as it resonated with a significant portion of their audience. Both singers
were born in Manitoba, one of the central Prairie provinces where Ukrainian immigrants lived.
The understanding of ethnicity in the context of Ukrainian language and culture is an intense
topic of scholarly debates and includes a variety of opinions. This context is linked to the fact
that the Ukrainian language and the products of culture have been experiencing harsh repression
and censorship for several centuries from different political powers, especially the Russian
(Euromaidan Press 2019). Many followers of Ukrainian national ideologies in Canada aimed to
explore Ukrainian language and culture in their earlier forms with the goal of studying them
without newer hybrid influences that were impacting the culture in Ukraine, including the impact
of Soviet censorship, as it was mentioned by Ivanyts kyi (2005, 5). Understanding the roots of
this ideology requires looking at the political and social reality of Ukraine, considering its long
history of suppression and recent developments (Subtelny 2009; Flier, Graziosi 2017).

In a manner similar to the experiences observed in the case of immigrants to Ukraine—
studied by Adriana von Helbig, who highlighted the role of hip-hop as a means for newcomers to
express their ties to their home country and navigate shared experiences while addressing various
aspects of integration at the same time (Helbig 2014, 8)—Ukrainian-Canadian communities
deliberately embraced cultural diversity in their repertoires, thereby addressing their
interconnectedness in the context of the reality in Canada by employing different music styles

and genres. The materials of Klymasz's collection provide further strong evidence that the
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content of the vernacular corpus of songs in Ukrainian-Canadian communities reflected the
dynamics of diaspora processes associated with the local context of the new homeland, while

also maintaining connections to the pre-immigration surroundings.
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Chapter 3: Klymasz’s Fieldwork

3.1 Robert B. Klymasz’s Work and Song Collection

The primary source used in this study, the fieldwork collection of folklore texts recorded
by Robert Klymasz, was collected over the summer seasons of 1963 to 1966, with an additional
collection period in 1968 (Klymasz 1970c, 5). Klymasz’s initial objective of gathering “the old
pieces” (Klymasz, interview 2018) was partly motivated by his own background as a member of
a nationally conscious Ukrainian immigrant family that migrated to Canada during the 1920s.
Being born in Canada but being raised in a strong Ukrainian community, Klymasz experienced a
sense of nostalgia that influenced his pursuit. In an interview in 2018, Klymasz recalls his
parents’ musical expressions of homesickness when they performed melancholic traditional
Ukrainian songs and shed tears throughout their performances. He was raised in a Toronto
neighborhood predominantly inhabited by Ukrainian-Canadians, where the preservation of
customs from their home country was an integral part of the local cultural fabric. During his
career, Klymasz extensively explored Ukrainian folklore in Canada and studied the hybrid
changes (which he calls transition) within its corpus, paying much attention to oral culture in
particular. His recordings—152 reels with approximately 2,000 songs, stories, interviews, and
instrumental music— make up the oldest existing extensive audio fieldwork collection of
Ukrainian-Canadian songs in the oral tradition. In addition to the songs in his collection,
Klymasz compiled narratives, instrumental pieces, interviews, and even some selected
commercial records, such as those with songs by Mickey and Bunny or Manitoba Talent Show
performers. He also documented numerous Ukrainian vocal ensembles and choirs during
traditional music gatherings. He also recorded members of his family singing and celebrating

during the Christmas season in Toronto, Ontario.
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Klymasz’s recordings include a certain number of hybrid songs sung in a mix of
Ukrainian and English languages that elaborate on the Ukrainian-Canadian community’s daily
contemporary context. In addition to Ukrainian and English, these songs include occasional
elements of German, French, Polish, Czech, and Yiddish languages and language imitations."?
The researcher’s initial plan aimed to document traditional Ukrainian folklore artifacts from the
pre-immigration era, specifically focusing on older songs such as Cossack epic dumy (Klymasz
2018). Klymasz hypothesized that some of these cultural artifacts might have been conserved
among this marginalized diaspora community. The decade of Klymasz’s fieldwork was still a
time when the majority of scholars of Ukrainian studies in North America were primarily
focusing on Ukrainian—not hybrid—elements in diaspora materials. Given the predominant
focus of Ukrainian Canadian studies during this period, Klymasz's interest and academic stance
exhibited innovativeness in his conceptualization and openness toward hybrid materials.
Undoubtedly, the influence of his advisor, the renowned American folklorist Richard Dorson,
significantly contributed to Klymasz's interest and understanding of hybridity. Drawing
inspiration from Dorson's fieldworks on hybrid regional folklore in America (Georges 1989, 1-
10), Klymasz extended this interest to the realm of Ukrainian Canadian studies.

Elaborating on the fact that scholarly focus was directed towards the pre-emigration
repertoire and hybrid diasporic products were often excluded, in his article “Ukrainian Folklore
in Canada: The Big Put-Down,” Klymasz wrote that “it is regrettable that folklorists,
musicologists, and folklore enthusiasts who arrived in Canada after World War II made little or
no effort to investigate the field of Ukrainian folklore in Canada. Instead, they expended their

efforts, for the most part, within the framework of traditional old-country folklore” (Klymasz

3 As presented in the song “Na Kinets'Sela” by Anna Chicilo.
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1978, 69). Generally, the timeframe of the 1960s was a fruitful decade for multiple scholars
working on nations and nationalism (Hobsbawm 1990, 1-5; Himka 1999, 109), not just for
Ukrainian studies in North America and other Ukrainian diasporas. At the same time, Ukraine
was formally a part of the Soviet Union, and the state of Ukrainian ethnomusicology was very
much impacted and formed by the policies of Soviet politics (Ivanyts'kyi 2005, 5).

At the beginning of the fieldwork, he requested the participants to perform ukrains ki
starodavni pisni [old Ukrainian songs] (Klymasz 2018). Initially, Klymasz did not consider the
part of the collection that had hybrid elements to be central. He did not record a duma sung live
during this fieldwork, as this genre did not circulate in this population (nor in the vernacular
tradition of their ancestors in Galicia and Bukovyna). Despite the absence of dumy in the
repertoire of Klymasz’s respondents, he took the opportunity to document a wide assortment of
community songs during his fieldwork. The Canada-influenced topics focusing on the
immigration and challenges in the new country which he captured were not present in the
previous Old Country repertoire of Ukrainian immigrants. Deeper studies of these hybrid songs
have not been undertaken until now in ethnomusicological scholarship in Canada or Europe.'*
The primary reason for the limited exploration of hybridity by Ukrainian and Ukrainian-
Canadian scholars can be attributed to their predominant focus on the traditional part of the body
of Ukrainian culture in Canada. This emphasis was largely influenced by the geopolitical context
of the Cold War era, which posed significant challenges in accessing sound recordings from
Ukraine (Oinas 1975, 157-75; What’s Up Winnipeg 2020). During this time, the Soviet
historiography considered Ukraine and Ukrainians as a regional variation of Russian identity

(Kuzio 2001, 27). Primarily motivated by the national tendencies and following the focus of the

14 For the exceptions, see the following works: Kenneth Peacock 1966; R. Klymasz and James Porter 1974.
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first and the second phases of Ukrainian-Canadian studies, the scholars who collected or studied
the vernacular songs from the Ukrainian-Canadian community' (Koszarycz 1997) were mainly
focused on expressions of Ukrainian so-called “purity.” These efforts, given the context of the
political regime in Ukraine of that time, resulted in the fact that the diaspora played a crucial role
in the process of return to the Ukrainian “national historiography” (Kuzio 2001, 27).

Klymasz’s initial motivation sprang from the prevailing notions, particularly prominent
prior to the 1970s, surrounding the revitalization and safeguarding of Ukrainian traditional
culture within the Canadian context. His motivation for collecting Ukrainian vernacular songs on
the Prairies stemmed from the fact that the majority of Ukrainians there had a traditional peasant
background, having migrated from villages in the Bukovyna and Galicia regions (Klymasz
1970c, 7). Most Ukrainian peasants brought a vast repertoire of vernacular culture and remained
farmers in Canada, staying in the rural regions of the Prairies. Klymasz’s primary area of
research centered around Ukrainian villages and towns in Alberta, Manitoba, and Saskatchewan.
His main attention was directed at Canadian provinces other than Ontario or British Columbia,
where the majority of Ukrainian immigrants settled at a later time, specifically after the 1920s,
and more in cities. These regions saw a more pronounced industrialization (Klymasz, 1970c, 5).
For the focused study in the field, he chose the Vegreville area in the province of Alberta, the
Yorkton area in the province of Saskatchewan, and the Dauphin area in the province of Manitoba
(Klymasz 1970c, 5).

This rapid industrialization that Ukrainian immigrants faced in Canada (rural and urban)
also impacted their vernacular community culture. Klymasz aimed to interview older people who

would remember the songs from their pre-immigration life. Since he hoped to collect an older

15 For example, T. Koshyts collecting Ukrainian songs in Canada in 1950s.
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repertoire, he chose the communities where he anticipated hearing the old songs (Klymasz
2018). He also made this specific request to his informants during his fieldwork. However, the
actual observations made in the field revealed a diverse musical and narrative reality. The
archival records for Klymasz’s fieldwork at the Canadian Museum of History in Ottawa
document that he made announcements on CKDM Radio to actively seek informants who could
contribute to his research by sharing traditional songs. Consequently, numerous individuals
corresponded with him via letters, providing him with song lyrics, extending invitations for
recording sessions, and introducing him to people who remembered songs.

Figure 3.1. Rural areas in Western Canada where the majority of settlers were Ukrainians (c.
1930) (Klymasz, 1970c).!¢
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16 The names of the places Klymasz visited [west to east, north to south]: Alberta: Edmonton, Vegreville, Leduc,
Viking, Calgary, Medicine Hat; Saskatchewan: Prince Albert, Star City, Battleford [North Battleford], Wakaw,
Radisson, Cudworth, Vonda, Saskatoon, Quill Lakes, Preeceville, Pelly [Fort Pelly], Canora, Insinger, Yorkton,
Wroxton, Regina; Manitoba: Lake Winnipeg, Lake Winnipegosis, Duck Mountain Forest Reserve [Duck Mountain
Provincial Park], Ethelbert, Lake Manitoba, Dauphin, Riding Mountain Forest Reserve [Riding Mountain National
Park], Arborg, Rossburn, Glenella, Fraserwood, Shoal Lake, Teulon, Neepawa, Brandon, Winnipeg, Red River, and
Stuartburn.
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In a manner akin to Klymasz’s pursuit of purity and subsequent discovery of hybridity in
the field, also the examples of Béla Bartok’s collection and examination of peasant songs in
Hungary (Bartok and Kovacs 1993), as well as Cecil Sharp’s collection of English songs in the
Appalachians (Gold and Revill, 2006, 55-56), led them to encounter unexpected cultural
diversity during their fieldwork. This unforeseen heterogeneity prompted them to modify their
approaches accordingly. Likewise, Klymasz adjusted his approach when conducting fieldwork.
His wish to look for Ukrainian dumas was motivated by Rudnyckyj’s!” scholarly contributions
on traditional Ukrainian culture and his collection of hybrid materials. It should be noted that,
historically, dumas were predominantly linked to Central Ukraine and were not commonly
performed in Bukovyna and Galicia in the west.

In response to Klymasz’s request for a rendition of “the old songs,” his interviewees
proceeded to recollect the older songs they had remembered. These songs were strongly
connected to the traditional repertoires of Bukovyna and Galicia. Indeed, many of these songs
align with the musical style of the songs documented by Ukrainian ethnomusicologist
Rozdol’s’kyi during his fieldwork in 1901, and that were later digitized by Iryna Dovhaliuk and
her colleagues in Lviv.

In October 2018, while exploring the "dead files" archival repository at the Archives of
Traditional Music in Bloomington, I uncovered documents confirming that Rudnyckyj, who
conducted similar fieldwork before Klymasz, had erased his own audio recordings of Ukrainian
songs and narratives. He did so because he needed tape for subsequent recording sessions. A
generation after Rudnyckyj, Klymasz made a substantial effort to preserve, index, and archive

the original reel-to-reel audio recordings that were created during his fieldwork.

17 See Rudnyckyj 1952-1973.
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He did so in part due to folkloristics’ growing awareness of the incompleteness of written
transcriptions and the value of archiving fieldwork recordings, as well as in connection to the
expected publications in the context of the museum-funded research. Similar to many of his
predecessors, however, Klymasz also chose to record only the song performances themselves
and not (or not much of) the interview discussion before and after the singing. This may have
been partially due to the high cost of tape resources, and partially because this information was
considered marginal, at best only supportive, to the song itself, which was conceived as the real
data. Klymasz did not conduct or record the too-comprehensive supplementary interviews with
his informants. Nevertheless, he occasionally documented concise details about the subject
matter during the sessions. He was diligent in administering questionnaires as part of the
fieldwork process, but these were perhaps completed for only about half of the interviewees (or
perhaps just not preserved). These questionnaires included essential biographical details,
statements about the informant’s music-education background, and an overview of their present
engagements and pursuits.

The prevalence of traditional songs in the compilation effectively illustrates that the
Ukrainian-Canadian population during the period of Klymasz’s recordings predominantly
favored traditional songs. However, the predominance of traditional songs can also be attributed
to his fieldwork methodology and specific research focus. This is because his primary objective
was not centered around the Canadianization of the materials, as stated in his interview (2018).
However, due to the many hybrid components in the songs and texts he recorded, he ultimately
devoted a large part of his doctoral thesis to the analysis of the transnational features of this
folklore complex. Klymasz’s growing fascination with hybridity throughout his professional

trajectory is reflected in the focus of many of his publications (see Klymasz 1960, 1970a, 1970c,
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1983, 1992). Klymasz’s Ph.D. studies at Indiana University in Bloomington appear to have
fostered his fascination with hybridity, a subject he likely cultivated under the tutelage of
renowned American folklorist Richard Dorson. This development was novel as it diverged from
the prevailing trend within the Ukrainian diaspora, where most previous experts (with the
exception of scholars like Hnatiuk and Rudnyckyj) predominantly focused on the principles of
cultural conservation.

While exploring the materials, Klymasz mainly focused on the textual content: “In
approaching the problem of translating, I have emphasized content matter over formal features;
lexical borrowings in the English language, however, have been retained and italicized to
underscore the acculturative process within the Ukrainian community” (Klymasz 1970c, 9). This
statement exemplifies the priorities of Klymasz’s approach, which is rooted in his academic
focus. Furthermore, the statement incorporates the idea of acculturation. In 1936 Robert
Redfield, Ralph Linton, and Melville Herskovits published a “Memorandum for the Study of
Acculturation” where they offered the following definition: “Acculturation comprehends those
phenomena which result when groups of individuals have different cultures come into
continuous first-hand contact, with subsequent changes in the original cultural patterns of either
or both groups” (Redfield, Linton, and Herskovits 1936, 149). Their article sparked decades of
intense discussions on acculturation until the term was eventually phased out in much
anthropological discourse. This shift occurred when the field of anthropology transitioned into
the post-modern era and proceeded to critically investigate the assumptions and constructs of
“culture concepts” (Guarnaccia and Hausmann-Stabile 2016, 114). During the early 1990s, after
Klymasz’s era, anthropologists shifted their attention in the study of immigrants from the

acculturation framework to the exploration of globalization and transnationalism. Consequently,
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the concepts of hybridity, bricolage, and creolization emerged as alternative lenses for examining
the amalgamation of cultures into novel cultural formations, replacing the previous reliance on
acculturation (Guarnaccia and Hausmann-Stabile 2016, 115).

Conceptualizations of acculturation continued to be elaborated as well, however, and in
1958 Herskovits wrote that acculturation occurs “where the cultures are in the state of flux or
where it can be historically determined that contact has produced a culture of multiple origins”
(Herskovits 1958, 2). According to Merton, “acculturation has been broadly defined as any
change that results from contact between individuals, or groups of individuals, and those from
different cultural backgrounds” (Merton 2014, vii). Herskovits furthermore warned of the
potential “rounded presentation” approach, meaning the manipulated representation of a field
during the process of fieldwork (Herskovits 1958, 20). He wrote that the matter of the rounded
presentation of a culture, whether under acculturation or in a relative state of stability, is,
however, something that is more easily urged than achieved as it is to be seen from the field
reports of those whose theoretical position is most insistent on the need for complete data on a
culture before the interrelations of its various aspects can be dealt with adequately” (20).
Klymasz seems to have been well-engaged with the current themes of the field, prioritizing them
over his preconceptions and ambitions, demonstrating his willingness to adapt and integrate into
the scholarly community. Despite his original wish to collect old historical materials, he adapted
his approach to the material from the field and focused on publishing his actual findings. As he
stated later, other scholars were “anxious to collect items which are of the tradition of the “Old
Country” folksong corpus at the expense of those items which appear to show signs of
“deterioration” (Klymasz 1970a, 3), meaning that they adopted newer elements and were not

perceived as purely preserved elements of rural pre-immigrant culture. This statement suggests
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that Klymasz’s decision to gather songs more broadly from the active vernacular corpus was
primarily driven by the notions of empirical fact-finding, open to acculturation and hybridity,
rather than nationalistic ideals. He was aware of the potential differences in the content of
Ukrainian traditional songs as found in Canadian communities as compared to those in Ukraine.
Klymasz’s work demonstrates the process of acculturation by showcasing the Canadianization of
song material that had roots in the pre-immigration context of the Old Country. This is evident in
his publications, such as An Introduction to the Ukrainian-Canadian Immigrant Folksong Cycle
(1970c¢), which was organized according to the criterion of whether the song was composed in
Canada or was “a traditional item with obvious signs of Canadianization through contact with the
new Canadian environment” (Klymasz 1970a, 3—4). This concept of Canadianization
furthermore aligns with the definition of acculturation put forth by Redfield, Linton, and
Herskovits in 1936 (149). Klymasz speaks about the emergence of a new cultural complex:
“Ukrainian Country Music” (Klymasz 1972, 377).

Subsequently, Klymasz discerned the presence of three concurrent layers in the collected
material, namely the traditional, transitional, and innovational layers (Klymasz 1970c, 8). In
addition to other issues, his published works expound upon the interconnections between the
societal dynamics of the Ukrainian-Canadian community and their manifestations in the realm of
oral culture (Klymasz 1970a; 1970c; Klymasz and Peacock 1989). Cherwick’s (1999) doctoral
research also offers insights into the effects of various influences on Ukrainian-Canadian music
practices in the context of community life. This study highlights the significant role of music
practices in social processes over several decades, emphasizing the mutually supportive
connection between society and music. According to Medwidsky (Klymasz 1992, 92), this

hybrid vernacular repertoire was often sung at weddings in Western Canada. The widespread
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“Polka Happiness” commercial musical movement, with its focus on dual American-Polish
identity (Gunkel 2004, 35), has had a profound impact on the culture of Ukrainian-Canadian and
other North American ethnic communities. Through newly created pieces of community songs
and dances, people manifested multiple identities and communicated the productivity of their
heritage culture (Ostashewski 2009, 339). Because of the hybrid character of the lyrics and, in
many cases, humorous content, many community members saw the songs as purely
entertainment rather than serious art. Most songs with plainly hybrid texts in multiple languages
were humorous. This leads to the observation that excessive linguistic hybridity was used
intentionally to make fun. The performers highlighted the cultural mixes and contrasts by using
multiple languages, which symbolized the various cultural elements.

In 1967-1976, Klymasz served as head, and later as a senior coordinator, of the Slavic
and Eastern European Program of the Canadian Centre for Folk Culture Studies at the Canadian
Museum of History in Ottawa and received funding from it to support his research travels
(Klymasz 2018). As part of this commitment, he deposited all the materials he collected during
his fieldwork at the museum. Smaller parts of the collection were also deposited at the Archive
of Traditional Music (ATM) at the University of Indiana in the US (where Klymasz was
obtaining his Ph.D.), and part of the collection was donated to the Bohdan Medwidsky Ukrainian
Folklore Archive (BMUFA) at the University of Alberta, where Klymasz taught for a term as a
sabbatical replacement.

3.1.1 The Specifics of the Sound Recordings

During his fieldwork, Klymasz chose most interviewees by using the “snowball” method
in which informants suggested and offered contact information for additional participants during

their interviews. Some potential singers identified themselves after his radio call for such
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respondents. Occasionally, multiple singers were present in the recording room at the same time.
His wife Shirley Zaporzan was also present at all or nearly all sessions (Klymasz 1992, ix).
Typically, these recordings were conducted at the homes of the participants, in informal
environments that reduced constraints on their daily routines. Consequently, a multitude of
diverse activities could sometimes be heard in the background. In the context of sound
recordings, it is important to note that background noise might inadvertently become part of the
recorded audio. The recordings include instances in which the voices of other family members—
or the noises of pets, refrigerators, water boilers, or doorbells—are perceptible. In some case,
neighbors or other household members entered the room and started a new conversation while
the recording was ongoing. Background noise caused difficulties in carrying out sound analysis
on some of the recordings. At the same time, the authenticity of the fieldwork environment,
coupled with the informality of the interviewees’ domestic surroundings, surely helped
participants during the unconventional context of the interview and recording. This allowed
numerous singers to present their songs in a manner close to their usual style. In addition, the
background auditory elements of the environment offer the contemporary listener a more
comprehensive impression of the fieldwork conditions during the recording process. This, in
turn, contributes to the comprehension of the physical setting and the ambiance within the
residences of Ukrainian-Canadian community members. Some of the recordings feature the
presence of a radio playing in the background, offering insight into the listening habits of
Ukrainian-Canadian families during that period, and the specific radio programs they favored.
Based on the recorded observations, it appears that the radio occasionally served as a backdrop,
persisting even while household members engaged in conversation or sang songs. Despite the

possible interference of this additional auditory input, in many cases there was no indication of
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intention to turn off the radio. Many of these sound recordings help to evoke the auditory
environment and ambiance of a Ukrainian-Canadian household on the Canadian Prairies during
the 1960s. The background sounds hold some significance in this study, despite its primary
emphasis on the sonic characteristics of the songs. This exceptional possibility allows
contemporary listeners to encounter the auditory environment of their living room or kitchen at
that time.

The aforementioned recordings also serve as evidence that Ukrainian-Canadian homes in
the 1960s typically employed both Ukrainian and English concurrently for communication.
Occasionally, singers opted to interject spontaneous remarks in English during a performance,
then seamlessly transitioning back to singing in the Ukrainian language. Occasionally, the
fieldworker and the interviewee engaged in conversations in Ukrainian, then abruptly, the
interviewee switched to English when communicating with a family member who happened to
be present, and vice versa. A combination of languages was often heard in the very same
sentence or even within a single word, such as when a Ukrainian suffix was appended to an
English word. The utilization of a hybrid language, including elements of both Ukrainian and
English, was common in numerous song lyrics as well.

3.2 The Way of Singing

The vocalists recorded by Klymasz frequently performed songs in ensembles as duos,
trios, or quartets. They sang most often in unison, occasionally incorporating polyphonic
elements. Some of the recorded groups initially performed their songs at varying pitches and
modes, sometimes uniting in a tonal center in the middle section of the recording, ultimately

achieving a state of unison. Certain presentations showcase the singer’s profound familiarity
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with traditional Ukrainian singing practices, while others demonstrate comparatively little
expertise in this domain.

Of those interviews for whom we have questionnaires, (a total of 166 individuals), fifty-
three respondents were found to be Canadian-born, while 113 were born in the Old Country.
Biographical information on the interviewees for both subsets is attached in an appendix. The
vast majority of the vocalists recorded in this collection resided in Canada during most of their
lifetime. A number of the participants relocated during their formative years. Most of the
interviewees (or their parents) arrived prior to World War I and thus were members of the first
wave of immigration to Canada. Others immigrated in succeeding periods, with a few arriving in
the interwar period or in the aftermath of World War II. Interviewees born in Canada lived here
their entire lives. Some of the people born in the Old Country also experienced their formative
years in Canada after immigrating as children with their families. Others also resided in Canada
for a significant period of time, as none of Klymasz’s interviewees was a very recent immigrant.

Though the vocalists encountered a rather casual atmosphere during the fieldwork, it is
clear that the contextual aspects of the recording still had some influence on them. The
informants provided renditions of songs based on their recollections, although the circumstances
of the fieldwork may have influenced some of the elements observed in these versions. This was
not an entirely natural context for them, resulting in recordings that may not have reflected the
usual performance of these songs in all their facets. First of all, if they did try to respond to
Klymasz’s request for old songs, they may well have attempted to perform songs that they had
not sung for years or decades. It would be no surprise if this took some effort and was not easy to
achieve on their first try in front of a microphone. Some of the performers may well have been

somewhat intimidated by the microphone, even if they knew the songs well. This was not yet a
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common technology in the 1960s, and for some of the individuals, this might have been their
first time having their voices recorded. Many of the interviewees seem to have sung very
willingly, though less extraverted people, or those who were not confident in their vocal
leadership, may have been less comfortable than when singing just for themselves. Further,
certain respondents were recorded by Klymasz while surrounded by their acquaintances, and in
the presence of other individuals including Klymasz and his wife Shirley. Perhaps they typically
sang the old songs while they were alone. Other informants likely experienced a sense of novelty
with this situation, particularly those for whom performing as soloists was unusual. Historically,
these pieces were commonly rehearsed and performed in a choir or with a group of vocalists that
gather frequently.

It is noteworthy that a considerable number of interviewees had experience in choral
singing. Consequently, many were accustomed to participating in polyphonic musical settings,
assuming roles in either the middle or lower vocal parts, rather than taking on the role of the
main melody. In Klymasz’s recordings, some performers sang songs without being
accompanied by any group, despite their prior experience in performing them in a polyphonic
ensemble. Consequently, it can be assumed that they sometimes just rendered the primary
melodic line of the song. Some of the singers experienced challenges in their performance due to
this atypical circumstance and may have sung higher than usual. Discomfort with the context is
possibly shown in certain recordings by the occurrence of singers occasionally experiencing
lapses in memory or inadvertently repeating a line throughout their performance. From a vocal
standpoint, the fact of slight nervousness manifested in the singers’ voices, exhibiting occasional
tremors, resulting in slight interruptions in breath control, and tending to select a higher starting

pitch than was customary. The way of learning vernacular repertoires has changed since the
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initial migration of the Ukrainian community to Canada. In Ukraine, the acquisition of
vernacular songs has historically been associated with their live performance. Consequently,
through practice and repetition, the community members acquired proficiency in the repertoire
and actively engaged in its performance. Individuals who were unfamiliar with the lyrics would
participate by joining in by humming, for a single word, or jumping in at some point in the
middle of the phrase. As the songs were iterated, an increasing number of individuals acquired
familiarity with them, thereby enabling some of them to eventually assume leadership roles.

As the music industry was developing, younger cohorts of Ukrainian-Canadians began
engaging in music-related activities influenced by North American culture, consuming local
radio and television content, as well as listening to the Ukrainian country and Zabava bands that
distributed their music through CDs and cassettes. This transition brought about a significant
alteration in vernacular singing traditions, including modifications in singing practices and vocal
use among individuals.

The majority of Klymasz’s interview participants reported acquiring songs through
family transmission, and primarily aurally. As previously stated, new, more formally organized
means of learning songs and singing were put in place, in addition to vernacular singing
traditions, in the initial decades following immigration. These new layers sometimes resulted in
modifications to the vernacular practices.

The recordings of this fieldwork collection demonstrate a wide variety of elements
adopted from various singing styles and offer an excellent resource that enables a deeper study of
vocal techniques and practices in the Ukrainian-Canadian community. These songs show links to

the new surroundings in the many elements adopted in the lyrics and melodies.
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In the fall of 2018, I conducted a research trip to the Archives of Traditional Music in
Indiana, gained access to parts of the collection (which was partially digitized upon my request),
and created textual transcripts of the content for the song recordings. The portion of Klymasz’s
collection housed at BMUFA was initially converted from reels into eleven CDs by the staff of
BMUFA and the Kule Folklore Centre. Further sound recordings attached to Klymasz’s
publications were digitized at the Rutherford Library of the University of Alberta upon my
request. Thanks to generous funding support from the Canadian Institute of Ukrainian Studies in
Edmonton for this purpose, the entire collection of recordings stored at the Canadian Museum of
History in Ottawa was digitized in 2021. I have been working on making these materials
accessible in an online format by establishing an agreement between the Canadian Museum of
History and the BMUFA; as a result, copies are now available in a digital format through
BMUFA at the University of Alberta. The collection received from the Canadian Museum of
History consists of 368 sound files in which one sound file usually corresponds to one side of the
original reel-to-reel tape and contains multiple items. Altogether there are about 190 hours of
songs, stories, interviews, and instrumental music. In addition to the sound recordings, the
fieldwork questionnaires were also scanned, and the metadata was attached to the descriptions of

the sound files.
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Chapter 4: Analysis. Features of Hybridity in the Klymasz’s Collection

4.1 Song Comparison

A comparative analysis of three versions of the same song, originating initially in
Western Ukraine during the time of the Austrian Empire, reveals discernible variety in their
performances. One version of the song is documented in the recordings of Rozdol’s’kyi and
published in 1902. In 1964, Robert Klymasz recorded two further versions of the same song on
the Canadian Prairies. These versions were performed by Anastasia Masiowsky, an immigrant
from Ukraine residing in Manitoba, and Pauline Twerdokhlib, who was born in Saskatchewan,
Canada. The sound recordings made by Klymasz in the 1964 have better sound quality compared
to those made on the relatively fragile wax cylinder. For my study, I employ the beginning words
of the songs as song titles in the same way Klymasz did. But because all three versions of the
above-mentioned song start with somewhat varied lyrics, they have different names: “Vzialy
Tsisar,” “A Nash Tsisar” And “Nasha Slavna Tsisarivna.”

The melodic and rhythmic form of the version recorded by Rozdol’s’kyi differs from
those recorded by Klymasz five decades later in Canada. The Rozdol’s’kyi version is based on a
traditional Ukrainian kolomyika form and consists of two lines of fourteen syllables each. The
vocal sound employed by the vocalist is highly indicative of the traditional vocal sound
production prevalent in Galicia. The singer uses his vocal resonators in a way that the sound is
positioned mainly distantly from the front teeth, and in closer proximity to the larynx. When the
vocal sound is concentrated in these resonance cavities close to the larynx, it generates an intense
sound characterized by prominent low and middle frequencies that corresponds with

Ivanyts'kyi’s definition of the Ukrainian singing style that he labels as the second.
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The melodic structure of this particular rendition of the song is also highly representative
of the so-called Hutsul melismatic style (Smoluch 2014, 44), known for its distinctive inclusion
of numerous rapid chromatic melismas and ornamentations. The Hutsul style has certain specific
performing aspects, such as slight nasality combined with chest resonance and a distinct type of
vibrato, as discussed by renowned Ukrainian singer and educator Susana Karpenko during her
workshop in 2011. Unlike inadvertent vibrato, this type of sound is achieved through irregular
pressure applied to the vocal cords.

The next version of the song, which was recorded in 1964, is quite different than the first
version, though it also shares certain characteristics. The singer, Anastasia Masiowsky, was born
in Ukraine in 1889 and relocated to Canada at the age of eleven. She lived in Canada for sixty-
four years prior to this field recording. The sound of her voice resembles the first recording in
many ways, including the use of vocal resonators; however, she also sings with some nasality,
which is characteristic of North American Country music twang. Although Mrs. Masiowsky also
focused her voice sound in the resonance cavities further from her front teeth while singing, she
did not perform the same melismas and ornaments as it did the singer in the first recording from
the Old Country. Neither is her vibrato similar. It is quite unintentional and unforced, as with the
Galician style in the first recording. Masiowsky’s vibrato is also less intense and appears mainly
at the end of the longer notes that develop longer sounding phases. In terms of rhythmic
characteristics, when compared to the previous version, this adaptation demonstrates
substantially less flexibility and openness, and the melody appears shorter.

The third version was presented by Mrs. Twerdokhlib, who was born and raised in
Canada. In this recording, one can hear a distinct dominance of the resonance in the cavities of

the frontal oral section and the nasal resonance cavities. These characteristics are indicative of
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singing styles that became more common in the Ukrainian-Canadian communities on the Prairies
of Canada during that era, particularly in the context of Country music and the new commercial
Polka. Another essential element of this version is the presence of moderate vocal
ornamentation. In contrast to the extensive melismas of the first version, these consist only of
several triplet passages carried out in short bursts. In addition, this version’s melody tends to use
subdominant and relative subdominant steps of the diatonic scale, like Country music, whereas
the first and second versions tend to conclude phrases built mainly on and around the tonic triad.
Multiple elements of the singing presentation, including small glissandi, downward and upward
mini-ornaments, and small glides to and from the adjacent notes, show striking similarities to
Country music songs.

Though all three versions include variations of the same lyrics, they are performed to two
different melodies (versions two and three constitute variations of the same melody, and version
one applies another melody in kolomyika form). The lyrics provide an account of the
assassination of the Austrian Empress Elisabeth, also known as Sissi, that took place in
Switzerland in 1898. She belonged to the Habsburg dynasty and was Kaiser Franz’s wife during
the period when the western region of present-day Ukraine was included in the Austrian Empire.
The Ukrainian ballad recounting Sissi’s tragic demise swiftly became part of the vernacular
repertoires in some Western Ukrainian villages.

The recording produced by Rozdol’s’kyi in 1901 represents the earliest documented
instance of this Sissi-song. This recording provides evidence that the song had already been
included in the Ukrainian musical repertory in the Galicia region a scant three years following
the demise of the empress. It is apparent that multiple iterations of this same song have been

sung in diverse communities over time. Bohdan Medwidsky (1978) recognized this song in a
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minimum of seventeen further interpretations in diverse Ukrainian singing repertoires; Hnatiuk
captured at least ten of them (Hnatiuk 1902, 3) and noted that each of the very similar versions
was attributed to different authors. As we see, certain renditions of this song migrated to Canada
and circulated among Ukrainian communities in North America for several decades. The
recordings from Klymasz’s collection provide proof that they were sung by Ukrainian-Canadians
born in Canada.

Reviewing the three presentations of the same song, I conclude that each of these
versions, in fact, demonstrates multiple performing parameters, which show links to the spaces
and spheres of their cultural influences. The second and the third versions show the increasing
intensity of hybrid singing styles in the vocal practices in comparison with the singer, who was
born in the Old Country. Through these three versions, we see how traditional singing practices
can transform and adapt to their new cultural surroundings. They demonstrate links to multiple
geographical and cultural spaces. Some of these transformations may have been intentional,
while others were not.

Further in this chapter, I display the results of the analysis of the songs’ central
parameters from both subsets essential to the study.

Figure 4.1 demonstrates the musical transcription of the verst version (“Vzialy Tsisar”) of
this Sissi-song, as recorded by Rozdol’s’kyi. It exemplifies a vibrant rhythmic portrait,
punctuated with an array of vocal embellishments and metric fluctuations. This particular
iteration distinguishes itself from the other two versions by incorporating the most extensive use

of melodic melisma and variation.
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Figure 4.1. An unknown singer, recorded by J. Rozdol’s’kyi in the village Pechorna [Pecharna],
Zalishchyts kyi raion, Podillia region, Galicia, Austrian Empire in 1901. Song “Vzialy Tsisar,”
Version 1. Musical transcription.

Lyrics:

B3sumu micap 3 micapiBHOB,

B3SUIH Cl paJluTH

Ski x OU TO TUM >KOBHSIpAM TPE3CHTa 3pOOUTH.

Translation:

And our emperor and empress began discussing

Which gift they could present to the workers.
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Figure 4.2. Song “Vzialy Tsisar.” Version 1. Note Sequence Diagram

Figure 4.2 above shows a note sequence diagram with pitch information on the vertical

Y-axis PC (Pitch Class) and the sequential order of notes on the horizontal X-axis NP (number of
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the note in the pitch set). The X-axis shows that the total number of notes in the song, including
ornaments before the repetitions,'® is fifty-seven. The Y-axis shows the amplitude of the voice
motion in the vocal range. The diagram format allows the melodic contour to be seen as a linear
pitch, which reflects the high intensity of intervallic leaps in this version. The 25th and 47th

notes in the piece have the highest pitch, resulting in the total ambitus being one octave.
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Figure 4.3. “Vzialy Tsisar,” Version 1. Bar Chart Diagram

The graphical representation in Figure 4.3 above provides a visual depiction that
demonstrates the distribution of musical notes within a song and the frequency of repeated notes
for every step of the scale. The frequency of note repetitions throughout the composition is
indicated on the vertical Y-axis (Count), while the horizontal X-axis NP (PC) indicates the scale
step used in the song. Given that this song is performed in the key of E Minor, it follows that the
note E serves as the tonic and initial degree of the scale. The song contains a total of thirteen
notes identified as E. Both metrics (pitch and repetitions) are measured by manual means. Every

step up the scale is denoted by a numerical value under PC (Pitch Class), enclosed in

18 Rozdol’s’kyi didn’t record the repetitions in the form, which was common for that time period. This analysis only
considers the first verses of the songs in cases where there are no refrains or the entire song form before the reprise.
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parentheses, exemplified by the notation 1 (4). The number of the notes in the pitch set is marked
as NP. Here, we can see that this version demonstrated the dominance of the first and fourth
steps of the scale, where the first (E) step of the scale appeared thirteen times and the fourth (A)
fifteen times. The melodic diagram displayed in Figure 4.2 demonstrates, at the same time, that
the first step of the scale (the tonic) indeed served as what could be described as the central
melodic base, as this is where the vocal melody tended to start from (notes 2-3, 16-17, 31-32,
44) and return to (notes 13, 29, 44, 52) after melodic ornamentations that are demonstrated in
wave-form lines.
Version 2: Sung by Anastasia Masiowsky in 1964 in Manitoba

The melodic transcription of the second version of this song, performed by Ms.
Masiowsky, is displayed in Figure 4.4 (below). The meter is mainly 6/8 but demonstrates a brief
change from 6/8 to 4/8 for one tact only. This version offers a much more vivid character of
presentation, whereas the first version showed a higher level of intensity expressed in the vocal
ornaments, and an almost kind of turbulent and worried presentation. The second version was
sung slower and in a more calm manner, in a comfortable lower region of the chest register
compared to the higher position of the voice in the first version, which involved a certain level of

tension in the larynx as a result of its lifted position.
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Figure 4.4. Sung by Anastasia Masiowsky, born in 1889 in village Tsyhany, Podillia region,
Galicia, Austrian Empire. Recorded by R. Klymasz in Fork River, Manitoba in 1964. Song “A
Nash Tsisar,” Version 2. Musical transcription.

Lyrics:

A Ham micap 3 1icapiBHOB, B3sUTA CH PaIUTH
Sxi )k OM-TO TUM KOBHSpaM IPe3eHTa 3pOOUTH.

Translation:

And our emperor and empress began discussing
Which gift they could present to the workers.
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Figure 4.5. Song “A Nash Tsisar” Version 2. Note Sequence Diagram

As is seen in Figure 4.5, the song in the second version employed twenty-nine notes,
which is much less compared to the first version that employed fifty-seven. This difference
reflects a tremendous contrast in the use of ornaments, which were absent in the second version.
The calmer melodic character is also reflected in the note sequence diagram that shows relative
melodic centricity for a longer period of time. We can see that starting from the 9th and up to the
22nd note of the melody, the vocal line remains in the amplitude of the fourth and seventh steps

of the vocal ambitus of this piece.
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Figure 4.6. Song “A Nash Tsisar,” Version 2. Bar Chart Diagram

Both singers in the first and second versions are from the same Podillia region in Galicia.
In this regard, indeed, the vocalist of the first song displayed a wide range of characteristics
associated with Western Ukrainian region singing. Anastasia Masiowsky, the vocalist of the
second version, resided in a village in that region until she was eleven. Subsequently, she
relocated to Canada and lived her next sixty-three years in her newly adopted Canadian
environment. We may surmise that certain attributes of her singing performance style are
connected to the pre-immigration environment, while others are influenced by the new cultural
context. In Figure 4.6, we can see that only five steps of the scale were involved, and the first
step of the scale was the most employed note in the melody, which made its sound tonic-
centered.
Version 3: Recorded by Klymasz in July 1964 in Donwell, Saskatchewan
Sung by Pauline Twerdokhlib, who was born in Canada (1919) as a member of the Ukrainian-

Canadian community.
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Figure 4.7. Sung by Pauline Twerdokhlib, born in Canada. Recorded by R. Klymasz in 1964 in
Donwell, Saskatchewan, Canada. Song “Nasha Slavna Tsisarivna,” Version 3. Musical
transcription.

Lyrics:
Harmma cnaBHa 1icapiBHa, HUISIXETCHKOTO POy
[Toixana KynaTucs Ha IBalIApCHKY BOAY.

Translation:
Our glorious empress, of a noble family
Went bathing in Swiss water.



As reflected in the transcription in Figure 4.7, this version also employs the change of
meter. This third version was performed in a calmer character compared to the first one. The
expressiveness of this version reminds one of entertaining Polka or Country songs of a humorous
character, further illustrated by the singer’s articulation, small ornaments, and short glissandi.
Their presence results in the higher number of notes (Figure 4.8) as compared to the second

version.
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Figure 4.8. Song “Nasha Slavna Tsisarivna,” Version 3. Note Sequence Diagram
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As Figure 4.8 demonstrates, the vocal melody of the third version is also centered around
the first step of the scale, akin to the first version. The development of the vocal line remains
stable during the entire form of the melody, only sometimes employing leaps of a fourth, but it
returns back to the tonic, building a stable and predictable melodic construct. As is seen in the
bar chart diagram in Figure 4.9, from five different steps of the scale employed in this melody,
the first step (the tonic) was repeated eighteen times, which is a bit over one-third of the total
number of notes in the piece, which is fifty-three. At the same time, the second step of the scale

was repeated seventeen times, which makes up another third of the total number of notes.
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Figure 4.9. “Nasha Slavna Tsisarivna,” Version 3. Bar Chart Diagram
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The presence of the second step of the scale can be a marker linking to the stylistic
features of melodies in Polka and pop songs. Especially when it appears before the tonic and has
the function of a suspension, a hold-on before the melody resolves to the tonic or another note, as
happens in measures 2, 9, and 14. An approach of “stepping down” in the vocal melody is often
applied in singing techniques of Country styles (Garner 2017, 99) and can occur when this step
down takes place from the second step of the scale to the first. This type of melodic suspension is
commonly heard in Country and pop songs. It is often used in combination with any other step of
the scale, and functions by creating an audible sound effect of “otherness,” offering a contrast to
the notes of the (often) diatonic triad.'"” An example of such a suspension can be seen in the ninth
bar of Figure 4.10, the transcription of the Country song “This Land Is Your Land.” In order to
provide an illustrative example of a musical performance that gained popularity on the Canadian
Prairies during the 1960s and exhibited stylistic influences on the local community’s repertoires,
I look at a Country song performed by the Ukrainian-Canadian duo Mickey and Bunny. This
particular tune, featuring a Ukrainian-language cover version of the original composition “This
Land is Your Land” by Woody Guthrie, was extremely popular among their audiences on the

Prairies in the 1960s.

' In such cases, the majority of notes often belong to one harmony, while the suspended note of the
melody belongs to another, until resolving to the same harmony where the majority of other notes already
were.
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Figure 4.10. “This Land Is Your Land” [Tse Nasha Zemlia] is a cover by the Ukrainian-
Canadian commercial duo Mickey and Bunny, from 1964, based on an original melody by
Woody Guthrie. Musical transcription.
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Figure 4.11. Song “This Land is Your Land,” Note Sequence Diagram

An analysis of the melody reveals that it has a relatively narrow ambitus, which is limited
to a range of a sixth. The waveform of the melody shows a consistent amplitude, which is
characterized by waves of similar shape and size. The graphical representation of the melodic
line, shown in Figure 4.11, demonstrates that the melody is relatively uncomplicated and
straightforward without any significant variations in pitch or rhythm. Furthermore, the analysis
of the scale reveals that the melody employs only five different notes, with the majority of the
melody being performed by just four of these notes. The bar chart of note distribution (Figure
4.12), illustrates that the second and third notes of the scale are the most frequently used, each
being sung eleven times. This indicates that the melody applies repetitiveness in the application
of steps of the scale within the limited number of notes being used throughout the composition.
This relative simplicity is also a helpful feature for remembering a song and makes it easy to

repeat.
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Figure 4.12. Song “This Land is Your Land,” Bar Chart Diagram

Ukrainian-Canadian communities living on the prairies encountered Country music as a
prominent and influential artistic genre. Ukrainian-Canadian Country musicians, such as Mickey
and Bunny, D-Drifters, and Interlake Polka Kings, contributed to the style’s widespread appeal.
The music by these artists effectively captured and celebrated the dynamic diversity present
within the community. Their performances were highly compatible with traditional Ukrainian
vernacular songs. These artists simultaneously included distinctive elements derived from North
American musical characteristics, including nasal twang, an extended vocal range in the chest
voice, and an array of singing expressions. They tend to sing using the chest register most
distinctly. These characteristics of style demonstrate a noteworthy resonance with the Country
singing style popular in North America (Garner 2017, 100).

The considerable popularity of Polka and Country music in North America exerted an
impact on Ukrainian communities on the Canadian prairies and played a pivotal role in shaping

the musical soundscape in these communities. Polka and Country music utilize vocal techniques
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that are strikingly similar to one another. The manner in which the voice was used in Polka was

usually close to that of speaking, which resulted in a minimal degree of vibrato and virtually no

ornamentation.

According to the data presented in Table 4.1, there are significant differences in the

results of the analysis for the four song examples. The standard deviation was highest for the first

version of the three songs (“Vzialy Tsisar”) and decreased for the subsequent versions.

Table 4.1. Analytical Data for Four Song Examples

Song Singer Ambitus Notes  Total Empirical ~ Standard
used number mean deviation
of notes
(Version 1) N.n., 1901 in 8 7 57 5.228 1.743
Vzialy Tsisar Galicia, Austrian
Empire
(Version 2) A. Masiowsky, 7 5 29 4.482 1.703
A Nash Tsisar 1964.’ Fork River
Manitoba,
Canada
(Version 3) P. Twerdokhlib, 7 5 53 4.774 1.295
Nasha Slavna 1964, Donwell,
Tsisarivna Saskatchewan,
Canada
Tse Nasha Mickey and 5 5 37 3.432 1.093
Zemlia [This Bunny, 1964,
Land is Our Manitoba,
Land] Canada

The country song “This Land is Your Land” had the lowest score in terms of its melodic

analysis. The first version of the song had the widest range and highest number of notes, which

was due to the frequent use of melismas. The results of the empirical mean of melodic analysis

also showed that the first version had the highest score, while the Country song had the lowest.
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These numbers reflect the level of melodic simplicity and complexity in correspondence with
intervallic architecture and the number of notes employed.

These results indicate a trend of stylistic fusion, where newer versions of the song
increasingly incorporated elements of different styles from post-immigration cultural
surroundings. Table 4.2 demonstrates the results of melodic analysis for all songs of both subsets

(A and B).

4.2. Mathematical Analysis of the Melodies

Table 4.2. Results of Mathematical Analysis for Subsets A (Ukrainian immigrants to Canada)
and B (those who were born in Canada)

Subset Song?® Singer?! Ambitus Notes Total Empirical ~ Standard
used number of mean deviation
notes
A.l A Mii Tato Andrejciv. = 8 8 49 4.06 2.26
Andrijana
A2 A Nash Tsisar Masiowsky 7 5 29 4.482 1.703
Nastja
A3 Bolyt'Meni Myk Annie 8 6 33 5.454 1.985
A4 Byly Khrysta ~ Kopchuk 7 7 42 3.616 1.97
Vasylyna
A5 Chotyrnadtsiat” Yakimchuk 8 7 33 4.273 2.081
Lit No Mav la William
A.6 Garu, Garu Storozuk 8 7 29 4.62 1.916
Prodawaty William
A7 Khai Tsiu Liuliu Moysiuk 12 10 45 6.244 2.013
Marija

20 The transliteration used in this dissertation incorporates different versions from Klymasz's publications
and notes, mostly maintaining consistency with his previously published materials. For sections translated
specifically for this study, the Library of Congress transliteration system was applied.

2! The biographical information on singers is located in Appendix C.
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Subset Song?® Singer’’  Ambitus Notes  Total Empirical ~ Standard
used number of mean deviation
notes
A.8 Kolysala Maty Washezko 9 7 59 5.919 1.977
Dity Anastasia
A9 Oi Duma Zh Sokolski 9 9 26 5.654 2.449
Moia John
A.10  Oi, Letila Smychniuk 11 9 35 6.543 2.429
Zozulen'Ka Marija
A.11 Oi U Lisi Uhryniuk 11 10 27 6.185 2.632
Zelenyi Doris
Dubochok
A.12  Oi, Rodychi Melnyk Dora 8 7 40 4.475 1.935
Moi Myli
A.13  Oi1, U Lusi Rewakowsky 10 9 51 5.588 2.539
Kalynochka Antonia
A.14 O1, Zhal’ Meni Kowalchuk 8 8 34 4.5 1911
Ivan
A.15  Pyshu Lysta Mararash 7 6 30 3.3 1.705
Annie
A.16  Spivaimo, Michaluk 10 9 42 6.404 2.142
Brattia Oleksa
A.17 TalBula Kindzerski 12 11 84 8.214 3.018
Nellie
A.18  Zaviazala Sobi Obuck Tony 10 8 50 4,56 1,809
Ochi
A.19  Zhinko Moia  Lozinsky 10 10 46 5.782 2.476
Moloden'Ka Pavlo
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B.1

B.2

B.3

B.4

B.S5

B.6

B.7

B.8

B.9

B.10

B.11

B.12

B.13

B.14

B.15

B.16

B.17

B.18

Subset B

A Wam Tatu Pasternak Walter 9

A W Kanadi Stadnyk Dokija 9

Parubochky

Iak Ia Bula Zaporozan 9
Antony

Ia Nyn'Ka Danylyshen 9

Popavsia Walter

[a V Nediliu Zelena Helen 9

Rano

Ia Z Rutochky  Andrechuk Ellen 7

Khmil Luhamy Zaporozan 8

Khodyt lTakiv

Nasha Slavna
Tsisarivna

Justyna
Moroz Fred 8

Twerdokhlib 9
Pauline

Oi1 Na Hori Snih Eftoda Elsie 9

Oi, Pliashu,
Pliashu

Pane Doktor

Hnatiuk Annie 5

Mistal John 7

Sumno Zh Meni, Zaporozan Maria 9

Sumno

Tuman Maranchuk Kate 9
U Mistechku Kohut Ellen 7
Vyidy Nene Stjahar Marija 7
Proty

Zahadav Ia Za  Chicilo Anna 8
Kanadu

Zaspivaimo My Shordee 9
V Kanadi Anastastia
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B.19 Zaviazala Sobi Yuriy Annie 6 5 32 3.312 1.595
Ochi

Table 4.2 above presents an overview of the data obtained by the application of tools of
statistical analysis and manual counting. A closer look at the numbers reveals several distinct
trends. For example, the two renditions of the same song, “Zaviazala Sobi Ochi” [“] Must Have
Been Blindfolded™], that are presented under the numbers A.18 and B.19 exhibit contrasting
features: the melody of the B.19 consisted of five different notes, whereas the A.18 version
included eight notes. The ambitus of version B.19 was narrower, a sixth instead of the tenth in
version A.18. Born and raised in Canada, Anna Yuriy’s version B.19 had thirty-two notes
overall, eighteen less than the version by Tony Obuck, who immigrated to Canada from the Old
Country. Both versions are based on the same basic lyrics and melody. The changes in the
melody, which led to a significant reduction in notes, are consistent with modifications to fit the
style of Country or Polka tunes. Additionally, the elimination of ornamentations—which were
extensive in the first version and created more scale steps—Ied to the smaller number of notes.
The low number of fourth intervallic steps, which are highly indicative of traditional Ukrainian
singing styles and are abundant in many of the songs of subset A, accounts for the second

version’s smaller ambitus.
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Figure 4.13. The correlation between vocal ambitus and the quantity of various notes employed
in the songs in subset A.

The diagrams displayed in Figures 4.13 and 4.14 demonstrate the relationship between
ambitus and the number of notes used in the songs. The numbers are organized in ascending
order to the number of notes in the song for reasons of visualization and analysis: Subset A
(ambitus: 7-12; notes used: 5—11) and Subset B (ambitus: 5-9; notes used: 5-9). Subset A
clearly tends to have a wider ambitus and more unique notes than Subset B. The numerical
sequence ranging from 1 to 19 denotes the arrangement of songs in ascending order based on the
number of notes employed and the ambitus. The circular arrangement of the graph offers an

illustration of the comparison of the melodic constitution of notes of the subset.
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Figure 4.14. The correlation between ambitus and the quantity of various notes employed in the
songs of Subset B.

Figure 4.14 above illustrates that, in most instances, the total number of notes used in the
song's body is several notes fewer than the song's ambitus. This characteristic aligns with the
presence of the Ukrainian traditional feature of the melody, where a song typically commences
with a wide intervallic leap, such as a fourth, a fifth, or even wider (often placed on the upbeat of
the song, as seen in examples A.5, A.7, A.12). At the same time, the melody often tends to stay
in the upper range, leaving the notes of the pitch set inside of this first interval mainly unused.
The total number of notes in songs from Subset A is often larger than in songs from Subset B,
primarily because multiple songs in Subset A incorporate more ornaments, melisma, and wider
intervallic steps at their outset.

4.3 Fusion Scale

After analyzing all songs in both subsets, I have developed a Fusion Scale for Ukrainian-

Canadian songs. As mentioned earlier, [ was inspired by the suggestion expressed by Portuguese

ethnomusicologist Enrique Camara de Landa to create a “hybridity scale” (de Landa 2002, 109).
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However, rather than assessing the amount of hybridity as proposed by de Landa, my Scale
employs the term “fusion,” which I consider more appropriate for the scale in the case of my
study, that quantifies the number of elements in both categories of songs and subsequently
compares them, without accessing a certain degree of hybridity. My perception of the term
“fusion” resonates with that of a music scholar Mark Hijleh who describes it as “particularly
helpful here in a musical sense, since it captures the dynamic meshing of elements within each
music itself while at the same time acknowledging perceivable differences between musics”
(Hijleh 2012, 7).

This scale considers a range of criteria related to literary content, vocal presentation
styles, and melodies. It was designed to assess the relative level of hybridization as fusion or
mixing in the Ukrainian-Canadian songs in both subsets.

Figures 4.15 to 4.18 document the presence or absence of some of the elements that can
be attributed to the pre-immigration (Ukrainian) and post-immigration (Canadian) surroundings
of cultural spaces in the song subsets. The Fusion Scale includes nine parameters, some of which
are subdivided into several features. The scale encompasses eleven features in total. Each of
these eleven features was observed to document its presence or absence for each song. In the
case when the feature is known to occur in both surroundings, I suggest assigning the credit to
the column where it dominates with greater prevalence. Documenting the tendencies in the
behavior of the parameters and features of style can show the potential presence of cultural
patterns in the application of singing styles.

As already mentioned, this suggested Fusion Scale instrument is not an absolute tool and
cannot be used to quantify and measure absolute parameters as every cultural surrounding is a

dynamic space. Also, some parameters could be assigned to both surroundings or occur in
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various cultural spaces, as there is no such thing as purity, and the process of mixing, fusion, and
hybridization of different parameters is always taking place in multiple layers of cultural objects,
interdependently.

However, this Fusion Scale represents a model of an analytical instrument that can
demonstrate transformative patterns of singing styles. By detecting these major patterns and
tendencies involved, this model can help us to understand the underlying cultural processes more
effectively and reveal the intricate interplay of different musical genres. This classification
approach does not employ the division into pure and hybrid or fusion repertoires. Instead, its
objective is to investigate the occurrence of stylistic elements associated with distinct styles
prevalent in pre- or post-immigration contexts with the goal of comprehending the dynamics
involved in the transmission of these stylistic elements.

The following parameters and features are documented for the Fusion Scale:

1. L. Lyrics

1.1 Pre-Emigration Cultural Space: Topics of the songs deal with Old Country or Ukrainian
surroundings, in a pre-immigration context.

1.2 Post-Immigration Cultural Space: Topics that deal with a Canadian context.

2. LA. Language

2.1 Pre-Emigration Cultural Space: Presence of Ukrainian or German language.

2.2 Post-Immigration Cultural Space: Presence of English or French language.

3. F. Form

3.1 Pre-Emigration Cultural Space: Presence of elements of traditional Ukrainian song forms,

such as vivat, shedrivka, dancing songs, or improvisatory non-symmetric forms such as laments.
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3.2 Post-Immigration Cultural Space: The song features a chorus in addition to the verse, in a
style characteristic of Country or Polka songs.

4. VS. Vocal Styles

4.1 Pre-Emigration Cultural Space: Presence of elements of one of the three Ukrainian traditional
singing styles as defined by Ivanyts kyi in 2004, or sound and dynamics that can be attributed to
the singing styles of the lead vocalist or the ensemble singer, the roles prevalent in Ukrainian
vernacular culture (e.g., vyvodchytsia or vtora).

4.2 Post-Immigration Cultural Space: Presence of elements of singing styles characteristic of
Country or Polka: short glissandi leading to the main notes of the melody; the “fall off,”** “step
down,” or “step off” (Garner 2017, 99).

SR. Singing resonators

4.4 Pre-Emigration Cultural Space: The resonators and voice positioning demonstrate features of
one of three styles according to Ivanyts’kyi (2004).

4.5 Post-Immigration Cultural Space: Mainly chest resonators are utilized, using narrow resonant
cavities, a higher larynx position, and nasal twang, making the sound mainly focused in the
nasopharynx cavity.

V. Vibrato

4.7 Pre-Emigration Cultural Space: Vibrato style that is characteristic of Ukrainian singing
genres, academic style-inspired Ukrainian church choir vibrato.

4.8 Post-Immigration Cultural Space: Vibrato style that is characteristic of Country style and

Polka songs, like slight to none?* or belt-vibrato (Garner 2017, 100; Phillips 2003b).

22 A technique where the last note of the phrase glides down, letting the pitch fall, step down, or step off (Garner
2017, 99).
23 Sound examples encompass bands Mickey and Bunny and Interlake Polka Kings.
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5. P. Phrasing in Singing

5.1 Pre-Emigration Cultural Space: Phrasing contains audible elements that are characteristic of
Ukrainian ballads or traditional song-style performing (such as long and extended glissandi;
expressive dynamics; long and, at times, non-symmetric division of syllables in lyrics).

5.2 Post-Immigration Cultural Space: Phrasing contains elements characteristic of Country and
Polka songs (such as short glissandi; at times, briefly articulated notes; shorter symmetric
division of syllables in lyrics*).

6. M. Melody and Ornament

6.1 Pre-Emigration Cultural Space: Extensive ornaments and melismas.

6.2 Post-Immigration Cultural Space: Short ornaments and brief melismas, or their absence.

7. SM. Scales and Modes

7.1 Pre-Emigration Cultural Space: Employment of the “Hutsul”-mode, Dorian sharp 4, or
natural minor and pentatonic scales characteristic of older Ukrainian traditional repertoires.

7.2 Post-Immigration Cultural Space: Major and minor mode structures characteristic of Country
and Polka songs.

8. IS. Intervallic structure

8.1 Pre-Emigration Cultural Space: The architecture of the melody demonstrates wide intervallic
steps in its body or starts with a fourth, fifth, or wider leap.

8.2 Post-Immigration Cultural Space: The architecture of the melody demonstrates intervallic
steps that mainly consist of seconds and thirds; the melodic patterns consist of scale fragments.

9. P. Performance style Meter and Rhythm

24 For more examples and descriptions refer to Phillips 2003a.
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9.1 Pre-Emigration Cultural Space: Presence of free and open forms, mixed and improvised

meters that demonstrate links to the song types such as laments and recitations from pre-

emigration surroundings.

9.2 Post-Immigration Cultural Space: Dominance of steady meters, simple rhythmic patterns,

and symmetry; elements of verse-refrain structures that demonstrate similarities with Country

and Polka songs.
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Figure 4.15. Fusion Scale, Subset A.
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Figure 4.15 demonstrates the results of the analysis of the songs of Subset A according to

the parameters and features of the Fusion Scale (as listed above). The vertical Y-axis on the left

shows the number of the song and the X-axis on the top of the figure shows the numbers of
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parameters and features of the Fusion Scale. The columns that demonstrate the results of analysis
for the stylistic features that are assigned to the pre-emigration cultural surroundings are marked
in light blue, and those assigned to the post-immigration surroundings are marked yellow. The
presence of the stylistic features in the song or their prevailing dominance is marked as “yes.”
The line labelled “Total” on the bottom of the figure, on the X-axis and marked in a pink color,
demonstrates the results of the presence for each of the features for all songs of the subset. The
two columns on the far right demonstrate total results for the presence of features suggested to
have been adopted from the pre-emigration cultural surrounding (marked in blue) and from the
post-immigration surrounding (marked in yellow). As the results of the hybridity scale analysis
demonstrate, the songs of Subset A, performed by the singers that were Ukrainian immigrants to
Canada, demonstrated the much higher presence of elements that can be assigned to pre-
emigration surroundings (178 “yes”-results), versus elements that are suggested to enter their
singing practices in post-immigration cultural space (forty-one “yes”-results). Regarding the
most frequent elements and features of styles that can be assigned to the pre-immigration
surroundings, there were several of them that demonstrated the highest stability and showed the
highest possible result (nineteen “yes” out of a possible nineteen). Such features were the
following: elements of traditional Ukrainian song forms (3.1), elements of vocal singing styles
(4.1), the resonators and voice positioning (4.4), and the architecture of intervallic steps in the
body of the melody (8.1). The following elements of post-immigration cultural surroundings
demonstrated the highest scores in this subset: the presence of post-immigration content
(parameter 1.2) was detected in nine songs out of nineteen, the presence of new languages (2.2)

and the application of voice resonators both scored eight out of a possible nineteen (4.5).
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B.1 yes yes yes yes yes yes yes yes yes yes yes yes 5
B.2 yes yes yes yes yes yes yes yes yes 4
B.3 yes yes yes yes yes yes yes yes yes yes yes yes yes 8
B.4 yes yes yes yes yes yes yes yes yes yes 5
B.5 yes yes yes yes yes yes yes yes yes yes yes 6
B.6 yes yes yes yes yes yes yes yes yes yes yes 3
B.7 yes yes yes yes yes yes yes yes yes 2
B.8 yes yes yes yes yes yes yes yes yes 1
B.9 yes yes yes yes yes yes yes yes yes yes yes yes yes 7
B.10 yes yes yes yes yes yes yes yes yes yes yes yes 2
B.11 yes yes yes yes yes yes yes yes yes 3
B.12 yes yes yes yes yes yes yes yes yes yes yes 7
B.13 yes yes yes yes yes yes yes yes yes yes yes yes yes yes yes yes 7
B.14 yes yes yes yes yes yes yes yes yes yes yes yes yes 4
B.15 yes yes yes yes yes yes yes yes yes yes yes yes 2
B.16 yes yes yes yes yes yes yes yes yes yes yes yes 2
B.17 yes yes yes yes yes yes yes yes yes yes yes yes yes 8
B.18 yes yes yes yes yes yes yes yes yes yes yes yes 9
B.19 |yes yes yes yes yes = |yes yes yes freesren| yes yes yes yes yes yes yes yes 9
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Figure 4.16. Fusion Scale, Subset B.

Figure 4.16 demonstrates the results of the analysis of the songs of Subset B according to
the parameters and features of the hybridity scale as listed above. As the results of the Fusion
Scale analysis demonstrate, the songs of Subset B—performed by the singers that were born in
Canada—demonstrated the much higher presence of elements that can be assigned to pre-
emigration surroundings (127 “yes” results) versus elements that are suggested to enter their
singing practices in post-immigration cultural space (ninety-four “yes” results). Concerning the
most frequent elements and features of style, there were several of them that demonstrated the
highest stability. Showing the highest possible result was the presence of the language from pre-
emigration surroundings (parameter 2.1); this demonstrated nineteen “yes” results out of

nineteen. Just slightly lower (eighteen out of nineteen) was the result for pre-emigration song
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forms (parameter 3.1); and parameter 8.1, the architecture of the melody, resulted in fifteen out
of nineteen possible positive results for the presence of intervallic leaps that are often associated
with Ukrainian traditional songs. Regarding the parameters and elements of singing styles that
are linked to the post-immigration cultural surrounding, the following demonstrated the highest
results: elements of singing styles (4.2) demonstrated the highest number with fourteen out of a
possible nineteen; the application of singing resonators (4.5) and phrasing (5.2) demonstrated
similarly high results having scored thirteen out of nineteen.

The results of the Fusion Scale study reveal some recognizable patterns, which will be
discussed further in this thesis.
4.4 The Scale of Parameter Intensity Level

In order to investigate and quantify the intensity of the parameters that exhibit notable
outcomes that result in fusion, I propose a supplementary metric: the Scale of Parameter
Intensity Level. This scale is inspired by Alan Lomax’s Cantometrics (Lomax 1976; Cohen
2003), which focuses on the evaluation of characteristics of individual singing style. However,
while his study utilizes a different ideology and delineates alternative variations
within the framework, in my comparative approach, I adopt and apply the following parameters:
glissando, nasality, melisma, and pitch (register). Each parameter is evaluated and allocated a
score according to one of five levels based on the amount of its intensity present in the song:
extreme, high, moderate, low, or none, akin to Lomax’s model. The independent evaluation of
the introduced variables in the suggested model has the ability to demonstrate the relative
significance of the parameters during hybridization or fusion.

Parameter evaluations were assessed through auditory perception and scored in the

following way:
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Glissando: Extreme: seven or more glissandi are heard; High: up to five glissandi are
heard; Middle: up to three glissandi are heard; Low: one glissando is heard; N: none.

Nasality: Extreme: permanently extreme nasal sound; High: very nasal sound, but not
permanently; Middle: the sound is sometimes nasal and sometimes not; Low: only single
fragments of performance demonstrate nasality; N: none.

Melisma: The same syllable stretched over two or more notes of the melody.

Extreme: melismas on every note; High: many melismas in the melody; Middle: some melismas
in the melody; Low: few melismas in the melody; N: none.

Pitch (register): Extreme: very high pitch (in relation to the singer’s range), falsetto;
High: high pitch, chest switching into the head register or mixed; Middle: middle, moderate
pitch, chest register voice; Low: sung very low in the chest register; N: none, the singer appears
to be producing the lowest tones at the limit of their range, almost outside of the available voice
ambitus.

To make the results countable, I assign a number of points to every grade:

E-4, H-3, M-2, L-1, N-0. Figures 4.17 and 4.18 demonstrate evaluation for both subsets of songs

according to the suggested scale of parameter intensity level.

Song Glissando Nasality Melisma Pitch

Al |3 1 3 3
A2 |2 2 1 2
A3 |3 2 3 3
A4 |3 3 4 2
AS |1 1 2 2
A6 |1 2 1 2
AT |1 1 3 3
A8 |3 2 2 3
A9 |2 1 3 2
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A.10 |2 3 2 3
A.11 |3 2 3 3
A12 |3 3 2 3
A.13 |3 3 3 4
A.14 |2 1 3 3
Al5 |1 3 2 2
A.l6 |1 1 2 1
A.17 |1 1 4 2
A.18 |1 1 3 4
A.19 |1 1 3 2
Total |37 34 49 49

Figure 4.17. The Scale of Parameter Intensity Level. Subset A
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B.16 |3 2 3 2
B.17 |2 2 1 2
B.18 |1 3 0 3
B.19 |1 3 1 2
Total |38 39 32 40

Figure 4.18. The Scale of Parameter Intensity Level. Subset B

Table 4.3 presents the outcomes of the Scale of Parameter Intensity Level, indicating that

the most significant divergence between the song subsets lies in the scores of melismas and

pitch.

Table 4.3. Numeric Results for the Scale of Parameter Intensity Level

Parameter/Subset A B
Glissando 37 38
Nasality 34 39
Melisma 49 32
Pitch 49 40

Melisma was the parameter that demonstrated the strongest presence in both subsets with

the highest results in the songs performed by the Old Country (Ukrainian-born immigrants to

Canada).
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Figure 4.19. Empirical Mean Results

Figures 4.19 and 4.20 illustrate the results of melodic analyses conducted for Subset A
and Subset B. These figures display empirical mean and standard deviation for all songs
belonging to the respective subsets where Table 4.2 presents the numerical results of the
analysis. My findings reveal that the numbers for songs belonging to Subset B are notably
smaller in comparison to those of Subset A. This confirms the overall trend of using fewer notes
in melodies of Subset B, which is mainly attributed to the elimination of melisma in the vocal

delivery of Canada-born singers.
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Figure 4.20. Standard Deviation Results

Additionally, melodies in Subset B exhibit a narrower ambitus and are often focusing
around certain notes of the scale instead of including wider intervallic leaps. That links these

singing performances to the stylistic elements characteristic of Country and Polka music.
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Chapter 5: Analysis Discussion

Klymasz’s fieldwork collection documents a wide array of vocal styles and includes a
multitude of performing characteristics. The singers of both subsets demonstrated variations in
phrasing, melisma (ornamentation), and articulation, incorporating musical characteristics
influenced by the styles in both continents. The employed vocal styles incorporated a wide array
of elements linking to the singing techniques known as Ukrainian singing styles characteristic of
pre-immigration surroundings, combined with North American components that exhibit
significant influences from Country music and Polka styles. The singing performances
demonstrated a correlation between the melodic ornaments and melismas found in the traditional
music styles of Galicia. Several vocalists performed with a timbre consistent with vocally trained
church choir singers.
The analysis of melodies in conjunction with their lyrical content demonstrated that the ballads
were, in most cases, performed with longer phrases and melodies, while humorous songs
frequently had shorter stanza forms. Ballads that dealt with the issue of domestic violence
showed features of melancholy and had often many more stanzas. At the same time, certain
examples, such as “Zaviazala Sobi Ochi” performed by Tony Obuch and Pauline Twerdokhlib,
exhibited a sad theme but a humorous inclination. The longest compositions, textually, were
historical ballads and songs-chronicles, such as “A Nash Tsisar” (A.2.), “Nasha Slavna
Tsisarivna” (B.9) and “Pyshu Lysta” (A.15) as well as melancholy ballads devoted to domestic
subjects, like “Bolyt Mene Holovon'ka” (A.3) and “Oi U Lisi Zelenyi Dubochok™ (A.11). Songs
with extensive lyrical content were often characterized by concise verses, making them more

memorable and suitable for group performances.
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The trajectory of the melodies in the songs was illustrated by the note sequence diagrams.
The melodies of Subset A exhibited a broad distribution across the ambitus, encompassing a
greater number of intervallic steps and leaps, both ascending and descending. The inclusion of
ornaments enhanced the emphasis on the melodic progression centered on the diatonic intervals
of the scale. The melodic graphs also demonstrated that a substantial portion of the lengthier
melodies, often characterized by ornamental elements, exhibited a tendency to revolve around
the notes of the tonic triad. The presence of ornaments and melismas is observed in the melodic
lines characterized by wave-like patterns that develop and center around these main notes. The
intervallic steps in the melodic structure are prominent, emphasizing the distinctive qualities of
Ukrainian traditional singing styles, such as bigger steps at the beginning of the melody and
leaps of a fourth in the melodic body.

The songs in Subset B tended to have a smaller range than Subset A. As reflected in the
bar chart diagrams, in certain songs, specific scale degrees are noticeably absent within the
melodic structure. At the same time, their ambitus is often still wide. This phenomenon can be
explained by the continued incorporation of a wider intervallic step at the beginning of the
melody, followed by narrowing of the melodic range. The incorporation of these expansive
intervals, especially at the beginning of the melody, connects with the traditional Ukrainian song
repertory.

The bar charts depict the frequency of note repetitions in the songs. They make visual the
relationship between the number of steps in a diatonic scale and the dispersion of the melody
throughout that scale. The songs in Subset A often emphasized the first and fifth degrees,
whereas songs in Subset B commonly featured a higher presence of tonic steps or direct

connections to the tonic. This latter characteristic is also commonly observed in Country music.

116



The songs of Subset A generally demonstrated a greater number of notes compared to
songs of Subset B. The number of notes in Subset A songs ranged from twenty-six to eighty-
four, while in Subset B the range was from twenty-six to fifty-four. This difference can be
directly attributed to the greater use of embellishments and melismatic passages in the
performances of Ukrainian immigrants in comparison with the Canadian-born singers.

Individuals who had a longer exposure to their pre-immigration environment in the Old
Country used the Dorian mode more in their vocal performances, a mode that is sometimes used
in Ukrainian traditional songs. This implies that the cultural milieu experienced by the person
exerts a substantial influence on their singing features. The longer a person spent time in the pre-
emigration setting, the higher the number of elements from this cultural surrounding were
present in their singing. The more time the person spent in post-immigration surroundings, the
higher the number of elements of style characteristic for this surrounding would be present in
their singing. Individuals who emigrated from Ukraine during the later periods, specifically
between the First and Second World Wars (A.7, A.8, A.14, A.17, A.18) or after the Second
World War (A.1, A.10), exhibited stylistic characteristics similar to those reminiscent of the
romances that experienced widespread popularity in Ukrainian territories and the Russian
Empire (Guseynova and Rurkmenoglu 2022, 108—10). The melodic structures and vocal
techniques employed by some of these individuals diverged from the traditional Ukrainian
repertoires practiced during the initial waves of Ukrainian immigrants to Canada. Instead, they
displayed notable connections to classical music and classical vocal performances.

In regard to the textual contents, a notable proportion of songs in Subset A incorporate
motifs characteristic of the Old Country pre-immigration context. Many songs of this subset are

very similar to those of the pre-emigration repertory, although many also do not emphasize the
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geographical location in the lyrics. Subset A furthermore includes a few songs that explore the
Canadian setting, and several of these songs include elements characteristic of contexts for both
Canada and the Old Country at the same time. The characteristics of Country music, such as the
thematic elaboration of current life challenges, combined with the ability to facilitate dancing,
apparently resonated with Ukrainian communities on the Canadian Prairies and contributed to
the genre’s adoption into the community repertoire, which in turn led to the adaptation of this
genre’s characteristics into existing songs. The central position of the singer personality in the
Country music lyrics at this time is also found in Ukrainian-Canadian musical groups’
performances in the 1960s. One of the roles of Ukrainian-Canadian Country music was to
manifest the community’s experiences and influences, amalgamating aspects of Ukrainian and
Canadian culture into a common product.

In contrast to the more often printed lyrics, the melodies were typically performed from
memory. The song repertory often included ballads, sometimes presenting autobiographical
stories performed by the female vocalists. These songs usually had a sad character,
communicating the individual’s personal concerns and emotional anguish. The singers relocated
to Canada at different ages and had been exposed to diverse experiences and singing traditions in
the pre-immigration context. As already mentioned, the individuals who migrated to Canada in
the later decades seemed more influenced by classical music and romances, as seen in their use
of rubato, wider intervallic steps, and expressive vocal elements. These characteristics were
especially prominent in the urban romances that were popular mainly in the Russian Empire.

The songs composed in Canada dealt with emigration and its consequences on the
separation of family members and the difficulties faced by families, including financial hardships

and strained interpersonal relationships. Some participants claimed that they composed songs
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themselves, one example being Nellie Michajlik. According to the notes provided by Klymasz,
she sang a lament shortly after she returned from the mass in honor of her husband and presented
this “somewhat rare example of traditional Ukrainian lament style with its stichic formation and
uneven length” (Klymasz 1970a, 81). At the same time, different opinions may arise regarding
the definitions of vernacular self-composed songs. Especially since some genres in the Ukrainian
vernacular tradition, such as funeral laments and sometimes lullabies, are basically formats for
improvised songs where every performance can be viewed as an individual piece.

Cultural influences impacted the songs through the introduction of novel melodic modes,
ornamentation, phrasing types, forms, and song structures and this song collection offers
numerous possibilities for the examination of melodic interpretations. The processes connected
with transcontinental migration also involved the retention of various elements from the earlier
vernacular culture and traditional singing. The singing styles incorporated features such as
“scooping,” adopted from the Country style (Garner 2017, 99) and English accents and phonetics
in the Ukrainian language. “[Country] singing style typically includes scooping [...] The accent
used by Country singers usually reflects a background from parts of the country with large farm

populations” (Leamer 1997).
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Figure 5.1. The results of the Fusion Scale indicate the presence of pre-emigration elements in
the subsets.

Figure 5.1 shows the number of elements associated with the pre-emigration cultural

settings that were detected in the two song subsets.
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Figure 5.2. The results of the Fusion Scale indicate the presence of post-immigration elements
(Canadian cultural surroundings) in the subsets.

Figure 5.2 shows the number of elements associated with the post-immigration cultural
settings that were detected in two song subsets. It illustrates the overarching trend of an increased
number of cultural elements characteristic of post-immigration cultural surroundings in Canada,
as demonstrated in both subsets. In Figure 5.1, we see that the number of elements characteristic
of pre-emigration Ukrainian singing styles is lower in Subset B in comparison to Subset A (127
to 178). Conversely, Figure 5.2 shows the number of Canadian elements is higher in Subset B,

performed by Canadian-born singers, compared to Subset A (94 to 41).
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The Fusion Scale revealed the presence of several patterns in the data. For example,
songs with humorous content tended to demonstrate a notable level of hybridity in their lyrics
(A.6, A.16, A.18, A.19,B.1, B.2, B.3, B.12, B.18, B.19). Many of the sad songs and ballads
demonstrated an especially wide ambitus with wider intervals incorporated into the melodic
fabric (A.11, A.13, A.14, A.17, B.§, B.14). Also, the ritual songs demonstrated the greatest
stability of Ukrainian style elements (A.1, A.3, A.7, A.10, A.11, A.12, A.14, A.17, B.6, B.13,
B.14, B.15, B.16).

The vernacular Ukrainian Canadian singing in the rural Canadian Prairies in the 1960s
did not represent an eradication of Ukrainian features but rather a shift toward their partial
replacement, fusion and hybridization. Ukrainians who had immigrated to Canada retained many
elements of singing styles from the pre-migration content. The features characteristic of
Ukrainian styles were not merely replaced by the new elements that were typical of the Canadian
context, but rather were integrated with them, resulting in the emergence of new cultural
practices. Further, Ukrainian-Canadians who were born and raised in Canada incorporated Old
Country traits into their vocal performances, indicating the impact of their family members,
neighbors, and friends, who may or may not have been born in the Old Country.

The Fusion Scale results in Figure 5.2 provide a clear representation of the relative
prevalence of traits commonly associated with Ukrainian singing styles in the songs belonging to
Subset A, in comparison to the songs in Subset B. Concurrently, there was a discernible relative
increase of Canadian and Ukrainian-Canadian components in the songs from Subset B. The
numerical data offers clear evidence of an increased tendency for hybridization and

Canadianization among the Canadian-born singers.
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Figure 5.3. Results of the Fusion Scale. The relationship between the scores for the pre-
emigration (U) parameters in the songs of both subsets (A and B).
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Figure 5.4. Results of the Fusion Scale. The relationship between the scores for the pre- and
post-immigration (C) parameters in the songs of both subsets (A and B).

Figures 5.3 and 5.4 illustrate the interdependence of parameters in each subset of songs.
The visualization provides insights into the patterns and trends regarding the reduction of Old
Country elements in comparison to the elements associated with Canadian singing styles. It also
demonstrates the increase in Canadian elements in the parameters in Subset B as opposed to
Subset A. Vocal styles, ornamentation, and resonators seemed to change the most.

Furthermore, some patterns in the results of the Fusion Scale study should be mentioned.
Specifically, I found that certain elements such as song form, vocal styles, resonances, vibrato,
phrasing, and intervallic structures remained very similar to the Old Country style, even after

many decades, and appeared to be interrelated. However, other parameters such as ornaments,
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scales, modes, and performance style deviated more from the Old Country style, forming a
separate group with different behavior. At the same time, the results from Subset A showed that
Canadian vocal styles, singing resonators, phrasing, and intervallic structures have indeed been
Canadianized to a moderate degree. However, the use of Canadian vibrato, ornaments, and
performance style has not been widely adopted so far. These parameters demonstrate
interrelatedness that offers potential for further exploration.

Following the Fusion Scale results, I examined specific parameters to obtain more in-
depth insights. The goal of the Parameter Intensity Scale was to determine the relative extent to
which distinct features of singing styles were adopted by the two subset groups. I examined
glissando, nasality, melisma, and pitch (register).

Nasality is a prominent characteristic usually linked to the distinct twang quality that is
commonly observed in Country music (Garner 2017, 91). The given study revealed a significant
increase in quantity, particularly in the incorporation of twang-like sound features in the
performances of Subset B.

The occurrence of glissandos was noted in performances within both Ukrainian
vernacular and North American contexts, yet the characteristics of the glissando differed
between the two cultural settings. In comparison to the extended and intentional transitions
between notes or phrase endings often seen in pre-immigration Ukrainian melodies (Skrypnyk
2016, 131), North American Country music-influenced expressions incorporated more frequent
and abbreviated glissandos, with a distinct type of note articulation. The North American
variations are sometimes called “fall off,” “step down,” “step oft” (Garner 2017, 99).

The presence of melisma was a prominent characteristic found in Ukrainian traditional

singing styles. A substantial drop in melisma is detected in the vocal performances of the
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Canadian-born Ukrainian-Canadians. Their songs were dominated by a type of articulation in
which each syllable corresponded to a single note, in contrast to the Ukrainian traditional singing
techniques where syllables often extended across multiple notes.

The results suggest a moderate change in the usage of singing registers (pitch) among the
performances of Subset B. Specifically, the Canadian-born singers use the head or falsetto
register less and make less use of a mixed register. They tend to sing using the chest register
most distinctly. These characteristics of style demonstrate a noteworthy resonance with the

tradition of Country singing style popular in North America (Garner 2017, 100).

[ Subset A [ SubsetB
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Figure 5.5. Single Parameter Evaluation Results
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The analysis provides compelling evidence that there is a significant increase of Country
music features in the songs presented by the Canadian-born singers, in contrast to the
performances of the immigrant generation. Figure 5.5 illustrates the dynamics between the four
parameters studied in both song subsets. Indeed, melisma was the most changed parameter,

according to the results of the analysis.
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Chapter 6: Conclusions and Future Work
6.1 Conclusions

The influence of Ukrainian music on Canadian culture has been ongoing for more than a
century, commencing with the arrival of the first wave of Ukrainian immigrants in Canada in
1891. Over the course of its history, Ukrainian music in Canada has undergone continual
transformation. My research reveals the complicated nature of hybridity in a collection of
Ukrainian-Canadian vernacular songs recorded on the Prairies by Robert Klymasz in the 1960s.
Though scholars have previously discussed hybridity in the surface layer of the song texts, this
study reveals evidence of hybridity in deeper layers of the musical and vocal qualities of the
songs. Importantly, changes were not restricted to the obviously hybrid songs, but the traditional
pre-emigration repertory also hybridized in several of its musical parameters. [ have shown that
changes in the Ukrainian singing landscape in Canada include the adoption of elements from the
Country and Polka music style.

Songs gathered by Klymasz during his fieldwork in the 1960s were selected and
categorized into two subsets based on the generational background of the Ukrainian-Canadians
who presented them. I labelled the first as Subset A, which consisted of performances by
Ukrainian-Canadian immigrants, while the second subset (Subset B), contained performances by
Canadian-born Ukrainian-Canadians.

Previous studies had generally assumed that the traditional portion of the corpus was not
hybridized. However, my research revealed that while traditional vernacular songs continued to
circulate on the Canadian Prairies for many decades, becoming intertwined with the symbolically
Ukrainian layer of the repertoire that was acquired in Canada as part of the Ukrainian national

movement during the twentieth century, they still adopted multiple features of North American
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singing styles. For example, the songs tended to shift away from the harmonic scale modes, such
as Dorian or Phrygian dominant which had been common in the musical repertoires of the pre-
emigration source areas for this population. The use of this so-called Hutsul scale was, however,
also recorded in multiple songs performed by Klymasz’s informants, especially those born in the
Old Country. The switch away from these modes towards natural minor scales is especially
evident in the performances of the Canadian-born generation.

Changes in the performing style were significant in this collection, though they differed
from singer to singer. Indeed, some singers used more than one voice positioning within a single
performance. Changes in performing style involved both the incorporation of novel elements as
well as the reduction of characteristic features of Ukrainian singing styles. These songs involved
a diminished use of vocal melismas and ornaments that had been distinctive of the performing
styles in the Old Country. In addition to less use of the Hutsul mode, there were shifts in the
voice positioning; less use of mixed, falsetto, and head registers; the major reduction or full
absence of long glissandi and extensive ornaments. Also worth noting, the results clearly indicate
a significant difference in vocal ornamentation between Canadian-born singers and those who
immigrated from Ukraine. The Galician melismatics that was brought to Canada by Ukrainian
immigrants and was later adopted by many of their Canada-born children was found to be all but
eliminated in Canadian-born singers’ performances and demonstrated the strongest
transformations from all tested features. The tendency of the Hutsul mode to switch to the natural
minor is seen not only in the Canada-born generation, but in the performances of both. The
positioning of the voice became generally less throat-located and moved to a more frontal-nasal

position.
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In one case, I examined variations of the same song performed by different singers and
studied the changes in their parameters. In the example of the song about Austrian Empress
Elizabeth (Sissi)—three versions were examined in Chapter 4—the analysis demonstrated strong
results showing the elimination of Ukrainian traditional singing styles and their replacement with
Country music elements. The analysis of another song (“Zaviazala Sobi”) that was present in
both subsets (A.18 and B.19) demonstrated similar tendencies, as illustrated by the melodic
analysis that showed a narrower ambitus, less melisma, and a smaller number of notes employed
in the Canada-born singer’s version, versus the Ukrainian immigrant singer’s version that
showed the transformation of Ukrainian singing styles with the incorporation of elements of
Country singing style. The empirical mean and standard deviation for the melodies of songs
performed by Canada-born singers generally trended towards smaller values, showing a
reduction and elimination of the traditional use of embellishments.

In my comparisons, I looked for elements characteristic of the Old Country melodies (as
presented in recordings and publications by Rozdol’s’kyi 1906—-1908; Hnatiuk 1905; Kvitka
1922) and compared them with traditional song forms brought to Canada. I found that even the
older songs in the traditional genres such as ritual songs underwent changes that integrated
performing elements characteristic of Canadian cultural surroundings. These transformations
included both the more flexible parameters as well as the more constant aspects of the songs,
such as melodies and singing styles.

The field recordings made by Rozdol’s’kyi at the beginning of the twentieth century in
Western regions of Ukraine and those recorded by Klymasz with Ukrainian immigrants in
Canada in the 1960s contain overlapping repertoires and demonstrate continuity in the

performance traditions of Ukrainian vernacular songs over time. On the other hand, there are
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differences in the vocal performance styles. The Canadian performances present markedly fewer
melodic ornaments in their singing, which had been characteristic of Bukovyna and Galicia.
Also, a switch in the modes from the Ukrainian Dorian®’ to the natural minor scale is evident in
the comparison between these collections of recordings. The differences between these two
archives also suggested examples of complexity and hybridity in need of further exploration.

The presence of various language elements has been documented in many earlier studies
of Ukrainian vernacular songs (Hnatiuk 1902; Kvitka 1922; Kolessa 1938; Dei and Hrytsa 1972),
consistent with observations by linguistic ethnographer Salvatore Del Gaudio (2017). The use of
the English language in Ukrainian songs appeared only after the beginning of Ukrainian
migration to North America. Klymasz’s materials include elements of French, Polish, and
Yiddish languages and sometimes their imitations in the performances. The vast majority of the
linguistically hybrid material in the collection, however, combines Ukrainian and English.

Certain melodies are found repeatedly in the Klymasz collection, sometimes used with
different lyrics. This phenomenon was not unusual in Ukraine and was continued in Canada.
When new verses were composed, they were often connected to existing melodies or melodic
structures.

Nostalgia was also a reason for preserving the artifacts of the pre-immigration context in
the new country. Ukrainian songs discussed were often sung in Ukrainian-Canadian
communities. According to previous research by Bullerjahn, the extent to which an individual
remains committed to engaging in musical practice throughout adulthood is linked to the
accessibility and the emotional outcome of musical experiences it encounters during childhood

(Bullerjahn 2010, 9), which can be furthermore placed in connection to the concept of nostalgia

25 Also known as Dorian #4 or Klezmer scale.
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too. According to the field materials Klymasz produced, many of his interviewees associated
these songs with childhood memories of their own pre-immigration life, with parents, or other
older family members. The singers tended to connect these songs with the past. For those
members of the community who were born in Canada and did not have any pre-immigration
experiences, these songs were part of the Ukrainian-Canadian community because they were a
part of the current surrounding culture and a commonly practiced repertoire. Although the
repertoire was significantly influenced by nostalgia, as it served as one of the foundations for its
practice, it is important to note that the meaning of nostalgia tends to undergo transformation
over time (Boym, 2008), leading to changes in the repertoire as a consequence too.

When Ukrainian immigrants and their Canadian-born compatriots sang these songs, they
shared a sentiment of nostalgia. For the immigrants with memories of the Old Country, this
nostalgia stems from their pre-immigration experiences as well as from the earlier framing of the
Ukrainian-Canadian community.?® In the case of the Canada-born singers, of course, the
memories were more communal than personal.

The examination of the songs revealed hybridity in singing styles, melodies, and lyrics.
These findings shed light on the dynamic nature of hybridity across various dimensions.
Elements from the Old Country were adopted by subsequent generations but underwent
increasing alterations as time passed, and the connection to the pre-immigration experience and
to Ukraine became progressively more remote. Those born in Canada learned Ukrainian singing
techniques through adopting community traditions.

The changes in the singing traditions in Canada were affected by contextual factors

specific to Canada. This metamorphosis occurred in tandem with the processes of modernization

2% For further discussion on nostalgia, see “The Future of Nostalgia” by S. Boym 2008.
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of society. Similar phenomena of modernization occurred in Ukraine as well, and the traditional
Ukrainian song repertoire has undergone modifications through the influence of commercial
music, art music of Central Europe, pop music of the Soviet Estrada, and other styles.
Vernacular singing generally assimilates elements from the local community’s everyday
life, both musical and social, and incorporates them into the songs. The words of these songs can
and do incorporate a new social context, while the musical practices also tend to align with the
current reality. The songs in this study are no exception. The singing process assimilated many
aspects of these practices, such as the incorporation of vocal techniques that produced a
distinctive twang sound reminiscent of Country music. Additionally, the melodic structures and
intervals also began to exhibit similarities to those found in local Canadian Country music
repertoires. The presence of instruments such as the banjo and steel guitar in the musical
environment served to accompany and enhance the stylistic advancements in vocal performance,
thereby eliciting inspiration for the timbre of the vocal sound, including in the Ukrainian-
Canadian vernacular repertoires. These instruments were commonly employed in the musical
arrangements of Country bands and were used distinctively in this style, featuring glissandi to
transition between notes. These glissandi shaped the artistic and production features of Country
tunes while also adding to the repertoire of vocal expressions. Consequently, the characteristics
of Country music also became prominent in the Ukrainian-Canadian singing style. This may be
attributed to several factors, including the chest register-oriented vocal ambitus and a specific
toolkit of expressive vocal elements employed by singers. The popularity of Country music style
and its ethnic variants were supported by a combination of humorous elements, simple lyrics,

and danceable rhythms (Powell 2022; Stoney 2015).
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The growth of commercial music led to the creation of bands and ensembles and
perpetuated further widespread musical products, including some in which Ukrainian elements
were intentional, incorporated to symbolize, acknowledge, and celebrate the past generations and
the ethnic background of the community (Cherwick 1999). In addition, hybrid performances
such as the Mickey and Bunny shows sought to actively merge diverse music genres.
Developments in amplified electric instruments and microphones facilitated the evolution of
stage presentations, allowing bands to cater to larger audiences. Moreover, the expansion of
recording capabilities made these performances reproducible and marketable, thereby increasing
their accessibility to Ukrainian-Canadian communities.

Numerous communities in North America participated in a Polka revival, starting in the
1940s, as a means to reflect their distinctive ethnic or cultural features. This phenomenon has
been described as a dynamic North American “Polka Happiness” movement (Keil 1992).
Though the Polish-American “Polka Happiness” industry was perhaps the earliest and largest, a
significant Ukrainian Canadian branch of this musical style developed as well. The influence of
this style can be seen in a variety of ways, including in the simplicity of the story in the text, the
restricted vibrato in the vocal performance, the application of the chest register, and the
incorporation of melodies that resemble spoken language (Flynn, Liam 2023).

The hybridity of Ukrainian-Canadian vernacular songs involves many layers. The singing
styles, melodies, and lyrics of the songs were influenced by music traditions that link to both
Ukrainian and North American styles. Overall, this study demonstrates the complex nature of
hybridity in Ukrainian-Canadian vernacular singing, particularly with the incorporation of

components from Country music. This merging of Country musical elements into Ukrainian
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music has resulted in the creation of new song texts that depict the daily conditions of Ukrainian
immigrants in Canada.

This study makes a valuable contribution to the academic discourse by strengthening and
expanding upon the existing knowledge regarding vernacular diaspora song traditions. These
traditions are not simply surviving fragments of pre-emigration culture. The integration of new
vocal styles, melodies, and lyrics helped bridge the singing practice with a dual Ukrainian and
Canadian identity, reflecting the evolving contexts within the community.

6.2 Future Work

I propose to undertake a similar analysis of vocal traditions from Bukovyna, Galicia, and
other regions of Ukraine and compare them with Ukrainian-Canadian practices during the same
timeframe in order to compare and contrast the transformation of vocal practices in these
respective spaces. | propose conducting a comparative analysis between fieldwork collections of
songs gathered on the Canadian Prairies during the post-1960s era by students and researchers
affiliated with the Kule Folklore Centre, The Bohdan Medwidsky Ukrainian Folklore Archives
and other Canadian repositories, and the fieldwork collections of songs compited and preserved
in Ukrainian research institutions. I wish to conduct an extensive investigation of the various
nuances of the vocal features within these diverse collections.

There is great potential for increasing the application of statistical analysis related to the
study of songs. Statistical analysis can be used to investigate the precise details of
transformations in vocal nuances like vibrato, glissando, ornaments, vocal timbre, and lyrics.
The Klymasz’s collection offers an opportunity for additional exploration of each of the
parameters of the fusion scale suggested in this study. It is possible to investigate more detailed

aspects of vocal performance, such as vibrato frequency, ornaments (including their shapes and

135



pitch variations), glissando (measuring their lengths and pitch), intensity, and overtone
transformations (using software tools like Praat, Overtone Analyzer, and LogicPro). The
collection prepared by Klymasz presents additional avenues for exploration, with future
endeavors potentially involving an analysis of his extensive fieldnotes archived at the Canadian
Museum of History in Ottawa. This would offer a valuable opportunity to delve deeper into the
perspectives provided by informants and further expand the study by incorporating perspectives
from the singers themselves.

Moreover, there are promising prospects to investigate melodic interpretations within the
Klymasz song collection, where identical melodies are often paired with various lyrics and
subsequently repeated with modifications, each set to distinct words.

Additionally, it is important to acknowledge the representation of several other ethnic
communities in the Klymasz ’s collection, each contributing elements of their respective
cultures. I suggest to conduct a comprehensive investigation of the additional stylistic qualities
and their dynamics present in Ukrainian-Canadian music, considering the diverse influences

shaping its transformation.
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Appendix A: Interviewees’ Biographical Data According to Fieldnotes by R. Klymasz

Subset A

A Mii Tato

A Nash Tsisar

Bolyt'Meni

Byly Khrysta

Chotyrnadtsiat
"Lit No Mav
Ia

Garu, Garu
Prodawaty

Khai Tsiu
Liuliu

Kolysala Maty
Dity

Oi Duma Zh
Moja

Oi, Letila
Zozulen'Ka

Andrejciv,
Andrijana

Masiowsky,
Nastia

Myk, Annie

Kopchuk,
Vasylyna

Yakimchuk,
William

Storozuk,
William

Moysiuk,
Marija

Washezko,
Anastazija

Sokoloski,
John

Smycniuk,
Marija

Date of Maiden /
intervie other

Gender w names

female

female

female

female

male

male

female

female

male

female

Andrijana
21 June, Bordun;
1964 Vasyl’

20 July
1964 John

Moroz
31 July Annie,
1963 Nick

26 July Voitzekh,
1964 Nahuliak

9 July
1963 Vasyl’

23 June Bill,
1963 Vasyl’

Maria
26 July Poraiko,
1965 Mike

Dmytro
23 July Vashets'ka
1964 , Shykula

12 July
1965

11 July
1964 Szpylczak
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Date

of

arrival

Canad

[N

1950

1899

1898

1913

1912

1901

1925

1937

1896

1947

1889

1889

1896

1883

1892

1899

1907

1906

1884

1919

75

75

67

81

71

64

58

58

81

45

Immigr.

Age

39

11

30

20

18

31

12

28



Oi U Lisi 6 Docija
Zelenyi Uhryniuk, August Nykorchuk
Dubochok Doris female 1964 , Petro 1902 1893 71 9
14
Oi, Rodychi  Melnyk, August Budnyk,
Moi Myli Dora female 1963 Bill 1902 1902 61 1
Rewakowsky 3
01 U Luzi , Antonia, August Stankevyc
Kalynochka Mrs 1964 h; Hryhorii 1907 1892 72 15
Kowalchuk, 24 July
Oi, Zhal'Meni Ivan male 1965 1928 1899 65 29
14 Anna
Mararash, August Sava,
Pyshu Lysta  Annie female 1963 Vasyl’ 1898 1893 70 5
Spivaimo, Michaluk, 10 July
Brattia Oleksa male 1963 Alex 1897 1891 72 6
Kendzerski, 21 July Nellie;
Ta I Bula Nellie female 1964 Steve 1921 1894 74 27
Zaviazala Obuch, 9 July Mytstiuk
Sobi Ochi Tony, Mrs.  female 1964 Katria; 1929 1914 50 15
Zhinko Moia Lozinsky, 20 July
Moloden’ka  Pavlo male 1964 1907 1881 83 26
Subset B
Date of  Maiden / other
Gender interview names Place of birth
N.C. Fork
Pasternak, 20 July, River,
B.1 A Wam Tatu Walter male 1964 Manitoba 1914 50
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A W Kanadi
B.2 Parubochky

B.3 Iak Ia Bula

B.4 Ia Nyn'Ka

B.5

B.6

B.7

B.8

B.9

B.10

B.11

B.12

B.13

B.14

B.15

B.16

B.17

B.18

B.19

Ia V Nediliu
Rano

Ia Z Rutochky

Khmil
Luhamy

Khodyt Takiv

Nasha Pani

Oi Na Hori
Snih

01, Pliashu,
Pliashu

Pane Doktor
Sumno Zh
Meni, Sumno
Tuman

U Mistechku
Vyidy Nene

Proty

Zahadav Ia

Zaspivaimo
My V Kanadi

Zaviazala
Sobi Ochi

Stadnyk,
Dokija

Zaporozan,
Vincent,
Anthony

Danylyshen,
Walter

Zelena, Helen

Andrechuk,
Elena

Zaporozan,
Vincent,
Anthony

Moroz, Fred
Twerdochlib,
Pauline
Eftoda, Elsie
Hnatiuk Annie
Mistal, John

Zaporozan,
Maria

Maranchuk,
Kate

Kohut, Ellen

Stjahar, Marija

Chicilo, Anna

Shordee,
Anastazija

Yuriy, Annie

female

female

male

female

female

female

male

female

female

female

male

female

female

female

female

female

female

female

10 July
1963

Gregorash,
Nick
Humeniuk

Justyna,

17 July Anthony
1968 Vincent

16 August

1964 Volodymyr

1 July

1964 Hafija, Hronuk

Helen

30 July, Vasylenchuk;

1963 John

Humeniuk

Justyna,
17 July Anthony
1968 Vincent

26 June

1963
2 July

1964 Korol’, John
14 Aug Elisaveta Sava,

1963 George

8 July Halia Wetzal;

1963 Mykola

15 July
1963

8 July Askolowska,
1965 Samson, Sam

11 July Kate Stasiuk,

1963 Nick
17 July

1964 Olena Chornyi

12 July Chokorlan;

1964 Stefan

Joe Chekailo,

27 July Anna

1964 Danylyshyn
29 July Kyba; Steve,

1964 Stefan

23 June

1963 Slon, Bill
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57
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51

62

63
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64
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Appendix B: Meaning, Performing Style.
Songs Performed by Ukrainian Immigrants in Canada (Subset A)
A.1 A Mii Tato (Klymasz 1992, 48)
Recording (place/date): Arran, Saskatchewan / 1964
Singer: Andrejciv, Andrijana
Melo-rhythmic structure?’: ||:112112[112112:]]
Rhythmic structure of the lyrics: 662
Meaning: The lyrics elaborate on the sorrowful reality of women’s lives in the framework of a
family. The issues mentioned in this song that contribute to this woman’s misery are the mother-
in-law’s interference in the marriage, her husband’s addiction to alcohol, the new family’s
treatment of her, and domestic abuse. The majority of such songs are poetic ballads, often sung
solo. Many of the singers said in the fieldwork that they wrote these songs based on
autobiographical experiences.
Performance style: Andrijana Andrejciv performed this song in the traditional lyrical
balladesque style characteristic of Ukrainian songs. There are melodic features such as intervallic
steps on fourths, fifths, and even octaves. These intervallic steps enhance the expressiveness of
the melody, especially when the melodic octave step ascends to the song’s highest note and
remains there on a fermata. This performance also includes some glissandi. These expressive
components emphasize the drama of the singer’s story and reveal certain vocal presentational
connections with romances, as well as stylistic characteristics of articulation in classical verismo-

arias.”® The vocalist uses both chest and head registers, and the phrases are delivered slowly and

27 The melo-rhythmic structure schemas were generously provided by Larysa Lukashenko, and their
inclusion serves to enhance the comprehensiveness of the song analysis.
28 Verismo was a realist style of opera that emerged in Italy in the 1890s.
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clearly. This kind of presentation emphasizes the desperation portrayed in the lyrics. The
melody, as shown in the chart diagram, is primarily centered on the first five steps of the diatonic
scale, with a distinct tendency to bring the phrase endings to the tonic or one of the notes of the
tonic triad. With its constant broader intervallic upward and downward leaps, the linear notes

transition graph illustrates the expressiveness of the body of the melody.

A.2 A Nash Tsisar
Recording (place/date): Fork River, Manitoba/1964
Singer: Masiowsky, Nastja
Melo-rhythmic structure: 2|[:11112|11112:/112]]
Rhythmic structure of the lyrics: 1;5523
Recording: “A Nash Tsisar” is a song also recorded by Rozdol’s’kyi on a wax cylinder in the
Ternopil region in 1901.
Meaning: Following the death of Austrian Emperor Franz’s wife Elisabeth in 1898, different
versions of songs commemorating this occasion appeared in Ukrainian communities around the
Austrian Empire. The lyrical background of the versions investigated by Medwidsky (1987) and
those gathered by Klymasz in Canada show that Elisabeth was recognized in Ukrainian
communities throughout the Austrian Empire, including Canada, decades after her death.
Performing style: Mrs. Masiowsky has less regular vibrato than Rozdol’s’kyi’s recording
demonstrates, but the resonance cavities are used in a way that encourages the presence of
overtones, as in other Ukrainian traditional versions. The vibrato of the singer is possibly

influenced by Canadian repertoires.
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A.3 Bolyt’ Meni (Klymasz 1970a, 98)
Recording (place/date): Gilbert Plains, Manitoba / 1963
Singer: Myk, Annie
Melo-rhythmic structure: *||:1212|1212|121233;||
Rhythmic structure of the lyrics: 4462
Meaning: The protagonist of Song A.3 is a young man who is dying and who bids his loved
ones to come and say farewell. The singer Annie Myk mentioned that she composed this lullaby
for rocking her grandsons, and in honour of her son-in law who passed four years ago.
Performing style: The singer’s performance style incorporates elements of Ukrainian ballads
and laments, such as expressive phrasing with a wave-like intervallic structure. This usually

entails intensifying dynamics, culminating as the melody ascends and then decreasing as it drops.

A.4 Byly Khrysta (Klymasz 1992, 11)
Recording (place/date): Wynyard, Saskatchewan / 26 July 1964
Singer: Kopchuk, Vasylyna
Melo-rhythmic structure: ||:1122|1122(112224:||
Rhythmic structure of the lyrics: 4462
Meaning: This is an Easter song from the traditional Ukrainian repertoire that used to be
performed in connection with Easter rituals.
Performing style: The song was performed by Vasylyna Kopchuk, who moved from Ukraine to
Canada at the age of 30. The vocal timbre is remarkably similar to Western Ukrainian traditional
singing techniques. The modifications exhibited have clear links to the Galician mode as well as

Galician melismas and ornamentation. Both the oral cavity and the region around the pharynx
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and the further part of the tongue are employed as resonance cavities to produce the style of
sound associated with Ukrainian traditional repertoires. The performer exhibits vocal cord

flexibility by displaying a large number of vocal melismas.

A.5 Chotyrnadtsiat” Lit No Mav la (Klymasz 1970a, 70)
Recording (place/date): Gilbert Plains, Manitoba / 1963
Singer: Yakimchuk, William
Melo-rhythmic structure: ||:1111]1111:]]
Rhythmic structure of the lyrics: 444
Meaning: This song elaborates on the life of a fourteen-year-old Ukrainian boy and his
experiences communicating with a girl who speaks another language; therefore, they cannot
understand each other. The song has a lighthearted tone and belongs to the singing-dancing
genre. This type of song was often performed in a group setting.
Performing style: The singer employs a variety of Carpathian singing competencies,
particularly Hutsul techniques, as seen by the sharp syncopation, short vorschlag notes,

ornaments, melismas, expressive glottal sounds, and melodic modifications.

A.6 Garu, Garu Prodawaty
Recording (place/date): Mink Creek / 9 August 1963
Singer: Storozuk, William
Melo-rhythmic structure:||:1111|1111|111122:]|

Rhythmic structure of the lyrics: 4462
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Meaning: The song’s lyrics tell of the problem of a young man who seemingly needs to go to
the doctor to treat his leg, but he refuses to pay the money and instead prefers to spend it on his
Ford car. Many new Ukrainian songs in Canada had the Ford as a theme since cars were
introduced to the Ukrainian population after they immigrated to Canada and had a significant
impact on their way of life. The song is presented in the style of a comical composition in the
singing-dancing genre, allowing performers to combine both activities during the song.
Performing: The singer incorporates aspects of Western Ukrainian singing techniques in the
way he produces notes utilizing a glottal-type sound—the tense sound of vibrato close to
glissando that corresponds with the melody’s highest note. The melody is mainly

distributed across the first three notes of the scale, emphasizing the song’s humorous nature.

A.7 Khai Tsiu Liuliu (Klymasz 1992, 61)
Recording (place/date): Vegreville, Alberta / 26 July 1965
Singer: Moysiuk Marija
Melo-rhythmic structure: |[:1111|1111:]|:1212|1113:]|
Rhythmic structure of the lyrics: 444
Meaning: The song is a lullaby that, as is traditional for many lullabies, includes symbolic
parallels with the future. It imagines how the young girl from the cradle, who now sleeps under
the pear tree, would grow older while the tree blooms and provides fruits that this little girl will
subsequently pick.
Performing Style: The vocalist incorporates ornaments, melismas, minor glissandi, and
vorschlags, as well as other characteristics of Ukrainian traditional singing styles. The voice

positioning and resonator usage is also very similar to Western Ukrainian styles, where the lips
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form a relatively flat shape, the oral cavity space remains not too extended, but the sound is
directed straight into the frontal part of the alveolar ridge and the nasal cavity, which, combined

with the chest, are used as resonators.

A.8 Kolysala Maty Dity (Klymasz 1992, 62)
Recording (place/date): Fonehill, Saskatchewan / 23 July 1964
Singer: Washezko, Anastasia
Melo-rhythmic structure: *||1112|1112|11224|]:1111]1111:]11224||
Rhythmic structure of the lyrics: 445; 4425
Meaning: This song, like many others in the vast corpus of Ukrainian-Canadian songs,
combines elements of a lullaby and a female ballad. In the structure of this style of lyrics, a
mother sings about putting her child to sleep while also reflecting on her life.
Performing Style: The singer employs the format of a Ukrainian traditional ballad, with its
wave-like melodic phrasing and irregular emotional ritardandi. However, the vocal style utilized
is a hybrid of different singing styles that do not have strong ties to any of the Ukrainian vocal
styles. The sound tends to be throat-centered, the vibrato is achieved naturally and without
pressure, and the resonance is primarily focused in the center of the oral cavity, closer to the

front.

A.9 Oi, Duma Zh Moja (Klymasz 1992, 45)
Recording (place/date): Vegreville, Alberta/ 12 July 1965
Singer: Sokolski, John

Melo-rhythmic structure: *||:11112[11112:]J(||:11112[1/21/21/21/2112:]))
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Rhythmic structure of the lyrics: *552 (572)

Meaning: This song is one of many that thematizes the challenges of women’s lives in the
context of living with a drinking husband. At the end of the song, the woman expresses her
desire to drown herself in the river; such a motif is frequent within these songs. The singing-
recitation technique indicates that the song was performed solo rather than in a group.
Performing style: The singer exhibits several features of Western Ukrainian singing,
particularly of Hutsul: melodic ornamentations, a sharp and varied rhythmic elements and

syncopation, and a type of powerful vibrato that sounds occasionally similar to a short glissando.

A.10 Oi, Letila Zozulen’ka (Klymasz 1992, 64)
Recording (place/date): Ituna, Saskatchewan / 11 July 1964
Singer: Smychniuk, Marija
Melo-rhythmic structure :|[:1111|1111|111122:||
Rhythmic structure of the lyrics: 4462
Meaning: This song is a lullaby, one of multiple traditional lullabies that include a motif where a
god protects the child as it sleeps.
Performing style: It features elements of Carpathian and especially Hutsul songs that have a
syncopated rhythm. The vocalist also incorporates classic components of the style, such as
melismas and ornaments; nonetheless, the singer does not possess a high vocal cord flexibility,
demonstrated by the fact that she cannot perform all the ornaments and melismas with the detail
that she envisioned. Furthermore, the shifts in melodic alterations show the hybridization of the

mode as well as the presence of diverse cultural influences.
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A.11 O1, U Lisi Zelenyi Dubochok
Recording (place/date): Plumas, Manitoba / 6 August 1964
Singer: Uhryniuk, Doris
Melo-rhythmic structure: *||1112|1112|11224|]:1111]1111:]11224||
Rhythmic structure of the lyrics: 452
Meaning: The composition of the song can be classified as a ballad, characterized by the
repetition of each phrase in the lyrics. This aforementioned concept is commonly employed in
songs performed collectively. Typically, the lead vocalist (vyvodchytsia) begins the initial line,
which is subsequently echoed by the remaining members of the ensemble. The lyrical content
deals with the emotional storyline of a female protagonist who has been forsaken by her
romantic partner, leaving her to face the challenges of single parenthood.
Performing style: The linear diagram illustrates the pitch expressiveness employed in this
composition showcases the utilization of large intervals and leaps, including octaves. The broad
range exhibited by the vocalist illustrates their considerable vocal range. The song, together with
its technique of presentation, exemplifies the distinctive characteristics of Ukrainian singing
styles, encompassing both Western and Central Ukrainian traditions. The vibrato exhibits rapid,
consistent, and natural qualities, showcasing the proficient employment of the diaphragm and the
general implementation of breathing techniques, particularly when combined with extended

musical passages.

A.12 Oi, Rodychi Moi Myli, Melnyk Dora

Recording (place/date): Roblin, Manitoba / 14 August 1963

Singer: Melnyk, Dora
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Melo-rhythmic structure: ||[1111{1124[221124([2211|1122|221124||

Rhythmic structure of the lyrics: 4462

Meaning: Mrs. Mel’'nyk mentioned that she learned this song from her mother. The song
belongs to the corpus of songs that elaborates on immigration to Canada.

Performing style: Mrs. Mel’nyk was born in the Old Country and moved to Canada as a baby at
the age of several months. The melody utilized here is one of the most popular from Klymasz’s
fieldwork collection. Because of the frontal and nasal cavity-oriented resonance rooms involved,
the sound tends to be nasal. Overall, Mrs. Melnyk’s performance reminds me of North American
singing practices, such as Country music, with the vocal sounds and phrasing being typical of
Country performances, but also with elements of Ukrainian traditional singing, such as tiny
glissandi and small ornaments at the beginning of certain notes. The melody encompasses five
diatonic step notes, and there is a strong presence of the tonic, as shown in the corrisponding

chart diagram.

A.13 Oi, U Luzi Kalynochka (Klymasz 1992, 54)
Recording (place/date): Canora, Saskatchewan / 3 August 1964
Singer: Rewakowsky, Antonia
Melo-rhythmic structure: ||[1111]1124/221124/]2211]1122]221124|]
Rhythmic structure of the lyrics: 444
Meaning: This song is a ballad from the repertoire that elaborates on a woman’s tragic fate. The
guelder rose is a plant that is frequently used as a symbol of Ukraine in the traditional
folklore and, more broadly, the motherland and home. Apparently, the metaphorical significance

of this song is related to homesickness and the desire to see Ukraine within Canada.
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Performing: The vocalist uses both chest and head registers and switches between them
frequently without mixing the two. The transition between registers is highly noticeable in the
vocal sound, and the dynamics of intervallic change are well depicted in the figures. The manner
in which the interviewee makes this transition is related to the fact that, apparently, she did not
sing this song very often and did not frequently employ a wide vocal ambitus.

Many performance components of Ukrainian traditional regional styles are referenced in this

performance.

A.14 Oi, Zhal’meni (Klymasz 1992, 32)
Recording (place/date): Shandro, Alberta / 24 July 1965
Singer: Kowalchuk, Ivan
Melo-rhythmic structure: |[:1111|111121:14||1111]111122/]2222|111122]]
Rhythmic structure of the lyrics: 462; 462
Meaning: This song is a ballad; the lyrics relate the tragic life story of a woman who was
murdered by her husband after her father pushed her to marry him. Many traditional Ukrainian
songs in the vernacular corpus elaborate on identical subjects. One of the objectives for sharing
these stories was to educate the community about these dramatic events, while also sharing the
pain and hope that this experience would warn other women in similar situations who experience
domestic violence.
Performing style: Mr. Kowalchuk’s performance incorporates many elements of traditional
Ukrainian singing styles. Simultaneously, it appears that an academic singing school had a
significant influence on the way he sang (the application of resonance ccavities, the use of vocal

registers, the vibrato, and the ambitus). According to the questionnaires completed by Klymasz
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during the fieldwork, Mr. Kowalchuk was a reverend (a religious leader of a Christian church),
and he clearly had much experience with academic singing styles and employed his skills in the

performance of the traditional Ukrainian repertory.

A.15 Pyshu Lysta (Klymasz 1970a, 33)
Recording (place/date): Roblin, Manitoba / 1963
Singer: Mararash, Annie
Melo-rhythmic structure: ||:112121]112121:]]
Rhythmic structure of the lyrics: 662
Meaning: This song was referred to as “A Letter From Canada” by Klymasz in his published
works. A similar version can also be seen in Teodor Fedyk’s book (Fedyk 1927), where the
narrative revolves around a wife’s correspondence with her husband, who left to Canada for
work. Through these letters, she vividly portrays the challenging circumstances of her life at
home. The song has been widely disseminated within the Ukrainian communities of both
continents over the course of numerous decades, commencing with the first wave of Ukrainian
immigrants to Canada. The composition is structured in a verse form, characterized by a pattern
of four-line stanzas. This particular form was frequently employed by Ukrainians in their musical
repertoires, and it is also prevalent in many Ukrainian immigration songs, as exemplified in
Fedyk’s book. The lyrics of the song convey a novel thematic framework, encompassing the
financial burden associated with the costly journey to Canada, the geographical division of the
family across two continents, and the lack of consistent connection, ending with a dramatic

outcome.
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Performing style: The singer, Mrs. Annie Mararash, originated from the “Old Country” and
afterwards relocated to Canada at the age of five. The vocalist exhibits nasal resonance,

melodic modulation, and melismatic ornamentation in her vocal performance. Mrs. Mararash
employed a form of auditory production characterized by the resonance between the nasal and
oral cavities, namely in the oropharynx, the region of the alveolar ridge. The utilization of this
particular resonance chamber is commonly observed in the vocal technique employed in Country
music. Therefore, it is probable to assume that the singer assimilated this characteristic singing
style throughout her sixty-five-year residence in Canada, subsequent to her migration from
Ukraine. The melodic structure employed stands out as being one of the most recurrent melodic
patterns found throughout the compilation. Multiple songs in Klymasz’'s song corpus incorporate
this particular melody, which can be associated with the practice of transmitting song lyrics
through written correspondence. In this tradition, the sender of the letter would simply append a
melody that matched the poetic structure of the lyrics. In this way, many attached the same

melody—one that they knew—to various lyrics.

A.16 Spivaimo, Brattia (Klymasz 1970, 57)
Recording (place/date): Dauphin, Manitoba / 1963
Singer: Michaluk, Oleksa
Melo-rhythmic structure: *||:2222|2222|2222224:||
Rhythmic structure of the lyrics: *4472
Meaning: The lyrics of this song were apparently written years, if not decades, after the
beginning of Ukrainian immigration to Canada, as it celebrates life in the New Country, while

previous Ukrainian songs on this topic were usually less optimistic. It condemns Ukraine’s
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political and economic situation as being opposed to Canada’s and highlights the advantages of
immigration.

Performing style: The song’s melody is akin to recruit songs and military marches due to its
steady rhythmic and intervallic elements and their repeatings. The vocalist blends elements
characteristic of Western Ukrainian singing techniques (such as those of the Ternopil region)
employing a mixture of vibrato and small glissandi. At the same time, he does not employ any of
the ornaments or melismas that are typical of the same vocal style. Both of these performance
characteristics are less typical of Western Ukrainian songs and more characteristic of music

popular on the Canadian Prairies at the time.

A.17 Ta I Bula Klymasz (1970b, 35)
Recording (place/date): Rorketon, Manitoba / 1964
Singer: Kindzerski, Nellie
Melo-rhythmic structure: 2||:11112|11112:]112]]
Rhythmic structure of the lyrics: 1;5523
Meaning: The present composition can be classified as a winter koliadka, a traditional Ukrainian
song. However, the lyrical content delves into the theme of women’s challenging destinies and
incorporates elements of social protest, specifically focusing on a young woman who finds
herself wedded in a distant location. The song sensitively communicates her profound longing
for home and conveys a sense of disillusionment toward the harsh realities of her current
situation. The singer, Mrs. Kinzerski, uses the same melody for several carols that she performed

for this fieldwork. Earlier, Kolessa conducted a comparative study of this carol (Kolessa 1938;
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Dei 1970). The repeated phrase “Oi, Dai, Bozhe” [Grant it, O God] was reportedly taken from
pre-Christian tradition, extolling the god Dazhd” Boh (Ohienko 1994).

Performing style: This song can be classified as belonging to the category of zhekanka songs
due to the presence of many instances of the syllable “zhe” inserted between phrases in the
lyrics. Occasionally, the melodic progression halts on a particular syllable, while in other
instances, said syllable is integrated into the lyrical content without any preconceived melodic or
performative significance. This particular syllable lacks inherent semantic content; nevertheless,
it is utilized as a constituent of the performative aspect. Frequently, songs of this nature are
performed together, and the recurring parts within them can be regarded as cohesive components
from the perspective of the performance ensemble. These elements allow all singers to
participate, irrespective of their familiarity or recollection of the remaining words. Mrs.
Kindzerski, the vocalist, exhibits several traditional components of Western Ukrainian traditional
singing. The Galician singing styles are distinguished by their rich melismas, which include
many modifications. Mrs. Kindzerski unequivocally assumes the role of the primary vocalist in
the rendition of this song. While her husband also participates in this performance, he frequently
enters the musical phrase with a delay and, in juxtaposition to her, maintains a significantly more
subdued presence. This presentation showcases two distinct roles assumed by singers in group
singing practices prevalent in Western Ukraine. The first role, commonly referred to as the lead
singer or vyvodchytsia, entails the responsibility of memorizing lyrics and initiating phrases with
a powerful and resonant voice. The second role, known as the group singer, involves following
the lead singer and employing a more restrained vocal approach, characterized by a reduced
utilization of melismas and ornaments. Typically, the lead vocalist exhibits a high level of vocal

proficiency, showcasing many melodic ornaments and melismas, but the remaining members of
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the ensemble generally do not, even during instances of synchronized performances. As depicted
in the bar chart figure, the displayed version of the musical composition showcases a substantial
quantity of musical notes corresponding to the seventh degree of the scale. This phenomenon
primarily arises due to the utilization of several melismatic embellishments performed in
proximity to the tonic note. The linear notes transition diagram illustrates the complex nature of

the melody in this rendition.

A.18 Zaviazala Sobi Ochi (Klymasz 1970a, 74)
Recording (place/date): Yorkton, Saskatchewan / 1964
Singer: Obuck Tony
Melo-rhythmic structure: ||:1111]1111:]]
Rhythmic structure of the lyrics: 444
Meaning: The song’s lyrics focus on a family conflict between a woman and her husband who is
abusing her and breaking the furniture at home. This song appears to be associated with an
extensive group of songs that address male addiction to alcohol. The earliest songs on this
subject were primarily concerned with the expression of female suffering in the given scenario.
However, the lyrics of this song, which was obviously created after immigration to Canada as it
features multiple elements of the Canadian context, show how the woman is aware of her rights,
opposes domestic violence, and contacts the police. The song lyrics incorporate several English
words.
Performing: Tony Obuck, the vocalist, integrates performance elements from several styles.
Despite the serious subject matter of the song (domestic abuse), the presenting technique used is

humorous, with slower phrase beginnings and endings that involve accelerando. In addition, the
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frontal voice position and the intentionally exaggerated artistic vibrato are employed to entertain
the listeners (the performance is followed by some laughter towards the end of the recording).
Tony Obuck was a skilled singer who contributed several songs to Klymasz’s collection. Many
elements of ensemble and choral singing techniques can be heard in her presentations.
Depending on the song character, she employed a variety of stylistic performance techniques,

ornaments, voice positions and modifications of the resonance cavities.

A.19 Zhinko Moia Moloden’ka (Klymasz 1970a, 21)
Recording (place/date): Winnipegosis, Manitoba / 1964
Singer: Lozinsky, Pavlo
Melo-rhythmic structure: ||:1111]1111](:)221124:||
Rhythmic structure of the lyrics: 446(6);446
Meaning: Some variations of the lyrics of this song are also present in some early Ukrainian
ballads that discuss immigration to Canada. The lyrics depict a common experience among early
Ukrainian-Canadians, portraying a man's journey to Canada alone to earn money while leaving
his wife behind. This theme reflects the nostalgic separation from family and homeland, as well
as the challenging journey to a new continent. Versions of this song were widely distributed not
just in Ukrainian communities in Canada but also throughout Ukraine and appeared in numerous
publications (Fedyk 1927; Hnatiuk 1902; Dei and Hrytsia 1972; Koshyts).
Performance style: The performer of this song originated in the Ternopil region, and the details
of his singing presentation are remarkably similar to those of other Ternopil singers from other
recordings, including some recorded by Rozdol’s’kyi in 1902. The Hutsul minor scale, various

melismas, ornaments, little glissandi, and vorschlags were introduced by Mr. Lozinsky in his

169



performance. The song’s diapason spans an octave, and the overwhelming majority of the notes
are the dominant fifth of the diatonic scale. The song’s melody spans several intervals and is

centered on the dominant, as seen in the linear notes transition diagram.

Songs Performed by Canada-born Ukrainians (Subset B)

B.1 A Wam, Tatu (Klymasz 1970a, 91)
Recording (place/date): Fork River, Manitoba / 1964
Singer: Pasternak, Walter
Melo-rhythmic structure: |[:1111]1111]111122:]
Rhythmic structure of the lyrics: 4462
Meaning: The song’s lyrics thematize the generational conflict between the son of a Ukrainian
immigrant and his father, both of whom have opposing views on a number of topics. The father
is shown as someone who is committed to the traditional way of life that he was accustomed to
in Ukraine, while his son is portrayed as progressive and welcoming of changes that were not
available in the pre-immigration environment. The song is presented in the style of a comical
composition in the singing-dancing genre, allowing both actions to be merged at the same time
during the song.
Performing: The singer employs his singing resonators in a manner typical of Ukrainian singing
techniques from Western Ukraine. The melismas and ornaments are absent, and some
components of the melody (such as the last six notes presented in the form of a scale where the

melody leads to the tonic) show links to Country music forms.
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B.2 A W Kanadi Parubochky (Klymasz 1970a, 69)
Recording (place/date): Gilbert Plains, Manitoba / 1963
Singer: Stadnyk, Dokija
Melo-rhythmic structure: ||:1111]1111]111122:]]
Rhythmic structure of the lyrics: 4462
Meaning: The song elaborates on the intergenerational interaction between the Ukrainian
emigrants and their Canada-born children but also criticizes the local Canadian men who
supposedly behave irresponsible. The subject of this song’s lyrics is represented in a number of
Ukrainian-Canadian songs. Young men are frequently portrayed as lazy and eager for any
opportunity to party, whereas their mothers work hard and end up financing their activities. The
song is based on the Ukrainian traditional song form kolomyika, and most of the lyrics are in
Ukrainian.
Performing style: The vocalist utilizes nasal cavity resonance, a characteristic commonly found
in North American singing styles, particularly in Country music. The absence of melismas and
ornaments further emphasizes the connection to these styles, as it highlights the voice posture

and type of sound employed in the performance.

B.3 Iak Ia Bula (Klymasz 1970, 80)
Recording (place/date): Gilbert Plains, Manitoba / 1963
Singer: Zaporozan, Antony
Melo-rhythmic structure: ||:1111|1111224:|:1111|1111:||1111]224||

Rhythmic structure of the lyrics: 4432;442;43

171



Meaning: The song’s form was adopted within the Canadian context, while concurrently
incorporating Ukrainian vocabulary within the Ukrainian-Canadian community. The lyrics
incorporate a fusion of the Ukrainian and French languages.

Performing: The performance showcases a significant influence of Ukrainian-Canadian Country
music, with evident connections to the musical traditions of North America apparent in the
phrasing and sound characteristics. The elements of banjo accompaniment present in the

recording show connection to the Country music repertory.

B.4 Ia Nyn'ka Popavsia (Klymasz 1992, 143)
Recording (place/date): Rama, Saskatchewan / 16 August 1964
Singer: Danylyshen, Walter
Melo-rhythmic structure: ||:121/121|121/121|121/121/13:|
Meaning: The song is portrayed as a comedic composition that explores the subject matter of
love relationships. The song’s delivery, especially the phrasing, suggests that it may have been
sung either by a collective of singers or as a solo performance.
Performance style: The performance of this song exemplifies a fusion of cultural elements from
Canada and Ukraine. The application of resonance chambers and voice positioning techniques
show connections to Western Ukrainian vocal traditions. Nevertheless, the inclusion of certain
musical components (such as subtle glissandi and glides leading up to the tonic) exhibit

similarities to Country music.
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B.5 Ia V Nediliu Rano
Recording (place/date): Manitoba / 1 July 1964
Singer: Zelena, Elen
Melo-rhythmic structure: ||:112121]112121:||
Rhythmic structure of the lyrics: 662
Meaning: The song lyrics are narrated from the viewpoint of a young man who longs to visit his
beloved but is unable to secure leave from his duty station.
Performing Style: Many features of this song’s performance indicate linkages to the new
cultural surroundings. The style of its melodic line reveals the elimination of Western Ukrainian
traditional components. The singer incorporates modest melodic ornamentation in the
presentation, but the response of the performer’s vocal cords demonstrates that the singer does

not frequently employ this type of vocal element.

B.6 Ia Z Rutochky
Recording (place/date): Ashville, Halyz / 30 July 1963
Singer: Andrechuk, Ellen
Melo-rhythmic structure: *||1212|1212:]|121233]|:121212:||121233||
Rhythmic structure of the lyrics: *44; 6n
Meaning: The song was originally played during the vinkopletinnia ritual, when a bride-to-be
fashioned a wreath with her bridesmaids before the wedding. In this context, the words link to
the symbolism of several parts of the wedding celebration: the vinkopletinnia (the wreath-

weaving rituals), the wedding ceremony, and the wedding night.
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Performing: This performance incorporates elements from both Ukrainian and Canadian
cultural surroundings. The specific type of traditional singing applied here is connected to the
vinkopletinnia ritual and called /adkannia. The positioning of the voice, phrasing, and
ornamentation suggest Ukrainian connections while also including Canadian features. It is clear
from the vocal cord’s response to the singer’s performance that the singer’s musculus vocalis is
not used to performing this kind of extensive ornaments and reacts with less motion and
flexibility when compared to the recordings of Ukrainian immigrants to Canada from the same

collection (for example, Mrs.Kinzerski).

B.7 Khmil Luhamy (Klymasz 1992, 20)
Recording (place/date): Vegreville, Alberta / 8 July 1965
Singer: Zaporozan, Justyna
Melo-rhythmic structure: |[2222|111122]|21122|21122|1122244||
*(|12222|2222||2222|2222|222244|
Rhythmic structure of the lyrics: 46;556 *44;446
Meaning: The song was traditionally sung to invite guests to the wedding celebration and is part
of the extensive repertoire of the bridal cycle in Ukrainian vernacular tradition.
Performing: This performance incorporates numerous components characteristic of Ukrainian
traditional singing styles. The ornaments and melismas are presented and executed with great
variety and nuanced expression. According to the questionnaire completed by fieldworker
Klymasz, the performer had an intense musical experience and contact with bearers of this

singing heritage.
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B. 8 Khodyt Takiv
Recording (place/date): Manitoba / 26 June 1963
Singer: Moroz, Fred
Melo-rhythmic structure: ||[1114{1114/111114|| *|[1111|1111|111122||
Rhythmic structure of the lyrics: 4462
Meaning: This song is a ballad that incorporates aspects of singing and reciting. The lyrics
expand on marital abuse and alcohol, with the wife experiencing heavy acts of violence from her
drunk husband while their baby is in its cradle.
Performing: The vocalist incorporates a number of features that reveal his ties to the academic
realm of musical practice. The use of resonance cavities, breathing, vibrato, and dynamics such
as diminuendo and crescendo, as well as nuances ritardando and accelerando, demonstrate the

influence of classical singing schools.

B.9 Nasha Pani Tsisarivna
Recording (place/date): Donwell, Saskatchewan / 2 July 1964
Singer: Twerdokhlob, Pauline
Melo-rhythmic structure: ||[1111]1124/221124/]2211]1122]221124|]
Rhythmic structure of the lyrics: 4462
Meaning: This song’s significance was explored at the beginning of Chapter 4. This version of
the song reflects the feeling of empathy that many Ukrainians appear to have had for Empress

Elisabeth of Austria. Some words were modified by others during the song’s oral transmission
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across the communities, so Elisabeth’s murderer’s origin changed from Italian to French, and the
location she traveled to changed from the Czech Republic to Switzerland.

Performing: The overwhelming dominance of the fifth step of the scale in the melody is quite
clear in this presentation, as shown in the chart diagram, and bears a connection to the melodic
characteristics of Country music. The diapason, intervallic setting, and statistical analysis results
show additional aspects and features that contributed to the multiconnectedness of this

performance.

B.10 Oi Na Hori Snih
Recording (place/date): Saskatchewan / 14 Aug 1963
Singer: Eftoda, Elsie
Melo-rhythmic structure: ||:1111]1111:]]
Rhythmic structure of the lyrics: 444
Meaning: Because the song belongs to the singing-dancing genre, it can be used in both singing
and dancing activities independently or simultaneously. The main subject is a romantic
relationship; moreover, it’s remarkable that the young woman requests her mother to “teach me,
mother, my native songs,” and states that her voice is so powerful that it can carry the music so
far away that her beloved can hear her. In this way, elements of Ukrainian traditional singing are
incorporated here, where the main method of traditional transmission is mentioned (learning
songs from older family members such as the mother), and one of the vocal characteristics and
its goal or purpose is mentioned (the specific use of the resonance cavities, allowing the voice to

be heard from a long distance).
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Performance Style: During the performance, the vocalist stated that she learned the song “from
the book.” Because most songbooks (such as Fedyk’s) that were popular in Ukrainian-Canadian
communities on the Prairies only provided the lyrics, the melodies were usually picked and
matched by the singer based on the verse structure. The melody used in this song is reminiscent
of the Ukrainian kolomyika®® style. The inclusion of traditional Ukrainian melismas and
ornaments indicates that the singer was accustomed to singing them and included these elements

in the presentation because, in this context, they fit the desired performing style.

2 For structural analysis of kolomyiika see Nahachewsky 1992.
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B.11 Oi, Pliashu, Pliashu
Recording (place/date): Gilbert Plains, Manitoba / 1963
Singer: Hnatiuk, Annie
Melo-rhythmic structure: ||:21122]|21122:]]
Rhythmic structure of the lyrics: 552
Ethnographic genre: winter Malanka
Meaning: According to Klymasz, the lyrics of the song reflect an actual confrontation
between mummers and a maiden. “The song is performed while the mummers dance for her;
the apparent lack of continuity (a feature of most Malanka songs) is due to the spontaneous
nature of the delivery: one, two, or more may join in with the leader or offer their own
couplets while the leader takes a break, and so on. The image of the girl saddling the horse is
meant to represent the kind of obedient and dedicated behavior that the mummers seek and
expect from the maiden. Those phrases in the text that appear crude and offensive are part of
the attracting game and contribute to the fun.” (Klymasz 1992, 149)
Performing: The sound utilized here is not nasal, and the melodic decorations are factually
absent. The melody is structured in a straightforward manner, featuring recurring circular
motions, which supports the repetitive structure of Malanka performance activities in which
songs are mostly sung in large groups and are frequently accompanied by other activities
(such as walking or dancing). The melody’s very simple structure seeks to provide
comfortable material to perform in front of a large group of people during the celebration. We
can hear the singers change pages before the last section, indicating that they are reading the
lyrics. This is especially evident in their various interpretations of the syllable lengths, as in

the last couple of verses.
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B.12 Pane Doktor (Klymasz 1970a, 63)
Recording (place/date): Tartykiw, Gilbert Plains, Manitoba / 1963
Singer: Mistal, John
Melo-rhythmic structure: |[:1111|1111|111122:]]
Rhythmic structure of the lyrics: 4462
Meaning: Many of the Ukrainian songs in the Klymasz collection dealt with everyday life in
Canada, such as “Pane Doktor, Chiropraktor, Chy Certyfikat Maite?” [“Mister Doctor
Chiropractor, Do You Have A Certificate?”’] (recorded in 1963 in Gilbert Plains, Manitoba),
or “Kupyv Forda Za Five Dollars Ta Poikhav For A Ride” [“] Bought A Ford For Five
Dollars And Went Off On A Ride”’] (recorded in 1964 in Preeceville, Saskatchewan). This
piece employs multiple languages and elaborates on the context of life in a new country.
Performing: The vocalist incorporates several aspects of Canadian musical surroundings in
his performance. However, simultaneously, the vocal presentation also integrates elements of

Ukrainian vernacular styles, such as the phrasings and the kolomyika song form.

B.13 Sumno Zh Meni, Sumno (Klymasz 1970a, 53)
Recording (place/date): Vegreville, Alberta / 1965
Singer: Zaporozan, Maria
Melo-rhythmic structure: *||:111111|111111:]|114]111124|]
Rhythmic structure of the lyrics: 663;36
Meaning: The song elaborates on the challenges of being separated from one's family in
Ukraine while staying in Canada. This piece belongs to the ballad genre, which is one of the
most extensive bodies of the Ukrainian-Canadian vernacular song repertoire.
Performing: The singer incorporates aspects from both cultural settings when performing;
the song’s ambitus is extensive, but the first five steps of the diatonic scale are the central

notes mostly employed in this song.
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B.14 Tuman
Recording (place/date): Silton, Manitoba / 11 July 1963
Singer: Maranchuk, Kate
Rhythmic structure of the lyrics: 65;2;65
Melo-rhythmic structure: ||:111122]22114||44|[111122(22114||
Meaning: A woman blames herself for having fun in past and believes this is why she “lost
her beauty.” This appears to be related to the fact that among some of the
conservative Ukrainian-Canadian communities’ ideologies, the image of a good woman
was one who stayed at home and took care of the household instead of having fun and going
out for entertainment.
Performing style: Melismas are employed in the performance, although they sound
somewhat different from what is typical in Ukrainian traditional performances; the timbre of
the voice is less characteristic of traditional Ukrainian and closer to the North American styles

often employed in Country singing.

B.15 U Mistechku Vifleiemi (Klymasz 1970b, 105)
Recording (place/date): Calder, Saskatchewan / 1964
Singer: Kohut, Ellen
Melo-rhythmic structure: ||:1221]1221:]]
Rhythmic structure of the lyrics: 442
Meaning: This performance features a Malanka song structure, which is typical to the
Bukovyna region. In this passage, the altar and the gold and silver books are all part of an
effort to depict the Holy Baby's baptism in accordance with the church ceremony and the
procedure for christenings. The numerous repeats emphasize the significance of these words

and the singing process.

180



Performing: The song features a hybrid performance that incorporates elements from both
cultural spaces. In most cases, the winter shedrivka songs were performed by a large group of
individuals. This performance employs resonators and aspects of vocal styles from Canadian
musical practices, as well as the song form from the pre-emigration cultural surroundings. The
singer consistently omits the last syllable of every last line of the verse and ends it with a
vowel. This melody, based on the Aeolian mode, was also applied to other songs in this

fieldwork collection.

B.16 Vyidy Nene Proty (Klymasz 1992, 13)
Recording (place/date): Sheho, Saskatchewan / 12 July 1964
Singer: Stjahar, Marija
Melo-rhythmic structure: ||:1111]2222:|] *||222222||
Rhythmic structure of the lyrics: 443 *63
Meaning: The song is part of the wedding cycle of Ukrainian song repertoire and was usually
performed by a group of singers during the wedding. Some of these scenes involved the bridal
couple and their parents.
Performing: The recitation genre offers considerable flexibility, while the melodies are
typically delivered with various ornamentations. The recording exemplifies the type of
performance that showcases several components characteristic of Ukrainian traditional group
singing styles. The fact that some vocalists sing the melody one octave higher alludes to
certain regional performing practices in Ukraine. The phrasing and ornamentation serve as

examples of features often utilized in Canadian singing styles.
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B.17 Zahadav Ia (Klymasz 1970a, 25-28)
Recording (place/date): Rama, Saskatchewan / 1964
Singer: Chicilo, Anna
Melo-rhythmic structure: |[1111]1124]221124]2211]1122]221124]
Rhythmic structure of the lyrics: 4462
Meaning: The song's lyrics depict a scenario that is common in numerous songs, albeit in
similar ways. This particular song, which narrates the story of a young man preparing to leave
his town in Ukraine to journey to Canada, was exceedingly popular at the onset of Ukrainian
immigration to Canada. It delves into detail on the various challenges that early Ukrainian-
Canadians encountered en route to North America, including difficulties in obtaining
passports, dissatisfaction with life in Ukraine, reasons for departure, and the journey itself.

Performing: The singer employs the nasal cavity as a key singing resonator for this song.

The phrasing and melodic parts exhibit several connections to the North American musical
environment.

B.18 Zaspivaimo My V Kanadi (Klymasz 1970a, 60)
Recording (place/date): Yorkton, Saskatchewan / 1964
Singer: Shordee, Anastastia
Melo-rhythmic structure: ||:1111|1111:]]
Rhythmic structure of the lyrics: 444
Meaning: The song’s lyrics focus on the contrast between the realities of pre- and post-
immigration, specifically elaborating on the context of cultivating grains and vegetables and
comparing these processes to experiences in Ukraine. Despite certain unfavorable situations
addressed in the song, the general impression of living in Canada is pictured as positive and
joyous. The song’s singing-dancing genre illustrates the piece’s versatility in both singing and

dancing activities.
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Performing: The song exhibits a significant number of components typical of Canadian
surroundings and very few from the Ukrainian cultural sphere. This fact also exemplifies

fusion and hybridity and connections to both cultural realms.

B.19 Zaviazala Sobi Ochi

Recording (place/date): Olha, Oakburn, Manitoba / 23 June 1963

Singer: Yuriy, Annie

Melo-rhythmic structure: ||:1111|1111:||

Rhythmic structure of the lyrics: 444

Meaning: In the version of subgroup A, the meaning of the song “Zaviazala Sobi Ochi” was
previously discussed.

Performing: The song is represented in both subsets, although sung by different interviewees
and in slightly different versions. This performance, presented by a vocalist born in Canada,
exhibits a greater number of aspects characteristic of the Canadian environment. The elements
linking to Ukrainian traditional surroundings are present in this version as well, but the sound
reveals that there are more elements and performance characteristics of singing styles of

Canada.
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Appendix C: Diagrams

Note Sequence Diagrams show pitch information on the vertical Y-axis (PC -Pitch
Class) and the sequential order of notes on the horizontal X-axis (NP - the number of the note

in the pitch set).

Bar Chart Diagrams demonstrate the distribution of musical notes within a song and
the frequency of repeated notes for every step of the scale. The frequency of note repetitions
throughout the composition is indicated on the vertical Y-axis (Count), while the horizontal
X-axis indicates the scale step (PC) of the note in the pitch set on the scale is denoted by a

numerical value.
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A.1 A Mii Tato, Andrejciv Andrijana
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1 3 5 7 9 1113 1517 19 21 23 25 27 29 31 33 35 37 39 41 43 45 47 49
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Figure C1. Note Sequence Diagram
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0 ‘ | | | I I I

1(1) 2(2) 3(3) 4(4) 5(5) 6 (6) 7(7) 8(1)
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Figure C2. Bar Chart Diagram
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A.2 A Nash Tsisar, Masiowsky Nastja
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Figure C3. Note Sequence Diagram
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Figure C4. Bar Chart Diagram
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A.3 Bolyt” Meni, Myk Annie
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Figure C5. Note Sequence Diagram
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Figure C6. Bar Chart Diagram
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A.4 Byly Khrysta, Kopchuk Vasylyna
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Figure C7. Note Sequence Diagram
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Figure C8. Bar Chart Diagram
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A.5 Chotyrnadtsiat” Lit No Mav Ia, Yakimchuk William

Figure C9. Note Sequence Diagram
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Figure C10. Bar Chart Diagram
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A.6 Garu, Garu Prodawaty, Storozuk William

1234567 8 91011121314151617181920212223242526272829
NP
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Figure C11. Note Sequence Diagram
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Figure C12. Bar Chart Diagram
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A.7 Khai Tsiu Liuliu, Moysiuk Marija

C.7

12

10

4
o | l

1 3 5 7 9 11131517 19 21 23 25 27 29 31 33 35 37 39 41 43 45
NP

PC
o

Figure C13. Note Sequence Diagram
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Figure C14. Bar Chart Diagram
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A.8 Kolysala Maty Dity, Washezko Anastasia
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Figure C15. Note Sequence Diagram
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Figure C16. Bar Chart Diagram

192



A.9 Oi, Duma Zh Moja, Sokolski John

123 456 7 8 91011121314151617181920212223242526
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Figure C17. Note Sequence Diagram

0 I I I | | | I |

1(1) 2(2) 3(3) 4 (4) 5(5) 6(6) 7es(7) 8e(7) 9(1)
NP(PC)

Count
M w =

[y

Figure C18. Bar Chart Diagram
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A.10 Oi, Letila Zozulen’ka, Smychniuk Marija
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Figure C19. Note Sequence Diagram
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Figure C20. Bar Chart Diagram
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A.11 Oi, U Lisi Zelenyi Dubochok, Uhryniuk Doris
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Figure C21. Note Sequence Diagram

Count
M w = (951

[y

oIIII II [

1(4) 2(5) 3(6) 4(7) 5(1) 6() 7(33) 8(4) 9(5) 10(6) 11(7)
NP(PC)

Figure C22. Bar Chart Diagram
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A.12 Oi, Rodychi Moi Myli, Melnyk Dora
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Figure C23. Note Sequence Diagram
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Figure C24. Bar Chart Diagram
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A.13 O1, U Luzi Kalynochka, Rewakowsky Antonia
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Figure C25. Note Sequence Diagram
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Figure C26. Bar Chart Diagram
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A.14 Oi, Zhal’ Meni, Kowalchuk Ivan
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Figure C27. Note Sequence Diagram
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Figure C28. Bar Chart Diagram
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A.15 Pyshu Lysta, Mararash Annie
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Figure C29. Note Sequence Diagram
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Figure C30. Bar Chart Diagram
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A.16 Spivaimo, Brattia, Michaluk Oleksa
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Figure C31. Note Sequence Diagram
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Figure C32. Bar Chart Diagram
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A.17 Ta I Bula, Kindzerski Nellie
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Figure C33. Note Sequence Diagram
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A.18 Zaviazala Sobi Ochi, Obuck Tony
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Figure C35. Note Sequence Diagram
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Figure C36. Bar Chart Diagram
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A.19 Zhinko Moia Moloden’ka, Lozinsky Pavlo
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B.1 A Wam, Tatu, Pasternak Walter
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Figure C40. Bar Chart Diagram
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B.2 A W Kanadi Parubochky, Stadnyk Dokija
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Figure C41. Note Sequence Diagram
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Figure C42. Bar Chart Diagram
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B.3 lak Ia Bula, Zaporozan Antony
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Figure C44. Bar Chart Diagram
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B.4 Ia Nynka Popavsia, Danylyshen Walter

10
9
8
7
6
g 5
4
3
2
1
o | I I
1 3 5 7 9 11 13 15 17 19 21 23 25 27 29 31 33 35 37 39

NP

Figure C45. Note Sequence Diagram
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Figure C46. Bar Chart Diagram
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B.5 Ia V Nediliu Rano, Zelena Elen
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Figure C47. Note Sequence Diagram

1(6) 2(7) 3(1) 4(2) 5(3) 6 (4) 7(5) 8es(6) 9e(6)
NP(PC)

Count
= M w = (951

o

Figure C48. Bar Chart Diagram
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B.6 Ia Z Rutochky, Andrechuk Ellen
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B.7 Khmil Luhamy, Zaporozan Justyna
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Figure C52. Bar Chart Diagram
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B.8 Khodyt" Iakiv, Moroz Fred
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Figure C53. Note Sequence Diagram

12

10

Count
[=)]

o]

. u III

1(3) 2(4) 3(5) 4 (e) 5(7) 6(1) 7(2) 8(3)
NP(PC)
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B.9 Nasha Slavna Tsisarivna, Twerdokhlob Pauline
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NP

Figure C55. Note Sequence Diagram

20
18
16
14
12

10

Count
B @)} [o¢]

\S]

0 I I

1(5) 2 (6) 3(7) 4(1) 5(2) 6 (3) 7 (4)
NP(PC)

Figure C56. Bar Chart Diagram
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B.10 Oi Na Hori Snih, Eftoda Elsie

=
=]

PC
O Bk N oW s U N B W

1 3 5 7 9 1113151719212325272931333537394143454749
NP

Figure C57. Note Sequence Diagram

20
18
16
14
12
10

Count

1(5) 2(6) 3(7) 4(1) 5(2) 6(3) 7(4 8(5 9()
NP(PC)

o N sy 0

Figure C58. Bar Chart Diagram
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B.11 Oi, Pliashu, Pliashu, Hnatiuk Annie

6
5
K|
g 3
2
0
1234567 89101112131415161718192021222324252627282930
NP
Figure C59. Note Sequence Diagram
12
10
g
-
5
3 6
o
a
2 I I
0
1(1) 2(2) 3(3) 4(4) 5(5)
NP(PC)

Figure C60. Bar Chart Diagram
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B.12 Pane Doktor, Mistal John

1234567 8 91011121314151617181920212223242526272829
NP

PC
Now s ! o

[y

Figure C61. Note Sequence Diagram

14
12

10

Count
= [=)] [s.2]

o]

, | i i =

1(5) 2 (e) 3(7) 4(1) 5(2) 6(3) 7(4)
NP(PC)

Figure C62. Bar Chart Diagram
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B.13 Sumno Zh Meni, Sumno, Zaporozan Maria

10

0

1 357 911131517192123252729313335373941434547495153
NP

PC
NoWw s o N W

Figure C63. Note Sequence Diagram

16

14

12
10
, | III ]

1(5) 2(6) 3(7) 4(1) 5() 63 7(4) 8(5 9(6)
NP(PC)

Count
= [=)] [s.2]

o]

Figure C64. Bar Chart Diagram
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B.14 Tuman, Maranchuk Kate

=
=]

PC
O Bk N oW s U N B W

1 3 5 7 9 1113 1517 19 21 23 25 27 29 31 33 35 37 39 41 43
NP

Figure C65. Note Sequence Diagram

12

10

Count
= [=)] [s.2]

o]

0 .
1(5) 2(6) 3(7) 4(1) 5@ 6(3) 74 8(5 9()
NP(PC)

Figure C66. Bar Chart Diagram
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B.15 U Mistechku, Kohut Ellen

PC
ey

3

2

| i
: | [

1 35 7 9111315171921232527293133353739414345474951
NP

Figure C67. Note Sequence Diagram

18
16
14
12

III H B

1(1) 2(2) 3(3) 4(4) 5(5) 6(6) 7(7)
NP(PC)

Count
[s.2]

RS S = |

Figure C68. Bar Chart Diagram
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B.16 Vyidy Nene Proty, Stjahar Marija

PC
ey

2
HM ‘II ‘
0

1 3 5 7 9 1113 15 17 19 21 23 25 27 29 31 33 35 37 39 41

NP
Figure C69. Note Sequence Diagram
12
10
8
E
3 6
o
a
2 I
O .
1(7) 2(1) 3(2) 4(3) 5(4) 6(5) 71(6)
NP(PC)

Figure C70. Bar Chart Diagram
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B.17 Zahadav Ia, Chicilo Anna

1234567 8 91011121314151617181920212223242526272829
NP

PC
NowoBs o @

[y

Figure C71. Note Sequence Diagram

1(5) 2 (e) 3(7) 4(1) 5(2) 6(3) 7(4) 8(5)
NP(PC)

10

Count
(=] = M w = (951 [=)] - [s.2] o

Figure C72. Bar Chart Diagram
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B.18 Zaspivaimo My V Kanadi, Shordee Anastastia

1234567 8951011121314151617181920212223242526272829303132
NP

=
=]

PC
O Bk N oW s U N B W

Figure C73. Note Sequence Diagram

: I|I|||I

1(5) 2(e) 3(7)  4(Q1) 5(2) 63 74 8(5) 9(6)
NP(PC)

Count
M w = (951 [=)]

[y

Figure C74. Bar Chart Diagram
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B.19 Zaviazala Sobi Ochi, Yuriy Annie

1234567 8 91011121314151617181920212223242526272829303132
NP

PC
Now s ! o

[y

Figure C75. Note Sequence Diagram

8 | | |
0 I I

1(1) 2(2) 3(3) 4(4) 5(5) 6(6)
NP(PC)

Count
M w = (951 [=x] -

[y

Figure C76. Bar Chart Diagram
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Appendix D: Song Lyrics®
Subset A
A.1 A Mii Tato (Klymasz 1992, 48)

Recording: Arran, Saskatchewan

Singer: Andrejciv Andrijana

Lyrics:’!

1.A Mmiii, a Milf TaTO-)KUTHIH IIBIT,
3aB‘s13aB MEHI IIBIT.

Most MaTH-30psi, MOJIOY M Bijjiaja.

2.Monony ms Bignana,
VY 4yyKy CTOpOHY.

A B 4yXIiil CTOpOHI
TSDKKO JKUTH MEHI.

3.Beuepstu cigarots,
Mene 1o BOAY LLIIOTh.

4.5 mo Bomy minuia,
Ta ¥ 3anuakanacs.

51 3 Bomoro mpuiinia,
Ta it minciayxanacs.

5.Kaxe mMaTH 10 cuHa:
«SIK TH, CHHKY, KUBEIIL,
o ropinky He n‘em?

6.111o ropinky He n‘em,
Yomy kxiHKY He O‘emr?

7.5k TOpIJIKY TIUTH,

SK TopiJika ripka?

Sk TO XK1HKY OUTH,
Konu kpacha, Mmonoga?»

8.A sx BiH MeHe OpaB

To rait Mu cs1 pO3BUBaB.
3‘inu-cre M‘s 3CYININ-CTE,
[lo pix MeHE HE Mi3HAaB.

30 The recurrences of the lines are not displayed. As a result of the infrequent inconsistencies in the recording
quality and occasional low volume of the voices, certain words may be transcribed with slight inaccuracies. To
those seeking to identify subtle distinctions, it is suggested referring to the primary audio recording produced by
Klymasz.

31 The transliteration used in this dissertation incorporates different versions from Klymasz's publications and
notes, mainly maintaining consistency with previously published materials. For sections translated specifically
for this study, the Library of Congress transliteration system was applied.
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Translation:

1. My father is like the field of blooming rye,
But he ruined my life;

My mother is like the shining star,

But she married me off when I was still young.

2.She married me off when I was still young
And sent me off to a foreign land.

And in the foreign land

It's hard for me to live.

3.There, when they sit down to supper,
They send me to fetch water.

4.When I went to fetch the water
I burst into tears.

When I returned with the water

I heard them talking.

5.My mother-in-law said to her son:
"What sort of life do you lead.
That you don't drink whiskey,

6.That you don't drink whiskey,
And you don't beat your wife?"

7."Why should I drink whiskey
When it tastes bitter;

Why should I beat my wife

When she is young and beautiful?"

8.When he took me for a wife

My whole world seemed to burst into bloom.
But you've devoured me, you've ruined me,
So that my own family didn't recognize me.
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A.2 A Nash Tsisar

Recording: Fork River, Manitoba
Singer: Masiowsky Nastja

Lyrics:

A Ha 1ricap 3 IicapiBHOB, B3SUTH CH PaUuTH
SIKi 5k OM-TO THIM KOBHSIpaM IMpe3eHTa
3pOoOUTH.

Boke m’Ataecar JiT MUHYJIO SIK MU
[IapCTBYBAIN
[Tomapy#i-Mo M mMeTeni, o0 Hac mam’ ITally.

A Han 1icap-1icapiBHa KHSDKECHKOTO POy,
[Toixana kynatucs B llIBalilapCbKy 0 BOMY.

bopnaii To Ta IlIBaiinapisa Oyna cs 3anana,
Byna Ou cs micapiBa B HamIiM Kparo ckyrmnasia!

Tait 6yna O6u cs cKynayia B MeJii Ta B MOJIOII],
Taii Oyna 6u He Tepmija Tpijia B JIiBIM OOII.

bakep-Oyxkep He xpemienuii, B [Tapuxy
POJKEHNN
Taii npruckoYnB 10 LApHIli, K TOH Tec
CKaXCHHM.

B3eB ce nepHUK 3aBOCTpEHUH, TPLIIOM
3anyIEHUN

Ta i mprcKoUYuB 710 HapHIli, K TOH mec
CKA)KECHUM.

Hama nani micapiBHa B IIOBKOBIH cOpoYIi
Ta # He Oyo HiJe 3HAKY, JIUII B OJTHINA
KBITOUIII.

B3suta nani micapiBHa Ha midy cinati,
[Tan xamitaH Bl Tam mud1, 324UB Mi3HABATH.

[Tan xamitan Ha ToM K@i 3a4UB Mi3HABATH,
3a4uB ke BiH J0 Iicapa CyMHH JHCT
MTUCATH.

[IucaB xe BiH CyMHI JINCTHU 110 BCiH POJIMHI,
o Bigmana bory aymry B 4eTBEpTiii TOUHI.

Translation:

And our Tsar-emperor-princess,
How could they make a present to the soldiers.
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“Now fifty years have passed that we've reigned
Let's give them some medals, so they'll remember us

"’

And our Tsar-emperor-princess, of the princely family,
Went swimming in Swiss water.

That Swiss water should have sunken,
She would have just stayed in our land for a bath!

Here she could have bathed in honey and milk,
And she wouldn't have suffered poison in her left side.

Backer-Buker, unbaptized, he was born in Paris.
He jumped at the Queen like a mad dog.

He took a sharpened penknife, laced with poison.
He jumped at the Queen like a mad dog.

Our lady, the Queen, was in a silk shirt
And there was no sign anywhere, but a single [red blood] flower.

The Tsar-emperor-princess went to board the ship,
The captain on that ship started understanding.

The captain on that ship started understanding.
He began to write a sad letter to the emperor.

He wrote sad letters to the whole family,
That she gave her soul to God at the fourth hour.
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A.3 Bolyt’ Meni (Klymasz 1970a, 98)

Recording: Gilbert Plains, Manitoba 1963
Singer: Myk Annie

Lyrics:

bonut MeHe rojIoBOHBKa, KOJIO Ceple HYTKO,
Jlaiite 3HaTH 10 POAVHM, HAW PUXOIUAT
IPYTKO.

Sk HailOopIIM JalTH 3HATH JI0 PiTHOT MaTH,
[I{o6u BoHa mpuixasia CHHA BiABIAATH.

[Tpuixana pigHa MaTH CHHA BiJBiIaTH:
-O#, cuHy X M1l JOPOT€HBbKUM, Oy 1en TH
BMUPATH.

Oii, Oynew Ty, Miii CHHOUKY, OyemI TH
BMHpATH.

Ta ii ckaxku K, Mili CHHOUKY, 1€ TSI
moxoBaTu?

Mawmo x Mosl piIHEHbKas!, HE BIIMOB MU
TOTO,

[ToxoBaii-HoO, pigHA Mamo, Kpaii 6aTbka
piaHOroO.

IToxoBaii-HO, MOst MaMO, B CTEILy IIpU
JIOJIMHI.
Tali BUCHILIN K HAJI0 MHOIO BUCOKY U
MOTHITY.

SIK BUCHIUIHII HAI0O MHOKO BUCOKY 1 MOTHITY,
Tali mocaau y rojioBax YepBOHY KAJIMHY,

ByayTh nTamku npuiaiTaTé, UBIT KaJTUHU
icTH,
ByayTh MeH1 IPUHOCUTH BiJ] CHHOUKIB BICTH.

CuHM X MOI IOpOTeHbKi, CHBI COKOJIATA,
bynere Bu 11 BupocTatu 6€3 piIHOTO TaTa.

Tali He X0Bail MEHE, MaMO KaJIHOB MOPAJIOK0,

Jlumm maii cepiie Ha CUPOTH, HaJ O1THOB
BIOBOIO.

Oi1, 60 BOHA MOJIO/IEHBKA, Tapa3y HE 3Haja,
bo BHa BiiHO MHS nto0uIa, BIpHO i
Jorisgana.
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Translation:
"O my head aches, and my heart is ill;
Go and tell my family, to come quickly;

"As quickly as possible tell my dear mother
To come and visit her son.

The mother came to visit her son;
"O my dear son, you are dying;

"O my son, you are dying!
Tell me, my son, where to bury you."

"O my dear mother, don't deny me this,
Bury me, O my dear mother, next to my beloved father:

"'Bury me, O my mother, in the steppe near a valley,
And above me, make a high grave mound.

"And when you've built up above me the high mound,
At the head of the grave plant a red cranberry tree.

"The birds will come flying, to eat the cranberry flowers
And they will bring me news from my sons.

"O my dear sons! You grey falcons!
You shall have to grow up, without your own father.

"O my mother, do not bury me with any pomp;
All T ask is that you be kind to the orphans and to my poor widow;

"For she is still young, she's had little happiness;
For she loved me truly and looked after me faithfully."
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A.4 Byly Khrysta (Klymasz 1992, 11)

Recording: Wynyard, Saskatchewan 26 July 1964

Singer: Kopchuk Vasylyna

Lyrics:

bumu Xpucra, katyBanu,
Kpos 3 60ky TOUMIH;

A TepHOBH BIHOK BHJIH,
Ha xpect po3nussn.

3neTinacs BCs ITaIIKHA,

Ta B3sJIMChH IUTAKATH:

«XT0 3 Hac Oyje Ha IiM CBITI
Tenep romyBatu?»

A Ilpeuncra Jlira MaTtu
ITig xpecTom crosiia,
CBoro cuHa B3:1100JIEHOTO
Ha xpecri ni3Hana.

«Oii cuny X Mili, Ol BIIOOICHUIA,
Ta mo > T¥ Ainaen,

[{o T! 3a MUp XPUCTUSHCHKUN
CBoii1 KpOB MPOIMBAEI?)

Bci anrenu, apxanrenu
bory ca monunu,

B3suin 3 XpecTa mianieHuIo
Ta B rpib mosoxuiu.

binb1e y TiM HIXTO He 3HaB,
JInmeHs B BOJII KaMiHb,

A Xpucrosa Bipa Oyze

Ha Bik BiKiB, aMiHb.
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Translation:

They beat and tortured Christ

And let the blood flow from his side,
And they wove a crown of thorns for him
And crucified him on the cross.

All the birds flew together
And began to weep:

"Who in this world

Will feed us now?"

The blessed Virgin Mother

Was standing at the foot of the cross,
And she recognised her beloved son
On the cross.

"O my son, my beloved,

What are you doing,

That for the Christian world
You are shedding your blood?"

All the angels and archangels

Were praying to God

When they took down the shroud from the
Cross

And laid it in the tomb.

No one else knew about this,
Only God and the stone,
But Christ's faith will remain

Forever and ever, Amen.



A.5 Chotyrnadtsiat” Lit No Mav Ia (Klymasz 1970a, 70)

Recording: Gilbert Plains, Manitoba 1963
Singer: Yakimchuk William

Lyrics:

YoTupHaIUATh JIT HO MaB 4,
Jo Kanaau npuixas s,

Masg s po3kini, MaB s 611y,
HatepmniBcs s ronog.

ITo po6oTax cTaB XOAHTH,
Tait HE BMIB sl TOBOPHTH,
Oi1 MamyHI0, MOSL piJHa,
SIka moiist mod OigHa.

O#1, 3HailoB 5 Ty podoTy,
1 yunnupcs sxuii miory,
[TopobuB s sIKych THUHY,
Crornenaroch Ha JIIBUYMHY.

Xo0u4 eHIelIbchKa TO JIIBUMHA,
Taka (aiiHa, sIK KaJIuHa,
Yock ToBOpE, 4OCH CIIIBAE,
A s 3 TOrO HII[ HE 3HAIO.

Knuny cebe, npoknuHaro,
YoMy MOBH $ HE 3HAIO,
Tax yuuBcs 1 MyuuBcs,
[lo-eHrenbChbKU HAyYUBCH.

CraB 3 1IBYNHOB TOBOPHUTH
CBoe€ cepiie 1 BeceuTH.
Bima muHi HiI He BIi€,
['oBopuTH 5 BXKE BMIIO.

Maru niBKy sK Cri3Hasia
Bzsma MeHe taii HarHana,
Biarim ronto, sk Ta mapa,
CraB HIOXaTH 1O Oacrapax.

Bbacrapamu T0 mixoToB,

CraB nrykatu 3a poOOTOB,

SK TOM KaloT TO TOHSUIH,
B3eB 6u rodpa # romon mMaro.

Ofi 1moB 5 # 10 hadpuku,
Sk mozxep s yepeBuKH,
CnokoroBaB pyku (aitHo,
YOuHUBCS B APYTHI MaiiHi.
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Oii, BecHOIO S X04 Malo,

3 AiBUMHOB Cs 5 3410aro,
-T'OM, Tyl MOPHIHT!-B3UBaIOCH,
Jae pyky i1 BUTaecs.

Jae pyky i BUTaecH,

-Maem papmy?-niuraecs,

-SIx nBi (hapmu, Kaxy, B MEHE,
€ III¢ TPOIIIi, € B KHUIIICHI.

—Ta 1, kaxe, 3apobua,
A IBi JITI TYT CITy>KHIIA,
Mato rpoiui, Maro CyKHi,
Camiit )XKUTH SIKOCh CKYYHO.

51 Becelio 3acMisBCH,

Tait mo Hei 06i3BaBCH,

-HEe XKypHucs, sIKoch Oyne,

Mu Tak 3poOuM, SIK BC1 JIIOTH.

-0apI0H, KaxKy, IPUITIPOIIALO,
Hlock ckazatu T001 Maro:

Yu He Maen ApiOHUX rpoleii?
[ITock KynuTH 5 xKagaro.

JliBua B3sJ10 710 KUIIIEHI,

[Ixae rporii B MoOi XKMeHI.

-1100 HE CKa3aB, MUJIMIA ITTallle,
o Tu BigAaB MeHi cepiie.

[Toxoaunu Mu IHIB mapy,
Jloku miB4a rpoii mMao,
[TonuBuBCs, 110 HE daitHo,

Y ynuHuBCs B ApyTHil MaitHi.

Bona meni nuct mapye,
-Hexal Tebe maTh Mopaye!

A 1 €i Tak BigMa3as,
-ckJsaaaii rpomri. Tak Haka3aB



Translation:

I was only fourteen

When I came to Canada.

I had good times, I had bad times-
I've even suffered from starvation.

I began to look for a job

But [ wasn't able to speak [in English].
O my dear mother!

What a miserable fate was mine!

I finally found a job

Helping to build a fence;

I worked for a couple of days-
"Then I began looking at a girl.

Although that girl was English,

As nice as a cranberry tree.

She would say something or sing something
While I wasn't able to understand anything
at all.

I cursed and maligned myself-

"Why don't I know the language?"
And so, I studied and tortured myself
Until I learned English.

And so, I began to speak with the girl
And to make my heart merry.

I am immune to bad luck,

For I now can speak the language.

When my mother met the girl

She chased me out of the house;

So I fled from home as fast as the devil
And I began to haunt the freight cars.

By freight car and by foot,

I began to look for a job.

I ran about like a coyote

And I was hungry enough to eat a gopher.

Once I was going to my job at the factory
And I tore my shoes!
I began to make up for lost time
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And I started to work in a mine.

In the spring I caught spring fever
And I met up with a girl.

"Hey, good morning!" I said;

She gave me her hand and greeted me.

She gave me her hand and greeted me,
"Do you own a farm?" she asked.
"I've got two farms," I said,

"And pocket money to boot!"

"Tve made some money too." she said,
"Ive been working here for a couple of
years,

Ive got money, I've got dresses-

But it's a bit lonely living alone."

I began to laugh gaily

And I answered her:

"Don't worry, it'll be alright;
We'll do as all people do.

"But pardon me," I said, "excuse me,
I have a favour to ask of you:

Do you have some small change?

I wish to buy something."

The girl reached into her pocket
And thrust the money into my fist:
"Don't tell anyone, my dove,

That you have given me your heart!"

We went around for a couple of days-
As long as the girl had money.

Then I realized that this wasn't very nice,
So I got a job in another mine.

Then she wrote me a poison-pen letter,
"May your mother cause you to perish!"
I wrote back to her in fitting style:

"Save up your money!"-that's what I said.



A.6 Garu, Garu Prodawaty

Recording: 23 June 1963

Singer: Storozuk William

Lyrics:

Tapy, rapy npojiaBaTu, JOKTOPOBI JaTH,

JHloktoposi rapy natu, @opaa ikcysaru.

Ikona meni Toro @opnaa, 60 1odpe

pobuna,

A s HOTy LIBeKOM 310't0 Tail Oyze xonuia.

Tapy, T'apy npojaBatu, JOKTOPOBIi 1aTH,

JIOKTOPOBI rapy Aatu, i Hory (iKCyBaTu.

Translation:
The car, the car, [ will need to sell, to pay the
doctor,

to give the doctor my car, to fix the Ford.

I feel sorry for that Ford, because it did well,
I'll just nail my leg together and then it will

walk again.

The car, the car, [ will need to sell, to pay the
doctor,
I'll need to give my car to the doctor and to fix

my leg.
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A.7 Khai Tsiu Liuliu (Klymasz 1992, 61)

Recording: Vegreville, Alberta 26 July 1965
Singer: Moysiuk Marija

Lyrics:

Xai 1110 JIFOITIO MO TYJTIO,
Xaif 110 JIFJIIO TIOMIT TYJIIO,
W nyns Gyze nsicTy, usicty,
A Onecs Oyne pocTH.

Hyns Oynae Ta i poJIuTH,
A Onecst M€ XOJIUTH.

Hons O6yzae y manatw,
A Onecbks Me 30upaTu.

et wro mromr0 KONIMULY Ti,
A SIK ycHeI — TO JIMIIY Ti.
[ToknmaxyT T4 iz JaBuUILy,
Cama miy Ha BYJIMILY.

233

Translation:

This baby cradle under the pear tree.
The pear tree will leaf and bloom.
And Olesja will grow.

The pear tree will bring forth fruit,
And Olesja will begin to walk.

The pears will fall off,
And Olesja will gather them.

I rock this baby cradle,

When you fall asleep I shall leave you.
I shall place you under the bench,

And I will go out into the street.



A.8 Kolysala Maty Dity (Klymasz 1992, 62)

Recording: Fonehill Saskatchewan 23 July 1964

Singer: Washezko Anastasia

Lyrics:

Konucana matu aitu,

Pana ix npucnatu,
Komnucana i mnakana,

Xod mijg cepiieM rope Maja.
«JIr001 giTH, CIITh.

3acHiTh, JiTH, HA XBHJIMHKY, 3aCHIThH Ha
TOJIUHKY.

B cHI MpUCHUTHCS, IPUMAHUTKCS,

SIka moJst BaM CBIIYHUTHLCS,

JIro61 miTH, Bam»
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Translation:

Mother was rocking her children,
She wanted them to sleep.

She wept as she was rocking,
For in her heart was grief.
"Sleep, beloved children.

Go to sleep, children, for a moment,
Go to sleep for an hour.

In your dreams you will see and lear
What kind of fate is in store

For you, beloved children.



A.9 Oi, Duma Zh Moja (Klymasz 1992, 45)

Recording: Vegreville, Alberta 12 July 1965

Singer: Sokolski John

Lyrics:
Oii, tyma K Mos, Tyma,
Benuka, He mana

o x s OixHa,
[ToroOuIam ryJbTss.

['ynbTsii He poOUTB,
JIvm i1e B KOpuMy Tail m‘e.

[Ipuiine nopomy,
MonoaeHnbky MeHe 0°€.

Bubus m‘s B xari
I Bci ropiku Ta it MUCKH.

Tal opo3roHus.
I[To cycigax AiTOYKH.

A s OigHas,
UYepenouku 30uparo,

Ta ¥ cinbo30HBKaAMU
VYcro xaTy CKpOIUISIo.

Oi1 boxe, boxe,
SIkuit kpacHUM 1€ CBIT.

SIkuii ripKkeHbKUN
MosoneHsKHiT MEHI BIK.

Iny nopororo
Tan nyMKy nymato,

Tait cama He 3HaIO,
[Ilo po6uTu marto.

[pwuiinia x s 10 piuku
Ta # crana, qUByrOCA:

Buctpa piuka rpae,
A s Ha HIO TUBIIOCS:

Taky ragky mato-
Ckouy, yTOIuttocs.
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Translation:

Duma zh moia, duma
O thought of mine,

So weighty, not small,

That I, poor one,
Fell in love with a rogue.

A rogue doesn't work,

He only goes to the tavern and drinks.

He comes home
And beats me, a young one.

And in the house he broke
All the cups and plates,

And he chased out

The children to the neighbours;

While I, poor one,
Pick up the pieces,

And with my tears
I sprinkle the whole house.

O God, my God,
How lovely is this world,

But how bitter
Is this young life of mine.

I walk along the road
And think:

And I don't know
What I should do.

I came to a river,
I stopped, I wonder;

The swift river swirls along,
And I just stare at it;

I have an idea
I'll jump and drown myself.



A.10 Oi, Letila Zozulen’ka (Klymasz 1992, 64)

Recording: Ituna, Saskatchewan 11 July 1964

Singer: Smychniuk Marija

Lyrics:

Oii nerina 303yJeHbKA Yepe3 CaJ0BHHY
Ta it 6eBkHya y BiKOHIIE, 30y 111a
TUTUHY .

bonaii T061, 303yJIeHBKO, TP’ TIKO
IIOIAJIOCh.

30yaunach MU TUTHHOYKY, 111¢ 01 OyJ10
CIIao.

[ToRinry 51 KOJIMCOYKY B Cay Ha CIIMBOYKY,
Bbyne 'ocriogp KosmcaTy MO0 TUTHHOYKO.

byne I'ocrioas KonucaTH, SHTOJIM CITIBATH,
Byne most auTHHOYKA /10 Bedepi CHaTu.

Translation:

A cuckoo bird was flying through the orchard,
And it bumped into the window, and woke up my
child.

May your feather fall off, you cuckoo bird.
You made my child wake up, it could have slept
some more.

I shall hang up a cradle on a plum tree in the
orchard,
The Lord will rock my little child

The Lord will rock the child, the angels will sing.
And my child will sleep until supper.
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A.11 Oi, U Lisi Zelenyi Dubochok

Recording: 6 August 1964
Singer: Uhryniuk Doris

Lyrics:
O#, y Jici 3eJIeHnid TyO0YOK,
Oii y nici 3eseHuil 1y004OoK.

[Tixg 1y60uKOM KOHMK BOPOHEHBK|Hii],
I[Tig my60YKOM KOHUK BOPOHEHBK|Hii].

Ha xoHuky xyoneup MoJIOqUi,
Ha xonuky xjoneup MOJIOIUH,
Cuautb co0i, Ha CKPUTIOUKY Tpae,
Cunutb co01, Ha CKPUIIOUKY T'pae.

CrtpyHBa CcTpyHBI IIpaBay i MOBIJAE,
CrpyHBa cTpyHBI paBay i MOBiJaE.
Hewma ctpumy i1 B1oBUHOMY CHH[Y ],
Hewma ctpuMmy i B1OBUHOMY CHH|Y].

3BiB 3 po3yMy MoJIOy JiBUMH[Y],
3BIB 3 pO3yMy i MOJIOALY A1BUMHY,
Sk i 3BiBIIM, HA KOHMKA CIBII[H],
SIK - 3BIBIIM, HA KOHUKA CIBIIIY.

CiBmm co0i, Tait ce BUXITYE,

Sk ciB co0i Tail ce BUXITYE,

Ta # 3 AIBYMHU JIHII C1 TOCMITIKY[€],
Taii 3 NiBUMHU JIUII C1 TOCMIIIIKYE.

A Temep TH Hi XKiHKa, Hi JIiBKa,
A Tenep TH Hi XKiHKa, Hi JiBKa,
A Temep TH TOJChKast 0OMiBKa,
A Tenep TH Jt0JChKas 0OMiIBKa.

A s x71onenp, Hido He 00KOCh,
A s xJ01€1b, HIY0 1 HEe 00I0Ch,
Kyna miny, s mie i 03keHioch,
Kyna migy s e # 03KeHIoCh.

MeHi BIIMIOTH OapBiHOBY KBIT[KY],
Tebe BOupyTh B OUTYIO 3aBIT[KY].
IymMuTh MUBO B HOBiif KOHOBOHIII,

Oi1 € po3yM B MOTli TOJIOBOHBIII.
Oit y moui TiTbTait CiHO KOC[HTh],

Of#i y moJi TUIbTail CiIHO KOCHUTb.
Ta o Hero AiBYMHA U IPUXOJ[UTH],
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Tali Ha pykaxX TUTUHY PUHOC[UTH |.

Ofi, Ti1bTar0, BO3bMHU CH JUTHHY,
SIk He BO3bMeEIll — Ha MOKIC TH KUHY,
IlocTaBuia auTsd i Ha MOKOCI,

Cama minuia s B 3eJIeHi TPOIIi.

KunyB rynsrail KOCy Ha TPaBOHBKY,
A cam i1 6epe TUTHUHY MaJICHBKY.
Oit, BepHUCS 70 CBOiM TUTHUHH,

Oii, BepHUCS 1 10 CBOIN TUTHHM.

[ToBexy Ts 10 CBOiMl poaWHH,

IToBeny 15 1 10 CBOIM POJAUHU.

[IpuiimoB rynsTail B XaTUHY W MaJI€HbKY,
Ta 1 IpUHOCUTH JUTUHY MAJICHBKY.

Kocus, it Mamo, TpaBy 3€J1€HEHBKY,
Tai Tam HalIIOB TUTHUHY MAJICHBKY.
Sk ech 3HAMIIOB-OY AU TOAYBATH,
Jlo AuTUHY i MaTH TTOITYKAaTH.

Of, 1i MaTHu B CIHSX 3a JIBEpUMA.
He #imna B xaty, abuch He cBapu[na).



Translation:

Oh, there's a green oak tree in the forest,
Oh, there's a green oak tree in the forest.
There is the horse under the oak,

A horse under the oak.

A young boy on a horse,
A young boy on a horse,
Sitting there, playing the violin,
Sitting there, playing the violin.

One string tells the other the truth,
One string tells the other the truth,
There is no restraint for the widow's son,
There is no restraint for the widow's son.

He drove a young girl mad,

He drove a young girl mad.

Having betrayed her, having sat on his
horse,

Having betrayed her, having sat on his
horse.

Having sat, he rocks back and forth,
As he sat, he rocks back and forth.

And he just chuckles about the girl,
And he just chuckles about the girl,

And now you are neither a woman nor a
maiden,

And now you are neither a woman nor a
maiden,

And now you are a human wash rag,
And now you are a human wash rag.

And I'm a boy, I'm not afraid of anything,
And I'm a boy, I'm not afraid of anything,
Wherever I go, I can get still get married,
Wherever I go, I can get still get married.
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They will sew me a periwinkle flower,
But you will be covered in a white
headcloth.

The beer is foaming in a new barrel,
Oh, I have wisdom in my head.

Oh, in the field, the rogue was mowing
hay, Oh, in the field, the rogue was
mowing hay.

And the girl comes out to him,

And she brings a child in her arms.

Oh, you rogue, take the child,

If you don't take it - I will throw it onto the
hay,

She put the child on the mowed hay,

And herself went into the green bush.

The rogue threw his scythe onto the grass,
And takes the small child.

Oh, come back to your baby,

Oh, come back to your baby.

I will take you to my family,

I will take you to my family.

The rogue came to the his small home
And brought the little baby.

Mother, I was mowing the green grass,
And there I found this little baby.

If you found it and will feed, it,

You should also look for a mother for the
child.

Oh, her mother is in the hall outside the
door.
She didn't go in, so you wouldn't scold her.



A.12 Oi, Rodychi Moi Myli

Recording: 14 August 1963
Singer: Melnyk Dora

Lyrics:
Oi1 poauui Moi MuIi, 10 ¥ X049y poOuTH!
Xouy s Wtu 10 Kanaau a Bac MoJUIINTH.

Bac nonumy B Ctapim Kpato, cam miny it B
Kanany,

Tpoxu rpomuriB sk 3apo0IIr0, MOXKE i TaM
nponany.

Oii To TOIi POYOK, TaK i1 el i ragaio
[Ipuiinuia, mpuiinuia Takack 3HMKa il IO CU
BiIOMparo.

30upatocu, 30uparocu B AajeKy i 1opory,
Oii cxonuMcest BCsl pOJIMHA, 10 MOMOTO i
JIOMY.

A 5 3 poJOM IONpPOILABCS, Ta i CHXKY 1 Ha
BO3I,
SIk BuixaB Oaii 3a celo, OiIb U1 MEHS ClIase.

SIk Buixaii Oaif 3a ce10, HI3€HbKO BKJIOHUBCS
[Ipomaii MeHe Bcs rpoMajia, MOXKe U 3 KUM
CBApPUBCHL.

[Ipoiaii MeHe BCs 11 Tpomaza, LiepKBa i
piaHa i MaTw,
bor cs 3Ha€ 4yu cs1 BepHy 70 TeOe BMUpPATH.

Translation:
Oh, my dear relatives, what I want to do!
I want to go to Canada and leave you behind.

I will leave you in the Old Country, I will go to
Canada myself,

Maybe I'll earn some money, maybe I'll perish
there.

Oh, a year went by, and I'm still thinking,
Some kind of photo came , and then I'm leaving.

Packing, packing for the long road,
Oh, let's get together, family, to my house.

And I said goodbye to my family and sat on the
cart,
As 11 left the village, I felt great sadness.

As I went outside the village, I bowed low
Forgive me my whole community, maybe I
quarreled with someone.

Forgive me my whole community, the church and
my native mother,
God knows whether I will return to you to die.
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A.13 Oi, U Luzi Kalynochka (Klymasz 1992, 54)

Recording: Canora Saskatchewan 3 August 1964

Singer: Rewakowsky Antonia

Lyrics:

Ofi, y nmy3i KaJIMHOYKa,

Ta i Ha TUTIT CS OXWJTHJIA.
«Yoro cuauil, 11BUYNHOUKO,
YopHi oui 3amBaem?

Yu T! 101 3aruHyJa,

Uu He Maell MaTyCeHbKU?
Uu kpaca TH 3 JIMUKa criaja,
UYu roBOpSATH BOPOKEHBKHU ?»

-«Hi mu mons 3arunyna,

Oi1 1 Maro MaTyCeHbKY,

Hi kpaca mu 3 nuuka cnana
3a T00010, Mili MHIICHBKHIA.»

«KoOu 4oBeH Ta if BECEIIbIIE,

[ToOyBaB 6u-M B Tebe, cepiie.

AHI 4OBHa, Hi TOpOMa,
[TepeOyBaTu MymIy BIoMa.»
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Translation:

In the meadow grows a guelder rose
Which bends over the fence.

"Why are you sitting so, o maiden,
And why do your dark eyes weep so?

Have you no good fortune?

Are you an orphan without a mother?

Has the beauty faded from your face?

Or are your enemies gossiping about you?"

"I have not lost my good fortune,
My mother is still alive,

Nor has my beauty faded

It is because of you, my dear, [that I
weep]."

"If I had a boat and an oar,

I would visit with you, sweetheart;
But I have neither boat nor ferry,

I must, then, stay home."



A.14 Oi, Zhal” Meni (Klymasz 1992, 32)

Recording: Shandro, Alberta 24 July 1965

Singer: Kowalchuk Ivan

Lyrics:

Oi1 sxaab MeHI, OM Tak Hi Ha KOro, Ta I'eH,
Oii >xallb MEHI, Oif Tak Hi Ha KOro,

SIK Ha CBOTO OaTeHbKA PiHOTO.

He BinnaB MeHe 3a peMiCHUYCHBKA, Ta TEH,
Binnas mene 3a po30ilinuipke Ka.

PeMicHUYOK XOIUTH TIO IO 3 ILTyTOM, Ta
rei. ..
P0361ifHUYOK T‘€ B KOPUMI, TYJISIE.

Po306iitHn4OoK ‘e B KOpUMI, TYJIsi€, Ta TeH,
I3 Bewopa KoHUKa ciJiae,
A BHiBHOYI B po30iii BUDK/DKAE.

A BIiBHOYI B p030iil BUDKKAE, Ta ek,
Han cBiTaHHS B BOPOTHYKAX CTOITh.

«Bwitam, ['aHto, 0TBOpU BOpOTa, Ta Iei. ..
Hagiz T06i cpibneuka i 3710Tay.

A mre 'aHs 3 TOCTIIBKY HE BCTana, Ta Tei.
A BXe K BOHa Cpi10JIeUKO Mi3Hama.

«Cpi6J10 # 3010TO-TO MOTO OaTeHbKA, Ta
reu. ..

Kinb BopoHuii-to Moro Opariiika.

[Tomymiku 3 myxy, TO MO€1 MAaTiHKH, Ta TeH.
XyCTKH 3 IIOBKY, TO MO€I CECTPOHBKID)

«Cigati 'aHro B MasiboBaHi caHi, Ta r'el. ..
IToigemo ax 10 TBOET MaMH.

3agi3 ['aHto B rmuOOKyY TOJIMHY, Ta TEH. ..
«TyT s Tebe, ['aHOUYKO, TOKUHY.»

I B34aB I'anro mig Oimii OOKH, Ta T'el. ..
Kunyg I'anro y JlyHait rmmbokuii.

«ITmuBwm, I"aHto, monan 6eperamu, Ta reu. ..
Taii 3a TIIMBEIN a)k 0 TBOET MaMU.
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[TnuBu [Manto, Bix 6poay o 6poxy, Ta
reu...
Ta ¥ 3amIMBeIl aK 10 TBOTO POAY.

IInusu I"anto, Big KIagKy J0 KIaAKH, Ta
reu...
A 10O TOO1 OaTEHHKOBI CIIAJIKU.»



Translation:

There is no one who has grieved me, ta hej,
There is no one who has grieved me

As much as my own father.

Instead of marrying me off to a craftsman,
ta hej ...
He married me off to a brigand.

A craftsman walks in the field with a
plough, ta hej ...

But a brigand drinks in the taver and leads
a dissolute life.

The brigand drinks in the tavern and leads
a dissolute life, ta hej,

One evening he saddled his horse,

And at midnight, he rode away to plunder.

At midnight he rode away to plunder, ta
hej

And at dawn, he arrived back at the gates.
,»Come out, Hanja, open up the gates ta
hej...

I have brought you silver and gold.*

Although Hanja has not yet got out of bed,
ta hej...
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She already recognized the silver:

"The silver and the gold is that of my
father, ta he;j.

The raven-black horse is that of my
brother,

"The down-filled pillows are those of my
mother, ta hej ...

The silken kerchiefs are those of my
sister."

"Hanja, get into the gaily painted sleigh, ta
hej
We shall go and visit your mother."

He drove Hanja down into a deep valley, ta
hej ...

"Here, my dear Hanja, I shall abandon
you."

And he picked up Hanja by her white
sides, ta hej ...
And threw her into the deep Danube.



A.15 Pyshu Lysta (Klymasz 1970a, 33)

Recording: Roblin, Manitoba 1963

Singer: Mararash Annie

Lyrics:
[Tumry nucta, nunry IpiOHMMU CIIOBaMH,
JlapMo BicTH X1y s O11HA 3 TITOYKAMHU.

Bixe MuHa€E pOUOK SIK TH HAC IMOKUHYB,
3apo6uTH XJ1i0a B 4y)KUH Kpal MOJIMHYB.

byB kaBanmpuuk 1o i Oyna i Koposa,
Bcbo To HaMm 1noina Ta TBOA i 1opora.

Byno MuHI TSKKO, SIK TH ILIOB B YYXKHHY,
[IToM mo30yia JeTKO HE AKYCh XyJ0OHHY.

Twu MeHe Bce TIIUB, 10 MEII JINCTA CJIATH,
[Ilo Oymy 10 CKpHHI capAayku CKIAAaTH.

Bxe MuHae po4yok — Hi TeOe Hi rpoliuei,
Jle K T HaM MOJIBCH, MKy Miil
Xopomui?

Yu i ¥ y Kanazai qpyry KiHKY Maer,
[Io 3a cBOIO piHY HaBITH HE 3rajaenm?

Uu tam y Kanani cami poxi 1BITH,
o To61 HEe MuTi TBOT pinHi AITH?

Ta 51 BxKe 3aHecsa B 3aCTaB cap/layuHy,
[Ipunum HaMm XOTh CJIOBO, 060 3 TITHbMH
3arvHy.

Tait Hema 110 iCTH, Hi 3a 10 KYITUTH,
B xaTi nitv Mep3HyTh, HEMa YUM HAJIUTH.

binumu pykamu s JIMCT 3ainuia,
Tay cama Ha TIOLITY 5 MOr0 ¥ HOCHUIIA.

I[anaM JINCT CyMHCHBKI/Iﬁ nomTapcBu B

PYyKH,
3a3HaBajio CCPLC TAKKO CBOI JIFOTI1 MYKH.

Uu He MUHYB MiCSIIIb B HEJILTIO 3 PaHHS,
[Tpwuiimos nuct 3 Kanaau — neBHM Bif
IBana.

243

— Ta i1 He numIiTH OiIbIIIe JIUCTIB 1 HE
HapikaiiTe,

3a nyury [BaHa maH OTIEBI JaiiTe;

Bam IBan y rpo6i, 3a6usa ro rimHa,
3a0wia ro riauHa B Kiniaro ManiToOi.

3arTakaiia JKiHKa, 3aIljIaKajin JiTH,
Ta ii Banu Ha 3eMIIIO, SIK CKOIIICHI KBITH.



Translation:

I am sitting down to write a letter,

For it is in vain that I, poor one, and my children
wait for news.

A year has passed by since you left us
And went off to a strange land to make a living.

We had a bit of land and a we had a cow,
Your costly journey took it all away.

It was hard for me when you went abroad-
I had to sell one of the animals for almost next to
nothing.

You used to cheer me by promising that you'd
write,
And that I'd be putting away fine clothes in the
chest.

But a year has gone by-no news of you and no
money.

Where have you disappeared to, my fine
husband?

Do you have another woman in Canada,
That you never even think about your own wife?

Is Canada fool of blooming roses,
That your own children are no longer dear to
you?

I have had to pawn my coat already-
Send us at least a word, for I'll perish with the
children.

There is nothing to eat and no money;
The children are cold in the house; we've nothing
to burn.

I sealed the letter with my white hands
And took it to the post office.

I handed over the letter to the postman,
And my heart grieved over my cruel hardships.

Early one Sunday, about a month later,
A letter came from Canada, “It must be from
Ivan!”

Do not write any more letters and do not
complain,
Instead, have the priest pray for Ivan’s soul.

Your Ivan is in the grave. He was killed by an
earth-slide,
An earth-slide killed him in Clinton, Manitoba.

The wife began to weep, the children began to

cry.
And they fell onto the ground like cut flowers.
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A.16 Spivaimo, Brattia (Klymasz 1970, 57)

Recording: Dauphin, Manitoba 1963
Singer: Michaluk Oleksa

Lyrics:

CmiBaiimo Opartts 1 B Tiit Kanani,
3a0yAbMO 1 10110 BXKE JIUXY,

Sk cu Haragaro 3a Ty ["anminumro,
To MU 1€ TPUXOAUT 10 CTPaxy.

Hibu mu ctpamrHo, HIOW MU CMIIIHO,
Sxwuii Tam, OpatTs, Herapas!

Uwu cumpky 11 poOIIio, 9u KyJa XOIKY,
To Mu Bce Ha rajui pas Ha pas.

Sk Tam nparroroTh Bei xs1100podu
[Tanam 3amiBnapma JeHb 1 Hid,
I He mouimnIie YUM pa3 TO TipILUE,
Tam no6pa He Oy/e neBHa pid.

[Toxunste, OparTs, Ty ["aminero

XO0Tb TO MMJIA PiJIHA BITYMHA,

51 Tam HaxoJMBCsl, BCIOJIa HAJAUBUBCA,
I onpoOMHKY MTpaBaX TaM HEMA.

bys s B Pemkaiini, Oy B LllTanepenri,
[ HaguBUB 5 C1 ¥ B cyAi

Ha xoro nanis, mo6 OyB puxTenbHUN
To Tenepka XoauTh BO OIyi.

W nanuBuB s Bes 1 mpu BUOOpax,
Sk mpoaaroTh XpyHi FOJIOCH,
IIpoxa 61 qymry i Mamio CBOIO.
Sk 3aHIOXa€ ¥ KOBOACY.

Inite no Kanaau, He BinkiamaiiTe,
XoTh Oynere pik-1Ba OiauTH,

S moromy cami 1 JiTi Bari

Bci no-nanceki OyaeTe KHUTH.

TyT xaxxauii piBHUH,

Bnoma uu B cymi- Kaxauii man

Cro mIicTAecsT akpiB CBOTO TPYHTY Ma€
I'punbKO, ManbKO uu [BaH.

Pobu ne Moxkell, KOcH e XOouelll,
Jlica e xouem-Tam pyOaii.

Po6u cam Ha cebe He Ha TapMoinu
W Ha 4Tk JONSAPIB CAYKH A
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TyT Kaauii MIaTUTH IO 1T’ ATh JAOJSIPIB,
PycuH 11y oSk 4m aHriikK,
S o sk BigpoOwHII ABa THI MIETEKBAPKY
To maemn criokii AN PiK.

Bynpere 3mopoBi Bci mpisiTeni,

I nait Bam 60xe MPOKUTH

I B maciuBuX JjriTax BCiX OITH CBOIX —
Bceix g0 nmocniaky i apyxurtu!



Translation:

Let us sing, brethren, in this Canada too,
And let's forget about our bad lot of old-
When I but think about that Galicia,

It still today drives me to fright.

It's somehow both terrible and comical
How bad things are over there, my
brothers;

And no matter whether I am sitting or
working or walking

It still comes to mind once every so often.

How hard all the peasants' labour over
there

For their masters, day and night;

Instead of getting better, things get worse-

It'll never be any good there, that's certain.

Abandon that Galicia, brothers,

Even though that's our own native land,
Ive been around over there, I saw much,
And there's not a speck of justice over
there.

I've been in jail and in the tax office,
And I've looked around in the lawcourts;
He who thought he could get a fair deal
there

Now knows how mistaken he was.

I've also seen their elections
And how some pigs sell their votes;
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They'd sell their souls and their mothers
too.
As soon as they smell garlic sausage.

Go to Canada, don't put it off!
Although you'll suffer for a year or two.
Later, you and your children

Will all be living the life of a lord.

Here everyone is equal,

At home or in the lawcourt,
everyone is a ,,sir;

And 160 acres of land is owned
By every Harry, Pan'ko or Ivan.

Work where you want, mow where you
can,

Cut the forest where you please;

Work for yourself, not for parasites,
And pay only five dollars tax.

Here everyone pays five dollars,

Be he a Ruthenian, Pole, or Englishman;
After you' ve put in your two days on public
works,

They leave you alone for the rest of the whole
year.

Good health, unto you, all my friends,

And may God grant you a long life;

And in your years of good fortune

May you marry off all of your children, to the
very last one!



A.17 Ta I Bula Klymasz (1970b, 35)

Recording: Rorketon, Manitoba 1964
Singer: Kindzerski Nellie

Lyrics:

Ta Oyna B asiavka €quHa T04Ka,
Taii To a BUepa Taii 3apyycHa.
Oi1, nait boxe!

Tak 3apydena ax g0 ['anuya,
AJl 10 ranuya 3a 1nornoBuya.

Oi1, nait boxe!

SIK 1 JaBajy, HAOB1dANIH:

[IpuixkmKail, CHHKY, CIIECTA B TOCTUHKY.

Oii, nait boxe!

Bixe pouok, BKe ABa, JOHEYKH HEMA,
Ha TtpetiM pouky Bxke mpuUIuHYyJIA.
Oii, nait boxe!

Taii cina B mojiax B BUIITHEBIM Cajy,
B BuIIHeBIM cajly Ha KpaiiHy BHIIHY.
Oi1, mait boxe!

Ha kpaiiHy BHIIIHY, HA KOTPY MUIILIIO,
Taii 3ayana BoHa kaniOHO KyBaTH.
Oii, mait boxe!

3agana CBOro Js/1€ BUKJIHUKATH,
Buxomuts 3Bi4 Hill JUASYOK 1i.
Oi1, mait boxe!

Eii, rena, rena, cuBa 3a3yJbKo,
SIkic 3a3yJnbKa, WM B raif KyBaTH.
Oii, mait boxe!

SIkic, noHeuka, Mpoury 0 XaTH,
SIkic, moHeuKa, IpoIly 10 XaTu.
Oi1, mait boxe!

SI-He 303ybKa, -Balla JTOHbKA.
S1-He 303ybKa, -Balla J10HbKa.
Oi1, mait boxe!

Jle TBO1, MOHIO, pyMsIH1 JIHIII?
B memro0a, nsaa10, Ha JOJIOHHMII.
Oii, mait boxe!

247

Jle >k TBOi, JOHBIIO, OLICHBKE Ti710?
B nemo0a, ngar0, Haraiika 3ina.
Oii, nait boxxe!

Jle  TBO1, TOHIIIO, YOPHEHBKI KOCHU?
B nemro0a, 1110, BAXKUYKH ITOIIUB.
Oii, nait boxxe!

Jle x TBO1, TOHIO, YOPHEHBKI BiBIIi?
B nemro6a, 5110, B )KKaa Ha 00IpII.
Oii, nait boxe!

Jle  TBO1, NOHIIIO, poraTi BOJau?
B memo60, as10, B )KKM1a Ha BOOOPH.
Oii, nait boxe!

Yectsb Oory xBana, Ballelli clasa,
Bamreni cnaBa-mane rocnonapy.
Oii, nait boxe!



Translation:

A father had one daughter,

And only yesterday she was betrothed.
Grant it, O God!

She was betrothed to someone away off in
Halyé,
To a priest's son in Haly¢. Grant it, O God!

And when they were giving her away, they
said,

"Come often to visit with us, O daughter.
Grant it, O God!

One year, two went by ne daugnter dion
appear.

In the third year she came flying. Grant it,
O God!

And she sat down in the cherry orchard,
In the cherry orchard in the last tree, Grant
it, O God!

In the last tree-the one I have in mind-
And she began to coo sorrowfully. Grant it,
O God!

She began to call her father,

And her father came out of the house.
Grant it, O God!

"O you grey cuckoo bird!

If you're a cuckoo, go and coo in the
woods; Grant it, O God!

"If you are my daughter, please come into
the house."
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"I'm not a cuckoo bird, I am your
daughter." Grant it, O God!

She came into the house and greeted
everyone,

And her father began to ask her questions.
Grant it, O God!

"Where are your rosy cheeks, O daughter?"
"My husband has them in his palms,
father." Grant it, O God!

"Where is your pretty white body,
daughter?"

"My husband's whip ate it all up." Grant it,
O God!

"Where are your black braids, daughter?"
"My husband braided them into reins,
father." Grant it, O God!

"Where are your black sheep, daughter?"
"My husband pawned them off to a Jew,
father." Grant it, O God!

"Where are your horned oxen, daughter?"
"My husband took them-they belong to the
Jew now." Grant it, O God!

Honour and praise be to God and glory to
your lordship,

Glory to your lordship-to you, O master of
this house! Grant it, O God!



A.18 Zaviazala Sobi (Klymasz 1970a, 74)

Recording: Yorkton Saskatchewan, 1964
Singer: Obuck Tony

Lyrics:

3aB‘s3amaM co0i1 oui, Terep 1Mo MHi ra30eHT
JIOIT4H,

[Tonamani B pymax Me0:11, HOBa IHUHA-HOBI
Tpabi (

Bin Ha MeHe rajiemye, i CBapuThCs 1 TeIyeE,
A s loMy peneTyro: s TAaKOTro He JIalKyto!

Bin 6eperbes daiityBaTh, a g n1ana ¢pyram
3HATH.
Bubiraro 6oca 3 pymy, 1 31ubaro Micic Kymy.

CBoi Tpo0OJ1iB MOB1AL0, SIKM TEIHU B XaTl s Maro.

Kyma toe n06pe 3Hae, 100pHii TeKIIUH MEH1
Tae.

Celi yac KJIMYUM TOJTICMEHA, APEIITYIOTh MOTO

MEHa.
Tenep miit MEH CHIITH B JKEHUITIO-
I'yn Tam mato 4 o mwro!
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Translation:

I must have been blindfolded when I married
him.

For now, my husband tramples over me.

He broke the furniture in the rooms,

And each day brings new troubles.

He says ,,God damn!** at me,

he quarrels and creates hell for me,
and I keep telling him,

that I don’t like this state of things.

Once, he started fighting and I made my feet to
run me out of there,

I ran out of the room barefooted

to another Mrs. relative, my friend.

I tell her all my troubles

And about the hell that I’ve got in the house.
She knew it and gave me good advice, a
lecture on what I should do.

Right away we called a policeman

and they arrested my man.

And now he is sitting in jail,

while I am having a good time right up to my
neck!



A.19 Zhinko Moia Moloden’ka (Klymasz 1970a, 21)

Recording: Winnipegosis, Manitoba 1964

Singer: Lozinsky Pavlo

Lyrics:

JKiHKO MOSI MOJIOJIEHBKA,
o 6ynem pobutu?
Xouy it 10 Kanamwy,

A Tebe IUIINUTH.

Tebe numry B cTapiM Kparo,
Cam miny B Kanany

Taii 3apo0ITt0 TPOXH TPOIICH
A0G0 cam mponaiy.

-He iam, myxy, 1o Kananwy,
He #inu GigyBatu

MeHi ripko Ty 6€3 Tebe
Jitu rogyBaTH.

He cnyxas s miTeit cBoix
AHI CBOI JKIHKH,

[TimoB e 51 10 cTapocTH,
B3sB mac 1o BaHIpiBKH.

BuixaB s xoHeII cena,
Huzenbko BKJIOHHUBCE,
-Oyab 310pOBI, CYCIJIOHbKH,
Moxe i ¢ KUM CBapuBCE.

Bynw 310poBi, CyCiTOHBKH,
IepkoB, 60xa matw,

Oi1 6or 3Ha€ 4K MOBEPHY
Jlo Tebe BMHpaTH.

[Tocimanu mu 10 TpeHa,
Crany BUDKIKATH,

A XTO0 1mIoch 3°iB aIb00 BUITUB
To myciB BepTaTH.

IIpuixamu mu 1o Llenbkpuk,
B uetBepriii roauHi,

Ka3aB resik nosmnasuru

B nici mpu gomnuHi.

TTo3ma3unu O1mH1 JIFoaN
MOoB fKi LIUraHH,

Kitanu Boross Ta # ce rpinu
Taii Tak moJjieram.
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IToBcraBanu OiHI JIFOIA
PeBHm 3ammakanm:

-0ii, MH BKe B Tiii KanamoHrii
Hagiku nponanu!



Translation:

Oh, my dear wife,
what are we going to do?

I want to go to Canada
and leave you behind.

I shall leave you in the old country
And go alone to Canada,

I’1l either make some money

Or alone I shall perish.

-Don’t go to Canada, my husband,
Don’t go there to suffer,

Without you here it’s hard for me
To feed the children.

I didn’t listen to my children,
Or to my wife,

I went to the village chief
And took out a passport.

When I got to the edge of the village,

I bowed low:

,Farewell, friends and neighbors,
Forgive me if | quarrelled with anyone.
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Farewell neighbours,

Church and Mother of God,

Only God knows whether I’1l return
To you to die.*

We got on board ship

And began to depart,

Whoever ate or drank something
Had to bring it up.

We arrived in Selkirk
At four o‘clock,

Genik told us to get off
In a forest by a valley.

The poor people climbed out

Like Gypsies,

They made a fire and warmed themselves,
And bedded down.

When the poor people got up

They began to seek profusely:

,,Alas! We are doomed in this Canada
To perish forever!*



Subset B
B.1 A Wam, Tatu (Klymasz 1970a, 91)

Recording: Fork River, Manitoba 1964

Singer: Pasternak Walter

Lyrics:

A Bawm, Taty, xxypures,
CIATH, BOPATH-

MeHi TaTy )KypUTHCS -
Ko6 Tto ®opna marw.

Byny s ctipyBaru,

3a CBITrapT TpyOuTH,

Tato 61xyT 32 MHOB B3ajy-
X0uyTh MeHE OUTH.

[Ipuixas s nogomy
Ha npyros roguny,
Meni TaTo He 3a0yB -
Mese 3a uynpuny!

311araB MeHe 3a 4yIpuHy
Tali Ha MeHEe Clu,

Ta 51 xaxy: “TaTy, CTaHbTE,
Kymnits razomniau!”

BcraB s B Henino paHo,
3i0paBcs Ha LITIOpPTAa,
Taii mimoB st 10 TpeKy
KpenkyBatu ®@oppa.

HakpenskyBas Toro @opua
Tay mycTus Ha rae,

Sxim 3aixaB B ¢eHc,

Taii 360cTyBaB Taep!

Jlaiitu MU cs TOIICYBAJIH,
He Bunis noporu,

SIxim BapuB B Tesie()OH MOJIC

Talt nokpyTHB HOTH,

[Ipuixas s nopomy,

[ToxpyueHi HorH,
Tarto kaxe-nponai ®opaa
Tait nait Ha noxropu!

wkoaa dopaa nmpoaasaru,
bo ®opx nobpe podw,

A s B HOTY MKy 31010,
Taii Hiil Dani XoOu.

MycuB ®@opa st npojaTu,
JlaTu Ha 1OKTOpH-
3arpaiiTe MU My3U4€HBKO,-
Komner BiBaToBi!



Translation:

Oh, my father, all you worry about
Is sowing and ploughing:

As for me, father, my main worry
Is getting myself a Ford.

I shall steer all over with it

And honk for my sweetheart to come out.

Here comes father after me-
He wants to beat me.

Once I came home

At two o'clock in the morning.
But father never forgot about me-
he seized me by the hair.

He grabbed me by the hair

And scolded me.

I said: “Stop, father!

Buy some gasoline for the car!”

Early one Sunday morning I got up
And dresses up like a real sport.

I went to the garage

To crank up the Ford.
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I cranked up that Ford

And put it into high gear,

When suddenly I rode into a fence
And bust the tire.

The lights were ruined

And I could not see the road;
I hit into a telephone pole
And broke my legs.

I came home-

My legs were broken;
Father said. “Sell your Ford
To pay for the doctors!”

It would be a pity to sell the Ford,
For the Ford works well.

As for my leg, I'll hammer a spike into it

And I'll keep walking alright.”

But I had to sell the Ford

In order to pay the doctors-
Strike up a tune, oh, musician!
This is the end of this vivat!



B.2 A W Kanadi Parubochky (Klymasz 1970a, 69)

Recording: Gilbert Plains, Manitoba 1963
Singer: Stadnyk Dokija

Lyrics

A B Kanani mapy0o4ku BUCOKO CSI HOCST,
A SIK I1yTh Ha MY3UKIB, B MAMH K800pd
MPOCATE.

Tait To MaMo 3 €IMHUM KBOJPOM HeMa M0
poburw,

bo mie#t Tpeba i NiBUMHM mikema
KYITUTH.

Ta koOu TO NHIIIEHb THKET, TO IIe Tpeda
JIoHea,
Ta xoOu TO IS €1HOI, alle TO IS HoHza.

Oi1 cuHy * Mili MOJIOJICHbKHI, CHHY X Miii
HEOO0XKUH,
Sk s BUIDKY TO 1 IT°sITKa TOO1 HE TTOMOXKE.
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Translation:

In Canada the young fellows strut about and
show off;

But whenever they go out to a dance, they
have to ask their mothers for a quarter.

"O mother, you can't do anything with a single
quarler,
For I have to buy a ticket for my girl too;

"And not only a ticket, I also have to buy
lunch;

And not only for one' girl but for a whole
bunch!"

"O my young son, my wretched son,
I see that even a' live dollar bill won't be
enough for you!"



B.3 Iak Ia Bula (Klymasz 1970, 80)

Recording: Gilbert Plains, Manitoba 1963

Singer: Zaporozan Antony

Lyrics:

Sk g Oyna me MajaeHbKa, mapiei-By,
Sk s Oyna me ManeHbKa, mapiei-By,
Sk g Oyna me MajaeHbKa, mapiei-By,
Komnucamna Mmene HEHbKa,

['uki-niHKi mapiei By.

To HOramm, TO pykamu, napjieu By,
To HOramu, TO pyKamu, napJjiei By,
A HapemTi KyJlakamu,

I'HKi-aiHK Tapien By.

255

Translation:

When I was still a little girl, parlez-vous,
When I was still a little girl, parlez-vous,
When I was still a little girl

My mother used to rock me,
Hinky-dinky, parlez-vous.

With the feet and with the hands, parlez-
vous,

When I was still a little girl, parlez-vous,
With her feet and

with her hands,

And finally with her fists,

Hinky-dinky, parlez-vous.



B.4 Ia Nyn'ka Popavsia (Klymasz 1992, 143)

Recording: Rama Saskatchewan 16 August 1964

Singer: Danylyshen Walter

Lyrics:

S] HUHBKA MOMAaBCs, aX T 3 MEHE JISABCS,
B Taky-em xanemny mnormas,

1o 3 po3MyKH 1 3710CTi TpilaJid BCi KOCTI
[ 9opT MeHe MaJio HEe B3SIB.

Iny cobi TuX0, Hi TaJKH TIPO JTUXO,
Hapemri ciitkana 6ina.

Ho Tiibku He 3HAK0, 1 BaM IIPHCSTAI0,
Uu ce niBka Oyna, yu BIOBA.

Taxa ynmipHeHbKa, TAPHEHbKA,
(aiiHeHbKa,

CMupHeHbKa Ta naHHa Oya.

Henaue cMieThCsi, KDY TUTBCS, BEPTUTHCH,
Ouamu MOB 3 Kpica cTpiia.

51 3 Hero mi3HaBCs, B TOW Yac 3aK0XaBcCH,
«He cMmilics-kaxy-He )KapTyn!»

Tu-Miit KOTUK, Mili TIECHK, MiH JIFOOHI
TEIEeCUK!

Tu-most, MeHe OLILITY I

Bona 4ock He XTina, 40rock BypKOTija,
Auite g 1 moOiauB.

J1o Hel BUINUBCS, HEHAYE CKA3HBCS
imyBaB 11 CKUIbKU XOTIB.

ASK TIOTIM Ai3HABCA, SK S TIOMMJISABCS,

o e 3a manHa Oya.

[Io mBapIy Ha o4ax, a MaBJApy Ha IMIOKaX,
Henaue B MnuHi nechb Oyna.

Jlute B>xe ApaHTUBE, BoJoccs (pambImBe,
I B Hel 3y0eit He Oyio.

Ho tinpku He 3Ha0, s BaM MPUCATAIO,

Uwu e manna Oyia, yu BJOBA.
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Translation:

Today I got into such trouble that sweat
began to pour,

I got into such trouble,

That from despair and anger all my bones
began to crack,

And the devil almost got hold of me.

I'm minding my business, no thought about
trouble,

And finally misfortune appeared.
However, I swear to you, I don't know
Whether she was a girl or a widow.

So neat, beautiful, nice

And modest was that young lady.

She seemed to smile, lurking hither and
yon,

And her eyes seemed to shoot like a gun.

I did get to know her, and immediately fell
in love.

"Don't laugh, - I say, - don't poke fun at
me,

Your my kitten, my puppy, my little
darling,

You're mine, kiss me."

For some reason she declined, for some
reason she grumbled,

But I vanquished her.

I latched on to her as if I were out of my
mind,

I kissed her to my heart's desire.

It wasn't till later that I found out how I
was mistaken,

And what kind of lady this was.

She had mascara on her eyes and powder
on her cheeks

As if she had come from the mill.

Her face was ragged, she wore a wig,
And she didn't have any teeth.
However, | swear to you, I don't know
Whether she was a girl or a widow.



B.5 Ia V Nediliu Rano
Recording: 1 July 1964

Singer: Zelena Elen

Lyrics:
S B HEAIIO paHO, 1€ i COHIIE HE CXOJIE,

A BX€ MOJIOJ )KOBHSIP 10 PUHOYKY XOJUTh.

Oi1, XoauTh BiH, XOJUTb, B pyKax II1a0IIt0
HOCHTb,
[Tana kamitana Ha ypiisiO ¢ IPOCHTb.

[Tane kamitaHe, MyCTH MHS JIO IOMY,
JIumuB s AIBYMHY, CaM HE 3HAI0 KOMY.

[Iynry x s mie myIry, ajne He camoro,
Ckaxxy Bocelany KOHsI BOPOHOTO.

Kaxxy Boceiat HOBOE ciemblIie,
[Toinem, noigenr, po3BeCENHI CepIIE.

Translation:

Early on Sunday, the sun didn't even yet rise
A young solldier is already walking around the
market.

Oh, he walks, walks, carrying a saber in his
hands,
He asks the captain to give him some time off.

Mr. Captain, let me go home
I left my girl [there], I don't know to whom.

I let you go, I will let you go, but not by yourself
only,
I will tell them to saddle a raven horse [for you].

I will tell them to put on a new saddle,
You will go, you will go, you will make your
heart happy.
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B.6 Ia Z Rutochky, Andrechuk Ellen

Recording: 30 July, 1963
Singer: Andrechuk Ellen

Lyrics:

S 3 pyTOUKHU OBI-TPH KBITOUYKH,
biarocnosu boxe!

Biarociiosu boxe 1 orens 1 MaTu.
CBoemy muTITH

BiHO4YOK 3a4MHATH, BIHOYOK 3a4MHATH.

Biiics BiHOUKY TJ1aKO, BIHCS BIHOUKY
TJIAJTKO,

SIk BUHHEE 510KO,

[Iyctum 151 Mexe JIroau,

TBost cnaBoHBKA Oy/Ie, TBOS CIIABOHBKA

Oyne.
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Translation:

Two-three flowers from the rue,

God bless!

God bless, and father and mother,

To start weaving the wreath for their child,
To start weaving the [wedding] wreath.

Weave yourself smoothly, o wreath,

Weave yourself smoothly, o wreath,

Like a wine-flavoured apple

We'll present you to the people,

Your reputation will be good, your reputation
will be good.



B.7 Khmil Luhamy (Klymasz 1992, 20)

Recording: Vegreville, Alberta 8 July 1965

Singer: Zaporozan Justyna

Lyrics:

XMiJTb JIyraMu, IICHUYKA JTAaHAMH,

[ peunuii MOIOAMH, TIOBAXKHA MOJIOJA,
IToBeuepsiiTe 3 HaMH.

XMijb 31IHETHCS, MIIICHUYKA 31KHEThCS.
[ peunuii MOIOAMH, IOBAYXKHA MOJIOJA,
Ca Beuepss MUHEThCS.

XMiJb TyraMmu, MIeHUYKa JJaHAMH,
['peunuii GaTeuKy, MOBaKHA MATiHKO,
[ToBeuepsiiiTe 3 Hamu.

XMijIb 31IHETHCS, MIIICHUYKA 3KHEThCS,
[peuni GaTeHbKY, MOBAXHI MATOHLKH,
Ca Beuepss MUHEThCS.

XM1iIb JTyramu, MieHUYKa JaHaMH,
['peuni npyx0604KH, MOBaXH1 APYKEUKH,
Ca Beuepss MUHETBCS.

XMiJTb JIyraMu, TIIeHUYKa JJaHAMH,
[peuni MaTOUKH, MOBaXKHI OaTEUKH,
IToBeuepsiiTe 3 HaMH.

XMijIb 31MHETHCS, MIIICHUYKA 31KHEThCS,
[peuni MATOHBKH, TOBaKHI OATEHLKH,
Ca Beueps it MUHETHCS.
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Translation:

The fields are covered with hopvines and
the plains with wheat,

O handsome groom and respected bride,
Sup with us.

The hopvines will climb and the wheat will
be harvested;

O handsome groom and respected bride,
The feast will soon be over.

The fields are covered with hopvines and
the plains with wheat,

O kind father and dignified mother,

Sup with us.

The hopvines will climb and the wheat will
be harvested.

O kind fathers and respected mothers,

The feast will soon be over.

The fields are covered with hopvines and
the plains with wheat,

O fine groom's men and respected
bridesmaids,

The feast will soon be over.

The fields are covered with hopvines and
the plains with wheat,

O fine ladies and respected men,

Sup with us.

The hopvines will climb and the wheat will
be harvested,

O fine ladies and respected men,

The feast will soon be over.



B.8 Khodyt” Iakiv

Recording: 26 June 1963
Singer: Moroz Fred

Lyrics:

Xoauth SkiB moHaz Oepir, Ha COMIKY
rpae,

[Tapacuna Bogy Oepe Ta it co0i criiBae.

Xomu crona, SIkiByHI0, X011, MO€ cepiie!

Han‘emocs ropiBOYKH COJIONKOT 3 TIEPIIEM.

[TimoB fkiB 3 [lapacuHoB, HanMBCA
TOPIBKH.

A SIK TIIOB TOJJOMOHBKY, Ta i BUCTTUBCS
KIHKH.

Ta #1 Boapus ii pa3 B IOJIOBY, a JiBa pa3u B
Ipyay,
[linuta 3 Hei YepBOHA KPOB, O BC1H 3eMJIi
BCIOJIN.

He sxanp meni SIkoByH!0, 1100 cs HE
HaXua,

JIumenp My xkanb, SIKOBYHIO, IIIOM T€ TaK
mro0wnIIa.

He »xanp meni, SIkoByHIO, IIOM I11e
MOJIOJCHBKA,

[ToguBuCS B KOJIMUCOYKY - TUTHHA
MaJIeHbKA.
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Translation:
lIakiv walks over the shore, plays the flute,
Parasyna takes water and sings to herself.

Come here, [akovunia, come, my heart!
Let's drink some sweet whiskey with

pepper.

lakiv went with Parasyna, got drunk on
whiskey.

And when he went home, he grabbed his
wife.

And he hit her once in the head and twice
in the chest,

Red blood flowed from her, all over the
ground, everywhere.

My lakovunia, I've no sorrow, that I didn't
live a long life,

I am just sorry, Iakovunia, that I loved you
so much.

I'm not sorry, lakovunia, that I'm still
young,

[But] look in the cradle — there's a small
child.



B.9 Nasha Slavna Tsisarivna

Recording: 2 July 1964, Saskatchewan
Singer: Twerdokhlob Pauline

Lyrics:
Hama crnaBHa nicapiBHa, IMIJISIXETCHKOTO

pony
[Toixana Kynatucs Ha MIBaWLIaPCHKy BOJY.

bonaii Tas [lBaiiiapis Oyia ce 3amnana,

Byna 6u cs micapiBHa B I[iM Kparo CKymaia.

Taii Oyna 6 cs1 BUKynajia B MeAi Tail B
MOJIOII,

Taii Ge Oya He 3a3Hala IIKCa B JIiBIM
oori.

Je x To# notup He xpeuenuil, B [laprxky
POIKEHUH,

[Ilo npucko4uB 10 LAPIBHU, SIK TOU IeC
CKQ)KECHHM.

Translation:
Our glorious empress, of a noble family
Went bathing in Swiss water.

I wish that Switzerland would just fall down,
Our empress would have better taken her bath in
our land.

Then she would have taken her bath in honey and
milk,

And she would not have gotten that spear in the
left rib.

Where that Lutheran, not even baptized, born in
Paris,
He jumped at our empress like a mad dog.
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B.10 Oi Na Hori Snih
Recording: 14 Aug 1963

Singer: Eftoda Elsie

Lyrics:

Oi1 Ha ropi CHIT OLTCHBKHIA,
Jlech moixaB Miii MHJICHBKHH.
Jech moixas, Ta i He 3HalO,
Jlum Mu cepiie ypuBato,
Jlech moixaB i HE 3HAIO,

Jlum Mu ceplie ypuBaro.

Hema Moro MujieHbKOTO,
Hema Moi KBiTKH,
[linuta 6u ro BU3MpaTu,
Ta He 3HaIO 3BIOKH,
[Timna 6u ro Bu3Mpatu
Ta He 3HaIO 3BIAKH.

A'y MEHE roJ0co40K,
Sk cpiOHUI A3BIHOYOK,
HaBuu meHe MOst MaTH
PigHuX cniBaHOYOK,
HaBuu meHe Most MaTH
PigHnx criBaHOYOK.

A K o ce 3acimiBaro,
Jlaneko Hs 4yTH,

Ha Toii kyuuk, e mMiit 1004uK

He s mato OyTH,

Ha Toii kyuuk ne Miit 004Uk,

Jle s maro OyTH.

Ta six co0i 3acmiBaro
Tpema ronocamu,

Ta sik 4ye Miif MUJIEHBKUH,
BMmueThes cnbo3amu,

Ta sik 4ye Miif MUJIEHBKUH,
BwmueTtscs cnpo3amu.
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Translation:

Oh, the snow is white on the mountain,
my sweetheart one has gone somewhere.
He went somewhere, but I don't know
where, My heart is just breaking,

He went somewhere, but I don't know
where, My heart is just breaking.

My sweetheart is gone,
My flower is gone,

I'd go to look for him,
But I don't know where,
I'd go to look for him,
But I don't know where.

I have a voice
Like a silver bell,
Teach me, mother,
My native songs.
Teach me, mother,
My native songs.

And when I sing,

You hear me far away,

To the place where my lover is
Where should I be,

To the place where my lover is,
Where should I be.

So I when I sing

With three voices,

So when my sweetheart hears,
He will wash himself with tears,
So when my sweetheart hears,
He will wash himself with tears.



B.11 Oi, Pliashu, Pliashu

Recording: Gilbert Plains, Manitoba 1963

Singer: Hnatiuk Annie

Lyrics:

Oii sy, sy, 3Haro 10 KOro,
JIaCTh MU JIBUMHA IIiB 30JI0TOIO.

— O¥ gaBaii, naBai, MO Ma€eNl JaTH,
HE Ma€ll 1aTH, BUTOHU 3 XaTu!

— Ta Maro, Maro, KOJIM He Jalo,
Ka3aja MaTH, 1100 He 1aTu-

— Tpeba 10 MeHe Kpaille TisicaTu!

C BoJlOKa Teue a B XaTi rapHo,

— BHUBEIU AIBYMHO KOHUKA, TAHHO!
BHBEJIAa KOHUKA IIE i ocimana, 30J0Ty
nrabenbKy 110 O0Ka jaana.

-Ha x 1061 mabenbKy, Ha 5k T0O1 JIy4oK,
Ha k 1001 JIy4yok 1o 6imux py4ok!

C BoJIOKa Teue, B XaTi 00JIOTO,

Ol BUIJIM, BUMIH, MOE 30JI0TO!

3 Bosoka teue, a B xari cyxo,

ol maii boxke, naii »ke i mebeTIOX0!
BIJl XaTH 0 XaTH HE MOXK JOJI3TH,
KaKe I1e JIBYMHA TaiIydKa cicTu!
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Translation:

I know for whom I'm dancing and singing
The maiden will give me a gold coin for it!
"Give, give, whatever you have to give!

If you've nothing to give, chase us out of
the house!"

"O I have something, but I'm not giving it!
Mother said I shouldn't give it-

You must first sing and dance better than
that!"

It's dripping from the roof, but it's nice in
the house-

"O maiden, young miss, bring out the
horse for me!"

She brought out the horse and even saddled
it

And placed a golden sabre at the side!
"Here's your sabre, here's your bow,

Here's your bow for your white hands!"

It's dripping from the roof, there's mud in
the house-

"O come out and welcome me, my golden
one!"

It's dripping from the roof, it's so dry in the
house-

"O give me something, my sweet warbler!"
I can barely crawl from house to house,
Yet the maiden wants me to dance the
hajduk!



B.12 Pane Doktor (Klymasz 1970a, 63)

Recording: Tartykiw, Gilbert Plains, Manitoba 1963
Singer: Mistal John

Lyrics: Translation:

[Tane moxTOp KEepompakrep, "Mister doctor chiropractor,
Yu ceprudikat maite, Do you have your certificate?
Ta, mo Bu MHe Tak 6e3ne4HO And why do you so confidently
3a nmuTKMU cuinaiire? Pinch me on the legs?'
Ceprtudikara st He Maro "I don't have a certificate

I #ioro He xouy, And I don't want one.

Yoro, MiCHC, TO 3aIIKO/IUTh, What harm will it do, Missus,
Sk 51 3acko60uy? If I tickle you a bit?"

Ta takoro ne nikaps "I have a doctor like vou-
CBoro BomMa Mmaro, My very own at home:

Sk meHi 110 3a0pakye- Whenever something ails me
C HUM Csl TIOMIrparo. I play around with him.*
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B.13 Sumno Zh Meni, Sumno (Klymasz 1970a, 53)

Recording: Vegreville, Alberta 1965

Singer: Zaporozan Maria

Lyrics:

CyMHO X MEHi, CYMHO, SIK Bedip TaK paHo.
Ha moim cepeHbpKy BecenocTi Majo.
I'eiis-reii, BeceaocTi MaJo.

Becenictb, BecenicTh, € K TH ¢ mofiiaa?
Bxe Mos BecenicTs 3amBiiia Ha 01710.
I'eiiss-reii, 3anBijga Ha 01710.

Iny noporoto, Taili yMKy Aymaro.
[Ilo MaB OM MWJICHBKY a TETep HE Maro.
['elig-rei, a Ternep He Maro.

[Tucap Ou s mucTH, Ta Mamip s Maro.
[Tonic 61 Ha MOIITY-AOPOTU HE 3HALO.
I'elig-reii, toporu He 3HAKO.

JlucTu X MO1 TUCTH, TIPKIi K MOi MUCII,
Sk cu noranaro. Kyzaa Bu nepeitinm?
I'eits-reit, Ky1a BU IEpEHIIUIN.

[lepeiuiu Ti piku, Ty BEIUKY BOAY.
I'ope x MeHi, rope B 1 Kanani 6e3 poxy.
I'eits-reit, B, Kananai 6e3 pomy.

Kanazmo, kxaramo, B TOOI ITOJIST MHOTO.
3BeJia XK TU 3 pO3yMy I'a3ay HEMl OJHOrO.
I'elig-rei, ra3ay He OJTHOTO.

Ta He Toro 3Bena, M0 pOOUTH, Tapye.
AJie K TOro 3BeJa, 1110 MOPIU KYIIYE.
I'elig-rei, mo Mopru Kymye.

[Ilo mopru Kymye, 6aHKH HAaCHYaE.
[Ipuiine no Kanaau, ta it maue, puaae.
I'elisa rei, Taii maye, puaae.

[e#t mu Bor momoske rporeii 3apoOuTw,
Bepnycs 1o kpato, Taif Tam OyZeM KHUTH.
['eits Teid, Tail TaM Oy1eM KUTH.

265

Translation:

It saddens me in the evening and in the
morning.

For in my heart here is little happiness,
Heja-hej, little happiness.

O, happiness, my happiness,
What's happened to you?

By now my happiness

Has bloomed white with age,
Heja-hej, white with age.

As I go along the road

I think a thought: I once had a girl,
But no longer,

Heja-hej, but no longer.

I would write her letters,

For I have paper; I would take it to the post

office.
But I don't know how to get there,
Heja-hej, how to get there.

O, letters of mine!

O my bitter thoughts!

O when I but think

Of the journey which you have made,
Heja-hej, the journey you've made.

You have crossed rivers

And that great body of water-
Miserable am I in Canada without any
family,

Heja-hej, without any family.

O, Canada, Canada,

There is much land in you-
You have caused madness

In many a young master,
Heja-hej, many a young master.

You have not driven mad.

Him who works and toils.

But you have driven to madness
Him who buys up land,
Heja-hej, him who buys up land.



Him who buys up land

And fills the banks with his money,
For when such a one comes to Canada
He only weeps and laments,

Heja-hej, weeps and laments.

God will help me yet

To make enough money,

So that I may return to the old country
And there we shall live,

Heja-hej, there we shall live.
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B.14 Tuman

Recording: 11 July 1963, Silton, Manitoba
Singer: Maranchuk Kate

Lyrics:

Tyman, mamito, TymaH,
Tyman mamIt0 Bras.

I'eit, reit, TymaH Mamiro,
TymaH, TyMaH MaMIItO BIIaB.

Moitona giBunrHA HaIsIKanacs,

I'eii, reit Mojoaa AiBUMHA HAJIAKaIAacs.
B Benuki mokoi 3axoBajacs,

I'eii, reii, B BeIUKi ITOKOI 3aX0BaJIacs.

CKpUHHUMU JIBEpaMu 3amucanacs,

I'en1, reld, CKpUHHUMH IBEpaMHU
3anupanacs.

CpiOHuMM KIIFOYaMM 3aMHUKanacs,

['eit, reif cpilOHMMHU KJIFOUAMU 3aMUKaJIacs.

B cepennim mroctepko criorsisiganacs,
I'eit, reif, B cepeHIM JTFOCTEPKO
criorysiaanacs.

Cama cBoi KpacH HaJIgKanacs,

I'eit, reit, cama cBO1 KpacH HaJIsIKaJIacs.

Kpaco x mos, kpaco, ae x cs 3azaiia?
I'en, relt, kpaco x MOs Kpaco, e cs
3aqima?

Yu 5 Tebe, Kpaco, B KapTH nporpana’?
I'eit, reif, uu g Tebe, Kpaco, B KapTH
nporpana?

Yu 5 TeGe Kkpaco B KOPIIMI Ipornuia?

['eit, reif, uu g Tebe Kpaco B KOPIIMI
nponuia?

Uwu 51 Tebe kpaco Ta it mporyJisia’?

I'eit, reif, uu g Tebe kpaco Ta i mporysiia?

AHI 5 T€ Kpaco B KapTH Iporpana,
Ieit, rei, aHi 51 T€ Kpaco B KapTH mporpasa.

AHI s T€ Kpaco B KOPIIMI TpOIuJa.
I'eit, reit, aHi s Te Kpaco B KOpIIMi

MpoImuia.

Jlum st TeGe kpaco Ta i mporyJisiia,
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I'eit, rei, i st Tebe Kpaco Ta i
MpOoryJisiia.



Translation:

Fog, mommy, fog,

Mommy, the fog came down.
Hey, hey, fog mommy,

The fog, the fog came down.

A young girl got scared,

hey, hey, a young girl got scared.

In great rooms she hid,

Hey, hey, she hid in the great rooms.

She entered through the chest door,

Hey, hey, she locked herself with the chest
door.

She locked herself with silver keys,

Hey, hey, she locked herself with silver
keys.

She looked at herself in the middle mirror,
Hey, hey, she looked at herself in the
middle mirror.

She was scared by her own beauty,

Hey, hey, she was scared of her own
beauty.

My beauty, my beauty, where have you
gone?
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Hey, hey, beauty, my beauty, where have
you gone?

Did I lose you at cards, beauty?

Hey, hey, did I lose you, beauty, at cards?
Did I drink you away, beauty in a tavern?
Hey, hey, did I drink you away, beauty, in
a tavern?

Did I squander you, beauty, in merriment?
Hey, hey, did I squander you, beauty, in
merriment?

Neither did I lose my beauty at cards,

hey hey, neither did I lose my beauty at
cards.

Nor did I drink away my beauty in the
tavern.

Hey, hey, I didn't drink away my beauty in
the tavern.

Only I squandered you, beauty, in revelry,
Hey, hey, I squandered you, beauty, in
revelry.



B.15 U Mistechku Vifleiemi (Klymasz 1970b, 105)

Recording: Calder, Saskatchewan 1964
Singer: Kohut Ellen

Lyrics:

VY Micreuky i Bigneemi matep boka cuna i mana.
Marep boxa i1 cuHa MaJia, B IMJIMHU I'O TIOBUBAJIA.

W y nunnny i ynosuia, Tai Ha IIpecTol HONOXKHIIIA.
Taii Ha pecTo MOIoXKKIA, CPiOIi KHUTH i 00JI0KMIIA.
Cpi6:i kHUTH 00JI0KMIIA M YCIX CBATHX 3alpocHia.

Oii 31MIIINCS BCI CBSATIT, B3SUIM KHUTH 30JIOTI.

Sk 3a4aiy B HUX YHTATH, SDKE )K HA MsI OM My JIaTH.

Janu iiomy caruii [Terpo, matep boxa i He 31001714,
Marep boxa it He 3m00mIIa, BiJl MpecToa i BiACTymuIIa.
Bin npecrona i BigcTynuia, Bes ¢ ¥ 3eMIIsl M 3acMyTHIIA.
VY micreuky it Bidneemi marep boxka cuna it mana.

Marep boxa i1 cuHa MaJia, B IMJIMHU I'O TIOBUBAJIA.

W y numuawy i ynoBuia, Tail Ha IPECTON TIOTOXKIIIA.

Taii Ha mpecTou moJioXkuiIa, cpidiil KHUTH M 00J10KUIa.
Cpi0i kHUTH 06J105KMIIA 1 yCiX CBATHX 3alpOChIIa.

Oii 31finucs BCl CBATIL, B3SJIM KHUTH 30J10TI.

SIK 3a4aiM B HUX YMTATH, SDKE K HA M OM My JIaTH.

Hamu emy Ha M [1aBrno, matep bosxa it He 3:m00una.
Marep boxa i He 3mr00mIIa, BT MPECToJia i BiICTyHIIA.
Bin npectona i BincTynuia, Best ¢ ¥ 3eMiis il 3acMyTHIIA.
VY wmicteuky it Bidneemi marep boxa cuna it mana.
Marep boxa i1 cuHa mMaJia, B IMJIMHU T'O ITIOBUBAJIA.

W y nunuawy it yrnoBuia, Tait Ha IPECTON TOTOXKIIA.

Taii Ha pecTo MONOXKUIA, CPiOIIl KHUTH i 00JI0KuUIIa.
Cpi6111 KHUTH 00JIOKHIIA 1 YCIX CBSITHX 3allpOCHIIA.

Oii 31HIIIINCS BCI CBATIT, B3SUIM KHUTH 30JI0TI.

Sk 3ayanu B HUX YUTATH, SKeE K HA MsI OU My JaTH.
Hamu emy Icyc Xpuctoc, Matup boxa i ce 3mobuia.
Martup 60xa # ce 3100m1a, [{o mpucrona npuctymnuia.
Jlo npucrouna npucrynuia,Bes ¢ i 3emild 3Becenuna.
Panyiitecs # yci moan, Icyc Xpucroc 3 Hamu Oye.
Panyiitecsa xpuctusuy, Icyc Xpucroc mexu Hamu!

Translation:

In Bethlehem town the Mother of God bore a Son.

The Mother of God bore a Son and wrapped Him in swaddling clothes.
She wrapped Him in swaddling clothes and placed Him on the altar.
She placed Him on the altar and opened up the books of silver.

She opened up the books of silver and summoned all the saints.

All the saints gathered together and took up the books of gold.

They began to read in them to see what name He should be given.
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They named Him Saint Peter; the Mother of God didn't like it.

The Mother of God didn't like it, and she stepped away from the altar.
She stepped away from the altar and the whole world was saddened.
In Bethlehem town the Mother of God bore a Son.

The Mother of God bore a Son and wrapped Him in swaddling clothes.
She wrapped Him in swaddling clothes and placed Him on the altar.
She placed Him on the altar and opened up the books of silver.

She opened up the books of silver and summoned all the saints.

All the saints gathered together and took up the books of gold.

They began to read in them to see what name He should be given.
They named Him Saint Pavlo; the Mother of God didn't like it.

The Mother of God didn't like it, and she stepped away from the altar.
She stepped away from the altar and the whole world was saddened.

In Bethlehem town the Mother of God bore a Son.

The Mother of God bore a Son and wrapped Him in swaddling clothes.
She wrapped Him in swaddling clothes and placed Him on the altar.
She placed Him on the altar and opened up the books of silver.

She opened up the books of silver and summoned all the saints.

All the saints gathered together and took up the books of gold.

They began to read in them to see what name He should be given.
They named Him Jesus Christ. The Mother of God liked this name.
The Mother of God liked this name and stepped up to the altar.

She stepped up to the altar and the whole world was gladdened.
Rejoice all peoples, for Jesus Christ shall be with us!

Rejoice, O Christians, for Jesus Christ is among us!
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B.16 Vyidy Nene Proty (Klymasz 1992, 13)

Recording: Sheho Saskatchewan 12 July 1964

Singer: Stjahar Marija

Lyrics A:
Buiinu, HeHe, IpOTH MEHE,
YU Ti3HAEII TENep MEHE,

MEXH CTOMa JIIBOYKAMH,
MEXH JIBOMA JIpyKeuKaMu?

MI3HAO TS, Mili CHHOUKY,
y 3eJIeHIM OapBiHOYKY!

IO, TOMSI, MAMKO, TOMS,
s 00 s Tenep BXKe HE TBOS,

ajie TOro IaHa,
110 51 HOMY IpHCsTaa.

T'oit, Buiiam, MaTH, 3 XaTu
MIPOTIB CBOTO AUTSTH.

Lyrics B:
Oii, BTBOpH, MaMKO, JIi3KY,
Beszem TH HeBiCTKY.

[I{o KOpOBH TH HE 3/10iTh,
bo BoHa cs1 xBocTa 0OITh.

Xiba To01 Ta ¥ He crede,
bo it cMapok 3 HOca Teye.

Bona Taka, sk Moruia,
Taka ramIa, IK KOOWMIIA.

Translation A:
Come out to greet me, o my mother,
Will you now recognize me now?

Among these hundred maidens,
Between these two bridesmaids?

I recognize you, my son,
In your green periwinkle.

O mother, mother,
I am no longer yours,

But I belong to that man
To whom I swore fidelity.

O mother, come out of the house
To greet your child!

Translation B:
Open the gate, mother,
We bring you a daughter-in-law,

Who will not milk your cows?
For she's afraid of the tail.

She won't bake bread for you.
For snot runs from her nose.

She's like a mound.
And rotten like an old mare.

Look, mother, through the window.
We have brought you a daughter as radiant
as the sun.

IloguBuiics, Halma MaMKO, B BIKOHIIE,
[IpuBe3nM-M TH HEBICTOUKY, SIK COHIIE.

(KoxeH psiiok criBaeThCs J1BiYil).
(Each line is sung twice.)
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B.17 Zahadav Ia (Klymasz 1970a, 25-28)

Recording: Rama, Saskatchewan 1964

Singer: Chicilo Anna

Lyrics:

3aranaB s 3a Kanany,
B34B s po3munusarTy,

Oii KOOHU-TO BiJI CTAPOCTH
[MammopTa aictaTu

O#1 xo1uB 5 3a MacrnopToM
Ha twxnens tpu pazu

A BIH MEHE CE IIUTAE:

-€ aenl, CHHy Bpaxui?

A s eMy BiJIITOBIBIIIH
-J1ali CBSIJICTBO MOE,
Haiit 51 iny no Kananu,
bo s TyT B HeBouIi.

bo 1y nanu 3a BuGopu 0‘toThCs,
I'onmocu xynyroTs,

A Hac OITHUX HEIACIUBUAX

Ha Bcim Hac MopayroTh.

Oii mpuitio To Ha Bijx ‘i3,
B3eB g Bix TxmmKaTH

[ 31fIHCS BCSL poIMHA

30 MHOIO MPOIIATH.

Of1 BUIIIOB 51 Ha TOABIP s
Ho xoBaHi Bo3H,
Bobinenu Bcro pouHy
JIpiOHEHBKI CIBO3H.

[IpuixaB s KOJIO LIEpPKBU
Ha BOuty nopory,
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CKUHYB LIANKYy, TOKJIOHUBCE,
-OyBaiite 310poBi!

ByBaii 310poB pigHe ceno,
Tali TH LIEpKBO-MAaTH,
lNocnionib 3Ha€e un ce BepHy
10 Te0e BMHUpPATH.

[Ipuixas 51 10 KoE€d,

A poauHa apecs,

A KOHIYKTOp Hac 3a Iuiedi,
3anep 3a HaMU ABEPIIi.

[puixanu o I'amOypry,
Cinaro Ha widy,

I cimaro, mpomMoBIIsito,
SIke KUTTA Maro.

Oii cinu Mu Bke Ha 1idy
Taii co0i ragaro,

Jlecb poaMHa piTHEHbKAS
CI1b031 TIPOJIMBAE.

Oii K B3€J1a YETBEP PAaHO
[Ti¢a xomucatu
Oti B3 mu Ilana bora,
Mapito B3UBaTH;

-Jlonomoxu Cycu Xpucrn,
Caetuit Hukonaro,
JloromMosKu Ham 3aIUIUCTH
Jlo HOBOTO Kparto.



Translation:

I began to think about Canada,

I started to ponder,

If only somehow I could get the village
head

To give me a passport?

I went for a passport

Three times in a week;

And he asked me:

,»Where are you going, you rascal?!*
And I answered him:

“Give me my documents,

Let me go to Canada,

For I live here in Bondage”.

For here the lords fight over elections,
And they purchase votes,

And us poor unfortunate ones

They work to death.”

The time had come to depart,
And when I began to leave,
My whole family gathered
To bid me farewell.

I went out in the yard,

(And I got) on a wagon-train;

The wheels were rimmed in iron.

My whole family was showered down
With fine tears.
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I drove up beside the church
On the gravel road,

I doffed my hat and bowed:
“Farewell!

Farewell, my native village,

And you, my Mother Church;

The Lord knows whether I'll return
To you to die”.

I came to the railway station

And my family pushed in around;

The conductor took us by the shoulders
And closed the doors behind us.

When we got to Hamburg

I boarded a ship;

And as I got on, I said to myself,
“What a hard life I lead!”

We were already on board ship
And I began to think-
Somewhere my dear family

Is shedding tears.

On Thursday morning

When the ship began to rock,

We began to call on the Lord God
And the Virgin Mary:

“Help us, O, Jesus Christ
And Saint Nicholas!
Help us to cross over

To our new land!”



B.18 Zaspivaimo My V Kanadi (Klymasz 1970a, 60)

Recording: Yorkton, Saskatchewan 1964

Singer: Shordee Anastastia

Lyrics:

3acmiBaiiMo mu B Kanani,
XoTh poOOTa HaM He B JIai,
Boxe JXiB TyTKa HE MaeM,
Bo ce micHIO 3acmiBaem.

Tyt mmenuns pocre daitHo,
SIdMiHB, OBeC- K 3BHYAMHO,
BapaGoui TyT BenuKi,
['pymiki, BUIIIHI POCTYTh JUKI.

e Bocuka, ne-repnerna,
Tak kamycTa sk perera.
JIum He Tpeba cb JIHYyBaTH,
Tpeba 100pe KOopUyBaTH.

€ MOXUYKH, € OPIXH,

MalOTh JIITH JOCUTH BTiXH,

€ TYT AT 10 TOCTATOK,

1€ ¥ MAMEHBOK Ha TOJaTOK.

Kykypynsza He 10X0IUTh,

a OTIPKH MaJlo POJISTH,

3a rap0Oy3u Tpe 3a0yTH,

60 MOpO3 iM HE AacTh OyTH.
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Translation:

Let us sing in Canada,

Even though everything isn't running
smoothly for us;

At least there aren't any Poles' here
And we can sing anything we wish.

Here the grain ripens nicely-
Barley, oats-the usual,;

The potatoes here are quite large
And pears and cherries grow wild.

Wherever there's a poplar or aspen-tree,
There you can grow cabbage as big as a
sieve.

Only you can't be lazy-

You have to work hard at clearing the land.

There are currants, there are nuts,
And the children are quite pleased-
There's more than enough berries
And even mushrooms to top it all off.

But the corn doesn't ripen

And cucumbers rarely grow;

And one might as well as forget about
pumpkins

Because the frost doesn't allow them to be.



B.19 Zaviazala Sobi Ochi

Recording: 23 June 1963, Manitoba
Singer: Yuriy Anne

Lyrics:
3aB‘s3amam co01 oul, Tenep MeHe ra30eHT Jomue,
ITonamani B pymi Me0J1i, HOBa THUHA-HOBI Tpali

A s eMy peneTyro: 110 TaKOTo He JaiKyto!
Bin Gepetbces i ¢daiiTyBary, a s 1ana gpyram 3HaTH.

O Tikaro 60ca 3 pymy, 1 3110ar0 Micic Kymy.
I Bci TpoOii nMoBiAao, sSiKe MEKJIO B raB3i Maro.

Kyma npaBo 100pe 3Hama, oJpaiiT MeHi paay naia
Ceii yac kJIM4e MOJIICMEHA, apelITy€e CBOI0 MEHa.

Bin tenep cuniTh y JKenIi- Maro Iy TaliM axk Mo LIuio!
A six Buiine Oyje 3HaTH IO Tpa Jieiai manyBartu!

Translation:

I must have been blindfolded when I married him.
For now, my husband tramples over me.

He broke the furniture in the rooms,

And each day brings new troubles.

He says ,,God damn!** at me,

he quarrels and creates hell for me,
and I keep telling him,

that I don’t like this state of things.

Once, he started fighting and I made my feet to run me out of there,
I ran out of the room barefooted
to another Mrs. relative, my friend.

I tell her all my troubles
And about the hell that I’ve got in the house.
She knew it and gave me good advice, a lecture on what I should do.

Right away we called a policeman

and they arrested my man.

And now he is sitting in jail,

while I am having a good time right up to my neck!
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