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Abstract

Most studies of diasporic vernacular singing focus on song lyrics and
emphasize the preservation of pre-emigration repertoire. In this two-article study,
we focus in detail on one narrative song to illustrate the complexity of
transculturation in Ukrainian-Canadian vernacular singing. Empress Elisabeth of
the Habsburgs was assassinated in 1898, and this event was commemorated in a
song in Ukrainian. The song has been documented over a wide territory and
changed periodically to produce four clear chronological redactions. In this
article, we examine the history of the song lyrics in available texts from Ukraine.
The patterns are strikingly atypical for a “traditional folk song.” Whereas the
literature on the genre of “song-chronicles” emphasizes brief lifespans and limited
local distribution for any given song, this example has been sung for over a
century, diffused orally across hundreds of kilometers, and on two continents.
Whereas previous scholarship on folksong transmission emphasizes vertical
transmission “from generation to generation,” we show that this song was much
more often learned “horizontally,” from peer to peer. Whereas most literature on
20" century folkloric transmission emphasizes the great power and influence of
media, it is clear in this case that published versions of the song were rare and
surprisingly un-influential.

“To € xoporw Dpancicsk, uwe 0agHo - 0A6HO,
mo it 3a0unu, my... my yapisHy, i si 3HAI0 3a HIO CRIBAHKY [Sings].
Uh huh, npasousa, yeah. [A 0e Bu ii naguunuca?] To max nodu cnisanu.”

[1t’s about king Franciszek, long, long ago,

they killed her, that princess, and I know a song about her (sings).
Yes, it’s a true one. (And where did you learn it?)

Well, people were singing like that.]

Nastja Masiowsky, interviewed by Robert Klymasz,
Fork River, Manitoba, 20 July 1964.
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Introduction

Many studies of diasporic vernacular singing emphasize the preservation of
pre-emigration repertoire or, contrastingly, its “loss” to assimilation. Ukrainian-
Canadian vernacular singing has been treated in this binary way as well [Koshetz
1950], though also sometimes with a more positive interest in hybridity and
transcultural qualities [Hnatiuk 1902; Fedyk (1911) 1927; Rudnyc’kyj 1956-
1963; Melnyk 1972; Klymasz and Porter 1974; Klymasz and Medwidsky 1983;
Klymasz 1992; Shevchenko 2012; see Nahachewsky 2018: 99-100]. The
overwhelming focus of publications has been on the lyrics of the songs
[exceptions include Koshetz 1950; Klymasz 1968; Cherwick 1999; Koszarycz
1997; Zaitseva-Herz 2024].

One song attracts our attention in this article because of the textual and
musical features of its variants and transmission to the Canadian diaspora in two
redactions. The song narrates the death of Empress Elisabeth of the Habsburgs in
1898 and has been the subject of one previous article, written by Bohdan
Medwidsky [1978], to whom this study is dedicated. In this article, we step back
to the core territories of the song in what is now western Ukraine and discuss the
lyrics and their variability across twenty-nine full and partially documented texts
over 125 years. We observe that the song circulated orally in four clear
chronological redactions over its history, each reflecting an increasing distance
from the initiating event and each influenced by the changing environment in
these lands. This song’s documented texts illustrate a pattern that contrasts with
many clichés about folksong transmission and diffusion. Whereas the literature
on narrative songs relating recent historical events emphasizes their brief lifespans
and limited local distributions, this song spread widely and quickly and was still
sung via oral transmission over a century after the event. Secondly, whereas
previous scholarship on folksong transmission emphasizes vertical distribution
“from generation to generation,” we show that this song was much more often
learned horizontally, from peer to peer. Thirdly, whereas most literature on
twentieth-century folkloric transmission emphasizes the increasing power and
influence of media, we demonstrate that published versions of this song were rare
and surprisingly un-influential (at least until the fourth redaction in the twenty-
first century).

Empress Elisabeth of the Habsburgs (“micapesa” or “micaposa” [wife of the
emperor], nicknamed Sisi by her intimates), was visiting Geneva in the fall of
1898. On 10 September, as she and her attendant, lady-in-waiting Irma Sztéaray,
were walking along a lakeside promenade to board a steamer to Montreux,
anarchist Luigi Lucheni punched her in the chest with a thin metal file. This
assassination was consistent with a larger anarchist movement promoting violent
“propaganda by the deed” in Europe and beyond at the turn of the twentieth
century [Graham 2005]. She stood up again after the blow and walked to the
steamer, then collapsed on the boat, which thereafter returned to dock to allow her
to be carried back to her hotel. The thin blade resulted in an eight and half
centimeter deep wound and had penetrated her heart (as later found in the
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autopsy), making her survival impossible, and she died in about an hour
[Yasenivs’kyi 1914: 164-181; Medwidsky 1978: 30-33; Matray and Krueger
2000: 67]; “Die Kaiserin lag in schmerzloser agonie. Die Mediziner erkannten
schnell, dass keinerlei Hoffnung mehr bestand” [The Empress lay in a state of
painless agony. The doctors quickly recognized that there was no longer any hope]
[Matray and Krueger 2000: 67]. (1) The murder and state funeral were described
extensively in the media.

The empress’s assassination became related in song in Ukrainian very soon
after the event. Western Ukrainian ethnographic territory was then part of the
Austro-Hungarian Empire, and the empress was a very high-profile figure. It is
intriguing that the song became popular in Ukrainian, though we have not been
able to find evidence of similar songs about her in Hungarian, Polish, German, or
other language communities in the Habsburg Empire, which were equally
impacted. (2) Neither can we explain its popularity in the absence of songs of a
similar character for other high-ranking members of the Habsburg court, such as
Crown Prince Rudolf or Archduke Franz Ferdinand, who also met high-profile
tragic deaths, nor the absence of songs about the demise of the Emperor Franz
Josef himself. The song about Elisabeth blurs the boundaries between public
commemoration and vernacular mythmaking, allowing performers to draw a
humanized imperial figure into local imaginaries. Relations between the
monarchy and its diverse subjects were very complex, but Ukrainians in this rural
eastern crownland seem to have felt more than average support for the royals [see
Himka 1988; Zubrytskyi and Sysyn 2013; and more generally Magocsi 1985;
Subtelny (1988) 1996; Plokhy 2016].

On the other hand, we do not wish to fall into the same naive binary as in
beginner folk prose discussions, in which personal experience narratives are
believed to be “true” whereas fairy tales are “fictional.” One cannot make blind
generic generalizations about the many levels of engagements a storyteller has
with the contents of a story, nor that a singer must understand the words that are
being sung. We will demonstrate below that the text variants of this song are a
rich and evolving mixture of historical truth and falsity. In terms of its meaning,
the song can variously suggest patriotism, political identity, national/ethnic
identity, nostalgia, sympathy for the victim, and gender-based empathy, and at
other times disassociation, satire, and counter-cultural rebelliousness. Further, it
was probably often sung, like many other traditional songs in vernacular settings,
because of an aesthetic disposition for the act of singing, pleasure and satisfaction
for its successful performance, the eloquence of a refined composition, emotional
release, personal wellbeing, and/or for the intimacy and camaraderie of the
singing occasion. We note, to illustrate, that the Empress’s name never appears in
any of the text variants. This may have been a function of respect, identifying her
by title rather than name (although the Emperor himself is sometimes identified
by his first name), but it may also have been an indication of relational distance
(the Emperor’s name is quite often corrupted and inaccurate), and surely,
sometimes the result of simple ignorance about who she was (as evoked in the
epigraph describing a “princess long ago”). We cannot be sure who Empress
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Elisabeth of the Habsburgs was for the diverse singers, nor their motivations as
they may have changed and combined over time. The meaning of the song to a
singer may tend to be less opaque in the more recent documentations, though
singing the song at a wedding or during a choral concert certainly suggests
complexity and ambivalence. Especially for some of the older documentations,
we can’t know the mindset of rural tradition bearers, nor the impacts of when an
educated person (with their own political position) came from the city, perhaps
with an exotic machine, and asked them to sing out of context. We note that even
the expert ethnographers of the early documentations were almost universally
silent on the political sophistication and views of the singers, their overall song
repertoire, the logic of their selections during the recording sessions, and usually
even the sampling method and the contexts of recording sessions. These were
simply not key issues in research at that time, though researchers were very
scrupulous in documenting and commenting on other aspects, as we show below.
Singers might have had multiple and diverse reasons to choose this song rather
than another. The early performances of the song about the Empress may have
functioned as expressions of personal admiration and cultural belonging, while
many of the later ones seem to have had a satirical tone.

Influenced by these arguments, the goal of this study is not to focus primarily
on the social environment and political context for the song. We acknowledge the
prudence of restraint in our evaluation of its meaning in specific cases. Rather
than focus on why the song arose and achieved popularity, we direct our attention
to questions of how and when. Our methodological approach is to delve deeply
into the textual and musical variation of the documented performances to reveal
significant patterns in the singing tradition itself. Questions of meaning and social
context are certainly involved, but are secondary, maximally derived from our
primary data, the empirical textual and musical evidence itself.

Early History of the “Tsisareva” Song Text

Many intellectuals were interested in folklore texts as characteristic features
of “the nation” in Ukrainian nation-building process at the turn of the twentieth
century. They actively documented song lyrics and other folklore genres,
publishing many in periodicals or scholarly works. Variants of the song about
Empress Elisabeth were written down and reported by diverse collectors, and
additional versions were recorded but not published. (3)

All these songs are structured in kolomyika form, that is, two lines of 4+4+6
syllables each (typically accented as | “VUU | VUL | “UUU | ——|), thyming to
create one verse. The kolomyika was the dominant productive form in most areas
of western Ukraine at the time [Hnatiuk 1905; Kolessa (1928) 1970: 40].
Significantly, the nine early versions of the song with geographic information
were recorded in widely dispersed villages, hundreds of kilometers apart in some
instances: “Haposna micHst ipo cMepTh IicapeBoi €nrcaBeTH HaJIeKHUTh 3apa3 10
HaMOUIBII MONIMPEHUX HAPOJHUX MiceHb B [ anmyuHi: 11 3anmcu Ha i 1o Hac
Maibke ogHovacHO 3 pisHuX okonmik” [The folk song about the death of Empress
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Elisabeth is now among one of the most widespread folk songs in Galicia: I've
received documentations of it from various locations almost at the same time]
[Franko (1905) 1963: 97, cited in Dei 1972: 21]. None of the available versions
are identical in their textual content.

e} Pre-1902 te

® Later text T
-& Canadian/Singer: ik %
ancestr:

village™ @

Figure 1: Locations documented for “Tsisareva’ song versions, all within the
bounds of the eastern Crownland of Galicia and Lodomeria (dotted lines).

The five available complete early texts of the songs share the same overall
content, featuring six “scenes” (locations in which the narrative is set): scene one,
Vienna, the Emperor and Empress plan to give medals to their citizens; scene two,
Vienna and a narrative space, foreshadowing her death and sadness and describing
her difficult life and good works; scene three, Switzerland, she should not have
gone to the spa there; scene four, Geneva, the lakeside murder, efforts to save
her, and her death; scene 5, Vienna and the empire, the Emperor and citizens learn
about her death and grieve; scene 6, Vienna and a narrative space, the funeral,
mourning, and a panegyric. Many of the lines within each of the scenes are similar
in content and sequence across variants, though they often vary in length and finer
details, such as specific vocabulary, filler syllables, and dialectal forms. The two
versions published by Ivan Franko in 1900 are the most similar and suggest a
more recent common source; they are also geographically least distant, both in
Buchach county. The versions sung by Fit’ and Dutchyk have several more
significant differences, including the transposition of parts of scene three into a
different sequence, as well as numerous unique phrases and lines. The first and
last two lines of the Dutchyk version, for example, present a brief framing scene,
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depicting village girls thinking about the Empress and composing the song. (4)
Otherwise, however, the text of every version recorded in the first decade after
the murder is easily recognizable as “the same song,” the same “type set,” or the
same “redaction.” A sense of their similarities and differences can be gained by
comparing the first sentence of scene one in these variants: (5)

Oi1 Ham nicap 3 nicapiBHOB B3SUIM €51 PaINTH: | OH SKi OM TO NIpHU3EHTA
THM ITFOJIHOM 3pOOUTH?

[Our lord, the emperor and the empress began to deliberate | What kind
of presents to make for those people?]

Ivan Zhylavyi (singer and transcriber), Slobidka horishnia, Buchach
povit. [Franko 1900: 54]

A mam micap, micapeBa 3a4riIi PaguTH: | Of sIKi OM THM >KOBHSpaM
TIPU3EHTa 3pO0HUTH?

[Our lord, the emperor and the empress started to deliberate | What kind
of presents should we make for those soldiers?]

M. Hnatiuk (singer and transcriber), Koropets’, Buchach povit. [Franko
1900: 54]

A Ham micap 3 IicapeBOB B3€NH Ci paauTH: | «SIKy Ou [Ham] ThM
KOMHEpPAM MTaMHETKY 3po0uTH!

[Our lord, the emperor and the empress began to deliberate | What kind
of presents should we make for those soldiers?]

Ivan Fit’ (singer), Volodymyr Hnatiuk (collector), Brodky, L’viv oblast’,
1900. Orthography revised by Dei [1972: 174-175].

B3panmcek mpicap ¢ npicapiyHoy, B3baJId CbH PaJUTH, | akix OM TO i THM
KOyHbapaM IPU3eHTa 3pOOUTH.

[Our lord, the emperor and the princess began to deliberate | And what
sort of presents to make for those soldiers?]

lIosyf Rozdol’s’kyi (collector), Pecharne, Zalishchyky povit, 1901.
[Rozdol’s’kyi and Liudkevych 1906: 154]

A Ham 1picap ¢ bicapoBOY B3bMJIM Chi 32 PYKH | ITOCH1aIM KOHEI]
cTOMNa, i AYMalyT TyMKH.
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[Our lord, the emperor and the empress took each other by the hands |
They sat at the end of a table and are thinking thoughts]

Tosyf Rozdol’s’kyi (collector), Liubin’ malyi, Lviv povit. [Rozdol’s’kyi
and Liudkevych 1906: 160]

A Ham ipicap ¢ IbicapeBoy CTallM Cha PajiTH, | a WK OU TO THM
KOMHbBApaM IPe3eHTa 3pOOUTH.

[Our lord, the emperor and the empress took to deliberating | What kind
of presents to make for those soldiers?]

losyf Rozdol’s’kyi (collector), Dunaiv, Peremyshliany povit.
[Rozdol’s’kyi and Liudkevych 1908: 179]

Oii ciB micap 3 micapeBoB, cranu ce paguru: | Ot mo x Ou To 3a
MIPU3EHTA JKOBHIpaM 3pooutu?

[Our lord, the emperor and the empress began to deliberate | What should
we give as presents for the soldiers?]

Unknown singer, Lesia Ukrainka (collector), 1900-1901, Burkut (?),
Lviv oblast. [Ukrainka 1971: 263; 2019]

Hamr man micap 3 micapoBoB cranu ci pagut, | Muki 6u tum
YKOBHBHPHKAM ITpe3eHTa 3pOOUTH:

[Our lord, the emperor and the empress began to deliberate | What kind
of presents to make for those dear soldiers?]

Third and fourth lines in this version, following a framing verse. Ivan
Dutchyk (singer), Volodymyr Shukhevych (collector), 1902?, Zhab’ie
[now Verkhovyna], Kosiv povit. [Shukhevych 1902: 183-184]

We present two full texts relevant to our analysis below:

M. Hnatiuk version, 1900 Masiowsky version, Canada, 1964 [Klymasz n.d.]
[Franko 1900: 54-55] (6)

Scene 1

A Ham uicap, nicapesa 3a4nIIM PaJUTH: A Hau nicap 3 LicapiBHOB, B3SUIM CU PaJUTH

Oif sIKi OM THM XKOBHSIpaM HPH3EHTA 3pOGHTH? SIKi 5k GU-TO THM YKOBHSIPaM Ipe3eHTa 3pOOUTH.

CnaBa Bory HallBUIIIIIOMY, III0-CMO TiJIBKO XMIX:  Boke II’ATAECAT JIiT MHHYJIO SIK MH LAPCTBYBAIX
oapy Mo THM MHHTEII, KOTPi B HAC CITYKHIIH. INomapyii-mo iM MeTeni, o0 Hac maM’ATaju.

Scene 2
Oii nam wicap ®@pann Mocud, nymae o bosi
a HapiBHa BiJ BOPOTiB ymepia B 10pO3i.
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Oit Ham wicap ciaut B Buanu, Taii cst Tam TypOye,
1o 3a maneB nicapiBHOB IinHil Kpaii GaHye.

Tait xanye, Taii xaTye K HE XKaTyBaTH?
Bowna 6yia Taka 100pa, 5K Ta piJHa MaTH.

Pigna matu 106pa Oyi1a, 10 HaC MOPOANIIA,
a napisHa Jo6pa Oyita, BBec Kpail GopoHmIa.

Ckacysana BCI ynuii, kaiiianu Taif Oyku,
Tail 3a3HaJia BijJl BOPOTiB TSHKEHbKOT MYKH.
Scene 3
Hamra nani micapiBHa €CTb 3 JIOACBKOTO POAY,
micnanu i 6aif Kynaty B IIBailiapiBHy BOAY.

Boxait Tora IlIBaitnapiBHa Gyina cst po3mnana,
Tait Gyna Ou nicapiBHa MyKH HE 3a3Haja.

Byna 6u cs Gait ckynana B Mei Taif B Moo,
Taii 6u Gy He Teprina ciica B iBiM 6o,

Scene 4
Crapmii  GaTsps
POIKECHHH.

Imx BiH Tak caM i3 cebe 4K BiH HAMOBJICHHIA?

Hexpemenuil, B I[lapmxky

Imx BiH Tak caM i3 cebe UM BiH HAMOBJICHHIA?
1110 mpHCKOYMB 0 LAPiBHH, SIK TOH MEC CKaKECHMUI.

1110 mpHCKOYHMB 0 LApiBHH, SIK TOH MEC CKaKECHMUI.
IIyCTUB Y HIO OCTPHI MIIBHUK, IO OYB 3aTPOEHHUIA.

3aTpoeHNiA, 3aIyIeHNiT TSHXKEHBKOTO Tpiiina, -
aif, 1110 BOHA, TaKa MaHi, TiIbKO BUTEpIIiial

Maijfop sxoBHsAp B3sB [0 B wmidy Tail B3sB
mi3HaBaTH,
3apa3 3a4aB [0 Licapa CMyTHHUH JIMCT IIHCATH,

Scene 5
3agybuB wmicap,
YHTATH,

HE Mir, He Mir TpY FOJMHI 3 XKaJIio Bi03BaTH.

3aubMB Iicap CMYyTHHH JIHCT

Taii po3nucas TO# CyMHHIT IMCT IO LiTiH AepxaBi:
BMepJia naHi micapiBHa B Taki CyMHi ClaBi.

Tait Toi CyMHHI JTUCT BEIMKHH 1O LITiH poauHi,
mo Biggana bory gyxa B yeTBepTiii roauHi.

Scene 6
Tait 3'Txana ci Bca poauHa 3 winoi aepxasw,
Tail 3a4bHIIH JKAIyBaTH HAWSACHILION MTaHi.
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A Ham nicap-uicapiBHa KHJKECHKOTO POy,
[oixana kynatucs B LlIBaliiiapceKyio BoIy.

Bonaii To Ta llIBaiinapisa Oyna cs 3amana,
Byua 6u cs micapisa B HamIim Kparo cKymnanal

Taii Oyna Ou cs cKymaia B MeAi Ta B MOJIOL,

Tait Oyna 61 He Tepmina Tpiia B JiBiM Goi.

Bakep-0Oykep He xpemenuii, B [Tapmxy pomxennit
Tait IpUCKOYMB 10 LAPHIL, SIK TO! [IEC CKaXKEHHUH.

B3e€B ce mepHHUK 3aBOCTPEHHH, TPITIOM 3aITyIIeHHI
Ta # mpucKOYUB 10 LApHIL, SK TOH IeC CKaXXeHH.

Harua nmani nicapiBHa B IIOBKOBIiH copodIi
Ta it He OyJ10 Hife 3HAKY, JULI B OJHIH KBITOYIL.

B3suta mawi nicapiBra Ha mridy cigarm,
ITan kamiTan Bi TaM mmdi, 3a4UB Mi3HABATH.

ITan kamiTan Ha TOM muQi 3a4nB Mi3HABATH,
3auuB xe BiH JI0 Iicapa CyMHHI JIUCT HUCATH.

IMucaB e BiH CyMHI JIUCTH IO BCiil poauHi,
1lo Bimmana Bory ayury B 4eTBeptiit roaunHi.
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Scene 1
And our
deliberate
How could they make a present to the soldiers.

Tsar-emperor-princess, started to

Glory to God in the highest, that we've lived so
long:
Let's give medals, to those who have served us.

Scene 2
Oh, our Emperor Franz-Joseph, is thinking of God
And our Empress, from enemies, has died on the
road

Oh, our Emperor sits in Vienna, and has his
worries there,

That for our lady the Empress, the whole country
grieves.

It’s in sorrow, it’s in sorrow, how could it not be in
sorrow?
She was so good to us, like our own dear mother.

Our own mother was so good, as she gave us birth,
And the Empress was so good, she protected the
whole country.

She abolished all gauntlets, chains and canings,
And now she has suffered great tortures from the
enemies.

Scene 3
Our lady Empress is of a people's family,
They sent her off to bathe in Swiss water.

That Switzerland should have fallen apart,
Sothe Empress would not have known such
injuries.

She would have bathed in milk and honey
And would not have suffered a spear in her left
side.

Scene 4
An old hooligan, unbaptized, he was born in Paris.
Did he do it on his own, or was he ordered to it?

Did he do it on his own, or was he ordered to it?
That he jumped at the Queen, like a mad dog.

That he jumped at the Queen, like a mad dog.
Sent into her a sharp file, that was set with poison

Set with poison, contaminated with heavy venom,
Oi, that she, such a lady, suffered so greatly!
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And our started  to
deliberate

How could they make a present to the soldiers.

Tsar-emperor-princess,

“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.

Our lady the princess went to board the ship,
The captain on that ship started understanding.
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Maior, a soldier, took her to the ship, and started ~ The captain on that ship started understanding.
understanding,

And right away he began to write a sad letter to the =~ He began to write a sad letter to the emperor.
emperor.

Scene 5
The emperor started, the emperor started to read
the sad letter,

He couldn't, he couldn't, respond for three hours
for the sorrow.

And he wrote out that sad letter out to all the land
The Empress has died in such an inglorious way.

And that great sad letter went out to the whole = He wrote sad letters to the whole family,
family, That she gave her soul to God at the fourth hour.
That she gave her soul to God at the fourth hour.

Scene 6
And the whole family came together from the
whole land,

And they began to grieve this most excellent lady.

The consistency of the six-scene structure and the numerous identical
expressions among geographically distant variants by 1900 strongly suggest the
existence of an influential and elaborated text within months of the event, which
then spread widely. (7) This song’s creation surely involved mediated information
at its very core. Most criiBaHKH-XpOHIKH [song-chronicles] were composed in the
immediate vicinity of the event itself, perhaps by neighboring villagers [Kolessa
(1928) 1970: 53-58]. The events described in this song, however, took place in
Geneva and Vienna, many hundreds of kilometers away and far beyond the
personal geographic horizon of most of the singers, (8) yet the song text still
communicates numerous accurate details. The singers knew, for example, that the
murderer was born in Paris, the attack was swift, the weapon was a sharpened file,
and the Empress stepped onto a steamship in the aftermath—particulars available
initially only through journalistic reporting or some other media technology.

Other models for the origin of songs with elaborate scenarios suggest
multiple independent fragments combining and overlapping and sometimes then
crystalizing as mergers. (9) If this was such a composite text in the beginning, its
structure became assembled, harmonized, and stabilized very quickly, probably
within months of the event, and certainly before the geographically widespread
diffusion of 1900 and 1901.

The identity of the original author of this song has inspired speculation:
Franko notes that Zhylavyi was a long-time soldier in the Austro-Hungarian army
and that the narrator’s positionality is consistent with such a soldier [1900: 55];
the Dutchyk version suggests village girls near Zhab’ie composed the song
[Shukhevych 1902: 183]; (10) one commentator argues that the song is a
translation of an original German poem [Yasenivs’kyi 1914]; and later
descriptions venture that it was originally composed and disseminated by lirnyky,
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blind itinerant minstrels playing the hurdy-gurdy [Zhulakivs’kyi 1928: 11;
lelyzaveta Bavars’ka 2024], a peasant named Kovbasniuk, or a criminal sitting in
jail with the assassin [Medwidsky 1978: 33, 35]. Hnatiuk writes about this
specifically:

Konu sikack HOBa MMiCHS YTBOPHUTH Cs1, TPOCTOJFOIUH ITOYYBIIH 11 i
3HAIOYH, 10 BOHA HOBA, 4 HE 3HAIOUH, SK IIHPOKO BOHA BXKE BiIOMA,
JIOOWTH MIAIMUBATH Co Tif ii aBTOpa 1 MoJaBatu cede 3a Hporo. I1po ce s
IepeKOHaB Cs Ha IICHI PO CMEPTH IlicapeBoi €mucaBetu. S gicTaB Koo
10 ii BapisHTIB i3 pLKHUX CTOPIH Kpalo, Hepa3 IyXKe BiAJaleHnX Bij
cebe. Maibke i KOXKJUM BapistHTOM OyJI0 HalicaHo: 3JI0KUB TOH 1 TOH,
TaM 1 TaM. OYEeBHUTHO, 3TOKUTH IICHIO HAa OJTHY TEMY KUTBKOM JTFOJISIM Y
PLKHAX MICIIX, pIY MOKIJIMBA; HEMOXKITUBO OJTHAYE, 00 BOHU 3JI0KUIIH
il Tak, a0M BOHA Majia OJTHAKOBHU PUTM, OJTHAKOBE YHCJIO CTHXIB,
OJTHAKOBI PEYCHS 1 TO HA CTLIBKO, 10 B THX 10 BapisHTaX HE MOXKHA
HAaBITh BiHAWTH ABOX penmakiuii! HatypansHo 0TXKe, IO BCT
MIPETEHACHTH Ha 11 aBTOpCcTBO—(abIIuBi mpeTenaeHT. [1902: 2-3]

[When some new song is created, a common man, having heard it and
knowing that it is new, but not aware of how widely it is already known,
likes to pull himself in and claim to be its author. I became convinced of
this by the song about the death of Empress Elisabeth. I received about
10 variants from different locations in the land, sometimes very far apart
from each other. Under almost every variant, it was written: Composed
by such and such, there and there. Obviously, it is possible for several
people in different places to create a song about the same topic.
However, it is not possible that they all composed it using an identical
rhythm, an identical number of verses, identical sentences, and so much
that in those 10 variants one can’t even find two different redactions! It is
natural then, that all the pretenders to its authorship—are false
pretenders. ]

Hnatiuk clearly sides with what became the majority view in debates of the
time: “The authors of most studies of folklore involving fairy tales, ballads... and
other complex forms assume monogenesis rather than multiple origins” [Georges
and Owen Jones 1995: 138-139]. Oleksii Dei [1974: 21-25] is more
accommodating about the local peasant claims of authorship than Hnatiuk. In any
event, we have only a fraction of the evidence necessary to reconstruct the exact
origins of the song text.

We propose that because of the sensational assassination and the Empress’s
celebrity the song was composed quickly in at least a rudimentary form in an
environment with access to journalistic reporting. From there, it spread like
gossipy wildfire in the immediate aftermath, retained interest, and was integrated
into ever more singers’ repertoires for a longer period than most songs about
current events. Whereas most newly composed folksongs about recent events
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never developed beyond local interest and had short life spans [Kolessa (1928)
1970: 45; Dei 1972: 6-7], this event, which shook the entire empire and resonated
in its upper and lower classes, was exceptional.

Songs such as “Tsisareva” were not particularly interesting to the many
folklorists who were oriented to the Romantic notions of archaic origins and pure
“national character.” This part of the peasants’ repertoire, however, did attract the
attention when academic discussions turned to the more post-Romantic question
of whether folklore was dying out, or whether traditional people’s creativity
continued to be productive. Several scholars thus wrote about the formation of
new narrative songs in the Ukrainian oral tradition. Volodymyr Hnatiuk [1902],
Filiaret Kolessa [(1928) 1970], and others called them “micenni HOBOTBOpH”
[newly created songs]. Soviet Ukrainian scholarship defined “cniBanku-xpoHiku™
[song-chronicles] as an independent genre in the 1960s and related it to ballads
and historical songs [Dei 1972: 7]. According to Oleksii Dei, the chief designator
of this genre, ciBaHKH-XpoHiIKM were most characteristic in the Carpathian and
pre-Carpathian regions—western Ukraine. Earlier, Kolessa had characterized
them in this way:

Jlo HaitbiIpII XapaKTEepHUX NMPU3HAKIB ITICEHHUX HOBOTBOPIB
OTIOBIJTAJIFHOTO 3MICTY HAJISKUTbh, O€3MepeyHo, peatizM 300pakeHHs,
BiTOUTTS Oe3MmocepeTHHOTO BpaXKCHHS B MOIi1, IO Aajia MPHUBIJ 10
37I0KE€HHSI JaHO1 MiCHI, 0araTcTBO peaicTUYHHUX JOKAUIBHUX PHC Ta
MOJPOOHILIE. .. IOOM MICHS MOTJIa IPUIHATHCS B IIMPOKUX KpyTrax 1o3a
MICIIEBICTIO, /i€ 3'sIBUJIACS, MyCUTb OTPSICTHCS 13 JIOKAJIbHUX MOJPOOHIIb,
Ba)KJIMBHX 1 3p03yMUINX JIUIIe JIst HallOmx4oi cepr, MycuThb
1030yTHCS IHAMBITyalbHIX PHC SIKOTOCHh OJJHOTO BiZIpBaHOTO (aKTy...
KonexTuB, BIacTUBO Wijuii psiji KOJEKTUBIB, Yepes sIKi cei TBip
TIePEXOJUTh, MAHPYIOUYH 3 TIOKOJIIHHS B ITOKOJIIHHS, 3 KPalo B Kpay. ..
MAaIoTh TEH/ICHIIII0 CTUPATH BCE iHAWBIAyalbHE, 3B'A3aHe 3 00CTaBUHAMHU
Micus i MOMEHTY, a MOJIMIIATH i PO3BUBATH HalOIIbII 3arajbHe, SKe
BiJIIa€ HACTPOI TUTIOBI, 3arambHOMIONCHKI. [Komecca (1928) 1970: 45, 47,
see Hnatiuk 1902: 10]

[Certainly, among the most characteristic features of newly composed
folk songs with narrative content are the realism of their depiction,
representation of direct impressions about the event that inspired the
creation of the given song, a richness of realistic local features and
details... So that a song can become incorporated into broader circles
beyond the location in which it appeared, it must shake off its local
details, which are important and understandable only for the closest
sphere, it must rid itself of the individualistic qualities of one particular
isolated fact... The collective, rather a whole series of collectives,
through which this text travels as it moves from one generation of singers
to the next, from one locality to another... have the tendency to wipe
away all individual elements, tied to the specific situation of that place
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and that time, and allow only the most general to develop, which
produces more generic human emotions. ]

Kolessa also writes that songs in their youngest phases tend to use local
dialectal language, even though they often immediately also use poetic elements:
archaic forms, extensive diminutives, special grammatical turns, established
epithets, parallelisms, and others [(1928) 1970: 58-59]. Dialectal idiosyncrasies
tend to decrease as the song integrates into the broader folkloric tradition, and the
poetic tone and linguistic devices tend to increase. Songs get “polished” through
repetition, as each singer “re-composes”/“remembers”/“searches for” the next
word, expression, and rhyme during each performance. The most comfortable
rhythmic, poetic, and euphonic solutions tend to leave an impact, get repeated,
become more solidly memorized, and stabilize [Hnatiuk 1902: 2; Kolessa (1928)
1970: 48; see also Lord (1960) 2000; and more generally, Olrik (1909) 1965; Ong
(1982) 2002: 31-76; Lord 1987].

Franko describes his two 1900 versions of the “Tsisareva” song as obviously
in statu nascendi [1900: 54; see also Hnatiuk 1902: 2]. All within a few years of
the assassination itself, the diverse dialects remain clear in the eight early texts,
while poetic devices remain rather modest, including a few standard epithets (nam
maH Llicap [our lord Kaiser], mec ckaxkenmii [mad dog]), and diminutives
(pinreHpka matu [dearest mother], TsbkeHbKii Myku [severe suffering]). The
feminine rhyme (two or three syllables deep) and rhythm structures are quite
consistent and strong.

Numerous elements are repeated in these song variants, elements which can
be interpreted as folklorizations of historical facts. (11) Each scene is somewhat
reduced to a tableau, usually with a maximum of two active characters. In two
versions, the heroine’s identity mutates from micapesa [wife of the emperor] to
micapiBHa [daughter of the emperor, princess] [Franko 1900: 54; Rozdol’s’kyi
1906: 154]. Indeed, princesses were typical key characters in traditional folk
narratives of this era, characteristically passive captives or victims of the main
villain. (12) The early versions emphasized how the Empress suffered terribly,
providing dramatic effect and a standard image of a violent death. The historical
descriptions, meanwhile, indicate that she verbalized that she was not in pain and
might not have even been aware of being stabbed and then later lying mostly
unconscious [Matray and Krueger 2000: 67]. The sinister idea that the weapon
was laced with poison appears from the earliest texts and is then repeated in all
later song redactions, becoming a somewhat stable epithet “OcTpwuii mubHUK, 0
OyB 3arpoenmii [sharp file, that was poisoned]; ocTpuwii MHIBHHK, TPIHIOM
Hamymenuit [sharp file, poison-dipped]; myctuB y Hro Tpiio [introduced poison
into her]; Tait 6yna 6u He Tepmina Tpina B diBiM Oomi [So she wouldn’t have
suffered poison in her left side].” No poison was reported in the historical
accounts or descriptions of the autopsy [Matray and Krueger 2000]. (13) Also,
ahistorically, the captain of the ship is described as the one who informs the
Emperor by writing a letter. Letters were a common motif in folk songs [Klymasz
1969a]. In a typical balladic tableau, the Emperor sits immobilized for three hours
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after reading the news. The songs consistently declare that she died at four
o’clock, perhaps in part because the phrase “B weTBepriii roguni” [at four o’clock]
has six syllables that fit very comfortably into the second half of a kolomyika line.
Historically however, the pronouncement of death was made at 2:10 pm. Each of
these numerous elements is consistent with a folklorized narrative of a gruesome
homicide

Two Literary Versions

A slightly later text adds complexity: an anonymous sixteen-page booklet
was produced by publishers Chaikovskyi and Kelbusievych in Lviv in 1907
entitled, ITicus pycko-napooua o nokitnit Llicapesi €Enucasemi wjo nocubna 3 pyk
anapxicmu Jlrokenvoeo 6 XKenesi ous 10. sepecnsa 1898 [A Folk-Ruthenian Song
About the Late Empress Elisabeth, Who Died by the Hand of the Anarchist
Lucheni in Geneva on 10 September 1898]. The booklet consists simply of the
song text and a reproduced photograph of the Empress on the cover.

Whereas the versions described above were also “published,” they were
presented by folklorists or ethnomusicologists with an intent to communicate the
orally transmitted vernacular song transparently to their readerships. Perhaps the
Zhylavyi and Hnatiuk versions were “cleaned up” by the literate rural men who
wrote down the texts before they sent their letters to the newspaper office in Lviv
[Franko 1900: 54], though Franko is confident that these are “folk songs,” i.e., not
actually composed by Zhylavyi or Hnatiuk. Each person creating the paper
documentation certainly had to decide on the orthography of the transcript,
punctuation, line spacing, resolution of unclear syllables, etc. In general, however,
Rozdol’s’kyi, Liudkevych, Franko, and Shukhevych surely followed
ethnographic best practices of the time in presenting the oral text as accurately as
possible. Indeed, Rozdol’s’kyi and Liudkevych invested heavily in the
cumbersome new phonograph technology specifically because their goal was to
fix the smallest acoustic details as dependably as possible. (14)

The 1907 booklet, however, presents a different situation altogether and
unequivocally shows substantial individual poetic creation overlaid upon existing
oral model(s). It can be characterized as a literary text more than a vernacular
song; however, these categories certainly overlap greatly. (15) Similar song
booklets were produced by publishers in Ukrainian parts of the Habsburg Empire
(and beyond) at this time, and in some ways they can be seen as a late modification
of broadside sheets.

Like a “micap HapogHa” [folksong] referenced in its title, the 1907 poem also
features kolomyika verse form, and presents the same six scenes and
approximately twenty of the same lines as the earlier orally documented texts.
However, the lines are incorporated within a much-expanded body of 240 lines in
total. Whereas Hnatiuk noted that individuals often claimed authorship of orally
transmitted songs, the reverse is observable here—a clear individual text was
labeled a “folksong” and presented anonymously. This author was obviously
familiar with some orally transmitted versions but then supplemented them with
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a great deal more detail about the murder and death: scene four occupies
approximately eight lines in the earlier versions, but sixty-two lines in this text. It
provides substantial detail about the brief physical attack; rumored interrelations
among several anarchists; that the Empress was helped to her feet and walked a
further hundred meters to the steamship; that she collapsed after stepping onboard;
that she was massaged and given a drink; that her tight corset was loosened and
that they discovered a stab wound only then; that the ship left the dock but
returned soon thereafter, so that she could be carried on a makeshift stretcher back
to her hotel; and that two doctors and a priest attended to her at the hotel bed, but
that she died soon thereafter. These facts are consistent with historical
descriptions of the attack and could have only been known to an eyewitness and,
much more likely, from reading the detailed accounts assembled and promulgated
by journalists in its aftermath. The same pattern is repeated in scene six, which
occupies two lines in each of the earlier versions but ninety lines in the 1907 poem,
where it presents details about the funerary proceedings in Vienna the following
week and a long panegyric. Whereas the vernacular texts also present a
perspective sympathetic to the Empress and the Emperor, the point of view of the
1907 author shows a much more explicit and intentional political stance—very
conservative, religious, and monarchist.

The more specialized and technical vocabulary, as well as the lesser
euphonic qualities of the additional contents, give an impression of a less
“polished” versification than in the earlier oral texts, a feature characteristic of a
composition project made by an educated amateur prioritizing narrative content
and ideology. We have seen that the processes of anonymization and reduction of
detail are already evident in oral versions from 1900 and 1902—these qualities
are strongly reversed in the 1907 poem, which abounds in concrete facts and
details. For example, this author correctly names Luigi Lucheni [JTrokeni] as the
assassin and calls him an anarchist, while the oral versions refer to him namelessly
and variously as an unbaptized hooligan and troublemaker [nmaiimak ryHusor,
cTapuii Oatsipb, 6atsup Hexpemenuii]. The 1907 author also names the Empress’s
lady in waiting, Countess Irma Sztaray [CrapaeBHa], doctors Golay [[ansii] and
Mayer [Maep], the priest [IIarnic], and others. He describes where black flags
were hung in Vienna, that eight horses pulled the coffin in the parade, that the
emperor and his daughters followed behind it, and that a solemn march was played
with large drums. An official mourning period of six months was declared. The
vernacular texts had also occasionally mentioned a grieving period but presented
it from the perspective of rural folk: “A 3a maneB nicapoBoB yenbHIL OaHyBaa, |
Ta ui B chBUTA Hi B HeAiIl Bxke He maHiryBana.” [And the girls sorrowed for the
lady Empress | And so ceased their dancing on Sundays and on holidays]
[Shukhevych 1902: 184, lines 39-40].

One more literary version of the song about Empress Elisabeth’s
assassination was produced in 1914, this time in a Ukrainian publishing house in
Winnipeg, Canada [Yasenivs'kyi 1914: 182-184]. It was part of a 192-page
biography of the Empress translated by Maksym Yasenivs’kyi from a source in
the German language Die Mdrthyrerin auf dem Kaiserthrone [The Martyr on the
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Emperor’s Throne] attributed to Countess Marie Louise Larish-Wallersee
[Marthyrerin 1900]. (16) Yasenivs’kyi simply calls the verses a “song” and
presents it anonymously. This text also follows the six-scene composition closely,
has thirty-four lines, and strongly resembles vernacular versions from earlier
years. The language and orthography of the Yasenivs’kyi version uses more
modernized Ukrainian. Interestingly, it does show some possible influences from
the 1907 publication, but very few. For example, like the 1907 author, he notes
correctly that the Empress is “Hamra mani micapea 3 6asapcvkozo poxy” [Our
lady the Empress is from a Bavarian family line (emphasis added)], whereas most
of the early vernacular singers included the same sentence but not the “Bavarian”
adjective, using instead a variety of other ascriptions for her background
(;mroacekoro [people’s], pycekoro [Ruthenian], 6osipceioro [boyar], 6oBapchkoro
[a corruption of boyar]). He calls the ship a “kopaGemns,” rather than the earlier
versions’ mammrida [Dampfschiff|—German for a steamboat. He follows the 1907
text in that the Emperor was incapacitated for “two” hours when he heard the
news, rather than three hours, like in all the folk versions. Interestingly,
Yasenivs’kyi also names the murderer specifically, though he spells his name
“JIroueni” [probably lju:tfeni:] rather than “JIrokeni” [lju:keni:] as in the 1907
version. This point is unequivocal evidence of written rather than oral
transmission; he does not know Italian, has not heard it pronounced orally, and
imagines the surname “Lucheni” as a German or English speaker would read it
from paper, with a “ch” sound. Yasenivs’kyi does not share the 1907 author’s
emphasis on glorifying the Kaiser nor bemoaning that the Empress’s death took
place in “uyxxunHa, 3a rpaaunes” [in a foreign land]. (17)

A Second Redaction of the Vernacular Text

The emperor died in 1916, and the Habsburg Empire itself collapsed at the
end of World War I in 1918. The pro-monarchist tone of the song had lost much
of its currency by that time, and Empress Elisabeth’s personal celebrity was
diminished twenty years after her passing. Serhii Plokhy [2015] notes that
Ukrainophiles tended to be pro-Habsburg prior to the war of 1914-1918, whereas
a competing political orientation, the Moscophiles, supported Tsarist Russia.
Plokhy explicitly suggests that the “Tsisareva” song may have sometimes taken
on this political connotation beyond the Austro-Hungarian political context and
after 1918 [2015: 267]. Members of village intelligentsia may have promoted or
suppressed peasant song repertoires somewhat in that period to reflect their own
ideologies.

The Habsburgian patriotism of the 1907 author became less significant to
vernacular singers as western Ukrainian lands were contested during the period
of the Ukrainian National Republic and then after being incorporated in pieces
into the Second Polish Republic, Czechoslovakia, and Romania. In particular, this
song was not very attractive for the burgeoning post-war Ukrainian national
movement with its many Romantic nation-building features: the song was clearly
not ancient and dealt with an event that took place outside of Ukrainian territory,
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featuring protagonists who were not Ukrainian, represented a non-Ukrainian
ruling nobility, and thus could not be used as an illustration of the beautiful
Ukrainian national character (nor Polish, Czechoslovak, or Romanian for that
matter, all states which owed their current political status to the demise of the
Habsburgs). Some forty Ukrainian songbooks published in the twentieth century
were perused for this project, and this song about the assassination of Empress
Elisabeth was not found even once. The song clearly persisted in vernacular
repertoires, though it was not promoted or sustained by powerful agents and media
of official culture.

Exceptionally, two fragments of the song are reproduced in a nostalgia-filled
short story by Ukrainian nationalist Marian Zhurakivs’kyi, printed in a Ukrainian
student’s journal in Warsaw in 1928:

Crinuii TipHUK TpaB Ha Jipi 1 ciiBaB 3aXpuIuIMM rosiocoM. CiiBas mpo
micapeBy: SIk TO BOHa ITIIIIIA CH KYTIaTH B Kapii30aabpChbKy BOY, SIK — —
Jlykun 6atup Hexpumenuii | B Tlaprmky pomxenuit
S mprcKoYMB 10 HapiBHU | SIK TO nec cKakeHnH,
SIK 3aIxasB ii B Iepca MINHEIb 3aTPOEHUNT — — —
Bin tornu Besikuit cywm iine, | Tepnuts Pych cBitas,
A na He0i mosBuiacs | Mitina Boruesas. . .,
Kaxyt moau, mo Bopoxxut | Boliny, momip, Tpyamu,
I 3maercu, mo Ha Pycu | [JoOpa Bxke He Oyre.
XuImuchk My>KU4i TOJIOBH JIO JOTY — XKIHKM roiakamu. [1928: 11]

[A blind hurdy-gurdy player played on his instrument and sang in a
hoarse voice. He sang about the empress: How she went to bathe in the
Karlsbad waters, how — — —
Lukyn the unbaptized hooligan | Born in Paris
How he jumped at the empress | Like a mad dog,
how he stuck a poisoned spindle into her breast — — —
Since then, many sorrows persist, | Holy Rus’ suffers,
And in the sky appeared | A fiery broom...,
People say that this foretells | War, death, struggles,
And it seems, that in Rus’ [Ukraine] | We will no longer have good
fortune.
Men bowed their heads low — women cried. ]

Zhurakivs’kyi clearly quotes the traditional song, referencing scene three,
quoting scene four, but he features a different ending. He presents an image of a
comet in the sky as a dark portent, incorporating it into scene six. Indeed, 1898
and 1899 were exceptional years for comet observations [see Denning 1897],
which were likely discussed in local media and inspired anxiety and fear
according to traditional beliefs. (18) Significantly, in this song the comet foretells
dark days for Rus’-Ukraine, no longer for the Habsburgs. One might think that
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Zhurakivs’kyi invented these lines to fit his storyline, but several other
documentations of “Tsisareva” suggest otherwise.

Though the Zhurakivs’kyi text is incomplete, it features a striking
resemblance to a version sung by A. Burman, documented by Sofia Hrytsa in
1970, east of Lviv [Dei 1972: 176] and one sung by Y. Elyjiw in Toronto for
Bohdan Medwidsky in approximately 1977 [Medwidsky 1978: 35]. (19) Elyjiw
was a migrant from western Ukraine to Canada during the Second World War,
thus his song and Zhurakivs’kyi’s 1928 fragment imply that these themes were
established in the interwar period. (20) The similarities among these three distant
documentations suggest that the motifs became somewhat stable. Conforming
with Dei [1972], we identify this as a separate redaction of the “Tsisareva” song.
We quote these latter two texts to illustrate the new features of this redaction and
give an impression of their consistency:

Hamra nmani 1icapeBa TEXKO 3aHeTany,

Tax, ke, IpaBe, ABa MECHOHIIN 3 JIy)KKa HE BCTaBaJIH.
3axypuBCsl ITaH Hall SICHUH, Taki CI0Ba peye:
“Moxe, OU Ci BUKyIIasia, CTaio Ou TH Jiekme.”
Hama nani micapeBa paju Buciryxaia

I Ha npyruii eHs paHeHbKO 30¢OPT BUIXasa.

Hamra nani micapeBa 3 raHbCOYpCHKOTO POLY
INoixana ci kynaru B KapnicOacbKy BOLY.

JlenBu Beminia mIaTv 3HETH Ta ¥ MINIPUTHYJIA B BaHHY,
HOx ci 3paza 3roToBHIIa HA IUIAXETHY ITaHHY,
JTroxkuu-0aTep 3arpanenuii, B [lapumsy 3poa3cHuH,
3amxaB maHi 1icapeBiii MIMTiHACTH 3aTPYEHUHA.
3arxaB IIMiHIETb B cCaMe ceplie, KPOoBLS Ci MOJIHIIA,
He mMunynm nBait cexyHmi, TaHi ayxa cIycTHIa.
Sx6u OyB Tak @pan nupiniko MaB 6aby Ha BoIIi,
Byna 6 wuna, He Tepmiia WNiHIA B JiBiM O01Ii.
Bonaii Tyro I1IBaiiniapiro KpoB sicHa 3ayu1ia,

Byna 6 Hama nicapesa 10 13ich A3icsii Kuia.

3 TOi MOpH BEJMK TYCK CTaB, TEPIUTHL Pych cBsiTas,

I Ha HeOi nosBUIIACH MHOTIIa BOTHEBASI.

KaxyTb mozu, 5xe BicTh 4yI0Tbh, BOHHY, TOJIOJ, TPYIH
I ke rox Ha cBaTiH Pyci Ta it mobOpa He Oyne.

[Our lady, the empress has gone down seriously in health
So that, really, for two months she has not gotten out of bed.
Our bright lord became worried, and uttered these words:
“Maybe, you might take a bath, you’ll feel better.”

Our lady the empress listened to the advice

And early on the second day, she quickly departed.

Our lady the empress of Hansburg lineage
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Went to bathe in Karlsbad water.

She had barely taken off her resplendent vestments and jumped into the
tub,

And already treachery is being plotted against the most noble lady.
Lukin-the bedeviled scoundrel, born in Paris,

Thrust a poisoned spindle into the empress.

He thrust the spindle right into her heart, blood was spilled,

Not two seconds passed, she gave up her spirit completely.

If that Franz the dumpling would have kept his eye on his woman,
She’d have lived, not suffered the spindle in her left side.

May that Swiss land be inundated with bright blood,

Our princess would have lived until this very day.

From that time a great sorrow has arisen, holy Rus’ is suffering,
And in the sky a fiery broom has appeared.

People say that they feel premonitions, war, famine, suffering
And that on holy Rus’ there will no longer be good fortune.]

A. Burman (singer), S. Hrytsa (collector), Holohory, Zolochiv county,
Lviv oblast’. [Dei 1972: 175-176]

Our lady, the empress fell gravely ill

So that for almost three weeks she did not get up from bed.

Our magnificent lord stood at her side and is looking down on the bed
But since he is not a doctor he can’t help her a bit.

Our magnificent lord stood at her side and spoke the following words:
Maybe if you somehow took a bath then you will feel better.

Our lady the empress of Bavarian lineage

Went to bathe in Swiss water.

She had not yet taken off her resplendent vestments nor gotten into the
tub

And already treachery is being plotted against the most beautiful lady.
Some unbaptized scoundrel born in Paris

Thrust a poisoned spindle into the empress.

He entered the poisoned spindle, blood was flowing,

Not two minutes passed, she gave up her ghost completely.

He thrust the poisoned spindle between the white breasts

And the lady, the empress will not breath anymore.

The very lord, the emperor is weeping for her, Holy Rus’ is weeping,
And on the sky a fiery broom appeared....

Y. Elyjiw (singer), B. Medwidsky (collector and translator). [Medwidsky
1978: 35-36, lines 7-26 of 34]

This redaction presents some notable creativity and an increasing proportion
of historically inaccurate images that might be fitting for a generic “murder at the
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spa” narrative; the longer versions invoke the image of a famously beautiful
woman undressing and hopping into a bathtub when the assassin strikes, whereas
in reality she was attacked on the street while fully clothed in her customary long
black dress. She has not explicitly morphed into a “princess” in these versions,
but she jumped [mmpurayna] into the tub in a way that is uncharacteristic of a
sixty-year-old woman (even if the empress was renowned for her physical
fitness). The killer stabs a spindle rather than a metal file into her heart, blood
flows, and she dies in two seconds or two minutes. Historically, the blood did not
“flow,” but instead the tiny weapon and her tight corset kept internal and external
bleeding to a minimum. Only when they loosened her clothing on the boat did
they reveal a small “flower” of blood on her underclothes above her left breast
and then realized that she had been stabbed rather than just punched. She did not
die instantly, but after about an hour.

Most notably, the Burman and Elyjiw versions of the song have taken on a
parodic tone. This is in direct contrast with the Zhurakivs’kyi mood. In the
Burman version, the emperor “Franz mmpimko” [Franz-the-dumpling] is
reproached for “not keeping an eye on his woman” [Dei 1972: 175-176, line 15].
(21) We can sense a bit of erotic innuendo with the image of the lovely lady
undressing or entirely undressed, and the spindle being thrust between her white
breasts [Medwidsky 1978: 35-36, lines 15, 23]. Whereas earlier versions conclude
with an elegy to the empress, to the emperor, or to the empire, this version ends
with the dead woman lamenting that she will no longer sleep with her husband
“Franciscus” on a spring bed [lines 31-32].

The Burman “Tsisareva” text is one of a few that were collected in the post-
World War II period, after western Ukraine was annexed to Soviet Ukraine.
Indeed, all the later versions published by Dei appear to have been collected by
Sofia Hrytsa or other people from 1966-1971, specifically in preparation for the
anthology volume Crnisanxu-xpounixu [Dei 1972: 8-9, 514-515]. (22) Dei makes a
point of emphasizing the parodic aspect of numerous versions in his description
of the song. This fits the Soviet ideological perspective that good Soviet people
would not want to preserve a positive representation of a decadent pre-
revolutionary monarch. We have not found the song in other Soviet Ukrainian
published collections. (23) Elyjiw’s version and Medwidsky’s analysis, however,
show that this caricaturization of the subject matter was not entirely a Soviet bias
nor Dei’s prejudgment.

We see the word 6atsip [batiar, baciar, baciarz in Polish, apparently derived
from the Hungarian betyar] in the “Tsisareva” song text as early as 1900, referring
derogatorily to the killer. At that time, the word generally referred to a street
person, troublemaker, hooligan in the city of Lviv. However, a 6arsp counter-
cultural movement gained positive prestige and peaked in the 1930s in Lviv, a
sort of “hipster” scene of comfortable outcasts. Viktor Morozov, musician and a
leader of a second Gatsp revival of the 1980s and 1990s, characterizes Gatsipi as
nonconformist and ironic, celebrating cultural hybridity with Polish, Ukrainian,
and Jewish intersections and disrespect for established authorities [Stefanchuk
2024]. The extensive use of Polish words in the Burman text may have been an
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intentional stylistic device. The song seems to have enjoyed a reformulation in the
interwar generation, now no longer about a current event or lamenting the loss of
a celebrity and not supported by official ideologies, but as a somewhat jubilant
expression of counterculture, political incorrectness, and anachronism.

The Third and Fourth Redactions

This ironic, burlesque quality is even more evident in a third redaction, sung
by B. Husak in 1969 in the village Strilky, Starosambir county, Lviv oblast’. The
first ten lines of the song reflect scenes one, three, and four of the early versions
in a condensed form. Then the song medley takes on a livelier tempo and presents
a completely different scene, not found in any earlier variant, apparently appended
from a separate song about the emperor:

Ham Tatynso ®panna-Mocud, sk ifuum Borosatw,

B3zenn 3 co00B mITHpi J10HI, SIK INTHPH TApMaTH.

[Nepra koHs My ToAaia, Ipyra ocroyIaa,

Tpers Hioro Hamysiia mie i momirysasia.

A deTBepTa, HAIMOJIOMIA, 1aJia My PYIIHHIIIO,

2Ke0 € BcTpinus, sk mporpae, y camy Ty3ULO.

B. Husak (singer), M. Starovoit (collector). [Dei 1972: 175]

[Our daddy Franza-Joseph, when he was going to war,

Took with him four daughters, like four cannons.

The first presented him his horse, the second afixed the saddle,
The third gave it water, and even kissed it.

And the fourth, the youngest, handed him his rifle,

So he’d shoot her, if he loses, right in the ass.] (24)

A seemingly independent documentation by Roman Bil” from 2009 presents
a very similar juxtaposition of these same two parts as one song, only over
fourteen lines in reverse order [Romanart 2009]. These two distant attestations
forty years apart suggest the linkage of these two songs was not a one-time
experiment.

A fourth redaction of the song in Ukraine, related to the second, has appeared
on the internet in recent decades [Observator 2003; Rox 2008; Pavlo 2013;
Shapiro 2022; MKLvivkavamuzklub 2023; Mys’ko-Pasichnyk 2023; Seniv 2024;
lelyzaveta Bavars’ka 2024]. The song might have become more attractive to
potential singers because of the large wave of celebrity that “Sisi” enjoys in recent
decades, through numerous films and other media, though the sources of our texts
do not refer to them specifically. Several sources do mention L’viv sculptor
Emmanuil Mys’ko as a catalyst for its popularity. Mys’ko lived from 1929 to 2000
and was raised in the village of Ustryky-dolishni near the Sian River, now
Ustrzyki-Dolni in Poland, part of the population that was “repatriated” after
World War II. He reportedly enjoyed the song very much and often led singing at
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weddings and parties [Mys’ko-Pasichnyk 2023]. (25) Self-reported on the
internet, these are not exactly specialist ethnographic documentations like many
from the early twentieth century, but they do shed light on the trajectory of the
“Tsisareva” song text. Numerous sentences and phrases demonstrate clear
continuity with the early oral versions and especially the mid-century second
redaction. They also generally maintain the traditional scenic structure established
by 1900. They are consistently shorter than the early versions and mostly consist
of brief rump scenes: two lines each of scenes three, four, five, and six in the
traditional order [see Romanart 2009; Shapiro 2022; MKLvivkavamuzklub 2023;
Mys’ko-Pasichnyk 2023; Seniv 2024; lelyzaveta Bavars’ka 2024]. The first two
scenes are absent, and the song incipit therefore changes to “Hara nani iiicapesa”
[Our lady the Empress]. These six versions all share a sentence like the
Zhurakivs’kyi text, disrupting the six scenes slightly: “bonaii Tyto [lIBaiinapito
KpoB narma 3anena. | bByna 6 nama micapeBa Ax 1o n3icsiid skunma” [May that
Switzerland get flooded suddenly with blood. | Our empress would then have lived
even until today]. The first line of this final exclamation is transposed from scene
three into scene six. This closure is intentionally absurd, as the Empress would be
some 180 years old by now.

The mid- and later-twentieth century texts provide strong evidence of
continuing processes of oral transmission and innovation. None of the texts listed
here are identical, though some of them are repeated in more than one site online.
The image of the empress undressing is repeated in many of the recent variants—
“IHaTu 3usaTH” [to take off her splendid clothing] is wonderfully euphonic. The
resort town where she was attacked is identified as “kapencOanceki BomH”
[Karlsbad waters], referring to the famous Czech spa Karlovy Vary, which was
part of the Austro-Hungarian Empire in Empress Elisabeth’s lifetime. This altered
location appears in all nine versions of the fourth redaction. This makes the
continuing references to Switzerland in scene six illogical and her death in a
foreign land anachronistic. The two references to Karlsbad waters in variants of
the second redaction and in a fragment by William Niniowsky recorded by
Medwidsky [1978: 35] in Edmonton all imply an interwar timing for this
geographical slippage, one that became traditional and now dominates
completely.

Most of the versions in this redaction are written in a more modern Ukrainian
language and orthography than the early songs, perhaps with a few remnants of
Upper Sannian dialect [HagcsHCRKHE TOBip], where Mys’ko was born, though
they feature many active and playful injections of Polish and German words into
the text: zwei secund'i [two seconds], ganz [very|, mmuHzmens [spindle], rox
[already], and maticBenTa [most holy]). The earlier texts also include words from
other relevant languages, but apparently because they were common in the normal
vocabulary of those singers. In this redaction by contrast, the words clearly
function as intentional code-switching to conjure the distant exotic Austro-
Hungarian setting and lighthearted impropriety. Overall, these texts continue the
tendency of a more convivial and parodic tone. This aesthetic is consistent with a
significant revival/reinvention of the 6arsip movement in the city of Lviv and
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elsewhere, in Polish and Ukrainian artistic circles starting from the late 1980s.
The assassin is consistently called a “6arsip Hexpemennii” [unbaptized hooligan]
in the texts of the fourth redaction, indicating a traditional meaning for the word
Oatsp, but also possible playfulness with moralizations about it. This coincided
with the demise of official Soviet Socialist Realism. The “Tsisareva” song seems

to have re-risen in part in association with that aesthetic trend [Stefanchuk 2024].
Scant Influence of the Published Texts

As noted above, we postulate printed media as significant informational
sources for the composer(s) of the “Tsisareva” song text in the days and months
after the empress’s demise. At this point, no such published sources have been
identified. The 1907 and 1914 published versions of the “Tsisareva” song text
could have been duplicated in many copies and distributed widely and quickly.
(26) Though these booklets are rare a century later, paper copies were not as
ephemeral as oral performances. One might imagine that published media may
have been powerful catalyst for the continued transmission of the song and thus a
major influence after 1907 and in the post-war context. (27) However, except for
one brief mention that a rural couple enjoyed reciting the verse “Hama nani
uicapiBaa” [Our lady the Princess] by heart in the 1960s and 1970s [Liuba 2015],
we have no direct evidence of such mediated interaction for this song.

Despite this important potential, and undoubtedly the aspirations of the
authors and publishers, these mediated texts seem not to have influenced the orally
translated texts hardly at all. If some twenty lines of the oral versions up to that
time were the same as in the 240 published lines in 1907, it is apparent that the
literary text copied the vernacular lines and not the other way around.
Significantly, there is very little evidence of any influence of the remaining 220
lines of literary text on the later orally transmitted versions. The additional lines
and themes in the publication simply did not inspire vernacular singers. A few
possible exceptions are discussed below.

In the Burman and Elyjiw versions of the second redaction, we find a tableau
in scene two in which the Emperor actively suggests that the Empress should go
to the baths. This resembles a moment in the 1907 publication. That text depicts
her being ill from mourning her son Rudolf’s death (nearly ten years after the
fact), and doctors advising her to go to a spa for therapeutic bathing [Pisn’ Rusko-
narodna 1907: lines 49-56]. In numerous texts from the interwar period on, the
murderer is called “JIykunr” [Lukyn]. His name, even in this corrupted form, is
not found in any of the pre-1918 vernacular documents, but only in the published
verses. The captain of the ship is sometimes called its “mayor” [Franko 1900: both
Zhylavyi and Hnatiuk versions; Shukhevych 1902; Dei 1972: 174], a possible
transposition because one of the doctors who is reported to have attended to the
Empress was a Dr. Mayer. In several newer texts, the Emperor learns of the killing
by “renmerpam” [telegram], a word that is found previously only in the 1907 poem
[Shapiro 2022; Ielyzaveta Bavars’ka 2024; Seniv 2024]. These minor potential
influences from the published texts were adopted, became popular, and are
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retained in newer versions into the fourth redaction. As our sources for the fourth
redaction are themselves from the internet, evidence of mediated interaction
among them is more substantial. Considering the power of media technologies on
folklore and popular culture in the nineteenth century, and how it is increasing
today, their small influence on the “Tsisareva” song until the fourth redaction is
remarkable.

Overall, in the past 125 years, the four redactions are strongly identifiable
and consistent within their time period. Almost all documentations of the first
redaction were created in the first decade after the assassination. The second
redaction belongs primarily to the interwar period and rarely up to the 1960s. The
third redaction is not as well defined, with only two instances fixed, and is also
less chronologically circumscribed (documented in 1969 and 2009). Versions of
the song documented since the 1990s belong almost exclusively to the fourth
redaction. Each redaction, therefore, seems to have spread over space much more
than it spread over time. Most singers in each generation learned the redaction
most popular during their time and not the redaction that might have been known
by their parents. We see, then, that “horizontal” transmission dominates, the song
being learned from peer to peer much more often than from a significantly older
singer to a younger one. This pattern conflicts directly with Kolessa’s and Dei’s
assertions that song-chronicles rarely left their source localities and these
researchers’ emphasis on intergenerational transmission.

This dominant pattern of horizontal transmission has only a few exceptions:
two documented examples of the first redaction were sung in the 1960s by
interviewees in the village of Kosmach [Dei 1972: 515]. We imagine that this was
associated with an active local male singing tradition in that specific locality in
the mountains, frequent opportunities to perform informally, and a local
appreciation of good memory and tradition. These songs were sung by seventy-
and eighty-year-olds at the time they were recorded. The only other examples of
strong “vertical” transmission, consistency over long periods of time, are found
in Canada. We will discuss the Canadian variants of the song texts in a second
article describing the results of this study.

Conclusion

In this first half of our twin articles on the “Tsisareva” song, we concentrated
on its text and context in Ukraine. The general outlines of the song’s history are
clear. The song thrived in vernacular settings among Ukrainian speaking
populations of the Habsburg Empire. The song was not taken up into the
“national” Ukrainian song repertoire with its characteristic literary influences,
active promotion, tendencies to standardization, editorial influence, published
authority, fixed texts, and ideological conformity. Thus, the “Tsisareva” song
continued to change rather organically over the subsequent 125 years through
informal oral transmission and was periodically given new momentum as social
and political conditions evolved. Four clear redactions of the song are identifiable.
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This analysis of the “Tsisareva” text in Ukraine is significant in several
ways. Firstly, it is notable that this vernacular song (and presumably others)
diffused horizontally (over space) much more intensely than vertically (over time
and generations). The changes over time are important; they have implications for
understanding traditional culture, but also the history of the scholarship. We have
noted several instances of lay persons as well as scholars using quotations from
the fourth redaction to try to comment on attitudes of “the folk” immediately after
the assassination, when the first redaction would have been dominant. Our study
has shown that the words and the meaning of the song had changed significantly
over that time span. Historians have long recognized that it is important to focus
on documents from the relevant period to make historical observations. Too often,
however, this has not been applied equally to vernacular sources. The lingering
Romantic tendency to assume that “traditional” songs are “timeless” and
unchanging must finally be rejected as anachronistic.

The observation that the “Tsisareva” song texts changed significantly over
time in western Ukrainian territories but remained unchanged among Canadian
emigrants appears to reinforce the longstanding cliché assertion that cultural
elements tend to be more conservative and archaic on the peripheries of a cultural
sphere, in the diaspora, farthest from the centers of cultural creativity and
innovation. This conservatism might seem to contradict our first conclusion above
and our insistence that vernacular songs need to be understood in their specific
cultural timeframe. We propose to resolve this apparent inconsistency in the
second part of this two-article publication. In the upcoming text, we examine the
“Tsisareva” song from two additional angles. First, we explore the context in
which the Canadian prairie versions circulated and were recorded. Several factors
seem to have facilitated and reinforced this conservatism in practice. In this light,
the conservatism was an active phenomenon rather than passive inertia. Secondly,
most importantly and most innovatively, we introduce musical and performance
characteristics into the analysis. While the texts of the song remained generally
unchanging, the melodic features and the singing styles in the Canadian prairie
recordings reveal that the “Tsisareva” song there did reflect powerful and complex
transcultural adaptations after all. The song has undergone important shifts on
both continents, in both cultural contexts, however these were changes of a very
different kind.

NOTES

1 A reference to the Neue Freie Presse newspaper from 13 September 1898,
Wien.

2 For example, the extensive Polish Wikipedia article on the empress, in a long
list of “Commemorations,” notes that there is a Ukrainian language song
about the assassination but does not mention a Polish one [Elzbicta Bawarska
2024]. At least one version of a song about Empress Elisabeth’s assassination
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has been documented in German, in Lower Austria, though it is not similar
[Gamsjager und Deutsch 2025: 20-22]. Empress Elisabeth was a renowned
Hungarophile, and one might expect similar expressions in that part of the
empire. Our initial explorations of that possibility have not resulted in success
but are admittedly incomplete at present.

3 Published early documentations are listed below. Unpublished variants were
reportedly recorded by Iu. Rohuzhyns’kyi (1900), Luka Harmatii (date
unknown), and an unknown collector (1909) [Dei 1972: 515].

4  Such introductory and concluding segments are not uncommon in songs
about current events [Dei 1972: 28-39]. Several other versions of the
“Tsisareva” song also contain them.

5 The three additional texts recorded within a decade of the Empress’s
assassination, which Dei [1972] mentions but for which he does not provide
the texts, are also assigned to this redaction of the song, his “Variant A,” and
thus likely start in the same way.

6  The profile of the singer is found in Klymasz’s fieldwork indices as KLY-P-
1.77. The sound file can be accessed here:
https://archives.ukrfolk.ca/index.php/a-nash-tsisar-tsisarivno.

7  We have not been able to identify any “original” publication to date, and no
such early published text is noted by Franko, Rozdol’s’kyi, Liudkevych,
Shukhevych, Hnatiuk, or Dei. The 1907 published version shares some
features with a broadside ballad, but it seems to have been produced only
after the song was already widely popular and stable.

8 Certainly, another exception to the typical intimacy of song-chronicles are
songs about emigration, such as those published by Hnatiuk [1902-1903], in
which singers in western Ukrainian territories sang about events even farther
from their own homes, in Brazil, the United States, and Canada. However, in
these cases, some of those involved did travel to the scenes of the events
depicted. Personal travel and lived experience seem much less relevant for
the “Tsisareva” song.

9 Indeed, when Volodymyr Hnatiuk initially reported on this song in 1900, he
apparently removed the first six lines, corresponding with our scenes one and
two, commenting that they are not well connected with the main subject of
the assassination. This would be consistent with the hypothesis that the
widespread song scenario was a composite. He displaced these lines into a
footnote. Oleksii Dei disagreed and re-connected these lines in his
publication of Hnatiuk’s documentation [1972: 514]. Since all nine pre-1908
texts include versions of scenes one and two, the link among these first lines
and the assassination was strong. On the other hand, these two scenes were
almost unanimously dropped again in later redactions.

10 This itself is not an unusual trope for this genre of songs [Dei 1972: 21-25].

11 Admittedly, some of these details may have been inspired by the countless
rumors and conspiracy theories that abounded in print and in gossip, e.g., she
had a heart attack, she was poisoned, it was an Italian monarchist plot, etc.
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Conspiracy theories and gossip, however, are genres of folklore as well and
may have tended in similar directions.

This element, mis-identifying the Empress as a princess, is intriguing in that
it occurs only in a minority of cases, but very widely dispersed geographically
and chronologically (1900, 1901, 1964, 1964, 1969, and 2015). This pattern
suggests polygenesis for this feature. In addition to the early versions by M.
Hnatiuk and in Pecharna, it is found in two of the Canadian texts, as well as
a version by B. Husak (singer) and M. Starovoit (collector) in the village of
Strilka, Starosambirsk county [Dei 1972: 175, 514], and in an online inquiry
by a woman, who called herself “Liuba,” who remembers her grandparents
reciting such a verse [Liuba 2015].

It is possible that a description of the murder weapon, moTpoeHuii MIBHUK
[a three-sided file] first became re-imagined as 3aTpoeHuil MWIBHUK [a
poisoned file], was an example of linguistic ambivalence rather than a
descriptive exaggeration, however the word morpoennii [three-sided] never
appears, even in the earliest texts.

However, due to recording practices at the time, only the first verse of the
song was typically recorded, leaving out the rest of the text and music. This
allowed for an accurate capture of the initial melody, but musical variations
and subsequent verses were left unrecorded.

A polemic about the folk versus literary origins of another early Ukrainian
Canadian set of texts, immigration songs published by Teodor Fedyk, is
reflected in Medwidsky [1992]. His conclusion that texts reflect hybrid
authorship was foreshadowed by Hnatiuk [1902: 12]. Entire volumes of “folk
songs with literary origins” were later collected and published, and their
histories have become part of school curricula in Ukraine [see Boiko 1978].
Also known as Countess Marie Louise Larish von Moennich and Countess
Marie Larish.

Geneva was outside the borders of the enormous Austro-Hungarian
Monarchy, and the fact that she died outside her realm was expressed as very
problematic for the 1907 poet. The earlier vernacular versions did indeed note
that she died “Ha mopo3i” [on the road], a grievous matter in folk perceptions,
and included vocabulary such as “nepxaBa” [country] and “B cim kparo” [in
this land], but mostly as vague geographic concepts. From Yasenivs’kyi’s
perspective after emigrating to North America, the political boundaries of the
Austro-Hungarian realm were not as relevant as they were for the Habsburg
patriot of 1907.

We propose that this motif may have been included in early versions of the
song which have not been preserved. We think it was less likely to have been
added in later years when awareness and discussions of those comets would
have faded. Alternately, this theme may have been appended to the song in
1910, the year in which the Great Daylight Comet and Halley’s Comet both
aroused trepidations. Further evidence in the form of additional early texts
would be required to resolve this question.
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Medwidsky’s 1978 article presents only an English translation. The article
was translated into Ukrainian and published in Narodoznavchi zoshyty in
2010. Unfortunately, the translation does not provide Niniowsky’s nor
Elyjiw’s Ukrainian originals but only consists of new re-translations from
Medwidsky’s English back into contemporary Ukrainian. These re-
translations are not useful for this analysis.

Personal conversations with Adriana Helbig indicate that the song was known
in several cities in the United States in post-World War II Ukrainian
immigrant communities. Other than via migration itself, informal
correspondence across the Iron Curtain was severely restricted, and singers
were extremely unlikely to write about this song across the Atlantic during
the Cold War. Thus, their versions did not likely acquire post-war features
from Ukraine. In informal conversations, Medwidsky described singing the
song with his friends in North America in the 1950s and 1960s, particularly
with his compatriots in the Plast organization. Medwidsky reported that some
of the versions he heard had “an ironic tone” as well.

Two additional variants of this phrase are offered by commenters to the text
on pisni.org.ua [Romanart 2009].

Perhaps other versions were collected, but they have been lost or remained
inaccessible in archives. Neither was the song discussed much in research.
When Liuba asked for information on this song online in 2015, the best
answer she received was a reference to Medwidsky’s 1978 Canadian article,
translated into Ukrainian and republished in Lviv in 2010.

Except for the Ukrainka collection mentioned above [1971]. Unless
intentionally excluded, the song should have been expected in Soviet
anthologies of historical songs or ballads.

The Husak text plays with ambivalence. It is not clear whether the third
daughter kissed the horse or her father. Similarly, it is not clear if he should
shoot her or himself in the buttocks. In the later version by Roman Bil’, it is
clear he should shoot himself.

The song attracted the attention of Volodymyr Pasichnyk, who composed a
multi-voice choral arrangement, which has recently been performed by the
Nadsiannia choir, as well as the Tanupkuit AxageMidanil KaMepHUH XOp
[Galician Academic Chamber Choir] [Mys’ko-Pasichnyk 2023;
MKLvivkavamuzklub 2023].

The 1907 booklet seems to have been popular, as suggested by a separate
typesetting and printing, using the same 240 song lines, perhaps by a different
publisher. We have not yet been able to ascertain the date or place of
publication of this alternate edition. Medwidsky suspects it was in Winnipeg
[1978: 32; Surmach 1978].

Much folklore research indicates the power of mediated transmission on
folkloric texts/memes and their diffusion. Literary influences about
Ukrainian folk songs have also been studied extensively [see Boiko 1978].
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