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Introduction:
What Is Ukrainian Canadian Art?

John-Paul Himka and Kalyna Somchynsky

A Note on Context

When we began to consider how a collection of essays on Ukrainian Canadian
may read, what artists may be included within its pages, and how we may
attempt to define the ever-elusive concept of Ukrainian Canadian art, we never
imagined that we would compose this introduction while Russia was
conducting a full-fledged war against Ukraine. The essays comprising this
special issue of the Shevchenko Scientific Society of Canada’s Zakhidno-
kanads’kyi Zbirnyk were all written before Russian troops invaded from the
North, South, and East; before atrocities were uncovered in Bucha, Irpin, and
many other municipalities; before the port city of Mariupol was reduced to
uninhabitable ruins; and before 80 percent of the Donbas region was under
Russian occupation. At the same time, however, the contributions were written
in a context where the war instigated by Russian backed separatists in
Ukraine’s east continued into its eighth year following the Revolution of Dignity
and annexation of Crimea in 2014. These contributions were written by
authors who are conscious of the history of Russia’s occupation, oppression,
and imperial tendencies against Ukraine spanning hundreds of years. While
the current devastation that began on 24 February 2022 may have predated
the essays contained herein, a number of contributions contain premonitions
of current events.

In one striking and unsettling example, Janice Kulyk Keefer describes a
detail from artist William Kurelek’s painting The Maas Maze (1971), a surreal
collage of vignettes arranged like the cross section of a doll house within an
ambiguous organic structure. In a description that could serve as an allegorical
representation of what is happening now, Kulyk Keefer writes “a maiden in
traditional Ukrainian costume, her vinok detached from her loose dark hair,
lies spread-eagled on the ground; though we see no further than her waist, we
know that what looms above her — only a soldier's leg and boot are visible — is
rape and possibly murder.” Eerily and horrifically, we can visualize these
victims of rape who are no longer othered by history, no longer unnamed
archetypal women in traditional dress, but our contemporaries. Kurelek
created these paintings after hearing about his father’s experiences of World
War I and learning about other atrocities committed in Ukraine from a local
priest. Contemporary artists with connections to Ukraine are currently creating
their own responses to ongoing events.

Jessica Zychowicz compares the figurative works of Ukrainian Canadian
feminist artist Natalka Husar with contemporary Kyiv-based artist Lesia



Khomenko in her contribution “’As Never Before’: The Body and Revolution in
the Ukrainian Worlds of Natalka Husar and Lesia Khomenko.” Khomenko’s
fleshy paintings of robust elderly women working in the garden composing the
series Dacha’s Madonnas have recently given way to larger-than-life sized
portraits of ordinary individuals who have been forced to abandon their
previous occupations to defend their country as soldiers in the series Max Is In
The Army (2022), exhibited at the companion exhibition “This is Ukraine” at the
2022 Venice Biennale.! These men, old and young, slim and pudgy, stand in
an army salute while dressed in sneakers, slacks, and a conventional winter
jacket. Similar to Dacha’s Madonnas (2004-2007), ordinary individuals are
elevated in their status and social role through the hand of the artist as they
encompass the gallery with their presence — the fate of Ukraine is in their
hands.

The current war in Ukraine, understood as a continuation of Russia’s
historical imperial trajectory, has encouraged much reflection on the past and
future. In our correspondence with artist Sandra Semchuk this spring, we
shared a few reflections on the war. Semchuk remarked how “we are
witnessing the wisdom of our ancestors become action” as we come to
understand in real time the threats our ancestors fought against through the
twentieth century. This consciousness has perhaps strengthened the
resistance we see from Ukraine today. Semchuk’s work with her late husband
James Nicholas, as discussed in her interview with Somchynsky, highlight
important discussions about decolonization that apply to both a Canadian and
Ukrainian context. What lessons could Ukrainians seeking temporary refuge in
Canada learn from Indigenous fights for decolonization and sovereignty in our
own country? Where could we forge new solidarities in global fights against
imperialism, tyranny, and oppression?

The ongoing war in Ukraine is but one historical event within which art
is embroiled — created, destroyed, meditated upon, written about, offering
solace, or provoking — the contributions in this collection feature artists and
authors who address many others in form or prose. Through this collection, we
highlight voices participating in the discussion on the multifaceted nature of
Ukrainian Canadian art. We hope to attempt a definition, no matter how
unstable or slippery it may prove to be, of Ukrainian Canadian art through the
relationship between history, art, and ethnicity. What can be discerned,
revealed, or come into focus about Ukrainian Canadian art when examined as
part of the history of Ukrainians in Canada and their relationship with
Ukraine?

1 Charlotte Higgins, ““We Are Fighting for Our Culture’ Ukrainian Artists Head
to Venice Biennale,”

https:/ /www.theguardian.com/artanddesign /2022 /apr/20 /ukraine-artists-
venice-biennale-russia (accessed 21 June 2022).




The Focus of This Volume

What image is conjured in our mind when we read the term “Ukrainian
Canadian Art”? What constitutes “Ukrainian Canadian art”? We’ll offer
responses to that question in this introduction, although fuller answers are
only attainable by reading all the contributions to this volume. Each artist and
contributor has their own views and assumptions on this topic. For the
moment, we are working with a blurry concept, to whose definition we aim to
contribute.

Our title also indicates that we are concentrating on visual art. But we
are omitting some major forms of visual art, such as film making and
architecture, and some forms are only treated peripherally, notably sculpture.
For the most part, the volume concerns painting and photography, although
individual contributions focus on printmaking and comics. While there is some
discussion of popular visual culture through the examples of comics and
printing blocks used for the purpose of publications, this volume does not
explore the rich visual and material culture created by Ukrainians in Canada
in mediums such as textiles, pysanky, ceramics, woodcarvings, or murals, to
name a few.

It is premature at this point to attempt a comprehensive overview of
Ukrainian Canadian visual art, even within the limited fields of painting and
photography. There are not enough scholars working on the topic, and as a
result there is not much preparatory scholarship to build on. The topic of
Ukrainian Canadian visual art has yet to be thoroughly explored either as a
subcategory under Canadian art nor in the global sense of Ukrainian diaspora
art.

Despite the lack of scholarly attention, Ukrainian Canadian art is
frequently exhibited thanks to the support of community-based nonprofit
Ukrainian arts organizations across Canada, the most prominent being
Oseredok Ukrainian Cultural and Educational Centre in Winnipeg, Canadian
Art Foundation, KUMF Gallery in Toronto, and the Alberta Council for the
Ukrainian Arts (ACUA) in Edmonton. Collections of Ukrainian Canadian art are
also held by the various branches of the Ukrainian Museums of Canada,
Ukrainian Catholic Women’s League Museums, and formerly the Ukrainian
Canadian Archives and Museums of Canada. The persistence of the category of
Ukrainian Canadian art can likely be attributed to the efforts of these
organizations to support and celebrate Ukrainian Canadian artists, privileging
ethnicity as a distinct marker within artistic practices in the broader Canadian
art scene. The activities of these organizations also raise the question whether
part of defining Ukrainian Canadian art comes from being “claimed” by the
Ukrainian community — otherwise, what differs one’s practice from that of
mainstream Canadian artists?

Although the relationship between art and ethnicity in the context of
Ukrainian Canadian culture has not received the attention it deserves, there
have been some explorations of Ukrainian Canadian literary art. The
anthologies Two Lands, Two Visions: Stories from Canada and Ukraine, edited



by Janice Kulyk Keefer and Solomea Pavlychko (1998), and Unbound:
Ukrainian Canadians Writing Home, edited by Lisa Grekul and Lindy
Ledohowski (2016), come to mind. These anthologies, written nearly twenty
years apart, include texts by authors based both in Canada and Ukraine.

Regrettably, we have had to omit numerous Ukrainian Canadian artists
from this volume — Peter Shostak, for instance. His work can be found in many
Ukrainian Canadian homes - original paintings, prints, and reproductions in
coffee table books. His paintings evoke nostalgia for the vanishing rural lifestyle
in the Prairies, pictures of sheepskin coats and boys playing winter sports. On
the other side of the aesthetic spectrum, and also missing from our volume, is
Taras Polataiko, who worked in Canada for years but has returned to Ukraine.
Many of his creations disturb and provoke, and have also won international
acclaim.

Aside from the interviews with Svitlana Kravchuk and Alina Senchenko,
the work of young, contemporary Ukrainian Canadian artists in the early
stages of their careers have not received sufficient attention either. The list of
those not accounted for in this collection could easily be much longer.

Our volume devotes considerable attention to sacral iconography.
Sterling Demchinsky, who has photographed almost every Ukrainian Catholic
and Orthodox church in Canada, has contributed a magisterial piece on the
iconography in Ukrainian churches up to 1930. Although Larisa Sembaliuk
Cheladyn’s article on Jacob Maydanyk focuses primarily on his comics about
Vuiko Shtif, it also outlines his work in sacral painting. Myroslav Shkandrij’s
survey of the art collection of Winnipeg’s Oseredok mentions icons and church
art produced by Roman Kowal, Myron Levytsky, Omelian Mazuryk, and Dmytro
Stryjek. Prim-Rose Diakiw, in her 1980 interview with Chrystia Chomiak,
describes in some detail her thoughts on and practices of icon painting. Halyna
Kostiuk’s article on Andrew Charyna also devotes considerable attention to his
sacred art. Yet, totally missing from our collection are other masterful sacral
iconographers, such as Dmytro Bartoshuk, Julian Bucmaniuk, Wadym
Dobrolige, Marianne Savaryn, Vera Senchuk, and Paul Zabolotny.

Historical Outline

A brief general history of modern Ukrainian art emerges from Shkandrij’s
account of the paintings and sculptures that ended up in Oseredok’s collection.
Here in the introduction, we want to lay out a schematic history of Ukrainian
settlement in Canada. As is customary, we are organizing this history around
four waves of immigration to Canada.

The first wave of migration from Canada to Ukraine began in the 1890s
and lasted until the outbreak of World War I in 1914. It was part of a major
movement of peoples from Eastern Europe to the Americas that saw Jews leave
the Russian empire and Habsburg monarchy for the urban centers of North
America as well as Slavs of every description, Hungarians, and Finns for the
coal mines of Pennsylvania and Alberta and the iron mines of Michigan. This
wave of migration left sizable communities of Ukrainians in Brazil, Canada,



and the United States. The Ukrainians who came at this time derived primarily
from the western territories of Ukraine. Most came from the crownland of
Galicia in the Austrian part of Austro-Hungary. But there were also Ukrainian
immigrants from the Transcarpathian region of the Hungarian part of the
monarchy; these settled mainly in the United States, although some moved to
the Crow’s Nest pass mining region in Alberta. Ukrainians from Bukovina, in
the Austrian part, moved mainly to Canada.

The Ukraine they left was stateless, and the regions they came from were
among the poorest in the Habsburg monarchy. Most Ukrainians came over as
unskilled laborers. Men worked in the mines, railroad construction, lumber
camps, and construction jobs in urban centers. Women worked as domestics in
the cities. This socially and economically disadvantaged stratum, which formed
the majority of the Ukrainian Canadian population before 1914, was
personified in Jacob Maydanyk’s cartoon character Vuiko Shtif (examined in
one of the two studies contributed by Cheladyn). These men were often drawn
into socialist and labor movements. The importance of these movements
becomes evident in the article on Thomas and Lena Gushul, photographers in
the Crow’s Nest Pass (contribution by Mariya Mayerchyk, Jelena Pogosjan, and
Tatiana Saburova). Photographer Sandra Semchuk, though born in 1948,
remains conscious that her family was part of that first-wave group of
Ukrainian socialists. Bill Lobchuk’s parents were also leftist (article by Walter
Hildebrandt).2

Land hunger was a problem in these western regions of Ukraine.
Farmers had relatively small plots that they divided among their children, male
and female. The money economy was just making inroads into a society based
on peasant subsistence agriculture. Lack of land drove many abroad. They
were raised strong to do hard work on their family farms and could readily
adjust to hard work as miners and lumberjacks, washerwomen and house
cleaners. However, some Ukrainians — generally better off, although not always
— took advantage of the Canadian Homestead Act. They were granted 160 acres
of land if they cleared a quarter of it and built a permanent residence within
three years. Many succeeded, and the Canadian Prairies — Manitoba,
Saskatchewan, and Alberta — sprouted large populations of Ukrainians. To this
day, even though most of that original population has left for the towns and
cities, the prairie countryside is dotted with recognizably Ukrainian churches
topped with domes.

Ukrainian life on the prairies became a notable subject of Ukrainian
Canadian art. Perhaps the greatest exponent of this theme was William
Kurelek, who was born on a farm near Whitford, Alberta. But as Janice Kulyk
Keefer explains in her penetrating article on Kurelek, he did not view this rural
life simply as an idyll — far from it. An artist who traces his family back to the

2 Poet and historian Walter Hildebrandt contributed an evocative account to
this volume of Ukrainian artists in Winnipeg, especially Don Proch and
Lobchuk. With great regret we note that he passed away not long after
completing his essay for us. May his memory be eternal.



pre-1914 homesteaders is Don Proch, whose work is discussed in
Hildebrandt’s contribution.

After the mass wave of immigration before 1914, various restrictions
slowed down Ukrainian immigration between the two world wars. Still, people
did manage to come over and they fit themselves into the Ukrainian community
that had already been established. In fact, Kurelek’s father was one of those
who came over in 1923 from Bukovina. Bill Lobchuk’s father had come over
two years earlier. In the interwar period there was no Habsburg monarchy. The
war had destroyed it. And in the years following imperial collapse in Austria-
Hungary and Russia, Ukrainians fought to create an independent state, but in
vain. After war and revolution, the trickle of Ukrainian immigrants to Canada
originated primarily from Bukovina, which was now incorporated into
Romania, and from Galicia, now in Poland. The region of Volhynia, which had
formally been in the Russian empire, was incorporated into Poland as well, and
its inhabitants also managed to settle in Canadian communities, notably
outside the bloc settlement in Alberta and in the vicinity of Wakaw,
Saskatchewan. Every wave of immigration left from a different Ukraine, even if
there was the regional consistency of coming from the same western territories.

Some of the immigrants who came to Canada in the second wave were
veterans of Ukraine’s war for independence. They advocated a harder and more
right-wing form of nationalism than had been common in the first wave. This
was, on the whole, a more political cohort of immigrants.

The third wave of Ukrainian migration to Canada followed the Second
World War. On Ukrainian territory, the war was fought between Nazis and
Soviets. The democratic Allies made no appearance here. Both the Nazis and
the Soviets established ruthless regimes in which deportations and murder
were commonplace. Tens of thousands of Ukrainians fled Europe in the
aftermath of the war, mainly fleeing from Soviet rule and again mainly from the
Western territories, particularly from Galicia and Bukovina. If the first wave of
migrants leaned toward socialism, this third wave was overwhelmingly
nationalist in political orientation. Many professionally trained artists came to
Canada as part of the third wave. Quite a few are mentioned in Shkandrij’s
article on Oseredok. In this collection, several chapters are devoted to artists
who came to Canada as children after World War II, born in Ukraine itself, in
camps for displaced persons, or soon after arrival in Canada: Andrew Charyna
(article by Halyna Kostiuk), Natalka Husar (articles by Kulyk Keefer and
Jessica Zychowicz), Christina Kudryk (article by Daria Darewych), and John
Paskievich (interview by John-Paul Himka). These are artists who were
educated in North America, and their work is both sophisticated and
challenging.

And finally there was the fourth wave. In 1991 Ukraine became
independent. One result of this was that all the travel restrictions that the
Soviet system had imposed on its citizens were lifted. The collapse of
communism saw rampant inflation throughout the post-Soviet sphere, and
many Ukrainians were reduced to penury as the old economic formation
ground to a halt and a new one had yet to emerge. Many Ukrainians went



abroad to work — to Poland, Hungary, Czechoslovakia and its successor states,
and Russia. Many also came to North America and for the most part did well,
establishing businesses, studying and working in institutions of higher
education, and assuming leadership positions within the Ukrainian Canadian
community. In this volume, two young woman artists from independent
Ukraine are highlighted, Svitlana Kravchuk (interviewed by Kalyna
Somchynsky) and Alina Senchenko (interviewed by Vita Yakovlyeva).

Attempting Definitions: Ukrainian Canadian
Identity/Ukrainian Canadian Art

How do we begin to define “Ukrainian Canadian Art”? What are its
predominant characteristics? Who do we identify as Ukrainian Canadian
artists and on what grounds? How are the Ukrainian Canadian arts integrated
or intermingled with artistic practices in Canada, more broadly considered, and
Ukraine? Answering these questions is a difficult task as their answers appear
elusive, and concrete definitions prove slippery. Instead, we will begin the
conversation, one continued by the contributions within this journal, and hope
that it may subsequently provoke discussion as the Ukrainian Canadian arts
undoubtedly shift and evolve. We are aware that the very production of this
collection is part of the production of the concept of Ukrainian Canadian visual
art. By grouping together the various artists and images of their work, by
putting them altogether in a single volume, and reflecting on them, we are
creating the very thing we seek to explore.

Let’s begin by proposing a general definition of art itself; from there, we
can begin to deduce what makes a work of art or artistic practice distinctly
Ukrainian Canadian. Art constitutes one’s response in pictorial form to their
social, cultural, and political context and to dynamics, challenges, visual
traditions, and developments. It is important to understand that this definition
does not propose that the response in question take a particular content or
form. We consider content in the instance as the components constituting the
artwork--subject matter and/or visual elements, the “what”. Form is the way
an artist chooses to produce and convey the content, whether in physical or
theoretical terms — it answers the question “how.” The artist’s response is the
act of producing an artwork, not necessarily the artwork itself. The artwork
reveals the traces revealed by the act of production — the Ukrainian Canadian
in Ukrainian Canadian art will be revealed in these traces.

This definition is rooted in social histories of art as proposed, for
example, by art historian T.J. Clark. In his analysis of the work of late
nineteenth century artists, most notably Gustav Courbet, he suggests that
artists do not merely passively represent events occurring during a historical
period within an artwork, nor do artworks merely operate within the realm of
art. Rather, Clark suggests that the production of artwork is a component of
overall social processes occurring during any given historical period. Artworks
are created in response to political, social, and cultural stimulants where the



response is represented in the form — whether explicitly or implicitly.
Sometimes, the artist’s responses are dominant themes, and at other times
they are latent—not even clear to the artist themselves.

The point is this: the encounter with history and its specific determinations is
made by the artist himself. The social history of art sets out to discover the
general nature of the structures that he encounters willy-nilly; but it also
wants to locate the specific conditions of one such meeting. How, in a
particular case, a moment of experience becomes a form, an event becomes an
image, boredom becomes its representation, despair becomes spleen: these are
the problems. And they lead us back to the idea that art is sometimes
historically effective. The making of a work of art is one historical process
among other acts, events and structures - it is a series of actions in but also on
history. It may become intelligible only within the context of given and imposed
structures of meaning; but in its turn it can alter and at times disrupt these
structures. A work of art may have ideology (in other words, those ideas,
images, and values which are generally accepted, dominant) as its material,
but it works that material; it gives it a new form and at certain moments that
new form is in itself a subversion of ideology.3

Taken in the context of Ukrainian Canadian art, we can infer that
Ukrainian Canadian art is the creation of artwork in response to the conditions
of belonging to the ethnocultural community of Ukrainian Canadians. To follow
Clark one step further, the production and reception of artwork within this
community is not an accessory, but a constituent part of its existence. To
define Ukrainian Canadian art, it is imperative to define what it means to be
Ukrainian Canadian. Here it is helpful to look to the contributions in this
volume for clues. Sterling Demchinsky raises an interesting question while
analyzing the iconography found in early Ukrainian Canadian churches: “The
settler who made the processional cross doubtlessly copied these images from
the memory of church decorations in the old country. Did the settler fully
understand the meaning of this symbolism or was it merely inscribed because
that is what he/she remembered from crosses in the home village?” In this
proposition, Demchinsky emphasizes an important dimension of the Ukrainian
Canadian: distance, whether physical or temporal. He suggests that Ukrainian
settlers recreated imagery they remembered from churches in the home
country, privileging these visual forms to recreate both sacral but also familiar
places. The recreation of these places served a spiritual dimension, but also,
and potentially more significantly, they served the function of home-making in
a distant land. In the cases of the earliest churches Demchinsky discusses,
where a trained iconographer did not execute the icons, the parishioners may

3 TJ Clark, “On the Social History of Art” in Image of the People: Gustav Courbet
and the 1848 Revolution, (London: Thames and Hudson, 1973), 252.



not have obtained the sacral knowledge that informed the creation of the
originals found in Ukrainian churches in the homeland. The significance of the
religious imagery to the parishioners functioned both as the continuation of
religious tradition and a bridge to religious visual culture to create a sense of
place.

For many artists discussed in this volume, their artwork and biographies
demonstrate processes of home-making and exemplify places where Ukrainians
put down roots. For Kurelek, Lobchuk, and Semchuk, the Prairies were a
Ukrainian Canadian place that animated familial histories and inspired both
positive and conflicted (in the case of Kurelek) reminiscences of childhood and
their immigrant parents. Paskievich, Husar, Lobchuk, and Diakiw found home
alternately within urban centres. For Paskievich it was North End Winnipeg; for
Husar it was suburban Toronto; and for Prim-Rose Diakiw the Ukrainian
housing cooperative Hromada in Edmonton. These places all imprinted the
artists with subjective experiences of home and community and emphasize how
the Ukrainian Canadian experience is composed of a diversity encompassing
both rural and urban environments.

One key to the Ukrainian Canadian experience iterated in several
contributions, especially among artists who immigrated from Ukraine (the
Gushuls, Senchenko, Kravchuk), is distance and displacement from Ukraine.
Ukrainian Canadian art could then be the visual testament to the process of
understanding one’s place as an immigrant in Canada or as the descendant of
immigrants longing to keep alive the culture passed down from previous
generations. The production of the images served as a bridge to overcome their
distance from the homeland. This artwork is not, and cannot be, a facsimile of
artistic trends in Ukraine, although it will be influenced by them. Artistic
traditions changed as they crossed the Atlantic and were passed down through
generations. Part of what characterizes Ukrainian Canadian art is the memory,
the traces, of visual traditions forced to develop new growth in new soil. The
new visual traditions are a culmination of traces from various practises in
Ukraine, adapted and mixed with traditions encountered along the journey.

But is it an oversimplification to suggest that Ukrainian Canadian art
must contain traces of visual traditions originating in Ukraine? What are these
Ukrainian visual traditions?

Following our previously established definition of art, Ukrainian art is the
culmination of visual traditions that developed on the geography of modern
day-Ukraine and the artwork being produced by Ukrainian citizens affected by
their contemporary reality — whether this is visually explicit or not. It the
contemporary sense, it is the art being created by people living under the
conditions of the Ukrainian state. One could easily substitute “Ukrainian” for
another nation-state. It is important to realize that this definition languishes in
its broadness to encompass the diversity within any nation-state of
experiences, solidarities, and conflicts that may transcend various internal
boundaries. It is also important to consider that Ukrainian art is an every-



changing category and is not limited to visual traditions often designated to the
category of folk culture such as pysanky making, embroidery, weaving, pottery,
to name but a few. Ukrainian art is also significantly characterized by
important developments in Modernism and the Avant-garde of the twentieth
century — a fact emphasized by Myroslav Shkandrij in his survey of Oseredok’s
art collection.

Shkandrij reminds us that Ukrainian artists were participating and
developing artistic traditions alongside some of the most prolific artistic
movements in Europe prior to World War II. Until Stalin became leader of the
Soviet Union, artists in Soviet Ukraine were on the forefront of artistic
movements such as Constructivism and Suprematism; in the territories of
Austro-Hungary prior to World War I, and in Poland, Czechoslovakia, and
Romania subsequently, artists sought training, exhibited, taught, and
collaborated with their counterparts across Europe’s art centers and were
significant in movements such as Monumentalism/Boichukism and Art
Nouveau. The interplay between distance and proximity with Ukraine proper by
members of the diaspora constitutes a central component of Ukrainian
Canadian art. Artists who established homes in Canada, whether by choice or
in response to circumstance, were integral to artistic developments beyond
Canada or Ukraine. In many respects, the art of a diaspora is transnational in
character, as artists who we may claim as Ukrainian Canadian were active
within artistic circles beyond either Canada or Ukraine.

Contemporary Ukrainian Canadian art stands at an exciting juncture
made evident by the temporal span of artists discussed within this volume. The
artists whose artistic practice spanned the whole twentieth century and beyond
were largely limited to exposure to Ukrainian art either passed down from their
parents or grandparents, brought by immigrants of successive waves, or
encountered in exhibitions and collections. Individuals who may have travelled
to Soviet Ukraine would likely have encountered only state sanctioned socialist
realism or folk art. They would not have had access to underground apartment
exhibits and non-conformist art. Only following Ukrainian independence could
artists begin to travel to Ukraine and take in contemporary art uncensored —
as evident in Zychowicz’s discussion of Husar’s trips to Ukraine. In the period
following the Orange Revolution in 2004 and the Revolution of Dignity in 2014,
Ukraine has witnessed the rise of a vibrant, active, and socially engaged arts
scene that artists based in Canada are aware of and responding to. This wave
of activity is referenced by Zychowicz in her comparison of the work of
Ukrainian Canadian feminist artist Natalka Husar and contemporary Kyiv-
based Ukrainian artist Lesia Khomenko. The discussion of Khomenko’s work
provides the readership with a glimpse into artistic developments in
contemporary Ukraine.

Beyond the response to Ukrainian visual tradition and contemporary
developments, events in Ukraine without a doubt have shaped the work of
artists working within a Canadian context. Perhaps a definition of Ukrainian
Canadian art is anchored in that relationship between generations of ethnic
Ukrainians born and raised in Canada and their relationship to their ancestral
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homeland — whether as a historic imaginary or as contemporary and dynamic
manifestation. Ukrainian Canadian art is about this relationship, as articulated
by Daria Darewych to address Christina Kudryk’s relationship to Ukraine
following the Revolution of Dignity in 2014 as “she began to use her art to work
through the cherished relationship with her inherited cultural heritage. Her
work became inextricably connected with the political destiny of Ukraine and
its people.” Evidence of reflections on Ukrainian history and current events is
also evident within Janice Kulyk Keefer’s descriptions of William Kurelek’s
depictions of Soviet atrocities in Ukraine and the threat of nuclear warfare, as
mentioned earlier in this introduction.

Ukrainian Canadian art therefore is not the simple reproduction of the
artistic trends occurring in Ukraine by members of its diaspora. It is created by
artists who must respond to their existence as an ethnocultural community
outside Ukraine and this existence is what shapes their work. There may be
evidence of visual traditions originating in Ukraine and there may be response
to current events happening in Ukraine, but the significant difference lies in
the fact that the artists themselves are working in and shaped by the Canadian
context as well. The artwork is evidence to being neither one nor the other —
completely Canadian or Ukrainian. Rather, the production of artwork is a
navigation of this identity. The art produced by the Ukrainian diaspora in
Canada constitutes the definition of Ukrainian Canadian in a broader sense —
it is not a linear process of influence, but a dialogue, a push and pull, part of a
larger experience of resettlement, integration, and ethnocultural longing.

What about the Canadian component of this equation? What is
Ukrainian Canadian in Ukrainian Canadian Art? The concept of Ukrainian
Canadian art constitutes a dialogue between two parts — Ukrainian, as has
already been addressed, and Canadian. It is important to consider the
proximity and distance artists negotiate with the so-called Ukrainian Canadian,
other diasporic communities established in Canada, and the artistic
developments encountered in Canadian universities, galleries, and art centres.

Many contributions to this volume highlight the complexity of Canadian
art as an international artistic category. Canadian art, just as Ukrainian art,
can simply be defined as the art made by individuals who live within the
nation-state of Canada. However, Canada as a colonial country warrants
significant deconstruction in how Canadian art is defined. While this task is
beyond the scope of our volume, some contributions shed light on this
dimension of the Canadian in Ukrainian Canadian art and provoke important
discussions.

Somchynsky’s interviews with Semchuk and Kravchuk emphasize the
diversity of experiences and identities constituting the Canadian population —
specifically highlighting collaborations with friends and companions from
various Indigenous communities. These collaborations highlight both cultural
synergies established through sharing and learning with one another, and
simultaneously, gently raise the important notion that Ukrainians arrived in
Canada as settlers. These texts are a reminder that part of adapting a
Canadian identity requires coming to terms with inheriting a settler-colonial
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identity and the responsibilities of being guests. Part of being a Canadian,
Canadian artist, Ukrainian Canadian artist is acknowledging the colonial
reality of this title.

Thus far we have spent considerable attention discussing the context in
which Ukrainian Canadian artists work. What about the identity of the artists
and their self-identification? How is Ukrainian Canadian art shaped by who the
community claims as their own?

One way to proceed in this exploration is to look at some of the very
different kinds of Ukrainians that work in visual art. Of course, there are the
differences that spring from the different waves of immigration, and also
differences in artistic direction (realist, abstract, impressionist) and metier
(painting, photography). But here we want to look at ethnicity and its
connection to the artist. Some particularly interesting cases are those of
Andrew Charyna, Natalka Husar, Edward Burtynsky, Prim-Rose Diakiw, and
Svitlana Kravchuk.

Perhaps Charyna, who is discussed in the article by Halyna Kostiuk, is
the most embedded in the Ukrainian community. He is a scion of generations
of the Ukrainian cultural elite. His great-grandfather was a prominent
Ukrainian activist and outstanding painter, Petro Kholodny (Senior). His
grandfather, also named Petro Kholodny (Junior), was himself a famous artist.
Charyna’s father was a priest and his mother a pianist. Charyna first exhibited
in 1982 in an exhibit that also featured the works of his grandfather and great-
grandfather. It was organized by the Ukrainian Artists’ Association in the USA.
Much of Charyna’s subsequent artistic work was created in the context of
Ukrainian sacral culture. His “membership” in the community of Ukrainian
visual artists cannot be disputed.

In some respects, Natalka Husar has a similar story. She too came from
a prominent Ukrainian family. Her half-brother, Danylo Husar Struk, was a
professor of Ukrainian literature at the University of Toronto. Although Husar
is one of the most recognized contemporary artists in Canada, with a truly
national appeal, she has worked almost exclusively on Ukrainian Canadian
and Ukrainian themes. Her earlier work focused on suburban Ukrainian
Canadians and her later work concentrated on “types” to be found in
independent Ukraine — mafiosi and vulnerable girls. She is an artist deeply
committed to Ukrainian subject matter, which she treats, however, in an
ironical and critical fashion.

Edward Burtynsky comes from the same children-of-the-third-wave
cohort as Charyna and Husar. His photography has rarely engaged Ukrainian
themes. His photographs in Mosaica, a book published in 1991 by the
Ukrainian Resource and Development Centre in Edmonton to celebrate the
centenary of Ukrainian settlement in Canada, are pedestrian. He has made his
huge international reputation otherwise, with photos and films that
concentrate on industrialized landscapes. Yet he did not travel, even when it
was possible, to the Ukrainian rust belt in the Donbas. He certainly is
conscious of his Ukrainian heritage and of his emotional attachment to the
Ukrainian nation. In April 2022, after Russia’s invasion of Ukraine, Burtynsky
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received a prize for outstanding contributions to photography at the Sony
World Photography Awards in London. In his acceptance speech, he shared the
award with the photographers documenting the war in Ukraine. Before that, in
March, he donated prints of his photographs to raise about $700,000 for the
Red Cross to use in Ukraine.4 Certainly he is Ukrainian, but Ukrainian themes
are conspicuously absent in his main body of work. Is he a Ukrainian
Canadian artist? An interesting affirmative answer to this question can be
found in the contribution by Kulyk Keefer.

Prim-Rose Diakiw has an unusual connection to Ukrainian heritage. She
was raised in an Irish, Presbyterian family. She changed her name from
Murphy to Diakiw after marrying the ceramics artist and painter Ted Diakiw
(also Diakow). She found something almost mystically sympatico about the
Ukrainian atmosphere she married into. She took classes in the Ukrainian
language, and then went with her classmates on a trip to Ukraine. To her
surprise, she was met in Kyiv by family relations on her mother’s side. She
later confronted her mother about this, who admitted she was of Ukrainian
ethnic origin. Prim-Rose adopted Ukrainian culture with a passion, painting
icons and other works using Ukrainian themes.

Svitlana Kravchuk was born in Ukraine, educated in the Middle East,
and settled in Canada as a young adult. She was Ukrainian by culture, but did
not integrate into the Ukrainian Canadian mainstream. She sees a sharp
difference between her culture and the Ukrainian culture practiced in Canada.
In her interview with Kalyna Somchynsky, she makes a significant observation:
“...it’s important to realize that Ukraine is one of the largest countries in
Europe. It’s huge and it’s so diverse. It’s Eastern Europe, it’s Central Europe,
and it’s the Mediterranean. It’s different in different regions.... it’s very
important to realize that most of the people who had a chance to immigrate to
Canada were from western Ukraine, not from central, southern, or eastern
Ukraine....Canadians of Ukrainian heritage are representative of a small
regional pocket.” Kravchuk’s parents were from around Kyiv, and she could
clearly perceive a regional difference between Ukrainian Canadians and
Ukrainian Ukrainians.

So does the ethnic connection of the artist constitute the entry card to
Ukrainian Canadian art? Perhaps, but this is disputable. Asked if one had to
be of Ukrainian heritage to engage in Ukrainian Canadian photography, John
Paskievich answered: “I don’t think you have to be of Ukrainian heritage to
photograph Ukrainian Canadiana. And I don’t think you have to be Indigenous
or Black or Asian to photograph in their communities.” This response raises
the question of heritage appropriation by persons from outside a particular
ethnic or larger-than-ethnic group. This has certainly been an issue in
Canadian literature and art (e.g., the case of Joseph Boyden’s claim of

4 Kate Taylor, “Burtynsky Dedicates Award to Ukrainians,” Globe and Mail, 12
April 2022.
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Indigenous origin).> Generally speaking, Ukrainians in Canada have been
happy to recruit non-Ukrainians into more popular forms of cultural practice
such as pysanky-making and Ukrainian dance.® Issues of cultural
appropriation in the Ukrainian Canadian community often take the form of
claims that perogies and borscht, or varenyky and borschch, are Ukrainian, not
Polish, Russian, or Jewish, although broader discussions of colonization and
appropriation in the context of Ukraine’s relationship with Russian imperialism
are beginning to emerge. St. George’s Ukrainian Catholic church in Edmonton
was painted in neo-Byzantine style by Heiko Schlieper. Schlieper was
Orthodox, but not Ukrainian. Do the walls of that church, densely covered with
sacred images, constitute an example of Ukrainian Canadian art?

The role of ethnicity in the definition of Ukrainian Canadian art remains
a question. Janice Kulyk Keefer formulates it well: “What role does ethnicity
play, and what value does it possess, in the development of an artist's oeuvre
and establishment of reputation? To what extent is ethnic consciousness active
and overt in an artist's work, and to what degree can it be latent, dormant, or
even extirpated? Does the attribution of a particular ethnicity to an artist
inevitably result in reductive labelling, and the corollary that work by, say, a
Japanese Canadian artist can only really be of interest and significance to a
Japanese Canadian audience, pace Joy Kogawa's novel Obasan? Or can
awareness of an artist's ethnicity as understood in the widest possible terms
provide an invaluable means of understanding the true depth and scope of an
artist's work?”

Another way to think about the concept of Ukrainian Canadian art, as
Kulyk Keefer suggests, is to look at audience rather than artists. Some of the
artists discussed in this collection created specifically for a Ukrainian
Canadian audience. Certainly this was true of the iconographers who painted
churches, especially those that Sterling Demchinsky writes about. Jacob
Maydanyk’s work was aimed at an exclusively Ukrainian Canadian audience.
His Vuiko Shtif character could only make sense to that audience. Certainly
much of the photography of Lena and Thomas Gushul was also produced
primarily for Ukrainian Canadians. But as time passed, Ukrainian Canadian
artists reached out to wider audiences, culminating in artists who achieved
national and international fame (e.g., Burtynsky, Husar, Kurelek, Paskievich.

5 There is much literature on cultural appropriation of Indigenous art. See, for
example, https://canadianart.ca/features/dirty-words-appropriation/
(accessed 22 June 2022); Chelsea Vowel, “The do’s, don’ts, maybes, and I-
don’t-knows of cultural appropriation”, dpihtawikosisan: Law. Language.
Culture., January 30, 2012, https://apihtawikosisan.com/2012/01/the-dos-
donts-maybes-i-dont-knows-of-cultural-appropriation/ (accessed 23 June
2022).

6 Katya Chomitsky, “Picking at Threads: Reclaiming and Recreating Identity
through Traditional Ukrainian and Indigenous Textile Art,” part of Threads that
Connect, https:/ /www.youtube.com /watch?v=J43K-IDOEvk (accessed 22 June
2022).
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Semchuk). Some, however, continued to work primarily withing the Ukrainian
Canadian community (notably Larisa Sembaliuk Cheladyn). A number of the
artists featured in this volume had their early or important showings in
Ukrainian galleries, among them Andrew Charyna, Svitlana Kravchuk,
Christina Kudryk, and Bill Lobchuk. The Ukrainian Canadian community
founded artist organizations and provided venues to view the work of its artists.
Ukrainian Canadians are also major purchasers of Ukrainian Canadian art.

There is no one definitive answer to our question about what constitutes
Ukrainian Canadian art. Like all living processes, it is too protean to capture in
a definition. All we have been able to do in this introduction is to suggest
different ways to conceptualize that art. That the art itself is interesting, no
matter how we may delineate it, is proven by the essays and interviews that
constitute this volume.
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From Central Europe to Western
Canada: The Oseredok Art
Collection

Myroslav Shkandrij

Winnipeg’s Ukrainian Cultural and Educational Centre (Oseredok) has
collected significant cultural materials for over seventy-five years. When first
founded in 1944 it shared 184 Alexander Avenue with other institutions, but
soon bought the entire building and in the years that followed developed an art
collection, museum, library, as well as an archive of photographs and
documents. The art collection alone today houses over a thousand paintings.
These reflect an interest in Ukrainian subject matter with international,
modern, and even avant-garde trends. In many ways the collection is a legacy
of the Centre’s first organizers, who had emigrated in the 1940s from Central
and East European cities like Prague, Warsaw, Berlin, and Vienna, bringing
with them a familiarity with contemporary Ukrainian art and twentieth-century
modernism.

The biography of Kateryna Antonovych (1884-1975), a founder of the art
collection, was typical of this generation. Like many contemporaries she was a
“double” refugee. Her family left Ukraine after the 1917-20 struggle for
independence and settled in Prague. These cultural activists drew inspiration
from European trends in the arts, including interwar developments in
literature, film, photography, theatre, dance, music, and costume design. Upon
arrival in Canada they made it their mission to recreate Ukrainian culture in a
modern “European” idiom. At the same time, in the 1950s and 1960s diaspora
artists introduced new artistic styles and developed an art that reinterpreted
traditional themes.

The trend toward a diaspora modernism was not new. It had already taken
place in the earlier refugee diasporas created by the First World War and
events of 1917-21. For example, the watercolors and prints of Oleksander
Hryshchenko (Alexis Gritchenko) (1883-1977) had already gained fame in Paris
in the 1920s. Born near Chernihiv, he studied in Kyiv, St. Petersburg, and
Moscow, then travelled to Paris and Italy. He made a study of Byzantine art
and the icon, which he linked to cubism and modernist experimentation. After
the 1917 revolution he was appointed a professor in Moscow and offered a
directorship of the Tretyakov Gallery, but left for Istanbul, where he painted
hundreds of watercolors in the years 1919-21. He lived in Greece in 1921, then
emigrated to France in 1922 and became known for exotic streams of oriental
color. He exhibited in leading Parisian art galleries, in Lviv in the 1930s at the
Association of Independent Ukrainian Artists (ANUM), and at personal shows in
New York and Philadelphia. In 1963, he donated seventy works to the



Ukrainian Institute of America in New York. These works were transfered to
Kyiv. Oseredok has copies of the popular prints Harmal en Priere, 1920, and
Campagne de Corinthe, 1921.

Hryshchenko preceded post-Second World War émigrés to the French
capital, among whom were Mykola Krychevsky, Omelian Mazuryk, and Andriy
Solohub. Works by all these artists are in the Oseredok collection and show
how each individual brought a particular form of modernist experimentation
that inspired later artists. The westward movement of this emigration resulted
in their finding a place in the Oseredok collection, which in many ways
represents a transfer of works and influences, and sometimes an emigration of
artists, from Central Europe to Western Canada.

Portraits

The biographies of artists sometimes reveal the story of how influences moved
from Europe to Canada. Kateryna Antonovych, for example, was born in
Kharkiv, finished high school in the city, then studied medicine in St.
Petersburg. She moved to Kyiv with her husband, the art historian Dmytro
Antonovych, studied in the Ukrainian State Academy of Arts (newly created in
December 1917) under Vasyl Krychevsky, who headed the Studio of Landscape
painting, and Mykhailo Boichuk, who headed the Studio of Monumental Art.
After the struggle for independence by the Ukrainian People’s Republic (UNR)
ended in defeat, she lived in Prague, worked in the Ukrainian Studio of Plastic
Arts and the Museum of the Ukrainian Struggle for Independence, both of
which were created by this émigré generation. From 1945 she lived in
Winnipeg, where she organized her own school of art.

Antonovych had exhibited in Prague, Berlin, and Rome; her works can be
found in Ukrainian museums in North America and Europe, and in private
collections. Considered by many to be a member of the Boichuk school, she is
best known as a portraitist. The works in the Oseredok collection demonstrate
her evolution from the 1930s in Prague to the postwar years in Winnipeg. The
subject of her Portrait of Mykola Butovych, 1938, is the graphic artist and
modernist painter who studied in Prague, Berlin, and Leipzig, and then worked
in Lviv before emigrating to the USA in 1947. He was a leading book designer
and illustrator of the interwar period, and is credited with helping to develop a
national modernist style. Her Portrait of Dmytro Doroshenko, 1950, is a study of
the statesman who in the years 1917-18 served in the government of the
Central Rada, the UNR, and the Hetmanate of Pavlo Skoropadsky. In the
interwar period he was a professor of history in the Ukrainian Free University
in Prague and the University of Warsaw and made lecture tours of Canada in
1937-38. After the Second World War he taught at St. Andrew’s College,
Winnipeg, before returning to Europe. Other works by Antonovych in the
collection include two portraits of Shevchenko, from 1957 and 1959, and the
Portrait of Olha Voitsenko, 1956. Voitsenko was a prolific author and chronicler
of Ukrainian life in Canada, best known for Litopys ukrains’koho zhyttia v
Kanadi (Chronicle of Ukrainian Life in Canada, 1961-1992).
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The collection of paintings in Oseredok demonstrates the rapid evolution of
twentieth-century Ukrainian portraiture, by allowing works of earlier Ukrainian
artists to be compared with those who later worked in Canada. Perhaps the
most prominent early modernist was the Lviv impressionist Ivan Trush (1869-
1941). Born near Brody, Galicia, he studied in the Krakow Academy of Fine Arts
in the 1890s, then lived in Lviv, where he was active both as an artist and art
educator. He travelled widely in Ukraine, Italy, Egypt, and Palestine prior to the
First World War. Many of his works are in the National Museum in Lviv. The
Oseredok collection has two typically understated works from the 1920s, Ivan
Franko and Soldier.

Early émigrés to Canada like Yakiv (Jacob) Maidanyk (1891-1984) painted
dignified portraits of leading community figures. Born near Chortkiv in Western
Ukraine, Maidanyk became one of the most celebrated painters and cartoonists
of the early emigration to Canada. He attended school in Kolomyia, then
completed a course in textile design and ornamentation near Rzeszow in
Western Galicia. After emigrating to Canada in 1911, he graduated from
teachers’ college in Brandon and taught for a while, but gained fame producing
caricatures and humorous writings for Ukrainian publications. However,
Maidanyk also produced religious paintings and formal portraits, such as the
one of Nykyta Budka, the first bishop of the Ukrainian Catholic Church in
Canada and the first Eastern Catholic bishop in the New World. The bishop
arrived in Winnipeg in 1912, helped to establish schools and parishes, and
defended the autonomy of the Ukrainian church from the Roman Catholic
hierarchy. In 1928, he returned to Lviv. The impressive Portrait of Archbishop
Nykyta Budka, 1927, is one of Maidanyk’s notable achievements.

In contrast, in the post-Second World War period several artists developed
a highly realistic style. One of them was Ivan Kubarsky (1896-1971). Born in
Ukraine, he completed the Kyiv Art Institute and worked as the main artistic
director of the Kyiv Opera. He then taught art in Hanover in a refugee camp
during the immediate postwar years, before emigrating to Canada in 1949 and
creating an art studio in Toronto. He is best known as a portraitist and
decorator of church interiors, some of which are done in the style of the
“Cossack baroque” of the eighteenth century. His Portrait, 1950, is an example
of the super-realist style (see image 01).

Ivan (John) Keywan (1907-92), another arrival after the Second World War,
favored highly stylized portraits, such as Portrait of Professor Pavlychenko from
Saskatoon (npogpecop INasnuuerko 3 Cackamynry), 1957 (see image 02). Born in
the Pokuttia region of Western Ukraine, he studied in Oleksa Novakivsky’s
school in Lviv, the Krakow Academy of Arts, and the Warsaw Academy of Arts.
After the Second World War he emigrated to Canada and lived in Edmonton,
where he taught art. Although best known for his portraits and graphic designs,
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01: Ivan Kubarsky, Portrait, 1950. 02: Ivan (John) Keywan, Portrait of
Professor Pavlychenko from
Saskatoon (mpodecop [laBanueHKO 3
Cackaryny), 1957.

he also organized exhibitions of Ukrainian Canadian artists in Winnipeg,
Saskatoon, Edmonton, and Toronto, and published several books on Ukrainian
art.

Peter Magdenko (1922-2002) was a representative of psychological
realism, as is evident in his Portrait, 1960. Born near Poltava into a family of
Ukrainian Cossack gentry, Magdenko studied sculpture in the Dnipropetrovsk
(now Dnipro) School of Art, winning first prize in a juried competition in 1940.
He was conscripted into the Red Army and at the end of the war ended up in
Displaced Persons camps in Germany. He was able to continue his studies at
the Munich Academy of Arts, and together with Serhii Lytvynenko established
an Advanced Visual Art Studio in the city. After emigrating to Canada, he
studied portraiture at the Ontario College of Art, then qualified as a draftsman.
Magdenko co-founded the Shevchenko Theatre Company in Winnipeg and
Toronto, wrote about diaspora art and literature, and taught painting for the
Ivan Franko Homes in Toronto and Mississauga. A retrospective exhibition of
his work was held in KUMF Gallery in Toronto in 2003.

19



03: Peter Magdenko, Portrait, 1960.

However, these realist trends were less popular than the innovative works
of artists like Olena Kulchytska, Halyna Mazepa, Vasyl Kasian, Myron
Levytsky, and Yakiv Hnizdovsky. These blended modernism (impressionism,
cubism, and expressionism) with aspects of the Ukrainian graphic art tradition

20



and Byzantine-inspired iconography. After the Second World War, Mazepa and
Levytsky successfully popularized the new art in the diaspora. This new trend
revived interest in folk and icon art, favored flat surfaces, strong lines, and bold
colors. The two artists combined these features with a sense of balance and
grace, and the result was a style both modern in its cubist inspiration, and
recognizably Ukrainian in its themes and mimicking of traditional woodcut
imagery. Levytsky’s Self-Portrait, 1961, and Nude, 1961, are examples.

04: Myron Levytsky, Self-Portrait, 1961.
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Halyna Mazepa (1910-95) was born in St. Petersburg. Her father Isaak,
an agronomist by profession, served in 1919-20 as minister of internal affairs
and prime minister of the UNR. Her mother was a bacteriologist and teacher. In
the interwar years the family lived in Prague, where Halyna completed the
Academy of Arts, then illustrated children’s books, Czech and Ukrainian
magazines, designed stage productions, and produced portraits of prominent
community leaders. Her anti-realist style was already evident in an exhibition
held in Lviv in 1935, where her painting of nude girls with a hockey stick,
entitled After the Hockey Game, created a sensation. She emigrated to
Venezuela in 1947. A leading representative of postwar Ukrainian art, she
blended Ukrainian folk creativity and mythology with a child-like expressionism
and surrealism. By using simple geometric forms and color contrasts, she was
able to create works reminiscent of stained-glass compositions. An example of
her work in the Oseredok collection is Earth in Winter (Zemlia zymoiu), 1957.

During the interwar period the art of making prints from woodcuts and
linocuts, a particularly popular technique in Western Ukraine, had been
practiced by Olena Kulchytska and Vasyl Kasiian. These artists drew on the
tradition of printmaking, which dated in Ukraine at least to the eighteenth
century, when printing presses had made illustrations for books and
pamphlets of a religious or political nature.

Born in Berezhany, Galicia, Olena Kulchytska (1877-1967) studied in Lviv
and Vienna, but lived most of her life in Lviv, where she taught art. Best known
for her woodcuts and watercolors, she was influenced both by the folk art
traditions of Western Ukraine (particularly of the Hutsuls in the Carpathian
Mountains) and by the Secessionist movement in Central Europe. She is
considered a founder of modern Ukrainian graphic art. During the First World
War she depicted the suffering of civilian populations and continued to do so in
later works, such as Kneeling Women, 1930s and Destroyed Village, c. 1930.

Vasyl Kasiian (1896-1976) was born in the Pokuttia region of Ukraine,
studied in the Prague Academy of Arts, and then lived in Paris in the 1920s. He
emigrated to Soviet Ukraine in 1927, after which time his work concentrated on
social themes, especially the class struggle. He became the leading Soviet
Ukrainian graphic artist and illustrated many literary classics. The art from his
Paris period, however, is less well known. One good example in the collection is
Woman from Pokuttia region, 1925.

These leading graphic artists of the interwar period influenced Myron
Levytsky (1913-93), who was born in Lviv, studied in Novakivsky’s school and
the Krakow Academy of Arts, then worked in Lviv as a book illustrator. In
postwar Germany he produced graphic art for émigré publications before
moving to Canada in 1949. He worked in Winnipeg for Ivan Tyktor’s publishing
house and edited the humorous magazine Komar (Mosquito) before settling in
Toronto in 1954. He is best known for his paintings and graphic art, but he also
produced murals and icons in a semi-abstract style for eleven Ukrainian
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churches in Canada, Australia, and Ukraine. Along with a number of
contemporaries, such as Roman Kowal in Winnipeg, he was instrumental in
modernizing Ukrainian church art in Canada. Levytsky’s Venice Canal, 1978, is
an example of a landscape that resembles the semi-abstract, stained-glass
appearance of many of his paintings.

05: Myron Levytsky, Venice Canal, 1978.
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The graphic art tradition was perhaps most brilliantly practiced in postwar
emigration by Jacques (Yakiv) Hnizdovsky (1915-85). He was born near Ternopil
into a family of noble lineage, studied in Warsaw Academy of Fine Arts and in
Zagreb. After he emigrated to the United States in 1949, he illustrated many
books and gained fame for his ornate woodcuts depicting animals, plants, and
scenes from daily life. By studying the work of Albrecht Duirer and Japanese
ukiyo-e prints he was able to develop a unique personal style. His works can be
found in the Museum of Fine Arts in Boston, the Smithsonian American Art
Museum in Washington D.C., the Ukrainian Institute of Modern Art in Chicago,
and the Harvard University Art Museum. Two of his works reportedly hung in
the office of President John F. Kennedy. The Oseredok collection has works
from his earliest to later periods, including Miser, 1944; Nude, 1952; and Self-
Portrait, 1971.

Landscapes

In the early twentieth century impressionism and expressionism left their mark
on Ukrainian landscape painting. The most important expressionist in Western
Ukraine was Oleksa Novakivsky (1872-1935), who created an entire school of
art in Lviv. Born in the Vinnytsia region, Novakivsky studied art in Odessa in
the years 1882-92, and then in the Krakow Academy of Art, from which he
graduated with a gold medal in 1900. He first exhibited in Krakow in 1905 and
in Lviv in 1913. In the next two decades he became known for his Lviv school of
expressionism, which inspired many younger painters. He is celebrated for his
portraits and still life paintings. In the Oseredok collection the work Kosmach,
1925, depicts a picturesque town in the Carpathian Mountains, near Kosiv in
the Ivano-Frankivsk oblast, which the painter often visited.

Mykhailo Moroz (1904-92) was one of Novakivsky’s most famous students.
Born in the village of Plikhiv, near Ternopil, in the years 1923-27 he studied in
Novakivsky’s school in Lviv, then in Paris. In the 1930s he became an assistant
to Novakivsky, with whom he made trips to paint the Carpathian Mountains. In
1949, he settled in New York and gave his first five solo exhibitions in the
Panoras Gallery. He is well known for expressionist landscapes painted with
exuberant colors and turbulent strokes, such as Landscape, 1970s.

After the Second World War many émigrés achieved fame in the West and
introduced Central and East European influences. The works of a number are
in the Oseredok collection, including Mykola Krychevsky and Andriy Solohub,
who settled in France; Petro Mehyk, who moved to the United States; and
Mykola Nedilko, who lived in Argentina.

Mykola Krychevsky (1898-1961) was born in Kharkiv, the son of the
famed Vasyl Krychevsky who in the years 1917-20 designed banknotes, seals,
and emblems for the UNR. Mykola completed Kyiv University and worked for
Mykola Sadovsky’s theatre as a decorator and actor. In 1919, he studied in
Uzhhorod, then completed Art School in Prague before emigrating in 1928 to
France. Here he gained fame for his watercolors, especially of Venice, which
he visited each May. After the Second World War he often visited family in the
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USA. An example of his painting is Venice, 1956.

Mykola Nedilko (1902-79) was born in Ukraine, graduated in 1928 from
the Kyiv Art Institute, and worked as a decorator of the Kyiv State Opera and
Musical Comedy Theatre. In the 1940s he gained recognition in Lviv for his
landscapes. After the war he emigrated to Argentina, and in 1961 moved to New
York. One of the most eminent Ukrainian landscape painters of the twentieth
century century, he developed a lyrical, expressionist style that used heavy
impasto and swirling colors. An example is his Landscape, 1970s.

Born near Khotyn, Ukraine, Petro Mehyk (1899-1992) studied at the
Warsaw Academy of Arts in the 1920s, and then taught art at the University of
Warsaw. In the 1930s he helped organize Warsaw’s Spokii (Peace) group,
participating in thirteen of its exhibitions and in several shows in Lviv. After the
war he exhibited in Germany and Czechoslovakia before emigrating to the
United States. Together with Petro Andrusiw he founded the Ukrainian Art
Studio in Philadelphia, wrote widely on art history, and edited the Ukrainian Art
Digest (Notatky z mystetstva, 1963-91). Oseredok has an example of his work
entitled Boats, 1960s.

Andriy Solohub (1922-2010) was born in Konotop, Ukraine, studied in
Vienna, Salzburg, and then Paris. He settled in the French capital after the
Second World War. From 1955 he exhibited widely in Europe, the USA, and
Canada. Primarily a portrait and landscape artist, he was known for neo-
impressionist works that radically limit the color palette. An example is Paris,
1962.

In postwar years, the Canadian-born William Kurelek (1927-77) drew on
naive and popular religious art to develop his own unique vision of the prairies.
He was born in Alberta to Ukrainian immigrants from Bukovina, but grew up
near Stonewall, Manitoba. He attended Isaac Newton High School in Winnipeg,
completed the University of Manitoba in 1949, and the Ontario College of Art in
Toronto. In the years 1952-59 he studied in London, England. When he lost his
eyesight and then regained it after praying, he became a devout Christian,
produced paintings depicting the life of Christ and a cycle entitled Passion of St.
Matthew. He held many personal exhibitions and was made a Member of the
Order of Canada in 1976. The artist has been the subject of several books and
films. His Landscape, 1960s, is in the Oseredok collection.

Two more Canadians of Ukrainian descent Don Proch and Bill Lobchuk
were part of a group of artists who in 1968-69 created the Grand Western
Canadian Screen Shop, an innovative school of printmaking that gained
widespread recognition. Located on 50 Princess Street in Winnipeg, it was the
first artist-run centre on the prairies.

Proch (1944-) was born in Hamilton. After his family moved to Manitoba,
he lived on his Ukrainian grandfather’s quarter section of land near Grandview,
and then in Inglis, where his father purchased a hotel. He studied fine art at the
University of Manitoba, taught high school in the years 1967-70, and exhibited
widely. His innovative sculptures and prints often give the illusion of three-
dimensional surfaces. Many depict rural scenes, the pioneer experience, and
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Ukrainian history. Oseredok has three well-known examples of his work: Prairie
Landscape, c. 1975; Silverfield, 1979; Granite 1, 1979.

Born in Neepawa, Manitoba, Lobchuk (1942-) also studied at the University
of Manitoba, where he taught art in the 1970s. Lobchuk was active in the arts
community, served in 1983-88 on Oseredok’s Board and chaired its collections
committee in 1985-87. A well-known work by his is Harvest Sunset (with thanks
to Joann), 1988.

Abstract Art

In the years 1910-30, during the period of the “historical” avant-garde, many
Ukrainian artists gained international recognition for their abstract and
experimental works. They included Alexander Archipenko, David Burliuk,
Kazimir Malevich, Alexandra Exter, and Oleksandr Bohomazov. However,
abstract design had always been a part of the folk arts tradition. Geometric
designs and stylized patterns of flora and fauna are features, for example, of the
Ukrainian rushnyk (embroidered cloth), kilim, and pysanka. The designs on the
last are of ancient origin and can represent the tree of life, the sun, the goddess,
and flying birds. Patterns like the web, spiral, sun, star, and wave, along with
stylized images of birds and animals, decorate the pysanka, which is the
centerpiece of the ceremonial Easter basket. The symbolic forms on the rushnyk
have significance for ceremonial and ritual occasions, including christenings,
engagements, greetings and partings, weddings and funerals. Both the forms
and colors of these designs inspired futurists and suprematists around 1913-
25.

In the years immediately following 1915, avant-gardists like Exter and
Malevich worked with peasant folk artists in the cooperatives of Skoptsi near
Poltava and Verbivka near Kyiv to produce works with suprematist and futurist
designs, which were then sold in Kyiv, Moscow, and Berlin. In the 1960s, when
the trend toward abstraction again became powerful, a number of prominent
émigré artists, such as Myron Levytsky, Roman Kowal, and Omelian Mazuryk,
experimented with abstract or near-abstract compositions.

Born in Brzozow, Poland, Mazuryk (1937-2002) graduated from Wroctaw
Art School and Krakéw Academy of Fine Arts in 1964, then studied at the Ecole
des Beaux Arts in Paris in 1967-68. He emigrated from Poland to France in the
1960s, where he became known for his vivid colors and experimental forms. He
painted icons in several Ukrainian churches in France and Canada and held
over thirty personal exhibitions in Canada, the USA, and Europe. An example in
the Oseredok collection is Paris, 1980.

Religious Art

Over the centuries, icon painting has, of course, been an enduring tradition of
Ukrainian art. Much of the earliest church art in Canada was produced by
semi-professional artists from Ukraine who, like Peter Lipinski, had been
trained as icon painters and church decorators. Sometimes they imitated naive
folk art traditions and sometimes modeled their work on examples that were
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closer to nineteenth-century realism. However, in both cases they tried to follow
what they considered to be Byzantine models. Peter Lipinski (1888-1975) was
trained and worked as a church painter in Galicia. After serving three years in
the Austrian army, he emigrated to Canada prior to the First World War and
lived first in Winnipeg, then Edmonton. He painted numerous early prairie
churches, often at the rate of two each year, and produced icons for private
homes. Because church interiors were finished in tongue-and-groove boards, he
painted on canvas and then glued the finished product to the wall. He also
painted backdrops for cultural halls and theatre productions. Examples in the
Oseredok collection are Saints Bartholomew and Philip, 1921, and Apostles
Thomas and Simon, 1921.

The new modernist trend of the 1960s broke with these examples of naive
art and realism. Myron Levytsky and Roman Kowal introduced unexpected color
combinations and a new feeling for simplified lines and flat surfaces. These were
employed in icon-painting, church decorations, and stained-glass art. Examples
in Oseredok are Levytsky’s Feast of Jordan, 1960, and Adam and Eve, 1961.
Epiphany, or the Feast of Jordan (Ukrainian: Iordan), is observed in the second
week after Christmas in the Eastern Christian church. It celebrates Jesus’s
baptism in the River Jordan, when the Holy Spirit descended in the form of a
dove and proclaimed Him the Son of God. A cross is cut out of the ice and the
waters blessed. Holy water is drawn on this day and used for baptisms and
other sacraments throughout the year. The feast marks the end of the twelve
days of Christmas.

A number of contemporary artists, such as Maria Dolnytsky and
Kostiantyn Szonk-Rusych, introduced similar simplified designs while working
with enamel. Still others, like Dmytro Stryjek, were attracted to naive and
primitivist forms.

Born in Lviv, Maria Dolnytsky (1894-1974) moved to Vienna in 1911 where
her father was appointed a judge. She studied in the State Art and Industrial
School in Vienna, winning an award for her enamel creations in 1918. In 1920
she moved to Helsinki, then in 1921 to the USA - first to Minneapolis and then
to Philadelphia — before returning to Vienna in 1925 to open a workshop. She
participated in exhibitions throughout Europe and the USA and held a large
solo exhibition in Prague in 1936-37. ANUM invited her in 1937 to give a course
of lectures in Lviv, which was attended by twenty Ukrainians along with forty
Polish and Jewish artists, all of whom contributed to a joint exhibition. Her
Icon, 1930s, is in the Oseredok collection.

Kostiantyn (Konstantyn) Szonk-Rusych (1915-83) was born in Ukraine,
studied cinematography in Kyiv, and worked as a set designer before emigrating
to the United States in 1949. He spent much of his life in New York, where he
developed his own technique of enameling on copper and silver, producing not
only icons, but also images of historical figures and plant life in a sleek,
simplified style that has been described as mid-century modern. His Icon,
1960s, is in the Oseredok collection.

Dmytro Stryjek (1899-1991) was born in Western Ukraine and served in
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the Ukrainian army during the independence struggle of 1917-20. He emigrated
to Canada in 1922, settled in Hafford, Saskatchewan, and worked for the
Canadian National Railways. After retiring in 1967, he moved to Saskatoon and
began exhibiting works inspired by religious imagery, such as his Icon, 1970s.

06: Myron Levytsky, 07: Dmytro Stryjek, Icon, 1970s.
Feast of Jordan, 1960

Genre Painting
The painting of scenes from daily life has always been popular in Ukraine. Some
of the earliest romantic and realist art of the nineteenth century depicted the
traditions and customs of ordinary people. The work of Kostiantyn Trutovsky
(1826-93), one of the founders of Ukrainian genre painting, is an example.
Trutovsky was born in Kursk, Russia, to Ukrainian parents, educated in
Kharkiv and St. Petersburg, and then worked for the Moscow School of
Painting, Sculpture, and Architecture in the years 1871-81. His Album of
Scenes of Little Russian [Ukrainian] Life was published in 1856. Although
known for paintings depicting Ukrainian rural scenes and traditions, he also
produced lithographs illustrating the works of writers, such as Marko Vovchok,
Taras Shevchenko, and Nikolai Gogol (Mykola Hohol). Oseredok has his
Returning from Festivities, 1868.

Mid-twentieth-century artists like Edvard Kozak and Myron Levytsky
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reinterpreted the tradition of genre painting. They often favored romanticized,
“postcard” images, particularly of boy-meets-girl scenes. At the same time, they
introduced bold new painterly techniques. Edvard Kozak (1902-92) was born
near Stryi in the Carpathian foothills into a family of German origin. He studied
in Vienna, Lublin, and Lviv, and in the 1930s illustrated books and humorous
magazines. He was a member of ANUM and in 1944 headed the Union of
Ukrainian Artists in the Displaced Persons camps in Germany. From 1951 he
lived in Detroit, published the satirical magazine Lys Mykyta (Fox Mykyta), and
became popular as a caricaturist, illustrator of books and postcards, and oil
painter. Oseredok has his Ukrainian Girl and Cossack, 1950s. Levytsky’s Soldier
with Girls, 1949, is produced in a similar style.

These works can be contrasted with Canadian-born painters, who at the
end of the century brought a satirical, even sardonic, attitude toward the
representation of customs and character types. Natalka Husar (1951-) was born
in New Jersey, earned a Fine Arts degree from Rutgers University in 1973, and
has lived in Toronto since 1974. Many of her paintings focus on aspects of her
Ukrainian heritage, depicting the Ukrainian community in North America, or in
Ukraine, in an ironic manner. Her work has been widely shown in North
America. Oseredok has her Priest, Wife and Daughter, 1980s, and Yesterday’s
Heroes from the series Behind the Irony Curtain, 1985.

Sculpture
Alexander Archipenko (1887-1964) is today universally recognized as one of the
greatest and most innovative sculptors of the avant-garde period, 1910-30. He
was among the first to produce cubist sculptures, to use negative space
(concaves and voids that create implied volumes), to experiment with painted
sculptures (which he termed sculpto-paintings), abstract, and transparent
works. Oseredok has his Form Vivant, 1963, and La Famille d’'Une Forme
(Family of One Form), 1963.

Born in Kyiv, Archipenko attended the Kyiv Art School in the years 1902-
05, then opened his own school in Paris in 1908-21. He exhibited the highly-
colored sculpture Pierrot in Berlin in 1913, and Boxing, one of the most abstract
sculptures done to that date, in 1914. His one-man show in the Venice Biennale
Exhibition was ridiculed in Telegrafo Livorno on 11 June 1920, and Cardinal La
Fontaine, Patriarch of Venice, advised the faithful not to attend. In 1921
Archipenko taught in Berlin, and in 1923 emigrated to the USA. Many of his
sculptures have been linked to a Ukrainian inspiration, especially to the ancient
stone idols found throughout the steppe, and to the smooth, elongated forms of
Trypillian civilization, which archeologists excavated in the early twentieth
century. Archipenko tried to apprehend nature spiritually, to capture its
essence. His work has a harmonious, spiritual dimension that suggests the
connectedness of all things. His prints have a sculptural quality and project an
effortless sense of inward order.

Hryhorii Kruk (1911-89) who settled in Munich, became known for static,
block-like monumental forms, which he was able to animate and endow with
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features of individual psychology. Kruk was born in Bratysheve, in the
Carpathian foothills of Ukraine, the son of a potter. He graduated from the Lviv
School of Decorative Art in 1934, the Krakow Academy of Arts in 1937, and the
Berlin Academy of Arts in 1940. He first gained fame in Lviv in 1935. At the end
of the Second World War he settled in Munich, where he taught at the
Ukrainian Free University. His work is internationally renowned. Oseredok has
his Washer Woman, 1948.

Antin Pavlos (1905-54) who emigrated to Minneapolis, created
monuments and sculptures of important figures in Ukrainian history. Pavlos
was born in the Ukrainian village of Hostynne in the Chelm (Ukrainian: Kholm)
region of Poland. He was among many Ukrainians deported from the border
region by tsarist armies at the outbreak of the First World War. He lived in Lviv,
where he began exhibiting in 1933 and where he completed Art-Industrial
School in 1935. Many of his works were destroyed under Soviet rule in the
years 1945-52. At the end of the Second World War, he exhibited terracotta and
plaster sculptures in Germany and Austria alongside other artists who found
themselves in Displaced Persons camps. In 1949 he settled in Minneapolis. He
is considered one of the leading Ukrainian sculptors of the mid-century.
Oseredok has his Khmelnytsky the Conqueror, 1940s.

Leo Mol (1915-2009) who settled in Winnipeg, was celebrated for his
sculptures of prominent figures. Born in Polonne, Ukraine, Mol was raised in
Russian cities to which his family travelled. He learned ceramics in his father’s
pottery workshop, then studied in Vienna, Berlin, and the Leningrad Academy
of Arts. During the war he lived in Berlin, where he was influenced by Arno
Breker’s work, then moved to The Hague. He emigrated to Canada in 1948 and
held his first exhibition in Winnipeg in 1949. He created the monument to Taras
Shevchenko in Washington in 1964, and over 40 stained glass works for
churches, including for Winnipeg’s Cathedral of Volodymyr and Olha (Vladimir
and Olga). His works can be seen at the Leo Mol Gardens in Winnipeg’s
Assiniboine Park. An example of his work is Pioneer Family, plaster model for
sculpture, 1960s.

Among contemporary Canadian sculptresses, Jean Bachynsky (1943-) and
Svitlana Muchin (1952-) have attained recognition for their work with abstract
sculptural forms. Born in Gronlid, Saskatchewan, Bachynsky obtained a Fine
Arts Degree from the University of Manitoba, and taught art in Winnipeg High
Schools in the 1980s and 1990s. Her sculptures have been exhibited at a
number of Manitoba exhibitions, including several at Oseredok, and at other
Winnipeg locations, such as the Manitoba Hydro Building and the Cambrian
Credit Union Head Office. She typically works in alabaster, but also in
sandstone, cement, chlorite, and serpentine. Her works explore the human
figure and pairings, and are known for their poise and balance. An example of
her work is Embrace 1, 1998.

Born in Winnipeg, Muchin received her Bachelor of Fine Arts from the
University of Manitoba in 1975 and her Masters of Fine Arts from York
University in 1982. She has participated in solo and group exhibitions in
Toronto and Winnipeg. Much of her work is done in plaster. Her forms appear
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to represent human torsos and animal heads, and often suggest mysterious
ancient traditions and mystical powers. Oseredok has her Woman of the Moon,
c. 2000.

08: Leo Mol, Pioneer Family, 1960s. 09: Jean Bachinsky, Embrace 1, 1998.

The genres in the art collection — which range through landscape, portrait,
genre, and religious painting, to sculpture — are represented by some of the
great names of Ukrainian art. The creativity of these artists highlights the
process of cultural evolution under the impact of modernity. Unexpectedly, and
perhaps surprisingly, they also demonstrate the transplantation of many
artists from Central and Eastern Europe, where they studied and first
exhibited, to Western Canada, where several lived and worked, and where
many of their works contributed to the diaspora legacy.

Note: All images are reproduced with permission of Oseredok (Ukrainian

Cultural and Educational Centre) and all artworks are in Oseredok’s
permanent collection.

31



s

10: Svitlana Muchin, Woman of the Moon, c.
2000.
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Early Ecclesiastical Art in

Ukrainian-Canadian Churches,
1897-1930

Sterling Demchinsky

The Beginning

To understand the earliest ecclesiastical art in Ukrainian-Canadian churches,
one must reflect on the circumstances of the first Ukrainians arriving in
Canada. According to my family storytelling, my great-grandparents
immigrated near the end of the nineteenth century, arriving in Yorkton, SK,
where the rail line ended. They travelled fifty kilometers northeast of Yorkton
by cart to their homestead, which was located in a wilderness of bush country.
Their first concern was shelter, and they made a dugout covering it with a
makeshift roof. They lived in this dwelling, called a borday or burdei,! for a year
before being able to build a home above ground. This was far from unique.

The first significant wave of Ukrainian-speaking settlers began in 1896,
and the flood continued until the outbreak of the First World War. They came
primarily from the Austro-Hungarian provinces of Bukovina and Galicia. Those
from Galicia were generally Greek Catholics, while the Bukovinians were
Orthodox.? Ukrainians started to build churches in Canada often within a few
years of their arrival, even though they were living in deprivation, and
frequently there were no priests to serve those churches.3

Given that most of these settlers were poor and that the initial
settlements were on just barely accessible land, there were severe limitations in
decorating these early churches. Being devout and recognizing that a church
without icons was unthinkable, many settlers donated their family icons to the
parish.

1 Harold Kalman, A Concise History of Canadian Architecture (Don Mills, ON:
Oxford University Press, 2000), 347. Kalman indicates that it was common for
Ukrainian settlers to use a borday as their first home in Canada. He writes that
the concept was based on the type of dwelling used by Hutsul shepherds in the
Carpathian Mountains.

2 Orest T. Martynowych, Ukrainians in Canada: The Formative Years 1891-1924
(Edmonton: Canadian Institute of Ukrainian Studies Press, University of
Alberta, 1991), 4-5.

3 Basil Rotoff, Roman Yereniuk, and Stella Hryniuk, Monuments to Faith,
Ukrainian Churches in Manitoba (Winnipeg: University of Manitoba Press,

1990), 10-11.
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Prints
While many parishes lost their earliest iconography during renovation and
redecoration, there are a few Prairie churches that were never significantly
renovated. They are, practically speaking, time capsules of the pioneer
experience. In some instances, a parish may have built a larger church as the
parish expanded but maintained the pioneer church for sentimental reasons.
Such is the case with Canada’s oldest extant Ukrainian church, St. Michael’s
Ukrainian Orthodox Church,4 just outside the village of Gardenton, MB. Since
it is the oldest Ukrainian church in Canada, the Ukrainian Orthodox Church of
Canada gave St. Michael’s church a special status, and a committee called
“Friends of St. Michael’s Historic Ukrainian Orthodox Church” cares for it. The
president of that committee, Donald Machnee, gave me a tour of the church
and explained the origin of the icons, including some of those family icons that
had been donated by many of the original parishioners at the turn of the last
century. The photo below, image 01, is a typical example.®

Image 01 illustrates a common example of two icons in a double frame.
The one on the left is a version of an image of the Theotokos (from Greek,
meaning “birth-giver of God,” a term equivalent to Bohorodytsia in Ukrainian)
in a type that is called “The Theotokos of the Burning Bush.” Fortunately, the
frame did not obscure the fine print at the bottom of the icon, as often is the
case. An inscription identifies it as printed in Moscow, and it is dated 1900,
although presumably the printer could have continued printing this image after
that date. “The Theotokos of the Burning Bush” is typified by the Theotokos
placed in the center of an eight-point star. On four points of the star are
winged creatures that symbolically represent the four evangelists: a lion, an ox,

4 Kalman, Concise History, 349-51. (The parish built a larger church in the
village in 1935.)

5 SDPC 2012-21 to 2012-22. The Sterling Demchinsky Photo Collection
(hereinafter SDPC) is a body of primary research containing a collection of over
fifteen thousand images, detailing over six hundred Ukrainian-Canadian
churches. Hard copies of the photos are held by Library & Archives Canada,
the Archives of the Metropolitan of the Ukrainian Orthodox Church of Canada,
and the Archives of the Metropolitan of the Ukrainian Catholic Church in
Canada. Photos are cited by a film number, in which the first four digits
represent the year, followed by a hyphen and two or three digits representing
the chronological film number. Additionally, there are field notes corresponding
to each roll of film (e.g., SDPC 2012-21 represents the twenty-first roll of film
taken in 2012 plus the field notes corresponding to the images). Starting in
2014, images were taken with a digital camera. The first four digits represent
the year, followed by a hyphen, followed by two digits representing the
chronological count of the church or other subject matter (e.g., SDPC 2014-46
represents the forty-sixth church photographed in 2014 plus any field notes
corresponding to the images).
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01: Family icons (prints) brought to Canada from Bukovina.

an eagle, and a winged young man. In other sections of this complex icon, one
sees various angels. This type of image originated in Sinai and spread to Russia
in the fourteenth century.® The icon on the right, in Image 01, is a version of
the Theotokos also printed in Moscow and bears the date 1903. Both the
Mother of God and the Christ child have unusually fancy halos. They appear to
be in a font, which could mean this is intended to be the type of image known
as the “Life Giving Source.””

Thus, these two icons are examples of typically Eastern-rite themes and
the number of such prints found in pioneer churches seems inexhaustible.
While the inscriptions are often in Russian, some icons of Bukovinian origin
contain inscriptions in Romanian, such as an icon of the Protection of the
Mother of God found in Ss. Peter and Paul Ukrainian Orthodox Church in
Arbakka, MB,8 and also in St. Nicholas Ukrainian Orthodox Church in
MacNutt, SK.9 It may have not mattered to them what the language of the
inscription on their family icon was. Orest Martynowych reports: “In 1890,
72.6% of Galician and 77% of Bukovinian males were illiterate....“10

In parishes founded by Greek Catholics from Galicia, the situation was
similar. For example, I found a print in a beautiful hand-carved frame in St.
John the Baptist Ukrainian Catholic Church, Lowland, MB, featuring the

6 Alfredo Tragido, Icons and Saints of the Eastern Orthodox Church, trans.
Stephen Sartarelli (Los Angeles: Getty Publications, 2006), 164-65.

7 Ibid., 193-94.

8 SDPC 2012-31.

9 SDPC 2014-46.

10 Martynowych, Ukrainians in Canada, 11.
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Sacred Heart of Jesus and the Immaculate Heart of Mary with the respective
inscriptions “Cepane Iucyca Xpucra” and “Cepaiie Boropoauner” under the two
figures.11 This type is not strictly in the tradition of Byzantine iconography;!2
however, with Roman Catholic Poles and Greek Catholic Ukrainians living in
such close proximity in Galicia, there was bound to be a crossover of artistic
traditions.

Regardless of whether icons came with pioneers from Galicia or
Bukovina, there was usually some Western-rite influence in them. Even
Metropolitan Andrei Sheptytsky, writing in 1913, bemoaned that “Ukrainian
painting ended in the XVIIth century,” and he was particularly disturbed by the
Baroque influence. 13

If icons brought from the old country reflected Western-church influence,
it was nothing compared to what was available for purchase in Canada. Here,
religious art was mostly for Roman Catholics and imbued with sentimentality;
however, the pioneers had little choice but to take whatever they could get.
Image 02 illustrates a sweetly sentimental print of a young John the Baptist,
located in St. John the Baptist Ukrainian Catholic Church, Lowland, MB.14 We
can be certain this is a Roman Catholic image because a tiny ribbon on his
staff proclaims “Ecce Agnus Dei,” Latin for “Behold the Lamb of God”

(John 1:29). This particular print is widespread in both Catholic and Orthodox
churches across the Prairie provinces, although not always in such a fancy
frame.

While a multitude of saints and iconographic themes are mutually
acceptable in both Eastern- and Western-rite churches, prints purchased in
Canada were often of saints venerated in the Western church or themes not in
the Eastern-rite tradition. While this could be expected in Greek Catholic
parishes, where the lines between the two traditions have often been blurred, it
is interesting that this trend also existed in pioneer Orthodox churches. It
would be asking too much to expect these pious immigrants to know the finer
points differentiating the Catholic dogma of the Assumption of the Blessed
Virgin Mary and the Orthodox tradition of the Dormition of the Theotokos.
Thus, their taste reflected an understandable lack of knowledge.

11 SDPC 2012-67.

12 In this paper, “Byzantine iconography” takes the meaning of the “icon” as
defined by Michael Prokurat, Alexander Golitzin, and Michael D. Peterson,
Historical Dictionary of the Orthodox Church (Lanham, MD and London:
Scarecrow Press, 1996), 163-66. The salient issue is that the Western church
welcomes individuality and its artists have almost free rein, while Byzantine
iconography is controlled by the church in accordance with canons and sacred
tradition.

13 Sviatoslav Hordynsky, The Ukrainian Icon of the XIIth to the XVIIIth Centuries,
trans. Walter Dushnyk (Philadelphia: Providence Association, 1973), 19.
(Sheptytsky was head of the Greek Catholic church in Galicia.)

14 SDPC 2012-67.
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02: A sentimental print found in St. John the
Baptist Ukrainian Catholic Church, Lowland, MB.

Certain prints seem almost ubiquitous in Ukrainian churches in Canada,
and one such image is the “Mother of God of the Passion,” also called “Our
Lady of Perpetual Help” in the West. It would have been easy to obtain in both
the old country and Canada because this icon has always been popular in both
Eastern- and Western-rite churches. The story of this image is that two angels
(shown in the upper corners) appear to the Christ child exhibiting the
implements of Our Lord’s passion (the cross, the lance, and the sponge). The
child, notwithstanding His divinity, is also entirely human. He is, therefore,
frightened and jumps into His mother’s arms grabbing hold of her hand. In the
process one of his sandals falls free from its foot.!5 It is a most compelling
image, and I have documented one version where the printer put a tiny
inscription of the name of the icon at the bottom of the print in no fewer than
four Western languages plus Russian.16

15 Tradigo, Icons and Saints, 188-89.
16 SDPC 2003-12.
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One source of prints came from Russian Orthodox missionaries during
the pioneer era. There was a shortage of Greek Catholic priests in Canada
because the Vatican forbade married priests to minister to parishes throughout
North America. Bukovinian immigrants requested the Orthodox Metropolitan of
Bukovina to send them priests, but he advised them to seek out Russian
priests because the Moscow Patriarchate had jurisdiction over North America.
The Russians funded the Russian Orthodox Mission in North America, and it
had a specific policy to proselytize Ukrainians from Austria-Hungary. Orthodox
Bukovinians had no choice but to accept the Russian missionaries, and there
were extenuating factors that caused some Greek Catholics from Galicia to
convert to the Russian Orthodox Church.17 Thus, there are many pioneer
parishes in Canada that were once under the Russian Orthodox jurisdiction.
The Russian missionaries brought sets of six large lithographs that were
suitable for placing on an iconostasis. The icons were of the Pantocrator
(Christ, ruler of all things), the Theotokos, St. Michael, St. Gabriel, St. John the
Baptist, and St. Nicholas. There is an inscription in Church Slavonic at the
bottom of the icon of the Pantocrator that names it “Savior Who Blesses.” It
also states that Archpriest Alexander Smernov approved this image on behalf of
the Moscow Spiritual Censorship Committee on 15 January 1896. The E.I.
Feshenko Company executed the chromolithography in Odessa. Similar
inscriptions are at the bottom of the other five icons.18 There were two versions
of this set of icons, the only difference being that one version had darker
backgrounds. Image 03 illustrates the Pantocrator from the iconostasis of St.
Jacob Orthodox Church near Mundare, AB.19

The quality of the lithography must have been very good, since there are
instances where the prints still seem relatively fresh even after hanging in a
church for over a hundred years. Additionally, there were also half-length
versions of these icons depicting only the upper part of the subject. While these
smaller lithographs could be placed on an iconostasis, they are more often
found on the walls.

While these Russian lithographs are mostly found in Orthodox
churches, they are also sometimes seen in Ukrainian Catholic churches. In
what was once Saskatchewan’s oldest extant Greek Catholic church, Nativity of
the Blessed Virgin Mary, Jaroslaw (built 1903),20 there was a tiny iconostasis

17 The factors leading to the conversion of Greek Catholics are complex and
controversial. This topic is described in detail by Martynowych, Ukrainians in
Canada, 182-89.

18 SDPC 2003-03 and SDPC 2003-07. My home parish in Ottawa has all six of
these icons in storage. Matushka Iryna Ozimko translated the inscriptions. I
call them “Russian” because Odessa was in the Russian empire at that time.
19 SDPC 2004-11. (Also called “St. James Church.”)

20 Anna Maria Baran, Ukrainian Catholic Churches of Saskatchewan, trans.
Christine Pastershank (Saskatoon: Modern Press, 1977), 37-38; hereinafter
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containing the Pantocrator and Theotokos icons of the Russian lithograph
type.2! This suggests that Russian Orthodox priests were proselytizing here
but, in the end, the parish decided to stay with its Catholic roots.

03: A Russian lithograph (of a set of six suitable for an iconostasis).

First Hand-Painted Works

Initially, the devout pioneers gathered in a neighbor’s home or at a farmyard to
worship God alongside their brothers and sisters in Christ even before there

cited as Baran (1977). The church’s location is called “Jaroslaw” because the
first settlers came from Jarostaw county in Galicia.
21 SDPC 1998-29.

39



were priests or churches. They would sing from memory parts of the liturgies
and thus practice at least some part of their Eastern-rite traditions. If the
community was lucky, it might have somebody trained as a cantor, or perhaps
one of the literate settlers had a prayer book.22

At Ss. Peter and Paul Ukrainian Orthodox Church southwest of Dauphin,
MB, there is a homemade processional cross inscribed with “1897” on the
back, perhaps two years prior to any Ukrainian church constructed in the
Dauphin area.?3 On the top front of the cross are the Cyrillic letters “IHLII.”
These represent the sign posted above Christ reading, “Jesus of Nazareth, King
of the Jews” (lucycr Hazapsauuns, Llaps lyaetickuii).24 At the bottom of the
cross, the artist inscribed a skull representing that of Adam. Golgotha was
Hebrew for “place of the skull” (John 19:09), and Orthodox tradition has it that
Adam’s skull was buried here and revealed in a cavern at Christ’s crucifixion.
This tradition serves to remind us of the doctrine that Christ, who is the New
Adam, is the redeemer of the first Adam and of all humankind. On one side of
the crossbeam, the maker inscribed a hammer and pliers while on the other
side there are images of a ladder, a spear, and a sponge attached to a long
reed.25> These are implements associated with Christ’s crucifixion and descent
from the cross that are commonly found in Byzantine iconography. The settler
who made the processional cross doubtlessly copied these images from the
memory of church decorations in the old country. Did the settler fully
understand the meaning of this symbolism or was it merely inscribed because
that is what he/she remembered from crosses in the home village? Image 04
illustrates this cross.

One can only speculate how many homemade articles were discarded in
parishes across Canada after “professionally made” items became affordable.
The “icon style” of cross (two-dimensional surface) is slightly rarer, doubtlessly
because fewer settlers had the artistic confidence to paint Christ’s body onto
the cross.26 There are three examples of homemade “icon style” processional
crosses in St. John the Baptist Ukrainian Orthodox Church (built 1919,
southwest of Roblin, MB). Each one is dated either 1920 or 1921, and they are
beautiful but stylistically very naive.27 In St. Demetrius Ukrainian Catholic

22 Paul Yuzyk, The Ukrainian Greek Orthodox Church of Canada, 1918-1951
(Ottawa: University of Ottawa Press, 1981), 34-35. Also, see Rotoff, Monuments
to Faith, 11.

23 SDPC 2011-43. The Dauphin priest felt they used the cross in prayer
services held in people’s homes or yards prior to them establishing a parish.

24 Rotoff, Monuments to Faith, 167-68.

25 Leonid Ouspensky and Vladimir Lossky, The Meaning of Icons, trans.

G.E.H. Palmer and E. Kadloubovsky (Crestwood, NY: St. Vladimir’s Seminary
Press, 1999), 181.

26 | have documented many homemade processional crosses where the
“corpus” (Christ’s body) appears to have been taken from a crucifix and reused.
27 SDPC 2014-51.
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Church (founded 1910, eight miles south of Rama, SK) there is a homemade
processional cross with a hand-carved crescent moon built into it.28 In Holy
Trinity Bukowinian Orthodox Church, Ottawa, ON, there were two crudely
painted processional crosses that were relegated to the cemetery chapel after
the parish received two new ones from a monastery.29 There are scores of
unsophisticated homemade processional crosses in pioneer Catholic and
Orthodox churches across the prairies, possibly because it was one liturgical
article that was easy to construct.

04: Homemade processional cross, “1897” painted on the back.

One can only speculate how many homemade articles were discarded in
parishes across Canada after “professionally made” items became affordable.
The “icon style” of cross (two-dimensional surface) is slightly rarer, doubtlessly
because fewer settlers had the artistic confidence to paint Christ’s body onto
the cross.30 There are three examples of homemade “icon style” processional
crosses in St. John the Baptist Ukrainian Orthodox Church (built 1919,
southwest of Roblin, MB). Each one is dated either 1920 or 1921, and they are

28 SDPC 2004-20.

29 SDPC 2003-12. I interviewed the late Victor Antochi on 25 April 2004.
Antochi had been an altar boy at Holy Trinity Bukowinian Orthodox Church
during the 1920s and remembered using these crosses; thus, they predate the
chapel (constructed 1930). While “Bukovinian” is a more acceptable
transliteration, I use “Bukowinian” because the parish was incorporated using
that spelling.

30 T have documented many homemade processional crosses where the
“corpus” (Christ’s body) appears to have been taken from a crucifix and reused.
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beautiful but stylistically very naive.3! In St. Demetrius Ukrainian Catholic
Church (founded 1910, eight miles south of Rama, SK) there is a homemade
processional cross with a hand-carved crescent moon built into it.32 In Holy
Trinity Bukowinian Orthodox Church, Ottawa, ON, there were two crudely
painted processional crosses that were relegated to the cemetery chapel after
the parish received two new ones from a monastery.33 There are scores of
unsophisticated homemade processional crosses in pioneer Catholic and
Orthodox churches across the prairies, possibly because it was one liturgical
article that was easy to construct.

While the cross in Image 04 is the oldest artifact that I have
documented in a Ukrainian-Canadian Church, the oldest actual icons that I
photographed were a matching set of the Pantocrator and Theotokos found in
Holy Ghost Ukrainian Orthodox church, located in the fields north of
Dauphin, MB. The artist dated them 1899 but did not sign them. Additionally,
there was an “icon style” processional cross, dated 1900, that appears to be
from the same iconographer based on the palette of colors and style of the
calligraphy found on these three works. The origin of these items is a mystery.
The date the church was built cannot be entirely verified but oral history places
it at about 1900. The parish was originally made up of Greek Catholic
immigrants from Galicia, and an elder said this was one of the parishes visited
by the itinerant priest, Fr. Nestor Dmytriw, who blessed the cemetery in 1897.
Fairly early in the parish’s history it went over to the Russian Orthodox
Mission, then later joined the Ukrainian Orthodox Church of Canada.3* Image
05 shows the Pantocrator from this set.

31 SDPC 2014-51.

32 SDPC 2004-20.

33 SDPC 2003-12. I interviewed the late Victor Antochi on 25 April 2004.
Antochi had been an altar boy at Holy Trinity Bukowinian Orthodox Church
during the 1920s and remembered using these crosses; thus, they predate the
chapel (constructed 1930). While “Bukovinian” is a more acceptable
transliteration, I use “Bukowinian” because the parish was incorporated using
that spelling.

34 SDPC 2011-43. Anna Maria Baran supports this oral history, although she
identifies the church as being named “Holy Trinity” rather than “Holy Ghost.”
Since her book only documents Ukrainian Catholic churches, she may never
have interviewed its parishioners. See Anna Maria Baran, Ukrainian Catholic
Churches of Winnipeg Archeparchy, trans. Theresa Herchak (Altona, MB:
Friesen Printers, 1991), 4-5; hereinafter cited as Baran (1991).
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—= T
05: Pantocrator, dated 1899, from

Holy Ghost Ukrainian Orthodox
Church, near Dauphin, MB.

As was the case with prints, some parishes had to take what hand-
painted art they could find from whatever was available. Ss. Constantine and
Helena Ukrainian Catholic Church (built 1906) south of Buchanan, SK, needed
paintings of the Pantocrator and Theotokos for its iconostasis. The parish
obtained paintings of the Sacred Heart of Jesus and the Immaculate Heart of
Mary (see image 06). Each painting is dated 1917 and Luigi Morgari signed
them. The paintings are rendered very sentimentally with fluffy clouds and cute
little angels.35 This is not true Byzantine iconography; rather, these paintings
are Western-rite religious art. But they served a purpose at a time when not
much else was available.

35 SDPC 2004-20. Also see Baran (1977), 73.
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06: Painting from Ss. Constantine
and Helena Ukrainian Catholic
Church near Buchanan, SK.

Dating hand-painted artifacts from this period and determining their
origin are difficult since most often they are not signed. The settlers often did
not keep records and many of the elders that I interviewed were not even born
when the artifact first entered the church. In her book, Mamornitz Revisited,
Jennie Dutchak-Zayachkowski recounts that the records of Dormition of St.
Mary Ukrainian Orthodox Church (built 1910), Mamornitz, SK, indicate that
the parish acquired a seraph-shaped eternal light from Bukovina in 1914. In
the same year, the parish also acquired a shroud (plashchanytsia) and five
processional banners from Bukovina.3% At Descent of the Holy Spirit Ukrainian
Orthodox Church, southeast of Canora, SK, the caretaker told me the entire
iconostasis came from Bukovina, shipped in pieces.37 Thus, we can say that at
least some of the earliest artwork in pioneer churches came from abroad; but
the extent of this remains unclear.

In some pioneer parishes, founded by Bukovinians, one might find
works painted in a style reminiscent of Romanian folk art. One such parish, St.

36 Jennie Dutchak-Zayachowski, Mamornitz Revisited: One Hundred Years of a
Ukrainian Pioneer Settlement in Saskatchewan, 1897-1997 (Ottawa: Jennie
Dutchak-Zayachkowski, publisher, 1997), 135.

37 SDPC 2004-18.
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Pokrova Ukrainian Orthodox Church, Edwand, AB, has at least two. An
example of one is in Image 07.38

07: Folk-art icon in St. Pokrova Ukrainian Orthodox Church, Edwand,
AB.

While at the Museum of Bukovinian Folk Architecture, Chernivtsi,
Ukraine, I photographed an icon on the wall of St. Nicholas Orthodox church
that was almost identical to the one in Image 06. The museum guide explained
that the iconostasis was painted by a professional iconographer but the icons
on the walls were painted by local parishioners.32 While it is likely that
amateur icons such as the one in Image 07 are works of settlers in Canada, it
is also possible they were brought from the old country.

First Documented Iconographers

Most Ukrainians coming to Canada from Europe before the First World War did
so to take advantage of Canada’s cheap farmland. There was little advantage
for trained craftsmen to move from the Ukrainian homelands to Canada. Yet,
there were three trained iconographers who did settle in Canada before the
war. They were Peter Lipinski,4° Jacob Maydanyk,4! and Hnat (lhnatii) Sych.42
All three came from Galicia and they seem to have had some type of formal art

38 SDPC 2013-56 and 57.

39 SDPC 2019-13.

40 Most of the biographical notes regarding Lipinski are taken from Radomir
Bilash, “Peter Lipinski, Prairie Church Artist,” Society for the Study of
Architecture Bulletin 13, no. 1 (March 1988).

41 Most of the biographical notes regarding Maydanyk are from Rotoff,
Monuments to Faith, 125-28.

42 Most of the biographical notes regarding Sych are from Rotoff, Monuments to
Faith, 135-36.
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training in Europe. Maydanyk came to Canada to work to earn enough money
to fund further art studies in France but this dream was not realized. The
reasons for Lipinski and Sych coming to Canada are less certain. Perhaps they
before the recognized that many new churches were being built in Canada and
they could profit from the resulting need for iconography. Perhaps the
competition among iconographers in Galicia was such that they could not
make a go of it there. Whatever the case, these men dominated iconography in
Ukrainian-Canadian churches until other iconographers started appearing in
the mid-1930s.

Lipinski, Maydanyk, and Sych had similar artistic styles. Their works
frequently included copious clouds or rays of glory and their icons of saints
often featured iconographic symbols to identify the subjects, such as the
implement used to execute a martyr. For example, all of Lipinski’s icons of
St. Josaphat that I documented include an image of the axe used to dispatch
him.43 Perhaps their styles are similar because all three came from Galicia. In
his book, The Ukrainian Icon of the XIIth to the XVIIIth Centuries, Sviatoslav
Hordynsky writes of a particular school of iconography developed in Galicia in
which Western-style realism was introduced. He maintains that in the eastern
part of the Ukrainian homelands, dominated by Cossack Hetmans, Western
influence in iconography was even more pronounced.+* Given that Galicia was
ethnically mixed with Polish Roman Catholics and Ukrainian Greek Catholics,
one might guess that the Eastern-rite iconographers there picked up influences
from their Roman Catholic counterparts. As the images of their work suggest,
Lipinski, Maydanyk, and Sych may have sought realism, but each painted with
a lack of sophistication that often made their works look somewhat naive. This
“Galician naive” style would not have exactly cut it at the great cathedrals of
Ukraine but it was at home in the churches of small villages.

Radomir Bilash documented that Lipinski devoted the winters to
painting canvases in his studio and then would spend from May to the end of
summer installing the canvases in churches. Lipinski glued the paintings to
the walls or ceilings then painted around the canvas to blend in the
background of the work. Generally, only wood stoves heated the churches in
winter, and it would have been difficult to paint the interiors at that time. Also,
the interior finishing usually was tongue-and-groove boards, with a surface not
conducive to mural-style painting.4> Closely examining work by Maydanyk and
Sych reveals they likely used the same approach. All three employed various
forms of perimeter-stencilling to further embellish the churches in which they
worked.

Peter Lipinski
Born in 1888, Peter Lipinski trained in iconography in Galicia and immigrated
to Canada before the First World War. His artistic output was significant

43 SDPC 2013-63, 2013-67, and 2013-101.
44 Hordynsky, The Ukrainian Icon, 13-19, 21.
45 Bilash, “Peter Lipinski,” 11.
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during a period of about thirty-five years. In Alberta alone he painted the
interiors of as many as forty-five churches. His work can be found in churches
that are Ukrainian Greek Catholic, Ukrainian Orthodox, Russian Orthodox,
and even Polish Roman Catholic. While the majority of his work is found in
Alberta, he also worked in Saskatchewan and Manitoba. Holy Trinity
Bukowinian Orthodox Church in Ottawa, ON, acquired a large number of
Lipinski’s works but there is no evidence that he visited Ottawa. This collection
includes icons and banners that are inscribed with various dates from the
1920s to the 1940s.46

After setting up a workshop in Edmonton, he never had to advertise or
promote his work. Lipinski started to receive commissions not long after
arriving in Canada and he was so popular that assistants sought him out to
work with him. His output was probably the most of any Canadian
iconographer, putting him in the first rank of Canadian icon makers.

Lipinski usually took on each church as an individual project.4” He
would first view the interior and discuss potential iconography and its
estimated cost with the parish. He was open to working with parish
representatives to meet their needs. However, the actual placement of
particular icons in the temple was according to the established traditions of
Byzantine iconography that Lipinski learned in Galicia. Families or groups of
families usually needed to commit to funding individual icons, and his policy
was to receive payment before starting a commission. Thus, Peter Lipinski was
a businessman.

Lipinski frequently added a faux marble or a faux brick design as a
background for his work. He frequently painted a frame bordering the icon
directly onto a canvas, which was one of his distinctive trademarks.

Lipinski usually used the best materials that he could find; however, he was
also sensitive to the fact that certain parishes were far from wealthy. He
sometimes negotiated his fees taking into consideration a parish’s means. He
also used a lower grade of canvas to reduce costs. In image 08, the coarse
weave of the canvas is clearly evident in this detail from an icon of the Deisis
formerly in Holy Trinity Bukowinian Orthodox Church in Ottawa. (For
perspective, the distance from the base of the miter to the tip of Christ’s beard
is 10 cm.)48

If Lipinski used lower quality materials to decrease costs, he could also
use better quality ones when clients desired a finer product. In Nativity of the
Theotokos Ukrainian Catholic church in Chipman, AB, there are four icons
that appear to have textured gold-leaf backgrounds. (Lipinski signed and dated

46 In 2003 I made an inventory of the iconography of Holy Trinity Bukowinian
Orthodox church which was the basis of an unpublished monograph that I
wrote for the parish. Photos and notes are documented from SDPC 2003-01 to
2003-12.

47 ] have photographed scores of his churches and no two of them look alike.
48 SDPC 2003-10.
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08: Detail of a canvas by
Lipinski from Holy Trinity
Bukowinian Orthodox
Church in Ottawa.

one of the icons with the year it was painted, 1922.) Only when one gets up
close to these icons does one realize the background is done in high-quality
gold-colored paint. The photograph in image 09 illustrating this was taken
ninety-one years after the icon’s completion and the background still
maintained a glow.4?

In Byzantine iconography, the front of icons should not bear inscriptions
of dates, signatures, or provenance, since icons are created solely to honor God
and His saints. The artist’s signature or other information draws attention
away from the spiritual focus of the icon.>0 However, Lipinski understood that
placing the names of donors on his icons would make it more appealing for
families to sponsor them. Lipinski likely knew this was contrary to the
conventions of iconography but it was good for business. In his early works, for
example at Presentation of the Theotokos Ukrainian Catholic Church at Delph,
AB (works dated 1918)5! or Ascension of Our Lord Ukrainian Catholic Church
at New Kiew, AB (works dated 1919)52 the names of the donors appear in a thin
wispy script. One must stand close to the icons to see them. Starting in the
early to mid-1920s Lipinski inscribed the names of donors in a script large
enough to be read from several meters away. One can imagine a client telling

49 SDPC 2013-53

50 Steven Bigham, as interviewed by S. Demchinsky, 15 March 2021. (Rev. Dr.
Bigham is an iconologist and author of several books on the subject.)

51 SDPC 2013-67 to 2013-68.

52 SDPC 2013-64 to 2013-65.
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Lipinski, “If I'm going to pay that much for an icon, you better make sure
people can read my name on it!”53

09: Lipinski icon from Nativity of the Theotokos
Ukrainian Catholic Church in Chipman, AB.

Jacob Maydanyk

Born in 1891 in eastern Galicia, Jacob Maydanyk was a significant contributor
to both secular and ecclesiastical art in the Ukrainian-Canadian community.
Maydanyk studied art in a technical school of design near Krakow. While
working as an apprentice for an iconographer, he made enough money to travel
to Canada in 1911 when he was nineteen years old. He wanted to raise enough
money in Canada to fund additional art training in France. When war broke
out in 1914, he could not return to Europe and he eventually decided to stay in
Canada permanently.

53 One priest told me that, while it was regrettable from a theological point of
view that Lipinski had placed so many names on their icons in bold letters, it
was interesting, from another point of view, to see a history of the parish
families transcribed on the iconography. See SDPC 2003-01 to 2003-12.
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After his arrival, Maydanyk worked as a laborer before entering the
Ruthenian Training School for Teachers. He also began drawing satirical
cartoons for Kanadiis’kyi ukrainets’, a prominent Ukrainian-Canadian
periodical. After graduating from the teachers’ college, he taught in bilingual
schools in the Ukrainian settlement areas of Manitoba. While doing this, he
also produced secular and ecclesiastical artwork, continued creating cartoons
for periodicals, wrote short stories and dramas, and became well known in the
Ukrainian-Canadian community.

At some point, he took on a position in a religious supply store. A store
would find a person like Maydanyk (who had studied religious art and could
speak Ukrainian) to be an asset because so many Ukrainian churches were
springing up on the Prairies. Maydanyk might have seen the job as a stepping
stone, since he later opened Canada’s first Ukrainian religious supply store in
Winnipeg. According to the documentary Laughter in My Soul, Ukrainian
Catholic Bishop Nykyta Budka encouraged him to open the store.>* It sold a
wide variety of liturgical items, and was bolstered when Maydanyk eventually
added an art studio in which he employed apprentices to supply the growing
need for religious art in the Ukrainian-Canadian community.

The Deisis icon in image 10 is an example of Maydanyk’s early work,
completed in 1918 at Fisher Branch, MB. This icon is located in the octagonal
drum of the dome.55

10: Deisis icon by Maydanyk from St. Nicholas Ukrainian Catholic
Church, Fisher Branch, MB.

54 Halya Kuchmij, Laughter in My Soul, a documentary produced by the
National Film Board of Canada, 1983. See

https://www.nfb.ca/film /laughter in_my soul (accessed 8 May 2021).
55 SDPC 2010-67. Also, see Baran (1991), 270.
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11: Maydanyk’s work from
St. Michael Ukrainian Catholic Church,
Olha, MB.
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Perhaps Maydanyk’s greatest achievement, both in the number of icons
and the quality of his work was in St. Michael Ukrainian Catholic church at
Olha, MB. This project features a large iconostasis with four tiers of icons, as
well as iconography on all the walls and on the ceiling. Maydanyk completed
the work in 1927. Image 11 illustrates a large icon of St. Josaphat from a
shrine located at the right of the iconostasis.>6

Maydanyk died in 1984. Since he was involved in so many activities
aside from iconography, his output of icons was never as great as that of
Lipinski. Basil Rotoff suggests that his most active years were the 1920s and
1930s and, following that, he acted as more of an intermediary between
parishes and artists, particularly those who worked in his workshop.57
However, evidence suggests that he still took on some projects as late as the
1940s. For example, he accepted a large commission at Holy Trinity Ukrainian
Catholic Church, Grifton, MB. Maydanyk executed this work from 1940 to
1942.58

Hnat Sych

Of the first three Ukrainian-Canadian iconographers, Hnat Sych was the most
enigmatic; little has been written about him. He came from Galicia but the
dates of his birth, immigration, and death are obscure. The dates of some of his
works indicate that he must have entered Canada prior to the First World War.
Of his training, Rotoff remarks that he “is said to have had formal training in
Lviv.”59 Evidently, he lived in Winnipeg and most of his work is to be found in
churches in Manitoba and Saskatchewan.®0 While he likely painted a
significant number of churches, he did not always sign his work, and his
painting was so inconsistent in quality that identifying churches decorated by
Sych is sometimes problematic.

Sych’s greatest work was likely the decoration of the massive
Assumption Ukrainian Catholic church, Portage la Prairie, MB, in which he
contributed over fifty icons. The church had to be torn down in 1983 because
of structural problems. Rev. Jaropolk Radkewych methodically photographed
the church in detail before the demolition, so we know how it looked. The icons
are in storage at the Ukrainian Catholic Chancery in Winnipeg.©!

Hnat Sych had a reputation for being able to nimbly scramble up and
down scaffolding and for this reason he was a good choice for the Portage la

56 SDPC 2014-11. Also, see Baran (1991), 165-66.

57 Rotoff, Monuments to Faith, 135.

58 SDPC 2014-40. Also, see Baran (1991), 172.

59 Rotoff, Monuments to Faith, 135.

60 Sych painted the first Ss. Peter and Paul Ukrainian Catholic Church,
Mundare, AB. See Propamiatna knyha (Yorkton: Holos Spasytelia, 1941), 269.
61 Gloria Romaniuk, Archivist for the Ukrainian Catholic Chancery, Winnipeg,
MB, interviewed by S. Demchinsky, 11 May 2015. The chancery has the
collection of Rev. Radkewych’s photos as well as Sych’s icons.
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Prairie church with its very high walls. Another example of a challenging
church is Ss. Peter and Paul Ukrainian Orthodox Church southwest of
Dauphin, MB. Sych would have had to use very high scaffolding to decorate the
pendentives and extremely large inner dome with iconography and

stencilling. 62

The curious thing about Sych’s work was that his earlier pieces often appear to
be finely painted but his work became increasingly inconsistent. In image 12,
we see an icon of St. Michael in St. Volodymyr Museum at the Ukrainian
Catholic Chancery in Winnipeg. Sych signed and dated the back of this icon in
1918.63 The features of St. Michael’s hands and face are relatively well-
rendered and the drapery of his garment is reminiscent of Baroque art.

Other documented works by Sych from his early period show equally
good craftsmanship, such as the large patron icon (signed 1919) in the apse of
Nativity of the Blessed Virgin Mary Ukrainian Catholic Church, Dobrowody,
SK, 64 or the Theotokos (signed 1916) and Pantocrator (signed 1919) at
Protection of the Mother of God Ukrainian Catholic Church, Burlington, ON.65
Doubtless, there are many other such extant works that cannot be definitively
identified because Sych did not sign them.

However, by the 1920s, the quality of Sych’s work seems inconsistent.
Holy Eucharist Ukrainian Catholic Church, Rosa, MB, is notable for the large
number of icons painted by Sych from 1926 to 1934. The Theotokos on the
iconostasis is comparatively well done by the standards of the day. Her foot is a
bit large and Christ’s hands and feet could be better rendered but the features
of the faces are relatively well executed; the halos are perfectly round and the
clothing is realistic. Most of the rest of the iconography is equally good.®¢ In
Image 13, we see an icon of St. John on a pendentive in Holy Cross Ukrainian
Catholic Church, Elma, MB, that Sych painted in 1921.67 In this instance, the
halo and the round frame around the icon are far from perfect and the eagle
looks like an ugly buzzard. The hands and face are poorly rendered. This icon
is sloppy compared to other work that he did in this period.

Since little has been written about Hnat Sych, one must visit the
churches he decorated to learn about the man. If one is lucky enough to be
shown one of his churches by a talkative parishioner, one might hear that Sych
was an alcoholic and maybe part of his payment was in the form of homebrew.
That such parishioners may only have been children at the time the churches

62 SDPC 2011-43.

63 SDPC 2012-71.

64 SDPC 2014-30.

65 SDPC 2018-10. The parish priest explained these icons were previously in a
church that had closed in a mining town in northern Ontario.

66 SDPC 2012-46 and 2012-47. Also, Baran (1991), 308. Baran states that the
iconostasis was carved in 1934 and Sych’s signature and date are on the icon
of the Theotokos, so there is no doubt this particular work is from 1934.

67 SDPC 2012-70. Also, Baran (1991), 197.
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13: St. John by Hnat Sych
12: Icon of St. Michael by Hnat Sych in Holy Cross Ukrainian Catholic
located in St. Volodymyr Museum, Church

Winnipeg, MB. in Elma, MB.

were painted or perhaps not even born speaks to the fact that stories about
him have entered into the realm of local folklore. When one hears such tales
repeatedly, it gives a plausible explanation to the inconsistency of Sych’s
work.68 Gloria Romaniuk, the archivist at the Ukrainian Catholic Church

68 None of the stories of Sych’s drinking came out of formal interviews. Rather,
they were told while I was photographing church interiors. Indeed, if the
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Chancery in Winnipeg, sent me transcripts of interviews that she conducted
with Mary Yanchynski in 1985 and 1986. Yanchynski was the priest’s
housekeeper at the aforementioned Portage la Prairie church when Sych
painted it. Yanchynski witnessed that Sych did drink while he painted, and the
priest worried that he might fall from the scaffolding. Yanchynski made a
rather odd observation attesting to Sych’s eccentricity: the artist preferred to
work in the evenings or through the night.69

Other Iconographers

While the above iconographers appear to be the first ones to do significant work
in Canada, it is possible unrecognised iconographers contributed work before
1930. In particular, an unknown iconographer may have visited Canada at this
time, possibly even before the first three Ukrainian-Canadian iconographers
discussed in this paper. Little is known about this “mystery iconographer” and
it is possible that he7? never came to Canada but, rather, shipped his work to
this country from elsewhere. His work is found on at least four iconostases in
pioneer era churches: St. Michael Ukrainian Orthodox Church (built 1907),
Lepine, SK;7! Dormition Ukrainian Orthodox Church (built 1910) near Borden,
SK;72 St. Demetrius Ukrainian Orthodox Church (built 1904) near Gardenton,
MB;73 and Holy Eucharist Ukrainian Catholic Church (built 1917-1921) near
Sandy Lake, MB.74 The Holy Eucharist iconostas was originally in Holy Ghost
Ukrainian Catholic Church (built 1911) in the town of Sandy Lake.”> He also
did extensive work at Protection of St. Mary Ukrainian Catholic Church,
Glenhope, MB, where A.M. Baran identified him as “Wysyliev.”76 Additionally,
there are two pioneer Orthodox churches in Alberta that each have a large icon

parishioners had thought I was conducting a formal interview, they may not
have been so forthcoming. The following photo shoots are examples of when I
was regaled with these colorful stories: SDPC 2011-43 to 2011-44, SDPC 2012-
26, SDPC 2012-27 to 2012-28, SDPC 2012-43 to 2012-44, and SDPC 2012-67
to 2012-70.

69 Interview with Mary Yanchynski conducted by Gloria Romaniuk on 9 August
1985 and Interview with Mary Yanchynski conducted by Gloria Romaniuk and
Natalie Picklyk on 14 August 1986.

70 T assume the iconographer was male since that is most likely.

71 SDPC 2010-30 to 2010-31.

72 SDPC 2017-16.

73 SDPC 2012-30 to 2012-31.

74 Zenon Stepchuk photographed this church and shared the photos with me.
From Stepchuk’s photos, it is clear that this was work from the same
iconographer as the other three iconostases.

75 Baran (1991), 204, 277. Baran acknowledges the iconostasis but does not
cite the iconographer or date. It appears it was painted sometime between 1909
and 1937.

76 Baran (1991), 227-28. Also see SDPC 2011-11 to 12.
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of St. Barbara that appears to be the work of this “mystery iconographer”’7 and
also an icon of the Protection of St. Mary in a Ukrainian Catholic parish in
Manitoba.’8 Images 14 and 15 demonstrate icons respectively from the Lepine
church and the Gardenton church for the purposes of comparison.

Note the similarity in the calligraphy, face, hair, double halo, and wings
in these two icons and it is not difficult to imagine that they are from the hand
of the same iconographer. Yet, no record exists of this artist, other than
possibly his last name.

Conclusion

From the end of the nineteenth century to 1930 was a period of building
from the ground up for the Ukrainian-Canadian community and for its
religious institutions in particular. The building process can be witnessed
through the growth of ecclesiastical art. This growth, seen in Canada’s earliest
Ukrainian parishes, continued for many decades.

14: Angel Michael 15: Angel Gabriel from St. Demetrius
from St. Michael Ukrainian Orthodox Ukrainian Orthodox Church near
Church, Lepine, SK. Gardenton, MB.

77 SDPC 2013-46 and SDPC 2013-75.
78 SDPC 2007-11.
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Thomas and Lena Gushul’s
Correspondence:
Selected Letters

Mariya Mayerchyk, Jelena Pogosjan, Tatiana Saburova

Introduction
Thomas (Tymofii) Gushul (1889-1962) was born in Rozhniv,! in what is now
Ivano-Frankivsk oblast in Western Ukraine, and immigrated to Canada in
1906, leaving his family behind. His father died shortly after his departure, but
his mother and younger sister joined him in Canada later, in 1912, and the
other sister, who was married in Ukraine, followed her husband to Canada in
1908 or 1909. Thomas Gushul, like many other immigrants, left for Canada to
earn money and help his family in the Old Country (we know from his letter to
Petro Rondiak that his father’s homestead was in severe debt). He worked for
the Canadian Pacific Railway in British Columbia, Alberta, and Saskatchewan,
then in coal mines in the Crowsnest Pass area, and for a short while he even
taught Ukrainian to children in Shevchenko (renamed Vita in 1910), Manitoba.
Thomas Gushul was also an amateur photographer; he later studied
photography in Winnipeg and became a professional photographer, operating
two photo studios, in Bush Town (a part of Coleman) and Blairmore, Alberta. In
a letter to Stefiuk, 15 August 1921, Gushul wrote: “Next week, we will start
building a big photographic studio in the neighboring town of Blairmore. It is
going to be the main headquarters of the photographic studio in this district.
We have a chance here to bring our photographic work to a big scale.” The
studio in Bush Town was closed in 1926 (it was significantly damaged by
flooding in 1923 and in general never had running water and sewage), so the
second studio in Blairmore became the Gushuls’ main photo studio and
remained the center of the family business for many years. The photo studio
was indeed a family business because Thomas’s wife, Lena (Olena) Gushul (née
Sawiek) (1898-1981), became a photographer as well, helping to take, develop,
and print pictures (see, for example, Thomas’s letters from British Columbia).
Lena was nine years younger than Thomas, from Rozhniv as well, though they
hadn’t known each other before they met in Canada. She immigrated in March
1912 being only thirteen and a half years old when she came to Winnipeg to
begin a new life. Later she moved to Edmonton and met Thomas through his
mother and sisters. They married in 1914 and settled in Bush Town, part of

1 On a number of envelopes, it was written as “Roznow” or, simplifying Polish
spelling, as “Roznow”.
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Coleman. All her life she worked side by side with Thomas in the photo studio.
They had four children; their son, Evan, later became a professional
photographer working in Lethbridge.

R0 S TULEL) =

Fig. 1. Gushul Studio, Thomas Gushul taking photo with old camera,
Alberta, Crowsnest Museum, 6517 Gush. Glass neg.

Fig. 2. Gushul Studio, Gushul Studio, Blairmore, Alberta c. 1922,
Crowsnest Museum, CM-Gush-BL-04-02.
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The Gushul photo studio in Blairmore took, developed, printed, enlarged,
and colored photos, and offered rolls of film for sale, and cameras for rent. The
studio advertisement said: “We photograph anywhere, anything, anytime. We
can come to your home if you cannot come to our studio. If you wish for
anything in photographic work, you should come to us.” Thomas Gushul
became well known for his photos published in the local newspapers (The
Coleman Journal, The Calgary Herald, Nova Viast), documenting parades and
music festivals, sport events and worker strikes, picturing local enterprises,
people, and the nature of the Canadian Rockies. In the Crowsnest Pass
everybody knew the Gushul studio, ordering portraits, family, wedding, and
funeral photographs; the Gushuls’ photos were in many family albums in
Alberta. His photographs tell stories of life in the Crowsnest Pass, its local
communities, but also a story of a Ukrainian Canadian family of
photographers, their business and strong ties with the Old Country.

A large part of the Gushul Photo Studio archives is housed
by the Crowsnest Museum (Coleman, Alberta). In addition to photo negatives,
photographs, a variety of cameras and other photo paraphernalia, it also
contains a large collection of letters. Most of the letters are addressed to
Thomas and Lena Gushul. There is also a smaller group of letters authored by
the Gushuls: family letters that naturally stayed in the family archives, but
also letters returned to the senders or those that had never been mailed.
Business letters, mostly from the studio patrons and suppliers, were normally
written in English, while personal letters were in Ukrainian. Part of them came
from the Old Country and were written by relatives and friends of the Gushuls;
the other part, from Canada, were mostly from Thomas’s political friends.
Below we are publishing a group of letters from this collection. We also include
one letter from Thomas and Lena to Peter Krawchuk (2f) from the Kravchuks’
family archive, courtesy of Larissa Stavroff.

Fig. 3. Gushul Studio, Gushul Studio, Blairmore, Alberta, c. 1922,
Crowsnest Museum, CM-Gush-BL-04-07.
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The letters below are grouped in four sections: (1) Thomas Gushul’s letter
that contains his short autobiography; (2) Thomas Gushul’s correspondence
with his political friends; (3) Thomas Gushul’s letters to his wife Lena; (4)
Letters from Rozhniv, from the Gushuls’ relatives. All these letters are written
in Ukrainian. The authors of the letters come from a variety of backgrounds
with different levels of literacy, speaking different dialects of Ukrainian. Letters
that originate from Canada contain some English or modified English words
written in Cyrillic characters, e.g., “rpun” (train) or “nec” (passport). In most
cases those are easily understandable and are not explained; in some
cases, English equivalents are given. Rare Ukrainian words are also explained.
The date and authorship are usually given in the letters. In some cases, they
are determined from envelopes and postal cancellations. Accordingly, these
dates are given in italics in square brackets. Page numbers are also given in
italics in square brackets unless they are included in the original letters. Italics
in square brackets are also used for editorial comments, e.g. [envelope], [letter].
The orthography of the original letters, as well as punctuation and
capitalization of proper names, is preserved. Technical errors are corrected.

We would like to express our special thanks to Dr. Svitlana Kukharenko
for transcribing the letters for this publication, Vic Bergman for providing
information about Matij (Mike) Knysz, and Nataliya Bezborodova for locating
Thomas Gushul’s letter to Peter Kravchuk and assisting in receiving permission
to publish it.

Section 1. Tomas Gushul’s Letter with a Short
Autobiography from 1936

In the Old Country, land was a precious commodity. When Lena and Thomas
Gushul immigrated to Canada, they left behind their share of lands. Lena’s
land was used by her brother Dmytro Sawiek and his wife Maria (letter from
Anna Huculak, 1924 May 7).2 Half of Thomas’s land was used (from 1934
onwards) by Lena’s other brother Wasyl Sawiek (Wasyl Sawiek’s letter from 6
April 1934), who was first growing clover to improve the quality of the soil, and
later wheat and corn. The legal status of Thomas’s land was not clear: before
coming to Canada, his mother did not include him in the land title, leaving
everything to her two daughters, Thomas’s sisters. It was, however, important
for Thomas to own his land legally. Letters preserved in the

Crowsnest Museum only sparsely reflect Thomas’s attempts to change the legal
status of his land.

The question of Thomas’s land was discussed in Wasyl Sawiek’s letter
from 6 April 1934: he passed to his correspondent the address of “a good
lawyer,” Petro Rondiak. On 7 February 1936, Thomas sent Petro Rondiak a
letter describing in detail the circumstances of his immigration to Canada and
first years in the new country. This is practically a short autobiography. He

2 Anna Huculak’s letter is not included in this publication. For the letters that
are included, “see below” is added.
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Fig. 4. Gushul Studio, Lena Gushul in Ethnic dress, Alberta,
Crowsnest Museum, 6023 Gush. Glass neg.
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also described the situation with his house and his land. On 6 March 1936,
Rondiak replied to Thomas. He informed Thomas that his services would cost
at least $45, as all the legal procedures were very expensive. Thomas probably
declined Rondiak’s services and requested that all the papers be returned to
him. Rondiak returned Thomas’s initial letter from 7 February 1936 with his
cover note announcing the end of services (see below).

The “affairs with the land” didn’t end here. On 18 April 1936, Wasyl
Sawieck informed Thomas that he found “another Ukrainian lawyer, Yaroslav
Rudensky who agreed to take their case for 150 zloty, less than $25.” Wasyl
told Rudensky that he is paying for everything from his own pocket, which is
why the lawyer agreed to take on the case for such a low price: he didn’t know
that he would be dealing with Thomas Gushul from Canada and therefore
didn’t expect “golden Canadian mountains” as payment. It is unknown,
however, if Thomas ever attempted to legally regain ownership of his land
again.

Thomas’s letter to Rondiak is full of biographical details -- it confirms
some known facts, but also provides some additional insights into the Gushuls’
life in Canada. It shows, for instance, that Thomas, even after thirty years in
Canada, was still very much attached to his land in the Old Country: he
worried about his house, the cherry and plum trees that were cut down and
used for firewood, and about the crops growing on his land. Like many
immigrants, he settled in Canada forever and, at the same time, imagined that
one day he would return.

la

AnBokat

[p. Ilerpo Pornak

B Kocosi
BucokonoBazkumii [Taue!

Y BimnmoBiar Ha Bam auct nomaro Bam mo Baroi aackaBoi BimoMocTH, 1110
g 00uncAMB MiHiMaABHI KoiTu Barmmoro mporecy, 60 Bu mycianb ckaamatu Ha
KOMICIiIO CyZIOBY KOIIITH, JAaAbIIl€ CTEMIIAL 10 [I03BY, JOPYYEHHS 10 AMEPUKH 1
T.O. — OTKe IIiHa Oyaa MiHiMaabHa. HaToMmicTh 3a ce Bu maaubuckre rpyHT Bam
B IIOPAAKY Ta Ha Bac 3ainTabyavoBanuii. Tomy, 110 cd 1iHa Bugaech Bam 3a
BHCOKa — IIPOTe BiAmoBiAHO no Bamioro 6axkanuga 3Bepraro Bam Bamri auctu, Ta
piBHOYacHO nouucasito Bam 3a koH(epeHIliro 3 Bammumu miBarpamu Ta 3 Bamu i
IIHCAaHAM AHUCTIB Ta IIOPTO CyMy 2 aM. OOA., KOTPY TO CyMy IIPOIILYy IIPHUCAATH.3

3 BHCOKHUM ITOBaKaHHSIM

[p. Poragk

3 Rondiak’s note was typed on a Cyrillic typewriter, which was missing the
characters i, €, and r.
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Fig. 5. Gushul Studio, Very Young Lena and Thomas Gushul,
Alberta, Crowsnest Museum, 6207 Gush. Glass neg.

1b4

Baetipmop, AabTa
7T° AroToro, 1936

4 This letter was returned to Thomas Gushul (enclosed in letter 1a).
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Hp. Il. Pounsaxk,
KociB

BooBaxkuuii I1lane [Ap. Porasgxk!

Fig. 6. Gushul Studio, Thomas Gushul, Alberta,
Crowsnest Museum, 00225 GUSH-NEG.

Brarocey 1o Bac 3 cripaBoro BiTHOCHO MOTO I'pyHTY B PoxkHOBI. 91 He 3HaI0, YU
3MOXKY BCe SK CAiJl TOYHO oIucaTH BaMm B 1iM IUCHMIi, TOMYy paaxKy Bam
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IIOKAUKATH Moro onikyHa Tumodia MixHioka, CemeHa® B PoxxHoBi. Bin 3Moxke
po3kasaTu Bam meTaspHO ITpo MOBHIIYY crpaBy. LleM 40A0BiK BIIOBHI
003HAKOMAEHUH 3 IIUM OiAOM 1 BCE BUACHUTE 9K CAiJI.

Horo ycrHa icTopisa 6yme 6iablie mas Bac 3po3ymiaa, K MOsI IIMCAHUHA
Ha rarnepu. Ta BCcexK MO3MOKHOCTHU OITUCYI0 BaMm K cripaBa MaeThCH.

B 1906 porii, koau g YUCAUB 18 AT, OIIyCTUB pPifHUN Kpaii i BUiXaB 10
Kananu. Crapenbkuii mitt 6aTbko IBan [yuya 3 3axapis noMmep 3apas 1o Moim
BHI31 IITOCH B KIiABKA THXKIHIB.

Maru i aBi cecTpi ocraaucsa. Crapia cecrpa [panuna 6yaa 3aMy>KHOIO
2

i 3xuaa okpeMo B HoBoceaunu (ii myzk°® Bpas 3i MHOI0 BuixaB g0 Kanazau). Otxke
BIOMa Ha rocriofaplii OCTaAuCs TIABKO MaTH i MoAoAamia cectpa [lapacka.

Focriomapka Oyaa B moBrax o yxa, a TOAOBHO B KAOIIOTi 3 SKEMOCH
KyTchkuM HamactyoduMm 6aHKoM. 3a oeH pik Moi TsxKKoi rmpari B Kanazi, meni
MIOIIIACTHUAOCS 3aPOOUTH ITOBasKHY CyMy T'POILIHH, SKUMU s I103arIAadyBaB yCi
[OBTH Ha I1i#f 6aTbKiBUINHI. Bei rpomri Oyan nepecuaaHi Ha pyKU Moi MaTu
(TToaarua Iy1ya).

[Ticast 6aThPKOBOI CMepTi, CeOTO OEeH PIK ITi3HIUIIE, KOAU B3KE BCi JOBTU
OyAM mmo3araadyyBaHi, MaTHU BOAAacCs A0 CIAAKOBOTO Cyil ITpO BTATHEHHS HaC
aituit B Mmacu.’” OTke, 110 cTasocd? MaTu BTATHyAA [Bi cecTpi B Macu, a MeHe
IIIAKOM ocTaBUAHU. MeHe 30BciM Hirme Hema. Ha momaTkoBUil KHUXKII, CeOTO
TEIIEPIIIHIM, TIABKO CECTPH CTOSTH 3aTATHEHI 1 3Ma€ThbCd MaTH, aA€ Ha II€BHO He
3HAl0, a MeHe SIK He 0yAo Tak Hema. Tak BUTAgOA€E, 110 S 30BCiM HA CBIT He
HapOAUBCH.

3

Llira nig rocriogapka ocrasacs 1o 6arekoBu. Crapiia cecrpa [panuna micrasa
CBO€ BiHO OIMH OOOpUY MOpPI 10Ad, (i yAHIlE!0) ase 11e Oyao 1o maTepu. Borna
BHixXaaa mo cBoro myzka B Kanaxy B 1908 abo 9™ porri.

B 1912 poui maTu i MoaoalIa cectpa npuixaau no Kanaau, a 1iay
roCIogapKy OCTaBUAU Ha OIiKyHa. [lamepiB, 4¥ TO JOKYMEHTIB Bi[J IIOBHUIIOL
TFOCIIONAaPKU HE IIPUBE3AU HIIKHUX.

Moaopina cectpa 3rogusacs, ce0To yCTHO, IPUHHATH Bil MeHe IMIu(pKapTU
4gKo ii ma¥ika 4u To BiHO. MaTu i cecTpH 11e KUBYTH TyT. MaTu depes miauii gyac
Bin 1912 poky kuBe Bpas 3i MHOIO, ce0TO 3 MOEIO POANHOI0. 3 MOHBKAMU BOHU
He JXHAU TYT 1 HIKOAW He OyayTh, 00 HE MOKYTh ITOTOUTHCS.

5 Thomas Gushul follows the formal way to refer to a person in the Old
Country: first name, last name, name of the person's father.

6 Matij (Mike) Knysz (Martiit Kuui, 1878-1914).

7 Here — into the estate legacy.
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OTke g pilltuB B3gaTHCH 10 1iei cipaBu i nepegatu Bawm, m1o6u Bce 11e
cripoctyBaTH. [HTabyAsI1i108 IepeBecTH i 3apeecTpyBaTH Ha MeHe. 9 Xoay
aicratu opilliiHUNY KOHTPAKT.

4

[Ipo He BTATHEHHSI MEHE B MacCH, g HIYOrO HE 3HaB Yepe3 MOBTI POKH, aXX JOKU

He Ha IrcaB MeHi omikyH 3 abo 4 poku Tomy. Takoxk mpucaaB MeHi B TiM 4daci

cTapuii JOKyYMEHT, Ha IKiM TOBOPUTBLCS IIPO MaTH i CECTPH, a IIPO ME€HEe HIi4Ooro.

Lle#t mokymeHT g A0 Bac BuIlAro, axk Toai, Koau Oyay maTtu Bin Bac BignmoBinasb.
Or1e Bce, 1110 4 Mir Bam Ha ntucatu. [Topo3rasgHeH!o 11ei ciipaBu MPOIy Ha

IUcaTHU MEHi, KiABKO I1e Ma€ KOUITyBaTH.

3 rAHOOKHM MMOBaXKaHHSIM

Tumoditi I'ymya IBana

Anpeca:

Thomas Gushul,
P.O. Box 54,
Blairmore, Alberta,
Canada

Section 2. Thomas Gushul’s Correspondence with Political

Friends
Documenting Thomas Gushul’s political activism is generally challenging, as it
has received little attention from biographers as compared to his photographic
practice. Seeking to fill this gap, this section presents samples of Thomas
Gushul’s correspondence with Ukrainian workers and miners from Canada, the
USA, and Galicia.

Thomas Gushul was a member of the Ukrainian Social Democratic Party
of Canada, a socialist political organization founded in 1910. He became a
strong supporter of leftist ideas probably back at the beginning of the twentieth
century. According to Thomas's reminiscences, in the fall of 1907, upon
completing his work on railway construction, he took a trip to Winnipeg and
“stayed for several weeks with nice and progressive people.” When, at the same
time, the first issue of a proletarian newspaper, Chervonyi Prapor (Red Flag),
came out in Winnipeg (see below, Thomas Gushul’s letter to Petro Kravchuk
from 30 December 1957), Thomas put a couple of the copies in his suitcase
(“do kuferka”) and took them to Shevchenko/Vita, a small town in southeast
Manitoba, where he was hired to work on a farm. The area was almost
exclusively populated by Ukrainians. After getting acquainted with the farmers,

8 InTabyadqriia — from Polish intabulacja, B naBHbOMY IIOABCBKOMY ITpaBi 3alIUC y
KHU31 IpO BOAOAIHHS 3eMaelo; in old Polish law: entry to the book on land
ownership.
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Thomas started reading Chervonyi Prapor to them. Eventually, the environment
in the area became politically charged.
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7. Gushul Studio, Labor Day, Hillcrest, Alberta, 1 September 1918, Alberta,
Crowsnest Museum, 6202 Gush Glass neg.

While the Ukrainian socialist movement’s headquarters remained in
Winnipeg, its largest and most active branches were located in the Crowsnest
Pass,? where Thomas and Lena Gushul had permanently resided since they
married in 1914. In 1918 the Canadian government outlawed radical
organizations, including the Social Democratic Party of Canada; however, this
did not stop Thomas from political engagement. In his letter dated August 1921
(see below) Thomas secretly informed his comrade Stefiuk that he was making

9 “Olena Hushul, Blairmore, Alberta,” in Reminiscences of Courage and Hope:
Stories of Ukrainian Canadian Women Pioneers, ed. Peter Krawchuk, trans. by
Michael Ukas (Toronto: Kobzar Publishing Co. LTD, 1991) [1973], 75; Orest
Martynowych, “Ukrainian Socialist Movement in Canada 1907-1918: The View
from Below,” manuscript (1985), Bohdan Medwidsky Ukrainian Folklore
Archives, UF2020.015, 4-5; Orest Martynovych, “Ukrainian Section of the
Socialist Party of Canada / Social Democratic Party of Canada,” University of
Manitoba,
https://umanitoba.ca/faculties/arts/departments/ukrainian_canadian_studie
s/media/12 The Ukrainian Section of the SPC and SDPC.pdf (accessed 19
November 2021).
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“red-colored” photographs, and his new photo studio in Blairmore is going to
be “the main headquarters of the photographic studio in this district,” meaning
eventually not only photography production. The Gushuls’ photo studio most
likely served as one of the leading centres of the region’s political life.

In the 1930s, as Allan Chambers aptly put it, the revolutionary events
“blew with the fury of mountain winds through the Crowsnest Pass.”10 Thomas
Gushul again was in the center of events as a participant and photographer,
scrupulously documenting miners' strikes, rallies, and mass May Day
demonstrations happening in Blairmore, Coleman, Hillcrest, Frank (Alberta),
and Michel (British Columbia). As Thomas Gushul’s correspondence shows, he
adhered to socialist ideas during his entire life.
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Fig. 8. Gushul Studio, Large Ukrainian Gathering, Alberta, c. 1920, Crowsnest
Museum, 6211 Gush. Glass neg. Lena Gushul is kneeling in the second row
first from the right; Nadia and Evan Gushul are in the first row, far right and

far left, respectively. The banner says: “PobiTHUKHM BCiX KpaiB [exHaliTecHd|
crniabHUY nikHIiK BI1” (“Workers of all lands [unite] joint picnic WID”). WID
probably refers to Workers International Day.

10 Allan Chambers, Spirit of the Crowsnest: The Story of Unions in the Coal
Towns of the Crowsnest Pass (Edmonton: Alberta Labour History Institute,
2012), 7.
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2a
[envelope]

From: S. Huculak!!
Box 199
Michel, B.C.

Thos. Gushul Esq.
P.O. Coleman
(Box 209) Alta

[letter]

Miirea, B.K. 12

24ro ;xoBTH4A 1918
[ToBazkanuti ToBapuiy!

Auct Banr i3 20 3X0BTHS OTpUMAaB 3a SKUU IIUPO ASKYyH0. 3a HE CKOPY
BiAnOBiak Ha Bamr auct mponry BubadaTi, 00 Ce CKAAAOCH 3 PIsKHUX MIPUYHH 110
axK /10 Cero 4yacy 3aTpuMaasock. [lepmria Toe: Ce TArAocd B 4Yaci IITPAUKY i IK 6U
mTpadik OyB maasi TpeBaB, TO T MUCAUB BiaBigatu Bac mie pa3 B Koaemas i
IIOTOBOPHUTH 0COOHCTO. [lpyre 3HOBY ITHCAAUCHTE IO HpHUineTe Ha Mimrea ToMoOYH
HITpaKyBaTH 1 TO 3aHIM CHIr ynaze. TuMyacoM mITpadkK CKiHBYUB Cd CKOpPO 1 4
IIIIIOB JaAl IOAIPHU KOIIaTH, a 3a TUM YK€ 1 CHIT ITazie TyT y Hac a Bac 3
Koaeman He BUOaTH.

OpmHak g He IPOTUBAIOCH CEMY HiIl 00 g 3HaIO IIOCHTE JOCUTDH 3aHSITI ITif
cel yac a To 3 peTo4YOoBaHEM 13 moAdpiB.

Aae MycCIO OJTHAK CKas3aTH OTBEPTO III0 yke dyac i Bam npuixatu Ha Mirea.
Yu moxke He? 9K cobi MmucaAnTH?

Any camu npusHaliTecsh!

11 Tn 1926, Thomas Gushul took photographs of Huculak’s funeral. On each
photograph a caption was added: “ToB. Credan I'yiyasak yaeH PobiTHHIHX
Opranizamnii, akuii 3™ BepecHs 1926 p. 3icTaB B KONasibHi BYrAA TAXKKO NobUTUNA,
HAaCALZIKOM YOTO 10 ISATh JEHHUX TAXKKHUX MyKax ItoMep 8™ BepecHs 1926 p. B
mnutasi B Koamen, Aapra. ITokittHu# uncauB 37 AiT KUTTH i OyB He KOHATHUH.
[Toxonus 3 ceaa Ilycre IBane, nmoBiT BopiiiB 'aanyuna. o Kananu mpudys
1906 p. Cou, AroOUii HAIl TOBAPUIILY, IaM'd9Th IIPO Tede i TBOI IIHPY HIPALI0
HIKOAU He 3aruHe MixX Hamu! Xait 6yae 3emass To6i nepom.’ Photo by T. Gushul,
Coleman, Alta.”

12 Michel, town in British Columbia.

13 Retouching photographs.
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[2]

A Tenep 6yneMo 3a4MHATH AENI0 iHBIIOTO, 00 9K 3HA€ETE i caMU HAIlIUX CTapLINX
IIOTOBIPKY: 110 (3KapT € kapToM a icT yacoMm Ha....14

[Tepize xoTiBOMM 3HATH 9K Bu posnmcaasuceTe cs 3 By#ikoMm Cintgpom 3a
3aoMaHe Bamroi asgcku, 1> 60 1o Moi gyMIli IIOBUHUH BYHKO 3alAaTH 3 SKUX
$10090, 16

Temnep, 1110 10 APYyroi MaAUIli, TO S 3acAaB 3aMOBAEHE aAe gK Oyzie 3 HEI0 TO
s He TozleH Bam Terep HiYOro meBHOTO cKas3aTH, 00 SK Bam Bimomo 1110
MMAIHHUKIB 3 Moppicceii!” 3abpano aeck 1o OHTapio. B Tol yac g9k oHU ixaau g
OyB Ha CTHYiHIO,!8 oJHAK HE MIr HiYOro IIepeMOBUTHUCE 3 HUMHU 00 OHU iXaAu i
OXOPOHOIO DOXKUX aHTEAIB, i CbBiTAQ TOTACHUAM B BaroHi HAKOAH ITPHUIXaAHd Ha
CTUYiHi, BTIM OleH IPUKAOHHUK OOKUNM BUTHAB aHI'€AiB Ha ABip IIOOM CTeperan
i 6eperan 3aMKHEHHX BiKOH, IIIOOU HiXTO HE Mil' IPUCTYIIUTH i A€o0 TOBOPUTH. |
TO CTaB TIABKO IIOOM HabpaTu BOAH i 3HOB saai moixaB. Toxk HAKOAHMO OTpUMaB
AUCT Bim HUX Tomi moBimoMatro Bac 1o 6yze.

[3]

3HOoBY 110 10 MylmyKa To cd pid Tak Mae cd. €CAHU 9 €0 ITUTAIO CH ITPO 3rajaHy
pid TO eMy He [a€ II0Ch TOBOPUTH B TOU 4dac i BTiKae€, ase 9 €My He IPOTHUBAIOCH,
00 gk I caMu 3HaeTe 10 TO cobi Momyk.

[akyro Bam 3a HalliMHEHE 1 IEPECTOPOTY B MUHYBIIIIM AHUCTI II0IaHY,
OMHAaK IO IO Cei CIpaBU THYUTH Cs MU OyAHM y’Ke IPUTOTOBAHI 1 3aAaroaskeHi
nepenmie, 60 HaM HEIPUEMHHM 3al1aXOM TATAOCH II0 IIiJ HiC y»Ke JaBHO i HaIl
BiodiA He icTHYBaB yKe Maixke 3 micgalli. OT K TO B CBBiTi OyBa€ 110 BiABa>kKHUX
3MU0AIOTh 1€ BiABASKHIMIII.

14 The sentence is not completed. The word “uHa” is written above the dots. The
bracket is not closed. Huculak refers here to a proverb: “2Kapt xkaptom, a dict
Ha 6ik” (in this context: “Jokes aside, let’s get down to business”).

15 Asicka - a stick, a cane, or a spindle.

16 This part of the letter contains a hidden message. By#iko Cingp (uncle Sipiar)
is most likely the CPR (Canadian Pacific Railway). It is not clear, however, what
happened and why Thomas should receive compensation for a broken “agcka.”
17 Morrissey, town near Fernie where an Internment camp was located in 1914-
19. Most of the prisoners were the local miners who were deemed to be enemy
aliens. Huculak continues here using hints, calling the guards “60i anrean”
(God’s angels).

18 Rail road juncture.
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He 3naro uu Bam Bigomo npo PepHitickuii ToBapuiipl? 1o mnosicrasu
y2Ke apelrToBaHi. TiAbKO He 3HAI0 gKpa3 KOTPUX aAe 3 HUX yCixX apellToBaHi 4,
MexKe IKUMHU 3HaxoquTh cd Tkauyk i ['puripuyk i 3mae ca KoHoBaabuyK a 3a
yeTBepTOro He 3Har0. Ce g noBimaB cd Big ogHoro PocigHa ixarouu TpuHOM20 3
dapHOoi?!, a BiH He 3HaAB AOKAQHO iX iMmeH. Ce cTaao cs B IIOHEIIAOK a MU
JOBimaAuCh y BiBTOPOK. Po3ywMmie cs 1110 3a0paau Big HUX yCio 0i0ABOTEKY 3
YUTaABHI.

[4

A 3HOBY HHUHIi JOBiJaBEM Cd 1110 3aBTpPa TO 3HAYUTH cd Ha 25 c[ero| Mm[icans| mae
BinOyTH cga cyn Han Humu. o Oyzxe He 3HATH?

FoaoBHa piy, 1110 IpaBaa MyCUTh OyTH Ha SKHUHCH Yac 3aKoIlaHa. . . . . .
[TIpaBoa, 1103k Tam rmopobasie nwpuii ToB. Bapaniok [TaBao? Koaeca
KPyTSTh ¢4 94U Hi? He 3Ha10 YoMy BiH ABCTa He BignmucaB MeHi, MyCIO OyTHU ayzKe

nobpwuii y Hero? 3awmitka: Big M. denopyka.| 22
Ha cim KiHBYYy THMYacCOBE ITHCAHE.
Ocrarock 3 TOB. IIPHUBITOM
C. I'yyask
[Diagonally on the free part of the page]
Ha mpyruii pas mizne 6ecima B MHBIINN CIIpaBi — IMyOAUYHIH.

Fig. 9. Gushul Studio, May Day Coal Miner’s Demonstration in Mishel/Natal, c.
1930, British Columbia, 1924, Crowsnest Museum, GUSH-BC-31-06.

19 Friends from Fernie, town in British Columbia.

20 Train.

21 Fernie.

22 Square brackets belong to the author of the letter.
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[envelope]

Com.

T. Gushul
Coleman Alta
Box 209

[letter]
Fernie 31/10 1918

Fapa3n ToBapury,

AUCTA BiZl BaC OTPUMAaB 3a III0 CEPAEYHO AIKYIO a 110 BU 3allUTYETE Ha Yill pyKHU
BHCAQTHU IIPYIKU23 TO IIPOIILy BUCUAATH Ha MOM PYKH, aTO IIPOCUMO BHUCAATH
AKHaNUCKOPIIIE a 110 BH 3aIIUTyETE 110 Ty C€ CTaA0 TO 3abpasu KHUKKU i Bce i
3abpaau 4 no xkopty: Tkauyka lllaemka KonoBaauyka i CemeHUYyKa TO CHUIiAU 2
nuu i FOHig24 3anoxuaa 6 Tumiid noadapiB i BURIIAM 10 KUHUCY B cell IOHEIIAOK
Oyne xuiic 110 Oyae TO HAIUIILY ITi3HilTde

3/I0POBAIO CEPAEUYHO

10 TIo0aueHda

Dmytro Turyk

Fernie B.C.

Box 830

[Ipouty o Bigmmuc

2c25
[Thomas Gushul’s letterhead]

15 cepnug 1921

Hoporuti ToBapuiry Credrok!

Bamr auct 3 8™ BiTHS oTpUMaB 3a 110 CKaanaeM Bam nmmpo-rapsaday
noadaky. Bamr auct myciB OyTH mech 3aTpUMaHU IO TaK Mi3HO OO0 Hac
npubaykaB. OmgHaK TPOXH i HalIa BUHA, OOM DPUIIYCTHAHU Yacy IOCHh ABa

23 Perhaps from English proof, meaning proof of a photograph.

24 Turyk writes about the Union (“FOnia”) that bailed out four miners and the
following court case.

25 Thomas Gushul wrote the letter to his friend Stefiuk in Halychyna. The letter
is completed and signed but it likely had never been sent to the addressee
because it is kept in the Crowsnest Museum.
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Corbin"Miners WiVQS Victims'o 1{,‘})1'5

Machine Manndd by Police ArriLil” P
{935 ; -

Fig. 10. Gushul Studio, “Corbin” Miners’ Wives, Corbin, British Columbia,
Crowsnest Museum, GUSH-BC-31-09.

TUKAHI. Banr auct gyske Hac 3aiHTepecyBaB IIPO [AedKi «3MiHW» B cTapiM Kparo.
Harmre moBozKeHs i TEHEpPilIHy XBHAIO HE TaK 3A€, POOOTH MaEM I10I0CTATKOM
«Bcinsgkoi». Bupobasgem pizHOro Koabopy dororpadii a HatibiAbIIIe «IePBOHUX»
IIOMHMO TOTO III0 YEPBOHA KpacKa BHUAa€ HAUKpAllllii KOABOPOBUM PE3YABTAT.
Ha gpyruii TuskneHs OyzneM OyayBaTH BEAHKY poTorpadiyHy CTymio B CyCiaHIM
Micreuky Baeiipmop. Ce mae OyTH roaoBHa KBaTHpa (pororpadidHOro 3akaamay B
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ciM micTpikTi. MU TyT MaeEM BeAUKY Haroay IobiAbIIUTH Halry gororpadiyHy
pobOTy Ha BEAMKY CKaAlo, AWIlle Oizta B TiM 110 HeMaeM rmoModu B poboTi. B cim
OICTPIKTI 3HAXOOATHCH TIABKO CaMi BYTA€Bi KOITAABHI i BCIKHH «0i3HEC» CKOPUM
KPOKOM PO3BUBAECH O CBOIO HAWBUIIIOTO CTEIICHS.

[2]

[Tig Tenepininy nopy pobiTHHKH 9K B Kanazai Tak i B 3ayueHux [lepkaBax
IIePEeKUBAIOTH TIXKKY Kpi3y 6e3pobita. Csa Kpiza He omHOMY gasa o0 «AyMaHs», a
He OJHOTO 3acTaBHAA 110 «poOOTH». Ypozxkal cero poky B Kanani nyske OigHUH.
3aciBu nmoBUropasu Maixke B KOXIi¥ NpoBiHILii 3 BUHATKOM Manitobu. Bci
CIIOAIBAaIOTH C4 IIIE€ TipIIIOro TEPITiHA 1 Hy>KIU Ha 3UMYy 4K Terep. B 3uwmi
IPUHIEeCh HE OJHOMY 3aKyBsS3HYTHZ® Bif TOAOLY i XOAOMY, Hy aAe IIOK 3POOUTHU?
Ce 6iabplire HiYOTO TiABKO «Kapa Bin 6orar. POOITHUKH KOAM MaAu cTaAy poboTy i
ao0pe IM ITOBOAHMAOCH TO HE YBasKaAW Ha I'pixu 00xKi, a pobuan 9K cami XoTiau, a
Terep X04 3/0TaJaAuCh TO B¥Ke i Tpoxi 3armi3dHo. He omeH B mo0Opi 4acHu He XOTiB B
HeiA€HBbKY 003Ky IpHUHTH N0 LIepKOBLI ITocAyxXaTH 603koi Bignpasu. Ta 6o i He
ONIVH AFTaB i BcTaBaB 6e3 roBopeHs MOAUTBIB 6oxkux. Hy 1 Kynax TyT Tenep
HapikaTH Ha CI0 TIKKy Kpi3y. Ce K Kapa Big rocrozna 6ora. Ha Bcix THX KOTpi
cTpaiHo corpimmuau. Ce He MaHChbKa aHi 60Ka BUHA a TIABKO TUX MaAOyMHUX
TPIIIHUKIB KOTP1 XOAATH III€ APiMaroduMHU, a gk kel

[3, Thomas Gushul’s letterhead]

[TepecTaHy g B3Ke MHCATH PO CIO «TPIlTHY Kpidy» 6€3p0o0iTs, a IIPUCTYIIAIO 10
yorocsk iHaki1noro: Koan Bu Bxke 3HaxonuTech B [oMa, TO 9 Bac ay»ke mpoiiry
11106 By mimmaAu TamM NOAMBUTHUCE B SIKIM IOPSAKY 3HAXOAUTh CS MOsI cTapa
rocriogapka a ce €cTh: XaTa, caf, IIAOTH i ropoa. OHI MeHI ITUIIYTh 110 BCHO B
MOPLAAKY, & APYTi 3HOB ITHIIYTH 110 Hi. I TyT g caM He 3Ha10 KOro Maro CAyXaTH.
OmnikyHoM Bifg moi rociogapku ecTb Mariit I'yityagk 3 Oaekcu B HoBoceauiy 3
Bapinkoi mapadii. 4 #iomy nucas 11100 IoAaBaB MEHi paxXyHOK (CITpaBo31aHsI) 3
KOJKHOTO ITOAITKY cebTo 1110 poKy. Ha 110 BiH MeHI BigmmmcaB 110 Tak BiH He
MOZK€e 3pOOUTH aAe I0 axXK TOJi BiH pPaxyHOK 3po0UTH K g 3 Kananu nipuiny —
Kake BiH II0 TOAI CH BHUBEJE TAKCATOPi 1 BTAKCYIOTh BChO 3a MHHYBIII PoKHU. Hy
DaunTe AKHUM B CETO YOAOBiKa OimHEeHbKHHE po3om?27 TakcaTopi OyayTh
TaKCyBaTh IIOAITKHM MUHYBHIUX POKiB, KOTPUX He 6auuAu i He 6a4yTh.

[4

CkaxiTh Bu #iomy ycTHO Ha#l BiH MeHi He muIlle HeOUAUIL, a Ha¥l mogae
IIpaBEeABHO CIIpaBO3/IaHs 3 MOAITKY IIOPOKY. TakoxK gaiTe oMy i Moi cecTpi
KOMipHEIH OCTPY CTPOTY 100 He HUIIUAU Candy, IIAOTIB, BepbiB i B3araai BChOro.

26 To die, to freeze.
27 Po3yM.
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€cAn xaTa po3nagaech TO Hexal OMiKYH AarofuTh. TaKOXK €CAU IIAOTH
po3masuch abo 30BCIM HeMa TO Ha¥ OMiKyH 3aropoauTh. 3a BCAKY HalpaBy Hal
CTSTHE cO0i 3 MOAITKY. 3a¥AiTh TaM i 3arAdHBTE B KOXKIWN KYTOK i KOAU
306auunTe 1110 HEe OyTh HE B IOPAAKY TO 3[J0POBO 3 CKPUTUKYHUTE TOTO XTO BHHEH.
B cazni abcoaloTHO He II03BOABTE sIKiMi-He Oyab XynoOuHi nactuch. CKaxkiTh iM
110 Bu MmaeTe npaBo neperagHyTH BCi 3aKyTUHH MOi rocrionapku. Ha KaxiTs im i
Ha MaxalTe Ha HUX KyAaKOM II00 He HUIIMAU cany. CIIOBHITE MOIO ITPO3b0Y SIK
CAif i BiATaK MeHi Ha IMUIINTE IIOChTE YYAU 1 Oa4YUuAU.

3popoBumo Bac nyxxe cepmedHo.

Baini mupo-3u4aiBu

T. T'ymya i most xxena OaeHa

P.S. Axpec Toi 1o OyB

2d
[envelope]

From P. Danluck
P.O. Fraser Mills, B.C.

Mr. Thomas Gushul,
P.O. Coleman, Alta
Box 209

[letter]

Fraser Mills, B.C.
Feb. 1, 1922

Thomas Gushul,
Box 209, Coleman, Alta

Hoporuti Toapuiity [yiryab!

[Tuiy moBac KiAKa CAIB 1 X04yCi JOBiAATHU OBAIIIM 3I0POBAIO 1
IToBoazeHro.

91 1110 o 3MOPOBAS TO SIK 3BUUSHHO ine [IpusmopoBato. A IToBoa3eHi Moe
«HU pyzKeBe», 00 9K i caMi 3HaeTH iKe II0BOA3€HI OCTAAOCHI TEIIEep, AAs
pobiTHHKA.

«TyT Tenep crparirde 6e3pobiTs!»
Ane iki iTUHUILI 1110 € IPU 3IHATIO, TO TaK iM ITAQTUT 1100 iHO HU mo3auxXaTH. 51
TYyT HUAABHO cTaB nopoboTtu y Tapraky. XoT € crasa poboTa, ase Mmaaa riaaTta 0o
TiabKo 30¢ Ha romuny. 9 rogun pobortu, To $2.70 Ha [IeHb i CTOro g MyIIry
saraatuTh $100 Ha geHb rapy, i $4°0 Ha aBi Hemial 3aromernikaHi i e mMeHici
OCTa€ IIOMICSIll Tapy AOASIPiB HAIITAHU. i Taki Moi noOyTKi y Kanani.
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Tenep maro Haiio 10 BU MEHiI HAIUIIMUTH LIOCI i€ TaM KOAOBacC. 1 KUH
TaM pyx ine. [lyKe g 3kaayro ToBapwuiy, 1o g Hu y Coleman, 6o g 6u MaB 3KUM
IIOTOBOPHUTH [I€ III0 ITPO CIPaBH iKi HAC POOITHUKIB iHTEPECYIOTh.

Tenep ToBapuiry nio qo «KHUKOK KOTpi g ¥ Bac ocraBeB, To [Iporry Bac
IIPUIIIAIT MeHi iX cyna» 3a agpucyitu Ha IloBeury Anprcy?28, abo K caigye
Fraser Mills, B.C. Express HeroarpebyeTe onaadyBaTH, s1 cobi camuii Tyt
oraayy.

Ocratoci 3 ToBapuckem IIpusitomMm,

Danluck P.

2e
[envelope]

F. Michaluk
403 E. 5 St. New York City

Thos Gushul Esq.
Coleman Alta
P.O. Box 209
Canada

[letter]

New York
24ro pAroToro 192229
Hoporuii Tos. I'ymrya
Ha Bamn nonepenHuit AUCT HeaB 3KaaHOI BiAIIOBiAM a HUHI OTpPUMAaB APYTHUH TO
pasoM Biamnmcyro odoumaBa. Hac 060ix 6ima Hadmiaa cebTo (day) i HiIK 1030y THUCE.
91 BimaeskaB MIOCH ABa THUXKHI 1 M030yBCs a 3KiHKa xXopa e i mocel ITopHu i MeHi
rOAOBA CTaAa SK penieTo. Terep TPOXM KiHII A€KIIle, OMHAK II1€ MyCUTb CUIITH B
ADKKY 11100 3HOB HE IIOTiPIITHAOCE.

Toxk 1mmpomnty HerHiBaTHUCE 00s1 6yB caM HecBill yepes3 CUX ITapy THXKHIB. 916
OyB pand gaTu BiAIIOBiAL 9K HaicKople ase He Mir. Tyro KOIIiio s IIePeTASHYB i
MOZKAWBO III0 OeIo Oyze 3 cero 306a4eMo, OOQHAaK d CIO KO0 3aTPUMalo sIK BU
npuragasu. €cAu oTpuMalo BiANOBIAL TO IOBimoMAIO Bac sk Halickopiiie.

2

HoBoro Hemaro 110 Tak nucatu a0 Bac, xuba memnio nepen BUAI3I0OM.
[pyre kadu cTpaiiky BeAUKoro HebyAo, 60 ecanb CTpaliK mOTPHUMAaB depe3 KiAbKa
MiCSI1iB, TO MOXKe ITAOXO OyTH i 3HAMHU.

28 TToBu1Ly agpecy.
29 Another possible reading: “27m arororo” and “1932”.
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TyT B AMepulli To 31a€ch 110 Oy/ie HEMAaAO Pi3Hi MiXK pobiTHUKaMU i
BAACTUTEASIMH MalfHiB cei BECHH TOX 300a4yeM, Kobu 6imHi matiHepi mobimuan
CBOTO Bopora To 0yao0 MJOCHTH 34aA0 i IIpo Hac. 91 BxKe He IIpalffolo depe3 KiabKa
THUKHIB 1 6araTo 11ycTok3? po3xoauTh cd ase Bcio baiika KOOU MeHi KiHKa
roayzxasa 60 ce B MeHe mepille Big ychoro. HaM JOCHUTE 3A€ ITOBEAOCH YE€PE3 CUX
KiAbKa TUXKHIB S CIIOAiBaBCH IO XOTh III€ KiAbKa AECATOK 3PO0AIO ace 3rOTOBUX
PO3XOOUTH CH.

3

[ITo mo moMeIIkaHs TO He rmoTpebyeTe cTapaTUCh 00s aKypaT He3HAK YU
MU 000€ pa3oM IIOiIeMO g HAITHIILY IIepea MOEM BHAI3A0M, a XOTh OMCMO
0o0HUIBOE BHEXAAW PA30M TO MOXKHA ITepedyTH napy AHIB i B TOTEAU Ce Hill
CTpaIHOTro. 3a Mec-IIOPTOM d TyT OYB MHUHYBIIOTO POKY Ha KaHAAUNUCKIM
aMidrpuirig odici a BiAIOBiAL SKy 4 OTPpUMAaB TO 3acAaB a0 Bac B Tilt BignmoBigu
OyAO III0 HEMOZKAWBO MeHi BeryIl no Kananuy, cro BiAIoBigb s gicTas 3
eMirpeHinuH odicy siky oHH aictaau 3 OraBu. 9 yekaB Ha BiAIIOBiAb 6 THKHIB
II0TIM IOBiOMHAU MeHe 3 0picy 1110 HEMOXKAUBO MEHI ixaTH, BiATaK Ty KOIIilO
3acaaB 1o Bac.

[4

(lokiHueHH)
3o6auewm 1110 3 cero 6yne 1o Bu 6yau B [ikcoHa.
B pa3i ecau m0o3BOAiHS He IpUiile MEeHi TO MYILIy OCTATHUCh TYT i TASITH
1o HeOyab TyT 60 Tak SK Iorepes ixaB OiAbIlIe HEXOUY. aAe sI CIIOAIIOCH IO
IIECIIOPT AOocTaHechb. Kabu aunt HaMm Oi3Hec Hall He ITpoBaAuBcd, 60 B pasi 11100
3A€ IIOBEAOCH TO 3 MOi CTOPOHHU AyzKe I1A0X0o0 6yao Bam mHakIIe TaM Ha MiCIH
Hi3K MeHi ixaTu 3Bigcu no Bac, Mu TyT oO0MIBOE IIpamioeM i HEHT A0 LIeHTa i Bce
€ TIapy AOASIPIB a TaM Iepelin Ha MEeHH CaMOTO i 3HOB BEAUKHH KOIUT g0 IOHIC.
aae g He MuCAIO 11106 Bu xoTiau MmeHe B 6ixy 3aBecTr 60 HIiYOTO 3A0TO MiXK HAMHU
HiKOAHW HeOyAO, TO K €cAU Hpuiige (mec3!) Tak g roToB BHUixaTHu A0 Bac (uyere.)
Tak mo mobadeHs HeBIOB3i rapasn. Muxaiiaok.

2f

Blairmore, ALTA. 30 rpyaug, 1957
[to Peter Krawchuk,32 Thomas Gushul’s letterhead]

30 This term refers to the six-crown Austrian currency, here — money, small
coins.

31 Passport.

32 Tlerpo KpaBuyk (Peter Krawchuk) was a Ukrainian Canadian journalist and
writer, editor in chief of Yxpaircorkuii pobimHuuuii g8icHuk, correspondent of
Yrpaincoeke xumms, member of the Communist Party of Canada.
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Hopori Jpya3i!

3uaroau S50 pivug YKpaiHCBbKOI ITporpecuBHOI rpecu B Kanazi, g 1 mos
apyxuHa xkeprByeMo $10 Ha oBiseiHil douna «YKpaiHcbkoro KurTsn33, gk
TakoXk 3aay4acmo $4.50 Ha BiAHOBAEHHS MEPENIIAATH.

50 poKiB MHUHYAO B Mics1llo AUCTOIIAl, K IToYasa BUXOAUTH Ilepiia
YKpaiHchKa IIpoaeTapchka rasera «depBoHuii [1pamop» 34.

91 1 Mog apyKHHa Oy>Ke pamieMO i I0YyBaeEMOCH F'OPAXYMH, IIO0 e
JOBEAOCH HaM JIOXKHUTH OO0 IIbOTO Yacy, i OyTH CBiZKaMU IIFOTO iCTOPHYHOTO
30A0TOr0 I0BiA€I0 YKpaiHCBhKOiI HapoaHoi npecu B Kanami.

[Ipuraayo cobi sk B 1907 pomi rmpu KiHili 2KoBTHS 3aKiHYHAACh poboTa
Ha 3aAi3Hi¥ gopo3si B 3axinHiit Kanazai, Tak g npuixaB go Binninery. Tyt
4 3aMelIKaB KiAbKa TUXKIHIB 3 TAPHHUMU 1 IOCTYIIOBUMU AIOBMU, SIKi
Ha3uBaAuCh KoaicHUKU.

B Aucronai modasa BUXOAUTH mHepiua YKpainceka IIpoaeTapceka I'azera
ig Ha3Bolo — «HepBoHuit [Ipamnop». Ham Boasock KynmuTH ABi YUCAL IIHOTO
repioro BUAaHHs. [azera Gyaa ay»Ke IIKABOIO, SKY f I10 IIEPEYUTAHHIO 3aX0BaB
o kydepka i 3abpas ii 3 coboro Ha papmu, a I MiCIIeBOCTb OyAa IPIMO
yKpaiHCchKa KOABOHif, OKOAO 96 IPOIIEHT YKPaiHCHKOTO HAaCEA€HHd 1 Malixke BCi
BOHU OyAnu

2

He rpamoTHi. [lomrra i 3aai3HHYa cTaHII4 1€l MICIIEBOCTI MaAu Ha3BY
[ITeBueHKO, ase IO KiABKOX pokax 3miHUAU 3 llleBueHKa Ha Baiiry (Vita).

B KopoTKiM Haci, Koau s BxKe O0yB 003HAKOMAEHHUH 3 IIUMH AIObMH, TOII S
iMm mouaB yuraTtu «YepBoHuit [Ipamnopr, Bci Oyan ayzKe 3aX0NA€HI MOIM YUTAHHAM
i IIpocHAM, IO0M IIe micTaTH 1€l razeTu i yuTaTH iM. 9 HamucaB a0 ITi€l
penaxiiii i BUcaaB iM oHOTO moAapa, 3a I0 OTPHUMaB KiAbKa YHCEA OIHO 3a
npyrum. OTKe Iicasa 11boro, «depBoHuit [Ipanop» nepecraB BUXOOUTH 3 Opaky
dooHmiB.

Tyt g nepeOyB 3UMOBi MicsIli axx o 12 TpaBHs, are He IpoMapHyBaB
CBi#l yac mapeMHo. PapMepu CKAMKaAU 300pH i Ha IiM 3i0paHHi YXBaAHAH i
IIOCTAaHOBHAHU, 111006 MeHe HaHSTHU A HaydeHHS iXHIiM aiTed 1o YKpaiHChKU
YUTATH 1 IHUCATHU K TaKOXK 3BHYaWHUX pPaxyHKIB.

[Tpu 1i#i HaroAi BUCAOBAIOEMO Hallly BUCOKY IIOLIAHY i MOASKY
xKypHaaicToBH I1. KpaBuykoBu, 9KHH TakK SCKpaBO OIIHUCAB IIiAy iCTOpiIO, SKa

33 Yrpainceke xumms (Ukrainian Life) was a pro-Soviet Ukrainian weekly
published in Toronto in 1941-65.

34 YepeoHuil npanop (Ukrainian Flag) was a social-democratic Ukrainian
newspaper published in 1907-08 in Winnipeg.
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IPyKOBaAach Ha CTOpPiHKax «YKpaiHchKoro 2KutTs» i «Ykpaincbkoro CaoBan» 35 -
nounHaio4du Bifg «YepBoHoro [Ipanopar 1907 poky.

[Ipu 3aKiH4YEeHHIO HAIIIUM Oa’kKaHHSM €CTh 3asBHUTH, HAIIIUM YCIiM APY3IM —
OyniBHHYUM YKpaiHcbKoi mporpecuBHoi [IpecH, 1110 MU 9K 10 TEIEp, i TaK Bifg
TeIep, IPUPIKAEMO OAABIIIE

3
HE€ IIOXUTHO TPUMATHUCH TOTO caMoro maaxy. Mu myxom 3 Bamul!
Xali po3BHUBaE€ThCd YKpaiHChKa HapogHa Ipecal
Xai JKUBe MHUP Y CBiTi i apy>k0a Mixk Hapogammu!
Xal 3ruHe i 3aKaMeHie IIPOKASITa aMepUKaHChKa X0AOAHA BittHa!

OCTaemMoCh 3 APYKHUM ITPHUBITOM.
Tumoditi i €aena Iymrya

Section 3. Two Letters from Thomas Gushul to His Wife

Lena

The success of the Gushul Studio depended on a number of factors: the quality
and affordability of photographs, the purchasing power of the population living
nearby, but also on Thomas’s ability to build networks of patrons. And it seems
that Thomas Gushul was really good at that. Being an immigrant himself, he
was able to connect easily to immigrant communities, and his knowledge of
Ukrainian gave him access to a number of Slavic diasporas: not only to
Ukrainians, but also to Poles, Czechs, and Slovaks. With Russian-speaking
Doukhobors, who lived in communities shielded from the outside world,
communication in a familiar language was only part of the task; it was much
more important to build trust and mutual respect. Thomas did an excellent job
to become a trusted photographer and an accepted outsider for Doukhobors
living in southern Alberta and the western part of British Columbia.

One of the biggest commissions in Thomas Gushul’s career resulted from
the events that took place in the fall of 1924. On 29 October 1924, Peter
(Lordly) Verigin, the leader of the Doukhobor community was killed in a train
explosion. Already on the same day, The Calgary Daily Herald reported: “Gas
Tank Explosion Kills Six on Passenger Train; Doukhobor Chief a Victim.” On 2
November, Thomas was already in Brilliant, British Columbia photographing
Peter Verigin’s funerals. Although train schedules were very convenient for

35 Yrpainceke cnogo (Ukrainian Word) was a Ukrainian pro-Soviet weekly
published in Winnipeg in 1943-65. In 1965 it merged with Ykpainceke xumms
and became Xumms i cnoeo (Life and Word).
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travelling from Coleman to Brilliant, it was still a long way: Thomas probably
boarded the train on 1 November at 9:15 a.m. and arrived in Brilliant at 8:30
p-m, the same day crossing a time zone and ready to photograph the next
morning. It was not enough, however, to take photographs. Thomas still had to
find a buyer for them. In 1924-25 the Gushuls were in a very difficult financial
situation, paying bank credit and literally counting every cent. So, was this trip
a good business decision?
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Fig. 11. Gushul Studio, Crowd by Christian Community of Universal
Brotherhood, Brilliant, British Columbia, 1924,
Crowsnest Museum, CM-GUSH-BC-11-07.

Things started to unfold only next summer. Evan Gushul, son of Thomas
and Lena, remembered: “At one point in 1923 [sic|, when Peter Varagin [sic]
was killed in that bomb explosion in Vermillion BC, my father would see to get
the contract, actually he was commissioned by them to do this work for them,
to make up these memorial pictures....They were done up nice and he had, oh
god knows how many different arrangements of these pictures, you know.
Different combinations....They put out a call for different photographers to
submit their samples of work of this memorial. There were four other people
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TRYA HMNERAS . T0/L AND PEACEFUL
KH3HE /A /?FE |

Cspymiour AT BNyt
OTTAWA JUNERTRN LY ™S
1925 BY Thes.

Fig. 12. Gushul Studio, Composite with Doukhobor Leaders, 1925,
Crowsnest Museum, unprocessed. Peter Vasilevich (the Lordly) Verigin is
placed on the left; above is placed his predecessor
Lukeria Vasilievna Kalmykova; on the right — his son and successor Peter
Petrovich (Chistyakov) Verigin. In the middle, another photograph of Peter the
Lordly Verigin is placed as a part of an emblem with ears of wheat, fruits and
vegetables, representing the Doukhobors’ prosperity.

from Vancouver, I think, that submitted stuff, and he submitted his stuff the
way he thought it should be, and - they specified what they wanted in their
memorial pictures and they liked his idea the best. But then he [sic| says ‘most
importantly, you can speak the language.” Which he did....”3% In the summer of
1925, Thomas undertook another trip to British Columbia. There he walked
from one Doukhobor village to another, showing sample photographs and
collecting orders and money, while Lena was working back home to fill the

36 Evan Gushul, interview by Tom Kirkum, 22 July 1981, Glenbow archives,
rct-356.
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TPYA N MUPHAS
HHNIHE.

TOI AND PeAcEFuL
2 LIFE

'o yk:Gm'
;’{g“gymumw«k Cavaman, ALT A

Fig. 13. Gushul Studio, Composite with Doukhobor Leaders, 1925,
Crowsnest Museum, unprocessed. In the centre, Peter Petrovich (Chistyakov)
Verigin is placed. Above him his predecessors are placed: on the left
Lukeria Vasilievna Kalmykova and on the right Peter Vasilevich (the Lordly)
Verigin. Under Peter (the Lordly) Verigin is his mother A. Verigina, the
photograph placed under Lukeria Kalmykova is not identified and requires
additional research.

orders. From this period, a series of letters written by Thomas to Lena and

dating from June to September are preserved in the Crowsnest Museum. Two
letters from this group are included in this publication.

3a
[envelope]

Return to:
Thos. Gushul
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Brilliant, B.C.

Mrs. Thos. Gushul,
Blairmore,

Alta.

[letter]

Brilliant B.C.

AyroBe37 8re [aunHd| cepena

1925

Jopora Mmuaa coaonka i macamusal
TiAbKO KiABKa BeCEAUX AIHIHMOK mo Tebe.

Fig. 14. Gushul Studio, Monument to Peter (the Lordly) Verigin, Brilliant, British
Columbia, 1925, Crowsnest Museum, CM-GUSH-BC-11-24.

37 Lugovoe (Pass Creek, BC).
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Fig. 15. Gushul Studio, Young Doukhobor Lady Reading Letters, Brilliant,
British Columbia, c. 1924,
Crowsnest Museum, 00011 GUSH-NEG. The young lady in the photograph is
Anastasia Holuboff, Peter (the Lordly) Verigin’s female companion.
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Mo I'pern ®opkc g moiny 3 roroBuMu doTtorpadismu Tpeba 3pobutH ix Tak: 150
.3 Ne 39, a 150 D. 3 Ne 40 (see Fig. 12-13). 4 aymaro o 300 mITyK To 111€ i 3a
Mano 6yne aasa Ipern @opke ase sk 3abpakHe To g 3a6epy 3aKasu. 51 Hayas
BUepa XOOUTHU 10 ceaax i Bxke 3ibpaB moBepx COTKH 3aKasiB. Bci 6epyThs ogHy
OBl 1 € BUrASG/ 110 SKUX IISTHAWIETE COT 3aKa3iB 30epeTh cd. €canb s Bxke MaB
akux S5 cot (250 3 39 a 250 3 40) Tob6u Mir ce¥t yac orrpoaaTH o

2

JaAeKUX TAYXUX 3aKyTHHaxX. Bci mgomaraioTs cs cett gac pororpadcpiii. Tpeda sk
HaMCcKopIlle iX IpiHTyBaTH a TO «<MOAOAUM» OT OT Mae€ IpuixaTus? i Bcro
npornane. Pobu g9k neHb Tak Hid, IpiHTYyH a npinTtyi. [Jo Kaabrap gk s Tobi
nucaB 110 4 1micaaB 110 200 doanepc D aBa rpocu3® nanepy. OTxke Temnep 4 I11e
rocuaaro 1o 200 ¢oanepc D i mo KiabKaHAHUIATE S, a 110 Hamip He Iocuaar 00
Mae€l TaM 4 IpocHu a 9K Oyie BIafaTH TO 3aMOBAAH IPAMO TeAerpadiyHo. J 6u
xoTiB Bxke 3 500 doTorpadiit MmaTu a To 1I10CH

3

MOXKe TIePEHIKOAUTH Halli poboti. [Jag AMmutpat? 3amoBastii cama doazepc i
namnip. Ce 1110 g 3aM0BAsiIO TO €cThb nad B.C. 3 nmamaTHuKa Takoxk Tpeba 3poduTtu
3 HaMAinmux nosuiii 3 100 a To g 6u Bxke npoaasas (see Fig. 14). lo I'penn
Popk gk Oyay ixatu To Tpeba 3 coboro B3aTu akux 100. 9 mocuaaro mo 100 5x7
MaBHTIB 10 Kaarap masa namarHuka. 51 maio ternep Koao cebe $5455 i zaBTpa
iAo To6i $50 moagapis abeck masa Ha C.0O.D. 91 Temep €CThb 7 MUAB Bif
BpiaigaT Ha AyroBum (Pass Creek). Tyt Tak gk B pato. Hy g TiAbKO moCcyBaioCh 3
ceaa B ceao. [Tormpairrod mmpo Tak sk g ToOi ITHIIY i 3a mapy THK/IHIB

4

OyneMo m1acAmuBi i BiABHI Biff yciX OBTiB i 3a3KMEMO BECEAUM IIIACAUBHUM ZKUTEM.
Burasaau Ha Hamle niactd ayze noopi. Tiabko Tpeba ImocminiaTi IIoKH e «TOM»
He nTpuixaB. Ha maMaTHUK BUIpoOy# mamnepi i 3aMoB 110 I'pocoBU. TiABKO s He
3HAaIO K 3PO0UTH 110 NaMATHHUK HeE 3apericTpoBaHUM i HeMa yacy 4eKaTH.
Tpeba 6yne Ha KoxAitt pororpadii nucaru yopausaom COPYRIG[H|T APPLIED

38 “The young one” is Peter Petrovich (Chistiakov) Verigin, Peter Vasilevich
(Lordly) Verigin’s son, who arrived in Canada from the USSR in 1927 to become
the Doukhobors’ new leader.

39 A gross, a group of 144 items, a dozen dozen.

40 Dmytro Macko was Thomas’s maternal cousin, he lived in Canada at least
from 1917 and died in 1937 or 1938.
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FOR 1925. 3 Ne 41 ue nipinTy# 0e3 oprnepy. Hacracii*! (see Fig. 15) Tyt Hema,
oHa aech [B| aapbepti. Tam HiKOMY He XBaau cd K HaM Hae. Kaxku 1o 1ie He

3HaenI. TBil 3aayraeHUN*2
T. T.

5

Babi menHu y AiBe yxo 110 Hallle IIAaCTs yCbMixaech. K ToOi TOTpiOdHO
ixatu ne koau 1o KoaMmeH To inb Tekcoro i He TpaTh yacy. [das No 39 moxkern
3y2KUTH Tii MaBHTI S, 1110 MAEMO BiJ JaBHA, Ha YopTa iX JaAbllle TPUMATHU.
YBazkait TaM TpuMal 1o6puil paxyHOK.

AMuTpiB paXyHOK TpHUMal OKPEeMO a Mill TaKOXK OKpeMo. 3a 6uamamMu i pecitamu
3a C.0.D. i ekcrpec Tpeba moMaraTu cs KOXIUM pa3 Bif express areHra.
YepemHi 1 OTipKH BXKE TYT €CTh TIABKO capaka g HE Malo 4acy 3 HUMHU 3aXO0qUTH
cqa. Kynu Tam gitam 1 6ackeT i CKazK¥ IO s IIPHUCAAB.

[6]

JIOBKHUKIB IIOIIPOCH Hal 3a4e€KaloTh IIIe Napy TUXKIHIB a TO IM 3alAaTUTh CS
BCHO 3 T'OPH.

Mog cTana agpeca:
Thos. Gushul
BRILLIANT, B.C.

Baii-6ait

XXXXXXXXX43
Babi na nmuBo** garo $120 excrpa

3b
[envelope]
Mrs. Thos. Gushul,

Blairmore,
Alta.

41 Anastasia Holuboff (1885-1965), Peter (Lordly) Verigin’s female companion.
Anastasia was hoping to replace Peter Verigin as the Doukhobor leader. After
Verigin’s son was chosen as his successor, she bought land in Alberta and
moved there with her supporters in 1926. John W. Friesen, “Pacificism and
Anastasia's Doukhobor Village,” Alberta History 41, no.1 (Winter 1993): 14-19.
42 ToHOPOBUH.

43 “Chain of kisses,” a common epistolary convention of the time.

44 Probably from Polish napiwek — tips.
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Fig. 16. Gushul Studio, Thomas and Lena with Family, Alberta, c. 1920,
Crowsnest Museum, 6562 Gush. Glass neg.

[letter]

Cepena paHo Brilliant,
B.C.

Sept. 29th 1925,

Jopora kiHOYKO!

TBoe mHUCBMO OTPHUMAaB BYepa yBedep Ha KOTpe TOOI BiAIIHUCYIO IO I 3MOPOBUH i
Beceamnii. [locuaaro T00i B ciM MUCHMI ITOYTOBHE ITepekas Ha cyMy S50 MOASIpiB IO
pobuTL pazoM oaHa THcAYA moAsapiB ($100099). HuHi g CEBITKYIO 0 OAY/IHS
3POOHAOCH 3HAYUTH IIOHUHINIHUN OeHb g 3i0pas TyT $1000°° moasapis. Kiabko 111e
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a TO yTpaTHUB TPHUHA KOTpUH HINloB paHo no Tarym.45 Tak gk g gymMaB TO i Tak
BIACTBH CsI 3i0paTu He MOXKY 3HATH 00 6oraTo XO4y a MaAo KOPHUCTHU Ta BCE-XK S
TakKi He Aapyro. TyT HUHI XOAOIHO 1 JOITUK MHUPYHUTH a I10 Topax CHIXKOK

[2]

3aCTyqUTHUCE. TyT Telep TaKoX BKe II0Ka3ye Ha OCiHb. TepeHTUKOBU MOXKEII
3pobuTH mocT-KapTH. Moro opaep Ham 3amaatus cd. Hy g He 3Haio0 gK
JmuTtpoBH mifiae, a To BxXKe 3UMa. A Tellep IIPOIILy MOS Jopora i BipHa XKiHOYKO O
ONHY pid: (TiabKHU He cMilt cg). Kynu cobi Tam datiHuil neTi-KoBT 00 g 3HAIO 110
TH IIIe HOCHUII TOH rpybuii i gyske He (paliHUI a TO 4 K IIPHiLy TO g Tede Xody
OaunTH y paiiHIM 1eTi-KoBTi. 9 gymaro 1o TH 3apobraa Ha IIed KaBaAoK. Tu
3HAaEMI 1110 9K CITiTHE TiA0 rapHEeHBKO IPUKPUTHU TO i [aBpuao Oyae dinmypuTu cs
4K CKarKE€HUMH.

[3]

[In the upper right corner written upside down/
Babi nienHu y yxo LI10 B¥XKe AiHAIIOB 10 TUCTYI.

IBanoBu i Hanii*® Bignucyo Takoxk HUHI. IBaHIB AUCT ayzKe MeHI MHUAUH i
3BopyuIaroyuii. Bin gyzke mobpe muiire a To KOPOTKO i 3po3ymino. Hapaia Takoxk
Gepech He 3A€ a IEePILOTo AUCTA Bif Hei g He Mir po3ibpaTu a ceit Apyruil To BxKe
OyB 6oraTo Airirie Ha THUCAHUH S MIiT IIPOYUTATH 1 po3yMiB 4oro oHa xode. A IBan
4K IIHIIIe Ta BCe TaTo 3Hae€ TaTo 3Hae. Hy ce Hidoro 110 BiH Tak Ipu3BHUYaiB cs
aAse MUKTOBaHsS Horo ayxe sgcHe i KopoTke. Hamm IBack xapomuit MoroguuHa.
Tiny ca HuUM

[4

3 1iaoro ayurero. llIkona 1o g e He orpuMaB Noe 36 (see Fig. 17). 3akum
Ipuiie TyT TO 9 B¥XKe Oyay Ha 3aKiH4YeHio cBoro giaa. TyT OyayTh MIOMHHKHU Ha
29re Octobra Ha APyrui Micdllp TO AyMaro 1110 MOXKHa Oyze 1e 6oratTo ImpogaTH
dororpadiii. [Tobauyum mi3HiHIIE IK MaeCh 3pOOUTH.

TBi#h mupo-BipHUH MyK-Tumoditi.
Bcgakoro cynieHoro ppyty Maio okoao 160 ¢yHTIB i mpuBe3y MozKe I11e YUCTOTO

Meny i BapeHis. @pyT g aicraB 3a oTorpacgonaHe i pororpadii 3 maMaTHHUKA.
Miuas.

45 Taghum, BC.
46 Two older children of the Gushuls; Nadia was born in 1915, Evan in 1916.
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[envelope, back]

Yu T BHCAasa MEHI OBEPKOBT? €CAHM Hi TO IIPHUCHAAMN CKOPO.

Fig. 17. Gushul Studio, Peter (the Lordly) Verigin and Anastasia Holuboff,
Crowsnest Museum, unprocessed.

Section 4. Two Letters to the Gushuls from the Old
Country

Letters included in this section represent Thomas and Lena Gushul’s
connections to the Old Country. The first one illustrates the role photography
played in maintaining connections between the Old Country and Canada. Back
in the Old Country, receiving any letter, but especially a letter with
photographs included, was certainly an important event for the whole
neighborhood. This letter also gives a rare example of a verbal description of
photographic images. The second letter shows Thomas’s interests in the “big
politics” that he shared with Lena’s brother Wasyl. It also demonstrates how
wide and deep Wasyl’s worldview was, and how clear it was for him (and
probably for many of his fellow villagers) that very challenging times were
coming.

Thomas and Lena corresponded with relatives in Rozhniv from both sides
of the family. In their letters, they usually included a few dollars as well as
family photographs. The following list gives a general overview of relatives from
Rozhniv with whom the Gushuls maintained more or less regular connections.
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There are only two letters from Anna and Makij Huculak found in the
Crowsnest Museum collection, both written in 1924. Anna was Lena’s cousin
on her mother’s side (in one of the letters Lena’s mother is mentioned as “our
aunt”). Anna’s letter is one of a few in the Gushuls’ collection written by a
woman, and probably the most traditional one. It is composed in a “peasant” or
“bowing letter” manner.4” On 7 May 1924, Anna wrote: “Christ is Risen! My
dear sister and you, dear brother-in-law. I am bowing to you, my sister and
you, dear brother-in-law and letting you know that we are healthy, but we are
wishing even better health to you, my dear sister and you, dear brother-in-law.
We received your letter on the 3¢ of May which brought your charity to us, so
we are sincerely thanking you, dear sister and you, dear brother-in-law, and I
am kissing your feet and hands, dear sister and yours, dear brother-in-law for
your good hearts, for you are so kind to us.”

Fedor Macko was Thomas’s cousin on his mother’s side. Some of Fedor’s
letters are also signed by his wife Vasuta. There are at least eleven letters from
this family to the Gushuls, written between 1924 and 1962, in the Crowsnest
Museum collection. Fedor focuses his letters mostly on everyday life in
Rozhniv. In 1928, he wrote, for instance: “They started building a reading room
here in Rozhniv, at the People’s House. And Khaniuk organized the ‘Radio.” We
can now hear beautiful songs, musical concerts, speeches from Warsaw,
Poznan, Berlin — we hear everything. The Poles here invented such a thing that
if you want to sell a chicken you need a passport....But someone reported it to
the Parliament, and an ambassador came, and called a general meeting, and
he explained to the people what was allowed and what was not allowed; and as
far as the chickens’ passports are concerned, he was scolding the village elder
so much as if he were a simple man” (Fedor Macko, 7 October 1928).

Tymofiy Mychniuk was also Thomas’s cousin on his mother’s side (he
called Thomas’s mother “our dear aunt”). There are only two letters from this
family found in the Crowsnest Museum collection, written in 1924 and 1928,
both of them are also signed by Tymofiy’s wife Paraska. When Thomas’s mother
immigrated to Canada, she appointed Tymofiy as the custodian of the family
land left behind. From one of Tymofiy’s letters we know that Thomas was
producing some special photographs for relatives from Rozhniv using images
he received from them, probably creating composites uniting family members
in one image*® or maybe creating colored photographs. Tymofiy Mychniuk
wrote in 1928: “I am sending you a photograph of uncle Hrytsko Macko and
aunty, his wife. Their health is poor, and they are sending you their regards

47 William Isaac Thomas and Florjan Znaniecki, The Polish Peasant in Europe
and America (New York: Dover Publications Inc., 1958), vol. 1:304; Jelena
Pogosjan, “Post Office and Letter Writing in Ukrainian Canadian Community,”
Love Letters from the Past: Courtship, Companionship, and Family in the
Ukrainian Canadian Community (Edmonton: Kule Folklore Centre, 2019), 13-
17.

48 Pogosjan, “Post Office and Letter Writing,” 17-19.
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and they would like you to respond to their request that I am writing about
here....Uncle and his wife would like you, brother, to redo this photograph your
way and send it back here” (Tymofiy Mychniuk, 28 June 1928). One of his
letters is included in this publication (4a).

Lena’s brother Wasyl Sawieck was the most consistent correspondent of
the Gushuls, one of his early letters was written in 1923 when he was twenty-
one years old. In this letter, he asked for Thomas’s advice as he was deciding
between immigrating to Canada or getting married. Over the years he grew
closer to Thomas, sharing his interests and views. There are at least twenty-five
letters in the Crowsnest Museum collection written by Wasyl between 1923 and
1939. One of his later letters is included in this publication (4b).

4a
[envelope]

Thos Gushul
Coleman Alta
P.O. Box 209
Canada

[envelope back]

Tymofiy Mychniuk
Roznow

Powiat Sniatyn
[Wsch|odnia Galicija
Polonia

21.1I. 1924

[oporuti 6pare i Bcs poguHO
JloHOCHUMO BaM BiZJOMOCHII 3K€ MU BiJl BAC AUCT OTPHUMaAH 3a KOTPUH Bam
ITUPEHBKO AAKYEMO IIIOM CH OOBiJaAU OBAIlliM MHUAIM 3M0POBAIO Ta IIOBOIXKEHIO.
Mu oxepskaau BAUCKiI? Bizg Bac S naTh 06paskiB doTorpadiit Bammx aited i
3ace BaM IIUPEHKO OAIKYEMO 00 ce HaM IiKaBe 0a4uTH i pago MU Ha ce
IIPUTASIAEMO CH 1 TO HE AWIIIE MU CaMi aAe €Ille i CyCiiu 10 Hac IPUXOoMdi Iobu
OTASIHYTHU Ci 06pa3Ku Ta MOYyTH AENI0 3 IIIKaBOTO 3 BalIUX AUCKIB 3 JAA€KHUX
3aMOPCKHUX KpaiH.

[oporuii 6pate muiry Tobi mpaBmay IO K ITPUHIIOB MEHi ITOYTOBUH
pEeciIIic 3a AUCTOM Ha II0YTy TO B3K€ BCi MOi CyCiiu 3HaAHU a 9K €M IIilIOB I10 AHUCT
TO B2XK€ rpoMajKa [iBYaT i XAOIILl Ta 1 CTapUX YiKaAHW MOTO [IOBOPOTY 3 IIOYTH,
HO SIK § IIPUHUIIOB TO BCi I[IKaBO IIPHU3HPAaAU Ha Ci 00pa3Ky Ta MOIMUTYBaAU MEHE

49 B aucri.
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XTO Ha KOXIiH KapTIili € 3¢poTorpacdoBaHuil a s iM BCbO BUTAyMadyBaB, axK BCiX
[[iKaBHAa HaAHUAyIIe csa KapTKa 1110 OyAO 3HATO Ha Hill ABOX BaUIUX AiTeH IO
HeCcyTh UHAUKA [H|a ApydKy (see Fig. 18).

[2]

a apyra cd KapTKa I0 ecTb HaHilt MaaeHbKa [loaarHa 3dororpadgoBaHa ce
IIpeKpacHe AUTsd BCciM OyAo IIpueMHe Ha CiM 00pa3Ky 31 CBOEEB IIOCTABOIO IIEpPe/
dororpadoBaHEM K TO OHO THUXEHKO CHAMUT CO0i i 0OUYKaMU MHUAO CBITHT MOB
3ipOHBKM Ha Hebi i pOTHK OTBOPHAO Cce BCiM OyAO IpHUEMEHE i ITOTiABKA pa3iB
oragnaau cei KapTKH, BCi 3aBUAYIOT BalleMy HoBo/xKeHI0 B Kanani. Temnep
HaIMIIy BaM JEII0 IIPOo Hallle AUXO0AiTd B HauliM Kparo. Mu Bci TyT 340poBH 33a
Bozkoi Boai, a TOBOMzKEHI HAllle IK 3BUKAE HiY0 He MOAINNIYECT BChO OPOIKi€
yuMpa3 riplie 3apibKy HeMa HisKOro XKHIU IpaBi mepeaBOE€HHi 1oBru 3a 10
PHUHBCKUX ABCTPHUCKHUX XOTATH 1AHY KHUAY IIIIEHUII a00 KOKOPY3iB Ha IOABCKI
MapKH Hi 3 KHUM He <Hepo30.> a XO0I] Ha MapKe TO TOTY IiHY III0 KOIITY€E KUAA
cero xaiba Tabu 3Ha4nAo 3a 10 cat 6aHoK 40 MiAiOHUB MapoK ITOABCKUX, TO 3/1a€
Cd 3HOB KHIHU O3MYT CsI 10 XAOIICKOTO ITOAsI 0O €I1le €CTh 6araTo AroaeH 3
JOBraMH II€PEeABOEHHUMH, TEIEP 3HOB yHAC IIOAATKH BEAUKH HAAOXKEHI, YHPa3
ripiura 0iga Ha Arogeh

[3]

criafiae Tak 10 rofi BuzaepskaTu. HoBoro BHacC HiYOro He 4yTH 3UMa OyKe
TSI3KKa CEro PoKy och Bxke 20119THH MapoT, a CHIT'y Ha FOopoaax A€KUT I10
IiBMeTEpP 1 BOAHO CHITy JOAUIIA€ 1 MOpPO3aMU THChHE, MUHYAOT'O MiCHAIlsI AIOTOT'O
Oyaa B Hac 3aTMiHsa Micdlsg. Micsiy 3iHIII0B pa3oM 3 BEYepoM i Hapas [epecTanB
CBITHUTI i 3pobHAOCH TeMHO HeHade Ou He OyAo Micsaida Ha HeDi TOTAH s CTaB
Ipu3epaTu go06pe TO THABKO OyAO BHIHO JOOKOAA MiCHIlS TOHEHBKHUHM OOPYyYIHK
ax 3a 20 MiHYT 3a4aB MiCHIl CBITUTHU aA€ TUABKO KOO IITOI0 YaCTHIO CBOEIO 1
TakK 4Yupa3s I[MOIIHUPIOBAB CBOIO CBITAICHTH i 3a ITIBMOAUHHU BKe IIIAUH CBITUB 9K
Mae OyTH, A€ KOTPi AIOAM KaXKyTh II10 TO III0Ch BEAHKOT'O MaAo OyTH 3 TOTO aAe
BHU caMM He 3HaIOT I110; B Hauri# [Tapadii BMep HecnioaiBaHo 'Hat Caxpo B
HEJIIAI0O paHO BCTaB AyzKUM BOyBcd i Xyno0y Ha aABOpPi OOIHIIIOB i TaK B BIiHIIIOB
[0 XaTH 1 AT Ha TIOCTiAb i BMep B TOH 4ac, Haraa cMepT BCiM aAuBHa. Terep
noporuti 6pare Oyay IPOCUTH Bac BCiX 1110 61 B ME€Hi JOKAAQIHO HAITUCAAU YU
Mir

[4

6u g Ternep micratucda B Kanany g Maro gyske BEAUKY OXOTY PO3IIPOIIATHCS 3
CHMM CTOPOHAMH i IIyCTUTHUCS AECh IIIYKATH AIMIIOL oAl cobi 60 TyT yuMpas
CYMHIIi BifOKN®°0 Ta TipIli Yacu criagaroT Ha poOOoIIHi AIO OTOXK JIASL TOTO

50 Bimok — from Polish widok, here — prospect.
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MaBOHUM OXOTY 3BiZICH BUAEPTUCH KOOHU Mir Ta 3HaB. KoOu m10Ch Tpoxa Airmiire
cobi 3m00yB. [IpaBaa 1110 rofi Tenep 3BiaACH BUAEPTUCH 00 Ce MHBIIHHA Yac, 9K
KOAHUCH OYyAO TIepes BilfHOIO, HO a MO3Ke OMCH BIAAO i Terep TOOMM XTiB
3arrpobyBaTu. OT i KiH4y cBoe€ mmucaHns Ta [TozmopoBasito CepaedHo Bac BCix
pa3oM He3AldeHUMU pa3aMu i 3apa3oM 3udy BaM BciMm Ilacta 1 3gopoBagd i
J00pPOTO IMOBOIXKEHS MHOTO AiT ITPOXKHUTH.

Baia HaBce He3a0yTHa poauHA

Tumodiit i zxeHa mos Ilapacka

[Tpocumo BiamucaTH K Ballla BOAS

Fig. 18. Gushul Studio, Two Children, Evan and Nadia Gushul, with Christmas

Goose on a Pole, Crowsnest Pass, Alberta, ca. 1925, Glenbow Archives, NC-54-

3744. The photograph that was mailed to the Mychnuks was probably from the
same series but with greetings written in Ukrainian.
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4b

[envelope]

Mr. Thomas Gushul
P.O. Box 54
Blairmore — Alberta
Canada

[envelope back]

Wasyl Sawiek
Roznow k. Zablotowa
Poland

[letter]

Poxkuis, maa 20.1.1939
Joporuii 34Tk ¥ CECTPHUYKO!

Bamioro miHHOro aAucta oTpuMaB BYopa i 3apa3 Bianucyro. Bu HaBITh i
BABUTHU coDOi He MOXKeTe, TK MeHEe BTIIIIMB Balll AUCT. 91 B3Ke BiaBHO OYiKyBaB
HETEPIIEANBO 3BIiCTKH 3 TAA€KOI0 3aMOPCHKOTO cBiTa! [ISKyI0 cCEpAEYHO 3a
KapTUHU 3 BalllUX YAIOOAEHHUX MiCIIeBOCTEH, a II0J0 BAIIIOTO AUCTA, TO BiH Mae
IAST HAac OiABIIIe BAPTOCTH, HiXK IliAa KOIIa HAITUX AbBIBCHKUX Tra3eT 3 0iaAuMu
LHEH3YPHUMHU ITAIMaMHU....Ta Ipo 110 «BUCOKY IOAITUKY» 3apa3 IIOTOBOPUMO
OKpEeMo, a TyT Halnepile IoBimoMasaio Bac, 1110 Mu nepedyau cBaTa MUPHO,
BECEAO, are

2

OyA00 111e Beceainre, 9KkO6u Tak 3 HaMu O0yau Bu, gopori, pigHi mpusareai. Toxi mu
MaAub Haroay BHUIOBICTH BCi Hamli Mpii, 6azkaHHS, TepPIIiHHS, Hail, — BCi AyMH,
1110 IIIAMMHU poKaMu 30upaancs B cepili. Toxi Bu, moporuii 3a110, ITOICHUANO HaM
HEOJHyY 3araaKy, HaJ 9KOI0 MU TyT 3aJapMO AOMHMO roaoBy. Bo B Hac Tenep, 9K
ckaszasB llleBueHko, «Hi AypeHb, Hi MyZApHUH HI4Oro He 3Hae€....» 3are 3 Bamu inmia
CcIIpaBa: B Bac HIMPOKUH CBIT i BIABHUH, Tall Balll JOCBiA KUTTS OIABIIINHI Bif
HAaIIIOTO.

HereprnieauBo xay obinsgHuX dpoTorpadiit 3 MarikoBoro HoxXopoHy i Bike
Hamnepen AgKyo. [JuBHO MeHi, 1110 Bu 3ragyere po Te, 41 g oOTpUMaB Ballli
KapTUHU,
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3

MeEHi 34a€eThCs, 1110 9 Bac moBimoMaaB mIpo ixX omepskaHHs. Takox rmpo Marka, 4,
3Ma€ThCs, MUcaB Bawm, 1110 g muTaBcd B HETO, YU BiH nmucaB a0 Bac? — i BiH
oIIpaBayBaBCs, 110 HE Mir mucaTu a0 Bac yepes3 BidHi KAOIIOTH, CAADICTD ¥
poawmHi i T.A. OgHAaYe ToAi BiH pinrydo moobingB HammcaTu A0 Bac. A moske Bu
TOH AHMCT, y IKOMY II€ d ITHCaB, HE OTPUMAaAH, 00 s BUCAAB HEPEKOMEH/JOBaHUH.

3uMa B Hac aykKe AUBHa. 3pas3y B IpyaHi OyAU I1aseHi MOPO3U 40 S CidH4,
IIOTIM 3a9aA0 TeImAiTH, Tak, 1o PizaBo 7 ciunga Oyao Temae, a Tenep Big 15 ciuasa
IpuHIIAa gKach relou

4

«3UMOBa BECHAa», BITEP Bi€ TEIIAHUH, MOB CE€PEL AiTa, CHIT CTOIIUBCA Maiixke
30BCiM, TakK, II0 HaBiTh HEMA K BUBE3TU T'HOIO Ha BaIll TOPoI, 60 HeEMA TOPOTH.
Aae Taka «3UMOBa BeCHa» MOXKe He OOBTO Oyze, 60 11e HaBiTh HE340POBO. | K
3HOBAa BIIaJl€ CHIT, TOAl BUBE3y THOIO.

BpaToBu JIMUTPOBHU BAaIllOrO AUCTA IIPOUYUTAEMO, a BiH IIOBUHEH
IIOCTapaTHUCh BUKYIIHUTH 0azkKaHy KAIIly ¥ BucaaTH Bam. 3penrtoro, 11e BxKe Horo
crpasa.

Tyt moBigomasro, 110 B Tumodia Ha Hogi#t Pik musa 14 ciuaa nmomepaa 12-
AiTHa JOHEYKa. - A II10/10 aapecH TiTKU BacuamHuU, TO He maMsaTalo,

5

1106 BOHA /10 KOTOCH TYT ITHCAaAa, TOMY ¥ HEMOXKAWBO PO3400yTH ii agpecH. -
Ternep KiaAbKa CAIB IIPO «BHCOKY ITOAITHKY.

[Ilomo «I'iTA€poBOi rapsaYKu», TO MU SIK IPUKAOHHUKU IIIUPOI AeMoKpaTii
He MOXKeMO CUMIIaTHU3yBaTH 3 HOr0 IOAITUYHO-AUKTATOPCHKOI CHCTEMOIO,
AHTHCEMITU3MOM 1 MIAITAPHU3MOM, aA€ TE€XK HE MAaEMO KaAHOI IPUXUABHOCTH 10
THUX «BEAUKHX PHUO», SKUX BiH MaB O O0XOTY HPOKOBTHYTHU... OCOOAMBO, 1010
boapmeBunbOro MeaBeas CraaiHa, ToO MH HaBiTh paai Oyau 6 akbu liTaep 3 HUM
«CTYKHYBCs»... Hati xxepe cobaka cobaky, azk IOKH oba He 3[J0XHYTb. - MU B
MUHYAIH BiliHI MalKe BChO

6

BTPAaTUAH, OTKE B HOBIiH BilfHi MOXKEMO TiABKH 3UCKaTH, KOAH, PO3YMI€EThCH,
HaIll HApo/, Telep Oyze MyAapilliuii, Hi’K KOAUCE... [Ipo TNTaepoBi obingHKH
«@BTOHOMIi» TIABKYU HaAiBHiI AyMarOTh II0BaXXHO, a4 MU BXKe€ 3HAEMO, K HiMeIllbKa
apMis obgupasa yKpaiHCHKiI CEATHCHKI MacH ITifdyac MUHYAOL BiiHH; a 110 He
00/1epAY HIMITI, T€ MTOCTAPAAUCH [I0 PEINTH 3AEPTH OIABIIIOBUIIBKI YE€KICTH, — i 11e
CBIOYUTH, III0 MU HE CMIEMO HaAiIITHUCh IToMOYi aHi Bix [iTaepa, aHi Big CraaiHa
gy iHmroro TponkiBcbKoro yoprta. Aae 0epydu pid 06’€KTUBHO, 3 IIEPCIIEKTHBU
HaHOAHIIIUX MOXKAHUBOCTEH, TO MU HiIK HE BipHUMO B Te€, 1110, HATIPUKAA,
«Kapnarceka
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7

Ykpaina»®! - 11e yucro «IiTaepiBcbKa iHTpuUrar. Bono posymierbcss camo co60ro,
1o ['itaep Ha «KapnaTo-YKpaiHCbKOMY BOTHI» II€4€ CBOIO «(IIEYEHIO», aA€ I103a
THUM 1 HapoJ YKAQa€ CBOIO IpaIlfo, TEPIHiHHS ¥ CABO3HW B OyIOBY pimgHOI
[epxkaBU — 1 npuiie yac, KOAH 4YyKi iHTepecHu He OyAyTh pilllaTy PO HAaIlLy
J[IOAIO.

[y>xe mobpe, 110 B BaIlINX 00CTaBHHAX MOXKHA OCSITHYTHU TaKi BipHi
indopmarii. /K BUXOQUTH 3 BAIIOr0 AUCTA, TO [iTA€p cipaBi 3aBeAUKUN Mae
«alIeTUT», MOXKE AETKO BAABUTHUCH, K 1€ CTaaocd BxKe 3 BiabreapbMow i
lianeHOyprom.

8

Bynemo nyzke Bag4Hi, 9k Bu mie Hanumiere Ha 1io TeMy — i 11e 6yae TyT
HaMWIiHHIIIIUH roAOC 3 HOBOTO cBiTa. B Hac moAiOHUX AyMOK He MO3KHAa
BHCAOBAIOBATH TaK CMIAO!

3npopoBuMoO Bac ycix mupocepedHo Ta OCTaEMO 3 POAVUHHUM IIPUBITOM,
Bacuab Cagexk i 'acgia
Annpiti KpacoBcbkui

51 Carpatho-Ukraine (Kapmarcbka Ykpaina) was an administratively and
politically autonomous region within the Second Czechoslovak Republic. Wasyl
Sawiek’s hopes were not fulfilled. Even though Carpatho-Ukraine was
proclaimed an independent republic on 15 March 1939 after the breakup of the
Second Czechoslovak Republic, within days it was occupied by the Kingdom of
Hungary.
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Fig. 19. Gushul Studio, Gushul Family Portrait with Grandma very early,
c. 1925, Alberta,

Crowsnest Museum, 6076 Gush. Glass neg. The photograph includes Lena and
Thomas, Thomas’s mother Polahna Gushul (1863-1942), and the Gushuls’ four
children: Nadia (1915-1959)? Evan (1916-2014)? Paraska (1921-1998), and
Pollyanna (Palahna) (1923-2012). The photograph of little Palahna that was
mailed to the Mychnuks was probably from the same series.
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Life’s Lessons Taught on the
Streets of Winnipeg:
The Didactic Art of Jacob
Maydanyk

Larisa Sembaliuk Cheladyn

BYVKO WTI® Y BUHHUNETY [VUKO SHTIF IN WINNIPEG)

1: “Vuiko Shtif u Vynnypegu” (Vuiko Shtif in Winnipeg) — Maydanyk (1930a,
21).

Introduction

“When the Ukrainian community in Canada plays a respectable role in today’s
political and social life, it is by and large to the merit of Jacob Maydanyk, who
from almost the very beginning of Ukrainian immigration to Canada, satirized
the gross flaws in the early pioneers, teaching them to ‘become people among

people.” S.M.!

When it comes to didactic art, Jacob Maydanyk could easily be
considered one the of the most prolific twentieth-century moralizers that lived
on the Canadian prairies. His religious paintings graced the interiors of over
thirty churches, and his cartoons and illustrations filled hundreds of pages in

1 In the foreword to Maydanyk’s book, Vuiko Sh. Tabachniuk i 20 inshi novi
korotki opovidannia [Uncle S. Tabachniuk and 20 Other New Short Stories]
(1959), this quote is attributed to a post in “an American paper” by “S.M.”
praising Yakiv [Jacob] Maydanyk, who came to Winnipeg and began to ridicule
Shtif Tabachniuk, play cards, and teach young people how to live in a foreign
land among strangers.
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Canadian almanacs and newspapers; together they shared the teachings of the
gospel along with lessons learned on the streets. Wearing the hats of both
iconographer and cartoonist, Maydanyk created visual narratives that spoke to
settlers of the first waves of Ukrainian immigration and, in an attempt to guide
those people spiritually and socially, he found ways to apply his artistic talents
to produce imagery that “would do something for our people...show them how
they could be better...and how not to act now that they are in Canada”
(Ewanchuk 00:25:50-00:31:12).

In this chapter I acknowledge the breadth of Maydanyk’s creative gifts,
including his repertoire of religious art; however, the major focus is on the
comics he created a century ago. They are unique, and in some respects
ground-breaking, in the canon of Canadian comics.? Set on the streets of
Winnipeg and surrounding towns, the comics were intended for an immigrant
readership living on the prairies. They were meant to share lessons, guide the
misguided, and inject humor into the lives of many who were suffering as they
grieved the loss of community and who were challenged to conform to
unfamiliar customs and new social standards.

Who Was Jacob Maydanyk?

Considering his popularity, background information about Jacob Maydanyk is
sparsely documented. My introduction to Maydanyk was recently published in
the Journal of Graphic Novels and Comics (Cheladyn, 2019a). I drew from
published sources by Dimitrij Farkavec; historians Basil Rotoff, Roman
Yereniuk, and Stella M. Hryniuk; folklorist Robert Klymasz; recorded interviews
with Yaroslaw Lozowchuk and Michael Ewanchuk; and the documentary
Laughter in My Soul by film producer Halya Kuchmij.

Maydanyk was born on 20 October 1891, the third of ten children in a
poor peasant family in the Galician village of Svydova, Chortkiv county, in what
is now known as Western Ukraine. His parents, Matvii and Ksenia Maydanyk,
worked for an Austrian landlord; they expected their son Jacob to follow suit,
but there was virtually no more land available and very little reward for hard
labor. In response to this situation, Jacob made other plans. He was
determined to become an artist. Upon completion of primary school (c. 1905),
Maydanyk attended gymnasium in the city of Kolomyia (Kuchmyi 00:04:27).
Upon completion of gymnasium (c. 1909) Maydanyk was inspired to study at a
textile design academy in Krakow (Lozowchuk 00:03:54-00:03:30). While living
there he also apprenticed under an iconographer; but after one year of training,
he ran out of money. He returned briefly to Svydova before deciding to travel to

2 Maydanyk’s Vuikova Knyha was published in the format of a comic book,
which is defined by Britannica.com as a “bound collection of comic strips,
usually in chronological sequence, typically telling a single story or a series of
different stories.” Dated 1930, it is currently debated whether or not it was the
first comic book in any language to be printed in Canada.
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Canada to get his share of the “quick riches” that could fund his dream to
study art in Paris (Kuchmij 00:05:00-00:05:05; Pawlowsky 55; Rotoff 125-128).

In 1911, as a nineteen-year-old, single man, Maydanyk immigrated to
Canada. Upon arrival in the city of Winnipeg, he had to learn a new language,
find a job, and adapt to a new cultural environment. He first worked for the
Canadian Pacific Railway (CPR) on an “extra gang,”3 laying rails across the
Canadian prairies; he also briefly worked on a farm. However, hard labor was
not something that suited his nature and skills. In 1912 Maydanyk enrolled in
the Ruthenian Training School (RTS) in Brandon, MB. The school’s purpose
was to train and prepare young bilingual Ukrainian teachers to fill positions in
the new schools being built in rural Canadian communities. Maydanyk
graduated in 1914 and then taught for six years in several one-room
schoolhouses in rural Manitoba.4 He also painted religious images for many of
the early twentieth-century Ukrainian Catholic churches that were emerging on
the Canadian prairies (Rotoff 125-28). In 1920, encouraged by his friend
Bishop Nykyta Budka, Maydanyk moved permanently to Winnipeg and
established the company Providence Church Goods, which provided a
somewhat steady income; he operated it until 1979.

It was during his time at RTS in Brandon that Maydanyk forged close
relationships with future Ukrainian language newspaper publishers and
created his iconic character Vuiko Shtif Tabachniuk (Uncle Steve Tobacco), and
later Nasha Meri (Our Mary). They became folk heroes and popular figures in
Ukrainian language almanacs and newspapers across Canada. The majority of
Maydanyk’s illustrations appeared as cartoons in seven self-published
almanacs, a comic book, and the newspaper Kanadiis’kyi Farmer (Canadian
Farmer) (1927-29). He also contributed illustrations to several other
newspapers, journals of humor, and the memoirs of Michael Ewanchuk, and
he partnered briefly with artist Dimitrij Farkavec to illustrate the lampoon
magazine Canadoon.

The onset of World War I dashed Maydanyk’s dreams of studying art in
Paris; he lost track of his childhood sweetheart; and he never returned to
Ukraine. His one and only art exhibit was hosted by Oseredok Ukrainian
Cultural and Educational Centre (Winnipeg) in 1977. Maydanyk married, had
three children, and continued to paint and draw until his death on 3 June
1983. He is buried at the Elmwood Cemetery in Winnipeg.

A Man with a Mission
Although Jacob’s aspirations to become a recognized European artist went by
the wayside, he nevertheless became very popular within the Ukrainian

3 An “extra gang” was a team of laborers hired on by the Canadian Pacific
Railway to assist with laying the new tracks across the prairies. Extra gangs
were often comprised of foreign immigrants from Eastern Europe and Asia.
4 Maydanyk taught at St. John Kanty School and Olha School in Rossburn,
Oakburn School in Shoal Lake, and in Gimli, MB.
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diaspora. He was equally known for his religious paintings as for his cartoons
and caricatures. Although he often focused more on one than the other at
different times in his life, he appears to have been equally passionate about
both genres, simultaneously creating icons and comics on demand. For over
sixty years he produced an enviable portfolio of images that at first glance
could make one question his mission, motives, artistic inclination, incentive,
and the state of mind that led to such a diverse and eclectic collection of works.

As an artist myself, I have contemplated Maydanyk’s prolific career and
recognize that much of it was created in response to financial needs. He took
every opportunity to use his artistic skills to support himself, and later his
family. Documents in the Maydanyk and Providence Church Goods collections
(Oseredok) include many “past due” notices for utilities and supplies that
plagued him up until the late 1970s when he finally retired.> They would
explain in part his continued drive to produce.

When looking at the imagery, it is easy to determine that much of
Maydanyk’s visual inspiration came from his personal experiences as a
Ukrainian immigrant. For his religious paintings he chose familiar imagery
from his Ukrainian Catholic faith. Following church tradition, he produced
specific icons with prescribed compositions intended for designated locations in
a church. The dominant narratives in his comics came from immigrant
experiences on the Canadian prairies from 1914 to 1930, and directly reflected
the lifestyle from which he emigrated and the one into which he settled.

[ have found, however, that the main motivation for Maydanyk’s thematic
choices for both icons and comics stems from another source. On several
occasions he emphatically noted that his work was inspired by a drive to teach
fellow Ukrainians how to be civil citizens in their new homeland. This primary
goal was first acknowledged in 1959 in the foreword to the final Vuiko Shtif
publication, Vuiko Sh. Tabachniuk i 20 inshi novi korotki opovidannia (Uncle S.
Tabachniuk and 20 Other New Short Stories) (5). It states that throughout his
career, the author’s overall plan was to use satire and humor to expose all the
misfortunes that inflicted shame on his people, and thus correct them with
laughter.® In later years, Maydanyk repeated this mission statement in
interviews with Yaroslaw Lozowchuk (00:19:52-00:20:40), Michael Ewanchuk
(00:24:50-00:31:10), and Halya Kuchmij (00:06:44-00:07:00).- He hoped that
his comics would help fellow immigrants deal with obstacles associated with

5 Shipping receipts found in the Maydanyk collection at Oseredok confirm that
he distributed his comic book and almanacs of humor across Canada and as
far away as Kyiv, Ukraine and Madrid, Spain. Personal correspondence
confirms that his work was known among Ukrainian immigrants in Argentina
and Brazil.

6 “The general plan of the author was to reveal, in the language of satirical
images, all the bad things that have brought shame to our people and thus to
correct them through laughter.”(Maydanyk 1959, 5.)
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resettlement in a new country and inspire them to bring pride to the Ukrainian
community and become productive Canadian citizens.

Although his religious paintings and comics differed from each other in
content and style, it is this didactic philosophy that appears to have bridged
the duality in Maydanyk’s approach to artistic expression and unified his
portfolio. His strong commitment to teaching and guiding his contemporaries
was echoed in both the text and visual content of his work. What follows are
examples found in his icons and cartoons that reflect the didactic messages
that he personally felt compelled to share.

Religious Artwork

The majority of early Ukrainian immigrants to Canada upheld the Christian
faith, and churches adhering to the Byzantine rite were often the nucleus of
their activities.” A yearly schedule of calendar customs and religious
celebrations dictated their lives; therefore, the church was often the first
communal building erected in a new settlement. The first two waves of
Ukrainian immigration to Canada (1891-1939) resulted in a boom in church
construction on the prairies and, once a church was built, parishioners were
motivated by tradition to complete the interiors as soon as possible. By the
1920s, Jacob Maydanyk’s talents as an iconographer were in high demand.
While documentation of his religious paintings and church decorations is
limited, of note are the summaries authored by Anna Maria Kowcz-Baran. She
acknowledges each artist that provided icons and painted the interiors of
Ukrainian Catholic churches in Saskatchewan and Manitoba. It appears that
Maydanyk’s earliest religious commissions coincide with his time at the
Ruthenian Training School in Brandon and while he taught in rural Manitoba.
Kowcz-Baran credits him with painting the church interior and icons for the
original iconostasis in St. John the Baptist Ukrainian Catholic church in
Garland, MB -- built in 1912 (124), and the first large icons for St. Nicholas
Ukrainian Catholic church in Fisher Branch, MB (264) as well as the wall
decorations for Holy Eucharist Ukrainian Catholic church in West Selkirk
(272), both built in 1918. In Monuments to Faith by Rotoff, Yereniuk, and
Hryniuk, the iconography and interior artwork of St. Nicholas Ukrainian
Catholic Church in Poplarfield, MB (built in 1913) is also credited to Maydanyk
during the same period (57). Over the course of thirty-five years, he went on to
contribute religious imagery to at least nineteen other churches in Manitoba,
and several more in Saskatchewan.

The first nine years of Maydanyk’s life in Canada were somewhat
nomadic, at first gathering job experience from hard labor, then retraining and
teaching in various schools in Manitoba. He also moved from one community to
the next, painting his early church commissions. In approximately 1920, Jacob
decided it was time to settle down. After marrying Katherine Vasylka from

7In 1914, 80 percent of the Ukrainian immigrants to Canada were Christian
(Ukrainian Catholic) (Martynowych 182).
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Oakburn, it took very little convincing from his friend Bishop Budka to move
out of the rural setting and onto the streets of Winnipeg (Kuchmij 17:05-17:13).
He first worked for a French religious goods store, and then established his
own store — Providence Church Goods - originally located on McDermott
Avenue and later Main Street adjacent to the CPR train tracks. It was a time
when the demand for religious artwork and painted church interiors was more
than Maydanyk could handle alone. To keep up with orders he took on several
apprentices and wore the hat of agent and intermediary between Ukrainian
congregations and artists. Among the artists were Leo Mol, Olga Moroz, and
Theodore Baran, who eventually transitioned to represent themselves and
became individually known for their work.

Icons associated with the Byzantine rite are an essential part of church
architecture and figure significantly in the act of prayer. They adorn the
iconostasis and walls of a church and are often displayed in homes of the
devout. By definition, icons “serve as mediums of instruction for the
uneducated faithful” (Britannica), and as such they play an important role in
the lives of many Christians around the world. This aligned with Maydanyk’s
vision of behavior modification through painted imagery; and, while the boom
was on, the business of religious art provided financial stability.

AR AR A

2: Icons of the Mother of God and Jesus and Christ Pantocrator — St. Michael’s
Ukrainian Catholic church, Olha, MB, painted for the iconostasis by Jacob
Maydanyk in 1927. Photographed by Zenon Stepchuk.
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Maydanyk’s religious paintings are in a Western European
representational style, copied from holy pictures to which he had access (Rotoff
128). They were most often painted on canvas,® and delivered messages as
directed by tradition and the Holy Scriptures. Maydanyk came from a village
where national consciousness was already awake and stirring before he
emigrated (Lozowchuk 00:06:00-00:15:40). In retrospect, we see that
Maydanyk was compelled to incorporate a message of Ukrainian ethnicity into
some of his religious imagery through subtle additions. For example, there is
embroidery on the shirt of Jesus and blouse of Mother Mary found on the
iconostasis in St. Michael’s Ukrainian Catholic church, Olha, MB (See Figure
2); and he added Ukrainian embroidery motifs to frame the traditional holy
images on the walls of St. John the Baptist Ukrainian Catholic church, Dolyny,
MB (Kowcz-Baran 191). These additions stating ethnic identity coincide with a
growing national awareness that swelled within the Ukrainian community in
the homeland and in the diaspora following World War I. It appears that as an
iconographer Maydanyk chose to wear the hat of artist-pedagogue to not only
show his fellow countrymen how to be “good in God’s eyes”; he also
subliminally promoted Ukrainian national awareness via his religious artwork.

The Comics World

Since the invention of the printing press by Johannes Gutenberg in the
fifteenth century, up until the new millennium, print grew to be the dominant
form of communication. Both text and images could stir the community into a
state of national awareness and societal identity. The leadership role of the
press in Ukraine emerged in the latter half of the ninteteenth century. The
formation of reading clubs, including Prosvita and the Kachkovsky Society,
reinforced the role of the press in improving social standards and raising global
social awareness (Himka 59-104), subsequently influencing a mass migration
to Canada, the United States, and South America.

Comics, as we know them now, were preceded in England with the
eighteenth-century “readable images” of William Hogarth, followed in the 1820s
by the grandfather of comics, the Swiss schoolmaster Rodolphe Tépffer
(McCloud 149). Since that time there has been an evolutionary process of
picture stories, caricatures, and humorous illustrations of pictorial narratives
that moved towards the now familiar comic strip format of sequenced frames
and dialogue bubbles on paper. As an established craft in Britain and Europe,
the production of comics was introduced to North America with the waves of
immigration in the late nineteenth century (Gravett 22-50). There are also
many examples indicating that since the mid-1800s the press in Eastern

8 Due to the severe cold of Canadian winters, rather than painting directly onto
the wooden church walls as was done in Ukraine, Maydanyk and others
usually painted on canvas during winter months and later installed them
during the warmer summer months.
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Europe, including Western Ukraine in the Habsburg Monarchy, also
incorporated illustrated cartoons (Sic Transit Pestilentia).

Ukrainian Canadian comics are part of a print tradition that emerged
with the arrival of immigrants to North America at the turn of the twentieth
century. It was natural to continue the strong tradition of the press to establish
communication networks and disseminate information in a new country. The
first publications followed formats and carried content that were common to
periodicals published in Ukraine; therefore, editorial cartoons were often
included in the earliest Ukrainian-language newspapers such as Kanadiis’kyi
farmer — est. 1903, and Ukrains’kyi holos — est. 1910. Additionally, one- and
two-panel comics commonly appeared in Ukrainian Canadian almanacs, of
which over forty Canadian titles were published annually over a fifty-year span
(Swyripa 1985). Jacob Maydanyk would have been exposed to the comics form
while training in Krakow; in Canada he would have had access to East
European comics, such as those in Szczutek,® that were imported by the
Ruthenian Bookstore in Winnipeg. Later, with the help of Winnipeg publisher
Frank Dojacek, comics by Jacob Maydanyk, along with his popular comic strip
heroes Vuiko (Uncle) Shtif Tabachniuk and Nasha Meri, became the most
widely distributed turn-of-the-century comics found in the Ukrainian diaspora
— with readership in Canada, Argentina, Australia, Brazil, and Spain.

A

3: Preliminary pen and ink sketch for an editorial cartoon for the Brandon Daily
Sun by Jacob Maydanyk c. 1913. Oseredok, 79-1-143e.

9 Szczutek was a popular Polish publication that began distribution out of Lviv
in 1919 (Kotodziejczak).
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Maydanyk started cartooning within a few years of his arrival to Canada
in 1911 and continued to pen his graphic narratives through to the late 1970s,
peaking around 1935. His career as a cartoonist corresponds to the same era
as several well-known Canadians including Harold MacGill (The Hall Room
Boys) and Hal Foster (Prince Valiant) from Nova Scotia, as well as Winnipeg-
based Benjamin “Ben” Batsford (Unk and Billy) and Charles Gustav Thorson
(Bugs Bunny and Elmer Fudd) (Schuddeboom). While attending the RTS,
Maydanyk began to explore the meanings of assimilation and integration within
a Canadian context and first flexed his secular voice on the pages of the press.
It began when the school principal, James Thomas Cressey, noticed
Maydanyk’s artistic skills and encouraged him to submit caricatures of Clifford
Sifton and Provincial Minister of Education G.R. Coldwell to the local
Conservative-party-backed newspaper (Ewanchuk 1981, 204). This led to
Maydanyk’s first published editorial cartoons for the English-language Brandon
Daily Sun (see Figure 3). He later contributed a few pieces to the competition,
The Brandon Times, but that was quickly curtailed when the principal
threatened to expel him (Ewanchuk 1976, 00:14:20).1°0 Maydanyk complied —
he did not want to lose his steady income. He was proud of the fees for his
cartoons, which ranged between $.50 and $1.00 each and which he collected
weekly while at RTS (00:15:00). It was a far cry more than the $.05 per letter
that his friends received weekly as scribes or readers (00:10:36). Cartooning
made him popular and also positioned him financially in the favor of peers and
community leaders who in many cases were editors of Ukrainian-Canadian
publications and often turned to Maydanyk to visualize the social commentary
on their pages.

Maydanyk’s first illustrations for the Ukrainian-language press were also
inspired while attending the RTS. They appeared in the almanac Iliustrovanyi
Kaliendar Novyn (Illustrated Calendar of News) from 1915 published in
Edmonton,; it featured the characters Vuiko Shtif Tabachniuk, his wife
Yavdokha, their son Nicholas (Nick), and daughter Kateryna (Katie). The images
illuminated a series of fictitious letters between Shtif and his wife appearing
under the pretence of real correspondence between Canada and the homeland
(Cheladyn 2019b). The submission is iconic in that is marks the first
appearance of the character Vuiko Shtif. Maydanyk’s section in the 1915
almanac was extremely popular; however, he was not impressed with the fact
that he was neither credited nor paid for contributing to that Ukrainian
publication. As a result, he backed away from the Ukrainian community for a
few years and supplemented his teacher’s pay by painting churches and
submitting comics to the English-language press (Ewanchuk 00:31:12). In

10 Maydanyk was threatened with expulsion because, at that time, J.T. Cressey
supported the Conservative party, which backed the Brandon Daily Sun. With
an upcoming election Cressey did not want Maydanyk’s illustrations to appear
in the Liberal-backed Brandon Times and risk attracting readership from the
Ukrainian community (Ewanchuk 1976, 00:14:20).
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1918, Dojacek offered to help Maydanyk print and distribute Humorystychnyi
kaliendar Vuika na rik 1918 (Uncle’s Humorous Almanac for the Year 1918). It
was a self-published work intended to become an annual serial almanac of
humor. This almanac included Maydanyk’s first sequenced illustrations,!! with
folksong lyrics as narrative. Subsequent issues were released in 1925, 1928,
1929, 1930, 1931, and 1959. Maydanyk also wrote and edited the weekly
comics insert for Kanadiis’kyi farmer from 1927 to 1929; and between 1914
and 1975 he contributed editorial cartoons, illustrations, and comic strips to
thirty-nine issues of various periodicals (Farkavec 1983).

Building on the familiar, Jacob produced both one-frame editorial
cartoons and multi-frame comic strips. Over a period of twelve years (1918 to
1930), his comics changed from silent, wordless sequential frames that
illustrated lyrics from folksongs (reminiscent of nineteenth-century picture
stories) to the comic strip format that incorporated dialogue and thought
bubbles, which was “the most natural way to attribute the gift of speech to a
drawing in a sequential narrative” (Smolderen 137). Maydanyk’s body of work
is an example of the evolution of comics styling in North America during that
period, which in itself makes his work notable.

The Message in the Media

Immigration presented many challenges for new Canadians. For early
twentieth-century Ukrainian immigrants, the interjection of humor and satire
into daily life was a productive way of dealing with the trials and tribulations of
resettlement. The most popular sources of comedic escapism were the yearly
almanacs of humor, and comics. They reflected a familiarity and provided
levity, thus helping new settlers deal with the many anxieties associated with
integration into the community. In addition to offering a distraction from
everyday concerns, comics, particularly those created by Jacob Maydanyk,
were also didactic; they recorded the folklore of the time and served as fables,
or moral compasses that guided settlers through the social customs of their
new environment (Klymasz 1988, 182-83).

Like many author-artists, Maydanyk took events and identities from the
real world and transformed them into comic-strip story worlds (Aldama, 2). He
catered primarily to a male audience by penning Vuiko Shtif narratives that
illustrated the activities of the male-dominant community into which he
settled.12 Many of the tales echoed experiences from the perspective of a young
man travelling solo to a foreign country. Scenarios included working, political
meetings/rallies, interacting with authority figures, wooing young women, and
partying with male friends. Maydanyk often personified his characters based
on people he knew personally or on public figures (Maydanyk 1930a, 80-81);

11 Comics are defined as “juxtaposed pictorial and other images in deliberate
sequence” (McLoud 9).

12 In the early 1900s, men outnumbered women on average 2:1 (Swyripa 1993,
21).
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on occasion he relied on stereotypical physical features to define cultural
identity, such as slanted eyes for characters of Asian descent (Maydanyk
1930a, 4-5). Clothing defined social status -- for example, upper-class
characters often wore monocles, top hats, and waistcoats (34), and laborers
were dressed in coveralls (24). In contrast to his icons, Maydanyk rarely
incorporated Ukrainian cultural imagery into the frames of his comics. He
consciously chose to depict cultural neutrality, reflecting the process of
assimilation that was occurring in the community at that time (Ewanchuk
1976 00:52:11-00:53:04).

Maydanyk liked to poke fun at the immigrant’s dream of freedom and
riches in Canada. In his earliest works many of the Vuiko Shtif stories
juxtaposed the lifestyle from which Maydanyk emigrated with the one into
which he settled. For example, in the 1915 Iliustrovanyi Kaliendar Novyn the
Tabachniuk letters refer to the hegemony that existed in Canada and how it
was much like that which had been left behind in a Polish-dominated
homeland, relating how democracy in Canada could be influenced by a $5
bribe much like back at home (20). Also, the old oral tradition of singing to
communicate stories is directly evident in the 1918 almanac (24, 42, 55). Here
he helped the readers transition to the new world by using lyrics to folksongs to
accompany sequential images, thus capitalizing on the sense of belonging
which came from singing together.!3

Narratives inspired by the new country featured challenges related to
immigration, including isolation (Maydanyk 1918, 55), integration (1925, 77-
79; 1930a, 3), communication (1914, 20-22; 1928, 92), homeland oppression
(Brandon Sun 1913), domestic disputes (1930a, 16-20), acculturation (72-72),
courtship (9), and education (64-635). I also found that many of the Tabachniuk
narratives were reflexive. In interviews with Kuchmij and Ewanchuk,
Maydanyk noted that he often turned to personal experiences for his story
lines, including: teaching (1930a, 64-65), working on an extra gang (5), local
politics (40-41), and religion (85-88).

As noted earlier, Maydanyk’s comics were intentionally didactic.
Consumed by his mission to guide newcomers, he wove specific themes into his
cartoon stories including: alcohol abuse, domestic friction, and election
manipulation, among other misdemeanors. Of them all, the most common
theme was overindulgence in alcoholic spirits. Maydanyk included no fewer
than three alcohol-related stories per publication -- beginning with “Shtif
Muliarem” - his very first sequenced illustrations in his first almanac
(Maydanyk 1918, 24-29) (see Figure 4). In the example we see a series of five
frames; they were accompanied by lyrics to a kolomyika — a popular type of
song that often critiqued current events and referenced specific people in the

13 Due in part to physical displacement across the Canadian prairies, the
opportunity to sing together greatly diminished upon immigration to Canada.
The illustration of a folksong could vicariously evoke feelings of belonging and
self-worth (Angus 1988, 276).
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4: “Shtif Muliarem” (Shtif the Bricklayer) - Maydanyk (1918, 24-29). Abridged.

community. In summary, Vuiko Shtif, representing the stereotypical single
male immigrant, was working odd jobs as a bricklayer. Always carrying a flask,
he could not bear to waste a drop, even when it spilt into the eavestrough.
Within the blink of an eye, he runs down the stairs and saves the day by
drinking from the down spout. It was a reminder not to let liquor dictate our
life such that we lower ourselves in society and literally lay down in the street.
In the same publication, in “Sipiiars’kyi prytrafunok” (A CPR Incident),
Maydanyk again points out how drinking brings on shame and can leave you
penniless.

On the theme of gender equality, although Maydanyk’s early work was
decidedly male-dominant, there was a notable shift in gender balance in the
1930 comic book Vuikova knyha. Female counterparts to Vuiko Shtif,
specifically his wife Yavdokha and the character Nasha Meri, were prevalent in
over one third of the narratives. These stories targeted dating and married
immigrants — addressing social roles and the change in gender expectations
found in the new country. For example, in the following abridged series of
strips titled “Vuiko sprovadzhuie kobitu Iavdokhu” (Uncle Brings over his Wife
Yakhvdoha), the reader is introduced to immigration from a woman’s
perspective (15-20).

Summary: When Vuiko Shtif’s wife, Yavdohka, first arrives in Canada he
buys her a hat and suggests she exchange her apron for more stylish clothes --
Vuiko Shtif does not want them to be mistaken for “dumb immigrants.”
Yavdokha goes along with it, then recognizes that the new look makes her more
attractive and intelligent-looking, which in turn raises her self-esteem. Shtif is
threatened by the new look. Feeling that he has lost control over her, he
insinuates that she’s crazy and will bring shame to the family. The outcome is
more autonomy to Yavdokha, and Uncle Shtif is left pondering the differences
between social norms in the old country and the new.

There are several messages voiced within this one story that relate to
women and immigration. Here, Maydanyk’s didactic message is best
contextualized by Canadian historian Frances Swyripa. In her book, Wedded to
the Cause, Swyripa explores the significance of clothing in relationship to the
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S: “Vuiko sprovadzhuie kobitu Iavdokhu” (Uncle Brings over his Wife
Yakhvdoha) — Maydanyk (1930a, 15-20). Abridged.

Ukrainian girl in the Canadian city. She notes specifically that “hats attracted
an inordinate amount of attention” and were subject to various levels of
interpretation (92-93). In Ukrainian folklore, there is a wedding ritual where
the bride exchanges her wreath of flowers for the head shawl/kerchief of a
married woman. Exchange of the head covering represented acceptance of a
change in status — a leaving of the past. From one perspective, refusal would
have been a statement of resistance to leaving the past; from another point of
view, refusal could have been a militant statement of defiance and
independence. In Canada during the 1920s, the “flamboyant hat” was
synonymous with the new country. Symbolically, those who wore one appeared
to be aligned with the upper class, the intelligent and educated, and the Anglo-
Canadian lifestyle. Although the head was still covered, the older community
members feared the hat; it symbolized assimilation and a disregard/disrespect
for cultural traditions. As a result, a woman’s choice to wear a hat was very
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controversial within the Ukrainian-Canadian community. Yet, for many young
female immigrants the wearing of the hat was an expression of emancipation
and progress (Cheladyn 2019a 16). Maydanyk’s message is clear: the moral of
this story is to respect women’s rights and independence.
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6: “Nasha Meri” (Our Mary). Episode 1 — Maydanyk (1930a, 3).

When it came to women and morality, Maydanyk didn’t hold back on
proselytization. Nasha Meri (Our Mary) appeared in her own strip dedicated to
the exploits of young, single female immigrants (See Figure 5). Meri symbolized
the Ukrainian immigrant girl in young womanhood testing the freedoms and
attraction of a new country. She represented the first urban Ukrainian girls
such as those who became domestics in English homes or changed their
names to improve chances for a job. Meri was the counterpart to Vuiko Shtif
and the other maladjusted “Jacks” — young men “whose education began on
the railway gang and ended in the bar and pool hall” (Swrypa 64). With her
attraction to modern fashion and the rejection of the headscarf, and her
fascination with “good time” dances and moving pictures, Meri displayed the
undesirable effect of uprooting and transplanting as Ukrainians groped to
reconcile the ways of the two worlds. Appearing during the interwar period,
Meri attracted a lot of criticism. The status and assimilation with the Anglo-
Canadian world that Meri so desperately sought through marriage to English
men drew sharp disapproval for its alienation from things Ukrainian and the
nationalist cause that was rising in the old country. In Wedded to the Cause,
Swyripa notes that Meri’s character brought forth questions of intermarriage,
language loss, and alienation from the Ukrainian community, and describes
Nasha Meri perfectly as the woman who “personified female rebellion against
traditional, demanding subservient roles, as well as parental expectations and
community directives in the name of the larger good” (65).

Voicing the Immigrant

Another dominant didactic element in Maydanyk’s comic strips focuses on
language. Conspicuously, the words in the dialogue bubbles were all written
with a Cyrillic font. A close reading determines that the language is a hybrid of
Ukrainian, Polish, German, and English, mimicking an early-1900s dialect
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commonly spoken on the streets of Winnipeg. On one hand Maydanyk was
poking fun at the multilingual language spoken by immigrants, but on the
other he was encouraging the illiterate to read and educate themselves about
current affairs. Creating Vuiko Shtif’s hybrid dialogue was somewhat intuitive
for Maydanyk. He was from Western Ukraine, which at one time or another had
been included in or bordered on Poland, Russia, Austria, Romania, and
Hungary, and shared fluid linguistic boundaries for hundreds of years
(Martynowych 13-19). Within the region there were at least eight different
dialects that enriched the language.14 This linguistic diversity was the spoken
vernacular of the time, and vernacularization of text is thought to be one of the
major contributing factors to the rise of national consciousness and literacy —
“...if it is written in the common language, it will be read, and ultimately
discussed” — and prior to the digital era, “print-languages [not necessarily just
text] created unified fields of exchange and communication” (Anderson 44).
Adding to the cornucopia of vocabulary, the language on the street was
macaronic. !> One could hear Ukrainian endings added to words to facilitate a
flow in conversation and understanding among those engaged in the
conversation. For example, kisuvaty meant “to kiss,” kvytuvaty meant “to quit,”
and vachui was a directive to “watch over” something (Farkavec 1983 Appendix
“Zrazok inshomovnykh sliv”). This type of macaronic text in Maydanyk’s comics
empowered the reader through familiarization with the new-world language.
They could relate to Vuiko Shtif, who like his fellow immigrants eased into
speaking English by integrating familiar English words and phrases into his
discussions.

Although Maydanyk may not have been conscious of it, the pedagogical
affordances of comics (imagery combined with text) define this literary genre as
one that encourages reading. For many early immigrants from Ukraine, Vuiko
Shtif Tabachniuk looked and sounded extremely familiar, and by way of
familiarity they were willing to learn how to read; “in many cases Maydanyk’s
comics were the first stories that they could read” (Farkevec, 6). Unfortunately,
although Vuiko Shtif’s multilingual, macaronic dialogue contributed in part to
the comic’s popularity and increased literacy, it may have also contributed to
its demise. In the 11 February 1978 issue of the Ukrainian daily Svoboda,
Ukrainian literary scholar Yar Slavutych commented on Maydanyk’s Vuiko
Shtif stating that: “...at the time, this satirical literature served its function in
society criticizing human flaws. However, from today’s perspective, it has no
value. That scribble died with its generation....” (32). Ultimately, Vuiko Shtif

14 Map of Ukrainian dialects and subdialects (2005),

https:/ /en.wikipedia.org/wiki/Ukrainian dialects#/media/File:Map of Ukraini
an_dialects_en.png

15 Macaronic: adj - denoting language containing words or inflections from one
language introduced into the context of another

(https:/ /www.lexico.com/en/definition /macaronic).
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Tabachniuk, his wife Yavdokha, Nasha Meri, and the other Ukrainian
characters no longer mirrored the lives of subsequent waves of Ukrainian
immigrants. As a result, the popularity of the comics waned and circulation
dropped off completely. Now, a century later, on rare occasions they can still be

found in a library or archive — forgotten and unknown to a current generation
(Cheladyn 2019a, 22).

Conclusion

Maydanyk chose to edify and educate the Ukrainian community early in his
artistic career. He capitalized on his ability to paint religious art and
entertained himself by cartooning. Vuiko Shtif Tabachniuk and Nasha Meri did
not materialize out of thin air: they were a product of their time. Historical,
political, industrial, as well as social factors contributed to the initial
inspiration for the characters and the narrative. Although by today’s standards
his story lines are often considered crude, racist, and derogatory, Maydanyk’s
messages rang true for the readership of the time. The characters had lives,
interacted with the rest of the community, and shared with readers their hopes
and dreams, trials and tribulations. Unfortunately, although Maydanyk himself
lived until 1984, his series ended in the 1950s and did not continue past a
reprint of Vuikova knyha (Uncle’s Book) in 1974. There were several
contributing factors that challenged its survival. Primarily, language evolved,
and the macaronic narratives became associated with the past. Politics during
both world wars targeted comics as radical publications undermining the
public order; during World War I Ukrainian immigrants were labeled as enemy
aliens, resulting in censorship of Ukrainian Canadian publications —cartoons
were strictly omitted. Finally, subsequent waves of immigrants no longer
mirrored the life of Vuiko Shtif Tabachniuk, and the lessons to be taught were
thought to be irrelevant. Nevertheless, the comics world created by Jacob
Maydanyk was valuable. It provided a breath of levity during a stressful time of
immigration; and illumination of churches created a spiritual sanctuary. In
retrospect, as implied by the opening quote, I would agree with S.M. that
Maydanyk’s didactic imagery played a hand in positioning his readership as
“people among people” within the globally recognized multicultural community
in Canada.
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William Kurelek's Dark
Ghosts and their Heirs

Janice Kulyk Keefer

Vasyl/William Kurelek: born 1927, near Whitford, Alberta, to Mary, née
Huculak, Alberta-born of parents from Borivtsi, Bukovina, and to Dmytro
Kurelek, who emigrated from Borivtsi to Alberta in 1923. Died 1977, Toronto.

These facts concerning William Kurelek -- a giant of Canadian art, with
an international reputation -- are the only uncomplicated things about him. A
painfully complex human being, he has been described in ragingly
dichotomous terms: as popular and prolific but also tortured and driven; as
journeyman and prophet; as a spouter of proverbial, “folk” wisdom and the
conscious semblable of Hamlet and Stephen Daedalus. His work is similarly
paradoxical, according to the critics: idyllic and apocalyptic in vision; parochial
and cosmic in scope; primitive, and informed by careful study of Bosch,
Brueghel, Van Eyck, Diego Rivera, and Stanley Spencer among others. He is
considered a master of high realism and fantasticism; as a producer of
enchanting “memory” paintings; and a purveyor of uncompromising “message”
paintings predicting a catastrophic future for humanity. Perpetual dissonance,
rather than any arduously-achieved harmony, seems to me the keynote of
Kurelek's oeuvre. Critics and scholars have attempted to reconcile the
contradictions — to make the experience of viewing Kurelek's entire oeuvre
more comfortable or less disturbing — though that attempt seems doomed to
fail, and ultimately, to diminish the importance and impact of this artist's
work. It is tempting to cherry-pick among the mass of pictures, rejecting those
you find rebarbative, informed as they are by contentious values and belief
systems. Nevertheless, to do justice to the man as well as his work, we must
consider it all, the aborted fetuses of Our My Lai, the Massacre of Highland
Creek (1972) as well as the fireflies of The Young Skyey Blossoms (1970).

The complexity of Kurelek's psyche — his struggles with mental illness,
involving two suicide attempts and the ferocity of his work ethic, designed as if
to justify what Vaclav Havel has called a “permanently questionable right to
exist” — combined with the development of what Kurelek called his “ethnic
consciousness” to produce an embattled Artist Agonistes.! Sunny prairie

1 William Kurelek, “Development of Ethnic Consciousness in a Canadian
Painter,” in Identities: The Impact of Ethnicity on Canadian Society, edited by
Wsevolod Isajiw (Toronto: Peter Martin, 1977), 46-56.
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landscapes are, it is true, a staple of his oeuvre, but they are often vitiated by
the presence of what I have called elsewhere, the “dark ghost in the corner” of
his canvases and consciousness.2 Over the quarter century of Kurelek's
working life, that dark ghost takes the form, first of a martyred Ukraine whose
diaspora forgets her suffering in their pursuit of materialistic success, and
subsequently, of a crucified Christ whose suffering reaches its nadir in
humanity's unparalleled lust for destruction, involving, most direly, the threat
of nuclear annihilation. In this essay I wish to explore these two kinds of
haunting and the question of influence: namely, how Kurelek's oeuvre has
influenced, overtly or sub rosa, the work of two contemporary artists who
between them represent polar extremes of Ukrainian Canadianness: Natalka
Husar and Edward Burtynsky.

Ethnicity — and Unbelonging

In its broadest possible sense, | would define ethnicity as the identifying
culture into which a person is born and raised, or, less commonly, which she
or he chooses to adopt. Ethnicity may confer a distinctive identity, but it does
not necessarily produce a sense of belonging to a particular group: it can be
celebrated as a given, adapted to changed circumstances, constructively
critiqued, or even contested to the point at which an ethnic subject rejects her
or his ethnicity. It is therefore, neither inclusive of all “born into the ethnos,”
nor exclusionary of those who do or cannot fit a predetermined social or
political mold. Fluency in a mother tongue is not a constitutive element of
ethnic identity: just as there are Acadians in North America who do not speak
French, for example, there are Ukrainian Canadians whose knowledge of mova
ridna does not extend far beyond borscht and sharyvary. Nor does
identification with a given ethnos demand adherence to a particular religion or
set of political beliefs: Ukrainian Canadians have, over the years and through
successive waves of immigration, joined the Labor Temple and ODUM, and
have professed the Greek Orthodox, Uniate, or Baptist faiths. While most
members of a multicultural society like Canada are familiar with such overt
signifiers of ethnicity as traditional forms of food, dress, music, and other art
forms, the deepest and certainly most problematic elements of an ethnos are
rooted in historical or ancestral memory, in which mythology and ideology can
play powerful roles. Nationalism, in the sense of fidelity to some prescribed idea
of an originary nation state, is not, to my way of thinking, a crucial component
of ethnic belonging, though considerable pressure can be brought to bear by
certain members of an ethnos to conform to the precepts of integral
nationalism.

The conception of ethnicity that I have outlined above may be close to
Henry James's definition of certain nineteenth-century novels as “loose, baggy

2 Janice Kulyk Keefer, Dark Ghost in the Corner: Imagining Ukrainian-Canadian
Identity, A Mohyla Lecture Publication (Saskatoon: Heritage Press, 2005).
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monsters”: nevertheless, it seems to me to provide a workable framework for
establishing the role of ethnicity — his Ukrainian Canadianness -- in the art of
William Kurelek.3 Here, another set of concerns demands consideration. What
role does ethnicity play, and what value does it possess, in the development of
an artist's oeuvre and establishment of reputation? To what extent is ethnic
consciousness active and overt in an artist's work, and to what degree can it be
latent, dormant, or even extirpated? Does the attribution of a particular
ethnicity to an artist inevitably result in reductive labelling, and the corollary
that work by, say, a Japanese Canadian artist can only really be of interest and
significance to a Japanese Canadian audience, pace Joy Kogawa's novel
Obasan? Or can awareness of an artist's ethnicity as understood in the widest
possible terms provide an invaluable means of understanding the true depth
and scope of an artist's work?

I would argue that any artist of significance must be recognized first as
artist: part of a transnational, transcultural community in which affinities or
polarities of technique, style, vision, and subject matter are paramount. Thus,
the different uses of realism in the work of London-based Paula Rego and the
later work of Paris-based Avigdor Arikha are of far greater importance vis-a-vis
their practice as visual artists than pigeonholing the first as Portuguese- and
the second as Israeli-emigré artists. In terms of reception — how an audience
comes to know, interpret, and value the work of these artists — the historical,
political, and cultural dimensions of ethnicity and nationality can be crucial.
An understanding of Rego's upbringing in Salazar's Portugal, and her
experience of the constricted nature of femininity as constructed in Portuguese
cultural tradition, allows us a far richer appreciation of the iconoclastic power
of her art. Yet as far as Arikha is concerned, his Israeli background and Jewish
identity seem far less germane to our appreciation of his work than, for
example, his profound links to the work of Samuel Beckett or the cosmopolitan
yet distinctly Gallic ambience of Paris, that city which both artists made their
adopted home. To switch to a literary perspective, consider a writer like Joseph
Conrad, whose Polish ethnicity and whose direct experience of the political
oppression exercised by Tsarist Russia over his homeland are vastly
overshadowed in his oeuvre by his engagement with European imperialism, the
mentality of colonialism, and that destructive but also saving element, the sea.
Is Conrad a Polish or an English writer, or an Anglo-Polish writer, or simply the
author of the first modernist novel in English, Heart of Darkness? Or is he all of
these, in varying and ever-shifting degrees, depending on who is reading him
and why? And after all, isn't great art supposed to be universal? It's not only
Spaniards for and to whom Goya speaks, or the French who can claim Matisse.

3 “Preface to The Tragic Muse,” The Portable Henry James, ed. Morton Dauwen
Zabel (New York: Viking, 1951), 476. James’s notorious phrase chastised such
mid-nineteenth-century novelists as Thackeray, Dumas, and Tolstoy for what
he considered their stylistic sloppiness and narrative excess: in other words,
their failure to consider the novel as, first and foremost, an aesthetic construct.
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Nobel laureate Alice Munro's international stature as a writer is
unquestionable, but what is lost and what is gained by regarding her as a
Canadian writer, or as a Scots-Canadian?

In this context, let's examine the complicated case of William Kurelek, a
visual artist of international reputation and a man tormented by questions of
belonging and identity. By birth and upbringing, Kurelek was solidly Ukrainian
Canadian. Ukrainian was his mother tongue, and he was raised by Ukrainian-
speaking parents, one of them a recent immigrant, who preserved the
traditions and values of the old country in the raising of their children.
Kurelek's experience of ethnic identity was, however, far from simple and
celebratory: in canvas after canvas, his references to his childhood and
adolescence possess a painful edge. If there is nostalgia in his depiction of
prairie boys and the landscapes that formed them, it is tempered by an acute
awareness of the cruelties children endure, inspire, and commit. And those
cruelties have more than a little to do with ethnicity, or with a particular,
peasant-based reality. Life in the Ukrainian village, as Kurelek's father
described it to his children, was ruled by the struggle for survival; gestures of
love and affection between parents and children were strikingly rare, and
punishment for mistakes, however innocently committed, was draconian.
Physical strength and endurance were at a premium: the sensitivity and vision
needful for the artist's development were treated not only as liabilities, but as
shameful weaknesses as well. Moreover, in the new world of the seemingly free
and open Canadian prairies, prejudice abounded: William and his siblings were
forbidden to speak Ukrainian in the schoolyard, and humiliatingly punished for
their linguistic transgressions.

However deeply imbued Kurelek was with the culture, traditions, and
language of his father's Bukovinian village, he could never feel anything but a
partial, fractured sense of belonging to his family or their ethnos. Kurelek felt
himself to be an outsider in his own family — by his account he was scorned
by his father and neglected by his mother, his extraordinary qualities abused
rather than fostered by them. This experience was intensified by an extreme
introversion: apart from a brief period during his adolescence when he was
mentored by a sympathetic Ukrainian Greek Orthodox priest, and immediately
afterward, at university, where he made a very few like-minded friends within
his peer group, he remained pitifully isolated and alone. Even his growth and
development as a young artist reinforced this sense of unbelonging: he left the
Ontario College of Art after only two semesters, convinced that he could learn
more on his own than he could from his instructors or his peers. Turning his
back on abstract expressionism, the aesthetic orthodoxy of his day, he placed
himself on the fringes of the art world. Thus, the foundational feature of his
sense of self — his identity as an artist, and a driven artist at that —
exacerbated his loneliness. For a time, the young Kurelek saw himself as a
Stephen Daedalus figure: the kind of outsider-artist who must reject family and
homeland in order to create and survive. Whether looking at his people or
ethnos with helpless longing, with critical detachment, or with a savagely
observant eye for foibles, grotesqueries, and transgressions, this kind of artist
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remains resolutely on the edge, eschewing any central place or role within a
given community.

The stories of life in the old country which Dmytro/Metro Kurelek would
tell at night to the young William and his brother John sank deep: one of the
tableaux in Kurelek's rendition of The Passion of Christ is a transposition into
early twentieth century terms of the passage “Those who take up the sword
shall perish by the sword.” That transposition is a visual quotation from one of
Metro Kurelek's stories: how he and his father were forced to remove soldiers’
corpses from a battlefield near their village in Bukovina during World War I.
Under the guidance of a passionate Ukrainian nationalist, Father Mayevsky of
Winnipeg's Ukrainian Orthodox cathedral of St. Mary the Protectress, the
adolescent Kurelek deepened his knowledge of the atrocities and horrors
inflecting recent Ukrainian history. This knowledge gave form to the images of
Ukraine that appear in The Maze (1963) and The Maas Maze (1971): in the first
a young fair-haired woman in traditional dress is blindfolded and tied to a
column like a scourged Christ, while a giant, brutal hand looms above her. In
the second, a maiden in traditional Ukrainian costume, her vinok detached
from her loose dark hair, lies spread-eagled on the ground; though we see no
further than her waist, we know that what looms above her — only a soldier's
leg and boot are visible — is rape and possibly murder.

In “Dark Ghost in the Corner: Imagining a Ukrainian Canadian Identity,”
a talk given as the 2005 Mohyla lecture, I used Kurelek's Manitoba Party (1964)
as a focus for the problematic nature of ethnic consciousness as experienced
by the diaspora. At first glance, Manitoba Party seems a paean to harmonious
belonging, a depiction of convivial eating, drinking, and dancing within an
ideally united community. Whereas Kurelek's later “party piece,” Ukrainian
Canadian Farm Picnic (1966), openly asserts its ethnic credentials by its very
title, its inclusion on the canvas of a Ukrainian-language banner, its two
celebrants wearing traditional Ukrainian dress, and its use of an “embroidered”
border on its frame, Manitoba Party is cagey: it boasts no Ukrainian signage,
and only one figure in the canvas wears traditional dress. Where the later
painting provides two watchers or observers — the boys in the poplar tree in
the extreme foreground, bisecting the canvas — the earlier painting offers us
what we might call a “stowaway” from a lost world: a hunched older woman in
the back left corner of the bright orange tent. She is wearing a black khustyna,
an embroidered blouse, and a dark vest. She sits alone, unnoticed, her face
averted from the festivities. She is, in my reading, a personification of Ukraine's
tragic history, a shadowy reminder of those hardships, injustices, and
traumatic events that forced the parents or grandparents of the younger
partygoers to flee Ukraine for Manitoba.
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01: William Kurelek
Canadian, 1927-1977
The Maas Maze, 1971
Mixed media on panel
Gift of Professor James B. Maas, 86.073
Collection of the Herbert F. Johnson Museum of Art, Cornell University,
Image courtesy of the Johnson Museum

It is a distinctive trope of Kurelek's vision, this coexistence on the same
canvas of the blithe and seemingly-blessed with human suffering, and the
looming existential threat that the “blessed” ignore. In the Autumn of Life (1964)
and Material Success (1967) are cases in point. While the overwhelming
majority of the canvas in Manitoba Party is given over to celebration, perhaps of
the golden wedding anniversary of the older couple at the head table, the
presence of that dark figure in the corner forms a disturbing counterweight to
the festive facade, as do the fighting children in the extreme right-hand corner
of the painting. One of the most emphatic forms of this bliss/bane trope occurs
in Cross Section of Vinnitsia in the Ukraine, 1939 (1968), which reveals, behind
actual bars, a canvas split horizontally. The top shows a pleasure garden — it
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proclaims itself to be a “Park of Culture and Recreation” — in which people
stroll and play, enjoying a fine summer's day despite the banner reading Glory
to Stalin and the uniformed and possibly armed soldiers in their midst. The
bottom half of the canvas displays what the pleasure-goers have either
forgotten or dismissed: two of the ninety-one mass graves of thousands of
citizens of the town of Vinnytsia murdered during Yezhov's “Great Purge” of
1937-38.

Caption 02: William Kurelek
Manitoba Party, 1964
oil on masonite, 121.9 x 152.6 cm
Purchased 1965
National Gallery of Canada, Ottawa
Photo: NGC
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Ukraine is usually gendered as female in Kurelek's work: for example,
the young woman — perhaps his muse — shown emerging from a tryzub-
patterned pot in Portrait of the Artist as a Young Man (1960). A female-rooted
idea of Ukrainianness informs Kurelek's depiction in Mama (1966-67) of the
key roles played by mothers in instilling formative elements of Ukrainian
culture in the next generation. And yet another aspect of Ukrainianness that
proved highly significant in Kurelek's work was passed on by his father: not
just the barbed stories of village life, but also a concept of masculinity which
William Kurelek both as child and young man found it impossible to master or
embrace.

03: William Kurelek

Canadian, 1927-1977
Cross Section of Vinnitsia in the Ukraine, 1939, 1968
ballpoint pen, house paint, wood, oil, ink, graphite on masonite
57.5x 76 cm
Collection of the Winnipeg Art Gallery
Gift of Mr. and Mrs. Desmond Smith, G-78-55
Photograph by Ernest Mayer, courtesy of WAG-Qaumajuq
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In his autobiography, Kurelek stresses the acute sensitivity to which he
was prey even as a very young child: the monsters he would see swarming over
his bed at night would reappear as the bullies who terrorized him in the
schoolyard by day. The ideologically-informed prejudice that led to the banning
of the Ukrainian language on school property was another form of this bullying.
But the most brutal force in Kurelek's childhood was his father Metro, or
perhaps we should say, the ultra-sensitive Kurelek's apprehension of his
father, who demanded of his firstborn a physical strength and endurance, a
hardness and coarseness utterly foreign to his son's nature. In Kurelek's
personal mythology, mothers are guilty of sins of omission regarding the
nurturing care, concern, and understanding they refuse to give or are
incapable of giving to their children. But fathers perform sins of commission,
and the father figures who appear in Kurelek's early work are punished
accordingly. Is there a more hateful paternal figure than the one who, in Behold
Man without God (1955), harnesses his son to a cart? Forced to haul his
father's massive weight, the son buckles under the load, his individuality
annulled by the sack forced over his head, his back welted and bleeding from
the tongue-lashing his father literally vomits forth. The knife impaling the small
loaf of bread with which the father keeps the son at his tortuous task might as
well be thrust into the boy's heart.

In this context the painting which Kurelek dedicated to his father,
Zaporozhian Cossacks (1952), speaks volumes. It is an orgy of violent
masculinity: the cossacks muscle-bound, their faces brutal to the point of
grotesqueness. The cossack in the painting's foreground, just left of centre,
bareheaded and whirling his saber, seems to be crushing the only female figure
on the canvas. The strategically placed bird of prey rules as the genius loci. A
bruised and turbulent sky on the left side of the picture overwhelms the
etiolated, almost fairytale light emanating from the church in the extreme right
upper corner. And the episode of Gogol's/Hohol's Taras Bulba on which the
painting focuses—the father's decision to kill his son for his weakness in
having fallen for a Polish girl — speaks for itself. Ukraine as brute, patriarchal
power, as an Abraham who slays his son — no ram in the thicket here — an
all-powerful father who believes only in the efficacy of the sword, scorning the
power of brush, pen, even love itself, forms a horrific counter to Ukraine as the
victim, not the perpetrator of physical violence.

During his seven-year sojourn in England and his stays at psychiatric
hospitals there, Kurelek wrestled with the interconnected demons of family and
ethnicity to produce the crowded, compartmentalized, psychic theater of his
darkest period. His conversion to Roman Catholicism preceding his return to
Canada in 1959 resulted in a partial taming of those demons (he would make a
second attempt at suicide after his marriage in 1962). For the rest of his short
life, he was able to accommodate them. One consequence of this was that
religious rather than ethnic consciousness became his defining locus for both
identity and belonging. He would no longer spit at life — the title of an early
canvas — but teach others through his paintings to acknowledge a world in
which material reality and familial relationships, both inherently destructive,
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might be redeemed by belief in Christ, Incarnate, through a universal Church.
He would reference but not privilege Ukrainian Canadian experience in his
work. He would travel twice to his ancestral home ground — his father's village
in Bukovina — but also to Israel and South and Central America — to sketch
and record the lineaments of human suffering and endurance within a global
context.

04: William Kurelek
Canadian, 1927-1977
Zaporozhian Cossacks, 1952

oil on masonite

102 x 152 cm

Collection of the Winnipeg Art Gallery
Gift of Robert G. Kearns, 2003-146
Photograph by Ernest Mayer, courtesy of WAG-Qaumajuq
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Religion

Kurelek’s post-conversion life and work represent a revision rather than a
repudiation of his ethnic consciousness as a Ukrainian Canadian. The fact that
he left the Ukrainian Greek Orthodox Church, to whose doctrines he felt he
and his family had paid only lip service, to commit himself wholly to Roman
Catholicism, combined with his choice as a marriage partner of an Anglo-
Canadian who was also a fervent Roman Catholic, may be seen as the upsurge
of the Canadian part of his identity. And by Canadian, I mean the Canada of
multiculturalism, of a fluid and open rather than static and closed-off concept
of ethnicity. Thus, though Kurelek did consider the option of showing his work
only under Catholic auspices, he found no insurmountable problem in keeping
Avrom Isaacs as his dealer. Given the long, complex, and ugly history of
antisemitism in eastern Europe, it is especially noteworthy that it was a group
of women from Hadassah that sponsored Kurelek's first exhibition at the Isaacs
gallery. Kurelek's openness to and curiosity about other forms of ethnic
experience led him to undertake canvases on Irish, Polish, and Jewish life in
Canada as well as his best-known series, The Ukrainian Pioneer.

Ethnicity was never enough for William Kurelek either to anchor his
identity as a man or to assure the meaningfulness of his art. A lifelong outsider
vis-a-vis his nuclear family, the contemporary art world, and the dominant
culture's definition of success, he found in his religious commitment a cure for
the devastating loneliness and isolation that had afflicted him for so long. In
truth, it saved his life and made possible the art which he produced so
insistently. The title of his autobiography, Somebody with Me, refers to God; the
axiom he described as “inescapable” to those who would acknowledge his
bucolic, but not his Christian-message canvases is as follows: “NO religion. NO
Kurelek. And No Kurelek: No farm painting.”# Religion, not ethnicity, is the
Muse of his mature oeuvre. To come to any real and comprehensive sense of
his achievement as an artist we cannot prioritize those canvases that satisfy
our various desires for beauty of landscape, nostalgia for childhood, and the
celebration of ethnic community, while ignoring works more evocative of the
Bosch of The Last Judgment than the Brueghel of Children's Games. Neither the
“ethnic” nor the “religious” works are characteristically Kurelek. Rather, both
are, and while poring over one sort, we are haunted by our knowledge of the
other in a form of double vision, rather like in those illustrations of ambiguity
where a drawing can be either rabbit or duck, a wineglass or two profiles.

Influence

Kurelek married outside of the Ukrainian community. He also exchanged his
family's Ukrainian Greek-Orthodox religion for a Roman Catholicism that

4 Tobi Bruce et al., William Kurelek: The Messenger: Catalogue of an Exhibition
Held at the Winnipeg Art Gallery, The Art Gallery of Greater Victoria and the Art
Gallery of Hamilton (Victoria, BC, 2011), 52.
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defined itself as emphatically universal. The two most important events of his
life both as a painter and as a human being — his undergoing hospitalized
psychiatric treatment and his conversion to Catholicism when his cure by
science failed him — occurred not in Canada but in England. Many of his
canvases are deliberately “Ukrainian” but many, including the lumberjack,
“multicultural,” and apocalyptic series and those illustrating scenes of prairie
life, are not. And yet he has become the definitive Ukrainian Canadian artist
and has importantly influenced two important Canadian visual artists whose
ethnicity is also Ukrainian: Natalka Husar and Edward Burtynsky.

Natalka Husar was born and raised in New Jersey, emigrating to Canada
in her twenties. Her parents were Displaced Persons from Halychyna who were
able to exchange their camp in postwar Germany for the fabled riches of
America. Those riches were, of course, in short supply for the newly-arrived
immigrants. Husar's father was prohibited from practicing his profession,
dentistry, taking on factory work to support his family. Her mother worked as a
seamstress to enable her two children to attend excellent, expensive private
schools. Husar's parents were educated and cultivated people, and they were
strong Ukrainian nationalists: Ukrainian was the sole language spoken in the
home, and strong ties to the Ukrainian émigré community were established
through membership in various cultural and social organizations. Natalka
Husar 's brother, Danylo Struk, the son of her mother's first marriage to the
distinguished head of Lviv's Medical Institute, murdered in 1941 by the NKVD,
became a distinguished scholar of Ukrainian literature and a professor at the
University of Toronto’s Department of Slavic Studies. Husar, whose passion for
drawing and painting first showed itself in childhood, graduated from a fine
arts program at Rutgers University and embarked on the precarious life of an
artist, selling flowers, and later working as an airline stewardess to subsidize
her true vocation.

Avrom Isaacs has described William Kurelek as a “cauldron” of a painter;
it is a perfect term for Husar as well.5> Both artists are driven, disciplined,
passionate about their vocation, and astonishingly prolific. I have spoken with
Natalka Husar about her great admiration for Kurelek; she vividly recalls her
first encounter with his work when, as a child of twelve, she discovered his
series The Passion of Christ (1960-63). Devastated and exhilarated not so much
by the religious nature of the work, but by the depth of feeling it roused in her,
she conceived an overwhelming desire to create a similar intensity in the art
she hoped to make. Husar's passion for Kurelek has remained strong: I
remember how enthralled she was, on a visit we both made to Kyiv in 2005, at
viewing in the Shevchenko Museum a Kurelek neither of us had known existed.
I do not use the term “enthralled” lightly: Husar's profound emotional
engagement with Kurelek's canvas was as remarkable as her appreciation of
the painting's technical mastery.

5 Avrom Isaacs, “Knowing Kurelek,” in William Kurelek: The Messenger, 20.
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As far as the question of direct influence is concerned, it seems to me
that what one artist learns from another involves a highly complex and often
subtle process, and that, in the long run, an artist's oeuvre is the best
authority. Whether serendipitous or deliberate, the echoes or twinnings
between numerous themes and tropes in these two painters' work constitutes, I
suggest, a case of influence that ranges from dialogues to whisperings.
Certainly, significant differences abound, sometimes for historical reasons:
Kurelek was only able to visit Ukraine during the Soviet era, and the art that
emerged from his visits is entirely rural, focused on the village. Husar has
travelled frequently inside Ukraine, both before and after Independence, and
she is as familiar with large cities — Zhytomyr and Poltava as well as Kyiv and
Lviv — as she is with her mother's birthplace, the town of Skala. Kurelek is well
known for illustrated books like Lumberjack and A Prairie Boy's Winter,
whereas the one example of overt narrative in Husar's oeuvre (all her work is
narrative in some form or other) comes in the form of a series of paintings
entitled Library and bearing titles of Harlequin romances. The titles describe a
narrative arc, while the story, in all its detailed particularity, is told in pictures
only. Husar did a degree in fine arts and taught for many years at the Ontario
College of Art and Design, whereas Kurelek insisted that he learned more by
working on his own from a volume by Kimon Nikolaides than from any
institution. He never took up a teaching post. For what it's worth, both painters
chose as life partners non-Ukrainians, in fact, Anglo-Canadians, and though
Husar has extensive ties and friendships with other Ukrainian Canadian or
Ukrainian American artists in all disciplines, she remains an outsider, or
rather, a maverick, as far as the community is concerned. Her satirical takes
on the good life among the Ukrainian diaspora in North America have earned
her opprobrium, and her vision of her role as artist as inflected by her sense of
Ukrainianness is distinctly discomforting: her alter-ego as nurse defines the
painter's task as the probing of wounds.

What Kurelek and Husar do share, beyond ethnicity, is a mode of
painting which is representational or figurative rather than abstract, and as a
consequence they have “rusticated” themselves vis-a-vis their era's dominant
ways of making art. The human face and figure are constants in the work of
both artists, but with a striking difference: apart from two fine self portraits,
Kurelek chose to represent the human form in schematic, even caricatural
ways: his figures are often dwarfed by the landscape, mazes, or massed
activities going on about them. Husar's cast of characters — her work is
nothing if not theatrical — usually appear life-sized rather than miniaturized.
Although certain roles and identities recur, among them the overweight and
middle-aged odalisque, the Mississauga matron, and the artist herself, at
various ages and stages and as alter-egos, they are individuals, never mere
types. Still lifes are another obsession shared by these artists: everything from
rubber gloves and enamel pots to wineglasses and tubing are staples of
Husarland. They usually form part of large, supercharged canvases containing
human figures, for example Self-Portrait as a Has-Been (1997) or Pandora's
Parcel to Ukraine (1993). Kurelek's still lifes, mostly produced as trompe 1'oeil
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potboilers (all highly accomplished and some, haunting) tend to be stand-
alones. Finally, serendipitous “twinnings” often emerge: thus the medically-
instigated tubes and pipes congesting one of Husar's latest works, Rehab
(2018), seem like uncanny quotations from the tubes and pipes featured in
Kurelek's Tramlines (1952), just as his Frame Finisher's Glove (1974) can be
seen to haunt her Latex Love (1988).

05: Pandora’s Parcel to Ukraine, 1993
oil on linen, 224x 274 cm
Collection of the National Gallery of Canada
Photographer: C.T. Chown

Husar's subject matter, though not restricted to the Ukrainian, has,
nevertheless, been primarily focussed on her relationship to her country of
ancestral origin. Like Kurelek, she shows Ukrainian Canadians at festive
occasions, though Husar is openly satirical in such works as Heritage Display
(1985) and Fish on Friday (1985). She has a relentless eye for kitsch and the
suburban grotesque; as for Kurelek's strictures about the greed for material
possessions among the descendants of Ukrainian pioneers, she takes them to
impious heights in works like Immaculate Conception (1987) and Our Lady of
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Mississauga (1987). Her rendition of Ukraine itself is a transposition of the
martyred maiden figure found in early Kurelek; moreover, it eschews
melodrama for a tongue-in-cheek self-referentiality. Thus in Ukraine and Me
(2007), on a scavenged folk-art canvas picked up in Ukraine itself and featuring
a lonely woman waiting on a bridge for the suitor who may never arrive, Husar
overpaints two alter-egos -- the stewardess and nurse.

Other renditions of Ukraine are far less playful: in them Husar has
deconstructed the martyred victim in traditional dress, revisioning her as a
Chernobyl child in a Mickey Mouse T-shirt in Pandora's Parcel to Ukraine or as
a vulnerable and yet also complicit, skankily-clad adolescent in Seed Spitter
(2007). And her depictions of post-Soviet Ukrainian emigrants to North America
continue the theme of the complicitly damaged: in Library (2002), which can
perhaps be seen as Husar's equivalent to Kurelek's The Ukrainian Pioneer,
sixteen covers from Harlequin Romances have been painted over to provide
ethnically inflected versions of the original titles, varying from Cinderella in
Mink to The Wide Fields of Home. The protagonists of this narrative are a
special kind of novoprybuli -- nubile Ukrainian girls earning their living as
Canadian home helps but feathering their nests and relieving their boredom
with cheap thrills provided by the husbands of the wives who employ them.

Husar's “ethnic consciousness” as it develops in her oeuvre is, like
Kurelek's, historically based. The nightmare that is Ukrainian history emerges
full force in Kurelek's Cross Section of Vinnitsia, but as his commitment to his
didactic role as a Roman Catholic painter increased, his focus fell increasingly
on such universal nightmares as nuclear war and the obscene materialism
fostered by godless capitalism. Husar, on the other hand, has continued to
probe and nuance her perception of Ukraine in the dying days of the USSR and
as it has become “normalized” after independence. Her Ukraine embraces the
Chernobyl disaster and the blatant influence of oligarchs and mafiosi in the
country's economy; while she has no religious axe to grind, she shows, over
and over again, how greed for material goods and Western status symbols eats

away at Ukraine's very soul.
* *

*

Landscapes, one of the defining features of William Kurelek's art, play almost
no part in Natalka Husar's work. They are, on the other hand, the basis of
Edward Burtynsky's career as a photographer. His Manufactured Landscapes —
images ranging from the marble quarries of Carrara, to China’s Three Gorges
Dam, to nickel tailings in Sudbury — toured to massive applause in 2003-05.
His most recent large-scale work, The Anthropocene Project (2018), a
collaboration with film makers Jennifer Baichwal and Nicholas de Pencier,
involves both the showing of the eponymous documentary film and a touring
exhibition of Burtynsky's photographs collected in a commercially published
volume. Burtynsky's reputation is global: his work forms part of the collections
of New York’s MOMA and Guggenheim galleries as well as those of Paris’s
Bibliotheque Nationale. Burtynsky is also the founder and owner of Toronto
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Image Works, a photo laboratory that has pioneered new techniques for
producing the large color prints which are his forte: two-dimensional fields in
which, miraculously, everything is in focus, both fore- and background.
Burtynsky's commercial and artistic success recalls that of William Kurelek, as
does his interest in far flung places, and in terms of background, startling
similarities between the two artists emerge.

Taras Buratynsky (he later altered his name to Burtynsky and goes by
Edward or Ed) was born in St. Catherine’s, Ontario in 1955 to Ukrainian
immigrants — Displaced Persons — who met in northern Ontario. They had
originally intended to farm in the south of the province, and it's interesting to
speculate how the artist's work may have differed had he grown up on a fruit
farm as opposed to a working-class neighborhood in an industrial town.
Burtynsky's first language was Ukrainian — his parents insisted that their four
children speak Ukrainian in the home — and he attended ridna shkola two
evenings a week. “Then there was the Ukrainian mandolin band....Ukie camp
in the summer. There were cultural events and parties at the Black Sea hall,
the Ukrainian community centre.”® Like Kurelek's father, Burtynsky's was
strict and all-powerful; unlike Metro Kurelek, Petro Buratynsky initially
encouraged his children's artistic interests — he himself dabbled in landscape
painting. He even gave Taras/Ed his first camera, though he refused to pay for
film with which the eleven-year-old could practice, thus forcing his son into
entrepreneurial habits that have led to his current financial independence.
Contracting cancer most likely related to his work with PCB impregnated oil at
an auto parts plant, Petro Buratynsky died aged forty-five; it has been argued
that Burtynsky is driven as an artist by his unfinished quarrel with the father
who both initiated him into the art of photography and then, as terminal illness
wracked and embittered him, jeered at his son for idleness and day-dreaming.
Remembering his father's verbal assaults on him, Burtynsky has observed:
“There is nothing more motivating than someone who is important to you who
says you can’t achieve something....’It’s one of those motivators where you say,
‘Fuck you—just watch me.””

Raffi Katchadourian describes the impact of Petro Buratynsky's death on
his son's development:

Burtynsky helped his mother with janitorial work to support the family.
After high school, he got a job at a plant that built frames for trucks — the
most gruelling labor he has ever done, he says — and then another on an
assembly line for Ford. He was also taking night classes in photography,

6 Gerald Hannon, “The Eyes of Edward Burtynsky,” Toronto Life, February
2005, 83-84.

7 Raffi Katchadourian, “Edward Burtynsky's Quest to Photograph a Changing
Planet,” The New Yorker, 11 December 2016,

https:/ /www.newyorker.com/magazine/2016/12/19/edward-burtynskys-epic-
landscapes (accessed 11 October 2021).
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and he became determined to enroll in a full-time program. In 1976, he
entered Ryerson Polytechnic Institute, in Toronto. But he studied
intermittently, often returning to industrial labor to pay for school. At one
point, he worked in a gold mine in northern Ontario. “It was insane,” he
said. “You go down, like, two-thirds of a mile into the earth, and then walk
along these drifts for another thousand feet, climb up, and you are
somewhere in the middle of fucking rock.”

One summer, Burtynsky returned home to work at G.M., where he
held a number of jobs, among them helping to clean up PCBs. The plant
offered him a management position and the prospect of steady
employment. “My mother kept saying, ‘You got a great job, you can have a
house,”....But by then he had already decided to leave: “I felt, in my heart,
[ wanted to be an artist.”8

A harshly critical father, an economically marginal background involving
stints of hard manual labor in remote places, intermittent studies in his chosen
field, voluntary displacement from the Ukrainian Canadian community in
which he'd grown up: Burtynsky's Bildungsgeschichte uncannily resembles
Kurelek's. “[Burtynsky| understands the importance of and richness of his
Ukrainian heritage,” Gerald Hannon has observed, “but found it too
claustrophobic, too closed in its acceptance of ideas and its lack of interest in
exploring a complicated world. He resisted the pressure to marry...a Ukrainian
girl and have children...who would learn the language.”®

Certainly, then, Burtynsky is a Ukrainian Canadian: but can he be
accurately or meaningfully described as a Ukrainian Canadian artist? His
rejection of the “ethnic consciousness” with which he grew up is one thing; the
fact that he has never photographed Kurelek's Big Lonely is another — for if
there is a recognizably Ukrainian Canadian landscape, it is surely the prairies.
Yet Burtynsky's consuming interests as an artist lie in industrial rather than
agricultural subjects. The industrial wastescapes of contemporary Ukraine, one
might argue, would surely be a fitting subject for him, were the Donbas not a
militarily contested region. Yet surely every artist must be allowed a free choice
of field and subject matter: given that Burtynsky has declared his aesthetic
home ground to be “the world of the gargantuan,” it is easy to see why, instead
of the post-Soviet industrial decay of Dnipropetrovsk, for example, he has
opted to photograph Lagos, that “hyper-crucible of globalism.”10

8 Katchadourian, “Edward Burtynsky’s Quest.”
9 Hannon, “Eyes,” 88.
10 Katchadourian, “Edward Burtynsky’s quest.”
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06: Edward Burtynsky, Homesteads #32, View from Highway 8, British
Columbia, 1985.

And yet, the influence of Kurelek on Burtynsky, or the affinities between
Kurelek's and Burtynsky's oeuvre and vision, are significant. Kurelek's
landscapes have been described as “flattened,” aiming at immensity of effect.
Works such as When We Must Say Goodbye (1977), the Indian Hitchhiking from
Saskatchewan series (1974) or Cold Dawn in Saskatchewan (1974) evoke that
inhospitable vastness captured by Burtynsky's use of digital technology.
Looking at Kurelek's Glimmering Tapers Round the Day's Dead Sanctities
(1970), in which a huge swath of eerily green northern lights dwarfs a scatter of
farm machinery parked on a stretch of bare mud, or looking at Starting
Flywheel Tractor (1969), which contrasts miniscule machinery with the
immense and empty land it attempts to control, one cannot help but think of
Burtynsky — though with an all-important difference. For Kurelek's vision of a
beautiful, heartless nature riding roughshod over human aspirations and
ambitions predates the Anthropocene. What Burtynsky's oeuvre represents is
the intermingled beauty and horror of our human invasion of the natural
world, whether the glaucous green rivers snaking through the Niger delta due
to illegal Nigerian oil refineries or the blood-red rivers formed by the tailings
made by nickel mining in Ontario.

The oeuvres of William Kurelek and Edward Burtynsky show important
areas of overlap in terms of technique and subject matter: Tobi Bruce's essay
“Kurelek as Journeyman Picture Maker” in William Kurelek: The Messenger, the
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catalogue of the most recent Kurelek retrospective, demonstrates how
important photography was for Kurelek in shaping his “compositional eye and
thinking.”!1 Yet it is principally in terms of vision, moral and aesthetic, that
these artists most tellingly agree, and this despite the fact that Kurelek was
devoutly religious, while Burtynsky is resolutely secular. For both artists, this
vision is ultimately catastrophic. The mushroom clouds that bloom so
horrifically in Kurelek's skies distill the same consciousness that drives
Burtynsky in his photographic pursuit — physically taxing, technically
challenging, and often dangerous — of the lacerations we've inflicted on our
planet and so many of its people. Gerald Hannon's description of Burtynsky as
“a man who is at argument within himself, savouring the wonders and
comforts we mine from our wounded planet, apprehending the woe we are
bound to inherit” could apply equally well to William Kurelek: son semblable,
son frére.12

11 Tobi, William Kurelek, 142.
12 Hannon, “Eyes,” 84.
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The Grand Western Canadian
Screen Shop: Ukrainian Identity
and the Artistic Legacy of Bill
Lobchuk and Don Proch

Walter Hildebrandt

I arrived in Winnipeg from Saskatoon to work for Parks Canada in 1979,
having recently received my MA in Western Canadian history from the
University of Saskatchewan. The Prairie Regional Office of Parks Canada,
responsible for National Historic Sites in Manitoba, Saskatchewan, and the
North, was located in Winnipeg, close to the old warehouse district. I was
assigned the North West Mounted Police posts of Fort Walsh and Fort
Battleford and the military theme at Batoche. My thesis had prepared me
slightly for these tasks as it was about Ontarian settler P.G. Laurie and the
Saskatchewan Herald -- the first newspaper established west of Winnipeg.
Sarah Carter and I moved to Winnipeg together; she was then working on her
MA on the ideologies of three prairie Methodist missionaries and their
promotion of settler colonialism, and she later started a PhD at the University
of Manitoba on First Nations and agriculture, later published as Lost Harvests.
We were both determined to write about the prairies, though most of our
professors dismissed “local” history as not intellectually worthwhile. We were
members of a generation arising out of the liberating atmosphere of the 1960s-
1970s who wanted to understand our own place, and not write about the “lords
and ladies” of Tudor England or the Great Men of politics and industry in
distant realms.

Immersed in this atmosphere and aura we enthusiastically arrived in
Winnipeg joining other like-minded young people of Parks Canada. On Fridays
after work (except in spring and summer when we played softball), we would
congregate at the old brown, sprawling, log-walled basement of the Aberdeen
Hotel where we would argue, debate, and zealously discuss topics and issues
related to our work and times. I remember Rose, our server, a tall Indigenous
woman who brought us trays filled with draught beer two glasses at a time in
the distinctive tulip-shaped glasses. Prohibition laws still in effect in Winnipeg
decreed that no alcohol could be served during the dinner hour, a measure
designed to send working men home before they could squander their wages on
beer. During this hour most of us would walk to the Paradise Restaurant on
Portage Ave where we had Italian food — pizza, spaghetti, gnocchi, lasagna, etc.
Occasionally, after this break, we would return to the Aberdeen. They were
heady times.
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At first Parks Canada people who came to the Aberdeen sat in one group
which included historians, archeologists, planners, and interpreters,
sometimes joined by university students, and provincial heritage resources
employees. We soon discovered there were equally loud, rowdy groups around
us. Loudest was a table made up of artists, and among them the loudest was
Bill Lobchuk. At their table were printmakers, painters, performance artists,
singers, journalists as well as a butcher and a cook. Among them were Don
Proch, Tony Tascona, Mike Olito, Kelly Clark, Reg Gibson, Len Anthony, and
Dianne Wilt.

The shouting across the room started when Bill and I, both squash
players, dared the other to arrange for a game. As people at the various tables
got to know each other, they integrated and would sit together. There was a
remarkable atmosphere for a few hours every Friday best captured by the
English Professor Ken Hughes who was a regular denizen:

In a very important sense, the Aberdeen is a microcosm of Culture as well
as Nature, not just Manitoba or Western Canadian, but the Culture of the
whole of Western Civilization. It had its Liberals, Conservatives, Social
Democrats, Marxists, Neoists, Don’t Knows, Straights, Mixeds, Gays (both
sexes), Well Offs, Poor, Youngsts, Oldish, Men, Women, Ukrainians, Poles,
Lobchuks, Irish, French, Lithuanians, Pukka-Sahibs, Metis, Drivers,
House-Painters, Plumbers, Unemployeds, Salesmen, Bureaucrats,
Academics, Visual artists, Poets, Morrissettes, and even a highly
respectable street Beggar who clocked off dutifully for his draft.!

Numerous occasions were celebrated, including birthdays. For Bill’s
birthday one year we had a special cake made at Gunn’s, a famous North End
bakery. The image on it was not politically correct. The late poet and playwright
Don Kerr, visiting from Saskatoon, attended the 1988 draft at the Aberdeen
and wrote in his poem “June 1988 Winnipeg Journal”:

final day of the hockey draft and the loudest
gathering in my life, Lobchuk’s t shirt

for Walter, Olito yelling , Lobchuk yelling.

Tascona, after a five minute allout attack on him and
Ukrainians, said

I'm Polish.2

All our tables were shoved together and the whole table of fifteen people
shouted insults each time a player was selected, making fun of the picks that
were made. At the 1988 hockey draft Bill had a T-shirt made for all
participants with a cartoon drawing of me labelled “Fatty” as a bald and round

1 “The Prison House of Language,” NeWest Review 10, no. 8 (April 1985): 2.
2 NeWest Review (June-July 1989): 36.
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Alfred E. Neuman of Mad Magazine (with the gap in the front teeth that we
share) and an Adolf Hitler mustache. Bill had nicknames for everyone, and he
ungraciously called me “Fatty,” though I always thought the name would suit
him better.
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01: Walter Hildebrandt and Bill Lobchuk at the Aberdeen, c. 1991.

The work these two groups produced - the historic content and the
artistic imagery — had common themes. While we were pleased to be telling the
history of our own place, they were creating visual art of the places around
them. Memorable are Kelly Clark’s Delta Marsh watercolors, Tony Tascona’s
abstract images of local workplaces, and Mike Olito’s performances with sticks
and stones from his acreage. Prominent in this vein were Bill Lobchuk’s
colorful screen prints of Neepawa, Carberry Hills, Garson’s marshes, and
sunflowers. Don Proch achieved international recognition for his prairie
imagery from around his hometown of Inglis, in Western Manitoba. In the
pages of the NeWest Review, particularly the special issues from Winnipeg, the
worlds of history and art on the prairies intertwined as many of us published
there on art, poetry, politics, heritage conservation, books, films, and exhibits.
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In time we got to know about the Grand Western Canadian Screen Shop
on McDermot Avenue. A wide variety of art from the 1960s and -70s was
displayed on the walls, testimony to printers working with visual artists to
produce limited edition silk screen prints. As we got to know Bill, we discovered
that in the late 1960s Bill was the spark that lit the enthusiasm to establish a
meeting place for artists dispersed across the province and more widely the
prairie West. Bill came up with the idea of establishing a place for silkscreen
printing, a place where people could bring their ideas and work in a cooperative
process with the technical assistance of master printers like Bill and Len
Anthony to produce highly accessible art. Others came just to visit and watch
in a spirit of good will and friendship. Bill got financial and moral support from
many established artists to realize his ideas and get the project off the ground.
Bill purchased a vacant store and the Grand Western Canadian Screen Shop
began, becoming the hub of energetic art production fueled by the energy of the
1960s. Prominent among those who assisted was Ivan Eyre, who also did many
prints with Bill, and whose work was included in most Screen Shop shows.
Eyre’s ancestry was Polish and Ukrainian, and he gained international
recognition for his prints and paintings.

While working at Daly Display, a commercial screen shop, Bill met
photographer Len Anthony and the two worked together to develop the
“kmowhow” of the screen printing process. In 1967 Bill and his new bride Carol
Coyne visited Minneapolis for their honeymoon and they toured the Walker Art
Centre. There he saw Andy Warhol prints for the first time. He was working in
commercial printing at the time and had never seen anything like the Warhols
he discovered and became inspired by the possibilities of turning commercial
images into art.

By the mid-1970s the Screen Shop had moved from Princess Street to a
large warehouse building on McDermot Avenue, in an area once home to
Winnipeg’s garment district. There were 1200 square feet of space, and the
main floor had huge, high, grand windows that gave it a bright, airy feeling.
Working tables to lay out the work for printing were located throughout with
drying racks beside them. Barrels of toxic and volatile chemicals to clean
screens stood at the back. A lacquer and thinner Opex No. 9 was so dangerous
that Bill was told by his doctor to stop the printing to save his health.

High walls were covered by artworks from the floor to the ceiling stacked
three or four tiers high. A dominant image of Roy Rogers, by Richard Hrabec,
stood out along with nudes and erotica by Louis Bako and Kelly Clark. There
were large graphite prints of prairie scenes (experimental successes) by Don
Proch, jungle scenes by Chris Finn, and the high realism prints of Danceland
in Moose Jaw by David Thauberger, conceptual art by General Idea and
Gordon Lebredt, and a Ukrainian Easter egg with prairie scenes by Joe Fafard.
Indigenous artists included Daphne Odjig, Carl Ray, Jackson Beardy, Alex
Janvier, and many more. Joe Fafard’s ceramic sculpture of Bill with his
signature red neckerchief and beloved dog Snow at his side was what first drew
the attention of visitors to the Shop. The work of ceramic artist Vic Cicansky
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was also prominent. The whole place was a fabulous celebration of
autochthonous, mostly prairie art.

Don Proch had his large studio on the entire second floor where he
created his masks. Jackson Beardy had his studio on the third floor, and after
Jackson passed away, Kelly Clark moved in. The building was not in the
trendy, artsy Osborne Village district but right in the middle of the downtown,
not yet gentrified, North End. Large trees grew around the building providing
shade. There was plenty of parking on the street for visitors who could drop by
to observe and converse with the artists on the three floors.

Celebrations and parties were frequently held at the Screen Shop for
launches and show openings. At these events and parties, marijuana smoke
wafted through the room and the nearly seven foot Gimli-born Lithuanian giant
Mike Olito loomed over the crowd. One such occasion was the launch of my
poetry book Sightings in 1991, a long poem about the Metis Resistance of 1885.
Bill contributed seven watercolors for the book with images of John A.
Macdonald, Queen Victoria, and Big Bear. The large paintings hung on the
west wall. We had T-Shirts with images of the paintings printed on them,
accompanied by vats full of ice, beer, and wine for sale. Over a hundred people
attended this grand occasion. Bill and I had decided that at the end of the
night we would divide the paintings between us unless someone bought them
all together. And indeed that was what happened. Carol Phillips, Winnipeg Art
Gallery director, bought them all for the WAG collection where they are still
housed.

Silkscreen printing has been stigmatized in two ways: by its association
with commercial sign and poster printing and by the notion -- eagerly
perpetuated by those who sell art -- that the artist alone ought to produce the
work of art and that such a work ought to be a single “original” painting or
sculpture. The artist’s name becomes as important and saleable as the work of
art, resulting in a hierarchy of “art stars.” Those who sell art, and often the art
critics as well, frown on the production of “multiples” in the market place. To
the dealer this availability lessens the value of each piece of art. The vested
interest of the art dealer is usually in the “value” of an “original” painting, one
of which can command a higher price than the total price of a print edition of
fifty.

The other side of this coin is of course the democracy of printmaking,
which makes more fine art available to more people by producing a number of
prints of the same image. Art therefore becomes accessible to those who could
not otherwise afford it. You might, as a middle-income Canadian, be able to
own a print of David Thauberger, Tony Tascona, Joe Fafard, or Don Proch
while never being able to buy one of their paintings or drawings -- the print will
nevertheless allow you to appreciate the images created by these artists.

Some critics are hesitant to acknowledge the status of fine art
printmaking because they are uneasy with the process of producing a print.
The concern is with the author rather than with the work that is produced.
Often a painter or sculptor will collaborate with a master printmaker to
produce a print. This tradition is known as the “ateliers” system, which
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originated in the printmaking studios of Paris. For some myopic critics, this
cooperative effort taints the authorship of the art work, lowering its status in
the hierarchy of art forms.

When commercial galleries only reluctantly show silkscreen prints, this
limits the exposure that the public has to this art form. It is a bias that is also
evident in public galleries and at our universities. It appears that for many
public galleries the commercial value of a piece of art will also prove its
intrinsic value as art. This leaves the lower-priced silkscreen prints without a
requisite share of public attention, and often they are relegated to art gallery
gift shop rentals.

In 1968 Lobchuk was aware of only one other print studio in Canada:
Richard Lacroix Guilde de Graphique in Montreal. Later he learned that
simultaneous to the establishment of his own enterprise, Pierre Ayot, with
whom he later worked, opened his Graff Centre de Conception Graphique, also
in Montreal. There was also the Open Studio in Toronto. Initially, Lobchuk
hoped to set up a studio for silkscreen printing that would grow as a facility to
include etching, lithography, and photography. Not all of this vision was to be
realized but he thought that Winnipeg and its artists deserved such a place.
While working and experimenting with his own prints, Lobchuk invited artists
not familiar with silkscreen printing to use the studio. He firmly believed that
you did not need to be an expert at the technical process of printmaking to
produce fine art prints. Some artists became totally involved in producing their
prints while others left most of the technical work to Lobchuk. A number of
artists stayed for a time to hone the skills involved with silkscreen printing and
became accomplished printers in their own right. Among these are Len
Anthony, Randy Gledhill, Ted Howorth, and Chris Finn.

While interviewing Lobchuk in Winnipeg’s old warehouse district, it
became clear that he had a sense of the history surrounding the Screen Shop
and its place in the development of silkscreen printing in Winnipeg. He was
proud that many artists now did silkscreen printing along with their other
forms of artistic expression and pleased that there are now at least half a dozen
facilities in Winnipeg for lithography and silkscreen printing. A large body of art
work produced by the silkscreen medium is now available. Lobchuk is also
proud of the atmosphere of experimentation that exists at the Screen Shop.
Over the years printing was done on many kinds of paper as well as on
plexiglass, canvas, and velvet. A wide variety of inks and paints were tried, as
were stencil techniques. One of the remarkable innovations in Lobchuk’s
memory is the use of emulsion concocted to achieve the “graphite look” for a
number of Don Proch’s prints. When Proch wanted this graphite look,
printmaker and artist began to experiment with a variety of mixtures until they
discovered that the desired effect could be produced using a roller bearing a
graphite and bronzing varnish mixture.

The art critic and curator Philip Fry has said that the prints from the
Screen Shop have a particular quality to them. Lobchuk says that this
distinctive look is the result of the inks and papers used. They are basically a
hybrid of the techniques and materials of commercial silkscreen printing,
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where Lobchuk worked prior to 1968, and those of fine art silkscreen printing.
He takes pride in this adaptability that resembles a prairie pragmatism that
works out new solutions to the problems at hand.

Lobchuk is among a generation of artists who decided to stay in the
West and believes that many artists, like David Thauberger, Joe Fafard, and
Don Proch, could have left and made it elsewhere. But instead they stayed, and
continue to stay, and give the rest of us a greater sense of place. It may be that,
in the words of Martin Heidegger, we are as a result of such work becoming
“more historical”: “The origin of a work of art -- that is, the origin of both the
creators and preservers, which is to say of a people’s existence, is art. This is
so because art is by nature an origin: a distinctive way in which truth comes
into being, that is, becomes historical.”3

Lobchuk is critical of the commercial and public galleries for not doing
more for silkscreen printing, and particularly critical of the universities for
doing so little in their art schools to teach the craft and appreciation of
silkscreening as an art form. He attributes these both to the low status in the
art hierarchy that this medium suffers under and to the professors of art who
cling to old conceptions of artistic expression. He blames these university
professors for not taking the time to encourage all forms of artistic expression
in their students. Many of these professors, Lobchuk somewhat ironically says,
taught here as “immigrants” -- though immigrants who only intended to stay
for a short time.

The indifference of the universities and the commercial galleries to
silkscreen printing clearly rubbed off on the public galleries. The Winnipeg Art
Gallery, for instance, did not exhibit the fifteen year survey of art done at the
Screen Shop entitled “The Grand Western Canadian Screen Shop: Print
Legend, 1968-1983.” This indifference, however, has also been evident in the
lack of an informed commentary about silkscreen printing. Lobchuk says few
art critics even understand the silkscreen printing process. Virtually nothing
was written or said in the local media about the 1983 show. It is ironic that for
those artists who chose to stay and work in the West so little informed criticism
is present. Lobchuk emphatically says that many of our own critics are
influenced by an “artistic colonialism” that downgrades the local without
serious consideration and elevates the alien.

Funding agencies like the Canada Council and the Manitoba Arts
Council, share responsibility for not developing screen printing as an art form.
The Canada Council, he says, “gives you just enough money to make it difficult
to do your job properly.” In setting an exhibition in 1983 the Canada Council
provided only half the money asked for. Had they received full funding, they
had hoped to hold a workshop to discuss the politics and future of printmaking
in Canada. The workshop was to draw attention to issues now facing silkscreen
printers, to inform a broader audience of these issues, and to initiate a

3 Cited in Twentieth Century Theories of Art, ed. James M. Thompson (Ottawa:
Carleton University Press, 1990), 410.
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dialogue. The National Gallery’s role in this area seems non-existent. It has no
active policy for developing its print collections or for keeping curators and
artists informed of developments in all parts of the country. These are only a
few problem areas, and they point to the need for an examination of the
current situation which should include a review of the support structures that
are presently in place to assist those involved in the printmaking discipline and
a discussion of what lies ahead. The style of expression in works produced at
the Screen Shop ranges from the three-dimensional approach to the medium
used by Pierre Ayot to the fluid linear imagery of Alex Janvier. This reflects the
diversity of roles fulfilled by the Screen Shop for various artists, the diversity of
the medium itself as it has been used by each artist, and finally the
collaborative efforts of artist and printmaker.

Bill was familiar with imperialisms other than “cultural” through the
experiences of his parents, Harry and Velma, who immigrated to the prairies in
1921. Both came from villages in Western Ukraine. They fled a small acreage in
Ukraine where it had become increasingly difficult to make a living; land was
scarce and it was impossible to purchase enough land to survive. They hoped
that the wide-open Canadian prairies could offer them the chance to
homestead and make a comfortable living. They had two children in Ukraine —
Lola and Ann — and would have four more in Canada — Nancy, Mary, Russell,
and Bill.

Harry and Velma escaped a country that for many centuries experienced
a fraught history. Its name, “Ukraine,” means “on the edge.” It was annexed
and occupied by many different powers and countries. Ukraine did not really
enjoy statehood until the collapse of the Soviet Union in 1991. Most Ukrainians
had been illiterate “living in villages and towns dominated by foreigners who
exploited them mercilessly and regarded them with contempt.”*

Emigration was the only escape for many. They brought to their new
homes their language and culture and sense of constituting a nation. Some
Ukrainians fled to mines and factories in France, Germany, and Poland, but
many more of them took ships to Canada. Even on these ships, immigrants
were victims of con men, vultures who took whatever small amounts of money
they might have. The railway agents had given them attractive, wonderful
images of what they could expect in this promised Eden.

After World War II a new, large, and more nationalist Ukrainian
diaspora came to Canada. Many of them did not assimilate into existing
Ukrainian organizations but established their own, and a new more “strident”
nationalism emerged. But Harry Lobchuk remained a strong leftist and
belonged to the Ukrainian Labor Temple in the North End that had a sign
above the door “Workers of the World Unite.”

Harry and Velma arrived earlier, after World War I, but the Ukrainian
Canadian community was even then in the midst of chaos and tumult, with
many and various bewildering factions. Harry and Velma had left Antwerp on a

4 From a manuscript in progress by Winston Gereluk.
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boat to Halifax, and from there took the train to the prairies, disembarking in
Saskatchewan. It was here that Harry worked as an itinerant laborer and
farmer. He was especially adept at breaking horses and knowledgeable about
selling them. Velma stayed at home to care for the four children while Harry
took work wherever he could find it. During the disastrous Dirty Thirties, the
family moved to Plumas, Manitoba, a dozen miles from Neepawa where, Bill
remembered, you could see the Riding Mountains to the west.

Plumas was a thriving multiethnic community with people from many
European countries. This was Bill’s birthplace. While in labor, Velma was
taken to the railway tracks in the freezing cold, where the train picked them up
and took them to the hospital in Neepawa. Bill was born here on 20 December
1942. A cheerful baby, he was given the nickname “Sunny.” Bill spent his first
five years on the family farm which Harry was finally able to purchase. He
spent years there playing with Buster, a favorite dog who had been run over so
many times by the threshing machine that he was missing legs. Finally, Buster
had to be put down before the family moved to Winnipeg. In 1947 the family
moved again to Selkirk Avenue in the North End where they purchased a
grocery store. The North End became infamous for the many ethnicities who
settled there — Ukrainians, Poles, Germans, Jews, and Hungarians. Bill learned
English in the street playing with this polyglot of people, but he never properly
learned English, leaving him ill-prepared for school. In high school he was
enrolled in the “high school leaving” stream and failed most subjects with the
exception of art and history where he earned marks of 95 and 85 respectively.

Bill’s ability to draw earned him entrance to Tech Voc High School in the
west end of Winnipeg, learning about commercial art from Winston Leathers.
From there he went to a diploma course at the University of Manitoba, studying
with Ivan Eyre and Ken Lochhead. At the University of Manitoba his interests
changed from commercial art to the fine arts program, learning about
silkscreen printing. With his diploma he was hired by Daly Display where he
honed his printing skills working with advanced technologies that were not
available at university — a gap existed between the printing taught at university
and the technologies available at Daly’s. While at Daly’s Bill conceived of a plan
to set up his own shop to produce fine art and attract artists and any contracts
he might land.

He began by renting a building at 50 Princess St. and called it The
Grand Western Canadian Screen Shop. His Ukrainian friend with the unlikely
name of Len Anderson began bringing artists to the shop who shared Bill’s
ideas of creating an artistic community, such as Kelly Clark. During this time
Bill also got involved with a political organization founded by Jack Chambers —
CAR or Canadian Artists Representation which lobbied for better treatment for
arts by funding agencies. The Screen Shop became the nexus for both artistic
activity and the centre of political lobbying to aid artists.

Life experiences from his days on the farm in Plumas would influence
both his choice of screen printing and the need for community. To survive on
farms isolated from each other, where money was scarce and crops difficult to
grow, communities had to come together for all to survive. This sense of
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“rugged individualism” coupled with community support were how Bill solved
everyday problems. The farm experience of working together at harvest time,
for example, helped him to choose screen printing as his favored form of
artistic expression. The production of “multiples” reinforced a democratic ethic
whereby many people in different places could purchase and enjoy the same
image, which stood in contrast to painting where only a single “original”
resulted. It was the community of multiples against the individualism of single
original production.

02: Bill Lobchuk, Elevators (Sentinels), 1990.

Bill’s democratic sensibilities and his sense of prairie place now
combined with the influence of his parents’ Ukrainian culture to become
dominant themes in his artwork. His idyllic landscapes represented a rural
Eden - a place of escape from the chaos and poverty of the Ukrainian
homeland and a respite from the rough and tumble life of North End Winnipeg.
Rural Manitoba was a place for new “beginnings” and a place to put down roots
-- a garden to sustain you. The dispossession of small-scale farming in Ukraine
was in stark contrast to the availability of the wide-open spaces on the prairies.

Old log buildings, sunflowers, fence posts, vast skies, panoramic fields,
rural landscapes are all prominent images of Bill’s work. Evident in Bill’s
creations are the bright primary colors that stand in contrast to darker, somber
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browns and blacks of classical European painting. Bill detested such somber
colors, which is why you can’t find black in any of his work. His bright colors
come from Ukrainian folk-art traditions: yellows, oranges, and reds similar to
colors in designs of clothing and decorated eggs. The sunflower, the national
flower of Ukraine, which grows over vast fields in both Ukraine and Manitoba,
dominates his prints. Also present in much of his work are the surrealistic
blues and turquoise of skies that leave the viewer with an overwhelming and
sublime sense of awe felt on seeing dramatic prairie sunsets. The viewer feels
welcomed into prairie scenes such as Post, Sundance, Homestead.

Bill bought an old Ukrainian homestead a few miles from Winnipeg at
Garson, close to the limestone quarries. He would spend time there gardening
and entertaining friends, particularly around the time of the Winnipeg Folk
Festival. Parties at his “homestead” were legendary, with some lasting all night
and people camping out. He bought a quarter section from John and
Brataslava Dominik, and the document was the original parchment describing
the land. Years later Bill produced a wonderful print of the crumbling
Dominiks’ Barn, recalling and preserving the work of these Ukrainian settlers.

Another remarkable rural image is the dog portrayed in Neepawa I and
II. The scene is of a dog resting in the sun at a gas pump in Neepawa. Bill
brings back Buster to us, his favorite childhood dog, in this diptych. In the first
image the dog lifts his head as if to scrutinize the visitor/intruder. In the next
print he puts his head down as if to indicate “there is no threat here.” These
images appear immanent to the viewer — that something most important is at
hand. A Ukrainian sensibility is present everywhere in his art — the old guard
dog, the fence posts, the dramatic blue, even turquoise skies, yellow and
orange of the fields, old homesteader sheds, small town gas pumps. Over the
years, Bill owned several dogs, including “Snow,” “Thor,” and then “Snow-
Thor.”
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03: Bill Lobchuk, Harvest Sunset, 1988.
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Don Proch is another major Ukrainian-Canadian artist who incorporates
ethnic themes and images in his work. In fact, the representation of Ukrainian
heritage is very overt in his work. Like Lobchuk, his roots are in rural
Manitoba; there is a strong sense of place in his landscape, and he has a
concern for community and community life. He even signs his art with Cyrillic
writing. Don’s ancestors come primarily from Galicia in Western Ukraine. His
grandparents Luke (1882-1997) and Mary (1882-1993) Burtnyk had eleven
children, one of whom was Nell (1915-94), Don’s mother. They emigrated
through Hamburg in 1899 and settled west of Loon Lake at Ethelbert,
Manitoba.

Don’s paternal great grandparents were Michael (1853-1919) and Maria
Protz (1860 -?). They immigrated to Canada from Western Ukraine in 1899 to a
homestead in the Kulish district, homestead number NW 18-28-23. They had
three children in Ukraine: George, Olina and Anna, and two more in Canada,
Katherine and Nellie. George married Mary Baron and they settled on the
homestead in the Kulish district. George was a farmer and the local
mailman. Metro, later to be called Don (1913-79), was the second of two sons.
In 1949 George and Mary moved to Grandview, Manitoba.

Prior to the start of World War II, Don Sr. moved to Hamilton and
worked in a foundry for steel production. After the war, and wanting a farm, he
moved to Grandview and shared a farm with his parents, George and Mary.
Don Jr., the artist, lived for a short time on this farm. Doug, his brother, said
Don remembers this time as “the best years of his life.” In the evenings he sat
and drew with his mother. In the winter he was taken to a rural school by his
grandfather in an enclosed cutter that was heated by a wood fire. Finally, his
father was unable to make it on the farm, and he bought a hotel in Inglis with
Nell’s parents. It was a communal family place with extended family always
present. In summer some family members would come to stay for their
vacation. In Inglis the family were members of the Ukrainian Catholic church.
As a hotelier, father Don was not overtly political, but he did support a popular
Conservative politician, Wally MacKenzie. In Inglis Don was good friends with
the Andersons who owned the general store. Don loved the family’s Inuit
sculpture collection. He learned photography and painting with Mrs. Anderson.
Don also took painting lessons from Bell Bush who lived in nearby Shellmouth.

Don completed high school in Inglis and then went to the University of
Manitoba to study engineering. After one year he switched to education, where
he studied art and trained to be a Fine Arts teacher. Upon graduation he
taught art in Winnipeg schools. He taught high school from 1967 to 1970. At
that time, he decided to dedicate himself to creating his own art full time. His
style of painting and drawing evolved from traditional paintings to sculptures,
installation art, and masks. Yet the theme of connection to the land and place
was paramount. A prime example of this was the formation of the Collective,
Ophthalmia Company of Inglis, Manitoba. The Greek root of Ophthalmia,
“ophthalmos,” means the eye, and the entire word means an inflammation of
the eye. The “company” was established as a collective to assist Proch with his
artistic undertakings. So, again like Lobchuk, he wanted to create a
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community that would work together. Proch would get friends and family
together who, under his direction, would help with his work. It arose out of
peasant Ukraine, where people worked together to survive. The objective of
Proch’s art is to influence the viewer’s eyes, to force them to look at the world
differently — to see the rural for what it is and what it was for prairie peasant,
populist Ukrainians. Proch has been called a “prairie shaman,” a
transformative role by which he brings old things to life and breathes life into
the ordinary. Proch creates installations from wood and woodpiles; his imagery
is of skies, fields, roads, landscapes. He portrays favorite rural prairie past
times such as curling and biking. He incorporates farming tools, labor saving
devices, and machinery in his art, including axes, saws, rakes, shovels, barbed
wire, plows, seeders, wheels, velocipedes, horses, and grain sacks. He draws
various versions of grain elevators, the most classic reminder of rural life. Like
in Lobchuk’s art, there are the beloved sunflowers that Ukrainians celebrated.
He anthropomorphizes the landscape with female forms both on land and in
the clouds. Common in his work are furrows plowed for seeding and raked
rows of grain and hay. Ukrainian heritage and influences are everywhere in his
art.

04: Don Proch, Motria’s Hair, 1972.
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In 1988 I wrote an article entitled “Changing Images of the Land: Don
Proch’s Ancestral Mask.” I wrote that Proch “explores the themes of man and
culture, and reveals how people internalize their experiences of place while
living in (on) our vast prairie space.” Furthermore: “He reminds city people of
what has been left behind, by celebrating the small, the local, the dialogical,
the many voices of the rural communities.” About Ancestral Mask I wrote that
“even the back-to-the-land movement shows a sign of hope for the land, for
there Proch has drawn a furrow formed in one of the shapes of the sign for
infinity: The small, cultivated oval plots coexist on this sculpture in a
dialectical relationship with the grasses of uncultivated nature. These plots can
represent the small acreages first cleared by the Ukrainians in the wooded
lands they homesteaded in Manitoba and by extension can signify on a
universal plane all primary culture/nature relationships....The most overt
image in this sculpture is the thatched roof over the land. The roof refers to the
Ukrainians who settled and worked the prairie and is, as Proch says, one of the
two basic roof types in the old country. The thatch is constructed of binder
twine and reminds us that Ukrainian agriculturalists, who transplanted part of
their European culture into the North American setting, built their vernacular
structure from the wood and straw they found around them when they
arrived.”

05: Don Proch, The Farm as a Memory Mask, 2000.
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Works produced by the Grand Western Canadian Screen Shop have
been exhibited throughout the world, including Japan, France, the United
Kingdom, and the United States. Many smaller exhibitions have been held in
and around Winnipeg. But there have been two major shows that included the
accumulation of many years of print production. The first was held in 1983
entitled The Grand Canadian Western Screen Shop: A Print Legend, A Fifteen
Year Survey 1968-1983. It was an exhibition in two parts. The large show was
displayed at the Ukrainian Cultural Centre and included all who had made
prints with Bill. A smaller exhibit was held at Gallery III at the Art School of the
University of Manitoba and contained the work of graduates of that school. It
was a lavish production with a glorious bright yellow catalogue and the red
flying goose emblematic of the Screen Shop, very traditional Ukrainian colors.
The catalogue contained short essays explaining the printing process and the
genesis and history of the Screen Shop -- the oldest print shop in western
Canada with a worldwide reputation as an outstanding print facility. Each
artist in the show had a color 8x10 image of their work with a history of their
career on the back. Other Ukrainian artists, namely Larry Kissick and Richard
Hrabec, were included as well as many Indigenous artists such as Daphne
Odjig, Jackson Beardy, Carl Ray, and Alex Janvier. Other outstanding artists
were part of the show: Ivan Eyre, Joe Fafard, David Thauberger, Kelly Clark,
Louis Bako, Pierre Ayot, Judy Allsopp, Marsha Wineman, Tony Tascona, Don
Proch, Glenn Lewis, Gordon Lebredt, Winston Leathers, Ted Howorth, Chris
Finn, Russ Yuristy, and General Idea. The exhibition was a resounding
success. A wide variety of styles and printing techniques were on display.

The latest exhibition of Screen Shop prints was held in March of 2019 at
the MacKenzie Art Gallery in Regina; it was entitled Superscreen: The Making of
an Artist-Run Counterculture and the Grand Western Canadian Screenshop. The
exhibit focused on the “artist and provocateur” Bill Lobchuk whose Screen
Shop become the hub of “artistic engagement, education, experimentation and
production.” Located in the Old Warehouse District of Winnipeg, once the home
of a vibrant needle trade, the artists created works “critical of modernism,
Eurocentrism, and American imperialism.” Screen printing was favored for its
economy and “anti-elitist ethos.” The Screen Shop was part of a shift in
Canadian art culture towards artist-run centers and away from the powerful,
well funded and influential art galleries. The works captured “a sense of
innovation and diversity of Canadian cultural production from the 1960s-
1980s, from playful psychedelia and the influence of Pop Art, to conceptual
questioning, political reflection, regional discourses, Indigenous pride, and
feminist practice.” The many forms on display included prints, sculptures,
commercial work, and photographs. The exhibition celebrated the “spirit of a
rebellious, fertile and overlooked chapter in Canadian art history.” Local
regulars included Don Proch, Winston Leathers, Judith Allsopp, E.J. Howorth,
Tony Tascona, Gordon Bonnell, Christopher Finn, Louis Bako, Leonard
Anthony, and Gordon Lebredt. Numerous Indigenous artists made prints —
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Jackson Beardy, Daphne Odjig, Alex Janvier, and Carl Ray. Artists participated
from outside Winnipeg — General Idea, David Thauberger, Joe Fafard, Victor
Cicansky, Russel Yuristy, and Sanarik Co-op in Baker Lake, artists who, as in
the Ukrainian tradition known by Lobchuk, preferred community and co-
operative practices. It should not be surprising that the Screen Shop arose out
of the North End and the strong sense of community common to various ethnic
groups there.

I have stayed in touch with Bill since I first met him in the 1980s. He
recently created two images for my book Rupture, one of Gabriel Dumont and
another of Louis Riel. In 1991 he provided me with nine watercolor paintings
for my book about the 1885 Resistance in the West entitled Sightings,
including images of John A. Macdonald, Queen Victoria, Big Bear,
Poundmaker, and Imasees. He remains interested and committed to the history
of our prairie place. Even though the Grand Western Canadian Screen Shop no
longer exists, Bill continues to produce paintings and prints about the West
and its history.

The influence of his Ukrainian heritage continues to be evident in the
bright colorful works he creates and his willingness to work cooperatively with
others. Both Bill and Don have provided us with a rich body of art about the
sense of place they remember from their experiences in rural Manitoba. The
values of the close-knit Ukrainian communities they grew up in were inscribed
in their being and are so evident in their art. They both have said these were
the best years of their lives, and their passionate commitment to the rural
prairies is reflected in the skies, fields of grain and flowers, landscapes, farm
buildings, and small town sports such as curling that are at the heart of their
work.
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John Paskievich Photography
Interview

John-Paul Himka

Himka: How did you get into photography? Was there a mentor who guided
you? Were you influenced by the work of other photographers? Did you ever
engage in commercial photography?

Paskievich: I took up photography relatively late. After graduating from
university, [ spent a year travelling through Europe and other places. I brought
with me a cheap camera to take souvenir snaps. During these travels |
discovered a peculiar pleasure in the act of looking through a view finder and
putting a frame around things.

When I returned to Canada, I enrolled in Ryerson’s Photo Arts
program. I only stayed at Ryerson for one year to learn photography
fundamentals but my experience there convinced me to try photography as a
possible career. If that didn’t work out, I thought I might go to graduate school.

I didn’t have a specific mentor. Ryerson exposed me to the thoughts and
talents of the instructors and fellow students. I soon became familiar with the
work of prominent photographers and the history of the medium. I was
especially influenced by the work of Henri Cartier-Bresson, Robert Frank,
Garry Winogrand, and the Magnum photo agency photographers.

When I left Ryerson and returned to Winnipeg, I worked for a few years
as a free-lance photojournalist shooting for various magazines and government
institutions. After I got involved in film making, I only did photojournalism
occasionally.

Himka: Now I'd like to go right into the photographs, starting with the old
woman at the bus station in L’viv. That comes from your collection A Voiceless
Song: Photographs of the Slavic Lands. Here you put your frame around a lone
figure surrounded by buses. What led you to take that photo? What did you see
in that frame?

Paskievich: To my North American eyes, the woman is a figure from another
time, from a centuries-old fairy tale who, finding herself standing amidst a fleet
of modern-day buses, is asking a driver when can he return her to her world.

To my Ukrainian eyes, she is a mythological archetype. Women, like this
one, carrying their wares and produce to city markets in make-shift backpacks
made of coarse linen were a common sight. Their faces and the shapes of their
bodies spoke of the toils of rural life during those communist times and before.
If ever a monument was needed in a Ukrainian city, then and now, it would be
of a peasant woman carrying that ubiquitous load on her back.
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Himka: It just hit me that I may have singled out that image because the
woman reminded me so much of my own grandmother. But this photo was part
of a larger project, scenes of the Slavic lands, framing Slavic faces and figures. I
understand that you spent most of 1980 travelling around what was then
communist Eastern Europe. How did that come about?

Paskievich: [ first travelled in Eastern Europe after I finished university. My
time there was a revelation and when I became a photographer, I thought that
photographing there would make for an interesting project. The project was
funded by the Canada Council.

Himka: Did you start out the photo expedition with an idea of “Slavs”? My
father had pan-Slavic leanings, but he was rather exceptional. In general, the
Ukrainian national perspective has downplayed the idea of Slavic community
because of historical conflicts with other Slavic nations (Poles, Russians).
Czechs, on the other hand, whose historical antagonists were the Germans,
have been much more open to pan-Slavism. Some of that attitude comes out in
Josef Skvorecky's excellent introduction to A Voiceless Song. How were you
yourself thinking about these lands: Slavic, East European, or communist? Do
you remember how you approached this issue in your proposal to Canada
Council?
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Paskievich: When I set out to do this project, I wasn’t aware of the history of
pan-Slavism. It was from Skvorecky that I first learned about the various pan-
Slavic movements and that was after I had already finished the project.

In my Canada Council proposal, I said that [ wanted to photograph the
East European lands from which my parents and so many others were forcibly
displaced by communism. I wanted to see the places that they continued to
recall, celebrate, and mourn but to which they could not return.

I thought that focusing only on the Slavic countries would make the
project more manageable in terms of distance and communication.
Interestingly, I set out knowing basic Ukrainian and returned with my own
invented interactive pan-Slavic language.

Himka: Can you tell me what it was like to be taking photos in those
communist countries back in 19807

Paskievich: A main support of communism was the state-controlled media
which churned out propaganda.

Any Westerner travelling with a camera was suspected of gathering
material that could refute communist claims. In Moscow I was accused of
taking pictures of potholes and cracks in buildings.

This suspicion was extreme in the former Soviet Union. Foreigners could
only travel to designated cities. Travel in the countryside was out of the
question.

I was frequently followed and on several occasions I was taken to police
stations where [ was interrogated. But I never had any of my film confiscated.

The year 1980, when I took these pictures, was an especially tense time.
The Soviet invasion of Afghanistan was in full force and that summer the
Western countries boycotted the Moscow Olympics.

1980 was also the year of the birth of the Solidarity movement in Poland
when workers went on strike for independent trade unions.

The anxiety and fear that I felt in the USSR was much diminished, but
still remained in the Eastern Bloc countries where, unlike the USSR, I could
travel anywhere.

Himka: The woman with the mandolin. Why is that such a powerful photo?

Paskievich: She is a point of quiet in a room of musicians preparing for a
concert.

The woman’s trusting, attentive face and posture as well as her jewelry
bespeak a simple, pleasing elegance.

The face and the two hands cradling the mandolin make a strong visual
triangle; our eyes move across these three points. And then the triangle is
echoed in the shape of the mandolin.

The cigarette is a nicely off-key punctation mark.
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Himka: | see here too your keen sense of the beauty of older women, which
shows up again and again in your work. Do you remember the circumstances
of the photo?

Paskievich: The photo was taken at the Ukrainian Labor Temple in Winnipeg
as the mandolin orchestra was setting up for a concert.

Himka: The mandolin orchestras were once a staple of Ukrainian communities
in North America. They were sponsored by communists and Ukrainian
Catholics alike.

[ am very moved by the photograph of the church brotherhood in Fisher
Branch, Manitoba, which is another photo of a once widespread phenomenon
in our community. I think [ am moved because I have spent about ten years of
my life documenting Ukrainian churches in the prairies, but surely my
attraction to this photo cannot be just personal. What do you, the
photographer, see here?

156



Paskievich: Situated next to the icon of Mother Mary, the male figures, in their
arrangement and with their serene postures are, themselves, secular facsimiles
of icons.

I like your use of the word brotherhood. I imagine that these men
attended this church from childhood and their loyalty to the church and their
bonds of friendship continued into adulthood.

Himka: Yes, that is the feeling conveyed — men comfortable with one another
and with their church.

I chose this photo from a publication prepared for the centenary of
Ukrainian settlement in Canada: Mosaica: Photographic Explorations. It’s a
daytimer illustrated with photographs by six photographers, including also
Orest M. Semchishen. Both you and he have done a lot of work on Ukrainian
Canadian themes. Do you think there is a genre called Ukrainian-Canadian
photography? Do you have to be of Ukrainian heritage to engage in it?

Paskievich: I don’t think there is a Ukrainian-Canadian genre of photography
per se. The Ukrainian Canadian photographers with whom I’'m familiar are
Orest Semchishen, John Max, Sandra Semchuk, and Ed Burtynsky. Much of
Semchishen’s work and my own is motivated by our Ukrainian Canadian
experience. Semchuk’s early photography as well as her latest work is very
much informed by her Ukrainian roots. There is little evidence of Ukrainian
concerns in either Max's or Burtynsky's work.

I don’t think you have to be of Ukrainian heritage to photograph
Ukrainian Canadiana. And I don’t think you have to be Indigenous or Black or
Asian to photograph in their communities.
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Himka: Fair enough.

We’ve looked at some of your pictures of older women and older men.
Now I'’d like to look at some young women you photographed. There is the
young lady with a scarf and luxurious hair that you caught with your camera
at Ted Baryluk’s grocery store. Can you say something about her? It’s another
striking photo.

Paskievich: In my 1982 film Ted Baryluk’s Grocery, I shot photographs of the
customers as they interacted with Ted and Helen, his daughter. The idea was
that we needed a lot of photos of each customer to carry the dialogue that was
being recorded simultaneously. [ was making a sequence of photos as opposed
to trying to get that one good one as is the usual method.

The photo of this girl was a good one from a sequence of photos of her.
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Himka: Yes, it’s a powerful image of the face of youth.

You also have a photo I've looked at again and again, the lithe young
woman in her embroidered shirt. The young woman in the grocery photo
appears, even after forty years, so contemporary. The even younger woman in
her embroidered blouse, is also nearly timeless. That photo could have been
taken in 1935 or 2021. Since there’s an angel next to her, I imagine that the
scene is a Christmas pageant. The girls in both photos have incredibly
expressive faces, but one looks rather puzzled and the other is pensive and
concentrating. How do you see these two photos in juxtaposition?
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Paskievich: [ see the photo of the girl in the grocery store in terms of
modernism. The raised arm and the expression on her face evoke tension and
apprehension. We wonder what is happening. That she is attractive in
appearance is secondary. The photo of the girl in the embroidered blouse is
traditionalist. It depicts beauty and grace.

Himka: Now I'd like to move to a sense of place, to your photo at the corner of
Main St. and, I think, Aberdeen Ave. To me this is classic Paskievich. How do
you see this photo?

Paskievich: The location is Main St at Redwood Ave.

The photograph references the sacred and the secular. There is a visual
discordance between the traditionalist Orthodox church with its visually
organized cupolas and the modern low-slung mall and various advertising
pillars and hydro poles. The church is diminished physically, and any thought
of the Christian message is lost among the gimcrack signs advertising fast food,
vacuums, golf clubs, and the price of gasoline.
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Himka: That’s interesting. I see that now, but I was thinking of it in another
way entirely. To me, it was The North End, a changing place with a historically
Ukrainian character marked by the cathedral but also now with the bustling of
all kinds of people going about their business. Your many photos in the North
End sometimes have a Ukrainian character but sometimes capture the modern
mix of the area.

Why have you focused so much in your photography on North End
Winnipeg? And how do ethnicity and place factor into your choice of subjects?

Paskievich: My motivation to photograph the North End is twofold. Firstly, I
wanted to put into pictures the variety and vitality of life that I experienced
growing up in that part of the city.

Secondly, when I returned to the area after being away in Toronto for
three years, I noticed the beginning of what became a rapid demographic
turnover in the North End. The children of the Ukrainians, Poles, Jews, and
other Europeans who had made up such a large percentage of the North End
population were increasingly leaving the area for more upscale neighborhoods.
At the same time, Indigenous people from the reserves were moving in.

This demographic movement caught my interest and I decided that I
would document it.

Ethnicity and place are major factors in my work. Growing up in polyglot
and working-class east end Montreal and then North Winnipeg made me
sympathetic to the immigrant and working-class experience. In university this
interest in society and culture led me to study anthropology and sociology.

Himka: What you just said about demographic change is, I believe, well caught
in the photo of the two Indigenous men standing on the sidewalk in front of the
"Indian and Metis Pentecostal Church." In spite of the ethnic specificity here
and the men's individual characteristics, very little would need to change if the
photo were to show two trustees of a Ukrainian credit union. They would be
dressed the same and stand in the same pose. It's as if the city and
neighborhood forge certain types. The ethnicity comes and goes, but the
neighborhood types prove more stable.

One of the many things I have found interesting in your work is your
engagement with Indigenous peoples and culture. I suppose the North End
demographics provided the catalyst for this. You have two films that in very
different ways explore relationships between Indigenous people in North
America and others, namely Sedna: The Making of a Myth (1992) and If Only I
Were an Indian... (1995). You also did the photography for Larry Krotz’s book
entitled Urban Indians (1980). Do you think we could categorize your photos of
the Indigenous North End as anthropological? Or is there something else going
on?

Paskievich: My interest in ethnography led me to do projects that explore

various ethno- cultural themes. I'm especially interested in what happens when
disparate cultures meet. Diversity is not, by definition, a strength. But I
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wouldn’t call my work anthropological. In my films I try to follow a storyline
that develops as [ work with the subjects. With my still photography, my main

goal is to make an interesting photograph, no matter the ethnicity of the person
in front of the camera.

Himka: Thank you, John, for these reflections.
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Defined by Two Cultures:

The Paintings of Christina (Chris)
Kudryk

Daria Darewych

Christina Kudryk is the most prominent of the generation of Ukrainian
Canadian artists who came to Canada as children; in the late 1940s, from war-
torn Europe. Raised and educated in Canada, they entered art schools or
enrolled in university fine arts faculties and graduated with Bachelor of Fine
Arts degrees.!

Christina, like some of her peers, belongs to a generation which grew up
in two very different cultures — Ukrainian and Anglo-Saxon. They were part of a
generation that was defined by their displaced Ukrainian parents, the
Ukrainian community in Canada, and Canadian society at large. It was a
generation immersed in the Ukrainian culture and traditions of their families at
home and in the Ukrainian community, as well as being surrounded by the
dominant Anglo-Saxon culture of Canada and to a lesser degree influenced by
artistic developments in the United States of America.

How did Christina Kudryk navigate the two identities and cultures? What
impact did the dominant Canadian artistic and cultural milieu have on her
paintings? What role did her Ukrainian upbringing and culture play and how
was it manifested in her creative endeavors throughout the years? What were
some of the visible signs of Ukrainian culture? It is the aim of this paper to
explore and answer some of these questions.

Christina Kudryk née Nawrocky was born 15 February 1940 in
Peremyshl,2 into a prominent Ukrainian family. At the time her father, Stefan
Yarema Nawrocky (1893-1960), was a well-known lawyer and a former member
of the Polish Parliament (Sejm) from the Ukrainian National Democratic
Alliance Party for the Peremyshl region. He was also a former officer in the

1 Some of the other artists who came to Canada as children include: Vera
Yurchuk and Lev Mykytchuk in Toronto; Thor Dmytruk, Ksenia Aronets, and
Orest Keywan in Edmonton; Laryssa Luhovy and Ludmila Temertey in
Montreal; Daria Zelska Darewych and Maria Maryniak in Winnipeg.

2 During the Princely period the city of Peremyshl was part of Rus’-Ukraine;
later it was part of the Polish-Lithuanian Commonwealth, and as of 1772 part
of the Habsburg Monarchy. After World War I it became part of Poland, where it
is known as Przemysl. It had a sizeable and active Ukrainian population prior
to World War II.
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Austrian army and later served in the Sichovi Stril’tsi (Ukrainian Sich Riflemen)
and the Ukrains’ka Halyts’ka Armiia (Ukrainian Galician Army) in their fight for
independence. A popular song, “Pyimo druzi” was composed to honor his
wartime experiences.3 Her mother, Maria née Lominska, was a teacher and one
of the organizers of the Youth Branch of Soiuz Ukrainok (Society of Ukrainian
Women) in Peremyshl.4

During the Second World War, in 1944, the family, which included an
older brother and younger sister, fled from the onslaught of the advancing
Soviet army and sought refuge in Germany. They lived in Wangen, Bavaria
where Christina attended a German school.5> In 1949 they immigrated to
Canada and settled in Winnipeg, Manitoba, a city with a large and vibrant
Ukrainian community.® As a child growing up in Winnipeg, Christina attended
St. Nicholas Ukrainian Catholic School and graduated from Isaac Newton High
School in 1957 where many of her classmates were of Ukrainian heritage. She
was a member of Plast, the Ukrainian Youth Association of Canada, sang in the
youth choir directed by Tatiana Koshetz, took dancing classes with Vasyl
Avramenko, and enjoyed art lessons taught by Kateryna Antonovych.” The
latter introduced her to basic drawing and painting in water colors and oils.
Kateryna Antonovych also introduced her to modern Ukrainian painters such
as her favorite former teacher, Vasyl Krychevsky, and some aspects of

3 The song was composed by Roman Kupchynsky (1894-1976), a fellow Sich
Rifleman (ususus) and member of the Press Corps.

4 Soiuz Ukrainok (Society of Ukrainian Women) was established in 1917 in
Lviv.

5 The family first found accommodation in the village of Humbrechts before
moving to Wangen. Christina attended grade one in Niederwangen and grades
two and three in Wangen.

6 At the time Winnipeg was considered the center of Ukrainians in Canada. The
headquarters of the Ukrainian Canadian Committee (later renamed the
Ukrainian Canadian Congress) was located there, as were many Ukrainian
organizations and such newspapers as Ukrainian Farmer, New Pathway,
Ukrainian Voice, and Progress. There were several choirs, many halls, libraries,
co-op stores, credit unions, and numerous Ukrainian Catholic and Ukrainian
Orthodox churches. Concerts, lectures, and plays were regularly presented and
well attended.

7 Kateryna Antonovych (1884-1975) was born in Kharkiv, Ukraine. She studied
at the Kharkiv School of Drawing and Painting with M. Pestrykov (1903-05), at
the Ukrainian National Academy of Art in Kyiv with V. Krychevsky, M. Boichuk,
and Yu. Narbut, and graduated from the Ukrainian Free University in Prague
with an MA. She moved to Winnipeg in 1949 and opened her School of Drawing
and Painting in Winnipeg in 1953. Christina Nawrocky attended classes in
1955-57.
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Ukrainian folk art including regional clothing. Christina also attended night
classes in Ukrainian literature taught by Prof. Jaroslav Rudnycky;.8

As a student of the Faculty of Fine Arts at the University of Manitoba she
received a solid grounding in art history and art. Art history classes were
attended together with architecture and interior design students, while classes
in drawing, design, painting, sculpture, and printmaking with art students at
the Winnipeg Art School. During this period Christina was exposed to some of
the latest trends in modernism, including Bauhaus design and contemporary
trends such as abstraction and American abstract expressionism — both in
theory and practice.

At the time, the university encouraged fine arts students to choose
elective courses from other faculties. Christina took Ukrainian language classes
with Prof. Rudnyckyj and Slavic history with Prof. Paul Yuzyk. She was also
active in “Zarevo,” a Ukrainian Catholic students’ club, which she headed
(1958-60). In 1960 Christina graduated with a BFA degree from the University
of Manitoba.

An exhibition of her work, together with that of her fellow fine arts
graduate Daria Zelska, was sponsored by UVAN (the Ukrainian Free Academy
of Arts and Sciences) and USOM (the Ukrainian Visual Artists Association of
Canada) at the UNF (Ukrainian National Federation) auditorium in Winnipeg. It
brought out the Ukrainian community and resulted in several articles in the
Ukrainian press. Kateryna Antonovych spoke at the opening.? Although as a
student Christina participated in the life of the Ukrainian community, at this
time there were no identifiable Ukrainian themes or elements in her work.

Soon after, in 1960, Christina moved to Toronto where she worked as a
graphic designer for Bomac Art Studio. By this time Toronto was the art center
of Canada. It was also home to a large third wave of Ukrainian immigrants with
a thriving artistic community.10 In 1962 she married Walter Kudryk, a son of
displaced Ukrainians, who came to Canada and settled in Winnipeg in 1948.

8 These classes were initiated by Prof. Jaroslav Rudnyckyj, a linguist,
Ukrainian literary scholar, and professor at the University of Manitoba, in
association with evening extension courses offered by The University of
Manitoba. They were attended by Plast youth, at the Plast Home on Flora St.
2 K. Antonovych, “Vstupne slovo na mystets’kii vystavtsi u Vinnipegu,”
Zhinochyi svit, no. 6 (June 1960): 4.

10 The Literary and Arts Club was established in 1952 in Toronto. It was
instrumental in organizing the First Convention of Ukrainian Artists and
Writers from Canada, the USA, and Western Europe in 1954. An art exhibition
was held at the Canadian National Exhibition, as well as concerts and
discussions. A commemorative book Knyha Mysttsiv was published. In 1956
the Ukrainian Association of Creative Artists of Canada (later called the
Ukrainian Association of Visual Artists of Canada) was established in Toronto
with the aim of supporting professional Ukrainian artists by organizing
exhibitions.
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Christina continued to paint initially in a technique learned during her
university studies using enamel paints poured onto a surface and manipulated.
This technique was somewhat akin to Jackson Pollock’s large, innovative
“poured” paintings using commercial enamel and oils. Nebuchadnezzar (1960)
and Rooster (1960), although on a much smaller, more traditional scale, are
examples of these early expressionist works. Christina also experimented with
oils in Toronto Night (1962) where using a variety of heavy, impasto strokes she
conveyed the pulsating night life of a city. In contrast, the surfaces of her oil
pastel paintings were smooth, space was flattened, and shapes blurred as in
The Red Magi (1963), where the figures are barely discernable on a field of
beautifully nuanced hues of magenta, burgundy, and orange. The prevailing
feature of most of Christina Kudryk’s paintings was color: vibrant, rich, and
sensual or subdued and nuanced.

The Red Magi, 1963, oil pastel on board, 552x72 cm.
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In 1963 she participated for the first time in a group exhibition organized
by USOM.!! Her paintings were also included in the Tenth Art Exhibit
organized by the Ukrainian Artists Association in the USA in New York.12 Some
of these early paintings were included in 1964 at her first solo exhibit at the
Colonnade Gallery in Toronto, as well as in the three women artists exhibit at
the Toronto Central Library Fine Arts Gallery.!3

In 1964 Christina graduated from the University of Toronto with a
Bachelor of Education Degree and began teaching art at Silverthorn
Collegiate. 14

Christina’s travels to France, Spain, and Morocco in 1965 and 1966 had
an impact on her work resulting in a series of urban streetscapes focused on
architecture painted in sun-drenched warm hues using the new medium of
acrylics. An acrylic extender was used in Santiago (1968) to create a heavily
textured surface overlaid with glazes of rich color depicting what appears to be
a church facade. It is not a depiction as much as an impression of the visual
impact of sunlight on a building. Carcassone (1967) is a study of sunlight on
contrasting geometric architectural elements, devoid of people and painted in a
warm golden-ocher palette in acrylics.

Although the emphasis in these early experimental paintings was on
formal elements of design such as color, form, and texture, some aspects of
figuration remained, despite the prevailing trends in mainstream art toward
total abstraction.

An early example of ties with her heritage is a minimalist ink drawing of
the head of Taras Shevchenko executed in 1961, the centennial of his death,
which appeared on the cover of the Ukrainian Canadian Students’ Union
publication, SUSK Bulletin. Otherwise, her Ukrainian background appeared
only sporadically in the late 1960s and early 1970s through Ukrainian subject
matter in such paintings as the mixed media Kniahynia Olha (Princess Olha)
(1970), Dazhboh (1971), and Prince Ihor (1971).15 Kniahynia Olha was created
as a submission for a competition sponsored by the Ukrainian National

11 Christina Kudryk exhibited three works: The Roosters, Toronto at Night, and
Three Riders.

12 According to the catalogue Christina Navrotzka Kudryk exhibited: Three
Riders, The Roosters, and The King.

13 The other two artists were Ukrainian-born Halyna Novakiwska and Lydia
Palij.

14 Christina taught art at Silverthorn Collegiate until 1967. After giving birth to
two daughters, she resumed her teaching career in 1976 at Scarlett Heights
Collegiate where she taught until 1986. From 1986 to 1998 she taught
drawing, painting, and art history at the Art Centre of the Central Technical
School of Toronto, where she also served as acting assistant department head
and participated in annual staff art exhibitions.

15 Kniahynia Olha, a princess of Kyivan Rus’, was the wife of Prince Thor. She
became regent (945-60) for their son Sviatoslav when Prince Ihor was killed by
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Santiago, 1968, acrylic on board, 76x56 cm.

Women’s League of America (UNWLA) in New York. Her submission received
first honorable mention. For Christina it appears to have rekindled an interest
in Ukrainian history and culture. It is interesting that without the titles
indicating their cultural origins, there are no identifiable Ukrainian markers.
Stylistically these paintings are in keeping with the rest of her work. Dazhboh
(1971), which refers to the sun god of pagan Ukrainian mythology, is non-
figurative. It is composed of various overlapping, textured circular shapes,
symbolic of the sun in Ukrainian folk art. Textured round shapes also
dominate the mixed media work Zoloti Kul’baby/ Golden Dandelions (1973).

the Derevliany in 945. She was christened, and because of her efforts to spread
Christianity through Kyivan Rus’, she is venerated as a saint by both the
Ukrainian Orthodox and Catholics. There is a prominent halo around her head
in Kudryk’s work.
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Both are part of the Texture and Sun series of abstract paintings in warm sun-
filled hues.
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Golden Dandelion, 1971, mixed media, 76x61 cm.

Christina returned to liquid enamel paints to create all-over
configurations as in First Bouquet (1971). Her interest in mythology and
symbols continued in such enamel paintings as Quetzalcoatl (1972), inspired
by a Mesoamerican Aztec deity, and Ancient Legends #3 (1972), where
geometric shapes of circles and triangles are overlaid with layers of rhythmic
patterns in all-over compositions. In Ancient Legends #3, the rich palette of
variations of reds, yellow-orange, and ocher, with touches of black, echo
Moroccan tapestries. Figuration has been abandoned in favor of non-objective
compositions emphasizing the controlled fluidity of the enamel paint. These
paintings were exhibited in 1973 at a solo exhibit at the Albert White Gallery in
Toronto and then at the Peter Hess Gallery in Hamilton. They were in keeping

169



with the intense experimentation of the 1970s in Toronto, as elsewhere in
Canada, which to some extent echoed trends in New York.

Ancient Legends #3, 1972, enamel paint on paper, 58x43 cm.

Christina continued to explore the properties of liquid enamel in the mid-
seventies, but her focus shifted to music and a search for ways to depict its
sound visually in an all-over activation of the surface. Using a restricted palette
of blues and greys in Sound Impressions #2 (1975), she conveyed the sound
and mood of the music by pouring the enamel in horizontal bands which
resemble vibrating pictorial sound waves. The oval, egg-shaped image appears
suspended on a white field. A wedge of white breaks the oval and interrupts the
horizontal flow of rhythm and the continuity. In Sound Impressions #3 the
contrasting horizontal lines of various blues, greys, and yellows shimmer and
appear to vibrate. They create an unbroken pictorial space reflective of serial
music of such modern composers as Anton Webern or Lubomyr Melnyk’s
continuous piano playing. According to the artist, “the mood, the rhythm of the
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music, the emotions brought forth — were what I wanted to depict.”16 Art critic
Maria Ochrymovych very aptly described these works as lyrical abstractions.!?
These works from the Solar Impressions series were exhibited in a solo show at
the West End Gallery in Edmonton in 1978.
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Sound Impressions #3, 1975, enamel paint on paper, 66x56 cm.

16 Artist’s Statement, 18 May 2020, 2.

17 Maria Ochrymovych, “Abstract Lyricism in the Art of Christina Kudryk,”
article written for the exhibit.
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When total abstraction began to lose ground as the predominant
expression of modernism in Canada, Christina’s art underwent a pronounced
change of direction. She turned to hyperrealist depictions where chosen objects
were depicted three dimensionally with careful modelling, but without their
expected context. According to the artist her focus was on the abstract beauty
of each object — giving the viewer the opportunity to stop and wonder.!8 Red on
Black (1990), showing a slice of watermelon on an almost black ground, was
the first painting in this series. It also marked a return to oils which allowed for
very subtle variations and gradations of color. Likewise, it was a move to larger
scale canvases. In Beyond Context #4 (Red Apples) (1993), Christina painted
nine almost identical apples viewed from an unusual angle of the calyx in a
grid of very dark red squares framed by muted reds.!° By challenging the
traditional depiction of apples and our visual experiences of them she creates a
provocative composition that leads us to question our perception of reality and

the expectations that shape those perceptions.

This is also the case in Beyond Context #5 (White Apples) (1994) where
six half-apples with exposed core with seeds have been placed in two rows of
three square panels. Each half-apple is set in a halo of light which blends into
a field of pale yellows. A popular fruit, apples often were depicted as part of
still-life compositions, not as isolated objects in a grid. Their placement and
depiction within a square suggest their deployment as symbols. In antiquity, as
we recall, apples served as attributes of Venus and the Three Graces. Apples
also have Christian attributes starting with Adam and Eve, as does the number
nine which may be read as the angelic number referring to the nine choirs of
angels. The number six may be seen as the number of creation symbolizing
divine power, majesty, wisdom, and love. Removed from their surroundings
and portrayed within geometric forms their depiction invites contemplation and
viewer interpretation.

Symbols as a form of communication and musings continued in the next
series, called Meditations, which coincided with Christina’s retirement from
teaching and the possibility to concentrate fully on her art.2°9 According to the
artist, “it was a time of contemplation, thought, and a strict routine of working
in my studio.”?! For this series composed of eleven large canvases, she chose to
depict the fragile and commonplace egg and to place it in symbolic numbers,
repetitions, and arrangements within other geometric forms with symbolic

18 Artist’s Statement, 18 May 2020, 2.

19 Beyond Context #4 (Red Apples) is in the permanent collection of the Andrey
Sheptytsky Museum in Lviv. It was reproduced on the cover of the book by
Natalia Mocherniuk, Poza kontekstom — intermedial’ni stratehii literaturnoi
tvorchosti ukrains’kykh khudozhnykiv-pys’mennykiv mizhvoiennia (Lviv:
Vydavnytstvo Lvivs’koi politekhniky, 2018).

20 Christina Kudryk retired from her career as art educator in 1998.

21 Artist’s Statement, 18 May 2020, 3.
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Beyond Context #4 (Red Apples), 1993, oil on canvas, 63x68 cm.
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Beyond Context #5 (White Apples), 1994, 6 panels, oil on canvas, 76x114 cm.
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connotations. Since pagan times, in Ukrainian culture eggs, particularly
decorated ones, were seen as symbols of life and used as talismans to ward off
evil. In ancient Near Eastern religions, an egg was considered a symbol of
creation and hence rebirth. In Christianity it is a symbol of the Resurrection.
Similar attributes were assigned to certain numbers and geometric shapes.

In Meditations #4 (Mandala) (1999), working with a square canvas,
Christina has painted delicately modelled eggs in four concentric circles around
a central egg. Three rows of beautifully written text along the edges of the
canvas act as a border along the square but also recreate some of the artist’s
thoughts.22 Both eggs and text taken completely out of context have become
elements of design. The combination of two basic geometric shapes — circle
and square — suggest perfection and harmony of the universe in eastern
religions and have been used as symbols of earth and heaven in Christian art
and architecture.

Mandala, 1999, oil, acrylic on board, 118x117 cm.

22 The words starting at the right read:
meditation...serenity...tranquility...elation...energy...essence...evolution...procre
ation... perfection...pattern...rhythm...mantra...mandala. According to the
artist they represent the stream of thought that led her from

visualization /thought/meditation to the next word.
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In Meditations #8 (Ascendance) (2000) three eggs are stacked in three
vertical columns of twenty-one eggs each and separated by the black lines of
the triptych panels.23 By imposing a very limited palette composed of variations
of light beige and flesh tones with pink hues and white, Christina eliminates
any distractions and exhibits incredible discipline in painting so many almost
identical egg images. The process of repetitively painting each egg with slight
variations became in itself an act of meditation.

The inclusion of meticulously hand painted texts was an innovation in
this series of Kudryk’s paintings, as was its use as an element of design and a
vehicle for expressing her musings. In Ukrainian art, areas of text were part of
the nineteenth-century depictions of Cossack Mamai.?* Texts were also used by
such artists as Pablo Picasso and Georges Braque in their Cubist works at the
beginning of the twentieth century and later in conceptual and postmodern art.
Among contemporary Ukrainian artists, Volodymyr Makarenko made extensive
use of written words, phrases, and poems associated with his mixed media
paintings. What makes Kudryk’s beautifully handwritten texts very interesting
is their double duty as a conscious and effective element of design, as well as a
venue for expressing her thoughts and feelings.

The paintings of the Ethereal Garden and In My Daughter’s Garden series
mark a return to figuration inspired by nature, as well as a continuation of
images without context. Individual flowers like lilies, tulips, roses, as well as
fruit like cherries are all meticulously modelled in oils and depicted against a
flat field of color. In Ethereal Garden # 1 (Calla Lily) (2003) a single white calla
lily is superrealistically rendered on a red ground. Ethereal Garden #8: Tudor
Rose (2003) is much more complex. It is composed of five individual panels
forming a square. In the central square panel there is a frontal portrayal of a
red rose tinged with scarlet in the shape of a circle. Despite the title it is not
the traditional Tudor Rose of England which is a stylized combination of white
and red roses.25 A line of text in white on the four rectangular panels
surrounding the rose provide an interesting textural contrast and function as
design elements. The narrow spaces between panels that appear as black lines
also serve as yet another element of design. Overall, the whole composition is
monochromatic, based on variations of red, starting with the rich blood red of
the rose and surrounded by burgundy panels on all sides.

The texts in this painting consist of the artist’s somewhat random
thoughts associated with roses. In the top line she writes “Tudor Rose...Guns
and Roses...Thorny Rose...Rose of Sharon...Queen of Roses...Bread and

23 Meditations #8 (Ascendance) is in the collection of the Ukrainian Museum in
New York.

24 Depictions of Cossack Mamai, Ukrainian folklore hero and symbol of
freedom, were popular in Ukrainian folk art from the late seventeenth century.
25 The traditional Tudor Rose of England takes its name and origins from the
House of Tudor which united the House of Lancaster and the House of York.
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Roses...Bed of Roses” and repeats the same text in the lower section. It is an
interesting visualization of the subconscious in art not through images but
through language.

Ethereal Garden: Tudor Rose, 2003, oil on board, 53x53 cm.
To commemorate the hundred-twentieth anniversary of Ukrainian

settlement in Canada in 2011, Christina created three mixed-media
compositions: The Promised Land (2010), The Dream (2011), and Our Roots
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(2011).26 In all three works, the artist placed a modified archival photograph of
Ukrainian settlers very prominently near the center.27 In Promised Land the
silkscreened image in black of the arriving pioneers is superimposed on a blue
field inscribed with the names in both English and Ukrainian of the first
settlers, the first child born in Canada, the first teacher, first lawyer, and first
Member of Parliament, etc. Toward the bottom left a facsimile of the emblem
taken from the artist’s Canadian passport and the date of the arrival of the first
official pioneers (Sep. 07. 1891) in Canada have been carefully reproduced. In
the upper right there is a facsimile of a Canadian entry stamp. According to the
artist, she placed all of these images on a painted field of light blue, symbolic of
the great ocean that separated these settlers from their homeland.28 In Our
Roots a silkscreened image of a mother and young son are superimposed on a
modified map of the three Western Canadian Provinces of Alberta,
Saskatchewan, and Manitoba where most Ukrainian pioneers settled and
where she arrived as child in 1949. A monochromatic, geometric pattern typical
of Ukrainian weaving and embroidery is overlaid and stretches across the
whole area of the work, perhaps implying the impact Ukrainian settlers had on
developments in this part of Canada.

It is interesting to note that the Heritage series was a milestone in
Christina’s art not only in terms of relevant subject matter, but also
stylistically. The cultural environment in which she grew up and with which
she had remained in contact throughout the decades surfaced and became a
dominant force in her future work.

This move to culturally significant subject matter was accompanied by a
change in style. Stylistically, Christina embraced postmodernism by
appropriating and adapting photographic images, signs, symbols, and texts, as
well as combining several techniques and borrowing from other fields such as
photography and printmaking. There was also a change in the implementation
of text. It no longer consisted of random thoughts related to the theme and
design. It became very specific, informative, meaningful, and important to our
comprehension and appreciation of the work of art.

26 The Promised Land and Our Roots were purchased by Buduchnist Credit
Union for their collection in Toronto. The Promised Land was reproduced on the
program cover and poster of “Identities — Glorious and Free,” a concert
commemorating the hundred-twenty-fifth Anniversary of Ukrainian
Immigration to Canada, 14 May 2017, Koerner Concert Hall, Toronto. It was
also used on the cover of A.V. Zav’ialov’s book Sotsial’na adaptatsiia
ukrains’kykh immihrantiv (Kyiv: Samit-Knyha, 2020; Russian version: Irkutsk:
Izdatel’stvo IGU, 2017) and Our Roots was reproduced on the cover of Andrei
Zav’ialov’s book Sotsial’naia adaptatsiia migrantov: sotsiologicheskii analiz teorii
i praktiki (Irkutsk: Izdatel’stvo IGU, 2019).

27 Christina learned the silkscreen process especially for this work.

28 Artist’s Statement, 18 May 2020, 3.
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The Promised Land, 2011, mixed media on canvas, 76x101cm.

In 2011 the Kudryks, with children and grandchildren in tow, embarked
on a family trip to Ukraine. While in Lviv, the principal city and cultural center
in Western Ukraine, Christina received an invitation from the Andrey
Sheptytsky National Museum to hold a retrospective of her work. This gave her
a wonderful opportunity to take stock of five decades of her creative endeavors.
The solo retrospective exhibition was held in Lviv in August 2012 with great
success. Several articles appeared in Ukraine and Canada and there was
extensive media coverage.

For the two-hundredth anniversary of Taras Shevchenko’s birth,
Christina painted two works which were shown at the commemorative
exhibition organized by USOM at the KUMF Gallery in 2014 in Toronto.29 For

29 Both paintings, Epistle and Obnimit’sia zh braty moi/ Maidan were
reproduced in the exhibit catalogue Art Exhibition Commemorating 200-th
Anniversary of the Birth of Taras Shevchenko (Toronto: USOM, 2014), 15-16.
Epistle (2013) is in the collection of the Andrey Sheptytsky National Museum in
Lviv and was reproduced on the inside back cover of Oksana Zhelyns’ka’s book
Mystets’ka Shevchenkiana (1829-1940) Natsional’noho Muzeiu u L’vovi imenem
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the first of the acrylic paintings titled Epistle, she appropriated and painted
Shevchenko’s first self-portrait from 1840 and overlaid it with handwritten text
from his poem “Poslaniie” (Epistle) where Shevchenko addresses those of his
brethren that were dead, alive, or yet unborn. She felt that the prophetic words
of the poem spoke clearly to the tragic events unfolding in Ukraine at the
time.30 The excerpts of the poem were inscribed in white, a color of light and
hope, and were presented in continuous lines across the whole canvas.

In the second painting titled Obnimit’sia zh braty moi (Embrace Each
Other, My Brothers) also exhibited as Maidan, she continued with selected
passages from the poem “Poslaniie” inscribed over a panoramic view of burning
sky above the famous Maidan Nezalezhnosti, with its Independence Monument
crowned with the figure of Berehynia towering high above the square.3! The
text begins with Shevchenko’s prophetic words “Doborolas’ Ukraina do samoho
kraiu...” and ends with the words of the title. Reacting to events in Ukraine she
says of this moving work: “I watched the horror on TV, I cried, and I painted.”32

What is interesting compositionally is that whereas the text in Promised
Land provided the backdrop, in the Shevchenko paintings the text is inscribed
in white over the images and acts as a filter through which we see
Shevchenko’s facial features and the events of revolution on the Maidan. In the
Meditations series and Tudor Rose the text served as a design element; the
word and phrase selection, albeit associated with the theme, seem random as a
continuous stream of thought. In The Promised Land and both Shevchenko
paintings, it has become an integral and significant part of the subject matter
and composition.

Although Christina had never distanced herself from the Ukrainian
community, with the events of Euromaidan and the Revolution of Dignity, she
began to use her art to work through the cherished relationship with her
inherited cultural heritage. Her work became inextricably connected with the
political destiny of Ukraine and its people.

Andreia Sheptyts’koho (Lviv, 2015). Maidan was reproduced on the cover of Our
Life magazine published by the Ukrainian National Women’s League of America
in October 2019.

30 In February 2014 a series of violent events involving peaceful protesters and
riot police in Kyiv turned deadly and culminated in the ousting of President
Viktor Yanukhovych. The protesters came out by the hundred thousands
demanding that the government implement an association agreement with the
European Union which had been promised.

31 This monument in the central square of Kyiv was constructed in 2001 to
mark the tenth anniversary of independence of Ukraine. It is a victory column
in the style of the Ukrainian baroque crowned with the figure of a young
woman holding a branch of kalyna (guelder rose), a popular symbol of
Ukraine’s fight for independence.

32 Artist’s Statement, 18 May 2020, 4.
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Maidan, 2014, acrylic on canvas, 60x90 cm.

Christina says that the events of the Euromaidan and then the Russian
occupation of Crimea aroused very deep emotions. She thought of the disparity
between what was happening in her ancestral homeland and life in Canada,
her adopted land.33 This resulted in the triptych Toronto, the City of Many
Voices (2015), a collage depicting the different races and ethnicities of
Canadian society and its multicultural nature. In the lower half running across
the three vertical panels is a skyline view of the city with the CN Tower in the
center that serves to unite the whole composition. The central panel was
dedicated to English and French, the left panel to immigrants from other parts
of Europe — Germany, Ukraine, Poland, Portugal, and Italy, the right panel to
Africa, the Middle East, and Asia. The work was done as a montage of phrases
collected and cut out from the newspapers published in various languages
throughout the city. The undulating surface, particularly in the sky, suggests
waves, perhaps symbolic of the waves of immigration.

33 Ibid.
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Toronto: City of Many Voices, 2015, mixed media on board, 76x85 cm.

Homage to My Father (2016), was also inspired by current events in
Ukraine. It was created to honor the artist’s father, Stefan Yarema Nawrocky
and to commemorate his fight for an independent Ukraine.34 Christina
combined an enlarged and manipulated archival photograph of her father in a
Sichovyi Strilets’ (Sich Rifleman) uniform with medals over a backdrop of

34 Stefan Yarema Nawrocky was drafted into the Austrian army in 1914 where
he received his officer’s training. He was seriously wounded on the Serbian
front and was awarded the Iron Cross. After recovery and an honorable
discharge, he joined the Sichovi Stril’tsi where he at first served as a staff
officer. Then he volunteered for active duty and was wounded in the Battle of
Semakivtsi where he lost his left eye. He was decorated with the Silver Medal,
First Class.

181



triangular shapes, perhaps borrowed from the designs of Heorhii Narbut.35> A
golden ring of victory frames his image. To the left there are stylized, triangular
kalyna berries, symbolic of the “Usususy” (as the Sich Riflemen were called)
and their song, and cyrillic letters (“YCC”) identifying them.36 Inscribed across
the top and not completely visible, are the words of the refrain to the song
“Pyimo druzi” which was composed in his honor. They read: “Buv sobi strilets’,
shcho divchynu mav” (There was a rifleman who had a girl). The
monochromatic palette of greenish grey echoes the color of the Sich Riflemen
uniform and sets the mood of this unusual and beautiful portrayal.

Homage to My Father, 2016, mixed media on canvas, 76x50 cm.

35 Heorhii Narbut (1886-1920) was the most prominent Ukrainian graphic
designer of the beginning of the twentieth century who based many of his
designs on Ukrainian folk art motifs.

36 The song “Hei, u luzi chervona kalyna pokhylylasia” (Hey, in the Meadow the
Red Guelder Rose Is Leaning Over) was made popular by the Sich Riflemen.
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Christina’s involvement with things Ukrainian has continued in her
latest works as may be seen in Vyshyvana Troianda (The Embroidered Rose)
(1918)37 and The Flowers of Our Time (2019) where she has combined her
earlier interest in nature and flowers with aspects of contemporary Ukrainian
pop culture. In Vyshyvana Troianda the greatly enlarged rose was made with
patterned paper imprinted with cross-stitched embroidery to coincide with the
flow and curve of the rose petals. At first glance, The Flowers of Our Time
appear as red poppies so popular and loved in Ukraine. However, they are
shown not in a field or garden, but against a grey backdrop of a street map. On
closer examination it is the map of the streets of Lviv and the poppies are not
really poppies. They have not been painted. They have been cleverly montaged
from snippets cut out of plastic shopping bags imprinted with red and black
embroidery designs adapted for commercial purposes. The stems have been
made with the edges of the embroideries on the bags and resemble railway
tracks. Christina says, “I have my thought, but I leave it to the viewer to
interpret this work from their own point of view.”38
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Flowers of Our Time, 2019, mixed media on canvas, 51x76 cm.

37 Vyshyvana Troianda is in the collection of KUMF Gallery in Toronto.
38 Artist’s Statement, 18 May 2020, 5.
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The artist’s latest work and one which has been on her mind for a while
is Dva koliory moi: dlia Lesi Ukrainky/ My Two Colors: Homage a Lesia Ukrainka
(2020), the foremost Ukrainian woman writer, poet, and playwright with a
universal message.39 It is an interesting combination of portraiture, poetry, and
symbolism where decorative, folk art zig-zag patterns in red and black
intermingle with words taken from various poems by Lesia Ukrainka. They
create a vertical screen of embroidery and verse which border the face of Lesia
Ukrainka. Her portrait copied from a popular archival photograph overlaps
with a map of Ukraine that partially camouflages her face. It is a tribute to
Lesia Ukrainka’s spirit, writing, and love of Ukrainian embroidery. It is
indicative of the artist’s admiration, reflections, and the research that preceded
the creation of this work.

As can be seen, through the years Christina Kudryk’s paintings have
undergone thematic and stylistic changes, as well as multiple transformations.
There have been numerous adaptations to mainstream art trends and world
events. However, there is also continuity. From the early years, prominence has
been given to the artist’s creative imagination in transforming objective reality.
This principle has become a permanent component of her artistic career.
Experimentation and amazing inventiveness continue to prevail, resulting in
interesting developments particularly in her postmodernist works. In her latest
works, ideas and concepts have been successfully integrated with traditional
aesthetic concerns and growing attachment to her Ukrainian heritage.

Christina Kudryk

39 In 2021 Ukrainians celebrated the hundred-fiftieth anniversary of Lesia
Ukrainka’s birth (1871-1913). Dva koliory moi — dlia Lesi Ukrainky was
reproduced on posters and became an integral part of the celebrations of the
Days of Georgia in Ukraine, sponsored by Lviv oblast in June 2021.
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“As Never Betore”:
The Body and Revolution in the
Ukrainian Worlds of Natalka Husar
and Lesia Khomenko

Jessica Zychowicz

In 1984 during a conference on Canadian-Ukrainian culture, the painter
Natalka Husar (b. 1951), then thirty-three years old, remarked:

[ was born American, raised Ukrainian and my status is Canadian — a
hyphenated consciousness reinforced by anger and guilt, and, of course,
there is going to be evidence of this in my work....Nevertheless, I am in it
for life. I do art because I have to. The content is always very specific,
usually biographical. Sometimes, if | am lucky, the concept is universal....I
depict the universal characteristics of human nature specifically through
Ukrainian people because I am Ukrainian, and therefore I see myself in
my work. Only by confronting that which I hate can I resolve my guilt and
see that which I love.!

When asked by a participant in the audience: “Would Natalka Husar consider
the audience for her paintings to be the Ukrainian or the universal
community?” she responded: “The universal community.”? What could possibly
be meant here by the universal community? And what might Husar be telling
us that we might perceive in her paintings, with regard to history, and the
people in them — are these people capable of revealing to us some “truth” that
we, in our individual understandings of ourselves in relation to history, cannot
access on our own?

In 1998, just before her untimely and tragic death, famed literary scholar
and feminist from Kyiv, Solomea Pavlychko, found herself in Edmonton,
Canada on an academic fellowship where she began working on an anthology
that would bring together literary voices from Ukraine and the Canadian-
Ukrainian diaspora. The resulting volume is graced with not one, but two
Introductions, the first penned by Pavlychko. Being from Ukraine and having

1 Natalka Husar, “The Relevance of Ethnicity to the Artist’s Work: Personal
Perspectives,” in Visible Symbols: Cultural Expression among Canada’s
Ukrainians, ed. Manoly R. Lupul (Edmonton: Canadian Institute of Ukrainian
Studies, 1984), 37.

2 Ibid., 43.
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lived through the turbulent decade of the 1990s after the fall of the Soviet
Union, she inscribes a specific moment, but does so by positioning the texts in
the volume and their Ukrainian authors within a concept of time marked by
gender: “the return, after a long period of silence or some puzzling boycott of
socialist realism, of women.” The end of the Soviet Union, for her, is a
revolutionary paradigm that means overcoming “the most optimistic era of
Ukrainian history,” of everything “saccharine” that “spawn][s| terrible
fantasmagorical plots, a world without dawn or hope.” From the old world of
Soviet utopianism, new processes of world-ing take its place, in which the Red
Army brigades’ and their officers’ promises wither away into the fading
backdrop of marching bands and parades that now deliver “a pessimistic minor
key, an interest in the dark side of consciousness.” 3

The second Introduction to the volume is by the Canadian-Ukrainian
writer and scholar Janice Kulyk Keefer. She remarks that the primary
difference between the authors from Ukraine and those from Canada are the
latter’s striving to articulate their ethnos and histories vis-a-vis a dominant
mainstream, a task that requires “transformation.” This task relies on subject-
position, though is not dependent upon it, as it is “indispensable for any artist:
that of being both within and outside of a formative community, of being free to
observe, analyse, and judge as you will, without the kind of censorship so often
exacted by blind loyalty to ‘our own.” In her view, pointing out injustices,
contradictions, hypocrisy, and cruelty is the crucial task of the writer and the
artist, who for her are interchangeable. Kulyk Keefer addresses her
Introduction to Canadians “of whatever background” and sets before all readers
a great challenge to understand not only a place, but another sense of time: “of
discovering something of what it is like to live in contemporary Ukraine — the
hopes and frustrations, the continuing shock of the old and the comparable
shock of a runaway and often hostile “new.” This sense of time is revolutionary
time, a break from teleological narratives under the spell of the USSR; it is time
stripped from organized labor, hierarchical public/private divides, and
production quotas. It is all free time, all time outside of the public domain; it is
a woman’s time, embodied time.

And with this “new” sense of time is mapped a new Ukraine. This
charting of history is defined by the term “contemporary Ukraine,” mirrored at
the end of both Introductions, tethered to 1998. Pavlychko writes:

“As never before” — these are the words used most frequently to
characterize contemporary Ukraine as well as its literature. Indeed,
Ukrainian life is, as never before, dramatic, dynamic, multifaceted, and
creatively and intellectually stimulating. The atmosphere of liberty and

3 Solomea Pavlychko, “Introduction,” in Two Lands, New Visions: Stories from
Canada and Ukraine, ed. Janice Kulyk Keefer and Solomea Pavlychko (Regina:
Coteau Books, 1998), iv, iii.

4 Janice Kulyk Keefer, “Introduction,” in Two Lands, xii-xiv.
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constant change that has lasted for years now is inebriating as never
before.>

What shared features do places and times considered “contemporary” merit?
Are these similar or different qualities to the “universal community” in Natalka
Husar’s comment of 1984 on her own artistic task, with regard to the concept
of “contemporary Ukraine” as it was not in 1998, but how we perceive it today
in 2021?

Natalka Husar would later travel with Janice Kulyk Keefer to Ukraine in
2005, where the latter would write a collection of texts, and the former create a
series of paintings, published together as Foreign Relations/Burden of
Innocence.® On one level, this return to their parents’ homeland would seem to
revert to traditional values in an act of cultural preservation and heritage work,
at odds with the break from the Soviet past taking place at the same time. Yet
the distance and temporal remove of their familial emigration out of “the old
country” as well as their lives lived in Canada, as Canadians, makes them
outsiders to the community in contemporary Ukraine, in Kulyk Keefer’s sense,
“free to observe, analyse, and judge as you will.” Is it possible that the
“contemporary,” more than Ukraine or Canada, is the universal community,
the global condition for which their art strives?

In 2007, shortly after 2005, the year Natalka Husar was traveling in
Ukraine and working on the paintings that would later become Burden of
Innocence, the painter Lesia Khomenko (b. 1980) was mounting her series
Dacha’s Madonnas, featuring large-format canvases of elderly women with
robust figures working in the fields. The citation of the socialist realist pastoral
harvest scenes of the prior century was clear, but the clothing, colors, and
perspectives in the paintings introduced to Ukrainian art something “new.”
This something was not new, in essence, but newly visible: in Pavlychko’s
sense, the return of women, old rural women, invisible women, to the platform
of “contemporary” art. Lesia Khomenko, from Kyiv, is a founding member of the
R.E.P. Group, a non-hierarchical affiliation of approximately twelve artists who
found common ground after the Orange Revolution in their growing interest in
exploring public spaces, post-Soviet aesthetics, and theories and practices of
direct democracy.”

Husar and Khomenko are each from different generations, different
countries, and different “waves” of feminists if one examines them from the

5 Pavlychko, “Introduction,” viii.

6 Janice Kulyk Keefer and Natalka Husar, Foreign Relations/Burden of
Innocence (Ukraine: Rodovid, 2009).

7 R.E.P. Group (Revolutionary Experimental Space), R.E.P.: Revolutionary
Experimental Space:

A History, ed. Lada Nakonechna, trans. Larissa Babij, Mariana Matveichuk,
Weronika Nowacka, Anastasiya Osipova, and Olena Sheremet (Berlin: The
Green Box, 2015).
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standpoint of the equally progressive, yet divergent, representational politics of
their works’ embedded social contexts. Yet there are many similarities between
these two painters. Khomenko, like Husar, utilizes the human form in large
format paintings of groups of people, crowds; both artists place objects and
stylistic details in their paintings from the combined — clashing — visual
diction of “local” Ukrainian early Soviet modernism, late socialist realism with
the “global” pop idiom of television and print, mass media, and fast fashion in
the consumption patterns of working-class men and women. Khomenko, like
Husar, is an artist looking “outside” at what is unfamiliar to her, but within
reach of living memory, couched in a familiar but inaccessible language of
Ukrainianess: her parents’ Soviet generation and the aesthetics of that era,
reworked as a backdrop for their living memories. Husar, by contrast,
encounters the Soviet ghost differently — by looking at its contours wherever
the Ukraine that her parents left appears as a backdrop for understanding the
people she painted on her travels in Ukraine.

Both artists paint bodies and portraits of faces, but as “outsiders” they
do so with a great deal of distance in mediating the connection to the people
inside the paintings. Characters appear and reappear within and across series;
rarely are individuals named, rather the titles of the paintings frame their
larger social fabric with irony, humor, even sarcasm. Dacha’s Madonnas, for
example, is at once an elevation of the field laborer to holy icon, a recognition of
women’s work as the backbone of the Ukrainian family food chain, an inversion
of the church’s role in policing proper conduct for women, and an interrogation
of conformist standards of beauty (subjects are in indiscreet poses with
buttocks facing the viewer, bent wrinkly knees, etc.). By bringing these two
artists together in a closer exploration of their work, we can identify a few
additional shared features along with those named above. The layers of time
referents in their paintings mark decline and yet introduce a dynamism that
opens up space for reflection on the reductivism of “progress” as a mandated
category, rather than individually defined set of values. The circumstances of
the people in their paintings would, in their everyday appearances, seem to be
“obsolete” — they are themselves outsiders: impoverished, poor, working-class
women, mafiosi, and even a “has-been” as Husar names one of her heroines.
The everyday, as subject, is reclaimed from the dregs of socialist realism
providing the backdrop for these painters’ historical commentary on the post-
Orange revolutionary moment, layered over post-1991. The once second/first
world and bipolar Cold War are set in relief against globalization.

Dead Artists’ Paints — A Visual Language for Time

For Natalka Husar, “to paint history is to paint the truth.” Husar’s and Janice
Kulyk Keefer’s aforementioned trip to Ukraine took place just after the Orange
Revolution, which entailed peaceful mass demonstrations in public spaces
against election fraud in the presidential elections. The outcome of the journey,
like the revolution, was fruitful. Kulyk Keefer produced several texts and a
cycle of poems under the heading Foreign Relations, which were published
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together in a book featuring Husar’s series of paintings she created, Burden of
Innocence. These many-sized paintings were exhibited in Canada by the
McMaster Museum of Art from November 2009 until 2011. Husar painted the
works in the series using what she calls “dead artists’ paints”:8 tubes of heavy
metal pigments, most too toxic for today’s market standards, that she collected
in street markets of Ukraine, or by negotiating with local museums. A close-up
color photograph of these corrugated, chipped, and rusty tubes of paint lines
the inside of the published book. The names of the colors in Cyrillic on the
tubes are only partially visible, due to the oxidation processes eating away at
the label over what appears to be decades. These metal capsules double as a
mirror of the defunct, dilapidated, hulking Soviet metal structures everywhere
in Ukraine in the 2000s, as well as a frame, an ersatz door, into Husar’s
passage into and through the scenes she encounters and reimagines. The
curator of the McMaster Museum, Carol Podedworny, has written of Husar’s
relationship to painting in the context of the genre of “history painting” in post-
revolutionary France, when painters left the studio and focused not on grand
narratives, but humble everyday life instead of classical, mythological, or
religious scenes. She compares Husar’s preoccupation with the ordinary to
Goya, Daumier, and Hogarth, but adds that “Husar’s Ukraine is seen from the
outside in, through eyes of someone brutally honest and in despair.” The
critical agenda is to develop further the language of painting for a “current
artistic vocabulary,” while also “to create a critical thematic response for the
record of a State in its current social, political, and cultural moment.”® Husar’s
published notes that accompany the series Burden of Innocence describe it as
“a history play in three acts.” Act I, “Nurse and Stew,” features the artist in her
dual avatars as a nurse and stewardess; Act II, “Trial” includes the group of
paintings called Soviet Priesthood, of burly men who look like they have stepped
out of a series of mugshots, and whose brutal masculinity speaks of a world
mired in corruption and lawlessness, where the individual struggle for honor
necessarily takes on Shakespearian magnitude. The third and last Act is
“Banquet” and the grand finale is the painting Looking at Art (2009) in which
the artist’s alter-egos Nurse and Stew serve empty platters to a cadre of
characters from the other paintings: a young girl impacted by Chernobyl now
grown up, a leather-clad bald man, and an overwrought “has-been” whose
expression is unequivocally Husarian — captured so as to rest forever on
canvas in that indistinguishable state between laughter and sobs. Such is the
history of Ukraine.

While traveling in Ukraine, Husar collected various photographs, prints,
and folk paintings along the way. Husar has spoken about these found images
as ghosts: “Hanging in my studio as I was painting my own work, these

8 Husar, Burden of Innocence, 14, in Kulyk Keefer and Husar, Foreign
Relations/ Burden of Innocence.

9 Carol Podedworny in Gerta Moray et al., Husar Handbook (Macdonald Stewart
Art Centre / ABC Art Books Canada, 2010), 30, 29.
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anonymous portraits felt like ghosts of innocents from a bygone era.”1? These
“ghosts” come to populate the project, appearing almost as interlopers in the
series’ intertextual references between the other characters and their
environments. A detailed pencil sketch of a photograph of a boy soldier is
smuggled into this “contemporary” art series by the subversive hand of Husar
and given the title Soldier (an anonymous portrait from the 1940s). We are not
given any information about him, but can see from the star on his uniform he
was in the Red Army. Later, in another painting there is another young boy of
approximately the same age, roughly ten years old, but he is wearing all black
and the title is simply Boy in Uniform (an anonymous portrait from early
twentieth-century Ukraine). The weary expression on his face, formal stance,
and shaved head indicate that he may also be a soldier, or a revolutionary; the
latter is more likely the case given the background of the image, which is
pastoral and split evenly between a blue sky and yellow-green earth — a way of
organizing the sight plane of the canvas that mirrors the stripes of the
Ukrainian flag and its sky-over-grain. A third boy, also roughly ten, appears in
a different painting in new guise: an Adidas track suit and clenched fist, at the
edge of a traffic jam in a rain-soaked village road at night. Stew and Nurse are
in the background with a babusia (grandmother) figure selling weights on a
home scale on the side of the road. The small mafia-soldier boy stares at us; he
could be from a Shevchenko painting, or recently released from prison. His face
portends a difficult future, a life of hardship ahead in a world gone bad.
Husar’s despair is felt most clearly in the faces of these children, whose
innocence becomes not only Ukraine’s burden, but the burden of the painter to
bring to light what came before her — the dead artists, whose deaths left no
evidence of revolution, only the admission of loss. The “ghosts” Husar refers to
hover over the most defining historical event of these territories of the twentieth
century: the Bolshevik revolution and the Soviet experiment, which left millions
and millions interned, starved, imprisoned, and dead. Artists were the first to
go.

What makes the intertextual elements of the series especially powerful is
that the point where the references cross is in the found portraits, and it is at
these points precisely that the “world” of Husar’s imagination becomes most
Ukrainian. A young girl-child in the found painting Maiden by the Well
(anonymous folk portrait, early twentieth century) conjures up a key moment
in history: after the folk romanticism of the nineteenth century, but during or
just before the targeting and killing of rural Ukrainian peasants in the Soviet
dekulakization campaign and the stifling of national expression under
Stalinism. The repetition of this image in the pastoral painting Seedspitter
(2006-08) of a young woman in a short leather skirt and boots in a garden is
styled after the folk artist Kateryna Bilokur. Bilokur’s artistic associations with
Ukraine were brave, as they were largely forbidden in the 1930s-40s, as well as
her successful struggle, against the will of her father, to continue drawing. The

10 Quoted by Stuart Reid in Moray, Husar Handbook, 41.
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citation of Bilokur in Husar’s scene could only be one of prostitution (the car
leaving the scene in the background, and the ironic title). This scene, also in
reference to the nineteenth century “found portrait” of the maiden by the well,
can be read as Husar’s commentary on the timelessness of an issue as
stemming from patriarchal control over young women. Patriarchal control over
women mirrors the state’s control over artists. And in this version of affairs, a
state that no longer has any reason to support or justify artistic expression, the
girls wind up prostitutes and the boys mafiosi.

Husar reveals by omission the time-gaps in history. All of the found
images are images of children, save for one: Ukraine and Me (2007). The
backdrop of this painting is a folk-style painting on linen from the early
twentieth century. Husar’s two alter-egos, Nurse and Stew, cling to each other
on a bridge. In the foreground a woman in a peasant-style dress crosses the
bridge; her two-dimensional round features match the socialist realist painting
common to the style of the artists surrounding Mykhailo Boichuk in the 1920s,
including Olenka Pavlenko, whose famous painting Long Live 8" of March!
(1930-31) depicted a crowd of rural women in peasant dress with red flags. The
woman in Husar’s painting is left at the end of the bridge, alone, with no one
behind her; it is almost as though the original, unknown, artist of the painting
had been waiting for Husar to fill in the rest of the picture. The effect is also of
a “ghost,” but this time Husar herself is the ghost, rather than the person
depicted in the found image. By adding her own likeness in dual form in the
painting, in her own style, she also adds her artistic signature: reconfirming
her right to exist as an artist, as a woman, as a woman-artist in all guises.

The fact of mass execution of Ukrainian artists in the 1930s, beginning
with Boichuk and his followers, is pinned onto the painting in the form of
Husar’s grammar, which reveals the time-gap between the original and the
present tense. Moreover, Husar’s addition showing herself in dual roles is her
gift to what others have written about as “difficult heritage,” as otherness, in
her own Canadian context, where to be Ukrainian and female has not only
meant being perceived as “alienated and rebellious” under an Anglo gaze, but
within the Ukrainian immigrant community as “guilty of rejecting traditional
restraints and values, and of succumbing to the vulgar and superficial in the
Canadian lifestyle.”!! If we return once more to this painting to “read” it not as
an artifact of where Husar found it, in Ukraine, but as if it were found in her
more immediate context, in hyphenated Canadian-Ukraine, the
representational qualities will shift. This gap in place mirrors the time gap. This
painting could then be said to resemble those precious remnants among
families in Canada that are displayed in their homes as the few prized
possessions that were taken by their ancestors to the “new country.” Of
nominal or no value, even mass-produced, these folk paintings stand in for the
story of immigration to Canada that, not unlike the propaganda of early Soviet

11 Frances Swyripa, Wedded to the Cause: Ukrainian-Canadian Women and
Ethnic Identity 1891-1991 (Toronto: University of Toronto Press, 1993), 64.

191



socialist realism, also demanded certain roles from women at different points in
time.

Historian Frances Swyripa in Wedded to the Cause: Ukrainian-Canadian
Women and Ethnic Identity 1891-1991 takes a long-range view of Canada and
Ukraine as intertwined civic projects in which women take up the social
positions available to them at different points in time on either side of the
ocean:

With the consolidation of organized community life and the hardening of
ideological lines between the wars, the question of community influence
over individuals grew in importance as nationalist and progressive elites
sought to popularize their perceptions of what was best for Ukraine and
for Ukrainians in Canada....Now military and political defeat and the
insecurity of national-cultural life in the homeland necessitated motivating
individuals in the interests of group survival and duty to Ukraine.!2

Yet her study also shows a continuous struggle by women for discursive
power that transcends the bounds of nation: “Whether cultivated and exploited
by community elites (male or female) as part of a political message, or
expressing spontaneous grassroots emotions, the images, roles, and myths
created about and for Ukrainian-Canadian women over the past century said
relatively little about their lives....But the images, roles, and myths created
about and for Ukrainian-Canadian women said a great deal about the way
Ukrainian Canadians at elite and grassroots levels saw themselves, and about
the way they identified women with the issues and concerns of their group.”13
Husar inherits these myths, takes them to Ukraine, then spits them out again
in a new form. She does this from her own unique subject-position -- but also
in a more universal commentary on the social conditions of being a woman in
art. As Podedworny writes: “there is no sweet and syrupy nostalgia for a
homeland here. Husar is pissed off and she is kicking the shit out of history.”!4

12 Tbid., 102.
13 Tbid., 19.
14 Podedworny in Moray, Husar Handbook, 37.
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01: Natalka Husar, Ukraine and Me, From the Series Burden of Innocence,
2007. Oil on early 20th century Ukrainian folk painting, sewn on linen, 62 x
77cm. Shared with permission of the artist. Photo credit: Michael Rafelson.

An illicit self takes form throughout Husar’s paintings, where deeper
taboos against which one defines oneself surface: ethnicity, belonging, fear,
and love, including self-love too often demarcated as a last priority for the
virtuous Ukrainian woman, for whom self-sacrifice is supposed to equal virtue.
This visual vocabulary is bolstered by a fellow traveler, a sister in arms: the
poetic language of Janice Kulyk-Keefer’s écriture féminine. The poem “Ars
Grammatica” opens the section of the collection Foreign Relations entitled
“{Pomaranchevo / Orange!”:

....To name this country

in any alphabet but Cyrillic

is to speak in a condition

of transliteration, yes, but also of

translation, which is another word for error,

as in wandering, errare. Not just words,

but the very letters from which words are stitched,
pure symbols as those letters be, refuse to pose, connect
like petals at their base, becoming flower. Instead,
they sting, not prettily, like the bees

that puzzle Cranach’s cupid,

holding up the plundered honeycomb,

but bites that rasp and scorch,

swelling the skin on which they’re inked:
YKPATHA —15

15 Kulyk Keefer, Foreign Relations, 16, in Kulyk Keefer and Husar, Foreign
Relations/ Burden of Innocence.
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The poet’s voice here is alienated, like Husar, from the medium; where to
speak as a Canadian-Ukrainian is everywhere already “a condition of
translation.” The alphabet, like dead artists’ paints, does not simply transport
meaning between eras or places, but recreates them, and in so doing,
introduces “another word for error”— experiment, subversion, transgression —
or revolution, perhaps. The act of “wandering” itself, and especially as a
woman, involves stealing back one’s freedom outside the boundaries of family,
work, church, home, and hearth. This is not only the perpetual position of the
nonconformist female, but also that of the perceptive writer or painter. The
Canadian-Ukrainian author and feminist Myrna Kostash, a contemporary of
both Janice Kulyk Keefer and Natalka Husar, has likened the position of being
an outsider to being “an ethnic” in Canada.l® In one of her autobiographical
reflective essays, entitled “Domination and Exclusion: Notes of a Resident
Alien,” she drives at the double-edged sword of daring to speak about ethnicity
as a subversive concept in Canadian society: “They give me a place to stand,
from which to launch salutary barbs, critiques, and visions, but there is a price
to pay. In trying to reconcile all the elements of my alienation into a critical
whole, I discover new marginalities and new exclusions. Such is the dance of
the dialectic!” She reclaims this outsider status not only for herself and her
own identification as a writer and “as an ethnic, a feminist, and a socialist,”
but for anyone willing to venture a critique of the status quo. She accomplishes
this through giving back history to the marginalized: “...the history of social
movements also reveals to us the capacity of the outsider to fight back against
marginality, pain, and inconsequence”!” Kulyk Keefer’s reference to Lucas
Cranach the Elder’s painting of Cupid complaining to Venus after being stung
by the honeybees from which he had stolen their honeycomb is a similar twist
on the idea of emancipation. Words are “pure symbols” and bites that “rasp
and scorch” the tattooed serf’s hand; the words of the feminist poet are the
tools of the master’s house. Yet both, and especially in combination with the
paintings of the feminist artist, the meanings in the images and the text are
opened up to new possibilities.

The eponymous image from the series Burden of Innocence features the
portrait of a small girl on the shoulders of a burly man smoking a cigarette,
likely her father. She is sucking her finger, a gesture repeated from an earlier
painting Pandora’s Parcel to Ukraine (1993). Like in the earlier painting, and in
the depiction of the other children throughout Husar’s works, the expression
on the girl’s face is overwise, self-protected, determined. The artist and several
critics have commented on these finger-sucking girls as the survivalists of a

16 Myrna Kostash, “Baba Was a Bohunk,” Journal of Ukrainian Studies 2, no. 1
(Spring 1977): 69-78.

17 Myrna Kostash, “Domination and Exclusion: Notes of a Resident Alien,” in
Ethnicity in a Technological Age, ed. lan H. Angus (Edmonton: Canadian
Institute of Ukrainian Studies Press, 1988), 57.
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post-Chernobyl world. The allegorical condition of emergency is here elevated
through the figure of a child combined with “the outsider”: ethnic or otherwise.
Here the mafioso man’s cigarette burns as the background burns red — he is
an anti-hero cast in a moment of heroism — possibly carrying a small child
away from the flames of a society in peril. The bows on the girl’s head are
Soviet-era bantiky traditionally worn by schoolgirls to school on official state
holidays, most importantly on 1 September or the “Day of Knowledge.” The
artist presents a picture of mixed despair and hope for the fate of a nation:
where knowledge cannot emancipate, it becomes a burden. Is it better to be
innocent? Or to know, and carry on knowing, even if one is condemned to
repeat the same mistakes?

Cranach’s cupid is also Eve —“the plundered honeycomb,” the original
sin after which all else is divided into knowns and forbidden unknowns. Meeka
Walsh, writing in reference to the critic Barry Schwabsky: “like modernist and
conceptualist antecedents, contemporary painting holds that ‘a painting is not
only a painting but also the representation of an idea about painting’ thus
abstract and representational are no longer opposed (as they were in the Soviet
era), in both cases, he says, ‘the painting is not there to represent the image,
the image exists in order to represent the painting.”!® The young girl is a future
Ukraine that is survivalist and discordant, emerging from relegation to a
“second world” status. This Ukraine is “the contemporary” that Husar reaches
for, but cannot fully grasp for it does not exist anywhere. And in this failure to
fully know Ukraine, or be known, there is a window through which the
generations can finally admit to one another’s time and place: as being truly
nowhere, but for the bravery and intent toward self-invention from exactly
where one stands, as Kostash declared in 1985: “in the action of the dissident
alien in this place.”1°

18 Walsh in Moray, Husar Handbook, 55.

19 Full quote, from the paper delivered in October 1985 at the University of
Alberta “Second Wreath” Conference organized and about women, feminism,
and activism in Ukraine: “This new consciousness does not stop with
multiculturalism, which accepts the social hierarchy, nor with conservation. It
proposes a struggle for a social existence based on humanizing relations. Those
of us engaged in the development of this new consciousness may have begun
with our particular ethnoculture, with ancestral memory, with historical
grievances but we end in the action of the dissident alien in this place.”
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02: Natalka Husar, Burden of Innocence, From the Series Burden of Innocence,
2007. Oil on rag board, 22 x 21 cm. Shared with permission of the artist. Photo
credit: Michael Rafelson.

Embodied Memory

Artist Lesia Khomenko could also be said to be “kicking the shit out of history,”
but from a different viewpoint. She is a generation younger than Husar and
was born and raised in Kyiv. Where Husar’s characters in the “new” Ukraine
are ultimately filtered through her eyes, which peer through the shadow of the
immigrant experience, and of the challenge of being a female and an
intellectual; by contrast, a kind of smuggling of knowledge between places and
times, like knowledge between mothers and daughters, Khomenko’s “new” in
post-revolutionary Ukraine is positioned differently. For the artist living in
Ukraine, daughter of Soviet artists, hers is a dismantling of the systematic
“rules” governing public space, public conduct, time, and the professions,
including the management of labor vs. leisure. For example, in the painting
Personal Vocation, it is clear that these are the bodies of the working classes
emptied of their ideological content —“set free” from their appropriation by the
past regime. We cannot tell whether the figures are working or at leisure. Their
poses do not conform to any expectations: they could be workers working,
workers at leisure, pensioners daydreaming, thinking, or exercising. Diagonal
lines shift the composition in a gravity-defying visual display of a circus or
gymnastic pyramid. The bodies could not possibly stand up in this
configuration in actual life; this is not socialist realist representation of reality;
it is socialist realism reimagined. The appropriation of forms into a kind of
playful free-fall lends the pastel color schemes, not unlike the hues of Husar’s
dead artists’ paints, a certain significance: these hues were not chosen or
arranged by the artist; they are the inherited backdrops of the environments
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she co-inhabits with the people in the paintings, people who lived through the
Soviet era, some still holding Soviet passports, and who populate Ukraine as it
actually exists, today. In the context of the post-Maidan Decommunization Law
introduced in Ukraine in 2015, Khomenko’s playful gestures in the idiom of
earlier sots-art propaganda lend her work an immediacy to the artistic legacy of
the language of propaganda/censorship as material for critical reflection.

03: Lesia Khomenko, Personal Vocation, 2010-11.

Enter the Ukrainian flag. As in Husar’s found folk portrait of the small
rural boy dressed in black, Khomenko also displays the flag as a backdrop —
as it might have appeared in its most subversive placement by artists killed in
the previous century: in its classical association with sky over grain. The
citation of the body in front of this background also clearly evokes the pastoral
Ukrainian peasant from socialist realism of the past century. Here we see a
new take on the iconic painting Bread (1950) by Tatiana Yablonska, where the
happy faces of harvesters spare no irony in the wake of the manmade famine
(Holodomor) under Stalin in the 1930s. Khomenko goes a step further. The
view of the backside of this “Madonna” positions audiences for a literal take on
conception; the body, from which all life springs forth, is posed for everyone’s
contemplation. Like Husar, Khomenko’s Ukraine is carnivalesque and
postrevolutionary. Voluptuous flesh and muscle recline and stretch while
working. Her protagonists are Caravaggio rearranged into unposed and
deliberately “incorrect” stances, even “unflattering” in the traditional language
of painting, and brashly rude in terms of social mores or religious morals. No
figures of authority, neither Soviet bureaucrat nor royal, could find a flattering
portrait of themselves among her cast of casual outsiders, who are, by any
measure, everyday working-class Ukrainians. In the genre of history-painting,
Khomenko, like Husar, also uses titles and irony to challenge the idea that
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history belongs to the few, and therefore should be somehow represented only
by portraits of happy peasants, neatly arranged for the oppressive gaze of the
landholder, or the state.

04: Lesia Khomenko, Dacha’s Madonnas Series, 2004-07.

Each in their own respective idioms, Husar and Khomenko both explore
themselves as artists and the role of art in its relationship to power, a
relationship in which the body takes central stage as the oldest material for the
language of art. Memory in these works is intensely personal — and both
painters present subversive interstices through which the generations pass
knowledge, once forbidden, about the cruelty wreaked upon everyday people, in
this instance people living on the territories of Ukraine during and after the
Soviet experiment. The role of painting becomes a commentary on death and
renewal, as much as it is an object capable of linking the generations in their
different experiences of upheaval. The body stands as a testament to the
fleeting nature of life, and the loss of knowledge with the loss of life as the
opposite of the artists’ task as creator, life-giver. These two painters are both
intensely concerned with corruption and decay in the post-Soviet period, yet in
their large format canvases and their citation of the body, they accomplish
more than just reactionary statements against the Soviet regime, or how they
imagine it, as both experience that era mostly as outsiders (Husar due to her
place, Canada; and Khomenko due to her time, born in 1982 at the end of the
regime).

Rather, both painters introduce and experiment with a language for
alienation marked by their individual identity, which takes plural form: in
collage, fragments, and intertextual references. In Khomenko’s work, the Soviet
workers’ bodies are reframed in a baroque saturation of space and time into a
compressed present tense. The 1960s pastel colors of advertising and fabrics
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add to the androgyny of her protagonists with large hands, feet, shoulders,
even disproportionately so. These forms contrast with Husar’s hypersexed
feminine characters who seem to contort themselves into the straps and
buttons of their tiny tank-tops and miniskirts, or the prickly necks of the mafia
men who seem to burn with frustration, “oligarchs in waiting,” Husar has
called them, “yet without any real clout.” These are the men who kill to be more
than men, demigods of a broken palace. They are not androgynous at all in
their pursuit of dominion, nor godly, more like Gogolian devils. And that is
exactly the point. Husar, like Khomenko, is playing with archetypes. The
common denominator is that all of their archetypes give viewers a glimpse of
Ukraine with the effect of being “outside looking in.” This is not because either
artist is fully outsider/insider — and what these categories could fully mean in
terms of ethnicity, gender, class, and nation will always be unresolved, rather,
this is because this can only ever be the view of an artist in a constant
revolutionary state of affairs.

In the poem Kulyk Keefer named “Looking At Art,” dedicated to Husar’s
painting of the same title, she addresses the artist:

Oh artist who, with polished tongs
and rubber gloves;

with downcast gaze

or double-crossing eyes,

concocts a seating plan

for multitudes, then crams

the mess of meaning in a dish
compact, divided as an egg?20

Here Husar’s alter egos of the nurse and stewardess are serving dinner to the
protagonists of the young girl, now grown, a painted lady “has-been” and a
mafia-man, but the platters are empty. This is Judy Chicago’s dinner party in
negative, where the artist is captive to her imagination and its possibilities. The
scene also references Husar’s early porcelain culinary sculptures from 1977
featuring gendered commentary through Canadian-Ukrainian cultural
foodways: Veroniky Varenyky ; The TV Dinner Sviat Vechir; and After All That,
Supper. These works found resonance in the North American context among
feminist works of this period such as Martha Rosler’s Semiotics of the Kitchen
(1975). Feminist theorist Cynthia Enloe’s Bananas, Beaches, and Bases:
Making Feminist Sense of International Politics, published in 1990, reflects on
the militarization of society in the global military buildup of the post World War
IT order. She has written elsewhere of the symbolism of a Heinz promotional
Star Wars soup can as an artifact of a globalism that “may reveal a gendered
military system that is more political than it is cultural,” and can “show just

20 Kulyk Keefer, Foreign Relations, 85-86, in Kulyk Keefer and Husar, Foreign
Relations/Burden of Innocence.
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how politically constructed any national or international culture is.”
Uncertainty, more than consensus, among the decision-makers within the
constructed order “may reveal tension, contradiction, and confusion,” along
with “ambivalence, that is, both men and women with mixed feelings.” She:
“Masculinity-privileging militarization, however, can survive, even thrive, on
mixed feelings.”21

Is Husar’s Last Supper a sacrificial ritual warning a Ukrainian or
Canadian farewell before the resurrection...or an invitation to a beheading?
Whose art is this? Who is imagined by whom?

Cigarette unraveling, a luscious

orchid strangling a wrist. One book

of unstruck matches and this silver dish:
this mirror in a foreign language.22

Here in the poem are two mirrors, not only the silver dish, but also “the book.”
The enjambment of the line after “book” links it to the final line, and, in
combination with “this silver dish,” doubles other doubles in the painted scene.
The nurse and stewardess twins, the latter with two expressions at once, in
motion, conjure up the Judeo-Christian duality of Saint/Sinner, especially in
the yellow star-like points and halo-like sheen covering the nurse’s head. The
“double” in Slavic lore and literature is also there as a mocking devilish
element. The “mirror in a foreign language” is the immigrant’s daughter, always
in translation, but never fully translated. The doubled state of existence is one
of permanent exile that artists have long had to negotiate; whether Bulgakov’s
Master with his cat, or Gogol’s farmer’s wife with a conniving little devil before
serving varenyky on Christmas Eve. Kulyk Keefer’s book of poems is the
matchbook on the table, ready to ignite new ideas in a new generation, light the
“book of unstruck matches,” or be ignited and consumed.

21 Cynthia Enloe, “How Do They Militarize a Can of Soup?” Maneuvers: The
International Politics of Militarizing Women'’s Lives (Berkeley: University of
California Press, 2000), 109.

22 Kulyk Keefer, “Looking at Art,” Foreign Relations, 86, in Kulyk Keefer and
Husar, Foreign Relations/Burden of Innocence.
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05: Natalka Husar, Looking at Art, From the Series Burden of Innocence, 2007.
Oil on ragboard, 81 x 102 cm. Shared with permission of the artist. Photo
credit: Michael Rafelson.

The “Contemporary” in Contemporary Ukraine

Husar’s and Khomenko’s individual Ukrainian worlds depend on rejecting the
grand-scale historicism of nation and people as giant categories, or
propagandistic tools, handed down to them from the past century. Rather, they
both focus on the everyday, framing what is “contemporary” about the present,
as they experience it. The way out of repeating the Soviet past, for them, is
both content and form in the language of painting, a language that shares
some features in each of their individual activation of its Ukrainian idioms,
some of the specifics of which we have noted throughout this chapter.

But what can these painters offer to the wider landscape of visual
culture? What is the sociopolitical context of art in Ukraine today, and how
does it inform our global present condition, a condition marked by constant
crisis, mass protest, and a pandemic? Is there any hope left? The answer is
yes: Husar and Khomenko’s bold and frank critiques of society, of history, and
of gender. The body becomes the figure for painting itself; the subsumption of
time into an act for which the artist must be present. They interpolate
continuities across the times and places represented in their works that can be
recognized as distinctly Ukrainian, but also have universal meaning connected
to the broader language of revolutionary emancipation, especially for women.

Where the idea of “the contemporary” in their works pivots on the
concept of emancipation, it is, in turn, part of a world that is not just in
perpetual crisis but is always changing; this differs from modernism or post-
modernism, which are rooted in a progressivist linear time, but links aesthetic
language to historical turn as a procedure of recovering lost agency for women.
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Ukraine’s historical trajectory is punctuated with dramatic change from the
post-1991, and post-Orange Revolutionary moment of 2007, to the moment
after the Revolution of Dignity in 2013-14. Hito Steyerl has remarked on the
institutional setting of art in developing countries more recently, that, “every
contemporary oligarch loves contemporary art.”23 Ukraine’s attempts to
decentralize institutions since 1991 have been met with the monopolization of
private enterprise and corruption in public institutions, including state
museums. The outcome of these changes has meant that private galleries far
outpace state funding for independent arts initiatives, and the structure of old
elites still maintains a grip over talent acquisition and access to resources. For
the rural, working-class, young, women, and minorities the situation for arts
mirrors broader inequities in labor relations across the professions. A few
words on feminist activism are in order if we are to fully understand the
landscape not only of Husar and Khomenko’s biographies as artists on
different sides of the ocean, but the extent to which their work depicting
women in Ukraine is subversive (and in a not unimportant sense
“contemporary” with regard to global movements for feminist and LGBTQ rights
reaching a peak in the mid-2000s and continuing today).

Arts and media production in Ukraine have become an important
resource for discussions concerned with a range of feminist issues from the
#dneborocbCkazaru / #laNeBoiusSkazaty (I'm not afraid to say) campaign
against domestic violence (a counterpart to the #MeToo movement), to wikis,
blogs, and publishing portals.24 Human rights discourse in education,
communications, and civic inclusion aim to counter social stigmas in wider
society, including where false attitudes toward women and other gender
minorities as vulnerable subjects serves to marginalize. Recent feminist art
initiatives in Ukraine converge with these efforts. For example, a large
retrospective exhibit in 2018 in Kyiv, called A Space of One’s Own, in reference
to Virginia Woolf. Spanning the twentieth and twenty-first centuries and co-
curated by Tatiana Kochubinska and Tetiana Zhmurko, the exhibit featured
works by hundreds of women artists past and present. The public program
included scholars and an anthology of contemporary texts and images by and
about women artists and authors, edited by Kateryna Iakovlenko, titled Chomu
v ukrains’komu mystetstvi ie velyki khudozhnytsi (Why There Are Great Women
Artists in Ukrainian Art).25 Ukraine’s activists who identify as women and/or

23 Hito Steyerl, “Politics of Art: Contemporary Art and the Transition to Post-
Democracy,” e-flux Journal, no. 21 (December 2010), https://www.e-
flux.com/journal/21 /67696 /politics-of-art-contemporary-art-and-the-
transition-to-post-democracy/ (accessed 12 November 2021).

24 Tamara Martsenyuk and Sarah D. Phillips, “Talking about Sexual Violence in
Post-Maidan Ukraine: Analysis of the Online Campaign #lamNotAfraidToSaylIt,”
Sexuality & Culture 24, no. 3 (2020), 1-20.

25 Kateryna lakovlenko, ed., Chomu v ukrains’komu mystetstui ie velyki
khudozhnytsi (Kyiv: PinchukArtCentre, 2019).
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feminists do not ascribe to a single unified strand of feminism and are as
diverse as are the mediums and topics of its creative communities.

Museums and other exhibit spaces provide rare opportunities for
researchers and the public to engage difficult and controversial subjects both
at home and abroad. In recent years, the Revolution of Dignity in 2013-14, the
occupation of Crimea, and ongoing war in Donbas have had a profound effect
on the arts. An example is At the Front Line: Ukrainian Art 2013-2019, curated
by Svitlana Biedarieva and Ania Deikun, exhibited in 2019 in Mexico City and
in 2020 in Winnipeg, Canada, which included seminars, talks, guided tours,
and an academic anthology.2¢ Artifacts and pieces in the exhibit were by artists
who have been engaged in activism and research for several years in East
Ukraine. Participants addressed the role of art exchanges in the face of war and
how to protect the voices and works of artists in exile from the occupied
territories.

Ukrainian art has gained wide visibility both domestically and abroad
since the Maidan Revolution of Dignity in 2013-14, which provides additional
opportunities for education in facing gendered, ethnic, and social differences in
processes of assimilation/rejection of memories of the Soviet past. Examples of
mutual tolerance and solidarity-building across national lines within creative
communities include authors who publish in both Ukrainian and Russian;
individuals who exhibit with members of the Russian, Belarusian, and Polish
feminist movements; and Ukrainian professional artists who boycott funding or
speak Ukrainian in virtual invitations from Russian state-backed museums,
including the prestigious Garage Museum, of which its partnerships include
institutions based in the West.27 More projects that bring together artists,
activists, and scholars dedicated to cultivating critical perspectives on women’s
lived experiences can shed light on Ukraine’s dual challenges of restoring
sovereignty in Donbas and Crimea, while pressuring lawmakers to respond to
social demands in protecting civic rights.

On 14 April 2021, President Volodymyr Zelensky enacted a National
Human Rights Strategy (Decree No. 119/2021). The law includes “prevention
and countering discrimination” and “ensuring equal rights and opportunities
for women and men,” along with military veterans and internally displaced
persons.?® The law aims to uphold treaties within the EU-Ukraine Association
Agreement in order to “contribute to the implementation of Ukraine’s UN

26 Svitlana Biedarieva, ed., Contemporary Ukrainian and Baltic Art: Political and
Social Perspectives, 1991-2021 (Hanover: Ibidem Press, 2021).

27 For an example, see Nikita Kadan, “Buduvaty ruiny,” artist’s talk, Lviv
Municipal Art Centre with Garage Museum Moscow,

https:/ /www.youtube.com /watch?v=xb3KeqgDEQO (accessed 17 November
2021).

28 “President of Ukraine Approves the National Human Rights Strategy,” Sluha
narodu, 20 April 2021, https://sluga-narodu.com/en/president-of-ukraine-
approves-the-national-human-rights-strategy/ (accessed 17 November 2021).
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Sustainable Development Goals until 2030, and improve the position of
Ukraine in international human rights rankings.”?9 Since 2010, international
human rights monitoring groups have traced a regression in the
implementation and reinforcement of laws protecting women by measuring,
among other indicators, rising rates of domestic violence in Ukraine.30 The
severity of this problem has been made more acute in recent years due to more
than 1.5 million displaced from the Ukraine-Russia conflict zone and
separatist-occupied territories.

Despite these difficulties, or, possibly because of them, women’s and
LGBTQ movements in Ukraine continue to grow; for example, the 8 March
2020 Women’s March and Kyiv Pride March now each draw more than two
thousand participants annually, compared with a few dozen when they began a
decade ago. Several studies document these changes in the context of the
mixed reception of feminism in wider society in Ukraine.3! Recent gains include
the signing of an Anti-Discrimination Law adopted in 2012 and amended in
2014. The law was again revisited in 2016, after the Maidan Revolution of
Dignity, in the context of the UN Human Rights Office of the High
Commissioner.32 The law was expanded and included schedules for
implementing a future National Human Rights Strategy. This led to some
progress toward pluralizing Ukrainian society, but new challenges have
appeared including in the form of disinformation campaigns, many stemming
from the Russian Federation, as well as online organizing of “anti-gender” and

29 “President of Ukraine Volodymyr Zelensky Signed Decree No. 119/2021 to
Enact the National Human Rights Strategy,” Ukrinform, 20 April 2021,

https:/ /www.ukrinform.net/rubric-society/3214900-zelensky-enacts-national-
human-rights-strategy.html (accessed 17 November 2021).

30 Tamara Martsenyuk, Hender dlia vsikh: vyklyk stereotypam (Kyiv: Osnovy,
2017).

31 Oksana Kis, “Ukrainian Women Reclaiming the Feminist Meaning of
International Women’s Day: A Report About Recent Feminist Activism,”
Aspasia 6, no. 1 (March 2012): 219-32. Olena Hankivsky and Anastasiya
Salnykova, eds., Gender, Politics, and Society in Ukraine (Toronto: University of
Toronto Press, 2012). Tamara Martsenyuk, Chomu ne varto boiatysia feminizmu
(Kyiv: Komora, 2018). Annual Report 2019-2020, UN Women,
https://www.unwomen.org/en/digital-library/annual-report (accessed 17
November 2021). Olga Plakhotnik and Maria Mayerchyk, “Ukrainian
Feminisms and the Issue of Coloniality,” University of Alberta, 11 December
2020. Jessica Zychowicz, Superfluous Women: Feminism, Art, and Revolution in
Twenty-First Century Ukraine (Toronto: University of Toronto Press, 2021).

32 UN Human Rights Office of the High Commissioner, “Committee on the
Elimination of Racial Discrimination: The Report of Ukraine,” 12 August 2016,
https:/ /www.ohchr.org/EN/NewsEvents /Pages /DisplayNews.aspx?NewsID=20
370&LanglD=E (accessed 17 November 2021).
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“anti-feminist” campaigns by far-right groups in Ukraine, the EU, and
globally.33

Lesia Khomenko’s artistic response to the demonstrations that took place
on the Maidan starting from 1 December 2013 involved drawing portraits of
passersby on individual sheets of paper placed over black carbon paper. She
described the tent city of the Maidan encampment as a “small scale new model
of a utopian state,” noting how all services there operated twenty-four hours a
day, on a volunteer basis, and everything was free of charge. She writes: “I
decided to test whether the artist may be a part of this exchange? And if the
artist is needed at all in this situation.”3* Further to her response, which she
links to “historical consciousness and mythologizing,” she decided to make
portraits of “members of Maidan” offering to give them away as gifts. Visiting
the Maidan daily, she made 171 portraits, giving some away and retaining
others. The outcome was exhibited in Ukraine along with the carbon copies,
which are a palimpsest collage of faces. The “ghost” of history peers through
the layers and layers of pages, leaving their trace in a composite that is
androgynous and collective — there is nobody here, only the face of an
unknown future. Walter Benjamin’s angel of history descends upon the
revolution of the twenty-first century, terrifying with unknowns: as Ukraine’s
future would soon collide into a war with Russia, upon Putin’s invasion and
occupation of Crimea, Luhansk, and Donetsk.

The “contemporary” marks time. Here in Khomenko’s drawings time
appears out-of-joint in the visage of the collective anonymous. Like the dead
artists’ paints of a century ago, the pencil captures images of individuals who
can be assumed neither alive nor dead.

33 Atlantic Council, “Meeting the Moment: Shaping the Future: 2018/2019
Annual Report,” https://www.atlanticcouncil.org/wp-
content/uploads/2019/09 /Atlantic-Council-Annual-Report-
2018%E2%80%932019.pdf (accessed 17 November 2021). Human Rights
Watch, “Ukraine: Events of 2019),” https://www.hrw.org/world-
report/2020/country-chapters /ukraine# (accessed 17 November 2021).
Amnesty International, “Annual Report 2019: Eastern Europe and Central
Asia,” https://www.amnesty.org/en/latest/campaigns/2020/04/air2019-
eeca/ (accessed 17 November 2021). Jessica Zychowicz, “Ukraine Hosts Most
Successful LGBTQ Event in the Nation’s History, but New Challenges Appear,”
Wilson Center. Kennan Institute. Ukraine Focus Blog, 2 August 2019,

https:/ /www.wilsoncenter.org/blog-post/ukraine-hosts-most-successful-lgbtqg-
event-the-nations-history-new-challenges-appear (accessed 17 November
2021).

34 Lesia Khomenko website, https://www.lesiakhomenko.com /drawing-on-
maidan (accessed 17 November 2021).
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06: Lesia Khomenko, Drawing on Maidan Series, 2013-2014.

Husar’s poet-companion’s text composed in the same place, half a
decade earlier in 2007, reread in the context of the events of 2013-14, appears
just as relevant — indeed “contemporary” of both moments. The prognosis
offers no easy end. There are no heroes. There are no identifiable traces of
us/them, here/there, yesterday/today. Maidan as universal chronotope. Every
revolution in this place and time encompasses all previous and future
revolutions, everywhere:

The Eyes of Maidan3>

That photograph of an old woman,

her face a map worn through at the creases,
her mouth a whole alphabet of pain

and patience. Anonymous, snapped

at one of the vigils, day or night, to keep
pressure on the powers-that-be, to keep
world’s pale eyes trained where, any moment,
tanks might spell out their mandate

in a mash of blood and bone.

What is it turned to, face
Rough as hemp, eyes
Deep-dug as graves? Who
Looks back at her?

Who sees?

The only person left in the poem is the viewer, whose only way out of repetition
is in vigilance in daring to see the repetition, not only of others, of themselves,
but of Ukraine and its ghosts, as never before.

35 Kulyk Keefer notes that in the original publication of the poem this is the
title of a photograph from Kyiv by Vasyl Artiushenko.
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I more than ever live through what’s going on around me. And how I want
to turn off the television when they broadcast the regular sessions of
parliament! It’s hard to bear when, before our eyes, everything’s lurching
to the right. I see it and understand it clearly, but at the same time I
sense the mood around me or feel irritated by the indifference of others.
Besides, in writing these letters about what’s going on, I am doomed to
thinking always the same thoughts: Why is it like this? What for? And
what next?

-- Solomea Pavlychko, 4 December 1991, Kyiv36

36 Solomea Pavlychko, Letters from Kiev, ed. Bohdan Krawchenko, trans. Myrna
Kostash (Edmonton: Canadian Institute of Ukrainian Studies Press, 1992),
136.
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EcreTnka Oy/meHHOro ¥ ypO4HCTOIO
Yy 2KHUBOITUC]I AHIPId XapHUHU

l'aamua Koctiok

Anpnpiti XapuHa, IIOMITHUHM XyOOKHUK Y CydaCHOMY KaHaJACbKOMY MHUCTEIITBI, 1€
He OpakKy€e OpUTiHAABHHUX TAAAQHTIB, BUPI3HAETHCS 30CEPEMKEHICTIO HA JKUBOITHUCI
- HIKOAY BiH He poOUB HiYOro iHIIIOTO. 3MaAKy MaAlOBaB, aA€ HE Tak, SIK I
3a3BHUYal pPOOASITH MiTH, - IAS PO3Baru - MUCTEILITBO OYAO €EAMHUM 3aHATTIM, SIKE
Moro 1ikaBHuAO. HaBiTh quTa4di pUCyHKHU XapHUHHU [IPUBEPTAAU yBary piBHEM
BUKOHAaHHSI BUUTEAIB i (paxoBUX XyA0KHHUKIB, 30KpeMa, Horo aina - [lerpa
XoaomgHoro moaoxairioro. I Oyayuyu gopocanM, XapuHa AyKe JOPOKUB AYMKOIO
CBOTIO fifia, KOTPHUH i ChOTrOAHI 3aAUIIAETHECH AT HBOTO HaMbOiABIIIUM
aBTOPUTETOM Y MUCTELITBI.

XapuHa HapoauBcd y HiMennbKoMy MicTi Kapacpye 5 arororo 1951 poky y
poauHi cBanieHHUKa Muxatiaa Xapunu i nigHicTku [nu XoaoaHoi. Yepes nBa
POKH MoAoa ciM’da mepeixasa 1o MrouxeHy. Koau AHapitikoBi 6yAo BiciM pokiB,
Xapunu nepebpaancsa 1o Heio-MopKy, me Ha Toii 9ac MeITKasu 6aThbKO M MaTH
Inu - xynoxuHUK Ilerpo Xoaoguuit Mmoaoaiini i moetrka Hataaa AiBuiipka-
XoaogHa. AHApPieBI XapHHi HOIIACTHAO HAPOAUTUCS V ANHACTII BUMHATKOBO
BaXKAUBHX [ASI YKPATHCBHKOI 1CTOPil Ta KYABTYPH AIOAEH, N0 IKOI HaAeXKaAl He
TIABKU Xy/IOXKHHUKHU 1 IINCBMEHHUKHY, a ¥ iICTOPUYHI Aid4i, HOAITHUKH, BYEHI.
Moaoma poauHa 3aMenikasa 3 barbkaMu. [na XapuHa npuBe3sa MAAOHKH
Auppis, KoTpi 30epirasa gbaiiannBo, baraTo po3mnoBizasa oMy Ipo aizma i Horo
MHUCTELITBO, TOMy MaAHH XAOIIEIb HETEPIIEAUBO YeKaB Ha 3ycTpid. Ha Ilerpa
XOAOTHOTO MaAIOHKH OHYKa CIIPaBUAU BEAUKE BpaxkKeHHd. HacTiapKkH, 1110 BiH
CTBOPHUB HOr0 MOPTPET Ha TAI TUX MaAIOHKIB, B SKHUX IT00Aa4YUB HE AUTIYi
crpobu, a BEAUKHUY MOTEHILISIA.

Jlo mkoau XaprHa XOOUB y I?'IOHKepc. Yuauteai Bigpasy nomMiTHAN HOro
3Mi0HOCTI MO MaAIOBaHHS i TTOBCAKYAC 3aAyYaAU 0 BCIASKUX MPOEKTIB. Y
4eTBEPTOMY KAAcCl BIEpIlle B3sIB y4acTh y BUuctraBli y My3sei Piku ['yn3ony, Kyau
BiiOpaau Kparlli poOOTH IIIKOASPIB.

TBopumii HOPOOOK XapUHU TEMATHIHO i CTUAICTUYHO po3MaiTuii. Mucrenb
MaAIO€ MIOPTPETH, HATIOPMOPTH, KPAEBHUAH, JKaHPOBI KapTUHH. [Ipaitioe y
TeXHIKaxX 0Aill, S€9HOI TeMIIepH, aKpHAYy. YIIPOJOBXK Kap’epU IePexXoauB deped
Pi3KHI CTHAI - peaaidMy, croppeaaizamy, Ky0i3My, HaIriBaOCTPaKTHOCTH.
[IpuKMETHO, ILI10 3KOEH 13 IIUX CTHAIB HE 3aXOINUB HOr0 IL[IAKOBUTO - 3aBXKIHU
XyOOXKHHUK 3aAUINIABCS Ha J0PO3i 40 IOUIYKY CBOTO BAACHOTO IIOYEPKY.

Ha nymky Kpicrin Cratiac, “YaBa, KOoTpa MaAlo€, TOCAIIKYE 1 IparHe
3alHATUCS TIEPETBOPEHHAM yciei cyOcTaHIlii, HaAeKUTh aAXEMIYHOMY PO3yMY
HAYKOBIIS i MUTIISI, KOTPi 00UABA ITiACTYIIaloTh 40 Pir0COPCHKOTO KaMeHS.
XyAOKHUKHY 1 HAyKOBIIi AiIOTh Ha IIEPEXPECTI MiK IPUPOAHIM i
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CKOHCTpyHoBaHuUM”.! PeaaicTHUHICTE OaraThox KOMMIO3UIli#l XapUHU Ha MePIIUH
IIOTASI, MOZKE€ CXHUAUTH 0 AYMKHU PO IIAKOBUTY “IPUPOAHICTE” Oe3rmocepeaHbo
CKOIIiloBaHUX IOTOBUX IpeaMetiB. Ta yBaskHillle IPUAUBUBIINCE, CTA€E
OYEBUHUM, III0 XyAOKHUK BUKOPUCTOBYE PixKHi 00’€KTHU SIK IIPUBIQ
IIOMipKyBaTH IIPO 3HAYHO BasKAUBIIIL pedi ¢pinocoCchKoi Ta ecTeTUYHO1
Ipupoau, 3006 pazkaroydu OyeHHI cCUTyallii i mpeaMeTH, 3aTAUOUTHCE y CyTh
OyTTs. dKio Crafiac TOBOPUTD ITPO IITYYHI IpeaMeTHI KOHCTPYKIIii, SKUX
HeMae y IIpUpoai, To XapHHi IIePeayCiM iJeThCS IIPO TBOPEHHA €CTETUYHHX
3B’I3KiB MiXK pedaMH i AIOAbMH, MiK IPUPOAHIM i AyXOBHUM HadasaMu. Byab-
dKi ITPOILIECH, MICIId YU PE€Yi, 1110 IPUBEPHYAH yBary XyJOXKHHUKa, MOXYTh CTaTH
IIOIITOBXOM [0 TAUOMHHOI'O OCMHCA€HHS BasKAUBHUX (PIAOCOPCHKUX TUTAHbD, 1110
HMoro Ha 11e# yac XBUAIOIOTh. Ppaniry3pkuii pinocod Ta ecret [T’ep CoBane
BKa3ye€ Ha Te, III0 MU He MOXKEMO 3BECTU TBip MUCTELITBA OO0 HOTO
MaTepiIABHOTO BTineHHd.2 lle TBepaKeHHs 3HaXOAUTh ICKPaBUH BUIB Y
TBOpYOCTi AHApia XapuHHU. [10BKiAAg - TPeAMETH, KPAEBUAH, AIOOU - € AHIIIE
IIEPILIOTIONITOBXOM Z10 HOTO MipKyBaHb IIpo BiuHe. [Jo 4oro 6 He 3BepTaBcd
XYIOKHUK, yCE€ € IIPUBOAOM 3aTAMOUTUCH Y AYXOBHUH CBIT, 6€3 SKOT0
MaTepPiSAbHUU HIiYOTO HE O3HA4aE.

EAcHep 3ayBakuB 3aHeNna BUPA3HOTO CTHAIO i3 3aHEIIOKOEHHSM 3HaBIII
Mmucrenrna: “KyapTypa crae Bce 0iabIlle IIOCTMOAEPHOIO i HaraToeTHIYHOI0, MU
PU3UKYEMO BTPATHUTH CEHC icTOpii CTOCOBHO pedyeli, 9Ki MU poOUMO, CcIriocodu,
AKUMH MU iX poOUMO, IIpeaMeTH, sIKi MU IiHyeMo. CTHAB 3 HOTO ayzKe
criequ@ivYHUM i TAMOOKHUM MHHYAUM...KOAUCH OyB MaiicTpowMm, 3ronom OyB
3HEeBaXKEHUH, Terep BUKOHYE MEHITY POAb COAOM STHOI AIOAUHU Oyaydu mMatizke
3a0ytum”.3

CropaBzai, BUpOOUTH BAACHUM CTHUAB i BIOCKOHAAIOBATH HOTO - cIipaBa
HEIIPOCTa, TOMY XyZOKHUKHU, IKi JOCATAU IILOTO, IIPUBEPTAIOTH yBary i
HIaHYBaAbHUKIB MUCTEIITBA, 1 IOCAIAHUKIB. XapuHa, cChopMyBaBIIIU OIUH
CTHUAB, PO3IIOYMHAB IIpallio Hajl iHIIIUM, HIKOAN He 3a/10BIAbHABCS JOCATHYTHM.
Prca, koTpa enHae BCi TBOpU XyAOKHHUKA HE3aA€XKHO BiJ JKaHPIB 1 IPeaAMETIB
300pazkeHHsd, - yBara o0 AeTaAiB, CepHO3HUH IiAXi/ 10 KOKHOIO yaapy II€H3Ad.
Ile ocobAMBO MOMITHO y #ioro iKOHOIIHCI. XaprHa He pa3 MaB Haroay
CIIOCTepiraTy, gK IIpalioe Hal iKoHaMU Horo Oif, 1 3aBKAU YBa*KHO
IpHUCAyXaBCd A0 Horo nopaf i ayMok. ¥ 1970 poii XapruHa HaMaAlOBaB MEPIILY
ikoHy oaiero. [Terpo Xoaomuuii OyB 3axonaeHUi. Lo poboTy mobayuB KapauHaA
Wocud Cainuit i xoriB ii Kymmuru. Lle 6yaa miAKoM camocTiitHa po6ora - i
KOMIIO3HILIO, i TEXHIKY MOAOAUN XyIOKHUK OIIpallboByBaB 0e3 CTOPOHHBOI

1 Kristine Stiles, “Art and Technology,” in Theories and Documents of
Contemporary Art: A Sourcebook of Artists’ Writings, ed. Kristine Stiles and
Peter Selz (Berkeley: University of California Press, 1996), 384.

2 Pierre Sauvanet, Eléments d’esthétique (Paris: Ellipses Edition Marketing S.A.,
2014), 146-47.

3 Jas Elsner, “Style,” in Critical Terms for Art History, ed. Robert S. Nelson and
Richard Shiff (Chicago: The University of Chicago Press, 1996), 108.
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noriomord. HactymHoro poky mpuixaB XoaogHuit, npuBi3 ¢paply y MOpPOoLIKY i
30A0TO i ITOKA3aB, K MIPAIIOBATH TEMIIEPOIO Ta I'PYHTYBaTH LOUIKY.

Oparma 1988
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“OpanTa” 30epiraeThcda B yKpaiHCBKiHl KaTOAHUIBKiH epkBi [IpecBaTol
Tpitiii y Keproukconi. I3 kaHoHOM 11eti oOpa3 €4HAIOTh AUIIIE ITiAHATI JOTOPU
pyku Boropoauili i MAOITMHHICTE 300pazkeHHs. Pelrra - KOAOPUT, IAACTHKA,
IIPOCTOPOBE BUPIIIIEHHS - PUCH iHAUBIAYAABHOTO CTHAIO XyOOXKHUKA. TyT CUHIH
KOAIp HE MIPOCTO JOMIHY€E - BiH € €MUHUM A4 11ia0i Komrosuitii. Ha mymky Tere,
CHHIM KOAIp MICTUTB CYIIEPEYHICTD: BiH € BOAHOYAC IIOAPA3AUBUM 1
3acrniokitiamBuM. Ham nogobaeTbcs BOUBAITHCS B HBOTO HE TOMY, III0 BiH
3MYIIy€E OO IIBOT0, a Yepe3 Te, 110 NpuTtdarae noraga.* Bikropia PiHAu BKa3ye Ha
T€, 110 MUTIII BUKOPHCTOBYIOTb CHHIiM KOAIp AT TBOPEHHS IIPOCTOPY Y CBOIX
KapTuHax.> Y XapuHHU SICHO-TOAYOe TAO CHMBOAI3y€e HE0O i € TUM 0e3MeKHUM
KOCMIiYHUM IIPOCTOPOM - CHMBOAOM YCECBITY - Ha SKOMY 300pazkeHa Horo
Hapung. [TaaiTpa “OpanTi” He BiA3HAYAETHCA HIUPOTOI0 KOABOPOBOT'O CIIEKTPY,
gK, HanpuKrAad, “Cearuit FOpit”, ase cKymicTs 0apB He 30iAHIOE €CTETUKHU
ob6pasy, HaBIAKH - 30CEPEAKY€E YBary Ha oqyXOoTBOpeHOMy obamydi Boromarepi.
TyT BiguyBa€eThCa TPAAUILLiS CTAPUX €BPOINENCHKUX MalCTpiB - y CUHI m1atu [iBy
Mapiro ogsiraau Ha 3axomi, nasg Cxomy OiAbIII IOMIUPEHUM OYB 4YepBOHUM KOAip ii
yOpanHs. Xo4a ¥ aag 3axony Iid Tpaaullid He Oyaa He3MiHHOO. BikTopis ®inan
3ayBazKye, 110 XyA0KHUKHU [IOBCSIKYaC KopUucTyBaaucd aaga oxdary Llapuiii Heba
Tiero 0apBoI0, KOTpa Oyaa HAMOIABII PiIKICHOIO 1 HAMZOPOXKYOIO HA PUHKY Ta
TOM 4ac, KOAU ucaBcd obpas.b Tpagullis BXXKUBATHU CUHIH KOAIp IAS 1IaT
Boromarepi 3’1BHAacCs y TPUHAAUSTOMY CTOAITTI, KOAW Ha PHUHOK [Taail mpubyB
yAbTpaMapHH. BiH KollTyBaB Haiibiabllle 3a BCi MIIMEHTH, HOro IPHUBO3HAHU 3
Adpranicrany - HeiMOBipHa BiZCTaHb Ha TOU 4ac, i XyJOKHUKU HE MOTAU HOTO
KyIIUTU Yepe3 BHUCOKY LiHy, OTPUMYyBaAU 3aBXKIU BiJl 3aMOXKHHX MeELIEHaTIB. Y
HIiCTHaAAIIATOMY CTOAITTI namna Ilitoc IT’aTuit ycTasuB AiTypriiHUE KOALOPOBHH
KOJ, i BixTOAi CHHIH OYB IMpU3HaYEeHUH BUHSITKOBO Aad [iBu Mapii. ¥ maaitpi
“OpanTi” TPUCYTHIH TAKOXK OIAMH (Y BUTASI aKIIEHTIB) - CHMBOA YHUCTOTH,
HEBUHHOCTH, JOCKOHAAOCTU. AHIlle TUMH ABOMa KOABOPaAMHU Ta TOHKO
HIOQHCOBAHHMH iXHIMU BiATIHKaMU XapHuHa CTBOPUB CHUHTETHUYHY IIAICHICTS 1
He3BUYAaHy TapMOHIiI0 CBATOro 06pasy. JJocKoHara KOMITO3UILisI, AQM IIOCTaTi i
CTpUMaHa I1aAiTpa HaAaloTh iIKOHI MOHYMEHTAABHOCTH y KpallluX TPaauIlisax
Bi3aHTHHI3MY.

CruaicTuuno “Opanra” XapuHu 0au3bka no Opantu i3 Codii KuiBcbhkoi,
Xo4a KHUBOIIHCHO I[IAKOM IIEpeOoCMHUCAEHA. XYAOKHUK CTBOPUB HE AHIIIE
BEAMYHUH, BUHHATKOBO AYXOBHUHY i1 3MiCTOBHUH o0pas, a TaKoX - aTMochepy
rAMOOKOTI'0 CIIOKOIO, YMUPOTBOPEHHS. [IpocTip KOMITO3HUIlii 03HAUYeHU!N, ase He
obMekeHHH [BOMa KOAOHaMH, 3a IKUMU - He CTiHa, a 6e3kpaiil mpoctip Heba -
npectia Boxoi MaTepi. ¥ HpoMy Te€3K HPOCTEXKYETHCS OAU3BKICTH MHUTIIS 0

4 Johann Wolfgang Goethe, Theory of Colours (Cambridge, MA: The M.L.T.
Press, 1970), 310.

5 Victoria Finlay, Colour: Travels through the Paintbox (London: The Folio
Society, 2009), 271.

6 Ibid., 277-78.
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3aXiJHOEBPOIIEUCHKOI TPaaUIlil - MoeqHAaHHA 00pasy i3 KpaeBuaoMm. OgHaK,
HEe3BasKalo4YH Ha [eBHY OAU3BKICTBH [0 KAHOHY i Tpamullil, BigoOpaskeHy
nepexycim y mmoai [iBu Mapii, “OpanTa” XapuHHU BCe X BUpaXKa€ AyXOBHUHU CBIT
XyIOKHUKA, Horo TpakTyBaHHs Hamtoi HeGecHoi MaTtepi cBiguuTh PO TAUOHHY
pvoro maymri i Aro60B 10 BaacHOi maTepi. YUCTI AiHil i AeAikaTHUH BiATiHOK
0e3q0raHHOr0 OAyXOTBOPEHOro obanyud [IpecBaToi [iBu TBOPATH HE
abcTpakTHUHM 00pa3 BigaseHOi MeIIKaHKU Heba, a 6AN3bKY, HalJOPOKIY
AIOIVHY - MaTip, IKy XyIO03KHUK I'HO0KO AIOOUB i moBakaB; y MalCTEPHO
CTHAI30BaHOMY YHiBepcaabHOMY 00pa3i KOKeH MOXKe IT00aYUuTH JOPOTi PHUCH
BAaacHOi MaTepi. CTaTuKa KiHOYO0i IT03U pO30UBAETHCS PUTMOM OKPYTAUX i
IPIMUX AiHIN: Big 0OAMYYS KOHIEHTPUYHHUMHU KOAAMU PO3XOASTHCS IIiCTh
JOCKOHAaAUX KPYTAUX AiHiH, 9Ki, 3IMKHYBIINCE i3 NiAHATUMU PyYKaMH, TBOPITH
CHUMBOA COHIIA - IzKepeaa cBiTaa. [lapaseapHi OraHky Ha XiTOHI Boropomuiii
XBUASIMHU CIIaIa0Th BHU3, YPIBHOBAKYIOYU KOAA BEPXHBOI YaCTUHU KOMIIO3UIIii.
AIHIMHUN pUTM HE € OJHOMAHITHUM - OBaAbHI 1 KPYTAl IIPOTUCTABAEHI TPAMUM
BEPTHKAABHHUM AiHISIM, III0 HE TIABKHM 30aradye Hazaraa pUTMIiKy 300pazKeHHs, a
U mopyllye CTaTUKY, HaJa€ €HEPrii i AMHaMi3MYy ITiAiHE KOMIIO3UILii.

Ham3zBuyaiiHO IiKaBUM i I[IAKOM OPHTIHAABHHM € CIIOCIO amaikartii
001 IBOX KOABOPIB - BOHU YePIryIOThCSI OOUH 3 OQHUM: Oira mifaora - CHHE
BOpaHHS, - X04 i HE € OMHOMAaHITHUM, Ta BCe XK IepebuBaeThbcs 6iA0I0 XyCTKOIO
Ha Taaii - CUHiH naang - 3a 6iA0I0 XyCTHUHOIO HAa T'OAOBI CAiZly€ CHHE ITOKPUTT,
Oaai - ToHka 0iaa AiHisg HiMOy po3TuHae cUHABY HeOa. OCTaHHBOIO V
KOABOPOBOMY PHUTMI € Oiaa AiHis-apka, 110 3’€qHy€e OBi KOAOHHU. BapTo
3a3HAYMTH, IO CHUHiM y XapUHH - JAA€KO He OJHOMAaHITHHUIL. Moro cekTp €
[yzKe ITUPOKHUM: BiJl ICHO-TOAY0OOrO, I110 3AUBA€ETHCA 3 OiAMM, 40 TEMHOTO, axk
yopHOro. Koaip TyT BUKOHYE€ Ille OOHY BasKAUBY €CTETHYHY (DYHKIIi}0: TOHKO
BUITHCAHI I'pafallii CHHbOT'O OpraHidyHO BIIAITAIOTH IIOoCcTaTh Boromarepi y
HebecHy cepy, M030aBAFIOTH ITAOTCHKOI YyTTEBOCTH i poOAdTEH 06pa3
MaKCHUMAaAbHO OAYXOTBOPEHUM. llg BUHHATKOBOI KpacH iKOHA - €CTETHUYHO
rapMoHifiHa i TBOPUTH 0COOAUBY MOAUTOBHY aTMocdepy. “Opanta” €
JOCKOHaAUM 3pa3KoM 4yuctoi kpacu. ®inocod mucrenrsa llleddep 3a3Havus,
o “Ha nymKy ereass, Hacoaona - 11e Te, 10 3aAUINAETHCH BiZl MUCTELITBA, KOAU
BOHO BTpPada€e BCi iCTOPUYHO-CIEKYAITUBHI (PYHKIII{: TAaKUM YUHOM, Yy Iepiof
YIIOBHI 3peaaizoBaHoi ¢rinoco(pChKOi HAyKHU TBip 3BeAeHUH 10 BUPOOAEHHS
Hacoromu”.” MmeTsca Ipo HalBUINME BHSAB €CTETHYHOI HACOAOIH, SKY AAPYe
TBip MHUCTeIITBA K, Hanpukaazma, “Opanra” XapuHH.

HesBuuyHuMU faga yKpaiHCBKOI Tpaaullii € Horo ikoHH i3 300 paskeHHAM
camoi Boropoauiii, 6e3 [lutuHu. B HUX BigdyBaeThCad 0COOAMBA TAEMHUYICTD i
6e3MmipHa ayxoBHa raubuHa [liBu Mapii. Xy1oKHUK MalicTepHO epenae
0e3MeKHHUI CMYTOK i cTpaskamanHd Martepi Big yrparu CuHa (TyT BapTO MaTH Ha
yBa3i, 110 MHUCTELb HE YTOYHIOE XPOHOAOTIIO: MU HE 3HAEMO OOCTEMEHHO (i 11e
HEBasKAUBO), B IKHH caMe Iepion KUTTHA 300paskeHa Boropoauiisd: oo
HapOKeHHs XpHCcTa 9u Ticag Moro cMepTH) Yepes HaIpyKeHy JUHAMIKY

7 Jean-Marie Schaeffer, Art of the Modern Age: Philosophy of Art from Kant to
Heidegger (Princeton, NJ: Princeton University Press, 2000), 298.

212



II0CTaTi: IOXUAEHA T'OAOBA, IPUTHUCHYTA [0 CEPLd IIpaBa pyKa 3 HaMaraHHaM
3aTaMyBaTH 0iAb, y TOH 4Yac, 9K AiBa JIOAOHS CIIPSIMOBaHa OOTOPH Ha 3HAK
IOKOPHU BoAil BoxKil, MpOHUKAUBUH oA BUpa3HUX odel. Y 11iM ikoHi XapuHy
[IiIKaBUTh AUHaMiKa CIiBBIIHOIIIEHHS KOABOPiB. X04 IasiTpa TBOPY OAOCUTH
AAKOHIYHA, BCE XK BOHA 3a TOHAABHICTIO Oarariia i Temaimia 3a masiTpy
“OpanTr”. OKCaMHUTOBa TEKCTypa PO3KIIITHOIO CUHBOTO yopaHHa Boropoauiti
BUT'PA€ BIATIHKAMH JOPOrOro YABTPaAMapHHY 1 4iTKO BUPI3HAETHCS Ha
ACKpaBOMY 30A0TOMY TAi. dK i B “OpanTti”, TA0 CamoTHBOI Boropoauiti -
HEOQHOpPimHe: HaWOAMIKYE 10 TOCTAaTi i 0COOAHMBO JOBKOAA T'OAOBH JKOBTHH -
HaMsCHINIUM, MaiizKe IIPo30pUi, - TBOPUTH HIMO. YnMpaaai Big ¢irypu :KoBTHUH
CTa€ HAaCUYEHIIIIUM, TAUOIIIUM, TYCTIIINM, IK MEPIHi S3UKH IIOAYM s, i OAU3BKO
[0 paMU IIePEXOIUTDH Y YEPBOHUM BiATIHOK, KOTPUH rapMOHIMHO IePETyKYETHCI
i3 dparMeHTOM YEPBOHOI XyCTKH, ABOMAa YEPBOHUMU 3ipKaMU Ha I'OAOBI i HUKYe
naeda [liBu Mapii Ta sickpaBUM pyM’sTHIIEM, L0 3pa/3Kye TAHOOKI ITepeKBaHHS
Boropoaurii. 3MiHI0€ETBCH TAKOXK (PaKTypa TAA: YUM OAMKYE 40 paMH, THM BOHO
CTa€ MIIABHIIIINM, MEHIIIe TAQIKUM, HanpyzxKeHimruM. Hactiabku nmomibHo
BUPIIIIEHI KOAOPHUT i TAO B iKOHi “Xpucroc-ITanTokparop”, 1110 11i Ba TBOPH
MOXKHa Ha3BaTH MapHUMHU. XapHuHa I1aM’dTaB HayKy [ifia, KOTPUH Kazas, 1110
AiHIT TOBHHHI OyTH PUTMIYHUMH i IIOBTOPIOBATHUCH, IK OCHOBHA MEAOJIisd
cumdonii. CrrpaBzi, AiHii Ha HOT0 iKOHI X04 i pyXaloThCd V PizKHUX HaIlpsSMKaX,
ase pa3oM CTaHOBAATH FapMOHIIO, SK ¥ My3U4YHOMY TBOpi. PpoHTaAbHA IOCTATh
Bi3yaAabHO BUXOOUTH Ha IEPEAHIN IIAAH 1 IOMiIHye KOMITO3UIlil0. llikaBo, 1o Ha
IIOAOTHI CcTaporo Maicrpa HIicCTHAAUATOro cToAiTTd Hikaayca M. [Hotiua “Ceatuii
Ayka maatoe [JiBy Mapiro” (1515) nnocrae nonibHa KOMIIO3UILisSI CBATOI0 06pasy:
Ha MOABOEpTi epen €BaHreAncToM /A\yKOIO - Maiizke 3aKiH4eHa poboTa: IocTaTh
Martepi Boxkoi y cHHIX I1aTax Ha 3KOBTOMY TAi; a Ha MaAiTpi - aunie aBi papou:
KoBTa i cuH4d. Llg ikoHa KoMIIo3uIlifiHO 6AM3bKa 1m0 “Boromarepi 3 AuTHHOO”
[Terpa X0AOHOTO MOAOAIIIOTO, a TaKoX a0 “Boropoaunii MuayBanusa” AHApisa
XapHHH (00 1ILOTO CIOXKETY BiH 3BEpTaBCd HE pas).

OpuriHaabHO ITOTpaKTOBaHUM XapuHOoI o6pa3 ApxaHreaa Muxaiaa.
Moaoguit aTA€TUYHUM YOAOBIK CTUCKAE Y IpaBii pyLli NiAHATHUH MeY -
IIPUTOTOBAHUH N0 0010, a AIBOIO OOXOITUB LIUT, HA IKOMY 300pazkeHuil Xpucroc-
[TanTokpaTop. PykaBu, 3acyBaHi 11o3a AiKTi, JEMOHCTPYIOTH PilllydiCTh
ApxaHTeAa IIOMUTI BCTYIIUTH Y PyKOTAIIHU 6iit. Moro poskintauit y6ip
CKHUIAETHCS Ha 00AayHOK PUMCBHKOI'O IIEHTYpPiOHA - CTUABHUMH i
dyHkIioHaabHUN. KoMIt03UIlis iKOHM He IepeBaHTaXkKeHa iHdopMalli€ro, dirypa
- AUHaMIiYHa, ITasiTpa - eKCIIPeCUBHA, X0U i CKAQQA€EThCS AUIIIE 3 TPHOX 0a30BUX
KOABOPIB (4€EPBOHOT0, CHHBOI'O, JKOBTOT'0) Ta iXHIX BiATIHKIB. YepBOHUMN KOAIp
TyT Ma€ repasbAUYHUN XapaKTep - CHMBOAI3y€ BAQy, MOTYTHICTh, BOEHHY MIIIb.
CuHill mizicualoe 4epBOHUYM 3HAYEHHAM CAAaBH, Kpacu i Beandi. [Iag Taa MHCTELb
o6paB TEMHIIIUY BiATIHOK CUHBOTO - TAKUM YHHOM irypa ApxaHreaa
BidyaAbHO BHXOAHWTH Ha IIEPEAHIN ITAaH 1 Ha4e I0AA€ThCS BIIEPEL,
HiIKPECAIOIOYH PIIYIiCTh CTATH O0 06010 31 3A0M. Y HOr0 BOAOCCSH BIIA€TEHA
3eA€Ha CTpIYKa - CUMBOA XKHUTTH 1 MUPY, gKi 3axuiliae CBATUN. YHIKAABHUM €
Horo HiMO: Ha ICKPaBO-3KOBTOMY TAl IPOCTYHAIOTH Y€PBOHI aKIIEHTH, HaYe
BimOAMCKHY BOTHIO ITi/T 4ac OUTBHU; KPiM TOTO, HIMO OKpPECAEHUH TOHKOIO
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YEePBOHOIO AiHI€IO (TAaKy K AiHIIO 3HAXOAMMO AHWIIIE JOBKOAA HIMOYy XpucTta).
[TapaseAabHi TOPHU30HTAABHI AiHIT Ha KpHAaxX i AQIIITYHKaX ITiZICUAIOIOTh AUHAMI3M
KOMIIO3UIIii, a KPYTAi ¥ OBaAbHi - TapMOHI3VIOTH ii.

OcobauBicTIO iKOHOTIMCY XapHWHU € HOro Io3ipHa cTaThuKa, TAMOOKUY
CIIOKiM, AaKOHi3M KoMmio3ullii. Ta mpuaAuBUBIINCE YBasKHilIle, 6auuMo
BHYTPIIIIHIO BiOpyIO4y €HEepPrilo, AMHaMi3M KOMIIO3HIIii, EKCIIPECit0o KOABOPIB,
[OYyXOBHY HaIIpyry o0pasiB, IIOCTIHHUH PyX, 110 € THM IPOMOBUCTIIIINMH, YUM
CTPUMAaHINIi JKUBOIIMCHI 3aCO0H iIXHHOI'0 €CTETUYHOT'0 BUPaKEHHS.

Cepen “cBiTChKUX” 3KaHPIiB y TBOPYOCTi XapHUHHU [IOMITHE MiCIle€ ITOCiOaoTh
IIOPTPETH, i, K 1 BCi Horo poboTH, BUXOAATh JAA€KO 32 MeXKi KaHpy. Mucrenb
He KAOIIOYETBhCS AUIIIE Iepeaadero 30BHIITHBOI ITOMiIOHOCTH i HaBITh HE
3yIMIUHAETHCH TIABKU Ha OCAIMZKEHHI BHYTPIIIIHBOTO CBIiTY IIOPTPETOBaHOI 0COOH.
CropaBa TyT HabaraTo ckaaaHimna. Yepes oOANYUs, IIOCTATh AIOAWUHU XyIOXKHUK
IIparHe II0OCTaBUTU €CTETHUYHi i (pirocoCchKi ITMTAaHHA PO CEHC OyTTH, IIPO
[o00po i 360, PO TOKAMKAHHS AIOUHU Y CBIiTi i CTAaBA€HHS [0 iHIIIMX JOBKOAA
cebe. YacTo XyJOKHUK TBOPUTE CKAAMHUH (Pia0COPCHKO-IICUXOAOTIIYHUH
HapaTuB, y IKOMY, HAalIpUKAQ[, [ITaXaM YU KoMaxaM, BiIBOAUTHCS POAL HE
MEHIII BaXKAHUBa, Hi3K AIOISM.

Y 1980 poui XapuHa Hanucas “ABTONOPTPET i3 CEPIIMKOM Micdus”, y
SIKOMY BidyBaeTbCs 3axonaeHHd [ropepom. OgHak, 118 podoTa IIoKas3ye
JOOCBiUY€eHy PYKY BIIPABHOIO MalcTpa, KOTPUM HE HaCAiAye BiIOMOTO
XyIOKHUKA, a e BAACHUM IIAIGXOM. 2KHBOIIUC IIOTO TBOPY HaA3BUYaWHO
BUIITYKAHUM: KOXKEH Ma30K IIeH3ASd SKHAUTOYHIIllEe BiATBOPIOE TOHKI PUCH
00AMYYS MOAOOT0O YOAOBiIKa, aPTUCTHUYHI PYKH i3 THYYKHUMH [TAABIIIMH, TYCTi
Kydepi. BiH guBUTBCA crrimaoba Ha ragmada, TOTOBHHE CTABUTH HeE 3aBXKIU
3py4Hi 3armuTaHHg cobi i cBiTOBi. BigmoBimHO mo Tpamuitii
3axXiTHOEBPOIIEHCHKOT0 IIOPTPETHOTO JKUBOITUCY XapHUHa IIOMICTUB IIpOTaroHicra
(cebe) mepen BiYMHEHUM BiKHOM, 3a IKHM - CIHOKifHA Hi4, MiCIIIIF TOHKHUM
CEPIIMKOM 3A€TKa IIPOTHHAE I'yCTy TeMpsaBY. HacTpili KapTHHU - MiHOPHUH, 1110
BHU/IHO HE AUWIIIE 3 BUPA3y O0AMYYS MOAOOTO YOAOBIKA, a MiJKPECAEHO
KOAOPHUTOM, y IKOMY OOMIHYIOTH T€MHIi OapBH. Baskkuii HacTpiii He CITPOMOXKHI
PO3BIATH OBi CBiTAI AIMH - 00AWYYS i PYKH, SIKi AUII ITiACUAIOIOTE HAIIPyKEeHUH
TICUXOAOTIYHUH cTaH I1iaoi Komrio3ullii. [Tpo 1110 6 He HItaoca TBoOpYiH
0COOUCTOCTi, BOHA 3aB3KIU I'OBOPUTH IIPO cebe - I1eH BiJOMHUH IIoCTyAQT YIIOBHI
crocyeTbes i XapuHU. TUM TO BiH 4acTo 3BEPTAETHC 10 aBTOIOPTPETY YU
IOPTPETIB OAU3BKUX AIOZIEH, HABITh ¥ 3KaHPOBi KapTUHU IoMiIlae cebe # ocib 3i
CBOro XXUTTd. Taki 3aBJaHHA BiH OTpPUMYyBaB IIiJl Yac HaBYaHHS B
OHTapiliCbKOMY KOAEIKI MHUCTEILITBA 1 AU3alHy: CTyZleHTaM JaBaAUu BIIPaBH -
IIiTH 00 KaB’dpHI HABIPOTHU i HAMAAIOBATH KaHPOBY CIIEHY, BKAIOUHUBIIIH cebe
10 Hel.

“ITicaa BopoHu” (1991) - 1€ onHE BasKAWBE IIOAOTHO ¥ TBOPYOCTI XapHHHU.
Ile - 6araToceMaHTHYHHUHI aBTOIMOPTPET 31 CKAQTHOIO CUMBOAiIKOI. KoMmmosullisa
po3mianeHa 0e3ANCTHM JIepPeBOM 10 BEPTHUKAALI Ha MBI HEPiBHI YacTHUHU. [1o
omHOMY 0O11i Bi AepeBa - BOPOHA, [0 APYrOMY - YOAOBIK. BoHU cUAATE HA
IIPOTHUAEKHUX OOKaX AABKH Yy 3aCHIXKEHOMY ITapKy, YOAOBIK, IOTAHHYTHH
OyMKaMU, IUBUTHCA Iepezn cob0i0, a BOpOHA orasgae voro. Baaemonii Mizk HUMH
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HeMae, Ta BCE XK y ragada CKAQIAaEThCS BPaXkeHHd, 1110 YOAOBIK CBIJOMUH
IIPUCYTHOCTHU BOPOHH, BigdyBae ii muabHUY moragn. Bin Takoxk 3ma€e cobi
CIIpaBy 3i CKAQOHUX OaraToceMaHTYHUX KyABTYPHHUX KOHOTAIliH, TOB’I3aHUX i3
UM ITaxoM. BopoHa cuMBOAi3ye 3MiHU, IEPETBOPEHHS (FTOAOBHO - €MOIILiNHI,
OyxoBHi). HagiaeHa IOTYy>KHOIO 31aTHICTIO N0 IlepeadadeHHsl, BOHA € YBasKHOIO i
criocTepesRAuBOI0. AGopureHu [1iBHIYHOI AMEPHKHU IIaHYIOTH BOPOHY K CUMBOA
TBOPiHHSA 1 AyXOBHOI cuau. CaMe TaK TPaKTye 1[I0 IITaxy MHUCTELD - 13 [TOBaroio.
BopoHa i XyqoKHUK-HapaTop CUAATE IOPYyY, ase He OAU3BKO - IIIaHYIOTh
ocoOUCTHUH IIPOCTIP OHE OTHOTO.

ITicHs eopoHuU

BaskauBe Miclie y opoOKy XapuHu nocigaroTs noprpetru Karepunu (i
JKaHPOBIi KOMIIO3UIIil, ¥ IIEHTPi IKUX BOHA €) - KOXaHOI AiBYMHU i baraTopiuyHOl
Mozeal xynoxHuka. [loprpet “Karepuna” (1984) npencraBase MOAOLY BPOOAUBY
[iBYMHY, TEIIAO OAATHEHY y 3UMOBY KyPTKY i BoBHAHUM Oeper. Ha mepmiuii
IIOTASI/T BUAETHCS, I1I0 BOHA CUAUTH CIIOKIMHO, aAe CHOKIiM e - IAF030pHUH.
[Iocs ii TypOye. KarepuHa AUBUTHECA HAIIPY3KEHO i HE3MHUTHO IIepe cCO00I0.
Bakkuii 3MMOBUH o4AT i pO3IyIlieHe BOAOCCS 00paMASIOTH i1 HizkKHe Oaine
00AMYYS i CAYTYIOTH KOHTPACTOM [0 HOro TOHKHUX AEAIKaTHUX pUC. XapHuHa
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ATOOUTD 3iCTaBASATH ITPOTUAEIKHOCTI: TOCTPi ¥ OKPYTAL popMH, TOPU3OHTAABHI i
BEPTHUKAABHI AiHIT, BaXKKi 1 A€TKi IpeaMeTH, TEIAl i XOAOAHI KOABOPU. Y
IIPOTUCTOSTHHI HECXOXKHUX MiXK co0010 hopM, IpeaMeTiB i OapB HAPOMKYETHCH
€Heprid, BOTOHb, IKHH, Hadye BYAKaH, KAEKOYE 1 TaAaXKOTHUTD ITifl 2JKUBOIIHCHOIO
IIOBEPXHEIO, 3arPOKYIOYN BUXAIOIIHYTHUCS HA30BHI 1 3MECTHU YCTaA€HI HOPMH 1
KaHOHH.

CHMBOAI3M (4acoM i3 JOMIMIKaMH MICTHKHU 1 IIECUMi3MYy) € BasKAUBUM AL
ob6pazoTBopeHHs XapuHu. Hemae 3HaueHHSs, Y1 BiH JOCSATaEThCS
BUKOPHUCTAHHSIM IIEBHOTO KOABODPY, UM 3HAKOBOTO IIPEAMETY, UM [IOEAHAHHAM
Pi3KHUX 00’€KTIB Tak, 110 pa30M BOHHU OIIOBiIAIOTH iCTOPiI0 MOBOIO YCTAaAEHUX
CHMBOAIB, SIKi XyZIOKHUK TAYMa4UTh [10-CBoeMy. 2KOZIeH 3HaK YU CUMBOA HeE
3aAUIIAETHCH Y CBOEMY IEPBICHOMY BHUTASI - XyOOXKHHUK 000B’I3KOBO A0AA€
CBOIO iHTepIIpeTallito. MOKAMBO, YacoM IIe TpalAseTbcd MiACBiIOMO, K,
HaIpuraAam, y noprpeti “2Kyzxkana”. Moaoay KpacHBY XKiHKy XapuHa 300pa3uB
Ha (pioA€TOBOMY TAi, III0 Pa30M 3 PYAUM BOAOCCAM i HACHYEHUM POXKEBUM
KOABOPOM IIiK TBOPUTE TEIAY OITHUMICTUYHY IraMy i rapMOHY€ 3 TAUOOKUMH
MIOYYTTAMU A0O0BH MaMicTpa A0 APYKUHU-MoeAl. Y XapuHU HeMae Hidoro
BUNIaAKOBOro. OCh i B IIbOMY IIOPTPETi BUOIP KOABOPY TAAQ Biirpae Take K
rAN0OKE CHMBOAIYHE 3HAYEHHd, K i CEMaHTHKA CaMOTo KoAbopy. ['oBopayn mpo
dioaeToBUH mmirmMeHT, BikTopis ®iHAM CTBEpIKYE, 1110 “YIIPOOOBK TUCHYI POKiB
e OyB OQUMH 3 HAHIIIHHIIIINX TOBAaPiB i BBayKaBCAd CUMBOAOM sIK HEOECHOTO CBiTYy,
TakK i BCbOTo HaKpaIoro y cBiti 3emMHoMy”.8 KpiMm Toro, “®@ioaeToBUlM - ocTaHHIN
KOAIp BECEAKH, CUMBOAiI3y€ KiHeIlb BiZJOMOTO i IT0YaTOK HeBigoMoro”.9
[TcuxoaorigyHa aTMocdepa TBOPY AOCUTH CKAaHA i baraTorpaHHa: y 4yac
HaIllMCaHHS IIOPTPETY I1apa [epekuBasa II€BHI TPyAHOII. 3BUYaiHO, ragaayq
IIBOTO HEe 3Ha€. 3aTe BiJOMO, IO 0BT CTOAITTS PioAeTOBHHE OYB KOABOPOM
xKanobu y €Bpori. [Jo Toro xx XapuHa Tak HaIMCaB TAO, III0 BOHO BUKAUKAE B
y4BIi CYTiHKH 4YM 3axil COHIIS. AipHYHUN HACTPIil ITOTAUOAIOETHCS TIEPEIIyTTIM
3MiH, He KOHYEe MO3UTUBHHUX. ToMy 110 11ei mirMeHT OyB AysKe JOPOTHH i
BasKKOJOCTYIIHUY, oodaraTHcs y ¢pioreToBe BOPAHHSI MOTAU TiABKYU BHUHHSITKOBO
3aMOXKHI AIOU - KOPOAl 1 HAWBUII LIEPKOBHI iepapxu. ¥ Puwmi i BizauTii
dioaeToBi mIaTH OyAU JOCTYITHI TIABKHY iMITepaTopaM i YaeHaM IXHiX pOauH, Ta
HafbaraTIIuM IIEPKOBHOCAYKUTEAIM. ToK 00OpaBIIU AT TAA IIOPTPETY JOPOTroi
AFOJTUHU KOAIp HACTIABKYU TAMOOKO CHMBOAIYHUH i 3 TAKOIO JaBHBOIO iCTOPI€IO,
MHCTENb MiIAKPECAUB ii 3HAYYIIICTD 1 Ba2KAUBICTh Yy HOT0 KHUTTI, IMiAHIC ii 70
TUTYAY iMIIEpaATPHUIIL CBOT'O CEPIIL.

HanzBuyaiino 1mikaBi y XapuHU HOPTPETU OITEH - ABOX AiBYATOK. 3
OITBMHU IIpaloBaTH BaKKO - BOHH HEINIOCHU/IOY] - 1 XyJO’KHHUKOBI JOBOAUTHCH
OyTH oy:Ke BHUHaXiIAMBUM, 11100 CXMAUTH IX 40 TE€PIIEANBOTO I103yBaHHd. Bix
CTBOPHUB 0€e3 nmepebiAbIIIeHHS IIIeIeBPHU 32 CTUAICTUKOIO, TaPMOHIHHOIO
KOMIIO3UILE€IO i KOABOPOBUM AanoM. “/[iBUMHKA 3 ASABKAMU~ HaABOAUTH IT€BHI
aAro3ii [0 CTUAICTHKHM HAiBHOTO HOPTPETY (PPOHTAABHOIO 1103010, PO3BENEHUMH B
PizkHI OOKHM CTYITHAMH HIT, IIPSIMHUM HE3MHUTHHUM IIOTASAOM B “00’€KTHB” - IIPOCTO

8 Finlay, Colour, 342.
9 Ibid., 339.
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Ha XyJOXKHUKa. AAe Ha TOMY NOAiOHICTE 3aKiH4yyeThbcs. Byao 6u momMmAKoIo
BBazKaTH 1[I0 POoOOTY IIPOCTOI0 UM HaiBHOIO. BoHa Bifg3HAaYa€THCA YiTKO
IIPOAYMAaHUM i 6e3/10raHHO BUKOHAHUM KOXKHUM JI€TaAeM - 0COOANBO MarCTEPHO
BUIIMCAHI irpalllki AUTUHU - 4y10BO 3p0O0A€Hi i rapHO BOpaHi AIABKH. MoxKHA
TaKOX N00a4YUTH €CTEeTUYHY CIOPiAHEHICTh KapTUHU 3 QUTIYNMU IIOpTPEeTaMU
T'oifi, B AKMX BHPA3HO MPOCTyNaE GE3II0CEPENHICTD i BHYTPIIIIHA YUCTOTA IiTEH.
XapuHa AJOKAQIHO II€PEAAB CBiXKICTh KOABOPIB KBITOK Ha KOMIpIIi 1 CyKHi
OIBYMHKH, 110 € KOABOPOBUMH aKIIEHTaMH Ha TAi 6e310oraHHOl OiIAM3HHU MiJAOTH i
CcTiHHM Ta 0Aimo-roayboro Heba 3a BikHOM. YepBoHA TKaHHWHA Kpicaa
IIEePETYKYEThCA 3 YePBOHUMH 1 POKEBHUMH MIAIMaMU Ha yOpaHHI JUTHUHU i
ASIABOK. [TocTath “IiBYMHKHY 3 3aiilieM”, 3 iHIIIOrO OOKY, - AUHaAMIYHA, PYXAHUBA,
ycMmixHeHa. KoMmosuilis nogiaeHa BiKHOM Ha ABi YaCTUHHU, i AUTHHA Maiixke
IIOBHICTIO 3HAXOAUTBLCS 3AiBa, HaBOPOTHU cTiHU. [laaiTpa crokiiiHa, moyacTu
IIPUTAYILIEHA; €AMHOIO SICKPaBOIO IASMOIO BUCTYIIAIOTh YEPBOHI IIIATHU
Boropoauriii - iKoHH Ha CTiHi. 3a BIKHOM, K€ 3aliMac MaiizKe IIOAOBUHY ITAOII
IIOAOTHA, - TEMHA Hi4Y 3 TOHKHUM CEPITUKOM OAiJOT0 MicsIld - IepPerykK i3
3axXiTHOEBPOIIEHCHKOIO TPAAUILIEIO TIOPTPETHOTO KUBOIUCY TTOEAHAHHSI 00AMYIYS
0CcobHU 3 KPAEBUIOM.

[Ipodrecitiny BUCTaBKOBY AiSIABHICTb XapuHa poanodaB y 1982 poriii, Koau
Ykpainceka Acotrisiriga MucTiiiB AMepUKH IoKa3asa Horo TBOPH pa3oM 3 TUMHU
IIOAOTHAaMH, sIKi Braasocs 3i6patu [lerpa Xoaonuoro Crapmroro i [Tlerpa
Xoaoguoro Moaomioro. HactynnHoro, 1983 poky Ha rpyHnoBiii BUCTaBIIL
cTyAeHTiB OHTapifiChKOr0 KOAEIKY MHUCTEIITBA 1 AU3aiiHy KapTHHa XapUHU
3nobyaa ITouecHy 3ranky. Y 1988 porii MucTellh y349B y4acTh Y TEMaTUYHIH
BUcTaBLi “IKoHU i peairitiHuit sxuBonuc” y Kanaacbko-YKpaiHCBKiM MUCTELBKIiN
dynraamii. Ha ocinnitt ArtFest Juried Art Show y 1994 poni XapuHa oTpuMaB
Haropony Best of Show Award. Ha miit ske BucraBii 1999 poky OyB
Haropo/zKeHuit nBoma BinzHakamu - Best of Show Award and People’s Choice
Award. HacTyImtHOIO BasKAWBOIO IIOIE€I0 ¥ HOr0 MUCTEIILKIN Kap’epi crasa
BHCcTaBKA “Tpu rmokoainaa Xoroguux” B YrpainceroMmy Mysei Heio-Mopky 2001
POKyY. 3yCHAASIMHU MelleHaTiB OyB BUILYIIIEHHN KaTaAor i€l BUCTaBKH. Yeprosa
Haropoga - Golden Artist Colours, Inc. Award - Hagi#immaa y 2005 pomi Ha SCA
38th Open Juried Art Exhibition y ToponTo. IIlopoKy XyZmoKHUK OpaB akKTUBHY
y4acTb y BUCTaBKax i MucTenlbKoMmy kuTTi TopoHTa, a B 2010 po1ii gicraB
Antoinette Stevens Award for Best Painting in the Show. Yepe3 nBa poku
ycmintHo Bigbyaacsa BuctaBka XapuHu y Leonardo Galleries y ToponTO. Bin
2008 1o 2017 poxkw 1ioniTa 6paB ydactb y BUcTaBKax y Grazhda Gallery, St.
John the Baptist Ukrainian Catholic Church, Hunter, NY. Mucreups maB Takoxk
YOTHUPH IIEPCOHAABHUX BUCTABKU: Vv [1y0OaiuHiit 0ibaioTewi ToporTa (Runnymede
branch - 1998, 2000), “Quidditas” (Leonardo Galleries - 2013), “Eye of the
Beholder” (KUMF Gallery - 2015). [leTaabHillle IIpo 10 BUCTaBKy MOKHa
IIPOYUTATH y THKHEeBUKY Hosull wnsx/ New Pathway.10

10 Halyna Kostiuk, “Andrew Charyna at KUMF Gallery,” New Pathway, 22 May
2015.
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Y cBOiX HaTIOpPMOpPTaxX, CHMBOAIYHO-MICTUYHHUX KapTHUHAaX 1 HaBITh
KpaeBUaxX MUCTELb CIIpUiiMae 3BUYaliHi, MIOBCAKAEHHI IpeIMETH 30BCiM He
TakK, 9K PYHKIIIOHAaABHI pedi. Ha ¥ioro moaoTHax mapacoai, ASMITH, TPYILi,
UTPUHU i T.1I. HAOyBaIOTh HOBOI'O €CTETUYHOI'O 3HAYEHHH 1 CAYTYIOTh HE JIAS
IoOyTOBHX MIOTPED, a HECIIOAIBAHO ONHHSAIOTHCH B €IileHTPi pirocopChKUX
PO3MHCAIB ITpO TUTAHHSA BiUHi, HernepeOyTHi.1! HacTo Xyq0KHHUK HE 00MeKye
IIOAOTHO KOPZIOHAMHM paMH, JAal04U I'AgdaadaM IIPOCTip aad ayMaHH4. ['appicoH
yBaxae, 110 “IlepeciyHa KapTHHaA 3HaXOAUThCA y Mexkax paMmu. Cropasnzi,
JaCTKOBO (PYHKIII€IO paMHU € KEPYBaTU CTOCYHKaMU MiXK KapTUHOIO Y
OTOYYIOUHM CBIiTOM - HEKAPTUHHUM - TAKUM YUHOM, 11100 HArOAOCUTHU Ha
CaMOJOCTATHOCTI 2KUBOMUCHOI poboTn”.12 Ta nmoaoTHaM XapuHU He
IIePEeNIKOKa€ BiICYTHICTL OOMEXKeHb, HaBIIaKH, - 00pa3u, CHMBOAH, 3HAKH
PO3MUKAIOTH ITPOCTIP i TBOPATH BIIKPUTY KOHIIEIIIIO JAS IIOBHIIIIOTO PO3KPUTTS
3ayMy XyOOXKHUKA.

HamniBabctrpakTHi podotn XapuHU IOKA3YIOTh, YO0 MOXKHA JOCATTU, KOAU
IIOCAYTOBYBaTHCS TiABKH popMaMu. Ti KyKH, 9Ki TaK TOYHO i JOCKOHAAO
BunrcyBaB [leTpo Xoaoguuit Moaoamninii i SKUX OHYK JolloMaraB MOMY AOBUTH,
Ha IIOAOTHI XapHHU IIOCTAIOTh I[IAKOBUTO iHAKINIUMU. BoHU paflie HaragyoThb
AKUXOCh PYTYPUCTUYHUX ICTOT 3i CBITY HAYKOBOi (paHTACTUKU,
CKOHCTPYHOBaHHUX 3 METAA€BUX YaCTHH, TaKUX cobi XKyKiB-poboTiB. Tak camo
BUTASZIA€ 1 BOBK - 3i0paHUi OJOKYIIH (K KOHCTPYKTOP) 3 YOPHUX 1 CipuUx
TIAOIIIMH, HaYe AUCTOBE 3aai3o. O0pas3u po3MillleHi Ha TAl T€XK CipuUX i YOPHUX
KBaIpaTiB i IPAMOKYTHUKIB. [[puKMeTHO, 1110 300pakeHHs - He CIIOTBOPEHI, ¥
HUX BHUPAa3HO [IOMiTHa rapMOHIid KOMIIO3HUIIii i CBOEpiHA Kpaca, a pUTMIdHi AiHii
1 BUIIIyKaHi (pOpMHU IMAOLIUH 3a BiICYTHOCTH KOABOPOBOI raMU ITPUBEPTAIOTH
yBary 4iTKICTIO, 3Aaro2K€HICTI0, TApMOHINHOIO €QHICTIO.

OpuriHaabHO BUTAGAE AyIlla 110 CMEPTi AIOAWHU B iHTepHIpeTaltii
XapuHH: 6ira cTHAI30BaHA IIOCTATH, 1110 HEHAYE 3iHMIAa 3 IKOT'OCh JOPOKHBOTO
3HAKY, 3yIIMHUAACH II€PE/l HECIIOAIBAHOO IIEPEIIKO/I00 - ABOMA IpyouMUu
YOPHHUMH IlepexpeleHuMu naaroaymamu. Kyau ii He myckaroTs? Yu, Moike,
IIyCKaloTh, aA€ IIicAad nmepeBipku? BaraTo 3anuTaHp, ase BIANOBIAN MUCTEIb HE
IIPOIIOHYE, 3aAMIIIA€ TAdada HacaMoTi 3 gyMKamu. Lle - oqHa 3 BU3HAYaAbBHUX
pucC KuBonuCcy AHApPid XapuHU: BiH He IIOAETIIIYE TAsga4YeBi pobOTy, a ClIOHyKae
OPONUTH CAMOCTIMHO HMIAGX ITi3HAHHS IIPEKPaCHOTO.

11 Halyna Kostiuk, “Andrew Charyna’s ‘Portrait of a Lemon’ Art Exhibit,” New
Pathway, 27 May 2013.

12 Charles Harrison, “Conceptual Art, the Aesthetic and the End(s) of Art,” in
Themes in Contemporary Art, ed. Gill Perry and Paul Wood (New Haven: Yale
University Press, 2004), 63.
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Interview with Prim-Rose Diakiw

Chrystia Chomiak

The following interview was taped in the fall of 1980 in Edmonton. It reflects
the then current development of Ukrainian Canadian visual art. The
conversation covered a number of topics, all returning to and focusing on art,
ethnicity, and Prim-Rose Diakiw’s creative process and influences. Prim-Rose
also discussed one of her signature portraits entitled Marusya.

Diakiw: This talk is very important to me. ['ve been so desperately alone in the
wilderness and have nobody to relate to and talk about the things that are in
my heart. I really need to share a cup of water with someone who understands
my work.

Chomiak: This is also very important to me as well because I often feel like I
am completely out to lunch in my ideas about art and ethnicity.

Diakiw: No, you're not out to lunch or we’re both out to lunch together. Art —
current normal visual art has become so universal, it has removed all the edges
of everything, become very sophisticated. And is that really art or has it become
a technical end? This universality thing has made us dehumanized as artists,
and we are human. We should be able to reflect on what has happened to us as
individuals — it should be part of our personal calligraphy.

Chomiak: I find it useful, in understanding ethnicity and art, to make a
distinction between the creative and what I call the interpretive arts. Most
Ukrainian Canadian arts are interpretive — the mainstay of our culture — the
embroidery, the pysanky, the cooking, the folk dancing, much of the music.
They are a way to transmit culture from one generation to the next. While every
generation interprets them differently, brings in changes -- which are what
gives them life -- they remain rooted within the specific craft and symbols.
Some more so than others have a great deal of formalism in them which is not
that interesting to me.

But in the creative process, in creative art, it is so exciting to see the
effect of ethnicity because it is creating something new on the basis of your
ethnic experience and images, and in your case spirituality. Seeing things in a
completely different context and from another point of view. I think that this is
where the real excitement lies, where the depth occurs.

Diakiw: I think that that is really amazing because it opens a lot of doors for
me. You know, I don't think you're just interviewing me, I’'m interviewing you
also -- we're educating each other. We are looking at Ukrainian Canadian art
from both sides.

221



Art is usually described within the universal — not the specific, not within
ethnicity for sure. Western art has not acknowledged ethnicity as an important
thing. At this moment, art is very dehumanizing in its formalism, in the sense
of what is an acceptable type of expression. If you rely on grants and you need
Canada Council’s approval, you're going to get very little money if you not doing
the right things. I don’t paint for the art establishment.

Also, I am not trying to be accepted by the Ukrainian [Canadian| people,
to sell to them. What I am doing is trying to show them what is beautiful about
being Ukrainian. Because it is so easy to do a bunch of ethnic-type themed
things, illustrative things, like a little church in the middle of a field. I'll only do
that if I feel that it is very important. Then I will do a whole exhibition of it. But
it will be something large, like Marusya. If I am going to do a church it will be
10 ft by 4 ft and no one will be able to hang it in their living room. I mean it's
gonna be something that hangs in a gallery and when you walk in and see it —
you will be struck. The church definitely made an engraving on your soul and
that is the feeling that I would want to give it.

When I drove through the prairies, the first time, it just struck me so
much that I felt I was in Ukraine. I love to go to Andrew and the Shandro
country, and up around the Star area. Star was the first place where they
dropped off the Ukrainian immigrants. There is nothing there now, but I
wanted to go there because this is from where they got scattered -- innocently
not knowing what was going to happen. This is where they came and it was
important for me to look at the land and know that this is where they were
shipped, not knowing what was going to happen next.

I visited Ukraine and saw the selo (village) structure — a mile or two from
the next village, closely knit, and everyone knows each other. When the priest
went to bless the houses with holy water, he just went down the street to
everybody and it was done. It was not feasible to do that here. You have a
parish of twenty families and ten miles between each family. How do you relate
to that space? Yet we had to evolve some kind of custom to do it. You can’t do
it physically, otherwise that is all the priest would be doing from one Feast of
Jordan to the next. How do we deal with that kind of thing, how do we deal
with having a house blessed every five years? We managed to do to it with
blessings sent with a card, or somehow your blessings were sent
metaphysically.

Chomiak: Let’s talk about the relationship between ethnicity, feeling, and the
creative process for many artists and especially in your work. When you create,
you feel it first. You understand what you are painting in an intuitive sense
and in an intellectual sense. Understanding ethnicity’s place and motivation in
your art can give it meaning and depth other viewers may not be aware of.
While I don’t have a mystical understanding of Ukrainian consciousness, as
you do, I do see ethnicity’s emotional and spiritual components in your work. I
feel it.
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Diakiw: [ see that there is a similarity of soul in Ukrainians - this is what
defines us as a nation. As an artist I'm creating Ukrainian Canadian art -- the
artist is creating it -- and it's important that it goes beyond the 1920s
calcification that happened to the people when they came over here, and with
the immigrants who came in the late ‘40s and who all of a sudden wanted to
keep what they had for fear that they would lose everything.

My point is that to bring out ethnicity — not just Ukrainian ethnicity but
ethnicity in general — is to give an element for others who are not aware of that
kind of flavor or color of their own personalities to observe through their own
pools of consciousness. It brings in the edges of things, for the world as a whole.
We have a certain light from the Ukrainian thing, but I can't just sit in that
alone; as an artist and philosopher and humanist, all these broader scopes
come into play.

I observe the one drop of water separately and also the ocean which the
drop of water is part of. We as Ukrainian Canadian artists can stand as lights
for reference to the rest of the world too. If we stay in our own regional
concepts we are going to die. We have to reach out. If I can teach my friend
next door to make varenyky, not just eat them, but make them on their own,
they become aware of a certain kind of preciseness and respect that is part of
our Ukrainian consciousness. This happens on the varenyky level but goes
through all of Ukrainian consciousness. We have a respect for resourcefulness.

I started doing little tiny icons because people threw out scraps of solid
hardwood. I took these little pieces of wood and sanded them and prepared
them properly, and I've not only done a work of art but also used up material
that was being wasted. We are a consuming nation — we waste a lot of things. I
acted out of mere practicality -- just as we make varenyky. How did the
varenyky evolve? If someone had a bowl of potatoes left and it wasn’t enough
for a whole meal, you added something else to it — maybe a little cheese,
leftover whatever — and you made varenyky. You saved all your crumbs and
you sautéed them in butter and that is what you put over the top, that was
their garnish. That kind of feeling, respect for things — I do this in my work too.

What I have to say is also a result of using these things. I did not arrive
at a beautiful feeling, at a romantic concept of Ukraine. It was more than that. I
actually lived on a farm, walked through the fields and watched the wind blow
through the wheat, and I could see the dances. I could see Ukrainian
choreography. I could see this movement relating. The dance did not evolve
from nothing; it was not an isolated development. It came from a lifestyle, from
simply living and observing things. Even if they were illiterate, they were
intelligent and poured themselves into expressing themselves visually through
embroideries, through pysanky, through dancing, customs, everything which
said more than they could read in a lot of books.

My work also relies a lot on pysanky — there is philosophy and
calligraphy and symbolism in them. For someone who is ill you had a certain
symbol for hope and for well-being and health in the new year, or if somebody
was wanting to have a child and she was barren you sent the fertility symbol or
to newlyweds or whatever.
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Chomiak: Do you see a similarity between the culture and symbols of, say,
First Nations and Ukrainians?

Diakiw: No matter what nation or what background you come from, there's a
certain consciousness that emanates through. This weaving that I got from
southern Mexico or this jacket from Afghanistan. This jacket could make you
think that this was Ukrainian, even the embroidery. People thought I had
embroidered it and got a little bit modern about it. You know: men in
sheepskin coats? I bought it because I identified with it, it had the same kind of
ethnicity about it that I could identify as part of my image of being a Ukrainian
Canadian. I like to wear it and feel it. The whole thing, with sheepskin inside,
lets me relate to the Hutsuly. I collect from all sorts of nations and people.
Really, if you look at some of the embroidery from Afghanistan and Western
Ukraine, the black nyzynka designs and the key designs, the cross-stitch
designs - they are very similar to Ukrainian. And the color combination was
very similar. So, I thought it has something of the same kind of consciousness
about it.

[ don't know that much about what happened historically, but I can
assume that there was a kind of movement of trade that went through Turkey
and Afghanistan and Ukraine. Back and forth. Where did it come from? I found
that there is something in common there. Whichever way it went, it made our
own culture stronger, because we were able to take certain elements and make
it our own.

[ don’t see a lot of similarity with First-Nation culture, but between Celtic
and Ukrainian - yes.

Chomiak: Your work is specifically rooted within a profound search for
understanding of your roots. Another concern in your art is the female
experience, concern for the feel of an article — the tactility of things, for the
making of things - the traditional female realm. Having an understanding of
your femaleness comes through strongly in your art. In this piece — Marusya —
in particular.
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Diakiw: In this work especially, I identify with Marusya. [ mean I'm a mother of
three children. I'll come back to that later.

What I'd like to talk about is my search. All my life I've searched for
something. I couldn’t claim [Ukrainian] ethnicity; I just searched intuitively, on
my own, for answers to things I didn't understand. The roots story. Later you
can label it as ethnicity, or ethnic origin, or whatever. [ was searching for my
soul’s identity, as an intuitive thing. I didn’t fit where I was. I was born in an
English-speaking community and I felt like a fish out of water. But why? I
thought maybe it's because I'm eccentric or this or that, but I was yearning --
looking — but for what [ wasn't sure. But then when certain little things came
up along the way, seventeen years ago, it made me think: well maybe it is in
this area of Ukrainianism. And one thing led to another and here | am today
finding that I am Ukrainian, feeling it before, but taking seventeen years to find
it.1 Maybe because of my deep interest in knowing my own identity and then
searching this out for myself; because I've lost a lot of time, it comes out very
profoundly.

You know, Shevchenko reached me when he was talking to Ukrainians
born and dead and yet unborn; he was talking to me. Little did he know that a
lot of Ukrainians, that are yet unborn, would be reached as he reached me -
me -- out of the woodwork. And I thought: how can I feel so strong about this
Ukrainian thing — I have to be part Ukrainian! My soul has to have Ukrainian
consciousness, or ethnic consciousness, or actually have roots that really are
Ukrainian. Am [ simply sympathetic because Shevchenko is a phenomenon, a
fantastic source of information culturally and ethnically, or who am I really? So,
in my search, it turned out to be both.

I thought that Ukrainian art was a fantastic source of information to use
as an artist. Visually. I thought why haven’t | heard about it? In the faculty of
fine arts, Ukrainian art is not heard of. We study about Chinese, Japanese,
and Mayan and Greek, whatever, but the Ukrainian element was never
considered nor the Russian element. That whole area was never considered.
Ethnicity was never part of the artistic experience, artistic search, or evolution.

Chomiak: Well, someone like Chagall was very centered in his ethnicity and

time and place. Others, like Kandinsky, were influenced by their spirituality,

their religion, and mystical experiences. He was based in Russian Orthodoxy.
That was integral to his aesthetic, the roots of his creativity.

Diakiw: But it wasn't focussed on in art analysis; art historians don't take that
as being an important part of an artists’ work.

Chomiak: Yes, they looked at what made him more universal, international.
When artists lost the specificity of where they came from, the universal was
considered as important, not where they were rooted. But there has been a

1 See above, xx. — Ed.
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shift for sure. What is important now is where you are and where you come
from. Western Canadian literature for instance is rooted in time and place and
gender, and because it does not deny that specificity, it becomes universal.

Diakiw: Yes — look at someone like Mary Pratt, Christopher Pratt’s wife. Finally,
after years of looking after their four or five sons, she got back into painting
herself. And what does she paint but four or five trout lying on the counter
thawing out. Very precise realism. She was not just taking the visual elements
of what was happening in the field modern art but taking something that
meant something to her. What was wrong with just the immediate thing sitting
there in front of her? Talking about a feminist approach to art: practicality --
instead of going out and having to set up something, just using and reflecting
on what was in your immediate environment. There is nothing wrong with that.
I really respected that.

I identified with this painting [Marusya], with the pregnant woman
because I know what that feels like. If I were a man, the father of the child in
Marusya, that's a different motive. That's a different feeling towards her. I don't
love her, she's my friend. She's expecting a child. I am going to be the
godmother of whatever she's going to have -- a girl or a boy. I've been pregnant
myself so I feel like I can do it. I'm a sculptor and a lot of my work when I was
pregnant became very pregnant itself. It's not just as an observation, but
something that I drew out of myself; it's a portrait partially of me too.

Chomiak: I would like to talk about the relationship of Byzantine art and icon
painting in Marusya. When did you start painting icons?

Diakiw: [ started painting icons way back in 72, and it just didn't become
something I really felt I wanted to do, but it was always something I was
intrigued by. The thing about iconography is that I had to search the strict
rules of composing an icon in terms of canonical law. The drapery and how it
folds as opposed to its treatment in the Italian Renaissance. So, I had to search
the visual language of drapery. It took a long time to feel sort of good about
understanding how to write in a [Byzantine| iconic form and it’s really not until
1976 and ‘77 that I started doing more of it. Basically, it was because I used to
work for a Ukrainian priest, and I did all his Easter and Christmas bulletins,
and we always wanted to do something religious-themed, but within the
Byzantine style. That was my idea, so I was forced into doing it several times a
year, and I thought -- I spend all this time illustrating the bulletin when I could
actually do an icon. So, it started to grow. I was doing my landscapes, doing
portraits, doing fields, and every once in a while, I was forced into doing an
icon illustration, and it got so that I liked it more and more. I was lecturing
about it, analyzing it, and it became part of me more consciously. But actually
to understand the language of icons, one has to do a lot of serious copying,
copying to the point that you know the structure of it, the philosophy.

When I started, there was nothing in English to instruct me. I didn’t have
Olimpii from the twelfth century to tell me how to do it and show me the

227



mechanics of how the drapery is done this way, and why. So, I had to start it
from a very intellectual point. I don't know any icon painters either, so I just
did it as an individual search. I think, theologically speaking, that you really
have to have a calling to it, a vocation, and God and the Spirit really taught me
how to paint icons. It may have taken a longer time but it was definitely a real,
if slow, development, but an honest one.

I felt it. I felt the lines just like you feel them as you’re drawing a
pysanka. You feel those lines, they mean something. I mean, I can say I started
doing icons in 1970 but the development between then and now has been long.
[ was self-taught and I'm doing a lot of other things, and I had other artists
laugh at my work, so you hide it away but keep doing it.

There is a certain amount of discipline and feeling that comes with icon
painting. Just even preparing the wood -- ten layers of gesso and sanding.
Finally, last year, I learned a technique of varnishing. There are about eight
layers of varnish on my icons that give it a shimmer. We're working now in
acrylic; we are not working in egg tempera; we're not working with alabaster or
a combination of alabaster and gesso. Then the egg tempera soaked into the
wood - it dried quickly and then you added layers of varnish on top, and then
your resins, and then your wax. Nobody knows those techniques now. Now we
are working with acrylic, and we are working on wood that is different from
linden wood. I found birch to be the best I could find here. Through
experiments, through accidents. Oak is okay in church, but it has its problems
because the gesso doesn’t soak into the wood enough, and the gesso becomes
hardened so that the paint lies on top. There are all sorts of technical things I
had to find on my own.

What I am trying to do is create icons in the twentieth century that are
different because of the kind of wood I work on, the kind of paint I use, etc. I
had to search out answers to the technical problems, answers that made sense
to me.

Chomiak: When I look at Marusya, I see that the folds are lines; they do not
give depth to the painting. The patterns on the shawl and the pattern on the
dress, are flat. There is pattern in the window; only the chair has some depth.
But all the other lines are flat — purposely so. Are these the folds you are
talking about in Byzantine art? Are the patterns and folds the influence of
Byzantine art?

Diakiw: The folds have the same kind of flatness and there is no shade. I'm
talking in purest forms. I look at the what's happening in Western Canadian
iconography, and you have a Byzantine hybrid painting here that is trying for a
sort of canonical resemblance, and yet they add a lot of shading. This isn't how
it was traditionally. There was a kind of shading but not in terms of realism.
There was a fight, a hybrid, between realism and Byzantine flatness -- a
juxtaposition of both -- sort of like what I've done here. My lines are different
here than when I do a formal icon. But in other ways there is a similarity in
that I have reduced it down to a certain kind of symbolism. I've taken a certain
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simplicity of line to draw sculpturally but flat. But I've also given you the idea
that she is really wearing the shawl. It is wrapped around her. Yet it is flat. It’s
very, very flat. My composition is a play upon the density of color and design,
which happens in an icon too. You work through the shawl, bits of fringe, the
shape of the dress because the shape is a big part of her -- the biggest part of
her. Also it’s a symmetrical composition. She is in the middle of the piece of
work, which is a part of Byzantine imagery. And this gives it a feeling of solidity
and strength and peace. All of those things are very much part of an icon, the
abstract parts of an icon. There is not a spiritual tension except for a visual
tension between the shapes and the details. You have this delineation of line
around shapes, that you have in icons. Like I say, there is flatness but there is
a depth. Byzantine imagery has a kind of definite flatness that has a vibrating
depth.

One of the ways to make this happen was through the use of gold leaf, to
create a golden shimmering mystical experience that actually evoked a visual
experience. It was not only within you (you get that internal experience through
the liturgy), but you experienced it visually. You know, you put on the lights in
the church, and the choir is singing, and the priest is loading the incense into
the space — so you have this mystical kind of feeling. All you have to do is come,
and if you hadn’t eaten breakfast then you really got into a beautiful feeling.

When you talk about the Hagia Sophia Cathedral in Constantinople and
the number of candles that hung in the candelabra — that was really heaven on
earth when those were lit and you had this gold leaf and tiles and Byzantine
saints around the whole church. Every square inch was covered with design. It
was to give the person a feeling of heaven, to transcend human suffering and to
be with God. The icon gives you that -- it is an implement through which God
comes to you and you reach out to him. It is a kind of vehicle. It is a lot more
than its historical value. It speaks to God. It comes through the eyes of Matir
Bozha, the Mother of God, to your eyes and to your soul, and back. You are
praying to her because you need her intervention: I need your protection, give
me inspiration for today, or my friends are giving me a rotten time, or help me
deal with it. It, the icon, gives you that kind of rapport and dialogue with God.

People were illiterate so we wrote the icons. The history of the church
and the saints and Christ’s dialogue with the disciples, the various events
around the time that he was with them. This is all recorded, not only to look at,
but each part of the liturgical year is a development, a step above a particular
part of our consciousness, and we go through it like we do the seasons of the
year or day and night. There is somehow, you know, this respect back to pre-
Christian times, the respect of nature, life, night and day, the seasons; they
were all brought in. It was very easy to say your prayers in the morning and in
the evening as the sun rose and the sun set. Then all this stuff around the
Epiphany and the blessing of the didukh brought nature to the church. While
in the West it's like God up there and we're here, in Ukrainian life God is really
with us all the time. You made the sign of the cross before you did your work
and sprinkled your bread with holy water before you shoved it into the oven
and all sorts of things you did privately. There was a dialogue there.
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Chomiak: What comes out in Marusya is its spirituality, the soul of the sitter,
the search for understanding. That’s what remains with me, when I Ieave the
painting. Yet when I return to it, I see all the patterns and design, the face, the
background. I see that first. When I leave it, I remember the search of the
woman — which is so profound -- her search to come to terms with having a
child, her role in life, through God. It is not a negative search; it is a very
positive one, very contemplative.

Diakiw: There is a lot more in it. Its like if you went to St. Sophia Cathedral in
Kyiv -- just imagine what it was like when new. Or Hagia Sophia in
Constantinople in Turkey, you could never absorb it all at one time, there's
always something more to look at it, to open up to you. It’s the same thing with
this painting. For instance, you didn’t think of the symbolism involved with the
window and the landscape out there. | mean take the greenness out there.
We're talking about spirituality, but we are also talking about life and nature
and nature coming through the window too. We are talking about the spiritual
and the physical. When we talk about icons, we talk about Christ who was
both human and divine. So, I'm bringing the duality of the existence of the
human and the divine, the spirituality and actual terrestrial part of life. There
is a lot more in there, and I would never have brought that part up but I think
the depth of value to a piece of work is how long you can be intrigued by it and
learn from it. Certainly, you will not see it in one look or even ten times seeing
it.

Chomiak: Why is your window all green and there is no blue sky?

Diakiw: There is something basic about this. It was spring, and that is what I
saw through my second floor studio window: trees, nothing else but huge trees.
So, I took exactly what I saw outside my window and didn’t change it. There is
enough information there to tell you it’s a window. That’s what I mean by the
nuance of things.

Chomiak: You related that there was some aspect of pysanka painting in this
work as well, in terms of your use of line. Can you talk about that?

Diakiw: Yes. It gives it lines, description. You notice the fish net pattern that
happens in pysanky -- the triangle has the fish net pattern, symbolizing the
sifting out of good and evil. When [ was painting this work, I was thinking of a
pattern, I was thinking of pysanky — the little crosshatch that happens on the
Easter eggs. There are those kinds of associations obviously, but you know —
you start off with a line, and then it’s waxed out. The first lines are the white
lines; then you fill in with color because the rest of the egg exposes the first
color. Well, I draw that way. I may paint the other part in and come back and
give it a depth to line later, but really if you saw the way I work it’s like making

230



a pysanka. I just fill in and fill in, a state of reduction from one to another to
another and build up build up like the layers of the wax.

Chomiak: Is this the same approach you used when you painted in an abstract
expressionist way in the 1960s?

Diakiw: [ painted the way I depict the trees in the window, with color. That is
part of my past.

For years I was just wrapped up with looking after the children, and after
graduating I did the odd piece of work. But I was so wrapped up emotionally
with the children and in survival because, honestly, economically it was a very,
very hard struggle. I didn't paint in sequence, regularly. It would be a couple
weeks here and nothing for six months. So, I got involved in a lot of other
things just for survival. In 1969 I started again and then I stopped painting
again for a little while. I mean I couldn't do much with the children around. I
got back at it in 1972. I got a studio and I started painting. My first few
paintings were abstract expressionist, but I was working with trees. I didn't
know what to do after four years of not painting at all. I can't start talking
intellectual concepts or what ideology I should have or whatever. I had the
studio on the second floor, the studio where Marusya is set, and out the studio
window were the trees. That is what I painted. There is one painting that is
very iconic, very flat, and yet it was the trees, and behind them was a gold
background instead of the blue sky. It was a gold iconic color background and
a field of dandelions in front of it, which was a break from my abstract painting.
I did an impressionist kind of tree, because I didn't know where to begin. Just
to do something. The first three paintings were like that, and then boom came
this imagery through the trees. Because I was driving up to Edmonton a lot
then too and I got into the landscape thing. It was kind of a religious
experience because I looked at it and saw that this was also very simple. I
could reduce it down to a certain iconic symbolism and within it evoke a kind
of religious feeling like you do in an icon -- very much easier than this painting
of Marusya. Marusya was very much an intuitive thing that happened when I
was painting landscapes. All of a sudden, the light was given to me, and I
understood I could use the same iconic approach where the face is not of a
specific human face but the face of the Mother of God, the face of all women, of
motherhood, of the divine and the universal.
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Sowing the Seeds of Dialogue:
Sandra Semchuk and Kalyna
Somchynsky on Creating,
Learning, and Growing with One
Another

Kalyna Somchynsky

Somchynsky: Tell me a bit about yourself. How did you get into
photography? Do you remember a moment that really inspired you to pick
up a camera or did you perhaps start in other mediums? Were there some
mentors along the way who influenced you or artists whose work inspired
you?

Semchuk: Yes. I was born in Northern Saskatchewan, in a town called
Meadow Lake. Our home was above the grocery store and as a little girl, I
always worked in the grocery store. | was very good at dusting all the cans.
By the time I was seven, my dad encouraged me to start painting. He used
to paint on the windows for the grocery store, create signs with these very
beautiful sable brushes.

He encouraged me to start painting on the windows of Main Street,
particularly for the Meadow Lake Stampede. I did that until I was about
twenty-three years old. It was a really important source of income for me as
a child. Then later, as I went to university, it continued to be an important
source of income. My dad and my Uncle Graham, who was next door in the
menswear store, and my Auntie Elsie, who was in the women's store across
the road, really encouraged me to be an artist. A number of townspeople
supported me to be an artist too. When I went into higher grades, they used
to bring these green boxes that had books in them to the schools. They were
a traveling library. There were books in there, for example, of Rembrandt's
work. Sometimes you found books of photographs, and I was very, very
interested in that. When I was ten, my dad gave me a camera because he
loved photography and did a lot of photography, and I photographed my
niece, Kelly. That was the turning point: Kelly.

Somchynsky: What kind of photos would you take? Candid photos?
Semchuk: They were candid photographs at that time. Sometimes I put
some flowers beside her. I think right from the very beginning, what drew

me to the photographic image had to do with seeing someone else and the
way that the camera affected how people saw themselves.

232



Somchynsky: Did that propel your early photographic series? I noticed
many of them are documentary. You photographed family members, your
Baba, townspeople, and many different sites throughout Meadow Lake.

Semchuk: When [ went to university, I studied art in the broader field,
except for the last year when I took a class in photography with Hans
Dommasch, and really got involved in the work of documentary
photographers. The main one was Dorothea Lange, from the Farm Security
Administration. Dorothea Lange had this societal care-taking framework
that she brought to her photography.

There is a sense of reciprocity and connection with the people that she
photographed -- it was really caring. I think of the internment work that she
did with the Japanese, her work with the migrant workers. She brought
together image and text in ways that took you into a broader context of the
events of the day to understand who these people were. There was a
connection with the people that she was photographing. There was this
sense of recognition of the really important issues.

My dad was a socialist and helped bring in Medicare. He was a
member of the legislature at the time. He and Tommy Douglas were friends.
I traveled with dad when he would go and spend time with farmers.

In 1970, I was just finishing my four-year BFA. I was the first one in
our nuclear family to go to university -- that opportunity was a very big deal
in our family. At this point, I'd taken this one class on photography and my
boyfriend was Richard Holden. We were friends with people like James
Lisitza and Sylvia Lisitiza. Suddenly, I become a photographer. I can't
explain it. It's like one minute, you're not a photographer, and the next,
you're a photographer. Suddenly, there's this commitment to the medium,
but also a way of committing oneself to the world, in the sense of
participating in the world in an engaged and productive way.

The four of us were very close, and we began to hatch a scheme to
create a space where photographers could get together and share resources,
exhibit work, and exchange ideas and methods. A number of other people
got involved with us such as Kent Martens, John and Jo Nansen, and
others. We called it at first The Group Photographers and later, The
Photographers Gallery. What we had done was create a community space for
ourselves where we could feel like we belonged. We'd had exhibits in the
community, for example, in the windows of the Eaton's building because
there was no place for photographers to show at the time. It was through the
Photographers Gallery that we became connected with the National Film
Board Stills Division and with other photographers across Canada. As soon
as we started showing their work, they in turn were excited and wanted to
show our work. It was a reciprocal relationship and mutually challenging.

Somchynsky: What motivates you to create art? Under what circumstances
do you create your most effective work? What challenges do you encounter
and how do you overcome them?

I really loved how you talked about care — the care in taking the
image of somebody or something and that relationship to the world that
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comes through the process. Is there anything else that really motivates you
or drives you?

Semchuk: I'm just listening to your language because I like your language,
and I'd like to come back to that and go a little bit closer. I have hindsight
now. It's very different than when you're totally inside of an experience. Why
is it so important to have this connection with people and dialogue with
people?

Now I know that dialogue is the basis for recognition of one another; I
know that recognition is crucial to the ongoing negotiation of identity.

Somchynsky: That's a very profound statement.

Semchuk: We have to consider the historical roots of our own people when
looking at the definition of identity formation by Charles Taylor, the
Canadian philosopher. Consider what it meant that Ukrainians in Canada
came out of World War I refusing to tell the story of the internment camps,
the story of house arrest, and of having to carry identity cards throughout
World War I up until 1920.

They came out of a nation, Ukraine, which wasn't Ukraine all the time
because it was occupied by others for multiple periods. They came out of
feudalism, to which my great grandfather was in such close proximity. They
were still very much indentured to overlords. They had to pay taxes, they
had to pay for their wood. It was more money than what they had, and they
had so little land. They were still very much treated like slaves and looked
down upon.

The degradation that people experience as a result of being looked
down upon, as a result of being entrapped within very contained and
controlled spaces — these things are being played out all over the world, and
we see it.

I didn't know any of this.

I'm this young, fresh twenty-year-old who doesn't know this history,
but I'm a part of this history and their intergenerational effects. 'm drawn
very early to people who are suffering from social injustices and I'm trying to
understand. I see now that trying to understand is like creating a counter
situation so you can learn to see what has affected you as well as what has
affected them. Does that make sense to you?

Somchynsky: Yes, absolutely. In the sense that when you look at someone
else, you also see them looking back at you. It forces you to look back at
yourself. Correct?

Semchuk: I really like that because what you've talked about is seeing as a
reciprocal act, but also one which takes time. The thoughtfulness and
presence is informing both of you. It's silence in a way, the seeing that
you're talking about. That's really at the core of what drew me to
photography. That silent seeing. It ties in with photographing trees, to the
wider-than-human experience.
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Somchynsky: Exactly. There's something about looking at something that
you don't imagine having eyes but imagining that you’re other to it as well. It
knows you're there. Every time you walk, the world around you is aware of
your presence and you start affecting it even though you're not thinking that
you are.

Semchuk: I think you're right.

When we think of containment and control, which is the basis of
colonization, and what you've just said, it's good to imagine yourself out of
your specific body. There are so many implications in what you've said in
terms of how trauma is stored in the body. When you have that ability to
navigate a much larger context of the world or to imagine ourselves in other
places, it eases the constraints that become internalized.

Somchynsky: It's being able to find comfort in the discomfort that has the
potential to take you places you never thought of before.

Semchuk: That also says a lot for me in terms of order -- the difference
between the order we create in our homes and the way we order our
thoughts and narratives. We have an order in which we create reality, but
the wider-than-human disrupts all of that and opens it up to other kinds of
orders that are not predictable, and not necessarily safe either.

It goes back to our first words about the weather and how we have to be on
our toes when we live in a place where there's snow and great winds. It
changes us, doesn't it?

Somchynsky: It does, quite a bit. It really makes you realize how resilient
we are, but also how resilient the world is and that it will keep on going with
or without us. We're this tiny little component in the world, but the more-
than-human will always find a way to overcome and continue on. It will
always adapt.

Speaking of adapting, when you are working, are there any challenges
that you frequently encounter, and how do you overcome them?

Semchuk: I think at every stage there were challenges, and the challenges
are dependent on the body of work. The biggest challenge is myself: my ego,
my own narcissism. I was thinking about that in terms of what you have
just said, that perhaps humans are narcissistic, that we are so self-
centered. That's part of the test -- that we work to try to get past that.
Perhaps one of the biggest challenges that we have is to learn, to
engage the other in a compassionate, seeing, and caring way. I have to say
something about my Baba here because maybe everything I did was to learn
to be like my Baba, my grandmother. My Baba had a grade-one education in
Ukraine, but she had the capacity for unconditional love.
It's an extraordinary thing when you think about it, that a person with that
history can find a way to raise themselves up in such a way that they are
capable of unconditional love. Maybe my biggest challenge has been to
become more like my Baba.
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It’s a lot about what we're coming to know, how we're coming to know,
with whom we’re coming to know, where we're coming to know, and in a
sense how authentic those structures are to ourselves. This is often
problematic in the university system.

Somchynsky: We're talking about completely different epistemologies that
are outside of academia, but I often find that this is also where you discover
the most authentic ways of being in the world. Does that make sense?

Semchuk: [ really agree with that and I think that's the biggest struggle
through all the work. I think about my dad’s struggle, his putting on that
male masquerade. When he had a heart attack, those masks came down.
Part of that body of work and the challenge of that body of work was to be
able to see my dad in a way that I had not previously been able to see him:
as a human being with vulnerabilities, with his own journey and his own
path.

In the body of work I'm doing now, I'm working with the forest. Just this
week, [ went back into the forest and I had a phrase in my mind: “the hold
of gravity is a gentle one.” I had been photographing plants in the house and
[ wanted to be able to take that sensibility into the forest.

Yes, each body of work has its own set of challenges. How do I
overcome myself in this body of work? How do I overcome my sense of
superiority as colonizer of plants? How do I overcome my sense of
superiority over the smallest of plants, over the smallest of insects? I had
the privilege of doing a piece involving a house plant that I was very close to.
I decided to tell the house plant a story.

I set up a video on a stand and the plant was on the stand. I came in
on my knees. [ was at the same height as the plant so that I was speaking to
the plant as an equal. I told the plant a story, to explain some of my ideas
and to apologize for the way that we are as humans.

I told her the story of a chipmunk. I had gone down to the lake in
Saskatchewan where my dad built a cabin. I was lying on the dock looking
upwards when I felt a presence moving around the shape of my body. It was
quite a remarkable experience. I looked up at my feet, which were bare, and
a chipmunk was standing there, staring me straight in the eye as an equal.
Maybe, I thought, it was a little bit superior. It was very hard to discern.
Then, just to assert something, the chipmunk placed its mouth over my big
toe.

[ went “Phhhhhhh” and the chipmunk was gone. I told that story to the
plant because I knew that that chipmunk, no matter what its size, saw me
at least as an equal. Maybe the teaching there and the challenge is to learn
to see the flora and the fauna as maybe a bit superior to compensate for my
arrogance.

These are big challenges for me. I began dreaming about the bear
when I was ten. The big challenge for me came when I reached my forties: I
wanted to photograph the bear. Growing up in Northern Saskatchewan, we
were taught to fear the bear so that we were scared to go into the forest on
our own.
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The challenges were to overcome my fear of bears and recognize that I
didn't know how to see the bear, that I only saw the bear through a
projection that I was taught culturally. This projection was very unfair in
terms of our sense of equality and in terms of the reality for the bear, where
it lived and under what conditions.

One time, there was a sign that said, "Don't go in there. There's bears
in there." Of course, I went. [ swam in the lake, a glacial lake, not far from
Banff. I swam and it was kind of like flying over the water. When I got out,
there was clarity. You have this kind of clarity from swimming and from very
clean, very cold water. I'm looking at the forest and I can't see the forest. I'm
seeing my projections, it's like a screen. And this has been the continual
frustration in all of my work, in all of my experience in life: the frustration of
how thought changes seeing, changes our ability to really see another
sentience. It's been a lifetime challenge.

Dialogue and recognition. "Recognition is the basis of negotiation, of
identity formation that is always in flux" -- Charles Taylor. It's ongoing, that
challenge.

Somchynsky: The challenge that you mentioned--the sense of always being
aware that your thoughts are affecting how you see, how you think, and how
you're always your own obstacle--is perhaps the greatest challenge we all
have to face.

I think our conversation has naturally progressed to James Nicholas’s
and your current retrospective exhibition at the MacKenzie Art Gallery in
Regina, Ithin-eh-wuk — We Place Ourselves at the Center. Now, would you
like to talk about this exhibition and how meaningful it is to you?

Semchuk: That's Rock Cree from the Rock Cree Nation of Nelson House in
Northern Manitoba. It is James’ text. Why is this work meaningful to me?
Well, I will talk around that question and begin by going back to my dad and
my great grandfather, Andrew, who were really concerned about issues of
justice.

My great grandfather Andrew would hold meetings in the root cellar to
try to overthrow the overlords. His wife, Katrina, was not very pleased about
this, as you could imagine. My dad continued his grandfather’s work in his
own way. I had the privilege of learning from my dad, being with him, and
going into nature with him.

He had a vision. He saw a winter road to Uranium City when he was
looking down from a plane. He then followed through with other
businessmen in Meadow Lake and they decided to build this road. They
worked with Cree and Dene workers on the road. As far as I know and
understand, the Dene and Cree workers had to retrain my father entirely to
make this trip possible because he knew nothing. I have to say that this
taught me how to know nothing, how to be okay with not knowing anything,
and to be accepting of my own ignorance.

James and I met. He was from Northern Manitoba. He's a Cree
speaker, using a particular Cree dialect, with a “th” in it. He comes from a
family who are medicine people. His mom was too. She helped give birth to a
hundred children, maybe more.

237



He came out of a very strong spiritual tradition, and he had been
working as a liaison between governments for a long time, about sixteen
years. He liaised between the provincial government, the federal government,
and his own nation. He burned out and gave away everything. We met just
as he had done this giveaway.

Simultaneously, I was also doing a giveaway and part of it involved
going to a mutual friend's where he was staying, Kim Soo Goodtrack.

When we met, we were simultaneously letting go of some of our
stories. That’s a bigger giveaway, isn’t it? We were questioning our
foundation stories. I was already questioning the foundation story of Canada
and nation-building, questioning capitalism and the notion of urbanization.
[ had a profound appreciation for rural people, for their resilience, their
innovation, and their abilities to raise families and raise food.

Growing up in Northern Saskatchewan, | had some experience with
First Nations as neighbors, friends, and family. I had also participated in
systemic racism. The reserve was on the other side of town. Racism was
normalized. I saw my dad work actively against that. Moving out of denial is
not a simple process. Your identity is structurally informed as a participant.
You can have someone that you love dearly who is kind and generous and
good to others, but who is a racist and is horribly cruel to particular groups
of people.

Bert Hellinger, father of Family Constellations Therapy, talks about it
this way: "You can do in good conscience to those who are outside of your
group that which you could never do to those that are inside of your group."
You can't trust conscience. At this point, I'm struggling to become a human
being and to understand what it means to be a good woman or a good man.
How do I live my life? How do I have a future?

James came into the picture of my life and we adopted each other as
family. That happened quite quickly and we liked to be together. We simply
liked to be together in the same way as I had watched how some Babas and
Didos and old people liked to be together. I used to stare at them because I
loved their presence so much as a child.

James was a spontaneous performance artist. His dad would write
poems on the water pail in the early morning before going out on the
trapline, so that through the day, as the water melted, they would
disappear. The Cree language itself is like poetry, so big, expansive, layered,
and complex. So much about that broader, wider- than-human world. It has
more than a hundred words about love.

James was drawn to artists who did performance work, to people like
Dana Claxton for example. She did some video work with him. I had been
doing spontaneous performance work with my daughter and with my dad.
Then James comes in, and he knows how to move to create language with
his body.

We would find ourselves in situations where the history of Canada
would become visible in the land or in the events occurring. James would
engage that situation in something of a performative way, with spontaneity. I
had to start to be very, very fast with the camera. The other thing was that
text was always involved. One would be always writing down notes.
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Sometimes I felt terrible guilt for my nation. "We have put First
Nations down and kept them down as best we could. We have failed and will
continue to fail," my dad said. Having those experiences with James got
through my own shells, my own projections -- somehow there was a
penetration so that I'd see just a little bit.

I consider the idea that I have a PhD in denial. I am very good at it
and I am becoming less good at it. It's been a hard and fraught process, but
this work has enabled me to gain insight.

Somchynsky: I love how you describe how this work came together in an
organic, spontaneous, and very ephemeral way. You had to be so quick with
the camera and quick to write things down because it was just occurring.
You were just out living. Is that correct?

Semchuk: Yes, and the words immediacy and experience are really
important. Experience, being present to the moment, and having presence in

the moment go back to the seeing.

[silence]
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01 & 02: in control, James Nicholas and Sandra Semchuk with Walter
Semchuk, Salmon Arm, BC, 2004.
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Somchynsky: There is a work that's part of this exhibition that I would love
to hear you talk about a little bit more, and that's Pocketed Seeds. There
was something you just said that struck me how in Cree there are hundreds
of words for love. The plant that you talk about in the little poem that
accompanies the series is liubystok, which is lovage. The root word in both
Ukrainian and English is love.

Semchuk: Really?

Somchynsky: Yes. I thought that was such a neat little coincidence.
Coincidentally, when my parents bought their house, there was a lovage
plant. It grows very large very quickly. You can't kill it, it's the most resilient
plant in the garden.

Semchuk: [ was told the wrong name for the plant. The plant really is a
Lubida. The plant that we had was a Lubida but I decided not to change the
name because that's what my elder told me it was. I want to be respectful of
my elder because our language is slipping from me. I don't want to be
disrespectful to the plant, but I wanted to be respectful to my elder and
what she said. I like what you've said that I can just name the plant love.

Somchynsky: I think the phrase that runs throughout the images in
Pocketed Seeds is so powerful. The phrase "My relocation dislocates you,"
resonated with me, especially how you brought it down to plants.

It made me reflect on the relationship between Ukrainians and the
land in Canada. I came to realize that my grandparents came here and
prospered, but they prospered because the Canadian government wanted to
keep Indigenous communities off the fertile land. They wanted to keep them
contained on reserves where you could not benefit from the land
economically in the same way as immigrants. We were allowed to prosper on
the suffering of Indigenous communities. Part of the immigration story has
that dark underbelly of cultural genocide. I found that Pocketed Seeds really
captured that relationship. But I'd like to hear you speak about it.
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03: pocketed seeds, James Nicholas and Sandra Semchuk, 2004
5 lightjet photographs, 76.2 x 96.3 cm each.

Semchuk: [ was thinking of something that John Gregorovich said. I think
it's in the book, The Stories Were Not Told. He was one of the people that
formed the Ukrainian Canadian Civil Liberties Association. He said that the
government was trying to get the land occupied because of other kinds of
threats as well.

For example, the threat from the south, from Americans. Canada tried
to establish the nation by having the land occupied. Those notions of
occupation of the land also had to do with altering the land and making it
viable. This is a particular mindset in relationship to the wider-than-human
world, right?

The other thing I'm thinking is how many nations use displacement --
and I'm including war in this — often to bring in people who are quite similar
to those being displaced, who may have quite a similar status in some way
or similar belief systems. I think it's not quite as simple as you and I make it
out to be, and I think you're right to put your finger on this moment of
movement.

There is an echo in Canada of these structures of intercultural
violence. These structures get normalized in terms of ideas of progress. I
think we were pawns in the process, to begin with. I don't know to what
degree Ukrainians who came to Canada knew that they were displacing First
Nations people, but they would learn that over time. You think of the
communication systems that were not there, the kind of issues that
Ukrainian people were facing in these isolated conditions without too many
resources.

Often, First Nations people were compelled to support Ukrainian
people because they felt so sorry for them, that they were facing starvation,
that their babies were dying.
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James wrote this text: “Leaving Ukraine, Baba wore three skirts. In
the middle one she sewed, pocketed envelopes invisible to the new world.
Seed of lubestrok from her Hnalechki for the new land thinking,
Kakissiskachewhac." That is the Cree word that James understood was the
basis for the word Saskatchewan. It means the bend in the river where
there's swiftly moving water. He's inserting his language into this story
about my grandmother.

My great grandmother was scared as she was leaving Ukraine. She
was doing something she shouldn't have been doing -- keeping seeds. She
was hiding them in the second of three skirts for her very survival. You can
see this plant would be very helpful. James and I found this plant on one of
my family’s homesteads, my grandfather’s, and it’s where his mom and dad
had lived too. The seeds that are here were taken from the original seeds
that my great-grandmother brought in the early 1900s. James looked after
this plant, and it grew so big. We were able to take seeds from it, and we still
have those seeds.

There's a dialogue happening. There's a caring conversation going on
as well as this dark undertone. James never tried to make me feel guilty. He
never called me White, he never thought of Ukrainian people as White. We
were not thought of as White. There's a kind of parallel happening here at
the same time. As Ukrainians in Canada, we are beginning to take
responsibility, seeing and understanding the systemic racism of which we
are a part and are complicit. This is really important. It's a complex set of
knots.

I think what makes it more complex is that cultivating the land has
probably changed the provinces that we live in more than just about any
other place on Earth because the land was so vast and so was the extent of
cultivation. People did that with nothing, with very rudimentary tools to
begin with, and then it became bigger and bigger and bigger. As it grew
bigger and bigger, it fell into oppressive systems, like systems that
Ukrainians were fleeing from.

I like the gentleness of this spinach-like plant and the fact that it's so
prolific. It makes me very sad that the cycle of violence continues, that we
haven't learned how to stop it, because this is a horrific kind of violence --
the displacement of people. Especially because the displacement affects
people who are so profoundly interwoven with the land, with the wider-than-
human forces. Ukrainian peoples and First Nations peoples, who both work
with medicines and plants, both have that connection.

We've been assimilated, so many of us Ukrainian-Canadians. We've
been assimilated into this notion of progress, accepting a hierarchy of being
that has to do with material progress. I'm very ashamed of it, but I think it's
important to manage that shame.

Somchynsky: It is very much so. You have to acknowledge and face it.
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04-07: pocketed seeds, James Nicholas and Sandra Semchuk, 2004
5 lightjet photographs, 76.2 x 96.3 cm each.

Semchuk: You have to acknowledge it, and you have to actively work to stop
the racism and to make sure that opportunities are created for First Nations
people that have been taken away. Tell me about your husband.

Somchynsky: My husband is Inuvialuk and his family is from Ulukhaktok
in the Northwest Territories. His great-grandfather, Natkusiak, was a
renowned guide for several Swedish explorers in the Arctic. His grandfather
and great aunts were printmakers in the community. My husband was
raised in Inuvik until he was about five or six.

His parents decided to raise their family in Leduc, Central Alberta. He
didn't grow up with a very close relationship to his culture, but as he got
older, he really began to explore this. To travel from Edmonton to
Ulukhaktok is very, very expensive. He didn't visit his community until his
father passed; he met his relatives and got to know that land. He built a
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relationship with his culture by teaching himself how to hunt. He hunts
grouse, deer, and hare. Sometimes I go out with him and our dog. This has
been a really important process for him. It encouraged him to begin painting
again. He now is working as an artist. For the last year, he's been working
as an artist.

Semchuk : How do you feel as Ukrainian-Canadian, a member of an
immigrant or settler population, in relationship to First Nation's people?

Somchynsky: | remember a conversation that Kyle and I had very early on
in our relationship. I was talking about my Baba, and how when she went to
school, they would scold them for speaking Ukrainian. Then Kyle told me
about his father's experience in Residential School. For me, that just
compounded that small similarity, but also magnified the assimilation and
violence my father-in-law experienced.

I struggle to put our relationship and experience learning about one
another into words. I've been encouraged to write something for a Ukrainian
audience, but [ have shied away from it almost completely because I feel like
most people will still misunderstand in some way. I've been very cognizant of
that tense relationship between immigrants and Indigenous people.

There can be so many resonances, and places of collisions and
similarities. I think it is important to think about the teachings and
knowledge we had in Ukraine that were passed on but got lost in the
generations that were living here in Canada.

Semchuk: [ need to come back to talking about the work with James and
that notion of dialogue as part of the process of recognizing our different
histories and the negotiation of our own identities that are always in flux.
We call these love stories because our marriage, the learning experiences
that we had, were an articulation of those colonial structures and trying to
learn how to see them and move past them.

I think it was also a way to move deeper into compassion and
unconditional love. It's like trying to get past those cultural shells that we
have within ourselves, which might be a cultural shell of guilt, and
penetrate that to see underneath. There are so many layers that we're trying
to penetrate here: the specificity of our own histories, the specificities of our
own families, the specificities of the land that we're on, and the histories
that happened within this land.

For example, we did a piece called Drought that looks at what
happened in 2004. The lake pulled back its skirts, and what it revealed were
hundreds and hundreds of bison bones. We realized that where we were had
been a buffalo jump.

That began a piece where we looked at that notion of drought as a
kind of articulation of what it meant for James as a First Nations person to
not be able to express that deep sorrow, the deep pain, that so many feel
has to be suppressed. Each piece has its own foundation in experiences of
the past in the present.
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understoryoverstory is an important piece because of the layering of
stories in the land. The road was built over Cree trails, and then dad's roads
were built over. The cycle keeps on occurring.

Somchynsky: When you were talking about your house plant, I felt
compelled to tell you this story. I have a dear house plant. I consider this
plant my great-grandmother because my great-grandmother found this
myrtle.

Myrtles don't grow here. She found a myrtle in a pot near a dumpster
in Lamont. She brought it home and brought it back to life. We have kept
this myrtle in the family and have taken cuttings off it for probably ninety
years now. | have a cutting of this plant. During my BA, I wrote a paper in
art history about this plant, and the knowledge we can receive from plants
and their resilience. It's my happiest houseplant. It thrives the best. It's
huge, it's turning into this lovely bush that grew from this one cutting.

Semchuk: That's amazing, it's such a big teaching. I agree with you about
the resilience. Plants really teach it, don't they?

Somchynsky: [ had a last question and it's a big question because it's
something that I'm grappling with within this volume: what is Ukrainian
Canadian art and what does the title Ukrainian Canadian mean? I was
wondering if you had any reflections on that question?

Semchuk: What is Ukrainian Canadian art? I don't think that has been
established. I don't think we've established a history of that. I just don't
think the work has been done.

What does the title mean to me? I think it means the recognition of
our history, the recognition of my family, and those kind of inherent ways of
being that come from the old country to the new country. I remember I
asked my dad, "I don't know the language or the stories or the culture of my
people. What have I brought forward that keeps that which you value, dad?"
He looked at the work that I had done and said, “Everything, just
everything.” I still reflect on what he could have meant.

Somchynsky: I think what you do is break that title wide open. I think
that's what's really important.

Semchuk: We're a whole range of people.
Somchynsky: A whole range of experiences.

Semchuk: A whole range of histories. Experience is the basis for
storytelling.

Somchynsky: Let's talk about the importance of storytelling in your work.
Semchuk: Ukrainian stories came to Canada and were told orally and in

songs. I think of someone like Danny Evanishen who's done a series of
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books collecting folk stories and humorous stories from Ukrainian pioneers
in Canada, a remarkable translation of Marko Vovchok’s Ukrainian folk
stories, and Beverly Dobrinsky’s work of collecting and regenerating
Ukrainian songs in Canada.l And [ have so much respect for the stories that
have been kept and told and valued, for the transmission of stories.

['ve always noticed the humility, humor, the trickster figure, and the
simpleton who always ends up doing things the right way unexpectedly in
the end in Ukrainian stories I have heard or read. There's a lot of similarity
to Cree stories, for example. There's a sensibility in those stories that doesn't
see life as a kind of straight, narrow linear path, but there's all these
divergences, and what might appear to be really bad can end up being good.

The way animals are sentient in the stories, the way that the land and
the waters are so important, but mainly, I think the humility. That's part of
why the Cree culture resonates for me so much is the humility there. When
you see somebody who's a humble person, you know that that person knows
how to cultivate real power. Life itself, James would say, “pimatisiwin” is the
most important thing -- being able to build that life within yourself and to
share that life with others, to be someone who gives other people life. It's
really important that you can raise people up. That's what the stories do.
Walter Benjamin in a piece called The Storyteller says that “in order to give
counsel, in order to tell stories, you have to be able to be seeking counsel.”
In the telling of the story, you yourself have to be open to learning.

In the dialogue that James and I had, which was an exchange of
stories in our own way, each of us was open to our own counsel as well as to
the counsel of the other. Within that, hopefully, the generations before us
had the opportunity to speak. There's a possibility for energy to be there
that gives us direction, that points us to taking the next step forward,
however small that step might be.

Experience is the basis of stories -- sharing experiences with others,
sharing as a free gesture, and listening to others and hearing the stories
that come back. In the visual world creative activity of looking at work is as
important as the creative activity of doing it.

Somchynsky: Exactly. Do you find that there's something about expressing
stories and communicating through artwork that allows nuances and
relationships that evade words to find form and resonance with people? Is it
a form of communication that you can't do with language?

Semchuk: Oh, it does, and that's why I collaborate. That's really precise
language. That's exactly why I collaborate -- It's that exchange of subtle
ways of being and doing, the presence and exchange of life itself in the
moment. It's being so completely in the moment, not contained and
controlled because we tend to control and contain our own nature. Paying
attention and being attentive to what is really happening in the moment

1 Danny Evanishen: http://www.ethnic.bc.ca/project.html (accessed 7 April
2022). Marko Vovchok, Ukrainian Folk Stories, trans. N. Pedan-Popil, ed.
H.B. Timothy (Saskatoon: Western Producer Prairie Books, 1983). Beverly
Dobrinsky: https://beverlydobrinsky.com/ (accessed 7 April 2022).
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between two people, between oneself and the land, and between oneself and
history. Engaging in the moment of all of these processes opens up into
something vast and often subtle and missed.

Somchynsky: Do you think art has the capacity to change the world?

Semchuk: Chief Seattle said that it would, and Louis Riel said it would, that
it would be the artists who would help people wake up. As [ was saying, I
have my PhD in denial, but step by step, one moves toward that goal, one
begins to be able to see. I think that’s how James would say it.

The question is, "How do we become more human?" On the planet
right now, there are people who are more human than others. We're learning
from them. Artists are part of that. It's one way of communicating. Music
does it too. There are many different ways in which we wake up. Art is one of
them. It's a good one.

Somchynsky That, in essence, everything is art. There are artists at work,
even if they're not conscious of themselves being artists.

Semchuk: For sure. One of the things that James said was, "In Cree, we
have no word for art," that life itself is art. I think that's what we aspire to.
We learn to be in the world in that way that has that possibility of keeping
us engaged, present, and authentically articulate in our movements. That's
how you think about working with gesture with the camera. It's a
recognition that how we move is a part of the art of who we are. My Baba
would cook the meals with such love; she was a real artist in her cooking,
there's no doubt about it. That love gets transferred.

Somchynsky: [ was wondering if there's anything else you'd like to touch on
that I have not asked you about or that we haven't covered in the interview?

Semchuk: [ would say my biggest teacher was my daughter, Rowenna,
because it was through her that I learned that her spontaneous
performances in nature were such a profound articulation of what it is to be
human in the wider context of flora and fauna, sky and waters. I'd also like
to acknowledge Chin Shek Lam who taught me that Chinese calligraphy was
an articulation of disposition in the moment and that in the gesture that I
was using with the camera, I could find something of that substance or
something of that presence in the moment.

As a practice, it was important for me to learn how to be in the
moment. Cross-cultural learning has been really important. It's been one of
the privileges of being a settler, the great privilege of having very fine and
generous teachers from around the world.

I think of my elders, the late Pearl Balych and Alec Balych of North
Battleford, and the fearlessness of how they shared things with me, and my
dad, his fearlessness and how he shared things with me, as did my auntie
Olga and auntie Elsie. All those people in my hometown, who were brave, I
really thank them.
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The elders who have been so amazing and sharing, Cree elders like,
Smith Atimoyoo and Ernest Tootoosis, Eric Tootoosis, and my sister-in-law,
Madeline Spence. You think about all the gratitude that you have for all
those people that have helped you to learn and that helped my dad to learn,
who helped me to learn.

A special honour to my Uncle Walter Wozny. My family could not have
survived without that love that he gave to the family. That makes me really
humble and really makes me grateful.

Somchynsky: Thank you so much for sharing with me today.
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Working With and Against the
Grain:

A Conversation with Multimedia
Artist Svitlana Kravchuk

Kalyna Somchynsky

Art historian Kalyna Somchynsky sat down to interview artist Svitlana
Kravchuk in the winter of 2021. At the time, Kravchuk’s work was exhibited
alongside textile artist Elena Scharabun’s work in the exhibition Material
Fables at The Alberta Council for the Ukrainian Arts, Edmonton. In the
interview below, Kravchuk references another series of artworks that she
was in the process of creating. These artworks were later exhibited alongside
artist Lana Whiskeyjack’s paintings in the exhibition Nohkom Tipiskaw
Pisim; Micaub 2Kinka: Artistic Exploration of Lunar Cycles through
Nehiyaweéwin and Ukrainian Worldviews at The Whiskeyjack Art House,
Edmonton, in fall 2021.

Somchynsky: To begin, tell me about yourself: how did you fall in love with
making art?

Kravchuk: [ always thought I was an artist when [ was little. It wasn’t
something that [ became interested in at a certain age, it was something that
was always in me. When I was in kindergarten in Ukraine, they would give us
paints to play with. As a kid, you just mix a bunch of colors and it’s brown,
but I remember thinking, “Man, I really like doing this. How come the teacher
is not noticing my talent?”

I was always a very active child; doing art was the only thing that would
make me sit and focus. I would get into making series: I had a period where I
would only draw different types of dogs. The first series I remember doing was
drawing queens from the deck of cards. In my childhood you would have decks
of cards everywhere! That’s the only thing people would do because we didn’t
have a TV in Ukraine in the ‘90s. When I was about seven, I had this phase
where [ began a series of abstracts. | remember talking about it to my parents
and other adults stating, “I want to do art.” Of course, at that time, it wasn’t
super welcomed in Ukraine after the Soviet crash. Being creative was just not
something that people thought about — it was more about survival.

Art was always something that I wanted to do. Coming to an older age
where [ had an opportunity to come to Canada and study here, I was really
interested in the fact that you could do a double degree: two majors or a
major and a minor. I grew up in Ukraine, but I also spent seven years of my
life on and off in the Middle East — Saudi Arabia, Syria, and Egypt. When I
came here, I was really interested in studying two things: first International
Relations, because as I mentioned, I lived in different countries, and in Art. I
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ended up studying book and media studies which is basically like
journalism, but also the study of books, physical objects, and historical art
objects. My other degree was in visual studies. I came to Canada almost
twelve years ago, to Toronto.

Somchynsky: What brought you to Edmonton from Toronto?

Kravchuk: We moved to Edmonton almost six years ago. Toronto was super,
super busy. We were burning out. I was also diagnosed with cancer at that
time. I went through all the procedures and was in recovery. Then
serendipitously, we met somebody from Edmonton and kept in touch. They
invited us to visit them in Edmonton. We went to Jasper, and we were like,
“Oh, my god, mountains are so beautiful — Let’s move here.” We packed up a
U-Haul, drove across the country, and settled here.

Somchynsky: How do you approach your art-making process? How do you
choose what medium you’re going to work in? Are there some media you like
working in more than others? Describe your decision-making process?

Kravchuk: [ think when it comes to my art, concept is more important than
the medium. I use what I have on hand to explore what I want to explore. I
like to be creative with the materials available to me. ['ve always been a
painter, and I have done quite a bit of performance art.

Working on the book Fable Me: Love Stories With Echo in the Spirit, 1
used painting mixed with works on paper, at a smaller scale, and more
colorful. It was a little bit different for me because I usually tend to work in
large-scale monochromatic canvases.

Woodburning is something [ wasn’t planning to get into. I had an art
residency through Simons - the clothing store. It was specifically to create
art programming with youth who live in the city at Youth Empowerment
Support Services. [ wanted to bring in different artists to showcase their
techniques and diversity, and I invited somebody who does woodburning.

It just so happened that they didn’t come. I thought, “Okay, I don’t
have a choice, I have to do this.” I was put in this position where I actually
had to learn woodburning to teach the youth. This is where I created my
first piece. It was for the series that I am working on right now of each
month in Ukrainian.

Somchynsky: Could you tell me a little bit about your performance-based
practice? I am always really interested in performance art because I think it
can be so powerful. I find it can be difficult for people to grasp, but if you let
yourself embrace it, can be so moving.

Kravchuk: [ wouldn’t call myself a performance artist, I've just done some
performance pieces. Three of them were shadow plays. [ would use a screen
and then manipulate lights and my body to tell a story. At the last two, one
of them I did at Nextfest a couple of years ago, | was paired up with acapella
singers, the Bearhead Sisters. They were singing songs and [ was telling a
story on the screen. The one before that I did at Mile Zero Dance where they
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have a space called Spazio Performativo. I did one with a live string viola
player, Edmonton based-artist Caitlin Sian Richards.

I was behind the screen, and she was outside of the screen playing
viola. I was also telling a story that we both worked out. With that
performance, which was my favorite performance, I was talking about body
and illness. I projected different objects on a large screen using different
lighting. I think with performance, any art really, people can look at it and
just take away from it what they see. If they know you or they know
something about you, they can make up a story about you which might be
accurate, or not.

Now that I'm talking about it, I'm wondering if I'm doing shadow plays
and shadow performances because they almost feel safer, because it’s your
shadow and you’re not really face-to-face with an audience.

Somchynsky: It almost lets you become your form instead of being
constricted to your identity. Although you can still explore your identity
through the form.

Kravchuk: Yes.

Somchynsky: We've been talking about the body and your recent series on
the months of the year. I'm wondering why you decided to explore the
months of the year or women in Ukrainian literature in your pieces such as
Kateryna Ivana Kupala, Rusalka, and Zozulya? What drew you to these
themes?

Kravchuk: [ think with art everybody has a journey to arrive at a thing that
they want to explore. For me, I came to this idea that I really enjoy working
on large-scale monochromatic pieces probably over ten years ago.

For one of my classes, we had an assignment to do with
transformation. The assignment was under Ed Pien — who is a Canadian
artist with an international reputation — someone I really love and respect. I
ended up looking into Ukrainian folklore and I created a triptych. It was
composed of three really large paintings, and in two of them women are
turning into trees. I had synthetic hair on them, so they’re multimedia
paintings. It was a triptych, because the middle one actually got damaged in
the metro in Toronto. I put it out in the street and then some person took it.
Since then, it’s been a diptych.

This was the first piece where I starting looking into Ukrainian folk
traditions and Ukrainian pagan traditions. I remember when I was creating
that piece, it really, really, really, really struck me, like I could feel it in my
body and in my stomach. It was so important to me because it was such a
completely physical, emotional, spiritual, mental experience that I was like,
“This is it. This is really what I want to look into.” I created those pieces and
after that I created Kateryna. I realized that these pieces had quite a big
impact specifically on women. Not only the story but also if you’re a female
and you see a female body going through some sort of transformation, you
can naturally relate to that.
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Since then, when doing research for my work—reading something,
looking into something, or talking to my family—I realize just how much
history and tradition we have. Basically, you need to uncover. It’s been
something I've been working on for ten years now and I'm still looking into
anything new to me, especially creatures. One of the most recent discoveries
through my research was a creature called “Maika” that is related to
“Mavka” but is a different type of female spirit that can “marry” humans and
live with them. It is very exciting to keep on learning new things.

Specifically for the Ukrainian months, it is something that I wanted to
do because I always had trouble remembering the names when [ was a kid.
English is my third language, my first language is Ukrainian, and my second
language is Russian. We were moving so much and the scene in Ukraine
was so fluid all the time politically, so I learned how to speak three
languages at the same time.

I also started becoming very interested in the names of the months in
Ukrainian because they are linguistically unrelated to any Latin names.
They are so representational of the environment. Before the months were
standardized in Ukrainian, they varied region to region depending on how
people formed a relationship to the environment. In the beginning, I was
thinking they were solely representational of the environment and things
that are going on in nature. But then, when I started looking into it, I saw it
is connected to tradition, and tradition is connected to belief, and belief is
connected to spirituality. That’s very social.

My husband is Mushkego (Indigenous), and he speaks the
Omaskékowak language; in English this would be Swampy Cree. In
Omaskékowak, the names of the months are also very descriptive of the
environment. I just found that a very interesting concept for me. [ was
talking to a really good friend of mine who’s also an artist, Lana
Whiskeyjack, and we decided to explore months. She would explore the
names of the months in Nehiyawawin — that’s the language of her Nehiyaw
nation. For me, it would be in Ukrainian. We decided to create parallel
works. It’s a bit of a collaboration because we talk about it together. At some
point, we want a show together.

Specifically, you were mentioning the female body being present. I
would say that I don’t know how else I can explore the months in Ukrainian
because I'm not interested in specifically depicting nature. I don’t do
landscape or nature scenes. Also, I'm a female: anything I experience I'm
going to perceive as a female. In Ukrainian the word for nature, pryroda, is
female, and winter, zyma, is also female. To me, I would see it as a female
depiction.
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Somchynsky: When you paint the female body, you’re almost thinking
about your own body and how you’re relating to the subject matter, not even
necessarily through your femininity, but through your subjectivity.

Kravchuk: Yes, [ would say not specifically through body and not through
femininity, but just more so through subjectivity. For example, the work
Zozulya was really inspired by two women I met at work; and then the story
of the cuckoo birds and their significance to folk belief really resonated with
those two women. [ would say: sure, personal female experience, but also
the social female experience.

As to the depiction of the months, I'm always thinking about what I'm
going to do with my next piece. Sometimes it’s influenced by what’s going on
in the world, what comes and goes, but definitely through the female body,
just because that’s what I mostly relate to.

03: Svitlana Kravchuk, 3o03yns - Zozulia, Acrylics and Mountain-Ash Berry
on Canvas, 2016.

Somchynsky: Can you elaborate on something you just said, how you relate
the pieces to what’s going on in the world? Could you give me an example of
one of the pieces and how those two parts came together?

Kravchuk: Yes, it’s not specifically illustrating what’s going on. I don’t do
that, but, like any person, I obviously get affected by whatever I see on the
news, what I see around me, or what my friends or my family are
experiencing. In that way, it’s affecting me. For example, the name of the
month liutyi which is February, means furious. This is the last month of
winter and this is when winter is really, really mad that she has to end and
the spring is coming, but it’s also the time when it’s really cold.
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In the beginning, when I was thinking about creating that piece, I was
imagining something super fierce and aggressive. February was about a
month after I had my baby, and it was right before the pandemic hit. For my
life, having a child was a huge change. I was thinking about being fierce and
vulnerable. The expression of vulnerability is just not often seen to be
courageous, fierce, and brave.

To me, I found doing a piece with a person who is showcasing their
vulnerability, who is curled up, really furious and fierce because it’s all
interconnected.

04: Svitlana Kravchuk, Aromuii (Liutiy) - February, Woodburning, 2020.

Somchynsky: That’s really neat. I like the way that you describe that
process of how whatever’s going on in the world makes its way into the
artwork, even though it’s not necessarily overt; it can be coded, it can be in
your own relationship to the practice.

Kravchuk: Totally. I think that it’s always subconscious.

Somchynsky: When you started exploring these themes from folklore and
the months of the year, did you think back to how you were taught about
some of these stories? For example, if you had to read Taras Shevchenko
when you were a kid and then revisited it as an adult, did you read him with
new eyes?

Kravchuk: | think the work of Taras Shevchenko is so incredibly extensive,
and it’s also almost created for different age groups; in a way you learn
gradually. When you’re in grade five, you learn Meni trynadtsiatyi mynalo.
Then as you grow older, you get into heavier pieces. As an adult, I didn’t
have a shock because I was exposed to his work gradually.
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When I used to exhibit Rusalka, I exhibited it with the poem that he
wrote by that name and with an English translation. I think that one hit me
because it’s so representational of the time Shevchenko lived -- the slavery
and serfdom. I think that poem is so good in showcasing a situation of a
common women and the dilemmas that she has, but it also ties in
spirituality, belief, and Christianity and the merging of paganism and
Christianity. With folklore, I think stories that you hear as a kid are edited
— they may have less traumatic detail that you learn about later on as an
adult.

In Ukraine, if you hear a cuckoo bird, you would ask it a question,
most of the time like, “How many years do I have left?” Then the cuckoo bird
is going to cuckoo, and then you’d be like, “Oh, my God, I'm going to die in
seven years, or twenty-five.” It’s just something that you always know as a
kid. It’s like a joke, a game. It’s not really super serious. Then of course,
when I was doing research on zozuli and their significance, I found out why
they tell the future. It was just interesting.

05: Svitlana Kravchuk, Pycanka - Rusalka, Acrylics and Thread on
Canvas, 2015.
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Somchynsky: I found those words really compelling because I grew up here
in Edmonton and I went to a Ukrainian school called Kursy Ukrainoznavstva
on Saturday mornings. It was really intense Ukrainian education. We had to
memorize Kateryna when we were probably thirteen. No one memorized it
because it’s a long poem. After that point, I finished Kursy and I forgot about
everything. As an adult, I was listening to a lecture, and they brought up the
story of Kateryna. Then I saw your artwork.

It made me want to investigate it and read it again. As an adult, I
understood the piece in a way that I didn’t as a teenager You don’t
understand the context, or you can’t relate to Kateryna in the same way
when you’re thirteen as when you’re an adult woman and you empathize
with her struggle.

Kravchuk: I think that’s a good point. I'm sure if we went to read poetry
that we read in grade five because school made us, we’re going to look at it
differently for sure. My piece for Kateryna, I call it Kateryna Ivana Kupala
because there’s also the future telling. In the beginning, when I created the
piece, I was looking at the idea of this woman who was kicked out by her
family and the entire village and in the end went through this terrible
journey. Then she saw the father of her child, and the guy is like, “I don’t
know who you are.” This is just the reality of love, or lack of love, the reality
of life. These rituals that we have about telling the future: they’re fun and
games, and they’re full of hope. I was juxtaposing these themes. Recently,
when [ was putting these pieces up at ACUA, I thought, “I'm just going to
call it Kateryna Ivana Kupala.” 1 decided to also talk about how historically
in Ukraine, especially with Christianization, women have been put into
subservient positions to men. As the title suggests “Kateryna is washing
Ivan.” We glorify stories by Shevchenko, and we talk about women, but we
don’t really talk about them.

People really pull from those stories whatever they want to pull, but
it’s never really the realistic stuff, it’s never really the painful stuff, it’s never
really the stuff that doesn’t make you feel very good, and it’s not really the
stuff that embarrasses you. At the same time, when we talk about Ivana
Kupala, the whole festival seems to be just super lovely fun and games,
which it is, but it’s also very edited.

Because of the continual colonization that Ukraine has been through,
the place of women hasn’t ever been super lovely and nice. You’re right,
through time, going back, the outlook does change.
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06: Svitana Kravchuk, KamepuHa Isara Kynana - Kateryna Ivana Kupala,
Mixed Media on Canvas, 2013.

Somchynsky: [ was recently at the antique mall and found English
translated volumes of the works of Ukraine’s Great Women Poets such as
Olha Kobylianska and Lesya Ukrainka. I started reading some of their short
stories, and they’re really horrible. They’re about women’s experiences, and
especially women'’s experiences in the village, but they in no way glorify
what women went through. In a lot of them I was quite shocked to find that
they were about domestic abuse and disability.

Kravchuk: You know what? Now that you mention it, my mom sent me
years ago my childhood books that I used to read. One of them was
Ukrains’ki narodni kazky—normal stories, fables. Narodni kazky means they
are stories passed down through generations and they’re very well known.
It’s fiction, but it’s not a fiction piece written by a specific author. It’s rather
stories that people gathered and passed on, which means that they come
from reality, told as a teaching. When I read them at twenty-five, I was
shocked, like, “Wow, I read this as a kid and didn’t think anything about it.”

Are we so desensitized as children in Ukraine already? Then traveling
and moving to the West, reframing my mind, and reading those stories
again, I thought, “Wow, that’s a big shock.” The stories told were about
domestic abuse, rape, suicide, violence, and slavery in very graphic detail.

I also noticed the difference between stories that we were told in
Ukraine versus stories that are being told in Canada by settlers of Ukrainian
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heritage. From what I have observed, I feel people like to hold on to the very
positive memories.

I can’t relate to the feeling of being unsure about identity, but I can
see how people who immigrated or whose families have immigrated a long
time ago, having a certain heritage and growing up in a different country,
find it hard to grasp onto pieces of identity. I understand how they would
want to grasp onto the pieces that are most empowering rather than the
reality which is oftentimes harsh.

Somchynsky: Definitely. That’s something that I often speak with my
Babusia about because she grew up in Canada, but she was born in
Ukraine. She reflects on how hard the pioneer experience was for women.

When [ went back to Ukraine a couple of years ago and was visiting
my relatives, I experienced something similar. I questioned my own
understanding as a Ukrainian-Canadian; I thought, “You don’t think about
people’s lived experience and how difficult it can be, you only hold these
romanticized views.” As you said, it makes sense to hold on to the happy
parts, what’s pleasant, what you can celebrate, but if you don’t recognize
both aspects, you end up living in a false reality.

Kravchuk: Yes, absolutely. I think it would be a delusion to glorify only
what you think is pretty or nice. I find I clash culturally with Canadian
people who have Ukrainian heritage, just because their attitudes are so
different. They might have an idea of what they’re going to see in Ukraine,
but I think they have difficulties because the country is so different from
what they imagine.

Somchynsky: It was interesting for me because I was studying feminism in
Ukraine. Of course, the research I did prior to going prepared me not to go
in with rose-tinted glasses because we’re talking about struggles with gender
equality. It was good because I was prepared to hear about the struggles,
but then also had the opportunity to be pleasantly surprised by the
resilience and creativity in the face of struggle.

Do you want to talk about your experiences in the Ukrainian-
Canadian community here and the differences that you have noticed? I'm
interested because even though I grew up in the Ukrainian-Canadian
community, I often find many points of tension about where I might sit
within that community.

Kravchuk: I've been in Canada for almost twelve years. I can’t say that I'm
an expert on this topic because my interaction with Canadians who have
Ukrainian heritage is very limited. I also am very careful not to place myself
and surround myself specifically with just one community. I think the
cultural differences come from the idea, “We’re from different countries.
You're from Canada and I'm from Ukraine.” We've lived different lives and we
have different privileges and different stories.

I think the reality of going through the Soviet era and then going
through the Soviet crash has created a huge difference; Canadians with
Ukrainian heritage here just don’t have that experience. Because of that, the
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way the language formed or the outlook on religion are different. The culture
here, apart from just becoming assimilated and super westernized,
developed differently. The language was influenced in a different way, the
food, the culture, everything. Traditions grew and became their own thing.
While in Ukraine things happened in their own way as well. It’s two separate
cultures that come from a similar background.

When we talk about Ukraine, I think it’s important to realize that
Ukraine is one of the largest countries in Europe. It’s huge and it’s so
diverse. It’s Eastern Europe, it’s Central Europe, and it’s the Mediterranean.
It’s different in different regions.

Take language, for example. Both of my parents are from the Kyiv
region, but they come from two different localities, and they have different
dialects -- it’s regional.

I think even when we talk about Ukrainian culture or about Ukrainian
culture in Canada, it’s very important to realize that most of the people who
had a chance to immigrate to Canada were from western Ukraine, not from
central, southern, or eastern Ukraine. There were great obstacles to
immigrating from eastern Ukraine; sometimes you could die trying.
Canadians of Ukrainian heritage are representative of a small regional
pocket. Not only have the cultures in Canada and Ukraine developed
differently, but they were also different to start with, coming from two
different places in Ukraine.

Somchynsky: Those are really important points that often get overlooked.
We often homogenize and condense Ukraine — its immensity, diversity, and
richness — into this one little thing.

Kravchuk: | found that Ukrainian art would often be reduced to pysanky.
It’s great that people are interested in them; and it blew my mind that
people are making pysanky in schools, and every child here, no matter what
background they come from, knows about them. That’s so cool, but there’s
so much more to Ukrainian culture than that. Not to mention that the
relationship with pysanky in Ukraine is different than it is here.

I've also had some frustrations with seeing what I would call the effect
of intergenerational trauma and maybe even a little bit of lateral violence in
the community. People are trying to hold on to this identity, yet I imagine it
would be hard when you, your parents, and likely your grandparents were
born here. I've overheard and witnessed so many conversations like, “Oh, do
you do Ukrainian dancing? Oh, you don’t. Are you really Ukrainian?” or, “Do
you eat this and that?” [ was like, “Oh my God. That’s not cool.” I found
such scenes frustrating, but I also understand that there is a valid reason
behind that mentality. Of course, that mentality comes from trauma. That
mentality comes from oppression and trying to feel better about yourself
because you’ve been oppressed.

Somchynsky: Thank you very much for thinking about it in that way.

My mom often reminds me that so many people of her generation and
my dad’s generation, whose parents left Ukraine when it was Soviet, were
worried that the Ukrainian culture would be lost, so they had felt this need

261



to hold on. My mom will explain that people are overcompensating on this
need to hold on without acknowledging the fact that Ukrainian culture never
left.

Kravchuk: Yes, exactly. I think it’s very common human nature to try to
find validation in society and prove yourself. Everybody does that. I do it.
But it does become a problem when you start having expectations of other
people based on your own trauma response. You can'’t project that, but even
so it just becomes a social norm.

Somchynsky: Definitely. You mentioned pysanky are created differently in
Ukraine to how you perceive people make pysanky here. Recently, I was
reading more about pysanky because there’s this artist, Maria Kulikovska,
who I interviewed when [ was doing my thesis. She created casts of her
vagina and called them pysanky.

I started researching how only women were supposed to make
pysanky. It could only be certain women in the community, and it was
linked with, I think, the phases of the moon. There was so much ritual
around it. Recently, I saw this music video by Alyona Alyona and Alina Pash
for the song Padlo. In the video there are all these women in a workshop and
they’re making pysanky, and it has this really old pagan vibe.

Kravchuk: | think [ know what you’re talking about. It’s almost like a
dystopian field where women are witches and that kind of thing.

Somchynsky: Yes.

Kravchuk: [ know that video. I don’t come from a family, or a line, who
preserve the teachings and knowledge about pysanky. Back home, it’s not
something that everybody does. Yes, it does have roots in our spirituality
before Christianization. Of course, everything in Ukrainian culture is
doubled with our traditional beliefs. Everything has a specific symbolism,
and those very sacred teachings don’t belong to every single person, even
though they’re passed down in communities. Having traditional knowledge
of pysanky is very special; it is considered to be sacred knowledge. It is
knowledge and a skill that is passed down directly, and people who make
pysanky hold a venerable place in the community. It is something that
needs to be taken seriously.

The way pysanky are done in Ukraine is different from how they are
done here. I don’t want to say it’s a bad thing that they’re done here, it’s
great, but I think it’s important to realize that when you say, “Oh, I'm
making Ukrainian Easter eggs,” it’s more like, “I'm making Canadian
Ukrainian Easter eggs.” It’s different because it’s a different culture with its
own tradition.

Somchynsky: [ want to hear you talk about your piece for sichen’, January.
When I first saw it, I interpreted the piece as rebirth and the entry into life. I
saw it as a vulvic sign for the beginning of the year. I was wondering if that
was intentional?

262



Kravchuk: Yes, super intentional. | was pregnant at that time when I was
making the piece. Obviously, everything in my world was around my body,
my child, and carrying a life into this world. When I was working on that
month, I read about how even that early in the winter people start preparing
the earth for harvest, partly through ritual.

There are some lines on the piece that had to do with preparing the
actual soil. The practice is called pidsichno-vohneve zemlerobstvo — a form
of controlled burn used to promote new growth. [Called slash and burn
agriculture in English. — Ed.] The name sichen’is based on a word meaning
to cut and it also has to do with the wind, because the wind is so cold that it
cuts you. It’s totally like vulva, the beginning of new life, and new water —
it’s a relationship to earth and soil that give you life.

07: Svitlana Kravchuk, CiueHs (Seechen’) - January, Woodburning, 2020.
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Somchynsky: The geometric designs that are on either side of, I'm going to
call it “the womb of the earth” for the sake of our discussion, they remind
me of hrabli, rakes.

Kravchuk: Oh, yes. [ was looking into tools that were used to prepare the
earth.

That specific symbol on the image’s left side is a plant. It’s a burdock
plant -- budiak. It’s something that is important in Ukrainian traditional
spirituality. It’s linked to female power and to life-giving. It’s also one of the
most common symbols in Ukrainian embroidery, but it’s just a super
simplified, geometric shape. Some people wear it as a necklace and use it as
a talisman. The symbol of burdock is quite cross-cultural and worn as
protection.

In the lines on the very bottom, I was following the grain. I was
thinking about the earth because even that early in the middle of winter, the
earth was being prepared through rituals for harvest and breaking of the
ground. I see it like water flowing and ice breaking, even though it’s winter. I
don’t see the year as winter when everything is dead and spring when things
are becoming alive. I see the seasons as all connected, a process. Nothing is
really dead or stagnant in winter; things are still working together for a
greater reason, breathing, thinking, and digesting — to make sure that
nature regenerates.

Somchynsky: I like that. Your series make us cognizant of the underlying
mechanics of our natural world and ourselves. At all times, there’s
something in motion preparing itself for the next step.

Kravchuk: I don’t think my intention is to include this specific idea in every
piece, but rather to follow what the Ukrainian name suggests. Like bereza,
at the root of berezen’, the Ukrainian word for March, means birch tree, and
birch trees are one of the first trees to wake up. Birches are the first ones to
take up water.

Somchynsky: Like the first ones to bloom.

Kravchuk: Yes. The birches wake up in March, which is right now. This is
when you can actually tap the birches. Birches are the very first trees to
start pulling water from the earth. It’s spring, vernal water, and they fill
themselves up with it, carrying it to the branches and leaves. There’s a very
small window when you can collect birch juice. We drink that in Ukraine.
People do that here, mostly Indigenous people.

On that birch piece there is also a woman, as well as birches. I'm
following the grain of the wood for that one quite a bit. It’s inevitable, I
think, for some of the pieces to relate to what’s happening in the world,
nature.

Somchynsky: You capture it so well in that connection between the tree,

the tree trunk, and the water by following the grain of the wood. The grain
has that fluidity of water where it can signify both images simultaneously.
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Kravchuk: Yes. Thank you.

08: Svitlana Kravchuk, BepeseHo (Berezen') - March, Woodburning and
Acrylics, 2020.

Somchynsky: You mentioned in our correspondence that this was one of
the hardest pieces for you to finish. In what way?

Kravchuk: I think it’s always an artist’s dilemma — the piece is either not
finished or it’s overworked. It’s hard for every piece. With that one
specifically, it was just taking me a long time because woodburning is a new
technique for me. It’s so different from painting; as a painter I am very fast.
I'm used to having that explosion of energy and getting it all out. Sometimes

265



I would not do anything until I’d finish a piece. I wouldn’t sleep, I wouldn’t
eat. It’s almost like when you’re having an argument, you want to get
through it and have a resolution, so it is done and you’re not carrying it over
for another day.

When I start a piece, I want to finish it as soon as possible. I'll be
obsessing about it until I'm done. Woodburning is different because it is so
time-consuming and labor-intensive. You have to go over the lines many
times until they’re deep enough and dark enough. It’s also very different
because I'm not using color and shading. I'm literally just using heat to burn
a piece of wood.

Usually when I’'m working on a piece, I put it somewhere visible so
when I’'m not physically working on it, I'm still working on it. I'm watching,
let’s say, TV with one eye and then with the other, I am looking at the piece
and thinking about what I want to do to it.

I was lost on what to do, and then finally I just came to this idea that,
“Okay, 'm going to use paint,“ which I originally did not want to do because
it was a different, new medium. But I did use paint to level and balance out
some of the composition and the tones. I'm really happy that I made that
decision. I opened something new for myself, combining different mediums,
even though I'm still primarily concentrated on woodburning.

For that one, I followed the grain of the wood for where the woman is
and her hair. All of it entirely is the wood grain, none of those lines are
mine. Then in the background where you have birch trees and the white,
that’s where I used the paints.

Somchynsky: That’s neat how you built your piece around the wood grain.
Do you do that with every piece?

Kravchuk: Not in every piece, but I do really like the wood grain. Whenever I
see a part that I really like, I still try to incorporate it, but that one in
particular, I wanted to have focused on the wood grain and the fluidity of all
the lines. It comes out supernatural. This is a tree, but it looks like water.
The water in the actual birch trees — that’s what the month is for me.

Somchynsky: Do you have any plans for kviten’ (April)?

Kravchuk: Yes, I've started the piece. A lot of times the challenges that I
face are technical. I'm not concerned about figures being realistic, but they
do need to convey what I want them to convey. For this piece I'm just using
a board I found in the garage. A lot of the wood that I'm using is reclaimed.
I've started sketching it out but not burning it yet.

That’s why it’s taking me a while. It’s been two years. And it’s also
because I was pregnant and then had a baby. I find it stressful that it’s
taking me much longer to finish work than I'm used to.

Somchynsky: Have you found that there are particular challenges to being
a woman artist in our society?
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Kravchuk: | think being a female in society, no matter where, is a challenge.
We like to talk about how far society has come. It hasn’t really. The world we
live in is in horrible shape, and being a female, in general, is a challenge.
Maybe I can rephrase it. I guess being a female challenges the rest of the
world.

Specifically, as an artist, that’s a whole other layer, because there was
a time when women were not allowed to be artists, when women were not
allowed to use oil paints or show in galleries. Even though, of course, this
has changed, the challenges remain.

If you go to art school and take art history, which I did not do
thankfully, most of your semesters you’re going to be learning about old
white men painting naked females. I think there is definitely that challenge
as well. Whenever any women artists talk about the struggles they face
because of who they are, I think it’s very important to understand that it’s
also intersectional. What I face is very different from somebody who has less
privilege than I do. It’s important to remember that.

Becoming a mom, I had a crisis as an artist. I had this idea that while
I was going to be pregnant and when I had a baby, I'd have all this time to
do art, I'd just focus on my projects, and it would be so lovely. Of course, I
had no clue that life is totally different when you have a human depending
on you. I knew this, but it’s different when you actually experience it
yourself. I had this crisis because | hadn’t produced as much as I had
wanted to for a year and a half. I thought every artist questions whether
they are really an artist if they haven’t been doing their artistic work. I had
taken what I consider to be too long a break. And this is especially true for
the female mentality because throughout history, we’re built to be as
productive as possible, and when we’re not, we have this internal guilt,
which is an outcome of trauma and depression.

[ had a couple of really good conversations with other female artists
and other women. I realized that when male artists take breaks, it’s because
they’re taking a break. It’s so normalized. For females, it’s just so different.
Then a friend told me, “Okay, the world can wait for a couple of months or a
year while you breastfeed and nurture your baby.” I thought, “Yes, I don’t
owe anything to anyone. I can produce things at my own pace.” We have this
pressure that, as women, we have to prove ourselves in male-dominated
circles, in male-dominated industries like art.

As a female artist, you have to be worried about constantly proving
yourself. Taking a break because I was doing something that was important
to me and to my family and to my life, this was something I should be
defending. I shouldn’t need to defend having time for myself. It was a really
big shift in my thinking that I'm working at my own pace. This is how it
should be.

Somchynsky: | think those are really important things to think about. I
often think about labor in terms of art, not necessarily equating labor with
just what we get paid to do or something that’s professional, but the labor
that we do throughout our lives in various capacities and how as women we
do so many different kinds of labor. Starting a family is a whole other form
of labor!
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Outside of the home, there’s still this expectation that if you want to
be successful in your career, you have to do both with equal vigor. You have
to be a mother with the same vigor that you put into your job, and it’s not
sustainable. Most people can’t do that.

Kravchuk: Oh, yes, absolutely. The benchmarks are different for male and
female artists and academics. I was talking to a friend who was working on
her PhD in Toronto, and she was saying how she was finding challenges in
getting opportunities in the academic field because she was starting a
family. A male colleague starting a family was seen as like, “Oh, we need to
make sure we give him opportunities because he has a family to take care of
as a breadwinner of the family,” but for a female it’s like, “Oh, we shouldn’t
give her opportunities, because she’s going to have a baby so she should be
at home.” Right?

Somchynsky: Yes.

Kravchuk: The inequality is always there and thriving. As [ mentioned
before too, when I'm talking about my experiences, I think it’s very
important to be cognizant that my experience does not reflect the reality of

other people’s experiences. A lot of these other experiences are even worse.

Somchynsky: Yes. When we talk about women’s labor, there’s so often the
risk of homogenizing the experience.

Kravchuk: Oh, yes. Totally.

Somchynsky: We’ve had a really lovely conversation.
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On Memory and Belonging:
A Conversation with Alina
Senchenko

Vita Yakovlyeva

What follows is a redacted and edited version of a conversation with the prolific
emerging artist Alina Senchenko. Senchenko is originally from Ukraine and
currently resides in Western Canada. Her works are framed by ongoing
reflection on subjects and expressions of belonging that manifest in public
memories, habits, myths, topographies, media, and elsewhere. Belonging
herself to a generation born and raised in independent Ukraine, Alina explores
the past as an outsider — an inquisitive receiver of social memory and history.
She was trained as an artist at Emily Carr University of Art and Design in
Vancouver, and her work is influenced by the revival of Ukrainian literature,
art, and culture that followed the collapse of the Soviet Union and solidified
throughout the 2000s. She positions this in contrast to the public memory of
Ukraine’s Soviet past, combined with effects of globalization and colonization
worldwide. While thematically complex, Alina’s work is hopeful and encourages
viewers to personally explore the subjects considered in her artistic practice.

Yakovlyeva: Please, introduce yourself in any way you want to be described to
the audience.

Senchenko: [ am a Ukrainian artist working and living in Vancouver on the
unceded land of Musqueam, Tsleil-Waututh, and the Squamish peoples. My
work deals with diaspora, immigration, memories, belonging, globalization, and
displacement, in the Ukrainian and global context. My medium is usually lens
based, but I also work with text archives, media footage, and video.

Yakovlyeva: What are your influences? What has been especially inspirational
for your work, here, in Western Canada, in Ukraine, and elsewhere?

Senchenko: As an artist, I am inspired by books more than images, by artists’
stories, and by people. I would not pinpoint just one place. My influences are
the experiences that I have accumulated that grew on me in some ways. But in
my early age, books were an important part of my life, forming my imagination.
I was reading a lot of classical Ukrainian and contemporary Ukrainian writers.
I think in the 1990s literature was a little bit different. Even in movies,

you can see there is a period of rebellion from Soviet traditions. Then in the
2000s, there is almost a different discourse, where we are talking about our
experiences living in contemporary Ukraine, which I find very interesting. The
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2000s were a particular moment in the history of contemporary Ukrainian
literature. It was in some ways a rebellion. Women writers were writing more,
and writing more poetic things, which I really enjoy. I am still curious about
what is going on in terms of contemporary literature and it is really interesting
to see the progression of it. Later, I moved to Cherkasy, and we have quite a
good theater there. It was cool to go to the theater with my friends. It was an
exposure for me, and I really appreciated it. Something that stuck for me for a
long time was Lenin Love. Stalin Love — Andriy Zholdak’s adaptation of Vasyl
Barka’s novel The Yellow Prince [portraying a peasant family’s devastation and
survival during the Holodomor famine — VY]. It was very powerful.

[ was born in 1991 when Ukraine became independent, but [ was still
living in the discourse of the post-Soviet and the slowly forming independent
Ukraine. It is very interesting to me, especially as a member of the younger
generation, to observe that evolution in literature, it is almost a generational
thing to see what people were interested in. I find it quite amazing.

Then I moved to Canada to study at Emily Carr University. I was exposed
more to visual artists and to filmmakers. People like Chantal Akerman, Kira
Muratova, Andrei Tarkovsky, in terms of moving images, were also a great
visual influence for me.

Yakovlyeva: The subject matter of your artwork as represented on your
website (Figure 1), weaves together an interesting narrative: Dislocation;
Everything Moves, Everything Turning, and There Is No End; Turning and
Turning; Out of Order; Home Is Elsewhere; Traces/In Between. Together, these
works create a mood of wandering, seeking, of migration, and problematize the
notion of belonging. For example, your installation Home is Elsewhere explores
loss and connection to the space that people occupy. I find it particularly
interesting because the “sense of home” that you explore seems to involve an
action of making a home. Once a person is removed from their actual home, a
physical place of permanent belonging, as a migrant or an immigrant would,
developing a sense of home elsewhere anew requires an active position. At the
same time, the search for home seems ongoing, never-ending.

As you have been creatively exploring these subjects in your art for
years, [ would like to ask you if you found any answers, any bits of wisdom or
reflections on your experience and understanding of searching for home?
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Figure 1

Senchenko: Home Elsewhere was inspired by Gaston Bachelard’s book The
Poetics of Space. It was my early work and it is about the duality of being an
immigrant. Growing up in Ukraine and having all the influences there, and
then coming to Canada when I was already an adult and beginning my
education — I have led almost two separate lives. It was an attempt to
understand what home means for me. The house that I grew up in, in a village
in the Poltava region, was sold when I was in Canada so my parents could help
me with my education here. It is a longing for that house, and not having the
opportunity to reconcile and say goodbye to those memories and that period.
That project was definitely a way to deal with separation.

Yakovlyeva: Memories. Home remains in memories somehow, especially
childhood memories. Your project Distant Places (Figure 2) explores
attachments in the world somewhat outside of home. Can you tell me more
about this project?
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when i was sad after my piano lessons
me and my grandpa would go to the park
I would swing on the swing
that was made out of old tires

Figure 2
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Senchenko: A lot of immigrants are situated in an in-between space. I ask
myself: Where do I find home and how do I create it now? Being here, you are
changed and influenced by this culture. And when I come back to Ukraine, I
feel as if I am a tourist in my own country. So, there is also that: it is like a
space in between. With this work, I was interested in this feeling of fleeting
memories and the ability to reach them. Some places exist only in your
imagination or memories. For me, childhood memories are very strong. It really
influenced my artistic practice.

Yakovlyeva: | am interested to hear your perspective on the concept of
emptiness, absence, and vacant space, based on how it is created and
experienced in your work Home is Elsewhere (Figure 3).

Figure 3
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Senchenko: Creating emptiness [in artistic practice] was about negative space.
I try to leave it to the viewer to decide what it is and what they can project onto
it. And as you said, Ukraine has a very traumatic history. And even today we
continue living a traumatic history. The idea of borders, Ukraine, and the
Ukrainians is very limited and unfortunately usually very stereotyped and
rather dark. There are a lot of interesting things, interesting people around my
childhood. I would never exchange it for anything else. [ am thankful for having
one. If I could have anything else — no — I would still choose my childhood. And
I feel like we do need hope. We do need something else. We do need people that
we can look up to, I mean successful stories of Ukrainians. I am trying to
encourage the viewer to open up their views about this experience of
displacement — Ukrainian or immigrant.

Yakovlyeva: | am interested in your work within the genre of photography and
how you explore the limits of its representation, specifically in your project
Everything Moves, Everything Turning, and There Is No End. The subject matter
is a collective action of protest, a revolution. Can you talk more about this
work? (Figure 4).

< -

Figure 4
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Senchenko: Yes. When the revolution started in Ukraine in 2014, at first, [ was
trying to explore this position of a witness — as a Ukrainian witnessing a
second revolution abroad. Witnessing it from overseas was very, very hard - the
inability to be there, and help, and know what was going on. But this also gave
me some distance to look at it from a different perspective. Being here, I
observed how Western media presented it. It was usually just crowds. And I
was very curious to break it down to individuals; to why those people came
there. My parents were there, and all those people came with their stories, and
all came with reasons why they wanted to be there.

I also was curious about the effectiveness of revolutions in the twenty-
first century. I started looking at the color revolutions in the post-Soviet
countries and trying to learn from their experience and see what revolutions
really do. It is almost a search for hope, for Ukraine. Again, what is it that a
revolution does, what is that revolution really? So, I created banners with
different colors representing different revolutions, but in the same way, it
functioned as an anti-banner because their message does not tell you to just
go. They portray people in very different states: wandering or looking, looking
away, and almost looking inside. The slogans were about the aftermath of the
events.

Then, the project expanded in looking at how the media presented it, and
photography and its limitations. How can photography be used in a way that is
deceiving? I started layering many images, and the action itself became very
important because of the inability to be there, but also because photography
can not truly represent the revolution. It is a very layered and complex work of
me trying to understand what the revolution is and whether it is working, a
way of processing what it means for Ukraine or for any other revolution. What
steps should we take in order to get to a better place? For example, when the
2004 revolution happened, we saw that not much happened afterwards. So, it's
very interesting—the whole concept of revolution itself in the contemporary
world.

Having lived in post-Soviet contemporary Ukraine, and having [seen]
different generations feel differently about the past, I ask “What was Soviet
ideology? It is still expressed in almost a contradiction of “old and new,” but
there is also a repetition of history. In 1991, we already saw the fall of Lenin
statues, but decades later they were still there, in hundreds. I was curious and
confused. Why do we still have these statues, these monuments? What is
happening? I think the action of tearing them down and looking at them lying
there was visually very interesting. I find it almost uncanny, an eerie feeling—
empty monuments. Maybe we should think about what we are really putting on
pedestals? What do we really need?

Yakovlyeva: Turning and Turning resonates with specific coordinates in
history, namely Ukraine after the Euromaidan, during decommunization
(Figure 5). It also stands out in its medium — the use of cyanotype (a
photographic printing process that produces a cyan-blue print) for portrayal of
historic-looking photographs. Can you please talk more about this work,
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especially in relation to Ukraine and your point of view on it from where you
are in space and time?

Figure 5

Senchenko: | think I chose cyanotype in contrast to red.

It was very interesting to see different generations in my city react to the
unfolding of decommunization. Once, I saw when the statue had fallen down,
an older gentleman kneeled down and was crying. For the people of the older
generation that was their history. Maybe they had a different relationship with
the past, and in some sense, they maybe were happy there, and they are
nostalgic for that time. The blue, the color of cyanotype, is a way to question
why we should be nostalgic for this? Not making it monochrome to look more
historical but — contemporary. I was just trying to understand the tension. I
was also influenced by reading the book by Svetlana Alexievich, Secondhand
Time. It was very beautiful and eye-opening to understand the history and what
it meant for people after the fall of the Soviet Union. For the younger
generation, it's different. For me, I only saw it as an instant. But for the older
generation, it was very interesting to consider what it meant for them and why.
For me, it was a question of why do we still have statues of Lenin? I do not
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know; I cannot relate to them at all. And they also represent such a painful
history for Ukrainians, yet there is still another part where for some people it
represents something different. So, | was interested in the underlying tension
of almost different histories for different people in different generations. I feel it
was also a very layered work because I do not want to tell anyone what to
think. That is what it is, that is history, but it is you who can open it up and
think about it.

Figure 6

Yakovlyeva: Roots, your most recent work (Figure 6, a screen shot from a
three-channel video installation /o 3emni [To the Ground)), takes an interesting
look at our relationship with the land, and how it translates into human
interpersonal relations. Tell me about this project, what inspired it, and what it
represents.

Senchenko: It was a year-long mentorship with Sandra Semchuk that started
my interest in the relationship between Ukrainians and Ukrainian Canadians
with the land, plants, and memories. [ was drawing this inspiration from my
grandmother, who taught me a lot about plants and gardening. In Ukraine,
growing up, there was a very tender relationship with plants and I was very
aware of my surroundings. In a city, people usually do not really know much
about plants. So, it was a tipping point for me to explore that, especially in a
time when ecosystems are disappearing due to climate change. I find it very
important for us to look at what it is that we might lose very, very soon. For
this work, I went to Saskatchewan, and I was documenting different plants and
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familiarizing myself with what was native to the land. I was interested in
Ukrainian traditional medicine practices and how they still translate in
Canada. What was used in Canada? Did they find the same plants? Did they
use different plants that they found here? Was there a change for
communities? I decided to pair visuals of the plants and interviews with people
to make it more abstract. Again, it is still very personal work because I really
love plants, and [ am always curious about plants. Ukrainian folklore and
literature are so saturated with plants and symbolism. In some ways, this
connection was always there. In this work, I was curious to explore where it
came from. I interviewed Ukrainian Canadians and Ukrainians, trying to bridge
the gap between generations and bring the two continents together. I was also
looking at Canada and engaging with the Ukrainian Canadian community here.
This work became a bigger project — weaving relationships between memory
and family.

Video is very new to me. This work was a learning experience and it still
has not been shown. It is very new and fresh, and I am hoping that I can show
each of the triptych images/videos in quite a large scale. Usually, we do not
pay attention to plants and consider many of them as weeds. But actually, they
have very powerful medicinal properties or other properties — something that
we usually overlook in our everyday life. In my family, if there are little signs of
illness, you will first turn to plant-based medicine, and then you would go to
the doctor and use actual medicine. It is an interesting relationship. And where
does the medicine actually come from? It opened up different dialogues within,
such as global issues of environment and our relationship to it as well as the
power of plants and their healing properties not only in Ukrainian Canadian
communities but so many other communities locally and internationally.

Yakovlyeva: This question is about the ethnographic value of artistic work.
How do you see yourself and your work in the process of documenting life (and
history)?

Senchenko: | received my knowledge about plants from my grandmother. I find
that lately there has not been much of this transfer of knowledge from older
generations to younger generations. I was honored to receive this knowledge.
Knowledge is also about that specific person that shared the knowledge. How
do we preserve this knowledge and keep passing it on? How can I pass this
knowledge to my kids? There is the lived experience of older generations; they
have already lived through some experiences that we might be living through
right now. I find it important to be able to connect to the Ukrainian Canadian
community, just being an observer and a listener. I think my work is recreating
the experience of an exchange of knowledge, which nowadays we see less and
less frequently. I would really like to have more of it because that knowledge is
already disappearing. The knowledge about plants, medicinal plants, and how
to use them in traditional medicine is fleeting. How can we still relate to it? And
in twenty years will it be important? All of those questions are interesting to
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me, and, in some sense, | am afraid to think — will we be interested in plants in
twenty years? Will we be interested in this knowledge?

The relationship to the land is something that we should pay attention to
and be aware of. Do you know the old saying: when you go abroad, take a little
pinch of soil with you from your land? It is an idea of not forgetting where you
come from. I want to tell the stories, my stories, but also stories of my people. It
is interesting how many times those stories were told by other people and
usually by Western people looking at us, investigating us. I feel like for me it is
important actually to tell our stories, and to have a voice because for years we
did not have a voice. Now, it is a good time to actually talk to each other
through an exchange of knowledge and have our voice tell our stories.
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The Ukrainian Press Mosaic
Project: Remediation as an
Approach to Preservation

Larisa Sembaliuk Cheladyn

“Art is a message that we can send forward to a future we cannot see,
yet we can inspire it...” Anonymous

Figure 1 — Collage of printing blocks salvaged from Trident Press, August 2018.
Note: Text and images on printing blocks appear in reverse as mirror image.

Artists, archivists, museum and gallery curators all have their own goals and
mandates. Although they focus on different aspects of preservation, in many
respects they share a common vision — to document, store, and share
information with a future audience. They are safeguards of cultural memories.
Museum and gallery curators tend to focus on artifacts; items that are tangible,
physical objects produced for the viewer with an implied purpose that could be
functional, expressive, critical, or didactic. Inadvertently, these institutions also
preserve the intangible, such as historic processes or techniques associated
with the production of an item. Archivists are somewhat similar in that they
too gather and catalogue. Their collections are primarily documents and
records — items with less bulky physical attributes such as photographs,
manuscripts, diaries, and letters. They also collect and store audio, video, and
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digital files that exist in a more nebulous realm. Curators and archivists
typically interact with their collected items long after they were created and
complete their tasks within specific physical spaces — architectural structures
that are assigned the task of storage. The major focus is to preserve in a way
that captures original, unmodified attributes.

The artist, on the other hand, tends to document and preserve in the
moment, with a different emphasis, and on a unique scale. Whether it is a
realistic or abstract interpretation, the artwork (written, sung, painted, staged)
embodies information on multiple levels. Generally, artworks document and
preserve the less tangible, such as feelings, to invoke memories, stir emotions,
or capture a specific moment. The artist’s creation is in itself the storage vessel,
the metadata attached to it is most often symbolic. Attributes such as texture,
color, patterns, sounds, and movement become the language that explains the
narrative. From this perspective, artists can be grouped with curators and
archivists to form a cohort — each complementing the other in the task of
preserving tangible and intangible knowledge of the past and present, to be
used for future reference.

As the Ukrainian Canadian community has grown and evolved, it has
produced a wealth of information and artifacts created by individuals and
organizations; so much so that our archives, museums, and galleries are
overwhelmed with material culture from the past. As a result, “gatekeeping”!
has become a process justified by sustainability as each institution deals with
financial and physical constraints. Whether conscious or unconscious, the
acquisition process involves sorting and prioritizing items to be saved and
preserved. Collectors become “god” — they determine what will become the most
memorable stories from the past to share with future generations. Difficult
questions to consider include: Is there enough storage space? Are atmospheric
conditions suitable for preservation? Are there funds to hire staff to process
each donation? How well does the item represent the era of creation? Not all
pieces get the green light. Materials that fall outside designated parameters are
typically ignored or discarded, hence devalued, and in many cases erased from
memory.

Artists experience similar dilemmas when expressing a historic moment
or exploring a technique. Common thoughts include: Which moment in time
should be recorded on the canvas? How much visual detail should be
included? Is the writer duty-bound to quote word for word — can they abridge
or translate? Is the choreographer obligated to mimic movement exactly? Is
“mixed-media” an abomination of the traditional process? In this light, we can
see how recording, preserving, and sharing knowledge are difficult tasks. Be it

1 The earliest “gatekeeping” model was introduced by Kurt Lewin in 1947, when
studying the manipulation of media messages to entice consumer spending
during World War II. Gatekeeping theory has since become more sophisticated
as researchers consider wider ranges of external pressures on communication
and cultural institutions (Shoemaker and Vos).
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an artist, archivist, or curator, each is often faced with the desire to “save it
all,” “tell it all,” and include all metadata related to each piece that is created,
documented, and/or exhibited. As a result, deciding what the future needs to
know is a reality that often produces stress, friction, and debate among
individuals and the community. This type of tension became very evident
during the summer of 2018, when the decision was made to permanently close
Trident Press in Winnipeg.

Originally established in 1910 as Ukrainian National Publishers, the
printer/publisher was later renamed Trident Press, and took on the
responsibility of capturing and sharing moments in time within the Ukrainian
Canadian community (Danyliuk, 21). Although affiliated at arms length with
the Ukrainian Orthodox Church of Canada and the Ukrainian Self-Reliance
League, the publisher and printing house prided itself on producing material
that had broad appeal and was read by a huge portion of the Ukrainian
diaspora in North America and beyond (25-27). Its leading publication,
Ukrainian Voice, covered the events and lives of people and institutions, and
shared the opinions of learned scholars and journalists. Other publications
printed under the Trident Press name documented the thoughts, folklore, and
history of Ukrainians in Canada and abroad (30-31).

Like most publishers, Trident Press faced many challenges. Financial
growing pains, censorship during the internment, the Depression, two world
wars, as well as religious and secular divisions in the community were just
some of the hurdles they managed to overcome. And yet, its circulation grew to
over twenty thousand national subscribers in the 1960s (Winnipeg Free Press).
However, by the mid-1970s, subscriptions sharply declined. As noted by the
twelfth and last editor, Bill Strus, “...slow erosion of the language, along with
the evolution of Ukrainian-Canadian identity in third-generation Canadians
and beyond, began to chip at The Ukrainian Voice’s reach. Slowly but surely,
the paper ebbed away” (Winnipeg Free Press). Equally dramatic, and in
retrospect the most damaging, was the change in print technology. Expenses
related to moving the printing process into digital format also contributed to
the company’s demise.

In the last few months before the doors closed, there entered a parade of
people who represented various institutions; each took an interest in salvaging
some of the Trident Press artifacts for posterity. Orest Martynovych (Oseredok),
James Kominowski (University of Manitoba Dafoe Special Collections), Roman
Yereniuk (St. Andrew’s College), and Leonard Krawchuk (Ukrainian Museum of
Canada - Winnipeg) were key figures. Other interested individuals, including
myself, all volunteered to sort through what remained. Historically valuable
items included: the equipment (lead type and printing press), thousands of
work dockets (which itemized each job ever printed), hundreds and hundreds
of copies of every publication that had ever passed through those doors, as well
as the majority of the old printing blocks that were used to print the images in
all publications between the mid 1920s and 1980s. Ideally we would have liked
to hermetically seal the building, thus storing all of its components, all of the
artifacts, archives, and embodied memories. But it was not physically possible.
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Thankfully, copies of each book and periodical were saved for future
digitization by Oseredok and the University of Manitoba. Much of the
equipment and all the lead type was sold. However, not one institution could
financially or physically accommodate the remaining items (predominantly
dockets and printing blocks) and a dumpster bin was brought on site to
dispose of what was left.

Figure 2 — (L-R) The basement of Trident Press; Boxes of image blocks from
Traditional Ukrainian Cookery (Stechishin 1957) and Ukrainian Embroidery
Designs and Stitches (Ruryk); Sorting the printing blocks for storage and
shipment to Edmonton, AB.

As an artist, [ shuddered. As much as I appreciated the printed texts,
and the dockets that listed the artists, photographers, and authors of each
publication, what was most valuable to me, a printmaking graduate, were the
thousands of printing blocks that lined the south wall in the basement (Figure
2). They represented the images of the past — handmade, created by artisans
whose skill and expertise had vanished with the analog era. Eminent cultural
theorist Stuart Hall noted, “the production and exchange of meaning between
members of a society or group is the very essence of culture.” These printing
blocks were invaluable in that they represented how Ukrainian Canadians
disseminated their views as immigrants and contributors to life in Canada. You
could say that the books and periodicals, produced within the walls of Trident
Press, journaled the visual and physical history of the Ukrainian Press in North
America. I contend that the images serve as windows to the past and “must be
considered living things” (Mitchell). To dispose of the blocks would be
equivalent to muting our ancestors, masking not so much what they said but
how they went about sharing and facilitating an open community dialogue that
stretched from the past into the future. Whereas the bards of the past had
banduras, twentieth-century newsmakers had printing blocks to illuminate
their stories.

Arguably, to research the past you could choose to read old publications
and look at the printed photos. However, the blocks have deeper significance.
Not only visual relics of the Ukrainian language press, these printing blocks
also represent the biggest and possibly the best-preserved examples of the
advancement of print technology in any print language in Canada. When
reviewed by faculty members of the University of Alberta Printmaking
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Program,? comments dwelled on how well the collection represents each step in
the evolution of the commercial printing process in North America and how the
associated knowledge is disappearing. Each block was born from an industry
standard 7/8-inch-thick wooden base, originally cut from oak, fir, or walnut,
and later less expensive spruce wood. An image was then mounted onto the top
surface. The oldest images would have been hand carved into the wood.
Unfortunately, none were found in this collection and it is assumed that they
were destroyed or repurposed. However, a handful of small blocks remain that
represent the next era of block production which involved hand carved linocuts
(Figure 3).
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Figure 3 — Linocut printing blocks used to print page 44 in Mystets’ki skarby
ukrains’kyh vyshyvok (Stechishin 1950).

Each era of twentieth-century printing block production is represented in
this collection. Throughout the initial cataloguing process, we found linocuts,
etched copper and zinc plates (nailed to the base), etched plastic plates (nailed
or glued to the base), and photo-etched zinc plates (glued to the base). There
are also examples of a variety of photo emulsions — each color defines a specific
manufacturer and era. Clear, gold, black, and royal blue emulsions are the
most prevalent. No other existing collection is known to span that century of
time. Aside from the physical attributes, the blocks also document the
craftmanship related to the process of block creation.

A notable characteristic of this collection is photojournalism. Most
articles were accompanied by images submitted by contributing
authors/photographers from across Canada. Group photos dominate the
collection, including pioneer congregations, community organizations, concerts,
festivals, church services, banquets, and family photos. There are also many
photos that capture the lives of individuals, as well as artifacts and

2 An initial consult re: the collection of printing blocks acquired from Trident
Press took place on 28 May 2021 with Dr. Sean Caulfield, Centennial
Professor, Department of Art and Design, University of Alberta, and later
viewed in person on 16 June 2021 by Luke Johnson, Printmaking Instructor,
and Steven Dixon, Senior Letterpress Technician, University of Alberta
Printmaking Program.
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architecture unique to Ukrainian Canadian culture. Images captured by
independent photographers are rarely credited; however, photos by Walter
Bartko and Nick Ochotta in Edmonton and by Dubchak’s Studio in Winnipeg
are identifiable (Figure 4).

Figure 4 — Photographs from across Canada (L-R) Pianist Luba Sluzar, Toronto
(Promin’ cover, June 1966); contemporary dancer, Nadia Pavlychenko Buchan,
Saskatoon/Toronto (Woycenko, 8); Lesia Ewasiuk modeling Lesia Ukrainka’s
traditional clothing, Edmonton (Promin’, December 1953, 12); Bukovinian
Embroidery Pattern submitted to Promin’ from Manitoba (Promin’, October
1969, 31); St. Mary's Ukrainian Orthodox Church in Walley-Surrey, BC.

Almost every publication printed by Trident Press also involved input
from a graphic artist. Examples of layout and cover design, original font
creation, and hand drawn illustrations can be found in popular Trident Press
titles such as Traditional Ukrainian Cookery (Stechishin 1957) and Ukrainian
Embroidery Designs and Stitches (Ruryk), both illustrated by Wadym Dobrolige;
Ukrains’ka zhinka v khoreohrafii (Ukrainian Women in Choreography)
(Pasternakova) cover design by Myron Levytsky; and reprints of children’s
books illustrated by Mykhailo Fartukh in Lviv, Ukraine (Figure 5).
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Figure 5 — (L-R) Knahynia Olha illustrated by Mykhailo Fartukh (Istoriia
Ukrainy dlia ditei, Hoverlia, 1962, 19); Illustration by Wadym Dobrolige
(Stechishin 1957); lllustration by Wadym Dobrolige (Stechishin, 1950); cover
design by Myron Levytsky (Pasternakova); Holodomor commemorative image by
Myron Levytsky.
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Publications from Trident Press also reflect the importance of fine art in
Ukrainian culture. Of significance is the periodical Promin’. A piece of art was
featured on the cover of more than four hundred of the over five hundred
issues that were printed by Trident Press between 1960 and 1996; and many
Ukrainian Women’s Association of Canada (UWAC) publications were also
graced with artwork commissioned for each specific project. For example,
works by Sophia Korbut, Heorhiii Yakutovych, Olena Kulchytska, Jacques
Hnizdowsky, Edward (Ted) Drahanchuk, and Maria Styranka, to name just a
few, are all found in this collection. Unfortunately, although most of the blocks
were numbered and catalogued by Trident Press prior to printing, the
ledger/catalogue was misplaced. At the time this article was published,
research to identify and recatalogue the source of each image is still ongoing;
therefore the source of all blocks has not yet been determined.

Figure 6 — Fine art images. (L-R) Wood block print Zhinka z snopom (Woman
with a Sheaf of Wheat) by Olena Kulchytska (Promin’ cover, October 1975); icon
(print source yet to be determined), oil painting of flowers in a vase by Maria
Styranka (Promin’ cover, May 1979); fashion design by Lubov Panchenko
(Promin’ cover, October 1973); block print of Hutsul woodcutters by Sophia
Karaffa-Corbut (print source yet to be determined).

But if so significant, why were the printing blocks slated for disposal?
The collection consists of approximately 6200 printing blocks, weighing over
3100 lbs. When packed, they are stored in 92 banker’s boxes that occupy over
1100 linear feet of storage space. Knowing these details, the three main
reasons that impeded the decision to archive the artifacts become obvious: the
size of the collection, the financial cost to process (catalogue) each piece, and
the ongoing expense to store and conserve the collection are all overwhelming.
In 2018, not one institution that was approached was willing to commit to such
an undertaking. Several years previously, a similar fate befell the printing
blocks from Novyi Shliakh (New Pathway). Unfortunately, they were all
discarded. By throwing the blocks out, access to stories that were originally
meant for public circulation become restricted to browsing the old publications
stored in archives with limited exposure and accessibility. It became obvious to
both Dr. Yereniuk and me that disposing of the blocks would destroy the
artifacts and effectively mute the stories that went with them. The solution to
this gatekeeping would have to be a creative adaptation of traditional
conservation protocols. Hence, we salvaged the blocks and, together with
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mosaic artist Theodora Harasymiw, archivist Eric Fincham, volunteers from the
community, and support from the Shevchenko Foundation, Kule Folklore
Centre, and SUS Foundation, the project turned to research-creation and
remediation to create a legacy mosaic as a way to preserve the stories and
images from the past and connect them with a contemporary audience.

Research-creation is a process whereby theoretical, technical, and
creative aspects of research are practiced in tandem to engage critical thought
and inspire innovative problem solving.3 Whereas visual and auditory sources
can equally stimulate curiosity, evoke emotions, validate information, and
facilitate knowledge retention, through research-creation the sharing of
knowledge can be extended beyond written text. Within academic circles,
research-creation is an emergent methodology that “speaks to contemporary
media experiences and modes of knowing” (Chapman and Sawchuk 2012, 5). It
is a research method that embraces a multidisciplinary perspective and
acknowledges that different methodological literacies create different “species of
output”; and because different forms can tell a story in different ways they may
need to be shared in a variety of formats (Loveless 2019, 30). The “making” is
also a form of research practice that can become a collaborative process
whereby researchers and participants learn through interaction and can
ultimately become co-producers of knowledge (Chapman and Sawchuk 2015,
50).

Remediation is the process whereby a new medium refashions a prior
medium form (Bolter and Grusin). For example, the contemporary Canadian
story of Scott Pilgrim* was first a graphic novel, and later released as a movie,
and remediated as an online computer game; and the popular Ukrainian opera
Natalka Poltavka was created for the stage and later remediated by Vasyl
Avramenko into a Hollywood feature-length movie (Martynovych, 80-96). In the
case of the printing blocks, we intend to remediate blocks that were originally
used to create images in printed publication, and turn them into tesserae in a
mosaic. Whereas remediation has a range of narrative applications such as the
addition of hypertext to a story to facilitate interactivity (Ryan 2004, 31-33), we
intend to take advantage of digital applications and further extend the process
of remediation to transform each block into a scannable hyperlink within an
online, digitally interactive image of the final mosaic. The link would trigger a
pop-up window with information specific to the block including original source,
date of publication, and photographer.

3 https:/ /www.sshrc-crsh.gc.ca/funding-financement /programs-

programmes /definitions-eng.aspx (accessed 21 December 2021).

4 Scott Pilgrim is a series of graphic novels by Canadian author and comic book
artist Bryan Lee O'Malley. The series consists of six digest-size black-and-
white volumes released between August 2004 and July 2010 by Portland-based
independent comic book publisher Oni Press. The author/illustrator later
chose to widen his audience by creating a movie and video game.
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As established artists, Theo Harasymiw® and I have embraced creative
imagery to archive memories and connect the past with current and future
generations (Figures 7 and 8). By applying research-creation as our
methodology, via remediation we intend to explore the adaptation and
narrativization of the memories embodied in each printing block found at
Trident Press. There are several reasons why a mosaic is the medium of choice
for our project. First, by definition, in the world of art, a mosaic is a pattern of
pieces. It is typically a picture produced by arranging small colored pieces of
hard material, such as stone, tile, or glass. These tesserae are primarily chosen
for their physicality (color, texture, luminescence). In some cases, the
individual pieces also carry deeper, symbolic meanings which could be related
to the source of the materials or the artisan responsible for the work.
Historically, mosaics often form a narrative that captures the folklore of a time
and a place. Stories that represent the past, present, and future can be found
on the walls, floors, and ceilings of architectural spaces around the world.
Famous examples are: a) the Alexander Mosaic, a Roman floor mosaic
originally from the House of the Faun in Pompeii, and b) the story of Noah’s ark
from the fifth-century synagogue at Huqoq, in northern Israel. Within the
Ukrainian artistic context, mosaic imagery has been prevalent for centuries,
with examples dating back to Byzantine mosaics that grace the walls and
ceiling of St. Sophia Cathedral in Kyiv, the bus stop shelters that lined the
roads in Soviet-era Ukraine, and more recently, smaller works by artist David
Wasylyshen® found in many Ukrainian Canadian homes.

In the case of the Trident Press printing blocks, they will become tesserae
within a greater visual narrative. The role of each piece will be multipurpose. It
will a) represent an isolated story that took place somewhere within the
Canadian and broader Ukrainian community; b) expose the craftsmanship of
early pressmen; and c) ultimately contribute to a stunning, prominently
displayed, visual composition that connects a contemporary audience with the
past. To date, working together with archivist Eric Fincham and volunteers in
the community, each block has been numbered and catalogued. Captured
metadata include: notation of the size, materials, and description of the image.
When possible, we have also determined the date(s) of publication and printed
source with page number, as well as associated author, artist, and
photographer (Figure 9).

5> Theo Harasymiw is an Edmonton-based Ukrainian Canadian mosaic artist
whose work is community inspired. Working together with the members of the
congregation, her largest piece to date is a mosaic installation that
commemorates the hundredth anniversary of St. John the Baptist Ukrainian
Orthodox Church in Edmonton, AB (2021).

6 David Wasylyshen is a Winnipeg-based artist of Ukrainian descent who has
honed the art of creating pysanka mosaics from pieces of Ukrainian Easter
eggs, stained glass, and polymers.
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Figure 7 — Project in Progress (6’h x 24’w). The first eight of twelve panels for
the mosaic created by Theodora Harasymiw commemorating the hundredth
anniversary of St. John the Baptist Ukrainian Orthodox Cathedral in
Edmonton, AB (2021). Photograph courtesy of Tatiana Martchenko.

Figure 8 — “An Ensemble of Colour” (4’h x 16’'w) Watercolor by Larisa
Sembaliuk Cheladyn representing forty years of wardrobe and repertoire.
Commissioned by Cheremosh Ukrainian Dance Ensemble for their fortieth
anniversary in 2010.

Figure 9 - Cataloguing and cross referencing each image. (L-R) Archivist Eric
Fincham and volunteers: Elena Sharabun, Stefka Lytwyn, Olena Hartsula.

From the artists’ perspective, when composing the final image, the creative
options available are infinite. Considerations include, but are not limited to:
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. How to physically treat each block to expose the image and preserve it?

. Is inking the blocks a possible way to introduce color?

. Should the mosaic entertain a geographic composition, i.e. east to west
across Canada?

4. Alternately, could the mosaic be arranged as a timeline?

5. Are there related graphic motifs, imagery, or materials that could be

incorporated?
6. Should some of the pieces be reserved for a print run?

WN -

In preparation for the mosaic, the blocks will be cleaned of excess old ink
and paper backing. In several cases, the image on the block has become so
badly oxidized it has become unrecognizable. Rather than cull it from the
collection, a viable option could be to flip it over and expose the beauty of the
wood that made the technology possible (Figure 10). It is important to keep in
mind that, ultimately, the project’s goal is to save the stories and connect them
with a contemporary audience. Therefore, a digital interface with the mosaic
will be introduced allowing an in-person connection with a cellphone or a
remote link with a computer, whereby viewers will be able to scan each block to
an online link featuring the related publication and story.

Figure 10 — (L-R) Experimental mosaic sketch using the uncleaned printing
blocks combined with wooden backs to create a contrast between images;
Larisa Sembaliuk Cheladyn with Luke Johnson at University of Alberta
graduate print studio; Experimental mosaic - -alternate arrangement; Theodora
Harasymiw exploring various compositions with the blocks, November 2021.

As a whole, the mosaic will become a unique narrative of photo
journalism and visual art that reflects the cultural, political, and social
activities of Ukrainian Canadiana; essentially capturing contemporary
Ukrainian folklore associated with Ukrainian immigration, integration, and
assimilation throughout the twentieth century. The end product, a “Ukrainian
Press Legacy Mosaic” will become an aesthetically pleasing piece that not only
acknowledges the achievements of Trident Press, but will also serve as an
accessible, educational installation that archives many of the stories,
memories, and tangible attributes of Ukrainian life in Canada.
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Afterword

Myrna Kostash

In their Introduction, the editors invite us to ask, “What can be discerned,
revealed, or come into focus about Ukrainian Canadian art when examined as
part of the history of Ukrainians in Canada and their relationship with
Ukraine?” The question arises for us in 2022 in the immediate context of the
invasion of Ukraine by Russian military forces (at this writing, the war has
entered its seventh month). The context also includes the 131st anniversary of
the settlement of Ukrainians (Galicians and Bukovynians) in (Western) Canada,
a history that includes several other anniversaries — of churches and labor
organizations, of newspapers and publishers, of academic programs and
cultural associations, and so on.

And, to be personal and memoiristic, I ask the question forty-five years
after the publication in 1977 of All of Baba’s Children. In 1977, firmly replanted
in Edmonton (from Toronto) and having joined up with cultural activists of my
generation, I would have enumerated a short inventory of creative figures
familiar across Canada, some of whom are recalled in this volume. Our
demographic as Ukrainian Canadians only eighty-six years after settlement
was still relatively small so that we all knew each other or at least had heard of
each other. And so we/I knew of William Kurelek, George Ryga, and Vera
Lysenko, say, already established in their respective genres who were also
figures on the Canadian scene. But there were many others, especially
emerging within my generation (grandchildren of the first settlers) who were
becoming known and celebrated on another kind of national stage, that of
multiculturalism.

LG raia o
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Kiss me I’'m Ukrainian.
https:// www.amazon.com/ Designs-Unisex-Ukrainian-Pinback-
Button/dp/ BOOMQS5ZEXO0

I want to make a bold claim about the third generation — and it is
provoked by reading the essays in Ukrainian Canadian Visual Art. that we were
ethnics before we were Ukrainian Canadians. In our view, our grandparents
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were uncomplicated homesteaders, our parents were equivocal hybrids —
Canadians in public, Ukrainian in private — while we, (mostly) confident
psychologically and socially, and poster children of official multiculturalism in
the 1970s and 1980s loudly proclaimed our “otherness” in a Canada
dominated across sectors by an Anglo-Celtic mainstream.

It is important that I claim this solely for those of us who grew up in the
three provinces where the homesteaders had settled: Manitoba, Saskatchewan,
and Alberta. Our ethnicity was powerfully bonded with these territories. And I
recognize this in those essays in which artists’ “epiphanies” are expressed as
“prairie,” where our “roots” were planted two generations earlier in a
“settlement,” where we have formed a “tender relationship” with plants (viz.
gardens) not to say with the soil itself, a kind of rhapsody in the furrows left by
the blades of our machines.

This was nostalgia: our artists were already educated, mobile, urban,
anglophone, several rungs up the Vertical Ladder, a much more dynamic
configuration of communities than the glued-in-place tesserae of the
multicultural Mosaic.

As I read along through these marvelous essays and referred to the
illustrations, and as I made notes that were roughly thematic in organization, a
second theme emerged after “ethnicity”: “Ukrainian Canadian.” A striking
number of Ukrainian-born artists had joined our community after the Second
World War, the Displaced Persons (colloquially, Delayed Pioneers), refugees
from the battle zones of Eastern Europe. Suddenly, sketchbooks and canvasses
filled with references to Ukrainian history, literature, and folklore that had been
lived and not just performed in Heritage festivals. Tellingly, these new arrivals
were welcomed by those Canadian-born men and women who were patriots
embedded in Canada’s anti-communist and anti-Soviet milieu and were
themselves as evasive about darker events of the war fought on Ukrainian
territory as were the Ukrainian Canadian apologists for the Soviet Union.

But as artists the new arrivals made an emphatic impression, as European
modernists and surrealists, on the Canadian scene: not as ethnics within a
minority enclave but as transplanted, sometimes traumatized, Ukrainians. And
this is how my generation learned the meaning of diaspora — dispersed,
scattered — as compared to us rooted-ones, with our homeland right under our
feet. “We happen to be Ukrainian,” we declared, acknowledging our genealogy;
while the children of the DPs, even as artists, inherited the ancestral memory
of that other motherland, “martyred Ukraine.”

Independent and sovereign, post-Soviet Ukraine becomes a project of
reclamation for Ukrainian Canadian artists who are free to travel “back” to
meet Ukraine as though for the first time — and sift through the dregs of
“socrealism” in memoriam. And to reflect on our “ethnicity” as historically a
regional identity inherited from forebears who called themselves Ruthenians
and were Austrians on their passports.

And here the essays bring this reader to a new place: of the “startling
relationship” between two kinds of youthful postmoderns (as I use the word),
the globalized photographer from Toronto, say, and the emerging postcolonial
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performative artist, say, in Lviv, sometimes literally in the same exhibition
space. As the invigorated reader, I am open to yet another meaning of
Ukrainian Canadian identity, as contingent, fortuitous, uncertain, conditional —
an artist is born here but works there, or vice versa; is educated there, works
here; goes back there to join a new artists’ collective: the “freedom” of
instability. The Ukrainian/Canadian artist is: one who makes a Land
Acknowledgement as a new kind of settler, who “witnesses” the cataclysms of
the birth country from abroad, who voluntarily places herself inside, or
displaces herself outside, an increasingly inclusive community, who, coming
from mixed heritage or adopted into it lays claim to Ukrainian/Canadian
identity as an act of volition, not through a certificate of blood quantum.

So, how can Ukrainian/Canadian art as a production of such twenty-
first century contingency be community? When community may now be
“transnational” - framing something larger, imaginatively more capacious than
the unitary national homeland — and “transcultural” — incorporating or
confronting more than one cultural or ethnic reference or practice — there is no
particular “privilege” that attaches to Ukrainian Canadian experience. We recall
that that experience is now understood to be only a local expression within the
totality of twenty-first century Ukrainianisms.

The artist’s expressed “sense of place” is put into question. When she
leaves such a material and physical place, does she leave Ukrainian Canadian
identity behind as an anachronism or does she take it with her as a state of
mind, a kind of postcolonial repurposing where she stands outside the
mainstream, any mainstream? What might be emerging from the fading
adherence to a geopolitical and historic site is the ideology of such a place: it
has become a lieu de mémoire, that symbolically signifies the heritage of
collective, communal memory, saturated with significance, tangible and
intangible, and reproduced not only in easel painting but in photography,
textiles, multimedia, comics, screen-prints, and performance: there is more
than one way to skin this cat.

My notes also point to certain themes largely absent, those of gender and
class, or to the potentially fruitful overlap of current Ukrainian Canadian
practices with Queer Studies or with Métis Studies. Lightly touched upon is the
rising consciousness of settler generations (not just Ukrainian Canadians), that
they are embedded in land (literally, earth) that was bequeathed them by the
terms of the colonial instrument, a treaty, negotiated between the Crown and
Indigenous Peoples. In the case of Ukrainian Canadians, settlement is
mythologized as foundational to the communal narrative. Treaty 6 is not
mentioned.

But a list of what’s-not-there really serves to call upon the esteemed
editors and writers of this volume to produce volume two, a continuation of
what has begun here, a bravura performance of a community’s self-re-
examination in terms of its expressive imagery.
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