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Juris Silinieks
LATVIAN LITERATURE IN EXILE: THE RECYCLING OF SIGNS

Cmambs Opuca CunuHuekca ernepebie bbinia onybriukosaHa 6 1972 200y e
XypHarne «Lituanus». Ha momeHm u3daHusi cmambu FO. CunuHuekc 6bii
npogheccopom KapHezau-MannoHckozo YHueepcumema. Silinieks J. Latvian
Literature in Exile: the Recycling of Signs // Lituanus. Lithuanian Quarterly
Journal of Arts and Sciences. — 1972. — Vol. 18. — No 1. [lybnukyemcs ¢
nobesHo20 paspeleHuUs1 pedakUyuoHHOU Komneauu XypHana «Lituanus».

Cmamms Hpica Cuniviekca enepwe 6yna onybnikogeaHa 6 1972 poui 8
yaconuci «Lituanus». Ha momeHm eudaHHsi cmammi FO. Cuniniekc 6ys
npogecopom e YHieepcumemi KapHezai-MennoH. Silinieks J. Latvian
Literature in Exile: the Recycling of Signs // Lituanus. Lithuanian Quarterly
Journal of Arts and Sciences. — 1972. — Vol. 18. — No 1. [lybnikyembcs 3
J1106'513H020 0038011y pedaKyiliHOI Kosieaii yaconucy «Lituanus».

Latvian bibliophily, or perhaps bibliomania, evidenced by the fact
that we have the highest per capita rate of books published, must
have some relation to our cyclopean literary productivity. In 1965 a
survey of the Latvian literary harvest estimated that about 100
collections of poems and 350 volumes of novels, short stories, essays,
and plays had been published in exile since 1945. If we add five more
years of undoubtedly equal literary activity, the task of surveying
faithfully and justly Latvian literature in exile would require a
Gargantuan appetite for letters and a Sisyphean patience for
winnowing out what sometimes defies one's capacity for critical
forbearance.

As expected, exile occasioned prodigious amounts of ink spillage
by those who felt it their duty to commit themselves through their
lucubrations to the redress of our national wrongs, but it has also
inspired some of the best writing in Latvian literature. Of unequalled
beauty and intensity of feeling are the prophetic pre-exile lines by
Andréjs Eglitis, the dean of our national bards: "God, Thy earth is
aflame — in fires of hatred and sin!" Much of the poetry of the first
decade of exile is infused with pathetic lament about the loss of our
land and with hope and determination to reach "the shores of
Courland, burning in blood, agony, and flames," — to quote Veronika
Strélerte whose polished prewar verse had leaned toward refined
insular intellectualism. Our most prominent playwright, Martin§ Ziverts,
turned out some of his best plays, experimental yet classically taut in
form, drawing for plots on the tragedies and tragicomic coincidences
of war and exile. In prose fiction, next to war novels and patriotic
memoirs, the first decade spawned a series of works devoted to the
spectacle of Tatters in the Wind, to borrow the title of a popular novel
by Girts Salnajs about refugee life.

With the dissipation of hope for an early return to Latvia and with
further emigration to more distant lands, new thematic shifts take hold,
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indicating awareness of the new environment. Our poets like Zinaida
Lazda, Karlis Abele, Andrejs Eglitis, Dzintars Freimanis contemplate
with a feeling of unreality, as if before stage sets, the strange
paysages of foreign lands whose natural beauty has only the catalitic
function of summoning memories of the homeland. In potboiler prose,
pseudo-sociological observations are popular as the customs and the
people of the host country are viewed with incomprehension,
indignation, or ridicule, from the biased vantage point of self-
congratulating cultural superiority. At the end of the first decade, our
critic Janis Bicolis [1] contentedly concludes that, apart from tentative
stylistic, and hopefully inconsequential, innovations by poets like Velta
Snikere, Dzintars Sodums, Andréjs Pablo Mierkalns, most of our
writers have recognized our literary heritage, which is rich enough to
accommodate all artistic temperaments and would render any
experimentation with new forms gratuitous. The old tree of Latvian
literary traditions, as he put it, although mutilated by war and exile, will
produce new vigorous shoots. He judges existentialism and surrealism
wrecked ships, of little interest to a serious writer who needs a more
solid boat — to continue his metaphore — to regain the shores of the
abandoned land. And that was the truth — unfortunately.

If the political dimension of exile first enlarged the committed
writer's vision, later it acted as a stranglehold. As an emotional state,
exile cannot become endemic. Because of its initial intensity, it is likely
to deteriorate fast. And only a lucid recognition of the fact that what is
left of the incipient poignancy of shock and outrage is only perhaps a
dull ache can rescue the committed writer from being trapped in the
fixation of ideological orthodoxy and values that may turn out to be
less than infallible and incorruptible.

The thematic and ideological evolutions of Martins Ziverts may
offer a case in point. One of Ziverts's masterpieces dating from the
early years of exile is Kads Kura Nav (Somebody who is not). The
action is set in desolate DP barracks. Two exiles, an engineer who
hopes to break out of the refugee's imprisonment in hopelessness and
misery with his invention, and a young widow whose husband has
apparently disappeared during the war, are ready to celebrate the
arrival of good news, when an invalid, assigned to the same room,
joins their company. The invalid is the epitome of dispossession and
disenfranchisement. Ever since a shrapnel obliterated his facial
features and wiped out his memory, the amnesiac returnee, without a
country or family, in his frantic search of himself, finds only the blank
walls of his anonymous personality. Through coincidences, the young
widow discovers that the invalid is her husband. Although it would not
be difficult for her to flee with the man she loves now, she sacrifices
the prospects of a happier future and accepts her fate as the invalid's
wife in order to rescue him from the utter loneliness of a man who has
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no past. The play is a moving drama of sacrifice and duty, fraught with
emotional intensity and authenticity.

Some ten years later, Ziverts is seemingly' still obsessed with
plots that involve lost spouses, love affairs struck up through
circumstance and convenience and providential encounters that
disrupt the symbiosis. The new play, Meli, Meklé Meli (Lies Lay for
Liars) is based on a similar dramatic situation, but while ‘Somebody
who is not' is a tragedy, 'Lies Lay for Liars' is its parody. The love
triangle is grotesquely misshaped: the paramour is a ridiculous
immigrant parvenu, the wife a frivolous scatterbrain, and the returning
husband an alcoholic who, for a while, would be quite willing to
exchange his claims on his wife for 400 bottles of gin. At the end,
though, magnanimity and hope prevail, as the husband breaks his
addiction to lead a life of creativity as a painter. Ziverts considers this
his best play, and perhaps it would be no critical crime to concur, for
the play is delightful because of its lighthearted laughter and levity
mixed with a good dose of sobering irony. The gloomy tragedy of exile
on various levels in the first play is transformed into a farce of
ludicrous legal, moot and confused identities in the second play.

If Ziverts's work evinces sometimes viable reorientations, Latvian
drama in general is steadily declining in quality and productivity. More
than fifteen years ago, MartinS Ziverts declared that the Latvian
theater is practically dead, partly because the playwright in exile is
jobless. The dearth of professionally trained actors, financial
restrictions, lack of facilities, and countless other incommodities can
amply suggest reasons for the scarcity of dramatic works. Bourgeois
realism, in some form or other, which presupposes a philosophical
and aesthetic outlook hardly tenable in our days, still holds sway over
most of our authors. The ponderous tragedies, moralizing dramas,
vacuous comedies manufactured by our professional playwrights and
self-inflated promoters of Latvian culture are sadly lacking in originality
and contemporary relevance. Of mentionable merit, however, are two
plays by Anslavs Eglttis.

Ferdinands un Sibila (Ferdinand and Sibyl) is a fantasy play
without a real plot. The action consists of a quarrel between two
teenagers in front of a shop window. Ferdinand has become
disenchanted with his girl friend Sibyl and has seemingly fallen in love
with the shop window's mannequin, Julia, with whom he can converse
when nobody sees them. The play flouts every rule of logic and stage
realism. The dialog is jerky, nervous, sometimes primitive and quite
frequently contradicts the action on stage or pokes fun at itself through
puns, word games, funny Americanisms that have crept into Latvian,
and blatant illogic. Fantasy, a bit wild and sometimes strained,
intermingles with stark realism, maintaining a certain ambiguity of
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meaning, oscillating from the grotesque to the pathetic, sad and
sarcastic, pleasant and abrasive.

In a way, a sequel to "Ferdinand and Sibyl" is Eglitis's Cilveks
Grib Sélet (Man Wants to Play), the title being a take-off on one of
Ziverts's plays, "Man Wants to Live." It is a play of the self-conscious
stage, reflecting upon itself, upon playwriting, staging, acting, in
addition to emitting comments of considerable causticity on the
Latvian American. Rolands Mdrs, a theater man of the old guard, is in
the process of preparing a production of "Ferdinand and Sibyl,"
painting stage sets, recruiting actors, readying everything with feverish
exaltation for the most significant event in the history of Latvian
theater. In the final scene, deserted by his actors who cannot share
his enthusiasm and devotion, he grabs a sword and in a gesture of
defiance and anger, stabs in his imagination the traitors. Vowing to
persevere in his efforts to give the most magnificent production, be it a
one-man show, Rolands Mdars proclaims the final victory, but his
shouts echo madness and grotesqueness, mixing pity and ridicule. In
a way, the play may be prophetic concerning the prospects of the
Latvian theater in exile.

What has perhaps rendered the works of most of our writers
susceptible of nonconfidence is their blind trust in a preordained
meaning or words. The notion that the name is inextricably bound to
its object by an immediate and natural relationship is of course
ancient. In this system of logocentric metaphysics, "écrire c'est
dévoiler la syntaxe du monde," as the French critic, Jean Paris [2], put
it, since the world is like a text, like "the infinite book of secrecy" of
which Shakespeare speaks. Words participate in the consecration of a
certain order of things. To quote Jean Paris again, "l'organisation du
langage demeure isomorphe a celle de la société et réciproquement.”
[3] Thus, with the crumbling of the reality of a world that is now
stripped of transcendence and riddled with doubts and suspicions, its
signs can only appear ambiguous and incoherent. Throughout literary
histories, accompanying convulsions of an age, linguistic crises have
been caused by the rupture between the sign and what it denotes.
Rabelais, to coincide with recent critical opinion, led an early assault
on language. Beckett's semantic slaughter, among other linguistic
assassinations, is a more recent example. Corroded by political
slogans, advertising jingles, academic jargon, social prattle, the word
hovers in the twilight zone between bothersome noise and an
assertion of one's existence. The writer who has not fallen prey to
literary psittacism is sailing between the Scylla of uncompromising,
therefore impotent, silence and the Charybdis of accepting to use
tools whose imperfections will inevitably taint the work.

In our prose fiction, the old guard, the urban and the urbane, the
bucolic and the naive, the patriotic and the cosmopolitan, continue to
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keep watch over time-honored literary traditions and attitudes that
derive their essence from a kind of literary Euclidean geometry, from
true-false syllogistic paradigms, from an elevated concept of the
functions of the writer, from the inviolability of language. Their works
are generally well read and appreciated, i. e. condemned to the
success of mediocrity and mediocre success. As entertaining and
engaging as their prose may be for its elegant polish, caustic wit, or
smart-alecky condescension, one cannot escape the impression that a
pall of monotony, of déja vu, of lethal sterility is draped over their
productions. The first signs of a displacement along the fault of literary
generations came in the late 50's with the works of Modris Zeberins,
Dzintars Sodums, and Guntis Zarins.

Talivalds Kikauka first gained acceptance as a sharptongued
satirist. Next, with his absorbing tale, Leonards, he ventured into
fantasy eschewing reality in favor of a richer experience through
imagination and wild adventure. In his latest work, Putni (Birds), he
achieves a most original fusion of the satirist and the fantast, evoking
an eerie feeling of nightmarish drollery and incisive immediacy. His
main characters are members of a family whose name is Bird, and in
a way each member represents a human archetype. The characters
are caught up in an absurdist collage of picaresque events that upon
closer inspection reveals itself as the very image of human existence.
The erotic suggestions, the scatological mischief, the sarcastic digs at
the ossified bourgeois, the obsession with Kafkasque scenes of
drowning, the hallucinogenic description of a universal grinder that can
reduce everything, including punishable and innocent humans, to a
homogeneous mass of primary matter — these are the ingredients of
a kind of underground metaphysics of an iconoclast. Kikauka's style is
disquietingly amorphous. Weird surrealistic juxtapositions of images
that may simultaneously be grotesque and beautiful are interspersed
with platitudes, nonsensical phrases, malapropisms, anachronisms,
inventory-like enumerations. In defiance of standard syntax, with the
excitement of a child flattening his sand castle, Kikauka twists,
truncates, chops up his sentences, naughtily playing with solecisms
and linguistic improprieties. It is not, perhaps, Kikauska's gratuitous
joy to wreak semantic havoc, but rather a deep-seated malaise of
existence that is reflected in the malaise of language. When the
allegedly absolute veracity of slogans, borrowed idées fixes, and
ready-made attitudes loses its hypnotic grip, heresy and sin, linguistic
and ideological, have the charm of freedom and authenticity. If
affinities have any merit, it may be suggested that we are perhaps
witnessing the making of a Latvian lonesco.

Kikauka is not an isolated case. Benita Veisberga has also helped
with her novel, Es, Tavs Maigais Jérs (I, Your Gentle Lamb), explode
some of the sacrosanct myths concerning literary language. Veisberga
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engages the reader's complicity with her disarming candidness that
strips from her viable vernacular all graceful amenities and rhetorical
ornament, all elegant gesture and gallant pose. The language, stark
and simple, arrested by frequent punctuation stops, limited by
syntactical fragmentation, disconnected, without causal conjunctions,
suggests an experience that oscillates between dazed
incomprehension of the world that has no a priori meaning and
inarticulate desire for a life of fulfilment. The writer's perspective
coincides with that of a human being who is in the process of living his
life and faces an undetermined future, not knowing how the episode
will end. It is the individual reader's task to assign value and meaning
to a human experience that the author refuses to interpret for the
reader. The work may suffer from lack of clarity and purposefulness,
but its freedom from traditional literary contrivance can only accrue its
relevance. The work carries no inspirational message to the Latvian
exile, and, apart from some vague intimations about a once
abandoned land, its only ethnical characteristic is the language.

At the forefront or our prose writers, lize Skipsna and Andréjs Irbe
are absorbed in psychological probing into the labile, multifaceted,
mostly "pre-cogito” states of the ego. Though dissimilar in their
idiosyncratic ways of expression, both writers disintegrate human
experience into fragments of perceptions. Disjointed, floating in the
eerie unreality of the outside world around them, these patches of
intense feeling never fit together and always escape value judgment
by the rational mind, the organizing principle. Especially with Skipsna,
reality immaterialized is thus reduced to tropisms, to involuntary
contractions from horror and anguish, to dilations in a sudden rush of
joy and compassion. The protagonist ego seems to overpower other
characters making them appear as mere extensions or echoes of the
central consciousness. Needless to say, in these novels of subtle
psychological symbolisms it would be futile and inappropriate to
search for a well-delineated plot. At best, if the plot is not obscured in
the torrent of words, as if to drown out the anguish of being, the reader
is asked to work out his own version with optional episodes of multiple
exposure. No specifically ethnic peculiarities, save, of course, the
language which both writers use with exceptional mastery, identify
these novels, since their scope transcends national dimensions to
reach out to man, the modern man in exile everywhere.

As another facet of literary transformations, one must mention
Kéves Dels Kurbads, punningly translated as 'The Mayor's (not
Maire's) Son Kurbads.' The author, Janis Turbads, again a punning
pseudonym, designates his work as a fairy tale, which of course it is
not. It is a kind of Latvian version of Simplizissimus, a Bildungsroman,
of Ubu Roi, the indictment of the bourgeois and his culture, and of
Hair, the epitome of modern iconoclasm and irreverence. It is an anti-
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fairy tale, a parody of the making of a mythological figure, a spoof
spewing out light-hearted black humor, affectionate blasphemy on
axiomatic truths, on tenets of humanism, poking fun at venerated
mythological and historical figures, identifiable and thinly disguised
contemporary patriots, soldiers, writers, intellectuals, politicians,
bureaucrats. Puns, deliberate anachronisms and absurd incongruities,
mixing sweet fantasy and nightmare, eschatology and scatology could
consign this piece to the yet unknown regions of authentically Latvian
anti-literature. From the point of view of artistic merit, the work is
perhaps lightweight, but the future historians of Latvian literature may
judge it a milestone along the road of evolution of our national letters.

In poetry, while our national bards continue to trumpet their parts
from the well-known score, a new generation of poets is coming to the
fore, striving for uncompromising sincerity, shunning pose and
gesture, and strangling rhetoric. Divorced from direct political
involvement and overt didacticism, their verse is overwhelming with
rich imagery. The newcomers like Gunars Salins, Baiba Bicole,
Astride Ivaska, Linards Tauns, Rita Gale, Aina Kraujiete, and others,
have no particular reverence for time-honored devices, letting their
poetic substance find its appropriate mold, preferring most frequently
the irregular line, short and concentrated, without rhyme, ‘ce bijou d'un
sou' as Verlaine so contemptuously put it.

Astride lvaska's latest collection of poems, Ziemas Tiesa (Winter's
Share), opens most significantly with a poem, in a captivating
typographical arrangement, about curtains, a forgotten dear memento
from Riga, now hung before the window in a new home. The curtains
from the homeland depict a hunting scene with familiar and exotic
game, and through them the poetess looks out on the world: the
familiar front yard and everyday commonplace objects like flower pots
and the street in a land that she cannot call hers. This poem both sets
the tone of the collection and epitomizes Ivaska's poetic
idiosyncrasies. The impressions from the outer world as they filter
through the dear souvenir from Latvia evoke nostalgic and meditative
moods that are imbued with warmth and intimacy of a very personal
presence which is so closely felt because it is self-effacing, sincere,
and humble.

Gunars Salins is a member of the Latvian cenacle, Hell's Kitchen,
named after a section of Manhattan. His poetry is crisscrossed with
harmonious incongruities and cacophonous harmonies. An urban poet
whose natural habitat is the American megapolis, as if through some
compulsive atavism, Salin$ invests the city scene with bucolic signs of
vernal regeneration and rejoicing. Echoes from Latvian rural sonorities
fuse with New York's din and bustle. Like in a Bartok string quartet,
where typical Hungarian airs appear modified and distorted as vague
reminiscences, Salins's jagged rhythms, ironic refrains are sometimes
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suggestive imitations of folk song patterns. An irreverent,
blasphemous tra-la-la, jingling, hollow-sounding internal rhymes, half-
rhymes, assonances, awkward rhymes, colloquialisms, slang are
facets of Salins's search for authenticity and of his vibrant sensibility
probing the ontological vacuum of modern man.

Baiba Bicole, o poetess of nature with a very personal, original
idiom, tends toward a kind of 'elementalism' that finds expression in an
ecstasy of discovering primeval forces of nature and in a visceral joy
of experiencing oneness with what is not mind. Her exaltation over a
union with the physical world intimates ancient fertility rites. Typical of
Latvian poetry in exile, her lines are short, rhymeless, most frequently
without interrupting divisions into stanzas, since the intensity of
feeling, unwary of syntactical niceties, must gush forth in one breath.
The cascading line arrangements, as if the poem tended to escape
the word, make the eye hurry to the next line. The magic of the word
can only be briefly sustained lest it prolonged diffuse into hollow
oratory.

The three poets, not necessarily the most typical representatives
of the new era, exemplify facets of certain incipient attitudes like the
deflation of poetic arrogance, the existential anguish in a world that
refuses to yield meaning, and the circumspection toward language
and intellectualism.

It would be inaccurate to insist on a very sharp cleavage between
literary generations because every re-orientation willy-nilly takes its
bearings from some reference point in the evanescing literary milieu.
And so it seems permissible to view the present state of Latvian
literature in exile as a transitional period: the exit of the old guard
representing the era of the unresolved national trauma and the
ushering in of harbingers of a looming evolution from adherence to
pre-fabricated values to groping for certainties in a labyrinth of modern
ambiguities. The disengagement from the persistent literary modes
may first appear to come through a destructive and disarticulating
process, especially in the area of language. Yet, perhaps from this
recycling of signs, our language will accede to a new level of
expressiveness and our literature, no longer a typical exile literature,
will preserve viability.

1. LatvieSu Trimdas Literatdras 10 Gadi // LatvieSu Trimdas Desmit Gadi
(Astras Apgads, 1954), p. 144.

2. Rabelais au Futur (Paris: Seuil, 1970), p. 172.

3. lbid., p. 50.
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Lisa Grekul
PhD, Assistant Professor
University of British Columbia
DIASPORIC CARTOGRAPHY:
MAPPING THE UKRAINIAN CANADIAN LITERARY LANDSCAPE

One of the largest ethnic minority groups in Canada, Ukrainian
Canadians have played a significant role in shaping virtually all
aspects of Canadian society—economic, social, political, and cultural:
this, however, is a fact often overlooked in mainstream discourse on
Canadian history. Most non-Ukrainian Canadians see Ukrainian
Canadians as the progeny of stalwart pioneers who cleared vast tracts
of land in the west beginning in the late 19th century, overcoming
tremendous physical hardship to become prosperous “New
Canadians.” But the “story” of Ukrainians in Canada is far more
complex. The contributions that first and subsequent generations of
Ukrainian Canadians have made to the nation are so rich and varied
that the Ukrainian Canadian “experience” in Canada simply cannot be
reduced to a single mythology. Though we (and | say “we” because |
am a fourth-generation Ukrainian Canadian) are united by a common
ancestral homeland, our identities are multiple and heterogeneous.
Looking closely at the literature that has been produced by Ukrainian
Canadian writers over the past century (poems, plays, short fiction,
novels, creative non-fiction) makes this abundantly clear.

To begin, a brief history of Ukrainians in Canada is necessary in
order to “set the stage” for the development of the Ukrainian Canadian
literary tradition. As numerous historians and demographers point out,
Ukrainians immigrated to Canada in three distinct waves: from the
1870s until 1914, approximately 170,000 Ukrainians settled in
Canada; in the late 1920s, some 68,000 Ukrainians immigrated; and,
between 1947 and 1950, a further 32,000 arrived. As a result,
Ukrainians became (and remain) one of the Ilargest ethnic
communities in Canada (in 1941, Ukrainian Canadians were the fourth
largest ethnic group in Canada behind British, French, and German
Canadians; in 1989, Ukrainian Canadians were the fifth in size of all
ethnic groups in Canada). The first wave of immigration (1870s-1914)
comprised largely uneducated, impoverished peasant farmers from
the (then Austro-Hungarian) western provinces of Galicia, Bukovyna,
and Transcarpathia. Having heard stories about cheap, abundant
land in Canada—160 acres for ten dollars—many Ukrainians were
enticed to immigrate and the vast majority formed rural bloc
settlements in Manitoba, Saskatchewan, and Alberta. Unlike
immigrants of the first wave, immigrants of the second wave (1919-
1939) comprised two “categories” of people: peasants who had
suffered hardship during the First World War and members of the
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nationalistic intelligentsia. Most came from eastern Galicia and were
fleeing the economically and politically oppressive Polish state.
Historians suggest that immigrants of the second wave were, on the
whole, more educated and nationally conscious than those of the first
wave, and, while the majority settled in the prairie provinces, a
significant number of “interwar” immigrants remained in southern
Ontario. Immigrants of the third and final wave (1947-1952) were
primarily political dissidents and intellectuals, refugees from all parts of
Ukraine seeking asylum from Stalin’s oppressive communist regime.
These highly educated, politically active immigrants (referred to in
derogatory terms as “DPs” or “Displaced Persons”) settled almost
exclusively in large southern Ontario and Quebec urban centres; since
most of them came from urban backgrounds in Ukraine, they were
drawn to large cities. Although Ukrainians continue to immigrate to
Canada, they do so now in much smaller numbers. The vast majority
of Ukrainian Canadians are, simply put, Canadian-born.

From the outset of immigration, the homogeneity of the Ukrainian
community in Canada has been less real than imagined. Ukrainian
Canadians have long been divided along religious and political lines,
not only between but also within immigrant waves. Immigrants carried
with them existing “Old Country” tensions between members of the
Ukrainian Greek-Catholic Church and the Ukrainian Greek-Orthodox
Church, and between adherents of pro-Soviet and pro-nationalist
ideologies. Descendants of Ukrainian immigrants continue to differ,
moreover, in terms of their ethnic and national allegiances: whereas
some maintain strong ties with their Ukrainian heritage (in some cases
“constructed” ties through the practice of culture, in other cases actual
social, political, and economic ties with Ukraine), others identify
themselves only nominally as “Ukrainian Canadian,” and still others
see themselves as simply “Canadian.”

It bears mentioning, however, that, regardless of their differences,
each immigrant wave developed and nurtured strong traditions of
artistic expression (music, dance, folk and visual arts) and literary arts
have always occupied a central position in Ukrainian Canadian
cultural production. A number of Ukrainian-language newspapers, for
example, were established in Canada by the educated individuals who
immigrated in the first wave. @ Some of the most prominent
newspapers of this period included Kanadiiskyi Farmer/Canadian
Farmer (1903), Robochyi Narod/Working People (1909), Ranok/Dawn
(1905), Ukrainskyi Holos/Ukrainian Voice (1910), and Kanadiiskyi
Rusyn/Canadian Ruthenian (1911). Many of these newspapers
published Ukrainian-language poetry and short fiction by Ukrainian
Canadian writers (including lvan Drohomeretsky, Dmytro Rarahowsky,
Pawlo Krat, Wasyl Holowatsky, Sawa Chernetsky-Chaly, Wasyl
Kudryk, and Semen Kowbel, and lllia Kiriak—note that Kiriak's three-
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volume, epic novel Syny Zemli/Sons of the Soil [1939-45] is widely
recognized as the first Canadian novel written in Ukrainian). Ukrainian
Canadian voices continued to emerge during and after the second-
and third-waves of immigration, with some writers (Volodymyr
Kupchenko, Alexander Lukowy, Hryhory Mazuryk, Mykyta Mandryka)
articulating their aspirations for an independent Ukrainian state and
others (Onufriy lwach, Stephan Doroschuk, John Danylchuk, Joseph
Wizniuk, Hryhoriy Skehar) increasingly identifying themselves as
Ukrainian Canadians.

In the decades following the third wave of immigration, what we
see in Ukrainian Canadian literature—not surprisingly, given the
intense assimilationist pressures that Ukrainian Canadians
experienced—is a dramatic shift from Ukrainian-language writing to
writing in the English language. This is not to say that Ukrainians
abruptly stopped writing in Ukrainian, but the best-known and most
successful writers of the 20th and 21st centuries were, or are, English-
language writers of the second-, third-, or fourth-generation who have
little or no fluency in Ukrainian.

For these writers, importantly, the issue of assimilation becomes a
ubiquitous concern. Vera Lysenko’s Yellow Boots (1954), the first
English-language novel by a Ukrainian Canadian writer, is a prime
example: the coming-of-age story of a young Ukrainian girl who
struggles to find her place in Canadian society, this text promotes the
notion that tensions between ethnicity and nationality are best
resolved by embracing Canadian values while retaining superficial
aspects of ethnic identity (song and dance). Other writers, particularly
those who began publishing in the multicultural milieu of the 1970s
and 1980s, articulate a very different perspective on assimilation. A
number of prose writers, such as Gloria Kupchenko Frolick (The
Green Tomato Years, 1985; The Chicken Man, 1989; Anna Veryna,
1992), Yuri Kupchenko (The Horseman of Shandro Crossing, 1989),
and Larry Warwaruk (The Ukrainian Wedding, 1998) celebrate the
rural pioneer experiences of early Ukrainian settlers in primarily realist
works of fiction. Their texts, which implicitly enact a refusal to “forget”
the way of life of Ukrainian immigrants, resist the notion that
assimilation is a “positive step” for Ukrainian Canadians. Other fiction
writers—Maara Haas (The Street Where | Live, 1976) and Ludmilla
Bereshko (The Parcel From Chicken Street and Other Stories, 1989),
for example—explore, in a similar vein, the experiences of immigrants
in urban settings, again challenging the rhetoric of assimilation.

In many texts published during the 1980s, including Ted Galay’'s
play After Baba’'s Funeral (1981) and George Ryga’s play A Letter to
My Son (1981), conflicts between Ukrainian pioneers and their
“Canadianized” children are thematized. In exploring intergenerational
conflict, these writers draw attention to the devastating effects of
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assimilation on Ukrainian families and communities. For Andrew
Suknaski, one of the most prolific Ukrainian Canadian poets (his
oeuvre includes Circles, 1970; This Shadow of Eden Once, 1970; In
Mind Ov Xrossroads Ov Mythologies, 1971; Leaving, 1974; Leaving
Wood Mountain, 1975; Blind Man’s House, 1975; Octomi, 1976; Wood
Mountain Poems, 1976; Ghost Gun, 1978; the ghosts call you poor,
1978; East of Myloona, 1979; In the Name of Narid, 1981; and The
Land They Gave Away:

New and Selected Poems, 1982), the loss of culture and the pain
of intergenerational conflict again emerge as prominent themes.

Some of the most formally and thematically provocative Ukrainian
Canadian literature has been written by women writers of Ukrainian
descent. In novels, short fiction, and poetry by Helen Potrebenko (No
Streets of Gold: A Social History of Ukrainians in Alberta, 1977; A
Flight of Average Persons: Stories and Other Writings, 1979; Walking
Slow, 1985; Taxi!, 1986; Life, Love and Unions, 1987; Hey Waitress
and Other Stories, 1989; Riding Home, 1995) and Marusya Bociurkiw
(The Woman Who Loved Airports, 1994; Halfway to the East, 1999),
the act of writing becomes an overtly political act as these writers
explicitly criticize patriarchal and heterosexist social structures—within
Ukrainian Canadian communities as well as within Canadian society
more generally—as well as capitalist economic structures. Works of
non-fiction, or creative non-fiction, by such writers as Myrna Kostash
(All of Baba’'s Children, 1977; Bloodlines: A Journey Into Eastern
Europe, 1993; The Doomed Bridegroom: A Memoir, 1998), and
Janice Kulyk Keefer (The Green Library, 1996; Honey and Ashes: A
Story of Family, 1998) challenge traditional literary genres as well as
folkloric expressions of Ukrainian Canadian ethnicity: their accounts
of traveling “back” to Ukraine suggest that Ukrainian Canadian identity
is best nurtured by maintaining strong ties to Ukraine and its people.

Of course, as | have tried to emphasize, it is dangerous to make
sweeping generalizations about Ukrainians in Canada and equally
dangerous to make similar generalizations about Ukrainian Canadian
literature.  Broadly speaking, however, some trends are both
noticeable and noteworthy. In “mapping” the development of the
Ukrainian Canadian literary tradition, we can safely say that writing in
the Ukrainian language has given way to writing in English. We can
also say that Ukrainian Canadian writers have undergone several
significant shifts in their attitudes toward their ethnic heritage: support
for assimilation, followed by a questioning of assimilationist rhetoric,
and now—in the last decade or so—an increasing interest in returning
to Ukraine to reconnect with the ancestral homeland. Perhaps most
importantly, we can say with confidence that Ukrainian Canadians are
more supportive than ever of their writers, that Ukrainian Canadian
literature is burgeoning, and that literary scholars are giving
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unprecedented attention to Ukrainian Canadian literary production, not
only in the context of Ukrainian Canadian studies but also into the
context of Canadian literary studies. The recently-established Kobzar
Literary Award, sponsored by the Ukrainian Canadian Foundation of
Taras Shevchenko, speaks volumes about the value that Ukrainian
Canadians place on literature by and/or about Ukrainian Canadian:
the $25,000 award is among the most substantial of all Canadian
literary prizes.

The publication of three anthologies over the past twenty years—
Yarmarok: Ukrainian Writing in Canada Since the Second World War
(1987); Two Lands, New Visions: Stories from Canada and Ukraine
(1998); and Kobzar’'s Children: A Century of Untold Ukrainian
Stories (2006)—illustrates that the body of Ukrainian Canadian
literature is robust and growing. And such scholars as Sonia Mycak,
Tamara Palmer Seiler, Jars Balan, Carolyn Redl, Janice Kulyk Keefer,
Beverly Rasporich, and Lindy Ledohowski, who approach Ukrainian
Canadian literature from a variety of theoretical perspectives, have
taken important steps toward both acknowledging the merit of the
existing body of Ukrainian Canadian literature and encouraging new
writers to contribute to that body of writing. While we cannot
definitively “map” future directions that Ukrainian Canadian literature
will take, we can certainly look forward to exciting new twists and turns
in the road that lies ahead.
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Maxkcum B. Kupuanis
K.i.H., Boponizvkuil ynueepcumem
JITEPATYPHMI 'EPOM ITYKA€ IJIEHTUYHICTD
(npo 00ony «xopeamcoky» po3noesiob Mapmu Tapuascvkoi)

XopBaTu i yKpalHui — HapoaW, KOHTaKTU MK SSKUMK novanucs B 18
cTopiydi. BoHM cTumynoBanuca MOCTIMHOK eMirpauietd yKpaiHCbKUX
censH Ha TepuTopil, Ae npoxuesanu xopsaTtu. Lli BigHOCUMHM Manu
pi3HMN Xxapaktep — B 20 CTONITTI no4yanucst Cepuo3Hi MOMITUYHI i
KYNbTYPHi  KOHTaKTM  MDK  YKpPalHCbKMMM | XOpBaTCbKUMWU
iHTenekTyanamu. Llbomy cnpusna ictopuyHa, KyrbTypHa i MOBHa
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ONMU3bKICTb ABOX HApoAiB i Ti NOMITUYHI YMOBU, B SIKUX pPO3BMBAnuCS
YKPAIHCbKUW | XOPBaTCbKUA HaLuioOHamnbHI pyxu. Y po3BUTKY BiJHOCUH
Oynu 3auikaBreHi i YKpaiHCbKi i XOpBaTCbKi MOMITUKK, BYEHi, Oiadi
KyneTypn. HoBui eTan B iCTOpii YyKpaiHO-XOPBATCbKMUX BigHOCUH
noyascsa nicna 1945 poky. CrtBopeHHA HKOrocnasii BUMYCUIO i
YKPalHCbKMX | XOPBATCbKUX IHTENeKTyanis XuTu B aBTOPUTAPHIN
Aepxasi i3 3Ha4YHMMKN BenukocepObCcbkMMn TeHaeHuismn. Tomy, 6arato
YKPAIHCbKMX | XOpBaTCbKUX [LiA4iB CTanu xepTBamu MNONITUYHUX
penpecii. 3Ha4dHa YacTuHa xopsaTiB Oyna BuMyLleHa emirpyBatn. Y
emMirpauii  XopBaTCbKi IHTenekTyanu BCTYNWIM B  KOHTaKTM 3
yKpaiHUaAMW. Lli KOHTakTU Cnpusinu po3BUTKY YKpalHO-XOPBATCbKUX
BiAHOCKH. YKpaiHCbKi NMUCbMEHHUKU-eMIrpaHTK TexX bpann yyacTb B
PO3BUTKY LINX KOHTAKTIB.

MapTta TapHaBcbka p[obpe BigjoMa B YKpalHCbKOMY CBITi $K
aMepuKaHCbka YyKpaiHCbKa NUCbMEHHMUA [1]. Y Hawi gHi KHUru
TapHaBcbko noBepHynucs Ao YkpaiHu [2]. Binbwicte ii TBOpIiB
npUcCBSAYEHa yKpalHCbKin TemaTuui. XopBaTCbKa TemMa Ha CTOpiHKax i
TBOpPIiB 3'SABMNSETbLCA HeYyacTo. Y TaKOMYy KOHTEKCTI XOpBaTCbKWUi
AVCKYPC B TBOPYOCTI MUCbMEHHULI BUrMAL4AE He TiNbKU LikaBo, ane i
AEMOHCTPYE  YHIKanbHUW  OO0CBIO —~ YKPAIHCBbKOrO  CNPUUHATTS
aHarnoriYyHoro XopBaTCbKOro [OocCBidy 30epeeHHs HauioHanbHOI
KynbTypy Yy BUrHaHHI. [0noBHUM «xopBatCbku» TBip MapTtu
TapHaBcbKkoi — «CaMOTHE MICTO Mi COHLEM» — HEBenuka po3noBigpb,
HanncaHa B 1972 poui [3]. Y ueHTpi uboro TBOpY — 06pa3 Pagomupa
[paromaHoBu4a, XxopBaTCbKOro emirpaHta B Amepuui. Came Ha
CTOpPiHKax LbOro TBOPY MM 3HAXO0OMMO CBOEpigHE MepenneTeHHS
YKpalHO-XOPBAaTCbKOro eMmirpauinHoro LOCBidy, SIKUWA, Hanexadnm [o
Kona crnabo npoaHanizoBaHux Nnpobnem, NoTpebye BUBYEHHS.

Posnosigb «CaMOTHE MICTO nig cOHuem» [4] pO3BUBAETLCA $K
MOHOJOr repost, 9K Noro aBTopedriekcia Hag HaBKOMULWHIMW NOAbMU |
Hag CcBOIM BnacHuMm gocsigom. [epon posnosigi, Pagomup
[paromaHoBu4Y, XOpBaTCbKUK eMirpaHT, npodecop, OOKTOp npasa
ynTae nekuii B OOHOMY 3 aMepUKaHCbKUX YHIBEpCUTETIB | 4ekae
NPOAOBXEHHSA CBOro KOHTpakTy. Lle 3anexuTb Big YHIBEPCUTETCBKOI
Paan, geski uneHun AKol He pPOo3yMiloTb i HEMONKONAKTL eMirpaHTa.
[paromaHoBUY BXe YysBNAA€ 9K OAWH 3 HUX, ckaxe: «Professor
Dragomanovi¢ He BXWBae COKPaTiBCbKOro meTody. Moro nekuii — ue
Mamke CyuinbHUM moHonor. KpiM Toro, B HbOro AyXe MNOMITHUN
CXIOHOEBPOMENCBKNA aKUEHT — CTEXUTU 3a 3a WOoro nekuyigamm
Henerko». Ane Taka gymka He gyxe noro Typbye — iHwi uneHn Pagn
CXUNATBCA A0 Toro, Wwob 3anuwmntn [iparomaHoBU4Ya B YHIBEPCUTETI:
«Radomir Dragomanovi¢ — rapHa nioguHa, i My xoTinu 6, wob BiH
3anuMBCA MK Hamu». Moro He ayxe LikaBuTb i AyMKa Koner, siki
nNpUNycKatTb, WO BiH 3aMMa€ETbCsA HEe aKTyanbHOK MNpobremMaTuKoto:
«aKbn BiH OyB iHTEepHaUioOHaNMCTOM — cneuianncTtom, CKaximo, Big
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EBponenickoro puHkyadbo O6’egHaHmx Hauim — Ui Kypcu wmarTb
NpakTUYHY BapTICTb i 3auikaBrneHHs cepep CTYAEHTIB BENUKE».

[paromaHOBUY CTUKAETBCA 3 HEPO3YMIHHAM Korier — BY3bKWUX
daxiBuiB, sSki He yneBHeHi B ToMy, «wob 6ytn pobpum
BOOOMNPOBIOAHMKOM, MOTPIGHO 3HATM gK  npauloBanm  PUMCbKI
akBegyKn?». XopBaTCbKOro eMirpaHta binbLue XBumoTb NOro BracHi,
BHYTPILLHI NEepexXmnBaHHS i B Takin cuTyauil ue «CaMOTHE Micue» Ha
yHiBepCcUTETCbKIN Kadoepi NepeTBOPKETLCA Ha Miclue CaMOTHbLOI
NIOAVHN — «CaMOTHE Micue nig coHuem». [lparomaHoBUY — NIOANHA He
TiNbKn ambiTHa, ane i, MMoBipHO, TanaHosuTa. BiH i B emirpauii nparHe
3aiimaTnca Haykow. Moro nskae nepcnekTmBa BUMYLLEHOTO nepeisay
B iHLUEe MICTO, B NPOBiHUit0. BOHa 3g4aeTbcs oMy Mamke BiAMOBO Bif
HayKOBOI aKTMBHOCTI, a UbOro BiH He Xxoue: «[lpautoBaTn gecb Ha
rnyxiv nposiHUii, 6e3 GibnioTekn i He 3a CBOEID cnewianbHICTIO — Lie Te
came, WO i B3arasi NOKMHYTU akageMivyHuUn CBIT». Y Takin cuTyauil BiH
Mamke Bnaga€e Yy Bigyaul: LWaHCIiB noyaTu CBOK BflACHY HOPUANYHY
npakTuKy Hemae, a Ha gepxaBHin cnyx6i B CLUA noro Tex HixTo He
yekae: «aBOKaTCbKOI MPaKTUKN He BIOKPUIO — HE MPUUMYTb LMBInicTa
A0 aMepuKaHCbKOl nanaTtu afBokaTiB, Y Aep)XaBHY agMMHUCTpPaLito
TaKOX He Nigy — 51 X TYT YyXKMHEeLb».

Y Takin cuTyaudii BiH B CBOIX [yMKax MoOBepTaeTbCA Ha
BaTbkiBWMHY, B 3arpe® — Tak BUHMKAE iHWMKA 0Bpa3 «CaMOTHbOrO
MicLUs Nig COHUEM» — NOKUHYTOI, ane He3abyTol baTtbkiBwmHN. 3arped
ana [dpraromaHoBiva — ue i Te, Ae BiH HapoauBCs, i Te, Ae BYMBCA, Ae
poOuMB CBOI NepLUi KPOKM B HayLi: «s1 YaCOM 30BCiM CEPUO3HO gymato
npo 3arpeb. Ak-He-ak most alma mater ... i nepwi mMoi npaui — Big
AOKTOPCBKOI AucepTauii NoYnMHaun — HapogKyBanuch i pocnu, MoB
rpubu, y Tennomy nigcoHHi 3arpebax». Big Takoi nam'aTi Big He Moxe
BiaMOBUTUCA. BiH i He BIAMOBNSAETbCA — CIOMWHK CTalOTb ANl HbOrO
CBOepigHOK aBToncuxotepanieto. Tomy, BiH agymae npo 3arpeb,
«Aaneknun pigHUm CBITUK», 3ragye Ti Yacu, KONU Ha NOro Nekuii, sKi BiH
YnTaB XOPBATCLKOK MOBOM («a fK Byno NPUEMHO BMKNOOATM PigHO
MOBOIO»), XOOUNWN He TifbKW CTYOEHTU-topuUctn, ane i Ti, XxTO0 0OyB
YNeBHEHUN, WO CaMe NpaBO — «KOHTAaKT 3 Aareknum CBIiTOM, MICT A0
3axoay».

3arpeb ctaB ans [paromaHoBM4Ya CBOEPIOHUM «MiCLEM NMaM'sATi».
BiH ysBnsie pigHe micTto, Aymae Npo Hboro. [lymae npo Te, 9K BOHO
3MiHUIOCH, HO >uBe, 3ragye unoro OyamHku | Bynuui. 3arpeb
TpaHCPOPMYETLCA ASI9 HbOro B CMMBON Bciel XopsarTil: «KoxaHun
ctapun 3arpeb, KoxkHa Bynu4yka 3Hanoma Lie 3 ANTUHCTBA, e CTOITb
OyaAnHOK 6inga €3yiTCbKOro KOCTbOSy Ha 3eneHin Bynyui, Kyau mama
noBesia CBOro HaMMeHLOoro 4O HapoaHoI wkonu. [lecb, MabyTb, POKiB
COpoK Tomy». 3arpeb® — ue He TiNbKn MOoro MuHyne, ue 3aranbHun
CUMBOJT A4 BCiX XOpBaTiB-eMIrpaHTiB, Le XMBUN 3B'A30K 3 TUMU, XTO
BBa)XXaB 3a Kpauwle 3anuwuntuca Ha batbkiBwmHi. |Hoaoi Pagomup
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O4EPXye NUCTM Big cBoro 6bpaTta bpaHka, akuin CTaB nikapem: Town
Hanmcas, WO BWixaB i3 3arpeba i Tenep He3anexHum i «xmBe 3
Hapo4OM».

Ane Pagomup nam'atae i npo iHworo ceoro 6paTta. | aKwo cBoro
OpaTta-nikaps BiH We po3yMmie i Big4YyBae 3 HUM CifbHICTb, TO BpaT-
NMUCbMEHHNK 30AETbCA MOMY BXE Malke 4YyXOoH | OyXe [Aanekor
nogvHow: «[ywaH — HeEMOB 30BCIM Yya nioguHa». | MMOBIpHO BIH
srogutbca 3 bpaHkom, akun Hanucas npo [ywaHa, wo Ton nuwe
KHUMM Ha 3aMOBNEHHA, cnpollyroyum ictopito. Ane [ywaH pgocdar i
HanbinNbLWOro BM3HaHHA cepen GpaTiB — NOMYy A03BONUAN | 4OBIpMNK
HanucaTtn Giorpacito TiTO: «Haw NaBpeaT BiAMNOKYTOBYE rpixu 6aTbKa.
Came 3'ABMBCSA MOro HOBMI POMaH i3 YaciB BiriHW. [1pukpo untatu. Bece
YOpHO-BiNni KOHTpacTu. He pomaH, a NnponaraHaMBHUI NamdneT. Ycnix
y npeci mae konocanbHuin. binblmn, sk maplianosa biorpadis». Ane
BiH po3ymie i Te, WO MiXX GpaToM-tOpuUcCToM i BpaTOM-NMCbMEHHMKOM
iCHye ocobnmBa GnM3bKiCTb — BOHUM 3anexarb Big 06CTaBWUH i MMOBIPHO
3MOXYTb AIATN 4O B3AEMHOIO PO3YMIHHS | MPOLLEHHSA: «CTifNTIbKN B HAcC C
[ywaHom cninbHoro». Pagomup 3Hae, WO KHUrM Bpata nepeknageHi i
Ha aHrmincbky MoOBY, NamM'aTae, WO NPO HbOro NUcanu amepuKaHCbKi
raseTun, npurnyckae, Lo NOro TBOPU YuTanu Moro Komneru, Big, pilleHHs
SKUX 3aneXuTb noro gond. Ane i ue ycBigoMIIEHHA nNuLle NigKPEeCoe
YyxicTb BpaTiB i YyxicTb Pagomunpa B Amepuui: «biorpadiss mapluana
Oyna HaBiTb nepeknageHa aHrfincbkol MOBOK, Oynu peueHsil...
MOXe W 3HawTb. [JywaH [paro — 3ipka lorocnabcbKol niTepaTypu.
CoupeanuncTn4HOT IorocnaBCcbKol NiTepaTypu».

| BXXe Pagomup npencrasnse sk uneH Pagu NonbamaH, epyauT i
3HaBeUb niTepaTypu, HaBMUCHO 3anuTtae noro: «Dragomanovic? Lle
npisBuLLEe MeHi 3BigKAUCb 3Hanome... Yekanmte, yekaute... AKMNCb
Dragomanovi¢ 6yB 4rneHOM XOpBaTCbKOro ypsigy, TOro, WO 3a HiMu,iB,
3Haete? Moxe Baw gqakunucb poamyd?». Hy wo x? Pagomup
[paromaHoBMY He npuxoByBaTUMeE, BiH He BIiAMOBNATUMETbLCS Bif
CBOr0 MMHYJSIOro, TOMy WO Le €4uHe, O Y HbOro € i B WO BiH LWe
Bipntb. BIiH BignoBicTb 4ecHo: «Tak, 6aTtbko». [onbamMaH He
3YMUHUTBCA | NPOAOBXUTL: «AX, TO BW, MEBHO, TEX XOpPBaTCbKUM
HauioHanict?». [paromaHoBu4 Oyae BUMYLLEHUM BU3HATU, WO «MOI
NOMITUYHI NOrNsSiAn He TOTOXHI 3 BaTbkoBUMMKY». Ane i B Takin cuTyauii
BiH HE MOXe 3 CBOIMW aMepUKaHCbLKMMUW KOneramu 3HauTu 3arasibHol
OYMKW, BiH He MOrogXyeTbCs 3 TUM, WO «ByTM HauioHanictom —
CNpaBXHi aHaXPOHI3M>.

Ane [paromaHoBud, sikun npuixas B CLUA 3 Xopsarii, B o4ax
aMmepuKkaHUiB — cnpaBXHin HauioHanict. Cepen CBOIX Y HbOrO
abconoTHO iHWa penyTauiga. Came BoHa LWWe pa3 nigkpecnoe Te, Lo
BiH CaMOTHI/ i He MOXe 3HaWTWU CBOro Micus Hi cepel XopBartiB, Hi
cepeq amepukaHuiB. «Mik amepukaHuaMn S Mar  penyTadito
HauioHanucTa, a MiXX CBOIMU» — U gunema — [pKepeno i npuymnHa
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MNOro BHYTPILIHIX MOCTIMHUX MYyK, cimMenHux npobnem. Came uyepes
HbOr0 WOro ApYXuHy-b6anepuHy He 3anpoLyoTb BUCTYNUTUM Ha
XopBaTCbKe HaluioHarbHe CBSATO, AeHb He3arneXxHOCTi. XOopBaTCbKi
HaLioHaNbHO OpPIEHTOBAHI €MirpaHTM He MOXYTb MOMY npodayvnTu
noro denepanictcobki BucTynu («Baw 4oneik — dpegepanict, SK BiH
nocMiB BUCTYyNaTn 3 OOMNOBIAN | 4OBOAUTU HEOOUINbHICTL HEramnHoro
BidokpemMneHHa  Xopeartii  Big HKOrocnasii?»), a XopBaTCbKi
HauioHanictm 6a4aTb B HbOMY Malbke BOpOra, KOnu TOW 3acyoxXye
3axOnfieHHa niTaka XopBaTCbKMMM HauioHanicTamu i HasuBae ix
Tepopuctamm («Abo uLe IHTEPB'IO ... BU YMTanNM 9K BiH Ha3BaB HULLMX
XOpBaTCbKMX repoiB, WO BUKpanu fiTak 3 nacaxupamu i Hakasanm
Be3aTh cebe po LWeeuii? Tepopuctammn! TobTO, po3ymieTe,
3nounHuamMu!»). BiH po3ymie BCHO 3ryBHICTb CUTYyaLii, KONn xopBaTu
nepecranu 3 HAMW BITaTUCH, arne BXe He B cusiax Hivoro 3MiHUTMU.
Tenep BiH TiNbKM BUMYLUEHUA B XOPBATCbKiM Mpeci 4ntatn, §K
NOro KPUTUKYIOTb | YyTW NPO Te, WO HaBiTb CMOPTUBHA OpraHisaudisi, B
OyaiBni skoi BiH BUCTynaB, Tenep Mae npobnemm 3 XxopBaTCbKUMMU
Aigayamun. [IparomMaHOBMY BUMYLLEHUW XUTU B YMOBax, KON WOro
00BUHYBauYylOTb, WO BiH BeAde «WKiANuBY, MIOPUBHY i BOPOXY
po6oTy». WMoro noyanu o6BUHYBaAYyBaTU B PO3MNOBCIODKEHHI i
nonynapusauii  «BOPOXMX nornagis». Ane HaucTpawHiwe ans
Pagomupa [dparomaHoBmya He ue. CTpaluHilie Te, WO NOro ONOHEHTU
B MOSIEMIKM 3 HUM anentoTb A0 iMeHi noro 6aTbka: «MOXINUBO MOMY
NpOMMAM MO30K Micns TOro, sK maptmsaHu BOUAM Koro GaTbka —
HaLWOro crnaBHOI NaM'Ti naHa MiHicTpa». | 60iTbCa BiH TOro, WO NOro
CYNPOTUBHUKM 3 IXHEID MPUHLMMNOBOK MO3ULIEKD MaltTb pauilo: «Mnpo
CBATI cTNpaBu Hawol 60poTbbu He Moxe ByTu xoaHoI anckycii. Mn B
CTaHi nepmMaHeHTHOl BiMHM 3 BoporomMm. Pagomup [paromaHoBuy
3paguB cBATi 6GaTbkoBi igeann. Takux nogen Tpeba BUKIACTH,
BUKMHYTM NO3a paMKW HaLLoro cycninbcrea». BiH ycsBigomnioe, Wo BiH
AINCHO CaMOTHIN — | ceped aMepuKaHUIB i cepen xopsaTiB — cepefn
nepwmnx MOro HiXTO He PO3yMie 3 MOro NMOMIPHMM HaLioHaniamMoMm, a
cepeq OpYrux — HiXTo | He HaMmaraeTbCs 3po3yMiTU NMoro oeaepaniam. |
TYT BXe HapogHa YyTka NepeTBOPIOE MOro Ha KOMYHicTa («A KpiMm TOro,
BiH — komyHicT! Amxe [dywan [paro — noro pigHun 6pat. Yutann?»), a
CMiBBITYM3HMKM  yXBanwwTb  MOMy  oOpasnvBui  BUPOK  —
«[paromaHoBMY 4N HAC He XOpBaT, BiH NPOCTO COBi OroCroB AHUH».
Pagomupy [OparomaHoBu4y 3anuiaeTbCA TiNbKM - 3ragysaTtw,
3ragyBaTu i XUTU Big NucTa o nucrta 3 pigHoi XopearTii. BiH 3ragye, sk
KONMMCb 00 APYXMHMK, nicns 6aneTy, 3a Kynicu NpUALLINM siKicb Monogi
noan, aki BUSBUNMCA XopBatamu, | nonpocunu 1 nignucatn im
nporpamy XopBaTCbKol MOBOW. 3 nNUCTy bpaHka BiH B3Hae, LLO TOW
3MIl «3HaNTU CBOE Micue nig COHUEM, Ha CBOIN 3eMni, cepeq CBOro
Hapogy». PagomMup TiflbkKM BUMMYLIEHO KOHcTaTtye paktn: «bpaHko
3HaMLWOB CBOE MicCLe Mg COHLEM Ha MNPOBIHUiI, cepen XOopBaTCbKUX
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cCensH, Kyau neagse-nease [goxoauTb uueinisauif. Woro e
cepefoBuLLe 3a00BoSbHAE. BiH He TyxuTb 3a 3arpebom — BiH MoOxe
Xutmn 6e3 yHiBepcuteTy, 6e3 6ibniotek, 6e3 6anety, 6e3 Teatpy». Ane
i Le He 3acrokowe Mmoro — ans cebe X BiH Tak i He BiOMoBiB Ha
nMTaHHA: «A 9? [le Moe Micue nig CoHUemM?».

3anuwaeTbca TiNbKM OAHE — XWUTWU cnoragamm — npo 6paris,
MONOAICTb, NPO Te, SK 3YCTPIBCSA B MaSiEHbKOMY pPecTopaH4YnKy
Hefaneko Big HOPUOUYHOIO dakynbTeTy 3 ManbyTHLOK OPYKUHOL,
NpPO CTYOAEHTCbKUM pyX, NPO Te SK i BiH BMMaraB poO3LLUMPUTK nNpasa
XOpBaTCbKOI aBTOHOMIl. Ane MnoCTynoBO Ha 3MiHYy UUM MNPUEMHUM
nam'aTHAM MOMEHTaM MPUNLLINK iHLWI — BiH YCBIAOMIIIOE, WO LS BECHa,
faka 6yna y MUHynomy, Tam i 3anuwutbcs. Ane ripko NoMy He Big
uboro. BiH cymye Big TOro, WO «BeCHY po3rpomunm». BiH nam'sTae,
wo B KomyHictnyHin MapTil XopBaTil 3MiHUNWN KEPIBHULTBO, MPUALLIN
HOBI nNOAW, a HUM, HaUiOHaNIbHO OPIEHTOBAHUM XOpPBaTOM, He
3anuwmnoca micysa. Ocbk BiH i emirpyBaB B CLUA. Bxe sikocb nicns
emirpauii noro yHiBepcuteTCbKun konera onbamaH ckasas MOMY, LLO
XOpBaTU NOBUHHI BYTN 3 CBOEK «KaBIHETHOK PEBOMIOLIEND> LUACUBI,
ToMmy wo 3arpeb He ctaB bypanewTtom abo [Mparot. | ocb diHan:
Pagomup [paromaHOBMY, «YyXXMHEUb, JIlOOMHA 3 IHLWOro CBIiTYy»,
HaoaAuHUi 3 cBOiMM aymkamu. BiH He 3Hae, wo Oyae 3aBTpa, ane
rofioBHe, LU0 3aBTpa HACTynuThb.

PosnoBiab MapTtu TapHaBcbkoi «CaMOTHE MICTO Mig, COHLEM» -
TBip hinocodpcbknit i rMMOOKO cMMBONiIYHMIA. ABTOpPKa CTaBUTb nepeg
ynTadamm OeKinbka nuTaHb, SKi 3B'A3aHi i 3 npobnemamu BUOOpPY
BNACHOIO LWMIAXY B XWUTTI, i 3 TUM, SIK NOegHYBaTK Len BUBIp 3 CBOEID
IAEHTUYHICTIO — 3 XOPBAaTCbKOK YM YKPAIHCbKOK MeHTanbHicTio. Lle
pO3MoBidb NPO NamM'aTb, MNPO HaUiOHASIbHY ICTOPUYHY NaMm'aTb, NMpo i
meTamopco3n i cnpoby OKpemo B3ATOI NOAWHWU iHTerpyBaTu CBOI
cnoragu B naM'aTb BCI€l HaUil i okpeMol rpomagn emirpaHTis. MapTa
TapHaBCbka Ha Ui CKNagHi NUTaHHA Oa€ MNpoCTi, ane KOHKPETHI,
3aranbHonNtAChKi Bignosigi. MoegHyBaTn CBOK HauiOHaNbHY NaM'AThb |
iAEHTUYHICTb, HE TiNbKK NOTPiIGHO, ane i MoxHa. Hemae noanHu 6e3
nam'aTi, Hemae ngmHn 6e3 muHynoro. Came us Hawa nam'atb, Hawa
NPUYETHICTL 4O TOro, Wo MU 3pobunu cami i OO Toro, Wo 3podunu
XOpBaTU YK yKpaiHLj, pobUTb HAacC He NPOCTO NOAbMMU, ane pobuTb Hac
TakKUMU, SKUMWU MU € YN TUMU, KUM MU € — XOpBaTaMu, yKpaiHUSMN. ..
ABTOpKa He BUNALKOBO 3BEPHYNacs 40 XOPBAaTCLKOI NpobriemaTumku.

XopBaTCcbknin gocsig B AMepuui B 3HaA4YHIM Mipi ByB i4EeHTUYHNIA
yKpalHCbKOMY. | yKpaiHui i XxopBaTW, | YyKpaiHCbKi i XOpBaTCbKi
eMirpaHTi, 6ynun nepwl 3a Bce NIOAbMMU, SKi HAMaranucst 3HauTn CBOE
MicLe B HOBOMY aMepuKaHCbKOMY XUTTi. Lle BgaBanocs He BciM. Arne
Te, WO repont TapHaBCbKOI My4YuTbCSl, 3ragye i LIykae CBOE Micue,
«Micue nig coHuem» CBigYUTb NMpo Te, WO BiH nMoanHa. Lia posnosigb
NMUCbMEHHULI, SIK | iHWI T TBOPW, MPOWHATA rymMaHHUM nadocom,
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cnpobot 3aTBepAuTM INOACbKE Hag HauioHanbHuM. BoHa He
3anepedye i HeobxigHOCTI 36epeXXeHHA CBOro HaLiOHaNbHOIo KOPIHHS.
| B ubOMYy npoueci 36epexeHHs iAeHTUYHOCTI caMe Nam'saTb BUKOHYE
oco6nmBy porsib.

Konuce amepukaHCbKMW  POCIACBbKMW  NUCbMEHHUK  Bnagimip
HabokoB Ha3BaB aHrMilCbKy BEpPCit0 KHUMM CBOIX crioragis «llam'aTb,
ropopu!». «CaMOTHE MICTO Mi COHUEM» — Le MOHOSOor nam'aTi, ue
3aTBePKEHHSA NOONHU, SIKa HAMaraeTbCs 3HaUTU CBOE Micue, B CBITI,
ae ons NgvHN 3anuiunnocsa Tak HebaraTto Micus.

1. MockaneHko M. lMNoetnyHun goceig MapTtu TapHaBcbkol // TapHaBcbka
M. BubpaHe. — Kuis, 2004. — C. 6 — 9; KocTiok I'. NoeTnyHui ceit MapTu
TapHaBcbkoi // HoBi gHi. — 1982. — rpyaeHb; doueHko P. Cnosockun Maptu
TapHaBcbKol // YkpalHCbka MOBa i niTepaTypa B WKosi. — 1992, — rpyaeHs.
2. TapHaBcbka M. BubpaHe. — Kuis, 2004.

3. TapHaecbka M. CaMmoTHE Micue nig coHuem. — dinsgenbdis, 1991.

4. TapHaecbka M. CamoTHe micue nig coHuem // TapHaBcbka M. BubpaHe.
— KuiB, 2004. — C. 178 — 185. Y uin cTaTtTi BCi uMTatTM NO KUIBCbKOMY
BugaHHio 2004 poky.

Bommep C. Kynaniu
Independent Resear cher
YKPAITHCBKE JITEPATYPHE )KUTTS B KAHAI
(npobnemu pannvoi ananomosHoi meopuocmi KAHAOCLKUX YKPATHYIB)

Akuwo ykpaiHCbKi nepecerneHui B KaHagi 3'aBunuca B KiHUi XIX
CTOMITTS, TO KaHAACbKi aBTOPU YKPAIHCbKOro MOXOMAXKEHHS, SKi nucanmu
aHrnincoekoo moBoto, B 1930-Ti pokn. YkpaiHcbka niTepaTtypa B KaHagi
po3BMBanacs pasom 3 iHWKMMK fiTepatypammn 6ins BUTOKIB SKUX
cTosinn emirpaHTn 3 €Bponn. BoHa cTana cknagoBOK 4YaCTUHOK
KaHafCbKoro nitepatypHoro npouecy [1]. Macosa wMmirpauis
eBponenuie go KaHagm novanaca y cepeauHi XIX crtonittsa i 6yna
BUKNUKaAHaA MPUYMHAMKM  EKOHOMIYHOrO | MOMITUYHOIO XapakTepy.
MpuixaBwwn go KaHagu, BOHM Hamaranmuca OCMUCIUTYU CBill 0COBUCTUN
AOCBig niTepaTypHMKM 3acobamu i 3a OMOMOrOK aHrMiNCbKol MOBMW.
Tak B KaHagi BMHUK Takunh (peHOMeH §K emirpaHTCbka niTepaTtypa.
MepwurmK, XTO 3MIr iHTerpyBaTucd i acuMminioBaTUCA B KaHaOCbKe
cycninbcTBo, 6ynun emirpaHTn 3 CkaHaiHaBCbKMX KpaiH. Hanpuknag, B
1923 poui BunwoB pomaH Jlaypu CansepcoH «Cepue BikiHra». Y 1939
poui Buiwa 1l gpyra KHUra — «BuU3HaHHA eMirpaHTCbKOI O0YKu». Y
LeHTpi 1T yBarm — BaxkKi pOKM NPUCTOCYBAHHS iCIaHOCbKUX eMirpaHTiB
A0 HOBOro »xutta B MaHiTtobi. Y 1925 poui ©yna BmaaHa nNOBICTb
Maptn OcTeH30 «[uKi rycaku», MpPUCBSYEHA XUTTIO €EMIrpaHTiB 3
Hopseril [2].
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[MoyaTKy aHrMOMOBHOIO nepioay B iCTOpPIl YKpalHCBLKOI nitepartypu
B KaHagi nepenyBaB nepiog akTUBHOI AiSiNbHOCTI MUCbMEHHUKIB i
noetiB, AKi 30epirann 3B'A3kK 3 YKpaiHOw i 6ynn B CBOI TBOPYOCTI
nepeBaxHO YykpalHOMOBHUMU [3]. |cTOpis yKpaiHCbKOI nitepaTypu B
KaHagi noumHaetbca B 1897 poui, Yepe3 BCbOro LWIiCTb POKIB nicns
TOro, SIK nepui yKpaiHCbKi eMirpaHTu OOCArnM KaHaacbkmx Oeperis.
Mepwi maTepisanu niTepaTypHOro xapaktepy, NPUCBAYEHi yKpaiHUSM B
Kanagi, ©Oynu onybnikoBaHi B amMepuKaHCbKiN YKpaiHCbKin raserTi
«CBoboga», wo byna egunHO ToAi YKpaiHCbKOK raseToro B AMepui.
Y 1897 poui amepuKkaHCbKUM yKpaiHCbkuA Aiad Hectop [OmuTpis
BiABigaB YKpalHCbKi nocerneHHs B Kanrapi i BiHHinesi, nicna 4oro
Hanuncae cepito HapuciB «KaHagiicbka Pycb» [4].

Mepwum ykpaiHuem B KaHagi, €9kuMn cTaB 3aCHOBHMKOM
KaHaLCbKOI YKpalHCbKOI niTepaTypHOl Tpaawuuil, 6yB ¢epmep IBaH
36ypa (1863 — 1925) [5]. Bin xuB B bisep Kpik y Kanrapi. Y 1898 poui
BiH HanucaB noemy «KaHapgincoki emirpaHTu». 36ypa ctaB 6aTbkom
KaHa[CbKOI YKpalHCbKOT NOeTUYHOT Tpaauuil: o nodatky 1970-x pokis
icTopia ykpaiHcbkoi noesii B KaHagi 3Hana Bxe Oinblie n'ataecsatu
noetie. Y cBoin noemi 36ypa onucas Ti TPYAHOLU i YMOBU 3 SAKUMMU
3ycTpinuca ykpaiHCbKi nepeceneHui B KaHagi. BiH onucas i
crnofiBaHHs i Mpil YKpalHCbKUX CesisiH, Wupe nparHeHHa 3HanTu HOBI
npuaaTtHi Ona CinbCbKOro rocnogapcrea 3emni, obnawtysBaTu CBi
nobyT i XXMUTTS CBOIX AiTen. Ane peanbHe XUTTS NepLUnX KaHaACbKUX
yKpaiHuiB 6yno ganeke Big CinbCbKOT iaunnii.

Mpo ue cBiguMTb niTepatypHa cnagwmHa Casu YepHeubKkoro
(1873 — 1934) — nepioro ykpaiHCbKOro nposaika B KaHagi. Y 1900
poui BiH onybnikysaB CBOKW po3noBigb «3 rMUOMHU nponactm». Y
LEeHTPi LbOro TBOPY — TpariyHa Oonda yKpaiHCbKOro nepeceneHus B
KaHnagi. Nepon posnosigi — Bacune Jlactok — 3amep3HyB B Npepisix «B
TpbOXCTax MUNNAX Bid HanWBNMXK4oro micta i B N'AaT4ecATm Munsax Big
3ani3Hn4Hol cTaHuii». Togi Ak Jlaciok 3amepsaloum BMUpaB, WOro
OPYXWHa Hapoguna AiBYMHKY, AKa nomMmepsia Bil BUCHaXEHHA 4yepes
JeKinbKa TUXHIB.

[HTerpauiss ykpalHuiB B aHrTOMOBHUM KOMMOHEHT KaHaLCbKOro
cycninbcTBa Nponwsa BiGHOCHO LUBMAKO [6], ane BoHa 6yna BaXKow
ONs1 yKpalHCbKOI  €THIYHOI  rpynun.  YkpaiHui  6inblio  Mipoto
BiApi3HANNCS Big aHrnocakcbKkol BinbLlOCTi, HiXX emirpaHTy 3 Ipnanaii,
Himeuuunnu i Itanii. 3a cnosamn goktopa Onera B. 'epyca ykpaiHLi
pagvkanbHO He Bignosiganu «ogsary, KyniHapHUM 3BUYKaM, MOBI i
penirii» iHWKWUX €BPOMNencbknX nepecerneHuiB. Akwo go 1914 poky
KaHaLCbKUA ypsa4 He MOoMiYaB YyKpaiHUiB, TO 3 MO4YaTKOM MepLlol
CBiTOBOI BIiNHM 3arnaHyBanu aHTUyKpalHCbKi HACTPOIl i 3asBy4anu
BUMOMM  acuMInsauii ykpaiHUiB SIK NOTEHUiHMX MNocibHMKIB ABCTpO-
YropwwmHu. lMicna BiMHM BigHOLWEHHS OO YKpalHUiB CTano MiHATUCS:
KaHaacbka Bfaga BigMoBuIacs Bi penpecuBHOI NOMITUKK, ane i He
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BUABNANA LIKaBOCTI O YKpalHCbKOI rpomagu [7]. Y Takin cutyadii
OesiKi - yKpaiHui 3BepTalTbCA A0 aHrnincbKol MOBM, MNOYUHAKYM
BUKOPUCTOBYBATU 1i B TBOPYOCTI.

[Mepwnr NMUCbMEHHUK, E€THIYHMW YKpalHeub, WO noyaB nucaTtu
aHrnincekoo Mmoot - Mankn (Bonognmup) bapabaw (1900 - 1997).
BiH HapoauBcs B [ambypsi, Konu noro 6aTtbknm 6ynn Ha wnaxy 3
Manuunum go Kanagn. Bonoammup bapabaw 6yB ogHMMm 3 nepLumx
yKpaiHuiB, AKi Nl npayoBaT 4O aHMTOMOBHUX ddepMepiB, 3aBOSKM
4OMy BiH OBOSOLIB aHIMINCbKOK MOBOK. KOMeHTytounM deHOMEH
OCBOEHHS aHIMMINCbKOI MOBM NpeACcTaBHUKAMN €MIrPaHTCbKUX €THIYHNX
rpyn, P. bpeToH BBaxae, WO Le AUCTAHUIOE MOBY Bif €THIYHOI
npuHanexHocTi. 3rigHo Toukn 3opy [k. lliBaTto, B Takin cuTyauii
BinOyBaeTbCca AeTepuTopisauis naHytwodoi moBu [8]. Y 1937 poui
Bapabaw noyas nucatu CBOI aHrNOMOBHI BipLi, Ski nybnikysanucs B
rasertax i XXypHanax, Wwo suxogunu B Kanrapi.

Teopuicte Mavikna bapabawa BuByYeHa cnabo i noro noetnyHa
cnagwuHa onyb6nikoBaHa B 1996 poui [9]. Bipwi, HanucaHi Hum,
MOXXHa pPO34iNnUTN Ha ABi rpynu: NipuKy, NnpeactaBneHy TpaauuinHumm
OS5 UbOro XaHpy TeMamu, i BipLi, NpucBaYeHi YKpaiHi i ykpaiHuam B
KaHagi. BoHa noka3oBa B KOHTEKCTi NOro igeHTu4HocTi. «Oaa YkpaiHi:
npopoutso» («Ode to the Ukraine: A Prophecy») - Bipw, HanncaHuu
aHrMINCbKOKD MOBOK | npucBsaYeHUn YKpaiHi, MOYMHAETLCA 3
NMOPIBHAHHA YKpalHM 3 (eHikcoMm, Wo niginMaeTscs 3 noneny.
YKpaiHCbka iOeHTUYHICTb aBTopa B [daHOMYy BWUNagKy oO4veBugHa:
YKkpaiHa ans Hboro kpaiHa «forgotten centuries» («3abyTux cTopiy»).
Lla Tema TpaguuinHa gnsa ykpaiHcbkol noesii XX ctonitrta. MNoganbiui
po34yMu Npo AONK0 YKpalHW Nif «pPOCIMCbKOK N'ATOK» yKasyTh, LLO B
IOEHTUYHOCTI  aBTopa  nepeBaxanuv  YKPaAlHCbKI  KOMIMOHEHTM.
TBepmxeHHs, Wwo «the end to Moscow’s rule must come to last, faith of
our Fathers shall, at last, prevail» nigkpecnoe nepeBaxHO
YKpalHCbKUW eNeMeHT B MOro i4eHTUYHOCTI.

Bipw «Hawwum ykpaiHCbkuMm nioHepam» («To Our Ukrainian
Pioneers») OeMOHCTPYeE iHWWA OUCKYpC ioeHTUYHOCTI. BiH nokasye ii
K  yKpaiHO-kaHagcbKy, abo sK  yKpalHCbKy, $IKa MOYMHaE
kaHagisdyBatyca. Cama HasBa, [e YKpaiHCbKi  nepeceneHui
NMOPIBHIOITLCA 3 «MNioOHepamun» - cnpoba Bnucatn YyKpaiHuiB B
KaHaOCbKy pearnbHiCTb, YNodibHUTM 1X paHHIM  aHrMiNnCbKUM
KonoHictam. Y Bipwi B. bapabaw 3BepTaetbCcs OO0 yKpaiHUiB, LUO
«MPUHECNN Hawy KynbTypy Ha Ui Oepern, nepeHecnn 3epHa 3
YKPalHCLKOro rpyHTY». YKpaiHui - ue Mamke KOSfoHi3aTopu, LWo
OCBOINU OUKi NPOCTOPMU, LLIO «ropAaTbCA CBOIM iM'aM». Hagani cnpobu
BU3HAYUTN YKpalHUIB B KaTeropisx amepukaHo-KaHagacbKol icTopil
cTalTb oyeBuaHiwnmuK: bapabaw nmucaB nNpo ykpaiHcbky KaHagy Sk
KpaiHy ManbyTHbOro, sik Npo «OBiUsHY 3eMIio», SK NPO MNOCTIMHUA
dopoHTip [10].
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Hepioko bapabaw nucaB gna cebe, Onss CBOro BMacHOro
3agoBorneHHs. NMoesia 6yna ons HLOro He NPocTo hopmoto pednekcii
Hag coborw, MupoMm i nogiamu, ane i Oyna CcBOepigHOO
aBToncuxoTtepanieto. Tomy, y Bipwi «[licHi moro cepus i gywi» BiH
nucas: «Mol noemu - ue niCHi MOro cepus - rofloc Moro Aayxy. A noto ui
NiCHI IK MaBYK MYNTBLCA MO HUTKaxX CBOEI NaBYTUHW i Tinbku Yac supiwe
4YM Maro 3HaAYEHHS YM Hi MeHi NncaTtu. A He CUMYNIoKO - A He 3Hato, SK
cumyniosatn. Cnos.a, ki 8 nuuly, - Le 4itm Moro cepud i gyxy» [11].

TBopyicTb B. bapabawa He 3Hauwna BiAryky y CydacHUKIB,
OCKIiNbKN «ETHIYHI CriBTOBApMCTBA Ha NEPLUOMY i APYroMy MOKOMiHHI
emMirpadii ykpan ctypboBaHi nvwe TMm 9K 36epertnuca gk Hauisg». BiH
He OyB MOHATMM He TifbKWU KaHagusaMmu, ane i ykpaiHuamun. Y 1930-
1940-Ti pOKM KMOro TBOPWU CNpUMManuca €K OpraHiyHO YyXi B
KaHa[CbKOMY CYCNINbCTBI i yKpalHCbKOMY cniBToBapucTsi. [Ons
nepwmnx BiH ByB He TINbKN YYXXUM, arne i YyXKMM 3a BU3HAYEHHAM -
ManooCBi4YEHNUM eMirpaHTOM 3 EBPONENCLKOI nepudoepii. B Ton e vac
BiH He 3HaWWOoB PO3YyMIHHA | ceped ChIBBITYN3HUKIB, ONA  AKUX
OCHOBHOKO MOBOK  3anuuianaca ykpaiHcbka. Taka cuTyauisa
nigTBepoxye npunyweHHa T.[. Ceunep npo Te, WO «nitepaTypa,
cTBoptoBaHa B KaHagi emirpaHTamu, 4YMeE MOXO4XKEeHHs He 6yno
OpuTaHcbkum abo dpaHuy3bkuM, 6yna MapriHanbHOK, OCKINbKM
BUrNs4ana He sik KaHagcbka, a sk Tinbkn BupobneHa B KaHagi» [12].

He pauBnsuncb Ha Taky peakuito, cnagwmHa B. bapabawa
nokasye, Wo nepLli aHrfIOMOBHI TBOPWU YKpPalHCbKMX aBTOPIB BigMiYeHi
NOABINHOK iAEHTUYHICTIO: BOHM cnpuinManu cebe K ykpaiHuiB, ane
BX€ MoYMHann po3ymitn cebe Ak KaHaaCbKnX yKpaiHUiB, iIHTENPYHOUYMCh
B KaHagcbke cycninbCTBO. Baxko npocnigntn 3B'A3kM  noesil
bapabawa 3 noganblWMMW  aHIIOMOBHMMW  TBOpaMuM  aBToOpIB
YKPalHCbKOro MOXOMKEHHS, ane geskKi napaneni Moxnmsi. | aKwo noro
3HaYeHHs SK TMUCbMEHHMKa HeBenuke, To cnpobwu nucatn Ha
aHrMiNCbKIN  MOBI  BaXINuBi, OCKINIbKM  CBIgYMnIM npo  3HaYHWUK
iHTEerpauinHAn NOTEeHUIAN KaHaACbKMX YKpaiHUiB, Npo iXHE GakaHHA
3HanTN CBOE MicUe B KaHaACbKOMY CYCMinbCTBi, noYnHaroum 3 1930-x
POKiB.

Micna gpyroi csiToBOI BiHM B KaHagi 3'siBNAOTLCA aHIMNOMOBHI
nepeknagn TBOPiB, HaMMWCaHUX YKPAIHCbKOK MOBOK KaHaACbKMMU
yKpalHUuaMn, €Ki npuBenn [0 3MiHM BiOHOWEHHST A0 YKpalHUiB B
KaHagcbKkin - nitepaTtypi. BoHM  MmicTMnM  (POSMBKMOPHI  MOTUBM,
Topkatouncb npobnem ictopii 3aceneHHs KaHagu ykpaiHUsMM,
OCBOEHHSI HUMW npepin. Hamsackpasiwunn TBip noaibHoro nnaHy -
pomMaH Inni Kipsika «CuHM 3eMni», HanncaHum aBTOPOM YKpalHCbKOM
MOBOK | nMepeknageHnn Ha aHrminceky. KHura poskasye npo
YKpalHCbKNUX nepeceneHuiB, dKi «Ccenunuca B TUCSYax Munb Big
HaycdiHa i EgMOHTOHa, ©e3 KepiBHMLUTBA, CAMOCTIMHO, HE Makouu
HISKOro nnaHy i He ogepxywoun ponomorn». Kipsk nmcaB npo
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yKpaiHuiB, ski npuixkmkann ao KaHagn «3 ogHoro cena, wob KuHyTH
CBOE KOPiHHA Ha HOBOMY Micui». PoMmaH - macwTabHa kapTuHa icTopil
KOSOHi3aLil i icTopii YyKpalHCbLKOro KaHagCbKOro CrniBTOBapUCTBA,
noYnHa4m 3 KiHuga XIX CToniTTa i 3aBepLUyoyn NogissMu KiHua apyroi
CBITOBOI BilHW. KaHaacbkum icTopuk Epik TOMMNCOH, aHani3ytoun KHUry,
yKkasye Ha Ii, pigKiCHy Ans nepesigHOro TBOPY, NitepaTypHy SKICTb, a
camMoro aBTopa BiAHOCUTb 0O «HAPOAHUX MUCbMEHHUKIB», AKi MOrMn
niTepaTypHO PO3MOBICTU NPO <OKUTTS NMPOCTOr0 HapOAy, OXOMSEHOro
iesIMM KONEKTUBHOIO OCBOEHHS HOBUX TepuTopin» [13].

Y KaHagi p[o no4vatky MynbTiKynbTypaniamy HekaHagCbKi
iHTenekTyann OynuM npupeYveHi Ha ICHyBaHHA B paMKax CBOro
eTHOJiTepaTypHOro CniBTOBapUCTBaA. Micna BBeOEHHSA
MYNbTIKYNbTypaniamy KaHagcbka niTepatypa 3Morfia 3as3ByyaTu
roriocaMn eTHIYHMX CMiBTOBApUCTB KaHagcbKoro cycninbcrea. B.
bapabaw cnpobyBaB nopynHyBatu Ut idonduito we B 1930-1950-Ti
pokn. He gmBnaumMcb Ha cBOi cnpobu iHTerpyBaTtuca B KaHa[Cbke
CyCninbCTBO i NniTepatypy, MOMy He BOANOCSA AOCArTU 3HAYHOrO YChixy.
Woro iHTerpauis 6yna NoOBEpXHEBO i HOCUMA NOKanbHWI XapakTep.
Bin 3amir BBinTM B xunTTi Kanrapi, ane He Bciei KaHaan. KomeHTyoun
cuTyauito 3 nepwuMm  KaHagCbKMMM — aBTOpaMu  YKpalHCbKOro
noxomkeHHs [keHic Kynuk Kidep Big3Hayae: «He OOWH aBTop, LUO
NOXOOMB He 3 aHrfo-KeNnbTCbKOro CriBTOBApUCTBa, HE MIr Hi4oro
onyonikysaTu» [14].

Mpunmatoum cnosBa BiAOMOI MUCbMEHHUUI | JocnigHuui  SK
CBOEPIAHUMA €eMOUINHUMA NposiB, MU MOXeMO 3ragatMm B LbOMY
KOHTEKCTI TBopdYicTb Bipu JlucenHko (1910 - 1975) - aHrnmomoBHOI
NMUCbMEHHULL YKPaTHCbKOro NOXOMXKEHHS, sika He TiflbkKu nucana, ane i
BMAaBasa CBOI KHUIMM aHrmnincbko MoBow. Bipa Jlecuk, sika nucana
nig ncesgoHimMom Bipa JluceHko, Hapogunacsa B 1910 poui y BiHHiInesi
B ciMT pobGiTHUKIB-eMirpaHTiB 3 YkpaiHu. Bipa JluceHko - ue
CBOEPIOHUMA «HOMEP OOMH» KaHaACbKOI YKpalHCbKOI niTepaTypu.
Mepwa, 4ni aHrnMOMOBHI niTepaTypHi TBOpPWM nomiTuna Kputuka (il
pobotn ananidyBaB [1. KipkkoHHen); neplia, 4Yui KHUMKM CcTanu
BuaaBaTuCs; ogHa 3 nepwux, wo gictann B KaHagi BuLly OCBITY;
nepwa, npo KOro 3ragylTb ICTOPUKM YKPaIHCbKOI aHrmoOMOBHOI
nitepatypu [15]. BoHa - aBTOp TpbOX OMyOMiKOBAHUX KHWXKOK -
«YonoBikn B cmyLlkoBuX nnawax» (1947), «XKosTi yepeBuku» (1954) i
«B gukomy saxigHomy Hanpsami» (1956) [16].

Y pomaHi Bipn JluceHko <«XKoBTi 4yepeBuKn» 4Yumario MOTWUBIB,
HaBIAHUX peaniaMn CyBOPOro XWUTTS YKPaiHCbKMX nepeceneHuis B
Kanapgi. Ninni Nanpaw — repoins kauru. i 6aTbkn emirpysanu 1o
KaHaawn 3 ManuuunHu B Hagii 3HaNTK TyT KpaLli ymoBu ansa cebe i cBoiX
aiten. BoHa npoBena cBoe ANTUHCTBO B MaHiTobi, ane y BiUi wecTu
pokiB Ti 3abupae Opat 6aTbka, KU NepeBo3nTb 1i Ha CBOIO depMy, ae
BOHa npautoe 3 HAM, 3axBoptoe i crabie. BoHa BMMyLLEHO, BXe Byayym
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CMepTesibHO XBOPOI, NOBEPTaAETLCHA AoAoMy, Ao 6aTbka. BoHa Tpoxu
He BMUpae, ane xsopoba eigctynae. lMi3Hiwe, nogopocniwasLum, BOHa
BUDKOXKae B MicTo. Came MICTO cnpusie TOMy, WO BOHa BuMOyooBye
CBOK HOBY iQE€HTMYHICTb. Y MICTi BOHa 3ycTpivae nisHicta Cema,
cniaka Tima i kepiBHMKa xopy MeTTbio PeunHepa. BoHa nouvHae
BiBigyBaTW BeYipHIO LUKONY i cniBaTu B BaraToHaLioHanbHOMY XOpi.
[MocTynoBO BOHa CTa€e MNONYNSAPHOK CMiBaykow, ane HecnodiBaHo
NPUNUHSAE cniBaTh i NOTIM cniBae pigKoO i nNuwe HapodHi yKpaiHCbKI
nicHi. Yepes cim pokiB BOHa 3HOB MOBEPTAETbCA Ha PiaHy depmy i
6aunTb AK 1i poaudi BiOMOBUNMCA Mamke Big BCbOro YKpaiHCbKOro i
NOCTYNOBO aCUMINIOIOTLCA aHrnoKaHagUusMu.

«KOoBTi 4yepeBuMKM» - neplwa npo3alyHa KHWUra YKpalHCbKOro
aBTOpa Ha aHrmnincekin moBi. 3 gpyroro 60Ky, Le He TifbK1n nepLummn
aHrnmoMoBHUM TBip, ane i nepwa cnpoba OCMUCIIUTN KPU3Yy
IAEHTUYHOCTI YaCTUHM YKPaAIHCBbKOro CniBTOBApPUCTBA, sika B PO3puBI 3
YKpaiHCbKUM cepefoBuLleM, 3abyBae ykpaiHCbKy MOBY i Tpaauuii: «3a
Lii POKW ... NIOAN HABYUIIMCS NOBCIOLHO NPUCTOCOBYBATUCS A0 HOBOIO,
wo6 BigmoBuTUCA Big Garatoro, WO WMWMNO 3 CENsiHCbKOI Tpaawuuii.
BoHn manu pgyxe Hebarato, wo6 nNpoTUCTaBUTM aBTOMATUYHIN
OAHOMAHITHOCTI iHAyCTpiani3auii - BOHM Manu TifNbKA OeKinbka
CYMBONIB CTAapOMOLHOIO >XWUTTS, CKPUHIO 3 pPi3bbneHHaM, HapoaHy
NiCHIO, Napy XoBTUX vepeBuk. CTapi aBTOpW NiCEHb BMUPAnn, pyku,
O Konmcb 6ynn B 3M03i CTBOpPUTK robenieH, Tenep He MOrnn Lboro
3pobutu, ckapbu donbknopy 6ynu 3abyTi». OcobuctTnn ycnix repoiHi
KHUTM - LUe He MnpocTo YycniXx, ane i po3puB 3 CBOIM ETHIYHUM
cepeposuiem [17]. lpaBgoa, MOro He MOXIMBO MOPIBHATUM 3 TIEKD
rMMOMHOIO acuMInALil, Ky Mu crnocTtepiraeMo B kHurax [hxeHic Kynuk
Kicbep. A XoBTi Tydoni, SIKi repoiHsg HOCUTb Big BUNagKy OO BUNAAKY,
rMMOOKO CMMBORIYHI, OCKINIbKM BOHW - TiNbKW HaragyBaHHS Mpo
BaTbKiBLLMHY, SIKe He BeayTb Il bnuxkye, HaBnaku, BiABOAMTL LUe aani.

MosBa TBOpPIB Bonogumupa bapabaiwa i Bipu JluceHko ceigyaTtb
NpoO NoYaToK HOBOI TEHAEHLUIl B pO3BUTKY NiTepaTypHOro npouecy B
KaHagi. Came T1O4i, Ha AYMKY O€sKMX KaHaLCbKUX MUCbMEHHUKIB i
KPUTUKIB, KaHaacbke niTepaTtypHe XuTTa ctae 6inbw camobyTHIM,
HauioHanbHUM i came KaHagcbkuMm. Hanpuknapg, y cepeauHi 1950-x
pokiB P. [lenBic nucas, Wwo «KaHaga npucTpacHo agae HauioHarnbHol
CaMOCTIMHOCTI, 9Ka Mae Ha yBasi i HauioHanbHYy KynbTypy» [18]. Y
Takin cuTyauii B KaHagCbKOMy niTepaTypHOMY XOpi MOYUHAOTb
3By4aTM T[ONIOCN MUCbMEHHUKIB €BPOMENCHKOrO MOXOMKEHHSA. 3
apyroro 60ky, Te, WO BOHM Mamke He Oynu nodyTi i KaHagcbke
iHTenekTyanbHe CMIBTOBApPUCTBO 3alnuULIKUIIOCA OO0 HUX [NyXuM, €
iHLIOW nNpobriemoto.

Akwo kaHagcbki gocnigHukn 1980-x pokiB 6aumnun B cnagwmHi B.
JinceHko 9K NUCbMEHHWULi  «MOCTYNnoBY BTpaTy  YKpaiHCbKOI
cnagwuHu», TO CydacHa KaHaacbka KpUTuKa cxunbHa yaBnaTtun obpas
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aBTOPKM Ha MexXi [1BOX CNiBTOBAPUCTB, MOB, KYNbTyp. IN «JopikaloTb»
y BICYTHOCTI YiTKOI NO3uLii, B HEMOXITMBOCTI KrnacudikyBaTu 1i TBOpU
K Of4HO3Ha4YHO «nedTicTcbKi» (leftist) i 9k «mopepHicTCbKi». OauH 3
nepLmx 4oCcnigHUKIB aHrMOMOBHOI YKpalHCbKOI KaHa4CbKOI niTepaTtypu
M. MaHgpuka 6aumnB B 11 TBOPYOCTI KOMYHICTUYHI MOTMBMU, WO, 3a NOro
crnoBamu, He Cnpussio 06'eKTUBHOMY PO3YMIHHIO Ti KHUT. [loganbLumm
PO3BUTOK  aHIIOMOBHOI  YKpalHCbKOI  niTepaTypy  OEMOHCTpye
KOH(PPOHTaLiIt0 OKPEMUX aBTOPIB 3 YKPAIHCbKMM CMiBTOBApPUCTBOM, [0
AKOro Hanexanu ixHi 6atbkm [19]. B. JlnceHko 3aknana OCHOBWU
deMiHicTCcbkoi Tpaauuii, SIki BU3HA4YaTUMYyTb TBOPYICTb HaMBiNbLUMX
KaHaLCbKNX MUCbMEHHWULb YKPAIHCbKOrOo MOXOMKEHHA — MupHU
KocTtaw, [xeHic Kynuk Kidpep, MapLi ®opuyk Ckpunik...
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SILENT VOICES: IDENTIFYING THE HISTORICAL SIGNIFICANCE OF
SLOVAK IMMIGRANT WOMAN

Introduction

Nearly two million Americans claim Slovak ancestry. | am one of
them. This vast number is not surprising, given that some 650,000 [1]
Slovaks came to North America between 1875 and 1914. The
Slovaks have been counted among the category of new immigrants
called "Slavs," emigrating from Central and Eastern Europe and
speaking a Slavic language. The terms "Slav" and "Slavic" are
generic terms used to refer to the peoples of various different
nationalities, which include, in addition to Slovaks, Poles, Croats,
Czechs, Slovenians, and Ukrainians. The languages and cultures of
these people have tended to be lumped together in America, but there
are actually marked differences between. The Slavs were the third
largest group to immigrate to the United States during this period from
1875 to 1914, ranking behind only Italian and Jewish immigrants. The
Slovaks are the second largest of the Slavic-speaking groups in the
United States, outnumbered only by the Poles.

Some Slovaks emigrated for economic reasons, others to escape
political repression. The majority of the immigrants to the United
States arrived before World War . Many returned home after earning
enough money to buy land back in Slovakia, but eventually some
500,000 Slovaks settled permanently in the New World. Many of their
stories are compelling and engaging, yet only a few have been told.

Despite the influx of Slovak immigrants to this country in the late
19th and early 20th centuries, American literature of the time shows a
definite lack of Slovak identity. A possible explanation for this is the
generalized view of turn-of-the-century America that Slovaks were
poor, downtrodden and living in misery. Such stereotypes resulted
and were sustained primarily by the prejudice from the leadership of
the Irish Catholic church. Moreover, labor unions excluded from their
ranks the less skilled and under-educated, non-English speaking
Slovak peasants, who were often labeled as "Hunkies." The term
“Hunky” comes from the habit of calling Slovaks "Huns," (in reference
to Attila the Hun and his Asiatic followers) by people disgusted by
these immigrants' cramped living quarters. The term "Huns" was often
even preceded by the epithets "miserable” or "murderous.” The slur
had its origin with those early Slovak immigrants who settled in the
Northeastern and Midwestern states, particularly in and around
industrial centers such as Pittsburgh, Cleveland and Chicago. Slovak
immigrants lived in the poorest neighborhoods, typically in those
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places abandoned by the Irish. The Irish denigrated the Slovaks
because they feared that these new immigrants would take away their
jobs. Eventually "Hun" was softened to "Hunky," which became the
name given to a foreigner or immigrant laborer, first popular in
Pennsylvania, where it designated Hungarian, Lithuanian, and other
“Slavic” workers who were not really Slavs. “Hunky” was often
interchanged with “Bohunk,” which, in turn, was formed from two
words: "Bohemian" and "Hungarian”, and was then reinforced by the
derogatory word "hunk", which meant a stupid or clumsy person.

There was an even more serious form of prejudice toward Slavic
immigrants than the ethnic slurs hurled at them by the Irish and other
groups. A group of young Harvard graduates, and wealthy
Bostonians, alarmed by the influx of new arrivals from Eastern
Europe, formed the Immigrant Restriction League (1890 - 1924), to
help develop laws to exclude aliens they considered "undesirables."
Such groups had friends in high places, who shared their views. Even
Senator Henry Cabot Lodge has been quoted as saying, "The Slavic
immigrant threatened to contaminate America."

The Portrayal of Slovaks in Literature

Such real-life stereotypes as the above were further reflected in
literature. In some 100 works published between 1900 and 1965 (not
written by immigrants or hyphenated Americans), the Slav portrayed is
often the Pole. Furthermore, Novels and short stories written for both
adults and juveniles during this period provide stereotypical images of
the Slav. In adult fiction the image of the Slav, whether man, woman,
worker or priest, is typically is typically marked by negative
stereotypes, and the Slav is often used as a symbol or as the
representative ethnic for immigrants in general.'

For example, in Upton Sinclair's novel, The Jungle (1905), Slovak
voices are not identified as Slovak but are blended into a chorus of
other Eastern European groups. When they are identified, the
Slovaks were shown as the newest immigrant group, forced to endure
a dismal existence like that of the other immigrant groups which had
preceded them: “The Poles, who had come by tens of thousands, had
been driven to the wall by the Lithuanians, and now the Lithuanians
were giving way to the Slovaks. Who there was poorer and more
miserable than the Slovaks, Grandmother Majauszkiene had no
idea...” (The Jungle, Chapter 6, page 2).

In a 1985 essay, dealing with the Slovak immigrant’'s view of
work, Patricia Ondek Laurence asserted that "Prejudice, stereotypes,
and 'silence' about Slovaks persist even today because no writer of

! American Xenophobia and the Savic Immigrant, Josephine Wtulich.
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Slovak-American heritage has achieved significant stature in
American literature to carry the voice and images of Slovaks into the
mainstream.” In fact, according to this writer, only a small body of
Slovak immigrant literature (about 15 works) focusing on the turn-of-
the-century immigrant experience is available in English. Among such
written works are Father Andrew Pier's autobiography, The
Woodlands Above, the Mines Below (1975), which describes his
family's life among the mines in the small town of Blandburg,
Pennsylvania; Thames Williamson's Hunky (1929), about a Slovak
worker in a bakery; and finally, Thomas Bell's Out of This Furnace
(1941), a classic novel which chronicles the lives of three generations
of Slovak men working in the steel mills of Braddock, Pennsylvania.

In reviewing each of these poignant sagas, | noticed that a strong
emphasis is placed on the Slovak immigrant male, whose daily
existence was a mere backdrop to the work he did in those places
most familiar to him—the mills and the mines. For it was there, in the
depths of the black pits or near the chasms of the hot blast furnaces,
that the Slovak male performed the backbreaking tasks of digging the
coal that provided fuel or producing the metal and steel which were
the signature materials of industrial growth.

In early literature, only Bell's book mentions, in any detail, the
Slovak woman. In one section of his book, entitled "Mary," he devotes
50 pages to the thoughts, struggles and daily activities of Mary
Dobrechak, who was a first generation American Slovak. The focus
on the woman, however, is still secondary to the overall story of the
three men in the story. We see Mary as a widow who is left to deal
with life after her husband is killed in the mill. She is shown taking up
where her husband left off in trying to support herself and her children
and is enthusiastically encouraged to marry again rather than try to
make it on her own. In Part 3, “Mary,” Bell writes: “She was at this
time a few months past thirty. She had four children, the oldest
eleven, and the youngest not yet two. She had something over a
thousand dollars in the bank, knowledge of housework and
dressmaking, and her two hands. Thus equipped she took up where
Mike had left off.” (Out of This Furnace, p. 210).

With Mary, Bell gives us a only glimpse—albeit a moving and
accurate one—into the lives of Slovak women who served not only as
the money handlers by controlling the family's finances, but who also
became the backbone of the family with responsibility for rearing their
children. These women performed work that was not only tedious and
endless, but also essential.

After reading Bell's book several years ago, | yearned to know
more about all of the other "Mary's" that life and literature had left by
the wayside.
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Except for general history books dealing with immigrants, and the
occasional collection of biographies in which she is counted among
women from various other ethnic groups, | have come across only a
few modern and contemporary works concentrating on women: Icon of
Spring by Sonya Jason (1993), an autobiographic account of a young
Slovak girl's coming of age as a first generation American and her
discovery that she is really a "Rusyn” and not a Slovak; and the
fictional Sorrows of Marienka, written by a man, Vasil Koban (1979),
which follows a young girl from her wedding in Slovakia through her
subsequent immigration to America. Koban writes: “It wouldn’t be
easy to raise five sons without his help. But already her mind turned
to plans of how she would manage by keeping boarders... So she did
what she had to do.” (The Sorrows of Marienka, p. 201).

| can only speculate on the reasons why such a comparatively
small number of texts have been written about Slovak immigrant
women. Perhaps these females thought their lives unimportant or
unworthy of mentioning, or perhaps the mere struggle for day-to-day
survival left them with little time to concern themselves with writing
their memoirs. They often lacked the time or enough education to
create written literature; some were literate neither in English nor in
their native language. Thus, if these were obstacles to writing for
immigrants in general, then they were certainly much more profound
for those women who stayed at home and had little exposure to the
English language or to formal education. A third possibility is that
others did not view Slovak women as significant contributors to this
country's history. As women, they were already looked upon as a
minority, but they had an additional strike against them because they
were also foreigners.

Some documented sources put forth an interesting theory. Before
1965 most traditional historians considered the immigrant to be a
"problem"” that could only be solved by assimilation, a circumstance
that left the ethnic American to fall victim to discrimination. Much of
the literature on immigration has, in general, centered on the male,
taking men’s experiences as the norm and assuming that women'’s
experiences were either identical to men’s or not important enough to
warrant separate and serious attention. The distinctive experiences of
immigrant women were usually placed under men's history or treated
with indifference or condescension. Women were forced into and kept
in the background by cultural and societal barriers. In the case of
Slovaks in particular, the family was patriarchal in nature, and served
by the age-old practice of male domination and the belief that the man
was the boss. Since women were typically undervalued in traditional
Slavic culture, it is plausible to assume that contemporary literature
reflected such treatment in newer society as well. While | have not
found any definitive statements to corroborate this assumption for
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"Slovak" women, Paul R. Magocsi in his book, Rusyn-American Ethnic
Literature, does discuss the portrayal of women in Rusyn-American
literature along these lines. The Rusyns once inhabited portions of
several counties in Northeastern Hungary and, like their kindred Slavs,
came to America as part of the massive, pre-World War | immigration
from eastern and southern Europe. Regarding the treatment of
women in Rusyn culture, Magocsi writes: "Women are disparagingly
treated. In almost all instances describing male-female relationships,
the courtship stage is marked with promises by the suitor that he will
give his fiancée everything in life. After marriage, however, the
standard characterization reveals a disrespectful husband who treats
his passive wife as chattel and can only address her as the old lady
(stara) or grandma (baba)." [2]

It was not until the late 1960s and early 1970s, however, that two
movements emerged to alter the way in which female immigrants
were viewed: the rise of a "new ethnicity" and the revival of the
women's movement. As a result, many scholars began to rethink the
way they approached the history of immigration in general and the
history of women in particular. Whatever the reasons for the lack of
written accounts documenting the lives of Slovak immigrant women in
the past, | believe it is both illuminating and important for some stories
to finally be told. This does not mean that men should be completely
forgotten, because they indeed played pivotal roles in shaping such
women's lives. Rather, these early Slovak women immigrants need to
be shown as human beings with their own feelings, hopes, dreams
and desires. Their stories are personal and at the same time
universal—a genuinely human representation of 20th century
American history. For this reason, if none other, Slovak immigrant
women must somehow find their place in historical literature.

The Image of the Slovak Woman

When one thinks of the “Slovak woman” the first image that
typically comes to mind is that of the grandmother (baba). My own
grandmother, Verona Straka, came to America from Slovakia in the
early 20th century. She left behind the world most familiar to her to
make a new home in this country. Yet in all the time that | spent with
her before she died, | never thought about her as someone who had
her own identity or interesting stories to tell. | saw her only as my
grandmother. Until a few years ago, | knew nothing about her life as a
young girl back in Slovakia, the story of how and why she came to
America, or her experiences as an immigrant trying to survive in a
culture that was new and different from her own. In this respect, my
grandmother was no different from the other Slovak women whose
stories were never told.
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In reality, although often overlooked, the Slovak woman was often
the “backbone” of the family in the New World—serving as not only
the homemaker, and often the breadwinner, especially during the
Depression, but also the comforter, disciplinarian, financial manager,
instiller of religious teachings, morals and values, and the one who
insured that the traditions from the old country were preserved in
America and passed on to successive generations.

Upon evaluating the circumstances of my own grandmother’s life,
| was able to determine that she assumed all of the roles mentioned
above. After making it with some difficulty through immigration at Ellis
Island, my grandmother began her life in America as a domestic, and
through an arranged courtship, married Janos Figlyar, a hardworking,
but stern Rusyn coal miner/steelworker. Once married, she struggled
to raise seven children during the Depression, and coped with her
husband’s fondness for alcohol and frequent violent outbursts. As the
details of my grandmother's background, journey to America and
struggles as an immigrant woman were revealed to me, | came to
appreciate her as more than just my grandmother, but as someone
with a poignant life story. On the one hand, she endured as a wife
and mother despite her domestic situation; on the other hand, she was
very strong and astute financial and household manager. Below are
two transcripts from interviews with my mother describing my
grandmother as her children viewed her. [3]

Interview #1

LISA:  “Sowould you say he had thisanger streak in him?

ANNA: Yes, he had avery bad temper when he was drinking.

LISA: What did grandma ever do about it? Did she ever stand up for
herself or did she just take it?

ANNA: Shejust took it. She just took it.

LISA: Did she ever talk about it?

ANNA: Yeah, shetalked about it, but she just took it.

LISA: Shejust accepted it?

ANNA: She accepted it, but in those days there was no such thing as a
divorce, you didn't hear of adivorce; there may have been, but you didn’'t hear,
you just, you just took it, you had your children to raise, your family to raise
and you just -- | guess they figured that was their duty. It wasn’t like the
women'’s lib today."

Interview #2

ANNA: "She was the master of the house, not him.

He gave her the money, but she, it was remarkable how she was able to do
things with so little and sometimes he demanded money from her and she
didn’t want to give it to him because she knew what he would spend it on and
she wanted to save her money, because all our life we rented and she, they
both, both not only her but both wanted us to have a house -- our own house,
our own home and this was what her main goal was—to save enough money so
she could have a down payment on a home someday, for us. [4]
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In order to tell my grandmother's full story, | explored how her
experiences and choices as a young woman—what she thought and
did—ultimately influenced not only her daughter's (my mother's) life
but also that of her granddaughter (me). My grandmother's influence
was undoubtedly a profound one that created lasting ties and
affectionate bonds between the generations, as | would hope the
influence of other immigrant women did for their own families."

Researching the Immigrant Woman

In general, women are difficult to research. [5] Most historical
records have been created for and/or about men. Also, few women
left diaries or letters. Because of the scant information available on
women in general, the Slovak immigrant woman may also be difficult
to write about, but, as | have shown with Three Slovak Women, it can
be done.

First of all, we take an inventory of all home and family sources,
such as family documents (birth, death, marriage records, deeds, and
tax records) and any family photographs, bibles, diaries, letters, and
other important papers, and possessions, such as clothing and
jewelry. Secondly, if possible, we interview family members, friends
and/or neighbors or anyone who may have known the woman whose
life you are interested in researching. Next, we peruse public
documents (birth, marriage and death records) and are sure to check
church records in cases where civil records are not accessible or
available. Also we look at U.S. Federal Census records (and/or state
census records), immigration and naturalization records and other civil
records (probate, property, tax). We always check everything under
the woman’s husband's name as well, because many times the
woman is listed only under her husband’s records. Finally, we review
other printed sources such as newspapers, library/historical society
collections, books and Web sites about Slovaks and/or Slovak
women, oral history accounts, and fraternal society publications.

What Can We Do Now to Break the Silence?

There are a number of ways to make the lives of Slovak women
more visible. First, we can encourage more women (or their
descendants) to research their histories and write them down. We
can join Slovak organizations and attend conferences to publicize our
goals. We all need to explore our family histories, and then document
our findings for future generations in order to give voice to the stories
of the silent women from our past. As | wrote about my grandmother
in the Three Slovak Women: “I want to be the one to finally tell her
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story, perhaps not in the way she would have told it had she been
given the opportunity, and maybe not as eloquently as she deserves.
But | hope that my account has captured her experiences as
accurately as possible to show, above all else, that she mattered.”
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