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Feminism, Modernism, and
Ukrainian Women

Maxim Tarnawsky

The interrelations of the three elements delineated in the title of this essay
are problematical. I shall begin with four paradoxes.

1. The contents page of the 1984 American reprint of Ilepmui BiHOK,
the 1887 anthology of women's writing, lists an essay by Natalia
Kobrynska, “Yxpaincbke xiHonTBo B l'ammummi B Hammx wacax.” The
original title of this important essay is “Pyceke xiHonrso B I'anmyuni B
Hammx yacax.” The reasons for this editorial change are obvious, and the
decision to make it is understandable. But the change is symptomatic of
a general problem in Ukrainian feminism and particularly with the
Ukrainian women’s movement at the turn of the century.

2. One of the principal goals of Ukrainian feminists at the turn of the
century was, quite logically, to reveal the conditions that women endured
in Ukrainian society. To advocate change it is necessary first to show a
need for it. Naturally literature, particularly short prose, was a useful tool
for describing existing social conditions. The use of literature as a tool in
a social-reform action was particularly appropriate in the late nineteenth
and early twentieth centuries because the prevailing literary style at that
time, particularly in Ukrainian literature, was realism. What better tool
for the feminist crusader could there be than a socially oriented literary
style that put primary emphasis on the depiction of social conditions,
especially the oppressed lower classes? But this fortuitous confluence of
prevailing literary style with the need for feminist agitation put the
movement at odds with the new literary trend, Modernism, that was
developing at this time. Ironically, a social reform movement found itself
tied to an outdated literary style.

3. Two of the most important leaders and spokespersons for the
Ukrainian women’s movement at the beginning of the twentieth century
were Lesia Ukrainka and Olha Kobylianska. Their works offer a portrayal
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of the various social, domestic, and personal difficulties Ukrainian
women faced, as well as a reasoned, logical appeal for concrete steps to
improve these conditions. But both authors are also heavily influenced by
Friedrich Nietzsche, who is notorious as a misogynist and rarely
considered a bulwark of feminist thinking.

4. The fourth paradox is really just a curiosity rather than logical
contradiction. Feminism in Ukrainian literature at the turn of the century
found its strongest advocates in men. Women writing at this time either
do not take up the cause, took it up half-heartedly, diluted it with other
issues, or were insufficiently skilled to do it effectively.

These four paradoxes capture many of the central characteristics of
the women’s question in turn-of-the-century Ukrainian culture. This is
not to say that there is something unusual or peculiar about the
development of feminism in Ukraine, but rather that this movement, like
all cultural phenomena, can only be examined in its particular context.

The tension between the national question and all other social and
cultural issues is a basic feature of Ukrainian history. The emendation of
the title of Kobrynska’'s essay in the reprint of the Ilepummi pimox
anthology was the result of the nationalist sentiments of the editors in
1984. But the same sentiment is evident in the essay itself. First of all, as
the title makes plain, the essay is about women of one nationality. There
is no pretence of international women’s solidarity. Kobrynska does not
allow for one moment the possibility that Polish, Jewish, or even
Polonized Ukrainian women living in Western Ukraine endure some of
the same difficulties that Ukrainian women experience. This is not
particularly surprising given the circumstances, but that is precisely my
point. For a certain group of people the national question so fully
dominated all spheres of thought and activity that the suggestion that
things might have been otherwise is almost untenable. The term
“Ukrainian women” is generally assumed to designate ethnic rather than
geographic self-identification or even hereditary selection. This approach
is underscored in Kobrynska's essay by her inclusion of both peasant and
intellectual ethnic Ukrainian women. National solidarity overcomes class
distinction, but not women’s solidarity. The closest Kobrynska comes to
women’s solidarity occurs in her discussion of “Wandas,” Ukrainian
women who adopt Polish fashions and enter ethnic Polish society. This
behaviour, she argues, is, at least in part, a misdirected but understand-
able attempt by Ukrainian women to escape Ukrainian patriarchal society.
In a similar vein, a few paragraphs later, Kobrynska laments the
additional burden placed on Ukrainian women by the growing popularity
of higher education for Ukrainian men.
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In recent times the national campaign for the development of a secular
intelligentsia has raised the intellectual level, but it has had a negative
impact on women’s and family interests. A graduate of a [theological]
seminary who has been ordained into the clergy often consumes his
wife’s entire fortune for the repayment of his debts. But at least he offers
her support, and the demands on the resources of his own family are
thereby reduced. But a student at a secular faculty often drains his
family’s resources to the last drop to pay for his own education and then
goes off and marries a Pole or a German, leaving his sisters to the will
of God and fortune, without any resources and without any preparation
for gainful employment.!

It is not my purpose here to enforce any particular definition of
feminism or to suggest that something is wrong or hypocritical in one
stance or another. It is, however, a point worth noting that Kobrynska's
ideas about seminarians and college students puts a lower value on
Polish women than on Ukrainian women. Inasmuch as it appears as part
of a political essay whose major function is to call attention to existing
social conditions, it is merely a reflection of mundane reality. But to the
extent that it reflects underlying intellectual principles, it is a marker of
the cultural ambiguity of the women’s movement in Ukraine. Can
feminism and Ukrainian patriotism be reconciled?

The same ambiguity reflected in Kobrynska’s political essay can be
found in literary works, particularly in prose. In 1884, when her essay
appeared, Modernism was not yet a movement to be reckoned with. The
relationship between Modernism and feminism developed over time. The
earliest works with a feminist undercurrent were realistic depictions of
social circumstances. Modernist features slowly penetrated Ukrainian
literature, and the women’s question gradually entered a new stylistic
environment. Good examples of this kind of work can be seen in Liubov
Ianovska’s novel from 1900 entitled Horodianka, or in Ievheniia laroshyns-
ka’s 1903 novel Perekynchyky. Both works are still largely realist novels,
although laroshynska’s Perekynchyky has elements of psychological
portraiture that stretch realism and anticipate Les Martovych’s Zabobon.
The authors of both works pay particular attention to the position of
women in the society they depict.

1. Natalia Kobrynska, “Ukrainske zhinotstvo v Halychyni v nashykh chasakh,”
in Pershyi vinok: Zhinochyi almanakh, ed. Natalia Kobrynska and Olena Pchilka, 2d
rev. ed. (New York: Ukrainian Women'’s League of America, 1984), 92. (A review
of this edition, by Marta Horban-Carynnyk, appeared on pp. 98-101 of the winter
1985 issue of this journal—Ed.)
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lanovska’s heroine is Priska Husak, who was sent by her parents to
work in the city during financially difficult times for the family. When
she returns home eight years later, she is unfit for village life. Her
arranged marriage with the village nincompoop is a predictable disaster.
And here Ianovska shows her feminist stuff and allows her heroine,
without the author’s approval but with considerable sympathy, to leave
her husband and take off on her own back to the city. The ensuing story
is a tale of woe and misery reminiscent of the works of the English
eighteenth-century moralist Samuel Richardson, whose notorious Pamela
and Clarissa, despite the attention they gave to a variety of women'’s
problems, are hardly feminist works. Priska endures one outrage after
another. She is taken advantage of, punished, humiliated, and otherwise
suffers all the troubles that an urban environment can throw at a single,
poor, and defenceless woman. Combined with the additional difficulties
arising from single parenting and disease, these troubles spell out an
inescapable doomed circle of biblically melodramatic proportions.

The position of women in society is not the primary focus in this
novel, but it is certainly a factor. Priska’s arranged marriage, the
discussions of wife beating, and the depiction of her life in the city all
indicate that Janovska is aware of the women’s question as a distinct
topic. But the central issue in this novel, as the title indicates, is the role
of the city, the source and locus of all evil. Priska’s fatal flaw was her
early exposure to and infatuation with the city. Ianovska points out that
this is part of a common pattern of sending girls out of the family to earn
wages, but no particular emphasis is placed here. On the contrary, the
village—its community and the family values it fosters—are presented as
the epitome of virtue. The contrast of city and village in this work follows
traditional patterns familiar in many cultures, not only the Ukrainian. The
village is the source of family values and community support. The city
is a den of iniquity and corruption where sinful temptations abound and
neighbours cannot be expected to help in times of need. As lanovska
makes evident in her novel and as we all know from history, the
Ukrainian city had the further quality of being foreign. Horpyna,
Melashka, Hanna, Maksym, Danylo, and Trokhym live in the village. The
city is inhabited by transplanted villagers, and its wealthier natives, such
as the Bogoliubovs, the Steinmilchs, the Rybalkins, and the ever-present
Leiba, are not ethnic Ukrainians. So, in the personal and ideological
struggle that characterizes Priska’s existence, the choice of freedom and
personal growth is associated with sinfulness and denationalization. The
polarity is pointedly repeated in the final pages of the story. Uncle
Maksym has brought the dying Priska and her daughter, Halia, back to
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the village. In answer to his accolade for the village, Priska still sings the
praises of the city:

“Baranbko ... barakko TaM qo6pa!” MoBMIIA BApPYre MOJOIHI. “KuurapHi,
TeaTpH, My3HKa, BBOJIIO CBiTa, TEeILIa, IIACTS, XXUTTS, JOCTATKIB ... YC€, YOT0
Iyina 3abaxae, Bce € B ropoai. Hi, He 3 DypHOrC TO pO3yMy, HISIEYKY,
TiKaIOTh JIOOM 3 cena.”

MaxkcuM CKHUTIiB.

“Twu Taku cBO€i ciBaem! He mokuHymna ¥ noci HoposiB! CaMa ayia y Tini, a
e He Kaemcy....”

“Qoro X MeHi Kasthuca? UM jromuHi He BUIBHO INyKaTH CoOi Kpalioro
XKUTTA?"?

Of course, when the choice is between freedom and Ukrainian
patriarchal society, even near-feminists choose the Ukrainian village.
Priska’s dying wish is that her family never allow her daughter, Halia,
into the city. In the space of a single page, lanovska manages to subdue
her protagonist’s devotion to urban liberties.

laroshynska’s Perekynchyky is another work that shows a similar
opposition between feminist and ethno-national values. Once again, as in
the case of lanovska, the author is aware of the feminist dimensions of
the issues she depicts; indeed, she explicitly targets some of them, but in
the final analysis chooses to subordinate the feminist perspective to the
national one. The complex Victorian plot line revolves around three
young women and their boyfriends, husbands, and lovers. Two of the
women are sisters. Ahlaia and Sofiia are the daughters of a dim-witted
priest and his free-spirited wife. Ahlaia agrees to a loveless marriage with
the blockhead Erakles to avoid the horrors of spinsterhood. Erakles
eventually brings her home to her mother when he discovers she’s
pregnant with another man’s child. The child later dies of diphtheria, and
the couple are partially reconciled. Sofiia, the younger sister, avoids the
dangers of imposed, loveless marriages and runs off with a handsome
young precentor. But he has no money, and her proud mother must
swallow hard and do what she can to rescue her daughter. The sins of
the mother, protopopykha Stefaniia, end up haunting her son as well when
he falls in love with the diligent, intelligent, and virtuous daughter of a
neighbouring landowner, only to discover that she is actually his sister.
The sisters and their mother are contrasted with the third young woman,

2. Liubov lanovska, Horodianka, in her Tvory v dvokh tomakh, vol. 1 (Kyiv:
Dnipro, 1991), 560. It is a little-known fact of Ukrainian literature that anyone
with the name Maksym should always be trusted.
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Anna, who is actually the orphaned granddaughter of Stefaniia’s older
sister.

Anna and her relation to Kost Antoniuk are the central focus of the
story. Both of these young people are idealists who want to better
themselves. Kost is a peasant’s son who is studying medicine at the
university in Vienna. Anna loses her chance to continue her education
when her aunt, protopopykha Stefaniia, “borrows” her inheritance to help
pay for Ahlaia’s wedding. During Kost’s visits back to his native village,
he and Anna read Shevchenko and Fedkovych together. But Kost’'s own
family treats him as a stranger and a “lost son.” In their eyes he has
become a naH, a member of the wealthy, privileged, and foreign classes.
In Vienna Kost has, indeed, succumbed to the pernicious influences of the
city. He falls in love with the daughter of a wealthy Romanian magnate
and joins a Romanian student club and denies his Ukrainian background.
Meanwhile Anna is left to suffer the indignities of the patriarchal village.
But she befriends Oktaviia, her aunt’s extramarital daughter, and together
they lay idealistic plans for work among the benighted Ukrainian
villagers. When Kost finally sinks to the bottom of urban depravity and
eventually returns home to die, Anna inherits the role of a never
elaborate married widow and selflessly dedicates her now loveless life to
serving the narod. Her graveside oration makes clear the connection
between the national and women’s questions. Kost, she explains, fell
victim to the consequences of a foreign education:

A 9YOMy B Hac XiHKH Ta JiBYaTa iHaKIlli—ce Ma€ CBiil KOPiHb ¥ TiM, IO iX He
BYaTh, AKi 000B’SI3KHM MAIOTh BOHM 3IVISNOM CYCIIJIBHOCTI, NHIN SKHUX IIPaB
BOHHM MAarOThb jgoMaraTucs Bin Hei. Llimo mepeciyHOro XiHOYOTO XKHUTTH €
3a6aBa. 3 KUM i 9K BoHa GaBHThCA, ce i GammyXe, abH JIMIN 3aIOBHUTH
HEHABMCHHM 4ac, abu 3a0HMTH HyAery i mopoxseuy. Yd cTpaTHTh IpH TiM
CBOIO YeCTh, CBOIO TiJHICTh, ce Gaiiyke, abu MOTIIa JUII 3aTPUMATH CBOE
nobpe iM’s1, ab| mepex MOALEMH YXOIHIA 3a 4eCHY. A ce TIOXONHUTSH iIe i 3
TOro, 110 B HAIIMX XiHOK 3aMaJI0 NMATPiOTHYHOTO TOYYyTS; HOKH TaK Oyje,
noTe Oyme mamaTH wie 6araTo XepTB Ha HOJIi KOCMOIIONITH3MY, Oyle Ie
6araTo TAKHX, IO GYJyTh YyTHCS HEIACTHBHMH.>

laroshynska plainly sees that the problem facing women is a result of
social norms that restrict their role in life. Indeed, the boredom and
emptiness she describes in women'’s lives goes a long way toward
explaining the frivolity she chastises them for. But she does not see what
Kobrynska saw in the case of “Wandas”—that entrapped women seek

3. levheniia laroshynska, Perekynchyky, in her Tvory (Kyiv: Dnipro, 1968),
350-1.
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any means, sometimes foolish ones, of escape. Escaping, searching for
liberty, is not something Iaroshynska allows. A woman must serve, and
her role is doubly rewarding when her servitude is adopted as a model
by men, as it is at the end of this novel by the protopopykha’s son.

The relation between feminism and nationalism evident in Iaroshyn-
ska’s and Ianovska’s novels is characteristic of works by women written
early in the Modernist period and largely in a realist style. Later works
by younger women reveal a different perception of these issues. But even
contemporaries such as Olha Kobylianska have a different sense of the
issues involved. The key difference here is not in the view of the national
question, but in the relative value of self-fulfilment. Kobylianska is an
exceptional figure in Ukrainian literature, and not just there, precisely
because she is a passionate advocate of personal liberation for women.
Her novel Tsarivna, which was completed in 1895 before either of the two
works examined above, is the most direct and most sensitive treatment
of the women’s issue in Ukraine at that time.

In Tsarivna, unlike other works, the notion that women suffer
discrimination because of their gender is addressed directly. In the very
first chapter, Kobylianska has the insufferable Muno, the male student
who will bankrupt the family to get an education, announce to his sisters
and cousin: “MyxunHa TO ‘BChO’, a XiHKa To ‘Hiuo’. Bu miBuaTa Bim Hac
3alIeXXHi, AK Ti POCIIMHM BiJl COHIIA, BiJl BO3X[yXa.... MH HaJla€M BaM 3MHCIY,
TIOBaTH, 3HAYiHHs, OMHUM cioBoM, Bce.”* This provocation establishes the
framework in which the female protagonist of the novel exists. Kobylian-
ska stages this scene in the presence of a number of women in order to
contrast their varying reactions. Muno’s mother laughs, his sister smiles.
But Natalka Verkovychivna can neither ignore nor endure this injustice.
Her entire life is a struggle to escape the constraints imposed on her by
society, particularly those that arise by virtue of her sex. But Natalka does
not battle on behalf of her gender. She does not fight for women’s
rights—she struggles for personal freedom. Where Iaroshynska presented
a number of women and compared their various responses to discrimina-
tion, Kobylianska presents other women merely to dismiss them. Natalka
is not a member of a group of oppressed individuals. She is an extraordi-
nary individual with particular needs and difficulties. Her personal
challenge is to discover a mode of existence that will not hinder her
personal development but yet society will tolerate.

This approach to social ills is, of course, essentially Nietzschean.
Kobylianska is more than casually indebted to the creator of the

4. Olha Kobylianska, Tsarivna (New York: Surma, 1954), 27-8.
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Superman. His name appears with some regularity in her works,
including Tsarivna. This is not the place to discuss how accurately or how
completely Kobylianska or any other east European writer in the early
twentieth century understood the ideas of the German philosopher. But
Kobylianska’s notions of a general human malaise and of individuals
who escape this malaise by rising above the social norm are clearly
indebted to Nietzsche and are significantly out of step with basic feminist
principles. Natalka Verkovychivna is not fighting for the equalization of
women with men. She is trying to achieve her own full potential. Her
ability to achieve this goal is blocked by many factors, only one of which
is discrimination against women. Two other important factors hinder her
development. One is nationality and the other is pride. The question of
nationality is not given major attention in this work. Verkovychivna, like
many of her literary predecessors, is drawn to the idea of service to her
oppressed nation. But she must escape her ethnic milieu to win her
freedom. She leaves the home of her uncle, takes a position in the home
of an elderly Croatian woman named Marko, and eventually marries her
son. Although Mrs. Marko and her son have a very positive attitude
toward Natalka’s devotion to her nation, in the novel this relation is seen
as a necessary compromise between personal and national interests.
The most important compromise in the novel, the one that forms its
central theme, is the one between personal ambitions and the limits and
demands imposed by interaction with other individuals. In philosophical
terms it is the gap between the self and the other. In social terms it is the
conflict between the individual and society. In sexual terms it is the
difference between instinct and accepted norms. In feminist terms it is the
divergence between the struggle for liberation and the need for harmoni-
ous coexistence. All of these elements are subsumed in Natalka Verkovy-
chivna’s battle with pride. Throughout the novel Kobylianska shows her
protagonist in circumstances where she must decide whether to compro-
mise her ideals, whether to accept partial success rather than risk total
failure. This is best illustrated in Natalka’s relations with Oriadyn and
Ivan Marko. In many ways Oriadyn is an incarnation of Natalka’s sexual
fantasy. On an instinctive level, he is everything she could wish for. But
he is not an idealist. He does not embody all of the social refinements she
prizes. In the final analysis, Natalka is frightened by her own sexuality
and jumps to the other extreme. Her relation to Ivan Marko is character-
ized by his near-total physical absence. Like his mother, he treats Natalka
with deep intellectual respect. Her idealism grows to extraordinary
heights during her stay with Mrs. Marko. But Mrs. Marko dies, and her
son turns out to be a man like all others. Natalka denies the physical
attraction between them as long as she can, but eventually she chooses
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“life” and accepts him as -a husband. Intellectual idealism and sexual
liberation are both rejected as extremes. Nietzsche and Darwin (or is it
Freud?) are forced to compromise, as are nationalism and feminism and
any other ism Kobylianska perceives as a unitary system. The aeolian
harp Ivan Marko hangs for his bride in the orchard of their home is
typical of Kobylianska’s romantic symbols and her vision of balance and
harmony. The proud and lofty image of a princess often repeated in the
novel, and with which the novel ends, is balanced by the image of
Natalka as a flower at her lover’s feet. How could Kobylianska the
feminist write: ““Mapko!” KITHKHYIa BOHA IiBrOJIOCOM i KHHYIIACH, IK CTpila
Mo cxojax g0 MOro—Hi, He SK CTpijla, ajle AK poxa, KHHEHa KUMCh MOMY
Ha 3ycrpiu?”®

Of all the women who addressed the women'’s question in Ukrainian
literature at the beginning of the twentieth century, Lesia Ukrainka
certainly had the clearest sense of the complexities and interrelations of
this issue. This is hardly surprising. Whatever her skills as a writer, Lesia
Ukrainka was one of the finest analytical minds in Ukraine at that time.
But it is not intelligence alone that distinguishes her work. Her single-
minded devotion to the intellectualization of all problems, coupled with
her choice of a peculiar dramatic genre, distinguishes her works from
those we have examined above. With Lesia Ukrainka, there is no risk that
a theoretical issue will dissolve into mundane descriptions of social ills.
The women’s question is a real issue for her, and she addresses it head-
on and explicitly analyzes its relation to other issues, such as the national
question or the problem of personal happiness. .

Lesia Ukrainka touches on the women’s question in practically all of
her dramatic works. In many of her plays, including Kassandra, Lisova
pisnia, Boiarynia, Rufin i Pristsilla, and even Kaminnyi hospodar, feminism
is explicitly contrasted with other ideological formulations in order to
examine the problems and contradictions that arise between them. In
Kassandra, for example, there are serious issues of state behind the
betrothal of Kassandra to Onomai. Troy desperately needs fresh troops
or it will fall. Onomai offers his army in exchange for Kassandra’s hand
in marriage. Kassandra is certainly a patriot, but she doesn’t appreciate
being sold as a commodity. Of course, Lesia Ukrainka complicates the
issue with other considerations, but clearly feminist and patriotic
impulses are at odds here.

Among the other issues involved here it is important to note two in
particular. They form the basic thematic substance of this play and are

5. Kobylianska, Tsarivna, 432.
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usually the primary subject of Lesia Ukrainka’s philosophical deliber-
ations. Kassandra is torn between her allegiance to Truth and the variety
of personal, familial, national, and social threads that tie her to her fellow
humans. The higher value, which in Kassandra’s case is defined as Truth,
in other plays becomes either natural law (in Lisova pisnia), absolute love
(in Rufin i Pristsilla), personal self-fulfilment (in Kaminnyi hospodar), or
some other challenge to the simple value system her characters want to
adopt. Lesia Ukrainka does not actually believe in any unequivocal
values, but her intellectual universe is always populated with absolutes
of one kind or another. The distance between these absolutes and real
life, with its social interaction, is the basic subtext of all of her plays. In
such an environment no choice can be made without compromise.
Feminist values do not define social reality; they complicate it. In
Kaminnyi hospodar feminist liberation becomes social entrapment. Every
system of values restricts its adherents. The personal freedom associated
with Nietzschean superiority cannot be reconciled with the limits that are
placed on individual behaviour to achieve social equality.

The connection between feminism and Modernism in Lesia Ukrainka’s
plays is even more problematical. By traditional yardsticks she is not a
Modernist at all. But her formulation of the women'’s question is certainly
clearer and more central to her works than it was in the works of the
writers examined above. Perhaps the fact that she is not writing prose
helps her to escape the lure of description and concentrate on the
ideological question. But the genre of intellectual drama she adopts is not
associated with Modernist theatre.

Another unconventional dramatist, but one whose Modernist
credentials are not in dispute, is Volodymyr Vynnychenko. Although
Vynnychenko is not a champion of feminism, the women’'s question
appears in his works with a clarity and focus that it does not receive
from any of the women writers examined above. Whether because he was
writing drama or because he was a man and a non-feminist, Vynny-
chenko allowed feminist issues to appear in his plays without ambiva-
lence or qualification. Like Lesia Ukrainka, Vynnychenko often creates
situations that will produce the intellectual conflict he is looking for.
Since he frequently tackles the problem of sexual ethics, feminism is one
side of the conflict he is trying to present. In plays such as Zakon or
Chorna pantera i bilyi medvid the idea of women’s equality is presented
very forcefully. It is true that Vynnychenko then goes on to undermine
this position and challenge it with a variety of weapons; nevertheless,
feminist ideas have been given an explicit (if not exactly fair) hearing.
When Ryta (the “black panther”) runs away from Kornii Kanevych (the
“white bear”) in act two and spends an evening in a bar with her
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husband’s artist friends, feminist issues have been stated with consider-
able candour. But the cards are stacked against her despite the outcome
in the café, where Kornii wins back Ryta in a game of cards. Vynnychen-
ko will not give her freedom. But he has let her make her case for it
without real interference.

Thus I conclude where 1 began. The relations among feminism,
Modernism, and Ukrainian women are problematical and paradoxical.
There is nothing actually very new in this. In her ground-breaking study
of the Western Ukrainian women’s movement, Martha Bohachevsky-
Chomiak says about as much just in her title, Feminists despite Themselves,
which emphasizes the provisional, contingent nature of Ukrainian
feminism.® My point has been to offer an illustration of how this worked
in literature (rather than in social organizations) and to point to some of
the complex ideological problems against which the Ukrainian women'’s
movement struggled and still struggles.

6. Martha Bohachevsky-Chomiak, Feminists despite Themselves: Women in
Ukrainian Community Life, 1884-1939 (Edmonton: Canadian Institute of Ukrainian
Studies, 1988).



