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Nligia BogHap Hapogunacs B Amepuui, B po-
guHi yKpaiHcbKux emirpaHmis, aki Bynu 3Mmyweni
noKuHymu pigHy 3emmio B yaci Jpyroi ceimosoi
giliHu. flons nosena ix y Cnonyyeni LWmamu, ge B
CcBAWEHUUbKIl poguHi (gigyce MucmkuHi 6ye rpe-
KO-Kamonuubkum ceaweHHukoM) Jligia BogHap
nisHaBana 3suyai i Kynibmypy YKPaiHCbKOro Hapo-
gy Ha ganekiil Bigcmai Big pigHoi 3emni. Bupoc-
mana - Ha MpiAX CBOiX poguyis, AKi nparHynu
KONUCb  noBepHymuck Ha  BambKiBWwuHy.
Hagisnace i BoHU, wo nobBayums cio ganeky
KpaiHy csoix npapogumenie, — Mpif, AKA CNOBHU-
nacs minbku B 1991 pouj, konu Ykpaina cmana
3HOBY HE3aNeNHOI0, CaMOCmMillHOI gepKaBow.
XygoxHuui nowacmuno nobysamu we gsivi Ha
3eMni  cBOTX nNpawypis, B3ABWU yyacms y
cnisbecigax 3 yKpaiHCbKUMU MUCMUAMU — CBOTMU
Cy4acHUKamu.

Mucmeuska meopyicme Jligii bogHap-Bana-
rympak nos'a3ye goBronimHi cnogiBaHHa po-
guuie i3 i BnacHum camonisHanHam. Ii Mucmeys-
ka ocsima 6asyembca Ha Knacuyi 3axigHoro
Mucmeumsa HoBOi epu — Big peHecaHcy yepes
Bapoko i ceuecilo — go cborogHiwHix nowykis
nocmmogepHismy. Kpemesna dirypamusHicms
Mikenangmeno, gpamamuyni ceimnomini Kapa-
Bagxo, Mmpilinusicme, Mmonogicms npepada-
enicmis i ekcnepumenmansHa ri6pugusayis ma-
mepianiB - nepexpewywmsca y Mmucmeymsi
bogHap-banarympak 3 Konawamu, aki nepega-
oMb MUGUHU 11 eMoyiliHO-gyXOBHOTO CMABAEHHA
go 3emni 6amekis. Xoya cnocib ii Mucmeubkoro
BUpPA3y MiHnusul, pizHOMaWimuuli i He

Everything that Lydia Bodnar-Balahutrak stands for
is poured into her art. At the heart of it all is her
intense connection to Ukraine - the wellspring of her
emotional being and self-perception. Her art is at
once a delicate and volatile mediation between her
American experience of a mythical Ukraine - the
product of her childhood imagination - and a physi-
cally real, but remote land. Reconciling discontinu-
ities of geography and history, her art negotiates a
fine line between the inheritance of a richly-endowed
culture and the alienation brought about by a centu-
ry of inimical socio-historical conditions. As an
American artist of Ukrainian descent, Bodnar-
Balahutrak's art wrestles primarily with issues of dis-
placed identity. The works represented in this album
are a result of her persistent efforts to bridge the
divide. Twenty-five years of her work coincide with
tumultuous political transformation and social
upheaval wrought upon Ukraine. In 1991, the unan-
ticipated (but deeply desired) shift from a totalitar-
ian dictatorship to sovereignty and independence for
Ukraine affected the artist with the same psychic
response as if she were a natural-born Ukrainian cit-
izen. Seeking to build a bridge to a world lost in
translation — one that could only be reconstructed
with the aid of self-conscious identity markers -
makes Bodnar-Balahutrak's art allegorical, anthropo-
logical, and profoundly autobiographical.

In the wake of the collapse of the Soviet Union,
Bodnar-Balahutrak's art has become fluently post-
modernist, addressing in a contemporary artistic lan-
guage the universal issues of the last one hundred
years: genocide, exile, and cataclysm. Apparitions of
the human form, pictorially hybridized in “Chornobyl
Deposition” (1993) and “Another Crucifixion” (1993)
and set within iconic settings, are a redemptive refer-
ence to the nuclear disaster of 1986 and the 1932-33
famine in Ukraine. Through a strategy of fragmenta-
tion, Lydia Bodnar-Balahutrak expresses her over-
whelming outrage over the cultural devastation that
has besotted this unvanquishable nation. The pro-
longed effects of such events is the stuff of her work.
As made clear by titles alone - “Stalin's Victims
Return”, “Terra Incognita”, “Rebirth of a Nation” and
“A Despot's Commandments” - Bodnar-Balahutrak's
position is unambiguous. The tactile substance of the
Fragments series, to which these works belong, com-
prises a very personal (and painful) response to the
trauma of devastation wrought upon the Ukrainian
nation by artificial famine, collectivization, and the
purges of intellectual and cultural life during the
twentieth century.

Lydia Bodnar-Balahutrak's work is about loss, mourn-
ing, and remembrance. She takes on the vestiges of

Asmonopmpem B poGimui.
Manip, oniseyps. 1985. 28x22.

Studio Self-Portrait.
Pencil on paper. 1985. 28x22 cm.

0gHO3HAYHU, Npome meMamuKkd NOCNigoBHO
asmobiorpadivka. MoyaBwu 3 peanicmuyHux
nopmpemie i NPOgOBXKYIO4U eKcnepuMeHmamu 3
dbakmypolo, B 0OGHOMY BOHO 30NUWAEMbCA
nocmiliHolo — y noeasi go ceoei HauioHanbHo-
KynbMypHOT cnaguw,uHu.

Y peanicmuyHux nopmpemax 70-x i 80-x
pokis  Jligia bogHap-banarympak  uyacmo

the trauma and the search for lost qualities and
treats the subject with compassion, understanding,
and an overwhelming sense of hope. A refugee men-
tality undeniably defines the parameters of her self-
knowledge. Sometimes, it erupts wistfully like a fleet-
ing memory; at other times, it takes on strong associ-
ational and metaphoric overtones, in the haunting
lyrics of an immigrant funeral dirge. The song, "Hear
Me, Brother of Mine" - based on a poetic metaphor of
cranes flying across an oceanic distance - was writ-
ten in exile and expresses the longing to be back in
the homeland before one's time is up. By using this
commemorative motif as a rallying point in the 1994
mixed media work of the same title, she elicits the
mournful pathos associated with the loss of home.
Similarly, by using pieces of embroidery - the loving
handiwork of grandmothers and mothers - she cre-
ates a palpable connection with the very people
whose aesthetic and cultural values she embraces. As
seen in “For Me, A Dream” (1993), the artist places her
(death) mask upon haptic relics of her own kin, thus
adding her singular physical remnants to the archae-
ological sediment of her nation's culture.
For most of her life, Lydia Bodnar-Balahutrak's under-
standing of her ancestral home was relayed through
the prism of her parents' and grandparents' experi-
ences as refugees. Forced to leave Ukraine during the
Second World War, they survived transatlantic pas-
sage and set to the task of reconstructing their tradi-
tionsin a foreign land. As was common to most expe-
riences of exile transmitted to the first American-
born generation, routines of daily life were invested
with "old-world" customs and beliefs. Ceremonious
reenactment of longstanding national traditions,
both secular and religious, made for vivid remem-
brances of a tightly-knit immigrant community. But
as much as such festive domestic rituals would
delight any child growing up, they were also bound to
create a sense of "otherness” or separateness. Being
culturally different in America was exacerbated by
the inability to travel freely to the parental home-
land, to authenticate one's experience of being
Ukrainian away from Ukraine. Critic Viktor Burgin
describes this state of in-betweenness as "the melan-
choly tension of separation from our origins." By not
being a true immigrant, Lydia Bodnar-Balahutrak
could not fully express her loyalty to her parentage
except vicariously, through her empathic insight into
a historic past. Nonetheless, her relationship to
Ukraine was never-unambivalent: the quotation of
Michelangelo's bound slave appropriated for the
painting “Witnesses” of 1994-95 serves as an obvious
metaphor, Constructed as a diptych, its roughened
impasto surfaces recall the beckoning settings of




306paxye csoix poguui ("Mogux uacy"). BoHa
BMiNO NOEgHYE KNACUYHY MaHepy i ocyyacHeHul
akagemiyHull pucyHok. CmapeHbka 6abyHs (abo
gigych) — y noxunomy Biui — 306paxeni B yux
POHHIX MBOpAx meHgimHo, gywesHo, rigHo. He
HagineHi cunotw, BOHU Malixe npo3opi, ane 38'A30K
3 HUMU 301UWAEMbCA MENAUM i BAU3bKUM,
Nepeixaswu 3 gomy 6amekis go Texacy (ge
Kuse no cborogHi), Jligia bogHap-Banarympak
NpoBOGUMb HOBi MOWYKU, BUKNUKAHI NPArHEHHAM
niznasamu cebe AK KiIHKY-gpymuHy. Tak

Wmpux go nopmpema Muxaiina.
MonomHo, onis. 1982, 40x45.

Study of Michael.
Qil on canvas. 1982. 40x45 cm.

nocmakoms Npo3aiyHi nopmpemu yonosika Mu-
xaiina i pag nopmpemis HoBux gpy3is. Malixe Ho-
cmansrilino bogHap-banarympak pospobnse me-
mamuky npoligeHoro 4acy, Konu giByuHa cmae
KiHKOIO, 1 Konu npobygiylombea B Hei HOBI nouy-
BaxHA (cepia "Excmasin"). ¥ meopi "Cnokyca” Bo-
HO UUMye asmonopmpem BArimHOT XygoKHUUi
HiMeubkoro ekcnpeciodiamy MMaynu MogepcoH-
Bekep, KoHconigyloyuch i3 XiHKAMU-XYGOMHUUSA-
MU, Kompi npomaroMm cmonimb nparHynu
3amaHicdecmysamu ceili meopuuli ronoc y

Gustave Moreau's Symbolist paintings. Across an
abyss of obfuscation, one's heritage might possibly
be found, but along with it, unfulfilled dreams and
disappointment. The artist makes these visceral
through the shards of broken pottery that seem to
have fallen off the work. Such oscillations between
vacuous spaces and their pseudo-archaeological
remnants give Bodnar-Balahutrak's art a provoca-
tively existential tone.

Through the implicit narrative of portraiture, the
artist establishes the coda of her philosophical mus-
ings. Since it was through the individual members of
her family that she came to know and validate herself
as a dislocated artist occupying two divergent worlds,
the pictorial treatment of the elderly immigrant gen-
eration, painted in the 1970s, unfolds with dignity
and grace. The simplicity of their surroundings is
reflected in the meekness of their demeanor and
underscores their humanity. In the subtle tensions of
a low-key drama, these works explore the theme of
surrender to one's fate, without a relinquishment of
hope. The figures are pensive, self-reflective, warmly
absorbing the gaze of the artist who records their
mundane routines. The artist as grandchild = ever
respectful, yet incessantly curious — probes the pri-
vacy of their ruminations and relays the cherished
details of their increasingly solitary worlds. The
tracings of a life fully-lived are etched in their
faces and express their spiritual strength, not their
corporeal frailty. Despite the Wyeth-like ordinari-
ness that bathes these works, Lydia Bodnar-
Balahutrak probes their underlying metaphysical
nature, seeking a way to understand cultural exile
and the liminal, residual experiences associated
with "leave-taking”. In these prosaic portraits, the
artist discovers nostalgic stirrings brought about
by spiritual discontinuities. She develops a visual
language of self-portrayal that plays witness to her
affinity for their experience and begins a process of
identity construction for herself. Echoes of her own
being loom behind her grandmother's visage in the
pencil drawing of 1978 titled “Grandmother: The
Way She Was”. A psychological tension is created
by unusual cropping and shallow or confined
spaces. Color is used sparingly in these portraits of
the elderly. It is drained into a diaphanous play of
light and shadow as if to emphasize depleting ener-
gies on the verge of disappearance.

What Lydia Bodnar-Balahutrak inherited from her
kin was not simply the parochial passing of one gen-
eration's knowledge to the next. She also witnessed
their tireless dedication - especially in the years of
the Cold War - to stave off the systematic destruc-
tion of Ukrainian identity brought about by the

mucmeumsi. Peminism Nligii bogHap-banarympak
cnpamosaHuli kynbmyponoriyHo: "loniBku go coH-
ua" BKA3yIOMb HO NOMYXHY XiHO4y cuny, AKa
CMPOMOXHA nepeMormu pizHi cynepeyHocmi. 3a-
nosuyylouu BiBmapHi npuliomu 3axigHoxpucmu-
AHCbKUX UEPKOB, BOHA MBOPUMb KOMMO3UUil0
HEPMBU CBOEMY NOKAUKAHHIO. 3 ogHoro Goky,
meMHull cBim BMpayeHoro, HEBUKOPUCMAHOTO;
3 iHworo - AacHa igelivicme i nomexuian. Tym
BogHap-banarympak Hasogumb ofpas fleci Yk-
PaiHKU, uumyto4u 6ina Hei cmaporpeusKy KiHovy
tirypy — OgHUM CNOBOM, 3BEpHEHHs gO yHiBep-
CANbHOT NEPEMOXHOT CUNU MIHKU.

Teopu Jligii bogHap-banarympak npoliHami
MUCMEULKOI0 KNACUKO, Wo CBigyums Npo rmu-
6oKe 3HOHHA CBIMOBOrO MUCMEUMBA, AKEe BOHA
nizHand 36nuU3bKa B 4ACMUX NOT3gKAX NO My3eax
€sponu. i Kapmuwu neperykylombes 3
imanilicbkum JleoHapgo, ronnaHgcekum Pemb-
paHgmom i ascmpiiickkum Knimmom. Yacom so-
Ha 306paxye cebe ipoHiyHO, AK nocmamb Yo-
N0BiYY, 30gyMyNYUCh HOG QAbMEpPHaMUBAMU Y
wummi  ("Ak6u Bymu uyonosikom!"). 3 iHworo
Goky, 6opembcs 3 xiHoyum igeanom ("Komnnekc
MagonHu"). CaMoBU3HAYEHHA MUCMKUHi cepeg
po3maimux nepcoHaxis okpecnioe ii wnsx go ca-
Moni3HaHHA. BoHa go3sonse cobi 3ano3uyysamu
Hasimb hopmy ikoHo-rpadivHo 306paxeHoi bo-
woi Mamepi gns nowykie ceoro snacHoro "f".

Y cepii nig Ha3sow "[flewo iHwi ikoHu" no-
cmamb boromamepi cmae ceigkom cnnioHgpo-
BAHOT MONIMUYHUMU CUNAMU  YKPaiHCbKOT
gyxoBHocmi. He3eaxalyu Ha cnpobu aH-
mupeniriliHoi igeonorii suHuwumu eipy 8 bora,
Ui iKOHU He niggalombes BiNKOBUMOMY 3HUWEH-
HIO; HE PO3BifHI BOHU MPAXOM, X04d iKOHHI pamu
cnaneHi, cnycmoweni, HemoBbu BumArHymi 3
noneny, nokpumi HesapmicHUMu Konilikamu.
Lieto cepielo Nigia bogHap-Banarympak 3axu-
Wwae ceoi Bipy B HAUil, go sKOi BOHA Hane-
Kumb, i He Niggaembcs CNOKYCAM MUcmeybKoi
KoMepuii.

Mucmeumeo Jligii bogHap-banarympak, 3o0-
Kpema cepis "®parmenmu”, rigHo BwaHoBYE
nam'ams MinslioHie xepms, kompi nocmpaxga-
AUy Yaci cmaniHCbKUX HAriHOK, i BCiX, Xmo 30-
ruHye nig yac ronogomopy 30-x pokie. 3gasano-
¢ 6, wWo YopHobunscbka mparegin mand Gymu
B OCMAHHBLOIO, ANOKANINMUYHO mparegiet
fesmanaHHOro HApogy, ane, HOBNAKU, AK BKO30-
Ho y meopi "llle ogHe po3n'amma", - BocKpec-
Hull geHb we Byge. Taki kamaknizmu Biwysanu
6 npo 3arubenb HApogy, ane goci He CNPOMOXKHI
6ynu snomumu Goro gyx.

homogenizing agency of Soviet ideology. The icono-
graphic parameters of Bodnar-Balahutrak's paintings
thus include references to history and literary figures,
poets and bards. Her collages incorporate the ves-
tiges of folk handicraft and crudely-typed verses
(passed through many hands), scribbled drawings,
segments of letters along with envelopes that deliv-
ered them - the only point of contact with relatives
who stayed behind.

The modalities of the refugee mentality are inured in
Lydia Bodnar-Balahutrak's art, notwithstanding her
status as a born and bred American. The "memory" of
a Ukraine where she never lived (and only visited for
the first time in 1991), whose air she never breathed
but through the lungs of her family, defines her aes-
thetic of estrangement. The pathos of human suffer-
ing brought about by the upheavals of two world wars
finds a direct analogue in liturgical symbolism. Even
as she creates a grotesque display of man's inhuman-
ity to man (as seen in the work “Last Rites” of 1992-
93 from the Fragments series), engendering the same
dark cynicism of Francisco de Goya's “Los Caprichos”,
she addresses the neglect and disregard for the
Ukrainian Church and the Eastern Christian tradition
under siege in the Communist era (e.qg., “That Which
Conceals and Reveals” of 1992-93 and “Jacob’s
Ladder” of 1994-1995). The incorporation of liturgi-
cal objects, and other references to ecclesiastical rit-
uals are a tribute to the cherished memory of her
grandfather, a Uniate priest. She incarnates his pres-
ence by including the personal artifacts of his voca-
tion in her work: the epitrakhelion - a Byzantine
priestly stole and vestment (phelonion). By manipu-
lating these vestigial objects of a sacred calling she
enacts a kind of reverse blasphemy that seeks to
expose the rampant desacralization of Ukrainian reli-
gious culture and the wholesale destruction of its
churches.

In the series Another Kind of Icon, the properties of
traditional iconology - a frame-within-a-frame for-
mat, the use of gold leaf, and the insertion of the key
image within the recessed central area of the panel -
represent her allegiance to those who perished for
their faith. Throughout this series, the sanctified
image of the Mother of God is besmirched by inimical
forces. The face of the Theotokos is profaned by an
ominous dark silhouette of a figure standing only a
breath's away from the sacred visage, partially con-
cealing it and obscuring its grace-giving power. In
other instances, the icon seems to be undergoing a
mysterious conflagration from within, forcing out
traces of human features emerging out of cremated
ash. These alternative icons are studded with com-
memorative medals, tokens, and devalued coins.
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B ueraHHi BenukogHs.
MNonomHo, onis.
1979. 90x75.

Anticipating Easter.
0il on canvas.
1979. 90x75 cm.

lopHo6unbcbka penikein. ®parmenm.
lepeso, no3onoma, MiWaHa MexHika.
993-1994. 53x33x5.

hornobyl Relics. Detail.
old leaf, wood, mixed media.
993-1994, 53x33x5 cm.

Their torched and cindered frames suggest that they
had been relegated for incineration long ago, and yet,
though charred and despoiled, they remain indestruc-
tible. The unusual sculptural installation piece of
1990 titled “Gates: Sacred and Profane” further rein-
forces the ecclesiastical symbolism that runs through
Bodnar-Balahutrak's works. It takes the form of the
Royal Doors of an iconostasis with its gnarly carving
of the genealogical Tree of Jesse. Where, traditional-
ly, icon images of Christ's ancestors would rise up the
branches of the tree, the artist substitutes the fore-
bears of Jesus with clay relief plates of ancient warrior
figures and nubile classical forms. The theological
content of the Royal Doors is thus replaced by six
medallions of a secular theme, and crowned by a tier
of putti-like cherubs. Just as German Expressionist
artists expressed the loss of spirituality in modemn
industrial Europe by seeking inspiration in their
medieval traditions, painters such as Max Beckmann
resorted to the conventions of multiple-paneled
altarpieces to show the constitutive elements of war
and human suffering. Lydia Bodnar-Balahutrak's
Expressionist painting titled “Of Whom Are They? Of
Whom Am I?" (1994-95) similarly appropriates the
bottom panel of an altarpiece - the predella - to dis-
close layers of meaning imbedded in the sleep of gen-
erations put to rest long ago. Recalling Gauguin's own
search for primal roots, her works reprise the nagging
questions of his 1897 painting “Where Do We Come
From? What Are We? Where Are We Going?”

Western masters as well as Ukrainian academic
painters - from Caravaggio to Shevchenko — have
inspired the poses and gestures of Lydia Bodnar-
Balahutrak's personae. A series of color pencil draw-
ings from the later 1980s (e.g., “Fighting Demons” of
1988-89) resonates in the aesthetics of classical dis-
egno ~ the basics of good drawing and the foundation
of sound academic art. The enduring quality of her
work is affirmed on the strength of this training and
practice, inspired by great masters scrupulously stud-
ied during her travels through Europe. The Baroque
and Italian Renaissance inform much of Lydia Bodnar-
Balahutrak's art - from the masculinizing of the
female figure in the manner of Michelangelo to the
implied worm's eye view perspectives represented in
the altarpieces of Piero della Francesca. In “Heads
Toward the Light” (1990-93), she quotes the central
panel of Piero’s famous 1454 polyptych in Sansepolcro,
Italy, to show that The Madonna della Misericordia
extends her protective cloak not only over the Italians
of the Renaissance, but also over the Ukrainians in the
post-Soviet era.

A signature feature of Bodnar-Balahutrak's paint-
ings is her expert handling of chiaroscuro. Through

Hose BigpogieHHA Hauii.
Tpunmux.

13 cepii “Dparmenmu”.
Manip, onis, Konax.

1991. 32,5x55.

Rebirth of a Nation.
Triptych. “Fragments” Series.
oil, collage, paper.

1991. 32,5x55 cm.

Ins Jigii bBogHuap-Banarympak, ceimornag
akoi ¢opmyeaeca B giacnopi, ui nogii cmanu
nowmosxom go HenepebopHoro BaxaHHA noby-
gamu 6nuxye 6ina csoix npawypis. Y cepii
"Bigmucku" — Macku ii o6nudus i pyk - ogHUM
CNOBOM, YCe MUCNEHHA 1 Npayto — BOHA yocobnioe
y BUWUBAHIT nogywui i mpaguuiliHomy pylwHUKY
~ pevax, BUKOHOHUX pykamu pigHoi 6abywi. B
iHWUX MBOpax BOHA 3@BiWYE enimpaxunk i te-
noH gigycs, Bwadosyluu Goro noceamy i
gigganicms nepecnigysaniil ykpaiHcbkill uepksi.

JlimypriliHi npulioMu cnpayboByiomb CKpisb
y pobomax Jligii bBogHap-banarympak:
BiBMAPHi Mpunmuxu, gunmuxu, ikoHu, HaBimb
yapcbKi BOpoma cmawms gaa Hei cumBonamu
nogcbKoi gyxosHocmi — 6opombbu MiX ceAMO-
wamu i npodaxauieto.

Asmo6iorpacdiyHul MmomeHm y meopyocmi
MUCMKUHI KOHCMPYIOEMbLCA HO  MOHMOXI
pisHopigHoro Mmamepiany — Big cyweHux rany-
30K YEepBOHOT KANUHU i WMAMKIB BUWUBAHUX
nonomex go nobymoBUX emoHiB, gpibHUX Mo-
Hem i MeMopianbHUX 3HOYKiB.

[pykoBaHi Ha 3BUYAUHIO MAWUHUI PAGKU
BipWiB, YACMUHKU NOWMiBOK-NUCMiB i KOH-
Bepm, HagicnaHi B AMepuky Big pighi B YkpaiHi,
- yCe Ue BCMAHOBJIOE "apxeonorin” wumms yk-
paiHuie, po3kugaHux no koHmuHexmax. fpo ye
ligembca 8 mucmeymsi Jligii bogHap-banarym-
paK: AK NpuMuploBamu yi gsa ceimu. 3 ogHoro
boKy, BOHG 6GonicHO nepexuBac HesgilcHeni
mpii nepeceneHuis 3 pigHoi 3emni i cnisuysae
goni UbOro MBOPYOro NOKONiHHA, AKe Boponocs

a subtle play of lights and shadows, as seen in the
series Lifestory Vignette, she models her forms using a
limited low-key palette of earthen tones. The shocking
introduction of fields of aquamarine and turquoise, typ-
ical of some of her work of the 1980s, disturbs the oth-
erwise calm setting. It shapes a dialogue of polarities
reflective of the contextual dichotomies inherent in her
work: America and Ukraine, sacred and profane, old and
young, male and female. The oppositions are revealed
in the diptych “My Ego and Alter Ego” (1979) - a
straightforward hyper-realist portrait of herself along-
side a separately painted canvas of her husband,
Michael. There is absolute parity in this dual portrait,
where the equal scale and same degree of intensity
would never hint at the presence of a "weaker sex". The
artist’s husband, Michael Balahutrak has freguently
served as a model for her. The artist adopts his mas-
culinity for her own transgendered self-portraits, in
which she addresses the conflict of selves. The staid
Cezanniste-styled self-portrait titled “Second Sight”
(1992-93) demonstrates Bodnar-Balahutrak's predilec-
tion to present herself through such alternative identi-
ties. These are playful impersonations, typical of her
desire to manifest her being through the guise of other
figures. She wryly and matter-of-factly embodies qual-
ities of maleness, while ironically revealing her own
secret female wishes: “Oh, To Be a Man” (1984).

Aside from engendering maleness, the artist's female
presence is also broadly personified. Pubescent sitters
who disclose the muted subtleties of coming of age
and loss of innocence in her Ecstasy series, or models of
irreproachable virtue such as the Byzantine Theotokos,
mark the range of her adopted alter-egos. In all cases,
Lydia Bodnar-Balahutrak shuns the display of beauty
in order to probe the effects of suppressed feelings.
Whether entranced in the wispy pleasure of their
femaleness (e.g., “A Rite of Passage” of 1986) or
ensconced in dark shallow settings (e.g., “Despairing”
of 1988), these female subjects dare the viewer to
enter into their ciphered world. Including herself in
this gallery of portraits, she becomes part of a sister-
hood of keepers of the cultural flame - ready to stand
guard over a privileged hermeneutic knowledge. The
faraway stares and personal solitude - a mixture of
isolation and intimacy — are imbued with a mystery
highlighted by warm theatrical lighting emerging from
somewhere below and "off-stage". Like an actress tak-
ing on roles (or putting on masks), as in “Whose Mask?
Whose Noble Face?” (1995-96), Lydia Bodnar-
Balahutrak consistently uses the self-portrait to
explore her indentity as a woman, reciprocated by the
strength of her female subjects. They are often treated
as symbolic familial, mythological, Biblical, or historic
ideals — as the Wife, the Innocent, the Madonna.




Mmax y pykax.
Oparmenm.
Kapmon, onis.
1985. 35x20.

A Bird in the Hand.
Detail.

0il on board.

1985, 35x20 cm,

30 cBobogy HApOGY, NOKAABWU BCi 3ycunns Ha
36epexeHHs YKpaiHu; ane 3 iHworo GoKy — ue
cmopiHku icmopii. Hapoguewucs i 3pocmatoyu B
Amepuuyi, — i 6ygyyu cyyacHolo i EgUHOID, — gOBO-
gumbca nucamu csolo icmopito. i Mucmeumso
cBigyumb NPO BeNUKi 3MiHU OCMAHHLOrO gecs-
munimma, Konu HoBi Hagii 3arnywylomb
emirpanmcebky myry. OgHak cnosa Borgaxa flen-
KOro, AKUMU B 3apy6incKi cumBoniuHO npoBoguu
Ha BiYHul cnokili 6opuis 30 BoNio i gepKaeHicmb
YkpaiHu, 3anuwaiomecs 3ragkaMu npo Bce, Wo
0MOYYBANO MUCMKUHIO Big CAMOro gumMUHCMBA.
He guBHo, wo BOHa cMinuBo 3anosuyye i ne-
pemeopioe y ceoemy meopi "Yyew, 6pame mil",
noyamkosull pagok xanibHoi cmpineybkoi nicHi,
0GHOYOCHO MPOCAABAAKYU NAM'AMb nNpo gigycs
(no mamepi) lypka, xopobporo ykpaiHceKoro
ciyoBoro cmpinbys:

Yyew, 6pame Mill,

Toapuuwy mid,

Bignimaoms cipum wHypKom

¥ypasni y Bupid.

Knuuyms — kpy-Kpy-Kpy,

B uyxuHi ympy,

Moku Mope nepenevy,

KpunoHbka 3impy,

KpunoHbKka 3impy...

KypNUKGHHA ganeKonemiyoro Xypasns
NyHae nigmekcmom y meopuyocmi Jligii Bog-
Hap-banarympak i 6Gepexe ii Ak meopus
CYYacHoOro MucmeumBd Ha nepenomi geox
ceimig, nokoniHb i cmonimb Big HiskoBocmi i
O0CMOMOYHOTO BigUyMEHHA.

Paintings such as “Journeying Into Wonderland”
(1988) bring to mind the sensuality of the Pre-
Raphaelites, while “Heads Toward the Light” (1990-93),
resonates in the spirit of Gustave Klimt's cult of the
female. The subject of Judith beheading Holofernes, so
forcefully rendered by the female painter Artemisia
Gentileschi, dramatically depicts female determina-
tion. Here the artist presents herself in a militant and
uncompromising stance; her monumental warrior-like
posture fends away those who would disturb the detri-
tus of culture. Amidst amulets and totems, Lydia
Bodnar-Balahutrak preserves the memory of Ukraine's
most famous female poet, Lesya Ukrainka, whose life
took on mythical proportions as she battled tuberculo-
sis while writing great poetry. The poet is shown in the
predella below, next to the totemic silhouette of a
Cycladic figure. The work has the breadth of an epic,
punctuated by an archetypal reference to a ritualistic
festival of flowers.

In the stark painting, “My Story” (1994-95),
Klimtian symbolist classicism hearkens back to the
Lydian peoples of Graeco-Roman times, invoking
the artist's namesake. A warlike people, the Lydians
were known for stamping small ingots with phle
gold, traces of which are introduced into this other-
wise extremely somber work. The play on the name
"Lydia" inscribed to the right, the medallion
stamped with portraits of her lineage that forms a
halo around her head, and the pseudo-gold back-
ground display the artist's marriage of traditional
religious iconography to the classical Western secu-
lar tradition. Her reliance on classical traditions of
European art history and Western civilization is evi-
dent in “The Seduction” (1993), lifted directly from
German painter Paula Modersohn-Becker's gentle
treatment of woman's (pro)creative powers.

Over time, what becomes clear about Lydia Bodnar-
Balahutrak’s art is that the equilibrium and autonomy
once secured and nurtured by her family in the dias-
pora’s comfort zone are set against the discordant
realities of present-day Ukraine, and invite a note of
disenfranchisement. The fall of communism and the
renewed hopes for the future have created radical
shifts in the artist’s approach. Years of disaffection
have come to be symbolized by materials that are torn
or broken apart, burned or distressed in some way. Her
use of cracked and brittle gold and dried vegetation
underscores the remnants of life, the last traces of
vitality. Among classical drawings and symbolist
paintings one finds bold works of varied mixed media
where ruble coins, burnt wood, and tattered cloth
become the material language of a disparaged cul-
ture. What Lydia Bodnar-Balahutrak is able to exam-
ine through skillful illusionism (dress lace, the tile
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Grandfather.
Graphite pencil, paper. 1978. 45x45 cm.

HenizHaHa 3emna.

I3 cepii “®parmenmu”.
Nanip, onis, Konax.
1994. 30x23.

Terra Incognita.
“Fragments” Series.
0il, collage, paper.
1994, 30x23 cm.

patterning of a kitchen floor, the ragged texture of a
rug or upholstery fabric) becomes equally valid
through its tactile substitutes: fragmentary minutine
that she presents meticulously in paint, become actu-
al compositional elements in her art. The physical
material of her work brings the devastation and uncer-
tainty of Ukraine's fate to the surface.

When Lydia Bodnar-Balahutrak made her first trip to
Ukraine on a fellowship from the International
Research and Exchanges Board (IREX), she was able, in
part, to reconcile her childhood antinomies. Her vision
began to encompass a social, rather than a privately-
held, subjective view. It became not a sociological cri-
tique, but a complex artistic response to the ubiquitous
voices permeating post-Soviet Ukraine. Indeed, the
year of Ukraine's declaration of independence coincid-
ed with a creative liberation for the artist that brought
radical changes in her medium and technique. The
jubilation of Ukraine's independence came to be
expressed by “Rebirth of a Nation” (1991) in the form
of a proclamation: the confetti-strewn fanfare of mass
celebrations, validated and legitimized by a trident
embossed like a wax stamp on the surface of the work.
Returning twice more to Ukraine — once to participate
in a two-month International Artists' Symposium and,
later, as a visiting artist at the Art Academy in Kyiv —
she was able to shape her recurrent leitmotif of death
into a symbol of renewal, even as her personal witness-
ing unveiled undercurrents of despair. The seemingly
disjunctive unrelatedness of the objects in her mixed
media works persist in alluding te her conflicts about
belonging and non-belonging. The photocopy and
mixed media series Imprints, which delivers strong emo-
tions through reified word-plays and sentient gestures,
is semantically rich in this regard.

Lydia Bodnar-Balahutrak's art remains a tribute to the
preponderance of rich values carried long ago from the
Ukrainian homeland. The bittersweet remembrances
of her youth and the anguish of the realities of adult-
hood make for the contemplative nature of her art. Her
concerns are not about the absolutes of beauty, idyllic
existence, orideal perfection. Despite the departing of
individual family members, or the mass loss of
Ukrainians on their own land, she can assert for herself
the reality, not the myth, of her nation. The journey
first undertaken by her parents and grandparents con-
tinues in her life and refuses to come full circle. Lydia
Bodnar-Balahutrak’s art is an extension of that jour-
ney, in perpetual motion, vividly recounting memories
and actively reviving hopes and expectations. “The
Madonna Complex” painted in 1982 - a self-portrait
with eyes that have cried themselves out - reveals
the gravity of irretrievable, uncontrollable losses that
confound her and propel her art.




