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FOREWORD

In the frame of a special project related to Germany’s Feminist
Foreign Policy the Martin Roth-Initiative (MRI) set-up a hybrid
residency to empower Ukrainian women artists in Ukraine. Through
the residency with online workshops, discussions and expert
meetings starting October 2024, an offline meet-up in Germany
in March 2025, and a joint publication, the project promoted
collaboration, intellectual search and dialogue, feminist discourse
and artistic exploration. The MRI’s explicit aim was to strengthen
the resilience of the participants and their artistic work in times of
war, by creating a space that offers temporary safety and facilitates
modes of self-empowerment and reclamation of authorship on
own narratives. One of the most rewarding feedbacks given was
the articulated sense of inspiration and empowerment through an
all-supporting, dedicated and non-judgemental community that
emerged from this residency, a sense that was attributed to the
fact, that the residency had been designed for women by
women, which has undoubtedly enabled a very special sustainability
of the community. The MRI is grateful for the trust of all
participating artists, who made this residency what it became.

Maik Mduller, Head of the Martin
Roth-Initiative, for the team of MRI

MPOJIOI

Y pamkax creLjianibHOro NPoeKTY, MOB'I3aHOro 3 PEeMiHICTUYHOO
30BHILLHbOIO MoniTukot HimevunHu, IHiuiaTuea MapTiHa PoTa
(MRI) cTBOpWMna ri6puaHY pe3vuaeHLito Ans NigTPUMKN YKPaiHCbKUX
MUCTKWUHb, SKi MPOAOBXYIOTb XXNTK B YKpaiHi. Yepes peanaeHLito
3 OHNaMH-BOPKLUONaMMU, ANCKYCISIMU Ta eKCNEPTHUMM 3yCTpivamu,
Lo po3noyanacs y XoBTHi 2024 poky, oconarH-3ycTpiy y Hime4y4unHi
B 6epe3Hi 2025 poky, a TakoX CninbHYy ny6nikaLito, MPOEKT CripusiB
cniBnpaui, iHTenekTyanbHOMY MOLUYKY Ta gianory, demMiHicTu4HoOMy
AMCKYPCY M MUCTELLbKOMY AochigxeHHo. Metoto MRI 6yno nocunutu
CTIMKICTb YH4aCHMLb Ta iXHbOI MUCTELbKOT AiSNbHOCTI Mif, Yac BiliHU,
CTBOPUBLLN MPOCTIP, KM NPOMOHYE TUMYAcoBy 6e3neky i cnpuse
CaMOpPO3BUTKY, CAMOCTBEPLOXKEHHIO 1 MOBEPHEHHIO aBTOPCTBa
y BnacHux Hapatmax. OgHUM i3 HaNLiHHILWKX BiAryKiB, OTPUMaHUX Big,
y4acHULb pe3naeHLii, 6yno cpopMynboBaHe BigHYTTS HAaTXHEHHS Ta
PO3LNPEHHS MOXITMBOCTEMN 32BASKW BCEBIYHIN NigTPUML, BigOaHOCTI
Ta HeynepeaXXeHOCTi CNiNbHOTH, L0 BUHWUKNA B Pe3YNbTaTi pe3naeHLil,
BiOYYTTS, IKE NMOSICHIOBASIOCS TUM, LLIO pe3naeHLiis 6yna cTBopeHa
XiHKaMu pns XiHoK, Lo, 6e3CyMHIBHO, 3a6e3ne4mno ocobnmBy
CTiMKicTb cninbHOTW. MRI BASIYHWUI 32 [OBiPY BCIM Y4acHULSM, SKi
3po6UIN L0 PE3NOEHLLIIO TaKoto, KOO BOHa cTana.

Marik Mionnep, ronosa IHiuiatveu
MaprTina PoTa, Big komaHau MR
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CBIAYNTUN
HAC |
MOXXJINBE

Mapis Bopucosa, npoekTHa
KoopanHaTtopka MRI

Y mexax crneLianbHoOro NpoeKkTy Ons
dPeMiHICTUYHMX MUCTKMHD IHiLiaTuBa
MaprTiHa Pota (MRI) opranisysana
pe3naeHLito ANsl MUCTKUHb, SIKi XXMBYTb
B YkpaiHi. Mopis poano4vanacs y XOBTHi
2024 poky 3 cepii OHNanH-3ycTpiven
i pocsirna po3kBiTy y 6epesHi 2025-ro,
KOJIN y4aCHULLi 1 KOMaHAa NPOEKTY
3i6panunck pazom ocobucto. MmucTeLbki
BMCOBIIOBAHHS, 3i6paHi B Ui nyénikauii,
BUHWUKIN Yy pe3ynbTaTi 06roBopeHb
NPOTIrom pe3naeHLii Ta HaTXHEHHI
B32EMO[IEI0 YCiX, XTO AONMYHYUNINUCH A0 il
CnNiBTBOPEHHS.

Pe3npeHuis o6’cegHana XiHOK
pizHOro Biky 3 pisHUMM icTOpisSiMMK Ta
PiSHUMU MUCTELLKUMU NMPaKTUKaAMM.
Cno4aTky He 6yno NeBHOCTI, SK came
BiA6YBaTMMETLCS MOLUYK CMiNbHOro
BMCIIOBIOBaHHS, aiKe Y KOXHOI cBOSI
icTopis. Jo Toro X, AOCBiA BiliHW BCe e
TPWBaE i LLie HE MOBHICTHO OCMUCNEHUN.
OpHak KoMaHpAa pe3npeHLii 6yna rotosa
[0 ui€i HEBIQOMOCTI 1 LUMPOTU TEM,

3 SKMMU NpaLoBany XyaoXHUL. 3ycTpid
32 3ycCTpiy4to rpyna npocysanacb [o
apTuKynsLii ocobuctoro goceiny
KOXHOT, i Y i MHOXXWUHHOCTI — A0
CTBOPEHHS NMEBHOIO KONEKTUBHOIO
apxisy.

Ony6nikoBaHi TYT NPOEKTH
YTBEPOXYIOTb: OCMUCIIOBATU
i cTBOpPIOBaTM Mif, Yac BiNHM — MOXNMBO;
MOXHa 3HanTu Baani o6pasu, abu
OonncyBaTU CBIT BCynepeYy HamaraHHsm
arpecopa BifgiépaTtu y Hac amory
rosopuTn. 3akapbyBaBLUN CBOT pednekcii
Y Lin nyénikauii, KO>XHa MUCTKUHS
3pobuna BNacHWM Aonuc po ictopii.
| xo4 puckycii Ta po6oTa Hap NpoekTamm
TopKanuck ocobucToro, 6on4oro,
HeneBHOro, ApPaTiBINBOro, [OCBIA, Li€El
pe3uaeHLii NokasaB: eMOLIMHO HenpocTa
po6oTa MOXe 4odaBaT CUI, CEHCY

M HacHaru, Konu Bia6yBaeTbCs Y Koni
opHOAYMULb, SKi CNyXatoTb OfHa OfHY
6e3 3acyAXKeHHS.

MpoTarom oHnamH-
4YacTUHU pe3unpaeHLii rpyna
npocyBanacbh cknagHumMu
TEMaMu Pa3oM i3 3anpPoLLEHNMU
ekcnepTkamun — KatepuHotro SkoBneHko,
INieto JocTtnesoto, Annoto Omurtepko.
Byno o6roBopeHoO NUTaHHS, SK Pi3Hi
XYAOXHUL MUHYINOrO | CbOrofeHHS
pearyBanu Ha BiMHY Yy CBOiX po6oTax,
SIK MOXJTMBO FOBOPUTM NpPO BiNHY
i ie nponsirac mexa eTM4YHOro
BMCBITNIEHHS YY>XOro A0CBify, 9K MOXHa
BMKOPWCTOBYBaTN METO[, aBTOTEOPIl
Yy MUcTeLbKkin npakTuli. Ekcneprka
3 PO3BUTKY CMinbHOT i koy4 OneHa
MaTBinyyk npoBena BopkLonu
3 pPO3yMiHHS CBOIX onop Ta peanizauil
LiHHOCTel. ThloTopKa pe3naeHLii Ta
yknapadka paHoi nyénikauii OkcaHa
BptoxoBeLbka po3nosina Npo Teopito
Ta NpakTUKy poboTK 3 apXiBamu Ta
oco6uCTMMM iCTOpiSMU | NpoBena
ceMiHap 3 06roBopeHHs PEMiHICTUYHNX
TekcTiB. MoaepaTtopku Banepis
KapnaHb Ta MapuHa MapuHidyeHko
CYyNpoBOOXYBanu y4aCHULb MPOTSIrom
YyCbOro nepiogy peaupeHLii, cnpusnu
KYNbTYpPi CMiNKyBaHHSl, COBHEHOMO
BiOKPUTOCTI i moBaru, a Takox BTiNNAK
apT-MopepyBaHHS nyoénikauii.

Mip 4ac 3ycTpidi BXUBY y4acHUL
pe3upeHuii Ta komaHga MRI
po3micTunucs y komnnekci Alte
Nudelfabrik Ha TepuTOpii KONULWHBOT
MakapOoHHOI pabpukun, NepeTBOPEHOI
Ha KYNbTYPHUI NPOCTIP Y MiCTEYKY
Uanu B Himevy4mHi. Halwa iHTeHcuBHa
TUXHEBa Nporpama BkJto4vana B cebe
BopkLonu Big Xonyn binak, MaTica
KnsiHWHiTrepa Ta AHreniku BaHek,
mancTepknacu B cTyaii FILZ kollektiv
Ta My3ei opykapcbkoro MMcTeLTBa,
3ycTpiy i3 KpicTiHoto PacmaHH Ta ii
Koneramu 3 J19Mnum3bKoi Micbkoi pagu,
cepep akunx 6yna MeHpai lexpT, Micbkui
TYp demiHicTuYHOI icTopii Big Re*map-
ping Leipzig Ta BiaBinyBaHHs Manepei
cy4acHoro mucteuTsa. Momix unm
TakoX o6roBoptoBann NPOEKTU AN L€l
nyénikauii Ta pazom opraHizyBanu pizHi
3axoaum.

MpoTarom BTiNEHHS NPOEKTY
komaHaa MRI, meHTOpKa i doacuniTaTopku
nparHynuM cTBOPOBaTU MOXJIMBOCTI,
npuBoan, NPocTip 6e3 TUCKY 1
OYiKyBaHb, B IKOMY KOXHa 3anpoLlueHa
o auckycii, ane xopHa He éyne
3acyAXxeHa, aKLWo BiAMoBUTbCS. Mo-
gpyre: nnaHyeaTu i NPOMNOHYBaTH, ogHak
3anuwaTtn Micle iHiuiaTusi. A Takox
oKpecntoBaTy none onuin i BogHo4ac

6yTM rOTOBMMMU 32 Lie NoNie BUXOAUTU.
Lle nipxin BKItOYaB rHy4YKe MiaHyBaHHS
i YyTTEBY KOOpAUHaUito. MigTpumatn
CNnoBaMu CTOMMEHUX Bif Aoporu aéo
BYaCHi HEKOPUCHI conopoLui 6ynu He
MEHLL BaXX/IMBOIO MOEIO 3afadeto sk
KOOPAMHATOPKM NMPOEKTY, aHixX 3i6patu
ineto, noaen, Nnporpamy i NpocTip

Y uinicHe mosaivyHe naHHo. YyTu KOXHY
i BIBNOBIAHO AINNTUCHL pecypcom — Ta
6a30Ba HaQiNHICTb, SIKY XiIHKWU MOXYTb
paTu ogHa opHil cepen HEMNEBHOCTI
LbOro CBITY.

Pe3npeHuis cTana po3TsrHeHUM
Y Yaci cBig4eHHsIM. HaBiTb Y HaUTEMHiLLi
AHi, CTPMBOXEHI HOBUHAMMU BiliHW,
y4acHMLi 3HaXOAUIN CUNKN NiIATPUMATK
opHa ofiHy, 6YTK yBaXHUMM A0 inen
KOXHOI, He 30aBaTUCh Y MOLLYKY
Bignosigen Ha cknagHi 3anmMTaHHS
i pamiTv gpi6HMusm. Lis ny6nikauis
iNIOCTPYE He NuLle Yac, y Skun 6yna
CTBOPEHa, a U NMNIAHICTb | BHYTPILLHIO
MilLb XiHOYOT CMiNbHOTW.

CnogiBatocb, NONidoHis ronocis Ha
cTopiHKax uiei nyénikauii nigTpumae
YMTAYOK i YNTauiB y cnpobi BigHaNTH
BITACHMWI | CNOHYKaTMMe NPUCYXaTUCh
[o ronocis poskona.
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BEARING
WITNESS TO
TIME AND
POSSIBILITY

Mariia Borysova,
Project Coordinator MRI

As part of its special project for
feminist artists, the Martin Roth-
Initiative (MRI) organised a residency
for women artists living in Ukraine. The
residency began in October 2024 with a
series of online meetings and culminated
in March 2025, when the participants
and project team gathered in person.
The artistic reflections collected in this
publication were sparked by discussions
that the artists had throughout
the residency and shaped by the
interactions of all involved.

The residency brought together
women of different ages with different
stories and different artistic practices.
At first, they weren't entirely sure how
to find common ground and articulate
something shared, since each person
had their own story. What's more, the
experience of war is still being lived and
hasn’t yet been fully processed. However,
the residency team came prepared,
both for this uncertainty and for the
wide range of themes that the artists
broached. As the meetings progressed,
each person moved closer to articulating
their own experience, and the group
began to develop a kind of collective
archive.

The projects published here
demonstrate that it is possible to reflect
and create in wartime, that images can
be found to describe the world despite
the aggressor’s attempts to take away
our ability to speak. By documenting
their reflections in this publication, each
artist has made their own contribution
to history. Although our discussions
and work on the projects touched upon
deeply personal, painful, uncertain and
sensitive areas, the experience of this
residency showed that emotionally



MARIIA BORYSOVA

challenging work can give strength,
meaning and inspiration when carried
out with a group of like-minded women
who listen to each other without
judgement.

During the online part of the
residency, the group tackled complex
issues together with experts
Kateryna lakovlenko, Lia Dostlieva
and Ayla Dmyterko. We talked about
how different female artists, both
contemporary and in the past, have
responded to war in their work, how
it is possible to speak about war, what
ethical boundaries exist when it comes
to reflecting on another person’s
experience, and how autotheory can be
used in artistic practice. Community
development expert and coach Olena
Matviichuk led workshops on identifying
personal sources of strength and
putting values into practice. Oksana
Briukhovetska, residency mentor and
compiler of this publication, spoke about
the theory and practice of working with
archival material and personal stories,
and led a seminar dedicated to feminist
texts. Moderators Valeriia Karpan
and Maryna Marynichenko guided
participants through the whole period
of the residency, fostered a culture of
open and respectful communication
and worked as art directors on this
publication.

During the in-person gathering,
residency participants and members
of the MRI team stayed at the Alte
Nudelfabrik space, a former pasta
factory turned into a cultural convening
venue in the German town of Zeitz.
The intensive, week-long programme
included workshops led by Kholoud
Bidak, Mathis Kleinschnittger and
Angelika Waniek, workshops at FILZ,

a film collective in Leipzig, and the
Museum of the Printing Arts, a meeting
with Kristina Ra¥mann from the City
of Leipzig's Office for International
Affairs and her colleagues, among
them performer Mandy Gehrt, a city
tour on feminist history by Re*mapping
Leipzig and a visit to the Galerie fir
Zeitgendssische Kunst. In between

the gathering was used for intense
discussions on the projects for this
publication and various self-organised
activities in and about Zeitz.

Over the course of the project, MRI
team, the mentor and the facilitators
wanted to generate opportunities and
impulses, a space free from pressure
and expectation where everyone was
invited to join the discussion, but no-
one would be judged for staying silent.

Secondly, they wanted to plan and

give guidance but also leave room for
initiative. Finally, they wanted to set out
a spectrum of possibilities, while being
prepared to explore beyond those initial
boundaries. The approach developed
involved flexible planning and a kind of
intuitive coordination, which seemed

to work well. Offering some words of
reassurance to those stressed by the
journey or the right unhealthy snacks at
the right moment was just as important
to my role as project coordinator as
assembling the cohesive mosaic of
project concept, people, programme
and space. Listening to one another

and sharing resources accordingly is

a manifestation of the basic care that
women can give each other amid the
uncertainty of this world.

In the end, the residency was a
process of bearing witness over a
prolonged period of time. Even on the
darkest days, when news of the ongoing
war disturbed everyone, the group
found strength to support one another,
be attentive to each other’s ideas,
persevere in the search for answers to
difficult questions and to find joy in the
little things. This publication illustrates
not only the time in which it was
created, but also the rich vitality and
strength of a community of women.

I hope the polyphony of voices in
these pages empowers readers to use
their own voice and encourages them to
listen to the voices around.
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NMPABUJIA
3'ABMIAINCS |

3MIHIOBA/IMCDb
B MPOLIECI TPU

Variable Name / HasBa 3amiHHa:
Banepis KapnaHb, MapuHa
MapwuHiyeHko

BaxxnuBo Te, ik came mu
NPUXOANMO B MiCLSl, B IKUX
OMUHSEMOCH.

— Capa Axmepg/

CTaTu cninbHOTO — e ambBiTHe
i BOgHOYac cknagHe 3aBaaHHs, 0cobrMBO
KONV MAEeTbCs NPO rpyny 3 NoHag,
ABaALSTU XYAOXHMULb, MepeBaxHO
He3HanoMmx Mix coboto. | Bce X Mu BCi
NPUILLIK A0 LIbOrO MPOEKTY 3 HAMIPOM
CTaTW YaCTUHOIO CrifIbHOrro?, KOXHa
y CBOI poni. BinbwicTb y4acHuLUb
pe3naeHLIii Ta KOMaHAN — XYBOXHUL
3 ri6pUAHOIO NPaKTUKOLO, SKUM YyXKe
6yB 3HAaMOMUN KypPaTOPCbKUIN AOCBIf,
NPakTUKK 3any4YeHHs Ta pizHi opmu
TBOpYOI cniBnpaui. Ans Hac, MUCTELbKO-
KypaTopCbKOro KonekTuay, porb
dacuniTaTopok ctana cnocobom He nuiie
6yTV NpodeCiHNMM CNIBPO3MOBHULISIMU,
a Il BiAMNoBigaTh 32 YTPUMaHHS i pO3BUTOK
NPOCTOPY PO3MOBU — TPOXU KEPOBaAHOTO,
npoTe BiAKPUTOro Anst KPUTUYHOT
camopedonekcii Ta cninbHUX Ain. Mu
npautoBann Hag TUM, Wo6 BuGyayBaTK
i NigTPUMYBaTU CRINBHOTY, BIAKPUTY
A0 PO3MOB Ha Bpa3nunBi Temu®: Npo
pisHi popmu anckpuminaii, Typ6oTy
M NiKnyBaHHS, CEKCU3M, coLlianbHy
HecnpaBeanmBiCTb, CUCTEMHE
HaCUIbCTBO, a TakOX MNPeKapHiCTb,
BUropaHHS, Big4y>eHHs Ta dopycTpallito.
®PemiHicTMYHI nigxoam Ao MucTeuTBa
B 4ac BiliHM 6YyNK BaXITMBUM KOHTEKCTOM
Halwoi po6oTw.

Sk i 6araTo NicnakoBigHUX
pe3naeHLi B yMoBax KpU3au, Us
Takox 6yna ribpupHoto: posno4vanacs
OHnNaliH, NPOJOBXNNIacs 0COBUCTUMMU

1

3ycTpivyamu i Hagani TPUBae y 3MilaHNX
dopmaTax, 3anyyato4dm pizHi reorpadii.

3 ABafusTM y4aCHULb He 3aBXAM BCi
MOFN gonyyaTucs 0o 3i03BOHIB, ane
MiHMMBa KOMMO3ULLisS FPYNU CBig4YMAa Npo
ACUMHXPOHHY, NPOTE CTiNKY NPUCYTHICTb —
4acTUHY HenepensGadyBaHO! PyTUHM
BOEHHOrO Yacy. baxaHHs 6yTn pazom
Big4yBanocs y HedoopmMasnbHUX pO3MOBaXx,
CMNiNbHUX 3yM-BeYepsiX | YatoBaHHSIX.
TBOpPEHHS MPOCTOPY AOBIpY OHNANH
3aBX/AN € HEMPOCTUM 3aBAaHHSIM,

apXxe B 3yM-KiMHaTU 3axofsTh He nuLie
aBaTapw, a 1 TiNna, ki 3aBMUpatoTb nepep,
ekpaHoM. lMoBepHeHHS yBaru Ao cBoix Tin,
A0 NPUCYTHOCTI OfHa OAHOT O3BONNIIO
HaM NMOCTYMOBO 3i6paTUCs y CNPaBXHixX
«pazom», 6ofan y LMcpoBoMy BUMIpI, ax
[0 MOMEHTY, KON Lie CTano MOX/MBUM

i dpiznyHo.

Typ60Ta B HalwoMmy npoLeci He
6yna abCTPaKTHOO KaTeropieto — BOHa
cTaBana TUM, Lo 6enn rykc Hasueana
npakTukoto ceob6oam, a Mapis MNyir ne
na Bennakaca — 3aHeNoOKoOEHOO Ji€to,
LLIO 3MiHIOE TiNO, MPOCTIP | B3aEMHICTb.
6enn rykc nucana, Wwo Typ6oTy Yacto
BiAKMAaTh, 60 BOHa He Ja€E NOMITHOro
pesyneTaty. Ane came Typ6oTa, 3a i
crnosamu, € ceo60p0t0 B Aii — ToAi, konu
il o6upatoTb 6e3 Npumycy 1 6e3 o6MiHy.
Konu BoHa BUHUKaE He 3 06OB'I3KY,

a SIK XXeCT B3aEMHOro po3ni3HaBaHHS.
Takoto 6yna 1 Hawa Typ6oTa, KOnu Mu
3ycTpinucek y Llanui: BoHa nposiensnacs
y NPOCTUX [isX, Lo AO3BONSIN
NPOCTOpPY 3MiHIOBaTUCS Pa3oOM i3 HAMW.
Sk Haronowye Bennakaca, Typ6oTa
3aBXOM TPOXU TPUBOXUTbL — 60 MopyLUye
3BUYHY NOriky edpekTUBHOCTI. | came

B LLii TPUBO3i MU 3Haxopmnu oopmy
CMiNbHOCTI — NMPUCYTHbLOI, BidKPUTOT

[0 B3aEMHOrO 3any4eHHs. Nporpama
pe3naeHLii B LbOMY KOHTEKCTi 6yna
oropoto, HA6OPOM MOXTMBOCTEMN, SIKi HE
AVKTYBanu Hanpsm, a 4O3BONSIM oéupatn
cBiV cnoci6 6yTu.

YyacHULi XyAOXHbOT PeMiHiCTUYHOT
peanpeHLii npuixanu go Lanua 3 pizHux
MICT YKpaiHu, KOXHa 3i CBOIM [OCBIAOM
BIMIHW SIK TPMBasnoi YMOBM iCHYBaHHSI.

ToX y Lin cninbHOCTI BigYyBanack He
nvwe notpeba y BiAHOBNEHHI, a 1

Yy TUMY2COBOMY NPU3YNUHEHHI NOrikn
BUXXUBAHHS, SIKY BiliHa pOGUTb 3BUYHOLO.
Mwu nopymanu npo Te, Wo deMmiHicTU4Ha
Typ60Ta Moxe 6yTH He NnLLIE PeCypCoM
NiATPUMKM, @ 1 BiANOBIAAI0 Ha NONITUKY
BUCHaXeHHS* — CTaHy, Y SKOMY Tino

M CBIQOMICTb OMUHSIOTLCS Ha MeXi

MiX BUTPUMKOIO, MPUCYTHICTIO

i HEMOXNMBICTIO BYTU. Y LibOMY

CTaHi XeCT NikfyBaHHS, BiAMOBa Bif,
NPORYKTMBHOCTI, PO3CisiHa yBara a6o

1 Sara Ahmed, Queer
Phenomenology
(Durham, NC: Duke
University Press, 2006), 2.

2 Tyt Mu nocunaemocs

Ha PO3YMIiHHS «CMisIbBHOrO»
(the common) sik npouecy
CTBOPEHHS B3aEMHUX
3B'513KiB | NpaKTKK
cniBbyTTA — Hacamnepes
y bemiHicTnyHmx nigxoaax,
3oKkpema y npausx Mapii
Myir ne na bennakacwy,

AKi OCMUCIOIOTh

cninbHe yepes TypboTy,
adeKTuBHY npaLo,
BPa3NMBICTb. ¥ CXOXOMY
KJTHOYi, XO4a 3 iHLLIOro
dinocodcbkoro KOHTEKCTY,
MO>XHa TakoX 3rafgatu
KoHLenuito cnisbyTTs 8
“Kana-JTioka HaHci Being
Singular Plural.

3 Li posmosu
Bigbysanucs nig vac
nekuin, BopkLonis,
0BroBopeHHs TEKCTIB,
NPOEKTIB i MPUBaTHO.

4 Politics of exhaustion —
BMCHa>XXeHHA aK
HacNigoKk CUCTEeMHOT
HepiBHOCTI/Hacunns, sk
NOJITUYHUN IHCTPYMEHT
cyBepeHa (B gaHomy
Bunaaky came Pocis
BUCTYyMNae CyBEpPEHOM
0719 Hac, ane wupLe

y emiHicTniHoMy
OVCKYpPCi Lie Moxe

6yt bynb-sika Bnaga/
KOPMNopPaTUBHI CTPYKTYpH,
AKi BUKOPUCTOBYIOTb
BUCHaXeHHS ANs
NigTPUMKN HassBHOTO
cTaTycy-KBoO).



BAJTEPISA KAPMAHb, MAPUHA MAPUHIYEHKO

cninbHe NPUroTyBaHHS iXXi MOXYTb
cTaBaTh HOBUMM crioco6amu CnpoTumBy.
dacuniTytoum po3mMoBM Ta HaBIryo4m
pedpnekcii B rpyni, M1 6anaHcysanm
MiX cTanoto popmoto B3aEMOp,i, Ha siky
MOXHa 6yno cnepTucs, i OBINbHICTIO
3any4eHb BiAMNOBIAHO [O GaXKaHHS.

Mwu nparHynu Tpumatucs 6nmxye go
uiei TMLWi, 4O LbOro «CnifbHOro Yepes
Typ6oTY>», Aie Halla no3uuis 6yna 6

He 30BHIiLLHbOIO A0 MPOLIECY, a TaKoHo,
LLIO pe30oHye 3 chontoigHUMM 3B'I3Kamu,
SKi BUHWKanu Ta nepefaBanmcs Nomix
YHaCHULSIMM | KOMaHAO pe3naeHL;i.

Y 30BHiLLUHbOMY MO 30pY TiNO
nepecTae HanexaTtn cobi — BOHO
iHTepnpeTyeTbCs, apXiByeTbcs. XKecTu
MOBYaHHS NOCTalOTb 5K ansTepHaTUBa
LbOMY OBTSXKIIMBOMY PEeXMMY BUAMMOCTI,
LLlo HamaraeTbes 3adpikcyBaTy,
npenapyeaTu i NiANOPsSAKYBaTH BTINEHY
MHOXWHHICTb iA€HTUYHOCTEN OQHOMY
3py4HOMY 06pa3y Ans ANCTaHLiHOro
crnoxunBaHHS. My 3BepTaemMoch Y LIbOMY
TEKCTI 00 «XECTIB» | KMOBYAHHS» 9K
A0 BTiNEHOI NO3uLii, NPUCYTHOCTI YK
HaBiTb BiIAMOBW roBOpUTH abo AisiTH
Y 3BU4HUI cnoci6. Lle moxe 6yTun
3YMWHKa, CNOBINbHEHHS, BigMOBa
CBiQYNTU, Nay3a Big NepebyBaHHS
y KonekTuBHocTi. Lle Ti adbekTMBHI akTw,
LLIO He BMUCYIOTLCS Y Oriky Ny6nivHol
apTukynauii. MiknyBaHHS NposBnsnocs
Yy MPOCTUX peyax, Takux K MPUroTyBaHHS
KaBW Y1 nepepava deHa Tin, XTO LLE He
nocywuna sonoccs. Hawi panku B Llanui
NPOMOBISIINCS Yepe3 PUMiIHHS CXOAIB,
nory nig, 6€TOHHUMW CTENSIMU KOMULLHbOT
MakapoHHOI pabpurKK, Kpi3b BikKHa, LLO
BiAYMHSIOTBCS, LLLOGU BMYCTUTU CBixXe
Tenne nosiTps. He Bce 6yno ysroaxeHo —
ane came TOMy BCe MaJsio CBili MOPS[OK
i noBTOpeHHs. CHigaHKN 32 CRiflbHUM

CTONOM CTaBalv MapKepamMu MPUCYTHOCTI.

XToCb NpMHOCKNA LLLOCh CONOpAKe, XTOCh
cTaBuna YanHuk. Mu niknyeanucs npo
TUWY i Npo il NopyLUeHHs.

Y BcTyni Ao Queer Phenomenology
Capa Axmep, roBOpUTb MPO BUZHAYEHHS
«opieHTauii» 3aranom — Wo6m NoTim
nepenTn A0 CeKcyarnbHOI OpieHTaLii —

i NponoHye npuknapg ctona sik o6’ekTa,
HaBKOO SKOro BUOYAOBYETLCS BiAHYyTTS
NPOCTOPY, MPUCYTHOCTI, HAaNPSIMKY.

B Axmep, cTin NnUWaeTbCa HEMOMITHUM
6yneHHMM Tnom dinocodcbkoi po6oTH,
SIKMW BOHA BUTSIFYE Ha30BHI. Y Hallomy
BUNaAKy TakuM MicLieM cTaB GinbspaHui
CTiN: cneplly — eneMeHToM OoHY,
Yy>XXUM Yepes acouiaLii 3 npocTopamu
YonoBiYoi couianizauil. Y Ton yac

SIK Y KOHKYPEHTHOMY CepenoBMLL
KoopAuHallisi cTae 36poeto, AesKi

3 Hac OOBiNbHO 36Mpanuncs 3a Lum
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CTOIOM Y Pi3HWUI Yac, BUKOPUCTOBYHOUU
KOOpAMHaLLito ofHa OAHOI K akT Typ60oTH.
Lle 6yna 3miHa opieHTaLiii: He Ha cebe

i cBOE BUrpaBaHHs, a Ha NpoLec, Ha yBary
[0 MepLIoro AocBify iHLWOI, Ha XecT
320X04eHHS i mepenaui.

Binbsipa HanexuTb fO Tak 3BaHUX
«3MaraHb Y BNIPaBHOCTI» — a BMpPaBHICTb,
0CO6NMBO Y Ipi, B MaTpiapxasbHil KyneTypi
4aCTO MUCIUTBLCS SIK «4ONOBiYa YECHOTa».
Y Mmexax L€l noriku Tina, ski YNTatoTbCs
K XiHO4Yi 260 dPeMiHHi, cCnpuiMaloTbCs SIK
Taki, Wo noTpebytoTb HAaCTaBHULTBa — LUO,
LLloHanMeHLUIe, B6G1BaE 3a,0BOSIEHHS Bif,
rpu. Ane 3 dpeMiHiCTUYHOI NepcnekTnBm
CTa€ 3pO3yMino: Lobu B3aEMOpisaTh 3i
CBITOM i PO3LUMPIOBATU CBOIO MPUCYTHICTb
y NpocTopi, He NOTpiGeH «ocobnuBMI
xuct». MoTpiéeH npocTip, Wo cTae
AOCTYMHUM AN8 Aii 260 CTBOPIOETHLCS SK
Takumn.

TArHyTUCS JO CBITY, SIKMN cCam
npocTsaraeTbes o Tebe — Le OocBig
cBo6opu. Ane CTBOPUTU MOFrO MOXHa
nuuwe konekTnsHo. PopmyBaHHS
AOCTYMHOro NpocTopy NoTpebye Takox
Hacy: nepwmnmMmmn pony4aroTbCcsa Ti, Hn4a
LiKaBiCTb MeHL OBTsXeHa nonepenHim
HeraTMBHUM JOCBIOOM, @ peLlTa Yekae Ha
curHan 6e3nekun. KonekTMBHe BUPILLEHHS
3aBOaHb BUTICHSE KOHKYPEHLLito, | HaBiTb
MiHIManbHUIN «KPOK» OTPUMYE BUSHAHHSI.
Tak 3pocTae 6axaHHs npo6yBaTth
i pony4atucs. AX OCb YCi HiIBU «3HalOTb
npaeuna» — 60 MU BioKPUIN iX pasom,
6e3 CTOPOHHIX MOSICHEHb | BNagHNX
iHCTpyKUin. BpewTi, 4acy 6yno o6marns,

i He BCi BCTUIMM NepPETBOPUTU LIKaBICTb Ha
pito. Ane, MoXnmBo, 6opal HapUXHYMCS.
A Ti, KOMY NPOCTO He LikaBuIA [OCBIA,

rpu, 3éupanucs 3a iHWMMK cTonamu. Ha
LLLaCTs, CTOMiB 6YNO AOCTaTHBLO.

Konun mn pymaemo npo Haw gocsig,
Ginbspay i pesnaeHLii 3arafom, 3HoBY
emouiriHoro Hamipy (emotional inten-
tionality). KonekTusHicTb 6€3 npumycy,
LLIO BUTBOpUIACs 3 pUTMY OpraHisoBaHuX
i CNOHTaHHMX B3aeMogin. BiguyTTs
CNiNbHOTHK, sIke HAapPOAXYBanocs 3 [oBipu:
o Te6e He BUKIoYaTb, HaBiThb SKLLO TH
panTom feck He pgony4uiics. MoxHa
ckasaTy, Lo BCi pa3om Mu TBOpUIU
cepenoBMLLLEe, 3aCHOBaHe Ha HaMipi
Typ6yBaThCS 11 OTPUMYBaTU TYPOOTY.
| came Lel Hamip, padLle HixX CTPYKTYpa,
Ma€ LWaHC Ha yTpUBaNeHHs. Y Haluil
cninbHOTI Typ60oTa 6yna cnoco6om
opieHTaLii B npocTopi, TinecHum
3HaHHEM | MoOMiITUYHOO BigNoOBiOaKo Ha
doparmeHTOBaHYy NPUCYTHICTb, SKY BiliHa
po6UTb HOBOIO HOPMOIO.

PREFACE

RULES EMERGED
AND EVOLVED
DURING
THE GAME

Valeriia Karpan and Maryna
Marynichenko (from the art
collective ‘Variable Name’)

It matters how we arrive at the
places we do.
— Sara Ahmed'

Building a community is a
challenging task, especially in a group
of over twenty artists, the majority
of whom have never met before. All
the same, we approached this project
with the intention of becoming part
of ‘the common®, with each person
playing an individual role. Most of
the residency participants and team
were multidisciplinary artists who
were already familiar with curation,
practices of engagement and various
forms of creative collaboration. For
us, as an artistic and curatorial duo,
the role of facilitator meant not only
engaging in conversations about
the content of the work, but also
opening up and maintaining space
for these conversations to take place.
We wanted to guide the discussion
gently while remaining open to
critical self-reflection and mutual
engagement. We made an effort to
build and maintain a community that
was open to speaking about sensitive
topics®, including various forms of
discrimination, advocacy and care,
sexism, social injustice and systemic
violence, as well as feelings of burnout,
precarity, alienation and frustration.
Our work was underpinned by feminist
approaches to art in wartime.

Like many post-pandemic
residencies in these times of crisis, this
residency was hybrid in form. It began
online, progressed in person and is
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continuing now in various forms across
different geographical locations. Not
everyone could make every single call,
but the changing composition of the
group testified to the unpredictable
schedule of war, and we could sense the
steady, albeit asynchronous, presence
of the participants. The desire to be
together led to informal conversations,
Zoom dinners and drinking tea
together online as well. Creating a
space of trust online is always difficult,
not least because avatars are joined by
bodies that freeze every so often on
screen. Guiding our attention back to
our bodies and to each other’s presence
allowed us gradually to establish a sense
of togetherness in the digital world
before we were able to meet in real life.

The idea of care was not simply an
abstract concept during our process. It
evolved into what bell hooks called the
‘practice of freedom’ and what Maria
Puig de la Bellacasa calls a “troubled
or troubling practice’ which changes
the body, space and structures of
reciprocity. bell hooks wrote that care
is often dismissed because it does
not produce tangible results. But,
she argues, care is freedom in action
when it is chosen without coercion or
transaction, when it arises not out of
obligation but as a gesture of mutual
recognition. This is the kind of care
that we practised when we met in
Zeitz. It revealed itself in simple acts
that allowed the space to transform
along with us. As Bellacasa notes,
care always induces some anxiety
because it disrupts the familiar logic
of efficiency. It was in this anxiety that
we found a form of community, one
that was present and open to mutual
engagement. The residency programme
became a supportive framework that
offered opportunities and allowed each
person to choose their own way of
being present, rather than dictating a
certain trajectory.

The participants of the feminist art
residency travelled to Zeitz from cities
across Ukraine. Each had their own
experience of living through war over
a prolonged period. The group needed
space for recuperation and temporary
respite from the survival mode which
becomes the norm in wartime. We
thought about the idea of feminist
care not only as a source of support,
but also as a response to the politics
of exhaustion* — a state in which the
mind and body exist at the intersection
between endurance, presence and the
impossibility of being. In this state,

1 Sara Ahmed, Queer
Phenomenology (Durham,
NC: Duke University Press,
2006), 2.

2 Here we refer to

‘the common’ as a
process of creating
reciprocal connections
and practices of
coexistence. It appears
primarily in feminist
theory, in particular in
the writing of Maria

Puig de la Bellacasa,
where commonality
through care, affective
work and vulnerability is
conceptualised. Jean-Luc
Nancy also deals with
coexistence in his Etre
singulier pluriel, although
he operates in a different
philosophical context.

3 These conversations
took place during
workshops, lectures and
discussions of individual
texts and projects, as well
as privately.

4 Politics of exhaustion —
refers to exhaustion

as a consequence of
systemic inequality and/
or violence which is then
used as a political tool
by a sovereign figure. In
this case, this sovereign
figure is Russia, but more
generally in feminist
discourse this figure

can be any government
or corporate structure
that uses exhaustion to
maintain the prevailing
status quo.
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gestures of care, the rejection of
productivity, distraction and cooking
together can all become new forms
of resistance. When facilitating
group discussions and guiding group
reflections, we maintained a balance
between consistent, reliable interaction
and spontaneous contributions by
participants. We tried to hold space
for stillness, for this commonality
through care’, so that we would not
approach the process from the outside
but rather become part of the fluid
connections that arose between
participants and the residency team.
Seen from the outside, the
body ceases to belong to itself. It is
interpreted and archived. Gestures of
silence serve as an alternative to this
onerous mode of visibility, which aims
to capture, dissect and subjugate an
embodied multiplicity of identities,
reducing it to a single, digestible image
for consumption from a distance. In
this text, we understand the terms
‘gestures’ and ‘silence’ as an embodied
stance, a quality of presence or even
a refusal to speak or act in the usual
way. This might mean stopping, slowing
down, refusing to bear witness or
taking a break from the group —
affective acts that resist the logic of
public articulation. What’s more, care
was manifested in simple things, such
as making someone coffee or lending

them a hairdryer. Our mornings in
Zeitz were marked by the creaking of
stairs, yoga under the concrete ceilings
of the former pasta factory and the
warm breeze through open windows.
Not everything was scheduled, but

this gave way to organic patterns and
repetitions. Shared breakfasts were

a sign of presence. One person would
bring pastries for the group, while
another would put the kettle on. We
valued both silence and the breaking of
silence.

In her introduction to Queer
Phenomenology, Sara Ahmed addresses
the definition of the word ‘orientation’
in general, before moving on to sexual
orientation. She gives the example of
a table as an object around which a
sense of space, presence and direction
is built. Ahmed brings the table — an
imperceptible, mundane backdrop
to her philosophical work — into the
foreground. In our case, it was a pool
table. At first, we simply perceived it
as part of the background, foreign
to us because of its associations with
male-dominated spaces. When played
competitively, the game of pool turns
physical coordination into a weapon.
However, some of us would come
together spontaneously to play, turning
our coordination into an act of care.

It was a change of focus — a shift away
from ego and winning to the process
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of playing and helping those who were
playing for the first time, so that it
became a gesture of encouragement
and exchange instead.

Pool is a so-called game of skill.
Skill, especially at games, is often seen
as a male virtue in patriarchal culture.
According to this logic, bodies that
are read as female or feminine are
deemed to be in need of coaching
(which, at the very least, ruins the fun
of the game). But, from a feminist
perspective, no special talent is needed
in order to reach out and interact
with the world and take up space.

The only thing necessary is that the
surroundings are made accessible as a
space for action.

Reaching out to a world that
is also reaching out to you allows
for an experience of freedom. But
this experience can only be created
collectively. Creating an accessible
space takes time; those whose curiosity
is less constrained by previous negative
experiences join first, while the rest
wait for a signal that they are safe to
join. In such a space, teamwork replaces
competition and even the smallest
contribution is appreciated. This
encourages people to join in. Suddenly,
we all seemed to know the rules of pool,
because we discovered them together
without being interrupted by men or a

figure of authority explaining them to
us. In the end, our time was limited and
not everyone was able to transform
their curiosity into action. But perhaps
they went away inspired to play. And
those who simply had no interest in
games were able to gather at other
tables. Luckily, there were enough
seats for everyone.

When we think about our
experience of playing pool and the
residency more generally, we again
recall Sara Ahmed and her concept
of ‘emotional intentionality’. We felt a
sense of community without coercion,
which emerged from the rhythms
of both organised and spontaneous
interactions. A sense of community
born of trust — trust that a person
won't be excluded, even if they
choose not to participate in something.
You could say that together we
created an environment rooted in the
intention to care and be cared for.

It is this intention, rather than the
structure of the programme itself,
that is sustainable long-term. In our
community, care became a way of
orienting ourselves in space, a kind of
embodied knowledge and a political
response to the fragmented
presence that war has rendered
normal.

®oTo Mapis MaTswoBa
Photo Maria Matiashova
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3 Bnepuwe neransHo
cTatyc bixeHus byB
BM3HavyeHun Jliroto Hauin
y 1921 poui, a ni3Hiwe
oys 3akpinneHnin OOH

y 1951-my.

NMEPEOAMOBA

MWCTELITBO
3LUMBAE
PO3IPBAHUM

YAC

OkcaHa BploxoBeLbka

Y ecei «Bxe Hi i we He» (No Lon-
ger and Not Yet) laHHa ApeHaT
OKpecsoE NpipBY, Ska yTBOPIOETLCS
B iCTOPUYHOMY Yaci pnsi nopen
i MokoniHb, 9Ki 3a3Hanu katacTpod — sk
npuknap BoHa 6epe MepLuy ceiTOBY
BiNHY. BUByX, sikuii cTBOpIOE LIIO
npipBy, po3puBac «niéepanbHy>» igeto
TAMMOCTIi Yacy, ska nepepbdavae NnaBHUN
nepexif 3 MUHYNIOro Yepes TenepiluHe
y ManbyTHe. 3a cnoBamu ApeHaT:
«3aHenap, CTaporo i HapopaXeHHs HOBOro
He 060B'13KOBO MOB'I3aHi 6e3nepepBHOIO
TarnicTio. Mixk NOKONIHHSIMU, MiX
TUMU, XTO 3 TUX YW iHLUNX NPUYUH BCE
LLle HanexaTb A0 CTaporo, i TMMK, XTO
260 Big4yBae kaTacTpody A0 MUGUHHK
KicTOK, 260 BXe BUPOCAU 3 HEto, NaHLor
3B'93KY PO3ipBaHUN i ONPUSBHIOETLCS
“NOPOXHMHA" Ha KLITaNT HiYMET
ictopuyHoi 3emni (historical no man’s
land), aky moxHa onucaTtun nuwe
B TEPMiHaX “BXe Hi i Wwe He"»!.

Xapxi bakapa 3BepTaeTbcs Ao
LbOro BU3Ha4yeHHs ApeHnT, o6
MOMUCIINTMU MicLE, SKe 3auMaloTb
6ixeHUi Ta 6iXXeHKW, KOTPi BTpaTUIn
Aim, KpaiHy, MUHYNe XUTTS i LWe He
oTpUManu NoCTiMHOro 3aKOHHOro
MPUTYNKY YX FPOMaAsiHCTBA B iHLWIA
KpaiHi. AHaniayro4m NnMcbmo
NMUCbMEHHMUKIB-6iXeHUiB (OQHIED 3 HUX
6yna n ApeHAT), aBTop po3rnspace
npo6nemy «ManbyTHbOro» GiXeHLiB
3 Pi3HUX TOYOK 30pPY NOMITUYHOI ySBU.

B opHili i3 nowmnpeHux dpaHTaszin
GinbLICTb NOOCTBA CTalOTb BiXXEeHKaMm
Ta GiXXEeHUSIMW — CBITOBOT BiNHU YK
KnimaTu4Hoi katactpodu: «CborogHi
GiXXeHLiB y>Xe He BUXOANTb O3HAYNTK
SIK BUHSITOK i3 3aranom ctabinbHoro
cBiTOBOrO Nopsaky (sk ue éyno nicns
060X CBITOBUX BOEH). 3iTKHYBLUNCH
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3 Li€to peanbHiCTo, MOXHa Yy po3nadi
YSBUTMU, LLLO ANCTOMIS HAC Ha3QoraHIE»?,

HazBa «6ixeHUi» 39BNS€TbCA TOAI,
KONW BTiKadi Ta BTika4yku Bif, KaTacTpodu
CTyNaoTb Ha 3eMIto, e LIYyKaloTb
NPUXWUCTKY, | 3anuwatoTbes Tam. Lito HasBy
i uen crtaTyc® pae im npuirimatoda CToOpoHa,
A5 IKOT BOHU, Y CBOIO Yepry, TaK 4K
iHakLwe € npo6rnemoto. BoHu ctatoThb
6ixeHUSIMKN Ta BixkeHKaMM nuLLIE Tam, Kyau
nepemicTunucs.

BTim, Ha TepuTOpisiX, 3 SKUX Ntogm
TikatoTb, WO6 NepeTBOPUTUCS Ha
GixXeHLiB, Ha 3eMnsX BilH | kaTacTpod
3annLWLatoThCS | MPOAOBXYOTh XUTH
6araTo noaeu, ski He MOXYTb YU He
XO4yTb MokMaaTh Ui micus abo ki,
TMMYaCOBO MOKMHYBLLM iX, MOBEPHYNNCS
Hazap. OpHak pns uux nogen Hemae
cneuianbHOI Ha3BK, MONpPWU Te, WO IXHE
XUTTS KapauHanbHO Bigpi3HAETLCS
Bifl XXUTTS Yy «CTabinbHOMY CBiTOBOMY
nopsiaky». NMeBHot mipoto, ons
3axigHoro cBiTy Ui NtoaM MeHLW
BMOMMI, HixX 6iXeHLi Ta 6ixXeHKN. IXHIN
ronoc mMoxe 6yTu NOYyTUI 3aBASKU
nocepepHMKam i NOCEPEaHNLSIM, SKUMU
BMCTYNatOTh XYPHaNicTU, MMCbMEHHUKM,
pocnigHuku, mutui. Cepep uux nogen,
SKi HacenstoTb TEPUTOPItO BiliHW, € 6arato
BHYTPILIHbO NepeMilleHnxX oci6 — 4acTo
«HEBMANMMUX>» BiXeHLIB | 6i>keHOK,

SKi MPOAOBXYIOTb XUTU Y BiWHI. Ane
SKLLO BHYTPILLIHbO NepeMilleHi ocobu
LLle MOXYTb MaTU NeBHUI NeranbHUN
CTaTyC, TO XWUTTS NIOAEN Ha OKYNOBaHUX
TEPUTOPISX NEPETBOPIOETHCS,
nepecdpasyBaBLUN APEHAT, Ha
«historical no man’s life» — Hiune
iCTOpUYHE XUTTS.

JocBif XUTTS Y BiliHi 9K TaKMIi Takox
MOXHa OKPECNUTU BUZHa4YEHHSIM ApeHAaT
«BXe Hi i We He». Hacnpagpai, mn Bci €
6ixeHUaMM Ta 6ixkeHKaMU — 3 TepuUTOPIl
HaLlOro MMPHOIrO MUHYIIOTO, 3 SIKOFO
Konucb, 0o BiiHW, 6yna npoknaneHa
6inbli-MeHL 6e3neyHa cTexka
Yy Man6yTHe. Tinbkn Mn He cami BTEKNU
BiJ, HbOrO — Oro BIBKUHYIO BUBYXOM
BilHW, KU CAPUYNHUB LI PO3PUB.

Y uLin KHUXLUI npepcTaBneHi
yKpalHCbKi XyAOXHULi, aKkTOPKW,
KiHopexucepku, sKi 3aebinbLoro
260 4aCTKOBO XWUBYTb Ha TepuTOPIl
BiliHW Bif, MoYaTKy POCiMCbKOro
NOBHOMacCLUTa6bHOro BTOPrHEHHS
B YkpaiHy. [lesiki 3 Hac manu TMM4acoBui
pocsif 6ixeHcTBa Ha 3axopi, 6arato
XTO 3 Hac 4acTo NoAopPOXYE Ha 3axin,

Y 3B’I3KY 3 MUCTELLbKOIO po60TOO

YK BiABiAYBaHHSM pigHUX. Ane MU

He GiXeHKU, MW — Ti, ANs KOro Hemae
Ha3BWU. MU NPOJOBXYEMO XUTH

B YkpaiHi 6inblicTb Yacy i 3anmatmcs

MMCTELTBO 3LLUMBAE PO3IPBAHMNIN YAC

Tam TBOpUicTto. Lleit BUGip nossizaHui
i3 6araTbmMa eTUYHUMU OUNEMaAMU: YU
BaXX/IMBO MPOAOBXYBaTH 3aimaTnCs
MWUCTELTBOM Mif Yac BiMHU? Yu 3aBxaou
Lle MUCTeLTBO Mae 6yTn came Npo
BinHY? LLlo Llie MeHe XBUNIOE B MEHi
i B XMTTi MOro cycninbcTea nif 4ac
BilMHW, KPiM BitHN? Y1 3anuwmnocs we
LOCb, WO BapTO ocMucntoBatn? Yu
MOXEMO MW pafiTh, 3oKkpema i Yyepes
BMTAaCHY TBOPYICTb, YN MU 3aBXOM | KOXHY
XBUMMHY MAaEMO cTpaxaaTu?

MaTun pocsig BilHM | HE MaTu oro —
Le mexa, sika po3ginse cycninbcTea
i nlopen. Mu, xTo NpeacTaBneHi y Lin
KHUXLi, XXUBEMO TO MO LieN, TO Mo Tou
6ik. M1 — nocepepHUL,i | TpaHCNOEMO
yKpaiHCbkni fOCBIf, Y CBIT. BTim, Le
He 3aBXaM Halla ronoBHa Micig. lHoai
BaXNUBILNM € 3arnnéutucs B cebe,
LWo6 BiAHAWTN BHYTPILUHI onopw, ski
3Meno BiliHOW, 260 3a LOMOMOroto
TBOPYOCTI 3i6paTn ynamkm cBoei
KOMULHBLOT iBEHTUYHOCTI, 9Ka <BXe He»
iCHYE, a HUHIWHS NepebyBae y «BXe
Hi i we He». [1exTo 3 Hac konae€ Brnné
cebe [o MiXXNOKONiHHEBOT TpaBMM. HLLi
PO3MOBNSIOTL 3i CMiNbHOTaMW CBOET
KpaiHW, 30Kpema 3 XiHKaMn — 3 TUMM,
XTO 3anuwmnucs B YkpaiHi, 3 6ixxeHkamm
i 3 TUMU, XTO MILLIAN Ha PPOHT.

ABTOPKM 3 L€l KHUXKWN BECb Yac
Y pYyci — BcepenunHy cebe i Ha30BHI fO
CniNbHOTK, No3a YkpaiHy i Ha3ap noaomy.
Mu He 6ixeHKkn, 60 MU NOBEPTAEMOCH.
Tox ons Hac Hemae Ha3su. OguH
3 TakUX BUT30iB i3 BINHU MU 30iIMCHUN
pasom. Moisaka Ha pe3upeHLiito,
opraHizoBaHa IHiuiaTuBoto MapTiHa PoTa,
cTana KynbMiHaLi€to Halol chniBnpaui
i 3ycTpiyyto BXMBY, SIKil NnepenyBana
niproToBKa NPOEKTIB ANS L€l KHUXKM.
MeHi BUNano 6yt KypaTopKoto B LIbOMY
NMPOEKTI, A€ Y4aCHWLi NpencTaBUmx BracHi
TEeMMU, SKi iX XBUTIOKOTb Y BaHni Yac. Mu
W TaK yCi BU3Ha4YeHi NpuHanexHicTio Ao
BIIHW, HAaC PO3rNsSAaloTh Y LIUX pamKax,
TOMY B NMPOEKTi He 6yno 3apaHo HisKnx
iHLWIKX pamok. MeHi XoTinocst onpuUsBHUTH
po3MaiTTa TYP6OT — Npo cebe
i OTOYYIO4MX, MPO NaMsTb, NPO BUGIP,
6yno uikaBo No6a4ynTn HIAHCOBaHiILLY
KapTUHY iHTEepecCiB i MOBCIKOEHHS,
3BEPHEHHS 10 YHIBEpPCaNbHUX TEM YU
00 <HEeBaXIMBUX>» TeM. BTim, manxe
BCE B Lili KHUXLi Pi3HUMU acnekTamu
TOPKa€ETbCs AOCBIAyY BiHW. BiliHa
NMPOCOYYETLCS BCtopmn. Ane MOXHa
no6a4nTu i 3BBOPOTHUI NPOLEC — SIK
Kpi3b LWOAEHHY TPMBOXHICTb i Big4yTTS
Hebe3rnekn Ta BTpaTu NpoburBaeTbCs 1
YTBEPAKYETLCS XUTTS.
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CBiXOro BECHSHOro AHs No4aTky
6epe3Hs 2025 poky M — rpyna
3 NPUGAN3HO OBOX AECSATKIB YKPaAiHCbKNX
XiHOK, SIKi MaHOpPYIOTb pa3oM Ha
MUCTELbKY Pe3UAEHLo0 B HimeLbke
MmicTeuko Lanu, — 6ixxnmo nnatdpopmoto
Ha Hauptbahnhof y BepniHi, wo6
nepecicTn Ha noTar go Nannuura.
Yac BignpaBrieHHs NoTsra BXe MUHYB,
ane BiH LLie CTOITb, i MM BTUCKYEMOCS
B HAMGNMNXYNI BaroH, Wo6 rnoTim
nepemTn y TON, WO HaM NOTpPi6GeH.
PanTtom Ti, xTO 6ins BUXORY, MOYNHAIOTH
BUCTpUOYBaTU Hasap — Lie He ToN
noTsr. M 3HOBY 6iXXMMO MO NEPOHY.
MpauiBHMLS Bok3any B yHidoopMmi
KPUYUTb HaM LLLOCb HiMELbKOIO | Maxae
PYKOO, LWO6 MU HEFaNHO 3aXO[AUIK
Yy NOTSr. S NOMiYato 30BHILUHE 3€AHaHHS
MiX ABOMa NOi3famm — OCb HOMY
3 OOHOrO B iHWMWW HE NPOUTWU, AECb
Mo [OpPO3i BOHWN MaloTb PO3LLENNTUCS
i noixaTu B pisHUX Hanpsmkax. 3a XBUIo
MW Taku y NOoTPiGHOMY BaroHi, noTsir
pyLliae, a Mix Hamu nyHae cmix. Te,
wo 6yno 6 pns MeHe CTpecom, kéu
s NOAOPOXYBana HaoAUHL, 3 rpynoto
XIHOK NepexunBaeTbCs K Becena
npuropa. Llert cmix, Wwo cnanaxye
i pe3oHye B Hac, NepenaeTbcs ogHa
OAHIN, 4acTo NYHaE NPOTSrOM HaLLOro
TUXHS y Llanui, skuii cTaB BaXk/InBuUMm
AOCBiIAOM KONEKTUBHOCTI i 6yTTS pasom.
Tol TxaeHb 6yB CTpaLLeHHO
CTpecoBui NS yKpaiHCbKOi Ta

®oTo Mapis MaTswosa
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OKCAHA BPIOXOBELLbKA

MiXXHapOoaHOI MONITUKMN: YKpaiHCbKOro
npesnpeHTa Ny6nivHO NPUHUXYBanu

B OBanbHomy ka6iHeTi, CLLIA
NPU3YNUHWUIK BiNCbKOBY AOMOMOrY
YkpaiHi. MeHi foCcTaTHbO Tinbku
NPOrNSHYTW 3arofoBKN HOBUH Ha CaMoTi
Y CBOIl KiMHaTi 3paHKy, o6 no4aTu
BHYTPILLUHbO OpuXaTu. 4 chiwy BUNTH

3 KiMHaTW, W06 BCTUIHYTU Ha paHKOBY
nory, NoTiM MU 3yCTpiYaemocs BCi paszom
Ha cHipaHKy. MpucyTHICTb AiBYaT, rapsi
Yan i kaBa, iXa, 9Ky Ans Hac N6'a3Ho
BUCTaBUN Y BETMYE3HIN KiNbKOCTi Ha
CTONi, COHSIMHI NPOMEHI | MepLUi BECHSIHI
CriBW NTALLOK 3a BIKHOM — BCE Lie CTa€E
pecypcom Anisl BUTPUBANOCTI i fae
papicTb. Hawi yemiwkn, papoBaHi ogHa
OfHIN, 3LiMoTb paHu Big HOBUH. Mix
HaMM BUHUKAIOTb CMOHTaHHI 3B'93KM,
CMOHTaHHi po3amoBKu. M nepenneaemocs
3 OpHi€l 3annaHoBaHOI akTUBHOCTI B iHLUY,
iHOAi PO3CMMNaEMOCs Ha MeHLLi Fpynw,

a noTim 36Mpaemocs 3HOBY. Arie MOXHa

i He cninkyBaTUCb SKMNCb Yac, @ MPOCTO
6yT1 NPUCYTHBOIO.

Xou4a us KHUXKa NpeacTaBnse
iHAMBIAQYarbHi MPOEKTU, BOHU NOBI3aHi
TUMU 3BI3KaMM, SIKi BUHUKITU MiXK HamK
nia Yac peanpeHuii. MeHi ay>xe xo4eTbcs
HaroIOCUTU Ha LbOMY AOCBIAi CAIBXUTTS
i cniBnpali, Wo AincHo BigyyBaBcs
K PEMIHICTUYHMI, Nif Yac 9KOro Mu
HaBYanncs Ha nekuisx i BopkLionax
i o6rosoptoBasnu NPOEKTN ofHa OFHOI.
Hawwi 38'93k1M Takox BMGyROBYBanuncs
3aBASKM YYWHIW | nocnigoBHiN mopepauii

MapuHu MapuHiyeHko i Jlepu KapnaHs.

Bes npumycy i TUCKY BOHW CTBOpPtOBann
aKTUBHWUI NPOCTIP, Y IKOMY AaBann Ham
MOXJIUBICTb 6YTU NOYYTUMM | MOYYTH
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iHWKX. 3aBASKM TM MiX Hamu Bigéynocs
6araTo BaxXIMBUX po3MoB. Halu Xxusun
i CNOHTaHHUI pocBif 6yB 3HAYHOM
Mipoto cchopMOBAHNI IXHBOO TBOPYOO
i Boymnusoto po6oToto. [eski y4acHuui
TaKOX iHiLitoBanu Ta NpoBoaMIn
nopii; iHiLiaTMBM N poni BUHUKaNM
i 3MiHIOBanuncs Yac of vacy. | Takox mu
BECb Yac BifyyBanu HEBMUHHY TYpP6OTY
Npo Hac koopauHaTopku NpoekTy Mapil
Bopucosoi.

Cepepq Hac € paHHi NTalwKW, 9Ki
B OAMH i3 NepLUNX OHIB BUMYPXYIOTb
Ha camoopraHizoBaHy NPOrynsHKy no
Llanuy o 7-1 paHky. [NoBepHyBLIUCH,
Mapis MaTsiLuoBa NoOBIQOMIISIE, WO BOHU
3 fiiB4aTamu NoTpanunu B 3aHen6aHy
YaCTUHY MicTa, Ae 6arato 6yAuHKiIB
CTOSITb HaMiB3PYMHOBaHI, ane Hacnpas[i
BUIMSiAaoTh Have nicns o6cTpinis.
Mwu Bci srapyemo, LWo HanepenopHi
BBEYEpi YyNuM 3 HaLMX KiMHaT BUBYX, LLLO
nponyHas Aecb Ha BiAacTaHi. 9 Yyna noro,
BXE KOMK Nnexana B Nixky, i ue 6yno tak
3HaNOMO, LLO 5 HaBiTb HE 3OPUrHynacs.
«BilHa HEMOB Ha3OoOraHge Hac, — Kaxe
Mapis. — A Wo ¢k BiliHa € 1 TYT, NPOCTO
HaM Mpo Le He ckazanu?». Y €sponi, Yne
CnokiiHe He6O NiTakn NPOKPECIOOTh
MSKMMUK 6inumMn niHismn? Tak nicns
NPOrynsiHku BUHUK MapiiH npoekT ans
Li€i KHUXKW. BitHa nosctogHa — oe 6 mu
He NopopPOXYBanu, Hac NepecninyoTh
Tpurepw, siki Ha noanHy 6e3 nocsiay
BiIHW He AitoTb. Y BUGYXax CBATKOBOIO
cantoTy M1 MOYYEMO BUBYXM paKkeT.
Y po36uTin Big Yacy i Hegornsiay 6pykiBLi
no6a4nmo BMpBY Bif BUOYXY. TpaBma
He nuwe maHidecTye cebe scpepuHn —
Yy CTPALUHUX CHaX Y1 PanToBUX NaHi4YHUX
aTakax. EkcTpanonboBaHa, BOHa ANBUTLCS
Ha Hac 04MMa 330BHi — 3 HE3HAYHUX
npeameTiB, i3 3aHen6aHNX 3aKyTKiB.
MepTBe ons Hac BXe Tenep 3aBXAn
BOGMTE — MW NEePEO3HaAYUNIU CITOBHUK.

BTimM, M1 He po3yuunucs pagitm
api6Huusam. TyT, Ha peanaeHL;ii, Mu
HacoNoAXYEMOCS ManMmun pevamu. Yu
M2EMO MM NMOYYyBaTK 3a Lie COPOM — 3a Te,
Lo MAe BiMHa | ManbyTHE Halloi KpaiHu
SIK HIKOSIW Mif, 3arpo30t0, @ MU XMXO4YeMO,
rpato4umce y 6inbspa? 3ainaemo Bevepto
uykepkamn? i Yac ekckypcii B Jlsinunr
TPaTUMO rpoLUi Ha KHUXKW, SIKi MatoTb
nopapyBaTu 3a00BONEHHS, a Konis JTiHHik
cxoAuna Ha KpacuBy, MORHY i BUOOBULLHY
BUCTaBY, a MOTiM co6i Kynuna 6ykeTuk
TIONbMNAHIB i ManeHbKy NAsLLeYKy BUHA,
i LLile o HY Taky camy nopapyBana MeHi.

AnboHa KysHeuoBa y cCBOEMY
ecei-aBTonopTpeTi nuwe: «CborogHi
0 7 paHKy S NIPOKUHYnacs Bif Fy4YHUX
BMOYxiB». A gani: «CborofHi, 20 rpynHs,
Yy MeHe 6yB 3anunc Ha MaHikiop». A e gani

MMCTELTBO 3LLUMBAE PO3IPBAHMNIN YAC

nutae: «4un He 6e3rny3no B3arani poéuTu
BUGIp y 6ik gornsaaoBux npolenyp, Konu
MOXHa noTpanuTu nig o6¢cTpin éynb-

Kol MuTI?» Booma, B YkpaiHi, Kpiab yci
MOXJIMBI LUMAPUHWN MPONasnTb XUTTS,
Yacom 6e3rny3no. MaHikiop — Lie Takox
ManeHbKUA MUCTELIbKUI aKT, 9 MEeBHa, LLLO
Yyepes Te, LLO XiHKK Ginblle NpuKpaLlaoTb
ce6e, BOHU 6inblue XYAOXHML.

XKuTTte nponasuTe y doaHTasii Ta
Mpii — BOHO Take HacTUpnuBe, Lo
npo6u1Bac OenpecrBHUIN CTaH o6pazamu
yTonii. Y Ui KHUXLi € ABa NPOEKTH
yTOnin, SiKi OKpecntooTb (HE)MOXIMBUIA
BUXif i3 6e3Buxofi, iXx cTBopunm Ons
€pemeena 1 OneHa Kypsens. Ha
MantoHkax Oni XXiHku po3cnabneHo
nexaTb Ha JIOHI NPUPOQU i He 605TbCS
TOro, WO iXHi HaBPa3NMBILLi YaCTUHM
Tin BigKpUTi. AQXe Y LibOMY CBITi BXe
Hemae Yonosivyoro nornsapy (male gaze),
KNI Hece 3arpo3y HacuNbCTBa, NMOMIOE
i npmBnacHtoe. LiInx XiHoK Takox Bxe
HiXTO He Ha3Be Po3nycHMMU, 60 Le
MOHSTTS 3HUKHE, SIK | peLuTa KOMULLHIX
knacudpikauin. OniHa yTonis — omax
«MenaHxoninHomy Banbcy» Onbru
Ko6unnsgHcbkoi. Y TBOPi MMCbMEHHMLS
Mpi€ Npo XiHO4Y CHiNbHOTY, B SIKiN
naHye nto6oB i B3aemoniaTpumka. Lle
CBIT 6e3 naTpiapxaTy, B HbOMY HEMae
MicLis THOGMEHHIO, NaHYBaHHIO i BilHaM.
Lls yTOonis HaBiTb OKpeMMUMKU pucamm
BTINMIOETLCS Mif, Yac HaLLoi pe3naeHLii —
NPUGNU3HO Tak MU MOYyBaEMOCSH Ha
KOMULLHIM MakapoHHin dpabpuui B Lianui.
Yci piB4aTa BUNPOMIHIOIOTb Kpacy — He
OS89 4ONOBIYUX MOMMSAiB, iX e 60 TyT
Hemae, TOMy Hanpyra Lwopao Toro, Lo
Hac MOPiBHIOIOTb, OLIHIOIOTb, COPTYIOTh
i Bin6UpatoThb, 3HMKAE.

B yToniuHomy cBiTi OneHun Kypzens
noAu 3HUKAOTh LLINKOBUTO: «...B
MeHi pocTe i BKOPIHIOETLCS MOYYTTS
po34apyBaHHS Y NMOACTBI», — kaxe OneHa.
«JltopcbKi iCTOTU acoLitoloTbCs Y MeHe
3i SHULLEHHSM camux cebe i BCboro
HaBkono». Ha amiHy ntoasm npuxoasTb
Ka3KOBi CTBOPiHHS, SIki MatoTb nuLLe
okpeMmi aHTpornomopdoHi pucK y iXHin
nopo6i TBapuH. MixXX HUMU «He iCHYye
HacunbCTBa Ta 3HeBarw, BCi iCTOTK
CMiBICHYIOTb Y MUpi Ta 3narofi». YTim,
CBIT Ka3koBUX icTOT OneHn CNOBHEHUN
NoXmMypwux Konbopis. MoxnunBeo, Ui HOBI
icToTK cniBiCHYtOTb Y MUpi Ta 3naropi, 60
32CBOINN YPOK, KU HE 3MOTIO 3aCBOITH
NOACTBO, LLO 3HULLMITO NOoMNepeaHil CBiT?
MonenuLue NOACLKOro CBITY CTpaxaaHb
i HULLLEHHS NIeXUTb NevaTTio Ha HOBOMY
cBiTi anarogn. Moxnueo, Ui icToTn €
Gi>XEHLUSMM 3 HALLIOTO HUHILLHBOIO CBITY
i HecyTb y cO6i NamsiTb i 6ilb NPO 3M104YUHM
IXHIX nonepepHuKiB.
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MapeHHs yTonii, 9K noLyk BTedi
Bif, peanbHOCTI BiiHW, Haragye npo Te,
LLIO B CUTYaLliSx BTPATU KOHTPOIIO Hap,
BNACHUM XUTTSM i Yepe3 6pak 6a30BOi
6e3neKkmn 4acTo He NULIAETLCS iHLOrOo, 9K
LIYKaTW NiATPUMKU B «HaAJIFOACbKOMY>»
4n «nozantoncbkomy». AHsl MoTboMkiHa
pocnigXxye cyvacHi putyanu i marito,
NMoMivatoyu, WO iIXHS MOMNyNsSpHICTb
3pocna nif Yac BiiHU. BoHa nponoHye
«MOMIYHUW pUTYyan», y SKOMY Taki MizepHi
npeameTy sk fipa, TPy nanuui, nanipeupb,
py4Ka i 3ananbHM4Ka 3a YMOBW NpaBuibHO
BMKOHaHMUX Aii MOXYTb 30iIMCHUTAN «4y0o».
Bipa B marito noBepTa€ Bipy B CBOIO CUJy.

Lis Bipa B Te, WO MarivHi Aii i 326060HM
MOXYTb MaTu CEHC, € HEMOB A3epKaslbHUM
BiLO6paxKeHHsM Big4yTTS BTpPaTU
CeHcCy B TOMY, fie BiH paHille cnokilnHo
i BneBHeHO nepebysas. Lle moxe 6yTun
BTpaTa CeHcy B MUCTeLTBi. AKTOpKa
FOnia JNMiHHik 3BepTacTbCcs Ao peanbHOl
icTopii, aka Tpanunacs y Xapkicbkomy
TeaTpi NSNboK oapa3y Micns novaTky
NOBHOMaCLUTaBHOro POCiNCbKOro
BTOPrHEHHS i Micns Toro, 9K HanepepoaHi
LbOro TeaTp roTyBaB [0 nNpemepu
BucTaBy «MaTtiHka Kypax». FOnisi aragye
326060HHICTb TeaTpasibHOI CMiNbHOTH,
sika 6yna HaBiTb rOTOBa NMOBIPUTU Y Te,
Lo came NiAroToBKa L€l mecu, B siKin
ineTbcs Npo BiMiHY, CNPUYMHUNE peanbHy
BiMHY B YkpaiHi. [Jani B TeaTpi cTaeTbcs
PO3KOM — OfHi BBaXalOThb, WO 3 BINHOMO
MUCTELTBY NPUIALLOB KiHeLlb, 60 X
NOTPiI6HO 3aimaTMCs Ba>XKIUBILLMMMU
cnpaBamu — BOSIOHTEPUTU, fonomaraTu
PpOHTY, NOpaHEeHUM i GixkeHUsM Ta
GixxeHKaMm, sKi BTpaTUAn gim. [HLwi
NPOAOBXYHOTb BBaXaTH, LLLO NOMpuU BCe
TeaTp NOBMHEH JAani NpautoBaTh, HaBiTb
SIKLLIO Lie KOMYCb 302€TbCsl abCypaoM.
o uiei icTopii FOnist npus’ssye cnorap, 3i
CBOro AMTUHCTBA NPO KaM'IHUX Yepenax

®oto AnHa PepnoToBa
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Ha AUTS4OMY MarpaH4mKy y 602-my
panoHi XapkoBa, 06'eKTiB Tak 3BaHOrO
xXek-apTy. ManeHbka FOng HacTupnueo
npocuna mamy gatw i Boau, Wwo6 nitm n
nonuTu Yepenax, 60 BigyyBana, Lo BOHM
CTpaxpatoTb Bif, 3acyxu i cnparu. diB4nHka
nonueana Yepenax perynspHo i BigaaHo.
HwuHi uer puTyan Harapas i BipAaHICTb
TeaTpy i MUCTeLTBY Y Yac BiliHW — LLLOCb,
LLIO MeXYe 3 Bipoto B kasky. B oguH i3
aHiB y Llanui nepepn Bevepeto mu 3 FOneto
CUOMMO Ha OMBaHi 6inblue roguHn n
06roBOPIOEMO, SIK 3MINUTK Ui ABi icTopii
B OAMH XYAOXHil HapaTuB. 3ropgom Kons
nULLIE NPUIOIOMLLNMBY Ka3ky Ans Liei
KHUXKW — NPO Bipy | MOXIIMBICTb 3LLINEHHS.
OneHa Mopo3oBa OnNucye, 9K 3aHATTS
MasitoHKOM i dpoTorpadpieto i€ Ha Hel
uintoLle, BiABONIKaE Bif TPMBOXHMNX
AyMok. BoHa pinntbcs oco6ucToro
icTopieto TMUMYacoBoro 6ixeHcTBa
3 OiTbMM B €Bponi, sike AOKYMeHTyBana
y dboTorpadisx, a 3roqom nepeliina go
XYAOXHIX eKCNepUMEHTIB, Hamarat4mch
roBOPUTU NPO BCE TOM Xe AOCBIA 6010
Ta TPUBOT | NPO MUCTELITBO SIK CNOCi6
3LineHHs.

BepoHika YepegHu4eHko — Ta 3 Hac,
XTO HEe 3MOrna NpUeaHaTUCS Ao NoI3AKK
B LlaliL, Yepe3 cBOlo OAHOPIYHY OUTUHY.
TexHika MantoBaHHS KOIbOPOBUMU
oniBUSIMU, SIKY BOHA 3aCTOCOBYE
9K «MOBiNbHUN, MeaNTaTUBHUN
i TepaneBTUYHMI NPOLIEC», PE3OHYE,
3a cnoBaMu BepoHiku, 3i cTaHamu
BiAHOBNEHHS Ta LIMKIIYHOCTI Y NpUpoa;.
MaTepuHcbke NOBCIKAEHHS TEX
BKJItO4a€ B cebe YBaXHICTb A0 ApPiGHOro,
[0 OeTanewn, 0O NOPyXiB, AUXaHHS 1
opraHi4Hux npotecis. BoHo Takox
BMJIMHYJO Ha Te, LLIO KONbOPU MasltoHKIB
3MiHMMCS Ha sickpaBi. TakMM YMHOM
MUCTELTBO CTA€ CUHTETUYHO POPMOIO
«CTIMKOCTI | Ha@ii», B 9Kih BNANB AUTUHU

Ha MaTip i mowykK MaTip'to «cunu Ta
NigTPUMKWN>» CNNiTaloThCS.

Mpo iHWKI, «3amoBYaHUN» 6iK
maTepuHCcTBa rosopuTb [A3BiHKka MiHYyK.
Mig Yac BiMHW NPUNHATTS «MPaBUIbHOrO»
pilleHHS Ans MaTepi — BUBO3UTU AUTUHY,
3aNULLIATUCS Y1 NTU Ha PPOHT — po3puMBac
MaTip, MpW TOMY LLLO BOHA Y Uil cuTyaLii
HamMaraeTbCsl «MOBOQJUTUCS CMOKINHO
NPUHAWMHI NPU AUTUHI», Y TOW Yac siK
XOYETbCS «KPUYaATU LLLOCUIIN, KOMU HIXTO
He Yyye». Ha TemHux dooTo [3BiHKM —
BMpPBaHi CBiTNOM doparmeHTH i getani,
BOHM HarafytoTb cnanax i Kpuk. 3a
AeTannto Big4yTHa eMoLinHa i isnyHa
Hanpyra a6o WTamn BiliHU, SK-OT HOMep
TenedoHy, HaNMCaHNN KyNbKOBOIO
PY4KOIO Ha pyLi [OYKM Ha BUMa[oK,
SKLO NOTPiGHO 6yAe po3LyKyBaTh ii
6nn3bKMX. OMUHUBLUNCH Ha PO3HOPIXXKI
BM6opy, [3BiHka o6Upae BiiCbKOBY
XYPHanicTuky, ane goci He NesHa, Wo
BYMHMNA SKHaWKpaLLle Wo#o AUTUHMN.

Lls Bpa3nuBa HeMeBHICTb Yy BNAaCHOMY
BM6GOPi Haragye Ham Npo Te, WO He
BapTO POBUTU CyOXKeHb LWOAO iHLWNX
TaKOX i LOAO «EANHO NPaBUbHOro»
pileHHs ang maTepi 3aranom. Liew nipxig,
He3acyAXXeHHs BaXMBUK, 60 4acTo
MOXHa N06a4nTH, 9K NPOTUNEXHI BUGopH
pPO3aiNsoTh NOAEN, CitoTb HEMPUSAZHb

i peceHTUMeHT. BTim, y BCix Hac 6inbLue
cninbHoro, Nonpwu Te, Wo BU6opwU pisHi, —
MU BCi HeceMo B cobi TpaBMy BillHMW.

BinHa ocinae B HecBinomomy,
BiArykyto4nce y cHax. fawa
MoponbueBa NpepcTasnse intocTpauii
[0 BIaCcHUX CHiB Yacy BinHK. Mig,
4Yac CTBOPEHHS MUCTELbKOT pO60TH
BiAGYBaETbCS MPOLLEC, CXOXUI 3 TUM,
sk HecBigome dpopmye cHu. OTxe,
o6pa3zun Jawi — ue nepepobka maTepiany
HEeCBiOOMOro CHOM i3 NoganbLUOKO
nepepo6koto cCHy TBOpYicTto. BoHa
Ha3zBana cepito «4ac npocTux
meTacpop». Homy came BillHa cTana
«4acoMm NpocTux metacpop»? Moxnmeo,
TOMY, LLIO MEPETHYTU NiHiO MiX XUTTSM
i cmepTiO CcTano ayxe npocto? A npocTi
peyi Habynu 6inbLIOI LiHHOCTI, Yy TOMY
Yncni 9K Taki, LWo MOXYTb MPOTUCTOSTH
LLLOAEHHOMY 324YLLUMBOMY NPUTHIYEHHO
BilHOO? K i Mpii Npo yTonito,
nocnigXeHHS CHiB MoXe BUrnsagatu K
BTEYElo Bif peanbHOCTI, TaK i 3ITKHEHHSM
i3 Heto B iHLWKMI cnoci6.

MNpoekTn Npo BnacHy Tpasmy
[ay>Xe 0cobuCTi — i BogHO4Yac roBopsThb
Ham nNpo 6araTbox, XTO NepebyBae
Yy CXOXiV cuTyauii. BoHn MoxyTb
CTaBaTW YHiBepcanbHUMK o6pazamu
A1 BUCIIOBNEHHS [OCBIAY CNiNbHOTU
i konekTuBHOT Tpasmu. Ans MoniHn
MeTpiwmnHOT NoWTOBXOM HO cepii
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XYAOXHiX dooTorpadpint cTano BigHyTTS
BHYTPILLHbOI PO3KOSIOTOCTi B pe3ynbraTi
BTPaTW OOMY: «...BiiHa He nuwie
Bigpanse isMyHo Bif, piAHOro Aomy,

a i po3puBaE 3cepennHu, 3anunLiatoym
MeHe pPO3CHMaHOoK MOMIX MicLsMU,
crnoragamu, Big4yTTsmm». Cripytoun

3a UMM cTaHoMm, MoniHa, 3a i cnoBamuy,
LinecnpsmMoBaHO AEKOHCTPYLoE cebe

i noegHye 306paxkeHHs YaCTUH BNAacHOro
Tina 3 o6pasamu, LLO HaragyoTh AiM.
TakuM YnHOM Nazn cebe He Gyne
3i6paHo, HAaTOMICTb CK/lageTbCsl iCTopis
3 oparmMeHTiB, MOETUYHa i LLeMnmBa.

B ocTaHHiN AeHb pesnpeHLii 3a
CHipaHKoMm Ha wuiy MoniHn nosepx
3BUYaNHOI 6inoi PyT6ONKM — TON Camui
6inun BUB'I3aHNN MaMOO MePEXUBHUM
KoMipeLib, O CKPINNSeTbCS Ha
LIKT 6POLLKOLO, SIKUIN € O6'EKTOM Ha
opHin 3 1T dpoTorpadini. BiH mas 6um
AOMOBHIOBAaTW TEMHY CYKHIO, arne Tenep
BiH MOEAHYETLCS 3 YNM 3aBrofgHo. BiH —
BiAKONOTUI chparMeHT MUHYIOrO XUTTS
i CUMBON BTPa4YeHOro 383Ky 3 maTip'to
i BomoMm. HaBiTb 6yay4n poO3KONOTMMMU,
MU MOXEMO BifpOOUTUCE Y MEBHOMY
noepHaHHi enemeHTiB. Mam’aTHUI
KoMipeLb Hece B cobi i 6inb Npo BTpaTy,
i Nam’aThb 9K BTiXY.

OpHoro 4ynoBoro oHs nNif 4ac Halwoi
pesnpeHLuii KatepuHa Kpoxa nponoHye
HaMm TaKoX MorpaTu i3 dparmeHTamuy,
SKi € BiloKpeMneHMMn ofHe Bif, oAHOro
CIIoBaMu HaNMcaHoro Heto TekcTy. Cnosa
BMOUTI Ha ManuX MUHSHUX NNacTUHKaXx,
SKi nepemillaHi i nexaTb Kyrnoto Ha
ctoni. [oYyaTKkoBMI TEKCT HEBIOOMUN.

S noYnHao po3pUBNSTUCS CrOBa,
COpPTYBaTH iX, LUYKATN NOEAHAHHS ANs
MOXITMBOI NOGYA0BU peveHb. AKUXOCh
cniB MeHi ayxe 6pakye, ane ix Hema,

i MYLLY KOPUCTYBaTUCh TiNbKW TUMMU, LLO €.

Lle o6MeXXeHHS panTom BUKIIMKAE a3apT
i LikaBiCTb 4O TAEMHWL NEPBUHHOIO
TekcTy. Yn 6yae B HaluMX TeKCTax LWOCh
cninbHe? Yn BoHM 6yayTb aGCONOTHO
npo pizHe? [esiki 3 HasBHUX CNiB MeHi

3aMBi g1 MOro TekcTy. S BigcyBsato iX y6ik.

BTim, 9 XO4y BUKOpPUCTaTU MakCUMarbHy
KiNbKIiCTb CNiB 3a4ns CNifibHOCTI

3 KaTiHum Tekctom. Lig cninbHicTb He

B 3micTi, a B yomy? B Typ60Ti Nnpo cnosa?
Y MeHe BUxopguTb noesis. Konu sropom
KaTepuHa nokasye meHi opuriHanbHUM
TEKCT, BiH BUSIBNSIETbCS Npo3oto. OTXe,
noesisi 39BNSETLCS i3 PO36UTOro
TekcTy? Pozéutoro cepus, po3ébuTtoro
«g»? 3rapytouu, sk MoniHa MeTpiwmnHa
36upac i3z pparmeHTiB po3zbuTy cebe,

S AyMato Npo Lo NPakTUKY sK Npo
NocTiMHEe BUHAWOEHHS HOBOTO, KOTpe
ponomarae CnpaensTMcs 3 4OCBIAOM
BTPaTW i pyrHaLii, 3oKkpema 1 3aBasku
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MOLUYKY NOETUYHOI popmu. 3a iHLLUM
CTONIOM fiBYyaTa NinngaTh i3 MUHW BNaAcHI
NAacTUHKK | BUGMBAIOTb Ha HUX CNOBa,
cknapatoTb ix y TekcTn. Moxnuso,
BOHM 6yAyTb HOTAaTKaMu Npo Halue
nepe6yBaHHs pazom?

€Ba AnBop po3ropTac nepefn Hamu
CBOIO TEKCTUIIbHY POBOTY, 9Ky npuBesna
i3 3anopix>xs — micTa, sike NoCTiHO
nig o6¢cTpinamu. Y Hi BOHa cTBOpUna
o6pa3z Ans NpurHiveHoi xiHo4oi
cekcyallbHOCTI, HaB'a3aHoI il il 6abyceto,
Y SKOi Yepes penirinHi ynepepxxeHHs
XiHo4e TiNo i XiHo4i cekcyanbHi 6axaHHS
BMKJ/IMKaNM COPOM i BiATOPrHEHHS.
Y po6orTi BariHa, 3a cnoBamu €8u,
po3in'Ta XPecToM «3CepeanHun», agxe
Li ynepeaxXeHHs 3anuiatoTbes rmméoko
32aCBOEHI, iHTepiopu3aoBaHi. g vac
06roBopeHHs po60TK ofHa 3 piByaT
HaLol rpynu ckasana: «Ane Lien XpecrT,
BCTPOMJIIEHUW Y BariHy, Harapgye Takox
Npo 3reanTyBaHHS». Y1 ynocnigXeHHs
XiHOYOT cekcyanbHOCTI peniritHumm
OBMEXEHHSIMU, KON CEKC PO3rNsfacTbCs
SIK rpillHa Ta HENPUCTONMHa cnpaga
i nuLWe sk 3aci6 Ans NPOROBXEHHS PORY,
Ma€ LWOCh ChinbHe 3i 3reanTyBaHHSM? Ha
nepLUMi NOrnsa Ui ABa akTW HAacUNbCTBa
Hap, XiHKOM HanexaTb A0 PisHUX
pericTpiB. Ane o6upea Npu3BoasTb A0
CXOXMWX pe3ynbTaTiB — [0 BiATOPrHEHHS
BMacHOro Tina, Ao BiApa3u i cTpaxy
nepen cekcyasbHicTHo.

Konwu s pusntocst Ha €BUHY po6oTY,
LS By/lbBa MeHi 302€TbCS BENETEHCLKOLO,
BOHa Haragye naHawadgT, 2 HePBOHSCTUN
BiH TOMY, LLO 3anUTUIN KPOB'to. | 9 Takox
624y TOW XPeCT SIK MOTUY B 3eMITi,
sIKy cTBOpUna BilHa. Lle cmepTb, Ky
Hece BillHa, sika € anoreem naTpiapxaty
i HACMNbCTBA, i TaK, BIHW 3a3BU4ai
IHILLIFOIOTb | 3OIMCHIOKOTb YONOBIKW,
SKi MaloTb HEOBMeEXeHY Bnaay,
i 3reanTyBaHHS — OAMH i3 BUAIB 36poi Nnif,
4ac BiMHMW. SIKLLIO XiHOYY ceKcyanbHICTb
(He nuwe cpepTUNBHICTL) NOB'SI3yBaTU
3 XUTTSIM | Haconopoto, To Ha €BUHIN
po60oTi Lie XUTTS-Haconony B6MBatoTh.
| Tak, s i TYyT 6a4y B6UTE, @ HE MepTBe.
Btim, Te, npo wo Haronowye €Ba, — e
TSrMicTb TPaBMU, apxe ii 6abycs, ska
HaB'd3ana CBOE BiATOPrHEHHS Tina
ManeHbKil BiBYMHLI, TaKOX yHacnigysana
noro Bip, Korock. | BOHa TakoX nepexuna
TpaBMy BiliHW. €Ba PO3Ka3ye MeHi,
LLIO «Ha no4aTKy BilHW 6a6yci 6yno [0
pokiB, BOHa 6yna CTapLUOto 3 M9TH OiTen.
BoHu xunu B eBakyauii B CepepnHin Asii,
B 6apakax, i ih joBenocs ctatu Mamoto
ANs MonopLInx cecTep i 6pata, NOKK iXHS
Mama rnpatioBana Ha Tpbox poboTax,
o6 nporopysaTu Aiten, a 6aTbko 6yB
Ha dppoHTi. Min KiHeup BiliHM 3 yCix AiTen



4 3 npuBaTHOI pO3MOBU
3 Xy4OXHULE.
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6 Tam camo.

OKCAHA BPIOXOBELLbKA

3aNULNINCS TiNbKN ABOE — 6abycs
i monogLwmn 6pat»*.

Bamik BonkaH Ha3nBae nepenavy
TpaBMM Bif, CTapLUOro NOKOMiHHS A0
MONO[LIOro TpaHcreHepaLlinHoo
nepepadyeto (transgenerational
transmission) i NOSICHIOE, LLO BOHa He
3aBX[OM NepenacTbcs Yepes po3noB.ifdi
Npo NepexuTe HAaCKNbCTBO, a 4acTo
Yyepes naTepHu NOBERiIHKY | HeBepbanbHi
MOBIAOMIIEHHS, LLIO BUPUHAIOTb
iHTYITUBHO | CNPsSIMOBaHi Ha AUTUHY.
«[epepnaya TpaBmoBaHoro o6pasy cebe
BiA6yBa€TbCs TaK, Ha4ye NCMXosorivyHa
AHK 6yna nocisHa B ocobucTicTb
MONOJLLIOrO NOKOMiIHHS Yepe3 CTOCYHKM
3 NpeacTaBHUKOM nonepenHboro. Lie
nepepaHe ncuxonoriyHe OHK Bnnusae
i Ha iHAMBIAYaNbHICTb MOANUHM, | Ha 1T
ManoGyTHIO NOBeAiHKY B AOPOCIOMY
BiLi»°. BTim, BonkaH 3asHavae, Wwo us
nepepaYa Moxe 3a3HaBaTu 3MiH Bif,
MOKOMiIHHY 00 NMoKoniHHSA. lHoai nroguHa
MOX€ BUHOCUTU Ha30BHi TPaBMOBaHWM
o6pa3z cebe, ekCTepHanizyBaTn Moro ans
TOro, Wo6 MaTV Haf HUM KOHTPOIb 4K
BMPILUNTK TPaBMy NonepenHix NoKoniHb.
(Tak, Hanpuknag, BiTYMM, KOTPUM
nepexmB TOPTYpPU 9K B'I3eHb SINOHCLKOrO
Tabopy nif Yac [pyroi cBiTOBOI BilHMK,
HaB4YMB CBOrO NacuHka 6yTv MUCIUBLIEM,
«60 Kpalle MomnoBaTH, aHix 6yTu
BMOMbOBaHUM>». [lacuHOK y gopocnomy
BiLLi BOMB CUINY-CUSTIEHHY TBaPWH,
HaTOMICTb 1OrO CUH CTaB BETEPUHAPOMS.)

[ns yKkpaiHCbKOro cycninbcTea
MiXMOKONiHHEBA TPaBMa BilHW cTana
0co6n1BoO Bif4YyTHOMO Tenep. AKLuo
laHHa ApeHAT roBopuna Npo npipBy Mix
MOKOMIHHAMM, S9Ki Manun OOCBIa, BiHW | He
manu, To B YkpaiHi Tenep 4epes Lo npipsy
Ay>Ke Nnerko cTasno NepeknHyTN MiCTOK i3
BnacHoro pocsigy. Ti, XTO CTOSNU MO iHLWWA
6iK NpipBU, — MOKOMIHHS, LLIO NepexXunun
Opyry cBiToBy, Tenep NpPocTsaratoTe Ham
PYKM, @ MM CBOI NPOCTSraemo im. Xawn
BOHW HaBiTb BXe He XMBYTb, BOHU CTalOThb
Ham GNNXYi | 3pO3yMiniLWi 3aBasSKM TOMY,
LLIO M2EMO Terep BNacHUIM AOCBIA, XaxiTb
BivHW. Mpo Le 3po6una po6oTy MaHHa
TpodpimoBa — BOHa Nepekmpac Li MiCTKM
Yyepes NpipBy Yacy, CTaBsS4M CBOIN yxe
HexXMBin 6abyci sanutaHHs. Llen pianor
YSIBHO BCT@HOBIHOE BiACYTHIl paHilue
adpeKTUBHUI 3B'I30K TaM, Ae A0 Lboro 6ynu
nuwe cyxi 6iorpadpivHi doakTn. | faHHa
pPO6UTH Lie TaKUM HYMHOM, LLO B 6araTbox
NMUTaHHSIX Cama Jae Ha HUX BiANoBifi.

Y1 € cTBOpPEHHS XYAOXHbBOI PO6OTH
BUHECEHHSIM Ha30BHI TPaBMOBaHOrO
o6pazy ceb6e? IHopi Ha poboTy
HaguMxae BrisHaBaHHS ce6e Yn CBOIX
CTaHiB Y 30BHILLUHIX, 4aCTO BUNaAKOBUX
o6’ekTax, SKi CTaloTb TpUrepamu,

a noTiM NepeTBOPIOIOTLCS HAa CUMBONMU.
KapiHa CUHULS 3HOCUTL 3 KiNbKOX
NnomeLLKaHb 3aCOX/Ti Yepes Hepormsp,
POCINHW, 9Ki TaKOX HaragytoTb Npo
BiIi3M, 3aKMHYTICTb, BIACYTHICTb HacHaru
ans Typ6oTU 1 06naLlTyBaHHS 3aTULLIKY
AOMIBKM Mif, 4ac BOEHHOMO cTaHy. Tenep
BOHM 3i6paHi, o6 CTaTn BUCTaBKOBUMMU
06’eKTamMU 1 OCTAaTOYHO 3aBMEPTU Ha
mantoHkax KapiHu. LLi pocnuHm, wo
BMUPAKOTb — YM LLOCh BOMBAE iX? — CTaloThb
015 XYAOXHULI CMMBONOM 6e3nnipas,
sike, y CBOIO Yepry, CUMBONI3Y€E BiACYTHE
MaNBYyTHE — «LLe He».

MapuHa JleB4eHKO OnUTYE iHLWINX
y4acHULb pe3naeHLii Npo ixHi Big4yTTs
M acoujauii Wwopo cTopiH cBiTy. Lle
HanpsMmKW, i 40 HUX TICHO NPUB’SI3aHi HaLui
crnoragm Npo NoAopoXi 3 ANTUHCTBA, ane
Ternep BOHW HaBaHTaXeHi reononiTu4HMMm
3HaYEHHSIMU BIHWU. € HanpsmMKW, SKi
BEOYTb B eMiLeHTP BillHUW, Ha PPOHT.
IHWi — 32 Mexi KpaiHW, y CTOPOHY
GixeHcTBa. LLe 3 iHLWKNX Manopie 3arpo3a.
MapuHa npornoHye «rpy B acouiauii»,
sika Harapye cnocié po6oTu 3 TpaBMOto
B McuxoaHanisi. BigHavpeHi cnosa
TYT €, 3HOBY-Taku, oparmeHTamu,
B SIKUX MOEQHYIOTLCS ifei npocTopy 1
ypuBKM ocobucToi nam’aTi. MucTeuTBO,
6e3yMOBHO, rpa€ ponb Y pob6oTi
3 TPaBMOIO — i He NIULLIE 3 BNIAaCHOIO,
a i 3 WMpLIOIO TPaBMOLO CHINTBHOTU, aX A0
MOXITMBOCTI MOMUCIIUTU 3B'I3KU 3 TUMMU,
XTO BiAMiHHI Big HacC camumx.

3naTta BepecHsik nponoHye
6enbriicbkMM akTopKam 3irpatu
Yy BUCTaBI, B SIKii BOHW 03BYyY4aTb icTOpIl
yKpaiHCbKMX XiHOK. TeaTp — Lie Micue,
fe 32 JOMOMOrol MUCTELTBa MOXITMBO
NepPEeBTINMUTUCS Ha <IHLLOro» Y «iHLLY>,
nepexuTu iXHIN Qoceig Yepes rpy
i pO3BMHYTU NOYYTTS emnaTii B co6i 1
y rapadax. 9k muTeLb 44 MUCTKUHS
MOXe YSIBUTU BilHY, HE NepPeXXMBLLN
il Ha BnacHomy gocBiai? Yn moxHa
«3irpaTu» BillHY, HE Malo4n [OCBIAY
BiMHW 4uM GixxeHcTBa? 3nata NpoBOAMUTL
Kinbka micsui y bptocceni 3 YyoTupma
akTopkamu — Anicieto, Kaminb, Oesi Ta
MopraH, npautotoyn Haf, BUCTaBOoko.
BoHa TakoX 3anuTye akTopok: Lo 6 BU
po6unu, ak6u B benbrii novanacs BinHa?
KiHKM 3aMUCnIOOTLCS, | KOXKHa 03BYYYE
CBOE MNOTETMYHE PiLLEHHS!, 1 BOHU TaKOX
pi3Hi — ogHa niwna 6 BotoBaTy, iHLWA
6e3nepeyHo 6u Tikana.

Te, Wo NtOAM B XUTTI MalOTb Pi3Hi
o6CcTaBUHM, Pi3Hi iHOUBIAYyanbHOCTI
i pitoTb No-pizHOMYy — o4eBupHoO. Ane
CycninbHi CUCTEMM NPaLIOIOTb Tak,
LLIO came Bpa3fuMBilli BEPCTBU YaCTO
OTPUMYIOTb MEHLLE MOXIINBOCTEN
A9 camopeanisadii Ta NigTPUMKM.
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Onis [JaHuneBcbka, XyOOXHULS, SKa
mae POYT, onnTana iHWNX XYROXHULb
3 MEHTallbHUMM NOPYLUEHHSIMU NPO
Te, 9K iXHi NCUXiYHi 0COBNMBOCTI
BMANBaOTb Ha TBOPYiCTb. HaBiThb Take
HeBenuyKe ONUTYBaHHS ONPUSBHUIO
He nulie Npobnemmn XygoXHuLb,
a paplwe 6apepy MUCTELLKOrO CBITY.
Ons no6ynoBu XyAOXHbBOT Kapepu Ha
3acapax KOHKYPeHLT NoTpi6Hi NeBHi
puvcu, i ue He 3aBXAm Ti cami pucu, Wo
aKTUBI3YIOTbCS Y TBOPHYOMY npoLeci. lHopi
XYAOXKHULL 3 MEHTaIbHUMUN NOPYLUEHHSIMU
3anuULWaoTbCs HEBUOMMUMM YEpes Te, LLIO
He 3MOrMN «MNPOCYHYTU» CBOI MPOEKTU Ha
Wwinpwunn 3aran. MNpu LbOMY BOHM MOXYTb
6yTn abCONIOTHO BKITIOYEHNMM Y TBOPUUIA
npouec, NpautoBaT OHi i HOYI 3 3ananom,
XEePTBYIOYM BCiM iHLWIMM. Ane iHogi npocTo
He MatoTb Cun, Wo6 BUNTK 3 AOMY, i HaBiTb
LWo6 BUNTK B OHNANH i 3aMOBHUTU 3asiBKY
Ha y4acTb Y BUCTaBLIi.

Le maneHbke pocnigxeHHs FOnii
Ma€ 3Ha4eHHs y HabaraTto LnpLIOMY
KOHTeKcTi. MeHTanbHi 0co6nnBOCTi — He
nuwe Bpogp>XeHi Ta ctani. MNcuxonorivni
npo6nemu i NCUXiYHI po3naan BUHMKaIOTb
Ha ByAb-SKOMY eTani XUTTS, CPUHNHEH
30BHILLHIMU CTPECOBUMM YNHHUKAMMU.
B YkpaiHi, fe Bxe Il pokis BilHa,
BeNMYe3Ha KinbKicTb toAen noTpedyoTb
nigTPUMKK i agonomorun. Ham noTpiéHo
o6naluToByBaTK CyCniNbHE XUTTS Ha
a6CoMOTHO iHLIMX 3acafax — He Ha TUX,
fe Npo6uMBaETbCS CUMBHILLNM, @ Ha THX,
Ae MU NiknyeMocs ofiHe Npo OfHOro,
NiATPMMYEMO TUX, KOMY BaXKo. Sk Tak
XWUTU — Le cKnagHe NUTaHHS. Ane HaBiTb
Taki ManeHbKi O4OCBiOU, 9K Halla TUXHeBa
pe3npeHLis, pobnaTh Len KpaLuiun CBiT,
Hexaw | TOYKOBO, MOXJIUBUM.

ByTTs MUCTKMHEIO — Lie TakoX ByTTs
Y cneKkTpi 3Ha4eHb. MoxHa AnBUTUCS
3 Pi3HUX NepCneKkTMB Ha Hilly, ska s
Hac BUAiNeHa, i MOHATTH, SKUMU Hac
onucytTb. «XTO S?», — NuTae cebe IpuHa
BecyeTHoBa. >KiHKa-MUCTKMHS Y BilHi.
IpvHa HamaraeTbcs okpemMo 3scyBaTu
6yKBasibHe 3HaYeHHS KOXKHOrO 3 LiMX
MOHSTb, OQHAK 3YMUHSETLCS Ha TOMY,
LLIO CKNTaAHICTb AOCBIAY, 9KUI 32 UMUK
MOHSTTIMM CTOITb, CYyNepe4nTb Camil
inei Bu3Ha4eHHs. Tox IpvHa cTBOptoe
Konax, B IKOMY ipOHi4HO BUCYBaE
Ha NepepHin NnaH umMTaTy y Burnsai
«®oHTaHy» Mapcens [iowaHa, a Tnom
ANsi HBOTO CTaloThb «dboTOoLLNanepu»
3 KonekLii dpoTorpadin i3 XUTTS XiHKK
I[prHM Ta MUCTKUHI IpuHU. Lis komno3zuuis
neperykyeTbes 3i LLe OfHIEr0 iCTOpIEtO,
3rapika npo sKy BUHeceHa Y NpUMITKy
[0 TEKCTY — 3a OesIKMMM BEPCISMH,
aBTOPKOIO Bi[OMOrO pefi-menay 6yB
He [iollaH, a XyAOXHULS TOro Yacy,
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4ue iM’a He YBIMLLNO A0 KaHOHIB icTopil
MUCTeLTBa. SIK He 3agymaTuncs npo
BIACYTHICTb iMEHI XiHKN-XYAOXHUL, SKa
3aBXAM AeCb MaliopUTb 6€3iMEeHHO0
Yy MO3ai4HOMY T/, Ha IKOMY BUAINSETbCS
«apT-06'ekT reHis»? [ollaH, sk BigoMo,
nignucas cBih «POHTaH» He BNacHUM
imeHeMm, a «R.Mutt». IpuHa anponpitoe
nignuc Ha nicyapi i 3amiHE Noro TMm
«3BaHHSIM», Ike [OoC/ifXXyBana y CBOil
camopednekcii —«>KiHKka-MUCTKUHS
Y BiMHi».

Monpwu «BXe Hi i LLle He», 3 9KOro
9 rno4vana uen TEeKCT, MixX aBomMma
YacTUHKaMU L€l dppa3zn, Tam, Ha Micui «i»,
NPOXMBAETbCS XUTTS. BoHO He6e3neyHe,
ckflagHe i YacTo TparidyHe. BTim, BOHO
TaKoX i 3BMYalHE XUTTS — CMOBHEHE
nopcbknmn Typ6oTamu, 6onem i papicTio,
APYXO6010 i CaMOTHICTIO, a LLie — TBOPYICTIO.
ICHYlO4YM Y PO3pPMBI Hacy, CTBOPEHOMY
BIMHOIO, 32 JOMNOMOIO0 MUCTELTBA MU
3LUMBAEMO AiPKM LbOro Hacy, TOX HiXTO
HIKONW He cKaxe, Lo Hac TYT He 6yno.

®oTo AssiHka MiHuyk
Photo Dzvinka Pinchuk
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INTRODUCTION

ART
STITCHES
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TIME BACK
TOGETHER

Oksana Briukhovetska

In her essay, ‘No Longer and Not
Yet’, Hannah Arendt describes the
chasm that opens up in historical time
for people and generations who have
suffered disaster, taking World War | as
an example. The cataclysm that creates
this rift ruptures the ‘liberal’ notion of
continuous time, which presupposes a
smooth trajectory from past to present
to future. In Arendt’s words, ‘the decline
of the old, the birth of the new, is not
necessarily an affair of continuity;
between the generations, between
those who for some reason or other still
belong to the old and those who either
feel the catastrophe in their very bones
or have already grown up with it, the
chain is broken and an “empty space”, a
kind of historical no man’s land, comes
to the surface, which can be described
only in terms of “no longer and not yet™.!

Hadji Bakara turns to Arendt’s
thinking to conceptualise the space
occupied by refugees who have lost
their homes, their countries and
their former lives but have not yet
been granted permanent residency
or citizenship in another country. By
analysing works by refugee authors,
including Arendt herself, Bakara
examines the problem of ‘the future’
for refugees and the wide range of
potential futures that can be imagined.
A common fantasy that emerges sees
the majority of humanity become
refugees, perhaps due to another world
war or climate catastrophe. ‘Today,’
writes Bakara, ‘refugees can no longer
be imagined as an exception to an
otherwise stable world order (as they
had been after both world wars). Faced
with this reality, one might imagine, in
despair, that dystopia is upon us.’

The word ‘refugee’ is used when
those fleeing disaster set foot in a
different country, seek asylum and
remain there. They are given this name
and status’® by their host country, which
inevitably regards them as a problem.
They exist as refugees only in this host
country.

Yet many people stay behind and
continue to live in regions from which
others have fled and become refugees,
places where wars and disasters unfold.
These people either cannot or do not
want to leave. Some return following
temporary displacement. There is no
specific name for these people, even
though their lives are radically different
from lives lived within the ‘stable world
order’. To some extent, these people are
less visible to the Western world than
refugees. Their voices are transmitted
by intermediaries, such as journalists,
writers, scholars and artists. Many of
those living in warzones are internally
displaced, ‘invisible’ refugees who still
have to endure wartime conditions. But,
whereas internally displaced persons
are given designated legal status, the
lives of those in the occupied territories
are transformed, to paraphrase Arendt,
into a ‘historical no man’s life’.

The experience of living through war
can also be encapsulated by Arendt’s
idea of ‘no longer and not yet'. In reality,
we are all refugees, hailing from a
peaceful past where a more or less
safe path stretched into the future.
Only we didn't choose to run from it. It
was shattered by the cataclysm of war
that gave rise to this temporal rupture.

This book showcases the work of
Ukrainian women: artists, actresses
and filmmakers who have been living in
Ukraine, either full-time or part-time,
since the beginning of russia’s full-
scale invasion. Some of us temporarily
became refugees in the West. Many of
us travel regularly to Western countries
for artistic projects or to visit relatives.
But we are not refugees. We have no
name. We spend the majority of our
time in Ukraine and make art there, a
choice bound up with multiple ethical
dilemmas. Is it important to keep making
art in wartime? Does this art always
have to be about war? Besides war, what
other concerns do | have about my life
and the society in which | live? Are there
any other topics worth investigating?
Am | allowed to be happy — through my
art, for instance — or do | have to suffer
every minute of every day?

An invisible line divides societies and
people into those who have experienced
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war and those who haven't. Those of us
who have contributed to this book move
in both spaces, crossing the border on

a regular basis. We are intermediaries
who transmit the Ukrainian experience
to the wider world. But that is not always
our main objective. Sometimes it is
more important to delve deeper into
ourselves and discover foundations that
have been swept away by war, or to use
art to gather fragments of our past
identities that ‘no longer’ exist, while our
present identities exist in the realm of
‘no longer and not yet’. Some of us dig
into the depths of our intergenerational
trauma. Others engage with certain
communities within our country,
especially women — those who have
stayed in Ukraine, those who have
become refugees and those who have
gone to the front line.

The artists featured in this book are
in constant motion, on journeys within
themselves and their communities,
beyond the borders of Ukraine and
back home again. We always return,
so we are not refugees. There is no
word for us. We made one of these
journeys over the border together, to
the residency organised by the Martin
Roth-Initiative. This was the culmination
of a collaboration that began online,
an in-person gathering to share the
projects that we had been developing
for this collection. | was fortunate
enough to curate this project, in which
participants grapple with issues they
find compelling right now. We are all
shaped by our connection to war. This
is how the world perceives us, too, so
we deliberately avoided choosing a
specific theme for the project. | wanted
to explore the vast array of issues that
we care about, issues connected with
ourselves, with those around us, with
memory, with choice. | was eager to put
together a more nuanced picture of our
interests and daily life, addressing both
universal and ‘trivial’ themes. Even so,
nearly everything in this book touches
on the experience of war in one way or
another. War permeates everything. But
the reverse is true as well. We see how
life breaks through the constant anxiety
and lack of safety and flourishes.

*kk

One bright, spring morning in early
March 2025, we, a group of around 20
Ukrainian women travelling together
to an artists’ residency in the German
town of Zeitz, were running down the

platform at Berlin Hauptbahnhof to
board the train to Leipzig. The train
should already have departed, but it
was still standing at the platform, and
we bundled into the nearest carriage
with the intention of finding ours

later. Suddenly, those nearest the door
jumped off again — it was the wrong
train. We ran down the platform again.
A station worker in uniform shouted
something to us in German and
gesticulated to indicate that we should
board the train immediately. | noticed
that it was actually two trains coupled
together, which is why we couldn’t

get from one carriage to another.
Somewhere en route they must divide
and travel in different directions. A few
moments later we found ourselves in
the right carriage. The train started
moving and we burst out laughing. What
would have been a stressful experience
if | had been travelling alone turned into
a hilarious adventure with this group of
women. This contagious laughter which
erupted and echoed within the group
would often ring out during our week
in Zeitz, giving us a powerful sense of
camaraderie and togetherness.

It was a hideously stressful week in
both Ukrainian and international politics.
The Ukrainian president was publicly
humiliated in the Oval Office and the
US suspended military aid to Ukraine.
| only had to glance at the headlines
alone in my room in the morning and
| would start trembling inside. | would
hurry out of my room to make it to
morning yoga before meeting the
others for breakfast. The presence of
the girls, hot tea and coffee, the huge
quantity of food that was generously
provided for us, the rays of sunshine
and the first birdsong of spring outside
all gave me joy and the strength to
endure. The smiles we exchanged

®oto Mapis Bopucosa
Photo Mariia Borysova

25



PoTo Mapist Bopucosa
Photo Mariia Borysova

OKSANA BRIUKHOVETSKA

healed the wounds inflicted by the

news. Spontaneous connections and
conversations emerged. We moved
from one scheduled activity to the next,
sometimes splitting into smaller groups
before coming together again. There
was also the option of staying silent for a
while and just being present.

Although this book contains
individual projects, they are bound
together by the connections we made
during the residency. | especially want
to emphasise this experience of living
and working together, which felt truly
feminist. During this time we attended
talks and workshops and discussed each
other’s projects. These connections
were largely made possible by Maryna
Marynichenko and Valeriia Karpan,
who facilitated the programme
competently and sensitively. They
created a space free from coercion or
pressure, where we were able to hear
others and be heard ourselves. Thanks
to them, many important conversations
were had. The rich and engaging
experience we had was in no small part
shaped by their thoughtful and creative
input. Some participants also organised
and ran events as different roles and
responsibilities emerged and evolved.

In addition, we appreciated the tireless
efforts of project coordinator Mariia
Borysova, who took great care of us
throughout the residency.

There were several early birds
among us who flitted off on a self-
organised tour of Zeitz one morning at
7am. Upon returning, Maria Matiashova
reported that they had ended up in

an abandoned part of town where the
buildings were so derelict it looked as
though they had been bombed. We all
recalled the previous evening, when we
had heard an explosion in the distance
from our rooms. | was already in bed
when | heard it, and the sound was so
familiar that | didn’t even flinch. ‘It’s like
the war is chasing us,’ said Maria. ‘What
if the war is already here but no-one
told us?’ Here in Europe, where the
peaceful sky is criss-crossed with white
vapour trails from aeroplanes. That's
how Maria’s project for this collection
was born. War is everywhere. It doesn’t
matter where we travel; we are haunted
by triggers that mean nothing to people
who have no experience of war. Instead
of fireworks on special occasions we
hear missiles exploding. Instead of
paving stones cracked by time and
neglect we see craters from shelling.
Trauma does not only manifest internally
in nightmares or sudden panic attacks.
It becomes externalised and watches us
from without, embedded in ordinary
objects and abandoned spaces. The
word ‘dead’ always means ‘killed’ to us
now; we have rewritten the dictionary.

And yet we can still find joy in small
things, as we did during the residency.
Should we feel ashamed for giggling and
playing pool or eating sweets for dinner
when war is raging and the future of
our country is under threat like never
before? During our tour of Leipzig we
spent money on books for pleasure,
while Yulia Linnik went to see a beautiful,
spectacular play before buying herself a
bunch of tulips and a small bottle of wine
(and an extra bottle for me).

In her essay, a self-portrait in words,
Alena Kuznetsova writes, ‘This morning
| was woken up at 7 oclock by loud
explosions [...] Today, on 20 December,
| had an appointment at the nail salon.’
Then she poses a question: ‘Isn’t it
ludicrous to get beauty treatments
when you could get hit by a missile at
any moment?’ At home in Ukraine, life
shines through every possible chink,
sometimes in absurd ways. Besides,
getting 2 manicure is also a small artistic
act. I'm convinced that one of the
reasons why so many women are artists
is because we are used to beautifying
ourselves.

Life shines through in fantasy and
in dreams. It is so irrepressible that it
can even displace depression with its
images of utopia. Two utopias, created
by Ola Yeriemieieva and Olena Kurzel,
are represented in this collection.

Both outline the (im)possibility of
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escape from the inescapable. In Ola’s
paintings, women lie carefree in the

lap of nature, untroubled by the fact
that their most intimate body parts are
on show. Because in this world there

is no predatory male gaze to threaten
violence or appropriate the female
body. These women aren’t accused of
being promiscuous either, because

this concept has simply disappeared,
along with all the other labels of the
past. Ola’s utopia is an homage to Olha
Kobylianska's Valse Mélancolique, in
which the author dreams of a female
society where love and mutual support
reign. It is a world without patriarchy,
where oppression, domination and war
have no place. This utopia was embodied
in some ways during the residency and is
more or less how we felt at the former
pasta factory in Zeitz. Everyone radiated
beauty, but not for the male gaze,
because there was no male gaze. Any
tension we might have felt from being
compared, judged, labelled or chosen
just vanished.

In Olena Kurzel's utopian world,
people vanish completely. Olena writes,
‘my disillusionment with humanity
has been growing and taking root [...]
For me, human beings can only be
associated with destruction, both of
their environment and of themselves.’
Instead of people, this world is filled with
fairytale creatures resembling animals
with only a few anthropomorphic
features. There is ‘no violence or
contempt — everything co-exists
peacefully and harmoniously’. Having
said that, Olena’s world of mythical
beings is filled with murky colours.
Perhaps these new beings only co-exist
peacefully and harmoniously because
they have learnt the lesson that humans,
who destroyed the previous world, could
never learn? This new, harmonious world
is infused with the ashes of the human
world of suffering and destruction.
Perhaps these beings are refugees from
our present-day world and still carry
with them the memory and pain of the
crimes of their forebears.

Dreaming of utopia as an attempt to
escape from the reality of war reminds
us that, often, the loss of control over
one’s own life and the absence of basic
safety leaves people with no other
option but to look for comfort in the
non-human or the supernatural. Anna
Potyomkina explores contemporary
rituals and magic, observing that
their popularity has increased since
the outbreak of war. She proposes a
‘useful ritual’ that calls for materials as

basic as a hole, three sticks, a piece of
paper, a pen and a lighter. If performed
correctly, this ritual can ‘work miracles’.
Belief in magic restores our belief in our
own strength.

This belief that magical practices
and superstitions are meaningful is
like a mirror image. It reveals a loss
of meaning in places where it used to
reside with quiet confidence. Actress
Yulia Linnik addresses real-life events
that took place at the Kharkiv Puppet
Theatre in the immediate aftermath of
the full-scale Russian invasion. The day
before, the theatre had been preparing
for the premiere of a performance
of Mother Courage. Yulia recalls
how superstitious the company was;
they were willing to believe that, by
rehearsing Brecht’s play about war, they
had somehow unleashed a real war in
Ukraine. The theatre would then split
into two camps. Some people thought
that the war reaching Kharkiv meant
the end of art because there were
more important things to be done, such
as volunteering or helping frontline
soldiers, the wounded and refugees who
had lost their homes. Others believed
that the theatre should continue
operating in spite of everything, even
if that might be perceived as absurd.
Yulia also includes a memory from her
childhood about the stone turtlesin a
playground in district 602 of Kharkiv,

which were made in the ‘ZhEK art’ style*.

A young Yulia would plead with her
mother to give her water for the turtles
because she was worried that they were
suffering from the dryness and heat.
She would dutifully bring the turtles
water on a regular basis. Now this ritual
reminds her of the Kharkiv theatre’s
devotion to its art during wartime, a
devotion that borders on belief in a
fairy tale. One evening before dinner
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in Zeitz, Yulia and | sat together on the
sofa for over an hour and talked about
how she could weave these two stories
together into a single narrative. Yulia
went on to write a dazzling fairy tale
for this collection about belief and the
possibility of healing.

Olena Morozova writes about how
practising painting and photography has
a beneficial effect on her, distracting
her from anxious thoughts. She shares
a personal story from the short time
she spent as a refugee with children
in Europe, which she documented in
photographs. She then moved on to
artistic experiments in an attempt to
speak about the same experience of pain
and anxiety and about art as a means of
healing.

Veronika Cherednychenko was
unable to join us in Zeitz because of
her one-year-old child. In Veronika's
words, drawing with coloured pencils, a
technique which she describes as a ‘slow,
meditative, therapeutic process’, echoes
the renewal and cyclical rhythms of
nature. Everyday life as a mother involves
paying attention to the little things, to
details, to movement and breathing and
organic processes. Motherhood has also
made the colours of her drawings more
vivid. Thus, art becomes a synthesis of
‘resilience and hope’, where the child’s
reliance on its mother and the mother’s
search for ‘strength and support’ are
interwoven.

Dzvinka Pinchuk speaks about
a different, unspoken aspect of
motherhood. For a mother, trying to
make the ‘right’ decision in wartime —
to take her child abroad, stay put
or go and fight — can feel crushing.
Although she tries to ‘stay calm, at
least in front of [her] child’, she wants
to ‘scream at the top of [her] lungs
when no-one is listening'. In Dzvinka's

dark photographs, fragments and small
details are strikingly illuminated, almost
like a flash of lightning or a scream.

The emotional and physical tension
behind each fragment is palpable, as are
unmistakeable hallmarks of war, such

as the artist’s phone number written

on her daughter’s hand in ballpoint

pen in case they get separated. Finding
herself at a crossroads, Dzvinka chose
to pursue war journalism, but she is still
not sure whether she has done the right
thing for her child. The vulnerability she
reveals in her own uncertainty about
her choice reminds us not to judge
others or assume that there is one right
decision for mothers in general. This
non-judgemental approach is important,
given how often we see contrasting
choices come between people, sowing
hostility and resentment. In the end,

in spite of our different choices, we

all have more in common than that
which divides us. We are all carrying the
trauma of war.

War plants itself in the subconscious,
reverberating in our dreams. Dasha
Podoltseva has produced illustrations of
her own dreams in wartime. The process
of creating a work of art is similar to
the process by which the subconscious
produces dreams. The subconscious
reworks raw material to form dreams,
before Dasha reworks these dreams
in her creative practice to form these
images. The series is titled A Time
for Simple Metaphors. Why is war in
particular a ‘time for simple metaphors™?
Perhaps because the line between life
and death has become faint and easy to
cross. And simple things have become
more valuable as they help us to endure
the constant, suffocating oppression
of war. Just like fantasies of utopia, the
exploration of dreams can look like both
an escape from reality and a different
way of confronting reality.

Projects about individual trauma
are very personal, and yet they tell us
something about a multitude of people
in similar situations. They can become
universal symbols that express shared
experience and collective trauma. For
Polina Petrishyna, the impulse for her
series of photographs came from a
sense of inner fragmentation as a result
of losing her home. ‘My project explores
how war not only physically distances
me from home,’ writes Polina, ‘but
also tears me apart inside, leaving me
scattered across places, memories and
sensations.” Responding to this feeling,
Polina describes how she deliberately
deconstructs herself and integrates
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images of her own body parts with
images that remind her of home. The
Jjigsaw puzzle of the self can never be
completed. Instead, a poignant, poetic
story composed of fragments takes
shape.

On the last day of the residency,
| noticed over breakfast that Polina
was wearing the same white lace
collar crocheted by her mother that
appears in one of her photographs. She
wore it on top of a plain white t-shirt,
fastened with a brooch. It was made
to be worn with a dark-coloured dress,
but now she wears it with everything.

It is a severed fragment of a past life, a
symbol of a broken connection with her
mother and her home. Even when we
are fragmented, we can be reborn as a
collage-like combination of elements.
The collar bears both the pain of loss
and the comfort of memory.

One brilliant day during the
residency saw Kateryna Krokha show
us how to play a game with fragments,
which were words from a text that
she had written and then taken apart.
The words were stamped on small clay
tiles that were mixed up in a pile on the
table. We hadn’t seen the original text.
| started looking through the words,
sorting them into little piles and looking
for possible connections in order to
build sentences. Some words that |
really needed weren't available, so |
had to work with the words that were
there. This limitation suddenly sparked
my excitement and curiosity about the
mysterious original text. Would the text
| created have anything in common with
it? Would they be about completely
different things? | didn't need some
of the words, so | pushed them to one
side. Nevertheless, | wanted to use as
many words as possible so that my text
would contain something of Kateryna’s
original. Not in terms of content, but in
terms of what? The care with which we
handled the words? | ended up creating
a poem. When Kateryna showed me the
original text, it turned out to be prose.
| wondered, does poetry emerge from
a broken text? From a broken heart,

a broken self? Recalling how Polina
Petrishyna gathered the fragments of
herself, | thought about this practice,
especially the search for poetic form, as
a process of constant reinvention that
helps us cope with the experience of
loss and destruction. At another table
the girls were creating their own clay
tiles, stamping words onto them and
composing their own texts. Maybe they
would be about our time together?
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Eva Alvor showed us the piece of
textile art that she had brought with
her from Zaporizhzhia, a city under
constant bombardment. She had
created an image for the oppressed
female sexuality imposed on her by her
grandmother, who found the female
body and female sexual desire shameful
and disgusting because of her religious
beliefs. Eva describes how the vagina in
her piece is crucified by an ‘inner cross’,
because these beliefs remain deeply
ingrained in the psyche. During our
discussion of the piece, one participant
remarked, ‘The cross lodged in the
vagina also reminds me of rape.’ Does the
religious suppression of female sexuality,
according to which sex is considered
sinful and indecent, acceptable only as
a means of procreation, have anything
in common with rape? At first glance
these two acts of violence against women
are of a different order. But both have
similar consequences — the rejection of
one’s own body, and disgust and fear of
sexuality.

When | looked at Eva’s work, the
vulva seemed huge to me. It resembled
a landscape and was red-tinged
because it was covered in blood. |
also perceived the crucifix as a burial
site, the kind created by the war. It
was death brought about by war, the
epitome of patriarchal violence. War
is usually initiated and waged by men
with unchecked power, and rape is used
as a weapon of war. If female sexuality
(not only fertility) is associated with life
and pleasure, then this life and pleasure
are slaughtered in Eva’'s work. Here |
see ‘killed’, not dead’. Eva emphasises
the persistence of trauma, because her
grandmother, who instilled her own
disgust with her body in a little girl,
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also inherited it from someone. She also
experienced the trauma of war. Eva told
me, ‘when war broke out, my grandma
was |0 years old. She was the oldest
of five children. They were evacuated
to Central Asia, where they lived in a
barracks, and she had to act as a mother
to her younger sisters and brother while
their mother worked three jobs in order
to feed the children and their father was
at the front. Only two of the children
survived until the end of the war, my
grandma and her younger brother.”
Vamik Volkan calls the transfer
of trauma down the generations
‘transgenerational transmission’,
explaining that it is not always
transmitted through stories about
violence suffered, but often through
patterns of behaviour and non-verbal
cues that surface intuitively and are
directed at the child. ‘The transmissions
of traumatized self-image,’ writes
Volkan, ‘occur almost as if psychological
DNA were planted in the personality
of the younger generation through its
relationships with the previous one. The
transmitted psychological DNA affects
both individual identity and later adult
behaviour.” However, Volkan also points
out that this transmission can vary from
generation to generation. Sometimes a
person may project a traumatised self-
image onto someone or something else,
externalising it in order to gain control
over it or deal with trauma passed down
from previous generations. Thus, for
example, a man who survived torture in
a Japanese prisoner of war camp during
World War |l taught his stepson to hunt,
because ‘it's better to be a hunter than
to be hunted'. As an adult, his stepson
killed countless animals, whereas the
stepson’s son became a veterinarian.’
The intergenerational trauma of war
has become particularly pronounced in
Ukrainian society now. Hannah Arendt
spoke of a divide between generations
with experience of war and those
without; for Ukrainians, it has become
easy to bridge this divide with our own
experience. Those who stood on the
other side of this gulf, the generation
who lived through World War Il, now
reach out towards us, and we towards
them. Even if they are no longer alive,
they feel closer to us and we understand
them better, because now we have our
own experience of the horrors of war.
This is what Hanna Trofimova’s project
is about. She builds these bridges across
the gulf of time by asking her late
grandmother questions. This imaginary
dialogue establishes a new emotional

connection where previously there were
only stark biographical facts. In Hanna's

text, she answers many of her questions

herself.

Is creating art a way of externalising
a traumatised image of the self?
Sometimes works of art are inspired
by recognising aspects of the self
in external, often random objects
that trigger something and become
symbolic. For her project, Karina
Synytsia collected houseplants that had
shrivelled up due to neglect from several
apartments. They suggest departure,
abandonment, a lack of energy to make
home a comfortable place in a time
of martial law. Now these plants have
become exhibits that are permanently
captured in Karina's drawings. For the
artist, these plants that are dying — or
are they being killed? — are a symbol of
infertility, which, in turn, symbolises an
impossible future (Arendt’s ‘not yet’).

Maryna Levchenko asked her fellow
residency participants about the feelings
and associations they attach to the four
compass points. Each of these directions
is intimately linked with memories
of travelling as a child, but now they
are charged with the geopolitical
significance of war. Some directions
lead to the heart of the war, to the front
line. Others lead to Ukraine’s borders,
to becoming a refugee. Others still are
a source of danger. Maryna devised a
word association game that resembled
the way in which trauma is treated in
psychoanalysis. The words that emerged
are, once again, fragments in which
spatial elements are blended with shreds
of personal memories. Art undoubtedly
has a role to play in working with
trauma, not only one’s own trauma,
but also more broadly with community
trauma. Art makes it possible to reflect
on what connects us with people who
are different from us.

Zlata Veresniak asked a group of
Belgian actresses to perform a play in
which they would narrate the stories
of Ukrainian women. Theatre is a space
which allows people to be reincarnated
as another person, to live someone else’s
experience in the form of a game and
to develop empathy both in themselves
and in their audience. How can an actor
or actress imagine war when they
themselves have never experienced it?
Can someone with no experience of war
or becoming a refugee ‘perform’ war?
Zlata spent several months working
on this performance in Brussels with
four actresses: Alicia, Camille, Desi and
Morgan. She asked them what they
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would do if war broke out in Belgium.
They thought about it and imagined
the decisions they would make. Their
decisions were very different; one
woman said she would go and fight,
while another said she would definitely
flee the country.

It goes without saying that people
have different circumstances, different
personalities and different patterns
of behaviour. But social systems are
constructed in such a way that more
vulnerable people often receive less
support and fewer opportunities for self-
expression. Yuliia Danylevska, an artist
with ADHD, asked other female artists
living with mental health conditions or
neurodivergence about how it affected
their work. Even from such a small
sample, Yuliia was able to identify not only
which problems were experienced on an
individual level, but also which barriers
exist in the art world. Forging a career
as an artist amid so much competition
requires certain character traits, not all
of which are used in the creative process.
Sometimes neurodivergent artists and
artists with mental health conditions
remain invisible because they are unable
to promote their work to a wider
audience, even if they are completely
immersed in the creative process and
work night and day, sacrificing everything
else for their art. Yet sometimes they
simply don’t have the energy to leave
the house, let alone fill out an online
application form for an exhibition.

Yuliia’s small survey is significant in
a much broader context, too. Mental
disorders are not always inherited and
lifelong. Psychological problems and
emotional breakdowns can materialise
at any stage of life, triggered by external
stressors. In Ukraine, a country which
has been at war for Il years now, a
huge number of people are in need
of help and support. We need to build
our society on completely different
foundations. It shouldn’t just be the
strongest getting ahead; we should take
care of each other and support those
who are struggling. How that can be
achieved is a difficult question. But even
small steps, like our week-long residency,
make this better world possible, even if
the scale of their impact is limited.

Being an artist means inhabiting
a spectrum of meaning. It allows us
to examine the small space we have
carved out for ourselves, as well as
the concepts that define us, from
different perspectives. ‘Who am 1?’ asks
Iryna Beschetnova. ‘A woman-artist in
wartime.’ Iryna tried to illuminate each
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of these concepts (‘woman’, ‘artist’,
‘wartime’) separately, but stopped

when she realised that the complexity
of experiences inherent in each one
means that they defy definition. She
subsequently created a collage with
Marcel Duchamp’s Fountain ironically
placed in the foreground and a
background made up of a ‘photo wall’
with photographs from the life of Iryna
the woman and Iryna the artist. Her
composition echoes another story,
which Iryna mentions in a footnote.
According to some accounts, the
famous readymade in the form of a
urinal was not created by Duchamp, but
by a female artist whose name is absent
from the art history canon. It’s hard not
to think about this anonymous woman
overshadowed by the male ‘genius’
celebrated for this particular art object.
| imagine her presence embedded in the
mosaic-like background that Iryna has
created in her piece. As for the signature
on the urinal, it’s well known that
Duchamp used the name ‘R. Mutt’. In
her piece, Iryna has replaced this name
with the ‘label’ that she explored in the
self-reflection phase of her project,
‘Woman-Artist in Wartime’'.

Returning to the ‘no longer and not
yet’ with which | began this piece, we
might imagine that the space between
the two halves of this phrase, occupied
by the word ‘and’, is where life resides.
This life is dangerous, difficult and
often shaped by tragedy. And yet it is
also an ordinary life, filled with human
concerns, joy and pain, friendship and
loneliness — and creativity, too. As we
live in the chasm of historical time that
war has created, art helps us to stitch it
back together, so that no-one can ever
say that we were never here.

®oTo Mapis bopucosa
Photo Mariia Borysova
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A LLO AK
HAC [YPATb

Mapis MaTtswoBsa

A LLO 9K HAC OYPSTb, | MU XXKUBEMO

Y CBITI, OE BINMHA OABHO CTATA HOPMOIO,
AJTE MU MPO LIE HE 3HAEMO, BO
BIOBYBAETbCH MACLLTABHA MAHIMYNSLIS
CBIOOMICTHO, TOMY MW/ OYMAEMO, LLIO
BIMHA TIJTbKM B YKPAIHI, A HACMPABL|
BOHA BXE OABHO MOLUMPUIIACY MO
CBITY, ADXKE MW CKPI3b YYEMO BUBYXU

M BAYMMO HACTIOKN PYVHYBAHD,
NPUOMBITbCS OO LIbOrO!

S 6 Hikonu He noeipuna, abu MeHi XTOCb Take
ckaszas. MoBnss, ara, a Le 3eMng nnacka, a nTaxm —
Lie ApOHU, 32 AOMOMOrOIO SKMX Bfaaa CTEXMUTb 32
Hamu. Ta Big, MOMEHTY Npui3ay s cnpasai Big4yBato
y Llanui wock aMBHe, i 3 TUM — gyXe 3Hanome, — Lo
NOCTIVNHO 3MYLLIYE MEHe CyMHIBaTUCS Y CBOEMY
ysIBIIEHHI Npo CBIT. 1 6 Hikonu He noBipuna, abu He
no6ayunna Ha BNacHi oui.

LLnsx 3 YkpaiHn go Llanuy o6iusB MeHi
6e3reKy i CMOKiINHMI COH MO TOW 6ik KOPAOHY.
Ta Ui 04iKyBaHHS pO3CMManmnChb, 3iLUTOBXHYBLUNCH
i3 peanbHicTIO, SKOI 9 He ysBnsina. Bxe oppasy,
[Oporoto 3 BOK3any, Moo yBary npusepTatoTb
OCB-nnnTK y BikHax 6yANHKIB B3OOBX ByNuLi. BoHn
TYT BCIOAM: € YNCTIi, HEMOB LLLOMHO BCTaHOBIEHI, €
cTapi, noTeroBaHi rpadiTi, 3aKneeHi NOoANHOKUMMU
BMLBINMMM acpiluaMmn MiCbKUX MOAIN, a € 30BCiM
3HOLUEHI, 3aKOMY€Hi MUTOM, HEMOB Bif, FOPiHHS.
S BnepLue He MoXy abCcTparyBaTucs Bif, AYMKMU, O
cpepa BukopuctaHHg OCB-nnuT — BiiHa. Ane 9 X
He B YKpaiHi, s B Hime4y4uHi — ogHin 3 kpaiH HATO
Ta €C. HeBxe BiiHa picTanacs n ctoan?

MVILTISSMOV MV TI00MOV MVLTIOUMOY  MV_TI0EMOV

WHAT IF THEY'RE
TRICKING US

Maria Matiashova

WHAT IF THEY'RE TRICKING US AND WE LIVE
IN A WORLD WHERE WAR HAS BEEN THE
NORM FOR A LONG TIME BUT WE DON'T
KNOW IT BECAUSE THEY’'RE MANIPULATING
OUR CONSCIOUSNESS ON A VAST SCALE

SO WE THINK THAT THE WAR IS ONLY IN
UKRAINE BUT ACTUALLY IT SPREAD ACROSS
THE WORLD A LONG TIME AGO AND WE HEAR
EXPLOSIONS AND SEE THE AFTERMATH OF THE
DESTRUCTION EVERYWHERE? LOOK CLOSELY!

I never would have believed it if someone had
said that to me. Yeah, and the Earth is flat and
birds are actually drones used by the government
to spy on us. But, since the moment | arrived in
Zeitz, I've had a strange feeling (a familiar one,
too) that constantly makes me doubt my own
perception of the world. | never would have
believed it if | hadnt seen it with my own eyes.

The journey from Ukraine to Zeitz promised
safety and undisturbed sleep on the other side of
the border. Yet my expectations vanished when
| encountered a reality | hadn't imagined. On the very
first day, on the journey from the train station to
our accommodation, my attention was caught by the
chipboard panels boarding up the windows of the
buildings across the street. They were everywhere
in Zeitz: clean panels that looked as if they had just
been installed, old panels covered in graffiti and faded
posters for public events, wrecked panels sooty with
dust as if they had been burnt. For the first time,
| couldn’t shake the thought that chipboard panels
are only used in warzones. But | wasn’t in Ukraine,

I was in Germany, an EU country and member of
NATO. Could the war have made it here?
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MOXJITMBO, BIO HAC 3 BAMU PETENTbHO
MPUXOBYHOTb, LLIO BIMHA BXE OABHO
MPOHUKIIA Y 3AXIOHY €BPOMY. BOHA HE
3ABXOM BUMSOAE 9K TE, LLUO MU BAYMMO HA
EKPAHAX TENEBI3OPIB | Y 3ArOJTOBKAX MA3ET.
0O PEMI, A MU CMPABLI BIPMUMO, LLIO MEIA
TYT — HE3AJNEXHI IHCTUTYLYI, 9KI OINCHO
rOBOPSTb MPABOY? HAWTIPLUE, LLIO BOHU TYT
CAMI HE PO3YMIKOTDb, LLIO BIVMHA BXE Y HUNX
BOOMA.

Mu xunBemo Ha peBiTanizoBaHili MakapoHHin
dabpuLli, ska Ternep crnyrye npocTopom ass
po6oTn MUTLIB | MUCTKMHB. [onpu poBry popory,

cnaTh He XO4YeTbCH, TOX S 3acCTpsirato 3a HOyTOYKOM.

MeHi nogo6aeTbcs MOS KiMHaTa: BEnmn4Ye3sHe BiKHO,
NopyY 3 HUM CTif, a HaBNPOTK — NiXkKo. MoxHa
npautoBaTh, AUBASYUCE Ha ABIp, | IpoKMAaaTUCs 3i
cBiTaHkom. O 01:20 s 4vyto BUGYyx. Moe Tino BnisHae
Moro LWBMALLe 3a CBIAOMICTb: Liel 3ByK MUTTIO
OMUHSETBCS Y MeHe B XMBoTi. Cnopisatocs, Le
BCbOrO NULLE LLOCH BMNano Ha 6yAiBHULTBI. Ane
TORj HOMY aX Tak r'y4HO i Tak cxoxe Ha po6oTy
MNO? | Yomy BHOYI? XTO B3arani 6yaye BHOYI?
BHoui 3anyckatoTb pakeTu i CNPSIMOBYHOTb [APOHMU.
Topi Yomy He 6yno NoBiTPsSIHOI TpMBOrM? 3pacTbes,
9 4yna, 9K Wocbk Anpyano. B meHe Taki Benuki BikHa,
He 3aKJ/IeEHI CKOTYEM.
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BOHW 3ABXOW OIKOTb BHOMI, KON

MW HAMBINbLU BE33AXNCHI. BOHU HE
CMOBIWAKOTb MPO OBCTPISIN, BO HE
XOYYTb, LLIOB BM 3HAIM MPABLY MPO BINMHY
| CTABUJIN 3AMBI MUTAHHS. BOHU XO4YYTb,
LLIOB BU 3ANTULLATINCS CNOKIMHUMW, ABU
KOHTPOIMHOBATW BAC | MAHIMYNHKOBATU
BALLIMMW OYMKAMMW. YCE LIE YACTUHA
IXHBbOIO MIAHY: LLOB B HE BYSTIN TOTOBI
00 HEBE3MEKW. SKLLO BY HE PO3MFOLWMTE
Ol 3APA3 — MOXE BYTU 3AHAOTO MI3HO!

MAYBE THEY’VE PAINSTAKINGLY CONCEALED
FROM US THE FACT THAT THE WAR REACHED
WESTERN EUROPE A LONG TIME AGO. IT
DOESN'T ALWAYS LOOK LIKE WHAT WE

SEE ON TV SCREENS AND IN NEWSPAPER
HEADLINES. AND DO WE GENUINELY BELIEVE
THAT THE MEDIA HERE IS AN INDEPENDENT
INSTITUTION THAT ACTUALLY TELLS THE
TRUTH? THE WORST THING IS THAT PEOPLE
HERE DON'T UNDERSTAND THAT THE WAR
HAS ALREADY REACHED THEIR HOMES.

We're staying in a renovated former pasta
factory which is now an artists’ space. In spite of
the long journey, | don’t feel tired, so I'm glued to
my laptop. | like my room. There is a large window
with a desk in front of it and a bed opposite,
so | can work while looking at the courtyard
and wake up with the sun. At 1:20 am | heard an
explosion. My body recognised it more quickly
than my consciousness did. The sound instantly
found its way to my gut. | hoped that something
has simply Tallen on a building site. But then why
was it so loud and so similar to the sound of air
defence? And why at night? Who builds things
at night? Night is when they launch missiles and
send drones. So why wasn’t there an air raid
alert? | thought | heard something rattling.

The windows are huge and they’re not covered
with tape.

® £ O o @ S a B erisep 00

THEY ALWAYS OPERATE AT NIGHT WHEN
WE'RE AT OUR MOST HELPLESS. THEY DON'T
TELL YOU ABOUT THE SHELLING BECAUSE
THEY DON'T WANT YOU TO KNOW THE
TRUTH ABOUT THE WAR AND START ASKING
TOO MANY QUESTIONS. THEY WANT YOU TO
STAY CALM SO THEY CAN CONTROL YOU AND
MANIPULATE YOUR THOUGHTS. IT'S ALL PART
OF THEIR PLAN SO YOU'RE NOT READY FOR
THE DANGER. IF YOU DON'T OPEN YOUR EYES
NOW IT MIGHT BE TOO LATE!
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Llan, BusBMBCS Lie 6inbll MOPYNHOBAHWUM, HixX
MeHi 30anocs crnovatky. Ha nporynsiHLi 9 3HoBy
i 3HOBY po3aumBnsnacs BUO6UTI BikHa, o6BaneHi
CTiHW, 06ropini paxu. Ta WO Bpa3nno meHe
Hal6inblue — ransBuHa 6insg piyku, NOBCIOOHO
nopeLLeToBaHa YOPHUMU BUPBaMu. Sl AMBMIOCH
Ha Hel, sik AMBntoCb Ha choTorpadpii i CynyTHUKOBI
3HIMKKN O6CTPINSHMX YKPaiHCbKMX MONIB, i HE MOXY
AaTv pagu Bymui: s BXe Le 6a4una. Yomy TyT
Tak 6arato npunboTie? Kpalle He cTosITH 3apa3
Ha mocTy. He posymito, Homy ntofmn HaBKono Tak
CMOKINHO XOOSTb | HE 3BaXaloTb Ha Bce Lue?

Kye ——
““TepmakicTaH

OV

TINTbKW TOW, XTO BAYMB BIVHY, 3MOXE
OOPA3Y ii BNI3HATW. TAKE MOJSIE BUPB

HE MOXE BYTU BUMALOKOBICTHO.

LE BYSI1 MACOBAHI, CMELIANBHO
CMNAHOBAHI YOAPW. ANTE YHOMY LI

CNIgn HE BUKITUKAKOTb Y MICLIEBUX
3AHEMOKOEHHS? MOXIMBO, LI Ntogu | €
YACTUHOKO KOHTPOIMHKO. YCI LIl CNOKINHI,
BAMOY XX MELLUKAHLL Y 3MOBI: BOHU TEX
XOYYTb, LLUOB MU HE MOMIYANW TE, LLO
BIOBYBAETbHCS HACMPABLO.

MpokunHynack. A SIKLLO MOE Big4yTTs XU6HE i BCi
BUSIBNIEHI CNiAM BiNHW — TOTanbHUA 36ir o6CTaBUH?
S'iny po Nevinuura, wo 3a 35 kinometpis Big, Lianuy.
SKLo BilHa 11 cnpaBspi noLuMpunacs no CBeiTy,

MICTO MeHe 3acroKoiNno, NepekoHarso, Lo s yce cobi
Hapymara, afe noTiM — NoTiM 9 no6ayuna ABi BYNUYHi
CTaTyl, 3aKpUTi AOLLKaMU, YKPIMaeHi 3aXMCcHUM
KapKacoM — Haf3BUYaMHO NOAIGHUM [0 TUX, LLO
B6epiratoTb NnamsTkun y Kuesi, Xapkosi, J1bBoBi. €auHa
BiAMIHHICTb — BIKOHLSI, SIKi TYT 3po6unu s oénuy,
a6y y HUX MoxHa 6yno BnizHaTh FOnitepa Ta FOHOHY.
Ix sakpunu, abu 6eperTu Big pyiHyBaHHs. Ham TyT
3arpoxye Hebesneka, SKLLO YKPUTTS CTBOPUIIU HaBiTb
019 NaM9THUKIB.

Zeitz looks even more dilapidated than
| realised at first. During our walk | kept seeing
broken windows, collapsed walls, burnt roofs,
over and over. But what surprised me the
most was a patch of grass next to the river
pockmarked with black craters. | looked at it
the way | look at photos and satellite images of
bombed Ukrainian fields and couldn’t help but
think that I'd seen this before. Why was this place
such a target? Better not stand on the bridge.
I didn't understand why the people around me
were moving so calmly and obliviously.

ONLY PEOPLE WHO'VE SEEN WAR CAN
RECOGNISE IT IMMEDIATELY. THAT FIELD OF
CRATERS IS NOT A COINCIDENCE. THIS WAS
A MASSIVE, SPECIALLY PLANNED ATTACK. BUT
WHY AREN'T THE LOCALS WORRIED? MAYBE
THEY’RE PART OF THE PLAN. ALL THESE CALM,
UNBOTHERED PEOPLE ARE IN ON IT TOO.
THEY DON'T WANT US TO SEE WHAT'S REALLY
HAPPENING.

| woke up. What if I'm wrong and all the
evidence of war I've seen is just a complete
coincidence? | travelled to Leipzig, 35 km away
from Zeitz. If the war genuinely has spread
across the world, surely there would be signs
in Leipzig, too. At first the city reassured me,
convincing me that | was imagining things, but
then | saw two statues boarded up and secured
inside a protective casing, remarkably similar to
those that you see around monuments in Kyiv,
Kharkiv and Lviv. The only difference was that the
casing here had little windows for the statues’
faces, so you could recognise Jupiter and Juno.
They’'ve been boarded up to protect them from
destruction. We are in danger here if they've even
built shelters for the statues.
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BU XX BAYUTE OOKA3U, LLIO BOHU BXE
OABHO rOTYBAJMNCS OO0 BIMHW. SKLLO
HABITb MAMATHUKW PSTYHOTb BIf,
OBCTPINIB, TO BU MOBUHHI 3AOYMATUCY,
LLO LLIE MEPEBYBAE MO, 3ArPO30H0

| YOMY BAM MPO LIE HE CKA3AINN. BOHU
CTBOPHOKOTb IJTHFO3IKO CMOKINMHOI EBPOMMN,
AJIE HEBITTACTBO HE 3AXUCTUTb BAC AHI
BI BIMHW, AHI BIO, TUX, XTO i MPUXOBYE.

CboropgHi s 3abnykana, 60 Mos reosiokallis
NOCTIMHO 36MBAETLCS, AOBINbHO NEpPEKMAatoHU
MeHe 3 ofiHi€l ToukM Ha iHWY. Kpyxnsioumn konamu,
9 nomiTuna, Wwo Ha Bynuusax Llanuy HapssmyaliHo
Mano ntopen. | 3o0Bcim Hemae giten. YacTto-rycto
B3[OBX Y36i4 po3kMaaHe CMITTS — TYT HEMaE KOMY
npuéunpatn? Barato 3akMHYTUX BYAMHKIB, Y SKMX
BEYOpPaMU He CBIiTATbCS BikHa. TyT MOPOXHbLO 1
CaMOTHbO. Take Big4yTTS, LLLO NOSIOBMHA MiCTa
NpocTo BUiXana, TNLWKUINCS Cami YONOBIKM
i NneHcioHepw.

HACMPABLI OECb NMOPYY MPALIHOE

PEB. BOHW NIOMIHAFKOTb KOOPOUHATU
CYMYTHUKOBOI HABIFALYJI, LUOB 3AMTYTATU
BOPOTA. A TAKOX CTBOPUTW 0119 BAC
BPAXKEHHS, LLIO YCE OOBPE. MAMTAUTE —
HIKOMY HABKOJ10 HE MOXHA OOBIPSTU,
AOKE KOXEH 3 TUX, XTO 3ANTNLLMBCY,
MOXE BUSABUTUCS OUBEPCAHTOM.

YOU CAN SEE THE PROOF THAT THEY'VE

BEEN PREPARING FOR WAR FOR YEARS. IF
THEY'RE PROTECTING MONUMENTS FROM
SHELLING, YOU NEED TO THINK ABOUT WHAT
ELSE IS IN DANGER AND WHY THEY'RE NOT
TELLING YOU ABOUT IT. THEY ARE CREATING
THE ILLUSION OF A PEACEFUL EUROPE BUT
IGNORANCE WON'T PROTECT YOU FROM WAR
OR THOSE THAT HIDE IT.

Today | got lost because my GPS kept glitching
and the blue dot kept jumping from one spot to
another. As | spun round in circles, | noticed that
there are very few people on the streets in Zeitz.
And no children whatsoever. There are often large
piles of rubbish left on the kerb. Is there no-one
to collect it here? There are a lot of empty,
derelict houses with no lights on in the evenings.
It's lonely and empty here. It feels like half of the
town has just upped and left and only men and
pensioners stayed behind.

IN REALITY THERE'S ELECTRONIC WARFARE
GOING ON NEARBY. THEY TAMPER WITH

THE GPS COORDINATES TO CONFUSE THE
ENEMY. THEY'RE TRYING TO MAKE YOU THINK
EVERYTHING IS FINE. REMEMBER, DON'T
TRUST ANYONE, BECAUSE THE PEOPLE WHO
STAYED BEHIND COULD BE SABOTEURS.
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Mwu 3HoBy i3gmnu go Nernuura. Mo goposi
TyOM i Hazap s ABiYi 6a4y roTenb Nig Ha3BoO
«ZZ hotel», a e — Becb 4Yac 3ycTpivato
BIICbKOBUX, — paxy'o Ntopewn y nikceni: opuH,
nBa, TP, HoTupU. 3aBTpa, Ha LLNSXY AOOOMY,
iny4n yepes BepniH, 9 3ycTpiHy LWe 6inbLue
conpari. LlikaBo, 4n Moxe Mup 6yTn BCbOro nuiue
pekopaLieto pns NpuikaXxmx? S cnocTtepirato 3a
TUM, sk papba Ha ABepsIX Yy KOPUAOPI Bpyroro
noBepxy NYLUNTLCS, NEePEeTBOPIOIOYNCH Ha
Kamycbnsix.

HAMCTPALLHILUE TE, LLO BU BXE
OMUHWUINCS B LIEHTPI LIET BIMHUA

| HABITb HE 300OMAOYETECS MPO LIE. BO
BOHA BUIMISOAE HE JIMLLE TAK, SK BAM
i1 MOKA3YIOTb. ANE 9KLWO BU BYOETE
MUIBHUMW, TO MOMITUTE, LLO MUP,
AKNN HAM HAMATAKOTBCS NMOKA3ATU, —
LLE NTULLE PACAL, 3A IKMM XOBAETLCS
MACLLTABHUI, MPUXOBAHUN KOH®IIKT,
LLIO BXXE PO3rOPTAETBLCS MPSMO Mif
HALLVMMU 3 BAMU HOCAMMU.
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We went to Leipzig again. On the way there
and back | saw a hotel called ZZ Hotel'. | keep

seeing soldiers and am keeping count of people
wearing camo: one, two, three, four. Tomorrow,

on my way home via Berlin, | will see more
soldiers. | wonder if peace is just a decorative
backdrop for the sake of tourists? | watch
the paint flake off the doors in the first-floor
corridor, creating a camouflage pattern.

THE SCARIEST THING IS THAT YOU'RE
ALREADY IN THE MIDST OF THIS WAR AND
YOU DON'T EVEN REALISE IT BECAUSE IT
DOESN'T LOOK THE WAY YOU WERE TOLD IT
WOULD. BUT IF YOU PAY ATTENTION YOU'LL
NOTICE THAT THE PEACE THEY TRY TO
PORTRAY IS JUST A FACADE HIDING A LARGE-
SCALE, SECRET CONFLICT THAT IS TAKING
PLACE RIGHT UNDER OUR NOSES.

JOURNELY,
AUBERGINE CAVIAR,
HIGH CEILINGS,

CALM

Maryna Levchenko

‘In 400 metres, turn north’

‘The carriages are numbered from the eastern
side of the station’

‘Moderate cloud cover and a south-westerly wind’
‘The war in the East’

‘Ballistic missiles launched from the South’
‘Western partners’

‘The eastern and western underpasses’

The windows of my apartment are east-facing. | can
see the sunset from them as well as the building next
door, which also has apartments with east-facing
windows. Behind this building is the street and some
more buildings with east-facing windows. Then anoth-
er building, and another, and another. So many build-
ings, scores of them. And behind them all is another
building which should have east-facing windows but
doesn’t, because this building doesn’t exist any more.
| look out of my window and think about the building
in the East that doesn’t exist any more. The thought
of ‘East’ makes me feel anxious. How many buildings
are still standing between me and the East?

In my autobiographical short film, my father talks
about where the muscovites advanced from. We're
on the roof of our destroyed building in Chernihiv.
I've never looked at the world or my home from this
angle before. He gesticulates wildly and points to
the directions from which they surrounded the city,
before finally saying, ‘from all sides’.

Moss grows on the north-facing side of trees.

For some reason everyone knows this fact.

During the residency | asked my fellow participants to
share their feelings about the North, East, South and
West. This survey is a glimpse into how we think about
the four compass points. Word association allows us

to recreate meaningful places in our minds. Some of
these recur, layering on top of each other and creating a
pattern. This is how a map of subjective interpretations
of the compass points emerges.

What does the North smell like?

When exactly does the East happen to us?

What does the West sound like, and what does the
South remind us of?

How many times have we used a compass in our lives?
Not many, for most of us. These days a compass is more
of a museum exhibit, a decorative object or a family
heirloom.

But it doesn’t matter. Birds don't use a compass either.
But they do know

when and where

it's time to fly
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MapwuHa JleB4yeHko

«Yepes 4oTMpmCcTa MeTpiB MOBEPHITb Ha MMiBHi4Y»
«HyMmepaliis BaroHiB 3i CxigHOT CTOPOHM Bd'f(sany»
«[MomipHa XxMapHicTb, BiTep NiBAeHHO-3axigHNN»
«BiriHa Ha Cxopi»

«3arposa 6anictvku 3 MNiBgHa»

«3axigHi napTHepu»

«CxigHWI Ta 3axigHWI Nig3eMHi nepexopm»

BikHa MoO€i kBapTupu BUX0ASTb Ha Cxif. 3 HUX s a4y
cXif, COHULS Ta CyCiAHi BYANHOK, Y SKOMY TaKoX €
KBapTUpK 3 BikHamu Ha Cxia. 3a LM GyANHKOM —
BYNMLS i LLe Kinbka 6yOuHKIB, BikHa SIKMX BUXOASTb Ha
Cxia. A noTim Lie 6yAnHOK, i We, i we. | Tak gyxe pyxe
6arato 6ynuHKiB, 6e3ni4. A 3@ HAMM BCiMa — e OANH
6yAMHOK, BikHa sikoro manu 6u BuxopgnTtu Ha Cxig,
opHakK Moro BxXe Hemae.

Sl pMBNtOCS Y CBOE BIKHO [OBrO i AyMato Npo Ton
6ynunHok Ha Cxopi, sikoro Bxe Hemae. Llert Hanpsimok
BUKIMKaE Yy MeHe TpuBory. CKinbku came XMBUX
6yOunHKiB 3apa3 Mixk Hamun?

B Mmoemy aBTOGiorpadivyHOMy KOPOTKOMY METpPi —

Mi 6aTbKO pO3MoBifac, 3BiAKM pyxanncb mockani.

Mu cToimo Ha paxy Halloro 3pyrHOBaHOro GYAMHKY

B YepHirosi, (5 Hikonu paHille He anBMNach Ha CBIT i Aim
3 L€l nepcnekTnBN 0630pY) BiH 6araTto XeCTUKYIOE i
nokasye HanpsmKu, 3 SKMX OTOYyBaJln MiCTO, a MOTIM
3peLUTolo fofaE — «3 YCiX CTOPiH".

Mox Ha pepeBax pocTe 3 lMiBHi4YHOT cTOpOHU. Yomych
yCi Lie 3HatoTb.

Mig yac 3ycTpiyi Ha pe3naeHLii s nonpocuna y4yacHULpb
nopinuTncs ceoimu BipHyTTIMun Cxopy, MiBaHs,
3axopy i MiBHoYI.

JocniaxeHHs cTano 3pisomM HaluMX MipKyBaHb MPo
HanpsMKu CBITY.

AcouiaLii BigTBOpPIOIOTb B ysIBi 3Ha4MMi Micus. Jeski
3 HUX NMOBTOPIOIOTBLCS, HAaKIaAaloTbCs OQHa Ha OfJHY i
CTBOpPIOIOTh NaTepH. Tak 39BASETbCH Mana
Cy6'EKTMBHNX O3HA4Y€Hb CTOPIH CBITY.

Akun 3anax mae MiBHIY?

Konu came 3 Hamu cTaeTbes Cxin?

Sk 3BYy4nTH 3axif, i Npo wWwo Harapye MNiBoeHb?

Ckinbku pasiB 3a XXUTT9 MU AMBUINCS Ha Komnac?
3pebinblioro Hebarato. Y cy4aCcHOMY CBITi Lie cKopille
MY3EMNHUIN eKCMOoHaT, AeKopaLlis abo cimelrHa penikais.
Ane ue Hivoro. MNTaxu TexX He AUBASTLCS Ha KOMMac
Ane 3HatoTb

Kyowu i konu

Yac netitn
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Cxig
East

TepukoHmn

3anax 3acoxnoi Tpasu

Mouvatok

MpuynHa

Yawn y cneky
MpsiHOLL
LLlaxTapcbkuii TOpT

BiriHa

Binb

CmepTb

Arpecis

ByAuHKM 3 YepBOHOT
uernu

CaMOTHICTb
Mopopox

JTrogn

Slag heap

The smell of dried grass

Beginning
Reason

Tea on a hot day

Spices

Luhansk chocolate cake

War

Pain

Death
Aggression
Red-brick
houses
Loneliness
Travel
People

BirHa

Hopora
Cneuit
>KoBTun konip
Cxipg, coHug

PozymHi TanaHoBUTI ntoau

Cym

LLlaxTn
Cxig CoHus
Po3zkBiT
lnes

MpsmoTa i MpocToTa

Poz6uTi 6ypieni
BiiHa

War

Journey

Spices

The colour yellow
Sunrise

Sunrise

Blossoming
Idea

Honesty and simplicity

Wrecked buildings
War

MoTar, wo ine nyxe AoBro

A Really Long Train Journey

Y meHe Bigi6panu YopHe mope,
i BOHO cTpaxpae, i

3anax NepecTUrnoro iHxupy
XepcoH i 3aTonneHi Bynuui

KiH6ypHcbka koca
Mickm
MepekoTunone

The smell of overripe figs
Kherson and flooded streets
The Kinburn spit

Tumbleweed

The Black Sea was taken away from me,
it’s suffering and so am |

HocTtaTtok

Tino
CekcyanbHicTb
BuHo
BipnounHok
Muéoke puxaHHS
Tenno

Cyxi pocnunHm
Munioka

Oim

BuHorpagHe nucTs
Moyaku semni
3anax 6y3Kky
KasyHu
MonyHwnui
Mo4vyTTa rymopy
Oim

CyxicTb

Bitep

Mama
BaknaxaHoBa ikpa

F

Binno4nHok

Haconopa xuttam
Conopkui 3anax Tpaeu
AHekcoBaHU Kpum

Holidays

Enjoying life

The sweet smell of grass
Annexed Crimea
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MNisoeHb
South

Abundance
Body

Sexuality

Wine

Relaxation

Deep breathing
Warmth

Dried plants
Dust

Home

Vine leaves
Clods of earth
The smell of lilac
Watermelons
Strawberries
Sense of humour
Home

Arid

Wind

Mum

Aubergine caviar
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3axig, MiBHiy
West Xonog Cold North
3axig coHus Cnokin Calm
DaneviHb CmepTb Death
TuM4yacoBo nepemilleHi Hynbra Boredom
Pivkn MycTi nicu Dense forests
BiocTaHb YepHiriswunHa Chernihiv region
Masku Forest nymphs
Mpasuna Rules Sunset MosuTyxMK Wise women
Besneka Safety Far away Xonop, Cold
HocTaTok Affluence Temporarily displaced Tuwa Calm
IcTopis History Rivers Bonora Damp
PozBUTOK Development Distance BorkicTb Moisture
Kapepa Career TemHoTa Darkness Ta€EMHUYICTb Mystery
HaByaHHsg Education MpapaBHe Prehistoric
Kutra Life Boux Breathe in
3pinicTb Maturity
Opyrun nnax Plan B
Brinus Influence MiBHi4 Harapye cnoBo Hiy
Beaneka Safety The word Pivnich (North) reminds me of nich (Night)
Kasa Coffee
3aTuwok Comfort
CupicTb Damp
Bucoki cteni High ceilings
Oim Home
Cnokin Tranquillity
BeiunueicTb Politeness
Cnisnpaus Cooperation
Ho6po Good
Tic Forest
JbBiB Lviv
Demokparis Democracy

‘a
o
OpaHxeBui i
The colour orange Xonop, Cold s
HoBu pik New year %
Oim Home Q
Oepesa Trees S0
ByTTs B CO6i Being-in-itself ¥ 2
BepTukans Vertical b &
Osepo Lake & -
XonogHa Boga  Cold water 3 ©
YucToTa Cleanness x 3
Midp Myth %
HuHi 6arato poz4apyBaHb BKYMi 3 YCBIAOMIIEHHSM 3a1€XHOCTI g 3
These days, a lot of disappointment as well as the X E
realisation that we are dependent on them 5 2
N -




«A4 SHAIO, LLO

BOHW

EOATLCH MOIX POCTNH»

* 3 HoBenu EMmu AHpieBcbkol «PocnnHm»
3i 36ipkun «Turpm»

KapiHa CuHuUS

MeHi gaBHO xoTinocs
NnepeTBOPUTU KBapTUPY Ha ToTaslbHY
iHcTangauito. Y BucTasLi «Lle He 6iga»
Lie BTINMWMOCh — Yy KBapTUpPi Opy3iB
Ha Binopycbkin, |, y Knesi B CivHi
2025 poky. Lie 6yna gpyra 3 WwicTbox
BMCTaBOK HaLLOro 3 XyAOXHULEO
Hapieto MonokoenoBoto NPoeEKTY
It’s love, Darling — Hala cninbHa
BMCTaBKa, Haw gianor. LWicte
BMCTaBOK pO3rMoBifanu Npo Lukn
nto60Bi — Bif, 3ycTpidi 4O PO3KBITY
CTOCYHKIB. lMicns BUCHaXIMBUX
cnpo6 BiAHaWTW CifbHUI TEM6P,
TOYKM JOTUKY, 3HAUTU cebe
Y B32EMUHAX MOYNHAETHCS iHLLUN
eTan: 6axaHHs cxoBaTUCS Bif, LIbOro
BCbOro. [HKONM Lie NparHeHHs
NpU3BOOUTL AO LLIe FOCTPILLIOro
YCBIOOMIIEHHS BAaCHOI BPa3MBOCTI.

XoTinocs maTtu BUCTaBKyY
B YYXil KBapTMPpIi, Y TUM4YacoBOMY
NPUXUCTKY. Tenep Take XUTTS —
CBOIX KBApPTUP MalXe Hi B KOro
HeMae, yCi fecb rocTHolTb, AiNSTb
MixX co60to KiMHaTK, NOCTiNb,
Kntoui. «Ue He 6ipa» — BUcTaBska
Npo Ty, XTO HE MA€E BNACHOTO
pomy. BurapaHa (a moxe 11 He
LyXe) repoiHs XMBE «SKOCb TaK».
BoHa HamaraeTbcs 6ynyeatu
CNiNbHUM NPOCTIp i3 KNUMOCB, ane
Lopa3y HaTUKAETLCS Ha Ynamku
CTapux icTopin. Y wadpax — He
Tinbkw ii pedi. Hiuns napa kntodis,
dka Morna 6 o3Ha4YaTu «Hac
ABOE», BUCUTb Ha CTiHi OKpemo,
6e3 napw. | Tak 3aBxpu: pedi
Hi6W HaTsaKaloTh, LLO TYT KONUCH
XWUIK pa3oM, LLLO TYT XToCb 6yB,

a Tenep — Hi. HarapytoTb npo Te,

SK Micns [OBrMx PO3MOB i AOTUKIB
BCE OfHO 3a/nLIaETbCs CTpax

6YTN HEMOYYTOIO, HEPO3Mi3HaAHO!O,
HeBni3HaHo. 51 BLLUMBaIO Lien cTpax
Yy NOGYTOBI CLLEHU — Yy CKaTepPTUHU,
Y CKIISIHKMW, Y 32COXJ1i POCNUHMU,

SKi CTOSTb MPSMO Mif, NMiXKKOM,

Hi6n XTOChb X LWE MOSSE, ane HIXTO
He nonueae. 4 nuile HaTuKaCh

Ha KOMIOYKM 3namaHoro KakTyca
LlopaHKy Ta AUBIOCS Ha LITOPY, Ha
SKili rapHeHbKi nebepi HamararTbCs
320yLLINTU OAUH OJHOrO.

®oto 3 ekcno3suuii Bucraskm «Lle He Biga» Ha Binopycbkin 1, Kuis, 2025
Photo from the setting in It Doesn’t Matter exhibition at Biloruska st 1, Kyiv, 2025

TekcTn EMMu AHpieBcbkoi
Ta AgpieHH Pi4 BeayTb y LiboMmy
npocTopi Aianor. BoHn npo XiHky,
dKa o6upae Mix CIMEVNHUM XUTTIM
i BNaCHUM XUTTIM, MiXX TUM, LLIO
«Tpeba», i TUM, Lo HacnpaBsai
xou4eTbes. [po Bubip, skui 3aBxam
[OBOAMTLCS PO6UTU OAHIN. TekcTn
NPO YULLLEHHS LIMGYNi HENOMITHO
HaHecCeHi Ha KyXOHHY AOLLKY Ans
oBoviB. Ha wTopi HanncaHo npo
POCINHM, 9Ki XTOCb HaMaraeTbCsl
BupocTuTU. Jawa Monokoenosa
CTBOPIOE KPUXKi CKNSHI 06'€KTU:
doTopamka 3i LUMaTOYKiB ckna
y BUNspi ceppedka, ane 6e3
coTorpadii BcepeauHi, a Takox
Ta 3arajKoBa napa KJr4is —
HE3PO3yMino ums. Ix xoueTbcs B3ATH
B PYKM, ane cTpallHo po36utn. BoHu
HaragytoTb Npo Te, Ik 06epeXHO
Tpeba noBogUTUCS 3 NOGOB'H0.

3acox/i pocnvHU s NpuHecna 3i
CBOEI KIMHATU B N'YPTOXMTKY,
a TakoX 3i6pana pocnuHu Cauui
" Ani y uin kBapTupi. 3acoxni
POCNVHU B KiMHaTI | 3amManboBKu
3 HUX HaBMPOTU — Lie MPO 3YMUHKY.

Mpo Tino, ske He Moxe, He xo4e, He
3Hae, sk pyxaTtucs gani. Mpo BinHy,
Mpo cTpec, Npo penpoayKTUBHICTb,
sKa CTa€ e OOHIE XepPTBOO
BCbOrO, O Bif6yBaETLCS.

Lli bopmu — moi Bmepni
KicTo4kn aBokapo — Tpeba 6yno
YBIYHUTU. MantoHOK NPOAoOBXMB
iXHE iCHYBaHHS, 3pO61B BUOAUMUMMU.
HaciHHs, Wwo He cTaHe gepeBom,

a TaKoX MOPOXHil MPOCTip HAaBKOMNO
HUX, Y IKOMY 6iflbLUe HiYoro He
npopocrTe. BTim, Tino sanuwaeTbes
TiNOM, HaBiTb KON BCEPEANHI HbOTO
BXe Hi4yoro He pocTe. PisnyHe
6e3nnigas CTaeTbes He nuLe

3 XXIHOYMM TiNTOM — BOHO BTINIOE

B CO6i BENTMYE3HY KinbKicTb cTpecy
Ta 60nto | HEMOXIMBICTb MOGAYNTHU
300pOBE NpPUUAELLHE. 3eMNS
nepecTae poanTU, BUCHaXeEHI Tina
He MatoTb Mari6yTHLOTO.

KAPIHA CMHWNLA
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I KNOW THEY

Karina Synytsia

I'd wanted to transform an en-
tire apartment into an installation
for a long time. This idea was finally
realised at an exhibition named
It Doesn’t Matter at my friends’
apartment at | Biloruska Street
in Kyiv in January 2025. This was
the second of six exhibitions that
| created together with the artist
Dariia Molokoiedova as part of our
project, It’s Love, Darling, a joint
undertaking and a dialogue. The
six exhibitions told the story of the
cycle of love, from first meeting to
the blossoming of a relationship.
After exhaustive attempts to find a
common voice, a point of contact,
a way to recognise ourselves in
reciprocity, another phase began —
the desire to hide away from it all.
Sometimes this yearning leads to
an even keener understanding of
one’s own vulnerability.

| wanted to create the exhibi-
tion in someone else’s apartment,
a temporary refuge. This is what
life is like now. Hardly anyone has
their own apartment; everyone is
a guest elsewhere, sharing rooms,
beds, keys. ‘It Doesn’t Matter’ is an
exhibition about a woman who has
no home of her own. The (perhaps
not entirely) fictional woman is
‘just about coping’. She is trying to
create a shared space with another
person, but she keeps running
into fragments of past stories.

Her things sit alongside someone
else’s in the cupboards. A spare

set of keys, which could signify ‘the
two of us’, hangs alone on a hook
without its counterpart. That's
how it always is — objects suggest
that someone else used to live here
as well, but not any more. They
remind us that, in spite of long

ARE AFRAID
OF MY PLANTS”

conversations and physical touch,
we are still afraid of being'unheard,
unrecognised; unseen.

| embedded this fear in the domes-
tic environment: in tablecloths,
glassware, the dried-up house-
plants located next to the bed as

if someone is planning to water
them. Nobody does. | just trip over
the spines of a dead cactus every
morning and stare at the curtains,
which are embroidered with
beautiful swans trying to strangle
each other.

Texts by Emma Andijewska and
Adrienne Rich enter into dialogue
in this space. Both authors write
about women who have to choose
between family life and their own
lives, between duty and desire. A
choice that always has to be made
alone. Excerpts from a text about
peeling onions are discreetly stuck
to the vegetable chopping board.
The curtains are inscribed with
words about the houseplants that
someone is trying to grow. Dariia
Molokoiedova created fragile glass
objects, including a heart-shaped
photo frame made from shards of
glass with no photo in the middle,
as well as the mysterious set of
keys that belongs to nobody. You
want to pick them up but you're
afraid of breaking them. They re-
mind us that love must be handled
with care.

The dried-up houseplants
are from my room at the halls of
residence. | also used some plants
that Sasha and Alia already had in
their apartment. The shrivelled
plants in the bedroom and the
sketches of them on the other
side of the room are about stasis.
About a body that can’t, doesn’t

* from the'short story
‘Plants”in Emma
Andijewska'’s collection
Tigers

want to, doesn't know how to move
forward. About war, stress and
fertility — yet another victim of
everything that’s going on.

These shapes, my dead avocado
pits, needed to be immortalised.
This drawing has prolonged their
existence, rendered them visible.
A seed that will never be a tree,
and also the empty space around
it where nothing can grow. Still, a
body is a body, even when nothing
can grow inside it. Biological
infertility does not only exist in the
female body. It embodies immense
stress and pain and the impossibil-
ity of seeing a stable future. The
Earth stops bearing fruit. Depleted
bodies have no future.

KARINA SYNYTSIA
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KARINA SYNYTSIA
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AHHa MoTboMKiHa

PUTYAJTJIKOTOT O

Llen putyan Harkpalle NigxoauTb ANs KiHLS NOTOro,
Konu 36iratoTbcs KiHeub i novaTok. Konu Tpusae BiriHa
i NTOMHOXYETbLCS Big4yTTS 6€e3CHnns.

Konu Bce cTa€ TOHLWMM, OrOfeHilMM Ta FOCTPILLMM.
Konu Hakonun4yeTbes Te, 3 4UM BaKKO CNpaBUTUCh, abo Te,
LLLO BaXKO BignycTuTu. Konun He NMLIaeTbes iHWnX
crnoco6iB BMIMHYTU Ha CTaH peYen.

[ns putyany Bam 3Hafo06n9TbCs:
pipa
TpW Nanuui
nanipeub

py4Ka
3anajibHU4Ka

The ritual is best suited for the end of February, when the end and
the beginning coincide. When the war continues and the feeling of
powerlessness multiplies.

When everything becomes thinner, sharper and more naked. When
something accumulates that is difficult to cope with, or that is difficult
to let go. When there are no other ways to influence the state of affairs.

For the ritual you will need:
a hole
three sticks
a piece of paper
apen
a lighter

FEBRUARY RITUAL

Anna Potyomkina
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|. O6epiTb cnoKiiHe MicLie Ans puTyarny.

Lle moxe 6yTn 3amepsne 03epo.
Havikpalle — noro cepeguHa.

3. Mo6ynpTe 3 Licto
pipoto. MosHanomTecs
31 cTiHkamu,
TeKkcTypoto. MuUénHy
ipy MOXHa 3anuLnTu
6e3 pocnigXeHHs Ta
y criokol. Mornapgete
pipy — BoHa 6yne
BaLLIOIO COO3HULIEIO

B puTyani.
.
]
|
"
.
"
1
v
.
\

5. fictaHbTe nanip i
pyuky. Ha nanepi
HanuwiTh Te,

3 YUM BaM BaXKO
CnpaBuUTUCL, abo Te,
LLLO BaM XOTinocs 6
BignycTuTn. ONuLLiTh
Lie TakK, K BBaXacTe
3a noTpibHe.

6. CkpyTiTb NanipeLb
i noknagiTh Moro Ha
Kpury. PoamicTitb
HaBKOJ10 HbOIO Kiflbka
06’eKTiB, 9Ki MOXHa
3HaWTU Ha MicLli:
KaMiHLi, naTu4ku,
LLIMaTKKN KpUrm a6o
6ynOb-LUo iHLe.

2. 3HanpiTb Oipy B 03epi.
3azBurYyan Taki gipn pobnaThb
Ans BUnoBy pu6 a6o Ans Toro,
LWo6 pmbam neriie guxanochb.

4. [OictaHbTe TpU
nanuui, aKi Bu
npuHecnu 3 co6oto.
MocTtykanTe opHa 06
O[HY, CTBOPIOIOYM
PUTM MiCHi, sika
Bam rnogo6aeTbCs.
3anuwite nanuui. Osi
3 HUX Bam GinbLue He
3Hapo6naTbCS.

7. Nigpnanite BaLw ‘
nanipeub i
crnocTepiranTe
3a noro
rOPiHHSM.

8. dkuwo
BUHUKAIOTb
TPYQHOLL,
60 Balll
nanipewb
MOKHe
Bif KpUruy,
cnpobyuTte
nignanutun
noro Lie pas.

9. dkLo nanipeLb OCTaTO4YHO
HaMOKHYB, i BU Gifblue He
MOXeTe 1oro nignanntu,
NMOBEPHITbCS [0 CBOEI fipu.

10. 3a ponomoroto NanuLi NPOLUTOBXHITh Ball nanipeLb Y MuouHy fipu. MoTim
CTBOPITb Y BOAi BOPOHKY, LLLO6 Ta 3aKOBTHyNa nanipeLb ycepeanHy.

. BneBHiTbcg, Wo

nanipeupb GinbLie He
CMNIMBaE Ha NMOBEPXHHO.
SKwo cnnueae,
NOBTOPITb NpoLieaypy
3HOBY.

12. Oeskuni 4ac cnocTepiranTe 3a Aipoto.
MoxnunBo, BOHa MOpacTb BaM 3HaKk, Lo
nanipeub nepeTpaBfieHo.
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ANNA POTYOMKINA

Choose a quiet place for the ritual. Perhaps a
frozen lake. Ideally the very centre.

Find a hole in the lake. These holes are usually
created in order to catch fish or allow the fish to
breathe more easily.

Sit with this hole for a while. Get to know its walls,
its texture. Don't worry about probing its depth.
Stroke the hole — it will accompany you through
this ritual.

Take the three sticks that you have brought with
you. Tap them together in the rhythm of a song
you like. Put the sticks down. You'll only need one
for the rest of the ritual.

Take your pen and paper. Write down something
that you are struggling to cope with or something
that you want to let go. Describe it in any way you
see fit.

Roll up the paper and place it on the ice. Surround
it with various objects you can find lying around,
e.g. stones, sticks, shards of ice.

Set light to the paper and watch it burn.

If you run into difficulties because the paper gets
wet from the ice, try lighting it again.

Once the paper is wet through and cannot be relit,
take it back to your hole.

. Use a stick to push the piece of paper deep into

the hole. Then use the stick to create a whirlpool
that swallows the paper in its vortex.

Make sure the paper no longer floats to

the surface. If it does, repeat step 10.

Continue watching the hole for a while. It might
give you a sign that the paper has been digested.

PuTyan 6ys cTBopeHuit 3a yyacTi nogpyru ta xynoxuuui Kceri MorpebeHHuk.
The ritual described here was devised with the help of a friend and the artist Oksana Pohrebennyk.

IDEHTUYHHICTDb,

TPABMA

IDENTITY,

TRAUMA



TPU POKMW

AnboHa KysHeuoBa

CboropgHi o 7 paHky @
S NPOKMHYNacs Bif, ry4YHUX BUOYXIB.
BinkpuBato cnoBilLeHHs Ha :
TenedoHi: 3arposa 6anicTUYHOI
aTaku Ha KuiB, oe 9 melukato. Hi,
s He pearyto HaBiTb Ha Le. He 6ixy
B YKPUTTS (60 AO HbOro 6irTn ax
10 xBunuH). Nluwe Tino camo (Have
6e3 Mo€i y4acTi, aKacb penTunbHa
Moro 4YacTuHa) NiacTpUoye B XKy,
KOMM 3By4aThb ry4Hi BUOYXU: Halle
MMNO 36usae uto 6anicTuky. M

B meHe cTpaxy — npuHaimHi i
CBiJOMOro — ;aBHO BXe HeMae.
Moxke, Lie noraHo npattoe Mmin
IHCTUHKT camo3bepexeHHs? Yn,
HaBMaku, iIHCTUHKT camo3bepeskeHHs
yCyBa€ cTpax, 60 XUTU B MOCTIMHOMY
CTpaxy HEMOXINBO? Ay

3

CborogHi, 20 rpyaHs, y MeHe
&N OyB 3anvc Ha MaHiklop. 9 OCTaHHIM
4YacoMm pigko noro po6nto, ane TyT
BUpPILLMNA TPOXU NMPUYenypuUTUCS
po Pisgsa. Yepes paHkosuii B
06CTPiN S NPOKMHYNACs 3peLUTOoto
3Ha4HO Ni3HiWwe i 30BCiM 326yna
npo cBin 3anuc. MpocTo Bunerino
3 roNnoBu, agxe nicns NPooyaxXeHHs
nepLMMm Binom y meHe nepernsg,
HacnipkiB aTaku i pyrHyBaHb % |
y camomy ueHTpi Knesa. Mepernag [l
couMepex 3Hanommux, agxe cepen, M
HUX BUSBUNNCE Ti, XTO Bif, TOro s H
noctpaxpas. Lle, MabyTb, 3By4nTb Ha
rpaHi abecypay Ta ipoHiYHO: 3a6yTH
npo maHikop Yyepes 6anicTuiHnn B
; o6CTpin i Ay>e NoTim BUGavaTmCh
h y mancTpa. Yu He 6e3rnysno B3arani
'? po6uTn BMGip y 6ik AOrNSAOBUX i
npoLeayp, Konn MOXHa noTpanutu
nig 06¢Tpin 6yab-9Koi MUTI? Yn
€TVYHO BUTPaYaTu Ha Le KoLWTH,
KoMK 3aBXAN € NOTPebn 3HaNOMUX
y ApoHax i o6nagHaHHi Ha PPOHTI?
A pobuTn cobi savicky? Kynysatu
HoBi peui? 4 po6pe posymito, WO
NoYyTTS NPOBUHU — HE HaNKpaLLui
nopapHuK, i Tpeba p6aTh Npo cebe.
Ane cnoci6 i 6top>XeT KOXHa ntoguHa
BUM3Ha4Yae BCE OQHO CaMOCTIlHO.

Mosi cim's — 3 papsgHCbkUM
MUHYIIUM | POCINCbKUM NpizBULLEM
«Ky3HeLoBa», WO HacnpaBpai € By
HalPO3MOBCIOAXEHILLUMM Mpi3BuLLEM [
y CBIiTi (B pizHUX iHTeprpeTauisx: Sl

NCRT o

| nornspae roro 97-pivHy matip, Moto

KosaneHko, Smith...). Moe
MUCTeLbKE iM'a — «AnboHa»,
TaKoOX pocilcbke iM9, | MeHe Le
Tpoxun 6eHTexunTb. Moe im’a no .
nacnopTy HaBiTb ripwe — BnapgneHa,
ckopoueHe Bif Bonognmup JeHiH. [
MpocTo anoren HEMMIHry y Halui
Yacu. Mun xapTyBanu HelofaBHoO
3 NOAPYroo-MUCTKMHEO NPOo
AekomyHizauito. lHkonn po6pe
npautoe — novatu 3 cebe, i Mu
BUraganu No3yHr «JekomMyHisyn
cebe», KM GKpa3 Npo Mil BUNagok
3imam.

MeHi 39. 4 3asxau surngnana
mornoguue, 3apas, MabyTb, Ha
30, 60 3aBxau nrobéuna TinecHi _
npakTuku. Tino ponomarae Big4yBaTu
cebe xuBoto. 3apas s xody nitn |
TaHLtoBaTK, 260 Ha cKenegpom,
a6o Ha 1ory, ane NPocTo He MOXY
3HaWTK Ha ue cunn. Moe Tino Takox
06’eKTMBHO CcTapie.

4 nobnio cekc, i HaBiTb
3aKoxyBanacs B iHLLIOro YonoB.ika
B cBoi 33. Lle He mae xopHoro
CTOCYHKY A0 penpoayKTUBHOI
doyHkuii. Lie Epoc, ane, mabyTb, TeX
NOB'I3aHNIN 3 FOPMOHaMMU.

TaHaTOC — Lie 3aBXAn TeMpsiBa,
Y SIKy Ham, Ntogsim, BaxKo i CTpaLlHO
BamBnsTUCS. Lle TpaHcrpecis
HamBuMLWOro cTyneHs. CTpax 3MiH.
CmepTb — HavpaguKanbHilla 3MiHa.

Llboro poky nomep min 6atbKo.
MoyaTok BilHKN 6yB Ay>e 60M0HUM
ANs HbOTO, BiH HE 3MIr Lie BUTPMMaTH
Tak i He poyekaBcs ii 3aKiHYEHHS.
Mos matn gornapana roro 6inbLue
niBPOKYy nicns iHcyneTy. Tenep BoHa

¢

6abycto. 4 He mato (i He nnaHyto
MaTu) AiTen, i, mabyTb, HIXTO He 6yae
pornapaTtn meHe. Ane s He Xo4y maTu
AiTen nuwe Yepes ctpax nomepTtn K
HaoduHUi. He matu gitent — min
yceinomneHun subip. BpelTi-peLur,
KOXEeH [y>e CaMOTHIN Y MOMEHT
cMepTi i nae y HeBipOMe cCaMoCTilHO.
Y MeHe, MabyTb, Mano OKCUTOLMHY [
i 30BCiM HEMae MaTepPUHCbKOro
iHCTUHKTY. S 61 He Bnopanacs

3 AUTUHOIO Hi EMOLINHO, Hi IENE
cpiHaHCOBO, 60 9 — BiflbHa MUCTKUHS
B YkpaiHi, e BinHa. Moi rpyaoun [
iHKoNM 6oNnsTb NO Yep3i, To Nnisa, To
npasa, Hi6M Big4yBatloTb 6iNb Yepes
Te, Lo HiKOMIM He BUKOHaloTb CBOI

reHeTUYHo 3aknapeHi poni. B moei
CTapLUOi CeCTpM — TPU AOHbKMU.
Mpsm sik y MO€ET 6abyci Mo MamMUHiIn
NiHii. 9 HIHBYMNA YCiX TPLOX CBOIX
NAEeMiHHULb Y IXHbOMY PaHHbOMY

,- ' T TS

OVUTUHCTBI, anie MaTePUHCBKNX
NoYyTTiB Lie He Aofano. |

OcTaHHi 3 poku MOS Mam’aTb
3Ha4YHO MnoripLimMnace i gesiki
MOMEHTU NPOCTO BUNITAOThb
3 ronosu. 3apas g cTana Tieto
JIFOAMHOLO, WO paHille MeHe
apatyBanu. Yu Le He Hankpaluun
TPEHIHI BHYTPILLIHbOro POCTY?
Anrpenp NpUNHATTS BRacHoi
cnabKoCTi i 30BHILLHbOrO Xaocy
BEJINKOrO CUJIbHOTO CBITY, Ae T!
HacnpaBpi AyXe mManeHbka icToTa
i TBOSI 30Ha KOHTPOJIO MOCTINHO
HaLUTOBXYETbCS HAa HOBi OBMEXEHHS.

Y1 MOXHa 3BUKHYTU AO BiliHW?
Y cebe, i cepep, MOiX 3HalOMUX
crocTepirato Takun CXOXUA |
CTaH — He Te Lo NPUMUPEHHS,
ane BUCHaXeHHS, KOMn BCi eMoLlii
3racaloTb, HEMa€ HaBiTb ICKPaBo
BMPaXXeHOi 3N0CTi Ha MNOCTiNHI
CMepTb, PYMHYBaHHS, KpaiHy-
arpecopa. Liboro poky s Big4yBato
i PisnvHe BUCHAXEHHS, LLO 3anuLiae
BCE MEHLLe onuin ans Toro, wo6
BrnopaTucs 3 OB6aHUM CTPECOM.

3a TPU POKM BiMHU 9 3BUKNA A0
hakTy MOXIMBOT | 6-IN3bKOT CMEpTI.
Lle ycBinOMNEHHs HaB4YUNO MeHe
MeHLe 60STUCh XUTTS, 6inblue

MOro LiiHyBaTW, HaBiTb TaKUM, Yy CTaHi

BiMHW. YCBIQOMIMEHHS BNacHOi cMepTi,
06MeXeHOro 4acy, Lo € B MOEMY
PO3MOPSAXEHHI, Aano MeHi 6inbLuy
cBo6opy LOCh 3MiHIOBaTU, BYTH

FHY4KOO, HapeLTi pobuTn Te, Ha
LLLO He HaBaxyBarnach paHille, 6yTu
BiAKPUTOLO i BPa3nnBOIO, YHECHOO
3 CaMoto Co6010 i 3 BNMN3bKMMMU.
Ma6yTb, e i e 3pinicTb?

\_

AJTbOHA KY3HELLOBA
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This morning | was woken up
at 7 oclock by loud explosions. |
opened the notification on my
phone — an imminent ballistic
missile attack on Kyiv, where |
live. Even that didn't spur me into
action. | didn’t run to the shelter,
because it's ten whole minutes
away. My body, some reptilian part
of me beyond my control, was just
leaping back into bed when the
loud explosions rang out. Our air
defence was shooting down the
missiles. | haven’t felt fear for a long
time now, at least not consciously.
| Maybe my survival instinct is
defective. Or maybe my survival

#8 instinct has eliminated fear because

| it'simpossible to live in a constant
state of fear. , s

Today, on 20 December, | had

i an appointment at the nail salon.

| haven't gone much recently, but @
| decided to glam myself up a bit

| for Christmas. In the end | woke up

really late because of the morning'’s §

missiles and totally forgot about
the appointment. It just slipped my
mind, because the first thing | did
after waking up was to look at the
damage and destruction caused [
by the attack in the very centre

of Kyiv. Then | checked friends’

| social media, because some of
them had been affected. It might
sound ironic, verging on absurd —
forgetting a manicure because of

| ballistic missiles and apologising
profusely to the nail technician
afterwards. Isn't it ludicrous to get
beauty treatments when you could
get hit by a missile at any moment?
Isn’t it unethical to spend money
on a manicure when people you
know constantly need drones and
equipment at the front? What

i about getting your hair done? i
Buying new things? I'm well aware K&

that guilt isn't the best compass in
life and that you have to take care
§ of yourself. But we all have to make
decisions about how to spend our
money. -'\" ‘_\-r"h ?I i W I_‘.‘ i

My family has a Soviet past and
a russian surname, Kuznetsova, J
which is actually the most common
surname in the world (other Il

! versions include Kovalenko and

Smith). My professional name,

_- Alena, is russian too, and that

upsets me a bit. The name on my
passport is even worse — Vladlena,
a shortened version of Vladimir g
Lenin. What a perfect name in f,_f-j;’
this day and age... | was joking [
recently with an artist friend about

i decommunisation. Sometimes you

have to start with yourself, so we [
coined the slogan, ‘Decommunise |
yourself’, which is exactly what | did
with my name. 2

;i /

I'm 39, although | look around 30.
I've always looked younger than | am
because I've always enjoyed exercise.
The body helps us to feel alive. These
days | want to go dancing, climbing
or to yoga classes, but | just can't
muster up the energy. My body is
objectively ageing.

| like sex and even fell in love with
another man when | was 33. It has
nothing to do with procreation —
it's Eros, although it could be
hormones as well.

Thanatos is always the darkness

that we humans are afraid to look
at directly. It’s transgression of the
highest order. Fear of change. And
death is the most radical change
thereis.

My father died this year. The

| outbreak of war was extremely

painful for him and he just couldn’t
bear it. He didn’t live to see it end.
My mother looked after him for @
over six months after his stroke. ¥
Now she looks after his 97-year-old
mother, my grandmother. | don’t
have (and don’t plan on having) B
children, so maybe no-one will look
after me in my old age. But | don't

. want to have children just because

I'm afraid of dying alone. | made a
conscious choice not to have o
children. At the end of the day, #
we're all alone in the moment of
death and we journey alone into
the unknown. Maybe | have low
oxytocin or no maternal instincts
whatsoever. | couldnt cope with

# 2 child emotionally or financially

because I'm a freelance artist

in Ukraine, a country at war. [}
Sometimes my breasts start [§
hurting, first the right, then the
left, as if they’re in pain because

4 they’ll never fulfil their biological

B RS A /B

function. My older sister has three
daughters, just like my maternal

grandmother. | babysat all three of

| my nieces when they were little, but

it didn’t instil any kind of maternal

i feeling in me.

Over the past three years
my memory has deteriorated
significantly and now some details
just vanish. I've become one of
those people who used to really

annoy me. Isn't that a great exercise " ;
in inner growth? Learning to accept |

your own weakness and the chaos |
of the big, bad world in which you §
are just a tiny creature whose ;
sphere of control is constantly
encountering new limits.

Can you get used to war? I've
noticed that my friends and | are
all living in a similar state — not so
much resignation as exhaustion,
where all emotions fade away i
and you don’t even feel burning
anger at the relentless death and
destruction or at aggressor. This
year I've felt physically exhausted
too, which leaves me with even
fewer options to cope with this
damn stress.

In three years of war I've got
used to the fact that | could die at
any moment. This realisation has
taught me to be less afraid of life,
to value it more, even in wartime.
Recognition of my own mortality
and the limited time at my disposal

has given me more freedom to [l

make changes, to be flexible, to do
things | never dared to do before,
to be open, vulnerable and honest
with myself and my loved ones. [l
Maybe this is maturity?

o AT

-~
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HE-
KOHCTPYKLLIA

MoniHa MeTpiwnHa

Konuck fim Ha XepCOHLLMHI MaB 3anax CoHL,
BUHOrPafHOro NUCTS, KBiTY NOMYHULb, MAGMUHWUX MPIHOK,
nuny Big konic. Yymaubkuii LLIngx moxHa 6yno posrnsipaty,
nexayu BHoui Ha oyTOONbHOMY Moni, MOXHa 6yno HapBaTh
YyepeLlleHb | BUPYLUUTU Ha BeNocunei 4o o3epa, SKoro, sk
S HelLoAaBHO AisHanacs, 6inblue He icHye. Konncbk MoxHa
6yr10 NPOCTO AOTOPKHYTUCS A0 3eMJi, MOIXaTh AOAOMY,
06iNHgTK pigHMX. Tenep yce Le 3aBUCNO MiX «6yno»,
«Binblue Hemae» i «HiKonu He éyae».

PozpineHicTb cTana HEBILEMHOIO PUCOIO MOET
oco6ucTocTi. [oLwyk BNacHOI LinicHOCTI NepeTBOpPMBCS
Ha NOroHto 3a intosieto. Mii NPOEKT — Lie [OCiOXKEHHS
TOro, 9K BiliHa He nuLle Bigpanse izMyHo Big pigHOro
OOMY, @ I pO3PUBAE 3CEPEAVHW, 3aNULLAKOYN MEHE
PO3CUMaHOIO MOMIX MiCUSMU, crloragamu, BigHyTTIMu.

BinuyTTs po3puBy BcepeauHi meHe — Lie po3aineHicTb
Ha doparmMeHTW, SKi HEMOB PO3KMUAAHI Y TUX MiCLSX,

[0 SKUX 9 He MOXY AicTaTucs. [eski 3 umx micup
6e3MoBOPOTHO BTPaYeHi, iHLLi MOBEPTaOTLCS [O MEHE
nyiwe B HeYiTKUX cnorapax. 9 Hamararocs 3iéparu

X AOKYNW, HI6K Kpanni Boaw, ski TArHyTbCs ogHa Ao
OfHOI, ane He MOXYTb 3/IMTUCh B OfHE Line. BoHn
nviwe 3acTUrno BiAA3epPKantoloTb MEHE — PO3MUTY,
po3npo6breHy.

S BOKYMEHTYIO Lito BTpaTy Yepes o6pasu, Lo
BIAIYKYIOTbCS MEHi JOMOM. BigpizaHi 4acTrHu
nparHyTb NoBepHEHHS. [oaBinHa ekcnoauLis y Moix
doTorpadisx — Le cnpoba noegHaTh TiNo 3 BigGUTKamM
o6pasiB, Ski HaraayTb BTPaYeHWI Oim, nonpu Te,

Lo Ui 06pasn He € cnpaBXHiMKU, 60 XXOOQHOTo
CNPaBXHbOro 306paxeHHs AOMY B MeHe Hemae.

Cnpob6a 3i6paTn cebe Aokynu, Big4yTHn xo4a 6
SIKYCb LLiMICHICTb 3aBX/AWN 3aBEPLUYETLCS HEBAAYEIO.
Mokn HemMae QomMy, Hemae 1 MOBHOI MeHe.
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(DE) CONSTRUCTION

Polina Petrishyna

Once upon a time, a house in the Kherson region smelled like
sunlight, vine leaves, strawberry blossoms, my mother’s fried bread
and dust kicked up by wheels. At night you could gaze at the Milky
Way while lying on the football field. You could pick cherries and ride
your bike to a lake that, as | recently discovered, no longer exists.
Once upon a time, you could simply bend down and touch the earth,
go home, embrace your loved ones. Now all of this is suspended
between ‘was’, ‘is no longer’ and ‘never will be again’.

Fragmentation has become an integral part of my identity. My
quest for wholeness has turned into the pursuit of an illusion. My
project explores how war not only physically distances me from
home, but also tears me apart inside, leaving me scattered across
places, memories and sensations.

This rupture inside me feels as if pieces of myself have been
strewn in places | can no longer reach. Some of these places are
irretrievably lost, while others only come back to me as blurred rec-
ollections. | try to piece them together, like droplets of water that
strain to reach each other but cannot merge into a single whole. In
their glassy surface | am a distorted, fragmented reflection.

| document this loss through images that echo the feeling of
home. Severed body parts yearning to be made whole again. The
double exposure in my photographs is an attempt to merge my body
with imprints of images that resemble a lost home, even though
these images are not real, because | have no true image of home left.

Any attempt to piece myself back together, to feel even a
semblance of wholeness, always ends in failure. As long as | have no
home, there is no complete version of me.

POLINA PETRISHYNA
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MOJIIHA METPILUNHA

POLINA PETRISHYNA
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[MOKW BE3 BIATNOBI]

FaHHa TpodimoBa
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MuTaHHsa

npo Ty Jopory 3 BTpatamu

npo TBoI |18 pokiB

npo nignucu Ha doTo,

SKi MW HE 3HAaEMO Lo 3Ha4aTb

npo HagicnaHi Ta oTpUMaHi
no6axaHHs

NpPO KOXEH AeHb,

Lo 6YB CXOXUN Ha NnornepenHin

MpPO CHU. 2 MEHi 3 MOYaTKOM BENINKOT
BiMHM CHUTbCY, WO 9 B6MBato
JIIOAMHY | Mato MOHEeCTH 3a Le
BiOMOBIJANbHICTb | Malo OMUHUTUCS
Y TIOPMi i He xo4y, 60 Tofi 9 BTpavy
CBOE XUTTS

npo Te, SiK TW ysBnsina KiHeub BiNHW
a TV BigvyBana, Lo BTPaTuUa NOHSTTS
LiHHOCTI XNTTA?

a 3HeLjiHoBana cBin 0ocBeia?

a TU Yyna 3BYKW, 9KUX He 6yno?

a Tu 6arato XapTyBana npo BiNHY?
a 9 61 nocnyxana TBOI XapTu

a To6i 6yno cTpalHo?

a TW XoTina, Wo6 iHWuM 6yno Tak
CaMo MoraHo, sik To6i?

A TV Nam’9Taelll MOMEHT, KONn
BTpaTuna BigyyTTa 6e3neku

LLbOro CBiTY?

2 PO3YMIiHHS, O TK

6yna 3aHapTo HaiBHa?

a TU nepexmBana, Wo B Tebe 3abpanu
YaCTUHY XUTTS i Lie MiCLie Ha3aBXan
CTaHe NycTKo?

a roBopwsa, LWo 3apa3s He XoYelLl
po36upatncs 3i CBOIMU NOYYTTIMM,
60 e paHo i Tak 6yae ripLue.

A noTim cTano ripuie i 6yno Bxe
nisHo?

FAHHA TPO®IMOBA
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STILL NO ANSWER

I never felt particularly close to you.

You didn't know how to express love. | was
the child and you were the grandmother,
which means that | was your granddaughter.
That’s what connected us.

You were rude, difficult and authoritative.
You are part of my memories, more the
physical ones than the emotional ones.

You were the first to pass away, because you
gave way to more ‘important’ people.

Dad got rid of all your belongings.

So now | have your photos and the gold

earrings you got as a reward for giving birth.

| also have all the questions | never asked you
and the answers I'll never get.

Questions

about dealing with grief

about being I8 years old

about things written on photos and

we don't know what they mean

about greetings sent and received

about every day that was just like the
previous one

about dreams. since the big war began,

I've dreamt that I've killed someone and | have
to take responsibility for it and go to prison,
but | don’t want to, because then my life will
be over.

about how you imagined the end of the war
did you feel like youd forgotten how

precious life is?

did you play down your experience?

did you hear sounds that weren’t there?

did you make a lot of jokes about the wanr?

| wish | could hear your jokes.

were you scared?

did you want others to feel as miserable

as you?

do you remember the moment when you lost
the sense that the world is safe?

when you realised that you'd been too naive?
did you worry that part of your life had been
taken away from you and the gap it left would
be empty forever?

did you say that you didn't want to deal with
your feelings, because it was still too early in
the day and things would only get worse? and
then things got worse and it was too late?

Translated by Maryna Moskalenko
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PO3ITATA

€Ba Ansop

Llen npoekT cknapHu i pyxe ocobuUCTUi ois meHe. S foBro aymana
Hap, TUM, YOMY 06pa3 XiHKM Y XPUCTUSIHCTBI CTaB Al MEHe Taknm
Tpurepom. 3HOBY i 3HOBY 5l MOBepTatoCs A0 CNOrafis CBOro AUTUHCTBA i
LUyKato B HUX BiAMNOBIA,.

Hac 3 moeto monoplLoto cecTpoto BuxoByBasna 6abycs. BoHa 6yna nyxe
CYBOPOIO, B YOMYCb HaBiTb XXOPCTOKOK. MOXMBO, BOHa He 6yna HapTo
peniriiHoto. 9 Hikonu He 6a4unna, Wo6 BOHa MONWIACs 32 BEHEpELo Yu
nepepn cHom. Ane 4yopHa bi6nis i3 30no0TM XpecTom Ha 06KNaaMHL 3aBXAM
YMMano 3aknafok i NigKpecneHnx ypuBkis, i 6abycs LWOAHS LWOCh Y Hild
yuTana.

IHopi, B Hepinto, BoHa 6pana meHe 3 co60to A0 LepkBu. PaHo-BpaHLi,
LLle A0 CHIBAHKY, MW MYCUIM WUTW Ha iHWWI KiHeub cena. Micns cny>xéu mu
OTpUMYBaNU KPYIMUIA pUTyanbHUi Xnié — npockypy — Tino XpucTose.

Ane sikum 6yno ctaBneHHs Moei 6abyci 0o cBoro BRacHoro Tina?
Mpurapyto, 9K 4acTo BOHa Kasana, Nepeopsrato4mchb y CBOIN KimHari,
npo Te, Ik BOHa HEHaBUOUTb «Li CRITHINI MiLlLKKU» i sk i1 6yno 6 nerwe, 9K6u

ix Bigpizanu. Lle BoHa roBopuna npo cBoi rpyau.

Ba6ycs posnosigana npo Te, Wwo 6yay4Yn MOSIOAOO XiHKO, Narana 3i
CBOIM YOMOBIKOM Y JiXXKO B 6l0CTransTepi i MaHTanoHax, a 3Bepxy Haasrana
COPOUKY 3 A0BrMMU pykaBamn. Cekc — Lie BUMYLLIEHUI akT 3apaan
HapoAXeHHs AiTen abo 3agns NOTPe6M HoNoBika — Takoo BXe € MOro
TBapuHHa npupopaa.

Bynb-sKMn NposiB cekcyanbHOCTI B ii CBIAOMOCTi 6B YUMOCH 6PYOHUM i
rpixoBHUM. leHiTanii — 9K YonoBiYi, Tak i XiHOYi — 3aBXAM Ha3nBanucs nuile
rpyérMmu cnosamu.

Peniria BNNMHyNa Ha NOKOMiIHHS XiHOK, IKUX BUXOBYBanM NOKipHUMM i
3PYYHUMU «XOPOLLUMMM AiB4aTKaMmn», 06CNYroto s YonoBsikiB y NobyTi, siKi
3aBXOW COPOMUINUCS CBOFO TiNla, CBOET HyTTEBOCTI Ta CBOIX 6axaHb. [iBa
Mapist mana 6yTv gnsi HUX HEQOCSI)KHUM | YACTUM igeanom. A SKLLO TV He
ifeanbHa, TO TU rpilHMLS | 6yAeLl ropiTh B NekesbHOMY BOTHi.

[OyLa XiHKK 3aBXAM NOBMHHa 6yna HanexaTu borosi, a Tino —
4OnoBiKOBi. Afle BOHa HiKONMM He MOrna HanexaTtu camin cobi.

Posn'sta 4yTTEBICTD.

Minbspan xiHok 3aTUCHYTI B pamkax penirii, Wo6 BignosigaTn NneBHOMY
o6pazy YNCTOTU, MOKIPHOCTI i LHOTU.

| 9 ogHa 3 HUX.
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Eva Alvor

This project is complex and deeply personal for me. | spent a lot of
time thinking about why the image of women in Christianity is such
a trigger for me. Time and time again, | go back to memories of my
childhood and search for answers in them.

My younger sister and | were raised by my grandmother. She was very
strict, in some ways even cruel. Perhaps she wasn’t overly religious.
| never saw her say grace or pray before bed. But the black Bible with the
gold cross on its cover was always on her bedside table. An instruction
manual for life. It was filled with bookmarks and annotations, and she
would read it every day.

Sometimes on Sundays she would take me to church with her. Early in
the mornings, before breakfast, we'd have to walk to the other end of the
village. At the end of the service wed receive the round ritual wafers, the
consecrated body of Christ.

But what was my grandmother’s relationship with her own body?

I remember that, while changing out of her Sunday best in her room,
she would often say how much she hated ‘these sweaty sacks’, as she
called them, and how it would be much easier if someone just cut them
off. She was talking about her breasts.

She would talk about how, as a young woman, she would go to bed
with her husband wearing a bra and bloomers, with a long-sleeved
nightie on top. Sex was something women were forced to do in order to
have children or fulfil a man’s carnal needs.

Any expression of sexuality was something dirty and sinful in her
mind. Genitalia, whether male or female, was always referred to in crude
terms.

Religion affected generations of women who were raised to be
submissive, accommodating ‘good girls’ who were subservient to men
and always ashamed of their bodies, their sensuality and their desires.
The Virgin Mary was supposed to be an unattainable ideal of purity for
them. If you weren't perfect, you were a sinner and would burn in the
fires of hell.

A woman'’s soul was always supposed to belong to God, and her body
to her husband. But she was never allowed to belong to herself.

Crucified sensuality.

Billions of women have been forced by religion to conform to a
certain image of purity, chastity and submission.

I'm one of them.
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HEBN3HAYEHOCTI

OneHa MoposoBa

24 noToro 2022 poky, konu B YkpaiHi no4anacs noBHomacluTabHa
BilHa, s 3a6pana Tpbox fiTew i eBakytoBanacs go MonbLi. Bubyxu,
TPUBOXHI CUPEHW, NiTakn, NOBITPSHI TPUBOrK, HOYi 6e3 CBiTNa, HEOBXiAHICTb
MoKUAaTh PiGHUI AiM, NPOLLAHHS 3 APY3SIMM Ta POAVHOIO — BCE Lie Maso
BENMYE3HWUI BNAMB Ha Hac. Y MosbLLi MU XNAN Y CKNaAHUX YMO-
Bax: 4acTo NepeidkaXxanu, cnanu Ha He3py4YHUX AMBaHax abo
mMaTtpauax Ha nianosi, Big4yBatoyn NOCTiHY TPMBOTY i HEBU3Ha-
YeHicTb. Llei nepion 6yB AyXe BaXKUM.

Moi 6aTbku nepexunBanu Ui nogii Baxko. Tato nomep HanpukiHui 2022 poky,
a2 Mama Yepe3 NoripLUeHHs 300poB’s Nnomepna B KiHLi 2023 poky. Yepe3s

MicsiLb Momep i 6aTbKo YonoBika. 3apa3 YacTMHa POOMHU
xumBe B MNonbLui, iHWa — B YkpaiHi, a § NOCTIMHO XAXY MiX
LMMU MicusgMKU. MOE XUTTS CTano HECKIHYEHHOK MOJOPOXXKIO,

i 5 ycBipoOMMna, O BOHO BXeE HIKOMU He 6yae Taknum, K

paHiwe. baTbky 6inblUe He NPUBITalOTb MEHE 3 AHEM
HapOAXKeHHS, a TpaauLii, LLO M1 CTBOPIOBanu,
BiOiMLLNM Pa3oOM 3 HUMU.
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OJIEHA MOPO30BA

Micns HoBopivHMX cBST 2025 poky s novana
BiAYYBaTW CUJIbHY HOCTaIbrito 32 MUHYNIUM. Tomy
S BUpiLLUMIIa LWyKaTu cnoci6é nepenTu Big, cTaHy
TPMBOrM O CMOKO0. S He 3Hana, sk Lie 3po6éuTu,
ane Bipuna, WO Lie MOXINBO. TBOPYICTb 3aBXan 6yna
Moe€to Tepanicto. Konu g BigyyBato MenaHxonito Yn noraHumn
HacTpin, 6epy NEHINNK | Mantolo SICKPaBUMM KONbOpamu —

Le Aofae MeHi eHeprii Ta NoKpaLLye Mill CTaH. SKLLLO MeHi
nopo6acTbCs pe3ynbTaT, s pagito, Sk AuTUHa.

MeHe Hapuxae i npouec dboTorpadyBaHHS, MOXIIUBICTb

eKCrepuMeHTYBaTH 3i CBITIOM, KONIbOPOM i pakypcamu. Llen

npoLec BigBosikae MeHe Bif, TYPOOT, NPUHOCUTL padicTb i
BiAYYTTS ceHcy. S amyLuyto cebe AisiTv, Wob nosdyTncs
Hanpyru Ta 3HanTW 3afoBONIEHHS Y TBopYocCTi. Konu

HaBKOO BCE PYMHYETLCS, S MparHy CTBOPIOBATH, i Lie
Aa€ MeHi XXUTTEBY eHeprito.

LLlo6 BnopaTtucs 3 eMoLisiMK, S TAKOX MiKNYyCs Npo
CBOE TiNno: Macax, hora, rapsya BaHHa Npw CBiYKax, rOTYBaHHS YOrocb
cmayvHoro. IHopi s npocTo paato cobi MoxnMBICTb Nonnakaty. Lli npocTi pedi
poromaratoTb 3aCrnoKoiTUCS Ta BIBHOBUTU cUK. 3BICHO, iHOAI KOPUCHO 3BepTaTUCS

[0 NCUXonora, ane s Hamararocst 3HaxoouTU po3paay B TUX 3AHSTTSX, LLO
NPUHOCSTb MEHi papicTb.

Y cBOiX po60oTax s Xo4y NoAINMTUCS [OCBIAOM i EMOLSMM.
BoHu cTtanu ocHoBoto Ans moro npoekTy «[lynsc HeBnaHavyeHo-
CTi». 5 nparHy, Wwo6 Moi BisyanbHi 06pa3n BUKANKaNW BIAryK y rsipadis
i rsapadvok, gornomaranu im 3HauTW BiAMNOBIAi Ha NUTaHHS BCepeanHi cebe.
Y cepii poTorpadbin 9 pocnigxyto TeMu TpUBOrK, camoigeHTUdikauii Ta
MOLUYKY CeHCY B cy4acHOMYy cBiTi. TpuBora, sik dOHOBUI LLYM, 32BXAN NPUCYTHS

B HaLWin cBipOMOCTi, 0co6MBO B nepioaun kpuan. Yepes cpoTorpadpito, ckaHorpadito,

MasItoHOK Ta iHCTansLjii § CTBOPHOIO NPOCTIP AN1 OCMUCIIEHHS | CNOKOO, [OCHIAXY YN

KPUXKICTb NIOACHKOT NCUXiKKM Ta ii 30aTHICTb A0 BUXMBaHHS B Henepeab6avyBaHOMY CBiTi.
S Bipto, LWLO, MOMpPU CTPaX i CYMHIB, MU MOXEMO 3HaWTU CBITIIO | HOBE PO3YMiHHS CaMmnx
cebe Yyepes TBOPHICTb | CaMONi3HaHHS.
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THE

PULSE
OF

AMBIVALENCE

Olena Morozova

On 24 February 2022, when the full-scale war broke out in Ukraine, | took my three
children and evacuated to Poland. Explosions, sirens, warplanes, air raids, nights with
no electricity, the need to leave our home, saying goodbye to friends and family — all
this had a huge impact on us. In Poland, we lived in difficult conditions. We often

moved around and slept on uncomfortable sofas or mattresses on the floor, feeling
constant anxiety and uncertainty. It was a very difficult period.

My parents took these events hard. My father died in late 2022, and my mother’s
health declined before she died in late 2023. A month later, my husband’s father
died as well. Now one part of the family lives in Poland, the other in Ukraine, and | am
constantly travelling between the two. My life has become an endless journey, and I've
realised that it will never be the same again. My parents will no longer wish me a happy
birthday, and the traditions we created together have gone with them. After the New Year’s
holidays in 2025, | began to feel very nostalgic for the past, so | decided to look for a way to move
from a state of anxiety to one of calm. | didn't know how, but | believed it would be possible.
Creativity has always been my therapy. When | feel melancholy or in a bad mood, | pick up a
brush and paint with bright colours. It gives me energy and improves my mood. If | like the
results, | feel a childlike sense of joy.

| am also inspired by the process of photography, the opportunity to experiment
with light, colour and angles. This process distracts me from my worries and
brings me joy and a sense of meaning. | force myself to do something to get
rid of the tension and find pleasure in creativity. When everything around me
is falling apart, | strive to create, and this gives me vital energy.

In order to cope with my emotions, | also take care of my body through
massage, yoga, a hot, candlelit bath or cooking something delicious. Sometimes |
just let myself cry. These simple things help me calm down and recover my strength.
Of course, sometimes it can be helpful to see a therapist, but | try to find relief in the
activities that bring me joy.

| aim to share my experiences and emotions in my work. They also formed the foundations
for my project, The Pulse of Ambivalence. | want my visual images to evoke a response from
viewers, to help them find answers to the questions inside themselves. In my series of photographs,
| explore themes of anxiety, self-determination and the search for meaning in the contemporary world.
Anxiety, like background noise, is always present in our minds, especially in times of crisis. Through
photography, scanner photography, drawing and installations, | create space for reflection and calm,
exploring the fragility of the human psyche and its ability to survive in an unpredictable world.
| believe that, in spite of fear and doubt, we can find light and a new understanding
of ourselves through creativity and self-discovery.
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IpyHa
BecuyeTHOBa

YKIHKA(?)-
MUNCTKMNHA(?)
Y BIMHI(?)

Posgymytoun Hag TUM, SKUA NPOEKT
cTBOpUTU Ha Temy Woman Artist in Wartime /
KiHKa-MWUCTKMHS Y BiliHI, § cno4aTky mana
HaMip 3aQiaTn Mefiymu, SKMMM NOCYrOBYHOCS
Hanbinblle, — TeaTp ab6o XyOOXHIO NiTepaTypy.
Tox, Ang cTapTy, 9 We pa3 nepe4vuTana onuc
oneH-Kona Hawwoi peampeHLii: «XKiHka-
MUCTKUHS y BiliHI. LLlo Moxe 3anponoHyBaTu
rofoc XiHKU-MUCTKUHI Mif, 4ac BINHU».
| panTom ofHa NpocTa AyMKa Bpa3uia MeHe:
a 3BiAKM 9 3Hato, Lo 5 XiHka? Ckaxy YecHo,

S po3ryéunacs, He po3yMmitoydu, Lo BiAMNOBICTH
cobi Ha Le. 3BicHO, CTaHAapPTHI Bignos.igi, siki
6ynun 6e3zanepeyHMMK Ans CycninbCTBa i ons
MeHe LLie AeKinbka poKiB TOMY, MPUXOAUIU
opHa 3a OfHOIO, ane 9 TYT Xe Bigkugana ix,
BPaxOBYIOUYMN BCE PO3MAITTS CYCMiNbHUX AYMOK

3BIAKU S SHAIO, LLLO 1 MUCTKUHA?
(BUSHAYEHHSA MOHATb «MNCTELITBO> |
<«MNCTKNHSA>» / «<MUTEL|b>)

Bu3sHa4yeHHS NoHaTTa «MUcTkmHS>» / «Muteub>»
PO3TSrHYNOCS Bif, «MOANHA, Ska Mantoe, pobuTb
CKYNbNTYPWU, NULLE KHUXKHN, FPaE, CTBOPIOE
MY3UKY, TaHLIOE» 0O «6yAb-XTO, XTO Ha3uBae cebe
MWUCTKUHE / MUTLEM». B OCHOBI LLbOro po3maiTTs
i HEBU3HA4YEeHOCTI NeXNTb HEBU3HAYEHICTb CaMoOro
NOHATTS «MUCTEeLuTBO».

Ocb pes Ki BASHa4YeHHSs:

+  MwucTeuTBO — ranysb fOACLKOI KYNLTYPWU, B SIKiN
32 JOMOMOrOHo 3HaKiB Yepes KOHKPETHI 66pa3u
CBITY BUPaXatoTbCsl MOrO y3aranbHeHi CEHCM.

+  MucTeuTBO — CNEKTp NOACHKOI AiSNbHOCTI, WO
CNUPaETbCS Ha HasiBHICTb TBOPYOro TanaHTy,
SAKWI Ma€ eMOLLiIHY cuy a6o KOoHLenTyanbHi
inei.

+  MwucTeuTBo — cnoci6 ekcnpecil, Wo
BMKOPUCTOBYE MaWCTEPHICTb Y1 ySIBY ANS
CTBOPEHHS €CTETUYHUX OB6'EKTIB, CUTYaLLIN
a6o [il, SKUMU MOXHa MNOAINNTUACS 3 iHLIMMMU
nogbMu.

+  MwucTeuTBo — Te, WO rpyna kBasnidikoBaHUX oci6
BM3HaNa HUM.

OCTaHHix pokiB. Lle
NUTaHHS NpPUEdHanocs
00 IHWOoro nuTaHHg 6e3
BiAnoBiAi, sike 9 cTaBuna
cobi BXe 6araTo pasis:
a 3BiOKM 9 3Halo, Lo

9 MUCTKUHS? [OBa
Hi6MTO NpoCTi cnosa

3 3aMNpOrnoHOBaHOI
TEMW BUKNUKANU B MEHE .
CYMHIB Y BNacHiu .
ineHTUdikauii. 3 iHworo

3BIOKU S SHAIO, LLIO S XKIHKA?
(BUBHAHEHHSA MOHATTS «>XKIHKA»)

3aranbHoOBIAOMi 6i0MOriYHi BUSHAYEHHS
Ta cycninbHi AYMKMW, SIKi 9 3rapana i 3Hanwna:

XKiHKM MatoTb X-XpPOMOCOMMU.
>KiHKM MatoTb TUMOBI NEPBUHHI
cTaTeBi O3HaKM.

| Tak pani, apxe
BU3HAYEeHHSI MUCTELTBA
6yno i 3anuwaeTbes npepa-
METOM puckycin. Tomy Taki
BU3HA4YEeHHS, K «Bce €
mMucTeUTBoM» | «MUCTKMHS
/ MuTteLpb — Ta / Tou, XTO
Ha3nBae ce6e MUCTKUHEID
/ MUTLIEM>» BUOAIOTHCS MEHI
LLINKOM MpaBOYUHHUMM. |
BCE X NFoAU 9KMMOCb YNHOM

60Ky, MeHe o6panu ans + KiHKM MOXYTb HapoaXyBaTu.

s . s HamaratoTbCsl NpoKnagaTu
uiel peanpeHLil, a ue + Y XIHOK € MeHCTpyanbHUIN LK. ODHOHY L% MOHSITE
3Ha4YUTB, WO 5 6yna «  KiHkM No6n9Tb YOMOBIKIB. cnaﬂaroql:% o iLuZa ha
BU3HaHa i XiHKO}O, « KiHKM MOXYTb HOCUTU KOCMETUKY. - ? o, Hix A HZ B
i MUCTKUHeto. Yomy? ¢« OKiHKM MOXYTb HOCUTM CRigHUL. yiuto, YKY.

SK? Y MeHe He 6yno

OTxe, siKi KpUTEpII?
3BigKK 9 3Hato, O S

IPUHA BECHETHOBA

FcHo, WO HiYoro HesacHo. Ane, He ANBASIYUCH Ha
HeOOHO3HaYHUI Pe3yNbTaT, Li MOHSTINHI PO3KOMNKM
LLLOCb MEHi Taku MPOSICHUIU: MOXHa, 3BiICHO, CKa3aTM,
LLLO HEMAE NPaBUIIbHOIO BUSHAYeHHS st « KiHKu»
Y «MUCTKUHI>», ane TakoX MOXHa cka3aTy, Lo
iCHY€E Kinbka BU3Ha4€Hb, i BOHU € BIpHUMU OIS MEHE
HaCTINbKMW, HAaCKiNbkKK 9 3 HUMK 3rogHa. Cxoxe, Bce
3BOAMTBLCS OO CY6'EKTUBHOCTI, O ABOX hpas: «MeHi
Tak ckaszanu» i «9 Tak ckasana». Konucsk gkick noau,
CNUPaOYNCh Ha SIKECH i3 BUZHAYEHb, CKa3ann MeHi,
Lo 8 XiHKa. S npuMmipsna ue Ha cebe i Bigdyna cebe
KomdpopTHO. Morno 6yTu iHakLue, ane He 6yno. Tox
Ans MeHe Lie Ternep BipHO, Lie Tak. 9 Kaxy BCiMm, Lo
s XiHKa, | ntogy NOroAXyThCS, 3BiPSOYUCH 3i CBOTMU
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Bignosigen. A 6e3 HUX

S He MOrna NPUCTYNUTU
[0 onncy CBOET XiHOYO-
MUCTELbKOT OiSNbHOCTI

y BinHi. OTXe, s Bigknana
HaMmip CTBOPUTH

LLLOCb TeaTpasibHe YK
niTepaTypHO-XYOOXHE

i BOanacs go nepernsigy
6a30BUX BU3HA4YEeHb cebe
Yepes pocnipXeHHs
cycninbHOl AyMKW Ta
nowyk Google.

Ane € nogu, 9Ki BBaxatoTb cebe XiHkamu,

X04a B HUX HeMa€e X-XPOMOCOM i MaTKK, BOHU
He MOXYTb HaPOAXYBaTU, HE MalOTb TUMOBUX
XIHOYMX MEPBUHHUX CTaTEBUX O3HAK, HE HOCSITb
KOCMETUKN N CMifHNLLb, HE NMIO6MSATb YOMOBIKIB
TOLLO, | BCE OHO BBaXatoTb cebe XiHKaMu.
BopHou4ac € ntoaun, ki matoTb yce abo Loch i3
nepepaxoBaHOro BULLE, ane NpU LibOMY BOHU He
BBaXaloTb cebe XiHkamu.

OTxe, sKi KpuTepii? 3BiAKM 5§ 3HatO, LLO 5
XiHka? HeBxe BU3Ha4YeHHS Hemae?

MUCTKUHS? HeBxe Hemae
BU3Ha4YEHHA?

BM3Ha4YeHHsMU. 5l BUpocna, novana
AesKy AisnbHICTb | ckasana iHWnMm,
LLIO S MMCTKMHS, CINparynchb
Ha 9KeCb BU3HA4YEeHHS. A XTOCb,
TEX CNNPaloYnCh Ha FKeCh i3
BU3Ha4YeHb, 3 LM MOroamuBscs.
Tak i niwno. BuaHayeHHs, gki 9 Ta
iHLLi BUKOPUCTOBYEMO, MOXYTb
3MiHIOBaTUCY, ane, Tak 4YM iHakLle,
s BCe OHO pernpe3eHTyto cebe
XIHKO | MUCTKUHEID, XO4a He
BUKJ/1FOYAIO TOTO, LLO Lie TaKoX
MoXe 3MiHUTUCS. Taka ocb
HeHayKoBa KOHLemML,is ocobucTol
BU3Ha4YeHOCTI HEBU3HA4YE€HOrO.
Ane, 3 ypaxyBaHHSIM yCix
HeopgHO3Ha4YHOCTEMN, YoMy 6 i Hi?
Tinbku Len MynsTUBCECBIT
BM3Ha4YeHb, CXOXE, YCKNaAHIoE
[0 6e3KiHe4YHOCTi oNnuc MOro
CcTaHOBULLA XIHKU-MUCTKUHI
Yy MYNbTUBCECBITI BilHW.
Apxke, KON NOMHOXMUTHU Pi3Hi
BU3HAYEeHHS NOHATTS «KiHka»
Ha pPO3MaiTi BUSHAYEHHS MOHSTTS
«MUCTKUHS», | NOTIM MOMICTUTHK Le
B HElMMOBipHO 6araTorpaHHe CNoBo
«BiviHa», eanHe BU3HAYEHHS 9KOro
BUOAETLCA TAKUM XE€ HEMOXITUBUM,
aK «XKiHka» 4y «MUCTKUHS», TO
OTPUMAEMO CTiflbKW BapiaHTiB, LUO
BCi ix 6yAe abCotoTHO HEMOXMBO
onucatu. | SKLo s onuwy nuiie
OfOHY rpaHb, TO Lie O3Ha4YaTMme,
LLLO 9 HIKONW He rnepepam BMOBHi
TOro, WO Big4YyBato, NpoXMBato
i pecbnekcyto — BCto Lo
6aratorpaHHicTb MOro focBeiny
XIHKU-MUCTKUHI Y BiMHI.

XKIHKA x MUCTKUHS x Y BINHI = 00

Lo x po6utn? Apxxe MeHi Bce Liie NOTPiGHO CTBOPUTH
NPOEKT. Y Ui cuTyaLii, Konu ropa 3 BU3Ha4eHb, NUTaHb,
Ain, nopiv, emoLin i AYMOK pocna 1 pocnia nepepi MHOt,
MeHi 30,an0cs AOLINbHUM 3BEPHYTUCS A0 KOHLenL;i
peni-menay, a came go BipoMoro apT-o6'ekTa «@oHTaH»,
aBTOPCTBO SKOro NpunucytoTb muTtuto Mapcento [iowaHy.
Ons TuX, XTO He B KypCi: peai-mena — 6yKBanbHO roTOBUM
06’eKT, TOBTO O6’EKT, HE CTBOPEHUIN XYAOXKHULLEIO YK
XYAOXKHUKOM. Y BUKOPUCTAHHI LibOro Big4y>XeHOro
o6’ekTa OtowaH B6a4aB CMMBO HEMOXIIMBOCTI Nepepadi
BCIi€l CKIagHOCTI Ta po3MaiTTs pedonekciu, aKi cTodTb
32 roTOBMM apT-O6'€KTOM i SKi BUHUKaOTb Y NPOLECi
TBOPEHHS. A SKLLIO MUTELb / MUCTKUHSI HE MOXe nepepaTtu
BCbOTO, LLIO XO4e nepeaaTu, Toai 6anayxe, Yum € KiHLEBUN
O06’eKT: TBOPIHHIM MUTLS / MUCTKUHI Y YUMOChH 30BCIM
He NoB'I3aHUM 3 HUMU. AfKe PO3KPUTTS pedbnekcin
Yy NOBHOMY 06c43i He Bin6yaeTbCs Hi B NepLUOMY, Hi
B ApYromy BuMagKy. A roTOBUW Big4y>XeHUI npegmeT
SICKPaBO MifKPECnUTb Lo HEMOXJIIMNBICTb.

Hacnipyroun Lo gymky, ska neperykyeTbes
3 pesynbsTaTamm MOIX MOLLYKIB, 1 CTBOPUIIa CUMBOSIYHY
intocTpaLilo® BnacHoOro AocBigy XiHKNM-MUCTKUHI Y BiliHI,
KWW € HaCTINbKN HECKIHYEHHO CKITagHUM, Lo § HiKonu
He 3MOXY nepepaTtu Noro rnapadkam i rspadvam /
crnyxaykam i cnyxadam / Yntadkam i yutadam. Ckinbku 6
S He NOSICHIOBanNa, CKiNbkM 6 He BCTaBnsifa KapTUHOK,
BileO, TEKCTIB, 3BYKIB, Lis po60oTa Hikonun 6 He BUSBMNAcS
NMOBHOIO, i 9 6 He 3mMorna [OHECTM BCbOro, L0 Big4yBato,
Aymato, po6nio i Wwo B6avato y pasi «XKiHKka-MUCTKUHS
y BiliHi». Cxoxe, A1 MeHe Lie Ton BUnapok, konu abo Bce,
260 Hivyoro. Bce — HeMOXNNBO, TOX 5 06Mpato «PoHTaH».
Mpu LbOMY, MOXITMBO, NapafoKcasbHO, ane s 30BCiM
He BBaXalo, Lo He NOTPiIGHO HamaraTucsl AOHEeCTH CBOT
AYMKM Ta emodii. BU no6aynte YncneHHi MucTeLbKi
cnpo6u 3pobuTH Lie B HalLlOMy KONIEKTUBHOMY MPOEKTI,
AKMMU S LLMPO 3axonstorocy. Lig mos gymka — nuiie ogHa
3 6araTbox, @ TaKoX ofHa 3 6araTboX MOIX AYMOK, sika Ma€
NMpaBo Ha iCHYBaHHS i Ky 3axoTinocs 3adikcyBaTy.

Y pobori BukopucTaHa penpogaykuis pobotn Mapcensa Qiowana «PoHTaH», 1917 pik 3 aw-artist.tistory.com.

*

moro

-MuUTLEM, | 0ByptoBaTUCA 1
BMKOPUCTaHHAM Y GEMiHICTUYUHOMY NPOEKTI, 3ayBaxy, Lo aBTOPCTBO uiel poboTun [JiowaHa ockapxye XiHka, i He ogHa (Enb3a ¢oH

@pantar-JlopiHroder Ta Jlyiza HopTtoH), ane ue Bxe TeMa Afisl iHLLIOTO [OCAIAXEHHS.

, XTO MOX€e CNPUNHATH nicyap AK YONOBIYNN npeamerT, npencrasieHnm 4onoBikoM

Onsa Tux




WOMAN (7?)-

Iryna Beschetnova

ARTIST ()

IN WARTIME (7?)

When contemplating which project to pursue
on the subject of a ‘Woman-Artist in Wartime’,
| initially intended to work with the media | use
the most: theatre or literary fiction. To begin
with, | re-read the open call for our residency:
‘What does the voice of a woman-artist have to
offer during wartime?’ Suddenly, | was struck by
a very simple thought — how do | know that I'm
a woman? To be honest, | was at a loss. | had no
idea how to answer my own question. Of course,
the standard answers that were self-evident,
both for me personally and for society more
generally, just a few years ago all came to mind,
but | rejected them on the basis that public
opinion has diversified significantly in the past
few years. Another question without an answer
emerged, and | posed it several times — how do
| know that I'm an artist? Two seemingly simple
words from the open call caused me to doubt my
own identity. Nevertheless, | was chosen for the
residency, which means that | was deemed to be
both a woman and an artist. Why? How? | didn’t
have any answers. Without answers, | couldn’t
begin to describe my work as a woman and artist
during the war. So | shelved the idea of creating a
play or piece of writing and decided to revisit the
basic terms | use to define myself, with the aid of
Google and an analysis of popular opinion.
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HOW DO | KNOW THAT I’'M A WOMAN?
(A DEFINITION OF THE TERM ‘WOMAN")

Well-known biological definitions and
commonly-held opinions that | remembered
and discovered:

+ women have two X-chromosomes;

+ women have typical primary sexual
characteristics;

+ women are able to give birth;

+ women menstruate;

+ women are attracted to men;

+ women can wear makeup;

+ women can wear skirts.

But there are people who identify as wom-
en who don't have two X chromosomes or a
womb, who cannot give birth, who don't have
typically female primary sexual characteris-
tics, who don’t wear makeup or skirts, who
aren’t attracted to men, and yet still identify as
women.

At the same time, there are people who
fulfil all or some of the criteria above but do
not identify as women.

So what are the criteria? How do | know
that I'm a woman? Surely there must be a
definition?

HOW DO | KNOW THAT I’'M AN ARTIST?

Here are some definitions:

through concrete images;

relying more on intuition than research.

(A DEFINITION OF THE TERMS ‘ARTIST" AND ‘ART")

Definitions of the term ‘artist’ range from ‘a person who paints, creates sculptures, writes books,
acts, makes music or dances’ to ‘anyone who calls themselves an artist’. The reason why this spec-
trum of definitions is so broad is because the word ‘art’ is itself ambiguous.

+ artisasphere of human culture in which universal meanings are expressed semiotically

« artisaspectrum of human activity that relies on the presence of creative talent capable of
emotional depth or conceptual thinking;

« artisa means of expression that uses skill or imagination to create aesthetic objects, situa-
tions or acts that can be shared with other people;

« artis what a group of experts have decided it is.

There are many others, because the definition of art has been and still is subject to debate. This

is why | think statements such as ‘everything is art’ and ‘an artist is someone who calls themselves an
artist’ are entirely legitimate. And yet people somehow try to specify the limits of these concepts,

So what are the criteria? How do | know that I'm an artist? Surely there must be a definition?
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What's clear is that nothing is clear. But, in spite of the ambiguous results,
delving into these concepts did clarify one thing for me — we can unreservedly say
that there is no single correct definition of ‘woman’ or ‘artist’. There are multiple
definitions for each, which are valid for me only to the extent that | agree with
them. It seems to come down to subjectivity, to those two recurring phrases:
‘that’s what | was told’ and ‘that’s what | said’. Once upon a time, someone told me
that | was a woman on the basis of one of these definitions. | tried this identity on
and felt comfortable with it. Things might have been different, but they weren't.
So, for me, it’s now true. | tell everyone that I’'m a woman and people agree with
me based on one of their definitions. | grew up, went into a certain field and told
other people that | was an artist, based on a certain definition. Other people
agreed with me based on a certain definition. And on it went. The definitions
that | and other people use may fluctuate, but, one way or another, I still consider
myself a woman and an artist (although | don’t rule out the possibility that this

may change). It’s a very subjective
approach to defining the
undefined. But, in the face of so
much uncertainty, why not use it?

It’s just that this multiverse
of definitions makes it infinitely
more difficult to describe my
status as a woman-artist in
the multiverse of war. After
all, if you multiply the various
definitions of ‘woman’ by the
spectrum of definitions of ‘artist’,
then multiply the answer by
the inconceivably multifaceted
word ‘wartime’ (which seemsas —
impossible to define as ‘woman’
or ‘artist’), you get so many
different answers that it’s simply
not possible to list them all. If |
describe just one dimension of
this equation, I'll never be able to
convey the entirety of what | feel, ™|
experience and think — all the
rich complexity of my experience
as a woman-artist in wartime.

WOMAN x ARTIST x WARTIME = 00

What could | do? After all, | still needed to produce a
project. As the mountain of definitions, questions, actions,
events, emotions and thoughts grew relentlessly before
my very eyes, | thought it would be useful to turn to the
readymade, specifically to Fountain, an art object attrib-
uted to the artist Marcel Duchamp. For those who are
unaware, a readymade is an object that has not been made
by the artist themselves. Duchamp regarded the object
estranged from its context as a symbol of the impossibility
of conveying the thought process behind creating a piece
of artin all its complexity. If the artist cannot convey what
they want to convey, then, according to Duchamp’s logic,
it doesn’'t matter who created the finished piece — the
artist or someone else entirely. The full scope of the artist’s
thinking cannot be communicated in either case. The
repurposed readymade object is a vivid illustration of this
impossibility.

Guided by this thought, which resonated with the
results of my research, | created a symbolic illustration
of my own experience as a woman-artist in wartime. This
experience is so infinitely complex that | will never be able
to convey it to a viewer, listener or reader. No matter how
carefully | explain or how many images, videos, texts or
sounds | use, the piece will never be complete, and | will not
be able to communicate what | feel, think, do or see in the
phrase ‘woman-artist in wartime’. For me, it was a case of
all or nothing. Everything else was impossible, so | chose
Fountain. Having said that, it may sound paradoxical, but |
still think that we should attempt to convey our thoughts
and emotions. This collection contains numerous creative
attempts to do just that, which | genuinely admire. This
is just my opinion, one of many (and also just one of my
many opinions). It has the right to exist and | wanted to
document it.

For those who may see the urinal as a male-coded object presented by a male
artist and feel indignant at its inclusion in a feminist project, | would like to point
out that two women have been identified as the potential artist behind Fountain,
Elsa von Freytag-Loringhoven and Louise Norton-Varése. But that is a question for

a different project.

* The work uses a reproduction of Marcel Duchamp's Fountain, 1917
from aw-artist.tistory.com.
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OneHa Kypsenb

3 NoYaTKy POCIiNCbKOro MOBHOMACLLUTaGHOIro BTOPrHEHHS B MO0 KpaiHy B MEHi pocTe
i BKOPIHIOETLCS MNOYYTTS pO34apyBaHHS Yy NtoAcTBi. BoHO 6yno mMeHi 3Hariome i po Lboro, ane
Ternep Big4yBa€TbCs HanrocTpille. JIIoOChKi iCTOTU acoLLiIIOIOTLCS Y MEHE 3i SHULLEHHSIM CamMuX
cebe i BCbOro HaBKoro.

PaHiwe 5 30cepepnxxyBana yBary Ha NtoAsx Ta iXHbOMY CTaBMEeHHi [,O NPUPOAN | TBapUH.
Tenep y MeHi 3akuMnae 3nicTb, KONM YCBIQOMITIOH, LWLO Ha Halili NnaHeTi BinGyBacTbC
OpHOYaCHO Kinbka BilH, i 6iNbLLIOCTi NtoACTBa 26CONOTHO 6arpyXe A0 TUCSY CMEPTEN, LLO
CTaloThCs Y LMX — iHOAi HaBiTb CyCiAHIX — KpaiHax.

LLlo6 npoTUCTaBUTH LLLOCh XOPCTOKOMY CBITY NIOOCTBA, S BUPiLLMNa BiATBOPUTHK CBIT
CBOIX AUTSHYUX MPiN, abun 3acnokoiT cebe xo4va 6 pekopallisimu ysBHOI yTonii. Y Libomy
«HeJIIOACbKOMY> CBITi He iICHYE peanbHUX Ntopen, | NIoAn He MOXYTb 3a 6aXaHHSIM NoTPanuTH
y Lieii CBIT. Mloro HacensoTb XMBi XMMepH i aHTPOMOMOPHI iICTOTH, | KOXHa Horo YacTka €
0CcoBUCTICTIO. ¥ HbOMY He iCHYE HacMNbCTBa Ta 3HEBaru, BCi iCTOTM CMIBICHYIOTb Y MUPI Ta
3narofi. KO el CBIiT MOMICTUTU Y NPOCTIP MUCTELbKOT BUCTABKM, TO MspaYvku Ta rmsapadi
MO 61 NOTPaNUTU Ha Hel, TiNbKM OASrHYBLUM Ha BXOLi MacKy SIKOICb i3 TBAPUH.

MpoToTMMamun MOiX iCTOT CTanu KBiTU COH-TPaBW, LLO KBITHYTb 6ing MNiBaeHHoro byry,
2 TaKoX Ka3ku Npo Mipi4HNX CTBOPiHb. MOT iCTOTM HacensoTb Ka3KoBUN caf, WO iCHYE
B HEBILOMOMY YacoBOMY BUMIipi. KoXXHa pocnvHa Tam Mae 065m4Y4s, B pidkax NnaBatoTb
HaMXUMePHILLi pycanku, Mo 3eMni CTynatoTb i NOB3al0Tb HAMAMBHILLI CTBOPIHHS, Y He6i niTaloTb
He3HaHi icToTU. TaKUM YMHOM S Hamarakrocs BUTIrHyTU cebe 3 AenpecuBHOrO CTaHy, CTBOPUBLLN
into3ito igeanbHOro CBITY i PO3AYMYOUM MPO MOXINBY YTOMiItO.
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Olena Kurzel
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') Since the full-scale invasion began, my
/ disillusionment with humanity has been growing
j and taking root. It was there before, but now it

7 feels stronger than ever. Before, my focus was on
! human attitudes to animals and the environment.
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Now | feel a seething rage when | realise that
multiple wars are taking place simultaneously
on our planet and the majority of people are
«____completely indifferent to the hundreds of others
who are dying in neighbouring countries.
/
| decided to create the world of my childhood
dreams as a counterpoint to the world of humans
in order to comfort myself with scenes from an
imagined utopia. There are no real people in this
world and no way for them to enter it as they are.
It is inhabited by chimeras and anthropomorphic
) creatures, and every part of it is alive. There is
no violence or contempt — everything co-exists
peacefully and harmoniously. I this were an
exhibition, visitors would only be able to enter by
putting on an animal mask at the door.

, The animals in this world were inspired by
K pasqueflowers, which grow near the Southern
<~ Buh river in Ukraine, as well as fairy tales about

- mythical creatures.

This fantastical world is a strange garden
which exists in an unknown dimension. The plants
have faces, weird and wonderful mermaids swim
in the rivers, astonishing creatures walk and
crawl on land and bizarre beasts fly through the
skies.

The world that | have created is a meditation
on a possible utopia. For me, human beings can
only be associated with destruction, both of
their environment and of themselves. In some
sense, | think it is an attempt to pull myself out
of a depressive state of mind by creating at least
the illusion of an ideal world.

Y

HECKIHYEHHWW

BAJ1bC

Ons EpemeeBa

YTonivyHuMM XiHoYUM CBIT 6€3 YonoBikie. BsaemonigTpumka, iguniyHa
rapMoHisi 3 MPUPOROIO | MUCTELITBOM. Y LIbOMY CBIiTi HEMa€E naTpiapxarty,
FHOGNEHHS YK 3aneXHOCTIi. CniBOYTTS He3aneXHNX XiHOK CMOBHEHe
no60Bi ofHa 0o ofHOT.

Llen cBiT BTintoe mpii Onbru Ko6MnsHCbKoi, BUCTIOBNEHI
y «MenaHxoninHomy Banbci» Lie 1898 poky. Ha Tou 4ac Le 6yB NOTYyXHUM
XeCT emaHcunalLii.

Te, WO KONUChH 6YNO MeXaMu Mpili, CTae peanbHICTIO.

Y cBOiX po6oTax 9 306pa3unna XiHOK y cy4acHOMy pato B YkpaiHi,
pe XiHo4e cniB6yTTs 6€3 YONoBIKiB CTa€ He3anepe4yHo AiCHICTIO
B YMOBaXx BiiHW.

Ane yTonisl 3aBXAN 3anuULLAETbCs TiNbKW KOHLENLi€to Yepes
HepearsbHiCTb CBOro 6yTTs. Bo TYT i Temep NopyH i3 LM OMPisSHUM CBiTOM
XiHOLTBa MOe CMepThb.

Onbra KobunsHcbka (1863-1942) — Binoma ykpaiHCbka MMCbMEHHULLS
Ta cpemiHicTKa, ogHa 3 NepLUnX, XTO y CBOIX TBOpPaxX MopyLlyBana NUTaHHS
XiHo4oi emaHcunauii. BoHa He nuLle cTBoptoBana HOBaTOPChKi Ans
CBOrO Yacy TeKCTH, a 1 NiaTpMMyBana mMuboky, HiXXHY Apy>X6y 3 Jleceto
YKpaiHKOIO — MOETKOI0, Sika Tak Camo aKTUBHO BMCTYMasa 3a npaBa XiHOK.

MoBicTb «MenaHxoniMHUN BanbC» — CMINMBUIA A8 CBOTO Yacy
eMaHcunauinHUM TBIp, Lo 306paxye XUTTS TPbOX MONOAUX AiBYaT, SKi
nparHyTb CBO60AM Bif TPaAULIIMHUX POren, He3aneXxHOoCTi Bif, HONOoBIKiB
i BogHOYac MU60oKoi, YyTTEBOI BNIM3LKOCTI MixX coboto. Lis icTopis, sk
i cama gpyx6a KobunsHcbkoi Ta Jleci YkpaiHku, cTana noLwToBXOM A0
MOFO MPOEKTY.

MeHi xoTinocst NpoBecTM Napanesb i3 CbOroOfeHHSM | 3aMUCNUTUCS Haf,
MOXJIMBOIO iAUMIEI0 XiIHOYOro cniBiCHYBaHHS. MOXNNBO, Ha TAi BiiHW, KONu
BCi YONOBIKM 3HUKHYTb, HAapeLUTi 3anaHye Mup... Lie moxe 6yTu Bignosigato
Ha yTOMiYHY ifero Npo Te, WO BINHW NPUMUHSTLCS NULLE TOAI, KONn
y HUX Ginblue He 6yae KOMy BotoBaTU. A>Ke came YONOoBiKM Han4acTilue
CTBOPIOIOTh | MIATPUMYIOTb BiliHW, Tak CaMo SK i naTpiapxaT Ta imnepianiam.
Moku iCHYIOTb YOMOBIKM, iICHYBAaTUMYTb i BiIHW.

BTim, Lig yTONiS 3anvLWaeTbCs NNLLE KOHLEMLEO, SKY HEMOXI/TMBO
BTIIMTU MNOBHICTIO. 3PELUTOO, XXIHKW 3apa3 TaKoX BOIOIOTb, i, HE3aneXHo Bif,
CTaTi, 1toan CTpax[akoTb Big BTpaTH 6Nn3bKuX Ha BiMHi. Lie paplue rinotesa,
XapT abo cnoci6é oCMUCNUTK peanbHICTb, Ska 30aeTbCcsl 6e3BUXianto.



386

VALSE

INFINIE

Ola Yeriemieieva

A utopian female world with no men. Mutual support in a harmonious
idyll of art and nature. In this world there is no patriarchy, oppression
or subjugation. Just independent women co-existing, full of love for one
another. This world embodies the dream that Olha Kobylianska described
in her Valse Mélancolique back in 1898. At the time it was a powerful
symbol of female emancipation.

What was once a dream has become reality.

In my paintings | have depicted women in a contemporary paradise
set in Ukraine, where women co-existing without men has become
an inevitable consequence of war. And yet utopia will always remain a
fantasy; it is impossible by its very nature. Because, in the here and now,
this dream of a world inhabited solely by women goes hand in hand with
death.

Olha Kobylianska (1863-1942), a well-known Ukrainian writer and
feminist, was one of the first to broach the issue of female emancipation
in her work. As well as producing groundbreaking writing, she also
cultivated an intimate friendship with Lesia Ukrainka, a poet and an
outspoken advocate for women'’s rights.

Kobylianska’s novella, Valse mélancolique, was daring for its time and
dealt with female liberation. It depicts the lives of three young women
yearning for independence from men and freedom from traditional
roles. At the same time, a deep, sensual intimacy grows between them.
This story, as well as Kobylianska's friendship with Lesia Ukrainka, was the
inspiration behind my project.

| wanted to draw a parallel with the present day and reflect on a
potential utopia of female co-existence. Perhaps against a backdrop of
war, where all men disappear, peace can finally reign. This also serves
as a response to the idea that wars only end when there is no-one left
to fight. After all, it tends to be men who wage and sustain war, just as
they sustain patriarchy and imperialism. As long as men exist, war will
exist too.

But this utopia is still a fantasy that cannot be fully realised. There
are women in the army too, and people suffer the loss of loved ones in
war regardless of their gender. My project is rather a hypothesis, a joke
or an attempt to make sense of a reality that feels hopeless.

OLA YERIEMIEIEVA
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Konu ocmanemocs nezamysxcHimu sfcenuyunamu, — 2060puia
(crnosa «cmapa NaHHa» HeHAsUodila), — mo Oy0emo MmaKotc pa3om HCUmu.
Bizvmemo cobi we mpemvo2o unena 6 Komnauito, 60 080X 3aMao i He MOJICHA HISIKOI npoepamu,
Hi cmamymis ynodxcumu, i 6yoemo scumu. Bunpobyemo mpemvo2o komMnauwiiona,
3 AKUX NPUKMEM CKAA0AEMbCS GiH, AKUU Y Hb020 MeMNnepamenn,
AK 3a6enuKa 0ceima, 5K 3a0aneKo csA2a€ no2n0amu 8 MUHysuicms abo 6yoyuHicme,

a giomak npuimemo. Ilomim nHati HA0X00AMb HA HAC MI CMPAUUNA, AKUMU JIAKAIOMb nepeo
HEe3AMYAHCHICMIO, K — camMimHicmy, be3nomiunicmos, ousaymeo i m. in. Mu ne 6ydemo camimmi.
He 6yoemo cmiwmni, ne 6yoemo, max ckazamu 6, 6ioni. byoemo mamu ceoe mosapucmaeo,
PO3YMIEMbCSL U MYHCUUH, OO O3 MYNCUUH — MOHOMOHHO, T Oy0emo cobi dHcumu no Oyuli.
Tooi opba nepekoHAcMbCA, WO HE3AMYHCHA HCIHKA — MO He npeomem HACMIXY
Ul NOJHCATYBAHHS, ULLe ICIMOMA, U0 PO3BUHYILACS HENOOLIEHO.
3nauums: He OyOemo, NPUMIPOM, HCIHKAMU YON0BIKIE b0 Mamepsamu,
auwe camumu Hcinkamu. Tu pozymiewr?
byoemo noobmu, wo e niwnu ani 8 JHCiHKU, aHi 8 Mamepi, a PO3GUHYIUCT MAK BNOBHI...

A ne kaocy, wo 1oy came 00 mozo ioeay.

A orcusy wmykoro, i 60HA 8008ONIOE YIIKOBUMO MO0 Oyuty [...].

LnTata 3 «MenanxoninHoro sanscy» Onbru KobunsHcbkoi

OLA YERIEMIEIEVA

‘When we remain unmarried,’ she said (she hated the word ‘spinster’),
‘we’ll still live together. We'll find a third member for our company, because two
are not enough for drawing up statutes or an agenda, and we’ll live together.

We’ll put our third member to the test, see what she'’s made of, what kind of temperament
she has, how educated she is, whether she gazes too far into the past or the future,
and then we’ll accept her as one of our own. Then they’ll inundate us with all the usual
scaremongering about being unmarried: loneliness, helplessness, eccentricity and more.
But we won t be lonely. We won 't be eccentric. We won 't be paupers, as they say.

We’ll have our own fellowship — including men, of course, because without men things are quite
dull — and we will live as we please. That will convince the mob that an unmarried woman
is not an object of ridicule and pity, but simply a creature that has evolved independently.
In other words, we will not be wives or mothers, but simply women.

Do you understand? We will be people who did not grow into wives or mothers,
but rather evolved fully. I don t mean that I am striving for that specific end.

But I live for art and it satisfies my soul entirely [...]’

An excerpt from Olha Kobylianska’s Valse Mélancolique
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KA3KA

[MPO BESCEHCOBHICTDb HJ1A

KOnis NMiHHik

KoxHa ka3ka Ma€ cBil novaTtok. Lia
noyanacs y Xapkosi, Ha CanTiBLi — panoHi,
9KUN MicueBi Ha3uBatoTb 602. Lle micTto
6yno ocobnmenm. He Tinbkn Yepes Benuki
Cipi SLLMKWN, LLIO BUTSATYIOTLCS CBiYKaMu
3 3eMeNbHUX Hafp Ha AeB'Tb NOBEPXIB
yropy. He Tinbku 4yepes 3anisHi nucTu, Lo
3aKpMBatoTb NiAKOMM B 3€MTO No3agy
OYOMHKIB, Oe CTapi XUTeni N XUTenbkn
XOBalOThb Y CKNSHUX LLiNbHO 3aKPUTUX
6aHKax CONMOHi Oripku, Kabayku, KaByHU
(kaByHM Ui iCTW HiXTO He No6uB, ane ons
TOro ix i poéunu, Wwo6 3Hatun, Yomy cebe
NPOTUCTaBUTH, Bif, Yoro cebe BijoKpeMunTH).
Lle micTo 6yno oco6nmMBnM He TiNbKn TOMY,
LLIO BECHa TYT HacTa€ ni3Hille, a NIOTUN —
MicsLb 32BXON CYBOPUW, CYPOBUIN, CYOOMHUN.
A micTo Lie oco6nmBe ToMmy, Lo oan TYT
KMBYTb CMiNMbHO 3 Yepenaxamu.

Tak 6yno 3aBXAuW: NOAN XUNK CMiNbHO
3 Yepenaxamu, a Yepenaxm — ChifnbHO
3 nogbMu. HacTinbku cninbHo, WO iHOoA
6yno ckflagHo BiROKPEMUTU OFHUX Bif,
iHLIMX, @ iHLWKX Bif, ogHUX. TyT MOrnu
TpannaTucs myTauii, i nloan mornu
nepeTBOplOBaTUCS Ha Yepenax Tak
nerko, 9K giB4aTa 3 OBIMM BOJIOCCSM
NnepeTBOPIOIOTLCS Ha [iBYaT i3 Kape.

Y LbOMY MICTi NtoAn He NPOCTO NtO6UNN
Yepenax, a MOKNoHSNUcs im. B ogHin nerenpai
(ska BMSBMNACS 30BCIM He NlereHaoto,

a nepeBipeHUM i 3acpikcoBaHMM haKTOM)
nwnocs npo Te, WO B MIiCTi icHyBana
cneuianbHa 6yains — ATPOH, KyAM Noau Ta
iHLWIi Yepenaxu NpUXoann, abu BUpasnTu
cBoto waHy Cratyi Yepenaxu v nigHecTn i
BOOY Ha 3HaK Bipw.

B ATpoHi npautoBanu OoBi BiBYNHKN —

OH T1a Ha. BoHu 6ynun nogpyramu 3 camoro
anTuHcTea. Pasom im 6yno Becerno
npukpatatm Ctatyto Yepenaxu oo npuxopy
rocTen. Im 6yno seceno nigHocnTn Ans
Cratyi Bony. Byno im Beceno rmagutun Cratyio
i NecTUTK Tak, HibKn BoHa XMBa | MOXe
BiQYYBaTW TENMO iIXHIX [OTOPKIB.

| Bce B LbOMY MicCTi 6yNno CnoKifHO
i papicHo. (MpwuHaliMHi Tenep yce nam'sTanocs
came TakuM, afixe BCi Yacwy, ski 6e3cnigHo
MUHaIOTh, 3aM1LLIAOTLCS B MAMSTi CMOKIMHUMU
" pagicHumn.) Tox yce 6yno came Tak, 4OMOKM
YEeproBOro CyBOpOro MicsiLisl ftoTOro B MiCTo

OOPOCJINX

He 3anwwna BiiHa. To6To BiliHa 3alina He
cama — BinHy ctogu 3aBenn. A micTo no4ano
BUXMBATU HOBE XMUTTS.

3aniaHi NMCTK, WO NPUKpPUBaNN HOpW,
Ternep BiAKPUBaNMCS YacTille, BIyCcKatoum
B cebe Tenno Tin nogen i Yepenax,
npuxuiiatoym ix, sakpusatodu. Cipi amkm,
LLLO CBiYKaMU TATHYNUCS Ha AeB'STb NOBEpPXiB
yropy, He BMilo4u BpOoCTaTu B 3eMJIHO,
3anuLanncs Ha NOBepPXHi, NiAcTaBNSoYN
CBOi 6€TOHHI Tina 3Hakam BinHu.

BoHa mapkyBana He Tinbku Tina 6€ToHy 1
meTarny, a 1 Tina nopen i Tina Yepenax.

— JlioTnin — cyBOpUin, CypOBUN, CyKa,
CYDOMHUM Micsaub, — 6igKanncs ogHi.

— JTIoTUM — HOPManbHUIN MiCsiLb, TiNbKK
Ti, 9Ki 3aHecnu ctopu BilHy, cyka, ripwi 3a
HaLli COMOHI KaBYHMW B LLLiNbHO 3aKpUTUX
6aHkKax, — Bignosiganu im iHLWi.

Jltopen i yepenax Tenep 6yno 30BCim
He BiApiZHUTKU odHe Bip opHoro. | Ti, 1
iHWIi BASrNW Ha ce6e naHUMpi 1 Tenep,
BOMBNSIIOYUCH Y BiliHy, MWnn BcepenmHy
ntoToro, Wo6 6opoTucs, TPMMaTHCS
i BrpusaTtumcs.

BiliHa pyxanacs i xuna. Yacto
i BUNaKOBO BOHa po3puBana i arpusana,
nonocana i apo6wuna, ckpyyysana i BupuBana,
3akupana i npoHuayBana, Bigkupgana,
BOapsina, Kpuyana, purana, ctikana, Himina,
rHWna, cMepaina, 3gupana, nuwana, cBUcTina,
LWITPUKana, rykana, BTpannsna, Xyxxana,
xanana, Tpumana, 3igana, Kpomcana Tina
éynisens i Tina malwwuH, Tina popir i Tina
3anisHWULb, Tina BiTPWH i TBapuH, Tina
3 NaHUMpPSMM i Tina 6e3 HUX.

Tenep HixTo He XoAauMB A0 ATPOHY.
Moppyxkn OH Ta Ha cupinu Tam ynsox,
6ina Ctatyi Yepenaxu, Hamaratoumcb
otsmuTUcs. Konn OH poary6neHo novana
rnagnTtn Ctatyto, Ha kpukHyna Ha Hel
3 po3ppaTyBaHHAM:

— Hasiwo T ue pobuw?

OH cka3ana, Lo BOHU B LLbOMY MiCTi gns
Toro, wo6 niknyeatucs npo CraTyto, Wob
noan He 3abyBanu nomivatu ii i BipuTu.

Ha po3sppatyBanacs Lie cunbHille:

— OH, BM6aY, ane st He MOXY 3PO3YMITK
Te6e! OH, NoOMBKCh, CKiNbKM HABKONO
Hac Tin! BoHW cTikatoTb, cyka, Kpn4aTb,
TpemTsTb! OH, MsHb Ha Ui naHuunpi Yepenax!

OJ11A1 JTIHHIK

BoHM NpoHK3aHi, posipBaHi, po3TpickaHi!
OH, 4M 3apas He KpaLle 3anmnTn
CraTtyto Yepenaxu, o6 gonomaraTtu Lum,
cnpaBxHiMm? OH, TU Wo, aypa?

OH nopymana. | npogosxXyBana goymaTy,
i aymana we. OH npo6ysana, OH 6a4una.
OH nnakana i posymina. Ane OH BupiliMna,
wo Tak, wo OH — gypa. OH BMpiLLIMAAa, LWO
BOHa fypa i LLlo BOHa Mae nopasaTtu BoAy
Cratyi Yepenaxu, OH mae npubupatn y Hei
i npukpawatn ii. OH mae nepepaBaTy i cBOI
poTopkK, 60 OH 624KTh ii XNTTS, OH BipUTb
y il XxnTT8, OH cniB4yBac i 3Hae. OH TyT AN
Toro, Wwo6 gornspatv 3a Ctatyeto Yepenaxu,
i SKLo Ang Lboro Tpeba 6yTu Aypoto, To OK,
Bupinna OH.

Tak noceapunucs Ha i OH. Tak He
PO3YyMinu BOHW OfHa OAHY, i im 6inbLue He
6yno Beceno pa3oM. Ske Lie «Beceno», Konu
TyT BitHa?

Tak 3anunnmncs BOHU B OOHOMY
ATpoHi: OH y BepxHil 3ani, Ha B HUXHIN.

OH pornspana i nigHocuna sBogy CraTyi
Yepenaxwu, Ha pornspana i nipHocuna sopy
3paHeHnm HYepenaxam.

Ocb Taka OuBHa icTopis, sika 6 Hikonn He
MOrna cTaTUcs B peanbHOMY XUTTi. Ane Tomy
Le i kaska, 60 TYT L5 icTopis cTanacs.

Xou ue i kazka, ane BinHa He
3aKkiHYyBanacs. BoHa TpuBana pgosro. Tak
poBsro, wo Yepenaxu, skux porngagana Ha
Y HUXHbOMY 3ani ATPOHY, CTann NOTPoxXy
BTpayaTu nam’stTb npo ceée. BoHu ryéunu
nam’saTe NPo CBOI Tina nig naHuMpsaMun. BoHu
3a6yBanu, fe XUnu paHille, SKMn manu
BUMMSA, YM NFOBUIN BOHU KaBYHU Y CKNSIHUX
6aHkax.

MicTo ctaBano cipilwe i cipiwe, Hi6u
6yno aBa nTux ogHo4acHo. Cipi awmkm
NPOAOBXYBaNuN NOBUTU 3HaKN BiiHn cBOiMMK
Tinamu, naHumpi Yepenax pospusanucs Bif,
BMMNagKOBUX ynamkis BinHu. Yepenaxu He
nam’ssiTanu ce6e i xopunu BYNMUSIMM, iHOAI
CXOXi N1LIe Ha MOPOXHi NaHUMpi, 6e3 Hikoro
BCepenuHi.

| Tak, ogHoro pasy, MopoxHin MaHunp
Yepenaxu nepecyBaBCs HUXKHbOIO 3251010
ATtpoHy. MNaHuunp nepecyBaBcy i SKOCb
BMMNafaKoBO 3a6yB ce6e HaCTIiNbKK, WO He Mir
3rapgaTu, Ae Moro NixXko, B ke nomy Tpeba
NSrTuY, Wo6 nepenoYvmnTu.

MaHump 3abnykas i MaHOpyBaB
Kopuaopamu i KiMHaTamu cTaporo ATPOHY,
aX Moku He no6a4mne cxoan. MNopoxHin
MaHuKWp NigHSBCS Bropy, WyKato4m CBOE
nixKo, ane Bunapkoso no6a4ms OH
3 rpacpiHOM BOOM B pyKax.

MopoxHin MaHunp BigvyB, NpoOTe He
BCTUI CRiAMaTU MUTTEBY AYMKY MPO Te, LLO
Ls BoAa, MeBHO, OyXe NpMEMHa Ha cMak. Big
3OMBYBaAHHS BiH 3aKJ1SIK 33 KYTOM, ClifAKYyo4u,
Kyau rae us OiB4nHka.

CnocTepiratouu, BiH BUSUPHYB Ay>X4e
3-3a KyTa i no6a4um., sik OH NiAXoANTb OO
CraTtyi Yepenaxu i nigHocuTb i1 Boay. BiH
no6ayue, sk OH nonueac ii i NocmixaeTbcs,
9K MOTOKW BOOMU CTiKalOTb KAM'SSHUM TifTOM
CTaTyi, 9K TopKatoTbCs il MacmMBHMX nan

o1

i xonopHoI Wui, ik Boaa oropTae il MiLlHUI
i rnapkui naHump, sk ii rpy6a, kam'sHucTa
LIKipa cTa€ BOJIOroto, a MPOCTOPOM
LUMPUTBCS 3amnax CBiXXOro KamMeH}Ho.
MopoxHin MaHunp 6yB 3a4apoBaHmi
TUM, Wo noba4ms. BiH BU3MPHYB 3-3a kKyTa
i, 3ycTpiBWNCH 3 [iBYNHKOIO MOrMSpom,
o6epexHo nonpocuB y Hel Boau. OH
nocMmixHynacs i npocTsarHyna rpadiH
MopoxHboMmy MaHuupto. BiH B3sB 1ioro i Tex
no4as nonmeatn CtaTtyto Yepenaxu.
MonuBato4u, BiH panToBO no4as
3rapyBaTu, Hi6u BiH BXXE KONIMCb pO6UB
ue. BiH ctaB o6epexHo nocmixatucs,
MabyTb, Bia3epkantoo4m nocmiky OH.
BiH nocmixaBcs i nocTynoBo 3rapyBsas, LLO
nepen HUM — CtaTtys Yepenaxu, i paHiwe
BiH BXX€ MPUXOQMB CloOM, 30aETbCS, HaBITb
LLLOBUXIOHUX.
MopoxHin MaHump nepenas rpadoiH
Ha3ap, a Nepefalroyn noro, Nnodayms, sk
3 MNOro NOPOXHBLOrO NaHLUMpa NPOSIBNSETLCS
Moro macvBHa Yepenaluada nana. OpHa,
apyra, TpeTs, YyetsepTa! MopoxHin MaHunp
nepecTtaBaB 6yTM NOPOXHIM i HabyBaB puc
cnpaBXxHboi Yepenaxu. BiH npopgoBxyBaB
nocmixatmcs. Tak camo nocmixanacs i OH.
BoHa p6arinueo nornapguna nany Yepenaxu.
Yepenaxa 3rapas cebe. A e BiH 3rafas,
LLLO MOrO NiXKO 3HAaXOAUTLCS SIPYCOM HUXKYeE.
Ane HavronoBHille — BiH 3ragas, Lo KOMY
Tpeba popomy. | BiH panTom 3rapas, LWO
Mae uen fim i HaBiTb Nam’aTae, ge BiH. BiH
nopsikyeas OH i yBaXXHO MOAMBUBCS Ha
Cratyto Yepenaxu, Hi6u odikytoun Big, Hel
cxBaneHHs. Ane BoHa 6yna Hepyxoma, 60 Ha
Te X ue i CraTys.
Yepenaxa BUALLIOB 3 ATPOHY i MiLLOB
popomy.
Kpizb cipi swmku, Wo xanatoTb
CBOIMU Tinamu 3Haku BiliHK, Kpisb 3akpuTi
AepeBssHMMU OoLlKaMu BikHa MifcTaBnss
BiH CBOIO Yepenallayy rofioBy COHLLIO,
a Yyepenaluadi nanu — 3emsi CBOro micTa.
Yepenaxa 1MLWIOB, 3231MpatoYvn B OYi iHLLIMM
Yepenaxam, iHogi — iHWKUM MopoxHim
MaHumpsam 6e3 Yepenax, HiGM Hamarato4nch
nepepaTtu Te, LLO BiH caM KONUCh 3abyB,
a Ternep WOWHO 3rapas.
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A FAIRY TALE

FOR GROWN-UPS

ABOUT MEANINGLESSNESS

Yulia Linnik

Every fairy tale has a beginning. This
one begins in Kharkiv, in the Saltivka
district, which local people call number
602. Kharkiv was a special city. Not just
because of the huge grey blocks that
reached upwards from the bowels of the
earth like candles, nine storeys high. Not
just because of the sheets of corrugated
iron that covered holes in yards where
elderly residents would hide pickled
cucumbers, courgettes and watermelons
in tightly-sealed jars. Nobody liked those
pickled watermelons, but that’s exactly
why people made them — so that they
could define themselves by what they were
against. It wasn't just the fact that spring
arrived later than elsewhere and February
was always bleak, bitter and fitful that
made this city special. No, this city was
special because people and turtles lived
there side by side.

It had always been that way. The people
lived with the turtles and the turtles
lived with the people. To the extent that
sometimes it was difficult to tell them
apart. Mutations would take place, and
people could transform into turtles as
easily as a long-haired girl transforms into
a short-haired girl.

People didn’t just love turtles in this
city — they worshipped them. According to
legend (which turned out not to be legend,
but a verifiable, documented fact), there
was a special building in the city called
Atron where people and turtles would go
to pay homage to the Great Turtle statue,
bringing it water as a sign of respect.

Two girls named Sh and E worked at
Atron. They had been friends since they
were very little. They had fun decorating
the Great Turtle statue in preparation for
the arrival of guests. They had fun bringing
the statue water. They had fun stroking the
statue, pretending it was alive and could
feel the warmth of their touch.

And the city was happy and peaceful.
At least, that’s how people remember it
now, because people always remember
times gone by as happy and peaceful. And
everything stayed that way until War came

to the city one bleak February. War didn’t
come by herself — she was summoned. And
a new life began in the city.

The corrugated iron sheets covering the
holes were now opened more often so that
the warm bodies of people and turtles could
shelter there. The grey, nine-storey blocks
that looked like candles couldn’t grow roots,
so they stayed above ground, exposing their
concrete bodies to the scars of War.

She didn’'t only leave scars on bodies
made of metal and concrete. She also left
scars on the bodies of people and turtles.

‘February’s a bleak, bitter, fucking fitful
month,” some people complained. ‘February
isn’'t the problem,’ replied others, ‘it's those
bastards who summoned War. They're
worse than those pickled watermelons in
the tightly-sealed jars.’

Now it was impossible to tell people and
turtles apart. Both had armed themselves
with their shells and, looking War in the
eye, braved February in order to fight, hold
the line and gnaw at the enemy.

War was mobile, alive. She would often
tear and slash, gouge and crush, twist and
wrench, pierce and bombard at random.
She ripped, hammered, shrieked, belched,
bled, went numb, rotted, stank, stripped,
squealed, whistled, jabbed, howled, hit,
buzzed, grasped, gripped and devoured.
She shredded bodies of buildings and
bodies of cars, bodies of roads and bodies
of railways, bodies of shop fronts and
bodies of animals, bodies with turtle shells
and bodies without turtle shells.

Nobody went to Atron any more. The
two friends, Sh and E, sat together by the
Great Turtle statue, trying to catch their
breath. When Sh began stroking the statue
absent-mindedly, E shouted at her angrily.

‘What the hell are you doing that for?!’

Sh said that the reason they were in the
city was to take care of the statue, so that
people would still believe in it and worship it.

E became even angrier.

‘Sh, I'm sorry but | don’t understand
you! Look around us at the piles of bodies.
They're fucking bleeding, screaming,
shaking! Look at these turtle shells.
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They're pierced, cracked, ripped to pieces!
Shouldn’'t we leave the Great Turtle statue
and go and help bodies that are actually
alive? Are you a fucking idiot or what?’

Sh thought for a while. Then she
thought some more, and then some more.
Sh did what E said and looked around. Sh
cried as the penny dropped. But Sh decided
that, yes, she was an idiot. She decided that
she was an idiot and she still needed to give
the Great Turtle statue water. She needed
to clean it and decorate it. She needed
to stroke it, because she saw that it was
alive. She knew that it was alive. She had
empathy and she knew. She was here to
take care of the Great Turtle statue and, if
that meant being an idiot, then so be it, she
decided.

That is the story of how Sh and E fell
out. How they couldn’t see each other’s
point of view and stopped having fun
together. How could there be ‘fun’ when
War was there?

They stayed at Atron, Sh in the upper
auditorium and E in the lower auditorium.
Sh looked after the Great Turtle statue
and brought it water, while E looked after
injured turtles and brought them water.

It’s a strange story, one that could
never happen in real life. But that is why
this is a fairy tale, because in this fairytale
land it really did happen.

Even though it was a fairy tale, War
didn't end. She lasted for a long time. So
long that the turtles that E cared for in
the lower auditorium at Atron started
forgetting things about themselves.

They forgot what their bodies were like
underneath their shells. They forgot where
they used to live, what they looked like and
whether they liked pickled watermelon in
glass jars or not.

The city grew greyer and greyer, as if it
were living through two whole Februarys.
The grey blocks kept collecting the scars of
War on their bodies and turtles’ shells were
ripped apart by the shrapnel of War. The
turtles didn’t remember who they were
and walked the streets. Sometimes they
resembled empty shells with nothing inside.

Once, an Empty Turtle Shell was
wandering around the lower auditorium at
Atron. Empty Turtle Shell was wandering
around and somehow lost his memory
completely, so that he forgot where his bed
was. He needed to lie down and rest.

Empty Turtle Shell lost his way and
roamed the rooms and corridors of old
Atron until he caught sight of a staircase.
Empty Turtle Shell went upstairs to search
for his bed and bumped into Sh, who was
carrying a jug of water.

Empty Turtle Shell knew instantly,
although the thought was too quick for
him to grasp, that the water would taste
wonderful. He froze in astonishment and
watched the girl from around the corner
as she walked.
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He peered around the corner and saw
Sh approach the Great Turtle statue and
offer it some water. He saw her pour the
water and smile as the stream dripped
down the statue’s body, wetting its cold
neck and massive feet. The water covered
the statue’s smooth, robust shell, its
craggy. scaly skin was soaked and the scent
of damp stone drifted through the room.

Empty Turtle Shell was enchanted by
what he saw. He peered around the corner,
locked eyes with the girl and cautiously
asked her for some water. Sh smiled and
held out a jug for Empty Turtle Shell, who
took it and began pouring water on the
statue as well.

While he was pouring the water, he
suddenly remembered that he had done
this before. A careful smile broke out on
his face, almost as if he were mirroring Sh.
He smiled and slowly remembered that he
was standing in front of the Great Turtle
statue and that he used to come here every
weekend.

As Empty Turtle Shell was handing
the jug back, he saw his big turtle feet
emerging from inside his shell. One, two,
three, four! Empty Turtle Shell was no
longer empty. He acquired the features of
a real turtle and beamed from ear to
ear. Sh beamed too and stroked the
turtle’s foot.

The turtle remembered who he was.
And he remembered that his bed was one
tier below this one. Most importantly, he
remembered that he had to go home. He
suddenly remembered that he had a home,
and he even remembered where it was. He
thanked Sh and looked intently at the Great
Turtle statue, as if waiting for its approval.
But the Great Turtle was motionless
because it was a statue.

The turtle left Atron and went home.

Through the walls of the grey blocks
with the scars of War and the boarded-up
windows, he stuck his turtle head outside
to feel the sun, and he stuck his turtle feet
into the soil of his city.

The turtle walked, meeting the gaze
of other turtles. Sometimes he gazed at
empty shells with no turtles inside, as if he
were trying to tell them what he had once
forgotten and had only just remembered.
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OALLA MOOONbLEBA

HAC

[MPOCTUNX
METADOP

Oawa MopgonbueBa

Sl novyana 3aHOTOBYBaTK CBOI CHU 3 CiYHS 2020 poky. MepLua
HOTaTKa 3By4Yara Tak: «COH MPO OMOH i MOKa3 KiHO B MarasuHi,

COH Mpo ropy 3 nicka i MMBy» (LLO Take «nBa» — 3apa3 BXe He ST TTOTE G Eg;ué
npurapato). MpoKMHYBLUMCH BpaHLL, S 3anMcyto CHUY iHoAi Nnwie 6°10Tb MOMOTKOM ANS BiABUBHUX
KIO4OBUMU cnoBamu. A iHopi — 6inbLu po3noro. 3arafiom MOi CHU

HarapytoTb BiHe.rpeT i3 Heﬂ,aBH'iX nopiu, i3 Toro, Lo Bip,éynocsl, Tinbkn R — nozg;uyz
BOHO MopisaHe i AMBHO NepemiluaHe. Ane si MOXy po3rizHaTH, eeEE FEpETATTT BEskd e
3BiOKW 9KUN oparmMeHT, TOX 3a3BMYal O MEHE HEMAE B HUX KOHCTPYKLii, a noTim
Hidoro HecnopiBaHoro. OgHak 4acTo came B MPOLECi 3annCyBaHHS 6eTOHHUIA TyHenb

CHY 39BNSIETLCS iHLE MOro TpakTyBaHHS. Moi cHu 3ae6inbLuoro
CK/apatoTbCs 3 BizyanbHMX 06pa3iB, a KoM 3anuncyto IX crnoBamu —
TO MNOYUHAIO OUBUTUCS HA HUX MO-IHLLOMY i 6a4UTH SIKiCb

Con 3
®GecTtmBanb Ha KMiBCbKUX CxXunax.
Bnbyxn. YonoBik roBoputb — ue

AONATKOBi CEHCHU. pocisHu niabupanTbcsa, TyT Ayxe
6nmn3bKo NiHig ¢poHTy. Ckopiw 3a
3 No4aTKOM POCICbKOrO MOBHOMACLUTAa6HOMO BTOPrHEHHS BCe, 3aBTpa OyAyTb aTakysaTu.

A: wo TM 36upacwcs pobutun?

MEHi MoYanun CHUTUCS BUBYXWU. HYacTo BOHU ByXe BUOOBULLHI. MeHi B A e

CHUTBCS, WO 9 AeCh Ni3y, Nepenaxy XMTKUMU KOHCTPYKLLISMU Ha

BMCOTI, CTpU6ato, mepekmpato pedi 4epes pivky. barato cHi cxoxi CoH 4
Ha anokKaninTU4Hi roniByAackki dinbmu. Moi BiguyTTs y LIMX CHaX ~ PospizanTb moe obnuuus
MOEOHYIOTb CTPaX i 3aXOMEHHS IXHbOK MaCLITAaBHICTIO | Kpaco: U SUCUEUD Seluv iy ieXs vty
BeJIMKE NIOAChbKE CepLie IEXMUTb Ha KYXOHHIN AOoLL i Mo HbOMY 6'toTb Con &
MOJTOTKOM A5 BiGUBHUX, FiraHTCbKUIA MPOEKTOP NPOEKTYE Ha HEGO
eniyHy 6uTBY. [1NS LMX CHIiB Yacy BiiHW S CTBOpWUIIa OkpeMy py6puky Mu iaemo no nn6ounLbKii
B CBOIN y4Bi | Ha3Bana ii «4ac NpPocTUx meracop». (BELE 2ns ERSlELa), puzend,
. BCce Bubyxae, B Hebi Harato
.o . . . . HawWxX TFBUHTOKPUNiB, BOHU 36UBaTH
Y uin po6oTi a poétho c:,npo6y BTINWTY BisyanbHi meTacbopu pakeTu, pobRaTb KpyTi nike,
MOIX CHIB y MaTepianbHil BisyanbHin doopmi. Lien nolyk coopmu ninoTn nokasywoTb OK.
BiAPi3HSIETbCS Bif, 3aMM1Cy CHIB CiOBamK, @ UOro pe3ysbTar, A Ham He TepmiHOBO,

AaBal 3a4yekKaemo B apui,

MMOBIpPHO, TaKOX BiOpi3HAE€TbCS Big opuriHany (cHy). Lle ceoro .
p .U.p A p Y( Y) Ll' He 6yae|\/|o 1XaTun B CamMe MnekKksmo

poay AOCMiAXEHHS, Y4 NPUHECe HOBI iHTepnpeTaLlii HOBUI MaTepian

i YN MOXHa MaTepianisyBaTu Te, LLO iCHYBasno Tiflbkn B MOEMY CoH 6

HeCcBiOMOMY, @ 3rofoM — sk MaM’siTb i HOTaTKa NPO COH — Y MOIl KuwaTb kpabu 3 pyk
cBiOOMOCTI?

CoH 7

Mn 3 AiTbMM Nexumo BAOMA,

y BiKHi nMeTsaTb APOHWU.

A iM Kaxy npocTo nexaTtu

i He BCTaBaTW 3 NixKa.

Ha aBopi cHir, nocepeg

ABOPY — KiHb.

KiHb — ik uyno

CoH 8
He nam’saTalw.. Wock npo mawuHy

XXX 9

XOOOXXIXIX X (XXX, (XX (XXX (XXX, (XXX
MO — BXIXIX, BXIXIX — (XX (XIXIXIX

(XX (XXX XXX (XXX (XXX (XIXXIXIXIX]
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THE TIME
OF SIMPLE

METAPHORS

Dasha Podoltseva

-

Dream 1
A large human heart being
hammered by a meat tenderiser

Dream 2

. . In order to get home, I have to clamber
| started making notes about my dreams in over unstable structures high in the air

January 2020. The first note read ‘dream about riot
police and a film screening in a shop, dream about a
mountain of sand and lyva’ (I can't remember what
lyva meant now). When | wake up in the morning,

| record my dreams, sometimes in a few keywords,
sometimes in more detail. Generally my dreams are
an assortment of recent events, fragmented and
jumbled up. | understand where each fragment came
from, so there’s usually nothing unexpected. But
often it’s the process of writing down the dream that
leads to a new interpretation. My dreams are mostly
composed of visual images, so when | record them in
words, | start to look at them differently and find new
meanings in them.

and then go through a concrete tunnel

Dream 3

A festival on the Kyiv hills.
Explosions. My husband says

the russians are approaching, the
frontline is very close.

They’11 probably attack tomorrow.
Me: What are you planning to do?
Him: I’'m going to get my hair cut

Dream 4
They cut open my face and
take out a strip of iron

Dream 5
We’re walking down Hlybochytska

Street (already destroyed), air raid,

Since the full-scale russian invasion I've begun éverything exploding, lots of Ukrainian

dreaming about explosions. Sometimes they’re
spectacular. | dream that I'm clambering over
unstable structures high up in the air, jumping and
throwing things across a river. A lot of my dreams
look like apocalyptic Hollywood films. In these dreams
I'm afraid but also impressed by their scale and their
beauty. A large human heart on a chopping board
being hammered by a meat tenderiser. A huge
projector projecting an epic battle onto the sky. I've
created a separate category in my mind for these
wartime dreams and named it ‘a time for simple
metaphors’.

In this project | have attempted to embody the
visual metaphors of my dreams by giving them
material form. This search for form is different from
recording my dreams in words, and the results are
probably different from the original dreams. It is a
kind of research to see whether a new medium sparks
new interpretations and whether it is possible to
give material form to images that exist solely in my
subconscious and, later, in my consciousness in the
form of memory and notes.

helicopters in the sky, they’re shooting
down missiles, swooping low, the pilots
do the OK hand signal. Me: Let’s wait
under the arch, we’re not in a rush.

It’s hell out there

Dream 6
Crabs pour from my hands

Dream 7

The kids and I are at home in bed,
drones fly through the window.

I tell the kids to stay in bed

and not to get up.

There’s snow outside and

a horse in the middle of the yard.
The horse is almost magical

Dream 8

I can’t remember..
Something about a car

0ooo9
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GENERATION

BepoHika YepepHuieHko

Y cBOIX MantoHKax s BOCNIAXYHO ifel pyMHYBaHHS Ta BiAHOBMEHHS,
3BepTalOYMCh [0 LUKIIYHOCTI LMX NPOLIECiB Y MPUPOAI. S po3mipkoByto
npo Te, 9K NtOAMU, Tak Camo K NPUPoRa, MOXYTb 3HAXOAUTU CUMU NS
NMPOAOBXEHHS XXUTTS MiCns BaxXKWUX MNOAIN i katacTpodd. Yepes pucyHku
s Hamaraltcs nepepaTu CTiNKICTb i Hagito.

Lis Tema ons meHe gyxe ocobucTa. Y KOHTEKCTi BiliHM B YKpaiHi
BiOYYTTS PYMHYBaHHS CTano 3BUYHUM, afie BOGHOYAC MU 6a4MMO, SK XUTTS
BiAHOB/IOETLCS HaBiThb Y HaCKNagHiLLMX o6¢cTaBrMHax. [JJocBif maTepuHCTBa
nig, Yac BilHM TaKoX 3Ha4YHO BMIMHYB Ha MeHe. Moill AUTUHI 3apa3s pik, i ue
BNJIMBAE He NMLLE Ha Mili PO3MNOPSIAOK AHS, a ¥ Ha BUGIp TeM Ta maTepianis.
Moi HoBi po60THK Tenep sickpasi M XUTTEPaRiCHI, Ha BiAMIHY Bif, HOpHO-
6innx pucyHkiB 2022 poky, siki pokycyBanucs Ha BTpaTi Ta 6oni. 3apas moe
MWUCTELTBO — Lie NOLUYK CUIU Ta NiATPUMKM.

[ns UMX MantoHKiB S BUKOPUCTOBYHO OniBELLb, SKUW A03BONSIE
CTBOPIOBATU TOHKI, AleTanizoBaHi TeKCTypu. Lie NoBiNbHUIA, MeEOUTATUBHUN
i TepaneBTUYHMI NpoLec, Wo fgo6pe NigxoauTb AN TEMU BiGHOBMEHHS Ta
LMKAIYHOCTI. ¥ pMCYHKax S BOCRIAXY!HO, SIK 30BHILLUHI 3MiHW BNMBalOTb Ha
BHYTPILLHIN CBIT i Ik MOXHa 3HaWTK cunu Ans pyxy srnepef. Po6oTa Hap,
HUMW OMNOMOrNAa MEHi 3HAWTW CMOKIW | PO3rNeaniTM Haaito B NPUPOAHUX
LMKnax.

OCHOBHUI BUKITUK ASI MEHE CbOrOAHI — 3HaNTU 6anaHC MiXK 0COBUCTUM
i yHiBepcanbHMM, a TakoX 3HaWUTU Yac ANl TBOPYOCTI B YMOBaX MNOCTIMHUX
BUKIMKiB. Pe3npeHList Ta gianoru 3 iHWMMKN y4acHULISIMU JONOMOTIN MeHi
36epirati okyc i HaTxXHeHHS. Lli po60oTu Takox cTanm 4acTUHO MOET
BMCTaBkM «Re-Generation» y BepniHi.
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Veronika Cherednychenko

RE-
GENERATION

In my drawings | explore notions of destruction and renewal, invoking
the cyclical nature of these processes in nature. | reflect on how people
find the strength to go on in the wake of traumatic events and disasters,
just as nature does. | try to communicate a sense of resilience and hope
through my work.

This subject is a very personal one. In the context of war, destruction
has become commonplace in Ukraine, but at the same time we witness
how life is rebuilt, even in the toughest of circumstances. The experience
of being a mother in wartime has also had a significant impact on me. |
have a one-year-old child, and motherhood has changed both my daily
routine and my choice of artistic subjects and media. My work has
become vibrant and joyous, in stark contrast to the black-and-white
drawings | produced in 2022 which focused on pain and loss. My art is
now a quest for strength and support.

| produced these drawings in pencil, a medium which allows for
subtle, detailed textures. It is a slow, meditative, therapeutic process,
well-suited to themes of renewal and cycles. In my drawings | investigate
how external changes influence our inner world and how we can find the
strength to move forward. Working on them helped me find peace and
recognise the hope inherent in the cyclical rhythms of nature.

My main challenge these days is striking a balance between the
personal and the universal, as well as making time for my art in the face
of constant demands. The residency and dialogue with fellow participants
helped me to maintain my focus and inspiration. These drawings also
formed part of my exhibition, ‘Re-Generation’, in Berlin.

VERONIKA CHEREDNYCHENKO
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HA PO300OPIXKXKI
Y TEMPABI

ixaB, ixaB, npuiXaXxae Ha po3nyTTs, ax

TaM CTOITb CTOBM, @ HAa CTOBMi HaNMUCaHO:

«Slk noigeLw uielo [oporo — sarMHell, siK
noipeLl apyroto — Ha3apf, He BepHellcs, a K
noigew TpeTbolo, To 3'icTb Te6e 3anisHUMn
BoBK». OT BiH AymaB-gymaB, Kyau noixaTu, Ta u
HagyMmaBCb, WO Noife TPeTbo [AOopOoroto.

«Kazka npo 3anisHoro BoBKa»

Konu mosi poHbka 6yna e 30BCiM ManeHbka, My
LLloBeYopa rnepen, CHOM YnTanu kasku. bBysano Bcske:
XUMepPHi KOpONiBCTBA i NNLLapi, OPKU, YakyHW, GUTBM,
no4sapwu 1 enbpu. Ane 6yB OONH CIOXET, 32 SKUM S,
YnTaroun, 3aBLUe 3adinanack. ToW, e repon ONUHSBCS
Ha pPo3nyTTi AOpir: KyAn 6 TV He NiWoB i Skt BUGip
He 3po6MB — BTPaATU HEYHUKHEHHI. Byno B ubomy Take
6onto4e NoYyTTd Bigvato.

| XTO X 3HaB, LLO Micns NoYaTKy NOBHOMAaCLUTa6HOro
POCICbKOrO BTOPreHHs YMMano XaxnBmnx Kasok
MOYHYTb MOTPOXY MPOCOHYBATUCH Y XXUTTS KOXHOTFO.

BnacHe, y ntotomy 2022-ro noTpi6Ho 6yno o6patu
wnsx. binblwe He MoXxHa 6yno maHeBpyBaTW, MOEQHYBATH
Ta XOoHrntoBaTh. MamaTato, sk MU 3 8-pi4HOK HOHBKOKO
CUAINN Ha KyXHi | § HEPBOBO ropTana HOBUHHY CTPI4KY,
Hamararo4nch 3i6patn AyMKU OKYMU.

-~ CINN

O3siHka MiH4yk

3HanoMi 3-3a KOPAOHY HanoNerm1BO 3aKnKanu
BUIKAXATHU | PATYBaTU AUTUHY.

3HaloMi BINCbKOBI XXBaBO 3akK/IMKanu 0OEOHYBaTUCh
[0 TEpO6GOPOHM.

3HanoMi XXYpHanicTh akTUBHO MPOMOHYyBanu po6oTy
Y raps4mx To4Kax.

Topi 5 o6pana XypHanicTUKy — NPOMIXHUI BapiaHT
MiX gBoma iHWwWKMuK. MpoTe 9 1 poci BarakoCb, Y1 BYMHUNA
npaBunbHo. Most foHbka Morna 6 3apa3 HaB4aTuCs
B OfHil i3 EBPOMENCHKMX LUKif, BiNIbHO FOBOPUTU
iHOZeMHOto, cama 6e3TYpO6OTHO XOQUTU AO LUKOMWU i He
609TNCS HOYaMM A3UXKYaHHS LIaxeniB.

A60 X s morna 6 3apas 6yt Tam, e GinbLua
YacTuHa MOIX ApY3iB i 3HailoMuKX, Ha ppoHTi. ByTn cepen
HalKpaLUMX fopgen y HanuripLwmx micLsx.

ByTu Tam, ge noTpibHo 6yTn 3apas, Wob y Hac BCiX
6yno «noTim».

Llet npoekT — npo 3amoBYeHe MaTepuHCTBO. bo
MeHi MeTbCs He NULLIEe MPO CBITNO, @ U MPO TEMpSIBY.
Mpo Te, Wo YacTo 6yTH Mamoto — Lie 6opcaTucs y rycTin
YopHOTiI eMoLinHoro masyTy. bosiTucs cebe i cBoix
AYMOK, Bif4yBaTV BTOMY, 3MiCTb | pO3ry6neHicTb, MPOBUHY
32 BUGIP Mi>K MaTEPUHCTBOM i pO60OTOO, MiXX CBOIMM
G6axaHHaIMU i T noTpebamn. CTUKaATUCS 3 OCYAOM Hepes
Te, LLIO PU3MKYELL CBOIM XUTTSM, a Mana 6 6yTu Booma i
niknyBaTUCs NPO AUTUHY.

BpeLuTi, NOCTIMHO ONUHATUCS Ha PO3A0PIXXKi | 3HaTW,
Wwo 6yab-sKui BUBGIp HECTUME 33 COBOO HEZBOPOTHI
BTpaTy.

Dzvinka Pinchuk

AT A CROSSROADS
IN THE DARK

He travelled and travelled and arrived at a
crossroads. There he found a pillar, and on the
pillar was written, ‘If you take the first road, you
will die. If you take the second road, you will never
return. And if you take the third path, you will be
eaten by a metal wolf.’ He thought long and hard
about which road to take and eventually decided
to take the third road.

- from The Tale of the Metal Wolf

When my daughter was still very little, we used
to read fairy stories every night before bed. Wed
read about all sorts of things: fantastical kingdoms
and knights, orcs, magicians, battles, monsters and
elves. But there was one trope that always caught my
attention — the one where the hero finds himself at
a crossroads, but, no matter which road he chooses
to take, he will inevitably lose. It was filled with such
a painful feeling of despair. Who would have thought
that, in the wake of the full-scale Russian invasion, so
many nightmarish fairy stories would gradually seep
into all our lives?

In February 2022, | had to choose my own path.
| couldn't muddle along and juggle several different
things any more. | remember sitting in the kitchen
with my eight-year-old daughter, nervously scroll-
ing through my newsfeed and trying to gather my
thoughts.

People | knew abroad were insisting that | leave the
country and save my child. People | knew in the military
made spirited appeals for me to join the territorial
defence. Journalists | knew were proactively offering
me work in the most dangerous locations.

So | chose journalism, a kind of compromise be-
tween the other two options. But | still wonder whether
I did the right thing. My daughter could be studying at
a European school now, speaking a foreign language
fluently, walking to school in peace and sleeping at
night free from fear of the humming Shahed drones.

Or | could be at the front, where the majority of my
friends and acquaintances are. With the best possible
people in the worst possible places. Where people have
to be right now, so that we all have an ‘afterwards’.

This project is about the unspoken aspects of
motherhood. Because, for me, it’s about the darkness
as well as the light. It's about how being a mother often
means flailing in the thick black oil of your emotions.
Being afraid of yourself and your thoughts, feeling
furious, exhausted, confused and guilty for having to
choose between motherhood and work, between what
you want and what your child needs. Being judged
because you're risking your life when you should be at
home looking after your child.

Ultimately, motherhood means constantly finding
yourself at a crossroads and knowing that, whichever
road you take, it will inevitably lead to loss.

Y nepwunn geHb
NMoBHOMacCLUTabHOT
BiVIHW Nepep, BUi30OM 3
Kuesa g9 Hanncana Homep
cBoro TenedoHy Ha pyLi
OOHbKMW. Lle Touka Heno-
BEPHEHHS. AKT YECHOCTI
i 6e3cunng sogHo4ac.
BuzHaHHS TOTO, WO
BiATenep Moxe cratucs
6ynb-Lo.
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On the first day of the
full-scale war, | wrote my
phone number on my
daughter’s hand before
leaving Kyiv. That was
the point of no return.
An act of honesty and
helplessness at the same
time. Recognition that,
from now on, anything
could happen.
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Tu obiugew, wo
nosepHewicsa? Moxelu
B39TWN 3 co60t0

B AOPOry Nncuuo?

A meHe?

Do you promise you'll
come back? Maybe you
can take the fox toy with
you? Maybe you can
take me?

Mcuxonoru kaxyTb,

Lo HaWKpaLLmi cnocié
B6epertTv MeHTanbHe
300pOB’'S AUTWUHM Nif Yac
BiMHM — Lie «*HamaraTucs
NoBOOUTUCS CMOKINHO

NMPUHaNMHI MPU BUTUHI».

Hankpawmii cnocié
36eperTv MeHTanbHe
300pOB'S OPOCNOro —
Kpu4aTu LOCUK, KoMK
HIXTO He 4ye.

Psychologists say that
the best way to protect
a child’s mental health
during a war is to ‘try
to stay calm, at least in
front of [them]. The
best way to protect an
adult’s mental health is
to scream at the top of
your lungs when no-one
is listening.
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Mato Ha HoyTi eanHY
Haninky, dppasa: «6arato
BTOMM, NOGOBI | NOTi».
Yacamu nuTato cebe — gka
Hapasi nponopLuis, 3a ycieto
Li€to 3HEBIpOO | TEMpPSBOIO,
CKinbku B MeHi Hacnpasgi
nuwmnocs N6osi? | un
BUCTa4YUTb L€ No60oBI

Ong Tiel, aka HanbinbLe ii
noTtpebye. Yn He o6epHycs
B IKUACb MOMEHT Ha OfHY
3 TUX MoYBap, NPo 9KUX MU
YuTanu y kaskax nepeg,
CHOM?

| only have one sticker

on my laptop. It says ‘so
much exhaustion, love and
rage’. Sometimes | ask
myself: if you take away
all the desperation and
darkness, how much love
is left in me? Will this love
be enough for the person
who needs it most? What
if I suddenly turn into a
monster like the ones we
used to read about in our
bedtime stories?

PAHA CKPECIJIA,
AK KPHUTA

IOnis OaHunescbka

S nocninkyBanacs 3 Kilbkoma HeMPOBIAMIHHUMMU
XYAOXKHULSIMU, SIKi Bit0Tb | TBOPSITb 3apa3s, TOGTO B «HalLL
Yac». 5 cTaBuna iM pi3Hi MUTaHHS, ane OCHOBHUM 6yno
Take: 9K MeHTanbHi BiGMIHHOCTI BMINBatOTb Ha IXHE
mMucTelTBO? OCKinbku & i cama XyaoXHMLS, TO roBO-
PUTK MNPO TBOPYUI NpoLec i O6MiHIOBATUCS AyMKaMu
3 cob6i Nofi6HMMK BNacTUBO ANl MEHE. Y LIbOMY poLii
s pisHanacs, wo B meHe POYT (poznap pediumnTy yBaru
Ta rinepakTUBHICTb). MOXNNBO, Came TOMY MeHi 3axoTi-
nocsi NopyYy 3 PO3MOBaMM MPO MUCTELITBO O6roBOpPUTH
e M HEMPOJMBEPreHTHICTb.

S 6pana iHTepB'lo Y XiHOK 3 MeHTaNlbHUMMK 0CO-
6nMBOCTSIMMU, SIKi AizHaBannCs NpPo CBOI po3naau, BXe
6yny4mM XYOOXKHULUSMU, TOBTO IXHIN MUCTELLbKMIA LLNSIX
NOYNHaBCS 3i CBIBOMOro BUGopY 6yTH XYAOXKHULE,

a He 3 apT-Tepanii 9K MeToay NiKyBaHHS, K1 nepepic
Yy MUCTeLbKi NpakTukn. Moi cniBpo3aMoBHML 3arima-
FOTbCS XXMBOMUCOM i BULLMBKOIO, NepPOpPMaTUBHUMM
npakTukamu, rpadoikoto i kypatopctsom. Cepep, HUX

€ Ti, wo matoTb POYT, sk i 91, 2@ TakoX AenpecuBHUnN Ta
MeXxeBuUn posnagu. € i Taki, Lo MatoTb KOMOPG6IOHICTb,
TO6TO HasBHICTb ogHOro a6o 6inbLue Ao0AaTKOBMX
CTaHiB/3axBOpIOBaHb, SKi 4aCTO € CYMyTHIMMK 3 OC-
HOBHMM CTaHOM. BoHM nonpocunu He po3kpuBaTh iXHi
faHi — opgHi ogpasy Ha TOMY Haronocunu, iHLWi No xopy
iHTEpB'lo 3pO3YMinu, WO Tak im 6yae KoMcopTHiLue.

PecnoHpeHTka Ne | — xypoXxHMULUS, SKa Bxe 6araTto
POKiB CTBOPIOE (PirypaTUBHUM XMUBOMUC 3 eNleMeHTaMu
Ky6iamy. [liarHo3 «genpecuBHUIA po3nap» i nocTa-
BUJIN He Tak [aBHO, ajfie BOHa cama 3i3HaeTbCs, Lo
nigo3ptoBana Npo Moro HasBHICTb, Bigkonu i 6yno 20
pokiB. Ocb LLIO BOHa po3noBsifae:

— CTOpPOHHI J/1toaKn BBaXkatoTb, LLO Y MeHe 30e6inb-
LLIOro JOBOJIi XXOPCTKa Ta AenpecmBHa TBOPYICTb. S ii
Takoto He cripurmato. MeHi kasanu, Lo B MOiX po6oTax
€ sIkeCb Big4YyTTS CaMOTHOCTI Y1 acoLiiaLis 3 BiiHOtO.

Oani BoHa po3nosipae npo Te, sik no4ascs ii TBop-
YUW WNSIX | NepLi A3BIHOYKN Aenpecii:

— HaB4aHHS B iHCTUTYTI [ano MeHi Heo6XiaHy

6a3y, npoTe 3arHano B pamku. LLlo6 3BinbHNTUCS BiA,
HWUX, S MPUNUHUNA HAaBYaHHS | 3aKpunacs Booma...
6yKBanbHO. 9 Oikiluna o cTaHy, KoM BUXOQUTH
3 KBapTUPU CTario HEMMOBIPHUM, JOBOQMIOCS Xi6a Lo
B Mara3uH xoautu. Mamnxe uinogo60Bo g ansunacs
KiHO... B nuTaHHi BisyanbHoro s 6yna Haye cnparna
nropuHa, ska He MoXxe HanuTucs. lMicns niBpivHoro
CUAiIHHS BOOMa § BCiM TifIOM BigYyBasia NpoTecT NpoTH
3iITKHEHHS 3i cBiTOM. Y1 6yB Liel CTaH NpPOsSIBOM MCUXiY-
Horo po3snapny? He 3Hato. TO4HO MOXY cKa3aT, LLO Lien
cTaH 6yB NMPUEMHWN i 9 3MOra HabpaTncs cun 3pobuTn
LLIOCb HOBE, HaKoMU4KUIa BpaxeHHs i o6pasn. HeBpooBsai
s noYana nponagaTn Aeck, y ToOMy Yucni Ha ManpaHi,
B 30BCiM MPOTUNEXHNX YMOBaX. [icns 3aBepLUeHHS
PeBontoLii s ycBifomuna cBili cTaH, kuii 6yB fenpecus-
HUM eni3oOoM.

Takox BoHa gopac:

— Ha moi cloxeTu i Temu He Moxe BMNMBaTU Mi
CTaH, 60 51 He po3Ka3yto iCTopii, 1 306paxyo Te, Lo
624y HaBKoJO.

PecnoHpgeHTka Ne 2 Texx Mma€ giarHos «genpecus-
HUI po3nag», ane 3 cyiunpanbHUMKN gymkamu. BoHa
3aliMaeTbCs NepPOPMaTUBHUMU NpPaKkTUKaMu, 30e6inb-

6inb, CAMOTHICTb, NO36aBNEHHS XUTTS BAaCHOPYY.
MepdomaHcom novana uikasutuncs 3 2015 poky, a no-
3uLioHyBaTK cebe sik Nnepdopmepka — TPOXU MizHille,
nicns cnisnpaui 3 MuTuem Banbpemapom Tatapyykom.
Ocb LWo BOHa po3noBifae Npo CBili po3napg, i TBOPYiCTb:

— OcTaHHi pokKn Yy MeHe Hemae rocTpoi casu.
Hapasi 5 3HoBYy Npuimato aHTUaenpecaHTu, Lie Bxe
OpYrui pas g Ha TakoMy NikyBaHHI. MeHi BaXKO XUTHU...
Baxxko BMKOHYBaTK 6a30Bi peyi, 6yBatoTb ripLui AHI,
6yBatoTb NinLi AHi. KL € MOXIIMBICTb Y MOEMY
MICTi — 5 MOXY MOAaTH 3asIBKY Ha MUCTELIbKUIA NMPOEKT,
Ha 6inbwni macwTab — Hi. Po3nap € YactuHoto 6yTTS
NoAMHW. Y1 BNAnBaE Lie Ha Te, SIK BOHa peanisoBye
TBOpPYY ineto? MoxnnBo, BNNBAE, a MOXe, 1 Hi. S ay-
Mato, LLIO Ha NOrNSAM | NPakTUKY NOJUHU MOXE BMNnBa-
TV NonepepHin JOCBiA — Hanpuknag, XXUTn B 6igHOCTI,
BMXXMBATU, MaTu XPOHi4HY XBOpOo6y. Lle Bce Bnnneae Ha
repoiB i repoiHb, SKUX MU FPaEMO.

Xo4a 06mpaBi MUCTKUHI MPaLioloTb B 26CONOTHO
Pi3HUX MepiyMax i iXHi CTaHW He MOXHa Ha3BaTh
TOTOXHUMM, BOHW CXOASTLCS Ha AYMLI, O iXHi po3-
napu NOMITHO BMNNBaOTb HA PO3MNOPSAOK TBOPHOro
npoLecy Ta NPOOYKTUBHICTb. Af>e KONu iges rotosa,
CTBOPEHHS apT-NPOAYKTY NepeTBOPIOETLCS Ha Taky
cknapHy i NoAeKkyAn OfHOMaHITHY PO6OTY, SIK i B iHLINX
BMAaX NIFOACHKOT AiSNbHOCTI, TOMY iM 6yBa€ BaXKo
HanawTyBaTUCS Ha NpoLec i 6yTU ANCLMMNIHOBaHUMMU.
PecnoHpgeHTka Ne | posnosipae:

— Oco6nuBo Lie Big4yBaETbCSl, KON BXe 3anna-
HOBaHa Mopid, [o 9KOi Tpeba 3aKiHYNTU cepito POoIT...
LLlo6 HanawTyBaTUCh Ha PO6OTY, MEHi NOTPi6eH mMak-
CUMarbHO BifIbHUM CTaH, MOXJIUBO, HaBiTb AOCTaTHLO
ncuxopenivyHun. Sl nto6nto, KoM Hemae po3rnopsaKy
i cTabinbHOCTI Hi B YoMmy... Po60Ti ponomarae eksansro-
BaHICTb, 1 32aXOM/IOIOCh NMPOLIECOM — MpaLiiolo AeKifbka
OHiB 260 HoYen, 6e3 NepepB Ha HOPManbHUW CHiAAHOK
Ta 06if, 60 NnepepBa MoXe NepPeKYNTN CTaH i Npa-
LtoBaTu Aani He BUNOeE.

PecnoHpeHTka Ne 2 popae:

— Y MeHe 6ynu NpoekTu, Ae s cobi BupillyBana,
LLIO S Mato Lie 3po6uTu. S BMMUKanach i He morna aynu-
HUTUCb. MeHi BaXXKO MOYNHATH, ane KON 9 CTBOPHOLO
i NPOCTip HaBKOJO 3MiHIOETLCS, TO S BXXE HE MOXY
3YMUHUTUCH. I cama No6to PO6UTU NepdPOPMaTUBHI
BMpPaBu i Tak cCamo M6t AUBUTUCE POBGOTHU iHLLNX
i 0igaTH B IXHIX Nonsx.

Y pecnoHaeHTKM Ne 3 — XyAoXHWLi, SKa CTBOPIOE
BULLUWBKY, rpadpiky Ta XMBOMNWUC, — HELLOAABHO NiATBEp-
AavBcs piarHos «PAYM». Ha i AymKy, BiACTEXNUTH, SIK
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came po3snap, BrvBae Ha TBOPYiCTb, [yXe BaXKo, ane
BOHa MOrofKY€ETbCS, Lo BiH Haknafgae sKMNChb «crneum-
divHNN>» BiBGUTOK:

TaMm Lock Bin6yBaeTbCs 260 LWoMHO Bipbynocs. Mox-
N1BO, Yepes Te, L0 MEHi MOBCSKYaC XO4ETbCS HOBUX
BpPaXeHb, Yy MOiX po6oTax NPUCYTHS AuHaMika i npoBo-
KaTUBHICTb. Lli «<kapTUHKU» — 4acoM epOTUYHi, HacoM
NONITUYHI, IHKONW MOTOPOLLHI, iIHOA| IPOHIYHI M CMILLHI.
Moemy Mo3Ky 3aBXAu NOTPIGHI KOAATKOBI BUKMAU
podamiHy. Tomy (HecBiBOMO) s i cTBOptoto Taki po6o-
TW, Nepernsp SKUX CTUMYIIOE i MO3APa3HIOE HEPBOBY
cuctemy. Y rpadilli 4HacTo BUKOPUCTOBYIO MeTacbopy,
Yyepes IKUMUCb 3aro3nYeHnn obpas MeHi nerwe Komy-
HiKyBaTW 3 ayauTOpi€Eto, 6€360MICHO 3aTArHyTH ii y CBIN
CBIT | BK@3aTW Ha LLOCh.

Okpim knacnmyHmx cumnTtomie POYT (3anisHeHHs,
NpoKpacTUHaLLisl, HeyBaXHiCTb, HacTa 3MiHa HacTpoto),
NMCUXONOrN BU3HA4aoTb | MPUEMHI «MO60YKM». Y nto-
peii iz POYT py>xe po3BUMHEHI iHTYILIiS, eMNaTUYHICTb
i rinepyyTnueicTe. PecnoHpaeHTka Ne 3 posnosipae:

3HaXOAUTU Ti TeMU Ta 06pa3un, SKi BiAryKYOTbCS iHLLUM.
JlloonHa AnBUTBLCS Ha KapPTUHY i Aymae: «O, Le X npo
MeHe» a6o «| B MeHe Tak 6ynol». Xo4ya HacnpaBspgi

9 306paxyto TiNbKK Te, L0 XBUIIIOE MeHe camy. Ane
SKLLO TU B XOPOLLOMY KOHTaKTi 3 co60to, To TM fobpe
3HaELW i iHLWNX.

Ma 3i cTaHOM rinepdikcallii:

Mantol a6o BULUMBAKD rOQUHaMU, a TO | AHSMU-HOYamu,
SKLWo pob6oTa KponiTka i Tpeba sikHanLBuALLIE LoCh
3aKiH4YnTU. Bo Tinbkn TORI, KONMM B MEHE MOYUHAETHLCS
TaKUW CTaH, 9 MOXY 6yTWU NPOAYKTUBHOLO. |HakKLLe
9 pyXe mano BCTUrato LIoAHS, 60 BECb Yac BigBoJika-
tocb 6yKBasnibHO Ha 6yAb-LLO.

PecnoHpeHTka Ne 4 Bxxe 4OBrMi 4ac ycnilHo
3aliMaETbCs KyPaTOPCbKOO AisnbHicTio. Monpu Te,
wo mae POYT, BoHa rapHO BYMNacs i HaBiTb 3aKkiH4Yuna
LLIKOMY 3 30M10TO Mepasnto. Xo4a 3rafye, Lo [oMaLUHi
3aBOaHHg pobuna gosro, 60 BooMa 4acTo BigBoni-
kanacs (pocnay TBoOpuil aTmocdepi, 6aTbku 6ynu
XYAOXKHUKaMM). MUCTKUHS Lile 3MarkKy BigvyBana sikecb
«PO3ABOEHHS» Ta «MaCKyBaHHS», i Lie Big4yTTs 6yno
ANs Hel AoBONI HEMPUEMHUM:

— 3 opHoro 6oky, T Aobpe po3yMicLl, K no-
BOAMTUCS «HOPMalnbHO» B MapamMeTpax «CUCTEMU»,
3 iHWoro 60Ky — BiAYyBa€Ll, WO 06 NOBOANTUCS Tak,
TO6i Tpeba NOCTINHO OoKNafaTh 3yCuslb.

Y auTCcapkKy BOHa HaBiTb HanuMcana BipL, KUK
intocTpye i CTaBneHHs:

OnTa4nm cagok — xaxnuea micumHal

«Ha6pwupa po KicTok» — Kaxe Balla AUTUHA...

Ane 3 4acom pecnoHpeHTka Ne 4 Bupo6una BnacHi
MeXaHi3MW, siki gonomaratoTb ii CNPaBnsSTUCS 3 HaBaH-
TaXEHHSIMU Y i1 MUCTELbKIN AisNbHOCTI:

30CepenXeHOCTI, KOHTPOSIIO 32 6araTbMa pevamu
opHo4acHo. ToMy, BriacHe, BCi Lii POKM sl BHYCS MepeTBO-
ptoBaTU HeOoMiKM Ha NIOCK, | 6arato B HOMY Lie HaBiTb
BoacTbes. Hanpuknap, Mol apy3i Ta koneru Hepigko
AMBYIOTbCS, 9K S MOXY POOGUTU | KOHTPOMIOBATMU CTiNbKM
BCbOIO OQHOYACHO i 6araTo BCTUraTu. A B LiIbOMY SIKpa3
POYT NOMiYHUIM — 9 NTErKO NEPEMUKAIOCS MiX PiSHUMMU
NPOeEKTaMu 1 akTUBHOCTSIMU. Konn He moxy 3ocepeau-
TUCS Ha OIHOMY — po6rto iHLWe. | Tak, 3 pi3HMX 60oKiB,

—  — Y BCiX MOiXx po6oTax 3aBXAu € CIOXeT, TO6TO  —

— — MeHi 3gaeTbcs, ouUs emnarTis gornomarae MeHi  —

Sk i nonepenHi pecnoHaeHTKN, BoHa nobpe 3Hano-

— — B meHe Tex 6YBaPOTb CTaHW, KOJiIn 4 CnpXy ]

—  — Kypatopcbka po6oTa BUMarae niaHyBaHHS, —

npocyBsato NapaneneHo i Te, i Te. BinknapaTtu wock
MOXeLL JOBro, ane Ko BXe po6uLL, TO MOXELL Lie
po6uTK Oy>Xe LUBUOKO i COKYCOBAHO.

Ha il pymky, po3nagu He BNAMBatOTb Ha MUCTELLb-
KWW KOHTEHT, 32 BUHSITKOM TUX BUMa[JKIiB, KONMW MUTL
y cBOix po6oTax pedhnekcytoTb 3 Liboro npusopy. BoHa
popae:

—  — To6To, Tak, Lie YacTuHa Tebe, ane He BUpillanb- —

Ha, ckopillle fonaTkoBa 0COBNMBICTb, 3 KOO Tpeba
paxyBaTucs. Bsarani Bxxe HEOQHOPa3oBO YNTana Npo
Te, wo POYT NponoHytTb HE CTUrMaTU3yBaTH i He
po3rnapaTu sk posnapg. S 3arogHa 3 Takoo nepcnek-
TUBO. MeHi 302€eTbes, NOAen i3 LM fiarHo3om BXe
HapTo 6araTo, Wo6 po3rnsaaTu Le nuLle sk giarHos. Lle
pafdlle BUrMSQac Sk NeBHUM CUMMTOM Hacy, Hacnigok
MefiNHOro nepeHacuyeHHs peanbHOCTi Ta il ToTanbHOI
HEeBM3Ha4YE€HOCTI i B MEBHOMY CEHCi MexXaHi3m apganTaLiii
NOAMHMU A0 L€l peanbHOCTI — SIK Takuh cobi «coping
skill».

«rinomaHiakanbHOT o4apoBallKW», I Habarato KpaLle.
Ane yepe3s fedKkui Yac, KON BOHa BUXOQUTb 3 LibOro
pexumy, — cTae ripwe. i1 noumHae spasatucs, Wo
BeCb CBIT Bifi Hei BiBEPHYBCS, LLLO BOHa BCiX po34apy-
Bana i 3po6una Wock HenpaBuibHe. «OTak Hakpy4y-
€LLCS, HaKpY4YELICS», — AOAAE MUCTKUHSL.

PecnoHpeHTka Ne 2 TakoxX BU3Ha€, WO Yepes ii
po3nap ih CKnapgHO KOMYHiKyBaTu:

— — [enpecisi BNAMBa€ Ha CaMOOLLiHKY Ta 3Gi6HICTb  —

BCTaQHOBJIHOBATU 3B'I3KU, Lie Y MEHE Bifo6paxkacTbCs
TaKUM YMHOM, LLIO S MOXY 3pO6UTU POBOTY i He onu-
catu ii. Bo komy Lie NoTpi6HO? Lle He Mae LiHHOCTI.
[3naTHicTb] BCTaHOBNIOBATM 3B'I3KM | MiATPMMYyBaTK
X BNAMBa€ Ha JOTUYHICTb A0 CMiNIbHOT, Ha NMOLUYK
MOXJIMBOCTEN. S CXMIbHa A0 Camoi3onsLii, ToMmy Mos

OcTaHHs pecrioHaeHTka Ne 5 3aliMaeTbes XuBo-
nucom. Yxe MUHyNo 5 pokiB 9K ih nocTaBunu piarHo3
«MeXeBUI po3nap». Y CBOIX KapTUHaX BOHa 306paxye
nesHi micponorivHi croxeTu, ski Burapye cama. Ocb Lo
BOHa PO3MOBiAac NPO TEMaTUKY CBOIX POBIT:

— — S nwna popomy 3 MancTepHi i Aymana npo —

HaCUNbCTBO | CBOT HAMaraHHsS 3HaNTW BUXOOM 3i CBITY
HacunbcTBa. OOHUM i3 HAaNPSMKiB NOLyKiB 6yno
HamaraHHs 3pO3yMiTU CBIT i 3HaUTU LLLOCb XOpoLLe

B penirigx i Midoonorii, i TYT MeHe BXe Yy MOEMY ABOPiI
Ha3OorHano Po3yMiHHS, Lo i B penirisx, i B midbonorisix
HacWUIbCTBO Haf, CNabLUMMU € HE Te Lo BUNpaBaaHuUMm,
a CTPYKTYPYHOHOIO OCHOBOIO, | TOfi CTano SICHO, LLLO

po6uTu.

Hani 9 cTtasno in Ti cami MUTaHHS, O W iHLWUM.
LLoao BnnuBy poznapy Ha il MUCTeLbKI MpakTUKu
XYAOXHULS BignoBifae Take:

— — S TinbKn MOXy ckasaTi, K NoYanm 3MiHoBaTUCS —

nigxoAm, KONM MeHi nonerwano. B HanTsaxyi yacu

s npautoBana abo NOBHICTIO Ha adeKTi, 260 MOBHICTIO
KOHTpontotoyn B3arani Bce (B chikcoBaHOMY CTaHi).
MoTim 9 moYana NomivaTu, Wo CTPaKAaHHS BXe He
HaCTiNIbKM BCEOXOMHE, i 39BNSETLCS NPOCTip AN
4orocs iwe. 4 Lie 9KUNCh Yac Hamaranacsi TpumaTucs
3a cTpaxpaHHs. MoTim MeHi cTaBano YacTile i YacTiwe
NPUUHSTHO, | MOTIM LU NErLUe, | cTano 6inbLie MoXn-
BOCTEW MOAyMaTH, Lo 5§ pobIto i ik, 6inbLue foBipy fo
cebe. | ctano cMinMBocTi NPO6yBaTH LLLOCb HOBEHbKE...
S pyxe papa, LWo S XYAOXKHULS, MUCTELITBO — Lie OfHa
3 EAVHUX peYen, Y SKUX 9 MpaLoBaTh MOXY MOCTIVHO,
B 6ynOb-5Ky 3i CBOiX tpa3. Bei iHLi peyi — BUBYEHHS MOB,
Hanpuknag, Yy BUKNIafgaHHS, Yu e Woch — UAYTh Mo

nu3pi, KoNu MeHi cTae ripLue.

— Y1 noroAxyeLwcs TM 3 TBEPAKEHHSM, LLLO Halli
po3napun He BNNBaOTb HA MUCTELbKNIA KOHTEHT i BU-
pillanbHMMM € iael, NPUHLMUMKU, paLlioHanbHi pilleHHs,
SKUX XYAOXHUK YU XYAOXKHULS MPUTPUMYETLCS?

— Oymato, i Te, i Te BaxnMBo. SKLLUO posnann
poxodsTh Ao TOI Mipw, Lo NoauHa i i ipel, npuHumnu
i pilleHHs BTpa4atoTbCs, TO MOAMHA BXe 3a KOpAOHamM
npaue3naTHOCTI, OCb i BCe. SKLLO NtoguHa npauesnaTtHa,
TO NpaKTUKa — Lie LiNun KOMMJIEKC Pi3HUX peyen, ae
posnap — nuie oguH akTop 3 6araTbox.

LLloao Toro, 9K po3napg, BNvMBae Ha il B3aeMogito
3 IHCTUTYLISIMW | Ha CMINKYBaHHS 3 iHLWUMMW MUTLSIMU
Ta MUCTKUHSIMMW, XYAOXHULS BiAnoBsigae, Wwo i
BaXKO HanaroAXyBaTh KOHTaKTW 3 JIIOObMM i
nigTpMMyBaTH Ui 38'93kN. Konn BoHa nepebyBac B dasi

npakTuKa BigomMa He 6araTtboM NOJsM.

OTxe, nicnst AOCUTb CY6'EKTUBHOT «O6POBKU 1
y3aranbHeHHs» OTPMMaHUX BianoBsigen s ons cebe
3po6umna BUCHOBOK, LLIO B YCiX LIMX XYAOXHWLb € MNeBHi
CXOXi 0CO6NMBOCTI 3 PoKycoM yBaru nig 4ac po6oTu
Hag MUCTeLbKUMUN NpoekTamu. AGO BOHUM JOBro Ha-
NaLITOBYHOTLCS, BUTpadatodm 6arato Yacy, abo npauto-
tOTb, 6YKBaNbHO He Xanito4n cebe. Takox AesKUM 3 HUX
iHoAi 6yBa€ BaXXKO BUKOHYBaTU Pi3Hi 6opokpaTuyHi Aii,
9Ki € 060B'I3KOBUMM OIS MPOCYBaHHS CBOMO MUCTEL|b-
KOro gopo6Ky: BiANOBigaTH Ha iMennu, nncaTn ekcnni-
KaLii, 3anoBHIOBaTK 3asBKW Ta CMiNKyBaTUCS 3 Kypa-
Topamu/opraHizatopaMmu/iHWMMN MUTLSIMU. TO6TO
o6 po3BMBATUCS Y BNACHIN MUCTELIbKIN OisNbHOCTI
Ta [OCSIrTM SKMXOCh MOMITHUX YCNiXiB, iM MOTPI6GHO
poknagaTtu 6inblue 3ycunb, i Ha Le IM TakoX NoTpiGHO
Ginblue Yacy. Ane KOHKYpPEHLLs B apT-CepenoBULLL Byxe
iHTEHCUBHa, HIXTO He Nnofapye Tobi TOW Yac, SKOro TM
noTpebyell ans cebe. Xiba WO poAnHa MoXe 4aCcTKOBO
AOMOMOrTH 3aKpUTK 6a30Bi NoTpebu. Ane, no-neplue,
He Yy BCiX MUCTKMHb € POAMHa, a No-apyre, 6nmM3abKi
noan, HaBnaku, 4acTo camMi NOTPEBYIOTb MiKYBaHHS,

i POAMHUN XYOOXHUKIB YW XYAOXKHWLb PifKo 6yBatoThb
BUHSTKOBMMM B LibOMY NNaHi. 5 4acTo samucntorocs,
LLIO came MOXe JOMOMOTrTU XYAOXKHULSM, MY3UKaHT-
KaM, pexucepkam, KypaTtopkam Ta iHLIUM Aisykam

3 MEHTaNbHUMM PO3NajamMm 3PiBHATU iXHI MOXITMBOCTI
3 TUMMU, XTO TaKMX OCOBNNBOCTEN He Mae. SK NigBULLM-
TW IXHIO BUGUMICTb | NONErwnTy im 4OCTYN A0 MOX-
nuBocTen? Lle came no cobi pyxe Baxke MUTaHHS, A0
TOrO X XYAOXHWLb, SKMX 9 ONuTana, MoXHa 3Mi4nTu Ha
nanbLsx OQHIET pyku, a HacnpaBggai ix gyxe 6arato! Yun
MOXIIMBO POBUTU pe3naeHLLii, ONeH-KONM Ta BUCTaBKU
BUKJITIOYHO NS XYAOXHWLb 3 po3nagamu? S gymato,
TEXHIYHO Lie MOXJIMBO, ane Yum 3axo4yTb Lii XYAOXKHMLL
Takol BUGIpKN? Yn 3ax04yTb BOHWN 6paTu yHacTb Y Taknx
3axopax? MNonpwu po3BUTOK Ncuxonorii Ta ncuxiaTpi,

B HaLLOMY CYCMiNbCTBi HEMPOBIAMIHHWUX NtoAen [oci
CTUrMaTu3ytoTb. Ha dooHi po3noBcloaXeHoro xapTy,
LLIO «BCi MUTLLi TPOXM GOXEBINbHi», | 4YaCTOro Hepo3y-
MiHH$ 6inbLUICTIO NtOAEN Cy4aCHOro MUcTeLTBa Taki
pe3anaeHLii MOXYTb, HaBnaku, 6yTN HE Ha KOPUCTb LIUM
XYBOXHULUSM. YY1 MOXYTb 6YTH 3pOBMEHi iHLLi KPOKM Tm
HazycTpiy? | SKLO Tak, TO XTO IX Mae pobuUTK: Aepxasa,
rPOMaACbKUIN CEKTOP, IHCTUTYLLiT, cama apT-cninbHoTa?
S BneBHeHa, Li nUTaHHS 6ynyTb BiOKPUTI LLle pokamu,

i IX CTaBnsTb BXe Ay>Xe [aBHO, Xiba WO dhoOpMYIHoOTh
3aBXAN No-pizHOMY. S 61 XOTiNna NoYyTu BignoBigi

i 3acTaTy nepLli 3MiHKW, 60 SKLLO [OBro 3BOJiKaTH, TO

3 TBOpamu 6araTboX TaNlaHOBUTUX OAEN MU MOXEMO
TaK i He NO3HaNOMUTHUCS.

—  ‘Artschool gave me the foundations | needed, —

a depressive episode.’
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A WOUND CRACKS

LIKE ICE ON A RIVER

Yuliia Danylevska

| spoke to several neurodivergent female artists
who are living and working now, in the present
day. | asked them various questions, but the main
question was how their mental health challenges
impacted their art. Because I'm an artist myself,
talking about the artistic process and sharing
ideas with colleagues feels very natural. This year
| found out that | have ADHD (attention deficit
hyperactivity disorder). Maybe that’s what drew me
to conversations about art and neurodivergence.

| conducted interviews with neurodivergent
women and women with mental health conditions,
all of whom were diagnosed after they had begun
working as artists. In other words, they began
their artistic journey with the conscious choice to
be an artist rather than as a form of therapy that
grew into an artistic practice. My interviewees are
engaged in painting, embroidery, performance
art, graphic art and curation. Some of them have
ADHD like me, while others suffer from depression
or borderline personality disorder. Some have
comorbidities, which means they have another
diagnosis (or diagnoses) in addition to their primary
diagnosis. They have asked me to keep their personal
details private. Some insisted on this from the
outset, while others realised during the interview
that this would make them more comfortable.

Artist #1 has been working in figurative painting
with elements of cubism for many years. She was
diagnosed with major depressive disorder fairly
recently, but admits that she suspected she might
suffer from depression around the age of 20. These
are her responses:

‘People say that my work is mostly quite grim and
depressing. | don’t see it that way. I've been told that
my pieces contain a certain sense of loneliness and
remind people of war.’

She went on to describe how her creative journey
began and the first symptoms of depression that she
experienced.

but it also stuck a label on me. In order to break
free, | dropped out and shut myself off at home...
quite literally. It got to the point where | couldn’t
imagine leaving my apartment, even if | just had to
go to the shops. | watched films almost 24/7. | had
an insatiable thirst for visual images. After half

a year of sitting at home, my whole body felt like

it was rebelling against contact with the outside
world. Was it because of mental illness? | don’t know.
What | can say is that | enjoyed living like that. It
allowed me to gain the strength to do something
new by accumulating images and inspiration. Shortly
afterwards | started going down the opposite

path. | was at the Maidan protests as well. After

the Revolution | realised | had been going through
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She added, ‘My state of mind doesn’t influence
the subjects and themes of my work, because | don’t
tell stories. | represent what | see around me.’

Artist #2 has also been diagnosed with major
depressive disorder and has had suicidal thoughts. She
works with performance, mostly through a feminist
lens. Other themes that emerge in her work include
pain, loneliness and suicide. She became interested in
performance in 2015 and started describing herself
as a performance artist shortly afterwards, following
a collaboration with the artist Waldemar Tatarczuk.
This is what she said about her iliness and her art:

years. I've started taking antidepressants again — it’s
my second time on this particular medication. | find
life hard... It’s hard to do basic things, but | have good
days and bad days. If the opportunity to do a project
arises in my home town, I'll apply, but if it’s larger-
scale then | won't. Dysfunction is part of being human.
Does it affect how a person expresses their creativity?
Maybe. Maybe not. | think that a person’s beliefs and
practices are shaped by their previous experiences,
such as poverty, survival and chronic illness. It all
affects the characters that we play.’

Although these two artists work with completely ~—

different media and their symptoms aren’t identical,
both agreed that their illness has a palpable impact on
their artistic process and productivity. After all, when
the ideas stage is over, creating a work of art becomes
an incredibly complex, sometimes monotonous task,
just as in other spheres of human activity, and they
find it difficult to embrace the process and maintain
self-discipline.

event in the calendar and a deadline to finish a series
of works. In order to commit to the process, | need
to feel as free as possible, almost like a psychedelic
consciousness. | love it when there’s a complete lack
of routine and stability. The feeling of exhilaration
helps me work and | get engrossed in the process. I'll
work for several days or nights without taking a break
to eat breakfast or lunch, because taking breaks can
change my state of mind and make it impossible to
|_carry on working.’

I've made up my mind to do them. I've started and
been unable to stop. | find it difficult to start, but
when I'm creating something and the space around
me changes, | can’t stop. | like doing performance
exercises as much as | like watching others’ work and
operating in their fields.’

~ Artist #3 produces embroidery, graphic art and
paintings. She has recently been diagnosed with
ADHD. She thinks it’s very difficult to observe how her
diagnosis affects her art, but she agrees that it leaves
a ‘certain’ trace.

happening or has already happened. My work is
dynamic and provocative, perhaps because I'm
constantly looking for new inspiration. My paintings
are sometimes erotic, sometimes political, sometimes
eerie, sometimes ironic or humorous. My brain is
always looking for an extra dopamine boost, so

| (subconsciously) create works that stimulate and
provoke the nervous system. | often use metaphors

in my graphic work, borrowed images that make it
easier for me to communicate with my audience.

— ‘I haven't had a severe episode in the past few —

|:I painlessly draw the viewer into my world and show

them something.’

Besides the classic symptoms of ADHD
(procrastination, being late, getting distracted,
frequent mood swings), psychologists have also
identified useful ‘side effects’. People with ADHD are
extremely intuitive, empathetic and highly sensitive.

—  Artist #3 said, ‘I think this empathy helps me
to choose themes and images that resonate with
others. Someone will look at one of my paintings and
think, “Wait, that’s about me,” or “That happened
to me once!” Although, in reality, | only represent
what affects me personally. But, if you have a strong
connection to yourself, you can understand others as
well.’

]

Like artists #1 and #2, she is familiar with the state —

of hyperfixation.

—  ‘Sometimes I'll sit down and paint or embroider
for hours on end, or even whole days and nights if the
project is painstaking and | need to finish it as soon as
possible. | can only be productive when | achieve this
state. Otherwise | do very little in a day, because | keep

—  Artist #l said, ‘| really notice it when there’s an —

getting distracted by anything and everything.’

~ Artist #4 has been a successful curator for a long
time. In spite of her ADHD, she was a model pupil and
was even awarded a gold medal for achievement when
she left school. Even so, she recalls that it took her
a long time to do her homework because she often
got distracted at home. She grew up in a creative
environment since both her parents were artists.
Ever since she was a child, she has noticed a kind of
split personality or masking in herself, which she finds
unpleasant:

—  ‘Onone hand, you know perfectly well how to
behave “normally” within the system. On the other
hand, you feel like you have to make a constant effort
to behave that way.” At kindergarten she even wrote
a poem that captured how she felt:

‘Kindergarten’s a nasty dream

—  Artist #2 shared, ‘There have been projects where —

I'm so bored that | could scream!’

However, over time, artist #4 developed her own
strategies to help her cope with the demands of her
creative work.

—  ‘Being a curator requires planning, concentration
and overseeing multiple things at once. I've actually
been trying to turn obstacles into positives all these
years, and in many ways I've succeeded. For example,
my friends and colleagues are often surprised that
| can manage so many things at once and get so
much done. This is where ADHD comes in handy,
because | can easily switch focus from one project or
activity to the other. When | can't concentrate on one
thing, | just do another. So | make progress in both in
different ways. | might put something off for a long
time, but, when | get round to doing it, | can do it in

—  All my works have a plot, so something is either  —

a very quick and focused way.’
~ In her opinion, neurodivergence and mental health
conditions don't affect the content of artworks,
__except when artists deliberately reflect on them in
their work. She added, ‘Yes, it's part of you, but it
doesn’t define you. It's more of an extra characteristic
you have to take into account. I've read many times
that we should stop stigmatising ADHD by calling
it a disorder. | agree with that. | think there are too
many people with this diagnosis who only see it as
a diagnosis. In actual fact, it’s more of a sign of the

times, a consequence of being oversaturated by the
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media with content about reality and the complete
uncertainty of the world. In a sense, ADHD is a means
by which people adjust to this reality, a kind of coping
mechanism.’

My final interviewee, artist #5, is a painter. She was
diagnosed with borderline personality disorder five
years ago. Her paintings feature mythological themes
that she invents herself. This is what she said about the
subject matter of her work:

— ‘I was walking home from my studio and thinking
about violence and my attempts to escape this world
of violence. One avenue | explored was religion and
mythology, using them to try to understand the world
and find something good in it. As | reached my yard,
| was struck by the realisation that, even in religion
and mythology, violence against the weak is not only
justified, but acts as a structuring principle. | knew
then what | had to do.’

~ lthen asked her the same questions | asked the
other artists about how herillness impacts her
artistic practice. This is how she responded:

changed as my symptoms improved. At my lowest
point | was painting either in an impulsive state

or when | was in complete control of everything,

a kind of fixed state. Then | began noticing that
my suffering no longer felt so all-consuming and
space for other things was opening up. For some
time | tried to cling on to the suffering. Then | was
able to accept the change more and more. Things
got easier and | was able to think about what | was
doing and how | was doing it. | started to trust
myself more and had the courage to try something
new. I'm so glad that I'm an artist. Art is one of the
only things | can work on continuously, regardless
of which phase I'm in. Everything else — learning
languages, for example, or teaching — goes to shit
when | start feeling worse.’

| asked her if she agreed with the statement that —

our neurodivergence and/or mental health conditions
have no impact on our artistic work and that what
counts are the ideas, values and rational decisions that
an artist chooses.

progresses to the point that the person, with all their
ideas, values and decisions, disappears, then they are
no longer in a fit state to work. That’s it. If someone is
able to work, their practice represents a spectrum of
many different elements and their iliness is only one
factor among many.’

On the subject of how her disorder affects how
she interacts with institutions and fellow artists, she
noted that it’s difficult for her to reach out to people
and maintain connections. When she’s in a ‘hypomanic,
charming’ phase, she feels relatively good. But, when
some time has passed and she exits this phase, things
get worse. She starts feeling like the whole world has
turned its back on her, that she is letting everyone
down and has done something wrong. ‘You just keep
spiralling and spiralling,’ she said.

Artist #2 also acknowledges that her mental iliness
makes it hard for her to communicate.

‘Depression affects self-esteem and the ability to
establish connections. For me, it manifests in the fact
that | can produce a work of art but | can’t describe
it. Because who cares? It has no value. [My inability]
to make connections and sustain them affects how

— ‘I can only describe how my way of working —

— ‘I think both are important. If the iliness —

m

| engage with the artistic community and seek out
opportunities. | tend to isolate myself, so not many
people know about my work.’

Following a Tairly subjective ‘analysis and summary’
of the responses | received, | came to the conclusion
that all these artists had similar experiences when
it came to their focus while working on creative
projects. Either they took a long time to embrace
the projects, wasting a lot of time in the process, or
they worked constantly with no regard for their own
wellbeing. Some of them found it difficult to complete
the various administrative tasks necessary to promote
their work, such as replying to emails, writing
captions, filling out application forms and speaking
with curators, organisers and other artists. In other
words, in order to develop their own artistic practice
and achieve any meaningful success, they needed to
put in more effort and take more time than others.

But the competition in the art world is fierce
and no-one is going to give you the extra time that
you need, unless, perhaps, family members can
support you by helping you cover the basics. The
problem is, first of all, that not all artists have a family.
Secondly, loved ones are often in need of support
themselves, a situation which is by no means limited
to the families of artists. | often wonder what exactly
could help level the playing field for female artists,
musicians, filmmakers, curators and other creative
professionals living with mental health conditions so
that they have the same opportunities as everyone
else. How can we increase their visibility and make
opportunities more accessible? This is a very difficult
question, especially since the sample of artists that
| interviewed can be counted on one hand and, in
reality, there are many more. Is it possible to set up
residencies, open calls and exhibitions exclusively for
neurodivergent artists and artists with mental health
conditions? | think it’s technically possible, but would
these artists even want to apply or participate in these
events? Despite continuing development in the fields
of psychology and psychiatry, neurodiverse people
are still stigmatised in our society. Given the popular
joke that ‘all artists are a bit insane’ and the fact that
most people don’t understand contemporary art,
such residencies could have the opposite effect and
actually put artists at a disadvantage.

Can we take other steps to meet them where they
are? If so, who should take those steps? Is it the state,
the non-governmental sector, institutions or the art
community itself? I'm sure these questions will remain
unanswered for years to come, even though people
have been asking them for a long time, formulated in
different ways. | would love to hear the answers and
witness the first changes, because, if we put them
off for too long, we might never get the chance to
discover the work of many talented artists.



MoBHOMeTpaXkHUI BOKYMEHTaNnbHUN dinbm

YKIHKU
OMNBIATbCH
HA BIMHY

3nata BepecHsik

S Hapopunacs B y>Xe He3anexHin YkpaiHi.
Sl mana cTaTu Tielo XiHKOK B MOi poauHiI,
gKa He 3a3Hana HacUbCTBa Ta XaxiB BiIHMN.
Mos npa6abycs Hikonu He po3nosigana MeHi
npo xaxitTs flonogomopy, konu 3 cemu giteun
Y POAVHI BUXWNY nuwe aBoe (BOHa 6yna oaHieto
3 HMX). S TaKOX HiKOMW He Yyna Bif Hel, sK e —
BMXWUTK B Tab6opi NpumMycoBoi npadi B Hime44uHi,
a noTim —y NYNATly B Cnbipy. 5 He 3Hana
feTanemn Npo XUTTs B TOTaNiTapHiv KpaiHi Bif,
cBOiX 6abyci Ta MaTepi, Y HYMIX XUTTAX 3aBXAN
6yNn 06MeXeHHS XOPCTKUMM NpaBunamu: Lo
MOXHa roBOPUTH, KYAN MOXHa nepecyBaTncs
i KOMY MOXHa [OBIpPSTH.

Sl Hapoaunacs B 1998 poui, BXe nicns xaocy
po3snany PagsHcbkoro Cotosy — TOro, Lo MOS
Mama HazuBana xaxamu 90-x. Konu meHi 6yno
WicTb i 9 Niwna [o WKOoNu, novyanacs nepLua
peBontoLis Yy MOEMY XUTTi. HYepes YoTupu poku
BUOYXHYNa eKoHOMiYHa Kpu3a. LLle yepes YoTupu
POKM HaW6iNbLLi MUPHI NPOTECTUN Y KOXHOMY
YKPaiHCbKOMY MICTi XXOPCTOKO NpuAayLLyBanu
HacunbcTBOM. Konu meHi 6yno 15, novanacs
BiHa. Yepes 8 pokiB BillHa oxonuna Bcto YkpaiHy.

3apa3s s iCHYI0 MiX TpbOMa KpaiHaMun —

B YkpaiHi, MonbLi Ta benbrii. Ane wo cknagHiwowo
cTa€ cuTyalis B YkpaiHi, To rmunéLue s ii BigyyBsato.
| To cunbHiwa mos noTpeba roBopuUTH NpO Lie

B MiCUSIX, OaneKkux Big L€l BINHW.

3a ocTaHHi Tpu poku s 6a4nna, sk 6arato
3HaMOMUX MEHi XiIHOK BTPaTU/IN CBOI [OMIBKM,
NOKUHYNKM YKpaiHy, Nilnm Ha PpoHT abo
3 TPUBOTOIO YeKanu MOBEPHEHHS CBOIX BNU3bKUX.
S TakoX ycBigomuna, Wo He MOXY onucaTu
Tparefito XiHOYOro QOCBIAY B LN XOpCTOKil
BilHi — Hi Yepe3 NopTpeT OfHiel NOANHM, Hi
Yyepes NPUMYC 00 NOBTOPHOIO NepeXnBaHHS
LmMx icTopiv nepen kamepoto. LLlo po6uTtun 3 ycima
uMmu ictopiamn? Siky doopmy im Hapgatn? Yu
MOXITMBO B3arasi nepepatu Xaxu BiHN Yepes
MUCTeLTBO? XKaxu, 3 SKUMK YKPaTHCbKi XiHKM
CTUKalOTbCS LWOJHS? Y1 Moxy § roBopUTH
Bif, IXHBOro iMeHi? Y1 Mato s NpaBo BBaXaTu
cebe nocTpaxKAaanoto Bif, BiNHM Tak camo...

SKLLO S Y MOMEHT BUOYXY NOBHOMacCLUTa6HOI
BiilHM He NepebyBana B YkpaiHi? 9k MoxHa

4yepes MUCTELTBO pPENPE3EHTYBaTH BillHY, HE
nepexuBLLmn ii? Y moxHa «3irpatm» BiNHY?

Lli nnTaHHS NpuBenn meHe Ha3ap, B YKpaiHy,
Ae 5 novana CBOE AOCNIAXEHHS, 30cepenXeHe
Ha XiHo4Yomy gocsifi. XiHku ctaHoBnATL 70%
YKpaiHCbknx 6ixeHok i 6ixeHLiB. Mawixe 70 000
XiHOK cnyxaTb y 36ponHUX cunax YkpaiHu. 13
303 3apO0KyMEHTOBaHMX BUNaAKiB cekcyanbHOro
HacunbCTBa, MOB'I3aHOro 3 BiHOO, Maixe 200
XepTB — XiHKM. PeanbHa KinbkicTb nocTpaxpannx
ouiHtoeTbes y 10-20 pasis BulLLe.

Lle pocnigXeHHs NpuBeno MeHe go igei
HanucaTu TeaTpalsibHy MECY, 3aCHOBaHY Ha
CBifYEHHSIX O4EeBUANLb BIHW, | CTBOPUTU Ha
il ocHOBI NnepcdopMaTUBHUI [OKYMEHTaNbHUI
dinbm «XKiHKM AMBRSTLCS Ha BiiHY». Ha Ton Yac
s una y bptocceni, oe novana kKaCTUHI akTOPoK
Ha rofloBHi poni. 4 o6upana ix 3a YoTMpma
PiSHUMMU XIHOYUMU apXETUMAMU — TAKUMU XK, K
4YOTUPU NEPCOHAXKKM MOET MeCH.

Moto po6oTy Hapguxae dinocodisi akTOpCbKOi
rpu €xum [POTOBCLKOrO — SK NMOACLKOI 3yCTpPiYi, 9K
NpPUroan NisHaHHS iHWOro Ta 06MiHY XUTTEBUM
pocBifom. 9 npoBeny Kinbka MicsLiB 3i cBOIMU
YoTupMa repoiHsmn — Anicieto, Kaminne, Oeci Ta
MopraH — y micTi, ge BUpilyeTbcs pons €sponu.
S He nuLWe pocnipXyBaTUMY IXHi MOTUBALLT LLOJO
yyacTi y MoeMy difbMmi, a 1 crocTepiratumy, sk
NigroToBKa A0 BUCTaBW BMIMBAE Ha HUX.

«>KiHKM OUBRSTLCS Ha BillHY» — Lie He MPOCTO
pokyMeHTanbHUI dinbm. Lie cnisnpaus, gianor,
cninbHUM gocsif,. BiHa we He 3akiH4Yunacs.
Mpouec NPUAHATTS 1 YCBIROMNEHHS ii BNANBY
Tinbkn posnoyvascs. MNepeTBoptotoym Li icTopii
Ha cninbHUIM [OCBIA, 9 NparHy 4OCRIAUTY, SIK
MU MOXEMO MPOTUCTOSITU HACUNLCTBY BiHM Ta
OCMUCIIOBATU NOrO, HaBIiThb 9KLLO BOHO HE CTOITh
nepen Hamu BNPUTYI.

If the war would come to Belgium, what would you do?

I think (Ymight go there and
fight f@r my country.

3J1ATA BEPECHSIK

-

No, | think I'm gonna run.

It's a very diﬂic% question.

-
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A documentary film

THE GAME OF
WOMEN
AND WAR

Zlata Veresniak

| was born in a post-independence Ukraine.
| was supposed to be the one woman in my
family who would never experience the violence
and horrors of war. My great-grandmother
never told me about the horrors of the
Holodomor, in which five out of seven children
in her family died. She was one of the survivors.
She didn’t tell me what it was like to survive a
forced labour camp in Germany and, later, the
gulag in Siberia, either. | was never told in detail
about what it was like to live in a totalitarian
country. My mother and grandmother knew, of
course. Their lives were always constrained by
strict rules about what they could speak about,
where they could go and who they could trust.

| was born in 1998, after the chaos that
ensued when the Soviet Union collapsed
and what my mum called the horror of the
90s. When | started school aged six, the first
revolution of my lifetime broke out. Four years
later, an economic crisis erupted. Four years
after that, huge peaceful protests in every
Ukrainian city were met with brutal violence.
When | was 15, the war began. Eight years later
it spread to the entire country.

Now | exist between three countries —
Ukraine, Poland and Belgium. But the more
difficult the situation in Ukraine becomes, the
more deeply | feel it. And the stronger my need
to speak about it in places that are distant from
this war.

Over the past three years, I've seen so
many women | know lose their homes, leave
Ukraine, go to the frontline and wait anxiously
for their loved ones to return. I've also realised
that | can’t describe the tragedy of women's
experiences in this brutal ongoing war by
focusing on a portrait of a single person or by
asking someone to narrate their experience in
front of a camera. What to do with all these
stories? What form should | give them? Can
the horrors of war truly be represented in
any form? The horrors that Ukrainian women
encounter on a daily basis. Can | speak on their

behalf? Do | have the right to consider myself a
war victim as well... if | was not in Ukraine at the
time of the outbreak of full-scale war? How can
an artist represent war without living it? Can
war be ‘performed’?

These questions led me back to Ukraine,
where | began my research on the female
experience. Women make up 70% of Ukrainian
refugees, and nearly 70,000 women serve
in the Armed Forces of Ukraine. Of the 303
documented cases of war-related sexual
violence, nearly 200 victims were women. The
true number of cases is estimated to be 10 to
20 times higher.

My research led me to the idea of writing a
play based on the testimonies of witnesses to
the war and making a documentary, The Game
of Women and War, based on them. At the time
| was living in Brussels, where | began casting
actresses for the main roles. | selected them
based on four distinct female archetypes based
on the four characters in my play.

My work is inspired by Jerzy Grotowski’s
philosophy of acting as a human encounter, an
adventure where one meets others and shares
life experiences. | spent several months with
my four actresses, Alicia, Camille, Desi and
Morgan, in the city where the fate of Europe is
negotiated. As well as exploring their motivation
for being part of my documentary, | captured
how preparing for the roles impacted them.

The Game of Women and Waris not just a
documentary. It is a collaboration, a dialogue,

a shared experience. The war is not over. The
process of accepting it and understanding its
impact has only just begun. This project has
come to an end, but those who took part are left
with this experience and can share what they
learnt with others. By translating these stories
into a shared experience, | wanted to explore
how we can confront and process the violence of
war when it is not directly in front of us.
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A CKA3AAA: <MV MAEMO >XUTU B METPO». METPO, HY, BOHO AASl LLbOIrO HE 3POBAEHO, TAM
HIYOro HEMAE, TOBTO BCIl... AECb TUCHAYA AIOAEN XXUAA HA OAHIN CTAHLIT. CMIOYATKY MU
AYMAAMU, WO LE BYAE LWIBUAKO, | TOMY MPOCTO CUAIAM EYKBAAbBHO HA MIAAO3I1. MOTIM MOTPOXY
NMPUHOCUAM AKICb TAM BAACHI PEYI OCOEMCTI. | TAM BXE BYB | MEATMYHKT, | BOAOHTEPMU,

1 TOAYBAAU. LLE BYAO KAACHO, AAE BCE OAHO, XXUTU B METPO, HY, WO TAKE XXUTU B METPO?

I 9 CUAIAA B LLbOMY METPO, ABCOAIOTHO HE PO3YMIIOYU, WO MEHI POBUTU. BUTXKAXKATU CAMIN
HEMAE CEHCY. | IK MPOCTO BUMNTU HA MOBEPXHIO | KYANCb AOBPATUCB? AKOCb OTAK BCE
HAKOIMMYUAOCH, LLEV MEPEAAK. i BUPIWMUAA, O BCE, TPEBA IXATU. f BIABLIE HE MOXY XUTU
B METPO. AKLLO TV HE XO4YEL, WOE TEBE 3ACTPEAVAU 3BEPXY, TO EAVHMIN BAPIAHT — LLE UTU
BCEPEAMHI METPO. | MIWAA B TYHEAI METPO, LWOE AOEPATUCSH AO BOK3AAY.

MU AOTXAAU AO
BIAHSA, SBAMWLAM AO
«MAKAOHAABACA», A BOHMU
KAXYTb: «AE BALUI MACKN?
BE3 MACOK HE MOXHA». MU
TAKI: «lLO? AKI MACKM? MU
3AMYYEHI, MU HOTUPU AHI
IXAAU, HEPE3 MNIB €BPOMNMU,
OB CIOAU AOBPATMCH.
| BBATAAI UA BINHA...

A BV HAM — MACKMW...».

A BOHWU TAKI: «WlO?».

I 1 KAXY: «BUBAYTE, Y HAC
HEMAE LLMX MACOK, AAE MU
XOYEMO TCTU. Mu, TMny,
BI)KEHKU». XKIHOYKA, AKA
TAM MPALIOBAAA, BOHA
PIAIMNMIHKA. KOAM BOHA LE
NMOYYAA, BOHA B MOMEHT
PO3MAAKAAACH | KAXE:

«HA TEX BI>)KEHKA».

MU TIXAAN B CAOBAYYUHY I CIAU HE B CBIM
BAIOH. TAM BYAU BAIFOHU AAA YKPATHLIB, BOHU
BYAW BE3KOLWTOBHI. A MU MEPEMNAYTAAU | CIAU
Y MPOCTVM BAIOH. 3 HAMU TXAAU TPU CAOBALLbKI
XXIHK/. BOHU MUTAIOTb: «A O BU TAM, AK
CMPABU?». MU TAKI: «HY, Y HAC XXE XX OT BINHA».

MPEKPACHA AUTMHEBA
HIY, MOBAYEHHSA HA
TEMMEABIO®EP PEABA
[TEMPELHOFER FELD].

A NMPUTYAAKOCHA AO HbOTO,
XO4YY OBIMMIB. MEHE
BOHU: «AKA BIMHA?». KAXY: «CTPIAAIOTb, BEUBAIOTb 3ABOPOXYE MICHLb.
AOAEN, AOMA POSEOMEBAIOIOTb. OT $OTOIrPA®IT». A KAXY: «ABUCb! BIH

A BOHA AMBUTBLCHA HA $OTOIrPAPIIO MOIro TAKUN BEAUKWW | TAKUN
PO3BOMBAEHOIO BYAUMHKY | KAXE: «fl BXXE BAYUAA BAU3BKNN! HAMBANXKYUI,
L0 $OTOrPAdIIO. LLE PEMK». HI>K  KOAM-HEBYAb
BAYMAA». BIH BKA3YE
KYAWCBb | BAFAAKOBO
KAXE: «TAM TEX € LWOCb,
NMOB’A3AHE 3 TOBOIO».
BUABUAOCH, LLE BYB TABIP
AAA BIDKEHLLIB. 4 HIKOAU
TAM HE >XXMAA.

A TPUYI HAMATAAACS BCTYMUTU AO APMII,
AAE MEHE HE B3fIAV. BMEPLUE MEHI CKA3AAU,
WO A BIABLWE MOTPIEHA B TUAY. BCl MOT KOAETU
MOBIAIBYBAAUCSH, TOX A 3AAULLMAACH €EANHOIO,
XTO MAB BUPIWYBATU IXHI MUTAHHSA, 3EUPATU
KOLWITU | BHAXOAUTU HEOBXIAHI PEYI AASl PPOHTY.
BAPYIFE MEHI CKA3AAM, WO A LE HEAOCTATHbBLO
HABYEHA. AAE AKLLO NMPUMAY 3 AOCBIAOM — TOAI
BI3SbMYTb.  MPOMIIAA HABYAHHSA HA FPV-APOHM,
AAE MEHE BCE OAHO HE B3AAU. TOAI A 3PO3YMIAA,
WO MEHE HE BI3bMYTb, HABITb AKLLO A BUBYYCSH
HA TAHKICTKY.

BIH 3HAE, WO A BUTXAAA 3 YKPATHM MEHLUE HIXK ABA TMXXHI TOMY. fl 3HAIO, LLO MOMY AYXE NMOAOBAETbCSH DIRTY
TALK. Y AKMNCb MOMEHT BIH AEXXAB HA AVBAHI, 1 POEMAA MOMY MIHET, BIH 3A®IKCYBAB MOE TINO CBOIMU HOFAMU,
AYXE MILHO. MOTIM BIH MOYAB FrOBOPUTMU: «TAK... TOEI MOAOBAETbLCH... TAK... LLE TBOE MICLLE. BIAYYBAELU CEBE AK

BAOMA 3APA3?».

A NMEPEXWAA CBOIO MEPLUY

MAHIYHY ATAKY BBEYEPI, KOAU
BOHMU [POCIAAHUN] YBIVLWAN
B MICTO I MOYAAM BOMBUTU
ATOMHY EAEKTPOCTAHLLIIO.
A AYMAAA MPO MOAMA KAAIIO.
BIH HACIMPABAI HE BPATYBAB
BW HAC, AAE LI AYMKU TPOXU
3ACMOKOIOBAAU.

HA TO MOMEHT 1 BXXE 3HAAA, WLO BIABYBAETbCHA B BY4l TA
FTOCTOMEAI. 1 MPOCUAA MAMY B3ABAPUKAAYBATU BCI BIKHA | ABEPI
4YYMM BABropoHO — WBABPAMU, MITAAMU. A BOAAACSH, WO MEHE
3IrBAATYIOTb. AIOAV MOYAAU BHUKATU.

Ay PPAHLUIT, ABAAUATb APYIMIA PIK. | BIMHA, | MEPETXAAA,
I POBIMLLIAACB 3 XAOMUEM, I TYT MATOYHI KPOBOTEYI. BOHU
CMNMPOBOKYBAAMU TE, LLO B MEHE B3AIAAI BUMAAMU LWE BEPOBU I BIi. A MOTIM
A XKUAA B TAEOPI, AE BBATFAAlI HE BYAO HIAKUX YMOB. HY, KAMNELUb.
A 3ABXAM COBI AYMAIO, HY, AAK 1 B APMIT BEYAY? Al )K HE 3MOXY. A XX HE
3MOXY HI HA®APBYBATUCSH, HI MPUKAEITU BIi. A XK TAM HE 3MOXY, OT
BOHW MEHE BYAYTb TAKOIO BAYUTU. HI, A B APMIIO HE MiAY. (CMIETbCSA.)

A AICTAAACH MAP’THKMU. | MOTPAMUAA MIA CUABHUM OBCTPIA. BYAO
AYXE CTPALIHO. CMOYATKY LLIE BYB BEAUUYE3HWI BUKUA AAPEHAAIHY. MOTIM
A YCBIAOMUAA, WO LLE CMPABXHSA BIMHA. AAE MICASl LLbOIrO MEHI WE BIABLUE

3AXOTIAOCHA TYAU [HA MEPEAOBY].
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‘WE’RE GOING TO LIVE IN THE METRO STATION,’ | SAID. THE METRO WASN’T
MADE FOR LIVING IN. THERE’S NOTHING THERE, SO EVERYONE... THERE WERE
AROUND A THOUSAND PEOPLE IN ONE STATION. AT FIRST WE THOUGHT IT
WOULD ALL END SOON SO WE LITERALLY JUST SAT ON THE GROUND. THEN
PEOPLE STARTED BRINGING SOME OF THEIR BELONGINGS. A FIRST AID POINT
WAS SET UP, THERE WERE VOLUNTEERS SERVING FOOD. IT WAS GREAT, BUT ALL
THE SAME — LIVING IN THE METRO?! | SAT IN THAT STATION WITH ABSOLUTELY
NO IDEA WHAT | WAS SUPPOSED TO BE DOING. THERE WAS NO POINT LEAVING
ON MY OWN. IT WAS IMPOSSIBLE TO GO UP TO GROUND LEVEL AND TRAVEL
ANYWHERE. THE FEAR ACCUMULATED. | DECIDED ENOUGH WAS ENOUGH, | HAD
TO LEAVE. | COULDN’T LIVE IN THE METRO ANY LONGER. IF YOU DON’T WANT
TO BE SHOT ABOVE GROUND, THE ONLY OPTION IS TO WALK THROUGH THE
TUNNELS. SO THAT’S WHAT | DID TO REACH THE MAIN TRAIN STATION.

WE REACHED VIENNA, WHERE WE WENT TO MCDONALD’S.
‘WHERE ARE YOUR MASKS? YOU CAN’T COME IN WITHOUT MASKS,’
WE WERE TOLD. WE WERE LIKE, ‘HUH? WHAT MASKS? WE’RE

I’M IN FRANCE. IT’S 2022. WE’RE AT
WAR, | MOVED COUNTRIES, | BROKE UP WITH
MY BOYFRIEND AND THEN | GOT UTERINE
BLEEDING. IT MADE MY EYEBROWS AND
EYELASHES FALL OUT. THEN | LIVED IN
A CAMP WHERE THE CONDITIONS WERE

O3Al
COMPLETELY DRAINED. WE’VE BEEN TRAVELLING FOR FOUR DAYS

THROUGH HALF OF EUROPE TO GET HERE. THERE’S A WAR ON... ( r PA)
AND YOU’RE ASKING US ABOUT MASKS.’ ‘WHAT?’ THEY SAID. ‘I’M
SORRY,’ | SAID, ‘WE DON’T HAVE MASKS BUT WE’RE HUNGRY.

WE’RE REFUGEES.” THE WOMAN WORKING THERE WAS FILIPINO.
WHEN SHE HEARD WHAT | SAID, SHE BURST INTO TEARS AND

TERRIBLE. IT WAS SHITTY. | ALWAYS ASK
MYSELF HOW I’D COPE IN THE ARMY.

| WOULDN’T. | WOULDN’T BE ABLE TO WEAR
MAKEUP OR FALSE EYELASHES. | COULDN’T
COPE, THEY’D SEE ME WITHOUT THEM. NoO,
I WON’T JOIN THE ARMY. (LAUGHS)

KaTepuHa Kpoxa

SAID, ‘I’M A REFUGEE, TOO.’

Y Mo3aiui Mo)XHa no-cBoemy nepesiépatu cnosa
aBTOPKMU TEKCTY: HEMa€E Hi4YOro 0CTaTOYHOro, Bce
MO)KHa 3i6paTn, 3MiHUTK, NepeoCMUCANTH.

S BURinuna TekcT, HaApyKyBaBLUU CNOBa Ha
WE WERE ON THE TRAIN TO SLOVAKIA, SITTING IN THE WRONG MUAWHSHUX NNacTUuHKax, i nepeMimana Ll,i cnoBa:

CARRIAGE. THERE WERE DESIGNATED CARRIAGES FOR UKRAINIANS FREE

A BEAUTIFUL JULY NIGHT.
A DATE ON TEMPELHOFER
FELD. | LEANT ON HIM,
| WANTED A HUG. | WAS
SPELLBOUND BY THE MOON.
‘LOOK,’ | SAY, ‘IT’S SO HUGE
AND SO CLOSE! CLOSER THAN
I’VE EVER SEEN IT.” LATER ON,
HE POINTED AT SOMETHING
AND SAID, ‘THERE’S
SOMETHING CONNECTED TO
YOU AS WELL’. TURNED OUT
IT WAS A REFUGEE CAMP.
I NEVER LIVED THERE.

OF CHARGE. WE MIXED THEM UP AND GOT ON A NORMAL CARRIAGE. THERE
WERE THREE SLOVAKIAN WOMEN THERE TOO. ‘WHAT’S IT LIKE THERE, HOW
ARE YOU?’ THEY ASKED. ‘WELL, IT’S A WAR,” WE REPLIED. ‘WHAT DO YOU
MEAN, A WAR?’ THEY SAID. ‘THEY’RE SHOOTING, KILLING PEOPLE, BOMBING
HOUSES. HERE ARE SOME PHOTOS,’ | SAID. ONE WOMAN LOOKED AT THE
PHOTOGRAPH OF MY BOMBED-OUT BUILDING AND SAID, ‘I’VE ALREADY SEEN
THAT ONE, IT’S FAKE.’

I GOT TO MARIINKA. AND THE HEAVY SHELLING STARTED. IT WAS
TERRIFYING. AT FIRST IT WAS A HUGE ADRENALINE RUSH. THEN 1|
REALISED THAT THIS WAS A REAL WAR. BUT IT MADE ME WANT TO
GO [TO THE FRONT] EVEN MORE.

I TRIED JOINING THE ARMY THREE TIMES BUT THEY WOULDN’T TAKE ME. THE FIRST TIME THEY TOLD ME I’D
BE MORE USEFUL HELPING BACK HOME. ALL OF MY COLLEAGUES HAD ENLISTED, SO | WAS THE ONLY ONE WHO
COULD FIELD THEIR QUESTIONS, FUNDRAISE AND SOURCE THINGS THEY NEEDED AT THE FRONT. THE SECOND
TIME | WAS TOLD THAT | DIDN’T HAVE ENOUGH TRAINING, BUT THAT, IF | GOT SOME EXPERIENCE FIRST, THEY
WOULD TAKE ME. | TOOK A COURSE ON FLYING FPV DRONES, BUT THEY STILL REJECTED ME. THEN | REALISED
THEY WOULDN’T TAKE ME EVEN IF | LEARNT TO DRIVE TANKS.

I EXPERIENCED MY FIRST PANIC ATTACK THE EVENING THAT [THE
RUSSIANS] ENTERED THE CITY AND STARTED BOMBING THE NUCLEAR

POWER STATION. | THOUGHT ABOUT POTASSIUM IODIDE. IT WOULDN’T
HAVE SAVED USs, BUT THE THOUGHT CALMED ME DOWN A BIT.

AT THAT POINT | ALREADY KNEW WHAT WAS HAPPENING IN
BUCHA AND HOSTOMEL. | ASKED MY MUM TO BARRICADE ALL THE
WINDOWS AND DOORS WITH WHATEVER SHE COULD FIND: MOPS,
BROOMS, WHATEVER. | WAS AFRAID OF BEING RAPED. PEOPLE

STARTED DISAPPEARING.

HE KNOwS THAT | LEFT UKRAINE
LESS THAN TWO WEEKS AGO. | KNOW
THAT HE IS VERY MUCH INTO DIRTY
TALK. AT SOME POINT HE WAS LYING
ON THE COUCH. | WAS GIVING HIM
A BLOWJOB AND HE HELD MY BODY
IN PLACE WITH HIS LEGS, REALLY
TIGHT. THEN HE STARTED TALKING.
‘YEAH,’” HE SAID, ‘YOU LIKE THAT...
YEAH, THAT’S WHERE YOU BELONG.
DO YOU FEEL AT HOME NOW?’

OCHOBHMMW €1IeMEeHT — TeKCT,
AKWUIN NPOXOAUTL eTanu:

[ eKOoHCTpYKLifA: nepemiaT TeKcT
Ha oKpeMi cnoBa.

Mepes36ip: 3i6paTn HOBI pedYeHHs 3 LMX CNiB
(MO>XHa BUKOPMCTaTH BCi c/loBa abo 4acTuHy
3 HUX).

AocnipKeHHs: o3HanomMnTuCs
3 HOBUM TEKCTOM | KOHTEKCTOM
(LLO BUHUWKJIIO, WO 3HUKIIO,
crnocrepiratv 3a NPoLecom).

ExkonorivyHicTb: MaTepiann MoxHa
BMKOPUCTOBYBATN MOBTOPHO.

Fpa po3rnadpac€ 3anutTaHHA:

XT0 9 3apas?
Ak Mu cninkyemoca?

Mu 36upaemo um gossonsemo cebe 3ibpatun?
BnawrtoByeMo piBHOUiIHHMI OOMIH 4K KPaLeMo

enemMeHTn?

Ak npautoBaTy 3 MUHYAUM? Y MOXHa noro

nepesibpaTu i HaAaTVU HOBUI CEHC, HE 3HULLYIOYY,

afie M He 3aNnLaoYm HE3MIHHUM?

It was fantasy, magic watching how
interests stretched through connections
and transmission lines, linking with
people and colliding with a bang.

They creaked and sparked in discharges.

When they quieted, | would pull birds
from within myself and place them with
the lines, like souvenirs of memory. They
would remind me of every spark, of every
place it touched.

The birds stood on a linear row, silent
and vibrant, warm as freshly baked pies,
deathly alive, imbued with the energy of
transmissions.

Their eyes blinked, and | glowed at
the thought of their presence on the
connections between me and strangers.

| glowed, glowed, rejoiced — for being
able to hear the creaks, to speak with

a radiant light that hits me right in the
face, to speak the way | wanted to
speak, without explanations, feeling my
shimmering.

They were fueled by the illusion of a
shared vision, as if we were trying on
each other’s eyes. There's no logic here,

| already pulled the birds out of myself at
the beginning.

Mip yac pe3aupeHuii Martin Roth-Initiative TekcT cTae maTepianbHUM 06’€éKTOM, SIKUIA MOXHa NiNUTY,
3MiHIOBaTH, poséupaTtu Ta 36MpaTn HaHoBo. PesnpeHTkM 3i6panu ceoi BapiaHTK:



18 19

/4 The limitations of the game create
space in which to act.
4 Mosaic was officially
Z ‘ invented in 2020.
‘ Eight games in total have

been played.

MOSAIC
(A GAMBE)

Kateryna Krokha

Why the name Mosaic?
That was the name of my
favourite childhood game.

CdpopMmoBaHi TeKCTU MatoTb Y cO6i AesiKi Bironockn opuriHanbHOro TeKCTY, 4acTo TPannsi€TbCs CIOBO
«connections» i onnMcaHumn 3B930K 3 iHWMMW.

MepesbupaHHS TEKCTY CTBOPHOE LIMKIIYHICTb.

€ Big4yTTS CMifbHOI NiHii, 3 KO BIALUTOBXYIOTECS NOEQHAHHS dopas — BTiM, MPUCYTHICTb aBTOPKU 3HUKAE MUTTEBO
Ansi HOBMX 3BY4YaHb. HOBI TeKCTM BTpayatloTb MOi OCOBUCTICHI pUCK, BOHW BiAMIHHI Yepe3 pisHULIO Y BiAYyTTSX, noyaT-
KOBWW TEKCT HEMOB MPONLLOB hazy abCTpakLii, cTaB 6€3CTaTeBUM | BUHAMIYHUM, Bifi HBOrO 3ANULLNIINCS TULLIE AOTUKMW. | constructed a text by stamping these

Pe3npeHTKU OiNnnncs BpaxeHHsM, Lo dpasn cami BeAyTh, i Lie Haragye noTik. XTock Aymana, Lo He 3MOoXe words on small clay tiles before mixing
3i6paTu XxoOHOi dpasn, a NoTiM CTBOPUNA BiPLL, BUpaXatodn CBii CTaH Ha TOM MOMEHT. them up:

Lle neBHe «0BMEXEHHS», ke fae NpocTip Ans Aji.

In Mosaic you can rearrange the author’s words.
Nothing is definitive. Everything can be changed,
recombined, reinterpreted.

Mpo nosiBy «Mosaiku»:

BMiTK roBopuTH — Lie He nuLle 3HaTu cnosa. 3HaTW OpQHY 1 Ty CaMy MOBY LLie He O3HaYa€ BiACYTHOCTI ANCTaHLIl
a60 npipsu. BMiTK roBopuTn — Lie, Nonpu cam dakT po3MOBU, 3HaTU KOMGIHaLLito ChiB, sika 6yAYE MICTOK B iHaKLLWK
pocsig,.

Konu nparHyna «roBopuTu Tak, ik Xo4y roBopuTn», a0 MeHe ApaTyBanu BNacHi TeKCTW, siki 6inbLue He
Bignosiganu peanbHOCTI, TO po3pizana ix i npocuna nogen 3i6patu.

Jtopu pinnnuncs ceoimu TekcTamu, i M1 6yayBann MiCTKU Hap, NpipBamu.

Lle npoBanns pisHoi rnMéuHm, WuMpoTu i reorpadii.

JocBign BUMYLLEHOro nepeisay, NOBHOMacCLITaBHOro BTOPrHEHHS, oKynauii MicTa 3pyrHyBanun 3BU4Hi MOBHI
dopmu.

HecTtaHpapTHi cuTyauii npoBoKyBanu HETUNOBI fAil, @ 3rofoM BUA03MiHMMACs Posib, MPOSBUINCS paHille
HeBigOMi acnekTn 0CO6UCTOCTI.

| 5 Have rpato y NipBUpPaHHs cnis, WO6 3HaNTU NOTPIGHE 3HAYEHHS | MOroBOPUTHU.

3.

OdpiuiiHMI noyaTok rpu — 2020 pik. Yomy Taka HasBa?
Byno 3sirpaHo 8 napTii. Mos ynto6neHa rpa B AUTUHCTBI.

3a Becb Yac icHyBaHHS «Mo3aiku» He Baanocs no3oyTuCs MNOBHICTIO ANCTaHL,i MiX CMiBPO3MOBHUKaMM Ta
CMiBPO3MOBHULISIMUA.
Bpanocs nuwe no6ynysaTu Aekinbka NPUBaTHUX MICTKIB i BUNaAKOBO 3pYMHYBaTK AesKi 3 HUX.

BucHoBok

Yepes OeKOHCTPYKLiIO TEKCTY BiAbyBaETLCS [OCNIAXKEHHS iBEHTUYHOCTI, PONi IHLINX Y KOHCTPYIOBaHHI CBOFO
«s1» | MOXITMBICTb fianory B mexax o6MexXeHoro 4acy Ta npoctopy. Lle Takox rpa npo 3B93kM MixX «si» Ta 4aCoM.

[o3Bonse cnoctepiraTy, SiK y WBUAKOMAMHHOMY CBIiTi MM MPaLLKOEMO 3 BNlaCHUMU Ta KONIEKTUBHUMMU iCTOPISIMM.
SIK MM rOBOPMMO, LLIYKAEMO CIOBa Ta BYAYEMO B32aEMOfIO OAHE 3 OQHUM.

HemoxnumBicTb roBopuTH He € a6CoNOTHUM HGapepom. Lis anucTaHLis 4acTo € NpocTopoM ANs rpu, Aianory Ta nosaru.

The primary material is words.
Follow these steps:

Deconstruction: break the text apart into
individual words;

Reorganisation: create new phrases and

sentences from these words (you can use all of

the words or just some of them);

Research: familiarise yourself with the new text

and context. What has emerged?

What has disappeared? Observe the process;

Recycling: reshuffle the words
and create new combinations.

This game explores these questions:

Who am | now?
How do we communicate?

Do we choose words or do they choose us?
Are we taking part in an exchange between
equals or are we stealing?

How can we work with the past? Is it possible

to rearrange it and give it new meaning

without destroying it, but also without leaving it

unchanged?

It was fantasy, magic watching how
interests stretched through connections
and transmission lines, linking with
people and colliding with a bang.

They creaked and sparked in discharges.

When they quieted, | would pull birds
from within myself and place them with

the lines, like souvenirs of memory. They
would remind me of every spark, of every

place it touched.

The birds stood on a linear row, silent
and vibrant, warm as freshly baked pies,
deathly alive, imbued with the energy of

transmissions.

Their eyes blinked, and | glowed at
the thought of their presence on the
connections between me and strangers.

I glowed, glowed, rejoiced — for being
able to hear the creaks, to speak with
a radiant light that hits me right in
the face, to speak the way | wanted to
speak, without explanations, feeling my
shimmering.

They were fueled by the illusion of a
shared vision, as if we were trying on
each other's eyes. There's no logic here,

| already pulled the birds out of myself at

the beginning.

During the residency organised by the Martin Roth-Initiative, text became a material
object that could be sculpted, transformed, dismantled and reassembled.

Fellow residents created their own variations:
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The new texts contained some echoes of the original text. The word
‘connections’ appeared frequently, as did descriptions of connections with
other people.

Reassembling a text creates a cyclical rhythm.

There is the sense of a common thread that sparks phrase
combinations, and yet the author’s presence vanishes momentarily
to make way for new resonances. The new texts have shaken off my
idiosyncrasies. They are different because they embody different
sensations. It’s as if my initial text has gone through a process of
abstraction and become neutral and dynamic. Only traces of it
remain.

My fellow residents had the impression that the
phrases created themselves, flowing almost like a stream.
One resident was convinced that she wouldn’'t be able to
put together a single phrase but was able to construct a
poem that reflected how she felt in that moment.

On the origins of Mosaic

Speech is not just about knowing words. Speaking the same language doesn’t guarantee the absence of
distance or of gulfs in understanding. Speech, the very act of conversation, is about finding a combination of
words that can build a bridge to someone else’s experience.

When | tried to ‘speak how | want to speak’, | was irritated by my own writing, because it no longer
reflected reality, so | chopped it up and asked other people to rearrange it.

People shared their own texts and we built bridges across gulfs.

Gulfs of different depth, width and location.

Experiences of forced displacement, the full-scale invasion and occupied cities have destroyed ordinary
linguistic forms.

Abnormal situations have triggered unusual responses. Our role has evolved and hidden character traits
have been revealed.

It’s like I'm playing a game where | select words in order to find the right meaning and begin to speak.

Even after five years of playing Mosaic, | still haven't managed to eliminate the distance between
interlocutors completely.

The only thing | have managed to do is build a few private bridges — and accidentally burn a few, too.

Conclusion
5 The deconstruction of the text allows for the
‘ exploration of identity, the role of others in the
construction of the self and dialogue within a limited
timeframe and space. This game is also about the
connection between time and the self.

Mosaic allows players to observe how, in a
transient world, we work with both our own stories
and collective stories. How we speak, search for words
and develop interactions with each other.

The inability to speak is not an insurmountable
obstacle. This distance can often become a space for
respect, dialogue and play.
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AnboHa KysHeLoBa. YkpaiHCbka
MynbTUAMCUMMNNIHApPHa XYAOXHNULS, 3 2003
poky xwuBe i npautoe B Kuesi. OTpumana
CTYNiHb MaricTpa 3i cnewianbHOCTI
«o06pazsoTBopYe MUCTeLTBO» Y KuiBcbkomy
HaLioHanbHOMY YHiBepcuTeTi 6yaiBHULTBA
" apxiTekTypu. 3 2008 poky akTUBHO 6epe
y4acTb B YKPaIHCbKUX i MiXXHapOgHMX
BUcTaBkax. lMpaLtoe 3 XMBOMMCOM,
rpadikoto, Bigeo, CTBOPIOE 06'€KTH,
iHCTansiLii, poTo, kKepamidHy CKyNbNTYpPY
Ta neHa-apT. 32008 oo 2021 poky
30cepenxyBasnacs nepeBaxHo Ha
AOCNioXeHHi KONbopy 1 a6CTpakTHOMY
XMBOMUCI, ane il MUCTeLTBO pi3ko
3MIHMNOCS 3 MOBHOMAaCLUTaGHUM
BTOPrHEHHSM: BOHa 3BepPHYnacs Ao
MiXXHapoaHoi ayAnTopii i novana
BOJIOHTEPUTU, FOBOPUTM Ta NUcaTw,
noLUMpotoYK iHdbopMaLiito NPo BiHY
B YkpaiHi. 3 2022 poky 3BepTaeTbcs Ao
eKodPeMiHICTUYHUX | couianbHUX TEM
Yy NpoekTax «[opu3oHTaNbHI 3B'A3KN»,
«YKkpaiHa — ue g», «<Po3knaatn KamiHHs»,
«[o pikn», «KBiTH 4n BUBYXU», «CTOCYHKM
3 o6pasom». Bpana y4acTb y peanpeHLiisax
i BuctaBkax: Nudelfabrick onnann, Martin
Roth-Initiative (Hime4yunHa); «Bunapkosi
nopii», «YkpaiHcbkui Oim», Kuis (YkpaiHa);
Artists at Risk, AICA, Oy6niH (IpnaHgis);
Pe3unpeHuis Cultural Traffic, BuxxHuug
(YkpaiHa); Ukrainian 12, Portraits
International Gallery, Bptoccenb (Benbris);
«KoHueHTpauis Boni», MI7, Kuis (YkpaiHa).

Alena Kuznetsova is
a multidisciplinary artist from Ukraine
who has been living and working in Kyiv
since 2003. She received her master’s
degree in fine arts from the Kyiv
National University of Construction and
Architecture.

Alena works with various media,
including painting, graphics, video art,
objects, installations, photography,
ceramic sculpture and land art. Between
2008 and 2021, she focused primarily on
colour research and abstract painting,
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but her work underwent a dramatic
transformation following the full-scale
invasion in 2022. She began volunteering,
giving talks and writing in order to
inform people about the ongoing war in
Ukraine. Since then, she has dealt with
ecofeminist and social themes in her
projects ‘Horizontal Links’, ‘Ukraine is Me’,
“To Scatter Stones’, “To the River’, ‘Flowers
or Explosions’ and ‘Relationships with the
Image’.

She has been exhibiting her work
since 2008, both in Ukraine and
internationally, and has participated in
the following residencies and exhibitions:
online-Nudelfabrik, Martin Roth-
Initiative (Germany); ‘Serendipitous
Events’, Ukrainskyi Dim, Kyiv (Ukraine);
Artists at Risk, Dublin (Ireland); Cultural
Traffic residency, Vyzhnytsia (Ukraine);
‘Ukrainian [2°, Portraits International,
Brussels (Belgium); and ‘Concentration of
the Will', MI7, Kyiv (Ukraine).

AHHa MoTboMkiHa. XynoxXHULS,
pocnifHULS Ta KypaTopka, LiKaBUTbCS
B3aEMO3B93KaMM MiXK MamITTIO Ta Tifiom,
Marieto Ta BiliHO, @ TaKOX PEHOMEHOM
nepudoepii 3 ii coLiokynsTYpHUMMK
nposisamu. [NpaLitoe 3 Bineo, TEKCTOM,
TiNecHUMM Ta NepdPopMaTMBHUMMU
npakTukamu. Hapopunacs 8 Mukonaesi,
xuBe B IBaHO-PpaHKiBCbKy, YkpaiHa.
BuBuana icTopito Ta Teopito MucTeLTBa
y IbBiBCbKIl akagemii MucTeuTB
i MozHaHCbKOMY YHIBEPCUTETI MUCTELTB.
Po60oTu AHHW 6ynn npepcTaBeHi
B pamkax BucTaBku KuiBcbkoi 6ieHane
(2023), B OpecbkomMy HaLlioOHanbHOMY
xyaoxHbomy myzei (Come and Go,
2024), Kunsthaus y fam6ypsi (Dance,
Dance, Revolution, 2024), MUMOK
y BigHi (Witnessing Ukraine: 3 years
of full-scale war, 2024) Ta iH. AHHa €
yHaCHULEO XYAO0XHbOrO KONeKTUBy
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Memory Lab, a Takox cniBzacHOBHULIEIO
ranepei «<ACOpTUMEHTHa KimHaTa» B |BaHO-
dpaHKiBCbKy.

Anna Potyomkina was born in
1996 in Mykolaiv and is based in lvano-
Frankivsk, Ukraine. She studied art
history and theory at the Lviv National
Academy of Arts and the University
of Fine Arts in Poznan. As an artist,
researcher and curator, she is interested
in the relationship between memory
and body, magic and war, and deals
with the concept of periphery in all its
sociocultural manifestations. She works
with video and text as well as bodily
practices and performance.

Anna’s work has most recently been
exhibited at Kyiv Biennale (2023), the
Odesa National Fine Arts Museum (‘Come
and Go’, 2024), Kunsthaus Hamburg
(‘Dance, Dance, Revolution’, 2024) and
mumok in Vienna (‘Witnessing Ukraine:
Three Years Through the Full-Scale War’,
2024). She is a member of the Memory
Lab art collective and a co-founder of the
Asortymentna Kimnata gallery in Ivano-
Frankivsk.

BepoHika YepepHuyeHko.
YKpaiHcbka MynsTUANCLMMIIHAPHA
XyAaoxHuus, xuse y J1bosi. MpaLtoe
3 rpadoikoto, LIMdPOBOIO CKYNbNTYPOIO,
sineo Ta VR-npoekTamu. i croppeanictuuHi
rpacpivHi cepii LoCniaXyOTb OpraHiyHi
Ta 300MopdHi hopmu, a VR-po6oTH
NOEQHYIOTb TPAANLIVHI Ta LUmMdposi
Mefia, CTBOPIOOYN 3aHypLoBanbHi
npoctopu. 3 2022 poky hokycyeTbes
Ha coLianbHUX TeMax: AOCAIAXYE CTpaXx,
TpaBMy Ta BB BiHW Ha NIOOMHY Yepes
abCTpaKkTHY BizyanbHy moBy. OTpumana
CTyniHb 6akanaBpa Ta MaricTpa MUCTeLTBa

y IbBiBCbKil HaLlioHanbHi akapemii
MUCTEeLUTB, HaB4yanacs 3a O6MiHOM

y BapluaBchbkilt akapgemii mucteuTs.

Bpana y4acTb Yy YNCNEHHMX MiXXHaPOAHMUX
BMCTaBKax, 3okpema: Re-Generation,

SLP Gallery, Bepnin; Tectumque 2.0,
Savchenko Gallery, lnaHcbk; XBK, Myzel
cyvyacHoro mucTteursa Kopcaka, Jlyubk;
Intermezzo, PM Gallery, J1bBiB. PeanpeHTka
Martin Roth-Initiative Residency, BepniH;
Culture Moves Europe, lgaHcbk; Gaude
Polonia, Bapliasa; Taiwan Annual Artist
Residency, Tanéew.

Veronika Cherednychenko is
a multidisciplinary artist from Ukraine
who lives in Lviv. She works with graphics,
digital sculpture, video and VR. Her
surrealist graphic series explore organic
and zoomorphic forms, while her VR
work combines traditional and digital
media to create immersive spaces. In
2022 she began focusing on social issues,
developing an abstract visual language to
examine fear, trauma and the effect of
war on the human psyche.

Veronika received her BA and MA
degrees from the Lviv National Academy
of Arts and spent time on exchange at
the Academy of Fine Arts in Warsaw. She
has taken part in numerous international
exhibitions, including ‘Re-Generation’,
SLP Gallery, Berlin; “Tectumque 2.0,
Savchenko Gallery, Gdansk; ‘KhBK’,
Korsak Museum of Contemporary Art,
Lutsk; and ‘Intermezzo’, PM Gallery, Lviv.
She has also been selected for residencies
organised by the Martin Roth-Initiative
(Berlin), Culture Moves Europe (Gdansk),
Gaude Polonia (Warsaw) and the Taiwan
Annual Artists’ Residency (Taipei).

FaHHa TpodimoBsa. YkpaiHcbka
pexuncepka Ta MUCTKMHS, Ska
npautoe 3 BifeoapToMm, iIHCTansLiero
Ta JOKYMEHTaNbHMM KiHO. ¥ CBOIX
NpoeKTax NOEQHYE Pi3Hi Mefia, Mpautoe
3 TeKCTaMu, cTBoptoe iHcTansui. If
po60TN [OCNIAXYIOTb TEMW Nam'aTi,
BTpaTW, TINECHOCTI | TPaBMaTU4YHOro
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AOCBiAy BiHW, aKLEHTYIOHN Ha

B3aeMofii 0cob1CTOro Ta KoNeKTUBHOrO,

a TakoX MiAKPEeCoUN 3Ha4YEHHS
iHAMBIAYanbHOI icTopIl y rMo6ansHomy
KoHTekcTi. HaB4yanacs y KuiBcbkomy
HaLioHanbHOMY YHiBEpCUTETI TeaTpy, KiHO

i Tene6ayeHHs im. |. K. Kapnenka-Kaporo 3a
cnewjianbHICTIO «pexuncypa TenebaqeHHs».
>KuBe i npautoe B Kuesi.

Hanna Trofimova is a Ukrainian
film director and artist who works with
video art, installations and documentary
cinema. Her projects combine various
media and often include text. Her
work examines themes of memory,
loss, embodiment and the traumatic
experience of war, with an emphasis
on the interplay between individual
and collective and the significance of
individual stories in a global context. She
studied TV directing at the Karpenko-
Kary National University of Theatre,
Cinema and Television in Kyiv, and lives
and works in Kyiv.

HAawa Moponbuesa. XyqoxHuus
Ta rpadpivHa pusanHepka. MNpautoe
3 TaKMMK TeMaMu SiK Ny6RiYHUA NpocTip,
MiCbKi MapapoKcu, iHPPacTPYKTYPHUN
abceypa, 3miHa YHKLIR, pecarkniHr
i «TUMYacoBi He3py4HOCTI». CTBOPIOE
site-specific iHcTanauii, rpadiyHi
pPo60TH, KYpYE BUCTABKW, MPOBOANUTL
BOPKLUOMNW Ta BUkNagae. Hapogunacs
y Knesi. 3akiHunna Kneso-MorunsgHceky
akapemito. BuByana akapemivyHum
MasltoHOK i XXMBOMWUC Y MalCTEpPHi
OnekcaHppa TiToBa. HaB4anace y niTHin
wkoni Central Saint Martins / University
of Arts London, wkoni nnakara MeTtpa
BaHkoBa. BUNyckHWULS LWKONW YpOaHiCTUKM
Canactions Studio |. CniszacHoBHULS
npoekTty «Cepis__», NpUCBI4eHOro
yKpaiHCbkMM naHenbkam. OTpumana
30N0Ty Mefanb Ha BapluaBcbkiv 6ieHane
nnakaTty Ta Ha TpieHane nnakaty B Tosimi.
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Bpana y4acTb y BUCTaBkax: «BignycTka

Ha 6ankoHi» («YkpaiHcbkuii [im»,

KwiB), «CniBiCHYBaHHS 3 TEMPSIBOIO>»
(«MwucTeubkun apceHan», Kuis), Fragile
Dream (DSQ Gallery, IlonpoH), Fragile
Brutalism (Goldsmith College, JloHaoH),
Since we are here (Martepa, ITanis),
«Kpaca Typ60oTun» (ny6niyHa nporpama
yKpaiHCbkoro nasinbnoHy, 6ieHarne,
BeHeuiist), Ukrainian Contemporary Art
(James Gallery, Hbto-Mopk), Dreamscape
(Mana ranepes «MuUcTeLIbKOro apceHany»,
KuiB) Ta iHLLIMX.

Dasha Podoltseva is a visual artist
and graphic designer based in Kyiv.

She is interested in public space, urban
paradoxes, practices of reuse, the
‘beautiful ordinary’, functional shifts,
infrastructural absurdity and ‘temporary
inconveniences’. As well as creating site-
specific installations and graphic work,
she curates exhibitions, leads workshops
and teaches.

Dasha graduated from Kyiv-Mohyla
Academy and studied academic drawing
and painting in Oleksandr Titov's
workshop. She also studied at the Central
Saint Martins summer school in London,
the Peter Bankov poster school and the
CANactions School for Urban Studies
STUDIO #l, and co-founded the SERIA__
project dedicated to Brutalist mass
housing in Ukraine. She was awarded first
place at the 28th International Poster
Biennale in Warsaw in 2023 and the Gold
Prize at the 14th International Poster
Triennial in Toyama in 2024, both for her
piece titled (Unwanted) Harvest.

Recent projects include: ‘Vidpustka na
balkoni’, Ukrainskyi Dim, Kyiv; ‘Coexisting
with Darkness’, Mystetskyi Arsenal,

Kyiv; ‘Fragile Dream’, DSQ Gallery,
London; ‘Fragile Brutalism’, Goldsmiths,
University of London; ‘Since We Are
Here’, materahub, Italy; ‘The Beauty

of Care’, Ukrainian pavilion at the I18th
Venice Architecture Biennale; ‘Ukrainian
Contemporary Art’, James Gallery, New
York; ‘Dreamscape’, Mala Gallery at
Mystetskyi Arsenal, Kyiv.
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A3BiHka MiH4yK. YKkpaiHcbka
doTorpadka, KOHLEenTyanbHa XyAOXKHULS,
npopalocepka i fOKyMeHTanicTka.
Mpautoe 3 LMdPOBOIO Ta aHANOrOBOO
doTorpadieto, TekcTamu, Bigeo,
Konaxem. Y cBoix po6oTax 3ocepefxeHa
Ha Temi gomy Ta BNAMBY BiHW Ha
pPOOVHY, MOBY, BUTUHCTBO, FeHAEepHi
TpaHcdopmauii cycninbcTea. Jocniaxye
NOCTTPaBMaTUHHUIN CUHOPOM, COLianbHy
AVHaMiKy YKpaiHCbKOro cycninbcTBa,
NOBCSKAEHHE XUTTS Ta CTOCYHKMU.
MeLlkae B YkpaiHi. BunyckHuuUS Kypcy
KoHUenTyanbHoi dpoTorpadii PomaHa
MsTkoBku (2021) Ta kypcy «PosyMmiHHS
doTorpadii» BikTopii MnpoHeHko (2021~
2022). Hapasi npoptocye ictopii ang The
New York Times, a Takox coTorpadye
ans Der Standard, Die Wochenzeitung
(WOZ), La Croix, The Daily Mail,

Les Jours Ta iHWMX. 3 NoYaTKOM
NOBHOMaCLUTaGHOrO BTOPrHEHHS
nepeBaxHy 6inbLUiCTb Yacy npaLoe
BOEHHOO POTOKOPECMOHAEHTKOHO.
BopHouac HamaraeTbCsl BUXOBYBaTH
AoHbky-nianiTka (i He 36oxeBoniTn!)
Ta 3HIMae QOKYMeHTanbHUI inbM Npo
MaTEPUHCTBO Y BOEHHWUN Yac.

Dzyvinka Pinchuk is a Ukrainian
photographer, conceptual artist,
producer and documentary maker.

She uses both digital and analogue
photography, text, video and collage in
her work, which centres on themes of
home, the impact of war on the family,
language, childhood and shifts in social
perceptions of gender. In addition,

she explores PTSD, social dynamics in
Ukraine, everyday life and relationships.

Dzvinka is an alumna of Roman
Piatovka's conceptual photography
class (2021) and Viktoriia Myronenko's
course, ‘Understanding Photography’
(2021-2022). She lives in Ukraine and
currently produces stories for The New
York Times, as well as taking photographs
for major European newspapers including
Der Standard, WOZ Die Wochenzeitung,
La Croix, the Daily Mail and Les Jours.

Since the beginning of the full-scale
war, she has primarily been working as

a photojournalist documenting the war.
At the same time she is raising a teenage
daughter (and trying not to go mad!)
and shooting a documentary film about
motherhood in wartime.

€Ba Aneop (OneHa MUpHUYEHKO).
XynoxXHULS, sika XuBe i npaLtoe
y 3anopixxi. CTBOpoe po60TH B TEXHiKax
aKPUIIOBOrO XUBOMNUCY, rpadoivHi
pO60TH BYFINASIM, NPALIOE 3 TEKCTUNEM
i BULLMBKOIO, pPO3POOBNSIE AN3aNHU
CLEHIYHNX KOCTIOMIB, CTBOPIOE MPOCTOPOBI
iHCTanauii.

2006 poky 3akiH4Mna 3 BiA3HaKO
dakynbTeT An3ariHy y XmenbHULbKOMY
HauioHanbHoMmy yHiBepcuTeTi. MpautoBana
AN3aiHepKoo B pekSlaMHil areHLui,
XypoxXHuUueto 2D-rpadikm B irpoBil
iHoycTpii B Knesi, ctBoptoBana 60TaHiqHi
intoctpauii. 3 2019 poky npautoe
Yy MPOEKTaX Cy4acHOro MMCTeLTBa.
YyacHUUS YNCNEHHUX BUCTaBOK
i MUCTELbKNX pesmneHu.iﬁ B YkpaiHi Ta
32 KoppoHOM. li po60oTH € y NpUBaTHNX
konekuisix B YkpaiHi, MonbLi, EcToHiT,
CLUA, CnoseHii, Yexii Ta Himeu4uHi.
32024 poky — y4aCHMLS YNHHOTO
npoekTy «fonocn HeBUANMMMX: MUCTELTBO,
MapriHanizauis i NoNiTMYHUIM CNPOTUB
Yy coLjianibHO-€KOHOMIYHOMY KOHTEKCTi»

32 NiATPMMKM TeXHONOriYHOro IHCTUTYTY
Kapncpye (KIT) y BepniHi, Himeu4unHa.

Eva Alvor (Olena Myrnychenko) is an
artist who lives and works in Zaporizhzhia.
She produces acrylic paintings, graphic
works in charcoal, textile pieces,
embroidery, theatre costumes and
site-specific installations. In 2006
she graduated with distinction from
the faculty of design at Khmelnytskyi
National University. She has worked as
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a designer at an advertising agency, a 2D
graphic artist in the gaming industry in
Kyiv and a botanical illustrator. In 2019
she began working on contemporary art
projects.

Eva has participated in numerous
exhibitions and artists’ residencies,
both in Ukraine and abroad. Her work
can be found in private collections
in Ukraine, Poland, Estonia, the US,
Slovenia, Czechia and Germany. Since
2024 she has been collaborating on
the project ‘Voices of the Invisible: Art,
Marginalisation and Political Resistance
in a Socioeconomic Context’, which is
supported by the Karlsruhe Institute of
Technology in Berlin.

3naTta BepecHsk. Pexucepka
AOKYMEHTasIbHOro Ta irpPOBOro KiHO
3 YkpaiHu. OcTaHHi dinbmun 3ocepenXeHi
Ha eMoLlisX Nofewn nig, Yac BiNHM —
Hanpuknag, Ha AHApieBi B «4opHo3eMi»
(2023), siknit y NepLUniA AeHb BiHK
Yyepes TeneBizop CTaB CBiAKOM 3arméeni
Bciel cBO€l poauHK, a6o Ha OpuHi
3 AOKYMEHTanbHOro inbmy «Tu TyT?»
(2023) — nigniTui, SiKa HamaraeTbcs
po3noyaTu Aopocne XUTTs ganeko
Bif, 6aTbKiBLLMHM, MOKW BCS ii Cim,
BK/FOYHO 3 MOMNOJLLOKO CECTPOIO, XUBE
nig, o6¢cTpinamn. Mae cTyniHb maricTpa
3 pexuncypu JOKYMEHTanbHOro KiHo 3a
nporpamoto DOC NOMADS. Ha cborogHi
BOHa 3pexucyBana, Cnpoatocysana
Ta 3MOHTYBana NsTb AOKYMEHTaNbHUX
i TpW irpoBi KOPOTKOMETPAXHI PiNbMMU.
Takox 6pana y4acTb Y NoHaf, Aecstu
KOPOTKO- Ta MOBHOMETpPaXHMUX
KiHOMpOEKTax Sik aCUCTEHTKa pexucepa,
ornepatopka, NpofaKkLLH-MeHenxkepkKa Ta
MOHTaxepka. Ii pinbmm 6ynm nokasaHi
Ha kiHodecTuBansx Docudays UA ta
Mykolaichuk OPEN B YkpaiHi, Budapest
International Documentary Festival
B YropuuHi, doxs! Dokumentarfilme fur
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Kinder und Jugendliche B Hime44uHi,
Filmadrid Festival Internacional de Cine
B IcnaHii, OKO International Documentary
Film Festival y Bonrapii Ta iHwmx. OBiui
HoMiHOBaHa Ha npemito WARTO Wroctaw
y kaTeropii «KiHo»: 3a pexucypy irpoBoro
KOpOTKOMETpaxHoro dinbmy «Apa»

y 2023 poui Ta cTana nepemMoxHuLero 3a
pexucypy irpoBOro KOPOTKOMETPAXKHOIo
dinbmy «HopHozem» y 2024 polli.
JNaypeaTtka cTuneHpiansHOI Nnporpamu
micta Bpounasa y 2025 podii.

Zlata Veresniak is a director of
documentary and feature films from
Ukraine. Her recent films explore
the emotional world of individuals in
wartime, such as Andrii from the short
feature Chernozem (2023), a fictional
character who witnessed the death of
his entire family on TV on the very first
day of the war, and Oryna from the
documentary Are You Here? (2023),

a teenager taking her first steps into
adult life far from home while her entire
family, including her younger sister, live
close to the front line.

Zlata holds a master’s degree in
documentary filmmaking from the
DocNomads programme. To date, she
has directed, produced and edited
five documentaries and three short
feature films, and has worked on more
than ten full-length and short feature
film projects as assistant director,
cinematographer, production manager
and editor. Her films have been screened
at multiple film festivals, including
Docudays UA and Mykolaichuk OPEN
in Ukraine, Budapest International
Documentary Festival in Hungary, doxs!
in Germany, Filmadrid in Spain and OKO
International Ethnographic Film Festival
in Bulgaria.

She has twice been nominated for
the Wroctaw-based WARTO Award in
the film category, first in 2023 for the
short feature Ada, and then in 2024 for
Chernozem, for which she was awarded
first prize. In 2025 she was the recipient
of a President of Wroctaw Scholarship.
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IpnHa BecuyeTHoBa. [NMCcbMeHHMLS
i TeaTpanbHa pisvka 3 Xapkosa. CTBOptoE
noesito, Npo3y, ApamMaTyprito, CLieHapil,
TeaTpasbHi Ta MynsTUANCLUMIHAPHI
npoekTu. MNpaLtoe, 3okpema, 3 Temamm
demiHiamy, 6ixeHcTBa, TpaBMnu. Mae
CTYNiHb MaricTpa CLEHIYHOro MMCTeLTBa
XapkiBcbKoi fAiep>kaBHOI akageMil
kynstypu. CTuneHnpiatka MiHictepcTia
kynsTypy @paHuii. 3aiicHuna Kinbka
TeaTpanbHUX MOCTaHOB Y OPaHLY3bKNX
TeaTpax i B [loconbeTsi YkpaiHn y PpaHuii
(LUkraine Inconnue, Lecture Dessinée).
Ii mecn «KocmoHasTu» i «MoHonorm
6i>xeHoOK» 6ynu nocTtasneHi B YkpaiHi,
PpaHuii Ta HimevunHi. Mposa i BipLwi
nyénikyBanucs B XXypHanax Zeitglas,
«Jlerit», Recours au Poéme, anbmaHaci
IHCcTUTYTY niTepaTypu im. T.T. LLieB4eHKa.
ABTopka 36ipku noesin «200 rpamis
BipLiB». ChiBNpaLtoe 3 rpynoto KaHanis
Starlight Media sik cueHapucTka.

Iryna Beschetnova is a writer
and theatre-maker from Kharkiv. She
produces poetry, prose, plays and film
scripts, and works on multidisciplinary
and theatre projects. In particular, she
deals with themes of feminism, trauma
and life as a refugee. She received her

master’s degree in performing arts from

the Kharkiv State Academy of Culture
and was awarded a scholarship by the
French Ministry of Culture. She has
staged several performances in French
theatres and at the Embassy of Ukraine
in France (LUkraine inconnue, Lecture
dessinée). Her plays Cosmonauts and
Monologues of a Refugee have been
performed in Ukraine, France and
Germany, while her poetry and prose
have been published in the journals
Zeitglas, Lehit and Recours au poéme,
as well as an anthology produced by the
Taras Shevchenko Institute of Literature.
She has published a poetry collection,
200 Grams of Poetry, and works as

a scriptwriter for the Starlight Media

group.

KapiHa CUHMLSA. XynoxXHULS, npaLoe
3 XXMBOMUCOM, KOnaxeM, aHiMmaLjieto
Ta BULLIMBKOO. 3ManboBye B poboTax
apXiTEKTYPHi CNOpYAX, KOHCTPYKLT
Ta naHAawadoT, akLeHTYoYM yBary Ha
NOpPOXHeYi Ta 3aHenanocTi LMX NpocTopis
i 06'eKTiB. APXITEKTYPHI enemeHTH B ii
po60oTax NocTaloTb AekopaLisMu MiCbKOro
NpocTopy, @ TeMaTU4HO Ta 06pa3HO BOHA
3BepPTaETbCS OO ONPUSBHEHHS NIOACHKMX
MOYYTTIiB Ta coLianbHMUX acnekTiB XUTTS.
Hapopunacs B micti CeBepopoHeLbky
(Tenep CiBepcbkopgoHelLbk) JTyraHcbKoil
o6nacTi. Y 2019 poui 3akiH4nna XapkiBcbke
XYOOXHE Y4MnuLLEe 3a cnewjianbHicTio
«BUKNagay xusonucy», y 2023 poui
oTpumana cTyniHb 6akanaspa B HAOMA
3a cneuiasbHICTIO «CTaHKOBUI Ta
MOHYMeHTasbHUI Xnsonuc». XXnee Ta
npautoe y Kuesi. Ii po6oTu npencraeneHi
B APYril eamLii yKpaiHCbKOI YaCTUHM
Secondary Archive, a Takox B apXiBHUX
npoekTtax The Sky Is Open. Voices
From Ukraine Ta «YkpaiHa B OrHi»
(Bip, Manoi ranepei «MucTteLbkoro
apceHany»). Y4acHULS rpynoBux BUCTaBOK
Secondary Archive: Women Artists
in War (Galeria Labirynt, ITto6niH),
«BipuyTTs 6e3neku» («EpminosLieHTp>,
XapkiB), NnepcoHanbHUX BUCTaBOK
«BippecTaBpyBaTu TPILLUHN Y BUCOXITOMY
wapi Hemoxnmeo» (Galeria Labirynt,
Jlto6nin). Bpana y4yacTb y peanpeHui
«YkpaiHcbki ekornorii» (Big I30ONFLLT
Ta YkpaiHCcbkoi mepexXi BOBKIiNNeBOi
FYMaHiTapucTMKK), Y pe3naeHLii iHiliaTneu
MapTiHa PoTa Ta iHWwMX.

Karina Synytsia is an artist born in
Sievierodonetsk (now Siverskodonetsk)
in the Luhansk region who lives and works
in Kyiv. She works with painting, collage,
animation and embroidery, and captures
architectural constructions, structures
and landscapes, focusing on the
emptiness and decay inherent in these
spaces and objects. The architectural
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elements in her work serve as the
backdrop for urban space, where human
emotions and the social aspects of life
are thematically and figuratively evoked.
In 2019, she graduated from the
Kharkiv State School of Art, where
she specialised in teaching painting,
and in 2023 she earned her bachelor’s
degree in easel and mural painting
from the National Academy of Fine
Arts and Architecture in Kyiv. Her
work has been published by Secondary
Archive as part of their second project
on Ukraine, as well as in the archival
projects ‘The Sky is Open. Voices from
Ukraine’ and ‘Ukraine on Fire’ (Mala
Gallery, Mystetskyi Arsenal). She has
taken part in the group exhibitions
‘Secondary Archive: Women Artists
in War’ at Galeria Labirynt in Lublin
and ‘Sense of Safety’ at the Yermilov
Centre in Kharkiv, and presented a solo
show, ‘Vidrestavruvaty trishchyny
u vysokhlomu shari nemozhlyvo’, at
Galeria Labirynt in 2024. She has taken
part in the Ukrainian Ecology residency
organised by the IZOLYATSIA Platform
for Cultural Initiatives and the Ukrainian
Environmental Humanities Network,
and a residency organised by the Martin
Roth-Initiative, among others.

KaTepuHa Kpoxa. Pexxucepka
Ta XyAOXHWUUS 3 [loHeLbkoi o6nacTi,
sika NpaLte Ha MexXi HeirpoBoro KiHo,
BieoapTy Ta TekcTy. BoHa 4yacto
BMKOPUCTOBYE MiHiManbHi TEXHIYHI
3aco6u, 30Kpema aUTaYi kamepw, Wwob
eKcnepuMeHTYBaTh 3 POpPMOto Ta
nepcrnekTMBo. Y poboTax 38epTacTbCs
Ao Tem nam’aTi Ta pomy. MucreuTBo gns
Hei — e po3moBa i cnpoba 3adpikcyBaTu
Ail, siki Tak i He BipBYNUCs. Budana
couionorito Ta nitepatypy, Tomy ii
pOo60TU 4acTO BKNHOHAIOTb AOCMIAXKEHHS.
MpoTsrom poky cTBOptoBana Bifeo
Ha 3axucT npas TBapwH. ig Yac
Nnoi3aKu B 30HY 60MOBUX BN 3HSNa
AOKYMeHTanbHUI diflbM «SIK s CBSTKyBana
[eHb poCiNCbKOi MOBU B XePCOHI», SIKWI

bI1O

6yB nokasaHuii B YkpaiHi, EBponi Ta
CLUA. OavH i3 i KNto4oBMX NPOEKTIB,
«Mozaika», No4YnHaBCs SK rpa, a 3roaom
nepepic y MUCTELIbKUA EKCNIEPUMEHT i3
TEKCTOM.

Kateryna Krokha is an artist and
filmmaker from the Donetsk region
who works at the intersection between
documentary cinema, video art and text.
She often uses rudimentary technology,
such as cameras designed for children, to
experiment with form and perspective,
and deals with themes of memory and
home. For Kateryna, art is a dialogue and
an attempt to record events that never
happened. At university, she studied
sociology and literature, which led her
to incorporate academic research into
her artistic practice. She also spent
a year creating videos advocating for
animal rights. During a trip to the active
warzone in southern Ukraine, she shot
a documentary film, How | Celebrated
Russian Language Day in Kherson, which
has been screened in Ukraine, Europe
and the US. One of her major projects,
‘Mosaic), featured in this collection, began
as a game before evolving into an artistic
experiment with words.

MapwuHa JleBYyeHkKo. YKkpaiHCbka
MYNETUANCLMMANIHAPHA XYAOXHMLS pOOOM
3 YepHirosa, xwBe Ta npautoe y JTbBOBI.
MpaLtoe 3 BizyanbHUMK Mepfia: rpadikoto,
XMBOMUCOM, poTorpadieto, BineoapTom,
iHcTansuieto. Ii npakTnka 6asyeTbes Ha
pocnipXeHHi NpocTopy, BPasnuBoCTi
NOANHK, NamsTi Ta BiaYyTTs aomy. Po6oTun
4acTO NMOEAHYIOTb apXiTEKTYPHY Ta
NPUPOQHY CNapLnHY 3 TPaAULIMHUMHK
TeXHiKaMu, TeKCTUNEM, NNacTUKOM,
nepepob6reHNMM MaTepianamu,
LOCHiAXYO4YM B32EMO3BAZKN MiX
0Cco6UCTUM JOCBIAOM | MPOCTOPOM.
OTpumana ocBiTy B ranysi rpadivyHoro
ansanHy (HauioHanbHui yHiBepcuTeT
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«J1bBiBCbKa MOMiTEXHIKa») K apXiTeKTypu
(OXCLU im LLleB4eHka). MpoposxyBana
OCBITY B Mi>XKHapOAHUX Nporpamax

i Kypcax 3 MUcTeLTBa, YPOaHiamy,
BiJeoapTy. YHacHULUS YNCNEHHNX
rpynoBmx BucTaBok: «Bunapakosi nopii»
B «YKkpaiHcbkomy Jomi» (YkpaiHa), Dia
Kinets, Greifbary Saarland Modern
Gallery (Hime44nna), Casa sugli Alberi
(ITanist), Borderlands (MonbLa),

B Ukrainian House, «lanepei 3I»
(Ykpaina), White Synagogue (MonbLa).
Mana nepcoHanbHy Buctaeky Dwellies
y ranepei Halle6 (Hime4unHa). byna
pesnpeHTKoto nporpam Artist at Risk
(MioHxeH), Mulhouse Kunsthalle,
Ukrainian House y Mwemwucni,

y JIbBiBCbKOMY MYHiLMNanbHOMy apT-
LueHTpi. CniBnpautoBana 3 opraHisauismu,
LLIO NpaLotoTh i3 TEMaMU KyNbTYPHOT
cragwmHm, eKonorii Ta couianbHUX
TpaHcdopmauin.

Maryna Levchenko is
a multidisciplinary artist from Chernihiv,
Ukraine, who lives and works in Lviv.
She works with visual media, including
graphics, painting, photography, video
art and installations. Her practice
explores space, human fragility, memory
and the feeling of home. Her work often
combines architectural and natural
heritage with traditional crafts, textiles,
plastics and recycled materials in order
to investigate the relationship between
the individual experience and nature.

Maryna studied graphic design
at the Lviv Polytechnic National
University and architecture at the
Taras Shevchenko State Art School,
before continuing her studies via
international programmes and courses
dedicated to visual art, urbanism and
video art. She has taken part in the
following group exhibitions: ‘Vypadkovi
podii’, Ukrainskyi Dim (Ukraine); ‘DIA
Kinets’, ZIEGEL gallery, Graz (Austria);
‘Greifbar: Krieg im Blick ukrainischer
Kinstler’, Saarlandsmuseum Moderne
Galerie (Germany); ‘Case sugli alberi’
(Italy); ‘Borderlands’ (Poland); 31 art
space, Lviv (Ukraine) and at the White
Stork Synagogue, Wroctaw (Poland).
In addition, she presented a solo show,
‘Dwellies’, at Halle6 in Germany. She has
taken part in residencies organised by
the Artists at Risk programme (Munich),
La Kunsthalle Mulhouse, Dom Ukrainski
in Przemysl and the Lviv Art Center. She
collaborates with organisations that
focus on cultural heritage, ecology and
social change.

Mapis MaTsiwoBsa. YkpaiHcbka
MUCTKMHS 3 Knesa. Y TBOPYOCTI LWyKae
NPOCTi, afie NPOMOBUCTI XecTu. Jocnipgxye
CYCNiMNbHi BIBHOCUHW, iIHCTUTYTH,
KONEKTUBHY MamsTb i MOBY. ¥ CBOIX
po6oTax Npautoe 3 TpaBMaMu BiHWN Ta
NONITUYHOK KPUTKKOIO. BukopucTtosye
nepdopmMaHc, TEKCT, BiAeo, 06'eKTH Ta
iHcTansujto. 3po6yna NpaBHUYY OCBITY
B Kneso-MorunsHcekin akagemii.
3anuwuna opuandHui dax i y 2020
poLi po3noyana XyOoXHIo NpakTUKy.
BucTtasnsnacs B Ykpaini (Mana ranepes
«MwucTelbkoro apceHany»), Hime44nHi
(Pochen Biennale, XemHiu; Reclaim Award,
KenbH), MonbLi («/MaéipnHT», ITo6niH;
Bunkier Sztuki, Galeria ASP, Kpakis;

Lodz Photo Festival, lTogab), LLBeruapii
(oxyd, BiHTepTyp) Ta iHLWIMX KpaiHax.
My6nikyBanacs y BUAaHHSX «YkpaiHa

y BOTHi» («MucTeubknii apceHan») Ta DTF
Magazine (N2 4).

Maria Matiashova is an
interdisciplinary artist from Kyiv, Ukraine,
who aims for simple yet expressive
gestures. In her work, she explores social
relations, institutions, cultural memory
and language, addressing political issues
and the wounds inflicted by war. Inspired
by the idea that ‘the medium is the
message’, she works with a wide range
of media, including performance, text,
video, objects and installations.

Maria graduated from Kyiv-Mohyla
Academy with a degree in law before
leaving the legal profession and beginning
her artistic practice in 2020. Her work
has been exhibited internationally,
including in Ukraine (Mala Gallery at
Mystetskyi Arsenal), Germany (Pochen
Biennale, Chemnitz; Reclaim Award,
Cologne), Poland (Galeria Labirynt,
Lublin; Bunkier Sztuki, Galeria ASP,
Krakow; £6dz Photo Festival, £6dz) and
Switzerland (oxyd, Winterthur). She has
been published by the ‘Ukraine Ablaze’
project at Mystetskyi Arsenal and in issue
4 of DTF Magazine.
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OneHa Kypsenb. XynoxHuug, npautoe
3 XXMBOMWUCOM, BULLIMBKO}O, OPiGHOIO
NIacTUKoLo, Bifeo, OTO Ta iHCTansLji€eto.
Temu i TBOPYOCTI BKITtOH4AIOTh 326y TTS,
CaMOTHICTb, camoigeHTudikaLlis Ta
PEKOHCTPYKLLis 326yTHX 06pa3is.
Hapopunacs B micTi FOXHOYKpaiHCbKy
(Tenep lMiBoeHHoykpaiHcbk) Mukonaiscbkoi
obnacrTi. Y 2023-my 3akiH4mna HauioHanbHy
aKapemito 06pazoTBOPHOro MUCTELITBA
i apxiTekTypu B KneBi 3a cnevjianbHicTio
«CTaHKOBWM XMBOMUC». HUHI XuBe Ta
npautoe y Kuesi. Bpana y4acTtb y npoekTax
DIA KINETS, ranepes «LIE[TIA», [pau,
ABcTpisl (2024); «KimHaTa, e AyMKW cTanm
po 6onto rmyxumn», SPLAV, Kuis, YkpaiHa
(2024); «<MATEPIS MATTERS. YkpaiHcbkui
apTTEKCTUNbL», «YKpaiHCbkui Oim», Kuis,
YkpaiHa (2024); «3annyTyto4mcChb B KOPIHHI»,
ranepes «KYT», Kui, YkpaiHa (2024);
«[Jo 4oro cHUTbCY BoAa?», «ACOPTUMEHTHa
KiMHaTa», |BaHO-PpaHKiBCbK, YkpaiHa
(2023); «@opmu NpUCYTHOCTI»,
«MwucTeubkunit apceHan», Kuis, YkpaiHa
(2023); «LLlo moxHa BTpaTUTH, LLIO MOXHa
36epertu» B pamkax cectmpanto «[lopyy»,
Opeca, YkpaiHa (2023); Stay y pamkax
npoekTy NULLA 32 nigTpumku ranepei
Rhizom, pau, AecTpis (2023).

Olena Kurzel is an artist who works
with painting, embroidery, miniature
sculptures, video, photography and
installations. She deals with topics
including loneliness, memory loss, self-
determination and the reconstruction
of forgotten images. Born in the town of
Yuzhnoukrainsk (now Pivdennoukrainsk)
in the Mykolaiv region, she graduated
in 2023 from the National Academy of
Fine Arts and Architecture in Kyiv, where
she specialised in easel painting. She now
lives and works in Kyiv.

Projects that she has contributed
to include: ‘DIA Kinets’, ZIEGEL gallery,
Graz (2024); ‘Kimnata, de dumky staly
do boliu hlukhymy’, SPLAV, Kyiv (2024);
‘MATERIIA MATTERS. Ukrainian Art
Textiles’, Ukrainskyi Dim, Kyiv (2024);
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‘Zaplutuiuchys’ v korinni’, KUT gallery,
Kyiv (2024); ‘Do choho snyt’sia voda?’,
Asortymentna Kimnata, lvano-Frankivsk
(2023); ‘Forms of Presence’, Mystetskyi
Arsenal, Kyiv (2023); ‘Shcho mozhna
vtratyty, shcho mozhna zberehty’,
Poruch, Odesa (2023); and ‘Stay’, part
of the NULLA project supported by the
Rhizom association, Graz (2023).

OneHa MoposzoBa. MynsTu-
AvcumnniHapHa xyaoxHuus. Mpautoe
3 dpoTorpadieto, Konaxem, MantoHKOM,
CKYNbMNTYPOIO, iHCTansLujieto. Y cBoin
NpakTULL GOCNiAXYE coLianbHy TeMaTuky,
TEMW reHaepy Ta CaMoieHTUYHOCTI,
CiMeMHMX CTOCYHKIB, CTepeoTuniB,
NCUXONOFiIYHUX i MCUXIYHUX pO3NafiB.
Hapopunacs B Kuesi. Y 2002 poui
3aKkiHYmna KuiBcbknit HaLlioHanbHUM
YHiBepcuTeT imeHi M. 1. [JparomaHosBa.
32015 poky 3alMMaeTbcs XYAOXHbOIO
npakTukoto. 3 2022 poky xuBe i npaLtoe
mix Monblueto Ta Ykpairoto. fi po6oTu
6ynu npepcTaBreHi y My3esix i ranepesx
€sponu Ta CLUA, ony6nikoBaHi
B MUCTELbKMX XypHanax, oTpumanu npusu
(3onoTo, cpibno, 6poH3Y) MiXKHaPOAHMUX
doTonpemin. BoHa € FRESH EYES talent
2023, uneHkunHeto nnatdpopmun Futures
Photography, CrinbHoT MYPH. Bupana
ABi BNacHi KHUIM, SKi BKHOYatoTb TEKCTH
i poTorpadii, — «babycs» (2023)
i «5 3Hana, Wo BOHa HiKONN He MaTume
piTen» (2024), «<Most mama mpisna
no6aynTtu okeaH» (2025).

Olena Morozova is a multidisciplinary
visual artist born in Kyiv, Ukraine. She
graduated from the Drahomanov
National Pedagogical University in
Kyiv in 2002, and has been working as
an artist since 2015. She works with
photography, collage, drawing, sculpture
and installations to explore social themes,
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gender and self-identification, family
relationships, stereotypes and mental
iliness. Since 2022 she has lived and

worked between Poland and Ukraine.

Her work has been exhibited in
museums and galleries across Europe
and the US, and has also been published
in art and photography magazines. She is
the recipient of a full spectrum of gold,
silver and bronze prizes from various
international photography awards
and was named a FRESH EYES talent in
2023. She is a member of the Futures
photography platform and the MYPH
community.

Olena has also published two books,
‘Granny’ (2023) and ‘| Knew She Would
Never Have Children’ (2024), “My Mum
Dreamed of Seening the Ocean” (2025).

Ons €Epemeesa. MynbTu-
AVcUMNNiHapHa XYAOXHNULS, Yni TeMun
XYAOXHbOI MPaKTUKN TOPKaOTLCS
TiNecHocCTi, cMepTi, BTpaTK Ta Nam'sTi.
BoHa pocnigxye cTpax BTpaTtu Ta cnpoby
36eperTtu Te, LLO LLie He BTPayeHo.

A 9KLLO BTPa4yeHo, MEpPeoCMUCTINTA 1
maTepianisysaTy Lo BTpaTy. i LikaBnTb
FOCHIOXEHHS LMX TEM Yepe3 CyO EKTUBHI
6a4eHHs 1 OCOBUCTI HapaTMBW, LLO
nepennitTalTbCs 3 LUMPLLUMMU iICTOPUHHUMM
Ta NONITUYHUMM KOHTEKCTaMK, agxe
nam'saTb Ta icTopisl HEPO3AINbHI.
doTorpadis Bigirpae BaxnnBy ponb

y T NpakTuULi 9K iHCTpyMeHT, Lo dikcye
ManbyTHIO BTpaTy Hanepen, Crnyryrodm
BOOHOYAC AOKYMEHTOM i 0COBUCTUM
apxiBoM. PeMiHi3Mm i kBip-nepcnekTuBm

€ HeBIAEMHMMU CKTapoBMMU T nipxony,
BOyOOBaHiI B ii NPakTUKy Ta cepenoBuLLE.
Hapogunacs B Kuesi, YkpaiHa. Y 2018 poui
3p06yna cTyniHb 6akanaBpa 3 rpadivyHoro
AmnzanHy B KuiBcbkomy HaLioHanbHOMY
YHiBEpCUTETI TEXHOMOTi Ta AnU3aliHy.
Takox BMBYana cy4acHe MUCTELTBO

B KniBcbkin akagemii megiammucTevnTs.

Bun6paHi BucTaBKY, y kX 6pana y4acTb:
Looking into the Gaps, Voloshyn
Gallery, KviiB (2024); Women Artists in
War, Labirynt Gallery, Jlto6niH (2024);
Defloration, Mana ranepes, Kuis (2024);
Kunst und Leben in Zeiten des Krieges,
Wirttembergischer Kunstverein
Stuttgart (2023).

Ola Yeriemieieva is
a multidisciplinary artist whose practice
touches on embodiment, death, loss and
memory. She explores the fear of loss and
attempts to preserve what is not yet lost.
When loss is already a reality, she works
to reinterpret it and make it tangible.
Given the inextricable nature of memory
and history, she approaches these
themes through a subjective perspective
and personal narratives interwoven with
broader historical and political contexts.
Photography plays an important role in
her practice as a medium for capturing
future loss before it happens, creating
both a historical record and a personal
archive. Feminism and queer perspectives
are an essential part of her approach and
are embedded in both her practice and
the environment in which she works.

Ola was born in Kyiv, Ukraine, and
graduated with a bachelor’s degree in
graphic design from the Kyiv National
University of Technology and Design in
2018. She also studied contemporary
art at the Kyiv Academy of Media Arts.
Exhibitions at which her work has been
shown include: ‘Looking into the Gaps’,
Voloshyn Gallery, Kyiv (2024); ‘Women
Artists in War’, Galeria Labirynt, Lublin
(2024); ‘Defloration’, Mala Gallery at
Mystetskyi Arsenal, Kyiv (2024); and
‘Kunst und Leben in Zeiten des Krieges’,
Wirttembergischer Kunstverein
Stuttgart (2023).

MoniHa MeTpiwmnHa. KoHuenTyanbHa
XYAOXHULS, sika NMPaLoe 3 aHanoroBoto
doTorpadieto, BUKOPUCTOBYIOUM
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npoTepMiHOBaHY NiBKY, MaHinynsLii

3 Helo Ta ONTUYHI BUKPUBNEHHS Kamep
ANs CTBOPEHHS YHikanbHUX o6pasiB. BoHa
AOCNIAXYE BHYTPILLHIN Ta 30BHILLHIN
CBITW Ntopewn, Bigo6paxatoum ix Yepes
MOMEHTU | PparmeHTN NOBCSKAEHHSI.
Hapopwunacs B XepcoHcbKiv o6nacTi,
YkpaiHa. 2018 poky 3akiH4Mna cakynsTeT
3 Mi>kHapogHoro npasa Y J1bBiBCbkoMy
HaLioHanbHOMY YHiBEPCUTETI iM.

IBaHa PpaHka. BuB4ana dooTorpadito
camocTiHo Ta y 2023-2024 pokax

y LLIkoni koHUenTyanbHOi poTorpadil
MYPH nig kepiBHuuTBOM Cepris
MenbHideHka. Ii po6oTu ekcnoHyeanmcs
B YNCNEHHMX rPyMNoBUX BUCTaBKax

B YkpaiHi Ta 32 KOpgoOHOM, 30Kpema

B [laHii Ha BucTtaBui «CninbHe Tino:
MukonaiBcbka monopa dpoTorpadisi»,
Ta 6ynun ony6nikoBaHi B MUCTELbKUX
BMAaHHsIX. Y 2023 poui BOHa
npeseHTyBana poTo3iH «ABaHrapgHi
pianoru Ha Bonkax» y JlbBiBCbKOMY
apT-UeHTpi. OCHOBHI TeMM il NpakTUKK:
0COBUCTICTb, BHYTPILLUHI NepexXnBaHHs,
B3aEMOLis MIOOMHUN 3 HABKOSTULLHIM
CBITOM.

Polina Petrishyna is a conceptual
artist who works with analogue
photography. She uses expired film,
manual manipulation and optical
distortion to create unique visual
imagery. Her practice focuses on
themes including identity, inner
experience and the way humans interact
with their surroundings. In particular,
she explores the inner and outer worlds
of individuals, capturing them through
moments and fragments of their
everyday lives.

Polina was born in 1996 in the
Kherson region of Ukraine. In 2018,
she graduated from the faculty of
international law at the Ivan Franko
National University of Lviv. She
studied photography independently
before attending the MYPH School of
Conceptual Photography, where she was
mentored by Serhiy Melnychenko, from
2023-2024.

Her works have been displayed
at numerous group exhibitions, both
in Ukraine and abroad, including the
exhibition ‘Common Body: Mykolaiv
Young Photography’ in Denmark,
and has also been published in art
magazines. In 2023, she presented her
photo zine, Avant-Garde Dialogues on
Boikos, at the Lviv Art Center.
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Onis OJaHunescbka. [NpencTtaBHMUS
NOKanbHOI XePCOHCLKOI XYOOXHbOI
CMiNbHOTU, CTBOPIOE rpadpidHi po6oTn
Ha KaxnsiX, 3aMMaeTbCs BULLIMBKOIO
Ta XMBOMUCOM. Y CBOIX MUCTELIbKUX
npakTMKax npawtoe 3 TeMammn CaMoTHOCTI,
HacuNbCTBa, AUCKPUMIHaLi, iIHaKLIOCTi.
Hapopunacs B XepcoHi. 3 2017-ro
mana Kiflbka NepcoHanbHUX BUCTAaBOK
y Mysei cyvacHoro mmctelTsa XepcoHa
im. CtaHicnaea Bonsznoscbkoro.

3 no4aTky NOBHOMacLUTabHOro
BTOPrHeHHs nepebyBana B 3axXOMnneHoMy
pocisHamu XepcoHi. BoHa maixe
oppa3sy NoBepHynacs A0 XYAOXHbOT
NPaKTUKWN — T MantoHKKN Ha 6innx Kaxnsx
306paxaloTb CIOXKETU i3 XUTTS Ha
OKYMOBaHWUX TEPUTOPISX, 3a3BMYal Lie
6yKBasbHE 306 paxxeHHs HaBKOMMULLUHBOT
AicHOCTI, a iHoAi — ipoHiYHa rpa cnis

i o6pasziB. bpana y4acTb y dpecTmBansx
cy4yacHoro mucteuTsa: Piazza Ukraina

y Mexax BeHeuincbkoi 6ieHane (BeHedis,
ITanisi, 2022), ART WAR y mexax NpoeKkTy
BIRUCHIY-TRANSCARPATHIA 022
(Bapwasa, MonbLa, 2022), Insomnies

en Ukraine (Bptoccens, benbris, 2023),
RECORDS OF RESISTANCE (O6eprayzeH,
HimeyvunHa, 2023), «Ti sik?» (KuiB, YkpaiHa,
2023), «Hawi poku, Halwi cnoBa, HaLui
BTPaTW, HaLli NowyKwu, Hawi mu>» (JTbBiB,
YkpaiHa, 2023), Freefilmers Mariupol
(IHHC6PYK, ABCTpis 2023), «Bac BiTae
Myzelt cyqacHoro mucTeLTBa, XepCoH»
(NeBiB, YkpaiHa, 2024), Secondary Archive.
Women in War (JTio6niH, MonbLa 2024).

Yuliia Danylevska was born in
Kherson and is a member of the city’s
local art community. She creates graphic
works on ceramic tiles, embroiders
and paints, dealing with themes of
loneliness, violence, discrimination and
otherness in her artistic practice. Since
2017 she has had several solo exhibitions
at the Museum of Contemporary Art
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in Kherson. From the beginning of the
full-scale war she lived under russian
occupation in Kherson, but continued
with her artistic practice. Her drawings
on white ceramic tiles depict scenes
from life in the occupied territories,
mostly faithful depictions of reality with
some ironic wordplay and visual puns.
She has participated in the
following festivals of contemporary
art and exhibitions: ‘Piazza Ucraina),
Venice Biennale (2022); ‘BIRUCHIY-
TRANSCARPATHIA 022. ART WAR',
Warsaw (2022); ‘Insomnies en Ukraine’,
KULT XL, Brussels (2023); ‘Records of
Resistance’, Oberhausen, Germany
(2023); ‘How Are You?’, Ukrainskyi Dim,
Kyiv (2023); ‘Our Years, Our Words,
Our Losses, Our Searches, Our Us/,
Jam Factory Art Center, Lviv (2023);
‘Freefilmers Mariupol’, Innsbruck, Austria
(2023); ‘Welcome to the Museum of
Contemporary Art, Kherson. 2002-2022’,
Lviv (2024); and ‘Secondary Archive.
Women in War’, Lublin, Poland (2024).

kOnis NMiHHiK. AKTOpKa | He3anexHa
TeaTpanbHa pisgyka. OCHOBHUN MUCTELIbKUI
Mefiym — TeaTp, KU BBaXae NPakTUYHUM
BTineHHsM cdinocodpii. HesanexHun
TeaTparnbHWI CEKTOP AnNs Hel —
nabopatopist 3MICTiB i LiIHHOCTEN, NPOCTip,
He 06TSXKEHUI KNacU4HUMU iepapxismu,
IO Mae noTeHL,ian pis CMiNnMBOCTI, cunu,
a TakKoX YYTTEBUN Ta iHTeNeKTyanbHUM
pecypc Ans 3apaHHg TOHY a6o, iHLWMMHK
ClloBaMU, MEPEOCMUCTEHHS KYNETYPH
Ta POPMYBaHHS CMOMYYHOT TKAHUHW,
o o6'egHoE CiNnbHOTU. Y CBOIX
po6oTax POKYyCyETLCS, 30KpeEMa,
Ha Temax XiHo40i conigapHocCTi Ta
nparHe NepeocMmCnioBaTh NOBEMiHKOBI
CTepeoTUNMN Yy penpeseHTaLlii XiHouYnx
NMepCOHaXoK Ha TeaTpanbHiN CLEHI.
BunyckHuus marictepcbkoi mporpamm

«TeatpozHaBcTBO» B JIHY im. PpaHka.
Mpautoe B TeaTpi «Hadpta» (XapkiB)

i TeaTpanbHoMmy Kny6i «Hawwi» (Kuis).
CniBnpautoBarna 3 TeaTpanbHUMK rpynamu
Hooligan Art Community (Hime44una),
Slovo. Theater Group (CLUA), Grotowski
Institute (MonbLla), Theater am Lend
(ABCTPpis) Ta iHLUMMM TeaTpanbHUMM
KONEeKTMBaMM Ta MPOEKTaMMU.
CniBkypaTopka TeaTpanbHOi rpynu
«TiHboBa» (KuiB). JlekTopka i BUknapayka.
Sk TeaTpasnbHa ornspayka nyénikye TekcTu
Ha «YkpaiHcbkin npaBai: XKutra».

Yulia Linnik is an actress and
independent theatre-maker. Her main
artistic medium is theatre, which she
sees as a physical embodiment of
philosophy. For her, independent theatre
is a laboratory where meanings and
values are created, a space unburdened
by traditional hierarchies which
contains the potential for courage and
strength. She also believes that theatre
represents a means, both intellectual
and sensory, of rethinking culture and
establishing a connective tissue to bring
communities together. In her work she
focuses on female solidarity and strives
to rethink behavioural stereotypes in
the representation of female characters
on stage.

Yulia graduated from the Ivan
Franko National University of Lviv with
a master’s degree in theatre studies. She
works at the Nafta theatre in Kharkiv
and the Nashi theatre club in Kyiv. She
has collaborated with multiple theatre
groups and projects, including Hooligan
Art Community (Germany), Slovo.
Theater Group (USA), the Grotowski
Institute (Poland) and the Theater am
Lend (Austria). She is co-curator of the
Tiniova theatre group in Kyiv, and also
works as a lecturer and teacher. Her
theatre reviews can be found in the
‘Zhyttia’ section of Ukrainska Pravda.
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Mopska Bcim 3apistHUM y npoekTi
Many thanks to all involved in the Project

Pe3supeHuis

Banepis KapnaHb, MapuHa MapuHidyeHko — doacuniTatopku
OkcaHa BptoxoBeLibka — KypaTopka, leKTopka

KatepuHa SkoBneHko, Jlia JocTtnesa, Arina OMUTEpPKO,
OneHa MaTBil4yk — OHNaNH TEKTOPKM

Lany i Jlevnuur

Martiac KnanHwHiTrep, Xonya bigak, Mavik Mionnep — sopkLlonu B Llanui
KpictiHa PacmaHH — nporpama B Jlennuury

Haranis Onicdpeposud i Codpist PepoToBa — Aornsp 3a AiTbMU YHaCHULLb
AHppea Xincep — keTepiHr, LianL,

Alte Nudelfabrik Zeitz — npocTip pesunpeHLii i nepcoHan

MRI

Marik Mionnep — ronoea MRI

Mapis BoprcoBa — KOOpAVHATOPKa MPOEKTY
LLlaxa6 Cebrxatynna — aCUCTEHT MPOEKTY
MenaHi Llymb6aHceH — kepyBaHHS MPOEKTOM
IBeTT Pakn — KOMyHiKaLilnHa nigTpUMKa

Residency

Valeriia Karpan, Maryna Marynichenko — facilitators
Oksana Briukhovetska — curator, lecturer

Kateryna lakovlenko, Lia Dostlieva, Ayla Dmyterko,
Olena Matviichuk — online lecturers

Zeitz and Leipzig
Mathis Kleinschnittger, Kholoud Bidak, Maik Muller — workshops in Zeitz
Kristina Ra®mann — City of Leipzig; programme

Nataliia Oliferovych, Sofiia Fedotova — childcare for participants’ children

Andrea Hilser — catering, Zeitz
Alte Nudelfabrik Zeitz — residency space and staff

MRI

Maik Muller — Head of MRI

Mariia Borysova — project coordinator
Sebghatullah Shahab — project assistant
Melanie Zumbansen — supervision
Yvette Falk — communication support

BIQHAMOEHE Y BTPATAX.

TekcTu i BisyanbHi po60TU yYyacHULb
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Lla 36ipka € pesynbTaToM NiBpPiYHOT MUCTELLKOT pe3naeHuil ans
YKPaiHCbKNUX MUCTKWHb, SKi HUHI, Mig Yac BiHW, XXMBYTb i MpaLoloTb

B YkpaiHi. Cepepn HVX — BidyasibHi XyLOXHULi, TMCbMEHHMULi, nepdopmepkn,
Ti, XTO MpauiotoTh y Teatpi  KiHo. YacTrHa 3 HUX — mepeMilleHi ocobun,
L0 3MyLUEHI By mepeixaTu B iHWIi MicTa YKpaTlHy BHACNifOK POCINCbKOT
arpecii i okynauii. PeanpgeHuis, opraHizoBaHa IHiuiatnsoto MapTiHa PoTa,
cnoyatKy BigOyBasacb OHIANH, a 3rofOM MPOLOBXMUIACh Y BUTNSAI
ocobucTol TuxHeBOoT 3ycTpidi B HimeuuunHi. Cnisnpaugs i cniBXxutTs y
He3neyHoOMy NPOCTOPI CNPUAIM HOBIM AMHAMILi TBOPYOCTI Ta 0OMIiHY
LYMKaMK, a TakoX YMOXJITMBUIM BUHUKHEHHS CONiAapHOT deMiHicTUYHOT
cninbHoTU. MucTeubki poboTn, CTBOPEHI Nig Yac pesuaeHL;ii, BTinnmamch
y Lo cnifibHy nybnikauito, gka He fuLue 3bupae pa3om NPOEKTH BCixX
y4YacHuWLb, ajie Takox pedriekcye LOCBIA pe3naeHLii Ta il o6cTaBumH.

This publication is the result of a six-month residency for Ukrainian women
artists living and working in Ukraine as the war grinds on. They include
visual artists, writers, film and theatre makers and performing artists.
Some have been displaced, forced to move to other Ukrainian cities as

a consequence of Russian aggression and occupation. The residency
organised by the Martin Roth-Initiative initially took place online before
culminating in a week-long in-person meeting in Germany. Temporarily
living and working together in a safe space opened up new dynamics of
creativity and exchange, and allowed a mutually supportive community to
emerge. The artistic works created throughout the residency resulted in
this collaboratively developed publication, which not only brings together
the works of all participants, but also reflects impressions of the residency
and its circumstances.



