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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 MRl 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

MPOJIOr

Y pamkax creLjianibHOro NPoeKTY, MOB'I3aHOro 3 PEMiHICTUYHOO
30BHILLHbOIO MoniTUKo HimevdnHu, IHiuiaTuea MapTiHa PoTa
(MRI) cTBOpWMna ri6puUAHY pe3vaeHLto Ans NiBTPUMKM YKPaTHCbKUX
MUCTKWHb, SKi MPOAOBXYIOTb XXNTU B YKpaiHi. Yepes peanpeHLito
3 OHNaMH-BOPKLUONaMMU, ANCKYCIIMU Ta eKCNEPTHUMM 3yCTpivamu,
Lo po3rnoyanacs y XoBTHi 2024 poky, oconarH-3ycTpiy y Hime4yuunHi
B 6epe3Hi 2025 poky, a TakoX cninbHy ny6nikaLito, MPOEKT CrpusB
cniBnpaui, iHTenekTyanbHOMY MOLLYKY Ta Aianory, demMiHicTu4HoOMy
AMCKYPCY M MUCTELLbKOMY AochiaxXeHHo. Metoto MRI 6yno nocunutu
CTIMKiCTb YHaCHMLb Ta iXHbOI MUCTELbKOT AiSNIbHOCTI Mif, Yac BiliHU,
CTBOPUBLLN MPOCTIP, KU NPOMOHYE TUMHYAcOBY 6e3neky i cnpuse
CaMOpPO3BUTKY, CAMOCTBEPLOXKEHHO 11 MOBEPHEHHIO aBTOPCTBA
y BnacHux Hapatmax. OOHUM i3 HaWLHHILIWX BiAryKiB, OTPUMaHUX Bif,
y4acHULb pe3naeHLii, 6yno cpopmMynboBaHe BigHyTTS HAaTXHEHHS Ta
PO3LUMPEHHS MOXIIMBOCTEN 3aBASKM BCEBIYHIN NiATPUMLI, BiggaHOCTI
Ta HeyrnepenXeHOoCTi CRiNbHOTH, LLO BUHMKIA B pe3ynbTaTi pe3naeHLii,
BiOYYTTS, sIKE NMOSICHIOBANIOCS TUM, LLIO pe3naeHLiis 6yna cTBOpeHa
>XiHKaMU gnsi XiHOK, Lo, 6€3CYMHIBHO, 3a6e3mne4nno ocobnmy
CTiVKicTb cninbHOTU. MRI BASYHWI 32 [OBIPY BCIM Y4acHULSM, SKi
3pO6UIN L0 PE3NAEHLLIO TaKoto, SIKOKO BOHa cTana.

Marik Mionnep, ronosa IHiuiaTtven
MaprTiHa PoTa, Big komaHan MRI



MnrPoOJ10Or

CBIOAYNTWN
HAC |
MOXXJTMBE

Mapiss BopucoBa, Npo€eKTHa
KoopauHaTopka MRI

Y mexax crneuianbHOro NpoeKkTy Ons
PEMIHICTUYHUX MUCTKUHb IHiLiaTMBa
MapTiHa Pota (MRI) opraHisysana
pe3naeHLito ANs MUCTKUHb, SIKi XXMBYTb
B YkpaiHi. Mopis poanoyvanacs y XOBTHi
2024 poky 3 cepii oHNanH-3ycTpiven
i pocsrna poskBiTy y 6epesHi 2025-ro,
KON YYaCHUL M KOMaHAa NMPOEKTY
3i6pannce pazom ocobucto. MucTeLbki
BMCIIOBIIOBaHHS, 3i6paHi B Liv ny6nikaLii,
BMHUKNN Y pe3ynbTaTi 06roBopeHb
NPOTSrom pe3naeHLii Ta HaTXHEHHI
B3aEMO[I€I0 YCiX, XTO AONYYMUIUCh Ao il
CMiBTBOPEHHSI.

PesnpeHuia o6’egHana XiHok
pi3HOro Biky 3 pisHUMM icTOpisMK Ta
PiIZHUMU MUCTELLLKMMW NPaKTUKAMMU.
Cno4aTtky He 6yno NeBHOCTI, ik came
BifGYBaTMMETbCS MOLLYK CHiNIbHOro
BMCMOBJIOBAHHSI, aXe Y KOXHOI CBOS
icTopis. Jo Toro X, AocBif BilNHM BCe e
TpUBaE i e He NOBHICTIO OCMUCTEHUN.
OpHak KoMaHfa pe3npgeHLii 6yna rotosa
[0 uiei HEBIQOMOCTI 1 LUMPOTU TEM,

3 SKMMU NpaLtoBany XyaoxXHuui. 3ycTpiy
32 3yCTpiy4to rpyna npocysanach Ao
APTUKYNSILIIN 0OCOBUCTOro [OCBIAY
KOXHOI, i Y i MHOXXWHHOCTiI — A0
CTBOPEHHS MEBHOIO KONEKTUBHOIO
apxisy.

Ony6nikoBaHi TYT NPOEKTH
YTBEPAXYIOTb: OCMUCIIIOBATU
i cTBOpPIOBaATHM Mif, Yac BiMHW — MOXNMBO;
MOXHa 3HauTW Boani o6pasu, abu
OonncyBaTU CBIT BCynepey HamaraHHsm
arpecopa BigiépaTtu y Hac 3mory
ropopuTn. 3akapbyBaBLUN CBOT pedoneKcii
Y Lin nyénikauii, KO>XHa MUCTKUHS
3po6una BNacHWM Aonuc po ictopii.
| xo4 puckycii Ta pob6oTa Hap NpoekTamm
TopKanuck ocobucToro, 6on4oro,
HemneBHOro, ApaTiBNNBOro, AOCBIA L€l
pe3uaeHLii NokasaB: eMOLMHO HenpocTa
po6oTa MoXe fofaBaTu CUI, CeHey

M HacHaru, Konu Bia6yBaeTbCs Y Koni
opgHOAYMULb, SKi CNyXatoTb OfHa OAHY
6e3 3acynKeHHs.

MpoTarom oHnamH-

YaCcTUHU pe3npeHLii rpyna
npocyBanacbh ckilagHUMu

TEMaMK Pa3oM i3 3anpoLLEHNMU
ekcrnepTkamu — KatepuHoto SIKOBEeHKO,
INieto JocTtnesoto, Annoto Omurtepko.
Byno o6roBopeHoO NUTaHHS, SK Pi3Hi
XYAOXHUL MUHYINOrO | CbOrofeHHS
pearyBanu Ha BiHY Yy CBOiX po6oTax,
SIK MOXJTMBO FOBOPUTU NpPO BiNHY

i oe nponsirae mexa eTU4HOro
BMCBIT/IEHHS YY>XOro A0CBify, K MOXHa
BMKOPWCTOBYBaTN METO[ aBTOTEOPIl

Yy MUcTeLbKin npakTuui. Ekcneprka

3 PO3BUTKY CMiNbHOT i koy4 OneHa
MaTBinyyk nposena BOpKLIOMNK

3 PO3YMIiHHS CBOIX onop Ta peanizauil
LiHHOCTel. ThltoTopKa pe3naeHLii Ta
yknapadka paHoi nyénikauii OkcaHa
BptoxoBeLbka po3nosina Npo Teopito
Ta NpakTUKy poboTn 3 apXxiBamu Ta
ocob6uCTMMU iCTopiSMU | NpoBena
ceMiHap 3 06roBoOpeHHs PeMiHICTUYHMX
TekcTiB. MogepaTtopku Banepis
KapnaHb Ta MapuHa MapuHiyeHko
CYyNpoBOOXYBanu y4aCHULb MPOTSIrom
YyCbOro nepioay peauaeHLii, cnpusnu
KYNbTYpPi CMiNKyBaHHSl, CNOBHEHOMO
BiOKPWUTOCTI i MoBaru, a Takox BTiNuIm
apT-mopepyBaHHs ny6nikaLii.

Mip 4ac 3ycTpidi BXUBY y4acHUL
pe3npeHuii Ta komaHpa MRI
po3micTunucs y komnnekci Alte
Nudelfabrik Ha TepuTOpii KONULWHBOT
MaKapOHHOI chbabpuku, NnepeTBopeHOT
Ha KyNlbTYPHUI NPOCTIP ¥ MicTeuKy
Lanvu B Himevy4mHi. Hala iHTeHcuBHa
TUXHEBa Nporpama BkJto4ana B cebe
BopkLonwu Big Xonyn bigak, Matica
KnsiHWHiTrepa ta AHreniku BaHek,
mancTepknacu B cTyaii FILZ kollektiv
Ta Mysei opykapcbkoro MncTeuTsa,
3ycTpiy i3 KpicTiHoto PacmaHH Ta it
Kkoneramu 3 J1SMnum3bKoi Micbkoi pagu,
cepep akunx 6yna MeHpi lexpT, Micbkui
TYp demiHicTu4YHOoI icTopii Big Re*map-
ping Leipzig Ta BiAaBinyBaHHs Manepei
cy4acHoro mucteuTsa. Momix umnm
Takox o6roBoproBann NPOEKTU NS Liel
ny6énikauii Ta pazom opraHizyBanu pizHi
3axooum.

MpoTarom BTiNEHHS NPOEKTY
komaHpa MRI, meHTOpKa i dhacuniTaTopku
nparHynu cTBOPOBATU MOXIIMBOCTI,
npuBoan, NPocTip 6e3 TUCKY 1
O4iKyBaHb, B IKOMY KOXHa 3anpoLlueHa
00 AMckycii, ane xopHa He 6yae
3acyakeHa, 9KLWo BiAMoBuTbCS. lMo-
ppyre: nnaHyBaTu i NPOMOHYBaTK, ofHaK
3anuwaTty micue iHiuiaTuei. A Takox
oKpecntoBaTy none onuin i BogHo4ac

6yTV rOTOBMMMU 32 Lie NoJSie BUXOAUTU.
Lle nipxin BKItOYaB rHY4YKe MiaHyBaHHS
i YyTTEBY KOOPAUHaLito. MigTpumatn
crnoBamMu CTOMJIEHMX Bif, goporun a6o
BYaCHi HEKOPWCHI conopoLui 6ynu He
MEHLL BaX/IMBOIO MOEIO 3afadeto sk
KOOPAMHATOPKM NMPOEKTY, aHixX 3i6patu
ineto, nofen, Nnporpamy i NpocTip

Y uinicHe mosaivyHe naHHo. YyTu KOXHY
i BIBMOBIAHO AINNTUCHL pecypcom — Ta
6a30Ba HafQiNHICTb, SIKY XiIHKWU MOXYTb
paTu ogHa ofHil cepefn HEMEBHOCTI
LLbOro CBITY.

Pe3npeHuis cTana po3TsrHeHUM
Y Yaci cBig4eHHsIM. HaBiTb Y HaTEMHiLLi
OHi, CTPUBOXEHI HOBUHaMM BiliHW,
yYacCHULi 3HAaXOAUIN CUNKN NiIATPUMATK
opfHa ofHy, 6yTK yBaxHUMM [0 inen
KOXHOI, He 30aBaTUCh Y MOLLYKY
BignoBigen Ha cknagHi 3anuTaHHg
i papiTv api6HMusMm. Lis ny6nikauis
iNOCTPYE He NuLle Yac, y Skun 6yna
CTBOPEHa, a  NNIAHICTb | BHYTPILLUHIO
MiLLb XiHOYOT CMiNIbHOTW.

CnogiBatocb, NONiOHis rofociB Ha
cTopiHKax uiei nyénikauii nigTpumae
YMTAYOK i YNTauiB y cnpobi BigHaNTH
BITAaCHWI | CMOHYKaTMMe NPUCYXaTUCh
Ao rofiociB foBkona.

FOREWORD

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
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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 Ramann 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 fur
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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[TPABUJIA
SABJIAJINCD |

SMIHKOBAJTINCDb
B IMPOLLECI TPU

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

BaxknuBo Te, ik came mu
NPUXOANMO B MiCLiSl, B IKNX
OMUHSEMOCH.

— Capa Axmepg/

CTaTu cninbHOTO — e ambBiTHe
i BOgHOYac cknagHe 3aBgaHHs, 0cobrnMBO
KONW MAETbCS NPO rpyny 3 NoHap,
ABaALSTU XYAOXHMLb, MepeBaxHO
He3HanoMmx Mix coboto. | Bce XX Mu BCi
NPUILLIK 0 LIbOrO MPOEKTY 3 HAMIPOM
CTaTW YaCTUHOI CrifIbHOro?, KOXHa
y CBOI poni. BinblwicTb y4acHuLUb
pe3naeHLIii Ta KOMaHAN — XYBOXHULL
3 ri6pPUAHOIO NPaKTUKOLO, SKUM Y>Ke
6yB 3HAaMOMUN KypPaTOPCbKUIN AOCBIf,
NPakTUKK 3any4YeHHs Ta pi3Hi opmu
TBOPYOI cniBnpaui. Ans Hac, MUCTELbKO-
KypaTopCbKOro KonekTuay, porb
dacuniTaTopok ctasna cCnocobom He nuiie
6yTN NPOdPECINHUMU CMIBPO3MOBHULSIMHA,
a Il BignoBigaTh 32 YTPUMaHHS | pO3BUTOK
NPOCTOPY PO3MOBU — TPOXU KEPOBAHOTO,
npoTe BiAKPUTOro Anst KPUTUYHOT
camopedonekcii Ta cnifbHUX Ain. Mu
npautoBanu Hag TUM, Wo6 BuGyayBaTK
i NigTPUMYBaTK CRINbHOTY, BIAKPUTY
[0 PO3MOB Ha Bpa3nunBi Temu®: Npo
pi3Hi popmu anckpuminaii, Typ6oTy
M NiKnyBaHHS, CEKCU3M, coLlianbHy
HecnpaBeanmBiCTb, CUCTEMHE
HaCUbCTBO, a TakOX MPeKapHiICTb,
BUFOpPaHHS, Big4y>keHHs Ta dopycTpaLlito.
demiHicTHYHI niopxoou 0o mucTeuTBa
B Yac BiliHM 6YyNK BaXI/TMBUM KOHTEKCTOM
Haloi po6oTK.

Sk i 6éaraTo MicnsgaKoBigHUX
pe3naeHLIi B yMoBax KpU3au, s
Takox 6yna ribpupHoto: posnoYvanacs
OHINalH, NPOJOBXMNIAaCcs 0COBUCTUMMU

1

3ycTpivyaMu i Hapani TpUBac y 3amillaHux
dopmaTax, 3anyyato4m pizHi reorpadii.

3 0BafuUsTV y4aCHULb He 3aBXAM BCi
MOFN gonyyaTucs o 3i03BOHIB, ane
MiHMMBa KOMMO3ULLisS FpyNu CBig4YMna npo
ACUMHXPOHHY, NPOTE CTiNKY NPUCYTHICTb —
4acTUHY HenepensGadyBaHO! PyTUHM
BOEHHOrO Yacy. baxaHHs 6yTn pazom
Big4yBanocs y HedoopmMarnbHUX PO3MOBaX,
CMiNbHUX 3yM-BeYepsiX i YatoBaHHSIX.
TBOPEHHS MPOCTOPY AOBIpY OHNANH
3aBX[AMN € HEMPOCTUM 3aBOAHHSIM,

apxe B 3yM-KiMHaTU 3axofsTh He nuLie
aBaTapw, a 1 Tina, ki 3aBMUpatoTb nepen,
ekpaHoM. MoBepHeHHS yBaru Ao cBoix Tin,
A0 NPUCYTHOCTI OfHa OAHOI LO3BONNIIO
HaM NMOCTYMOBO 3i6paTUCs y CrpPaBXHix
«pazom», 6ofan y LMcpoBoMy BUMIpI, ax
[0 MOMEHTY, KON Lie CTano MOX/MBUM

i piznyHo.

Typ60Ta B HaloOMy NMpoLeci He
6yna abCTPaKTHOO KaTeropieto — BOHa
cTaBana TUM, Lo 6enn rykc Hasueana
npakTukoro ceob6oau, a Mapis MNyir ne
na Bennakaca — 3aHeNMoOKOEHOO Ji€to,
LLLO 3MiHIOE TiNO, MPOCTIP | B3aEMHICTb.
6enn rykc nucana, Wwo Typ6oTy Yacto
BiIKMAaTb, 60 BOHa He Ja€ NOMITHOro
pesyneraty. Ane came Typ6oTa, 3a i
crnosamu, € ceo60opoto B Aii — ToAi, konu
il o6upatoTb 6e3 npumycy 1 6e3 o6MiHy.
Konu BoHa BUHMKaE He 3 06OB'I3KY,

a SIK XXeCT B3aEMHOr0 pPo3ni3HaBaHHS.
Takoto 6yna 1 Hawa Typ6oTa, Konu mu
3ycTpinuce y Llanui: BoHa nposiensnacs
y NPOCTUX [isX, Lo [O3BONSIN
NPOCTOPY 3MiHIOBATUCS PA3OM i3 HaMMU.
Sk Haronowye Bennakaca, Typ6oTa
3aBXAM TPOXMN TPMBOXUTbL — 60 MOpyLUYE
3BUYHY NOriky edpekTUBHOCTI. | came

B LLii TPMBO3i MU 3HaxopMnun oopmy
CMiNbHOCTI — MPUCYTHbLOI, BiAKPUTOT

[0 B3aEMHOrO 3any4eHHs. [porpama
pe3naeHLii B LLbOMy KOHTEKCTi 6yna
oropoto, HA6OPOM MOXTMBOCTEMN, SIKi He
AVKTYBanu Hanpsm, a 4O3BONSIM oéupatu
CBiV cnoci6 6yTu.

YyacHULi XyAOXHbOT PeMiHiCTUYHOT
peanpeHLii npuixanu go Llanua 3 pisHux
MICT YKpaiHu, KOXHa 3i CBOIM [OCBIAOM
BIMIHW SIK TPMBasoi YMOBM iCHYBaHHSI.

ToX y Ui cninbHOCTI BigYyBanack He
nvwe noTtpeba y BiAHOBNEHHI, a 1

Yy TUMY2COBOMY NPU3YMUHEHHI NOriku
BUXKUBAHHS, SIKY BillHa pOGUTb 3BUYHOHO.
Mu nogymanu npo Te, Wwo dpemiHicTUYHa
Typ60Ta Moxe 6yTH He NnLLE PeCypCoM
NIATPUMKM, @ 1 BiANOBIAAK Ha NONITUKY
BUCHaXeHHS* — CTaHy, Y SKOMY Tino

M CBIIOMICTb OMUHSIOTLCS Ha MeXi

MiX BUTPUMKOIO, MPUCYTHICTIO

i HeMoXnMBICTIO 6YTH. Y LibOMY

CTaHi XeCT NikfyBaHHS, BiaMOBa Bif,
NPOAYKTMBHOCTI, PO3CisiHa yBara abo

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

2 TyT Mun nocunaemocs

Ha PO3YMIiHHS «CMiNTbHOTrO»
(the common) sik npouecy
CTBOPEHHS B3aEMHUX
3B'A3KIB | NPaKTMK
cniBbyTTA — Hacamnepes
y demiHicTuyHuxX nigxonax,
3oKkpema y npausx Mapii
Myir ne na bennakacy,

SKi OCMUC/TIOIOTb

cninbHe yepes TypboTy,
adeKTuBHY npaLo,
BPa3/MBICTb. Y CXOXKOMY
KJ1KO4i, XO4a 3 iHLWOoro
dinocodcbkoro KOHTEKCTY,
MO>Ha TaKoX 3ragati
KoHLenuito cnisbyTTs 8
Kahna-JTioka HaHci Being
Singular Plural.

3 Ui po3mosu
BigbyBanucs nig vac
nekuin, BopkLonis,
0BroBopeHHs TEKCTIB,
NPOEKTIB i MPUBaTHO.

4 Politics of exhaustion —
BUCHa>XeHHA 9K
HacnigoKk CUCTEeMHOT
HepiBHOCTI/Hacunns, Ak
NOJITUYHUN IHCTPYMEHT
cyBepeHa (B gaHomy
Bunaaky came Pocis
BUCTYyNae CyBepPeHOM
OS5 Hac, afle wupLue

y emiHicTniHOMy
OMCKYPCI e Moxe

6yt byab-sika Bnaga/
KOprnopaTuUBHI CTPYKTYpH,
AKi BUKOPUCTOBYIOTb
BUCHAXeHHs Ona
NigTPUMKN HassBHOrO
cTaTycy-KBo).



BAJTEPIS1 KAPMMAHb, MAPUHA MAPUHIYEHKO

cninbHe NPUroTyBaHHS iXXi MOXYTb
cTaBaTW HOBMMM criocob6amu CnpoTumBy.
dacuniTytoum po3mMoBM Ta HaBIryo4m
pedpnekcii B rpyni, M1 6anaHcysanm
MiX cTanoto popmoto B3aEMOLi, Ha siKy
MOXHa 6yro cnepTucs, i AOBINbHICTIO
3anyyeHb BiAMNOBIAHO [O GaXKaHHS.

Mwu nparHynu Tpumatucs 6nmxye go
Liel TMLWi, O LbOro «CnifbHOro Yyepes
Typ6oTYy>», Ae Halla no3uuis éyna 6

He 30BHIiLLHbOIO 40 MPOLECY, a TaKoHo,
LLIO PE3OHYE 3 PNIOIJHUMM 3B'I3KaMK,
9Ki BAHMKanu Ta nepenaBanmcs nomix
YHaCHULSIMM | KOMaHAO pe3naeHL;ii.

Y 30BHiLUHbOMY MOJ1i 30pY TiNO
nepecTae HanexaTtn cobi — BOHO
iHTepnpeTyeTbCs, apXiByeTbcs. XKecTu
MOBYaHHS NOCTalOTb SK anbTepHaTUBa
LLbOMY OBTSXKIIMBOMY PeXUMY BUAMMOCTI,
LLLO HamaraeTbes 3adoikcyBaTy,
npenapyeaTu i NiANoOpsAKyBaTH BTINEHY
MHOXWHHICTb IA€HTUYHOCTEN OQHOMY
3py4HOMY 06pa3y Anst ANCTaHLiMHOro
crnoxuBaHHS. My 3BepTaemMoch Yy LIbOMY
TEKCTI 00 «XKECTIB» | KMOBYAHHS» GK
A0 BTiNEHOI NO3ULLi, NPUCYTHOCTI YK
HaBiTb BIGMOBW roBOpUTK abo AisiTH
Y 3BU4HUI crnoci6. Lle moxe 6yTun
3yMnHKa, CNOBiNbHEHHS, BigMOBa
CBigYNTK, Nay3a Big NepebyBaHHS
y KonekTuBHocTi. Lle Ti adbekTMBHI akTw,
LLLO He BMUCYIOTLCS Y 1OriKy Ny6nivHol
apTukynauii. MiknyBaHHS NposBRsinocs
Yy MPOCTUX peyax, Takux sK NPUroTyBaHHS
KaBW Y1 nepepava deHa Tin, XTO LUE He
nocylwuna Bonoccs. Hawi paHku B Lianui
NPOMOBISIINCS Yepe3 PUMIHHS CXOAIB,
nory nig 6€TOHHUMW CTENSIMU KOMULLHBOT
MaKapOHHOI pabpuKku, Kpi3b BikKHa, LLO
BiAYMHSIIOTBCS, LLLOGU BMYCTUTU CBixXe
Tenne nosiTps. He Bce 6yno ysrogxeHo —
ane came ToMy BCe Masio CBili MOPSAOK
i noBTOpeHHs. CHigaHKN 32 CRifNbHUM

CTONMOM CTaBaj MapKepamMmu MPUCYTHOCTI.

XTOCb NpUHOCKNA LLOCh CONOAKe, XTOCh
cTaBuna YanHuk. Mu niknyeanucs npo
TMWY i Npo il nopyLUeHHs.

Y BcTyni o Queer Phenomenology
Capa Axmep, roBopuTb NPO BU3HAYEHHS
«opieHTauii» 3aranom — Wo6m NoTim
nepenTn A0 CeKcyarnbHOI OpieHTaLli —

i nponoHye npuknapg crona sik o6’ekTa,
HaBKOO SIKOro BUOYAOBYETLCS BiAHYTTS
NPOCTOpPY, MPUCYTHOCTI, HaNPSMKY.

B Axmepq, cTin NnUWaeTbCa HEMOMITHUM
6yneHHMM Tnom dhinocodcbkoi po6oTH,
SKWUI BOHA BUTSIYE Ha30BHI. Y HalloMy
BUMNafKy TakuM MicLieM cTaB GinbspaHui
CTiN: cnepLly — eneMeHToM dOOoHY,
Yy>XXUM Yepes acouiaLlii 3 npocTopamu
YonoBiYoi couianizauil. Y Ton yac

SK Y KOHKYPEHTHOMY CepefoBuLL
KoopAuHallisi cTae 36poeto, AesKi

3 Hac OOBINbHO 36Mpanucs 3a Lnm
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CTOINOM Y Pi3HWUI Yac, BUKOPUCTOBYHOUU
KOOpPAMHaLLito OfHa OAHOI SIK akT Typ6OTH.
Lle 6yna 3miHa opieHTaLii: He Ha cebe

i cBOE BUrpaBaHHs, a Ha NpoLec, Ha yBary
[0 MepLIoro AoCBify iHLWOI, Ha XecT
320X0YEHHS | nepepani.

Binbspp HaneXxuTb O Tak 3BaHUX
«3MaraHb Y BNPaBHOCTI» — a BMPaBHICTb,
0CO6NMBO Y pi, B MaTpiapxanbHil KyneTypi
4acTO MUCIUTBLCS SIK «4ONOBiYa YECHOTa».
Y Mmexax Li€l noriku Tina, ski YNTaroTbCs
SK XiHO4i 260 peMiHHi, cnpurimatoTbCs K
Taki, Wo noTpebytoTb HAaCTaBHULITBA — LUO,
LLLOHaMeHLUe, BOMBAE 3a0,0BOJIEHHS Bif,
rpu. Ane 3 dpemMiHiCTUYHOI NepcnekTnBsm
CTa€ 3pO3yMino: Lobu B3aEMOpRisaTH 3i
CBITOM i PO3LUMPIOBATU CBOIO MPUCYTHICTb
Yy NpOCTOpI, He NOTPi6EeH «0CO6MBUN
xuct». MoTpiéeH npocTip, Wo cTae
AOCTYMHMM A8 Ail 260 CTBOPIOETHLCS SK
Takumn.

TarHyTUCS BO CBITY, KU Cam
npocTsaraeTbes Oo Tebe — Le OoCBig
cBo6opu. Are CTBOPUTU MOFrO MOXHa
nve KonekTnsHo. PopmyBaHHS
AOCTYMHOrO NPOCTOPY NOTPebye Takox
Hacy: nepwmnmMmmn nony4aroTbCcsa Ti, Hn4a
LiKaBiCTb MeHL OBTs>XXeHa nonepenHim
HeraTMBHUM JOCBIOOM, @ peLlTa Yekae Ha
curHan 6esnekn. KonekTnBHe BUPILLEHHS
3aBOaHb BUTICHSE KOHKYPEHLLito, | HaBiTb
MiHIManbHUIN «KPOK>» OTPUMYE BUSHAHHSI.
Tak 3pocTae 6axaHHs npo6yBaTtu
i pony4atucs. AX oCb YCi HiIBU «3HalOTb
npasuna» — 60 MU BiOKPUIN iX pasom,
6e3 CTOPOHHIX MOSICHEHb | BNagHNX
iHCTpYKUin. BpewTi, yacy 6yno o6marne,

i He BCi BCTUIMM NEpPEeTBOPUTU LLIKaBICTb Ha
pito. Ane, MoxXnunBo, 6opar HapUXHYUCS.
A Ti, KOMY NPOCTO He LiikaBuiA [OCBIA,

rpu, 3éupanuncs 3a iHWMMK cTonamu. Ha
LLLacCTs, CTOMiB 6YNO AOCTaTHBLO.

Konu My pymaemo npo Hall focsig,
6inbspay i pesmaeHLii 3arafom, 3HOBY
emouiriHoro Hamipy (emotional inten-
tionality). KonekTusHicTb 6€3 npumycy,
LLIO BUTBOPWIIAcCs 3 pUTMY OpraHi3oBaHUX
i CNOHTaHHMX B3aeMogin. BiguyTTs
CMiNbHOTK, sIKe HAapPOAKYBanocs 3 [OBipu:
Lo Tebe He BUKIIOYATb, HaBITb SKLLO TU
panTom fecb He pgony4uiics. MoxHa
ckasaTw, Lo BCi pa3om MU TBOPUIU
cepenoBuLLLE, 3aCHOBaHE Ha HaMmipi
Typ6yBaThCS 11 OTPUMYBaTU TYPOOTY.
| came Lel Hamip, padLLe HixX CTPYKTYpPa,
Ma€ LWaHC Ha yTpUBaNeHHs. Y Hallil
cninbHOTI Typ60oTa 6yna cnoco6om
opieHTaLjii B npocTopi, TinecHum
3HaAHHSM | MONITUYHOKO BigNOBIOOHO Ha
doparmeHTOBaHy NPUCYTHICTb, SKY BiliHa
pPO6UTb HOBOKO 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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VALERIIA KARPAN AND MARYNA MARYNICHENKO

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
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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

RULES EMERGED AND EVOLVED DURING THE GAME

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
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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



1 Hannah Arendt,

“No Longer and Not Yet”
in Reflections on
Literature and Culture,
ed. Susannah Young-Ah
Gottlieb (Palo Alto, CA:
Stanford University Press,
2007), (c. 121, nepeknapg
umntyBanHa — O.B.).

2 Hadji Bakara, "Refugee
Writing and the Problem
of the Future” in The
Routledge Handbook of
Refugee Narratives, eds.
Espiritu Gandhi, Evyn

L., and Vinh Nguyen
(London, England:
Routledge, 2023),

(c. 491, nepeknag
umntyBarHa — O. B.).

3 Bnepuue neransbHo
cTatyc bixeHus bys
BM3HavyeHun Jliroto Hauin
y 1921 poui, a ni3Hiwe
Oys 3akpinneHunn OOH

y 1951-my.

NMEPEAMOBA

MMWCTELITBO
3LLUMBAE
PO3IPBAHUI

YAC

OkcaHa BploxoBeLbka

Y ecei «Bxe Hi i we He» (No Lon-
ger and Not Yet) laHHa ApeHAaT
OKpecsoe NpipBYy, Ska yTBOPIOETHLCS
B iCTOPUYHOMY Yaci gns nopen
i MokoniHb, SKi 3a3Hanu katacTpod — gk
npuknan BoHa 6epe lMepluy ceiToBY
BiMHY. BUbyX, siknii cTBOptOE L0
npipBy, po3puBac «niéepanbHy>» igeto
TSrNOCTi Yacy, ska nepepéavae NnaBHUN
nepexif 3 MUHYNIOro Yepes TernepilliHe
y MalnbyTHe. 3a cnoBamu ApeHaT:
«3aHenap, CTaporo i HapoaXeHHsS HOBOro
He 060B'13KOBO MOB'I3aHi 6e3nepepBHOIO
TarnicTo. Mixk MOKONIHHSIMU, MiX
TUMU, XTO 3 TUX YW iHLUNX MPUYUH BCE
LLle HanexaTb [0 CTaporo, i TUMU, XTO
a6o Big4yBae kaTacTpody A0 MUGUHHK
KicTOK, 260 BXe BUPOCU 3 HEto, NaHLor
3B'I3KY PO3ipBaHUN i OMPUSIBHIOETHCS
“NOPOXHMHA" Ha KLITANT HiYMET
icTopuyHoi zemni (historical no man’s
land), sky moxHa onucaTtun nuwe
B TEPMiHaX “BXe Hi i e He"»!.

Xapxi bakapa 3BepTaeTbcs oo
LbOro BU3Ha4YeHHs ApeHnT, o6
MOMUCIINTU MiCLE, SKEe 3aMMatloTb
GixXeHLi Ta 6iXXeHKN, KOTPi BTpaTUM
AiM, KpaiHy, MUHYNe XUTTS i We He
oTpUManu NoCTiNHOro 3aKOHHOro
MPUTYNKY Y1 FPOMaAsiHCTBA B iHLWIN
KpaiHi. AHaniayro4m nMcbmo
MUCbMEHHUKIB-6iXeHUiB (OQHIED 3 HUX
6yna n ApeHAT), aBTop po3rnspac
npo6nemy «ManbyTHbOro» GiXeHLLiB
3 Pi3HMX TOYOK 30pY NMONITUYHOI YSIBU.

B opHii i3 mowmpeHnx caHTaszin
GinbLUICTb NOACTBA CTAalOTh BiXXEeHKaMm
Ta GiXXEHUSIMWN — CBITOBOT BiNHU 4mn
KnimaTu4Hoi katacTpodu: «CborogHi
GiXeHLLiB y>Xe He BUXOAUTb O3Ha4YUTH
SIK BUHSITOK i3 3aranom ctabinbHoro
cBiTOBOrO Nopsaky (sk ue éyno nicns
060X CBITOBUX BOEH). 3iTKHYBLUNCH
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3 Li€to pearnbHiCTIO, MOXHa Yy po3navi
YSBUTMU, LLLO ANCTOMIS HAC Ha3goraHaE»?,

Hasea «6ixeHui» 39BnsgeTbCcs ToAl,
KONW BTiKadi Ta BTiKka4yku Bif, KaTacTpodu
CTynaroTb Ha 3eMJto, e LIYyKaloTb
NMPUXUCTKY, | 3anuwatoTbest Tam. Lito HasBy
i uen cTtaTyc® pae im npuirimatoda CTOpoHa,
AJ151 IKOT BOHU, Y CBOIO Yepry, TaK 4K
iHakLwe € npo6nemoto. BoHu cTatoThb
GixeHLUsIMK Ta GixkeHKaMM NuULLIE Tam, Kyau
nepemicTunucs.

BTim, Ha TepuTOpisix, 3 SKMX Nogu
TikatoTb, WOG NEepeTBOPUTUCS Ha
GixXeHLiB, Ha 3eMnsX BillH | kaTacTpod
3annLWatoThCS | MPOAOBXYOTh XUTH
6araTo noaeu, ski He MOXYTb YK He
XO4yTb MokMaaTh Ui micus abo ki,
TUMYaCOBO MOKUHYBLLW iX, MOBEPHYNCS
Hazap. OpHak ons uux nogen Hemae
creuianbHOT Ha3BW, NOMPU Te, LWLO IXHE
XWUTTS KapAUHanbHO BifpPi3HAETbCS
Bifl XXUTTS Yy «CTabinbHOMY CBiTOBOMY
nopsiaky». NMeBHoto mipoto, ons
3axigHOro CBIiTY Li toAn MeHLU
BUOMMI, HiX 6ixXeHLi Ta 6ixkeHKN. IXHIl
ronoc moxe 6yTu MoYyTUN 3aBASKM
nocepenHMKam i MocepenHnLSaM, SKUMU
BMCTYNatOTh XYPHaNCTU, MMCbMEHHUKM,
pocnigHuku, muTui. Cepep uux nopen,
SKi HacensTb TEPUTOPItO BiHU, € 6arato
BHYTPILIHbO NepeMilleHMX oCi6 — 4acTo
<HEBUOMMUX> BiXXEHLB i 6iXXeHOK,

SKi MPOROBXYIOTb XXUTK Y BiWHI. Ane
SKLLO BHYTPILLHbO NepeMilleHi ocobu
LLle MOXYTb MaTU NeBHUI NeranbHUn
CTaTycC, TO XWUTTS NIOAEN Ha OKYMNOBaHNX
TepUTOpisSiX NepeTBOPIOETHLCS,
nepecdpasysaBLUn APEeHAT, 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». HacnpaBgpai, mu Bci €
6ixkeHUaMM Ta 6idkeHKaMU — 3 TepUTOPIl
HaLOro MMPHOIrO MUHYIIOTO, 3 SIKOFO
Konuchb, 0O BiiHW, 6yna npoknaneHa
Ginbl-MeHLW 6e3MneyHa cTexkKa
Yy Man6yTHeE. Tinbkn M1 He cami BTeKNN
Bi, HbOrO — Oro BIAKUHYTO BUBYXOM
BiNHW, SIKUW CMIPUYUHUB LLEN PO3PUB.

Y uLin KHUXLUI npeacTaBneHi
yKpaiHCbKi XYAOXHUL,i, aKTOPKMU,
KiHopexucepku, sKi 3aebinbLuoro
260 4aCTKOBO XMBYTb Ha TepuTopii
BiliHW Bif, MoYaTKy POCIiMCbKOro
NOBHOMaCLUTabHOro BTOPrHEHHS
B YkpaiHy. [lesiki 3 Hac manu TMM4YacoBui
pocsig 6ixeHcTBa Ha 3axopi, 6araTto
XTO 3 Hac 4acTo NoAopPOXYE Ha 3axin,

Y 3B’I3KY 3 MUCTELLbKOIO po60OTOO

YK BiABiAYBaHHSAM pigHUX. Are MU

He GiXXeHKU, MW — Ti, ANs KOro Hemae
Ha3BU. MU MPOJOBXYEMO XUTH

B YkpaiHi 6inblicTb Yacy i 3anmaTtumcs

MMWCTELTBO 3LLUMBAE PO3IPBAHMIN YAC

Tam TBOpUicTto. Lleit BUGip nos'si3aHuii
i3 6araTbma eTUYHUMU OUNEeMamMm: Y1
BaXX/IMBO MPOAOBXYBaTH 3aiMaTmCs
MMUCTELTBOM Mif, Yac BinHU? Yu 3aBxaoun
Lle MUCTeLTBO Ma€e 6yTn came Npo
BiHY? LLlo Lle MeHe XBUIMIOE B MEHi
i B XMTTi MOro cycninbcTBa nif 4ac
BilMHW, KPiM BiiHW? Y1 3anuwmnocs we
LOCb, L0 BapTO ocMucntoBatn? Yu
MOXEMO MW pPafiTu, 30Kpema i yepes
BMTAaCHY TBOPYICTb, YN MW 3aBXOM | KOXHY
XBUMMHY MAaeMO cTpaxpaaTun?

MaTu pocsig BiiHM | HE MaTu oro —
Lle mexa, sika po3ginse cycninbcTea
i ntopen. Mu, xTo NpepcTaBneHi y Lin
KHUXLI, XMBEMO TO MO LeN, TO MO TOMN
6ik. M1 — nocepepHULi i TpaHCNOEMO
yKpaiHCbkni focBif y CBIiT. BTim, ue
He 3aBX[aM Halla ronoBHa Micig. lHoai
BaX/UBILNM € 3arnnéutucs B cebe,
LWo6 BiAHAWTN BHYTPILUHI onopw, sKi
3Meno BilMHO, a0 3a OONMOMOroro
TBOPYOCTI 3i6paTn ynamku cBoei
KOMULHBbOT iIBEHTUYHOCTI, SKa «BXe He»
iCHYeE, @ HUHIWHS NepebyBae y «BXe
Hi i We He». [lexTo 3 Hac Konae Brnmné
cebe 0o MiXXNOKONIHHEBOT TpaBMM. [HLLi
PO3MOBNSIOTb 3i CMiIbHOTaMWU CBOET
KpaiHu, 30KkpemMa 3 XiHKaMn — 3 TUMK,
XTO 3anuwmnnucs B YkpaiHi, 3 6ixxeHKkamm
i 3 TUMK, XTO MILLUAN Ha PPOHT.

ABTOPKM 3 L€l KHUXKWN BECb Yac
Y pyci — BcepennHy cebe i Ha30BHI fO
CninbHOTK, No3a YkpaiHy i Ha3an noaomy.
Mu He 6ixxeHKN, 60 MU MOBEPTAEMOCH.
Tox ons Hac Hemae Ha3su. OguH
3 TakUX BUT30iB i3 BINHU MU 30iIMCHUN
pasom. Moizgka Ha pe3upeHLiito,
opraHizoBaHa IHiuiaTnBoto MapTiHa PoTa,
cTana KynbMiHaLi€to Hallol chniBnpawi
i 3ycTpiyyto BXMBY, SIKill nepenyBana
niaroToBka NPOEKTIB NS L€l KHUXKMU.
MeHi BUNano 6yt KypaTopKoto B LIbOMY
NMPOEKTI, A€ YY4aCHWLi NpencTaBuUmv BracHi
TEMMU, SKi iX XBUMIOOTb Y BaHni Yac. Mu
W Tak yCi BU3Ha4YeHi NpuMHanexHicTio Ao
BiMIHW, HAaC PO3MMSAAl0Th Y LIMX pamKax,
TOMY B NMPOEKTi He 6yNo 3apaHo HisKnx
iHLWKX pamok. MeHi XoTinocst onpusiBHUTU
po3MaiTTa TYp6OT — Npo cebe
i OTOYYIO4MX, MPO NaMsTb, NPO BUGIP,
6yno uikaBo No6a4ymnTn HIAHCOBaHILLY
KapTUHY iHTepeciB i MOBCIKOEHHS,
3BEPHEHHS 0 YHIBEpCaNbHUX TEM 4K
00 <HEBaX/IMBUX>» TeM. BTim, manxe
BCE B Lili KHUXLi Pi3HUMW acnekTamm
TOPKa€ETbCs AOCBIAyY BiiHW. BiltHa
NMPOCOYYETHLCS BCtopmM. Are MOXHa
no6a4vnTu i 3BBOPOTHUI NpPOLEC — SIK
Kpi3b LWLOAEHHY TPMBOXHICTb i Big4yTTS
Hebe3rnekn Ta BTpaTu NpoburBaeTbCs 1
YTBEPAKYETLCS XUTTS.

17

*kk

CBIi>XOro BECHSIHOTO [AHS MoYaTKy
6epesHs 2025 poky My — rpyna
3 NPUGNU3HO ABOX OeCsTKIB YKPaiHCbKUX
XIiHOK, SIKi MaHOPYIOTb Pa3oM Ha
MUCTELbKY pe3naeHLito B HiMeLbke
MmicTeuko Lanu, — 6ixxnmo nnatdpopmoto
Ha Hauptbahnhof y BepniHi, wo6
nepecicTn Ha noTar go Jannuura.
Yac BignpaBrieHHs NoTsra BXe MUHYB,
arne BiH LLie CTOITb, i MM BTUCKYEMOCS
B HAMOGNUXYUI BaroH, Wo6 rnoTim
nepemTn y TOn, WO HaM NOoTpPi6GeH.
PanTtom Ti, xTO 6ins BUXOAY, MOYNHAIOTH
BUCTpMOYBaTW Ha3ap — Lie He ToW
noTar. M 3HOBY 6iXKMMO MO NEPOHY.
MpauiBHMLS BOk3any B YHidoopMmi
KPUYMTb HaM LLLOCb HiMeLbKOO | Maxae
PYKOO, LWO6 MU HEFANHO 3aXOAUIN
y NOTSr. S NOMi4ato 30BHILUHE 3€AHaHHS
MiX ABOMa Moi3famun — OCb HOMY
3 OOHOrO B iHWMWW HE NPOUTWU, OECb
Mo [OpPO3i BOHW MaloTb PO3LLENNTUCS
i noixaTu B pisHUX Hanpsmkax. 3a XBUIIIO
MW Taku y NoTPiGHOMY BaroHi, noTsir
pyLlIa€, a Mixk HaMu NyHae cmix. Te,
wo 6yno 6 pnsi MEHe CTPECOM, K6u
s NOAOPOXYBana HaoAuHL, 3 rpynoto
XIHOK NnepexmnBaeTbCs K Becena
npuroga. Llen cmix, wo cnanaxye
i pe3oHye B Hac, NepenaeTbcsl ofHa
OfHIN, 4aCTO NYHaE NPOTSIrOM HaLLOro
TUXHS y Llanui, sknii ctaB Baxansum
FAOCBiIAOM KONEKTUBHOCTI i 6yTTS pasom.
Tol TxaeHb 6yB CTpaLLeHHO
CTpecoBui 0S5 yKpaiHCbKOI Ta

®oTo Mapis MaTswosa
Photo Maria Matiashova
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OKCAHA BPIOXOBELbKA

MiXHapOAHOI NONITUKMK: YKpaiHCbKOro
npesnpeHTa Ny6nivHoO NPUHUXYBanu

B OBanbHomy kabiHeTi, CLLIA
NPU3YNUHWUIK BiNCbKOBY AOMOMOrY
YkpaiHi. MeHi focTaTHbO Tinbkun
MPOrMSHYTW 3arofoBKW HOBUH Ha CaMoTi
Y CBOIl KiMHaTi 3paHKy, o6 no4aTu
BHYTPILLUHBO OpuXaTu. 4 chilwy BUNTH

3 KiMHaTW, LWo6 BCTUIHYTU Ha paHKOBY
nory, NoTiM MU 3yCTpiYaemMocs BCi paszom
Ha cHipaHKy. MpuCcyTHICTb AiBYaT, rapsyi
Yam i kaBa, ia, Ky Ans Hac N6'a3Ho
BUCTaBUN Y BETMYE3HIN KiNbKOCTi Ha
CTONi, COHSI4HI NPOMEHI | MepLUi BECHSIHI
CriBM NTALLOK 3a BIKHOM — BCe Lie CTa€e
pecypcom Afisl BUTPUBANOCTI | fae
papicTb. Hawi yecmiwkn, papoBaHi ogHa
OfOHiN, 3LiMoTb paHu Big HOBUH. Mix
HaMM BUHUKAIOTb CMOHTaHHI 3B'93KM,
CMOHTaHHi po3amoBKu. M nepenneaemocs
3 OpHi€l 3annaHoBaHOi akTUBHOCTI B iHLUY,
iHOAi pO3CMMaEMOCs Ha MeHLLi Fpynw,

a noTim 36Mpaemocs 3HOBY. Arie MOXHa

i He cninkyBaTUCh SKMNCb Yac, a MPOCTO
6yT1 NPUCYTHBOIO.

Xo4a LS KHUXKa NpeacTaBnsie
iHAMBIAQYarbHi MPOEKTU, BOHU NOB'S3aHi
TUMU 3B'I3KaMM, SIKi BUHUKITU MiXK HamK
nig Yac peanpeHuii. MeHi ay>xe xo4eTbes
HaronoCcuTK Ha LibOMY AOCBIfi CRiBXMUTTS
i cniBnpali, Wo AincHo BigyyBaBcs
9K PEMiHICTUYHMI, Nif Yac 9KOro Mu
HaBYanncs Ha nekLisx i BopkLionax
i o6roBoproBasnin NMPOEKTU OAHA OFOHOI.
Hawi 38'93k1 Takox BMOyOoOByBanuncs
3aBASKM YYWHIW | NOCnifoBHIN mopepaui

MapuHu MapuHiyeHko i Jlepu KapnaHb.

Bes npumycy i TUCKY BOHW CTBOptOBann
aKTMBHWI NPOCTIP, Y IKOMY AaBann Ham
MOXIIMBICTb 6YTU MOYYTUMM | MOYYTU
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iHWKX. 32BASKM TM MiX Hamu Bigéynocs
6araTo BaXIMBUX PO3MOB. Halu Xxueun
i CNOHTaHHUI focBif 6yB 3HAYHO
Mipoto cchOpMOBAHMI IXHBOKO TBOPYOO
i Boymnusoto po6oToto. [eski y4acHuULi
TakoX iHiLjitoBanu Ta NpoBoOANIN
nopii; iHiLiaTMBM N poni BUHUKaNM
i 3MiHIOBanuncs Yac of vacy. | Takox mu
BECb Yac BifvyBanu HEBMUHHY TYPOOTY
Npo Hac koopanHaTopku NpoekTy Mapii
BopucoBoi.

Cepepf, Hac € paHHi NTalKW, Ki
B OAMH i3 NepLUNX OHIB BUMYPXYHOTb
Ha camoopraHizoBaHy MNPOrynsHKY Mo
Llanuy o 7-1 paHky. MNoBepHyBLIUCH,
Mapis MaTsiLuoBa NOBiOOMIISIE, LLO BOHM
3 fiB4aTamu noTpanunu B 3aHen6aHy
YacTUHY MicTa, Ae 6arato 6yauHKiIB
CTOSITb HaMiB3PYMHOBAaHI, ane Hacnpasai
BUIMSQ20Th Havye nicns o6CcTpini..
Mwu Bci 3ragyemo, LWo HanepenopHi
BBEYEpi Yynu1 3 HalnX KiMHaT BUBYX, LLO
nponyHas Aecb Ha BiAcTaHi. 9 Yyna noro,
BXE KOMK fniexkana B Nixky, i ue 6yno Tak
3HaMOMO, LLO 5 HaBiTb HE 3APUrHyacs.
«BiiHa HeMOB Ha3poraHsie Hac, — Kaxe
Mapis. — A Wo sk BiliHa € 1 TyT, NPOCTO
HaM Npo Le He ckasanu?». Y €sponi, Yne
CnokiiHe He6O NiTakn NPOKPECIIOTh
MAKUMU 6inuMK niHismn? Tak nicns
NPOrynsiHkW BUHUK MapiiH npoekT ans
Liei KHMXKMK. BiiHa noBctogHa — ae 6 mu
He NopopPOXYBanu, Hac NepecninyTh
Tpurepw, siki Ha ntoguHy 6e3 focBsiny
BiIHW He AitoTb. Y BUGYXax CBATKOBOIO
cantoTy M1 MOYYEMO BUBYXMN pPaKeT.
Y po36uTin Bifg Yacy i Hegornsiay 6pykiBLi
no6a4ynmo BMpBY Bif BUOYXY. TpaBma
He nuwe maHidecTye cebe scpepuHn —
Y CTPALUHUX CHaX Y1 PanToBUX NaHi4YHUX
aTakax. EkcTpanonboBaHa, BOHa AMBUTLCS
Ha Hac O4MMa 330BHi — 3 HE3HAYHUX
npeameTiB, i3 3aHen6aHNX 3aKyTKiB.
MepTBe onsi Hac BXe Tenep 3aBXAn
BOUTE — MU NEePEO3HaAYUIU CITOBHUK.

BTim, M1 He poay4nnucs papitu
api6Huusam. TyT, Ha peanaeHL;ii, Mu
HacoNoAXKXYEMOCS ManMmun pevamu. Yu
M2EMO MM NMOYYyBaTK 32 Lie COPOM — 3a Te,
LLIO MAe BiMHa i ManbyTHE HaLoi KpaiHu
SK HIKOMW Mif, 3arpo3oto, a MU XMXO4EMO,
rpato4umce y 6inbspa? 3ainaemo Bevepto
uykepkamn? ig Yac ekckypcii B Jisinunr
TPaTUMO rpoLUi Ha KHUXKW, SIKi MatoTb
nopapyBaTu 3a00BoONEHHS, a Fonis JTiHHik
cxoAuna Ha KpacuBy, MOAHY i BUOOBULLHY
BUCTaBY, a MOTIM co6i Kynuna 6ykeTuk
TIONbMaHIB | ManeHbKy MsiLLeYKy BUHa,
i LLile o HY Taky camy ropgapyBana MeHi.

AnboHa KysHeuoBa y cBOEMY
ecei-aBTonopTpeTi nuwe: «CborogHi
0 7 paHKy s NIPOKUHYnacs Bif Fy4HUX
BMOYxiB». A gani: «CborogHi, 20 rpynHs,
Yy MeHe 6yB 3anunc Ha MaHikiop». A Wwe gani

MMWCTELTBO 3LLUMBAE PO3IPBAHMIN YAC

nuTae: «4u He 6e3rny3no B3arani pobuTtu
BMGip y 6ik HOrNs[oBMX NpoLenyp, Konu
MOXHa noTpanuTu nNig o6¢cTpin éynb-

Kol MUTI?» Booma, B YkpaiHi, kpiab yci
MOXJIMBI LUMAPWUHWN MPONasnTb XUTTS,
Yacom 6e3rny3no. MaHikiop — Lie Takox
ManeHbKUA MUCTELIbKUI aKT, S MEBHa, LLO
Yyepes Te, LLO XiHKK Ginblle NpuKkpaLlaoTb
cebe, BOHW 6inblue XYAOXHMLL.

KuTTte nponasnTb y doaHTasii Ta
Mpii — BOHO Take HacTupnuBe, Lo
npo6uvBaEe OenpecrUBHUN CTaH o6pazamu
yTonii. Y Ui KHUXLi € ABa NPOEKTH
yTOnMiN, siKi OKpecntotoTb (HE)MOXITNBUIA
BUXif, i3 6e3BUxofi, ix ctBopunm Ons
€pemeeBa 1 OneHa Kypsens. Ha
MantoHkax Oni XiHku po3cnabneHo
nexatb Ha JIOHI NpPUpPoau i He 605TbCs
TOro, WO iXHi HaMBPa3NMBILLi YaCTUHU
Tin BigKpUTi. AOXe Yy LIbOMY CBITi BXe
HeMae Yonosivoro nornapy (male gaze),
S9KMIN Hece 3arpo3y HacuNbCTBa, NMOMIOE
i npmBnacHtoe. LInx XiHoK Takox Bxe
HiXTO He Ha3Be Po3nycHMMU, 60 Le
MOHSITTS 3HUKHE, SIK | peLUTa KOMULLHIX
knacudikauin. OniHa yTonis — omax
«MenaHxoninHomy Banbcy» Onbru
Ko6unsiHcbKoi. Y TBOPi MMCbMEHHULS
Mpi€ Npo XiHOYY CHiNbHOTY, B SIKil
naHye nto6oB i B3aemoniaTpumka. Lle
CBIT 6e3 naTpiapxaTy, B HbOMY HeMae
MiCLiS THOGMEHH!IO, NaHyBaHHIO i BiltHaM.
Lls yTonis HaBiTb OKpeMMUMU prcamm
BTINIFOETBLCS Nif Yac HaLlol pe3naeHLii —
NPU6NM3HO Tak MU MOYyBaEMOCS Ha
KONMULLHI MakapoHHin dpabpuui B Llanui.
Yci piB4aTa BUNPOMIHIOIOTb Kpacy — He
ON15 HONIOBIYUX MOMMSAIB, iX Xe 60 TyT
Hemae, TOMYy Hanpyra Lwopfo Toro, Lo
Hac MOPIiBHIOIOTb, OLIHIOIOTb, COPTYHOTh
i Bin6UpatoThb, 3HMKAE.

B yToniuHomy cBiTi OneHun Kypsenb
noAau 3HUKAOTh LLINKOBUTO: «...B
MeHi pocTe i BKOPIHIOETLCS MOYYTTS
po34apyBaHHS Y NMOACTBI», — kaxe OneHa.
«JltopcbKi iCTOTU acoLitotoTbCS Y MeHe
3i 3HULLEHHSM camux cebe i BCboro
HaBkono». Ha amiHy ntoasm npuxopsTb
Ka3KOBi CTBOPIHHS, sIKi MatoTb nuLLe
oKpeMi aHTpornoMopdoHi puUcK y iXHin
nopo6i TBapuH. MixXk HUMU «He iCHYye
HacunbCTBa Ta 3HeBaru, BCi iCTOTK
CMIBICHYIOTb Y MUPpi Ta 3narofi». YTim,
CBIT Ka3koBUX icTOT OneHn CNOBHEHU
NoXMypwmx Konbopis. MoXnnBo, Ui HOBI
icToTK cniBiCHYtOTb Y MUPpIi Ta 3naropi, 60
32CBOINKN YPOK, SIKUM HE 3MOTIO 3aCBOITH
NOACTBO, WO 3HULLMIIO NonepeaHin ceiT?
MonenuLle NOACHKOro CBITY CTPaXaaHb
i HULLLEHHS NIeXUTb NeYaTTio Ha HOBOMY
cBiTi anarogn. MoxnuBo, Ui icToTn €
Gi>XEHLSMW 3 HALLIOTO HUHILLHBOFO CBITY
i HecyTb y cO6i NamsiTb i 6iflb MPO 3M104YUHM
IXHiX monepepHuKiB.
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MapeHHs yTonii, sk noLuyk BTeui
Bif, peanbHOCTI BiliHW, Haragye nNpo Te,
LLIO B CUTYyaLligX BTPaTU KOHTPOIO Hap,
BITACHUM XUTTSM i Yepes 6pak 6a30BOi
6e3neKkun 4acTo He NTULIAETLCS iHLOTO, SIK
LIYKaTW NIATPUMKMN B «HaAJIFOACbKOMY>»
4M «nozantoncbkomy». AHs MoTbomkiHa
pocnipXye cy4acHi putyanu i marito,
MoMiYatoyK, Lo TXHS MOMYASPHICTb
3pocna nif Yac BiNHW. BoHa nponoHye
«MOMIYHWUI PUTYan», y IKOMY Taki Mi3epHi
npeomeTy sik gipa, Tpy nanui, nanipeLb,
py4Ka i 3ananbHM4Ka 3a YMOBW NpPaBuibHO
BMKOHaHUX Aii MOXYTb 30iIMCHUTA «4ygo».
Bipa B marito noBepTa€ Bipy B CBOIO CUY.

Lis Bipa B Te, WO marivHi gii i 326060HU
MOXYTb MaTu CEHC, € HEMOB A3epPKallbHUM
BiLO6paxKeHHsIM Big4yTTs BTpPaTH
CeHcCy B TOMY, e BiH paHille crokilnHo
i BeBHeHO nepebyBas. Lle moxe 6yTu
BTpaTa CeHcy B MUCTeLTBi. AKTOpKa
FOnia NMiHHiK 3BepTaeTbCs [0 peanbHOl
icTopii, ska Tpanunacs y Xapkicbkomy
TeaTpi NSNboK oApasy Micns no4atky
NoOBHOMaCLUTaBHOro POCiNcbkoro
BTOPrHEHHS i Micns Toro, sk HanepenoaHi
LbOro TeaTp roTyBaB [0 Npemepu
BucTaBy «MaTiHka Kypax». FOnis srapgye
326060HHICTb TeaTpanbHOI CMiNbHOTH,
sika 6yna HaBiTb rOTOBa NOBIPUTU Y Te,
Lo came NiAroToBKa L€l mecu, B siKii
iAeTbCs NPo BiliHY, CNPUYMHUNA pearnbHy
BiMHY B YkpaiHi. [lani B TeaTpi cTaeTbCs
PO3KON — OfHi BBaXakoTb, LLO 3 BiNHOK
MWUCTELTBY NMPUIALLOB KiHeLlb, 60 X
NOTPiIGHO 3aiMaTMCs Ba>XKJIUBILLMMM
crnpaBamu — BOJIOHTEPUTU, onomaraTu
PpPOHTY, NOpaHEHUM i BixkeHUsM Ta
GixXeHKamMm, sKi BTpaTUAn Aim. [HLwi
NPOAOBXYHOTL BBaXaTH, LLLO NOMpuU BCe
TeaTp NOBMHEH Jani NpaLtoBaTy, HaBiTb
SIKLLIO Lie KOMYCb 302€TbCsl aBCypaAOM.
o uiei icTopii FOnisi npus’ssye cnorap, 3i
CBOro AMTUHCTBA NPO KaM'IHUX Yepenax
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Photo Anna Fedotova



®oto Mapis MaTawosa
Photo Maria Matiashova

OKCAHA BPIOXOBELbKA

Ha ANTSYOMY MarpaH4mKy y 602-my
panoHi XapkoBa, 06'€KTiB Tak 3BAHOIO
xek-apTy. ManeHbka FOng HacTupnueo
npocuna mamy gatw i Boau, Wwo6 nitm n
nonuTn Yepenax, 60 BigyyBana, Lo BOHM
CTpax@atoThb Bif 3acyxu i cnparu. iB4mHka
nonueana Yyepenax perynspHo i BigaaHo.
HwuHi uer puTyan Harapas i BipoaHicTb
TeaTpy i MUCTELITBY Y Yac BiliHW — LLOCb,
LLIO MeXXYe 3 Bipoto B kasky. B oguH i3
pHiB y Llanui nepepn Bevepeto mu 3 FOneto
CUOMMO Ha AMBaHi 6inbLlue roguHn n
06roBOPIOEMO, SIK 3MINUTK Ui ABi icTopil
B OAMH XYAOXHil HapaTmB. 3ropgom Kons
nuLLEe NPUIOIOMLLNMBY Ka3Ky Ans Liel
KHUXXKM — NPO BipY | MOXMIUBICTb 3LLiNEHHS.
OneHa Mopo3oBa Onucye, 9K 3aHATTS
MastoHKOM i poTorpadpieto aie Ha Hel
uintoLle, BiABONIKae Bif TPMBOXHMUX
AyMok. BoHa pinntbcs oco6ucToro
icTopieto TMM4acoBoro 6ixeHcTBa
3 OiTbMM B €Bponi, sike AOKYMeHTyBana
y dboTorpadisix, a 3roqom neperiina go
XYOOXHiX €KCMEePUMEHTIB, HaMararo4nchb
roBOPWUTW NPO BCE TOM Xe AOCBIA 6010
Ta TPMBOT i IPO MUCTELTBO SK CMoci6
3LiNeHHs.

BepoHika YepeaHuyeHko — Ta 3 Hac,
XTO HE 3Morna NpueaHaTUCs Ao Noi3aKu
B LlaliL, Yepes cBOIO OAHOPIYHY AUTUHY.
TexHika MantoBaHHS KOIbOPOBUMU
oniBUSIMU, SIKY BOHA 3aCTOCOBYE
9K «MOBifIbHUW, MeOUTaTUBHUN
i TepaneBTUYHUN NPOLIEC», PE3OHYE,

32 cnoBamun BepoHiku, 3i cTaHamu
BiAHOBMEHHS Ta LIMKIIYHOCTI Y NpUpoa;.
MaTepuHcbke NOBCIKAEHHS TEX
BKJItOHa€ B cebe yBaxHiCTb A0 ApiGHOro,
[0 peTanewn, 0o NopyxiB, AMXaHHS 1
opraHi4yHux npouecis. BoHo Takox
BMJIMHYJIO Ha Te, Lo KONTbOPW MasltoHKiB
3MIHUNMCS Ha icKpaBi. TakMM YYMHOM
MMUCTELITBO CTAE CUHTETUYHOI POPMOIO
«CTIMKOCTI | Hamii», B 9Kii BNSNB OUTUHU

Ha MaTip i MoLWyK MaTip'lo «Cunu Ta
NigTPUMKW» CNNITaloTbCS.

Mpo iHWWI, «3amoBYaHUN» 6iK
maTepuHCcTBa rosopuTb [3BiHKa MiHYyK.
Mip Yac BiMHW NPUNHATTS «MpPaBUIIbHOrO»
pilLleHHs Ons maTepi — BUBO3UTU OUTUHY,
3aNNLLIATUCS YM NTU Ha PPOHT — PO3pMBaE
MaTip, NPy TOMY LLIO BOHa Y Uil cuTyauil
HaMaraeTbCsl «MOBOAUTUCS CMOKINHO
NPUHAWMHI NPU AUTUHI», Y TOW Yac siK
XOYETbCS «KPUYATU LLLOCUIIN, KONU HIXTO
He yye». Ha TemHux poTo O3BiHKN —
BMpPBaHi CBITIOM doparmeHTH i getani,
BOHM HaraytoTb cnanax i Kpuk. 3a
AeTannto Big4yTHa eMoLinHa | isnyHa
Hanpyra a6o WTamn BiliHU, SK-OT HOMep
TenedoHy, HarmMcaHnM KyrnbKOBOIO
PY4YKOIO Ha pyLi OYKM Ha BUMaQoK,
SKLO NOTPiGHO 6yAe po3LLyKyBaTy ii
6nMn3bknx. ONUHMBLUNCH HA PO3HROPIXKXKI
BM6opy, [3BiHka o6upae BiiCbKOBY
XYPHanicTuky, ane [oci He NesHa, Wo
BYMHMNMA SIKHaWKpaLLle Wo#o AUTUHMN.

Lls BpasnuBa HeMeBHICTb Yy BNAaCHOMY
BMGOPi Harapye Ham Npo Te, Lo He
BapTO POGUTU CyAXeHb O[O iHLIMX
TaKOX i OO0 «EQUHO NPaBUSIbHOro»
pilleHHs ansg maTepi 3aranom. Lien nipxig,
He3acyAXeHHs BaxX/MBUIA, 60 4acTo
MOXHa Mo6a4vnTH, K NPOTUNEXHI BUGOPU
pO3aiNstoTh NOAEN, CitoTb HEMPUSAZHb

i peceHTUMeHT. BTim, y BCix Hac GinbLue
CninbHOro, Nonpwu Te, Wo BM6OPU Pi3Hi, —
MU BCi HECEMO B CO6i TpaBMy BillHMW.

BirtHa ocigae B HecBinomomy,
BiArykyto4nchb y cHax. fawa
MoponbueBa npeacTasnse inocTpauii
[0 BIlaCHUX CHiB Yacy BinHK. Mig,
4Yac CTBOPEHHS MUCTELbKOT pO60TH
BiAGYyBaETbCS MPOLLEC, CXOXUIN 3 TUM,
sk HecBigome dpopmye cHu. OTxe,
o6pa3n Jawi — ue nepepobka matepiany
HEeCBIiJOMOro CHOM i3 MoganbLUOK
nepepo6Koto CHY TBOpYicTIo. BoHa
HasBana cepito «4ac NnpocTux
meTacpop». Homy came BillHa cTana
«4acoM NpocTux metacpop»? Moxnmeo,
TOMY, LLLO MEPETHYTU NIHIF0 MiXK XUTTIM
i cmepTiO cTano ayxe npocto? A npocTi
peyi Habynu 6inbLIOi LiHHOCTI, Y TOMY
4yucni SK Taki, Wo MOoXYTb MPOTUCTOSITU
LLLOAEHHOMY 32a0YLLUIMBOMY NPUTHIYEHHO
BiHOMO? K i Mpii npo yTonito,
OOCHIOXEHHS CHIB MOXe BUMSaaTn 9K
BTEYElo Bif peanbHOCTI, TakK i 3iTKHEHHSM
i3 Heto B iHLWMI cnoci6.

MpoekTn Npo BnacHy Tpasmy
[y>e 0CobUCTi — i BogHOYac roBopsThb
Ham nNpo 6araTbox, XTo nepebyBae
Yy CXOXiV cuTyauii. BoHu MoxyTb
CTaBaTW YHiBepcanbHUMK 06pazamu
A1 BUCIIOBNEHHS [OCBIAY CiNbHOTU
i konekTuBHOI Tpasmu. Ans MoniHun
MeTpiwmnHoOT NowToBXOM [0 cepil
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XYAOXHiX dooTorpadpint cTano BigHyTTS
BHYTPILLHbOI PO3KOSIOTOCTi B pe3ynbTaTi
BTPaTW AOMY: «...BiiHa He nuLle
Bigpanse isMyHo Bif, PiAHOro AoMmy,

a i po3puBaE 3cepenmHm, 3annLLatoym
MeHe PO3CUMNaHOo MOMIX MiCLISIMU,
crnoragamu, BigHyTTamm». Cnigyto4m

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

i noegHye 306paxkeHHs YaCTUH BNAcCHOro
Tina 3 o6pasamu, Lo HaragytoTb OiM.
TakuM YnHOM Nazn cebe He Gyne
3i6paHo, HAaTOMICTb CK/1ageTbCsl iCTopis
3 oparmMeHTiB, MOETMYHa i LLeMnmBa.

B ocTaHHil peHb peanaeHLii 3a
CHipaHKoMm Ha wuiy MoniHn nosepx
3BUYaNHOI 6inoi PyTEONKM — TON Camui
6innn BUB'SI3aHNN MaMOKO MEPEXUBHUM
KoMipeLlb, LLLO CKPINNSeTbCS Ha
LLIKT 6POLLKOLO, SIKUIN € O6'EKTOM Ha
ofHin 3 1T poTorpadini. BiH mas 6um
AOMOBHIOBaTW TEMHY CYKHIO, ane Tenep
BiH MOEAHYETLCS 3 YNM 3aBrofHo. BiH —
BiAKONOTUI PParMeHT MUHYIOFO XUTTS
i CUMBON BTPa4YeHOro 383Ky 3 MaTip'to
i npoMom. HaBiTb 6yay4un poskonoTnmu,
MU MOXEMO BifpOOMTUCE Y MEBHOMY
noegHaHHi enemeHTiB. Mam’aTHUI
KoMipeLb Hece B cobi i 6inb Npo BTpaTy,
i Nam'aTb 9K BTiXY.

OpHoro 4ynoBoro oHs nNif 4ac HaLwofl
pe3anpeHLii KatepuHa Kpoxa npornoHye
HaMm TaKoX MorpaTu i3 doparmeHTamu,
9Ki € BiBOKpeMJIEHMMU OfHE Bif, OQHOro
CIIoBaMu HaNMcaHoro Heto TekcTy. Cnosa
BMOUTI Ha ManuX MUHSHUX NNacTUHKaX,
gKi nepemillaHi i 1exaTb Kyrnoto Ha
ctoni. [loYyaTKkoBUI TEKCT HEBIOOMUN.

Sl noYnHalo po3pUBNSTHCS CrOBa,
COpPTYBaTH iX, LUYKATN NOEAHAHHS ANs
MOXMBOT NOGYAOBM peveHb. SIKUXocCh
cniB MeHi ay>xe 6pakye, ane ix Hema,

i MYLLY KOPUCTYBaTUCh TiNbKW TUMU, LLO €.

Lle o6MexeHHs panTom BUKIMKAE a3apT
i LikaBiCTb O TAEMHWL NEPBUHHOrO
TekcTy. Yn 6yae B HalLMX TEeKCTax LLOCh
cninbHe? Yn BoHM 6yayTb a6CONOTHO
npo pizHe? [esiKi 3 HasBHUX CIiB MeHi

3aMBi O MOro TekcTy. 5 BigcyBato ix y6ik.

BTim, 5 XOo4y BUKOPUCTaTU MakCUMarbHy
KiNbKIiCTb CNiB 33419 CNifibHOCTI

3 KaTiHum TekctoMm. Lig chinbHicTb He

B 3MiCTi, a2 B Yomy? B Typ6oTi npo cnoea?
Y MeHe BUxoguTb noesis. Konu srogom
KaTepuHa nokasye meHi opuriHanbHUm
TEKCT, BiH BUSIBNSETbCS Npo3oto. OTxe,
noesist 39BNSETLCS i3 PO36UTOro
TekcTy? Pozéutoro cepus, po36éuToro
«g»? 3rapytouu, sk MoniHa MeTpiwmHa
36upac iz pparmeHTiB po3buTy cebe,

9 AyMato Npo Lo NPaKTUKY K Npo
NocTiMHEe BUHAWAEHHS HOBOTO, KOTpe
poromarae cnpaBnsiTUCS 3 [OCBIAOM
BTPaTK i pynHaLiii, 3o0Kpema 1 3aBasku
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MOLUYKY MOETUYHOI popMU. 3a iHLLIUM
CTOJSIOM fiBYaTa NinAsTb i3 MWHW BNACHI
NAacTUHKK | BUGUBAIOTL Ha HUX CIOBA,
cknapatoTb ix y TekCTn. Moxnueo,
BOHM 6yAyTb HOTAaTKaMu NpPo Halue
nepebyBaHHS pasom?

€Ba AnBop po3ropTtae nepepf Hamu
CBOIO TEKCTUJIbHY POBOTY, 9Ky NnpuBesna
i3 3anopix>s — MicTa, ke NOCTINHO
nig o6¢cTpinamu. Y Hi BOHa cTBOpUna
o6pa3z Ansg npurHiveHoi xiHo4oi
cekcyallbHOCTI, HaB'a3aHoI i1 il 6abyceto,
Y SKOi Yepes penirinHi ynepepxxeHHs
XiHo4e Tifo i XiHo4i cekcyanbHi 6axaHHS
BMKJ/IMKaNM COPOM i BiATOPrHEHHS.
Y po6orTi BariHa, 3a cnoBamu €Bu,
po3in'dTa XPecToM «3cepeanHmn», agxe
Li ynepen>eHHs 3anuiatoTbCs MnbokKo
3aCBOEHI, iHTepiopu3aoBaHi. [1ig vac
06roBopeHHs po6oTn ofHa 3 fiByaTt
HaLol rpynu ckasana: «Ane Len XpecT,
BCTPOMJIIEHUI Y BariHy, Harapgye Takox
Npo 3reanTyBaHHS». Y1 ynocnigxXeHHs
>XXiHOYOT cekcyanbHOCTI peniriiHumMm
OBMEXEHHSIMU, KON CEKC PO3rNsfaeTbCs
SK rpillHa Ta HEMPUCTOMHa crnpaBa
i nuLwe sk 3aci6 Ans NPOROBXEHHS POAY,
Mag€ LLOoCh criflbHe 3i 3reanTyBaHHIM? Ha
nepLUMi NOrnsp Wi ABa akTh HaCUNbCTBa
Hap, >XXiHKOM HanexaTb [0 Pi3HUX
pericTpiB. Ane o6upnea Npu3BoasTb A0
CXOXMWX pe3ynbTaTiB — [0 BiATOPrHEHHS
BfIAaCHOro Tina, Ao BiApa3n i cTpaxy
nepen cekcyasbHicTHo.

Konwu s pusntocst Ha €BUHY po6OTY,
LS By/IbBa MEHi 302€TbCS BENTETEHCLKOLO,
BOHa Haragye naHawadT, 2 HePBOHSCTUN
BiH TOMY, LLLO 3a5IUTUIN KPOB'tO. | 8 Takox
624y TOM XPeCT SIK MOTUY B 3€MITi,
sIKy cTBOpUna BilHa. Lle cmepTb, sky
Hece BillHa, sika € arloreem naTpiapxary
i HaCUNbCTBA, | TaK, BINHWN 3a3BUYaN
iHILLIFOIOTb | 3OIMCHIOIOTb YOMOBIKY,
SKi MaloTb HEOOMeEXeHY Bnaay,
i 3reanTyBaHHS — OAMH i3 BMAiB 36poi Nnif,
4ac BiMHMW. SIKLLIO XiHOYY ceKcyanbHICTb
(He nuLe pepTUNBHICTL) NOB'SI3yBaTU
3 XUTTSIM | Haconopoto, To Ha EBUHIN
po6OTi Lie XUTTS-Haconony B6MBaloTh.
| Tak, s i TyT 6a4y B6UTE, @ HE MepTBe.
BTim, Te, npo wo Haronowye €Ba, — Le
TSrNiCTb TPaBMU, apxe ii 6abycs, ska
HaB'd3ana CBOE BiATOPrHEHHS Tina
ManeHbKir BiBYMHLI, TaKOX yHacnigysana
noro Bip, Korock. | BOHa TakoX nepexuna
TpaBMy BiliHW. €Ba po3Ka3ye MeHi,
LLIO «Ha no4aTKy BilHW 6abyci 6yno [0
POKiB, BOHa 6yna CTapLUOoto 3 M9TU OiTen.
BoHu xunu B eBakyauii B CepepnHin Asii,
B 6apakax, i in JoBenocs cTatv Mamoto
ANs MonopLInX cecTep i 6pata, NOKM iXHS
Mama npatitoBana Ha Tpbox poboTax,
o6 nporopyBsaTu AiTen, a 6aTbko 6yB
Ha dppoHTi. Min KiHeup BiliHM 3 yCix AiTen



4 3 npuBaTHOI pO3MOBU
3 XyAOXHULELO.

5 Vamik D. Volkan,
Bloodlines: From Ethnic

Pride to Ethnic Terrorism.

(New York: Farrar, Straus
and Giroux, 1997),

(c. 44, nepexnap
untyBaHHa — O. B.).

6 Tam camo.

OKCAHA BPIOXOBELbKA

3aNNLNINCS TiNbKN ABOE — 6abycs
i MmonogLwun 6par»*.

Bamik BonkaH Ha3nBae nepepavy
TpaBMM Bif, CTapLUOro NOKOMiHHS A0
MONOJLLIOro TpaHcreHepaLinHoo
nepepayeto (transgenerational
transmission) i NOSICHIOE, O BOHa He
3aBX[OM NepenacTbcs Yepes po3noBifi
Npo nepexuTe HAaCUNbCTBO, @ 4acTo
Yyepes naTtepHu NoBeRiHKY | HeBepbanbHi
MOBIAOMIIEHHS, LLIO BUPUHAIOTb
iHTYITUBHO | CNPSIMOBaHi Ha AUTUHY.
«[epepnaya TpaBmoBaHoOro o6pasy cebe
BiA6yBa€TbCs TaK, Ha4e NCMXosorivyHa
OHK 6yna nocisHa B ocobucTicTb
MOMOJLLIOrO NOKOMiIHHS Yepe3 CTOCYHKM
3 NPeacTaBHUKOM nonepenHboro. Lie
nepepaHe ncuxonoriyHe OHK Bnnusae
i Ha iHAMBIAYaNbHICTb MOANHMK, | Ha 1T
ManoGyTHIO NOBELiHKY B AOPOCIOMY
BiLi»°. BTim, BonkaH 3asHavae, Wwo us
nepepaya Moxe 3asHaBaTW 3MiH Bif,
MOKOMiIHHS 00 MOKoniHHA. lHogi nroguHa
MO>X€ BUHOCUTU Ha30BHi TPaBMOBaHUMN
o6pa3z cebe, ekCTepHanizyBaTn Moro ans
TOro, Wo6 mMaTh Haf HUM KOHTPOIb Yu
BMPILUNTKN TPaBMy NornepenHix NoKosiHb.
(Tak, Hanpuknag, BiTYUM, KOTPUN
nepexmB TOPTYpPU 9K B'I3€Hb INOHCHLKOrO
Tabopy nig Yac Opyroi cBiTOBOI BiliHMU,
HaB4YMB CBOrO MacuHKa 6yTW MUCIMBLEM,
«60 Kpalle MomnoBaTh, aHix 6yTu
BMOMbOBaHUM>». [lacMHOK y fopocnomy
BiLLi BOMB CUNY-CUSTIEHHY TBaPWH,
HaTOMICTb IOro CUH CTaB BETEPUHAPOMS.)

[ns ykpaiHCcbKoro cycninbcTea
MiXMOKONiHHEBA TPaBMa BilHW cTana
0co6n1BO Big4YYTHOO Tenep. SKLLo
laHHa ApeHAT roBopunia Npo npipsy Mix
MOKOSMIHHAMM, 9Ki Manu OOCBIg, BiHW | He
manu, To B YkpaiHi Tenep 4yepes Lo npipsy
[Y>Ke Nerko cTano nepekMHyTU MiCTOK i3
BnacHoro pocsigy. Ti, XTO CTOSNM MO iHLIWUA
6iK NpipBW, — MOKONMIHHS, LLIO MepeXnm
Jpyry cBiToBy, Tenep NPocTaratoTs Ham
PYKM, @ M1 CBOI NPOCTSraemo im. Xaw
BOHW HaBiTb BXe He XMBYTb, BOHU CTalOThb
Ham GnNXYi | 3pO3yMiniLLi 3aBAsSKM TOMY,
LLIO M2EMO Terep BNacHUIM AOCBIf, XaxiTb
BivHW. Mpo Le 3po6una po6oTy MHHa
TpodpimoBa — BOHa Nepekmpac Li MiCTKM
Yyepes NpipBy 4acy, CTaBsS4M CBOIN yxe
HexXMBin 6abyci 3anutaHHs. Llen pianor
YSIBHO BCTaHOBJIIOE BiACYTHIW paHille
adpeKTUBHUI 3B'I30K TaM, Ae A0 Liboro 6ynu
nuwe cyxi 6iorpadpivHi doakTu. | faHHa
POGUTL Lie TakKMM YMHOM, LLO B 6araTbox
MUTaHHSX cama [ae Ha HWUX BianoB.igj.

Y1 € cTBOPEHHS XyAOXKHbBOI PO6OTH
BMHECEHHSIM Ha30BHi TPAaBMOBaHOIO
o6pa3zy cebe? IHopi Ha poboTy
Hapauxae BrizHaBaHHS cebe Yn CBOIX
CTaHiB Y 30BHILLUHIX, 4aCTO BUNaAKOBUX
o6’ekTax, gKi CTatoTb TpUrepamu,

a NoTiM NepeTBOPIOIOTLCS Ha CUMBOSN.
KapiHa CUHULS 3HOCUTb 3 KiJTbKOX
NMomeLLIKaHb 3aCOX/i Yepes Hepornsp,
POCINHW, 9Ki TaKOX HarapyroTb Npo
BiIi3M, 3aKMHYTICTb, BIACYTHICTb HacHaru
018 Typ60TM M 06NaLlLTYBaHHS 3aTULLKY
AOMIBKM Mif, 4ac BOEHHOMO CTaHy. Tenep
BOHW 3i6paHi, Wo6 cTaTu BUCTAaBKOBUMMU
06’€KTaMU 1 OCTATOYHO 3aBMEPTU Ha
mantoHkax KapiHu. LIi pocnuHu, wo
BMMUPAKOTb — Y1 LLOCb BOMBAE iX? — CTaloThb
OS5 XYAOXHWUL CMMBONOM 6e3nninas,
sike, y CBOIO Yepry, CUMBONI3Y€E BiACYTHE
MaNBYyTHE — «LLe He».

MapuHa JleB4eHKO ONUTYE iHLWNX
y4acHULb pe3naeHLii Npo ixHi BiguyTTs
M acouiauii Wwopo cTopiH cBiTy. Lle
HanNPsIMKW, i B[O HUX TICHO NPUB’I3aHi HaLwi
cnorapu npo nojopoxi 3 AUTUHCTBA, ane
Tenep BOHM HaBaHTaXeHi reononiTMYHUMMU
3HAYEHHSIMU BIHWU. € HaNpsIMKW, SKi
BEOYTb B eMiLleHTP BillHW, Ha PPOHT.
IHWi — 32 Mexi KpaiHW, y CTOPOHY
GixeHcTBa. LLe 3 iHLWKMX Manopie 3arpo3a.
MapuHa npornoHye «rpy B acouiauii»,
sika Harapye cnocié po6oTu 3 TpaBMOtO
B McuxoaHanisi. BigHavpaeHi cnosa
TYT €, 3HOBY-Taku, oparmeHTamu,
B SIKUX MOEQHYIOTLCS igei npocTopy 1
YPVBKM ocobucToi namsTi. MmucTeuTBO,
6e3yMOBHO, rpa€ ponb Yy pob6oTi
3 TPaBMOIO — i HE NInLLe 3 BNaCHOHO,
a i 3 WMPLUOIO TPaABMOLO CHINTbHOTU, aX A0
MOXJIMBOCTI MOMUCIUTU 3B3KM 3 TUMMU,
XTO BiAMiHHI Big HAaC camumx.

3nata BepecHsik nponoHye
6enbriicbkMM akTopKam 3irpatu
Yy BUCTaBI, B SIKii BOHW 03BYyYaTb icTOpIl
yKpaiHCbKMX XiHOK. TeaTp — Lie Micue,
fe 32 JOMOMOrol MUCTELTBa MOXITMBO
NepPeBTIIMTUCS Ha KIHLLOro» YM <iHLLY>»,
nepexuTu iXHIN QocBig Yepes rpy
i pO3BMHYTW NOYYTTS emnaTii B co6i 1
y risipgadax. Ik MUTeLLb YU MUCTKUHS
MOXE YSIBUTU BilHY, HE NEePEXMBLLN
il Ha BnacHoMmy pocBifi? Yv moxHa
«3irpaTu» BillHY, HE Mato4n [OCBIAY
BiMHW 4M GixkeHcTBa? 3narta NPoBOAMUTL
Kinbka micsui y Bptocceni 3 YyoTupma
akTopkamu — Anicieto, Kaminb, Oesi Ta
MopraH, npautoroyn Haf, BUCTaBOkO.
BoHa TakoX 3anuTye akTopoK: Lo 6 BU
po6unu, ak6u B benbrii novanacs BinHa?
KiHKM 3aMUCIOIOTBCS, | KOXKHa O3BYYYE
CBOE MNOTETUYHE PiLLUEHHS!, 1 BOHWU TakKoX
pi3zHi — opgHa niwna 6 BotoBaTK, iHLWA
6e3nepeyHo 6u Tikana.

Te, WO NtOAM B XXUTTi MatoTb Pi3Hi
o6CTaBUHW, Pi3Hi iHAUBIOYaNbHOCTI
i pitoTb No-pizHoOMy — o4eBupHo. Ane
CyCninbHi CUCTEMM NPaLOIOTb Tak,
LLIO came Bpa3fMBilli BEpPCTBU YaCTO
OTPUMYIOTb MEHLLE MOXIIMBOCTEN
Ans camopeanizadii Ta NigTPUMKH.
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FOnis [aHuneBcbka, XyOOXHULS, SKa
Mae POYT, onnTana iHWMX XYAOXHULb
3 MEHTallbHUMU NMOPYLUEHHSIMU MNPO
Te, 9K IXHi NCUXiYHI 0cOBNNBOCTI
BMAMBaOTb Ha TBOPYiCTb. HaBiTb Take
HeBenuyKe ONUTYBaHHS ONPUSIBHUITO
He nulie Npobnemmn XygoXHuLb,
a paple 6apepy MUCTELbKOTO CBITY.
Ons no6bynoBu XynoXHbOT Kapepw Ha
3acapax KOHKYPeHLLT NoTpiGHi NeBHi
puvcu, i ue He 3aBXaM Ti cami pucu, LWo
aKTUMBI3YIOTbCS Y TBOPYOMY npoueci. lHoai
XYAOXKHULL 3 MEHTaNIbHUMU MOPYLUEHHSMM
3annLWaoTbCs HEBUOMMUMMN Yepes Te, LLLO
He 3MOrN «MPOCYHYTU» CBOI MPOEKTU Ha
Wwipwunn 3aran. MNpu LboOMy BOHU MOXYTb
6yTn abCONIOTHO BKITIOYEHNMM Y TBOPUUIA
npouec, NpautoBaT OHi i HOYI 3 3ananom,
XXEPTBYIOYM BCIM iHLLIMM. Ane iHofai npocTo
He MatoTb CU, Wo6 BUWTK 3 AOMY, | HaBiTb
LWo6 BUNTK B OHNANH i 3aMOBHUTU 3asiBKY
Ha y4acTb Y BUCTaBLIi.

Lle maneHbke pocnigxeHHs FOnii
Ma€ 3Ha4eHHs y HabaraTto LnpLIOMYy
KOHTeKCTi. MeHTanbHi 0co6MBOCTI — He
nuwe BpopXeHi Ta ctani. MNcuxonorivni
npo6nemu i NCUXiYHI po3naan BUHUKaIOTb
Ha 6ynb-SIKOMY eTani XWUTTS, CIPUYUHEHI
3OBHILLHIMW CTPECOBUMM YNHHUKAMMU.
B YkpaiHi, oe Bxe Il pokiB BiMHa,
BeNMYe3Ha KinbKicTb toAen NnoTpedyoTb
nigTPMMKW | gonomoru. Ham noTpi6Ho
o6naluToByBaTK CyCiNbHE XUTTS Ha
a6COoNMOTHO IHLIMX 3acafax — He Ha TUX,
fe Npo6uMBaETbCH CUMBHILLUN, @ Ha THX,
fe MU NiKyeMocst ofHe Npo OfHOro,
NigTPMMYEMO TUX, KOMY BaXKo. Sk Tak
XWUTU — e cKnagHe NUTaHHS. Ane HaBiTb
Taki ManeHbKi OOCBiOV, 9K Halla TUXHeBa
pe3vaeHLis, pobnaTh Len KpaLuun CBiT,
Hexaw | TOYKOBO, MOXJIMBUM.

ByTTs MUCTKMHEIO — Lie TakoX By TTs
Y CreKkTpi 3Ha4eHb. MoxHa AnBUTUCS
3 Pi3HUX MepCneKkTMB Ha Hilly, ska s
Hac BUAiINeHa, i MOHATTS, SKUMU Hac
onuncyTb. «XTO ?», — NuTae cebe IpuHa
BecuyeTHoBa. >KiHKa-MUCTKMHS Y BilHi.
I[pHa HamaraeTbcs oKpeMo 3scyBaT
6yKBasibHe 3Ha4YeHHS KOXKHOrO 3 LiMX
MOHSTb, OQHAK 3YMUHSETLCS Ha TOMY,
LLIO CKNTafAHICTb AOCBIAY, 9KUI 32 UMUK
MOHSTTIMM CTOITb, CyNepe4nTb Camil
inei Bu3Ha4yeHHs. Tox IpvHa cTBOptoe
Konax, B SKOMY ipOHi4HO BUCYBa€e
Ha NepenHin NnaH umMTaTy y Burnsai
«®oHTaHy» Mapcens [iowaHa, a Tnom
ANSl HbOTO CTatoThb «dpoToLLNanepu»
3 KonekLii dpoTorpadiit i3 XUTTS XiHKK
I[pyHM Ta MUCTKUHI IpuHK. Lis komno3znuis
neperykyeTbes 3i e OfHIEro icTopiEto,
3rapika npo sKy BUHECeHa Y NPUMITKY
[0 TEKCTY — 3a AesIKMMMN BEPCISMH,
aBTOPKOIO Bi[OMOrO pefi-menay 6ys
He [iollaH, a XyOOoXHULS TOro Yacy,
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Pizzathit

4Me iM’sl He YBINLLIO [0 KaHOHIB icTopii
MUCTeUTBa. Sk He 3agymaTucs npo
BIACYTHICTb iIMEHI XXiHKN-XYAOXHUL, SIKa
32aBXAM AeCb MaliopuUTb 6€3iMEeHHO0
Yy MO3ai4HOMY T/li, Ha IKOMY BUAINSETHCS
«apT-06'ekT reHis»? [ollaH, sK BigoMo,
nignuncas cBih «POHTaH» He BNacHUM
imeHeMm, a «R.Mutt». IpuHa anponpitoe
nignuc Ha nicyapi i 3amiHE NOro TMm
«3BaHHSIM», sike JOoC/iaXKyBasa y CBOil
camopednekcii —«>KiHKka-MUCTKUHS
Y BilHi»,

Monpwu «BXe Hi i LLle He», 3 9KOro
5 rnoyana Lew TeKCT, MixX ABoMa
YacTUHKaMU L€l ppaszn, Tam, Ha Micu «i»,
NPOXMBAETbCS XNTTS. BoHO He6e3neyHe,
ckflagHe i YacTo TparidyHe. BTim, BOHO
TaKOX i 3BUYANHE XUTTH — CMTIOBHEHE
noacbknmn Typ6oTamu, 6onem i pagicTio,
APYXO6010 | CaMOTHICTIO, a LLie — TBOPYICTIO.
ICHytO4YM Y pO3pMBI Hacy, CTBOPEHOMY
BIMHOO, 32 JOMOMOIO0 MUCTELITBA MU
3LUMBAEMO AiPKM LbOro HYacy, TOX HiXTO
HIKONW He CKaxe, Lo Hac TYT He 6yro.

®oTo Ossinka MiHuyk
Photo Dzvinka Pinchuk
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ART
STITCHES
RUPTURED
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 I 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
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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 a 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,

I 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?

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 II, 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
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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 MaTtsiwioBa

A LLO 9K HAC OYPSTb, | MU XKUBEMO

Y CBITI, OE BIMHA OJABHO CTAJTA HOPMOHO,
AJTE MW MPO LIE HE 3HAEMO, BO
BIOBYBAETHCY MACLLUTABHA MAHIMYNSLIS
CBIOOMICTHO, TOMY MW/ OYMAEMO, LLIO
BIMHA TIJTbKM B YKPAIHI, A HACMPABL|
BOHA BXE OABHO MOLUMPUIIACS NO
CBITY, ADDKE MU CKPI3b 4YEMO BUBYXU

M BAYUMO HACTIOKUV PYVHYBAHbD,
MPUOMBITbCS OO LIbOrO!

S 6 Hikonu He noBipuna, abu MeHi XTOCb Take
ckaszas. MoBnss, ara, a Le 3eMng nnacka, a nTaxu —
Lie ApOHU, 32 AOMOMOrOI0 SKMX Bfaga CTEXMUTb 32
Hamu. Ta Bif, MOMEHTY Npui3ay s cnpasai Big4yBato
y Llanui wock aMBHe, i 3 TUM — gyXe 3Hanome, — Lo
NOCTINHO 3MYLLYE MEHE CYMHIBaTUCS Y CBOEMY
YSIBIIEHHI Npo CBIT. 51 6 Hikonu He noBipuna, abu He
no6a4unna Ha BNacHi oui.

LLnsx 3 YkpaiHn go Llanuy o6iusB MeHi
6e3rneKy i CNOKINHWI COH MO TOW 6ik KOPAOHY.
Ta Ui o4iKyBaHHS pO3CMNannchb, 3iLUTOBXHYBLUUCH
i3 peanbHicTIO, SKOI 9 He yaBnsina. Bxe onpaay,
AOPOroto 3 BOK3asy, MO yBary npmBepTatoTh
OCB-nnuTK y BikHax 6yAMHKIB B300BX ByNULL. BoHU
TYT BCIOAN: € YNCTIi, HEMOB LLLOMHO BCTAaHOBIEHI, €
cTapi, noTeroBaHi rpadiTi, 3aKe€Hi MOOANHOKUMMU
BMLBINMMM acpillamMmn MiCbKUX MOAIN, a € 30BCIM
3HOLUEHI, 3aKOMY€eHi MUTOM, HEMOB Bif, FOPiHHSI.
S BnepLue He MoXy abCcTparyBaTucs Bif, AYMKMU, LLO
cpepa BukopuctaHHsgs OCB-nnuT — BiiHa. Ane 9 X
He B YKpaiHi, s B Hime4y4unHi — ogHin 3 kpaiH HATO
Ta €C. HeBxXxe BiliHa gicTanacs v cogn?

MVIFR09MOV  RVLTIE0MOY MVI_7301I80Y MVI_7306.MOV

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 | hadn't 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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MOXXJTMBO, Bl HAC 3 BAMU PETESTIbHO
MPUXOBYHOTb, LLIO BIMHA BXE OABHO
MPOHUKIIA Y 3AXIOHY €BPOMY. BOHA HE
3ABXOM BUIMSOAE 9K TE, LLUO MU BAYMMO HA
EKPAHAX TENEBI3OPIB | Y 3AFOJTOBKAX MA3ET.
0O PEMI, A MU CMPABLI BIPMMO, LLIO MEOIA
TYT — HE3AJTEXKHI IHCTUTYLYI, 9KI OINCHO
FOBOPSTb MPABOY? HAWIIPLUE, LLIO BOHU TYT
CAMI HE PO3YMIKOTDb, LLIO BIVMHA BXE Y HUX
BOOMA.

Mu XunBemo Ha peBiTanizoBaHili MakapoHHin
dabpuLl, ska Ternep crnyrye npocTopom ass
po60oTn MUTLIB | MUCTKMHB. [Monpu poBry popory,

crnaTu He XO4eTbCH, TOX S 3aCTpsirato 3a HOyTOYKOM.

MeHi nogo6aeTbcs MOS KiMHaTa: BEnNMYe3sHe BiKHO,
Nopy4 3 HUM CTifl, @ HaBNPOTK — NixkKo. MoxHa
npautoBaTy, AUBASYUCH Ha ABIP, | IpoKMAaaTUCs 3i
cBiTaHkom. O 01:20 ¢ 4vyto BUGyx. Moe Tino BnisHae
Moro WBMALLe 3a CBIAOMICTb: Liel 3ByK MUTTIO
OMUHSIETBCS Y MeHe B XunBoTi. Cnopisatocs, Lie
BCbOTrO NNLLE LOCH BNano Ha 6yAiBHULTBI. Ane
TOQi HOMY aX Tak F'y4HO i Tak cxoxe Ha po6oTy
MNO? | yomy BHOYI? XTO B3arani 6yaye BHOYI?
BHoui 3anyckatoTb pakeTu i CNPSIMOBYHOTb [POHMU.
Topi Yomy He 6yno NoBITPsSIHOI TpMBOrM? 3QacTbCs,
§4yna, 9K Wochk Anp4ano. B meHe Taki Benuki BikHa,
He 3aK/IeEHI CKOTYEM.

# Ommpou  ©adin Feparyswig Mepermnsg Mepesly  worpywesmd Bliom Gonla

ese [«

BOHW 3ABXOW OIKOTb BHOMI, KON

MW HAMBINbLU BE33AXNCHI. BOHU HE
CMOBIWAKOTb MPO OBCTPININ, BO HE
XOYYTb, LLIOB B/ 3HAI MPABLY MPO BINHY
| CTABUJIN 3AMBI MUTAHHS. BOHU XOYYTb,
LLIOB BU 3ANTULLATINGCS CNOKIMHUMW, ABU
KOHTPOIMHOBATW BAC | MAHIMYHKOBATU
BALLIMMW OYMKAMMW. YCE LIE YACTUHA
IXHBbOIO MIAHY: LLOB B HE BYSTIV TOTOBI
00 HEBE3MEKU. SKLLO BU HE PO3MIFOLWMTE
Ol 3APA3 — MOXE BYTU 3AHALOTO 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 fallen 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.

IMG_3748.0PG

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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Llanv, BusiBMBCS e Ginbll MOPYNHOBAHWUM, HixX
MeHi 3ganocs crnioyatky. Ha nporynsiHLi 9 3HoBy
i 3HOBY po3amBnsnacs BUO6UTI BikHa, o6BaneHi
CTiHW, 06ropini paxu. Ta Lo Bpa3nno meHe
Hanbinblue — ransBuHa 6ins pivyku, NOBCIOQHO
nopeLLeToBaHa YOPHUMU BUPBaMu. S AUBMIOCH
Ha Hel, ik AMBNtoCb Ha choTorpadii i CynyTHUKOBI
3HIMKW OBCTPINSHUX YKPAiHCbKMX MOMIB, i HE MOXY
AaTv pagu ByMmui: s BXe Le 6aduna. Yomy TyT
Tak 6arato npunboTiB? Kpalle He CToaTH 3apa3
Ha MOCTY. He poaymito, YoMy ntoam HaBKoOMo Tak
CMOKIMHO XOOsTb | HE 3BaXatoTb Ha Bce Le?

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.
| didn't understand why the people around me
were moving so calmly and obliviously.

TINTbKW TOW, XTO BAYMB BIVHY, 3MOXE
OOPA3Y i BMI3HATW. TAKE MOJSIE BUPB

HE MOXE BYTU BUMAOKOBICTHO.

LUE BYSI MACOBAHI, CMELIANBHO
CMNAHOBAHI YOAPW. ANTE YHOMY LI

CINIAY HE BUKITUKAKOTb Y MICLIEBUX
3AHEMOKOEHHS? MOXJTMBO, LI NTFOON | €
YACTUHOK KOHTPOJKO. YCI LI CMOKIMHI,
BAMOY I MELLUKAHLL Y 3MOBI: BOHU TEX
XOYYTb, LLLOB MW HE MOMIYANN TE, LLO
BIOBYBAETbHCS HACMPABLO.

MpokuHynack. A gKLLIO MOE Bif4YTTS XMGHE i BCi
BUSIBNEHI CNiAy BiHWU — TOTanbHUA 36ir o6CTaBUH?
S'iny po Nevinuura, wo 3a 35 kinometpis Big, Lianuy.
SKLo BilHa 11 cnpaBpi noLumMpunacs no CBeiTy,

MICTO MeHe 3acroKoiNo, MepekoHarso, Lo s yce cobi
Hapymarna, afe noTiM — NOTiM 9 no6ayuna ABi BYNUYHi
cTaTyi, 3aKpUTi AOLLKaMW, YKPIMMeHi 3aXMCHUM
KapKacoM — Haf3BUYaMHO NOJIGHUM [0 TUX, LLO
BGepiratoTb NamsTkun y Kuesi, Xapkosi, J1bBoBi. €auHa
BIAMIHHICTb — BIKOHLSI, SIKi TYT 3po6unu s oénuy,
a6y y HUX MOoxHa 6yrno BnizHaTh FOnitepa Ta FOHOHY.
Ix sakpunu, abu B6eperTu Big pyiHyBaHHs. Ham TyT
3arpoxye Hebesneka, SKLLO YKPUTTS CTBOPUIN HaBiTb
019 NaMSTHUKIB.

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 FOTYBAMCS OO BIMHW. SKLWO
HABITb MAM A THUKW PSTYHOTb BIf,
OBCTPISIB, TO BU MOBUHHI 3AOYMATUCY,
LLLO LLLE MEPEBYBAE M1, 3ArPO30HO

| YOMY BAM IMPO LLE HE CKA3ATTN. BOHU
CTBOPHOKOTb IJTHFO3IHO CIMOKINMHOI EBPOMMN,
AJTE HEBIITIACTBO HE 3AXUCTUTb BAC AHI
BI BIMIHU, AHI BIO, TUX, XTO i MPUXOBYE.

CborofHi s 3abnykana, 60 Mos reosiokallis
NMOCTIMHO 36MBAETLCS, AOBINBbHO NepPeKMaatoym
MeHe 3 ofiHi€i ToukM Ha iHWY. Kpyxnsaioumn konamu,
9 nomiTuna, Wwo Ha Bynuusax Llanuy HapssuyaliHo
Mano ntopen. | 3oBcim Hemae giten. YacTto-rycto
B3[OBX Y36i4 po3kMaaHe CMITTS — TYT HEMaE KOMY
npuéupatn? barato 3akMHYTUX BYAMHKIB, Y SKUX
BEYOPaMU He CBITATbCS BikHa. TyT MOPOXHbLO 1
caMoTHbO. Take Big4yTTs, LLO NOMIOBUHA MicTa
NpocTo BUiXana, TNLKUIUCS Cami YOMOBIKM
i neHcioHepw.

HACTMPABLI OECbH MOPYY MPALKOE

PEB. BOHW MIOMIHAFKOTb KOOPOUHATU
CYMYTHUKOBOI HABIFALYJ, LUOB 3AMJTYTATU
BOPOTA. A TAKOX CTBOPUTW 119 BAC
BPAXKEHHS, LLIO YCE OOBPE. MAMTAUTE —
HIKOMY HABKOJ10 HE MOXXHA OOBIPSTU,
ADKE KOXEH 3 TUX, XTO 3ANTNLLIMNBCSY,
MOXE BUIABUTUCS OMBEPCAHTOM.

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.



38

11~ IMG_45871.png G [o] o) s g e

b Telbkanvbe iTestz offae < @41%m )

Cynepm

® Bauwe MicuesHaxoaxeHH:

@ ALDI Nord L

oodle factory i
BHO NepernaHyTi ﬁ@‘ %%% 9
%

R Zejtz:
Pl ® \ ALDI Nord

HewqgasrynepernanyTh
12xB. @

O

Baipg.g

® =
4 180,
q
Schioss moritzburg @) bl
Miwwku #ooh X

G‘ nonaT“ E

Mwu 3HoBy i3gmnu go Nennuura. Mo poposi
TyOM i Ha3ap s ABiYi 6a4y roTenb Nig Ha3BoOO
«ZZ hotel», a Wwe — Becb Yac 3ycTpivato
BiIICbKOBUX, — Paxyto Ntopen y nikceni: opuH,
ABa, TPU, YoTnpu. 3aBTpa, Ha LLNSXY AOOOMY,
iny4n yepes BepniH, 9 3ycTpiHy LWe GinbLue
conparis. LlikaBo, 4n Moxe Mup 6yTn BCbOro nuiue
pekopaLieto gns NpuikaXxmx? S cnocTtepirato 3a
TUM, sk papba Ha ABepsIX Yy KOPUAOPI Bpyroro
noBepxy NYLUUTLCS, NEePETBOPIOOYNCH Ha
Kamydnsix.

HAMCTPALLHILUE TE, LLO BU BXE
OMUHUINCS B LIEHTPI LIET BIMHWA

| HABITb HE 300OMAQYETECS MPO LIE. BO
BOHA BUITISOAE HE JIMLLE TAK, SK BAM
i1 MOKA3YHOTb. ANE 9KLLIO B BYOETE
MUIBHUMW, TO MOMITUTE, LLO MUP,
AKNN HAM HAMATAKOTBCS NMOKA3ATU, —
LLE NTULLE PACAL, 3A IKMM XOBAETLCS
MACLLTABHUI, MPUXOBAHUWN KOH®IIKT,
LLIO BXXE PO3rOPTAETBLCS MPSMO Mif,
HALLUMMMU 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 4oTMpMCTa MeTPiB NOBEPHITb Ha MMiBHi4Y»
«Hymepauis BaroHis 3i CxigHoi cTopoHu BOk3any>»
«[MomipHa XMapHicTb, BiTep NiBAeHHO-3axigHNN»
«BiriHa Ha Cxopgi»

«3arposa 6anictuku 3 MNiBgHa»

«3axigHi napTHepu»

«CxigHWI Ta 3axigHWK Nig3emHi nepexopm»

BikHa MoO€i kBapTUpK BUXOASTb Ha Cxif. 3 HUX s a4y
CXif, COHLS Ta CYCiAHI BYANHOK, Y SKOMY TaKoX €
KBapTMpK 3 BikHamu Ha Cxia. 3a LM GyANHKOM —
BYNIMLS i Le Kinbka 6yOuHKIB, BikHa SIKMX BUXOASTb Ha
Cxin. A noTim Le 6yAnHOK, i We, i we. | Tak gyxe pyxe
6arato 6yauHKiB, 6e3ni4. A 32 HAMM BCiMa — LLie OANH
6yAMHOK, BikKHa 9KOro manu 6u BuxoanTh Ha Cxig,
ofHakK NOro BXe HeMae.

S nMBNIOCS Y CBOE BIKHO AOBrO i AyMato npo Tou
6ynunHok Ha Cxopi, sikoro Bxe Hemae. Llelt Hanpsmok
BUKIIMKaE Y MeHe TpuBory. CKinbku came XMBUX
6yAMHKIB 3apa3 MiX Hamun?

B moemy aBTOGiorpadiHHOMYy KOPOTKOMY METPi —

Mi 6aTbkO pO3rnoBifac, 3BiAKM pyxanncb Mockani.

Mu cToimo Ha paxy Halloro 3pyrNHOBaHOro GYAMHKY

B YepHirosi, (5 Hikonu paHille He AMBMNACh Ha CBIT i AiM
3 Liei nepcnekTMBN 0630pY) BiH 6arato XeCTUKYNIOE i
nokasye HanpsmKku, 3 SKMX OTO4yBalln MiCTO, a MOTIM
3PeLUTOlo fofaE — «3 YCiX CTOPIH".

Mox Ha pepeBax pocTe 3 [MiBHi4HOT cTOpOHU. HomyCb
YCi Lie 3HatoTb.

Mip Yyac 3ycTpidvi Ha peanaeHLIii s nonpocuna y4acHuULb
nopinuTncs ceoimu BigHyTTmmn Cxopy, MiBaHsS,
3axogpy i MiBHoUI.

JocniaxeHHs cTano 3pisom HallMX MipKyBaHb Npo
HanpsIMKWK CBITY.

AcouiaLii BinTBOPIOIOTb B YsIBi 3Ha4MMi Micus. Jeski
3 HUX NMOBTOPIOIOTLCS, HAaKNa#aoTbCs OfHA Ha OAHY i
CTBOPIOIOTL NaTepH. Tak 39BNSETbCS Mana
Cy6’EKTUBHMNX O3Ha4Y€Hb CTOPIH CBITY.

Akun 3anax mae MiBHIY?

Konu came 3 Hamu cTaeTbes Cxin?

Sk 3By4YnTh 3axif, i Npo wo Haragye lMispeHb?

Ckinbku pasiB 3a XXMUTTS MU AUBUINCS Ha Komnac?
3pebinblioro He6arato. Y cy4acHOMY CBITi Lie cKopille
MY3eMHUIN eKCMoHaT, AekopaLlis abo cimelrHa penikais.
Ane ue Hivoro. MNTaxu TexX He OUBASTLCS Ha KOMMac
Ane 3HaloTb

Kyou i konu

Yac netitn
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Cxig
East

TepukoHun

3anax 3acoxnoi TpaBu
MovaTok

MpunynHa

Yawn y cneky

MpsiHOLL
LLlaxTapcbkunn TOpT

BiliHa

Binb

CmepTb

Arpecis

ByauHKM 3 YepBOHOT
Lernu

CaMoTHicTb
Mopopox

JTropn

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
Cneuil
>KoBTun konip
Cxig coHug

PozymHi TanaHoBUTI ntoau

Cym

LLlaxTn
Cxig, CoHug
PosksiT

loes

MpsmoTa i MpocToTa
Poz6uTi 6ypisni
BinHa

War

Journey

Spices

The colour yellow
Sunrise

Sunrise

Blossoming

Idea

Honesty and simplicity
Wrecked buildings
War

MoTsar, wWo ine pyxe AoBro

A Really Long Train Journey

i BOHO cTpaxpae, i 9

3anax NepecTUrnoro iHxupy

XepcoH i 3aTonneHi Bynuui
KiH6ypHcbka koca

Mickn

MNepekoTunone
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MiBoeHb
South
Y meHe Bigi6panu YopHe mope, The Black Sea was taken away from me,
it’s suffering and soam |
The smell of overripe figs
Kherson and flooded streets
The Kinburn spit
Sands
Tumbleweed
DocTatok Abundance
Tino Body
CekcyanbHicTb Sexuality
BuHo Wine
BigpnounHok Relaxation

Binno4nHok

Haconopa Xxutram
Conopkuii 3anax Tpaeu
AHekcoBaHU Kpum

Holidays

Enjoying life

The sweet smell of grass
Annexed Crimea

Muéoke puxaHHs Deep breathing
Tenno Warmth

Cyxi pocnunnum Dried plants
Munioka Dust
Oim Home

BuHorpagHe nucts Vine leaves
Mpyaku semni Clods of earth
3anax 6y3Ky The smell of lilac
KaByHun Watermelons
MonyHwuui Strawberries
Mo4vyTTa rymopy Sense of humour
Oim Home

CyxicTb Arid

BiTep Wind

Mama Mum
BaknaxaHoBa ikpa Aubergine caviar

3
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3axig, MiBHI4
West Xonop, Cold North
3axip coHus Cnokin Calm
OaneviHb CmepTb Death
TuM4yacoBoO nepemilleHi Hynbra Boredom
Pivkn MycTi nicu Dense forests
BiocTaHb YepHiriBwunHa Chernihiv region
Masku Forest nymphs
Mpasuna Rules Sunset MoBuTyxm Wise women
Besneka Safety Far away Xonon Cold
HocTaTtok Affluence Temporarily displaced Tuwa Calm
IcTopis History Rivers Bonora Damp
Po3BUTOK Development Distance BorkicTb Moisture
Kapepa Career TemHoT2 Darkness TaemMHUYICTb Mystery
HaByaHHsg Education MpapaBHe Prehistoric
Kutta Life Bounx Breathe in
3pinicTb Maturity
Opyrun nnax Plan B
Brinus Influence MiBHi4 Harapgye cnoBo Hiy
Beaneka Safety The word Pivnich (North) reminds me of nich (Night)
KaBa Coffee
3aTnwok Comfort
CupicTb Damp
Bucoki cteni High ceilings
Oim Home
Cnokin Tranquillity
BBiunuBicTb Politeness
Cnisnpaus Cooperation
Ho6po Good
Nic Forest
JbBiB Lviv
HDemokparis Democracy

OpaHxeBun

The colour orange Xonogp, Cold
HoBu pik New year
Oim Home
HepeBa Trees
ByTTs B cO6i Being-in-itself
BepTukanb Vertical
Ozepo Lake
XonopHa Boga  Cold water
YucroTa Cleanness
Midp Myth
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HuHi 6araTo pozyapyBaHb BKYMi 3 YCBIAOMIIEHHSIM 3a1€XHOCTI

These days, a lot of disappointment as well as the
realisation that we are dependent on them

3anax nbopy i kpura Ha KMiBcbkomy mMopi

The smell of ice on Kyiv sea



«A SHAIO, WO

BOHW

EOATLCH MOIX POCTNH»

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

KapiHa CuHUUS

MeHi gaBHO xoTinocs
NepeTBOPUTU KBapTUPY Ha TOTallbHY

iHcTangauito. Y BucTasLi «Lle He 6iga»

Lie BTINUMOCh — Y KBapTUpPi Opy3iB
Ha Binopycbkin, |, y Knuesi B CivHi
2025 poky. Lle 6yna gpyra 3 WwicTbox
BMCTaBOK HaLLOro 3 XyAOXHULEO
Hapieto MoniokoenoBoo NPOEKTY
It’s love, Darling — Hala cninbHa
BMCTaBKa, Haw pianor. LLicTb
BMCTaBOK PO3roBifanu npo Lukn
nto60Bi — Bif, 3ycTpidi 4O PO3KBITY
CTOCYHKIB. Micns BUCHaXIMBUX
Ccnpo6 BiAHaWTW CNiNbHUI TEM6P,
TOYKM JOTUKY, 3HAUTU cebe
Y B32EMUHAX MOYNHAETHCS HLLNN
eTan: 6axkaHHs cxoBaTUCS Bif, LIbOro
BCbOro. [HKONM Lie nparHeHHs
NpU3BOOUTL AO LU FOCTPILLIOro
YCBIOOMIIEHHS BAaCHOI BPa3MBOCTI.
XoTinocs matn BUCTaBKY
B YYXill KBapTMPpI, Y TUMYacoBOMY
NPUXUCTKY. Tenep Take XUTTS —
CBOIX KBapPTUP Malxe Hi B KOro
HeMae, yCi [ecb rocTHoTb, AiNSTb
MiX co60to KiMHaTu, NOCTinb,
kntodi. «Le He 6ipa» — BUcTaBka
Npo Ty, XTO HE MA€E BNACHOrO
pomy. BurapaHa (a moxe 11 He
Ly>XXe) repoiHs XMBE «SKOCb TaK».
BoHa HamaraeTbcs 6yayBatu
CnNiNbHWUM NPOCTIp i3 KNUMOCB, ane
Lopa3y HaTUKAETLCS Ha ynamku
cTapux icTopin. Y wadpax — He
Tinbkw ii peyi. Hivns napa kntouis,
gKa morna 6 o3Ha4YaTu «Hac
ABOE», BUCUTb Ha CTiHi OKpemo,
6e3 napw. | Tak 3aBXxpu: pedi
Hi6M HaTIKalThb, WO TYT KOMUCh
XWUIK Pa3oM, LLLO TYT XToCb 6yB,
a Tenep — Hi. HarapytoTb npo Te,
SK Micns [OBrMX PO3MOB i OTUKIB
BCE OfHO 3aNunLIaeTbCs CTpax
6YTN HEMOYYTOO, HEPO3Mi3HaAHO!O,
HeBMisHaHOoto. 51 BLUMBALO Len cTpax
Yy NOGYTOBI CLLEHU — Yy CKaTepPTUHMU,
Y CKIISIHKMW, Y 3aCOXJ1i POCNUHMU,
SKi CTOSTb MPSMO Mif, NMi>KKOM,
Hi6n XTOChH IX LWE MOSE, afe HIXTO
He nonuBeaec. 5 nuLle HaTMKaloCh
Ha KOMOYKM 3M1amaHoro KakTyca
LlopaHKy Ta AUBIOCS Ha LITOPY, Ha
SKili rapHeHbKi nebepni HamararTbCs
3a0yLLNTM OAUH OJHOrO.

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

Tekctt EMMu AHOieBCbKOT
Ta AgpieHH Pi4 BeayTb y Libomy
npocTopi Aianor. BoHM npo XiHky,
gKa o6upae Mix CIMEVNHUM XUTTIM
i BNACHUM XUTTIM, MiXX TUM, LLLO
«Tpeba», i TUM, Lo HacnpaBsai
xoyeTbes. Mpo Bubip, skui 3aBxam
[OBOOMTLCS POBGUTK OAHIN. TekCTU
NPO YULLLEHHS LIMGYNi HEMOMITHO
HaHeCeHi Ha KyXOHHY AOLLKY Ans
oBOMiB. Ha wTopi HanMcaHo npo
POCINHM, SKi XTOCb HaMaraeTbCsl
BupoctTuTU. dawa Monokoenosa
CTBOPHOE KPUXKi CKIISIHI 06'€KTHU:
doTopamMka 3i LUMaTo4KiB CKNa
y BUMspi ceppedka, ane 6e3
coTorpadpii BcepeamHi, a Takox
Ta 3arapgkoBa napa Kio4iB —
HE3PO3yMino ums. x xoueTbcs B3ATH
B PYKM, ane cTpallHo po36utn. BoHu
HaragytoTb NPo Te, Ik 06epeXHO
Tpeba noBoguMTUCS 3 NOGOB'H0.
3acox/li poCnuHU s NpuHecna 3i
CBOET KIMHATW B rypTOXUTKY,
a TakoxX 3i6pana pocnuHun Cauui
M 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 pyxatucs pani. Mpo BiliHy,
Mpo CTpec, Npo PenpoayKTUBHICTb,
sKa CTae e OfHIEr0 XepPTBOK
BCbOTO, LLO Bif6yBaEThbCS.

Lli bopmun — moi Bmepni
KicTo4kn aBokapo — Tpeba 6yno
YBIYHUTU. MantoHOK NPOAoBXMB
XHE iCHYBaHHS, 3p06MB BUOAUMUMMU.
HaciHHs, Wwo He cTaHe gepeBom,

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

3 XXIHOYMM TiTOM — BOHO BTIMIOE

B CO6i BENIMYE3HY KinbKicTb cTpecy
Ta 60nto | HEMOXIMBICTb MOGAYUTHU
300poBe NpuraeLlHe. 3emns
nepecTae poanTU, BUCHaXeEHI Tina
He MatoTb MariGyTHLOTO.

KAPIHA CMHWNLIA
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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

AHHa MoTboMKiHa

PUTYAJTJIKOTOT O

Llen putyan Harkpalle NigxoauTb ANs KiHLs NHOTOro,
Konu 36iratoTbecs KiHeub i novaTok. Konu Tpusae BiriHa
i NTOMHOXYETbLCS Big4yTTS 6e3Cunns.

Konu Bce cTa€ TOHLWMM, OrOfeHilLIMM Ta FOCTPILLMM.
Konu Hakonun4vyeTbes Te, 3 4HMM BaXKO CNpaBUTUCH, abo Te,
LLLO BaXKO BignycTuTu. Konun He NMLaeTbes iHWnX
Cnoco6iB BMMHYTU Ha CTaH peYven.

Ons puTyany Bam 3H2806nsTbCS:
pipa
TpW Nanuui
nanipelb

py4ka
3ananbHU4YKa

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 6yTu 3amep3ne 03epo.
Harikpalue — ioro cepepguHa.

2. 3HanpiTb Oipy B 03epi.
3azBuMYyal Taki oipn pobnaThb
Ons BUNoBYy pu6 a6o Ans Toro,
LWo6 pmbam neriue guxanochb.

3. Mo6ynpTe 3 Licto
pipoto. MosHanomTecs
31 cTiHKamu,
TekcTypoto. MuéunnHy
Lipy MOXHa 3anuLwnTu
6e3 pocnigXeHHs Ta
y criokol. Mornapgete
pipy — BoHa 6yne
BaLLIOKO COO3HULIEIO
B puUTyani.

4. [ictaHbTe TpH
nanuui, 9Ki Bu
npuHecnu 3 co6oto.
MocTykanTe oaHa 06
O[HY, CTBOPIOIOYM
PUTM MiCHi, sika
Bam nogo6aeTbcy.
3anuwite nanuui. Osi
3 HUX Bam GinbLue He
3Hapo6ngThCS.

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

3 YMM BaM BaXKO
CnpaBuUTUCb, abo Te,
LLLO BaM XOTinocs 6
BignyctuTn. OnNuLiTh
Lie TakK, 9K BBaXacTe
32 noTpibHe.

6. CkpyTiTb nanipeLp
i noknagiTb Moro Ha
kpury. PoamicTiTb
HaBKOJ1O HbOTO KifnbKa
06’eKTiB, 9Ki MOXHa
3HaWTU Ha MicLLi:

7. Migpnanite BaLw

KaMiHLj, naTuykuy, 0 . ; 5 A h
LIMATKY KpUTH 260 crocTepirainTe 10. 3a Aonomoroio nanuui NPOWTOBXHITL Bal nanipeub y mMn6uHyY aipu. MoTim
Svob- 3a 1Noro CTBOPITb Y BOAi BOPOHKY, LLLO6 Ta 3aKOBTHYNa NanipeLb YCEPERNHY.
VAb-LLUO iHLE. .
TOPiHHSIM.
b r _I. h‘ | W
8. dAkuwo
BUHWKaIOTh
TPYOHOLL,
60 BaLl ,
nanipeLb ‘
MOKHe ‘ :
Bif, KpUru, l. Brle.BHITbCﬂ: Lo
cnpobynTte | nanipeup 6inbLie He
. o nignanuTn CNJINBa€ Ha MOBEPXHIO.
’ ' oro we pas. Skwo cnnusae, L
9. dKuwo nanipeLp 0OCTaTO4HO ;:g;;p”b Al 12. [eskui 4ac cnocTepirante 3a gipoto. F
HaMOKHYB, i BU 6ifblLle He - Moxnueo, BOHa NogacTb Bam 3Hak, Lo

MOXETE Moro nignanutw, nanipeupe neperpasneHo.

NMOBEPHITLCS [,O CBOET Oipw.
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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 cTBopeHui 3a yyacTi nogpyru ta xynoxuuui Kceri MorpebeHHuk.
The ritual described here was devised with the help of a friend and the artist Oksana Pohrebennyk.

IDJEHTUYHHICTDb,

TPABMA

IDENTITY,

TRAUMA



TP POKW

AnboHa KysHeuoBa

CboropgHi o 7 paHky
S MPOKMWHYNacs Bif, ry4HUX BUOYXIB.
BinkpvBato cnoBilLeHHs Ha
TenedoHi: zarposa 6anicTUYHOI
aTaku Ha Kuis, oe 9 mewikato. Hi,
s He pearyto HaBiTb Ha Le. He 6ixy
B YKPUTTS (60 A0 HbOro 6irtm ax
10 xBunuH). INTnwe Tino camo (Have
6e3 Mo€i y4acTi, aKacb penTunbHa
Moro 4YacTuHa) NiacTpuoye B NiXKY,
KONU 3ByYaTb ry4Hi BUOYXM: Halle
MMNO 36uBae Lo 6anicTmKy.
B MeHe cTpaxy — npuHanmHi
CBiJOMOro — ;aBHO BXe HeMae.
Moxke, Lie noraHo npautoe miw
IHCTUHKT camo3bepexxeHHs? Yn,
HaBMaKu, iIHCTUHKT caM036epe>KeHH9|
ycyBa€ CcTpax, 60 XUTU B NOCTINHOMY
CTpaxy HEMOXNNBO? 0 ¢

CborogHi, 20 rpyaoHs, y meHe
6yB 3annc Ha MaHiktop. S ocTaHHIM
4YacoMm pipko noro po6nto, ane TyT
BUPILLMMA TPOXWU NMPUYenypuUTHCS
po Pizgga. Yepes pankosuii B
06CTPIN S NPOKMHYMACS 3PEeLUTOLO
3HA4HO Ni3Hilwe i 30BCiM 326yna
npo cBin 3anuc. NMpocTo BuneTtino
3 ronoBw, ag>e nicns NPoO6GYAXKEHHS
nepLMm Binom y meHe nepernsp,
HacnipkiB aTaku i pyrHyBaHb |
y camomy ueHTpi Knesa. Mepernsn [l
couMepex 3Hanomux, agxe cepen, B
HWUX BUSIBUNUCS Ti, XTO Bif, TOro  Ime
noctpaxpas. Lle, MabyTb, 3By4nTb Ha
rpaHi abcypay Ta ipoHiYHO: 3a6yTH
Npo MaHiklop Yepes 6anicTuiyHnn |
06CTpin i pBy>e noTim BUbavaTmch
y MancTpa. 4u He 6e3rnysno Bzarani
po6uTn BMGip y 6ik 4OrMSAOBUX !
npoLenyp, KoM MOXHa noTpanutu
nig 06¢Tpin 6yAab-9Koi MUTI? Yn
€TUYHO BUTPaYaTu Ha Le KOLTH,
KONM 3aBXAW € NOTpebu 3HanoMmnx
y ApoHax i o6nagHaHHi Ha PPOHTI?
A pobuTn cobi sadicky? Kynysatu
HOBI peyi? 5 po6pe posymito, Wo
NOYYTTS MPOBUHU — HE HaWKpPaLLUK
nopapHuK, i Tpeba p6aTh npo cebe.
Ane cnoci6 i 6rop>XeT KoXHa ntoguHa
BM3Ha4yae BCE OOHO CaMOCTINHO. [

Mosi cim's — 3 papsHCcbknum B
MUHYIIUM | POCINCbKMM Npi3BULLEM
«Ky3HeLoBa», WO HacnpaBpi € B
Haﬁposnoscrou,eriLumm npissmu.l,eM
y cBiTi (B pI3HI/IX iHTepnpeTauisix: [

| nornsipac ioro 97-piyHy MaTip, Moto

# niHii. 9 HIHBYMNA YCiX TPLOX CBOIX

KosaneHko, Smith...). Moe
MUCTELbKE iM'9 — «AnboHa»,
TaKOX poCilicbke iM9, | MeHe Le
Tpoxun 6eHTexunTb. Moe im’a no
nacnopTy HaBiTb ripwe — BnapgneHa,
ckopoueHe Bif Bonogumup JleHiH. [
MpocTo anorer HEMMIHTY y Hali
Yacu. Mu xapTyBanu HelonaBHo
3 NOAPYroo-MUCTKMHEO NPO
AekoMmyHizalito. [Hkonn po6pe
npautoe — noyartum 3 cebe, i Mu
BUrapann no3yHr «[eKoMyHizyn
cebe», SKUN 9Kpa3 Npo Min BMNagokK
3iMmam.

OMTUHCTBI, ane MaTePUHCbKMNX
no4yTTiB Lie He gofano.

OcTaHHi 3 poKX MOS Mam’aTb
3Ha4yHO Moripmnnace i Aeski
MOMEHTW NPOCTO BUNITAIOTb
| 3 ronoBu. 3apa3s g cTana Tieto
NOONHOLO, WO paHille MeHe
Aopatysanu. Yu ue He HankpaLLmii
TPEHIHI BHYTPILLHbOro POCTY?
Anrpeng NpUNHSTTS BNacHoi
cnabKoCTi i 30BHILLHbOrO Xaocy
BEJIMKOro CUJIbHOrO CBITY, Ae T!
HacnpaBpi fyXe ManeHbka ictoTa
@8 | TBOS 30HA KOHTPOJIIO MOCTINHO
HaLUTOBXYETbCS Ha HOBi OBGMEXEHHSI.

MeHi 39. 4 3asxau surnagana
Mornoguue, 3apas, Ma6yTb Ha
30, 60 3aBxau ntobuna TinecHi e
npakTuku. Tino gornomarae BI.EI.‘-IYBaTVI
cebe XunBOto. 3apa3s s Xo4y MiTH
TaHLUtoBaTK, 260 Ha CKeNnegpom,
a6o Ha 1ory, ane NpPocTo He MOXY
3HaANTU Ha ue cunmn. Moe Tino Takox
06’eKTUBHO CcTapie.

Y1 MOXHa 3BUKHYTU AO BiliHU?
Y cebe, i cepef, MOiX 3HaMOMMX
CrnocTepirato TakuUm CXOXUNA &
CTaH — He Te LLO NPUMUPEHHS,
ane BUCHaXeHHS, KOnn BCi eMoLlii
3racatoTb, HEMa€ HaBiTb ICKPaBo
BUPaXXeHOI 3N0CTi Ha MOCTIlHi
CMepTb, PYMHYBaHHS, KpaiHy-
arpecopa. Liboro poky s Big4yBato
i Pi3nvHe BUCHAXEHHS, LLO 3anuLiae
BCE MEHLLE onuin ans Toro, wo6

BrMopaTucs 3 LOBGaHUM CTPECOM.

4 nobnto cekc, | HaBiTb
3aKOXyBanacs B iHLLIOro YonoBika
B cBoi 33. Lle He mae xogHoro
CTOCYHKY A0 PenpoayKTUBHOI
doyHkUil. Lie Epoc, ane, mabyTb, TeX
NOB'I3aHNN 3 FOPMOHaMMU.

3a TpW pOKMU BiliHW 9 3BMKN2 A0
haKTy MOXMBOT | 6NIN3bKOT CMepTI.
Lle ycBinOMNEHHS HaB4YUMO MeHe
MeHLe 60STUCh XUTTS, GinbLue

MNOro LiHyBaTK, HaBiTb TakUM, Y CTaHi

BiMHW. YCBIOOMMEHHS BNacHOi cMepTi,
06MeXeHOro 4acy;, Lo € B MOEMY
PO3MOPSIAXEHHI, Aano MeHi 6inbLuy
cBo6ofy LOCh 3MiHIOBATU, BYTH

FHY4KOO, HapeLTi po6uTn Te, Ha &
LLIO He HaBaxyBarnach paHille, 6yTu
BiAKPUTOLO i BPa3nMBOIO, YHECHOO
3 CaMoto CO60H0 i 3 6NMN3bKMMMU.
4 MabyTb, Le i € 3pinicTb?

TaHaTOC — Lie 3aBXaAn TeMpsiBa,
Y SIKy Ham, ntogsiM, BaxKo i CTpaLlHO
BAMBnsTUCS. Lle TpaHcrpecis
HamBULLOro cTyneHsi. CTpax 3MiH.
CmepTb — HanpaguKkanbHilla 3MiHa.

Liboro poky nomep min 6aTbko.
MoyvaTok BiltHM 6YB Ay>Xe 60MHUM
ANs HbOTO, BiH HE 3MIr Lie BUTPMMaTH
Tak i He poyekaBcs ii 3aKiHYEHHS.
Mosg matn gornagana voro 6inblie

niBpOKy nicng iHcyneTy. Tenep BoHa

6abycto. 4 He mato (i He nnaHyto
MaTu) AiTen, i, MabyTb, HIXTO He 6yae
pornspaTn meHe. Ane s He Xo4y mMaTu
OiTen nuie Yepes cTpax nomepTu
HaomwuHui. He maTu piten — min
yceigomneHunin Bubip. BpelTi-peLur,
KOXEeH [y>e CaMOTHIN Y MOMEHT
cMepTi i nae y HeBipOMe cCaMoCTilHO.
Y MmeHe, MabyTb, Mano OKCUTOLMHY
i 30BCiM HEMa€E MaTEPUHCBKOTO
IHCTUHKTY. S 61 He Bnopanacs
3 AUTUHOO Hi EMOLLINHO, Hi ;
diHaHCcOBO, 60 S — BiflbHa MUCTKUHS
B YKpaiHi, ae BiHa. Moi rpyan @
iHKoNM 60NsTb NO Yep3i, To Nisa, To
npasa, Hi6W Big4YyBatoTb 6inb Yepes
Te, WO HiKONMU He BUKOHaoTb CBOI
reHeTU4HO 3aknageHi poni. B moei
CTapLUOi CeCTpM — TPU AOHbKMU.
Mpsm sik y MO€ET 6abyci Mo MaMUHIn

MAEMIHHULb Y IXHBOMY PaHHbOMY

AJTbOHA KY3HELLOBA
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i A "; _ i £ My family has a Soviet past and f function. My older sister has three |
N EA R I_Y N a rgssign surname, Kuznetsova, [ daughters, just like my maternal ™S L i = ) |[I| E'
: M \Which is actually the most common B grandmother. | babysat all three of | /f e ™A a
o surname in the world (other ! my nieces when they were little, but F _
T H R E E il versions include Kovalenko and || it didn't instil any kind of maternal S : KO H CT Py K LII I S:I
{ il Smith). My professional name, | | feeling in me. ; 1
' Alena, is russian too, and that £ ._; . .
| upsets me a bit. The name on my [ Over the past three years . g’ MoniHa MeTpiwnha
passport is even worse — Vladlena, my memory has deteriorated * Y
a shortened version of Vladimir ; significantly and now some details [l Konuce gim Ha XepCOHLLUMHI MaB 3anax CoHL,

Alena Kuznetsova Lenin. What a perfect name in [l just vanish. I've become one of i € BMHOrpPagHOro NICTS, KBITY MOMYHMWLb, MaMUHUX FPIHOK,
this day and age... | was joking [ those people who used to really BSESES 7 nuny Big, konic. Yymaubkun LLnsgx moxHa 6yno posrnspaty,
recently with an artist friend about | annoy me. Isn’t that a great exercise | & nexayu BHoui Ha doyT6oNnLHOMY Mo, MOXHa 6yno HapsaTtu
decommunisation. Sometimes you in inner growth? Learning to accept | YyepeLleHb | BUPYLLUUTM Ha Belocuneni [o 03epa, SKoro, siK

This morning | was woken up have to start with yourself, so we [l your own weakness and the chaos J§ S 9 HelopaBHo dizHanacy, 6inbLue He icHye. Konvch MoxHa
at 7 oclock by loud explosions. | il coined the slogan, ‘Decommunise of the big, bad world in which you §§ ‘ 6yN1o NPOCTO AOTOPKHYTUCS OO0 3EMIi, NoiXaTy AOAOMY,
opened the notification on my @l yourself’, which is exactly what | did | are just a tiny creature whose ; 06ilHATM pigHUX. Tenep yce ue 3aB1UCo MiX «6yno»,

a3

phone — an imminent ballistic il with my name. § b @l sphere of control is constantly : i «6inblue Hemae» | «Hikonu He Gyne».
missile attack on Kyiv, where | 9 S & encountering new limits. Wy [ =
live. Even that didn't spur me into I'm 39, although | look around 30. . PozgineHicTb cTana HeBiGEMHOKO PUCOIO MOET
action. | didn’t run to the shelter, I've always looked younger than | am Can you get used to war? I've oco6ucTocTi. [oLwyk BNacHOI LinicHOCTI NepeTBOpPMBCS
because it's ten whole minutes because I've always enjoyed exercise. @ noticed that my friends and | are : a Ha MOroHIo 3a iNt3ieto. Mil NPOEKT — e BOCNIAXEHHS
away. My body, some reptilian part The body helps us to feel alive. These @ all living in a similar state — not so | ' TOro, 9K BiliHa He Nuwe Bigaanse isnyHo Big pigHOro
of me beyond my control, was just days | want to go dancing, climbing much resignation as exhaustion, . LOMY, @ I PO3pMBAE 3CepenmHU, 3annLLaYm MeHe
leaping back into bed when the B8 or to yoga classes, but | just can’t where all emotions fade away i ik pPO3CMMaHOK MOMIX MiCUSMMU, Croragamu, BigvyTTaIMu.
loud explosions rang out. Our air muster up the energy. My body is and you don't even feel burning . BipuyTTS pospuBy BCepenmHi MeHe — Lie po3gineHicTb
defence was shooting down the ® objectively ageing. anger at the relentless death and : _ d Ha doparMeHTH, sKi HEMOB PO3KMUAAHI Y TUX MiCUSX,
missiles. | haven't felt fear for a long destruction or at aggressor. This “ = 00 9KUX S HEe MOXY aicTaTtucs. Jeski 3 umx Micub
time now, at least not consciously. | like sex and even fell in love with B year I've felt physically exhausted ; i - 6€3MOBOPOTHO BTPaYeHi, iHLWi MOBEPTAOTLCS A0 MEHE
| Maybe my survival instinct is ' another man when | was 33. It has too, which leaves me with even S nuwe B HeYITKUX crioragax. S Hamararocs 3iépatu
defective. Or maybe my survival &S nothing to do with procreation — fewer options to cope with this 18 X moKynu, HiGM Kpanni Boaw, SKi TArHYTLCS OfHa A0
instinct has eliminated fear because f it's Eros, although it could be damn stress. ol 8 OOHOI, ane He MOXYTb 3/IMTUCh B OfHE Line. BoHn
i it's impossible to live in a constant hormones as well. i nuLle 3acTUO BiOA3EPKaiolTh MEHE — PO3MUTY,
state of fear. . : In three years of war I've got 04 po3npobneHy.
Thanatos is always the darkness used to the Tact that | could die at RIS 9 BOKYMEHTYIO Liko BTpaTy Yepes o6pasu, Lo
Today, on 20 December, | had that we humans are afraid to look any moment. This realisation has g BIOrYKYHOTLCS MeHi oMOM. BigpizaHi 4acTuHu
an appointment at the nail salon. at directly. It’s transgression of the taught me to be less afraid of life, ! nparHyTb NoBepHeHHs. MopagilHa ekcnoaunuis y Moix
| haven’t gone much recently, but B8l highest order. Fear of change. And to value it more, even in wartime. SSRGS doTorpadisix — Le cnpob6a noegHaTh TiNo 3 BigéuTKamm
| decided to glam myself up a bit l@ death is the most radical change Recognition of my own mortality 1 o6pasiB, SKi HarapyTb BTPaYeHUN Aim, nonpw Te,
for Christmas. In the end | woke up thereis. and the limited time at my disposal | # Lo Ui 06pasn He € cnpaBXHiMKU, 60 XOOQHOro
really late because of the morning’s & I has given me more freedom to CMpPaBXHbOro 306paxeHHs JOMY B MEHE HEMaE.
missiles and totally forgot about My father died this year. The make changes, to be flexible, to do [« 4 - Cnpo6a 3i6paTn cebe foKynu, BinvyTn xo4a 6
the appointment. It just slipped my R outbreak of war was extremely things | never dared to do before, % SKYCb LIiNICHICTb 3aBXAM 32BEPLUYETLCS HeBAAYEHo.
mind, because the first thing | did painful for him and he just couldn’t to be open, vulnerable and honest [ Moku Hemae oMy, HEMaE i MOBHOT MeHe.
after waking up was to look at the bear it. He didn’t live to see it end. 8 with myself and my loved ones. .
damage and destruction caused [ My mother looked after him for Maybe this is maturity?
by the attack in the very centre over six months after his stroke.
of Kyiv. Then | checked friends’ |@#¥8 Now she looks after his 97-year-old
social media, because some of ﬁ mother, my grandmother. | don't
them had been affected. It might have (and don’t plan on having) §&i
sound ironic, verging on absurd — children, so maybe no-one will look
forgetting a manicure because of after me in my old age. But | don't
| ballistic missiles and apologising 8 want to have children just because
profusely to the nail technician I'm afraid of dying alone. | made a
afterwards. Isn't it ludicrous to get Bl conscious choice not to have
beauty treatments when you could children. At the end of the day,
get hit by a missile at any moment? @ we're all alone in the moment of
Isn’t it unethical to spend money death and we journey alone into
on a manicure when people you the unknown. Maybe | have low
know constantly need drones and B oxytocin or no maternal instincts
equipment at the front? What [l whatsoever. | couldn’t cope with
# about getting your hair done? & a child emotionally or financially &
Buying new things? I'm well aware @l because I'm a freelance artist }
that guilt isn't the best compassin ¥ in Ukraine, a country at war. [}
life and that you have to take care & Sometimes my breasts start [
of yourself. But we all have to make | hurting, first the right, then the
decisions about how t N left, as if they're in pain because
i N UJUERREE they'll never fulfil their biological
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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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Gimolbiyps, o4t OB s

MuTaHHg

nMpo Ty AOPOry 3 BTpatamu
npo TBoI I8 pokiB

npo nignucu Ha g oTo,

9Ki MU HE 3HAEMO LLO 3Ha4aTb

npo HapicnaHi Ta oTpUMaHi
no6a>kaHHs

NpPO KOXEH [AeHb,

Lo 6YB CXOXUM Ha MornepenHin

MPO CHU. 2 MEHi 3 MOYaTKOM BENKOT
BilHU CHUTbLCS, LWLO 9 B6MBatO
JIIOAMHY | Mato MOHEeCTH 3a Le
BiAMOBIOANbHICTb | MatO OMUHUTUC: 7, " -
Y TIOPMi | He xo4y, 60 Tofj s BTpady SN R
CBOE XUTTS

npo Te, SIK TW ysBAsina KiHelb BiiHU

a T BipgyyBana, Lo BTPaTUia NOHSTTS
LiHHOCTI XUTTA?

a 3HeLjiHoBana cein gocein?

a TV Yyna 3BYKW, SKUX He 6yno?

a Tv 6araTo XxapTyBana npo BinHY?

a 9 61 nocnyxana TBOi XapTu

a To6i 6yno cTpaliHo?

a Tu XoTina, Wo6 iHWnM 6yrno Tak
CaMo NoraHo, sk To6i?

A TV Mam’sTaell MOMEHT, KOmnu
BTpaTWna Big4yTTs 6e3neku

LLbOro CBiTY?

a PO3YMIHHS, LLO TH

6yna 3aHafATo HaiBHa?

a T nepexwmBana, LWwo B Tebe 3abpanu

Fezj{‘ ;

YaCTUHY XMUTTS i Lie MicLie Ha3aBXau
CTaHe NycTKo?

a roBopua, Lo 3apa3 He Xo4eLl
po36upaTncs 3i CBOIMU NOYYTTIMMU,
60 Le paHo i Tak 6yae ripLue.

A noTim cTano ripwe i 6yno Bxe
nisHo?

TAHHA 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.

¢/

B twsies | ACLQTEOM ECawumO: Craill cueeiid
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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 war?

I 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?

A

G7e 2pesce
ey

Translated by Maryna Moskalenko
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POSITATA

€a Ansop

Llen NpoekT cknagHui i pyxke ocobuUCTU os MeHe. S foBro aymana
Hag TUM, YOMY 06pa3 XiHKM Y XPUCTUSIHCTBI CTaB A1l MEHe Taknm
Tpurepom. 3HOBY i 3HOBY § MOBEpPTalOCs A0 CrorafiB CBOro AUTUHCTBA i
LUyKato B HUX BigMoBifi.

Hac 3 Mmoeto monopLoto cecTpoto BuxoByBana 6abycsi. BoHa 6yna pyxe
CYBOPOIO, B HOMYCb HaBiTb XXOPCTOKO. MoXMBO, BOHa He 6yna HagTo
penirinHoto. S Hikonu He 6a4unna, Wo6 BOHa MONUIacs 3a BEYEpEto Yu
nepepn cHom. Ane 4yopHa bi6nis i3 30n0TM XpecTom Ha 06KNaauHLI 3aBXaM
nexana B y3ronie ii nixkka — To 6yna iHCTPYKList 4O XUTTA. Y KHU3i 6yno
YMMmarno 3aknagok i NigKPecneHnxX YpuBKIB, i 6abycs LLOAHS LWOCH Y Hil
yuTana.

IHopi, B Hepinto, BoHa 6pana MmeHe 3 co60to A0 LepkBu. PaHo-BpaHLi,
LLle A0 CHIBAHKY, MW MYCUMM UTU Ha iIHWWI KiHelb cena. Micns cny>xéu mu
OTpUMYBaNu KpPYrui puTyanbHui Xnié — npockypy — Tino XpucTose.

Ane sikum 6yno cTtaBneHHs Mo€i 6abyci 0o cBoro BRacHoro Tina?
Mpurapyto, SK 4acTo BOHa Kazarna, Nepeoasratoinch y CBOIN KimHaTi,
Npo Te, K BOHa HEHaBUAUTb «LiLi CRITHINI MiLLKK>» i SIK i 6yno 6 neriie, aK6u

ix Bigpizanu. Lle BoHa roBopuna npo cBoi rpyau.

Ba6ycs posnosifana npo Te, Wwo 6yay4Yn MOSIOAOH XiHKO, Narana 3i
CBOIM YOMNOBIKOM Y JiXKO B 6t0CTransTepi i naHTanoHax, a 3Bepxy Haasrana
COPOUKY 3 AOBrMMU pykaBamn. Cekc — Lie BUMYLLEHUI akT 3apaau
HapoOAXeHHs AiTen abo 3apns NOoTpebu HonoBika — Takoko BXe € MOro
TBapWHHa npupopa.

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

Peniria BNNMHyNa Ha NOKOMiIHHS XiHOK, IKMX BUXOBYBanM NOKiPHUMM i
3PYHHUMU «XOPOLUMMM JiBYaTKaMm», O6CNYroto Ans YonoBikiB y No6yTi, SKi
32BXAMN COPOMMUIIUCS CBOFO TiNla, CBOEI YYyTTEBOCTI Ta CBOIX 6axaHsb. [iBa
Mapist mana 6yTv Ansi HUX HEQOCSIXKHUM | YACTUM igeanom. A SKLLO TV He
ifeanbHa, TO TM rpilHMLS | 6yAeLl ropiT B NekenbHOMY BOTHi.

OyLia XiHKK 3aBXAM NOBUHHa 6yna HanexaTun borosi, a Tino —
4OnoBiKOBI. Afle BOHa HiKONM He MOrNa HanexaTtu camin cobi.

Posn'sta 4yTTEBICTD.

Minbsipan XiHOK 3aTUCHYTI B pamKkax penirii, o6 BignoBsifaaTn NeBHOMY
o6pa3zsy 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 Mopos3soBa

24 ntoToro 2022 poky, konu B YKpaiHi novanacs noBHomacluTabHa
BiliHa, s 3a6pana TpboX AiTel i eBakytoBanacs go MonbLui. Bubyxu,
TPUBOXHI CUPEHMU, NiTaku1, MOBITPSIHI TPUBOIK, HOYI 6€3 CBiTNa, HEOBXIAHICTb
NoKNAaTH PiGHUI AiM, NPOLLAHHS 3 APY3SIMUW Ta POAVHOIO — BCE Lie Maso
BENMYE3HWUI BNAMB Ha Hac. Y MosbLLi MU XUAN Y CKNaAHUX YMO-
Bax: 4acTo nepeikaXxanu, cnanu Ha He3py4HUX AMBaHax abo
mMaTtpauax Ha nianosi, Big4yBatoyn NOCTiHY TPUBOTY i HEBU3HA-
YeHicTb. Llei nepiop 6yB Ay>xe BaxXKUM.

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

MicsiLlb Momep i 6aTbKo YonoBika. 3apa3 YacTuHa POQMHU
xmBe B MNonblui, iHWa — B YkpaiHi, @ § NOCTIMHO XAXY MiX
LMMU MicusgMKU. MOE XUTTS CTano HECKIHYEHHOK MOJOPOXXKIO,

i s ycBipoOMMIa, LLO BOHO BXeE HiKOMU He 6yae Takum, sk

paHiwe. baTbky 6inblUe He NPUBITalOTb MEHE 3 AHEM
HapOMXKEHHS, a TPapmLi, LLLO M1 CTBOPIOBaNH,
BiOIMLLNM Pa3OM 3 HUMMU.
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OJIEHA MOPO30OBA

Micns HoBopivHMX cBST 2025 poky s novana
BiYyBaTW CUbHY HOCTasbrito 32 MUHYNUM. Tomy
S BMpiLUMMa WyKaTK cnoci6é nepenTu Big cTaHy
TPUBOrM [0 CMOKO0. 51 He 3Hana, sk Lie 3po6buTuy,
ane Bipuna, WO Lie MOXNNBO. TBOPYICTb 3aBXan 6yna
Moe€to Tepanicto. Konu g Big4yBato MenaHxonito Yn noraHumn
HacTpil, 6epy NEH3NUK | Mantolo SCKPaBNUMM KONbOPamMn —

Le Aofae MeHi eHeprii Ta NoKpaLLye Mild CTaH. SKLLLO MeHi
nofo6aeTbCs Pe3yneTaT, S pagito, SK AUTUHA.

MeHe Hapuxae i npouec doTorpadyBaHHS, MOXIMNBICTb

eKCcrepuMeHTYBaTH 3i CBITIOM, KONIbOPOM i pakypcamu. Llen

npoLec BiABONiKae MeHe Big, TYp6OT, MPUHOCUTb PaQICTb i
BiAYYTTS CeHcy. S amyLuyto cebe AisiTv, Wob nosbyTncs
Hanpyru Ta 3HanTW 3afoBONIEHHs Y TBopYocTi. Konu

HaBKOO BCE PYMHYETLCS, S MparHy CTBOPIOBaATH, i Lie
Aa€ MeHi XXNTTEBY eHeprito.

LLlo6 BnopaTtucst 3 eMOLisSIMK, S TAKOX MiKNyOCs Npo
CBOE TiNO: Macax, 1ora, rapsiya BaHHa Mpwu CBiYKax, rOTYBaHHS YOrochb
cMayHoro. IHogi 9 npocTo pato cobi MoxnNuBICTL Nonnakatu. Li npocTi pevi
poromaratoTb 3aCrnoKOITUCS Ta BIBHOBUTU cUK. 3BICHO, iHOAI KOPUCHO 3BepTaTmCS

[0 NCcUXornora, ane s Hamararocst 3HaxoouTU pPo3paay B TUX 3AHSTTSX, LLO
NPUHOCATb MEHi papicTb.

Y cBOiX po6oTax s Xo4y NoAINUTUCS OCBIAOM i EMOLLISMM.
BoHu cTtanu ocHoBoto ans moro npoekTy «[lynsc HesnsHaveHo-
cTi». 9 nparHy, Wwo6 Mo BizyanbHi 06pa3n BUKNNKaNM BiAryk y rmspadis
i rspadvok, gornomaranu im 3HauTy BigMNOBIAi Ha NMUTaHHS BCepeanHi cebe.
Y cepii dpoTorpadin s pocnigxyto TeMu TPUBOrK, camoigeHTUdiKaLii Ta
MOLUYKY CEHCY B cy4acHOMY cBiTi. TpmBora, sik OHOBUI LLYM, 32BXAM NPUCYTHS
B HaLLi/ CBiQOMOCTi, 0CO6nMBO B nepioaun kpuaun. Yepes dpoTorpadito, ckaHorpadito,
MasItoHOK Ta iHCTansLii § CTBOPHOIO NPOCTIP AJ1 OCMUCIIEHHS | CMOKOO, [OCAIAXY YN
KPUXKICTb NOACHKOT NCUXikKM Ta i 3aTHICTb A0 BUXMBaHHS B HenepeabdavyBaHOMY CBiTi.
S Bipto, LLO, NOMpPU CTPaxX i CYMHIB, M1 MOXEMO 3HaWTK CBITNO | HOBE PO3YMiHHS CaMmnx
cebe Yyepes TBOPYHICTb | 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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ScHO, WO HiYoro HesacHo. Ane, He AUBASIYUCH Ha
HeOOHO3HaYHUI Pe3ynbTaT, Li MOHSTINHI PO3KOMNKM
LLLOCb MEHi Taku MPOSICHUIU: MOXHa, 3BiICHO, CKa3aTM,
LLLO HEMAE MPaBUIbHOTO BUSHAYeHHS st « KiHKu»
Y «MUCTKUHI>»>, ane TakoX MOXHa cka3aTy, Lo
iCHYE Kinbka BU3Ha4Y€Hb, i BOHU € BIipHUMU OIS MEHE

HacCTINbKW, HACKiNbKM 9 3 HUMUK 3rogHa. Cxoxe, Bce

Q - 3BIOKU 4 SHAIO, LLIO 4 MUCTKUHA? ; . ) .
! (BUBHAYEHHS MOHSTb «MUCTELITBO» | 3BOAUTbLCS OO0 pyé €KTMBHOCTI, A0 OBOX cbpgs. «MEHI
TaK cka3anu» i «g Tak ckazana». Konucs akick noau,

<«MNCTKNHSA>» / «<MUTEL|b>) . .
M I/I CT K I/I H ﬂ ( ) ) CMMPaloYNCh Ha SIKECh i3 BUSHA4EHb, Ckasany MeHi,

. BUSHAYEHHS NOHSTTS <MUCTKUHS» / «MuTeLb» Wo ¢ XiHka. 4 npumipsina ue Ha cebe i Bigyyna cebe

KomdpopTHO. Morno 6yTu iHakLue, ane He 6yno. Tox

= D) PO3TArHYNOCS Bif, «MIOAMHA, 9Ka Mastoe, po6uThb X :
y B I l/] H I ( ) 0N19 MeHe Lie Tenep BipHO, Lie Tak. Sl Kaxy BCiM, Wo
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y3mKy, ¥ ’ BM3Ha4YeHHsSMW. S BUpocna, novana

» i T . . . .
MUNCTKUHEKD / MUTUEM>, B ocHosBi LUbOro p03Ma|TT9| D.eSle AiSNbHICTb | cka3ana iHWuM,
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POSJJ,YMYI-O‘-IVI Hag TUM, 9Kn I'IpO€KT Ha g9KecCb BU3HA4YeHHd. A XTOCDb,

cTBOopuTU Ha Temy Woman Artist in Wartime / . TEX CrMparo4mCh Ha sKech i3

: o Ocb pesiki BUSHaYeHHs:
XKiHka-MUCTKNHS Y BIMHI, 9 cnoYaTKy mana BM3Ha4YeHb, 3 LM NOrogmBecs.
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Tox, ANng cTapTy, § We pa3 nepe4yuTana onuc csiﬂ BUDEKAIOTECS |7|orop 3aranb5eHi cerm 3MiHIOBaTUCS, arne, Tak Yu iHaKLue,
oneH-kona Haoi pesuAeHLii: «XKiHka- ch\{reufao — CcnekKT mo,u,yc:bKo'l' NignbHOCTI |:|.|,o 5 BGS OIHO PENPE3EHTYIO CeGe
MUCTKUHS y BinHI. LLlo Moxe 3anpornoHyeatm | P ’ XIHKOI | MUCTKMHEIO, XO4a He

IpyHa
BecuyeTHOBa

Lo x po6utn? Apxxe MeHi Bce Lie NOTPiGHO CTBOPUTH
NPOEKT. Y Ui cuTyaLlii, Konu ropa 3 BU3Ha4eHb, MUTaHb,
Ain, nopiv, emoLin i AyMOK pocna 1 pociia nepeai MHot,
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WOMAN (7?)-

Iryna Beschetnova

ARTIST (7?)

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;

« artisameans 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, | 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 Kypsensb

3 NoYaTKy POCINCbKOro MOBHOMACLLUTaGHOIro BTOPrHEHHS B MOKO KpaiHy B MEHi pocTe
i BKOPIHIOETLCS MOYYTTS pO34apyBaHHS Y NtoAcTBi. BoHO 6yno MeHi 3Hariome i po Lboro, ane
Terep Big4YyBaeTbCs HanrocTpille. JIIoAChKi iCTOTU aCOLLIFOIOTLCS Y MEHE 3i 3HULLEHHSIM CamMuX
cebe i BCbOro HaBKOJO.

PaHilwe s 30cepepn>xyBana yBary Ha foasx Ta iXHbOMY CTaBNeHHi 4O NPUPOQM | TBAPUH.
Tenep y MeHi 3akMnae 3nicTb, KONMM YCBIQOMITIOH, WO Ha HaLUili NnaHeTi Bin6yBacETbC
OQHOYaCHO Kinbka BilH, | 6iNbLLIOCTi NtoACTBa 26CONOTHO 6anpyXe A0 TUCIY CMEPTEN, LLO
CTaloTbCs Y LMX — iHOAi HaBiTb CYCiAHIX — KpaiHax.

LLlo6 npoTUCTaBUTH LLOCh XOPCTOKOMY CBITY NIIOACTBA, S BUPiLLMAa BiATBOPUTH CBIT
CBOIX AUTSHNX MPiN, abun 3acnokoiT cebe xo4va 6u gekopaLllisimu ysBHOI yTonii. Y LboMy
«HEeNACLKOMY> CBITi HE ICHYE pearnbHUX NTIOAEN, i TIOAN HE MOXYTb 32 6aXKaHHSIM MOTPanuTH
y Lieii CBIT. Mloro HacenstoTb XMBi XMMepU i aHTPOMOMOPHI iICTOTH, | KOXHa HOro YacTka €
0CcoBUCTICTIO. ¥ HBOMY He iCHYE HacUNbCTBa Ta 3HEBaru, BCi iCTOTU CMIBICHYIOTb Y MUPI Ta
3narofi. KO el CBIT MOMICTUTU Y MPOCTIP MUCTELbKOT BUCTaBKM, TO Mispavku Ta rmspadi
MOrnn 61 NOTPaNUTK Ha Hel, TiNbKM OASTrHYBLUM Ha BXOLi MacKy SIKOICb i3 TBAPUH.

MpoToTMMammn MOiX iCTOT CTanu KBiTU COH-TPaBW, LLO KBITHYTb 6ing MNiBaeHHoro byry,
a TaKoX Ka3ku Npo Mipi4HNX CTBOPiHb. MOi iCTOTM HacensoTb Ka3KoBUN caf, WO iCHYE
B HEBIJOMOMY 4acoBOMY BMMIpi. KOXHa pocrnnHa Tam mae o6numyys, B pivykax nnasatoTb
HalXMMepHiLli pycanku, No 3eMni CTynatoTb i MOB3atoTb HAMAMBHILLI CTBOPIHHS, Y He6i niTatoTb
He3HaHi iCTOTU. TaKMM YMHOM St Hamararocs BUTArHYTU cebe 3 fenpecnBHOro CTaHy, CTBOPUBLLN
into3ito ineanbHOro CBITY i PO3AYMYIOYM MPO MOXIINBY YTOMitO.







Olena Kurzel

Since the full-scale invasion began, my
disillusionment with humanity has been growing
and taking root. It was there before, but now it
feels stronger than ever. Before, my focus was on
human attitudes to animals and the environment.
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. If 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
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
. ona possible utopia. For me, human beings can
only be associated with destruction, both of
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 jllusion of an ideal world.
7

s

HECKIHYEHHWW

BAJ1bC

Onsa €Epemeesa

YTonivyHMM XiHOYUM CBIT 6€3 YonoBikiB. BsaemonigTpumka, iguniyHa
rapMOHisl 3 MPUPOROIO i MUCTELITBOM. Y LIbOMY CBIiTi HEMa€ naTpiapxary,
FHOGNEHHS Y1 3anexXHOocTi. CniB6YTTS He3anexXHUX XiHOK COBHEHe
no60Bi ogHa 0o OgHOI.

Llev cBiT BTintoe mpii Onbru KobunsaHCcbKoi, BUCNOBMNEHI
y «MenaHxoniiHomy BanbcCi» e 1898 poky. Ha Toi 4ac Le 6yB NOTY>XHWI
XeCT emaHcunaLlii.

Te, Wo KoNUck 6yno Mexamu Mpili, CTae peanbHICTHO.

Y cBoix po6oTax g 306pa3una XiHoK y cy4acHOMY pato B YKpaiHi,

Ae XiHo4e cniBbyTTs 6€3 HYONOoBIKiB CTa€ He3anepeyHo AiNCHICTIO
B YMOBaX BiliHW.

Ane yTonis 3aBXAM 3aNULLIAETLCS TiNlbKM KOHLEMLLIEIO Yepes
HepearsbHiCTb cBOro 6yTTs. Bo TyT i Temep NopyH i3 LM OMPisiHUM CBiTOM
XiHOUTBa 1ige CMepThb.

Onbra KoéunsHcbka (1863-1942) — Binoma ykpaiHCbka MUCbMEHHULIS
Ta cbemiHicTKa, opHa 3 NepLUnX, XTO y CBOIX TBOPaXxX MopyLlyBana NUTaHHS
XiHo4oi emaHcunauii. BoHa He nuLle cTBoptoBana HOBaTOPChKi Ans
CBOrO Yacy TeKCTH, a 1 NigTpumMmyBana rMubokKy, HiXXKHY ApYy>Xoey 3 Jleceto
YKpaiHKOIO — MOETKOIo, sika Tak CamMo aKTUBHO BUCTYyMasa 3a npaBa XiHOK.

MoBicTb «MenaHxoniMHUN BanbC» — CMINMBUIA A8 CBOTO Yacy
eMaHcunauinHUM TBIp, Lo 306paXye XUTTS TPbOX MOMOAUX AiBYaT, SKi
nparHyTb CBO60AM Bif, TPAAULIIMHUX PONen, HEe3aneXHOCTi Bif, HONOBIKiB
i BOHOYac rMUG0oKoT, 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 XIHOYOro CriBiCHYBaHHS. MOXNBO, Ha TAi BiiHW, KONK
BCi YONOBIKM 3HUKHYTb, HAapeLUTi 3anaHye mup... Lie moxe 6yTu Bignosigato
Ha yTOMiYHY ifero Npo Te, WO BIMHW NPUMUHSTLCS NULLE TOAI, KON
y HUX Ginblue He 6yae KOMy BotoBaTU. Af>Ke came YONOoBiKM Han4acTille
CTBOPIOIOTH | MIATPUMYIOTb BiiHW, Tak CaMo sk i naTpiapxaT Ta imnepianiam.
Mokwu icHYtOTb 4ONOBIKM, ICHYBaTUMYTb i BilIHW.

BTim, LIS yTONiS 3anvLWIaeTbCs NNLLE KOHLIEMLLED, SKY HEMOXITMBO
BTIIMTU MNOBHICTIO. 3PELUTOO, XXIHKW 3apa3 TakoX BOKOIOTb, i, HE3aneXHo Bif,
CTaTi, 1toan CTpaxpatoTb Bif BTpaTK 6Nn3bKuX Ha BiliHi. Lie paplue rinotesa,
XapT abo cnoci6é oCMUCNUTU peanbHICTb, Ska 30aeTbCsl 6e3BUXinnto.
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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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88 OJ151 EPEMEEBA

Konu ocmanemocs nezamysxcnimu sfcenuyunamu, — 2080puia
(crnosa «cmapa nauHa» HeHasuodina), — mo Oy0emo MmaKotc pa3om HCUumu.
Bizvmemo cobi we mpemvo2o unena 6 KoMnauito, 60 080X 3amMalo i He MOJICHA HISIKOI npoepamu,
HI cmamymis ynodxcumu, i 6yoemo scumu. Bunpobyemo mpemovozo komnauwiiona,
3 AKUX NPUKMEM CKAAO0AEMbCA GIH, AKUU Y Hb020 MeMNnepamenn,
SK 3a8e1UKa 0C8ima, 5K 3a0a1eKo CA2A€ NO2NA0AMU 8 MUHY8WICMb abo 0Y0yUHICIb,

a eiomax nputimemo. Ilomim Hati HAOX00AMb HA HAC MI CMPAWUILA, AKUMU JAKAIOMb nepeo
HE3AMYHCHICMIO, K — camMimHicmy, b6e3nomiunicms, ousaymeo i m. in. Mu ne 6yodemo camimmi.
He 6yoemo cmiwni, ne 6yoemo, max ckazamu 6, 6ioni. byoemo mamu ceoe mosapucmeo,
PO3YMIEMBCSL U MYHCUUH, OO Oe3 MYNCUUH — MOHOMOHHO, 1 6y0emo cobi Hcumu no Oyuli.
Tooi opba nepekoHacmbcs, WO HE3AMYHCHA HCIHKA — MO He npeomem HACMIXY
Ul NOJHCATYBAHHS, TULLe ICIMOMA, U0 PO3BUHYILACS HENOOLILEHO.
3Hauums: He OyOemo, NPUMIPOM, HCTHKAMU YON08IKI8 ab0 Mamepsamu,
auue camumu xcinkamu. Tu pozymicu?
byoemo ntoovmu, wo e niwiiu ani 8 JHCiHKU, aHi 8 Mamepi, a PO36UHYIUCSI MAK 6NOBHI...

A ne kaoicy, wo 10y came 00 mo2o ioeany.

A srcusy wmykoro, i 60Ha 80080I0€ YIIKOBUMO MOT0 Oyuty [...].

Uutata 3 «MenaHnxoninHoro sBanbcy» Onbru KobunsHebkoi

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

FOnisa JTiHHiK

KoxHa ka3ka Ma€ cBin novaTtok. Lig
no4vanacs y Xapkosi, Ha CanTiBLi — panoHi,
9KUN MicLeBi Ha3uBatoTb 602. Lle micTto
6yno ocobnmenm. He Tinbkn Yepes Benuki
Cipi 9LLMKWN, LLIO BUTSATYIOTLCS CBiYKamu
3 3eMeNbHUX Hafp Ha AeB’ITb NOBEPXIB
yropy. He Tinbku 4yepes 3anisHi nnucTiu, Lo
3aKpMBatOTb NiAKOMMU B 3€MJTO No3agy
OYOMHKIB, Oe CTapi XUTeni N XUTenbkn
XOBalOThb Y CKNSHUX LLNbHO 3aKPUTUX
6aHKax CONMOHi oripku, kabayku, KaByHu
(kaByHM Ui iCTW HiXTO He No6uB, ane ons
TOro ix i poéunu, Wwobé 3Hatun, Yomy cebe
NPOTUCTaBUTH, Bif, Yoro ce6e BioKpeMunTH).
Lle micTo 6yno oco6nmMBuM He TinbKu TOMY,
LLIO BECHa TYT HacTa€ ni3Hille, a NIOTUN —
MicsLb 3aBXON CYBOPUIA, CYPOBUI, CYOOMHUN.
A micTo Lie ocobnmBe TOMY, LLO oAU TYT
3KMBYTb CMiNbHO 3 Yepenaxamu.

Tak 6yno 3aBxau: Noam XUnu chinbHo
3 Yyepenaxamu, a Yepenaxm — ChifbHO
3 ntoabMW. HacTinbkun cninbHo, Wo iHoAj
6yno cknafgHo BiAOKPEMUTU OAHUX Bif,
HLIMX, @ IHLWKX Bif, ogHUX. TyT Mornu
TpannaTucs myTauii, i nlogn mornu
nepeTBOpPIOBAaTUCS Ha Yepenax Tak
nerko, 9K giB4aTa 3 JOBIMM BOJIOCCSM
NepeTBOPIOIOTLCS Ha [iBYaT i3 Kape.

Y uboMy MiCTi NtoANn He NpocTo Néunm
Yepenax, a MOKNoHsSNncs im. B ogHin nereHpi
(ska BUSIBUNACS 30BCiM He nereHoto,

a nepeBipeHnM i 3adpikcoBaHUM pakTOM)
MLwnocs npo Te, Wo B MiCTi icHyBana
cneuianbHa 6yAiBns — ATPOH, KyAM Noaun Ta
iHLWIi Yepenaxu NPUXoann, abun BUpasnTu
cBoto waHy Cratyi Yepenaxu v nigHecTn
BOAY Ha 3HaK BipW.

B ATpoHi npautoBanu ABi BiBYNHKN —

OH Ta Ha. BoHn 6ynun nogpyramu 3 camoro
anTuHcTea. Pasom im 6yno Becerno
npukpatatu Ctatyto Yepenaxu o npuxopy
roctei. im 6yno Beceno nigHOCUTY Ons
Craryi Bopy. Byno im Beceno rmagutu Cratyto
i NecTUTK Tak, HibKN BOHa XMBa | MOXe
BiAYYBaTW TEMO iXHiX [OTOPKIB.

| BCce B LbOMY MicCTi 6yNno CNOKiVHO
i papicHo. (MpuHariMHi Tenep yce nam’saTanocs
came TakuM, aj>Ke BCi Yacu, siki 6e3cnigHo
MUHaIOTh, 3aMMLLIAOTLCS B MaMsTi CMOKIMHUMUK
1 papicHMmK.) Tox yce 6yno came Tak, [OMOKM
YeproBOro CyBOpPOro MicsiLisl TFOTOro B MiCTO

OOPOCJINX

He 3avwna BinHa. To6To BinHa 3anwuna He
cama — BiviHy ctogu 3aBenu. A micTo novano
BU>XXMBATU HOBE XMUTTS.

3aniaHi NMCTU, Lo NPUKPUBaNn HOpW,
Ternep BiAKPUBaNMCs YacTille, BIyCcKatoum
B cebe Tenno Tin ntopgen i Yepenax,
npuxuiLatodn ix, sakpusatouun. Cipi awmku,
LLLO CBiYKaMW TSrHYNUCS Ha OEB'ITb MOBEPXIB
Yropy, He BMito4u BPOCTaTH B 3EMJTIO,
3anuvwanncst Ha NoBepXHi, NiACTaBNSOYU
cBOi 6eTOHHI Tina sHakam BinHu.

BoHa mapkyBana He Tinbku Tina 6eToHy 1
meTany, a 1 Tina nogen i Tina Yepenax.

— JltoTnin — cyBOpU, CypoOBUN, CyKa,
CYOOMHUI Micsub, — 6igKanncs oaHi.

— JTtoTUM — HOPMaNbHUIN MiCsiLb, TiNbKK
Ti, 9ki 3aHecnu ctopu BinHy, cyka, ripwi 3a
HaLli COMIOHI KaBYHM B LLLINBHO 3aKPUTUX
6aHKax, — Bignosiganu im iHLi.

Itoperi i yepenax Tenep 6yno 30BCiM
He BiApiZHUTKU ofdHe Bip opgHoro. | Ti, 1
iHWIi BASTNW Ha cebe NaHUMpi 1 Tenep,
BOMBNSIOYUCH Y BiliHy, MWNK BCepeanHy
noTOoro, Wob 60poTUCs, TPMMaATHCS
i Brpusartucsi.

BiiHa pyxanacs i xuna. Yacto
i BUNagKoBO BOHa po3pwuBana i arpusana,
nonocana i ppo6una, ckpy4vysana i Bupusana,
3akmpana i npoHu3yBana, BigkMaana,
BOapsina, Kpuyana, purana, cTikana, Himina,
rHuna, cMepgina, sgupana, nvwana, CBUCTIna,
LWITpMKana, rykana, BTpannsna, Xyx>xana,
xanana, Tpumana, 3igana, Kpomcana Tina
éynisenb i Tina malwwuH, Tina popir i Tina
3anizHuUb, Tina BITPUH | TBApUWH, Tina
3 NaHUMpaMK i Tina 6e3 HUX.

Tenep HiXTO He xoAMB 0O ATPOHY.
Moppyxku OH Ta Ha cupinu Tam yaBox,
6ing Ctatyi Yepenaxu, Hamararo4nch
otamuTucs. Konn OH posry6neHo novana
rnaguTtn Ctatyto, Ha kpukHyna Ha Hel
3 po3gpaTyBaHHIM:

— Hasiwo T ue pobuw?

OH ckazana, Lo BOHW B LLbOMY MiCTi sl
Toro, wo6 niknysatucs npo CrtaTyto, Wob

Ha posppaTtyBanacs Lie cubHille:

— OH, B1bay, ane s He MOXY 3PO3YMiTh
Te6e! OH, NoanBUCH, CKiINlbKN HABKOMO
Hac Tin! BoHW cTikatoTb, cyka, KpnyaTb,
TpemTsTb! OH, MsiHb Ha Ui naHuunpi Yepenax!

OJ1IS1 JTIHHIK

BoHU npoHuM3aHi, posipBaHi, po3TpickaHi!
OH, 41 3apas He Kpalle 3anuLLmnTK
CraTtyto Yepenaxu, o6 gonomaraTtu Lum,
cnpaBxHiM? OH, TU Wo, aypa?

OH nopgymana. | npogosxyBana gymaty,
i pymana we. OH npo6ysana, OH 6a4una.
OH nnakana i posymina. Ane OH Bupinna,
wo Tak, wo OH — gypa. OH BMpiLIMAAa, LLO
BOHa Jypa i LLIo BOHa Ma€ rnopgasaTtu Boay
Cratyi Yepenaxu, OH mae npubupatu y Heil
i npukpawatu ii. OH Mae nepepaBaTu i CBOT
AOTOpKKU, 60 OH 624uKTb ii XNTTS, OH BipUTb
y i xnTT8, OH cniB4yBac i 3Hae. OH TyT AN
Toro, Wwo6 pornsipatv 3a Ctatyeto Yepenaxu,
i K10 Ans Lboro Tpeba 6yTu Aypoto, To OK,
Bupiwnna OH.

Tak noceapunucst Ha i OH. Tak He
PO3YMinu BOHW OfHa OAHY, i iM GinbLue He
6yno Beceno pa3oMm. Slke Lie «Beceno», Konu
TyT BiiHa?

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

OH pornspana i nigHocuna Bogy CraTyi
Yepenaxwu, Ha pornsigana i nigHocuna sopgy
3paHeHnm Yepenaxam.

Ocb Taka AMBHa icTopisd, gka 6 Hikonn He
MOrna cTaTUcs B peanbHOMY XUTTi. Ane Tomy
Le i kaska, 60 TYT L icTopis cTanacs.

Xou ue i ka3ka, ane BiriHa He
3aKkiH4yBanacs. BoHa TpuBana gosro. Tak
[OBro, Wo Yepenaxu, akux gornagana Ha
Y HUXXHBOMY 3ani ATPOHY, CTann NoTpoxy
BTpayaTu nam’stTb npo cebe. BoHu ryéunu
nam’sTe NPO CBOI Tina nig naHuMpsIMn. BoHu
3abyBanu, Ae XuUn paHiwe, Sk manu
BUINSA, YM JIIOOGUIN BOHU KaBYHU Y CKISIHUX
GaHkax.

MicTo cTaBano cipile i cipiwe, Hi6u
6yno aBa noTux ogHovacHo. Cipi awmku
NPOQOBXYBanuN NOBUTU 3HaKM BiliHn cBOiMHK
Tinamu, naHumpi Yepenax pospuBanucs Bif,
BMMaAKoOBMX ynamkis BinHu. Yepenaxu He
nam’siTanu ce6e i Xopunu BYINLSMU, iHOAI
CXOXIi NnuLLe Ha NOPOXHI NaHUMpi, 6e3 Hikoro
BCepenuHi.

| Tak, ogHoro pasy, MopoxHin MaHunp
Yepenaxu nepecyBaBCs HUXKHbOKO 3251010
ATpoHy. MaHuunp nepecyBaBcs i 9KOCb
BMMafAKoBO 3a6yB ce6e HaCTINbKK, Lo He Mir
3rapatu, Ae MOoro nixko, B sike nomy Tpeba
narTu, Wo6 nepenoymTu.

MaHuunp 3abnykas i MaHOpyBaB
Kopuaopamu i KimHaTamu ctaporo ATpoHy,
aX Noku He no6ayme cxoaun. MopoxHin
MaHump NigHsEBCS Bropy, LUyKato4Yn CBOE
nixko, ane sunapgkoBo nob6ayns OH
3 rpadpiHOM BoAM B pyKax.

MopoxHin MaHunp BigvyB, NpoTe He
BCTUI CRiAMaTV MUTTEBY AYMKY NpPO Te, WO
Ls BOfa, MeBHO, OyXe NpMeEMHa Ha cmak. Big
30MBYBaHHS BiH 3aK/159K 32 KYyTOM, CRiAKYo4M,
Kyou nae us OiB4mHka.

CnocTepiratoyun, BiH BUSUPHYB AyX4e
3-3a kyTa i no6a4m., sik OH NigXoAnTb A0
Cratyi Yepenaxwu i nigHocuTs i Bopy. BiH
no6a4me, sk OH nonueae ii i NocmixaeTbcs,
SIK MOTOKM BOOM CTiKatoTb KaM'SHUM TiflomM
CTaTyi, 9K TopKatoTbCs il MacMBHMX nan

o1

i xonopgHOI Wui, Sk BoAa oropTae ii MiLlHWI
i rapkui naHump, sk ii rpy6a, kam'ssHUCTa
LLKipa cTae BOSIOroto, a MPOCTOPOM
LLUMPUTBCS 3amnax CBiXOro KamMeH!Ho.
MopoxHin MaHump 6yB 3a4apoBaHNn
TUM, Wo no6ayuns. BiH BU3UPHYB 3-3a KyTa
i, 3ycTpiBLWNCH 3 [JiBYNHKOIO MOMMS[oM,
o6epexHo nonpocus y Hei Bogu. OH
NoCMixXHynacs i NpocTsarHyna rpadin
MopoxHboMmy MaHumpto. BiH B35B 1ioro i Tex
no4vas nonueatn CTaTtyto Yepenaxu.
Monueato4m, BiH panToBO no4as
3rapyBaTu, Hi6KM BiH BXXe KONIMCb pOo6MB
ue. BiH ctaB o6epexxHO nocmixartucs,
MabyTb, Bin3epKasntoo4in Nocmiky OH.
BiH nocmixaBcs i nocTynoBo 3rafyeas, LUO
nepen HUM — CTtaTys Yepenaxu, i paHiwe
BiH BXX€ MPUXOAUB CIOAM, 30AETbCS, HaBITb
LLLOBUXiAHUX.
MopoxHin MaHunp nepenas rpadoin
Ha3ap, a nepefaroyn noro, Nnobaymse, sk
3 NOro NOPOXHbLOrO MaHLUMpa NPosIBNSETLCS
Moro macvBHa Yepenaluaya nana. OpHa,
ppyra, TpeTs, yerBepTal MNopoxHin MaHuunp
nepectaBaB 6yTW MOPOXHIM i HabyBaB puc
cnpaBXxHboi Yepenaxu. BiH npogoBxyBas
nocmixatmcs. Tak camo nocmixanacs i OH.
BoHa p6arinuBo nornaguna nany Yepenaxu.
Yepenaxa 3zrapgas cebe. A Lie BiH 3rapas,
LLLO MOTO JTiXKKO 3HaxXoANTbCS IPYCOM HUXYeE.
Ane HalironosHile — BiH 3rafas, WO MOMY
Tpeba popomy. | BiH panTom 3rapas, LWo
Ma€ Luen AOiMm i HaBiTb Nnam’aTae, oe BiH. BiH
nopsikysaB OH i yBaxXHO NOAMBUBCS Ha
CTtaTyto Hepenaxu, Hibu odikyto4u Bif Hel
cxBarneHHs. Ane BoHa 6yna Hepyxoma, 60 Ha
Te X ue i CraTys.
Yepenaxa BMILLIOB 3 ATPOHY i MiLLOB
AoO0MYy.
Kpisb cipi siLuuku, LWo xanatoTb
CBOIMM TiNnamm 3Haku BiliHn, Kpi3b 3aKpuTi
AepeB’SHUMM AOLIKaMW BikKHa MiAcTaBnsB
BiH CBOIO Yepenallayy rofioBy COHLLIO,
a Yyepenaluayi nanu — 3emsi CBOro micTa.
Yepenaxa MLLIOB, 3231Mpatoyn B OHi iHLINM
YepenaxaMm, iHoai — iHWKUM MopoxHim
MaHuupsam 6e3 Yepenax, HIGM Hamarato4mchb
nepepaTtu Te, WO BiH cam KONUCb 3a06yB,
a Tenep 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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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  everything 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

0000000000 00000. 00000 000000 oOoO000 O

GENERATION

BepoHika YepepHuieHko

Y cBOIX MantoHKax sl BOCNIAXYHO ifel pyMHYBaHHS Ta BiGHOBMNEHHS,
3BepPTaOYMCh [0 LMKIIYHOCTI LMX NPOLIECiB Y MpUpOAi. S po3mipkoByto
npo Te, 9K NIOAU, Tak CamMo K NPUPORa, MOXYTb 3HAXOAUTU CUMK NS
NPOAOBXEHHS XXUTTS NiCns BaXKMX MNOAIN i kKatacTpodp. Yepes pucyHKu
s Hamaratocs nepepaT CTiNKiCTb i Hagito.

Lls Tema onst meHe gyxe ocobucTa. Y KOHTEKCTi BiliHM B YKpaiHi
BiOYYTTS PYMHYBaHHS CTano 3BUYHUM, anie BOGHOYAC MU 6a4MMO, SK XKUTTS
BiAHOBIIOETLCS HaBIThb Y HaCKNapgHiLLMX o6¢cTaBmMHax. [JJocBif maTepuHCTBa
nig, Yac BiiHM TakoX 3HAa4YHO BMIIMHYB Ha MeHe. Moil AnTUHI 3apas pik, i Le
BNJIMBAE HEe NMLLE Ha Mili PO3MNOPSIAOK AHS, a K Ha BUGIp TeM Ta maTepianis.
Moi HoBi po60THK Tenep sickpasi M XUTTEPaRICHI, Ha BiAMIHY Bif, HOpPHO-
6innx pucyHkis 2022 poky, siki dookycyBanucs Ha BTpati Ta 6oni. 3apas moe
MWUCTELTBO — Lie NMOLUYK CUIU Ta NiATPUMKM.

[ns UMX MantoHKiB S| BUKOPUCTOBYHO OniBELLb, SKUI A03BONSIE
CTBOPIOBATU TOHKI, AeTanizoBaHi TeKCTYpW. Lie NoBinbHUIA, MeOUTaTUBHUN
i TepaneBTUYHUI NpoLec, Wo Aobpe NigxoanTb s TEMU BiGHOBIIEHHS Ta
LMKMIYHOCTI. ¥ pUCYHKax  AOCNIAXYHO, K 30BHILLHI 3MiHW BNMBatOTh Ha
BHYTPILLHIN CBIT i IK MOXHa 3HaWTK cunu Ans pyxy srneped. Po6oTa Hap,
HUMW OMNOMOINAa MEHi 3HAWTW CMOKIW | PO3rneniTM Hapito B NPUPOAHUX
LMKnax.

OCHOBHUI BUKITUK A1SI MEHE CbOrOAHI — 3HaNTU 6anaHC MiXK 0COBUCTUM
i yHiBepcanbHMM, a TaKoX 3HaNUTU Yac Ansl TBOPYOCTI B YMOBaX MOCTIMHUX
BUKIUKiB. Pe3npeHList Ta gianoru 3 iHWMMKN y4acHULISIMU JONOMOTIN MeHi
36epirati pokyc i HaTXHeHHS. 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, 2 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 PO30O0OPIXKXKI
Y TEMPABI

ixaB, ixaB, npuiXaXxae Ha po3nNyTTS, ax

TaM CTOITb CTOBIM, @ HAa CTOBMi HAaNMUCaHO:

«Slk noigeLw uielo [Oporo — 3sarMHell, siK
noigeLl apyroto — Ha3ap, He BepHellcs, a K
noigeL TpeTbolo, To 3'icTb Te6e 3anisHUM
BoBK». OT BiH AymaB-gyMmaB, Kyau noixaTu, Ta 1
HagyMmaBCb, WO Noife TPeTbo [AopOoroto.

«Kazka npo 3anisHoro BOBKa»

Konu mosi poHbka 6yna Lie 30BCiM ManeHbka, My
LLloBeYopa nepen, CHOM YnTanu kasku. bysano Bcske:
XUMepPHi KOponiBCTBa i NULLapi, OPKU, YakyHU, GUTBMK,
no4sapwu 1 enbpu. Ane 6yB OONH CIOXET, 32 SIKUM S,
YuTarouu, 3aBLUe 3adinanack. ToW, e repon ONUHSBCS
Ha Po3nyTTi Aopir: KyAn 6 TV He NiWoB i SKK BUGIp
He 3po6MB — BTPaATU HEYHUKHEHHI. Byno B ubomy Take
6orntoye NoYyTTs Bigyato.

| XTO X 3HaB, LLLO Micns NoYaTKy NOBHOMacCLUTa6HOro
POCIiCbKOrO BTOPreHHs YMMano XaxnBmnx Kasok
MOYHYTb MOTPOXY MPOCOYYBATUCH Y XXUTTS KOXHOTFO.

BnacHe, y ntotomy 2022-ro noTpi6Ho 6yno o6patu
wnsx. binblwe He MoxHa 6yno maHeBpyBaTU, MOEQHYBATH
Ta XoHrntoBaTu. MamaTato, 9K MU 3 8-pi4HOKO [OHLKOK
CUAINM Ha KyXHi i § HEPBOBO ropTana HOBUHHY CTPIYKY,
Hamararo4nch 3i6patu AyMKU OKYMU.

- I \ \

O3siHka MiH4yk

3HanoMi 3-3a KOPAOHY HaNoNENM1BO 3aKNKanu
BUIKAXATHU | PATYBaTU AUTUHY.

3HaloMi BINCbKOBI XXBaBO 3aK/IMKanu AOENHYBaTUCh
[0 TepO6OPOHM.

3HanoMi XXYPHanicTy akTUBHO MPOMOHYyBanu po6oTy
Y raps4mx To4kax.

Topi 5 o6pana XypHanicTUKy — NPOMIXHUIA BapiaHT
MiX gBoma iHWwWKMuK. MpoTe 9 1 foci Baratoch, YW BYMHUNA
npasusbHO. Mos foHbka Morna 6 3apas HaBYaTUCS
B OfHil i3 €BPOMENCbKMX KIS, BiNIbHO rOBOPUTU
iHO3eMHOlo, cama 6e3TYpO6OTHO XOQUTU AO LUKOMWU i He
604TUCS HOYaMM A3UXKYaHHS LIaxeniB.

A60 X st Mmorna 6 3apa3s 6yt Tam, e GinbLua
YacTuHa MOIX ApY3iB i 3HarloMuXx, Ha copoHTi. ByTn cepen
HaVKpaLLMX NModen Y Hauripwmnx Micusx.

ByTu Tam, ge noTpibHo 6yTH 3apas, Wob6 y Hac BCix
6yno «noTim».

Llen npoekT — Npo 3amoBYeHe MaTepuUHCTBO. Bo
MeHi MeTbCs He NuLLie NPO CBITNO, a Il PO TEMPSIBY.
Mpo Te, Wo YacTo 6yTH Mamoto — Le 6opcaTucs y rycTin
YOPHOTI eMoLiiHoro MmazyTy. bosTucs cebe i cBoiX
AYMOK, Big4yBaTu BTOMY, 3MiCTb i PO3ry6reHicTb, MPOBUHY
32 BUBIP MiXX MaTEPUHCTBOM i pO60TOO, MiXX CBOIMMU
6axaHHsIMH i T noTpebamn. CTUKATUCS 3 OCYAOM Yepes
Te, O PU3MKYELL CBOTM XUTTSM, @ Mana 6 6yTn Bgoma i
niknyBaTUCS NPO AUTUHY.

BpelLuTi, NOCTIMHO ONUHATUCS Ha PO3A0PIXXKi | 3HaTW,
Lo 6yab-sKui BUGIp HECTUME 33 COBOIO HE3ZBOPOTHI
BTPaTU.

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 nepwun geHb
noBHoMacLTabHoOl

BiMHW Nepeq, BUI3A0OM 3
Kuesa g9 Hanncana Homep
cBoro TenedoHy Ha pyLi
DOOHbKMW. Lle To4yka Heno-
BEPHEHHS. AKT YECHOCTI

i 6e3cmnng BogHo4ac.

Bu3HaHHg TOrO, WO

BiATenep Moxe cratucs

6ynb-Lu0.
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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
nosepHewcsa? 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 Nifg Yac
BiMHM — Lle «*HamaraTucs
NoBOOUTUCS CMOKINHO

NMPUHaNMHI NPU AUTUHI».

Hankpawmii cnocié
36epertv MeHTanbHe
300pOB’'S QOPOCNOro —
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 nponopLis, 3a ycieto
Li€to 3HEBIpOO | TEMpPSBOIO,
CKinbku B MeHi Hacnpasgi
nuwmnocs N6osi? | un
BUCTa4YUThb L€l NOOOBI

ong Tiel, aka HanbéinbLe it
noTtpebye. Yn He o6epHycs
B IKUACb MOMEHT Ha OfHY
3 TUX MoYBap, NPo 9KUX MU
YuTanu y kaskax nepep,
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 Kinbkoma HEMPOBIAMIHHUMU
XYAOXKHUUSIMMW, SIKi Ait0Tb | TBOPSITb 3apa3s, TOGTO B «HaLL
Yac». 5 cTaBuna iM pi3Hi NUTaHHS, ane OCHOBHUM Gyno
Take: 9K MeHTasnbHi BiGMiHHOCTI BIIMBaOTb Ha iXHE
mucTelTBO? OCKinbku & i cama XyaoXHMLS, TO roBO-
PUTK MPO TBOPHUI NpoLec i O6MiHIOBaTUCS AyMKaMu
3 co6i NoAi6HUMM BNacTUBO A1t MEHE. Y LLbOMY POLii
s pizHanacs, wo B meHe POYT (posnap aediunTty ysarm
Ta rinepakTUBHICTb). MOXNNBO, Came TOMY MeHi 3axoTi-
nocsi NopyYy 3 PO3MOBaMM MPO MUCTELITBO O6roBOPUTH
e N HeMPOANBEPreHTHICTb.

S 6pana iHTepB'lo Y XIHOK 3 MeHTallbHUMMN 0CO-
6nMBOCTSIMMU, SIKi AizHaBannCcs NpPo CBOI po3naau, BXe
6yny4mM XYAOXKHULSMU, TOBTO IXHIN MUCTELLbKMIA LUNSIX
NOYUHaBCS 3i CBIBOMOro BMGOpPY 6YyTH XYAOXKHULE,

a He 3 apT-Tepanii 9K MeToay NiKyBaHHS, KM nepepic
Yy MUCTeLbKi NpakTukn. Moi cniBpo3aMoBHUL 3alima-
FOTbCSI XXKMBOMUCOM i BULLMBKOO, MEPPOPMaATUBHUMMU
npakTukamu, rpadpikoto i kypatopctsom. Cepep, HUX

€ Ti, Wwo matoTb POYT, 9K i 9, 2 TakoX [enpecuBHUN Ta
MeXeBUn posnagu. € i Taki, Lo MatoTb KOMOP6IAHICTb,
TO6TO HasiBHICTb oQHOro a6o 6inblue JOAaTKOBUX
CTaHiB/3axBOPIOBaHb, SIKi 4aCTO € CYyMNyTHIMK 3 OC-
HOBHWM CTaHOM. BoHM nonpocunm He po3KkpuBaTH iXHi
AaHi — opgHi ogpasy Ha TOMY Haronocunu, iHLWi No xopy
iHTEpB'lo 3PO3YMinu, Lo Tak im 6yae KomdopTHiLLe.

PecnoHpeHTka Ne | — XygoxXHMLS, sKa Bxe 6araTto
pOKiB CTBOPIOE PirypaTUBHUI XMBOMUC 3 eNleMEHTaMu
Ky6iamy. [liarHo3 «genpecuBHUIA po3nap» il mocTa-
BMIIM HE Tak AaBHO, afie BOHa cama 3i3HaeTbCs, Lo
nipo3ptoBana Npo Moro HasBHICTb, Bigkonu i 6yno 20
pokiB. OcCb L0 BOHa pO3MnoBigac:

— CTOpPOHHI /1topK BBaXKatoTh, LLO Y MeHe 30e6inb-
LLIOro A0BOJi XXOPCTKa Ta AenpecuBHa TBOpYicTb. S i
Takoto He cripuirimato. MeHi kasanu, Lo B MOiX po6oTax
€ sKeCb Big4yTTS CAaMOTHOCTI YM acolliaLis 3 BiNHOto.

Oani BoHa po3nosigae nNpo Te, sk novascs ii TBOP-
YUK WNSX | NepLwi A3BIHOYKW Oenpecii:

— HaB4aHHS$ B iHCTUTYTI fano MeHi Heo6xiaHy

6a3y, npoTe 3arHano B pamku. LLlo6 3BinbHUTUCS Bif,
HUX, S MPUNUHUNA HAaBYaHHS | 3aKpuiacs Booma...
6ykBanbHO. S mirina go cTaHy, Konu BUXOQUTHU
3 KBapTUPW CTario HEMMOBIPHUM, JOBOQMIOCS Xi6a Lo
B Mara3uH xoautu. Mamxe uinogo6oBo g ansunacy
KiHO... B mnTaHHI BisyanbHOro s 6yna Ha4ye crnparna
nropuHa, ska He MoXxe HanuTucs. lMicns niBpivHoro
cupAjiHHS BOOMa § BCiM Tiflom Big4yBana npoTecT NpoTu
3iITKHEHHS 3i CBiTOM. Y1 GyB Liei CTaH NPOSIBOM MCUXi4-
Horo po3snapy? He 3Hato. TO4HO MOXY ckasaTw, Lo Lien
CTaH 6yB MPUEMHWN i 9 3MOrTIa HabpaTUCsl CUN 3POBUTH
LLIOCb HOBE, HaKOMMYuna BpaxeHHs i o6pasn. HeBpooBsi
s novana nponagaTtu feck, Y ToMy Yncni Ha MaripaHi,
B 30BCIiM MPOTUNEXHNX YMOBaX. [icns 3aBepLUeHHS
PeBontouii s ycBigomuna cBin cTaH, skumn 6yB genpecus-
HUM erni3o0oM.

Takox BOHa gopae:

— Ha moi cloxeTu i TeMu He MoXe BMvMBaTu Min
CTaH, 60 sl He po3Ka3yto iCTopii, 1 306paxyto Te, Lo
6a4y HaBKoJO.

PecrnioHpaeHTka Ne 2 Texx ma€ giarHos «genpecus-
HUI po3nap», ane 3 cyiunpanbHUMKU gymkamu. BoHa
3aiMaeTbCs NepdoOpMaTUBHUMU NpaKTUKaMu, 30e6inb-

6iNb, CAMOTHICTb, NO36aBNEHHS XUTTS BaCHOPYY.
MepdomaHcom noyana uikaeutuncs 3 2015 poky, a no-
3ULiOHYBaTU cebe sk nepdpopmepka — TPOXM MisHille,
nicns cnisnpaui 3 MuTuem Banbpemapom Tatapyykom.
Ocb L0 BOHa pO3MNOBifaEe Npo CBill po3nag, i TBOPYICTb:

— OcTaHHi pokun y MeHe Hemae rocTpoi casu.
Hapasi 5 3HoBY Npuiimato aHTUOenpecaHTu, Lie BXe
AOpYrun pas s Ha Takomy JikyBaHHi. MeHi BaXKo XUTMW...
Baxkko BMKOHYBaTW 6a30Bi peyi, 6yBatoTb ripLUi AHi,
6yBatoTb NinLi AHi. SKLO € MOXIINBICTb Y MOEMY
MICTi — 9 MOXY MOAaTH 3a5BKY Ha MUCTELIbKUIA NMPOEKT,
Ha 6inbwKni macwTab — Hi. Po3nap € YactuHoto 6yTTS
noguHU. Yun BNnmnBae Lie Ha Te, SiK BOHa pearni3oBye
TBOpPYY imeto? MoxnBo, BNANBAE, a MOXe, 1 Hi. S ay-
Mato, LLIO Ha NMOrNSAN | MPakTUKY NOQUHN MOXe BMinBa-
TV NonepepHin AOCBiA — Hanpuknag, XXUTn B 6igHOCTI,
BUXXWBATU, MaTU XPOHi4YHY XBOpoG6y. Lle Bce BnnnBae Ha
repoiB i repoiHb, IKUX MU FPAEMO.

Xo4a 06uaBi MUCTKMHI NpaLooTb B a6CONOTHO
Pi3HUX MepiyMax i iXHi CTaHW HE MOXHa Ha3BaTh
TOTOXHUMM, BOHW CXOASTLCS Ha AYMLL, O iXHi po3-
nagu NOMITHO BNANBaOTb Ha PO3MNOPSAOK TBOPYOro
npouecy Ta NPoAyKTUBHICTb. Af>ke KOMu ines rotosa,
CTBOPEHHS apT-NPOAYKTY NepeTBOPIOETLCS Ha Taky
cknapgHy i nogekyaAn ogHOMaHITHY po6OoTY, SIK i B iHLINX
BMOaX NFOACHKOT AisSNbHOCTI, TOMY iM 6yBa€ BaXKKO
HanawTyBaTUCS Ha npoLlec i 6yTU ANCLMUMANIHOBaHUMMU.
PecnoHpeHTka Ne | po3nosigae:

— Oco6nuBO Lie Big4yBa€ETbCS, KONW BXe 3anna-
HoBaHa Mnofisi, 4O SKOi Tpeba 3aKiHYMTU Cepito POBIT...
LLlo6 HanalwTyBaTUCh Ha PO6OTY, MeHi NOTPiGeH mak-
CUMarnbHO BiflbHUM CTaH, MOXJIMBO, HaBiTb 4OCTaTHLO
ncuxopenivyHui. 9 no6to, KoM HEMaE PO3NopSaKyY
i cTabinbHOCTI Hi B YoMmy... PO60Ti ponomarae eksansTo-
BaHICTb, 1 3aXOMNOIOCh MPOLLECOM — MpaLLtoto AeKinbka
OHiB 260 HoYen, 6€3 NepepB Ha HOpManbHUW CHiAAHOK
Ta 06in, 60 NepepBa MOXe MEPEKOYNTA CTaH i Npa-
LtoBaTU garni He Bunae.

PecnoHpeHTKka Ne 2 popae:

— Y meHe 6ynun NpoeKkTH, Ae s cobi BMpillyBana,
LLLO S Mato Lie 3po6UTU. S BMMKanachk i He morna 3ynu-
HUTUCb. MeHi BaXXKO MOYUHATH, ane KON s CTBOPHOLO
i NPOCTip HaBKOJO 3MIHIOETLCS, TO S BXE HE MOXY
3YMUHUTUCE. S cama Nto6nto POGUTU NepddOPMaTUBHI
BMpaBu i Tak camo 060 BUBUTUCHE POBOTH IHLLINX
i pisiTV B IXHIX Nonsix.

Y pecnoHaeHTKM Ne 3 — XyAoXHUL, Ska CTBOPIOE
BULLUBKY, rpadiky Ta XnMBOMWUC, — HELLOAABHO NiaTBep-
oumecs piarHos «POYM». Ha i aymKy, BiaCcTeXunTH, 9K
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came po3rnap BrMBa€ Ha TBOPYiCTb, Jy>Xe BaXKo, ane
BOHa MOrofXKYETbCS, IO BiH Haknagae SKMNChb «Crneum-
divHNN» BIBGUTOK:

TaM Lock Bin6yBaeTbCs 260 LWOoNHO Bipbynocs. Mox-
N1BO, Yepes Te, L0 MEHi MOBCSKYaC XO4ETbCS HOBUX
BPaXeHb, Y MOiX po60oTax NPUCYTHS AuHaMika i npoBo-
KaTUBHICTb. Lli «<kapTUHKN» — 4acoM epOTUYHi, YacoMm
NONITUYHI, IHKONN MOTOPOLLHI, IHOAi IPOHIYHI M CMILLHI.
Moemy Mo3Ky 3aBXAn NOTPIGHI KOAATKOBI BUKMAU
podamiHy. Tomy (HecBiBOMO) s i cTBOptOtO Taki po6o-
TW, Nepermnsp, SKUX CTUMYIIOE i MO3Apa3HIOE HEPBOBY
cuctemy. Y rpadili 4acTo BUKOPUCTOBYIO METadbopy,
Yyepes 9KMICh 3aMo3n4eHnI 06pa3 MeHi neriie Komy-
HiKyBaTW 3 ayauUTOpiEto, 6€360MICHO 3aTArHyTH ii y CBIN
CBIT i BKa3aTu Ha LLOCb.

Okpim knacnyHux cumnTtomie POYT (3anisHeHHs,
NpoKpacTUHaLLisl, HeyBaXHiCTb, YHacTa 3MiHa HacTpoIo),
NMCUXONOrN BU3HAYaOTh | MPUEMHI «MO060YKMN». Y fnto-
pei iz POYT py>e po3BUHEHI iHTYILIiS, eMNaTUYHICTb
i rinepyyTnueicTb. PecnonpaeHTka Ne 3 posnosipae:

3HaXOAUTU Ti TeMU Ta 06pa3n, SKi BiAryKYOTbCS iHLLUM.
JlloonHa anBUTBLCS Ha KapPTUHY i aymae: «O, Le X npo
MeHe» a6o «| B MeHe Tak 6ynol». Xo4ya HacnpaBspai

9 306paxyto TiNbKK Te, Lo XBUIIIOE MeHe camy. Ane
SKLLO TW B XOPOLLOMY KOHTaKTi 3 co60to, To T fobpe
3HaEL i IHLIKX.

Ma 3i cTaHOM rinepdikcallii:

Masntoro abo BULLMBAKO FOOUHaAMM, @ TO | OHAMU-HOYaMMN,
SKLWo pob6oTa KponiTka i Tpeba sKHanLBUALLE LoCh
3aKiH4YUTU. Bo TinbkK Tomi, KONMY B MEHE MOYUHAETHCS
TaKUW CTaH, 9 MOXY 6yTW NPOAYKTUBHOLO. |HakKLLle
S AyXe Mano BCTUrato LLIoAHS, 60 BECb Yac BigBoJlika-
tocb 6yKBasnibHO Ha GyAb-LLO.

PecrnioHaeHTka Ne 4 Bxe AoBrnn 4ac ycniHo
3alIMaETbCs KypPaTOPCbKOO AisnbHicTio. Monpu Te,
wo mae POYT, BoHa rapHO BYMNacs i HaBiTb 3akiH4YMnNa
LLIKOMY 3 30M10TO Mefasnto. Xo4a 3rafye, Lo oMaLlHi
3aBOaHHs pobuna posro, 60 BooMa 4acTo BigBoOni-
kanacs (pocna y TBopuilt aTmocdepi, 6aTbku 6ynu
XYBOXHUKaMK). MUCTKUMHS LWe 3mManky BigvyBana sikecb
«PO3ABOEHHS» Ta «MaCcKyBaHHSI», i Lie Big4yTTs 6yno
A5 Hel BOBOMi HEMPUEMHUM:

— 3 opHoro 60Ky, TN fo6pe po3yMmieLl, K No-
BOAUTUCS «*HOPMasibHO>» B MapaMeTpax «CUCTEMU»,
3 iHWoro 60Ky — BigyyBa€ELl, WO 06 NOBOANTUCS Tak,
TO6i Tpeba NOCTINHO AOKMa[ATU 3YCUTb.

Y guTcapKy BOHa HaBiTb HanMcana BipL, SKUK
intocTpye i cTaBneHHs:

OnTa4ymm capok — Xaxnmea MicumnHa!

«Hab6pupa po KicTok» — Kaxe Balla AUTUHA...

Ane 3 yacom pecnoHgeHTka Ne 4 Bupobuna BnacHi
MeXaHi3aMW, siki gonomaratoTb ii CPaBnsSTUCS 3 HaBaH-
TaXEHHSIMU Y i1 MUCTELbKIN AisnbHOCTI:

30CEepPeAXeHOCTi, KOHTPOIO 32 6araTbma pevamu
opHo4acHo. ToMy, BriacHe, BCi Lii POKM si BHYCS MepeTBO-
ptoBaTU HedoMiKM Ha NIOCK, | 6arato B HOMY Lie HaBiTb
BOaeTbcs. Hanpuknap, Moi Apy3i Ta konerun Hepipko
AVBYIOTBCS, SIK | MOXY POOGUTU | KOHTPOJIIOBATU CTiNbKM
BCbOro OHOYaCHO i 6arato BCTUratu. A B LiIbOMY SIKpa3
POYT NOMiYHUIM — 9 NTErko NepemmnKarocs Mix pisHMMu
NpoeKTamu 1 akTUBHOCTSIMU. Konn He moxy 3ocepenu-
TUCS Ha OOHOMY — Po6to iHLe. | Tak, 3 pisHMX 60oKiB,

—  — Y BCiX MOiX po60Tax 3aBXAU € CIOXET, TO6TO  —

— — MeHi 3gaeTbcs, oLUg emnaTis JOMoOMarae MeHi  —

Sk i nonepenHi pecnoHOeHTKN, BOHa nobpe 3Hano-

w — B meHe Tex 6YBaPOTb CTaHWN, KONn 9 cNoXxy -

—  — Kypatopcbka po6oTa BUMarae nnaHyBaHHs, —

npocyBato napanensHo i Te, | Te. Bioknapartu wock
MOXeLLl IOBro, afe KOn BXe Po6MULL, TO MOXeLL Lie
po6UTK AyXe LBUAKO i CPOoKyCoBaHO.

Ha i pymKy, po3naau He BNMBalOTb HAa MUCTELLb-
KU KOHTEHT, 3@ BUHSITKOM TUX BUMaAKIB, KONN MUTLL
y cBOIX po6oTax pedonekcytoTb 3 Liboro npmeopy. BoHa
popae:

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

Ha, cKopille AofAaTKoBa OCOBMBICTb, 3 Koto Tpeba
paxyBaTucs. Bsarani Bxxe HEogHOPa30BO YnTana Npo
Te, wo POYT NponoHyoTk HE CTUrMaTM3yBaTh i He
po3rnsipaTtv Sk posnapg. § 3rogHa 3 Takol nepcnek-
TuBO. MeHi 30aeTbes, Ntofen i3 LMm fiarHo3om Bxe
HapTo 6araTo, LWo6 po3rsaaTu Le nuLle sk giarHos. Lie
paplue BUMSAae SK NEBHUI CUMMNTOM Yacy, Hacnigok
MefiNHOro nepeHacuyeHHs peanbHoCTi Ta il ToTanbHOT
HEeBM3Ha4YE€HOCTI | B MIEBHOMY CEHCi MexaHi3m apganTaLiii
NOAMHM A0 i€l peanbHOCTI — SIK Takui cobi «coping

«rinomaHiakanbHOI o4apoBaLlKu», ih HabaraTo Kpalle.
Ane Yepes Oesikui 4ac, KoM BOHa BUXOAUTL 3 LibOrO
pexumy, — cTae ripwe. in noumHae spasaTtucs, Wo
BeCb CBIT Bifi Hei BinBEPHYBCS, LLLO BOHa BCiX po34apy-
Bana i 3po6una Woch HenpaBuibHe. «OTak Hakpy4y-
€LLCS, HaKPYYYELLCS», — [OAAE MUCTKMHS.

PecnoHpeHTka Ne 2 TakoxX BU3HaE, WO Yepes ii
po3nap, it ckflafHO KOMYHiKyBaTu:

— — [enpecisi BNIMBa€ Ha CaMOOLLiHKY Ta 30i6HICTb —

BCTaHOBJIOBATU 3BI3KM, Lie Y MeHe BigobpaxkaeTbCs
TaKUM YMHOM, LLIO S MOXY 3PO6UTU POBOTY i HE onu-
catu ii. Bo Komy Lie noTpi6Ho? Lle He mae LiHHOCTI.
[3naTHicTb] BCTaHOBNIOBATM 3B'I3KM | MiATPUMYyBaTK
X BNAMBa€ Ha JOTUYHICTb A0 CMiNIbHOT, Ha NMOLUYK
MOXJIMBOCTEN. S CXWIbHA A0 Camoi3onsLii, TOMy Mos

skill».

OcTtaHHs pecrnoHpeHTka Ne 5 3arimaeTbes XKnBO-
MUCOM. Yke MUHYNO 5 pokiB sk i1 MoCTaBuAY fiarHo3
«MeXeBUI poznap». Y CBOiX KapTUHaX BOHa 306paxye
nesHi micponorivHi croxeTu, ski Burapgye cama. Ocb Lo
BOHa pO3MoBifae nNpo TeMaTuky CBoix poobiT:

—  — S nwna popomy 3 MancTepHi i aymana npo —

HacUNbCTBO i CBOI HAMaraHHs 3HaWTU BUXOAMU 3i CBITY
HacunbcTBa. OQHUM i3 HaNPSIMKIB MOLLYKiB 6yno
HamaraHHs 3pO3yMiTU CBIT i 3HANTU LLLOCb XOpoLLe

B penirisax i midponorii, i TYT MeHe BXe y MoeMy ABOpi
Ha3[orHano po3yMiHHS, WO i B penirisix, i B midbonorisix
HaCcUNbCTBO Haf, CNabLUMMU € He Te Lo BUNpaBOaHuM,
a CTPYKTYPYHOHOIO OCHOBOIO, | TOAi CTano SICHO, Lo

po6uTu.

Hani 9 cTtasno v Ti cami MUTAHHS, WO W IHLWIKM.
LLloao BnnuBy posnagy Ha il MUCTELLbKI MPakTUKK
XYAOXHULS BiMnoBigae Take:

— — 4 Tinbku MOXY CKa3aTu, 9K no4vanu 3MiHIOBATUCS —

nigxonu, Ko MeHi nonerwano. B HanTaxui yacu

s npautoBana a6o NOBHICTIO Ha adeKTi, 260 MOBHICTIO
KOHTpOntoto4M B3arasi Bce (B dhikCcoBaHOMY CTaHi).
MoTim 5 moYana nomiyvaTy, WO CTpaXAaHHS BXe He
HaCTiNbKW BCEOXOMHE, | 39BNSETbCS NPOCTIP ANs
4oroce iwe. 4 Lie 9KUACh Yac Hamaranacst TpumaTucs
3a cTpaxpaHHs. MoTim MeHi cTaBasno YacTille i YacTile
NPUMAHSTHO, | MOTIM LU NerLue, | cTano GinbLie MoXn-
BOCTEN MoAymMaTy, Lo 9 pobnto i 9K, 6inbLue foBipyn 0o
cebe. | cTano cminMBoCTi MPo6yBaTH LLLOCb HOBEHLKE...
S nyxe papa, Wo 9 XYAOXKHWULS, MUCTELITBO — Lie ofiHa
3 EAMHUX peYen, Y SKUX 9 NpaLoBaTh MOXY MOCTIAHO,
B 6yAb-sKy 3i cBOiX da3z. Bci iHLLi pevi — BUBYEHHS MOB,
HanpwWKnag, Y4 BUKNafaHHS, Yy Lie LWoCh — WAYThb Mo

Nu3Aai, KONW MeHi CTae ripLue.

— Yy noropxyeLcst TM 3 TBEPAKEHHSIM, LLLO HaLwi
po3napun He BNAMBaKOTb HA MUCTELbKUIA KOHTEHT i BU-
pillanbHUMMK € igei, NPUHLUMNW, paLioHanbHi pilleHHs,
SAKUX XYBOXHUK YU XYAOXKHNLS MPUTPUMYETLCS?

— [ymato, i Te, i Te BaxnBO. SKLO po3naau
AOXOAsTb A0 TOI MipW, Lo AtoAuHa i ii ipel, npuHUMnu
i pilleHHsI BTpa4atoTbes, TO MIOAMHA BXE 33 KOPAOHaMM
npaLe30aTHOCTI, OCb i BCe. SKLLO oavHa npalesnaTtHa,
TO NMpaKkTUKa — Le LiNni KOMMIEKC PiSHUX peYven, ae
po3nap — nuLie oauH akTop 3 6araTbox.

LLloao Toro, sk po3nap, BNvMBac Ha il B3aeMogito
3 IHCTUTYLISMW | Ha CRINKYBaHHS 3 iHLWUMMW MUTLSIMU
Ta MUCTKMHSIMU, XYAOXKHULS BiANoBigae, Wo in
BaXKKO HanarofXyBaTu KOHTaKTU 3 MOAbMU i
nigTpymyBaTu Ui 38'93kn. Konu BoHa nepebyBace B asi

npakTuKa Bifoma He 6araTbOM MoAsM.

OTxe, nicns AOCUTb CY6'EKTUBHOT «OB6POBKU 1
y3aranbHEHHs» OTPUMaHUX BianoBsigen s ons cebe
3po6una BUCHOBOK, LLO B YCIX LIMX XYOOXHULb € NeBHi
CXOXi 0COBNMMBOCTI 3 POKyCOM yBaru nig 4ac po6oTu
Hag MUCTeLbKUMUN NpoekTamu. AGO BOHU [OBro Ha-
NalITOBYIOTbCS, BUTpadatoumn 6araTto yacy, abo npato-
tOTb, 6YKBaNbHO He Xanito4n cebe. Takoxk AesSKUM 3 HUX
iHoai 6yBae BaXXKO BUKOHYBaTU Pi3Hi 6ropoKpaTUYHi Aii,
SKi € 06OB'SI3KOBUMM 519 MPOCYBaHHSI CBOMO MUCTEL|b-
KOro Aopo6Ky: BiANOBiAaTH Ha iMennum, nncaTn ekcnni-
KaLiii, 3anOBHIOBaTK 3as1BKW Ta CMiNKyBaTUCS 3 Kypa-
Topamu/opraHizatopamu/iHWMMKN MUTLAMU. TO6TO
o6 po3BMBATUCS Y BMACHI MUCTELIbKIW BigNbHOCTI
Ta [OCSITU SKMXOCh MOMITHUX YCNiXiB, iM MOTPI6GHO
poknapaTtu 6inblie 3ycunb, i Ha Lie iM TakoX NoTpiéHo
Ginblue Yacy. Ane KOHKYPEHLLisi B apT-CepenoBULLL Byxe
iHTEHCWBHa, HIXTO He nofapye To6i TOW Yac, SIKOro Tm
noTpebyell ans cebe. Xiba Lo poAnHa MOXe 4aCcTKOBO
OOMOMOITU 3aKpUTK 6a30Bi NoTpebu. Ane, Nno-nepLue,
He Y BCiX MUCTKMHb € POAMHA, a No-apyre, 6rmM3abKi
nopu, HaBnaku, 4acTo cami NOTPebyIoTh NikNyBaHHS,

i POAMHWN XYOOXHUKIB YM XYAOXKHULb PifKo 6yBatoThb
BUHSTKOBMMM B LibOMY MNaHi. 5 4acTo samucnorocs,
LLIO came MOXe JOMOMOTrTU XYAOXKHULSIM, MY3UKaHT-
Kam, pexucepkam, KypaTopkam Ta iHLMM Aisykam

3 MEHTaNbHUMM PO3NagamMm 3PiBHATU IXHI MOXITMBOCTI
3 TUMMU, XTO TaKMX OCOBNNBOCTEN He Ma€. SK NiaBULLM-
TV IXHIO BUGUMICTb | NONErwnTy im BOCTYN A0 MOX-
nuBocTen? Lle came no co6i pyxe Baxke MUTaHHS, A0
TOrO X XYAOXHWLb, SKMX 9 ONuTana, MOXHa 31i4uTu Ha
nanbLsx OfHIEl pyku, a HacnpaBgai ix gyxe 6arato! Yun
MOXIIMBO POBUTU pe3naeHLLii, ONeH-KONM Ta BUCTaBKU
BUKJITIOMHO ANS XYAOXHWLb 3 po3nagamu? S gymato,
TEXHIYHO Lie MOXIIMBO, ane Yum 3axo4yTb Lii XYAOXKHMLL
Takol BUGIPKN? Y1 3aX04yTb BOHW 6paTu y4acTb Y Taknx
3axopax? Nonpu po3BUTOK NCUXONOTIi Ta ncuxiaTtpi,

B HaLLOMY CYCMiNbCTBi HEMPOBIAMIHHWUX NtoAen focCi
CTUrMaTU3ytoTb. Ha doHi po3noBcloaXeHoro xapTy,
LLLO «BCi MUTLLi TPOXM GOXEBINbHI», | 4aCTOro Hepo3y-
MiHHS 6inbLUiCTIO NMtOAEN Cy4aCHOro MMcTeLTBa Taki
pe3anaeHLii MOXyTb, HaBMaku, 6yTN HE Ha KOPUCTb LIUM
XYAOKHUUSM. Y1 MOXYTb 6YTU 3pO6IeHi iHLWi KPOKM iM
HasycTpiy? | SKLO TakK, TO XTO IX Mae pobuUTu: aepxasa,
rPOMaACbKUIM CEKTOP, IHCTUTYLLT, cama apT-cninbHoTa?
S BneBHeHa, Li NUTaHHS 6ynyTb BiOKPUTI LLle pokamu,

i iX CTaBNSTb BXe Ay>Ke AaBHO, Xi6a Lo dOpMYmoThb
32BXAN NO-pizHOMY. S 61 XOTiNna No4yTu BigNoBIAi

i 3acTaTu NepLi 3miHK, 60 SKLLO AOBro 3BOMIKaTH, TO

3 TBOpPamMu 6aratboX TanaHOBUTUX NHOAEN MU MOXEMO
TaK i He NO3HaMOMUTHUCS.

—  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 #| 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? | dont 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, ‘| 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.

—  ‘Beinga 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 |'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:

— ‘I can only describe how my way of working
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 illness 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 illness
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 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 BOKYMEHTaNnbHUIN dinbm

YKIHKU
OMNBIATbCH
HA BIMHY

3nata BepecHsik

S Hapopumnacs B y>Xe He3anexHin YkpaiHi.
S Mmana cTaTu TiE XiHKOK B MOIN POAUHI,
sika He 3a3Hana HaCUNbCTBa Ta XaxiB BiHW.
Mosi npa6abycs Hikonu He po3noBifana MeHi
npo xaxitts flonogomopy, konu 3 cemu giteun
Y POAVMHI BUXUNY nuwwe aBoe (BOHa 6yna ofHieto
3 HMX). S TaKOX HiKOMW He Yyna Bif Hel, sK e —
BMXWNTK B Tab6opi NnpumMycoBoi npadi B Hime44uHi,
a notim —y NYJTATy B Cn6ipy. 5 He 3Hana
fetanen Npo XUTTs B TOTaNiTapHiv KpaiHi Bif,
cBOiX 6abyci Ta MaTepi, Y YMIX XUTTSIX 3aBXAN
6yNn 06MeXeHHS XOPCTKUMU NpaBunamu: LWo
MO>XHa rOBOPUTU, KYAN MOXHa nepecyBaTnCs
i KOMY MOXHa [OBIpPSTH.

Sl Hapopaunacs B 1998 poui, BXe nicns xaocy
posnany PagsHcbkoro Cotosy — TOro, Lo MOS
Mama Hazusana xaxamu 90-x. Konu meHi 6yno
WicTb i 8 Nilna fo WKonu, novYanacs nepLua
peBOoLLIS Y MOEMY XUTTI. Yepes 4oTupu poku
BUOYXHYNa eKoHOMiYHa Kpu3a. LLle yepes YyoTupu
POKM HaWGiNbLLi MUPHI MPOTECTUN Y KOXKHOMY
YKpPaiHCbKOMY MICTi XXOPCTOKO NpuayLLyBanu
HacunbcTBOM. Konun 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 cknagHiwow
cTae cuTyalis B YkpaiHi, To rmunbLue s ii BigyyBato.
| To cunbHiwa mos noTpeba roBopuUTH NPO Lie

B MicUSIX, OaneKkux Big L€l BINHW.

3a ocTaHHi Tpu poku s 6a4una, sk 6arato
3HAWOMUX MEHi XiIHOK BTPaTUIN CBOI [OMIBKM,
NOKUHYNKM YKpaiHy, Nilnm Ha PpoHT abo
3 TPUBOIOIO YeKanu MNOBEPHEHHS CBOIX BNU3bKUX.
S Takox ycBigomuna, Wo He MOXY onucaTu
Tparefito XiHOYOro OCBIAY B L XOpPCTOKiN
BilHi — Hi Yepe3 NopTpeT OfHiel NOAMHM, Hi
Yyepes NPUMYC 0,0 NOBTOPHOIO NepeXMBaHHS
LmMx icTopiv nepen kamepoto. LLlo po6uTtu 3 ycima
LMmu ictopismn? Siky doopmy im Hapgatn? Yu
MOXITMBO B3arasi nepepatu Xaxu BinHN Yepes
MucTelTBO? DKaxu, 3 9aKMMM YKPaiHChKi XiHKM
CTUKatOTbCS LWOOHS? Y1 MOXy § FoBOPUTH
Bif, IXHBOro iMeHi? Y1 Mato s NpaBo BBaXaTu
cebe nocTpaxkgasnoto Bif BiNHM Tak camo...

SIKLLIO 5 Y MOMEHT B1BYXY NOBHOMacLUTabHOI
BiiHM He NepebyBana B YkpaiHi? 9K MoxHa

4yepes MUCTELTBO pENPE3EHTYBaTH BillHY, HE
nepexusLLmn ii? Yn moxHa «3irpatn» BiNHY?

Lli nnTaHHs npuBenn meHe Ha3ap, B YKpaiHy,
Oe s noYvana CBOE [OCNIAXEHHS, 30CepenXeHe
Ha XiHo4Yomy pgocBifi. XKiHku ctaHoBnNSTL 70%
yKpaiHCcbkunx GixeHok i 6ixeHLUiB. Marnxe 70 000
XXIHOK cry>aTb Y 36ponHNX cunax YkpaiHu. |3
303 3a00KyMEHTOBaHMX BUNaAKiB cekcyanbHOro
HacunbCcTBa, MOB32HOrO 3 BiMHOMO, Malixe 200
XepTB — XiHKM. PeanbHa KinbkicTb NocTpaxaannx
ouiHoeTbea y 10-20 pasis BuLLe.

Lle pocnigXeHHs NnpuBeno MeHe Oo igei
HanmMcaTun TeaTpasbHy Mecy, 3aCHOBaHy Ha
CBif4YEHHSIX O4EBUANLb BiiHW, | CTBOPUTU Ha
il ocHOBI NepcopMaTUBHUIN [OKYMEHTaNbHUM
dinbm «>KiHKM AUMBRSTLCS Ha BiiHY». Ha Ton Yac
s una y bptocceni, oe novana KacTUHI akTOPOK
Ha rofloBHi poni. 4 o6upana ix 3a HoTMpma
PiSHUMMU XIHOYNUMU aPXETUMAMU — TAKUMU XK, K
4YOTMPU NEPCOHAXKMN MOET MECK.

Moto po6oTy Hapguxae dinocodisi akTopCbKoi
rpu €xm [POTOBCLKOro — SIK MOACLKOI 3yCTpPiui, 9K
NPUroan NisHaHHS iHWOro Ta 06MiHY XUTTEBUM
pocBigoMm. S nposeny Kinbka MicsiLiB 3i CBOIMU
4yoTupMma repoiHsmn — Anicieto, Kaminne, Odeci Ta
MopraH — y micTi, Ae BupilyeTbcs pons €sponu.
S He nuLe pOCNiAXYBaTUMY IXHI MOTUBaLLT LLoAO
yyacTi y MoeMy doifibMmi, a 1 crnocTepiratumy, sk
NiaroToBKa OO BUCTaBU BMIMBAE Ha HUX.

«>KiHKM BUBNSTBCS Ha BiHY» — LI HE MPOCTO
pokyMeHTanbHUI dinbm. Lie cnisnpaus, gianor,
cninbHWIM aocsif. BilHa e He 3akiH4Mnacs.
MpoLec NPUNHSTTS 1 YCBIAOMNEHHS i1 BNAnBY
Tinbky poanovascs. [NepeTBoptotoUU Li icTopil
Ha cninbHUIM [OCBIA, 9 NparHy 4OCNIAUTY, SIK
MW MOXEMO NMPOTUCTOSITU HACUIBCTBY BiMHW Ta
OCMMCIIOBAaTU MOro, HaBiTb SKLLO BOHO HE CTOIThb
nepen Hamu BNpUTy.

| think

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

nght go there and

my country.

3J1ATA BEPECHSIK
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|

Ne, | think I'm gonna run.

It's a very diﬂie#{ question.
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A documentary film

THE GAME OF
WOMEN
AND WAR

Zlata Veresniak

I 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 dettail
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.

3JTIATA BEPECHSIK

15

A CKA3BAAA: <MV MAEMO XXUTU B METPO». METPO, HY, BOHO AASl LLbOIrO HE 3POBAEHO, TAM
HIYOro HEMAE, TOETO BCIl... AECb TUCHAYA AIOAEN XXUAA HA OAHIN CTAHLIT. CMOYATKY MU
AYMAAMU, WO LE BYAE LWIBUAKO, | TOMY MPOCTO CUAIAM EYKBAABHO HA MIAAO3I. MOTIM MOTPOXY
NMPUHOCUAMU AKICb TAM BAACHI PEYI OCOEMUCTI. | TAM BXE BYB | MEATMYHKT, | BOAOHTEPMU,

I TOAYBAAW. LLE BYAO KAACHO, AAE BCE OAHO, XXUTU B METPO, HY, LLO TAKE >XUTWV 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
HAKOIMMYUAOCDH, LLEV MEPEASIK. 1 BUPIWMUAA, O BCE, TPEBA IXATU. f BIABLUE HE MOXY XUTU
B METPO. AKLLO TV HE XO4YEL, LWOE TEBE 3ACTPEAVAU 3BEPXY, TO EAVHMIN BAPIAHT — LLE UTU
BCEPEAMUHI METPO. | MIWAA B TYHEAI METPO, LWOE AOEPATUCSH AO BOK3AAY.

MU AOTXAAU AO
BIAHSA, SBAVMWIAM AO
«MAKAOHAABACA», A BOHMU
KAXYTb: «AE BALUI MACKA?
BE3 MACOK HE MOXHA». MU
TAKI: «lO? AKI MACKU? MU
3AMYYEHI, MU HYHOTUPU AHI
IXAAM, YHEPE3 MNIB €BPOMNM,
LLOB CIOAM AOBPATUCH.
| BBATAAI LIS BIVHA...

A B HAM — MACKMW...».

A BOHWU TAKI: «LlO?».

I A KAXY: «<BUBAYTE, Y HAC
HEMAE LLMX MACOK, AAE MU
XO4YEMO iCcTU. MU, TMny,
BI)KEHKU». XKIHOYKA, KA
TAM MPALIOBAAA, BOHA
DIAIMMIHKA. KOAU BOHA LE
NMO4YYAA, BOHA B MOMEHT
PO3MAAKAAACH | KAXE:

«A TEX BI)KEHKA».

MU TXAAM B CAOBAYYUHY I CIAV HE B CBIM
BAIOH. TAM BYAV BATOHM AAAl YKPATHLLIB, BOHMU
BYAU BE3KOLWTOBHI. A M/ MEPEMAYTAAU I CIAU
Y MPOCTUM BAFOH. 3 HAMU TXAAU TPU CAOBALLbKI
XIHKU. BOHU MUTAIOTb: «A WO BU TAM, AK
CMPABU?». MU TAKI: «<HY, Y HAC XE XX OT BIVHA».
BOHMU: «AKA BINHA?». KAXY: «CTPIAAIOTb, BEUBAIOTb
AIOAEN, AOMA PO3BEOMBAIOIOTb. OT $OTOIPADIT».

A BOHA AVMBUTBCHA HA $OTOTPAPIIO MOIO
PO3BEOMBAEHOIO BYAMHKY I KAXE: «f BXXE BAYUAA
LLIO $OTOrPADIIO. LLE PENK»>.

A TPU4Yl HAMATAAACSH BCTYMNUTUM AO APMII,
AAE MEHE HE B3AAU. BMNEPLWUE MEHI CKA3BAAMU,
O A BIAbLIE MOTPIBHA B TUAY. BCl MOi KOAETU
MOBIAIBYBAAMCSH, TOX A SBAAULLMAACH EAMHOLO,
XTO MAB BUPIWYBATU TXHI MNTAHHSA, 3BUPATU
KOWTW | BHAXOAUTU HEOBXIAHI PEYI AAST ®POHTY.
BAPYIE MEHI CKABAAM, WO A WE HEAOCTATHbBO
HABYEHA. AAE AKLO NMPUNAY 3 AOCBIAOM — TOAI
BI3bMYTb. 1 MPOMIWIAA HABYAHHSA HA FPV-APOHM,
AAE MEHE BCE OAHO HE B3AAU. TOAI A BPO3YMIAA,
ULO MEHE HE BI3bMYTb, HABITb SKLO A BUBYYCH
HA TAHKICTKY.

MPEKPACHA AUMHEBA
HIY, MOBAYEHHSA HA
TEMMNEABIO®EP PEABA,
[TEMPELHOFER FELD].

A NMPUTYAAIOCHA AO HbOIO,
XO4Y OBIMMIB. MEHE
3ABOPOXYE MICSALb.

A KAXY: «AMBUCB! BIH
TAKUM BEAVMKUM | TAKUIN
BAU3bKUIN! HAMBAUXY N,
HIDK 9 KOAU-HEEYAb
BAYUAA». BIH BKA3YE
KYAUCH | BAFTAAKOBO
KAXE: «TAM TEX € LWOCb,
NMOB’A3AHE 3 TOBOIO».
BUABUAOCH, LLE BYB TABIP
AAA BDKEHLLIB. 1 HIKOAU
TAM HE >XXMAA.

BIH 3HAE, WO A BUTXAAA 3 YKPATHM MEHLIE HIXK ABA TUXKHI TOMY. fl 3HAIO, LLO MOMY AYXE NMOAOEBAETbCSH DIRTY

A NMEPEXWAA CBOIO MEPWY
NMAHIYHY ATAKY BBEYEPI, KOAU

BOHM [POCIAHW] YBIVLIAU
B MICTO I MOYAAM BOMBUTU
ATOMHY EAEKTPOCTAHLIIO.

A AYMAAA MPO MOAMA KAAIIO.

BIH HACMNMPABAI HE BPATYBAB
B HAC, AAE Ul AYMKU TPOXW
3BACITOKOKOBAAWN.

TALK. Y AKMNCb MOMEHT BIH AEXAB HA AVNBAHI, 4 POBVAA nomy MIHET, BIH 3A®IKCYBAB MOE TIAO CBOIMU HOrAMMU,
AYXE MILUHO. NMNOTIM BIH MOYAB NIOBOPUTU: «TAK... TOBI MOAOBAETbLCHA... TAK... LLE TBOE MICLE. BIAYYBAELl CEBE AK
BAOMA 3APA37?».

HA TOM MOMEHT A BXXE 3HAAA, WO BIABYBAETbCH B BYydl TA
TOCTOMEAI. 1 MPOCUAA MAMY 3ABAPVKAAYBATU BCI BIKHA I ABEPI
YUM BABrOAHO — WWBABPAMM, MITAAMU. 1 BOAAACSH, WO MEHE

3IrBAATYIOTb. AIOAV MOYAAU BHUKATU.

Ay PPAHLUIT, ABAAUATb APYIMIA PIK. | BIMHA, | MEPETXAAA,
I POBIMLUAACB 3 XAOMLUEM, | TYT MATOYHI KPOBOTEYI. BOHU
CMNPOBOKYBAAMU TE, WO B MEHE B3AIAAI BUMNAAU LWE BEPOBU I BIi. A MOTIM
A XKUAA B TAEOPI, AE BBAIAAlI HE BYAO HIAKUX YMOB. HY, KAMNELUb.
A 3ABXAM COBI AYMAIO, HY, AAK 1 B APMIT EYAY? 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, 1 B APMIIO HE MiAY. (CMIETbCSA.)

A AICTAAACH MAP’THKU. | MOTPAMUAA TMIA CUABHUM OBCTPIA. BYAO

AY>XXE CTPALWHO. CMOYATKY LLE BYB BEAMUME3HUN BUKUA AAPEHAAIHY. MOTIM
A YCBIAOMUAA, WO LE CMNPABXHA BIMHA. AAE MICAS LLbOTO 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
COMPLETELY DRAINED. WE’VE BEEN TRAVELLING FOR FOUR DAYS

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 I LIVED IN

MO3AIKA
(IF'PA)

KaTepuHa Kpoxa

THROUGH HALF OF EUROPE TO GET HERE. THERE’S A WAR ON...
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

A CAMP WHERE THE CONDITIONS WERE
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,

SAID, ‘I’M A REFUGEE, TOO.’

Y Mozaiui mo)xHa no-cBoemMy nepesibpaTtu cnoea
ABTOPKMU TEKCTY: HEMa€E Hi4Oro OCTaTO4YHOro, Bce
MO)KHa 3i6paTh, 3MiHUTHN, NePEeOCMUCTIUTH.

Sl Buninuna TekcT, HagpyKyBaBLIW CNOBa Ha

I WON’T JOIN THE ARMY. (LAUGHS) WE WERE ON THE TRAIN TO SLOVAKIA, SITTING IN THE WRONG MWHSHUX NNacTUHKax, i nepeMimana Ll.i cnoeBa:

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,’ I 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 NOwW?’

OCHOBHMUM eJIeMeHT — TeKcCT,
AKNN npoxoaonTb eTanun:

JeKoHCTPYKUifA: nepemiiaTti TeKCT
Ha okpeMi cnoBa.

Mepe3b6ip: 3i0paTn HOBI peyeHHs 3 LMx ChiB
(MO>XHa BUKOpPUCTaTH BCi CioBa abo 4acTuHy
3 HUX).

Aocnip)XeHHA: o3HalloMUTUCH
3 HOBMM TEKCTOM | KOHTEKCTOM
(LLLO BUHWKIO, LLLO 3HMKJIO,

crnocTepiratv 3a NPoLLecom).

ExonoriyHicTb: MaTepiann MoxHa
BMKOPUCTOBYBaTN MOBTOPHO.

Fpa po3rnapae sanuTaHHN:

X710 9 3apas?
Ak Mu cninkyemoca?

Mu 36upaemo un nossonsemo cebe 3ibpatn?

BnawrtoByemo piBHOUiIHHWI OOMIH YK Kpagemo

enemMeHTn?

Ak npauoBaTh 3 MUHYIUM? Y1 MOXHa MOro

nepesibpaTu i HagaTV HOBUIA CEHC, HE 3HULLYIOYY,

asfie 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, IKUIA MOXHa NiNUTY,
3MiHIOBaTH, po3éupaTtu Ta 36MpaTn HaHoBo. PesnpeHTkM 3i6panu ceoi BapiaHTK:




CdpopMmoBaHi TeKCTM MatoTb Y cO6i AesiKi Bironockn opuriHanbHOro TeKCTY, 4acTo TPannsiETbCs CIOBO
«connections» i onnMcaHum 3B930K 3 iHWMMW.

Mepe3bupaHHS TEKCTY CTBOPHOE LIMKIIYHICTb.

€ Bip4yTTS CMifbHOI NiHii, 3 KO BIALUTOBXYIOTECS NOEQHAHHS dopas — BTiM, MPUCYTHICTb aBTOPKU 3HUKAE MUTTEBO
ANS HOBUX 3BYYaHb. HOBI TEKCTM BTpayatoTb MOi OCOBUCTICHI pUCU, BOHW BiMIHHI Yepes PisHULIO Y BigHYTTSX, moyar-
KOBWW TEKCT HEMOB MPOWLLOB ha3y abCTpakLii, cTaB 6€3CTaTeBUM | BUHAMIYHUM, Bifl HBOrO 3ANULLNIINCS TULLIE AOTUKMW.

Pe3npeHTKU OiNnnncs BpaxeHHsM, Lo dppa3n cami BeayTh, i Lie Haragye noTik. XTock Aymana, Lo He 3MOoXe
3i6paTu XxopHOI dPpa3zn, a NOTiMm CTBOPUNA BipLU, BUPaXKaroyn CBill CTaH Ha TOW MOMEHT.

Lle neBHe «0BMEXEHHS», ke fae NpocTip Ans Aii.

Mpo nosiBy «Mosaiku»:

BMiTK roBopuTH — Lie He nuLle 3HaTu cnoBa. 3HaTh OQHY 1 Ty CaMy MOBY LLie He O3HaYa€ BiACYTHOCTI ANCTaHLUIl
a60 npipsu. BMiTK roBopuTn — Lie, Nonpu cam dakT po3MOBU, 3HaTU KOMGIHaLLito ChiB, sika 6yAyE MICTOK B iHaKLLMWK
pocsig,.

Konu nparHyna «roBopuTu Tak, Ik Xo4y roBopuTn», ab6o MeHe gpaTyBanu BNacHi TeKCTH, siki 6inbLue He
Bignosiganu peanbHOCTI, TO po3pizana ix i npocuna nogen 3iépatu.

Jiopum pinunucs cBoiMu TekcTamu, i M1 6yayBanun MiCTKM Hap, npipBamu.

Lle npoBanns pisHoi rMMéuHu, WnpoTu i reorpadpii.

Jocsign BUMYLLEHOro nepeisay, NOBHOMacCLUTaBHOro BTOPrHEHHS, oKynauii micTa 3pyrHyBanun 3BU4Hi MOBHI
dopmu.

HecTtaHpapTHi cuTyauii npoBokyBanu HETUNOBI fAii, @ 3rofoM BUAO3MiHMIACs POsib, MPOSBUINCS paHille
HeBigOMi acnekTn 0CoO6UCTOCTI.

| 5 Have rpato y NipBGUpaHHs cnis, WO6 3HAaNTU NOTPIGHE 3HAYEHHS | MOroBOPUTHU.

N

OdpiuiHMit noyaTok rpu — 2020 pik.
Byno sirpaHo 8 napTii.

3a Becb Yac icHyBaHHS «Mo3aiku» He Baanocs no3oyTucs MNOBHICTIO ANCTaHLLT MiX CRiBPO3MOBHUKaMM Ta
CMiBPO3MOBHULISIMUA.
Bpanocs nuwe no6ynysaTu Aekinbka NpUBaTHUX MICTKIB i BUNaAKOBO 3pYMHYBaTK AesKi 3 HUX.

Yomy Taka HasBa?
Mos ynto6neHa rpa B AUTUHCTBI.

BucHoBok
Yepes AeKOHCTPYKLiIO TEKCTY BiAbyBaETbCS [OCNIAXKEHHS iBEHTUYHOCTI, PONi IHLUMX Y KOHCTPYIOBaHHI CBOrO
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MOSAIC
(A GAMB)

Kateryna Krokha
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The limitations of the game create
space in which to act.

Mosaic was officially
invented in 2020.
Eight games in total have
been played.

Why the name Mosaic?
That was the name of my
favourite childhood game.

In Mosaic you can rearrange the author’s words.
Nothing is definitive. Everything can be changed,

recombined, reinterpreted.

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?

| constructed a text by stamping these
words on small clay tiles before mixing
them up:

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.

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?

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.

«s1» | MOXIMBICTb fianory B mexax o6mexeHoro 4acy Ta npoctopy. Lle Takox rpa npo 3B'93kM MixX «s1» Ta 4aCcoMm.
[o3Bonse cnoctepirat, SiK y WBUAKOMAMHHOMY CBIiTi MM MPaLLKOEMO 3 BNaCHUMU Ta KONIEKTUBHUMMU iCTOPISIMM.
SIK MM rOBOPMMO, LLIYKAEMO CIOBa Ta BYAYEMO B32EMO[IIO OfHE 3 OOHUM.
HemoxnumBicTb roBopuTH He € a6CONOTHUM H6apepom. LIS oucTaHLis 4acTo € NpocTopoM Ans rpu, Aianory Ta nosaru.

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.

ARAN G

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.
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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

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
MyneETUAMCUMMNIHAaPHa XyOoXHULS, 3 2003
poky xuBe i npautoe B Knuesi. OTpumana
CTYNiHb MaricTpa 3i cnewianbHOCTI
«o6pasoTBopYe MUCTeLTBO» Y KuiBCbkOoMy
HaLioHanbHOMY YHiBepcuTeTi 6yaiBHULTBA
n apxiTekTypu. 3 2008 poky akTUBHO 6epe
y4acTb B YKPAIHCbKUX i Mi>kKHapopgHUX
BucTaBkax. [Mpautoe 3 XMBOMMcom,
rpadikoto, Bigeo, CTBOpIoE 06'€KTH,
iHCTansiLii, poTo, KepamidHy CKyNbNTYPY
Ta neHp-apT. 32008 oo 2021 poky
30cepenyBasnacs nepesaxHo Ha
AoCnigXeHHi Konbopy 1 abCTpakTHOMY
>XMBOMUCI, ane ii MUCTELITBO pi3ko
3MIHMNOCS 3 MOBHOMACLUTaBHUM
BTOPrHEHHSM: BOHa 3BepPHYnacs 0o
MiXXHapoAHoiI ayAnTopii i novana
BOJIOHTEPUTU, FOBOPUTHU Ta NUCaTH,
MoLLMPIOOYM iHdOpMaLLito NPO BiHY
B YkpaiHi. 32022 poky 3BepTaeTbcs A0
eKOPEeMiHICTUYHUX | coLianbHUX TEM
Yy NpoekTax «[opU3oHTaNbHI 3B'A3KN»,
«YKpaiHa — ue 9», «<PO3KMAaTh KaMiHHSI»,
«[o pikn», «KBiTN Yn BUOYXU», «CTOCYHKM
3 o6pasom». Bpana y4acTb y peanpeHLisax
i BuctaBkax: Nudelfabrick onnann, Martin
Roth-Initiative (Hime44yunHa); «Bunapkosi
nopii», «YkpaiHcbkui Oim», Kuis (YkpaiHa);
Artists at Risk, AICA, Oly6niH (Ipnangis);
PeaunpeHuis Cultural Traffic, BuxHuus
(YkpaiHa); Ukrainian 12, Portraits
International Gallery, Bptoccenb (Benbris);
«KoHueHTpaLuis 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 12°, Portraits International,
Brussels (Belgium); and ‘Concentration of
the Will, MI7, Kyiv (Ukraine).

AHHa MoTboMkiHa. XynoxXHULS,
pocnigHULS Ta KypaTopka, LiKaBUTbCS
B3aE€MO3BI3KaMU1 MixX Nam'aTTIO Ta Tinom,
Marieto Ta BiliHO, @ TaKOX PEeHOMEHOM
nepudepii 3 il couiokynsTypHUMM
nposieamu. [NpaLitoe 3 Bifeo, TEKCTOM,
TinecHUMn Ta nepdpopmaTUBHUMMU
npakTukamu. Hapopunacs 8 Mukonaesi,
xuBe B IBaHO-@PpaHKiBCbKy, YkpaiHa.
BuBuana icTopito Ta Teopito MucTeLTBa
y J1bBiBCbKil akapgemii MucTeuTB
i Mo3HaHCbKOMY YHIBEPCUTETI MUCTELTB.
Po60Tn AHHM 6ynu NpeacTaBneHi
B pamkax BucTaBkn KuiBcbkoi 6ieHane
(2023), B OpecbkomMy HaLioHanbHOMY
xypoxHbomy myzei (Come and Go,
2024), Kunsthaus y famb6ypsi (Dance,
Dance, Revolution, 2024), MUMOK
y BigHi (Witnessing Ukraine: 3 years
of full-scale war, 2024) Ta iH. AHHa €
yHaCHULLEO XYAO0XKHbOrO 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.

F

BepoHika YepepHuyeHko.
YKpaiHcbka MynsTUANCLUNIIHapHa
XyAaoxHuus, xuse y J1bosi. MpaLtoe
3 rpadoikoto, LIMdPOBOIO CKYMbNTYPOHO,
sineo Ta VR-npoekTamu. i croppeanictuuni
rpacpivHi cepii LOCNiAXYOTb OpraHiyHi
Ta 300MopdHi hopmu, a VR-po6oTH
NMOEQHYIOTb TPAANLIVHI Ta LM poBi
Mefia, CTBOPIOIOYN 3aHYpLoBanbHi
npocTtopu. 3 2022 poky hokycyeTbes
Ha coLianbHUX TeMax: AOCAIAXYE CTpax,
TpaBMy Ta BMJIUB BiHW Ha NOOMHY Yepes
a6CTpaKkTHY BisyanbHy moBy. OTpumana
CTyniHb 6akanaBpa Ta MaricTpa MUCTeLTBa

y J1bBiBCbKIl HaLlioOHasbHilN akagemil
MMUCTEeLUTB, HaB4yanacs 3a 06MiHOM

y BapluaBchbkilt akapgemii mucteuTs.
Bpana y4acTb Yy YNCNEHHUX MiXKHaPOAHMUX
BMUCTaBKax, 3okpema: Re-Generation,

SLP Gallery, Bepnin; Tectumque 2.0,
Savchenko Gallery, [naHcbk; XBK, My3zel
cyvyacHoro mucTteurtsa Kopcaka, Jlyubk;
Intermezzo, PM Gallery, TbBiB. PesnpeHTka
Martin Roth-Initiative Residency, BepniH;
Culture Moves Europe, lgaHcbk; Gaude
Polonia, Bapluasa; 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
pexncepka Ta MUCTKMHS, ska
npautoe 3 BifeoapToM, iIHCTansILiero
Ta AOKYMEHTanbHUM KiHO. Y CBOiX
NpoeKTax MOEQHYE Pi3Hi Mefia, Mpautoe
3 TeKCTaMu, cTBoptoe iHcTansul. If
po60TN [OCNIAXYIOTE TEMW Nam'aTi,
BTPaTW, TINECHOCTI | TPaBMaTU4YHOro
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AOCBiAY BiHW, aKLEHTYIO4N Ha

B3aEMO[ii 0COBMCTOro Ta KONEKTUBHOTO,
a TakoX MiAKPEeCo4N 3Ha4YEeHHS
iHAMBIAYanbHOI icTOpIl y rMo6anbHOMY
KoHTekcTi. HaB4anacs y Kuiscbkomy
HaLjioHanbHOMY YHiBepCUTETi TeaTpy, KiHO
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Bpana y4acTb y BUCTaBkax: «BignycTka
Ha 6ankoHi» («YkpaiHcbkuii [lim»,
KwiB), «CniBiCHYBaHHS 3 TEMPSIBOIO>»
(«MwucTeubkunin apceHan», Kuis), Fragile
Dream (DSQ Gallery, IlonpoH), Fragile

i Tene6aveHHs im. |. K. KapneHnka-Kaporo 3a | Brutalism (Goldsmith College, JloHaoH),

cneLianbHICTIO «pexuncypa TenebadeHHs».
Kwuse 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 TaKMMW TeMaMK SiK My6AiYHUA NpocTip,
MicbKi mapapgokcu, iHppacTpyKTYpHUIA
abeypa, 3miHa dYHKLIRN, pecarkniHr
i «TUMYacoBi He3py4HOCTI». CTBOPIOE
site-specific iHcTansuii, rpadivHi
po60TH, KYpYE BUCTABKW, MPOBOAUTL
BOPKLUOMNW Ta BUkNagae. Hapopgunacs
y Knesi. 3akiHunna Kneeso-MorunsgHceky
akapemito. BuByana akapemivyHui
MankoHOK | XXMBOMUC Y MalCTEpPHI
OnekcaHppa TiToBa. HaB4anace y niTHin
wkoni Central Saint Martins / University
of Arts London, wkoni nnakata MNeTtpa
BaHkoBa. BUnyckHWUUS WKONW yp6aHiCTUKM
Canactions Studio |. CniszacHOBHULS
npoekTty «Cepis__», NpUCBI4EHOro
YyKpaiHCbkMM MaHenbkam. OTpumana
30M0TYy Mefanb Ha Bapluascbkin 6ieHane
nnakaTty Ta Ha TpieHane nnakaty B Tosimi.

Since we are here (Matepa, ITanis),
«Kpaca Typ6oTu>» (nyéniyHa nporpama
yKpaiHCbKOro naBinbnoHy, 6ieHarne,
BeHeuiist), Ukrainian Contemporary Art
(James Gallery, Hbto-Mopk), Dreamscape

KuiB) Ta iHLIMX.

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

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

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.

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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(Mana ranepes «MucTeLbKOro apceHany»,

workshop. She also studied at the Central

housing in Ukraine. She was awarded first

Recent projects include: ‘Vidpustka na
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A3BiHka MiH4yK. YKkpaiHcbka
doTorpadpka, KOHLenTyanbHa XyAOXKHULS,
npoplocepka i LOKyMeHTanicTka.
Mpautoe 3 LM POBOIO Ta aHANOrOBOIO
doTorpadieto, TekcTamu, Bigeo,
KonaxeM. Y cBoix po6oTax 3ocepenxxeHa
Ha Temi gomy Ta BNAMBY BiiHW Ha
POOVHY, MOBY, BUTUHCTBO, FeHAEpPHi
TpaHcdopmauii cycninbcTea. Jocnigxye
NOCTTPaBMaTUYHUIN CUHOPOM, CoLianbHy
AVHaMiKy YKpaiHCbKOro CycninbcTBa,
NOBCSKOEHHE XUTTS Ta CTOCYHKM.
MeLlukae B YkpaiHi. BunyckHuLUs Kypcy
KoHLenTyanbHoi dooTorpadii PomaHa
MsaTkoBku (2021) Ta kypcy «PosyMmiHHS
doTorpadii» BikTopii MupoHeHko (202(-
2022). Hapasi npoptocye ictopii ang The
New York Times, a Takox cpoTorpadye
ans Der Standard, Die Wochenzeitung
(WOZ), La Croix, The Daily Mail,

Les Jours Ta iHWMX. 3 NoYaTKOM
NOBHOMAaCLUTaGHOrO BTOPrHEHHS
nepeBaxHy GinbLUICTb Yacy npaLoe
BOEHHOIO (POTOKOPECMOHAEHTKOHO.
BopoHouac HamaraeTbCsi BUXOBYBaTH
AoHbky-nianiTka (i He 36oxeBoniTn!)
Ta 3HIMae OKYMEHTanbHUI inbM Npo
MaTEPUHCTBO Y BOEHHUI 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).
XynoxHULS, sika XXuBe i npaLtoe
y 3anopixxi. CTBOpoE pob0TH B TEXHIKax
aKPUIIOBOrO XMUBOMUCY, rpadoivHi
pO60TH BYFiNASIM, NPALIOE 3 TEKCTUNEM
i BULLMBKOO, pO3POGNSIE AN3ANHU
CLIEHIYHMX KOCTIOMIB, CTBOPIOE MPOCTOPOBI
iHCTansLil.

2006 poky 3aKiH4Mna 3 Bio3HaKoo
dakynbTeT AnzarHy y XmenbHULbKOMY
HauioHanbHoMy yHiBepcuTeTi. MpautoBana
AN3aiHepKoo B pekSlaMHil areHLui,
XyAaoxHuueto 2D-rpacpiku B irposin
iHoycTpii B Knesi, ctBoptoBana 60TaHiqHi
intoctpauii. 32019 poky npautoe
Yy NPOEKTaX Cy4acHOro MMCTeLTBa.
Y4yacHUUS YUCIIEHHUX BUCTaBOK
i MUCTELbKNX pesmneHu.iﬁ B YkpaiHi Ta
32 KoppoHOM. li po60oTH € y NpUBaTHUX
Konekuisix B YkpaiHi, MonbLyi, ECToHi,
CLUA, CnoseHii, Yexii Ta Hime44uHi.
32024 poky — y4aCHMLS YNHHOTO
npoekTy «fonocu HeBUANMMX: MUCTELTBO,
MapriHanisauisi i NONITUYHUIN CNpoTUB
y coLjianbHO-eKOHOMIYHOMY KOHTEKCTi»
3a NigTPMMKMN TEXHOMOrI4YHOrO IHCTUTYTY
Kapncpye (KIT) y Bepnini, Hime4y4uunHa.

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
AOKYMEeHTasIbHOro Ta irpoBOro KiHO
3 YkpaiHu. OcTaHHi dinbmun 30cepenXeHi
Ha emoLiisiX ntofen nig, Yac BiMHU —
Hanpuknag, Ha AHOpieBi B «<4opHo3eMi»
(2023), siknit y NepLUnNA AeHb BilHK
Yyepes TeneBizop CTaB CBiOKOM 3arnéeni
Bciel cBO€i poauHK, a6o Ha OpuHi
3 AOKYMEHTanbHOro inbmy «Tu TyT?»
(2023) — nigniTui, SIKa HamaraeTbcs
po3noyaTu opocne XUTTs faneko
Bif, 6aTbKIiBLLMHM, MOKW BCS ii CimM,
BK/FOYHO 3 MOMNOJLLOKO CECTPOIO, XXUBE
nig, o6¢cTpinamn. Mae cTyniHb maricTpa
3 pexuncypu [OKYMEHTanbHOro KiHO 3a
nporpamoto DOC NOMADS. Ha cborogHi
BOHa 3pexucyBana, Cnpoatocysana
Ta 3MOHTYBana NsTb AOKYMEHTasbHUX
i TPW irpoBi KOPOTKOMETPAXHI PiNbMMU.
Takox 6pana y4acTb Y NoHag, Aecstv
KOPOTKO- Ta MOBHOMETPaXHMUX
KiHOMpOEKTax sik aCUCTEHTKa pexucepa,
ornepatopka, NpofaKLLH-MeHeaxkepka Ta
MOHTaxepka. Ii pinbmm 6ynm nokasaHi
Ha kiHodecTuBansx Docudays UA ta
Mykolaichuk OPEN B YkpaiHi, Budapest
International Documentary Festival
B YropwuHi, 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 iHwwx. OBivi
HoMiHOBaHa Ha npemito WARTO Wroctaw
y kaTeropii «KiHO»: 3a pexXuncypy irpoBoro
KOpPOTKOMETpPaxHoro dinbmy «Apa»

y 2023 poui Ta cTana nepemMoxHuLeto 3a
pexucypy irpoOBOro KOPOTKOMETPAKHOTO
dinbmy «HopHozem» y 2024 podi.
JNaypeatka cTuneHpianbHOI nporpamum
micTa Bpounasa y 2025 poui.

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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IpuHa BecuyeTHoBa. [MCbMeHHNLS
i TeaTpanbHa pisvka 3 Xapkosa. CTBOpLOE
noesito, Npo3y, ApamMaTyprito, CLieHapil,
TeaTpanbHi Ta MyNsTUANCLMUNAIHAPHI
npoekTu. MNpaLtoe, 3okpema, 3 Temamm
deMiHiamy, 6ixxeHcTBa, TpaBMnu. Mae
CTYMNiHb MaricTpa CLEHIYHOro MUCTeLTBa
XapkiBcbKOi fep>aBHOI akagemil
kynstypu. CTuneHpiatka MiHicTepcTBa
KynsTypy @paHuii. 3aiicHuna Kinbka
TeaTpasnbHUX NOCTAHOB Y hpaHLy3bKNX
TeaTpax i B MoconbcTsi YkpaiHn y PpaHuii
(LUkraine Inconnue, Lecture Dessinée).
Ii i'ecn «KocmoHasTu» i «<MoHonoru
6i>xeHoK» 6ynu nocTtaBneHi B YkpaiHi,
PpaHuii Ta HimevunHi. Mposa i BipLwi
nyénikyBanucs B XXypHanax Zeitglas,
«Jlerit», Recours au Poéme, anbmaHaci
IHCcTUTYTY nitepatypm im. T.T. LLieB4eHKa.
ABTopka 36ipku noesin «200 rpamis
BipLUiB». 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 CUHMLS. XynoXHULS, NpaLoe
3 XXMBOMUCOM, KOnaxeM, aHiMaLjieto
Ta BULLMBKOO. 3ManboBye B poboTax
apXiTEKTYPHi CNOpYAU, KOHCTPYKLT
Ta NaHAawadoT, akLeHTYo4M yBary Ha
NMOpPOXHeYi Ta 3aHenanocTi LlMX NpocTopiB
i 06'ekTiB. APXITEKTYPHI enemeHTH B ii
po6oTax NocTaoTb AekopaLlisMu MiCbKOro
NpocTopy, @ TeMaTU4HO Ta 06pa3HO BOHA
3BEpPTaETbCs OO OMPUSBHEHHS NMOACBKNX
MOYYTTIB Ta CoLianbHMUX acnekTiB XUTTS.
Hapopunacs B micti CeBepopoHeLbky
(Tenep CiBepcbkopoHeLbk) JTyraHcbKol
o6nacTi. Y 2019 poui 3akiH4nna XapkiBcbke
XYOOXHE Y4UIMLLE 3a CheLianbHICTIo
«BUKNagay xusonucy», y 2023 poui
oTpvmana cTyniHb 6akanaspa B HAOMA
3a creLianbHICTIO «CTaHKOBUN Ta
MOHYMeHTasbHUI Xneonuc». XKnee Ta
npautoe y Kuesi. Ii po6otu npencraeneHi
B APYril eamLii yKpaiHCbKOI YaCcTUHM
Secondary Archive, a TakoX B apXiBHMX
npoekTtax The Sky Is Open. Voices
From Ukraine Ta «YkpaiHa B OrHi»
(Bim Manoi ranepei «MucTeLbkoro
apceHany»). Y4acHULS rpyrnoBux BUCTaBOK
Secondary Archive: Women Artists
in War (Galeria Labirynt, ITto6niH),
«BipuyTTs 6€3nekun» («€pminosLieHTp>,
XapkiB), NnepcoHanbHUX BUCTaBOK
«BippecTaBpyBaTu TPILLUHN Y BUCOXTTOMY
wapi Hemoxnmeo» (Galeria Labirynt,
Jlto6nin). Bpana y4acTb y peanpeHuji
«YkpaiHcbki ekonorii» (gig 1I3ONFLLT
Ta YKpaiHCbKOi MepeXXi JOoBKiNNeEBOI
FYMaHiTapuUCTMKK), Y pe3naeHLii iHiLiaTnsm
MapTiHa PoTa Ta iHWwuXx.

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.

KaTtepuHa Kpoxa. Pexxucepka
Ta XyAOXHUUs 3 [loHeLbKoi o6nacTi,
sKa npaLutoe Ha MexXi HeirpoBoro KiHo,
BimeoapTy Ta TekcTy. BoHa 4yacto
BMKOPWUCTOBYE MiHIManbHi TEXHIYHI
3acobu, 3okpemMa guTsadi kKamepu, Wob
eKcrnepuMeHTYBaTh 3 POpPMOto Ta
nepcrnekTMBo. Y poboTax 38epTacTbCs
Ao Tem nam’aTi Ta pomy. MucreuTBo ons
Hei — Le po3amoBa i cnpo6a 3adoikcyBaTu
Ail, sKi Tak i He BipGYNNCs. Buvana
couionorito Ta nitepatypy, Tomy ii
pO60TK 4acTO BKIHOHAIOTb AOCIAXKEHHS.
MpoTsrom poky cTBOptOBana Bifeo
Ha 3axMCcT NpaB TBapwH. lig yac
Noi3aKM B 30HY 60MOBUX BN 3HSNa
AOKYMeHTanbHUI dilbM «SIK s CBSITKyBana
JeHb pocincbkoi MOBU B XEPCOHi», SKNI

b1O

6yB nokasaHun B YkpaiHi, €Bponi Ta
CLUA. OguH i3 11 KIF04YOBUX MPOEKTIB,
«Mo3zaika», No4YMHaBcs sk rpa, a 3rogom
nepepic y MUCTELIbKUIA 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. YKpaiHCbka
MYNETUANCLMMANIHAPHA XYAOXKHMWLS POOOM
3 YepHiroBsa, XxwuBe Ta npautoe y JTbBOBI.
Mpautoe 3 BizyanbHUMK Mefia: rpadikoto,
XMBOMUCOM, poTorpadieto, BineoapTom,
iHcTansuieto. li npakTuka 6asyeTbcst Ha
pocnipXeHHi NpocTopy, BPasnuBoCTi
NOANHK, NamsTi Ta BiaYyTTs gomy. Po6oTun
4acTO NMOEAHYIOTb apXiTEKTYPHY Ta
NPUPOQHY ChapLnHy 3 TPaaULIMHUMK
TEeXHiKaMU, TEKCTUNEM, NACTUKOM,
nepepobGreHnMm matepianamu,
AOCHiIAXYO4YM B3aEMO3BSIZKN MiX
0Co6MCTUM JOCBIAOM | IPOCTOPOM.
OTpumana ocBiTy B ranysi rpadivyHoro
ausanHy (HauioHanbHuI yHiBepcuTeT
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«JTbBiBCbKa MOMiTEXHIKa») 1 apxiTeKTypu
(OXCLU im LLleB4eHka). MpoposxyBana
OCBITY B Mi>XKHapOAHUX Nporpamax

i Kypcax 3 MUCTeLTBa, YPOaHiamy,
BigeoapTy. Y4acHULS YNCIEHHNX
rpynoBux BUcTaBoK: «Bunapkosi nogii»
B «YKpaiHcbkomy [omi» (YkpaiHa), Dia
Kinets, Greifbar y Saarland Modern
Gallery (Himeu4nna), Casa sugli Alberi
(ITanist), Borderlands (MonbLa),

B Ukrainian House, «lanepei 3I»
(Ykpaina), White Synagogue (MonbLua).
Mana nepcoHanbHy Buctaeky Dwellies
y ranepei Halle6 (Hime4yunHa). Byna
pesnpeHTKoto nporpam Artist at Risk
(MroHxeH), Mulhouse Kunsthalle,
Ukrainian House y Mwemwucni,

y J1bBiBCbKOMY MYHiLMNansHOMy apT-
LeHTpi. CniBnpautoBana 3 opraHisauismu,
LLIO NpaLotoTh i3 TEMaMU KYNbTYPHOT
cragWwmHn, eKonorii Ta couianbHUX
TpaHcdopmaLin.

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 MaTsiwmoBsa. YkpaiHcbka
MUCTKMHS 3 Knesa. Y TBOpPYOCTI LIyKae
NPOCTi, afie NPOMOBUCTI XecTu. Jocnipgxye
cycCnifibHi BIBHOCUHW, IHCTUTYTH,
KONEKTUBHY MamsTb i MOBY. ¥ CBOIX
po6oTax npautoe 3 TpaBMaMu BiHWN Ta
NONITUYHO KPUTKKOIO. BukopucTtosye
nepdopMaHc, TEKCT, Bifeo, 06'eKTn Ta
iHcTansujto. 3pobyna npaBHUYY OCBITY
B Kneso-MorunsHcekin akagemii.
3anuwuna ropuanyHui dax iy 2020
poLi po3noyana XygoXHIo NpakTUKy.
BucTtasnsnacs B YkpaiHi (Mana ranepes
«MwucTeLbkoro apceHany»), Hime44nHi
(Pochen Biennale, XemHiu; Reclaim Award,
KenbH), MonbLwi («/1abipuHT», ITto6niH;
Bunkier Sztuki, Galeria ASP, Kpackis;

Lodz Photo Festival, lTogab), LLBeruapii
(oxyd, BiHTepTyp) Ta iHLIMX KpaiHax.
My6nikyBanacs y BUAaHHSX «YkpaiHa

y BOTHi» («MucTeubknii apceHan») Ta DTF
Magazine (Ne 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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Onena Kyp3senb. XynoxHuus, npauoe
3 XKMBOMWCOM, BULLIMBKOO, OPiGHOIO
NnacTUKoOLo, Bifeo, POTO Ta iIHCTansuji€to.
Temu i TBOPYOCTI BKITtOYAOTh 326y TTS,
CaMOTHICTb, camoigeHTudiKaLlis Ta
PEKOHCTPYKLLis 326yTHX 06pa3is.
Hapopnunacs B micTi FOXXHOYKpaiHCbky
(Tenep lMiBoeHHoykpaiHcbk) Mukonaiscbkoi
o6nacTi. Y 2023-my 3akiH4una HauioHanbHy
aKapemito 06pa3oTBOPHOro MUCTELITBA
i apxiTekTypu B KneBi 3a cnevjianbHicTio
«CTaHKOBWM XXMBOMUC». HUHI XXuBe Ta
npawtoe y Knesi. Bpana y4acTb y npoekTax
DIA KINETS, ranepes «LIE[TIA», [pau,
ABcTpis (2024); «KimHaTa, oe ByMKU cTanm
po 6onto rmyxumn», SPLAV, Kuis, YkpaiHa
(2024); «MATEPIS MATTERS. YkpaiHCbkui
apTTEKCTUNbL», «YKpaiHCbkui Oim», Kuis,
YkpaiHa (2024); «3annyTyo4mch B KOPiHHI»,
ranepes «KYT», Kuis, YkpaiHa (2024);
«[Jo 4yoro cHUTbCS Boga?», «ACOPTUMEHTHa
KiMHaTa», |IBaHO-PpaHKiBCbK, YkpaiHa
(2023); «Popmu NpUCYTHOCTI»,
«MwucTeubkuni apceHan», Kuis, YkpaiHa
(2023); «LLlo moxHa BTpaTUTH, LLIO MOXHa
36epertu» B pamkax cectmparnto «[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 Mopososa. MynsTu-
avcuunniHapHa xygoxHuus. Mpautoe
3 poTorpadieto, Konaxem, MantoHKOM,
CKYMbMNTYPOIO, iHCTansLjieo. Y cBoin
npaKTULi BOCniaXye colianbHy TeMaTuKy,
TEMU reHpepy Ta CamMoifeHTUYHOCTI,
CiMENHMX CTOCYHKIB, CTEPEOTHUMIB,
NCUXONOTIYHUX i MCUXIYHUX PO3NagiB.
Hapopgunacs B Kuesi. Y 2002 poui
3akiH4mna KniBcbkmn HauioHanbHUN
yHiBepcuTeT imeHi M. . OparomaHosa.
32015 poky 3alMMaeTbCs XyAOXHbOIO
npakTukoto. 3 2022 poky XuBse i npaLtoe
mix Monbleto Ta Ykpairoto. fi po6oTu
6ynu npepcTaBrieHi y My3esix i ranepesx
€pponu Ta CLLIA, ony6nikoBaHi
B MUCTELbKUX XypHanax, oTpumanu npusm
(3onoTo, cpibno, 6poH3Y) MiXKHapPOAHMX
doTonpemin. BoHa € FRESH EYES talent
2023, yuneHkunHeto nnatpopmu Futures
Photography, CrinbHotT MYPH. Bupana
0Bi BNacHi KHUMN, 9Ki BKHOYAOTb TEKCTU
i poTorpadii, — «babycs» (2023)
i «5 3Hana, Wo BOHa HiKONMY He MaTuMe
piten» (2024), «Mosi 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 ‘I Knew She Would
Never Have Children’ (2024), “My Mum
Dreamed of Seening the Ocean” (2025).

Onsa €EpemeeBa. MynbTu-
AVcCUMNNiHapHa XYAOXHNULS, Yni TeMU
XYAOXHbOI MPaKTUKN TOPKaKOTLCS
TiNecHocTi, cMepTi, BTpaTu Ta namsaTi.
BoHa pocnigxye cTpax BTpaTtu Ta cnpoby
36eperTtu Te, LLO Llie He BTPayeHo.

A SKLLO BTpa4yeHo, NEPeoCMUCTIUTA I
maTepianisyBsaTu uro BTpaTy. Ii LikaBUTh
AOCNIAXEHHS LUX TeM Yepes Cy6'eKTUBHI
6a4eHHs 1 0COBUCTI HapaTMBW, LLO
nepennitTaloTbeCs 3 LUNPLUMMU iICTOPUHHUMM
Ta NONITUYHUMMN KOHTEKCTaMK, agxe
nam’sTb Ta icTopisl HEPO3ANbHI.
®doTorpadis Bigirpae Baxnmey ponb

y T NpakTuULi 9K iHCTpyMeHT, Lo dpikcye
ManbyTHIO BTpaTy Hanepen, Crnyryrodm
BOOHOYAC AOKYMEHTOM i 0OCOBUCTUM
apxiBom. PemiHiaMm i KBip-nepcnekTnam

€ HeBIAEMHMMU CKapoBMMU T nipxony,
BOYAOBaHI B i MPakTUKY Ta CepenoBuLLIe.
Hapopunacs B Kuesi, YkpaiHa. Y 2018 poui
3p06yna cTyniHb 6akanaBpa 3 rpadivyHoro
An3anHy B KMiBcbkomy HaLioHanbHOMY
YHIBEPCUTETI TEXHOMOTi Ta AU3aliHy.
TakoX BMBYana cy4acHe MUCTELTBO

B KuiBcbkin akagemii megiammncreuTs.

Bun6paHi BUCTaBKM, Y 9kMX 6pana y4acTb:
Looking into the Gaps, Voloshyn
Gallery, Kvii (2024); Women Artists in
War, Labirynt Gallery, lto6niH (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).

Monina MeTpiwwnnHa. KoHuenTtyansHa
XYAOXHMLS, sika NMPaLoe 3 aHanoroBowo
doTorpadpieto, BUKOPUCTOBYOUM
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npoTepMiHOBaHY MiBKY, MaHinynsLii

3 Heto Ta ONTUYHI BUKPUBNEHHS Kamep
ANsl CTBOPEHHS YHikanbHUX o6pasiB. BoHa
AOCNIAXYE BHYTPILLHIN Ta 30BHILLUHIN
CBITW Ntopen, Bigob6paxatoum ix 4epes
MOMEHTMU i pparmMeHTN NOBCIKAEHHS.
Hapopwunacs B XepcoHcbKiv o6nacTi,
YkpaiHa. 2018 poky 3akiH4Mna cakynsTeT
3 Mi>kHapogHoro npasa Y J1bBiBCbkOMY
HaLioHanbHOMY YHiBEPCUTETI iM.

IBaHa PpaHka. Bu4ana dpoTorpadito
camocTiHo Ta y 2023-2024 pokax

y LLIkoni koHuUenTyanbHOI dpoTorpadil
MYPH nig kepiBHuLTBOM Cepris
MenbHideHka. Ii po6oTu ekcnoHyeanmcs
B YNCNEHHMNX rPYMNOBUX BUCTaBKaxX

B YkpaiHi Ta 32 KOpgoHOM, 30Kpema

B [aHii Ha BucTaBLUi «CninbHe TiNno:
MwukonaiBcbka monopa dpoTorpadisi»,
Ta 6ynun ony6ikoBaHi B MUCTELbKUX
BMAaHHsIX. Y 2023 poui BoHa
npeseHTyBana poTo3iH «ABaHrapgHi
pianorn Ha Bonkax» y J1bBiBCbkOMy
apT-UeHTpi. OCHOBHI TeMM il NpaKTUKK:
0COBUCTICTb, BHYTPILLUHI NepexXnBaHHs,
B3aEMOLiS TFOOMHWN 3 HABKOSTULLHIM
CBIiTOM.

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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HOnis OJaHunescbka. [MNpencTtaBHMLS
NOKanbHOI XePCOHCLKOI XYOOXHbOI
CMiNbHOTU, CTBOPIOE rpadpidHi po6oTn
Ha KaxnsiX, 3aMMa€eTbCs BULLIMBKOMO
Ta XXMBOMUCOM. Y CBOIX MUCTELIbKNX
npaKTMKax npawtoe 3 TeMamm CaMoTHOCTI,
HacuNbCTBa, AUCKPUMIHaLi, iIHaKLIOCTi.
Hapopgunacs B XepcoHi. 3 2017-ro
Mmana Kiflbka NepcoHanbHUX BUCTAaBOK
y Myzei cyqacHoro mucTeuTBa XepcoHa
im. CTtaHicnaea Bonssnoscbkoro.

3 noyaTky NoBHOMacLUTabHOro
BTOPrHeHHs nepebyBana B 3axXOMneHoMy
pocisiHamu XepcoHi. BoHa maixe
oppa3sy NoBepHynacs A0 XYAOXHbOT
NPaKTUKKN — T MantoHKKN Ha 6inmx Kaxnsx
306paxatoTb CIOXKETU i3 XUTTS Ha
OKYMOBaHWX TEPUTOPISIX, 3a3BUYaN Le
6yKBasnbHe 306paXxeHHs HaBKOMMULLUHbOI
OiMCHOCTI, @ iHofi — ipOHiYHa rpa cnis

i o6pasziB. bpana y4acTb y doecTmBansix
cy4acHoro mucTteuTtsa: Piazza Ukraina

y Mexax BeHelLincbkoi 6ieHane (BeHelis,
ITanisi, 2022), ART WAR y mexax NpoeKkTy
BIRUCHIY-TRANSCARPATHIA 022
(Bapwasa, MonbLua, 2022), Insomnies

en Ukraine (Bptoccenb, Benbris, 2023),
RECORDS OF RESISTANCE (O6eprayzeH,
HimeyvunHa, 2023), «Tin sik?» (KuiB, YkpaiHa,
2023), «Hawwi poku, Halwli cnoBa, HaLui
BTPaTW, HaLli NowyKu, Hawi mu>» (JTbBiB,
YkpaiHa, 2023), Freefilmers Mariupol
(IHHC6pPYK, ABCTpis 2023), «Bac BiTae
Myzelt cyqacHoro mucTeLTBa, XepCoH»
(NeBiB, YkpaiHa, 2024), Secondary Archive.
Women in War (JTro6niH, MonbLia 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).

FOnis NMiHHiK. AKTOpKa | He3anexHa
TeaTpanbHa pisgyka. OCHOBHUA MUCTELbKUM
Mefiym — TeaTp, KU BBaXae NpakTUYHUM
BTineHHsM dinocodii. HesanexHun
TeaTparnbHUIN CEKTOP Ans Hel —
nabopatopist 3MICTiB i LIHHOCTEN, NPOCTip,
He OBTSIXKEHUN KITaCUYHUMU iEpapXiaMu,
LLIO Ma€ noTeHLian gis CMiNnMBOCTI, CUnu,
a TaKoX YYTTEBUN Ta iHTeNeKTyarnbHUM
pecypc Ans 3apaHHs TOHY a6o, iHLWMMHK
CroBaMu, NEPEOCMUCTIEHHS KYNETYpPU
Ta POPMYBaHHS CMOMYYHOT TKAHUHW,

Lo o6'egHoe CinbHOTU. Y CBOIX
po6oTax POKYyCyeTbCS, 30KpeEMa,

Ha Temax XiHo40i conigapHocCTi Ta
nparHe NepeocMmCnioBaTh NOBEMiHKOBI
CTepeoTUNMN Yy penpeseHTaLlii XiHo4Ynx
NMepCOHaXOoK Ha TeaTpanbHii CLEHI.
BunyckHuuUs marictepcbkoi mporpamu

«TeatpozHaBcTBO» B JIHY im. PpaHka.
Mpautoe B TeaTpi «Hadpta» (Xapkis)

i TeaTpanbHoMy Kny6i «Hawwi» (Kuis).
CniBnpautoBarna 3 TeaTpanbHUMK rpynamu
Hooligan Art Community (Hime44una),
Slovo. Theater Group (CLUA), Grotowski
Institute (MonbLla), Theater am Lend
(ABcTpis) Ta iHLIMMMK TeaTpanbHUMMK
KONEeKTMBaMM Ta MPOEKTaMMU.
CniBkypaTtopka TeaTparnbHOi rpynu
«TiHboBa» (KuiB). JlekTopka i BUknagayka.
Sk TeaTpasbHa 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 lvan
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

PesupeHuis

Banepis KapnaHb, MapuHa MapuHidyeHko — doacuniTatopku
OkcaHa BptoxoBeLibka — KypaTopka, JleKTopka

KatepuHa SlkoBneHko, Jlia JocTnesa, Arina OMUTEpPKO,
OneHa MaTBil4yk — OHNalnH TEKTOPKM

Uany i Jlevnuur

Martiac KnanHwHiTrep, Xonyn bigak, Mavik Mionnep — sopkLuonu B Llanui
KpictiHa PacmaHH — nporpama B Jlennuury

Haranis Onidpeposuy i Codpist PepoToBa — fornsp 3a OiTbMU y4aCHULLb
AHppea Xincep — keTepiHr, Llan,

Alte Nudelfabrik Zeitz — npocTip pe3vpeHLuii i nepcoHan

MRI

Marik Mionnep — ronoea MRI

Mapis BoprcoBa — KOOpAVHATOPKa MPOEKTY
LLlaxa6 Cebrxatynna — aCUCTEHT MPOEKTY
MenaHi Llym6aHceH — KepyBaHHSI MPOEKTOM
IBeTT Pakn — KOMYHiKaLinHa 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 Ramann — 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
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Lla 36ipka € pesynbTaToM NiBPiYHOT MUCTELLKOT pe3naeHuil ans
YKPaiHCbKNX MUCTKWHb, SKi HWHI, Mg Yac BilHW, XXMBYTb i MpaLoloThb

B YkpaiHi. Cepepn HWX — BidyasbHi XyLOXHULi, TMCbMEHHULi, nepdopmepkn,
Ti, XTO MpauiotoTh y Teatpi # KiHo. YacTMHa 3 HMX — mepeMilleHi ocobun,
O 3MyLUEHI Bynn mepeixaTu B iHWIi MicTa YKpaTHy BHACNifOK POCINCbKOT
arpecii i okynauii. PeangeHuis, opraHizoBaHa IHitiatneoto MapTiHa PoTa,
cnoyatky BigbyBasacb OHIANH, @ 3rofOM MPOLOBXMUIACh Y BUTNSAI
ocobuncTol TuxHeBOoT 3ycTpidi B HimeuuunHi. Cnisnpaugs i cniBxutTs y
He3neyHoOMy NPOCTOPI CNPUAIM HOBIM AMHAMILi TBOPYOCTI Ta 0OMIiHY
LYMKaMU, a TakoX YMOXJITMBUIIM BUHUKHEHHS CONiAapHOT deMiHicTUUYHOT
cninbHoTU. MucTeubki poboTn, CTBOPEHI Nig Yac pesuaeHLii, BTinnmamch
y Lo cnifibHy nybnikauito, gka He fuLie 3bupae pa3om NPOEKTH BCixX
yyacHuWLUb, ajie Takox pedrekcye JOCBIA 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.



