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Foreword

In the depths of human conflict, beneath the visible currents
that shape our perception of war, lie the powerful
undercurrents — feminist stories, voices, and standpoints
that often go unheard. Gazing from above the surface, one may
not notice the undercurrents nor realize their potential
andimportance. It is only upon submersion that one encounters
their profound power. When moving against the tide, one may
be dragged into the intricate context by the undercurrents —
an exhausting experience that offers as areward amore
critical and rounded perspective, taking into account the pulls
of power relations. Embracing undercurrents poses no threat.
The real danger is being persuaded by the rip tide

of romanticization away from the shore, distracted from

the truth, deprived of agency. Manipulating the stories

of others, prioritizing aestheticization, and captivating plot
twists are all part of the rip tide. The stories, voices

and movements from below form the undercurrents.

Undercurrents submerges itself in the hidden realms of war,
sensitively unveiling the experiences of women* in the context

of russia’s full-scale military aggression against Ukraine.

The contributors of Undercurrents have all taken partin the Her* Gaze
program, a multifaceted two-part artistic residency and mentoring
program coordinated by Goethe-Institut Ukraine and Feminist
Workshop that took place in mid-2023. They have thereby
undergone an intense collective process of deconstructing

what it means to be feminist artists in a time of war and learning
how to ethically engage with the traumatic stories of women”
impacted by war. This often overwhelming process of learning

and unlearning is ongoing and extends beyond the framework

of Her* Gaze or even the timeline of the war itself. In this way,
Undercurrents represents the seemingly impossible task

of attempting to preserve what remains in fluid motion.



Her* Gaze consisted of two interconnected yet paralleled
programs — a summer residency for young Ukrainian feminist
artists, as well as an online laboratory for artists from Ukraine,
Poland, and Germany. In the online laboratory program,

10 artists met across 5 months to collectively interrogate
documentation, interview material, and archival projects
developing around russia’s war in Ukraine. Within the offline
youth residency, participating artists convened for one week
in a sanatorium in Truskavets in Western Ukraine in the summer
of 2023, creating a space where they could exchange feminist
perspectives on the war and collectively question how

this period has givenrise to new possibilities and obligations
of solidarity. Both sides of Her* Gaze have been united

by the impulse to learn and implement ethical artistic methods
of engaging with the stories of women* impacted

by russia’s war against Ukraine.

Undercurrents reflects on the position of feminist experiences

and selves inrelation to history and in the context of Ukraine.

This process involves the identification of shared narratives

and the consideration of their position within not only history

but also the archives themselves. The undercurrents may lead us

to ask: why are queer archives ofteninaccessible? What alternative
spaces could we use to document herstories? Who writes these
stories, and how will they be interpreted by those from different
literary and visual backgrounds?

Inspired by the words of Chela Sandoval, we scrutinize the mediation
of views, recognizing the power dynamics inherent in visual
representation. How does one gain access to represented narratives
and exist inlight of the archive, thus becoming a part of history?

To be described s to be immortalized. Or, if our consciousness,
rooted in temporality, prevents us from conceiving a non-cyclic
infinity of time, how do we secure a place in the memories of others?

As a publication, Undercurrents itself serves as a place to collect
notes from discussions and dialogues that arose during the Her* Gaze

online laboratory, embracing a comprehensive approach to address
distinct socio-political dynamics and histories of inequalities.
Incorporating reflections on the attitude towards anger proposed

by Audre Lorde and the notion of militarized feminism addressed

by bellhooks, Undercurrents challenges not merely the idea

of depicting violence, considering the multifaceted nature

of oppression. Rather, it acknowledges and confronts violence

as an element within the diverse web of inequalities, acting

with caution, following Susan Sontag’s warning to avoid ‘tele intimacy
with death and destruction'. What has emerged from the process

of developing Undercurrents are sketches, fragments,

and works in progress that intentionally leave space for further
reflection to be built in dialogue with the reader.

Beyond the dominantimages, stories, and currents of war,
Undercurrents signals the feminist social movements and processes
of collectivization that develop from underneath.

Inits paper format, this printed publication, much like its content,

is delicate yetresilient. As an object, Undercurrents mirrors

the intricate process of Her* Gaze, where the nurturing of empathy
and vulnerability in each artist has led ideas to sprout, fade,
andresurface, evolving in non-linear ways. Paper can be torn,
folded, scrunched, and burnt. Vulnerable emotions make us easily
destructible. Yet, with care, vulnerability is generative. Furthermore,
when pages are bound together, they become stronger. Similarly,
inner spaces of vulnerability, when drawn together and collectivized,
foster movements. Undercurrents is more than just a collection

of pages; it is a vessel carrying the weight of human vulnerability,
resilience, and empathy. The zine hereby attempts another
impossible task: capturing the complex relationships between
non-linearity and vulnerability that have arisenin the process

of developing Her* Gaze online laboratory. The publication itself
must not be seen as an ending, but rather part of the surging,
growing undercurrents; larger feminist movements that resist
patriarchal gazes and gazes that seek to essentialize Ukraine,
Eastern Europe, or the war itself.



During these turbulent times of war, identities and representations
have evolved into both shields and screens when confronted

with adversity. Within the pages of Undercurrents, we explore

the impact of war on developing new avenues of visual
communication andresistance against the troubling trivialization

of collective grief. We question how narratives are shaped

and whose stories are told, understanding that the act of storytelling
itself can be an act of resistance. This investigation invites us to see
how the hidden currents of conflict shape our narratives, identity,
and community.

Between these fragile pages are the feminist visions

of amore empathic world in which the traumatic experiences

of women™ impacted by war are recounted ethically in order

to grieve in collective and transformative ways. As we turn

the pages of Undercurrents, we become an essential part

of the continuation of the stories that it contains. We enable

the formation of stronger tows and tides below the surface,

and the endurance of the undercurrents as they live on, evolving
into new shapes, echoes, waves, and kinships.

Valerie Karpan, Maryna Marinchenko and Oliver Dougherty
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During these turbulent times of war, identities and representations
have evolved into both shields and screens when confronted

with adversity. Within the pages of Undercurrents, we explore

the impact of war on developing new avenues of visual
communication andresistance against the troubling trivialization

of collective grief. We question how narratives are shaped

and whose stories are told, understanding that the act of storytelling
itself can be an act of resistance. This investigation invites us to see
how the hidden currents of conflict shape our narratives, identity,
and community.

Between these fragile pages are the feminist visions

of amore empathic world in which the traumatic experiences

of women™ impacted by war are recounted ethically in order

to grieve in collective and transformative ways. As we turn

the pages of Undercurrents, we become an essential part

of the continuation of the stories that it contains. We enable

the formation of stronger tows and tides below the surface,

and the endurance of the undercurrents as they live on, evolving
into new shapes, echoes, waves, and kinships.

Valerie Karpan, Maryna Marinchenko and Oliver Dougherty
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Anyalvanenko (Ukraine) | AHHa IBaHeHKoO (YkpaiHa): Seri/graph

Inresponse to the ongoing full-scale invasion, Anya lvanenko (she/her)
documents a new stark reality. Through the medium of comics,

in collaboration with partner Jenya Polosina, they preserve and present
this shift. Their work delves into the struggles faced during the power
outages resulting from russian missile strikes in late 2022 and early 2023.

With a focus on feminist topics, Anya leverages her art to address
societal disparities. Projects such as ‘Stemis Fem,' celebrating Ukrainian
scholars, and ‘Entering Politics: Not Alone, shedding light on women'’s
underrepresentation and the challenges they confront, demonstrate their
dedication to social change. The artist’s work serves as a testament

to documenting her community’s history and navigating issues of gender
and social equality during times of war.

_

Contributing to Undercurrents acts as an opportunity for Anya to engage
in dialogues and share her insecurities, as well as learn insights from
colleagues from abroad. Therefore, these conversations played a crucial
role in shaping the narrative that Anya and Jenya wanted to convey

to the audience.

PR AP P

Anya, together with seri/graph partner Jenya Polosina, created a short
graphic story that reflects their joint work on the representation
of military women.
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Jenya Polosina (Ukraine) | >KeHs [NonociHa (YkpaiHa):

Prior to the full-scale war, Jenya Polosina (she/her) was immersed

in social issues, and actively participated in events such as Kyiv Pride,
the pro-choice march, and women'’s rights demonstrations in Ukraine.
She chronicled these events through graphic reporting. Now, her focus
has primarily shifted towards projects related to the war.

From the onset of the full-scale invasion, she has been creating posters
and illustrations in order to document the events unfolding around her.
One standout work is the zine ‘IDP (Internally Displaced Person) — Again.!
This publication compiles graphic interviews that delve into the life stories
of individuals forced to flee their homes, livelihoods, and lives

a second time due to the war.

During the program, Jenya shifts her attention inward, self-analyzing

her experiences of inadequacy and shame for not doing enough.

Her interest inrepresentation focuses on the comments that often
permeate discussions about the war for freedom and against occupation.

In collaboration with her partner Anya lvanenko (seri/graph), Jenya
co-created a graphic narrative that mirrors their collective efforts
inrepresenting women in the military.
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WHY DON'TYOU ENUST? ——

—— OHFUCK, WHAT A QUESTION,

e [ DON'TKNOW HOW TO ANSWER THS, b
EVERY ANSWER SEEMS INSINCERE. ~ )

| | GUESS !MUSING MY SUPDEN FEMALE PRIVILEGE, ;
\__— | HAVETHE CHOICENOTTOJOIN THE. ARMY. \

INCLUDINGTHOSE NOT ON THE FRONT LINE
| KNOW., FOR NOW, | (AN CHOOSE -

TO CONTINUE WITH MY CAREER, —
| CAN LEAVE THE COUNTRY WHENEVER | WANT
AND | HAVE THE PRIVILEGE

NOT TO WORRY ABOUT MY PARTNER.

JUST LIRE YOU.

T WHY DONTYOU ENLIST? /

IMAFRAD. g

THERE ARE MANY PROFESSIONS INTHE ARMY, \is
}ll

|

|
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WHAT KIND OF SRYING IS THIS,
o "WARIS AMAN'S GAME'?
" WHATDOES IT EVEN MEAN?

,'/

/
IF WE REEP WAITING AT HOME DOING NOTHING,
WE'LLEND UP IN OCCUPATION. WHERE'S THE WAR
_. OF LIBERATION INTHIS STORY? AND WHY DO
WOMEN HAVE NO AGENCY iN IT? SHOULD | NOT

CARE WHETHER MY COUNTRY 1S A DEMOCRACY OR
ATYRANNY AS LONG AS I'M RAISING CHILDREN?

—

X
\

. SOMETIMES iT SEEMS TO MET WOULD BE EASIER
_FORMANY PVBLIC INTELLECTUALS IF WE ALL

SIMPLY DIED ALREADY THAT WAY, THEY WOULD

NOT BE TORMENTED BY THE QUESTION

OF RECONCILING THE CONCEFTS OF PEACE

AND WEAPONS AND REMAIN

“THE ONES WHO ADVOCATED PEACE"

INTHEIR OWN IMAGINATION

I THINK IT COMES FROM STORIES WHERE MEN

WENT T0 INVADE FOREIGN LANDS

(ORTO, REALIZETHEIR GOVERNMENT'S

AMBITIONS TO STEAL RESOURCES FROM

ANOTHER COUNTRY), AND WOMEN WAITED

AT HOME FORTHEM TO RETURN ALIVE. —

IT COMES FROM THE IDEA THAT MALE VALUES
ARE ABOUT POWER AND STRENGTH WHILE h
FEMALEVALUES ARE ABOVT FAMILY AND CHILDREN. \

/

IT'S THE SAME THING AS “"NO WEAPONS —NO WAR'.
WE'VE SEEN ENDUGH TO UNDERSTAND THAT IF
VHRAINE GETS NO WEAPONS THERE WILL BE NO
UHRAINE. "

T

PEACE AT ANY PRICE, WHERE THE PRICE IS US.
EXPRESSING CONDQLENCES AFTERWARD

|$ EMOTIONALLY EASIERTHAN SUPPORTING
AN ONGOING FiGHT.

« => v A

<

> ThisPC > Local Disk (E9) > Her* Gaze > Comic 2




« = v 2 |]> ThisPC > Local Disk(E9 > Her* Gaze > Comic 3 vlo

MEN'S GAMES... MAYBE iTﬂLL STEMS FROM

THE IDEA THAT MEN, HAVING PLAYED WITH

TOY GUNS AS CHILDREN, WILL FEEL ABSOLUTELY
NATURAL INTHE TRENCH? WHILE WDMEN, GENTLE
CREATURES THEY ARE, WILL NOT UNDERSTAND HOW
TO DISENGAGE THE SAFETY? | DON'T THINK ANY OF
MY MALE FRIENDS ARE MORE COMFORTABLE (N
THE TRENCHES THAN | WOULD BE.

_THERE ARE 60,000THOUSAND

FEHALE MILITARY PERSONNEL (N UKRAINE

/" THE ARMY 1S NOT HOMOGENEDUS, THEY SERVE

/ EVERYWHERE, BOTH IN HEADQUARTERS AND N
[ COMBAT POSITIONS, ON A PAR WITH MEN.

| WOMENFILL S0 MANY ROLES NOW.

B WHATIS YOURROLE? —

= NOT DOING ENOVGH




<~ = v 4 |g|> ThisPC > Local Disk(E) > Her*Gaze > Comic 4 vi®)

UNTIL FEBRUARY 24,
—— | CONSIDERED MYSELF A FHCIFIST

ISTILL CONSIDER MYSELF A PACIFIST, ——

_— WHO SAYS:"WE NEED MORETANKS' 1)

[ THINLTHE FURTHER AWAY FROMTHE BATTLEFELD
TOU ARE, THE MORE ABSTRACT THE CONCEPTS

OF "PEACE" AND "WAR" BECOME. T
IT'S ERSY 70 BE A PRCIFIST WHEN YOU DON'T HAVE

TO (ONSIDER THE PROBABILITY OF BEING SENT

e

\ TD THE FRONTLINE It A MONTY, A YEAR, DR FIVE.
OR WHEN THERE ARE NO ENEMY TROOPS
\ A FEW KILOMETERS FROM YOUR HOME .

3

N ”
 THOSE "YES TO PEACE, YES TO DISARMAMENT
SLOGANS ARE COMING FROM PEQPLE
WHO NEVER HADTO CALLTHE(R RELATIVES
[N AN OCCUPIED VILLAGE .
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Amanda Priebe (Germany, Canada) | AMaHga Npi6e (Hime4umHa [ KaHapa):
Feminisms, published in 2022 by Haymarket Books. She also contributed

directly to intersectional feminist movements by developing campaigns

and illustrations for groups such as 8. Marz Bundnis, Berlin Women'’s

March, and St. James Infirmary (a health and safety clinic for current

and former sex workers in San Francisco, USA), and showed work

an art editor and cover designer for the two-volume collection Abolition
at the Chouftouhonna Feminist Art Festival in Tunis, Tunisia (2018).

aspects of promoting radical social change. Anillustrator, printmaker,
and writer, Priebe has harnessed her skills for both explicitly feminist
publications and for activist campaigns. For example, she worked as

Her work tends to be grounded in an intersectional feminist perspective,
evenif itis less explicitly articulated.

Amanda Priebe (she/her) believes that art and design are integral




Because I exist as a female coded body (only one target
among so many possible others), I know that the gaze is
never neutral, but can mean validation or violence,
depending on where we both are standing.

Where does my gaze fit into this project?




I am trying to listen more than I speak, and more than I look.

I am reaching for the words (and gazes) of others, learning
and unlearning; trying and failing and trying again at what
it means to be in solidarity and struggle together across our
vast differences in experience.

In To See in the Dark: The Nakba and the Landswept Way of
Seeing, visual theorist Nicholas Mirzoeff writes:

“To adapt Ruth Wilson Gilmore's aphorism that “freedom is a
place,” solidarity is also a place. To be in solidarity, I

need to know where I am from..the goal is and was not simply to
replace one gaze with another but to open segregated spaces to
visible relation. It is one practice of freedom among others,
not a rule-the law of the gaze long theorized in visual culture
should be abolished, not reworded.”

The solidarity I hope for is not a scarce resource to be fought
over in a zero-sum struggle, but a connection of struggles. It
does not mistake seeing (or being seen) with understanding, and
has as much room for the necessity of opacity as desire for
visibility. It is a place in the way relation is a place

— somewhere we meet to offer what we have.






Joanna Skupinska (Germany | Poland) | MoaHHa CkyniHcbka [ (Hime4yumnHa | MonbLya):

The practice of Berlin-based Polish multidisciplinary artist Joanna
Skupinska (they/them) spans installation, performance, sound

and multimedia. Motivated by the desire to uncover histories that have
intentionally been erased, Skupinska'’s practice is directly influenced

by feminist and queer theory, using their own artistic voice to articulate
nuance and complexities. Coming from a country whose history

has always been intertwined with that of Ukraine, Skupinska has found
it especially necessary not to ignore russia’s invasion of Ukraine

in their work. This has led them to collaborate with Ukrainian artists such
as Marichka Lukianchuk, contributing to the cinematography of her 2022
film Between Before and After, which tells the story of someone fleeing
war in a dream-like manner.

In the context of Her* Gaze, Skupinska has been interviewing female
Ukrainian refugees from their surroundings, with particular sensitivity
towards the themes of place, movement and a sense of belonging.

Their contribution to Undercurrents is titled Liza, Lyubov, Marichka

and includes fragments of these interviews, and a reflection on an exchange
with their classmate in their German language “integration course™.



2 July 2023, Plymouth, UK - a photo Liza sent me after the conversation.

It's a hot, summer day. Liza proposed that we sit in the Luisenstadt cemetery. While
walking there she tells me that graveyards are her favourite parks in Berlin. We
stop next to a tree where a squirrel plays, we take pictures and giggle. We are

acquaintances, friends of friends. She is quite exuberant and | am more introverted,

to make use of the words she described me with, a mismatch of temperaments.

But from the few meetings we've had, | know things haven't always been easy for
her. In the course of our conversation today, | ask if she feels connected to the

word: refugee”.

I don't know if I'm representing myself as a refugee because like, | feel that I'm so
lucky, first that I'm alive still, after all these things. The second - | still have my family
alive, even [though] we are not in touch, or in touch... still, it's a huge luck... | can live
and be happy because of [the] hugest support of people nearby. | still have my
choice, a lot of visas everywhere, like all this ability not to be in a floating prison, or
not to be imprisoned in Russia, or | don't know.... Yeah, so maybe | am like | think, a part of
me for sure is a refugee, because like, | moved so many times, not because | wanted
to; but maybe a lucky one.

And would you have like a definition... of what a refugee could mean to you or not?

Maybe a person who went through “the depth’.. that they are able fo go that high

with their emotions, because they were so like... they were traumatised so much,

that they [are], literally, able to feel more happy for a simple thing. [in compearison

to] everyone else who [is] just like on a plateau with emotions. Yeah... this is for
sure.
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the sentence reads: you won't pass the exam because of me

Lyubov (Jliobos) means love in Ukrainian. She showed me@on her phone
one day when we were practicing the oral exam, which marks the culmination of
the integration course. Lyubov is almost twice my age and we are often sitting
next to each other during the language class. | don’'t know much more about
her. Some pictures of her daughter, grandchild, balcony. Even though some
say that our mother tongues have 70% words in common, we don’t speak one
that we both feel comfortable in. | feel like, somehow even after years have
passed, in this situation, we have returned to exercising the fears and quirks
that we've been accustomed to as school kids. Lyubov tends to check her
answers with a classmate before we check them with a teacher. Sometimes
she has a correct answer, but looks into my textbook and my answer leads her
astray. Then she'’s annoyed, saying she had the correct answer. However, it
seems like this experience does not reassure her of her skills.



Here’s the sun for you, said the man with the cockade on his cap
and pulled out a nickel that looked like a tiny sun.
And here's the road for you. he made a few steps to the right
and drew the edge of it with the toe of his boot.

To help you feel cheerful—tum on these tape-players and radios,
pick up these raitles

and bang them, bang them against your heads.

To avoid getting thirsty or hungry—

listen to the lectures and watch these popular films
about how happily you will all live

once you make it to the hereafter.

To avoid the rain dripping

down your necks—

remember:

every downpour

eventually ends

even the flood

from the windows

of heaven.

When you are cold—start singing these songs.

He handed out a sheaf of stamped lyrics

(approved by the censors for singing

in groups of two, three,

and even more voices).

When you feel that you need to rest,

leamn to play this exciting game about war:

imagine the enemy all around you,

they have come to rob you of your blissful existence.
In a word, shoot at them, throw yourselves

onto machine gun nests

and fall under tanks.

Just don't start running, he added.

Our kind benefactor!

Who would want to run from this paradise?

we cried in unison

as we struggled to see into the eyes

under the beak of the cap:

they looked like two drops of quicksilver.
Vasyl Stus

Translated by Bohdan Tokarsky and Nina Murray

| ask Marichka about the beginning of the Russian Invasion in Ukraine in 2014. |
wonder if the war in the east of her country produced a lot of anxiety in her, she
says:

somehow, like, | was always quite resistant to it... in a sense that, like, when you
maybe learn the history of Ukraine and hear from your... like from other people
around who are older than you, all about, like, Chemoby! or the, like... the first
years after the USSR, or, like, the whole, whole like traumas - | think, and killings,
and, like, what it was in USSR. You kind of become resistant... in a sense that. it's
not like your world is a paradise, and then this happens... And so, | think when |
wanted to move abroad, | wanted to move abroad, like, for my studies, for personal
reasons, it was not on my mind that my country is in war, so that's why | need fo do it
It was like... a part of reality.

Marichka invites me to see the film Swan Lake: The Zone by Yuri llyenko.
The film opens with a scene of a man running away from a forced labour camp. He
hides in a tin statue shaped in the form of the hammer and sickle. From a refuge, it
turns into another prison of his. We follow his journey from one captivity to another.

The narrative seems to spiral claustrophobically.

Marichka tells me: / think Europe in general is still very influenced by Russian
propaganaa, that was built up by centuries... And it took [from] us — and is taking
[from] us — a lot of blood... literally and metaphorically... to decolonise ourselves
from that perspective, and to uncover our history and our narratives. And people
from abroad realise that less sometimes. Or like... for example, my friend from
Ukraine - who lived in France - she moved back to Ukraine, because she also just
didn’t manage to be in that surrounding... She is an artist and, like, the exhibition
opportunities (...) that she was proposed were actually all in this relation of: "let’s
unite the brothers that had a fight”. Why not? “Let’s unite the Eastern” like, you
know this thing?... and that is the most like, offensive thing you can do.
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Ola Wasilewska (Poland) /| Ona Bacinescbka (MonbLya):

Ola Wasilewska (she/her] is a versatile artist who transitioned from
illustrating feminist poetry books and layout design to animation

and digital storytelling. She has created rebellious videos that accompany
the poems of prominent young Polish writers, often incorporating archival
footage. In addition, she has produced videos for Polish translations

of Ukrainian and German poems.

As an active member of the feminist eco-community in the Jazdow
settlement of Warsaw, Ola collaborates with various non-governmental
organizations. She uses the female experience as raw material for her
artworks, tracking it through poetry, literature, photography, and graphic
novels. When there’s a gap in the representation of these experiences,
Ola and her fellow independent artists work collectively to fill it with their
own art.

Currently, Olais working on her debut graphic novel, which explores
childbirth experiences abroad as a coming-of-age story. It touches upon
women'’s health, reproductive rights, and foreign languages.

In her work, Ola addresses the reproduction of images of war,

the expression of the inexpressible, and the communication of experience.
She often explores the subject of motherhood, particularly in times

of war, to connect with her personal experiences.

Her* Gaze provided an invaluable space for reflection. Ola was particularly
inspired by the ideas discussed with Lesya Kuchynska on the ethical
questions of representing the violence of war and the readings she shared.




Wednesday 11:29 am

-

Ola Wasilewska

Hello Leral | am glad to finally say hi to you!
| got to know you quite a bit through your
amazing work which inspired me a lot
and gave me an insight into the topic

of motherhood in times of war.

N

| am working on two projects:

a font and a series of illustrations with text.

I based the shapes of the font on your

Instagram pictures and reels depicting your experience of pregnancy
and motherhood. From beautiful dancing while pregnant

to breastfeeding your baby boy in the shelter. The letterforms

are purposefully combining the bodily beauty of this experience

and of the bonding with the destruction of the home and landscape.

I will send you my sketches soon. They depict my process along with
some of the finat letter shapes.

X

1:35 am

7 o

The second project is illustrations of some of the stories you collected for your
podcast. These contributions are very powerful.| chose 2 stories and am still
deciding on the third. | want to illustrate some excerpts from them. Each story will
be two pages (a spread), just one frame. POV a new mum distracting herself from
the war through a new hobby. One is stockpiling and making pickles for the winter.
Her story is fragmented and scattered among piles of shredded cabbage.

The other took up sewing. We can see her hands busy among sewing scraps.

I am still working on sketches and composition of those. Also, | need to choose

a third story. Once | do that, | would love to hear your thoughts on this and also ask
you if you could reach out to your anonymous contributors and ask them for their

consent. | would really want to make them feel comfortable with me using their
5 stories. o

1:36 am

Once | send you my work on the font based on your curated choice of Instagram
uploads, | would love to hear your thoughts on that!

All the best from Budapest!
Ola Wasilewska

12:46 pm

\ Lera Shyrokova

I m so excited about all your art and stories:)
Sure, it would be great to see it!

Share please )

| was trying to share in my instagram photos only that which is not connected
to war, so im surprised you found theml)) probably war is everywhere
in my social media)

Anyway, everything you re saying is interesting. Lets see)

/

Saturday Tl am

Ola

Hello Lera, let me share with you my work.
It is still work in progress but | want you to
be updated about it

11:24 am
N \

Lera
Yup, hi. | m waiting)

7

o
[sCERteRolEICERCIE MR DIred by the topic of motherhood in times of the war.

RCElelU =IO N gl [alias™e 10! and podcaster Lera Shyrokova's Instagram visual
rmaterial (as a self-curated archive of her experience as a young mother in Kyiv) and
one episode of her podcast where she collected stories of other Ukrainian mothers

The name of the font, NeRomantyka, is a quote from one of the mothers:

«Lle Halua HepoMaHTKKa BiliHK» ([EN: This is our own non-romance of war/ PL:
To jest taka nasza nieromantyka wojny).

The process: after gathering the material from Lera's Insta, | simplified her pictures
into general shapes and drew along lines and curves to convey the sense of bodily
transformations during pregnancy, the physical bond with the baby, the broken
and limited landscape of shelters, the loss of home and safety when breastfeeding
in the basement during air raids. Respecting her as a person, | wanted to treat her
material with kindness and not expose any details about her experience. Faces
and locations are not visible in my work. My hand was guided by the abstract play
eifillslsi®= Rl contrast in her selfies combining both the joy of motherhood,
exh&$ Clalshterror of war. | was especially fascinated by the transition from

the ting sEElee — with the threat of the attack always imminent but somehow
[eleR IRt O @IETEs) \adow everyday life — when heavily pregnant Lera dances sensually

BlRErable creature, her baby son.




The historical moment, both in her personal biography and in the history of Ukraine,
called for another context. Some characters of the typeface are inspired

by the letters found in the Open Society Archives clip from the 16th of July 1990
Declaration of State Sovereignty of Ukraine. Their accidental presence in the video

is given a spotlight in my project that tries to find a link between the State

\and the Individual. P

uploaded 34+ images...

—— = e = e e = — ———

_DisLAvEORE, |
DISPLAY FONT
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DISPLAY TONT

PISRELAY FONT

DISPLAY FONT
~ DISPLAY FONT

11:47 am

Lera

Wow! | need time
2 put enough
attention 2 this,

i will check everything
with my full attention
when i put dada 2 sleep

\ s
Monday 7:58 am

2 == B

Lera

it is incredibly interesting to see the results of your research.

| often think about the topic "state and personality”, because | was born 2 months
before the independence of Ukraine. and | often see parallels.

to me, the font is like tenderness, chaos and aggression:) just like my life.
surely | would like to add something that seems important to me.

if you listened to the podcast - you touched the real experience of motherhood during
the war. that episode is very sincere.

instead, Instagram for me is a space of triple censorship.

the first censorship is obvious - Instagram regularly blocks my profile for hate speech.
that is, every time | write the truth about my experience. A bunch of posts are lost
forever.

So, | turned the page into an accompanying podcast with experts.
| also didn't share happy moments on Insta, because morally | don't think it's right

my fear is that you have not seen the full experience of wartime motherhood.

| also have a personal Instagram, to which only the closest people have access.
This is a kind of daily, where there are much more personal experiences — hatred,
death, love and joy. | can give you access to this page so that you can make a more
complete picture for yourself. Anyway, | was interested to see your project

and be a part of it

\

N 54

810 am

/Ola

Dear Lera, | would love to see that personal account.

Your feedback is very interesting and | think it will affect the direction this project
will take. The font has only 50% of the letters, and even the ones that
are there are not ready. So there is so much room for other input.

I must say that 'tenderness, chaos and aggression, just like my life'is such
a powerful sentence, it really moved me.

| wonder how | could incorporate into this project the triple censorship of Instagram,
its filters that delete your real strong words and emotions but also your own ethical
choices when you curate your pictures on an everyday basis. | think this topic
should be definitely incorporated.

\Time for thinking for me!

8:33am . BEECa000050

to be happy when there's so much death around.

N\

Lera

NEROMANTIRA
NEROMANTIRA

NERCMANTIEA

|1l text back in daynap of dadal 1115 am
i uploaded a screenshot...
/‘

o, this is a screenshot of my page. join )

| re-read some of the posts, interesting that they encapsulated moments of very
intense experiences. | don't know if | feel the same now, but the emotion | felt at that
moment was conveyed quite accurately and strongly. The war for a baby's mother
is to choose between sleeping with an open window and fresh air, but knowing that
the child will wake up at three in the morning from a siren, or sleeping all night
without air, but also without a siren. These are the dilemmas that confuse the baby's
mother during the war. If you look only at the picture, it seems to be a typical
mother's page. If on the text - then no.

| had nowhere to post little joys, especially moments with my husband. | felt guilty
posting this on a public instagram. Many of my subscribers gave birth to a child
and at the same time, their husbands went to the front. They do not have

the opportunity to post a photo of the child with the father, although they have
responsible partners and under no circumstances should they have raised their
children on their own. Once | posted a laughing son on Instagram, and the mother

of my friend who was killed by Russian citizens wrote to me "never let him go.

4




What a pity that there is no future left in my life = only the past and death®. Then
| stopped posting my son's pics. And now | only post life hacks that can be useful .
to others. Because Instagram is my way of reflecting. The first day after the evacuation, . Ola Wasilewska

| lost the ability to speak - | opened my mouth and screamed. But that day | constantly Rejected Ideas for the Typeface
posted stories about the evacuation, because it helped me to reflect stress. | write all

this so that you understand that this Instagram is an important part of reflecting 1

on everything that | feel here and now.

| started this page when | was pregnant. | wanted to record my conditions in order to Typeface where the letterforms are obscured by pop up

remember that pregnancy is not only cute, but also difficult. When the war started, windows. Negative space of constant updates, of more
| had no place to share my anger and joy, so | continued to write there. and more and more Images Cut Out rectangles Of blan kS.
' Tuesday 4:45 pm Window on the window on the window. Reproducing
Ola the images of war, updating, updating, updating. Media
Lera, you gave me so much to think are insatiable, unfazed. Always fresh and ready to deliver.
| : -
ebout, Hank you. : They never reach the breaking point. They always
fara Sorry for delay with replying, tart afrash
o my Bubu girl is 9 months old and just start arresn.
congratulations and my condolences :) learned how to crawl...
4:47 pm 2

Typeface sketched by hand from an extremely long distance.
The workspace zoomed out to maximum. Very rough lines
6:00 pm of the letterforms. Perspective of the far “West. This font has
Ola only Latin characters.

IMaGE IMaGE (=, |

Lera, | wanted to ask you.

The font will be exhibited in gallery spaces in Berlin and Lviv and | am still very much 3
working on it. But the other way of exhibiting our work is an art zine, a printed paper Typeface entirely generated by an Al engine.

booklet. Today we must submit our artwork for it. So most of us have only half PromptS' this letter sums up the Ukrainian invasion

finished stuff, some documentation of the work in progress. = blv full of i ] h t C i d
| have an idea, if you are okay with it, but... | found your thoughts and comments e ALRIELA S A P SR S SRl Lz Rl

very impactful and they will very much influence the next stage of my work, Think: Hollywood set designers want to evoke a general

abig turninit. air of Eastern bloc.

| was thinking of maybe including our conversation in the zine. Showcase these

Whatsapp messages. Because they show the process and it is also, in a way, 4

an archive, archive of a chat. A document. Much like interviews that some artists . : , .

convey with Ukrainian women. Also an interesting method of storytelling. Typeface called a feminist font. Looks exactly like a ‘regular

What do you think? one. ltis the regular one. Users left to endless debates

on tiniest differences. Called out for their essentialist

L approach.

Oh i would said more hate speech about citizen of russis, if i knew it before )




/




Olga Lisovska (Ukraine) | Onbra JlicoBcbka (YkpaiHa):

Olga Lisovska (she/her) channels personal and feminist perspectives
into her non-commercial projects. She defies traditional objectification
in her work, even within nude drawings, by granting her heroines
narratives and agency.

The recent full-scale invasion of Ukraine by russia has reshaped Olga’s
focus. She now views art as a privilege of peacetime and believes

in a civic duty to raise awareness about the ongoing war. Olga’s notable
projects include impactful poster series such as “War Posters," “Black
Spring,* and “Look, Everything is Burning,* exhibited internationally,
reflecting her emotional response to the war.

Olga’s latest creation, a self-published illustrated book titled “The Wolf
Pack," explores the life of a girl dealing with depression. This project
draws inspiration from her observations of people's mental states during
the war and her experiences living in a conflict zone.

‘Murk* is her new project, an exploration of the fears that have infiltrated
her life due to the full-scale war. She perceives this endeavor as a form
of therapeutic release, offering viewers the opportunity to examine their
own fears through her works, thereby diminishing the magnitude of what
is articulated aloud.
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Magdalena Kaszuba (Germany) | Mar'naneHa Kawy6a (Himeu4dnHa):

Magdalena Kaszuba (no pronouns/she/her) focuses on socially

and politically significant topics, with a particular emphasis on
marginalized individuals, both in Germany and abroad. Her work includes
biographical narratives on ‘Gastarbeiterinnen* or guest workers

and a collaboration with the National Library in Frankfurt to chronicle
the life of Dr. Ruth, who, as a Jewish child, had to flee the Naziregime.

Additionally, the artist provided illustrations for the animated story

of Branko, a Romani survivor of fascism and genocide in Serbia.

Her dedication to portraying these themes with sensitivity and offering
nuanced perspectives is evident throughout their work. As a child

of migrants, their personal mission is to use graphic novels as a medium
for bridging divides, fostering understanding, and promoting empathy.

As an observer of the war, Magdalena decided to provide space for
other points of view in her research. By conducting interviews with three

people from Ukraine who currently live in Germany, some of whom have
lived there for several years and others who arrived during the full-scale
Russianinvasion, she explored their experiences, feelings, and the relative
invisibility of Russian imperialism in Germany. Her goal was to approach
these interviews with the utmost empathy, giving voice to the narratives
of others.

The online lab became a source of inspiration and allowed Magdalena
toreflect onhow a German resident could contribute to the creation

of acomic book for the project. Eventually, after a discussion with filmmaker
Anzhelika Ustymenko, she decided to conduct interviews herself, which
was her first experience in this field. Subsequently, the discussion with
artist Clemens Poole prompted her to further reflect on her perspective
and the privileges she has, aspects she intends to reflect in her comic.




Summer is over again.

This war is long

through which lens
am | looking ?

Interview 1

You know inthe /7
beginning [/

| didn‘t care

| about !
. anything,




| couldnt work at all,
| couldn’t see peaceful situations.

The only important =
thing to me was, .
how to provide
practical help.

We had this group of friends who were also Ukrainians.
And we were just sitting night and day trying to evacuate
sameone, trying to find an apartment for someone...

It was then
when | realized.

...inthe german bubble | was in it was not sensitive
at al| to the context of the full-scale war.

TN
\l -~ N People have no clue about E
N ‘\:‘ Ukraine and many didn1 take
~ &:/ "\ russian imperialism serigusly.

) They did not understand |
the role of Germany with
financing Russian war
and imperialism.

The political decisions of
Germany inthe beginning of
the full-scale war were horrible.

3
@Ch time | had a conversation with
| not sensitive people | feared they

would say something that triggers
| me. And then | will come home

don’t get it)

[nd cry for hours because people
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Helena Kurzel (Ukraine) | Onena Kypaenb (YkpaiHa):

Helena Kurzel (she/her) persistently delves into the intricacies of gender,
avoiding a strict adherence to traditional gender categories. Throughout
her work, she has addressed the pervasive influence of gender
stereotypes and societal norms.

One significant topic which emerges from Helena’s work

is the transformation of individuals who acquire physical power,

a transformation often linked to inherent biological traits. In times of war,
the traditional categorizations of ‘men* and ‘women® can shift, casting
individuals into roles of either ‘perpetrators or ‘victims.! Through

her artistic expressions, Helena actively promotes gender inclusivity

and works towards reducing violence across the entire gender spectrum.

Helena’s work in Undercurrents delves into topics such as human
attachment to place, the experience of migration, the potential

of the geography of violence in a world marked by frequent conflict,
and the question of whether powerlessness in time of war should

be seen as a weakness or a natural state. Helena adds a textual
component that complements her current project and reflects

on the various texts she has encountered in the context of Her* Gaze.
She also explores the idea that everyone has the right to work

and self-identification in times of war.




Roots

A person develops like a seedling sprouting from the ground. When a tree grows and exists, it A tree cannot move from its place of birth; it simply grows where it first appeared. A human
sends its roots into the earth. It is into the earth, not into a state or national identity. For a tree, cannot do the same. They tend to flee from danger and cannot put down roots without
the country in which it sends its roots has no significance. It simply extends them wherever it certainty in their future. What will remain in the land after the war? Will the land retain the
was planted, wherever it was born. Trees send down their roots without considering memory of those who lived on it and those who remained in it?

circumstances or future prospects.



s utopia possible? Geography of violence.

Can people exist in a world without viclence? Can totalitarian states stop trying to absorb
neighboring countries? Can utopia exist?

Does a geography of viclence exist? Can certain territories be potential targets for
aggressors, and what factors influence this?

Can there be geography without violence?

Can certain territories be protected from potential military invasion? Why does violence still
occur if it can be avoided?



Is powerlessness weakness or a natural factor?

How many diverse lives have been lost during the invasion of Ukraine, and how
many more will be lost? No one chooses the calling of a saldier, but many are
called upon during times of war.




Struggle, the right to work, and self-identification.

When a state enters into a war, the roles of
men and women in it are often defined
based on certain stereotypes. Men are seen
as warriors, soldiers who are expected to go
to war, while women are often seen as
victims who need protection. However, in
reality, the hardships of war are felt equally
by all.

Why then should men go to the front lines
while women stay behind? In the event of
defeat in war, it will be bad for both men and
women alike. When a missile hits a home, it kills
everyone - both men and women. Anyone can
become a victim, and in the face of the
possibility of death, all are equal.

Why are these roles constructed in such
a way? Why are people assigned roles based
on their gender rather than their actual
capabilities? Who assigns these roles, and
does anyone have the right to do so? Wil the
objectification of women stop? Will women be
able to stop being associated with victimhood?
Will women cease to be objects of violence?




Notes on GeneratedImages

Here lamreproducing countless images of war.Image after image after image.
This is animage of Vika from Vinnyitsia.

Thisis animage of Lera, 35 weeks pregnant, dancing.

This is animage of Lera breastfeeding her baby sonin the shelter.

This is animage generated by the Al.

The Artificial Intelligence engines are trained on billions of images.
They feed on your trauma. Absorb indifferently. Do not focus on details.

They spit out imaginary humanoids with necks attached to their backs, seven fingers
and impossible joints. How could they empathize if they cannot even tell a person from
a pile of military equipment?

Their response is to generate more images. My response is to look for the blank spaces.
Prompt: This image sums up the Ukrainian invasion.
This image pops up on my phone in a carousel.

Thisimage is from the slideshow from The Guardian online edition
that is endlessly updating me on the Ukraine invasion.

This image contains graphic content click to enlarge.
Thisimage is the cover of What We Know On Day 578 of the Invasion.

Media are insatiable, unfazed. Always fresh and ready to deliver.
They never reach the breaking point.

Here's my emotions, now generate some images for me.
Ola Wasilewska
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Marlene Krause (Germany) | MapneHe Kpayae (HiMmeu4dunHa):

For several years, Marlene Krause [she/her) has been actively engaged
in addressing social justice issues, focusing on the struggles

of indigenous communities, laborers, and women from an intersectional
feminist perspective. Her work also reflects the impact of her role

as amother of two daughters.

Marlene has conducted educational workshops for youth at various
institutions, including the Cervantes Institute in Brussels

and the Goethe Institute in Riga and Kyiv. She collaborated

with the House of Europe Ukraine in 2021, working on a project related
to the legacy of Ukrainian artist Polina Raiko, offering guidance

to participants in creating graphic narratives inspired by her work.

Her* Gaze's online laboratory has significantly influenced Marlene’s
work, providing unique perspectives and insights that have shaped

her approach to the subject matter and its various facets.

Her contribution to the zine primarily features excerpts from her ongoing
work, focusing on her methodology for understanding the narrator’s
world and effectively conveying her story.
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Step 3: Mapping an escape, a person, a mood, a mind.

Step 4: Sketching a landscape of war. —
All available images are already influenced by the events.
-
Step 5: Synthesis of text, cut into little pieces.

Step 6: Drawing the things that are there, but are there
nonetheless, all the time.

Step 7: Fusion of text and image.
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MariKinovych (Ukraine) | Mapis KiHoBudy (YkpaiHa):

MariKinovych (she/her) is a Kyiv-based illustrator whose practice

is particularly concerned with the topic of gender equality. She began
her artistic focus on this topic by contributing to three publications

by Ukrainian sociologist and gender studies researcher Tamara Martseniuk.
She uses her art to approach this theme from various angles and develop
her unique style.

In the past year, the focus of Mari’s artistic practice has shifted
somewhat due to the prevailing war as she has felt a necessity to depict
broader human rights abuses in a universal manner. Nevertheless,

she has not abandoned her dedication to feminism and has sought

to depict the intersection between women and conflict. By participating
in Her* Gaze, Mari has aimed to revisit discussions about gender equality
and explore the impact of war on this issue in collaboration with fellow
artists.

In her work for Undercurrents, Mari explores the concept of anger

and its perception in the context of war, particularly when it makes

you disadvantaged in the eyes of others. In addition, her work for

Her* Gaze's subsequent exhibitions in Lviv and Berlin delves into anger
as ametaphorical fuel that drives people to act against perceived
injustices.




ANGER C OM PLICATES You. WHEN YOU ARE ANGRY,
YOU SCARE PEOPLE 0FF ’

@ AND THEY WANT
.. - Yo To $STOP W
IT GIVES YoU LINES AND LAVERS.  ,ichoinrinG THEIR

WORLD ANVD | CAN

UNDERSTAND THIS,
8uT

U PLENTY OF REASoNs‘ 7O BE ANVGRY
¥ CONVENIENT AND YOU CAN'T JUST SWITCH iT OFF




A LOT OF THINGS ABOUT THE RUSSIAN INVASION

MAKE ME ANVGRY, BUT THERE ARE THREE
THAT MAKE MYAMGER UV B E ARA B LE.

1. RUSSIANS' LOOTED
EVERY ART museum
OV 0CCYPIED TERRITORIES

OF UKRAIVE AND THE
MOST PRECIOUS ART OBJECTS

ARE SOMEWHERE iN THE

TRETYAKOV GALLERY OR

THE HERMITAGE MUSEUM. ,
2. RUSSIANVS TOOK FROM ME

S50 MAIVY PLACES THAT

I 5 2 | WILL VEVER BE ABLE
= [0 SEE AS THEY WERE

BEFORE. THEY DESTROVED
| = ECOSYSTEM OF THE KHERSON
= REGION AND BURNED TO

THE 6ROUND ALMOST EVERY
— TOWN AND VILAGE v
B DONETSK AND LUHANSK

REG/oNS.

3. DEATH OF S0 MANY
BRILLIANT PEOPLE.
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Mpo «[i* nornany» | Her* Gaze

«li"nornan» | Her* Gaze 6ys iHiLiioBaHW Ak cnpoba
chopmysaTn edbemMepHi npocTopu AN GeMIHICTUHHMUX CRINBHOT —
CBOEPIOHI CXOBaHKM 15 KONEKTUBHUX pedneKkcii Npo poCincbKy
BiliHy NpoTK Ykpainu. Moro nopoauno ramboko BKopiHeHe
nparHeHHs 6yayBaTh Ta 3MiLHIOBaTU GEMiHICTUYHI 3B'A3KMN,
noTpeba B AKMX 0COBNMBO 3arOCTPIOETHLCH B CYBOPOMY
KOHTEeKCTI BiliHW. Ak BaraTorpaHHa Nporpama, CNpsMoBaHa

Ha B3aEMOOOMIH Ta PO3BUTOK XyO0OXHULb «Ii* nornsany /

Her* Gaze cknapaBcs 3 BOX aBTOHOMHUX HYaCTWH: obnanH-
nporpamu pesnaeHLii 4nsa Monoamx YKpaiHCbKUX GeMiHICTUHHIX
XYLOXHWLb Nifg Ha3BOK «Mu pa3oM, TOMY L0, a TaKOX OHNaliH-
nabopaTopii 4Nns XynoXHWLb 3 YKpaiHu, MNonbLui Ta HiMeY4nHu.
3any4vBLUM XYOO0XKHWLb 3 Pi3HWUM LOCBILOM Ta BUKOPUCTOBY UM
pi3Hi po6odi MOBM, 061aBa HAaNPAMKM «Ii* nornagy» |

Her* Gaze nopylysanu akTyanbHi MMTaHHSA CONMigapHOCTI

Ta iMnepianicTiHOro naurdiamMy B noykax ¢emiHiCTUHHOI
CnpaBenIMBOCTI Ta LUMPWX aKTiB MPUCTYXaHHSA. YHacHWL
NPOEKTY HaMaranncs aHalTK BignoBigi Ha YACNEHHI 3anmnTaHHSA.
AK Xy[oXHNLAM-bEeMIHICTKaM OpieHTyBaTUCA — IHOVBILYaNnbHO
Ta KONEeKTUBHO — B KOHTEKCTI BiliHW POCii NpoTn YKpaiHn?

AK HaCUNbCTBO BIliHM CAPUIAMAETLCS Ta IHTEPNPEeTYEThLCH

3 PI3HNX TOYOK 30PY? AK XYJOXHNLAM-GEMIHICTKaM e TUHHO
npaLoBaTK 3 ICTOPIAMM XXEPTB BiliHW Ta TPaBMOLO, W06 CApUATY
TpaHchopMaLii AK Ha 0COBUCTOMY, TaK i Ha CoLianbHOMY PIBHI?

[Mporpama pesmaeHLii «<Mu pazom, TOMy LWO>» 3a KypaTopCcTBa
Banepii 3ybaTeHko cTana pigKiCHO, ane >XMTTEBO HEOOXigHOM
MOXNMBICTIO 1A GEMIHICTUHHUX XYOOXHULb, AKi fOCI
NPOXMBatoTb B YKPaiHi, 301paTnCs pa3oM Ta OOMIHIOBATUCS
0OCBiOaMu, NeKakoum Bigyy TTH Konek TuBHoCTI. Britky 2023
POoKy 12 MONoAUX YKPaiHCbKNX XY OOXKHULb-PEMIHICTOK



3ibpanucaHa T 4eHb y TpycKaBLiHa 3axoni YKpaiHw.
PesunpgeHuia npoxoguna B caHaTopii — NpocTopi,

LLLO BUKOPUCTOBYETLCA ONA NiKyBaHHSA Ta peabiniTauii nogen

3 XPOHIYHMMM 3aXBOPIOBAaHHAMM, SKWM 3apas, sk | 6araTo iHWMX
MiCLib Ha 3axoi YKpaiHK1, 4HaCTKOBO CTaB 4OMOM AN BHY TRILUHBO
rnepemiweHmx ocib. 3ibpaBLMChb Y MICLi BiOMOYMHKY B Yac, WO
XapaKTepun3yeTbCsa HECMOKOEM, YHaCHWLi KONEKTUBHO BMBYanu
BMIACHWIA | 4y>XKMIA [OCBIL BiiHM 38 [OMOMOrot0 GeMiHICTUYHOI
ONTUKW. BOHW MparHynm 3HanTu nigsanmHn 4ns GeMiHiCTUHHNX
anbsHCIB, a TaKOX PO3pobuTu cTpaTerii TypboTn npo cebe,
OTPUMaBLUM MPW LibOMY MNPOCTIP 15 MUCTELbKMX EKCNEPUMEHTIB
nig Yac peanisadii nporpamn. OCKinbKM BCI Xy 00XHWLI foCi
MPOXMBatTb B YKpPaiHi, iXHi 0COBUCTI 1 cynepednmBi BigHy TTH
ONM3bKOCTI Ta BigAaneHoCTi Bif, BiiHWM 6y MOCTIMHOIO TEMOKO
0715 pO3MOB. Ha gpyruin oeHb pesngeHLii, Konv y4acHuLi

Ta KypaTopCbka KOMaHga 6ynm 3aMyLUeHi MepeHecTu CBil
po6o4unii npocTip y 6o0MBOCX0BULLE HEPE3 HEMUHYHY POCINCBKY
aTaky Hernofanik, peanbHICTb Liiel TEMW CTana ax Hisgk

He abCTPaK THOK YW HEBNOBVMOHO.

Ockinbky Monofi>kHa pesmaeHuis byna chokycoBaHa

Ha KONEeKTUBHOMY fiano3i, 0OOMiHi Ta TBOPHOMY PO3BUTKY,
ny6ni4yHa NpeseHTauis pobiT, CTBOPEHMX Y paMKax NporpamMy,
cTana CMOoHTaHHO i HeouikyBaHoto. [poTe y 3B'A3KY

3 ayporo HeBiOKNa4HOCTI, WO oropTana pe3ngeHLito

AK y 6e3nocepefHbOMY KOHTEKCTI HelaBHbOr O 06CTpInYy,

TakK | B WAPLLIOMY KOHTEKCTI BiiHW, yHaCHMLi 3p00unu pillyynid
BMOIp Ha KOPUCTb HeramHoi caMoopraHizoBaHoOi MUCTELbKOI dil.
BOHM yCYHY M CTIHW MiXK BTaCHUMM CEKLIISMM CaHaTopIto

i MpenCcTaBMIV IMMNPOBI3OBaHyY MPyroByY BUCTaBKY, Ha SKii 6ynm
npencTaseHi ixHi HezaBepLueHi poboTu. Y Ui BUCTaBL, Lo
rnocTana 3 HaranbHoi NoTpebu, BTinMnacs epemMepHa CyTHICTb
eMOLi Ta BaXXMBICTb CONiAapHOCTI B YMOBaX HECNPUATIVBUX
obcTaBuH. [licnd iIHTeHCcKBHOIO | TpaHCOPMaLiAHOIO TUXKHS
y4aCHULAM 3arnponoHyBany OHNarH-ceMiHap 4N 30epeXXeHHs
iMAyNbCYy pe3naeHLii. 3aranom, Nporpama pesngeHuii

«Mw pa3om, TOMY LO» Hafana Moo 4MM YKPaiHCbKM
XYLOXHULAM-bEeMIHICTKaM NPOCTip 4715 KONEeKTUBHOIO
onpaLtoBaHHSA CBOIX MOYYTTIB WO40 BiiHW Ta YCBILOMIIEHHS
rnoTeHLiany BnacHUX MUCTELbKX FONOCIB.

OHnaliH-nabopaTopis «Ii* nornapn» | Her* Gaze 3aKypaTopcTea
Onieepa JorepTi Ta gyety Variable name/Ha3Ba 3MiHHa
(MapuHa MapiHyeHko Ta Banepis KapnaHb) cTana Bignosignro

Ha HaranbHy NoTPeby MUCTKNHL 3 YKpaiHu, lNonbLi Ta HiMevy4rHu
ob'eHaTUCA 3a414 CcriBrpaLi M apTUKyntoBaT HEOOXIOHICTb

B Mi>KHapOgHI deMiHICTUYHIN conifapHOCTi Ak GopMi CpoTUBY.
[pOTAroM HoTUPBLOX MICALIB 0eCATb XY40XHWLb 3ycTpidanmcs
OHnMaiH, Wwob chopMyBaTh GEMIHICTUHHI MUCTeLbKI NigXoan

00 CTOPITENIHIY, 34aTHI MPOSABUTY MPUXOBaHI Fo10CH

TaicTopii. YNpoLoBX NporpamMu oHnanH-nabopaTopii y4acHMLi
OTPUMYBaNu BIAI YK Bif, YACTEHHUX aKTUBICTOK, PEXMCEPOK,
LOCNiOHVLb Ta XYOOXHWLb, 4Yi NPpaK TUKKW CIIPSAMOBaHI

Ha 0OCArHEeHHA PeMiHICTUYHOI cnpaBedIMBOCTI B YKPaiHCbKOMY
KOHTeKCTI. Lli Bigryku, a Takox o6MiH yMKamMu Ta gianor

Mi>XK YHaCHULSAMM YMOXIMBUAM MOABY CTpaTerin onas
MPOrpPecuBHILLINX METOLIB CTOPITENIHTY.

OHnaliH-nabopaTopis «Ii* nornsn» | Her* Gaze BigwToBXyBanacs
BiJ KPUTUYHOIO NOrns 4y Ha MpUCY THIN B IHTEPHETI Ha O INLLOK
306pa>keHb | JOKYMeHTaLii TOro, LWo Ha3mnBatoTb «HalibinbLL
3a00KYMEHTOBaHOLO BiiHO Y CBITI™. AKLL0 Taki 3006pa>KeHHs
4aCTO BiOTBOPIOKOTb HACUIBLCTBO BiiHM Ta 3BOAATL YKPaiH_OK
0,0 6e3IMEHHUX XepTB, TO y4aCHMLi OHManH-nabopaTopii
HamMaranucs 3HaT1 TOHKI MiAX0 4 0,0 BiiHW, AKi He 3arpoXXYyTb
peTpaBMyBaHHAM MIA40a4-_0K | He MepeHacu4yoTh ix
BUOO0BULLHUMW 306paXXeHHAMK. TakM YMHOM, yKpaiHCbKi
deMIHICTMYHI iCTOpIT Ta N aK, 3 AKUMM NpaLoBani y4acHuL,
HabynM areHTHOCTi Ta Cy6' EKTHOCTI.

OkpiM NpobnemaTmky OOMIHAHTHUX 300paXKeHb, y4acHMUL
OHnaH-nabopaTopii TaKoX PO3rAaHY N SK GOpMy CPOTUBY



OKYMaHTOBI POBOTY YKPaiHCbKUX apXiBHUX IHCTUTYLLiM

Ta gocnigHu_Ub —iB YKpaiHi, i B ek3uni — Hag 36opomM

Ta dikcallieto parMeHTIiB Ta focsifie BiiHW. OCKinbKyM 3 0OCTYMOM
0,0 HeonybnikoBaHMX apxiBiB BUHUK IV NpobneMu, KypaTopcbKa
rpyna BMpILLKna Hanaro4MTW TICHILWY CriBAPaLto 3 He3anexXH1UMU
LOCNIOHV_LSMM, AKI CYMIIHHO 361panu yCHI iCTOpIi NPO XiHOYI™
[OCBIOV BiiHW, MepeBa>kHO 3a 0,0MOMOrol METOiB, 3aCHOBaHMUX
Ha iHTepB'o. [lesaki y4acHuUi NpauoBany 6e3nocepenHb0

3 TPAHCKPUBOBaHMMI OOCHIAHNLBKUMM iIHTEpPB't0, TOLi AK iHLUi
3BEPHYNCS 0,0 HasBHUX MOoOKacT-apxieiB abo HaBiTb BMPILLNAN
NpPOBECTU iIHTepBt0 caMoCTiliHO. Bepyyn [0 yBarn BaxmeicTb
36epexkeHHs PeMIHICTUYHMX TOHOK 30pY Nif Yac BiMHW, y4acHWULI
HaBYanMcs y SOCiOHULUb i MO-XYLOXXHBEOMY OXXUBUIN IXHIO
poboTy, Wob 3abe3nednTn apxisyBaHHs ii-icTopilt (herstories),
He BUTEPLLM iX i3 KONEK TMBHOI MaM'sATi Mpo BilHY.

HagiTb 014 6inbwoCcTi yKpaiH_OK, AKi 0OCI XX1BYTb B YKpaiHi,
CMPUNHATTA Ta PO3YMiHHS POCIMNCbKOI BINCbKOBOT arpecii
HeBigainbHe Bif i1 UdpoBoi penpeseHTallii Ha ekpaHax.
36upatodnchb y BipTyanbHOMY NPOCTOpI, OHNaiH-nabopaTopis
BOOHOYaC NigxonntoBana i NigTo4yBania onocepenkosaHe
UMPPOBUMM TEXHOMOTIAMM NEepexmBaHHA LOCBILY BiHN.
Y4acHuLi Ta KypaTopCbKa KOMaH4a WykKanm GeMiHiCTUYHI
Crnocobu Hanarof >KeHHN 3B'A3KY MiX MPUCTPOAMM, HE3BaXKaKouM
Ha PU3MK MNOraHoro 3'€QHaHHs, 3aiMalo4 TMMYacoBUIA MPOCTIP
conigapHocTi, pednekcii Ta ckopboTn.

[ony4atoumcb 10 060x HanpsiMkis poboTw «li* nornagy» /
Her* Gaze, y4acHWLi MpOXoOunnmv Yepes NpoLecy HaB4aHHS

i Bioy4yBaHHs. Ceplio3HiCTb i CKNadHICTb LibOro npoLecy,

SK | caMoi TeMW He MOXKHa HefoouiHoBaTU. KonekTMBHa
B3aEMOLiS 3i CMYCTOLUNMBOK TEMOH BiMIHW MPUBENa y4aCHULb
00 Bpa3nmBmx noaudin. [Noanuin, 3 aknx iM 4oBogunocs
BUCnoBtoBaTU Biflb, CAPUHMHEHUI IXHBOK BUMYLLEHOR POSIIHO
CBIOKiB CTpaX4aHb, 3aBOaHuX pocieto YKpaiHi. [loaunuin,

B SKMX BOHW CYMHIBaN1Cs y Ba>XXIMBOCTi BIACHOI0 rofiocy

B 0iano3si Npo BirHy. [TpoTe KPUTUHHWIA | 4y TINBWIA XapaKTep

«li* nornagy» | Her* Gaze po3Bon1B Ham 06'€qHaTUCS Y CRiMbHi
BPa3nMBOCTI, NeKaroy eMnaTito 3a415 NigTPUMKM OfHa OgHOI
Ta PO3WMPEHHA MOXKMBOCTEN AEKONOHI3aLii Ta IHKIO3il.

3peLToro, y BMNagKy yKpaiHCbKMX y4acHWULb, Lie Bynr nosuLii,
B AKUX IXHiX BNacHWA TpaBMaTUYHWM 0OCBIL pU3NKYyBaB

3HOBY BUITW Ha MOBEPXHHO. [1poTe Xy[oXHULi MPOLOBXYBanm
npaLtoBaTi 3 TEMOKO BilIHW Yepes Bigdy TTA HeoOXi4HOCTI,
3yMOBJIEHE CNiNbHUM GEMIHICTUYHUM NparHeHHAM ByayBaT
CUMbHILI CRiNIbHOTW Ta Kpalye Maiby THe. Xo4a poboTa

3 Ljieto TparidHoto TeMOKO NprBena Hac — AK y4acHULUb,

TaK I KypaTopCbKy KOMaH4y — 4,0 BiABepTO BPasnMBMX MO3ULIIA,
qyTnuBa cyTHiCcTb «[i* nornany» | Her* Gaze nossonuna

HaM 06'efHaTUCA Ha OCHOBI LibOr0O CMiflbHOMO MOYY TTA.

3 Uiei BpasnmBoi TOHKM 30py MU NPeLcTaBAgEMO eCKi3K,
bparMeHTV Ta po3ayMu, LWo yeinwnn 0o Undercurrents

i penpeseHTYyrOTb MPOoLEeC KONEKTUBHOIO CMY TKY, B AKOMY

MU BiQHax04MMO Hafgito Ha MOXIMBOCTI TpaHchopMaLii
TanparHemo 4o Binbll eMnaTUYHOr O CBITY.

[Npo KypaTopok

Variable Name/Ha3Ba 3MiHHa — Xy0OXHSA rpyna, sKy CTBOPUIN
YKpaiHCbKi MUCTKUHI Ta KypaTopku Banepia KapnaHb

Ta MapuHa MapiHiveHko y 2018 poui. Variable Name/Hazea
3MiHHa NPaLOTh Ha MeXi MapTUCUNaTUBHOMO MUCTELTBa

Ta HepopManbHOI 0CBITU. Xy4OXMLb LjiKaBNsaTb NpoLiecu



KOMYHiKaLlil Ta 06MiHYy Y MICbKOMY CcepenoBULLi, MyIbTUCEHCOPHI
IOCBIAM, NaM'ATb i NpaK TUKK KoMeMopallii. 3 2022 poky rpyna
npaLtoe Hag NMpefCcTaBNeHHAM YKPaiHCbKOro KOHTEKCTY

B MIDKHapOHUX IHCTUTYUIAX Yepes Ny6sivHi BUCTYMNN, BUCTaBKMU

i pesmaeHuii. OOHMM 3 BaXKTMBUX KYPaTOPCbKMX MPOEKTIB

CTana KoneKT1BHa BUCTaBKa yKPaiHCbKNX XY O0XHW_Lib
«Bronoc/Out loud» B ranepei «J1abipnHT» ([to6niH, MonbLyal,

MoK /KaHa ONpUABHUTM NpobnemMy anponpiaLii pocieto
yKpaiHCbKOI KynbTypu. Banepia KapnaHb oTprMana CTyniHb
MaricTpa KynsTyponorii y HayioHansHOMyY yHiBepcuTeTi «Kneso
MorunsHcbKa akageMis», HUHI HaB4aeTbCHA Ha [OKTOPChKIl
nporpami 3 cy4acHoro muctelTea y College of Arts University
of Coimbra (MopTyranisal. MaprHa MapiHi4eHKo NpoaoBXxye
ocsiTy B College of Arts University of CoimbralllopTyranis),

ne 3006yBae CTyniHb MaricTpa, a TakoX 3anyyeHa 00 LianbHOCTI
akageMiyvHoi iHiyiaTmem Invisible University for Ukraine Bifg
LleHTpanbHOEBPOMENCHKOro YHIBEPCUTETY.

Onieep HorepTi (BiH/BOHM) — KypaTop i KyNbTYypHUIA dacunitaTop,
SAKWM BUPIC Ha HE3aMHATUX 3EMIIAX MNeMeHi BagnaByppyHr

Ha TepuTopii cy4acHoi ABCTpanii, a 3apas Mellkae B bepniHi.

Y 2020 poui dorepTi 6yB KypaTOpOM FpyroBoi BUCTaBKM
Futureless y 6epniHCbkOMy apT-xayci SomoS, Aka npencTtasnna
6e31i4 MOXNMBOCTEM N4 KBIP-GEeMiHICTUYHOro Maiby THBOMO.

Y pamkax Futureless [lorepTi n03HalOMMBCSH 3 YKpPaiHCbKUMM
XyLoXHMLAMN Mapieto Kynukoecbkotro Ta Onerom BuHHMYeHKO,
SKi 3aNpoCUIv MOro KypyBaTM Nporpamy B iXHbOMY apT-
npocTopi Garage33 Gallery-Shelter, o MaB ¢iznyHO BigkpUTMCS
B Knesiy 2022 pouji. Xo4a nnaHu Woa0 NpoeKTY He 3MOrv
30iINCHUTNCS Yepes NoBHOMacLUTabHe BTOPrHEeHHS pocii

B YKpaiHy, oocnigHuuybka noisaka dorepTiB YkpaiHy B 2021
poLi cTana kaTaniaaTopoM Moro NigTPUMKK KBip-QeMiHiCTUYHMX
XYOOXHULb | XYAOXHWKIB Ta N0L4EN, BUMYLLEHO NepeMilLeHnX
nig Y4ac MoOBHOMaCLITabHOro BTOPrHeHHs. Ynponoex 2022 poky
LorepTi koopguHyBas KynbTypHY Nporpamy B 6epiiHCbKOMY
NMPOEKTHOMY npocTopi SP*TI, aka cTana Ba>k IMBUM NPOCTOPOM

09 npefcTanseHHs 4yMok nepemileHnx I BT+ muTuis

i MUCTKWHb Ta YNeHiB | Y1eHKWHb CMifIbHOTW. Y LibOMY KOHTEKCTI
BiH 3arno4aTKyBaB nporpamy peangeHuii ona Il 5T+ mnTuis,
rnepemilieHmx ocib BHacnigoK BiiHW pocii NpoTu YKpaiHy,

3a nigTpumkn Goethe-Institut Ta Artists at Risk. Onieep
LorepTi oTpmMaB CTyrMiHb MaricTpa 3 MPOCTOPOBMX CTpaTerii
Weissensee Academy of Arty BepniHi.

Banepia 3ybaTeHKO — ykpaiHCbKa He3anexHa nisa Xy 4oXHULS,
pocnigHMua Ta KypaTopka. OcTaHHi 11 pokis npucBATMNa
aKTMBI3MY, pobOTi B rfPOMafCbKOMY CEKTOPI Ta B Cy4acHOMY
MUcTelTBI. [1ybnikyeTbCA AK He3anexHa eceicTKa B HA3L
yKpaiHCbKkMx BuaaHb. OTprmana dinocodcbky ocsiTy B KMeBi,
Hapa3si HaB4aeTbCA Ha nporpami Fine Arts B LUCA School

of Arts, B bptoccerni. [paLtoe Yepes NOCTKONOHIanbHy

Ta PeMiHICTUYHY ONTUKY 3 TeMaMU BiliHW, HAaCUNbCTBA,
couiafnbHOi HePIBHOCTI TOLLO.

Cooist dopolweHKo - XyaoXHMLA poaoM 3 Jlyubka. Hae4anacb
B JlbBiBCbKIi HauioHanbHin Akagemii MucTelTe Ha kadeqpi
cakpanbHo MucTelTsa. l'licna pesontouii [igHOCTI Nepeixana

B KniB, HaB4anack B HaujioHanbHin Akagemii Obpa3oTBop4oro
MwucTelTBa Ta apxiTeKTypu. 3aliManacb JOKYMEHTanbHM
TeaTpOM Ta HaB4anacb Ha KypCi Cy4aCHO MUCTeLTBa

«[pocTip yearmn» Ilagn HakoHe4Hoi Ta KaTepuHu BagsaHoBoi.
[Npautoe XyOoXKHMLE 3 KOCTIOMY 3 KiIHOMPOAaKLLH KOMMaHIiero
«TABOR», pazoM 3 HUMKM Micnsa novaTky NoBHOMacLTabHOro
BTOPrHEHHS 3aliMaeTbCA BONOHTEPCHKOK OiANbHICTHO MO
Big0ynoBi 6yAMHKIB XEPCOHLLMHM Ta 4OMNOMO3i YKPaiHCbKIi apMil.
B ocobucTii MncTelbKi Npak TULi 3aiMaeTbCs GOCTIOXKEeHHAM
noKanbHOI icTopii, ypbaHICTUKM, CTPIT-apTy Ta CTaHKOBOI
rpadiku. [NapanenbHO 3aMMaeTbCHA MEHE O KEPChKO

Ta opraHizaliiHo poBOTO KYNbTYPHUX Ta MUCTELbKUX
MPOEKTIB.



TekcT Banepii 3ybaTeHKo Npo pe3ngeHLito
L0715 XYAOXKHULb-No4aTKiBULb, Sika Bigbynacs
BRiTKy 2023 poky B MicTi TpyckaseLlb,

B paMKax NpoekTy [i* nornsi.

M PA3OM, 5O HEMAE 3ANBUX

odiLinHa YacTUHa 3aMiCTb NPONOry, HanNnMcaHa MHOKO
y whatsapp cMM-MeHegxepLii

MiO,03pHoto, WO e TeKCT TaK i He 6yB onybnikoBaHW1
B coLMepexax

PesunpeHLin 6yna opraHizoBaHa B AKOCTi CBOEPIGHOMO 3pi3y
TOro, Ik MOMOLI MUCTKMHI, O XMBYTb B YKpaiHi, LOCBIOYYOTh
BilIHY Yepes deMiHicTUHHY onTuKy. Pednekcii Binbysannch
napanensHoO 3 HaB4abHOK CKJ1aLoBO pe3ngeHLii, Wwo
BKJOYana B cebe peMiHIiCTUYHY Teopito, dinocodito Ta Teopito
cy4acHoro mucTeLlTea. DoKyCcoM pe3naeHLii <MV pasom,
60» CTanu NoLWyKK Bi4MOBIAi Ha MUTaHHSA, L0 YMOXMBIIOE
conigapHicTb i AKi HOBI TUNW 3B'A3KIB NoYanu 06'egHyBaTU Hac
nif, 4ac NOBHOMAaCLUTaBHOrO BTOPrHEHHS.

Benvky yBary My oKpemo npuainuam nokansHOMY KOHTEKCTY
TpyckaBLsA Ta MeLLKaHLiAM caHaTopito «BecHa», B AKOMY My
KUK, BIMCYIOHYM B HbOMO HaLui Pi3Hi Xy O0XHI Mpak TUKM 3aMiCTb
TOro, abu ioro iIHCTpyMeHTanizosysaTh. He OMBNAYNCE Ha Pi3HWT
B6ekrpayHL y4aCHWLb, HaM BOanochk He MpocTo By Tu

i MpaytoBaTV Pa3oM B 8TUHHUX GEeMIHICTUYHKX NigXonax, ane

M cTaTV CApaBXXHIM CUTYaTUBHUM KOTEKTUBOM Ta PECYPCHUM
MicLeM ofHa ona ogHoi. Hanpuknag, feski yH4acHWLi BnepLle
iHiLitoBanv konabopaTmeHY POBOTY 3 IHLUNMM, a IHLLI 3HaLLINK
0ns cebe 30BHILWHIO NiATPUMKY B MPUAHATTI Ta y TBEPLXKEHHI

cebe AK MUCTKUHb. | Taka guHaMika niLe NoKasye HacKinbKn
HEeObXiOHNMM € MPOCTOPU KONEK TUBHMX B3aeMoLii, 0cobnmBoO
B CKPYTHI 4acu.

BCTynaribHe CJ10BO

BCe Oyno Tak. ane i 6yno iHalKe. AN KOHTEKCTY A CKaxy,

LLLO MEHE 3arnpoCun B LIeli MPOEKT B AKOCTI KypaTopKu

e 0o yTBEepO KeHHS 10ro KiHLeBoro BUrNa4y. nepLiornoyaTkosa
i0es 3fanacb MeHs1 CyMHIBHO: OBi OKpeMi HaCTUHW OLHOro
MPOEKTY, a caMme: OHNalH-Nporpama 45 Cepio3HNX MUCTKUHb
TanigniTkoBuii apT-Tabip odnaiiH, B paMKax aKnx Mae
pednekcyBaTUCh XIHOYMM [OCBIA BiIHWU. Ha KOXHY YaCTUHY
OKpeMi KypaTOopCbKi MoCcTaTi, He MoB'A3aHi Mixk coboto.

TaK BUrNs4ano «haHo», 3arnpornoHOBaHe MeHe I KepKaMm MPOeKTY.

K GeMiHICTUYHa XY OOXHULA Ta TEOPEeTUKMHS, F, MepLu 3a BCe,
XOTina posipeaTy GiHapHI onosuLii «gopocna/anTrHa,
«npodeciriHa Xy[oxXHuLsA/aMaTopKay, <XiHO4MA [ocsin/?77?>.
GEMIHICTUHHWY MPOEKT HE MOXe BMpOoBaa XyBaTUCh

Ha He-beMiHICTUYHNX 3acafax. PeMiHiaM Ha NpaK TuLi
KYNbTYPHUX MPOEKTIB — Lie HE HAABHICTb «XKIHOYO0I» TeMaTuKN,
Le «ae-MacKyniHizaLiay iepapxidHUX CTPYKTYp BCepeuHi
GYHKLIOHYBaHHA MPOEKTIB. 3 TaKUM MigX040M A 3axo4una

B NPOeKT (i BUXO4XKY 3 HbOro, NMLe YNEBHMBLUMCH B 100
peneBaHTHOCTI). 3rojoM foefHanach KypaTopcbka KoMaH4a
OHNaliH YaCTUHK, 3 AKOK MW MOLINAEMO CMiNbHI LjiHHOCTI
Tanigxoam 0o poboTu. pa3oM M1 HaMaranMcs BUOO3MIHNTU MPOEKT.

He OVBNAYMCh Ha 3MiHY 3aMpPOMNOHOBaHOr0 GopMaTy «apT-Kemrny»
Ha «pe3naeHLito 0Ns MONOLMX XY OOXHU_Lib», BCIOAM MPOHUKHWIA
MEHLLIOBapPTICHUI Oy X «apT-KeMry» He [aBaB CMOKO He NnLLe
Ha PiBHI Ha3BW. [0 OCTaHHBOr O MICALA MPOEKTY Ha POBOHMX
3if,3BOHax MeHi LOBOAMNOCH BUNPaBNATU MeHea Kepa MPoeKTY:
«pe3ngeHuia», He «apT-KeMmM». OBOAUTN 3HAYUMICTb,
FOBOPSHM YCTaNneHoK MOBOH, 3P03YMISIO IHCTUTYaLlisM,



BOOHOYaC He CrpuiMatoyn OHTONOrIYHY MOeNb, ONMCaHy Ljieto
MOBOIO. ase Hali yYaCHWLI BUPILLWAY MITW IHLUXM LLASXOM.

WyKaTun 3HaKu

CXOMHKM BHWN3 Benu 0o boMmbocxoBuiLa roTento «BecHa».
CUPEHW BONanu. B HaCTYMHI AHI My ByAeMO crycKaTuCh

y Lie 6ombocxoBuLLE HEOLHOPa30B0, 60 cCamMe B OHi HaLloi
pe3unaeHLii B TpyckasLi NyHanu cUpeHn. neplua nponyHana
NPUBM3HO O 4 paHKy. «<NpoKMnaaincs, BiiHal». e 6yno Tak camo,
FK Y MepLUnii feHb NoBHOMacLWTabHOro BTOPrHEHHSA. A AnMBMUAach
Ha HaluMX OiB4aT, CIBLUMX KOMOM, | lyMana: oCb, L0 3Ha41Tb By TK
XYLOXHULEHo Nif HYac BiMHW. 1 X04y, LWo6 e nobaymB HiMeLbKuii
odic, A xou4y, o6 Le 6a4nna nybnika B BepniHi. Lie po3pnBac MeHi
cepue: ske fo 6ica MMCTeyTBO? Xiba Hegonyrui XapT,

Mpo Te, WO Takuihy Hac Ty T nepdopMaHc, TaKi 'y Hac Ty T MyNbTiKi-
NynbTiKi. 04Ha 3 fiB4aT Knage rofioBy Ha rnieye iHWOoi. M/ pa3oM.

3anpoLlyeMo Bac Ha OeHb BigKpUTUX OBepei

OOHWM i3 3aB4aHb Ha pe3naeHLii 6yno CTBOPEHHSA
CaMOKYpPOBaHOi KONEKTUBHOI MOM-an BUCTaBKMW. HaLi yHaCHWLI
BUPIWMAM 3pOBUTU HACTYMHE: BOHW BiAKPWUN Hall po6o4mii
MPOCTIP, B AKWK | Tak Nepio4n4HO HaMaranmcb 3a3npaTi rocCTi
rOTEenNto, OCKIiNbKM BiH OYB NPSIMO HaBNPOTW ifanbHi. abu nogu
He 6oanMca 3axo4nTuY B Liei NpPOCTIp, MO FoTento OynM po3BillaHi
adiLui, 3pobneHi B Tilh caMili CTURICTWML, WO 1 iHLWi 06'ABM

B rOTENi. XXOOHOI MPeTeHUIMHOCTI Ha BENNKE CEepro3HE CydacHe
MUCTELTBO. MUCTELITBO He 3apain MUCTELTBa, a 3apaiu
no6yn0oBM MiOCUIHOKYMX CoLjianbHNX B3aEMO3B A3KIB. LMPOMY
XKECTY HE BaX/IMBO YK 3HalOe BiH CXBanbHUM BIAYK 4Yepes
BMYCYBaHHSA Y 3arafibHONPUNHATUIA KaTeropianbHWi anapar.

MUCTeLbKa aKLUia 6yna nofaHa gK «4eHb BiOKPUTUX OBEPEn>
Yy MaliCTEPHIO MONOOMX XY OOXHULb. yHaCHULi CMiNKyBanncb

3 yCiMa OX04MMM | po3KazyBany, Wo X Ty T Bigdysanoch

3a 3aKpPUTUMU OBEeprMa, a TaKoX MPOMOHYBanM CKOPUCTaTUCS
MOXIMBOCTAMM NPOCTOPY L1159 BNaCHOI TBOPHOCTI. 3arpOLIEHHS
NoOer 330BHi Mokasano, WO TakMii NPOoCTIp, SK TOW,

LL,O MW CTBOPWUIM Pa30M, MOTPIGEH He NKLLE TUM, XTO 3MOr X
«MpPaBUIbHO» 3aMOBHUTY 3asBKY Ha y4aCcTb. MUCTELTBO Mif Yac
BiliHM Ma€ nigcuneHui coyiansHnin dyHKLioHan i MoXe By Tu
IHCTpYMeHTanisoBaHe, 30Kpema, 419 XXMBUX MoTpeb TyT i 3apas,
a CTiHM ranepei Lie BXe 30BCIiM iHLa iCTOpIs.

3 AKoo MU NpaLtoeanu y «[lopoxosin BeXi» y I1bBoBiI
ni0 Yac Haloi KONeK TUBHOI BUCTaBKU «<HEMaE 3anBUX>

®OoTO 3pYyHOBAHOM O POCIACHKOK apMieto
6y auHKY B IpniHi, YkpaiHa. 3 nepdopmaHcy
OnekcaHgpwu KoxaH



Ha unx ceiTNnHax 4OKYMeHTauis MaliCTepHi, fka Bigbynacs
B pamMKax NporpamMu pesmgeHLii 4ns MUTYMHb-NoYaTKIBULb
M paszom, 60 B TpyckasLi, BNiTky 2023 poky.

PozBuBato4m crinbHOTM nonpu ¢isnyHi i LndpoBi BicTaHi,
KypaTop_ku Her* Gaze po3MipKoByBanm Hag MOXIMBOCTAMMN
BCTaHOBJ/IEHHSA 3B'A3KY Mi>XK OHNaliH i odpnaiH-nporpamMamu.

Hespaxxatoun Ha Te, Wwo ¢opmMaTh B-Mica4HOI OHNaH-
nporpammu Ta 10-geHHoI pe3ngeHuii y ¢isn4HoMy npocTopi
Pi3KO BigPI3HATHCSH OOMH Bif 04HOr0, KOMaH4a KypaTop_0oK
3anuwanacs Ha 3B'A3Ky Ta oOMiHOBanack nepebiroM 060x
MPOEKTIB | AINTaHHAMM, SKi BMHMKanM B npoLeci. KpiM Toro,
YaCTWHa KOMaHOW OHNalH-KypaTop_oK Banepia KapnaHb

i MaprHa MapiHi4eHKO nNpregHanmMca 4o 3yCTpidi MUTHYMHb-
noyvaTtkienub y TpyckasLi, Wob 3anponoHyBaTn KONEK TUBHI
PO34YMM MPO CaHaTOPIM AK MPUXMCTOK Y Hacu MOTPACIHb.
OBroBopoYM ICTOPUHHY POJIb CaHaTOPHMX MPOCTOPIB AN
KiNbKOX MOKOMiIHb YKPaiHCbKUX MUT_HMHb Ta IHTENEKTYyan_okK,
rpyna gocnigyyBana apXiTeKTypHe BTiNeHHS KOHLenLUii
KONEKTUBHOI OXOPOHM 3[0POB'H, AK ii MponoHyBany BnagHi
PEXNMU Pi3HMX Yacie. Bnpaea 3anuvwmna BisyanbHi Cnigv Ha Tinax
i pevax Xy4oXHWLb, Haguxak4m Ha noganbLnii PO3BUTOK i4EN.
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About Her* Gaze

Her* Gaze was initiated as an attempt to form ephemeral spaces
for feminist communities as sanctuaries in which to collectively
reflect onrussia’s war against Ukraine. It was borne out

of the deep-seated drive to forge and fortify feminist bonds,
aneed that s distinctly amplified in the harsh context of war.

As a multifaceted program with artist exchange and development
atits core, Her* Gaze has unfolded in two distinct parts -

an offline residency program for young Ukrainian feminist artists
titled We Are Together Because, as well as an online laboratory
for artists from Ukraine, Poland and Germany. While inviting
artists of different backgrounds and using different working
languages, both branches of Her* Gaze addressed common
issues of solidarity and imperialistic pacifismin search for
feminist justice and sincere forms of listening. The participating
artists attempted to find answers to questions such as:

how can feminist artists orient themselves both individually

and collectively in the context of russia's war against Ukraine?
How is the violence of war perceived and interpreted from
different standpoints? How can feminist artists ethically engage
with the stories of victims of war and trauma in ways that
encourage transformation on both personal and societal levels?

We Are Together Because, aresidency program curated by
Valeriia Zubatenko, was arare yet vital opportunity for feminist
artists who still reside within Ukraine to gather, exchange and
nurture a sense of collectivity. In the summer of 2023, 12 young
Ukrainian feminist artists convened for one week in Truskavets
in Western Ukraine. The residency took place in a sanatorium,
a space used for the treatment and recovery of people with
chronic illnesses which has now, like many places in Western
Ukraine, partially become a home for internally displaced




persons. Gathering in a site of restin a time characterized

by unrest, the participants collectively reflected upon both their
own and others' experience of the war through feminist optics.
They sought to find grounds for feminist alliances and also
develop strategies for self-care, while being given space

to artistically experiment as the program unfolded. With all

of the artists stillresiding in Ukraine, their personal, conflicted
feelings of both proximity and distance to the war was arecurring
topic of conversation. On the second day of the residency,

as the participants and curatorial team were forced to relocate
their working space to abomb shelter due to an imminent nearby
russian attack, the reality of this topic felt anything but abstract
or intangible.

Since the focus of the youth residency was on collective
dialogue, exchange and artistic development, a public
presentation of the artworks developed within the framework

of the program was not expected. Nevertheless, with an aura

of urgency enveloping the residency both in the direct context

of the recent attack and the broader context of the war, the
participants made a decisive turn towards immediate, self-
organized artistic action. They opened the dividing walls between
their section of the sanatorium and presented an impromptu
group exhibition which showcased their works-in-progress.

This exhibition, borne out of urgency, embodied the ephemeral
nature of emotions and the importance of solidarity amidst
adversity. Following the intensive and transformative week,

the participants were offered online mentoring to sustain

the momentum of the residency. In essence, the residency
program We Are Together Because offered a space for young
Ukrainian feminist artists to collectively process their feelings
towards the war and understand the potential of their own artistic
voices.

Curated by Oliver Dougherty and the curatorial duo Variable
name/Ha3sBa 3miHHa (Maryna Marinchenko and Valerie Karpan),

Her* Gaze’s online laboratory program responded to the urgent
need for artists from Ukraine, Poland and Germany to unite,
collaborate and address the urgent demand for international
feminist solidarities as a form of resistance. Across four months,
ten artists convened online to shape feminist artistic approaches
to storytelling that unearth concealed voices and stories.
Throughout the online laboratory program, the participants
received input from various activists, filmmakers, researchers
and artists that all direct their practices towards feminist justice
in the Ukrainian context. This input, along with the exchange

and dialogue with one another, has enabled the emergence

of strategies for more transformative methods of storytelling.

The starting point of Her* Gaze’s online laboratory was a critical
perspective on the plethora of imagery and documentation

that has emerged online of what has been described

as “the most documented war®. While such imagery often
reproduces the violence of the war and reduces Ukrainians

to nameless victims, the online laboratory participants have been
guided to find subtle ways of approaching the war that do not risk
the retraumatization of viewers nor saturate them with

the images of a spectacle. In this way, the Ukrainian feminist
stories and people that the participants have engaged with gain
nuance, agency and subjectivity.

Beyond the problematics of dominant online imagery, the online
laboratory participants also considered how Ukrainian archival
institutions and researchers - whether in Ukraine or in exile -
have been gathering and recording fragments and experiences
of the war as a form of resistance against the invader. Since
issues were encountered in accessing unpublished archives,
the curatorial team decided to establish closer collaborations
with independent researchers who have been diligently collecting
oral histories of women™ impacted by war, primarily through
interview-based methodologies. Some participants engaged
directly with the researchers'interview transcripts,



while others looked towards existing podcast archives

or even chose to conduct interviews independently.

With the significance of preserving feminist wartime
perspectives in mind, the participants learnt from and artistically
activated the work of researchers in order to ensure

that herstories may be archived and not excluded from

the collective memory of war.

Even for most Ukrainians still living in Ukraine, the perception
and understanding of russia’s military aggression cannot

be removed from its digital representation on screens.

Gathering in a virtual space, the online laboratory both embraced
and subverted the digitally mediated sense of experiencing

the war. The participants and the curatorial team alike searched
for feminist modes of connectivity across devices, despite

the risk of poor connection, occupying a temporary space

of solidarity, reflection and grief.

While unfolding in parallel, across both branches of Her* Gaze,
the participating artists undertook processes of learning

and unlearning. The severity and difficulty of this process,

and of course the topic itself, should not be underestimated.
Collectively engaging with the devastating topic of war has led
the participants to vulnerable places. Places where they've
had to articulate the pain of witnessing the suffering inflicted
by russia on Ukraine. Places where they have doubted

the importance of their own voice in contributing

to the dialogue on the war. Yet the critical and sensitive nature
of Her* Gaze has allowed us to unite in shared vulnerability,
fostering empathy to support one another and empowering
actions of decolonization and inclusion. From this vulnerable
standpoint, we present the sketches, fragments and reflections
that comprise Undercurrents, representing a process

of collective grief from which we salvage hopeful methods

of transformation and long for a more empathic world.

About curators

Variable Name/HasBa 3mMiHHa is an artistic and curatorial group
founded by Ukrainian artists and curators Valeria Karpan

and Maryna Marinichenko in 2018. Variable Name works

at the intersection of participatory art and non-formal education.
The artists are interested in the processes of communication and
exchange in the urban environment, multisensory experiences,
memory, and commemoration practices.

Since 2022, the group has been dealing with the representation
of the Ukrainian context ininternational institutions through
public performances, exhibitions, and residencies.

Among the significant curatorial projects of the collective

was the group exhibition of Ukrainian artists Out Loud

at Galeria Labirynt (Lublin, Poland), which was intended

to reveal the problem of russia’s appropriation of Ukrainian
culture. Valerie Karpan received a master’s degree in cultural
studies at the National University of Kyiv-Mohyla Academy

and is currently studying at the doctoral program

of contemporary art at the College of Arts University of Coimbra,
Portugal. And Maryna Marinichenko is continuing her education
at the College of Arts University of Coimbra, Portugal, obtaining
amaster’s degree andis also involved in activities of the Invisible
University for Ukraine, academic initiative by the Central
European University.



Oliver Dougherty (he/they) is a curator and cultural facilitator
who grew up on the unceded lands of the Wathaurong nation

in what is now known as Australia, and is currently based in Berlin.

In 2020, Dougherty curated the Futureless group exhibition

at SomoS Art House Berlin which presented the myriad
possibilities for queerfeminist futures. In the framework

of Futureless, Dougherty met Ukrainian artists Maria Kulikovska
and Oleg Vinnichenko who invited him to curate a program

at their art space Garage33 Gallery-Shelter which was set

to open physically in Kyiv in 2022. While the dreams

of the project could not transpire due to russia’s full-scale
invasion of Ukraine, Dougherty’s pre-emptive research

trip to Ukraine in 2021 became the catalyst for his support

of queerfeminist artists and people displaced by the war.
Throughout 2022, Dougherty facilitated an extensive cultural
program at the project space SP*Tlin Berlin that provided
animportant platform to the voices of displaced LGBT+ artists
and community members. Within this context, he launched
aresidency program for LGBT+ artists displaced by russia’s war
in Ukraine, supported by Goethe-Institut and Artists at Risk.
Oliver Dougherty holds a Master’s in Spatial Strategies from
Weissensee Academy of Art Berlin.

Valeriia Zubatenko is a Ukrainian independent left-wing artist,
researcher and curator. She has spent the last 11 years

as an activist, working in the public sector and in contemporary
art. She has been published as an independent essayist

in a number of Ukrainian publications. She received a degree

in philosophy in Kyiv and is currently studying at the Fine Arts
program at the LUCA School of Artsin Brussels. She works
with such topics as war, violence, social inequality, etc. through
a postcolonial and feminist lens.

Sofia Doroshenko is an artist originally from Lutsk. She studied

at the Lviv National Academy of Arts at the Department

of Sacred Art. After the Revolution of Dignity, she moved

to Kyiv and studied at the National Academy of Fine Arts

and Architecture. She was engaged in documentary theater

and studied at the contemporary art course “Space of Attention®
by Lada Nakonechna and Kateryna Badianova. She works

as a costume designer with the TABOR film production company,
and since the beginning of the full-scale invasion, she has been
volunteering to rebuild houses in Kherson and help the Ukrainian
army. In her personal artistic practice, she researches local
history, urbanism, street art, and easel graphics. At the same
time, she is engaged in the management and organization

of cultural and art projects.



Text by Valeriia Zubatenko about the residency
for emerging artists program which took place

insummer, 2023, in Truskavets city, Ukraine,
within the project Her* Gaze.

WE ARE TOGETHER BECAUSE
NO ONE IS UNWANTED

the official part instead of the prologue,
which | sent on WhatsApp to the SMM manager

I suspect that this text was never published
on social media

The residency was organized as a kind of snapshot of how young
women artists living in Ukraine witness the war through

a feminist lens. The reflections were aligned with the educational
component of the residency, which included feminist theory,
philosophy, and contemporary art theory. We Are Together
Becauseresidency focused on the search for an answer to what
makes solidarity possible and what new types of connections
began to unite us during the full-scale invasion.

We paid particular attention to the local context of Truskavets
and residents of the Vesna Sanatorium where we lived,
incorporating our different artistic practices into the venue
instead of instrumentalizing it. Despite the distinct backgrounds
of the participants, we managed not only to be and work together
using ethical feminist approaches but also to become areal
situational collective and a resource for each other. For example,
some participants initiated collaborative work with others for

the first time, while others found external supportin accepting

and affirming themselves as artists. This dynamic only shows
how necessary spaces of collective interaction are, especially
in difficult times.

introductory word

that's the way it was. but it was different too. to put it in the context,
| will say that| was invited to curate this project before its final
format was approved. the initial idea seemed dubious to me:

two separate parts of one project, namely an online program

for serious artists and an offline teenage art camp, which should
reflect on women'’s experience of war. independent curatorial
figures responsible for each part, unrelated to the other.

this was the “given® offered by the project managers.

as a feminist artist and theorist, | first of all wanted to break

the binary oppositions like “adult/child,* “professional/amateur
artist," “female experience/??7". a feminist project cannot

be implemented on non-feminist foundations. feminism

in the practice of cultural projects is not the mere presence

of “female™ themes, it's the “de-masculinization® of hierarchical
structures within the functioning of those projects. | entered
the project with this approach (and I'm leaving it even more
convinced inits relevancel. later, | was joined by the curatorial
team of the online part, with whom we share common values
and approaches to work. together we tried to modify the project.

despite the transformation of the proposed “art camp® format
into “residency for young artists," the pervasive inferiority

spirit of the “art camp® was present not only at the level

of the title. until the last month of the project, Ihad to correct
the project manager during working calls: it's a “residency,"
not “art camp.” | had to prove the significance by speaking

an established language that institutions understand, while

at the same time not accepting the ontological model described
by this language. but our participants decided to go the other way.



looking for signs

the stairs down led to the bomb shelter of the Vesna Hotel.
sirens were blaring. in the following days we would go down

to this bomb shelter many times because it was exactly during
our residency in Truskavets that the sirens went off. the first
one went off at about 4 am. “wake up, it's war!™ it was just like
the first day of the full-scale invasion. ilooked at our girls sitting
in a circle and thought: this is what it means to be an artist during
the war. i want the German office to see this, i want the public

in Berlin to see this. it breaks my heart: the hell with art! it all feels
like a stupid joke: this is the kind of performance art we have
here, this is our flying circus. one of the girls puts her head on
the shoulder of the other. we are together.

we invite you to the open day

one of the tasks of the residency was to create a self-curated
collective pop-up exhibition. our participants decided to do

the following: they opened our workspace, which hotel guests
were already trying to look into from time to time, as it was right
across from the dining room. to make people feel comfortable
entering this space, posters were hung around the hotel

in the same manner as other hotel announcements. there was
no pretense of high serious contemporary art. art should not
be for the sake of art, but for the sake of building mutually
reinforcing social relationships. a sincere gesture does not care
whether it finds a favorable response by fitting into a generally
accepted categorical apparatus.

the art event was presented as an “open day® in the studio

of young female artists. the participants talked to everyone
and told them what was going on behind closed doors,

and offered to use the space for their own creative endeavors.
inviting people from the outside showed that a space like

the one we created together is needed not only by those

who were able to fill out the application form “correctly.®

art during the war has an enhanced social function and can be
instrumentalized, in particular, for the needs of the here and now,
and the walls of galleries are a completely different story

we worked with in the Gunpowder Tower in Lviv during
our collective exhibition ‘There are no redundant*

The photo of ahouse destroyed by russian
army inlrpin, Ukraine. From performance
by Oleksandra Kokhan



These photographs document a workshop that was developed
as part of the residency program for emerging artists

We Are Together Becausein Truskavets, Western Ukraine

in summer 2023.

Fostering communities across physical and digital distances,
the curators of Her* Gaze envisioned possibilities of bridging
connections between the on- and offline programs.

Even though the formats of a 5-month long online program
and an intensive in-person 10 day residency differ dramatically
to one another, the extended curatorial team shared

the progress and challenges of both projects as Her* Gaze
unfolded. Moreover, part of the online curating team,

Valerie Karpan and Maryna Marinichenko, joined the emerging
artists’ gathering in Truskavets to offer collective reflection

on the sanatorium as a shelter in times of unrest. Discussing
the historical role of sanatorium spaces for several generations
of Ukrainian artists and intellectuals, the group was led

to consider the architectural embodiment of the concept

of collective healthcare as it has been proposed by the power
regimes of different times. The exercise left visual traces

on the artists’ bodies and belongings, inspiring further
development of their ideas.
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