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About the Right to Truth

Oksana Briukhovetska, Lesia Kulchynska

The idea of conducting a study through personal conversations arose during our
participation in the Tandem Ukraine program, where our French partner was Ségoléne
Pruvot from the organization European Alternatives.

At the time we had started doing feminist projects at the Visual Culture Research
Center (VCRC), which was something new. We were investigating the Ukrainian art
scene, especially the part that had become politically active following the Orange Revolu-
tion. Critical art, born out of the protest movement, responded to reality, political chang-
es and social problems. These artists began rethinking the gender hierarchy that has
long been dominant (and still is) in Ukrainian art.

The feminist narrative is articulated in Ukrainian art after the 2010s, in part due to
the influence of activist groups. Beginning in 2008, the unusual and often ambiguous
actions of FEMEN would shake up Ukraine’s media space. The possibility (or impossi-
bility) of using the female body as a symbol of protest was raised as an issue in public
discourse. In 2011, the grassroots initiative Feminist Ofenzyva was formed in Kyiv and
organized the Women’s Workshop exhibition at the VCRC. Feminist groups were created
in other cities, such as Feminist Workshop in Lviv, which still exists. The voices of some
of its participants are presented in this book. Three feminist exhibitions were later held
at the VCRC: Motherhood (2015), What in Me is Feminine? (2015) and TEXTUS. Em-
broidery, Textile, Feminism (2017), all curated by Oksana Briukhovetska. Along with the
new activist initiatives, for an increasing number of female artists feminism had a deci-
sive influence on their work. You will find a selection of their stories in this book.

Preparing these exhibitions helped to build ties, particularly with Polish artists. It
was also interesting for us to search wider—in neighboring and distant countries—for
sisterhood and solidarity. We had read about the legendary Western feminist art of
the 1970s and about the feminist movement in general and wanted to hear from the
women directly involved about their personal experience and their views on the pres-
ent. At the same time, we were interested in new modern forms of feminist art. It was
clear that somewhere between Eastern and Western Europe lies an invisible line, to the
west of which feminist art is a phenomenon of the recent past, while to the east it is
something completely new. However, if we look deeper into the past, into the history of
each country, we find women associated with the movement for women'’s liberation and
emancipation and different works that embodied the struggle for women'’s liberation. At
the same time, there is no country in the world today where feminism isn’t raising new
issues. We looked for women with whom we wanted to talk about all this.

They can be found everywhere, and this study would have had no boundaries were
it not for limited time, space and material resources. We were lucky to meet in Paris
with philosopher Geneviéve Fraisse (her texts, and also Martha Rosler’s, have never
been published in Ukrainian before). In our conversation, Fraisse talked about chance
and coincidence in the history of women’s emancipation. You can say the same about
this book. This collection was largely the result of coincidence and luck.

Mpo npaBo Ha iCTUHY

OkcaHa bproxoBeLbka, \ecsi KyabuMHCbKa

IAest NPOBECTU AOCAIAKEHHST Y GOPMi 0COOUCTUX PO3MOB 3’ABUAACS Y HAC Mip Yac
yyacTi B nporpami «TaHAEM-YKpaiHa», A€ HaLWOo NapTHEPKOLo i3 PpaHuii ctana CeroneH
MpyBo 3 opraHisalii «<€BpPONENCbKi arbTEPHATUBM».

Ha Toi yac M1 noyanm 3anmaTucs GeMiHICTUUHUMK NpoeKTamu y LieHTpi BidyanbHOI
KYABTYPH, i Lie ByAO LLOoCh HOBE. MU AOCAIAXYBAAM YKPAIHCbKY apT-CUEHY, TY il YacTUHY, AKa
3 yaciB nepworo ManaaHy — lNomapaHueBOi PEBOAIOLT — CTana NMOAITU30BAHOK. KpuTnuHe
MUCTELTBO, HAPOAXEHE 3 NPOTECTHOTO PyXY, PearyBano Ha AIMCHICTb, MOAITUYHI 3MiHW ¢ cOLLi-
anbHi NPoBAEMU. AN XYAOXKHMKIB Ta XYAOXHULb LLIET XBUAI XapaKTepHUM BYAO NEPEOCMUCAEH-
HA reHAEPHUX iEpapXil, WO AOBIO NaHyBaAu (Ta M AOCI MaHYHOTb) B YKPAiHCbKOMY MUCTELTBI.

ApTUKyAbOBaHa X GEeMiHICTUYHa NOBICTKa MPUXOAMTb Y CyYaCHE yKpaiHCbKe MUCTELTBO
nicaa 2010-x. Ha ue cyTTeBO NOBNAMBAAA AiIAbHICTb aKTUBICTCbKUX rpyn. MNoyrHaoun
3 2008 poky mepia-npocTip YkpaiHu cTpsicann HE3BUYHI M YaCTO HEOAHO3HAYHI aKLji
QEMEH. Y nybAiuHii AMCKycii novaAn nopyLlyBaT NUTAHHA MPO MOXAUBICTb (UM HEMOX-
AMBICTb) BUKOPUCTAHHA XIHOYOTO TiAa SIK NPOTECTHOro cMmBOAY. 2011 poky B KMEBi Byno
CTBOPEHO HM30BY CaMOOpPraHi3oBaHy iHiuiatny «@emiHicTyHa odeH3nBa», Ska, 30Kpe-
Ma, npoBeAa y LleHTpi BidyanbHOI KyAbTYpU BUCTaBKY «KiHOUMI Lex».

MocTtann GeMiHICTUUHI OCEPEAKM i B IHLLIMX MicTax, AK-0T «PeMiHiCTUYUHa MancTep-
HsA» y AbBOBI, fIKa Ai€ M AOHUHI. TOAOCH KIAbKOX ii yuaCHMLb NPEACTABAEHO Y LI KHUXLL.
3ropom y LleHTpi BidyaAbHOT KyAbTYpH BYAO MPOBEAEHO TPU GEMIHICTUUHI BUCTABKM
(«MaTtepurHCTBO» i «LLo B MeHi € Bia XiHkn?» (2015), «TEXTUS. BuwmMBKa, TEKCTUAL, de-
MiHi3Mm» (2017), kypaTopka — OkcaHa bptoxoBelbKa). MNopyy i3 HOBUMW aKTUBICTCbKU-
MW iHiLjaTMBaMM CTAAO 3'ABAATUCA A€AAAI DinblLe XyAOXKHULb, AN SKUX YCBIAOMAEHHSA
cebe GeMiHICTKOO MaAo BUpILLAAbHUI BNAWB Ha TBOPUICTb. Y Uil KHUXL| BM 3HANAETE
NOBIPKyY iXHiX icTOpiN.

Pobota Hap BUCTaBKaMK CripUsina HanaroAXEHHHO 3B’A3KIB, 30KpeEMa 3 NMOALCbKUMMU Xy-
AOXHMUSAMK. Ham BYAO LiKaBO NOMASIHYTU LUIMPLLIE — Ha CYCiAHI Ta BiAAAAEHI KpaiHW — B Nno-
LLYKY CECTPMHCTBA M COAIAAPHOCTI. MUK 3HaAM NPO AereHAapHe 3axiaHe GeMiHiCTUUYHE
mMucTeutBo 1970-x i 3aranom Npo GeMiHICTUUHWIA PyX LbOTO Yacy 3 KHUXOK i XOTiAM nouy-
T XMBi FOAOCU MPUUYETHUX AO HbOTO XiHOK, AIBHATUCA MPO IXHIM 0COBUCTUI AOCBIA Yua-
CTi B UMX npouecax i iXHi Norasip Ha cyyacHicTb. BopHOUac Hac LikaBUMAM M HOBI CyyacHi
dopmMn demMiHiCTUYHOro MUCTELTBA. ByAO OUEBMAHO, LLIO AECb MiX CxiaHOM 11 3axiaAHOH
€BpPOMNOIO NPOASrae HEBUAMMA AiHif1, HA 3aXiA BiA K0T PEMIHICTUMHE MUCTELITBO — SIBU-
LLIe HeAABHBLOTO MWHYAOTO, @ Ha CXiA — LLIOCb Haye 30BCiM HoBe. [1poTe rAsHYBLUW TAMO-
e B MUHYAE, B iCTOPIi KOXXHOI KpaiHM 3HaxoAMMO MOCTaTi XiHOK, MOB’A3aHi 3 pyxom 3a
XiHouy cBOBOAY M eMaHcunalLito, i pi3Hi TBOPU, B AKMX BTiAMAAcCS LS 60poTbba XiHOK 3a
3BiAbHEHHS. | HEMaE Takoi KpaiHW y CBITi, Ae deMiHI3M CbOroAHI He CTaBUB 61 HOBUX NK-
TaHb. TOX MW LWYKaAK XIHOK, 3 AKUMMW XOTiAM MOrOBOPUTK NPO BCE L.

X MOXHa 3HaMTH BCIOAM, | LIE AOCAIAKEHHS He Mano 6 MeX, IKOU HEe LAKOM TPUBiaAbHI
paMKu — MatepianbHi, MPOCTOPOBI, YacoBi. Ham nowacTtmao B Mapuxi 3yctpitn dirnocodu-
Hto XXeHeB’eB Ppecc (ii TEKCTH, Tak camMo ik TekcT MapTi Pocaep, Lie He nybaikyBaaucs



In parallel with Tandem we took part in other projects, including in the Czech Re-
public and Poland. We were interested in what was happening there and used those
trips to expand the geography of our study. We followed the path coincidence laid out
for us, and it led us to very different but equally interesting interlocutors from Ukraine,
Belarus, Russia, Poland, the Czech Republic, France and the United States.

This randomness does not claim to be exhaustive or objective—what you have in
your hands is more of a travelogue. This collection is a history of our meetings and con-
versations, documentation of our trips in 2016-2018 (in the literal and metaphorical
sense) in search of answers to questions that were important to us. It is presented as
a collection of interviews, and in reality these were often conversations with questions
in both directions, discussion, and exchange of opinions. Our search, our interest in
certain interlocutors, our questions to them and their answers, are all permeated with
vibrations of a certain historical moment and its political and social realities. We also
added to our collection a previously unpublished interview taken by one of our interloc-
utors, Zuzana Stefkovéa, with the American artist Martha Rosler, during Zuzana’s Ful-
bright-funded research on feminism and art pedagogy in the U.S. Thus, in our book the
roles change—interviewees become interviewers.

We divided the book into three parts: between the first section “Art Practices” and
the third—“Art Institutions and Activism”—we put the interview with Geneviéve Fraisse in
a section we call “Philosophy.” In our book, art is presented together with activism and
the activities of institutions and curators who work in them to recreate the atmosphere
of mutual influence that exists in real life. Philosophical thought is what connects all
these processes and puts them in historical perspective.

At the same time, there is a sense of incompleteness, because we didn’t have the
time or opportunity to meet and talk with many interesting people. The study remains
open, and we want to pass the baton to everyone who reads these pages.

In Prague we met Tereza Stejskalova, the initiator of the project Feminist (Art) In-
stitution. We are publishing the Code of Practice of a Feminist (Art) Institution because
the functioning of institutions turned out to be one of the most critical issues that came
up in many conversations.

There is an important idea expressed in this book by Parisian curator and research-
er Flora Katz, that feminism is always open to everyone. Feminism is not just something
for women at a certain historical time, feminism is what everyone always needs. As the
various interviews made clear, feminist rhetoric today applies to the situations of very
different oppressed groups, such as migrants, displaced persons, people with special
needs or queer people. Gender issues intersect with race, class and issues of the colo-
nial past. Feminism itself rethinks itself and changes with the times.

There is a lot in this book about social activism and about different models of so-
ciety based on freedom, equality and solidarity. But instead of the rhetoric of struggle
for a brighter future ruled by these abstractions, the conversations in this book revolve
around cooperation and concern for one another in the difficult present. Out of these
concrete and basic everyday solutions, or modes of action and cooperation, a com-
pletely different reality gradually emerges—one that is much more hospitable than what
many of us are used to and from which many suffer. And in this reality we begin to see
the contours of freedom, equality, solidarity and mutual concern.

The multitude of voices in this book is very important. Every voice here is unique
and has its own history. There is a lot that is personal in these stories, and it’s particular-
ly valuable that the participants were willing to share it. We can see the feminist slogan
“the personal is political” embodied in specific examples. It is also a struggle against
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YKPaiHCbKO0). B p03MOBI BOHa MipKy€e Npo 3HAYEHHS, Ike MatoTb BUNAAKOBOCTI 1 30i-
M B icTopii XiHouoi emaHcunalii. Mpo ue MoxHa CMIAMBO FOBOPUTK Iy BUMAAKY LLIET KHUX-
k1. s pobipka BEAMKORO MipOoto NocTana Ak pe3yabtat 36iriB UM LacAMBOro BUMAAKY.

MapanenbHO 3 Mporpamoto «TaHaeM» MK Bpann ydacTb B iHLIKMX NPOEKTaX, 30Kpema B Ye-
xii Ta MoAbLLi. Ham cTano LikaBo, L0 X BiABYBaETbCA TaM. | MU CKOPUCTAAUCA HAroAOHD LMX
NOi3A0K, L6 PO3LIMPKUTH reorpadito HaLoro AOCAIAKEHHS. TaKMM YUMHOM, MU Haue CAiayBa-
AW MapLUPYTOM, KU MPOKAGB HaM BUMAAOK. | BiH NPMBIB HAac A0 TaKMUX Pi3HMX, aAe OAHAKO-
BO LiKaBMX CMiBPO3MOBHMWLB 3 YKpaiHu, binopyci, Pocii, MoabLui, Yexii, ®paHuii Ta CLLA.

Taka paHAOMHICTb HEe NPETEHAYE Ha BUYEPMHICTb UM 06’ EKTUBHICTb. TOMY B TpUMa-
€Te B pyKax paalle TPeBEAOr. Lia KHUXKa € HAaCAIAKOM HalLMX peaAbHUX 3yCTpiven i pos-
MOB, AOKYMEHTaLE HalKnx nopopoxen nporarom 2016-2018 pokiB (9K y npsiMomy,
Tak i B MeTadpopMUHOMY 3HAYEHHI LIbOr0 CAOBA) Y MOLLYKaX BIANOBIAEN Ha 3aMWTaHHS,
fIKi ByAM AAA HAC BaXAMBUMUW. BoHa CKOMMNOHOBaHa Ak 36ipka iHTepB’to, Ta B PEaAbHOCTI
yacTo ue 6yAr po3MOBM 3i BBAEMHWMMU 3aNUTAHHSMM, AMCKYCiEt0, 0OMIHOM AYMKaMM.
Hawi nowykn — iHTEPEC A0 TUX UM IHLLIMX CMiBPO3MOBHULb, 3aMUTAHHA AO HUX, AK i iXHi
BiAMOBIAI, — NPOHM3aHi BibpaLisMK NEBHOMO iICTOPUUYHOIO MOMEHTY 3 MOr0 NOAITUYHK-

MW i couiaAnbHUMK peaniamMu. M TakoX AOAAAU A0 KHUXKU HeonybAikoBaHe paHille
iHTEPB’I0 3 aMePUKaHCHKOIO XyAOXKHMLEo MapToto Pocaep. Moro nposena oaHa 3 HaLLmx
pecnoHAeHTOK, 3y3aHa CTedKoBa, Nip 4ac CBOro AOCAIAKEHHA GeMiHIZMY Ta Neparorikv
B CLLA 3a cTuneHaieto ®ynbpaiTt. TakMM UMHOM, Y HaLLiW KHUXLI HEMAE GiKCoBaHMX Mo-
3u1LiN: Ti, B KOro 6epyTb iHTEPB't0, BepyTb iHTEPB’O B iHLLMX — BiAOyBaETbCSA OOMIH.

Mu CTpyKTypyBaAK BeECb MaTepian, PO3AIAMBLUN KHUXKY Ha TPW YacTUHU, A€ MiX nep-
UMM PO3AIAOM 3 Ha3BOHO «MUCTELbKI NPaKTUKK» | TPETIM — «MUCTELbKI iIHCTUTYLIT 1 aKTuK-
Bi3M» — pO3MIiCTUAM iHTEPB't0 3 XKeHeB'eB Ppecc B yMOBHOMY PO3AiAi 3 Ha3BO «Dinoco-
i, Y HaWIiM KHUXLi MUCTELTBO NPEACTAaBAEHE NOPYY 3 aKTUBIZMOM i AIIAbHICTHO iHCTK-
TyLiV Ta KypaTopoK, o6 BiATBOPUTU aTMOCchepy B3aEMOBIMAMBY, AKUM BUHUKAE B peanb-
HOMY XWUTTi. PinocodCbKa AYMKa € AAHLIIOTOM, SIKUIA 3B’SI3YE PidHI NPOLIECH 1 OCMUCAIOE
iX B ICTOPWUYHIN NepCneKTuBiI.

BoaHouac € BipuyTTA NEBHOI HE3aBEPLUEHOCTI, aAKe MU HE BCTUTAU YU HE 3MOTAU 3yCTPI-
TMCA 1 NOroBOPUTH 3 BaratbMa LikaBUMMU 0COOBMUCTOCTAMM. AOCAIAKEHHSA 3aAULLIAETLCS BIAKPH-
TUM, | MM XOUEMO NepeaaTH Lt ecTapeTy KOXHIM i KOXXHOMY, XTO ropTaTUMeE Lj CTOPIHKMK.

Y Mpasi Mmu 3ycTpinn Tepesy CTerckanoBy, iHiLiaTOPKy NPoeKkTy «PeMiHicTuYHa (Muc-
TelbKa) iIHCTUTYLjs». MUK nybAikyemo Kopeke npakTukn PemMiHiCTUYHOT (MUCTELbKOI) IHCTH-
Tyuii, 60 NUTAHHA 3MiHU GYHKLIOHYBaHHS iHCTUTYLLIM BUABUAOCA OAHUM i3 HaMHaraAbHi-
KX i nopyLlyBanocsi B 6araTtbox po3mMoBaXx.

BaxAnBOIO € inen, BUCAOBAEHA Y LM KHUXLL KypaTOPKOK M AOCAiAHMLED 3 Mapuxa
dropoto Kau; demiHi3aM 3aBXAN BIAKPUTUI AAS BCiX. DEMIHIZM — Lie HE WOCh AMLLE AAA
XIHOK Yy NEBHWI ICTOPHUUHMIA Yac, Le Te, Lo NoTpibHO BCiM i 3aBXAK. CnpaBai, Ak A0bpe
BMAHO 3 Pi3HUX IHTEPB’'0, PEMIHICTUUHA PUTOPUKA CbOTOAHI BKAKOUAE B KOAO CBOIX NPO-
6AEM CTaHOBMLLE AYXE Pi3HWMX MPUTHOBAEHMX TPy, TaKUX K MirpaHTH, NnepeceneHLj,
3apobityaHu, AAN 3 0COBAMBUMM NOTPeBaMM UM KBIP-AtOAU. [EHAEPHI NUTAHHS NepeTh-
HalTbCA 3 PACOBUMU, KAGCOBUMMU Ta MUTAHHAMMU KOAOHIaAbHOrO MUHyAOro. Cam demi-
Hi3M NepeocMUCAIOE cebe i OHOBAKOETLCS.

Y Ui KHMXLi 6arato MAETLCA NPO COLiaAbHUI aKTUBI3M, NPO MOXAMBICTb iHLLOT MO-
AEAi CycninbCTBa, 3aCHOBAHOT0 Ha cBOBOA|, PiBHOCTI Ta coninapHocTi. OaHaK 3aMicTb
puUTOprKKM 60poTLOM 3a NpekpacHe ManbyTHE, Ae BCi Ui abCcTpakuii MatoTb 3anaHyBaTH,
PO3MOBM B L KHWXLi TOYaTbCA AOBKOAA CrocobiB criBnpadi 1 TypboTh B HENPOCTOMY
TENepilHbOMY. I3 LIMX Ay)XEe KOHKPETHUX | 6a30BUX NOBCAKAEHHUX PilleHb, CNOCo6iB Aiil Ta
B3aEMOAIT MOCTYNOBO, KPOK 3a KPOKOM, CMAITAETbCA 30BCIM iHLIA peanbHiCTb — 3HAUYHO
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hierarchies. We are used to the words of experts and researchers having weight. But
here personal experience has weight, and it stands behind everything that is said and
done. This is a concept that artist Alma Lily Rayner calls “expertise-through-experience.”
And this is what we hear most often when we ask, “How did you come to feminism?”

That is why we took the title of the book from a phrase in our conversation with
Geneviéve Fraisse. It refers to the right to truth, which until recently belonged exclu-
sively to men. This shows that the truth is very closely connected to power. Anyone who
allows themselves to speak on its behalf automatically rises above others, those who
are wrong. At the same time, those who wield power have the right to judge what is true
and what is false. Is it possible to break this vicious cycle of domination and subjuga-
tion without abandoning the category of truth?

The right to truth postulated in this collection is the right to question “correct”
answers, and thereby the authorities that proclaim them, and to listen to oneself, to
one’s own feelings, needs, desires and doubts. To listen to one’s body, which has an
age, sex, complexion, skin color, social experience. The next step is the courage to talk
about this, to put your “personal” in the public sphere. The truth of personal experience
is always specific, and this particularity gives it the right to be taken into account. The
realization of this right is the only way to equality and freedom as a practice of human
relations. That is why mutual respect has an important place in feminist ethics: the
readiness to listen without interrupting, the readiness to not judge, the readiness for
solidarity without a single point of view.

That is why the private sphere has important political meaning for feminism. It is im-
possible to build a better society if there is violence, oppression or exclusion at the level
of private everyday relations, if in conversation someone is denied the right to be heard
or to be taken into account. We believe that mutual sensitivity to each other’s voices
should be the basis for working together and can make this cooperation joyful and deep.

Also, we reject postulates that only the private sphere should be a place for care
and concern, while society is a space for competition and the struggle for survival. In
the Code of Practice of a Feminist (Art) Institution, concern is recognized as an import-
ant component of public life. All of society should become a home where care and sup-
port for those who are weaker is important.

We were interested above all in art as a medium for expressing one’s own experi-
ence: art as self-expression, as liberation, as pain, as joy. The art of protest, art of strug-
gle, art of pleasure exist. Yet we hear disagreement with efforts to place art created
by women, or that reflects the experience of women, in a corner or a ghetto. We hear
voices that say, “Yes, | am a feminist, and what | do applies to all people, because the
struggle for liberation is not over.”

We want to thank everyone who had a hand in this book—those who transcribed,
translated and edited the texts, did organizational work, supported us with their
thoughts and ideas. Special thanks to Kateryna Mishchenko for providing inspiration
and important advice, and to Nelia Vakhovska for helping this book become reality.

FOCTUHHILLA, HiX Ta, A0 IKOT MU 3BUKAM | Bip SSIKOi BaraTto xTo notepnae. | B i peanbHOCTI
CrnpaBAi NPOCTyNatoTb KOHTYPK CBOBOAM, PIBHOCTI, COAIAAPHOCTI 1 B3aEMHOI TypbOTH.

Baratoronoccs L€l KHUXKKN Ayxe BaXAnBe. KOXEH roAoC TYT YHIKaAbHUI, 3 BAGCHOKO
icTopieto. Y umx po3noBiasix 6arato ocobuctoro. | 0co6AMBO LHHO, O CNiBPO3MOBHUL
6yAU FrOTOBI HUM MOAIAUTUCH. MK MOXEMO BaUUTH BTIAEHHS GEMIHICTUYHOrO racAa «oco-
6UCTe — Lie MOAITUUHE» Ha KOHKPETHUX NPUKAaAaXx. Lie Takox 6opoTbba 3 iepapxiamu. Mu
3BUKAM, LLLO BaroMe CAOBO MAa€ eKcnepTt, AOCAIAHWK, 3HaBeLb. TyT CAOBO HAAEXMUTb BAAC-
HOMY AOCBIAY, IKWUI CTOITb 3a BCiM, LLLO FOBOPUTLCS | 3AIMCHIOETbCSA. Lle Te, Lo XyAOXHMLSA
AnbMa Aini PaliHep 3raaye sk «eKCnepTHICTb-i3-A0CBiAy». | came nNpo ue MU YyeMo Haldac-
Tille, KOAW 3aMUTYEMO: SIK BU NPUIALLAK A0 GEMIHI3MY?

Tomy B Ha3BY KHUXKM MU BUHECAM dpasy, LLO BIACUAAE A0 HaALLOi pO3MOBHM 3 XXeHeB'eB
®pecc. Y Hil iAeTbCs NPO NPABO Ha iCTUHY, SIKe e AOHEAABHA BYAO 3aKPINAEHO BUKAKOUHO
3a YonoBikamK. Lie BKasye Ha Te, LLO iCTMHA AyXe TiICHO NOB’A3aHa 3 NMMTaHHAM BAaAK. T,
XTO AO3BOASIE COBI FOBOPUTH BiA i1 iMEHI, aBTOMATUYHO BUBULLYETLCA HAA IHLLMMU — TUMM,
LLIO NOMUASHOTLCS. BopHOUAC came Toi, XTO Ma€e B CBOIX pykax BAAAHWUI PeCYpC, | 3aKPinAtoe
3a co60t0 NPaBO CyAWTH, LLO € iICTUHHUM, a Lo XMOHKUM. Yn MOXAMBO po3ipBaTy Lie NopoUHe
KOAO AOMiHYBaHHS i MIAKOPEHHS, HE BIiAMOBMBLLIUCb BiA CaMoi Kateropii icTMHHOro?

lpaBo Ha iCTUHY, IKe NOCTYAIOE LSt KHUXKa, — Lie NMPaBOo NOCTaBMTU Mip CYMHIB «Mpa-
BUAbHi» BIAMOBIAI, @ OTXe, ByAb-IKi aBTOPUTETH, LLIO iX NMPOrOAOLLYIOTh, | MPUCAYXATUCS AO
cebe, AO CBOIX BipUyTTiB, NOTPe6, HaxkaHb UM CyMHIBIB. [TpUCAyxaTUCA AO CBOTO TiAa, LLO
Ma€ NeBHWUM BiK, CTaTb, KOMMAEKLLtO, KOAIP LLKipK, CoLlianbHUI AOCBIA. HacTynHMM Kpo-
KOM € CMIAMBICTb NPO Lie 3aroBOPUTH, BUHECTU CBOE «0cobucTe» B NyOAiUHY cdepy. IcThHa
0CcobMCTOro AOCBIAY 3aBXAM cnieuundiuHa, i came B CBOIM NAaPTUKYASPHOCTI BOHA Mae npa-
BO 6yTK BpaxoBaHOW. Peanizalis LboOro npaBa € EAMHUM LUASIXOM AO PIBHOCTI 1 cBOHOAM
AK NPAKTUKKU AFOACBKKMX CTOCYHKIB. Came ToMy Y GEMIHICTUUHIN eTuLi BaXXAMBE MicLe
nociaae B3aemonoBara: roToBHiCTb CAyxaTh He nepebuBatoym, roTOBHICTb HE 3aCyAXyBa-
TV | TOTOBHICTb AO COAIAGPHOCTI 63 EAMHO NPABUALHOT TOUKK 30pY.

Came ToMy AA PEMiHIBMY BaXXAMBE MOAITUYHE 3HAYEHHA Mae chepa NPUMBaTHOrO.
HemoxArMBO nobyayBaTh KpaLle CyCMiAbCTBO, AKLLO Ha PiBHI NPUBATHUX NOBCAKAEHHMX
B3aEMOAIN NaHye HAaCUAbLCTBO, MPUrHOOAEHHS UM BUKAKOUEHHS, AKLLO B PO3MOBI KOMYCb
BIAMOBAEHO B NpaBi 6yTW NoYyTOO(MM) UM BpaxoBaHO(MM). MU BiprMO, LLIO came B3a-
€MHa YyTAUBICTb AO KOXHOIO roAOCy Ma€ 6yTW OCHOBOO criBnpaLi M MoXxe 3pobuTH Lo
cniBnpauto PaAiCHOK i HACUYEHOHO.

TakoX MW BiAKUAGEMO MOCTYAATU MPO Te, LLO TiIAbKW NpUBaTHa cdepa Mae byTn Mic-
uem TypboTH Ta OnikK, TOAI AIK CYCMiABCTBO € MPOCTOPOM KOHKYpeHLi Ta 6opoThbu 3a
BWXMBaHHA. Y KoaeKkci npakTukn GemiHiCTUUYHOI (MUMCTELKOI) iHCTUTYLIT Onika BU3Ha-
€TbCS BaXXAMBWM CKAAAHUKOM FPOMAACBKOIO XUTTA. YCe CYCniAbCTBO Mae CTatu Takum
AOMOM, Y SIKOMY NIATPUMKA | MiKAYBaHHSA NPO cAabLLIMX — BaXAUBI.

MNepeayciMm HaC LiKaBMAO MUCTELTBO AK MEAIYM AAS BUCAOBAEHHS BAGCHOIO AOCBIAY.
MMUCTELTBO IK CaMOBUPAXEHHS, IK 3BiAbHEHHS, K DiAb, IK PAAiCTb, K NMOAITUUHA 3asBa.
€ MUCTeUTBO-NPOTECT, MUCTELTBO-O0pOTLOA, MUCTELITBO-HAcOAOAA. BopHOUAC MK uyeMo
He3roay 3 HaMaraHHsAMK PO3MICTUTU MUCTELTBO, SIKE CTBOPHOHOTb XIiHKM i sike Binobpaxae
AOCBIA XIiHOK, Y BIABEAEHOMY MOMY KyTKY, MEBHOMY reTTto. Mun YyeMO roAOCH, SKi MPOroAo-
LIYHOTh: «Tak, A GeMiHICTKa, i Te, Wo A PobAD, CTOCYETLCA BCiX AHOAEH, CTOCYETLCA TOrO, IO
60poTbOy 33 3BIAbHEHHSA HE 3aKiHUEHO.

MM XouemMo BUCAOBUTH MOASIKY BCIM NPUYETHUM AO POBOTH HaA KHUXKKOHD: TUM, XTO PO3-
LUMDPOBYBAAK, NEPEKAGAAAU, PEAAryBAAK TEKCTU, 3aiMAAMCS OpraHi3aLliiHoo poboToto, Mia-
TPUMYBaAW HAC CBOIMKU AyMKaMM Ta inesimu. OcobanBa nopsika KatepuHi MillleHKO 3a HaTXHEeH-
HA | BAXAMBI nopaav Ta HeAi BaxoBCbKil 3a CNPUSAHHSA TOMY, W06 LA KHWXKa nobadnaa CBiT.



Feminists Know How to Build Bridges

Ségoléne Pruvot

Traveling and meeting feminists throughout the world, understanding the com-
monalities and discrepancies in the struggles and in the actual states of oppression
has been old dream of mine.

This dream was motivated by the willingness to find answers.

What are the most powerful ways to destabilize power structures and get them
to change? How do other feminists throughout the world work? What are the realities
and issues they face and how do they creatively engage with them to resolve them?
How does art help us in the endeavor of eliminating patriarchy and creating the condi-
tions for equality and democracy for all? How does one create conditions for change?

The interviews in this book are part of this exploration, which was joyfully car-
ried out with Oksana Briukhovetska and Lesia Kulchynska from the Visual Culture
Research Center. They give an insight into what feminism means for artists and art
curators in their daily work, how it inspires and shapes their work. They tell stories
of women who have articulated their own answers to how they think they can act as
feminists in their lives and professional activities, and who work not only for them-
selves but for others, too.

We have had the chance to meet inspiring individuals and groups, discover new
works of art, and confront different realities. This has informed my daily practice at
European Alternatives — co-leading an organization that wants to create the condi-
tions for equality and democracy for all in the transnational political space we share.
EA is an organization that wants to be feminist not only in words but also in practice,
with all the difficulties and contradictions that this entails.

Here are some of the key reflections and learning points that | would like to
share with the readers of this book.

Feminism is not outdated in any part of the world

The wide visibility of the #metoo movement has shed new light on the common
practices of harassment and violence against women, notably in the artistic sector.
It may seem even more obvious now than before that feminism is not outdated.

However, there is a persistent idea that some countries are much better than
others for women and that everything is to be learned from these places and peo-
ple. I have the feeling that some of these ideas were deeply embedded in the minds
of some of the feminists we met during this project, especially in Ukraine.

But societal change happens slowly and the obstacles are numerous and pow-
erful. In France, the numbers showing the underrepresentation of women in the arts
are striking, and the ways discrimination towards women artists works is shocking.

Two of the stories told by our interviewees stick with me:

Morgane Lory expressed all her frustrations with the limitations of the work
achieved by HF Tle-de-France. The organization was created as a watchdog to show
the state of underrepresentation of women in theater in France and as a sort of lobby
for progress. HF fle-de-France has worked with theaters directly, notably through the

demiHicTKM 3HaAIOTb, AK OyayBaTM MOCTH

CeroneH lNpyBo

MoaopoxyBaTH | 3HAMOMUTUCS 3 GEMIHICTKAMM MO BCbOMY CBITY, PO3yMiTH CMiAbHE Ta
BiAMiHHE B 60pOTb6i Ta peanbHKUX CTaHax NPUrHOBAEHHSA — MOS AABHA Mpisi.

Lis mpina rpyHTyBanacst Ha 6axaHHi 3HaxoAUTU BiANOBIAI.

AKi HaMNoOTYXHiLWi cnocobu pecTabinidyBaT BAAAHI CTPYKTYPU Ta 3MYCUTU iX 3MIHWUTH-
cA? AK NpaLooTh iHLWI GEMIHICTKM Y BCbOMY CBITI? 3 AKMMU peaniaMmu Ta npobaeMamu
BOHM CTUKAIOTbCA | IK TBOPYO B3AEMOAIIOTb 3 HUMM, LLO6 iX BUPILLWUTU? AK MUCTELTBO
AoromMarae Ham y cnpaBi 3HULLEHHS NaTpiapxaty i CTBOPEHHS YMOB AAA PIBHOCTI Ta Ae-
MOKpaTii AAS BCIX? AK MOXHa CTBOPUTU YMOBU AN 3MiH?

IHTEPB’I0 B Uil KHMXL — YaCTMHa TAaKOro AOCAIAXKEHHS, AKE MU PaAiCHO NPOBEAU
pa3om 3 OkcaHoto bproxoBeupbKkoto Ta Aeceto KyabUMHCBKOK 3 LIEHTPY Bi3yaAbHOI KyAbTY-
pu. Li po3mMoBM NOKa3ytoTb, WO O3HAYaE GEMIiHI3M AAS XYAOXKHULb Ta KypaTOpPOK Y iXHil
NOBCAKAEHHIN pobOTi, IK BiH HAAUXAE X Ta BNAMBAE Ha iXHIO AiIAbHICTb. BOHUM npo icTopii
XIHOK, fIKi CGOPMYAIOBAAU BAACHI BIANOBIAI HA NUTAHHA: SIK AIATM NO-GEMIHICTUYHO-

My B 0COBMCTOMY XUTTi Ta NPOdECIMHIN AISABHOCTI | K NpaLtOBaTh He AULLe AAS cebe,
a 1 ANA IHLUMX TAKOX.

Ham noLacTMAo 3yCTpIiTUCA 3 AHOABMM Ta KOAEKTMBAMMU, SIKi HAC HaAMXaAW, BIAKPUTH
A5t cebe HOBI MUCTELbKI NPOEKTU Ta HOBI BUMipK peanbHoCTi. LLi 3ycTpiui Ta po3amoBu
BMAMHYAM Ha MOHO LLLOAEHHY poboTy B «EBPONENCHKUX aAbTepHATUBAX», Ha Te, AKMM YMHOM
1 BUKOHYIO CBOT 000BSI3KM CMiBKEPIBHWLL OpraHisaLljii, cnpsiMoBaHOi Ha CTBOPEHHS YMOB
ANl PIBHOCTI Ta AEMOKpATIi AAA BCIX Y HALLIOMY CMiAbHOMY TPaHCHALIOHAaAbHOMY MOAITUYHO-
My npocTopi. Halla opraHisauis nparHe 6yt ¢emiHiCTUUHOIO He AMLLIE Y CBOIX AEKAapaLLi-
X, @ My cnocobi dyHKLiOHYBaHHS, MONPW BCi NOB’A3aHi 3 UMM TPYAHOLL| Ta CynepeyHoCTi.

Ocb KinbKa KAOUOBUX PedAEKCIN Ta YPOKIB, SKMMU A XOTiAa 6 MOAIAUTUCA 3 UMTauKa-
MU Ta YMTaYaMM LLET KHUXKKM.

®emiHi3M He 3acTapiB y )XOAHIA YaCTUHI CBiTY

LLinpoka BUAMMICTb pyxy #MeToo NpoAUAa CBITAO Ha MOLLMPEHi NPaKTUKKU XxapacMeH-
Ty Ta HAaCUAbCTBA LLIOAO XiHOK, 30KPEMa Yy MUCTELIbKOMY cekTopi. HWHI, MabyTb, binblue,
HiX 6yAb-KOAM, CTAAO OUEBMAHO, LLIO PEMiHI3M He 3acTapiB.

OAHaK ipnest Mpo Te, Lo B AEAKMX KpaiHax XiHKaM 3Ha4yHO Kpalle, HiX B iHLIKX, i WO
noTpibHO HaBUYATUCS BiA LIMX KPAiH | AOAEN, HIKYAU HE 3HUKAA. Y MEHe € BiauyTTS, Lo
NeBHi Taki ipel MiLHO 3aKOPIHEHI y CBIAOMOCTI AEAKMUX GEMIHICTOK, 3 AKUMM MU 3yCTpiva-
AMCA B paMKax MPOEKTY — 30Kpema B YKpaiHi.

AAe cycninbHI 3MiHW AOCSTaloTbCA NMOBIAbHO, @ NEPELLUKOAM AAST HUX — UUCAEHHI 1 No-
TyXHi. LLoao cutyauii y ®paHuii, AMcnponopuis npeACTaBAEHOCTI XIHOK Y MUCTELbKOMY
CEKTOPI TYT BpaXxae, a BUNaAKU AUCKPUMIHALLIT XyAOXKHMWLb — NPOCTO LLIOKYHOTb.

MeHi 3anaav y nam’aTb ABi iCTOpIi, IKi PO3NOBIAWM HaLLi PECMOHAEHTKM.

MopraH Aopi BUCAOBUAG CBOE po3yapyBaHHS peayAbTataMu AisiabHocTi HF fle-de-
France. Lito opraHisauito 6yA0 CTBOPEHO SIK HAarASAOBMIA OpraH, Wob NpoAEMOHCTPYBaTH
HEAOCTaTHIO NPEACTABAEHICTb XIHOK Y dpaHLy3bKOMY TeaTpi, @ TakoX K AOBICTCbKY
opraHi3aLito AM AOCATHEHHS NeBHoro nporpecy. HF fle-de-France npaLtoe 3 Teatpamu



18 19

project Saison Egalité (Season of Equality), in which theaters would commit to better
representation of women in their programs. Despite ten years of active lobbying and
cooperation with some famous Parisian theaters, the number of theaters directed
by women in France (20-25%) and the number of theater plays written by women
that get produced appears to be stagnating, even in most of the theaters formally
engaged in the project.

One of the people we met in the research process was French philosopher, art
critic and curator Géraldine Gourbe. Informally she told us how common disregard
towards young female artists in French art schools is. She reported that many of
the predominantly male teachers do not hesitate to make discriminatory comments
towards women or express doubt about their ability to have a professional career,
even when most students are women. She also reported that artworks by women
are still largely absent from the curriculum of art schools in France. Her interview is
not transcribed here, but we invite you to look at her work online.

These two stories show how much change is still needed in France, which reso-
nates with the feeling | got from Middle Eastern and Ukrainian activists during Womi-
dan, an inspiring project in Sweden, in which European Alternatives was involved. Many
of my fellow feminist activists were almost surprised by the state of affairs for women
in Sweden. Although the country appeared from abroad as a paradise for women and
feminists, the patriarchal system still found its own clever ways of confronting change.

The most inspiring stories are not where one most expects them

Ten years ago, | was impressed by Polish feminists joining forces with migrant
support groups. This openness to not only women but to other people who do not
have access to mainstream services and cannot enjoy full rights where they live is also
reflected in the interview with Sylwia Nikko Biernacka from The Machine of Changes
in Gdansk. Her project cares about people with disabilities as much as gender issues.
The Polish feminists are an inspiration. As demonstrated by the Black Protests, despite
a very adverse environment, they managed to rally a large group of supporters, to be
heard, and to get the country to move away from very conservative positions.

In Ukraine, | was extremely impressed by the commitment and courage of
the groups of young ladies fighting in adverse environments, like the university in
the case of FemSolution or the conservative city of Lviv in the case of Feminist
Workshop. They spread feminist thinking and strategies, share tools and inspire
self-confidence in others. These young women are practitioners of feminism as well
as thinkers. | love the way feminism has become a creed in their lives, one that is
worth spreading and fighting for.

Feminist art is called upon as tools for social change

The kind of feminist art that is currently being produced in Ukraine is very differ-
ent from what is produced in a country like France. | felt that the relationship to the
body, to sexuality, to textures and fluids was very present in the Ukrainian context. The
use of paint and drawing is also very important in the work of the artists interviewed.

Even if the use of one’s body is very central to the work of an artist such as ORLAN,
or in the theater plays of Rébecca Chaillon, our interviews revealed that feminism was
also practiced as a method of arts production and curation in addition to being one
of the core issues of some artists’ work.

“Feminism for me is a method or a way to look at the world,” says Isabelle
Alfonsi. Being a feminist in the art world means negotiating the relations of power,

6e3nocepeaHbo, 30KpeMa B pamMKkax NpoekTy «Ce30H piBHOCTI» (Saison Egalité). Tea-
TPM, Wo 6epyTb yyacTb y LbOMY MPOEKTi, BU3HAIOTb CBOED METOK AOCATHYTU BiAbLUOI
NPEeACTaBAEHOCTI XiHOK y CBOiX nporpamax. OAHaK, Ha XaAb, NONPU AECATb POKIB
aKTMBHOrO A0GitoBaHHSA i cniBnpaui HF 3 BIAOMUMU Napu3bKUMu Teatpamu, y OpaHuii
KiAbKICTb TeaTpiB 3 AMpPEeKTopKaMu-XiHkamu (20-25%) Ta KiAbKiCTb NOCTaBAEHUX Tea-
TPaAbHUX M’EC, HANUCAHUX XiHKaMM, He 3pOCTatoTb — HaBITb Y BIAbLLOCTI 3 TUX TeaTpiB,
AIKi 00iLiMHO 6epyTb yYacTb y NPOEKTI.

Cepea AOAEN, 3 AKMMKW MKW NO3HANOMMAKCA Y MPOLEC AOCAIAKEHHS, Byna XKe-
panbAiH T'yp6, dppaHLy3bka GIAOCOPUHSA, KPUTUKUHA MUCTELTBA i KypaTopKa. Y He-
dopManbHii pO3MOBI BOHa pPO3MoBiAa, HACKIAbKM MOLLIMPEHE HEXTYBAHHSA MOAOAW-
MU XYAOXKHULAMM Yy dpaHLy3bKMX XyAOXHIX LLKOAAX. 3a ii choBaMM, barato BUKAA-
AauiB (SIKi € nepeBa)xHO YOAOBiIKaMK) 6e3 BaraHb BUCAOBAKOIOTb AUCKPUMIHALHI
KOMEHTapi Npo XiHOK Ta iXH0 3AaTHICTb ByAyBaTU Kap’epy — MNONPU Te, L0 XiHKKU
HacnpaBAi CTaHOBAATL BiAbLLICTb Cepea CTYAEHTCTBa. BoHa Takox po3kasana, Lo
TBOPW XIHOK AOCi MEPEBaXHO iIrTHOPYIOTb y Mporpamax ¢paHLy3bKUX MUCTELbKMX
3aKAaAiB OCBITW. Y UbOMY BUAA@HHI HEMAE iHTEPB'IO 3 HEHD, ane MU 3aKAMKAEMO Mo-
LyKaTH ii poboTn B Mepexi.

Lli ABi icTOpii noKasytoTb, Lo y ®paHLii 3MiHK AOCi BKpalt HeobxiaHi. Lle nepery-
KYETbCA 3 TUM BIAUYTTAM, AIKE A MOMITUAA CEPEA KOAEXAHOK-aKTUBICTOK i3 BAM3bKOro
Cxopy Ta Ykpainu nia yac npoekty Womidan — iuie oAHOro HaTXHEHHOTO MPOEK-

Ty, SKnii BiabyBaBcs y LLBeLii i B Akomy «EBPONENChbKi arbTepHATUBW» Bpanr yyacTb.
Barato ¢eMiHiCTUUHUX aKTMBICTOK ByAM 3AMBOBAHI CTaHOBULLEM XiHouTBa y LLBeLii.
HaBiTb y KpaiHi, fika 3-3a KOPAOHY 3AAETLCA PAEM AAA XKIHOK, NaTpiapxaAbHa cucTtemMa
BCE OAHO 3HAXOAMTb XWUTPi cnocobu onupatTucst 3MmiHam.

Haubinbie HapuxaloTb icTopii, 3HauAeHi 30BCiM He TaMm, A€ iX OUiKy€eLl

LLle pAecsiTb poKiB TOMY MeHe Bpa3uAM NOALCbKI GEeMiHICTKK, aKi 06’eAHAAM 3YCUA-
ASl 3 TPpyNamMu NiATPUMKK MirpaHTiB. Lisi BIAKPUTICTb HE TIAbKM AO XIHOK, @ 1 AO iHLIMX
AOAEN, SIKI HE MatoTb AOCTYNY A0 6a30BUX BAAr Ta NOCAYT | HE MatOTb MOBHOLIHHUX
npaB TaMm, A€ XMBYTb, TAKOX BipobpaxeHa B iHTepB'to i3 CrAabBieto Hikko bepHaLkoto
3 «MaLL1HU 3MiH» Y [AGHCbKY. [T TPOEKT NPUCBAYEHMIA AOAAM 3 IHBAAIAHICTIO HE MeH-
e, HXX reHAePHUM NMUTaHHAM. [TOAbCBKI GEMIHICTKM — CpaBXHE AXEPENO HAaTXHEH-
HA. AK NoKasann «<HopHi NPOTECTW», Y AYXKE HECTIPUATAMBOMY CEPEAOBMULLI iM BAANOCH
3ibpaTv BEAUKY rpyny NPUXUAbHULb i MPUXUABHUKIB, BYTU MOYYTUMMU i BMYCUTU CBOIO
KpaiHy BiAXOAMTH BiA AYXXE KOHCEPBATUBHMX MO3WLLIN.

B YkpaiHi MeHe Hap3BMUaMHO Bpa3uAa CaMoBIAAAHICTb | BiaBara rpyn MOAOAMX
XIHOK, fIKi BOPIOTLCH Y HECMPUATAMBMX YMOBaX — B YHiBepcuTeTi, ik FemSolution,
UM B TAKOMY AOBOAI KOHCEPBATUBHOMY MICTI, K /\bBiB, Y BUNaaKy «PemiHicTuyHoI
MaMcTepHi». BOHW NOLIMPIOKOTL GEMIHICTUUHE MUCAEHHS Ta CTpaTerii, HaAaOTb IHCTPY-
MEHTU iHLLIMM AOASIM | AOAAKOTb iM yNeBHEHOCTI B c06i. BOHM — He AMLLIE MUCAUTEABKM,
a 1 NpaKTUKKHI demiHiaMy. MeHi ayxxe nopobaeTbes, Ik GeMiHi3aM, BOyAOBaHWI Y IXHE
XWUTTA, CAYTYE NPUKAGAOM, BapTUM TOrO, LLLO6 MOro nolinproBaTv Ta 60poTUCS 3@ HbOTO.

®demMiHiCTUUHE MUCTELTBO HEObOXiAHE AK IHCTPYMEHT couiaAbHUX 3MIH

Tol TMN GEeMiHICTUYHOrO MUCTELITBA, AKE HWHI CTBOPIOKOTL B YKpaiHi, Ayxe Biapis-
HSIETbCA BiA TOrO, AIKE CTBOPIOKOTH Y TaKMX KpaiHax, Ak ®paHuis. Y meHe Byno BiauyTTA,
LLLO BIAHOCWHMU 3 TIAOM, CEKCYaAbHICTIO, baKTypamu Ta cybCcTaHUisMK B YKpaiHCbKOMY
KOHTEKCTi AyXe MPUCYTHi. BukopucTaHHA Gpapbu Ta MaAOHKIB TAKOX AYXe BaXAW-
Be B POOOTi XyAOXKHULb, Y AKUX MU Bpanur iHTEPB'to.
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collaborations between artists and curators and funders, in a different way. It is
linked to accepting different temporalities and rhythms. All this may sound less op-
positional but it could also pave the way to social change through different means.

Creating safe spaces and chains of solidarity is key to making change possible
The reference Flora Katz made to Pamela Allen’s 1970s text “Free Space” is
one that has stayed with me since we met. Many of the arts professionals and think-

ers we met in France made references to the usefulness of creating such spaces
today. Creating the right conditions for the discussion and understanding of oppres-
sion and violence, and for supporting each other, is not as easy as one would expect
and requires method and commitment.

| had the feeling that it was those safe spaces that helped French feminist cu-
rators the most in their practices. | had the feeling that such spaces for free expres-
sion, support and exchange had appeared very spontaneously in Ukraine for artists
identifying themselves as feminists, too. The sense | got from an encounter of femi-
nist artists was one of support, fun and openness.

Making alliances and building solidarity chains to support each other in times
of hardship may be one of the most powerful means to initiate and support social
change. Beyond inspiration and learning, beyond new friendships, | hope that with
this project and book we have contributed to reinforcing these networks of support
and have therefore paved the way a little more towards social change.

BWKOPMCTaHHA BAACHOTO TiAa € LIEHTPAAbHUM AAA POBOTU TaKUX XYAOXKHULb, K
ORLAN, ab0o — B iHLLiN chepi — AAA TeaTpanbHKX BUCTaB Pebekku LLlaioH. BopHouac
Halli iHTEPB’t0 NOKa3aAW, Lo GEMIHI3M He AMLLIE € OAHIEID 3 KAOUOBMX TEM Y pobOTi Aes-
KMX XYAOXHWLIb, @ M MPaKTUKYETLCA IK METOA BUPOOHULITBA Ta KypyBaHHA MUCTELTBA.

«PeMiHi3M AA MeHe — Le meTop abo crnocib AUBUTUCA Ha CBiT», — Kaxe 13abenb
AAbOOHCI. ByT PeMiHICTKOKO B MUCTELTBI O3HaYa€ NepeoCMUCAOBATHU BAAAHI BIAHOCUHMU,
3MiHOBaTK cnocobu cniBnpawi Mix XyAOXKHUUSMU M XyAOXHUKaMM, KypaTop(K)amu Ta
rpaHToAaBUAMM. Lie TakoX NOB’A3aHO 3 MPUUHATTAM Pi3HMX TEMMOPAAbLHOCTEN Ta PUTMIB.
Yce e Moxe BUAATUCS MEHLL paAnKaAbHUM, OAHAK Lie TaKoX 3aCobu, SKUMU MU MOXe-
MO MPOKAAAATH LLUASIX AASI CYCTIABHMX 3MiH.

CTBOpeHHA 6e3neuyHUX NPOCTOPIB Ta MepeXX COAIAAPHOCTI — KAOUOBE AN YMOXK-

AUBAEHHA 3MiH

3 vacy Hawoi 3ycTpivi 3 dropoto Kal s He nepecTaro AymaTu nNpo 3rapaHuin Heto
TekcT Mamenn AAneH «BinbHUIM NpocTip», HanucaHnn y 1970-x pokax. barato ¢ppaHuy3b-
KUX NPOPEeCcioHaNOK i MUCAUTEABOK Yy Chepi MUCTELTBA MNiA Yac 3yCTpidi FOBOPUAK MPO
BUKOPUCTaHHA 1 KOPUCHICTb CTBOPEHHSA TakmMx NPOCTOPIB Yy Halw yac. CTBOPEHHS HaNEX-
HUX YMOB AASE 0BrOBOPEHHA 1 PO3YMIHHA MPUrHOBAEHHS Ta HACMABCTBA, AN HAAAHHS
NIATOMMKK OAHA OAHIM — Lie HE TaK AErKo, IK MOXe 3AaTuCs, | BUMarae MeToAMUYHOro
niAXoAY ¥ BiaA@HOCTI cnpasi.

AAe MeHi 3panocs, LWo came Taki 6e3neyHi NpocTopu HalbiAbLLe pAonomaratoTb ppaH-
LYy3bKUM GEMIHICTUUHUM KypaTopkaM Y iXHil npakTuui. Y MeHe CKAAAOCS BPaXeHHS, WO
TaKi MPOCTOPU BiIAbHOTO BUCAOBAIOBAHHS, MIATPUMKMU M 0OMiHY AYXE CMOHTAaHHO BUHWMKAM
i B YKpaiHi AN XYAOXHMULb, AKi IAEHTUOIKYOTb cebe ik deMiHiCTKU. ATMocdepa i1 HacTpin,
LLIO NepeAaBcs MeHi nicAs 3ycTpider i3 GeMiHICTUYHUMK XYAOXKHULIAMU, BYAU CMIOBHEHI
NIATPUMKK, PAAOCTI 1 BiAKPUTOCTI.

YTBOPEHHS COHO3iB Ta Po36yAOBa MePEX CONIAAPHOCTI AASt B3AEMHOI MIATPUM-

KW Y CKPYTHI Yach — MabyTb, HAMMOTYXXHILUWIM IHCTPYMEHT AAA 3aMnoYaTKyBaHHS M Nia-
TPUMKM COLiaAbHUX 3MiH, KUMKW Y Hac €. Ha AOAQTOK A0 HAaTXHEHHSI M HaBYaHHS, AO
HOBUWX APYXHiX 3B’AI3KiB, 1 CMOAIBAOCS, IO LEN NPOEKT i Usi KHWXKa 3p0buTb CBill BHE-
COK B YKPINAEHHSA LUMX MePEX NIATOUMKK M TaKMM YMHOM LLE TPOXM AQAi MPOTOPYE CTEXKY
AO COLiaAbHUX 3MiH.
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Lesia Kulchynska: What does be-

ing a feminist mean to you?
Valentyna Petrova: | am probably
more of a feminist in my personal life
than in art. For me, first and foremost it
means being a decent human being and
demanding the same of others—equal
rights, equal opportunities, not only
for men and women, but for everyone.
Utopian feminism for me is a world
without racism, xenophobia, homopho-
bia, transphobia and the social racism
that you encounter quite often even
among normal people.

Oksana Briukhovetska: When did you
first want to become an artist?
Valentyna: Probably
when | was a child. | liked poems, draw-
ings, movies; | made my own videos.
It was all pretty vague and insubstan-
tial. But I told myself | was an artist
when | started Kateryna Badianova and
Lada Nakonechna’s Course of Art to
see what it was all about and whether
it was something | wanted.

Lesia: Why did you decide to do per-
formances?

Constant and
objectless artwork

BaneHTuHa lNeTpoBa
KHniB_YKpailHa

Po3moBAAIOTh:
OkcaHa bproxoBeLbKa
Neca KynbuMHCbKa
AHHa KpaBeub
CiueHb 2017, KuiB
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Aeca KynbunHcbka: Lllo pan Tebe 3na-

yuTb 6yTH PeminicTkol0?
BanenTtuna lerpoea: A, mabyts, 6i/b-
we GemiHiCTKa Y XUTTI, HiXX Yy MUCTeLTBI.
Ana meHe Le Hacamnepeg — 6yTH
/HOAMHOMO | BUMAraTu Big, iHWKX ByTH
N0AbMU. PiBHI MpaBa, piBHI MOX/MBOCTI,
He Ti/IbKM 417 YO/0BIKIB Ta KIHOK — ab-
COMtOTHO AAA BCiX. 117 MEeHe yTOMiYHMM
ineanbHuit pemiHism — ue BigCyTHICTb
pacu3my, kceHopobii, romodobii, TpaHc-
¢$o6ii, couianbHOro pacusmy, AKuiA 3y-
CTPIYAETbCA AyXKe 4acTo, HaBiTb cepey,
Li/IKOM aeKBaTHUX /toAeMN.

6o0Ta

OxcaHa BploxoBeubKa: A KOAH 3’ABH-

AocA 6a)xaHHA 6yTH XyAOKHMLEI0?
BanenTuna: MabyTb, 3 AUTUHCTBA, 3 AW-
TAYMX BipLLiB, Ma/IIOHKIB. 3rog0oMm
A LiKaBMAaCA KiHO i WOCh 3HIMana —Ta
BCe Le 6y/10 40BO/I XUCTKO i HE3pO3yMi-
N0. A cepii03HO A CObi CKasana, Lo A Xy-
AOXHULA, KOAM NMOYana HaB4aTUCA Ha
Kypci cyqacHoro mucteyrsa Kati BagaHo-
BOi Ta /lagu HakoHeuHoi, Wwo6 cnpobysa-
TH, LLLO BOHO TaKe i Yv MeHi Le noTpibHo.

Aeca: A yomy T BUpilWIMAA 3aHMaTHCH
nepdpopmancom?

be3npeaAMeTHa
XYAOXXHA poO
AKa ICHYE NOCTIUHO



Valentyna: | don’t consider my-

self a performance artist. | want to do
non-object art. | feel very oppressed by
the system we live in, including in the
arts, where you have to sell yourself or
do something that should be sold. The
absence of an object (by object | don’t
just mean material things, a perfor-
mance can also be sold) is a lack of pre-
cise frameworks and definitions, which
makes market relations impossible or
at least more difficult.

Much of what is called performance
these days is in fact theatrical practice
to express some thought or idea. Perfor-
mance for me involves creating a situa-
tion where | interact with the audience
or vice versa. It is a space with no

rules or just a general framework. It’s
not a situation where | show and you
watch, or | tell you what to do and you
do it. But performance isn’t the only in-
strument | use to create objectless art.

Anna Kravets: What do you try to con-
vey to the public when you come up
with an action?

L Zhanaozen is a town in Kazakhstan where

in 2011 the police opened fire on oil work-

think about it often. Braille is
for the blind. This correlated
to the fact that none of the
students in the group knew
what Zhanaozen' was—it was
like a blind spot. The holes
also resemble bullet holes on
my back, because the oil field
workers in Zhanaozen were
shot in the back.

This work had to be present-
ed somehow in the exhibition
space, so | stood there with
fresh wounds that had been
carved out several hours before. The
blood was still dripping, and | stood like
that in a corner. This work doesn’t actu-
ally have to be presented in any way, it
exists all the time. It’s like a permanent
exhibition, but in a strange and myste-
rious place that nobody knows about,
that’s not visible, but that you can ac-
cidentally stumble upon. It embodies
my idea about a utopian artwork that
exists constantly and is objectless.

ers who were striking over low wages. Hun-
dreds of protesters were arrested and jailed.

Lesia: By doing objectless art you

2
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MpaBo Ha iCTUHY_MucTeLbKi npakTuki

BanenTuna: A He BBaxato cebe nep-
dopmepkoto. Xouy pobutn 6e306’ekTHe
MWCTELTBO. MeHe ayKe NpurHivye cu-
CTeMa, B AKili M1 iCHYEMO, 30Kpema 1 y
cdepi mucTenTBa, Ae NOTPiGHO cebe
pobpe npogaeati, pobuTH LWOCh Ha
npogask. BigcyTHicTb 06’ekTa (nig 06’ek-
TOM Al pO3YMilO He /uLLe MaTepiaibHy
piy, i neppopmaHcoM MOKHa fobpe
TOpryBaTn) — Lie pagLue BigCyTHICTb YiT-
KMX PaMOK Ta O3HaYeHHs, LLLO YHEMOXK-
MBAOE 360 X04a 61 pOBUTb CKAAAHI-
UMMM PUHKOBI BiHOCHHM.

BaraTo 3 TOro, L0 3apas Ha3uBaoTb
nepdopmMaHCcoM, HacnpaBsgi € TeaTpani-
30BaHMMM NpaKTUKaMK 33419 BUC/I0B-
/leHHA AKOICb AYMKU um igel. Mepdop-
MaHC /19 MeHe — Lie CTBOPEHHA CUTY-
auil, B AKIiM A B3aEMOZt0 3 raagavamu

Yu rAAAaqi B3aEMOZiOTb 3i MHOtO. Lie
npoctip abo B3arani 6e3 npasus, abo ge
/IViLLIe OKPEeC/IeHO 3ara/ibHi pamku. Lle He
Ta cuTyalin, ge A Tob6i NoKasyto, a ™M Au-
BULLICA, 260 A TOGI Kaxy: pobu oue, i TH
pobuw. Ane neppopmMaHC Le He EAUHUIA
IHCTPYMEHT, AKMM A KOPUCTYIOCA A/1A
CTBOpPeHHA 6€306’€EKTHOr0 MUCTELTBA.

XaHao3eH — micTo B KasaxcrtaHi, oe B 2011 poui

BUpi3ann ¢10BO «*KaHao3eH». Homy
wpam? Wpam — e Te, L0 3aBXAHM 3 TO-
6010, a/1€ T He HauuLL M1Oro NOCTIMHO.
AKWO TM NoHaumLL WpaMm y KOroch,

TO 3anuTaEew: «O, a Wo ue
Take» | ue BUTArae 3 MUHY/0-
ro AKyChb icTopito. Yepes Te,
L0 HAaMUC Y MEHe Ha CMuHi, A
He 6ayy Moro 4acTo i, 3Ha-
YUTb, HE AYMAI0 NMPO HLOTO
yacto. Wpudt bpaina — gaa
He3pAumx. Le neperykysa-
N10CA 3 TUM, LL|O HIXTO 3 y4HIB
rpynu He 3HaB, LLLO Take Ma-
Hao3eH' — Lie Haye AKacb
cnina naama. Takox Ui gipoy-
KM HaragytoTb C1igu Big, Ky/b
Ha CMWHI, TOMY L0 pOBITHUKIB
*KaHaoseHy poscTpintoBanm
came Tak — 33agy.

Lo poboTy Tpeba 6ys10 AKOCH NpeacTa-
BMTU B POCTOPIi BUCTABKM, TOX A CTO-
AN1a TaM 3i LLe CBiXXMMM paHamu, iX
BMPi3a/I1 3a Ki/bKa roguH 4o uporo. e
CTiKann KPOB i CYKpOBULA, | A TaK CTO-
A/1a B AKOMYCb 3aKYTKy. Hacnpaeai uyto
poboTy He Tpeba Hifik NpeACTaBAATH,

, WO CTpalikyBa-

AM 3@ NiIABULLIEHHA 3apobiTHOI NAaTK, ika byaa
Mi3epHOI0, Po3CTpinsina BAapa. COTHI y4aCHUKIB

cTanacsa Tpareaif: HapToBUKIB
npotecTy 6yAn apeluToBaHi i yB'A3HEHI.

BOHa icHY€e NocTilHO. Lle AK nocTiiHa
eKCMo3uLlifi, ase B TaKOMY AMBHOMY i 3a-
ragKoBOMY MiCLLi, MPO fIKe HiXTO He
3HAE, AKOrO He BUAHO, a/ie BUMagKoBO

Valentyna: | don’t aim to teach,
surprise or explain. All | want is to

tell a story, not with words but in some
strange way, when the story is read not

transform yourself into a space for art?
Valentyna: Yes. Or | do something and
then it disappears, like the self-
portrait | embroidered and then undid

Anna KpaBeub: A 10 T Xouell AOHe-
CTH AO NYOAIKM, KOAU NPUAYMYELU TY UK
inwy akuilo?

only through content but also through
the form in which it is told.
A work that | really like was made for

for Textus, or items in the shape of the
exquisite dishes from the menus of ex-
pensive restaurants made from bread

BaneHTHHa: A He mMalo Ha meTi aHi
HaBYaTH, aHi AMBYBaTH, aHi NOACHIOBA-
TW. €E4MHE, WO MAE A4/19 MeHe 3HaYeH-

MOXHA HaTKHYTMCA. BOHa BTi/OE MO0
YTOMiYHY AYMKY NPO XY/A0XHIO0 poboTY,
fAKa iCHy€ NoCTiiHO i AKa be3npegmeTHa.

HA, — Lie pO3MOBICTH iCTOPIlO: He C/10Ba-
MM, @ B AKMIACh iHAKLUMI YyAepHaLbKuit
€nocib, Ko/ LA icTopiA NPOYUTYETLCA
He /mLe Yepes 3MmicT, a M yepes dop-
My, B AKill pO3MOBigaETbCA.

[ekinbka pobit, Aki MeHi gyxe nogoba-
10TbCA, Oy/M NoB’A3aHi 6e3nocepesHbO
i3 3aBAAHHAMM, AKI A OTPUMYBaa, AK,
HaNpWKA3g, y pamKax NPOeKTY LWKOAM
«YT10 Aenatb?». Ham ganun 3aBgaHHaA no-
npaLoBaTH 3 Temoto nam’aTi, i A 3pobuna
poboTy, Aka bysa TakoK poboToto 3 Ti-
nom: wpndTom bpaiiaa y meHe Ha cnvHi

that | chewed and then was either
eaten or thrown away by the visitors
to my action.

In the future | may regret this sort

of attitude toward my artwork,

but I think a work should be made even
if nobody sees it. | have come up with
concepts for artworks that are just
impossible to show. When | get a lot of
money there is a piece that | want to
make that | define as a movie, but not
the kind that we shoot and show, but
that you experience. And we can see

an assignment | was given in the Chto
Delat School of Engaged Art. We were
told to work on the subject of memory,
and | did a work that was also about
the body: the word “Zhanaozen” was
carved into my back in Braille. Why

did I make a scar? A scar is something
that’s always with you, but you don’t
see it constantly. When you see a scar
on someone you ask how they got it,
and this pulls out a story from the past.
Because the sign is on my back, | don’t
see it often, and that means | don’t

| remember exhibition, St. Petersburg, 2015
BaneHTuHa MeTtpoBa. ©KaHao3eH». BuctaBka
Yeah, | remember. Cankt-lNetepbypr, 2015

Valentyna Petrova, Zhanaozen. Yeah,



this work only if we are outside it, like
the figure of God. Everyone who partici-
pants in it will only see part of it.

Oksana: What for you is the boundary

therapist said that this is probably

an area of my “ideal me.” If | am not
ideal in everything else, | have lots

of problems, then art is my outlet
where | close myself in, and it’s very dif-

[0}
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Aecs: 3aimalounch 6€306’eKTHUM

MMCTEeLTBOM, TH camy cebe nepeTBo-

proew y npoctip mucreursa?
Banentuna: Tak. AGO A W0Ch po-
6110, i MOTIM Lie 3HUKAE, AK BULLK-

A BU3HAYat0 KOXKEH CBilA €Hb | KOXHY
MoAo AK Te, L0 MOKe 3HalTH Bigobpa-
*KEHHA B MUCTELTBI.

OxcaHa: KonekTuBHa cniBnpausa — ue

between art and life? What is the con-

nection between them?

Valentyna: | think about this all the
time: art as life, life as art. But | don’t
have an answer—for myself or anyone
else. With the Concrete Dates Collec-
tive we are preparing a work that will
be shown at the Yermilov Center in
Kharkiv. It has to do with utopia and
museums. My friend and artist Anna
Shcherbyna and | were thinking about
what art would be like in a utopian
world and decided that art would be-
come decorative and educational, and
the element of protest would disap-
pear from it. It would be impossible to
touch upon problems because there
wouldn’t be any in a utopian world.

| see every day and every event as
something that can be reflected in art.

Oksana: Collective work also requires
rejection of individual authorship. Do
you prefer individual projects?

Valentyna: Individual projects are much
easier to do because you make decisions
on your own. In group projects (of course
I’m only talking about horizontal group
practices where there is no leadership,
where everyone expresses themselves
and decisions are made collectively) it’s
very difficult to agree on something,
but at the same time a group isn’t just
one experience, it is many experiences,
not just one kind of knowledge but
many kinds of knowledge. When you
can use all of this it’s good for the work
and for my personal development.

| go to therapy and recently we spoke
about what being an artist means to
me. | felt very negative emotions from
having to talk about this. My psycho-

ficult to figure out. So collective work
for me is like a rejection of my “ideal
me” and seeing myself as part of a group,
which itself is now ideal. | like this feel-
ing and | like working in a group. Of
course a lot depends on the people in
the group, but so far I’'ve been lucky.

Anna: What life experience—physical,
practical, social, accidental-has de-
fined you as an artist?

Valentyna: That’s a difficult ques-
tion. | don’t see myself as a formed
artist. There are lots of questions

that I still don’t have answers to, that
I’'m still searching for.

[ was apolitical up until the age of 25 and
didn’t identify myself in any way. | read
books, started watching good

films, | randomly saw Lars von Trier’s
Dancer in the Dark. It was before the
Internet, so | watched what was on TV.

TWI, @ NOTOMY BUNOPOTUIA aBTOMOP-
TpeT AnA BUCTAaBKU « TEXTUS», un
BUMPO6M y GOpPMi BULLYKAHMX CTPaB i3

BiAMoOBa Bip 0AHOOCiIOHOro aBTOpCTBAa.
To6i uikasiwe po6uTn inauBipyanbHi
npoexkTn?

The Right to Truth_Art Practices
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BaneHTuHa lNeTtpoBa. <ABTONopTpeT™. BuctaBka «TEXTUS. Buwineka,

Valentyna Petrova, Self-portrait, TEXTUS. Embroidery, Textile,
Feminism exhibition, Visual Culture Research Center, Kyiv, 2017
TEKCTUAb, PEMIiHI3M». LLeHTp BidyaAbHOI KyAbTypH. KuiB, 2017

MEHIO 40POrMX pecTopaHis, BUrOTOB-
/IeHi 3 NepexXoBaHOro MHOo X/1iba, Lo
ix 3’1 BigBigyBadi MOEi aKuji, a Wo He
3’iMM — TO MOTIM BUKUHY/N.

Mo/nBo, 3roA0oMm A MOLUKOAYHO NPO
TaKe CTaB/IeHHA 40 CBOEI poboTH, ane
MeHi 34a€TbCA, Lo poboTa NoBUHHA 6yTH
NPOCTO 3p06/1eHa, HaBiTb AKLLLO il HIXTO
He no6auunThb. € poboTH, AKi A 414 cebe
TaK CKA3gHO BUBYA0BYHO, LLLO iX HEMOX-
/IMBO rnoKa3aTu. Kou y meHe 3’ABUTbCA
6araTo rpotLue, A Xo4y 3pobuUTH OAHY
poboTy, AKY BU3HAYato, AIK KiHO, MpOTe He
TaKe, AKe 3HIMaIOTb | MOKa3yoTb, a TaKe,
AKe NPOXMBatOTb. | L0 poOOTY NOBHICTIO
MOXHa No6aunTH, TiIbKK AKLLO Nepeby-
BaTM N033, HaNpwWKAag, AK NocTaTs bora.
Yci, XT0 6paTUMyTb Y4acTb y KiHO, Hauu-
TUMYTb MO0 Ti/IbKM HYaCTKOBO.

OxcaHa: flkolo € meXxa Mk

MHCTELTBOM i YXUTTAM AAA Tebe? flkun

3B’A30K MiDK HUMK?
BaneHTHMHa: A Becb Yac gymaro npo ue:
MUCTELTBO fK KUTTH, KUTTHA AK MUCTE-
LITBO, a/1€ B MEHe HEeMAE BignoBigi — Hi
anA cebe, Hi gna korocb. Mu 3 KK/,
(«K0/1€KTUB KOHKPETHUX AaT») FOTYEMO
poboTy, AKY MOKaXyTb y XapKoBi B Ep-
minosLleHTpi, BOHa noB’A3aHa 3 yToni-
€10 | My3€eMm. Ko/ mu 3 nogpyroto i xy-
£0XHuLeto AHeto LLiepbuHoto gymanu,
AKUM MOXKe BYTM MUCTELTBO B YTOMiY-
HOMY CBITi, TO BUPILLW/X, LLLO MUCTELITBO
CTan0 61 AeKOPaATUBHMM, OCBITHIM, i3
HbOTO 3HUK OU NPOTECTHUI enemMeHT.
Hemok/1Bo 6y/10 61 HaTUCKaTH Ha bo-
/IbOBi TOYKM, OO B YTOMIYHOMY CBITi iX 61
He 3a/1MLLMAOCA.

BanenTuHa: IHAMBiAYa/bHI TpoeKTH
pobuTK 3Ha4YHO npocTilue, 60 pilleHHA
LLLOA0 HUX MPUAMAIOTb CAaMOTYKKHM.

B KO/1eKTUBHUX NpoeKTax (ase MoBa,
3BiCHO, IAe AnLLe NPO rOPU30HTa b

Hi KO/IeKTWBHI NPaKTWKM, N036aB/eHi
¢iryp nigepcrtsa i aBTOPUTETHOCTI, e
BCi Bi/IbHO BUC/I0B/IOIOTHCA | PilleHHA
NpUIMAOTb CMiNbHO TOLLLO) AiWTU €4U-
HOI AYMKM 04,0 YOroCh Ay»e CKAAAHO.
BogHo4ac K0/NeKTUB — Lie He OAMH A,0C-
Big, a 6araTo 40CBigiB, He 0AHE 3HaH-
HA, @ 6araTo 3HaHb — i KON € MOX-
/MBICTb OMepyBaTH UM YCim, TO Lje
po6pe i g8 poboTy, i Ana ocobuctoro
PO3BUTKY.

A xoAKy Ha Tepanito, i Hel04aBHO

MW TOPKHY/IUCA TOTO, L0 A XYA0XKHU-
LA i YMm Le € aaa MeHe. | A Biguysa
CTPpaLLEHHO HeraTMBHI emouii yepes Te,
LLIO A0BE/10CA NPO Le rosopuTu. Mos
ncuxoTepaneBTKa BU3HAYMAR, LLO Le,
mMabyTb, a21A meHe cdepa Moro «a-ige-
a/IbHOro». AKLLO Y BCbOMY iHLIOMY Al He
ineanbHa, y MeHe Kyna npobsem, To
MMCTELTBO — L& AKaCb MOA BigAyLun-
Ha, KyAM A XOBaCA, i Lje AYKe BaXKKO
po36upaTu. ToX KoNEKTUBHA poboTa
A1 MEHe — L@ Haye BigMOBa Big, MOro
«s-ifieasbHOro» i npeAcTaB/ieHHA cebe
AK YaCTUHU KO/IEKTUBY, AKUIA TEMep yxe
cam igeanbHuin. MeHi Le ayxe pagic-
HO i MPUEMHO, i B KONEKTUBI MeHi obpe
npautoBaTy. 3BiCHO, 6araTo 3anexunTb
Big, Nt0A e, ane NoKu Lo MeHi LWacTuio.

AHHa: SIKUM XXUTTEBUH AOCBIA BH3HAUYMB
Tebe AK XyAOXKHHLIO — Qi3UUHMMI, NpaK-
THYHMMH, COLliaAbHUM, BUNAAKOBHH?



2 Nautilus Pompilius, a Russian

Then | found movies on discs. In
Khmelnytsky, where | grew up, there
was a stand in the market where you
brought your own disc (they already
had Internet), gave them the name

of a band, paid them, and then
came back a week later, and they
would say they couldn’t find that
group but they copied this other
one onto the disc. That’s how | dis-
covered Nautilus.

| had mild social anxiety, | didn’t
have friends, didn’t really talk to any-
one. | felt like I was the only one like
that on the planet, | was very lonely.
Then I met some good people and it
turned out that | wasn’t alone, and
that’s how everything began. For a long
time | didn’t see my place in the world,
and then | got lucky—my moment of
self-awareness came with a group of
leftist activist friends.

rock band from the 1980-90s.

Oksana: Did this moment coincide
with your political awakening?

Valentyna: Yes, with the awareness
that I was a political person.

Anna: Do you relate to any specific
female experience?

Valentyna: | can’t talk about some-
thing | have no experience in: about
single mothers or different forms of
xenophobia, because | have never felt
any aggression for being “different.”
Not all my experience is reflected in
my art. What’s important for me from
the woman’s perspective is labor and
the economic aspect of life, invisible
housework and care work. Also vio-
lence, sexism, that painful moment
when a woman doesn’t talk about
things—a woman will often stay silent
even in the friendly company. These
are everyday things that many people
consider insignificant; many people
don’t notice them, but when it happens

near me | go crazy, my eyes turn red
from anger.

Oksana: You have drawings on the
subject of violence. Is this an im-
portant topic for you?

Valentyna: Fortunately, I’'ve had

very little violence in my life. The only
violence | have experienced is from
the state and society. But I've been
living with this for 32 years and will
continue to live with it. | may have
been hit or teased in school, but it was
nothing compared to the stories | hear
now. | have friends whose stories
make your hair stand on end, horrible
stories of domestic violence, rape,
gang rape. This is something | always
encounter. | never experienced any of
that. But, nevertheless, there’s a lot
of violence in my drawings. | don’t
know where this comes from, | have
to think about it. The colors in the por-
traits | draw resemble bruised bodies,
busted lips, and the like. But this most
likely stems from my ingrained percep-
tion of women as objects of violence.

Oksana: So you talk about something
you never experienced because you
probably empathize with the pain of

3

Valentyna Petrova, Self-portrait, digital drawing, 2015
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2 Pociicbka pok-rpyna «HayTtuayc

Momnuamyc» 1980-90 pokis.

BanentuHa: Cka1agHe nuTaHHA. A He
BBaXato, W0 BXe CHGOPMOBAHA XYA0X-
HUUA. Y MeHe Hemae 6araTbox BiAnosi-
AeV Ha AKICb MUTaHHA, A iLLLe Ha LWAAXY.
[0 25 pokiB A 6y/s1a anoAiTUYHO Ta
HifK cebe He igeHTUiKyBasa, YMTana
KHWUIK, NoYyazna AMBUTUCA XOPOLLE KiHO,
BUMAaAKOBO HAaTKHYBLUMCb Ha «TaH-
LiiBHULIO B TempsABi» Tpiepa no Tese-
Bi3opy. Togi Wwe He 6y/10 iHTepHeTy,
TOX A AMBWACA Te, WO /10 No Te/e-
H6a4eHHto. MoTiM 3Haxoanna Ginbmum

Ha AMCcKax. Y Hac B XMe/IbHULIbKOMY,
A€ A Kuna B AUTUHCTBI, Ha pUHKY By/10
Take MicLie, Kygu MoXHa 6y/10 NpuiATH
3i CBOIM AMCKOM (@ Y HUX yxKe 6yB
iHTepHeT), 3a AKicb rpoLi 4aTu Has-
BY MY3W4HOI rpynu, NOTIM NMPUATH
yepes TUKAEeHb, | TODI KaxKyTb: L0
MW He 3HaMLWAW, a/1e 3anucanm iHLy.
Tak A novyna «Haytinyo». A mana
nerky dopmy couiodpobii, y meHe

He 6y/10 Apy3iB, Maso 3 KUM Cni/l-
KyBa/iacA, BBaxana, Lo A Taka

O/ Ha-€AMHA Ha NnaaHeTi, MeHi 6y/10
AYXe CaMOTHbO. MoTiM No3Hanomu-
Nacsa 3 XOpOLUMMM NK0AbMU, BUABUAOCA,
L0 A He OAHQ, | 3BiA4TM BCE NOYaNO0-

cA. A gyxe g0Bro He ycBigomatoBana
cebe y CBiTi, i MeHi nowacTMI0 — mo-
MEHT yCBifAOM/EeHHA BigbyBCA i3 rpynoto
TOBApPMLLIB-aKTUBICTIB NiBUX NOrAAZAB.

OkcaHa: Y4 MOo)XKHa e MOMEeHT
noB’A3yBaTH i3 HAGYTTAM NOAITHUHHKX
norasaie?

BanenTuHa: Tak. YcBigomneHHA cebe
NOAITUHHOO MOAMHOIO.

AnHa: Uu BHAINAELL TH AKMICH Cieum-
¢iunumn XxiHouunu pocsip?

BanenTuna: A He MOXY roBopu-

TW PO TOM A,0CBIA, AKOrO He Mato:
npo MaTepiB-04MHa4Y0K abo npo
aenAki opmu kceHodpobii — w00
cebe A He BigyyBasa arpecii AK Wog0
«iHLWOI». | He BeCb Milt fOCBIA BiAO-

bpakaeTbca B MOil TBOpYOCTI. AaA
MeHe B KiIHO4YOMY MUTaHHI BaXX/MBa
TPYAOBa M1 eKOHOMIYHA CK/13A0Ba
XKUTTA, HEBUAUMI AOMALLHA 1 AOTNA-
£,0Ba npauA. TakoX — HACK/IbCTBO,
CEKCU3M, TOM BO/IOUUIA MOMEHT, LLLO
)KiHKa He rOBOPUTb, HaBIiTb Y APYKHIV
CMiNbHOTI KiHKa HalyacTille MOBYUTb.
Lie Taki nobyToBI peui, AKi 6araTo XTO
BBa)Ka€ He3Ha4YHMMM, 6araTo XTO 1X He
NMOMIYaE, ane Ko/u Lie BigOyBa€eTbcA
MOPYY 3i MHOIO — A CKaeHito, MOi oui
Ha/IMBaOTbCA KPOB'O Big rHiBY.

OxcaHna: Y Tebe € ManlOHKH Ha TeMy Ha-

cunbCcTBa. LA Tema aan Tebe BaxanBa?
BaneHTHHa: Ha wacTa, B MeHe gyxe
Ma/I0 HaCU/IbCTBA B XKUTTI. EAnHe
HaCW/IbCTBO, AKE 34iMCHIOETbCA Hagi
MHO0, — L@ HaCU/bCTBO AepaBu i Cy-
CNiZAbCTBA. ANe OCKI/ZIbKU A 3 UM XKUBY
BXe 32 POKM, TO 1 Aani KUTumy. Y LWKo-
/i XTOCb Mir MeHe BAapuTK abo apax-
HWUTH, ane Le 30BCiM He3Ha4He nopis-
HAHO 3 TUMM iCTOPIAMMU, AKi 3By4aTb
nopy4. Y MeHe € NoApyru 3 Ay»e nora-
HUMM ICTOPIAMM, Bif, AKMX BONOCCA CTAE
AVOKM, — | AOMALLHE HACK/IBCTBO, W ic-
TOpIl 3r'Ba/nTyBaHHA, | rPynoBsi 3reanty-
BaHHA. Lle Te, 0 3aBXxaM NOPYY, Ha L0
BeCb Yac HaTukatocA. Cama A Takoro
He nepexwusasa. A npoTte B MOIX Ma-
JIIOHKaxX gy»Ke 6araTo HacW/IbCTBa. A He
4,0 KiHLA po3yMmito, 3 YMM Le noB’A3a-
HO, BapTO nogymaTu. B nopTpetax,
AKi A MatoK0, Ha4e NPOCTYNatoTb CNiagu
nobois, po36uTi rybu Towo. Ase e
pajLue MO€E YKOpiHeHe y CBigOMOCTi
CMPUUHATTA KIHKKU AK 06’€KTa HacUA/IA.

OxcaHa: BUXoauTb, L0 T TaKH FrOBO-
pMLU PO Te, YOro He nepeXxuaa, 6o,
mabyTb, € Akacb emnaria. Ynicob 6inb
CcTa€ TBOIM, TM HOro NPMHMAELL HA
cebe. | Tema HacuAbCTBa NepeTHHa-
€TbCA 3 NUTAHHAM NPO XXiHoYY COAi-
AAPHICTDb.



others, you assume this pain, and the
subject of violence intersects with the
issue of female solidarity.
Valentyna: This topic is always present,
like a scar on your back. | think it mani-
fests unconsciously.

Lesia: Besides physical violence
there is a rather intense experience
of psychological violence intervening
in your life. Maybe it is expressed in
your drawings through the metaphor
of physical violence?

Valentyna: Maybe, but | haven’t

thought about this.

Oksana: | remember at a party you
painted bruises and wounds on your
knees. Is this related to the image
of external violence that you want to
visualize, or is this a symbol of invisi-
ble internal wounds that you want to
make visible?
Valentyna: Neither. It’s more likely what
I've been saying, that women and vio-
lence are inseparable issues for me. | also
work with the body, | see myself as a can-
vas, | can draw using Photoshop, | can
paint on myself with watercolors. You
can’t exactly call it art, although maybe
it’s a manifestation of art in life, like
make-up that | use to make myself
“pretty.” It’s also a fight against conven-
tional perceptions of “beauty.” | used
to paint on myself often, but not so
much nowadays. This was easier to do
in Khmelnytsky because | walked every-
where. It’s hard to ride the metro in Kyiv
with a painted face.

Oksana: Your performance Postcard
as a Memento, where you went up to
visitors at the exhibition opening and
exposed yourself, was also about the
violence of norms and stereotypes.
Women are forced to go naked for
beauty, advertising, commerce. You

explored how the audience perceives

nudity initiated by the woman herself.
Valentyna: One thing that I'm
ashamed of is that | can’t do anything,
like in that performance with nudity,
until I have a drink. It’s terrible. It’s
very difficult for me to just go up to
someone and start interacting with
them. | feel pressure, fear, and it’s not
even related to my body. | feel com-
fortable speaking with you right now
because you’re a like-minded woman,
but | feel uncomfortable in other sit-
uations. | don’t know if you can call
it the result of violence—so as not
to divert attention from real physical
violence—but there is a problem that
women have trouble speaking and
expressing themselves in the presence
of men. Maybe if this wasn’t the case
there would be less physical violence,
it would be easier for women to fight
back, and so forth.

Oksana: It seems to be the normaliza-
tion of violence, which is a part of our
life, a kind of norm, not an extreme.
That’s why it’s so difficult to fight.

Lesia: | think that domestic violence
also often has to do with certain
things that seem impossible to talk
about, that you can only express
through force. In two of your perfor-
mances—the nude one and the one
where you invited viewers to a din-
ner prepared with bread you had
chewed—there is an intervention in
personal space, eliminating the dis-
tance between people.
Valentyna: Yes, in both cases | am
committing violence against people. Of
course this worries me. During Stylish
Supper | invited guests to voluntarily
eat meals made of bread I chewed up,
and if people agreed to this violence
then they got it. In Postcard | was the
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BanenTuna: Lia Tema Becb yac npucyT-
HA, AK WPaM Ha CnuHi. MeHi 3ga€eTbCs,
L& MPOAB/AETLCA AKOCb HECBIAOMO.

Aeca: Okpim Pi3NUHOro HaCUALCTBA,
AOCHUTb NOLUMPEHUH AOCBIA ncuxonoriu-
HOF0 HAaCUAbLCTBA, BTPYUYAHHA B XXMTTA,
MOXXAMBO, e B MaAlOHKaxX BUpa)Xa-
€TbCA uepe3s metadpopy PiznuHoro
HacuAbcTBa?

BaneHTHHa: MOX/UBO, a/ie A He

pedaeKkcyBana Wwoa0 Lboro.

Oxcana: fl npuraaylo, Ha AKHXOCb Be-
yipkax T miamanboByBana cobi cunuj,
pPaHM Ha KOAiHaX. UM 1e noB’A3aHo 3 06-
pa3om 30BHIlIHLOrO HACHALCTBA, fIKe
TH Xouew BisyanizyBati, UM e CHM-
BOAM AKMXOCb BHYTPIlUHIX HEBUAMMMX
paH, AiKi TM Xxouell 3po6uUTH BUAMMUMKU?
Banentuna: Hi Te, Hi iHWwe, a pagLe
Te, NMPO L0 KaXy: XiHKa i Hacub-
CTBO A/ MeHe HepOo34i/ibHi. Kpim
TOro, A NPaLoLo 3 TiZIOM, CNpUIAMato
cebe AK NONOTHO, A MOXY Ma/ltOBa-
™y doToLLoni, @ MOXKY Ha cobi ak-
Bape//to. Lle Haye It MucTeLTBOM He
HasBeLl, X04a, MOXe, Lie AKUIACb BUAB
MMCTELTBA B KUTTi, CBOEPIAHUIA MaKi-
AX — A pob/1to cebe «rapHoto». To6T0
Le we i bopoTbba i3 KOHBEHLiMHUM
CMPUMHATTAM «rapHOro». Koamco A va-
CTO cebe po3masiboBYBa/a, Tenep
piaKo. Y XMe/IbHULbKOMY 3 LM By/10
npocrtiwe, 60 A xoaMAa NilWKKU. A B Kue-
Bi CK/1IQ4HO 33TV B METPO 3 TaKUM pO3-
Ma/IbOBAaHUM 06AMYYAM.

Oxkcana: Teint nepdpopmanc <\ucriBka
Ha nam’ATb», A€ TH NIAXOAWAA AO NyO6Ai-
KM Ha BiAKPUTTI BUCTABKH i panToBo
OronloBanachb, Tako)x 6yB npo Ha-
CHUALCTBO HOpM i ctepeoTuniB. )Xinky
3MYLIYIOTb OTOAIOBaTHCA 3aAAA KPACH,
pexnramu, Komepuii. A TH AOCAiAKYBa-
Aa, K cipuiiMae nybnaika oroneHHs,
ininiioBane camolo Xxinkoio.

BaneHTHHa: € 0gHa piy, 3a AKY MeHi
AY*e COPOMHO: f HiYOr0 He MOXY
34iMCHUTH, AK i Ha Tomy nepdop-

MaHCi 3 Oro/IeHHAM, 40KU He BUM'tO.
Hacnpasgi Le »kax/MBo, asne meHi

AY*Ke BaXKKO NPOCTO TaK Migintn g0
/t0oZei i NoYaTh 3 HUMM B3aEMOgin-

. Al Big4yBato TUCK, CTpax, i Le nos’s-
3aHO HaBiTb He 3 TiZ~oM. OCb MeHi 3a-
pas i3 BaMy1 KOMQOPTHO PO3MOB/ATH,
60 BU XKiHKM, O4HOAYMHUL,. A B iHLLIMX
cuTyauisx A Bigyysato guckomoopTt. He
3Hal0, Y4 MOXKHa MOro Ha3uBaTu pe-
3y/bTaTOM HaCW/bCTBA, W06 He BiaBoO-
NiKaTu yBary Big, peasbHoro $isn4Horo
Hacu/ibCTBa. A/le € LA npob/aema: Wwo
XiHLi Ba’*KKO rOBOPUTH, BUC/I0B/IIOBATU-
CA B MPUCYTHOCTI 40/10BIKiB. MOX/MBO,
AKOU TaK He 6y/10, TO i Pi3M4HOro Ha-
cnans 6yn10 6 MmeHwwe, KiHui serwe 6y/10
6 gatv 3ga4y i TaK gani.

Oxcana: Mabytb, moBa iae npo Hop-
ManizoBaHe HAaCUAbLCTBO, IKe € YacTH-
HOIO HALLOrO0 )XUTTA, BapiaHToM
HOpMM, a He AKOIOCb KpaHHicTIo.
Tomy 3 HUM TaK Ba)KKo 6opoTucs.

Aecn: MeHi 3paeTbes, WO W cimen-
He, N06yTOBE HACUABLCTBO TE)XX YacTo
noe’s3aHe i3 NeBHOIO HEBUCAOBAEHI-
CTI0, L0 € AKiCb peui, npo Aki Haue6To
HEeMO)XAUBO rOBOPHUTH, a MOXHa, BU-
XOAUTD, AHLLIE TaK, CUAOIO. Y TBOIX ABOX
nepdopmaHcax — 3 OroONeHHAM i THM,
Ae TM 3anpocuAa raiapadie Ha Beuepio,
NPUroToBaHy i3 Nnepe)XxoBaHoro 106010
Xni6a — NPUCYTHE BTPYUYaHHA B iHTH-
MHY 30HY, CKacyBaHHA AUCTaHLii MK
AIOABMM.

BanenTuHa: Tak, B 060x BUNagKax

Lie HAaCW/IbCTBO, AIKe A 3A4ACHIO Hag

MoabMU. | MeHe ue, 3BM4aiHo, Typoye.

Mig vac xeneHiHry «CTu/IbHa BeYe-

pA» A 3anpoLuyBsasia BiaBigyBadis icTu

CTpaBM i3 NepexxoBaHOro MHO x/iba

A,06POBI/ZIbHO, XTO MOrOAXYyBaBCA HA



only one inflicting the violence, it was
an attempt to take on a role that is
alien to me.

Lesia: But art often intervenes in your
comfort zone.
Valentyna: Yes, and violence is a sore
spot. But when you go to a gallery
you’re already agreeing in advance to
have this experience.

Anna: What was your impression of

your interaction with the audience

during the performance Postcard

as a Memento?
Valentyna: Unfortunately, these ac-
tions happen in a haze. Maybe | don’t
take what | do seriously enough. There
are some funny and strange stories
that | could share over beers, but
there was also one unpleasant incident
with a guy who drove up in a big black
BMW with four hipster friends. He was
wearing a coat and came up to me and
opened his coat and showed me his pe-
nis, while his friend recorded it all. | was
very confused and didn’t know what to
do. It was very unpleasant for me. And
the guy also said that he was interact-
ing with me, provoking me, and | didn’t
play back.

Lesia: You perceived his “mirror” ac-

tions negatively?
Valentyna: What he did wasn’t a mir-
ror image. My performance was
at a feminist exhibition and my point
was not to show my unshaven pubis.
There was also a postcard of me naked
with an opened coat, but just my body,
no head. | offered them to visitors to
buy as a “memento” of the moment
when they saw me naked. The perfor-
mance was about women and memory.
And all he did was show me his penis
because he could. There were lots of
other works in the exhibition, and he

didn’t interact with any of it. He came
up to me because it is his privilege to
show his penis. | perceived it as an act
of violence that | wasn’t ready for.

Oksana: This reminded me of the ex-
hibition Feminist Pencil in Moscow
in 2013. There was an agressive in-
tervention where a penis was drawn
next to each work done by a woman
to poke fun at the idea of a feminist
exhibition. It’s also a matter of friend-
ly and unfriendly environments. How
much support do you feel from the
former and pressure from the latter?
Valentyna: The problem is that these
days I rarely go outside my comfort
zone. The people | communicate with
tolerate almost everything. Most of
them are feminists or share feminist
views. Going outside this comfort zone
is very difficult, but you have to do it
occasionally to keep yourself in check.
When [ express myself outside this
friendly community | immediately feel
that I’m an outsider, crazy, a provoca-
teur, you name it.

Anna: How do you handle your fear
when you go outside your comfort
zone?
Valentyna: | try to be consistent.
It’s not like at home I’'m okay walking
around naked but on the street | have
to wear a burga. And | work with so-
ciety in such a way that | don’t first
explain everything, prepare every-
one—my methods are always shocking.

Oksana: What percentage of men are
in your comfort zone and would you
say there is such a thing as male fem-
inists?
Valentyna: | wouldn’t call men femi-
nists. A man who is socialized as a man
doesn’t understand what it means
to be socialized as a woman. | would
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Valentyna Petrova, Postcard as a Memento perfomance, What in me
is Feminine? exhibition, Visual Culture Research Center, Kyiv, 2015
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BaneHTtuHa lMNeTtpoBa. NepdopmaHc «\UCTiBKa Ha nam’aTb». BucTaBka

«lLlo B MeHi € Bip XiHKN?». LIeHTp BidyanbHOI KyabTypH, Knie, 2015

Lie HACUIBCTBO — TOU MOrOAKYBaBCA.
Ay poboTi «/IucTiBKa Ha Nam’ATb» Lie
6Yy/10 HaCK/IbCTBO, AKe 34iMCHIOBaNA
BUK/IFOYHO A, 40 TOrO X Le 6ysa cnpoba
B3ATU Ha cebe po/ib, MeHi He BacTuBY.

Necsa: Ane MUCTELITEBO 4aCTO 3AiMCHIOE

Ue BTpy4aHHA B KOMPOPTHY 30HY.
BaneHTHHa: TaK, Le i € 60/1b0Ba TOUKa,
AKY 3HAXOAMLL, HA HET HATUCKATU — Lie
HacuAAA. A/e AKLLO XTOCh ige B rase-
peto — TO 3aBYACHO MOTrOAMYETLCA HA
nepeXMBaHHA Liboro A40CBiay.

Anna: fiki 6yau TBOI Bpa)keHHs Bip B3a-

€MoAji 3 ayauTopielo nip uac nepdpop-

maHcy «<\uCTiBKa Ha nam’ATb»?
Banentuna: Ha xasnb, 1ji poboTu npo-
XOAATb AN MeHe paglue B AKOMYCb
yrapi. MabyTb, A MOKM L0 Hea0CTaT-
HbO CEPUO3HO CTaB/IKOCA 40 TOro, WO
pobto. € KinbKa icTopil, Aki A Mmoria
61 po3KasaTtu 4ecb 33 NMBOM: Lie 6y/10
CMILLHO, a e 6y/10 AuBHO. A/le Byaa Tam
O/Ha HEMpUEMHA iCTOpIA 3 X/10MLEM,
AKUI NpUiXaB Ha Be/IMYE3HOMY HOp-
HOMY «Bymepi» B KOMMaHIi YOTUPbOX
xincrepis. BiH niginwos g0 meHe B naa-
L}i, pO34axHyB MOro i NoKasa. CBilA
Y/1eH, a MOro TOBapwLL 3HiMaB Lie BCe Ha
Bigeo. fl gyxe po3rybunacs, He 3Halo,
wo cnig 6ys10 pobutu. MeHi 6y/10 He-
NPUEMHO, @ TOW X/10MeLb Lie Ka3as, Lo
A, MOB/IAB, 3 TODOIO B3aEMOLito, Tebe
MPOBOKYIO, @ TM MeHi He migirpana.

Aecsa: Ty HeraTUBHO CNpUIHAAA Wi Horo

«A3epKanbHi» Afi?
BanenTtuHa: Te, 1110 BiH pobuB, He
6yn10 a3epkanbHUM. Milt nepdpopmaHc
BigbyBaBcA Ha peMmiHiCTUYHIl BUCTaB-
L, i MOIM 3aBaaHHAM He Hy/10 noKasaTu
CBill Heros1eHui 1060K. Y meHe 6y/n
LLe IMCTIBKM: Ha HUX A 300paeHa oro-
/leHa B TOM MOMEHT, KO/ PO3KpMBaL0
n/aL, asne 6e3 rososu. A nponoHyBasa
KYMUTH iX «Ha nam’ATb» Npo TOM Mo-

MEHT, KO/IM BiABidyBa4 4v BigBigyBayKa
nobaunau meHe oroneHoto. Lle 6ysa po-
60oTa npo xiHoue, po nam’ATb. A BiH Npo-
CTO NMOKa3aB MeHi Y/1eH, TOMY LLLO MOXe.
Ha BuctaBui 6ys10 6arato iHwmx pobiT,

Ta 3 HUMMU BiH He B3aEMOg,iAB. BiH migiit-
OB /A0 MeHe, 60 Le oro npuBeisen — no-
KasyBaTy Y/1eH. A CnpuitHAna Le AK Ha-
CU/IBCTBO, A0 AKOro He By/1a roToBOH.

Oxcana: MeHi srapanaca BUCTaBKa
«@emiHicTcbkuii oniBeub» B MoCKBi
2013 poky, Tam 6yna arpecHBHa iH-
TepBeHLifA B eKCNo3uLiilo — 6ina KoXk-
HOi 3 po6iT XyAO)KHMUDb Ha CTiHi NOHa-
MaAbOBYBaAU YAEHH, W06 BUCMiATH
camy ipero ¢pemiHicTHUHOI BUCTABKM.
Lle we i NUTaHHA APY)XHbLOIO | HEAPYXK-
Hboro cepeposuuia. Hackinbku TH
BiaguyBa€wl NIATPUMKY nepluoro i TMCK
Apyroro?

BanenTtHHa: Tak, e npobsema,

LLLO A OCTAHHIM YaCOM PiAKO BUXOAXKY i3

KOMOPTHOrO A4/ MeHe cepesoBULLa.

/ltoau, 3 AKUMU A MEPEBAXKHO CNi/IKYHO-

€A, TONepYyoThb Maiixke Bce. bibLwicTb



call them pro-feminist. They do exist,
but I still feel more comfortable around
women. There are times when you real-
ize that even with good men you have
to explain everything and persuade
them, while a woman just gets it. | get
along better with women, but of course
not with all, because there are lots of
women with internal misogyny who are
just as difficult as men, and even more
so than my male friends.

Anna: Is using the naked body a politi-
cal gesture? The French philosopher
Geneviéve Fraisse uses the term po-
litical nudity. It refers to FEMEN also.
Valentyna: Yes, but there are other
situations as well. | can take off my shirt
at a party or concert if I'm really hot.
When men do this, drummers, for exam-
ple, and play with a naked torso, it’s okay.
But if | take off my shirt and you can see
my naked breasts, sometimes this ends
badly. But I'm just feeling hot, there’s no
political gesture in what I’m doing.

Anna: But do you add a feminist tone

even in these everyday situations?
Valentyna: Yes, it’s a feminist state-
ment. | don’t undress below the waist
because men don’t do this either. But
men easily take off their clothes above
the waist, which means | also have the
right to do so. The political tone isn’t in
each specific case, but in my approach
and in the fact that | allow myself to
do this. | get mad at myself whenever
instead of doing what | want | start
wondering whether it’s worth it.

Lesia: When you bring the idea of
an action to fruition, does the mo-
ment of realization add something
that wasn’t planned when it was
still a concept?

Valentyna: Most often | find

that I missed something, that there

was a weak spot. For example, when
I’m nervous | often start to smile, and
this can conflict with what I’'m trying to
do. When people see me smiling, they
think that I’'m joking and stop taking
me seriously. But it’s just my body’s
nervous reaction to what’s annoying
me. The work doesn’t come out as per-
fectly as I imagined it. | would like to do
perfect art.

Valentyna Petrova, Dishes prepared with chewed bread, A Stylish and Elaborate Dinner Party Consisting

of Gourmet Dishes from the World’s Best Restaurants, Luxuriously Served at a Reasonable Price,

Happening at the Visual Culture Research Center, Kyiv, April 29, 2016
BaneHTrHa MeTpoBa. CTpaBu i3 nepexoBaHoro xaiba. «CTMAbHa Ta BULLYyKaHa Beveps
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3i 3paskaMu HarKpaLlLMx CTpaB eAITHUX PECTOPALLIN CBITY i3 PO3KILUHUM CEpPBipyBaHHAM 3a

AOCTYMHOIO LLiHOO». XeneHiHr y LleHTpi BidyanbHOI KyAbTypH, KKiB, 29 KBiTHA 2016
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i3 HUX — PpemiHicTkM abo 61m3bKi Pe-
MiHICTU4HUM nor/Agam. | Buxig, i3 uiei
KOMGbOPTHOI CMiNbHOTM HAa30BHI AyKe
BaXKKUI, X04a nepiognyHo Le Tpeba
pobuTn, wob TpumaTu cebe B TOHYCI.
Konu A BUC/10BAOIOCA N03a A, PYKHBOKO
CMiNbHOTOIO, TO 3pasy BiA4yBalo, Ha-
CKi/IbKM A TaM Yy»Ka, O0KeBi/bHA, Npo-
BOKATOPKa, LU0 3aBroAHo.

AnHa: ik TM npautoeu 3i CBOiM cTpa-

XOM, KOAM BUXOAUL i3 Kom$opTHOro

cepeaoBuia?
Banentuna: f Hamaratoca 6yt nocsi-
[,O0BHOIO, @ He TaK, WO OCb AOMA MeHi
3PYYHO XOAUTU FO/I010, | A XOAXKY, a Ha BY-
vy Tpeba napaHaXy BAArHYTM — 34pa-
CTYM, NapaHgsa' | 3BicHO, A Npawoto 3 cyc-
MiNbCTBOM He TaK, WO CroYaTKy BCe NOAC-
HIO0, BCiX FOTYH — Hi, A 3aBXAM LLOKYHO.

Okcana: Yn Hane)XxaTb YONOBIKH AO TBOEI

KOM@OPTHOI CRIALHOTH | UM MOXXHA CKa-

3aT, WO Y Hac € YONOBIKU-peMiHicTH?
BanenTuHa: fl 6 He HasMBana Y0/10BIKIB
deminictamu. Hon0BiK, couianizoBaHmii
AIK HO/IOBIK, HE PO3YyMi€, WO 03HAYaE
6yTr coLiani3oBaHO AK XiHKa. Tomy
A 6 ix HasuBana npodpeminicTamu. | BOHM
€, a/1€ 3 KiIHKaMU1 MeHi BCe OAHO KOM-
¢dopTHiLwe. 3 40/10BiKamMK, HaBITb i3 agek-
BaTHUMM 1 XOPOLUMMMU, BCE OAHO TPa-
NAAKTHCA MOMEHTH, KO/IM PO3YMIELL, LLLO
*iHKa B Kypci, BCe CXOMN/IOE, a H0/10BIKO-
Bi OBOANTHCA MOACHIOBATH, MEPEKOHY-
BaTW MOro. 3 }iHKaMu MeHi /ierLue 3Han-
TW CMiAbHY MOBY, ane, 3BU4aNHO, He 3 YCi-
Ma, 60 € Be/iMuye3Ha Ki/bKiCTb KiHOK i3
BHYTPILLHbOIO Mi30riHi€0, 3 HUMU TaK
CaMo BaXKO, fK i3 Y0/10BiKaMM, i Baxye,
HiX i3 MOIMM APY3AMU-4ONI0BIKAMMU.

AnHa: BukopucrosyBaTH OroneHe

Tino — ue noniTnunmui Xxecr? MoniTnune
OroneHHA — TaKHH Tepmin € y XKene-
B’eB ®pecc, ppaHuy3bkoi pinocoduni.
Lle i npo ®EMEH 30kxpema.

BanenTtuHa: Tak. Ane 6yBatoTb 1 iHLi
CuTyaLji: A MOXyY 3HATU PyTOO/IKY Ha
BeYipLi YM KOHLEPTI, AKLLO MEHi AyXKe
*)apko. Koav 40/10Biku Le pob/aTh,
Hanpuknag, 6apabaHlymk, i 3aamwa-
0TbCA 3 Or0/IGHUM TOPCOM, TO A0 HUX
npeTeHsiit Hemae. Ale KoM A 3HIMaro
dyT60/1KY i BUAHO MOI OrO/IeHi FpyAu,
4aCOM L 3aKiHYYETbCA NOraHo. A MeHi
MPOCTO *apKO, i HEMAE B LIbOMY HiAKO-
ro NOATUYHOrO XecTy.

AHHa: Are HaBiTb y TaKil NOBCAKAEH-

HiH cuTyaulii — uM BKAApAELI TH B Le

AKuicb peminicTHUHMIA NocuA?
Banentuna: Tak, ue demiHicTyHa 3a-
ABa. 1 He PO34AratoCA HUXKYE NOACa, TOMY
LLLO YO/IOBiKM LibOr0 TeX He pobaATb. Ae
4O/I0BIKM /1I€TKO 3HIMAOTb OAAT BULLE
MOACA, 3HAYUTb — A TAKOX Malo Ha Le
npaso. MoAITUYHUIA NOCUA TYT HE B KOX-
HOMY KOHKPETHOMY BUMAAKY, @ y TOMY,
K A 40 UbOro CTaB/OCA i LLLO A 403BO/AD
cobi ue pobutu. | A gorkopAto cobi 3a BCi Ti
BUMAZAKM, KOMM 3aMiCTb TOrO, W06 pobutu
Te, L0 A XO4Y, MOYMHAI0 A4YMATH, YM Bap-
TO MeHi e pobuTu.

Aecs: Koau Tv poBoaMLl ipei akuin A0
peani3auii, Y4 MOMEHT BTIACHHA AOAAE
woch iHwe, wWo He 6yro 3anraHoBaHo,
KoAM e Gyna AulIe uKcTa KoHuenuia?
BaneHTuHa: HaitvacTiwe Ha npak-
TWL BUABAAETBCA, WO LWOCk 6y/10
He gonpaubosaHo. Lo A gecb gana
cnabuHy. Hanpukaag, 4acTo yepes Te,
LLLO HepBYHO, i MOYMHAIO YCMIXaTHCh, a Le
MOXe CyrnepeynTH NOYaTKOBIM 3a4aui.
Bo koan togun HavaTs, WO A ycMmixarocs,
TO AYMaIOTb, WO A Lie pob/to XKapTo-
Ma, i nepecTaloTb CNpuiiMaTh Cepito3-
HO. Y TOW Yac AK Lje NpOoCTO HepPBOBa
peakuia opraHismy Ha nogpasHtoBa/IbHi
darkTopu. Tomy pob0oTa Ha NpaKkTuLi He
TaKa igeasbHa, AK Y MeHe B ro/10Bi.
A1 6 xoTina pobuTtu igeanbHi poboTy.
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Oksana Briukhovetska: The banner

AaHa KaBeniHa
KniB_YKpaiHa
Po3wvoBnasie:

OkcaHa bproxoBeubka
Aot 2019, Kuis

Empathy as a means
of struggle

you made for the feminist march on
March 8, 2018, caused a scandal—it
was removed by the police and de-
stroyed, and there was even a court
case. How did you make this banner?
Why did you draw what you did?

Dana Kavelina: This was a collective
effort. A group of female activists got
together and decided to bring more
radical ideas into the liberal message of
the march. The posters at these march-
es usually have words, so we decided
that a picture, an image, would attract
more attention. We came up with the
idea for this image together, and | drew
it. We discussed together what issues
we wanted to highlight, put them down
in words, and then | put symbols to the
words. We looked at different examples
of activist art and found a Syrian poster
where hands are tearing apart a woman
and decided to borrow this idea.

This banner and the scandal around it
attracted attention and provoked an
unexpected discussion in social networks
about the situation of women in Ukraine,
about militarization and nationalism.

Oksana: Why did the police react the
way they did?

Okcana bpioxoBeubka: Ana pemiHic-
THUHOro mapuy 8 6epe3nsa 2018 poky
TH CTBOpUAA 6Ganep, AOBKOAA AIKOTO

BHOYXHYB CKaHAAA — HOTO BUAYUH-

AQ i 3HMIMAA NoAilin, | HaBiTL 6yB cyA.
flk TH cTBOpIOBana uen 6anep? Yomy
HamaAloBana came KapTuHy?

Aana KaBenina: Lle 6y/1a Ko1eKTUBHa
poborTa: 3ibpasaca rpyna akTUBICTOK, AKi
BUPILLIW/IM NPUBHECTU B AOCUTb ibepasb-
HY MOBICTKY MapLUy paguKa/bHiLLi igel.
3a3BuYaii Ha MapLuax 6araTo TEKCTOBUX
naakaTtis, TOMY MU BUPILLWAW, LLLO KapTu-
Ha, 0bpas, Mmoxe npuBepHyTH A0 cebe
6inbLwy yBary. Mu pasom Bupobunm
igeto Luboro obpasy, a A Bxe npugyma-
N3, AK Le HamaoBaTh. O6rosopusLLM
npobaemu, Npo AKi XO4eMO 3aABUTH,
MU 3anmcanm iX y BUr/a4i Tes, a no-

TimM A BTi/IMAA X y NEBHUX CUMBOAAX.
Mu neperasaHyAu pisHi 3pasku akTUBICT-
CbKOrO MMUCTELTBA i 3HAWLL/AN CUPIlA-
CbKUI NnakKaT, Ha AKOMY PYKM 3 Hanu-
CamMu pO3ANPaI0Tb XKiHKY — BUPILLIMAK
3ano3nunTK Lo igeto.

La poboTa i ckaHaan 40BKO/A Hel
NPUBEPHY/M yBary i CpOBOKYBan
HeCcnogiBaHi AMCKyCii B COLia/IbHNX
MepeXax — MpO CTaHOBMULLLE i-

HOK B YKpaiHi, Npo MiniTapu3aLito

i HaLioHani3Mm.

EMnaTifa K CUMAA
ANA BopoTbOM



Dana: One of the hands on the poster
had the emblem of the National Mi-
litia (Natsionalni druzhyny, a far-right
organization), which they interpreted
as the state emblem of Ukraine. Right-
wing radicals at the march tried to
grab this banner out of our hands. The
police came up to us and told us that our
ultra-right opponents were demanding
that we put away the banner because
it offended them. By depicting the em-
blem of the National Militia we were
opposing right-wing violence, which is
very strong now in Ukraine, and we got
this violent response to our statement.
Later in social networks people were
saying that you can’t criticize the state
during a military conflict and that the
use of this image, which resembles

the state emblem, caused aggression.
Some people interpreted this image as
women being oppressed by the state.
And this was confirmed in reality: after
the march we were accused of dese-
crating the national symbol and a law-
suit was brought against the organizer
of the march, Olena Shevchenko. But in
the end the court sided with us.

Oksana: Later you took part in an
exhibition in Drahomanov University
dedicated to protest against right-wing
violence, and you drew that same wom-
an, but this time she’s standing, not
running. What did you mean by this?
Dana: There were a total of three draw-
ings, another one was published online.
In fact, [ was very impressed by the
public response and the discussions in
the media. This image took on a life of
its own. There were so many questions
about this banner that | wanted to an-
swer them somehow, to continue the life
of this image. In the work presented at
the Pedagogical acts exhibition, the wom-
an was no longer running away from her
pursuers, she was in a position of power:

she’s holding a knife with which she cuts
off the hands that are threatening her.

Oksana: Who does this image of the wom-

an embody? Is it an image of all women?
Dana: An activist poster demands
maximum clarity in its words, symbols,
generalizations; that’s why this heroine
doesn’t have a name or story. She
is a person of any age with a female
body and female socialization who ex-
periences patriarchal oppression. This
is truly a universal image, although the
hands depicted in the banner relate
primarily to Ukraine. This is also an im-
age that went beyond a specific author,
genre or materiality and became a me-
dia image, a point of dialogue.

Oksana: How do you combine activ-
ism and art? What is the difference
between an artwork with a political
statement and an activist poster
made in the form of a painting? What
do they have in common?
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Okcana: Yomy 6yna Taka peakuin

3 60Ky noaiuji?
Aana: Ha ogHiii pyui, Aika nepecsigye
XiHKY, 6y/10 306paxeHo repb Hauio-
Ha/IbHUX APYKWH, AKUI NPOiHTepnpe-
TyBanu AK rep6 Ykpaitu. CnoyaTky Len
HaHep y Hac Hamara/McA BUPBATH 3 PYK
NpaBOpaAMKanu, AKi NPUIALLAM Ha MapLU.
[0 Hac nigxoanaa no/iLiAa KOMYyHiKa-
Uil i nepeAasasa Ham BUMOIU y/IbTpa-
MpaB1X OMOHEHTIB 3ropHYTH Lieit 6aHep,
60 BiH ix 0bpakae. 306paxytoun repb
HaLiOHA/IbHUX APYKWH, MU BUCTYMaM
NpOTY NpaBOpPajAMKaNbHOrO HACUAA,
fIKe 3apa3s AyXe nowmpeHe B YKpaiHi,
My BignoBiapb Ha Lie BUC/I0B/IOBAHHA
OTPUMa/IM HACUABCTBO. 3rOAOM Y COLL-
a/IbHUX Mepexax il/a0cA Npo Te, Lo He
MOHa KPUTUKYBaTU 4epKaBy, AKa ne-
pebyBa€ y BiliCbKOBOMY KOHMAIKTI, i LLLO
came 306parkeHHs Lboro repba, Akui
HaragyBaB 4epKaBHUIA CUMBO/, BUK/U-
Ka/o arpecito. Jeski ntoau iHTepnperty-
Ba/IM Lie 306pakeHHA AK THOB/NeHHSA XiH-
KU1 ZepraBoto. | e maso nigreepaKeHHn
Ha gini: NicAA MapLly Hac 3BUHYBATH-
/N Y Hapys3i Hag, HaLiOHa/IbHOK CUMBOI-
KOI0 i 3aBe/IM CyA0BY CrpaBy NMPOTH Op-
raHisatopku mapuy Onenu LLieB4eHKo.
Ta 3pewTolo cyg Hac BUNpaBAas.

OxcaHa: 3ropom TH 6pana yuactb

y BucTaBli B YHiBepcuTeri im. Aparoma-

HOBa, NPUCBAYEHIN NpoTecTy NpoTH npa-

BOpPaAMKaAbHOrO HACUALCTBA, | Tam Hama-

AlOBana Ty camy XIHKY, ane AKa BXXe He

6ixxuTtb, a cToiTh. LLlo TH Mana Ha yBas3i?
Aana: Bcboro uux pobit 6ys10
Tpy — LWe oAHa nybAikyBanacA B iHTep-
HeTi. HacnpaBgi A 6yna ay:e BpaxkeHa
CyCMiNbHMM PE30HaHCOM Big, Li€i pobo-
T i AUCKYyCiAMK B Megia. BuiiLuao Tak,
L0 Liei 06pa3 OTpMMaB BAaCHe XKUTTA.
[0 uboro 6aHepa 6y/10 CTi/IbKK MUTaHb,
LLIO MEHi XOTiZI0CA AKMMOCH YUYHOM HA
HMX BiAMOBICTH, MPOAOBXKUTU XKUTTA
uboro obpasy. Y pobori, npegcraseHilt

Ha BUCTaBLi «BMXOBHI aKTU», XiHKa BXe
He TiKaE Big nepecnigysadyis, a nepeby-

Ba€E B NO3MLji CWAM: BOHA TPUMAE HOXKa,
AKUM BiApi3ana Ti pyKu, LLO T 3arpoxky-
Ba/IN.

Okcana: Koro BTinloe o6pa3 uiei xiH-

ku? Lle o6pa3 ycix xiHok?
AaHa: AKTUBICTCbKUI NaKaT BUMarae
MAKCUMMa/IbHOT ACHOCTI BUC/10B/11O-
BaHHA, CUMBO/Y, y3ara/ibHeHHA, TOMy
LA FepOiHA — He XTOCb 3 iMeHeMm Ta
icTopieto. BoHa — ue bygb-Aka toau-
Ha ByAb-AKOro BiKY 3 XiHOYO Tinec-
HICTHO | XKiHOYOHO CoLlianizauieto, AKa
repeKMBaE naTpiapxasibHe rHob/1eHHs.
Le cnpaBgi yHiBepcanbHuit 06pas, xoua
npobaemu y BUrAA[ PYK, 306paeHi Ha
H6aHepi, CToCyl0TbCA Hacamnepes YKpa-
THU. Takox Lie 06pas, AKUI BUIALLOB 33
MeXi | KOHKpPEeTHOro aBTOPCTBa, i aH-
py, i MaTepiasbHOCTI 1 CTaB Megjia-
06pasom, TOUKOHO giasnory.

Oxcana: flk ana Tebe noeaHyloTbCH
axTuBiam i mucteuTBo? MiucTeubka
pob6orta, o Hece NOAITHUHUI CTeHT-
MeHT, | aKTMBICTCbKHMH NAAKaT, BHKO-
HaHHH Y BUTAAAI KAPTHHU, — Ue Pi3Hi
peui? Lo mibx HuMM cninbHOro?
Aana: Al He BUginA gna cebe nose
«4UCTOr0 MUCTELTBA» i «MO/NITUYHOrO
mucTelTBax». f cnpuiimaro MucTe-
UTBO AK IHCTPyMeHT 60poTbbu. Ane
BCe-TaKM MiX Xy40XHbOI pob0TOH0,
AKa BUC/IOB/IIOE MOAITUHHY NO3U-
LLit0, 1 aKTMBICTCHKMM MN/1aKaTOM, AKUI
Ha3Ba/IM TBOPOM MUCTELTBA, € Pi3HULA.
AKLWO XyA0KHA poboTa nepeabayae
iHTepnpeTaLi, TO n/1aKkaT pobuTbcA
BUK/IFOYHO ANA 184343, a Lie BXe 3a4a€
neBHi pamKu. BiH NOBUHEH BMC/10B/t0BA-
TU OAHY AYKe HiTKY AYMKY | MaKCUMa/ib-
HO 3pO3YMi/I0 MPOYUTYBATUCA. XYAO0K-
Hii TBIp MOe ByTH CK1agHUM, MaTH
6araTo piBHiB, BiH fa€ 30BCiM iHLLY CBO-
604y. BigITOBXYHOUUCH Big, KOHKpETHOT



Dana: | don’t distinguish between
“pure art” and “political art.” | see art
as a tool of struggle. But there is a dif-
ference between an artwork that ex-
presses a political position and an activ-
ist poster that was called a work of art.
While a piece of art involves interpre-
tation, a poster is made exclusively for
the viewer, and this sets certain frames.
It should express a clear idea in a simple
way. A piece of art can be complex,
have many levels, it gives a different
kind of freedom. | choose the media for
expression based on the specific situa-
tion and the topic I’m working with.

Oksana: What direction do you find
most interesting to work in?

Dana: The form | choose depends on
the topic I’'m working with. | found it
equally interesting to make the ban-
ner for March 8™ and animate the

film about Mark Lvovych Tulpanov.
Although the level of complexity of
these works is completely different: the
animated movie took me almost a year,
while the banner was done in three
nights. Big projects are more difficult,
but this makes them interesting.

Oksana: How did you become involved
in feminist activism?

Dana: | studied book design at Kyiv
Polytechnic University. It probably began
with the dialectical logic group that one
teacher organized. This group brought
me out of my apolitical vacuum. | used

to think that art had nothing to do with
politics, but my views changed after read-
ing Marxist literature. It all began with
Engels’s The Origin of the Family, Private
Property and the State. Afterward | be-
came familiar with representatives of the
feminist movement and read Judith But-
ler’s Gender Trouble. | became a feminist
thanks to books and coincidence. And |
was lucky, because my political conscious-

ness appeared through a set of circum-
stances. And this is a privilege, because,
unfortunately, the way our art education
is organized, it’s hard for an artist to start
thinking politically, to formulate a critical
approach to reality during the learning
process. Our training is focused on the
purely technical side of art, which is
alienated from social and political reality.
Art departments don’t teach the theory of
aesthetics—we draw but we don’t think.
So I, as an artist, was formed not by art,
but by a group led by a teacher from the
sociology and law department. | estab-
lished a connection with this department
and began working for their magazine
and newspaper, drawing illustrations,
reading and writing articles. It’s a good
thing that [ wasn’t interested in art as
such, because otherwise I'd still be draw-
ing children’s illustrations and perceiving
the world with primitive wonder.

For me, being a feminist artist means al-
ways being a feminist. | live in a capitalist
reality, and social conditions don’t give
us an idea of true equality. There is a con-
stant internal struggle with my upbringing
and socialization. Living in Ukraine means
reinventing the language of expression.

Oksana: You make lots of illustrations
for activist projects—posters, leaflets.

Dana: Yes, this is my main activity.
I make illustrations for projects and
organizations whose activities are close
to me. | don’t illustrate books anymore.
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Dana Kavelina, Poster # 2, Pedagogical Acts exhibition, Kyiv, 2018
AaHa KaBenaina. «[Maakat Ne 2». BuctaBka «BuxoBHi aktu», Kuis, 2018

cuTyauii, Big TeMu, 3 AKOO Npauiolo,
A i obupato Mmegiym a/18 BUC/IOB/NHOBAHHA.

OxcaHa: A T06i uikasiwe B Akomy Ha-
NPAMKY npauioBaTu?

Aana: 1TaHHA B Temax, 3 AKMMU A npa-
uor0. s HMx obupato cnocib BTiIeHHA.
| MeHi 0gHaKoBO LikaBo 6y/10 pobu-

v i 6aHep 40 8 6epesHs, It aHiMaLlifiHWit
¢$inbm npo Mapka /1bBoBuya Tto/1bNaHo-
Ba. X04a piBeHb CKAAAHOCTI LMX TBOPIB
30BCiM pi3HUit: My/IbTDIbM y MeHe
3aiiHAB MaiKe pik, a baHep — Tpu
HOUi. 3 Be/IMKUMU NPOeKTaMm CKAAAHI-
LUe MpayoBaTH, aze came ue i LiKaBo.

Okcana: flk TM pAonyuuaaca A0 ¢peminic-
THUYHOIO aKTUBiI3MYy?

Aana: A HaB4anaca B KMiBCbKOMY [10i-
TeXHIYHOMY IHCTUTYTI Ha BigAINTI KHUX-
KOBOI rpadiku. |, mabyTb, yce noyano-

A 3 rypTKa Aia/IeKTUYHOT J10riKK, AKKI Op-
raHisysaB OZAMH BUKA3Aay. Y4acTb Y LibO-
My FYPTKY BUBE/1a MeHe 3 anoAiTU4HOro
BaKyyMmy, B AKOMY A nepebysana. A
BBaXKa/a, L0 MUCTELITBO MOXeE Lji/IKOM
He TOPKaTUCA NOAITUKKU. KoM X noua-

/13 YUTATU MAPKCUCTCBKY NiTepaTypy,

MOT NOrAAAM 3MIHUAKCA. YCe noyano-

€A 3 KHUrW EHrenbca «MoxogKeHHs cim'i,
NpMBaTHOI BAACHOCTI | gepasu». A no-
TiM A NO3HANOMMW/IACA 3 MPeACTaBHULAMM
demiHicTMYHOrO pyXy i npounTana Gender
Trouble Axyait BaTaep. Tak A cTana de-
MiHICTKOK — 3aBAAKM KHUIaM i BUNAAKO-
BOCTAM. | MeHi nowactuao, 60 mos noni-
TUYHA CBifOMICTb 3’ABU/IACA Yepes MeBHi
36irn o6cTaswH. | ue — npusineit. Tomy
L0, Ha a/lb, XYA,0XHA OCBIiTa B Hac opra-
Hi30BaHa TakK, L0 XYAOXHMKY Y1 XYA0K-
HULj CKAAAHO NOYATU MUCUTU NOAITHY-
HO, GOPMYBaTH KPUTUYHMIA anaparT Woa0
AIMCHOCTI B Npoueci HaB4aHHA. B YkpaiHi
HaBYaHHA 30CepeseHe Ha YNCTO TeXHIY-
HOMY aCneKTi MUCTELTBa, AKE BigvyxeHe
Big, couianbHOT i noAiTMYHOT giicHocTi. Ha
XYAOXHIX PpaKy/bTeTax He BUK/IAAAIOTh

Teopito eCTETUKMU, M1 MANKOEMO, a/1e He
OCMUC/IIOEMO. TOBTO BUILL/O, LLLO MeHe,
AK Xy4O0XKHULEO, CGOPMYBANO HE MUC-
TelTBO, a rypTOK BUK/AaAa4a GaKkynbTeTy
couiosorii i npasa. A Hasaroguaa 38’A30K
i3 ym dakynbTETOM, NOYaANA NPALIOBA-
TV B IXHbOMY XYPHari i raseti — masio-
BaTM iZFOCTPaL,ii, YNTaTH i MMCaTH CTATTI.
[o06pe, L0 MeHe He 3aX0MNu10 MUCTELLTBO
fIK Take, 60 iHakwe A 6 i gani mastoBana
AMTAI iatocTpauii i cnpuitmana 6 HaBko-
JILLHIM CBIT 3 NEBHUM NPUMITUBHUM 344-
BYBaHHAM.

ByTn XypaoxHuueo-gpemiHiCTKO 03Ha-
4aE A/1A MeHe NOCTIVHWIA pyX Yy HaNnpPAMKY
6yTTA demiHicTkoro. Bo A KuBYy y Kani-
TaZICTUYHIN AiCHOCTI, | CycnifbHi yMOBK
He A,at0Tb HaM YAB/IEHHA NPO Te, AK
Hacnpasgi BUr1AAA€E PIBHOMPABHICTb.
Tomy A nepexunBato NOCTilHY BHYTPILLHIO
60opoTbOY 3i CBOIM BUXOBAHHAM Ta COLlia-
ni3auieto. B YkpaiHi Le 03Ha4ae 3aHOBO
BMHax0AWTW MOBY BUC/I0B/IIOBAHHSA.

OkcaHna: Tu manloew 6araro inlocTpa-
uii AN AaKTHBICTCbKMX NPOEKTiB — NAa-
KaTH, AMCTIBKH.
Aana: Tak, e moa ocHoBHa poboTa.
Tenep A pob6/1t0 intoCTpaLii 418 APYHKHIX
MPOEKTIB Y1 FPOMag,CbKMX OpraHisaLii,
AIANBHICTD AKUX MeHi 6/1M3bKa. KHUX-
KOBOIO intocTpauieto A Hisblue He 3a-
MmMatoca. Xo4a paHile 3pobuna Kinbka
KHUXKOK Y XaHpi, AKMI MeHi nog06aB-
cA, — A 6y/1a aBTOPKOIO | KAPTUHOK,
i TekcTiB.

OkcaHa: TBoA ocTaHHA poboTta — aHi-
mauiniun ¢inbM nNpo repos, AKHKA ONu-
HUBCA Y LeHTPi BiiCbKOBOro KOHQAIKTY
Ha AoHb6aci. Liei repoi, Mapk AbBo-
BUY, — MEeHi 3paBCA 30BCiM anoaiTny-
HUM. Y Hac e cTapuii AlOAH AIOOAATD
AUBHMTHUCA TenebaueHHA, MaloTb CBOE
CTaBAEGHHA A0 NMOAITHKIB, | BOHM He

Te Wwo6 Ay)XXe NOAITHYHO aKTUBHI, ane
CXMABHI MaTH CBOIO TOUKY 30pY. TBiK



Although earlier | made several books
in a genre | like—when the pictures and
texts are by the same author.

Oksana: Your last work was an ani-
mated film about a hero in the heart
of the military conflict in the Donbas.
This hero, Mark Lvovych, seemed to
me completely apolitical. In our coun-
try, older people like to watch TV, have
their own attitudes about politicians,
and it’s not that they are very political-
ly active, but they tend to have their
own point of view. Your hero seems to
be completely devoid of this; he has
only private, “human” suffering.
Dana: That’s a very good question. Why
is Mark Lvovych portrayed solely as a vic-
tim of circumstance and why is he so po-
litically unaware? This is a question that’s
always put to the residents of the Donbas,
to some extent blaming them for what
is happening. They are accused of being
apolitical—they did nothing to oppose
what happened, and so now they are to
blame. But | don’t think this is right, and
it can’t be the fault of the inhabitants of
the Donbas. Because if a person doesn’t
take a political side and remains neutral,
this is not a reason to deprive them of
their right to life, to security, to a home.
And if Mark Lvovych seems devoid of
subjectivity because he hasn’t resolved
political contradictions, in fact it was the
war that deprived him of subjectivity.
Regardless of whether you are politically
aware or not, the tanks will still come. And
if I had known how Mark Lvovych should
fight, what he should do in these historical
circumstances, | would have made him
different. But since | don’t know, | can
take the position of the observer. And my
hero is in this position of the observer.
In this work | tried to be surprised by
what is happening, and perhaps this was
from a general human point of view. This
perspective is common to everyone.

[ wanted to talk to as many people as possi-
ble. These are values that we all share—that
war is very bad and death is terrible.

Oksana: It seems to me this point is
also a political position. | don’t think
that Mark Lvovych is devoid of subjec-
tivity, it's rather that he’s not like a real
person. Instead, he embodies what
every person has—vulnerability.
Dana: Mark Lvovych is in fact a collec-
tive image. All the parts of his story were
real: it is a semi-documentary story based
on fragments of stories by very different
displaced persons. And it’s a good obser-
vation that older people have more time
to watch television and follow politics, but
often their political views are outdated,
maybe because older people are exclud-
ed from social reality. They get lost in
the modern political realities and use
old categories from Soviet times. Mark
Lvovych has political experience that
the young generation doesn’t. He lived
through the end of a state that everyone
thought was eternal. He lived through
the advent of capitalism. He lived through
several changes in ideology. And in the
present circumstances, | think he’s con-
fused and tired. And to preserve his image
of the world, he holds onto the simplest
reference points—that family is good, love
is good, there is good and evil, and maybe
this allows him to somehow preserve his
world, which is falling apart in front of him.
At the same time, the image of Mark
Lvovych is based a lot on my grandfather,
the way | remember him. | even use some
of his phrases. Before the conflict, in 2008,
he would watch TV and say that he didn’t
understand much. And when the war in
the Donbas began, my mother said that
it was good that grandpa was no longer
alive because he would have gone crazy.
And his confusion is the point from which
[ look at this conflict. And empathy allows
us to fight xenophobia. Displaced persons
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repou Bia LbOro Haue NOBHICTIO OYH-

LWEeHUH, Y HbOMY 3aAULLMAOCH TIAbKH

npuBaTHe, «<AlOACbKEe», CTPa)KAaHHA.
Aana: Le agyxe xopolue nuTaHHA. Homy
Mapk /IbBOBMY MOKa3aHWM BUKAOYHO fAK
)epTBa 00CTaBMH i HOMY BiH HACTi/IbKM
HecBigoMuMI NoaiTMYHO? Lle Te nuTak-
Hfl, AKE 3aBXAW CTaBAATb MELLKAHLAM
[ oHbacy, NneBHOK MipOHO 3BUHYBa4yHO4M
iX y Tomy, Wwo BigbyBaeTbA. Ix 3BMHYBa-
YYIOTb B aNO/ITUYHOCTi — BOHM Hi4OrO
He 3pobuau, He NpOTUCTOAAW, | Tenep,
MOB/IAB, CaMi BUHHI. Ane A BBaxalo, L0
Lie HenpaBW/bHO, i 33 MeLUKaHLAMM [JoH-
Hacy He Mmoxe 6yTH Takoi BUHM. Bo AKLLO
/MOAMHA HE NMPUCTAE Ha YUICb NOAITUYHUIA
6iK, 33/ MLLIAETbCA HEUTPa/bHO, — Lie
He MOKe N036aBuTH i MPaB — Ha XUTTA,
Ha be3neky, Ha gim. | Akwo Mapk /IbBo-
BWY BUI/IA4a€ No36aB/ieHnM cyb’ekT-
HOCTi, 60 He BUPpiLLyBaB MOAITUYHI CY-
nepeyYHoCTi, TO HacnpaBgi cyb’ekTHOCTI
Moro nosbaew/a BiliHa. bo uu € TM HOCiEM
MOAITUYHOI CBIAOMOCTI, Y Hi — TaHKK
BCe O/HO NpuiayTb. | AKOK A cama 3Hana,
AK Mapky /1bBoBMYY C/1ig, 6opoTHCA, WO
BapPTO 34iMCHUTU B TaKMX ICTOPUYHUX
06cTaBuHax, T0 3pobusa 6 Moro iHWKM.
Ane OCKI/IbKM A LIbOrO He 3HA0, TO MOXY
BMOPATH NO3WLLtO CNOCTEpeKeHHH. | Mil
repom Aikpas nepebyBae y L TouL,i crno-
cTepeskeHHa. A cnpobysana B Lt poboTi
341MBYBaTUCA TOMY, L0 BiAOYyBa€eTbCA, a
Lie MOX/IMBO 3 MEBHOI 3ara/IbHO/0ACbKOT
TOYKM 30py. LiA TOYKa € crinbHOoo AnA
BCiX. Al XOTi/Na rOBOPUTU 3 MaKCUMa/IbHO
BE/IMKOMO Ki/bKicTHO /togei. e wiHHOCTi,
AKi MU BCi NOAINAEMO, NPO Te, L0 Bilt-
Ha — e AyKe MoraHo, CMepTb — Lie
CTPaLLHO.

Oxcana: Meni 3pa€TbeA, A TOUKA — Lie
TeX NOAITHYHA no3uujia. fl He Aymalo,
wo Mapk AbBOBHY No36aBAeHHH
cy6’exTHOCTI, paawie BiH He CX0)XXKMH Ha
peanbHy Aopuny. Hatomictb BTinlOE Te,
L0 € B KOXKHiH AloAMHI, — Bpa3AHBICTD.

Aana: Mapk /1bBOBMY — HacnpaBgi
36ipHui1 06pas. Yci yacTuHKuM Moro icTopii
6y peasibHUMK, Lie HaniBAOKYMEeHTa/ Ib-
Ha OMoBiAb i3 pparmeHTiB po3noBigeii
AYXKe pi3Hux nepeceneHLuis. | cnpasgai, ye
B/ly4YHE 3ayBaXKEHHA Mpo Te, Lo Y CTap-
KX AtoAew Bisbliue Yacy AMBUTUCA Tesle-
Bi30Op | CTEXMTU 33 NOAITUKOLO, a/1€ YacTo
TXHil NOAITUYHWIA CBITOr/1A4 3aCTapiui,
MO/IMBO, TOMY, LLO /iTHI 10AM BU-
K/IK0Y€Hi i3 CyCniabHOT AiANbHOCTI. BoHK
ry6AaTbCA y Cy4acHii NOAITUYHIN peanb-
HOCTI | KOPUCTYIOTbCA CTapUMK KaTeropi-
AMMU, 3aCBOEHMMM LLle B 4acn CPCP. Mapk
/1bBOBMY — HOCIi MO/ITUYHOrO A0CBIAY,
AKOr0 HEMAE B MO/IOALLIOIO MOKOAIHHA.
BiH nepexuB KiHeLb gep:KaBu, AKa 34a-
Ba/1acA BCiM Bi4HO0. BiH nepexus npuxig,
Kanitaniamy. [lepexus 3MiHy AeKibKOX
ineonorii. | B TenepilHix obcTaBuHax,
MEHi 34a€TbCA, BiH y»Ke MOXe Big4yTn
po3ryb6/eHicTb i BTOMY. | w06 X041 AKOCH
36eperTw cBiit 06pas cBiTy, BiH 3a/MLLIAE
cobi HalinpoCTiLLi KOOPAUHATY — LLO
cim’s Le gobpe, wo /110608 Le gobpe,
o icHye A06po i 3710, — i, MOXKAMBO, L&
£,03BO/IAE MOMY XO4 AKOCH 3beperTu cBilt
CBIT, AKUI PYMHYETbLCA B HbOTO Ha OYax.

| BOgHOYac 06pa3 Mapka /IbBoBuYa ba-
raTo B HOMY 3Ma/bOBaHMi1 3 MOTO Aiaa,
AKUM A1 Moro nam’Atato. HaBiTb € gefki
oro ¢ppasw. LLle Ao KOHPAIKTY, Yy 2008
pou,i, AMBAAYUCH T€/EBI30P, BiH FOBO-
PVB MPO Te, L0 BXe MaiiXKe Hi4Ooro He
po3yMi€. | KOAM NOYaNNCA BiliCbKOBI Aji
Ha floHbaci, Mama Becb Yac MOBTOPIOBA-
na: pobpe, Wo gis He f0XuB, 60 BiH 6K
reTb 360xeBo/iB. | LA Moro po3ryb/ie-
HiCTb — i € Ta TOYKaA, 3 AKOI A AUBAIOCA
Ha KOHGAIKT. 3aBAAKM eMnaTii MOXHa
b6opoTtuca i3 kceHodobieto. Mepece-
ZIeHLi AK Ipyna gy»e Mano npeAcTas-
/leHi B Megia-noAi My MUCTELTBI, TaKOX
BOHM NEBHOIO MipOIO AeryMaHi30BaHi.
Tomy A 11 3pobuaa CcBOro repos Makcu-
Ma/bHO, PaAMKa/IbHO NOAAHUM, MOX/N-
BO, HenpasAonogibHo.



as a group are not well represented in the
media and in art and are to some extent
dehumanized. That is why | made my
hero as radically human as possible, per-
haps even improbable.

Oksana: Have you encountered com-
ments about the “woman’s view” of
the war? It’s hard to talk about this in
our realities—our women also fight,
and this in some way is seen as gain-
ing equal rights with men. Women’s
apoliticism is also no longer relevant.
But empathy, sensitivity to the bodily
(to children or the elderly) is still more
associated with women.
Dana: Someone said that my movie
is a “purely female view on war” from the
standpoint of some abstract compassion,
although that’s not the case. Although,
indeed, empathy in its pure form is cul-
turally attributed to women. Women’s
socialization requires us to be gentle,
sympathetic and patient. We consider
empathy to be a weakness, and there
is no place for it during war. But | think
that women can use this as a force,
including for political struggle. Because
empathy involves inclusion of the Other in
one’s boundaries and opposing violence
against the Other. This has great potential
for building a world without oppression
of some groups by others. If we consider
empathy to be a weakness, our world will
resemble a concentration camp.

Oksana: | met a man on a train named
Uncle Tolya who was coming back from
the Anti-Terrorist Operation zone, and

I made a series of drawings about

him. What he said about the war could
also be considered condemnation of
the war, but he was full of hatred and
aggression. He is suffering but at the
same time is filled with violence. How
realistic is it for a person like this to
take a “feminine” humanistic position?

Dana: | think this is a different ques-
tion—about the problem of people who
return from the war and become ab-
solutely unnecessary to the state, like
discarded dolls. There are no big state
programs of psychological support and
integration of people back into peaceful
life. There are only separate initiatives
and private projects. And it’s a social
problem that militaristic qualities are
usually embodied by men. The wom-
en’s response to this would be state
programs of support and integration,
because these people are then com-
pletely excluded from public space. In
addition, there is a ban on talking about
these topics—because during war we
shouldn’t talk about weakness. And they
remain in completely male loneliness. The
patriarchy in this situation is an evil joke,
because men like that can’t acknowledge
their weakness and ask for help. Instead,
they may exercise violence against their
own relatives and themselves.

On the other hand, | understand that
under certain conditions, empathy,
which is attributed to women, loses to
aggression, which is attributed to men.
Therefore, | think that women also need
to arm themselves with anger. We need
more radicalism. | am thinking about
this in the context of my work. Be-
cause a human and neutral work is easily
used in different ways. To fight you must
articulate your position clearly.

Oksana: The woman in your second

banner, who cuts off the hands of her

oppressors, is quite angry.
Dana: Yes, this compensates for our
total empathy. I think we need to rid
the concept of “women’s art” of the
shade of contempt with which it is spo-
ken about. We need to stop attributing
analysis and science only to men and
emotion only to women. All this needs
to change.
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OxcaHa: U4 cTUKanacA TM 3 KOMEeH-
Tapem npo «xiHouye 6aueHHsA» BiHHK?
B HawmMx peanifix CKAAAHO Npo ue
roBOPUTH — B YKpaiHi XXIHKH TaKoXX
BOIOIOTD, i i€ NeBHUM YHHOM PO3TAf-
AAETbLCA AK 3A00yTTA piBHMX NpaB i3
yonosikamu. JKinoua anoAiTHuHicTb
TaKOXX y)Xe He Ha uaci. llpore em-
narif, yyHHicTb A0 TirecHOTO (aiTeH,
cTapuXx) y Hac BCe-Taku acoujloloThecA
Ginbwie 3 xinkamu.
Aana: Tak, 6yB Takuii KOMEHTap LLO040
MOrO My/bTdiNbMY, LLO Lie «CYyTO
)KIHOYMI NOr/Ag, Ha BiliHY» 3 NO3uL,ii
AKOrocb abCTPaKTHOrO CiBYyTTA, XO4a
Lie HacnpaBgi He Tak. [1paBaa, Wwo em-
naTiAa B YUCTOMY BUTAALI KY/IbTYPHO
MPUCBOETLCA XKiHKaM. MKiHo4a couia-
Ni3alia BUMarae Big Hac 6yTv M’ AKUMMU,
CMiBYYT/MBUMM | TepnaAYMmMU. Mu BBa-
YKAEMO CMiBYYTTA 1 €MNaTito 3ro4oto,
CN1abKICTIO, 1 Y BOEHHMIA Yac LibOMY
Ha4yebTo Hemae micuA. Ta MeHi 34a€Tb-
CA, L0 KiHKM MOXKYTb UMM 036poiTucA
AK CU/1010. 30Kpema A/1A NoANITUYHOT
6opoTbbu. Bo emnaria nepesbayae
BK/IKOYEHHSA {HLLOrO y CBOI MeXi, NpoTH-
A0 HACKUA/IIO NPOTU iHLWOrO. Y LbOMY €
Be/IMKWM NoTeHuian Ana ByaiBHULTBA
CBiTY 6€3 NpurHo6/1eHHA O4HMX rpyn
Mogen iHWUMK. AKLLO0 MU BBaXKaTuMe-
MO eMMaTito i CMiBYYTTA C1AbKICTIO, HaLw
CBIT HaragyBaTUMe 30Hy.

Oxcana: flkocb A 3ycTpina B noi3ai
aapto ToAlo, AKKUM ixaB 3 ATO, i aropom
NPUCBATHAA HOMY Cepilo MaAIOHKIB.
Te, wo BiH po3noBipas Npo BilHY,
TeX MO)XHA Ha3BaTH 3aCyA)KeHHAM
BiliHH, NpOTe Yy HbOMY NOBHO HEHABH-
cti i arpecii. Bin cTpaxaae, Ta BOAHO-
Yac 3apAAXXeHHH HacuabcTBOM. Ha-
cKIAbKM TaKil AlOAVHI peanbHO 3alHSA-
™ OKiHOUY» TYMaHiCTUUHY no3uuito?
AaHa: MeHi 3g4a€TbCA, L& 30BCiM iHLWe
MUTaHHA — nNpo npob/emu toaew, Axi
MOBEPTaOTLCA 3 BiliHM | CTalOTb abco-

/IOTHO HenoTPIbHI gepaBi, AK BUKUHY-
Ti 1A/1IbKW. HEMaE BE/IMKUX AepaBHMUX
nporpam ncmMxo/10riYHoi 4ONOMOru Ta
iHTerpauii toAen Haszag y MUPHE XUTTA.
€ /mLe OKpemi iHiLiaTuBwM i npuBaTHI
npoekTu. | ye cycnisbHa npobsiema,

LLLO HOCIAAIMM MiZNITAPUCTCbKUX AKOCTEN
nepeBaxHo € 4010BiKK. MKiHO4OI0
BignoBigAto Ha e 6y/u 6 gep:KaBHi
nporpamu 3 NigTPUMKM Ta iHTerpadil.
Bo ui 1t04M NOTiM 30BCiM BUK/IOYEH i3
cycnizibHOro npocTopy. Kpim Toro, icHye
neBHa 3abOpOHa roBOPUTU Ha Lji TEMMU.
Yepes Te, WO Nig 4ac BiMHU MU He NOBUH-
Hi FrOBOpPUTU NPO C/1A0KICTb. | BeTepaHu
3a/IMLLIAKOTHCA Y Li/IKOBUTIM YON0BIYIN
CcaMOTHOCTI. aTpiapxaT y uint cutyau,ii
€ 3/IUM XKapTOM, 60 Taki Y0/10BIKM He MO-
¥YTb BU3HATM CBOEI C/1abKOCTI i nonpo-
CUTM NpO Aonomory. HaTomicTb, MOXAK-
BO, HaBMaKM, 34iMCHIOI0Tb HACUA/A Hag,
CBOIMM PigHMMU i Hag, coboto.

A 3 iHwWoro 60Ky, A pO3yMmito, L0 3a
MeBHMX YMOB eMNaTis, L0 NPUCBOIOETL-
€A XiHo4YOMY, Nporpae arpecii, AKka npu-
CBOIETbLCA HO/0BIHOMY. TOMY, AyMalo,
CbOrOAHi XiHKam BapTO TaKOK B3ATU Ha
036pOEHHA MeBHY 3/icTb. Ham noTpibeH
Gi/bLLWIA paguKaniam. A gymato npo

LLe B KOHTEKCTi CBOIX HOBUX pobiT. Bo
MOAAHUIA | HEMTPaZIbHUM TBIP AYyKe ser-
KO NO-pi3HOMY BUKOPUCTOBYBaTH. /114
H60pOTLOM K C/lig HiTKO apTUKY/IOBATH
CBOIO NO3MLt0.

OxcaHa: Teon XxiHka Ha ppyromy 6a-

Hepi, AKa noBiapi3ana pyKku cBOIX npu-

rHo6aoBauiB, AOCHTDH 3Aa.
AaHa: Tak, Lle KOMMeHCYE HaLly LiKo-
BUTY eMMNaTUYHiCTb. | A BBaXKato, BapTo
NMo36aBUTU MOHATTA «XKIHOYOro MUCTE-
LTBa» BiATIHKY NPe3UpCTBa, 3 AKUM Mpo
HbOr0 roBOpATbL. lOCUTb y»Ke NpUCBO-
HOBATM /IMLLIE HYO/I0BIYi NO3MLT aHai3,
HaYKY, @ XiHOYilA — TiNbKM €MOLLiHICTb.
Yci 1j OLiHKM CAig neperiaxyTy.
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Lesia Kulchynska: Do you consider
yourself a feminist curator and artist?
If so, what does this mean to you, and
how did you come to identify as such?
Oksana Briukhovetska: Feminism
is a component of my critical analysis of
reality and culture. But | work with topics
that don’t just relate to women. For
example, my project Uncle Tolya was
about a man on leave from the war in
eastern Ukraine. It was a series of docu-
mentary drawings based on stories told
by a real man, but also shaped by my
memory and perception. It was a ran-
dom encounter on a train, and | didn’t
have the chance to record what he was
saying, so later | drew what struck me
the most, what stayed in my memory.
In this case, my feminist sensitivity
picked up on what he was saying about
prostitutes and his relationship with his
wife; someone else could have found
other things he said more important.
The feminist perspective is present in
everything | do. Many of my girlfriends
became feminists at a certain point,
and | began going to feminist events
and reading feminist literature. This
started in 2011, when the Feminist
Ofenzyva initiative appeared in Kyiv.
| did their logo and design, made posters
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Po3moBnase:
NecA KynbUMHCbKa
CiueHnb 2019, Kuis

Aeca KyabunHcbKa: Un BBaXKaew

™ cebe PpeminicTHUHOIO KypaTOp-

Ko10 i XyaoXxKHULel0, deminicTKko?

Ao TaK, o ue Ana Tebe o3Ha-

yae i AK TH NpUMALLIAA AO TAKOrO camo-

BH3HauYeHHA?
OxcaHa BbproxoBeubka: Pemi-
Hi3M — L@ CK/1aA0Ba MOro KpUTKY-
HOrO aHani3y AicHOCTI 1 Ky/AbTypHu.
Ane A Npautoro 3 Temamu, AKi CTocy-
FOTbCA He /nLLIe KiHOK. Hanpukaag,
Milt npoekT «/JAaaAa Tona» NpuCBAYEHO
4O/10BIKOBI, AKUIA ige y BiAMYCTKY 3 Bilt-
HU Ha cxogi YKpainu. Lle gorkymen-
Ta/IbHa CepiA MatOHKIB, 3aCHOBaHUX
Ha po3noBigAX peasnbHOro 40/10BiKa,
a/le TakoX Ha Moiii mam’ATi 1 Moemy
CMPUMHATTI — A He Ma/sla MOX/MBOCTI
3anucyBaTu oro, 60 e 6ysa BunagKo-
Ba 3yCTPiY y NOI34i, TOX HaMmaoBana
3roA,0Mm Te, Lo MeHe HalbinbLue Bpa-
3110, 3anam’aTanocs. PemiHicTuyHe
YyTTA B LbOMY BUMAAKY HE A03BO/IU/O
MEHi OMUHYTM 3ragKu Npo noB.in 4n
MOro CTOCYHKM 3 APYKMHOK — a iHLa
/MHOAMHA Li/IKOM MOr/1a 61 BU3HATH Bax-
/MBILLIMM LLOCH iHLe.
Lo 6 A He pobuna, pemiHicTnuHa
ONTHKA 3aB¥K/AM HafABHA. 3 NEBHOroO
yacy barato mMoix noapyr ctaav pemi-
HiCTKamu, A BigBigyBana demiHicTUYHi

IHKU-MITPAHTKM,

npauAd 1 rTAHICTb

X



and programs for them. After | learned
about feminism, many things came
together, and you could say | gained
an instrument that allowed me to un-
derstand and explain certain things in
my life and around me. Of course | read
many other books that also helped me
understand the world. That literature,
especially the older kind, bears the
mark of patriarchal traditions. Now

| understand the nature of the times
when certain pieces of literature were
written; before, | took everything at
face value, thinking that’s how the
world is, that the plight of women

is like in many of the books I read in
school and in my youth. I couldn’t find
my place in this world.

Lesia: Do you aim to transform social
reality with your curatorial work? Do
you see the influence of any of your
projects on the social situation?
Oksana: In my projects | try to give
artists whose ideas | find interesting an
opportunity to express themselves.
| don’t know in advance what they will
produce, unless | take a finished art-
work. | always take part in my curatorial
projects as an artist. For me, being a cu-
rator means being together, not above.
When I’'m putting together
an exhibition or project | de-
velop a certain vision of reali-
ty as a result of the combined
expression of the artworks.
As for transforming reality,
[ think everyone | work with
wants to change something
in this world, and for me it’s
important that they have an
opportunity to express them-
selves. Expression is the first
step to change. Sometimes
there are unforeseen conse-
quences, like with the project
I am Ukrainka', which elicited

Ukrainian) is also the pseudonym of the promi-
nent poet, writer and intellectual Lesya Ukrainka,
who was active in popularizing feminist and so-

L Ukrainka (which means "Ukrainian woman" in
cialist views in the early 20th century.

many reactions—both positive and
very negative.

Lesia: Tell us about the project. How

did you organize it?
Oksana: It was a poster campaign as
part of the Visual Culture Research Cen-
ter’s Neighbors project for the 10" War-
saw Under Construction (Warszawa w
Budowie) festival. The idea behind the
posters was mine. Together with Kse-
nia Hnylytska, Valentyna Petrova and
Davyd Chychkan we created portraits
of Ukrainian migrants working in Po-
land. The posters said that these wom-
en deserve to be treated with dignity
and paid decently for their work. The
posters appeared in lightboxes around
Warsaw—it was an artistic intervention
in the city. | wanted the artists them-
selves to decide what type of work
their heroine did. There was a clean-
er, a waitress, a fast food worker, a poul-
try farm worker, a seasonal berry
picker and a nurse. Later many people
condemned the project, saying that the
type of work presented was humiliat-
ing. But the fact that this kind of work
exists didn’t bother them as much. This
provoked discussion.

Lesia: In 2016, Ukrainian artist Taras
Kamennoy presented a project in Lublin
called I am a Ukrainian Worker. It was
the result of his artistic action in Lublin,
Krakow and Warsaw, where he walked
around these cities with a banner saying
that he was a Ukrainian worker looking
for a job, with a list of services that he
could provide and his phone number. As
far as | know, this project didn’t cause
as much of an uproar as | am Ukrainka.
It would be interesting to hear your com-
parison of the two projects.

Oksana: There were other projects on

this subject. For example, the Ukrainian art

group R.E.P. (Revolutionary Experimental
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Oksana Briukhovetska, From graphic series Unkle Tolia, 2016
OkcaHa bptoxoBeupKa. 3 rpadiyHoi cepii «Aaaa Toaa». 2016

3axo/4u, MeHi 40 PYK CTanun NOTpaniaTu
demiHicTnyHi TekcTyn. Lle noyanoca 201
POKRY, Kou y KueBi 3’ABWUACH iHiLiaTuBa
«®PemiHicTnyHa opeHsmBar. Togi A pos-
pobasaa ANs HUX 10TO | AM3aliH, pobu-
na adiwi 1 nporpamu. Micaa 3Hakiom-
cTBa 3 pemiHi3amom Barato pevei ctanu
Ha ¢BOI MicyA, 6araTo nas iB CK/AaN0CA.
Mo»kHa ckasaTtu, A OTpMMana iHCTpy-
MEHT — pPO3yMiTu | NOACHIOBATH AeAKi
ABMLLA, L0 CTAOTLCA 3i MHOIO 1 OTOMY-
10Tb MeHe. 3BMYalHo, A YnTana baraTo
THLIMX KHU, AKi TAKOX A4aBanu MeHi po-
3yMiHHA cBiTYy. Ta siTepaTypa, 0cob611BO
[,ABHiLLa, Hece BigOUTOK naTpiapxasb-
HMX 3BMYalB. Tenep A MOXY PO3yMiTH
XapaKTep TOro Yu iHLIOro Yacy, Koau
CTBOPHOBABCA TEKCT. A paHille cnpui-
Ma/ia BCe 33 YUCTY MOHETY, AyMana, Lo
TaK B/1ALUTOBAHO CBIT, LLLO Y KIHOK Take
CTaHOBMLE, AK y 6araTbox TBOpPaXx,
MPOYUTAHMX LLE Y LIKOAI | B FOHOCTI. f He
MOT/1a 3HalTH CBOE MicLe B LbOMY CBITi.

Aecs: Uu cTaBuWI TH 32 METY CBOEi
KypatopcbKoi AianbHocTi Tpanchopma-
ujito couianbHoi aicHocTi? Yn 6aumnw
BNAME CBOIX NPOEKTIB Ha CyCNiAbHY
cutyaujiio?
OxcaHa: Y cBOix MpoeKTax A Hamarato-
CA 4aTU MOXK/IMBICTb XY/ 0KHULAM/XY-
A,O0XHMKAM, YMA 4YMKa MeHi LikaBa, BU-
C/I0BUTUCH. fl He 3Hal0 Hanepey, AKLL0
TiZIbKKU He 6epy rotoBy poboTy, AKUM
6yse IXHE BUC/I0B/OBAHHA. f 3aBXAM
6epy y4acTb y CBOIX KypaTOpPCbKMX
NpOEeKTax AK XyAOoXHuUA. A1 MeHe
6yTU KypaTOPKOK — Lie He BYTU «Haa»,
a 6yTn «pazom». Ko/m BuCTaBKa 4u npo-
eKT CKNAfAETbCA, A TAKOX BifKPMBato
419 cebe neBHe HayeHHs, Lo NOCTaE
BHaC/i40K CYKYMHOrO BUC/10B/ItOBaHHSA
XYA,0XHix pobiT. LLlogo TpaHcdopma-
Uil giicHOCTi — AyMmato, KOXKHa i Ko-
KeH, 3 KUM CMiBnpaLioro, nparHyTb
LLIOCb 3MIHWUTU B LbOMY CBITi, 41A MeHe
BaX/MBO, W06 Hyna MOXAUBICTb Le

Hac Takoto TYLLOHKOK KOPMMWAM, LLO HaLi cobaku

He XOTiAM i icTh.
They gave us such bad stew that even our dogs

didn’t want to eat it.

BMC/10BUTU. BUC/I0B/IEHHA — nepLumii
KPOK £,0 3MiHu. IHOogi 6yBatoTh Hene-
pepbavyBaHi HaCNiAKK, AK i3 NPOEKTOM
«fl yKpaiHKa», AKMIN BUK/IMKAB aKTUBHY
peaKLito — AK MO3UTUBHY, TaK i BKpa
HeraTuBHY.

Aecs: Po3kaxu npo uem NPoeKT, AK TH

Woro opraHizosyBana?
Oxcana: Lle 6yna noctep-kamnania
B pamMKax npoekty «Cycigm» 10-ro dec-
TMBa/o «BapLuasa B OyA0Bi», AKMIA po-
6vB LieHTp Bi3yanbHOI Ky/AbTYpH.
Al aBTOpKa igei umux naakartis. Pasom i3
KceHieto MHuanubkoto, BaneHTMHo0
MeTposoto i AaBngom YnykaHoM Mu
CTBOPW/IM MOPTPETU YKPAIHCbKMX 3apo-
6iTyaHoK y Mo/bLui. Ha naakaTax 6yB
TEKCT NPO Te, WO Lii *KiHKW 3ac/1yrosy-
I0Tb Ha rigHe CTaB/IeHHA i rigHy onsaTy
TXHbOI Npaui. [1akaT po3micTAM Ha
ciTinavitax Bapwaeu — ue 6yaa muc-
TelbKa iHTepBeHLiA B MicTi. A XOTiAa,
06 XyAOKHULI 1 XYAOKHUK CaMi
BM3HA4MAK, AKY pOOOTY BUKOHYBATH-
Me iXHA repoiHd. Tak 3’ABMAMCA npu-
BupasnbHULA, odiliaHTKa, NpaLiBHULA
dact-dpyay, pobiTHULA NTaxoPabpuky,
36MpayKa ce3oHHMX OBOMIB | Mesce-
cTpa. 3rogom 6arato XTo 3acyauB Liei



Space) did Superproposition in 2008,
where they offered Poles cheap labor
from Ukrainians. There is Santiago
Sierra’s 2002 piece The History of the
Foksal Gallery Taught to an Unemployed
Ukrainian, and others. On October 15,
2018, as part of Neighbors, Dana Kos-
mina and |, along with workers of the
Warsaw Museum of Modern Art, took
part in a performance by Polish artist
Aleka Polis. We washed the pavement
in front of the entrance to the Ministry
of Family, Labor and Social Policy and
read Aleka’s manifesto, part of which
is about the work of migrant women. |
read the manifesto in Ukrainian. | think
the situation with I am Ukrainka was
different because of where the posters
were—in city lightboxes in Warsaw.
Information about them went around
the Internet, and from the number of
photos in Facebook it was hard to tell
how many there actually were—there
were only 12. The problem was that
other Ukrainians confused them with
advertising. They even called it that:
“advertising Ukrainian women.”

And here’s what’s interesting—adver-
tising in Ukraine is something “sacred,”
and so any departure from the canon is
considered “heresy.” You can put any-
thing in contemporary art museums, but
the public space of the street is a differ-
ent matter. And it’s not just that it’s the
street, if this project was in the form of
graffiti or another grassroots interven-
tion, the effect would have been differ-
ent. Grassroots initiatives have a right
to exist, and that’s what the projects by
Taras Kamennoy and Aleka Polis are.
We used city lightboxes, and they

have a frame in which people are used
to seeing certain types of images. Ad-
vertising is not a place for truth. Cities
are jam-packed with visual images,
most of which show retouched wealth
and prosperity. There is a lot of such ad-

vertising in Warsaw. (There is also social
advertising, but it has its own niche
and is also designed based on the laws
of marketing.) Advertising images

[ull us to sleep; they help us “close our
eyes” to the fact that poverty and prob-
lems exist somewhere in reality. Since
they are not represented, they are
excluded from our field of perception.
We like the comfort of advertising—it
“cares about us.” Furthermore, adver-
tising is designed in such a way that
what we see isn’t supposed to make

us think, it should make us want; it can
influence a person’s subconscious, but
again, it should stimulate desire.

We expected that people would respond
to the I am Ukrainka posters by looking,
reading, thinking. But some people
think that this process is too difficult for

Waitress and Cleaning Lady, drawings by Oksana
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«OdiuiaHTka» Ta «MpunbrpanbHULs». MantoHKKM OKcaHW BpPoXOBELIbKOI.

«f ykpaiHka». ABTOpKa ipei Ta kypatopka: OkcaHa bptoxoBeubka. MNaakatu, 2018

NpOEKT came Yepes 306parkeHi BUan
rnpaLi, BBaXKatouu ix npuHusmsmumu. Te,
LLLO TaKa npauA iCHY€e Hacnpasgi, iX, no
CyTi, He TaK obpaaso. Lle cnpoBoKyBa-
210 ANCKYCitO.

Aeca: Y 2016 poui ykpaiHCbKHH Xy-
A0KHUK Tapac KameHHOM npe3enTy-
BaB y Ato6hini cBill NnpoexT 3 Ha3BoI0
«fl yKpaiHCbKHH po6iTHHK». Liel npoekT
cTaB NiACyMKOM HOro XyAOXKHbOI aKuji,
o Binbyraca B Ao6hiHi, Kpakoei Ta
Bapuwasgi. Mporarom akuii Tapac xoaus
No BYAMUAX UMX MicT i3 6aHepom, Ha
fAKomy 6yno po3mileHo TEKCT npo Te,
WO BiH YKPAiHCbKUM POOGITHUK, AKHI
wykKae po6oty, nepenik nocayr, Aki BiH
roTOBMM HapAaTH, TA HOTO KOHTAKTHHH
Tenedon. Hackinbku meni Bigomo, uen
NPOEKT He BUKAMKAB TaKOro WKBany
obypennn, Ak npoekT «f ykpainka». Lii-
KaBo 6yno 6 nouyTu Bip Teb6e nopiBHAH-
HA TBOTO NPOEKTY Ta npoexty Tapaca.
OxcaHa: by ¥ iHwWwi pob60oTK Ha Lo
Temy. Hanpuknag, pobota rpynu PEN
«Cynepnponosuuia» 2008 poky, B AKilA
BOHM MPOMOHYBa/M MO/AKaM feLleBy
pobouy cuny — ykpaiHuis; € poboTa
CaHTbAro Cbeppu «lcTopia ranepei
“®okcan”, poskasaHa 6e3pobiTHOMY
YKpaiHLeBi» 2002 POKY ¥ iHLLi. 15 XOBT-
HA 2018 POKY B pamkax npoekTy «Cyci-
an» My 3 flaHoto KocmiHoro Ta npauis-
HMUAMKM My3eto cy4acHOro MmcTeLTBa
BapLuasu 6panu yqacTb y neppopmaHci
NMOAbCbKOT XYAOXKHULI Aneku Monic nig
MiHicTepcTBOM Npau, couianbHOT Noi-
TUKM Ta CimM’i MoAbLLi: MU MWW TPOTYap
6in17 BXO4y B OyiB/t0 MiHicTepcTBa i 4n-
Tasn MaHidecT Aneku, B AKOMY iwaocs,
30KpeMa, Npo npayto MirpaHToK. A uu-
Tazna uen MmaHipect yKpaiHCbKOO.
Aymato, 3 n1akatamu «f ykpaiHka»
CK/1an1acb 0cob/mBa cuTyallis, 30-
Kpema, yepes micue, Ae ix po3MicTh-
/1, — a came: Ha CiTinaiTax By/mub
BapLuasu. [HpopmaLia npo HUX

MOLUMPU/IACA Yepes iHTepHET. 3 Ki/lb-
Kox ¢oTo y Facebook cknagHo 6yn0
YABUTU TXHIO Ki/IbKiCTb, Hacnpasgi 1x
6yn10 Mano — /miwe 12. | npobsrema
6y/1a B TOMY, LLLO HALLi CMiBrpOMagAHM
CNAyTann ix i3 peknamoto. Tak i kasaam:
«peK/ama YKpaiHOK».

[ TYT noCTano yikase ABMLLE: peKaama
HUHi — Lle LW OCb «CBATE». Byab-AKMIA BiaXig
Bif}, KAHOHY CNPUMMAETBLCA AK «Epeckb». Y ra-
/lepeAx Cy4acHOro MMCTeLTBa Moe ByTu
L0 3aBrogHo. A 3 nybaiyHMm npocTo-
pom By ML BCe iHaKLLe. | piv He npo-
CTO B TOMY, LLLO Lie BY/MUA. IKOM NnpoeKT
BifOyBcA y dopmi rpaditi um iHLWOT HK130-
BOI iHTepBeHLjii — edeKT 6yB 61 iHLLKA.
Hu30BI iHiLiaTVBK MAtOTb NEBHe NPaBo Ha
iCTUHy. | AKpa3 TakMMK € NpoeKTH Tapaca
KameHHoro 1 Aneku Mosic.

MM X BUKOpPUCTaAM CiTinanTH, BOHW Ma-
I0Tb PaMKY, B AKIl N1t04M 3BUKAU BaunTH
neBHi TMMK 306paxeHb. BaacHe, pe-
K/1ama — He micue aaqa npaeau. Micta
BLLEpPTb NepenoBHeHi Bizya/sbHUMK 00-
pasamu, HibLWICTb i3 AKUX A4E@MOHCTPY-
I0Tb BiApeTyLoBaHe 6araTtcTBo i g0-
6pobyT. Takoi peknamu ay:xe barato
iy Bapuuasi. (IcHye, 3BicHO, couiasnbHa
peK/a1ama, Ta BOHa pajLue Mae CBOH
Hily 1 Tak caMo pO3pobAAETLCA 3a 3a-
KOHaMu MapKeTuHry.) Pek1amHi 06pasu
HaC Ha4ye NpUCMNAAKTb, 40NOMarat4m
3aKpUTK OYi Ha Te, Lo BigHicTb i mpo-
6/1eMM1 3a/MLLA0TbCA 4eCb NOpYY Y pe-
a/bHOCTI, a/1€ He pernpe3eHTOoBaHi.

A OTXKe, BUK/IOYEHI 3 N0AA CNPUMHATTA.
Ham 3py4HO B 3aTULLKY peKk/i1amu — Ta-
KMM YMHOM BOHa «TYPOYETHCA MPO HaC».
Kpim LibOro, BUPO6HMLTBO peK/iamm
ByayeTbCA Ha TOMY, LLLO NobayeHe He
MOBMHHO CMOHYKaTh AymaTtu. BoHO
MOBMHHO 3MYCUTK BaxaTh, 60 Moxe
BM/IMBATU HA HECBiAOME NOANHM, ane,
3HOBY-TaKM, CTUMY/IOLOHM BarKaHHsA.

Mwu po3paxoByBanu, L0 CPUAHATTA
naaKkarisB «f yKkpaiHka» mae 6yTu Ta-
KMM: N06a4unTH, NPOYMTaTH, NOAYMATU.



modern city-dwellers, that they can only
see things superficially, and therefore
the posters uphold stereotypes about
Ukrainian women in Poland, showing
them only as performers of unskilled
labor. That is, they do the same thing
as advertising that reinforces stereo-
types—for instance, that a woman’s
skin should be smooth and wrinkle-free
and a woman should be youthful and
sexy, that only people who can afford
an expensive car or home are worthy.
(Why doesn’t any of this cause outrage,
by the way?) And it’s as if we have to
take into account this inability of people
to analyze and nurture this unreflexive,
semi-conscious consumption of images
and play along with it.

Because the I am Ukrainka posters
weren’t advertising, the ability to think
became an issue. There were lots of
comments like: “l understand the in-
tention was good, but it won’t work
because people will perceive it differ-
ently.” In other words, people can’t
think. But maybe we’re underestimat-
ing this human ability? Maybe people
can if they’re encouraged to do so?

Lesia: The posters show pictures of
Ukrainian migrants along with the
words “I am Ukrainka” and a por-
trait of Lesya Ukrainka. | think the
emphasis on the nationality of the
migrant workers was the reason for
the scandal surrounding the project.
This project seemed humiliating only
to those who identify themselves as
“Ukrainian.” Why was it important
for you to emphasize the nationality
of the migrants? What role did Lesya
Ukrainka play in this project?
Oksana: The argument against putting
Lesya Ukrainka on the posters was that
Poles don’t know who she is and therefore
won’t understand. So, let them find out!

That was my goal—for people to learn a lit-

tle more about Ukrainian culture. The post-
ers had a blurb about Lesya Ukrainka.
Lesya Ukrainka was also there as are-
minder of the progressive and eman-
cipatory ideas that were inherent in
our culture more than a century ago.
She was a thinker and an intellectual.
And even though | took the portrait
pictured on the Ukrainian 200-hryvnia
banknote, it’s actually cut out and
enlarged, as if returning to Lesya her
strength and face, instead of being
“small change” on banknotes.
Appealing to the figure of Lesya Ukrainka
was key. By appropriating her national
identity within her pseudonym, Lesya to
this day forces us to think about what
patriotism is. When talking about Lesya
we have to refer to her texts and views,
which were openly feminist. She also ad-
vocated for laborers and workers, and I’'m
certain that although she was an intellec-
tual, she would not have been ashamed
to be depicted next to a female worker.
It’s interesting to see how the life and
works of Lesya Ukrainka, which hap-
pened before the Soviet period, were
first adopted and adapted by Soviet
ideology and then by “national-libera-
tion” movements. And now she is on our
money, which on the one hand makes
her an “icon” of Ukrainian culture, and
on the other hand turns her image

into a cliché. In all this appropriation and
usage we forget her, we don’t read her.
But, indeed, the project | am Ukrainka
caused outrage in the Ukrainian commu-
nity (Facebook users in Ukraine and Po-
land). Critics of the project felt that por-
traying Ukrainian women doing unskilled
work humiliates Ukraine in the West.
The Ukrainian community in Warsaw
held a counteraction with a series of por-
traits of successful Ukrainians in Poland.
As post-Soviet people, we perceive imag-
es of people working in a particular way.
In Soviet society, physical labor was
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A/le eXTO BBaXKaE, LLLO Takuii npoLec
3aCKNAAHMI ANA CYHACHUX MELLKaHL,B
micTa. LLlo BOHM 3aaTHi cnipuiimaTu
Ti/IbKM NOBEPXOBO, | TOMY N1aKaTu
«3aTBEPAATb CTEPEOTUN» LLOAO YKPa-
THOK y TTO/bLLi, TOKA3aBLUM iX /INLLE AK
BMKOHaBWLb HeKBaipikoBaHOI npaLi.
To6T0 3p0bAATL Te, WO i peknama,
fIKa «3aTBEPAKYE CTEepeoTUnm» — Ha-
NpUKAag, Npo Te, WO WKipa y XiHOK
Ma€ ByTu rnagka i 6e3 3smMopLUOK, a cami
XKIHKM — MO/104i 1 CeKCyani3oBaHi, Wwo
AOCTOMHUMMU € MOAN, AKI MOXKYTb Kynu-
TV cObi XKUT/I0 B €/ITHOMY MiKpOpaMOHi
un «Mepcegec». (Homy Bce Lie He BU-
K/IMKAE NpoTecTy, 40 peyi?) | My Haueb-
TO MAEMO BPaxOBYBaTH L0 HE3AaTHICTb
/togen A0 aHani3y, MaEMO NaeKaTu Lie
HepediekCMBHe HaniBCBiAOME CMOXM-
BaHHA 06pasis i nigirpasatu omy.
OckKinbku nnaxkatu «f ykpaiHka» He 6y/n
PeK/a1aMot0, TO MOCTA/0 MUTAHHA NPO
camy 3gaTHicTb AymaTu. Byno barato
KOMEHTapiB Ha 3pa3oK: «f po3ymito,

o meTa byna xopoLua, ane Lie He Crpa-
L€, 60 A0AM CNIpUAMatOTb NO-iHLLO-
My», — TODTO He 34aTHi AyMaTH: A MOX-
/IMBO, MW BCE-TAKM HEAOOLIHEMO LiHO
MOACBKY 3A4aTHICTb? MOXe, BCe X TaKu
34,aTHi, AKLLO 1X 3a0XOTUTK 40 LbOro?

Aecsa: Ha nnakaTtax nopTpeTH yKpaiH-
CbKHX 3apo6iTuaHOK CyNnpoOBOAXYIOTbLCA
Hanucom «fl yKpaiHKa» Ta nopTpeTom
Aeci Ykpainku. MeHi 3pa€Tbesl, came ak-
LIeHT Ha HaliOHaAbHOCTI 3apobiTuaHoK
CTaB BUPilLaALHUM YMHHUKONM CKaHAANY
AOBKOAA NPOEKTY. ApKe NPUHU3AUBUM
LeH NPOoeKT 3AaBCH TIAbKU THM, XTO
ineHTHiKYI0Tb cebe AK «ykpaiHku(ui)» .
Yomy ann Tebe 6yno BaXXAMBO Harono-
CHUTM Ha HaujoHaAbHIH Hane)xHocTi 3a-
pobiTuanok? fKy poAb y ubOMY NPOEKTi
Biairpae Aecsa YkpaiHka?

OxcaHna: LLogo /leci YKpaiHku Ha naa-

KaTax, TO NpOTH LbOro 6yB dPrymMeHT,

LLLO NMO/IAIKK, MOB/AB, il HE 3HAtOTb, TOMY

HIYOrO He 34YMTAIOTb | HE 3pO3YMit0Tb.
3HOBY-TaKM — HY TaK Hexaii 4i3HatoTb-
ca! Takoto 6ys1a moA MmeTa — w06 npo
YKPaiHCbKY KY/IbTYpY Ai3HanncA TpOxXu
6inbwe. Ha nnakaTtax 6yna KOpOTKa A0-
BigKa npo Te, XTO Taka /leca YkpaiHka.
/leca YkpaiHka Tam 6y/1a Takox anA
TOro, W06 Haragat npo Ti nporpecus-
Hi i emaHcMnaTuBHi igel, Aki 6y/n npw-
TaMaHHi HaLwil Ky/bTypi Wwe BiabLu Hix
CTOAITTA TOMY. AgKe BOHa bysa Muc-
/IUTE/IbKOIO, IHTeNEeKTYaKOo0. A B3AAA i
NOPTPET Ha rpoLLax, BUpi3aaa 3 Kynopu,
36inbLKnAa, 3pobuaa riraHTCbKUM, i Le
Hade nosepTae /leciii cuny i 06/144A Ha
NpoTUBary NpupeyveHocTi 6yTn «po3miH-
HOIO MOHETOO» Ha Kymntopax.
3BepHeHHA 40 noctarti /leci YKpaiHku
6y/10 KAO4OBUM. B3ABLUM COBI nces-
A,OHIM, AKWI NPUBNACHUB HALiOHA/IbHY
iAeHTUYHICTb, /leca 40 CbOroAHi Lum
KeCTOM 3MYLUYE Hac gymaTu. Mpo Te,
LLLO TaKe MaTpioTM3m 30Kkpema. FoBops-
4 npo /lecto, MaEMO 3BEPHYTUCA A0 Ti
TEKCTIB Ta norAagis, Aki 6y BigBepTo
¢deminicTnyHnmm. Kpim TOro, BoHa 3a-
K/MKana nigTpumyBaTu Nto4ew npai,
pobiTHUKIB | pobiTHUL, | A BNeBHeHa,
L0, AK iHTeNireHTKa, BOHa 6 He noco-
pomunaca 6yTn 306paxeHoro nopyu i3
pobiTHuLetO.

LlikaBo npoc/igKyBaT 3a TUM, AK
/lecto YKpaiHKy, YME XKUTTA | A4iANbHICTb
NpuUnaan Ha AOPaAAHCLKUIA nepioga,
NPUB/AACHWAA 1 a4anTyBana Crno4vaTky
pagAHCBbKA igeo0rid, a 3rogoMm i «Haui-
OHa/IbHO-BM3BO/IbHa». | 3peLToro, Mae-
MO il Ha HaWKMX rpoLax — WO, 3 OAHOro
60Ky, pobUTh ii «<iIKOHO» YKpaTHCbKOI
KY/IbTypH, @ 3 iHLIOrO, NepeBoAuTb i
obpas y Ksile. TOX B yCbOMY LibOMY
BUPIi NpUB/AACHEHb | BUKOPUCTaHb MU
3abyBaeMO ii, He YNTAEMO i TEKCTIB.
Ane, cnpasgi, NpoeKT «f yKpaiHka»
BUMK/IMKAB 0OypeHHsA came B yKpaiH-
CbKil CMifbHOTI (cepeg KOpUCTYBaviB
Facebook B Ykpaii i Mo/bLi). Ha gymry



glorified (some critics said | am Ukrain-
ka was reminiscent of Soviet posters),
but it was glorified in a canonical way.
There could have been no allusions to
the representation of undervalued work
or to the suffering that a person endures
while working, especially doing hard
physical labor. The Soviet worker was
grandiose, a “shock worker.” In modern
culture we have the notion of “success.”
The capitalist cult of the successful per-
son was superimposed on the Soviet
tradition of the “board of honor.” This
board of honor is in fact a counterac-
tion, the purpose of which is to show
work only from the side of success and
achievement, and not leave room for
the image of exploitation and suffering.
At the same time, the pictures of women
on this “board of honor” are reminiscent
of advertising images or the covers of mag-
azines: a woman, besides being successful,
should also be attractive, smiling, objecti-
fied, seductive, feminine, and so forth.
This points to questions that are import-
ant for feminists today. Not too long ago,
women were dependent on men, finan-
cial independence or success were out
of the question. Feminism gave women
these rights, but social and class divisions
remain. Today successful women are part
of the privileged group. But what about
other women? What should feminist soli-
darity be? We saw open expressions of
class hatred in the Facebook comments
about I am Ukrainka. For example, one
Ukrainian artist argued that the images
of these women offended her personally
and negated her achievements as a re-
searcher, intellectual, and so forth. That
is, she considered it humiliating to iden-
tify as a cleaner, a waitress or a factory
worker. But identify where? In the repre-
sentative image of Ukraine in the West.
As if the West is a lord or prince before
whom Cinderella must appear in a fancy
dress, not in work clothes.

Lesia: About representation in the
West. In fact, the view of the Western
Other is written into the dramaturgy of
the project itself. Without it, perhaps,
this mechanism of identification with
the depicted workers would not have
worked. Why was it important for
you to raise the issue of Ukrainian
migrants not inside the country,
but abroad?
Oksana: We had a project in Warsaw
and | was one of the curators. The pro-
ject was a response to a given problem.
The theme of the festival, encompassed
in the name Neighbors, was directed
at showing connections between Po-
land, a country in the EU, and citizens
from Europe’s east, including Ukraine,
who come there as migrant workers.
The acuteness of the issue lies in how

Fast Food Worker and Poultry Farm Worker, drawings
by Ksenia Hnylytska in the series | am Ukrainka,
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«[pauiBHuUA dacT-pyay» Ta «POBITHULS NTaxodabpurKkm».

MantoHKK KceHii THUAMUBKOI. «A yKpaiHka». ABTOpKa iaei
Ta KypaTtopka: OkcaHa bproxoBeupka. Maakatn, 2018

KPUTUKIB NPOEKTY, 306paxaTu YKpaiHOK,
LLL0 BUKOHYIOTb HEKBaipikoBaHy npa-
LIt0, — Lie NMPUHMKEHHA YKpaiHu nepeg,
3axoa0M. YKpaiHcbKa crinbHoTa y Bap-
LUaBi 3pobuaa KOHTPaKLto — cepito
NMOPTPETIB YCMILIHMX YKPAiHOK Yy MMoAbLLi.
Mwu, AK nocTpagAHCbKi AoaK, cneundiv-
HO CrpUMMaEMo 06pasu Ntogeit npau,.
Y pagAHCbKOMY CycninbCTBi PisnyHa
npaud 6y/1a «ocniBaHa». (JeAki onoHeH-
TV BKa3yBau, WO «f yKpaiHKa» Haragye
PagAHCbKUIA naakar.) MpoTe ocniBaHa
BOHa 6y/1a y NeBHUIA KaHOHIYHMIA cnocib.
He morna it moBa npo penpeseHTauito
HeA00LiHEeHOT MpaLli YM CTpaKAaHb, AKi
/10AMHA TEPNUTb NMpaLoroyn, 0cob/1Bo,
KO/IM Lie BaXKKa ¢i3nyHa npaus. Pa-
AAHCbKA Nt0AMHA NpaLi 060B’A3K0BO
BE/IM4HA, BOHA «yAAPHUK», «yAapHU-
uA». B cy4acHiin KyAbTypi icHye NOHATTA
«ycniwHa». KanitanictTuiHuii Kyabt
YCMiWHOT NOAMHU HAaKNABCA HA PaAAH-
CbKY TPaAMLit0 MaTH «A0LLKY MOLIAHW».
BriacHe, KOHTpaKL,if | € TAKOO AOLLKOO
MOLLIAHU, MeTa AKOI — MOKa3aTu npauo
Ti/IbKM 3 yCMilWHOro 60Ky, Ti/IbKU B A0-
CATHEHHAX i He 3aAnWKTU MicuA ANA
300parkeHHA eKcn/yaTalii i cTpaxgaHb.
BogHo4ac nopTpeTu XKiHOK Ha Wil «a0-
LULi NOLUAHW» HaragytoTb 306paxen-

HA B peK/1ami 41 Ha 0BK1aANHKaAX rAa-
MYPHWMX KYPHaAiB — »iHKa, OKpiM TOro,
L0 ycnilwHa, Mae 6yTn npuBabamBeoLo,
YCMiXHEHO, 06’€KTMBOBaHOO, 3Bab/1U-
BOH0, «3a/IMLLATUCA XKIHKOIO» TOLLLO.

LLe BKa3ye Ha NUTaHHA, BaX/MBI 4/1A
bemiHi3My CbOrogHi: LLie He TaK 4aBHO
XIHKM BY/IM 3an1exHi Big 40/10BIKiB, He
Mor/n10 6yTv MOBU MPO €KOHOMIYHY
He3a/eXHiCTb YM yCniWHicTb. Pemi-
Hi3M BUOOPOB A/1A XKiHOK Li Npasa, Ta
CoLianbHi 1 KNACOBi pO3MeXKyBaHHA
33/MLIAIOTLCA KpUYyLWUMK. | OT CbO-
rOAHi yCRiLLHi XKiHKK A0/Y4a0TbCA A0
NpuBiNeNOBaHOI rpynu. A LU0 3 iHWKMMU
KiHKamu? fAKoto mae 6yt pemiHicTraHa
conigapHicTy?

3 KOMeHTapiB A0 NpoeKTy «f yKpain-
Ka» y Facebook My no6aunnu BigKpuTHii
BWAB K/1aCOBOT HeHaBWCTI. Hanpukaag,
0/Ha YKpaiHCbKa XyA0XKHWULA 40BOAM-
/13, WO 306paXKeHHA LMX KiHOK NPUHK-
3un10 i 0coBUCTO i HiBeItOBaO i gocAr-
HEeHHA AK AO0C/iAHUL, IHTe/NIEKTYa/IKK
Towo. To6TO BOHA BBaxae A/1A cebe
MPUHMU3NMBUM igeHTUdIKyBaTUCA 3 Npu-
6vpanbHULAMK, OdiLiaHTKamu, npa-
LiBHMLAMM Pabpuk. |aeHTndikyBatnca
Ae? Y penpeseHTau,ii 06pasy Ykpainu
nepes 3axoA0M. 3axig — Le Takui
cobi naH 4u npuHL, nepes AKuM lMore-
/OLLKA, 3BiCHO, MA€ 3’ABUTUCA Y Napag-
Hilt CYKHi, a He B pobovomy oaasi.

Aecs: Ao peui, wopo penpe3eHTauji
nepea 3axoAom, NPo AKY T CKa3ana.
Cnpagai, noraap 3axipHoro raaapaua
BNHMCaHUH Y camy Apamartypriio npoekx-
Ty. Be3 Hboro, MoXxAuBo, i He cnpauto-
BaB 6u uen mexanism ineHTndikanji
i3 306pakeHnmn pobiTHUBAMK. Yomy
AAA Teb6e 6yno BaXXKAMBO NMIAHATH NUTAH-
HA YKpaiHCbKUX 3apobiTuaHoK He Bce-
peAMHI KpaiHu, a 3a ii me)Xxamu?
Oxcana: My Manu npoekT y Bapuia-
Bi, A 6y/1a OAHi€IO 3 KypaTOPOK. MpoeKT
BMHWK AIK BigNoOBigb Ha MOCTaB/IeHe
3aBgaHHA. Cama Tema dpecTuBanto, Wo
BTi/MAACk Y Ha3Bi «Cycigu», byna cnps-
MOBaHa Ha NpOAB/IEHHSA 3B’A3KIB MiX
MoAbLero, KpaiHo, L0 BXOAUTb Y €B-
poCoto3, Ta rpomagaH(K)amu 3i cxo-
Ay €sponu, 30kpema 3 YKpaiHu, fKi
NpUI3AATL TYAU AK TPYAOBI MirpaHTy.
FOCTpOTa NUTaHHA NoAArasa B TOMY, AK
X crpuiiMatoTb, KM BOHM €2 | Kum cebe
BiAYyBaOTb MirpaHT(K)u?
Mig 4yac xeWTepCcbKOi aTakM Ha Npo-
eKT y CoLMepeKax /NyHan 3BUHYBa4eH-
HA, AIK A MOr/1a 306pa3unTH YKpaiHKy AK
npubmpanbHULLO, AKa AeCb TaM «ApaiTh
Tyanetu» (xoua Tya/IeTiB Ha N/1aKaTax He
6y/10). Toi paKT, Wwo H6arato ykpaiHoK
CnpaBgi NpaLooTb NpUbUpasbHULAMY,



they are perceived and who they are.
And how do the migrants perceive
themselves?

In the hate attack on the project in
social networks people asked how |
could dare portray a Ukrainian woman
as a cleaner, scrubbing toilets some-
where (although there weren’t any
toilets in the posters). But the reality
that many Ukrainian women actually do
work as cleaners, and not just abroad
but also at home—and here by home

| mean both Ukraine and their family
homes, where women work overtime
as cleaners and caretakers and don’t
get paid—somehow doesn’t matter.
When it comes to how we see Ukraine
represented in the world, a Ukrainian
woman can’t just be a person

with a Ukrainian passport, she must
also represent the national image, full
of patriotic pathos. But the question of
patriotism remains; in fact, [ am Ukrain-
ka is very patriotic because it calls for
reflection on the lives and fates of thou-
sands of Ukrainian women suffering
economic hardship. This isn’t the kind
of patriotism that creates fake images
of guardians in wreaths as a replace-
ment for the images of shock workers.
But it turned out that those who point out
the problem are the “guilty” ones. The
problems of migrant labor, poverty, viola-
tions of rights exist, but if you talk about
them out loud, all the anger gets poured
out on you. Because when it comes to
Ukraine’s image in the “world” we use
the old saying that you shouldn’t air your
dirty laundry. Like with your family—un-
til recently, it wasn’t acceptable to talk
about domestic violence. Today it’s not
acceptable to talk about the state violence
that is leaving millions of people without
work and means of survival, but which you
shouldn’t criticize for “patriotic reasons.”
The very fact that this project was done
in another country made it so unbear-

able for many people. The images be-
came a mirror, and some people didn’t
want to associate with the images

they saw in the posters. People forced
into a situation of financial survival are not
considered worthy of being represented.
They fall into a blind spot that the poster
campaign actually brought to light.

Lesia: This begs the question, what
about these kinds of jobs is so
humiliating?

Oksana: On the one hand, | am declaring
that no work should be considered hu-
miliating, that it should all be appreciated
and decently paid. But in our society
everything is the opposite. | am Ukrainka
is first and foremost about women, that
certain types of work—non-prestigious,
low-paying—is done by women. In reality,
it’s humiliating that a person with an
education and specialized skills has to go
abroad to work and clean. Yes, it can be
humiliating to feel that others are looking
down on the work you do and at the
same time not be able to realize your-
self anywhere else.

Everyone who felt “humiliated” by
this project (namely, representatives
of the socially successful classes) can
make a reflexive effort and compare
their humiliation with the humiliation
of a woman who, to feed her family,

is forced to clean, stand on her feet all
day in a factory, not get paid what she
deserves, and not have any social bene-
fits. Or a man who works hard physically
(illegally) in construction with the con-
stant risk of not getting paid. There is
potential for empathy in the humiliation
that was felt by critics of the project—to
feel the humiliation of others and think
about what should be done about it. Em-
pathy, after all, could lead to solidarity.
And there was solidarity. When | was in
Warsaw at the opening of the festival, Teti-
ana Gomon, coordinator of the Partnership
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i He /MLLe 33 KOPAOHOM, a i y cebe
BAOMa — TYT A Ha3MBalO AOMOM i YKpa-
HyY, i BYKBa/IbHO POAMHHI MOMELLKaHHA,
A€ KiHKM NpaLooTb NpUOMpanbHK-
UAMM 1 AOTAAANBHALAMM NOHAAHOP-
MOBO | 6€3KOLITOBHO, — Lieit $aKT i3
peanbHOCTi YOMYCb HE MA€ 3Ha4YeHHA.
Kosn moBa ige npo Te, Ak My H6a4u-

MO peripeseHTauito YKpaiHu B CBITi,

TO YKpaiHKa He Moe ByTu NpocTo
/FOANHOIO 3 YKPATHCbKMM MacnopTom,
HaTOMIiCTb BOHA Ma€E pernpe3eHTyBaTH
06pas3 HaLji, CNOBHEHMIM NaTPiOTUYHOrO
nagocy. [poTe NUTaHHA NPO NaTpioTU3M
3a/IULLAETHCA BiAKPUTUM — HACMPABA|
NPOEKT «f yKpaiHKa» gy*e naTpioTny-
HUI, OCKI/NIbKM 3aK/IMKAE 3aMUCIMTUCA
Hag, KUTTAM i 407110 TUCAY YKPAIHOK, AKi
TepnAATb eKOHOMiYHY CKpYTY. Ta e He
TOW NaTpioTU3M, AKUI CTBOPIOE PEMKOBI
06pa3wu beperuHiy BiHKY, AKi NpUiALLAK
Ha 3MiHy obpasam ygapHuLb npaLi.
MpoTe BMILL/O, LLLO Came Ti, XTO BKas3y-
10Tb Ha Npobiemy, i € «BUHHI». Mpobe-
ma 3apobiTyaHcTBa, HigHOCTI, nopyLueH-
HA MpaB iCHYE, as1e KON MPO Hel CKaszanu
Br0/10C, TO BCA 3/1iCTb MO/NAACA Ha THX,
XTO NPO Le cKasanu. bo woa0 Ykpainu
nepegs «CBITOM» 3aCTOCOBYETbCA CTapUiA
MpWIKC NPO Te, L0 He BAapTO BUHOCUTH
CMmiTTA 3 XaTu. Le fAK i3 ciM’ero: we goHe-
AilaBHa rOBOPUTU MPO CiMENHEe HaCU/b-
CTBO 6Yy/10 HenpucToHO. CbOrogHi y Hac
HenpUCTOMHO FOBOPUTM NPO HACW/Ib-
CTBO AepKaBu, AKA 3a/IMLLIAE Mi/IbOHM
rpomaaaH(ok) 6e3 poboTw i 3acobis go
BUMMBAHHA, MPOTE AKY He C/1ig KPUTHKY-
BaTU 3 «MATPIOTUHHUX MiPKYBaHb».
OTKe, came Te, WO NMPOEeKT OyB BUHECe-
HW B iHLLIY KpaiHy, 3pobu/10 oro ana
H6araTboX TakMM HecTepnHuMm. lNorasag,
3axigHoro cyciga ctaB CBOEpigHUM A3ep-
KaznoM, Y AKOMY AesKi 1toan nobaunu
306pakeHi Ha niakaTax 0bpasu, 3 AKK-
MW BOHM He 3ax0Ti/n cebe cniBBigHOCK-
TW. /IloaM, EKOHOMIYHO NMOCTaB/IEH] y CU-
TyaL,ilo BUKMBAHHA, Y HAaC BBAXKAOTbCA

He rigHUMM NpeACTaB/eHHA. BoHK
nOTPanAATb y o€ CAINOI NAAMU, AKY
nocTep-KamnaHis i BUBe/a B no/e 30py.

Aeca: HanpouwyeTbcA NUTaHHA,
a o B uMX BUAAX Npaui a)k Takoro
NPUHHU3AUBOro?

Okcana: 3 ogHoro 60Ky, A fAeknapyto
Te, LU0 XO/Ha NnpaLa He MaE BBaXKaTUCA
NMPUHU3/MBOKO, MAE LLiHYBATUCA i MgHO
OMn/aa4yBaTUCA. Ase B HALLIOMY CyCri/b-
CTBi BCe HaBMaku. [poeKT «f yKpaiHka»
nepeayciMm npo *KiHoK B3arani. 1po Te,
LLIO MEeBHi BUAM NpaLli, 3aKpin/ieHi 3a
XiHKaMM, — HeNpecTUXHi, HU3bKO-
on/1a4yBaHi. | cnpasgi, € nesHe npu-
HUKEHHA B TOMY, LLLO /04MHA, Mao4K
OCBITY I CMeLia/bHICTb, 3MyLLeHa XaTu
Ha 3apobiTku i Tam npubupaTtu. Biguysa-
TW Bifl, OTOYEHHA 3BEPXHE CTaB/IEHHA 0
TaKMX BUAIB NpaLli 1 BOAHOYAC HE MaTK
MOK/MBOCTi peanizyBaTuca binblue
Hige — TaK, Lie MoKe 6yTH NPUHU3/MBO.
Tomy BCi, KOro «NpUHU3MB» LieiA NPOEKT
(a came — npeaCTaBHWMKIB COLjia/IbHO
YCTILIHILIKMX KAACiB), MOXYTb 3p06UTH
ofHe pedekcmBHe 3yCUA/A i 3iCTaBUTH
CBOE NMPUHMMKEHHA 3 MPUHMMKEHHAM XiH-
KW, AIKa, W06 nporoaysath cim’to, BY-
MyLLeHa npubupaTy, CTOATH Linii geHb
Ha Horax Ha ¢pabpui, HegooTpUMYHOUK
M/1aTHIO, HE Mato4M HIAKOrO COLia/lbHOro
3axucTy. ABO HO/0BIKa, AKUIA TAXKKO
$i3nyHO (HeserasbHO) Npauoe Ha ByAiB-
HULTBI 3 NOCTIMHUM PU3MKOM HEAO0OTpU-
MaTu 3apn/aaTHIO. Y NpUHUMKeEHHi cebe,
fIKe Big4y/IM1 ONOHEHTU NPOEKTY, € em-
MaTWYHUI MOTEHLa/1l — BiAYYTHU NPUHK-
EHHA {HLWMX | 3aMUCANTUCA, LLLO 3 YCiM
UMM cig pobutu. Emnartisa, 3pewroto,
mor/a 61 npmMBecTH A0 CONiAAPHOCTI.

| BUABK conigapHoCTi 6y/um: e nig,

4ac moro nepebysaHHA y BapLuasi Ha
BigKpUTTi pecTMBa/O 40 MeHe 3BepHy-
nacAa TetaHa OMOH, KOOpAMHATOPKa
couia/ZIbHOT KaMnaHil «[lapTHepCTBO Ta
npaLeBAaLITyBaHHsA» (Partnerstwo i



and Employment (Partnerstwo i Zatrud-
nienie) campaign in Poland, asked permis-
sion to use the “l am Ukrainka” posters in
their campaign, as they resonate with the
campaign goals of fighting the patholo-
gies of the labor market.

Lesia: This poster campaign is remi-
niscent of the 2012 project Ukrainian
Body, which also sparked outrage.
You could say that you consistently
explore the issue of national identity.
What about this topic concerns you?
Oksana: | am Ukrainka was the second
project after Ukrainian Body to become
scandalous, and not least because both
of them included the word “Ukrainian.”
The national concept has been appro-
priated by conservative norms, which
have very clear ideas of what is allowed
and what is not, and for which many
topics are inconvenient. Inconvenient
because they reveal a reality that con-
tradicts the idealized national cultural
symbols. Because “our national” any-
thing can’t be bad, only that of our
enemies is bad—that is a mistake that
breeds hypocrisy, censorship, sanctimo-
ny, xenophobia, and so forth.
Ukrainian Body was closed al-
legedly for “pornography,” even
though it raised questions about
many social problems. [ am Ukrain-
ka was condemned for depicting
social problems that, in order to be
forced out into the open, are seen
as “pornography,” something in-
decent. It’s no wonder that some
commenters made jokes about
Ukrainian prostitutes, who we did
not represent in the project.
Incidentally, the French artist OR-
LAN made an interesting comment
about the name “Ukrainian Body”
in a private conversation—she
didn’t like the name because she
saw something racist in it. It was

2 The exhibition Ukrainian Body was closed by the rector

of Kyiv-Mohyla Academy Serhiy Kvit. After this, the Visual
Culture Research Center lost its space at the university.

an interesting perspective from some-
one from French society, where the
issue of racism is so acute.

| explained to her that in the Ukrainian
context the problem is that we have
trouble talking about the body in gen-
eral, because only the spirit has national
significance. At the same time, the body
remains repressed. So it turns out that
we prefer to not notice the poor, weak,
disabled people who can’t afford to pay
for medicine or utilities; people whose
bodies are different; or those struggling
for their own physical survival. And
then there are those giving their
bodies, meaning their lives, in the war.
What is life for those who survived but
were left crippled? To make life in our
country better—for everyone, not just
the privileged—we have to open our

Berry Picker, drawing by Valentyna Petrova, and Nurse,
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drawing by Davyd Chychkan, in the series | am Ukrainka,
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«36MpanbHULA ATiA», MAAOHOK BaneHTUHM MeTpoBoi, i «<MeacecTpa,

MaAOHOK AaBuaa YnukaHa. «Ad ykpaiHkar». ABTOPKa iaei

Zatrudnienie), Wwo gie B MobLLj,

3 NMPOXaHHAM A,03BO/IMTH iXHil KaMnaHiT
MOLUMPIOBATH N/1aKaTH «f YKpaiHKa»,
OCKI/IbKM BOHM MeperyKyBa/inca 3 ix-
HbOIO MeTOot — 60pOoTUCA 3 NaToorinA-
MW PUHKY MpaLi.

Aecsa: Y 3B’A3Ky 3 Li€l0 NocTep-Kam-
naHielo npuraayeTbcA NPOEKT «YKpa-
iHcbKe Tino» 2012 poKy, AKUI TeX
BUKAMKaAB YMMano obypeHHA cepep
rpomaacbkocTi. Mo)xxHa ckasaTtu, TH
NOCAIAOBHO AOCAIAKYELL NUTAHHA HaUio-
HanbHOI ineHTHuHOCTI. LLllo came Tebe
XBHMAIOE B LiH Temi?

OxcaHa: «f ykpaiHka» — ue crnpasgi
APYTUI NPOEKT NiC/1A «YKPAIHCbKOro
TiNa», AKWI CTaB CKaHA4a/IbHUM, | He B OC-
TaHHIO Yepry came Tomy, Lo obuaBa
Ma/In Y CBOTX Ha3Bax HaLiOHa/IbHUM
03Ha4HWK. KOHLenT HalioHa/IbHOro
MPUB/ACHEHWI KOHCEPBATUBHUMM HOP-
MaMU, 419 AKUX € AYy>Ke HiTKi yAB/IeHHA
Mpo Te, L0 MOXKHa, @ HOrO He MOX-

Ha, i 4719 AKMX BaraTo Tem BUABAIOTHCA
He3py4HUMHK. He3pyyHumu Tomy, Wwo
BMKPMBAOTb Pea/IbHiCTb, AKaA iAe B pO3-
pi3 i3 igeanizoBaHMMM HaLLiOHA/IbHUMMU
KY/IbTYPHUMM CUMBO/IaMU. Bo «Halue
HaLiOHa/IbHe» He MoXe BYTU noraHum,
rnoraHe TifbK1 y BOPOriB — Lie i € Ta x1ba,
AKa MOPOAKYE NLLEMIPCTBO, LLEH3YpY,
CBATEHHULTBO, KCeHODOBII0 TOLLLO.
BuctaBKy «YKpaiHCbKe TiZ0» 3aKkpuan
HauebTo 3a «nopHorpagito»,
X04a BOHa nopyLuysasa 6a-
raTo couianbHux npobaem.
MpoeKT «A — yKpaiHka» 3acy-
MY 33 coLiazbHi Npob/iemu,
AKi B YKpaiHi, wobu bytv Bu-
TiCHEHUMMU, PO3rIAAAOTHCA
AK CBOEPIAHA «nopHorpadia»,
AIK HermpucToriHe. Hegapma
OKpeMi KOMEHTaToOpM CUMaau
AOTenamu Woa0 YKPAiHCbKUX
MOBiM, AKUX MU He npeacTa-
BW/IN Y MPOEKTI.

Ta KypaTtopka: OkcaHa bptoxoBeupbka. lNrakatn, 2018

MoruasiHcbKa akapemis Cepriem KBitom,
nicas yoro LLeHTp Bi3yanbHOI KyAbTYpH

3aKpuTa PEKTOPOM YHiBepcuTeTy Kneso-
BTPATUB NPUMILLEHHA B YHIBEPCUTETI.

1 BuctaBka «YKpaiHCbKe Tino» byna

[0 peui, LikaBO MPOKOMEHTYBa/1a Ha3BY
«YKpaiHCbKe TiNo» y NpUBaTHiin pO3MOBI
dpaHuy3bKka xypoxHuua OP/IAH: i1 He
cnogobanacsa Hasea, 60 OP/1AH Bbauva-
/1a y Hil Woch pacucTcbKe. Le byB Lika-
BWM NOTAAA MOAMHM i3 PaHLy3bKOro
CyCniNbCTBA, B AKOMY MUTAHHA pacu3my
CTOITb TaK rocTpo.

Al noAcHoBana in, WO B YKpaiHCbKOMY
KOHTEKCTi MM MaeMo npobaemy o040
TOrO, W06 y3arani roBOpUTH NPO TiAO.
Bo HaLioHanbHO MapKOBaHUM Y Hac
Moe ByTH TisbKK AyX. BogHo4ac Tizo
3a/IMLIAETLCA penpecoBaHnM. TakK i BU-
XOAMTb, LLLO Y HAC BOAIKOTb HE NOMiYaTH
6igHMX, HeMiYHKX, iHBaIAiB, oA,
AKUM He BUCTAYa€E rpoLLel Ha NliKyBaH-
HA Y1 ON/ATY KOMYHA/IKM, Nt0AEW, Ymi
Tina BigMiHHI, UM THX, AKi BoptoTbCA

3a CBO€E Bogalt TiecHe BUKMBAHHSA.

A gani — TuX, XTO BigaatoTb CBOI TiNg,
a 3HA4YNUTb, CBOT XKUTTA Ha BilHi. AK XKu-
BETbCA TUM i3 HUX, XTO BUXKW/M, a/le
3a/MWmnAncA ckaniveHumun? LLLo6 3pobu-
TW KUTTA Y CBOIW KpaiHi Kpawum — a1a
BCiX /I10A€eMN, a He /LLe a/A npuBise-
MOBaHUX, — MW NPOCTO 3MYLLEHi Big-
KPWTM O4i Ha cycninbHi npobaemu i ix
BUpiLLyBaTK. Yci igeanizau,i TibKku
CMPUATUMYTb NPUOOPKYBAHHIO «iHAKO-
MUCAiA» | BUTICHEHHIO Npobaem i 60110
Mi/IbAOHIB At0AEl.

Aecna: BopHouac TBOi NPOeKTH
«lllo B MmeHi € Bia Xinku?» Ta «<Mare-
PHMHCTBO» TAKO)X 3BEPTalOTbCA AO NPO-
6neMu iIAeHTUYHOCTI, ane B)XXe reHaep-
HOi YH couianbHOi. TBOA KypaTopcbKa
npaxKTMKa € HiI6U cBOro poay NowyKom
BAAQCHOro Micus, AOCAiAKeHHAM BipBe-
AEHMX To6i cycninbcTBOM ponent.
Uu MmoXKHA cKa3aTH, WO TBOi KypaTop-
CcbKi NPoeKTH € cnpo6olo canmoaHaaisy,
pednekciero BAACHOro pocBipy?
Oxcana: Y 2015 poui A opraHisyBasa
BMCTaBKY «MaTepuHCTBO». /10 LbOro
CMOHYKaAu KisibKa paxTopiB. MeHi



eyes to social problems and fix them.
Idealization only helps to curb
“dissent” and displace the problems
and pain of millions of people.

Lesia: Your projects What in Me is Fem-
inine? and Motherhood also addressed
the problem of identity, but this time
gender and social identity. In your cu-
ratorial practice you search for your
own place by researching the roles
society has assigned to you. Could you
say that your curatorial projects are an
attempt at self-analysis, a reflection of
your own experience?
Oksana: | organized the Motherhood ex-
hibition in 2015. There were several con-
tributing factors. | wanted to continue
the work of Feminist Ofenzyva, which at
the time had fallen apart. | also had a per-
sonal motive: while my male colleagues
could spend months on residencies
and business trips, | couldn’t because
[ had a child. Motherhood largely deter-
mined my life. In classical art, men mostly
portrayed Madonnas and mothers.
| invited female artists because | wanted
to show the woman’s experience.
| saw that art that expresses personal ex-
perience, which at the same time is social
experience, has political significance. That
is what feminist art is, and | was interested
in working with these topics. This reso-
nated with the female artists | invited to
collaborate, because it was personal and
gave them an opportunity to find a way
to express it. Certainly, a large part of it is
self-analysis, but also analysis of society
and potential for social change.

Lesia: In a number of your exhibition
projects you’ve invited only women to
participate. Why?
Oksana: | noticed there’s a certain
effect when only women participate in
exhibitions. For example, at the open-
ing of Motherhood, some people jok-

ingly asked when the Fatherhood exhi-
bition would be, feeling that men were
being discriminated against. It’s good
that the issue of fatherhood and the
opportunity to represent it was raised.
Nobody worries if there are exhibitions

or roundtables with only men, or if there
are 5-10 times fewer women. But the lack
of men in an exhibition is immediately no-
ticed. This draws attention to this problem
in general and allows us to explain that we,
in essence, are just beginning to restore
balance and justice. But | have also done
other exhibitions—Ukrainian Body, Lock-
out—that were not exclusively female.
The situation, particularly in Kyiv, has
begun to change. There have been
exhibitions dedicated to women’s art;
there are discussions about repressive
gender binarism. The issue of sexism

in art is being raised, and this really
bothers the older generation. Last
year’s scandal surrounding sexist posters
in the building of the National Union of
Artists of Ukraine depicting a half-naked
woman with the sign “Svizhyna,” which
in Ukrainian means both “freshness”
and “fresh meat,” which artists of the
younger generation took a stand against,
revealed a gap between yesterday and
today. And it’s good that this gap exists.
For some artists of the older generation
considered the image of a nude woman
with a crude tagline merely a “continua-
tion of the artistic tradition represented by
geniuses.” Yes, Rubens and many oth-
ers depicted scenes of violence like the
kidnapping and rape of women that date
back to ancient myths. But throughout
history there have been changes in values,
and right now we’re living in a period when
“traditional” attitudes towards women are
being reviewed. And it’s not about remov-
ing paintings from museums or destroying
literature—on the contrary, these works
help us reflect on the past and think
about the kind of future we want.
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XOTiNOCA NPOAOBXUTYU CripaBy «PemiHic-
TUYHOT OdEeH3MBM», AIKA Ha TOW Yac po3-
nasacs. bys i ocobucTuit MoTUB: y TOW
4ac K MOT KO/1ern-40/10BiKWU MOT/IU
T34MTU Ha pe3naeHL|i Ta y BiApAaKeH-
HA MicALAMM, A He Mor/aa cobi Lboro
[,03BO/IUTU Yepes NOCTIMHUIA A0 33
ANTMHO. MaTeprHCTBO HaraTo B Yomy
BM3HA4a/10 MOE XKUTTA. Y KAACU4HOMY
MMWCTeLTBI 40/10BiKM HaraTo 306paxanu
MagoHH i maTepiB. A xoTina nokasatu
KIHOYMI f0CBiA. TOMy 3anpocuna 40
Y4aCTi Xy0XHULb.

Al nobaunna, Wo MMCTeLTBO, AKE BU-
pakae 0cobUCTUi A0CBIA, AKUIA NPy
LIbOMY € COLia/IbHUM A0CBIAOM, Hece
NO/ITUYHE 3HAYeHHA. TaknUM €, 30Kpema,
demiHicTMYHe MUCTelTBO, | MeHi CTano
LiKaBO MpawoBaTh 3 uMmu Temamu. Lie
3HANLWAO BIATYK Y XYA0XKHMULb, AKUX A 3a-
npoLuyBana 4o cnisnpaui, 60 3avinano
XHil 40CBiA, 4aBa/N0 MOX/MBICTb 3HAXO-
anTH GOpMY ANA AOr0 BUPAKEHHA. 3BU-
4aiHo, TYT € Be/IMKa YaCcTMHA CamOaHani-
3y, a/1e€ TAaKOX aHa/i3y CycniabCTBa i Mo-
TeHLian gaa CyCniNbHUX 3MiH.

Aecsa: B Hu3Lj CBOIX BUCTABKOBHMX Npo-
eKTiB TM 3anpolwyBana A0 yuacTi TiAb-
KM XXiHoK. Yomy?

Oxcana: A nomiTnAg, WO KoK Y BU-
CTaBLi 6epyTb y4acTb /MLLE XKiHKH, Lie
cnpaense neBHUi edpekT. Hanpuknag,
Ha BiAKPUTTi BUCTABKU «MaTepuUHCTBO»
AeAKi NM0AM XKapToMa NUTaNU, KO/
6yse BUCTaBKa «baTbKiBCTBO», BBaXa-
04U, L0 YONOBIKM ANCKPUMIHOBaHI. Lie
£06pe, Lo NocTano nuTaHHA H6aTbKis-
CTBa | MOX/IMBOCTI MOro NpeACTaBUTY.
B YKpaTHi, AKLL,0 NpOBOAATL BUCTAB-

KU1 YU KPYTAi CTOAM, Ae 3a4iAHi vwe
40/10BiKM ab0 XiHOK Yy 5-10 pasiB
MeHLUe, — Lie Ma/10 KOro XBU/IOE. A

OT BifCYTHICTb YO/I0BIKIB Y BUCTaBLi
Bigpa3sy nomivatoTb. Lle go3B0/AE
NPUBEPHYTU yBary 40 Liei npobaemu
3araziom i MOACHUTH, LLLO MU, MO CyTi,

Ti/IbKM BigHOB/AOEMO BanaHc, cnpases-
/MBiCTb. Xo4a A pobuna 1 iHLWi BUCTaB-
KM — «YKpalHCbKe Tio», «/ToKayT», AKi
He 6Y/IM BUKNIOYHO KiHOUUMMU.

HuHi cuTyauin, 3okpema B Knesi, noya-
/1a MIHATUCb. YKe NPOX0AN/AN BUCTABKMY,
NMPUCBAYEHI MUCTELTBY XiHOK, B iHLIMX
razepesx, 3’ABAATbCA ANCKYCIT WO0A0
penpecuBHOCTI GiHapHOi ono3uui
yo/10BiYe-KiHo4e. MigHiMaroTbCA NUTaK-
HA CEKCM3MY B MUCTELTBI, | Lie CTpaLLeH-
HO ApaTye NpeACTaBHUKIB CTapLLOro
MOKOAIHHA. MUHYI0piYHMIA CKaHAan
£,0BKO/1a CEKCUCTCHKOrO N/1aKaTta Ha
CTiHax HauioHanbHOT CMifkK XyA,03K-
HUKiB YKpaiHu, Ha Akomy 6y/10 306pa-
*KEHO HaMiBOro/1IeHy *iHKy 3 HAaNUMCOM
«CBiXkMHa», NPOTU AKOrO BUCTYMU/N
XYAOXKHUL,i M XYA,0XKHUKM MONOALLOrO
MOKO/IHHA, BUABUB NPiPBY MiX MUHY-
MM i cyqacHum. | gobpe, Wwo uA npipsa
iCHY€. [INA AeAKNX XyA0KHUKIB CTap-
LLOr0 NOKO/IHHA B YKpaiHi 306paeHHsn
KIHKM HIO, CYNPOBO/KYBaHe NoxabHum
Hanucom, — L& BCbOro-Ha-BCbOro
«MPOAOBXKEHHA XYA0XHbOT TpaauL;i,
AKY NpeaCcTaBAAnm redii». Tak, y Pyben-
ca i baraTbox iHLMX 306paKkeHo cLeHn
HacW/bCTBA, BUKPAAEHHS, 3r'Ba/TyBaH-
HA XKIHOK, LLO CAraloTb A4aBHiX MidiB.
MpoTe npoTArom icTopii t0ACTBa
CTaBa/IMCA 3MiHM LjiHHOCTE — i Tenep
MU }KMBEMO B TaKOMY Nepiogi, Ko/u
nepernagaEMo «TpaguLii» CTaB/eHHA
4,0 KiHOK. | MOBa He Iige npo Te, Wwo6
MOBMKMAATHU 3 My3€iB KaPTUHU YU 3HU-
LMTHK NiTepaTypHi TBOPU, — HaBMaKM,
BCi Lii TBOPU MOK/INKaHIi CbOroAHi gono-
MOITU Ham pedeKCyBaTV Hag, MUHY-
/MM | AYMATH NPO Te, AKOro ManbyT-
HbOrO MM XO4€MO.
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Oksana Briukhovetska: How did you
get interested in feminism?

Alina Kopytsa: My interest in femi-
nism began during the exhibition Wom-
en’s Workshop, which was organized by
Feminist Ofenzyva in 2012 in Kyiv. There
were works from my series Can a femi-
nist be a masochist?

Oksana: And what is your answer to

this question?

- Alina: That anything can be. This was
back in the days when everyone used
LiveJournal' and | posted this question
in the BDSM community in LJ and also
in the feminist community. | received
many responses and examples. The ma-
jority opinion was that they can. After
all, feminists are often more open to
sex and better at explaining what they
do and do not enjoy, talking about this
with their partners. Feminism works
with many serious problems, but the
issue that | advocate is that a woman
should be an equal partner in sex, that
she should understand what she wants,
how she wants it, that she should
choose her own modes of behavior
and discuss them. It’s important that
certain sexual roles not be imposed as
the only ones possible, but that you

L OKMBUI XypHaA», coljarbHa Mepexa.

AniHa Konuusa
KniB_YKpaiHa
Po3moBnse:

OkcaHa bproxoBeLbka
Auctonap 2016, KuiB

OxcaHa bproxoBeubka: flk TM 3auika-
BunAaca peminiamom?

Anina Konuua: Moe 3auikaB/ieHHA de-
MiHi3MOM 6epe nNo4aToK 3 BUCTaBKM «Ki-
HO4MI Liex», AKY NpoBOAMAa «PemiHic-
T4Ha odeH3nBa» 2012 poky B Kuesi. Tam
eKCroHyBa/IM Moi poboTH 3 cepii «Hu
MoOXe PeMmiHiCTKa 6yTh Ma3oXiCTKOH?».

Oxcana: | AKka TBoA BianoBiab?

Anina: Lo Bce moxe 6yTu. Togi e
6yB yac XKXK'i A nocTuia Tam Le nuTaH-
HA B BACM-CinbHOTI 11 TaKOX Yy CNi/b-
HOTi pemiHiCcTOK. A oTpumana agyxe
HaraTo BignosigeM i3 npukiaga-

MW — TaKe BUILL/IO MiHi-40C/igXKeHHA.
BiZbLWICTb A4OTPUMYBA/NCA AYMKMY, LLLO
mMoKe. Agxre GeMiHICTKM HacTo MOXYTb
6yTHM BiAKPUTILLMMM 4,0 CEKCy i Kpalue
MOACHIOBATH, L0 TM NMoa06a€EeThCs, a WO
Hi, MPOroBOpOBaTH TaKi pedyi 3 napT-
HepKamu, 3 napTHepamu. PemiHiam
npautoe 3 6aratbma ceprho3HUMU Npo-
6aemamu, ane Tema, KO A 3aiMatocs,
AKY NOr/MH/1010, CTOCYETHCA TOrO, W06
XiHKa 6y/1a piBHONpaBHOO NapTHep-
KO0 B CeKci, 06 po3ymina, 4oro BoHa
Xo4e, fiK BOHa xoue, Wwob cama mora
obupatn mogeni noBegiHku i ix obro-
BOpIOBaTH. Bax/nBO, W06 aenAki cekcy-
a/IbHi po/i He HaB A3yBa/NCh AK EAUHO

iBHONpaBHOIO

napTHEpPKoO B CeKcli

bytu p



can choose the most appropriate and
suitable ones for you.

Oksana: A woman’s desire also changes
throughout her life. Did you ever ex-
perience condemnation or rejection
when trying to express or defend this
desire?
Alina: | have a very narrow circle of
friends, who are mostly creative people,
so-called bohemians. | don’t communi-
cate much with people who have dif-
ferent views on such things. But worlds
do collide. This one time a friend of my
casual lover’s father (we were sitting
somewhere together) said that a wom-
an can either be a whore or a mother.
He said this because he didn’t approve
of me being close with that guy without
being in a relationship. And by whore,
he probably meant me. It was a shock to
me because | had forgotten that there
are still people who think this way. But
for the most part | don’t interact with
people who think this way.

Oksana: The themes of your art are

eroticism, sexuality. Why are these

issues so important to you?
Alina: This is probably an important
part of my personality that developed
after reading several books in adoles-
cence. It’s difficult to say to what ex-
tent | chose these topics deliberately.
To some extent | see it as a means of
liberation.

Oksana: Liberation from what?
Alina: From stereotypical thinking,
going with the grain. The freedom
to react dynamically, to not think
there is only one way. Perhaps walk-
ing a straight line is good for someone,
but not for me.

Oksana: To study oneself, you proba-
bly have to start by feeling free?

Alina Kopytsa, Two, paper, ink, 2017

Alina Kopytsa, Couple, paper, ink, 2016

AniHa Konuus. «ABoe». Manip, Tyw, 2017

AniHa Konuug. «[lapa». Manip, tTyw, 2016
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MO/1Bi, @ MOXKHa 6y/10 06MpaTh Halt-
6i/bLL NPUIHATHI Ta nigxoaAL,.

OxcaHa: baxxannsa XXiHK1 TaKo)XX 3mi-
HIOETbCA NPOTArOM XXHUTTA. A uu 6yno
TaKe, W0, HAMaralo4Y1ucb NPOABUTH YK
BiACTOATH Le 6a)xaHHA, T CTUKaAa-
cfl 3 0CYAOM, HECNIPUHHATTAM?
Anina: HacripaBgi y meHe gocuTb
BY3bKe KO/10 Cli/IKyBaHHA, Lie nepe-
Ba)XHO /1104 TBOPYi, TaK 3BaHa «bore-
Ma», A MalXKe He CMi/KYHOCA 3 II0AbMMU,
AKi MatOTb iHLWI NOrAAAM Ha Taki peui.
Ae 3iTKHeHHA CBITiB TPanAATbCA.
OgHoro pasy apyr 6aTbka MOro Bu-
NaZKoBOro KoxaHusa (M1 pa3om gechb
CUAi/N) CKa3aB, Lo XkiHKa Moxe ByTu
abo WaboHApoto, abo maTip’to. BiH
TaK CKasas, 60 Momy He cnogobanocs,
o A 6ysna 4oCUTb 6/1M3bKa 3 TUM X/10M-
Lem, He nepebyBakYum 3 HUM Y CTOCYH-
Kax. | mig, wboHApPOLO BiH, HaneBHe,
MaB Ha yBasi meHe. /1714 MeHe e 6yB
LWOK, 60 A X HacnpaBgi 3abysa npo Te,
LLIO TaKi CBITOr/1A4M BCE LE iCHYIOTD.
Ane 34e6i/bLI0ro He ChiJIKYICA 3 /K0Ab-
MM, AKi AYMAIOTb TaKMM YUHOM.

Okcana: TBoi TeMmH B MUCTeuTBi — epo-
TH3M, CeKCYyaAabHicTb. YoMy BOHU AAA
Tebe Taki BaXXAuBi?
Anina: MabyTb, Lie BaXk/MBa CK/1340Ba
MO€T ocobucTocTi, AKa chopmyBa-
/1acA Nic/1A NPOYUTAHHA AEAKUX KHU-
XOK Y NigAiTKOBOMY BiL,i. BaxKo cKasa-
TH, HaCKi/ZIbKK BUGIp LMX Tem BYB CBigo-
MuM. MeBHOI Mipoto A Hauy B LboMy
MOX/IMBICTb A1A 3Bi/IbHEHHA.

Oxcana: 3BinbHeHHA Bia uoro?
Anina: Big cTepeoTUNHOro MUC/AeHHs,
PYXy MO «HaKaTaHWX» peiKax. 3Bi/IbHeH-
HA nepeabayae, WO MOXKHa pearysatu
AVHAMIYHIWe, He AYMaTH, WO € AnLe
OAMH WAAX. X04a, MOX/IMBO, A/1A KO-
roCb NPAMA YiTKa /1iHIA MO XUTTIO | A0O-
6pe, asle He A4/1A MeHe.

Oxcana: LLlo6 nitu Ha pocAipKeHHA
cebe, mabyTb, B)XXe Bip nouatky Tpeba
nouyBaTHCA BiAbHOIO AIOAHHOIO?
Anina: Tak, mabyTb. Homy posnoyano-
CA Le AOC/IAMKEHHA B €POTULL | B XKUTTI?
MabyTb, y MeHe Takui cknag ocobucTo-
cTi, Wo A 6araTo pasis Kngasa
poboTy, He 60A1ack 3MiHIOBaTH

9 o 3 = MapTHepiBs, y TBOPYOCTIi A Ta-
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Oxcana: U BHAIAAELI TH AKHHCH cCame
YXIHOYMH AOCBIA, AKMI 3aAHMLLIAETLCA
HEeBUAMMMM i HeapTUKYALOBaHUM, NPO
AKHH AOCI CKAAAHO FOBOPUTH?
Anina: MeHi cknagHoO npuragaTtv 0co-
bucTuit 4oCBig, AKKA BYyB HEeraTUBHUM
/viLLe Yepes Te, Lo A XKiHOoYOT cTaTi.
A 040 TOro, L0 MEHEe MOXKe 3YNMUHUTU
CKa3aTW YM He CKaszaTu? Xiba wo Te, Wwo
He Ha BCe MOHA 3HaNTK Yac, KOLWTH,
MO /IMBOCTI.

Okcana: Y TBoiX po6orax 3ycTpiuaerb-
ca tema BACM, BOHA CTOCYETLCA Ha-
cunbctBa? lle cybnimauin peanbHoro
Hacuana?
Anina: Tak. Takox BACM nepesbavae
BULLMIA CTYNiHb YCBi4OM/EHHSA, KON
NOAM MOXKYTb AOMOBUTUCA MPO Te, WO
BOHM XO4YTb, AK BOHU XO4YTb. BaxaHHsA
3pobutun 6onave, 6axkaHHa bisb oTpumMa-
TU — A HE CTBEPAKYBATUMY, LLLO BOHO
€ Y KOXHOT /I0ANHM, — a/le LibOro AyxXe
6araTo, i Ko/ Lie 6akaHHA 3HAXOAUTb BU-
Xig y CBifOMUX pamKax i nig KOHTPo/ieM,
TO BCe BigbyBa€eTbCA HinbLL Ge3rneyHo.

OxcaHna: A un Mmoxxe 6yTH Takui edexkr,
wo ui rocTpi BipuyTTA, AAKIi AIOAMHA CO6I



Alina: Well, perhaps. Why did this

analysis begin in eroticism or in life?
My personality is such that
I’ve quit many jobs, wasn’t

(0]

§ % 2 afraid to change partners a lot;

=22 inmycreative work | like to

S £ experiment with different tech-

§ = ‘s niques, to plunge into different
< o a - . .

g2 &2 themes. Sometimes | think it’s

225 % better to find that one person,

22 é < that one job for you—but

£ 3 23 that’snotme,and | don’t know

<=2 3 ifthisis good or badz.

Oksana: Are there any female experi-

ences that stay undiscussed or invisi-

ble, that are difficult to talk about?
Alina: It is difficult for me to recall
personal experience that was negative
only because | am a woman.
But what can stop me from saying
something? You don’t always find time,
money, opportunities for everything.

Oksana: You work with BDSM, which

has to do with violence, right? It’s sub-

limation of real violence?
Alina: Yes, it is sublimation of reality.
BDSM also implies a higher degree of
consciousness, where people agree
to what they want, how they want it.
I’m not going to say that every person
has a desire to inflict pain or to feel
pain, but a lot do, and when it finds an
outlet that is within limits, conscious
and under control, it is much safer.

Oksana: Can it be that the
sensations a person feels are so
intense that it makes it easier to
endure injustice in life?
Alina: Probably, but on the other hand
you can be less angry in public trans-
portation, at work, in the office. Be-
cause people who are full of aggression
take it out on everyone.
| also see BDSM and other exotic

sexual practices as a creative act
available to everyone. | have a work
where BDSM is shown in a color-

ful and absurd theatrical situation.
There’s a building divided into 12
rooms, with different interactions and
unusual fetishes in each one.

Oksana: The works in your so-called
“masculine” series have men in suits
and ties. What does this iconic figure
mean to you?
Alina: | became interested in this
image when | began visiting my boy-
friend in Zurich. There were a lot of
men on the street in suits and ties.
You don’t see that as much here, in
Ukrane, and if you do they’re men with
status driving Lexuses. There you’ll
see managers, bankers, tall handsome
men from glossy magazines walk-
ing along the street, riding trams. It
struck me. Then | found some clothes
that had been thrown out—there
they just throw it out on the street in
bags. | found several bags with gray
sweaters on the street and used them
for my series about what | see on the
street. Later | began to wonder and
analyze why this image bothers me.
A suit and tie, after all, is a form of ar-
mor, like the knights wore. It’s a strict
dress code that creates a frame and
rigid structure, and at the same time it
restricts movement. This non-freedom
of movement develops into non-free-
dom in general. That is, there should
also be a struggle for men’s right to
freedom.

Oksana: On the one hand, he is

not free, and on the other hand,

this is his weapon—a man in a suit
always has more opportunities, he is
listened to more. People see a suit as
“something serious.” So it’s also worn
as protection and to have power.

[9))
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cneuiarbHO BAQIITOBYE, 6yayTh Ha-
CTiAbKM iIHTEHCUBHMMM, L0 L AO3BO-
AMTb il NOTIM Aerwie 3HOCHUTH B YKMTTI
AAKYyCb HecnpaBeAAUBICTb?
Anina: Mox/1Bo, a 3 iHWOoro
60Ky — /ItoAMHA MOKe BYTH MeHLL
3/10t0 cama, B Ny6/iYHOMY TpaHCMOPTi
4un Ha poboTi, B odici. Bo ntoau, NoBHi
arpecil, BUn/ieckytoTb il Ha BCiX nigpaga,.
Takox y BACM Ta iHWMX eK30TUYHUX
CeKCya/lbHMX NPaKTUKax A B6ayalo akT
TBOPYOCTI, AKUIA MOXKe ByTH gocTyn-
HUM Byab-Komy. Y MeHe € poboTa, Ae
BACM nokasaHo B ACKpaBO-paiAyKHilk
abCcypAMCTCHKil TeaTpanbHii cuTyaLlii.
Le Takuit 6yaAnHOK, nogineHni Ha 12
KimMHaT, ge BigbyBatoTbCA pi3Hi B3aEmo-
A, | CKpi3b NpeacTaB/eHo AKiCb He3BMY-
Hi deTui.

Okcana: Y TBOiX po6oTax i3 TaK 3BaHOi
«MacKyAiHHOI» cepii ¢irypyloTb o6pa3u
YOAOBiKa Y mipkaky, KpaBaTtui — neBHa
3HakoBa ¢irypa. LLlo Bona pnn Tebe
o3Havae?
Anina: MeHe Lelt 06pas 3auikasus,
KO/M A Nnpuixaaa 4o CBOro X/10r-
uA B Liropux. Tam 6yn10 gyKe H6arato
40/10BIKIB y KOCTIOMaXx Ta KpaBaTKax
Ha BY/MLAX. Y HAC TaKMX MeHLLE, AKLLO
TPan/ATbLCA, TO BOHM Bi/ibLL CTATYCH,
134ATb Ha «/lekcycax». A Tam pi3Hi me-
Hegepu, baHKipu, CUMNATUYHI BUCOKI
40/10BiKM 3 IAHLEBUX KYPHaAIB XO04ATb
BY/IMLAMM, 134ATb Ha TpamBai. Lle mene
AKOCb NPUEMHO Bpasu/o. MoTiM A 3Ha-
ML BUKMHYTUIM O4AT, — AOrO Tam
BMKMAAIOTb MPAMO Ha BY/ULO B Na-
KeTax, — Ki/IbKa NaKkeTi. i3 cipumm

AniHa Konuug. «[pa poTopkKiB». TEKCTUABHUI Konax. 2016
Alina Kopytsia, Game of Touch, textile collage, 2016



Alina: Yes, indeed—it is a sign of
power, money, status. But the price
of this is staying in a strict hierarchy.
He may be a boss (big or very big),
but there is bigger boss over him. Or
partners, or competitors—anyone who
binds him to look like his status. And
so when in my work these generalized
men are dancing in the forest-office or
behaving strangely, it’s, as for me, a vio-
lation of the established order, insani-
ty, a kind of freedom through unusual
behavior. There was a short text to
this work: “Sometimes freedom hides
in conquest. Paradoxically, liberation
is possible by accepting new shackles,
agreeing to follow the rules of the
game to imperceptibly slip out from
under the laws of expediency.”

project—Plug It game. People attach
silicone modules to their bodies that
connect them to others. The players
can connect in different poses, test-
ing different forms of bodily contact
and proximity. | have been working
on a prototype for more than three
years, and do trial games and presen-
tations. | hope to finish it and eventu-
ally sell it. Generally speaking, Plug It
is a game for people to express them-
selves and become closer.

Oksana: What do your friends and
family think of your work?

Alina: | just showed my mom my new

video where partners are having sex in
positions that allow them to play chess
at the same time—and she liked it. She

Oksana: Your male nude—given that

traditionally nudes are female—

is a kind of reverse? A man who took

off his suit...
Alina: Indeed. The situation
when a woman openly admires a male
body is quite unusual. If you take mass
culture, erotic magazines with beau-
tiful male bodies are mostly targeted
to a gay audience. | can’t recall an
artistic situation where a woman consis-
tently depicts a male nude and nothing
else. There are some small projects, but
it’s not a common thread throughout
life, like it is with male artists who de-
pict women. From time to time | orga-
nize situations where my nude model
is aman. As a rule, for each of them this
was a special experience, because men
aren’t used to being objectified, enticing
with their beauty.

Oksana: You work a lot with textiles.
And what other techniques do you like
to work with?

Alina: I'm working on a video with

my friend. Also | have a long-term

said, “Wow, good for them!”

My mom was always interested in
art. Thanks to her | got into textiles.
She is a garment designer. She gets

designs and makes patterns for them.
Her company gets orders from France
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Alina Kopytsa, How to Properly Tie a Tie, textile collage, 2014

AniHa Konuug. «fK npaBUAbHO 3aB’A3yBaTh KpaBaTKy». TEKCTUAbHUI Konax, 2014

CBETPMKaMK. 3 LIbOro 3HalAEHOro
OAAry A noyasa pobuTtu cepito npo Te,
wo 6a4nna Ha By/mLi. 3ro4om A 3a4y-
Ma/iacb, HOMY MeHe Leii 06pa3 XBU/IIOE.
KocTiom i3 KpaBaTKO — Lie 3peLTor
AKaCb OBPOHA. AK KONMCb NLAPI HOCK/IU
06/1a4yHKM. Lle 40CUTb KOPCTKUI 0AAT,
Apec-Kog, AKWUIM CTBOPHOE CU/YeT Ta
YOCOB/IHOE }KOPCTKY CTPYKTYPY, Bigbu-
patouun ceobogay pyxis. | ua HecBoboga
pyXiB BU/IUBAETbCA Y HeCBOOOAY B3ara-
Ni. To6T0 60poTHOA 32 NpaBa Y0/0BIKIB
Ha cB0OOAY TaKOXK Baxk/1Ba.

OxcaHna: 3 opHOro 60Ky, BiH He BiAbHMH,
a 3 inworo 60Ky, ue oro 36posa — uo-
AOBIKOBI B nip)kaKy 3aB)XXAH BiAKpuBa-
€TbeA GinbLie MoXXAHBOCTEH, A0 HLOTO
Kpalle NpUCAyXaloTbCA B Oyab-AKuX
ycranoBax. Ha nipkax Aloan aBToma-
THYHO pearyioTb K Ha «10Cb CEpHo3-
He». TO6TO HOro HOCATL TaKOX, W06
6yTu 3axumwenum i MaTu BAapy.
Anina: Tak, cnpasgj, Lle — mapkep
B/13AM, FpoLLen, cTaTycy. Aie uiHa Lbo-
ro — nepebyBaHHA B CTPOril iepapxil.
Yo/10BiK MO3Ke ByTh 60coM (BE/MKUM
4M AyKe BE/MKKUM), a/le BOAHOYAC Hag,
HUM Tex € 6oc. Ao napTHepw, abo KoH-
KypeHTH — ByAb-XTO, nepes Kum Tpeba
BUI1IAAaTH CTATYCHO. | Koan B MOi#
poboTi y3arasibHeHi 40/10BiKM B KOCTIO-
Max Ta KpaBaTKax TaHLOOTb Y41 AUBHO
noBOAATLCA B NiCi-0Qici — Le nopyLueH-
HA yCTa/leHOoro NopAAKy, 6e3ymcTBo
i, Ha MO0 AYMKY, 3Bi/IbHEHHA 3aBAAKK
HeTunoBii nosegiHy,. Lito poboTy cynpo-
BO/KYBaB KOPOTEHbKUIA TEKCT: «|HKO/IN
cB060/a XOBAETHCA B NigKOpeHHi. Mapa-
A,0KCA/IbHUM YMHOM 3Bi/IbHEHHA MOK/U-
Be Yepes NPUNUHATTA HOBUX NYT, Yepes
3roAy C/ligysatu irpoBumM npasuaam g/
TOro, W00 HenoMmiTHO BUC/IM3aTH Big, 4l
3aKOHIB A0LiNbHOCTi».

Oxcana: TBO€ UOnOBiY€e HIO, — 3 OTAAAY
Ha Te, WO TPAAULLIHHO HIO )XiHOue — ue

AKHHCb 3BOPOTHUH 6iKk? YonoBik 3HAB
nipKakx...

Anina: Tak, cnpaBgi, cuTyallif, Ko/u
KIHKa BigBEPTO MUAYETHLCA HYO/N0BIUUM
Ti/IOM, 4OCUTb HECTAaHAAPTHA. AKLLO
3BEPHYTUCA 4,0 MACOBOT Ky/IbTYPH, TO
€pOTUYHI XKypHau, Ae 306paxeHo
KpacuBi 40/10Biui Ti/fa, 34ebinbLworo
Haui/neHi Ha rei-ayauTopito. B mucteyTsi
CUTYaL,ito, Ae KiHKa KOHCEKBEHTHO 30-
Hparkye 40/10Bi4e HIO i AnLLe oro, A He
MOy npuragatu. ByBatoTb okpemi
KOPOTKIi MPOEKTH, a/le Lje He Ta Tema,
fIKa NPOXOAUTb YEPBOHOK HUTKOIO
yepes yce XKUTTA XyAOXKHUL, AK Le
HyBa€ y 40N10BIKIB-Xy4,0KHMKIB, KOTPI
306parKkytoTh KiHOK. Hac Big yacy A op-
raHi30BYIO CUTYaLito, A€ MOA Oro/ieHa
MoZe/Ib — 40/10BiK. K NpaBw/0, AnA
KOYKHOIO Y0/10BiKa-Mogei e byB
0C06/MBUIt 40CBIA, OCKI/IbKM YO/10BIKM
He 3BUKAM ByTU 06’EKTUBOBAHUMM i He
3BUK/M 3Bab/tOBATH KPacoHo.

Oxcana: Tu 6araTo npaulo€eul is Tex-
cTHAeM. A AKi e TeXHiku Tebe 3axo-
NAIOIOTL?

Anina: 3 MOiM ApYrom mu 3HIMaEMO
Bigeo. TakoX € AOBroOTpUBaAMIA Npo-
eKT — rpa Plug it. CyTb i B TOMY, O
/04U HinAATb CObi Ha TiNO CUAIKOHOBI
MOAY, AIKi 34aTHI 3’€4HYBaTUCA MiX CO-
60t0. I'paBLi MOXYTb 3 iXHBOO 40MOMO-
rOt0 CNAITaTMCA B Pi3HMX N03ax, BUNPO-
60BYtOUM NeBHi GOPMMU Ti/IECHOTO KOH-
TaKTy i 36/MKeHHA. Bxe Binblue Tpbox
POKiB pOo3p06/1A10 NPOTOTHM | NPOBOAXKY
npo6Hi irpu Ta npeseHTauii. Cnogisatoca
BpeLUTi-peLUT BUCTaBUTU Ha NPOAaXK.
AKLWO0 y3araabHuTK, TO rpa Plag it cnps-
MOBaHa Ha Te, Wob atan morau cebe
MPOABUTH | CTaTU BAMKUMMU.

Oxcana: A Ak TBOi 6Au3bKi, ciMm’A cTas-
AAITLCA AO TBOEI TBOPYOCTI?

Anina: Ocb LWOVHO NnoKasyBasa Mami
HOBe Bige0: TaM NMapTHepW 3aMal0TbCA



and the clothing is sewn in different
garment factories in Ukraine. It also ex-
plains where | get so many great pieces
of fabric. My brother isn’t interested

in my work, but in general everyone is
okay with it, nothing shocks them.

Oksana: You live in Zurich, too. Do you
as an artist feel there is a difference
in opportunities for self-realization in
Ukraine and in the West?
Alina: | don’t think | felt fully realized
here or there. | understand there is
still room to do a lot. There (in the
West), | think there is more playing
with form—beautiful, nice, formal art.

Oksana: Do you like this or not?
Alina: Not really. There are lots of
abstract works, interesting forms,
high-tech works closer to design.
As a consumer of art, | am interested in
everything that surrounds me—what’s
here in Ukraine and there. But as an
artist | focus more on personal things,
and it remains a question how you can
find dialogue with this formal art.
But | can say this. In Zurich alone there
are 36 open run spaces—this is when
artists organize a space and invite
other artists. Initially it’s at their own
expense, and then, once it’s clear that
it’s a center of gravity, then funds are
allocated to support it. So those 36 are
ones that artists organized themselves,
that’s not counting the many other
ordinary galleries. And this is impres-
sive, naturally. Because in Kyiv there is
no such space right now. This self-or-
ganization is something we can learn
from or envy (because you can’t get by
without state support).

Playing Plug it, Photo by Coco Schwarz, 2018
[patoum B Plug it. ®oto: Koko LLBapu,. 2018
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CEKCOM Y TaKMX No3ax, Lo Le 0g4Ho4ac-
HO 4,03BO/IAE IM rpaTH B Waxwu. I cnogo-
6asnocA. BoHa Kaxke: «YX TM, MOs1I0AL!»
Mama 3aBau LiKaBuaaca mucte-
LITBOM. 3aBAAKM i A NpUiiLL/AA AO TeK-
CTUA0. BoHa — KOHCTpYKTOP oaAry. [
NPUCUAAIOTL €CKi3K, BOHA 3 HUX POOUTb
/leKana, i noTiM 3a HUMK WwntoTh. e ¢ip-
Ma, IKa MPUIMMAE 3aMOB/IeHHA 3 PpaH-
LiiT, @ BigWMBA€E 0aAr B YKpaiHi, Ha
pi3HMx pabpukax. Lie TakoK NOACHIOE,
3BiAKW B MEHE CTi/IbKM CUMMATUYHMX
LIMATOYKIB TKaHMH.

Miii 6paT ganekuit Big MUCTELTBA, asle
3ara/zi0M yci CnpMimaroTb HOPMasbHO,
HiKOrO Hi4Oro He LLOKYE.

Oxcana: Tv )xuBell He avwie B Kuesi,
a 1 y liiopuxy, AK XyAG)KHHUA TH BiA-
YyBa€ll Pi3HHILIO B MOXXAMBOCTAX AAA
camopeanisauii B Ykpaini i Ha 3axoai?
Anina: A gymato, L0 Hi TyT, Hi Tam
He Big4yBana cebe f0CTaTHLO peani-
30BaHO0, PO3YMIto, L0 Ayxe H6araTo
KyaMm € we pyxatucs. Tam (Ha 3axogi),
AK MeHi 343a€TbcA, Gi/blue rpu 3 dpop-
MO — KpacuBe, rapHe, ¢popma/ibHe
MMUCTELTBO.

OxcaHa: To6i ue imnoHye?
Anina: He py»xe. barato abcTpakTHMX
pob6iT, uikaBnx GOpM, BUCOKOTEXHIYHUX
TBOPIB, O/MKYMX 40 AM3aliHY. AK cro-
MBaYLi MUCTELTBA, MEHi LjiKaBO BCe,
LLIO MEHe OTOYYE, — L0 B YKPaiHi, Lo
TaM. Ane AK XYAOXKHMLA A cPOoKycoBaHa
Ha AKMXOCb Bi/bll 0COBUCTMX peyax, i Te,
AK BOHW MOYTb 3HAXOA4MUTU 4ianor 3 UM
dopMasibHUM MUCTELTBOM, — 3a/1MLLIa-
€TbCA Mig MUTAHHAM.
Ane OT Mpo W0 MOXKHA pO3KasaTu:
/vwwe B camomy Litopuxy TpuaLATh
wictb Open run spdce — L,e KO/ Xy-
A,0XHUKM OPraHi3oByOTb NPOCTIp i 3a-
MPOLUYIOTb HLLMX XYAO0XHUKIB. CnovaT-
Ky CBOIM KOLUTOM, @ 3rog40M, KO/M CTae
3PO3yMi/I0, WO L LLeHTP TAXKIHHA, TOAi

BX€ MOYMHAIOTb BUAIAATM KOLITHM Ha Nig-
TPUMKY TaKoi cnpasu. TO6TO TpUALATD
LWiCTb MPOCTOPIB, LLLO XYAOXHUKMU Opra-
Hi3yBa W, He Kaxyuu Bxe npo Hbarato
iHLIMX 3BMYaNHUX rasepen. | ue Bpaxae,
3BM4anHo. bo y Knesi 3apa3 Hemae xog-
HOrO TaKOro NpoCTopy. Horo MoxHa
MOBYUTUCA YK HOMY NM03a34pUTH (OCKi/b-
Ku 6e3 nigTpUMKKM aAepikaBu He 06inLu/o-
€A) — Lie OTaKili camoopraHiza,.

AniHa Konumugs. bpouka «Kaitop». CuaikoH, 2018

Alina Kopytsia, Brooch Clitoris, silicon, 2018
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groups, grassroots initiatives,
communi

| am interested in organized

Victoria Lomasko
Moscow_Russia

Oksana Briukhovetska
July 2016, Prague

Oksana Briukhovetska: Your works are
reports on various social topics. How
do you find topics for your works?
From the media or other people? Or
do you deliberately seek out issues?
Victoria Lomasko: It varies. There
is a central theme to my works: | am
interested in all kinds of organized
groups, grassroots initiatives,
communities. Take for example
the protests in 2012. There was no
way | could miss them. Not being
there was not an option—I had to be
there. | was planning a trip to Argentina
and had already booked my tickets
when | learned that the opposition
would be holding a rally on December
5, with thousands of people expected
to turn out. | decided that what was
happening in my own country was
more important than seeing Argentina.
In 2015—2016 | deliberately sought out
acts of civil resistance in Moscow, ways
that people express their positions or
try to regain their lost rights.

Oksana: How would you compare
2012 with today—how is the situation
changing?
Victoria: The situation has changed dra-
matically. In 2012 it felt a little like a movie,

BikTropia Aomacko
MockBa__Pocis

Po3wvoBnasie:
OkcaHa bproxoBeLbKa
AvneHb 2016, lNMpara

Oxcana bploxoBeubka: TBoi po6o-

TM — Lie penopTtaxi Ha Pi3Hi couianbhi

Temu. K TM 3HaxoAnw ui Temu?

Y meaia, B po3noBiaax Alopeu, um uwine-

CNpPAMOBaHO WyKaew?
Bixropia Aomacko: [1o-pisHomy.
€ OCHOBHi TeMM, AKi MOBTOPIOKOTHCA
Bif, NPOEKTY A0 NpoeKTy: 6e3 CymHiBy,
MeHe LiKaB/ATb Oyab-AKi 06’eAHaHHA
NtoZei, HU30Bi FPOMagChKI iHiLiaTMBHY,
CMiAbHOTK. Hanpukaag, npoTecTu 2012
POKY A NPOCTO He MOr/1a MPOMyCTUTH.
He cToA/10 nUTaHHA, pobUTH YM He po-
6UTH — 04HO3HAYHO pobUTH. Y MeHe
Oy/1a 3an/1aHoOBaHa Noi3gKa B ApreHTu-
Hy, i A BXKe OpOHIOBana KBUTOK, KO/M
nouya iHpopmaLito npo Te, Wo 5 rpya-
HA BigOyAeTbCA ONO3ULIMHUIA MITUHT, Ha
ARMM 36MpatoTbCA TUCAYI Mtogeit. A Bu-
pilmAa, Wwo Te, WO BigOyBaETHCA B MO
KpaiHi, BaX/MBILLe, HiX NOAMBUTUCA
ApreHTuHy. A B 2015-2016 poKax Lj/se-
CMPAMOBAHO LWYKaAa, Lo we B MOCKBI
BifOyBa€TbCA TAKOrO, LLLO TArHE Ha rpo-
MagAHCbKUI CNPOTUB, AK MtOAU BUC/IOB-
JIIOKOTb CBOT NMO3MULl, AK HAMararTbCA
NMOBEpHYTKM CBOI BTPa4eHi npasa.

Okcana: fikxwo nopieHaTH 2012 pik i3
HUHIWHIM Yacom — AK cuTyaunia 3mi-
HIOETbLCA?

AOAEU, HU30Bi rPOMAaACHKi

MeHe uikaBnaaTb 06’eAHaHHA
iHiLiaTUBK, CNIABHOTH



the protests were somewhat movielike.
The atmosphere was perhaps reminiscent
of the start of the Maidan protests in
Ukraine, before the clashes and fighting.
People were just happy to see other
like-minded individuals, but nothing came
of the demonstrations beyond superfi-
cial communication. In 2012 there were
some who went to the rallies because

it was cool, you could even say it was
trendy, but then they gradually became
deeper involved in the issues and began,
for example, attending political trials or
joining volunteer projects. | know people
like this. But for the most part they were
random interactions that never devel-
oped into anything serious. In 2015—2016
sustainable groups emerged. For exam-
ple, for more than a year now there have
been several groups actively protesting
against the destruction of neighborhood
parks and new construction projects. It’s
difficult to keep track because you won’t
always find information about this in the
media. It starts with protecting your park,
then these people become good friends
and start helping each other with dif-
ferent things. They spend much of their
time on civic activism and issues import-

ant to them, and | have seen how this
changes people. | saw with my own eyes
how long-distance truck drivers, who for
several months were camped out in the
Moscow suburb of Khimki protesting
against the Platon system (a toll system
that levies charges on trucks for using
federal roads), figured out how to use the
Internet, became well-versed in politics,
learned how to give interviews, began
making videos and posters. And most
importantly, their political views changed
completely.

Oksana: How did you learn about the
truckers?

Victoria: There was a news re-

port. | went to their camp to see every-
thing firsthand. There were truckers
from different regions of Russia, who
had never met before. They got to Kh-
imki and stopped—about 20 trucks. At
first they didn’t know what to do: how
long they would stay there, how they
would survive, what other steps they
would take. They had no clue. The truck
drivers thought their protest would

be shown on TV, and then Putin would
come and fix all their problems.

Two loans, a mortgage, three children...

I'm not interested in politics, let me work!!!
Victoria Lomasko, From the graphic report
Truckers, Torfyanka Park and Dubki, 2015-2016
Biktopis Aomacko. 3 rpadivuHoro penopraxy
«NanekobinHukK, TopdsaHka i Aybkur». 2015-2016
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BikTopia: Cutyauia gyxe cuabHO 3Mmi-
Hunaca. Y 2012 poui 6y/10 Big4yTTA TPO-
XM AK Y KiHO, i Lli npoTecTn 6y1mn Tpoxm
KiHOWHUMK. MOxMBO, aTMocdepa Ha-
ragyeana no4aTok MaigaHy B YKpaiHi
4,0 CYyTMYOK i 60iB. /lloam NpoCTo paginu,
AVB/IAYUCH HA CBOIX OAHOAYMLIB, asie
A3/l NOBEPXOBOro Cri/IKYBaHHA Ha MIiTUH-
rax Crpasu 3a3BMyait He WLn. Y 2012
poLi 4eXTO NoYaB XOAUTU Ha MITUHH,
TOMY LLIO Lie MPUKO/IbHO, HaBiTb, MOXHA
CKa3aTu, MOAHO. A NOTiM NOCTYNOBO
3ar/MBU/NCA B TEeMY — HanpuKaag,
noYa/sm XO4AMTH Ha NOAITUYHI cyan abo
A0NY4UUCA 4,0 AKMXOCH BONOHTEPCHKUX
NPOEKTIB — A 0COBMUCTO 3HAO TaKMX
nogen. Ane Bce 0aHO, AIK NPaBuAo, Lj
nepetuHu 6y/M BUNAAKOBI i Hi B W0
cepio3He He BUAMBaAUCA. Y 2015-2016
pokax 3’ABuAnCA cTani rpynu: yxe 6i/b-
L@ POKY AitoTh Ki/IbKa CMi/IbHOT, L0
3aXMLLLAKOTH Big, BUPYOKM MapKK Yy CBOIX
paloHax, onMpatoTbCsA HOBUM ByaiB-
HUUTBaM. BigcTexyBaTu BCe Le He-
MpOCTO, TOMY LLO TaKa iHpopmaL,ia He

Thanks to Platon and Rotenberg we are now creating a real trade union.

3aBau notpanafae y 3MI. Ckaximo,
/FOAM NOYMHAIOTD i3 3aXMCTY CBOro nap-
KY, @ MOTiM CTAOTb XOPOLUMMHU APY3A-
MU, MOYMHAIOTb A40NOMAraTi OAHe O4-
HOMY i B iHLIKX cdepax. Ha rpomagcbKy
CMpaBy, 3a AKY BOHW B3A/IUCA, Y HUX

ife 3Ha4YHa YacTuHa Yacy, i A bavy, Ak

LLe 3MIHIOE Ntogei. Y MeHe Ha o4ax
£,371€KO0BIMHUKM, KOTPI Ki/lbKa micALiB
NnpoTecTyoTb y XiMKUHCbKOMY Tabopi
nig, MOCKBOIO MpOTH cucTeMU «[11aTOH»
(BBegeHHA N1aTH 33 NpOi34 BaHTaXIBOK
Ha pegepasbHUX fOporax), 0CBOINM
iHTepHeT, noYa/sm po3bupaTuca B NoAi-
TWL, 3pO3yMi/u, AK AaBaTu iHTepB’io,
B3A/IMCA 3HIMaTK 1 MOHTYBaTH Bigeo,
BepCTaTi Naakatu. A ro10BHe — MOBHI-
CTHO MOMIHA/IN CBOT MOAITUYHI MOTAAAN.

OkcaHa: A K T BUHLLUAA Ha pane-

Ko6inHuKiB?
Bixropin: bysa HoBuHa y 3MI. A noixa-
Na B ueW Tabip, wob nobaunTm BCe Ha
B/1acHi oui. Y Tabopi 6yau ganekobint-
HUKM 3 Pi3HMX perioHiB Pocii, paHilue
Mix coboto He 3HaloMi. BoHM goixanm
4,0 XiMOK i 3ynuHmuamnca Tam — 61m3b-
Ko ABaauATH ¢yp. CNOYaTKY BOHM He
3Ha/K, WO pOBUTU: CKiNbKKM TpUBaTUMeE
CTOAHHA, Ha Wo 6yae xutn Tabip, g0
AKMUX iLLe KPOKIB BOHM BAAAYTbCA — Hi-
40ro He 3Hanu. flanekobiiHMKK po3-
pPaxoBYBa/u, LLLO MPOTECT NMOKaXYTb
Mo Te/eBi3opy, NPo ue Ai3HaeTbeA My-
TiH i BUpIWKTB yCi npobremu.

OxcaHa: A K TH BCTAaHOBAIOELU KOHTaKT
i3 AloabMK? CioyaTKy 3HaHOMMLUCH,
po3moeancw? fiK AlOAM HalluacTie
pearyioTb Ha TEOIO NPONO3MLIIO iX Ma-
AIOBaTH, AK y3arani BinbyBaeTbca uen
npouec?
BixTopia: 3a3Bnyaii A npeacTaBaaoca
He3a/1eXKHO XYPHa/CTKOLD, AIKa Ma-
/MoE. TOACHIO, LLLO LLLe He 3Hato, B AKO-
My BUAaHHI 6yge nybsikauia, i wo A paa-
e Ma/Iioko, HixX nuwwy — byae birblue



Oksana: How do you make contact
with the people you draw? Do you first
introduce yourself and talk to them?
How do people usually react? What is
the process like?
Victoria: | usually introduce myself as
an independent graphic journalist. | ex-
plain that | don’t yet know where
my drawings will be published, and
that | mostly draw, that there will be
more drawings than text. The common
reaction is that they find my drawing
fun, they’re curious, they’re relaxed be-
cause I’'m not a TV reporter with cameras
and a crew, or a journalist from some
cool publication that can do them seri-
ous harm by deliberately skewing the
facts. They see me as some funny weir-
do, and often quickly forget I’'m even
there. | sit quietly, draw, listen, at times
ask questions for clarification.

Oksana: Do you sketch from life?
Victoria: Yes, it’s very important
for me. I don’t understand how you
can draw from a photo. | find it to
be a mind-numbing process.

Oksana: Do the subjects of your draw-

ings see them once they’re done?
Victoria: They do. And if | follow an
issue for an extended period, our re-
lationship may change over time. The
people in my reports see that even
though their stories are depicted as
sketches, if they’re published on a popu-
lar resource then they get lots of views
and reposts, and the report begins to
have influence. Indifference can turn
into interest and collaboration, people
start inviting me to their events.

Oksana: Do the people you draw pre-

fer to remain anonymous or do they

want to gain fame from your reports?
Victoria: It depends on the issue and
the situation. For example, if it’s a story

about sex workers, then obviously they
don’t want to become famous. But if
it’s about the “slaves” freed from the
grocery store, then their names are
already known to the public.

Oksana: I'd be interested to hear about
cases when your drawings have helped
people in difficult situations. Do they
act as sources of information, or how
else can they influence a situation?
Victoria: | have no misconceptions
about art replacing a strike, for exam-
ple. Art is incapable of changing seri-
ous things in the material world. But
nonetheless, it does have an impact,
and sometimes I’m surprised when and
where this happens, and to what ex-
tent. For example, my works about mi-
grants, and especially about the freed
slaves, influenced my immediate envi-
ronment. Several friends began volunteer-
ing and bringing them food and clothing,
monitoring the situation with migrants
in Russia. Every time fragments of my
report Slaves from the Moscow Grocery
Store were published, they were accom-
panied by additional information, such
as that the weather has changed and
these women and children don’t have
warm clothing, that the children need
toys, or that the New Year is approach-
ing and they don’t have a Christmas tree.
There were readers who donated money,
artificial trees and toys.
Culture today is more visual than tex-
tual: people absorb information mostly
through images—videos, photos, pic-
tures—and only give articles a cursory
glance. | think many articles, even if
they are well-written, are ineffective
simply because modern readers lack
the attention span for long texts.

Oksana: Nowadays there are so many
photographs. Do drawings somehow
stand out?
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Biktopis Aomacko. 3 rpadiuHoro penoptaxy «Moisaka B AarectaH». 2015

Ma/IOHKIB, HixK TeKcTy. /Tioam Ha ue
pearyroTb TaK: Ma/ItOBaHHA 34a€TbCA M
TPOXW KYMeAHUM, TM LjikaBO, BOHU He
Hanpy»eHi, TOMy LLLO A He Nt0A4MHa 3 Te-
NebayeHHs, 3a KO CTOITb KOMaH-

i3 3 KaMepamy, i HaBiTb He KYPHaniCTKa
i3 AKOrOCb KPYTOro BUAAHHSA, 34aTHA
Cep1O3HO HALLKOAWTU HAaBMUCHUM Nepe-
KpYy4yBaHHAM PaKTiB. MeHe OLiHIoITb
AK AMBHOTO, TPOLLUKKU MapriHa/IbHOr O,
KYMEAHOro nepcoHaa i 4acto LWsmnA-
KO 3abyBatoTb NPO MO MPUCYTHICTb,
MOKM A Ma/I0K0. A A CUAXKY TUXEHb-

KO i MepeBaxHo C/1yXato, iHOAi CTaB/IAYM
MUTaHHA, WD LLOCh YTOUHUTH.

Muslim women are not allowed to be
drawn. Am | not committing a sin?

OkcaHna: Tu po6uI 3aMmanbLOBKH 3 Ha-
TYpH?
Bikropin: Tak. /117 MeHe Le BKpal
BaK/MBO. ADCONIOTHO He YABAA, AK
MOHa MaatoBaTh 3 $OTO — Ha Miii no-
rAag4, ue HeMMOBIpHO HYAHMI npouec.

Okcana: A repoi TBoiX penopTtaxis

notim 6auaTb TBOI po6oTn?
Bikropia: bayatb. | AKWO A AOBro npa-
LIFOK0 Hag, OAHIEI0 TEMOIO, HALLi CTOCYHKM
MOXYTb 3MIHUTUCA. [epol penopTaxis
MOMI4atoTh, LLLO X0Ya Le byam icTo-
pil B KQpTWHKaX, a/e AKLLO iX onybAiKy-
Ba/IM Ha AKOMY-HebYyAb pecypci i3 xopo-
UMM BiABigYyBaHHAM, BOHU 36MpatoTb
H6araTo neper/Agis i nepenocTis, i Len
maTepia/l MOYMHAE Ha LL0Ch BMN/IMBATH.
Ha 3miHy 3BepxHocTi abo 6angyocTi
MOKe NPUITU 3aLiKaB/eHiCTb Y Noaasb-

LR cniBnpaLi, F0AM MOXYTb NOYaTH
K/AMKaTW MeHe Ha CBOi noaji.

Okcana: TBoi repoi yacrile BOAilOTb 3a-

AMIIATHCA aHOHIMHMMHM, UM iM, HaBna-

KM, nopobaeTnes, WO BOHH CTaloTh Bipo-

MMMH 3aBASKH TBOIM penopraxam?
BikTopin: Yce 3a/1eXuTb Big TeMM Ta
cuTyauii. Hanpukaag, AKWwo ue mate-
piaz npo ceKc-pobiTHML, 3p03ymino,
LLLO BOHM HE XO4yTb CTaBaTH BigoMu-
Mu. A AKLLO AaeTbcA Npo pabuHb,
3Bi/IbHEHMX i3 Marasuny «lpoayKktu», TO
BOHM 1 TaK fiyKe CU/IbHO 3aCBiTUANCA
iMmeHamu, npi3suLLAMU.

Oxcana: LlikaBo nouyTH npo BUNAAKH,
KOAM TBOi ManIOHKH peanbHO Aonoma-
ranmu AIOAAM 3MIHMTH iIXHE CKpYTHe cTa-
HoBule. Le npautoe Ak indpopmaujn,
YU AKUM YHHOM Le MOXXe BNAWBaTH Ha
cutyaujiio?
BikTropin: 3BicHO, B MeHe HeMmagE into-
3ii1, WO MUCTELTBO MOXe 3aMiHUTU CO-
6010, CKaxkiMo, cTpaiiK. MucTeLTBO He
3/4aTHe 3aMiHUTK Cepio3Hi aii B maTe-
pianbHOMYy ¢BITi. [poTe Ha WO0Cb BOHO
TaKu BN/MBAE, 1 iHOA| HaBiTb A4/19 MeHe
CaMOIi CTA€E HeCNOAiBaHKOMO, Ae 1 KO/
e BigbyBaTMMeTbCA | AKOKO Mipoto. Ha-
NpuKAag, poboTy Npo MirpaHTiB, nepe-
AYCimM Npo 3BiNbHEHMX pabiB, BNAWUHY/U
Ha MOE Halb/IMKYe OTOUEHHSA: Ki/IbKa
APY3iB N0YaN XOANUTU A0 HUX, BO/IOH-
TepUTU, NPUHOCUTM XapHi, 04Ar, CTe-
*KWUTWM 33 TEMOIO, 33 TUM, LLLO BigbyBa-
€TbCA 3 MirpaHTamu B Pocii. My6aikauis
dparmeHTiB penopTaxy «Pabu 3 MocKkoB-
CbKOro MarasuHy “INpoayKTi’’» 3aBxau
CynpOBOZKYyBasacA NOBi4OMAEHHAMM,
L0 OT, HaNpUKAa4, 3MiHWAACA NOroaa,
a 'y 3Bi/IbHEHMX XKiHOK i giTen Hemae
Ten/anx peyen, AitAm NOTPibHI irpatuky,
abo 1o ckopo HoBwii pik, a y HUX Hemae
ANMHKM. | 3HaX0AWMAMCA YuTadi pernopTa-
XiB, AKI )XepTBYBa/ M rpoLli abo NpuHo-
CW/IM LUITYYHY A/IMHKY 3 irpaLllkamu.



Victoria: Photography is prohibited

in certain situations, such as in court.
When | posted sketched court reports on
social media, my friends’ comments were
often: “Jeez, turns out there’s a strange
trial against Sergei Mokhnatkin; turns
out Mikhail Beketov, the man protecting
the forest in Khimki, is being brought
to court in an ambulance; turns out
‘May 6 prisoner’ Mikhail Kosenko was
sent to a psychiatric hospital.” It started
by them clicking on the drawings, then
they read the descriptions and com-
ments under the drawings, and as a re-
sult they began following these issues.

Oksana: It’s interesting that drawing

from life, a seemingly outdated genre

no longer practiced in contemporary
art, is making a comeback.

Victoria: | think that everyone these
days is taking photographs, dozens of
them, and so photography is no longer
seen as a serious form of art that re-
quires a special skill. Viewers want only
the coolest and most unusual photos,
but those are few and far between.
When a report has drawings it immediate-
ly falls into the realm of art. It’s also im-
portant that in an ordinary report text
and photos are two separate elements,
but in my work there is a synthesis
between the image and the text. If

my drawings did not include text, they
would be more like illustrations.

Oksana: | would like to ask about
the gender aspect of your work: are
certain social spheres more acces-
sible or closed to you because you
are a woman?

Victoria: If | were to meet oligarchs
who talked to me and allowed me to
draw them, that would also be very
interesting. But for the most part, the
subjects of my drawings are people who
can’t do me any harm—but | can harm

them. And so the question arises: what
from our conversations can and cannot
be brought into the public sphere? | al-
ways feel a strong responsibility. If the
subjects of my drawings give me their
contacts (I always ask for them), I let
them review their quotes before they
are published.

This happened at the truck drivers' camp.
They were preparing to strike and asked
me to draw for one of their fliers a truck-
er who was too cowardly to strike. He
was supposed to be a large man with
hairy legs, wearing a skirt. | and the
other women activists that came to the
camp explained to the drivers why this
was sexist and offensive. They didn’t
agree with our position at first, but
after discussions and arguments they
decided against using the image.
Because | am a woman, other women
always ask about my personal life and
talk about their husbands, children and
relationships. | doubt they have these
conversations with men they don’t
know well.

Oksana: Is this specific to the post-So-
viet space, or does it also happen to
you when you travel to the West?

Victoria: Less so in Europe. Obviously,
the more patriarchal a society is the few-
er opportunities women have and the
more common are similar conversations
and attempts to fit all women into a four-
step hierarchy: married with children,
married without children, single with
children, single without children.

Oksana: How important do you believe
such “female conversations” are? Is it
important to talk about them?

Victoria: | think it’s important to show
the whole picture: controlling hus-
bands, domestic violence, the exten-
sion of that violence toward one’s chil-
dren, lack of education, lack of work,
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Y Hac Tenep, 3BiCHO, Bi3ya/bHa Ky/b-
TYPa, @ He TeKCTOBA: /II0AM NePEBAXK-
HO 3acBOIOIOTh iHOpPMaLLito Yepes
306paxerHHAa — Bigeo, $pOTO, KapTUH-
KM, a CTaTTi NPOr/A4atoThb MO giaro-
Hazi. fl BneBHeHa, Wwo 6araTo HaBsiTb
£006pe HanMcaHux cTaTel 3apas He
NpaLooTb — NPOCTO TOMY, L0 CyHacHi
YyuUTadi He 34aTHI YMTaTK AOBri TEKCTU.

Oxcana: Huni TakoXx ay)xe 6arato ¢o-
Torpadii. |, neBHO, MaAIOHKM AKOCb
BHUAINAIOTbCA?

BikTopia: Y geakux cuTyauliax — Ha-
NpUK/AA, Ha CYA0BUX 3acigaH-

HAX — doTorpadysath npocto 3abopo-
HeHo. Ko/n A nocTuia B coumepeskax
Ma/IbOBaHi penopTaxi 3 cy4is, MOT
dpeHau YacTo KoMeHTyBanu Tak: «OT
TOOi 1 MA€LL, BUABAAETLCA, Mae AMBHUIA

TaKOX, L0 Y 3BU4ANHOMY penopTaxi
TEKCT i POTO — /Ba OKpeMi eneMeHTH,
a 'y MeHe MiX 306paKeHHAM | TeKCTOM
BigOyBa€eTbCA cuHTE3. AAKOM MatOHKK
6y/m 6e3 TeKkcTy BcepeauHi, BOHK By/n
61 BinbLue cxoxi Ha intocTpayi.

OkcaHa: Xouy cnuTaTi NPo reHAepPHHUi
acnekxT TBOEi TBOPUOCTI: AKiCb colianbHi
chepu pnn Tebe 6inbu poCTYNHI came
TOMY, L0 TH )XKIHKa, a AKiCb, HABNAKM,
3aAMwIaloTbeA 6inbl 3aKpUTUMKU?
Bixropia: Ak6m A noTpanuaa Ao
AKMX-HebyAb onirapxis, a BOHM 6 3i
MHOIO CMi/IKYBaANCA ¥ 4,03BOMAN 6 Ma-
/I0BaTH, Lie Tex 6y/10 6 Hag3BMYaNHO

npouec Hag Cepriem MOXHATKIHMM,
BUABAAETLCA, Muxaiina bekeToBa, 3a-
XMCHMKA XiMKMHCBKOrO /licy, NPUBO3ATb
4,0 CyAy Ha peaHimobini, BUABAAETbCA,
“B’A3HA 6 TpaBHA" Muxaiina KoceHka
BignpaBuan y ncuxiaTpuUHy AiKapHIO».
CnoyYaTKy BOHM He NOAIHYBa/NCA KAALHY-
TV Ha KapTUHKK, NOTIM NpoOYUTanu peni-
K1 Ha HUX, NOTIM NOAYXa/M MPOYUTaTH
KOMEHTapi 40 Ma/lloHKiB — i B pe3y/bTaTi
3aLlikaBK/MCA TEMOIO.

Okcana: LllikxaBo, wo B Takoro, 3paBa-

Aoca 6, 3acTapinoro xanpy, AK Maato-

HOK 3 HaTypH — AIKUH Y)Ke 3HUKaE i3

NpPaKTHK Cy4yacHOro mucreursa, — pan-

TOM BiAKPHBAETbCA ApYre AMXaHHA.
BixTopia: MeHi 343€TbcA, CbOrogHi Mait-
e BCi NOCTIMHO pobaATb AecATKM $poTOo-
rpadin, i otorpadii nepectatoTb Cnpuit-
MaTu AK cepio3He MUCTELTBO, eTUMO-
/I0ri4HO NOB’A3aHe 3i C/10BOM «MaicTep-
HO». 19434 rOTOBMIM OL,iHUTU Ti/IbKK
HaWKpYTiLLi M HaiHe3BUYHiwWi ¢oTo, asne
TaKMX gyxe Masno. TOMy KO/ penopTax
i3 Ma/stoHKaMU, BiH 0Apa3y noTpanise
Le ¥y 30Hy MucTeLTBa. Bax/mBo

LiKaBo. Asie B OCHOBHOMY repoi MOIX
pernopTaxis i3 TaKMX cepegoBuLL, LLLO
BOHW HE MOXXYTb 3aBAaTV MeHi LLKO-

AU, @ A TM — MOXY. | NOCTa€E NUTaHHSA,
L0 3 LUX PO3MOB MOKHA BUHECTH B My-
61i4HMI NpocTip, a Wwo — Hi. |, 3Bic-

HO, A BiA4yBal0 Be/IMKY BiANOBiga/IbHICTb
3aBXAM. AKLLO repoi penopTaxis 3a/u-
LIQIOTb CBOI KOHTAKTW, — a A BCiM Mpono-
HY!0 iX 33/MLIATH, — TO BOHM A0 NybHAiKa-
Ll MOXYTb 3BIPUTH CBOIO MPAMY MOBY.
Y Tabopi B ganekobiitHuKiB 6yB Takui
MOMEHT: FOTYIO4MUCb A0 CTPaMKy, BOHU
MOMpOCK/IM MeHe HaMankoBaTH AAA
/INCTIBOK AaneKobiliH1Ka-60Arysa, AKui
He bepe yyacTi y cTpaiky. Le mas 6yTu
3/l0POBEHHMI MYXKMK i3 BONOXATUMM
Horamu, aze B crigHuyui. A Ta iHWwi ak-
TUBICTKM, AKI NpUidKAKaau 40 Tabopy,
NOACHWUAU Aa/eKOobiHNKaM, YoMy Le
CEeKCUCTCbKE BUC/1I0B/IOBaHHSA, HEMPUEM-
He 417 XKiHOK. BOoHM He ogpasy noroau-
/INCA 3 HALLMMM apryMeHTamu, aae nicas
CynepeyoK i AUCKYCilh BUPILLMAM TaKi
06pasn He BUKOPUCTOBYBATU.

Yepes Te, WO A XKiHKa, iHLLi XKiHKK Nno-
CTiHO NMTalOTb NPO MOE 0CObUcTe
XUTTA M pO3noBiAatoTb NPO CBOIX
Y0/10BIKiB i giTel, 3B’A3KM | CTOCYHKMU.
[Alymato, BOHM piAKO BEAYTb Taki po3mo-
BU1 3 Ma/ZI03HaMOMMUMM HO/I0BIKaMMU.



pressure on husbands from the state.
My works also always show the other
side: women who are independent,
spontaneous, active, brave.

Oksana: Do you meet them in real

life? Even in conservative patriarchal

situations?
Victoria: Yes. For example, in Dages-
tan | didn’t meet any feminists or wom-
en’s groups, but one of the female stu-
dents of the art department said that
she draws even though she’s a practic-
ing Muslim. She doesn’t care what any-
one says about Muslims not being al-
lowed to draw. She is critical of the fact
that Muslim women are prohibited from
singing or dancing. Another girl be-
came a model, despite the disapproval
of her family and husband. There are
almost no models in Dagestan. For
her to go out on the street is risky, she
should only travel by car.

Oksana: How would you compare
discrimination against women in
post-Soviet space with other forms of
discrimination: poverty, migrants? In
your opinion, what segments of soci-
ety are most vulnerable?
Victoria: This may be banal, but ex-
perience has convinced me that if
you take any oppressed group, the
women in this group are even more
oppressed. | visited a homeless squat
in Tbilisi, and even there the men try to
control “their” women. For example,
they don’t allow them to work. They
believe in this traditional model that
says the woman should sit within these
four dilapidated walls and pretend that
it’s a nice house and give birth to several
children there.

Oksana: And how do you live and work in
Russia? What is your role in the art com-
munity or the political environment?

Victoria: Everything here is changing
very quickly, and not for the better.
Russia in 2012 and Russia in 2016 are
two different countries. In 2012 there
was space for expression. Back then it
seemed small, but today | understand
how many more opportunities we

had then. Finding outlets for my work
wasn’t a problem—there were enough
pro-opposition publications. Nowa-
days, if the authorities want they can
fine you or throw you in jail for any so-
cial media post or repost they consider
critical of the government. And if an
institution is involved somehow, it can
be shut down. Many new laws were
passed in recent years. It is now a crime
to offend the feelings of religious be-
lievers, and bloggers with more than
3,000 subscribers bear the same re-
sponsibility for their publications as the
official media.

Oksana: Can the topics you work with
be censored?
Victoria: Of course.

Oksana: Who are the people showing
solidarity by reposting your stories?
Are they random individuals or could
you say there is an environment
where you feel support?
Victoria: | think today most people act
alone. I'll use activist Daria Serenko’s
“Silent Protest” campaign as an exam-
ple. She rides the Moscow metro with
small handmade posters containing
messages about the persecution of
members of the LGBT community, the
war in Ukraine, domestic violence, politi-
cal prisoners, and other issues. If several
people were to do this as a group, most
likely they would be fined or face other
unpleasantries for holding an unsanc-
tioned protest. Today many people are
following the “Silent Protest” move-
ment in social networks, and several
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Biktopist Aomacko. 3 rpadiuHoro penoptaxy «[loizaka B Aarectan». 2015

Okcana: Taki 3BHuai xapakrepHi came AnA

nocTpaAfAHCbKOro npocropy? Yu Ha 3axoai,

KyAM TH i3pHLL, TeXX 6yBaloTb Taki cutyauii?
BixTopia: Y €sponi Takoro meHLue. O4eBua-
HO, W0 6i/bL MaTpiapxa/sbHe CycninbCTBO,
TO MEHLLE Y }KIHOK MOX/MBOCTeMN i Binblue
TaKMX pO3MOB i cnpob po3CcTaBUTH BCiX
KIHOK y pamKax iepapxii 3 YOTUPbOX CXOAM-
HOK: 3aMiXKHA 3 AiTbMM, 3aMixHA He3 gitel,
He3aMiXHA 3 4iTbMK, He3aMixKHA 6e3 aiTeit.

OkcaHa: A AK T06i 3paeTbea, Taki okiHOUI

PO3MOBM» — HACKIAbKH BOHM B3arani Ba)k-

AMBI? | YH BaXXAMBO NPO HUX rOBOPUTH?
BikTopia: MeHi 34a€TbCs, € CEHC NOKA3yBa-
TW MOBHMM KOMM/IEKC: KOHTPO/Ib 3 BOKY YO-
/I0BIKiB, A OMALLHE HACWU/IbCTBO, BigTBOPEHHSA
HacK/bCTBA Y CTOCYHKAX 3i CBOIMU fiTbMMU,
6pak ocBiTH, 6pak pob0TH, TUCK Ha TXHiX YO-
NOBIKIB 3 HOKY Aep:kaBu. TaKOXK Yy MeHe B po-
60Tax 3aBXAM NOKa3zaHi i iHLWi XiHKK: He3a-
/IeXKHi, Big4anayLUHi, akTUBHI, CMiAMBI.

OkcaHa: Tu 3ycTpiuaeu ix y pearbHOMYy

»uT1Ti? HaBitb y cutyauiax narpiapxann-

HO-KOHCEepPBaTUBHUX?
Bixropia: Tak. Hanpukaag, y flarectaHi A He
3ycTpivana pemiHicToK abo AKMX-Hebyab
KIHOYMX CMINBHOT, ane OgHa CTyAeHTKa Xy-
A,0XHBOrO PaKy/bTeTy PO3roBifg, WO Xo4a
BOHa M MyCy/IbMaHKa, AKa 4OTPUMYETbCA
peniriiHux 3Bn4ais, ase BCe OAHO BOHA Npo-
A,0BXKYE MantoBaTw. | it Gaigyxe, Wwo roso-
PATb, HIBU MyCy/IbMaHam He MOXXHa Masto-
BaTW, BOHA KPUTMUYHO CTaBUTbCA 40 TOrO, W0
MYCY/IbMAHCBKIW XiHLi He MOXHa Hi cniBaTu,
Hi TaHutoBaTw. [HLWA giBYMHA, MOMNpu onip
cim’i, 4o/10BiKa, cTana mogennto. Y flarectaHi
Mogenel Mmanxe Hemae. | 4nA Hel BUITU Ha
BY/IMLI0 — L& PU3MK, BOHA 3MYLLEHa nepecy-
BaTMCA Ti/IbKW HA MALLVHI.

OkcaHa: A Wwo TH MoXXelu cKa3aT, 3icta-
BMBLUM AMCKpUMiHauUilo )XiHOK Ha nocTpa-
AfAIHCbKOMY npocTopi 3 6ipHicTio, 3i cTaHo-
BuwweM mirpanTie? fiki BepcTBu cycninb-
CTBa, NO-TBOEMY, HalbinbL Bpa3AKBiI?

“l can give you the beauty of Islam,” my husband
told me. | put on a headscarf and felt | had died.

I'll be angry if someone is against me drawing.



other activists have also begun riding
the metro with their own posters.

As for the artistic community, | get the
sense it’s beating itself in agony.

Oksana: By agony do you mean
self-censorship or the fear of control
from the outside?

Victoria: The economic crisis has left
its mark. Before there was at least some
support from the state, such as for the

Victoria: Naturally. | quickly realized
that all “isms,” including “feminism,”
mean very little. In this world there are

people who are good and decent, and
those who are not.

Oksana: | heard you say that the term
“feminism” is speculated upon in
Russia. Does that happen because
any policy can be speculative, or is
this a specific trait of Russian society?

Moscow Biennale or National Center for
Contemporary Art. But now the state
has shown that it doesn’t need contem-
porary art, it needs something very pa-
triotic and traditional. Moreover, there
is no demand for Russian art abroad,
and anything interesting is political and
social. But doing political art in Russia is
dangerous. It’s a trap.

Oksana: Tell me about your experi-
ence organizing feminist exhibitions.
Has this created a kind of environ-
ment in which the relationships be-
tween the artists endure? What role
did these projects play?
Victoria: Nadia Plungian (we worked
together on the project Feminist Pencil
in 2013) and | immediately proposed
that the participants of our exhibitions
and events become curators and orga-
nizers themselves. And many of them did
go on to do their own feminist projects:
Anna Tereshkina in St. Petersburg, limira
Bolotian and Mikaela in Moscow, Nata-
lia Vasiutina in Novosibirsk.
But there were also unpleasant mo-
ments. Three of the participants made
vague but very aggressive accusations
that Nadia and | would appropriate
something. Evidently, we appropriated
our own curatorial project.

Oksana: So, in the feminist environment,
in which you would think there would
be solidarity, there are also conflicts?

Victoria: A strong system of hierarchy
exists everywhere in Russia. For exam-
ple, contemporary art is higher in the hi-
erarchy than activist art, it has more ma-
terial resources and status. | think in re-
cent years feminist art in Russia has had
little in common with political struggle
and human rights. It has become a mar-
ketable trend of contemporary art.

| would say that contemporary art

is just a large crowd of people that
follow the latest trends. The trend of
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ctoria Lomasko, From the graphic report Trip to Kyrgyzstan, 2014

BikTopin: 3BicHO, Lie 6aHa/bHICTD,

a/le A Ha KOHKPEeTHUX NPUKAaAax nepe-
KOHasacs: bepemo 6yab-ARy npurHobe-
HY rpyny, i BcepeAuHi Hel KiHKM e Binb-
e npurHobeHi. ¥ T6inici A 6yaa y ckso-
Ti, A€ XMBYTb He340MHi, i Tam Tex 40/10-
BiKM HaMaratoTbCA KOHTPO/IOBATH «CBO-
X» IHOK — HanpuKkAag, 3abOpoHAIOTb
M npautoBatu. 5o BOHM yABAAIOTbL CODI
TPagMLiiHY MOAE/b, i OT KiHKa MyCUTb
CHUAITU B LUX HOTUPBbOX PO34,0B6aHMX
CTiHax i BgaBaTy, Wo ue il gim. | Hapoa-
KYBATU MO KiZbKa giTel Tam.

Oxcana: A Ak T06i )xuBeTbcs i npa-
uroeTbcA B Pocii? flke TBO€ Mmic-

e B apT-cepeAOBMLL U4 B NOAITUUHO-
My cepeAoBMLLI?

BikTopisa: Y Hac yce 3MiHI0ETbCA AUKO
LUIBUAKO B ripLumii 6ik. Pocia 2012

POKy i 2016-r0 — Lie ABi pi3Hi Kpai-

HU. Y 2012-my 6yB NpoCTip A/19 BUCNOB-
/IIOBAHHA — TOg 34aBa/0CA, LLLO Oro
Hea0CTaTHbO, ase Tenep A po3yMito,
HaCKi/NbKK We H6araTo 6y/10 MOXK/MBO-
cTelt. He cTOAN0 NUTaHHA, AK NOLUMPIO-
BaTV pobOoTH — BMCTAYan0 OMo3nLiNHO
Ha/aWToBaHUX BUAAHb. CbOroAHi 3a
6yab-AKMIA NOCT | HABITb NepenocT Kpu-
TUYHOro 3abapB/eHHA B/asa 3a ba-
*KaHHA MOXe owTpadyBaTh abo HaBiTb
nocaguTH, a AKLLO A0 LbOro NpUYeTHa
AKACb IHCTUTYLIA — Tl MOXKYTb 3aKpUTH.
B ocTaHHi poku npuitHATO 6arato HOBMX
3aKOHIB — HanpuKkaag, KpUMiHa/ibHa
CTaTTA 332 06pasy no4yTTiB BipAH abo
3aKOH, 32 AKMM b/10repu, y KOTpUx Hinb-
Le 3000 Y1TaYiB, MatOTb HECTU TaKy
camy BiAnoBiAa/bHICTb 3a CBOI Ny6/1iKa-
uii, AK odiuinHi 3MI.

Okcana: Temu, 3 AKMMM TH NpaLoELl,
MO)XYTb 6yTH AIKOCb LleH3ypOoBaHi?

BikTopisa: be3 cymHisy.

OkcaHa: A AloAM, AKI NPOABAAIOTL COAI-

< AapHicTb, CKaXxiMo, nepenowyoTs TBOI

icTopii, — ue okpemi ocobm, umn Bce x
icHye neBHe cepeAOBHLLE, B AKOMY TH
BiAuyBa€ew NiaATpMMKy?

Bikropia: MeHi 30a€TbcsA, HWHI binbLue
AiI0Tb NOOAMHLi. HaBeay AK npukaag,
«Tuxuii nikeT» fap’i CepeHKo. AKTU-
BiCTKa 1341Tb y MOCKOBCbKOMY Me-
TPO i3 CaMOpPOOHMMM NNaKaTamMu 3 Ha-
nMcamu npo nepecnigysaHHa /ITBT,
BiliHy B YKpaiHi, 4OMaLlUHE HAaCU/NBbCTBO,
MOAITB’A3HIB i Ha iHLLi BKPal Ba/IMBI
Temu. AIKOU Le cninbHO pobuam Kinbka
nogew, ix, HaniMoBipHilwe, owTpady-
Ba/M 6 3a Hey3roaKeHul nikeT abo
CTBOPW/M 6 IM iHLLI HenpueMHOCTI. Ane
3apa3 6araTo Aogen cTexarb 3a «Tu-
XMUM NIKETOM» Y COLIMEPEexaX, i KisbKa
aKTUBICTOK NOYa/NM NapanenbHo 341TH
3i CBOIMM N/aKkaTamu.

A AKLL,0 FOBOPUTU NPO XYAOXKHE cepe-
A0BMULLLE, MEeHI 343ETbCA, BOHO 3apa3
6’eTbCA B AKINCH aroHii.

OxcaHa: Mip aroHieo TM Ma€eWw Ha yBa-
3i camoueH3ypy UM CTpax KOHTPOAIO
330BHI?

BikTopia: TakoX N03HA4YaETLCA EKOHO-
MiYHa Kpu3a. PaHilue Byna Aka-He-AKa mig-
TPUMKA Big, gepasu, Ti€i X MOCKOBCbKOI
BieHasne abo ALCM ([epkaBHOro LLeHTpy
CY4acHOro MUCTeLTBA), a Tenep AepiKa-
Ba NOKa3aa, L0 Cy4acHe MUCTELTBO

i He noTpibHe. MoTpibHe Wwoch Ayxe
naTpioTH4He i TpaauuiiHe. Mpw LboMmy 3a
KOPAOHOM POCiiiCbKe MUCTELITBO He 3a-
TpebyBaHe, a AKLLO LWOCh i LiKaBe, TO Lie
no/iTu4He i couiasbHe. Ane, nepebysato-
uu B Pocii, pobuti nosiiTMiHe MUCTELTBO
Hebe3neyHo. BuxoauTb OT Taka nacTka.

Oxcana: Po3ka)xu npo TBii AocBip op-
ranizauji pemiHicTHUHUX BUCTABOK:
YM CTBOPHUAO Lie AKEeCb cepepoBHLIe,
3B’A3KH MDK XYAOXKHULAMM, AKY POAb
3irpanu ui npoexTn?

Bixropia: Mu 3 Hageto MNayHraH, Mo€to
KO/Neroto y npoekTi «PemiHiCcTCbKMiA



“feminist art” was almost instanta-
neously swallowed up and digested.

I think you can only continue to express
yourself independently if you hold in-
dependent positions that are separate
from the crowd.

Oksana: Your most recent projects
involve trips to post-Soviet countries.
Do you see similarities between these
countries? How different are they? Do
you see any potential?
Victoria: What unites them is probably
the fact they still can’t free themselves
from Russia’s negative influence. For
example, Kyrgyzstan simply copies
our laws. We passed a law against
LGBT, they also decided to pass a law
against LGBT. We decided to make
human rights organizations “foreign
agents”—they began considering a simi-
lar law. The second common feature is
the strong patriarchy in our countries.

Oksana: Which of your projects was
the most interesting, most inspiring?

Victoria: The current project is always
the most inspiring, my favorite. And
then when it’s over, the work becomes
distant, and later | even think it’s
strange that | did it.

Oksana: What do they think of your
work in the West? You exhibit there
more. Is the audience sensitive to the
issues in your work?
Victoria: It depends on the country.
My works are exhibited in Germany
more than anywhere else, and I’m hap-
py about this because there are many
educated progressive people in Germa-
ny who are interested in social and po-
litical art. German audiences always ask
good questions. In Switzerland I felt
like an exotic creature with works
about a distant and dangerous world.
It’s a very bourgeois country.

Oksana: | know that you've taught in
juvenile detention colonies. How do
you combine teaching formal techni-
cal things with ideas?

Are you married?
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o/1iBelib», 04pa3sy NPOMNoHyBaau y4ac-
HUUAM HalUMX BUCTABOK i 3aX04iB, 06
BOHM 1 CaMi CTaBa/IM KypaToOpKamu Ta
opraHizatopkamu. | cnpasgi, 6arato
XTO 3 HMX NOYaM cami pobuTH dpeminicT-
CbKi npoeKTu: AHA TepelukiHa B [eTep-
6yp3i, l1bmipa BosoTaH i Mikaena B Mo-

CKBi, Hatania BactoTiHa B HOBOCMGIpCbKY.

By/u i HeNpUEMHI MOMEHTU — A0CUTb
PO3MUTI, az1e Ay>Ke arpecuBHi npeTeHsil
Bif, TPbOX Y4aCHMLb, L0, MOB/AB, MU 3 Ha-
A€10 LLOoCh NpuB/AaCHUAM Cobi. MabyTb,
CBilf BNACHWIA KypaTOPCbKMI MPOEKT.

Oxcana: Y ¢peminictcbKkomy cepepoBU-

wi, AKe, 3paBanoca 6, mae 6yTH coni-

AAPHHUM, TAKOXX € KOHPAIKTH?
Bikropina: ficHa piy. A WwBMAKO 3po3y-
MiNa, WO BCi «-i3MU», BKAKOYHO 3 «dpemi-
Hi3MOM», Ma/10 L0 3Ha4aTb. € nopag-
Hi 11 HenopAAHI Nt0AM.

Oxcana: fl B)Xxe uyaa Bip Tebe, Wwo Tep-

miHoM «pemiHizm» cnekynoloTh y Po-

cii. Yomy Tak BipbyBaeTbca — TOMY L0

6yAb-AKO10 NOAITUUHOIO TEMOIO MOXKHA

CNEeKYAIOBaTH, UM Le AKacb cneundiu-

Ha puca pocificbKoro cycninbcTBa?
Bikropin: Y Pocii Bctoan BKpait cu/ibHa
cucTema iepapxii. Hanpukaag, cyqacHe
MUCTELTBO 33 iEPAPXIEI0 BULLE, Hix
aKTMBICTCbKe, Tam bi/blue maTepiab-
HUX i CTaTyCHMX pecypciB. MeHi 34a€Tb-
A, B OCTaHHi poku B Pocii pemiHicTu4He
MUCTELTBO MA€E Ma/10 CMi/IbHOrO 3 MO
TU4HOIO 6OpPOTLOOIO | MPaBO3axMCTOM,
BOHO CTa/10 OAHUM i3 TPEH4iB Cy4acHo-
ro MUCTELTBA, AKUM MOXKHA TOPryBaTy.
Cy4acHe mucTenTBO B POCii — Lie npo-
CTO Be/IMKa TYCOBKa, AKa NOr/IMHAE
HOBI 1 HOBi TeMU Ta TpeHAK. TpeHa,
«(pemiHiCTU4YHe MUCTeLTBO» BOHA
MPaKTUYHO MOMEHTA/IbHO NMPOKOBTHY-
na i nepesapuna. [lymato, Tinbku CTo-
AYM Ha He3a/1@XKHMX NO3ULIAX, OKPEMO
Big, TYCOBKM, MOKHa ¢ Aani He3anexHo
BMC/10B/IOBATHCA.

OkcaHa: TBOi NOi3AKH NO NOCTPaAAAH-
CbKMX KpaiHaX — ue TBOi NPOEKTH OcC-
TaHHiM yacom. YUu moyxel TH BUAIAUTH
cninbHi pucu uux kpain? Hackinbku
BOHM Pi3Hi? Un 6aumwu TH pe-Hebyab
noreHuian?
Bixropia: HanesHo, ix 06’eaHye Te,
LLLO BOHM A,0Ci HE MOXYTb 3Bi/IbHUTUCA
Big HeraTusHOro snausy Pocii. Hanpu-
Knag, y Kupruscrani npocto gy6to-
OTb HaLli 3aKOHM: y HaC NMPUMHAAM
npotu /IFBT — BOHM TeX BMPIiLIKUAK
NMPUMHATK 3aKOH NpoTu /IFBT, y Hac
npuAymasv pobuTu 3 NpaBo3axmc-
HUX OpraHisauii «iHO3eMHUX aren-
TiB» — BOHM TEX NOYaNN AYMATH HAZ,
nogibHMM 3aKoHOM. [pyra puca, Aka
006’eAHY€ Halli KpaiHU, — Lie BUCOKMUIA
piBeHb NaTpiapxasbHOCTI.

Oxcana: A ki 3 TBoiX npoekTiB 6yau
AnA Tebe HaW3axonAMBIlWUMMUK, HaM-
6inbw Hapnxann?
BikTopisn: [10TO4YHMI NPOEKT 3aBxan
Halbi/bLL HAAMXAE, BiH 3aBXKAM Hal-
yArobeHiwuii. A noTim, Koam poboTa
3aBepLUeHa, BOHA BigAanA€ETbCA, i Mi3Hi-
LLe MeHi HaBiTb AMBHO, WO ii 3pobuna A.

Okcana: A K cnpMHMaloTb TBOiI pPo-
60Tu Ha 3axoai? Tu Tam 6Ginbie BH-
craBasewca. Tam ny6aika uytauBa po
TeMmaTHKHM TBOiX pobiT?
BikTopin: 3a1exuTb Big KOHKpeTHOI
KpaiHu. f YacTiwe Bucrasaatoca B Hi-
MeY4uHi 1 gyxe Lbomy paaa, 6o Tam
6araTo nporpecmMBHUX OCBIHEHUX
NoAeN, AKi LiKaBAATbCA came colliab-
HWUM i NONITUYHUM MUCTELTBOM. Hi-
MeLibKa ny6/ika 3aBXAM CTaBUTb XOPO-
Wi NMTaHHA. A, Hanpukaag, y Lsenyapii
6y/10 BiguyTTA, WO A — eK30TUYHa ic-
TOTa 3 poboTamu Npo gasnekuit i Hebes-
NeYyHui cBiT. [lyxe Byp»yasHa KpaiHa.

OkcaHa: fl 31al0, W0 TH BUKAAAAAA,
30KpeMa B AUTAYUX KOAOHIAX. AK TH
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Victoria: | occasionally hold master
classes and workshops, and many of

NOEAHYELN BUKAAAAHHA GPOpManbHUX,
TexHiYHuX peuent 3 ineAMu?

society these people are personally to
blame for their circumstances.

Bikropin: Big Hawwoi gep:KaBu Ti/IbKK
nepeLkoau a1 6yAb-AKoi rpomag-

them recently have been for activists
and feminist communities. For exam-
ple, | did a series of master classes on
feminist stenciling in Thilisi. It was im-
portant to explain to the activists that
the content cannot be exposed with-
out the proper format. | taught them
the professional techniques | learned at
the Polygraph Academy of Printing.
The juvenile labor colonies are a sepa-
rate story. For them | designed a special
program consisting of ten drawing
lessons, referencing my earlier teacher
training. My goal was to come up with
assignments that the students couldn’t
just do mechanically, that made them
use their brains, think, analyze. | think
that learning how to draw can help you
be more aware in other spheres of life.
There were several people in each
group who truly loved to draw and
they looked forward to the lessons. All
the students enjoyed drawing some-
thing they could give their parents.
They were always amazed by the as-
signment: “Turns out, drawing requires
so much thinking!”

| stopped doing the lessons be-

cause | couldn’t make them system-
atic. | wasn’t able to get a grant to hold
the lessons regularly and involve other
people. | had wanted to publish a book
with all the methodologies and lesson
plans. All I could do was repeat the
same thing over and over again. The
trips were infrequent and the groups
were always changing.

Oksana: You received no state support?

Victoria: All we receive from our state is
interference in any kind of civic activity.
Civil society right now also has limit-
ed resources. Financing in the social

Oksana: How do you see the future of
Russia?

Victoria: It’s obvious there will be serious
shake-ups. Today just trying to engage
in professional activities on a Europe-
an level is a challenge. Fighting the
self-censorship in your head is a chal-
lenge. Trying to show something politi-
cal in the Russian language, at the very
least in social networks, is also a chal-
lenge. Documenting, analyzing, and
collecting archives is the most that can
be done right now.

Oksana: Is there any chance of pub-
lishing a book of your works?

Victoria: It’s very problematic.

Oksana: Have many of your works
been translated into English?

Victoria: Nearly all.
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Bixropisa: A nepiognyHo NpoBogAKY pi3Hi
MaMcTep-K/a1acu Ta BOpKLUIONH, i bara-

TO 3 HUX — CaMe A/19 aKTUBICTCbKMX i e-
MIHICTCbKMX CMiAIBHOT. Hanpukaag, A pos-
pobuna cepito MaiicTep-Kkiacis npo
demiHicTCbKMI TpadapeT i nposesa

ix y THinici. By/10 BaxK/MBO NOACHNUTH
AKTMBICTKaM, L0 3MiCT HEMOX/IMBO
po3kpwuTH 6e3 BignosigHoi popmu, A gi-
MAaca NnpodeciiHMmmn npunomamu,
AKMX MeHe HaB4anw B Moirpadi (Aka-

Aemii ApyKy).

3 AUTAYUMU KO/IOHIAMM OKPEMA CUTYaLifl.

/19 HKX A po3pobusa cnelianbHy MeTo-
AVYHY MPOrpamy 3 A4eCATU YPOKIB Masto-
BaHHA, 3ragana CBOO NepLuy neAarorivyHy
OCBITY. [0/10BHOIO MeTOI0 6y/10 NpuAy-
MaTw TaKi 3aBAaHHsA, W06 BUXOBaHLLi He
MOT/IM BUKOHYBATM IX MaLLMHA/ABHO, @ MY-
CW/IM BMMKATM MO30K: aHani3yBaTw, Npu-
AymyBaTtu. MeHi 3ga€TbeA, yCBigom/aeHe
Ma/IloBaHHA MOXe gonomaraTy 6yTu
CBiOMUM i B iHLUMX chepax KUTTA.

Y KOXHilA rpyni 6y/10 No Ki/bKa Atogel,
AKi cnpaBgi 106K MantoBaTy i veka-
/M LLi YPOKM. YCi 6€3 BUHATKY Y4aCHUKM
3aHATb Pagi/m cCaMBuAaBY 3i CBOIMU Ma-
ZOHKaMK, AKUIA MOXHa 6y/10 gapyBaTu
cBOiM H6aTbkaM. Ha ypokax 3aBxau AvBY-
Ba/ICA i3 3aBgaHb: «BuABAAETbCA, W06
MantoBatu, Tpeba Tak barato gymatul»

A 06mwmna Ui ypoku, Tomy WO TaK i He
3morAaa 3pobuTu 3 HUX cuctemy. Hampu-
K/1af, OTPUMATH I'PaHT, W06 3pobuTu
3aHATTA Gi/bLL peryaapHUMU W nia-
KAHOUUTY iHWKX Atogen. He 3mora
BMAATU KHUTY 3 YCiMa METOANYHUMMU
HanpautoBaHHAMMU Ta pob0TaMu BUXO-
BaHLiB. MoHa 6Yy/10 Ti/IbKK NMOBTOPIO-
BaTW i NOBTOPIOBATH MO KONy OAHE I Te
came — eni30AuYHi Noi34KM 4214 rpym,
AKi NOCTIMHO MiHAAMCA.

CbKOT AiA/NbHOCTI. A Y FPOMaZAAHCbKOro
CycniZIbCTBA 3apas TeX MiHIMyMm pecyp-
CiB. PiHaHCyBaHHA couiaznbHOI chepum
ypi3atoTb, i NiATPUMKY yB’A3HEHMX Ne-
peaycim, 60 Li 104, Ha AYMKY CYCri/b-
CTBa, CaMi BUHHi.

Oxcana: Un Mmo)kell TH 03BYUHUTH CBOE
6auennna manbytuboro Pocii?

Bixropin: 3po3ymino, wo 6e3 cepiios-
HUX MOTPACiIHb He 06ilMTUCA. HuHi HaBiTb
NMpOCTO HaMaraT1cA 3amaTuca npode-
CiHOIO AiANbHICTIO Ha EBPONENCbKOMY
piBHIi — Lie BXKe BUKAMK. BopoTuca i3 ca-
MOL|EH3YPOI0 B r0/10Bi — BUK/AMK. Ha-
MaraTucA NMOKasyBaTH LLOCh NMOAITUYHE
pocilicbKoto MOBOIO X04a 6 y coumepe-
¥KaX — TeX BUK/MUK. [LOKYMEHTYBaTH,
aHanisyBaTy, 36epiratv apxisBu — BUXO-
AUTb, e MAaKCUMYM, LLLO 3apa3 MOXHa
pobutu.

OxcaHa: U4 € nepcneKTuBM BHAAHHA
TBOIX po6iT y popmi kuur y Pocii?

Bikropin: Takox cami nmwwe npobaemu.

Oxcana: YUu 6araTo TBOIX pobiT-penop-
Ta)iB NepeKNaAeHOo Ha aHTAINCbKy?

BikTopia: Maitxe Bci.

sphere is being cut, especially support
for prisoners, because in the opinion of

Okcana: | HifKoI Aep)XaBHOI niaATPUM-
KH Ha ue TH He oTpuMmana?



The right to joy

Zuzanna Janin
Warsaw_Poland

Oksana Briukhovetska
October 2015, Warsaw

Oksana Briukhovetska: Zuzanna, what

are you doing now as an artist?
Zuzanna Janin: Now | am working
on a new project about the right to joy,
the right to fun.
We are fighting for a lot of rights, but if
we don’t have the right to joy, we don’t
have a real, full freedom. The right to
work, the right to an education, the right
to our body, to mostly everything—yes,
we need it, but the right to have fun,
particularly, safe fun, gives us freedom
and security. For example, it is very visi-
ble in the Islamic lifestyle: they are very
much controlled in their joy, their fun,
especially women. In some traditional
and fundamental societies dancing and
having fun is against the law!
In Western capitalism you can see it
in a different way, but it is a kind of dou-
ble standard. It is a turn to control wom-
en’s free time—it gives unquestionable
space for joy and play for men, but not
for women. There are a lot of ways to
have “safe fun,” but they are usually con-
nected with traditional family or religious
celebrations, like weddings, Christmas,
private birthday parties, and that’s it.
In fact, in modern democratic societ-
ies a woman is welcome everywhere,
but a lot of men perceive her presence

3y3aHHa AHIH
Bapwaba_JlloabLia

PoamoBnase:
OkcaHa bproxoBeLbka
XXoBTeHb 2015, BapwaBa

Okcana bpioxoBeubka: 3yzaHHO, Hap
YyuM BM 3apa3 npauroere?

3ysanHa AHiH: 3apa3 A npaLoro Hag,
HOBWM MPOEKTOM MPO NMPaBO Ha 33/,0BO-
/IeHHA, pagicTb, NPaBO Ha po3Baru.

Mw 6opemoca 3a baraTo npas, ane
AKLLO MU He MaeMO NpaBga Ha 3a4,0-
BO/IEHHA, TO HE MAEMO CMPaBXKHbOT
noBHOT cBO604M. MpaBo Ha npaLyo,
MpaBo Ha OCBITY, NPaBO Ha B/AACHE Ti/0,
iHLWi npaBa — TaK, Le ay»e noTpidHo,
a/ie NpaBo Ha 33/,0B0/IeHHA, 0C06/11-
BO 6e3neyHe 3a40B0/IEHHS, 4A€E Ham
cBobogy i 3axuieHicTb. Hanpukaag,
LLe O4eBMAHO B iclaMCbKOMY cnocobi
KUTTA: IXHE 334,0BO/IEHHA AYKE KOHTPO-
/IbOBaHe, 0CO6/IMBO KiHOYe. Y AeAKunx
TPaAMLIMHUX | PYHAAMEHTANICTCbKMX
CyCniZbCTBax TaHLOBATH | BEC/IUTH-
CA — Lie NOPYLUEHHA 3aKOHY!

B 3axigHOMYy KaniTasiami Bce no-iHwo-
MY, NpOTE Lie NEeBHOIO MipO0 NOABINHI
CTaHAapTH. TYT iA€TbCA NMPO KOHTPO/b
33 Bi/IbHUM YaCoM KiHOK — bHe33arne-
peYHO HaAAETbCA MiCLLe A4/1A 3340BO-
/IEHHA | FPU HO/I0BIKaM, a/1€ He XKiHKaM.
[cHye H6araTo cnocobi «be3neyHoro 3a-
[LOBO/IEHHsI», 3/1e BOHU, 3a3BUYaii, NOB’A-
3aHi 3 TpPaAMLIHUMM CimelHMMuK abo
peniritHuMu CBATKYBaHHAMMW — BeCi/N/A,
HoBwi4 piK i Pi3gB0, NpMBaTHI BevipKku

[lpaBo Ha

3dA0BOAEHHA



objectively—as not being there for
herself, just to play, but to entertain or
serve others. Pop culture follows this vi-
sion, leading women into a cultural trap.
And in such circumstances, a woman
may lose her right to have fun—there

is less space to enjoy, to play, and to
rest or spend time where she feels safe
and respected in her rights and needs.
Nobody has the right to accuse a wom-
an or girl of being “provocative,” “ask-
ing for rape,” or being in the “wrong
place.” There should not be such
“wrong places.” In fact, it is a cynical ex-
cuse: there are no “wrong places” but
just people who are doing wrong things
against women. As an equalist, | really
would like to see that every person has
equal rights in her or his free time.

The paradox is that there is equality
under the law in Europe, but there

are double standards in culture and
inequality for men and women. This is
the problem. “Wrong places” should
be eliminated by changing the atti-
tude toward people. That is the role

of culture and society: to create safe
habits for the protection of everyone,
especially those who can be exposed
to violence in a place that is meant for
fun, joy and rest. That includes streets
and public spaces as well.

Oksana: Do you identify yourself
as a feminist artist?

Zuzanna: | can say that | am a fem-
inist, because | am a human being,

and with current education it is really
impossible not to be a feminist. This
also applies to men, because we live

in a post-emancipation world, when

all people have the same human rights;
equality has become axiomatic and ob-
vious. But now I can see a regression. So
to respect, postulate and remind people
about this equality is very important.
But | don’t want to label my art only

as feminist, because I’'m very much
interested in things that don’t directly
address the question of the equality

of women and men. My works deal
with human fragility and conditions in
general, with memory, space, time, the
importance of the unnecessary, and
processes that are “in between.” We
are equal and various, and this is also
about our multifariousness and diver-
sity. | hope my art can be proof of the
realization of the feminist idea of prog-
ress, but my art is not limited to feminist
subjects. You have just art and the pow-
er of art. This is what | have.

It is sad that people make exhibitions
with brave artists who break taboos,
but when it comes to women’s taboos,
they put them in a certain “feminist

©
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Zuzanna Janin, Sweet Girl (Mel) and Sweet Boy (Chris), Sweet
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Sculptures of cotton candy, 2001, Zacheta National Gallery, Warsaw
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3y3aHHa AHiH. «ConopeHbKa AiBUMHKA (Men)» i «ConopeHbKMI xnonumk (Kpic)». Conoaki

CKyAbMTYpU 3 LyKpoBoi Bath, 2001. HauioHanbHa ranepes «3axeHTa», Bapwasa

Ha AeHb HapOAKEeHHA — e i Bce. Ha-
CrpaB4i, B Cy4aCHUX AEMOKPATUYHMX
CyCMiNbCTBAX XKiHKY paai 6aunTu CKpisb,
ane 6arato 4o/N0BIKiB CMPUIAMAIOT i
MPUCYTHICTb AK B/IaCHUM 00 €EKT — BOHa
TYT He aA/1A cebe, He 3apaau CBOEI Bib-
HOT po3Bary, a WwWobu po3saxatk abo
c1yrysatu iHWmM. [lonyaapHa KyabTypa
nigTpumye Take H6ayeHHs, i Le Bese Xi-
HOK Y KY/IbTypHY NacTKy. | B Takux ymo-
BaX XiHKa MOXe BTPaTUTK CBOE NPaBo
pagiTv i BeceaMTncA — y Hel MeHLe
NpOCTOPY, WobM HACONOAKYBATUCA,
po3BaxaTtucA, Bignounsati abo npocTo
NPOBOAMTU HacC TaMm, e BOHa BigyyBae
cebe B 6e3newiiii npaBa i noTpebu
noBaXatoTb. HixTO He Mae npaea 3Bu-
HyBa4yBaTU XiHKY 44 4iB4MHY B TOMY,
LLL0 BOHA «MPOBOKYE», «HAMPOLLYETbCA
Ha 3r'Ba/ITYBaHHA» YM L0 BOHA NOTpanu-
/1a B «HernpaBu/bHe Micye» abouo. He
MOBWMHHO BYTU TaKMX «HEMpaBU/IbHUX
Micub». Hacnpasgi ue umHivHe Bunpas-
AAHHA: HEMAE «HenpaBW/IbHUX MiCLib»,
npoTe € Moau, Aki po6/ATb HenpaBW/b-
Hi BUMHKM 3 KiHKamu. AK nobopHuLA
piBHOCTi (equalist), A cnpaBaj xoTiza 6u
6aunTH, WO KOXKHA NtOAMHA MAE PiBHI
npaBa Ha CBilt Bi/IbHUIA Yac.

MapagoKc y Tomy, Lo B EBponi icHye
PiBHICTb Nepey, 3aKOHOM, a/1e, OKpiM
LbOro, € LLie 1 NoABIMHI CTaHAAPTH
KY/IbTYpMU, AKi CTBOPIOIOTb HEPIBHICTb
40/10BiKiB i *iHOK. Lie i € npobaema.
«HenpasuabHi micua» Tpeba BUKOpI-
HUTU LUNAXOM 3MiHU CTaB/IEHHA 40 /to-
Aen. Y uboMy po/b KyAbTYpw i Cycni/ib-
CTBa: CTBOPUTYM Be3neyHi 3BU4KHM, AKi 6
3aXUCTU/IN KOXKHOTO i KOXHY, 0C06/1MBO
TUX, Hag KUM MOXe DyTH BUMHEHE Ha-
CWU/ABCTBO B MiCLAX, MPU3HAYEHMX ANA
po3Bar, pagocTi v Bigno4MHKy. TyT
iaeTbCcA TaKoX | MPO BY/MLi Ta rpoMag-
CbKi MicuA.

Oxcana: Bu BBa)Xkaete cebe Xyao)KHM-
uero-pemiHicTkoro?

3y3aHHa: Moxy ckasaTu, wo A demi-
HiCTKa, TOMY WO A N0ANHA, 1, OTPUMAB-
LLIK Cy4aCHy OCBITY, A CNPaBAi HE MOXY
He 6yTn deminicTKot0. Lle Takox cTo-
CYETbCA YO/10BIKiB, TOMY L0 MU XMBe-
MO B CBITi mic/n1A emMaHcunaw,i, Ko/ BCi
Mt0AM OTPUMa/IM OAHAKOBI Npasa i piB-
HiCTb CTa/a akCiOMOLO i O4EBUAHICTHO.
Ane HuHi A 6ady neBHUI perpec. Tomy
NoBaKaTu, NOCTY/NIOBATH i HaragyBaTu
MPO L0 PiBHICTb AYy*e BaX/IMBO.

OpHak A He XO4y MapKyBaTH CBOE
MUCTELTBO Ti/IbKM AK PeMmiHiCTH4He,
TOMY LU0 A1 3aLiKaB/eHa TaKOX Y peyax,
AKi HANPAMY He CTOCYOTbCA MUTAHHA
PIBHOCTI MiXX 40/10BiKaMM 1 KiHKamu.
Moi po60Tu npo Bpas/mBeicTb MtoAM-

HU 11 YMOB i iCHyBaHHA B LLiiOMY, NMPO
nam’ATb, NPOCTIp, Yac, BaX/MBICTb He-
060B’A3KOBOrO, NPO NpoLecH, AKi «mo-
Mix». MU piBHi 1 pI3HOMaHITH, 1 MeHi
AKpa3 i4eTbCA NPO HaLly Pi3HOMaHIT-
HicTb. A CnogiBatocA, WO MOE MUCTELTBO
Moe ByTn gokazom peanizaLii emi-
HicTMYHOI igel nporpecy, Ta BOHO He 06-
MeXYETbCA GEeMiHICTUHHUMM TEMaMM.
MwucTeuTBO i CMAa MUCTELTBa — Lie Te,
1|0 B MEHE €.

CyMHO, L0 Nt0AM BAALUTOBYIOTb BUCTAB-
K1 CMIZIMBUX XYA0XHUKIB, AKI nOpyLLY-
t0Tb Taby, ase KO/ CrpaBa AOXOANTb A0
KIHOUMX Taby, BOHU CTaBAATb IX Y TAKOMY
cobi «peMiHICTUYHOMY KYTKY» 4u «epo-
TUYHOMY KYTRY». AIK HACNiZAOK, BUHWMKAE
reToi3aLia Takoro MUCTELITBA i KiHKK-XY-
AOXHUL, BigCYTHA penpeseHTauia uux
emoLii i npob/aem y Ky/bTypHOMY npo-
ctopi. ToMy ¥ Hema€e MOBMU, LLO6 onucaTu
npurHo6/1eHHa. BogHo4ac MmcTelTBo,
CTBOPEHE Y0/10BiKaMu, BCe LLie MPOYMUTY-
ETbCA AK LleHTPa/lbHe, AK penpeseHTalLlis
3ara/IbHO/IOACbKUX emollii. Le He Tak,
agKe NoBuHeH ByTu gianor, BigHOCUHW.
Kpim TOro, M1 He NoOBMHHI 3abyBaTy, L0
*KMBEMO B CUCTEMI, A€ aKTUBHMX Y0/10-
BiKiB pO3r/1A4at0Tb AK YNEBHEHUX, a Xi-
HOK — fAIK arpecuBHMX.



corner” or “erotic corner.” As an effect,
we have a ghettoization of such art and
women-artists, and there is no represen-
tation of these emotions and problems
in cultural space. There is no language
to describe oppression. At the same
time, art by men is still read as central,
representing general human emotions.
This is wrong, too—it has to be a dia-
logue, a relationship. Moreover, we need
to know that we live in a system where
active men are seen as being assertive,
while women are seen as aggressive.

In my art, | prefer open interpreta-

tion and visibility: | would like to be

in balance, in a position where | can
talk about different things. Even my
work Fight you can interpret on a lot

of levels because | subversively use the
poetry of sport in it and some trans-
formed meanings. And therefore in this
work | am not a feminist because | am
fighting with a man who is not an anti-

recognized through how he or she
looks. A man has no right to be different
from stereotypes, no right to other-
ness. Again, a woman has no right to
mistakes, too. People are judged and
prejudged. This contradicts the com-
plex process. All this is very oppressive.
And what oppresses women more then
men is language and images.

In capitalist post-Soviet countries, rape
culture is mostly accepted and domes-
tic violence is systemic, seen as outside
the law, as the “invisible control of

the right to joy” and private “punish-
ment” for the woman’s invisible work
at home. It is one of the biggest forms
of destruction of society from within
today. It happens inside the home and
builds fear and hate for generations.
When [ talk about this right to

joy, | want to say also that there

is a specific way of seeing fun,

when a picture becomes objectifi-
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Y CBOEMY MUCTELTBI A HaAAt0 NepeBary
BiAKpUTMM iHTepnpeTaLiam i Buau-
MOCTI: A XOTiza 61 36epiratu piBHOBary,
6yTHM B NO3MLLi, KO/IM A MOXKY FOBOPUTU
npo pisHi peui. HaiTb Moo pobo-

Ty «bopoTbba» — Bigeo, ae A Beay
HOKcepCbKuMit NOEANHOK i3 npodeciit-
HUM BOKCepOM, MOHA IHTeprpeTyBaTH
Ha 6araTbox piBHAX, TOMY L0 A TYT
cy6BepCcMBHO BUKOPUCTOBYIO NOETH-

Ky CMOPTY i AeAKi TpaHCPOPMOBaHi
3HaveHHA. OTKe, B L poboTi A He
demiHicTKa TiZIbKKM Yepes Te, Lo 60-
PHOCA 3 HO/0BIKOM, AKWI MPU LIbOMY

He € aHTUPEMIHICTOM Ti/IbKKU TOMY,

o BiH 6opeTbcA 3i MHOM. LA pobo-

Ta — HeckiH4YeHHa 6opoTbba: HIXTO He
NpOrpae i He BUrpae Ti/lbKn TOMY, LL,O
XTOCb MeHLUMI abo BinbLunit, TYT HeMae
no4aTKy i KiHuA 6opoTbbu. Le metado-
pvyHa poboTa: y cBOil i BiliLi piBHi,
Xoua TXHi 0cobucToCTi pisHi.

Okcana: Omxe, BU rOBOpPUTE NPO XiHO-
Yi NUTaHHA 3 NO3ULJi XYAO)KHMIL B LUM-
pokomy ceHci uboro crosa?

feminist just because he is fighting with cation. As the result of developed
me. This work presents a never-ending democracy, we posses our rights, but

struggle: no one is losing or winning
because one is smaller or bigger, and
there is no beginning and end of the
struggle. It is a metaphoric work: in the
acting the fighters are equal, although
their personal characters are different.

Oksana: So you talk about female
questions from the position of an artist
in the general sense of the word?

Zuzanna: Yes, | prefer that. A lot of
my works have this wider character.
My Sweet Sculpture, done from cot-
ton candy, is a work about human
identity, about the passing of time,
youth and death. The work shows the
difference between what a common,
pop language describes as ourselves
versus what is a real process happen-
ing with us. In this field we certainly
see feminist or gender problems as
well, for example, when a person is

our pictures are still out of our control,
especially if you add cyber-crime and
cyber-violence. It is an age of smart-
phones, which are tools to make pic-
tures that define possession.
Cyber-violence is a visual violence. We
are observing an overdue discussion
that we live in the uncontrolled grow-
ing culture of commercials, computer
games and pornography, and how far all
of it is from real relationships between
people and how destructive it is for the
emotional life of the whole generation.
It is a very misleading culture at the mo-
ment. The Internet is a very amazing but
also destructive and abusive tool.

Oksana: You speak about the lan-
guage of culture in general. What can
you say about the language of art?

Zuzanna: Visual art is a non-narrative
way of communication. It deals with

3y3aHHa AHiH. «<bopoTtkbar. Biaeo, 2001
Zuzanna Janin, Fight, video, 2001

3y3aHHa: Tak, A 06upato Lo nosu-
uito. barato moix pobiT MatoTb LUK-
pOKMit cnekTp Tem. Moa «Conogka
CKy/IbNTYypa», 3pobaeHa 3 conogKoi
BaTW, FOBOPUTb MPO /OACHKY igeH-
TUYHICTb, NPO MUHYLLLICTb Yacy, Npo
MO/04iCTb | cMepTb. PoboTa nokasye
Pi3HMLIO MiXK TUM, AK HaLLIA MOMYAAPHa
MOBa OMNMUCYE HAaC CaMUX, Ha MPOTK-
Bary TOMy, LL,0 Hacnpasg,i Biabysa-
€TbCA 3 HaMK. Y L1 chepi My, 3BiCHO,
6a4mmMo PpemiHiCcTHYHI abo reHaepHi
npobaemu, AK, HaNPUKAAA, KO/ NHOAM-
HY BU3HA4atoTb 33 TUM, AK BiH Y/ BOHa
BUr/IA4a€. H0N10BiK He Ma€ npasga Bigpis-
HATUCA Big CTEpeoTUniB, »XOAHOro npa-
Ba Ha iHAKLLICTb. 3HOBY X TaKM, *iHKa
He Ma€ npaBsa Ha MOMW/KY. /liogeii owj-
HIOIOTb | NepeabayatoTs. Lle cynepeumnts
CKNagHoOMy npouecy. Bce ue gyxe rHi-
TWTb. | Te, Lo NPUrHOB/IIOE XKiHOK BinbLue

32 40/10BiKiB, — Lie MOBa i 306paKeHHs.
Y KaniTanicTU4HUX MOCTPAAAHCBKUX
KpaiHax Ky/bTypy 3rBa/TyBaHHA 3a3BU-
4ail BBAXKAOTb NMPUMHATHOLO, | 4OMALLHE
HaCUIbCTBO TaM CUCTEMATUYHE, BOHO
CMPUMMAETBCA AK HEZOCTYMHE ANA
3aKOHY, AK «<HEBUAMMMI KOHTPO/b
npaBa Ha pagicTb» i NpUBaTHe «MOKa-
PaHHA» HEBMAMMOIO POBOTOO XKiHKM
Baoma. CboroaHi Lie oauH i3 Hanbinb-
LUIMX YUHHMKIB PYMHYBaHHA CyCnisbCTBa
3cepeamHu. Lle BigbyBaeTbcA B Mexax
AOMY i BUOY/AOBYE CTPaXx i HEHABUCTb
NMPOTArOM MOKOIHb.

FoBOPAYM NPO NPaBO Ha 3340BO/EH-
HA, A XO4Y TaKOX CKa3aTw, LLLO € NeBHUIA
BMA, PO3Bar, LLLO 3aCTOCOBYE 0O’€KTHBY-
to4e 306paKeHHA. Y Hallii pO3BMHEHIN
AeMOKpaTii MM MaEMO CBOI Npasa, azne
He MaEMO KOHTPO/IIO Hag, HalMMM



our memory, knowledge, fragility

and taste. At the same time, art is

such a marketplace now. In art there
are a lot of things that do not touch
any difficult or problematic matters;
they just use new forms, but communi-
cate lots old meanings, lots of stereo-
types and play with these stereotypes
without fighting against them or trying
to change them. It is easier to use un-
derstandable symbols in art to explain
what is around us, like a recognizable
representation, than to create a risky new
representation, which visualizes a pro-
cess of change.

And in my opinion, this is one of the
biggest roles of art; now we again need
political, social art, which is an observer,
always a few steps ahead, which builds
new visualizations and senses changes
before they actually happen.

When | was doing the Fight video,
some people expressed some kind of
disappointment that it does not re-
semble, for example, black-and-white
Hollywood films on a boxer’s life. Of
course not! | wanted to use colors in
new way for a new visualization: to
compare the color of an artificial white
ring to the natural fragility of skin and
the symbolic red gloves to both blood
and emotions. | wanted it to be filled
with unlimited interpretations and not
to be connected with a picture in the
past. | wanted to make my own new
iconography.

Oksana: What other topics do you rep-
resent in your art?

Zuzanna: | make different works
about many problems that interest
me. | made a work about death I've
Seen My Death. It was a fake, simulat-
ed funeral, observing passing away in
today's “social rituals.” There was an
obituary notice in newspapers, film-
ing a fake ceremony in the cemetery,

photographing a dead body. Nothing
physical, nothing medical, but only visu-
al and social. | did not say that “Zuzan-
na Janin died,” but that “she is gone””:
you know all this language we use to
make death more symbolic, unreal and
invisible. And | photographed myself
like a “corpus delicti” in numerous dif-
ferent deaths—which is also symbolic
because you cannot die twice.

If people imagine themselves dead,
their imagination can be very vivid:

in a car crash, in a hospital, at home,
everything is possible in our imagi-
nation. But in reality you can die only
once and for one reason. And | visu-
alized through what kinds of pictures
your own death is visible in society
today. First, it was a scandal and then
it was included in two very important
collections—Hoffmann Sammlung in
Germany and La Gaia Foundation in
Italy—and it has become the opposite.
Well, then | have got a “label” of an
artist of difficult subjects.

Later | added some elements to the
project: | came to the opening as a fake
pregnant woman. So as a woman | can
demonstrate this circle of death and
new life. In some performances I in-
vited approximately 20 fake pregnant
women. As a result, a lot of pregnant
women came and walked among the
other guests, and this contradiction to
the subject of show—death—built an
interesting tension.

Oksana: Do you speak about death
from a woman’s perspective?

Zuzanna: In a society that is quite con-
servative and sees the role of a woman
just in giving and protecting life, a woman
should not speak about death. Women
do not die. They never get older. We do
not speak about the process we belong
to. We just touch fragments, certain roles
for certain groups, but not its entirety.
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300paeHHAMM, He € BNACHUKAMM
Hawwmx poTorpadii, 0c06/1BO AKLLO
A,043aTH 40 LbOro Kibep-3/104MHHICTb Ta
Kibep-Hacu/ibCTBO. MU nBemo B 406y
CMapTQOHIB, L0 € iHCTPYMEeHTa-

MWy cTBOpeHHi doTorpadii, axi
3abe3neyvytoTb BO/0AiHHA. Kibep-
HaCW/bCTBO — Lie Bi3ya/ibHe Hacu/b-
cTBO. My crocTepiraemo 3anisHise obro-
BOPEHHA TOr0, AK MU }KMBEMO B KY/bTYpi
peK/1amu, LLLO HEKOHTPO/IbOBaHO 3po-
CTa€, KOMM’IOTEPHMX irop Ta NOpHOrpa-
i, AKi Aaneki BOHU Big pea/slbHUX CTO-
CYHKIB MiX /I04bMMU | HACKI/ZIbKM BCE Le
pYVMHIBHE 419 € MOLMHOMO XUTTA LiN0ro
MOKOAIHHA. Y LbOMY acneKTi Cy4acHa
Ky/bTypa Ay»e XxubHa. IHTepHeT — Hag-
3BUYANHO AMBOBUMNHUIA, a/1€ TaKOX pyit-
HIBHWM | XOPCTOKMIM IHCTPYMEHT.

Oxcana: Bu rosopure npo MOBY KyAb-
Typu B ninomy. LLlo moxxere ckasartu
npo MmoBy Mucreursa?

3y3aHHa: BisyasibHe MUCTeLTBO — He-
HapaTUBHMI cnocib KomyHikauii. BoHo
MaE€ CrpaBy 3 HALLOO Nam’ATTHO, 3HaH-
HAMM, BPa3/MBICTIO, BNOA06aHHAMMY.
BogHouac MucTelTBO 3apas iCHYE AK
Be/IM4Ye3HUI PUHOK. Y MUCTeLTBI € Ha-
raTo peven, AKi He 3a4inaloTb KOAHMX
CKNAHUX | NpO6/1IMHUX MUTaHb, BOHU
NMPOCTO BUKOPUCTOBYIOTb HOBY pOpMmY,
a/ie ONepyoTb CTAPUMM 3HAYEHHAMM,
YUC/IEHHUMM CTEPEOTUNAMM i FPAIOTh-
CA 3 HUMU, He BOPIOYMUCD i3 HUMM | He
3MIHIOKOYM TX. Y MUCTELTBI MPOCTiLLe
BMKOPUCTOBYBATHK 3pO3yMi/i CUMBOAY,
BMi3HaBaHi penpe3eHTaLii, o6 noAcHH-
TH, LLLO BigOYBa€ETHCA HABKO/O HAC, aHixX
CTBOPIOBATU HOBY PU3MKOBAHY pernpe-
3eHTaLito, L0 300paxae npoLec 3MiH.
A e, Ha Mili nor/A4, O4Ha 3 HAMBaXAU-
BilLLMX PO/1e/ MUCTELITBA; HMHI HAam 3HO-
BY NOTPiOHe no/iTUYHe i coLlia/sibHe MUC-
TEUTBO, AKe € CrocTepirayem, 3aBxam
Ha Ki/ZlbKa KPOKIB nonepeay, CTBOPIOE
HOBY Bi3yasi3aLito i Big4yBa€ 3miHu 40

TOro, K BOHM HacnpaBsgi Biabymca.
Kosau s cTBOproBana cBOE Bigeo «5opoTb-
6a», 4exXTO BMC/1I0B/IOBAB NeBHe po3ya-
pyBaHHA, L0 Lie He Haraaye, Hanpukag,
4OpHO-6iAi ronniByAChKi Ginbmum Npo
¥UTTA BOKcepiB. 3BicHO, Hi! A xoTi/a
NO-HOBOMY BUKOPUCTATH KO/IbOPU A/14
HOBOI Bi3yai3aLlii: NOPIBHATY KOAIP LWTYu-
Horo 6in10ro 6OKCepPCbLKOro pUHry 3 Npu-
POAHOI BPa3/MBICTHO LLIKIPU | CUMBOIYHI
4epBOHi pyKaBuL,i 3 KpOB'lO Ta eMoLj-
AMU. A XOTiNa HAaNOBHWTH L0 poboTy
HeobmexeHUMM iHTepnpeTaLiamu;

w06 BoHa He by/1a NOB’A3aHa 3 KapTUH-
KO0 3 MUHY/I0TO0. fl XOTi/la CTBOPUTH
B/1IACHY HOBY iKOHOrpadito.

OxcaHa: fiki wie TeMu BY pO3KPHUBAE-
Te B MMCTeuTBi?

3y3anna: A rosopto npo H6arato npo-
6n1em, AKi MeHe LikaBATb. A cTBOpUAa
poboTy «f 6aumsia cBOK cMepTb»: Le
6yB HeCnpaB:»KHil, IMITOBaHUIA MOXOPOH,
wobu cnocrepirati 3a BigXo40M y Hu-
HiLLHIX «coLiasbH1X puTyanax». byao
ony6/1ikoBaHO HeKpO/1OT y raseTax, bysa
3iOMKa iMiTauii LepemoHii Ha LBMHTapI,
6yan poTorpadii mepTtaoro Tina. Hivoro
¢isionoriyHoro un mean4HOro, nLLe
Bi3ya/ibHe i coljanbHe. Al Ka3ana He «3y-
3aHHa AHiH Nomep/a», a Lo «BOHA MiLu-
N1a» — BU X 3HAETE L0 MOBY, AKY MU BU-
KOPUCTOBYEMO, LL,06M 3pOBUTU CMepTb
6i/1bLL CUMBO/IIYHOIO, HEPEA/IbHOIO | He-
BMAMMOLO... A A cpoTorpadysana cebe
AK corpus delicti, «<npegMeT 31041HY>»,

B YMC/I€HHMX Bapialiax cmepTeit. Cum-
BO/IIYHO, TOMY L0 B P€a/IbHOCTi HE MOX-
Ha NomMepTH Bi/bLL HiX OA4MH pas.

Koau ntoam yAaBAAOTb CBOKO CMEPTb, TO
6a4aTb gyKe pi3Hi KAPTUHM: aBTOKaTa-
cTpoda, CMepTb Y NiKapHi, BAOMa, B HaLLi#
YABi BCE& MOX/IMBO. A/le HaCMpaBgi MOXHa
MOMEPTU /INLLE OAMH Pa3 i TiIbKKM 3 OAHIET
npuyuHu. | A Nokasana, Yepes Aki 306pa-
KEHHA HaLy cMepTb H6a4aTb y cycninb-
CTBi cborogHi. CnoyaTKy A0BKO/A L€l



Oksana: It is like we “should not” talk
about the age of a woman.

Zuzanna: This is a created perception
and it follows the pursuit of youth. We
are told to perceive women until a cer-
tain time: so in their forties, fifties, they
become invisible. An older woman loses
her attributes as an “interesting” wom-
an. So women are seen only through
how they look (losing this may be good
in a certain way, actually). And in real
life we feel something is wrong with it.
What does “interesting” mean—what
opinions they have or what they look
like? But there is also something prob-
lematic in not talking about the needs
of older women, their sexuality, as
well as their right to joy. We do not
have a language to talk about trans-
forming the attitude toward this issue.
This excludes older people from enjoy-
ment and being happy.

But again, this is oppression through
culture and mostly language: people
even do not really recognize the age of
others when they say this magic “over
forty”; there is just invisibility and si-
lence. Others tell older people what is

better for them and how to be “happy.”
It creates general confusion, frustration
and lack of harmony between what we
hear and what we see and feel in reality.
You know there is a right to happiness.
But in today's culture in post-Soviet Eu-
rope it is problematic. | can see a strong
regression of democracy. Honestly,

we have a worse situation than wom-
en in Western Europe. Generally they
had a sexual revolution in the 1960s and
secularization of the state a long time
ago, and it was more or less simultane-
ous from below, from society, and from
above, from the state. In Central and
Eastern Europe we had an apparatchik
system, which brought us equality ideo-
logically, from above, while at the same
time killing and repressing those who
believed in democracy and progress in
society. So we have the struggle in his-
torical and revolutionary memory, but
not in personal memory. | have recently
explored this in my work A Trip To Fear
about my trip to the place where my
grandpa was kept as a political prisoner
to compare and intertwine collective
and private memory.

, Warsaw

Zuzanna Janin, Follow Me, Change Me, It’s Time (ARM),
Galeria lokal_30

3y3aHHa AHiH. «CAiayM 3a MHOLO, 3MiHM MEHe, HacTaB Yac

(PYKA)». 1995-98. lanepes lokal_30, BapliaBa

1995-98,
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po60TM BUHUK CKaHAaA, a MOTiM BOHa
YBilLIAA A0 ABOX AYyXe BaX/NUBUX KO-
nekuin, Hoffmann Sammlung y Himeu-
YuHi Ta La Gaia Foundation B ITanii, i Bce
3miHnA0CA. Togi A1 OTpuMana «ApAUK»
XYAOXKHUL CKAQAHMX TEM.

Mi3Hiwe A gogana geAki en1emMeHTH 40
LIbOro MPOEKTY: MPUILL/IA Ha BigKPUTTA,
B/,at04M BariTHY XiHKY. AK XiHKa, A MOXY
NpOAEMOHCTPYBaTH Lie KO0 Cmep-

Ti 1 HOBOrO XHWTTA. [18 geAakux nepdop-
MaHCiB A 3anpocn/aa 6/M3bKO 20 KiHOK,
AKi BAaBa/M BariTHUX. Buiiwno, wo bara-
TO BariTHUX KIHOK NPUIALLAN | XOANM Ce-
peg, iHWKUX rocTel, i Le NpoTUCTaB/NeHHA
TeMi BUCTaBKM — CMepTi — CTBOPU/IO
LiKaBY Hampy»eHicTb.

Oxcana: To6To BM roBopuTe npo
cMepTb i3 NoraaAy XXiHku?

3y3aHHa: Y CyCninbCTBi, AKE 40CUTb
KOHCepBaTMBHE i 6a4nTb pO/b XKiHKK
/IviLLe B TOMY, W06 gaBatu i 3axuwatu
*KUTTSA, BOHA He MOBMHHA FOBOPUTM NPO
cmepTb. MKiHKM He BMUpPatoTb. BoHM
HiKO/M He cTapiloTb. MU He rOBOPUMO
Mpo Npouec, AKOMY MU Ha/leXUMO.

Mwu npocTo Topkaemoca GpparmeHTis,
NeBHUX PO/ei ANA NEBHUX IPYM, ase He
roBOpPMMO Npo cebe B NOBHOMY 06cA3i.

OxcaHa: Lle Tak camo, AK MM <He no-
BHUHHi» TOBOPUTH NPO BiK XKiHKK.

3y3aHHa: Lle CKOHCTpYiioBaHe cnpwuii-
HATTA, AKE BiAMNOBIAAE NParHeHHIO
MO/I0A0CTi. Ham KaxyTb cnpuimaTu
XIHOK /I1LLIe 4,0 NeBHOrO BiKy: OTXe,
nic/1A 40 Yn 50 POKiB BOHU CTAIOTb He-
BUAUMUMM, /IITHA XiHKA BTPaYaE CBOI
O3HaKM «LiKaBOI» XiHKKU. BUxoauTh, WO
)KIHOK pO3r/1A4at0Thb /IMLLE 33 30BHiLUHI-
CTHO (3 BIKOM Lie MPUMUHAETHCA — TEX
HEMoraHo). Ajie B peaZibHoOMy XKUTTi MU
BiA4YYBa€EMO, L0 LWOCH i3 LUM YCiM He
Tak. Lo 03Havae «uikaBa»: Te, AKY BOHA
MaE€ AYMKY, 4 AK BUraagae? Mpobaema
TaKOX y TOMY, NpO LLLO MU HE FOBOPY-

MO: NpO NOTpebu AITHIX *KiHOK, NpO X
CeKCya/bHiCTb, NPO TX NMPaBo Ha 334,0-
BO/IEHHA. Y Hac BigCyTHA MOBa, LLLO6M
FOBOPUTU MPO L€ i 3MIHUTK CTaB/IeHHA
A0 UMX NUTaHb. Lie BUK/oYae MoK/u-
BiCTb Y /NliTHIX Nt04eM HAaCON0AKYBaTH-
cA i 6yTU WacmBuUMu.

Ane 3HOBY K TaKM, TYT ifeTbCA Npo npw-
rHO6/1eHHA 3 HOKY Ky/IbTYpU i B OCHOBHO-
MY MOBMU: /041 HABITb HE PO3Pi3HAIOTD
BiK TWX, KOMY, fIK BOHM KaXyTb, «3a CO-
pOK», — Lie YapiBHa $ppasa, 3a AKOKO Ti/lb-
K1 HEBUAMMICTD | TULLA. [HLL BKa3yHOTb,
L0 came Kpallie ANA AITHIX Ntogen i AK

M ByTH «lwacavBumMu». Lie cTBOptoe
3ara/ibHy N1yTaHWHY, Hece po34yapyBak-
HA | BIACYTHICTb rapMOHIi MiX TUM, LLLO MU
Hacnpasgi Yyemo, 6a4nmo i BigyyBaemo.
Bu 3HaeTe, L0 € NpaBO Ha WacTA.

Asle B HaLLiM CyyacHii KybTypi nocTpa-
AAHCBbKOT EBpPONM 0ro 3abe3neyeHHs
npob6semaTnyHe. f1 6a4y cuAbHUIA perpec
AeMoKparTii. HeCHO Kaxyuu, Mu B ripLuo-
MY CTAHOBMLL, aHiXK XiHKM B 3axigHin
€sponi. 3aras0m, y Hux y 1960-X Bia-
By/1aca cekcyanbHa peBo/toLs, i e
paHille — ceKy/Apu3aLia Aepasy, i ue
6yB 6i/IbLU-MeHLL 04HOYaACHMIA Npouec
3HM3Y, Bif CyCMiAbCTBA, i 3ropn — 3 6OKY
Aepxaeu. Y LeHtpanbHint i CxigHi €8po-
ni icHyBano anapaTtHe ynpaB/iHHA, AKe
3abe3neuns10 piBHOMpPaBHICTb B ige0/10-
riYHuMiA cnocib, 3ropu, BogHo4ac BbmBato-
4K 1 YTUCKAKOYM TUX, XTO BipUB y Ae€MO-
KparTito i nporpec y cycninbcTsi. Takum
YMHOM, LA 60pOTbOa NPUCYTHA B HaLLilA
iCTOPUWYHIV Ta peBOAIOLiMHiIM NamATi,

a/ie He B 0CObBUCTil. fl HelL,0AaBHO f0-
cnigxyBasa Le y ceoiit poboTi «Mogo-
POX y CTpax» Npo MO MaHAPIBKY 40
MicuA, A€ MOro Aiayca yTpuMyBaau AK
MoiTUYHOrO B’A3HA, i HAMarasnacA nopis-
HATH, AK NepeniTaloTbCA KO/IEKTHUBHA Ta
npvBaTHa Nam’ATb.
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Oksana Briukhovetska: Is feminism

an important part of your creativity?
Aleka Polis: | prefer to talk about eman-
cipation—freeing individuals or social
groups from a state of slavery—of all
communities that suffer from oppres-
sion, exclusion and discrimination. | do
not separate life from art. Therefore,
l, as a person and an artist, am for
emancipation. And for feminism.

Oksana: What is the result of your

combination of artistic and feminist

practices?
Aleka: | my case, you could say the
result is some of my works. They can
be divided into “passive” works, in
which | describe violence using my
body (IBM Dedicated, The Bestiary of
the Subconscious), and “active” works,
where | incorporate my body into the
public space. The latter works from the
series on the municipal partisan war
and illegal actions where my friends
and | change the public space (for
example, Rituals, where a group of us
girls enter a church and three of us per-
form marriage vows at the main altar).

Oksana: Tell me about your most re-
cent interventions in public space.

Work is always associated
with a hierarchy, and this

has to change

Aneka MNMonic

BaplwaBa_[lloAbLla

Po3moBnasie:
OkcaHa bproxoBeLbKa
TpaBeHb 2017, BapwaBa

Okcana BpioxoBeubka: Peminiam € Bax-
AMBOIO CKAAAOBOIO TBOEI TBOPYOCTI?

Anexa Monic: A Bonito rosopuTti Npo
emMaHcmnadito — To6To BUXig 0ANHULL
abo couianbHMX rpyn 3i cTaHy pab-

CTBa — yCiX rpomag, AKi CTpaxA4atoTb
Big, NPUrHO6/1EeHHSA, BUK/IIOYEHHA YUY AUC-
KpUMiHaLi. A He BigOKPeM/ItOI0 XKUTTA
Big, MUCTeLTBa. Y 3B’A3KY 3 MM A AK
MOAMHA | AK XYA0XHULA — 33 eMaHK-
nawito. 3a demiHiam Takox.

OxcaHa: flkum € pe3yAbTaT NOEAHAHHA
MUcTeubKoi | peminicTHUHOI NnpaKkTHK?

Aneka: Y MOEMY BMMAAKY pe3y/b-

TaT — L Ki/bKa MOix pobiT. Ix MoKHa
NOAI/IMTU HA «MACUBHI», AKI ONUCYIOTb
HacuAnsA 3a AONOMOro0 MOro Tifa
(«MpuceayeHo IBM», «becTiapiii nigcsi-
AOMOCTI»), Ta «aKTUBHi», AKi BIUCYIOTb
MOE Tiz0 B ny6Ai4HMIA npocTip — pobo-
TH 3 LMKy MICbKOT MapTU3aHCbKOI BiliHY,
He/nerasbHi akLji, y AKUX MU 3 APYy3AMM
3MiHKEMO Ny6iYHMIA MpoCTip (Hanpu-
Knag, «Putyanu», ae 3 rpynoto gis4at mu
3aX0AMMO 4,0 KOCTeAy i BTPbOX CK/Aaaa-
€MO LW/O6HI 06iTHUL Nnepeg roN0BHUM
BiBTapem).

Oxcana: Po3ka)xu npo cBoi ocTaHHi npo-
eKTH-inTepBeHuii B nyOAiuHui npocTip.

SMIHUTHU

lIpauAa 3aB)XXAU NoB’A3aHa
3 Iepapxi€lo, i Le BapTo



Aleka: In late December 2016, | lost
my job at Ujazdowski Castle Center
for Contemporary Art running the
project OBIEG.TV, which was part of
the eponymous online magazine. They
offered me a different position—managing
the Castle’s website, which wasn’t my
own project, like OBIEG.TV, and | turned
it down because it would have dis-
tracted me from my creative work.

It’s hard to manage a large institution’s
website, where you have to constantly
verify information and answer phone
calls, when you’re trying to focus on
your own creativity. It results in a kind
of degradation. That’s why | told them
that I’d rather work as their cleaner—at
least while cleaning you can think about
art with a clear head. But they said they
didn’t have any openings for a cleaner,
and on that we parted. | remember

the conversation: the directorate of
Ujazdowski Castle was rather shocked;
they didn’t even know what to say.
Eventually, | started cleaning Polish
state galleries.

Oksana: So you ask galleries for per-
mission to clean?

Aleka: Yes.

Oksana: It’s a performance?

Aleka: It’s similar to a performance,
but I don’t want to call it that. It’s
more of a protest.

| once read the book Hibiscus Town
about a Chinese couple in a small town
who lost everything in the Cultural
Revolution, and then all they could do
was sweep streets. There is a beautiful
fragment when the main character has
been convicted and punished: she has
to clean the streets. She does it with
dignity. All this fit with my vision, be-
cause there were also abrupt changes
in Poland that looked and continue to
look threatening. Losing my job also

played a part in this. There’s also a con-
nection with feminist theories of the
1960s about housework being invisible

and unpaid. This is a way to make the
work of cleaners visible and compare it
to other kinds of work—to show that
all work can be creative. There is a lot
missing in our society: we specialize

in certain areas and if you want to do
something else, to change your areas
of activity, it’s quite problematic. At the
same time, every child is an artist—every
child draws, sings, and nobody is sur-
prised by it. But later this opportunity is
taken away from us because of cultural
norms.

The anarchist Bob Black believes work
is a failed concept, that it needs to be
treated as fun, and only then can a per-
son be happy. In current conditions,
work only makes people unhappy and
takes the joy out of their lives.

Oksana: If you put the Ukrainian or
Russian word for “cleaner” into Google,
you get a lot of erotic images of wom-
en. On the one hand, in the post-Soviet
space this kind of work is associated
with poor women pensioners, and on
the other—you have the young, sexy
woman who is ready to serve as both
cleaner and sexual object.
Aleka: Yes, and you can see this in
films too: much of the work that is
done by women is considered demean-
ing. And in general there is no approach
to understanding the very idea of work
based on principles of equality. Work
is always associated with a hierarchy,
and [ think this has to change. | thought
about starting a cleaning coopera-
tive. | have several friends that would
like to join. But first | want to finish this
series of protests/actions.

Oksana: Do people come to watch
your actions?
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Aleka Polis, Rosa Rotes protest/action, 2016,
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Galeria Bielska BWA. Photo by Krzysztof Morcinek
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MpaBo Ha iCTUHY_MucTeLbKi npakTuki

Aneka [Monic. Akuisa npotecty Rosa Rotes. 2016,

lanepes benbcbka BWA. ®oto Klumiitoda MopuiHeka

Aneka: B KiHLi rpyaHa 2016 poKy A BTpa-
TAa poboTy B LieHTpi cyyacHoro muc-
TelTBa «3aMOK YA34,0BCbKOro», Ae Bena
npoekT OBIEG.TV, wo 6yB 4acTMHO
OAHOMMEHHOrO iIHTepHET-}KypHany.
MeHi 3anponoHyBanu iHLy noca-

AY — BeCTM iHTEPHET-CTOPIHKY «3aMKy»,
L0 He 6y/1a MOTM B/ACHUM NPOEKTOM,
Ha BigMmiHy Big OBIEG.TV, i A BigmoBUAa-
€A, OCKI/IbKM 32 TaKMX YMOB He Mor/a 6
TBOPWTH, NOCTIMHO BigBO/iKanacA 6 Big
CBOEI TBOPYOI pob60TH. BarkKko BeCTH
iHTE@pHeT-CTOPIHKY Be/IMKOT IHCTUTYLT,
A€ AOBOAUTLCA MOCTIMHO NepeBipATH
iHpopmaL,ito, BiANOBIAATU Ha A3BIHKMK,
KO/IM HaMaraeLlcA 30CepeAnTUCA Ha
B/1aCHiil TBOpYOCTi. Lle npu3BoguTh A0
CBOEPigHOT gerpagauii. Tomy A ckasana,
LL,0 KpaLye 6u npaLoBasa y HUX npubu-
paZibHULEI0 — Mg Yac NPUBbMpaHHA i3
YUCTOO rO/I0BOKD MOXHA AYMATU MPO
MUCTELTBO. AZIe MeHi BignoBiau, Lo
TaKol BaKaHCii y HUX Hema, i Tak Mu po-
3iMWwAmncA. 3ragyto 3apas Lo po3MOBY:
AVPeKLIiA «3amKy YA340BCbKOro» byna
A,0CHTDb LLOKOBAHa, He 3Ha/1a HaBiTb, AK
pearyBaTu. 3peLuToro, UA iCTopiA 3aKiH-
4mnacA MOiM NMPOEKTOM 3 Npubupax-
HAM Y NO/IbCbKUX AEPKAaBHUX rasiepenx.

OxcaHa: To6To T npocHll y ranepen
AO3BOAY B HUX NpubpaTtH, i BoHn Tebe
BNYyCKaloTh?

Aneka: Tak.

Okcana: Lle nepdopmanc?

Aneka: b/113bKO g0 nepdopmaHcy,
ane A He XO4y Ha3MBaTH Lie TaK.
Bce-Taku Le 6isbLIOK MipOO NpoTeCT.
A ynTana KoAMCh KHUKKY «MicTeuko
Xibickyc». Lle icTopia KUTalCbKOro no-
APYXKXKA YaCiB «Ky/IbTYPHOT PEBOIOLLIT».
BOHM %M1 B MaZIeHbKOMY MiCTEUKY

i 3 NPUXOAOM «KY/IbTYPHOI PEBO/IIOLi»
BTPaTW/IM BCE, LLIO Ma/U. EgMHE, Lo
MOF/IM MiC/1A LbOro pobutH, — Lie
npubupaty ByuLi. Tam € npeKpacHuit
$parmeHT, y AKOMY ro/10BHY repoiHio
3aCy/KYIOTb | MPMU3HAYaOTh i1 MOKa-
paHHA — npubupaTtu Byuui. | BOHa

ue pobuTsb i3 rigHicTto. Lle Bce gocnThb
B/1,3/10 HAaK/1a/N0CA Ha Mill 3a4yM, OCKi/b-
KU B [10/1bLLi TEX NOYaANCA Pi3Ki 3mi-
HW, i Le BUrnsa4ano, M Aoci BUrnagac,
£,0B0/1i 3arpo3/mBo. CBOK po/ib Bigirpa-
N0 1 Te, WO A /Mwmnaaca 6e3 poboTtu.
TaKOX TYT € 3B’A30K i3 peMiHiCTUIHUMM
TeopiAMM 1960-X POKIB NPO AOMALLHIO
NpaLto AK HEBUAUMY Ta HeOMN/a4vyBa-
Hy. Lle neBHMI cnoci6 3pobuTu npauto
npubupasbHULb BUAUMOIO, ane Ta-
KOX i 3piBHATM 1i 3 iHLWUIMMM BUAAMU Mpa-
Ui — NPOAEMOHCTPYBaTH, LLLO KOXHA
npauA moxe 6yTu TBOpHOIO.

B Hawomy cycninbcTBi Ham 6arato

4Oro He BUCTaYaE: MM CreLianizyemo-
€A Ha NeBHMX cpepax, i AKLLO XTOChb
Xo4e pobuTH LW OCH iHLLIE, MOMIHATK
HanpAMOK gAifi/IbHOCTI, TO Lie 40CUTb
npobsemaTuyHo. BogHo4ac KoxKHa
AMTUHA € XYAO0XHU(KOM)L,et0 — BOHA
Ma/toE, CMiBaE, i Le He BUK/IMKAE Y HacC
KOAHOro NOAMBY. A Mi3Hille y Hac Taky
MO/IMBICTb Big6MpaloTb Yepes Ky/lb-
TYpHi HOpMU. € Takui aHapxicT bob
BAek, AKWI1 BBaXKaE, WO npauda — e
HeB/azne NOHATTA, WO il noTpi6HO



Abortion in Poland is illegal (since 1992)

2 Biuro Wystaw Artystycznych
except in cases of rape, when the woman’s

In 2016 in Poland, 30,000 women went
on strike and marched in cities across the
country to protest proposed legislation

3

Aleka: That doesn’t matter to me.

This is an action that is documented

on video. Several of my manifestos
and accompanying texts arose out of
the process. The project is constantly
developing, sometimes there are con-
flicts. | started printing my manifestos
on cleaning rags. My last protests took
place outside the galleries. | printed
manifestos about the separa-
tion of church and state on rags
with which we girls washed the
pavement in front of the church
in Szczecin. In Rzeszdw, in front
of the hospital where all the
gynecologists appeal to the
conscience clauses, | washed
the street with Barbara Ewa
Baran with my manifesto

“Yes, | had a legal abortion”".
The spectators were random
people passing through the
streets during the protest.

The last time | was in Koszalin, a year
ago, | found out that they no longer
have a BWA>—Art Exhibitions Office.
There used to be one in all the capitals
of Polish voivodeships. This is the only
city where the BWA was eliminated,
and now there is no state institution
where artists can meet and talk with
colleagues that come for exhibitions.
The BWA building is now occupied by
firms and other institutions.
As part of my protest/
action, we organized a pro-
test with several Koszalin
artists with the slogan
“Return the BWA!” It turns
out that avant-garde artists
need places where they can
meet up and talk. These
cleaning sessions often
became a unifying factor
for different communities,
especially when during the
process problems were

life or any form of health is in jeopardy, or if

the fetus is irreparably damaged.

Just three days after the strike, lawmakers

that would completely outlaw abortion.
voted against the new law.

Mpekapu3oBaHi PobITHUL BCbOro
CBiTY — eAHaMTECS.

identified as worth discussing, and per-
haps protesting.

Oksana: Can you tell me about the
“Black Protest” in Poland?

Aleka: There were a lot of people

and there was a sense of unity, and
because there were so many of us, you
felt the incredible power of emotion. It
was clear we had had enough, that we
wanted to live in a completely different
society, not necessarily one proposed
by some other political party. And it’s

=
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Aneka Moaic. Akuist npotecty Rosa Rotes 6ins MiHicTepcTBa npatli, coljiaAbHOT
NOAITUKM Ta ciM’i. BapluaBa, xoBTeHb 2018. ®oto Bonteka PapBaHCbKOro

Policy and Family, Warsaw, October 2018. Photo by Wojtek Radwanski

Aleka Polis, Rosa Rotes protest/action near Ministry of Labor, Social

TPaKTyBaTH AK BeCe/0LW,, i mLue 3a
TaKMUX YMOB /I0AMHA MOXKe OyTH Lija-
C/IMBOIO. A 3a TenepiLlHiX yMOB npaus
/vle pobuTb AtoAel HeLLacHUMU Ta
BigOUpae pagicTb Big KUTTA.

Oxcana: flkuio ykpaincbokolo abo
pociiicbKolo BBecTH B Google «npubu-
panbHHUA», MO)XKHA nob6aunTn 6araro
epoTu3oBaHUX 06pasiB xiHok. 3 oa-
Horo 6oky, Ha nocTpaagAHCLKOMY Npo-
cTopi ua pobora acoujloernca 3 6ipuu-
MU NeHcioHepKaMHu, a 3 iIHWoro — ue
MOAOAA CEeKCyanbHa XiHKa, iKa roro-
Ba NPUCAYXXHTHCA | AK npubupanbhuu-
uA, i AK ceKcyanbHuM 06’€eKT.
Aneka: Tak, i Le BUAHO Ha NpUKAaAi
KIHO TaKO: Be/IMKa YaCTMHa poboTH,
AIKY BUKOHYIOTb Hacamriepes, XiHKu,
noB’A3aHa 3 MeBHUM MOHWKEHHAM. | 3a-
ras0M — HeMa€ pO3yMiHHA camoi igei
npauj, wo 6asysanocaA 6 Ha NpuUHLMNIax
piBHOCTiI. paLA 3aBxau NoB’A3aHa 3 ie-
papxi€to, i MeHi 34a€TbCA, WO Le BapTo
3MIHUTU. 1 AyMana TakoX npo Te, o6
3aCcHyBaTW KOOMNepaTuB 3 Npubupax-
HA. Y MeHe € AekKi/lbKa 3HaNOMMX, AKi
XOTi/M 61 A,01y4UTUCA. ANe XOuy Cro-
YaTKY 3aBEPLUMTH 3 LLIEIO CEPIEID aKLil.

Oxcana: U4 npuxXoAATb AIOAU NOAUBU-

THCA Ha TBOI aKuii?

Aneka: [171a MeHe e He Ma€ 3Ha4Y€eHHSA.
Bce gOKymMeHTY€eTbCA Ha Bigeo.

B npouieci Tako NoCTasno Kisibka MoixX
MaHidecTiB Ta CynpoBigHMX TEKCTIB.
MpoeKT NoCTiiHO po3BMBaETLCA, OyBaE,
LLLO BUHUKAIOTb KOHPAIKTM. A novana
APYKYBaTH MaHipecTn Ha raHvipkax gas
npubupaHHa. Moi ocTaHHi npoTecTy
BigbyBanmncA nosa ranepeamu. A ApyKy-
Ba/1a Ha raHvipkax manidectu npo Biggi-
/IEHHA LePKBMU Big AeprKaBy, i ULMMM raH-
4ipKaMu My 3 giB4aTamu MUAu BpyKiBKY
nepeg, uepksoto B LLeuuHi. Y XKewwysi
nepeg, fikapHeto, Ae BCi NHEK0/10ru
ane/tol0Tb 4,0 COBICTi, MM 3 Bapbapoto

L A6opTH B MOABLLj € HE3aKOHHUMM (3 1992

2 Biuro Wystaw Artystycznych.

3Y 2016 poui y MoAbLLi 3'ABUMBCSA 3aKOHOMPOEKT, L0 MaB Ha

EBoro bapaH muau By/inLi MOIm
maHipecTom «Tak, A 3pobusa
neranbHuit abopt»'. FAgada-
My 6y/IM BUNag4KOBI Nt0AM, AKi
NpoXoAnAv No BYAMUL Mig Yac
npoTecry.

OcTaHHi pas, kom A 6yaa B Ko-
LaniHi, pik Tomy, 3’AcyBa-
N10CA, L0 TaM YKe HeMaE
BWA> — Btopo XyA0HiX BU-
CTaBOK, AKe KoAMCb 6y/10 y BCiX
CTO/MUAX NO/bCbKMUX BOE-
BOACTB. Lle egune micTo, ge
BWA po3dpopmyBanu, a oTxe,
TaM HEMAE depaBHOT iIHCTUTYLT, e
XYA,0KHUKM MOT/IM 6 3yCTpiTUCA 3 KONe-
ramu, AiKi NIPUIKAKAIOTb HA BUCTABKMY,
nopo3mMoBAATH. BignosigHo, 6yAnHOK
BWA 3aiHam Akicb GipMu Ta iHLLi
IHCTUTYLIT. Y pamKax MOET aKLii mu
OpraHi3yBa/m NPOTeCT i3 Ki/Ibkoma
XyA0XHUKamu 3 KowwasiHa 3 raciom
«[ToBepHemo BWA!». 3’acyBanocs, Wwo
aBaHrapAHi Xy40XHWKM NOTpebytoTb
MiCLib, A& BOHU MOT/In 6 3ycTpiTu-

€A i NTOPO3MOB/ATH. 3peLUTolo, Ui Npu-
6vpaHHA YacTo BUABAAINCA 06’eAHaB-
4yum GaKTOPOM ANA PI3HMUX CMiIAIBHOT,
0Cc06/1MBO KO/AM B npoLieci 3’AcoByBaso-
A, Wwo € npobaemu, AKi Bap-
TO 06roBOpPUTH i, MOXK/AUBO,
3anpoTecTyBaTu.

POKY), 3@ BUHATKOM BUMAAKIB 3rBaATyBaHHS,
KOAM XWUTTSA YW 3A0POB’S XiHKM MNiA 3arpo30t0
ab0 SAKLLO NAiA 6e3MOBOPOTHO MOLLKOAXEHUNA.

Oxcana: Uu mornaa 6 Tm
pPo3noBicTH, AK NPOXOAUB
«<JopHui nportect»®

y Nonbui?

Aneka: by/0 pgyxe 6arato
nogen, 6ya0 BiguyTTA €AHO-
cTi, 1, BNacHe, Yepes Te, WO
Hac 6yn0 TaK 6arato, B LboMy
BCbOMY BiA4yBa/sacA HeMmo-
BipHa cuaa emouii. byno
ACHO, L0 3 HAaC AOCUTb, WO
MU XO4EMO }KUTH B 30BCiM
HLIOMY CyCMiNbCTBi — He
060B’A3KOBO B TaKOMY, fike

i, o6 npotecTyBaTH

Ha CTpaKrK y MicTax no BCiK KpaiHi

MeTi NOBHICTIO 3a60POHUTU abopTh. 30 TUCAY XIHOK BUILLIAK

MPOTH 3aKOHOAABCTBA. MPOTArOM TPLOX AHIB MiCASi CTPANKY

3aKOHOAABLI MPOroAOCyBaAW MPOTU HOBOTO 3aKOHY.


https://en.wikipedia.org/wiki/Rape
https://en.wikipedia.org/wiki/Maternal_health
https://en.wikipedia.org/wiki/Maternal_health
https://en.wikipedia.org/wiki/Health
https://en.wikipedia.org/wiki/Fetus

probably great that these so-called
women’s protests propose a radically
new world. On the other hand, I think
all this energy has dissipated a bit.

Oksana: How are things going now?
Did any new artistic or political groups
emerge from these protests?

Aleka: There was a second “Black Pro-
test” sometime after the main one, and
it was clear that it was more scattered,
that it wasn’t totally clear why it had
gathered. Maybe it’s a buildup to the
next protests. But the women’s group
Dziewuchy Dziewuchom (Gals For Gals),
Strajk Kobiet, Obywatele RP, that start-
ed this protest still exists.

A few artistic groups have been creat-
ed: Zubrzyce, KPP—Konsorcjum Praktyk
Postartystycznych (Consortium of
Postartistic Practices).

During one of the recent commemora-
tions honoring the victims of the Smo-
lensk crash, which are held regularly in
Poland and often include public gath-
erings and lots of hate speech by the
authorities, as well as protests against
this and clashes with police, there were
offensive statements made about the
participants of the “Black Protests.”

[ did several performances where | hand-
ed out earth from the site of the crash
of the government plane in Smolensk
to people as a kind of sign of unity, be-
cause Polish society has been very divid-
ed since Smolensk and all the resulting
conspiracy theories. During the anniver-
sary of the tragedy | handed out earth
to both sides of protesters—Ileft and
right—to show that it’s time to think
about unity on this earth, rather than
the sharp division we see today.

Oksana: What do you believe is the
role of art in the modern world?

Aleka: | can only speak for my-
self. | am a consummate idealist. | be-
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lieve the world can be different, bet-
ter. | don’t separate art from my life.
My thoughts and concepts on changing
the world are evident in my art, the
same way that you can see my art in my
life. I go to feminist rallies, rallies for
equality, | support strikers; continue to
document, my work is permeated with
contemporary problems.

One of my most important works de-
scribing the function of my art in the
modern world is the creation and han-
dover of CycloOxytocin #43 to Ukraine.
Oxytocin is the human and animal

love hormone. | paint this work only
when | am full of happiness and posi-
tive energy, and | give it to those who
need love and support.

The number is a symbol of the
Ukrainian flag: yellow (the color of
grain) symbolizes the earth—number 4;
and blue symbolizes the sky, the heaven-
ly, the divine—number 3.

I brought this work to Kyiv and gave it
to the Ministry of Culture on March 1,
2014. That was the day Russia attacked
Crimea. Nobody knew then what Russia
would do. | was living on Maidan and
the information we got from journalists
stunned us all. We didn’t know what
was going on and what would happen.

Aleka Polis, CycloOxytocin #43, 2014
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MPOMNOHYE AKACb iHWA NOAITUYHA NapTiA.
[, MabyTb, e 4yA0BO, WO Li TaK 3BaHi

Okcana: flka, Ha TBOIO AYMKY, POAb
MMCTELTBa Yy cydYacHOMY CBiTi?

XKIHOYI NpoTeCcTM — e Npono3uuis Kap-
AVHA/IbHO HOBOTO CBITY. 3 iHLWOro 60Ky,
MEHi 34a€TbCA, W0 BCA LA €Heprif BXKe
TPOXM pO3MOPOLLMAACA.

OxcaHa: flk yce po3BuBa€ThLCA 3apa3?
UYu ui npoTecTy CNIPUUMHUAMCA AO BH-
HUKHEHHA AKUXOCb HOBHX XYAOGXKHIX UM
NOAITUUHHUX rpyn?
AneKa: HYepes geakuit 4ac nicada ronos-
HOro «4opHOro npoTecTy» 6yB HacTyn-
HUM, | 6y210 BUAHO, WO BiH 6inbL po3mno-
poLueHuii, 6ya10 He A0 KiHLA 3pO3yMmino,
A/18 4OT O BiH 3ibpaBcA. MoxauBo, Le
nepioa 36upaHHa cun AN HeproBux
npoTtecTiB. BogHo4ac goci 4itoTb *KiHo4a
rpyna Dziewuchy Dziewuchom («/liBku
AiBKam»), «CTPalK )KiHOK», «pomaas-
HU Pecny6iku MoAbLLi» — opranisau,
AKi no4anu nporecT. bys0 cTBOpeHo
Ki/lbKa XyA,0¥KHiX rpyn: «3yopuui», «<KoH-
COpLiyM MOCTMUCTELbKUX MPAKTUK».
HewoaaBHO nig Yac oaHi€el 3 KOMeMo-
pavi 3arnbaux nig CMoneHCbKOM, WO
peryaapHo NpoxoAATb Y Mo/bLuj i cy-
MPOBOAXKYIOTLCA Ny6AMHUMY 3iOpaHHS-
MW Ta BE/IMKOHO Ki/IbKiCTHO MOBU HEHABU-
CTi 3 60Ky BAaaK, a TaKoX NpoTecTamu
MPOTH LbOrO i CyTUYKaMM 3 NOJILEID,
npo3Byyanu 06pasu Ha agpecy yyac-
HULb «4OPHMX NPOTECTIB».
Al pobuna Kinbka nepdopmaHcis, nig yac
AKMX pPO34aBana NoAAM 3€MAI0 3 MicLA
nagiHHA ypAgoBoro Aitaka y CmMosek-
CbKY, LLLO 6Y/10 CBOEPIAHUM 3HAKOM
€/HAHHA, OCKi/NbKK came 3 yacy Cmo-
/IeHCbKa | MOABM BCiX X TEOPiit 3MOBMK
Mo/IbCbKe CYCMi/IbCTBO Aye NoAineHe.
Mig vac pivyHMLi Tpareail A po3gasana
3em/1t10 060M CTOpOHaM NPOTECTiB, i /1i-
BWM, i NpaBuMm, 06 NOKa3aTy, W0 Hac
noAyMaTy npo ob’egHaHHA Ha Uil 3emai
Ha NpOTUBary piskoMy po3noginy, AKKM
My 6a4mMmo 3apas.
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Aneka: f1 MOy rOBOPUTU Ti/IbKK

3a cebe. A — HeBUNpaBHa igeanict-

Ka. fl Bipto, W0 CBIT MOXKe ByTH iHLWIKUM,
Kpawum. A He Big4inAto MucTeuTBa Big,
XKUTTA. MOT AYMKM | KOHLenLii woa0
3MiHM CBITY BUAHO B MOEMY MUCTELTBI,
TaK CaMo, AK Y MOEMY XKUTTi BUAHO
MOE MUCTELTBO. A XOAXY Ha pemi-
HICTUYHI geMOHCTpaL,i, A&MOHCTpaLil
3a piBHICTb, NiATPUMYIO CTPaMKapis,
NMPOBOAXY AOKYMEHTYBaHHA, MOI npaLli
MPOCAKHYTO Cy4acHUMM Npobremamu.
OpHa 3 HaBaXkAMBILLMX MOiX PODbIT, AKa
OnUcye PyHKL,i0 MOro MUCTeLTBA Y Cy-
YaCHOMY CBiTi, — Li& CTBOPEHHA i ne-
peaaya «LUMKA00KCUTOLMHY N2 43»
YKpaiHi. OKCUTOLUMH — NHOACBKUIA | TBa-
PUHHUWI FOPMOH KOXaHHA. A Mastoro
L0 poboTy TiNbKU TOAi, KOAM MeHe
NepenoBHIOE LWACTA | NO3UTUBHA eHep-
rif, a Bigaao TMM, KoMy NoTpibHa /to-
608 i nigTpUmKa.

Homep — ue cumBOAiYHMIA 3annc npa-
nopa YKpaiHu: }KOBTUIM CUMBO/I3YE Te,
L0 3emHe (KoAip 36iKA), — Y10 4;
CMHIN — Le cuMBOA Heba i HebecHoro,
60ecTBeHHOro — 4nc/a0 3. A npu-
Be3/1a Lto poboTy g0 Kunesa i nepega-
Na B MiHicTepcTBO Ky/IbTypH 1 bepesHsa
2014 poKy. B TOW geHb, Kom Pocia Ha-
nana Ha Kpum. HixTo Togi He 3Has, Lo
3pobuTb Pocisa. Al kuaa Toai Ha Maiiga-
Hi, 1 iHpOpMaLlif, ARy nepeagaBanun xyp-
HaAniCTH, Bpasuaa BCix Hac. Mu He 3Ha-
/W, LLLO BigOYBAETLCA i LLLO CTAHETHCA.
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Oksana Briukhovetska: Please tell us
about your last project. How did you
realize it? How do you feel about it?
Alma Lily Rayner: It was called Some
Things My Father Put Inside My Vagina. It
was a series of digital prints of 3-D models
based on photos and actual objects
that I remember from my childhood.
It is an autobiographical project.
It was really the first time in the Czech

sion was exhibited in public space. This
act of presenting it at Artwall—a public
gallery on the street, where images are
placed on a clearly visible wall along
the Vltava River—was a very important
part of this project, because the idea

of gender-based violence in the Czech
Republic is still very much perceived

as a private issue. The idea was to
bring it to the public sphere, to shift

it to a more sociopolitical context. It
was a lot of work and I’m still exhausted
fromit. I think the result was much bet-
ter than we all expected.

Oksana: What was the public reaction?
Alma Lily: People's first reaction was
shock. There were a lot of questions
about whether children should see such

We have to teach children

that their bodies
belong to them

context that this kind of personal confes-

Anbma Aini PanHep
[1para_Yexiqa

Po3moBAAOT:
OkcaHa bproxoBeLbKa
Necsa KyabuMHCBKa
Auctonap 2017, MNpara

Okcana bproxoBeubka: Byab rnacka,
PO3Ka)Xu nNpo cBiil OcTaHHIN NPOEeKT.
flk TM Horo peanizoByBana, fki TBOI
NoYyTTA LWOAO HbOro?
Anbma Aini PaiHep: BiH Ha3uBaBcH
«/leAki pedi, AKi Ml 6aTbKO 3acoBYBaB
MeHi y BariHy». Lle cepia umppoBux nput-
TiB 3D-Mopenel, 3p061eHNX HAa OCHOBI
doTorpadiit i peanbHUx NpeameTiB, CXO-
UX Ha Ti, KOTPi A NaM’ATal0 3 AUTUHCTBA.
TobT0 Le aBTOGiorpadiyHmit NpoeKT.
Y 4eCbKOMY KOHTEKCTi crpaBgi BnepLue
Take ocobucTe 3i3HaHHA BUCTaBAS-
t0Tb y ny6/1i4HOMY npocTopi. Liei akT
BUCTaBKM B Artwall — ny6aidniii ranepei
Ha By ML, e 306parKeHHA po3MmiLLy-
t0Tb Ha A06pe BUAMMIN CTiHi Hag BaTa-
BO0, — DYB /ly»Ke BaK/MBOIO CK/3/,0BOO
MPOEKTY, TOMY LLLO TEMY reHAEPHOro
HacuAbCTBA Y Yexii A4oci cnpuimaroTb AK
ocobucty cnpasy. | 6yB 3aaym BUBECTU
il'y ny6aiuHy cdepy, nomicTuTi y cowians-
HO-MOAITUYHUI KOHTEKCT. Lle Bumarano
BE/IMKOI pob0TH, i A A0Ci BUCHaXeHa. [ly-
Mato, LLLO 3PeLUTO0 pe3y/IbTaT BUABUBCA
3HAYHO KpaLLMMm, HiXK YCi MU O4iKyBa/n.

Okcana: fixolo 6yna peaxuia nyoniku?
Anbma Aini: [epLUoto peaKLjier y /to-
Aev 6yB WoK. Byso 6arato nuTaHb

A4

iTen,
LLLO IXHE TIAO HAAEXXUTDb IM

Ham Tpeba HaBuatu A



horrible things. The exhibition was ac-
companied by a series of public discus-
sions about rape culture at the tranzit-
display space, which was a very
important part of the project. We also
prepared a special issue of the Czech
magazine A2 about rape culture. It

was all kind of intense, like a bombing.
There are many constructed myths
regarding gender-based violence, and
we wanted to give people accessible
information that they can see online
for free and hear in face-to-face conver-
sations, such as discussions. The format
of the public discussions provided an
opportunity to talk.

Oksana: What was most important in
these discussions?

Alma Lily: We wanted to explain the con-
cept of rape culture and why gender-based
violence is a political issue, why it is

not a personal issue. Some people
didn't know much about the subject,
and so we had to go back to the ABCs
and explain from scratch what this is.
But I think this project happened at a re-
ally good time because there is a sort of
feminist awaking in the Czech Republic.
And | wanted it very much to be a col-
lective work, so | worked with different
organizations: Gender Studies, o.p.s.,
Jako doma (Homelike), Konsent, z. s.,

Institute of Sociology AV CR, Cultural
magazine A2, A2larm, tranzit.cz and
display. It was very good because this
created a connection between the ac-
ademic world and the art world—and
usually they do not care about each
other. There were also activists. It was
really interesting to learn what other
people are doing, and lots of ideas for
new projects came out of this.

Oksana: What kinds of activities do
you consider part of this feminist
awakening?

Alma Lily: For example, Teresa Stejska-
lova did the Feminist (Art) Institution
project. There is also a group of artists
called Mothers Artlovers and they
speak about motherhood within a femi-
nist framework. There is also a group
of artists called Fourth Wave and they
do all kinds of Facebook videos about
various feminist subjects. There are
also other small groups of artists and
activists who work with this theme.
And because there was never a femi-
nist revolution in the Czech Republic,
people are really discovering it.

Lesia Kulchynska: What do you think
is the reason for this awakening?

Alma Lily: | think it is complicated.
There is one practical reason—there are
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Alma Lily Rayner, Some Things My Father
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Put Inside My Vagina, Artwall Gallery, Prague, 2017
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AnbMma Aini PalHep. «Aesiki pedi, ki Mit 6aTbko 3acoByBaB
MeHi y BariHy». lanepes Artwall, MNpara, 2017

Mpo Te, YU MOXKHA AITAM AUBUTUCA Ha
TaKi Xax/usi pedi. Buctaska cynposo-
[KYBa/IACA HU3KOK NYB/AIYHUX AUCKY-
Citt y tranzitdisplay npo Ky/abTypy 3rean-
TYBaHHA, | BOHU TeX ByAu ayKe Bax/u-
BOK CK/1af,0BO0 NPOeKTy. Mu migroTy-
Ba/IM BUMYCK YECbKOro »ypHany A2 npo
Ky/IbTYpY 3r'BaATyBaHHA, — yce ue 6y/s10
A0CUTb IHTEHCMBHO, AK BombapayBaH-
HA. MobyTye 6araTo CKOHCTPYMOBaHMX
MidiB NpO reHAepHe HacUNbCTBO. TOX
MW NparHyv AaTu A0AAM iHpopma-
Lo, AKY MOXHa 0y/10 6e3KOLLTOBHO
3HAWTW OH/IAMH | MOYYTM B 0COBUCTUX
PO3MOBax — HanpWKAag, Ha AUCKYCiAX.
dopmart AUCKYCilt 4aBaB MOXAMBICTb
MOroBOPUTU.

Oxcana: Lllo 6yno HalBaXXAMBI-
MM Y LUX AUCKYCIAX?

Aabma Aini: Mu xoTiam posTay-
MauuTU NOHATTA Ky/IbTYpU 3r'BanTy-
BaHHA, @ TaKOX NOACHUTH, HOMY
reHgepHe HacK/IbCTBO € NOITUYHUM
NMUTaHHAM, YOMY Lie He ocobucTe nu-
TaHHA. [ledAki l0An Maso WO 3Ha/U
npo ue, i Ham 40BOAMN0CA NOBep-
TaTUCA A0 CaMUX a3iB, MOACHIOBa-

TU 3 Hy/IA. fl BBaXalo, WO Lei NpoeKT
6Yy/10 CTBOPEHO AyKe BYACHO, 60
3apas y Yexii BigbyBaeTbcA Take cobi
demiHicTYHe NpobyaKeHHA.

A gyke xoTina, Wwob ue 6yana KONEKTUB-
Ha po60Ta, TOMy NpaLoBasa 3 pisHUMK
opraHisauiamu, Takumm Ak Gender
Studies, o.p.s., Jako doma («AK ygo-
ma»), Konsent, z. s., IHCTUTYT coujio-
norii AV CR, Ky/bTypHMIA yaconmnc A2,
A2larm, tranzit.cz Ta tranzitdisplay. | ue
6yn10 ayxe aobpe, 60 Le CTBOPIOBA/IO
3B’A30K MiX aKageMi4HUM CBITOM i CBi-
TOM MUCTELTBa — a 3a3BM4all im
HemaEe oauH A0 oaHoro gina. Le
A,0NYy4NANCA akTuBicTU. By/10 LiikaBo
AI3HABATUCA, YUM 3aMAtOTbCA iHLUI
M0AM, i 3 1boro BUpoOC/10 6arato igei
A1 HOBUX NMPOEKTIB.

Okcana: LLlo T Ha3uBaew peminicTnu-
HUM NPOByAKEeHHAM?

Aabma Aini: Hanpuknaag, Tepesa Creit-
CKaz10Ba 3pobuaa npoekT «PemiHic-
TUYHA (MUCTeLbKa) IHCTUTYLAY. [CHYE
rpyna Xygo0XHuLb 3 Ha3BoK «Marepi,
L0 N0BNATL MUCTELTBOY, AKI rOBO-
PATb NPO MAaTEPUHCTBO 3 peMiHicTHY-
HOI TOYKM 30py. € rpyna Xy40XHuLb
«YeTBepTa XBW/A», AKi CTBOPIOIOTb
Bigeo y Facebook Ha pi3Hi pemiHic-
TUYHI Temu. € iHLLIi HeBe/IUKI rpynu
XYA,0KHULb YM aKTUBICTOK. | yepes Te,
o B Yexii Hiko/M He By/s10 demiHicTHy-
HOI peBo/IoLjl, 3apas /toAu CnpaBAi
BigKpMBalOTbL pemiHi3m gaa cebe.

Aeca KyabunHcbka: flki, Ha TBOIO AyM-
Ky, NPUYMHHU 1bOTOo NPobysKeHHA?

Anbma Aial: TyT yce ckaagHo. € ogHa
NpaKkTU4Ha NPpUYMHA: 3apas Y MUC-
TewTBi CTas0 NpautoBaTh HisbLLe KiHOK.
Tak cknanoca nepeaycim yepes e,

L0 y MUCTeLbKUX Npodeciax Noan He
HaATo H6araTo 3apo6/At0Tb. Ko neBHi
npodecii BTpa4atoTb BaK/IUBICTb YK
¢$iHaHCYBaHHA, TamM NOYMHAKOTb NpaLo-
BaTW H6araTo *KiHOK. A iHTe/1eKTyanu-
40/10BIKM, AKi B MMHY/10MY NPaLOBa/m
B MUCTELTBI, Tenep 3aiMatoTbCA HaBiTb He
3Hat0 YUM, TOMY AR KIHOK Bisblue MicuA.
A no-Apyre, 3B’A30K MiX MO/IITUKOIO Ta
MUCTELTBOM Y Yexii gy>e TpaBmoBa-
HUA KOMYHI3MOM, TOMY MOEAHAHHA MO-
NITUKM I MUCTELITBA CTapLLi MOKOAIHHA
£,0Ci CNpUMMMatoTb AK MponaraHAy i BBa-
KalOTb, LLLO TaK HE MOXHa poouTu. Ta
HOBE MOKO/IHHA TPaBMOBaHe MeHLLe:
BMI€ YATATU aHIIACBbKOIO, 134UTb Ha
3axig. Ha mucTeyTBO BN/MBAOTb MiK-
HapOAHi YUHHMKM, TaKi AK MapLL »KiHOK,
KamnaHia #MeToo Towo.

Ane ANCKYCIA LWOoA0 NMUTaHb, NopyLue-
HUX Y MOEMY MPOEKTI, LLle Y 30BCiM
Mo4YaTKOBOMY CTaHi. | NpOeKT Aas noLu-
TOBX, W00 3rypTyBaTMCA: MU Ta iHLLi
iHiLiaTMBM Tenep gobpe 3HaeEMO oaHa


http://tranzit.cz
http://tranzit.cz

more women working in the arts now.
And this is mainly because people don’t
make much money in the art profes-

Lesia: What is your mechanism for
leaving this white cube prison? How
does it work?
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OfHy i BN/IMBAEMO OZHa Ha OAHY. 3'ABK-
/CA HOBi TEMM, NPO AKi MOXKHa rOBOPU-
TW, HaNPUKA3A, CEKCU3M B YHIBEPCUTETI

Aymato, yepes Te, LLLO /04N HE 3BUKAU
XO4MUTU B rasepei, Tpeba BUHOCUTU MUC-
TeuTBO A0 HUX.

Alma Lily: | think that this project
was a good example, because before
it | exhibited another version (but
basically the same) in a gallery, and it

sions. Whenever some professions lose 4 Ha poboUMX MicLAX.
importance and financing, lots of women
end up there. And male intellectuals

who in the past worked in film and art

Aeca: To6To micue BaxxnuBe, Tpeba
OxcaHa: Tu Ka3ana, W0 Ha TBiH NPOEKT Wocb po6uTH No3a rarepeamu?
6yAu pi3Hi peakuii. Anbma Aini: Tak. Lboro pasy stoam

are now busy doing | don’t know what,
so there is more space for women.
And the other thing is that the connec-
tion between politics and art in the Czech
Republic is very traumatized by commu-
nism, so the combination of politics and
art is still perceived by the older gener-
ations as propaganda, and so it’s a bad
thing to do. But the new generation is
already less traumatized, they know
how to read in English, they go to the
West. Art is influenced by international
factors, such as the Women’s March, the
#MeToo campaign, and others.

But the discussion about the issues
raised in my project is still very much

in the beginning stage. And it gave us
something to hold on to: we and the
other initiatives now all know each other
and we affect each other. Now we can
speak about issues such as sexism at
university or at work.

Oksana: You said there were different
reactions to your project.

Alma Lily: Yes, and some of them
were very cruel. | still have one guy
who is following me, but | am not very
worried about him. | received lots of
emails from other survivors thanking
me. This was amazing because the art
scene here is very disconnected from
society. | would go to the store and
people recognized me and wanted

to talk about my work. Just buying
cigarettes became very complicated.
Everyone wanted to talk not just about
my work but about sexual abuse. It was
good that the project didn’t stay in the
prison of the white cube—the gallery.

affected only a small circle of people
who came to the exhibition and the
exhibition program, but it didn’t go
further. I think because people aren’t
used to going to galleries you have to
bring art to them.

Lesia: So the place is important, you

have to do something outside galleries?

Alma Lily: Yes. This time they had

to see it. We didn’t have to sell it to
them: “Come to such and such exhi-
bition.” They had to see it because it
was on their way to work or home. It
was there for them to see, which was
also a kind of childhood dream for

me. When | was a kid and was abused,

everybody knew but didn’t want to
“see.” This felt like getting justice for
the first time as my abusers and the
bystanders were never even sent to
court. And now | kind of forced them
to see, and not just me, but all the

girls that are now somewhere in some

house being abused and all alone.

Lesia: The images themselves are
quite innocent.

Alma Lily: The subject is provocative,

and its presentation was provocative,

because the name itself is provocative.

Otherwise, this series of works is very
gentle: it doesn’t show any violence.
When [ was collecting these ob-

jects | wanted to create some sort

of cultural map of objects connected
to “home” as a sociopolitical territo-
ry. So you have things you can find

in our culture in every kitchen, every
playroom and so on. They are huge
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Anbma Aini: Tak, i genki 3 Hux 6y/u
AYKe }OPCTOKi. MeHe goci nepecni-
AYE OAMH YO/OBIK, Ta A YHepe3 HbOro

He nepeimatoca. A oTpumana 6arato
/CTIB 3 MOAAKaMM Big, Nt0Ael, AKi
nepexuan HacubCTBo. Lie 6yno anso-
BUMHO, DO MUCTeLbKa CLeHa y Hac gyxe
BigipBaHa Big cycninbcTBa. A Tenep, Koau
4y B MarasuH, t0AM MOXYTb YNi3HaBaTy
MeHe 1 XO4YyTb MOrOBOPUTU NPO Mil Mpo-
eKT. KynuTu curapeTu cTano Linoto 3aaa-
4ero. YCi X04yTb FOBOPUTM HE Ti/IbK1 NPO
cami poboTH, a 1 Npo ceKcyanbHe Hac/Ib-
cTBO. /lo6pe, L0 NPOEKT He 3a/ULLMBCA
yB’A3HEHUM Yy «Binomy Ky6i» rasepel.

Aeca: Koau T Xouelu BUHTH 3 «6inoro

He Mor/u He nobaunTu. Ham He Tpeba
6yn0 peknamyBaTtu im: «lpuxoabTe Ha
TaKy-TO BUCTaBKy». [yb/ika He morsa He
nob6aunTu, 60 BUCTaBKA Oy/1a Ha iXHbOMY
LIAAXY Ha pobOTY UM 40AO0MY, NPOCTO
6yna BigKpuTa A1A IXHIX over — i e
TaKoX Oy/1a Mos guTAYa MpifA. Y AUTUH-
CTBi Hagi MHOO 3HYLLLA/MCA, BCi NPO Le
3Ha/In, a/1€ He XOTi/N «BaunTK». Y MeHe
6yn0 Big4yTTA, WO A BNepLue 40MO-
r/71acA CNpaBeA/IMBOCTI, agKe TUX, XTO
HaAi MHOIO 3HYLLABCA, | TUX, XTO 33 UM
crnocTepiras i HiYOro He pobuB, TaK Hi-
KO/IM 11 He cyauan. A Tenep A Hibu 3my-
cnna 6aunTn — i He /iMLLe MeHe, a 1 ycix
JHLUIMX AiBYATOK, Had AKMMM 3apas gecb
YA0Ma 3HYLLLAIOTLCA, AKI MOYYBaKOTbHCA

KyOy», AKMM MeXaHi3M Bboro BUxoay? 30BCiM CAMOTHIMMU.
ik ue npaugoe?
Anbma Aini: A gymato, Lo Lei npo-

eKT 6yB XOpOLUMM NPUKAAA0M, 60 A0

Aeca: 306pa)xeHHA BUrAapaloTbh cami
no cobi AOCUTb HEBHHHO.

TOrO A BUCTaB/A/A iHLWY MOro Bepcito
(ayse cxoxy) B rasepeli, i e cnpasuio
BM/IMB /IMLLE Ha BY3bKe KO/I0 /toAel, AKi
NPWILLAK Ha BUCTaBKY i Ha Nporpamy
BMCTaBKU, a/1e He PO3BUHY/I0CA Aai.

Anbma Aini: Tema 6y/1a npoBOKaTHB-
Ha, i Nogava Takoxk, 60 cama HasBa
MPOEKTY MPOBOKATUBHA — 3arasioM e
BCA cepiA pobiT ayxe m’AKa. BoHa He
AEMOHCTPYE aKTU HaCW/bCTBA.



since | present them as weapons, the
weapons that were used by my abusers;
and | present them from the perspec-
tive of a child. There are some feelings
you can’t really express, like the pain
you feel when you are being raped

or the loneliness every abused child
knows very well. So dissociation is the
only way to go, you dissociate yourself
from what is happening to you to not
feel the pain, and this is how | worked
with the images. The objects presented
are clean, they look as if they were
never touched or used. | also worked
with commercial aesthetics, like the
way they take photos of fancy glasses
or ceramic works to sell them. These
commercial photos usually have a grey
background. So | used this kind of
imagery because | wanted to show that
the way sexual violence is produced in
society functions like a factory.

Oksana: How did the media react to
your project?

Alma Lily: When the exhibition started,
the media kind of protected us. They
gave us lots of attention; the largest
mainstream Czech newspapers wrote
about us. And the city which owns the
gallery, realized that if they close the
exhibition—and they were thinking
about doing that—it will only bring even

more attention to it. So it was thanks to
the media and the great Artwall team
that the exhibition stayed on. We didn’t
believe it will and there was a risk of
shutting it down the whole time.
However, the mainstream media really
doesn’t know how to speak with sur-
vivors of sexual abuse, so | got emails
from reporters saying, “Hello, can you
tell me about how you were sexually
abused as a child? Meet us at such and
such a place at five,” or “We are look-
ing for victims. Can you connect us with
some victims?” | didn’t write back to
some of them, but | did meet and do
interviews with others. When we met,
they wanted details about being
sexually abused as a child, and | always
wanted to bring the discussion back
to the sociopolitical. | would say, you
know it is not about me, but actually
about this and this. And this worked,
although it was very exhausting.

Oksana: Is there sex education in
Czech schools? We don’t have it in
Ukraine.

Alma Lily: | don’t think that gender-based
violence should be discussed as part of
sex education programs but as part of
programs dealing with ethics, gender
equality and human rights. Because
sexual violence is never about sex, it’s
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Koau a 36upana i npegmeT, T0 X0TiNa
CTBOPUTMU LLLOCb HA KLUTAAT Ky/IbTYPHOI
Manu npeAmeTiB, NOB’A3aHUX i3 «g0-
MOM» AIK COLiONONITUYHOIO TepUTO-
pieto. Tomy obpana peui, AKi B HaLLii
KY/IbTYPi € Ha KOXHilM KYXHi, Y KOXHil1
AWTAYIM KiMHATI TOLWO. BOHM Be/MyesHi,
60 A nokasyto ix Ak 36poto — 36poto,
AKY BUKOPUCTOBYBA/IM MOI KPUBAHU-
KM, | A MOKa3y!o Lii peyi 3 TO4KM 30py
AUTUHW. € MOYYTTA, AKI HEMOX/MBO
BMPasuTH, — Hanpukaag, 6i1b, AKKi
Big4yBa€LL, KO Tebe rBanTyoTh, abo
CaMOTHICTb, NPO AKY Ay*e Aobpe 3HaE
KOXHa AMTMHA, L0 3a3HAE HAaCU/IbCTBA.
Tomy €gvHMM CNOCOOOM Lie BUTPUMA-
TV € AncCouiaLlia — T AMCOL,IIOELLICA Big,
TOro, W0 3 T06010 BigbyBa€eThbCs, W06 He
Big4uyBaTH Lei 6inb. Came TaK A 1 npavto-
Ba/1a 3 LMmu 306paxeHHAMM. [peameTn
MOKa3aHO YACTUMM, BOHU BUT/IA4AI0Tb
TaK, HibW 40 HUX HIXTO HiKO/M He Top-
KaBCA 1 He BUKOPWCTOBYBAB iX. A TaKOX
MpaLoBasa 3 AyKe KOMepLiMHO ecTe-
TUKOIO: TaK GOTOrpadytoTb MOAHI OKY-
JIAAPY YU BULLYKAHY KepaMiKy, Wwo6 npo-
AaTv. 3a3suyait ui potorpadii pobaTs
Ha TakoMy cipomy T/i. | A BUKOpUcTana
TaKy 06pasHicTb, 60 XOTiNa NoKasaTy,
L0 CeKCya/lbHe HaCUNbCTBO BUPOBAAETD-
CA B CyCni/bCTBi, Ha4e Ha pabpuui.

OxcaHa: flk Ha TBili NPOeKT pearyBanu
3MI?

Anbma Aini: Koav BUCTaBKa Bxe
no4anacq, 3MI Hac neBHOK Mipoto 3a-
Xuiwaaun. BoHu npuginanu nam 6arato
yBaru, npo Hac nucanu Hanbi/bLLi MeliH-
CTPUMHI YeCbKi raseTu. | MyHiuunaniter,

OpgHak MeHCTPUMHI Megia HacrnpaBai
30BCiM He 3Hat0Tb, AK FOBOPUTH 3 /IK0Ab-
MM, AKi NepeXn/an CeKkcya/lbHe Hacu/1b-
CTBO, TOMY A OTPUMYBa/a Meiu Bif,
KYPHa/ICTIB 3 TaKMM TeKCcTOM: «[1puBiT,
MOKeLll MeHi pO3Ka3aTtH, AK Hag To60to
CeKCya/IbHO 3HYLLLA/NCA B AUTUHCTBI?
[laBai 3ycTpiHeMOCA TaM-To 1 Tam-

TO O M’ATIM», «MH LIYKAEMO KepTs,
MOMeLL HaM 4aTU KOHTAKTU XKepTB».
Jlekomy A He BignoBigana, a 3 iHWMMM
3ycTpivanaca ans iHteps’to. Mere
XOTi/IM pO3NUTaTH B NOAPOOMLAX NPO
CeKCya/IbHe HaCWU/IbCTBO B A4UTUHCTBI,

a Al 3aBX /M XOTi/la NOBEPHYTU PO3-
MOBY B COLia/ibHO-NO/ITUYHE PYC/I0.
Mo, 3Ha€Te, piy He B MeHi, a B
TOMY-TO 1 TOMY-TO. | Le npawoBano,
Xo4a 11 6y/10 gyKe BUCHAK/IUBO.

OkcaHa: A B 4eCbKHX WLKOAAX € CEKCY-
anbHa ocgsita? B YkpaiHni Hemae.

Anbma Aini: fl BBakato, WO reHaep-
He HaCW/bCTBO C/ig 06roBoproBaTH

He B pamKax nporpam ceKkcya/ibHol
MPOCBITH, @ B PaMKax OCBITU 3 €TUKMH,
reHAepHOT PiBHOCTI Ta Npas /ItOAUHM.
Bo cyTb ceKkcyanbHOro HacK/bCTBA Hi-
KO/IM He B CeKCi, Yy HbOMY ro/10BHE — Lie
B/1343, i Lie CUMNTOM nmaTpiapxary.

Lo * 40 ceKkcyanbHOI OCBITH,

BOHa Y HaC He HaATo nowumnpena. Y Yexit
HeMa€ CUCTEMATUYHOIO PiLLEHHA LbOro
MUTaHHA, TOMY BYUTE i LLIKO/IM MOXYTb
rOBOPWTU BCE, LLLO XO4YTb, — i 6i/lb-
LWiCTb i3 HUX BOAIKOTb HE FOBOPUTHU NPO
CeKcya/lbHe HacW/IbCTBO, a /LLe Npo
reTepoceKcya/ibHi bio/s0rivHi peyi.

OxcaHa: Ha TBO10 AYMKY, Y4 BAXXAUBO
NOACHIOBATH ue AlTAM, W06 BOHU MOT-
AH po3ni3HaBaTH HAaCUABCTBO?

AKWI BONIOAI€ ranepecto, yCBiAOMMB,
LLIO AKLL,0 3aKPUE BUCTaBKY — a TakK
XOTi/M 3p06UTH, — TO Lie NPUBEPHE A0

Hei nnwe we Ginbly ysary. Tomy came
3aBAAKM Megia Ta Yya0Bili KOMaHAi
Artwall BucTaBka TpuBasa. Mu He Bipu-
/W, WO Le CTaHeTbCA, i BeCb Yac iCHyBaB
PU3MK, LLO Ti 3aKpUIOTb.

Anbma Aini: BapTo AMBUTUCA LUMPLUE,
60 came cekcM3M — Lie OCHOBA A/1A
iHWKX POpM HacmAbCTBa. [TounHaTK
Tpeba 3i 3MiH y CTapux nigpy4HuKaXx,
AKi 40Ci BUKOPUCTOBYIOT, OO Y HMX



always about power and it is a symp-
tom of patriarchy.

When it comes to sex education,

there is also not much of that. It’s not
systematically resolved in the Czech
Republic, so it’s up to teachers and
schools to say whatever they want and
most of them prefer not to talk about
sexual violence, but just about hetro-
sexual biological stuff.

Oksana: Do you think it is important to
explain this to children, so that they
can recoghnize this violence?

Alma Lily: You have to look at the wider
picture, because sexism is the frame-
work in which other forms of violence
happen. It starts with changing old
textbooks that are still being used, so
that they don’t have these gender ste-
reotypes: mother is cooking and father
is doing some “man’s job.”

And also | think that when we speak
with children we should start to teach
them that their bodies belong to them.
You don’t have to speak about or depict
forms of violence, you just have to teach
them that their bodies belong to them.

[ think school education teaches them
the opposite. For example, in traditional
gym classes we tell them: stand, sit, run.
But if instead of this they do something
else, like yoga, which is more about lis-
tening to your body and connecting with
your body, I think it will be very helpful.
It can also be in very small things, like

if a child doesn’t want to put on a coat,
it’s better that it gets a cold and then
the child will know that his or her body
belongs to him or her. We do things to
protect them, but we actually teach
them that they are not the owners of
their bodies.

and what do you see from this per-

spective as the potential of art?
Alma Lily: | really need art and always
needed art to survive, because other-
wise | would kill myself, you know.
It was not my first project, | did other
projects in the past on this subject, but
before that | talked about the phenom-
enon—I didn’t talk about myself. My
work was very biographical, but only
close friends knew this, and | thought
that it was a good way to go, because it
is not about me, so why should | speak
about myself.
And this last project really showed
that it is very important. Before that,
when | didn’t speak about myself, there
was a kind of wall between me and the
viewers: they didn’t know how to grasp
the work. Everything stayed on a very
theoretical level. There was a need with this
project, but also in general, to have a face
and person connected to the work.

Lesia: So this autobiographical ap-
proach when you speak from yourself
allows you to reach the audience

more directly and get feedback?

Alma Lily: When you hear people talking
about violence, usually they are so-

called professionals. For example, the
psychologist says, “This is bad, you have
problems with this and this,” and peo-
ple from the academic sphere will say,
“We have statistics.” But we really don’t
hear from survivors; they don’t talk to

us. It is something this project will en-
courage, and | think it is happening now.
At the same time this concept of ex-
perts-throught-experience is very import-
ant in other contexts, such as coming out
as a political act in the queer context. So
speaking about this concept is important
in discussions about any social issue.
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He 6y/10 UMX reHAepHUX CTepeoTHNiB:
MaTu roTye Ky, a 6aTbKO pobUTb AKYCb
«40/10Bi4y po60TY».

Kpim TOro, A BBaxato, L0 KO/ MU FOBO-
pYMO 3 AiTbMU, NOYMHaTK Tpeba 3 Toro,
06 HaBYaATH iX, LLLO IXHE TiNO HaNEXUTb
M. He Tpeba roBopuTv npo popmu
HaCWbCTBA YM OMUCYBATH iX, A nLe
HaBYMTH iX, LLLO TXHE TiI0 HAZIXKUTD M.
Ha moto AymKy, LLKiZbHa OCBiTa HaBYa€E
X MPOTHAEXHOro. Hanpukaag, Ha
TPAAMLIMHUX 3aHATTAX i3 Pi3KybTYpU
M KayTb: BCTaHb, CAAb, OixK. AKLW0

X BOHW HAaTOMiCTb 3aMaTUMYTbCA
4YMMOCh Ha 3Pa3oK MOru, CyTb AKOI pag-
Lie B TOMY, LLLO6 NpUcayxaTnca 40 CBo-
ro Tina Ta BCTAHOB/IOBATH 3 HUM 3B’A-
30K, Aymato, Le byae AyKe KOpUCHO.
Le moxe npoABAATUCA | B Ayxe Apib-
HUX peYyax — CKaXimo, AKLLO AUTMHA
He X04e 0AAraTU KypTKY, TO Kpallie, Xai
BOHA 3aCTyAMUTbCA, a/1€ 3HaTUMe, Lo i
TiNO HanexXuTh . M pobumo pisHi peui,
o6 3aXMCTUTK giTel, ane HacnpaB4i
/IMLLE HABYAEMO X, LLLO BOHW HE MOXYTb
PO3NOpPAAMKATUCA BAACHUM Ti/IOM.

Anbma Aini: MeHi gyxe noTpibHe muc-
TeuTBo, 3aBXaM 6y/10 NoTpibHe AnA
BUMKMBAHHA, 60 iHaKLLe, 3HaETe, A Npo-
CTO Hak/ana 6 Ha cebe pyku.

Le 6yB He nepLunit Milt NpOeKT, A i pa-
Hile pobuaa NpoeKTU Ha Lo Temy, ane
4,0 TOro roBOpwW/ia Npo ABULLE — A He
rosopwaa npo cebe. Moi po6oTu 6y/n
Ayxe aBTobiorpadivHi, asne AuLue KinbKa
6/113bKMX APY3iB 3HaAM Liei PaKT, i A ra-
Aana, Wwo ue gobpe, 60 CyTb He B MeHi,
TOX YOMY A MatO rOBOpPUTU Npo cebe.

A OCTaHHi NpoeKT NnoKasas, Lo Ha-
CrpaBgi Lie Ay»Ke Bax/mBo. [Jo Toro,

fAIK A 3aroBopw/1a npo cebe, Mix

MHOI0 i Ny6/1iKoto HibKM ByAa cTiHa,
/IOAM HE 3HaAW, AK CNPUIIMaTi poboTy.
Bce 3a/MWanoca Ha Ay:Ke TeopeTuy-
HOMy piBHi. TOBTO TYyT — AK i 3a3BU-
4aint — 6yna noTpeba B 064M4Ni 1 Ntogu-
Hi, AKY MOXHa NnoB’A3aTu 3 poboTamu.

Necn: Llei aBTo6iorpadiunmii nipxia,
KOAM TV FOBOpMLU BiA CBOro imeni, p03-
BoAnfi€ 6inblu 6e3nocepeAHbO B3aEMO-
AIAITH 3 ayAuTOpi€Elo | OTPUMYBATH Bij
Hei ¢ipnbex?

Aeca: Meni nopo6aeTbca TBOA inen
npo Te, WO UA BUCTaBKa — Hi6GH Bub6oO-
penHsa cnpaBepauBocrTi. Lo ana Tebe
o3Hauae 6yTu xypo)xHuueo i AK TM 6a-
YU 3 UbOTrO NOTAAAY TaKUi NOTEeHuian
mucreursa?

Anbma Aini: Koam My 4yemo, Lo XTOCb
rOBOPMTb Ha TEMY HaCK/IbCTBA, TO 3a-
3BMYali BUAB/IAETLCA, LLLO FOBOPATL TaK
3BaHi npodecioHann. Hanpukaag, ncw-
X0/10T Kaxe: «Lle noraHo, y Bac npobne-
MM 3 TUM-TO 1 TUM-TO», — a /Il0AN

Lesia: 1 like your idea that this exhi-
bition was like claiming justice. What
does it mean for you to be an artist,

Lesia: So art can be a space for com-
ing out, to voice something silenced.



This is therapeutic for society: by
working with your own traumas or
problems you can help society. Es-
pecially when you speak about con-
temporary art, about some social and
political traumatic experiences.
Alma Lily: There is no real separation
between the personal and the political,
the intellectual and the therapeutic.
For me, therapy and activism are two
sides of the same thing.
People also have to find ways to con-
nect with each other. When women
in the 1970s started organizing groups
where they talked about their experi-
ences, people from outside said that
those women were trying to force
other women to become lesbians and
that it was dangerous to go to these
groups. This was a patriarchal idea
to stop women from discussing their
experience, so they would not realize
their own problems and stay silent.
And a lot has changed since then, but
really, we are just at the beginning.

Oksana: We have heard that the term
“feminism” is not popular in the Czech
Republic, that when you do a project
it’s better not to use this word.
Alma Lily: When we first sent the
invitations for the art project, people
wrote me back saying, “We are sorry,

but we can’t really come or work with
you. Sorry for using this word, but your
project is too feminist.” Again, it is igno-
rance and the lack of feminist education,
a lack of understanding of what feminism
is. In the case of gender-based violence,
when non-profits work with this subject,
they avoid using the word “feminists,”
because they know that if they call them-
selves that, people will not reach out to
them. But | think it is important to say
that you are a feminist because then peo-
ple can understand: they can look at you
and see that you are a normal person and
not some monster created by the media.

Lesia: Do you consider yourself a femi-
nist artist? What does it mean for you?
Alma Lily: Yes. | don’t separate life,
art, activism and research. For me it
is a whole. All art is by definition political
art. And it means using these frame-
works as a way to think about soci-
ety. | see society through a feminist lens.
I’m talking about the power structure
and power relations in society—whenev-
er | speak about something, it will have
this aspect. You can’t speak about gen-
der without speaking about the power
structure. And you can'’t speak about
the power structure without speaking
about gender. Art is more the spacein
which feminism comes out.
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3 aKageMmivHOT chepu KaxyTb: «Y Hac

€ CTaTUCTUKa». A/le MU He YYEMO

TUX, XTO NEPEXMB HACU/IbCTBO, BOHU
NMPaKTUYHO He rOBOPATb A0 HaC. A Lieit
MPOEKT AKPa3 3a0X04yBaTUMe A0
LibOro — i MeHi 34a€TbCA, WO Le BXe
BigOyBaeTbcA. BogHOYAC NMOHATTA
«@KCMepTHOCTI-3-A40CBigYy» € AyKe
BaM/IMBUM B iHLLMX KOHTEKCTax, Hanpu-
K/1ad, Y KBip-KOHTEKCTi KamiHr-ayTy Ak
NOAITUYHOrO aKTY 1 Y ANCKYCIT Npo Byab-
AIKe CoLjia/ibHe MUTAHHSA.

Aeca: OMxe, MUCTELTBO MOXKe 6yTH
npocTopom KamiHr-ayTty, w06 eucno-
BUTH BrOAOC LLOCH 3amMoBYaHe. Yu
BBa)Ka€ll TH, LLO Ue Ma€ TepaneBTHY-
HUH BNAKB Ha CYCNiAbCTEO: NPaLIOIOUH
i3 BAaCHUMHM TPaBMaMM YM Npobrema-
MM, TH MO)Kelll AonoMmaraTi cycninb-
cTBY. 0CO6GAHMBO KOAM HAETLCA NPO
cyyacHe MHUCTEULTBO, AKe CTOCYETbCH
couiaAbHOro Ta NOAITMMHOrO TpaBMa-
THUYHOrO AOCBIAY.
Aabma Aini: Hacnpaegi ocobucte Ta no-
NiTUYHE, iHTEe/eKTya/IbHe Ta TepaneBTHy-
He He BigaineHi ogHe Big ogHoro. Ann
MeHe TepanifA Ta akTUBI3M — Lie ABi
rpaHi Toi camoi peui.
Kpim Toro, HeobxigHo, Wwo6 ntoam BcTa-
HOB/IOBA/IM 3B’A3KM. KON y 70-X XKiHKK
no4a/iv OpraHisoByBaTH rpynu, B AKMUX
06rosoptoBanu CBilt 40CBig, TO NPO Ti
FPYNU LWMPUANCA YYTKU, LLLO TaM XKiHKM
HamararoTbCA 3MYCUTU iHLIMX KIHOK CTa-
™ necBilikamu i Lo Xo4AnTY TyaM Hebes-
neyHo. Lle 6ysa natpiapxazbHa OLiHKa,
MOK/IMKaHa 3aBagnTH XiHKam 06roesopto-
BaTW CBill 4OCBIA, 0D BOHM He yCBigo-
MWK CBOI Mpo6/iemu i MoBYasu. | 3 Toro
Yacy 6araTo 3mMiHW/A0CA, a/se HacnpaBsAi
MM 3apas3 LLie /LLe Ha CAMOMY MOYaTKY.

OxcaHa: Mu uyau, wo repmin «pemi-
Hi3m» y Yexii He Ay)Xe NONyAAPHHUM,
L0 KOAH PO6MIU NPOEKT, Kpalue Bboro
CAOBa He B)XXMBaTH.

Aabma Aiai: Konv my Brieplue posicianu
3anpoLLEHHA Ha MPOEKT, /AN NUcanu
MeHi y BignoBigb: «Bubayte, ane mu He
MOXeMO NpuiTH abo npaLoBaTH 3 Bamu.
BubauTe 3a BXMBaHHA LibOro C/10Ba, a/ie
BaLLl MPOEKT HAATO PeMiHICTUYHUI».
3HOBY-TaKM, Lie BUKNMKAHO HeBir/a-
CTBOM | Bpakom PpeMiHiCTUYHOT OCBITH,
H6pakom po3yMiHHA TOrO, Lo Take pemi-
Hi3M. Y BUNaAKY reHAepHOro HaCUAbCTBA,
KO/IM rPOMAACbKi OpraHisauii npatio-
I0Tb i3 Lli€0 TEMOIO, TO HAMAraroTbCA YHU-
KaTu ¢/10Ba «peMiHICTKM», 6O 3HAKOTb, L0
AKLLLO TaK cebe Ha3MBaTUMYTb, TO N0AN
He 3BepTaTMMYTbCA A0 HUX. A/e A BBa-
alo, WO Ha3ueaTu cebe dpeminicTkoO
BaX/IMBO, 060 TOAi 04N MOXKYTb 3pO3Y-
MiTW: BOHM NOAMBAATLCA Ha Tebe i no-
6a4aTh, WO TM HOPMa/IbHA /I0AMHA, a He
AKUIACb MOHCTP, AIKOrO CTBOPUAK Megia.

Neca: Tu BBa)Xkaew cebe peminicTnu-

Holo xyaoxHuuero? Lo ue anna Tebe

o3Havae?
Anbma Aini: Tak. fl He NPOBOAKY pO3-
MeXYBaHb MiX }XUTTAM, MUCTELITBOM,
aKTMBI3MOM i AOC/igXKEHHAM. A
MeHe Lie BCe oAHe Ljine. KoxHe mucTe-
LITBO — L@ 33 BU3HAYEHHAM NOAITUYHE
MWCTELTBO. | e 03Ha4Yae BUKOPUCTOBY-
BaTY Lj igelHi pamku AK cnocib gymatu
Mpo CyCni/bCTBO. A CnpuiiMato CyCri/b-
CTBO Yepes npusmy pemiHiamy. A ro-
BOPIO NPO BAAAHY CTPYKTYPY i BAaAHi
BifiHOCMHM Y CYCMiAbCTBI — Hag 4uMm
6 A He NpaLoBana, 3aBX/AM BK/KOYAI0
Lie acnekT. HemoK/1MBO roBOpUTH
Mpo reHaep, He FOBOPAYU NPO BAAAHY
CTPYKTYPY. | HEMOK/IMBO rOBOPUTH
Mpo BAAAHY CTPYKTYPY, HE rOBOPAYM
npo reHaep. A MUCTELTBO — Lie pagLue
NpocTip, A€ peMmiHi3M BUXOAWUTb Ha NOo-
BEPXHIO.
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Paris_France

Oksana Briukhovetska
Lesia Kulchynska
Ségoléne Pruvot
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Ségolene Pruvot: What is your opinion

about the link between gender and

racial discrimination in France?
Rébecca Chaillon: There are many
problems with racism in France. Not
racism like using the word “nigger,”
but racism in the state system: discrimi-
nation against people when they are
looking for a flat, a job or love. Because
the norm is white, the normis thin,
the norm is not to have this type of
hair. So these are all things where you
have racism. If you are not white, you
have a typical kind of job. For exam-
ple, a lot of black and Arabic women
work as nannies for white children.
| thought I never had problems, but
then | realized that there is state racism,
racism based on state decisions. If you
go to work in a company, they might
say you have to straighten your hair.

Lesia Kulchynska: Really? It’s hard to
believe it.
Rébecca: Yes, you may have to
straighten it, because hair like mine

And many white girls do not have to do
anything with their hair because they

My text, my makeup
and my food

looks “wild.” But this is my natural hair.

Peb6ekka LLlanoH
[Napumx_DpaHuis

Po3moBAAIOTE:

OkcaHa bproxoBeLbka
Necsa KynbuMHCbKa
CeroneH lMpyBo
bepeseHb 2017, Mapwux

Ceronen lNpyBo: fika Bawia Aymka npo
3B’A30K reHAepPHOi Ta pacoBoOi AMCKPH-
minauii y Ppanuii?

Pe6ekka LWakoHn: Y PpaHujii 6arato
npobaem 3 pacusmom. lgetbca He npo
pacu3M Ha KLUTaAT 063MBaHHA «He-
rPOM», @ pacu3M Y AiepKaBHil cucTemi:
AUNCKPUMIHALLT T0Aei y KUTN0BIN chepi,
Mig Yac Halimy Ha poboTy, B 1H060BHMX
CTOCYHKax. B ycix umx cpepax € pacusm.
Bo Hopma — ue bina cTpyHKa Mtoau-
Ha, Y AKOI BO/IOCCA He BUMIAAAE, AK OCb
MOE. 3 HebiIMM KO/IbOPOM LLKIpU TU
OMMHAELLCA Ha TUMOBIN pobOTi — CKaxi-
MO, 6araTo TeMHOLLKIpUX KiHOK Ta apa-
60K NpaLooTb HAHbKaMM Binnx gitei.
Paniwe A gymana, WO B MeHe He-

MaE€ 3 uum npobnem, ane noTim ycsigo-
MWA3, LLO iCHYE AepPKaBHUI pacm3m. BiH
NoB’A3aHWIA i3 AeprKaBHUMM PilLeHHAMMU.
AKLWO TaKi, AK A, NPO6YOTH BAALLTYBA-
TUCA Ha pobOTYy B KOMNAHitO, TO Bif, HUX
MOXYTb BUMaraTu BUMPAMUTU BO/IOCCA.

Aeca KynbunHcbka: CnpaBai? Bax-
KO B Iie NOBipUTH.

Pebekxa: Tak, BMMaratoTb BUMps-
MWTH, DO TaKe KydepsBe BO/0CCA, AK
y MeHe, BUM/IAAAE «AUKUM». AZle K
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look natural, but our hair seems dirty
and wild. This kind of racism. And in
school your child will be told, “You are
a tiger”—or a panther or lion or
anything from the jungle; you are not
a woman, but an animal, a wild animal.
“You have music in your blood” and all
these kinds of things.

Do you know this famous French ad
for Carte Noire coffee called “Black
Card, coffee of my desire.” | wanted

to talk about the hypersexualization
of black women. | don’t know if other
women—~Asians or Arabs—also feel
this problem. But | don’t want to talk
for them; if | do, | would need to work
with these girls.

I met a girl who made me realize there
is different feminism; she introduced
me to some famous women, like bell
hooks and Angela Davis.

Thanks to her | discovered all that

and | went to a camp. It was three
days, where people—victims of state
racism—got together to think. The
reaction to it in France was very bad.

It was described as anti-white racism,
and it was banned. But we held it. We
thought about each other, we had these
reflections. | really wanted to talk about
that in my new show, to convey my
reflections about it—it was something
new, it really touched me, because | dis-
covered who | am after thirty years. It
was like, “Ah, yes, | am black, a woman,
and it is okay to fight sexism, but it is
also okay to realize that I’'ve been living
with sexism and racism at the same
time.” So now | want to keep reading
about this and working on it.

Oksana Briukhovetska: Were you born
in Paris?

Rébecca: | was born in a town close to
Paris, but my family comes from a small
island in the French Caribbean. We

only go there for tourism. It is a small

island, and everyone knows each other.
There are many religious people, peo-
ple who do Voodoo magic. So it was
frightening to me. How come | don’t
feel a connection to these people?
They are my family! | was thinking
about that, and this new play is a little
bit about that. About being lonely and
not belonging to this place or another
place because you moved. | didn’t have
any black friends; | had fully assimilated
with whites. | thought, why am | not
attracted to black guys, or black girls?
Do | feel different? Yes, of course, | feel
white. | made my own racism.

Lesia: Towards yourself?

Rébecca: Yes. | did to myself what
white people do to me. Before | would
say about myself, “Yes, | am a tiger.
Yes, | am wild and | have music in my
blood. Yes, you can touch my hair, be-
cause it is exotic.” Now | understand
that I am not an exotic thing, but a per-
son, and you can be different from

the image of you they are creating.
And | realized all this colonization of
minds, writings, pictures, everything.

Oksana: How did you start to play in
the theater?

Reébecca: The first thing | did was di-
rect a play with women. It was called
8 Women. It was classical theater, a play
about the mystery of who killed the
man of the house. Maybe you know it.
After that | did Moliere. | was choosing
actresses. | couldn’t hire guys. | was
always working with women.

Lesia: Why?

Rébecca: At first | didn’t know. | didn’t
feel boys or men were attractive on
stage; they were boring. After that | had
my lesbian artistic coming out. | rewrote
Moliere’s play, edited it, added dance
and music, and then [ thought, “Okay,

122

The Right to Truth_Art Practices

123

MpaBo Ha iCTUHY_MucTeLbKi npakTuki

Take MO€E BO/10CcA Big npupoau! bini
AiB4aTa He MyCATb HIYOro pooUTH 3i
CBOIM BO/10CCAM, BOHU MOXKYTb CObi
£,03BO/IMTU BUTAAAATU MPUPOAHO. A OT
Halle BO/10CCA 34aETbCA OpyAHUM Ta
AVKUM. OCb Takoro TMny pacusm. Takin
AVTYHI Y LWUKOAI Ka3aTUMYTb: «TU — TU-
rpuual», «Tn — naHTepa» 4u «/1eBu-
uA» — Oy Ab-AKUIA 3BIp i3 AXKYHI/IB.

Tu He KiHKa, a TBApWHA, AMKa TBapUHa.
«My3ukay Tebe B KpoBi» — i Take iHLLe.
3HaeTe ylo BigomMy $ppaHLy3bKy pe-
KAaMy KaBu? «4opHa KapTa Moro ba-
¥aHHA». | A X0Tiza 61 noroBopuTH Npo
rinepcekcyaisau,ito HOpHUX XKiHOK. A He
3HAO MPO KIHOK 3 iHLIMM KO/IbOPOM
LLIKipy — a3iaTokK Ta apaboK, — 41 BOHU
TaKOX Big4yBatoTh L0 npobaemy. LLlob
rOBOPUTU NPO HUX, MeHi Tpeba npatjto-
BaTW Pa3oM 3 UMM giB4aTamu.

A 3ycTpina gisunHy, Big AKOI gi3Hanaca,
o icHye 6araTo pisHOro pemiHiamy,
BOHa BifKpW/aa A48 MEHE Ki/bKOX Bi-
AOMMX KIHOK, TaKMX AK 6e/1/1 TyKC 4n
AHpxxena [lesic.

OTKe, 3aBAAKM i A YCBigOMMAA LWOCH
A4 cebe i noixana y Tabip. Lew Ta-

6ip TpUBaB TPU AHi: 104N — KepTBU
A,ePKaBHOro pacnsmy — 3ibpanmcs,
wob pasom nogymatu. Peakuis Ha
HbOrO y PpaHujii 6ysa AyKe noraHa.
Llei 3axig Ha3Baam pacMsmMom, cnps-
MOBaHWM npoTH Binunx, i 3abopoHuan
noro. Ane mu toro nposenu. Mu gyma-
/1 OAHE NPO 0AHOrO, pedeKCyBa/n.
MeHi gy»e X0Tinoca po3nosicTu Npo
Lie y CBOIl4 HOBII BUCTaBi, nepegatu
CBOI MipKyBaHHA — Lie 6y/10 WocChb
HOBe i gy*Ke MeHe 3a4enuno, 60 A Ha-
peLuTi, 4epes TpUALATb POKiB, 3p03y-
Mi/a, KUM A €. BiguyTTAa 6y/10 Take: «A,
Tak, A HOPHOLLKIpa, A XiHKa, i bopo-
TUCA i3 CEKCM3MOM — Lie HOPMa/IbHO,
a/ie A TaKOX YCBIAOM/IIOLO, IO nepe-
XKMBAIO CEKCU3M | pacM3M BOAHOYAC».
Tomy Tenep A xo4y 6araTo 4ATaTh Ha
L0 TeMY i NpaLtoBaTH Hag, LUM.

OxcaHa BploxoBeubka: Bu Hapoauau-
ca B Mapwxi?

Pebekka: f Hapogwaaca nobausy
Mapuka, ane MoA pogMHa NOXOAUTD i3
OAHOr0 MaZeHbKOro OCTpoBa y $ppax-
1y3bkmx Kapubax. Mu Tyam isgumo
/vLe AK TypucTu. Le maneHbKuii oc-
TpiB, A€ BCi BCiX 3HatOTb. Tam Barato
peiriiHux AtoAen, AexTo NPaKTUKYE
marito Byay. TOMy Lie MeHe A1AKano.
Yomy A He Big4yBato 3B’A3Ky 3 UMK
NoAbMU? AgKe BOHM — MOA poAnHa!
OT npo TaKi peyi A gymana, i B MOii
HOBIl M’eci Tpoxwm MAeTbcA Npo Le. Mpo
CaMOTHICTb, NPO Te, LLLO TU HE Ha/IeXKULL
Hi 4,0 LbOro Micud, Hi 40 TOro. Y MeHe
B3ara/i He 6y/10 TEMHOLLKIpUX Apy3iB
paHilue. A NoBHICTIO acnMmintoBasaca
cepeg 6innx. flymana: Homy MeHe He
npuBab/IOIOTb YOPHOLLKIPI X/10MLi YK
AiB4aTa? Yu A no4yBatoCA iHaKLLOHO, Hix
BOHM? 3BiCHO, TaK, A noYyBatoca 6ino0t0.
BuxoaunTb, WO A cama CTBOpUAA BAAC-
HUI pacKsm.

Aecs: WWoao camoi cebe?

Pebexka: Tak. A 3pobwu/a Te came,
L0 3i MHO pobATH Gini AtoaMm.
PaHiwe a1 6 cebe Tak i onucysana:

«TaK, A — TurpuuA. Tak, A — AuKa, i my-
3MKa Y MeHe B KpOBi. Tak, MOXeTe TOPK-
HYTMCA MOro BO/10CCA, 60 BOHO Take
eK30THYHe». Tenep po3yMmito, Lo A — He
€K30TUYHA PiY, a I0AMHA, i LLLO MOXKHA
6yTH iHaKLLOtO, Hix TOl 06pas Tebe,
AKWI BOHM CTBOpU/U. | A yCBigoMuaa
BCHO LLtO KO/IOHI3aLito CBigOMOCTi, TEK-
CTiB, 306paeHb, BCbOrO.

Oxcana: fik BM nouanu npauioBa-
T™ B Tearpi?

Pebexka: epiua moa pobota — e
pexucypa oAHiel n’ecu Npo *iHOK. BoHa
Ha3uBanaca «Bicim iHOK». Lle 6yB
K/1aCMYHWI TeaTp, n’eca Npo po3c/igy-
BaHHA BOMBCTBA 40/10BiKa — ro/10BU
ciM’l. MoKAMBO, BM Ti 3HaETe. A nic/1A



stop torturing the guy, write your own
play, where you can do whatever you
want.” So | started to.

| was still in the conservatory at the
time. | went to a workshop with the
famous director Rodrigo Garcia—he does
performances and works with images.
The point of the two-week workshop
was to get free from directors, to be
your own performer and create your
own things. I started to work with food,
to do things with meat; | was really
obsessed with meat. | liked Carpaccio
and raw meat. | liked using a lot of make-
up. | thought, “What if | create meat
woman, what will her story be?”” Her
boobs hang out, meat hangs out, she
eats a lot of raw meat. | ordered raw meat
and transformed myself into what |
imagined as a monster of eating. And | in-
vited people to look at me. I did a similar
performance with salmon.

Lesia: It was series of performances?
Rébecca: Yes, it lasted three
weeks. | tried different foods and
salad. Meat for me symbolized vio-
lence. | have a lot of works with meat.
With fish I thought about submission,
about a Japanese woman who you
can eat off her body. Salad for me was
dieting. | thought about what would
happen if | eat salad all the time. Every
two days | tried something different. It
was a series of 45-minute performances
that | called Stomach in the Skin—about
the transformations when you eat
something, what you become on the
outside, the connection between the
desire to be loved and the desire to eat
something. Thus began my long road
of performances.
After that | did a lot of small performanc-
es with a birthday cake. I ate 100 grams
of flour, 100 grams of butter, 100
grams of sugar, half a liter of milk, two
eggs. It was really painful to eat it all.
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LbOro A NpaLoBana Hag BucTasoo Mo-
Nbepa. A nigbupana akTopok. Hikonm
He MOr/1a HalMaTu YO/I0BIKIB. 3aBXAN
npaLtoBana 3 XiHkamu.

Aeca: Yomy?
Pebexka: Criepluy A He 3Haza. MeHi
34,aBan0CA, WO X/10ML,i 44 YONOBIKM
HenpwvBab/MBi Ha cLeHi, HyHi. 3rogom
npoABUAOCA MOA 1eCOiliCbKe XYAOKHE
4yTTA. M’ecy Mo/ibepa A nepenucysa-
/13, MOHTYBa/1a, A043a/1a TaHL0, My3u-
KW — i 3peLuTor0 3p03yMina, L0 A40CUTb
MYYUTH LbOr0 YO/0BiKa | MOpa Hamuca-
TV B/AIACHY M’eCy, B AKiN A mor/a 6 pobu-
™, WO xouy. Tak i 3pobuna.
LLle B e Yac A 6ysa y KOHCepBaTo-
pii. BigBigysasa BOpKLUOMN BiAOMOro
peskmcepa Pogpiro [apcis — BiH pobuTb
nepopmaHcy i npautoe 3 obpasamu.
CyTb LbOro 4BOTUXKHEBOIO BOPKLLOMY
6y/1a B TOMY, L0 3Bi/ILHUTUCA Big
pexucepis, pobuTtn neppopmaHcy
CaMOCTIMHO i CTBOPHOBATM LL,OChH CBOE.
Tox A no4ana npawoBaTh 3 TEMOIO Txi,
pobuTu pisHi peui 3 m’acom. A 6ysa
NpOCTO oAepKuma m’acom. MeHi no-
A06annca kapnayo 1 cupe m’Aco. | we
noao06an0ca BUKOPUCTOBYBATU PACHUIA
MaKifx y cBoix poboTtax. Tomy nogy-
Ma/ia: a Lo AK A CTBOPHO XKiHKY-M’ACO,
AKa bype i icTopia? Y Hel 6yayTb LuLbKM
BWBa/IeHi, BUBa/ieHe M’Aco, BOHaA TcTu-
Me 6araTo cuporo m’Aaca. A 3amoBw/1a
cuporo M’sica i nepeTsopuia cebe Ha
06pas, KoTpuit cobi yaBuaa AK MOHCTPa
TXi. | 3anpocuaa ntogen nognBUTUCA Ha
meHe. MoTim A 3pobua nogibHuit nep-
dopmaHc i3 nococem.

Aecs: Lle 6yaa cepia nepdpopmancie?
Pebekka: Tak, Lie TpMBa/IO TPU TUXK-
Hi. i cnpobyBana pi3Hi cTpasw i casat.
M’Aaco an1A MeHe CMMBO/1i3yBa/lo Ha-
CWABCTBO. Y MeHe baraTo pobiT 3 M’a-
COM, @ y BUMAAKY pubu A gymana npo
MOKIPHICTb, NPO AMOHCBLKY XiHKY, AKa

A03BOAAE ICTH 3i cBOro Tina. Caznat gna
MeHe 03HauyasB gieTy. A gymana: wo
byse, AKLLO BeCb Yac ICTUMY TiNbKK
canatu? WoaBa gHi A npobyBasa Wwoch
iHakwe. Lle 6y/n cepii 45-XBUAMHHUX
BUCTYNIB, AKi A NOTiM Ha3Bana «LLay-
HOK Y LLKipi» — npo TpaHcpopmaliii, AKi
TU NePeXMBAELL, KON LWOCh ICU, AKOIO
CTaE TBOA 30BHiLLHICTb, MPO 3B’A30K
HaxKaHHA BYTU KOXaHO Ta BaKaHHA
L,ocb 3'icTu. I3 LbOro novaBcA Mmii 40B-
Ui WAAX Yy neppopmaHdi.

fl npoBena 6araTto KOpPOTKMX nepdop-
MaHCiB, HAaNPWKAag, i3 TOPTOM Ha AeHb
Hapoz:KeHHs. A 3"igana 100 rpamis 60-
pOLLHa, 100 rpamiB MacAa, 100 rpamis
LyKPpY, NiB/ITpa MO/OKa, A4Ba ANLA. cTu
BCe Lie 6y/10 BKpait HeMpPUEMHO.

Aecs: Micaa ubOro BU MaAu nepeTsopu-
THCA HA XIHKY-TOPT?
Pebekxka: Tak, A Ma/sa NepeTBOpUTHCA
Ha TOpPT. A 3milLyBana BCi iHrpegieHTH
BCcepeauHi cebe. flogaBana «Hyten-

/y» i yKop.

Aecs: o6 ctaTtu 6a)kaHol0, AK TOPT.
Pebexka: Tak. Asie BUI/IA43/10 Lie npo-
CTO ¥KaX/IMBO.

Oxcana: flk BH nicaa uboro nouysanuca?
Peb6ekka: MNoraHo!

Oxcana: Lle ana Bac 6yno Haue HacHAb-
CTBO?
Pebekka: Tak.

Oxcana: Iaen 6yna B Tomy, W06 Biguy-

TH i€ HACUALCTBO BAACHUM Tinom?
Pebexka: Lie 6yB TOpT Ha AieHb Hapo4-
YKEHHA, AKWI MaB CUMBOAI3yBaTH OAMH
PiK MOrO XUTTA, 3 ycim noro 6onem. LWo-
POKY Ha AeHb HAPOAXEeHHA Y Ha HoBUI
piK TH KaxeLl cobi: «Tak, HaCTynHOro
POKY A MOYHY 3alMaTUCA AOrot0, MPUEA-
HaoCA 40 NOAITUYHOI FPYNK, 3MIHIO X/10M-
LA, i MM MOYHEMO MO-HLIOMY 3aiMaTHCA



Lesia: You were supposed to turn into
the cake woman?
Rébecca: Yes, | was supposed to be-
come a cake. | mixed all the ingredients
inside me. | added Nutella and sweets.

Lesia: To become desirable, like cake.
Rébecca: Yes. But it looked very bad.

Oksana: How did you feel after that?
Rébecca: BAD!

Oksana: It was a kind of violence for you?
Rebecca: Yes.

Oksana: Was the idea to feel this vio-
lence in your own body?
Rébecca: It was a birthday cake that
was supposed to represent one year of
my life, with all the pain. Each year, on
your birthday or New Year's, you say

to yourself, «Okay, next year I’ll start
doing yoga, I'll join a political group,

I’ll change my boyfriend and the way
we fuck.” These are the things you say
you are going to do, but you don’t, and
then you’re unhappy with yourself.
But on your birthday you should enjoy
every piece of your birthday cake. My
mom always brings me a cake from the
supermarket. It tastes fake, but you
have to eat it. | was talking about the
violence of this cake. It is your cake,
enjoy it. The performance is 30 min-
utes, and | am really in pain when [ am
eating everything.

Oksana: Maybe eating food is a meta-
phor of penetration, which is connect-
ed with violence?
Rébecca: Yes, eating is very sexual.
| associate it with getting high or mas-
turbating. | do these things when I am
really tired.

Lesia: Because it is about getting
pleasure?
Rébecca: | force people to watch me
eat. | talk about violence, body, desire.

Lesia: Monsters of Love is based on
this series of performances?
Rébecca: Monsters of Love was
my second show after Stomach in
the Skin and was a continuation of
that: | transform into what | eat.
I have an ex-girlfriend I lived with for
three years. One day we had a fight,
and she got violent. When | came back at
night she was watching a documentary
on cannibalism, a true story about two
people in Germany. And | thought, «Okay,
she is going to eat me. She ate my brain,
and now she is going to really eat me.”
My play is about this: how you feel
in a relationship. You agree to be eaten
sometimes in a relationship because
you feel pleasure in loving someone

12
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Pebekka LLaioH i Enica MoHTel y nepdopmaHci «MoHCTpH KoxaHHsA». 2017

cekcom». T Kaxelw, Wwo 3pobuLl yce
e, — i He pobuLy, Big YOro BigvyBa€eLl
roCTiHe HEeBAOBO/IeHHA coboto. Ane

Ha AeHb HAPOAKEHHA TM MYCULL Haco-
NOAXKYBATUCA KOKHUM LIMAaTKOM CBOrO
TopTa. MoA Mama 3aBXau NPUHOCUTD
MeHi TOPT i3 cynepmapKeTa, Takui LWTy4-
HuiA. | e Tpeba 3%ictu. OT A i roBopuia
MPO HAaCKALCTBO LbOro TopTa. Lle TBil
TOPT, HACON0AXKYMNCA HUM. [TepdopmaHc
TPVBAE A4Cb 30 XBW/IMH, i A MO-CMPaB-
HbOMY CTPaAato, KO/ Lie BCe iM.

Okcana: Mo)XAMBO, TaKe CNOXXUBaHHA
i — ue meradopa nenerpauji, wo
noB’A3aHa 3 HAaCUAbLCTBOM?
Pebekka: Tak, 3BicHO, icT — L
AK€ CeKCyanbHO. Ia acouitoeTb-
CA B MEHE 3 Y)>XMBaHHAM HapKOTUKIB
Ta Mactypbauieto. | A pob/to Ui peui,
KO/IM Aiy’Ke BUCHAXKeHa.

Aecsa: bo Bci ui peui noB’a3Hi 3 oTpK-
MaHHAM 3aA0BOAEHHA?
Pebekka: Tak. | A 3myLuyto Atogei au-
BUTUCA AK A IM. A rOBOPIO MPO HaCU/Ib-
CTBO, Ti/Z10, 6a*KaHHS.

Aeca: «<MoHCTP KOXaHHA» — Lie BUCTaBa

Ha OCHOBI Ui€i cepii nepdopmancis?
Pebekka: «MOHCTp KoXaHHA» — e
MOf gpyra BucTaBsa nicaa «LayHka y Wwki-
pi», AKa TAKOX € MPOAOBKEHHAM L€l
TeMU: A NepPeTBOPIOIOCA Ha Te, Lo M.

OpgHoro AHA A NOCBapuAaca 3 A4iBYMHOI0,
3 AIKOIO KW/1a TPM POKM, BOHA MOBOANAACA
arpecusHo. Koau A noBepHyaaca A040-
My BHOYi, BOHa AAIKpa3 AMBWAACA AOKY-
MeHTa/bHUiA $isbm NPO KaHibasi3m, npo
pea/ibHy iCTOpito ABOX KaHibaniB 3 Himeu-
yuHu. | A nogymana: «TaK, BOHa MeHe 3a-
pas3 3’icTb, BOHa Buifia MeHi MO30K, a Te-
rnep 3’iCTb MeHe Mo-CrpaBXHbOMY».

Ocb npo ue moA n'eca— npo Te, AK T
MOYYBAELLICA Y CTOCYHKaX: MOrOAMKYELLCH,
o6 Tebe noiganu, 60 T06i NpUeEMHO
HOBUTU KOrocCb, XTO Big Tebe 3ase-
XUTb i 10BUTH Tebe. | To4i BiH Y4 BOHA
MOKe Tebe noigaTy, i TM TakoXK iHOAj
noigaew iHwmx atogen. Ocb npo ue
Mwaoca. Ha uto Temy € ictopia ogHOro
AMNOHLUA-CTYAEHTA, AKUI HaBYaBCA Y
®paHuii. BiH 3anpocu g0 cebe gisunHy:
«Xoam 40 MeHe f040MY, MeHi NoTpibHa
TBOA A,0MOMOra B O4Hiit poboTi». | BiH
npocTo B6us i 3'is ii. Moro Tak i He noca-
AWAK, 6O BUABU/IOCH, LLLO BiH MCUXIYHO
xBopuit. Moro signpasnau Hasag, y Ano-
Hit0, @ TaM BiH NPOCTO NPUIMMaB /KK

Ha KWTaAT aHTUAENpeCaHTiB, i Homy
6y/10 3a60pOHEHO BUXOAUTU 3 AOMY.
BiH gy»e Bigomui1 y ANOHii, Npo HbO-

rO MOXHa NoYMTaTH B iHTEpHeTi. BiH
Hanmcae 6araTto KHUKOK NMPO CMakK Tiel
BOWTOT AiBYMHU. B 0gHOMY iHTepB’to BiH
CKa3asB: «f 1i BB, a/1e A He 3HaB, W0
BOHa nompe». BiH gy»e nonyaapHui,
/MtOAeM 3aXON/0E Lei HY0/10BiK, AKMI
CTBEPAKYE, L0 OYB 3aKOXaHUI i XOTiB
NOAMBUTUCA, LWLO Y Hel BcepeauHi. A BBa-
Xato, LU0 Lie XKaxX/MBO.

A 3apa3 My 3aiMAaEMOCH HOBOIO BU-
CTaBOtO. Y Hilt igeTbCA Npo XKiHOUMi
$yT60.. NPO Te, AK KiHKM BUCHAKYIOTb-
€A, IXHE TiNI0 3MIHIOETLCA. KO BOHU
CTalOTb MaTepAMM, TM 40BOANTHCA
KMaaTtu Le 3aHATTA. Mu cnpobysanu
MOPYLUMTU MUTAHHA AUCKPUMIHALLT, AKA
iCHYE y CTMOpPTI: pacu3my, CeKCU3MY,
elaXKM3MY, Knacusmy. A rpatumy y uin
BMCTaBi pa3oMm i3 11 iHLLMMM MO AbMMU.



who depends on you and loves you. He
or she can eat you, and sometimes you
like to eat other people. It was about
this. There is a story of a Japanese guy.
He was a student in France. He invit-
ed a girl over and said, “Come to my
house, | need your help with an assign-
ment.” And he just killed her and ate
her. He never went to prison because
he was mentally ill. They sent him back
to Japan and there he only had to take
pills for depression and couldn’t leave
his house. He is very famous in Japan.
You can read about him on the Inter-
net. He wrote a lot of books about the
way the girl he killed tasted. He said in
an interview, “I killed her, but I didn’t
know she would die.” People are
fascinated with this guy, who said he
was in love, and wanted to discover her
inside. | think this is really awful.

And now we are doing a new show. It

is about women'’s football. How they
get exhausted and their body changes.
When they become mothers they stop
playing. We tried to question all the
discrimination you can find in sports:
racism, sexism, ageism, classism. | will
perform in the show with 11 other people.

Ségolene: Do you have any experience

in foothall, sports?
Rébecca: | started this show be-
cause | wanted to play in this one
theater that | like. And next year
there will be a football festival. | hate
football, | don’t care about it. But
when | thought about this team of
lesbians, trans people who are fighting
against sexism and homophobia, and also
welcome people without papers, activists
from other countries who were excluded
because of their sexuality. So in my show
they are included through sport.

Lesia: Do you eat in the play about
football as well?

Rébecca: Yes, for an hour | watch all
the girls running and I just eat pizza and
drink beer. And the camera is record-
ing my head in real time. | have one
hour to eat and get fat. The audience
will watch me get fat with 11 beautiful
girls, most of whom are white, one is
black. I am like discrimination.

The last time | did it, something
happened that never happened be-
fore: | threw up on stage. | was embar-
rassed. It was because of the beer.

Lesia: These performances are like an

extreme hyperbolized image of Western

prosperity, the endless feast until nausea.
Rébecca: Exactly. In West Africa | would
be ashamed to do this, because people
there have nothing to eat.

Lesia: My first time in New York, | was

amazed that people are obsessed with

eating. Everyone is talking about what

restaurant to go to, what food to try.
Rébecca: The same in France. We don’t
talk about politics. We just talk about
food. New restaurants, new TV shows
about food. Food is politics. Some coun-
tries eat something, some—don’t.

Lesia: Recently you are mostly work-

ing in the theatrical genre, not in per-

formance? Or do you work with both?
Rébecca: My big things are shows in-
side theaters, with light and sound. But
when they call for me alone, without my
company, saying, “Rébecca, we need
you to do a performance!”—I can cre-
ate something very quickly and show
it. So performance is always part of my
shows, in one way or another.

Oksana: How do you create these

quick performances? Do they propose

the topic or do you come up with it?
Rébecca: It depends on the festival.
Mostly they're queer festivals and food
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Pebekka LLalioH. Meppopmanc «LLayHOK y WwKipi». 2015

CeroneH: Y Bac € AKHHCH AOCBIA Y GyT-

6oni, cnopTi?
Pebexka: A noyana 3aimaTuca uiero
BMCTaBO, 60 XOTiNa rpatm B 04HO-
My TeaTpi, AKWIA MeHi ay»xe nogoba-
€TbCA. A HAaCTYMHOro poKy Mae 6yTu
dectuBanb npo dyt60A. A TEpNiTH HE
MOy $yT60/1, MeHi 40 HbOro B3arai
Hema gina. Ane Ko/m A nogymasna npo
KOMaHAyY /1ecOiloK, TPAHCCEKCYa oK,
AKi HOPIOTLCA MPOTU CEKCU3MY Ta ro-
Mo 0bii, @ TaKOX NPUA3HO CTaB/ATHCA
4,0 Nogeit 6e3 4OKYMeHTIB, aKTUBICTIB
3 iHLLUMX KPaiH, BUKAHOYEHUX Yepes BAacHy
CEeKCYa/IbHiCTb. Y MOill BUCTaBi BOHM
CTalOTb BK/AOYEHUMU Yepes CropT.

Aeca: Ay n’eci npo pyT60An BM TaKOXK

icre?
Pebekka: Tak, A cnocTepirato 3a
gis4atamu, im niuy i n’to NnBO Npo-
TArOM L2101 roAMHW. Ha eKkpaHi B
peasnibHOMY Haci byse BUAHO MOE
06/1M44s. Y MeHe € Lina rogmHa, Wwob
icTv i TOBCTITU. [leAKMM X10NuAM
noA06aEeTbCA ANBUTUCA B TeaTpi, AK
KiHKa TOBCTiE. AyauTOpia ANBUTH-
MEeTbCA, AK A TOBCTIl0. 3i MHOIO Ha
CL,eHi 11 NpeKpacHMX gisyat, binbLicTb
i3 AKMX — 6ini, 0g4Ha YopHOLLKipa.
A1 — Hibu BTiZIGHHA AUCKpUMIHaLLi.
Koau A pobuna ue BocTaHHE, cTaso-
CA AeL0, YOro 3i MHOIO paHilue He
6yn10: A BUG/IHOBANA Ha cueHi. MeHi 6y/10
AYye CoOpoMHoO. Lle yepes nuBso.

Aecs: Lli Bawi nepdpopmaHcu Hibm ri-
nep6onizoBaHui A0 KpaliHowiB o6pa3
3axipHoro 6narononyuus, 6e3kineunui
6eHKeT a)XK A0 HYAOTH.
Pebexka: 3BicHO, Hanpukag, y 3axig-
Hili Appuui meHi 6yae copomHo Le po-
OUTH, a4Ke TaM NFOAAM HIiHOro icTy.

Aecs: Koau s Bnepuwe 6yna y Hobio-
Hopky, MeHe Bpa3uAo, L0 AIOAH NPO-
cT0 oaepxumi hxero. Bei rosopaTtb npo

Te, B AKMIA pecTopan Tpeba nitk, AKy

DKy CKywiTyBaTH.
Pe6exka: Y PpaHuii Tak camo. Mu He
roOBOPMMO MPO MOAITUKY. MM rOBOPUMO
Avwwe npo ky. Hosi pecTopaHu, HOBI
Tesenepeaadi npo ixy. Xoya ika — ue
TaKOX MO/TUKA. AKICb KpaiHK WOCh
14ATb, AKICb — Hi.

Aecsa: OctaHHiMm yacom BH nepeBaX-

HO NpauloETe B TeaTpanbHOMY XKaH-

pi, a He B nepdopmanci? Yu B 060x

XaHpax?
Pebekxa: Moi BemKi poboTn — Lie Bu-
CTaBW y TeaTpax, 3i CBiT/10M, 3ByKOM. Ane
KO/IM KNMYYTb MeHe camy, 6e3 MoEi Tpy-
nu: «Pebekko, TM Ham NoTpibHa! 3pobu
AKUI-HebY b nepdopMaHC!» — A MOXY
LOCh LWBMAKO CTBOPUTH | MOKasaTw. o
TOro K NepGOPMaHC 3aBXAM TaK YK iHaK-
LLIe € CKAAHUKOM MOIX BUCTaB.

Oxcana: flk BM cTBOplO€ETe Ui nepdop-
MaHCH HalBUAKYPY4Y? Bam nponoHyoThb
TeMH, U4 BH CAMOCTIHHO iX BUraayerte?



festivals. | love to have obligations. If
you give me a title, | can write a text in
two minutes. | create an image using
make-up or just my face and | go. For ex-
ample, a lesbian club called me saying,
“We have a sex party. It’s one o’clock
in the morning, there aren’t many peo-
ple, everybody is drunk.” It sounded
exciting, | wanted to be there. | don’t
do things only for money. [ have money
from my theatrical shows.

Oksana: Are your performances

always connected with food?
Rébecca: | always need three things
for my performances: my text, my
make-up and my food. My competence
is my ability to eat. Other people can’t
doit. | can eat anything. | was eating
salad off a dirty couch, with my hair in
it. Okay, | am a monster. It is my skill.

Lesia: In your work do you refer to
some theatrical tradition or perfor-
mance tradition?

Rébecca: | have four directors who | re-

ally enjoy: Jan Fabre from Belgium,
Rodrigo Garcia from Colombia, Romeo
Castellucci from Italy, and Angélica Lid-
dell from Spain. From them | realized
that we could build stories.

| feel that before, the tradition of
theater in France was about words
and actors. It was not a show, it

was a play. These people made me
realize that | could be onstage but not
saying a text, just be present, like Mari-
na Abramovic in her performance The
Artist is Present. | want to just be pres-
ent onstage, live onstage, do things
onstage and create poetry with my
presence.

Oksana: Do you feel the reaction of
the public? Is it important for you? Or
when you perform, do you think just
about how you express yourself?

Rébecca: During the perfor-

mance | am not thinking, but people
are thinking a lot. That is why | am
doing things in the theater all the

time, | am not doing things on the
street where people can pass you by.

| oblige people to watch me. The perfor-
mance is 20 minutes, and you have to
watch me for 20 minutes. | also watch
them, it is important for me, but | don’t
expect a reaction. Sometimes | try to
work with them. For example, | will ask
someone to kiss me, and sometimes
someone comes to the stage and kisses
me. In another performance | had to
find someone who wanted to be eaten
or have milk spilled on them.

Oksana: Do you think this topic of
eating, of food, is something female?
After all, women often suffer from bu-
limia and anorexia. Or is it a universal
human thing?
Rébecca: It could be universal, be-
cause a man has his place in the kitchen,
in cooking. But mostly it is the woman.
Food is the only thing | feel safe with.
It is like home. | have always had this

Rébecca Chaillon in The Monster of the Woman performance

Pebekka LLlaoH y nepdopmaHci «<KiHka-MOHCTp»
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Pebekka: Lle 3an1exuTb Big dpec-
TUBA/IIO Y1 NOgil. [lepeBaxkHO

Le KBip-pecTmBani Ta pectusani

xi. A 110610 3060B'A3aHHSA, 0OMEKeH-
HA. AKLLLO BM AacTe MeHi Ha3By, A MOXY
HanNMCcaTW TEKCT 3a 2 XBUAUHU. A CTBO-
ptoto 06pas 3a AOMOMOro0 MaKifxKy uu
MPOCTO CBOIM 06/M44AM i Ay BUCTY-
natu. Hanpukaag, meHe AKoCh 3a-
MpocuB 1ecHifcbKui Kayb: «Y Hac TyT
ceKc-Bevipka. eplia Houi, Mano /to-
Aen, yci n’AHi». [lyxke 3axonim1Bo, MeHi
3ax0TiZI0CA TYAM NoiXaTu. A He BUCTYNalo
TiZIbKW 3apagv rpoLueit. Y meHe € rpo-
Wi 3 TeaTpa/ibHUX BUCTAB.

OxcaHa: Bawi nepdpopmancu 3aBxamu

noB’A3aHi 3 bkero?
Pebekxa: /17 Moix neppopman-
CiB MeHi noTpibHi Tpu peyi — milt
TEKCT, Ml Makiax i MoA Tka. Lle moe
0Cc06/1MBe BMiHHA — 34aTHICTb ICTU.
[HLWi 10AM TaK HE MOXYTb. A A MOXKY
TCTU BCe, L0 3aBrogHo. AKOChb Ai/1a
casnart 3 bpyAHOi KaHanu 3 BO/10C-
CAM Y HbOMY. TaK, A — MOHCTP.
Taka y MeHe 34i6HicTb.

Aecs: Bu nocunaereca Ha AKycb Tea-

TpaAbHY TPaaULilo Y CBOIX poboTax

a6o Tpaauuio neppopmancy?
Pebexkka: MeHi ayxe nogobatotbeA
4oTupK pexuncepu: AH Pabp 3 besbrii,
Poapiro [apcis 3 Konymbii, Pomeo
Kactenyuui 3 ITanii Ta AHxenika /ig-
Aen 3 lcnaHii. A no-cnpaB»KHbOMY Bia-
YyBaO KOXKHOTO | KOXKHY 3 HUX.
MeHi 3ga€TbcA, WO nonepeaHa Tpa-
auuia Teatpy y ®paHuii gye 30cepe-
A EeHa Ha C/10Bax Ta aKkTopax. e He
BUCTaBM, a MECU. A 3aBAAKM LM /O-
AAM A YCBIAOMUA], O MOXKY He Mpo-
roBOPIOBATM TEKCT Ha CL,eHi, a npo-
CTO B6YTH NPUCYTHBO, AK MapuHa
ABpamoBuY y CBOEMY neppopMaHci
«XYA,0KHULA NPUCYTHA». A XO4y
6YTH NPUCYTHBOIO HA CLLEHI, XKUTHU Ha

CLEeHi 1 pobuTH pi3Hi pedi Ha cueHi,
CTBOPOBATU MOETUKY CaMOIO CBOEID
MPUCYTHICTIO.

OkcaHa: Bu BipuyBaeTe peaxuito ny-
6Aiku? Ans Bac Bona BaXxauea? Um
KOAM npoBoauTe neppopmanc, 1o
AyMa€ETe AMWIe NPOo Te, AK BUPa3UTH
cebe?
Pebekka: Mig Yac nepdopmaHcy A He
Aymato, a oT /IloAM AymatoTb bara-
TO. | Came TOMy A BeCb 4ac BUCTY-
Mato B TeaTpi, a He Ha By/uL,i, Ae Nt0a4n
MOYTb MPOMTU NOB3. A 3MyLLYHO /tO-
Aen AvBUTUCA Ha MeHe. lTepdopmaHc
TPWBAE 20 XBW/WH, i BU MyCUTe An-
BMTUCA HAa MeHe 20 XBUWH. f TaKOX
cnocrepirato 3a nybaikoto, AnA MeHe
Lie BaX/IMBO, a/1e A He OYiKYH0 peaKLj.
[Hogi npobyto npaytoBaTH 3 H0AbMMU.
Hanpukaag, s npoLuy Korock nowisyBa-
TU MEHe i YeKato, i iHoAi AKacb Ntan-
Ha MigxoauTb i Liye meHe. B ogHOMy
nepdopmaHci meHi Tpeba 6y/10 3HaUTK
KOroCb, XTO XOTiB 6M, W06 oro 3%inm
41 MPOCTO BWU/IU/IU HA HbOTO MO/IOKO.

Oxcana: Ha Bawy Aymky, usa rema

DKi — 1e woch xiHoue? Apke Ha

6ynimilo Ta aHopeKcilo YacTo cTpax-

AaloTb came XiHku. Yu ue npocrto

YHiBepcaAnbHe AlOACbKe ABUILe?
Pebexka: Lie moxe 6yTu yHiBepcasib-
HUM, 60 YO/I0BIK TEX NPUCYTHIl Ha
KYXHi, B TOTYBaHHi i>i. Aze nepeBax-
HO LIe CTOCYETbCA KiHKM. a — e
€/MHE, 3 UMM A oYyBatocA B be3reLi.
Hibu A Bgoma. Y meHe 3aBxau OyB
et 0cobuCTUI 3B’A30K i3 iKeto, AKa
Hacnpasgi € maTip’to.

Aeca: Yomy BM noyanm 3auMmaTHCA
nepdopmancamu? Lo ana Bac 03-
Hauae 6yTH Ha cueHi H NPOBOAUTH
nepdpopmanc?
Pebexka: A He 3Halwa 415 cebe
MiCLLA Y K1AaCMYHOMY TeaTpi, BigyyBaa,



personal connection with food, which
is really a mother.

Lesia: Why did you come to perfor-
mance? What does it mean for you to
be onstage doing a performance?
Rébecca: | didn’t find a place in classical
theater, | felt | needed something else. I al-
ways needed to be onstage, but always
felt bad. | cried when going onstage.
Nobody was disappointed, only me.
I have been working in theater for
12 years, mostly social theater. Social
theater is about working with social
groups and their problems. With high
school students we talk about sex,
drugs, harassment and suicide; with
doctors it’s health and those sorts of
things. It is interactive, theatrical de-
bate. | have acted a thousand times
in these kinds of things, improvising
with people about society and stuff;
it is documented. It was okay for me
because there was a political point, an
objective, | felt useful.
Whenever | do theater for someone
else, | feel useless. Doing my perfor-
mance is doing something of my
own, finding my own way to be. In
society | feel like a stranger, being
black, being a woman, being fat, having
no hair or being single. But in perfor-
mance | can build my own stories, my
own things.

Ségoléne: What do you think about

your experience as a performer and

director? What is the difference?
Rébecca: As a director | want to fully
control what | do. | write, | direct, | per-
form onstage. | control my actors.

Lesia: Your company is like an exten-
sion of yourself?
Rébecca: Yes, it is my body. It is kind
of like a family | created like a spider
around me. | do things my own way

onstage. If | want to make a monster
and I need blood, I just pour tomato
sauce. | create all my art with food and
make-up. Sometimes | eat make-up.

Oksana: Does this different make-up

make you feel that you are a different

person every time?
Rébecca: The idea at first was not to
be black. With make-up | can be any-
thing. If I’'m from Africa then I need to
paint my face blacker. | am a different
character all the time. Make-up is my
protection.

Oksana: Protection means that you
want to hide something—for example,
your vulnerability. Or is it the oppo-
site—with the help of the image you
want to deliberately make a strong
statement?
Rébecca: When | first started do-
ing this, people were saying to me,
“You are doing art about a black fat
body.” | didn’t realize that is what
people would see. I was talking about
desire and food; | was naive about
what | was showing. People are used
to seeing white thin bodies with long
hair. So, | realized | am doing something
political. It was weird at first. A girl once
started talking to me about anorexia
and bulimia. So, when | realized that
people saw political themes in my
art, I myself began to work more de-
liberately with these topics.

Lesia: | like that idea that you first do
something, and it is the first step to
realization.
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LLLO MeHi MOTPIBHO LLOCh iHwWe. fl 3aB-
AV Mana noTpeby 6yTu Ha cuieHi, ane
3aBXAM NOYyBasacA Tam noraHo. A ax
Nn/1aKkana, Ko/ iLL/ia Ha cueHy. | 3peLu-
TOIO HiIXTO He ByB po34yapoBaHUM,

ane A — 3aBXAM.

Bke 12 poKiB A 3aliMaloca TeaTpom,
30KpeMa couiasibHnm. CouiasbHKM
TeaTp — ue poboTa 3 pi3HMMHU CoLliasb-
HUMWM Fpynamu Ta ixHiMm npobaema-
MM. 3 YYHAMM LLIKiA MM TOBOPVMO MPO
CeKC, HApKOTHKU, XapaCMEHT, CamMo-
rybcTBo, 3 iKapHAMKU — NPO 340pOB’A
i TaKk gani. Le iHTepakTnBHa poboTa,
TeaTpasni3oBaHa AUCKyCiA. A Tucady
pasiB rpasa B TakuX LITYKax, iMNpoBi-
3aLiax 3 N04bMM NPO CYCMiNbCTBO i BC
Take, Li 3axoau A0BO/i A06pe 3a40Ky-
MeHTOBaHi. MeHi nogo6anoca 3 uum
npautoBat, 60 B LibOMy 6yB NOAITHY-
HUM ceHc. Y MeHe By/1a MeTa, A novyBa-
/1acA KOPUCHOIO.

MpoTe Lwopasy, Koiu rpato A/1A KOrocb
iHLWOro, A Big4yBato, L0 BTPayato cebe.
Moi neppopmaHcu gna meHe — ue
MOX/IMBICTb POBUTU LLLOCb CBOE, 3HANTU
B/IaCHUIA cnoci6 6yTTa. AKLWO B Cycni/b-
CTBi A NOYYBAKOCA YYXKMHKOIO — AIK 4OP-
HOLLKIPa, AK XiHKa, AK r1aAKa Nt0a4uHa,
NtoamHa 6e3 BonoccA um 6e3 napTHe-
pa, — B neppOpPMaHCi A MOXKY CKOH-
CTPYIOBATH BAIACHWI MPOCTip, BAACHY
icTopito.

CeroneHn: Lo B AymaeTe npo cBin poc-

Bia AK nepdopmepkH i AK pexucepku?

flka piznuua Mk uumMu pocBipgamu?
Pebekka: Ak pexucepKa A X0y MoBHi-
CTH BCE KOHTpO/oBaTH. A nuuy, pobto
MOCTaHOBKY, Cama rpato Ha cueHi. fl gyxe
CTPOro KOHTPO/IOIO Aji CBOIX aKTOPIB.

Aecsa: Bawa Tpyna — ue Hi6u npopos-
YKeHHA Bac camoi?
Pebexka: Tak, e MOE Ti/10. Lle Hibu
pOAMHa, AKY A AOBKOAa cebe cTBOpUAA,
Haye naByk. A pob/110 BCce No-CBOEMY

Ha cleHi. AKLLO0 A X04y CTBOPUTU MOH-
CTpa i MeHi noTpibHa KpoB, A NpOCTO
Ha/IMBatd TOMATHOrO coycy. A CTBO-
PIOI0 CBOE MUCTELTBO 33 40MOMOrot0
TXi M Makisy. [Ho4i Aim rpum.

OxcaHa: A Becb LeH pi3HUH makisk
AA€ Bam BiAuyTTA, WO BU WOpa3y iHwa
AropuHa?
Pebexka: Cnepluy iges 6y/1a B Tomy,
w06 He B6yTV YOPHOLO. 3 MakKia-
KeM A MOXY ByTU AKOIO 3aBrogHo.
Hanpuknaag, Akwo A 3 Appvkn, Tpeba
nodpapbysaTt 06/mM44A we HisbLue
B YOPHMI. Al LLOpa3y iHLWMIM NepCoHax.
Makisax — ue Mmiii 3axumcT.

OkcaHa: 3axucT o3Hauyae, o B! XO-
YyeTe NPUXOBAaTH LWOCH — HaNPHUKAaA,
CBOIO Bpa3AMBiCTb, Y4 HABNAKH, 3 AO-
nomoroio o6pasy ceipomo 3pobuTn
CUAbHE BUCAOBAIOBaAHHA?
Pebekka: [lic/1A nepLoro Moro BUCTY-
ny Mt0A4M MeHi ckazanu: «Tu pobuLl Muc-
TeLTBO MPO YOPHOLLKipe Ti/0 3 HagMip-
HOLO Baroto». fl Toai He ycBigOMAIOBana,
o /toAM nobavaTb came Le. [ roso-
pv/aa npo 6axaHHA Ta )y — A HalBHO
CTaBW/aacAa A0 TOro, L0 NOKasyto. /lioau
3BUK/AM HaunTH Bini CTpyHKI Tina 3 foB-
MM BON10CCAM. TaK A 3pO3ymina, Wwo
pob/1o Wwock noaiTuyHe. CnepLuy Le
6yn0 amBHO. OAHa AiBYMHA 3aroBOpUIa
3i MHOIO NMPO aHOPEKCito Ta By imito.
ToX Ko/ A YCBiOMUA], WO N0AM
H6avaTb y MOEMY MUCTEL,TBI MO/ TUYHI
TemMu, TO cama noYasa i3 LMMmu TeMamm
6i/bLL CBiZOMO MpaLoBaTH.

Necs: Meni nopob6aetbca ines npo e, wo
Aifl — Nepwni KPoK A0 YCBIAOMAEGHHA.



ORLAN
Paris_France

Oksana Briukhovetska
Ségoléne Pruvot
April 2017, Paris

Ségolene Pruvot: What are you work-

ing on right now?
ORLAN: Many things at the same
time, including a self-portrait. All my
life I've worked on self-portraits, but
they were always based on what | can
see with my own eyes. Now | am work-
ing on a self-portrait that my own eyes
don’t allow me to see.
| work with my microflora (vaginal,
intestinal, oral cavity), everything that
can’t be seen with the naked eye and re-
quires a microscope. | am very interested
in the relationship between science and
art, medicine, genetics. | worked with
many scientists at Pasteur, Polytech-
nique and Sup’Biotech and the result
was a big performance called Tangible
Striptease (en nanoséquences).
| am doing many different things. For
example, | did a video game with an in-
teractive installation. | became interest-
ed in video games as a social phenome-
non, and | wanted to make something
completely different from what is on
the market. | designed a game where
you do not kill, and the figures are not
standardized. My game lasts 4 minutes,
33 seconds (a reference to John Cage).
Young people spend a lot of time

|l am a male woman
and a female man

OPAAH
[Napumx_DpaHuis

Po3moBAAIOTD:
OkcaHa bproxoBeubKka
CeroneH lNMpyBo
KBiTeHb 2017, Mapunx

Ceronen lNpyso: Hap uum By 3apas3
npauloere?

OPAAH: Hag 6aratbma pedamu BOAHO-
Yyac. 30Kpema Hag, CBOIM aBTOMNopTpe-
TOM. fl NpaLtoBana Hag aBTONOpPTpeTa-
MW BC€ CBOE XUTTA, a/1€ BCi BOHK By/mn
CTBOPEHI Ha OCHOBI TOr O, W0 A 6aunna
B/IACHUMM O4MMa. A 3apas A CTBO-

ptoto nopTpert Tiei cebe, AKy He Bayy.

A npautoto 3i cBO€O Mikpodopoto
(BariHa/bHOO, KULLKOBOO, G/10pOt0
POTOBOT MOPOXHUHW) — 3 YCiM, LLLO

He MOKHa No6a4YnTH He036poEHNM
OKOM, Ha W0 AMB/AATLCA BUK/KOYHO Mg,
MIKpOCKOMOM. MeHe ay:xe LiKaBUTb
3B’A30K MiXX MMUCTELITBOM Ta HayKOlo,
30KpemMa MeAULMHOI | FeHETUKOHO.
PesynbTaTom moEi cniBnpaui 3 6arats-
Ma HaykoBLUAMM B [acTep, MosiTexHiui
Ta Sup’Biotech cTaB BeAnkuit nepdop-
MaHC, L0 Ha3MBaBCA «Big4uyTHWMI1 Ha
AOTUK CTPUMTU3 Y HAHOMOCNIAOBHOCTI».
Ane, KpiM LbOro, A po6/1to e HaraTo pis-
HUX peyeil. Hanpukaag, 3pobuna Bigeo-
rPY 3 iHTEPaKTMBHOIO iHCTanALEr0. A 3a-
LliKaBM/1acA Bigeoirpamm fiK CoLia/iIbHUM
deHoMeHOM, | MeHi 3ax0TizI0cA CTBOPU-
TW LLOCb 30BCiM BigMiHHE Big, TOro, Lo
npeAacTaB/IeHO Ha PUHKY. A CTBOPWAA
rpy, Ae He noTpibHo BbMBaTH i ge Tina

IHKA-BIH
| YHONOBIK-BOHA

_H)K



playing video games, so | wanted to
reduce that time. My heroine looks

like a sculpture, but with a body very
different from the stereotypical women
in video games. Her goal is to find de-
stroyed works of art, and the more she
finds, the more lifelike she becomes.
And at the same time, the landscape of
the game that has been ruined is also
restored. It is an interactive installation
that you play using a Myo armband, and
you have to invest your whole body, not
just your hands.

Oksana Briukhovetska: What is more
important for you—the visual or techni-
cal part? For example, this idea of look-
ing into your body with a microscope.
ORLAN: For a very long time, everything
that was avant-garde, pioneering and
could change the world was happening
in art, and today it is happening in ge-
netics, digital technology, medicine, in
all the advanced techniques to care for
or change the body. | think that every-
thing that is changing us and our society
at this moment is happening there. So
as an artist | am interested in going even
further, into other fields, and imagining
what you can create by going there.

Oksana: Do you think that all these
technologies are related to ideology?
For example, plastic surgery exists to
make women more beautiful.
ORLAN: | always try to distance myself
from what happens in my time. But at
the same time, | like to live in my time
and question it at a distance.
For example, cosmetic surgery. | didn’t
personally want to do plastic surgery,
but | had it because | wanted to cre-
ate a new image of myself for new
works of art. But also because | wanted
to challenge the innate mask. Our
natural face is a mask, like any other.
But religion teaches us that we must

accept this mask, whatever it is, even

if it does not suit us. | tried to question
this and show that you can do anything
you want with your body. The idea was
to challenge this mask, to reinvent my-
self, resculpt a new me, reform myself,
transform my face into a representation
that can be used for artistic expression.
It was important for me with these sur-
geries to stage them and change the
aesthetic of the operating room. | read
texts during the whole operation.

Each operation was built on a text
that determined what the operating
room would be like. | directed the
photographers and camera operators
in the operating room. | worked with
my fingers, blood, medicines and so
forth. The operating room became my
art studio. It was broadcast by satellite
(because at the time there were no
webcams) around the world, including
the Georges Pompidou Center.

Ségoléne: But at some point you
stopped changing your image, or do
you continue?

13

Lacan Operate: Reading and Proceed to Act, Fourth Surgery-Performance

Called Successful Operation, December 8, 1991, Paris
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M XipypriyHni

OPAAH. «\akaH onepye: YMTaHHSA 1 nepexia Ao Aii, 4-

nepdopmaHc, Ha3BaHWM yCrilLHO onepaujietor. 8 rpyaHs 1991. Mapmx

He CTaHAapTM30BaHi. MoA rpa TpuBae
4 XBU/IMHU 33 CeKyHAM (Le BifcuaaHHA
4,0 [oHa Keligxa). Mosogb nposo-
ANTb ayxe 6araTo Yacy, rpatouu y Bigeo-
irpu, TOX A XOTiZIa CKOPOTUTY et Yac.
Mos repoiHA BUIIA43E, AK CKY/IbNTYPa,
azne i TiNo MOBHICTIO BigPi3HAETLCA Bif,
TUMOBOrO KIHOYOro Ti/a y Bigeoirpax.
i 3aBAgaHHA — BigHaX0AMTHU 3pyHHOBaHI
TBOPU MUCTELTBA, i LLLO BislbLue BOHa iX
BifjHaxo4UTb, TO Bi/IbLLe CTAE CXOXKOH0
Ha /0 AMHY. | Napane/ibHO Nen3ax, AKNK
6yB pyiHOO, TaKOX BigHOBAOETLCA. Lle
iHTepaKTMBHa iHCTanALiA, B Hel Tpeba
rpaTu, BUKOPUCTOBYIOYM BpacieTn
MYO, i Tpeba iHBecTyBaTH Y rpy BCe
TiZI0, @ He /nLLIe PYKK.

OxcaHna BproxoBeubka: LLlo ana Bac uj-
KaBiwe — BizyaAbHa 44 TeXHiuHa ua-
ctuHa? Hanpukaag, y uiu ipei noraany-
TH Ha CBOE TIAO KPi3b MIKPOCKON.

OPAAH: lpoTAarom gy»xe 40Broro
yacy Bce, Wwo 6y/10 aBaHrapgom, rnio-
HEPCBbKUM i LLLO MOT/10 3MiHWUTM CBIT,
BigOyBanoca y MUCTELTBI, @ CbOroAHi
Lie BigOyBa€eTbCA B reHeTuLi, LMdpoBii
Ta MeauyHil cdepax, y BCix nepeso-
BMX TeXHiKax /iKkyBaHHA ab0 3miHu
Tina. A gymato, WO BCe, WO MIHAE Hac Ta
Halle CycniZIbCTBO, HUHI BifgOyBaeTbcA
Tam. TOMy A, AK Xy0KHULA, 3aLiKaB-
/leHa B TOMY, LW,06 MiTH LWwe Aasi, B iHLWi
cdepw, i yABUTH, LLLO MOXKHa 3pobU-

T B CBOIM TBOPYOCTI, YBIMLLOBLUM TYAN.

Oxcana: filk poymaere, uu noB’a3ani Bei
ui TexHonorii 3 ineonoriero? Hanpukaaa,
nNAacTHYHI onepauii AAA XKIHOK ICHYI0Tb
ANA TOTO, W06 3po6uTH XXIHOK BiaNo-
BipAHIWIKMMM cTaHpapTam Kpacu?

OPAAH: A 33841 Hamaralca TpUmMaTu
NeBHY AMUCTaHL, IO LW0AO TOrO, Lo Biaby-
BAETbCA Y Mili Yac. Ane BOgHOHAC A /to-
6110 KUTU B CBOEMY Yaci i B3aeMogis-
T 3 HUM HYepes L0 ANCTaHL0.
Hanpukaag, wopao ecTeTU4HoI Xipyp-

rif: 1 0COOUCTO He Mana 6axkaHHA pobu-
TV NAACTUYHI onepauii, ane 3pobuna ix
TOMY, L0 XOTiNa CTBOPUTH HOBUIA 06pa3
cebe AnA HOBUX TBOPIB MUCTeLTBA. Ane
Le i TOMY, LLLO XOTi/Ia KUHYTU BUKAMK
BPO/AKEHIil MacLi 1togMHun. Hawwe npu-
pogHe 06/1m44a — Lie Macka, AK i byapb-
ke iHWe. Ane peiria Hac y4uTb, LLLO MU
MOBUHHI MPUMHATK L0 MACKY, AKOIO 6
BOHa He 6y/1a, HaBiTb AKLLO BOHa HaM
abCo/I0THO He nacye, HaBiTb AKLLO BOHA
Ham MOBHICTIO He BignoBigae. A cnpo-
byBasa nigaaTu Le CyMHiBY i NOKasaTtu,
LLLO MO*KHa pobuTH 3i CBOIM TizIOM YCe,
o 3aBrogHo. e 6yaa igen KuHytH
BMK/IMK MACLi, BUHaMTK, 31innTu cebe
3aHOBO, pedpopmyBaTu cebe, nepeTBO-
puTH CBOE 06/1M4YA Ha NeBHyY penpe-
3eHTaL,ilo, AKY MOXHa BUKOPUCTOBYBA-
TU B MUCTELbKOMY BUC/IOB/IOBAHHI.

Mig yac yux xipypriyHnx onepauii gaa
MeHe 6y/10 BaxK/MBO NOMiCTUTH cebe
Ha CLeHY i 3MiHUTM TaKMM YMHOM eC-
TeTUKY OnepauinHoi. A ynTana TekcTn
NpOTArom yciei onepatdiii. KoxHa one-
pauis 6y/s1a nobysoBaHa Ha neBHOMY
TEeKCTi, BiH BU3Ha4aB, AKMM YMHOM Dyse
odpopm/eHo onepauiitny. A gvpurysasna
¢doTtorpadamu Ta Bigeooneparopa-

Mu B onepau,iiHii. CBOi poboTH A CTBO-
ptoBa/ia B/IACHUMM NManbLAMM, KPOB'to,
MeguKameHTamu Towwo. OnepawiinHa
nepeTBOPOBaNACA Ha MO XY/A0XKHIO
CTyaito. Bce ue TpaHc0Banoca y yino-
My CBiTi 4epe3 CynyTHUK (TOMY L0 B Ty
enoxy He 6y/10 Be6-kamep), 30Kpe-

ma B LleHTpi op:a Momnigy.

CeroneH: Ane B AKMHCb MOMEHT BH
NPUNHHUAK 3MiHIOBaTH o6pas, uu BH
NPOAOBXY€ETE?

OPAAH: Hi, xo4a MeHe 4acTo NUTaoTh:
«Yomy BU He pobuTe Le gani?» Ko-
/IUCb A pobuAa CKy/IbNTYpY 3 Kappap-
CbKOrO MapMmypy, a/e Le He 03Hayvae,
L0 A pOBUTUMY X yCe CBOE KUTTA.

Te came 3 XipypriYHMMK BTPYHYaHHAMM.
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Okcana: fl malo 3anMTaHHA CTOCOBHO
deminiamy. Uu € BiH 3apa3 aktyanb-
HUM AnA EBponu | uum came?

ORLAN: No, although | am often
asked, “Why don’t you continue
this?” | used to make sculptures out

almost no way to save them. | spent two
and a half years trying to put in jail a man
living one floor above me who beat his

NMOBEPXOM BULLE Big MeHe i woaHA bus
CBOIO XiHKY. 3a Lji ABa 3 NO/I0BUHOIO
POKM BOHa MOr/1a i noMepTy.

of Carrara marble, but it does not
mean | will do this all my life. The same
with surgical interventions.

Oksana: | have a question about
feminism. Is it relevant to Europe right
now, and how?

ORLAN: We are ashamed of the word
“feminism,” and this is terrible. We con-
vince ourselves that we are in the age of
post-feminism, which is a serious mistake.
For me what is happening now is really
terrible, because | have been fighting
since | was a teenager for contracep-
tion, abortion, women’s freedom and

wife every day. She could have died in
those two and a half years.

And this is the building where | live! The
world is not nice and rosy; the world

is crazy. And the situation in art is very
terrible. In art schools, 74% or some-
times even more of the students are
women, and they have the same diplo-
mas as the male students, but in the
end, there are no women at all in the
galleries, in the collections—or at best 5%,
sometimes 10%.

It is painful because in art women and
men have the most tools to change the
world.
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OPAAH: My copommmoca c/10Ba «de-
MiHICTKa», i e gy»e noraHo. Mu 3anes-
HAEMO cebe, o nepebyBaemo B 406i
noct-gpemiHiamy, a ue Hag3BUYaRHO
Be/IMKa NOMW/IKa.

Te, Wo BigbYyBaETbCA HUHI, A21A MeHe
CMpaBAi *Kax/MBO. TOMY LLLO A 3 MigAiIT-
KOBOro Biky 60opo/aaca 3a KoHTpaLen-
uito, abopTw, 3a cBobOAY Ta PiBHICTb
XKIHOK | cnogiBanaca, Wo Ti LWAAXM, AKi MU
BigKpua (TOMy L0 GOPIOCA HE Ti/bKM A),
MPUHECYTb CBOT M/104M i LLLO 3 KOXHUM
pasom byae Bce Kpalye i Kpalle, ane
Tenep L LWAAXM 3HOBY 3aKPMBAKOTHCA.

[ ue 6yAMHOK, Yy AKOMY A »KuBY! B CBITi
He Bece/0 i He poKeBo, CBIT 60XKeBi/b-
HWI. | B MUCTELTBI TAKOXK CUTYaLLiA Kax-
/MBA. Y XyA,0XKHiX HaBYa/IbHUX 3aK1agax
74%, @ 4acoM i Bi/iblue XKiHOK, i KOXKHa
CTYyAEHTKa Ma€e TOM CaMuii AUMN/IOM,

O i CTYAEHTU-HO/I0BIKM, a/le 3ro-

AOM Yy ranepeax Moxe He ByTu )oaHOi
XIHKM, »KOAHOI XKiHKU B KO/IEKLT, B Kpa-
LLLIOMY BMMaAKy 5%, HacoMm 10%.

Bonsye yepes Te, WO came B MUCTELTBI
4O0/10BIKM Ta }KiHKM MatOTb Haiibi/ibLue
3acobiB, W06 3MiHWUTH CBIT.

Ceronen: MM MaEMoO NUTAHHA LWLOAO

equality. | was hoping the paths we had
opened (because | was not the only one  Ségoléne: We have a question about
fighting) were going to bear fruit, and beauty. Why is it so difficult to over-

Okcana: Yomy Tak ctanoca?
OPAAH: lNo-nepLue, 41Mano MoONOANX
AiBYAT HaBITb HE YCBIAOM/IIOIOTD, LLLO

Kpacu. Yomy Tak BaXKKO NOAOAATH NO-
HATTA KPacH Ta NOB’A3aHi 3 Helo cTe-
peoTunu?

that it was going to be better and bet-
ter, but today those paths are closing.

Oksana: Why did this happen?

ORLAN: First, many young girls don’t
even realize what we had to do for con-
traception and abortion to be allowed
today, for their freedom. They think
these are all outdated issues and that
being a feminist is old-fashioned, be-
cause now everything is fine. The second
reason is religion. Here in France the
association La Manif Pour Tous (Demon-
stration for All) is trying again to take
away our right to abortion, our women’s
freedom, our sexuality, and also our de-
sire to succeed professionally, leaving us
just private space and sitting at home.
It’s terrible that we are ashamed of this
word, because the discrimination against
women in the world is the biggest
apartheid that exists. There are millions
of women who don’t have access to
medicine, who don’t have a voice, who
can be killed, beaten, raped, married
before they reach puberty, and there is

come the concept of beauty and ste-

reotypes related to it?
ORLAN: The idea of beauty is a matter of
dominant ideology at a given geograph-
ical and historical moment. When you
look at my works on African self-hybrid-
ization with ethnographic photographs,
you see a woman with a very large
labret, and she is very self-confident and
feels that she is attractive. We under-
stand that if we had been born in that
tribe at that time, the only way for us
to seduce men was to have the biggest
and most beautiful labret. But a woman
with a labret like that today would be
considered an abominable monster.
It is all relative, but there are things
that can be found from century to cen-
tury. | worked a lot with Botticelli’s Ve-
nus. In fact, Botticelli did with brushes
and paint what we do with Photoshop.
He removed all the imperfections,
touched up and refined the texture of
the skin, the pores.
Even when a very young girl poses for
a fashion shoot, she is well made-up

HaM 40Be0CA 3pobuth A4aa Toro, Wwob
CbOroAHi 6y/m 403B0O/EHI KOHTPa-
uenuia, abopTu, ixHA ceoboaa. BoHu
AYMaIOTb, L0 Lie BCe BXe 3acTapii
NUTaHHA i Wwo 6yt demiHicTKolo — e
CTapOMOZHO, a/sKe Tenep yce gobpe.
No-apyre, € peniria. Tyt y ®paHu,ii aco-
uiauis La Manif Pour Tous («MaHidpecT
AN1A BCiX») 3apa3 HaMaraeTbCA 3HOBY
BigibpaTtu y Hac npaBo Ha abopT, ycto
HaLy »KiHo4y cBO60AY, HaLlly ceKcya/b-
HICTb | TaKOXK Halle Ha)kaHHA npode-
CiHOr O yCnixy, 3a/MLIMBLUK HaM Ti/IbKK
npuBaTHy chepy i cMaiHHA BAOMA.
*Kaxameo Te, WO MM COpOMMMOCA
LibOro €/10Ba, TOMY LLLO B CBIiTi AUCKPU-
MiHaLifA }iHOK — Lie HanbibLKniA anap-
Teia, AKUI MLLEHD iCHYE. € Mi/ILUOHK
XIHOK, AKi He MatoTb /1iKiB, HEe MatOTb
ro/0cy, AKUX 4,03B0O/IEHO BOUBATH,
61TH, r'BaATYBaTH, OAPYKYBATU A0 MO-
MEHTY CTaTeBOi 3piN0OCTi, i MalxKe He-
Ma€ MO/MBOCTI ix ypATyBaTu. A 6yaa
3MYLLUEHa AOK/3A4aTHU 3yCU/Ib MPOTArOM
ABOX i3 NO/I0BMHOIO POKIB, W06 Mno-
CaAnAu 3a I'paTu YO/I0BIKaA, AKUM KUB

OPAAH: |geqA Kpack — Lie NUTaHHA Na-
HIBHOI if,€0/10rii y NeBHWIM BU3HAYEHW
reorpadiyHuii Ta iCTOPUHHUIA MOMEHT.
MoamBiTbcA Ha MOT poboTH 3 adpumKaH-
CbKOI camoribpuamn3aLlieto Ha OCHOBI
eTHorpadiyHmx doTtorpadin. Mu Ha-
YMMO KiHKY 3 Haf3BUYANHO BE/IMKUM
nabpeTom, BOHa AgyKe BreBHeHa y cobi
Ta BiguyBae cebe 38ab/MBOIO 3aBAAKM
nomy. Mu gobpe posymiemo, Lo AK6m
HapOAM/ANCA B TOMY N/IeMeHi y TOM Hac,
HaMKpacuBilUMI Ta HaibiabLLKi nabpeT
6yB 61 A4/1A HaC EANHUM 3aCOBOM Cro-
KYLLIATK YO/I0BIKIB. TOZi X AK CbOrOAHI
KIHKa 3 TakMM /126peTOM CpUMMAETL-
CA AK MepP3eHHMUI MOHCTP.

Yce ue abco/toTHO Bi4HOCHO, ane BO4-
HOYac € pedi, AKi nepexoAATb 3 04HOro
CTO/ITTA B iHWe. f 6araTo npautoasna
Hag BeHepoto Borivessi. Hacnpasgi bo-
Tiven/i 3pobumB neHsmMKamu Ta Gapboro
Te, WO MU pobruMo 3a gonomororo ¢o-
Towony. BiH ycyHyB yci Heg0Aiku, BCO
TEKCTYPY LLUKipH, NOpM, BigpeTyLLyBaB.
HaBiTb KO/IM Aye M0/1043a AiBYMHA
no3ye A/N1A MOAHOT 3MOMKM, Y Hel gyxe



and illuminated. Before her photo can
appear in a fashion magazine it must
be Photoshopped a lot. So as a woman,
when you compare yourself with that
image, you feel humiliation because it
is impossible to conform to that image.
| think every civilization, every culture
has wanted to make bodies, to produce
specific formats for them. In every
culture, in every season, even in every
social caste, there are suggested models
of what we must resemble, and if we

do not then we are almost rejected. So,
beauty is a tool for setting terms, impos-
ing a format on us. But it is also used to
humiliate us and make our appearance
wrong, by setting the standard so high
that it cannot be reached. It’s awful.

But something else is also happening
today: being beautiful or being pretty is
no longer what counts, what counts is
being young, very, very young. Women
become invisible if they are not 18, 20
or 25 years old. For example, couples
where the man is older than the woman
are considered normal, but the opposite
is practically impossible. Because we
have beaten it into our heads that the

only beautiful thing, the only way to at-
tract a man is with a young body and skin.
The idea of beauty has been replaced
by youthism. | also see this in art: every-
one (collectors, gallerists, curators, no
matter who) is looking for an artist that
nobody has seen before, the youngest,
whose works nobody knows yet. There
is a kind of competition for someone
who has not been seen before, whose
name is not familiar, in whom you can
make an investment and maybe later
their works will be expensive.

And this is very strange because the

life of an artist is very long. And usually,
the more pieces he or she makes, and
the more mature they become, the
more interesting their works become.
There are art residencies for young
artists, paid plane tickets, collectors
who buy them, gallerists who buy them.
There is a whole system for them, but
as soon as he or she reaches a certain
age, it’s over: either you make it in the
big market with lots of zeros, or you're
nobody. There is a lot of injustice and
cruelty in this environment. And for
women it is even worse.

14

ORLAN, Refiguration Self-Hybridization,
Pre-Columbian Series, No 32, 1998
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OPAAH, «Camoribpuamsallis,

NokonymboBa cepiar», Ne 32, 1998

XOPOLLUMI MAKIfX i il cnevuiasibHUM Yu-
HOM nigcBivytoTb. A7 TOro, Wob i poTo
3’ABM/I0CA Y }KYPHai MOg, BOHO noTpe-
bye goaaTkoBo H6arato poTowwony. Tox
CrpaBAi KO/M BU, AK XKiHKa, MOPIBHIOETE
cebe 3 uum obpasom, To BiguyBaeTe
CyLi/IbHE NPUHUKEHHA, TOMY LLLO HEMOX-
/IMBO MOBHICTHO BiANOBIAaTH LiboMy 06pa-
3y, @ TUM naye, B HbOMY YTPUMYBATUCA.
A gymato, Lo KOXKHa LUmBIAi3aLlifa, KOX-
Ha Ky/IbTypa nparHy/ia CTBOpPIOBaTH
Tifa, NPOAYKYBATU A/1A HUX NeBHi $pop-
MaTH. Y KOXHil Ky/IbTypi, B KOXHOMY
Ce30Hi, HaBIiTb Yy KOXHIil coLjia/bHil
KacTi iCHytOTb MPOMNOHOBaHI HAaM MO-
Aeni, Ha AKi MM NOBUHHI ByTH CXO-

Xi, @ AKLLO Hi, TO Hac HibM BigKMaaOTh.
Tox Kpaca — Lie iHCTPYMEHT 441 TOro,
06 NoCTaBUTH HAM YMOBM, HaKMHYTH
Ham dopmaT, a/sie TakoXK 417 TOoro, Wwob
Hac NpUHU3UTYH | 3pOBUTM HaLLly 30B-
HILLHICTb Y KOXXHOMY pasi Herpasu/ib-
HO10, @ €Ta/IOH TaKMM, AKOIO HE MOX/N-
BO A0cArHyTH. Lle xax/uBo.

MpoTe cborogHi BigOyBa€eTbCA L
geLwo: 6yTM BpoA/IMBMUM Y1 BPOA/IMBOIO
B)Xe He TaK BaX/MBO. Byt Mosoaum,
AYXe-gyxe MoN0AUM — OCb L0 MAE
HabiNbLLY LiHHICTb CborogHi. HKiHku
AYXe WBUAKO CTatOTb HEBUANMUMM,
AKLWO ™M He 18, 20 4K 25 pokis. Hanpu-
K/ag, Napu, Ae Y0/10BiK CTapLuMii 3a
XKiHKY, BBa*KalOTbCA HOPMa/IbHUMMU, @ OT
HaBMaKu NPaKTUYHO HEMOXK/IMBO. 5O MU
BOU/M COBI B r0/10BY, LLLO EAMHOIO Kpa-
Coto, EANHE, YYUM MOXKHA 3BabUTH Y0/10-
BiKiB, — L& MO/104a LWKipa Ta Ti/o.
laeto Kpacu 3aMiHuB engxku3Mm. A 6avy
LLe TAaKOX i Ha NPUK/IAgi MUCTELTBA: BC
LyKatoTb (XTO 6 Le He ByB: KoseKL;io-
HepM, rafepuUcTu, KypaTopm) MUTLSA,
AKOro paHille HixTo He 6auus, Haimo-
NOALIOro, YMi poBOTH L HIXTO He 3HaE.
€ NeBHMIM TUN 3MaraHHA 3a TOro, Koro
Hige He 6aumu, i YMe im’st HeBigOMe,

i B KOro MOKHa iHBeCTYyBaTH, 60, MOXK/K-
BO, Mi3HilLe BiH KOWTYBaTMMe 40OpOro.

| e AMBHO, 60 XKUTTA XyA0XKHMKA TPUBAE
A0Bro, AyKe A0Bro. | 3a3suyai, Wwo 6i/b-
LLe TBOPIB BiH Y4 BOHa pobuTb, TUM 3pini-
UMMM ¥ LiKaBiLLMMK CTaoTb pobOTH.
ANA MONOANX MUTLLIB BiAKPUTI MUC-
TeLbKi pe3uAeHLil, iM ON1avyroTb KBUT-
KM Ha /liTaK, X KynytoTb KO/AIEKLiOHepH,
TX XO4yTb rasiepucTu. A8 HUX iCHYE
Li/1a cMcTema, a/se LWOMHO BiH YM BOHA
BMXOAMUTb 33 MeXi NeBHOro BiKy, Lie
KiHeLib: a0 TU YBILLOB Ha BE/MKMM
PVHOK 3 BE/IMKOIO Ki/IbKICTIO HY/1iB, 260
TV HIXTO. Y LbOMY CepeoBULLi NobyTye
abco/toTHO HelMMOBIpHa HecnpaBeau-
BICTb i }KOPCTOKICTb. | 4219 XIHOK yce e
Habararto ripLe.

Oxcana: Uu 6yamn Bawi camoriébpuau-
3auii HapAMXHYTI 6a)KaHHAM noponaTH
pacoBi, KyAbTYpHI meXxi?

OPAAH: Yci moi npoekTu 3 camoriopu-
Au3auii 6y/m 3pobaeHi nicaa xXipyprivyHmx
onepaLji-neppopmaHcis, ge A cobi 3po-
6una HoBMIM 06pa3. A npaLtoBasa B My-
3ei aHTpono/orii B Mexiko, ge a0caigxy-
Basa gedopmaLii yepena. LUa moaudi-
Kallif Tila MeHe Hag3BUYaNHO LiKaBw/a,
TOMY LLLO il poBu/K i HoNOBIKaM, i XiH-
KaMm y BCix KacTax — i 6aratux, i bigHux.
Pobutun i 6yn0 Ay:Ke nerko: Mantoxy
nepes'A3yBa/u ro/0By Nos'A3KoM0, i 40
TOr0 Yacy, AK TIM’AYKO 3pocTeTbCs,
Moro yeper Habyge iHLWOi popmu.

Lie He 3aBAa€E WKOAM, HE CTIPULMHIOE
CepMo3HMX HaCNiAKIB, AKLLO He gyXe
CU/IBHO CTUCHYTH. Lle BUKOpUCTOBYBaAM
He Ti/IbKW MaiA Ta auTeKM, ae TAaKOX
€rnnTAnK, agpukaHui. Koau a npautosa-
/1a B aHTPOMNO/IOriYHOMY My3ei, eKcnepTu
MeHi Ka3anu: «Bu npuixanu Tak ganeko,
w o6 3HalTK Te, Wo maeTe y cebe BAO-
ma». Y MeposiHris y rpadcTsi Tyaysu
LLLe Ki/IbKa NOKO/IiHb TOMY MaTepi ne-
peB’A3yBa/iv Ma/IlOKaM rO/10BU i MOBEpX
HagAra/v Warnouky, LWwob HiIXTo He Ha-
4mB. Big uboro vyepen i 4010 cTaBanu
6isbLIMMU, | AUTUHA BUT/AAA/AA HIBK



Oksana: Were your self-hybridizations
inspired by the desire to overcome
racial and cultural boundaries?

ORLAN: All my projects in self-
hybridization were made after my
plastic surgeries-performances,

where | made a new image for my-

self. | worked at the National Museum
of Anthropology in Mexico, researching
cranial deformation. This body modi-
fication really interested me because

it was done to men and women, in all
castes—rich and poor. It wasn’t easy
to do: an infant’s head was bound in
cloth and once the fontanelle closes,
the skull becomes deformed. It doesn’t
hurt or have serious consequences as
long as it’s not done very tightly. It was
practiced not only by the Mayans and
Aztecs, but also the Egyptians and Afri-
cans, and when | worked at the anthro-
pology museum the experts told me,
“You traveled so far to find the same
thing you have at home.” In the Tou-
louse region, up until a few generations
ago, mothers were still wrapping their
baby’s heads in cloths and covering
them with a hat so that nobody would
see. The skull and forehead would be-
come bigger so that the child looked
more intelligent and less like a monkey.

It was believed that the larger the fore-
head, the better.

| was very interested in body modifi-
cation, and | traveled a lot when | was
young, especially in Africa. | was
interested in how on the level of the
image you can open the door to the
other, how you can self-hybridize with
the other, make my own image absorb
the other. But in all the self-hybridiza-
tions | tried to make sure there wasn’t
complete fusion, that you could always
recognize the other and me. And so
that it creates a third face, which both
me and a representation of the other.
In each self-hybridization I always talked
about several levels: about hybridization
between two cultures, and hybridiza-
tion between two artistic practices.

Oksana: Modern technologies have

really changed art. And this is evident
in your work, too. But despite this, on

the market painting is still the most
valuable.

ORLAN: | did my works with augmented
reality. For example, my hybridizations
with masks from the Beijing Opera. For
me it’s really important that traditional-
ly women are banned from the Beijing
Opera, and men play the roles of wom-
en. | did an exhibition together with the
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OPAAH. I3 cepii «[ekiHCbka onepa. AusainH
06AMYYSA | AONOBHEHA peanbHicTb». 2014

6i/1bLL iHTeNIFeHTHO | MEHLL CXOXKOH0
Ha masry. Wo 6isbwmm 6yn0 Yoo, To
BBaKa/10CA Kpalle.

A1 6yna gyxe 3auikaB/seHa Moandika-
LisMu Tiza | 6araTo nogopoKyBana,
0c06/1B0O B AdpuLi, Ay*Ke MOM040H0.
MeHe uikaBW/a10, AK MOXHA Ha piBHi
0b6pasy gatu gopory iHWOoMY, AK MOX-
Ha 3 HMM ribpugusyBaTmCA, 3pooUTH
TakK, Wob 1Moro Ta milt BAacHUiA 06pas
B3aEMHO MOI/IMHA/N OfHE OAHOTO.

A/le B KOXHIilh camoribpuamsadii A Hama-

rasnaca pobuTu Tak, Wwob He Bigbynoca
NMOBHOTO 3/IUTTH, W06 3aBXK /AN MOXKHA
6y/10 BRi3HaTK B ribpuam3sauii i iHwo-
ro, i MeHe. | w06 Le cTBOpPIOBasO Tpe-

T€ 06211441, Ake 6y/s10 6 MHOIO | BOAHO-

Yyac penpeseHTaL,i€to iHLWOro.

Y KOXKHil i3 MOiX camoribpugmusa-

LLii A 3aBX/AM rOBOpU/A NPO AeKi/bKa
piBHiB: Npo ribpuausaLito mix geoma

Ky/bTypamu i ribpuamsauito Mix gBoma

MUCTELUBbKUMU NPAKTUKAMMU.

Oxcana: CyuacHi TexHonaorii Ay)xe 3mi-
HUAM MMcTeuTBo. U y Bawiu TBopuocTi,

30Kpema, ue Ay)ke BHAHO. Ane nonpu

ue, Ha PUHKY Aanl LiHYETLCA YXKMBOMHKC.
OPAAH: A pobuaa poboTu B gonos-
HeHil peasnbHOCTI. Hanpukaaga, moi
riopuamsauii 3 Mackamu 3 MekiHCbKOT
onepu. [N MeHe CnpaBsgi Bax/MBO,
L0 3a Tpagmuieto y MekiHCbKil onepi
*KiHKam rpaTv 3abopoHeHo, HaTOMICTb
XIiHOYi poAi rpatoTb 40N10BIKK. A 3po-

6una cninbHO 3 MeKiHCbKO onepoto
BMCTaBKY camoribpuausauin. 0cob/u-
BiCTb LMX pOBIT y TOMY, W0 NOTPi6HO
3aBaHTaXXMTU 40AaTOK Augmente, BiH
6e3KOLWTOBHMIA, i NOTIM Tpeba 3icKkaHy-

BaTM TBOPM 3a MOro 40NOMOroH, i Toai

3'ABNAETHCA Ml aBaTap Yy 3D. A 3pobu-
/1a MOro, BiALLITOBXYKUUCH Big, CBOro

Ti/la B MOMEHT BUKOHAHHA akpobaTtuy-
HUX BMpaB B [eKiHCbKil onepi. Po6oTu

MOHa pO3CKUAaTU MO BCbOMY CBITY. laen

no/Arana B TOMYy, Wwo6 3MiHUTK HaLi

MEHTa/IbHOCTi, TOMY LLLO BCi NtobuTteni
MUCTELTBA, AKi NPUIKAMKAIOTL 40 rase-
pei, 0B0XHIOKTb YCi MOX/IMBI Ta HEMUC-
NUMI ragxeTu. Ane BogHoYac y raznepei
BOHM HaatoTb 6aunTH Ta KynyBsaTu
TpaamLiiHi BUTBOPMH, KMnBOMKUC abo Ma-
/IOHOK. TOX A cnpobysasia nobyaysaTtu
MICT 3@ 4OMOMOr Ot HOBUX TEXHO/IOTIMN.

Ceronen: Lo pnn Bac o3Hauae 6yTu
HaPOAKEHOI0 B TiAi XXiHKN?

OPAAH: Y mene 6yB MOMEHT naHiku,
KO/M MeHi 6y/10 AyKe AUBHO BYTH
)iHKot0. A 6aunAa, LWo BigOYyBaETDL-

CA 4OBKO/1IA MeHe: BiNbLIiCTb XKiHOK
rpanv posi, AKi MeHe abco/ItOTHO He
B/1ALLTOBYBa/IM. Y0/10BiKM HaB’A3yBa-
/M XiHKaM peui, AKi MeHi 3gaBaanca
HeBunpasAaHumu. Hanpukaag, moi
APY3i-MUTLi B MOEMY PiAHOMY MICTi
MOT/IM BUATU 3 MAUCTEPHI 0 2 4M 3TO-
AVHI paHKy MicaA TOro, AK HamMantoBau
KapTuHy, NiTW 40 NepLIoro-Ainworo
6icTpO, BUNUTK NMBA, NOrOBOPUTH 3 iH-
WwMMK. Ane AKLLLO Te came pobuia A,
TO BCe 3aKiH4yBa/s0CA MOraHo: 40 MeHe
4inaaanca, Hamaraamca GaipTyBaTy, Le
6Yy10 *Kax/mBo. ByTu xkiHKoto 6y/a10 aA
MeHe HeCTeprHo, A XOTifa byTH AK MO
A,PY3i-XYAOKHUKM | pobuTy Te, WO XO-
Tina, A€ XOTiNa i KOAM XoTiNa. Y T xe
4ac MOA MaMa BYMIA MEHE BULLMBATH
PYLUHWKM 418 MPUAAHOrO. Y LWKOAI Hac
YYU/IM BULLMBATHU i FOTYBaTH, i Lie MeHi
3£,aBa/0CA CMILLIHUM — Hac y4uau ByTu
H6escuammn.

Ha 3Hak npoTecty A 3pobuna po-

60Ty 3 Ha3BO «Bu3Ha4eHHA micuA
po3TallyBaHHA C/ligiB cCnepmMu Ha Bu-
LUMBAHOMY NPOCTUPaAI B NpUAaHe».
Cnign cnepmu Ha NpoOCTUPaA/i MOXHa
BWABWTM 3a A,ONOMOTOH0 «/1aBu» (Lie
YOPHW/IO 3 BOAO): AKLLO 3MOYUTH HEIO
MPOCTMPAAANO, A€ € NAAMU CNEPMU, TO
YOPHM/IO B LMX MiCLAX HE NPOCAKAE i Ta-
KMM YMHOM iX CTa€ BUAHO. [10Tim A BU-
LUMBA/Ia TaKe NPOCTUPAZA/0 Nepey,



Beijing Opera on self-hybridization. The
secret of these works is that you have
to download the Augmente app, it’s
free, then you scan the works and it
generates my 3-D avatar, which | made
with my body, doing acrobatics in

the Beijing Opera. We can send them
anywhere in the world. The idea was
to change our mindset, because all
the people who come to galleries
have their possible and unimaginable
gadgets, but when they come to a gal-
lery, they want to see and buy tradi-
tional artwork—painting or drawing.
So | tried to build a bridge with new
technologies.

Ségoléne: What does it mean to you to
have been born in a womfn’s body?

ORLAN: For me there was a moment
of panic because | felt really strange
being a woman. | saw what was hap-
pening around me: most women were
playing roles that did not suit me.

Men were forcing things on women
that I think are wrong. For example,
my male artist friends could leave

the studio at 2 or 3 a.m. after they
finished a painting, go to the closest
bistro, have a drink, talk with others.
But if I did that there were terrible
consequences: men harassed me, tried
to flirt with me, it was awful. It was
unbearable being a woman, | wanted
to be like my male artist friends and do
what | wanted, where | wanted, and
when | wanted. At the time, my mother
was teaching me to embroider sheets
for my wedding trousseau. In school
they taught us how to embroider and
cook. And | thought this was ridicu-
lous—we were taught to be powerless.
As a sign of protest, | made a work
called Incidental Striptease Using Sheets.
When you put ink and water on a sheet
where there are sperm stains, the ink
doesn’t go through, thus exposing

"Je suis UN femme et UNE homme," French

them. Then | embroidered these stains
in front of an audience while blind-
folded. This was my battle against the
maternal discourse of femininity that
constantly demanded that | embroider
sheets for my wedding trousseau.
Because of all these

things I didn’t want to

be a woman, and | took part
in many actions with a ban-
ner saying “Je suis UN femme
et UNE homme.”" | tried to
force women to act, | fought
for contraception and abor-
tion. I had four abortions
back when it was forbidden,
and | could have been put

in jail. We were hunted like
witches, and at the same
time it was happening under
horrible medical conditions
and hygiene, using either a knitting nee-
dle, air, or a curette (surgical spoon) in
Switzerland for a very high price.

There is a lot of pressure on women
who want to have an abortion. They are
told, “No, you have to think carefully
about this, because you know that you
will suffer all your life, psychological-

ly it will break you.” When | had the
abortion, I said, “Champagne, please!
What a relief! Great!” | never had any re-
grets, any mental suffering over it, even
though they try to put all the blame on
us. | think we are regressing seriously in
this direction right now.

That is what my life was. It was very
difficult to be a woman at times. For ex-
ample, when | first got pregnant there
was no contraception. | really didn’t
want this child, | wanted to be free, to
travel, to do what | want, when | want
and how | want, and so on. | thought
that because | didn’t want it so much,
the pregnancy would end somehow on
its own, but that didn’t happen. And
this was a dreadful realization, dreadful.

culine indefinite articles from their respective

produced by switching the feminine and mas-
positions before “woman” and “man.”

for “l am a male woman and a female man,”
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1 «Je suis UN femme et UNE homme» (¢p.),

ny6.2iKot0 i3 3aKPUTUMU OYK-
Ma, 3 MOB’A3KOK0 Ha oYax. Lle
6yna mosa 6bopoTtbba 3 MaTepuH-
CbKMM AMUCKYPCOM KIHOYHOCTI,
LLLO NOCTiIMHO BMMaras Big MeHe
BMLUMBATU PYLLHUKM Ha NpuAa-
He, A/1A BeCinnA.

Yepes 1 BCi peyi A He XO0-

Tifa ByTH XiHKot | Bpana
y4acTb y 6araTbox aKLj-

fAX i3 TpaHCMapaHToOM, Ha AKOMY
6y/10 HanucaHo: «Je suis UN
femme et UNE homme»'. A Ha-
Maranacs 3MyCuTH XiHOK

AiaTn, 6opoaaca 3a KoOHTpaLen-
uito, abopTu. f1 3pobuna abopt
4OTMPU Pasu B TOM Yac, KO/M Lie
6yn10 noBHicTIO 3abopoHeHo i 3a e mor-
/M KUHYTU 3a rpaTu. Ha Hac noatoBanu,
fAK Ha Bigbom. BogHouvac abopTv pobu-
/1 B OTUAHUX MEAUYHUX Ta FiriEHIYHMX
ymoBax, abo wwnuueto a4aa B’A3aHHA,
abo HagyBaHHAM NoBiTpA, abo KropeT-
Koto (XipypriuHoto 0xkKot0) B LLIBeliua-
pii 32 A4y»Ke Be/mKi rpoLLi.

[CHy€ Be/IMKUIA TUCK Ha XKIHOK, AKi XO-
4yTb 3p06UTH aBOPT, IM KaxyTb: «Hi,
Bam Tpeba ayxe gobpe nogymatu

«f1 XiHKa-BiH i YOAOBiIK-BOHa». Y dpaHLy3bKili MOBI
6iAst CAIB «KiHKa» Ta «4OAOBIK» MEPECTABAEHO MiCUAMM
HEeO3HaueHi apTUKAI XXKIHOUYOTO 1 YOAOBIYOTO POAY.

nepeg uum, TOMY LLLO BM 3HAETe, L0
CTpaxpaaTMmeTe yepes Lie BCe Balle
KUTTA, Lie BaC NCUXO/0THHO 3pyit-

Hye». A Koav A pobuna abopT, To Kasa-
na: «lllamnaxcbKoro! Axke noserweHHs!
AK MeHe npoHec0, 4yA0BO!» A HIKO/U
He MOLLKOAYBaa, He Mana AKUXOChb
CTpaKAaHb Yepes Lie, XO4 Ha Hac i Ha-
MaratoTbCA MepeKaacTu BCHO BUHY. A ay-
Mato, LLLO Terep y LbOMY HanpAMKY
BigOyBa€eTbCA CepiO3HMI perpec.

Tox 0Cb AKUM BY/10 MOE KUTTA. Y NeBHi
MOMEHTH BYTH XKiHKOIO BY/10 AyKe Bax-
Ko. Hanpuknag, Togi, Ko/ A BnepLue
3aBariTHi/a, We He 6y/10 KOHTpauen-

LiT. A TaK He XOTiAa Li€l ANTUHM, A XO-
Tina 6yTu BiNbHOLO, MOAOPOXKYBaTH,
pobuTH Te, LLLO XOUY, KOAM XOuY i AK
xouy. f gymana, Wwo OCKiNbKK MOE Heba-
KaHHA BY/10 TaKMM Be/IMKMM, TO LA BariT-
HiCTb AKOCb cama cob0t0 Ma€e nepepBaTh-
cA, aze Hi, Tak He cTanoca. | e 6ys0 mep-
3eHHe YCBif0M/IeHHA, Mep3eHHe. ToX
TOAi OYTH KiHKOI BY/10 AyKe KOPCTOKO,
TOMY WO A 6a4nAa, WO HEe MAaTUMY TaKUX
CaMUX MOX/MBOCTEW, AIK YO/OBIKM.

f1 abCoNOTHO NPOTM MaTepPUHCTBA, A AY-
Malo, L0 BOHO pObUTb Halue Tino He

ORLAN, Attempting to Escape the Frame with Mask, 1965

OPAAH. «Cnpoba BUITK 3 paMKK 3 Mackoto». 1965



So, at first being a woman was very cruel,
because | saw that | would not have
the same opportunities as men.

| am absolutely against maternity. | think
it makes our bodies nothing more

than a machine for making children, and
that it provokes chain reactions that
make us completely alienated, socially
and politically. Pressure is put on our
bodies, and they don’t see any other
power in us but this. | also think giving
birth today is crazy because the world is
almost finished (no water, no food, no
work), the world is more polluted, old-
er, and there is more unemployment.
And there are all these children with-
out parents in the world, and adopt-

ing a child is extremely difficult.

Oksana: Do you support new technolo-
gies for producing babies “outside” of
the woman’s body?

ORLAN: Yes, it’s a big relief! Finally!

Oksana: But raising children isn’t just

carrying a child in your belly, every

year the children are growing: can

men and women share this work?
ORLAN: Of course, | would like it to be
completely shared! But it’s very, very
rare. It’s a big problem.

Ségolene: Is it difficult being a woman
in the art world?
ORLAN: Very. | have done alotin
my life; there are number of publica-
tions about me—book covers, theo-
retical books, art history books—all
over the world. I've done incredible
things, I've done a lot of works,
and | should be in @ much more im-
portant place than | am now, at least
financially, to have money for every-
thing | want to do. Instead, | have been
forced to overcome financial difficul-
ties; my imagination has been cut be-
cause | know that some things | can’t

2 Program for financing large

do from a financial perspective. Two
or three years ago | earned my first
artistic 1%2, but my male friends have
already earned who knows how
many percentages, and | find this dis-
gusting. Every time | participate in an
exhibition, | ask the curator, “How
many other women are there?” And
often they reply, “You know, we
wanted to find some, but we didn’t, we
don’t know any.”

But at the same time, they are right,
because if we don’t give women the
artistic 1%, public orders, catalogues,
space in expensive publications in
English and French with large circula-
tions, then, of course, we won’t find
these women. Even if they have made
30 exhibitions, if there are no cata-
logues, only a few copies of small pam-
phlets—it’s over! And then “it is really
hard to find them.” So, it is very hard
being a woman in this job. There are

so many galleries where there are only
men, or only women when there is no
money involved, when there is nothing
important at stake. In rich, expensive
galleries there are very few women. It’s
very strange. There are women who
give up because everything pushes
them to. There are women who want
to have children, to have a private life
or put themselves in the service of
men, but nonetheless, this doesn’t ex-
plain why there remain so few women
in art. There are some who want to
break through, but they cannot.

I’ll tell you a very Parisian story. Jean-
Marc Bustamante, who is the director
of the National School of Fine Arts
(Ecole nationale supérieure des beaux-
arts), had a book published by Flam-
marion together with Christine Macel,
who is at the Venice Biennale. In this
book Bustamante writes that there are
no women artists. When women find
something, they cling to it, they don’t

public art projects.
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6i/1bLL HiX MALLMHOIO A/1A CTBOPEHHA
AiTel i NPOBOKYE NaHLIOroBi peakuii, AKi
CMPUHUHIOOTD TE, WO COLia/IbHO, MOi-
TUYHO MM MOBHICTIO BiAg4y»KeHi. Ha HaLwui
TiZla TMCHYTb i B HAaC He 6a4aTb iHLWOi
CWUAK, OKPIM LibOro. TaKoX Hapo/KyBa-
T CbOrOAHI MeHi 34a€TbcA BoXKeBiNNAM
yepes Te, L0 CBITOBI Maiike KiHeLb (He
BMUCTAYaE BOAM, iKi, npaLi), CBIT cTaB
3abpygHeHiluni, cTapilmi, nowmpere
6e3pobiTTa. 40 TOro X y CBiTi CTiNbKK
CUPIT, @ BCMHOBUTU YU BAOYEPUTU AUTU-
HY Ha/A,3BUYANHO CKAAAHO.

Oxcana: Bu niatpumyere HOBI TEXHO-
Aorii, 0 AO3BONAIOTD CTBOPUTH ANTH-
HY no3a XiHouum Tirnom?
OPAAH: Tak, Le BenyesHe no/erweHx-
HA! Hapeuwri!

Oxcana: Ane POCTUTH AITeH — e He
TiIAbKM BUHOLLYBaTH AUTHHY BCEepPeAnHi
CBOrO0 )XMBOTA, a i noTim pik 3a pokom
AOTAAIAATM ii: YONOBIKH Ta YXIHKM No-
BHHHI AIAMTH L0 poboTy?
OPAAH: 3BicHO, A 6 x0TiNa, Wo6 ue
MOBHICTIO 6y/n Ci/bHi K1oNOTU. Ane
Tak byBae gyxe-gyxe pigko. | ue seau-
Ka npobnema.

Ceronen: Uu cknapHo OyTH XiH-

KOI0 Y cBiTi MucTeurea?
OPAAH: [y:xe. Al 6arato Bcboro 3pobu-
/12’y CBOEMY KUTTI, € BE/IMKA Ki/IbKiCTb
ny6/ikaLiii Npo MeHe, KHUXKOBMX
OOK/MAAMHOK Y LiZIOMY CBiTi, MeHe
3ragytoTb y TEOPETUYHUX KHUIAX Yn
KHMUrax npo icTopito mucreyTea. Ax-He-
fK, A 3pobusa HeMMOBIpHI peui, A CTBO-
puaa BeNnYe3Hy Ki/bKiCTb TBOPIB
i noBMHHa 61 3aiimMaTu HabaraTo Baro-
mile MicLie, HiX Te, AKe 3aiMmato 3apas,
NpUHaNMHi GpiHaHCOBO, xo4a 6 maTu
KOLUTU Ha BCe Te, L0 XO4Y 3pobuTu.
HatomicTb A 3MyLlueHa go1atu QiHak-
COBi TPYAHOLLj, MO0 yABY 0BMexeHo,
60 A po3yMmito, WO AeAKi pedi He 3MOXKY

2 Mporpama 3 AodiHAHCYBaHHA MacCLUTAOHUX

NPOEKTIB NyOAIYHOro MUCTELTBA.

peanizyeatu y piHaHCOBOMY naaHi.
/1Ba 41 TpU pOKM TOMY A BrepLue 3apo-
6una cBili MUCTeLbKUIA 122, ase A Bady
CBOIX A4 pY3iB-40/10BiKiB — BOHMU, AK
npaBu/0, Y CBOEMY XMUTTI BCi 3apo-
61M He 3HaTU CKi/IbKM TaKuX Bia-
COTKiIB, i MeHi e orngHo. LLopasy,
AK 6epy y4acTb y BUCTaBLL, A NUTat0
KypaTtopa: «CKi/IbKM LLie iHLIMX Ki-
HOK?» — i YaCTO MeHi BignoBigaTh:
«TW 3HAELL, MW XOTi/IN 3HANTU Ki/lb-
KOX, a/1€ He 3HaMLL/IN, HE 3HAEMO.»
Ane BOAHOYAC BOHM MatOTb pa-

Lit0, TOMY L0 AKLLO0 MW HE A4AEMO
KIHKaM MUCTELbKOro 1%, mybAivHUX
3aMOB/I€Hb, KaTa/I0riB, He BiABOAUMO
™M MiCLA Y BaX/IMBUX BUAAHHAX aHT-
NincbKo10, GpaHLy3bKoLo, AKi gobpe
PO3MOBCHOAXKYIOTbCA, TO MOTIM, 3BiCHO,
He MOXKeMO 3HaMTK LMX kiHOK. HaBiTb
AKLLLO BOHM 3p0buv 30 BUCTABOK, ane
He MaloTb KaTa/oriB, a /MLLIE Ma/IeHbKi
HpOLUYPKM B HEBE/IMKUX TUPaXkKaxX — TO
Lie KiHeLpb! A MOTIM «iX AYy»Ke BaXKO Bia-
HalTu». TOX CNpaBgi iCHYE Ayxe BeAu-
Ka CK/MIaAHICTb OYTH XKiHKOIO B LibOMY
pemecni. CKiZIbKM € ranepei, e BUCTaB-
NA/IMCA BUK/KOYHO YO/I0BIKM, A KiHKM
Ti/IbKM Y TOMY BUMA/AKY, AKLLO Tam He
6y/10 peanbHOi CTaBKM, Ha KOHY He CTO-
AAu rpouui. Y Bax/MBKX i baraTux ra-
/lepenAx AyKe Ma/io XiHOK. | e g1MBHO.
Hexal, € »iHKM, AKi 34a10TbCA, TOMY LLLO
CrpaBAi BCe CMOHYKAE A0 LbOoro. € XiH-
KM, AKi XO4yTb MaTH AiTel, npMBaTHe
UTTA aBO CNYXKUTH YO/IOBIKAM, a/le BCe
OAHO L@ He NOACHIOE, YOMY B MUCTELTBI
33/IMLLIAETHCA TaKa Ma/la Ki/IbKiCTb Xi-
HOK. € TaKi, KOTpi HamararoTbcA Npobu-
TUCA, a/1e IM He BAAETbCA.

Al Bam po3noBimM O4HY gy»e napusb-

Ky icTopito. AupekTop HauioHasnbHOT
BULLLOT LLIKO/IM MUCTeLTB, KaH-Mapk
ByctamaHT, onyb.ikyBaB KHUIY B BU-
AaBHULTBI «®1ammapioH» (Flammarion)
pa3om i3 KpicTiH Macceb, AKka npawtoe
Ha BeHeujiicbKil ieHase. B Lt KHU3I



do anything new, anything interesting,
they search for one thing in their life
and it’s over (like they search for one
man); they’re not as creative as men.
And Macel says the same thing. Before
this she had an exhibition called Dyoni-
siac, and there wasn’t a single woman
in it (usually they include at least one,
to make it seem like there were wom-
en). This guy wrote all this nonsense in
his book, (seriously, | don’t even know
how it could be published because it’s
crazy), and they gave him the National
School of Fine Arts. What does this
mean? If he doesn’t believe in women
and thinks that women aren’t artists,
then how can he teach them? And ev-
eryone knows about it. It made waves.
I was asked to sign a petition “because
this is really unacceptable.” A journalist
from Le Monde took a comment on
what | think of Bustamante.

Ségoléne: Do you consider your
body a work of art?

ORLAN: | think the body is polit-

ical. But we can make it artistic,
depending on how we work with

it. On the other hand, I've created
pieces where | worked with my body
as a sculpture, but here | reinterpreted
it as a work of art, which it isn’t from
the start. | must tell you about one
work that is very important for me.

3 Ecorché—a figure showing the
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[t is my manifesto. It exists in differ-
ent formats. | made a self-portrait
as an écorché. It was made by ma-
chine in 3D. In this sculpture | want-
ed to make a big, broad and solid
body of a woman, unlike the
stereotypical body you see in video
games, magazines and the fashion
industry. And | had her pose like
the Statue of Liberty. Because, for
me, liberty is what every person
should have. And it is what artists and
all artists who work on representing
the body or with the body need. Be-
cause all religious, political, traditional
and cultural censorship is written on
the body. | gave the sculpture, on the
one hand, a slightly nostalgic image
from anatomical drawings, but at the
same time | made it look like a cyborg.
For me it was important to not have
skin, because skin is the last costume,
the last interface with the world, and
mostly because you can’t tell if [ am
young or black or white. Here racism
cannot fit on the body. Going outside
the boundaries of racial or any other
association is very important for me.
Every time | work on a social issue, | try
to position myself in the role of an artist
and citizen of the world.

muscles of the body without skin.
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BycTamaHT nuLue, L0 HeMaE XKiHOK-
XYA,0KHULb, LLLO KO/M >KIHKM 3HAXOAATb
LLLOCb, BOHM YinAATHCA 3a Le | He pob-
JIATb Bi/iblLIe HiYOro HOBOrO, HIMOro
LiKaBOro, BOHM 3HaX0AATb OfHe B CBOE-
MY XWTTi — i KiHeLb (Te came B HUX

i 340/10BiKamMK), BOHU He TaKi KpeaTuBHi,
AIK YO/IOBIKMY, i T. iH. | Maccenb Kaxe

Te came. lepes u1m BOHa 3pobuna
BMCTaBKY 3 Ha3BO «/liOHiC», i B Hili He
6y/10 KOAHOT »KiHKM (3a3BUYail BK/IOYa-
10Tb NPUHAMMHI O4HY, W06 CTBOPUTH
BPaXXEHHs, Haue XKiHKK Taku 6y/n).
Lle vyyBaK HanucaB y CBOI KHU3i OAHI
AYPHUL,i, HEBIAOMO HaBITb, AK L& MOX-
Ha 6y/10 ony6/1ikyBaTH 3 Or/IF4Y Ha Te,
flka BOHa 6e3r/y3gaa. | iomy Bigganu
napu3bKy HauioHasbHy BULLLY LUKOAY
MucTeuTs. LLLo ue o3Havae? OcCKibKku
BiH Y »KIHOK He BipUTb, AYMAE, LLLO XiH-
KU HE € XYAOXHULAMMU, AK BiH MOXKe
X HaBYaTK? | BCi 3HatOTb Npo ue. | ue
BMK/IMKA/NO peakLito. /1o meHe 3Bep-
HyAuca: «[ignuiim neTuuio, TOMy Lo
Le crnpasgi HecTeprnHo». *RypHaicT i3
Le Monde B3AB KOMeHTap y MeHe npo
Te, WO A Aymana npo byctamaHTa.

CeroneH: Bu BBa)xa€eTe CBO€ TINO TBO-
pom mucTteursa?

3 Ecorché (¢p.) — CKyAbNTYpHE 306paxeHHs,

LLIO NOKa3ye M'sA3U Tina 6€e3 LLKipK.

OPAAH: A BBaxato, L0 TiN0 € NOAITHY-
HUM. A/le MOXXHa Moro 3pobuT TBOPOM
MMWCTELITBA, 33/1€KHO Big TOr0, AKUM
YMHOM Hag, HUM NpaLtoBaTy. 3 iH-
woro 60Ky, A cTBOptoBasa poboTn,
A npaLoBasa 3i CBOIM TiZIOM fK 3i
CKY/IbMTYPOIO, ane TYT A 0ro pagLue
nepeTaymadyBasa Ak TBip MUCTe-
LiTBa, Big, NO4aTKy BOHO HUM He €.
Mywiy po3noBicT Bam Npo 0gHy po-
60Ty, AKa A4/1A MeHe AyKe Bax/MBa.
Ua poboTta — miit maHipecT. BoHa
iCHy€ y pi3Hnx popmarax. A cTeopu-
/1a CBil aBTOMOPTPET y BUT/ALi eKop-
we3. Moro noBHiCTIO BUrOTOBMAA Ma-
WrHa B 3D. Y Ui cky/bNTYpi A X0TiNa
3pobuTH Be/InKe, LUIMPOKE i MiLHe

TiZI0 XiHKM, BigMiHHE Big cTepeoTuny,
AKWM iCHYE Y Bigeoirpax, y *KypHaaax
4u B iHAYyCTpii MogMm. | A 306pasuia

iy nosi Cratyi CBo60au. bo aAns MmeHe
806043, 3BiCHO, — Lie Te, LU0 NMOBUHHA
MaTH KOXHa toauHa. | Te, Wwo cnpasai
HeobXigHO MUTLAM, 30KpeEMa TUM,
KOTPi NPaLo0Th Hag penpe3eHTali-
€10 Tina abo 3 Tiom. Tomy Lo B Tini
3aMMUCYETbCA BCA pPeiriiHa, NoAiTUYHa,
TpaAuMLiiHa i Ky/bTypHa LeH3ypa. f Ha-
A3ana CKyAbNTypi, 3 04HOro 60Ky, TPOXM
HOCTa/Ibr4HOro 06pasy 3 aHaTOMIYHMX
Ma/ltoHKiB, Hab/IM3MBLLM fi BOgHOYaC A0
Kibopra. 1A meHe 6y/10 BaX/MBO, W06
BOHA He Ma/a WKipu, 60 LWwKipa — ue
OCTaHHiM KOCTIOM, OCTaHHA rpaHb B3a-
EMOAIT 3i CBITOM, ane Binblue yepes

Te, LLLO TaK HE BUAHO, Y/ A MO/10A3, YU
YOPHa, M 6ina. TaKUM YMHOM pacu3m
He MOKe ByTuM 3anucanuit y Tini. Lle Bu-
Xig, 332 Mexi pacoBoi 4m 6yAb-AKOI iHLWOT
Ha/IeXKHOCTI.

L opasy, AK npaLoto i3 coLiabHOO
npob6/1emMaTuKoto, A Hamararoca no3uLi-
t0BaTH cebe B po/ii XyA0KHWL, Fpoma-
AAHKM CBITY.
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Zuzana Stefkova: Let’s start from way
back—how did you decide to become
an artist?

Martha Rosler: | was considered an artist
even as a child. | have to add, though,
that because | was a girl my parents
didn’t really care about it. It wasn’t im-
portant what a girl did, so when | said
that | wanted to be an artist, my parents
were fine with it. They weren’t negative
about it—it just had no meaning.

Zuzana: Did they support you?

Martha: No. But they didn’t prevent
me. | went to university first and then to
graduate school in art much later. But

| studied art as a minor in high school
and took classes at the Brooklyn Muse-
um Art School. My parents were very
nervous about me: they wanted me to
get married while | was still a teenager,
and they hadn’t even wanted me to go to
college. So it didn’t matter whether [ was
an artist or not. They didn’t relax until

[ got a teaching job. “People pay you to
do that?” “Yes, they do!” But they never
asked what it was that | did, exactly!

Zuzana: Do you think they had at least
avague idea?

Martha: They thought | was unmanage-
able, so it didn’t much matter, finally.

Mapra Pocnaep
Hbto-Nopk_CLLA

Po3moBnsie:
3y3aHa CtedkoBa

MNouatkoBo 3anucaHe y 2013 poui y CLLA
AonoBHeHe y 6epe3Hi 2019

3y3aHa CtedkoBa: MMounimo 3panexy:
AIK B BUPILLMAM CTaTH XYAO)KHULLEI0?

Mapra Pocaep: f BBaxkana cebe xy-
A,O0XKHULLEIO LLLe 3ManKYy. |, Mywy goaaTh,
OCKi/bKM A 6y/1a AiBYMHKOIO, BaTbKM He
HaATo nepeimanmca moim Bubopom
npodecii. Yum 3almaTumeTbCA giBuu-
Ha — 6Yy/10 He TaK Ba)K/IMBO, TOMY KO/I1
A CKa3ana, Wo xo4y ByTu Xyg0KHMLLe,
XKOAHUX NpoB/em He BUHMKAO. BaTbKu
He 6y/1 NpoTU. [INA HUX Lje NPOCTO Hi-
4Oro He 03Ha4ano.

3y3ana: Bonu Bac niatpumyBanu?

Mapra: Hi, ane i1 He 3aBaxkanu. CnoyaT-
Ky A BCTYNK/1a B YHIBEpCUTET, @ B IHCTK-
TYT MUCTELTB — 3HaYHO Mi3Hille. Ane

L e B LWKO/I A MPOC/IyXasa CneyKypc i3
MMUCTeLTBa 1 BigBigyBasa apT-LUKONY
BpykaiHCbKOro My3eto. baTbku xBuAto-
Ba/INCA 3 IHLLIOrO NPUBOAY: BOHU XOTiNM,
w06 A AKOMOra paHiLle BUiLL/AA 3aMiX

i HaBITb He BCTynasay konegx. Tomy
XYAOXHULA A YK Hi, IX ManOo LikaBuo0.
BoHW po3c/1abuamnca Tinbku Togi, Koau
A OTPMMana BUK3AALbKY nocagy. «Tobi
MAATATb 3a Te, WO TW pobuUL?» — «TaK,
nAaTATb!» Ane 6aTbKM HIKO/IU He YyTOou-
HIOBa K, LLLO came A pob/to.

3y3aHa: Ayma€ere, BOHM X04 NpubAn3-
HO YABAAAK?

XIHOK W€ TIAbKHA NOYaNAdCAH

bopoTbba 3a emaHcunauiio



They knew | wasn‘t painting anymore,
but what was it that | did? No one had any
idea what video was, and photography
wasn’t really art to the wider world. And
| didn’t even try to explain performance
or more complex forms. But this wasn’t
unusual for parents back then.

Zuzana: At UCSD?, did you have any
interesting teachers?

1 The University of California, San Diego

Martha: | knew most of the profes-
sors before | entered, since we were

in a small community of transplanted
avant-gardists who had moved to
Southern California mostly from New
York. | had been a young member or
hanger-on of that group back in New
York, and some had preceded me to
San Diego, where we continued to meet
socially before | decided to go to grad
school there. Going to grad school gave
me an opportunity to focus on something
I’d only been able to do essentially as

an addition to my academic studies, so to
speak. And it really changed my life: | had
a wonderful time, with wonderful fellow
students, and it was among them that
most of my learning took hold.

Zuzana: Were there any women teachers
at that time?

Martha: Miriam Schapiro was teaching
at San Diego when | was a student
there, and she formed a friendship with
Judy Chicago and moved to CalArts,

in Los Angeles, where they founded
the Feminist Studio Workshop. It was
a very interesting time. | am not sure if
there was more than one single woman
on the faculty when Mimi (Miriam)
left, and that faculty member, Jehanne
Teilhet, taught Polynesian and Oceanic
art history! I worked with her. Many of
the women | became close to among
the L.A. artists were students of Schapiro
and Chicago or influenced by them. At
the point | met up with the L.A. artists,
however, they were heavily engaged
in performance. | didn’t realize until
quite a while later that they’d been
taught at CalArts by Allan Kaprow.

I’d known Allan slightly in New York,
where he’d been a tremendously im-
portant figure in the art world’s move
away from easel painting; he developed
events called Happenings and other
Fluxus-related process-oriented forms
in artists’ studios and lofts, and small
downtown galleries. But my first memo-
rable exposure to performance was in
the 1960s, when | attended a perfor-
mance by a young artist named Carolee
Schneemann. It was a performance that
involved dancers and film, in a way that
diverged greatly from the usual produc-
tions of the time, and quite unusually, it
was centered on its anti-war message.
So speaking personally, | was interested
both in the anti-war focus and its rela-
tion to performance—a form I had no
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Maprta Pocaep. I3 cepii «[purHocsun BitHYy poopoMy» (1967 -1972). doTokorax

Mapra: BoHu BBaXka/iM MeHe Heke-
POBaHOI0, TOX Lie He Ma/i0 BE/IMKOro
3Ha4YeHHA. BoHM 3Hanu, Wwo A 06/mnwmnaa
*KMBOMUC, a/1e YUM A 3almanaca? B Ti
4acu HIXTO M rafgKku He MaB, LLLO TaKe
BigeoapT, a poTorpadia He BBaxkasnaca
MUCTELTBOM. | A HaBiTb He Hamaranaca
MOACHUTY iM, L0 TaKe nepdOopMaHC um
iHWi CKAagHiwi dopmu mucreyTsa. Ale
e 6y/10 TMNOBO A4/1A TOALLHIX BaTbKIB.

3ysaHa: Uu wikaeum 6yB BUKAAAALBKHH
ckaap y Kanipopuiiicbkomy yniBepcu-
Teti y Can-Aiero?

Mapra: A 6yaa 3Haioma 3 HisbLuicTio
TUX, XTO BUKN3Aanu, e 40 TOro, AK BCTY-
nuaa TYAW, adKe MU BCi Hazsexanu 4o
CMiNIbHOTKM aBaHrapAMCTiB-nepece/ieHLis
3 Hbto-Mopka go NisgeHHoi KanipopHii.
Llle B Hbto-MopKy A 6yna Mon0oALLIO0
YYaCHULEHO YM TO MOCAIAOBHULEHO LT
rpynu. [eski 3 Hux nepeixaau B Can-Aiero
paHillie 33 MeHe, | MM 3yCTpiYancA Tam Le
A0 Moro BCTyny. Lleit yHiBepcuteT aaB
MeHi nepeayciMm MOX/UBICTb 30cepeau-
TUCA Ha TOMY, YUM A 40 TOrO 3aiMana-
A, TaK 61 MOBUTH, MO3a HABYAHHAM.

[ e cnpaBai 3MiHW/A0 MOE XKUTTA: A Yy40-
BO MPOBOAW/A YaC y KOMMaHIi 4yA0BUX
O/HOKYPCHUKIB; CaMe cepes, HUX 34e-
6i/1bLIOro 1 MPOX0OAUN0 MOE HaBYaAHHA.

3y3aHa: Uu BUKAapaAU TaM XIHKM
B TOM yac?

NCbKUM iHCTl/ITyT MUCTEeUTB.

1 KanipopHi

Mapra: Koav A Bunnaca B Can-fliero, Tam
BMK/agana Mipiam Wanipo. BoHa nogpy-
wunaca 3 [xyai Yukaro i nepesesaca B
CalArts'y loc-AHpaskenec, ge BOHM 3acHy-
Ba/n «PeMiHiCTUYHY MaiicTepHIo». LiikaBuii
ByB yac. Kosm Mimi (Mipiam) 3BinbHWAaCA,
Ha daKy/bTeTi MLIMAACA NLLE OAHA-EAN-
Ha xiHKa. i 38aam [keiixaH TaitneT, BoHa
BUK/A3Aana icTopito mucTelTsa MoniHesii i
OkeanHil! Al 3 Heto NpautoBana.

Y /loc-AHgKeneci Yumano Moix no-
APYT-XYAOXKHULB Oy/m CTygeHTKamm L a-
nipo 1 Yukaro abo nepebysanu nig ixHim

BM/MBOM. KO/ A 3 HUMM NO3HaoMWAa-
ca, Axyai i Mimi cepito3Ho 3axon/itoBa-
mca neppopmaHcom. /e HabaraTo
ni3Hille A 3po3ymisa, Lo BOHU 06MABI
Bunamca B CalArts B AnaHa Kanposa.

A Tpoxu 3Hana AnaHa e 3 Hoto-Mopka,
A€ BiH 6yB Ha/3BMYalHO BN/IMBOBOIO

B MUCTELbKOMY cepeaoBuLLi dirypoto.
BiH BigiMLWOB Big, CTAaHKOBOrO }KMBOMUCY
" pO3BMBAB XEMEeHiHr Ta iHLi OpPiEHTOBAHI
Ha npouec Ta 6/13bKi 40 pyxy «PayKcyc»
POpMM B XyA0KHIX MaliCTEPHAX, 10pTax
i MaZnieHbKKUX rasepesnx. Asie Mos nepiua
CBiflOMa 3ycTpiy i3 neppopmMaHcom cTa-
naca B 1960-Ti, KO/M A BigBigana nepdop-
MaHC MO/104,01 Xyg0KHHUL Ha im’A Kaponi
WHimaH. NMepdopmaHc BKAKOYAB TaHeLb
i Bigeo Ta gyxe Bigpi3HABCA Big MUCTe-
LiTBa TOro Yacy. |, wo Takox 6yn10 ToAi
HeTUNOBO, MaB BUPA3HWI aHTUMIAITa-
PUCTCbKMIA Meceg K. TOXK 0COBUCTO MeHe
3aLiKaBW/IO Le NOEAHAHHA aHTUMINITa-
PYCTCBKOT MO3KLii Ta neppopmaHcy.

A pgonyunnaca o rpynu 3 Hassoko
«DPOHT XIHOYOrO 3BibHEHHSX. [i AapO
$opMyBann CTYAEHTKHM 3 YHiBEpCUTETY
Can-Alier'o, ane 6yn0 i Y1Mano yyac-
HULb 330BHi. 30Kpema, A A40ay4nnaca
4,0 «PPOHTY», LLle He BYBLUM CTYAEHT-
KO0. 3araznom y Hac cpopmyBanaca no-
Ty>KHa GeMiHiCTUYHA MeperKa HaBiTb 3
B/1aCHUM KiHOYMM LieHTpom. Mu Hana-
rOAW/IN YUMA/I0 KOHTAKTIB 3 MiCLLeBUMMU
KIHKaMU, NOAITUYHUMU Ta PeMiHICTHY-
HUMM aKTUBICTKaMK Ta GeMiHiCTKamu 3
MUCTELbKOro cepeaosuila. ToX Hala
Mepexa BUXOAMN/a AaNEeKO 33 MeXi
XYAO0XHIX Kin. Okpemo Tpeba Buginntu
MOIO CiBMPaLo 3 HEBE/IMKOKO rPyroto
XyAOXHULb 3 perioHy Can-Aiero, wo
npakTMKyBanu neppopmaHc.

YTim, Lie NapagokKc, asne OCHOBHe yrpy-
MOBaHHA XYA,0KHUKIB, 40 AKOro A cebe
3apaxoBYBa/a, CKNafan0CA 3 YON0BI-

KiB — TOMY LLLO MOT MOAITUYHI 1 XyA0KHi
iHTepecw 36iraanca 3 ixHimu. Ane A He-
£,0Bro 6y/21a EAMHOLO XKIHKOO B Ll rpymi.



thought of replicating until  moved to
California years later.

I had joined a feminist group called the
Women'’s Liberation Front, which was
based on the San Diego campus but had
members who weren’t students—I joined
the group before becoming a student,
in fact. There was a strong feminist
network in the wider area, and even

a Women’s Center, and we had lots of
contacts with community women, with
political feminists and even artist femi-
nists. So the women’s network extend-
ed far beyond the groups of artists. I did,
however, engage with a small number of
women artists in a performance group in
our San Diego area. | have to point out,
though, that my main reference group
of artists, oddly enough, consisted pri-
marily of men, because that was who

| shared many political and art interests
with. But my being the only woman in
the group didn’t last long.

Zuzana: Who among the feminist artists
was particularly close to you?

Martha: | lived in San Diego, about 150
miles south of Los Angeles, and | had a

1 The Woman'’s Building (1973 —1991) was a non-profit arts and ed-

small child to take care
of, classes to attend, and
ajob to go to, as well as
working on my own pro-
jects and writing. Most of
my energy outside of my
own work, my artist group,
and my job and, of course,
my son, was centered on
the Women’s Liberation
Front, but there were
women who were part of
the feminist art scene in
L.A., and who were asso-
ciated with the Woman’s
Building," with whom |
formed friendships—some
of which last to this day.
In those days, we didn’t
make much distinction
between those who were
in school and out, who was
a teacher and who a student, and so on.
There was a kind of radical egalitarianism
characteristic of the era.

In San Diego | was closest to Eleanor
Antin, who had mentored me even when
we all lived in New York and | was still
very young, and certainly that continued
after we were in San Diego. She was
not yet on the university faculty but was
pursuing her art, while her husband,
David Antin, was on the faculty. Ellie and

I were close friends and remain friends
now. Among the L.A. women, | became
close with Nancy Buchanan and her
sometime performance partner Barbara
T. Smith; with Suzanne Lacy and Leslie
Labowitz, who together did a ground-
breaking citywide public performance
centered on questions regarding the
high rate of rape in the city. They
worked with the women who formed
the group called Mother Art, including
Laura Silagi, who was part of my Women’s
Liberation group in San Diego before she
moved up to L.A. to attend CalArts,

Bretteville and art historian Arlene Raven. During its existence, the Los

ucation center located in Los Angeles, California, focused on feminist
Angeles Times called the Woman’s Building a "feminist mecca."

art. It served as a venue for the women’s movement and was spear-
headed by artist Judy Chicago, graphic designer Sheila Levrant de
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Maprta Pocaep. «[TpuHOCAYM BiiHY AOAOMY>,
HoBa cepist. (2004-2008). doTokonax

3y3ana: 3 kum i3 pemivicTHUHMUX XY-
AOCXKHMUb BH NPUATEAIOBAAU?

M XYAOXHiW Ta OCBITHIN

1 OKiHoumin ByanHOK» (1973 —1991) — HenpubyTKoBM

Mapra: A xo4y Le pas nigKpec/MTH, Lo
ToAi A *una B Can-Aiero, To6T0 33 150
MW/Ib Ha NiBAEeHb Big /10c-AHpXeneca,
BMXOBYBa/la Ma/IeHbKY AUTUHY, BYMAACA
B iHCTUTYTI ¥ npautoBana,
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Y CaH-£liero MOE HAUBNKYOI CopaT-
Huueto 6ysa EneaHop AHTiH. BoHa byaa
MOEI0 HAaCTaBHULEHO LLie B YACU tOHO-
cTi B Hbto-Mopky 1 amwmnaca Heto y
Can-flier'o. Eneanop Togi Wwe He BUK/a-
f,2an3, a 3aiManaca B/1aCHO MUCTeLb-
KO0 MPAaKTUKOIO, a il Y0/10BIK, [eBia
AHTIH, yXXe BUK/1agaB B YHiBEpCUTeTi.
Mw 3 Enni 6yam i goci avwaemoca 6/m3b-
KUMM NoApyramu. AKLLLO FrOBOPUTH NPO
nepiog y /loc-AHgkeneci, To A 361mn3u-
naca 3 neppopmepkroto HeHci b'tokeHeH
i'ii HanapHwuueto bapbapoto T. CMmiT.
Takox 6yna 6/1m3bKa i3 Clo3aHHo!0,
Neiici i lecni /leinboBiL, AKi pazom
pobuan NpUroNoMLLANBKIA MyBAIMHMIA
nep$opmMaHc, NPUCBAYEHUIN BaXKIUBIN

2 MepdopmaHc-rpyna, Lo BUCTyNaAa
B pecTtopaHax, BUKOPUCTOBYHOUHU
06pa3 odiliaHTKK aK MeTadopy

npobaemi 3rBanTyBaHb y MicTi.
3ragato TakoXK y4acHuLb rpynu
«MaTepuHCbKe MUCTEeLTBO»,
30kpema /lopy Cinari, AKi Ko/UCb
Hazexanun Ao «PpoHTY XKiHOYO-
ro 3Bi/bHeHHA» B CaH-Ajer'o,

a notim nepeixaau B /1oc-
AngxeneciBctynuam B CalArts.
Takox BapTo 3ragatv «Odiuian-
TOK»> — rpyny, yTBopeHy /lep-
pi EAniH, EHH F0/14iH Ta iHWXMM.
A Takox apyxmaa 3 HeHci
AHpxeno, Kengernc KomnTtoH, /lopen
KAk Ta iHWMMM XKiHKaMK, WO npaLoBaam
B XaHpax BigeoapTy i neppopmaHcy.

CTaHOBMLLA XIHKW B CYCMIAbCTBI.

3y3ana: flke 6yno cniBBipHOLIEHHA
yonoBiKiB Ta )XIHOK cepep CTYAGHTCTBaA
B TOM uac?

Mapra: Togi 6y/1a TMNOBOO CUTYaLiA,
KO/IM B acnipaHTypi y cdepi mucrteutsa
BYMA0CA Bi/bLue KIHOK, ase yepes 5 POKiB
nicaA 3axmcTy B npodecii amwanoca 6inb-
LLIe YO/I0BIKiB, OCKI/IbKM XiHKM HE MOT/U
3HANTM BUK/NAAALbKY poboTy. A cymHi-
BatoCA, WO B Ti Hacu Byam gocigKeHHA
LLLOAO Ki/ZIbKOCTi XiHOK B akagemiyHomy
cepe/0BMLLi. Asie BOHU 3’ABU/UCA Mi3HI-
e, i yepes barato pokis, KO/M A 3aLi-
KaBW/acA MM MUTAHHAM, TO NiAroTyBa-
/12 3BiT Ha OCHOBI ONy6/1iKOBaHUX LUPP.

3y3aHa: Uu cTMKanucA BHU i3 CeKCHU3-
MOM Yy TOH yac?

Mapra: Cekcnsm 6yB ro/10BHOIO NpUYK-
HOIO MOABM XIHOYOrO PYXY, i BiH He mir
3HMKHYTM TaK LWBKUAKO. BiH yce we npo-
LIBiTaB, X04a }iHOYMI pyX y:Ke CTaB 3a-
ra/bHOHALiOHA/IbHUM | AyXe BN/IMBOBUM
AsuLLeM. MabyTb, }KiHO4OMY pyxoBi npu-
ainAanv Togi 3abarato yearu B 3MI, Tomy
Moro cnpuiHATTA B couiymi 6y/10 nepe-
Ba)XHO OMOCepegKoBaHe Megia Ta Maso
XapaKTep HagMipHOI CeHCaLiMHOCTI.
Woao meHe, TO A Byna Ayxe BigBep-
TOIO Ta AOTPMMYBA/ACA NiBUX NOM/IA4IB,
TaK CaMmo, AK i Mill TOro4acHui napTHep.
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and with The Waitresses,> a group
formed by Jerri Allyn, Anne Gauldin, and
others. | was also friendly with Nancy
Angelo and Candace Compton, Laurel
Klick, and a further number of women
who worked in video and performance.

Zuzana: What was the male/female
student ratio at that time?

2 A performance group that performed in
restaurants using the waitress as a meta-

phor for women in society.

Martha: Typically at that time there
were more women in graduate school for
art, but typically also, within five years
after graduation, many of the men
remained artists, but the women
didn’t stay in the field, because
they couldn’t get teaching jobs to
support themselves. But back then,
| don’t think there were any sur-
veys of how many women there
were in art school—however, there
were surveys made later on, and
years later, when | became curious
about precisely this question,

| prepared a report using those
published figures.

Zuzana: Did you encounter any sexism
during that time?

Martha: Sexism was the whole rea-
son the women’s movement existed,
and it didn’t go away in a short period.
Sexism was rampant, and the women’s
movement was national, huge and highly
influential. It drew perhaps too much
coverage in the media, where it was
sensationalized and mediatized. As for
me, | was outspoken and politically on
the left. My partner was male, and we
spoke up at meetings and conferences
and gave talks ourselves. But people
regularly pointed out that if he said
something it was okay, whereas if | said
the same thing, it was not okay. So there
was a constant playing out of what women
are allowed to say and how they are
allowed to act, as opposed to what was
acceptable or even admirable in men.

Of course this continues to the present
time, even though the degree of sexism
is often much more guarded in public
these days.

Zuzana: And in terms of your artwork,
were there any sexist comments?

Martha: | was accepted to graduate
school as an abstract painter. That is
what | was supposed to be doing. When

| started to do feminist work, the men on
the faculty were annoyed, and my advis-
er came right out and admonished me,
saying that the work was stupid. Howev-
er, most of the faculty also deplored my
anti-war and feminist photomontages.
The whole art world was allergic to “po-
litical art.” We were still suffering from
the Cold War silencing of dissent, even
though that was fading away under
pressure from the younger generation.

Zuzana: What was your response to
your adviser's comment?

Martha: | changed advisers, which you
actually are not supposed to do. What he
said didn’t affect my work, though | admit
| concentrated more on other bodies of
work than the one at which he directed
his ire. But while he wasn’t alone in finding
the work about women to be beyond their
area of comfort, the fact is that my most
central group of artist friends at that time,
and for quite a few years subsequently,
was mostly composed of men. That was
because my work more and more consist-
ed of photography and photo-based art-
works, and the photo professors and most
of the people involved with film and then
video were men. In addition, that was the
group interested most keenly in exploring
conceptual art. My inner circle of friends
numbered about five, but after a short
period | insisted we bring in some women,
and we did. Nevertheless, | must point out
that aside from my deep interest in God-
ard and other European filmmakers, the
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Mwu 060€ BMCTYNaaun Ha 36opax i KoHpe-
PEHLAX, YUTAAM /IeKLil.

| NtOAYM HABKOAIO MOCTIMHO AaBa/n 3pO3yMi-
™, WO Te, L0 403B0/IEHO BUC/10B/II0BATH
10My, He ,03BO/IEHO BUC/I0B/IIOBATH MEHI.
Tomy ue 6y/10 NOCTiHUM NpeaMeTOM ANA
PO3A4YMIB: LLLO XKiHLi MOXHA rOBOpPUTH, AK
T MOKHa NOBOAMTUCA, Ha NPOTUBAry 40
TOrO, AK MOXHa i HaBiTb Tpeba noBoAUTH-
CA YO/I0BIKOBI. 3BiCHO, Lie TPMBAE i 3apas,
X04a piBeHb BiABEPTOro CeKCU3My

B NYHAIYHMX ANCKYCiAX 3HAYHO 3HU3UBCA.

3y3aHa: Un 6ynn ceKcHCTCbKi KOMEH-
Tapi A0 BawumMx poo6ir?

Mapra: A BcTynuaa B iHCTUTYT BUUTUCA
abCTPaKTHOro XMBOMUCY | Mana 3aima-
TUCA TaM came HUM. Koau » novana
CTBOPOBATU PpeMiHiCTUYHI poboTH, e
0APa3sy BUK/AMKANO PO3apaTyBaHHA

Y BUK/134,a4iB-40/10BIKIB. A Miii KepiBHMK
HaBiTb HaMaraBCA NEPEKOHATU MeHe He
3aiMaTUCA «LMMU A4YPHULAMMU». B3arani
6isbLIa YacTUHa Kadeapu 3acyaKyBaaa
MOI aHTUBOEHHI PpeMiHiCTUYHI pOTOKO-
naxi. To 6ys nepioa, KoAu apT-CBIT ne-
pexwuBaB a/seprito Ha «NOAITUYHE MUC-
TeuTBO». MU BCe Lie gyxe noTepnanm
Big, XapaKTepHoi A4/18 X0/104HOI BiliHW
TeHAEeHLT 40 3aMOBYYBaHHA HE3roaMu,
X04a LA TeHAeHL A BXKe ¢1ablwana nig,
TUCKOM MO/I0ALLIOrO MOKOAIHHA.

3y3ana: | akolo 6yna Bawa BipnoeBiab
Ha KPUTUKY KepiBHUKaA?

Mapra: A 3miHl0Bana KepiBHMKIB, 4Oro
3a npaBWaamMu He masna pobuTu. Ha
MO0 pobOTY AK TaKy MOro C/10Ba HifAK
He BM/IMHY/IU, XO4a MYLLY BU3HATH, LWLO
A 30Cepeamnnaca Ha iHWKUX acnekTax,
OMMWHAIHMU Ti, AIKi BUK/IMKA/IM MO0 THiB.
A/ie BiH He EANHUI BBAXaB, LU0 XiHKaM
Hemage 4oro pobuT B MucTeLTBI. Y Ti

M HACTYMHi POKM OCHOBHY rpyny MOIX
APY3iB-XyA0HUKIB CTAHOBW/IM YO/10BiI-
KW, i e PaKT. Lle NOACHIOETLCA TUM, L0
A geaani Hinblue 30cepeaKyBanaca Ha

doTorpadii Ta pyxomomy 306parkeHHi,
a BibLWICTb THUX, XTO AOCAIAKYBAB i NPaK-
TUKyBaB GOTO- 1 KIHOMUCTELTBO, a 3ro-
A0M i BigeoapT, 6y/m 4o/0BIKaMU.

Kpim TOro, 40/10BikM bisblue LikaBu-
/INCA PO3BUTKOM KOHLIENTYa/IbHOro
mucTelTBa. MOE€ By3bKe KO/0 ApYy3iB
Ha/i4yBaso M'ATb YONOBIKIB, ase 3roAoM
A HAMO/IAM/IA HA BK/AKOYEHHI KiIbKOX Xi-
HOK, LLLO MU 11 3p0buau. AKLLO X He bpaTu
/A0 YBaru MOE€ 3axorn/ieHHs ['ogapom Ta
HLUMMM EBPONENCHKUMU PeXUCepaMK,
Hanbisblwe My 06roBoproBanu BigeoapT
i, 3B8icHO, demiHi3m 3 EneaHop AHTIH, Npo
AIKY A BXe 3ragysana. Mu 3 Eazi Takox
BXOAWM A0 HeBE/IMKOT BigKPUTOI rpynu
beMIHICTUYHMX XYA0XKHULb Pi3HOTO BiKY,
AKi BAAWTOBYBaAM neppopmaHcu nosa
KamnyCcom — y BEIMKOMY CKAAgi B LEHTPI
Can-Aiero. Ak 6auunte, KoM0 PpemiHicTUY-
HUX XYAOMHULb 6Y/10 AOCUTb BY3bKUM!

3y3ana: Uu xTOCh XBaAMB Bawly po-
60Ty, BHKOPUCTOBYIOYH BUCAOBH Ha
KLUTAAT «<BH MAAIOETE, AK YONOBIK»?
BaraTto Xyao)XHUUb PO3noBipanu Npo
nopi6bHi «<koMmnaiMeHTH».
Mapra: Lie 6y/10 nowmpeHo cepeg,
npeaCTaBHUKIB MONepeAHbOro NoKo-
NiHHA. Y HALW Yac HixTo 6 TaK He CKa3as..
LW onpasga, miit BUKIaga4 roBOpMB:
«TW rMBOKO po3yMieLll abCTpaKTHMI
eKcrnpecioHi3m», — 1110, 3BicHO, 6y/10
MpPOCTO HWWM CNOCOBOM CKa3aTH «TU
Ma/ItOELL, K 4O/10BiK». MM, XiHKK, CMif-
/INCA 3 Li€l cTapoi Pppasu.

3y3aHa: ik B BUPILLMAY 3aAULLUTH

xusonuc? fikocb pa3 noaymanu: «lle

MOA OCTaHHA KapTuHa»?
Mapra: MeHi nogob6anocs mantoBaTy!
| ay*e nogobasnoca npauoBaTi B Mai-
CTepHi. f ntognHa 06cecMBHOrO TUMY,
TOX 3a/1l00KM Li/IMMK AHAMM Nucana 6
Be/MKi No/10THa 6e3 nigpamMHuKiB, po3-
K/1ageHi Ha nig/a103i. Ane yepes aenaKuii
4ac noyana 3anutysaTtu cebe, Homy A
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artist with whom | most closely discussed
video, and of course feminism, was Elea-
nor Antin, as | mentioned earlier. Ellie and
[ were also in a small, loosely organized
group of feminist artists of diverse ages
who did free-form exploration of perfor-
mance in a big warehouse in downtown
San Diego, away from campus. There was
not a large circle of feminist artists!

Zuzana: Had anyone complimented your

work by saying that “you paint like

a man”? Many women artists have said

they got such compliments.
Martha: That was the generation be-
fore me—no one would say that in my
generation. What my painting teacher
said was, “I think you really understand
abstraction,” which is another way of
saying, “You paint like a man.” But we
women used to laugh about that old
phrase: “You paint like a man.”

Zuzana: So how did you decide to quit

painting? How did you decide, “This is

my last painting”?
Martha: | really enjoyed painting! | re-
ally enjoyed being in a studio. | am an
obsessive person, and | would go into
the studio and make big unstretched
canvases that | painted on when | laid
them out on the floor. But after a while
| began to wonder why | was doing this
studio-based work. | said to myself, “If
I had two lives, | could do the montages,
and photography and sculpture, and video,
and paint. But | have only one life, so the
painting will have to wait for the other
life— which will never come.” I just didn’t
have the time to devote to it any more.

Zuzana: Many women artists commented
on the fact that they fell into this sort
of divide between their career as artists
and their perceived fulfillment as women.
Martha: Well, a ot of my work is
about that. | did a series of little postcard

novels about women and food; | did
performances about women and food,
| did a video about women and eating
and starving, and a performance and
then video about women and others
internalizing standards of beauty and
behavior. | did one postcard novel, sent
only to women, about the problem of
being an artist moving from the private
world of the family with children to the
more public world as a “professional”
artist. In real life, though, I had a very
active little boy to raise, and very few
artists | knew in San Diego had chil-
dren, except Ellie, and Laura Silagi—the
woman who moved to L.A. and helped
found Mother Art. But a larger number of
the women in Women'’s Liberation had
kids—several of them had more than one
child at home. But these were not artists!

Zuzana: How old was your son when
you entered graduate school?

Martha: Three or four. | also worked in

an office, editing books and articles, to
support him. | partly went to school to get
away from him, and by that | don’t mean
anything sinister. All | mean is that he be-
came an artist’s child—meaning a little art-
ist in his own right, like an apprentice: he
used to draw on my work, and | thought,
how do | stop this without telling him,
“No, stop drawing!” And | realized that if |
went to graduate school, I'd have my own
studio, which was absolutely wonderful.
My adviser said a ridiculous thing about
his own wife, an artist, that “serious
artists don’t have children,” meaning
serious women artists of course, because
men actually did have children; they
just didn’t have to take care of them.
“Serious artists are full-time artists,” the
adviser explained. | could not believe
my ears. What are you saying?! This is
crazy! But that’s what people thought.
But, you know, the whole ethos of post-
war bohemia was to question why you
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0bMmexyCa CTYAIMHUM XUBOMMUCOM.

| ckasana cobi: AK6M B MeHe By/10

ABa XUTTA, A 6 3alimanaca i MOHTa-
XeM, i CKy/bNTypoto, i Bigeo, i unsormnu-
COM. A/1e B MEHE Ti/IbKM OAHE XKUTTA,
TOMY KMBOMUCY AOBEAETLCA NOYEKaTH A0
HACTYMHOO XUTTA, AKE HIKO/M He HacTa-
He. A npocTo binblue He Mana Ha Le Yacy.

3y3ana: baraTto XyaA0)KHUUb FOBOPUAH
MeHi npo Te, Wo BOHU BiAuyBaAH neB-
HUI PO3PHB MiDX CEOEIO MUCTELbKOIO
Kap’epolo Ta XXiHo4uoI0 camopeanisauj-
€10 iK BOHA YABAAIETLCA B CYCMNIAbLCTBI.
Mapra: barato moix pobiT npuceaye-
HO Lt Temi. 1 pobuna cepii nowToBMUX
/MCTIBOK 3 TEKCTaMM MPO KIHOK Ta 1KY,
nepdopMaHCH Mpo *KiHOK Ta iy, Bigeo
MPO XIHOK, CMOXMBAHHA i Ta ronoay-
BaHHS, a TaKOX nepPpomaHc, a 3rogom
Bigeo nNpo iHTepHani3aLio XiHKkamu i He
Ti/IbKW CTAHAAPTIB KPacK i MOBeAiHKM.
e ognH pomaH y AncCTiBKax, AKi Big-
npaB/sA/ia NLLE KiHKaM, A NPUCBATUAA
npo6/1emi CTaHOB/IGHHA XY4,0XHUL,: LLLO
BiAYYBAE XiHKa, MepexoaA4n 3 Mma/sieHb-
KOro NMPUBATHOrO CBITY B LUMPOKUIA, Big,
poni maTepi A0 cTaTycy «npodecinHoi»
XYAOXHUL. Y peaslbHOMY XUTTi A B e
4ac pOCTM/IA raNac/MBOrO MaZI€HbKOrO
X/I0MYUKa, TOA AK Y BibLLIOCTi MOiX 3Ha-
MOMUX XyA0KHUUb Yy CaH-Aiero He 6yn10
aiten, kpim xiba Eani Ta /lopm Cinari,
fIka nepeixana B /loC-AHgKenec i go-
rnomorAaa 3acHysath «MaTepuHCbKe
MMCTELTBO». Y Bi/bLLOCTi y4acHMLb
«DPOHTY XKiHOYOrO 3Bi/IbHEHHA» BY/IU
AiTH, Y AEKiINbKOX HaBiTb MO Ki/bKa Aj-
Tel. Azie BOHU He By XYA0KHULAMM!

3y3ana: CKinbKu 6yno pokiB Bawiomy cu-
HOBi, KOAM BH BCTYNHAM B acnipaHTypy A0
KanidopHiiicbkoro iHCTHTYTY MuCTeUTB?
Maprta: Tpu um 4oTMpu. apanenbHo
A npaLtoBasa B odici, pegarysana KHUMM
1 cTaTTi, Wwob ioro yTpumyBaTtH. HecHo
Kakyuu, BCTYN B acnipaHTypy 6yB crnoco-

60m Big Hboro BTeKTU. Mig UM A He Mato
Ha yBasi HiY0ro noraHoro, NpocTo BiH byB
CMHOM XYAOXHULi 1 NOCTYNOBO NoYaB Ma-
/10BATU Ha MOiX poboTax. | A 3amucamnaca
Hag, TUM, AK MeHi MOK/ACTH LibOMY KpaM,
He Big6VBLLM B HBOrO OXOTY Ma/ItoBaTH.
ToX BUPILLMAR, WO AKLLO BCTYN/IO B acni-
paHTypy, B MeHe by/e BAacHa MaicTepHa.
MiVt KepiBHMK AKOCb CKa3aB, Malo4M Ha
yBas3i B/1AaCHY ApPYKUHY, 06yp/AnBY piu:
«Cepro3HUIt XyA0KHMK HE MOXKe MaTH
AiTei». 3BiCHO, MOMY MLL/IOCA NPO XY-
AOXHULb, agXKe B XYAOXKHUKIB-40/10BiKIB
aitv 6yu, im npocTo He Tpeba 6y/10 npo
HMX 46aT. «Cepro3Hi Xy/A0KHUKM 3aiiMa-
OTbCA TiIbKM MUCTELTBOM», — MOAC-
HWB BiH. 1 He MOr/1a NOBIPUTU CBOIM
Byxam. LLLo 33 manuHsA? Lle x 6e3ymcTBO!
Ase Taki Toai nobyTyBanM yABNEHHS.
Xoua, 3Ha€eTe, B TOM Yac 3ara/1oM yBecCb
eTocC nicA1ABOEHHOI 6oremu ByB cnenu-
$iHHUM: «a4/18 YOrO MPUBOANUTU AUTUHY
B Liei CBiT», «<He MOXHa 1T BypiKyas-
HUM XUTTAMY» | TaK gazi y Tomy X gyci.
Tomy e 6y/10 He Ti/bKK reHAepHe NuTaH-
HA, MLW/A0CA NPO LUMPLUY MO3ULIO0 XYAOXK-
HUKa YU XYA0KHUL 040 BYpiKya3HOro
CyCninbCTBaA. XYAOMHUKM 3apaxoByBa/u
cebe 40 0c06/MBOI rpynu i1 BBAXKA/IU
6e3BiANoBiAa/NbHUM 3aBOANTU AUTUHY,
AKLLLO XOYeLl 3alMaTUCA MUCTELITBOM.
3BicHO, A 6yA1a 3 UMM He 3rogHa, AK 3ro-
AOM i segani Binblue Xya0XKHULb.

3y3aHa: Ball CHH TaKOX CTaB XyAO)KHHMKOM.

Mapra: Koav BiH 6yB 30BCiM ManeHb-
KMM, Ka3aB: «f He Xo4y OyTU XyA0KHU-
KOM, A1 He X041y ByTH BigHUM», — 60 MU
¥ cnpasgi 6y 6igHi, xo4a i He 3/1u-
AaptoBanun. A HbOro 03HAKO HaLLOT
BigHOCTI 6y/10 Te, WO NpeAMEeTU HALLIMX
meb/iB He nacyBa/M O4He 4,0 OAHOrO,
AK y Moro gpysis. | A Bignosigana: «bes
npobaem, Ak 3abaxaeL». Aze iomy
CYyANNOCA CTaTU XYAOKHUKOM, OCKi/IbKK
BiH NOCTIMHO Ma/tOBaB, 3 HaMpaHiWOro
BiKy. BiH cTaB XyA,0*HMKOM KOMIKCIB i 40



would bring a child into this world—*“an
artist can’t live a bourgeois life,” blah
blah.... So it wasn’t just a gender thing,
but it also was a larger question about
the artist’s stance against bourgeois
society: the artists thought of them-
selves as a cadre of sorts, and it was
considered irresponsible to have a child
if you wanted to be an artist. Obviously,
| didn’t agree, and increasingly, women
artists did not accept that judgment.

Zuzana: And your son became an artist.

Martha: When he was really small, he
used to say, “l don’t want to be an artist,
I don’t want to be poor,” because we
were poor, though not destitute. But
one of his gauges of our poverty was
that our furniture didn’t “match” like
that of his friends! And | said, “That’s
fine, you can be whatever you want to
be.” But he was destined to become an
artist, as he was drawing constantly, from
an early age. He became a graphic nov-
elist, also known as a comix artist, and
he continues to do that today; he also
teaches cartooning classes in college.

Zuzana: So then you finished school
and your career started?

Martha: In those days we didn’t make
these distinctions between life, school,
work, and so on. First, | should say that
in those days one would never call their
work a career. The word suggests a pro-
fessionalized middle-class world of high
earners—it suggests a salary or other
financial structure, whereas we thought
of art as a calling, a vocation—which is
sort of theological, | suppose. But to
answer your question, | was showing
my works before, during, and after grad-
uate school. I sold my paintings years
before | went to grad school. | earned

a salary for teaching there as well, as I was
a teaching assistant, and | was an adjunct
at other colleges nearby, and | also had

ajob in publishing—working in an office
and also doing freelance work. And then
| got better jobs and eventually became
a tenured full professor of visual art. But
throughout, even in graduate school and
certainly afterward, | continued with my
work as an artist. | also began to write
about art and culture. | considered that
teaching and writing were important
parts of my work as an artist.

Zuzana: Did you try to implement your
feminist thinking in your teaching?

Martha: Oh, absolutely! | taught women’s
studies very early, when the very idea
of the discipline was new. | invented
courses that are common now, like
“Women Artists in History,” the most
basic thing to study. And when | be-
came a professor of visual arts, | taught
photography, video, film, and their
histories. | devised various film courses
based on looking at women and men,
courses based on power and authority
and gender stereotypes in commercial
film, as well as courses exploring the
political histories of video, with

a strong emphasis on women’s work.

| tried to bring feminist ideas of partici-
pation and mutual respect into the class-
room as well. This was an important part
of my approach to teaching.

Zuzana: Did you ever have a women-
only class? Did it feel different?

Martha: Yes, they’re often better, much
better. Having a man in the class is like
a little rock in the stream, everything
has to flow around it. When a man said
something in a mixed gathering, everyone
stopped and listened; or he might try to
dominate because that’s what men are
trained to do; or he felt uncomfortable,
and needed to be reassured; and so

on. So it was usually better to have only
women in the class or at a meeting of
women outside class. We wouldn’t have
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CbOroAHi NpaLtoe B Lk cdepi. TakoX BU-
K/13f,a€ MY/IbTUMAIKALLIIO B YHiBEpCUTETI.

3y3ana: To)Xx notim BH 3aKiHUMAK
acnipaHTypy, # noyanacs Balla Kap’epa
XYAOXKHULLI?

Mapra: Y Ti yacu M1 He NpoBOAUM
TaKMX PO3PIi3HEHb MiX }KXUTTAM, HaB4aH-
HAM, poboToto i Tak gani. Mo-nepuue,
HIXTO 3 MUCTELbKOro cepesoBuLLa He
Ha3K1BaB CBOK TBOPYiCTb Kap’€pPOI0.

Bo kap’epa nepeabayace BK/tOYe-

HicTb y npodecioHanizoBaHmii Byp:xy-
a3HWM CBIT i, 3BICHO, CTPYKTYPY 3apo-
6iTHOI na1aTHi, TOBTO NeBHy ¢iHaHcoBY
CTPYKTYpy. BogHouac mu cnpuitmanu
MUCTELTBO AK MOK/AMKaHHA — 3 NeBHUMMU
TEO/I0MYHUMM KOHOTALIAMM. A/le, — Big-
MoBigar04M Ha BaLle 3anuUTaHHA, — A BU-
CTaBnAna cBOIi pobOTH 4,0, NPOTArOM Ta
nicada acnipaHtypu. lpogasana KapTuHM
3a 6araTo pokKiB 40 acnipaHTypMu.

Tako» 3ap06/1A/1a Ha KUTTA BUKNAAAH-
HAM: 6y/1a aCUCTEHTKOIO BUKAaAaua,

B iHLLMX CYCiAHIX KOAeAxax — 3anpo-
LLEHO BUKAaAa4Kolo. LLle B meHe byaa
odicHa poboTa y BUAABHUYIN chepi

Ta pi3Hi nigpobiTku. 3rogom A noyasa
MpaLtoBaTh Ha Aeaasi KpaLmx pobo-
Tax i cTasna npodecopKoo Bi3yasbHUX
MUCTeLTB. AZle MPOTArOM yCbOrO LibOro
4acy, B acmipaHTypi 1 TMM naye nican
Hel, A MaaoBana. TakoX noyasa nMcatu
MPO MUCTELTBO 1 Ky/IbTYpY, BBaXKatouu
MUCAHHA 1 BUK/NAAaHHA BaXK/MBOIO CK/a-
A,0BOI0 CBOEI MUCTELIbKOT MPAKTUKM.

3ysaHa: Uu Hamaranucs BH 3aCTOCO-
BYBaTH CBO€E peMiHiCTHUHE MUCAEHHA
B npoueci BUKAAAQHHA?

Mapra: Tak, 3BicHO! 1 no4asna BUKAa-
AATU KIHOMI CTyaiT AyKe paHo, KoK LA
aucumniida 6ysa we 30BCiM HOBOH.
3anoyaTKyBa/a Kypcu, AKi 3apas yxe,
MabyTb, € 3ara/IbHOMPUIUHATUMM, TaKi
AK 6a30Buit Kypc «KiHKK B icTOpIT MUC-
TeuTBa». CTaBLUM NPOPECOPKOLO Bi3y-

a/IbHUX MUCTELTB, A N04a/1a BUKA3AATH
¢doTorpadito, Bigeo, KiHO Ta iCTOPItO LMX
BUAiB MucTeyTBa. A po3pobuia pisHi
KYPCH NMPO YON0BIKIB i *IHOK Yy KiHO, MpO
Mo3uLito B/1aAM Ta reHaepHi ctepeoTu-
M1 B KOMEPLLIMHOMY KiHO, @ TaKOX Kyp-
CY NPO MOATUYHY iCTOPItO Bigeo — i3
Haro/10CoM Ha *iHoui poboTu. Y npoue-
Ci BUK/1I3,aHHA A TAKOX CMMpanaca Ha
PeMiHiCTHYHI LIHHOCTI 3any4eHoCTi Ta
B3aeMOMoBaru. Lle Bax/nBuMi acnexT
MOFO MigXoAy A0 BUKAALAHHA.

3y3aHa: Uu 6yB y Bac AOCBIA BUKAA-
AAQHHA BUKAIOYHO B XXiHOUMX rpynax?
Yum BippisHAIOTLCA TaKi rpynu?

Mapra: Taki rpynu 4acTo Kpaly,,
3HaYHO KpalLi. HY0/10BIK y 3milLaHil
rpyni — Haye KamiH4MK y CTPYMKY,
MOTiK Ma€ 06TiKaTK 40BKO/1A HHOTO.
Abo0 BCi 3aMOBKatOTb | C1yXatoTb, KO/
BiH MO4YMHAE rOBOPUTH, abO BiH Hama-
raeTbcA AOMiHyBaTH, 60 40/0BIKIB Tak
BMXOBYIOTb, 360 BiH MOYyBa€ETHCA He-
KOMQOPTHO B MPUCYTHOCTI XKIHOK i HOro
Tpeba nigbagboptoBatH i Tak gani.
Tomy 3Ha4HoO Kpale 6y/a10 npaLosa-

T /MLLIe 3 KiHKamu. Te came Wwoa0
360piB aKTUBICTCHKMX YU XYAOKHIX
XiHOUMX rpyn. Mu HaBiTb i nogymaTu
He MOr/IM MPO NPUCYTHICTb YO/I0BIKIB
Ha rpynoBMX 3yCTpivax: BOHWM NOYMHAAN
AOMIHYBaTU BCHOAM, KYAM TX MyCKanu,
e 1 obparkanmca. HixTo He BUMB ix
NOBeAiHKM Y 3MiLLaHUX rpynax, i BOHM
ONMUPanncA npaBuaam BeAeHHA pos-
MOBMU. BigBigytoum 3aHATTA 3 iHLWMX
AVUCUMN/IIH, MO33 XKIHOYUMU CTYAiAMMY,
BOHW MOBO/i 3pO3YMinu, Lo im Tpeba
BYMTMCA HE AOMiHYyBaTW. BoHM YyacTo
4y/Iu, WO TXHA AyMKa He BinbLL, a MOKe,
M MEeHLL Baxk/IMBa 3a iHLUi, L0 M TexX
BapTO c1yxaTtu. TOX i3 Yyacom cnpaeu
MilAM TPOXM Kpalle, ane A BBaXKato, W0
el ypok Tpeba noBTOPtOBATU 3HOBY
7 3HOBY. /117 YONOBIKIB | 40Ci XapaKTepHO
rOBOPUTU MEPLLUMU.



dreamed of having the men in meetings
of women’s groups, because they were
domineering when they were permitted to
enter: they came with a grievance. No one
had yet schooled them in civility in mixed
groups. They resisted rules of conversa-
tion. When men attended classes in other
fields, other than women’s studies, they
eventually figured out that they should
stop trying to dominate. They would hear
from other people that their opinion was
no more important than anyone else’s,
and maybe less so, and maybe they ought
to listen. So things got a bit better as
time wore on, but | think these lessons
need constantly to be reiterated. Thereis
still a tendency for men to speak first.
But rules of exclusion didn’t apply to

all situations. | mentioned that my most
productive working group was majority
male, but those men were careful to try
to be respectful of women’s participa-
tion. My women’s group worked with
men and women in anti-war activities,
though we had a policy of staying to-
gether as a group—we marched togeth-
er in demonstrations, and we produced
our own statements to read and leaflets
to distribute. We often marched with our
children, but not if we decided it would
be a dangerous situation—there was
always the possibility, and sometimes
the reality, of having to run from the
police or the sheriffs, and even the FBI.
We also set up a daycare center on cam-
pus, and we felt it was important that the
men take part in it. But they also often
had ridiculous ideas about how to raise
kids. Absurd ideas, like deciding that
you have to stop a child who says, “It’s
mine” about a toy because that’s capital-
ism or possessive individualism. The men
needed to be introduced to ideas of
child development, which the mothers
among us certainly were familiar with.
But | was not a separatist, although a num-
ber of my feminist friends were. Usually

the artists were not separatists—it was
political activists, particularly lesbians but
not only, which is another issue. I actually
often didn’t know whether a woman was
alesbian or not, because in those days
that was not that important. If you are a
feminist, you are a feminist—that’s fine,
and it was all that mattered. It was only
after a while that lesbians decided they
should organize separately; women of
color, primarily black women, felt that way
from an earlier stage. The question about
women of color and feminism was much
debated in the '60s, during the rise of the
civil rights and black power movements,
when movement leaders told white peo-
ple to organize in their own communities
against racism. However, the middle-class
nature of much of the women’s move-
ment excluded many women of color, and
many rural and working-class white wom-
en could not identify with the concerns
of the feminist movement as it was then
constituted. We are still working on these
important issues.

Zuzana: What were your students’
responses to the fact that you were
a feminist?

Martha: There were a lot of feminist
students in the earliest days, through
the late '70s, because the ideas made
so much sense. So we were feminists
together. But some young women would
say, “I’'m not a feminist, but...” Well, the
answer could easily be, “Fine! It seems
that what you are describing after say-
ing you’re not a feminist nevertheless
expresses a feminist attitude.” In other
words, women would often refuse the
label but acknowledge the ideas. Others
continued to deny it. Denial turns out
to be a not-uncommon first reaction,
because if you were to accept what
feminism was about, or were even willing
to think seriously about the questions
it raises, it would require a rethinking
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Martha Rosler, Semiotics of the Kitchen, performance video, 1975

Mapta Pocaep. «CemioTuka KyxHi». Biaeo-nepdopmarc. 1975

Ane 3 KOXHOrO NpaBu/a € BUHATKM.

Al 3ragyBana, Wwo mosA HanbinbL NPoAYK-
TUBHA rpyna nepeBaxHo CKkaaganaca

3 40/10BiKiB, ase To 6y/M CBi4OMi HONOBI-
KW, AKI MOBaXa/M Y4aCHMLb-KIHOK. Hawwa
)iHOYa rpyna 3aimanacA aHTUBOEHHUM
AKTMBI3MOM i 3 YO/IOBIKaMM, i 3 XKiHKaMMU.
Ane B Hac 6yna cBOA rpynoBsa noAiTHKa:
MW Pa3oM BUXOAMW/IN HA AEMOHCTPaLLi,
ny6AikyBa/M 3aABU 4 NOLLMPIOBANN /UC-
TiBKM. YacTo 6panu 3 coboto gitei, 3Bic-
HO, Ko/ Le 6yno 6e3neyHo. IHoai My no-
HotoBanmcsa, Lo f0BeAeTbCA TIKaTH Big,
noiui, wepudis 4m HagiTb PEP, i yacom
Lji N06010BaHHA CpaBAKyBa/MUCA.

AKOCb MM CTBOPU/IN AUTCAAOK i, 3BICHO,
XOTiNN AONYYUTU 40 LbOrO HO/0BIKIB.
A/e B HUX YacTO-TYCTO BUHWMKA/IM Na-
pasoKcanbHi igei npo Te, AK Tpeba Bu-
XOBYBaTu giTel. Hanpukaag, abcypaHi
yAIB/IeHHH, Lo Tpeba 3a00pOHATH AiTAM
rOBOPWTM «Lie MOA irpallika», 60 Lie NpoAB
Kanitaniamy Ta ingusigayaniamy. Hon08i-
Kam bpakyBano 6a30BKX YAB/EHb MPO AK-
TAYMI PO3BUTOK, AKi 6y/I1 B HAc, MaTepiB.
OpHak A HikoAn He Byaa cenapaTucT-
KOI0, AK AeAKi Mol nogpyru-gemiHicTku.

3a3Bu4al XyA0XKHULi He MigTpUMyBanu
KiHOYMIA cenapaTm3m, Ha BigMiHy Big,
NO/ITUYHUX AKTUBICTOK, 34e6i/bLIoro
necbilok, ane He TinbkuK. Xo4a A nepe-
Ba)XHO HaBiTb He 3Hana, 6y/1a Ta YM iHWwa
)KiHKa necbilikoto Ym Hi, 60 B Ti vacK ue
BBAXa/10CA A4PYropaaHuMm. AKLLO TU de-
MiHiCTKa — Tu peMiHiCTKa, i uboro go-
cuTb. /InLle Yepes aeAKuii Yac nechHiiku
BUPILLIWAY, WO TM NOTPIOHI OKpemi
opraHisaui. He-6isi »iHKM, nepeBaxHo
TEMHOLLKIpI, Big4y/n Lie TpOXM paHilue.
Npobaematuka He-6inx *iHOK i hemi-
Hi3My LLMPOKO 0bBroBoptoBanaca

B 1960-Ti nig 4ac 371eTy «Cuam HOPHUX»
(Black Power) i Pyxy 3a rpomagsHcbKi
npaBa TEMHOLLKIPUX, KON Nligepu Lmux
pyxiB CnoHyKanu 6inmx opraHi3oByBaTu
B/IACHI aHTUPACKCTCbKI iHiLiaTMBK. BTim,
6i/bLWICTb Y4aCHMLb KIHOYOrO pyXy Ha-
Nexann A0 cepeHboro Kaacy, i 4umano
TEMHOLUKIPUX XKIHOK, TaK CaMO, AK KiHOK
i3 NpOBIHLi Ta poBiTHULb, NOYYBaNUCA BU-
K/H04eHUMU. BOHM He mor/in igeHTUdIKy-
BaTK cebe 3 NopAAKOM AeHHUM demiHic-
TUYHOrO pyxy B TOMY 1oro ¢opmari. Mu
£,0Ci NPaLEMO Hag, Lieto npobsiemoto.

3y3ana: ik CTYA€HTCTBO pearyBano Ha
Te, Wo Bu 6yau peminicTkoro?

Mapra: Ha noyatKy i 40 KiHUA 1970-X
cepeg CTYAEHTOK 6y/10 Yumano dpemi-
HICTOK, ag:xe igei pemiHismy 3By4anm
AYXKe akTyasbHO. ToX My 6yan demi-
HicTKamu pa3om. by/0 Takox 6arato
MO/IOAMX XKIHOK, LLLO Ka3aau: «f He demi-
HiCTKa, ane...» OcKinbKku nicaa iei ppasm
BOHM BUC/10B/IFOBA/IM MO CyTi GeMiHICTUYHY
MO3uL,ilo, Lie 03Ha4a o, L0 BOHM BU3Ha-
Ba/IM iAel, HaBiTb KO/U BigKMUAaAu Big-
NOBigHWUIM APAKK. IHLLI K 3anepeyyBau
ui igei i Hagani. Bsarani 3anepeyeHHA €
TUMOBOIO NEPLLOKD PeaKLi€to Ha GpemiHizm,
OCKI/IbKM, AKLLO TV MPUAMAELL peMiHicTnY-
Hy npo6/1emaTuKy abo NpoCTO Cepito3HO
3aMUCIOELLICA HAg NUTAHHAMM, AKi Pe-
MiHi3M NOpPYLUYE, A0BOAUTHCA HEMUHYYE



of your way of relating to people, espe-
cially to men. Eventually, as time passed,
young women felt inoculated against the
feminist movement, saying, “That’s the
past, we don’t have to worry about it any-
more,” as though all the work of fight-
ing patriarchy and inequality had been
accomplished in the previous decades,
and freedom, choice and equality were
now within their grasp.

The 1980s were a terrible period, with the
rise of neoliberal economics in the West-
ern democracies and elsewhere, helping
to engineer the return to patriarchy and
its embrace by women, for the obvious
economic reasons. Both the political right
and the left reaffirmed a dependence on
the family as the prime unit of economic
sufficiency, a lesson certainly not lost
on women. So it became attractive to
women to attach themselves to men who
would be earning more money than they
themselves were likely to. In addition, re-
actionary religious forces are always push-
ing back against women’s self-determina-
tion, and they made great advances in the
'80s in returning public sentiment to the
idea of the supposedly model decade of
the 1950s. The 1980s in the U.S. came in
with Ronald Reagan as president, and his
campaign slogan was “Let’s make Ameri-
ca great again,” meaning to return to the
1950s before women and nonwhite peo-
ple made demands for political, economic
and social power. And this is now also
recognizable in Donald Trump’s hateful
slogan “Make America Great Again.” It
is clear that they were actually advancing
aracist and misogynist campaign, promising
to return the U.S. to a period when white
people and men controlled social and
political and, of course, economic life.
What was strange, though, during that
earlier emergence of feminism in the late
'60s and early '70s, before the pushback
from the state and society, was to see all
the middle-aged women who suddenly

looked at their husbands after 20 years
or more of marriage and asked them-
selves, “Why?” and found no good an-
swer. So there were a lot of middle-aged
women getting divorced, which made for
something of a nice mixed-age group in
many feminist circumstances. But | soon
realized that the energy of feminism,
like most social movements of the day,
primarily stemmed from the young,
and that’s the way it is today.

Zuzana: Do you think there are new
challenges that women face today?

Martha: There are challenges to women
everywhere, whether new or old—they
tend to center on patriarchal demands,
in any case. | am referring to pressures
by men and by religious institutions,
insisting on reimposing patriarchy and
curbing women’s independence, and
particularly over control over reproduc-
tion. Feminism as a movement is always
being reconstructed by young women, as
I've just suggested, in response to social
pressures but often in contact with older
women and their writings. There was a
long-term effort by educational institutions
to shut down women’s studies programs
and departments, and other so-called iden-
tity-based programs like black studies or
African studies, and to claim that we don’t
need them anymore. It was difficult to get
those programs instituted, and it’s been
hard to keep them. Now we see Eastern
Europe falling deeper and deeper under
the sway of religion, whose reach has
been bolstered by and for the state to help
control society; the churches have been
particularly insistent in running campaigns
against what they have called gender ide-
ology. That strange phrase seems to mean
the questioning of gender binaries and the
development of academic disciplines that
explore gender identities, which have been
an outgrowth of women'’s studies, and
have largely supplanted them.
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nepernsaHyTH CBOI CTOCYHKM 3 /I04bMU,
0c06/11MBO 3 4O/10BiKaMM.

3 4acoMm y TaKMX MO/I0AMX KIHOK cop-
MyBaBCA IMYHITET NPOTH PpeMmiHicTUY-
HOrO pyXxy, BOHW NOYa/iN FOBOPUTH, LLLO
«Lie BXXe B MUHY/IOMY, MOXHa bi/blue
LIMM He nepenmaTtuca». Tak, Have 60-
poTb0Oa 3 naTpiapxaToM i HepiBHiCTIO
3aBepLUn/IacA B NONepeHi AeCATUNIT-
TA, i BOHM BNOBHi 3406y/1 cBO6OAY,
npaBo BMOOPY i PiBHICTb.

BicimpecaTi 6yam kaxaMBum nepiogom:
nigiom HeonibepasbHOT eKOHOMIKM ¥ 3a-
XigHUX AE€MOKPaTiAX Ta BCbOMY CBITi
nocnpuaAB 3MILHEHHIO naTpiapxaTy 3a
NigTPUMKM CAMUX XKiHOK. ¥ Liboro 6yau
€KOHOMIYHi MPUYMHM: MOAITHKA | npa-
BUX, i NiBUX Ba3yBanacA Ha cim’i Ak nep-
BiCHi1 O4MHULi EKOHOMIYHOrO PO3BUTKY,
LL|O He MOr/10 He MO3HAYUTUCA Ha CTaTYCi
XKiHKM. XKiHKM BOAIAW MPUMKHYTU 40
40/10BiKa, AKUI 3ap06/1AB BinbLue, HixX
BOHM. [0 TOrO X peaKuiiiHi peAiriiHi
CW/IM TIepeLLIKOAKaNM KiHOYi camoigeH-
Tdikauii. ¥ 1980-Ti BOHM g0CAr/M BeAU-
KMX YCMiXiB Y HACAAKEHHi CyCninbCTBY
pO/1bOBOI MOgeAi 1950-x. 1980-Ti noya-
/MCA 3 npe3ngenTcTBa PoHanbaa Peiira-
Ha, a horo cnoraH «[loBepHiMo Amepuui
KO/IMLLIHIO BE€/IMY» 03HAYaB NOBEPHEHHH
4,0 peanii 1950-X, KO/M XKiHKM Ta TEMHO-
LIKIpi Le He MoYaan BUMaraTu noAituy-
HOI, EKOHOMIYHOI Ta COLia/IbHOT BAAAM.
3apa3s Tol camuil MOCU/ MOKeE NPOoYu-
TYBaTUCA B CNOBHEHOMY HEHaBUCTi C/10-
raHi fJoHanbaa Tpamna. 3po3ymino, Wwo
MAeTbCA NPO PacUCTCbKY 1 Mi3OriHiCT-
CbKY KamnaHito, Wwo obilAe noBepHyTH
AmepuKy A0 nepioay, Koau 6ini 4onoBi-
K1 KOHTPO/I0BA/IM COLia/ibHe, MOAITUYHE
i, 3BiCHO, EKOHOMIYHE KUTTA.

LlikaBo, L0 B Nepiog, paHHbOro 3/1eTy
demiHizmy, HanpumKiHLi 1960-x — noyar-
Ky 1970-X, LLie A0 LibOro peBaHLUy gepxa-
BM 1 CyCnisbCTBa, 6araTo XiHOK cepes-
HbOrO BiKY PanTOM NOAUBU/ANCA Ha CBOIX
YO/10BIKiB, 3 AKMMM }KW/IM B LW/OGI Mo 20

pokiB i binblue, Ta 3anuTanm cebe: «Hasi-
Wwo?» | He 3HaNMW/IM BignoBigi. TOX cepeg,
}IHOK cepesHboro Biky 6y/10 6araTo
pO3/y4eHb, WO NOCAPUAIO 3a/1y4E€HOCTi
A0 GeMmiHICTUYHMX IHILiaTUB XKiHOK pi3-
HUX BIKOBMX rpyn. YTim, HeBA0B3i A 3po-
3yMmina, Wwo eHepria pemiHiamy, Ak i 6inb-
LIOCTi TOAILLHIX COLia/bHUX PyXiB, — L&
nepeBaxHO eHepria Moa0gi. CborogHi
Lie TBepPAKEHHA TeX CnpaBes/mBe.

3y3ana: ik BM rapa€ere, U1 CTOATb CbO-
roaHi nepea >XiHKkamMmm HOBi BUKAMKKU?

Mapra: lepeg, xiHkamu 3aBXaMu, i paHi-
e, i 3apas, CTOATb MeBHi BUKANKW.

Y 6yab-AKOMY pasi BOHM CTOCYHOTbCA
BMMOT naTpiapxaty. A mato Ha yBasi
TUCK, AKUIM YUHATD HYONOBIKM Ta peniriiHi
IHCTUTYLLT, HACaAKYHOUM NaTpiapxa/ibHi
LiHHOCTi, 0BMexyrouM cBO6OAY XKiHOK,
30KpeMa KOHTPO/IIOK0UM PENPOAYKTUBHY
¢yHKuito. PemiHi3m — Le pyX, AKUK, AK
A Ka3a/a, 3HOBY i 3HOBY Bi4TBOPIOIOTb
MO/IOAI XIiHKM Y BignoBiAb Ha TUCK COLLiy-
MY, HaCTO 3aBAAKM KOHTaKTY 3i CTapLUMMK
KiHKamMu 4m IxHiMu Tekctamu. OCBITHI
3aK1aAM AyKe A0Bro Hamaraanca 3aKpu-
TU NpOrpamu Ta Gpaky/NbTeTH 3 KiHOUMX
CTyAin. Te came CTOCYETLCA M iHLIMX Npo-
rpam npo npob/semu igeHTUYHOCTI, TaKUX
AK adppUKaHCbKI CTyAjl. BOHM 3aneBHAIOTD,
L0 Ui nporpamu Ham Bi/iblue He NOTPiGHI.
CxigHa €Bpona 3aHypoeTbCA runbLue

" ravbue B 601070 penirii, a cnpobu
OCTaHHbOI KOHTPO/IOBATU CyCNiNbLCTBO
aKTMBHO NiATPUMYE AepiKaBa. Llepkeu
Harno/1er/MBo NPpoBOAATb KammaHii NpoTy
TOro, W0 BOHU Ha3UBaKOTb ige0/10rier
reHaepy. Mig ui€to 4MBHOIO Ha3BOIO PO3Y-
MIETbCA MigBaXKYBaHHA reHAEPHUX OMO-
3ULiM | PO3BUTOK AUCLMMAIH, AKI A0CAiA-
XKYIOTb FeHAEPHi i4eHTUYHOCTI 1 BUPOCAM
i3 XiHOUMX CTyAilM, 3HA4YHOO MIpOtO
MPUIALLOBLLM M Ha 3MiHY. Y4acHULi
pYyXy MycATb i gani nepedpopmy1bLoBY-
BaTU CBOE PO3YMIHHA TOrO, L0 TaKe
«ByTH KiHKOIO». BogHO4acC 36iabLueHHA



Internally, the women’s movement needs
to continue to explore what its position is
on the very definition of “woman”—a
necessary step as the number of avowedly
transgender and gender-indeterminate
persons increases, requiring a move away
from simple biological essentialism in de-
fining gender identity. Yet even the earli-
er recognition of gay and lesbian rights in
society is under direct threat.

Over the past few years, here in the U.S.
at least, things have taken a turn for the
better, as feminism is returning to the
forefront of women’s consciousness. This
change has come about in conjunction with
first the candidacy and then the election
of Donald Trump two years ago; but, even
more so, we can thank the so-called
#MeToo movement. That is the famous
hashtag for the movement that collected
mass revelations of the sexually predatory,
aggressive and discriminatory behavior,
over the long-term, of many men in posi-
tions of power, in both public and private
roles and institutions. This inevitably has
brought the widespread generalized
structural inequalities once again into the
spotlight. The #MeToo movement, interest-
ingly, is centered on workplace inequalities,
combined with bodily transgressions—the
spectrum from physical assault to un-
wanted touching—since the women most
widely heard in this era were actresses and
other women in the entertainment indus-
try. Working-class women, most of them
women of color, who worked in the service
industries and in the agricultural fields, also
spoke up about predatory behavior by men
in their workplaces, which they had long
testified to, without much effect.

Soon, it was discovered that black work-
ing-class women who were victims of sex-
ual violence had already been organized
by a woman named Tawana Burke, ten
years earlier, under the name Me Too.
What a coincidence—one that speaks to
shared testimonies of aggression.

Zuzana: Is it difficult to defend femi-

nism in the academic field?
Martha: For a time, we had a kind of
women’s cadre in the university: the wom-
en in the art department would get togeth-
erin the '80s and '90s, and then that de-
termination to get together just dissolved.
Interesting. People didn’t want to be seen
as having a group that they were sharing
complaints and plans with. There is always
suspicion of women in groups! There’s
a commonly heard story of a woman on
the teaching faculty, with a low-level po-
sition. Initially, she doesn’t want to engage
in protests because she doesn’t yet have
tenure and feels insecure. But then, when
she gains tenure, she still doesn’t join pro-
tests because she wants to be promoted.
This is a classic academic career path. I've
heard from some self-proclaimed feminists
that first you should get tenure, because
you cannot fight while you are still a junior
faculty member, and from another, that
she didn’t support someone who needed it
because she was afraid it would endanger
her own chances at promotion. But there is
always a reason not to stand up.
Academic feminism can be quite depress-
ing. There are many academic feminists
who aren’t selfish and craven, especially
in times when they feel supported by
external consensus. And | must point out
that there are people of principle in every
era—although more than a few have
suffered as a result.

Zuzana: If you state that you are
a feminist in the Czech Republic, this
is perceived quite controversially.
That’s probably one of the reasons
why I’'m here in New York asking all
these questions, because I'd like to
know how to deal with that.
Martha: Because of the 50" anniversary
of Betty Friedan’s book, The Feminine
Mystique, one of the public radio shows
asked people to call in and say why they
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KiZIbKOCTi TPaHCreHaepHUx ocib Ta

0Cib 3 HEeBU3Ha4YeHUM reHAepOM TaKoXK
AMKTYE noTpeby BiaiiTh Big bionoriuHoro
eceHuiazi3sMy y BUSHAUYEHHi reHAepHoi
ieHTMYHOCTI. X04a 3apas HaBiTb 4aBHO
3400yTi npaBa reis Ta necbiliok nepeby-
BatOTb Mig, 3arpo3010.

B ocTaHHi KinbKa pokiB cuTyauia 3mi-
HW/ACA Ha Kpalye, npuHaimHi B CLUA,
OCKi/IbKM pemiHi3M NoBepTaeTbCA Ha
riepeaHin naaH »iHovoi ceigomocrTi. LA
3MiHa NpuiLwAa NAiY-o0-naiy cnepuuy 3 6a-
/IOTYBAHHAM, @ MOTIM i 3 NPe3nAEHTCTBOM
[JoHanbaa Tpamna gsa poku Tomy. Lle
6isbLue MU 3aBAAYYEMO pyxoBi #MeToo
(«A Texk»). Lielt Bigomuii xeluTer 06’eAHaB
iy Macy OAKPOBEHb NPO CEKCYa/IbHy
arpecito Ta gucKpumiHauito. Macvs
CMOBiAel OXOMUB BE/IMKUI Nepiog, Yacy,
3a4enuB HaraTbox H0/0BIKIB NpU B/,
ny6Ai4HUX | npuBaTHMX OCib. | Le Hemu-
Hy4e CMPUYMHMAOCA 40 BUXOAY Ha aBaH-
CL,eHy 3ara/bHOI CTPYKTYPHOI HEpPiBHOCTI.
UikaBo, wo pyx #MeToo dpokycyBaBca Ha
HepiBHOCTAX y TPYAOBii cepi B NOEAHAH-
Hi 3 TileCHOIO TpaHCrpecielo, Big Hanagais
(10 HebaxaH1X AOTOPKIB, OCKi/IbKMU KiHKM,
ro/10Cv AKMX BY/10 HalbinbLUe YyTHO B Liel
nepiog, nepeBaxkHo 6y/M aKTOPKaMM Ta
npauiBH1LAMM iHAYCTPIT po3Bsar. Mpea-
CTaBHMULL pOBITHMYOrO K/acy, NepeBaxHoO
He-6iAi XiHKu, o npaLotoTb y chepi
06c1yroByBaHHA Ta CilbCbKOMY roc-
noAapCTBi, TAKOX 3yMi/M 3aABUTU NPO
arpecvBHY NOBeAiHKY H0/10BIKiB Ha po6o-
Ti, X04a /0 LibOro BOHM A0Bro i 6e3ycniLu-
HO Npo e Kpuyaau. Hesabapom 3’AcyBa-
/I0CA, WO Y NpeACTaBHULb pOBiTHUYOrO
KA1acy, AKi CTa/n KepTBaMu CeKCYasbHOro
HacMAbCTBA, By/1a cBOA opraHizayis. 1i 10
POKIB TOMY 3aM04aTKyBa/a »iHKa Ha iM’s
TaBaHa bepk, i Ha3MBaETbLCA BOHA TaKOXK
MeToo. OTakuii 36ir cepes TUX, XTO BU-
CTYNMB 3i CBi44EHHAMM NPO arpecito.

3y3aHa: Un Ba)Xxko 3axuwatu ¢pemi-
Hi3M B akapemiuHOMY cepeaoBULLi?

Mapra: LiikaBo, L0 NPOTArOM NeBHOro
Jacy y Hac B yHiBepcuTeTi 6y/1a »KiHo4a
CONiAAPHICTb. Y 1980-1990-Ti XKiHKM 3 Xy-
AO0XHBOro GaKynbTeTy TPUMAAUCA pa-
30M, a MOTIM Lie NPOCTO 3HMKAO. /Toam
BinbLLe He X04yTb, Wo6 X cnpuitManu Ak
rpyny 3i CMiZbHAM HEBAOBO/NEHHAM i CMi/lb-
HUMU NAaHaMK. HKiHKM, LLO YyTBOPIOOTb
rpyny, 3aBXAu BUK/IUKAOTb Nigo3py!
3apas gy»ke nolwmpeHa Taka ictopia
MO/10A,0i NpeACTaBHML HUXKUMX LWabniB
akagemiyHoro cBity. Cmo4aTKy BOHa He
Xoye A0/1y4aTmca a0 npoTecTis, 60 we
He Ma€ NOCTIMHOIO KOHTPAKTY BUK/a-
AQ4KM | BiguyBae cebe He3axXULLLEHOH.
MoTim, y>Ke Maro4m NOCTIMHUIA KOHTPAKT,
BOHa BiZiMOB/IAETbCA NMPOTECTyBaTH, 6O
X04e OTpUMaTH nigsuLLeHHs. Le kna-
CUYHa aKageMiyHa Kap’epa. Big oaHiel
CamonporooLeHol peMiHICTKM A 4yAa,
L0 CoYaTKy Tpeba oTpumaTH NocTii-
HU KOHTPAKT, MOB/IAIB, HEMOX/IMBO
BecTu 60poTbOy, ByayyM monoaLwoto
BMK/1af,a4Ko10. IHLLA po3noBigana, Wwo
BOHa He MigTp1Masa noapyry, AKa Lboro
noTpebysasa, 60 Le noctasu/10 6u nig,
3arposy 1i B/aCHi WaHCK Ha MigBULLEeHHA.
A/ie 3aBX M € AKACb NPUYMHA HE BECTH
60poTbby. TOMy aKagemiuHuin pemi-
Hi3M MOe MaTu 40CUTb Be3HaaiiHKI
BUrAA4. X04a B akageMiuHOMY CBITi

€ YUMA/I0 He HACTI/IbKM eroiCTUYHMX Ta
60A3KkMX PeMiHiCTOK, 0c061MBO B Hacy,
KO/IM BOHM Big4yBatOTb MigTPUMKY 330B-
Hi, 3-3a MypiB yHiBepcuTeTy. /10 TOro *
NMPUHLMNOBI /0K € B Byab-AKY enoxy,
XO0U, 3BiCHO, 6araTo 3 HUX CTPaXAaAoTb
3a CBOO MPUHLMMNOBICTb.

3y3aHa: Alkwo B Yexii ckasaTi, 1o T™M
deminHicTka, Le cnpUHMAaETLCA AOCUTD
cynepeunuso. lle opna 3 npuumMH, YoMy
CTaBAIO Lii 3anuTaHHA TYT, y Hblo-Hop-
Ky — 60 MeHi xoTinoca 6 3po3ymiTh,
1O 3 UM Po6UuTM.

Mapra: Akocb y 38’A3Ky 3 50-10 piyHuLE0

KHWXKKM «3aragka ®iHO4HOCTI» beTTi



were feminists. And a man called up and
said, “l was a feminist because | was
raised by a single mother, and | saw how
the doors were slammed in her face just
because she was a woman.” And | heard
other men say similar things. There are
people who acknowledge the unique
condition of women as working mothers,
yet hobbled by discrimination, reported
in the heart of the family.

But this aggressive machismo and reten-
tion of male privilege in the former East-
ern Bloc produces a false consciousness
on the part of women who really imagine
that they can make it on the force of their
personality and their looks—and then
they get to be about 40 years old, and
maybe they realize, “What about the rest
of my life?”” And also there are all those
fears about Western dominance, Amer-
ican dominance. Patriarchal models from
the past appeal to men who felt that the
former state dominated everyday life and
now they are free to rule over anyone,
but really, over the available, nicely
subservient women.

Zuzana: What can be done to combat
discrimination against women today?

Martha: You have to present a statistical
argument. And you have to figure out
how to make people angry or energized
enough to unite to demand change,
whether it relates to sexually predatory
behavior, including rape and coercion, or
domestic violence, which remains a terri-
ble problem, or discrimination in employ-
ment. If women share their stories, you
discover there are many more women in
low-paid positions than there are men, or
that they never get out of low-paid posi-
tions, or as is very common, that women
are routinely paid less—far less—than
men for precisely the same job position.
That is illegal in many places, and if it is
not illegal, women need to organize to get
laws passed against this discrimination.

| don’t know what the law is in the Czech
Republic, but here in the U.S. it is forbid-
den to discriminate against women be-
cause they have children. It’s against the
law, but in reality, of course, there is dis-
crimination against married women, preg-
nant women, and women with children.
In many traditional societies, women are
forced into a kind of enforced seclusion
when they menstruate, and many are
forced to quit school. We are aware of
the widespread practice of female genital
mutilation, designed to retain patriarchal
privilege and control women by removing
sexual response. Now there are public
health campaigns in those countries,
sometimes with campaigns led by sympa-
thetic men, to help everyone—including
not only women and girls but also men
and even mothers-inlaw—understand the
facts of female biology and even female
desire, as well as female self-deermination—in
other words, female personhood.

We need more of this in the so-called
developed countries, including about
the absolute importance of the right to
abortion, so it will not remain, or return
to, the shadows of unsafe, hidden and
criminal procedures.

Society needs to combat all these
registers of discrimination and violence
step by step, along with supporting
many legal rights, such as the right to
own property, to have bank accounts,
to be safe from marital rape, to deter-
mine whether to start and continue a
pregnancy or to terminate one, as I've
suggested—all these need to be local
points for women to organize around
and to make public demands. And in
fact, in many diverse places, women,
and often their male allies, are organizing
and demonstrating all the time—even
over such a thing as the right to drive

a car. Sometimes rights that have been
established are taken away, and the
battles must resume.
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®pigaH rpoMagcbke pagio 3anpornoHy-
Ba/10 /IOAAM MOA3BOHUTU M PO3MOBICTH,
4OMY BOHM AOTPUMYIOTbCA PeMiHiCTUY-
HUX No3uLin. OgnH HON0BIK 3aTenePoHy-
BaB i CKa3aB: «fl cTaB pemiHicTtom, 60 moA
Mama pocTu/a MeHe cama, i A nam’aTaro,
AIK y Hel nepes HOCOM 3a4MHAMNCA ABepi
/MLLIe TOMY, LLLO BOHA XiHKa». A 4yaa cxo-
i peui 1 Big, iHWKMX 40N0BIKiB. [efAKi ntoau
BM3HalOTb cneundiyHe CTaHOBUILLE XKiH-
KM, 0C0B/IMBO TaKMX A4UCKPUMIHOBAHMX
KaTeropin, AK MaTtepi, Lo NpaLooTh.
Ane arpecMBHUI Ma4Yn3M Ta 30epeeHHs
40/10BiYMX NPMBI/EIB Y KpaiHax Kou-
LLIHBOrO CXigHOro 6/10Ky € NPUYMHOID
XUOHOT CBi4OMOCTi YaCTUHU XKIHOK, AKi
CnpaB4i AyMatoTb, WO IM 4OCTAaTHLO CU/M
TXHBOT 0COBUCTOCTI 14 30BHILLHLOrO BY-
rAa4y, Wob oTpumaTH Te, YOro BOHM XO-
4yTb Y KMTTi. AZle NOTIM iM BUNOBHIOETbCA
40, i 4OBOANTLCA NOCTATH Nepey, 3anu-
TaHHAM: «A W0 gani?» fogaiTe A0 LbOro
CTPaxu 3axigHoro 4v TO aMepUKaHCbKOro
AOMiHyBaHHA. MaTpiapxanbHi mogeni
MWHY/10r0 iIMMOHYIOTb TUM YO/I0BIKaM,
AKi Big4yBatoTh, L0 paHille geprKaBa
A,OMiHYBa/1a Haf, MOBCAKAEHHAM KOXKHO-
ro, a Tenep BOHU MOXKYTb HauebTO Kepy-
BaTV BYAb-KMM — Yy pea/sIbHOCTI X /uLue
AOCTYMHUMM 1 CNYXHAHUMM KiHKaMK.

3y3aHa: ik Mo)XxHa no6opoTH AMCKpU-
miHauio XXIHOK y Haw yac?

Mapra: BapTo 3aBxaAn onepysaTu
CTaTUCTUHHUMM gaHUMK. | NOTPIBHO
3pO3yMiTH, LLLO MOXKE PO3/IIOTUTU YK Ha-
AMXHYTU MtOAeW HACTi/IbKK, LWOo6 3MycUTH
006’efiHaTUCA 1 BUMaraTv 3MiH Ha KpaLye.
MaeTbca i npo cekcya/ibHe HaCUAbCTBO,
30Kpema 3rBa/TyBaHHA Ta NpUMYC, i Npo
A,OMALLHE HACUNLCTBO, AKE /IMLLIAETHCA
¥Kax/MBOO Npob/aemoto, i Npo ANCKpH-
MiHaLito B Tpya0Biit cdepi. Koau xKiHku
NOYMHaTb 0OMiHIOBaTUCA CBOTMMU iCTO-
piAMU, BUABAAETLCA, LLO A0Ci AyXe bara-
TO XIHOK NPaLOIOTh HAa MEHLL On/laYvyBa-
HUX MOCaAaX, HiXK Y40/10BiKM, abO L0 BOHU

HIKO/IM He MOXYTb BUOPATUCA 3 LIMX
HM3bKOOMN/IA4YBaHKX Mocag,. Y baraTbox
KpaiHax Le He3aKOoHHO, a/le AKLLIO

Hi — »KiHKW NOBUHHI 06’egHaTHCA 11 A0-
MOrTUCA, Wob Le CTa/s10 He3aKOHHO.

He 3Hato wogo Yexii, ane TyT, B Ame-
pvLi, 3360pOHeHO ANCKPUMIHYBATH
KIHOK Yy 3B’A3KYy 3 MaTepUHCTBOM.
3BIiCHO, Lie He 03HAYaE, L0 TaKMX BUMAL-
KiB ANCKPUMIHaL,i Hemae. Bouu npoTu-
3aKOHHi, Ta ge-PpaKTo iCHYE AK ANCKPU-
MiHaLiAa MaTepiB, TaK i BariTHUX XiHOK.
Y 6araTboX TPagMLiMHUX CYCniNbCTBaxX
KIHOK 3MYLLYIOTb A0 i30/1ALT Nig Y4ac MeH-
CTpyaLii abo CMAYHOTb KMHYTU HAaBYAHHS.
Yci M1 4y/IM MPO NOLUMPEHY NPAKTUKY
}KIHOYOro 06pi3aHHsA, AKY BUKOPUCTOBY-
10Tb A/1A 36epeKeHHA naTpiapxasbHUX
MPUBINEIB | KOHTPO/IIO Hag, KiHKaMK 3a
pPaxyHOK 3MeHLLIEeHHSA TXHbOI Yy TTEBOCTI.
3apas y KpaiHax, ge nowmpeHa Ls npak-
TUKa, TPMBAIOTbL NyDAI4HI MegnyHi nporpa-
MW. IHOAi napanenbHi iHpopmaLiiHi Kam-
naHii Be4yTb Y0/0BIKU-CUMMATUKU. BOHU
MparHyTb, Wo6 yci — He uLue KiHKK (Ha-
BiTb CBEKPYXM) 11 AiBYaTa, ase i 40/10Bi-
KM — KpalLLie 3p03yMian xiHodvy biosorito
Ta *iHoYe BaKaHHsA, iHaKLLe Kaxydn — xi-
HOYYy 0CobucTicTb. Ham noTpibHo Hinblue
nogibHMX NpoLLeciB y Tak 3BaHUX KpaiHax,
LLL0 PO3BMBAKOTHCA, BK/IKOYHO 3 NponaraH-
£,0t0 abCONOTHOI 3HAYYLLLOCTi NpaBa Ha
abopr, wob BiH He smwascA (abo He cTaB
3HOBY) Hebe3Me4HO, MPUXOBAHOIO Ta
KPpUMiHaNi30BaHO nNpoueaypoto.
CyCninbCTBO MAE KPOK 33 KPOKOM f,0/1aTH
BCi Lji Ta 6araTo iHWKX BUAIB ANCKPU-
MiHaLiT 1 HacMAbCTBA, 3400yBaTH
HeobXiAHi o pUAMYHI NpaBa, TaKi AK NpaBo
B/IACHOCTI, NPaBO MaTu paxyHoK y 6ax-
Ky, NpaBo Ha 6e3neky Big 3rBa/TyBaHHA
B W/1t06I, NPaBO Ha KOHTPO/Ib Ha/ HaCcTaH-
HAM | nepepuBaHHAM BariTHOCTI, NPO AKi A
Ka3a/a BMLLLe. YCi i npaBa MOBUHHI CTaBa-
T TOYKAMM A7 OPraHi3aLii )XiHOK Ha mic-
uAx. Ao pedi, B 6aratbox KyTouKax CBiTy
XIHKM, @ 4acTo i IXHi COPaTHMKK-YO/10BIKK
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Zuzana: How do you teach about

feminism so as not to turn it into

a style that is dead?
Martha: Well, it depends. It is one of the
reasons why | have taught film courses.
Because there, especially when you show
older films, it is easier to keep a distance
from details that are no longer so familiar,

MOCTiHO BUOOPIOIOTH HaBITb TaKi pedi, AK
MpaBo KepyBaTh MalMHOL0. byBa€ i Tak,
LL,0 3aBOMOBaHi NpaBga BigoMpatoTh, TOX
BUTBY A0BOANTLCA BigHOB/IIOBATH.

CTpaujii, BUCTynato4m 3a po3LMpPEHHA
CBOIX NpaB, NPOTU CEKCya/bHOI arpecii
Ta 3rOpTaHHA rPOMagAAHCbKUX CBO-
604, 3 0C06/1MBMM Haro/10COM Ha npo-
6/1eMax penpoAyKTUBHOIO KOHTPO/IO.

sexual assault and governmental removal
of legal rights, and with reproductive
control being a special, vital focus.

Zuzana: My feeling is that the worst cas-
es of machismo in academia, the worst
cases of bias against women, are in

art academies because women are be-

3ysaHna: ik BukrapaTv npo peminiam,
ane npu BbOMY He FrOBOPHUTH NMPO HLOTO
AIK NPO AIKeCb BifpKUAe ABULLE MUHYAOTO?

3y3ana: Y MeHe Take BipuyTTA, Lo B Xy-
AOXHIX aKaaeMifiX TpanAfIoTbCA HaNrip-

and you can show the consistency of the
ideological framework, which amazingly
often is that the woman is to blame or she
is an impediment to the progress of the
hero, a male, or that she is the prize to
be won by him. The narrative is centered
on the male, and it is advanced by either
defeating her or overcoming the obsta-
cles she poses. And then you can show
contemporary movies and say, “Let's talk
about these same issues in more con-
temporary situations.” When you move
it away from people’s everyday lives and
experiences toward something that they
revere, which is storytelling through mov-
ies, they understand what they are seeing.
However, what they don’t often see,
what artists like Mary Kelly in her recent
works has been trying to show, is not
abjection and victimization but organi-
zation and militancy. The problem with
neoliberalism is that it individualizes and
separates people from one another. In
the former Eastern Bloc there is a special
problem in reminding people that there is
strength in unity, convincing people that
they have a long history of uniting with
others, and there is an unbroken chain of
that experience regardless of the type of
regime in power. And today we see that
as time has passed, people have resumed
demonstrating in the streets in favor
of change or of retaining rights being
stripped away. Women in particular
have been extremely vigilant in recent
years in countries as diverse as Poland,
Argentina and Ireland in going to the
streets to demonstrate for the advance-
ment of women’s rights, and against

lieved to be less creative, lesser artists.
Martha: There is a long history of machis-
mo, or male supremacy, in art, and that is
why | object to it when any of my works
are called masterpieces, or, as someone
put it—“the monument of the 20 centu-
ry.” I don’t accept this absurd language.
When you are in the business of creative
geniuses or monuments and masterpiec-
es, that is the language of power and
domination. | just don’t accept that.
There is a book called Feminism: The
Longest Revolution. It’s forgotten now,
but when | was young, my first reaction
to the title was, “Wait, we’ve just start-
ed!” And then we all began to study
women’s history, and we realized that
a recognizable brand of feminism, with
manifestos and demands, started hun-
dreds of years ago, especially among
the women of the French and English
aristocracy. | just want to say that yes,
it is the longest revolution, and yet
the struggle for the emancipation of
women has only just begun, because
its progress is “one step forward, two
steps back.” Like labor rights, they are
gained and then gradually eroded or
abruptly ended and need to be fought
for all over again. Those who would like
to retain patriarchal power are com-
forted that no matter how lowly a man
is, he always has a wife and children he
can oppress. This needs to be constant-
ly fought, but one of the advantages
of modernity is that it has no inherent
need to discriminate against individuals
on the basis of their identities, as may
have been thought in earlier eras.
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Mapra: 3anexuTb Big cutyau;i. Lle
O/Ha 3 NPUYUH, HOMY A BUKAAAA0 KYpP-
Y 3 KiHO. Agke, 0c06AMBO KO/IM NMOKa-
3y€L cTapi ¢inbmu, 40 AKMX NPOCTiLLe
36epiraTv AMCTaHL,t0, MOXHa nNpoge-
MOHCTPYBATH, HACKI/IbKK MOCAIAOBHOKO
€ i4e0/10rif: KiHKa 3aBXKAM € a0 BUHYBa-
TULeto, abo nepeLLKooto, abo BUHAropo-
4,010, AIKY Ma€ 34,00yTH repoit. PywwiiiHoto
CW/I010 PO3BUTKY CHOXKETY 3aBX/AM € abo
nepemora Hag, Heto, abo nog0/1aHHA nepe-
LUIKOAM, AKY BOHA COD0I0 ABAAE.

[, 3BiCHO, B LIeHTPI CIOXKEeTY 3aBXAM YO-
NOBIK. [10TiIM MOKHa MOKa3aTH Cy4acHi
¢inbMM i 3anponoHyBaTH NOroBOPUTH
npo Ti cami pedi B cy4acHMx ymoBax. Koau
BiZXOAML Big, NOBCAKAEHHOrO XUTTA B BiK
4OroCh, L0 CTYAEHTU NOBaXKatTb — AK-OT
KiHemaTorpadiyHa onosigb, — BOHM Mo-
YMHaIOTb PO3YMITH, L0 BOHU BayaTh.
YHoro CTyAeHTH 3a3BMYaii He 6a4aThb i Lo
XYAOXHULI Ha KWTanT Mepi Kesni
HamaratoTbCA NOKasaTh, — L& He npu-
HUXKEHHA 1 BIKTUMI3aLlifl, @ 3HaYeHHA
€AHOCTI Ta opraHizauji. Ipobaema
Heosibepaniamy B TOMY, L0 BiH iHAMBI-
Ayanisye Ta po3sgindae nogen. Ana kpaix
CxigHoro 6/10Ky xapakTepHa cneuudiy-
Ha npobnema: ntogam Tpeba Haragysa-
TH, LLO B EAHOCTI € CMA1A, NOKA3yBaTH iM,
LLLO BOHM MAIOTb AOBrY iCTOPIlO €4HaH-
HA i WO Lel 40CBig € 6e3nepepBHUM,
He3a/neXHO Bif pexunmy npuv Baagi.
CbOrogHi, 3 NIMHOM Yacy, My 6a4nmo,
LLLO /04U 3HOBY BUXOAATb HA BY/L,
BMMarat4u HOBMX NMPaB 4 BiABONOBY-
04K CTapi. Y Takmx pisHUX KpaiHax, AK
MonbLua, ApreHTuHa 1 IpaanHgia, XKiHKu
O/HaKOBO BMEepTO BUXOAATb Ha A4EMOH-

wi BUNAAKH Mauu3My YM ynepeakeHb

LWOAO XXIHOK, 60 BBa)XXa€ETbLCA, W0 YXKiIHKH

MeHLW TBOpuUi, MeHLl apTUCTHUHI.
Mapra: Llinikom 3rogHa, ictopia mauus-
My i H0/10BI4OT AOMIHALLT B MUCTELTBI gyKe
goBra. Tomy A npoTH Toro, o6 moi pobo-
TW Ha3uBa/ M «lliegeBpamm», abo, AK XTOCb
CKa3aB, «MaM’ATHMKaMK XX CTOAITTIO». Al He
npuitmato Lei abcypaHuin C10BHUK. Koam
MAETbCA NPO TBOPYMX reHiiB, Mam’ATHUKM
Ta lWeAeBpu — L& MOBa BAaAM Ta AOMi-
HyBaHHsA. /17 MeHe BOHa HeMpPUIHATHaA.
€ TaKa KHUKKa «PeMmiHi3M — Halg0B-
LA 3 peBO/IOLM». 3apas il nia3aby-
/K, @ KoM A Byna Monoga, MOA nepLua
peakLjif Ha Lo Ha3By byna: «HekaiTe, MM X
TiIBKK-HO NOYanul» A NOTiM yCi CTanu BUUTH
icTopito i 3po3yminu, WwWo GemiHiCTUHHUIA
pyX Y 10ro BMi3HaBaHOMY BUIrAsA4,, 3 BUMO-
ramMu Ta Maripectamu, po3no4aBCA COTHi
POKiB TOMY, 0CO0/IMBO B CE€pesO0BMLLi aHr-
NNCbKMX Ta GPaHLLY3bKMX aPUCTOKPATOK.
A NpOCTO XO4y CKas3aTy, LWLO Tak, Le
HalaoBLLIa peBoAtoLif, ase 6opoTbba
33 eMaHCMMAL,I0 XKIHOK TiIbKK1-HO NoYa-
naca. bo mu pobumo Kpok ynepeg i asa
Ha3ag,. Tak camo 1 TpyAOBi MpaBa, AKi
cnepuly 3400yBatoTh, @ NOTIM NOCTYNO-
BO Y¥ OAHUM MAaxOM BTPAYatoTh, i iX 40-
BOAMTbLCA BUOOPOBATU 3HOBY. TUX, XTO
Xo4e 36eperTu naTpiapxar, BNaLUTOBYE,
LLL0 YO/I0BIK, AKMIM BU HU3BKUIA CoLia/lb-
HUi Wabenb He 06ilimMaB, 3aBXAM MaE
XIHKY Ta giTel, AKUX MOKe NpUrHob/to-
BaTy. e 6opoTbba, AKa MycuTb BECTUCA
NoCTiHO. Ane 0gHa 3 nepeBar Cy4acHOC-
Ti B TOMY, L0 B Hili BigCyTHA CTPYKTYpHa
noTtpeba AUCKpUMiHYBaTH iHAMBIAIB Ha
nigcTaBi X igeHTUYHOCTEN.
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Ségoléne Pruvot: How does feminism
combine with philosophy in your work?

L Contretemps (Fr.)

2 In France final universal male

Geneviéve Fraisse: There are three
things about feminism that | develop

in my texts, several of which are on my
Academia.edu page. The first is about
emancipation. As a philosopher | like
reading Foucault, thinking about where
we come from. | don’t mean point of
origin. | took the French word prove-
nance from Foucault’s text Nietzsche,
Genealogy and History. In English you
can translate it as from where. | am
looking from where. That’s why | go to
the past, to the centuries from moder-
nity till today.

My analysis is of the historical setbacks'
between feminism and emancipation.
One simple example is the 19*"
century: they said here in France
that women can’t vote because
they must first have an education,
learn to read, to think, etc. But
men—workers, for example—are
not obliged to be educated to vote;
it is enough for them to simply be
men.? So women are late: they first
must reach a certain point, and then
they can receive citizenship rights.

suffrage was established in 1848.

Women artists help

me go further in the
philosophical field

XXeHeB’eB Ppecc
[Napux_PpaHuis

Po3moBAAIOTb:

OkcaHa bproxoBeLbKa
NecA KynbuMHCbKa
CeroneH lNpyBso
bepeseHnb 2017, Mapux

¢

INOCO

Ceronen MNpyeo: ik pemiHiam y Bac
noeaHyeTbeA 3 pinocodiero?
XKeneB’eB ®pecc: : Y CBOiX TEKCTaX,
Ki/IbKa 3 AKKX € Y BiAKPUTOMY AOCTYMi Ha
Moitt cTopiHLi B Academia.edu, A roBopu-
/1a Mpo Tpu pedi, NoB’A3aHi 3 pemiHis-
mMom. lo-nepLue — Npo eMaHcmnal,ito.
Ak pinocodPunsa, A ntobuna unTaT
®yKo | gymaTv Hag TUM, 3BigKM MU BUMLL-
/. Al He Malo Ha yBa3i NOXOAXeHHs. A B3A-
na $ppaHuysbKe C10BO provenance
i3 TekcTy PyKo «Hiylwe, reHeanoris,
icTopiA». AHI/IRCHKOIO Lie C/10BO
MOXHa nepeksacTv aK from where,
«3BigKku». A AMBAIOCA «3BigKMCb». Came
TOMY NMOBEPTaOCA 40 MUHY/OrO, A0
CTOAITDb Big MOAEPHY A0 CbOrOAHi.
Mii aHani3 pemiHismy nons-
rae B TOMy, L0 demiHi3m Ta emaH-
cuMaLia MatoTb NeBHY PO30iXHICTB,
He 36iratoTbcA. MpocTuit NpukAag,
i3 XIX cTonitta: Togi y ®PpaHuii Ka-
32/, WO XKiHKM HE MOXYTb MaTH
npasa rosocy, 60 crepLuy NOBUHHI
OTPUMATH OCBITY, MOYATH YUTATH,
MUCAUTH | TaK gani. Mpu ubomy
40/10BiKaM' — Hanpukaag, pobiTHK-
Kam, — Wwob rosnocysatu, He NoTpib-
HO 6y/10 MaTH OCBITH, AOCTATHBO

¢

MeHi UTU AaNi Y

XyAO>XKHULUI AonomMararoTb

LY ®paHuii 3aranbHe YyonoBiue Bubopue
npaBo byno 3anpoBapxeHo y 1848 podi.



3 Un lieu d’echange (Fr.)

That was the liberal republican point
of view.

And the Marxist point of view was that
women have to participate in the revo-
[ution, and only after the revolution will
they get everything they want. But not
now, it’s too early. It is always too late or
too early. It is always not a good time.
We can use this formula, this model for
our present history. For example, in
the case of the Arab Spring, the rights
of women were something they would
come back to later. But the difference
is that in Europe women were better
organized and more organized. So,
there are always setbacks: it is “nev-

er a good time” for emancipation, the
time is never right.

The second idea | developed in my arti-
cles about the history of feminism is the
dynamics between object and subject.
In French the phrase is: devenir sujet
permenence de I'objet—becoming a sub-
ject, but still an object. It means that
when we become subjects it does not
mean we are no longer objects—no, we
are still objects. How are we both ob-
ject and subject? This is a very import-
ant question, particularly for art—we
are always both subject and object.
And my third idea, to be brief, is the
question of sex, gender, differences
between the sexes. It is what | call a
place of exchange.?

For example, in all these discussions
about hijabs in France, everyone speaks
about instrumentalization, that both
the right and left instrumentalize the
women wearing the veil. And | say, no,
instrumentalization is not a good word.
It is a space for the exchange of ideas.
It is not just a question of clothes, it is
more than that. When we talk about
instrumentalization, we do not see the
women wearing this, we do not see
their place in history; these women
remain objects. But if you put them in

4 La ruse de la raison (Fr.)

history, the question of the hijab be-
comes a place of political, philosophical
and intellectual exchange between
people, an exchange of ideas.

Let’s take another example—Hegel
and Feuerbach. Feuerbach criticizes the
dialectic of Hegel, and in his criticism he
uses the differences between the sexes.
You can find very interesting things
about what these differences between
the sexes are in Feuerbach’s philoso-
phy. But at the same time, sex for him
is also a space to exchange thoughts
with the previous philosopher, to criti-
cize him. It is about sex and also about
something else. This place of exchange
allows us answer to the setbacks with
some strategies, to use tricks—the
tricks of reason*.

For example, let’s take the Treaty of
Rome of 1957. This treaty had a special
article about equal pay for men and wom-
en. But, in fact, why do you find equality
of treatment in the Treaty of Rome?
Because unequal treatment means that
women could break strikes by men. They
put in this article to avoid the possibility
that women could replace men if there
was a strike. In fact, it was a means to
regulate the economy. But we women
got more rights. It was a trick!

We have to be smart and work with
these tricks in history, and not just with
good intentions and very naive convic-
tions—this is not a good way to work.
Feminism often uses this beautiful idea
of equality between men and women.
But | prefer to work with the idea that
we are part of history, and there is no
purity in history. We have to be in his-
tory. And in history it is not just good
sensations and good feelings.

Lesia Kulchynska: So emancipation
is a constellation of chances?

Genevieve: Yes, it is a constellation,
if you want. And being in history. | am
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2 Un lieu d’echange (¢p.).

6y/10 NpOCTO HAPOAUTUCA HYO/NOBIKOM.
OTKe XKiHKM Cni3HWAUCA: TM CNOoYaTKy
Tpeba CArHyTU NeBHOrOo PiBHA, a TOAj
BXe IM MOXYTb AaTh FPOMaAAHCBKI
npasa — Takumu 6y/m noraaam nibe-
pa/ibHUX pecnybikaHLiB.

Mapkcn3am nepesbayas, WO XKiHKM Ma-
OTb B3ATU y4aCTb y peBO/OLi, i AnLe
nicaa peBo/IOLLT BOHM 3MOXYTb OTPUMA-
TH BCE, L0 XO4YTb. AZle 3HOBY He Tenep,
Tenep Le 3apaHo. 3aBXKAM BXKe 3ani3Ho
abo e 3apaHo. 3aBXAM He Ha Yadi.

La popmyna, ua mogenb 3acToco-
BYETbCA M Y HUHILLHIM icTopii. Hanpu-
K/1ag, y BUNagKy ApabcbKoi BeCHU: MU
crnocTepiranu, AK NpaBa XiHOK TaM
BiZlK/1aA4,a/1MCA Ha Ni3HilLe, Ha NOTiM.
Ane pi3HULA B TOMY, L0 B EBPOMI XKiHKM
6y/u GinbLue i Kpalle opraHi3oBaHUMMU.
OTKe, MM 3aBXAM CTUKAEMOCA i3 po3-
Bi*KHOCTAMM, MepeLLKogamMu: emaH-
CMNaLia 3aBXAM «He Ha Yaci», ANA Hel
HIKO/IM HEMAE NigX0AALL0r0 MOMEHTY.
Apyra pid, Npo AKy A n1cana y cBoix
CTaTTAX Npo icTopito pemiHizmy, — ue
AvHamiKa cyb’ekTa i 06’ekTa. Ppan-
LLy3bKOIO Lie 3BY4MTb Tak: devenir sujet
permenence de I'objet — cmasamu
Cy6’eKmom, Npu UbOMY 3a1UWAHYUCH
06’ekmom. Ko/ mu cTaemo cyb’ek-
Tamu, TO Lje He O3HaYaE, Lo MU ne-
pecTtaemo 6yTh 06’ekTamMu — Hi, MU
A0Ci 33a/MWaEMoca 06’ekTamu. AK My
icHyemo, byay4um BogHo4ac 06’ekTOM Ta
cy6’ekTom? Lie ay:ke Bax/MBe NMUTaHHA,
30Kpema i 419 MUCTeLTBa — MM 3aBXK-
4M € cy6’ekTOM i 06’€KTOM BOgHOYAC.
A TpeTa MOA Te3a, AKLL0 KOPOTKO,
CTOCYETbCA MOMAAAY Ha MUTAHHA CTaTi,
reHaepy, ctateBux BigmiHHoCTel. e Te,
LU0 A HA31BaO NPOCMOPOM OOMIHY?.
Hanpuknag, Koau ngeTtbca npo AnUCKyCii
Wwopo xiaxabis y ®paHuii, To BCi roBo-
PATb MPO IHCTPYMEHTaAI3aLL{t0 — MOB-
NAB, i Npasi i AiBi IHCTPYMEHTani3yoTb
XIHOK, AKi HOCATD L XyCTKKU. Ha moto
AYMRY, IHCTPYMEHTai3alia TyT Henigxo-

AAuLe ¢10Bo. Lle npocTip 06MmiHy gymMKa-
MUW. MOBa He /1LLe Npo oa4Ar, ane i Npo
LLOCb iHWe. KoM M1 roBOPMMO Npo
IHCTpYMeHTa i3aLito, TO He MOMIYaEMO
XKIHOK, fIKi L|e HOCATb, He 6a4YMMO TXHBOrO
MicuA B iCTOPIi, Ui }iHKKW 32/1MLLAI0THCA
nve o6’ektamu. lpoTe AKLO iX BBEC-
TU B ICTOPItO, TO NUTaHHA XigKaba cTae
micLem, ae BigOyBa€ETbCA NEBHUIA NOAI-
TUYHUI, $iNOCODCHKUI, iHTENEKTYa/IbHWI
0BMiH MiX toabMU, OBMIH yMKamu.
Bisbmimo iHLWMI npuKaag — lerena

Ta Peepbaxa. Peepbax KPUTUKYE gia-
NeKTUKy ler'ens iy cBOIM KpUTUL, BU-
KOPUCTOBYE BiAMIHHOCTI MiX CTaTAMM.
Te, Ak ®eepbax yABaAe Cobi L BigMiHHO-
CTi y €BOIN pinocodii, — ayxe uikaso.
Ta BOogHO4YacC cTaTh A/1A HOrO € MPOCTO-
pom 06MiHy AgyMKamu 3 pinocopom-
nornepeaHUKOM, NPOCTOPOM A/1A Oro
KPUTUKK. TYT igeTbCAa Npo cTaThb i BOA-
HOYac Npo WoCh LinKoM iHLe. Lien
npocTip 0O6MiHY Aa€ HaM MOX/MBICTb
BMKOPUCTOBYBATU NMEBHi CTpaTerii y Big-
noBiAb Ha HeBAAYi, 3aCTOCOBYBaTH MNeB-
HY XUTPICTb.

Hanpwukaag, Bi3bMiMO PUMCbKi g0roBo-
pv 1957 POKY. Y HUX € CreLiasbHa CTaTTA
Npo piBHY ONAATY NpaL,i YO/NOBIKIB i XKi-
HOK. A/1e 1Mo CyTi, HOMY B PUMCBKMX
£,0rOBOPax 3’ABNAETHCA NMONOMKEHHA

MpO PiBHICTb Y CTaB/AEHHI 40 40/10BI-

KiB i ®iHOK? B0 HepiBHiCTb B ymOBax
npawji NpU3BOAUTbL A0 TOrO, WO Mig,

Yac CTPaWKy KiHKM MOXYTb BUCTYMUTU
wrperikbpekepamu. Lo cTaTTio npumitHa-
/M nepeaycim, o6 YHEMOXK/IMBUTH TaKy
cuTyauito. PakTHyHo Le 6y/10 3acobom
ypery/toBaHHA €KOHOMIKU. Aie MU, XKiH-
KW, OTPUManu pO3LUMPEHHA CBOIX NPaB.
XutpicTb!

Ham Tpeba 6yt KmiTAmMBUMM | paLto-
BaTW 3 TaKUMU MOX/IMBOCTAMMU, LLO Big-
KPUBaOTbCA B iCTOPIl, @ He MPOCTO 3 A0-
H6prmK Hamipamu i HaIBHUMM NepeKo-
HaHHAMM — L@ He HalKpaLuii cnocib.
demiHi3M HacTo onepye npekpacHoo



not an advocate of, say, the discussion
about the conflict between culture

and nature. For me, this is a bad dis-
cussion—nature and culture, biology
and social construct, etc. You have to
always say, this is culture and this is
nature. That’s bullshit. Historicity—now
that is a good question. How do we
belong to history? How do we make
history? With tricks, with setbacks, with
impurity. Putting your feet in history is
very complicated. That’s why we have
to go back to where we came from.
Because this is historicity and a way to
go further. If we continue to discuss
the differences between nature and
culture, we will stay where we are.

Lesia: You have to take the position
as a historical subject?

5 Muse de la raison * La Sexuation du monde

8 Pour tout a pour chacun (Fr.)

Geneviéve: No, | don’t care about

my subjectivation. | am not saying

that | have something to gain with

my subjectivation. The question of
identity is not a good question. It

gives me nothing. Sexual rights—yes,
of course. [ am for that. | sign all the
petitions and am ready to take to the
streets for that.

But my aim is to demonstrate histo-
ricity, how we came to this point. And
artists are pretty important for that.
My last book The Sexuation of the
World* was a continuation of the

book | published in 1989 called Reason’s
Muse3, which was translated into En-
glish. This book was one of my founda-
tions. In it | differentiate between what
is for everybody (all) and what is for
each person®. For all, for every woman
means citizenship, education, abortion,
rights, rights, rights. We have been
fighting for rights for two centuries. It
is the beginning of the end of the battle
for rights—we don’t have any more
rights to gain. Equality of rights has
even entered the family. In France this

is very easy to see: surname, author-
ity, everything in the family is shared
between men and women. This means
equality. Rousseau did not want this at
all, but after 2.5 centuries we have it.
But this equality is not in reality, it is
only in terms of rights. We already have
many rights, and therefore we have to
reorient our work in this century.

The idea “for each person” means, for
example, the possibility for every woman
to be an artist. | already mentioned
the reservations of the revolution:
until the revolution is over, women
cannot be citizens, cannot be artists,

it is not yet for women. It was clear
there was a fear of the logical con-
sequences of democracy, that if you
allow this, every woman will want to
be a citizen, a teacher, an employer, to
have civil rights. And also she will want
to be a poet, an artist, etc. These two
consequences are the reason why men
always put off the question of women
until “the end of the revolution.”

But accomplishing this before the end
is much simpler than it seems, because
of the logic of democracy. An excep-
tion is possible to every rule, and then
the exception becomes the rule.

Oksana Briukhovetska: When we
acquire certain rights, do the rules
change?

Geneviéve: Emancipation is not a ques-
tion of rights, it is a question of logic.
For example, in 1808, only men lec-
tured at the Sorbonne, yet there were
some women studying there. But if
several women are at the lectures, it
means that every woman can come.
This exception becomes the rule. That
is democracy and democracy is pretty
logical: if this is for somebody, then
someone else can also do it. You can
say it is “universal,” but first it is logical.
The first women in the 1860s to try
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ife€ero piBHOCTI MiXK 40/10BiKaMM i XiHKa-
mMu. OgHaK A BOAIKO NPaLoBaTH 3 ige€tro,
L0 MM — 4aCTWHa icTopii, a B icTOPpIl
Hemae YnucToTu. Mu mycumo 6yTv B ic-
TOPii. A Lje CynpOBOAXKYETbCA He AnLLe
XOPOLUMMM BiAYYTTAMM i NOYYTTAMM.

Aeca KynbunHcbka: To6To MOXXAUBICTD
emMaHcunaujii — ue BUKOPUCTaHHA NeB-
HMX 36iriB o6¢cTaBun?

)KeHeB’eB: Tak, Le 36ir 06CTaBuH,
AKLLO xo4eTe. | nepebyBaHHA B ic-
TOPpii. A He NPUXMABHULA, CKAXIMO,
PO3MOB MPO KOHPAIKT Mixk MPUPOA0H0
Ta Ky/IbTYpoOIO. /119 MeHe e noraHe
MUTaHHA — NPUPOAaA Ta Ky/bTypa, 6io-
/0riA Ta coLia/ibHUIA KOHCTPYKT TOLL,O.
Becb yac Tpeba BuU3HAYaTK: Lie Ky/bTY-
pa, a ue — npupoga. Maa4Hs. lctopuy-
HICTb — OCb NpaBW/IbHE NMUTaHHA. AK
MW HaZIeXMMO A0 iCTOPIT? K TBOPUMO
icTopito? XuTpoLamu, BUBEpTamMu, He-
B/Aa4amu. POBUTU KPOK B icTOpito — Lie
Ayxe cknagHo. Came TOMy MM MaEMO
noBepTaTUCA TyAM, 3BiAKM npuiwan. bo
Lie icTopuyHicTb i cnocib pyxaTtuca gani.
AKLWO XK i gani obrosoptoBaTH BigMiH-
HOCTi Mi>K NPUPOAOLO Ta KY/IbTYPOIO, TO
MU CTOATUMEMO Ha MicLj.

Aecs: NMoTpibHO 3aHATH NO3MLLiI0
cy6’exra icTopii?

3 La Sexuation du monde.

4 Muse de la raison.

)KeHeB’eB: Hi, meHi 6aiigyxe 40 MOEi
cy6’eKTHOCTI.  He Kaxy, Lo MOA
Cy6’€eKTHICTb 4OMOMOKE MeHi BUrpaTu.
MUTaHHA i4e@HTUYHOCTI — He HaATo
XOpOLLe NMUTaHHA. BOHO mMeHi Hivoro
He gae€. 3BiCHO, NEBHi CeKCya/lbHI Npa-
Ba — TaK. A Tinbkw 3a. A nignucyto Bci ne-
TWLT i FOTOBA BUXOAMTU Ha BY/IMLIO 3a Lie.
Aze Mot MeTa B TOMY, W06 npoge-
MOHCTPYBATH ICTOPUYHICTD, TE, AK MU
AIVLLAN A0 LbOTO. | Xya0XKHULI AyKe
Ba/IMBI 3 LbOro nor/sagy.

Mos ocTaHHA KHMKKa, «Cekcyallia
CBiTY»,? 6y/1a NPOA,0BXKEHHAM KHUXK-
K1 «My3a po3ymy»* 1989 poky, BoHa

5 Pour tout a pour chacun (¢p.).

€ B aHI/IIMCbKOMY nepek/agi. Lla KHu-
ra— O/ZHa 3 MOiX OCHOB. Y Hill A BBOAXY
PO3Ppi3HEHHSA MiX 015 8CiX | 0419 KOMCHO-
20°. [1nA BCiX XiHOK — rPOMAZAAHCTBO,
0cBiTa, abopTu, Npasa, Npaea, npasa.
Mwu 6opemocs 3a npaBa ye ABa CTONIT-
TA. Y )KIHOK yke Maiixke He 33/ MLnA0CA
npas, Aki MoxHa 6yn0 6 3g06yBaTu. Pis-
HiCTb NpaB NpuiALL/A BXKe | BcepeauHy
cim’i. Y ®paHLii e gy»e nerko nomitu-
TW: Npi3BULLE, aBTOPUTET — YCe B POAU-
Hi MogineHo MiX Y0/10BIKaMM ¥ KiHKaMu.
Lle 03Ha4ae piBHiCTb. Pycco uboro He
XOTiB, a/1e Yepes /Ba 3 N0/I0BUHOKO CTO-
NITTA MU L MAEMO.

Og4HaK Le piBHICTb He Hacnpas-

4i, @ mwe AK npaso. baraTo npas yxe
3400yT0. | y 38’A3KY 3 UMM HaMm no-
TpibHO NepeopieHTyBaTH Halwy pobo-
TY B LibOMY CTOAITTI.

MOHATTA «A/18 KOXHOro» — Le, Hanpw-
K/1ad, MOX/IMBICTb /17 KOXKHOT KiHKM
ByTH Xya0XKHMLet0. A BXKe 3ragyBasa
3acTepeXkeHHA peBo/oLii: 4OKK peBo-
/OL,iA He CKIHYMTBCA, KiHKaM He MOXKHa
6yT1 rpoMagAHKaMK, He MOXKHa 6yTu
XYAOXHULAMM, LI NMOKU He AR XKiHOK.
Byn10 3po3ymino, Wwo 3a uum CTOoiTb
CTpax AOTiYHMUX HAC/igKIB AeMOKpaTii:
AKLLO A03BO/IMTU Lie, TO KOXKHA KiHKa
3axo4e 6yTH rpOMagAAHKOI0, BUK/A-
Aa4Koto, poboTogasuLetro i Tak gani,
3axo4e mMaTu BCi LMBi/bHI MpaBa. A Lwe
BOHa 3axo4e 6yTH NOeTKOI0, XyA0XK-
HULero Towo. Ui MOXKAMBI Hac/ligKku i €
NpUYMHOIO Be3KiHeYHOr O BifK/N1aAaHHA
40/10BiKaMU KIHOHYOrO MUTAHHA «40
3aBepLUEHHA pPeBOOLI».

A/ie 3aBepLUNTU 3 1M, He BigKaagaro-
4u, — HabaraTo NpocTiLle, HiX 343€Tb-
cA. bo icHye norika gemokparii. Tomy
Lo 3 OyAb-AKOro NpaBK/Ia MOK/MBUIA
BMHATOK. A a/i BUHATOK CTA€ HOBUM
NpaBW/IOM.

Oxcana bploxoBeubka: Mu 3p006yBae-

MO neBHi npaBa, i npaBuAa MiHAIOTbCA?



to get a bachelor’s degree in France
were remarkable women, and the

first of them was Julie Daubie. | love
her. Then it was considered that if you
are a woman you can’t do this, but
many rules were not written. And peo-
ple could just say, “Oh, it is not written
that | can’t do this, so Ill do it.” That

is another way to make emancipation:
you can change a law or you can go
through it, break it. This first woman
said, “If it’s not written that I can’t go
do a baccalaureate, then I will try.”
After she got it, every woman could
go and say, “l want one, too.” And it is
true, that is how higher education for
women began in France. And for women
artists it is important, too—the way
emancipation happens through tricks,
through contradictions and the like.
Recognizing historicity means that
you work on reality, not pure ideas.
We have to work on what is and to
change this. That is why | speak about
deregulation. Deregulation means that
we have to change the rules, but not
from outside, from inside.

Tricks, strategies, politics, poetry—in
any field, when you act, something will
move, the landmark will change.

Ségoléne: What could you say about
the notion of beauty? What influence
does it have on women?

Genevieéve: I'll give you one example.
There was a suffragette in England, in
London, called Mary Richardson. In 1914
she took a knife, went to the National
Gallery and made seven slashes to Diego
Veldzquez’s Venus. This is a well-known
story. It is about beauty. The suffrag-
ettes were very interesting people of
their time, and my generation is wrong
to call them bourgeois. They were fight-
ing even in jail, one died; it was a hard
part of history. And they won, because
they won the right to vote—it was very

complicated. But this woman, Mary
Richardson, decided to destroy the Ve-
lasquez Venus. Doing so she said, “You
say it is pure beauty. But | know a differ-
ent beauty. Beauty is the woman in jail
fighting for the right to vote. So | can
compare these two beauties, and | can
destroy the old beauty.”

[ am not for overcoming the notion of
beauty. | prefer to work not with the
notion of beauty, but with the notion
of truth. Why? It is a long story. Let’s go
back to the 19* century, when women
first began studying at the School of
Fine Arts in Paris. They fought to enter
the school, and when they finally came
in, there was a heated controversy over
whether they could copy the naked
body or not. This question was im-
portant not only in France but in every
country in Europe. There are a lot of
explanations about that, and the first
is, of course, that the 19" century is too
moral. But this is never a good expla-
nation: you understand nothing about
emancipation when morality is the only
point of view.

The second analysis of this situation is
about beauty: they didn’t want wom-
en involved in the question of beauty
because beauty belonged to men, it
was their priority. Women can go to
the School of Fine Arts, but not to the
end of the story. But as | said, the logic
of democracy has no limits. And as of
recently, in our world there are no more
limits. At the end of the 19" century

or beginning of the 20" you could say,
“Okay, they can study, but not after this
point,” or, “They can study philosophy
or mathematics, but not too much.”
And suddenly, in 1924 in France, when
men and woman were given equal
rights for a baccalaureate, these limits
disappeared. Simone de Beauvoir,
Simone Weil, Hannah Arendt—these
are the first women with no limits to
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YKeHeB’eB: EMaHcmnauia — ue He nu-
TaHHA NpaB, @ MMTAHHA /1I0TiKK. Hanpu-
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Knag, y 1808 B COpOOHHI BUK/AAZa/ M Ti/lb-  BRIAMB Ha XXIHOK?

K1 HO/10BIKM, @ Ki/lbKa XIHOK iX cayxanu.
A/le AKLLO ekl BigBIAYE KibKa KiHOK,
TO Lie O3HAYAE, WO IX MOXYTb BigBiAy-
BaTw i BCi iHWI. Llei BUHATOK cTae npa-
Bu10oM. Lle gemokpaTis, BOHa nobyzosa-
Ha Ha /10riLi: AKLLO Le AOCTYNHO KOMYCb
0fHOMY, TO MOXe BYTU AOCTYNHO ¥ iH-
WwmM. MOKHa CKa3aTw, LLLO BOHA «yHiBep-
Ca/lbHa», aze nepeaycim — A0rivHa.
MepLui *iHKK, AKi BUPILLIMAK OTPUMa-

TH CTyniHb 6aKkanaspa y 1860-x po-

Kax y ®PpaHLuii, — L& 3HaMeHUTI XKiH-
Ku, nepLua 3 Hux — XKioni Arob’e. A 3a-
Xon/aeHa Heto. Toai BBaxKanocs, Wwo
AKLLO BU — KiHKa, LbOro He MOXHa
pobwuTu, ane Harato npasua 6y/m He

A0 KiHUA nporosopeHi. | BuAsuiocA
MO/IMBO CKasaTu: «A/e X Hige He npo-
MUCaHO, LLLO A HE MOXY LibOro 3pobuTi,
0T}Ke, A1 3p0bto». Lle e oguH, iHLWKNIA
Crocib emaHcumaui: BU MoxeTe 3Mmi-
HWUTU 3aKOH, a/1e TaKOXK MoKeTe i 06iit-
T, MOpYWMTH 1oro. Lia nepuia iHka
BMPpiWMAa: «AKLWO Hige He HanmcaHo,
1O MeHi 3abopoHeHo 3506yBaTH Ha-
Ka/saBpar, TO A cnpobyto». Koav BoHa
OTpYMana uel CTyniHb, yCi }iHK1 MOorau
niTh i CkaszaTu: «A Tex xo4y». | ue npas-
43, Came TaK rno4asaca B1LLa OCBiTa
ANA KIHOK Y PpaHuil. A8 XyA0XHULb
Lie TaKOX BaX/IMBO — Te, AK eMaHcu1na-
Lis MoKe BigbyBaTMCA Yepes XUTpoLL,
yepes cynepeyHoCTi 1 TaKe iHLe.
PO3yMiHHA iCTOPUYHOCTI — L& BMiHHA
MPaLoBaTH 3 PeasbHICTIO, @ HE 3 YACTUMM
ineamun. Ham Tpeba npautoBatv 3 TUM,
O €, i 3MiHIOBaTK Le. Came ToMmy A ro-
BOPIO Npo depezyaauito. [eperyaauia
03Ha4aE, Lo Ham Tpeba 3miHIBaTH
npasu/ia — aze nepebysatoun He
330BHi, a BCepeauHi.

XuTpolyi, ctparteril, NoAiTHKa, noe-

3iA — y AKOMy 6 noi BM He 4if/u, LWoCb
3PYLWNTBCA, 3MIHIOBAaTUMYTbCA OPIEHTUPY.

XXeneB’eB: HaBeay oanH npukaag:

B AHr/ii, B /IOHAOHI, }una cyGparkncTka
Ha im’a Mapisa PiyapacoH. Y 1914 poui
BOHa B3A/1a Hi, Milwaa y bpuTaHcbkumit
My3ei i Cim pasiB pi3OHy/1a HOXeM
«BeHepy» Benackeca. e 3HameHuTa
icTopia. TyT moBa AKkpas npo kpacy. Cy-
bparknCTKM By/IN AyKe LiKaBUMU NtOAb-
MW CBOrO 4acy. [lpeacTaBHUKKN MOTFO
MOKO/IHHA MOMUAAKTLCA, KO/ KaXKyTb,
L0 BOHU Byn 6ypyasHumu. Bonu 60o-
PO/1CA HaBITb 3a rpaTamu, OZ4Ha 3 HKX
nomep/a. Le HenpocTa yacTuHa icto-
pii. | BOHM nepemoraun. 5o Buboponu
NpaBo Ha ro/0CyBaHHA — e bys10 ayxe
CKAAAHO. A LA XiHKa, Mapisa PiyapacoH,
BMPILLW/A 3HULWUTK «BeHepy» Besacke-
ca i ckasatu umMMm: «Bu BBaXKaETe, W0

Lle — 4KCTa Kpaca. Ane A 3Hato, LLLO TaKe
iHLWa Kpaca. Kpaca — Lie Ko/ XKiHKa
BMOOPIOE B TIOPMi MPaBO Ha B/1ACHUIA ro-
N10C. TOX A MOXKY NOPIBHATY Ui 4Ba BUAM
Kpacu i MOXY 3HULLIMTK CTapy Kpacy».
BTim, A He BBaXato, WO C/1ig A0/1aTH
MOHATTA Kpacu. 3ara/i0M BO/iO NpaLito-
BaTM HE 3 MOHATTAM KpacK, a 3 MOHAT-
TAM icTMHU. Yomy? TyT 6araTo € npo
LLLO CKa3aTwu. MosepHimoca go XIX
CTOATTA, KO/ iHKM MOYa/ M HaBYaTK-
CA'y Napu13bKili WKoAi mucTeyTs. MKiHKK
6opoaunca 3a Te, Wob Tyau noTpanu-
TW, @ KO/IM HAapeLwUTi imM Le BAaNocA, no-
Ya/nCA 3amneki cynepeyxu LWoa0 Toro,
YU MOXYTb BOHWM MA/ItOBATU 3 HATypH
oro/eHe Tino. Lle nutaHHA 6y/10 Ha ToW
Yyac BaXK/IMBMM He Ti/Ibku 41A PpaHuii,
ane i AnA iHWKUX KpaiH EBponn. IcHye
6araTo noAcHeHb LbOro, i HaiinepLue,
3BiCHO, B TOMY, W0 XIX CTOANITTA HaATO
MOpa/ibHe, NpocTo 6e3r/y340 Mopa-
nicTcbke. Ase Lie He Moe ByTH Xxopo-
LUMM NOACHEHHAM, BU HIiHOr0 He 3po-
3yMi€TE MPO eMaHCUNaLito, onepyrym
/ULLE MOHATTAM MOpani.



start the conquest not of rights, but of
the world. They are the first generation.
So why couldn’t a woman

copy a nude? | have proposed that

the question is not about morality or
beauty, but a question of truth. To
understand why, you must change the
focus from access to the nude body

to the act of copying the nude body.
Rousseau wrote in his letter to d’Alem-
bert that a woman can only be aware
of a man’s knowledge. That is, she
herself is not a subject of knowledge,
she can only imitate, or copy a man’s
knowledge. That is why a woman is not
capable of copying a model—she can-
not know how to do this because she
herself is nothing more than a copy.
She can be a nude model. Besides, the
naked body is an allegory of truth. After
all, we know that the truth in front of us
becomes “naked” when the covers fall
off. So copying the naked body is about
access to the truth; in essence it is about
the right to the truth. That is the key
question here! And precisely at this time
Nietzsche says that the relation between
the woman and truth is fragile. It is no
longer certain that the female body

is an allegory of truth. Women artists
came to this point and said, “Oh, sorry,
we are here, we want to enter this field,
and we want to copy the truth.” But
the question of truth belonged to men.
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Women were told they cannot enter
this field, but they were already there.
This is a very important step.

Coming back to the question of object
and subject, women who were models,
such as Berthe Morisot and Suzanne
Valadon, decided to become painters;
they decided to become subjects rath-
er than objects. The contemporary
artist Deborah De Robertis works with
this question. She did a work where
she sat naked in the Musée d’Orsay in
front of Courbet’s painting The Origin
of the World. She says that as an artist
in the 21° century she wanted to give
back something to the female model.
It’s important for me to see how women
decide to reappropriate the history of
art through the right to truth.

And the last point about beauty. If

you choose to discuss beauty, you
take a concept that to the womanis
related from the beginning with her
sexual identity. The question of truth is
universal; it is for everybody, regardless
of sex, and it puts us inside history.
That is the difference. Beauty is part of
the story. And truth is the total story.
Every time | see that we just invest in
the notion of identity, female identity,
sexual identity, | think it will end badly.
It will not give something. | explore
universal questions to find a way to go
further and further.

Jules Joseph Lefebvre, The Truth, 1870
Xronb Xosed NedeBp. «IcTnHar. 1870
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[HLWe NOACHEeHHA L€l cnTyaLii CTOCYETb-
CA KPacu: XiHKW He MOr/n 3aiMmaTtuca
MUTaHHAM Kpacu, 60 Kpaca HasexunTb
40/10BiKaM, Lie ixHilt npiopuTeT. To6TO
KIHKM MOT/IY MIiTU 4,0 LIKO/IM BUTOHYe-
HMX MUCTELTB, a/1e IM He 403B0/IEHO

iTW y BCiX MUTAHHAX A0 KiHUA. Ane,

fIK A BXe Ka3a/a, /I0rika geMoKparii
NO/Arae y nogo/naHHi obmexeHb. Oc-
TaHHIM YacOM Y CBITi NPaKTU4HO bisbLue
Hemae obmexeHb. Lie HanpukinHui XIX
CTO/TTA YK HA MOYATKY XX CTOAITTA
MOT/IM CKa3aTw: «[apasg, xall BOHMU Ha-
BYAMOTbCA, a/1e /MLLIe A0 Liel Mexi» abo
«Xait BOHM BUBYAIOTb ifI0COBito YM Ma-
TEeMATHKY, a/1€ He 3aHaATO IHTEHCUBHO».
| 3HeHaubKa y 1924 poui y PpaHuii, Koau
40/10BiKaM i iHKam 6y/10 HagaHO PiBHi
npa.a Ha 3406yTTA 6akanaspary, L
obmexeHHA 3HMKAN. CMMOHa ge BoBy-
ap, CumoHa Belinib, XaHHa ApeHaT — e
nepLui XiHKK, Lo novaam 6e3 obme-
KeHb 3aBOWOBYBaTU — He NpaBa, a CBiT.
BOHM — nepLue NOKOoANIHHA.

OTOX YOMY KiHKaM He MOXHa 6y/10 Ma-
/IOBATU OrO/IeHY HATYpy? A CTBEPAXKYIO,
LLLO MOACHEHHA TYT He B MUTAHHi MOpani
4K Kpacu — a B NUTaHHI icTuHK. LLLo6
3pO3YMiTH YOMY, NOTPIGHO 3MiCTUTH
boKyc Big gocTyny A0 ronoro Tina go
CaMOro aKTy KonitoBaHHA. Pycco B aucTi
4,0 A’Anambepa NncaB, Lo KiHKa MOXe
6yTv mw 06i3HaHa 3i 3HaHHAM 4O010BIKa.
To6T0 BOHa cama He € CyH’EKTOM 3HaH-
Hfl, @ MOXe AnLL iMiTYBaTH, KOMitOBaTH
3HaHHA 40/10BiKa. TOMY XiHKa He 34aTHa
KOMitoBaTU MOAE/1b, BOHA HE MOXKe 3Ha-
T, AIK e pobutn, 60 cama € He 6i/bL
HiXK Komi€to. BoHa Mmoxke ByTH Oro/ieHo
Mogento. [lo TOro X orosieHe Tio — e
aneropia iCTUHU. AZXKe MU 3HAEMO, L0
iCTUHA nepes HaMK «OrONOETLCA», KOAU
CMagaoTb NOKPOBU. OTXKe, B KOMItOBaHHI
Oro/1eHOT HaTypw MAETbCA MPO A0CTYN
A0 iCTUHK, AeTbCA, MO CyTi, NPO NpaBo
Ha icTuHY. OCb Lie K/H0HOBE MUTaHHA TYT!
MUTaHHA icTMHM 6Y/10 KOMNeTeHL €l

40/10BIKiB. /lecb y uel ke nepiog Hiuwe
nuLLe Npo Te, L0 B3aEMO3B’A30K XiH-
KU 3 ICTMHOIO AYe KPUXKKUI. Y TOMY, WO
XiHO4e TiNo — ue aneropis iCTUHMU, yxe
HEeMa€ BMeBHEHOCTI. TOMY XiHKU-XYA0X-
HUL 4iMWAM 40 LUX NUTaHb | CKaszanu:
«O, B1bauTe, M1 BXKe TyT, M1 XO4EMO
YBIilTW B Lie No/1e | XO4eMOo Ma/lloBaTH
icTuHy». KiHkam 6yn10 BigMOB/EHO B A,0-
CTYni 40 L€l chpepu, ane BOHM BCe
noro 3406y1u. Lie ayKe BaXkAMBUIA KPOK.
[, NOBEpPTaO4MCh A0 NUTAHHA 06 €eK-

Ta i cy6’eKTa: XiHKM, AKi npaLoBanm
MozenAMu, Taki Ak bepta Mopiso,
Cy3aH BanagoH, BUpiLMAM CTaTH Xy-
A,0XKHULAMM, OTXKE, BUPILLWUAN CTaTH
cyb’ekTamu. 3 UMM NUTAHHAM MNPaLIOE
cyyacHa xyaoxHuua Jebopa ge Pobep-
Tic. Y Hel € pob0Ta, KO/IM BOHA cugina
0ro/ieHow B Mysei «Opce» nepeg Kap-
TUHOO Kypbe «[1oXoAKeHHA CBiTYy».
BoHa Kae, L0 LM KeCTOM XOTifa AK
XyAoxHUUA XXI CTONITTA Bigaath Ha-
/IeXHe XKiHui-mogeni.

[NA MeHe BaX/IMBO, LLLO XiHKMU BUPiLLY-
t0Tb peanponpitoBaTH iCTOPIit0 MUCTELTBA
Yyepes 3400yTTA NpaBa Ha iCTUHY.

| OCTaHHE Woa0 Kpacu. AKLWo BK 06U-
paeTe 0broBoproBaTU Kpacy, To bepeTe
MOHATTA, AKE Big NOYaTKy NoB’A3aHe
ANA KIHKM 31T CTaTEBOIO i4€HTUYHICTIO.
MUTaHHA X iICTUHWM — yHiBEpCanbHe,
no3a CTaTTio, i BOHO NOMILLAE HAC BCe-
peamHy icTopii. ¥ 4bOMY BigMiHHICTb.
Kpaca — ue vactuHa ictopii. A ictu-

Ha — Le icTopis. LLlopasy, koiu 6avy,
LLLO MV iHBECTYEMO /IMLLE B MOHATTA
ifl@HTUYHOCTI, XKIHOYOT ifeHTUYHOCTI,
iA€HTUYHOCTI CTaTew, A 4yMato, Lo Lie
MOraHo CKiH4YMTbLCA. Lle npocTo HiYoro
He AacTb. f po3r/iA4ato yHiBEpCa/ibHi
MUTaHHSA, W06 3HANTU LUAAX, AKUM MOXK-
Ha pyxaTuca Bce gai i gani.

Okcana: B icTopii MmucTeursa iHoui
o6pa3u npeacTaBAAAM YONOBIKM,
3o0kpema i o6pa3u maTepUHCTBa.



Oksana: In the history of art, the
image of a mother with her child and
of a woman’s body as an erotic object
were appropriated by men. But the
truth, which belonged to the woman,
was not verbalized. When a woman
gets this possibility to speak with her
own voice, does she appear in history
at this moment?
Genevieéve: Yes, you touched on an
interesting point. One of my aims
is deregulation, and not only about
women as citizens and women as
artists. | want to talk about women’s
emancipation not only in terms of
motherhood and eroticism. Yes, all this
was stolen by men, and it is good to
analyze. But | choose another path, my
path. | do not insist that everybody do
that. But it is what | propose—to go fur-
ther. | want to present women’s eman-
cipation as a call to universal thinking.
If you want to just be fascinated by
domination, then continue to work
on stereotypes. But if you want to say
something about emancipation, stop
being fascinated by stereotypes. | pro-
pose two things: not to work on identity
and not to deconstruct stereotypes—this
leads to nothing and instead leaves
you captive of the current order and
“female” issues in it. | want to work on
philosophy, with universal categories,
but with my feminist point of view.
In contemporary theater, for instance,
identity and stereotypes are very
popular themes. | see a lot of young
women representing themselves on
stage: “l am this, | am no more that” or
“Now | am glad because | am strong.”
They tell their stories. But this is not
enough for me. From the beginning of
my story | decided not to do that. | was
lucky, of course, because of the period
of time. After 1968 it was not a ques-
tion of "Who am I?" or "What do
I want?" You can say, “l am happy

now—I| am a citizen; | am happy—I am

a teacher, | am an advisor of the ad-
ministration” and so on. But this is
assimilation in the current order of
things. But if you are not in this posi-
tion to be integrated or assimilated,
which | think feminists often are, you
may not be satisfied with just the right
to give your name to your daughter,

to share responsibilities with a man,
etc. And this is really not enough.
Integration is not enough. So you

will work with what I have said from
the beginning—uwith history, with the
exchange of ideas, with setbacks. It is
important to go inside, unlike some
modern feminist theories that from an
outside position say, “We will change
the world.” Deregulation is a much
stronger tool of emancipation—upset-
ting the order and making new links.
The emancipation of women—in this
case through women artists of the 19*
century—is a practical experience of
what was going on in philosophy at the
time when Nietzsche said that the link be-
tween the female naked body and truth
was disappearing. It is a pleasure for me
to work on this, more than staying in
the questions of the category of women,
sex identity, gender, etc. With the eman-
cipation of women | want to touch on
universal philosophical problems.

This is another way to work on historic-
ity, to show that the emancipation of
women and the history of philosophy
go together. That is my ambition. And
with deregulation from the artist’s
point of view | can go further in the
philosophical field. Because this subver-
sion and creation is very interesting.
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He Mwnoca npo xiHouy iCTUHY WO0AO
uMX nuTaHb. KoAn y )XKiHKM 3’ABUAACA
MOXXAUBICTb penpe3eHTyBaTH BAACHUM
ronoc, BOHa BXOAUTb B icTopilo y uei
MOMEeHT?
YKeHeB’eB: Tak, B1 3a4enunam Temy, AKa
MeHi LikaBa. OgHa 3 MoiX Lineit — ue
Aeperynauia — i He Lle B MUTaHHAX
XIHOK AIK F[POMagAHOK i KiHOK fAK XY-
AOXHWUb. f 6 XOTizNa rosopuTH Npo
€MaHCMMaLito He /nLLe B acneKTi Ma-
TepPUHCTBA 1 epOTU3MY, — TaK, YCe Le
BMKPa/IM HO/IOBIKM, i Lie BaXK/IMBO aHa-
nizyBatu. Ane A 06Mpato iHLWKIA WAAX,
CBIil W/sAX. A He Hano/Arato, Wob yci
Tak pobuau. Ane Le Te, Lo A Npono-
HYI0: 3aX0ANTH dani. A Xxo4y npeacTasu-
TW XKIHOYY €MaHCMMaL,ito AK 3aK/UK 40
YHiBEPCa/IbHOrO MUC/IEHHS.
AKLLO BM x0oueTe 6yTH 3a4apoBaHUMK
AOMIHYBaHHAM, 3aimanTeca i gani
cTepeoTunamu. Ane AKLLO BU XO-
yeTe CKasaTu LWOCb NPO eMaHcuna-
Lito — no3bypabTeca 3a4apyBaHHA
cTepeoTunamu. A NpoOMoHYyIo ABi pedi:
He MpautoBaTh 3 TEMOKO iAEHTUYHOC-
Ti 11 He 3alMaTUCA AEKOHCTPYKLE
CTepeoTHniB — L Hi 40 HOro He npu-
BOAMTb, @ HATOMICTb 3a/IMLLIAE HAC Yy NO-
/IOHi HAABHOrO NOPAAKY Ta BigBeAEeHOI
HaM Yy HbOMY «KiHOYO» NpO6/1eMaTUKM.
Togi AK A xo4y npautoBaTu 3 dinoco-
¢ieto, 3 yHiBepCa/lbHUMM KaTeropiamu,
ane 3i CBOET GpeMiHiCTUYHOT TOUKM 30py.
Y cyq4acHomy TeaTpi, CKaximo, Tema
iA€HTUYHOCTI Ta CTEPeOoTUNIB AyxKe
nony/ApHa. A nocTiiHo bavy, AK Mo-
204 KiHKM penpe3eHTyoTb cebe Ha
cueHi: «1 — oue, A Hisblue He € LM,
«Tenep A 3a4,0B0/1€Ha, 60 Tenep A CU/b-
Ha». BOHM po3noBigatoTh CBOI iCTOPIl.
Ane A BBaxalo, LLLO LbOro He 40CTaTt-
HbO. 3 CamMOro no4vaTky Mo€i pobo-
TV A BUpIiLLMAA He pobuTy Lporo. 3Bic-
HO, MeHi nowactuio, 60 Takuii 6ys Yac.
Micaa 1968 poKy He CTOAAM NUTaHHA
«XT0 A Taka» i «LLo A xouy?».

3BiCHO, MOXHa cKa3aTu: «Tenep A Wac/u-
Ba: A r(POMagAHKa, A LWac/MBa — A BU-
K/1ada4vKka, A — PagHULA agMiHiCTpa-
Lii» i Tak gani. Ane e acuminAauia B ginc-
HUI NOPAAOK peyel. AKLLO TU He B Ll
NO3uLi iHTerpaLjii Yu acuminawii — B AKil,
4,0 pedi, 4acTo nepebysatoTs i pemi-
HiCTKM, — TO TObI MOXe ByTn 3amasno
TOro, W06 AaTW AOHBLi CBOE Npi3BuLLe
4M NOAINNTH OBOB’A3KM 3 HO/IOBIKOM
TOLLO. | LbOro CnpaBAi He40CTaTHLO.
IHTerpaujii HegocTaTHbO. OTXKE, TH
npaLoBaTUMeLl i3 TUM, MPO L0 A TOBO-
pvaa, — 3 icTopieto, 06MiHOM gyMKa-
MM, 3 NepeLLKogamu, po36ikHOCTAMM.
Bak/MBO nepebyBaTu BCcepeamHi, Ha
MPOTMBAry A4E€AKUM Cy4acHUM pemiHic-
TUYHUM TEOPIAM, AKi 3 MO3MLT 30BHiI
KaxyTb: «Mu 3MIHUMO CBIiT».

HabaraTo noTyXHilWMM iHCTPYMEHTOM
emaHcunalii € geperynauia — 106To
MOPYLUEHHA NOPAAKY i BCTAHOB/I@HHA
HOBMX 3B’A3KIB.

EmaHcunauia )XiHOK — y LbOMy BU-
MaAKY Ha NPUKAAAT KIHOK-XYAOXKHULb
XIX cTONITTA — Le NpakTUYHMI AO0CBIA
TOrO, WO B Liel CaMuii Yac BigbyBaso-
A B $in0Codii i L0 BUPAXKEHO Yy CyMHi-
Bax HilLwe, KoM BiH Kaxe, LLLO 3B’A30K
MiX XKIHOYMM TiZIOM Ta iCTUHOIO BTPa-
4aeTbCA. MeHi gyxe noa06a€eTbCA Hag,
LMM NpaLoBaTU. 3HAYHO Oi/lbLue, Hix
33/IMLLIATUCA B PAMKax NMUTaHHA KaTe-
ropii }iHOYOro, ifeHTUYHOCTI CTaTi Ta
reHAepy Towo0. Yepes nutaHHA XiHoYol
eMaHcunaLlii A Xo4y 3aTOPKHYTU YHiBep-
canbHi pinocodcbki npobremu.

TobTo Le Lie oAMH cnocib npautosa-

T 3 iCTOPUYHICTIO — MOKasyBaTH, W0
emMaHcunaLlis XiHokK Ta ictopia ¢inoco-
&ii nos’A3aHi mix coboto. Takoto € mosA
ambiuis. | TyT y nuTaHHi geperyaauii
MPUK/AAN XYAOKHULb AONOMaratoTb
MeHi 3aiTK gani Takox i y dinocodpcbko-
My nosi. Tomy Lo 1A cybBepCUBHICTb
TBOPEHHA € AYy>e NOTYXHO!0.



\Hmmwu\'\'



Marta Mapta
Masha Mawa
Yosh Noww
Feminist Workshop «PeMiHICTUYHa MaNCTEPHSI»
Lviv_Ukraine A\bBiB_YKpalHa

Po3moBAAtoTb:
OkcaHa bproxoBeLbKa
CeroneH lMpyBo
JXoBTeHb 2016, N\bBiB

Interviewers:

Oksana Briukhovetska
Ségoléne Pruvot
October 2016, Lviv

Oxcana bproxoseubka: Po3kaxirs npo

CBOIO AIIAbHICTDb, Y YOMY CYTb NPOEKTY

«@eminicTHUHA MaHCTepHA»?
Mapra: «PemiHicTM4Ha MalcTepHA» — L
rpyna MOMIOAMUX XIHOK i3 Pi3HMX MICT, X043
BiNbLLiCTb i3 HacC MeLuKaEe y /1bBOBI, AKa
yTBOpUAACA B 2014 poui. Hawa ronosHa
MeTa — roBOPUTU NPO PpemiHi3m y /1bBo-
Bi, pO3Ka3aTy, L0 BiH 03Ha4aE. B Ykpai-
Hi (Ta 1 He /mwe) nobyTye Harato yne-
peaKeHb Wwoa0 demiHiamy.
Hawa nepuua nogia 6yaa opieHToBaHa
Ha micLeBy rpomagy, Ha poboTy 3 KiH-
Kamu pi3HUX MOKO/iHb. ICHYE ranboke
HepO3yMiHHA MiXX MO/I0AAI0, 0AbMU
cepeAHbOro BiKy Ta AiTHIMU K0 AbMU.
Lle 6yna 3ycTpiy, nig yac AKOT BCi BULLIK-
Ba/n. My BUKOPUCTaAM Le TPagULIiHO

Oksana Briukhovetska: Tell us about

your activities in general. What is the

project Feminist Workshop about?
Marta: The Feminist Workshop project
is a group of young women from
different cities, though mostly living
in Lviv, whose primary goal is to talk
about feminism in Lviv, to describe
what it means. There are a lot of ste-
reotypes about feminism in Ukraine
(and not only in Ukraine).
Our first event focused on the local
community, on working with women
of different generations. There is deep
miscommunication between young,
middle-aged and elderly people. It was
an embroidery workshop. We used this
traditional women’s work to bring to-

Ibing what

IHISM O3HA4YA€

gether very different women, with their
different ages, visions and life values,
and to make them speak with each other
and share experiences, and to make this
type of work visible. Because women’s

Descr

eminism means
Po3ka3aTu, Wo
bem

f

)KiHO4e 3aHATTA, Wwo6 3ibpati pasom
AYKe Pi3HMX XKIHOK i3 TXHIM pi3HUM
BIKOM, NOr/1A4aMU Ta XKUTTEBUMM LjiH-
HOCTAMM, 00 BOHM CMiZIKYBa/MCA MiX
coboto, 0bmiHIOBaMCA AOCBIAOM,



work is always done in a closed space:
we cook, clean, embroider at home,
where nobody sees this work.

Oksana: How did you engage these
women in collaboration?

from parents asking what we would be
talking about. We were very clear about
the topics: sex, gender equality, etc.
The number of participants varied from
12 to 18. Basically, they created their
own community: now they have their
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a TaKoX LW o6 uel BMA npawi cTas BU-
aMUM. Bo KiHovy poboTy 3aBxau
BMKOHYIOTb Yy 33aMKHYTOMY NPOCTOPI: MU
rOTYEMO iKY, NpUOMPaEMO, BULLMBAEMO
BA,0Ma, A€ HIXTO He 6a4MTb Lo npaLto.

Mw nposenn macwtabHy iHpopmaLiiHy
KaMnaHilo B HalLMX coLmepeskax, a Toai
HaM MoYa/IM A3BOHUTU BaTbKM 1 NUTATK,
Mpo LLLO M1 FOBOPUTMMEMO Ha Tabopi.
Mwu gysxe YiTKO 03BYy4MAM TEMM: TIPO
CeKC, reHAepHy piBHiCTb TOLWO. KisbKicTb

OxcaHa: fik BM 3anyyani XXiIHOK A0
cniBnpaui?
Mapra: To 6yB pectvBasb «MalicTepHa

Marta: It was a local festival Urban
Workshops, run by several organiza-
tions, including the city government and

common chat in social media, and every
Saturday we have a girls’ club, where
they meet. New girls also join them. We

Y4aCHULb KO/MBaACA Big 12 A0 18. Pak-
TUYHO, BOHW CTBOPU/IN BAIACHY CMi/IbHO-
Ty: 3apas Y HUX € CMi/IbHUIA YaT y coLme-

different funds. They invited local initia-

tives and NGOs to organize something
with the local community and public

space. We participated again a year
later. That time we invited an internally
displaced migrant from Crimea, who
had opened her own cafe here, and we
made a garland and cooked traditional
Crimean food. So we wanted to get
closer to the local community and new-
comers from Crimea. This year teenage
girls participated in our event.

Masha: There was another project called
Modernistky about how girls can be part
of the city, how they can make it a space
for leisure. Kharkiv activist Dasha
Ozhyganova held a lecture and practical
workshops. We also now collaborate with
the WizArt festival. In this project we
film how girls embody what they learned
during those workshops. Through
feminism some of the girls became really
interested in urbanism, including the
very popular wave of urbanism “cities for

women.” We think it’s a good thing,
because now they can find new pro-
fessions. We also held a three-day Girl

Space Camp with those girls in summer.

Oksana: Were all the participants

combine lectures and workshops with
leisure time, watching films or playing
board games.

Oksana: Is this space only for girls?

Marta: Yes. Teenagers are usually

very busy these days: they go to music
school, sports classes, university prep
courses. The aim was to talk with girls
about sex education and gender issues.
This is a topic nobody talks about in
schools. We also discuss it during special
classes that we have in several schools,
which are for boys and girls. But when
we decided about this camp, the idea
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MiCTa», AKMI MPOBOAATD Ki/lbKa opra-
Hi3aLil, 30KpeMa MicbKa B/1aga W pisHi
¢doHaun. BoHun 3anpocuan micuesi iHiuia-
TUBM Ta FPOMA/CbKi OpraHisadii 3pobu-
T WO0-HebYyAb i3 FpOMagoto Ta rpoMag-
CbKMM MPOCTOPOM. HacTynHoro poky
MM TaKOX B3A/IM yHacTb y «MaicTepHi
MicTa». Liboro pasy BUroToBAA/AM rip/aH-
Ay i roTyBa/M TPaAMUiHI KPUMCbKI CTpa-
BM, 3aMPOCUBLUM /19 LibOr0 BHYTPILLHIO
nepecesieHKy 3 Kpumy, AKa 3acHyBana
TYT B/AcHe Kade. Y Takuit cnocié mMu xo-
Ti/M 3rypTYBaTH rPOMaAy Ta HOBOMNpU-
6y/mx i3 Kpumy. A LLbOro poKy B Halui
noaii 6panu y4acTb giB4arta-nigaitku.
Mawa: [TpoekrT i3 Ha3Bow «MogepHicT-
KW» CTOCYBaBCA TOrO, AK AiB4aTa MO-
XYTb OYTM HaCTUHOIO MiCTa, AK BOHU MO-
KYTb 3pOOUTU MiCTO NPOCTOPOM CBOrO
£,03BiN/A. XapKiBCbKa akTMBICTKa /awwa
OxuraHoBa npoBe/a NeKLito i IPaKTUYHi
BOPKLUOMM, @ MU 3HIMaAN, AK giB4aTta
BTI/IOIOTb Y XKUTTA T€, HOr0 HaBYM/IUCA
Ha LMX BOPKLUONaX. 3aBAAKKN pemiHizmy
AeAKi giB4aTa AyKe 3aLiKaBUanCA Takoko
NONy/IAPHOIO Tedieto YpOaHiCTUKM, AK
«MICTO AAA XKIHOK». Ha Hally AyMKy, Lie
Ayxe nobpe, 60 Tenep uji giB4ata Mo-
XKYTb 3HaWTK cebe B HOBUX Mpodeciax.
Pasom i3 HUMKU MK TaKOx NPOBE/N Tpu-

pexax, a WocyboTH y HaC MPOXOAUTD

AIBOYMI KAYD, Aie BOHU 3yCTPiYatoTheA,
4,0 HUX MPUEAHYIOTLCA HOBI giB4aTa. Mu
MOEAHYEMO NeKLil Ta BOPKLIONY 3 403Bi/-

NaMm, nepernagom ¢inbMIiB Ym HaCTiIbHU-
MU irpamu.

Okcana: Lle#t npocTip — AHlLe AnA piBuaT?
Mapra: Tak. Y Hal Yac nig/iTkm 3a3su-
Yai gy»Ke 3alHATI: BOHU XO4ATb Y My-
3UYHI LUKO/IW, Ha CMIOPTUBHI T'YPTKM
YuM NigroToBYi Kypcu. MeTa nossra-

N1a B TOMY, LW,06 NoroBopuTtH 3 giByata-
MM NPO CEKCYa/IbHy OCBITY i reHAepHi
nuTaHHA. Lie Tema, npo AKy He roso-
pATb Y WKO/aX. Mu K 06roBoptoemMo
Ti TAKOX i Ha LWLKiNIbHMX YPOKaX, AKi

MM iHILIOBa/IM B A€AKUX LUKOAAX, A€
NPUCYTHI i x10MLj, i giB4aTa. Ase Konu
MK 06MipKOBYBanu OpraHisaLiito Tabo-
py, iaea 6yna B Tomy, w06 cTBOPUTH
6e3neynuit npocTip, e giB4ata morm 6
NMOroBOPUTU NPO NeBHi pedi. Hanpu-
Knag, 06roBopuTH Xap4oBi po3/aaau,

AKi 3a4inatoTb 6araTboX i3 HUX B OCTaHHI
poku. Koan ayautopia 3milwaHa, gisya-
TaM 4acOM HE3PY4YHO rOBOPUTU Ha TaKi
TeMu. Y LiboMy Tabopi BOHM NOYyBanu-
cA 6e3neyHo i nepebyBann y ApY*KHiii
CMiZILHOTI, TOMY MO/ O6roBOptOBaTH

of the camp from Lviv or from other
cities? How did you recruit the girls for
the camp?
Masha: They were mostly from Lviv,
but from other cities as well. These

AEHHUIA AiTHIN Tabip Girl Space Camp. CBOE MOBCAKAEHHE XUTTA, CTOCYHKM,
AinMTnCA CBOIMM TypbOoTamu.
Ceronen lNpyBo: Yuacuuuji uboro tab6o-
py 6yam 3i AbBOBaA UM 3 iHLWIKMX MicT?

XT0 BOHM i AIK BM iX Bia6bupanu?

Ceronen: filkun nipxia Bu o6panu
ANA TaKOi NPOCBITHULLKOI AiAAbHO-

were girls from 12 to 17 years old.
There was a big information campaign
on social networks. We received calls

Girl Space Camp, Lviv, 2016

Girl Space Camp. N\bBiB, 2016

Mawa: | 3 iHLWIKMX MiCT TaKOXK, ane ne-
peBaxHo 3i /IbBoBa. B Tabopi 6panu
y4acTb giB4yara y BiLi Big 12 40 17 pOKiB.

cTi, ap)Ke y Bawomy npoexti 6epytb
yuyacTb AiBuaTta pi3Horo Biky? flk Bu
CTPYKTYpyBanu nporpamy Tabopy?



was to make a safe space where girls
could talk about certain things. For
instance, discussing eating disorders,
which many girls suffer from in recent
years. When the audience is mixed,
sometimes girls feel uncomfortable
talking about these issues. In this camp
they felt safe and were in a friendly
community, where they could discuss
their everyday lives, relationships,
share their worries.

Ségoléne Pruvot: How did you choose
the approach for that education, as
you have girls of different ages? How
did you structure the program of the
camp?

Marta: We were concerned about the
difference in age, but our participants
helped us break our own stereotypes
about this. The first part was about
menstruation, common myths about
having sex for the first time, psycho-
logical aspects of sexual relation-
ships, rape culture, the importance of
consent. Also about contraception: all
the girls could try putting a condom
on a banana, if they wanted to.

After a short picnic, during the second
part we talked about “body positive”
attitudes and eating disorders.

On the second day, we talked about
how the media depict women in ad-
vertisement and TV shows. Also, we
played a mapping game: we asked them
to look at a map of the city and indicate
different aspects of how the environ-
ment shapes discrimination—Ilack of
access ramps for people with mobility
disabilities, or insufficient lighting in
terms of women’s safety, etc. They pre-
pared and presented their proposals in
groups. Later there were two DJ-work-
shops by Anna Khvyl. On the third day
we had a lecture about misogyny, ste-
reotypes one hears from other women,
slut-shaming.

Masha: Also, there was contact
improvisation with our volunteer, a pro-
fessional dancer. She taught the girls
how to trust others, and to deal with
feeling uncomfortable when somebody
touches you. We saw how they behaved
in a team: who became the leader, who
was too shy to state their opinion. We
found out how to speak to them based
on their differences.

Yosh: There were also games, like
making a sculpture to symbolize sis-
terhood. There was a communication
game about supporting each other and
about body practice.

Oksana: How do people react to your
work? How do you feel in this city?

Marta: We get different feedback from
different events. When we organize
lectures, people are usually more friendly
and interested. They may not be
particularly interested in feminism but
they are usually quite open-minded and
are seeking new information. When

we do actions in public space, people
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Girl Space Camp, Lviv, 2016

Girl Space Camp, AbBiB, 2016

MapTa: Cami yyacHuui gonomorau
HaM pO3BiATH Halli N0O6OOBaHHA LW OA0
BiKOBOT pi3HuL. Y neplumit geHb 6yam
/leKLii Ha TeMy MeHCTpyaui, nolmnpe-
HMX MidiB MPO MepLUMit CeKC, NCUXO/10-
FYHMX aCMeKTIB CeKCYya/lbHUX CTOCYHKIB,
Ky/IbTypM 3rBa/ZITYBaHHA, BaX/MBOCTI
3roau. A TakoX KOHTpauenuji: yci giB4ara
morau 3a 6axaHHA cnpobyBaTu OAAr-
HYTM Npe3epBaTuB Ha HaHaH. Mican
KOPOTKOrO nikHika My 06rosoproBanu
«60ino3nTMB» | Xap4oBi po3asu.
Apyroro A4HA M1 FOBOPW/M NPO Te, AK
Mezia 306pakatoTb KiHOK y pekiami,
Tenenepegayax. A LLie My rpaan y Kap-
TorpadiyHy rpy: nonpocuam gis4at no-
rAAHYTM HA Many MicTa i NO3HAYUTU Ha
Hi1 pi3Hi acneKT AnCKpUMiHaLii — Bia-
CYTHICTb MaHAYCiB AN1A Atoaen 3 06-
MeXeHHAMM pyxy abo HeaoCTaTHE
OCBIT/IEHHA A/1A 6e3neKu XKIHOK TOoLLO.
BoHu nigrotysanu i npeseHtysaau

¢Bol npono3uii y rpynax. Micaa uboro
6y m ABI aigKeNCbKi MalicTepHi 3 AHeto
XBUWAb. A Ha TPeTii 4eHb MM NpOBeAu
/IEKL,it0 MPO MI3OriHilo, CTepeoTUnu, AKi

MO>Ha NMOYYTH Big, IHLLMX XKIHOK, PO
CNATLLIENMIHT.

Mawa: Kpim TOro, mu nposenu
KOHTaKTHY iMMPOBI3aLlito 3 HALLIOO
BO/IOHTEPKOL0, NpodeciiHO0 TaHL,iB-
HULLEI0: BOHA HaBYa/1a 4iByaT AOBIpATH
HLUMM | CNPaBAATUCA 3 BIAYYTTAM AUC-
KOM®OPTY, KO/IM IX XTOCb TOPKAETbLCA.
Mu 6aumnam, AK BOHM NOBOAATLCA B KO-
MaHAj: 04Ha giBYMHA CTaza /igepKoto,
iHWa 6y/1a HagTo COpom’A3/nBOLO, W06
£,0BECTU CBOKO AYMKY. Tak MU 3’AcyBa-
A, AK Tpeba 3 HUMU FOBOPUTH, BPaxo-
BYOUM IXHi 0CO6/MBOCTI.

Mow: Takox M1 NpoOBOAUAM irpy,
30KpeMma CTBOPEHHA CKY/IbNTYpH, AKa
CMMBO/I3yBana 6 CeCTPUHCTBO — L
KOMYHiKaLjiiHa rpa, CyTb AKOI Y B3aEM-
HiVi NiATPUMLI Ta TiZIGCHIN MpaKTULj.

OxcaHa: fik rpomaaa pearye Ha Bawy
AlfiAbHICTb, AK BM NOYYBa€ETECA B LbO-
my micri?

Maprta: My OTpMMYEMO Pi3HY peakLito
Ha pi3Hi nogii. Koan opraHisoByemMo nex-
Lii, t0A4M 3a3BMYAN MEPEBAXKHO NPUBIT-
Hi. MO/11MBO, BOHM HE HAATO LiKaB/AATb-
cA pemMiHi3MOoM, ane NPUHANMHI MatoTb
iHTepec A0 HOBOI iHpOopMalLlii Ta BigKpH-
TO HazawToBaHi. Koam K My pobrumo
akuyii y ny6aiyHomy npoctopi, Aoau
yacTilwe pearytoTb BOpoxe. Takuil Bu-
nagok 6yB 4Ba poku ToMy 8 bepesHs,
Ha aKLiil 3 Ha3BOO «[1paBa 3aMiCTb KBi-
TiB». Ha By/uLi MM noYy/au Kinbka emo-
LiHMX KOMeHTapiB. TaKOX 25 ANUCTO-
naaa, y MixkHapogaHuit geHb 60poTbbu
3a YCYHEHHA HaCcU/IbCTBA Hag, KiHKamu,
BigbyBCA MapLu y TpbOX MicTax: y /1bBo-
Bi 1Oro opraHisyBana «PemiHicTu4Ha
MaKcTepHa», y Kueei — «4opHa Be-
cenKa», ay AAHinpi — «CecTpuHCbKa
COTHA». Lle He ay»ke BeuKi iHiLiaTuBHK,
a/ie B TOM AleHb MU Big4yBaau conigap-
HiCTb. YBeuepi AKicb N’AHI 41 NPOCTO He
30BCiM ageKBaTHi Nt0AM Hamaraamnca
BTPYTUTHUCA, a/le HanagiB He 6y/0. BTim,



usually react in an unfriendly way. This
first happened two years ago on the
8th of March, during the action “Give
us rights, not flowers.” There were
some emotional comments made on
the street. Also, on November 25, the
International Day for the Elimination of
Violence against Women, there were
marches in 3 cities: the march in Lviv
was organized by Feminist Workshop,
in Kyiv by Black Rainbow, and in Dnipro
by the Sestrynska Sotnya. They are small
initiatives, but that day we felt solidar-
ity. In the evening, some drunk, rowdy
people tried to interfere, but in general
there were no attacks. However, we do
have a problem with the police ignoring
us when we inform the city administra-
tion about our events. They contact us
because they are required to, but they
do not come to events to keep order.
Also, one of our activists noticed that
people who are against feminism

were leaving positive comments

about the classes we do with teenag-
ers in schools. However topics such

as gender and sex education can be
quite problematic. There is a general
problem with our school education: it’s
very time-consuming, but ineffective.
Kids often finish school with very little
knowledge and skills. Many people
understand this problem, so they think
it could be a good idea that activists
and feminists do these classes, because
someone should.

Oksana: How did you get involved in
this? When did you understand that
feminism is important, and what ef-
fect did this have on your life?
Marta: | remember as a child noticing
inequality, but back then I didn’t know
what the word feminism meant. | be-
lieved in the stereotype of “radical
feminists” which you can still hear
today. | overcame these stereotypes

Feminist Ofenzyva was a self-

during my philosophy course in uni-
versity, where we read The Second

Sex by Simone de Beauvoir. This book
had a very big influence on me. It was
that feeling when you think about some-
thing a lot but have a hard time describ-
ing or rationalizing it, and then you see
that someone has done so perfectly.
Yosh: | used to be involved in the
youth organization FRI in Kharkiv.
When | moved to Lviv, | wanted to
keep doing social activism. | lived
together with Anna Khvyl, who
was a member of Feminist Ofen-
zyva' in Kyiv, and lots of girls from
this initiative would visit us. We
spent a lot of evenings talking
about all these issues in our kitchen
and decided to participate in
Urban Workshops by organizing
bike repair workshops for women
and weaving a “city carpet.” We
needed a name for our initiative group
and came up with Spytsi (knitting
needles) and called our series of events
“Women’s Workshop.” Nadia Chushak,
Anna Khvyl, Kira, Anya Oksytovych

and | were in the group. We had some
more actions, and then six months
later when we got funding from the
FRIDA Foundation we chose the name
Feminist Workshop, rented this space
and began regular activities.

There indeed have been changes.

| started recognizing sexism and harass-
ment better. | work at a public enterprise
that is quite conservative. The older men
there have their established norms of
communicating with younger women,
and there is nothing | can do about it.
Also, | ended my three-year relationship
with my boyfriend because he wasn’t
into feminism. As for my parents

and family—they just want me to be
healthy.

Masha: | studied engineering and

there were only two girls and 20 boys

organized initiative, which operated

in Kyiv from 2011 to 2014.
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icHye npob/1ema irHopyBaHHA 3 60Ky
noAiLi, KOAM My NOBIAOMAAEMO MiCbKil
aAMiHiCTpauii npo Hawwi 3axoAn. Boxu
3B’A3yt0TbCA 3 HaMK, 60 3060B’A3aHI e
pobuTtn, ane He NpnbyBatOTb Ha No4i,
A€ MaloTb CTEXKUTU 33 MOPAAKOM.

Kpim TOro, ogHa Halla akTUBICTKa
NMOMITUA], LLLO /IK0AM, AKI He NigTpUmy-
10Tb PeMiHi3m, 3aAuLLaan NO3UTUBHI
KOMEHTapi Npo Te, L0 M1 MPOBOAUMO
YPOKM AN NigAITKIB Y LUKO/AAX. 3araiom
MPOMOHYBaTM TEMM Ha 3Pa30K reHaepy
Ta CEKCYa/IbHOi OCBITU 40CUTb Npobe-
MaTU4HO. € 6araTo NUTaHb 40 HaLOT
LLIKiZIbHOT OCBITW: BOHA HeepeKTHBHa, ane
3alimae gy»Ke H6arato Yacy. BunyckHuku
4acCTOo 3a/ULLAIOTb LLKOAY 3 AyKe 0bme-
*KEHUMU 3HAHHAMM Ta BMiHHAMMU. ba-
raTo /t0gei po3yMmitoTs Lito npobsiemy,
TOMY BBa)atoTb, LLLO MPOBEAEeHHA TakUX
YPOKIB CU/1aMM aKTUBICTOK Ta dpeMiHi-
CTOK MOXe ByTv XopoLuoto igeeto — 60
XTOCb K€ MYCHTb Lie pobuTtu.

Oxcana: Yomy BM noyanH uum 3aMma-
TMCcA? Konun BM 3po3yminm, wo ¢e-
MiHI3M BaXXAMBMH, | AKi Hachiaku ue
Mano AAAl BaLLIOro XXUTTA?

Mapra: [Mam’aTato, Wwe B AUTUHCTBI
nomivyasa nesHi NpoABK HEPIBHOCTI.

Ane TOAi A He 3HaAa, WO O3HaYaE came
¢10B0 $pemiHi3mMm — A Bipu/a y ctepeo-
TUNW NPO «PaAUKaZIbHNX GEMIHICTOK»,
AKi M A0Ci NOAEKYAM MOXKHA NOYYTU.
Mo36yTHCA LUX CTepeoTuUniB MeHi 4ono-
mir kypc ¢inocodii B yHiBepcuTeTi, Ae
MU umnTanm «/lpyry ctatb» CiMmoHM ge bo-
Byap. Togi MeHe ay»e Bpa3uaa U KHK-
ra. bys0 Big4yTTA, KO/M T A4ABHO AyMa-
ELL PO LLLOCb, a/1€ HifiK HE MOXeLl Le
onucaTu abo pauioHanizysatu. A Togi
HaumLL, Lo XTOCh TaK A4OCKOHA/O0 OMk-
CaB Lie 3a Tebe.

Mow: Al panile 6pana yyacTb y rppoma-
CbKil AiANbHOCTI MO/IOAIKHOT OpraHi-
3auii Pl y Xapkosi. [oTim A nepeixana
£,0 /1bBOBa i XOTiNa gani 3amaTncA co-

1 «@ewmiHicTMUHa odeH3nBa» — ca-
MOOpraHi3oBaHa iHiuiatmea, aka

Lia/IbHUM aKTMBIZMOM. MU Kum
pasom i3 AHeto XBW/b, AKa Oy/1a
yqacHuuero «PemiHicTiHOT oper-
3uBMU»' y KKesi, i 6arato gisuat

i3 Li€l iHiLiaTMBM Npuxoanam 4o
Hac y rocti. Mu nposenu 6araTto
BEYOPIB Y KYXOHHMX PO3MOBax
Mpo BCi Lji MMTaHHA, a TOA4i BUPILLK-
/I B3ATK yHacTb y «MalicTepHi mi-
CTa», OpraHisyBaBLUM BOPKLLOMNK
3 PEMOHTY Be/10CUneaiB AN Xi-
HOK Ta N/IeTiHHA «MiCbKOrO KMAMMa».
Tpeba 6y/10 AaTh Ha3By HaLUiM iHilia-
TUBHIN rpyni, 1 Mu npuaymanm «Cnu-
Li», @ HU3KY NOAiM Ha3BaM «XKiHova
mancTepHa». Haga Yywak, AHA XBu/b,
Kipa, AHA OKcloTOBMY i A 6y/n B CKAa-
Ai rpynu. Mu nposenm e aenki ak-

Lii, @ Yepe3 NiBpPOKy OTpMMaaun piHaH-
cyBaHHA Big doHay FRIDA, Tox obpanu
cobi Ha3By «PeMiHiCTUYHA MaCTepHA»,
BMHANHAAM Lielt NpOoCTip i noYanu pery-
NAPHY AiANBHICTD.

Bigbynmnca sminun. A novana Kpaiue
MOMIYaTh CEKCM3M | XapacmeHT. A npa-
LIFOK0 B KOMYHA/IbHOMY MNiANPUEMCTBI,
fIKe 4OCUTb KOHCepBaTMBHe. CTapLui
YO/I0BIKM MAKOTb BAACHi YCTaz1eHi HOp-
MM CMiZIKYBAHHA 3 MO/IOALLIMMM XKiHKa-
MM, i A HIYOrO He MOXY 3 UM 3pOBuUTH.
Tako A po3ipBaszia CTOCYHKM 3i CBOIM
KO/IMLLHIM X/Z10MLEM, 3 AKMM MU 3YCTpi-
4a/McA TpU pokK, 60 BiH He ByB y 3axBa-
Ti Big, peminizmy. Lo x ao 6aTbKiB i po-
AVHU, TO TO/I0BHE, LLLO iX TYpbye, — Lie
o6 A 6ysa 330poBoH0.

Mawa: A HaB4asacb Ha TEXHIYHIN cne-
LianbHOCTI, | B HALWiK rpyni 6y/a10 Avwe
ABi AiBUMHM i 20 x/10nuiB. Lle 6yB goBOI
CK/A13AHWI A,0CBIA, A NOCTIMHO LWYyKaaa
iHpopmauito Npo Te, AK MeHi oro ne-
PeXu1TH, 3aBAAKN YOMY HaraTo 4oro
Ai3Hanaca npo peminiam i cyppaxmsm.
Tak A 3HalLWAa nepLmMx 0AHOAYM-
HULb, 3 AKMMU MOKHa By/10 0broBopwm-
T™ Lel A0CBig, 0C06/MBO TeMyY CeKcy-
a/IbHOT 6e3rneku.

Aisna 'y Knesi 3 2011 a0 2014 poky.



in our group. It was difficult, and | was
constantly looking for information on
how to survive this experience. That’s
how I learned a lot about feminism and
suffragism and first found like-minded
people to discuss this experience with,
especially the topic of sexual safe-

ty. | felt sisterly support and that I had
the strength to provide it in too.

When | started to work, also mostly

in male teams, | often met colleagues
who thought they were not professional
enough because they were women.
When | meet women like that—then
and now—I try to talk to them about
this stigma and its impact on their
self-esteem.

Yosh: | am still friends with people
who don’t support feminist views.
When | moved here from Kharkiv four
years ago, | didn’t identify as a femi-
nist. When | go back to Kharkiv | see
old friends. The fact that they know
nothing about feminism doesn’t
impede our communication, we are
still open to each other. However, in
general, | can’t say that my feminist
position has given me strength and
confidence. When | present myself

as a feminist | feel vulnerable, it is a sort
of challenge to society. Declaring
oneself a feminist presumes both
taking a defensive stance and being
ready to explain all the theory. I'm really
not fond of doing that. That’s why in
situations where the environment is
not friendly, I’m rather afraid to declare
that | am a feminist. We’ve talked a lot
about this: we are not supposed to ac-
tively defend feminism and fight all the
time in our daily lives.

Marta: One of our activists, Anna Khvyl,
likes to do the opposite: she goes on
the street or to the market and tells
conservative people about feminist ac-
tivities. She likes to articulate this word
in public space. It is very inspiring.

Oksana: How are the results of your
activities changing the city of Lviv?
Yosh: Recently we have been hearing

our friends or just people on the street

saying: “Have you heard about the
Feminist Workshop?”” We even hear it
from guys, and in a positive way.

Marta: People tend to go to the same
places all the time. So when a new spot

appears on the culture map, people
notice it and go to check out what’s
going on there. Feminist Workshop
has been very active in doing public

events lately. Unfortunately, we don’t
have the resources to conduct research

on the changes in the city. But we do

notice changes in the girls who visit our

camp or classes at schools.

Masha: There is one girl who comes to
every meeting, she is very shy and silent

and we couldn’t find a way to get her

to talk. We have a rule that you don’t in-
terrupt each other. But there is one girl
who doesn’t adhere to it and is always

interrupting. So, last time, the shy girl

196

The Right to Truth_Art Institutions and Activism

197

MpaBo Ha iCTUHY_MucTeLbKi IHCTUTYLIT ¥ akTUBI3M

Street action on the 8 th of March, 2016, Lviv

ByanuHa akuin 8 6epesHsi 2016 poky, AbBiB

A Biguy/a, W0 TaKe ceCTpUHCbKA Mia-
TPUMKQ, i 3p0O3yMiAa, WO MOXY il Haga-
BaTW. KoM X nilwaa npayrosaTi, — Tak
Camo y nepeBakHO Y0/10BIYMX KONEKTU-
BaX, — YaCTO CTUKA/ACh i3 KO/@XKaHKa-
MW, AKi AyMa/u, WO BOHU HeAOCTaTHbO
npodeciiiHi 4epes Te, L0 BOHM XiH-

Ku. | TOAj, | Tenep, 3ycTpiyaroum Taknx
XIHOK, Hamaratoca roBOpUTH 3 HUMM
npo L0 CTUrMaTK3aLito Ta il BN/MB Ha
XHIO CAMOOL,iHKY.

Mows: A1 10Ci Apy3Ky 3 /10AbMM, AKI He
MigTPUMYIOTb PeMiHiCTUYHI noraaam.
Konu s nepeixana cloan 3 Xapkosa
4YOTUPU POKM TOMY, TO He iAeHTUPIKY-
Bana cebe Ak pemiHicTKy. Koam A Tenep
NOBEPTACA 40 XapKOBa, 3ycTpivato-
€A 3 AaBHIMM 3HatOMUMK. Tow daKT,
LLL0 BOHM HIYOr0 He 3Hat0Tb MPO dpemi-
Hi3M, He 3aBa)Ka€ Ham Cri/IKyBaTUCA,

MU BCE OAHO BiAKPUTI 0A4HE 4,0 OAHOrO.
BTim, 3arasom A He MOy CKa3aTi, Lo
mos peMiHiCTUYHa No3uLiA Aa/a MeHi
cuay i BneBHeHicTb. Koaun A npeacTtasas-
tocA AK PemiHiCTKa, TO No4yBaKCA Bpas-
/IMBOO — L& TaKui COb6i BUKAMK CyCri/b-
cTBYy. [porosocnTy cebe PpemiHicTKOO
03Ha4a€ BOAHOYAC CTaTU B 0OOPOHHY
no3y i 6yTv roToBO NOACHIOBATH BCHO
Teopito. f, YeCHO Kaxyuu, He 106110
Lboro pobuTy. | came Tomy B CUTYyaLi,
KO/ HEMAE APYKHbOrO Cepe/0BH-

W, A pagLue 60tocA Bro/oc 3aABAATH,
o A pemiHicTka. Mu Hbarato npo ue
roBOpW/IU: MU He 3060B’sA3aHi BeCb Yac
aKTMBHO BigcTotoBaTH pemiHiam i bopo-
TWUCA Y MOBCAKAEHHOMY MMWTTI.

Mapra: OgHa Hala aKTUBICTKA, AHHA
XBU/b, NMOBUTL POOUTU HaBMAKM: BOHA
BMXOAMTb Ha BY/IULLIO Y1 Ha 6a3ap i pos-
NOBifAE KOHCEPBATUBHUM /HOAAM MPO
deMmiHicTUYHY AianbHiCTb. BoHa 1t0butb
BMMOB/IATH Lje C/10BO Y Ny6Ai4HOMY
npoctopi. Lle gyxe Hagunxae.

OkcaHna: flk pe3yabTaTi Bawoi AiAbHO-
cTi 3miHIo0TL MicTO ABBIB?

Mow: BigHeaaBHa MM MoYanm 4yTv

Big, CBOIX ApY3iB 44 NPOCTO MtoAei Ha
BY/MLi: «By 3HaeTe npo “PemiHicTuyHy
MaicTepHI0”'?» BisbLLie TOro, Lie KaxyTb
X/10MLj, | B MTO3UTUBHOMY K/HOMi.
Mapra: TyT 1toam 3a3Bnyait ysecb Yac
XO0AATb y Ti cami MicuA. | AKLWO Ha Ky/b-
TYPHil Mani 3’ABNAETbCA HOBA TOYKa,
04K TT NTOMIYAOTb | MOYMHAIOTB 3aX0-
AUTH, W06 NOrAAHYTH, LLLO TaM BigdyBa-
€TbCA. «PeMmiHICTUYHA MaCTepHA» OC-
TaHHIM YacoM Ay»Ke aKkTuBHa. Ha xasb,
Ham bpakye pecypciB Ha MpoBegeHHs
A0C/igKeHb, AKi 403B0MAM 6 HaM Npo-
CTeXyBaTH 3MiHU. AZle MM MOMIYAEMO
3MiHU Ccepeq 4iByaT, AKi BiaBigytoTb HaLw
Tabip 4M LKi/bHI YpOKM.

Mawa: € ogHa giBuMHa, AKa NPUXOAUTD
Ha KOXHY 3yCTpiY, Ay»e cOpom’As-
/1Ba i MOBYa3Ha, MU HifIK He MOT/In
3HaMTH niaXia, Wwoo ii po3roBopuTH.
3arazoM y Hac € NpaBwUAo, LLLO HE MOX-
Ha nepebuBaTh ogHa oaHy. Ane BCe X
AiBYMHA MOro He AOTPUMYETLCA | BECb
Yac nepebuBae.

| 0OCTaHHBOrO pasy Ta COPOM’A3/IMBA
AiBYMHA 3pobuna il 3ayBaxkeHHA. BoHa
6yAna binbl yneBHeHa: A NOMiTUAS,

L0 B Hei cAAM odi, 60 BOHa Mana
pauito. Tenep y Hel € BHYTpILUHA cuia
FOBOPUTHM NtOAAM, KO/ BOHU NMOMU-
nATbCA. 18 Hac ue 6y/s1a ManeHbKa
nepemora.

OkcaHa: UYu npuXoAATb YONOBIKH HA
Bawi 3axoAM i AK BOHM pearyiotb?

Mauwa: Y Hac 6yaum aBi nekujii npo
E€KOHOMIKY i MOAITUYHI MUTaHHA. HKiHKM
YaCTO MOXYTb MOYYBATUCA MEHLL KOM-
MeTeHTHUMM y Lux cdepax. | came Tomy
Ha Taki NOAIT MM 3aNPOLLYEMO /inLLe
KIHOK. Azle mepeBaxHO HalLlli 3aXxoau
BigKpUTI AN1A BCiX. Ha Hawwmx nogiax mu
0OroBOPIOEMO fy»Ke LUMPOKMIA CeKTP
TeM. BOHM MOXKYTb CTOCYBaTHCA KO-
HOMIKM 41 NOAITUKK, cuTyauii B Kpumy,
BiltHM y CxigHil YKpaiHi, MucteyTsa,



called her out on it. She was more con-
fident. | saw that her eyes were shining
because she knew she was right. She
now has the inner force to tell people
when they are wrong. This was a little
victory for us.

Oksana: Do men come to your events

and how do they react?
Masha: We had two lectures about
economics and political issues. Often
women feel less competent in those
spheres. That’s why we invite only
women to those kinds of events. But
mostly our events are open to every-
body. At our events we discuss very
broad topics like economics or poli-
tics, the situation in Crimea, the war
in eastern Ukraine, art, journalism,
history. It’s important to note that we
have different opinions about men and
feminism. Some of our activists think
that men cannot be feminists, some
think they can. But we never talk about
not letting them in.
Marta: We talk about intersectional femi-
nism and different kinds of discrimination
people may face. We support different
groups suffering from discrimination.

This is why we want to be more open
and talk to different audiences. Some-
times we collaborate with the LGBT
community here, mostly in online

actions similar to flash mobs.

Oksana: How do you make decisions?
Yosh: We discuss things online. For in-
stance, we discuss what should be post-
ed on behalf of the Feminist Workshop
Facebook page. Not every opinion is
shared by the whole collective. Some of
us have differing views about the war.

Oksana: What about the older women
you worked with during the embroi-
dery workshop? Do you have discus-
sions with them?

Marta: One of the participants,

Mrs. Maria, is active in her local com-
munity. She works at a school and
helped us contact them for our classes.
She wants to be more active. | talked
with her recently and she mentioned
she is going to civic activists training

at Ukrainian Catholic University. They
invite teachers and trainers from other
cities and countries. They have very
good programs on journalism and civic
activism; young and ambitious people
attend them. Mrs. Maria also attended
them. She was confident and knew
what she wanted to study: “I know
many people didn’t expect to see me
there, but | think this will be a good
experience for me and for them.”
Yosh: | work at Lviv Art Palace,

where | moderate the Docudays UA
cinema club. We once screened a movie
about the lives of children and had a de-
bate about orphanages. | noticed an
older lady, who was making feminist
statements. So | invited her to our event,
Tamara Zlobina’s lecture, and she came.
It’s also important to mention here
our collaboration with the library,
where older women are in the admin-
istration. They are very open towards
us and allow us to use their premises
without any prejudice. This despite

the fact that the library is a municipal
institution, which one would imagine
attracts a conservative audience. But it
turned out to be the opposite.

Masha: | just remembered another
story. We organized a lecture about
grammatical feminization by Olena
Synchak at Ye bookstore. At the event,
two ladies said they were from the
Commission for Equal Rights for Men
and Women of the regional adminis-
tration, which we found out about for
the first time. Later, they contacted

us and proposed that we advocate
together for grammatical feminization.
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XYPHaNiCTUKM um icTopii. Baxauso
3a3Ha4YUTH, WO Y BCiX HAC Pi3Hi AYMKHK
MPO 40/10BiKiB Ta PpeMmiHi3m. [eAki HaLwi
AKTUBICTKM BBAXKaIOTb, L0 YO/0BIKM

He MOXyTb O6yTn dpemiHicTamu, iHLLi X
BBAXal0Tb, WO MOXYTb. A/l MU HIKO/M
He MOpYLUYEMO NMUTAHHA NPO Te, Wb He
BMYCKATH iX.

Mapra: M rosopumo npo iHTepcekx-
LiiHMA pemiHi3m i pi3Hi BUAM ANCKpU-
MiHauii. Mu nigTpMmMyemo pisHi rpynu,
LLLO CTPaXKAAOTb Bif, AUCKPUMIHALLT.
Came TOMy My nparHemo 6yTH Gi/bLu
BiAKPUTUMMU i FOBOPUTU 3 Pi3HUMM
ayAUTOPIAMU, NEPETUHAEMOCA 3 NH0Ab-
MW i3 gyKe pi3HUX chep AiANbHOCTI.
IHOAi MU ciBNpaLOEMO 3 TyTeLl-
HbOtO /ITBT-CNiZILHOTOO, MepeBax-

HO B OH/1alH-aKLifAx, daewmobax.

Okcana: fik B npuiimvacTe pilueHHA?

How: My 06roBOpPIOEMO pi3Hi peui
OH/1aMH. Hanpwukaag, My ANCKYTYEMO, LLLO
/g ny6ikyBaTH Big imeHi pencoyk-
CTOPIHKM «PeMiHICTUYHOT MalcTepHi».
He BCAKY AYMKY NOAiINAE BECb KONEK-
TUB. Y Hac, CKaximo, pi3Hi nornagu
L0A0 BiliHM.

OkcaHa: fiK loAO0 CTapLWIHKX XKIHOK,

3 AKMMM BM NpPauloBanM nip yac BULLIK-
BanAbHOI MalcTepHi? Bu npoBoauTte

3 HUMIM AMCKYCii?

Mapra: OgHa Taka yyacHuUA, naHi
Mapifa, 4OCHTb akTMBHA y CBOIli Irpo-
Magi 1 npaytoe y WwKkoAi. Bona gono-
Mara/zia Ham BCTAaHOBUTU KOHTAKT 3i
CBOEIO LLKO/I0L0. BOHa xoue ByTu e
aKTMBHILLOO. HewoaaBHO CKkasana,
LLLO BiABiAa€ TPEHIHT A4/NA FPOMAgCbKMX
aKTUBICTIB B YKPalHCbKOMY KaTO/Lb-
KOMYy YHiBepcuTeTi. Tam 3anpoLuy-
0Tb BUK/1aZa4iB Ta TPEHePIB 3 iHLWMX
MICT i KpaiH, pobaATb XopoLLi nporpa-
MM 3 3KYPHa/iCTUKKN Ta F(POMa/,CbKOro
aKTUBI3MY, 3a3BMYali HA HUX XOAATb
£,0BO/i MO/10A] 1 aMBITHI toau. MaHi

Mapis Takox Tyam xoguna. BoHa byna
A0CUTb YNIEeBHEHOH0: «3Hato, Lo HaraTo
NoAen He O4ikyBaM MeHe TyT nobayn-
™, ane A gymato, Wwo Le byae XxopoLuuii
AOCBIA AK AN1A MEHe, TaK i A/1A HUX».
Houw: A npautoto y /IbBiBCbKOMY nasaui
MUCTELTB KYpaTOPKOIO KiHO3aAy i Mo-
£,epaTopKoto KiHOK/AYBy Docudays.
AKocb MM nokasysanu ¢inbm Npo CTaHo-
BULLE AiTei i NpOBOAUAM AWUCKYCitO NMPO
AUTAYMI BYAMHOK. | A momiTKAa cTapLLy
XiHKY, AKa 03By4yBa/a 40BOAI-TaKM
deminicTnyHi Te3n. Tox A 3anpocuna

Ti Ha HaLLy NOAit0 — AeKLuito Tamapu
3n106iH0i, | BOHa npuiiLuja.

Tako TYT BaX/IMBO 3ragaTtu Npo Hatuy
cniBnpauto 3 6ibnioTekoto, ge B AMPEK-
LT MpaLorOTh CTapLUi XiHKK. BOHM gy»xe
BiAKPUTi A0 HaC, AO3BO/IAIOTL HAM BU-
KOPUCTOBYBATU iXHE NpUMiLLeHHA 6e3
Byab-AKMX yniepea KeHb. Mornpu Te, Wo
6ibi0TeKa — L@ MyHiuuMna/sbHa yCTaHo-
Ba, AKa, 34aBanocA 6, mae npusabto-
BaTW pajlue KOHCepBaTUBHY Ny6/iKy.
HacnpaBgi Bce BUABM/OCA HaBMaKu.
Mauwa: LLloHO 3ragana we oAHy icTopito.
Mw opraHisyBanu nekuito OneHn CuHuak
npo demiHiTUBM y KHWrapHi «E». Ha wii
nogjii ABi XiHKW CKa3anu, Lo BOHK 3 Ko-
Micii 3a piBHICTb NpaB 40/10BIKiB i XiHOK
npw 06/1acHii pagi, Npo icCHyBaHHA AKOT
MM TOZAj BnepLue gisHaamnca. 3rogom
BOHM CKOHTaKTyBa/IMCA 3 Hamu i 3anpo-
MOHYBa/IM pa3oM NPOCYBATU BXKMBAHHA
deminiTmiB. LlikaBo 6aunTw, AK pisHi
XIHKM pO3yMitoTb piBHOMPaBHICTb. Ll
M’ATb YM LWICTb XKIHOK Cami 3acHyBaAu
LIFO KOMICit0. Bo4eBuab, BOHM po3y-
MilOTb, LLLO XiHKM HE MalOTb PiBHUX i3
40/10BiKaMu npaBs. OgHaK BOHW HanoAs-
ratoTb Ha TOMY, L0 caMi He GeMiHiCTKM
(nics1m pO3MOBM 3 HUMM A1 YCBIAOMWAA,
LL,0 BOHM B3ara/i He 30BCiM 3Haito-

Mi 3 hemiHi3MOM). BoHU CTBEPAKYIOTD,
LLLO XiHKa — Le KA, a YONOBIK — ro/10-
Ba, TOMY Hallle 3aBAaHHA B TOMY, LLLO6
NoBepTaTH FO/10BY, KyAM NOTPIOHO.



It’s interesting to see how different
women understand the equality of rights.
These five or six women founded this
commission by themselves. Clearly they
see that women’s rights aren’t equal
with men’s. However, they stress that
they are not feminists (after talking to
them, I realized they didn’t know much
about feminism at all). They claim that
women are the neck, whereas men are
the head, thus our task is to turn the
head where needed. They say that using
the word “gender” is not important
here in Lviv when you need to explain
something to somebody.

Marta: They are for grammatical
feminization, but not in the context of
“gender equality,” because “gender”
is a bad word here. Instead, these
women say that grammatical femini-
zation is a matter of historical justice:
Ukrainian poets like lvan Franko and
Lesya Ukrainka used feminine endings,
so let’s return to this practice.

Oksana: Can you tell us about your col-
laboration with other initiatives?

Marta: There are different organiza-
tions who work with young people.
One of them is the Institute of Public
Initiatives. We offered to join them, and
last spring we held about ten lectures
and will have another five this week.
Also, we are still working with the Lviv
Educational Foundation, a charity orga-
nization working with kids and teen-
agers in crisis situations, poor kids and
orphans. They have conservative views
and work mostly with Christian organi-
zations. But for us the opportunity to
work with their audience is important.
In Lviv there is a center called Wom-
en’s Perspectives. This organization
has existed for about 18 years. We call
them a feminist organization, even
though they don’t position themselves
as one. They work with women in critical

situations and provide psychological and
legal help for women who suffer from
domestic violence. They do trainings on
finances and women’s leadership, most-
ly for adult women with careers. Last
year they launched a grant program for
small organizations, and we got money
for our website. One of their members,
Marta Chymalo, always supports us and
often joins events.

Yosh: We invited Queer Home and
Sphera NGO, Anya Sherygina and Vera
Chernigina from Kharkiv to present
their activities here, and we still stay

in touch and will plan common actions
in the future. We also want to invite
FemSolution from Kyiv.

Masha: The annual WizArt festival in
Lviv has been taking place for seven
years now. They also have screenings
at the Art Palace during the year, and
often include films on LGBT topics, dis-
crimination, feminism, etc. Last spring
Feminist Workshop chose a selection of
feminist films for the festival and had
small debates afterwards.

Ségolene: Are you all volunteers?

Marta: When we have a project, we
receive honorariums. But mostly it’s
volunteering. We all have other jobs to
earn a living.

Ségolene: Do you intend to increase the

number of people in your group? And

how do you plan to attract them?
Yosh: The group has had a lot of new-
comers since it was founded. Now we
are working more on quality of devel-
opment: not so much about expanding,
but doing our work better, dividing re-
sponsibilities. We don’t know if we will
find money for the organization, but we
are working on it. It’s very hard to do
in Ukraine, so for the moment we only
have money for certain projects, the
rest of the work we’re doing for free.
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BOHM KaxyTb, L0 4414 TOro, Wwo6

TYT Y /IbBOBi KOMYCb LLOCb MOACHUTH,
MOKHa 06iiTUCA | 6e3 c10Ba «reHsep».
Mapra: BoHu BUCTYNaOTb 32 pemiHi-
TUBU, a/1€ He B KOHTEKCTi «reHgepHol
piBHOCTi» — 60 C/10BO «reHaep» TyT
BBAXatOTb MOraHMM C10BOM. HaToMmicCTb
L XKIHKM KaXyTb, WO PpeMiHiTuBU — Lie
MUTAHHA iICTOPUYHOI CNpaBeaA/IMBOCTI:
YKPaiHCbKi HaLiOHa/IbHi MOeTH | N0eTKHU,
Taki AK IBaH PpaHkKo Ta /leca YKkpaiHka,
BXMBa/IM X, TOMY aBaiiTe MOBEPHEMO-
CA A0 L€l NPaKTUKM.

Okcana: Mo)xeTte po3ka3aT¥ npo Bawy
cniBnpauio 3 iHWKMMH iviniaTuBamu?

Mapra: € pi3Hi opranisauii, Aki npa-
LIIOOTb i3 Mo/104A10. OgHa 3 HUX — Le
[HCTUTYT CyCniNbHMX iHiLiaTKB y /IbBO-
Bi. MMHY/10i BECHM MU NPOBEAN Y HUX
6/1M3bKO 10 N1eKLiM, a LWwe 5 ekl
npoBeAeMo LbOoro THxHA. Kpim Toro,
MW 40Ci CNiBNPALIOEMO 3 /IbBIBCbKOKO
OCBIiTHBOW PyHAaL €l — HBaarogiiHoo
OpraHisauji€ro, Lo ONiKYETbCA AiTbMMU
Ta NigAiTKamun B KPU30BUX CUTYALIAX,
BiAHUMU AiTbMM Ta CMPOTaMU. Y HUX
£,0BO/li KOHCEPBATUBHI NOrAAAN, | BOHK
nepeBaXKHO NPaLOIOTb i3 XPUCTUAH-
CbKMMMU OpraHisauiamu. Ane aaa Hac
Ba/IMBOIO € MOK/IMBICTb KOMYHIiKyBa-
TW 3 IXHOIO ayAUTOPIELO.

Y /IbBOBI € LeHTp «’KiHOoui nepcnekTn-
BMW», OPraHi3auif, Lo icHye 6/13bKO

18 pokiB. Mu HaszmBaemo ix dpemiHic-
TUYHOO OpraHi3aLti€to, Xo4a BOHM cami
cebe TaK i He No3unLioHYIOTb. BoHM npa-
LIOIOTb i3 XiHKaMU B KPUTUYHUX CUTYa-
LiAX, HAAA0Tb NMCUXO/OFIYHY | FOPUAMNY-
HY A0MOMOrY }epTBaM AOMALUHLOrO
HaCWAbCTBA, MPOBOAATD Pi3Hi TPEHIHMM
npo diHaHCK Ta KiHO4e NigepcTBo,
MepeBaXXHO OPiEHTOBAHI Ha AOPOC/NX
XKIHOK, Y AIKMX € Kap’epa. TOpiK BOHM
3ano4aTKyBa/M IpaHTOBY Nporpamy
4/19 HeBE/IMKUX OpraHisavin, i mv oT-
PVManu rpoLui Ha ¢Bii caiT. OgHa ixHA

YneHkuHA, MapTta HYymano, 3aBau Hac
MiATPUMYE Ta 4acTO AO/NYHAETHCA 40
HaLUMX NOAiN.

Mow: Mu 3anpowysanu Queer Home
Ta rpoMagCbKy opraHizauito «Cde-

pa», AHto lWapwriny Ta Bipy YepHi-

riHy 3 XapKkoBa Npe3eHTyBaTH CBOIO
AIANBHICTb Y HAC, | MU NigTpUMyBaTUMe-
MO 3 HUMUW KOHTAKT i N/1aHyBaTUMeMO
CMiAbHI Al y MalibyTHbOMY. TakoX xoue-
MO 3anpocuTn FemSolution i3 Kuesa.
Mawa: Y /1bB0Bi € pectnBans WizArt,
AKUIA MPOXOAMUTD LLLOPOKY BXe NPOTArOM
CeMM pOKiB. BOHM TaKOX NPOBOAATD Ki-
HOMOKa3u y lMasali MUCTEeLTB MPOTArOM
POKY, i 4acTo ue ¢pinbmu Ha Temy /ITBT,
AVCKpUMIHALLT, pemiHizmy ToLo. MuHy-
N0oi BeCHU «PeMiHiCTUYHA MancTepHA»
3pobuna f0bipKy pemiHicTUUYHMX disb-
MiB A4/18 LIbOro GpecT1Ba/to 3 KOPOTKUMMU
AMCKYCIAMM NicAA NOKas3iB.

Ceronen: Bu Bci npauloere Ha rpomaa-

CbKMX 3acapaXx, AK BONOHTEePKH?
Mapra: Ko/ y Hac € neBHWI NPOEeKT,
TO MM OTPUMYEMO roHopapu. Aze
nepeBakHO Lie BO/IOHTEpPCTBO. B ycix
Hac € iHwa poboTa, Wwo6 3apobaATu
C06i Ha KUTTA.

CeroneH: Bu maete Hamip 36inbuuy-
BaTH KiAbKICTb yYacHHUb CBOEI rpy-
nu? | AK BK NAaHyeTe ix 3anyyaTn?

Mow: 3 yacy 3acHyBaHHA rpynu B Hiit
3’ABM/NI0CA BAraTo HOBMX Y/1@HKMHD.
3apas mu binbLue NpayoeMO Hag AKic-
HUM PO3BUTKOM: He TaK Hag, pO3LLK-
PeHHAM, AIK Hag, NOKPaLL,eHHAM AKOCTI
CBOEI pob0TH, po3MogioM 060B’A3KiB.
Mu He 3HaEMO, YM 3HalAEeMO rpoLLi
4/1A opraHisaLii, ase My Hag uum npa-
LIIOEMO. B YKpaiHi Le gyKe BaXKKO, TOX
3apa3s y Hac € rpoLui AnLLe Ha NeBHi Mpo-
€KTH, peLuTy X poboTH MU BUKOHYEMO
H6e3onnaTtHo.
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Oksana Briukhovetska: Can you tell us
what your initiative is about?

Okcana BbpioxoBeubka: Po3kaxirn,
B YOMY CyTb Bawoi iHiniaTuBM.

Svitlana: We are a feminist initiative
based on horizontal principles. This
means there is no one leader and that
we make organizational decisions
through consensus. Officially we
started on March 8, 2016: this day is
very symbolic and important for the
feminist movement. Our initiative
doesn’t have a single position, each of
us embraces different types of femi-
nism. This was a little problematic at
first, because it’s hard to make deci-
sions in a horizontal organization. But
this model is important for us because
we all agree that this type of cooper-
ation helps avoid the hierarchy that
surrounds us in our everyday lives.
We direct our resources at support-
ing discussion on different forms of
oppression, including sexism, on the
hierarchy within the feminist movement

€ universi

th
[1IpOTUAIATU CEKCU3MY

Opposing sexism
B YHIiBEPCUTETI

In

CeiTanana: My — pemiHicTnyHa iniuia-
TUBA, 3aCHOBAHA Ha rOPU30HTA/IbHNX
npuHumnax. Le o3Havae, wo B Hac
HeMmae OAHi€l NigepKu, a opraHisauinHi
pilLeHHA MW HaMaraemoca NpumimaTu
LW/IAXOM KOHCeHcycy. CBOM fifi/IbHICTb
MU noYanm 8 6epesHA 2016 poKYy: Lie
AEHb AYXKe CUMBOIYHUI | BaXK/IMBUM
aAA demiHicTuyHoro pyxy. Mu He Ha-
MaraemMocCs BU3HA4YMTHM MO3MLLIIO HALLOT
iHILiaTMBM AK EAUHY, OCKINbKU KOX-

Ha 3 Hac € NpMBIYHULLEIO Pi3HUX HAaNPAM-
KiB pemiHizmy. Cnepuuy Lie 6y10 TpoxXu
npob/1emaTHyHO, agKe B rOPU30HTa/Ib-
Hit opraHisauii 4oC1Tb CKAaAHO AiNTH
O/HOCTaMHOCTI. AZle came Taka Moge b
cniBnpaLi 419 Hac BaXK/MBa, 60 Mu BCi
MOro/AKYEMOCA Ha TOMY, L0 TaKi WS-
XU B3AEMOgii HAMAratTbCA OMUHYTU TY
iEpApXIiYHiCTb, AKA OTOYYE HAC Y NMOBCAK-
AeHHi. My cnpAMOBYEMO Halli pecypcu



in Ukraine, and in general we try to
take a critical view on the processes
happening around us.

Yana: Our principles include opposing
LGBT-phobia, queer approaches and
critically thinking about social issues.

Oksana: Can you tell us about your
activities, your street actions?

1The flashmob “l am Not Afraid to
Say” which was started by Ukrainian

journalist Nastya Melnichenko

Yana: FemSolution was one of the co-
ordinators of the feminist
march on International
Women’s Day (2016). We
also held the “I’m Not
Afraid to Act” street action
connected with the online
flashmob “l am Not Afraid
to Say”" about sexual vio-
lence against women.

In winter 2018 we orga-
nized the two-day festival
FemWeekend, where

we held lectures and workshops on
different topics, such as Soviet dissi-
dent feminists, pink capitalism, radical
right-wing violence, expertise in the
feminist movement, and so on. Recent-
ly we published our first zine, included
articles, visual materials and poetry.

in summer 2016 gained popularity
in Ukraine and later spread to other

European countries.

Oksana: How did FemSolution begin?

Svitlana: In the beginning there were
4-5 students at Kyiv-Mohyla Acade-
my. They experienced sexism at our
university and decided to create this
organization to counter it. | myself
heard how many teachers made xe-
nophobic comments and used differ-
ent forms of violence against female
students. For me the hardest thing
was that, unfortunately, we didn’t
know what to do about it, because
the university administration tried

to devalue our efforts whenever we
raised the issue. They also intimidated
us and used their positions of power
to threaten us.

Oksana: How do you fight sexism at
the university?

Yana: All the students in the sociology
and social sciences departments know
about FemSolution. We have female
professors of gender studies and femi-
nist studies who bring up FemSolution
in their classes.

Svitlana: In these courses we discuss
sexism at our university, we share our
experiences. Because of the sup-

port I have from FemSolution, | can
now speak up when | hear professors
make xenophobic comments. It’s pain-
ful for me that sometimes it’s hard to
find support among the other students,
who don’t see such comments as being
inappropriate.

204

The Right to Truth_Art Institutions and Activism

205

MpaBo Ha iCTUHY_MucTeLbKi IHCTUTYLIT ¥ akTUBI3M

“I'm not afraid to act” street action. September 17, 2016, Kyiv

AKuisi «<H He 6otoch AifaT». 17 BepecHsa 2016 poky, Kuis

Ha NiATPUMKY AUCKYCIT WOAO0 Pi3HUX
$opM npuUrHiYeHb, 30Kpema Cekcmsmy,
040 iepapxili BcepeAnHi YMOBHOrO
demiHicTM4yHOro pyxy B YKpaiHi Ta 3a-
ras0M HaMaraEmMoca KPUTUYHO OCMUC-
/I0BaTW Npouecu, AKi BigdbyBaroTbcA
HaBKO/10 Hac.

fina: Cepeg HaWMX NpUHLMUMIB — Npo-
TUCTOAHHA N1ec60/6i-TpaHchobiam,
KBip-CMPAMOBaHICTb | KPUTUUHE OCMKC-
/N@HHA CYCMiNbHUX ABMLLL.

OxcaHa: flki 3axoau, ByAMuHi akuji B1
npoBoAUAUN?

daewmob «H He 6oroCh CKaszaTu» Po3-

flna: FemSolution 6pana y4acTb y Ko-
opauHaLii gemiHicTMiHOro
mapuly B MixkHapoAHUI AeHb
60poTb6M 33 NpaBa *KiHOK

(y 2016 p.). My Takos npoBe-
/M BY/IM4HY aKLiito «f He 60-
H0Cb AiATU», NPUCBAYEHY TeMI
iHTepHeT-aKuii «A He 6otoch
CKasaTu»' Npo CeKcyanbHe
HACUNBbCTBO Hag, XKiHKaMU.
Mw opraHi3oByemo nekuji Ta
BOPKLLOMMU, A4 NyBAIMHNX
aKLiil CTBOPIOEMO M/1aKaTH,
MpUAYMYEMO CLieHapii.
B31MKy 2018 poKy NpoBe/n 4BOAEHHWIA
dectmBans FemWeekend, nig vac Akoro
Bigby/MCA neKujii Ta BOPKLUOMNKU Ha pi3HY
TemaTuKy. Hanpukaag, npo pagaHCbKmnx
ANCUACHTCHKUX GEMIHICTOK, POXKEBUI
Kanitaznism, npaBopaguKa/ibHe HacuA,
ABULLLA €KCNEPTHOCTI y peMiHiCTUIHOMY
pyci Ta iHWwe. HelwoAaBHO My BUMYCTU-
/1 HaLLl NepLUMit 3iH, A0 AKOrO yBIiNLLAM
CTaTTi, Bi3yanbHi MaTepiann, noesis.

noyana ykpaiHCbKa XypHanicTka Hacts
MeAbHUYEHKO BAITKY 2016 pokKy, BiH
HabyB nonyAspHOCTi B YkpaiHi i 3roaom
NOLLUMPUBCS Ha iHLWI KpaiHM EBponu.

Oxcana: fik Bunukna FemSolution?

CeiTanana: Cnoyatky ue 6yam 4-5 cTy-
AEHTOK, AKi HaBYaancA B Kneso-Moru-
NAHCBKIM akagemii. 3iTKHYBLUMCB i3 Npo-
ABaMM CEKCU3MY B YHIBEPCUTETI, BOHM
BUPILLK/AM YTBOPUTH LiIO OpraHisauito,
w06 M npoTHAiAaTH. OCOBUCTO A He pa3
4y/a, AK 6araTo BUK/agadiB BigTBOPIO-

Ba/IM KCEHOPOOHY PUTOPUKY, @ TAKOX
3aCTOCOBYBa/IM Pi3Hi POPMU HacunA
Hag, CTyAeHTKaMU. 1A MeHe Hait-
BaXX4YMM 6Yy/10 Te, L0 MU, HA XKa/lb, He
3Ha/M, LLLO 3 LM POBUTH, OCKINbKM
aAMIHICTpaLif yHiBepCUTETY 3HeLiHIoBa-
N1a Hawi cnpobu, KoM MU Hamara/smcb
nopyLuysaTu L Temu. Kpim Toro, 3ana-
KyBa/1a HaC Ta BUKOPUCTOBYBA/1a CBiil
B/IAAHUI pecypc Npu LboMy.

Okcana: flkum uuHom Bu 6opertecs i3

CEKCH3MOM B YHiBepcuTeTi?
fna: Yci, XxT0 HaB4alOTLCA Ha Kadeapi
coujoorii Ta Ha iHWKWX Kadeapax ¢a-
KY/IbTETY COLia/IbHUX HayK, 3HAlOTb MpO
FemSolution. Kinbka BUK/Naga40K rex-
AepHUX | PeMiHICTUYHMX CTY4i 3ra-
aysaaun npo FemSolution Ha napax.
CeiTaana: Ha uux Kypcax mu obro-
BOPIOBa/IM MPOABU CEKCM3MY B Ha-
LLOMY YHiBEpPCUTETI, AINNANUCA CBOIM
A,0CBIAOM. 3aBAAKM NIATPUML 3 BORY
noapyr i3 FemSolution A Tenep Moy
BUC/I0B/IIOBATU KPUTHKY, KO/IM YYIO Big,
BUK/3ga4iB KCeHOPOOHI KOMeHTapi.
Boatoumm aaa MeHe 3aAMLLaETbCA Te,
L0 HOAi BaXKKO 3HAMTU NiATPUMKY Ce-
peg, iHKMX cayxXadiB | C1lyxa4voK Kypcis,
He BCi 3 HUX 34YUTYIOTb TaKi KOMeHTapi
AK Heg0peYHi.

CeroneHn lMpyeo: Bu cka3zaau, wo op-
ranizauilo cteopuau 5 alopeit. ik Bam
BAAAOCA TaK PO3LUMPUTHCA | 3aAYUHTH
18 uneHkKNHL?
CeiTanaHa: My npoBe/u npeseHTallito
FemSolution, Ha sKilt oronocuau, Wwo
iHiLiaTMBa BigKpWTa 4/1A TUX, XTO X04e
npuegHaTuca. Koaum opraisauia ctana
6i/bLIOIO, MM BUPILLM/AN BCTAHOBUTU
neBHi KpuTepii, 33 AKMMM BUPILLYBATH-
MEMO, Y/ NeBHa /I0ANHA MOXKe YBIATH
40 FemSolution.
flna: Ko/m opraxisavia po3LumnproeTbes,
Lie TaKO CTBOPIOE i Pi3Hi npobremu.
Tomy Tenep 0Xoui 4ONY4UTUCA MAIOTb



Ségoléne Pruvot: You said the organi-
zation was started by 5 people. How
did it grow to 18 members?

Svitlana: We did a presentation about

FemSolution where we announced that

the initiative was open to anyone who
wanted to join. Once the organization
got bigger, we decided to have criteria
for someone to become a member.
Yana: When an organization gets big-
ger and bigger, this also creates prob-
lems. Now people have to say what
directions of feminism they support.
We have meetings where we discuss
organizational matters: what kind of
activism we want to support, who we
want to see in our organization.

Oksana: Do you hold these meetings

at the university or elsewhere?
Svitlana: In a small café. Sometimes
there is a sense of danger, because
this is a public space and the topics we
discuss could provoke disagreements.

Oksana: Do far-right groups still exist
at the university? Have you had con-
flicts with them?
Svitlana: Yes, they exist and the uni-
versity administration supports their
activities. It is hard to show that there
is an alternative. | think antimilitaristic
criticism is one of the most dangerous

respond, and the next day on campus
there was another, much larger action.

Lesia Kulchynska: Do you use artistic
strategies in your activities?

Svitlana: One of our members studied
theater directing and works in a theater.
She suggested we read plays and
discuss them. The first such meeting
was about rape and the second was
about domestic violence and emotional
violence in families. It was a feminist
drama.

Ségoléne: So the aim of FemSolution
is to create a space for discussion
about feminism and to try to make
this space public?

Svitlana: | hope that our activities
have critical potential. | don’t think

our goal should be to attract as many
people as possible because sometimes
this can affect the politics of what we
do. But at the same time, it’s very im-
portant to have a circle of like-minded
thinkers that can support your views
and positions.

I think we have learned the importance
of moderation and discussing the for-
mat of an event beforehand. Although
this is a very resource-intensive process
and requires a lot of effort on our part.

right now. Such criticism is mostly ex-
pressed by anonymous activists. This is
as regards the university environment.
In spring of 2017, the FemSolution ac-
tion against sexism at the University of
Kyiv-Mohyla Academy, held on its terri-
tory, was severely disrupted by a group
of far-right hooligans who entered

the university’s yard. This action “Say
no to violence at the university!” was
in response to cases of violence by
professors, including sexual harass-
ment by law professor O. Kurinnyi. The
administration of the university did not

Anna Kravets: How do you communi-

cate with the administration of the

university?
Svitlana: When we positioned our-
selves as a student initiative, we orga-
nized most of our events in Bilyi Prostir
(White Space) — an open student
space in one of the university buildings.
But the director of this building (Cultural
Center of Kyiv-Mohyla Academy) has
conservative views and didn’t allow us
to use the premises. So after a while
we were forced to look for another
place to hold our events.
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CKasaTtu, AKUI HanpAM GemiHi3My BOHU
nigTpumytoTs. My npoeBoanmo 36opu, Ha
AKX 0BroBOPIOEMO OpraHi3aLliviHi nu-
TaHHA: AKWUIM aKTUBI3M XO4EeMO NiATPUMY-
BaTH, KOO Xxo4emMo 6aunTy B opraHisatji.

Oxcana: Bu npoeoaure ui 36opu B yHi-
BepcuTeTi um peiHpe?

CeiTrana: Y HeBe/IMYKil KaB’ApHI. 3Bic-
HO, iHOAi Yepes Lie MOXe BUHUKATY Big-
4yTTA Hebe3neku, OCKINbKM Lie BigkpuTte
cepegoBMLLe | MOXHA NPUNYCTUTH, LLLO
TeMMU, AKi MU 03BYHYEMO, MOXYTb BU-
K/IMKaTU He3roAy Ta NpoTUpiYA.

OxcaHa: A B yHiBepcurerTi poci iCHYI0Tb
yAbTpanpasi rpynu? Y Bac 6yAu 3 HUMM
KOHPAIKTH?

CeiTAnaHa: TaK, BOHM iCHYIOTb, | agMiHi-
CTpauia yHiBepCUTETY MigTPUMYE IXHIO
AiAnbHICTb. MOKa3yBaTy, WO € anbTep-
HaTUBA, AOCUTb BaXKO. MeHi 34a€TbCA,
LLLO QHTUMINITaPUCTCbKA KPUTUKA € OA-
Hi€to 3 HaHebe3neyHiwmnx Hapasi. 3ae-
6i/bLLOro aKTUBICTKM 1 aKTUBICTU BU-
C/I0B/IOIOTH iT aHOHIMHO. Te came cToCy-
€TbCA YHIBEPCUTETCHKOMO CepeaoBMLLa.
HaBecHi 2017 poky FemSolution npo-
Be/1a aKuito «Hi Hacuato B yHiBepcuTe-
Ti!». BoHa Oy/1a peakKLji€to Ha BUNagAKu
HacuaaA 3 BOKY BUKNaAadiB, 30KpemMa
CeKCyaZbHUX AOMaraHb 3 60Ky BUK/a-
Aaya Ha GpaKy/bTeTi NpaBO3HABCTBA

O. KypinHoro. Akujto 3ipsana rpyna
y/AbTpanpaBuXx Xy/iraHis, AKa 3aiLu/a Ha
noasip’a yHiBepcuTeTy. AgMmiHicTpauin
HifiK He BigpearyBana, i HaCTYMHOro AHA
Ha yHiBEpCMTETCbKOMY N/1aLy Nponwaa
LLle O/HA, BXKe 3Ha4YHO bisbLua aKuis.

Aeca Kyabunncbka: B BUKopucro-
BY€ETe Y CBOil AiAAbHOCTI MUCTEUbKi
cTparerii?

Ceithana: OgHa Halla Y/1eHKUHA BUBYa-

/13 TeaTpa/ibHy PeXMCypy i NpaLoe B Tea-
Tpi. BoHa 3anponoHyBasa Ham NpOBOAM-
TV YATKU MEC Ta ix 06roBopeHHs. MNepiua

Taka 3ycTpiy 6y/1a Ha Temy 3rBanTyBaH-
HA, @ Apyra — Ha Temy 40MaLUHbOro Ha-
CWU/IbCTBA M €MOLIHOro HaCU/bCTBA Y PO-
AvHi. Lle Bysa deminicTnuHa gpama.

Ceronen: Onke, mera FemSolution

y Tomy, W06 cTBoploBaTH NpocTip AnA
cninkyBaHHA npo ¢eminiam i Hamara-
THCA 3po6UTH Len npocTip ny6AiuHuM?

CeiTaana: A cnogisatocs, Lo Halla
AIANBHICTD MA€E KPUTUYHMI NOTEHLian.
Mos gymKa TaKa, L0 He BapTO CTaBUTH
AK 000B’A3KOBY METY NPMBEPHEHHHA
AKomora bi/bLLOT KinbKOCTi Ntogen,
OCKIi/IbKM IHOA Lie MOXe BMN/InBaTH Ha
MOAITUYHICTb 3ax04iB. [1pu LbOMY Ayxe
Ba/IMBO MaTH KO/10 OAHOAYMHMLb Ta
0AHOAYMLiB, AKe Mor/10 6 niaTpumyBa-
TW CMiABHI NOrAAAM Ta NO3uL;i.

Mig Yac HAWOT AiANBHOCTI MU CTUKHY/IU-
CAl 3 TUM, LLLO BaXX/IMBE 3HAYEHHA Ma€
npouec mogepauii, a TaKOX nonepegHe
obroBopeHHs dopmaTty 3axoay 40 Moro
no4aTky. [poTe Lei npouec BUMarae
4YMMas/I0 CUA Ta pecypciB 3 Haworo 6oKy.

Anna Kpaeeupb: fik BM B3aemogaie-
Te 3 apminicTpauieio yHiBepcurery?

CeiTaana: Kov My nosuuioHysam
cebe AK CTYAEHTCbKY iHiLiaTuBY, TO 34e-
6i/bLIOro opranizoByBanu 3axoau y «bi-
/IOMY NPOCTOPi» — Bi/IbHOMY CTyAEHT-
CbKOMY MPUMILLEHHi B O4HOMY 3 KOp-
nyciB yHiBepcuTeTy. A/le AUPEKTOP

uiei 6yaini (Ky/bTypHO-MUCTELBKOTO
LeHTpy KneBo-MorunaHcbKoi akagemir)
noAinAB KOHCepBaTMBHI noraaaum i 3abo-
POHAB HaM BUKOPUCTOBYBATHU Lie Npu-
MilLleHHA. TOMy Yepes geAKuit 4ac mu
6y/IM BUMYLLIEHI LLIYKaTH iHLLi npocTopwH
AN1A TIPOBEe/,eHHA 3aX0/B.

Ceronen: A aki came AeKuji BU opraHi-
3o0ByBanu?

CeiTaana: Y Hac 6y/1 ekl npo cek-
CM3M, MPO CTAHOBULLE TPAHCreHAEePHNX
Nogen B YKpaiHi, a TakoXk npeseHTaLji



Ségolene: What kinds of lectures did

you organize?
Svitlana: We had lectures about
sexism, the realities of transgender
people in Ukraine, and presentations of
academic research related to feminism.
We also invited activists from Nigeria,
Poland, Argentina and Russia to talk
about women’s activism and feminism
in different countries.

Oksana: You had a lecture by

Rostyslav Semkiv about being a male

feminist.
Svitlana: He calls himself a feminist,
but after his lecture we understood
that our views on this issue are very
different. Most of his lecture was about
how men should support the feminist
movement because they can benefit
from it. | think this is absurd and you
can’t really call it conscious support of
oppressed groups.

Ségolene: How many people come to

your events? Who is your audience?
Svitlana: Usually around 20-30 peo-
ple — female students from different
universities and people who share
some of our principles. As with the
members of FemSolution, only some of
them study at Kyiv-Mohyla Academy.

Ségolene: Are you in contact with
other feminist groups in Kyiv or other
cities?
Svitlana: We have cooperated with
other feminist organizations for street
actions, such as the student association
Direct Action.

Oksana: Is it important for you to hold

your events here in the university?
Yana: At the beginning it was import-
ant, because we are a university orga-
nization, but because of our problems
with the administration and the ideo-

logical views here, we’re interested in
moving to other spaces. So we decided
to change our format because Kyiv-Mo-
hyla Academy restricted our function-
ing as a feminist initiative. Some of our
members faced pressure and intimi-
dation from the administration after
we tried to hold the action “Say no to
violence at the university!”

Ségolene: How did you become femi-
nists? What was your internal trigger?

20n January 29, 2019 the Ukrainian media

Yana: | started identifying
as a feminist about a year ago.
When | was in high school | be-
came a vegetarian, | read
about animal activism and
ethical consumption. All
these kinds of activism are
related. Then I found the
Body Positive page in the
VKontakte social network
and started reading a lot of
articles from there. | moved
from vegetarian pages

to ones about feminism.
Plus, I study sociology, and
we have courses on gender and sexual-
ity, so it just sort of grew.

Svitlana: | started identifying as a fem-
inist last year during my Introduction
to Gender Studies course. | discovered
many issues that | hadn’t thought
about before. This was around

the time FemSolution was created

and | joined. | began thinking about my
own experience and analyzing my own
positions. My views have changed a lot
since this interview was taken, | think
it’s an ongoing process.

committee was created.” https://bit.ly/2B9Aba6

resource Hromadske published a news story that
“Kyiv-Mohyla Academy implemented a ‘Sexual
harassment prevention policy’ and a relevant
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HM3KM aKageMivuHUX AOC/iAKEHD,
nos’A3aHux i3 peminiamom. Kpim Toro,
MU 3aMnpoLLyBa/IM AaKTUBICTOK 3 Hirepii,
MoAbww,i, ApreHTrHK Ta Pocii, AKi po3no-
Bifja/M MPO KiHOYMIA aKTUBI3M | Ppemi-
Hi3M Y iXHiX KpaiHax.

Okcana: Y Bac 6yna nekuia Poctucaa-

Ba CemkiBa npo Te, Ak 6yTn pemini-

CTOM-4ONOBiKOM.
CeiTrana: BiH Ha3uBae cebe dpemi-
HICTOM, a/1e nic1A Moro AeKujii Mu
YCBi4OMUAW, LLLO HaLLi BaYeHHA LbOoro
MUTaHHA € BKpal po36ixkHUMMU. Binb-
LU YaCTMHa /1eKLii 3Be/1acb 40 TOro,
LLLO YO/10BiKM MAtOTb MigTPUMyBaTH
$beMiHICTUYHMI pYX, OCKiIbKM BOHM
Cami MOXXyTb OTPMMATH 3 LibOro BUro-
Aau. Ha moto AymKy, ue abcypaHo i Ha-
BPA/A YU Lie MOXKHA Ha3BaTH CBigOMUM
3a/1y4eHHAM 4,0 NigTPUMKKU NpUrHive-
HUX Fpym.

CeroneH: CKinbKH AlOAEH NPUXOAATb Ha

Bawi 3axoau? XTo Bawa ayauropia?
CgiTraana: 3a3Buyait Le 20-30 At0gei.
Lle cTyaeHTKM Ta CTYAEeHTU 3 Pi3HKX
YHiBEpCUTETIB, @ TAKOX Nt0AM, AKI NoAj-
NAOTb YaCTUHY HALUMX MPUHLMAMIB. Tak
camo, AK i yqacHuui FemSolution: anwe
Ki/IbKa 3 Hac HaBYaloTbCA B Kneso-
MorunaHcbkil akagemii.

Ceronen: Bu niaTpumyere 3B’A30K

3 iHWMMK pemiHiCTHYUHMMM rpynamu

B KueBi un inmmx micrax?
CeiTanana: My manv g0CBig B3aEMO-
Aii 3 iHWMMK PeMiHICTUYHUMM OpraHi-
3aLifiMM Mig Yac NPOBeAEHHA BY/IMHHUX
aKLii, HaNpuKAag, CTYAEHTCbKO Npod-
cninkoto «fpama gis».

OkcaHa: AnA Bac BaXXKAMBO NPOBOAUTH
CBOi 3aX0AM caMe TYT, B YHiBepcuTteTi?
fina: CnoyaTKy ue 6y/10 Bax/UBO,
60 M1 By/IM YHiIBEpPCUTETCHKOO Op-
radisauieto. Ane yepes npobaemu,

229 ciyHa 2019 poky yKpaiHCbKKUi Mepia-pecypc «Mpo-

% <§? 2 nos’A3aHi 3 agmiHicTpaui-
Ix 28 €10, @ TAKOX iA0/0riI0,
é £3 g LLLO MaHYE TYT, MU 3aLi-

> % %é% Kag/ieHi y Tomy, w06 Bu-
S ig 5 5 XOAMTM B iHwWi MpocTopy.
) % % S @ 3pewTor, M1 BUPILLIMAK
2g ¢ z % 3MiHUTV PpopMaT HaLwloi
; § §‘ S AIANBHOCTI, OCKI/bKK

3 2 % %g HaYKMA obmeskyBana

T 5 S ZE  Hawe QyHKUIOHYBaHHA AK
E% = £ - deminicTuHoi iHiyiaTMBM.
20 é §[ Gé 30KpeMma Ki/lbKa HaLmx
S = 5 © y4acHMUp 333HaM TUCKY
5 g S : S Ta3anAKyBaHHA 3 60Ky

% 8% §'§ aAMlHICTpaLI,l.l“l'IIC/.m npo-
SE2¢ BegeHHA akuii «Hi Hacua-
=28 8% o B yHiBepcuTeTi,

Ceronen: fix Bu ctanu peminictkamn?
LLlo Ann Bac 3irpano poab BHYTPILLHbLO-
ro tpurepa?

flna: A noyana BBaxkaT cebe dpemiHicT-
KO0 NpuHBAM3HO PiK TOMY. Y CTapLumx
K/acax A CTa/a BereTapiaHKo, YMTana
MPO 3003aXMCHUI aKTUBI3M | «€TUYHE
CMOXMBAHHA». YCi Ui TUNM aKTUBI3MY
noB’s3aHi Mix coboto. Togi s 3HalWAa
CTOPIHKY Body Positive y «BKoHTaK-

Te» i noYana umtatu bararto crartei 3Bia-
TW. 3i CTOPIHOK NMPO BereTapiaHCTBO re-
pektounnaca Ha pemiHiCTUYHI. A OCKinb-
KU1 A BYYCA Ha COLLi0/10ril, A€ € KypCu Npo
reHzep i CeKCyanbHiCTb, — BOHO 1 Ha-
K/1a/10CA OgHe Ha OfHe.

CeiTaana: A novana igeHTudikysatu
cebe AK PeMmiHICTKY MUHY/10r0 POKY,
KO/IM cnyxana Kypc «Bctyn go reHaep-
HUX CTYAiM». A CTUKHY/1acA 3 HaraTbma
MUTaHHAMM, NPO fAKi paHille He gymana.
Mpnb13HO B Lel camuii Hac i yTBOpH-
naca FemSolution, i A ctana ii Y1eHKu-
Heto. Al no4ana MipKyBaTH NpO BAACHWM
AO0CBig | aHani3yBaTv CBOI NOr/A4AM.
[pOTArOM OCTaHHIX POKiB BOHU CYTTEBO
3MIHWAKUCA | MeHi 34a€TbCA, Lo e Mno-
CTilHMIA Npouec.



Irina Solomatina IpuHa ConomartiHa
Gender Route «[eHAEPHUI MapLLPyT

Minsk_Belarus

Interviewers:

Oksana Briukhovetska
Ségoléne Pruvot

Anna Kravets
November 2017, Kyiv

Ségoléne Pruvot: How would you de-
scribe the gender context in Belarus?

Irina Solomatina: It’s a paradoxical
situation because it’s bad, but at the
same time gender equality is a subject
of public pride for the current govern-
ment. The figures look quite progres-
sive for the international community.
According to the Global Gender Gap
Report 2015, Belarus ranks 32 out of 145
countries. 34% of deputies elected to
parlament in 2016 were women. This
meets the requirements of international
organizations (OSCE and Council of
Europe), albeit formally. Recognizing
achievements in gender equality (such
as representation in parliament) legiti-
mizes external support for a country
that until recently had the image of the
“last dictatorship in Europe.”

But there’s nothing good in this if we
look at real life. We have many women
in parliament, but they support the
government. Experts within and outside
the country record diverse and sys-
tematic violations of the rights of Be-
larusian women. But “good indicators”

MiHCbK_binopych

INOpPYCI IHTEepecH
XXIHOK He nNpeACTaBAEHO

interests of women
are not represented

In Belarus, the

Yb

PoamoBAAOTb:
OkcaHa bproxoBeLbKa
AHHa KpaBeupb
CeroneH lNMpyBo
Auctonap 2017, Kuis

Ceronen MNpyBo: fik 6M B onUCanH ren-
AepHUH KOHTeKcT y Binopyci?

Ipuna Conomarina: Mapagokcans-
HICTb CMUTYaLii y TOMY, LLLO BOHa No-
raHa, azie BOAHOYAC reHAepHa pis-

HicTb — npegmeT ny6/1iYHOT ropAoCTi
TenepilHbOi BAaAM, it NOKa3HMKK
BUI/A4at0Tb 40CUTb MPOrPECUBHO A
Mi’>XHapOAHOT CMiIbHOTK. 33 AaHUMKU
The Global Gender Gap Report 2015 bi-
/IOpYCb 3alMMaE 32 micue cepeg 145 Kpa-
H. Y BUGOpax 2016 poKy Ki/bKicTb 06pa-
HUX >KIHOK-A,enyTaToK CTaHOBUTb 34 %.
Lie BiANOBiAga€E BUMOram MiXXHapOAHMX
opranizauit (OBCE i Pagu EBponn),
HexaW i opmasbHO. BU3HaHHA gocAr-
HeHb y cdepi reHgepHoT piBHOCTI (Ta-
KMX, AIK NPeACTaBHULTBO) /€T TUMI3YE
30BHILLHIO MigTPUMKY KpaiHu, AKa Lwe
30BCiM He4aBHO Ma/a iMiAX «OCTAHHbOI
AVKTATYpH EBpONn».

Ane y UIbOMY HEMAE HIi4Oro XOpoLLOro,
KO/IM MU MOANBUMOCA Ha peasibHe XUT-
TA. Y Hac 6arato XiHOK y nap/iameHTi, ane
BOHM MIATPUMYIOTb B/1agy. | € ekcnepTHi
OLLiHKM B C€peAMHI KpaiHK i No3a Heto, AKi
iKCyOTb Pi3HOMaHITHI 1 CUCTEMATUYHI



cover this up; the critical assessment of
the situation is declining, both inside the
country and among international donors.
Most women in Belarus are employed—like
it was in the Soviet Union. They have a full
package of social benefits. Their salaries are
rather low, but they have a very stable jobs.
All women can have such jobs—just
like it was in the USSR.

But when it comes to the commercial
sector, only 5% of women work in big
business, while 48% of the heads of
small businesses are women. And they
need a contract with the state—without
one, they can’t organize their business.

Oksana Briukhovetska: What about at
the level of everyday life?

Irina: Our everyday life is absolutely
awful nowadays. Although the laws
look very progressive, unfortunately,
when we want to use these laws in
court, we can’t because the mecha-
nisms to implement these laws don’t
work. Women are forced to agree to
work in difficult conditions, many of
them are denied any opportunity to
protect their interests. In Belarus we
don’t have any special organizations
with lawyers who specialize in women’s
rights. The interests of women aren’t
represented. That’s why when some-
thing happens, our women get together
and write a letter to the president:
“Please help us!” And they don’t even
try to go to court. For me this is very
telling: the law is one thing, but our
reality is something else.

Anna Kravets: Is the president solving
these problems?

Irina: In 2013 we had a big initiative
of this sort. The state then unilaterally
cut child-care assistance payments

to private entrepreneurs, artisans,
lawyers and notaries by 50 %. These
women—there were three and a half

thousand of them—wrote a letter to
the presidential administration. The
success of their appeal came in large
part from its rhetoric: “The mothers

of all the children of Belarus whose
rights were encroached upon by this
law appeal to you!” They went on to
say that by denying them a piece of
bread, the state was going against its
own priorities—motherhood, the re-
vival of traditional crafts, and so forth.
After nine months the change in the
law was annulled. The fact that women
had banded together didn’t attract
the attention of researchers, activists
or human rights advocates. And the
worst thing is that these women had
no one to turn to. There was nobody in
the NGO sector who could help these
women in any way, even just to provide
advice. How can small business exist
when the women that have these busi-
nesses must rely on social benefits to
feed their children?

Oksana: Why do you work with art? Do
you think that art can cause changes?

Irina: The art system in Belarus is very
conservative. And, of course, we can
propose a new kind of method. [ work
with the community and because
Minsk is a small city, | know many
women artists of different ages from
different spheres: designers, architects,
editors. | try to make connections to
organize some projects.

For example, now we are doing a project
about women’s workshops. In Soviet
times, important artists had their own
private space to work. This is how it
works in Belarus now: you get a studio
if you are an official member of the
Artists’ Union. Every year the members
of the Union must put on a collective
exhibition. | know several women who
have good workspaces. But we don’t
have any good galleries. And so we
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NopyLUeHHA NpaB Bi10PYCbKUX KiHOK.
MpoTe «XOpOoLLi NOKa3HWKK» A03BOASA-
OTb LIbOrO HE NMOMIYaTH, 3aBAAKN TM
KPUTMYHA OLiHKA CUTYaLLil 3HUKYETb-
CA, AK B CepeAMHi KpaiHu, TaK i 3 6OKy
Tl MiXXHapOAHMX AOHOPIB.

Y Binopyci 6inbLuicTb )iHOK nNpaLeBaaly-
TOBaHi Tak, AK 6y/10 B PagAaHCbKOMY
Coto3i, TO6TO 3 NOBHUM MaKeTOM CoL,i-
a/IbHUX rapaHTiii. 3apnaaTa y Hux 40-
CUTb HM3bKa, 3aTe BOHM MalOTb AyKe
cTabinbHY pob0Ty. Taky poboTy MOXKe
oTpUMaTH Byab-AKa KiHKa — Tak
camo, Ak 6yso0 B CPCP.

LLoao KoMepLiMHOro ceKTopa, TO AnLue
5% iHOK 3aiiHATI y Be/MKoMY 6i3Hed,
3aTe B Masiomy 6i3Heci 48% ronis nig-
MPUEMCTB — XiHKu. | im noTpibeH goro-
Bip i3 gep»kaBoto — 6e3 HbOro BOHM He
MOMKYTb OpraHi3yBaTtu cBiii 6i3Hec.

Oxcana: Lllo X Bip6yBaeTbcA Ha piBHI
NOBCAKAEGHHOrO XUTTA?

IpuHa: Hawwe noBCAKAGHHE XUTTA HUHI
MPOCTO Kax/MBe. X04a 3aKOHU 1 BUT/IAfa-
I0Tb AYXe NPOrpecuBHUMM, ase, Ha XKa/lb,
KO/IM MM XO4eMO 3aCTOCYBaTH IX Y Cyai, TO
He MOXeMO Lie 3pobuTH, 60 MexaHi3Mu
peani3aujii LMX 3aKOHIB He NpaLoOTh.
*KiHKM 3MyLLEHi NOroAKyBaTMCA Ha Npa-
LIHO B TAXKKMX YMOBaX, 6araTo 3 HUX
no36as/1eHi ByAb-AKUX MOXK/INBOCTE
3aXMCTy CBOIX iHTepeciB. Y binopyci Hemae
opraHisaLuii, ge npautoBanu 6 agBoKa-
TH, WO CneLiani3yroTbCA Ha npasBax
XKIHOK. I[HTepecu XiHOK NPaKTU4HO He
npeacTaB/eHo. | TOMY, KoM WOoCh Tpa-
NAAETLCA, XKIHKM Y HAC 4OMOB/AIOTHLCA
MiX COBO0H0 i MULLYTb AKOrOCh AUCTA
npesunaeHTy: «byab nacka, gonomo-
XKiTb Ham!» | HaBiTb He HaMararoTbCA
3BepTaTmca Ao cyay. Le ayxe nokaso-
BO: 3aKOH y HaC — Lie 0A4He, a peasb-
HiCTb — 30BCiMm iHLWe.

AnHa KpagBeub: A npe3uAeHT BUpilye
ui npo6bremn?

Ipuna: Y 2013 poui y Hac 6y/s1a noTyHa
iHiLiaTMBa Takoro Tuny. [lepasa Togi 6e3
nonepezKeHHa BigMOBMIACA BUMN/1A4YBa-
TV 50% 40MNOMOrU MO A0rAA4Y 33 AUTUHOIO
BCiM PiznuHMM 0cobam-nignpuemmuam,
pemiCHMLAM, 3ABOKaTKaM i HOTapiycKam.
Llj »iHKM — ix 6y/10 TPU 3 NONOBUHOIO TH-
CAYi — HanMcaaun IMCTa B agMiHICTpaL,ito
npesugeHTa. 3Ha4HO Mipoto ycnix 6ys10
3abe3neyeHo pUTOPUKOIO LIbOrO 3BEPHEH-
HA: «3BepTaloTbCA A0 BaC maTepi giTei
yciei bizopyci, uvi npasa 6y/m ylemeHi
LM 3aKOHOM!» — y AKOMY BOHM Mig-
Kpeciuau, Wwo, no36aB/AouM ix LUMATKa
xniba, Aep:KaBa ige NpoTH CBOIX e npi-
OPUTETIB — MaTepUHCTBA, Big PO KeHHA
HapOAHMX MPOMUCAIB TOLWO. 32 AEeB’ATL
MiCALB TY 3MiHY 40 3aKOHO/AaBCTBa CKa-
cyBa/m. Cam no cobi GpaKT 06’eAHaHHA
KIHOK He NpuBEPHYB yBaru Hi 40CAigHN-
KiB, Hi aKTMBICTIiB, Hi MPaBO3aXMCHMKIB.
Ta HalcTpaLUHilLe Te, Lo L XKiHKKU He
Ma/nu 4,0 KOro 3BepHYTUCA. Buasmaocs,
L0 Y FPOMAAAHCbKOMY CEKTOPi HeMAE
B3ara/li HIKOro, XTo Mir 61 MM KiHKam
6043l YUMOCb AOMOMOITH, XO4a BU KOH-
cy/bTauiero. | AKMM Moxke ByTH ApibHWMI
6i3HEC, KO/ KiHKM, AKI MatOTb CBil 6i3-
HeC, HaCTi/ZIbKX 3a/1€XaTb Big, COoLia/bHUX
BUMN/AT, WO iM HiYMM rogyBaTw giTen.

OkcaHna: A yomy BM npauioeTe 3 MM1c-
Teureom? Bu BBa)Xka€ere, W0 MUCTe-
LTBO MO)Xe NPUBECTH A0 3MiH?

IpuHa: binopycbka MucTeLlbKa cucre-
Ma gy»e KOHCepBaTMBHa. |, 3BicHO,

MW MOX€EMO 3anponoHyBaTH NEBHUIA
HOBUWIM MeTOA. A MpaLoto 3i CMi/IHOTOK
M, OCKi/NbKM MiHCbK — HeBe/InKe MiCTo,
3HalloMa 3 6araTbMa Xyg0XKHULAMM
Pi3HOro BiKy 3 pi3HMX chep, gn3anHep-
KaMu, apXiTEKTOpKamu, peaakTop-
Kamu. 1 Hamaratoca BCTaHOB/IIOBATH
HOBi KOHTaKTH, W06 opraHizoByBaTH
MpOEeKTH.

Hanpukaag, 3apa3 My peanisyemMo npoeKT
MPO iHOYi MalCTepHi. Y pagAHCbKI



decided that we could use these private
spaces to represent or to communicate
with ordinary people on the street. We
made a map' that’s a tour of art studios
in the city. It is a way to compensate for
not having a contemporary art center.
Also, there is this idea that if an exhi-
bition is oriented toward social issues
then it is not real art. It is believed that
contemporary art must be a balance
between traditional art and new forms,
but if you use it as social critique, this
isn’t good for artists.

Ségolene: You also work on feminist
topics?

Irina: In 2014 | organized a feminist ex-
hibition, while trying to be a researcher
at the same time. The aim of the project
Feminist (Art) Critique, besides the ex-
hibition, was communication between
women of different generations to
understand how we can represent our
discrimination from different contexts.
This was an exchange of experience
and ideas. When an artist does a per-
sonal project, they should explain to
people who may not know anything
about their country how their personal
experience depends on their social
environment. We tried to speak about
something personal, but this small lev-
el represented a global problem. This
all happened as part of the discussion
program, where we asked what it was
that was blocking the gender agenda
in post-Soviet space, discussed the im-
portance of postcolonial research, in-
tersection of discrimination, analysis of
problems of internal hierarchies in the
feminist environment, and so forth.
The result of this project Feminist

(Art) Critique was a book on 10 years
of my work. I have good colleagues in
Lithuania and that’s where | published
it. The entire editorial board is now in
Vilnius. | did presentations in Minsk,

Saint Petersburg and Kyiv. We collected
materials on feminist art from post-
Soviet countries. There was also an
artist from Montenegro in the project.
In each country—Belarus, Ukraine,
Georgia and Moldova—the context is
absolutely different. But on the other
hand, these contexts are a little bit
similar. It would seem that Lithuania

is a European country, but they also
have problems similar to ours—there
was a national revolution, everything
changed, they have a market economy.
Vilma-Fekla Kiure, an artist from Vilnius,
told us during our project that they

still have “red corners” in schools, only
now children sing patriotic songs, like
in church. Children are forced to go to
church against their will, they are being
inculcated with “traditional values.”
Something similar is happening in Belarus:
we have “departments of ideological
work, culture and youth” without
whose approval you can’t hold any of-
ficial cultural events. They are like cen-
sorship departments, they “immortalize
the memory of the defenders of the
Homeland” and at the same time hold
events together with the Belarusian Or-
thodox Church. President Lukashenko
makes calls for “greater engagement
by the church in social processes.”

Oksana: What was the reaction to
your project?

Irina: The reaction was good in general,
unlike the situation in Moscow with
open aggression to the project Feminist
Pencil (2013). But here in Minsk they just
let us do it. One male artist supported
us—Sergey Shabokhin. He applied
without giving his name, so we didn’t
know he was a man. We found out lat-
er on and decided to collaborate. The
difference between the young and old
generations in academic art is great.
For our government this is not so
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2016, MiHCcbK

M MUCTELbKUI MPOCTiP: MaNCTEPHI XYAOXKHULb».

Kapta npoeKTty «BiaKpuTH

4acu y BUAATHUX XYAOXKHUKIB 6YB B/ac-
HWit npocTip ana poboTu. 3apas y bi-
NOPYCi Lje MpaLoe TaK: TM OTPUMYELL
ManCTepHIo, AKWO TM — OQiLiMHMiA
yneH CniskK XyA0XHUKIB. LLLOpOKyY
ynenu CMilku MatTb NPe3eHTyBaTH
KO/IEKTUBHY BUCTaBKY. A 3HAIO Ki/bKOX
XKIHOK, Y AAIKMX € rapHi NpuMiLL,eHHA A4
poboTun. BogHouac y Hac Hemae xopo-
LUMX ranepei. | M1 BUPILLKAK, LLLO MOXK-
Ha BUKOPUCTOBYBATMU Lii NPMBATHI NPUMI-
LLIeHHA A8 Npe3eHTauii Y4 A/1A KOMYHI-
KaLii 3 3BU4aNHUMU IOABMMU 3 BY/NL.
Mwu 3pobuam KapTy. Lle Hibu ekckypcil
no MancTepHax micta. Lle gonomarae
KOMMEHCYBaTH BigCYTHICTb y Hac Lien-
TPY Cy4aCHOro MMUCTeLTBa.

TakoX y HaC NaHyeE AYMKA, LLLO AKLLO BU-
CTaBKa OPiEHTOBAHa Ha coLjia/ibHi Npo-
6/1eMu, TO Lie He CNPaBXHE MUCTELTBO.
BBaxaeTbcA, WO Cy4acHe MUCTELTBO
MaE€ MigTpUMyBaTh HanaHc Mix Tpagu-
LiMHUM MUCTELTBOM i HOBOIO GOPMOLO,
a/ne 3aCTOCOBYBATU OO AK CoLia/bHy
KPUTUKY — 417 MUTLIB Hegobpe.

Ceronen: Bu Tako)x 3aHma€eTecn Te-
Mmoo peminiamy?

IpuHa: Y 2014 poui A opraHisysasa
demiHiCTMYHY BUCTaBKY, BOAHO4AC Ha-

maratoumnch byTH gocaigHuueto. MeToto
npoekTy «PeMiHicTU4Ha (apT) KPUTUKa»,
OKPpiM BUCTaBKU, BY/10 Ci/IKYBaHHA ¥Ki-
HOK Pi3HUX MOKOiHb, W06 3p0O3yMmiTH,
AK MU MOXEMO penpeseHTyBaTu CBOK
AVCKPUMIHALIHO i3 Pi3HMX KOHTEKCTIB. Le
6yB 06MiH gocBigoM Ta igeamu. Koau
XYAO0KHULA peanizoBye CBill NPOEKT,
BOHa Ma€ MOACHWUTU IOAAM, AKi, MOX/U-
BO, HaBiTb Hi4Oro He 3HaloTb NMpo ii Kpa-
THY, AK il 0COBUCTHII A0CBIg 3a71€KUTb
Big 1i couiasbHOro cepegosuLLa. Mu
roBOpU/M Npo ocobucTe, Ta Lei Mikpo-
piBeHb Bigobparkas npobsemu rnobanb-
HOro piBHs. Yce ue BigbyBanoca B pam-
Kax AMCKYCIMHOT nporpamu, Ha AKin
CTaBW/IN MUTAHHA MPO Te, L0 6/10KYE
reHAepHy NOBICTKY Ha NOCTPAAAHCLKO-
My NpOCTOpi, 06roBOPIOBa/UCA BaXK/1U-
BiCTb MOCTKO/IOHIa/IbHUX AOCAIAMKEHD,
nepeTuH AUCKPMMIHALiM1, aHanizyBanu
npobaemu BHYTPILLHIX iEpapxilt y pemi-
HICTUYHOMY CepeAoBULLi TOLLO.
Pe3y/bTaToOM LbOro NpoeKTy cTasa
TaKOX KHUra, B AKY BK/13Z4EHO 10 POKIB
MOEI npau,i. A Buganaii B /InTei, y meHe
TaMm € XOPOLLi Koneru. YcA Halwa peAKone-
ria 3apas y BinbHioci. [pe3enTaLii npose-
m B MiHcbRy, CaHKT-TeTepbypsi Ta Kuesi.
Mwu 3ibpanv maTepiaau 3 pemiHicTUiHO-
rO MMUCTELTBA i3 NOCTPAAAHCHKUX KPaiH,
Takox 6yna xyaoxKH1LA 3 YopHoro-

pii. ¥ KOXHi Kpaini — binopyci, Ykpa-
THi, 'py3ii un MongoBi — abcontoTHO
Pi3HUIA KOHTEKCT. Ta 3 iHWoro 60Ky, Ui
Pi3Hi KOHTEKCTM TPOXM CXOXi. 34aBaso-
cA 6, /InTBa — Lie eBpONelicbKa KpaiHa,
a/le i Tam € Npobnemu, CXOMKi Ha HaLli:
BigOy/aca HalioHabHA peBotoLiA,

yce 3MiHW/10CA, PUHKOBA EKOHOMIKa.
Xyg0xHuuA 3 BinbHroca Binbma-®ekna
Ktope B pamKax HaLloro NpoeKTy pos-
MoBina, Lo TaMm i gani pobATb «4epBOHi
KYTOYKM» B LUKO/IAX, Ti/IbKM TENep AiTu
CniBatoTh, AK Yy KOCTE/aX, MATPIOTHYHI nic-
Hi. [liTel BOAATb Yy KOCTEN NMPOTH iX BO/I,
M NMPUBUBAIOTb «TPAAMLINHI LIHHOCTi».



dangerous a topic, as, for example,
LGBT issues. We don’t have any legal
LGBT organizations. If there were to

be a low-level initiative by LGBT activists
to organize an exhibition, there would
have to be a strict 18+ age requirement.
The police could come if there are teen-
agers present.

Oksana: What is the reaction in Belarus
when you say that you are a feminist?

Irina: Negative, including in the art
community. That’s why after the
project Feminist (Art) Critique Sergey
Shabokhin said publicly that he

is a feminist artist. But not many women
artists can make such statements.

Ségolene: It is easier for him because
he is a man?

Irina: Yes, | think so. That’s our context.

Oksana: How did you become a femi-
nist, how did it start?

Irina: In 1993-1994 | helped orga-
nize a women'’s film festival in Minsk.

That was an incredible time. The fes-
tival was held every two years. We
collaborated with the Berlinale Film
Festival, they helped us invite the film-
makers. Back then it was possible for
us to meet in Minsk. My feminist po-
sition appeared thanks to very strong
German feminist filmmakers. This festi-
val ended in 1999 because the political
situation changed drastically. But it was
big. After 2000 it’s hard to imagine any-
one organizing independent festivals.

Oksana: What happened after 2000?

Irina: Our government controls all
areas of culture. Lukashenko decided
that he can be an eternal president.

He has been president since 1994.
When | communicate with my colleague
from Poland she says: nowadays we
have a very conservative right-wing
government, but | know that after four
years we will have a left-wing govern-
ment. | have lived 23 years with the
same president, and | have no idea how
we can change something on this level.

MAakat A0 NpoekTy «demiHicTUUYHa (apT) KpuTHMKar, MiHCbK

Poster for Feminist (Art) Critique project, Minsk
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Wock cxoxe BigbyBaeTbeA i B binopy-
Ci: y Hac € «Bigainv igeonoriuHoi pobo-
TH, KY/IbTYpH i y CpaBax Monogi», 6e3
CXBa/IeHHA AKMX HE MOXHa NPOBOAUTH
oQiLiNHi KyAbTYpHi 3axoau. | Ui BigAiun
NpaLooTb AK CBOrO POAY LieH3ypa,
BOHM «yBiKOBIYYIOTb MaM’ATb 3aXMUCHU-
KiB BiTyM3HM» i BOgHOYAC NPOBOAATD
cninbHi 3axoau 3 binopycekoto lMpaso-
C/1aBHOIO L,epKBOHO. [pe3ngeHT /lyka-
LLEHKO 3aK/MKAE 40 «IMBLLOT 3a4iAHO-
CTi LepKBU B COLia/IbHi NpoLecu».

Okcana: fikolo 6yna peaxuina Ha Baw
npoexr?

Ipuna: 3arasiom peakuia bysa xopoLuoto,
Ha BigMiHy Big, cuTyauil B MOCKBI 3 npo-
eKTOM «PeMmiHICTCbKUIA 0AiBeLb» 2013
POKY, A€ BUCTaBKa Hapa3uiaca Ha Bia-
BepTy arpecito. Ase TyT, y MiHCbKy, ue
6y/10 TaK, HibKM Ham NPOCTO A403BO/U/U
Le 3pobuTun. Hac nigTprmas O4MH Xy-
£,0XHUK — Cepriit LaboxiH, wo nogas
3aABKY Ha y4acTb, He MignucaBLUnCh
B/IaCHUM iMEHEM, TOX MW He 3Ha/u, Lo
Lie YO/10BiK. 3roAOM fi3HannCA | BUpILLK-
/I 3 HAM CriBMpaLtoBaTH. PisHULA MiX
MO/I0AMM | CTapLUMM MOKOANIHHAM B aKa-
AEMIYHOMY MUCTELTBI Be/n4esHa.

[AA Haloro ypaay LA TeMa He € HagTo
Hebe3neyHoto, Ha BiAMIHY Big, CKaximo,
/ITBT-TemaTrKu. Y Hac HEMaE /1era/ibHuX
/ITBT-opraHizayii. A6y 6yaa AKacb HK-
30Ba iHiLiaTVBa 3 OpraHi3aL,ii BUCTaBKM
Big /IFBT-akTMBICTIB, TO LLeM 3axig MycuB
61 maTu cyBOpe 0bmexeHHA Ana ocib
4,0 18 pOKiB, MPUCYTHICTb MigAITKIB MOr/1a
61 BUK/IMKATK peaku,ito 3 6oKy noiyi.

OxcaHa: fiky peakujio B Binopyci Bu-
KAMKaE 3anaBa, Wo ™M peminicTka?

Ipuna: HeratueHy, 30kpema i1 y Muc-
TeUbKii cninbHOTI. MMicaa yyacTi y «Pe-
MiHiCTWYHiIl (apT) KpuTKLi» Cepriii La-
60xiH ny6/i4HO 3aABMB, LU0 BiH — Xy-
AO0XRHUK-DeMmiHicT. laneKo He KOXKHa
XYAO0XHULA pOBUTDL TaKi 3aABK.

Ceronen: Homy ue Aerwe 3po6utu, 60
BiH YonOBIK?
Ipuna: [lymato, 1o TaK. Takuit y Hac
KOHTEKCT.

Oxcana: flk Tak cTanocs, o BH CTanH

¢demiHicTKkOlO, AK Lle no4yanoca?
Ipuna: Y 1993-94 pokax A 6pana
y4acTb B OpraHisaLiii )iHo4oro KiHodec-
TuBanto B MiHcbKy. To 6y/m HelMMOBIpHI
Yyacu. PecTrBaib NPOXOAMNB KOXKHi 4Ba
poku. Mu cnisnpautosanm 3 bepain-
CbKMM MiXKHapOgHMM KiHOdecTnBanem
(BepniHane), AKMI gonomaras Ham
3anpoLLyBaTh PeXMCepoK. Y Tow Yac
Le 6y/10 peaslbHo — MU MOT/IN 3yCTpi-
yatnca y MiHcbKy. Moi demiHicTuYHi
nepeKkoHaHHA 3’ABUANCA 3aBAAKM
BM/IMBY CU/IbHUX HIMELbKMX KIHOpeXH-
cepok-pemiHicTok. Lelt dectnsans ne-
pecTtasv NpoBOAUTH Yy 1999 poui Yyepes
Te, WO NO/MTUYHA CUTYaL,iA AYXKe 3MiHK-
naca. Ane BiH 6yB A0CUTb MacLUTabHUM.
MicnA 2000 pOKyY BXe HEMOXAMBO 6Y/10
YABUTH, L06 XTOCb OpraHi3oByBaB He-
3an1exHi pecTmBani.

OkcaHa: A Wwo cranocs nicaa 2000

poky?
Ipuna: Hawa gepkaBa KOHTPO/IOE BCi
chepu Ky/bTypu. /lyKalLEHKO BUPILLKB,
LLLO BiH MOe CTaTu BiYHUM Npe3nseH-
TOM — BiH Ha Uil nocagi 3 1994 poky.
Koau a cninkyroca 3 koseroto 3 Monb-
LLji, BOHA Kake: 3apa3s y Hac gyxe
KOHCepBaTUBHUIA NPaBuii ypag, ane
yepes 4OTUPU POKM Y Hac bBygae AiBuii
ypA4,. f BXKe 23 POKM KMBY 3 OAHUM
npesuaeHToM i B3arasi He yAB/AID, AK
MOXHa LLLOCb 3MIHUTU Ha LibOMY PiBHi.
Bepy4n y 1999 poLi y4acTb B OCTaHHbOMY
MixHapogHoMy dpecTuBai }iHo4oro
KiHO, A Big4yBa/a, W0 YOroCb BaX/u-
BOro He BMCTa4ae. [10Tim A Hapoauaa
CMHa. 3ro40M OTpUMana reHaepHy ocBi-
Ty B MaricTpaTtypi EBponeicsLKoro ryma-
HiTapHOro yHisepcuteTy. | 3po3ymina,



When | took part in the last International
Women’s Film Festival in 1999, | felt that
something was missing. Then | had a son
and graduated with a master’s degree
in gender studies from the European
Humanities University. That’s when | un-
derstood what our festival was miss-
ing—reflection and comprehension of
this gesture of consolidating the efforts
of women who make films.

In the West, women who take part in
similar festivals do this deliberately,
they don’t agree with how the world

is arranged. And this is a political mo-
ment—it’s important to record and
write your feminist history.

It took six years to come up with the for-
mat of the next, more intimate but aware
feminist festival—Gender Route, a pro-
ject that | have been doing since 2005.

1 http://gender-route.org/

Anna: You said you need permission

to hold any kind of cultural event?
Irina: We work on the grassroots level
without any plans of legalization. If
we want to get official permission to
put up posters or sell tickets, the tax
authorities will immediately go after
this. All our grants must be registered
with the Ministry of Education. I’m not
going to waste my time for someone to
give me permission.

Anna: Are there any risks?
Irina: In the last six months | flew
six times in the same plane as all the
leaders of the opposition parties. We
attended various events together.
My husband told me that I’'m already
on all the same lists as our opposi-
tion. Half a year ago the World Bank
signed a contract with me to update
the country report on gender poli-
cy. | told them that | am not affiliated
with the government and that they
should be careful that | not cause them
any problems. They said there wouldn’t

be any problems because they are an
independent institution. | haven’t been
in jail yet, but I go to rallies. The thing
is that our people risk losing their jobs.
But you can’t kick me out of my job
because | am self-employed.

Oksana: What is the situation with
street protests in Belarus?

Irina: After 2010 people stopped pro-
testing in the streets because it can be
very dangerous. In 2010 many people
sat in jail for 10 days. Nowadays the
situation has changed. Now we can see
some public protests. And the govern-
ment issues fines. It is an absolutely dif-
ferent strategy. The people who go to
street protests today cooperate with
the Vesna human rights center, which
pays all of these fines. But if you use
the street for protest, your family will
have to pay those high fines. If you go
to a lawyer to defend you in court, the
price will be unbelievable. That’s why
ordinary people can’t go to a lawyer.
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! http://gender-route.org/

4Oro He BMCTa4ano Hawomy pectusa-
/10 — ped/ieKcil ¥ OCMMUC/IEHHA 3HaYeH-
HA LbOro }eCTy KOHCOligaLlii 3ycuib
XIHOK, WO po6/1ATb KiHO.

Ha 3axogi *iHKK, AKi 3aiiMatoTbCA no-
Ai6HMMU PecTuBanAmMM, pobaaTs Le
YCBi4OM/IEHO, MatO4M NeBHi NpeTeHsil 40
TOrO, AK B/ALUTOBAHO CBIT. | Lie BXe no-
NITUYHWUI MOMEHT — BaX/MBO QiKCyBa-
T i TMcaT cBotO GeMmiHiCTUYHY iCcTOopitO.
Ha BuHaigeHHA ¢opmaTy HacTynHo-
ro, 6i/bLL KaMepHoOro, aze CBigomMo
deminicTnyHoro dectmBanto niwao
LiCTb POKIB. | BUMLLIOB «[eHAepHUI
MapLLpyT»'— MPOEKT, AKUM A 3aiiMato-
CA 32005 POKY 4,0 CbOrOAHi.

Anna: Bu ckazanm, wo Bam notpiéen
AO3BiA Ha npoBeAeHHA GyAb-AKOro
KYABTYPHOrO 3axoay?

IpuHa: Mu npautoemMo Ha HU30BOMY
piBHi i He N/1aHy€EMO /eranisyBaTuca.
AKWwo npocntn odiuiiHnit 403BIN Ha Te,
w06 posksetoBaTu adili, npogasatu
KBUTKU, TO 3a Lie aBTOMaTU4HO bepeTb-
€A NogaTKoBA. Yci Hawi rpaHTU Tpeba
PEECTPYBATU B MiHICTEPCTBI OCBITU.

A A He Byay MapHyBaTH Yac Ha Te, w06
XTOCb @B MeHi 403Bi/.

AnHa: Bu uumoch pusuKyere?

IpMHa: 3a ocTaHHi NiBPOKY A LWiCTb pa-
3iB /liTazna B 04HOMY AiTaKy 3 ycima nige-
pamu oro3suuiiHMx napTiin. Mu 6ysanu
Pa3oM Ha pisHOMaHITHMX 3axogax. Min
YO/I0BiK MeHe MoBigOMMUB, LLIO A BXe

€ B YCiX CMUCKaXx, Ae 3anMcaHa Hala
ono3uyia. NiBpoky Tomy CBiTOBMIA 6aHK
/1era/ibHo YK/aB 3i MHOI AOrOBip Npo
OHOB/IEHHA KPaiHO3HABYOro 3BITY 3 rex-
AEPHOI NOANITUKM. Al TM CKa3ana, Wwo A He
noB’A3aHa 3 B/13a40H0 A0AMHA i W0
yepes ue im cig 6yTn obepexHumu,
o6 y HUX He 6y/10 3i MHOO Npobaem.
BoHw Bignosinu, wo npobsem He 6yae,
60 BOHM — He3a/iexkHa ycTaHoBa. Tob-
TO MOKM WO A Y B’A3HULI He cugina, ane

Ha NAoLLi XOAKy. TyT pid y TOMY, LLO
BCi HaLLli PU3MKYIOTb 33/IMLIMTUCA He3
po60oTu. A MeHe 3 pobOTU HEMOKINBO
BUrHaTH, 60 A CaMo3anHATa.

OkcaHa: A fika cutyauif 3 ByAMMHUMH
nporecramu B binopyci?

Ipuna: MMicaAa 2010 poky NtoaAM nepecTa-
/I BUXOAMUTHU Ha BY/IMLIi NPOTECTYBaTH,
60 ue 6y/10 Hebe3neyHo. Y 2010 poui
Aye baraTo ntogei cnginv B TIOpMI

1o 10 4HiB. 3apa3 cuTyauif 3MiHu/a-

cA — ye BigOyBatOTbCA NeBHi rpo-
MaZAAHCbKI npoTecTu. | BAaga npocto
BMMUCYE LWITPpadu. Lle 30BCim iHwWwa cTpa-
Teria. /IloAn, AKi BUXOAATb HAa BY/IUL 3a-
pas, CMiBNpaLot0Th i3 NPaBO3aXUCHUM
LLeHTPOM «BecHa», AKWIA cniavye BCi

ui wrpadu. Ane AKLWO AOAMHA NPOCTO
BUiige Ha BY/IMLIO NPOTeCTYBaTH, TO L
BMCOKi WTpadu byae 3myLueHa cnaa-
vyBaTK ii cim’A. AKLLLO 3BepHYTUCA 0
a/ABOKATa, W06 BiH 3aXMLLaB Y CYAi, TO
uiHa 6yae npocTo HelimoBipHa. MpocTi
/04U HE MOXYTb 3BEPHYTUCA 4,0 a4BO-
KaTa, a OTXKe, iIM CK/IAAHO BUXOAUTU Ha
BY/IMLLIO.
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Oksana Briukhovetska: What does

your organization do?
Sylwia Nikko Biernacka: 10 years
ago | founded my own organization
called Fundacja Machina Fotografika
(from the Portuguese word for camera).
Now it is called The Machine of Chang-
es Foundation. The project started
with an exhibition at the Old Kitch-
en—a small gallery space in the kitchen
of a former restaurant in Krakow.
My organization supports women,
in particular women with disabilities.
We work in the art, cultural and
social spheres, run workshops and
discussions, provide consultations to
women who want to start their own
organizations or already work in one.
We had a project for women with
disabilities in Krakow and Gdynia that
was called “A Nice Place to Meet.”
We assembled a team of women who
worked together and supported one
another. We published texts they
wrote on different subjects, including
on universal design.
Our current project is called “440 km
for Change”. It is a walk along the Pol-
ish coastline to express support for

Going beyond
a single identity

Buutu 3a

PaMKHU
EAMHOI iN€@HTUYHOCTI

CunbBifa Hikko bepHaLuka

«MalwunHa 3miH»

[paHCbK_[MoAbLua

Po3moBnasie:
OkcaHa bptoxoBeLbka
TpaBeHb 2017, Conort

OxcaHa BpioxoBeubka: Yum 3aiimae-
TecA BM | Bawa opradiszaunia?

Cunbeisa Hixko BepHauka: 10 pokis
TOMY A 3aCHyBa/a B/aCHy OpraHisatuito,
AKa Ha3uBanaca GyHaauia Machina
Fotografika (3 nopTyranbcbkoi — «¢o-
TOKamepa»). Tenep BOHa HAa3MBAETLCA
byHgauia «MatmHa 3miH». [poekT
pO3MoYaBcA 3 BUCTaBKM Y «CTapiii Kyx-
Hi» — Ma/ieHbKOMY rasiepernHoMmy npo-
CTOpIi B NPUMILLLEHHI KyXHi KO/IMLWIHBbOTO
pectopaHy B Kpakosi. MoA opraHiza-
LliA 3aMMa€ETbCA NiATPUMKOHO KiHOK,
30KpeMa XKiHOK 3 iHBasigHiCTIO. Mu
MPaLOEMO i B MUCTELLBKIMN, | B Ky/bTYp-
Hil, i B coLjiazbHil chepi, npoBOAUMO
BOPKLLIOMM Ta 3YCTPiYi, KOHCY/IbTYEMO i-
HOK, AIKi 040/1t010Tb ab0 3aCHOBYIOTb B/1AC-
Hi opraHisauii. OauH 3 HalMX NPOEKTIB 3a
Y4aCTHO XiHOK 3 iHBa/igHICTIO, W0 NPOXo-
AvB Yy KpaKosi i ['AuHi, MaB Ha3By «[apHe
micue 3ycTpidi». Mu 3ibpasim KomaHay,
YYaCHWLLi AKOT CMiBNPaLtoBaaM 1 NiATPUMY-
Ba/IM OZHa 0A4HY. 3rogom 6yn0 onybiko-
BaHO iXHi TEKCTU Ha pi3Hi TeMK, 30Kpema
Npo YHiBEpPCa/NbHUM AN3aNH.

HuHi M1 3aiMaeMOCA NPOEKTOM, L0
Ha3MBaETbCA «440 KiAOMETPIiB 3apaau
3MiH». Lle X043 B34,0B N0/IbCbKOro



women with disabilities, who, for ex-
ample, can’t afford a wheelchair, pros-
thesis, etc. We worked with the local
government on a project to make the
beaches more accessible to different
groups, including people with disabili-
ties, by giving the government specific
architectural recommendations for
ramps, benches, etc. We also had a pho-
to session showing women without
their prostheses or wheelchairs, to
voice their right to enjoy the beach,
regardless of what their body looks like.
We want to open our own space in
Gdanisk that would be both a gallery,
social center and café. Because it’s very
difficult in Poland nowadays to talk about
feminism, abortion, violence and physi-
cality, we want to start a discussion on
these issues, but not make it combative.

| am also a photographer and in my
photo projects | present different images
of women along with texts.

Oksana: What is the general situation
in Poland with infrastructure for peo-
ple with disabilities?

Sylwia: We have state institutions and
grassroots initiatives that deal with this
issue. Some Polish cities use the stan-
dards of universal design, and these
standards apply not only to people with
disabilities. The idea of universal design
is to make public space accessible to
everyone—mothers and fathers with
small children as well as tourists with
suitcases. It applies to all of us. But peo-
ple with disabilities still have difficulty
getting around the city because there
are architectural barriers everywhere.

Oksana: Could you talk about the pho-
to projects where you collaborated
with people with disabilities?

Sylwia: We formed a group of several
pairs of women where one member of
each pair had a disability. The idea was

for them to work together on a project
during a series of workshops and meet-
ings and then present the results pub-
licly and in the form of a publication.
One of the projects was in Oswiecim
near Krakow, and it was against dis-
crimination. This model turned out to
be very effective: some of the partici-
pants started their own organizations
and some still work with us.

I've traveled a lot around Poland be-
cause | also work as a coach and do
workshops for women to help them
improve their self-esteem and deal with
identity issues. For this | use my camera:
the women in the workshops create
self-portraits in images uncharacteristic
of themselves.

Oksana: Self-representation in the
case of women is often associated
with the attempt to conform to cer-
tain conventions of beauty. Are your

projects with women with disabilities
aimed at highlighting modern ideals
of female appearance?

Sylwia: Yes. We work with women from
different regions of Poland and we try
to change the ideas in society about the
female body, which sometimes, for
example, is without arms or legs. We
also organize meetings and have discus-
sions about sex, family, relationships
and the body that may be different from
what is typically presented in the media.
| also think that many women, and men
for that matter, are frustrated because
they think of themselves only within
the framework of a single identity, and
from a psychological perspective this is
one of the reasons why we are unhap-
py. For example when we are forced

to carry out only one social role—that
of a beautiful woman, mother, wife, etc.
So | propose that women go beyond
their single identity. | use the camera
for this because it is a good instrument
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MOPCBKOro y36epesK: KA Ha 3HaK NiATpuM-
KU1 KIHOK 3 iHBanigHICTIO, AKi, HAaNpUKAaga,
He MalTb MOX/MBOCTI KynuTH cobi
iHBa/iAHWI Bi3OK Yv NpoTe3n TOLLO.
OaVH i3 HaLWKMX MPOEKTIB, Y pamKax
AKOro My CniBNpaLioBa/n 3 MiCLLeBUM
ypAasoM, byB npucBAYeHnit nasxam. Mu
£,061BaMCA N1erworo AoCTyNy 40 NAAKIB
A9 Pi3HWUX FPYN HAaCe/IeHHA, B TOMY YMC-
Ni togew 3 iHBanigHICTIo, Aatouun ypagy
KOHKPETHi apXiTeKTypHi pekomeHaauii
o040 nobyA0BU NaHAYCiB, 1aBOK i T. 4.
Mwu Takox nigroTtysaam ¢potocecito, ae
NpeACTaBUAM XKiHOK 3 iHBasigHicTIO 6e3
XHiX NpOTE3iB 4 Bi3KiB, LLLOD 03BY4UTH
TXHE NpaBO Ha BigNOYMHOK Ha NAAXi, He-
33/1€XKHO Big, TOr0, AK BUr/1A4a€ iXHE TiNO.
3apas M1 NpautoeMO y I'AaHCbKY i xo4e-
MO BiAKPUTU BAACHUIA NPOCTIp, LLLO NOEA-
HaB 61 B cobi ranepeto, colia/bHuii LIEHTP
Ta KaB’APHI0. OCKi/NIbKM CbOroAHi B Mo/bLu
AY¥Ke BaXKKO rOBOPUTU Ha TeMU deMiHi3-
My, abopTiB, HAaCW/bCTBA Ta TiNECHOCTI,

MM XO4EeMO pO3Mo4aTH Npo Le AUCKYCIlo,
azie He y HaATO BOMOBHMYI popMmi.

Al Takox 3aimatoca doTtorpadieto i y cBoix
$oTONPOEKTaxX NPeaCcTaBAA0 KIHOK Yy pi3-
HUX 06pasax i3 cynpoBigHUMM TEKCTaMMU.

OkcaHa: A Aka 3aranom cuTyauia

B Monbwuj 3 inppacTpykTypOIO AAA AlO-
AeH 3 inBanipnictmio?

CunbBif: Y Hac € gep»KaBHi iHCTUTYLIT, a Ta-
KO HU30BI iHiLLiaTMBK, AKi 3aliMatoTbCA
LMMU MUTAHHAMMN. Y A€AKMUX NO/NbCbKUX
MiCTax BNPOBaAKYOTb CTaHAAPT BiAno-
Bi4HOrO YHiBepca/bHOro An3aiiHy. | uei
CTaHAAPT CTOCYETbCA He /INLLE Nl0Ael 3 iH-
Ba/ligHICTIO, ifenA YHiBEepCa/IbHOro Au-
3aliHy nepegbayae CTBOpeHHA nybiYHOro
NpOCTOpY, AOCTYMNHOro AAA BCiX — i A/1A
maTepiB 4u 6aTbKIB 3 MaZIEHBKUMMU £iTb-
MU, | 4NA TYPUCTIB 3 Basizamu. Lle ctocy-
€TbCA BCiX Hac. A/e Te, WO A0AAM 3 iHBa-
NiAHICTIO BaXXKO NepecyBaTmUCA Mo MicTy,
3a/IMWAETLCA GAKTOM, TOMY LLO Pi3Hi
apxiTekTypHi 6ap’epu € Bcroam.

OxcaHa: Po3ka)itb npo ¢poTonpoeKTu,

Ae BM Konabopyere 3 AlopbMu 3 iHBa-

AlpHicTIO.
CunbBif: Mu cdopmyBanu rpyny 3 Kinb-
KOX Map *iHOK, i B KOXHili napi ogHa
)KiHKa Bysa 3 iHBanigHicTIO, Apyra — 6es.
laes 6ysa B TOMY, W06 BOHM pa3om
MpaLtoBa/ M Hag BAACHUMU MPOEKTaMM
Mig Yac cepil BOPKLLOMIB Ta 3yCTPi-
Yel, a NOTIM Npe3eHTyBa M pe3y/IbTaTu
ny6AiyHoO, a TaKOX Y BUrAA4[ nybAaikaui.
OpuH 3 npoekTiB BigbyBaBca B OcBeH-
ummi 6ina Kpakosa i 6yB cnpAamoBaHuii
nNpoTU ANCKpuMiIHauii. Lla moage b BuA-
BU/1ACA A,0CUTb NMPOAYKTUBHOIO, AeAKi
y4acHULi 3acHyBa/IM B/IACHi OpraHisa-
Liii, @ XTOCb | 4OCi NPALKOE 3 HAMMU.
Al baraTto nogopoxkyBana Mo/bLueto,
TOMY LLLO 3aMMAKOCA TaKOX KOYYMHIOM,

NPOBOAY BOPKLLOMNMU A KiHOK, Ae

MW 3 HUMM NPALIOEMO Hag MOKPALLEHHAM
TXHBOI CAaMOOLiHKYM, @ TAKOX i3 MUTAHHA-
MM i€HTUYHOCTI. 118 UbOro A NOCAyro-

BYIOCb $OTOANapaTOM: YHaCHML BOPK-
LIOMNiB CTBOPIOIOTb aBTOMOPTPETH B pi3-
HUX HETUMOBMX A/A HUX 0bpa3ax.

Oxcana: Camopenpe3seHTauis y BUnap-
Ky XXiHOK 4acTo noB’A3aHa 3 HamaraH-
HAM BiANOBIAATH NEBHUM KOHBEHLAM
Kpacu. Bauwi npoextu 3 XiHkamu 3 iH-
BaAipHICTIO NOKAMKaHI NiABa)XXUTH cy-
yacHi ineanu XiHouoi 30BHiWIHOCTI?
CuabBif: Tak, 30kpema. Mu cnisnpa-
LIFOEMO 3 XiHKamM 3 Pi3HMX perioHiB
Mo bLLji 1 HAaMaraeMoca 3MiHUTH yCTa-
/leHi B CYCMiNbCTBI YAB/IGHHA MPO XiHo4e
Ti/ZI0, AIKe iHKO/IM OYBaE, HaMNpUKag,
6e3 pyk abo Hir. TakoX opraHizoByeMO
3yCTpidi Ta gUCKyCii npo ceKc, cim’to,
CTOCYHKM Ta Ti/Na, AKi MOXKYTb ByTU Big-
MiHHMMM Big, IXHiX TUNOBUX MeaiiHNX
penpe3eHTalin. MeHi TakoXK 34a€TbCA,
o AyKe barato GppycTpaLii y XKiHOK,
fAK | B 40/10BiKiB, MOB’A3aHO 3 TUM, L0
BOHU MUC/IATL cebe B pamMKax /uLle
OAHI€ET ifeHTUYHOCTI I, 3 NCUXONOTIYHOT



not only for making images but also for
self-reflection.

Oksana: Do you consider this an art
project?
Sylwia: Not exactly. In some sense it is
also a social project. The photo in this
case is art, but | give it a social function.

Oksana: Could you comment on the
current political situation in Poland,
specifically the situation of women
and the recent Black Protests? Have
things gotten worse?
Sylwia: Yes, it’s gotten worse. Many
organizations that support women,
including victims of domestic violence,
haven’t received the funding they
need. There are more and more mes-
sages in the media and public space
normalizing domestic violence. There
has been much debate on this issue be-
cause there was a politician who beat
his wife and she started talking about it
publicly. The reaction was mixed: some
applauded her bravery, while others ar-

gued that it was a personal matter and
she shouldn’t air their dirty laundry. We
don’t have enough money to support
women in those situations, and it will
take years to change the attitude in
society towards domestic violence.
With the change in the political situa-
tion | understand that this will be a very
long process. First, we don’t have
examples of progressive social policy
on this issue coming from above.
Second, feminism, LGBT rights, human
rights and domestic violence are com-
plex and unpopular issues, and many
politicians are afraid to raise them be-
cause they are afraid of losing voters.
On top of that, many feminist activists
in Poland are worn out, because it’s
very exhausting work.

Oksana: What feminist initiatives are
active right now in Poland?
Sylwia: There are quite a lot. Perhaps
you’ve heard of Joanna Piotrowska’s
Fundacja Feminoteka. Also, in the wake
of the international flashmob ““1 Billion

Photo (art fashion session on the beach): Sylwia Nikko Biernacka

in cooperation with Par Guzik, assistant Milosz Husar, hair styling:
Ada Niedopytalska, make-up: Jasiek Bochniarz, light: Dominik Papaj/
Studio Luma, photo retouching: Renata Surowiec, 2016

®oT0 (ceaHc apT-MoAM Ha nAsXi): CuabBia Hikko bepHauka,
cnisnpaug: Map Tysik, acucteHT: Minow lycap, 3adicku: Apa

HeponuTanbcbka, Makisx: Acek bouHsx, cBiTA0: AoMiHik Manai/

Ctyaia Luma, petyw ¢oto: PeHata CypoBeu. 2016
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TOYKM 30pY, Lie 0AHa 3 NPUYMH TOrO,
4OMY MM HelLac/uBi. Hanpukaag, Koau
MW 3MYLLEHi BUKOHYBaTM /IULLE OAHY
Couia/zIbHy pO/1b — KpacyHi, MaTepi,
APYXUHM i T. 4. TOMY A TPOMNOHYO XiH-
KaM BMITU 32 paMKM IXHbOT EAUHOT igeH-
TUYHOCTI. 1 BUKOPUCTOBYIO AAA LIbOTO
dboTOKamepy, TOMY LLLO Lie XOPOLLUUHA
{HCTPYMEHT He /i1Lle A/1A NPOAYKYBaHHA
obpasis, asne it an1A camopedexcii.

Okcana: Bu po3raapaere ueu npoexr
AK MUCTEeUbKHI?
CunbBifA: He 30Bcim. BiH Takox i co-
Lia/IbHW, B N€BHOMY CeHci. PoTorpa-
¢bifa B gaHOMY BMMAAKY € MUCTELTBOM,
AIKe A HagiNAo couianbHO QYHKLEL.

Oxcana: Yu morau 6 Bu npokomesn-

TyBaTU Cy4acHy NOAITUYHY CUTYa-

uito B lMoAbiui, 30Kpema cTaHoOBMLLE

iHOK Ta HeAaBHI <Yophi nporecTn»?

Yu noripwinnaocb BOHO 3a OCTaHHil yac?
CuabBif: Tak, noripwmaoce. barato
opraHisauii, Wwo 3ainmatoTbCA NiATPUM-
KOO KiHOK, 30Kpema NoCTPaXKAa/NX Big
AOMALLIHBbOMO HAaCK/IbCTBA, HE OTPUMA/IU
diHaHCyBaHHA 419 CBOET A4iANbHO-
cTi. Y nybaiyHomy Ta megiiHOMY npocTo-
pi 3’ABAAETLCA Aesani NOBigOM/IEHD, AKI
HOPMani3yloTb AOMALUHE HACKU/IbCTBO.

HuHi Ha Lo TeMy AUCKYTYIOTb BaraTo
Yyepes Te, WO OAMH NOAITUK BKB CBOIO
APYUHY, i BOHAa MOYaza Npo Le rosBopu-
T ny6sivHO. Peakuia 6yna pisHoto: oaHi
XBa/MAw 1i 32 CMiAMBICTb, ane Byau i Taki,
XTO CTBEPAKYBaM, LLLO Lie 0cobucTa
npobaema, AKY He BapTO BUHOCHTM Ha
ny6aivHe 06roBopeHHA. 3apas Ham

He BMCTa4a€ KOLUTIB Ha NigTPUMKY Xi-
HOK y TakuX CUTyauifax, i gaa Toro, Wwob
MOMIHATU CTaB/IEHHA 40 AOMALLHbOrO
HaCU/bCTBA B CyCri/AIbCTBI, NOTPIOHI poKu.
Tenep, 3i 3MiHOIO MOAITUYHOT CUTYa-

Lii, A po3ymito, LLLO Le Byae ayKe A0Brui
npoLec, TOMy LU0, NO-NepLue, y Hac
HEeMa€ NPUK/IagiB NPOrpeCcUBHOI COLL-
a/IbHOT NOAITUKM LWLOAO L€l npobaemu,
BNpPOBagKeHoi 3ropu. lo-gpyre, nuTaH-
HA pemiHizmy, npas /IFBT, npaB A0AMHMY,
AO0MALLHbOrO HACK/IbCTBA HUHI € CKAA4-
HUMM | HenonyAApHUMK, ToMy BaraTto
no/iTMKIB 60ATLCA iX NigHIMATH, OCKiNb-
KM BOATLCA BTPATUTH €/1eKTOPa/IbHY Nig-
TpUMKY. Kpim uboro, y MosbLui 6arato
$eMiHICTMYHUX aKTUBICTOK BUCHAMEHI,
TOMY LLO Lie CrpaBgi BaxKka poboTa.

Okcana: fiki peminicTnuHi ininiaTueu
3apas ailoTb B Monbui?
CunbBis: Ix gocutb 6arato. MoxamBo,
BUW 4y/n PO «PeMiHOTeKy», iHiliaTuBy



Rising” in Poland a network was cre-
ated to stop violence against women
(Antyprzemocowa Sie¢ Kobiet). They
provide local governments with recom-
mendations on programs to counter
domestic violence. But, unfortunately,
very often what is written on paper is
not carried out.

Oksana: Why did you decide to work in

feminist activism?
Sylwia: | started off with social activism
in general, because my grandfather
was active in the local community
and | spent a lot of time with him, walk-
ing around, talking with people. So
you could say that it’s a kind of family
tradition. | decided to work with women
when | got older and understood my
position in society. | was always quite
independent, but | understood that
not everyone is in the same situation
as me, and this isn’t right. You could say
that | have a heightened sense of fair-
ness. On the other hand, | myself have
faced street violence and sexist jokes.
And while my experience isn’t as trau-
matic as that of many other women,
| am sensitive to others and am ready
to listen to them.
My organization and the work-
shops | do serve as a tool for helping
others, but they also help me to un-
derstand that it’s equally important to
take care of yourself.

Oksana: You mentioned that activists
are exhausted. How do you not burn
out? Working with women who suf-
fered from violence and the feminist
topic in general can be depressing be-
cause the situation seems hopeless.
How do you not lose strength and be-
come disillusioned?

Sylwia: That’s why | try to engage

in a variety of activities—photogra-

phy and social activism. | also now live

by the sea, which for me has always
been a place of strength. | often go for
walks and try not to talk to anyone. | un-
derstand what you’re talking about be-
cause I've decided to take a break from
working with the issue of violence. | de-
cided that it’s too much for me right
now and that | can find other ways to
help women, so I’'m doing workshops.

| listen to myself, not just others, and
I’m not afraid to turn people down
when there are things that | just don’t
have room for in my life. Yes, I help
people, that’s my job, but after

work | do something else. It’s import-
ant to separate these things and under-
stand that there’s a limit to everything.

Oksana: Are feminist ideas popular
among the young generation in Po-
land?

Sylwia: It depends where. There

is a big difference between the big
cities and villages. When working with
people, you have to consider their
background. Often it’s hard to even
use the word “feminism” because

of the strong negative connotations
and stereotypes associated with it.

But | worked with great young girls in
villages who are smart and indepen-
dent and aren’t ready to accept these
stereotypes. During my workshops | of-
ten ask them to talk about women who
inspire them and explain why. We also
do performative practices: | propose
that they assume different images and
then capture them on camera.
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Aci MMOTPKOBCBLKOI. TaKOX Ha XBUAI
MixkHapogHoro ¢pnewmoby One Billion
Rising y MoAblLLi BUHMKA Mepexa op-
raHisauii, WwWo NpOTUCTOATb HACUNBLCTBY
Hag, *iHKkamu, Taki Ak Antyprzemocowad
Sie¢ Kobiet, Aka Hagae 0KabHUM ypsa-
AaM pekoMeHaaUii LWoA0 Nporpam npo-
Uil 4OMaLLIHbOMY HAaCUALCTBY. A/e, Ha
Xa/lb, AYKe YacTo Te, L0 HAaNMCaHo Ha
nanepi, He peani3yeTbCA B XUTTI.

Okcana: Yomy BM BHpilUMAM NpaLioBa-

™ y peminicTHuHOMy aKTHBI3Mi?
CunbBina: A nounHana i3 couiasbHOrO
aKTMBI3MY 3araziom, TOMY LLLO Milt gidyCb
aKTMBHO 3aliMaBCA 40MOMOrOH0 /10Ka/1b-
Hill CMiZLHOTI, @ A 4aCTO NPOBOANAA 3 HUM
Yyac — ry/a1a, cnizkyBanaca 3 0AbMU.
TaK W0 MOXHa CKa3aTu, WO B MOEMY
BUMaAKY Le CBOEPiAHa CiMeliHa TpaauLin.
MpautoBaTtH 3 iHKamu A BUpilLKAa 3 A0-
POC/IILLAHHAM i yCBi4OM/I@HHAM CBOrO
CTaHOBMLLLA B CYCNi/bCTBI. A 3aBXAM
6yn1a 4OCUTb He3a/1eXKHa, a/le po3yMi-
N3, WO He y BCiX € Ti K YMOBU, WO N Yy
MeHe, a Lie HenpaBuIbHO. MOKHa CKa-
3aTu, WO Y MEeHe 3arocTpeHe novyTTA
CnpaeeAnnBOCTI. 3 iHWOro 60Ky, A i cama
CTMKA/ACA 3 BY/IMHYHUM HAaCU/NbCTBOM abo
K CEKCUCTCbKMMMU KapTaMmu. | xoua mii
B/IACHWM 4,0CBig, He HACTi/IbKM TPaBMaTHY-
HUI, AK Y BaraTboX *iHOK, A 4OCUTb YyiHa
MOAMHA | FOTOBA NMPUCIYXATUCA A0 iHLLIKX.
Mos opraHisaujis Ta BOpKLIONu cay-
rYIOTb iIHCTPYMEHTOM A,0MOMOTH iH-
MM, a/1€ TAaKOX A0MOMararTb i MeHi
3p03yMiTH, LLLO BaXK/MBO 46aTu 1 Npo
cebe y Uit HenpocTii cnpagi.

OxcaHa: Bu srapyBanu npo BHCHa-
YKeHHA aKTuBicTOK. ik Bam BAA€ETbCA
YHUKHYTH BUropaHHa? Po6ora 3 XiHka-
MM, AKi nocTpa)kpanu BiA HACUALCTBA,
Ta W 3aranom, i3 peminicTuuHolo Te-
MaTHKOI0, MO)X€e YacoM 3araHATH B Ae-
npeciio uepes BipuyTTa 6e3napji. ik He
BTpPauaTtH CUAHM i He po3uapoByBaTUCA?

CuabBIfA: A A4/1A Lboro cTapatoca 3aima-
TUCA Pi3HOMAHITHOO AiA/bHICTIO — i do-
Torpadieto, i COLiaNbHOO aKTUBHICTHO.
Kpim uboro, A 3apas xusy 6ina mops,
fKe 3aBXaAn 6y/a10 ANA MeHe CBOEpia-
HUM MiCLeM CuK. fl YacTO XOAKY Ha
MPOry/NAHKM i CTapatoca nig, 4ac HMX

Hi 3 KM He roBopuTH. 1 pO3yMito Npo
L0 MOBa, TOMY LL,O Tenep came BUPi-
LM/ 3pobuTH nepepsy B poboTi 3 Npo-
6/1emoto Hacu/beTBa. MpoCTO BUPILLK-
N3, WO MOKM LLIO Lie A4/1A MeHe 3aHaATo,
MOKHa 3HalTK Cnocib gonomaraTu XikH-
KaMm, i 3aliHANACA BOPKLLIONAMMU.

A npucayxatoca go cebe, He mLe 40
iHLIKX, | He BotOCb iHOAj BigMOB/ATH Ato-
4AM Y AKUXOCh peyax, 417 AKUX Y NeBHi
MOMEHTM MOXe MPOCTO He BUCTa4aTH
MiCLiAl Yy MOEMY XUTTI. Tak, A gomno-
mararo NtaAam, ue Moa poboTa, ane
nicaa poboTH A 3aimMaroca YMMOCh
iHLWMM. BaXX/IMBO YiTKO pO34inAaTH Taki
peui i po3yMmiTH, L0 BCbOMY € MeXa.

Okcana: Un nonynaaphi peminicTuuni
iaei cepea NOABCBKOro MOAOAOIO NO-
KOAIHHA?

CunbBIA: 3a/1eXuTb, ge. € BennKa pis-
HULLA MiXK BE/IMKMMU MiCTaMU 1 cefamu.
TyT 3 MO4bMM NOTPIGHO NpaLoBaTH,
BiALUTOBXYHOUMCb Big IXHbOro HeKrpayk-
4y. HacTo BaXKO HaBiTb BXMBaTK C/10BO
«pemiHi3M» yepes Moro Cu/bHI Hera-
TUBHI KOHOTALLT Ta CTEPEOTUMU, 3 HUM
noB’A3aHi. Azle A npaLoBasa 3 4y/o0-
BMMW MO/OAMMM AiBYaTaMm 3 Cif,
PO3YMHMMMU 11 HE3a/1EXKHUMM, AKi He
rOTOBI 3 UMM CTEPEOTUMNAMM MOTOAXKY-
BaTUCA. Ha BOpKLLIONax A 4acTo npoLuy
ix po3nogictu abo nigrotysatu iHpop-
MaL,ito MPO KiHOK, AKi IX HAAUXAIOTb,
MpoLLy NOACHUTH, HOMY. Mun TaKOX
3aliMaemocA neppopMaTUBHUMMU NPaK-
TUKaMWU: A MPOMOHYIO iM NepeBsTiaoBa-
TUCA B pi3Hi 06pasu Ta 3adikcyBaTy ix
Ha doTo.
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Oksana Briukhovetska: Could you tell
us about your job? You are curating
for Artwall Gallery, which presents art
in public space—on the wall along the
Vitava River. How many years has this
gallery existed?
Zuzana Stefkova: | teach at the Insti-
tute for Art History at Charles Univer-
sity and the Academy of Art, Architec-
ture and Design. | do all this teaching,
but don’t ask me about the wages. | am
often joking that it doesn’t even pay
for a babysitter.
| curate for the Artwall Gallery to-
gether with Lenka Kukurova, butin
terms of employment this is something
like a hobby. The gallery exists from
2005. | officially started to work for
this gallery in 2008. The first exhibition
that I curated had an unexpected im-
pact. The municipality decided to termi-
nate the leasing contract of the gallery.
So after that there was no Artwall
Gallery for three years. Then after that
the mayor was replaced by someone
else, and suddenly it was possible
to reopen the gallery. It was in 2011,
and we opened with an exhibition by

iUHa AUCKYCIA

OCTO ranepes,

on

ISCUSSION
]

Not just a gallery
but a public
any

d
He

3y3aHa CtedpKoBa

[anepeqa Artwall
[lpara_Yexia

Po3moBAAIOTh:
OkcaHa bproxoBeLbKa
Necsa KyabuMHCbKa
Auctonap 2017, MNpara

OxcaHa BproxoBeubka: Po3kaxiTb npo
CBOI0 po6oTy. Bu KypaTopka ranepei
Artwall, wo npe3enTye mucTeubKi
nNpoexTH B ny6aiuHomy micui — Ha CTiHi
HaA piukolo Baraeolo. fik AoBro npa-
WI0€ uA ranepen?
3ysana Credkosa: A BuKk/iazalo B IHCTH-
TyTi icTOpii MMCTeLTB Kap/10BOro yHisep-
cuTeTy Ta AKagemii MUCTeLTB, apXiTeKTy-
p¥ Ta gu3aiiHy. Ane He nuTaiTe, CKiNbKK
MeHi NA1aTATb 3a Lie BUKIagaHHA. Al YacTo
XapTYIO, LLLO 3 L€l 3apn/aTv HaBiTb HAHb-
KY 417 AUTUHU HE MOYKHA HaMHATY.
B ranepei Artwall npautoto pasom
3 /leHkoto KyKkypoBOIO, Ta Lie pagLue He
po60Ta, a x0bi. lanepen BigKkpuiaca
2005 poky. fl odiuiitHo cTasna Kypa-
TOPKOIO razepeiy 2008 poui. Mepuia
BMCTaBKa, AKY A KypyBa/a, Ma/ia Hecrno-
AiBaHWI pe3oHaHc. MyHiuunaniteT Bu-
pilunB po3ipBaTi 40roBip OpeHaun 3 ra-
nepeeto. Micaa yporo Artwall Tpu poku
He By/10. A ToAi Mep MiLOoB 3 Nocaau,
MOro 3aCTynuB iHLWUWM, | CTa/Z10 MOX/UBO
3HOBY BigKpWUTH rasnepeto. TOXK B 2011
poLi MW eKCMOHYBa/ I BUCTaBKY Fpynu
«BoMHa», i Tenep NpoBOAUMO Aecb NO
4YOTUPU-N’ATb BUCTABOK HA piK.
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Oxcana: Fanepeto Toai 3aKpunu uepes
BUCTaBKY?

HICTUYHOT (MUCTELbKOT) IHCTUTYL . AR
Hac Le A40CuTb 1erko, 60 06MABI KypaTopky

Voina. Since then we have realized 4-5
exhibitions per year.

Oksana: Why did they close the gal-
lery? Becuse of the exhibition?

Zuzana: Yes, it was an exhibition

of a Czech art group called GUMA GUAR
that criticized corruption in the Prague
municipality. The exhibition imitated an
official campaign supporting the idea
that Prague should become the Olympic
City in 2016. The orignal campaign was
funded from the city budget, and it was
the brainchild of the mayor, who basi-
cally wanted to enhance his visibility and
get some political credit. People knew
that it was impossible to make Prague
the Olympic City in 2016, plus many saw
it as a big opportunity for corruption. If
this happened, only the mayor’s friends
would get the commissions.

So, the project consisted of an appropria-
tion of the logo and slogan of the official
institution that was responsible for the
campaign called the Prague Olympic. The
artists appropriated the slogan and the
logo but instead of famous Czech actors
pretending to be sportsmen and sports-
women, as in the official campaign, they
depicted criminals connected with corrup-
tion. Some of them were in the Bahamas,
some were dead, some were in prison.
And all the images had the same slogan:
“We are all part of the national team.”
Obviously, the mayor did not like that.
Because the space where Artwall is locat-
ed belongs to the municipality it was
very easy for them to cut off this space.
The Center for Contemporary Art that
ran the Artwall Gallery at the time also

Zuzana: We are exhibiting art that is
socially critical. And now we are sub-
scribing to the Codex of the Feminist
(Art) Institution—a project initiated
by Tereza Stejskalova. It is easy in our
case because we have two female
curators and our program is pretty
balanced in terms of gender. Because
we are a small team it is easy to adhere
to the principles of mutual respect and
an egalitarian approach.

We have organized several exhibitions

that were presenting feminist work.
One of them was an exhibition called

She Should Not Have Provoked by a Slovak
feminist cross-stitching group called Kun-

dy Crew. It consisted of a series of slogans
which were done in the style of traditional

cross-stitching. Then there was a collec-
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3ysana: Tak, ue 6y/s1a BUCTaBKa rpy-

1 3 Ha3Boto GUMA GUAR, fAka Kkpu-
TUKYBa/a KOPYMLi0 MyHilMnaniteTy
Mparu. Buctaeka imityBana oiuiiHy
KaMMaHito 3a npoBeAeHHA Onimniagn
2016 poky y lNpas3i. Lo kamnaHito npodi-
HaHCYBa/M 3 MiCbKOro B6roAKeTy i BOHa
6ys1a BUTBOPOM Mepa, AKWI, MO CyTi, XO-
TiB NiABULLMTH CBOO NMOMY/APHICTL | OT-
pUMaTH NOAITUYHI AuBigeHAN. /Tlogm
3Ha/u, LWo 3pobuTu Mpary oaimnin-
CbKMM MICTOM Y 2016 pOLi HEMOX/MBO,
KpiM TOro, 6araTto XTo crnpuiimMaB Le AK
BE/IMKY MO/MBICTb A8 KOpynuii. AKOU
KamnaHia gocAraa ycnixy, To BCi 3aMOB-
/leHHA OTpUManu 6 nie Apysi mepa.

Y npoekti GUMA GUAR BuKkopucTana 71o-
roTun oQiLiiHOT rpOMaACbKOT OpraHisa-
uii Prague Olympic, Aka Bignosigana 3a
KaMMaHilo, a TaKOX Ti rac/10. XyAOXHUKM
B3A/I1 Ll rac/0 i 10roTun, ane 3amicTb
BifJOMMX YeCbKMX aKTOPIB Ta aKTOPOK, AKi
B/,aBa/M 3 cebe CriopTCMeHiB i copTcme-
HOK, BOHM 306pa3un/n 3/104MHLiB — /1t0-
f,em, NoB’A3aHuX i3 Kopynujieto. XTOCh

i3 uMx t0gen 3apas Ha baramax, XTocb
nomep, XTOCb y TIOPMi. YCi 306pakeHHA
CYNpOBOAKYBA/NO racao: «Mu BCi — Ya-
CTMHA HALiOHa/IbHOT KOMaHAW». | mepy
e He cnogobanocs.

OcKinbku npocTip, A€ po3milLeHa
Artwall — myHiuMnanbHa BAACHICTD,
BigibpaTtu oro 6yao ayxe nerko. Lien-
TPy Cy4aCHOro MUCTELTBa, HaCTMHOO
AKoro € Artwall, Hane)aTb TaKoOK iHLLIA
razepesn, OH/MAMH-PEECTP CyYaCHMX XY-
[,0XKHUKIB, 6ib/i0TEKa — yce Le OnuHK-
210CA Mig, 3arpo3010 Yepes Ty BUCTABKY.

razepei — XiHKu, i Hallla nporpama reHaep-
HO 36a/1aHCOBaHa. Y HaLLil Maiit KOMaHgi
HaM /1erko AOTPUMYBATUCA NPUHLMNIB
B32EMOMOBAru Ta erasiTapHoro nigxoay.
Mwu opranisyBanu Kinbka BUCTABOK ¢e-
MiHICTMYHMX pOBIT. OAHA 3 HUX — BU-
CTaBKa, LLI0 Ha3nBasnacA «BoHa He no-
BWHHA 6y/1a NPOBOKYBaTU», C/10BALbKOI
rPynu BULIMBA/IbHULb XPECTUKOM 3 Ha3-
Boto «<KomaHga KyHgi». Lie 6ysa cepis
race/1, BAKOHaHUX Y CTWAI TPagMLiHOro
BULLMBAHHA XpPeCcTUKOM. Lia rpyna 3 rop-
aicTio ineHTndikye cebe AK PpemiHic-
TUYHy. LLle ekcnoHyBasacA KONeKTUBHA
BMCTaBKa «/lOMallHE», peani3oBaHa
rpynoto 6e340MHUX XKiHOK.

Okcana: Ae BM KypyBanu iHwi ¢peminic-
THUYHi npoexkTn?

3ysana: Le no pobotu B Artwall A 6yna
CMiBKYPaTOPKOO BUCTaBKM «3YMUHUTK Ha-
CWABCTBO Hag, KiHKamu» 2006 poKy. Mu
cniBnpautoBaau 3 /leHkoto KykypoBsolo,
iHiLiaTOpKOtO NpoeKTy. Lie 6yB MixxHapoa-
HWI MPOEKT, L0 po3no4asca y bpatucia-
Bi, a NOTiM nepemictueca Ao lMparu.
Topik A KypyBana NpOeKT i3 Ha3BO
«be3 HeHaBWCTi» y LLeHTPi Cy4acHoro
mucteutsa Dox y [pasi — npo mek-
LUMHM | CTaB/I€HHA A0 HUX. BiH OyB
MoB’A3aHWM 3 GeMiHICTUYHUMM NUTAHHSA-
MU, @ TaKOX i3 TeMamu reHaepy i pacu.
Iuie ogHa BMCTaBKa 2010 pOKY Ha3uBa-

naca «Xammep» — MU NoKasyBa/Im Bi-
10 aMepUKaHCbKOI pexucepru-n1echinku
Bapbapu Xammep. | ocTaHHe, ase He
MEHLL Ba)k/IMBe — A CRiBMpaL|toBa-

na 3 flapuHoto Ancrtep i Karepinoto Oni-

managed another gallery, an online list
of contemporary artists and a library,
and all this was somehow endangered
because of this exhibition.

BOBO0, 3aCHOBHULAMU PeMiHICTUYHOT
iHiLiaTMBKM «MaTepi, Wo NbAATL MUCTe-
LTBO», Y AKil A 6epy y4acTb.

tive exhibition called Home Like, realized
by a group of homeless women. Okcana: fike micue B AisnbHocTi Artwall
3aimalotbh peminicTuuHi npoexTn?
3y3aHna: Artwall BUcTaBase couianb-
HO KPUTUYHE MUCTELTBO. MU B3A/IU
y4acTb y npoekTi Tepesu CTeicKkano-

BOi — mignucanuca nig Kogexkcom «Pemi-

Oksana: Were there other feminist
projects that you curated?
Zuzana: Before Artwall | co-curated
a show called Stop Violence Against

Aeca Kyabunncbka: Mo)xere po3ka-
3artu 6inblue npo rpyny «<Marepi, wo
AOOAATL MHCTEUTBO»?

Oksana: What part of the Artwall
activities are feminist projects?

KomaHaa KyHai. «<BoHa He noBUHHa byaa npoBokyBaTtu». Artwall, 2015

Kundy Crew, She Should Not Have Provoked, Artwall, 2015



Women in 2006. | collaborated with
Lenka Kukurova, the initiator of this
exhibition. The project was interna-
tional—the exhibition took place in
Bratislava and then it moved to Prague.
Last year | curated the Hate Free exhibi-
tion in Dox Center of Contemporary Arts
in Prague. It dealt with minorities and
relationships with minorities. It was defi-
nitely connected with feminist claims and
the themes of gender and race.
Another exhibition, realised in 2010,
was called Hammer. We showed videos
by the American lesbian filmmaker Bar-

1 Ctvrta vina

believed that an artist is free to do
whatever he or she wants and it doesn’t
really matter what gender you are, since
all that matters is if you produce good
or bad art.

But | think that the situation is changing
for the better now. There is a group of
young women called Fourth Wave' who
started to post videos online critiquing
patriarchy in different ways. One of their
most famous videos was dealing with
sexism in the context of art schools.
Also, the following case might demon-
strate the subtle changes. In summer

3y3ana: Lle HM30Ba iHiuiaTuBa. Bce no-
Ya/10CA 3i CMiNbHUX iHTEepeciB, AK rpyna
B3aEMHOT MigTPUMKK. Mu 06’eaHyBanu-
CA ALOBKO/1a NPaKTUYHMX Npobsiem go-
rAa4y 3a A4iTbMUM Ta MaTEPUHCTBA, a Ta-
KO XOTi/In CTBOPIOBATU MUCTELITBO
pasom. Mu npoBoANAM Hac i3 4iTbMH,
ane B uboMy 6yB BogHO4acC i npodeciit-
HUW iHTepec. /10 rpynu BXOAATb TBOPHI
XKIHKM, LLLO 3aMMat0TbCA Bi3ya/IbHUM
MUCTELTBOM, KiHO, iCTOPIEI0 MUCTELTB
ToWw0. MU NPOBOAMMO 3YCTPii KOXKHi
TPV TUXHI, @ TaKOX pobUMO npeseHTau,i
TOro, Hag, YMM npautoemo. Mu opraHisy-

BMOIp NOKa3as, LU0 BOHW HaCMpaBgi

He LiKaBAATbCA KOHTEKCTOM Y LiZIoMmy.
AKLW,0 BUCTaBKa HazMBaeTbCA «Cyyac-
HWUM }KMBOMUC», @ BUCTAB/IEHO 45 40/10-
BiKiB i /ML 0AHA »KiHKa — L0 Lie 33
TaKa pernpeseHTaTuBHA BUOIpKa?

Tomy Tepesa CreiickanoBa onybiky-
Ba/1a BigKPUTHI INCT-NPOTECT, 3Bep-
HEHWI 4,0 BCiX XyA0XKHUKIB, AKi 6paau
y4acTb Y BUCTaBL, i MOro nignmucanm
6arato ntogent. Taka 3arazbHa NigTpUM-
Ka ¢peMiHiCTUYHOT BUMOrM — Lie LLLOCb
BigHOCHO HOBe. A NpoTe, AyMmalo, B HaC
demiHi3m goci He Mae HU30BOrO acnek-
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bara Hammer. Last but not least, | col-
laborated on projects with Darina temporary painting where there were
Alster and Katefina Olivovd, who are 34 men and only one woman. There
the founders of Mothers Artlovers, one were eight curators, one of them
feminist initiative | am part of. was a woman, and each of them chose
four to five artists. The curators felt
that they were only responsible for

2017 there was an exhibition of con- Ba/IM TAKOX BOPKLUONM i neppopmaHcy. Ty. Ham 6pakye apyroi xBuai pemiHiamy.
Hanpwuknag, Bopkwon «MatepuH-
CTBO i peBo/IOLisA», a 3rogom — «MaTe-  Aeca: Po3kakitb 6inblue npo npoekT
PUHCTBO, MUCTELTBO, PEBO/IIOLLIA». «PeminicTHuHa (MHUCTelbKa) IHCTUTY-
nif», WO BiH O3HAYaeE.

3y3aHa: 3rigHo 3 KogeKcom NpakTUKu

«PeMmiHiCTUYHOT (MUCTeLbKOT) IHCTUTY-

OkcaHa: flk y yecbKOMY CcycninbCTBI

Lesia Kulchynska: Can you tell us more cnpuimalots peminictnuni ipei?

about this group Mothers Artlovers?

Zuzana: ltis a grassroots initiative that
started with our common interests,

as a support group. We got together
around practical issues like childcare
and motherhood but also wanted to
produce some art together. We spend
time with our children and pursue our
professional interests at the same time.
In the group there are creative women
like visual artists, filmmakers, art his-
torians, etc. We have meetings every
3 weeks and present our work. We’ve or-
ganized several performances and work-
shops. For example, a workshop called
“Motherhood and Revolution” and later

their personal choice. Their gender-blind
choice showed that they were not really
interested in the whole context. If you
have an exhibition called “contempo-
rary painting” and you have 34 men
and one woman, what kind of repre-
sentative sample is that?

So after this,Tereza Stejskalova published
an open protest letter to all the artists
involved and many people signed it.

This general support of a feminist claim

is something relatively new. Yet, | think
that feminism still has not got this kind of
grassroots aspect here. We are missing
the second wave of feminism.

1Ctvrta vina.

3ysana: AkOM BM cnuTanu Le YoTupm
POKM TOMY, AyMato, 6araTo XTo Bigmno-
BiB 61, L0 PemiHi3M — Lie WOoCh i3 Mu-
HY/10T0, | Tenep Le A8 HAC YXKe He aK-
TyasibHO. OC06/IMBO Y CBiTi MUCTELTBA,
60 TYT yci HIGUTO BiZIbHI pObUTH, L0
XO4YTb, | HE Ma€ 3Ha4YeHHA, AKMIM Yy Bac
reHAep, — BW NPOCTO CTBOPHOETE XOPO-
e MUCTeLTBO abo noraHe MUCTeLTBO.
Ane 51 BBaXalo, LU0 HUHI CUTyauia TPOXu
3MIHIOETBCA Ha Kpalue. 3’ABWiacA rpyna
KIHOK «HeTBepTa xBuAA»', AKI nyo6AiKy-
Ba/IM OH/IAMH-BiAe0, L0 y pi3Hi cnocobu
KPUTUKYIOTb naTpiapxart. [xHi Hainony-
NAPHILLi Bigeo CTOCYBa/MCA CEKCU3MY

B KOHTEKCTi akageMin muctelTsa.

Lii»?, AKWIA Hanucana Tepesa CTeNcKa-
/10Ba, — BaX/IMBO BU3HATH, WO demi-
Hi3M € HeOOXifAHUM 417 BCbOTO, WO MU
pobumo. Baxk/11BO BU3HATK LLIHHICTb
Typb0TU. Hanpuknag, ranepen noBuHHa

, Ha aKin

“Motherhood, Art, Revolution.” Lesia: Tell us about the Feminist (Art)
Institution, what does it mean?

Zuzana: According to the Code of

TaKOX TOHKi 3MiHM MOXKe NpOoAEeMOH-
CTPYBaTU Takuit BUMAAOK. BAiTKy 2017
POKY eKCroHyBanacsA BUCTaBKa Cy4acHo-
O }XMBOMUCY, Ha AKI BYN10 45 XyA0kK-

Oksana: How are feminist ideas re-
ceived by the public in Czech society?

Yexii Ta CAOBaYunHK, AKi NpaLotoTb y cdhepi

Zuzana: If you asked the same ques-
tion a few years ago, | think that the
majority of people would tell you that it
is something that happened in the past
and it is not relevant for us. Especially

in the art world, because it is widely

Practice of the Feminist (Art) Institution,
written by Tereza Stejskalova, it’s im-
portant to acknowledge that feminism
is essential to whatever you do. It is
important to acknowledge the value of
care. For instance, a gallery should be
open to children or people visiting with

HUKIB i MLLE 0AHA XyA0MHULA. [i Kypy-
Ba/IM BiCiM KypaTopiB, cepes AKUX byaa
O/Ha KiHKa, i KOXeH i3 HUX 0bupaB 4-5
XYA0KHUKIB. KypaTopu BBaXanu, Lo
BOHM BiANOBiAa0Th /MLLE 3a CBilA OCO-
BucTuit BUBIp. IxHil renaepHo-cainmi

«1 6 onuncana Lie ik TOPU3OHTAAbHO CTPYKTYPOBaHY KOAAILLitO iHCTU-

2 KomeHTap Tepesun CtenckanoBoi, ciueHb 2019:

COO3M 1 MIATPMMYBATH OAHE OAHOTO, HABITb AIKLLO BOHW HE NpaLo-

pOCTe 11 MOCTYMOBO OXOMAKE MPaLiBHUKIB KyABTYPU M aKTUBICTIB

TyLiW Ta opraHizauin i3
no3a 4exoCAOBaLbKUM PErioHoOM. 3apa3 M1 nepekrapaemo Koaeke

dpaHLUy3bkot. Mu bpann yuyacTb y AMCKYCisiX y BepaiHi, BiaHi Ta
TW AO YBaru KPUTKKY KBip- Ta TPAHC-aKTUBICTIB, 3 OAHOTO OOKY, i 3MiHYy

0Tb Y cdhepi MucTelTBa». 3apas Mu nepenucyemo Koaekce, LLob B3s-
KAIMaTy Ta NikAyBaHHS MPO AOBKIAASL, 3 iHLLIOTO».

KYAbTYPU (Bi3yaAbHI MUCTELTBA, My3MKa, MOAQ, MOAITUKA). Koaniuis
Binbbao B IcnaHii. AAe nNo3a HaWKWM PerioHoM yyacTb HE HAATO ak-
TMBHa. Ti 3 Hac, xTo Mellkae y Mpasi abo bpatncaasi, 3HaOTb OAHE
npo 0AHOro. Mu 3ycTpiyaemocs pa3 Ha ABa MiCsiLli, OpraHi3oByeEMO
nyoAiyHi 3axoan abo 3aKpUTI BOPKLLIONHK 3 iHLLMMUK akTUBicTaMu. Ha
MO AYMKY, BYAO CTBOPEHO NAATGOPMY MiXiIHCTUTYLIOHAABHOIO AO-
TASIAY CEPEA KYABTYPHUX IHCTUTYLIM, SIKi XOUyTb AOTPMMYyBATUCA GEeMi-
HICTUYHUX NpUHUMNIB. Kpim Toro, byaa cTBopeHa naatdopma

Pi3Hi KYABTYPHI iHCTUTYLIT Ta OKPEMI AFOAM MOXYTb OPraHi3oByBaTH



children. The Feminist (Art) Institution
also promotes a pretty egalitarian or
radically democratic approach. As
opposed to this, you have a curator
who is the boss and everyone else is
just a bunch of anonymous workers.
Another important part of the Code

is the quotas, gender parity in leading
positions and also in the artists making
up the program.? This year at the Artwall
Gallery we managed to balance the pro-
gram really well. We had two exhibitions
by female artists, two by men, and one
by a transgender woman.

Lesia: The functioning of Artwall Gal-
lery should be quite different from the
white cube situation. You work in pub-
lic space and it is a completely differ-
ent context: you are open to viewers
who are not prepared, who don’t go to
exhibitions in galleries. How do you
work with this situation? What kind of
approach does it demand?

Zuzana: We started to really tackle

this issue when we did the exhibition of

institutions and organizations from the Czech Republic and Slovakia
working in the field of culture (visual arts, music, fashion, politics).

It has been growing and reaching cultural workers and activists
individuals can ally and support each other even if they are not from

some kind of platform of interinstitutional care (care among cultural
the visual arts. The code is now being rewritten to take into account
the criticism of queer and trans activists on the one hand, and cli-

“Now | would describe it as a horizontally structured coalition of
beyond the Czecho-slovak region. It is now being translated into
French and we have participated in discussions in Berlin, Vienna
and Bilbao/Spain. But beyond our region the participation is not
intense. Those of us in Prague or Bratislava, we know about each
other, we meet once every two months, organize public events or
closed workshops with other activists. | think we have established
institutions, which want to follow feminist principles). Also, a plat-
form has been established where different cultural institutions and
mate change and care for the environment on the other.”

2Comment of Tereza Stejskalova, January 2019:

Alma Lily Rayner entitled Some Things
My Father Put Inside My Vagina. We
received one to two calls per week ask-
ing, “What is this?” Usually the people
calling were women and some of them
were really angry. They wanted to talk,
and they really wanted to figure out
what is going on and why are we doing
this. So we composed a text aimed at
parents to instruct them how to explain
this exhibition to their children.

We also had an exhibition called The
Face of Rape, a feminist exhibition by
guest curator Filip Turek. He put togeth-
er a group of artists, both women and
men, dealing with the theme of rape.
And there was one image where you
could see a naked woman from behind
being pulled by a man. | had a phone
call from a person who felt that it was
ugly and that she didn’t want to look at
it, she wanted to see something nice,
but we were putting on display things
that were nasty.

So, my point is that the society needs
this. Artwall is a unique space. The mes-
sage might be dramatic but we really
want to open up these topics that are
not sufficiently exposed or discussed
within society.

Sometimes it might be a problem for
people who are not ready for this, but
at the same time we are willing to take
the risk. Obviously, we try to balance
the risks and the positive outcome of
the media coverage that is part of it.
This is also one aspect of the strate-
gy—how you communicate the issue in
the media. Artwall is not just a gallery
but also a public discussion.

Lesia: We are used to artworks in ex-
hibitions being followed by curatorial
texts. Art is very much contextual-
ized by this textual support. And here

is a situation where you cannot use this
tool to explain an image. There must be
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ByTHM BiAKPUTOO 40 AiTei Ym Atoaei,
AKI IPUXOAATD i3 AiTbMU. BigcTOOETHCA
£,0BOAI €raniTapHuii i pagukanbHo-
AE€MOKPaTUYHUIA NiaXia, Ha NpoTuBary
niAxoay, B AKOMY KypaTop € KepiBHU-
KOM, @ peLuta — /IMLLe /INLLIE KYMOH
aHOHIMHUX POBITHUKIB. IHLIA Bax/1MBa
YacTuHa Lboro Kogekcy — ue KBOTH,
reH/AepHUIM napuTeT, piBHa KiNbKiCTb
XIHOK i HO/I0BIKIB Ha Ba/IMBUX MO-
Cagax, a Takox y Aobopi muTuiB.
LUboro poky mu B Artwall gocuTb Baa-
N0 36anaHcyBanv nporpamy — /i
BUCTABKM XYAOHULb, ABi XYA,0KHU-
KiB | 0fjHa — TpaHCreHAepHOT XiHKu.

Aeca: dynkuioHyBanHa ranepei Artwall
CYTTEBO BiApi3HAETbCA Bip po6oTH Tpa-
AULIHHOTO raAepeMHoro Npocropy, Tak
3BaHoro «6inoro Kyby»: Bawa ayam-
TOpifA — ue TaKoX i <HenmipAroToBAeHi»
raapaui, Aki 3a3BHuan He XOAATb Ha
ranepeiini Buctaeku. Uu BpaxoByere
BHU U0 cneuudiky B cBOiX npoekrax?
3y3ana: Mu no-cnpaBXHbOMY Mo4asu
3a4yMyBaTWUCA Hag, UMM MiC/18 BUCTaBKU
AnbMu Nini PaiiHep «/leAki pedi, AKi mit
6aTbKO 3aCOBYBaB MeHi y BariHy». Ham
{13BOHW/IM Pa3 YM ABiYi Ha TUXKAEHD 3 M-
TaHHAM «LLlo e Take?». 3a3BMyai xiH-
KW, geAKi 3 HUX By/n AyKe po3/toyeHi.
BOHM XOTi/IM NOrOBOPUTY i CNPaBAi XOTi-
/1 3pO3YMiTH, WO BiAOYBa€ETbCA | HOMY
MM Le pobrMOo. TOXK MU CKAANM TEKCT,
agpecoBaHui baTbKam, LWo6 HaBUMTH iX
MOACHIOBATU L0 BUCTABKY AiTAM.
LLle y Hac 6y/a1a BUCTaBKa 3 Ha3Boto «O6-
/IMY4A 3r'BaNTYBaHHA» — TaKOX demi-
HicTuuHa. Ii npoBoaws 3anpoluenmit
KypaTtop ®izin Typek. BiH 3i6pas rpyny
XYAOKHULb | XyA0XKHWKIB, AKi 3aliManu-
CA TEeMO'0 3r'Ba/TyBaHHA. B ekcnosuu,ii
6y/10 04He 306parkeHHA Oro/1IeHOT »KiH-
KM 3334y, AKY TArHYB A0 cebe HoN0BIK.
MeHi noa3BOHWAA N0AMHA, AKA CKa3a-
/13, L0 BBAXAE, WO Lie OrnaHO. BoHa He
X0Tina Ha ue anBuTUCA. 11 61 xoTinocA

6aunTH LWOCh rapHe, a M1 BUCTABAAEMO
Ha MOKa3s gyxe HernpUeEMHI peui.

A/e 7 BBaXalo, LLLO CYCMiNbCTBY Le
noTpibHo. Lle yHikanbHWi npocTip. Mu
MOXeMO AOHOCUTH APaMaTUYHi peui,
ane Wupo BiAKPUTI A0 Tem, AKi 40Ci He-
AOCTaTHbO OMpPUAB/IEHI, IX HEAOCTaTHLO
06roBOPIOKOTD Y CYCMi/IbCTBI.

IHOai Le moxe 6yTH Npob1eMaTUIHO
4/18 04N, HErOTOBMX A0 LibOro, asne My
MaemMo Ha uen pusuk. Mu Hamaraemocs
36anaHCyBaTH Lji pU3MKKM AUCKYCIEIO B Me-
Aia, AKa TAKOX 3aBX /M € YHaCTUHOIO NPO-
ekTy. OauH 3 acnekTiB cTpaTerii— Ak
roBopuTH npo npobsemy B 3MI.
Artwall ue He npocTo rasepes, a i ny-
6/1i4Ha gMCKyciA.

Aecs: Ha BUcTaBKax TBOpH 3a3BUYaM
CYNPOBOAXKYIOTLCA KyPaTOPCbKUMU TeK-
cramu. M1 cTaBMMO MHCTEUTBO B KOH-
TEKCT 3a AONONMOrolo UbOro TeKCToBo-
ro cynposoay. A TYT B Ma€ETe CUTya-
uil0, KOAM He MO)KeTe BUKOPUCTOBY-
BaTH ueH iHCTPYMEHT, o6 noAcHUTH
neBHuH obpas. MoTpiben akuncob iHak-
WHH niaxia — AK BM 3 UMM npauloeTe?
3y3aHa: Liboro poky mMu cniBnpatito-
Ba/M 3 Amnesty International. Lle 6yB
npoekT OTO XyaeLa npo ekcrnopT
36poi B HegeMOKpaTHYHi KpaiHu, i Ha
no4artky igen 6y/sa B Tomy, w06
3006pasuTu cepito npasbkux byaisens,
3pYMHOBaHUX yCi€to 30pOELD, AKY eKc-
nopTye Yexis. Bucraeka Ha3nBasaca
«[para yepes geHb nicaa 6bombapay-
BaHHA». XyA0XHUK 06roBOpIOBaB Lo
ineto 3 Amnesty International i Bpewui
BOHW MPUILL/AK A0 PillieHHs, Lo Bap-
TO A0AaTV iHPOPMaLLtO MPO KiNbKICTb
36poi, AKy Yexia ekcriopTye 3a pik, i npo
LLLOpivHe 3pocTaHHA Liel uudpwu. Lie go-
NOMOI/10 NOACHUTY 06pasu, 3poduUTH
igeto 6isbL apTUKY/IbOBAHOO, MEHLL
ABO3HAYHO. A iHOZi BCe NOACHEH-
HA B Ha3Bi — AK y BUCTaBL,i /liAi.
TaKOX MM 3a0X04YEMO Megia pearyBaTu



some different approach to the image,
or how do you work with this?

Zuzana: This year we cooperated with
Amnesty International. The exhibition
by Oto Hudec dealt with the export of
weapons to non-democratic countries.
The original idea was to have a series of
images of Prague towers destroyed by
these weapons that the Czech Repub-
lic exports. The title of the exhibition
was Prague the Day after Bombing. And
eventually the artist discussed this
issue with Amnesty International and
they decided to introduce information
about the number of weapons that are
exported every year and how annually
the number rises. It was something
that we tried to explain by making the
message more explicit and less ambiva-
lent. And other times it was all in the
title, like in the case of Lily’s exhibition.
Also, we count on the media response.
That’s a whole new audience that we
have. Everything is explained on our
website, but not many people go on-
line. I think that our typical audience

is someone who only glimpses one or
two images from the tram. So some-
times obviously the message can be
lost in translation.

But no one can guarantee full under-
standing, even in a white cube situ-
ation. Not everyone reads the text.
Anyway, | think that after years of
experience we know what works and
what does not.

Sometimes we really want to irritate
them a little bit by showing something
that goes against the grain.

Oksana: What led you to feminism?

Zuzana: | am not really sure about
that. My family was unique given the
context of state socialism. My mother
stayed at home with me and my broth-
er even though she had a law degree.
In fact | don’t know anyone else

who had his or her mother at home.
And | was always supported by my fa-
ther. It was this “you can do whatever
you want” supportive environment.

| decided to write my thesis on women
artists in the Czech context and started
to read feminist texts. It was the first
time | encountered this kind of discourse.
Just a fragment of the art that | covered
in my thesis could be called “feminist,”
but that was my first encounter with
feminist thinking. And then | became
more consciously activist when [ met
Lenka Kukurova and Tamara Moyzes.
But | guess that until | became a moth-
er | had not perceived any injustice or
anything unfair that would be happening
to me just because I am a woman.
When | became a mother, feminism
suddenly surfaced as a more pressing
issue. Suddenly | realized how with
raising children (I have a girl and a boy)
you start to think about these things.
Who could be a good model for them?
What kind of world would I like for
them to live in? Before it was more
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Ha Hawi BucTaBKku. Lle gae Ham gocTyn
4,0 iHWKX naactis ayauTopii. o Toro
X, YCi NOACHEHHA € Ha HALWOMY CalTi,
asne HebaraTo /togel 3axo4ATh Ha L
CTOPIHKK. A AyMalo, WO HaLl TUMOBMUIA

rnagavy — ue NtauHa, AKa me MMMo-

XiZb NOMiYa€e 0gHe YM aBa 300paxeH-
HA 3 TpamBaA. Tomy iHOgj, 3BiCHO, igen
MPOCTO rybutbea y npoueci.

A/le HIXTO He MO»Ke rapaHTyBaTH Lin-
KOBWTOrO PO3YMiHHA HaBiTb y «Binomy
Kybi». He BCi unTaloTh TEKCTU. Tak uu
iHaKLwe, baraTopivHuMit 4OCBI4 Ham
niAKa3Ye, WO CrpaLtoE, a Wwo — Hi.

Aecs: ImoBipHo, icHye AKuiicb THR Npo-

ekTiB, Aki Hallkpawe niaxoAATb ANA
TaKoro npocropy, Aki Kpawe cnpaubo-
BYIOTb TYT, HDK Y «6inomy Ky6i»?
3ysaHa: Hanpukaag, npoexT
GUMA GUAR Kpu1TVKyBaB Mepa i Moro

KOpYMMOBaHiCTb. BiH 6yB Hag3BM4alHO

nony/AapHUM, 60 10AM gymanm Tak
camo. Aze, 3BiCHO, M1 He Hamaraemo-
CA BeCb Hac AoroAKaTtv nybaili, iHoai
HaBMaKK, X04emo TPOXU Ti nogpaTysa-
TH, MOKA3YHo4U LL,0Cb MPOBOKATUBHE.

OxcaHa: flkum 6yB Baw wAsax Ao de-
miHismy?
3y3ana: Ck1agHO TOYHO BiAMOBICTH
Ha ue nuTaHHA. Moa poguHa 6yaa
YHIKa/IbHOIO B KOHTEKCTi iep>KaBHOro
coujaniamy. Mos matu cugina Bgoma, 3i
MHOtO | bpaTom, xou4a y Hei byB aun/iom
HOPUCTKU. Hacnpasgi A HaBiTb He 3Hato
6i/ble HIKOro, Yna Mat cugina 6 yao-

aze ue 6y/s1a MoA nepLua 3ycTpid i3
beMiHICTUYHUM MUCAIeHHAM. 3ro-

A,0M A1 YCBiAOM/IEHO CTana akTUBICT-
KO0, KO/IM MO3HanomMumAaca 3 /1eHKO
KykypoBoto i Tamapotro Mowcec.

A/ie MOKM A He CTana maTip’to, TO He
Big4yBana Ha cobi )ogHOi HecrpaBes-
/MBOCTI, A HE Big4yBa/a, WO 3i MHOO
Big6yBa€eTbCA LWOCh HeMpPaBW/IbHE Tib-
KM TOMY, LLLO A XiHKa. Koan A cTana
martip’to, emiHi3m noctas A8 meHe
AK 6i/bLL HacyLL He NMTaHHA. A panTom
YCBIAOMWUAA, LLLO KO/IM TU POCTULL Ai-
Tel (y MEHE € CUH i JOHbKA), TO NOYM-
Ha€Ll 334yMYBaTUCA HAZ TUM, B AKOMY
CBITi BOHW XXUTUMYTb, KOrO BapTO CTa-
BMTM IM Y NpUKAag. Taki pedi cTaloTb
6i/1bLL HAara/IbHUMM, CNPUMMAIOTHCA
AK gyXe Bax/uBi. PaHiwe ye pagle
6yna ogHa Tema 3 baratbox. A Tenep
47191 MEHe Le npiopuTerT.

Lesya: Probably there are some
projects that are best for these kinds
of places, that work better this way
than in the white cube?
Zuzana: Like the project of the group
GUMA GUAR. It was an extremely
popular exhibition, the one that criti-
cized the mayor and his corrupt ways.
Because people felt the same way. But
we don’t satisfy people all the time.

like one issue among others. Now it is
something that [ tend to prioritize.

Ma. | MeHe 3aBXau MigTpuMyBaB 6aTb-
KO, CTBOPIOBAB MeHi HeobxigHi ymoBu:
«Tu MOKeLL pOBUTH BCe, LLLO XOYeLL».
A BupiLLMAA MUCATH ANUNAOM NPO XY-
AOXHULb Y YeCbKOMY KOHTEKCTI | ToAi
noYasna uMTaTv GemiHiCTUYHI TeKCTU.
Tak A BnepLue CTUKHYAacA 3 LM AU1C-
KYPCOM. 3p0O3yMino, L0 A1LLE YaCTh-
HY MUCTELTBA, AKe A A0CAIAXKYBaN3,
MOXHa 6y/10 Ha3BaTH GeMiHICTUYHUM,

Martina Mullaney, Usually She is Disappointed, Artwall, 2018
MapTtiHa ManaaHi. «3a3Buuyalt BOHa po3uyapoBaHa». Artwall, 2018



Feminist (Art) Institution
Code of Practice

This Code of Practice is one of the outputs of a seminar held in spring as part of the tranzit.cz
2017 program. The seminar examined the possible forms of organizations and collectives
that wish to be seen as feminist.

A feminist art institution regards feminist thinking to be an important resource, an inspi-
ration, and one of the underlying bases of its program and operations. Such an institution
is inspired by the history of feminist organization and by feminist reflections upon power,
work, relationships, and forms of oppression.

1. A feminist art institution is (self-)critical. It subjects its structure and program to review
in order to reflect changing social conditions. It recognizes that it cannot be separated from
the social context and selects its methods of social engagement accordingly. A feminist

art institution seeks to develop new types of institutional environment. It redefines what it
means to be a public institution and embraces groups that are otherwise marginalized or
discriminated against within the concept of public. It deems art (hence culture) to be a uni-
versally shared asset (the commons), to which everyone has an inalienable right.

Feminist art institutions are steadfastly opposed to all manifestations of intolerance, e.g.,
racism, homophobia or sexism. They formulate strategies for dealing with such situations
should they arise.

Feminist art institutions champion the viewpoint of the oppressed, and this is reflected in
their program, their relationship with the public, and their own internal organization.

2. The ethics of its own internal operations are as important to a feminist art institu-
tion as the program by which it presents itself to the public. On the one hand, it works
towards the objectives it wishes to see enshrined in society, and on the other ensures that
those who work for it are happy and feel that their opinion counts. An organizational struc-
ture must be created that is capable of developing a meaningful program while taking into
account the needs of those who are part of it.

A feminist art institution is based on the mutual respect of those who work in it. The quality
of their relationships, irrespective of what position they occupy, is considered to be of equal
importance to the quality of the programme.

The operations of a feminist art institution are the outcome of collective discussion and
decision-making and not a “one wo/man show.” The distribution of power is clearly articu-
lated. It is subject to debate on the part of all interested parties and can be changed.

3. A feminist art institution is based on a feminist understanding of work. It is inspired

by the importance feminist theory attributes to care (for children, the elderly, sick and handi-
capped) and other activities that cannot be monetized but are crucial for the well-being of
society. One of the aims of a feminist art institution is to raise the profile of activities that

are essential to the existence of any organization yet are taken for granted and financially
unremunerated. Different types of care (and art can be deemed a type of care) are of cru-
cial concern to a feminist art institution.

demiHicTHuHA (MMCTELbKA) IHCTUTYLIA
KoaeKec npakTUKH

Lleri KoaeKe npakTuKn — OAMH i3 pe3yAbTaTiB CeEMiHapy, MPOBEAEHOIO HABECHI B paMKax
nporpamu tranzit.cz-2017. Ha cemiHapi 6yA0 pO3rAsSIHYTO MOXAMBI pOpMM OpraHizauin Ta
KOAEKTUBIB, SIKi XO4yTb BBaXarncs GemiHiCTUUHUMM.

deMiHICTMYHa MUCTELbKA IHCTUTYLLIS BBAXa€e GEMIHICTUYHE MUCAEHHSA BaXXAMBUM PECYPCOM,
AKEPENOM HATXHEHHA 1 OAHIEID 3 OCHOB CBOET NporpamMu Ta CBoro GyHKLiOHyBaHHS. Taka
IHCTUTYLLIA HAAMXAETLCA iCTOPIED GEMIHICTUUHOIO PyXy Ta GEMIHICTUUHUMU pedAEKCIAMU NPO
BA@AY, POOOTY, CTOCYHKM i POPMM NPUTHOOBAEHHS.

1. PemiHicTMUHA MUCTeLbKa IHCTUTYLIA € (CaMO-)KPUTUUHOLO. BOHa MipAa€E CBOKO CTPYK-
Typy Ta nporpamy neperasay, y BiAnoBiAb Ha MiHAMBI coLiaAbHi yM0oBW. BoHa BU3HaE, LLO He
MOXe iCHyBaTU OKPEMO BiA COLIaAbHOIO KOHTEKCTY, 1 BIANOBIAHUM YUWHOM AOBKMpPaE CBOI Me-
TOAM COLiaAbHOT 3aAyUYeHOCTi. PeMiHICTUYHA MUCTELIbKA IHCTUTYLLIA NparHe po3pPoOASITU HOBI
TUMKX IHCTUTYLIOHAABHOMO cepeaoBMLLA. BoHa nepeBu3Hayae NOHATTA rPOMAACBKOI iIHCTUTYL,
3aAy4Yatouun rpynu, WO B pamMKax yCTaAEHOro Po3yMiHHA «fpOMaAK» € MapriHaAi30BaHUMMU UK
AUCKpPUMiIHOBaHMMU. BoHa BBaXae MMUCTELTBO (a OTXeE, M KYABTYPY) CMIABHUM AASl BCIX aKTh-
BOM (COMMONS), Ha KUK YCi MatoTb HEBIAUYXYBaHE NpaBso.

®eMiHICTUYHI MUCTELLBKI IHCTUTYLIT HENOXMTHO OMMPAOTLCA BCIM MPOSABaM HETOAEPAHTHOCTI — Ha-
NpUKAaA, paciamy, romodobii un cekcuamy. BunpauboByroTb CTpaTerii MPOTUAIT TAKUM CHUTYaLisM.

DeMiHICTUYHI MUCTELLbKI IHCTUTYLIT 3aXMLLIAOTb TOUKY 30pY MPUrHOBAEHMUX, LLIO BinOOpaXxe-
HO B iXHiM Nporpami, iXHix CTOCYHKaX i3 F[POMAaACBLKICTIO Ta BAACHi BHYTPILLIHiMA opraHisalii.

2. ETMKa BAACHOro BHYTPilLHLOro GpyHKUioHyBaHHA AAA GPeMIHICTUUHOI MUCTELbKOI
iHCTUTYLIi He MeHLI Ba)KAMBA, HXX Mporpama, 3a AKOI0 BOHa Npe3eHTye cebe nyoaiuHo.

3 0AHOTO BOKYy, Lie CMPUSIE AOCATHEHHIO LiAe, AKI IHCTUTYLIA xoue B6aunTh BTIAGHUMMU Yy CY-
CMiAbCTBI, @ 3 iHLIOrO — rapaHTye, WO Ti, XTO NPaLOE B iHCTUTYLI, € LLACAMBUMMU i BiAUYBatOTb,
LLIO TXHIO AYMKY BpaxyBaAW. CAip CTBOPWUTM OpraHi3aLiiHy CTPYKTYpY, ika 3AaTHa po3pobuTu
OCMMCAEHY Nporpamy, BoAHoUac 6epyur A0 yBarn notpebu TuX, XTO € il YaCTUHOIO.

PeMiHICTMYHa MUCTeLbKa IHCTUTYLIA 3aCHOBaHa Ha B3aEMHIN MOBa3i MiX TUMMU, XTO B HiK
npautoe. AKiCTb CTOCYHKIB MiXX NpaLiBHUKaMK, HE3AAEXHO Bia IXHbOI MOCAAM, BBAXAETbCH Tak
CaMO BaXAMBOLO, K i AKICTb NPOrpamu.

DYHKLiIOHYBaHHA GEMIHICTUUHOT MUCTELLKOT IHCTUTYLT — LIe PE3YALTAT KOAEKTMBHOMO 06roBo-
PEHHSA | NPUAHATTS PilliEHb, @ HE «TeaTp OAHIEI aKTOPKKM (UM akTopa)». PO3noain BAAAM HIiTKO Mpo-
roBopeHuii. BiH niansarae 06roBopeHHo 3 60Ky BCix 3aLliKaBAEHUX CTOPIH, i KOro MOXHa 3MiHUTH.

3. demiHicTHUHA MUCTELbKA iIHCTUTYLIA 3aCHOBaHA Ha ¢peMiHiCTUUHOMY pO3yMiHHI npaui.
BOHO rpyHTYETHCA HA BU3HAHHI GEMIHICTUYHOIO TEOPIEID BAXXAUMBOCTI OMiKK (3@ AITbMU, AITHIMU
AOABMW, XBOPUMMU 1 AOABMM 3 IHBAAIAHICTIO), Ta iHLUWX BMAIB AISIABHOCTI, AKi HE MOXHa MOHETH-
3yBaTH, ane SIKi € KAOUOBUMU AASE A0DPOOYTY cycninbcTBa. OAHIED 3 Liner GeMIHICTUUYHOT MUC-
TeLbKOI iIHCTUTYLT € NIABULLEHHS CTaTyCy TUX BUAIB «<HEBUAMMOI» MpalLli, AKi € HEOOXIAHUMU AAA
iCHyBaHHS1 ByAb-IKOT OpraHisaLii, are ki BBaXatoTbCsl HACTIAbKU 3BUUHUMM, LLIO HE PO3LIiHIO-
HOTbCA SIK BapTi $iHAHCOBOI BUHAropoAu. PisHi BUAM MiKAyBaHHS (@ MUCTELITBO MOXHa Ha3BaTtu
BMAOM NiKAYBaHHS) HaAeXaTb AO KAKOUOBWX iHTEPECIB GEMIHICTUUHOI MUCTELBKOT IHCTUTYLIT.



A feminist art institution is receptive to caregivers and adapts its program so that they are
able to participate.

Example: It is barrier-free, offers childcare services and the appropriate space, organizes
its events at times that suit parents with children, and ensures its events are accessible to
people with physical or mental health issues.

A feminist art institution is receptive to those of its workers who have responsibilities as
carers. It makes every attempt to create a working environment that includes space for care
activities.

Example: Employees have the opportunity to work from home. It offers childcare services
during working hours. It factors in the presence of small children on its premises.

The work of production managers, accountants and all those who contribute to the upkeep
and maintenance of the institution is recognized and respected.

Example: A feminist art institution’s program lists all those involved. There is no difference
between the fee paid to production managers and curators.

A feminist art institution pays a fee to everyone who participates directly in its running or
program. (An exception to this rule involves institutions operating on a DIY basis where no-
body is paid.) Gender has no influence on the level of the fee whatsoever.

4. A feminist art institution takes it as an article of faith that contemporary society is patri-
archal, as is the contemporary art world. The aim of the institution is to participate in the
struggle to change this situation. A feminist art institution therefore promotes quotas
as a temporary solution to gender imbalance and discrimination.

A feminist art institution promotes a 50% minimum representation of women in its annual
program, whether this involve exhibitions, festivals, conferences or panel discussions.

At least 50% of all managerial, creative and other positions of responsibility are occupied
by women in a feminist art institution.

A feminist art institution refuses to abide by the unwritten criteria of the culture industry
as we know it today. The art world is based on a system of competition, in which only those
who demonstrate the requisite endurance, ambition, strength, assertiveness succeed.

A feminist art institution advocates other values and virtues. It takes into account human
weakness, frailty and fatigue, and prioritizes human relationships over “performance.” It
sets itself different rules within the framework of its possibilities.

The following institutions have declared themselves bound by this Code of Practice: Artalk,
Artwall, Display, etc. gallery, INI Project, Institute of Anxiety, Jindrich Chalupecky Society,
Kapital, New Aliens Agency, Synth Library Prague, tranzit.cz.

We would like to offer our warmest thanks to Ewa Majewska, Xabier Arakistain, Giovanna
Zapperi and Luba Kobova for their inspiration. Contact: tereza@tranzit.org

MeMmiHicTMYHa MUCTELIbKa IHCTUTYLA € TOCTUHHOI AAS BCiX, XTO 3aAiHWMIM B pobOTi onikw,
i NPUCTOCOBYE CBOO NPOrpamy Tak, Wob BoHW MOrAM 6paTu B Hil yuacTb.

Mpukaaa: Y Hil Hemae H6ap’epiB, BOHA NPOMOHYE MOCAYIM HArASIAY 3a AiTbMU 1 BiAMOBIAHWM
MPOCTiP, OPraHi30BYE CBOi 3aX0AU B Yac, IKUIM MIAXOAUTb HaTbKaM i MaTepsiM HEMOBHOAITHIX
AiTen, i Abae npo Te, Wob i 3axoar ByAM AOCTYMHI AAS AOAEN i3 GISUUHMMMK UM MCUXOAOTIUHK-
MU NpobAemMamMm 3i 3A0POB’AM.

PeMiHICTUUYHa MUCTELbKA IHCTUTYLIA MPUCAYXAETLCA AO TUX CBOIX MPaLiBHULb, Y AKUX € AOTAS-
AOBi 060B’A3KN. BoHa pobuTh yce MOXAMBE, W06 CTBOPUTU pobOYE CEPEAOBUILLE, SIKE NEPEA-
6avatmMe NPoCTip AASI AOTASIAOBOI AiSIAbHOCTI.

Mpurknaa: CniBpobITHULI MatoTb MOXAMBICTb NpaLoBaTh 3 AoMy. OpraHisalis nponoHye no-
CAYTU 3 HarAsipy 3a AiTbMU B po60oyi roaMHn. BoHa BpaxoBye MPUCYTHICTb MaAWX AITEN y CBOIX
NPUMILLLEHHSIX.

PoboTa aaMiHiCTpaTOpOoK, ByXraATepOK Ta BCiX iHLIKMX AHOAEN, AKi PpOOAATb BHECOK Yy MIATPU-
MaHHS AIAABHOCTI iHCTUTYLLIT, KOPUCTYETLCA BU3HAHHAM Ta NOBaroto.

Mpuknaa: MNMporpama GpemMiHiCTUUHOI MUCTELLbKOIT IHCTUTYLIT NepeAiuye BCix 3anyyeHux. Hemae
Pi3HWLi B onAaTi aAMiHICTPATUBHOI Ta KypaTopCcbKoi poboTu.

®eMiHICTMYHa MUCTELIbKA IHCTUTYLLISE OMA@Uye NpaLto BCix, XTo 6e3nocepeaHbo bepe yyacTb y i
poboTi un nporpami. (BUHATKOM 3 LIbOTrO MpaBUAA € IHCTUTYLIT, AKI GYHKLIOHYIOTb HA BOAOHTEP-
CbKMX 3acapax, KOAW HIKOMY He MAaTaThb.) [eHAep y3araai He BNAMBAE Ha OnAary npakdi.

4, ®GeMiHiCTMYHA MUCTELLbKA IHCTUTYLiA NEPEKOHAHa, L0 CyYacHe CyCniAbCTBO MaTpiapxaib-
He, Tak caMo SIK i CyyacHU MUCTELIbKUI CBIT. METOI Takoi iIHCTUTYLIT € yuacTb y 60poTb6i 3a
3MiHy wjei cutyauii. OTxe, pemiHicTHUHA MUCTEeUbKa iIHCTUTYLIA NIATPUMYE KBOTU AK TUM-
yacoBe pilueHHA NPOoTU reHAepHoro AucbanaHcy Ta AMCKpUMiHaLii.

deMiHiCTUYHa MUCTeLbKa IHCTUTYLIS MIATPUMMYE LoHarMeHLwe 50-BiACOTKOBE NPEACTAaBHULITBO
XIHOK y CBOIV piuHii Nnporpami — y BUCTaBKaX, GeCTUBaASX, KOHOEPEHLX, NAaHEABHUX AUCKYCIsIX.

LLoHanmeHwe 50% ycix MEHEAXEPCbKMX, TBOPUMX Ta iHLUMX BIAMOBIAAABHMX NOcap y demi-
HICTUYHIM MUCTELKIN IHCTUTYLIT 3aMMatoTh XIHKM.

deMiHICTUUYHa MUCTELbKA iIHCTUTYLIA BIAMOBASIETbCA AOTPMMYBATUCS HEMUCAHUX KPUTEPIIB
KYABTYPHOI iHAYCTPIl, AKOKO MU 1i CbOTOAHI 3HaeMo. CBIT MUCTELTBA 3aCHOBaHMI Ha CUCTEMI
KOHKYpPEHLi, B AKii AOCAratoTb YCMiXy AULLE Ti, XTO AEMOHCTPYE AOCTaTHKO BUTPUBAAICT,
aMbiTHiCTb, CHAY N HANOAErAMBICTb. DeMiHICTMYHA MUCTELbKa IHCTUTYLLISA BIACTOROE iHLUI LiH-
HOCTi 1 YeCcHOTW. BoHa 6epe A0 yBaru AHOACbKY CAaBKICTb, BPA3AMBICTb i BTOMY M MPiOpPUTU3YE
AHOACBKi CTOCYHKM Hap «MPOAYKTUBHICTIO». BoHa BCTAaHOBAKOE AAA cebe iHLLIi NpaBuAa B pam-
Kax ii MOXAMBOCTEN.

[HCTUTYLT, AKi oronocuAK cebe 3060B’A3aHUMKU AOTPUMYBATUCA LibOTO KOAEKCY MPaKTUKK:
Artalk, Artwall, Display, etc. gallery, INI Project, Institute of Anxiety, Jindfich Chalupecky
Society, Kapital, New Aliens Agency, Synth Library Prague, tranzit.cz.

Mwu xoTiAM 6 BUCAOBUTU HAWTEMAILLI CAOBa Noasiku EBi MaeBcbKili, Xab’'ep ApakictanH,
AxoBaHHi Llannepi 1a Atobi KoboBil 3a HaTxHeHHA. KoHTak: tereza@tranzit.org
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Ségoléne Pruvot
March 2017, Paris

Oksana Briukhovetska: What your
organization do?

Morgane Lory: The association | am
part of is HF, H is for Homme—man,
and F is for Femme—woman. This or-
ganization is a federation of 14 region-
al associations. I’m part of HF Tle-de-
France, for Paris, but the first one was
created in Rhone-Alpes in 2009, and in
Paris the year after. The reason why it
was created is that in 2007, ten years
ago, a big report was published about
inequality between men and women
in art and culture in France. It’s called
the Rapport Reine-Prat and it was quite
famous because it was the first one
really giving numbers. And it showed
with numbers the fact that only some-
thing like 20-25% of theater directors
were women. So it was showing in-
equality in terms of theater directors
and also about theater programs. It
showed that few women have access
to leadership positions and to the
stage. That’s why the first association
in Rhone-Alpes was created, to fight
against these inequalities.

Only 1% of orchestra
directors are women

MopraH Aopi
HF
[apux_dpaHLuis

Po3MoOBAAIOTL:

OkcaHa bploxoBeLbKka
NecA KynbuMHCbKa
CeroneH lNMpyBo
bepeseHb 2017, Mapux

Okcana Bbploxoseubka: YUum 3auma-

€TbCA Balla opraHizauia?
Mopran Aopi: 1 — yneHKkuHA acouiaui
3 Ha3Boto HF. «H» y Ljilt abpeBiaTypi
no3Hayae ¢210B0 homme — 4ono-
BiK, @ «F» — ¢/10BO femme, xkiHKa. Lle 14
perioHasbHUX CrinoK, 06’egHaHnX y de-
aepauito. Mosa inia HF pie B perioHi
Inb-ge-PpaHc, y Mapuki. Haineplua Taka
acoujauis BUHUK/A y perioHi PoHa-
A/brin 2009 poKYy, a y Mapuxi 3'ABUAacs
HaCTYMHOro pokKy. MowToBXOM AAA i
CTBOpEHHA CTana nybAikaLlia B 2007 pou;
BE/IMKOrO 3BiTy MPO HEPIBHICTb MiX KiH-
Kamu 1 4010BiKamu y GpaHLLy3bKiil Ky/b-
Typi. Lle# «3BiT Per-lpa» cTaB gocnTb
BigomMuM, 60 6yB NepLIMM AOKYMEHTOM
Ha Lt TeMY, AKMI MICTVB peasbHi uud-
PM i TPOAEMOHCTPYBaB, LLLO XiHKM CTAHOB-
NATb AnLe 6AM3bKO 20-25% TeaTpanbHUX
pexucepok. BiH nokasas HepiBHiCTb
TaKOX B aCneKTi po3pobku nporpam Te-
aTpis. BuAsuaoca, WO gyxe Masno XiHOK
MatoTb 4OCTYN A0 BAAAHUX NO3MLH 40B-
Ko/a cuenun. Came Tomy, Wwob bopoTuca
MpoTH L€l HepiBHOCTI, 6y/10 CTBOpPEHO
nepuuy acouiauito B perioHi PoHa-Azbnu.

IBHUKIB

OPKecTpiB AULLIE
1% XIHOK

Cepep Kep



Oksana: Is this organization like a trade
union?

1 Season of Equality

Morgane: It’s not a trade union. It was
mostly some artists who decided to or-
ganize and do something to lobby find-
ing information, putting the numbers in
front of the public and in front of poli-
ticians, to insist that we are all paying
taxes to have art, and that a mission for
France is to ensure equality, because it
is a principle of the Republic.

The first positive action was what we

call a Saison égalité', which was orga-
nized first in Rhéne-Alpes and then in
Paris. We created a group of theaters
who wanted to do shows and work to
make more equality. We made a big
Ouverture de saison—a big night every
year where we invite sociologists and
artists to talk, to regroup people and to
help the directors of these places to un-
derstand how discrimination operates
and how to fight against it—in terms of
communication, production and inter-
nal management—because there are
also big inequalities in the teams in the
theaters. So you have to think not only
about what’s on stage, but also how
the structure of the theater works. And
why mostly women are studying and
working in culture, but the directors are
always men. How do you fight against
that? How do you fight against the mas-
culinity of technical teams?

The municipal government in Rhéne-
Alpes decided to have Saison égalité three
years in a row with a number of partners
to try to think about how to improve the
situation. Paris did the same the year af-
ter. A few years after there was a Saison
égalité in Paris with 30 theaters that
were partners of HF—theaters of very
different sizes, from little to big, like the
Théatre de la Ville and Théatre de la Col-
line. This gave us access to an audience
to whom we could give information
and show our publications.

2 Season of Equality in Contemporary Music

But in fact, beyond publicizing that in-
equalities really exist, theater programs
and structure didn’t really change during
those 10 years. The Saison égalité théatre
in lle-de-France stopped last year.

So one of the goals of our association
is to set in the law an obligation to
increase by 5% the number of women in
theater, because if there is no obliga-
tion, the directors of theaters won’t
make efforts. We also work for leg-
islative progress as a way to ensure
equality in the commissions that decide
about funding theatrical projects.

The organization’s other big project is
the Saison egalité musique actuelle®—in
the music sector, which is even worse
than theater: there are very few wom-
en conductors and composers. In terms
of numbers it’s a catastrophe: in opera,
for example, only 1% of orchestra di-
rectors are women. We started doing
workshops this November with 10 mu-
sical institutions.

Oksana: How do you think this is con-
nected with education?

Morgane: I’'m personally convinced
that discrimination starts from the
beginning of socialization. Two years
ago, the Ministry of Education pub-
lished a book called The ABCs of Equality
that said things like: “Girls loving pink

is a social construct.” It was really basic.
And it became a real issue in France.
There were parents saying that it was
not the role of schools to educate
young people on this. Facing this topic
is very complicated at every level. The
thing is, culture is supposed to be an
emancipated place, but often people
who work in these institutions have an
outdated attitude about gender issues.

Lesia Kulchynska: Why this initiative
comes from the performing arts rath-
er than visual arts, for example?
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Oxcana: Lia opranisauin ai€ Ha 3pa3ok
npodceninku?

L Saison égalité (¢p.)

Mopran: Lle He npodcninka. MNepegy-
CiM Le MUTL, AKi BUpiLLMAK 00’€gHaTu-
A, Wwob nobioBatu cBoi iHTEepecH, 36u-
paTi Ta OnpuUAtOAHIOBaTH iHGOpMaLito,
AOHOCUTU CTAaTUCTMYHI AaHi 40 rpomag-
CbKOCTI 11 NO/ITUKIB, HAaragyBaTy, WO MU
NAaTUMO NOAATKM, 3 AKMX PiHAHCYETLCA
MMCTELTBO, TOMY MAaEMO NPaBO BUCY-
BaTU NMEBHi BUMOTU. A TaKOX, LLLO MiciA
®paHuii — y 3abe3neyeHHi piBHOCTi, 60
Lie € OAMH i3 NpuHUMniB Pecny6/iku.
MepLuy Hawly aKLito My Hazeanu «Ce-
30H piBHOCTI»' i NpOBe/n il B perioHi
PoHa-Azbnu, a noTim i B Mapuki. Mu
3ibpaau rpyny Teatpis, roTOBUX pOobUTH
TaKi BUCTaBW, WO CNPUATH AOCATHEHHIO
piBHOCTI. Ha Be/IMKi «BiAKPUTTA CE€30HY»
MU 3anpoLLyBa/in COLi0/0rIB Ta XyA,0X-
HUKIB, LL,06 MOrOBOPUTH, MO3HANOMUTH-
CA 1 AONOMOrTH peXxncepam 3po3ymiTy,
AK NPaLOE ANCKPUMIHALLIA | AK NPOTYH Hel
H6opoTHCA — 3 NOr/AAY KOMYHiKauii, Bu-
po6HMYOro npoLecy Ta BHYTPILLIHbOT Opra-
Hi3aw,ii, — agKe iCHYE Be/MKa HepiBHICTb
TaKOX i B CaMMX TeaTpa/lbHUX Tpynax.
TobT0 MOBa He AuLe Npo Te, Lo Biaby-
BAETbCA Ha CLieHi, a 11 Npo Te, AK NpaLoe
CTPYKTYpa KO/IEKTUBY: YOMY, 33 AaHUMMU
A0C/AXEHD, Y Ky/bTYPi NPaLIOE | HaBYa-
€TbCA Oi/bLLe XKiHOK, a pexucepamu nepe-
BaXHO BUAB/AIOTLCA HOM0BIKM. K NPOTH
uboro 6opoTuca? Ak bopoTnca NnpoTu
MacKyAiHHOCTI y chepi Tex3abesneyeHHs?
Y perioHi POHa-A/sbMu MyHiLMna/bHa BAa-
A3 Bupiwmaa npoeoauTh «Ce30H piBHO-
CTi» TP POKM MOCMi/Ib 3 KiZbKOMa napTHe-
pamu, wo6 3HaTM cnocobu NoKpaLmUTH
cuTyaLito. Mapux 3pobus Te came Yepes
piKk. 3a Kisbka pokiB y Mapuki 6yB «Ce30H
piBHOCTI», B AKOMY B3A/1M y4acTb 30 Tea-
TpiB-napTHepiB HF — TeaTpu gyxe pisHux
MacLuTabiB, Big Ma/sieHbKUX A0 BE/IMKKMX,
TaKux AK «Teatp ge /a Binnb» (Théatre de
la Ville) Ta «Teatp e na Koaniu» (Théatre
de la Colline). Lie gano Ham gocTyn Ao

2 Saison egalité musique actuelle (¢pp.)

ayAWTOPIl, AKiA MU MasM 3MOTY AOHECTU
iHpopMaLiito, NoOLWMpUTHM HaLwi nybAaiKaui.
Ane HacnpaBsgi B4AN0CA NLLE AOHECTH A0
FPOMAACbKOCTI Te, LLLO HEPIBHICTb iCHYE.
fporpamu TeaTpiB Ta CTPYKTypa BUPOOHU-
LTBa 3a 10 POKiB (paKTUYHO He 3MIHUANCA.
MwuHyn0ro poky M1 nepectanv NnpoBOAUTH
«Ce30H piBHOCTI B TeaTpi» B I1b-ge-PpaHci.
To 0A4Ha 3 Lisei HaLWOoi CMifkM — 3a-
KOHOZaB40 3aTBepAUTH 3060B’A3aHHA
36iNbLIMTUTU Bi,COTOK KIHOK y TeaTpax
Ha 5%, 60 6e3 Takoro 30608B’A3aHHA pe-
XUCEPU He AOKNAAATUMYTb XKOAHUX 3Y-
Wb AnA 3abe3neyeHHs piBHOCTI. TakoX
Mu 6opemoca 3a nporpec y 3aKOHO4aB-
CTBI, W06 3abe3neynTy piBHICTL Y KO-
MiCifiX, AIKi yXBa/IlOIOTb pilleHHA Npo
(diHaHCyBaHHA TeaTpa/bHUX NPOEKTIB.
ILLLe O4MH BEMKMIA NPOEKT OpraHisa-
Lii — «Ce30H piBHOCTI B Cy4acHin my-
3uLi»2 Y My3uyHii cdepi Bce e ripLue,
HiXK y TeaTpi: Ay»Ke Mano XiHOK-
AVNPUIEHTOK i *KIHOK-KOMMO3UTOPOK.
LUundpu Tam npocTo KatacTpodivHi: cepeg,
KepiBHUKIB OPKeCTpiB AunLLe 1% XiHOK. Mu
rnoyasu NpOBOAUTU BOPKLLIOMM B IMCTOMa-
A LbOro POoKY 3 10 My3U4HUMM 3aKAaZAMU.

OkcaHa: Uu noB’A3aHa, Ha Bally Aym-
Ky, A cutyauis 3 ocgitoio?

MopraH: A 0cobucTo nepekoHaHa, L0
AVNCKPUMIHALIA MOYMHAETBCA 3 CAMOro
no4aTKy couianizauii. 1sa poku Tomy Mi-
HiCTEpCTBO OCBITM OMY6/1iKYBa/I0 KHUX-
KY 3 Ha3BO «AbeTKa piBHOCTI». Y Hilt
iLL/10CA Npo pedi Ha 3pa3ok: «Te, Wwo
AiBYATKa MatoTb NOOUTH poKeBe, — Lie
CoLjia/IbHUIA KOHCTPYKT», — TOBTO LW,0Ch
Ayxe 6asoe. Y OpaHLii L0 KHUXKKY
AYKe aKTMBHO obrosoptoBany. fleaxi
6aTbKM rOBOPU/IN, LLLO BTPYHATMCA Y Taki
peyi — He cnpaBa LWKOo/U. TopKaTUca
L€l TEMM gy»Ke CKNaAHO HA BCiX PiBHAX.
Ky/bTypa Ha4e6To Mae 6yT1 npocTopom
eMaHCUnaLil, 04HaK 4acTo Nt0AU, AKi
MpaLoroTh Y Uil chepi, MatoTb Ayke
3acTapini nornAAy Ha reHAepHi MMTaHHA.



Morgane: From the beginning, the tra-
dition of theater in France has been a po-
litical art. There is the implicit idea that
theater links people in society. Theater
is highly politicized because it exists on
money from the state. So there’s a strong
sense of social responsibility among per-
forming artists. They are also more orga-
nized in different structures.

Lesia: So those who were funded from
the state are those who are most criti-
cal towards the state?

Morgane: In France it’s not so contro-
versial to be in conflict with the state.
There’s a tradition of controversy. Race

domain of the historical approach to
feminism, but | think our generation
should bring a different point of view.

Oksana: You analyzed the structures
of how theater works. But did you also
analyze content?

Morgane: | came to HF with the will to
do this, and | made a project on what
roles actresses are asked to play. But
the thing is that the organization was
funded by people from the perform-
ing arts, and there’s a motto that “we
don’t judge the quality of the works.”
We just judge the balance between the
presence of men and women, and we
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Aeca KyabunHcbka: Yomy ua ininia-
THBA 3apoanAaca y chepi cueHiuHuX
MMUCTEUTB, a He, CKa)Ximo, Yy Bisyanb-
HMX MMcTeuTBax?

Mopran: Big novatky Teatp y ®paHu,ii
6yB NONITUYHUM MUCTELTBOM. B OCHOBI
L€l TPaAMLi 1€XKUTDb igen Npo Te, Lo Te-
aTp NOK/MKaHUI 06’eaHYBaTH NtoAEeN Y Cy-
CninbCTBi. TeaTp TPaAMLiMHO icHyBaB ne-
PEBaXXHO Ha AepKaBHi rpoLui i 6ys 4acTu-
HOIO MO/ITUYHOrO XUTTA Pecnybaiku.
Tomy BiguyTTA CyCniAbHOI BigMOBIAA/IbHO-
CTi MUTLIB Y CLUEHIYHMX MUCTELTBAX AYXe
cuabHe. Kpim Toro, y L cdepi ntogu
6i/1bLL OpraHi3oBaHi B pi3Hi CTPYKTYpU.

Ceronen: Y 3Biti, npo AKuM BU 3rapyBa-
AM, HeMa€ HiYoro npo pacy?

Mopran: Y Hbomy iaeTbcA Npo BCi

i €HTUYHOCTI, ane 10 poKiB TOMY
MUTaHHA pacy He 6Y/10 HaCTi/IbKK Ha-
rasbHuM. Y ®paHL,ii icHYtOTb Cepito3Hi
npobaemu 3 po3ymiHHAM 36iry pisHux
HanpAMiB ANCKPUMIHALT — Hanpu-
KA3ag, Y BUNaAKy TEMHOLLKIPOT XKiH-

KU1 3 HU3bKOrO CYCMi/IbHOrO KAacy.

HF Habyav BUAMMOCTI 3aBAAKM TOMY,
LLLO BUPILLIWAK 33/ULLIATUCA Y PaMKaX
icTopuyHOro niaxoay Ao demiHiamy,
a/ie A BBaXato, L0 Hallle MOKO/IHHA Mag
3anpornoHyBaTH HOBY TOYKY 30pY.

Oxcana: Bu aHanisyBanu CTpykTypH
dyHKuioHyBaHHA TeaTpiB. A AK LO0A0
3micTy TeaTpanbHUX BUCTaB?

Aecsa: BUXOAUTD, WO AKPa3 Ti, XTO OT-
pumyloTh piHaHCyBaHHA Bip Aep)XaBH,

and gender can be more controversial to
discuss, in particular if you want to dis-

don’t go too much into the content.
Because it’s quite difficult to subjective-

cuss the fact that France is a postcolo-
nial state and needs to reflect on how to
move ahead. You won’t find many public
institutions willing to pay for this sort
of discourse. The real paradox is not
that we criticize the state while getting
money from it, but in fact the paradox
is that we don’t change anything.

Ségoléne Pruvot: Do you work on rep-
resenting black people?

Morgane: We say it’s important, but we
don’t do anything about it. Because the
only way to be validated by institutions
is to say that you are universalist and not
go far into racial issues. For sure, women
should be equal, but don’t go too farin
showing the structures of inequality.

ly analyze content. And also HF didn’t
want to be used by artists to promote
their own products and projects.
Though we did have some seminars
and debates on the matter.

Oksana: Maybe you have an opinion
on what theaters show?

Morgane: | do. There has been a change.
There are more performances and
shows treating the gender issue, so it’s
starting to be a thematic issue. But it
demands a lot of courage from the people
making the programs, and mostly this is
done in festivals. The thing that impressed
me this year is that in a big theater near
Paris they put in the program a really
interesting show on hermaphroditism,

Ha#nbinble | KPUTHKYIOTBL Aep)KaBy?

Mopran: Jaa ®paHuii TyT Hemae
0c06/1BOT cynepeyvHoCTi. ICHYE uina
TPaAMUiA Takoi KpUTUKKU. OAHAK AKLLO
roOBOPWTU NPO reHaepHy npobaema-
TUKY Y 3B’A3KY 3 paCOBUMM MUTAHHS-

MW — Lie CnpaBgai Moxe ByTun cnpuiHa-
TO A,0BO/Ii KOHTpOBepCiiiHO. Ocob/1BO,
AKLLLO BM Xo4eTe 06roBoproBaTH Ko-
/IOHia/sIbHe MUHYAe PpaHLii Ta gymaTy,
AK PyXaTuca gani. 3HanTu gepKaBHi
YCTaHOBM, L0 rOTOBI OM/1a4yBaTH TaKuii
AWCKYPC, CKAaaHO. CNpaBKHil napa-
A,O0KC HE B TOMY, O MU KPUTUKYEMO
AEpKaBy | BOAHOYAC OTPUMYEMO Big, Hel
rpoLi, @ B TOMY, O MW KPUTUKYEMO,
a/le HiYoro He 3MIHIOEMO.

Mopran: A npuitwaa B HF 3 6axaHHAM
e pobutH, agxe y meHe 6yB NpoeKT
npo Te, AKi po/i Aal0Tb aKTOpKaM. Ta
opraHizauia 6ysa 3acHoBaHa /t04bMM,
AKi NpaLooTh y CLEHIYHOMY MUCTe-
LTBI, | IXHE racn10 Take: «Mu He Cyanmo
AKiCTb pob6iT». MU BUC/IOBAIOEMOCA Ti/b-
KM Npo piBHOBAry y npeacras/1€HOCTi
XIHOK i 40/10BiKiB Ta HEe FOBOPUMO MpO
3micT. Bo 3anponoryBaTH aHani3 3micTy
AOCUTB BaXKO. A e HF He xoue, w06
MWTLLi BUKOPUCTOBYBa/IM OPraHisaLito
ANA NPOCYBaHHA BAACHOIO NPOAYK-

Ty i NpOeKTiB. X04a MU MPOBOAUAM Ki/lb-
Ka cemiHapiB i gebaris Ha Lo Temy.

OkcaHa: Mo)XAHBO, y Bac € BAACHa AyM-

Ka npo Te, WO NoKa3yloTb y Tearpax?
Mopran: Tak, €. Bigbyavca neBHi 3minn.

Ceronen lNMpyBo: Yn npauioere BU Hap
npeACTaBACHICTIO TEMHOWKIPUX AloAen?

with a really extraordinary, post-queer,

Ségoléne: In this report you men- post-feminist way of thinking about

tioned, there’s nothing on race?

Morgane: It talks about showing every
identity, but 10 years ago the question
of race was not so compelling. France
really has a problem understanding

the intersection of discriminations—if
you are, for example, a black woman
from a lower social class. HF has visibility
because they decided to remain in the

identity. It was shown for two weeks. It
was very courageous to have this show
on a big stage for such a long time. There
are also things that drive me mad, like
men appropriating the subject of femi-
nism and speaking for us.

Ségoléne: Are there any famous peo-
ple from theater supporting HF?

Moprau: Mu rosopumo npo Te, Wwo

Lle BaX/IMBO, a/1€ He 3aiMaEMOCA LUM.
Bo eanHwMi cnocib oTpumaTH nigTpum-
Ky 3 OOKY pi3HMX yCTaHOB — L 3aABAA-
W, LLLO B yHiBEpCanicTH, TO6TO He 3ar/u-
6/t0BaTUCA B pacoBi nuTaHHA. MoBAAB,
3BiCHO, Ma€ iCHYBaTU reHAgepHa PiBHiCTb,
a/ie 3aX0ANTU HAATO AA/IEKO B L& MOH-
CTpaLii CTPYKTYp HepiBHOCTI He BapTo.

3’aBuocs binblue BUCTaB, AKi 3a4inatoTb
reHgepHy Temy. e cTae akTyasnbHuM,
a/ie BUMarae 6araTo cmMiZMBOCTiI 3 GOKyY
pO3pO6HMKIB Nporpamu, i nepeBaxxHo
TaKi BUCTaBM MayTb Ha pecTnBansax.
Llboro poKy meHe Bpasu/o Te, L0 B OA-
HOMY Be/MKOMY TeaTpi nob/m3y Mapu-
*a y nporpami 6yna gye LjikaBa BUCTaBa
npo repMadpoaAmUTCTBO 3 Hag3BUYANHUM,



3 Patrimoine

Morgane: Regarding famous, to show
the inequality of men and women we
showed the patriarchal heritage3. HF
worked with a researcher who did enor-
mous work to show all the women dra-
maturges in the history of France. Many
of them were really famous during
their time, but are not mentioned in art
books or in baccalaureate programs in
literature. So women artists who exist-
ed were totally cut out of history, and
young women always have the feeling
that they are the first ones and have
to do everything from scratch. They
don’t recognize that they have their
own heritage. We created a website
called matrimonie.org where you have
an opportunity to discover history, and
we organize actions on the Patrimoine
Days to give visibility to the term “mat-
rimony”’, which was never used before,
and to show the heritage of women.

We also talk a lot about words because
French is a grammatically binary lan-
guage. The Academie Francaise sets the
rules for the language, and it decided,
for example, that when there are four
women and a man the gender used to
refer to the group is masculine, rather
than using a majority rule. It’s an epis-
temological change of mind to use the
feminine to describe a profession in ev-
ery case, so that it is not considered an
error anymore. | think if we managed

to do this, it would be a big philosophi-
cal and linguistic change.

Oksana: What is your background in
theater?
Morgane: I’'ve had my own company for

10 years. | write, direct and | act more
and more, as a consequence of living
theater as a precarious woman. | don’t
have money to pay people, so | play
the roles myself—that is how it works
for women. | am not interested in sto-
ries, | don’t write classically. | like per-
formances, which makes it difficult to be
understood and work with people.

Lesia: What is the difference for you
between a play and a performance?

Morgane: It’s an enormous question!
For me performing is focusing more
on the event, the energy; it’s a way

to turn to the audience with feelings,
not a story. | write, | send my text

to a commission to evaluate, and these
commissions in France are extremely
normative. If you don’t write the story
of a man who meets a woman, etc.,
your text won’t go further.

Theater for me is the capacity to put to-
gether sounds, physical relations, ten-
sions, a hybridization of material. And
when | say this is the way | write my
plays, most people don’t understand.
Behind the word “performance” peo-
ple expect something more, something
new, something different. Therefore,
performance gives more freedom. And,
incidentally, more women work in per-
formance precisely because this genre
requires considerably less financial
costs. For performances it is not nec-
essary to be included in the theatrical
system, with its distribution of funds
and repertoire commissions, where
men dominate.
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NOCTKBIPHUM, NOCTPEMIHICTUHHUM nia-
X0A0M A0 iAeHTUYHOCTI. | BOHa 1Lw/1a
ABa TVxXHI. Lie gyxe cMinnBo — nokasy-
BaTW TaKy BUCTaBY Ha Be/WKIl CLieHi Ta-
KW TPUBaAUIA Yac. Ane € pedi, AKi MeHe
3BOAATb 3 pO3yMY: HanpuKAag, KO/
40/10BiKM NPUCBOIOIOTL COOI PpemiHicTHY-
Hy TeMy i FOBOPATb Big HALLOro iMeHi.

Ceronen: Uu € cepep TeaTpanbHUX 3Ha-
MeHuTocTeH Ti, AKi niatpumylotb HF?
Mopran: LL|oa0 «3HameHUTOCTEN», MU,
1,06 NpOAEMOHCTPYBaTH HEPIBHICTb
MiX 4O/10BiKaMM I »iHKaMK, BUCBIT/IMAN
MUTAHHA NaTpiapXa/sbHOI CaALLMHW".

B pamkax uboro npoekty HF cnisnpa-
Lt0Bana 3 A4OCNIAHMLIED, AIKA NPOBE/a
Haz3BMYaiHy poboTy, Wwob po3nosicTy
MpO BCiX *KIHOK-A4pamMaTypruHb B iCTO-
pii ®paHuji. barato 3 Hux 6yau gyxe
3HaMeHuTI y CBilt Yac, aze Npo HKX He
3ragytoTb Y }OAHUX KHMKKAX 4u B Ba-
Ka/ZiaBpCbKMX Nporpamax 3 sitepaTypu.
To6TO KiHKU-MUCTKUHI MOBHICTIO BUpi3a-
Hi 3 icTOPIl, i MONOANM XKiHKaM 3aBXaAn
3/1a€TbCA, L0 BOHU — NepLUi B CBOEMY
poai M MycATb MOYMHATM BCE 3 HY/IA.
BOHM He yCBiAOMAIOIOTD, LLO Y HUX € CBOA
CnagLmHa. My CTBOpWAM BAACHWIA CaltT
matrimonie.org, Ae MOXHa gi3HaTncaA
npo icTOpii TAaKMX *KIHOK, | OpPraHi30BYEMO
aKuii B gHi patrimoine, wo6 goHecTn g0
rpOMagCbKOCTI TepmiH matrimonie, AKMA
paHille He BUKOPUCTOBYBA/I, Ta PO3MO-
BiCTM NMPO XiHOYY CragLLuHY.

Kpim Toro, mu 6arato roeopumo rnpo
C/10Ba, 60 PppaHLy3bKa — Le rpama-
TU4HO BiHapHa moBa. MpaBuia MoBwm
BCTaHOB/OE PpaHLy3bKa akagemis, AKa,
HanpuKAag, yXBainuaa pilleHHs, Wo Y Bu-
MagKy rpynu 3 4 *iHOK i 04HOro 40/10-
BiKa C/ig, BUKOPUCTOBYBATH HO/0BIHMIA
pia, @ He BUKOPUCTOBYBaTH NMPaBUIO
6inbLocTi. HaTomicTb enictemonoriyHa
3MiHa CBiOMOCTI — LL,OPa3y BUKOPUCTO-
BYBaTH GeMiHITMBM Ha NO3HAYeHHA Npo-
decin, 3pobuTtH Tak, Wwob ue Hinblue He

3 Patrimoine

BBaKa/IM MOMW/IKOK. MeHi 343€TbCA, Lo
AKOM HaMm e Bganocs, ue 6yaa 6 cyTTesa
dinocodpcbka i MOBHa 3MiHa.

OkcaHa: flka Balia TeaTpanbHa 6iorpadia?

Mopran: Y meHe BxKe 10 pOKIB € CBOA
Tpyna. f nuLy cueHapii, 3aimaroca pe-
XKMCYpOIO i rpato B TeaTpi gegani binblue
BHaC/i,0K CBOIO NMPeKapHOro CTaHOBU-
LLLA XiHKK B TeaTpi. Y meHe Hema rpo-
e, Wwob naaTuTu A1oaam, TOMY A rpato
CcaMa — TaK yce NpaLoe y BUNaaKy
XKiHOK. MeHe He LikaBaATb icTopil, A He
MULLY B KAACMYHOMY CTWAI. MeHi nogoba-
t0TbCA nepdopmMaHcH, i Yepes Lie MeHi Ya-
CTO BaXKO 3HAXOAMTU PO3YMIHHA i npa-
LOBATK 3 /IIOAbMMU 3 TeaTPa/IbHUX KiAl.

Aecs: Y yomy, Ha Bawy AYMKY, Pi3HHUA
MK TeaTpanbHOIO BUCTABOIO i nep-
dopmancom?

MopraH: Lle BesimyesHe nuTaHHA! A4
mMeHe nepdopmaHc binbL 30cepe-
AKEeHUI Ha nogii, eHepril, Le cnoci6
3BEpHYTUCA A0 ayAUTOPIl 3 NOYyTTA-
MU, @ He 3 icTopieto. A nuwy i HagCnAa
CBill TEKCT penepTyapHiii KOMicii Ha
OLiHKY, a KOMicil y PpaHLiii Hag3BMYaHO
HOPMaTMBHI. AKLLO He HanMcaTu iCTOPIto
40/10BIiKa, AKUIA 3yCTPIYaE XKiHKY, i TaK
Aa2Ai, TO TaKWUM TEKCT He npolige.

[N meHe TeaTp — Lie MOXK/MBICTb NOEA-
HyBaTu 3BYKM, Gi3n4Hi BigHOCKMHK, Hanpy-
ry, ue ribpuausauia matepiasny. Ta Ko/m A
Kay, L0 Came TaK nuLLy cBoi M'ecH, Hinb-
LWiCTb /I0AEM LbOro He po3yMitoTb. Koan
X YYIOTb C10BO «NepPOpPMaHC», TO Oi-
KYIOTb 4Orocb 6i/bLLOro, HOroCb HOBOTO,
4Oroch iHakworo. Tomy neppopmaHc gae
6inblwe ceobopaum. |, 4o pedi, B nepdop-
MaHCi NpaLto€ 3Ha4HO bisbLLe XKiHOK came
TOMY, LU0 LieW }aHp BUMara€e 3Ha4yHO MeH-
we ¢piHaHCOBMX 3aTpaT. 4,14 TOro, Wwo6
pobuTh neppopmaHcu, He 060B’A3KOBO
OyTH BK/NIOYEHOIO B TeaTpasibHy CucTe-
My 3l pO3Mogi/IomM KOLUTIB Ta penepTyap-
HUMW KOMICIAIMU, A€ NaHYHOTb YO/I0BIKM.
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Lesia Kulchynska: What is the dy-
namic between art and feminism in
France?

Isabelle Alfonsi: In 1970s in France
there were activists of the feminist
movements who were artists, for
example, Raymonde Arcier, who

was a contributor to the feminist pa-
per Le torchon brile in the early 1970s.
When activism wasn’t so strong any
more, these women did not become
professional artists. They were not
interested in the market or the institu-
tion because they were radically ques-
tioning the system. At the same time,
there were women artists who were
doing what we can call “feminist” work
(like ORLAN, Annette Messager or Nil
Yalter), work that was directly inspired
by a certain form of activism (most of
it performances or videos). They were
involved in the art system: ORLAN did
performances at the Pompidou, at the
FIAC, etc. But they did very little to
document their work or build a career
compared to their contemporary male
counterparts, who knew better how
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I3 CUCTEMOIO MPUTHO

I3abenb AAbDOHCI
[anepea Marcelle Alix

[Napunx_PpaHuis

Po3MoBAAOTL:

OkcaHa bproxoBeubKka
NecA KynbuMHCbKa
CeroneH lNpyBso
bepeseHnb 2017, Mapux

Aeca Kyabuuncbka: LLlo Bu mo)xete
CKa3aTM npo 3B’A30K MMCTEeuTBa
i peminiamy y Opanuii?

I3a6enb AabdoHci: B 70-x pokax

y PpaHLii akTMBiCTKaMKU demiHicTny-
HOro pyxy 6y/u i1 Xyg,0HUL,i, — Ha-
npuknag, PaimoHa Apcbe, AKa nucaaa
1A deminicTnuHoi raseTw Le torchon
briile Ha no4yaTKy 1970-x pokiB. Koau
aKTMBI3M 0cn1ab, Ui XkiHKK npodeciit-
HUMM XYAOXHULAMM TaK i He cTanu.
Mepegycim TOMY, LLO iX HE LiKaBUB Hi
PMHOK, Hi MUCTeLbKi iHCTUTYLLT, 60 BOHM
PagWKanbHO CTAaBU/IN CUCTEMY Mig, CYyM-
HiB. BogHo4ac 6y/u i XyA0XKHML, AKi
3aiMa/MCA TUM, LLLO MOXHa Ha3BaTu
«peMiHiCTUYHUM» MUCTeLTBOM (Ha-
npuknag, OP/IAH, AHHeTT Meccaxkep
uu Hin Antep), Aaike 6Ge3nocepeaHbo
Yyepnasio HaTXHEHHA 3 NeBHOT popmu
akTuBiamy. Le 6y/m nepeBaxHo nep-
dbopmaHcu abo BigeopoboTH. BoHM
6y/M yHaCHULAMM CUCTEMU MUCTELTBA,
TOOTO XOTiNM AIATU B pamKax MUCTELLb-
KMX IHCTUTYL — cKkaximo, OP/IAH
pobuna neppopmaHncu B LieHTpi Mom-
nigy, Ha FIAC Tow,o. Asie NOpiBHAHO



L Femmes artistes, artistes femmes.

Paris: Hazan, 2007, p.311.

the system worked. Women artists
were barely shown in France at the
time and could not benefit from the
same networks as men, as Catherine
Gonnard and Elisabeth Lebovici de-
scribed in their reference book Wom-
en Artists, Artists Women'. Around
the same time, Delphine Seyrig, a fa-
mous actress who had worked with
Alain Resnais and Francois Truffaut,
started to produce militant films, one
of which was about sexism in the
cinema industry (Sois belle et tais-toi,
1981). She also created the collective
Les insoumuses with Carole Rous-
sopoulos, an independent filmmaker
whose work documents many of the
feminist demonstrations and events

of the time, thanks to her early use of
the portable video camera. Filmmaker
Chantal Akerman is also an important
figure of French feminism. Except for
ORLAN—who fought to remain visible
during all these years—the incredible
work of these women has been over-
looked for a long time.

Lesia Kulchynska: Would you say that
feminism and feminist art influenced
French society?

2 Conference on the French feminist move-
ments at La Maison Rouge in Paris, as part
of the public program of the exhibition
L'esprit francais, March 16, 2017,

Isabelle: Yes, to a certain extent.
When the '70s feminist movements
started in France, no one was
using terms such as “sexism,”
nobody spoke about gender
discrimination or violence
against women. This feminist
vocabulary has now become
part of the French language,
as philosopher Genevieve
Fraisse, who was part of

the women’s movements

at their very beginnings, un-
derlined a few months ago

in a lecture | attended.
Many feminist reforms were
done on the political level by
the Right because it was governing the
country then (until 1981). The right to
abortion and the right to contracep-
tion were both passed by the Right

in 1967 and 1973.

| think the French feminist movement
was a very important movement ideo-
logically. The events of May 1968 made
ideas grow fast. On the intellectual
background at the time there were
philosophers who were providing
conceptual tools for the women’s
movements, such as Michel Foucault

with Cathy Bernheim and Raymonde Arcier.

BuctaBka «®paHuy3bknin pAyx», Mapux, 2017.

Raymonde Arcier, Au nom du pére, 1977,
L'esprit francais exhibition, Paris, 2017,
®oto OkcaHu BproxoBeLbKoi

Photo by Oksana Briukhovetska
PaimoHA Apcbke. «Bo iMm’st oTusi». 1977.
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1 Femmes artistes, artistes femmes.

Paris: Hazan, 2007, p. 311.

3i CBOIMM Cy4aCHMKAMM-4O/10BIKaMH,
AKI KpaLLle 3Ha/un, AK MPaLIoE CUCTeMa,
XYAO0XKHUL Ma/I0 AOKYMEHTYBa/IM CBOIO
po6oTy 11 He Hamaraauca nobyay-
BaTW Kap’epy. Y TorovacHin PpaHuii
XYA,0XHUL MaiKe He BUCTaBAANM-
CA i He Ma/IM 3MOrM KOPUCTYBATUCA
TMMUW CAaMUMU MepeKaMu 3B’A3KiB,
L0 1 4010BiKM. PO Le nucanu
KaTpiH I'onHap Ta Enizabert /leii6o-
BiYi Y CBOEMY A0BigHUKY «KiHKM-XY-
LAOKHUL, XYAOKHULI-KIHKW»'. TTpu-
6/113HO B TOM camuii Hac JenbdiH
CeMpir, 3HameHWTa aKTOPKa, AKa 40
TOro npawtoBasa 3 AzieHom PeHe I
®paHcya Tpodpdo, noyana 3HimaTu
npoTecTHi GinbMK, O4MH i3 AKMX OyB
Mpo CeKcunsm y KiHoiHaycTpii (Sois belle
et tais-toi, 1981). BoHa cTBOpWU/IA KO/EK-
TMB «HenokipHi» (Les insoumuses) 3 Ka-
po/b Pycconyno, He3asneKHOoK pexKu-
CepKoto, AIKa y CBOIX poboTax fOKyMeH-
Tye 6araTo peMiHiCTUYHMX AeMOHCTpa-
Li Ta NOAiM TOro Yacy 3aBAAKU TOMY,
LL|0 paHo NoYa/ia BUKOPUCTOBYBATU
MOpTaTMBHY BifieOKamepy. Pexucepka
LlaHTa/s1b AKepMaH — TaKOX Bax/1MBa
noctatb y paHuy3bkomy dpemiHizmi. 3a
BMHATKOM OP/1AH, AKka 6oponaaca 3a Te,
o6 6yTv BUAMMOLO BCi Lii pOKM, Hag-
3BMYaliHa pobOTa LMX XKIHOK yKe Tpu-
Ba/IMI Yac 3a/IMLIAETLCA 3HEXTYBAHO!O.

Aeca: Un mo)xHa cka3artu, wo ¢pemi-
Hi3m Ta pemiHicTHUHE MHUCTEeuTBO
BNAHHYAM Ha CYCNiAbCTBO Yy ®Ppanuji?

Isabenb: MeBHOM0O Mipoto Tak. CKaxi-
MO, B 70-X, Y TOW Yac, Ko/ GpeMiHiCTUYHWMI
pyx y ®paHuii TilbKK NO4MHABCA, HIXTO He
3HaB TAKMUX C/iB, AK «CEKCU3M», HIXTO He
rOBOPMB MPO reHAEPHY ANCKPUMIHALLIIO 4M
HaCUAbCTBO Hag, KiHkamu. Tenep Bech Lie
$eMiHICTUYHMI CN0BHMK CTaB YaCTUHOIO
dpaHLy3bKOi MOBH, AK MiAKPECAUAA KiNbKa
MicALiB TOMY Y CBOIW A1eKLii dinocoduna
*KeHep’eB Ppecc, Aka Hpasa y4acTb y xi-
HOYMX pyXax i3 Camoro no4aTky.

2 KoHbepeHList Tpo dpaHLy3bKUii GEMIHICTUUHWIA pyX

y La Maison Rouge y Mapuxi B pamkax nybAivHoi

Ha noniTniHomy piBHi 6arato pemi-
HICTMYHUX pedOpM BNPOBAAXKYBaAM
npasi napTii, 650 BOHW NpaBw/u Kpai-
HOO B TOM Yac (40 1981 poky). MpaBo
Ha abopT i NpaBoO Ha KOHTpaLenL,ito
MPWIHAAM NPaBi NOAITUKM Y 1967 Ta
1973 poKax.

Ha moto gymKy, dpaHLy3bKuii GemiHic-
TUYHUI pyX BYB OA4HUM i3 gyKe Baxu-
BMX PYXIB 3 i4€0/10rYHOT TOUKHM 30pY.
[10 TOro * 3aBAAKM NOAIAM TPaBHA 1968
POKY BiaOyBCA HEMMOBIpHUIA 3/1€T TeOo-
PEeTUYHOI AYMKMU, 1 IHTE/IeKTyalbHe T/10
TUX YaciB NpPeACTaB/EHE AYXKe BAXK/M-
BUMM pinocodamu, Aki 3abesneunau xi-
HOYMI PyX KOHLENTYa/IbHUM iHCTPyMeH-
Tapiem — Hanpukaag, Miwwesb Pyko 4u
*Kunb flenbos, 060€ gyxe akTUBHI yyac-
HUKM CYCMiIbHUX MPOLECiB i couiasibHUX
nporecTiB. Micna TpaBHA 68-ro ppaHx-
Ly3bKMii ypAga CTBOPMB YHiBepcuteT
BeHceH y Cen-[eHi, W0 CTaB 3pa3kom
BiAKpUTOCTI (BiH 3a/1y4aB /t04eM, Y AKUX
He 6y/10 AMNNOMIB i AKi XOTiNM OTpK-
MaTw OCBITY, HaNpUK/AA4, POBITHUKIB).

B ubomy yHiBepcuTeTi nobyTyBasB /i-
6epani3m Ha NpoTMBary TpaguLinHoO
iepapxivHii ppaHLy3bKili MOgeni BUKAa-
AaHHA. BiH npoicHyBaB 6/13bKO gecATH
POKiB, i B Liei nepiog Tam BUK/AaAa/
HalBaK/MBILLi PpaHLLy3bKi iH-
Te/eKTya/n TOro Yacy. MoTim
ypAZ4 BUPILLKB, L0 ByAiBAA
yHiBEpCUTETY Y HaATO NOraHo-
MY CTaHi, i i 3pyiHyBaaun. Xo4a
CMPaBXHA NPUYMHA 3PYHYBAHHA
no/aArazna B TOMy, LLLO B LibOMY
yHiBepcuTeTi 6y/10 HagTo H6arato
aKTUBICTCbKUX PYXiB, AKi 040-
/IFOBA/IM PaAMKa/bHi /1iBi, HAATO
6araTo npoTecTiB i HEBAOBONEH-
HA CTaTyC-KBO, BCE L@ No4ano
CNpUiMaTMCA ypAAOM AK 3arpo-
3a. Tam HaB4asacA KeHes’eB
®pecc, i BOHa rOBOPUTb, LLO Le
6y/m 4yA0Bi Yacu, HarKpaLLi B i
KUTTI.

nporpamMmu BUCTaBkK «@paHLy3bK1i Ayx», 16 6epesHs
2017 poky, pa3om 3 Kati bepHrevm ta PaimoHA Apcbe.



and Gilles Deleuze, both of them very

involved in society and social protests.

After May '68 the French government
created a university that was a model
for openness (it was reaching out to
workers and people who had no de-
gree and wanted an education) and

where a certain kind of libertarianism
was experienced (in contrast to the
traditionally hierarchical French teach-
ing model): Université de Vincennes.

It lasted about 10 years, during which
the most important intellectuals of

the time came to teach, and then the
government decided the building was
too deteriorated, and it was destroyed.
The unofficial reason was that there
were lots of social movements in the
university led by the radical Left, there
were many protests and dissatisfaction
with the status quo. The government
saw this as a threat. Genevieve Fraisse
went to school there, and she said it
was a wonderful time, the best time in
her life. It was a time in France of many
different liberation movements. These
very intense years left a mark on French
society, what we call here “I’esprit de
mai '68.” Feminism, gender equality and
debates about the heteronormative
model of the nuclear family were part of
this spirit. Starting in the 1980s, there
was a strong backlash against these ideas
that was, to my mind, organized as much
by the Left as it was by the Right. Most
left-wing politicians don’t refer to that
spirit anymore but people of my genera-
tion, the children of those who instigated
and experienced these movements, are
now looking at their foundations. | think
this legacy is what makes possible to-
day a strong autonomous, anarchist-orient-
ed movement that was very active during
the protests of spring 2016 in France.

Oksana: You work with the art mar-
ket. Do you think the art market can

include certain ideas, such as femi-
nism?

Isabelle: The logic of the art market is
very simple—what sells is what counts.
It has no moral value, it’s capitalism! It
just goes where there is more money
to be made. If a certain feminist imag-
ery “sells,” the market will go there,
for sure. Women artists have been
overlooked for a long time and they are
now becoming “discovered” (most of
the time when they are old ladies): it’s
fantastic for the market, these are new
products to sell!

In the gallery, we’re trying to use the
market to help artists earn a living, but
we’re not fooled by it. Because what
we look for ultimately with the gallery
is not new products but a relationship
with artists we love. | think it’s quite
visible in the gallery’s program.

Ségolene Pruvot: What is feminist art
for you today?

Isabelle: Feminism for me is a method
or a way to look at the world. When you
are an artist—male or female—your
works don’t always illustrate your po-
litical beliefs or what you think exactly;
it is not always easy to control what
the work will express in the end. There
can be different receptions of a work,
depending on who is looking at it,
where it is being shown and in what
context. What you can offer is means
of emancipation and hope that people
will find them.

I know a lot of artists who call themselves
feminists, but | am not sure they would
call themselves “feminist artists.” | think
there is a feminist way of making art, as
much as there is a feminist way of run-
ning a gallery or art center, a feminist
way of writing, of dealing with people, of
managing a business, of curating a show.
If 1 open a gallery that represents only
women artists, what does it mean, how
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Ta MUCTKMHAMM, AKUX MU 1t0BMMO.
Aymato, LLLO Le Nerko NOMiTUTH, noras-
HYBLUW Ha Nporpamy ranaepei.

Y uei nepiog, y ®paHuji 6ys10 6arato
Pi3HMX emaHCcUNaTUBHUX pyxiB. L
AYKe HampyKeHi pOKM 3a/ULLINAM CBIN
cig y dpaHLy3bKOMY CyCninbCTBi — Te,
LLLO MM Ha3MBAEMO «AYyXOM TpaBHA 68- Ceronen lNpyeo: YUum, Ha Bawy Aym-
ro». ®emiHi3m, reHgepHa piBHICTb, ge- Ky, € pemiHicTHUHEe MUCTEeUTBO CbO-
6aTv Npo reTepoOHOPMATUBHY MOAeE/b roaui?

HYK/1eapHoT cim’i By/n CKA3A0BUMU
LbOro Ayxy. [o4nHaum 3 BiCimgecaTnx
POKIB, BUHMK/IA CU/IbHA HEraTUBHA peak-
LA Ha Ui iAel, AKa, Ha Moo AyMKY, byaa
CMpaBoIo PYK He TibKK NpaBuXx, a i Ai-
BUX TaKOX. Bi/bLWLICTb NiBUX NOANITUKIB
6i/ibLLe He ane/toTb 40 LbOro AyXY,
a/ze NoAN MOro NOKONIHHA — AiTU TUX,
XTO O6pa/iM y4acTb y LUMX pyxax, HUHi
AO0CNIAXKYIOTb CBOI OCHOBM. A gymato,
LLLO el CMajoK — Lie Te, L0 CbOrOAHi
YMO/IMB/IKOE CU/IbHWUIA aBTOHOMHWHM,
aHapXiCTCbKM HAa/ALLITOBAHWUI PYX, AKKN
OyB Ay»Ke aKTUBHUIA Nig Yac NpoTecTiB
HaBecHi 2016 poKy y PpaHuii.
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OxcaHa bpioxoBeubka: Bu npauo-

€Te 3 MHUCTeubKUM PUHKOM. flK, Ha

Bally AYMKY, PUHOK MOXE BKAIOUATH

iaei Ha 3pa3ok pemiHiamy?
Isabenb: /lorika MUCTELbKOrO pUHKY
AY*Ke NpoCTa: BaX/MBO Te, LLLO Npo-
AAETbCA. Y HbOrO HEMAE MOPa/bHUX
LiHHOCTEeM — e KaniTaniam! PUHOK
MPOCTO MAe TyaAu, A& MOXKHA OTPUMATH
GinbLue rpoweit. fAKLLo neBHi pemiHic-
TU4Hi 06pasu «NpoAaTLCA», TO PUHOK
nige B LbOMy HanpaAmi, 6esymosHo. Ha
KIHOK-XY,0XHMLb 0Bro He 3BepTanu yBa-
T, a Tenep ix «BiAKPUBAIOTb» (MepPeBaXKHO
Lie BiAOYBa€ETbCA BXKE TOAi, KO/IM BOHU
CTapeHbKi): Lie GaHTaCTUYHO 4/15 PUHKY,
Lie HOBI TOBapW, AKi MOXHa npogasaTw!
B ranepei M1 Hamaraemocs BUKO-
pVCTOBYBaTU PUHOK A1 TOrO, W06
A,0MoMaraTi XyAoXHULAM 3apo6aaTu
co6i Ha XKWTTA, a/1€ MM He AAEMO PUHKY
cebe 06ayputu. bo Te, Yyoro mu npar-
Hemo y cBOilt poboTi B ranepei, — ue
He HOBi TOBapH, a CTOCYHKMU 3 MUTLIAMM

I3a6enn: /117 meHe dpemiHizm — Le
METOg, Y4 TOUKa 30pY Ha CBIiT. Kom T
XYAOKHULA YU XYAOMKHUK, TBOI poOOTH
He 3aBXAM INFOCTPYIOTb TBOT MO TUYHI
rnepeKkoHaHHA 4M be3nocepeaHbo Te, Lo
T AYMAELL, | HE 3aBX /M /I€TKO NPOKOH-
TPO/OBATH, L0 3PELUTOI0 BUPaXKaTUME
TBOA poboTa. Moxe 6yTv pi3He crpuit-
HATTA TBOPY 3a/1€3KHO Big, TOrO, XTO Ha
HbOrO AMBUTbLCA, A€ NOro BUCTAB/IEHO

i B AKOMY KOHTEKCTi. Tn MmoxeLl nuwie
3anponoHyBaTH 3acobu emaHcunaui Ta
CMoAiBaTUCA, WO A0AM IX 3HANAYTh.

A 3Hat0 YMMano XyAOKHULb, AKI Ha3u-
BatoTb cebe dpemiHicTkamu. Ane A He
BMEBHEHa, YM CTaHYTb BOHU Ha3MBaTH
cebe «PeMiHICTUYHUMU XYAO0KHULA-
Mu». IcHye deMiHicTUYHMIA cnocib cTBo-
ptOBaTU MUCTELTBO — TaK CaMo, AK
icHye dpemiHicTM4HMI cnocib kepyBaTH
raZiepeeto Y MUCTELIbKUM LIEHTPOM,
demiHicTMYHMI cnocib nucaTtu, npawo-
BaTW 3 /10AbMMU, 3alMaTucA BizHecom,
OpraHi3oBYBaTV BUCTABKY.

OcobucTo A nocTana nepes Tako
npo6/1emoto: AKLLO A BUCTABAA B CBO-
i1 ranepei nepeBaHO XiHOK, AK MeHi
e npeacTaBuTu? A 4aBHO 3pO3yMmina,
L0, AKLLO BU CKaxeTe ntoaam: «Mu
)iHoYa rasepes» abo «Mu pobumo
XiHOYi BUCTaBKM», — TO /0AM 04 pasy
CMPUIAMYTb Lie AK LWOCb MEHLIOBapTiCHe
abo ay:Ke HilleBe, a He yHiBepca/bHe.
Mpy LbOMY L& He CTOCYETbCA ranepei,
AIKa MOKA3YE /MLLIEe YO/I0BIKIB, — TaKa
razeped CNpuiMaETbCA AK Lji/IKOM
«HOPMa/bHa». Y Halii ranepei BUCTaB-
NATbLCA 6araTo XiHOK, 10AM 3BepTa-
I0Tb Ha e yBary. /114 MeHe, AKLL,0 TU
deminictka — 1O TM pemiHicTKa y BCiX



do you announce it? | realized long ago
that if you tell people “We are a women’s
gallery” or “We are exhibiting women
artists,” in their head it is already a lesser
thing, or very specific instead of univer-
sal. But a gallery that exhibits only male
artists will be universal, “normal.” The
gallery we curate has many shows by
women, people notice it. To me, if you
are a feminist, you are a feminist in every
sphere of your life; whatever you do,
you are a feminist. When we show art
made by a man, we continue to be femi-
nists. We wish to deal with methods of
emancipation through art, not with the
representation of identities.

Lesia: You referred to feminist meth-
ods. What kind of methods did you
have in mind?

Isabelle: Feminism brings the idea of
collectivity, the idea that there is no
one strong person who is holding ev-
erything (an anti-model to patriarchy,
which the art world continues to imi-
tate). If you transpose this idea to art,
it also means that you are not imposing
on the viewer a position of the artist
as a sort of world-maker.

We all know artists create from influ-
ences, other artists, things they see,
everything. No one can say they creat-
ed something from scratch. The idea
of genius existed long ago, we would
think it is over, but a lot of artists are
still into that idea, and the art market
continues to make them believe it’s
still a fine way to be looking at the
world (look at how the market is po-
larized around a handful of megastars,
all male). For me, works that are femi-
nist are works that do not crush you
with an authoritative viewpoint on the
world; instead they give you food for
thought, so you can be critical of what
you see. These works put into question
what we believe about the world.

Lesia: What do you think are the most
important issues in French society
from a feminist perspective?

Isabelle: It is not just about French
society. | am really affected by the po-
litical situation, and | am not very posi-
tive about the world in general. | think
France in not different from all Western
societies where fascist sentiments are
growing. One of the features of the
last ten years in France is the idea of
progress that has been brought by
politicians, government officials, in
terms of helping women gain equality.
There is a law on equality in parliament
(though not really respected), and they
try to have better representation of
women in different areas. | think this

is fine, but I also think it is not enough:
representation is not everything. Once
half of parliament is women and half of
management of big business is wom-
en, then you can say, “Ok, now we are
done.” But that is not the case.

One good example is Marine Le Pen—we
almost elected president a fascist
woman. Just because she is a woman
doesn’t mean she will do things dif-
ferently. A woman in power can also
be a fascist. Equality through repre-
sentation has to be accompanied with
bigger changes: equality of pay, equal-
ity of who does what in the house and,
more broadly, questioning the positions
women continue to hold in society—of-
ten precarious as caretakers or sup-
porters. If women as a class are granted
complete equality and continue with
an oppressive system against another
fabricated category of the population,
then feminism will have lost.

Violence against women is not ad-
dressed in France. There are non-profit
associations and non-governmental
organizations that make sure this

is voiced, but | don’t think anything

has been done to decrease violence
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cdepax cBOro XWTTA, WO 6 TM He pobu-
na, ™M — deminictka. Koam mu Buctas-
NAEMO MUCTELTBO, fIKE CTBOPUB H0/10-
BiK, TO 3a/1MLIAEMOCA pemiHiCTKamu. Mu
X04eMmOo NpaLtoBaTh 3 METOAAMM eMaH-
cunavii yepes MUCTeUTBO, a He 3 penpe-
3eHTaLifAMM igeHTUYHOCTEN.

Aecn: Bu 3rapyBanu npo peminicTuuHi
meToAu. Aki meToaH B Ma€Te Ha yBas3i?

I3abenn: PemiHism npuBHOCHTL igeto
KO/IeKTUBHOCTI, i €10 Npo Te, L0 HeMa€E
OAHIEI CUBHOT NOAUHU, HA AKIl yce Tpu-
Ma€ETbCA (aHTUMOAE b A0 MaTpiapxarty,
3a 3pa3koM AKOro goci nobyAoBaHO
CBIT MUCTELTBA). | AKLLO NepeHecTy Lo
i,et0 Ha MUCTELTBO, TO Lie O3HaYaTUme
TaKOX, LLLO MUTELb He HaB'A3ye nybiui
CBOIO M03UL,it0, HibK BiH TBOpELb CBITY.
AgKe BCi MM 3HAEMO, LLLO XY/A,0MKHUKM
BiALUTOBXYOTbCA Big, pi3HMX BM/MUBIB,
Bif, TBOPYOCTI IHLLIMX XYA,0XHUKIB, Big,
TOro, LU0 BOHM HayaTb, i Take iHWe.
TOMY HIXTO He MOXe CKa3aTu, L0 CTBO-
PUB LLOCH i3 HY/IA. YAB/IGHHA NPO reHiiB
BMHUK/IO Aye AaBHOAABHO i BXe He aK-
TyanbHe. Ane 6araTo XyA0KHUKIB 40Ci
MOAINAIOTL Le YAB/NEHHS, | MUCTELbKUM
PMHOK 40Ci 403BOAAE iM BipUTH, WO Le
HOpMa/IbHa TO4Ka 30py (MoauBITbCA
/IILLIE Ha T€, HACKi/IbKM PUHOK MONAPU-
30BaHMI AOBKO/1A KYMKW Merasipok, i3
AKUX YCi — YONOBIKM).

Ana meHe pemiHicTnyHi poboTn — e
Ti pob0TH, W0 He PO34aBAIOKOTb CBO-
€10 aBTOPUTETHOI TOYKOKO 30pY Ha
CBiT, @ HATOMICTb A430Tb MNOXUBY A/1A
po3ymy, W06 MoKHa 6Y/10 KPUTUYHO
CTaBUTUCA A0 TOrO, Lo baumL. Taki
pob0TH MOPYLLYIOTb MUTAHHA MPO Te,
AKi YAB/NI€HHA MM MAEMO MpoO CBIT.

Aecs: ki nUTaHHA, Ha Bawy AYMKY,

HaMBaXKAMBiWi y ¢ppaHuy3bKkomy cy-

cninbeTBi 3 peminicTHUHOro noraapy?
I3a6enb: Piy He Ti/IbKK y GpaHLy3b-
KOMYy CycCni/ibCTBi. MeHe Ayxe 3adinae

HMHILIHA NO/ITUYHA CUTYyauis, | A 3a-
ra/ZioM He gyXe NO3UTUBHO AMBAIOCA

Ha ¢BiT. MeHi 3g4aeTbcA, Wo PpaHuis

He BigpPi3HAETbCA Big peLwTy 3axigHmx
CyCninbCTB, Ae Tenep 3pocTatoTb dpa-
LUMCTCbKI HAacTpoi. Y ®paHuii npoTtarom
OCTaHHbOrO AECATUAITTA NOAITUKH, YPA-
£,0BLj 6araTto roBopATh Npo Nporpec,
CK/13A4,0BOI0 AKOrO € reHAgepHa PiBHICTb.
MpWIHAAK 3aKOH NPO PiBHICTb Y Nap-
NaMeHTi (AKOro HacnpaBgi He Ayxe
AOTPUMYIOTbCA), HAMAratoTbCA A0CATTU
KpaLLLoi NpeaCTaBNeHOCTI XIHOK Y pi3-
HUX cpepax. Yce ue gobpe, ane yboro
He A0CTaTHbO, MPeACTaB/AEHICTb — L
e He Bce. Koav B Map/sameHTi No/N0BU-
HY CTAaHOBUTUMYTb XiHKM | B MEHe -
MEHTi Be/IMKMUX KOMMaHilt Tex byae

TaK, TOAi MOXHa byge ckasaTu: «Hy,
BCE, MM BCbOrO AOMOI/INCA», — ane
Hacnpaegi Lie He Tak. XOpoLMM npu-
K/1a40M € MapiH /le lNeH, — mu neab

He 0bpasin Ha Npe3nAEHTCbKMI MOCT
dawmcTKy. Te, WO BOHA XiHKa, He
060B’A3KOBO 03HaYaE, L0 BOHa pobu-
TUME LLOCb NO-HOBOMY. Mu 6a4nmo, Lo
XiHKa npu Bagi moxe 6yTn pamcT-
KO10. PiBHICTb Yepes npeaCTaB/eHicTb
Mag€ CYnpOBOAKYBATUCA LUMPLLUMMU
3MiHamu: piBHICTIO B OnaaTi npaui, pis-
HICTIO B pO3nogiai gomaluHix 060B’A3-
KiB, a LLje LUMpLIe — KPUTUKOLO MO3MLLiH,
AKi XKIHKKM 40Ci 3aiMatoTb Y CyCniNbCTBI:
4aCTO BOHM € He3aXMLLEHUMU AK A0rAA-
A/TbHUL UM YMACH MiATPUMKA. AKLLO
XIHKM AK KA1aC OTPUMAIOTh Li/IKOBUTY
PiBHICTb | AIATUMYTb Pa3oM i3 cucTe-
MO} MPUrHOH/1EHHA MPOTU YeproBoi
cpabpuKoBaHoOi KaTeropii Hace/1eHHs,
ToAi PemiHi3m nporpae.

Mpo6/1emMOoto HaCK/NbCTBA Hag, KiHKa-
MK y OpaHuii B3arasi He 3aiMatoTbCA.
Xoua It € HekoMepLiiHi acouiau,i, rpo-
Mag,CbKi opraHisauii, AKi 46atoTb npo Te,
wo6 uAa npobsema 6ysa nporosopena.
Ane A He gymato, Wwo 6yao 3pobseHo
AKICb KPOKM A7 3MEHLLUEHHA HaCUNbCTBA



3 This interview was conducted before the im-
portant movement of fall 2017, through which
many women, including in France, have put

against women. The figures are huge:
20 percent of women in Europe are
sexually assaulted at some point in
their life. That’s one in five. When you
tell women this number they all know,
and many will say, “Yes, | was assault-
ed.” But when you tell it to men, they
say, “Come on, this is not true.” Who

is doing something about this? No one
cares. This is an emergency. We spend
so much money to have the army on
the street to protect us, but who is
protecting women who get assault-

ed every day, every minute? Women
are being killed by their husbands.

In France, and | think it is common

in many countries, there is this idea
that violence only happens outside.
“You can be raped

by a stranger on the
street, so we have to
ramp up security in pub-
lic spaces.” But a wom-
an also needs security at
home or at work, where
she faces danger, too.
And for that, the patri-
archal point of view that
makes women’s bodies
the property of men
should be abolished.
This is a long road we
are taking>.

sexual abuse to the newsfront. In the art field,
women have written and published a letter
entitled "Not Surprised" denouncing abuse of
power. http://www.not-surprised.org/home/

Lesia: | want to ask about the migrant
situation. What is the position of femi-
nism toward this?

Isabelle: It is a complex situation.
France is a very anti-religious country,
and somehow the migrant situation
is mixed with a debate about religion
(which is in fact a political manipula-
tion, as to my mind they should be
dealt with separately). There is very
little tolerance for religion in France.
Even though France is traditionally
Catholic, the republic was founded

in the late 19" century on a battle
against the influence of the Catholic
church. French feminism in the '70s
was part of the radical Left, which was
anti-religious and in favor of “sexual
freedom.” Many women in the feminist
movements thus declare all religions
as their enemies, religion traditionally
being considered as contrary to “sexual
freedom” which they have fought for
so intensely. As Islam is the religion
that has been most discussed for the
last twenty years—because of terror-
ism perpetrated in its name, but also
because France’s colonial ties with
Maghreb countries have attracted Ara-
bic-speaking people to France after their
countries' independences, making them
the most visible minority group—femi-
nists have publicly expressed Islamopho-
bic opinions and supported laws that
targeted Muslim women.

One of the founders of the MLF
(Mouvement de Libération des
Femmes), Christine Delphy, fortunate-
ly, has a more positive position on

the subject. She has written different
texts to show how the figure of the
“Other” is constructed in France

to be the Arabic-speaking man. She
also wrote extensively about the
situation of Muslim women who wear
headscarves, underlining the fact that
they undergo a double discrimination
as Muslims and as women. In 2004,
France passed a law forbidding girls
from wearing headscarves in school.
Delphy has been one of very few feminists
to voice how unacceptable this was.
The idea of the government was that
by making those girls take off their
headscarves, everyone would be equal
and they would escape a so-called op-
pression they were enduring at home.
Instead, many of them stopped going
to school, which is obviously contrary
to the legislators' intent.* My position is
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Hag, *iHkamu. Llndpu BeanyesHi: npu-
6/113HO 20% KIHOK y EBpOMI Nepexunu
CeKCya/lbHe HaCU/1bCTBO Ha TOMY YK
iHWomy eTani }uTTA. KoxkHa n’aTa.
AKLLLO pO3Ka3yBaTu Npo Lo Lndpy *iH-
KaM, TO BCi BOHM 3HAtOTb Npo Le, 6barato
XTO CKaxe: «TakK, 3BiCHO, A Lje TexX ne-
pexuaa». Ane AKLWO po3KasyBaT Npo
LLe 40/10BiKaM, BOHU CKaxyTb: «Ta Hy, Le
Henpasga». XTO UMM 3aiiMa€eTbcA? Bcim
banayxxe. Lle K Hag3BMYalHA CUTYaLiA,
e Tpeba BupillyBaTh HeraimHo. Mu
BK/1I3,aEMO TaK barato rpoluen y Te,
1,06 Hac Ha By/MLAX 3axuLLLana noi-
LiA. AZ1e XTO 3aXUCTUTb XKIiHOK, AKMX
aTaKyHOTb WOAHA, LWOXBUANHK? MIHOK
ybuBatoTh iXHi 40/10BiKK. Y PpaH-

uii — Ta i, Aymato, B 6araTboX iHLIMX
KpaiHax — noLumMpeHe yAB/eHHsA Npo Te,
LLLO HACUABLCTBO iCHYE TiIbKM Ha BYAMLi:
«Bac moxe 3reanTyBaTu
He3HalloMeLb Ha BY/IU-
Li, Tpeba nocuatoBaTy
3axoau H6e3neku B rpo-
MagCbKOMY MPOCTOPi».
Ane Hacnpasgi noTpibHO
TaKoX 3abe3neunTy
3aXMCT XKiHKM BAOMA i Ha
poboTi, e BOHa TaKOX
CTUKAETbCA 3 Hebesre-
Kot. [111 upboro cig
no36yTuca naTpiapxasb-
HOI TOYKM 30pY, AKa
nepeTBOPIOE TiNA KIHOK
Ha B/1IACHICTb Y0/10BI-

KiB. | Le — ToM foBruiA
L/AX, AKUM MU gemo3.

[, BAHECAM Ha NOPAAOK AEHHUI

CeKCyaAbHE HAaCWUAbCTBO. Y MUCTELIbKIV CdHepi XKiHKK
6AIKyBaAM AMCTa 3 Ha3BO «He 3AMBO-

BaHi», Y AKOMY KPUTUKYBaAU 3AOBXMBAHHA BAAAOHO.

3 Lle iHTepB’to BiADYAOCS LLE AO BAXAMBOIO PyXy
Hanucaau i1 ony

HaBecHi 2017 poKy, B pamMkax sikoro 6arato XiHok,

30Kkpema y OpaHuii

Aecs: fl xotina 6 Bac Tako)X cnuTaTH

npo cUTyaujiio 3 mirpaHTamu, npo no-

3uuio pemiHizaMy WOAO UBLOTO.
I3abenn: Lie ckragHa cuTyalis. Ppan-
LliA — Ay»Ke aHTupeiriiHa KpaiHa, i cu-
Tyauia 3 MirpaHTamMu NEBHUM YUHOM
nepenseteHa 3 gebatamu npo pesirito
(HacnpaBgai Le No/iTUYHA MaHinyAALjs,
agKe, Ha MO0 AYMKY, UMW MUTAHHAMM

BapTO 3aiiMaTUCA OKPeMO OgHe Big,
04Horo). Y ®paHuii gy»e HU3bKa To-
NIepaHTHICTb 40 penirii. Xo4a PpaHLia
TPaAMLIAHO KaTo/MLbKa, pecrybaika
6yna 3acHoBaHa y XIX cToAiTTi Ha 60-
pOTbOI NPOTU BM/AMBY KaTO/MLbKOT
Lepkeu. PpaHLy3bKuit peminism y 1970-x
6YB YaCTUHOIO PagAMKa/bHUX NiBUX,

AKi TaKOXK BY/M AyKe aHTUpeniriiHu-
MM i BigCTOIOBa/N CeKCyasibHY cBObOAY.
Tomy 6araTo »KiHOK y GeMiHiCTUIHUX
pyXax nporo/oLWyoTb yCi peiril coimu
BOpOraMM, ag e peirito TpaguuiiHo
CMPUIMAIOTb AK CYNPOTUBHMKA «CeK-
cyanbHOT cBo60OAM», 33 AKY DeMiHICTKM
Tak 3anek/10 boproTbCA. A icram € peni-
ri€lo, KOTPY B OCTaHHI ABaALUATL POKIB
Halbi/bLLe 0BroBOpPHOIOTH — fIK Yepes
TepaKTH, AKi BUYMHAIOTb B iM’A icn1amy,
TaK i Yepes Te, L0 KO/IOHia/IbHi 3B’A3KK
®paHLii 3 KpaiHamu Marpuby npusa-
6uan croan apabomMoBHUX A0Ael nicas
TOrO, AK IXHi KPalHW CTa/IM HE3aNeXHU-
MM, i Ui t0AM CTanm HanbinbL BUAMMOKO
MEHLLMHOLO B KpaiHi. JeAKi pemiHicTkn
ny6Ai4HO BUCAI0BAIOIOTL iC1aMOPOOHI
AYMKM Ta NiATPUMYIOTb 3aKOHM, cnps-
MOBaHi MPOTU KiHOK-MYCY/IbMaHOK.
OAHa 3acHOBHULA PyXy 3BibHEHHA
KiHOK KpicTin Aenbdi, Ha WwacTsa, mae
MO3UTMBHILLWIM NOT/IAA Ha L0 Temy.
BoHa Hanmcana KifbKa TEKCTiB, y AKUX
noKasana, Ak y PpaHu,ii nocTaTh «iHLWwo-
ro» KOHCTPYHOIOETLCA Y BUT/IA4] apabo-
MOBHOI O 40/10BiKa. BoHa Takox 6araTto
n1casa Npo CTaHOBWLLE MYCY/IbMaHOK,
AKI HOCATB XigKab, nigkpectotoum Te, LWo
BOHM € XepTBaMM NOABIAHOT AUCKPUMIHa-
LT i AK MYCY/IbMAHKM, i AK XKiHKK. Y 2004
pouji y ®paHLiii NpUIHAAM 3aKOH, AKWMIA 3a-
6OpOHUB giBYaTaM HOCUTH XigKab y LWKo-
ni. fenbdi 6yna ogHiero 3 gyxKe Heba-
raTbox pemiHiCTOK, AKi rOBOPU/N NPO
Te, HACKi/IbKM Lie HEeNPUMHATHO. lgeq
YPAAY NOAArazna B TOMY, L0 AKLLO 3MY-
CUTU LMX AiBYaT 3HATHM XigKabu, TO BCi
CTaHyTb PiBHUMMU, | BOHM 3BiIbHATHLCA



that a woman living in this country can
be at the same time religious and get
an education. She can decide for her-
self because that’s what a democracy is
about—freedom.

There have been weird interpretations
lately of the 1905 law on separation

of church and state in France, which

is the basis for our republic. The law
was passed to prevent religion from
interfering in the running of the state,
but this doesn’t apply to people who
use state services, only people running
these facilities. For example, if you go
to city hall, people working there are
not supposed to show their religious
beliefs because they represent the
government, the state, the city, the
public sector. But if you want to go to
city hall with a big cross or a headscarf,
you are free to do so, because you

are a citizen, not a representative of
the state. The law was about freedom
of religion. The new law in 2004 recog-
nized that high school students are
supposed to be free citizens, but talks
about the need to be neutral. This law
was passed against women, it targets
them specifically, under the excuse of
“protecting them,” which, to my mind,
still has colonial overtones.

There is an idea in France that sexism
comes from the Muslim world, and
from Muslim men in general, so women
wearing a headscarf are seen as being
the embodiment of the oppression of
women in French society. As if there
was no patriarchy in France before

the last wave of immigration! People
will give you the events of New Year’s
2016 in Cologne as an example of how
the migrant crisis changes the lives of
women in Europe, but of course no one
cares about the statistics of violence
against women which is completely
integrated into our way of living. When
you grow up being a girl in France,

like a lot of places in the world | as-
sume, people tell you to be careful if
you go out alone at night. It’s not the
advice we give to boys. How can the
country of “reedom” and “equality”
live with this? No one questions this
situation, as if it were a natural fact.

Lesia: So women were excluded from

public life over the veil?
Isabelle: Exactly. Last summer there
was controversy in France over “bur-
kinis.” Basically, a few Muslim women
were wearing what looks like a scuba
diving outfit that fully covers them to go
to the beach in the south of France. The
argument for banning this outfit was
that France is the land where women
are free (meaning free to wear a bikini
to go to the beach, not free to wear
what they would like to wear). There
is an assumption that there is only
one way of being a woman and it
means showing skin. People who don’t
want to show skin are excluded from
the community of “free” women. It’s
quite a paradoxical argument. Women
who wore the “burkini” were not only
considered oppressed but also radical-
ized. It is quite obvious that radical Mus-
lim women would not go to the beach
at all. This was just pure hysteria from
politicians.

Ségolene: It’s similar to the situation
in African countries, but there it’s
even more difficult than in France.
During the Arab Spring they also had
this debate. It is linked to conserva-
tives coming back to power.

Isabelle: The French feminist move-

ments don’t see the big picture of

the system we live in. Patriarchy is

entrenched in capitalism, and it is very

difficult just to take it out. Feminism

is always revolutionary. It is very com-

plicated to live as a feminist and be
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AANBTEPHATUBHUI GeMiHICTUUHUI MapLl 8 6epesHs. Mapux, 2016. doto KatepunHu Cemuyk

Alternative demonstration on March 8, Paris, 2016. Photo by Kateryna Semchuk

4 AMB. kHury: Les filles voilées

Bif, TaK 3BaHOro NpUrHOH/1eHHSA, AKe
nepexmBatoTb yaoma. HatomicTb
6ararto giB4aT nepecTtaam XoauTH 40
LUKO/Y, L0, O4EBUAHO, Cynepeynio
Hamipam 3aKoHOAaBL,iB*.

Mosa aymKa Taka, Lo XKiHKa, AKa
XMBE B Ll KpaiHi, NOBMHHA MaTK
MOK/IUBICTb BYTU pesiriiHot i Npu
LboMy 3400yBaTH OCBiTY. BOHa MOxe
cama 3a cebe BupiwyBaTy, 60 B LbO-
MY CYTb AeMOKpaTii — y cBob04i.
CTapwuit 3aKOH 1905 pOKy Npo Biaai-
/IeHHA LepKBY Big Aepxasu y PpaHuii,
AKMIM € OCHOBOIO A/1A HALLIOT pecnybiku,
OCTaHHiM 4acOM 40CUTb AMBHO TAYMa-
yaTb. Llei 3akoH 6ya10 npuiiHATO, W06
3ano6irtm BTpyyaHHIo penirii y cpepu
yNpaBAiHHA gepaBu, a/se Le CTOCyBa-
/10CA He TUX t0Ael, AKI KOPUCTYIOTbCA
A,EePKaBHUMU NOCAYraMu, a Mt04ew, AKi
X Ha4aloTb | KEPYIOTb AeprKaBHUMM
ycTaHoBamu. Hanpukaag, AKLWO BU Npu-
XOAuTe B MiCbKY a4MiHiCTpaLito, 104K,
AKi Tam NpaLO0Tb, HE MOBUHHI 4EMOH-
CTpYBaTH CBOI pe/iriiHi nepeKoHaHHs,
60 BOHM € NpeACTaBHUKaMK YPAAY,
AepKaBu, micTa, nyb/iuHOro cekTopa.
Aie AKLLO BU X04eTe NPUITH Y MiCbKY
agMiHICTpaL, o 3 B€/IMHE3HUM XPeCcTOM
abo B Xigkabi, To e Balle NpaBo, ajxe
BM — rPOMAZAHKa, a He NpeACTaBHULA
aep:asu. MoBsa iwa npo ceobogay Bi-
POCMOBigaHHA. A Cy4acHW 3aKOH 2004
POKY, X04a i BU3HAE, LLLO YYHi B LLIKO/IAX
MatoTb 6YTU Bi/IbHUMM FPOMAAAHAMMU,
a/ie roBOpUTL Npo 060B’A30K ByTH
HeNUTpasbHUM. | Lelt 3akoH byB Hanpas-
/IeHU NPOTU XKIHOK, BiH KOHKPETHO
CMPAMOBAHUI MPOTU HUX Mig NPUBOAOM
«3aXUCTYy» — |0, Ha MOIO AYMKY, A0Ci
MaE€ KO/I0Hia/IbHe 3abapB/IeHHA.

Y ®paHuii nobyTye yAB/NEHHA, HIOU cek-
CM3M MOXOAMUTb i3 MyCY/IbMaHCbKOrO
CBITY i Bi4 40N0BIKiB-MyCy/IbMaH y3arai,
TOM XKIHOK, AKi HOCATb XigKab, cnpuit-
MatoTb AK }KMBE BTiNI€HHA NpUrHob/iex-
HA XKIHOK y PppaHLy3bKOMY CyCniZbCTBI.

parlent, Paris: La Fabrique, 2008.

Tak Haue y PpaHLiii He 6ya10 naTpiapxa-
Ty A0 OCTAHHbBOI XBW/I iMMirpauii! /ltogu
6yAyTb HAaBOAWTM BaM HOBOPIYHI Mol
2016 pOKy B Kb0O/1bHI AIK NpMKAag TOro,
AK MirpayiiHa Kp13a 3MiHIOE XKUTTA
XiHOK y €EBponi — ane, 3BiCHO, HIKOMY
HeMaE€ fina A0 CTaTUCTUKM HAaCW/IbCTBA
Hag, XiHKaMu, AKe NOBHICTIO iHTerpoBsa-
He Yy Hall cnoci6 KuTTA. Koam T1 4iBUmnH-
Ka y ®paHLjii — mabyTb, AK i B 6aratbox
iHLUIMX MiCLAX Ha CBITi, — /04U KaXyTb
T0bi, W06 T Bysa obepexkHa, AKLLLO
BMXOAMLL i3 AOMY Cama BHOMI. A x/10M-
YMKaM TaKMX NOpag He AatoThb. AK i3
LIMM MOKe KUTU KpaiHa «cBoboam» Ta
«PiBHOCTI»? HiXTO He CTaBWTb Mig NUTaH-
HA L0 CUTYaLito, Hibu Le npupoaHo.

Aecna: BuxoauTb, w0 XIHOK, AKi HOCATb
Xxipxab, 6yno npocTo BUKAIOUEHO 3 ny-
6niuHOro XuTTA?

Izabenb: Came Tak. MuHy/10r0

niTa y ®paHuii 6ysa nonemika wopso
MAAXKHUX KOCTIOMIB 3 Ha3BOK «BypKiHi».
KOpOTKO KaxKy4, genaki MyCy/IbMaHKK



okay with other inequities. Of course
feminist movements should be work-
ing with migrants. Only a tiny part of
the feminist movements is linked to
the anti-racist movements, or to the
LGBT and queer movements. There

is a strong right-wing feminism here
now that is pushing an agenda favor-
able to middle- and upper- class white,
heterosexual, cis-women.

Lesia: So the queer movement and
feminism exist separately in France?
Isabelle: There are feminists who
fight against racism and towards the

visibility of queer issues. | feel this is
quite a new thing in France. There

is a small group that has been orga-
nizing two marches, which | think are
really great. The first is an alternative

Photo by Kateryna Semchuk
ANBTEPHATUBHUIN GpeMiHiCTUUHUI MapLu 8 bepesHsa. Mapux, 2016.

Alternative demonstration on March 8, Paris, 2016,
®oto KatepuHu Cemuyk

demonstration on March 8, Interna-
tional Women’s Day, called 8 mars pour
toutes. The alternative marches are
organized by queer and non-white fem-
inists—they are thinking about femi-
nism as a tool to bring social change

in the broader sense. And in June they
also organize an alternative pride pa-
rade, because pride can also be racist
and colonial in France, as homo-nation-
alism is growing. The alternative pride
(La pride de nuit) is a small march, but it
is held at night, so it is really festive.

Oksana: In Ukraine last year was the
first time Kyiv pride was safe because
of the police presence. We are at the
stage where it is hard to go to a pride
march. You already have two alterna-
tive marches. How did that happen?

262

The Right to Truth_Art Institutions and Activism

263

MpaBo Ha iCTUHY_MucTeLbKi IHCTUTYLIT ¥ akTUBI3M

HOCU/M HA N/IAXI Ha niBAHI PpaHLiT WoCh
Ha KLWTaAT KOCTIOMA A/1A BO4,0/1333, AKKI
MOBHICTIO MOKPMBAE TiNO. APrymeHT

Ha KOpPUCTb 3aBOPOHM LbOrO KOCTIOMA
noAAras y TOMy, Wwo PpaHuia — ue Kpa-
iHa, Y AKIN XKiHKM Bi/IbHI (TOBTO Bi/bHI
opaAraTh BiKiHi Ha N/AAXK, a He Bi/IbHI 04A-
raTu Te, L0 BOHU CAMi XO4YTb HOCHUTH).
BuxoguTb, L0 € MLwe 0duH cnocid byTtn
*KIHKOLO, | BiH MOB’A3aHWI1 3 A@MOHCTpY-
BaHHAM YaCTWH CBOrO Tina. A TUX, XTO
He xo4e iX AeMOHCTPYBaTH, BUK/IOYA-
H0Tb 3i CMiZIBHOTU «Bi/IbHUX» XiHOK. Lle
A,0CUTb NMapag0KCa/ZIbHUIA apryMeHT.
*KiHOK, AKi HoCUAK «BYpKiHi», BBaxau
He /inLe NpUrHo61eHUMu, a 1 pagmKa-
Ni30BaHMMU. A/le AOCUTb OYEBUAHO, LLO
paAvKa/ibHi MyCy/IbMaHKM B3arasi He
X0aumn 6 Ha nasx. Lle 6yaa uncTaicte-
pif 3 6OKy noAiTukiB.

Ceronen: lle woch noai6bHe Ha cutya-
uilo B appUKaHCbKHUX KpaiHaX, TIAbKH
Tam ime cknapHiwe, HXK y Opanuji:
nia yac Apabcbkoi BeCHHM Y HUX TaKOXK
6yau ui peb6atu. Lle nos’Aa3aHo 3 nosep-
HEeHHAM KOHCepBaTopiB.
Isabenb: PpaHLy3bKi pemiHicTUUHI
Pyxu He 6a4aTb LiNiCHOT KapTUHK Tiel
CUCTEMM, B AKIN MU KUBEMO. AgKe na-
TpiapxaT HeBia’eMHO NOB’A3aHNI 3 Kari-
Ta/Ni3MOM, | Ay»Ke CKAAAHO B3ATU 1 Big-
AiMTU X O4WH Big 0gHOro0. PemiHism
3aBX/AM PEBO/MOLIMHUIA. [ly}Ke CKAagHO
6yTH hemiHiCTKOO | NpK LbOMY He MaTH
HI4Oro NPOTH iHLUMX BUAIB HEPIBHOCTI.
BesnepeyHo, GemiHiCTUYHI pyxu ma-
10Tb NpautoBaTHt 3 mirpaHTamu. OgHak
/IVILLIe HeBe/IMYKa YacTKa GeMiHiCTUYHUX
pyXxiB NMoB’A3aHa 3 aHTUPACUCTCHKUM
pyxom, abo 3 /ITBT- Ta KkBip-pyxom. Ha-
TOMICTb Y HacC Tenep € 4OCUTb CU/IbHA
Teyina npaBoro gemiHiamy, AKui npocy-
Ba€E NOPAAOK AEHHUI, L0 MPUHOCUTb
KOpUCTb BinnMm, reTepocekcyasibHuMm,
LMCreHgepHUM KiHKaMm i3 cepegHboro
Ta BULLLOTO KAacy.

Aecs: To6To KBip-pyx Ta pemiHiam

icHyl0Tb y ®paHuji okpemo oAUH Bip

oAHOro?
I3abenn: € pemiHicTKY, W0 BOPHOTL-
CA 3 pacM3MOM i 332 BUAMMICTb KBip-
nuTaHb. MaAalo, Lie LWoCb 4O0CUTb HOBE A/1A
®paHuji. € HeBe/uKI rpynu, i BOHM Opra-
Hi3yBa/M 4Ba NO-CNPaBXHbOMY YyA0Bi
mapLui. lMepwmit — ue asbTepHaATUBHMUIA
mapu 8 6epesHs, B [leHb 6opoTbbu 3a
npaB.a *iHOK, LLIO Ha3uBaBcA «8 bepesHn
ANA BCiX». AZIbTepHATUBHI MapLLi opra-
Hi30BYIOTb KBip-CMibHOTA | HeBIAi pemi-
HICTKWM — BOHM BBaXKat0Tb PeMiHi3Mm iH-
CTPYMEHTOM /1 fLOCATHEHHA COLjia/IbHUX
3MiH y LUIMPLIOMY CeHci. Kpim Toro, y ueps-
Hi BOHM OPraHi3oBYIOTb a/IbTEPHATUBHUI
npaiga, 60 npaig y ®paHuii Takox moxe
6yTH pacUCTCbKUM Ta KO/IOHIa/bHUM,
a/lke roMOHaLioHani3M Ha nigiomi. Anb-
TepHaTVBHUIM «Hi4HWi npaiig» — Le HeBe-
/IMYKWI MapLu, ane BiH NPOXOANTb YHOH,
TOMY BUT/IAA3E AY>Ke CBATKOBO.

Okcana: B YkpaiHi Avuwe uboro poky
Bneplue BAANOCA opraHisyBaTu 6e3-
neuyHui «Kuienpanp» 3aBAAKH NpUCyT-
HocTi noaiujii. Mu Ha Tomy etani, wo
Ham B3arani AOCUTb BaXXKO NPOCTO
BMMTH Ha Mapuw. A y Bac y)xe € ABa
anbTepHaTHBHI mapuwi. Yomy Tak cKaa-
nocAa?
Izabenb: Tak ckaanoca Tomy, Lo
odiLiiHMIA MapLu 8 Hepe3Ha Hic iaei,
AKi BUT/1A 4,31 [0CUTb PACUCTCbKUMMU,
icnamopobHUMM | TpaHCHOBHUMM.
HoBe nokoniHHA pemiHiCTOK BBaxa-
/10, 110 TAaKOro MapLuy He40CTaTHbO.
Byn0 6axaHHA BUCYBaTU paguKasib-
Hilli BUMOIM, BUCTYNATK Pa3oM 33
Te, Wo6 MirpaHTX MOr/IM OTPUMATH
AOKYMEHTH, @ TPAHC-H0AU — NerLUniA
AOCTYN 4,0 HOBUX MNOCBig4eHb 0COOMU.
3HOBY-TaKW, NaTpiapxa/bHa CUCTEMa,
LLIO OPraHi30BYE AOMIHYBaHHA OAHi€l
rPYNu Hag iHWKWMU, KOTPUX BOHA BU-
3HAYaE AK «iHaKLLi», 1€}KUTb B OCHOBI



Isabelle: It happened because the
official march was carrying ideas that
felt pretty racist, Islamophobic and
transphobic. That march didn’t seem
sufficient for a new generation of femi-
nists. There was a wish to have more
radical demands, to march together
for migrants to get legal documents,
for trans people to have facilitated
access to new identity papers. Again,
the patriarchal system that organizes
the domination of one group over
others that are qualified as “different”
is at the roots of the discrimination

of illegal immigrants or trans people.
The same with pride. The pride had
become a moment in which not many
political demands were made. For ex-
ample, the LGBT police organization
marches with everyone, although

it’s difficult to consider the police an
ally, especially when illegal migrants’
status is concerned. The organizers

of the pride two or three years ago
made a poster to advertise the march
displaying a woman of color with some-
thing written on her head like “We will
help you be free.” This was not accept-
able, this way of distancing “us” who
can help and “the others” who need to
be helped. Lots of people in the queer
community thought this was unaccept-
able and that’s what fostered a need
for alternative marches.

Oksana: Also, is it true the LGBT move-
ment in France is very male-dominated?

Isabelle: Of course it is. A friend of
mine, a trans woman, gave a speech at
the launch of a queer journal the other
day in which she said, “Let’s not forget
that gay men are men, they enjoy male
privileges.” The movement for gay
marriage was of course very import-
ant but its consequence is that it puts
homosexuals on the “right side” of
“sexual acceptability” as Gayle Rubin

5 Gayle Rubin, Thinking Sex, 1984.

would say®. It is the same situation with
French institutionalized feminists. They
got part of the changes they asked for
(like the law on equal representation in
politics) and don’t feel much discrimi-
nation anymore, so they don’t see what
they have in common with racialized
people or trans people.

Different organizations representing
sex workers also march in the alterna-
tive march. The position of traditional
or institutionalized feminists is that sex
work should be illegal. The situation
with the war against sex workers in
France has turned really ugly after they
passed a law in 2016 criminalizing pros-
titution clients and imposing a 1500-
euro fine on those who use the services
of sex workers. A lot of non-profit
organizations showed that this is very
bad for sex workers because then they
have to hide. The idea behind the law
is that if you make clients criminals,
there will be less prostitution, and then
prostitution will stop. But we know
how it goes: prostitution doesn’t stop,
it hides in non-visible corners. This puts
sex workers in a situation where they
can’t call the police; they are not able
to defend themselves because what
they are doing is illegal. Instead of
giving a legal framework that protects
everyone, this law is grounded on mo-
rality. It doesn’t consider prostitution
as part of a wider patriarchal system

in which women’s bodies are available
to men. My opinion is that as long as
patriarchy is still the system we live in,
there is very little possibility to see sex
work disappear. So better make sure
that workers are safe.

Lesia: Do you think art can trigger
social or political change?
Isabelle: It is difficult for me to see
the impact of art now because | am in
the inside. For example, [ am working
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AVCKPUMIHALIT He/1eraZIbHUX MirpaHTiB
Yu TPAHC-/IIOAEN.

Te came i 3 npangom. MNpang cTaB aKui-
€10, Ha AKIN BUCYBAIOTb AYKe Mano noi-
TUYHKMX BUMOT. Hanpukaag, opraHisauin
/ITBT-noAiLelcbKMX ige pasom 3 ycima,
X04a BaXKKO CNpUMaTH NOAILENCBKUX
AK COKO3HMKIB, 0C0H/MBO KO/ MaeTbcA
Mpo CTaTyC He/leraZibHMX MirpaHTiB. /Ba
41 TPU POKM TOMY OpraHizaTopu npait-
Ay 3p0bU/IM peKkNaMHWIA NAaKkaT maplLuy
i3 306pakeHHAM HebiN0T XKiHKK, y AKOT
Ha ro/10Bi 6y/10 HaNMCaHo LWOCh Ha
KLITAAT: «Mu 40NOMOXKeMOo Bam ByTu
Bi/IbHUMW». Lle 6y/10 HenMpuMHATHO — Le
AUCTAHLIFOBAHHA «HAC», AAKI MOXYTb 40-
NMOMOITH, Bif «iHLIMX», AKi NOTpebyoTb
gornomoru. barato ntogew y Keip-
CNiZILHOTI BBaXa/M L@ HEeMpUIMHAT-

HWM, | Came 3BiACM MOXOAUTL NMOTpe-

6a B a/lbTepHAaTUBHMX MapLUax.

Okcana: Kpim Toro, B AlBT-pyci y ®pan-
1ii AOMiHYIOTb YONOBIKH, UM He TaK?
Izabenb: 3BicHO, came Tak. OgHa Mos
noApYra, TPaHC-iHKa, y CBOIN HeLL0AaB-
Hili NPOMOBI Ha BiAKPUTTI KBip-KypHany
CKasasa: «He 3abyBaimo, L0 Y0/10BIKK-
rei — Lie YO/10BiKM, i BOHW KOPUCTYHOTb-
CA Y0/10BiYMMM NpuBIneAMM». Pyx 3a
rOMOCEKCYa bHi Wobw, 3BicHO, OyB
AYKe BaXK/MBUM, a/1e KOro HaciAKOM
CTa/0 Te, W0 rOMOCEKCYan ONUHUANCA
Ha «npaBu/IbHOMY HOLLi» «CeKCya/IbHOI
NPUAHATHOCTI», AIK CKa3a/a 6 ['eitn Py-
6iH°. Lle npnb/M3HO Ta cama cuTyauis,
WO i 3 ppaHLy3bKUMM IHCTUTYLiaNI30Ba-
HUMK PpemiHicTKamu. BoHM oTpumanm
YacTUHY 3MiH, AKi Npocuau (HanpuKAaga,
3aKOH NpO piBHY penpeseHTaL,ito B Noi-
THLi), | Bisblle He MOYYBAKTHCA HAATO
ANCKPUMIHOBAHUMU, @ TOMY He HayaTb,
LLLO Y HUX € CMiNbHOMO 3 pacManizoBaHu-
MW ZI0ABMM YU TPAHC-HO4bMMU.

Pi3Hi opraHizauii cekc-pobiTHULb TakoX
BMXOAATb Ha a/lbTePHATUBHMI MapLL.
B0, 3HOBY-TaKku, NO3uLiA TPAAMULLIRHNUX

> Gayle Rubin, Thinking Sex, 1984.

YU IHCTUTYLIMHUX PeMiHICTOK Woa0
CeKC-pobOoTH 3BOAUTBLCA 0 TOrO, LLLO

ii cnig, 3a60poHUTU. OCTaHHIM YacoMm
CUTYaLif i3 cekc-pobiTHULAMM Yy PpaHLLil
AY*Ke noripwmaaca, nicasa Toro Ak 'y 2016
pou,i MPUIAHA/AN 3aKOH NPO 3a60pOHY
NpOCTUTYLI, 3rigHO 3 AKUM, Ha TUX, XTO
KOPUCTYETbLCA MOC/YraMu CeKc-
pOObITHMLb, HaKNaAAETLCA LWUTPAd y PO3-
Mipi 1500 €BpO. BaraTo rpoMagcbkmx
OpraHisauii npoAeMOoHCTpYBa/u, WO

LLe Ay*Ke NoraHo 4/1A CeKC-pobiTHULb,
60 B TaKMX YMOBaX BOHM 3MYLLEHi XO-
BaTMCA. lgeA Lboro 3aKoHy B TOMY, LLLO
AKLLO KPUMiHai3yBaTH CMOXMBAYa,
TOAi OyAe MeHLLe NpoCcTUTYLi i 3peLw-
TOIO BOHA 3HMKHe. A/le X MU 3HAEMO,

fAK yce BigOyBa€eTbCA HacnpaByi: Npo-
CTUTYLLIA HE 3HMKAE, BOHA XOBAETb-

CA B HEBUAMUMI KYTKM, | CEKC-POBITHULL
OMUHAIOTBLCA Y CTAHOBMULLi, KON BOHM
He MOXYTb BUKAUKATH MOAILLI0, HE MO-
}KYTb 3aXMCTUTU cebe, 60 3aiiMatoTbeA
4YUMOCb He/era/sibHnM. 3amMicTb TOro,
06 BNpOBaAMTM 3aKOHOAABYi PaMKH,
AKi 3aXMLATUMYTb YCiX, Liei 3aKOH I'pyH-
TYETbCA HAa MOpPai. BiH He po3raagae
MPOCTUTYLO AK YaCTMHY LUMPLUOT NaTPi-
apXxa/bHOi CUCTEMM, B PaMKax AKOI Tina
XIHOK € AOCTYNMHUMM A4/1A HO/0BIKiB. Ha
MOIO AYMKY, MOKM MU }KMBEMO B CUCTe-
Mi naTpiapxaTy, 4OTU AMOBIPHICTb 3HMK-
HeHHA ceKc-poboTH gyxe mana. Tomy
Kpalle nogbaTu npo Te, o6 ceKc-
pobitHuyi 6y/au B 6e3neLi.

Ceronen: flk, Ha Bauly AYMKY, MUCTe-
LTBO MO)Xe BUKAMKATH COLiaAbHi UM
NOAITHYHI 3MiHKN?

Izabenb: MeHi Baxkue no6aunT BN/MB
MUCTEeLTBa CbOroAHi, 60 A AMBAOCA

Ha e 3cepeauHn. Hanpukaag, A npa-
LLFOI0 3 OAHUM XYA,0XKHUKOM MaTbo
Kneebom ABoHHaHKOM. Al nigTpumyto
igeto nigHimaT npobemu Ko/oHianis-
MY, i BIH € O4HWM i3 XyA,0XHUKIB, AKI LUM
3aiiMatoTbCA. Y 2011 poui y Hboro 6ya



with an artist whose name is Mathieu
Kleyebe Abonnenc. | support the idea
of raising issues about colonialism,

and | think he is one of the artists who
does so. In 2011 he had a solo show
entitled Orphans of Fanon at an art cen-
ter in the suburbs, La Ferme du Buisson.
He invited historians, curators, artists
who had something to say about the
legacy of anticolonial thinker Frantz
Fanon. | think it helped raise the issue
of colonialism within the discussions in
the art world in France.

Lesia: In Ukraine, many in the young

generation of artists are involved in

social and political activism, they

see themselves as a social force. Do

artists in France today somehow see

themselves as a social force?
Isabelle: | think most of them don’t,
because they don’t see an urgent need
for that. | am curious to see what will
happen if our political situation be-
comes more complicated, which I think
it already has. But if artists feel there
is an urgency, maybe they will. | think
this affects the shape and form of art,
it tends to go more and more towards
activism, talking about politics. Most
artists in France at the moment are not
political at all. They don’t feel they are in
danger. Some of us are more concerned

by what happens to others, but a lot
of people are not, unless it happens to
them or someone close to them.

Lesia: What is the general attitude

towards feminism in France?
Isabelle: It is quite ambiguous.
I spent a lot of time in California these
last years, and there, if you are a wom-
an, you are a feminist—there is no
doubt. And even if you are a man, you
are also a feminist. In France, if you
are a feminist, often you are seen as

crazy. There are very firm ideas about
what femininity should be. When you
are a woman in France, you are sup-
posed to be feminine, not interrupt
men, know your place and do what is
expected of you. This is oppression!
Of course you’re supposed to be able
to do anything you want, but there is
still a huge social pressure on you to
find a man, to be in a stable relation-
ship, to reproduce.

I had a good conversation with Geneviéve
Fraisse the other day. She asked if her
generation of feminists did something
wrong. She said, “My generation let
you down. We wanted to transform the
revolution, build a real liberal country,
and it did not happen. What did we

do wrong?” But | don’t think it is their
fault. The '70s were a moment in time.
Today we are going towards fascism,
the cycle of history is coming back
again. | understand that she feels the
responsibility of her generation not to
have been able to carry on with their
ideas of an open, equal and free soci-
ety. But it’s the way history goes.

Lesia: | think there are some things
that you can’t fix in society, that every
generation must work on.

Isabelle: Perhaps so. The election of
Trump as president of the U.S. shows
this. The same with the growing fas-
cism across Europe. It is possible that
in a few years abortions will be illegal in
the US. A lot of people support this.
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0COobMCTa BUCTaBKa 3 Ha3Bok «CUPOTH
®aHoHa» y MUCTeLbKOMY LieHTpi La Ferme
du Buisson y nepegmicTi. BiH 3anpocvs
TYAW iCTOPUKIB, KYpaTOPiB, XYAOXHWKIB,
AKi MaaK WO CKa3aTu NpO CNagoK aHTUKO-
/IOHiasbHOro MucnTena PpaHua PaHoHa.
Ha Mmoo gymKy, Le 40nOMOra0 nigHATH
MUTaHHA KO/IOHIani3My B AUCKYCIAX Y MUC-
TeLbKoMY CBITi PpaHLiil.

Aecs: B Ykpaini € XyaO)XHUKH H Xy-
AOKHHMLi MONOAOIO NOKOAIHHA, AKI
aKTUBHO 3aMaloTbLCA COLiaAbHOIO
Ta NOAITHYHOIO Npo6AemaTHKOlO, Ha-
MaraloTbCAl Uepes CBOI0 MUCTEeLbKY
NpaxTUKy BNIAMBaTH Ha MPOLECH B Cy-
cninbcTBi. Un € akTyaAnbHMM AAA cyyac-
Hoi ®paHujii po3ymiHHA MUcTeuTBa AK
couianbHoi cUAK?
I3abenn: /lymato, 110 6inbLwicTb He
6a4aTb y LLbOMY Hara/bHOI NOTpebu.
MeHi wikaBo 6yn0 61 nogmBuTUCA, WO
byae, AKLLO NOMITUYHA CUTYaLiA CTaHe
CK/1AAHILLION, — @ MEeHi 34a€TbCA, Lo Le
BXKe Big0yBa€eTbCA. AKLLO XYAOKHUKM i
XYA,O0XHUL Big4yBaTUMYTb, WO 3’ABU-
/1aCA NeBHa Hara/IbHiCTb, TO, MOX/IUBO,
MOYHYTb AiATU BignoBigHO. Agke Le
BM/IMBAE | HA MUCTELTBO TaKOX — BOHO
MOYMHAE FOBOPUTU MPO NOAITUKY. Bi/b-
LWiCTb XYAOMXHMLb i XyA0XHUKIB y PpaH-
Ll CbOrogHi B3arasi He NOAITU30BaHI.
BoHu He novyBaoTbCA B HebesneLl.

AKLLO TV YO/I0BIK, TO TU TeX PeMiHicT.
Ay ®paHuii pemiHicToK YacTo cnpwmi-
MatoTb AK AKMXOCh NCUXOMaToK. Lie
TOMY, LLLO TYT AY*K€e CU/IbHI CTaHAaPTH
demiHHoCTI. Y PpaHuii Tpeba 6yTu ayxe
«KIHOYHOMO», He NepebrBaTH YO/OBIKIB,
3HATU CBOE MicLLe i pobuTH Te, WO Big
Tebe ouiKytoTb. Le i € npuxoBaHe npu-
rHo6/1eHHA. 3BiCHO, TM Ha4eb6TO MoKeLl
pobuTtH BCe, LLL0 XOYeLl, ale HacnpaB4i
£,0Ci iCHYE BeNM4e3HMI coLianbHuit
TUCK, AKWUI 3MYLLYE 3HalTH COBi 40N10BI-
Ka, MaTW CTabi/IbHi CTOCYHKM i giTel.
AKocb A Mana LikaBy po3mMoBY i3 KeHe-
B’eB Ppecc. BoHa nopyLumaa nuTaHHA
Mpo Te, L0 X IX MOKOAIHHA PeMiHICTOK
CBOro Yacy 3pobuno He Tak? BoHa
Kake: «Halwe noKoAiHHA nigBeso Bac.
Mwu xoTinn 3pobutu pesooLito, 36y-
AYyBaTH NO-CNPaBKHbOMY /ibepasibHy
KpaiHy, aze Lboro He CTasocA — L0 MU
3pobuu He Tak?» Ase A He AyMalo, LLLO
Lie iXHA NpoBUHa. 70-Ti — Le 6yB 0cobaum-
BUIN MOMEHT B icTOpii. A Tenep mu pyxa-
€mMocA B BiK dalumsmy — MOBOM LMK
iCTOpIT 3aBepLUMBCA | BCE NOYa/0CA CMo-
YaTKy. | A po3ymilo, LL,0 BOHA NOYYBA€ETb-
CA BiAMNOBiAa/IbHOIO 32 CBOE MOKOIHHA,
3a Te, W0 BOHM He 3MOI/IM 40 KiHuA
Bi4CTOATM CBOI iAel BigKPUTOro, piBHOro
Ta Bi/IbHOrO CyCniAbCTBa. Ane TaK yxe
CTanocsA B icTOPil.

[ekoro 3 Hac 6inblue Typbye, Lo Biaby-
BAETbCA 3 iHWMMU 10AbMM, ane bara-
TbOX /0l L@ He LiKaBUTb, | iX NoYHe
LLLOCb XBU/IKOBATU Ti/IbKM TOAI, KO/ Le

Aeca: MoxaugBo, € peui, AKi He Mo)XHa
BUNPaBUTH B cycninbcTei pa3 i Ha-
3aBXXAM, HAA AKMNMM MA€E npauloBaTH
KO)XHEe NMOKOAIHHA.

CTaHeTbCA 3 HUIMU CaMUMM YU TXHIMU
6/1M3bKUMU.

Aecsa: A fiKke 3aranoM CTaBAGHHA AO
deminiamy y Ppanuii?
Izabenb: JocnTb HeOAHO3HAYHE.
B ocTaHHi poku A nposena 6arato
yacy B KanipopHii, i Tam AKLLO T
XiHKa, TO T1 PeMmiHiCTKa — y Lbomy
MO3KHa HaBiTb He CyMHIBaTUCA. | HaBiTb

Iszabenb: MabyTb, Tak i €. ObpaHHs
Tpamna npe3ngentom CLUIA npo ue
CBigYMTb. Tak CaMO fAK i 3pOCTaHHA
dalmcTCbkmx HacTpois y Esponi. Lin-
KOM MOX/IMBO, LL|0 Yepes Ki/ibKa po-
KiB y ®PpaHuii abopT Mmoxe cTaTu Hese-
raZibHuMm, 6araTo XT0 Le nigTpumye.
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Ségoléne Pruvot: We want to ask you
about the situation in France. Do you
work with feminist topics and what is
your notion of feminist art?
Flora Katz: With my colleague and
friend, Mikaela Assolent, I've made a few
feminist projects. We studied together
in a curatorial program and both of us
studied philosophy. Initially our femi-
nism was mostly about philosophy,
having a critical point of view, trying to
see how identity politics can move to-
wards emancipation. Mikaela was also
involved in LGBTQ issues.
We were interested in emancipation,
especially within the collective, not just
for women but anyone. How can an
individual and all its singularity bloom
within the collective? The Communist
idea of collectivity seemed problematic
because it erases singularities within
collectivity. So Mikaela began look-
ing for answers to this question in
second-wave feminism, mostly from
the United States, and feminist group
methodologies of the 1960s. This is
how we discovered the notion of
“free space” developed by Pamela
Allen—a methodology for starting

lways

BiAKPUTUN ANA BCiX

IHISM 3aBXAU
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Po3moBAAIOTD:

OkcaHa bproxoBeLbKa
Neca KynbUMHCbKa
CeroneH lMpyBo
BepeseHnb 2017, Mapwux

Ceronen NpyBo: Mu xotiAnu 3anuTtaTu
Bac npo cutyauiio y ®panuli, npo Te,
fIK BM npauloere 3 pemivicTuunoro
TeMaTHKoIlo, i Npo Bawe po3yMiHHA
«(pemMiHiCTUHYUHOro MucTeuTBa».
®nropa Kau: 3 Mmoeto Koneroto Ta no-
apyroto Mikaenoto AcconaH mu 3aiiic-
HUAM KibKa GeMiHICTUHHUX NPOEKTIB.
Mu HaBYannca pa3om y KypaTOpPCbKild
nporpami, i 06uaBi Maemo inocoPpcbry
OCBITY. [lepBicHO Hall dpemiHi3m Be/n-
KO0 MipOto I'pyHTYBaBCA Ha dinocodii
Ta KPUTWYHIl Teopii, BUXoauB 3i cnpob
3pPO3yMITW €MaHCMNATMBHUM NOTeHLian
NOAITUK igeHTUYHOCTI. Mikaesna Takox
3aimanaca /IFBTK-TemaTukoro.
Hac LikaBuau MOXAUBOCTI emaHcunauii,
30Kpema B KO/IeKTUBI, He Ti/IbKK AR
KIHOK — 1A B6yab-Koro. AK y3arani
0COBUCTICTD Y BCiit CBOIM YHIKabHOCTI
MO3Ke MpOLBITaTH B KONEKTUBI? Komy-
HICTUYHa igdeA KONeKTUBHOCTI 34aBa-
naca Ham npobnemaTnyHo, 60 BOHa
HiBe/It0E IHAMBIAYA/IBHICTL Y MeXax
KoneKkTuBy. Tomy Mikaesa novana wwy-
KaTW BigNOBiAi Ha Lie NUTaHHA Y ApYril
xBuAi peminiamy, nepeaycim y CLUA,
Ta B METOAOAO0rIT PeMIHICTUYHMX rpyn
POCTY CaMOCBI4OMOCTi 60-X. Tak MM



a system of circulation of ideas, sharing
your personal experience, that was
instrumental in constructing feminist
emancipation movements in the U.S.
Another source of inspiration was Luce
Irigaray’s book Sexes and Genealo-
gies—*“this sex which is not one.”

We were inspired by this and con-
structed a project called If we carry on
speaking the same language to each
other, we will repeat the same history. It
was a two-year project where we tried
to build relations between artists, cura-
tors, theorists, whether men or women.
Feminism was used as methodology
not exclusively for women or minori-
ties, but for everybody. Feminism is
always open. We held meetings where
everyone could speak about their worries,
texts, ideas, projects. They lasted from
7 p-m. until 1 or 2 a.m.

In two years we had 8 sessions, which
gathered around 80 people. They were
in Paris and New York, where | lived

for a year and a half. The sessions in New
York were very different from those in
Paris. Feminist theories were much more
absorbed by the artists' communities.
Some participants continue to do the pro-
jects they presented during the sessions.
We got funding for them to go to the U.S.
to do research. This project became a way
of creating links between people.

| think feminism is also a way of cre-
ating an adequate environment for
working with people. | feel that today,
especially in the U.S,, relations with
artists are constantly commodifying.
You meet people just to get something
from them. It was very stressful for us.
Art seemed much more like a business,
and it was stopping the original reason
why people make art—for an adven-
ture, something we don’t know about
yet. We struggled to resist this. The
feminist movement provided a won-
derful ground for solidarity.

Oksana: How did communication
happen at these meetings? Could
you say it was horizontal? Was

there a moderator?

1 Radical Feminism. Edited by Anne

Flora: We used the methodologies in
the book Radical Feminism'. Before
every session we announced the
rules. Mikaela made them, inspired
by the rules of LGBTQ meetings,
which she knew a lot about. For
example: don’t judge others; try

to extend the say of the other; etc.
Everyone had 20 minutes to present
their project, followed by discus-
sion. There was no moderation, but
Mikaela and | tried to give everyone
equal time to speak, to help people
speak and feel comfortable. Everybody
was bringing something that was prob-
lematic for them. The idea of the group
was to try to help.

Coedt, Ellen Levine, Anita Rapone.

Lesia: Your methodology reminds me
of practices used in psychotherapy
groups. Did you discuss private life,

personal issues?

Flora: We start always from an art
project. But it is hard to separate art
from personal experience. And when
we talk about personal experience, the
balance between private and public
is hard to make. Of course we ad-
vanced a little bit sometimes towards
personal issues. In feminism we know
that the private is political. When you
talk about the private some political
issues are raised. Personal and public
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BigKpuu a/1A cebe NOHATTA «Bi/IbHOrO
npocTopy», po3pobneHe Mamenoro
AnneH. Lle meToA0/10riA CTBOPEHHSA
CUCTEMMU A/18 LMPRYAALT igel, 0OMiHy
0COBUCTUM A0CBIAOM, fIKA Bigirpana
3Ha4YHy pPO/Ib y CTAHOB/IEHHI peMiHic-
TUYHUX eMaHcunaTueBHKX pyxis y CLUA.
e ogHUM AxxepenioM HaTXHEHHA /A
Hac 6yna KHura /ltoc Ipurapeii «Crari Ta
reHeasnorii» — npo CTaTb, AKOT He iCHYE.
OTKe, Le HaC HagUXHYAO, | MU 3pobuam
MPOEKT i3 Ha3BO «AKLL0 MU 1 Aani
CNiZIKYBaTUMEMOCA TIEKD CaMOK0 MO-
BOO, MM NMPUpeYeHi BigTBOPIOBATU TY
camy icTopito». [IpoeKT Tp1BaB 4Ba
poku. Hawwi 3ycuana 6yam cnpamoBa-

Hi Ha BUOYA,0BYBAHHA CTOCYHKIB MiX
XYA0XHUKaMU, KypaTopamu, TeopeTu-
KaMu — i YON0BIKaMU, i }KiHKamu. Pemi-
Hi3M MW BUKOPUCTa/IM AK METOA0/0r 0,
AKA HE € YUMOCh BUK/IFOYHO A/1A XKiHOK
YM MEHLUMH, a AAA BCix. PemMiHi3m 3aBx-
AV BigKpUTUI AnA BCiX. Mu npoBoAWau
3ycTpidi, g€ BCi Masv 3MOry rOBOpUTH
npo Te, Lo iX XBU/IHOE, 06roBOpHOBaTH
CBOI TEKCTH, iAel, npoekTu. Li 3ycTpidi
TPWBa/K 3 7 BEYOPA A0 14M 2 HOUI.

3a gBa pOKM MM MPOBe/n 8 cecil umx
3ycTpiven, fAKi BigBiganun 6amM3bKo

80 ntopgeit. Cecii 6yaun y Mapuxi Ta
Hbto-MopKy, ae A niBTOpa poKy *uaa.
3ycTpiui y Hbto-Mopky ayse BiapisHs-
/INCA BiA Mapm3bKMX. TaM MUCTELbKI
CMiZILHOTY 3HA4YHO Biblue nepeiHAnn
demiHicTnyHi Teopii. [enAki yHacHWKK

Ta y4yacHuLi 3alMatoTbCA 1 gani npo-
€KTaMu, AKi Mpe3eHTyBa/ M NPOTAroM
cecin. Mu otTpumanu piHaHCyBaHHS,
L0 4,03B0/MA0 TM noixatu go CLUA,
o6 NpoBecTU Tam AoC/iaKeHHs. Llen
MPOEKT CTaB CNOCOHOM HanaroAKeHHs
3B’A3KIB MiX /1t04bMMU.

A BBarkalto, W0 YacTuHa dpeMmiHis-

My — Lle TaKOXX CTBOPEHHA Ha/IeXKHOro
cepesoBuLLA A48 pobOTU 3 K0ALMM.
Tenep A BiA4YBalo, WO CTOCYHKM 3 XY-
A,0KHUKAMM MOCTIRHO MOAUDIKYOTb-

¢ — 0cobamBo B CLUA. Tvt 3HaOMMLL-
CA 3 /0AbMMU, TiNbKM W06 Big HUX LWOCb
OTPUMATH, — L& HaC AYXKE Hanpyxy-

Ba/10. MucTeLTBO Bi/lblue CKUAAETHCA
Ha Bi3Hec, i Le BUTICHAE NpUYKHY, HOMY
B3ara/i /t0AM NOYMHAIOTL 3aliMaTHCA
MUCTELTBOM — 3apaju Npuroau, 3apa-
A1 H4OrOCb, YOO MU LLLe He 3HAaEMO. Mu
6opoauca 3a Te, Wob 3HaiTH cnocid
ONMUpaTHCA LibOMY. PeMiHICTUYHMI pyX
HaAa€ 4ya0Bi OCHOBM A4/ COMiAAPHOCTI.

OxcaHa bproxoBeubka: A AK Npoxo-
AMAH PO3MOBHM Ha UMX 3ycTpivax?
Yu mo)xHa cKa3aTtH, o BOHU Gyan
rOpM3OHTaAbHO OpraHizoBaHi? Un
6yAu y Bac moapepartopu?

®dnropa: Mu gyxe 4iTKO AOTPUMYBa-
/INCA METOA0A0ri, ONMMCAHOT B KHU3i
«PagukanbHuii peminiam»'. MNepeg,
KOXHOI PO3MOBOIO MU 03BY4yBa/in
nesHi npasuaa. Ix copmynosana
Mikaena, i il Hag“xann TakoX npa-
BuW/a 3ycTpiveit B /IFBTK-cnisbHOTI,
AKi BOHa g0bpe 3Hana, TaKi AK «He
CYAMTU iHLLINX», «HaMaraTucA 4aBaTu
iHLUMM FOBOPUTU» TOLLLO. Y KOXHOMO
6y/10 6/1M3bKO 20 XBUIMH Ha Npe3eH-
TaLito NPOeKTY, i Aani 06roBopeHHs.
MogepyBaHHs He 6y/10, ane mu 3 Mi-
Kae/10l0 HaMara/iMcA piBHOMIPHO po3-
NOAIANTM YacC Mix ycima, gonomaraTtu

t Radical Feminism. Edited by Anne
Coedt, Ellen Levine, Anita Rapone.

MOAAM BUC/IOB/IOBATUCA | MOYYBaTUCA
KOMQOpPTHO. /tog1 NPUXOAN/IU 3 YK-

MOCb, L0 6y/10 418 HUX NpobaemaTny-
HUM. 3aB/aHHA rPynu No/Araszo B TOMY,
w06 A0NOMOrTH B LbOMY po3ibpaTuca.

Aecsa KyabunHcbka: Bawia meTopo-
AOTifi Harapye NPaKTUKy nNcuxorepa-
neBTHYHHUX rpyn. Bu o6roBopioBanu
TaKo)X i NPUBaTHE XXMTTA, 0cobMCTi
npobremu?
®nropa: My 3aBKaM BigLUTOBXYEMOCA
Big, 06roBOpeHHA MUCTELIbKMX MPOEKTIB.
A/le X MUCTeLTBO HEPO3PMBHO NOB’A3a-
He 3 0COBUCTUM A0CBIAOM. A KON MU



are constantly circulating, but it is im-
portant to make a distinction.

Lesia: How did you choose the par-
ticipants?
Flora: We did not choose them; there
was an open call, and we took every-
one who applied.

Lesia: So the status of the artists was
not important?
Flora: There were no established
artists in the project. We met a lot
of young artists. We announced the
project on Facebook and email, always
through specific communities we
knew.

Lesia: | like your approach. How do
you map the social situation through
this methodology? How do you choose
your target group? Maybe some
groups need this kind of work more
than others?
Flora: | do not consider myself a so-
cial worker. Other people do this
work wonderfully. But I truly believe
in art and art forms as a way to open
possibilities. This project was a way to
give a ground for things to happen. Art
can be a space for gathering commu-
nities that are separated, raising differ-
ent issues, giving visibility to excluded
people. It can touch different spheres,
it is a universal vocabulary, a form. And
there can also be space for autonomy.
Everybody can organize as they want.
It is a grassroots process, through
which you can connect with other peo-
ple and talk on different issues.
One of the projects to connect differ-
ent communities was the Editathon
Art+Feminism, a two-day marathon
where we invited people to edit and
write articles on Wikipedia. This project
was started in New York by Jacqueline
Mabey, Michael Mandiberg, Sian Evans.

In Paris, | did three editions (2015,
2016, 2017), the first one with Mikaela
Assolent. It was always produced with
Lafayette Anticipations, and happened
in the last two years at the Archives
Nationales.

Less than 12% of Wikipedia authors
identify themselves as women. We
joined this project to give people tools
to reduce the gender gap. Millions of
people use Wikipedia, so it is very im-
portant to be involved in creating it.
Wikipedia trainers taught people

how to edit pages. During the three
marathons Kvardek du, a wonderful
Wikipedia contributor involved in gen-
der issues, worked with us. There was
also a small library where people could
take books to use for their Wikipedia
articles, and documentation prepared
in advance.

From the beginning of the project

we also wanted those two days to

be an occasion to talk about issues
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EaitatoH «MucteurBo i demiHiam». Vaginal Davis & Wu Tsang
HauioHanbHi apxiBu, Lafayette Anticipations, Mapux, 2017

06roBOPOEMO OCOBUCTUI A0CBIf, BaXK-
KO 4,0TPMMYBATUCA PO3MOAiYy Ha Npw-
BaTHe Ta nyb.iuHe. ToMmy, 3BiCHO, iHOAI
MW NOYMHAM 0BroBOPHOBATU i 0COBMUCTI
npo6aemu. 3aBgArM pemiHiamy My
3HAEMO, LLLO NMPUBATHE — Li& NOITUYHE.
Tox Yepes ocobucTe M1 NigHIMaEMO
MeBHi No/iTWYHI NuTaHHA. Ocobucte

Ta ny6/ivHe NOCTiIMHO NepexoaATb
O/iHe B 0/ He, a/ie BaXX/IMBO NPOBOAUTU
reBHe PO3pi3HeHHs.

Aeca: flk B 06Mpanu yuacHuub T1a
y4YacHMKIB CBOro npoexry?
®nropa: Mu ix He obupasu, My orono-
CW/I1 BigKPUTHIA HABIp i B3AAM BCiX, XTO
noAanu 3asBKMU.

Aecs: To6T0 BM He OLIHIOBaAM pPiBEHb

yyacHuKIB?
®aopa: Y Lubomy NpoekTi B3arani He 6y/10
BiAOMUX XyAOXKHULb YU XYAOMKHUKIB.
HatomicTb M1 no3Hanomuamca 3 baratb-
mMa MO/104MMU. Mu NOLLIMPIOBa/IN Oro/10-
LeHHs Yepes Facebook Ta eneKTpOHHY
MOLUTY, 3aBXAMN Cepes, KOHKPETHUX CMi/ib-
HOT — MW NPUB/IU3HO 3Ha/M LUX MtOAeN.

Necs: MeHi nopobaerbca Baw mipxia.
OpHaK NUTaHHA B TOMY, fIK BiH Bpa-
XOBYE CycninbHY cuTyauito. Ky BU
obupaere uinboBy rpyny? Moxxaueo,
AefiKi rpynu notpebyioTb Takoi pobotu
6inblie, HDK iHWI?
®nopa: A He BBaxato cebe coliasbHOO
pobiTHuLero. [HWi At0AN HyA0BO BUKOHY-
t0Tb L0 pobOoTY. A/le A NO-CNpaBKHbLOMY
BipIO B MUCTELTBO | MUCTeLbKi opmu
AK WAAX 4,0 BiAKPUTTA MOX/IMBOCTEN.
Lleit npoekT 6yB CN0OCOOOM CTBOPUTH
niArpyHTA A/1A 34iMCHEHHA NEeBHUX
peueit. MucTeuTBO MOKe 6yTH NpocCTo-
POM /18 3rypPTYBaHHA Pi3HMX CMiNbHOT,
AKI iICHYIOTb OKPEMO OZ4Ha Big, O4HOI,
MOKe NorAMbuTh 06i3HaHICTb Npo NeBHi
ABWLLLA, 3pOOUTU BUKNIOHEHUX /tOA el
BUAMMUMU. BOHO MOXe 3a4inaTy pisHi

chepu, Le yHiBepCabHUA C/IOBHUK,
dopma. BogHouac TyT moxe 6yTu i npo-
CTip A4/17 aBTOHOMIi. KOXXeH Moe op-
raHi3yBaTu Te, LLLO XO4e. | e HU30Bui
NpoLec, y XO4i AKOro MOXHa Haaaro-
AUTY 3B’A30K i3 iHWKMMM | TOBOPUTM Ha
pi3Hi Temu.

OgHMM i3 TaKMX MPOEKTIB, OPIEHTOBAHMX
Ha 3a/1y4eHHA Pi3HMX cninbHOT, 6yB Eai-
TaToH «MucTeuTBO i hemiHisM» — aBO-
AEHHUIA MapadoH, NPOTArOM AKOro MM
3anpoLuyBa/n Ntogel BHOCUTU NPaBKu
Ta nucaTu cTaTTi Ana «Bikinegii». Llen
NpOoeKT 3ano4aTkysau y Hoto-MopKky
YKakaiH Mabeit, Maiika MaHgibepr, LLoH
EBaHc. Y MNapui A nposesa noro Tpudi
(2015, 2016, 2017), NepLumit pa3 — pa-
30M 3 Mikaesnoto AcconaH. Mu 3aBxam
npoBOAUAM MOr0 pas3om 3 Lafayette
Anticipations, i ocTaHHi ABa pa3su 3axoau
npoxoaunau B HauioHa/ibH1x apxisax.
CuTyauis Taka, WO MEHLL HiX 12% aBTo-
piB «Bikineaii» ineHTndikytoTb cebe AK
KIHKW. MU 40Ay4mnamca 4o uboro npo-
eKTY, 06 43TV 0AAM IHCTPYMEHTH, 33
AO0MOMOrOH0 AKUX MOXKHA 3MEHLLUTY Lieit
reHaepHuii po3pus. MinbioHM togen
3BepTaloTbCA 40 «Bikineaii». ToMy Bax-
/IMBO A,01y4aTUCA 40 Ti TBOPEHHA.

Y ubOMy NPOEKTi Ham gonomMaranu
TpeHepwu 3 «Bikinegii», Bunau, Ak pe-
AaryBaTtu CTOPIHKM. [ig 4ac uux Tpbox
3axo4iB 3 Hamu npaytoBasa Kvardek du,
4yya0Ba pedakTopKa «Bikineaji», Aka
3aMa€ETbCA reHAePHUMU NMUTAHHAMM.
Takox byna HeBe/nKa bibaioTeKa, 3Bia-
KM MOXHa 6y/10 BpaTut KHUXKKM | BUKO-
pUCTOBYBaTH iX 418 pOOOTHU Hag, cTaT-
TAMM, a LLLe 3a34a/erigb nigroTos/eHi
AOKYMEHTH.

Kpim TOro, i3 camoro no4aTky NpoeKTy
MW XOTi/IM BUKOPUCTATHU L 4Ba AHi, 06
MOroBOPWTM NPO MUTAHHA GpemiHi3my. Y L
TPV POKU MW €KCTIEPUMEHTYBA/IN 3 KOH-
depeHuiaMU, KpYrMMK CTOAMU Ta
pi3HMMKM popMaTamum aUCKyCii. Cepeg,
y4acHuKiB 6yaun EnbBaH 3abyHaH, InaTia



of feminism. We experimented with
conferences, round tables and various
format of discussions over the three
years. Participants included Elvan
Zabunyan, Hypatia Volourmis, Béatrice
Joss, Camille Morineau, Paul Maheke,
Isabelle Alfonsi, Dominique Cardon,
Sylvia Fredricksson. People worked for
two days, and 40 articles were created.
More than 1000 people came in 2017.
We also worked with artists to organize
the space where all this happened (Wu
Tsang, Aaron Flin Jamison, Heléne Ber-
tin for 2016 and 2017).

Oksana: Was the Editaton a performa-
tive event? And what topics did you
work with?

Flora: During the last edition there
were performances by Boychild and
Bendik Giske, and Vaginal Davis and Wu
Tsang. The idea was to open feminism
to trans people and people of color.

| discovered a book by José Esteban
Mufioz, an American art critic of Cuban
origin who died in 2013. His 1999 book
Disidentifications: Queers of Color and
the Performance of Politics gave a very
inspiring answer on the place of the
critic and curator in art and politics: to
be able to share, to give people a plat-
form, a vocabulary and language. Espe-
cially when this art belongs to people
who are on the margins of society and
do, for instance, performances in the
New York underground and bars, like
Vaginal Davis at the beginning. Mufioz is
very strict when analyzing performances.
The aim was to share that book and
create a dialogue with artists and the
public. First through the workshop

The Present of our Knowledge which is
running for two years now at Lafayette
Foundation. For three sessions we invit-
ed young queer artists (Rébecca Chail-
lon, Tarek Lakrissi and Paul Maheke)
and held lectures or performances on

parts of that book. The idea and goal
was to share the concept of disidentifi-
cation and then put it on Wikipedia. It
is a very important concept because it
connects migrant life with queer life.
It’s a very bold step to combine queers
and migrants. | felt it was important
for Paris at that time.

Art in itself is radical—that’s what
separates it from everyday life. Work-
ing as a curator or a critic is to find the
right way to give a ground to its emer-
gence and its sharing.
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EaitatoH «MucTteutBo i demiHiam». Boychild. HauioHaAbHi

apxiBu, Lafayette Anticipations, NMapwux, 2017

Boaypwmi, Beatpic *Kocc, Kamiii MopiHo,
Mosb Maeke, 13a6e/1b AnbdoHci, lomiHiK
KapgoH, CnabBia ®pegepikccoH. /loau
npaLoBa/iv NpOTArom ABOX AHiB, 6y/10
CTBOPEHO 40 CTaTen.

Y 2017 poLi 401y4na0CA NOHag, 1000
mogein. lWob opopmuTy npocTip, Ae
BCe Big0yBas0CA, MM TaKOX NpaLito-
Ba/IN 3 XyA0XHWKamu: By LiaHr'om,
Aaporom ®niHom [xxermicoHom, Enen
BepTteH y 2016 Ta 2017 poKax.

OxcaHa: EpiTaTOH NpoxoaMB AIK nep-
dopmaTHBHa NOAIA? A 3 AKHMM TeMa-
MM BH npauioBanu?

®nopa: Mig yac octanHboro EaitaTo-
Hy B Hac 6y/m nepdopmaHcu Boychild,
BeHgika licke, Vaginal Davis Ta By Liax-
ra. lgea 6yna B Tomy, W06 BigKpUTH
demiHi3m gna npobaemaTUKM TpaHC-
CEeKCYa/IbHUX /104 eN, a TaKOX /toaelt i3
HebiNMM KO/IbOPOM LUKIpU.

A BigHaMwAa gnAa cebe KHMKKY MUC-
TeLbKOro KPUTHKA, aMepUKaHLA Kybuk-
CbKOr0 MoXoAKeHHs Xoce EcTabaHa
MyHbi0Ca, AKMIM nomep y 2013 poLii.
Moro knura 1999 poky «/esiaeHTn-
dikavia: KBip HebiMX Ta NOAITUYHUIA
neppopmMaHc» CTasia HaTXHEHHO!O Bif-
NoBiAAI HAa MUTAHHA NPO MiCL,e KPUTUKA
Ta KypaTopa y MUCTELTBI Ta B MOAITHL.
La ponb noasrae B Tomy, o6 aginvtmca,
HagaBaT MoaAM NAaTGopMy, a TaKOX
C/IOBHUK i MOBY. OCO6/1MBO KO/ Lie
MWCTELTBO Ha/ZIeXKUTb /H0AAM, LLLO Nepe-
6yBatoTb Ha MmapriHeci couiymy

i BAALITOBYIOTb NepGOPMaHCH, Hanpu-
K/Aag, AeCb Y HblO-MOPKCbKOMY METPO
un B bapax, Taki Ak pobuna Vaginal Davis
Ha camoMy no4aTKy. MyHbliOC gye
MPUCKINAMBO aHani3ye neppopmaHcu.
MeToto 6y/10 po3noBicT Npo Lo
KHWKKRY i 3aB’A3aTK gianor Mix Xyg0x-
HUKOM i nyb6ikoto. CnoyaTky Yepes
BOPKLLOM i3 Ha3BO0 «Cy4acHiCTb HaLLO-
IO 3HaHHA», AKUIA NPOXOAUTb yXKe ABa
pokM y ranepei poHay /lapaerT. Ha Tpu

TaKi cecii My 3anpoLLyBain MOA0AUX
KBip-XyA0HuKiB (Pebekky LLIaloH,
Tapkea /lakpicci Ta Moss Maeke) i op-
raHi3oByBanw neKuii abo neppopmaHcu
Ha OCHOBI Ti€l YY iHLLOT YaCTUHM KHUIU
MyHbioca. |ge€ro Ta MeTO LbOoro npo-
eKTy 6y/10 NoAiMTUCA MOro NOHATTAM
desideHmudikauii Ta BUKAACTU MOro Ha
«Bikinegito». Lle gy»e Bax/11Be NOHATTA,
60 BOHO MOB’A3y€ eMirpaHTCbKe KUT-
TA 3 KBIip-KUTTAM. Lle gyxe cminmBuii
KPOK — MOEAHYBATU KBip Ta MirpaH-
TiB. Y MeHe BUHUK/IO BiguyTTa, WO Le
6y/10 BaXk/IMBO /1A TOro4acHoro Mapuxa.
MwucTeuTBO B3arani pagukasabHe, UMM
BOHO Bigpi3HAETbCA Big MOBCAKAEHHOMO
KUTTA. POHOTa KypaTOPKM UM KPUTUKMHI
MO/IAra€ B TOMY, W06 3HalTH NpaBu/b-
HUIA Cnocib gaBaTu NPOCTip AAA NOABU
MUCTeLTBa i 418 NOro NOLUMPEHHS.



Valentyna Petrova, born in
1984, is an artist, who lives
and works in Kyiv. She was

a student of the Contemporary
Art School in Kyiv and Chto
Delat? School for Engaged Art
in St. Petersburg. She is a fem-
inist anarchist. She uses per-
formative practices as a means
of expression and works in
genres such as digital drawing
and video. Her work addresses
themes like poverty, labor and
physicality. She has participated
in exhibitions in Ukraine and
abroad.

Dana Kavelina, born in 1995,
is an artist, who lives and
works in Kyiv. She makes illus-
trations, artist’s books, post-
ers, as well as animated films.
Her latest work, the animated
film About Mark Lvovych Tul-
panov Who Talked to Flowers,
about the war in the Donbas,
received the special jury award
at the Odesa International Film
Festival and the award of the
International Animated Film
Festival KROK 2018.

Oksana Briukhovetska, born in
1973, is an artist and curator
based in Kyiv. She has been
working at the Visual Culture
Research Center (Kyiv) since
2009. Her curatorial projects
include, among others, the
feminist exhibitions Mother-
hood (2015), What in Me is
Feminine? (2015) and TEXTUS.
Embroidery, Textile, Feminism
(2017). She writes artistic
texts and articles about art.
She works with themes such
as physicality, social exclusion,
and the status and role of
women. She has participated
in exhibitions in Ukraine and
abroad.

Alina Kopytsa, born in 1983,
is a Ukrainian artist. Her work
focuses on gender relations
and sexuality. The genres she
works in include textile collage,

installation, silicon sculpture,
graphics and video. She was
nominated for the MUKhi project
in 2012 and the PinchukArt-
Centre Prize in 2013. She took
part in the international Body
and Freedom Festival in Biel in
2015. She began studying at
the Zurich University of the Arts
in 2017. She has participated
in exhibitions in Ukraine and
abroad.

Victoria Lomasko, born in
1978, is an Russian artist, who
works in graphic reporting and
monumental painting. She is
the co-curator of two big collec-
tive projects engaged in pro-
moting social graphics: Draw-
ing the Court (together with

Z. Ponirovskaya) and Feminist
Pencil (together with N. Plun-
gian). She won an award at the
Drawing the Court competition
in 2010. She was also nomi-
nated for the Kandinsky Award
in 2010. In 2017, Lomasko’s
book Other Russias was pub-
lished by n+1 (New York) and
Penguin (London). In 2018, it
received the Pushkin Award as
the best book about Russia in
translation.

Aleka Polis, born in 1974, is a
feminist artist, activist and ex-
perimenter, based in Warsaw.
In her works, she uses video,
digital photography, perfor-
mance, urban guerilla tactics.
She creates animations,
documentaries, objects and
manifestos. She also works in
collaborative practices. She fo-
cuses on transforming life into
art and art into life. She takes
up issues related to identity,
subjectivity, power, exclusion
and social inequality. Between
2004-2014 she collaborated
with OBIEG magazine, where
she founded OBIEG.TV, the
first Polish online TV platform
showing exhibitions and other
art-related events across Po-
land. She has participated in

numerous exhibitions in Poland
and abroad.

Zuzanna Janin, born in 1964,
is an artist who lives and works
in Warsaw and London. She
works in sculpture, installation,
video, photography and per-
formance. The key themes of
her work are space, memory,
time and borderline situations.
She contemplates social roles,
their limits, and the place of
individual human freedom in
society. She has participated
in many exhibitions, including
the Sydney Biennale, Istanbul
Biennale, Liverpool Biennale,
Lodz Biennale, and 54th Ve-
nice Biennale. Her work has
been shown in the Museum of
Contemporary Art in Chicago,
among other places, and is in
many collections and museums
across the world.

Alma Lily Rayner, born in Israel
in 1984, is a multidisciplinary
artist and feminist activist
based in Prague, Czech Repub-
lic. Her work revolves around
sociopolitical themes linked

to gender, trauma and the
culturally invisible. While high-
ly personal, her projects are
conducted through long-term
research and aim to question
dominant discourses of power.
In her practice, she combines
various digjtal media, recycled
(audio)visual leftovers and
written/spoken pieces of text.
She experiments with different
forms of public intervention,
such as panel discussions and
site-specific installations.

Rébecca Chaillon, born in
1985, is a French black artist
who came into body perfor-
mance in 2010 with the help
of Rodrigo Garcia. She creates
her own performances about
desire, food identity and vio-
lence. She also manages and
creates shows with her own
company In the Belly (Dans Le
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Mpo yyacHUUb

BaneHTtuHa lMetpoBa, Hap.
1984 poKy, XyAOXKHMLS, XUBE

y Kuesi. HaBuanacs Ha kypci
cyyacHoro mucreutsa y Kuesi
Ta B LLIKOAI 3aAyyeHOro mucre-
urBa «Uto penatb?» y CaHkr-le-
Tepbypai. AHapxo-dbemiHicTKa.
Mpautoe y xaHpax nepdopman-
cy, uMdpOBOro MaAoHKa, BIAEO.
Temu i pobitT — 6iaHiCTb, Npaus,
TIAECHICTb. YyacHMLSA BUCTaBOK
B YKpaiHi Ta 32 KOPAOHOM.

AaHa KaBenaiHa, Hap. 1995
POKY, XyAOXHULSA, XnBe y K1eBi.
3anmaeTbes iAKCTpaLieto, aB-
TOPCbKOK KHUIOHO, MAGKaTOM.
CTBOpIOE aHimaLiitHi pinbmu. Ti
OCTaHHsA poboTa — MyALTGIABM
«[lpo Mapka AbBOBMYa TroAbMNA-
HOBa, AKMI PO3MOBASIB i3 KBiTa-
MW» NPO BilHY Ha AoHbaci — oT-
puUMana creujarbHWUIA Npu3

Xypi OAECBKOrO MiXKHapPOAHOTO
KiIHOECTUBAAIO Ta NPEMIO
MiXXHapPOAHOIo KiHOGECTUBaAAKD
«KPOK-2018».

OkcaHa BproxoBeubka, Hap.
197 3 poKy, XyAOXHMUS | Kypa-
TOpKa, Xuee y Kuesi. 3 2009
POKy npautoe B LieHTpi Bidyans-
Hoi KyAbTYpH. Cepea ii KypaTop-
CbKKX POBIT — deMiHICTUUHI BU-
cTaBku «MatepuHcTBO» (2015),
«lLlo B MeHi € Bia XiHkn?» (2015),
«TEXTUS. BulunBKa, TEKCTUAD,
demiHiam» (2017). ABTOpKa
XYAOXHiX TEKCTIB | cTaTen npo
MucTeUTBO. Temu ii pobit — Ti-
AECHICTb, BUKAKOUEHHSA B CYCMiAb-
CTBi, CTAHOBWLLE i POAb XiHOK.
YuacHuus NpoeKTiB B YKpaiHi Ta
3a KOPAOHOM.

Anina Konuuga, Hap. 1983 poky,
YKpaiHCbKa XYAOXHULSA, y CBOIX
poboTax AOCAIAKYE rEHAEPHI
BiAHOCUHMU Ta CEKCYaAbHICTb.
Mpautoe y XaHpi TEKCTUABHOTO
KOAaXy, iHCTaAsILii, CUAIKOHOBOI
CKyAbNTYPH, rpadikun i BiAeO.
Byna cepea HOMIHAHTIB NPOEKTY
MYXi 2012 poky Ta Pinchuk
Art Prize 2013 poky. Y 2015
poui 6pana yuyacTb y MixHa-
poaHoMy decTuBani Body and

Freedom y wicTi binb. 3 2017
POKy HaBYaETbCS Yy BULLLIM LIKO-
Al MucTeuTB y Liropuxy. Bpana
yyacTb y BUCTaBKax B YKpaiHi Ta
33 KOPAOHOM.

BikTopia Nomacko, Hap. 1978
POKY, POCICbKa XyAOXHULSA.
3anmacetbea rpadiyHUMK pe-
nopraxamu i MOHyYMEHTaAbHUM
posnucom. CniBkypaTopka ABOX
BEAUKMX KOAEKTUBHUX MPOEKTIB,
NoB’A3aHUX i3 NPOCYyBaHHAM
couianbHoOI rpadiku: «<Mantoemo
cyA» (cninbHO i3 3. MNoHipoB-
CbKOHO) i «DeMiHICTCbKMIM OAi-
Belb» (CNiAbHO 3 H. MAYHrsiH).
NaypeaTtka KOHKypcy «MaAtoeMo
cya» (2010). HomiHaHTKa npemii
B. KaHanHcbKoro (2010). 2017
POKY B HbO-MOPKCbKOMY BUAGB-
HUUTBI N+1 i B AOHAOHCbKOMY
Penguin BuiWAa KHUra No-
macko Other Russias, aky 2018
POKY Bia3Ha4YeHOo npemieto Myw-
KIHCbKOrO AOMY SIK HaMKpaLLy
nepekAaaHy KHUry npo Pocito.

Aneka Moaic, Hap. 1974 poky,
dEMIHICTUUHA XYAOXKHULA,
aKTUBICTKa M ekcneprmMmeHTa-
Topka 3 Bapwasu. MNpautoe 3 Bi-
A€0, uMdpoBOtO dpoTorpadieto,
nep$opMaHCcoOM Ta MiCbKUM
napTu3aHcTBoM. CTBOPIOE
aHimau;ito, AOKyMeHTaAbHI Qinb-
MU, 06’€KTU, MaHidecTu, bepe
yyacTb y npaKkTukax crisnpadi.
DoKycyeTbCA Ha TpaHchopMalii
XWTTS B MUCTELTBO | MUCTELTBA
B XWTTA. 3aMa€eTbCs NUTaH-
HSIMW IAEHTUYHOCTI, Cy6’EKTUB-
HOCTi, BAAAMW, BUKAKOUYEHHSA Ta
couiaAbHOI HEPiIBHOCTI.

Y 2004 -14 pokax cnisnpadiyo-
BaAa i3 XXypHanom OBIEG i 3a-
CHyBaAa NepLUMi NOAbCbKUI
OHAAMH-TEAEKAHaA, Ha TKOMY
nokasyBaAWM MUCTELbKI No-

Aii 3 yciei MoabLwi, — OBIEG.TV.
Bpana yyacTtb y BUCTaB-

Kax y MoAbLLi Ta 338 KOPAOHOM.

3ys3aHHa flHiH, Hap. 1964
POKY, XyAOXXHULSA, XMBE i Npa-
uroe y Bapwasi Ta AOHAOHI.
3aliMaeTbCs CKYAbNTYPOHO,

iHCTaAsLi€rO, BiAeO, doTorpadi-
€to0 i nepdopmaHcoM. TOAOBHi
TeMM il TBOPYOCTi — Le NpocTip,
nam’aTb, Yac Ta rpaHUYHI cUTya-
ujii «nomix». BoHa ocMMUCAIOE CO-
LiaAbHi POAI, iXHI Mexi, a Takox
Mmicue iHAMBIAyanbHOT cBO6OAM
AOAMHW Y CYCNIALCTBI. Bpana
y4acTb Y UUCAEHHUX BUCTaBKax,
AK-0T y CiaHeNcbKin bieHane,
Crambynbchkilt bieHane, Aisep-
MyAbCbKil 6ieHane, NOA3bKil
bieHane, 54-11 BeHeUincbkKili bie-
Hane. ii poboTH ekcrnoHyBaA1cs,
30Kpema, B Mysei cyyacHoro
MucTeuTBa B Ynkaro i nepeby-
BatoTb y 6araTbox KOAEKLISX Ta
My3esiX CBITy.

Aabma Nini PaitHep, Hap. 1984
poky B I3paini, xu1Be i npa-

uroe B lNpasi. PisHonpodirbHa
XYAOXHMUSA | PEMIHICTUUHA ak-
TUBICTKa. MpaLtoe i3 couianbHO-
NOAITUMHUMU TEMaMU, NOB’A-
3aHUMU 3 TEHAEPOM, TPaB-
MOHO | HEBUAMMUM Y KYABTYPI.

Ii npoekTn Ayxe ocobucti — e
AOBIOCTPOKOBI AOCAIAXEHHSA,
AKi NiABaXYytOTb AOMiHAHTHI
AUCKYpPCH BAAAW. Y CBOI Npak-
TULj BOHA MOEAHYE PiBHOMAHITHI
uModpoBI Meaia, nepepobAeHi
ayAio/BidyaAbHi 3aAULLKKU Ta
NMUCbMOBI/YyCHI TeKCTU. BoHa
E€KCNEPUMEHTYE 3 PiISHUMMU
dopmMamu NyOAIUHUX iHTEp-
BEHLUIN, TaKUMU SIK NaHEAbHi
06roBopeHHs Ta canT-cneumoik
iHCTaAALII.

Pebekka LWamoH, Hap. 1985
POKY, dpaHLy3bka YOPHOLLKI-
pa akTpuca i pexucepka, ska
noyana 3avMmarmcs TiIAeCHUM
nepdopmaHcom y 2010 poui

3a cnpusaHHa Poapiro Fapcis.
BoHa cTBOptOE BAGcHi nepdop-
MaHcH nNpo BaxxaHHs, xap4oBy
iAEHTUYHICTb | HACUABLCTBO, a
TaKOX OYOAIOE BAACHY KOMMa-
HitOo «Y XXMBOTI», 3 AKOK CTBOPHOE
woy. OcTaHHE 3 HMX ByAo Npo
XiHOUy GyTOOABHY KOMaHAY.
3HAAACb Y PO3MOBHOMY AOKYMEH-
TaAbHOMY GiAbMi AMaHAiH T'eit
Npo YPOAXKEHOK 3 ADpUKH



Ventre); their last productions
was about a feminine football
team. She was in Speak Up,
Amandine Gay’s documentary
about women of African de-
scent in France and Belgium,
and also in Emilie Jouvet’s film
My Body My Rules, where she
performed about sex positivity.
She has been associated with
the National Dramatic Center
of Normandy-Rouen for three
years.

ORLAN, bornin 1947, is a
French artist known for using
multiple practices and me-

dia, as well as her own body,
as a creative medium. She
adopted the name ORLAN in
1971. During the 1970s, the
artist produced a provocative
series of photographs known
as Incidental Striptease
(1974-1975), in which she
took the pose of Sandro Botti-
celli’s Venus while wrapped in
semen-stained sheets. The Re-
incarnation of Sainte-ORLAN, a
new radical project that started
in 1990, involves a series of
plastic surgeries through which
the artist transforms herself
into elements from famous
paintings and sculptures of
women. She had her cheek-
bones, brows and lips altered.
Since 1998, ORLAN has been
creating a digital photographic
series titled Self-Hybridization,
where her face merges with
past facial representations
(masks, sculptures, paintings)
of non-Western civilizations.

In 2007, her installation Har-
lequin’s Coat mixed video
projections, Petri dishes and a
bioreactor allowing the in vitro
culture of her own cells com-
bined with those of other hu-
man and animal stems. Today,
her works are in the collections
of the J. Paul Getty Museum in
Los Angeles, the Museum of
Contemporary Art Antwerp, and
the Museum of Contemporary
Artin Los Angeles.

Martha Rosler, born in

1943, is an American artist
who works in diverse media,
including video, photography,
text, installation, sculpture, and
performance. Rosler’s work is
centered on everyday life and
the public sphere, often with
an eye to women’s experience.
Recurrent concerns are the
media, as well as war abroad
and social justice at home.

Her work also addresses the
architectural environment, from
housing and homelessness to
places of passage and systems
of transport. Among her most
widely known works are the
photomontage series House
Beautiful: Bringing the War
Home (circa 1967-1972) and
the performance video Semiotics
of the Kitchen (1975).

She has published over 17
books of artwork and critical
essays on art, photography and
cultural matters. Her work has
been widely exhibited, nation-
ally and internationally, and
she has lectured extensively.
She held the rank of Profes-
sor Il at Rutgers University in
New Jersey, USA, and was a
professor at the Stadelschule
in Frankfurt, Germany, as well
as serving as visiting professor
at the University of California,
San Diego, the Royal Academy
in Copenhagen, and Konstfack
in Stockholm. Rosler has won
many international honors and
awards.

Geneviéve Fraisse, born in
1948, is a French philoso-
pher and historian of feminist
thought. In May 1968 she was
a first-year student of philoso-
phy at the Sorbonne; in 1975
she co-founded the review Les
Revoltes Logiques (Logical
Revolts) with a group of philos-
ophers and academics around
Jacques Ranciére. She has
been an interministerial dele-
gate on women'’s rights from
1997 to 1998 and a Member

of European Parliament from
1999 to 2004, as an indepen-
dent member of the European
United Left / Nordic Green Left.
She is Director of Research
(emeritus) at the National
Center for Scientific Research
(CNRS, France). The author of
numerous books, she studies
the controversy of the sexes
from an epistemological and

a political point of view within
three focal areas: the genealogy
of democracy, the notions of
emancipation, and the philo-
sophic problematization of

the notions of sex/gender. A
choice has thus been made to
insist on an epistemological
reflection about «how to think»
the question of the sexes. It is
not about defining what is sex
and gender. It is rather to stick
to the idea of an «empty cate-
gory,» and to focus research on
how the gendered spheres are
affecting human life.

Feminist Workshop:

Marta, born in 1993, studied
journalism at Lviv National
University. She was an activist
in the Feminist Workshop from
2015-2017, coordinating the
organization’s work with teen-
agers. In 2017, she worked in
an International Medical Corps
project aimed at preventing
gender violence in the Donetsk
region. She has also done
volunteer work in other organi-
zations.

Masha, born in 1993, is a
graphic designer and a former
design engineer. She was a
Feminist Workshop activist
from 2015-2017.

Yosh, born in 1987, studied
urban planning in Kharkiv.
She started to engage in civic
activism at FRI-Kharkiv in
2009. Together with FRI, she
saved Europe’s oldest cine-
ma—the Bommer Cinema

in Kharkiv—from being sold
and worked there as an art
director from 2010-2012.
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y ®paHuii Ta beabrii, a Ta-

KOX Yy dinbMi «Mo€E TinO — MOE
npasuno» Eminb Xyse, pe
BOHa nepdopMaTnBHO BTIAOE
CEKC-NO3UTUBHICTb. Mae Tpu-
PIYHUI KOHTPAKT i3 PyaHCbKUM
HauiOHaAbHUM ApaMaTUYyHUM
LEHTPOM.

OPAAH, Hap. 1947 poky,
cydyacHa ¢paHuy3bKa XyAOX-
HUUA, BiAOMa BUKOPUCTaH-
HSAIM YUCAEHHMX MUCTELLbKMX
$OpM i NPaKTUK, a TaKOX BAAC-
HOrO TiAa SIK TBOPYOro Meaiyma
Ta IHCTPYMEHTa AAS 3MIHM
iAeHTMYHOCTeN. BoHa B3sina
ncesaoHiM OPAAH y 1971
poui. Y 1974-1975 pokax
XYAOXHMWUS BUMYCTUAG NPOBOKa-
LinMHy cepito poTtorpadin 3 Has-
BOI «BUMAAKOBUIA CTPUNTH3»,
A€ nocTtana B nosi BeHepw
CaHpapo bortTiueani, 06ropHy-
TOO B MPOCTUPAAAA 3 NAIMaMK
cnepmMu. IHLWKMK paprKanbHUI
NpoekT «PeiHKkapHaLisi cBATOI
OPAAH», po3nouatnin 1990
POKY, BKAKOUAB CEPIt0 NAACTUY-
HWX onepaLin, 3 AONOMOror
AKUX XYAOXHULA 3MiHWAA CObI
pucKu 06AMYYS, 3aN03UUMB-
LUK iX i3 BIAOMWX XMBOMMC-
HUX | CKYABNTYPHUX 306paxeHb
XiHOK. BoHa 3miHWA@ cobi BUAW-
Li, 6poBu i rybu.

3 1998 poKy XyAOXHUUSA MOo-
Yana CTBOPIOBATU CEPIt0 LUD-
poBux doTorpadin 3 Ha3BOO
«Camoribpuamnsaltlii», B AKKX i
06AMYUs 3AMBaETLCS 3 06pasa-
MU (Mackamu, CKyAbNTypamu,
KapTMHaMu1) He3axiaAHMX LUuBI-
Aizauin. 2007 poky y NpoekKTi
«[lnaw, apAeKiHa», BUKOPUCTO-
BYIOUM BiA€OMPOEKLIi, YallKK
MNeTpi Ta 6iopeaktop, OPAAH
NO€EAHAaAAa in Vitro BAACHI KAITH-
HU 3 iHLWWMMK AKOACBKUMU | TBa-
PUHHUMW KAITUHAMU.

CboroaHi ii po6ot1 MoxHa
no6aunTH y KOAEKLISIX My3€ero
M. Mona I'etTi B Aoc-AHAXe-
Aeci, Myseto cyyacHOro Muc-
TeuTrBa AHTBepneHa Ta Myseto
CyyacHoro mucreursa B Aoc-
AHAXeEAECH.

Maprta Pocaep, Hap. 1943
POKY, aMepPUKaAHCbKa XYAOXHW-
U, AKa Npautoe 3 pisHOMaHiIT-
HUMW MeAia, BKAHOUHO 3 BIAEO,
doTorpadieto, TEKCTaMMu,
iHCTaAALLIEID, CKYABMTYPORO

Ta nepdopmaHcom. Y cBoil
TBOPYOCTi Pocaep AOCAIAXYE
NOBCSIKAEHHE XMWTTSA Ta NyOAiuHy
chepy, 4acTo 3 NEPCNEKTUBH
XiHouoro pocBiay. Ii HackpisHi
TEMU — Mac-Meaia, a Takox
BiliHa 3@ KOPAOHOM i colianb-
Ha cnpaBeAAUBICTb yaoma. Ti
pP0o6OTH CTOCYIOTbCSI TAKOX apXi-
TEKTYPHOrO CEPEAOBMLLA — BiA
XUTAOBMX 3a6yp0B Ta 6e3npu-
TYABHOCTi AO TP@QH3UTHWX 30H Ta
TpaHCNopTHUX cnctemM. OAHK-
MU 3 HaMBIAOMILLMX iT POOBIT €
cepifa dotokoraxiB «[TpuHOCAYU
BiViHY AoopoMy» (1967 -1972) Ta
BiaeonepdopmaHc «CemioTuka
KyxHi» (1975).

Onyb6AaikyBana noHap 17 KHUr
CBOIX MUCTELIbKUX TBOPIB Ta
KPUTUUYHKX eceiB 3 MUCTeLTBa,
doTorpadii Ta NUTaHb KyALTYPMU.
ii po6OTH LLIMPOKO eKCNoHYBaAUCA
Ak y CLUA, Tak i 3@ KOPAOHOM.
Takox 6arato yacy BoHa npu-
CBSiUyE BUKAAAAHHIO. 3p00yAa
3BaHHA Npodecopku 2-ro cTyne-
HA B Patrepcbkomy yHiBepcute-
Ti B Hbto-AXepci i byna npode-
copkoto y Stadelschule y ®paHk-
odyprTi, HimeuunHa, a Takox
3anpoLueHoto npodecop-

KO0 Y KanipopHiMCbKOMY YHi-
BepcuteTi, CaH-Aiero, Kopoais-
CbKil akapemii B KoneHrareHi
Ta Konstfack y CTOKronbMmi.
Otprmana 6arato MixkHapPOAHMX
HaropoA.

)XeHeB’eB ®Ppecc, Hap. 1948
poKy, dpaHLuy3bka dirnocodka
Ta ICTOPUKMHA GEMIHICTUYHOT
AYMKK. 3 1968 poKy BMBYaAa
dinocoodito B CopboHHi; y 1975
poui yBifLIAG AO Fpynu 3a-
CHOBHMWKIB XypHany Les
Révoltes logiques («<\oriuHi
MOBCTaHHS»), 3rypTOBaHWUX AOB-
Kona Xaka PaHcbepa.

Byaa MixBiaoMUyOIO pAenerat-
KOO 3 NpaB XiHOK y 1997-1998

pOKax i UNeHKUHeto EBponent-
cbkoro MapaameHTy 3 1999 po
2004 poky Bip €BpONENCbKMX
06’epHaHMX AiBUX / TiBHIUHKX
3EAEHUX AIBUX.

3acAyxeHa HayKoBa KepiBHUUSA
AOCAIAXEHDb Y HaujoHanbHOMY
LLEHTPi HAYKOBMX AOCAIAXKEHD
®OpaHuiji (CNRS). ABTOpKa unc-
AEHHUX KHMUT.

Tema i poOCAipKEHDb — cyne-
PEYHICTb CTaTen 3 enicTeMoAO-
FYHOro Ta NOAITUYHOIO MOrAS-
AiB Yy TPbOX OCHOBHUX Hanpsm-
Kax: reHeanoria AeMoKparii,
Pi3Hi NOHATTA eMaHcunaduii Ta
dinocodcbka npobaema po3spis-
HEHHS CcTaTi Ta reHaepy. BoHa
obpana akLEHT Ha enictemo-
AOTIYHIV pedAeKcii LLoAao Toro,
«AK MUCAUTW» NMUTAHHSA CTaTi.
MaeTbest He NPo BU3HAYEHHS
CaMMX NOHATb CTaTi Ta reHae-
py, @ Npo Te, WO paALle BapTo
AOTPUMYBATHCA IAET «MOPOXHBOT
KaTteropii», AOCAIAXYOUMN eDEKTH
CeKcyanhizalii CBiTy y chepax
XKUTTS AHOAMHM.

«PemiHicTHUHA MalCcTepHA»:
Mapra, Hap. 1993 poky. HaBua-
AaCb Ha GakyAbTETI XYPHaAAICTU-
K1 (AbBIBCbKWIM HaLliOHAAbHWUI
yHiBepcuTeT imeHi |. DpaHka).
3aliManacb rpOMaACbKUM
aKTUBI3MOM Y «DeMiHICTUYHIN
MaMmcTepHi» B 2015—2017 po-
kax — Byna OAHIE 3 KOOPAMHA-
TOPOK HanpsMKy pobotu 3 nia-
AiTkamu. Y 2017 poui npauto-
Bana y npoekti MixxHapoaHOro
meaunuHoro kopnycy (IMC) Ha
AoHeuuunHi, npuceavyeHomy
3anobiraHHIO reHAePHO 3yMOB-
AEHOMY HaCWAbCTBY, BOAOHTEPU-
AQ B iHLIMX OpraHisauisx.
Mauwa, Hap. 1993 poky.
lpacdiuHa AM3anHepka,

nepea TMM — iHXeHepKa-
npoeKkTyBaAbHULA. byna aktu-
BICTKOI y «DEeMIiHICTUYHIN Mali-
ctepHi» B 2015-2017 pokax.
Mo, Hap. 1987 poky. Busuana
MiCTOOYAIBHULTBO B XapKOBi.
Movana 3anmaTncs rpoMaA-
CbKOIO AISIABHICTIO B OpraHisa-
uii «@PI-Xapki» 2009 poky.


https://en.wikipedia.org/wiki/Frankfurt

Then she moved to Lviv and
learned about feminism, while
continuing to work in cinema
and do activism. She is one of
the founders of the Feminist
Workshop.

FemSolution:

Svitlana, born in 1996, is a
student of Kyiv-Mohyla Acad-
emy in Kyiv and a member of
FemSolution. Her research
interests include queer and
decolonial studies, feminist
criticism, contemporary art.
Yana, born in 1994, is a mem-
ber of FemSolution and a
queer activist.

Irina Solomatina, born in
1969, lives and works in
Minsk. She graduated from

the philology department of
Belarusian State University and
earned a Master of Arts in Gen-
der/Cultural Studies at Europe-
an Humanities University. She
coordinates the project Global
Media Monitoring in Belarus
and chairs the annual Gender
Stream at the International
Congress of Belarusian Stud-
ies. She launched the project
Gender Route.

Sylwia Nikko Biernacka, born
in 1976, works in photogra-
phy and is based in Gdansk,
Poland. She has a degree

in cultural studies and pho-
tography from the Institute

of Creative Photography in
Opava (Czech Republic). She
is a founder of the Machine

of Changes Foundation and
More Piekna company. She is
a certified trainer (Association
of Trainers for Non-Government
Organizations) and tutor (Tu-
toring School of the School of
Leadership Foundation). She
graduated from the Leaders
Program of the Polish-American
Freedom Foundation. She re-
ceived a scholarship from the
Polish Ministry of Culture and
National Heritage in 2015.

Zuzana Stefkova, born in
1977, has a Ph.D. in Art His-
tory from Charles University,
Prague. Her dissertation was
on gender aspects of embodi-
ment in Czech contemporary
art. She is an assistant pro-
fessor at Charles University
and teaches courses at the
Academy of Art, Architecture,
and Design. She works as a
freelance curator and art critic,
publishing articles in Czech
and European art magazines.
Since 2011, she curates ex-
hibitions for Artwall Gallery in
Prague. Her publications in-
clude, among others, the book
Svédectvi: Zenskym hlasem
(Testimonies: In a Female
Voice). She co-founded the c2c
circle of curators and critics.

Tereza Stejskalova, born in
1981, is a curator and writer
from the Czech Republic. Since
2015 she has been working
as a curator at tranzit.org. Her
projects are research-based
and collaborative. With a group
of artists, curators and critics,
she has been working on

the concept of Feminist (Art)
Institution and in 2017 orga-
nized a series of seminars to
discuss and develop a general
set of principles for it. She

has contributed numerous
texts to books, catalogues, art
magazines and websites. In
2014 she received the Véra
Jirousova Award for established
art critics.

Morgane Lory, born in 1982, is
a French writer, theater director
and performer. After studying
political science, she created
her own theater company Le
Don des Nues in 2008. Her
aesthetic ranges from docu-
mentary to experimental forms,
from hypnotic performances to
conferences, using the stage
as a crossroads for academic
reflection and fiction. Her latest
work To Finish With The Mas-

querade (Pour en finir avec la
mascarade) is a conference/
autofiction examining the rela-
tions between actresses and
directors from a gender point
of view. She was on the Board
of Directors of HF lle-de-France
in 2016-2017.

Isabelle Alfonsi, born in 1979,
is a graduate of the Paris In-
stitute of Political Studies and
of University College London.
In 2009 she created Marcelle
Alix, a contemporary art gallery
in Paris, which she co-directs
with Cécilia Becanovic. She
has been giving lectures on
the lineages of contemporary
queer art since 2014, some
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