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30Lm30, Lgfhagn dsdom3nbo, R.E.P.

005mobEM30L gomgMgs smlgbsmals ,3mmgdaons 11 ghom-ghon Longoglm
3maadEnss 3menmbymdn, Mm3gmog ImoEs3l shs dbmmme 3mmmbymo os-
Bo3g0Mmm3g Bgamm36700L LEgbsL, NIebslibgamo 30 Hamols Bs6doaby, ooy
396&MomyM g3mm3slisg. 8olo 3mbEg®wEns 9.9. ,m0 Ba3Myonl/3mamadznol”
035l g3ndbyds, Mmdgmng 3Mmo3smabmng bofmo@n3l Jobal 0d Mgsenmdol
smbohame, Mmdgmndoi 3sbmammoom.

8398mxr76s sgmbxdnmns xmbomsdb anomoals Hoaboo ,Mownismymo ndgwn”.
3mmmbyMo godmgdnl dgLszsmdn 3om@m bmsszn Haml, Mma Hogbo Lod BN6-
©5396@M 99300635l 3sLybmodLs: (1) Mmamm 306m3mma bsdysmmdn, Mmdgam-
0533 mymmeEbymoe ©azsMmas ym3gmaszsmo 86n0336gmmods; (2) sthal oy oMo
099000 sbgo Ledyshmdn; s oY sMals (3) Mo gbsty dgazndamns dnlin gedmbs@3s.
§0abol gdnMmyody, ,ymmbadol” oy ,y393300L“ BMAds, LozsMmsyEmE, oEN
3930 B8MNB39mMgd0l B&mBdys, 0lg3] MmgmmE domMd3zgann s33M033mydals Lb3s
@&mB9008s, 39MAIMYM0 33M33mMaBLO gonsmgl — 8o Ldysthm, A3gnmgdgd0,
y33moxgmo, Mobog BHsdwsm, Mo Bso Logmebamgl sdag3Es, ghmo MsmdNb
856053tmmodsdn gobomayms. ,85L 898ga Mog 3083h700 §o3000636, Agdn
bogmbolb gnmo 30fsHy ogEs o 0l sMmoMse3al sYMns. 580l 3908 SMoMoxrIMn
dmadbsms”. gls 3Mme3malidgdysgmmo LoGysgdon ,y393700L“ &mdnl oMl
23903000, Mog Monzsmmymo ndgnl Loxzndlgmo gobs. 3sb, Lb3s Gmadols
m0EJMxonlagsb asblbzezgdnm, oMo mJ3zs dofodo Hohgmoomo xmbom
Aafmo@mmools 3mbnd3bstg, MmBgmng y3gmeamols 301bgse350 76S 8JE35M,
90000m 35sHyY30@0mg0ds, MmAB dxan70MmEbIb 3oMEEN35MUL s goslamhgbsc
sboam Lodyshml dmMagdmbyb.
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y33msbg mM3s godmEnmgdss. momols dnbg3nm, gabol@gbiosemymo hobo-
56 3odmUsbzamgmace 8gabnn g3gntgds, Mmdgamoi sbom 8603369mmogol,
dgLodmgdMM0Og00L vbsm 39 EsNBobs3L. dgndmns oy oMy baamm3bydsl
59 Mmaols gL gds? sMnsb oy oMo Bganm3s6300 nbinba, 30L5E Mgsmmonl
3mB836E&0MgdnLsL, xaM shombigdnmn godmbozmals sbsbzs dgndmoasm?



Artists: Pawet Althamer, Babi Badalov, David Chichkan, Hubert Czerepok, Oskar
Dawicki, Wojciech Doroszuk, Veaceslav Druta, Pravdoliub Ivanov, Nikita Kadan, Ali-
na Kleytman, Zhanna Kadyrova, Tigran Kchachatryan, Szymon Kobylarz, Katarzyna
Kozyra, Diana Lelonek, Leszek Lewandowski, Zbigniew Libera, Piotr takomy,
Slaven Tolj, Matgorzata Niedzielko, Marina Naprushkina, Wiktor Maruschenko,
Witek Orski, Magdalena tazarczyk, Vlada Ralko, Mykola Ridnyi, Robert Rumas,
Jadwiga Sawicka, Matgorzata Mirga-Tas, Izabela Tarasewicz, Piotr Wysocki, Sergey
Shabohin, R.E.P.

The ‘Il collection’ of the Arsenat Gallery in Biatystok is one of the best collections
of modern art in Poland. It represents not only works from the Polish scene over
the last 30 years, but also the art of Central Europe. The concept of the collection
is based on the idea of an ‘open set/collection’, on the basis which we create
multi-threaded narratives attempting to describe the reality in which we live.

The exhibition is inspired by a book by Jonathan Lear, ‘Radical Hope'. In the
introduction to the Polish edition, Piotr Nowak noted that this book answered
to three fundamental questions: ‘1) How to live in a world that has suddenly
lost any meaning; (2) whether there is still hope in such a world; and if so, (3)
in what language you can try to express it. The heroes of the book, the tribe
of Ravens or Crows, most likely the tribe of large black birds, similarly to other
tribes of Native Americans, went through the cultural apocalypse —their world,
customs, everything they believed in, which gave their life meaning, was actually
annihilated within one generation. “Since the buffaloes left, the hearts of my
people have fallen to the ground and no one has picked them up anymore. After
that, nothing else happened”—these are the words of Many Advantages, leader
of the Crows, which became the basis of ‘Radical Hope”. The Ravens’ chief, unlike
other tribes, decided it was better not to have fixed boundaries which would be
defended regardless of consequences, and be prepared to be flexible, to adapt
to the new world, to survive.

Can the present situation of our culture and our European community be com-
pared to the devastation of the world of Native Americans? The feeling of dis-
orientation, the feeling of ‘ending of the times’, the need to make a decision in
the face of something unpredictable, undefined, what is yet to come, seems to
be one of the most profound of our experiences. Following Lear’s intuition, in
order to get out of an existential impasse, we need a guide who will see a new
meaning, a new field of possibilities. Can art play such a role? Are artists the ones
who, while commenting reality, can anticipate solutions that do not exist yet?

@

RADICAL HOPE

Exhibition of the col-
lection of the Arsenal
Gallery in Biatystok.

Curated by
MONIKA SZEWCZYK
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ALINA KLEYTMAN
Ukraine

The fairy tale about the
Old Fat Girl

2019, chapter five: Notes
about dumb angry bull

L,Bme30Mm0 3mbyn Abyndebo gmambol Agbobgd” ool GmMo3d0l Bmadmao xomU-
B61M0 3osd(3930. BMO30, YoMym®y, s3M30J107mMIdY, g nsmon, 3mgmbiogdo,
byamobamn Gmo3ds@nboins, 9dudmglbns — ols gamgdgb@Egdns, Mmdmgdog dob
6507393M7030 gMo301m 3MaB 039 J3B0sb s Fom Fg@sxmMya, BIMHIMYM
90 mMNbMOSL 3obo3nmmdg0gb. 8bo@3mal gdnmo madstn, gMmm@glsnmo ythby-
0y, Hmdgaog 98537 eMmL, IMYg LoM3g90dn, Jnbnzg sbsmgimns.

‘The fairy tale about the Old Fat Girl’ is about enchanting trauma and turning it
into a fairy tale. Trauma, denial, dependence, wandering, memories, re-trauma-
tization, expression —there are the elements with which the therapeutic poetics
of Kleytman’s works obtains metaphorical and pictorial compliance. The artist
creates characters both as nice, grotesque monsters and as her own reflections
in crooked mirrors.
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2011

BABI BADALOV
Azerbaijan/France
Why | Speak English?
2011

03dmMM30L dg8mgdggdnl gho-ghomo Bodsmmymgds 30BYsmymo 3maBosy,
MHmBaamoE mnba3nbGym 33and330Ls s 303336300l 9651y MyBaadbnsty
aool, Mm3mol 0sbobBo@os, MIsmmmool smddsl, domomops, 6o
3o6LsBM3MO3L. B58YTdg3oMo HomImoagbl Jumznmoal dsbymadol LgMasl,
mm3gaoE dm3csdsMymo bm3maonl smsliGodnmymmdnl ghmasstho moymos.
05MM30 S gomMgdman Lagnmamn mo30L smdmAgbols 3MmsaLbdo gohgbom
3MmdmyB870H7 80100 ydL, MmAgmoE 9bsl n3e380M@Yds. dg300b3s —,Mo@ma
3mM35Ma3mMd 0bgmMolyyMo?”, gobBmob dgemdnmos hsBmysmndgdnmon, Mos
900 ©s0bgrmMMOSL sLobO3L LNENSENSAN, Losi J8ngMsbEL 3MTNBa3sENs BAnMo©
13bm 9bsByg, smslifmmo ghmodo@ninmo smmMIgdno HBEYd..

One of the strands of Badalov’s activity is visual poetry, the genesis of which lies
in linguistic research and Wittgenstein’s reflection on language as an essential
determinant of our understanding of reality. The works are created part of a series
of textile banners, forming a kind of diary, a record of reflection on the unstable
condition of a nomad. Badalov already indicates the problems with finding
oneself in the new environment at the language level. The question contained
in the original title of the work from Collection Il — “Why | speak English?’ —is
formulated in a non-grammatical way, reflecting the confusion of immigrants who
use a foreign language in a communicative way, but often far from correct form.
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DAVID CHICHKAN
Ukraine

Crossing the borders 2
(Ukraine- Poland), 2017

3335Mgamols MysmobEnmo Bobo@gdol godmygbgydom, dbs@3smo 3mmmmbym s
13Mo0bm Lsbmaomydsdn 3obbgmgnmgdsl 033ema3L. Bolm3nl byenm3bgds
abmeme s Abmmme 0©J100L 3oboxrabESENNL Lodnsmgdss. ,LsBm3mMydNL
89005330000 LOTPomMgosl 330dmMI3L 3o353bmdnghmo, mmd BxdoldogMo
oymas Mabinl, ghm3bgdnl o6 Mymngnolb Lodydlgmby, dxdbmyE3IMmo
5Mo07bg0MN300. 0L, MOE 95305670L Bod3nmMoE 3ymaxsls, Jgbadaenms, A3gbo
93Mmdbmdymmdnl bamabbo, 3nm@nms s MH3gbols Lagnonbo nymb.

Using realistic watercolor drawings, the artist explores divisions in Polish and
Ukrainian societies. For him, the art is only a tool for manifesting ideas. ‘Crossing
the borders’ makes us realize that any divisions based on race, nationality or
religion are limiting and unnatural and perhaps what really separates people is
our level of sensitivity, culture and beliefs.
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DIANA LELONEK
Poland

Forms of survival
2020, video HD, 8'00”

,80000MAJBNL BMMBg00“ onogmbldymNs 08 PodMs3n dgomoom, Mmdgmog 8bos-
@35M35 Lb3sLB3S JVMENMYMO ESHILIONMYONESE, BILENISMgONLS Y
009657700l MMasboBoBMMIdNLELL, 306gdnnl godm gsnddgdnmo godm-
396700L s mmbolidngdgdnl dglabgd dnomm. dom Loxndlgmby shamomo
9060-0LEMMNgd0 HoMmIMoa)bl dbs@3mnl byw330L bgamm3b3d0lL nbLE G-
30900L 3m@9b0onm dmdszsmby, 3M0Balgdol 3gMomedn, Mmadgmog dgodayds
398m0H30mL 30Mm08o@3s, 93MBMBN3539, g8M3IMdB N3 s o.0. Bomddn gL nbLEN-
A130700 LB30LLB3S SboM0 B’YBIFNONL BaLbMYMadSL 0§ygdb s 3EoMmMdI6
SHFYMLSL v83ENMydnm dmBs3zmols godm§33390L dgb3wbg6. Logsdmazgbm
©oMOSBION 3M0Bo@M 30MHM0OgdL 3odmIEgnmo c@&man3nmgdol bogbmzmyod-
Mo goMEanddbgos, 3omgmgnl 311383000 LsBMasEmMIosLMLb ghoms dnbsmy-
900l bgmabom Bo@ymomnbgdsl sbbgb, 3nBgndnl LobyMozbg LgdL sHymogb,
0000705M7 Bamo@mmogdl Lobbos dnbamgdoe gommsddbnsb. ghmmswamoo,
Mo mEaLEsE 36980l Mg o SBEMS B35 3gEMIdBY smoM stals — bg-
mm36900L 60dydons.

Forms of survival were inspired by the numerous e-mails that the artist re-
ceived from various cultural institutions, festival and biennial organizers about
exhibitions and events canceled due to the pandemic. The mini-stories written
on their basis are visions of the potential future of art institutions in the time
of crises: climate, economic, democracy, etcetera. In the film, these institutions
begin to perform various new functions, trying to adapt to the present or meet
the challenges of the future. The exhibition halls are transformed into housing
for climate refugees, gallery workers re-naturalize rivers in a community effort,
beehives are erected on the roof of the museum, and the surrounding area is
transformed into arable fields. The only thing that is no longer on the once white
and now decaying museum walls are objects of art.
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IZABELLA TARASEWICZ
Poland

Wounds

2014

m35myMo Logbgdn dmamdm, g3gmmoomn babzma@ oo, MmBymoi bagmolzgm
9Yomb 3memxzdns Ammo3L707mM0, mmmols Ladomeg d13EJO0LESE sMols sd-
Bog0mMN. boE39M0 0ygbadl mmasbym dobomadl, MmamMogss, 3bndo,
3900, 6oHaM13700, 330M0 O LoxwysMa. ol 653393y ddn do@amns, MmIgamags
dgxrMoydmMao sMols boh336700, LrnmMEYdS Lognomsm sMLL s Lymagmo
0amasmamdnl godmba@mgdse 0J33s. bodmgdnl 3Mogdyb@godn, Mmdymoas
9mHyYy39&0mM0s 80nM0sbMdSL s LoFdgmo oMol 3odBoEIOYMN, FMHEMOOL,
65H0dYM0L, BLNJNNM EoMM37390L gbdsMyds. Bobmol gedmaf3g3n bymmaby-
00bom30UL (object art) @sdsbobnomgdgmm 837ob0BaOL — LbgnamUs s Bo@gfnsty
MyxrmadLbool 3mbEadLbE3o yofmymazom BoHomgodl, dbs@E3zomo BLogmmmaon-
M0 By8mgdgegdnbm3znl nygbgol. ol 330h39690L Lyanobs s Lgymob yMoo-
9MmoIMOSL 5fd MmgmMs YoM oBaL, shedg Mmamms dfnemm Nhmogmomosl.
FMmoenmogdn — vulnera aperta (Moo FMHommodg00), 3306L070L y3gmoazgmls, Mo
©58mol P30380Mgds — LBgnmob dgnMopbymazs, glEMIIEImMo M30080s-
0B, esMm3gmo BL0J03s.

These oval objects with an oblong hole and a hole on the side, arranged in a gray
cardboard box, were made of prepared pork bladders, organic materials used
by the artist, such as fat, skin, intestines, wax and yeast dough. In her works,
matter, although shown literally, goes beyond itself, becoming an expression of
the spiritual condition. Fragments of the remains — cut off from the whole and
properly prepared — refer to wounds, scars and mental disabilities. Using the
mechanisms specific to the art of disgust (abject art), showing what was rejected
in the context of reflection on the body and matter, the artist uses similar ex-
clusions in the psychological sphere. She shows the relationship between spirit
and body not as dualism but as a close relationship. Wounds are vulnera aperta
(open wounds), evoking everything that revolves around decay: body abuse,
destructive self-analysis, broken psyche.
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JADWIGA SAWICKA
Poland

Bastards, 2000

Cut, run, 2000
Revenge, 2001

B5303330L BoboEYO0L BMBN BmMaxgM LMo smnddgds. 30MENLEgM ob bmMm-
30LBgM Lo3mMIdL, LEIMIMEN3YMoE, Joml Foo3n™M367076. s30&m3, dolo
Gommbg 3030009010 hobsfHamo, LonddmmyMoc, Joenol LbgymBby hobshamons.
b of 3Mol bgo@Mmamymo 3MmgEyms. Lbgnmo gobolsbmzmyds s nb gobls-
BO3MYM0S 93030M ©S JIMENN0 JJRIMOEIOYMO 39MdsMYMo gbozbomoo.
aba@3mnl dngm 3odmygbadonmo Ln@y3zgdn bdnMma 0gn3gs, MoE Jomal dndsmon
6339&0M0 BgMmdnbmmmmannl 53sMydaLsL godmygbads sb MmammE gl 3Mndnbo-
oy Jhmbn3odns. ol &mbo Jo@gammMoyma s dMomEydnmns. dnbn BMsbgdo
8350d9my096 dg3;bBoc LoYI B0 s ,s35LOMPMMN” bGMMns. LbgnmBbY
393907090 6036300 o HomHamgdn moogml dmbndbesl dmEgdymo Jomal
398mbobymMgosls s 30l dama3smamosls sbsbosl, Mo dgdga 9bol LEMNISY-
o380 039M3J0s s MysmMmodsHy mM3nbamydL.

The background of Sawicka’s paintings is sometimes interpreted as a body. The
pink — flesh coloured, underwear — is stereotypically treated as feminine. The
record made on the canvas is thus figuratively a record on the female body. It
is not a neutral procedure, the body is defined and defined through a clear and
emotionally coloured verbal message. The words used by the artist often fit
into the thesaurus of negative terms for a woman (e.g. Evil) or as in a criminal
chronicle. Like all her works, they force and provoke us to build a plot, add the
missing story. Their tone is categorical and accusatory. Such signs/inscriptions on
the body reflect the image and condition of a marked woman, lost in the order
of the language that dominates over her.
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2001, 2 gm@mamoxng,
98 x 104 Lo

KATARZYNA KOZYRA
Poland

Krzysztof Czerwinski Il
2001, 2 photographs,
98 x 104 cm

©03&0bo ,3M303@max AgMm3nblzn 11, 08 LogncbgdL gbgds, Mmdgmag fodmgmo-
m0s 3ol oo BMMBsE0l BIMo© BMEM LgMmosdo ,LobEmnsba 30380Mydn".
653900 859535300 3odmbsbymMgds, Mm3gmoa Juhodo gonEbm s MmBymasE 0530
3M303@Mmx3 hgm306L3000 HoMowanbs —mnmgmb dgglmznmas bobgzshdmzsmol,
x3M0obo s dOMLEBIYMOLESE EFBOIONM 3MI3MBOENSLMSE. BsT1dg35M3n
3mBoms sgMmdgmgdl Mymadbosl 1990-0060 Hamgdols o330l m3ol gor-
Bognm s Mymogoym 8botmabg. Hoogmo x3Mmol nbEIM3MgBEoE0s, Mmdgmogs
3mbamad@ol negmmmaoym dbsmgls gbdsygds, Bbos@3mobm3nl 3ndsbnds-
Mo esbdsmadnls 3ndHmegdgmMmo mmasboBonnl Loddmmms, Mm3mal dogM
398mEboadymo byo@moma@a@ol Boybgssse, Mgmngnymo 3mbm@oangdo
08cgboe demngMmo smdmhbs, Mmd Fylymasbynm J3gybaddo ol Hoogma bo-
b330M3N35M0m 7335 aL. mMn3g 60dbol BLb3gM3ML Lbgnmoseb dmmezly-
000 3mbBoMs, P30M33mMoL ymamabs, BLE3gM3mal golbogbydsty Boymoomygodl.
BobsB039M0 0IMMMans — 0gbgds b ghm3bnma, Jonbagnmo oy Mgmogonmo
— 8Lb3gm3mol Lgamaasrnsl 0§393L, Moy ,hgdL” o ,1EbmL” dmmols d30a30m
LSBM3MYdL BAYBL. o7 o Ml 3n3sbo@smnsbobdn, Mmool Bobgznmss bb3g-
M3, gobymhgzmao MH3gboLs s gobasnto s 9ghm3bnmo 39m300mMydnLs,
30M3730m M0adn 9©s3nsbny.

The diptych ‘Krzysztof Czerwinski II” refers to the issues raised in her series of
large format colour photographs ‘Blood Ties’. The photograph of the model —a
beaten man she met on the street, who introduced himself as Krzysztof Czerwins-
ki —was woven into a composition made of a crescent, a cross and vegetables.
Kozyra continues her reflection on the war in the 1990s on the Balkan Peninsula
and its ethnic and religious background. The artist evokes an interpretation of
the Red Cross, symptomatic of the ideological background of the conflict, the
symbol of an organization providing humanitarian aid. Contrary to the declared
neutrality of the symbol, the religious connotations turned out to be so strong
that in Muslim countries it was replaced with the Red Crescent. By juxtaposing
both signs with the victim’s body, Kozyra points out, first of all, to the objecti-
fication of the victim. Fanatically professed ideology — be it national, ethnic or
religious — leads to the segregation of victims, marking clear boundaries between
‘my own’ and ‘foreign’. There is no place for humanitarianism in it, in the name
of which every victim, regardless of their faith and ethnic or national affiliation,
is first and foremost a human being.
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2006

LESZEK LEWANDOWSKI
Poland

Coffin portrait

2006

650793935M0 30Mms3nmn 3060367000 83-17 Len3NboL obeHynlnsb 83-18 Lo-
13960L OMMMIEY 3MmMMby-mM0E30L Nebsdgamommdsdo dgddbom 3nombL
3mEmy&0BY (9.9. LoMBos@mo 3mMEMIEI0N). Bon0 BMMBS SS3GNMYONMN
0Yym 3n0mb 3mmMISHY, Loy, Ea3Mdsm30l eMmmL gl 3mmMEMIE0 3o3MEIOM.
3mMGMmyEI00 nBMN633MymxBbI6 dnEzomgdnmab bymogmew od ymazbol s
9090gmob s Lyamogmols sbssmMBgOmMdNL s&IMLRyMmML J8bnbyb. oimdsm-
30l 89993 0LNbo 930@oxBNgdSE J3MaLNgddn nbobgdMEBY6. My356mM3L30L
d98mgdadgegdsdo LoMmds@Eymo 3mmMEMIEGJ00l doEMymmds gam3g@moymads
006005em0B33s 7339, bmam gomEoE3mamal 3odmbsbnmgds — gobomg-
oy LoM3g80 sbvbymMo Foynmadmol Lobgd. 3nomb 3mMEmMa@dn, Mm3gmLsE
BagnMomMM0 930EoB 00l Loby ©J3L, LozMomymo daMHydnmns 3MMBIENM NS
0 35YynMadamo 3mbESIBL Lognmam sboMy3M ™Mb s8Yysmaodl, Mmdgmog ghmonn
§o800 Myommdol 8gmg dbamglos — MmammE sbslmymols gedmEEomyds
0 YLslfmmode.

The work is a direct reference to the coffin portraits (so-called Sarmatian por-
traits) created in the Polish-Lithuanian Commonwealth from the beginning of
the 17" to the end of the 18™ century. Their form was adapted to the shape of
the shorter side of the coffin on which they were attached during the funerals.
They ensured the spiritual presence of the deceased and created an atmosphere
of coexistence of the earthly and spiritual order. After the burial, they were
placed in churches as epitaphs. In Lewandowski’s work, the lavishness of Sar-
matian portraits was replaced by geometric minimalism, and the image of the
deceased — by the viewer’s face reflected in the illuminated mirror. In the ‘Coffin
Portrait’, having the character of a secular epitaph, the sacred is combined with
the profane, presenting the viewers — who come into contact with their own
reflection, which is for a moment on the other side of reality — both in the face
of the experience of the end and the infinite.
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MAGDALENA tAZARCZYK
Poland

Finger-operated wing
2020, collages series

60073930M0 doM b o30330MIdT 3gmMdbmdgmMmmosl, LMymmo LymMsool
©0bob30L IgndagdMmosl s gblngMadol BMEadgbEm 07bjdsl gbgds.
msBomhn30 MISTMO0l (303390 B’MLadgbE 0L, 30BPseHM0 @Ml §o-
&o@300l ©o Homdmbobanl 3odmygbgdnm Losnmsm 3MbxngnMozngdl Jobou.
56¢)0335MM0 SedMIJO0L BMEMYON PH3JNEM 3MIdNBSENJdT0s Bd3M3B, go-
oymom mo0xdEJ0msb.

The artist’s work is an oneiric story about sensuality, the impossibility of capturing
the full picture, and the fragmentary nature of memory. tazarczyk grasps single
fragments of reality, quotes from the field of visual culture, imaginations and
creates her own configurations from them. Photos from antiquarian albums
are intertwined here in unusual combinations with found, abandoned objects.
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MALGORZATA MIRGA-TAS
Poland

Open Your Eyes

2020, patchwork

Fomamygo@e dnmas-Gobnl By1dg3thado dmdsms cgdol 3bmamgdsl, dson go-
Moygnammonl gsdmEEamgost, Mobmdmnz nlizmndnbsgnsl s dso dndsthm
5MLgd1m JugbmamMoONSL sLsbs3L. osbnmg M3smMadn ByMown, mmMALMN30 ,30h-
3mM30L"“ Bgs3nmMons (goM3zanmphomao 3n30§ygdnma mdogddo, Mm3gmos
30Mol godmaymasls). 63373g3oMman Homdmmagbomos dbs@E3Mmol gnms ©s
90L0 dgBmdgm0 Joemn, Mm3genos ymagmeEmom boddnsbmosl, 3hmodmydgdncm
bo3Ly gBM3Ma0s30 9§a30. oMas-Bolnl MMbsdxbEmo 6537d93Mgdn vH3x670L
bEYBoOL OMTsmd MJFnL 3BM3MION D, MMIgMLoE Moz Abs@39M0 §3n3b0L.
90L0 3sLoams nbEBMMONL o@omMadgmMn Brogds, MmMAZmnE dMBYMo ssM-Halgdal,
Jomob BEASENLOLS S LBIMIME 3700l dgLobgd 3yzgds. AbsB3sMo sJ@ oMo
073omodL 6mMdgdnL doMoygmo dcegmdsmgmdnls Hobosmdwga, cmdEs, nds3Mm-
1Mo, BM7bs3L oo BMonEnl00l s Mmool dabsmhnbgdnlm3nl. Bolin
650713730700 Homdmagbomns 3mmmbgmols ghm3bynm 3930amomb3n 2022 Hamols
3369300L 00gbsmgby.

The work of Matgorzata Mirga-Tas reflects in the lives and experiences of the
Roma community, issues of exclusion, racial discrimination and xenophobia.
‘Open your eyes’ is a colorful, double-sided, patchwork screen (a somewhat
forgotten object that separates what is private). The work presents the artist’s
aunt and her neighbor, a woman who leads a life full of problems, carrying out
everyday activities. These ornamented works by Mirgi-Tas depict scenes from
the life of the Roma community to which the artist herself belongs. The material
becomes a carrier of history, the basis for telling stories about Romani customs,
the status of women, and stereotypes. The artist actively works to prevent the
exclusion of the Roma, and at the same time cares about maintaining tradition
and preserving history. Her works will be presented in the Polish Pavilion at this
year’s Venice Biennale.

N
N






9dM3MIIGS 60IXIMMS3M
3membyomo

19330600 3>9M>30m70>

2013, mEmamoxsns

MALGORZATA NIEDZIELKO
Poland

Multiplying doubts

2013, photograph

00bob Jmobgdal godmLabyamgdgdn, MmAgmmoE BMMBs 3oshbnsm, dofom
50006 Lo3LY o FEgbofmnl dBoME BYL3TOL S3MBEMMmMY0I6. nlnbo Mmms
3963530mm0s30 gl mMBsl 303y330050 s 6357096 Fob. Md35 Mnbol
F9hgamog d01nbadmo30 60300gMYdNLas6 ool LdBsEgdYmo — Hysendo
d9Mgmo 0008, dMMOSMBY EOEMNSMIONMN S 3odMIHISM0. 0bsls, HhmamM
b BMEMIO0 D ASBL LymoE of LMl 3mmdnl dgbsmhybgds. ol Hymob madqol
000bmgo3l. B3gL3900 B0l 3gEmMgdBY BoGNRB 339l BmM33036. 0l ndJdS Y
0JoMEmMds. BMEM 3583M00 gosmydYM Jb 3MmEgLo gsnM3393MMOsL 93emMbL
0 0570l 98390l N30l dglvbgd, Brogds 07 sths Mnbol Jmmsbdn bad3nmo
0b, Mobog ym3gmeEmg 36500300

Images of clay pots, serving to give shape, to stop the crumbling earth and to
control the growing roots of the plant. The latter follow the shape of the vessel
over time, filling it tightly. However, the clay pot itself is also made from primor-
dial matter, clay mixed with water, rolled on a wheel and fired. This matter, as
the sepia photographs clearly show, does not necessarily want to persist in the
imposed form. It absorbs water stains, allows the roots to carve delicate traces
in its interior, crumbles and peels off. When viewed through the eyes of the
camera, it reveals its ambiguity, inevitably raising doubts as to whether it is for
sure what we see every day.
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MARINA NAPRUSHKINA
Belarus

Your fear — our capital.
Your hatred is our mandate
2020
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MYKOLA RIDNYI
Ukraine

Blind Spot

2014-2015, acrylic spray
on c-print, 20 pieces,

42 x 59 cm,

drawing on paper,

4 pieces, 21x 29,7 cm

byM0s80 ,0M3s Mdds” Bnimas Mnbo MbdSLIN MBol LonmPLEMSEOME 3M]-
bodn 3o0mJ33yb701M BMEMIOL 0ygbgdls. cmncmgymMo BMEM SMIMLS3IETIN
13M3000s6 3bo@3Mnl Bngm Byamobms 813530y, 500 Bomasbl 3gb@Man do30
BoMYdS30L Mogs 633L. 3MBI36M vondn 3odmUbsobymyds dbmemeo dznfg HMadn
hobl, MmIgmng mEbo3 gostmnmos 396@M0Esb, BMEML sMhgbomo oMy
hoodbymMydMONo.

BMEMIOL MO 35BoMS BIBOE N SbMO3L, BoSE 9ESTNSBAL M35mMaL vbsEMB0S
5 BOBOMMMME0sd d3dmLsbymo. 6oHomamgonl Loosymno Boyoncmgdl oMo
mMogsty — 0dENMSBY BMEMMIEI3AMMIO0LESL oEmNmM @y, dglodsdolsc,
B0BsMNLOEAN PgMdbmod 3o@ oMo 5EaNMYdBY. Fom0 SENMIEYdSMIMOS FoM-
%3700 o Bomzbgbs 35l B30l 9Mydn, g dsbgols ot 9dmb3g3s. gsmm-
00L 8odmULsbymadol shomggnbGmnmgdnm gemgdgb@gol 9ds&gds 30 ysmymo
396&Myd0 39MaoMomym Jgtddn, Mmagabss, 0o30L 35M03, 58805060l ML
o 39bLngMYds 3oba3nMmdIOL s 31737, M35l doEYMOL gombnb Ndsm
Loobemm3gl sMLYdYMo LEMYIGMIdO.

In the ‘Blind Spot’ series, Mykola Ridnyi used press photos to illustrate reports
about the war in Donbas. Each of the photos from eastern Ukraine has been
reprocessed by the artist. Ten of them have a black paint spray in the center; in
the next ten, the image can be seen only in a small circle slightly shifted from
the center of the photo, the remaining area of the photo is darkened.

These photographs are accompanied by four smaller drawings with descriptions
explaining the anatomy and physiology of the human eye. The title of the work
refers to the blind spot —a small area on the retina devoid of photoreceptors
and thus insensitive to light. Blind spots are located in the eyeballs of humans
(and other vertebrates) in such a way that the blind spots in the field of view of
both eyes do not coincide. Unregistered elements of the image of the reality
are supplemented by visual centers in the cerebral cortex on the basis of the
knowledge and memory of the perceiving person and patterns from the imme-
diate vicinity of the macula.
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NIKITA KADAN
Ukraine

The chronicle series
2016

L,JMmbogol LomMogdn” 3mm3nbosl gobognm §396ol — Bosnl@goaly
o LB MNBYMo MJz030l FsbmOMN3 F33ENIEMOJOL gbgds, MmIgmbos
3membgymgool Hobsomdwga UPA, bmemm 73Monbymgool §obsomdoga
d9Moldsdngdgmo Lodnbom sMmdns sbmMngmMgds, L33y, JOMogmadol
,3mahmalb” m3m3dn, 1941 Hamb o bsgoLBIo0L LB3S EOBSBSMgOL,
MHmIgenmo Mom@EIbmdss LozdomE ENENY. 3osbnl nb@gMmgln dLb3gMm3mos.
abo@35M0 Homlymol sen@&ambo@onm byMmocmb 33010358MOL s ynMomgdsl
08 3585ME03909019 ©85630eM70L, MMIMocsE H3gb sLigo s3090L 3y390000.
abo@3Mmol sMnbrym bs81dx3txd30 ssd0sb0l Lbgymo ohsgmymo nym,
058Mo3 35063 gmEbomo. 3hmmybo GammmMobEydol godmhgbolomsb ghmo,
sm3mbszmgon 13Mmonbodn, bymMydons dedmhbs. Bmagngmo bBobo®do
JfMgds ob, Mo gmols s ¥ayBnLsdn 3nm3bomgosty doymomydl, ngn3g
9850705 NBBMMASL, Boblodgmb, ndsls, Mo BLB3xM3mMol s dmdomasols
33b0x035(300L glodmgdgmL bob. 01dEs, LobgmonL 3YM360MIds sMholbmal
Jmgos.

‘The Chronicle’ series concerns the victims of the Nazi and Stalinist mass murders,
ethnic purges in Volhynia carried out by the UPA against Poles and by the Home
Army in retaliation against Ukrainians, the pogrom of Jews in Lviv in 1941, and
Nazi crimes in Lviv. The scope is very wide. Kadan pays attention to victims. His
actions offer an alternative look at the past, attention is directed to the simplifi-
cations with which we tell the story. In the artist’s earlier works, the human body
was oppressed but still alive. Along with the operation of pro-Russian terrorists,
dead bodies appeared in eastern Ukraine. In some drawings, the attributes —
uniforms, clothes that make it possible to unambiguously classify the victim’s and
the perpetrator’s belonging to the nation and the group — disappear. However,
belonging to the species does not disappear.
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OSKAR DAWICKI
Poland

The fruit of fear, the
vegetable of peace
2006

mU3oM 53033300 B3813735M0 6880560l 3bMONIMYdNL s I3MaLnNL ghm-gMhom
y39msby Moy degmdsmamdsty dg@oammymoac Lsydmmodl. ghool dbMo3,
3mmmbym 96517 ,3080@ 9300 8390sM0l By, BogMsd LGsdamMYM Bl
5 35b630m0MJd5HY F0ynmgoL, bmanm Bgmgl dbM03, ssdnsbol YsBhm
sMlgdmd0l (83gbsfgnm) degmdsmamdsl smbndbosl. e30330L NbLESMENS
,03905MgMONL” Ba3mgdee M3BndnLEYM 3603309mMOSL 9bgds. BodmmBo gbds-
1Mds BMobJlgbl, sdm3nldMYdnL godmafh3g3 3Mg3smodl, Mmdgmoai 8dndy
dxnmm30L cMmb godmoygbgde.

Oskar Dawicki’s work speaks metaphorically about one of most difficult states
of human consciousness and depression. On the one hand, in Polish language,
‘vegetatia’ suggests slow but steady plant growth and development, and on the
other, a state of meaningless existence of a human being. Dawicki’s installation
refers to this second, less optimistic meaning of ‘vegetation’. The work refers to
Tranxene, a highly addictive drug used in cases of severe anxiety.
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PAWEL ALTHAMER
Poland

Teledysk

2004, music video, 8'4“

35390 S ms3gMols BnLngsemymo 30gm, MmBgmoE 3mBObsbol d0ggdal gnbomsb
gfmons dgnddbs, dnbn ghm-ghono bmsosmyma mMnlbEnmydnmoa 3hmad@ons.
90b0 d97d860L ;o30s30M33t0 033U 3gemBmMTMO B306ESMN gobs, LosE
8160l eofMmogmmo nym gomgnmon. 30am3dn 83 53053056 3nMEs3nM y35300-
707 SeMB070L 39M 03M3000. FLngsmMM 30EgM M8bs3xEMmM3] SBomasHm-
MO0l B3ss, dsmn damdsmgmdols dgbobgd. domon ggadgon, dgbyymydado,
d9LodMadMMOY00 @ by, MMImomss nbNbn Lydystmb dxndyxbydgb.

abo@30Mmas gnbdn Im3maMam 00ggol goblosnomadymo MmmMo s830LMY.
BodmoMob BdbE0 s FYLn3s B0 SHIMIL, aNblm3nl, MmBymoa Bomdnb
BomM31 Lngd39bLgdL dmMal ABEYds. BIMM3560 LE3sEILB3S LmEnsmyMo X 8-
B0L SBomMasHEMEIONL 3obEBaIOgdL NhaML. dnybgezsw ndnby, MmA3 Bso ghon
Jomogn —3mBbsb0 s 08037 sL830 89MNN567d M, nLNbo ym3gmemoym sbmzmy-
0590 9 ™M3567010L356 03 30MHMOJONL S gomMadmL Bnby300 3obLb3d3IdNSE,
mm8ymdnE 0BMEgdmM©bI6 s Loy AsdmysmndbYbL. gl 3obLbze3zx0s sd39Moc
hobl oo J9LE9030, 3odMbo@E30L 8563Mad0n, Lzmaol, Mxsbobodn sdm3n©y-
OMy05d0n s b3y, IMIs3mMol Bye3s30. BodnmobGymo y3memsgns ,d o
095730 gam, oM 357930 0 bEMOS” 813035 SMb dooxdF3NMmMn M3BndoLbEnm
BMob370056 O 393070056, 56 0ol MHIYBsLSL, MmA ,, 39 gdndmns v8ols
89300700,

Music video by Pawet Althamer, produced together with Poznan Boys’ Choir, is
one his socially oriented projects. The original impulse leading to its creation
was a pedophile scandal in which a choir conductor was involved. In the video,
however, we will not find allusions directly related to it. The music video is a
voice in the discussion on the condition of contemporary youth: their plans,
views, opportunities, and the way of experiencing the world.

The artist assigned a special role to the boys singing in the choir: they wrote
the lyrics and the music of the song, the chorus of which interrupts individual
sequences of the film. The artist records the statements of young people from
various social groups; while they are united by their city — Poznan — and their
similar age, they are divided by the conditions in which they grew up and the
environment that shapes their attitudes on a daily basis. This division is clear in
the gestures, manner of expression, attitude towards school, family, and also
in their vision of the future. The nihilistic declaration “I have no ego, | have no
identity” is constantly intertwined with optimistic intentions and plans, or the
expressed belief that “I can do it”.
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PIOTR tAKOMY

Poland

untitled (actual weight)
2011, 69 kg scrap metal,
car paint,
40x40x20cm

ma3mdols 0b6@gMhglo Bomhgbadn o doxmnFdnmo dobomgdns, d3@mbo,
3ol dsbn, moombols xomomo. ol ndom@En3gln LdLESbEnal s Lagbols
50 JgB03nmo godmbo@30l gbgol s gedmEnmyodslt gdaol. gl sbmEnsangdo
Bbogmolyamoom, dg@omol 3d0B0b3sMgdom o dodmygbadyma dsbamol
5300736@1MHMON0 sMl godmngmMmadnmn. ses80567M0 Halmngol domads Logbgydols
3563@o damMhnmgdsl 093938 o gMmdbmdgdl shdgxodl, Moy Boyntydgmb
3o@9MmoomyMm LddYsmmbmsb 3mbBsJE0L sbomm bBamolbl LmozsbmoU.
06&103019M0 s LomEsMo PMNgMNMOJON, MMBIMMSE oM 8J30 Mognmbamym
SbLBs o 83806333000 30MNBEHONSE: Bogomoms, adsym3smolHnbydgmo
1MHN0gMoIMdS MomBol denm3znl Hmbsbs s Abs@3Mmal Hmbsols dmMmal, Mmwabsg
0l 58 mdNyd@BY dndomoo..

takomy works with waste and shabby materials, concrete, plastic, scrap metal.
He searches for the simplest substance and the simplest object, to archetypal
expression and experience. These associations are intensified by grays, a metallic
glow, and the authenticity of the material used. Experiencing things outside the
human order forces humility and silences the senses, offering a new quality of
contact with the world of matter. Intuitive and surprising with relations that do
not find a rational explanation, revealed accidentally and in detail, such as the
unintended relationship between the weight of a metal block and the weight
of the artist: while he was working on the object, he weighed exactly as much
as the cubus that was formed after pressing the scrap.
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PIOTR WYSOCKI
Poland

The Cross

2011, multimedia
sculpture 15 monitors,
250x150 cm

65079393500 8boB3Mals s Boholemos Bgannblznb — 3s@mMom@ol s ymaznmo
B359&0L 08B53IMMIMMONL dgegans, MmAgmog dMms3smo Hamos 3o83Mom
mo@nmangol s LobymadHoam 3gmMmadmbogdl n§amL. 30LmE30 s Bganblson (78
Hanob obo3d0) 39MB3o3580 3MgBNIbENL LolobaMabmsb 2010 HamU, g dsbgols
998393000 dgb300676, MmgLss nbnbo, LAMMYBLIMSL SBaMML, 3membgonls
bobymMahoxrm amMoasEnol M303BMNb30L oMN330L dx8oa, Lobombm
3enm35L dsx130gL0MYdHBI6. 6581d735M0 330H39670L LmEnsmMo gobHymogdnl
©5 J333300L 3o©o33900L. mmE3sty MMNlbEnMydmMo v8nsbadal o
006M7000b60 L3sn&00L gomos, sbgo emMmL ABEIdNSE BObsEN3MLYdN,
Mmm3madoE 0MBoE sM0ob 8nbmdnmo domm30l Fobomad nEgmEMansL.
30LmME30LS s BIMNbL3L Loghom 65893735M0 sMols nbn3znENL s dMOML
My 0gnmmool s Bobs@GNBANL dos333m0l, 3mmo@ninl s smolHmmon
3o@&MmomEnbanl Lymoomo.

This work is the result of cooperation between the artist and Mieczystaw Zielinski,
a patriot and former scout, who has been recording liturgies and state ceremo-
nies with a camera for many years. Wysocki and Zielinski (then 78) accidentally
met near the Presidential Palace in Warsaw in 2010, when they documented
the mourning after the victims of the Polish plane crash with a state delegation
near Smolensk. The work shows a cross-section of social moods and behaviors.
Apart from people focused on prayer and scouts with banners, fanatics who
are blindly devoted to their professed ideology appear. The common image
of Wysocki and Zielinski is a picture about an individual and a crowd, about
religiosity, entanglement in fanaticism, politics and misconceived patriotism.
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PRAVDOLIUB IVANOV
Bulgaria

Half-truth

1999-2017, installation,
acrylic on cardboard,
paint, 21 x 350 cm,
self-adhesive foil,

42 x 650 cm

Bodsmomols Bobgzsmo byanm3b3dsdns, bobgzomo 30 Mgsmmdsdn. bsdydgamol
Bobg39Mn goamamgsedns, babgzomo 30 goengmgols dnmBs. Mol 30mg00 GMmdnbob
,Bob73Mo Lndsmonmolb” mMa Babgzmols 3m3babs s dggMmmgdnLsls? Bomnsb
bNdsMMaL? BoMNsHb Bobgzmow Lndsmmmal? ©b ngdbgd ,bobg3Mo LNdo-
Mmoemol” dgmeyg bobgzemL ,babg3Mo Gynomn” nbs 3PHmomm? n356m33s
sbgon 3000637300 Loxshm oMo ML 3m3ymamymo ,3mbE-F9d0sMn-
@000L“ (33056090 865FgEMM3gMONL 930LEIBMEMaNYMo daMIsmMImdY)
3690590y 8Mo35mM0 Hamom sMg olizs. dnybas3se ndnbs, Mmd 3mmon@nisdo
L3MUBA-49335M0EJ00L” nJs 85603900l Lnbmbnds ngdEs, Bymm3b30s30 ab,
G&MOEOENNMSE, domMsyRMYdNL 303 HobossmBogamdnl s 3olo 3ho@n3nls
05MdM0 0ym.

Half of the truth lies in the world of art and half in reality; you can tell by looking
at this work, half of which is in the gallery and half outside the building. But what
do we get by finding and matching the two halves of the term ‘half-truth’? The
whole truth? The whole half-truth? Or maybe the other half of the ‘half-truth’
should rather be expressed as the ‘half-lie’? Ivanov asked these kinds of questions
many years before the concept of ‘post-truth’ (which defined the epistemolog-
ical condition of ‘late modernity’) became popular in public discourse. While
in politics, the idea of ‘post-truth’ has become a synonym of manipulation, in
art it has traditionally been a tool of resistance and criticism of the apparently
objectified discourse of the broadly understood power.
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R.E.P.
Ukraine
Patriotism
2007

9Mmo-gMon Bonszstn 3Mmdmgds, MsbgE 3bo@3Mgdn LsndMmogb, N3Monbols s
©obo3myo J3Mm30l PMHNgMIMOSS. 58 xdst) dobbmMEnymydmo Lb3sws-
bb3s 3Mmyddn, ym3zgam xambg, Lb3swabbzs Lu3nmbbBg nym mMogb@omydymo.
SMlgdmMOL P3Monbol Ndnxn obvzmyo J3tm3ols J39ybyddn, Mmdgmog sbom
bsBmMaoEMydsL 5d7670L s g3Mmze3d0mal LBMIMEn30 N3MSnbymyddn, Mm-
dgmoms dngmds 93thm3nmo bGMYIBAIMId0Lodn MmamMis 9boyBosHBnm
bo3Ly, ob39 IBMmYMONS. Y3MSNbyMId0L NEIBEMONL s 3BMdNgMYdNL, sbY3Y,
05000 3mB0307900L 5bsM0B0 3ogM0567010 g3MmM3nl BndsMa SMIML3MINLS
0 E3LO3MYNL mmMal HomdmbLoblnmo Lsbm3amob genddgdsl nbobozl dnbboco.
51939 8603365MmmM35600 P3M0Bal 0lgon NB0xNL 9g37308 ©OYbgds, MMBImnE
3oL 3MmMULE0ENE00LS S 0063 Fdobammsb 5030370L. 63asE0IMN SLMENSENJONL
BoE3mo, R.E.P. 330003565m0L 06EJmMad@nomym 3m@Bgbanambl, gbgmansls, bm-
mMOESMMOSL o 9Monsbmdsl, Mog dgndmaods sbomo Lsbmasmgdnls 39bgdnl
box3d39mn nymb.

One of the main problems, the artists talk about is the relationship between
Ukraine and Western Europe. This theme of the project, carried out in various
European galleries, each time focused on different issues. Within its framework,
among others, the image of Ukraine in Western European countries, building
a new society, and the functioning of the stereotype of the European Union
among Ukrainians, whose approach to European structures is as enthusiastic as
it is hostile. The analysis of the identity and awareness of Ukrainians and their
position towards a united Europe is a mission aimed at lifting the imaginative
border between the East and the West. Its purpose is to question the common
image of this country, often equated, among others, by with prostitution and
cheap labor forces. Instead of negative associations, R.E.P. proposes intellectual
potential, energy, as well as solidarity and unity that can be used to build a new
community.
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ROBERT RUMAS
Poland

Demosutra
1994-2004, C-print on
aluminum, 15 photo-
graphs, 50 x 50 cm

©30mLn@&mo sl 3mEmaonl Lgfhos, LE3ssbb3s JgLEN3NMoEnol 3odmabod)-
300 Byamgdoom, MmImdns 30 BmMOEBIe Boh3x6900. nlbnbo smHamomoy,
Mmmagmby ,ama30L, ghm@ozol, gduBsBol, domsyxzzagdals, LoJdLol,
09©b0gMa00L, 305ymMmEBnadnl bsB30”. Lgfos 3n0Bbs@ nLobozl ,LEgnmal gbal”
M 39MdSMIM0 3mEols 33emg3sl, Mm3gmog JMmbsnMns y3gms sumEGnmol
o LEBmMasEmYdOLmM30L, 0MdEs oL 3gMmdgBnmo 01b1dNESL dedmawnbamy,
d90dmg0s Mo30LgdMae n30mbxdMeEgL. MYIsLn, csbsdgemmsy 3mmmbym
bsBMaeEMy0530, 3000MmN3NM0 J3MaLnols BMonEnymae dmngm Mmmbg s
3mmmbyMo ghm3zbnmo doomammannl 9amgdgb@gdby oymbmdoo, bdnmow
03333L 000gBEMBd0L 3MmdMITsl. 638137g35M3n byemgdn Mmgms MgmogonmM,
0bg Lgbyomym sbmEnsEngdL 0§333L, sbY3] Y3zgmalozal Boabmo ,nLbo@ysm*”
39Masmobal.

Demosutra is a series of photographs showing hands folded in various gestures,
shown against the sky. They are described as ‘a mixture of prayer, eroticism, ec-
stasy, power, sex, happiness, satisfaction’. The series reaches for ‘body language’,
a non-verbal code common to all cultures and communities, as hermetic as it
is naturally and universally readable in its own way. Rumas often deals with the
problem of identity in contemporary Polish society, based on the traditionally
strong role of the Catholic church and elements of Polish national mythology.
Here the hands evoke both religious and sexual associations, as well as generally
recognizable ‘wordless’ vulgarisms.
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SERGEY SHABOHIN
Belarus

The practices of
subordination

2016, 18 drawings, acryl-
icon canvas, 18 x 24 cm

65073935M0 doMsyBMYd0L 833960B3700L dxLHozmaol s Aol 30bysmabognsl
0dm3690s. Md330M33ms, 80630, Bbs@E3oMn Mgsmmym oLEMMN]OL, ym3g-
mEOoyM Im3mabgol s dobsmym Logbadl sgMm370s. MNcMIN0 MdO-
93&0b Bomas, 30mm36700L LobymMAHoBMLMSL YMongmormool A3gnmydM030
obEmMos s 030l Fogomnon Easl oy Mmamm ndmmhomydl 33sho3zgenn
0EgMMMA0s dmgomadaoms 690sL. Ba3m3bo Bnzmgdn LEbmasmydal 30dgoL
o5 &Mo3890UL ,,065653L“. 3maMadEnol 9du3mMbs@ g0, MmammE nhndn 3B30EI0T-
0300, IMHIM0ogb LobgmBHoamULs s Nbn3nl MMl sg3g8gdsMYdTM,
5801339 MN0gMmdsL. s3s3MmMYmo, nbnbo sh3369076 58 3Mogd@EninL
A399aMgdMN3 & 0SBSMYM BSLNSMUL: domeEMONL s 5gMaLNNL godmLobymydsl
9mgdomogdagonl ymzgmomoymo gedmeomyods Jabol, mmadgymoag A3gnmgdmoso
boabgdNm, ym3zgmMmomonMmdols Eg3MMsEnN1d0m ©s Lbgnmab 3gModmbngdom
sl godmbo@yamo.

This work is devoted to the study and visualization of the mechanisms of power.
Originally, the artist documented true stories and daily occurrences, collecting
banal objects found in Minsk. Behind each object is — at first glance — the ordinary
history of an individual’s encounter with the state and evidence of how the ruling
ideology subordinates the will of the citizens to itself. These found ready-made
items represent the fears and traumas of society. The exhibits of the collection,
like circumstantial evidence, testify to the disastrous relations of subordination
between the state and the individuals. At the same time, they demonstrate the
non-heroic and banal nature of this type of practices: the image of violence and
aggression is made up of the everyday experiences of citizens expressed through
ordinary objects, everyday decorations and bodily ceremonial.
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SLAVEN TOLJ
Croatia
Patriot

2007, video

2007 §oenl Bo3My0380 3530009010 39MHBMMASBLOL, ,30@momE 0l ~sbshamdo,
bEM396 Mo bmMm3zs@nol ghm3byamo 30360l B37OL BoglomB8y0s. 0l godmbs-
&30 JgLEIOL, MMAMIOLSE HaMgdnl gobdszmmdsdn BdnlEdn, 3MBYbobEn
30MB0Bob6700, 0193MLEMS300L LedbyEMmMydN s slY3g, bmM3sB N0l sSMdns nyg-
6705, M00MIYM0 Fomasbn goblbze3301m LOLEYISLMSE S nEIMMMENs-
B0 SLMENMEYdS. Y39 omMasbo 3oEmomE0B3nl n@ISL SESMgdL, Mmdgum-
boE Yy39mmo 8900163737030 3obLb3o3701m0 86033673mMmMds ©J3L.

In the recording of the performance ‘Patriot’, made in Zagreb in 2007, Slaven Tolj
salutes to the sounds of the Croatian national anthem. The gestures he performs
refer to the forms of salute used over the years by fascists, communist partisans,
the Yugoslav military, and also by the Croatian army. Each of them is associated
with a different system and its superior ideology. All of them carry the idea of
patriotism, which has a different meaning in individual cases.
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SZYMON KOBYLARZ
Poland

Cannelloni Bomb
2009

3mdomomygn 3mebol P3mbEmMmenm 808mg3a3oL 8330Mgds, Mobsl dgbadmmes
Lobn@sm 973700 3JMbgls. B3gogdadsn 603mngMadg00L ELLEdBSYdIMN
0bLEBMYIE0700 86 dnbbsBoMn 9dLEabEMONMN gdb3gMndgbEsGmMMydNL bm-
05700, 06@gMbyB30 PodMmo3 39MLNJOSE 3MEIMNEYDS.

070335 3Md0MdM0 BLEe3L NBbBRMMBSEFNSL NS 8 JbMdY, b L3S 3Mmdm]-
09567 8070070 — F(3607MgdsHY, MmMIgENE Y39mogmn sgmols, doc dmMmol
bbb 3odmambyogdL P3ebss. BBsB39M 300630 J378 Bo0 LBSEILL s gon-
396 0L373B0L 5Yygb70U, slig3g B0BOYOL, MMBIOLSE NLNBN YBLLLYMIONSE, Moliss
b53nMmoco AsnMy Logmorm 83300 3MEBbNL gsHNSMIONL 39000 IMONMYM NEJIONSO.

Kobylarz observes the uncontrolled circulation of knowledge, the use of which
may have dangerous consequences. Instructions on how to build explosive items
or manuals by eccentric home-grown experimenters circulate on the Internet
in numerous versions.

Kobylarz treats them with a pinch of salt, but at the same time points to another
problem —science, which is in the background of all these, even home inventions.
The artist asks about its status and ethical aspects, as well as about the goals it
serves, often having little in common with the noble ideas underlying it.
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2007, 300gm, 12°20”

TIGRAN KHACHATRYAN
Armenia

The Beginning

2007, video, 12'20”

1967 Hamb bmdgbds Mazgobmmas sMms35bE 39am130568s dosnmm 3nmdn
,3LsHYoln*, MmIgamoi mJd@&madmol My3meyEnols 50 Hemoloosl gdm3bgdmes,
Boss 33039065 3gdmJagads, MmamMs ghoazsmo HobssmBgamds LodFmms
M37090L 80dsmo. BohoGMmnsbol 6o393g35Mn LmMyE 98 BomMInmss nbL3nMo-
Mydym0, Mm3gmE 8537 eMmb mJ@ma3dMal My3maysonl 90 Hamols 0ndomoL
5700635 (2007). mfMo3g Bomdo shol Myzmeyanol bLEgMamEn3nmo 0doxnL
©5alb3M30L BggmMMOY, LysE dMmMAg30B30 doMomss 3mmMo@nnt omd-
AMm0bo ool Homdmeagbomo. Bohs@mMnsbobmznl MyzmmynEos 3m3mydals s
b53mm36700L bymobomo Fgxroligds s sbsmastmymo gbonbasbtdos 3bmzmg-
0L Lobozbolm3nL. 6537dg35M30 3o8mygbadymo Lostmdozm s Mebsdymm3y
3oy d0, Mgwsd@nmgdnl 3gormn s 3edmbobymadols msbdbegdo dyLingy,
300mUb 3Mm353560LENM baLNSMMSb 835330M707YM0 JMME35M0 Md3S300.

In 1967, Armenian director Artavazd Peleshyan shot the film ,The Beginning”,
dedicated to the 50th anniversary of the October Revolution. He presented
creativity as a kind of resistance to the Soviet regime. The film inspired the work
of Khachatryan, which coincided with the 90th anniversary of the Revolution
(2007). Both films are an attempt to break the stereotypical image of the October
Revolution, in which Bolshevism is presented primarily as a political doctrine.
For Khachatryan, the revolution is a re-evaluation of creativity existing in the
sphere of life and art, and is understood as a kind of youthful enthusiasm for
the fullness of life. The archival and contemporary materials used in the work,
the method of editing and the music accompanying the image are a game with
the propaganda character of the medium, which is movie.
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2008, 30gm, 15'4”

VEACESLAV DRUTA
Moldova

Untitled performance
with Mary Beth
Heffernan

2008, video, 154"

650793935M0 9&0YE0S M3BsaMdbMOSLS s ghms ymxrbols sP30mMadMMosHy,
HmdgmoE 3enmmol 03m3mL 3oM3mbns s gdmdmmmU ndgENMId]0L. Hymabs
0 Jomobodn §oboomBgamdnbsl, 3ghammadgmadn Lblssbbzs gdmisnym
0amasmamdsdn 30M©Y00sH, MolisE 0156 sbamasl ghmomnl 8bM0n3, Imm3s, dndo
o ©1bgdgds, BgmMg dbMn3 — IMam35MydY, 0890 ©s Lobsmymo. bENJngdMsb
39nmMAYMIO0L NNSbsLHMMm 7@ 3000, BoJBMOMN35©, BoMEmMmMdOL s
35166m00L §nbssmBogg dOMdmmoss, dMdmms Losbmm3nbs s EEIMMONL
d93MdbgdnLm30L. 3bs@35M0 1830l 3MaEM godmbobyMydsl ghogmon olgom
BoEyoEnsty og90L, MmBymadnE EsIMYINEIdMMONL 3gbsmANBIdNL LyM3nmn
3m383Mm3nLob snE0mMIdMMOSL Jxob]ds, Bmmm Masmmdol nbn3znnsmyMo
b330, Lodysmmb Md6303wI3MYM0 LyMomnl smIMAgBOL sYEOEYOMMOSL.
9o 30mb30b og@n, Mmdgmos Mol mbmmodsdo EsyLMymMIdMo©
3 dgm g0y, LEBSONMNBOENSHY, 3d30EMONLYS s dgMngxdsty 8nsbndbgyol.

This work is an etude, talking about searching for harmony and fighting adver-
sities, about empathy and the need to be together. In their struggles with the
power of water and wind, the actors experience a range of emotional states.
They are accompanied, on the one hand, by anxiety, fear and resignation, on the
other — by excitement, hope and joy. Their unequal clash with the elements is
in fact a fight against loneliness and alienation, a fight for closeness and a sense
of security. The artist builds a poetic image of one of the many situations in
which the desire to maintain independence clashes with the need to work out a
compromise, and the individual view of reality with the need to find a consistent
vision of the world. The act of reading together, which was not completed in
Druta’s narration, is a figure of stabilization, peace and reconciliation.
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VIKTOR MARUSHCHENKO
Ukraine

Donbas - the land of
dreams

2001, photograph

MBSO — MEByOY0NL J39ysbs, 330A39670L Lodystml, Loyl ESYXIMIOIMO
bBnBnEMNL g39MENo Y30eMILO LomsemMndgs, bBmmm Bagmolagmo Masemdnl
ba3omob3nmme — BIMo©o MEbId]00. 3Mmad@ 0 sbobogzl cmMbdsLol mEabmss
543539070 5 LmEnsmMYMo© EsENM dmbabmmdsl, Mm3gmoa EmaL LosMigdm
3060090, sbymym domommaddo sMomaasmymo d1dsmdom dmyemob.
Jomgdn o ImBom@adn, sgnmmdmn3 0sBMIddn goboynn bobdnmals
bymoom dm3m33000), oMo Losnmom Logmebamabos Molize39b. BomndhabmL
BMEMydd0n 365005300 87356E] Joamgodl, MHmMImgdoE MoMnd dob@gddn dndomdom,
0530500 LobEgddn, ModsH Ldysthmb MEbadL MYsmMNBYOSL 3NMMOYL.

Dreamland — Donbas shows a world where extreme poverty meets unbelievable
wealth, a place of gray reality and colorful dreams. The project shows the once
prosperous and socially protected inhabitants of Donbas, who today earn their
living by working illegally in closed mines. Women and teenagers sometimes risk
their lives by hand extracting coal and selling it in local bazaars. In Marushchenka'’s
photographs, we see women miners working in poor shafts trying to realize the
dream of a more beautiful world in their homes.
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VLADA RALKO
Ukraine

Kyiv Diary

2013-2015, drawings
from the series Kyiv
Diary, aquarelle, paper,
wooden frames,
29,7x21cm

,30730L EMOYM0” 3ol 335Mgmno dglinmgdnmo Lydslbsdeg gdu3maboymo
BoboBnb LgMons, MmMBmydnE 30730 Fonsbals 3gMmomedn, goM330mo Mygymos-
Mmoo 0ddbgyoms. 658ydg30M0 AbsB3Mnl ghmazstho 0b@ndnmo cmoymoy,
Mo8g6037 mM30L gob3s3Mmdsdn 850sbBY doblznmsmgdynmo dm3mybadols
9Mo335M0 3mB7b6&sMn. 6531d93MxdL cnn Lnddommymo 3mEJbEnsmo s dg-
Bo0d3NLSE PBN3gMLSMYMO Bobinsmn sJ30. LMoy dbsB3Mal Bobs@gdal Bn-
oM 3magdinnl 8bmmme 6oHomons. Mammim ngn3g gju3mMaboymo mmBom
53 dgagodl Mybgonlb dngM 3Monbsdn Homdmgdnmn mdnl Bo@3ob.

‘Kyiv Diary’ is a series of approximately 300 expressive watercolors and drawings
made at regular intervals during events in the Kyiv Maidan. These works are a
kind of an intimate diary of the artist, a commentary on the events that took
place in Kyiv square for several months. The works have great symbolic potential
and therefore universal character. The series is only part of the rich collection
of the artist’s drawings, Vlada Ralko continues to draw the war waged by Russia
in Ukraine in a similarly expressive form.
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WITEK ORSKI

Poland

Hole in the ground
2015, ink-pigment print,
acid-free deboned glued,
in an etched oak binding,
180x135 cm

Moaos 3093 mML3oL BmEmMId0 Mysmmool dbmeme 9o sb39JEL EsN393-
dofm. 3oon dgndmgds em3NdgbEmo gHmemb, 01diss, HomamLobznmo os3s-
BmMb0L gom35moLHnbId0m, MbsdMs Myan@ndnMns 80 SdLEMSIGIMMOSH)
by OsMN. Boynmadgml ol Fgbols gMmoznmydym AstAmadn Aslidymm bs8ydg3omL
bO38BMOBOL, MomoE MI3MaBIBESEN0L BobgMmnm s smJdol me30L7dYMYdY-
0000 M35mM0BAL, SOLEMIJE00LS S 3MBEI3ENSMNBAL dmmMols 3mMbgamomgdLs.
0l 0330m33L BMmEMaMoB00L sadnmML baem3bxdsedn, 8ol yMmonymMoMoSL SOL-
AModnols s 88 390180Lm30L EEFBILNSMIOIM FoBF30M3SMMOSLMSE, M3
b3omo Myommdol Lubm hobshamow gobobnmygds.

It is difficult to locate Witek Orski’s photographs within only one convention
of interpreting reality. They can be described as documentary, although taking
into account their imaginary plane, calling them abstract is equally legitimate.
Confronting the viewer with the work, a photograph framed in acid-etched oak
wood, Orski plays with the manner of representation and reception patterns,
juggling with realism, abstraction and conceptualism. He deals with the ques-
tion of the place of photography in art, its relationship with abstraction and
the transparency of the medium, often treated as a credible record of reality.
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WOIJTEK DOROSZUK
Poland

Festin / The Feast
2013

,MaLSLHSHMOL” 06BIM3MYBSENsBY FMBNTS3] 3M0BN3MLYdN dSMBNEHS396,
mmad ,,3mLE 3n3s60LENM0 Lostmm3zbm gjL3gMndgb@n, Bodo3l Lodyshmb by-
Mo, LoNEIBSE ©ESTNSBN FoTTMomns”. EMMMININL SHMNm, 35EMOMOMdNL
S0bobMymob 3380938 yEs30Hal obGM3nyMo MISTMMOJIO0 MS30LYBSMOS
bmEosmyMo J3g30L eabn3mMnbyMo, dgmsbbdgdnmn bmmagdolasb. Hobs Hab-
M0golb Bomyanmnmydgmo 3MnbEn3gdonl Amd3gmydsty sbonmmamEgb@mnmo
39mEnMol gho-ghonn J8bomaonl, bagnmosagymme dggdbomo bo@ymamm@ol
SMomLgdmos B07n0mMIoL. 03037 Bogds LgdsbEnnm embabys. dbsB3Mmal dngm
09-17 Lsn3nboL LyMomgdol eoEsg@E N3Nm0 NbEIM3MIE 305, BMBS3SMO JMMNOR-
bob B0BgBIOL godmngMmadym dmMbAsMYOSTn Bys3l. sbaen Lsbmasemydol
BN6Js0mMboMydnl ghonswomo Haboc, Agybmys3zn 0bLENbIBId0 3303tMNBIdY,
Mm3gamo vs80sb0l Bngm dn@m3gdnm Lo3MEaL 0130390l s d33m ImMomMym
Fgxr3oLgdg0L smom 9J3980xd5MY0s.

Critics interpreting ‘Festin’ point out that ‘a post humanist thought experiment
evoking a vision of the world from which man disappears’ as one of the sources
of work. In Doroszuk’s approach, the dystopian realities of the earth after the
end of humanity are free from contractual norms disciplining social behavior.
The obsolescence of the principles governing the previous order is signaled by
the destruction of one of the creations of anthropocentric culture: a carefully
composed still life. It also occurs on the semantic level, the artist’s didactic
interpretation of 17™-century images sees the causes of the future collapse in
exuberant consumption; unrestrained instincts appear to be the only rule of
the functioning of the new community, which annexes or occupies the space
abandoned by man, and is not subject to the previous moral assessments.
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ZBIGNIEW LIBERA
Poland

The final liberation
(1and2)

2004

0mamndston gfmaygamo Joegdol bLymomgdo, MHmImadnE s89Mn33m xomalizogdl
9LeM37x00506, BBsE3MOL LGENSdn dgjdbomo Gynomos. 3odmambomo LEgbgdn
2003 Hamob 13 83momb gedmd3gybos g9Mmbom 'Przekrdj'-dn. 3MaLlmgmobol
3mbE73LENL Hysemmodonm, dom 83000639l ImEYgds dgdmgl. gbsozbomol
dogs 08gba oo nym, Mmd goMg3sbbg Lagnhm gobs dgdgan 3m3gb@EsMmo:
,oL BoB30mo oM ImBbstms! gl noMomme 0730l MEbgdss”. MNdgMSL
6o3Mmmadn LozsMsyEme, BobMmdMn3n NEBMMISEN0L MdNgIBGIMMOOL naNBoss.
abo@39mn doml Yool gstgomol gbo3bnmol Lobmmosl, sH3xb90L dgwonls
05603moEnym domob s bgdoldngmo bostmols 3oysmdgonl dgledmadmmodsL.
3mEbs s domonBmyds Lsbmasmydol domm3nbom3nl sEnmMIdImMo
bom3zommzsmm 0bLEMYTBEHI00s o gowsdnds330ymo Losbmmy 30
00bs3gEMm3g M307930. NdYMol BMmEMYd0 SH37670L, MM 3gMmobmeal ndbgdo
©5M{H3NBIdMN, 3oImMLIaL 0y oMy 3MgLs Mysmmonl bsdw3nm LyyMoobs.

Pictures of smiling Iragi women greeting American soldiers are a hoax created
in the artist’s studio. The fictitious scenes were published in ‘Przekréj’ magazine
on April 13, 2003, and thanks to the context of the press release, they gained
the power of deceiving the reader. The power of the message was so great that
on the cover photo there was a comment: “It didn’t really happen! It’s just a
Bush dream.” Libera’s work proposes that the objectivity of mass information is
an illusion. The artist undermines the credibility of the newspaper’s message,
shows the manipulative power of the media and the possibility of fabricating any
news. Knowledge and power are surveillance tools necessary to manage society,
and the crafted news is the contemporary opium for the people. Libera’s photos
show that we will never be sure whether the press is conveying an adequate
picture of reality.
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Maienia sie spel

Amerykanie wdarli

do Bagdadu, gdzie owacyjnie
powitata ich miejscowa ludnosc.
Decydujaca faza wojny
rozpoczeta sig w poniedziatek
od symbolicznego zwycigstwa
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ZHANNA KADYROVA
Ukraine

Shots

2010-2014,

7 objects, 60 x 60 cm

60810935M30 — ,,65@Y300M700“, 39CnMmM353 03037 BJ003d 3odmnygbys, Mo
2019 Hamob 39673006 d0gbsmgby HomBmemagboe 65893735M30 (BobLogdmom
0 1533700 3MMENIAIONM). 3RS 88 390mb393530 0L N80l BOMIOL nyg-
670UL. Loy ,65@Y305Myd0“ 3ghBMMISENYMO 3Mad@ 030l dgwagns, MmaLss
9bo@35MBs 00@S30L 39M3039M0 BOMIOL BgEBENLILMMMO NoMOMNELD &Y-
30b6s. 53MaLoYmo vJ@0l s gL MYIsonmo JgbEol 83839mdooc dgddbomo
,00@y305M0l 3mMEmMIEIO0”, 39Msd03nmmn Bomob 306s63M0L Bywednmby
0BoM7d0L Pbn3omyMo Bobo@gdns. 6537373MY00 gon3nMmo 0839MoB030L obo-
930S, 3530560l agmbgds s 6xdNLYMS Loycmsmo doeol 3MmEgbnsmU,
IbBo3L MmgmM o©IdNmM0, s1737 Nohymazomo gbymanom. ,bsEyznsmydn”
053000 Md3sB0 SOLEMSIEYMO BMMTJON §35300106790L, W3S o 335dMI3L
Bod70mMY0L d3030§YyMo MBo sMBMLs3MYo P3MSNBsT0.

The work Shots was made by Kadyrova with her own technique (also used in
her works presented at the last Venice Biennale — clothes and food products)
by using floor tiles. The Shots series was created as a result of a performative
practice — shooting ceramic floor tiles with firearms. The creative result of an
act of aggression, a destructive gesture, are ,shot portraits”, unique drawings
of cracks on the surface of the glaze. The works are a reflection on the ethical
imperative. The human mind and will direct the potential of force by charging
it with both positive and negative energy. Shots seduce us with their beautiful
abstract form, while not allowing us to forget about the context of the war in
eastern Ukraine.
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2011, 30gm, 29'00”

HUBERT CZEREPOK
Poland

Lux Aeterna

2011, video, 29'00”

3909ME hag3m3nl 653dg35ML ol 3MBEIJLE0 3obLstm3masl, Mm3gmdos ols
990736s. B30 gosmadnmns bmM3zggnadn 2011 Hambls, MmegLss 3g8sMx 3367
93LEMB0LE DS, S6EgML dMYN3030s, MoMImLs J3Mm3nao 3030 0nBsEN0L bo-
30000L030L, 1EMOsBY BM35-gaIES Bmohym. Lonsymo , Lux Aeterna” boliglbgdos
3m0b@ 39bLgamol LodmgMnsb. gl sl 3M33mBoEns, Mm3gmog 0MJIn3030L
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Hubert Czerepok’s work is determined by the context in which it is created. This
film material was shot in Norway in 2011, when the right-wing extremist Anders
Breivik, allegedly in the name of the good of European civilization, committed
the Utgya massacre. The title Lux Aeterna was borrowed from a song by Clint
Mansell, a composition which found a place in Breivik’s demonic plan: in a
manifesto, published in the Internet, he stated that he would listen to it during
the attack, treating the song that induced passionate madness, helping to quell
fear. The figure of the criminal, as well as the rhetoric of his manifesto, became
a model for Czerepok, binding together his reflections on utopian ideologies,
which in reformist-metaphysical aspirations give permission to commit an un-
imaginable evil.
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CONTINUITY

The four-channel video, ‘CONTINUITY’, is a vi-
sual story about the post-industrial network
of cable railways in the Georgian city of Chi-
atura; built to transport miners working in the
surrounding mines, these have operated al-
most continuously since 1953. This work was
presented for the first time at the individual
exhibition of Hubert Czerepok at the Zacheta
National Gallery along with two other video
installations.

Below is an excerpt from an interview with the
artist conducted by the curator of the exhibi-
tion, Monika Szewczyk.

You have a weakness for mythical places,
non-obvious situations, discovering secrets,
conspiratorial theories of history, digging up
things that are not generally available, hid-
den under the surface. Does their discovery
require a long research and quest?

It happens naturally. | am simply interested
in what lies under the carpet, between those
gaps in the floor. Maybe because the most in-
formation about users and residents is stored
there. And that’s why these movies are about
the inhabitants and users of the world we live
in.

Then maybe tell more about these movies.
The first film is about the future. About the
dystopian future, which we may have, when

there will be no more minerals to extract,
when we will run out of fuel and we will have
to take care of the technologies that are left
to us then. The action takes place in Georgia,
in the mining city of Chiatura, in which there
are numerous manganese mines. The biggest
boom in the extraction of this raw material oc-
curred at the beginning of the 20th century,
when the local mines accounted for one-third
of the world’s manganese production. Later,
the Soviet Union took over the production,
and with the collapse of that empire and the
independence of Georgia, the extraction of
this mineral decreased. The city declined. |
was fascinated by the fact that a network of
cable cars was built for the needs of the mine,
originally used to transport miners to work,
and the mines provided a source of income
for entire families, but they also connect parts
of the city located on the canyon peaks with
those in the valley. Currently this network is
the most convenient means of public trans-
port. They remain in a state of decay, they rust,
but are kept alive by an intense amount of hu-
man labor. There are no charges for traveling
by this means of public transport. Perhaps this
will be the future model of the city with free
public transport.

A civic project?

Yes, it is a civic project. Without it, getting from
one point of the city to another would take
hours by car, because you have to drive around
the entire valley. It is remarkable to what ex-

tent this mechanical organism requires human
effort. This is the situation of the future, when
we have a few machines left and we need to
take special care of them to keep them work-
ing. Then they become part of the community,
and the people serving them behave a bit like
machines, doing their work for many hours.

It seems to me that the cable railways may
cease to exist right now, are being disman-
tled, right? You came to this place almost at
the last moment, and the film is also a docu-
ment of something that is becoming a thing
of the past.

Yes. When we arrived there in November
2016, two or three lines were already closed.
Georgia has received funding to dismantle old
railways and replace them with new infrastruc-
ture. There are two major companies in the ca-
ble car market. One Swiss, one French. They
mount cable cars that we can see everywhere,
on the ski slopes for example... a kind of ‘glob-
al’ cable car network. | know it’s safer and
maybe more aesthetic, but even these lines
are becoming similar. In our country, longing
for prosperity also leads us to get rid of the ob-
jects that make up history.

Excerpt from an interview originally published in:
Zacheta July, August, September, October 2017,
Zacheta — National Gallery of Art, Warsaw 2017, CC
BY-SA
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KAROLINA WIKTOR
Poland

A Game of Letters

How to play the game of
letter? On the basis of
the text below:

It’s the time of civil dis-
obedience. Try to spell
Wtasnowolnosc (Volun-
tarism)

1. 3900080670 BgdLE0 sbmadol BMog83bEIONLAESE. MJ39b oo Bognsty bo-
65300, 030L30L, MM 3ognsE30MEIM, SLMIdn, MoLasbss Hobowsgdgdn
1065 330003006M:), 39IMBIYESS S FognEIBY[E. 0185MK3IJ0M, MMEILSE Y39
§0booyds 8609365mMmMOSL godmULEyaL.

2. 5bmydol BMoadxbEad0m, 7396 dggndmonsm 3333600 mJ3960 Lognmamo
A2dLE0E —Y39mMoBgMo EsLed37000, 3oMs PBS3LMONLS. dgladmgdgmos sbim-
900L Bo3MENM0 SHYMOSE.

3b50&35M0 LCB35BMOL FoyyMydgml Me8sd0ls 3ggag00l Em3Nd6ENMIdSL
o 3o9mg39ybgodsls dg8cga 300Lsn@bg: www. facebook.com/people/Karolina-
Wiktor/100005068846205

1. Make a text from the letters of the Alphabet of Missing Fonts. You will find the
elements at the edge of the table. To make to easier for you, the whole alphabet
you need to construct sentences with is on the wall and the table. You win when
all the bits render the sense of the sentence.

2. With fragments of letters used for original sentence, you can also create your
own text —anything is allowed, except for obscenities. Spatial arrangements of
letters are possible.

The artist suggests the viewer may document the results of the game and pub-
lish them on the following website: www. facebook.com/people/Karolina-Wik-
tor/100005068846205
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LINKED OBJECTS Il

Nine Dragon Heads in
solidarity with Ukraine
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3mMoBBMMIS Hodmysmnd s, boss, mnmgddol dmgmo dbmamamsd dm§3gnma dbs@3madn, ybozghbsmmymo
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,08353d0M707m0 MO0gd@J00 I1“ — Mnlgo-n3Monbols mdnlsdn Bndm3bognn 30am 3Mmamsds, ngn3g Labgan§m-
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0909M35mU, N3Mo0b0l 33300MONS6 Jomegdgddn Mylyam Lodbyemm nbEM39630sL JbdsyMyds.

The International Environmental Art Symposium “Nine Dragon Heads”, was initiated in South Korea by Park, Byoung
Uk in response to the destruction of an important historical site in 1996, and evolved into an open interdisciplinary
platform where artists from all over the world implement individual and collaborative art projects related to universal
humanitarian, political, environmental and cultural issues. Working in a framework of thematic and multimedia
formats Nine Dragon Heads unites artists from all five continents. Since 2009 NHD is a parent of the Artisterium.

LINKED OBJECTS Il is a second edition of the “Linked Objects” video program dedicated the Russo-Ukrainian war

started on February 24, 2022 by the invasion of Russian military forces into the peaceful cities of Ukraine.
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Impossible to make art after the Ukraine conflict? What we can learn
(and what we can disregard) from Adorno.

MIKE WATSON

Art and Media Theorist, Critic. The Memeing of Mark Fisher: How the
Frankfurt School Foresaw Capitalist Realism from ZerO Books September
2021, www.mikewatson.fi

In the aftermath of world war two Theodor Adorno famously condemned
directly political artworks, a point we often find ourselves returning
to whenever representations of conflict penetrate into our relatively
safe western homes. Though conditions are very different today from
the second world war and the cold war, there is something that can
be learned from the debate around representations of conflict in the
social media age.

The morning of 24" February 2022 ranks among the bleakest in our
recent history. It will remain indelibly inscribed alongside that of
9/11, and March 20™ 2003, the day of the Iraqg invasion. They were
mornings, days and weeks in which words rightly evaded many would-
be commentators. This held true to some degree even following the
Russian invasion, which took place in an environment of generalized
social media hysteria following two years living with the covid pandemic.
Even the familiar opinionated posts and trite gestures we have come
to expect — flags replacing profile pics, or declarations that we are all,
for example, ‘Parisienne’ — when terrorist attacks or natural disasters

strike were absent in the first hours and days following Putin’s reckless
orders. It felt as if, if only for a moment, the vast online commentariat
concurred with the sentiment behind Adorno’s famed dictum that it
is impossible to make art about the horrors of war ‘literally ‘To write
poetry after Auschwitz is barbaric’, as Adorno argued in his essay Culture
Critique and Society” of 1949). And things might well feel better if they
had stayed that way, but the silence held for only as long as it took for
the initial shock among western onlookers to subside. Following this, a
good deal of social media attention has been devoted in equal part to
condemnation and partial justification of Russia’s actions. While this is
of course natural, it is worth revisiting Adorno’s motives for arguing that
artistic silence is sometimes superior to opinionated position taking.
Though, we must also realize that we face a different position to that of
Adorno, as the international community tries to head off a third world
war, rather than reflecting back upon world war two. As such discretion
may be necessary, as we choose to make directly political statements
when it’s useful and when silence — oftentimes, deferment to people
who are better informed — is not a better option.

Firstly, it is worth pointing out that Adorno himself was an exile from Nazi
Germany, who had little choice but to leave his homeland as a German
Jew who was no longer permitted to work in the university system due to
his ethnicity. As such, his prohibition on directly political antiwar imagery
post world war two was in no way an argument over who has a right to
speak. Though this is a subject we may well visit today, when so many
leftist westerners contradict their Russian and Ukrainian counterparts
by refusing to condemn the war in Ukraine. While such a contrast speaks
more of the privileged detachment of the ‘online left” — who like the



academic left arguably prefer obfuscation to political commitment —
Adorno’s aniconism was a tactical choice looking to the long term. For
Adorno, the principal problem leading to exploitation and conflict was
the tendency for humans to categorize and control nature in order to
strengthen their position in the face of its mortal threats. This process,
which arose from what he called ‘identity thinking” would not be undone
by further ‘identification’. As he put it in ‘Commitment’:

‘I have no wish to soften the saying that to write lyric poetry after
Auschwitz is barbaric; it expresses in negative form the impulse which
inspires committed literature. The question asked by a character in
Sartre’s play Morts Sans Sépulture, ‘Is there any meaning in life when
men exist who beat people until the bones break in their bodies?’, is also
the question whether any art now has a right to exist; whether intellectual
regression is not inherent in the concept of committed literature because
of the regression of society.’

This quote is important as it not only revisits his earlier statement
regarding the inappropriateness of poetry after Auschwitz, but also
places it in context alongside a wider critique of capitalism. Literature
about suffering is not possible as the conditions do not permit it to exist
in late capitalist society. Indeed, it is often the machinations of capitalism
which lead to war via the military industrial complex and its need for
growth. In such a society Adorno doubts that literature can exist in any
meaningful sense. Simply, a society that puts the need of profit as above
that of life is so far commodified that the reflection necessary to art
making is not possible. When art attempts to reflect on this fact directly,
it merely repeats its horror. As Adorno later argues in the same essay:

“The so-called artistic representation of the sheer physical pain of people
beaten to the ground by rifle-butts contains, however remotely, the
power to elicit enjoyment out of it. The moral of this art, not to forget
for a single instant, slithers into the abyss of its opposite. The aesthetic
principle of stylization, and even the solemn prayer of the chorus, make
an unthinkable fate appear to have had some meaning; it is transfigured,
something of its horror is removed.”

In short, the direct engagement with the horror of conflict can only make
it more palatable through its banalization. Though can this be taken
as an admonition to the brave activists and artists who stood up and

r

protested in St Petersburg and other cities in the early days of Putin’s
war against Ukraine? Or Ukrainian artists who make work about their
daily lived experience to draw attention to the horrors of war? Arguably,
yes, forin reality Adorno’s argument would be that protest banners and
even paintings about war enter into the binary oppositions of identity
thinking. In other words, they become politics and are subject to the
internal conflicts of that particular meta genre. Yet President Zilenskyy
of Ukraine made a video address to attendants of the 2022 Biennale
opening in late April asking artist to specifically use their medium to draw
attention to the Ukraine conflict stating that, “There are no tyrannies that
would not try to limit art because they can see the power of art,” and,
“Art can tell the world things that cannot be shared otherwise.” Would
it be right to contradict Zilenskyy in Ukraine’s hour of need, on the basis
of a 20th century philosophical argument?

Well, we certainly needn’t condemn those Russian, Ukrainian, and
Eastern European artists who find themselves on the front line of a war
and wish to draw attention to its horrors so they might convince the west
to send more aid. And it would be reasonable for onlookers to amplify
their messages by sharing them so our governments may do more to
halt the aggression. What Adorno does tell us though is that many of
our communicative efforts are too embroiled with capitalism (and the
suffering caused by it) to be able to stand outside it and critique it. This
could not be truer of the age of social media, when our every post feeds
into the profits of the data capitalist giants. Though aside from fueling
the capitalist machine our knee jerk offerings do little but perpetuate a
tendency to rigidly identify and categorize the world around us into over
simplified statements which feed further conflict. Right now, the left is
split on social media between those who outright condemn Russia and
Russians, and those who stop short of condemnation on the basis that
the US and the UK invade Iraq and Afghanistan (sometimes going to the
extreme of making outright anti West statements). Such an identificatory
split has people clicking rage-clicking so as to create more data, whilst
doing nothing to support the people of Ukraine and Russia. Aside from
being a staunch defense of artistic abstraction (something for which we
can have little use in the present moment), Adorno’s reticence to support
outwardly political art might at least give us pause for reflection, long
enough to ask whether what we have to say might be better than silence.
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TOMORROW
Viktoria Danelyan

Usually, curatorial text is written in another way, but as
| sat down to write this statement, | knew | wanted it to
be read like a letter. A letter from me to you.

Letter from February 24, 2022. That day my family and
| were in Thilisi. In the morning | woke up earlier than
usual, and picked up my phone to read the news and
messages from friends. War. There is war in our home.
There is war all over Ukraine.

From that moment on, there was no tomorrow for me.

Time stretched out into one long, endless, agonizing day.

On February 28, we met with Magda Guruli, Lasha
Bakradze and several thousand people on the square
in front of the parliament building in Thilisi. It was very
crowded, we made our way among the people to talk
aside. Magda impatiently asked me: “Vika, | want to offer
you to do a project, do you want to?” Trying to squeeze
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closer to her, | said, “Yes, | want to

It happened so that right now, after 22 years, | am in
Georgia and | am living through the war again. We de-
cided that artists from Ukraine and Georgia would work
together on the project, which is very valuable to me.
It turns out that here, in Georgia, the war in Ukraine is
experienced as one’s own. This significantly changes the
scale — from a single current event to a mutual history.

So, as you see, in the beginning, there was only a form

—at that moment, neither | nor Magda knew what kind
of a project it would be. We agreed that it would be
an exhibition, that’s all. And | grabbed this opportunity
as if it was my lifeboat. | exist. I'm not drowning. | can
breathe. | know where | am, who | am, and how | can

help myself and others by doing my job.

| started to think about the concept of the exhibition,
the name and the exposition solution. | grasped at the
understandable and routine forms of my profession.

| was wondering if | could give this exhibition a long
name like “Nothing Lasts Forever, Only Nothing Lasts
Forever”? This name has the structure of a Mobius strip.
There is no inside and outside, no beginning and no end.
There is both hope and doom in this phrase. There is an
expectation of change and recognition of the inhumani-
ty, cruelty, and aggression inherent in man. “Nothing” is
also a part of human culture, its underside. This is a part
of human speech. A patch applied to an empty space
where there are no words. Hope for completion, the
progression of time, but also the recognition of infinity,
timelessness, into which the war plunges us. No clear
plans, no future. There are only doubts and blurring of
the present.

Or maybe we can build an exposition in proportion to
the first reaction of a person to danger. “Fight, run,
freeze,” adding “help” here. After all, culture seems
to promise humanity such an opportunity, doesn’t it?



But these thoughts of mine are crumbling. After Febru-
ary 24, they make no sense. There is nothing to analyze,
reflect on, or interpret when you lose your words, and
the power of speech itself.

Thinking takes time, you see? You need past, present,
and future tenses. But what if there is only an extension
of today? As a minimum, | need to imagine June 10,
2022, a day in the future when the exhibition will open.
How many lives will be taken? How many unrecoverable
events will occur? Will there be peace, will there be a
nuclear war, and in general, what will we want to discuss
in this future when we find ourselves in the exhibition
hall? The way to “Tomorrow” goes through this search.
Here and now — shock and pain.

| step back a little and consider what the works of artists
and curators are about in the days of the war?
Someone is trying to look from the future, planning itin
their work, collecting archives about the war. They are
trying to take themselves out of the present.

Someone lifts the layers of the past, confirming the re-
current nature of what is happening in eternity. They
are trying to predict the future.

Someone sees the polar points of “war and peace” not
in themselves, but around them. They are manifesting
them through their personal agony of today’s existence.

Someone remains here and now with the perforated
space and time, through the holes of which the pain of
loss is draining, and experiences this grief in their daily
work. They don’t understand to whom this work will be
presented tomorrow.

And you know, | think | belong to the last ones. But how
our “Tomorrow” sounds, we will hear later, when the
endless, incomprehensible today finally ends.

While writing this text, | get into another time shift.

| am writing an introduction to be read after the opening
of the exhibition.

The catalog itself will be printed in advance.

These words should have been prepared yesterday and
| have already delayed the deadlines.

The text should sound like it was from the future, which
is so difficult for me to imagine today.

What can | tell you about the exhibition? “Tomorrow”
| see as a special place in time where we can locate
our experiences and how differently we express them
through word, image, sound, or color.

I’'m leaving the letter incomplete. I'll finish it as soon as
| can. Take care, please!
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ANNA KORDSAIA-
SAMADASCHWILI
Aus dem Roman “Wer
hat die Tschaika
getotet?”

Aus dem Georgischen
von Sybilla Heinze.
2019

Vierzehntes Kapitel

Der Krieg war schon eine Zeitlang vorbei, aber das Madchen wartete noch immer auf den Vater. Sie war sich schon
sicher, dass sie selbst nicht mehr sterben wurde, sie hatte uberlebt. Mutter und Schwester hatten es nicht mehr er-
tragen und waren gestorben. Dem Madchen kam es vor, als hatten sie es aus Schwache getan. Das Madchen liebte
sie nicht mehr und dachte nicht mehr an sie. Sie hatte sie vergessen. Nur manchmal kam ihr irgendeine, auf Haut
und Knochen abgemagerte, geistesgestorte Frau oder ein stets wehklagendes, kahlgeschorenes Wesen in den Sinn,
das standig weinte und standig Hunger hatte. Dann schuttelte das Madchen den Kopf und dachte bei sich: Schwach!

Ja, sie selbst war aus anderem Holz geschnitzt, kam nach dem Vater. Der Vater war ein Krieger. Erst beschutzte er
sein Haus, dann jagte er den Feind. Jetzt kam die Zeit, dass der Vater zuruckkehren musste. Er war nicht zu sehen,
aber das Madchen wusste, er wurde zuruckkehren, und weil der Vater jeden Moment kommen konnte, setzte
sie keinen Fus vors Haus. Alle rieten ihr, das Haus zu verlassen, was solle der Scheis, was ware, wenn er nicht zu-
ruckkame? Er kommt zuruck, sagte das Madchen. Wenn er zuruckkommt, konnte er dich doch bei den Nachbarn
abholen, oder nicht? Das Madchen wollte nicht zu den Nachbarn. Zu den Nachbarn ging sie um zu arbeiten, sie ging
zusammen mit anderen, erwachsenen Frauen vor einen Karren gespannt, den Kopf gesenkt, auf die Wiesen, Felder,
und was sie ihr sonst noch gaben, schlug sie in ihr Kopftuch ein und trug es heim, in ihr Haus. Wenn der Vater kame,
solle ihn das Abendessen erwarten oder das Fruhstuck.Hinge davon ab, wann er kame.

Dem Madchen wurde gesagt, im Dorf streunten unzahlige Gauner herum, jemand konne sie uberfallen, toten,
ihr Haus niederbrennen. Das Madchen hatte ein groses Messer und furchtete sich vor nichts und niemandem.
Sie hatte die Tur ordentlich verbarrikadiert, die Fenster mit angekohlten Brettern vernagelt, die sie aus Hausern in
der Umgebung zusammengetragen hatte. Keiner konnte sie uberfallen oder zu ihr hineinschleichen. Das Madchen
dachte, wenn der Vater im Winter kame, wurde sie die Bretter abreisen und dann hatten sie in den ersten Tagen
sogar Brennholz.

Das Madchen lies sich immer nur in einen leichten Schlaf fallen, damit sie die Schritte des Vaters nicht uberhoren
und ihn gleich an der Tur empfangen konnte.

Der Vater kehrte in der Morgendammerung zuruck.
Das Madchen hatte nichts bemerkt.
Morgennebel, Stille, bald wurde die Sonne aufgehen ...

Das Haus menschenleer, die Fenster vernagelt, der Hof ungefegt. Nicht mal ein Hund ist zu sehen, oder sonst irgen-
dein Lebewesen.

Der Vater setzte den Rucksack ab, loste dessen Riemen,band sie aneinander, machte eine Schlinge, dann kletterte er
hoch und knupfte ein Ende des Riemens fest an den knorrigen Ast des alten knorrigen Apfelbaums.

Das Madchen erwachte. Sie erinnerte sich nicht genau,was sie getraumt hatte. War etwa wirklich jemand gekom-
men? Das Madchen rannte zum Fenster und schaute durch die Ritzen zwischen den Brettern hinaus.

Sie konnte nichts sehen.Dann lief sie zur Tur,zog den schweren Riegel zuruck und ging hinaus in den Hof.
Die Zeit verging und das Madchen vergas alles, aber das, was sie jenen Morgen gesehen hatte — niemals. Niemals

erzahlte sie jemandem davon, aber sie selbst erinnerte sich standig daran und das gefiel ihr nicht. Schwach,dachte
sie dann.
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After the war until the war
2022, photographic collage
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Anatomy of Georgian Melancholy
B/W photographs of various sizes




95MN033 65&MMA3NTN0
3019 X0635MSdI

b6350m nym madon

2021, 3009m msdsdnb 3ngm

MARIAM NATROSHVILI
DETU JINCHARADZE
Tomorrow was the war
2021, video of video game

103

Nobody wins.in this war - all loose

Hard routé of peace
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NINO HARATISCHVILI
Radio Universe

GIORGY (DER HUND) Also, ja, hm... Meine Besitzerin, ne, die ist halt nicht da. Ich warte auf sie. Wir haben so eine
Multikulti-Familie. Sie kommt namlich aus dem Osten. Tiefster Osten, sage ich euch. Und dorthin ist sie also geflogen.
Nach Hause. Ist halt wichtig. Die Wurzeln und so, ihr wisst schon. Imagepflege. Man muss ja beweisen, dass man als
Ostler up to date ist, was da so im Osten lauft. Und dann... na, dann sollte ich auch mit. Sind ja eine Familie, ein Team,
meine Besitzerin und ich. Wir also zum Tierarzt und wollten wissen: Wie sind die scheil Regeln? Ausreise und so. Ich
meine, sie kennt das ja. Immer die verfickten Regeln. Ich selber komme eigentlich aus Spanien. Bin kein Deutscher.
Kein Reinrassiger. Mischling. Aber gut aussehend. Sehr gut sogar. Na gut, Gber die Lange der Beine lasst sich streiten,
aber wir wollen nicht kleinlich sein...

Meine Besitzerin hat mich aus dem Heim. War ein kleiner Welpe. Und schwups, lande ich im Ostblock. Also, schon
Europa und so. Aber Migrationshintergrund, ne. Ich meine, ich stehe dazu. Ich will kein reinrassiger Nazi sein. Wie die
Bulldogge in der Nachbarschaft. Ein Ekel, sage ich euch.

Na ja, auf jeden Fall, ich und meine Dame bei dem bloden Arzt, der aussieht wie eine Giraffe. Der guckt in meinen Pass
und meint: »lhr Hund ist ja deutsch. Also wird es keine Probleme bei der Ausreise geben. Aber wenn er wieder nach
Deutschland eingefiihrt werden soll, also nachdem er im Ostblock war, dann wird es schwierig.« »Wieso«, meint mein
Frauchen, »wenn er deutsch ist und einen deutschen Hundepass hat, dann bleibt er ja ein deutscher Hund, Ostblock
hin oder her.« Da meint der Typ: »Aber wenn er im Osten war, kénnte er Krankheiten ins Land bringen. Er muss dann
in Quarantdne, um Eventualitaten vorzubeugen. Daher wirds schwierig, muss eben flinf Wochen vorher angemeldet
werden —ich gebe Ihnen die Nummer der Anmeldestelle.«

Da meint meine Besitzerin... also, sie meint dann zu dem Giraffen-Typen: »Ja, aber ich fahre doch nur fir vier Wochen,
da kann ich den nicht anmelden — da wirde ja mein ganzer Aufenthalt fir die Wartezeit nicht ausreichen.« Der Typ
guckt blod und sagt: »Na ja, dann wird es schwierig.« Und sie kriegt einen Ausraster. Ich versuche ihr Handgelenk zu
lecken, sie zu besanftigen, ich kenne ja ihre Ausbriiche. Ich meine, Osten — ganz wiiiild — nicht so verhalten wie hier.
Ganz groRer Gefuihlsausbruch, wenn schon, denn schon.

Sie rastet also aus, und ich: Oje, der Hamster im Kafig und der Pudel mit einer Schleife starren mich schon an. Oh Mann,



ist das peinlich — steht denen ins Gesicht geschrieben. Ich lecke ihre Hand und wedele mit dem Schwanz, doch nichts
bringt was. Sie brillt den Arzt an: »Es ist schwierig, ja, das ist das Wort, was ich hier als erstes gelernt habe: Schwierig!
Warum soll es schwierig sein, meinen Hund mitzunehmen? Ich fahre nach Hause, mein Hund gehort zu mir, und ich
will ihn mitnehmen, wo soll er sonst auch hin? Was soll die Kacke? Kann er sich in eurem scheif8 Land nicht anstecken?
Wieso kann er hier nicht krank werden, wieso glaubt ihr, dass er das nicht kann? Er hat hier dauernd Durchfall gehabt,
als Welpe und so. Diese ganzen Magendarmgeschichten, die gibt es bei uns gar nicht. Scheifs auf eure klinische Sterilitat.
Ich will meinen Hund mitnehmen, EU hin oder her.«

Der Giraffendoktor starrt sie an wie eine Wand, und nichts passiert. Die Pudelbesitzerin, die fette Kuh, schmatzt, und
der schwule Typ mit dem Hamster rauspert sich. Und der Hamster schon: Hihihihi. Und der Pudel: Ohohoho. Ich lecke
weiterhin ihre Hand und winsele: Hor auf, bitte, bitte. Weil es peinlich ist und so. Dann bleibe ich eben und warte auf
dich. Ich warte, das weilst du, will ich ihr sagen. Aber ich meine, ich bin ein Hund. Was soll ich machen?

Als wir heim kommen, sieht sie mich an und kriegt einen Lachanfall: »Ich bin eine Auslanderin, ich brauche ein Visum
fur hier, fur die Karpaten, fur alles. Fir Ein- und Ausreise. Zum Atmen. Aber du, du bist mein deutscher Hund.« Darauf
ich zu ihr: Ich kdnnte dich adoptieren. Ich meine, geht natirlich nicht, weil ein Ostblock-Vollblutsweib und ein Mischling
— geht gar nicht. Saken wir dann in der Kiche, sie trank ihren Kaffee (nein, einen Samowar oder so haben wir nicht,
und Tee mag sie auch nicht besonders), und ich hatte meinen Hundkeks. Wir waren glicklich, irgendwie. Ja, schon.

Ich muss also in der sterilen EU auf sie warten. So ein Mist, dachte ich. Denn ich sags euch: EU ist definitiv geiler, also fur
einen Hund, meine ich, als Nicht-EU. Weil du kannst mehr tun, du bist ein freier Hund. Kannst nach Spanien in Urlaub
oder in die Karpaten. Wollte schon immer in die Karpaten. Als EU-Mitglied darf ich auch auf den EU-Boden scheifRen
und so. Aber was nutzt mir der Pass, wenn sie Auslanderin ist, ich meine, der sieht man das schon von weitem an.
Und deshalb kann ich nicht in Urlaub, und Karpaten kann ich auch knicken, weil sie eben immer diese Scheille an der
Backe hat. Immer.

So, dann st sie weg. Und jetzt weif3 ich nicht, ob sie wieder kommt. Weil... ich meine, schaltet doch mal den verdammten
Fernseher an! Es ist Krieg in ihrem Land und dieses Land ist nicht in der EU! Echt scheile fur die.

N7
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2022, sbsgmmayto 3m@mamoxsng,
mmdsgn gju3mboins, 30x40 LD

mm3sgn gJu3mBoEnno BoMom FoEsMmIdYM
BmEMYOBY AboB3Mnb LbgnmL s M3nligsb
©3BMOMIONMN P3M0bal Joamsagydnls
71300l 3bgse3m. 030l L3690 M, 0y
Mmamm agmdbmogb 03l N3Monbymgdo
MLgdol 3smdn — smobivlymazgm mogo
dbmgzzmam MY39HY, dbo@30M3s BnMo
bomohol domgmfgdgmdn osbizgame.

ALEXANDRA KROLIKOWSKA

Like a stain on the carpet

2022, analog photography,

double exposure, film soup process, 30x40 cm

The film photographs consist of double-ex-
posed images of the artist’s body and maps
of the Ukrainian cities affected by the war. To
show how the Ukrainians feel like an unwant-
ed stain on the world map in the eyes of the
Russians the artist has soaked the filmin a
stain bleach for the carpet.



S6@MN0 BIMOB6LSO
bgM0NSb AgdnMod3sls
bobgmdHoxrmb nbEmMMns

©Mm Z
2018, gmaztofmgdnmo dnyom,
s3Moao, 105x65 LA

3>Magm-30mMyMmo
2016, dyom, s3Mmoao, 105x70 Lo

35Mam-30mMyMmo #2
2016, dyom, s3fMmomo, 67x100 Lo

f0b 3>UFn, MMLyorm!
2017, 9yom, s3Mmoao, 70x50 L3

ANDRIY ZELINSKY
from the series History of the state
of Cheburashka

Time Z
2018, corrugated cardboard, acrylic,
105x65 cm

Cargo-Fiihrer
2016, cardboard, acrylic, 105x70 cm

Cargo-Fiihrer #2
2016, cardboard, acrylic, 67x100 cm

Go ahead, Russia!
2017, cardboard, acrylic, 70x50 cm
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366M6 30MNI30 3Mmad@o dmogosl 81 3sL3mMm@L, Mmdmydos dgddbomos dmMmEgdol 033gMaols mo30LyBoMO

0039M0ob 3mam>a3Ln 90§g00Lm30L, MLgonl BIEgMsEnol Gama@mmogdol vdg590bama Momgbmdal Bobg3zno. J3gysbs,
2022, 3083M1m0 godmbsbymyodgoon, mmdgamog dbmmmeo LobiEng doemols o 3Mm3sgebsls, 033gMmoscmob@ym 3olHMea3gdgdLy s sEdTnsbIdNL
3oLbEmMMol Bmds 05330M705L gyMmebmds, shdgdasmn J3gysbos.

ANTON KARYUK The project consists of covers 81 passports created for the free lands of the evil empire, according to the
Empire Collapsed current number of territories of the Russian Federation. A country that relies solely on brutal force and
2022, digital images, propaganda, imperialist aspirations, and humiliation of others, is a failed country.

passport size
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bsb>3aM>M SaMy> d90mMBGydnamo
dsm0M3manob b50595dm dMm)360156
2022, Jomsmeon, s3Momo, 30x20 L3

LML Bogomb Loghorme st 30g303Mm
m3B. hydo y3games badndgzsmo
afhoa3omn gbymannls Hystmms. Aydo
abo3bnmos Abmxzmombionzols, hgdo
337460l dMmdmoes Agdn dofols s
9mads3amolonzabs.

Mo dgndmgds nymb n3hm
06033690mm3s607?

LHmMy s30Em3, Bbmenmeo
1305060 sdmMmY30IdMMOLm30L
oM dmmsby s dbmazemamdo dobs
3mB0EnsBy 3:307MMd. ym3zgmmo

§9070 8o©o8Hy39G00. 39MoBIML
350m@BM330".

ANTON LOGOV

Cemetery near the playground in
besieged Mariupol

2022, paper, acrylic, 30x20 cm

“Today it is difficult for me not to
think about war at all. All these works
of mine are a kind of energy source,
this is my message to the world. Now
there is a historical struggle for my
land and future.

What could be more important?

That is why | am fully focused on
Ukraine’s struggle for its indepen-
dence and its position in the world.
Now every minute can be decisive. You
can’t miss anything.”
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2017-2022, 30x3M70M0 3mog0,
2Ba07g0 Jopomby,
bbzsobbzs Bmads

LILYA CHAVAGA

Anthropocene

2017-2022, digital collages, print
on paper, variable sizes

omMJ0GaIGYMIm0 3manoggdol Lymos 2017 Hamb ©s30§Yd. 303308 oMJoGadGaMoL s 3oboaymadoymo
bodgmos dxgmydnl BmMEMIOL 30Yygbgdn. 33xdomdEn Jomogdal obEmmoym 39670006 dmdszmals
bymoomol Bobomgde. MmgmMm dgoa3angds h3gba dofs b3sm, Me dmbgds 890wa7?

| started a series of architectural collages in 2017. | used photographs of Kyiv architecture and destroyed
Soviet monuments. | worked with layers of history to get a photograph of the future. How will our land
change tomorrow, what’s next?
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93dL03 3MBLM3N

mm@Es dmmb dnobsMm, 350603 gbycs3...

2022, Moblbdgoymo nbLEsmoEns, IKEA-U Asthhmgdn, Bad3m3bo g3, 80fs, bogemaodn, mggbosmbo, Hogbols BnMEmMadn, shggmmmannmn nstmomgon,
BN B360, Fo3MoEImM0, MYLymo Mo33E 0L BMEadxb@gdn, gMhon g3thm

0BLESMOE0S 330035BMOL 08 (3030M0BOENOL BSBYOL, MMAMIdNE oo BBOL gsyhnbomadymo LoMm3s@nl Bm3nl 3nbdnmydby — yomodls
5 30330L0530 sMLYOMOES. gl vMols 1980-056 Hengddn gocmbMmadal ccmml 3Mn3Em-smhdgmammaqdol dngm smdmhgbomon Loaymxysabmamydm
60301900L BoJ@&onmMo 3MaBIbBSE0S, MmMmIgmol doynmMmadgmL Mo3Lo@EI60L SBMBELBSL LmV35BMOL. MO3LsEIBAL STMULLELBIMSE SPE3NMIdIIM NS
Homdmeagbom 603017080 Bgdg@0 Logbolb ngbEoxrnENMYd..

MAKSYM KOZLOV

When you go away, | still see you...

2022, transmedia installation, IKEA frames, found stone, soil, seashells, a dictionary, pages from the book, archeological tools, test tubes, a glove,
scissors, the fragments of a Russian rocket, one-euro coin

The installation offers a glance at the remains of the civilization that lived on the islands of the long-vanished Sarmatian Sea — the Crimea and the

Caucasus. A fictitious presentation of household items found by crypto archaeologists during excavations in the 1980s involves the viewer solving
a puzzle. To solve the puzzle, it is necessary to identify an extra element in the presented set.
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2022, 3gmhxnzmmdsblol 30gm
©mM3Ndx0Bs30s

MARIA PROSHKOVSKA

62 hours before the invasion
2022, video documentation of the
performance

boggmo 3hmad@on, Mmdgmog MIsmmodsE 0gdis 0ebsdgmmsy N3Mmonbymo Jomgdobmsonl. 3ng30, 62
bosmnm My LMNMASLAES0NS6 Fgdmdmedy. oM 303mEo M Lsdnbymo dm3mgbydn dmbgdmes
130006580, 053Mod 33Mdbmdn dMsBL, ILEAMYIENSL s gonMiz03emmosl. dogmb Adl mMolbzsl
31dm360 dognombmdno 13Msnbyma Joemol dgmadstmamosls, mm3gmoag sbens dmbacnlggds 0dyma3gds
UA-b sM30530. 0bnbo ndyyamgdombo gobbyb sg@m3gdnbom Loabmaodn, s msnsmymoe Lolsmagdemm
bogd805bmMBSd0 Ao ny3696. 87 3085ymd d39bno. 3y 3560 gb.

A trial of a project that has become a reality for modern Ukrainian women. Kyiv, 60 hours before the full-
scale invasion. | could not know what terrible events would happen in Ukraine, but | felt anger, destruction,
and uncertainty. “I direct all my anger to the enemy on behalf of the millions of Ukrainian women in the
UA army now, who were forced to leave their homes, volunteer, and engage in socially beneficial activities.
| am proud of you all. | am you.
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2022, 308010 BMEMZMIB0Y,
5050730 Jomomeby, 110x73 LA

MARIIA DROZDOVA

Shroud

2022, digital photograph, print
on paper, 110x73 cm

omN3nmos  Lbgnmgdl  ymagmemg 36000300, BmEmamoxsns  MoEb3gool  3g9MmLmBsmMaBoE0ss.
0000MIY0 850035606 1396 5880560, EHMOgIENSs. 530l ©s30§yq0s gndmadamNns. 9L Y3gms ;smosl
16 oblm3waL. Lysmadn gob3gnmon Bngnms 3060367000 o3Mmdomsnl 3gMadmbosby. gl of ool
3MmB3MaEGM0 5580560. 8733060 LnddMmMNBIBYS.

Every day we see dead bodies. The image is a personalization of numbers. Behind each of them is a person,
a human tragedy. This cannot be forgotten. All generations must remember it. The figure in the shroud is a
reference to the funeral ceremony. it’s not a concrete person. The emphasis is on its symbolism.
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La Crosse
2022, gsBgon, A2

MARIA PROKOPENKO
La Crosse
2022, newspaper spread, A2



39MN0Y 3033LLIY
5053056900L 0bBGmMnjd0,
Mm3Am9o03 13M>306530 >MA696,
2022, s0x3myamo babs@godo,
3Mmamsdymo 3Bmnb3gmymazs:
Procreate, 39.4x39.4 5O

L, 03Mo0bsdn Mybgonl

LMY AsLIEGSd0SbN dxdmgmals
©5§yg00056, sSMslodmnszmmom
mMasboBons STAN-0s, MitOst-8s
©o,30@EIM0b Gobrydds”
056583MmMIgm0Os dgamIms3zsB..
H3960 30Bob0s godm337m

o go35dmogmmo P3Mmonbsdo
©oMmhgbomn 530567000 63y,
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00 053300M390700. 358MM390M
53&030LEJO0L s Ambagaligydol
oLEMMNJOL s 300eMadbom
0b6amolymo. 330938 Bo0asb
0ybGMOEngdL 33860.

MARIIA VYSHEDSKA

These are the stories of people who
stayed in Ukraine

2022, digital drawings, software:
Procreate, 39.4x39.4 cm

Since the beginning of the full-
scale Russian invasion of Ukraine,
the NGO STAN, MitOst, and
Tandem for Culture have invited
me to cooperate. Our goal is to
convey and strengthen the voices
of people who remain in Ukraine,
and to spread their stories and ob-
servations. We collect the stories
of a network of activists and volun-
teers, translate them into English
and | create illustrations for them.
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crtl+z

2022, 3mgy&nmo &7dbEgdn,
360 3009Mm

MYKHAILO ZHARZHAILO
PIOTR ARMIANOVSKI
ROMAN HAIDEICHUK
crtl+z

2022, poetic texts, 360 video

0bnbo 3308%536006 Z 60dbgoL. A3gb o dxa30dmns go3o9ddmon (ctri+z 56 cmd+z) ob, Mol Fom FoogzgmYU.
oMo30l  dgndmons. ghomosgmon gbs Bson  dghgmgodss. 3ma@nmo  Badb®adn  30730L  Mygombol
830000307 BMIdNMO Jomodgdol 30Mm@Ensmum gomgdmdn Mybgool dgdmdmol dg8ga. §3mds VR
Ao 0o o6 dmdomymao mHymdagmonon.

They are sending Z signs to us. We cannot undo (ctrl+z or cmd+z) what they did. Nobody can. The only way
is to stop them. Poetic texts in the virtual environment of the liberated towns of the Kyiv region impacted
by the Russian invasion. Access with a VR headset or a mobile device.
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LIMBUS @&gfmdnboys, Mmdgmog
1o LOY3INDIY0NL Jomamnsym
09MMMansdn godmnyxbgydms
5 5bndbo3s damdsmymosls
56 vgnmUb byemgdabomsol,
Mmdmao0E oM doombyb
Lodmmbgdo. gb oM sl

XMX MBI 56 gobLoHdgbgmo.
65393735600 dbsG3mals

603080 3emslim3znbs o
3m33mbBo@mm 3o&omnbs
8M03nmol dgdmgddgydomo
056533Mm3mmonl dgaans.

NIKITA VLASOV

LIMBUS

2019, Chinese ink on paper,
video, 9'22" /loop

Sound: Katarina Grivul (Sound iD
archive)

LIMBUS is a term used in medie-
val Catholic theology and denot-
ed the state or place for souls,
who did not go to Heaven, which
is not Hell or Purgatory. This
work was the result of a creative
collaboration between an artist
Nikita Vlasov and a composer
Katarina Grivul.
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dndob b>bano

2022, 3D 86035300, @ogd@mmol
58s, 330" /30

boybon: Micleusanu M

VITALY YANKOVY

Glass house

2022, 3D animation, voiceover,
3'30”/loop

Sound: Micleusanu M

Mo8cgbndg 330l dx809a, N3Monbnsb, 306030080, 24 ;gdgMm3omU Agdo g35319300L dg8ca, hadn dnbo
5M350a007. ,d1d0L Lobmo™ sl Agdo dmabeymmos dgblngmgdsdn hstmhgboem mdNld@g0dn, MmBmydE
Lobel n3e3d0Mmegds (Lobmol omdg@n3300, b3, 3B, ©IIMMoEns) gl oMol Bo3zngseEns s bgBnsmon
09&0x30B039M 30MF oMM Mobdsx@do.

After a couple of weeks of evacuation, | reproduced my apartment left in Vinnytsia, Ukraine on February
24th. “Glass House” is a trip around memory objects connected with home (archetypes of home, tree, way,
home decoration) and navigating and wandering inside the metaphysical virtual landscape.

Does a lark knows that it sings after holocauste?

tfone on aitile floor,
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Tex, Tresh wawe Richmat  KMEsas

JI605 35H3M3L3D 2022 Hamol 24 ogdgMzsml, mdl goadmdsgnmn, dm3mybgonl 336&M3n smdm3hben. o dgmbos dudo,
mdonl cmonmn 06@7MbyB0n, 3omomds s Hyamn. Agdn Lubmol 3gEmydl ym3gmemg 9339mJJ10900 ofhygzws. Jugnbgdnls
2022, 8sfm3gMo, Jomomeo, SedOM3n s ofMigmgdn bym mob 3dmbrs. gl maymo HAgdo G3030m0oly s SMIMAIDBYdNL abiGmMnsy,
6 om0, A3, 9L30B900L Lobenlizgb dnds3som gboby.

Seomdnl Bmads 12x12 LD

ZHENYA MACHKOVSKA On February 24, 2022, fleeing the war, | found myself at the center of events. | lost electricity, internet,
The war diary heating, and water. Every day the walls of my house shook with explosions. All I had with me was a sketch-
2022, markers on paper, book and markers. This diary is my personal story about finding my way home, my pain, and my revelation.

6 pieces, A3, sketchbook
size: 12x12 cm
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65Mngamn 356xM900b
Gamo@mmos

2022, @3gMmon s ds3/0myoMo
30009m, 10°00”/emy30

ZOYA LAKTIONOVA
Territory of empty windows
2022, color and BW video,
10°00”/Loop

mM3ndxb&Mo Bomdn Gmaz0mbmmol se80sb70BY, MmImydnE, Lb3swsLbzs dnBgbols godm, 33amo3
“DoMobazgm Bmbodn” bm3zmmdIb s smBmbazmyom N3Mmsnbsdn mdnl Pboamsezn dLb3gM3mo bgdnsb.
30009m3d0 53 583056700l nbiBMMNS EyENYBNSE nbBgM307d0s Imanbmmdomo.

The documentary is about people who, for various reasons, remain living in the ‘gray zone’ and become
invisible victims of the war in eastern Ukrainian. The video tells the story of these people through an inter-
view with her mother.
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hgdo 6539dg3Mgdn bdomo MgomonBdol s sOLEMIIE00L Bm3smBgs, Mol dbsbzgml oM sdmgsl
M 3b0nd36gmm3s60 0bEIM3MYENMYdNL Lodysmngdsls. gb gomadmgds Ahxdl dxdmgddggdsl dndbn3zgmUbss
boolb s s9BSbgmMULSE. gL Hobosmdgamos sg3g 9830Mss dodm®xbadn,bsbaslidyma Boysblgdn” 3o&sems
BM33376EJ00LEsb dgdastn Bs1dg3thadn sboam Ln3mEggdl shgbgb. bomhgbadnsb sbom godmbsbymydgol
37860, Mm3mgonE Lb3sslbas sbmEnoangdl 0§39306, 0gbgds gl Ledbgmm dgmgmommonl gbmznmo 0y
0©Ydsmo Mgsmmmonl dmxzomBs@y bodlb3MI3900. dodmegbs Lod LMool dmoEesl, MebByE dmmm Hmmgddo
30793smd0: ,819s Joamgdn”, ,39BIMoMMdS” s ,,65395900“ 30M33cm0 mMo LyMmns 2018 Hamolivs, dEs dolby
01domodsl emydg 393Mdgmgd. hydl dgdmgddggosdn ghmo 3n3ma bdnmac dgnBIMbdmsm gosnls dgmmydo.
Sbg goanbomes ,dgxnyMommds” 053057080

L0185 Joamgoob” bgfmos 8ydn3s 03Lgds. bs81dg3sMan Jomal d3gMml godm3Labes. dson BmMmadldn, 3gMoa,
©9)R333G00 sLmME0sE0g00L Bomom L3ad@ML 0§393L. B31NTg39Mo L3 JomIdOL shEsBSLYONM Ledydoml
96909, 850 dmMols EgEMOLLSE. gl oMol LB3sslb3zs MelimdMN3n HomIMTS3MMONL s SLd30L, YBMm BdoMmsc
dmHoxmymo, Ludydsmmo gos@z0Mmomymo Jomgdol d3gMmon. Bmaoghmo gegdabdn MysmabGymas, Bmaos
SOLEMIGIM0. BmMasb 3obol Bgho MmEaLbmss 3M3nmaomym EsH0bHimym Bgsdnml Ima3zsambyol, o6
308096@700 oligs dghgnmo, Mm3 J30b Bgsdnml Hosgesl.

bgfno ,89BIM0MMMOS” gb7x0s Fg60MO35L, Md3IE3000 BIMYOL, MMIMYOLLE AbMmBMMOML yzgms J39ybols
d900Momy0mMa doamadn 0Yygbgogb. goblosyomgdnom go3mEgmgdymoas bndydn, Lobgmoee Woodland. ol
3mbxmogd@L s MmaL, 3oddgemost, dndl, Ambmosl, LoizomU Y393d0MEYds. BIMION 3560l Bas3nmols
dgLedenm gxradBIOBg B0100mYdL. glgbos Boxrbgigda, Fhammodgdo, Lolbmhsgd3900, sdH3MmdNL s §30d0L
maJg00. godmbobyamgdgdols gfhon bahoamo dmHaLlmoaggdnmans s 33s3Mo 9ndy3gos Ledbgmm mMAxddn
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Highlighting Nuances
PAWEL MATYSZEWSKI

My works often lie on the borderline between realism and abstraction, presenting the viewer with none too
obvious interpretations, sometimes both attracting and repelling at the same time. A similar ambivalence is
also apparent with the ,Highlighting Nuances” exhibition. The works are comprised of smaller fragments which
create new spaces. From ‘leftovers’ | forge new patterns evoking various associations, be they military fabrics or
fluttering scraps of mysterious reality. The exhibition mainly comprises three series which | have been developing
over recent years: ,Female Workers”, , Coloration” and ,,Patches”. The first to arise were “Female Workers” and
“Coloration” in 2018, with further examples being created up until now. In my work, | often smoothly transition

from one cycle to the next. This is exactly how , Coloration” developed into , Patches”.

,Female Workers“ is a series that is expanding constantly, where | depict women’s breasts, utilizing the widest
possible spectrum of shapes, colors, defects and associations which they may evoke. Work also relates to wom-
en’s underappreciated work as well as motherhood. These are breasts of women of varying racial backgrounds
and ages, albeit mostly mature, overworked women, directly referred to in the title. The individual elements
are both realistic and abstract. In some of these creations, the color of the skin blends into a surface akin to the
once popular terrazzo, or the pigments are mixed in a way that resembles the plane of various stones.

,Coloration“- the title of this cycle refers to camouflage, defensive colors utilized by armed forces all over the
world, especially the ubiquitous Woodland pattern. It is associated with conflict and war: courage, fear, enslave-
ment, death. The colors hint towards shades of skin and its possible defects: abrasions, wounds, bruises, burns,
and rain spots. The first wave of images is disciplined and constitutes a pattern which draws rigorously on fabrics
used for sewing military uniforms. Stains and shapes are both abstract and resemble secondary sexual charac-
teristics, whereby organisms are reduced to a single organ. In subsequent works from the “Coloration“cycle, the
military pattern is more imperceptible and a separate world is conjured, depicting a post-apocalyptic, biological
and sensual organism or an anthropocentric distribution.

“Coloration” led to the evolution of “Patches”. Here, the image pattern comprises of stains and shreds. Space
is chaotic, while at the same time organized. It conveys the impression of being put together from pieces of
separate images, as if broken down and reassembled in a newly compiled arrangement. The colors and stains
are suggestive, resembling for instance the human epidermis, the sky or paint stains. In some of the paintings
appear fluttering fragments, while others depict a shattered, mysterious reality. The multiplication of these layers
serves as a commentary on the constant overproduction and excess of information directed at us every day.
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Poland
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2021/2022, acrylic on canvas, 90x80cm
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2022, acrylic on canvas, 130x120cm
Photo by Adam Gut
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2019, acrylic on canvas, 110x110 cm
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2018-2019, own technique
Photo by Adam Gut
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Pawet Matyszewski’s works obsessively circle around the impermanence of
human life and natural phenomena. He is fascinated by the changeability and
fragility of the human environment as well as marginal events which arouse
extreme emotions. His works, which border on both realism and abstraction,
seem akin to the fabric of the human body. While some of the works are infused
with eroticism, others look much like dead skin, yet all have both a sensuous
and visual impact.

Michat Jachuta
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The hall is dead
the hall is alive

Curated by
MARIAM SHAKARASHVILI

Artists: Qartlos Bikashvili, Gvantsa Agirba, llia Davarashvili, Tamara Jakhua, Luka Gugushvili, Nino lluridze, Nika
Khabelashvili, Maneri Andghuladze, David Barnabishvili, Mariam Gelashvili, Elisabed Apakidze, Luka Kiknadze,
Eteri Velijanashvili, Guranda Amenea, Nana Gogolashvili, Nina Narimanishvili.

The exhibition “The Hall is Dead the Hall is Alive” presented at the 15th Artisterium of 2022, brings together
sixteen students of the Faculty of Fine Arts of the Apolon Kutateladze Thilisi State Academy of Fine Arts. The
students have also participated in the exhibition “I, the Artist” of the 14th Artisterium in 2021. It was the first
collaboration of this group with the Artisterium, where they tested their abilities and produced works related
to their creative quests.

A year later, the students still have the opportunity to create new works within the Artisterium and exhibit
them in a specific space of the Thbilisi Ethnographic Museum. Title of the exhibition, “The hall is dead, the hall is
alive” is related to the particularities of the Ethnographic Museum. In particular, the architecture of the houses
brought from different parts of Georgia and located on its territory and their cultural heritage. By placing works
of contemporary art on the museum’s territory, the exhibition aims to give a new life, a new function to the
houses moved to the museum from their authentic environments.

The artists presented at the exhibition have their vision, individual approach to the material, and distinguish
language for self-expression.

Carlos Bikashvili is an artist with a distinct energy and strength, whose painting is characterized by intense color
and pure forms. His painting presented in the exhibition is a created of several parts, where unconscious figures
and fragments of aerial landscapes get intertwined.

Gvantsa Agirba’s painting “I turned into the sand, | ate the sand, the sand ate me, the sand was wet” refers to
the inner state imbued with intense emotions. The source of inspiration is the artist’s dreams, where unspecified
faces meet in unexpected situations and behave strangely. Agirba’s works can be considered as a manifestation
of neo-surrealism in the exhibition.

Ilia Davarashvili is interested in the ruins of the old temple found in the Ethnographic Museum. In his installation,
he tries to put together the contrasting material texture of the material, color, antiquity, and modernity. The
intervention of his “untitled” object among the old pillars of the church against the background of fading colors
of the environment creates an impressive synthesis.

The exhibition presents two works by Tamara Jakhua, a graphic portrait made with acrylic and a tapestry, which
shows the artist’s ability to feel, obey the material, and then create a visual surface full of deep content with a
minimalist approach, where she tells a “true story”.

The inscription “Seaport” on the collage of Luka Gugushvili captures the viewer’s attention and creates a feeling
of abandonment, which is what the discarded item almost always evokes. The artist tries to give one of such
items a new beginning and life.

Nino lluridze’s painting “Black City”, is based on the artist’s observation of ecologically polluted, black, muddy cit-
ies. The work is the author’s protest against the damage caused by human beings to the environment and society.



Nika Khabelashvili’s installation called “The List” is a kind of information board with the list of all the so-called
minor or significant, deliberate or unintentional sins which are repented through confession. With helium bal-
loons attached to the board, as if sins taking to heaven, the artist humorously describes and exposes materialistic
attitudes towards sin.

Maneri Andghuladze’s installation “Union” responds to the lack of spiritual connection between people. Between
the cold plaster hands, the artist leaves a void for a visitor’s hand.

David Barnabishvili with the installation “Error, Error, Error” expresses life and death, transformation and renewal
of bodies, objects, or ideas.

Mariam Gelashvili’s installation “Nine Bliss” is often ignored, faded, or overlooked by moral stands existing
around us. Each phrase on the fabric reminds us of something we often forget.

Elisabed Apakidze presents two works in the exhibition, an installation entitled ,Muddy water is best cleared by
leaving it alone”, and the performance “Breakdown”. The installation is based on the properties of water, which
the artist emphasizes with a colored fabric made with the batik technique. The inspiration for the performance
is the process of weaving and breaking the shroud by the main female character of the Odyssey, the powerful
and thoughtful Penelope.

Luka Kiknadze tries to revive history with his work “The Second Life” and reminds us that a person can give new
life and meaning in a still time.

Eteri Velijanashvili decided to expose the feeling that often accompanies repentance and remorse. The phrase
— “Have you received the message of prayer?” is directed to God and describes the feedback that a person
anticipates.

Guranda Amenea’s participation in the project is particularly important. In February 2022, she was killed in an
accident. She participated in the Artisterium in 2021. In 2022, by the decision of the curators of the exhibition,
her latest work is presented in the exhibition. The work under the title “Artificial Death” is intuitive, created a
few days before the Russo-Ukrainian war. The mixed media painting is in the colors of the Ukrainian flag, and
the story is about war. It can be seen as the artist’s premonition of the unfamiliar and frightening expectation
of a worse future.

Nana Gogolashvili’s two paintings displays the worn-out bodies in the form of mannequins full of eye-catching
elements in shop windows. The image gives the impression of a paused second. The work “Mannequins in the
Showcase” echoes the experience of a woman in the patriarchal world.

Nina Narimanishvili’s installation “A white shirt is closer to your body” is an illustration of our relationship with
the environment. The environment dusts and pollutes the white shirt over time. The work is based on the na-
ture of a white. White is a train of thought. It brings clarity, though it also marks certain boundaries. Excessive
white can also be uncomfortable and dazzling. White is not a neutral color; it forces other colors to express
themselves. The emptiness of white is the beginning and end for the artist, while its “purity” causes a feeling
of impossibility and obsession.
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Untitled
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TAMARA JAKHUA

Love Machine

2022, acrylic on canvas, 100x100 cm
Telling you the true story

2022, tapestry, wool, 90x125 L3
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LUKA GUGUSHVILI
Seaport

2022, collage, mixed media
on cardboard, 100x70 cm
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Black City

2022, oil on canvas,
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2022, 0bLEsmoEns, 3g&omo,
076970b om0, 39emondols
079@900, 400x150 L3

NIKA KHABELASHVILI

The List

2022, installation, metal, tin board,
helium balls, 400x150 cm
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3363MN S6LMVIMHJII
353d0M0
2022, 0s0dsd0Mn, 8dn30, 0sdg@&ma 80 LA

MANERI ANDGULADZE
Union

2022, plaster, beads, diameter 80 cm




©5300) d3MBE5003309N0
d913emas, d13mas, 13m0,
2022, 050530M0, g3, dox0,
99&om0, Bomm, s3Momo,
Lb3o@obbzs Bmao.

DAVID BARNABISHVILI

Error, Error, Error

2022, plaster, stone, thread, metal,
canvas, acrylic, various sizes
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396053 3IMHIINTN0
3bM> 699>M90>

2022, 0bbGomogns, boMmzy,
Jbm3znen, 200x150 LA

MARIAM GELASHVILI

Nine Blisses

2022, installation, mirror, textile,
200x150 cm



IMOLSdIL 3B3INdI

dm3mng fyseno MHma s0fdnboml,
> »bos d996m

2022, 0bLEsmoEns, Hysmo,
Jumszomo, (do@03s), 300x100 L3
39Mma3mMmas6Lon ,mMm3935“

ELISABED APAKIDZE

Muddy water is best cleared by
leaving it alone

2022, installation, water, textile
(batik), 300x100 cm
Performance “Breakdown”
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3356mEbam30mem 65031d>MYbg
2022, Goanm, s3Mogmo, 100x120 b3

LUKA KIKNADZE
The Second Life
2022, oil on canvas, 100x120 cm
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2022, &oam, s3hngnn ofmigmn, 100x220 LA
ETERI VELIJANASHVILI

Time
2022, acrylic on canvas, marker, 100x220 cm
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39MI6LY B3I6ID

39bGsmBan0 boszeoamo

2022, &oanm, 53Mnmon, ;msdsdomn, 70x100 L3
Nb>0>mMMm

2020, by, dgfmanmo &adbngs, 70x50 LI

GURANDA AMENEA

Handicraft Death

2022, acrylic on canvas, plaster, 70x100 cm
Untitled

2020, wood, mixed media, 70x50 cm
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6565 3M3MMMII30M0
03569396900 30306380

2022, 0n3@0ngdo, &omm, Byomo,
s3Moamo, 150x170 L3

NANA GOGOLASHVILI
Mannequins in the Showcase
2022, diptych, oil on canvas, acrylic,
150x170 cm
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6065 650MN3D6033N0TN0
0170000 39M>630 MMM S6ammb
5ol 3960 bLbIMaN01>6

2022, 0bLbEsmEns, gomo

&obLoEdgmn, bb3sslibzs Bmads

NINA NARIMANISHVILI

The White Shirt is Closer to
your Body

2022, installation, white clothing,
various sizes
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