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A few worxds by
the curator, Anna T.

’1‘7‘ Anna T.

@ she/n/sie
@ Vienna

@ annatee.net
(©) @annateedot

AT’Anna T. is an islander. She works as an artist,
educator, and curator in Vienna, Austria. She has
taught at the Academy of Fine Arts Vienna, the
University of Art and Design Linz, and the
Universities of Vienna and Klagenfurt. Her artistic
practice and scholarly work draw from queer theory,
decoloniality, and peripherical knowledge, aesthet-
ics, and affect. Since 2003 she has exhibited and
participated in numerous group and solo exhibitions
and new media festivals internationally. She is
the author of Opacity - Minority - Improvisation:
An Exploration of the Closet Through Queer Slangs
and Postcolonial Theory.

Exhibition title and scope

When we first began to discuss the scope of the exhibition in ear-
ly 2021 we realised that we needed a title that playfully introduces
and signals elements of transparency, publicness, opacity, invisibil-
1ty and visibility and their liminalities. The figure of the proverbial
closet, as a linguistically-formed space, 1s an important one for queer
individuals and communities. We began to play with notions of
comings out, being protected and feeling safe, claiming public spac-
es and discourses. Solidarities, monstrosities, post-humanisms, and
ephemerality came up and eventually we decided for a title that at
once Introduces the closet but also proximity with the feature of the
brackets, public space protests, deviations (directly evoking demons
and monsters from monstrations — seemingly apolitical and absurd
public happenings with underlying critical potential in Siberia at
times when demonstrations are not allowed), and is accompanied
by a subtitle that further clarifies our interest in exploring, discuss-
ing, and showcasing diverse queer in_visibilities.

In_visibilities

The team of the Magic Closet research project (Katharina, Iain,
Ruthie, and Masha) in their artistic research focus on opacity, a con-
cept borrowed from Edouard Glissant and the Martinique to refer to
the linguistic ingenuity of the locals to avoid being understood (and
thus being reducible according to Glissant) by their oppressors!. In
constructing new linguistic varieties, they managed to communi-
cate safely and produce humorous occasions that challenge hierar-
chies. In my artistic-academic work, I used the concept as a tactic
also found in queerness in the form of queer slangs from around the

1 Glissant, Edouard, and Betsy Wing. Poetics of Relation. Ann Arbor: University of Michigan
Press, 1997.
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world? and in their work my colleagues employ it as a methodology
in their creative workshops to exchange knowledge while protecting
and respecting people’s privacy®. [ was curious to explore and share
how other artists working within queerness would take up the ques-
tion of in_visibilities in their own practice.

The artists expressed ideas linked to particular sites or times, emo-
tional states, as well as the aesthetics of their work and offered nu-
anced theorisations of queer in their own setting. They also took up
this prompt to share their thoughts on the in_visibilities of the site of
the gay bar (a vital space for socialisation, entertainment, and com-
munity organising) at the time of war, cruising and pleasure-seeking
outdoors and in the homosocial space of the hammam, and forming
new connections. Some located in_visibilities in the very nature of
memory, archives, and childhood in particular, while others found
them 1n supernatural beings and spirituality. While some detect-
ed them in the materialities of their artistic practice, in the form of
omissions, ambiguities and representation (the ephemerality of ap-
pearing, or seeing, oneself), others placed them in the realm of the
emotional and articulated connections between in_visibilities and
empowerment. Some spoke of the importance of being seen yet not
being visible (or forcibly visibilised) especially when existing at the
intersection of minorities, and iterated the importance of agency es-
pecilally when fighting against ableism, queer- and transphobia, rac-
1sm, sexism, and xenophobia. For another, in_visibility was found
on the site of material (yet invisible) connections through breathing,
which especially in the post-2020 world foregrounds social condi-
tions of power which operate physically, affectively, and environ-
mentally. For several, in_visibilities were at play in the very process
of art-making where collective creativity and joy are simultaneously
the aim.

Queer Tactics

The artists exhibit different ways in which they practise agency as
queer creatives and interpret varied elements in their work as queer
tactics. From connections to small communities, to appropriation
of trauma, to shifting the anthropocentric focus to an interspecies
one, the works presented here exemplify diverse tactics that could
perhaps be queer tactics in particular. Omission and suggestion,
eroticism through softness, revolutionary processes, decolonisation
and myth-making are only some of the tactics that the artists state
are queer and in some cases challenge normative kyriarchal under-
standings of being. Polyamory, reclaiming, vulnerability and being
unapologetically oneself also feature as tactics that are present in
the works shown here. Moreover, new languages that communicate
desires and a conscious decentering of privileged perspectives are
found in several of the projects. Interactivity and participation, and
addressing the visitor as the active and integral part they are in this
exhibition, are important to many of the artists and myself. Acces-
sibility has been an important guiding line during selecting the art-
works and designing the exhibition. I see it as a queer crip tactic that

2T, Anna. Opacity-Minority-Improvisation: An Exploration of the Closet through Queer
Slangs and Postcolonial Theory. Queer Studies, volume 27. Bielefeld: Transcript, 2020.

$Wiedlack, Katharina, Mariya (Masha) Godovannaya, Ruthia Jenrbekova, and Iain Zabolot-
ny. «The Magic Closet and the Dream Machine: Post-Soviet Queer Knowledge Production in
Times of Increased Trans- and Homophobia». Connections. A Journal for Historians and Area
Specialists, January 27, 2023. www.connections.clio-online.net/article/id/fda-133562.



informs aesthetics, relationality, and the construction of space.
It 1s important to address hierarchies and the intention to work
towards horizontal hierarchies in an exhibition produced by a
team of individuals and showecasing artists of different back-
grounds; visitors, migrants, locals, people of Colour, different-
ly subjectified within contexts of war, people with disabilities,
working on different media, speaking different languages, per-
celving the world in different ways.

Areas and Languages

Our team and the artists come from different places and live
in Kylv, Berlin, Vienna, Hamburg, Helsinki, Athens, Pretoria,
Erzurum, Dhaka, Dnipro, Mexico City, Johannesburg, Oaxaca,
Almaty and London. As a migrant caught in-between languag-
es it was important for me to highlight the inclusionary and ex-
clusionary elements that language always produces and decid-
ed to experiment by not having a dominant language in which
all of the texts in this catalogue and throughout the exhibition
would be; instead I wanted to give agency to the participants to
express themselves in different languages (writing themselves
the texts if they are speakers or finding translators with our
support if they are not). Through this inconsistent translation
model artists and educators could express themselves in a way
that felt fitting to them and at the same time address the visi-
tors, readers, and participants differently signalling simultane-
ously how they think, whom they want to address, and how
the content shifts each time. This model would produce a lot
more work for all of us (Iain, thank you for your patience) and
it was a creative moment for all of us to exit standard exhibi-
tion rules (local language plus English to address a wider au-
dience) and question our assumptions, privileges, entitlements,
and belongings. The texts and sounds throughout this publica-
tion, events, and the exhibition space are in some combination
of Arabic, Austrian Sign Language, Bangla, Bashkir, Belarusian,
Bosnian-Croatian-Montenegrin-Serbian, Brazilian Portuguese,
Chinese, Cypriot Turkish, East Frisian, English, Fante, French,
Georgian, German, Greek, Hungarian, Italian, IsiXhosa, Kurd-
1sh, Nahuatl, Portuguese, Russian, Spanish, Tatar, Turkish, and
Ukrainian. We invite you, dear guest, to engage with them and
allow yourself to be for a moment in proximity with the authors.

Themes and Media

I envisioned this exhibition as a space where diverse facets
of queerness could find place; those related to pleasures and de-
sires and those deriving from the lived experience of queerness
and community, including aspects of loss and violence. Desires
as one of the main staples of queerness manifest in several
projects as queer womxn looking for sexual encounters in hot
springs while developing a new linguistic code (The pathway to
the goats), the heterotopia of the hammam with its own visual
and embodied codes of communication (Slippery Reminiscence
States of Consciousness II), reflecting on erotic experiences in
a diaristic way focusing on tenderness (PINK ZINE) or on sex
work and the abstract visualisation of it through intimate por-
traits (Das Gefuhl, das ich kenne). Different bodies, with their
various adornments, abilities, ages, desires, and experiences



come together for ephemeral pleasure-seeking forming explicit
Or unspoken communities.

Tactility in the subject matter also often crosses over to the
medium as a Kyiv gay bar entrance invites visitors to engage
with it to enter the space (Stray dog), and a textile zine on the
participants’ personal stories about clothes examines the re-
lation between body, performativity, and the social invites au-
diences to engage with the haptic qualities of patchwork, col-
lage, stencils, and embroidery (Book 2 Textile stories). Ceramics
suspended by breaths introduce another materiality and allude
to ideas of a disembodied interconnectedness (Uns:mothered
[Semmelweisklinik]).

Crafts, which have traditionally been relegated to the femi-
nine, domestic or the domain of «folk art» — as separate and in-
ferior to «fine arts» — are part of the exhibition in various forms.
Animportant aspect of the exhibition is the tactile, participatory,
interactive elements that some of the works include and invite
the visitor to explore through to the extent of their own abilities,
interest, and comfort. Unearthing memories of a queer child-
hood from another place (Tartpa'shka) by inviting the guests to
shape and reshape the work throughout the exhibition, coming
into contact with surfaces for rest (sofas, chairs, the floor) as
well as the many textiles that drape the space to make it fitting
for the showing of screen/projection-based works adds to the
elements of tactility in exploring this exhibition. Playing with
queer in_visibility materially and making (il)legibility and opac-
ity/transparency the main material feature of their project, an
artist researches the fragmentedness of memory and trauma
for racialised and sexualised people (coming full circle only to
loop back over).

The relationship between the queer body and nature’s other
(queer?) bodies is explicitly explored as an invitation to perform
the Planaria (Dendrocoelum lacteum [Planaria]) with referenc-
es to the Deleuzoguattarian notion of «becoming-animal» and
assuming a non-hierarchical rhizomatic social structure only
possible for oppressed and minoritarian groups in the liminali-
ties and «always involves [..] a multiplicity»4 Becoming-animal
also connects to in_visibilities through imperceptibility through
a strange deduction, as the authors write: «for it is through writ-
ing that you become animal, it 1s through color that you be-
come imperceptible, it 1s through music that you become hard
and memoryless, simultaneously animal and imperceptible: in
love»® and brings us back to the demonic: «It can be said that be-
coming-animal is an affair of sorcery because (1) it implies an
initial relation of alliance with a demon»®. Along similar lines
the «creatures» that illustrate the poster and catalogue, created
by X signify other ways of being, somatically and aurally as we
Imagine them as languages that morph into different shapes
channelling bacteria, plants, or animals with an agency of their
OWn.

4 Deleuze, Gilles, and Felix Guattari. A Thousand Plateaus: Capitalism and Schizo-
phrenia. Translated by Brian Massumi. Repr. Athlone Contemporary European Think-
ers. London: Continuum, 2003, 264.

5 Ibid, 208.

® Ibid, 247.
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Some of the artists reflect on queerness in the site of war, extractivism, co-
lonial and imperialist violence, and necropolitics, exploring the loss of spaces
to safely socialise (Stray dog) and conjuring mythic figures to invite the dead to
return to reclaim pleasure through revolution (Verses of Filth). They challenge
Eurocentrism by foregrounding fetish spirituality and the figure of the trans-
gender deity (Trumu Fetish - The Shrine, The Deities' Closet) inviting the visitor
to breathe and be in connection with the deity. Trans and non-binary artists
discuss aspects of resilience and visibility against the multiple social injustices
they are confronted with: entitled questions, reduction, microaggressions, gate-
keeping, inaccessibility to healthcare, employment, housing, or safety in public
space (GI3-TBT-(P 6], Transition Diaries).

Many of the works in this exhibition can be considered artivist as they prom-
inently address, explore, and challenge social inequalities and violences in their
varied settings. Additionally, the linguistic choices add another layer of a pro-
nounced positionality of speaking, and in many cases directly speak for and, in
the types of subjugated knowledge the artworks themselves examine.

Seminaxr and Outcome

Katharina and I offered an experimental interdisci-
plinary seminar in collaboration with Sascha Zaitse-
va, the head of the ceramics studio at the University of
Applied Arts Vienna, exploring in_visibilities in theory
and practice over the summer semester of 2023. Our stu-
dents (half from the Gender Studies of the University of
Vienna, half from the University of Applied Arts Vienna)
worked 1n mixed groups to create an artistic/scholarly
project idea which employs theory as well as practice.
The process 1s documented and shared in the form of
photographs.

Magic Closet

The Magic Closet and the Dream Machine: Post-Sovi-
et Queerness, Archiving, and the Art of Resistance has
been one of our partners from the beginning. Katharina
Wiedlack, Masha Godovannaya, Ruthia Jenrbekova and
lain Zabolotny run this interdisciplinary project aimed at
creating recognition for queer lives and communities in
post-Soviet spaces through the experimental artistic re-
search forms called «the Dream Machine» and «the Mag-
ic Closet». You can see the collective outcomes of this
project as well as experience the Dream Machine here.

Space

Semmelweisklinik, one of the few large art spaces in Vienna that is collec-
tively run, not-for-profit, and independent, presented us with both an opportu-
nity and a challenge as the venue is the former hospital's kitchen. Bringing a
queer-themed exhibition into the space of a clinic with its white sterile tiling
was more than a logistical challenge as we had to both recognise and counter
the connections between anti-normative desires and bodies and institutionali-
sation/pathologisation. I wanted to create softer surfaces and different textures
while also retaining the character of the space and the tension it produces as
an integral part of the biography of individuals and the community as a whole.

Accessibility

Implementing an exhibition in any space presents a test for accessibility pre-
paredness, let alone if it's a new space that was not designed with neither art




nor accessibility in mind. Aside from publishing our call in various languages
and thus directly addressing their speakers, providing guided tours in multiple
languages and having the tour in German interpreted into Austrian Sign Lan-
guage, I wanted the experience itself to be playful and signal an openness to
people who may not usually visit art spaces for a variety of reasons or no reason
at all. An art exhibition will always exclude certain people from experiencing
certain works and the space is not entirely wheelchair accessible (the toilets
in the building for instance are not, so we brought an accessible eco toilet to be
installed outside). What we tried to do was to reduce the friction that appears
and which we often disregard as «natural» and by having different stimuli, dif-
ferent spaces, snacks, tea, and water, offer our assistance to anyone who wants
1t, and host a publicly announced dry opening make more people feel a little bit
more comfortable. Colours, fonts, the presence of earplugs, hygiene products,
childcare, and varying opening hours were taken into consideration to further
reduce friction. Tegi, my colleague who focused on hospitality came to us with
more ideas and suggestions to further try to prevent discomfort and exclusion.

[ am extremely happy with the opportunity to be able to work with such a
team of colleagues for an extended period of time with
the financial and institutional support without either of
which i1t would not have been possible to share the work
of so many great artists from different backgrounds,
media, themes, and experiences with the Viennese au-
dience. At a time so difficult for the rights of minorities
(many of which were only recently obtained) and espe-
cially our trans and inter siblings it was important to us
that our colour palette creates historical connections and
we chose to bring the «Lavender Menace» into our visual
1dentity as a reminder of our community’s perseverance,
struggles, and strength.

Thanks

[ would like to thank Basis Kultur who have supported
us through SHIFT V, the GAIN - Gender: Ambivalent In_
Visiblities Research Platform and The FWF PEEK arts-
based research project «The Magic Closet and the Dream
Machine», the Gender Research Office at the University
of Vienna, the University of Vienna Students’ Union (OH),
and the Rosa Luxemburg Foundation and of course to
Katharina and Iain for putting together the applications.
[ also want to thank the people of Semmelweisklinik
(Daniela, Barbara, Josephine, Linsey, and Frederik and our exhibition designers
from Granda Banda, Joanna Zabielska and Bilal Alame whose positivity, cre-
ativity, and hard work reshaped this space. I want to thank the graphic design-
ers, the cleaners, and everyone who helped in the making of this exhibition and
this book. A big thank you to the translators who helped us expand the reach of
our work and helped us make sense to more people. Thank you to everyone who
conceptualised, ran, and participated in the workshops, lecture, and discussion.
Thank you to Sascha Zaitseva for her generous sharing of knowledge, materi-
als, and her studio space. Thank you to Ciwan Veysel M. for photographing the
exhibition, and Martina Feichtinger for generously videographing it and thank
you to everyone who helped us during the installation.Finally, a big thank you
goes to Katharina, Iain, Teqi, Lesia, and Giul for their hard work, their support,
their care and ideas. I'm happy to have worked with you over the past three
years 1n such a challenging, creative, and original project.
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Atya Aoyla ano tnv
emupeAntpwa, Anna T.
’Y" Anna T.

T HAvva T Eivai vijoiWtiooa. EpydZetal oav €KAo TIKOG,
EKNAIOEVTIKOG, Kal eEMUEANTPIA oTn Bigvvn. Exel Siddéet
omv Akadénuia KaAwv Texvwv tn¢ Bievvng, to ITaveniotyio
Texvwv tov Avtg, Kat ota Ilaveniotijuia tov KAAyKeveoupt
ka1 ¢ Bigvvng. H eikaotikn ¢ dovAegid daveilstal otoixeia
amno v Kounp Bewpia, anoanoiKiononoeig, Kabwe Kat
YVWOEIG, aio8nTIKES, Kal ovvaiolnuara tng Iepipépeiag. Ano
70 2003 £€X€E1 CUUETEXEL O€ OUAOIKEG KAl ATOUIKEC EKBETELC
Kai peotifdA naykoouiwe. To 2020 eE€dwoe 1o MPWTO NG
BiBAio, Opacity — Minority — Improvisation: An Exploration of
the Closet Through Queer Slangs and Postcolonial Theory.

ITAatc1o

Otav mpwTtoexvnoaue va ocudnTaue TNV €KBE0OM OTIC APXEC TOU
2021 ouvveldntonowmoaue OTL XPE1alopaoTe €vav TITAO TOL Ba eumeplexel
otowxela dwapavelag, dSnNUooloTNTAg, adlaPavelag, aopatoTnTag, opaATOTNTAG
KAl TWV PETAEV TOUC EMKAAVWYEWYV. H vTOuAAma, oav YAWOOIKOG-UETAPOPIKOC
XWPOC EXEL UMAPEEL ONUAVTLKT) yla Ta Kovipla. Apxioape va natdovue pe Tic
£VVOlEC TOU coming out, TN MPooTaclag Kal tTng atobnong tTng aceaielag,
¢ OlEeKOIKNoONG Tou ONUOCIOUC XWPOU Kal OlaAoyou. AAANAEYYUTINTEC,
TEPATOTNTEC, HNETA-AVOPWTIIONOL, KAl TPOCWPIVOTNTEC NPpbav 0TO TPOCKTVIO
KAl TEAIKA KaTaAnfape o€ €vav TITAO TIOU TAUTOXPOVA AVAPEPETAL OTN
VIOVAAMA aAAG KAl TNV €yyLTNTA, TI¢ ONUOo1EC SlapapTuPLES, TIC ATIOKATOEIC
(OLYXPOVWE PEPVOVTAG OTO VOU dAiIoveC KAl TEPATA Ao TO «monstrations»
IOV VAL PAIWVOUEVIKA ATIOAITIK Kat AAAOKOTA dnuoola happenings pe onupacta
oTn Z1Bnpla OTav Ol CUYKEVTPWOEIC/OaUaPTUPIES aAMAyOpPELOVTAl) Kal O
OToloG¢ OLVOSEVETAL ATIO VAV UTOTITAO TIOU OEIXVEL TO EVOLAPEPOV
pac ywa Tnv efepeuvnomn, oLdNINOoT, KAt avadelEn OlapopeTIKWY
a_olapavelwv.

A_dwapaveireg

Onwc¢ kat otnv O1kN pov 6ovAeld, n Katharina, to Iain, n Ruthie, kain
MashaoToelKao TIKO-EPEVVNTIKO TOUCEPYOECTIACOUVOTNVAdIAPAVELQ,
ma evvola davidopevn and tov Edouard Glissant xat to nAaiolo g
MapTIviKNG,Kanonolaava@ePETALOTNVYAWOOIKNEPEVPETIKOTNTATWY
VTOTIIWV Y1d VA Amo@UYOLV va Yivovtal KatavonTtd (Kal apa avaywylua)
arno Tov KatarmeoTrn). Me 1n dnuiovpyla VEWV YAWOOTKWYV TIOIKIAIWYV
KATAPEPVAV VA EMKOWVWVOUV UE ACPAAEIA KA XIOUHOP AUPIORNTWVTAG
TIC UMAPXOUOEC 1lePapXilec. ZIn OOULAEWd HOVL Xpnolgomoinoa TNV
£VVOld QUTT 04V J1d TAKTIKN TIoU avadelkvuEeTAl JEoa amod TIG Kouip
apYKoO, oav ta KaAlapvtd, mov umdpXxouv o€ TIOAAA IEPN TOU KOOUOUVZ
Ta ouvadeApla uov TNV XPNOWUoMoloLV oav uebodoloyia oTa
£0YAOTN)PIA TOUC Via TNV avTaAAQym YVWOoNg TPOoTATeEVOovVTIAC Td
ovpuetexovtad. Meow auTrg TNS €KBeoNnc NBeAa va e€epeuvnow Kat

! Glissant, Edouard, and Betsy Wing. Poetics of Relation. Ann Arbor: University of Michigan
Press, 1997.

2T, Anna. Opacity-Minority-Improvisation: An Exploration of the Closet through Queer Slangs
and Postcolonial Theory. Queer Studies, volume 27. Bielefeld: Transcript, 2020.




VA 1O1Pa0TW TOUG HUPLOUC TPOTIOUE TIOU ATOUA TIOL SNUIOVPYOUV ATtO
KOULPp BECT) XPNOIOMOL0LV a_dapAveLEC.

Ta Onuovpyd Owampaypatevovial 10ee¢  0e  OXeEON €
OUYVKEKPIIEVOUC TOMOUC KAl XPOVOUG, CUVAIOONUATIKEG KATACOTACELG,

KAl TIC aioBnTKeC TNG OOUAEIAC TOUC KAl TPOOPEPOUV TOLKIAEG
Bewpnoelg Tov Kouip oTo OO Toug TAaiolo. ITImpav emiong v
£UKA1PLa VA PHOlpacTOUV TIC OKEWELS TOUG MAVW OTIC a_S1aPAveLES TOU

VKEL Umnap (EVOC ONUAVTIKOU XWPOU KOWWVIKOMOINoNG, yuxaywylag,

KAl OpyAvwong), TOU YwVIoTNPIOU KAl TNS €VPECNG TNC AMOAQUONG

OTN QUOM KAl OTO OUOKOWWVIKO TEPIBAAAOV TOU Xaudy, Kat TwV

VEWV YVWPELIIWYV. ['la Xamowa ot a_dapaveleg evtonidovtal 0Tn guon

™MC PVNUNG Twv apxelwv, Kat Tng TAadlKOTNTAS, EVW AAAa

TIC TOMOBETOUV O€ VUMEPPUOIKA OvVIa. Kamowa TIC evtomoav

OTIC VUAIKOTNTEC TNG EKACTIKIG TOUC OOUAEIAC HE TN HOPYMN
MAPAAEIPEWY, AUPIOTPEIWY, KAl TNC EKMPOOWINONG, EVW AAAA TG
Bpnkav oto ovvaloBnua kat otnv evduvauwon. Kamowa uAdve yua

N onuacia Tov va «og BAENE Kavelc xwplc va eloat opatod (1 Riata
OPATOTIOINUEVO), €101KA AV TMAAEVEIC €VAVTIA OTOV 1KAVOTIOUO, TNV
opo@ofia, TNV TpavoPoia, To patolouo, To 6eEI0HO, Kal TNV Eevopoia.

Eva aANo pdTewve TNV avanvor oav TNV aopatn HeETagy pag ouvoeon

mov €10kA oTn PeTa-2020 emoxn exel 10altepeC OLVOEDEIC OWUATIKG,
OoLVALOONUATIKA KAl TIEPIBAANOVTIKA. ['1a pepkd, ol a_diapaveleg eppavidovtat
OTNV EIKACTLKT) €pyacia Mov MPOoEXEL ) CUAAOYLKT) OOUAELA Kat 1) evxapiotnon.

Kovip TakTIKEG

Ta €1KA0TIKA TPOTEIVOUV S1APOPOUVCE TPOTIOUC AUTOOIABECT|C KAl AUTEVEPYELAC
KAl EPUNVEVOUV OlAPOPETIKA OTOIXELQ OTA £PYA TOUG OAV KOUIP TAKTIKEG. ATO
TIC OLVOEDELC € UIKPEC KOWVOTNTEC KAl CUAAOYIKOTNTEG, OTNV EMAVAKTTNOT) TOU
TPAVATOC, 0 TNV AAAQYT) TIOPELAC ATIO TOVAVOP WO O O TOV HETAOAaVOP WTILO O,
TA €pya Mou mapovolalovTal 0w OEIXVOUV TNV TIOAVHOPEPLA TWV TAKTIKWY
mov ta dnuovpya Bewpouv Kovip. TTapdAenypn Kal vOVold, EPWTIOUOC UECW
NG anaAoTNTAC, EMAVACTATIKEC O1adlKaoleg, ATMO-ATOIKIOKPATIONOG Kal
puBonAaocia elval HOVO HEPLIKEC ATIO TIC TAKTIKEC MOV Td EIKACTIKA TPOTEIVOLV
Oav KOUIp Kal Ol OToieg KATOEC (POPEC AUPLOBNTOLV TA Kuplapxa
POVTEAQ TOU VUTAPXEW. [TOAVOUVTIPOPIKOTINTA, EMAVAOLKELONOINOM,
£VAAWTOTNTA, KAl TO va €lval Kaveva TO €AUTO TOU XwpPlg ddbeon
aroAoylag epgavidovial €MioNe oav TETOIEC TAKTIKEG. AKOUQ, VEEC
VAWOOEC IOV WAAVE V1a EMBVILEC KA1 T OLVELONTT AAAQYT) TNC OTITIKTC
HAG KAVOULV TNV EPPAVIOT) TOUG O€ KATOold ano Ta pya.

Al0OPACTIKOTNTA KAl CUPPETOXIKOTNTA, KABWC Kat TPOOKANOT) TOU
Beatov va ylvel avanoonaoTo KOPPATL TN €KkBeong eival otowxela
OMUAVTIKA Y1a Ta EIKACTIKA KAl yia ‘ueva. H mpooBacipotnta etvat eva
AAAO TETOL0 OTOIXELO MOV KABOP10E MOAAEC ATIOPACELS O TNV ETAOYT) KAl
TNV €KBe0M TWV epywVv. TNV avTiAapBdavoual oav Jia Kovlp-oakdatikn
TAKTIKT N orola emnpeddel TNV AloBNTIKT), TNV 0XE01AKOTNTA, KAl TNV
SlappuBon Tou Xwpeov. Etval onuavtiko va mAdue yia tlepapxieg kat
NV PoBeon va TI¢ 0pt{OVTIONOW|OOVIE OE Uld €KBE0T anapTIOUEVN
Ao ATOUA KAl EIKACTIKA PE SlapopeTIKA LTORABPQA; EMOKEMTA, VIOMA,
people of Colour, avannpa, mou epyadovtal pe SlaPopeTIKA HEOQ,
YAWOOEG, KAl Ta onota avTiAauBavovtal ToV KOOUO0 PE SlaPOopETIKOUG
TPOTIOUC.

3 Wiedlack, Katharina, Mariya (Masha) Godovannaya, Ruthia Jenrbekova, and Iain Zabolotny.
«The Magic Closet and the Dream Machine: Post-Soviet Queer Knowledge Production in Times of
Increased Trans- and Homophobia». Connections. A Journal for Historians and Area Specialists,
January 27, 2023. www.connections.clio-online.net/article/id/fda-133562.
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I'ettovieg kat F’Awooeg

H oudda pag kal Ta e1KAoTIKA MPOEPXOVTAL arnd Sla@opETIKA PEPT) KAl (OUV
otnv Abnyva, oto AuBoupyo, oto BepoAivo, otn Bievvn, 010 IMOXAVECUMOVPVK,
oto EAotvky, oto Eplepovy, oto KieBo, oto NTvinpo, otnv IToAn tou Me&ikov,
Kal otnv IIpeTopla. Zav PeTavaoTpla, HETALY YAWOOWY, ITAV ONUAVTIKO yid
JEVA VA LTOYPAUUICOVUE TA CUUMEPIANTITIKA KaBWC Kat TA AMOKAEOTIKA
XAPAKTNPIOTIKA NG YAWOOAG KAl €T0L AMOPACIOa va MEPAPATIOTOVUE Kal
Va arnoppipouvie ula Kuplapxn YAWOooa IOV Ba eMKPATEL 0TOV KATAAOYO. AVT
avTov 1BeAa va dwow TNV eukalpla o€ KABe ATOHUO VA EKPPACTEL OTWG BEAEL
0€ TPEIG YAWOOEG. MECW AUTTC TNG ACUVETOUCG PETAPPAONC TA CUUHIETEXOVTA
£XOLV TNV OLVATOTNTA VA EKPPACTOVV ONMw¢ BEAOLV Kal va anevbuvBouv oe
EMIOKEMTA, AVAYVWOTA, KAl CUUHIETEXOVIA OlAPOPETIKA, €KEPALOVTAC TO
MWC OKEPTOVTAL, O TOlWd ATOUA/KOWOTINTEC BEAOLV va AMeEVBLVOOLY, Kal
va delfouv TO TWC TO VvOnua aAAalel oe KABe yAwooa/petagpact. Auto
TO TEPAUATIKO UOVTEAO QUOIKA NMTav TOAU TO OUOKOAO KAl amnaitnoe
MePLoooTEPT OoVAELd amd OAd pag (Tav ¢ euXaploTw Yyld TNV UTIOUOVT) OOUL)
KOl 1TV Ja akoun Snuiovpyilkn oladikacia 1 onoia pag €ByaAle €KTOC TwV
OUVTBWV TPOAAYPAPWV TWV EKBECEWYV TEXVNC (TOTIIKT) YAWOOA 0LV AYYAIKA
yla va arnevbuvBovue otoug TouploTeg) xal pag Bonbnoe va apglofnticovue
TIC LMOBECELG, TA TTPOVOULa, Kal Ta didpopa «avnkelv» pag. Ta kelpeva kat ot
X0l QUTTC NG €KOOONG, AUTWV TWV €KONAWOCEWY, Kal TNC €xBeong elval
£VAC OLVOLAOUOC AYYAILKWY, AVATOANKWYV PPIAKWY, ApaBlKWY, QUOTPIAKNG
VOMUATIKNG  YAWOOAG, BOOVIAKWV-KPOATIKWV-UAUPOBOLVIAKWV-0EPRIKWY,
BPAAIAVIKWY TIOPTOYAAIKWY, YOAAIKWY, YEPUAVIKWY, EAANVIKWY, 10TIAVIKWY,
ITAAIKWY, 101KOOQ, KIVEAKWYV, KOUPOIKWYV, AEUKOPWOKWY, UMAVYKAQ, UMAoKIp,
VAOUATA, OUYVPLKWY, OUKPAVIKWY, TOPTOVAAAIKWY, PWOIKWY, TATAPLKWY,
TOUPKIKWY, TOUPKOKUTIPIAKWY, KAl QPAVIE. X€ TPOOKAAOUUE, ayamnto
ETOKETITN, VA £pOeIC 0€ MA@ padi Toug Kal va €MIPENEIG OTO €AVTO OOV
KAT EMEKTAON va €pBel O EMAPN) € TA ATOHUA TIOU €ypayav G’ AUTEG TIQ
yAwooec. Exw xpovia va ypdyw oTa eAANVIKA KAl elval 1) TpwIn @opa mou
XPNOUOTIOIW TO OULOETEPO YEVOC KAl HMOU €lval AKOUN meplepyo aAAd Kat
AneAELBEPWTLKO.

Oegpatikeg kat M€oa

Opauatiotnka Inv €KOBe0T 0av €va XWPO TOU Ba TEPLEXEL SAPOPETIKEG
MTUXEC TNC KOUPOoUVNG, amd TI¢ emBupieg Kal TIC amoAaUoelg, YexXpl TNV
BlWHATIKN eunelpia TS KoulpoouvNg, CLVUMEPIAAIBAVOIEVWY KAl TWV TITUXWYV
NG anwAE1ag Kat Tne Blag. Ala@opeTikd cwuata pe ta dlapopa afecoudp ToG,
TIC eOe€10TNTEC TOVG, TNG NAKiES Toug, TIg ebuuieg Kat TI¢ eunelpieg toug
padeovVTAl y1a va avadnTroouV Kat va Snaiovpyr|oovv KowvotnTteg. Ot embuuiec
napovoladovial HPeEcw  Vuvaitkwv* o€
avadnTnon O0eEOVANKWY CUVAVTNOEWV
OoTn @LON XPNOWIOMOWWVTIAG Ha Ve
vyAwooa (The pathway to the goats), Tnv
gTepotomnia tov xaudu (Slippery Rem-
iniscence States of Consciousness II),
LEOW AVAUVTOEWV EPWTIKWV EUMEIPLWV
pe TN popen nuepoloyiov (PINK ZINE)
N Heow TNC oefepyaociag pe pa ospa
APAIPETIKWYV Kal AEMTEMAETTWY
noptpeTwv (Das Gefuhl, das ich kenne.).

H apn ocav BepaTikn KAl HECO
VIVETAL ONUAVTIKY) OTaV MAJUE Via eva
VKel urnap oto KieBo kal 1o onoio diadpa




1€ TO KOWO TPV AKOUN auTO MEPATEL TO
KATWEAL Tn¢ €kBeomng (Stray dog), €va
VPACUATIVO Pavdiv e€eTAlEl TN OXEON
HETACY OWHIATOC KAl EMUTEAECTIKOTNTAG
OTO KOWWVIKO Kal TTPOOKAAEL TOo Beato
va ayylEel TO TATOVOUOPK, TO KOAWL,
Kal 1o Xxevinua (Book 2 Textile stories).
Kpepaota KeEPAUIKA alwpOoVUEVA  aTlo
avaoeC @EPVOULV A AAAN VAIKOTNTA
KAl  UTOVOOUV  AOWHATOTNTEC  Kat
Slaovvdeoelg (Unsmothered [Semmel-
weisklinik]). Kopudtt Tng €kBeong etval
Ol EQAPUOCUEVEC KAl Ol TAPAdOCIAKES
TEXVEC, TIOU €XOUV 10TOPLKA LTIOTIUNBEL
KOl ATOKAELIOTEL AMO TOV €IKAOTIKO €KBECIAKO XWPO KAl €XOVV ouvdebel e
TIC ONAUKOTNTEC. ZNUAVTIKO €TIONG KOUPATL TNG €KBeONC €lval To AmTo, TO
OUUUIETOXIKO, Kat TO H1adpa0TIKO KAAWVTAC OAQ Ta BeaTd va MPooeyYyioouv To
KABE €PYO OMWCE AUTA VOUL{ouV, BEAOLV, KAl IMOPOLV. AVAOKATITOVTAG UVTUEC
Kouip matdikng nAkiag ano eva aAo uepog (Tartpa'shka) kamnowa epya xaAovv
TO BeaTO va Ta MAACEL KAl va ta aAAdagel. H mapovoia HaAdKwV VAIKWY Kal
empavelwv (Kavamedeg, MOAUBPOVES, KAPEKAEG, TMATWHA) KAl Ol OlAPOPES
KOUPTIVEC €PXOVTAL VA KAVOUV TOV XWPEO MO PIAOEEVO KAl va KAAECOUV TaA
Beatd va pevouv 000 BEAOLY, VA KAVOLV SIAAEIUA, VA TIIOVV £va TOoAl, KAl va
oV{NTTNOOLV € Uag 1) Ue AAAa Beata av 6EAOLV.

[NTat¢ovtag pe TNV Kouvip a_da@avela, TNV VAIKOTNTA, KAl KaBloTwvTag
™MV (Un) avayvwoluotnTta oav Ta KUPld CLVOTATIKA aUTNG TG €KBeONC, £va
AAAO EIKAOTIKO €PEVVA TNV ATIOCTIACUATIKOTNTA TNS UVTHUNE KAl TOU TPAVIATOC
Y1 (QUAETIKOTIONPIEVA KAl eUpUAOTIONIEVA datopa (coming full circle only to
loop back over). To Beato KaAeital va 0ToxaoTel TN 0XEOT PETAEL TOU KOUip
OWPATOC KAl TWV AAAWV (KOUip;) OWPATWV TNG pUONG KAl va ETITEAECEL TO
nmAavdplo (Dendrocoelum lacteum [Planaria]) pe avagop€g oe auTtd Tou O
Deleuze ka1 o Guattari anokaAouv «ytyveoBat-dwo» Kat To omolo meptAappavet
TNV avAANYN Un 1EPAPXIKWY PLOUATIKWY KOWWVIKWY O0UWV Tov elval
SUVATEC POVO Yld KATATIIEOHUEVEC KAl PEIOVOTIKEC KOWOTNTEC KAl TO OTOlo
mavTa nepthapRavel moAAanAoTNTeg («always involves [.] a multiplicity»)*. To
ylyveoBal-wo pag Eavapepvel 0TIC A_d1apaveleg JEOW TNEC AVETAICONTOTNTAG
UE £va TAPAEEVO CUUMEPACHA TWV CLUYYPAPEWYV: «1E0W TNC YPAPNC yiveoal
{wo, HECW TOU XPWHATOC yiveoal avenaiodnto, peocw TNG MOVUOIKNC yiveoat
OKANPO KAl AuVTIoV, TAUTOXPOoVa WO Kal avenalodnTo: EpwITEVIEVO»® TO OTO10
pag Eavayupva oTIC OAIOVIKEG AVAPOPES: «Ba UMOPOVCAUE VA MOVUE OTL TO
yiyveoBal-dwo eival gia vmobeon HaylKn KaBwe LTTOVOET 1ld apX1KT) CLIHAXLA
pe evav datpovar®. TTapouola, Ta «TAAopata» mov anelkovi{ovtal otnv agioa
KAl 0TOV KaTdAoyo, dnuioupyleg Tou X, oVUBOAIOUV EVAAAAKTIKEC LTTAPEELG,
TOOO CWUATIKA 000 KAl AKOUOTIKA KABWGE Ta @avIalopacTe oav YAWOOEG TIOU
PETAPOPPWVOVTAL, BAKTNEL, PUTA, {Wa, IE AQUTEVEPYELQ.

Kamnola amno Ta e1KaoTIKA 0 ToXAJoVTal TNV KOUPOoUVT 0€ KAlpO TIOAENOV,
£€OPUKTIONOV, ATOIKIOKPATIKTC KAl EMEKTATIKNG Blag, KAl VEKPOTOAITIKWY,
EPELUVWVTAC TNV AMWAEIN XWPWV ACPAAECTEPNG KOWWVIKOMOINoNG (Stray
dog), pe pLBIKA MAACUATA TOU KAAOUV TA VEKPA VA EMOTPEPYOUV Kal Va
eNMAvaoTaTnoouvV peow tng nodovng (Verses of Filth). Kanowa apgpiopntouv tov

)

4Deleuze, Gilles, and Félix Guattari. A Thousand Plateaus: Capitalism and Schizophrenia. Translated by
Brian Massumi. Repr. Athlone Contemporary European Thinkers. London: Continuum, 2003, 264.

5 Ibid, 208.
¢ Ibid, 247.
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EVUPWKEVTPIOPOPEPVOVTACOTOTPOOKNVIOTIVEUPATIKOTNTEG
Kat Tpave 8eotnteg (Trumu Fetish - The Shrine, The Deities'
Closet) mpookaAwvTag To Beatd va elonvevoel padl ue Tig
Beec. Tpave Kal un-ouadlka €1KACTIKA OlampayatevovITal
TIC TITUXEC TOVU 0BEVOLC KAl TNC OPATOTNTAC EVAVTIA OTIC
MOAAQMAEC  KOWWVIKEC adKiEC TOU  avTIUETWII{OLV:
adlAKPITEC EPWINOELS, VTIORBACHIOUC, IIKPOETUOETIKOTNTEG,
OUOKOALEC TIPOORAONC O€ UTINPEOCLEC LYElag, Epyacta, KATOKIA, acpAAEd OTOV
dNIEo10 XWpPo (TI3-THTH-PIE], Transition Diaries).

[ToAAG amo Ta €pya autrnc tng €xBeong Ba umopovoav va Bewpnbolv
apTIBloTiKA (art [teéxvn] + akTIROPOC) KABWG KATAMIAVOVTAL UE KOWWVIKEG
avioOTNTEC Kal Bleg To Kabeva oto diko Tou mMAaiolo. EmmA&gov, ot YAWOO1KEC
ETAOYEC TPOCHETOVV OTNV TIOAVCTPWHIATIKOTNTA IOV KAVEL TNV Bgon art’ Tnv
orota apBpwvel AOyo To KaBeva Kat ouUXVA MAWVIAC Via—Kal OTNvV—yAwooa
TWV LMTORABUIOPEVWYV YVWOEWV TIOU TA £pYA TIPAYHATEVOVTAL

Tepwvaplo

H Katharina k1 eyw 6idagape eva MeEpauaTIKO OlEMOTNIOVIKO OEULVAPLO OE
ouvepyaoia ue ™ Sascha Zaitseva, umevBuVN TOV EpYACTNPIOV KEPAUIKWY TOU
[Taveruotnulov Epappoouevwy Texvwv tng Blevvng epeuvwvtas a_olapaveleg
oTNV Bewpla Xal TNV MPAKTIKT) TO €apwvo e€aunvo tov 2023. Ta cuupeTeEXovta
(ta pod ano Tig Znovdeg dVAoL Tou ITavemotnuiov TNC Blevvng Kat ta dAAa
poa ano 1o INavemomuo Epapuoouevwy Texvwyv Tng Blevvng) epyactnkav
0€ UIKTEC OUAOEC V1A VA SNIOVPYTIO0LV J1a 10€A V1 £VA E1KAC TIKO-AKAONUAIKO
£pyo. H dladikaoia autr) anoTtunwveTal 0 Yl 0e1pd @WTOYPAPLWV.

H Maywkn NtovAdna

To mpotlekT «H Mayikrn NtovAdmna kat n Ovelpounxavr), MeTa-ZoBIETIKT)
Koulpoouvn, ApXelakotnta, Kat n Texvne g AvTioTaonc» Tav evag anod Toug
ouvTeEAEOTEG pag art’ tnv apxn. H Katharina Wiedlack, n Masha Godovannaya, n
Ruthia Jenrbekova xat to Iain Zabolotny epydoTnkav ¢’ auto To SIEMOTNUOVIKO
MPOT{EKT UE OTOXO TNV AVAYVWELON TNC KPR1p wng KAl TwV KOWOTNTWV ToU
HETA-ZOBIETIKOV XWPOU HEOW TEIPANATIKTC ELKACTIKTC epevvag. Edw Ba delte
TO OUAAOY1KO AMOTEAECUA AUTTC TNC TPiXpovNng epevvag.

Xwpog

H KAWVKN ZepeABalg, evag amo Toug Alyoug HEVAAOUC XWPOUC TEXVNC Kal
MOALTIO0V 0 TN Blevvn mov elval GUAAOYIKA S1aXe1pL{OUIEVOC, N KEPOOOKOTIKOC,
KAl aveEAptNnTog, Hac €5woe TNV €uUKAlpla va Mapovoldocoule TNV €KBeon
AUTT) OTOUGC XWPEOUC TNG Koudivag TG Mia €xkBeomn pe Kouip BEPATIKY) o€
EVAV XWPO AMOOTEIPWIEVO KAl KAAVUHIEVO e AEVKA MAAKAKLA TTAV Vid H1ag
MPOKANOT art’ TN pia va avayvwploovue Tn onuacia Tng Xal art’ tTnv aAAn va
AVAOTOXAOTOVUE MAVW OTN OXECT) TIOV £XOVHE OAV KOWOTNTA UE TIG EVVOLEC
NG MaBoAOY1KOMoINoNG Kat tne dpupatonoinong. HBela va eloayw amnaAeg
ETPAVELEC PE DLAPOPETIKEC LPEC HATNPWVTAC TMAPOAA AQUTA TO XAPAKTTPA
TOU XWPOU O€ EVA VELUA TIPOC £VA KOPUATL TNC Bloypaplag uag.

IMpooBacipotnta

H emyuelela kal 1o OTNOo Plag €xBeonc sival nmavta
£VQ TEOT ETOWWOTNTAC, TIOOO HAAAOV OTAV €lval o€ evav
XWPO TIOU O0ev €Xel XTI0Tel Pe BAon TNV TEXVN KAl TNV
npooBactipotnta. Ilepav Tne avaxoivwong Tou KAAECUATOG
o€ TOAAAMAEC VAWOOEC (AYVAIKA, BOOVIAKA-KPOATIKA-
LAVPOROLVIAKA-0EPRLKA, YEPUAVIKA, OUKPAVIKA, TOUPKIKA),
Vla va ANooule anevbeiag oe atoua mov 0LVV TNV MOAN
Kal O1eBvwg, NBela n epnelpia va eival maxvioiapikn Kat va




onuatodoTel Eva Avolyua mpoc Atoua mov 6ev ouvneidouv
VA ETUOKEMTOVTAlL €KBECIAKOUC XWPOUC Yld OlapOpous
AOYOUC T XWpPIC Kaveva Aoyo. Mia €kBeon TeEXVNC mavta
Ba amokAeiel XAmowa atoua arno To va BLoouV KAnola epya
KAl 0 XWPog &gV elval MANPwWC MPooBAciuog VTO OlAPOPES
£VvoleC. AUTO TOU MPOOTABNoaUe va KAVOUUE eival va
PEWWOOVUE TNV «TPLPT)» TIOL OLVT)BWCE VTIAPXEL KAl TNV OTold
KATIOOl AYVOOUPE OQV «PUOLKT» KAl TAPEXOVTAC OlaPOpPETIKA epeBlopata,
XWPEOULC, ALXOUOLEG, TOdL, KAl vEPO, KABWC KAl TTPOOPEPOVTAG TN BorBeld uag oe
OTIOl0 TNV BEAEL, KAl AVAKOWWVOVTAC TA EYKAVELQ OAV J1d OTEY VT EKONAWON
(Xwpic aAKOOA), va KAVOLUE MEPIOCOTEPA ATOUA VA VIWOOUV Alyo o aveta.
[Tpoomabrioaue va AQBoupe LOWYN PAC XPWHIATA, YPAUUATOOEIPES, OEPPIETEC
KAl TAUTOV, QUAAEN Tadlwy, Sla@opeTIKA wpapla AETTOUpYlag Kal pyactnpla
Kal Eevaynoelg Ta zappatokvplaka. H Tegl, 1 ouvepyatng pou mou €0Tiace
OTNV PLAOEEVIQ, £PeEPE K1 AAANEC 10€EC KAl TPOTACELC YA VA ATMOPUYOVUE TNV
SuCEPOPLA KAl TOV ATIOKAELOUO.

Eilpal moAV xapovuevn e TNV evkalpla va cuvepyaotw Ue pla TeTola opdada
ATOUWYV Y10 TOOOUG UNVEC KAl PE TNV OLKOVOUIKT] KAl 10PUUATLKT) UTIOOTNPLEN
XWPIC Ta omota ua teTola €kBeon dev Ba 1Tav duvatr) Kal N onota mpoopepel
OTO KOWO €1KACTIKA £pya amno dlapopeTka backgrounds, peoa, Bepatikeg, kau
enuMelpleg. Ze 1a €noxr TOoo OVOKOAN yia Ta OIKAWWUATA TWV PUEIOVOTTWYV
(MOAAEC aMO TI1C OTOLEC NOAIG TTPOCEMATA TA ATIEKTNOAV) KAl E101KA TA TPAVE KAl
VTeEpP AdEAPLA 1AG, TAV ONUAVTIKO Y1d Jag va 0LPBOAICOUE TOUG AYWVEG HAG
KAl va ouvoeBoUE e 10ToPIKES naxec. ETol emAe€ape 1o pwp TNG Aepavtac
(MwpB AmelAn) oav KOQPATL TNG OMTIKTC JAC TAUTOTNTAC KAl 0av LTIEVOLULON
NG avTioTaong, Twv Jaxwy, XKat Tng duvaunc tnc KowoTntag uag.

Euxaplotieg

Oa nBeAa va svuxaplotnow tnv Basis Kultur mov pag vnootnpiée neocw tou
SHIFT V, tnvrtAatpopua Gender: Ambivalent In_Visibilities arno toTlavermotrnuo
¢ Blevvng, tTnv Mayikr NTouvAdna Kat To €pevvnTIKO poypapua PEEK tou
AvoTtplakov Emotnuovikov Taupeiov (FWF) ano to Iavermotnuo e Blevvng
Kat TNV Akadnuia Kahwv Texvwv tng Bievvng, to I'pagelo Epgvvag duAou tou
[Taveruotnuiov Tng Bievvng, v ®ottntikrn Evwon tou [Tavemotnuiov tnc
Bievvnc (OH), to Topupa PdZa AovEspmoupyk Kay, gpuotkd, tTnv Katharina kat to
[aln yla T1¢ attnoelc mov exavav. Qa néeAa eniong va evxaploTnow TNV oupada
Touv Semmelweisklinik, Tou¢ oxedlaoteg TNC ekBeong pag anod tnv Granda Ban-
da, Tnv Joanna Zabielska kat tov Bilal Alame n BeTikotnTa, SNUIOLPYIKOTNTA,
Kal OKANPET S0UVAELd TwV OMolwVv avadlapopPewoav To XWPo. EuxapltoTtw MoAV
TA Ypa@ploTa, Ta JETAPPAOTA KAl Ta dlEpUNVeQ, Ta KABaploTa, Kat OAA Ta atoua
OV Pag Bonbnoav 0To OTNOHUOo AUTNE TNC €KBEONCE KAl AUTOV TOU KATAAOYOU.
EuxapltoTw OAd Ta AToua Mov EPNMVEVOTNKAY, OPYAVWOAV, KAl OVPPETELIXAV 0TA
epyaoTnpla, TN SGAEEN, Kat TNV OVTNOT OTO MAAIO0 AVTNC TNC €KBeoNC.
Evxapltotw oAU Tn Sascha Zaitseva mov yevvaliodwpa uolpaotnke padi pac
VVWOELS, VAIKQ, Kal To €pyactnplo tne. Euxapiotw to Ciwan Veysel M. mou
pwToypaYloe tnv €kBeom, kal To Martina Feichtinger ywa tTnv yevvaiodwpn
BwTeoypa@lon NG €KBeONG KAl €vVA PEYAAO €UXAPLOTW OF
OAQ 00a Pag BorBnoav oTo OTTOUO0 NG EKBEONC.

Telog, eva peyalo evxaplotw otnv Katharina, to lain,
™V Tegi, TNV Lesia, xat to Giul yia tn okAnpn 60VAElq, TV
UMOOTNPIEN TOug, TNV @POVTiOa, Kat T 10eeg Toug. Hrav
XapA 1OV VA 0UVEPYAOTW Hadl oag ta TeAevtala Tpia xpovia
0€ €Va TO00 ONIIOVPYIKO KAl KALVOTOUO TIPOTIEKT.
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Anna T. bir adalidir. Viyana, Avusturya'da sanatci,
egitimci ve Riirator olarak calismaktadir.

Viyana Giizel Sanatlar Akademisi, Linz Sanat ve Tasarim
Universitesi ile Viyana ve Klagenfurt Universitelerinde
ders vermistir. Sanatsal pratigi ve akademik calismalari
kRuir teori, dekoloniyalite ve periferik bilgi, estetik
ve duygulanimdan beslenir. 2003 'ten bu yana uluslararasi
alanda cok sayida kRarma ve Risisel sergiye ve yeni medya
festivaline katildi. Opacity - Minority - Improvisation:
An Exploration of the Closet Through Queer Slangs and
Postcolonial Theory adli kRitabin yazaridir.

Sexrgi Basligi ve Kapsami

2021'in baslarinda serginin icerigini ilk tartismaya basladigimizda,
seffaflik, kamusallik, opaklik, gorunmezlik, gorunurluk ve bunlarin kes-
1simlerine isaret eden neseli bir bashda ihtiya¢ duydugumuzun farkina
varmistik. Dil tarafindan sekillendirilmis meshur dolapta olma/acilmis
olmama kavrami kuir kisi ve topluluklar icin onem tasir. Acilma, korun-
ma, guvende hissetme, kamusal alanlara ve soylemlere sahip ¢cikma te-
malariyla oynamaya basladik. Bu surecte dayanismalar, canavarliklar,
post-humanizmler ve eyretilik gundeme geldi ve en sonunda hem dolabi
tanitan hem de parantez ozelligini kullanarak yakinligi, kamusal protes-
tolari, dogrudan seytan ve Siberya'da gosteriler yasaklandigi zamanlarda
gereklesen gorunuste apolitik ve absurd kamusal olaylara referans olarak
canavar gibl sapmalarl animsatan bir baslik ve c¢esitli kuir gorunurluk_

mezlikleri kesfetme, tartisma ve sergileme ilgimizi da netlestiren bir alt
baslikta karar kildik.

Goruniixrlik_mezlik

Magic Closet arastirma projesi ekibi (Katharina, Iain, Ruthie ve Ma-
sha) sanatsal arastirmalarinda, Edouard Glissant ve Martinik'ten 6dung
alinan ve yerel halkin somurgeciler tarafindan anlasilir ve indirgenebilir
olmaktan kacinmak i¢in gosterdikleri dilsel ustaliga atifta bulunan opa-
klik kavramini kullandi!. Opaklik sayesinde yeni dilsel ¢esitler insa edil-
irken guvenli bir sekilde iletisim kurabilir ve hiyerarsilere meydan okuy-
an mizahi durumlar uretilebilirdi. Kendi sanatsal-akademik calismamda,
dunyanin dort bir yanindan kuir argolari inceleyerek opakligin kuirlige de
ozgu bir taktik oldugunu onerdim? ve is arkadaslarim da opakligi yaratici
arastirmalarinda kisilerin mahremiyetini koruyarak ve buna saygi du-
yarak bilgi alisverisinde bulunmak i¢in bir yontem olarak kullandi®. Kuirlik

! Glissant, Edouard, and Betsy Wing. Poetics of Relation. Ann Arbor: University of Michigan Press,
1997.

2T, Anna. Opacity-Minority-Improvisation: An Exploration of the Closet through Queer Slangs and
Postcolonial Theory. Queer Studies, volume 27. Bielefeld: Transcript, 2020.

$Wiedlack, Katharina, Mariya (Masha) Godovannaya, Ruthia Jenrbekova, and Iain Zabolotny. «The
Magic Closet and the Dream Machine: Post-Soviet Queer Knowledge Production in Times of Increased
Trans- and Homophobia». Connections. A Journal for Historians and Area Specialists, January 27,
2023. www.connections.clio-online.net/article/id/fda-133562.
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alaninda ¢alisan sanatcilarin kendi pratiklerinde gorunurluk _mezlik sorusunu
nasil ele aldiklarini inceleme ve paylasma konusunda da merak duyuyordum.

Cagrimiza cevap veren sanatcilar, belirli mekan veya zamanlara, duygusal
durumlara ve estetik fikirlere atifta bulunarak kuirin incelikli teorilerini sundu.
Sanatcilar bu tezi ayni zamanda sosyallesme, eglence ve orgutlenme icin haya-
t1 bir alan olan gey barlar, fingirdesme icin secilen agik homososyal alanlar ve
seyretme, zevk arama ve yeni baglantilar kurma icin onem arz eden hamam
gibi alanlardaki gorunurluk _mezlik uzerine dusuncelerini paylasmak icin kul-
landi. Bazi sanatcilar gorunurluk_mezIligi hafiza, arsiv ve cocuklukta ararken,
digerler1 bunu dogaustu varliklarda ve maneviyatta buldu. Kimisi gorus me-
safesini sanatsal pratiklerin maddiyatinda, eksiklikler, belirsizlikler ve gorun-
menin ya da kendini gormenin geciciliginde tespit ederken, bazilari bunlarn
duygusal alana yerlestirip gorunurluk_mezlik ile guclenme arasindaki baglar:
dile getirdi. Sanatcilarin bazilari, azinliklarin kesisiminde var olurken gorunur
olmalar1 ama gorunur olmama veya zorla gorunur kilinmanin oneminden
bahsederken ozellikle ableizm, homofobi ve transfobi, irkcilik, cinsiyetcilik ve
yabanci dusmanligina karsi mucadele ederken failligin onemini vurguladi. Bir
baskasi icin gorunurluk_mezlik, ozellikle 2020 sonrasi dunyada fiziksel, duy-
gusal ve gevresel olarak isleyen sosyal guc kosullarini on plana ¢ikaran nefes
alma yoluyla maddi ancak gorunmez baglantilari ortaya koydu. Digerler1 i¢in
gorunurluk_mezlik, kolektif yaraticiligin ve nesenin de amag¢ oldugu sanat
yapma surecinin tam da icinde yer aldi.

Kuir Taktikler

Bu sergide sanatcilar, kuir yaraticilar olarak faili olduklar yollan sergiler
ve 1slerindeki ¢esitli unsurlar araciligiyla kuir taktikler sunar. Bu isler, kuguk
topluluklarla orulen baglantilardan travmanin miras birakilmasina ve in-
san-merkezli odagin turler arasi bir odaga kaydirilmasina kadar, belki de ozel-
likle kuir olabilecek cesitli taktikleri 6rnekler. [hmal ve ima, yumusak erotizm,
devrimci surecler, somurgesizlesme ve mit olusturma, sanatc¢ilarin kuir olarak
tanimladigi ve varhigin normatif hiyerarsiler uzerinden yorumlanmasina
meydan okuyan taktiklerden sadece birkagi. Cok asklilik, geri kazanim, kiril-
ganlik ve ozursuz kendi olma da islerde mevcut olan taktikler olarak one ¢ikar.
Ayrica, arzulari ileten yeni diller ve ayricalikli bakis agilarinin bilingli bir sekil-
de merkezden uzaklastirilmasi da projelerin birgogunda yer alir. Etkilesim ve
katilim ilkeleri 1s1ginda ziyaretgiyl bu serginin aktif ve ayrilmaz bir parcasi
olarak ele alma, bir¢ok sanatgi igin oldugu gibi benim igin de onem tagsir.

Erisilebilirlik ilkesi, sanat eserlerinin secimi ve serginin tasarimi sirasinda
onemli bir pusula oldu. Bunu estetidi, iliskiselligi ve mekanin insasini bilgilen-
diren bir kuir zoppo taktigi olarak gorurum. Bu taktik ziyaretciler, gocmen-
ler, vatandaslar, beyaz olmayan insanlar, engelliler, farkli medyalar uzerinde
calisan vediller konusan, dunyayi farkli sekillerde algilayan ve farkli gegmislere
sahip bir ekip ve katilimcilar tarafindan uretilen, hiyerarsileri bozma ve yatay
hiyerarsilere yonelik calisma niyeti olarak tanimlanabilir.

Yerler ve Dillerxr

Ekibimiz ve sanatc¢ilar Kuig, [IHinpo, Berlin, Viyana, Hamburg, Helsinki, Ati-
na, Pretorya, Erzurum, Dakka, ve Meksiko'dan gelir. Diller arasinda kalmis bir
gocmen olarak benim igin dilin kapsayici ve dislayici etkilerini vurgulamak
onemli oldugundan katalog ve sergi metinlerinin baskin bir dilde clmayacagi
bir deney yapmaya, yani katilimcilara kendilerini farkl dillerde ifade etme ye-
tkisi vermeye karar verdim. Bu tutarsiz ¢eviri modeli sayesinde katilimcilar
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gendilerini sectikleri bir sekilde ifade edebilir, ziyaretcilere, okuyuculara ve
katilimcilara farkh sekillerde hitap ederek nasil dusunduklerini, kime hitap et-
mek istediklerini ve igerigin her seferinde nasil degistigini ayni anda isaret
edecekdi. Bu model hepimiz i¢in daha fazla is Uretecek olmasina ragmen (Iain,
sabrin igin tesekkur ederim), dominant yerel dil art1 daha genis bir kitleye hitap
etmek icin Ingilizce formuliyle sekillenen standart sergi kurallarindan c¢ik-
may1 ve dilsel varsayimlarimizi, ayricaliklarimizi, haklarimizi ve aidiyetler-
1mizi sorgulamak i¢in yaratici bir an olusturmayi1 buna deger gordum. Bu kata-
log yaninda, etkinlik ve sergi alanindaki metinler ve sesler Bangla, Baskurtca,
Bosnakca-Hirvatca-Karadagca-Sirpca, Cince, Ingilizce, Fante, Fransizca, Al-
manca, Yunanca, ltalyanca, Korece, Kurtce, Rusca, Tatarca, Turkce ve Ukray-
naca dillerinin bir kombinasyonudur. Siz degerli misafirlerimizi bu metinlerle
1lgilenmeye ve bir anligina da olsa yazarlarla yakinlik kurmaya davet ederiz.

Temalar ve Medya

Bu sergiyl kuir kisi ve topluluk-
larin deneyimlerinden yola cikarak
kuirligin zevk, arzu, kayip ve sid-
det gibi farkli yonlerinin yer bula-
bileceqi bir alan olarak tasarladim.
Arzular dilde yeni kodlar gelismes-
ine sebep olur; kaplicalarda kosunen
kuir kadinlar (The pathway to the
goats), kendi gorsel ve somut iletisim
kodlariyla dolu hamamin heteroto-
pyasi (Slippery Reminiscence States
of Consciousness II), yangir odak-
1 erotik deneyimler uzerine gun-
liksel dusunme (PINK ZINE) ve
seks 1sciliginin samimi portreler
araciligiyla soyut gorsellestirilme-
si (Das Gefuhl, das ich kenne) bu
sergide karsimiza cikan kodlardan
sadece bazilari. Susleri, yeteneklerli,
yaglari, arzular1 ve deneyimleriyle
gecicl zevk arayislarinda bulusan
farkli bedenlerin, ayni zamanda ale-
ni veya her yerde dile getirilmey-
en topluluklarin olusumuna katki

koyduklarini da tanik oluruz.

Zlyaretcgilerin sergi mekanina girmek i¢in KuiBdeki bir gey barin girisiyle
etkilesime gegmeye davet edilmesi (Stray dog) ve katilimcilarin urubalarla il-
gili kisisel hikayelerini konu alan bir tekstil zininin beden, performatiflik ve
sosyal davet arasindaki iliskiyi incelemesi (Book 2 Textile stories) orneklerinde
gorulebilecedi gibi tokansallik da sergide mercek altina alinir. Nefeslerle asili
duran seramikler alisiimisin disinda bir maddesellik sunar ve bedensiz bir
baglantililik fikrini ima eder (Uns:mothered [Semmelweisklinik]).

Geleneksel olarak kadinsi, ev i¢l ya da «guzel sanatlar» dan ayr ve asagi
olarak «halk sanati» alanina indirgenmis olan zanaatlar da, gesitli bicimlerde
sergide yer alir. Bazi eserlerin icerdigi ve ziyaretciyl kendi yetenekleri, ilgileri
ve rahatliklari olgusunde kesfetmeye davet eden tokansal, katilimei, etkilesim-
11 unsurlar da serginin onemli bir yonunu olusturur. Baska bir yerden kuir bir
cocuklugun anilar (Tartpa'shka), kanepeler, sandalyeler ve zemin gibi diynen-
meyl mumkun kilan yuzeyler ve ekran araciligiyla eserlerin gosterilmesine



uygun hale getirmek icin alani orten yazgilar ile temas etme sansi, bu kesif-
deki tokansallik unsuruna katkida bulunurken, izleyiciyi eserleri yeniden ve
yeniden sekillendirmeye davet eder. Maddi olarak kuir gorunurluk_mezlik ile
oynayan ve okunakli(siz)ik ve opaklik/seffafligi islerinin materyal o6zelligi
haline getiren bir sanatg, irksallastirilmis ve cinsellestirilmis insanlar igin
hafiza ve travmanin parcalanmishgini sadece geri donmekle sonuc¢lanan bir
tam daire donme hareketi uzerinden arastirir.

Kuir insan bedenleri ve doganin diger bedenleri arasindaki etkilesim acikca
arastirilirken Deleuzoguattarci <hayvan-haline-gelme» kavrami, planarya soli-
caninadonme daveti uzerinden islenir. Hiyerarsik olmayan rizomatik bir sosyal
yapinin gelismesinin yannizca sinirlarda ezilen azinlik gruplar i¢cinde gelisebi-
lecegi ve <her zaman [..] bir gokluk icerdigi»® farz edilir (Dendrocoelum lacteum
[Planaria]). Hayvanlasmak ayni zamanda algilanamazlik tzerinden gorun-
mezlige da baglanir: «Yazi sayesinde
hayvanlasir, renk sayesinde duyum-
sanmaz oluruz, muzik sayesinde sert
ve hafizasiz, ayni anda hem hay-
van hem de algilanamaz hale gelir-
1z, askta»®. Bu da bizi goncoloza geri
goturur: «Hayvanlasmanin cazzilik
1le bir ilgisi oldugu soylenebilir zere
bu donusum basta seytanla yapilan
bir 1ittifaki 1ima eder»’. Afis ve kata-
logda yer alan X tarafindan yaratilan
«yaratiklar», somatik ve isitsel olarak
baska varolus bicimlerine isaret eder;
onlann kendi eylemliliklerine sahip
bakteri, bitki veya hayvanlar kana-
lize eden ve farkl sekillere donusen
diller olarak ele almaylr mumkun
kilar.

Sanatcilardan  bazilann  kuirligi
savas, somurgecilik, emperyalist sid-
det ve nekropolitika uzerinden dusup
guvenli bir sekilde sosyallesmek i¢in
yaratilan alanlarin kaybini arastirir
(Stray dog) ve devrim yoluyla zevki
gerl almak, bir nevi oluleri geri don-
meye davet etmek i¢cin mitik figurleri
cagirirken (Verses of Filth) digerleri de fetis maneviyatini ve transseksuel tanri
figurunu on plana ¢ikarip ziyaretciyl nefes almaya ve tanriyla baglanti kurma-
ya davet ederek Avrupa merkezcilige meydan okur (Trumu Fetish - The Shrine,
The Deities’ Closet). Trans ve kendini ne kadin ne erkek olarak tanimlayan san-
atcilar, karsy karsiya kaldiklari hak sorunlari, indirgeme, mikroagresyonlar,
bekcilik, saglik hizmetlerine erisememe, istthdam, barinma, kamusal alanda
guvenlik gibi cok yonlu sosyal adaletsizliklere kars: direnc ve gorunurlugun
yonlerini tartisir (GI3-OBT9-(P16I, Transition Diaries). Sergideki eserlerin cogu,
toplumsal esitsizlik ve 1hlalleri belirgin bir sekilde ele alan, kesfeden ve bunlara
meydan okuyan artivist isler olarak kabul edilebilir. Dilsel secimler de konusma
konumluluguna baska bir katman ekler ve sanat eserlerinin inceledigi boyun

eymeye zorlanan bilgi turleri adina ve araciligiyla konusur.

4Deleuze, Gilles, and Félix Guattari. A Thousand Plateaus: Capitalism and Schizophrenia. Translated by
Brian Massumi. Repr. Athlone Contemporary European Thinkers. London: Continuum, 2003, 264.

5 Tbid, 208.

¢ Ibid, 247.
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Seminer ve Sonucg

Katharina ve ben, 2023 yaz doneminde Viyana Uygulamali Sanatlar Univer-
sitesl seramik atolyesinin yoneticisi Sascha Zaitseva ile birlikte teori ve pratigi
arastiran deneysel bir disiplinleraras: seminer sunduk. Yarisi Viyana Univer-
sitesi Toplumsal Cinsiyet Calismalari Bolumunden, yarisi Viyana Uygu-
lamali Sanatlar Universitesinden gelen 6grencilerimiz karma gruplar halinde
calisarak teorinin yani sira pratigi de kullanan sanatsal/bilimsel bir proje fikri
olusturdular. Surec belgelenmis ve fotograflar araciligiyla paylasiimistir.

The Magic Closet

The Magic Closet and the Dream Machine: Post-Soviet Queerness, Archiving,
and the Art of Resistance (Sihirli Dolap ve Ruya Makinesi: Post-Sovyet Kuir-
lik, Arsivleme ve Direnis Sanati), bu surecin basindan beri ortaklarimizdan
biri oldu. Proje baglaminda Katharina Wiedlack, Masha Godovannaya,
Ruthia Jenrbekova ve Iain Zabolotny, «the Dream Machine» ve «the Magic
Closet» adini verdikleri deneysel ve sanatsal arastirma formlariyla Sovyet
sonrast mekanlardaki kuir yasamlar i¢gin taninirlik yaratmayi amagcladi.
Ruya Makinesine ek olarak bu projenin kolektif ¢iktilari: da bu sergide yer alir.

Mekan

Viyana'da kolektif olarak isletilen, kar amaci gutmeyen ve bagimsiz birkac
sanat mekanindan biri olan Semmelweisklinik, eski bir hastane mutfagi ol-
masl nedeniyle bize firsat ve zorlugu ayni anda sunar. Kuir temali bu sergi-
y1 beyaz steril dosemeli eski bir klinige getirmek lojistik bir zorluktan daha
fazlasiydi; norm karsiti arzu ve bedenlerle kurumsallasma ve patolojizasyon
arasindaki baglantilari hem tanimamiz hem de bunlara karsi koymamiz ger-
ekir. Daha yumusak yuzeyler ve farkli dokular yaratirken ayni zamanda me-
kanin karakterini ve bireylerin ve toplum biyografisinin ayrilmaz bir pargasi
olarak urettigi gerilimi korumak istedim.

Exrisilebilirlik

Herhangi bir mekanda sergiacma, hele kibu sanat ve erisilebilirlik goz onunde
bulundurularak tasarlanmamissa, erigsilebilirlik agisindan bir sinav niteligi
tasir. Cagrimizi gesitli dillerde yayinlamanin yani sira, deneyimin kendisinin
eylenceli olmasini ve ¢esitli nedenlerle sanat alanlarini ziyaret etmeyenlere
de hitap etmesini istedim. Bir sanat sergisi her zaman bazi insanlar: belirli
eserleri deneyimlemekten alikoyar ve bu sergi mekani da tekerlekli sanda-
lye erisimine tamamen uygun degildir (6rnegdin binanin tuvaletleri erisilebilir
degildir ve bu sebeple mekanin girisine erisilebilir ve ekolojik bir tuvalet ekle-
meye karar verdik).. Bu baglamda, farkli uyaranlar, alanlar, atistirmaliklar, cay
ve su bulundurarak ve kamuya agik ve alkolsuz bir acilisa ev sahipligi yaparak
«dogal» gormedigimiz bu gerilimi azaltmak ve daha fazla insanin biraz daha



rahat hissetmesini saglamay1 hedefledik. Bu gerilimi daha da azaltmak icin
renkler, yazi tipleri, kulak tikaglari ve hijyen urunlerinin varligi, ¢ocuk bakimi
ve degisen calisma saatlerini dikkate aldik. Misafirperverlik uzerine yogun-
lasan meslektasim Tegqi, rahatsizligi ve dislanmay1 onlemek icin bize daha fa-
zla fikir ve oneriyle geldi.

Boyle bir ekiple uzun bir sure ¢alisma firsati buldugum i¢in son derece mut-
luyum; onlar veya bu sure¢ olmasaydi, farkli gegmislerden, medyadan, tema-
lardan ve deneyimlerden gelen bu harika sanatcilarin ¢calismalarini Viyanal
1zleyicilerle paylasamazdik. Azinliklarin, ozellikle trans ve interseks bireylerin
bircogu daha yeni elde edilmis veya hala ¢ignenen haklara erisiminin bu ka-
dar zor oldugu bir donemde, renk paletimizin tarihsel baglantilar yaratmasi
onemliydi. Kuirlerin azmini, mucadelesini ve kudretini hatirlatmak i¢in 70'ler
New York'unda direnen lezbiyen feministlere adini veren “Lavanta Tehdidi'ni
gorsel kimligimize tasidik.

Tesekkiirlex

SHIFT V araciligiyla bizi destekleyen Basis Kultur'e, Viyana Universitesinden
Gender: Ambivalent In_Visibilities platformuna, Viyana Universitesi ve Viyana
Guzel Sanatlar Akademisi'nden Sihirli Dolap ve FWF PEEK arastirma projesine,
Viyana Universitesi Toplumsal Cinsiyet Arastirma Ofisine, Viyana Universite-
si Ogrenci Birligi (OH) ve Rosa Luxemburg Vakfina ve kaynak basvurularini
evsiren Katharina ve lain'a tesekkur ederim. Ayrica Daniela, Barbara, Jose-
phine, Linsey ve Frederik basta olmak uzere Semmelweisklinik calisanlarina
ve Granda Banda'dan sergi tasarimcilari Joanna Zabielska ve Bilal Alame'ye
pozitiflikleri, yaraticiliklar ve siki galismalariyla bu alani yeniden sekillendird-
ikleri i¢in tesekkur ederim. Grafik tasarimcilara, temizlik gorevlilerine ve kata-
logun hazirlanmasinda emedi gegen herkese tesekkir ederim. Isimizin erisim
alanini genisleten ve daha fazla kisiye anlasilir olmamizi saglayan gevirgen-

lere kocaman tesekkur ederim. Bilgi, malzeme ve studyo alanini comertce
paylastii icin Sascha Zaitseva'ya ve sergiyi fotograflayan Ciwan Veysel M.'ye
ve comertce videoya ¢ceken Martina Feichtinger'e ve kurulum sirasinda bize
yardimci olan herkese tesekkur ederiz. Atolye calismalari, konferanslar ve
tartismalar1 kavramsallastiran, yuruten ve katilan herkese tesekkur ederim.
Sascha Zaitseva'ya bilgi, malzeme ve studyo alanini comertge paylastigi igin
tesekkur ederim. Son olarak, Katharina, Iain, Tegi ve Giula siki galismalari,
destekleri, ilgileri ve fikirleri i¢in ¢ok tesekkur ederim. Gectigimiz ug yil boyu-
nca boylesine zorly, yaratici ve ozgun bir projede kullumakka ¢alistigimiz igin
mutluyum.
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Tartpa’'shka

Y+ Adiba

@ she/oHa/sie

@ Berlin

@ Tartpa’shka (Hommage to Joseph Cornell), 2019

(©) @quotidian_pleasures

Tartpa’'shka comes from the arrtist’'s Post-Soviet childhood in Kazakh-
stan. The name 1s a mixture of a Kazakh word for a box or a drawer tartpa
and a Russian diminutive suffix -shka. This mixture i1s a common practice
among Russian-speaking Kazakhs, who lost their language and parts of
their national identity as a consequence of Russian and Soviet colonialism.
This 1s how they called drawers in the artist’s household — «Go look in the
Tartpa’'shkal» — that were always filled with «treasures» of some kind: but-
tons, photos, notes, toys, jewelry, stickers, perfume bottles, old Soviet coins,
first Kazakh Tenge etc.

Tartpa’shka i1s buried under the soil as a reference to a popular
(post-)Soviet children’s game named Sekretiki (Little Secrets). The purpose
of the game was to find a hiding place to dig a small hole in the ground, put
some kind of «treasure» in there (candy wrappers, flowers, toys, beads etc.),
cover it with a fragment of broken glass, then bury it under the ground and
return to it in a couple of days if it's still there and other participants of the
game haven' stolen it. The visitor is invited to play the game and dig up
each unit in a repetitive performance of forgetting and remembering one’s
childhood.

Adiba (Almaty, 1989) is an occasional artist based in Berlin. In her projects,
she engages with topics of death, transgenerational trauma, post-Soviet and
queer 1dentities.


https://www.instagram.com/quotidian_pleasures/

Tartpa'shka stammt aus meiner postsowjetischen Kind-
heit in Kasachstan. Der Name 1ist eine Mischung aus dem
kasachischen =~ Wort fur elne Schachtel oder Schublade
Tartpa und dem russischen Diminutivsuffix -shka Diese
Mischung ist unter russischsprachigen Kasachen:innen ublich, die
1hre Sprache und Teile ithrer nationalen Identitat als Folge des rus-
sischen und sowjetischen Kolonialismus verloren haben. So nan-
nten wir in meinem Haushalt Schubladen — «Geh und schau in
die Tartpa'shkal» —, die immer mit irgendwelchen «Schatzen» ge-
fullt waren: Knopfe, Fotos, Notizen, Spielzeug, Schmuck, Aufkle-
ber, Parfumflaschen, alte sowjetische Munzen, erste kasachische
Tenge und so weiter.

Tartpa’'shka ist unter der Erde vergraben, was eine Anspielung
auf ein beliebtes (post-)sowjetisches Kinderspiel namens Sekretiki
(Kleine Geheimnisse) ist. Bei diesem Spiel ging es darum, ein Ver-
steck zu finden, ein kleines Loch in den Boden zu graben, eine Art “Schatz’
hineinzulegen (Bonbonpapier, Blumen, Spielzeug, Perlen usw.), ihn mit einer
Glasscherbe zu bedecken, ihn dann unter der Erde zu vergraben und vielle-
icht in ein paar Tagen zuruckzukehren, wenn er noch da ist und die anderen
Teilnehmeriinnen des Spiels ithn nicht gestohlen haben. Die Besucherinnen
sind eingeladen, das Spiel mitzuspielen und jede Einheit der Schachteln in ein-
er sich wiederholenden Performance des Vergessens und Erinnerns an die ei-
gene Kindheit auszugraben.

Adiba (Almaty, 1989) ist eine gelegentliche Kunstlerin und lebt derzeit in
Berlin. In 1hren Projekten setzt sie sich mit den Themen Tod, transgeneration-
ales Trauma, post-sowjetische und queere Identitaten auseinander.

TapTnanika poagoM M3 MOEro IOCTCOBETCKOrO AeTcTBa B KasaxcTaHe.
HasBaHMe rpeacTaBisieT CO60M CMECh Ka3axCKOr'o CJI0Ba, 0603HAYAIOILIEr 0
KOPOOKY MIIU SLIUK TapTIIa, U PYCCKOTO YMEHBIIUTENIBHO-JTAaCKATEIIbHOI'O
cybdukca -irka. Takasg cCMech - 06blUHas ITPaKTUKa CPeyu PYCCKOSA3bIUHBIX
Ka3a:llleK, KOTOpble IIOTEPSIJIM CBOM SI3bIK M YacTb CBOEM HaAIlMOHAJIbHOU
UIIEHTUYHOCTYU B pe3yJIbTaTe POCCUMCKOT 0 M COBETCKOI'O KOJIOHMAalIM3Ma. TaK
B MOEM [JOM€e Mbl Ha3blBalu AIIMKM — «[IoMaM IOCMOTPY B TapTHa'LIKe» —
KOTOPBIE BCerzia 6b1yIM 3arloJIHEHbl KAKMMMU-TO «COKPOBULIAMMY. [TYTOBULIHL,
doTorpadny, 3arIMCK, UTPYLIKY, YKPaALIeHUs, HaKJIeNKM, PIIaKOHbI JTYXOB,
CTapble COBETCKME MOHETHI, IIePBhle Ka3aXCKue TEHTe U T.1I.

TapTnalika 3apbiTa IIOA 3eMJII0 KaK OTChbIIKA K IIOIMYJISIPHOM (TIOCT)
COBETCKOM MeTCKoM murpe «CeKpeTuKu». Llenlb MIphbl 3aKJIo4danach B TOM,
YTOOBl HAUTY TalHMUK, BBIKOIIATh HEOOJIBLIVIO SIMKY B 3€MIJIE, TIOJIOXKUTD
TyZa KaKoe-HMO6yOb «COKPOBMIIE» (PaHTUKM OT KOH(MET, IIBETHI, UTPYLIKH,
6ycbl M T.J.), HaKpblTb €ro OCKOJIKOM OMTOrO CTeKJla, 3aTeM 3aKOoIlaTh
TIO7] 3eMJIIO M BEPHYTBCS depe3 Iapy AHEeW, HAaTU ero, eClIiY OHO ellle TaM
M Opyrue ydacTHMIIbl MIPbl He yKpanu ero cebe. IloceTUTeNbHUIIAM
BbICTABKM IIpeJIJIaraeTcs CbirPaTh B 3Ty UTPY U OTKOIIATh KaXXy0 SYENKY
B [TOBTOPSIIOLIEMCS IEMCTBUM BOCIIOMMHAHMSA CBOEr0 IETCTBA U 3a0bIBAHYA
O HEM.

Anuba (Anmartel, 1989) XyOOXHUIIA-TTIOOUTENIbHUIA XUBET B HACTOSIIL[Ee
BpeMsA B bepiimHe. B CBOMX IIPOEKTAX OHA 3aTparuBaeT TEMBI CMEPTH,
TPaHCIreHEPALJMOHHOM TPaBMBbIl, [TOCTCOBETCKOM M KBUPHOM MJEHTUIYHOCTE.
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Trumu Fetish - The Shrine

’i’g" Amaqghawekazi Emafini Malamlela

@ she/they

@ Johannesburg

@ @Amaqghawekaziemafini

‘F JFb: Amaqghawekazi Emafini Malamlela
[O| Trumu Fetish - The Shrine, 2020

Which supernatural or higher being may Transgender and Non-bi-
nary people venerate when God’s pronouns are His/him? What is the
purpose of the body when engaging in forms of spirituality? Trumu
Fetish - The Shrine 1s a multidisciplinary artwork building a world of
faithfulness. The artwork’s centre is the sacredness of rituals by Trans-
gender people and unearthing the veneration of a Transgender deity.
The shrine is an intimate experience with the priestess before the en-
counter with the deity. Your patience is the key to this journey. Do not
give up. We will see you on the other side.

Amaqhawekazi Emafini Malamlelais a Ghanaian-South African mul-
tidisciplinaryartist. Shecreatesartworkthatchallengesthenormsofiden-
tity, sexuality, and spirituality. The artist 1s centred on confronting what
18 ‘present’and engage Space-Timethrough theirbody and explorationas
a form of research. She advocates for the underrepresented groups
through art and Pyramidkofl - An Art house dedicated to collaborative
artmaking.

Edwuma nkyerase:

Aba Ahonhom anaa nyame na oyeTransgender anaa Non-binary se
nyimpa fre no Banyin? Aben adze na nyimpa dua ye se yereye sun-
sum mu edwuma? Trumu Ferish — ye abosomfle ah oye nteteee pa ah,
odwindifour dze resi ewlase a aye nokwar. Bia waye drom yi ye kro-
nkron bia a Transgender Fuor ye hom amandze na wadze reyi Trans-
gender bosom. Abosomfie y1 ye sua hunu na nkitahodzi ah komfoba ne
wo famu ansa wehyila bosom no. Wo abotre hu hia wa dem akwantu yi
mu. Menma woaba mu mbu.

Amaqghawekazi Emafini Malamlela ye Ghanalan-South African Mul-
tidisciplinary Artist. odrom dwi a adze hunu ho se, mpa mu nkatsaho
dzl na sunsum mu nsem. Ne dwi nyinra gyina dze «ma 2rock ado
sesiara» no sI anim. Fa Kwan ah ewos ye Edwuma- Mbir ah, medze me
honam dua ye nhwehwe mu. Meye okyigyinafos ma nimpakuw nka-
krama fa drom mu na Pyramidkofi — oye dwi fie ah woetu wonho ama
nkabomu drom dwi.


https://www.instagram.com/amaqhawekaziemafini/
https://www.facebook.com/kofimaqhawe.miza/

Ngowuphi umntu onamandla angaphezu kwendalo okanye aphezu-
lu anokuthi abantu abaTransgender nabangengabo babini banqule xa
1zimelabizo zikaThixo inguye? Yintoni injongo yomzimba Xa usenza izinto
zokomoya? I-Trumu Fetish - I-Shrine ngumsebenzi wobugcisa ohlukeneyo
wokwakha 1hlabathi lokuthembeka. Iziko le-Shrine bubungcwele bezith-
ethe zabantu abaguqulelwe kwisini kunye nokufumanisa ukuhlonelwa
kwesithixo esiguqulelwe kwisini. I-Shrine ngamava asondeleyo kunye
nomfundisikazi ngaphambi kokudibana nobuThixo. Umonde wakho sis-
1tshixo kolu hambo. Sukuncama. Sizakubona kwelinye icala.

Amaghawekazi Emafini Malamliela uyi Ghanaian-South African Multi-
disciplinary Artist. Wenza umzobo ocela umngeni kwimimiselo yesazi-
SI, ngokwesondo, kunye nokomoya. Igxile ekujonganeni nento «ekhoyos.
Bandakanya 1Sithuba-Ixesha ngomzimba kunye nokuhlola njengendlela
yophando. Ndithethelela amagela angamelwanga ngokwaneleyo ngobug-
cisa kunye nePyramidkofi - Indlu yoBugcisa ezinikele ekwenzeni imizobo
ehlangeneyao.
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Transition Diaries

’i’g" Animal Bro

@ they/them

@ Vienna

@ @animal_brol4

@ Transition Diaries, 2023

Transition Diaries is a series of comics following KweerKat on their jour-
ney through early transition - a liminal space with few true allies. Address-
ing the invisibility of transmasculine people and FTMs in both mainstream
and queer spaces, these stories give a first-person view of everyday situa-
tions. They are an intimate, honest, vulnerable and unfiltered document of
all the big and the small experiences of coming out of the closet and transi-
tioning. The social, political, medical and cultural all intersect at the person-
al. By sharing these most intimate thoughts, KweerKat pushes against nar-
ratives of objectification and instrumentalisation, and encourages others to
come out and to reject paranoia, self-censorship, and the paradox of belong-
ing through fulfilling expectations that are ultimately always normative.
This work is part of a larger cycle exploring and expressing the trans expe-
rience from a personal perspective. The protagonist, KweerKat, is the artist’s
own alter ego and the stories are always based on true events. Though the
subject matter of stereotyping, objectification, instrumentalisation and de-
humanisation can be conflicting or difficult, the focus is always on avoiding
blame or judgement, and on having a positive impact instead by providing
insight and allowing people to empathise, and ultimately form their own
oplnions.

Finn, aka Animal Bro, 1s a Serbian - Australian visual artist and writer
working primarily with ink drawing, mixed media and digital art. Born and
raised in Belgrade, Yugoslavia, they obtained an MFA 1n painting from the
Academy of Fine Art in Belgrade. They participated in numerous group and
solo exhibitions and festivals, and completed a few international residen-
cies. Their interests include graphic novels, printing, zines and independent
publishing, murals and art in public spaces. They see art as a medium of
communication and empowerment - by sharing their stories, artists invite
and give others agency to do the same.

Transition Diarles ist eine Comicserie uber KweerKats Reise durch die
anfangliche Transition - ein Schwellenraum mit wenigen wahren Verbun-
deten. Die Geschichten beschreiben die Unsichtbarkeit von transmaskulin-
en Personen und FTMs sowohl in Mainstream- als auch in queeren Rau-
men und geben personliche Einblicke in Alltagssituationen. Diese Comics
dokumentieren auf intime, ehrliche, verletzliche und unverblumte Weise
die groRen und kleinen Erfahrungen des Coming-Outs und der Transition.
Das Soziale, Politische, Medizinische und Kulturelle uberschneiden sich
im Personlichen. KweerKat teilt diese intimsten Gedanken, um Narrativen
der Objektivierung und Instrumentalisierung entgegenzuwirken. So sollen
andere zum Coming-Out ermutigt werden und dazu, Paranoia, Selbstzen-
sierung und das Paradox des Dazugehorens durch Erfullen von Erwartun-


https://www.instagram.com/animal_bro14/

gen, die letztendlich immer normativ sind, abzulehnen. Diese Arbeit ist Tell ein-
er grofieren Einheit, welche die trans Erfahrung auf personliche Weise darstellt.
Die Hauptfigur KweerKat ist Animal Bros Alter Ego und die Geschichten ba-
sieren immer auf wahren Begebenheiten. Auch wenn Stereotypisierung, Ob-
jektivierung, Instrumentalisierung und Entmenschlichung widerspruchliche
oder schwierige Themen sein konnen, geht es immer darum, Schuldzuweis-
ungen oder Wertungen zu vermeiden. Stattdessen soll ein positiver Einfluss
entstehen, indem Einblicke gegeben werden und es Personen ermoglicht wird,
mitzufuhlen und schliellich ithre eigenen Meinungen zu bilden.

Finn, alias Animal Bro, kommt aus Serbien-Australien und schreibt, schafft
Bildende Kunst und arbeitet hauptsachlich mit Tuschezeichnungen, Mixed Me-
dia und Digital Art. Finn, geboren und aufgewachsen in Belgrad, Jugoslawien,
hat einen MFA in Malerel an der Akademie der Bildenden Kunst in Belgrad. Finn
nahm an verschiedensten Gruppen-, Soloausstellungen und Festivals teil und
absolvierte einige internationale Kunstresidenzen. Zu Finns Interessen zahlen
Graphic Novels, Druck, Zines und Independent-Publishing, Wandmalerel und
Kunst im offentlichen Raum. Finn sieht Kunst als Medium der Kommunika-
tion und Empowerment — Kunstlerinnen teilen ihre Geschichten und ermuti-
gen somit andere, das Gleiche zu tun.

Translated into German by Markus Firnkranz

Dnevnik Tranzicije je strip serijal koji prati Kweerkat na njthovom putu kroz
ranu tranziciju - liminalni prostor sa malo pravih saveznika. Baveci se nevidl-
jivoscu transmaskulinih osoba u mejnstrim 1 kvir prostorima, ove price prenose
svakodnevne dogadaje 1z prvog lica. To je intimni, 1skreni, ranjiv 1 nefiltriran do-
kument svih velikih 1 malih iskustava tranzicije 1 1zlaska iz ormara. Drustveno
politicko, medicinsko 1 kulturno se presecaju u licnom. Dajuci uvid u ove najin-
timnije misli, Kweerkat 1de nasuprot narativu objektifikovanja 1 instrumental-
1zaclje, 1 ohrabruje druge da se pokazu 1 odbace paranoju, samocenzuru 1 para-
doks pripadanja kroz ispunjavanje ocekivanja drugih, koja su ultimatno uvek
normativna. Delo je parce vece serije koja istrazuje 1 predstavlja trans iskustvo
1z licne vizure. Glavni junak, Kweerkat, je umetnikov alter ego 1 price su uvek
zasnovane na istinitim dogadajima. lako teme stereotipizacije, objektifikovanja,
instrumentalizacije 1 dehumanizovanja mogu biti teske, fokus je uvek na izbe-
gavanju osude 1 trazenja krivca, te umesto toga na pozitivnom uticaju dajuci
uvid 1 pruzajuci priliku za empatiju 1 donosenje sopstvenih zakljucaka.

Finn (umetnicko ime Animal Bro) je
Srpsko-Australijski umetnik 1 pisac koji

stvara uglavnom tusem, kombinovanom 1 whose standards of
digitalnom tehnikom. Roden u Beogradu, masculinity am [ supposed to
Animal Bro je diplomirao slikarstvo na fulfill? It's not my job to
Beogradskom Fakultetu Likovnih Umet- ~ embody others’ needs and
nosti u klasi profesora Jovana Sivackog. desires.

Ucestvovao je u mnogim solo 1 grupnim
izlozbama 1 festivalima I pohodio neko-
ltko medunarodnih likovnih kolonija. In-
teresi ukljucuju graficke novele grafiku,
fanzine I nezavisno izdavastvo, murale
1 umetnost javnih prostora. Animal Bro
dozivlilava umetnost kao medijum komu-
nikacrje 1 bunta. Kao umetnici, deleci svo-
Je price, mi pozivamo druge 1 dajemo im
pravo da urade isto.
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This feeling I know

’i’g" Bendix Mignon

@ he/they/no pronouns

@ Hamburg

©) @callmebendix

@ This feeling I know, 2022-2023

Heel luttje Tuschbiller wiesen korte sexuelle Ogenblicken. As en Memoor-
je, as en Ogenupslag, as en naklingend Gefohl van Fingers in nattsweet
Haar. De Tekens laten ut un blieven undudelk. An Stee van klare Lienjes an-
tobeden, de en Gewahrworden mogelk maken, doon se suk up, laten Voolk-
lorigheid to. Se beden suk de Ogen as luttje vertroot Vertellsels an. Se willen
en queer Fuur anboten, de Drifft van de Tokiekers in suk upnehmen. In hor
konen Wunsken wassen, suk vertwiegen un Wuddels slaan un as dat Na-
klingen van en Sucht in de token Ogenblick weer verswiemeln. De Tekens
maken keen Unnerscheed tusken Upmakeree un Verzicht. Se wiesen, un se
wiesen nich. Se bruken en Mitnanner, bruken de Uttuusk mit fromde Ge-
dachten, verleden Nachten, dornannerwohlt Lakens.

Disse Scharr, wat weer.
Disse Streek, wat komen sall.
Dat Gefohl, dat ik kennen doo.

Bendix beweegt suk tusken de Rutimten, buggt de Grenzen tusken Torugg-
hollen un Drifft, Geven un Nehmen un stellt as queer Sexarbeider un Kun-
stler immer un immer weer in Fraag, of dat wurkelk blot de twee eendudig
Geschlechter gifft.

In de Kunst un ok b1 de Sexarbeild is Bendix vull van en deep Leevde un
Lengen for de Lusten van missacht Koppels un Lieven. He spoolt un tekent
gliekermaten geern mit Lienjes un sien Liev.

40+ witt, trans*queer un behinnert. Hamburg, Dutskland. Unnerbetahit
un overfurig. Mit groot Stolt en luttje Steen in dat Mosaik bi dat Vernelen

van de Kapitalismus.

Bendix would like to thank Ilise Gerdes
from the bottom of their heart for the help
with the East Frisian translation.

Kleine minimalistische Tuschezeich-
nungen zeigen fluchtige sexuelle Mo-
mente. Wie eine Erinnerung, wie ein
Augenaufschlag, wie das nachhallende
Gefuhl von Fingern in verschwitztem
Haar. Die Zeichnungen lassen aus und
bleiben uneindeutig. Statt klare Grenzen
zu bieten, die ein Erkennen ermoglichen,
offnen sie sich, lassen Vielstimmigkeit zu
und bieten sich den Augen an als intime,
eigene kleine Geschichten. Sie wollen ein


https://www.instagram.com/callmebendix/

queeres Fantasieren entfachen, das Begehren der Betrachtenden in sich auf-
nehmen. In thnen konnen Wunsche wachsen, sich verzwelgen und verwurzeln
und wie das Echo eines Seufzers im nachsten Moment wieder verschwind-
en. Die Zeichnungen entscheiden sich nicht zwischen Reprasentation und Ab-
straktion. Sie zeigen, und sie zeigen nicht. Sie brauchen ein Miteinander, einen
Austausch mit fremden Gedanken, vergangenen Nachten, zerwuhlten Laken.

Dieser Schatten, was war.
Dieser Strich, was kommen wird.
Das Gefuhl, das ich kenne.

Bendix, Schwellenbewohner, biegt die Grenzen zwischen Passivitat und
Aktivitat, Geben und Nehmen, und stellt als queerer Sexarbeiter und Kunstler
Immer und immer wieder die Geschlechterbinaritat in Frage.

Sowohl in der Kunst als auch in der Sexarbeit wird Bendix von einer tiefen
Liebe und Faszination fur das Begehren marginalisierter Communities und
Korper bewegt und spielt und zeichnet gerne mit Linien und Fleisch gleicher-
malien.

40+ wells, trans*queer und behindert. Hamburg, Deutschland. Unterbe-
zahlt und uberstimuliert. Mit grofSem Stolz ein kleiner Stein im Mosaik der
Zerstorung des Kapitalismus.

Bendix would like to thank Kumi from the bottom of their heart for the help
with the German transiation.

Kuguk minimalist murekkep ¢izimleri, gecici cinsel anlari gosteriyor. Bir ani
gibi, bir goz kirpmasi gibi, terli saglardaki parmaklarin yankilanan hissi gibi.
Cizimler belirsiz ve muglak kaliyor. Taninmaya izin veren net sinirlar sunmak
yerine, acgiliyorlar, cok seslilige izin veriyorlar ve kendilerini kendi samimi
kucuk hikayeleri olarak gozlere sunuyorlar. Queer bir hayal gucunu ateslemek,
1zleyicinin arzusunu ozumsemek istiyorlar. Arzular buyuyebilir, dallanip bu-
daklanabilir, i¢lerinde kok salabilir ve bir i¢ gekisin yankisi gibi bir sonraki
an tekrar kaybolabilir. Cizimler temsil ve soyutlama arasinda karar vermiyor.
Gosteriyorlar ve gostermiyorlar. Bir birliktelige, yabanci dusuncelerle, gecmis
gecelerle, burusuk ¢arsaflarla bir aligverise ihtiyaclari var.

Bu golge, eskiden olan.
Bu cizgi, gelecek olan.
Bildigim duygu.

Esik sakinl Bendix, queer bir seks 15¢Isi
ve sanatgl olarak pasifiik ve aktivite, ver-
mek ve almak ve her zaman cinsiyet ikiligi
arasindaki sinirlari bukuyor.

Hem sanatta hem de seks 1s¢iliginde Ben-
dix, marjinallestirilmis topluluklarin ve be-
denlerin arzularina karsi derin bir sevgi ve
hayranlikia hareket ediyor ve hem c¢izgiler-
le hem de etle oynamaktan ve ¢izmekten
hoslaniyor.

40+ beyaz, trans*queer ve engelll. Ham-
burg, Almanya. Az maas aliyor ve asiri
uyarilmis. Buyuk bir gururla kapitalizmin
yikim mozaiginde kugtik bir tas.

Bendix would like to thank Hatice Acik-
goz from the bottom of their heart for the
help with the Turkish transiation.
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The pathway to the goats

"f;"’ Clémentine Roy and Marta Orlando

@ they/them
@ Berlin

@ clementineroy.com / martaorlando.com
@ @klemantinroy @writingon_water

@ The pathway to the goats, 2023

The video 1s suspended between visible and invisible lesbian desire
and lesbian cruising as an act of reclaiming outdoor spaces and terri-
tories. After centuries of lesbian presence and absence in the closet, we
think that it i1s time to feel connected with the outdoors and explore our
desires within nature, seen as a lover, not a mother. We are developing
a wider research about the whistling language as a coded form of com-
munication, framed as a tool which connects us with other inter-spe-
cles, too. The act of cruising is seen as an act of resistance of bodies and
behaviours which escapes what is considered normativity.

Clementine Roy and Marta Orlando are an artist duo living and work-
Ing in Berlin.Their research 1s situated between Queer Ecology Studies
and Ethnographic landscapes. Coming from different countries and ed-
ucational backgrounds, their practices explore and engage with several
forms of media, such as videos, installations, paintings, tattoos, writing
and curatorial projects.

Il video e sospeso tra il desiderio lesbico visibile e invisibile e il cruis-
ing lesbico come atto di reclamo di spazi e territori esterni. Dopo secoli
di presenza e assenza lesbica dentro e fuori 1l metaforico closet, pen-
siamo sia giunto il momento di sentirci connesse con quanto succede
all'esterno e di esplorare 1 nostri desideri all'interno della natura, vista
come amante e non come madre. Stiamo sviluppando una ricerca piu
ampia sul linguaggio fischiato come forma di comunicazione codifi-
cata, iInquadrata come strumento che ci connette anche con altre in-
ter-specie. Latto del cruising e visto come atto di resistenza di corpi e
comportamenti che sfuggono a cio che e considerato normativo.

Clementine Roy e Marta Orlando sono un duo artistico che vive e
lavora a Berlino. La Ioro ricerca si concentra su studi di ecologia queer
e sul paesagqgio etnografico. Provenienti da paesi e percorsi formativi
diversi, le loro pratiche esplorano e si materializzano attraverso diversi
media, come video, installazioni, pittura, tatuagqgi, scrittura e progetti
curatoriall.

The Italian version was edited by Giul Andrighetto


http://www.clementineroy.com
http://www.martaorlando.com
https://www.instagram.com/klemantinroy/
https://www.instagram.com/writingon_water/

La vidéo est suspendue entre le deésir lesbien visible et invisible, et le
cruising lesbien en tant qu'acte de revendication d'espaces et de territoires
extérieurs. Apres des siecles de présence et d'absence des lesbiennes dans
le placard, nous pensons qu'll est temps de se sentir connectées avec le de-
hors et dexplorer nos désirs dans la nature, vue comme une amante et non
comme une mere. Nous développons une recherche plus large sur le lan-
gage sifflé en tant que forme codée de communication, envisagé comme
un outil qui nous connecte egalement avec d'autres inter-especes. Lacte
de cruising est considére comme un acte de résistance des corps et des
comportements qui échappe a ce qui est considéré comme la normativite.

Clementine Roy et Marta Orlando sont un duo dartistes vivant et tra-
vaillant a Berlin. Leurs recherches se reunissent sur lecologie queer et
le paysage ethnographique. Venant de pays et d’horizons éducatifs dif-
ferents, leurs pratiques explorent et formalisent plusieurs medias, tels que
les videos, les installations, les peintures, les tatouages, lecriture et les pro-
Jets curatoriaux.
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zine
’i’g" grouping sil’

@ they

@ Dnipro, Kyiv, Lviv
(©) @groupingsalt
[, zine, 2022

BITaHKI! s - 31H, SK1 OBy KaJieHZapoM, s Obly IIpa XPaHaJIorilo,
JIIHEMHACIIb Yacy, ajie 1 SMSHIYCs, CTay IHIIBIM ThIlIaM «KaJleHjapay. IIpa
CYTBOPYBIA LIBIKJIB], [3€HHIKI XBOPBIX, HECTAOIJIbHBIX JTHOO3EM. HA I'STa
yIIJIblBajla KaMaH[a, IKasd HaJa MHOM ITpaliaBajia. BAIOMa, 1X He 3BeCIIl
BBIKJIXOUHA []a 1X CTaHay, AHbl - Thlsl, XTO IIPbIMAOIb LIMAT BHIKJIIKAY Y
LITOA3EHHBIM XXBIL[LI], 3HOCIHAX, [TOOKILIE, ITPallbl Y I'PYIIaBblX IIpaeKTax.
y 1X y3aeMall3esiHHSAX eCLib CTajlasi BeJIIUblHS - I'9Ta CyIIpallly CICT3Me,
y IKY0 STHBl CallblsiJli3aBallicd. 3a aMallb [IBa rajibl y Hac aTpblMaliacs
3HAMCIII 4Yac 1 IIpacTopy OJisg pasMoBay 3 Ilays3aMi, OJIs pasMoBay IIpa
HaC y aKTBbIBI3Me, TIpa HAc 1 Halllbl ITPAeKThl, IIpa HAC 1 Halllbl LIeJIbl. A
packaxxy Tabe, IK Mbl 3[0JIeJIl IIPBICBOILbL Yac OJIS MaATPbIMITIBAalOUYbIX
NI3esIHHAY, ObIAJIOTY 1 CYICHaBaHHSA Y ThIX MeXaX, AKid Mbl Bbl3Ha4alll
1 BMAHSAJII cCaMacTOMHA. aMOBa KaMaH[bl af cCTapTaBal KapThl CcTalla
Bbl3BaJIEHHEM, Y AKIM 3'IBIYCS 4.

IDYIIOYKAa CUIb - I'STa KBIpaHapxageM yTBapSHHE SIKO€ HaMaraerja
DAa3BIBalJp MAajllThbIYHAE YSYyJ/IeHHE (apMIDyO4Ybl YACOBBIS absSJHAHHI
JJIS CTBAapSHHS HI3aBay TS0PHEIl, JOCBEAY CYIPAaIJiBY 1 BBIXXbIBAHHS. Hall
MeTaJ] - apThIBICIJKI JOCJIe TAMBEI, 3 SIKOM MBIl IIpaljyeM (31Hapob6CTBa,
I1aJKacThl, HaByYaJ/IbHBIS KYpPChl, I'panloBas HafTpbIMKa). Haul goBI3:
KPBIXY 3J1biS, KDBIXY ITAHKI Y HI3aX AKThIBI3MY.

Translated into Belarusian by Maryia Parkhimchyk

hello! I am a zine that was a calendar. I was about chronology and the
linearity of time, but I changed, I became a different type of “calendar” that
reflects co-creative cycles and includes diaries of sick, unstable people. this
transformation was influenced by the team that worked on me. of course,
they couldn't be reduced to those mental states. they are people who face
many challenges in everyday life, communication, in their work on group
projects. there is a constant in their interactions: resistance to the system
they were socialized into. for almost two years, we have managed to find
time and space for conversations with pauses, for conversations about us
in activism, about us and our projects, about us and our bodies. I will tell
you how we were able to find time for supportive action, dialogue, and co-
existence within the boundaries we defined and changed on our own. the
rejection of the starting roadmap was a liberation for the team, and that’s
how [ was born.


https://www.instagram.com/groupingsalt/

grouping sil’ (dnipro, 2017) is a queeranarchofemcommunity that tries to de-
velop political imagination via temporary assoclations that create grassroots
theory, experience of resistance, and survival. they do this through artivist
exploration of the topic they are working on (zine making, podcasts, training
courses, financial support). theirmotto: a little bit angry, a little bit punk grass-
roots activism.

TIPUBIT! 9 - 31H, AKUY 6YB KasleHaapeM, 1 O6yB ITPO XPOHOJIOT10, JIIHINMHICTb
yacy,aJjie 13MIHMBCS, CTaBIHLIMM TUIIOM «KaJIeHOapsi». [IPO CIIIBTBOPYI1 LIMKIIH,
LIIOZIEHHVKM XBOPUX, HECTAOIJIbHMX JIOAEN. Ha 1€ BIIJIMBaJia KOMaH/a, gKa 31
MHOO IIpallloBajia. BOHM - He TIJIbKM Il CTaHM, BOHU - TI, XTO IIPUMMAIOTh
6arallbKO BUKJIMKIB Y TOBCAKAEHHOMY >XXWUTTI, CITIJIKYBaHHI, II06yTi, pO60TI
y TPYIIOBUX TIPOEKTAX. Y 1X B3aEMOZIAX € TIOCTIVHA BeJIM4YMHA - 1€ OIIIp
CUCTEMI, B Ky BOHM COIIlaJIi3yBaJIMCh, HAM BCIM, IIPOTSATOM MalXXe IBOX
POKIB BLaJIOCh BUMHANTM Yac 1 ITPOCTIP OJIsI PO3MOB 3 Iay3aMy, OJIs1 PO3MOB
[P0 HAC B aKTUBI3MI, ITPO HAC 1 IIPOEKTH, IIPO HAC 1 HALLIl TeJia. g PO3IIOBIM TO61
PO HAaLl [OCBI IK MM 3MOIJIN IIPUBJIACHUTY Yac OJIS MMIATPUMYIOUUX 1N,
[1aJIory 1 CHIBXUTTA Y MeXaX, K1 MY BU3HAUaJIX 1 3MIHIOBaJIM CAMOCTIVHO.
BIJMOBA BIiJ] CTApTOBOl MallM CTajla IJId HaCc BU3BOJIEHHAM, Yy SIKOMY
3IBUBCH S1.

YIPYyIIyBaHHS CUIb - IJé KBIpaHapxopeMm YTBOPEHHS SIKe HaMaraeThCs
DO3BUBATH IOJITHUYHY YABY, ILIJISXOM CTBODEHHS THMMYACOBUX O0EIHAHE,
SKI CTBODKOIOTH HM30BY TeEOPIK, JOCBIL CIIPDOTHBY, BM_XXKMBAHHS. L]e
BIJOYBA€TBbCS METOLOM AapTHBICTKOIO [OCHIXXEHHS TEMM 3 SIKOK M
IpaIioeMo (31HOpobCTBO, IOKACTH, HaBYaJIbHI KYPCH, FPOLIOBA ITITPHMMKA).
Haur geBi3: TpOX¥ 3JII, TDOXM ITAHKM B HU3aX AKTHUBI3MY.
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&
-GT3-TITHA-(P G-
’i’g" gyenjam

@ they/no pronouns

@ Vienna/Dhaka

(©) @gyenjam

(O, -CR-THH-(FET-, 2023

BT fERPAE, TIGAE Ydg o1F STdfdy fafeld oiqefod Gabl TfS®oll dIsAThee
(6 AT fPIRIAT s GIg TIJGod Gabl T Qeet &drd (5H1 Feafe Fraa frsrs
AfSagr* | fosted| 2 “*-51e AfGbIABE ads-BAfdtaia/ fas-afadrel arard Al
‘CIOTROT/(RRISBTS’ (@ Qqid| 9B TifMdrst 8 9d-Bafacaa/[g-acfaare Giad-
T5TRTd TGS (GBIa/feTay, (STdl/(@e” Ga3 (Tl B/ Aaor-93 Afdbontana ¢
STOBIOGI(A/HESTOGId d1d @ STl &Cd o, dd3 OIthd §(B (pelrd/fdary/ass adrd
(631 BIfe1cd AT |

T, “ola0g’ a3 ‘Aoifo” drdansfe] Preg| (afia FIfSam/ (el FISHH, s
AqqAl G drAd/SIIeTs @St dabifeeEa @@ S wfdg Was Gafdwao
HIqIACD TNAQ AidH dl 36, Gedry SIshb Frolfdd adl S| JUd a¥d STEAT 9ag
PO Affaod GEdend G, oUd Sfeolfd B/ 5kefo-gd fdgo” sl
JCRRB 1/ HITa A ol fAeI d¢d I Iedl beTard §ald1dicd ogiard aafe,
BT WIS 3 PG AGIOT Td1 IR (SIBT (AT STABT BEFQIN/GEd

SIS - I@DT RS AT F5ATA B (ATATA STGRI (AT HIGId A9, THO OId LATarad
AGHAIS A 316 ddl SBIEE-Yd %5 3o fANfEo Gigachd Sl dcd Ohd
SN, fdcama o fAcsied J165ed faGd im0 8 9aP Fdo ST adi|
dQd S5 ST HTorod!

OIfd] (@Td (ATGT/SINE (@3) aHd JoHadel/J(BqA, F5 G VAT
|, (I AT 351 e Glacerd aed| Tifdrd a6 geo fafeis/fadrad, siseist (oat
old @4faraNa-fdcaia gferd @@ ol

FFAIge YaGd Bfd Td *(nd et gds G319 Olid f[AGfG(ad ©F| OId dIGd Jids
fAd ATSIAACad TAT3AT ATHT @, BfT TId T Y31 &d1d (5T Fead|

an intense sensory experience of visuals, sounds and smells. trying to
capture some of the chaos and intensity of being alive in bangladesh as a
queer* trans* disabled* person. these *'s note that these terms are neo-co-
lonial forms that default «<whiteness», and are inherently unable to hold and
honour the vast expansiveness of «gender», «<sex» and «sexuality» that is
present within indigenous and pre-colonial knowledge systems, and active-
ly continue to erase them.

the concepts of «development», «democracy» and «progress» are ridicu-
lous, in the face of global fascism, of violent racist capitalism: poor and col-
onized people are being made poorer and the climate crisis is normalized.
1t is not enough to hold on to abstract words of «solidarity» when tangible
support and structural change is urgently necessary. especially as we con-
tinue to deny the ongoing pandemigc, it is most important to come together
and learn how to change.

gyenjam/ &M is a collective exploring the politics of art, music and food
for/by queer* «people from the global south/majority». gyenjam aims to bring
together marginalized people to explore and express themselves through


https://www.instagram.com/gyenjam/

community, fun and resistance. they are always open to new members! oxi (no
pronouns) is a creative, organizer and community weaver in chronic pain. oxis
work focuses on healing, connection and anti-colonial liberation. pankuabul 1s
a visual and textual artist, and a map and music enthusiast. his work focuses
on exploring and exposing the everpresent visuals, sounds and words that go
unnoticed in everyday life.

STS-C }

eln intensives sinnerlebnis aus bildern, gerauschen und geruchen. ein ver-
such, etwas von dem chaos und der intensitat des lebens in bangladesch als
queere*, trans*, behinderte* person einzufangen. die * weisen darauf hin, dass
diese begriffe aus dem neokolonialismus kommen und vom «wel3sein» als
standard ausgehen. die begriffe konnen grundsatzlich die enorme spannbre-
lte von «gender», «sex» und «sexualitat», die sich in indigenen und prakolo-
nialen wissenssystemen wiederfindet, weder abdecken noch respektieren und
loschen diese weiter aktiv aus.

angesichts des globalen faschismus und des brutalen rassistischen kapitalis-
mus sind die konzepte «entwicklungr, «<demokratie» und «fortschritt» lacherlich:
in armut lebende und kolonialisierte personen werden noch armer gemacht
und die klimakrise wird normalisiert. es reicht nicht, an abstrakten worten
der «solidaritat» festzuhalten, wenn konkrete unterstutzung und struktureller
wandel dringend benotigt werden. gerade wahrend wir die aktuelle pandemie
weiter verleugnen, ist es am wichtigsten, zusammenzukommen und zu lernen,
wie wir uns verandern konnen.

gyenjam/I®E ist ein kollektiv, das die politik der kunst, musik und leb-
ensmittel fur/von queere/n* ,personen des globalen sudens/der globalen meh-
rheit” untersucht. gyenjam mochte marginalisierte personen zusammenbrin-
gen, um sich durch die community, spals und widerstand zu erforschen und
auszudrucken. neue mitglieder sind immer willkommen! oxi (keine pronomen)
1St kreativ und organisatorisch tatig, vernetzt und bildet gemeinschaften und
hat chronische schmerzen. zentral in oxis arbeit sind das heilen, die verbind-
ung und die antikoloniale befreiung. pankuabul 1st ein visueller und textueller
kunstler, der sich fur karten und musik begeistert. seine arbeit befasst sich mit
dem erforschen und aufdecken allgegenwartiger bilder, gerausche und worter,
die im alltag unbeachtet bleiben.

Translated into German by Markus Firnkranz and Mette Freidel
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Bilincihn Kay g an
Animsama Hallexi II

’Y:" Ilhak Altiparmak

@ they

@ Erzurum
(©) @ilhakaltiparmak
@ Bilincin K a y g a n Animsama Halleri II, 2023

The male body, which plays the leading role in the embroidery works titled «Slip-
pery Reminiscences of Consciousness II», brings the questioning of the concept of
«masculinity» in terms of image and content. These men reassign their assigned roles
in gender. Works are read as an implicit narrative of a slippery, unfixable recollection
that springs from a personal place. Decisive and clear male bodies are positioned in
front of the hammam scenes, which are almost faded among the fine embroideries.
These men, who carry symbolic tattoos on their bodies in traditional bath scenes, fit
into the frame of surveillance.

In the works where the traditional structure of the
bath culture and the modern structure of the
tattoo art are intertwined, there are tattooed
male bodies observed in the architectural
structures of the baths with their col-
umns, basins and domes. The sense of
surveillance, emphasized by the round-
ed form of the frames, also points to the
concepts of voyeurism, privacy and
scopophilia. When the works are han-
dled through gender roles, the fact that
male bodies are the object of art brings
a critical point of view. The artist, who
uses textile as a material, focuses on
the process rather than the result by
developing a perspective against the
action, which is categorized as «<women's
work», again over gender roles.

Ilhak Altiparmak (Erzurum, 1990) grad-
uated from Erzurum Anatolian Fine Arts High
School Painting Department in 2009. They graduat-
ed from Erzurum Ataturk University, Faculty of Fine Arts, Graphics Department in
2016. Ilhak is still continuing their education in Duzce University Graduate Education
Institute Painting Department (Master's Degree), which they started in 2021 Ilhak
Altiparmak adopts an autobiographical and intuitive approach to the conflicts around
gender definitions and community standards. They are interested in how the halo of
meaning formed around the connotative field of object, space and body is the material
of the individual's psychological field. In this axis, the subjects of their recent works
are queer, identity phenomena, nature (mother). Although working mostly with tex-
tile materials such as yarn and fabric, they also work with media such as video and
photography.

Translated into English by Tegiye Birey

Bedena mér ku di xebatén emelé yén bi sernavé «Dewletén Hismendiyé yén Bira
Slippery II» de rola sereke dilize, di waré wéne U naveroké de tégeha «zilametiyé» bi
xwe re tine ber lépirsiné. Van méran rolén xwe yén zayendi ji nu ve destnisan dikin.
Ew weki vegotinek nehéni ya biraninek sél, béseruber ku ji cihek kesane derdikeve


https://www.instagram.com/ilhakaltiparmak/

té xwendin. Bedenén nér én bibiryar u zelal 1i ber dimenén sersoké, ku hema béje di nav
neqiseyén xwesik de ne, téne danin. Di dimenén sersoké yén kevnesopi de, ev zilamén
ku li ser lagén xwe degén sembolik digirin, di ¢argoveyek ¢avdériyé de cih digirin.

Di karén ku avahiya kevnesopi ya ¢canda sersoké U avahiya ndjen a hunera tattooé bi
hev ve girédayi ne; Di nav avahlyén mimarl yén hemameé de bi stun, bask G qubeyén xwe
ve cesedén méran én tatokiri hene. Hestlya cavdériyé ya ku ji héla forma doré ya ¢arcov-
eyan ve hatl destnisan kirin, di heman demé de tégehén voyeurism, nepeni G skopofili
jl destnisan dike. Dema ku berhem ji aliyé rolén zayendi ve bén nirxandin, rastiya ku
bedena méran tistén huneri ne, perspektifeke rexnegir derdixe holé. Hunermend tekstilé
weke maddeyek bi kar tine, ji encameé zédetir li ser pévajoyé disekine, It hember ¢alakiya
ku li gori rolén zayendi weke «xebata jinan» té binavkirin, pratika talan/xurcandiné pés
dixe.

Derbaré Hunermend.: [lhak Altiparmak di sala 1990 de Ii Erziromé ji dayik biye. Di sala
2009an de Liseya Hunerén Bedew a Anadoluyé ya Erziromé Besa Wénesaziyé qedand.
Di sala 2016an de i Zaningeha Erzirom Ataturké Fakulteya Hunerén Bedew, besa Grafiké
mezin bu. Ew hina ji xwendina xwe li Enstituya Perwerdehiya Mezuni ya Zaningeha
Diizceyé di Besa Wénesaziye (Destura Masteré) ya ku di sala 2021-an de dest pé kir, di-
domine. I[lhak Altiparmaké di xabatén xwe de pénaseyén cinsi U civaki yén ku L1 hem-
beri nakokiyén ku II ser standardén xwe hene Ew nézikatiyeke hurgelani digire. Tista,
cih u waré bihnvedané ya bedené Ew madeya halé wateyé ye ku Ii dora wé ¢édibe, gada
psikolojik a kesane. bl ¢ébuna wé re eleqedar dibe.Di vé eksé de mijarén berhemén wi
yén vé dawiyé mijarén weki geseng(queer), rastiyén nasnameyé xwezayé (dayik) in.Her
cendi bi pirani bi materyalén tekstilé yén weki xéz i qumasé kar dike besek ji pratika wé
ya hilberiné ye Ji, ew II gori projeyan di medyayén weki vidyo U wénekéesiye de ji hilberiné
dike.

Translated into Kurdish by All Tektas

«Bilincin Kaygan Animsama Halleri II»
adli nakis calismalarinin basrolundeki
erkek bedeni, «erkeklik» kavraminin sor-
gulamalarini imge ve igerik agisindan
beraberinde getirir. Bu erkekler toplum-
sal cinsiyette kendine atanmig roll-
erl yeniden tayin eder. Isler, kisisel bir
yerden cikan, kaygan, sabitlenemez bir
animsamanin ortuk bir anlatisi olarak
okunur. Ince nakiglar arasinda neredeyse
siliklesen hamam sahnelerinin onunde,
kararli ve net erkek bedenleri konuslanir.
Geleneksel hamam sahnelerinde bedeninde
simgesel dovmeler tasiyan bu erkekler bir goze-
tlemenin kadrajina sigarlar.
Hamam kulturunun geleneksel yapisi ile dovme san-
atinin modern yapisinin i¢ ige gectigi calismalarda; sutunlar,
kurnalari, kubbeleriyle hamamlarin mimari yapilari igerisinde gozetlenen dovmeli erkek
bedenleri yer almaktadir. Kadrajlarin yuvarlak formu ile vurgulanan gozetleme duygusu,
rontgencilik, mahremiyet ve skopofili kavramlarina da isaret eder. Calismalar toplum-
sal cinsiyet rolleri uzerinden ele alindiginda, erkek bedenlerinin sanatin nesnesi olmasi
elestirel bir bakis acisini beraberinde getirir. Tekstili malzeme olarak kullanan sanatgi,
ipliklerle isleme/nakis pratigini yine toplumsal cinsiyet rolleri uzerinden «kadin isi» diye
kategorize edilen eyleme karsi bakis gelistirerek sonugtan ¢ok surece odaklanir.

Ilhak Altiparmak (Erzurum, 1990). 2009 y1linda Erzurum Anadolu Glizel Sanatlar Lise-
sI Resim Bolumtinden mezun oldu. 2016 y1linda Erzurum Ataturk Universitesi Guzel San-
atlar Fakultesi Grafik Bolumu'nden mezun oldu. 2021 y1linda basladigi Duzce Universi-
tesi Lisansustu Egitim Enstitlisu Resim Anasanatdall (Yuksek Lisans) egitimine halen
devam etmektedir. lhak Altiparmak calismalarinda psikanalitik sagaltim araci olarak
sanatsal uretimlerini gerceklestirir. Toplumsal cinsiyet tanimiari ve topluluk standar-
tlar1 ekseninde var olan anlasmazliklara karsi otobiyografik ve sezgisel anlam acma-
zlarina odaklanmaktadir. Calismalarinda belirll bir anin ruhuna yogunlasan oznel bir
yaklasimi benimser. Nesne, mekan ve bedenin ¢agrisim alani etrafinda olusan anlam
halesinin, bireyin psikolojik alaninin malzemesi olusuyla ilgilenir.
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Uns:mothered (Semmelweisklinik)

By @ DB

Jasemin Anika Khaleli
she/her

Vienna
@jasemin.khaleli

Uns:mothered (Semmelweisklinik), 2023

«Uns:mothered (Semmelweisklinik)» is a two-part installation that refers to the
precarious conditions of breathing. The spherical ceramics were shaped by breaths
that I collected and reflect notions of both exhaustion and release. As the work pro-
gresses and transforms over time, three possible ways of breathing are on display:
exhaled pasts, present inhalations, and futurities to expand freely.

We live in ongoing pasts of multiple respiratory crises that make us breathe in ways
we haven't breathed before and demand that we re-learn about the capacities of our
lungs. Our breaths may rattle, hum, gasp, wheeze, or heave; they are both the terrain
for violence as well as connection. As Black and feminist scholars such as Alexis
Pauline Gumbs, M. NourbeSe Philips or Magdalena Godrska remind us, we inhabit the
world as co-respirators, proposing breathing as a collective, kindred experience be-
yond-species.

«Uns:mothered (Semmelweisklinik)» is also informed by the site’s history as a for-
mer womxn's clinic, retelling stories of first gasps for oxygen in lives that we all be-
gan in water; someone has breathed for us, and with. It therefore calls on all the moth-
ers*- biological, chosen, ancestral, mammal, and all those whose chests continued to
rise and falter in unbreathable conditions.

The artist wishes to thank all the breath-givers for their participation in this
project.

Jasemin Anika Khaleli (Munich, 1993) is a Vienna-based writer, listener and
art-maker, working with text, sound and sculpture. She 1s researching at the Music
and Minorities Research Center (mdw) and is completing the Critical Studies program
at the Academy of Fine Arts Vienna. Exploring questions of systemic and institu-
tionalized violence through personal trajectories and collective reflections, Khaleli
practices decolonial and queered methodologies and sensual ethnography. Her work
has been awarded by the Portuguese Foundation for Science and Technology, GAIN
Gender and Agency prize and was featured by Wienwoche Festival, Garage Grande
and CTM Festival for Adventurous Music Berlin, among others.

«Uns:mothered (Semmelweisklinik)»
1st eine zweiteilige Installation, die sich
mit den prekaren Bedingungen des At-
mens auseinandersetzt. Die kugelfor-
migen Keramiken sind Negative von
Atemzugen, die ich gesammelt habe,
und reflektieren Vorstellungen von Er-
schopfung und Befreiung. Im Verlauf
der Arbeit, die sich mit der Zeit verwan-
delt, werden drei mogliche Arten des
Atmens sichtbar: ausgeatmete Vergan-
genheiten, gegenwartige Einatmungen
und Zukunfte, die sich frei ausdehnen
konnen.

Wir leben in fortwahrenden Vergan-
genheiten von zahlreichen Atemkris-
en, die uns dazu bringen, auf Arten und
Weisen zu atmen, wie wir es noch nie
zuvor getan haben, und die es notwen-
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dig machen, die Kapazitaten unserer Lungen neu zu erlernen. Unsere Atemzuge kon-
nen rasseln, summen, keuchen oder husten; sie sind das Terrain fur Gewalt, aber auch
fur Verbindung. Schwarze und feministische Denker*innen wie Alexis Pauline Gumbs,
M. NourbeSe Philips und Magdalena Gorska erinnern uns daran, dass wir die Welt als
Mit-Atmende bewohnen, indem sie uns das Atmen als kollektive, verwandte Erfahrung
jenseits von Spezies nahelegen.

«Uns:mothered (Semmelweisklinik)» ist auch von der Geschichte des Ortes als ehema-
lige Frauen*klinik gepragt. Sie erzahlt vom ersten Schnappen nach Sauerstoff in Leben,
die wir alle im Wasser begonnen haben: jemand atmete fur und mit uns. Sie ruft daher
auch alle Mutter* auf — biologische, wahlverwandte yvor(er)fahrene, saugende und alle,
deren Brust sich unter atemunwurdigen Bedingungen immer wieder hob und senkte.

Ich mochte allen Atem-Spender*innen fur ihre Teilnahme an diesem Projekt danken.

Jasemin Anika Khalell (Miinchen, 1993) ist eine in Wien lebende Schreibende, Zu*Horen-
de und Kunst-Machende, die mit Text, Klang und Skulpturen arbeitet. Sie forscht am Mu-
sic and Minorities Research Center (mdw) und studiert Critical Studies an der Akademie
der bildenden Kunste Wien. Khalell ergrundet Fragen systemischer und institutionalis-
lerter Gewalt im Personlichen und Kollektiven, praktiziert dekoloniale und queere Meth-
odologien und sinnliche Ethnografie. Ihre Arbeit wurde von der Portugiesischen Stiftung
fur Wissenschaft und Technologie und dem GAIN Gender and Agency Preis ausgezeich-
net und war unter anderem beim WIENWOCHE-Festival, der Garage Grande und dem
CTM-Festival for Adventurous Music in Berlin zu erleben.

«Uns:mothered (Semmelweisklinik)» € uma instalagao em duas partes que lida com as
condigoes precarias da respiragao. As ceramicas esféricas sao negativos de respiragoes
que recolhi. Elas refletem nogoes de exaustao e relaxamento. Ao longo do desenvolvimen-
to do trabalho, que mudara com o passar do tempo, trés tipos de respiragao tornarao-se
visivels: passados exalados, inalagoes presentes e futuros que se esticam livremente.

Nos vivemos em passados perpétuos insuflados por crises respiratorias. Estas crises
nos forcam a respirar de formas que nunca respiramos antes e a reaprender as capaci-
dades dos nossos pulmoes. Os nossos respiros chacoalham, zumbem, suspiram e tos-
sem. Ao mesmo tempo que estao a mercé da violéncia, sao capazes de conexao. Pensa-
dores negres e feministes como Alexis Pauline Gumbs, M. NourbeSe Philips e Magdalena
Gorska nos lebram que habitamos este mundo como co-respiradores, sugerindo a respi-
racao como uma experiéncia coletiva e mutua, independente da categoria de espécie.

«Uns:mothered (Semmelweisklinik)» parte da historia do espago em que € exposta:
uma clinica para mulheres*. Este lugar conta historias de primeiro suspiro de oxigénio
dados em vida. Vida que todes nos comegamos na agua: alguém respirou por nos e co-
nosco. De tal forma, o espago convoca todas as maes*: biologicas, escolhidas, ancestrais,
mamiferas, e todas aquelas cujos peitos subiram e desceram em condicoes irrespiraveis.

Gostarla de agradecer a todes que os doaram seus respiros pela sua participagao neste
projeto.

Jasemin Anika Khaleli (Munique 1993) é escritora, ouvinte e artista plastica e reside
atualmente em Viena, Austria. Em sua pratica, ela trabalha com texto, som e escultu-
ra. Khaleli é pesquisadora no Music and Minorities Research Center (mdw) e estuda no
programa de mestrado em Critical Studies na Academia de Belas Artes de Viena. Em
sua pesquisa, Khalell investiga questoes em torno da violéncia sistémica e institucional
referente tanto ao pessoal e o privado como ao coletivo ou a coletividade. Metodologias

decolonials e queer, assiim como a
etnografia sensual constituem sua
pratica. Seu trabalho recebeu recon-
hecimento da Fundacao para a Cién-
cia e a Tecnologia e fol premiado com
o0 GAIN Gender and Agency Prize.
Projetos da artista e pesquisadora
Ja foram apresentados em InumMeros
festivais, exposicoes e instituigcoes
como o festival WIENWOCHE, a Ga-
rage Grande, assim como o festival
CTM - Festival for Adventurous Mu-

sic Berlin.
Translated into Portuguese by
Guilherme Maggessi
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Dendxrocoelum lacteum (Planaria)

’1(/‘" Marina Leo Shamov
%) they/no pronouns
@ Vienna

@ @shamovmarina_

@ Dendrocoelum lacteum (Planaria), 2022

«Dendrocoelum lacteum (White Planaria)» BumeoMHCTarIsAUsIhbl - TJIaHapUgap
MeHoH 6aWJIsHell Tabblybl hoM eHeches ypcey 1071kl TyphbiHA ToH 6ejleMspe
6yMblHCa BUOeo-Kypc. Dendrocoelum lacteum (anra Ta6a Dl 6yna) coMaTuk
KY39HareHIo eHeches ypceTey MeHaH KMJIIEI chlFa. EHeches ypceyeHeH 6epap HUC
10JIb1 6ap;

DI cTpo6unsiMs 1071kl MEHSH XapaKTepiiaHa, TUMaK , THBl DI 1i1oXecriape aTa-
9Co ToH TOPKeMopPEeH aJIMaLIThIPblybl 6yMbIHCA 6apiiblKKa Kuje. CTpobuialus
Teopusihbl - XalyaHAap3blH MeTaMepPUK ToH[opEe TapMUXM PIVELITS LISXECTap
ToH[ope bep-6bepeheHs O'KIIALI CerMeHTTapFra OyJieye OyMblHCA 6apiIblKKa KUJITa
TUTOH[IE aHJIaTa.

Dl MTIOPMIIOTEHTHOCTBEl hakian, yHbl «hop Tepne tongap MeHoH YGelle
MOMKMHIIEKTapE» TUII To TOPXKEMS UTEII OyIIa.

Bout suite DI 'Kyl agTbIHIA LISXECTEH KBUP OYJIBII Y36MIIoJIoHELIeYe
MeTadpopahblH 6apiIbIK'Ka KUIITEPS. BaKTaHFaH TOPKOM-TSHISP OJI0 GYJIBII VGO
haM yrnapsblH IICUXMK CTPYKTypajlapblHa Y3 PAVELITS Y3rapeLITap Kepa.

ToH HeMpo-hanMaKiibl hoM 9BOMIOLIMOH XoTepeHs hoM TyFaHJIBIFBIK HoGeJIEHD
heHa. Kym-ToH (TepKeM-ToH) HaGerAape Kellle OyJIMaraH II9XeCTap haM Tapuxu
HUre3 hanelycbutiap TypahbiHza 6ereM gKjam , Liyjay y'K obpasfap Thly3blpa,
6e33eH Fo39TTo, Kellle (eKepeHs KMJIMaIoH, 6ep 'KacaH 1a bylMaraH hbiMak
obpaszap.

«Dendrocoelum lacteum (Planaria)» Buaeo-MHCTAIISALMsIhbBl TaMalllachblyIap3bl
YKBITBlYChl-MHCTPYKTOP TOKAUMOSPE OyMBIHCA , TOH/E, TAybILITHl hoM Ky3 alblHa
KUJITepeye KyJJlaHbll DI'Ka Kycey mpakTukKahbiHa cakKbipa.

MapuHa Jleo IIlamoB (Cebexx, 1990) - paccaM, Geney ceHraTe aherie, TEKCTap
aBTOpBbl, Y'KBITBYyChl haM LGBTQ + akTUMBUCT, 6akTepusiyiap haM Teprie Kelie
6yrIMaraH 3aTTap OOHbsIhbl, ToH 6eleMe, HodMC ITpakTuKaap3a IICUxX0aHaIUTUK
bekepriay, Y36MIIIaTIoHELI CallaCaTe KEVEK TOPJIO TeEMaJiap eMPaHa.

MapwuHa 13-ce ubliga FoMau CoHFST MHCTHUTYTBIHAA XOpeorpapus OyublHCA
ANIIJIoM, 15-ce iplfja BaraHoB akaeMiuahblHa 3aMaHca 6eriey CoOHF 9 Te Mar ICTPbI
Zepaxkahe ajia, Liyyan y’K 17-ce ubliga Hajlell MTeyce COHFIT MOKTIOEH]d COMaCH
COHFAT IIporpaMMahblH TaMaMIanl.

MaprnHa azaK Kbl IPOEKTTapblH 6a/1a/1ap MOPTOHAA MBIIST8H YCMepP39pIra HaQuc
bejieM 6upeyrs, aBTOQUKIIH hoM DesSHaAKTMEHT IepQOopMaHCEl OYMbIHCA KYPC
YTKOpEYrs, LIyyiay YK hyFbIlIKa KapIlibl aKTHUBICTAD 6COH ToH IIPAKTHKAIAapkl
ZI8pecTape YTKapeyra barkliijiai. BeHaia MaLiay haM SIS,

Top>xeMo UTENIroH Suins KaHcypa

The video installation «Dendrocoelum lacteum (Planaria)» is a five-step tutorial
about establishing connections with Planaria and accessing the bodily knowledge of
asexual reproduction.

Reproduction of Dendrocoelum lacteum (thereafter DI) occurred asexually from so-
matic cells. There are several types of asexual reproduction; DI is characterized by
strobilation, which means that new DI individuals accumulate through rearrange-
ment of the body of the parent individual. The strobilation theory describes how the
metameric bodies of animals historically arose through the division of the body of an
individual into similar segments. DI retains pluripotency, which can be translated as
«the possibility of development according to different scenarios».

DI becomes the starting point for the formation of one more metaphor for queer
1dentity. Decaying body-sets grow into adulthood, making changes in their mental
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structures. Bodies are neuroplastic and fall into evolutionary memory and species Kin-
ship. The body-sets genes contain knowledge about non-human beings and prehistoric
ancestors, as well as those images that we usually consider having never existed outside
the human imagination.

The video installation «Dendrocoelum lacteum (Planaria)» invites the audience to fol-
low the tutor’s instructions and practise becoming a DI through body, voice, and imagi-
nation practices.

Marina Leo Shamov (Sebezh, 1990) is an artist, queer-rap lyrics writer, performer, teach-
er and LGBTQZ activist who explores various topics, such as bacteria and other creatures,
body-knowledge psychoanalytic thinking in artistic practice and identity politics. Mari-
na received their diploma in choreography at the Institute of Applied Arts13 masters de-
gree in artistic practices of contemporary dance at the Vaganova Academy 15 and gradu-
ated from an independent political art program at the School of Involved Art17 Marinas
last projects were devoted to art education for orphans, teaching the course of autofiction
and reenactment performance and body practices for anti-war activists.

The photomontage was made by Katya Merkusheva

«Dendrocoelum lacteum (Ax ITrraHapysi)» BUIIEOCH] IIyTaHapuiiap 6e1oH 971eMTaIIap
VPHALLTBEIPY hoM >XeHecce3 ypdy TypblHAA ToH 6ejleMeHHoH (daupganaHy byeHYa
enpaTy Bupaeochl. Dendrocoelum lacteum HBIH ypudye (anra Tab6a Dl) comMaTuk
KY30HOKJISPZoH >XeHeccea 1071 6erloH 6apa. XKeHecces YpuyHEH 6epHMYS Tepe 6ap, DI
CTpOOUITALIMS 6eJloH XapaKTepriaHa, 6y DI HbIH dHa 3aTiiaphbl aTa-aHa ToHEH AHalaH
TOPKEMJISY allla 6apriblKKa KMJjIa AUTaH Ccy3. CTPOOUIISILIMOH Teopusl XallBaHHAPHBIH
MeTaMep ToHHOpe TapuXM AKTAH 3aTJIapHBIH I'oy[AoCEH OXLIAII CerMEHTIIapra aepy
anIa 6aprblKKa KMUIIT9HTIEre TypblHAA couy. DI IITIOpUIIOTEHTIIBIKHEB] CaKJIbli, aHbl
«TOpJIe ClieHapuiap 6yeH4ya ycell MOMKMHIIEre» IUII TOPXKEMD UTIPra MOMKUH. By
auITe DI TMHIOSLINIEK KBUPBIHBIH MeTadopachlH (GopMarallThlpy e4eH GalljlaHTbld
6yria. AepBUTBIIT TOLIy4Ye KYII CaHJIbl XXMCEMHSP OJIbl KeLlesIopra Kazap Yycalep hoMm
V3JI9peHEeH IICUXUK CTPYKTYypaJlapblHa Y3rapeLlsIop KepTaliap. HeMPOIMCTUK rayaaisp
OBOJIIOLIMOH X3TepZe hoM TepriopHeH TYTaHJIbIIbl CH3ejla. [eHHap KellleeKkces
TepeKJIeK UsJIape haM 60PBIHTEl 6abanapelobl3, LIyJIan YK 6e3 6epkadaH Aa Kelle
XbISIJIBIHHAH YMTTS 6yJIMaraH AUII caHaraH o6pasjiap TypbliHa 6el1a.

Maprra Jleo lllamoB (Cebex, 1990) - pacemM sicaydbl, 6110 KyHOYbl, TEKCT/IAp aBTODEI,
yKBITYy4Ybl hoM JIIBTK+ aKTHMBMCTBL, YJI Tepi/e TeMAaylapHbl THUKIIEDS, MJOCCOISH
6aKTEPUATIOD TeMaThbl hoM 6allka TEP/IEKJIop ToH CHMNoTEH, IMCHMXMK yHiap, Tepile
KYDEHELITS,Y3eHYJIEK COSCITE hoM Kelile 6y/IMaraH TOHISJIIEK COSICITE.

MaprmaHHBIH JHUITIOMHApPb] 6ap. bep AuIIIIOMB]l raMoJIi COHTATh MHCTUTYTBIHA
xopeorpagus hoMm 6y refgarorukacel 6yeH4a, BaraHoBa AKa[eEMUSCEH]O 3aMaHy4a
OMIOHEH COHTaTh IPAK TMKAChl MAaTrVICTPbl JUITJIOMBIH aJITaH, LTYJIal VK XKSJIEIT UTEJITOH
COHTaTh MOKTI6EHJo COSICH COHTaThHEH Oo7ICe3 IIPOrpaMMAaCchblH ToMaMJ/IaraH.

MaprnHaHBIH COHI'bl [IDOEKT/IAPHI 6aTbIIITIAHTaH COHTaThb 6E€JIEMId SLIYCMEPIS, aTa-
aHAachl3 6aJ1a/1ap MOPThIHA A9y 9E/IoPra, LIyJIay YK aJIblT 6apa Kypcaap ABTOQUKIIH
hom pesHakTMeHT riepopMaHCel 6yeHYa, CyTbIIIKA Kaplbl aKTUBUCTIIAP 69EH TOH
AapaoMe [OPECTISPEHS barhblil/IaHIaH uae. AL hoM suuin BeHasa.

TeKCTHBI Ky4epy - ABTODCEIS3.
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a text floating on a river

’T?" Masha Godovannaya

@ she/her
@ Oaxaca

@ mashagodovannaya.wordpress.com
(©) @godovannayamasha

@ a text floating on a river, 2021

by Masha Godovannaya (with Koivo), 850, 16 mm on HD video, color & b/w, sound,
Austria, 2021

The film is a collaboration with poet and art historian Koivo and is based on his
poem that hints at his sense of confusion being caught in-between times, spaces, and
localities. It starts from his inquiry about how the architectural elements of the past
manifest themselves in the everyday — in those mundane structures that support our
daily lives and moves:bridges, elevated highways, and underpasses. Together with Koi-
vo and my 16 mm camera, we walked through Vienna tracing architectural residues
of the grandiose ancient architecture that was transformed into the urban landscape of
a modern city with a haunted history.

In our filmic inquiry, we refused to employ a simple visual comparison in order to
maintain a historical lineage. We aimed to disrupt visual clarity and representation,
and to depart for a cinematic errantry to practice mutuality of diverse materialities,
histories, and realities, taking comfort in and appreciating our queer structure of feel-
ings and relations, human and more-than-human.

Masha Godovannaya is an experimental filmmaker, queer-feminist researcher, cu-
rator, and educator. Approaching art production as an artistic research and collective
action, Masha’s artistic and scholarly practices draw on a combination of approaches
and spheres such as moving image theory, experimental cinema, DIY video tradition,
social science, post-soviet/postsocialist studies, queer theory, and decolonial meth-
odologies. Masha holds an MFA degree in Film/Video from Milton Avery Graduate
School of the Arts, Bard College (USA), and an MA degree in Sociology from European
University in St. Petersburg (Russia). Currently, she 1s a candidate in PhD in Practice
at the Academy of Fine Arts in Vienna (Austria).

«a text floating on a river« («ein Text, auf einem Fluss treibend») von
Masha Godovannaya (mit Koivo), 850, 16 mm auf HD-Video, farbig & s/w, mit Ton,
Osterreich, 2021

Der Film ist in Zusammenarbeit mit dem Dichter und Kunsthistoriker Koivo ent-
standen und basiert auf seinem Gedicht, das auf sein Gefuhl der Verwirrung anspielt,
zwischen Zeiten, Raumen und Orten gefangen zu sein. Der Film geht von seiner Frage
aus, wie sich architektonische Elemente der Vergangenheit im Alltaglichen wie-
derfinden — in den pro-
fanen Strukturen, die
unsere taglichen Leb-
en und Bewegungen
(unter)stutzen: Brucken,

Hochbahnen und Unter-
fuhrungen. Koivo und ich
sind mit meiner 16-mm-
Kamera durch Wien
gezogen, auf den Spuren
der  architektonischen
Uberbleibsel grandioser
alter Architektur, die zu
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der urbanen Landschaft einer modernen Stadt mit verwunschener Vergangenheit ver-
wandelt wurde.

In unserer filmischen Erkundung haben wir uns bewusst gegen den Einsatz einfacher
visueller Vergleiche entschieden, um eine historische Linie zu wahren. Unser Ziel war
die Storung der visuellen Klarheit und Reprasentation und der Aufbruch auf einen fil-
mischen Irrweg, um die Wechselseitigkeit verschiedener Materialitaten, Geschichten
und Realitaten darzustellen. Dabel konnten wir Trost und Wertschatzung in den queeren
Strukturen unserer Gefuhle und Beziehungen finden, in menschlichen und ubermen-
schlichen.

Masha Godovannaya ist experimentelle Filmemacherin, queer-feministische Wis-
senschaftlerin, Kuratorin und Lehrende. Durch ihr Verstandnis der Kunstproduktion
als kunstlerische Forschung und kollektive Tatigkeit setzen sich ihre kunstlerischen
und wissenschaftlichen Arbeiten aus einer Kombination verschiedener Ansatze und
Spharen zusammen, darunter Bewegtbildtheorie experimenteller Film und DIY-Video-
tradition-Tradition, Sozialwissenschaften, postsowjetische/postsozialistische Wissen-
schaften, Queer Theory und dekolonialistische Methoden. Masha hat ihren MFA (Master
of Fine Arts) in Film/Video an der Milton Avery Graduate School of the Arts am Bard Col-
lege (USA) absolviert und hat einen MA (Master of Arts) in Soziologie von der Europaischen
Universitat in Sankt Petersburg (Russland). Derzeit ist sie PhD in Practice-Kandidatin an
der Akademie der bildenden Kiinste in Wien (Osterreich).

Translated into German by Mette Freidel

«TEKCT, IJIBIBY LM 110 peke» Maliy 'ofoBaHHOM (COBMeCTHO ¢ KolBo), 850, 16 MM B
HD Ka4decTBe, IIBETHOE U YePHO-6€eJ10e BUIEO, 3BYK, ABCTpus, 2021

OToT (QMIBM — COBMECTHas paboTa C II09TOM M MCKYCCTBOBeIOM KOMBO.
®UNIBM BBICTPOEH BOKPYI €ro CTUXOTBOPEHMSI, B KOTOPOM CUMUTBIBAETCSI UYBCTBO
pPacTepsTHHOCTM aBTOPa, 0OHAPY>KMUBILIET0 cebsT MeXXy BpeMeHaMy, ITPOCTPaHCTBaMM
1 pacCToSTHUSAMMU. CTUXOTBOPEHME HAUMHAETCS C BOIIPOCA O TOM, KaK apXUTEeKTYPHbIE
9JIeEMEHTHI ITPOLLIJIOTrO ITPOSIBIISIIOTCSI B IIOBCEJHEBHOCTY — B TEX OBITOBBIX CTPYKTYpPaXx,
KOTOpPBle TIOAAEP>KMBAIOT HaLly eXeOHEBHYIO >XM3Hb U [OBUXKEHME: MOCTH],
HaJ3eMHble aBTOMAaruCcTpaaM U IIOA3eMHBle Ilepexodbl. BmecTe ¢ KonBo u Moen
16-MUINTMMETPOBOM KaMepoyu Mbl OPOAMIIN II0 BeHe, BEIMCKMBAsSI OCTATKM JPEBHEN
T'PaHIMO3HOM apXUTEKTYPh], CTABLIME YaCThIO FOPOACKOro JIaHALIadTa COBPEMEHHOIO
ropofia C HEIIPOCTOM UCTOPMUEMN.

B HallleM KHeMaTor pahuyeckKoM MCCIIeJoOBaHMUM Mbl OTKa3blBaeMCsI MCII0NIb30BaTh
IIPOCTOE BM3yaJibHOE CPaBHEHME IIJIs1 TIOANEepXKaHMUsl TMHEMHOCTY UCTOpUM. Halren
11eJIbI0 6BIJIO TIPEPBATh BMU3YaJIbHYIO SICHOCTb M PeIpe3eHTallMiO M OTIIPaBUTLCS B
KyHeMaTorpaguyeckoe CTPaHCTBUE, TPAKTUKOBATh B3aIM0O3aBMCYMOCTb MHOXKECTRBA
pPasHbIX MaTEPMAIOB, MCTOPUM U PearibHOCTEN, HaXoAs IOAAEPXXKY U TIOHMMAaHUe B
KBUP-CTPYKTYPE HALIUX YYBCTB ¥ OTHOLIEHUM, YEJIOBEUECKMX U HEUETIOBEUECKUX.

Mania I'ogoBaHHas — OSKCIIEDUMMEHTA/IBHAST KMHOPEXICCEPKAE, QEMMUHIUCTCKAS
U KBUD-MCCIIENOBATEIbHMIE, KypaTopKa ¥ rnefaror. Maria rnogxoquT K CO3JaHMIO
(HJIBMOB KaK K TBOPYECKOMY MCCIIe[JOBAHMIO M KOJJIEK TMBHOMY JEVCTBIHIO, €€ paboTa
KaK XYIJOXHMIJB] M MCCIIEQOBATEIbHMI[bl COYETAET B ceb6e pPasHBbIe ITOLXOLbl TeOPH
OMHAMUYIECKOr O M300pa>keHMs, SKCIIEPUMEHTAIbHOEe KMHO i DIY BugeoTpangiIis,
COLJMOJIOr S, [TOCTCOBETCKMUE/TIOCTCOLIMAJIUCTUYECKIE MUCCIIEOBAHVA, KBUPD-TEOPHUI
U [JEKOJIOHMAJIbHBIE METO[oJIorni. Maria roiyyuiia CTENEeHb MAarmucTpa MCKYCCTB
B 06j1acTH KMHEMaTorpagui B  Beiclier LIKOIe MCKYCCTB Mu/ITOHa OvBeEpH

Ipu bapng KOJIJIEI]KE,
CIIIA, a TakXXe CTeIlleHb

MarmucTpa COLJMOTIOT M
B EBpOIEVICKOM VHUBEpP-
CHUTETEe B CaHKT-

[Terepbypre, Poccuu. Ha
JJaHHBIM ~ MOMEHT  OHA
ABJISETCA  [JOKTO-PAHTKOM
AKageMur u306pa3uTENb-
HbBIX MCKYCCTB B BeHg
ABCTpHUA.

Translated into Russian
by Liubov Samoylovich
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PINK ZINE

’i’g" Naomi Frisson

@ they/them
@ Athens

(©) @naomi_frisson

[C, PINK ZINE, 2021

To PINK ZINE etval pa
OVAAOYT]  oxedlwv  Kat
KEWIEVWY, UE OPLOUEVEC
oKeEWELC / ovvalobnuata
mou  e€epeuvouv  TOV
AVWUOAO €PWTIONO Kat
TN OXEOLAKOTNTA. ZeKivnoe w¢ OladlKTUAKO €pYO, KATAYPAPOVTAG TOV
oVVALCONUATIKO 1oV TAELOL yia €E1 UNVEC, LEOA ATIO U1a 0E1pA AVapPTOEWV
0TA PECA KOWWVIKNG SKTVWONG. XPNOUOMOWWVTAC ATAAES ATIOXPUWOELS
MOOTEN QAMOXPWOEIC KAl aXVA MJOALRlO, TPOooTadnoa va PETAPEPW
OLAKPITIKES AAAG €vIovec aioBnoelg. Tnv avTiAnyn povu yla To €auTo Kat
WG EXEL TIPOXWPTOEL HECA OTA XPOV1Q, YPAPOVTAC yla TO coming out, TN
OUVALVEQDT), VEOUC TPOTIOUC CUVAPELAC UE PIAQ, EPWHEVA, CUVTPOPLOOEC KAl
OAQ Ta MAAoPATA MoV BPloKoVTAl 1ECA OTO (PACHUA AVTO.

[TpoomaBnoa va TMPooeEYYIowW TO €PWTIONO PEOCA Ao TNV AmaAOTnTaq,
ONUIOLPYWVTAG €VA QAVTAOTIKO XWPO PAKPLWA armodo Ta BAeppata e
KUPLAPX1AG KAl OMTIKOMOWWVTAC TPOMOUC EUMEIPIAC OXECEWV €KTOC TNC
£TEPOKAVOVIKOTNTAG.

Xpnowonoinoa ITn YAwood TnNg aocTpoAoylag via va KAataypaypw
TMPOCWTIKEC EUTEIPIEC KAl TNV TIVEVUATIKOTNTA WG TIOAITIKO €PYAAELD Via
TNV MPOCEYY1oT TNC EYYUTNTAC.

To PINK ZINE a@opd mpwTa TNV aopatotnTd Jeca pag, tn Xapd Kat Tov
MOVOo Tou viwBouvue otav Byadovue TNV €auTn) pag €€w amod autnv. ZTiC
OoTyHlaieg EKAQUWPELC IOV BAETOUHE TNV €QUTT MAC WG EXEL, XWPLE TO MEMAO
TWV EMKPATOVVTIWV apnynuatwv. Tnv eAnida va @avtalopacTte VEOUQ
TPOTIOUG CVUVOEONC, KABE popa SlaPOPETIKA.

To Naoui eival Kouiotag, EIKOVoypapog Kai KaAAITeEXVO,

HbouvAeid tov npayuatevetal tnveyyuvTnTa, T0 UETAPUOIKO, TT) dnuiovpyla
PaAvTaoTIKWV EVAAAAKTIKWY XWPOXPOVIKWV CUUNAVTIWY, OUVOEOVTAQ
moayuatrika Kai un otolxela.

Xpnoonowwvtag napabeon KEWEVWY, EIKACOTIKWYV EpYwWYV, UVEoAOYIWY,
npoornabel va avadiaBacel TIC mPAyUATIKOTNTEG KAl TOV XpOVo UEoA aro
uia VEUPOTOIKIAN OMTIKT).

PINK ZINE is a collection of drawings and texts, with some thoughts /
feelings exploring queer intimacy and sexuality. It started as an internet
project, documenting the artist's emotional journey for six months, through
a serles of posts on social media. Using muted pastel colours and hazy


https://www.instagram.com/naomi_frisson/

pencil drawings, they tried to convey subtle and intense sensations that morph
their queerness. Their perception of self and how it has progressed through the
years, while writing on coming out, consent, new ways of relating with friends,
lovers, comrades and all the people within this spectrum.

They attempted to approach eroticism through softness and subtlety, creating
a fictional space away from gazes of kyriarchy and visualizing ways of experi-
encing relationships outside cis heteronormativity.

They used the language of astrology to record personal experiences and spir-
1tuality as a political tool to approach our intimacies.

PINK ZINE addresses the invisibility firstly inside ourselves, the happiness
and grief we feel when we lift ourselves out of it. The glimpse in time that we
see ourselves as we are, under the cloak of layers of dominating narratives. The
hopefulness of imagining new ways to connect; through queering our relation-
ships, each one in unique ways.

Naomi Frisson is a visual artist, illustrator & comic author based in Athens,
Greece. Their work revolves around intimacy, spirituality, the creation of alter-
nate fictional realms by combining fantasy, sci-fi and everyday life elements.
Using a juxtaposition of existing histories, works of art, mythologies, they at-
tempt to re-read realities and time through a neurodiverse lens.

PINK ZINE ist eine Sammlung von Zeichnungen und Texten, mit einigen
Gedanken / Gefuhlen, die sich mit queerer Intimitat und Sexualitat auseinand-
ersetzen. Es begann als Internetprojekt, in dem ich sechs Monate lang meine
emotionale Reise durch eine Reihe von Social-Media-Posts dokumentiert habe.
Mit gedeckten Pastellfarben und unscharfen Bleistiftzeichnungen habe ich
versucht, subtile und intensive Empfindungen zu vermitteln, die mein Queer-
Sein formen. Meine Selbstwahrnehmung und wie sie sich im Laufe der Jahre
entwickelt hat, wahrend ich uber Coming-out, Konsens und neue Wege schrieb,
mit Freund:iinnen, Geliebten, Gleichgesinnten und all den Menschen innerhalb
dieses Spektrums verbunden zu sein.

Ich habe versucht, mich der Erotik durch Sanftheit und Subtilitat zu nahern,
und einen fiktiven Raum abseits der Blicke der Kyriarchie geschaffen, um
Moglichkeiten zu visualisieren wie Beziehungen aulierhalb der Cis-Heteronor-
mativitat gelebt werden konnen.

Ich habe die Sprache der Astrologie zur Aufzeichnung personlicher Erfahrun-
gen benutzt, und Spiritualitat als politisches Werkzeug, um mich unseren Inti-
mitaten zu nahern.

PINK ZINE thematisiert die Unsichtbarkeit zunachst in uns selbst, das Gluck
und die Trauer, die wir empfinden, wenn wir uns aus ihr befreien. Die Momen-
taufnahme, in der wir uns so sehen, wie wir sind, unter dem Deckmantel der
Schichten dominierender Narrative. Die Hoffnung in der Vorstellung neuer
Wege der Verbundenheit; wenn wir unsere Beziehungen queeren, jede auf ihre
eigene Weise.

Naomli Frisson ist in der bildenden Kunst und illustratorisch tatig, schreibt
Comics und lebt in Athen, Griechenland. [n Naomis Arbeit geht es um Intimitat,
Spiritualitat und die Erschaffung fiktiver Parallelwelten durch die Kombination
von Fantasy-, Science-Fiction- und Alltagselementen. Durch die Gegenuberstel-
lung von existierenden Geschichten, Kunstwerken und Mythologien versucht
Naomi, Realitaten und Zeit durch eine neurodiverse Linse neu zu lesen.

Translated into German by Mette Freidel
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Vexrsos de Porqueria

¢ .
’Y" Naomi Rincon Gallardo

(é) she/her
@ Oaxaca / Mexico City

‘F fb: China Nrgs
@ Versos de Porqueria (Verses of Filth), Video HD, 23'54’, 2021

In Verses of Filth (2021), a disoriented Mesoamerican deity has become
a scavenger digging in the wasted land in search of residues of fragmented
bodies and cultural debris. Together with a gang of vultures, she sparks a
residual insurrection of a brigade of undomesticated arms and underworld
creatures who reclaim to become undead in search for touch and pleasure.
In Mesoamerican worldviews, vultures are sacred creatures who access the
underworld when they enter the head into a corpse. They are the great puri-
fiers who eat the debris, what 1s rotten and death. The arms raising from the
tomb 1nsist on clenching into a fist as a sign of protest, but they also try to
connect with others, in the search of caressing others, repairing, document-
ing, snapping and reading words that give an account of their existence. The
title «Verses of filth» refers to a Nahua funerary chant, Tzocuicatl, which was
an eschatological ritual aiming to drain the filth and stench of the death
body as well as accompanying the pain caused by the death of a beloved
person.

Naomi Rincon Gallardo (1979) is a visual artist living and working be-
tween Mexico City and Oaxaca. From a decolonial-cuir perspective, her re-
search-driven critical-mythical dreamliike worldmakings address the cre-
ation of counter-worlds in neocolonial settings. In her work she integrates
her interests in theater games, popular music, Mesoamerican cosimologies,
speculative fiction, vernacular festivities and crafts, decolonial feminisms
and queer of color critique. She completed the PhD in Practice program at
the Academy of Fine Arts Vienna.

Sokitlajtoli, se tekitl kampa se siuateteotl tlapejpena, kitlaxaua teetlakayox-
exelol 1uan tlatlapantli yojkatilistll. Ya iniuaya se tsopilonechikolistli, kitla-
teenojnotsa miak makuayotl luan ostotipaneuanij tlen kiteemouaj tlakual-
matilistli, yolpaaktli iuan pasoltilistli. Teekoluaj tlen semanauak tlaltipaktly,
tsopilomej kisalouaj ika tlali, ika Ostotipan, kemaj kikalakia intsontekoj ini-
jtiko intlakayoj tlen mijtoke). Totomej tlen kikuaj tlakaauali, tlen ijjtlakaul
1uan intlakayoj tlen mijtokej, tsopilomej tlakualtlaliaj semanauak tlaltipaktli.
Miak tlatlalpacholtoke] makuayotl motlalanaj, melauak kinekij tlajtlanilisej
1ka tlakechtektli maololi, iuan nojkia kinekij moechkauisej ika seyok miak
makuayotl, kinekij kimachiliasej, kikualtlalisej, tlajkuilosej, uisinisej, matla-
jtosej iuan kitlaixpouasej sanili tlen kiijtoua inijuantij itstokej. «Sokitlajtoli»
pampa onkayaya se mijkakuikatl tlen itookaj sokuikatl, teokuitlachiualistli
tlen mochiuayaya kemaj jjtlakaulyaya se tlakayotl iuan teipaj kitlatiayaya,
1Jkinoj amo poteulyaya luan tlayektiyaya teeyolo tlen motekipachoayaya
pampa akajya tlen kinekiyaya mijkia.


https://www.facebook.com/china.nrgs

Naomi Rincon Gallardo (1979) toltekatl Kemantika ya mochantlalia iuan
tekitl ipan Oaxaca tlall luan kemantika ipan Mexiko altépetl Ya tekiti ika
tlayejyekooll tlen ika koyotlajtoll kitookaltiaj feminismo descolonial iuan cuir,
Ika Itoltekatekij ya kiijtoua tlan ya kineki o tlen ya moijlia ax kuali kemaj sekij
tlakamej kinichtekiliaj siuamej o kemaj mosisiniaj, nopa kichiuaj ika tlayejye-
kooll tien ika koyotlajtoli kitookaltiaj neo-colonial. Naomi kisentilia tlen ya moi-
Jlia 1ka tlen ya kiaamati keuak ficcion especulativa, tlaixmatilistli tlen teekolu-
aj tlen itstoyayaj ipan tlali tlen itookayaya Mesoamerica, nojkia kisentilia ika
tlatsotsontlamauisoli, 1ka 1luitl iuan ika tlamantli tlen kichiua ika imaj keuak
yoyomitl. Ya momachtijki Practice Program ipan Academy of Fine Arts Vienna.

Translated into Nahuatl by Paulina Jocelin Salazar Hidalgo

En «Versos de Porqueria», una Cihuateteo se ha vuelto una pepenadora/bus-
cadora, excavando en tierra baldia residuos de fragmentos de cuerpo y cascajo
cultural. Junto con una banda de zopilotes, recluta una brigada de brazos sin
dueno y criaturas del inframundo que buscan el tacto, el placer y la revuelta.
En el pensamiento mesoamericano,los zopilotes conectan la tierra con el in-
framundo al meter su cabeza en los cuerpos muertos. Aves carroneras que se
comen los desechos, lo descompuesto y los cadaveres, los zopilotes son con-
siderados personajes purificadores del mundo. Los brazos que se levantan del
entierro, se empenan en alzar el puno decapitado en protesta, pero también
Insisten en buscar lazos de proximidad con otros brazos, en acariciar, repa-
rar, documentar, chasquear, hacer senas y leer palabras que den cuenta de su
existencia. El titulo «Versos de porqueria» hace referencia al canto mortuorio
prehispanico Tzocuicatl, ritual de alusiones escatologicas que acompanan la
putrefaccion del cuerpo y posteriormente su cremacion cuya finalidad es dre-
nar el hedor y la inmundicia y propiciar una catarsis por el dolor causado por la
muerte de un ser querido.

Naomi Rincon Gallardo (1979) es artista visual. Vive y trabaja entre Oaxaca
y la Ciudad de Mexico. Desde una perspectiva feminista descolonial y cuir, su
trabajo audiovisual fabrica narrativas de deseo y disidencia frente a procesos
contemporaneos de despojo y violencia heteropatriarcal en contextos neo-co-
loniales. Naomi integra en su practica mitico-politica sus intereses por la fic-
cion especulativa, las epistemes mesoamericanas, los videos musicales, las f1-
estas vernaculas, y la elaboracion manual de utileria y atuendos. Es doctora por
el PhD in Practice Program de la Academy of Fine Arts Vienna.
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The Deities’ Closet

’fL Pédra Costa

she/they

Berlin

@pedraxcosta

fb: xpedraxcostax
cargocollective.com/pedra
independent.academia.edu/PédraCosta
tiktok: @pedraxcosta

X(twitter): pdracostal

The Deities’ Closet (Art Installation
+ Performance Activations, 2023)

r X CDDHE DD

O Armario das Divindades é uma instalacao artistica que apresenta ativacoes
de performances inspiradas em Divindades Queer e utiliza o conceito do anus
como um portal. O trabalho mostra uma perspectiva unica sobre o armario, de-
stacando sua importancia como um espaco sagrado para rituais e descoberta de
mistérios ocultos, apresentados de maneira artistica e nao religiosa.

Tanto uma jornada individual quanto uma celebracao do eu, 0 armario se tor-
na um santuario para praticas ritualisticas dentro desse espaco, promovendo
conexoes pessoais com Deusas e Deuses.

Ao longo da historia, a bruxaria e as dissidéncias sexuais e de género foram
forcadas a se esconder nos confins do armario, se escondendo para sobreviv-
er. No entanto, € importante reconhecer outro aspecto dessa narrativa. Relatos
historicos revelam que em comunidades pré-coloniais, individuos queer ocupa-
vam posigoes respeitadas como lideres espirituais, gragas a sua capacidade de
unir os reinos material e espiritual. Essas pessoas eram figuras fundamentais e
respeitadas dentro de suas respectivas comunidades.

Esta obra de arte se inspira nas Divindades Queer retratadas no livro «Cas-
sell's Encyclopedia of Queer Myth, Symbol and Spirit: Gay, Lesbian, Bisexual and
Transgender Lore» de Randy P. Conner, Mariya Sparks e David Hatfield Sparks.

Pédra Costa (Nova Iguagu, 1978) é Antropologa Visual e Urbana, Performer
e Tarologa brasileira sediada em Berlim, que utiliza a intimidade para se conec-
tar com a coletividade. Ela trabalha com seu corpo para criar epistemologias
fragmentadas das comunidades queer dentro das continuas herancas coloniais
e tem como objetivo decodificar a violéncia e transformar o fracasso, a0 Iesmo
tempo em que acessa as poténcias dos conhecimentos resilientes proveniente de
uma infinidade de ancestralidades e espiritualidades subversivas que sao essen-
ciais para a sobrevivéncia anticolonial e necropolitica. Pédra e a ganhadora do
Prémio de Arte do Erste Bank em 2023,

The Deities’ Closet is an art installation featuring performance activations in-
spired in Queer Deities and uses the concept of the butthole as a portal. It offers a
unique perspective on the closet, highlighting its significance as a sacred space
for rituals and the discovery of hidden mysteries, presented in an artistic and
non-religious manner.

Both an individual journey and a celebration of self, the closet becomes a sanc-
tuary for engaging in ritualistic practices within its enclosed confines, foster-


https://www.instagram.com/pedraxcosta/
https://www.facebook.com/xpedraxcostax/
https://cargocollective.com/pedra/
https://independent.academia.edu/PêdraCosta
https://www.tiktok.com/@pedraxcosta
https://twitter.com/pdracosta1

Ing personal connections with Goddesses
and Gods.

Throughout history, witchcraft and
qgueerness have been forced into the con-
fines of the closet, necessitating secrecy
for survival. However, it is important to
acknowledge another aspect of this nar-
rative. Historical accounts reveal that
within pre-colonial communities, queer
individuals held esteemed positions as
spiritual leaders, thanks to their ability to
bridge the physical and spiritual realms.
They were integral and respected figures
within their respective communities.

This artwork draws inspiration from the Queer Deities depicted in the book «Cas-
sell's Encyclopedia of Queer Myth, Symbol and Spirit: Gay, Lesbian, Bisexual and
Transgender Lore» by Randy P. Conner, Mariya Sparks, and David Hatfield Sparks.

Pédra Costa (Nova Iguacgu, 1978) 1s a ground breaking, formative Brazilian, Visual
& Urban Anthropologist, Performer and Tarot Reader based in Berlin that utilizes in-
timacy to connect with collectivity. They work with their body to create fragmented
epistemologies of queer communities within ongoing colonial legacies. Thelr work
aims to decode violence and transform failure whilst tapping into the powers of re-
silient knowledge from a plethora of subversive ancestralities and spiritualities that
have been integral anti-colonial and necropolitical survival. Pédra Costa i1s the Erste
Bank Art Awardee 2023,

The Deities’ Closet ist eine Kunstinstallation mit Performance-Aktivierungen, die
von Queeren Gottheiten inspiriert ist und das Konzept des Arschlochs als Portal
nutzt. Sie bietet eine einzigartige Perspektive auf den Closet und hebt dessen Bedeu-
tung als heiliger Raum fur Rituale und die Entdeckung verborgener Geheimnisse
hervor, was auf kunstlerische und nicht religiose Weise prasentiert wird.

Der Closet, der sowohl eine individuelle Reise als auch ein Felern des Selbst
darstellt, wird zu einem Zufluchtsort fur rituelle Praktiken innerhalb seiner ges-
chlossenen Grenzen und fordert personliche Verbindungen zu Gottinnen und Got-
tern.

Im Laufe der Geschichte wurden Hexerel und Queerness in die Enge des Clos-
ets gedrangt und mussten geheim gehalten werden, um zu uberleben. Es ist jedoch
wichtig, einen anderen Aspekt dieser Erzahlung zu berucksichtigen. Historische
Berichte zeigen, dass queere Menschen in vorkolonialen Gemeinschaften dank ihrer
Fahigkeit, eine Brucke zwischen der physischen und der spirituellen Welt zu schla-
gen, eine angesehene Position als spirituelle Fuhrerinnen einnahmen. Sie waren
wichtige und geachtete Figuren in ihren jeweiligen Communities.

Diese Arbeit ist inspiriert von den Queeren Gottheiten, die in dem Buch «Cassell’s
Encyclopedia of Queer Myth, Symbol and Spirit: Gay, Leshian, Bisexual and Trans-
gender Lore» von Randy P. Conner, Maria Sparks und David Hatfield Sparks darg-
estellt sind.

Pédra Costa (Nova Iguacu, 1978) ist eine bahnbrechende, pragende brasilianische,
visuelle und urbane Anthropolog:in, Performer:in und Tarot-Leser.in wohnhaft in
Berlin, die Intimitat nutzt, um sich mit Kollektivitat zu verbinden. Pédra arbeitet
mit dem eigenen Korper, um fragmentierte Epistemologien von queeren Gemein-
schaften innerhalb des fortbestehenden kolonialen Erbes zu schaffen. Pédras Arbeit
zlelt darauf ab, Gewalt zu entschlusseln und Scheitern zu verwandeln, wahrend die
Krafte eines bestandigen Wissens aus einer Vielzahl subversiver Traditionen und
Spiritualitaten angezapft werden, die wesentlicher Bestandtell des antikolonialen
und nekropolitischen Uberlebens waren. Pédra Costa hat den Erste Bank Kunst-
preis 2023 gewonnen.

Translated into German by Mette Freidel
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Textile book of stories
about clothes 2

jf;’r.. ReSew collective:
\  ToHsa (ToH) MenvHuk/eoHu — Tonya (Ton) Melnyk/they, them
(@ Mawa Paenuk/eoHu — Masha Ravlyk/they, them

Mapiam AeamsH/eoHa — Mariam Agamian/she, her

reo/6yde skuli 3alimeHHUK — geo/they, them

2anka apmaHosea/kpaue 6e3 3ativeHHuka — galka yarmanova/she,her
MapiHiueHko/eoHa — Maryna Marinichenko/she, her

Matipanyui/kpawe 6e3 3alimeHHuka — Mayranush/no pronouns
Ipa TaHuwpa/eoHa — Ira Tantsiura/she, her
CeemnaHa/eoHa — Svetlana/she, her

lnia Monoea/eoHa — Yuliia Popova/she,her

@ Kyiv

-F Jb: ReSewKyiv

@ @resew_cooperative

@ patreon.com/ReSew

@ Textile book of stories about clothes 2, 2021

Textile book of stories about clothes 2 (Textile stories, Book 2) was created in Kyiv
in November and December 2021 during a series of workshops held by Tonya (Ton)
Melnyk and Masha Ravlyk in the ReSew sewing cooperative working space.

The subject of the book was a personal story about clothes. Each page was filled in
textile using mixed techniques: patchwork, collage, stencils, embroidery, and others.
At some point, an understanding of the political nature of the visual statement came:
1t was about poorness, about women’s and not cis experience, about body shape and
selfcare, about relationships with dear people, ecological behavior, attitude to clothes,
and other topics.

In general, there were ten participants who created 11 stories. All were working in
quite a flexible way, discussing with Ton and Masha a comfortable time for them to
come to the workshop, use the equipment and have consultations. Each person was
working by themselves, but hosts were helping with technical things and advice. All
of this made the process of sewing the book very comfortable, safe, and supportive.

We present the book together with a podcast about all the stories, told by the par-
ticipants of the workshops.

ReSew sewing cooperative (Kyiv, since 2016) focuses on intersectional queer fem-
inism, environmental activism, and economic justice. Before the full-scale invasion,
they held workshops for LGBTQI+and feminist communities, created clothes for trans*
and non-binary people, held free markets, film screenings, presentations, informal
gatherings, and functioned as a social center for the queer community in Kyiv. One
month after the full-scale invasion, two members of the cooperative moved abroad
and continued to support the community that had formed around ReSew. They also
started to raise funds for humanitarian and military aid, and inform communities
abroad about Ukrainian left feminist, queer initiatives.

«Das Textilbuch der Geschichten uber Kleidung 2 (Textilgeschichten, Buch 2)»
entstand im November und Dezember 2021 in Kiew im Zuge einer Reihe von Work-
shops, die von Tonya (Ton) Melnyk und Masha Ravlyk im Nahkollektiv ReSew geleitet
wurden.

In dem Buch sollte es um personliche Geschichten uber Kleidung gehen. Jede
Seite wurde mit Textilien in verschiedenen Techniken gestaltet: Patchwork, Collagen,
Schablonen, Stickerei, etc. Irgendwann entstand ein Verstandnis fur den politischen
Charakter der visuellen Aussage: Es ging um Armut, um die Erfahrungen als Frau
und Nicht-Cis-Person, um Korperform und Selbstfursorge, um Beziehungen zu gelieb-


https://www.facebook.com/ReSewKyiv
https://www.instagram.com/resew_cooperative/
https://www.patreon.com/ReSew

ten Menschen, okologisches Verhalten, die Einstellung zu Kleidung und andere Themen.

Insgesamt haben zehn Teilnehmende elf Geschichten geschrieben. Die Arbeit war fur
alle recht flexibel und sie konnten nach Absprache mit Ton und Masha in den Workshop
kommen, die Ausrustung verwenden und sich miteinander absprechen und austaus-
chen. Jede Person hat allein gearbeitet, aber die Gastgebenden halfen in technischen Fra-
gen und gaben Ratschlage. Dadurch war der Prozess des Buchnahens sehr angenehm,
sicher und solidarisch.

WIir prasentieren das Buch zusammen mit einem Podcast mit allen Geschichten, die
von den Teilnehmenden der Workshops erzahlt werden.

Das ReSew Nahkollektiv (Kyiv, seit 2016) konzentriert sich auf intersektionalen
Queer-Feminismus, Umweltaktivismus und wirtschaftliche Gerechtigkeit. Vor der Grol3-
invasion haben wir Workshops flir LGBTQI+ und feministische Communities gegeben,
entwarfen Kleidung fur trans* und nicht-binare Menschen, haben offene Markte Film-
vorfuhrungen, Prasentationen und informelle Treffen veranstaltet und als soziales Zen-
trum fur die queere Community in Kiew fungiert. Einen Monat nach der GrofSinvasion
zogen zwel Mitglieder des Kollektivs ins Ausland und haben weiterhin die Gemeinschaft
unterstutzt, die sich um ReSew gebildet hat. AulSerdem haben sie begonnen, Gelder fur
humanitare und militarische Hilfe zu sammeln und die Communities im Ausland uber
ukrainische linke feministische und queere Initiativen zu informieren.

Translated into German by Mette Freidel

TekcTUIIbHA KHUTA ICTOPiM MIPo ofsar 2 (TekCcTuIbHI icTopil, KHura 2) 6yra cTBopeHa
y KueBi B nucTonagl Ta rpyaHl 2021 poky IIif 4ac cepil BOPKILOIIB, ITPOBeOEeHUX
Toneto(ToH) MenbHUK Ta Mallleto PaBnMK y MaCTEPHI LIBEMHOIO KOOIIepaTuBy Re-
Sew.

[mest KHUTM TIoJIsAirae B 306pa>keHH]l 0COOMCTUX 1ICTOPIN IIPO ofsar. KoXXKHa CTOpiHKa
BMKOHAHA B TEKCTUJIl 3 BMKOPUCTAHHSIM 3MILIAHMX TEXHIK. [IeYBOPK, KOJaX,
TpacbapeTM BUILIMBKA Ta lHLIL B1ipoiieci anIZLLmo PO3YMIHHS MIOJIITUYHOI O XapaKTepy
B13yaanoro BICJIOBIIIOBAHHS: 1le 6yJu ICTOpll I1pO 6iHICTH, TIPO AOCBiZ dheMiHHOI
collasisallll Ta He LI1C TeH/IePHUX JIIOZIEN, TIPO TIJIO 1 caMOfI6aHHS], IIPO CTOCYHKM
3 PIAHMMM JTOOBbMM, eKOJIOTIYHY [TOBEOIHKY, CTABJIEHHSI A0 OASATY Ta Ha 1HIII TEMMN.

BarajioM y4dacTb npumManu 10 ydacHM_IIb/KIB, sIKI cTBopmiu 11 icTopin. Bci
IIpallloBajiM 3a [OOCUTh THYYKMM TIpadikoM, O6roBoprorodmM 3 ToHOM 1 Maliero
3pPYYHMUM 4Yac OJid BIABIAMH MaMCTEPHI, BUKOPUCTAHHS O6JIaJHAHHS Ta OTPUMaHHSA
KOHCYJTbTAL[IM. YYaCHM_I11/KM CTBOPIOBAJIM CBOlI CTOPIHKY CaMOCTIMHO, ajle Befyyi
florioMarajiin 3 TeXHIYHMMM MOMEHTaMM Ta IopajaMu. Bce 1je 3pobuiio IpoLec
TIOLIMTTSI KHUTY 3HAYHO KOMQOPTHILINM, 6e3MeYHIIIMM Ta IMATPUMYIOUMM.

[Tl 4ac BMUCTaBKM KHUTA IIPE3EHTYETHCS Pas3oM 13 ITOAKACTOM IIPO BCl 1CTOPI],
pO3Ka3aHl yYaCHU _L[IMM/KaMy MalCTeP-KJIaCIB.

llIBeyiHMI KOooriepaTuB Resew (KuiB, 3 2016 pOKy) GOKyCyeTCA Ha IHTEPCEKL/ITHOMY
KBID-QEMIHI3MI, EeKOJIOTIYHOMY AaKTUBI3MI Ta €KOHOMIYHIV CIIDaBELIMBOCTI
/o MOBHOMACLITA6HOIO BTOPrHEHHS ReSew MpoBOgmIu MayCTep-KiIacu IS
JITBETKI+ Ta QeMIHICTHYHMX CITVIBHOT, CTBOPIOBAJIM OOAI /IS TPAHC* Ta He GIHAPHUX
JIIOfEN, IPOBOOUITH (QPI-MapKeTH, KIHOIIOKAa3y, IIPe3eHTaljll, He(hpopMaIbHI 3yCTpIdl,
IIpaIfloBaaIi SIK COLJIAJIBHMI IJeHTD /IS KBIP-CIIIJIbHOTH KueBa. Yepes MICSIIb Bl
I[I0YATKY ITOBHOMACLITA6HOIO BTOPrHEHHS 2 y4YacHM_IJI KOOIIEPATHBY BHIXAJIHM 34
KODAOH 1 IMPOHOBXMIIM IITPUMYBATH CIIIJIBHOTY, K4 CQOPMYBalacsad HaBKOJIO
ReSew. TakoXX BOHM IT0YaJ1/ 36MpaTH KOLITH HA I'YMAaHITapHY Ta BIMCHBKOBY JOITOMOT'Y,
IHQODMYBATH CIIUIBHOTH 34 KODHOHOM IIDO YKPAIHCBHKI JIIBI, (QEMIHICTHYHI Ta
KBID-IHIIJIATHBI.
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Axrtefacts

’T?" Ruthia Jenrbekova

@ she/her

@ Vienna/Almaty
@ @ruthia_jen

@ kreolex.center
[C, Artefacts, 2023

The deck of cards is an outcome of the
process similar to the reverse Freudian
Dream work (Traumarbeit), which in-
cluded condensation, displacement and
dramatization/visualization of contents
that participants have had during the
Dreamachine workshops. First, dreams
and 1deas expressed in the workshops
were collected as a number of dream re-
ports. Next, they were condensed to one
word that represented the «topic» of each
dream. After that all the topics were fed into
Al software which transformed words into
images. The deck can be used for storytelling,
table games, divination, and so on, thus open-
iIng ways for further metaphorisations, tapping
into the natural circulation of ideas — the so-called
Dreamachinery:.

Ruthia Jenrbekova 1s an interdisciplinary post-studio artist and cul-
tural organizer. Co-founder of Krélex zentre (together with Maria Vilko-
visky). Fields of interest: queer ecology, material semiotics, arts-based
methodologies, trans*feminism. Currently i1s a PhD candidate at the
Academy of Fine Arts Vienna.

«Artefakte», ein Kartenspiel, basierend auf Traumen und Ideen der
Workshop-Tellnehmer.

Das Kartenspiel ist das Ergebnis eines Prozesses, der der umgekeh-
rten Freudianen Traumarbeit ahnelt und die Verdichtung, Verschie-
bung und Dramatisierung/Visualisierung von Inhalten umfasst, die die
Tellnehmer wahrend der Dreamachine-Workshops hatten. Zunachst
wurden Traume und Ideen, die im Verlauf der Gesprache und wahrend
der Schreibsitzungen geaulsert wurden, in Form einer Reihe von Traum-
berichten gesammelt. Im nachsten Schritt wurden die verbalen/textuel-
len Traumberichte zu einem Wort zusammengefasst, das das «Thema»
jedes Traums reprasentierte. Anschlieffend wurden alle Themen in eine
KI-Software (Midjourney) eingespeist, die Worter in Bilder umwandelte.


https://www.instagram.com/ruthia_jen/
https://kreolex.center

Ahnlich wie bei der Traumarbeit waren

Verdichtung, Verschiebung und Visualis-

lerung die Hauptschritte bel der Erstellung
der Bilder, die schliellich einen Stapel as-
sozlativer Karten bildeten. Das Artefak-
te-Kartenspiel kann zum Geschichtener-
zahlen, fur Tischspiele, Wahrsagen usw.
verwendet werden und eroffnet so Moglich-
keiten fur weitere Metaphorisierungen in-
dem es den Kreislauf der Ideen anzapft —
die sogenannte Traummaschinerie.

RuthieJenrbekovaisteineinterdisziplinare
Post-Studio-Kunstlerin und kulturelle Organ-
1satorin. Mitbegrunderin von Krélex Zentre
(zusammen mit Maria Vilkovisky). Interessen:

queere Okologie, materielle Semiotik, kunst-
bezogene Methodik, Trans*feminismus. Ist
aktuell PhD-Kandidatin an der Akademie der
bildenden Kunste Wien.

ApTtedakThl. Koroma accolumaTMBHBIX KaprT,
Ha OCHOBE UJIeEM YYACTHMKOB BOPKIIOIIOB.

Korioma  aBJIeTCS  pe3yJibTaTOM  IIPOLIecca,

aHaAJIOTMYHOro TOMYy, 4TO ®penps HaswlBan «PaboTa

cHoBUAeHMSsI» (Traumarbeit). ITpoliecc BKITIOYaeT CTagum

CTYLLIEeHMSI, CMELIEHNS M OpaMaTU3aluy/BU3yann3alnumy Tex

muaen (MU MHBIX COAEPXKaHMM), KOTOPblE YYACTHUKM MIMeJIM BO BpeMs

BOPKIIOIIOB «MalllMHbl CHOBUAeHMM». CHadasja uOeu, BbICKa3aHHBbIE

B xode Oeced WM IIMCbMEHHO, OBUIM COOpPaHbl B BUIE OTYETOB

O CHOBUIOEeHUSX. Ha crefyiolieM aTarie 3T BepbaJibHble/TEKCTOBBIE

OTYeThbl 6bIJIM CXXAaThl IO OOHOI0 CJI0Ba, 0603HAYAOILIET 0 YCIIOBHYO TEMY

Ka>XX[JOr0 CHOBUIEHMS. [Iocrie 9TOro BCe TeMbl OBIIM MCIIOJIb30BAaHEI

B [IpOMIITaxX [mJs IporpaMmbl KW, 1peobpasyiouien CrioBa

B 11306paXkeHusl. TakKM 06pa3oM CI'yLLIeHMe, CMELLIeHMEe Y BU3yalIu3alius

6Bl OCHOBHBIMM 3TallaMM CO3[aHMUs 06pas3oB, KOTOPblE COCTaBUIIM

KOJIOAY aCCOLIMAaTUBHBIX KapT. «ApTedaKThl» MOXXHO UCIIONIb30BaThb IJIs

pacCcKas3blBaHMSI MCTOPUM, TICMXOTEpPAIINM, HAaCTOJIbHBIX UTP, FaJaHUMd

U T. ., OTKPbIBasi TEM CaMbIM IIYTU OJIS JaJIbHEMLINX MeTabopmu3aliniy,
B TOM LIMPKYIISLIMM UOEeM — TaK Ha3blBaeMoM «MallHEPUM CHOBY.

Pygus JDKeHpb6eKkoBa — MEXIOUCLUIT/IMHAPHAS IIOCTCTYOMMHAA
XVIOOXHMIAa M KYJAbTYPHAS OpraHm3aTopka. COOCHOBATE/IBPHMUIIA
Krelex zentre (coBmecTHO ¢ Mapuer BuibkoBuckon) — Cpepel
MHTEPECOB. KBUD-9KOJIOI S, MATEPHA/IbHAS CEMMUOTHKE, METOLO/IOT M,
OCHOBAHHBIe HA MCKYCCTBE TpaHC*peMuHM3M. Ha JaHHBI MOMEHT
OHA SIBJ/ISETCS JOKTOPAHTKOM AKaJeMMUI M306Da3UTEIbHBIX UCKYCCTB
B Bene, ABcTpuA.
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Geopolytical Queer Map
of Eurasia accoxding
to Kreolex Zentre

’f" Ruthia Jenrbekova

%) she/her

@ Vienna/Almaty
© @ruthia_jen
@ kreolex.center

@ Geopolytical Queer Map of Eurasia according
to Kreolex Zentre, 2022

The map represents a collection of various DIY initiatives, small queer-
fem organisations and underground art/activist spaces and collectives
— mostly from post-soviet territories, but not only. All the names were
collected via personal communication with the initiatives and placed on
the map in an order that does not reflect their actual locations, given the
fact that some of them are more imaginary than real. The map is creat-
ed as a part of a role-playing game for those involved into the commu-
nities depicted. Constructing an imaginary world of queer geo-polytics,
the map reveals the underground queer-feminist and artistic networks
which exist across the continent but are rarely acknowledged or made
visible.

Ruthia Jenrbekova 1s an interdisciplinary post-studio artist and cul-
tural organizer. Co-founder of Krélex zentre (together with Maria Vilko-
visky). Fields of interest: queer ecology, material semiotics, arts-based
methodologies, trans*feminism. Currently is a PhD candidate at the
Academy of Fine Arts Vienna.

Die Karte stellt eine Sammlung verschiedener DIY-Initiativen, kleiner
queer-fem-Organisationen und Underground-Kunst-/Aktivistenraume
und -kollektive dar, hauptsachlich aus postsowjetischen Gebieten, aber
nicht nur. Alle Namen wurden in personlicher Kommunikation mit den
jeweilligen Initiativen gesammelt und in einer Rethenfolge auf der Karte
platziert, die nicht ihren tatsachlichen Standort widerspiegelt, da einige
von 1hnen eher imaginar als real sind. Das Gelande ahnelt der sachli-
chen Geographie des eurasischen Kontinents und ist im Stil von Karten
dargestellt, die in Rollenspielen verwendet werden. Daruber hinaus ist
die Karte als Tell eines Rollenspiels fur die Beteiligten der darauf abgebil-
deten Gemeinschaften entstanden. Die Karte konstruiert eine imaginare
Welt queerer Geopolytiker und deckt unterirdische feministische und
kunstlerische Netzwerke auf, die auf dem gesamten Kontinent existie-


https://www.instagram.com/ruthia_jen/
https://kreolex.center

ren, aber selten anerkannt oder sichtbar gemacht werden.

Ruthie Jenrbekova ist eine interdisziplinare Post-Studio-Kunstlerin und
kulturelle Organisatorin. Mitbegrinderin von Krélex Zentre (zusammen mit
Maria Vilkovisky). Interessen: queere Okologie, materielle Semiotik, kunst-
bezogene Methodik, Trans*feminismus. Ist aktuell PhD-Kandidatin an der
Akademaie der bildenden Kunste Wien.

KapTa ripencraBrisieT CO60M KOIJIEKIINIO Pa3NIMYHbIX DIY-MHULIMATUB,
HeOONBbLIMX KBUP-QeM-OpraHM3aly, a TakKXe aHIerpayHOHbIX
apT/aKTUBUCTCKUX IIPOCTPAHCTB M KOJIJIEKTMBOB - B OCHOBHOM U3
TIOCTCOBETCKMX TEPPUTOPMUM, HO He TOJIBbKO. Bce HasBaHMSI ObIJIM COOPaHE]
TIOCPECTBOM JIMYHOT'O OOILIEHMSI C COOTBETCTBYOLIMMMU MHULIMATVBAMU
1 pasMeLIeHbl Ha KapTe B MOPSAIKe, He OTpaXkarolleM X (GaKTUUYECKOoe
PaCIIOJIOXKEHME, YUUTBIBAsA TOT (GAKT, YTO HEKOTOPbIE M3 HUX SABJISIIOTCH
CKOpee BOOOpa’kaeMbIMM, UYeM peajibHbIMU. MeCTHOCTb CJlerka
HallOMMHaeT (QaKTUYeCKyro reorpadpuio EBpPasMMCKOro KOHTMHEHTA
1 M306paXkeHa B CTUJIE KapT, UCIIOJIb3YEMBIX B POJIEBBIX UI'pax. boree
TOI'O, KapTa M CO3[jaHa KaK 4YacTb POJIEBOM UIPbl JIA YYaCTHUKOB
1306pa>keHHbIX Ha HeM CoobLIeCTB. [IpefIcTaBIIsAsI BOOOpaKaeMbll MUP
KBUPHBIX reo-rpadui, KapTa HaMedaeT IIOAIIONIbHblE (GEeMUHUCTCKUE
U XYIIOXXECTBEHHBIE CETU, KOTOPBIE CYLIECTBYIOT 10 BCEMY KOHTUHEHTY,
HO PeJKO CTAHOBATCS BUOUMBIMI.

Pydus JDxeHpbekoBa — MEXHUCILIHUIT/IMHAPHAA IIOCTCTYOUMHAS
XYIJOXXHMUI]a M  KYJIBTYPHAs opraHm3aropka. (COOCHOBATe/IbHMUIA
Krelex zentre (coBmecTHO ¢ Mapuern  BumabkoBuckoy). Coepsbl
MHTEDPECOB. KBUPD-5KOJIOT YIS, MATEPHA/IPHAA CEMMUOTIKE, METOLOJIOI U,
OCHOBAHHBIE HA JICKYCCTBE, TPAHC*QeMMUHM3IM. Ha JaHHBIM MOMEHT
OHAa SBJISETCS JJOKTOPAHTKOM AKaIeMuy m306pa3uTe/IbHbIX VICKYCCTB
B Bere, ABCTpnA.
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coming full circle
only to loop back over

"Y/E’ Sophia Yuet See

@ they/them
@ Vienna/London

© @zszophia
@ sophiayuetsee.com
@ coming full circle only to loop back over, 2023

«BEHEE  EHERy XMHERIEENNFANELRER
NFE,HENTIEEZ, =, e, B, EBFMERE N
BHMEE, BALMERLAR, tEmRRTERNLMES L
BHENGZZER: MNRER. BILRE. BERENFBAE
FEL URBERE)LEAERIIEBAZFOMESE RMNBIRARNE
B, «EBARL , RKELETEHEBRNSEREZIRES.
EmBE RN F 5B IBENFEREXABTR , RRTEE, Mk
Er]x 2l n, BT Mg A 2 B xEL, LREelNAEER
IIGT

B3H5F (Sophia Yuet See) (£ T1998F ) 2 — NBEFRZAK
R, MHAERSHE, K. BIRKR. MFHNEE., rfE
mLUEEMR RV BRAIRE , AFHIELMERIEIRFMEE NS,
B EHEENRRLGAMCAMTERNAEDCNE , EmE
MxEEREFAPHRI, RIUTLENMRSS, URREEFH
EARLENR,

Translated into Chinese by Xiaoxue Sun

coming full cir-
cle only to loop
back over uses in-
timate texts and
the motif of the
loop to explore the
repetitive, messy
and  fragmented
nature of memory,
obsession, trauma,


https://www.instagram.com/zszophia
https://sophiayuetsee.com

marginalisation and the systemic cycles of oppression and capitalism. This
plece reflects on the liminal space of being a queer, Asian person; how het-
eronormativity, queerphobia, colonialism and white supremacy converge, and
the complexity and erasure of my queerness as a result of my non-whiteness
— «being in the company of white people, you can never fully leave your body
behind and its ideologies». The diagrams and texts draw parallels with the cy-
clical patterns of Obsessive Compulsive Disorder, examining the connections
between oppression, racism, trauma, hypervigilance and OCD, and how they
inform each other.

Sophia Yuet See (London, 1998) is a multidisciplinary artist working with
sculpture, photography, moving image, zines and writing. Recurring feelings
of longing and absence mark their work as they explore non-linear narratives
of return and recovery. Reimaqgining and grappling with what has been lost or
created as a result of marginalisation and trauma, how It renders in the body;
the vulnerability of being seen and the situated knowledges offered in turn.

«den Kreis schliefien, nur um die Schleife zu wiederholen» verwendet in-
time Texte und das Motiv der Schleife, um das repetitive, chaotische und frag-
mentierte Wesen von Erinnerung, Besessenheit, Trauma, Ausgrenzung und
der systemische Kreislauf von Unterdruckung und Kapitalismus zu erkund-
en. Diese Arbeit reflektiert den Schwellenraum als queere asiatische Person;
wie Heteronormativitat, Queerphobie, Kolonialismus und weilde Vorherrschaft
zusammenwachsen, und die Komplexitat und Ausloschung meiner Queer-
ness als Ergebnis meines Nicht-Wei3-Seins — «wenn man in der Gegenwart
wellser Menschen ist, kann man seinen Korper nie ganz hinter sich lassen und
dessen Ideologien». Die Diagramme und Texte ziehen Parallelen zu den sich
wiederholenden Mustern von Zwangsstorung und untersuchen die Verbind-
ungen zwischen Unterdruckung, Rassismus, Trauma, Hypervigilanz und
Zwangsstorung und wie sie sich gegenseitig beeinflussen.

Sophia Yuet See (London,
1998) ist multidisziplinarer
Kunstlerin und arbeitet mit
Skulptur, Fotografie Bewegt-
bild, Zines und Schrift. Wieder-
kehrende Gefuhle von Sehn-
sucht und Abwesenheit pragen
Sophias Arbeit, 1n der es um
die Erforschung nicht-linear-
er Erzahlungen von Ruckkehr
und Erholung geht. Umzuden-
ken und sich mit dem ausein-
anderzusetzen, was Infolge
von Ausgrenzung und Trauma
verloren ging oder geschatfen
wurde wie es sich 1m Korper
formt, die Verletzlichkeit durch
Sichtbarkelt und das situlerte
Wissen, das sich im Gegenzug
bietet.

Translated into German by
Mette Freidel
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Stray dog

’fL Vishnia Vishnia

<%9 they/it/any pronouns
@a Kyiv

Eﬂ @double___cherry

{? fb: vishniavishnia

[C, Stray dog, 2019

Today there are 2 gay/LGBT clubs in Kyiv that opened relatively recently. Apart
from that, the visibility of queer people, both for the larger publicity and among
themselves, takes effect through human rights activities. But that was not always
the case.

My project is a visual research of buildings in Kyiv where the most famous gay/

lesbian clubs or bars were located. It is a series of drawings created in the fall of
2019 during the art residence organized by the grouping salt. These drawings depict
places that do not seem now likely to be what they once were. The current locations
hide the past versions of the same place.
Take «Stray Dogr». This bar was located next to my university. There
I made my first attempts at socializing as a gay person, which felt scary to practice
with my fellow students. Now its former address belongs to a restaurant. All the
clubs I am picturing existed in the period when human rights movements were
just emerging, and internet dates were available to a few or not available at all. So
the clubs were both a place for sex acquaintances and non-heterosexual people’s
socialization, thus contributing to the development of queer people visibility (at least
among themselves and the friendly surroundings). For the general public though,
they remained almost invisible. Only with the further rise of the human rights
LGBT+ movement and the formation of the conservative, homophobic oppositionist
activism the clubs gained broad visibility, and people visiting them became aims
of attacks. For this reason, or maybe due to economic factors, the clubs terminated
their existence.

Twenty years later, I visited «Stray Dog» together with four other clubs and drew
life sketches. The questions that keep ringing in my head are «Why did the LGBT
clubs close?» and «Do queer people still need them?».

Vishnia Vishnia, a.k.a. Double Cherry, 1s a visual artist, queer feminist, pervert
creature, and researcher based in Kyiv. They mostly do drawing and illustration, but
also different hand crafts such as tattooing and sculpture. At the moment, Vishnia
Vishnia lives in their own private queer bubble, being engaged with maintaining a
connection network among a small community.

The English version was edited by Liubov Samoylovich

In Kiew gibt es aktuell 2 Schwulen-/LGBT-Clubs, die vor relativ kurzer Zeit geoff-
net haben. Abgesehen davon findet die Sichtbarkeit queerer Personen - sowohl in
der Offentlichkeit als auch innerhalb der Community - durch Menschenrechtsbe-
wegungen statt. Das war aber nicht immer so.

Mein Projekt ist eine visuelle Erforschung von Gebauden in Kiew, wo sich die
bekanntesten Schwulen-/Lesbenclubs und -bars befanden. Es ist eine Serie von
5 Zeichnungen, die im Herbst 2019 wahrend der von der Gruppe Salt organisier-
ten Kunstresidenz entstanden. Die Zeichnungen stellen Orte dar, denen man nicht
mehr ansieht, was sie einst mal waren. Die Raume von heute verstecken vergan-
gene Versionen des gleichen Ortes.


https://www.instagram.com/double___cherry/
https://www.facebook.com/vishniavishnia

Zum Beispiel «Stray Dog». Diese Bar befand sich neben meiner Universitat. Dort
machte ich meine ersten Versuche, mich als homosexuelle Person zu sozialisieren. Es
war beangstigend, das mit meinen Studienkolleginnen zu uben. Ihre fruhere Adres-
se gehort jetzt einem Restaurant. All die von mir vorgestellten Clubs existierten in
einer Zeit, als Menschenrechtshewegungen erst angefangen haben und Internet-Dat-
ing kaum oder gar nicht vorhanden war. Also waren diese Clubs zugleich ein Ort fur
Sex-Bekanntschaften und soziale Raume fur nicht-heterosexuelle Personen, und ha-
ben somit zur Entwicklung der Sichtbarkeit queerer Personen beigetragen (zumind-
est unter ihnen und im Umfeld ihrer Allies). Fur die Allgemeinheit blieben sie jedoch
beinahe unsichtbar. Erst durch den Vormarsch der LGBT+-Menschenrechtsbewegung
und die Entstehung des konservativen, homophoben oppositionellen Aktivismus ge-
wannen die Clubs an Sichtbarkeit und Besucherinnen wurden Angriffen ausgesetzt.
Aus diesem Grund oder vielleicht aus ckonomischen Grunden horten diese Clubs auf
ZU existieren.

20 Jahre spater habe ich «Stray Dog» und 4 weitere Clubs besucht und sie vor Ort ge-
zeichnet. Die Fragen, die ich nicht mehr aus dem Kopf bekomme, sind: «Wieso wurden
LGBT-Clubs geschlossen?» und «Brauchen queere Menschen sie noch?».

Vishnia Vishnia, alias Double Cherry; 1st Bildende Kunstler:in und queerexr Feministin,
ein perverses Wesen und Forschender in Kiew. Vishnia Vishnia macht hauptsach-
lich Zeichnungen und Illustrationen, aber auch verschiedenstes Handgemachtes wie
Tattoos und Skulpturen. Derzeit lebt Vishnia Vishnia in seinerihren eigenen privaten
queeren Bubble und bemuht sich um den Erhalt von Netzwerken 1n einer kleinen Com-
munity.

Translated into German by Markus Firnkranz

Ha ceoropgHiliHIM OeHb Yy KueBl € gBa ren/JII'BT+ ki1you, BIAYMHEH] BIJHOCHO
HelIogaBHO. OKPIM IIbOT0, BUAMMICTD KBIP-TTIOZEN, IK OJISI LIMPOKOI CITIJIBHOTH, TaK
1 17151 caMMX cebe, pearti3yeThbCs 3aBASIKM ITPaBO3aXCHOMY PyXYy. AJle Tak OyJIo He
3aBXIN.

Mi1 TIPOEKT € BI3yallbHMM [OOCHIIKeHHSAM 6yhaiBenlb B KueBl, B SKUX
PO3TALIOBYBaJIMCh OIJIBLIICTD BIIOMMX ['el/TIeCOIMChbKMX KITyO1B. Cepis 35 MaJTtoHKIB
6yr1a cTBopeHa OCIHHIO 2019 B paMKax apT pe3naeHIIil, OpraHi30BaHO I'PYIIO0 «ClIThb.
MaJstoHKM 306pa>kyioTh MICLIsI, IIPM TIOTJISIAl Ha SIK1 3apa3 BaXkKKO 340rafaTyCS UMM
BOHMU OYJIU KOJIUCH.

[o mpukany, «bpoasiua cobaka». bap 6yB po3TallOBaHMUM He[aJieKO BiJ MOIO
VHIBEPCUTETY. TaM BIAOYIIMCS MOI IIEPLII CIIPO6M COLllai3aliil sIK Tel OCOOMCTOCTI,
IO OYJIO JIAYHO MIPAaKTUKYBATU 3 OOHOKYPCHMUKAMM. Terep KONMMLIHS agpeca 6apy
riepeyiina B BOJIOAIHHS pecTopaHy. Bcl 306paXkeH] MHOO KJTyOM ICHYBaJIX 3a 4acy;,
KOMNM IIPaBO3aXMCHUM PyX JMIIE 3apO>KyBaBCs, a IHTEPHET 3HAMOMCTBa OyIIn
IOCTYIIHI HebaraTboM, abo He ICHyBany Hill. TOX KJIy6y IIpallloBaiy SIK MICIle
IJIsT CeKC 3HAMOMCTB 1 COILllaii3allll HereTepoCeKCyarlbHMX JIIOAEN, CIIPUSIOUN
TaKMM YMHOM PO3BUTKY BUAMMOCTI KBID JTI0AeN 6e3MocepeJHbO IIOMIXK CIIIJIBHOTH
1 IPY>XHBOIO OTOYEHHM. [IJIg LIMPOKOrO XX 3arajty KiTyoy Iuiianmncs GakTUYHO
HEBUAVMUMIU.

JInure 3 moganbLIMM PO3BUTKOM JII'BT aKTMBICTCBKOIO PyXy 1 GQOPMYBaHHSIM
KOHCEPBATMBHOI TOMO(MOOHO!I OIO3UIIIl KITyoM Habyly BUAMMOCTI Cepel BEIMKOl
ayOuTopll, a JOoAM, L0 1X BIABIAYBaJIM, CTalM MILIEHSIMM OJIsI HamafglB. 3 IIl€l
IpUYMHM ab0, MOXIIMBO, 4epe3 eKOHOMIUHI (PaKTopy, KIIyou IIPUIIMHMUIIM CBOE
ICHYBaHHSI.

20 pOKIB IO TOMY $I 3HOBY BlABIZarnia «bpogsady cobaKy», TaK caMoO SIK 4 1HIIMX
KJTy6a, 1 3p0obuJia CKeTUl 3 HaTypy. [IMTaHHS, L0 ITPOJIOBXYIOTh 3By4aTy B MEHeE
B royioBl: «Homy 3aumHamm LGBT ki1y6m?» Ta «4u Bce Lie KBIP JTIOAM 1X IIOTPEOYIOTH?».

Binresa BinrHsa, aka Double Cherry, — XyOXHM_IJd, KBID-(EMIHICT_Ka, 3609EHE
CTBODIHHS, JOCIIHM_IJA. 2KMBYTH 1 IPAIJlIOOTE B KMeBI. [1epeBa>kHO 3auMalThCSI
Ma/I'OBAHHSAM 1 ITKOCTPAILIIEI0, Ta IHLIMMM BHAaMM DYKOLIIJIA, TaKUMM SK
TaTyMOBaHHS 1 CKYJ/IBIITypa. 3apas3 6lIblile 3HAaXOQATHCS B CBOIV KBID-OyIb6OAIII]]
Ta 3aMMAaIOThCA T TPUMKOK 3BS3KIB BCEPENHMHI HEBEJIVMKOI CIII/IBHOTI.

The Ukrainian version was edited by Liubov Samoylovich
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Vienna

- The Magic Closet and the Dream Machine: Post-Soviet
Queerness, Archiving, and the Art of Resistance

T Ass.-Prof. Mag. Dr. Katharina Wiedlack is project leader

of the Close[t] Demonstrations exhibition and the art
research project «Magic Closet and the Dream Machine»

on the representation of queer life in/from the post-Soviet
space. She is Assistant Professor for Anglophone Cultural
Studies at the Department of English and American Studies,
University of Vienna.

Iain Zabolotny is an activist, interpreter and researcher
Jrom Novosibirsk, RU. They studied Public Relations

and Transcultural Communications and are currently
studying Interptreting an the University of Vienna.

Iain is also a part of the FWF art-based research project
«Magic Closet» on East-West solidarity.

In a quiet location inside the exhibition space, shielded from the daylight
and a bit secluded are «the Magic Closet and the Dream Machine». Imple-
mented by our curator Anna T, and design team GRANDA BANDA OG.
Joanna Zabielska and Bilal Alame, this «<Magic Closet» is a space, where
visitors can experience first-hand parts of the arts-based methodology we
call the Dream Machine, It utilizes a modified version of Brion Gysin's do-

1t-yourself stroboscopic flicker device to bring traces of queer resistance
and existence to the surface. Within the space, visitors can further
enter yet another Magic Closet: the digital archive of previously re-
corded traces of queer post-Soviet knowledge and resilience that
appear 1n a multitude of texts, videos, graphic and photographic

work.

These artful traces are the results of the arts-based research
project «The Magic Closet and the Dream Machine: Post-So-
viet Queerness, Archiving, and the Art of Resistance»'.
Most of these artistic testimonies were produced by the
participants of the Dream Machine workshops in differ-
ent cities in the global Northeast and Southeast; They are

! The project “The Magic Closet and the Dream Machine: Post-Soviet Queer-
ness, Archiving, and the Art of Resistance” (AR 567), conducted by Katharina
Wiedlack, Masha Godovannaya, Ruthia Jenrbekova and Iain Zabolotny, funded
by the Austrian Science Fund (FWF).


http://katharinawiedlack.com/
https://dreamagicloset.art
https://magic-closet.univie.ac.at/

commented by and interwoven with articles, videos and commentaries of the
project team on the project’'s methodology and the experiences we had during
1ts implementation.

Although separated, the borders between Magic Closet space and archive and
the rest of the exhibition are porous and permeable. It symbolizes a social and
mental shelter, a space to breathe and recuperate. Yet, it is not symbolizing an
iron closet; It does not claim that the post-Soviet space 1s an exceptionally op-
pressive geographical sphere, where queer lives are forced to hide in metaphor-
ical or real bunkers and wear straight masks. Recent laws in Russia forbid any
positive visibility of queerness and prevent transgender people from legally
and medically transitioning, legitimize, and add to structural, mental and dis-
cursive forms of violence against queers. However, these forms of queer- and
trans*phobia are not unique to the post-Soviet context. The transmissible lat-
erals of the post-Soviet Closet signify the international flows of anti-queer, an-
ti-trans* movements that permeate many societies today — including the Vien-
nese one. Seen from the perspective of queer magic, this permeability, however
also and strongly points to the pouring in and out of solidarity, of camaraderie,
of knowledge and, yes, of people between queer pockets within the post-Soviet
and to and from spaces outside of this sphere.

Positionality and in_visibility

Our multinational Austrian, Kazakh, Siberian and western Russian research
team developed the Dream Machine methodology specifically to create solidar-
1ty connections. It intended to support queer lives in different post-Soviet loca-
tions through safer ways of creating and archiving evidence of various queer
forms of being and socializing.

Positioned in western Europe, we were in the privileged position to contribute
to the international solidarity efforts that offer resources for researching, sus-
taining, and distributing the ever more precarious knowledge of queer lives in
the post-Soviet regions. Yet, we also realized that much of the western activist
and academic knowledge production operated and continues to operate, under
a visibility paradigm. This led to the paradoxical situation that most solidari-
ty research and activism, in creating LGBTIQAP+ visibility and transparency
either just documented or even increased the precarity of queer people in the
region. While this form of visibility politics created awareness about the prob-
lems within an international community and allowed some asylum seekers
to make their cases, it did not do much for those people who did not have the
means or desire to migrate.

To account for the ways of queer living under the conditions of
trans*- and queerphobic violence, we needed to shift our para-
digms. If — like in most western queer theory and practice —
coming out and being visible are understood as progressive
modes of queer living, being closeted or invisible are
seen as shameful. Such a view cannot account for
the opaque ways of resisting homophobic oppres-
sion. Moreover, 1t reinforces western hegemony.

Accordingly, we had to find a different paradigm

and aim to measure queer well-being, and we found

it in the decolonial theorist and philosopher Eduard
Glissant’s concept of opacity, and in Anna T.s queering
of his concepit.

Refusing research that demands pain narratives (Tuck
& Yang) we wanted to co-create, together with local
queer communities, relations of resistance, where queer
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lives can be enjoyed and queer futures can be imagined together. Through
the methodology of the Dream Machine, that utilizes Gysin's kinetic flicker
device, we created situations where people could relax in a cozy atmosphere
and let their minds wander to reflect on their queer lives, feelings, desires, and
dreams. In automatic writing sessions, experimental film and art production
sessions, we subsequently transferred these experiences into words and im-
ages (traces), and finally and collectively into different art pieces. We collected
these traces and art works in our magic closet — a nod to the gay closet and an
open-access digital archive.

The Dream Machine

An important part of the Dream Machine methodology
was the building of the actual kinetic apparatus itself.
We built the stroboscopic flicker device collectively with
our collaborators in the post-Soviet locations, assembling
a rotating cylinder with specifically shaped cutouts and
fixing a light source (usually a lightbulb) inside that produc-
es visual stimuli. The building process, although containing
simple working steps, needs communication, collaboration, and
coordination among the participants. This process was very effec-
tive as an ice breaker that made people who didn't know each other be-
fore work together.

Once the Dream Machine device was built, the participants located them-
selves in front of it with closed eyes, allowing the rays of light to float over
their faces, and creating a strobe effect behind the eyelids that evokes ei-
detic cinematic imagery. Getting into a kind of meditative state allowed
further the emergence of subconscious content. We understand this
half-conscious wandering with Glissant as «errantry» (2010: 18), as
a new way of knowing the world, an epistemic position that
acknowledges without conquering, without measuring against
any western norm or scale. «[Tlhinking of errantry» (Glissant
2010: 18) is a poetic mode of thought that transgresses the
dualism of previous attempts to understand difference; it
does not measure the other against the self or evaluate the other
against the self.

Navigating the crises of 2020-2023

We created the concept and the methodology of the project over
several years before 2020. Exactly when we had managed to get the
funding for starting it, the global pandemic of COVID-19 hit and we
had to move into lockdown. The pandemic drastically changed the
lives of people all over the world and prompted us to restructure our
project completely. The situation for queer post-Soviet lives became
even more precarious than before, often leaving people without jobs,
caring for family and community and without the time for partici-
pating in research and art projects or other non-essential activities
that needed coordination and planning. Moreover, international
regulations prohibited some of us from travelling, besides, group
meetings were not safe and it was unclear when they were going
to be. To avoid any further delay, we decided to seize the first moment
that we were allowed to gather and get the Russian-speaking community
of Vienna together for a first Dream Machine workshop. With all the possi-
ble precautions, meeting outside and getting tested before, the workshop
was a success and its video documentation can be found in our archive.



This workshop provided the participants with the much needed space for con-
necting, talking to each other how to get through the hard times of isolation
and enjoying the pleasure of collective imaginative creation.

The following Dream Machine workshops in Almaty and Novosibirsk final-
ly happened in Summer 2021 after vaccines and testing became accessible in
many places and travelling was possible again. Both of them showed how 1im-
portant spaces for queer people to be and to dream together are and how much
beauty, love and mutual care there is in the communities to fill these spaces
with. The workshops also showed how different the communities in different
locations are in terms of their interests, foci, stories exchanged and media used
to capture them. The results of these workshops can also be seen at the archive.

Adding to the general queer- and trans*phobia and the disadvantages high-
lighted by the COVID-19 pandemic, several peaceful civil protests were met with
police and military brutality and repressions during the time of the
project implementation, such as anti-authoritarian protests
around president elections in Belarus in 2020 and protests in
Kazakhstan caused by gas prices increase in 2022, marking
the beginning of a new era of state control and violence across
the regions.

The most drastic and enormous turning point for all of us and

our collaborators came on February 24th, 2022, when Russia

launched the ongoing full-scale invasion of Ukraine, de-

stroying millions of lives and committing uncountable war

crimes during the following months. Under these devastat-

ing circumstances safe(r) spaces, where queer people can

meet, support each other and engage in creative activities

became increasingly important. It is true both for Ukraine

that saw a surge in queer art fueled by the struggle against

Russian imperialism and atrocities and for the other coun-

tries, where state propaganda, censorship and repressions left

people with less space to exist in every day. A workshop that had

been planned in Kyiv was cancelled, but we continued to collaborate

with and support Ukrainian activists and artists, and they agreed to participate
in the exhibition as a part of our solidarity collaboration. Not all of our former
collaborators wanted to continue working together, though. In a Russo-cen-
tric context discourses that claim the superiority (and innocence) of Russian
culture are present even within groups that are against the war. These ideas
manifest in the lack of acknowledgement of the imperialism of exactly that
culture and its most celebrated cultural productions, such as the works of not
only Dostoyevsky or Tolstoy, but also of dissident poets such as Josef Brodsky:.

Despite the increasingly violent climate within Russia, we were able to or-
ganize a workshop in St. Petersburg. In fall 2022 workshops in Thilisi and
Yerevan have followed, uniting the thriving local feminist and art scenes
and ones who just recently migrated from different countries because of
the Russian war in Ukraine. The final workshop happened in Berlin in
April 2023 1n the framework of a decolonial exhibition 6ms, that united
artists from different post-Soviet spaces. While all of the workshops were
different and the discussed themes and topics varied, all of them strate-
gized in their own way how to be in solidarity with each other and with how
to oppose Russian imperialism.

The full-scale invasion magnified Russian cultural and political imperialism
in the public eye of «western» countries. This imperialism had been there all
along, but was continually ignored, and after the 24th of February 2022 it was
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no longer possible for scholars, activists and media to avoid discussing it. It
prompted many scholars and analysts within post-Soviet Studies to reevaluate
their contribution to Russian imperialism through the celebration of Russian
culture over other post-Soviet cultures. Declarations against the war and in
solidarity with Ukraine were abounding; Yet, western as well as Russian (cul-
tural) politics opposing the war, including those of the queer Russian diaspora
In Europe are varied and often contradictory, backed up by extreme emotions
that made it hard to find any common ground. Some Russians were pitying
themselves and their lost lifestyle with access to western brands and vacations
in Europe. Others have declared themselves decidedly anti-Russian not just in
terms of current politics, but referring to the concepts of Russia and Russian-
ness as a whole. Indigenous activists are consolidating and raising their voic-
es; Their ancestors and lands have suffered immensely as a result of Russian
colonialism and they keep being the most vulnerable groups in Russia to this
day through institutionalized racism which manifests in poverty, street vio-
lence, workplace and day-to-day discrimination. Moreover, Indigenous people
are drafted into military service to participate in the recent full-scale invasion
of Ukraine to a disproportionally high degree and their mortality is much high-
er than that of ethnic Russians.

Under these circumstances we stay committed to an anti-imperialist critique
that addresses and fights Russian imperialism within our own queer-feminist
circles and beyond. We stand in solidarity with our collaborators, friends, col-
leagues and everyone else in Ukraine and everyone, particularly Indigenous
peoples that fight imperial aggression, displacement and genocide. The Russian
war against Ukraine further amplified the importance of the project and build-
ing the networks of solidarity that have been a crucial part of it all along.

Even though we did not manage to build a strong permanent network, and
failed to a large degree in forging the lasting connections between communi-
ties, we managed to create liminal connections that were not less meaning-
ful. Whether sharing our resources and knowledge or finding and connecting
people to share theirs with the ones who needed them, bringing people from
local communities together for the first time after major crises or inviting queer
artists from different countries and continents to this exhibition, these connec-
tions are in the end what matters most.

Together with the Close[t] Demonstrations exhibition, the Magic Closet offers
a point of connection between the post-Soviet and the global space, allowing
for international critique and solidarity to emerge. Rather than pressing vulner-
able people into preconceived templates, the magic closet can present itself as
«a shelter, a refuge, a home, a friend, [a] happy place,» to use Anna T.s beautiful
words. Close[t] Demonstrations, and the Magic Closet is a place of queer, trans*
connection; a place that showcases queer creativity and fantasy and for catch-
Ing glimpses of queer futurity.
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Mariuda lWada i Apim-MawuHa:
KBip cnpoTtuB B nepiopu
3aroCTpeHHs Kpus

( . . [
’Y" Kamapina Bidnak, IaH 3a6onomHuli

T KamapiHa Bionak — KepieHuUus eucmdeKku
Close[t] Demonstrations i xyodo#HbO-00CNTOHUUbLKO20
npoekmy MaeiuyHa waga 1 OPiM-MAWUHA, NPUCBSYEHO20
penpe3eHmayii Keip-wumms Yy NOCMPAOSSHCbKUX Npocmopax.
Kamapina - OoueHmKa pakynememy dHanilicbkoi moeu
1 aMepuKdHCbKux 0ocsidxeHb BideHcbko2o yHieepcumemy
31 cneuiani3ayiew HA aH2/10MOBHLU Kyaoemypi.

IaH 3abonomHuli — akmueicm, nepeknaday i 00CALOHUK

3 HOGOCU6ipCbKCl. Bueuae cneuianbHocmi “3e’ AKU 3
2pomadcekicmio” ma “TpaHckynbmypHi kKomyHikayii”, Hapasi
susuyde nepeknadaubky cnpasy y BideHcbKomy yHieepcumemi.
IeH € Yy4dcHUKOM XxYyOookHb020 00CN1OHUUbKO20 npoeKkma FWF
“MazaivHa UWaga”, npucesavyeHoz2o conidapHocmi Mim Cxodom

1 3axodom.

B TMxOMYy MICIIl IIOCEpes BMCTaBKOBOI'O IMPOCTOPY, 3aXMILEH] B
IIEHHOr'O CBITJIa 1 HI6GM TPOXM YyCaMITHEHI, 3HaxXOOSATbcsa «MariuyHa
[Tapa 1 [dpiM-MauinHa». CTBOpEHa HALIOK KypaTOPKOw AHHOIO
T. Ta Ou3aliHepCbKowo KoMaHzaoww GRANDA BANDA OG. MoaHHO0
3abenbCbKOO Ta bBiman AnamMe, MaridyhHa wmiadga € MicleM, e
BIABIAYBAY_KM MOXYTb CAMOCTIMHO OOCIIAUTY CKJIAOBl XYOOXXHBOI
METOZIOJIOT1], LI0 MM Ha3MBaeMO IOPIM-MaLIMHA, MallMHA 3aCTOCOBYE
caMOpPO6HY MoamM@iKallllo cTpobockora bpamHa [NiciHa, abu BUBECTU
Ha TIOBEPXHIO CIIIAM KBIP ICHYBaHHS Ta CIPOTUBY. B MeXax Tiel X
JIoKallll BIABIAYBaY_KY MOXYTb 3a3MPHYTH B Lie OOHY MaridHy uiady:
IMPPOBUM apX1B IONepegHbO 3allMCaHMX CBIAYEHb ITOCTPaAsIHCHhKOIO
KBIPp 3HAHHS 1 CTIMKOCTI, IIO 39BIIAIOTBCS Y 6€3JIl4l TEKCTIB, BIJEO,
rpa@lyHmx 1 POTOrpaPiuHmMX POOIT.

LIl poboTu € IUiofaMM MUCTELBKOTO OOCHIAHUIIBKOIO IIPOEKTY
«Mariuna IlMaga 1 [piM-MauirHa: TIIOCTpafsiHCbKa  KBIPHICTE,
apX1ByBaHHS Ta MUCTELITBO CIIPOTUBY»'. BIJIBIIICTH 3 LIMX TBOPUMX
CBIZIYEeHb OYJIM CTBOPEH] YYaCHY _LISIMY BOPKLIOIIIB [PIM-MallIVHA
Yy PISHUX MicTax riodanbHOro [NiBHIYHOrO 1 [TiBgeHHOro Cxonys,

IX CYIIPOBOIXXYIOTH KOMEHTapl 1 CTaTTi, BIZEO 1 BIATYKU
KOMAaHIM [IPOEKTY LIO0 IIPOEKTHOI METOIOJIOT1 1 IOCBI/IIB,
SIK1 MM TIEPEXUJIIN TI1[] Yac MOoro peasisarliil.

Xoya MariyHa niada 3 apxiBOM 1 pelliTa BUCTAaBKU
BIJOKPEMIJIEH] OOHE Bl OOHOIO, KOPZAOH € MPO30PUM 1
TIPOHMKHMM, LLIO CMMBOJII3YE COLIIaJIbHUM 1 MEHTAJTbHU N
IIPUXMUCTOK, IIPOCTIP, 1€ MOXKHA BUOMXHY T 1 BIIHOBUTY
cunu. B Toy >Xe 4dac 1le He € BIJOCUJIKOIO JIO 3aJIl3HOI
nady; MM He CTBEPAXXYEMO, LIO MOCTPaAsHCBbKUU
IIPOCTIP € OCO6JIMBO arpecuBHMM TreorpadldyHUM

ITIpoexT “Mariuna Ilada i OpiM-MalimHa: IocTpasiHCbKa KBipHICTD,
apxiByBaHHSI Ta MMUCTELTBO CIIPOTUBY’ (AR 567) pearmisyBanm Karapina
Bigmax, Maua logoBaHHa, Pydis [>xeHpbekoBa Ta laH 3aboI0THUM,
IpodiHaHCyBaB ABCTPIMCHKMN HayKoBuM doup (FWF).
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cepeloBUIIEM, 1€ KBIP XUTTS BUMYIIIEHe XOBaTU cebe

IT1[1 MacKOIO TeTEPOCEKCYaJIbHOCT1 abo BMeTahOpUIHMUX

Uy pealibHUX OYHKepax. HeliomaBHI 3aKOHM B Pocil

3a00POHATL  6yOb-AKY TIO3UTUBHY BUIOMUMICTD

KBIDHOCTI 1 He [alOThb TpPaAHCTeHOEPHUM JIHOOSIM

POGUTHM TEHOEPHUM Iepexil] MeIMYHO 1 IOPUIOUYHO,

a TaKOX CIIPUSKTL CTPYKTYPHUM, MEHTaJIbHUM

1 OUCKYPCUBHMM (QOpMaM HaCcuJlJisd, HallpaBJIEHOTI'O

Ha KBIp monen. OgHak 11 GOpMM KBIpP- 1 TpaHC*(Poobil

€ PUCOO, TIPUTAMaHHOK He JIMlIe IIOCTPagIHCHKOMY

KOHTEKCTY. [IpOHMKHI ©OOKOBI YaCTUMHM IIOCTPALsIHCBHKOI

nia@u CMUMMBOJII3YIOTh TJI06AJIbHI [TOTOKM aHTU-KBIP, aHTHU-

TPaHC* pyXiB, LIO IIPOHMU3YIOTH 6araTo ChbOTOAHILIHIX

CYCIIIJIbCTB, BKJIIOUalouy BifleHb. [IMBIAYNCH 3 TIO3UIIIL KBIP

Maril, 1isI TIPOHUKHICTb TAKOX UITKO BKA3ye Ha LIUPKYIIALIIIO

COJIIJApHOCTI, TOBAPMUCTBA, 3HAaHb 1 BPELLITI-PELIT JIIOIEN MIX

KBIp KULIEHAMM IIOCTPAZAHCBKOI'O ITPOCTOPY Ta I103a MOro
MeXXaMU.

No3uuioHyBaHHA Ta He_BUMAUMiCTb

Hania 6araToHallloHajibHA [OOCHIAHMIIbKA KOMaHAa 3 ABCTDI,
KasaxctaHy, Cubipy Ta 3axigHol Pocll pospoturiia MeTOMOJIOrIO
OpIM-MaLIMHY 3 KOHKPETHOKW L0 — IMIATPUMATU KBIP >KUTTS
YV PISHMUX IIOCTPAASIHCBbKMX JIOKALISIX 33 [OIIOMOIOK OlJIbII 6e3MeYHUX
LIJIAX1B TBOPEHHS 1 apXiBYBaHHSI CBIZTYEHDb PISHOMAaHITHMUX GOPM KBIP OYTTS
1 cortlasiisaliil.
3aBOSKM PO3TAllyBAaHHIO B 3axXIiOHIM €BPOIIl MU OIMHMUIIMCS B IIPUBI-
JIEMIOBAHOMY  TIOJIOXKEHHI JIIoZen, 3MaTHUX  3POOUTU BHECOK
y MIXKHApPOAHI 3YCUJIJIA COJIZJapHOCTI, $K1I Haganu 6 pecypcu s
IOOCIIAXXEeHHS, MIATPUMMAHHS Ta PO3MOBCIOXXKEHHS 1HGOpMallll Mpo BcCe
3pOCTalO4l PUBUKM Y KBIP XUTTSIX B IIOCTPAAAHCBKIMX perioHax. 3 1HLIOrO
60Ky MM TaKOX VYCBIOOMIIIOBAsM, LI0 6HaraTo 3aXiOHUX aKTUBICTCHBKUX
1 aKaJeMIYHUX MTOHATh QYHKITIOHYBaJIM Ta [IPOAOBXYIOTh QYHKIIIOHYBaTU B
paMKax ImapaaurMu BUOMMOCTI. Lle Ipu3BeIIo A0 IapagoKCcaJIbHOI CUTYAlIl],
KOJIM JIEBOBA YaCTKa COJNIJapHMX AOCIHIAXEeHb Ta aKTUBI3MY Y CTBOPEHHI
JITBTIKAIT+ BMOMMOCTI Ta TIIPO30POCTI abo TIIPOCTO O6MEXYBaJIUCh
IOKYMEHTAIIlE0 KBIP XUTTIB B PErioHl, abo HaBITh MIABULIYBaJIM PIBEHD
Hebe3IleKy I KBIp Jtofel. B Ton 4ac K Taka Gopma IOTITUK BUOMMOCTI
TIOCIIPMSITIa CTBOPEHHIO OOI3HAHOCTI LIOAO IIPObBIIEM Cepell CBITOBOIL
CIIJIBHOTM 1 IO3BONIMIIA JeAKMM LIYKad_KaM OTPUMAaTH IIPUTYJIOK, BOHA He
6araTo 3poburia AJIs IoHen, sIKl He MaJiy 3MOT'M abo 6a>KaHHS eMITPYBaTH.

[1Io6 3MaIoBaTy CIIOCO6M KBIPHOT'O 6y TTS 3a YMOB TPaHC* Ta KBIPHOOHOI O
HacCuJIjIsl, HaM IIOTPIGHO OyJiI0 3MIHMTM HaLIl HapagurmMu. AKIUIo, SK y
OLJTBLLIOCT] 3aXIOHMX TeopiM 1 TIPaKTMUK, KaMIHr-ayT 1 BUAMMICTDb
CIIPUMMAIOTBCHA SIK IIPOrPEeCUMBHI MOAEIl KBIP 6yTTH, TO 6yTH y Liadl abo
HEBUOMMMMM BBAXXaeThCSI UMMOCh FaHeOHMM. Taka TOUKa 30py He BpaxoBYeE
«HEIIPO30pl» CIIOCOOM CIIPOTUBY TOMO(QOOGHOMY IIPUIHIYEHHIO. ba 6Olrblie -
BOHA IIOCUJIIOE 3aXIAHY rereMoHI0. TOXX HaM IIOTPIOHO 6YJI0 3HAUTU 1HLIY
rapagurMy 1 MeTy OJisi BUMIPIOBAHHS KBIP 6J1arornoayydsi, 1 My SHaULIIN 1X
B KOHIIEIL[1l HEIIPO30POCTI AEKOJIOHIaJIbHOI O TeopeTHrKa 1 pirtocoda Exyapaa
['rmiccaHTa, a TakKoX B poborax AHHM T, sIKa Hajasjia KOHIIENIlll KBIPHOIO
BEKTODY.

BiIMOBUBIUMCH BIJ] [OOCIII[KEHHS, 11O BMMarae HapaTuUBy 6071
(Tak i SHT), MM XOTiNIM o6emHATHCSA 3 MICIIEBUMM KBIp CIIIJIbHOTaMMU, abu



pPasoM TBOPUTHU BIJHOCMHM CIIPOTUBY, 3a SKUX KBIP XUTTH [IPUHOCUTH
pazicTb, a KBIp MamMbyTHE MOXIIMBO YABUTHU CIIUIBHO. 3a OOIIOMOIOMO
METOZIOJIOT1l OPIM-MAalllMHM, SIKa BUKOPMUCTOBYE TIPUCTPIN KIHETUYHOIO
MepexTiHHA [ICiHa, MM CTBOPIOBAJIM CUTYallll, B AKUX JIIOOU MaJiX 3MOT'Y
PO3CITabUTUCE 1 TIOPUHYTU Y PO3OYMMU TIPO CBOE KBIP XUTTS, MIOYYTTS,
baxaHHS 1 Mpll B 3aTULIHIM aTMocdepl. Ha cecigx aBTOMaTUYHOIO
[IMCbMa, EKCIIEPMMEHTAJIBHOI'O KIHO Ta XYOOXXHIX MPaKTUK MU TIOCIIILOBHO
TIEPEBOAMIIN 111 IOCBIZM Y CJIOBa Ta 306paXkeHHs (CITiZIN), a TIOTIM CIIIIbBHUMM
3YyCUJIJIAMM — Y PIBHOMAaHITHI TBOPM MMUCTELTBA. MM 3i6panu 1l Ciiam 1
MMCTELIbK1 POO6OTHU Y HALLIIW MariqyHIy iagi- anto3ll Ha rey iagy ta indpoBun
apXiB Y BIOKPUTOrO TUITY.

Apim-MawunHa

Ba>xJIMBOIO CKJIAJOBOK METOAOJIOril ApIM-MallMHM CTajla I106y[oBa
BJIaCHE KIHETUMYHOIO arapary. Mu 6yayBaliy CTPOOOCKOIIIYHUM IIPUCTPIN
MEPEXTIHHS CYMICHO 3 HaLIMMM IIapTHEP_KaMM Y T[IOCTPaOsTHCbKUX
JIOKALAX: 36Mpanyu UUIIIHAP, L0 06epTaeThCs, 13 CrIelUGIYHO BUPI3aHUMU
OTBOpaMM 1 IIOMilIanM B CepelIMHI [I>XXKepeJsio CBITIa (3a3BMUYail JIaMIIOUKY),
sIKe 1 ITPOAYKYBAJIO BI3yaJibHI CTUMYJIN. [Iporiec o6y NoBy, Xo4a 1 CKIlaZjlaBCs
3 TIPOCTUX POO6OYMX KPOKIB, IIOTpebyBaB KOMYVHIKALIll, CIIBIpalLl Ta
KOOpAMHALI MIX YYacHM_LIAMMU. Bce OIMCTBO II0Ka3aJio cebe HaZl3BUYaHO
e(@eKTUBHUM B SIKOCT1 3aCO6Y PO3TOIIUTH JIIF MIX JIIOIbMMU, IK1 OO JAaHOI'O
IIOCBIZTY CIIIJIBHOI POH6OTY HIKOJIM He 6aUMIIM OOMH OIHOIO.

[Ticris TOro, K ApIM-MallrHa 6yJia 1obyaoBaHa, y4aCHM 111 CTaBaJIu [Iepe
Helo 13 3aIUIIOLIEHMMM O4YMMa, JO3BOJIAI0UM ITPOMEHSIM CBITJIA IIJIMCTY 10
06IIMYYSIM, TUM CAaMMM CTBOPIOIOUY CTPOOOCKOIIIYHMM e(deKT i [TOBIKaMH,
110 BUKJIMKAB II0SIBY eMAETUYHMX KiIHeMaTorpahldyHmuxX 06pasiB. 3aHYPEHHS
y CBOr'O POy MeAUTATUBHMUM CTAH AO3BOJISJIO MIOOAIBLIOMY BUHUKHEHHIO
MIIACBIAOMOIO KOHTEHTY. MM pO3yMIEMO Ile HaIIBCBIZIOMe OJTyKaHHS 3a
['miccaHnToM (K «MaHOpw» (2010: 18), AK HOBMM CIIOCI6 III3HATM CBIT, K
eIIICTEMOJIOTIYHY ITO3UIIII0, IKa 3HAaMIOMMUTBHCS, He BOAIOYMCh J10 3aBOOBAHHS
ab0 OIIIHIOBAHHS 3a O6yOb-sIKOM 3aXIJHOX HOPMOIO ab0 LIKAJIOow. «Po3gyMu
npo MauHapu» (I'miccanT 2010: 18) € IMOeTMYHOX MOIENII0 AYMKM, sIKa
BUXOOUTH 3a MeXI OyaliiaMy IIONepeHIX CIIPO6 3pO3yMITM BIAMIHHOCTI;
BOHAa He MIpsI€ IHILIMX BJIACHOI MIPKOIO Ta He CTaBUTD 1HILIOIO BUILE 3a Cebe.

HaBirywum Kpusu 2020-2023

Mu CTBOpPKOBAJIM KOHIIEIIIII0 Ta METOMOJIOTI0 IIPOEKTY IIPOTSTOM
IIEK1JIBKOX POKIB [0 2020 poKy. fK pas TOAl KOJIIY HaM BAAsiocsd OTPUMMAaTU
blHaHCYBaHHA  [JIsI  IIOYATKy  IIPOEKTY,
rioya’siacgd rriobasibHa [IaHOeMIs
COVID-19, MM MYCUIIU TIEPEUTU
B PEXUM JIOKZIayHY. [TaHmeMisa
KapAMHAJIbHO 3MIHUIIA >XUTTS JIHOOeu
10 BCBOMY CBITY 1 MIALITOBXHYJIA Hac
II0 TIOBHOI'O TPaAHCHOPMYBAHHS IIPOEKTY.
st KBIp Jofey Ha IIOCTPagsgIHCHbKOMY
TIPOCTOPl CUTYyalllsd CcTajla HaBITh Lie OJIbILI
[IPEKAPHOI0, HIX 6yJla — 4YacTo JIoAn
BTpadasam poboTy 1 30BCIM HE
MaJi¥ 4acy [OJisi y4acTi
B  OOCHIOHMIIBKUX 1
XYOOXHIX ITPOeKTax abo 6y Ob-

SAKUX IHIIUX «DaKyIIbTaTUBHUX» OISJIbHOCTSX, IO
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BMYMaranu 6 rylaHyBaHHSA 1 Y3TOIDKEHH S, 60 MYCUIIN ITIKJTYBATUCS ITPO CIM 10
ab0 CITIJIBHOTY. Blyibllle TOro, Mi>XHapOooHI ITpaBuIIa I1036aBUJIM JEKOI'0 3 HaC
MOXJIMBOCTI TIO[OPOXYBAaTH, @ KPIM TOro, 3yCTpIdl I'pyllaMyu CTAHOBUIINU
HebesreKky, 1 6yJI0 HesICHO, KOJIM TaKMUM CTaH pPeder 3MIHUTLCS. Abu
VHUKHYTU OyIIb-AKOl ITOAaJIbLIOl 3aTPUMKM, MU BUPILINIIM CKOPUCTATUCH
HaMOJIM>KYO0K0 XX 3MOI'0K 3YCTPITUCH 1 316paTy POCIMCBKOMOBHY CITIJIBHOTY
BimHs Ha TIIeplIOMY BOPKLIOIIL ApiM-MaliyvHM. OpraHi3oBaHUM 13
3aJIYyUYEHHAM YCIX MOXJIMBUX 3aCTEPEXHUX 3aXOIB, ITiJ] AKMMU MU TIEPLLI
3a BCe PO3YMIEMO TeCTyBaHHS 1 MPOBEOEeHHS 3yCTPIYl Ha BIAKPUTOMY
TIOBITPI, BOPKILIOI ITPOMIIOB YCIIILIHO, YOO BIZIEO-BEPCIIO MOXHAa 3HAUTU
Yy HalLIOMY apxIBl. Lley BOPKIIOIN HaJaB YYaCHM_LIAM HEOOXIOHUM TIPOCTIP
IJIA CIIIJIKYBAHHSA, PO3MOB IIPO T€, IK IIEPEXUTU Ba>XXKIl 4acu 1307151111, Ta
HACOJIOAM BIJ] KOJIEKTMBHOI'O TBOPYOI'O ITPOLIECY.

HacTyIIHI BOPKLIOON APIM-MaIIMHMU B ATMaTy Ta HOBOCUOIPCBKY HApeLITI
MIPOMLINIM BIITKY 2021 POKY ITICIIS TOTO, IK BaAaKLIMHMA 1
TECTYBAHHS CTallM OOCTYIHMMM Y 6araTbOX MICISIX 1
TIOBEPHYJIACh MOXJIMBICTBb IIOLOPOXYBaTu. ObuaBa
3ax0oOM TI0Ka3ajiM, HaCKIJIbKM BaXXJIMBUMU
€ TIPOCTOpPM, e KBIp JIIOOM MOXYTh
6yTM 1 MPIITM Pas3oM, 1 CKIJIbKU
Kpacy, JII060B1 1 B3aEMHOI TypbHOTHU
€ B CIIJIPHOTaAxX, abu Il IIPOCTOPU
HarmoBHUTY. KpiM  TOro, BOHM
[I0Ka3asly, HACKIJIbKM PISHUMU €
CIIJIBHOTY Yy PI3HMX MICLIEBOCTSIX B
chepax 1X 1HTepeciB, QOKYCy yBarw,

ICTOPIN, IKMMM OIJISTBCS 1X YYaCHM_II],

1 Me[la, SKMMM BOHM KOPUCTYIOTBCSI, abu
I11 ICTOpPll 3adiKCyBaTy. Pe3ymbTaTy LUX
BOPKILOIIB TAKOX MOXXHa 3HAUTU B apXIBl.

Ha momaTok [0 3arajibHoOl KBIP- 1 TpaHC*POoOil
1 TIPOOJIEM, 3arOCTpeHMX naHgeMiero COVID-19,
KIJTbKA MMUPHUX TPOMAOSIHCBbKMUX TIPOTECTIB
6yJIM 3YCTPIHYTI perpeciaMy 1 >XOPCTOKICTIO 3
60Ky TIOJILIIl Ta BIMCHKOBMX IIi[] Yac peasisailil
TTPOEKTY: HaIIpuUKIIaz, aHTMABTOPUTAPHI
[IPOTECTY HABKOJIO IIPE3UIEHTCBKUX BUOOPIB
y bBimopyct B 2020 porl Ta 1mpoTtecTu B KasaxcTaHi,
BUKJIMKAH] IIOBULIEHHSAM IIIH Ha ras3 y 2022 porl, LIo
O3HaAMEHYBaJIO [I0YaTOK HOBOI €pM AeP>XXaBHOIO KOHTPOJTIO 1 HACUIITIS
y PerioHax.

HancTpallHILIUM TIeEPEJIOMHMM MOMEHTOM [JISI HAac 1 HalIMX IapTHEepP_
OK cTasio 24 moToro 2022 poky, Konyu Pocis posriodasia ITOBHOMACLITAOHY
BIMHY TIPOTU YKpalHY, PYMHYIOUM MIUTBVOHM >XXUTTIB 1 3aJMLIa04y II0
cobl HEe3UMCJIEHH] BIMCBKOBI 3JIOUMHM TIPOTATOM HACTYIIHUX MICALIB.
Y LIMX HULIIBHMUX O06CTaBMHAX (6INIbIL) 6e3MeYH] IIPOCTOPH, e KBIp JIoAu
MOITIM 6 3yCTpIYaTUCH, MMIATPUMYBATU OHE OIHOI'O 1 3aMMaTUCS TBOPUYOO
MISITTBHICTIO, HAGYIIM 1ie O6IJIbLIOLI I[IHHOCTI. Lle cToCcyeThCcs K YKpalHu, e
CIIJIECK KBIp MMCTeLITBA 6yB BUKIIMKAHUY, 30KpeMa, 60pPOTbOOIO IIPOTU
POCIMICBKOrO IMITIEPIAJII3MY Ta 3BIPCTB, TaK 1 IHIIMX KPalH, B AKMX JIep>XXaBHa
TIporiaraH/ia, lieH3ypal peripecil 3aIniiaim JI0AIM Bce MeHIIIe TIPOCTOPY IS
TIOBCAKJIEHHOI'O ICHYBaHHS. 3allJlTaHOBaHUM Yy KMEBI BOPKLIOI BIIMIHUIIN,
ajyie MU IIPOAOBXYBaJIM IIIATPUMYBATK 1 CITIBIIPAIIIOBATY 3 YKPAIHCHKUMMU
AKTUBICT_KaMM 1 XYIOOXHMU_ISIMM, 1 BOHM TIOTOAMJIUCH B3ATU Y4aCTb



Yy BUCTAaBIIl B paMKax HalllOl CITIBIIpalll. X04ua He BCl Hallll [TapTHEP_KU BOJIIU
IIpalfloBaTy pasoM Hafalll. B PyCOLleHTPUMYHOMY KOHTEKCTI OUCKYPCH, AKI1
CTBEPIXXYIOTb 3BEPXHICTD (I HEBMHHICTB) POCIMCHKOI KYJIbTYPU, TIPUCYTHI
HaBITb Cepell T'PYII, LIO IIPOroJIOIIYIOTh aHTMBOEHHY IIO3ULIK. Takl ifel
IIEMOHCTPYIOTh BIZICYTHICTb BM3HAHHS IMIIEpiajyiidaMy I[l€el KYJIbTypyu Ta
11 HaMOIJIbLI ITPOCIIaBJIEHUX KYJIBTYPHMUX POOIT, TAKUX SK TBOPU HeE JIMIIE
JToCcTOEBCHKOrO Uy TOJICTOrO, ajie ¥ MOeTIB-AMCUIOEHTIB, TakKux K Mocur
Bpoacbkum.

HesBarxarouy Ha TIIOCUJIEHHS HacuJIbCTBa B Pocll, HaM Bfariocs
OpraHI3yBaTy BOPKLION Y CaHKT-IleTepbypal. Bocenu 2022 poKy BIAOYINUCS
BOpKLIOOM B T6imicl Ta €peBaHl, SKI 06€mHaNIM MIPOLIBITANOYl MICIEBI]
beMIHICTMYHY TaapT CLIeHM 1 TUX, XTO HELIOJaBHO eMITPyBasiu 3 PI3HUX KPalH
Jepes pociﬁCbe BIMHY NPOTK YKpalHyu. G1HaIbHMM BOPKLIOI IIPOBOIMBCS B
BepriHl y KBITHI 2023 POKY B PaMKax IIEKOJIOH1aJIbHOl BUCTAaBKM OM>9, SIKa

obeHasla MUCTKMHB 1| MUTIIB 3 PIZHUX TIOCTPaASTHChKMX TTPOCTOPIB.

Xod4a BCl BOPKLIOIIY Ta O6rOBOPIOBAaHI TEMU 1 IIMTAHHSA OYJIM PISHUMUY,
BCl BOHM IT0-CBOEMY PO3MIPKOBYBaJIM HaJ CTPATETIED, AK 6yIyBaTH
B3aEMHY COJIIJAPHICTb 1 MPOTUCTOSATU POCIMCBKOMY

IMIIepIaii3My.

[ToBHOMACILITa6HE BTOPIrHEHHS TTOCUJINTIIO

POCIMCBKUM KYJIBTYPHUM 1 TIOJITUYHUM 1MIIeplariaM

B O4Yax TI'POMAaJCBKOCTl «3axXigHMX» KpalH. lLlen

IMIIeplasiiaM  ICTOPMYHO [OOBIO ICHYE, arJie

MOro TIOCTIMHO ITHOPYBaJiM, a IIicisa 24

moToro 2022 poKy OOCHIAHM_IIl, aKTUBICT_

KM Ta Me[lla BXe He MOIJIM YHUKATU MOTO

ObroBOpeHHS. Lle CIIOHyKaJyio 6araTbox

B [IOCTPAASHCbKMX CTYOISAX [TePEOCMUCIIUTY

CBIM BHECOK VY POCIMCBKUM IMIIeplali3aM

yepes IIPOCIIaBIISTHHSA POCIMCBKOL KYIIBTYPU

Hajl IHLIMMMU TIOCTPagAHCHKM MM

KyJnbTypaMu. [ekrapalill IIPOTU BIVHU

Ta Ha 3HAK CONIJapHOCTI 3 YKpPalHOo

6y UUCJIEHHMMM, T[IpOTe 3axIifHl, a

TAaKOX  POCIMCBKI  (KyJbTYpPHI) TONITUKMU

MIpOTM  BIMHM,  BKJIOYUAKOYM  TIOJIITUKU

POCIMCBKMX KBIP O1acIiop B €BPOIII, PISHATHCS

1 YacTo € CyIepedIMBUMMMY, IIOKPIIJIeH]

CUJIBHMMM eMOLIIAMM, LI0 YCKJIAOHKOE TOLIYK

CITIJTbHOI MOBM. [lesIKl POCIIH_KM XXaJlliiu cebe

1BTPAYEHUM CTUIIb XXUTTSI 3 [OCTYIIOM OO 3aXIJHUX

6peHOIB 1 BIAIIYCTOK B €BPOIIL. [HILI pIlIy4Ye ITPOrOjIOCUIIN CBOKO

aHTUPOCIVCBKY TI03UIIII0 He JIMILE I10 BIJHOLIEHHIO OO CY4YaCHOI IIOJITUKH,

ajyie ¥ CTOCOBHO KOHIIEILIl POcCil Ta POCIMCBKOCTI B LIIJIOMY. AKTUBICT_KMU 3

yycria KOPIHHMX HapOolB O6€MHYIOTHCH 1 3asABIIAIOTE IIPO CBOI ITpaBa; 1XHI

MMpalypy 1 3eMJil HaZ3BMYAMHO TIOCTPaXXJajiM BHACIIIZOK POCIMCHBKOIO

KOJIOHIaJII3MYV, 1 0 CbOrOZIHI L1 TPYIIN 3aJIMIIAI0ThCSA HauO1JIbLI BPa3JIMBUMM

BEpCTBAMM HaceJlleHHsI B Pocll 4epe3 1HCTUTYLIIOHAJII30BAHUM pPacusM,

SKUN TIPOSIBJISIETHCHA B OITHOCTI, BYJIMYHOMY HaCWUIIJII, OMCKPUMIHALIl Ha

po60YOMY MICIII Ta B MOBCAKIEHHOMY XXUTTI. BlJibllle TOro, IpeacTaBHUKM

KOPIHHMX HapO[lB 3HAYHO OlJIblLIe IIPM3UBAIOTBCS Ha BIMICBKOBY CITY>XXOY

[I7IS1 y4YacTl B POCIMCBbKOMY TIOBHOMACLITAaOHOMY BTOPIHEHHI B YKpalHY, a
1XHSI CMEPTHICTb HabaraTo BUILA, HIXK Cepell ETHIYHMX POCISIH.

3a LIUX 06CTaBMH MU 3aJIMLIAEMOCS BIAJAaHMMM aHTUIMIIEPIAJIICTUYHIN
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KPUTULI, sIKa CIPAMOBAHA Ha OOpPOTHOY 3 POCIMCBKMM 1MIIEplajliiaMOM
Y HaLIMX BJIAQCHUX KBIP-PEMIHICTMUYHMX KOJIaX Ta 3a I1X MexXxaMu. Mu
COJIIJapHI 3 HAlIMM¥ [IapTHep_KaMy, II0_ApyraMy, Kojle_>XaHKaMU Ta yciMa
IHLIMMM B YKpalHl, a TaKOX 3 yCiMa, OCOOJIMBO 3 KOPIHHMMM HapodaMMy,
SIKI OOPHOTBCS 3 IMIIEPCHKOK arpeciero, IIPUMYCOBUM IIEPEMILIEHHSIM Ta
reHoMAOM. BiHa Pocil TpoTu YKpalHu e 61jIbLie IIOCUJINIIa BaXXJIUBICTD
[IPOEKTY Ta pPO3OyIIOBM MEPEX COJIJapHOCTI, SIKI BeCb 4Yac OyJIM MOro
KJIFOYOBOIO CKJIaZJOBOLO.

Xoua HaM He Bfasiocsi Mo6yayBaTU CUJIBHY TI€EPMaHEHTHY MepexXy
1 3HQYHOIO MIPO0 He BAAJIOCS HAllarOOgUTY TPMBKI 3B'SI3KM MI1XK CITIJIBHOTAM,
MM 3MOIJIM CTBOPUTM He MEHII 3HAUYILIl JIIMIHAJIbHI 3B'I3KM. UM 1ae MOBa
[P0 OOMIH HALIMMM PecypcaMi 1 3HaHHSIMM ab0 PO IOLIYK 1 06'eqHaHHS
moaen, SIKI MOXYTh MOAUIMTUCS CBOIMM 3HAHHSIMM 1 pecypcaMy 3 TUMMY,
XTO IIbOTr'0 IIOTPe6YE, UM TO IIPO Te, aby 316paTy JIIOAEN 3 MICLIEBUX CITIJIBHOT
pasoM BIIEpLIE ITICIIS BEIMKMUX KpPM3 abo 3aIllpOCUTU KBIP XYAOXHM_IIb
3 PIBHMX KpalH 1 KOHTMHEHTIB Ha II}0 BMCTaBKY — BPELITI-PELIT Il 3B'I3KU
€ HaBa>KJIMBILIVMMI.

PazoM 3 BucTaBkow «Close[t] Demonstrations» Mariyda niada IpoIioHYye
TOYKY 3BS3KY MIXK IIOCTPALsSHCBKMM Ta IJI06QJIbBHMM IIPOCTOPOM Ta
BOJHOYAC Ja€ MiCLle MIXKHAPOAHIN KPUTULIL Ta COIIAAPHOCTI. 3aMICThb TOTO,
1106 MIATAHATHM BPaA3/IMBUX JIIOOeM I CTEPEOTMUIIHI LIA6JIOHM, MaridHa
nrada IMpe3eHTye cebe AK «IIPUTYIIOK, CXOBUIIE, AIM, MO_APYra, LIaciuBe
MiC1ie», BUKOPUCTOBYIOUM ITpekpacHi cioBa AuHM T. Close[t] Demonstrations
Ta MariyHa uiaga € MICIeM KBIP, TPAHC* 3B'SI3K1B; MICLIEM, L0 JEMOHCTPYE
KBID TBOPYICTE 1 (paHTAa3110 1 e MOXXHA 3a3UPHYTU Y KBIP-MaMOyTHE.

Translated into Ukrainian by Liubov Samoylovich, edited by Lesia Pagulich
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Eve Tuck / K. Wayne Yang, R-Words: Refusing
Research, in: Django Paris / Maisha T Winn (eds),
Humanizing Research. Decolonizing Qualitative Inquiry
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Bonwe6Hbi wWKah u gpuM-MallMHA:
KBUP-COMPOTUBJZIEHNE BO BpeMA
YCUJINBAWIWUNXCA KPU3UCOB

( \od
’Y" KamapuHa Budnak, WaH 3a6osomHoili

T Kamapuna Budnak - pykosodumenvHuya evicmasku Close[t]
Demonstrations u xydoxecmeeHHO-uccsied08amesIbCKO20 Npoekmd
BonwebHvili wKag u Opum-MdwuUHA, NOCEAWeHHO20 penpe3eHmayuu
KeUP-KU3HU 8 nhocmcoeemckux npocmpaHcmeax. KamapuHa -
JoueHmKka (akynomema CH2JIULUCKO20 S3bIKA U OMEPUKUHCKUX
uccnedoesdHuli BeHcko2o yHueepcumema co cneyuanusayuel
HA aHa2s1053bIMHOU Kynbmype.

WsH 3abonomHeili - akmueucm, nepesodyYUK U uccaedosamesib
u3 Hoeocubupcka. UH3yuyan cneyuanvHocmu «Cesizu cC
obwecmeeHHOCMbI0» U «TPAHCKYAbmMYypHble KOMMYHUKAWUU,

8 Hacmosiwee epeMs u3sy4vydem nepesodyecKoe 0eJo

6 BeHckom yHueepcumeme. UsH makie aensemca Y4ydcmHUKOM
xyodoxecmeeHHO20 uccsiedoedamesibCKo20 npoekma FWF
«BonwebHoili wKag», noceaweHHO20 coaudapHocmu Mexwoy
Bocmokom u 3anadom.

YKDPBITBIE OT CBeTa OHS, B TUXOW, HECKOJIBKO YeOMHEHHOM 4acTy
BBICTaBOYHOI'O IIPOCTPAHCTBA HAaXOAATCsI «BONLIEOHBIM LIKAD U APUM-
MallMHa». OTOT BOJILIEOHBIM LIKAQP, KOHIEIIINMIO KOTOPOrO CO37aliy
AnHa T. 1 KoMaHza gusanHep.ok GRANDA BANDA OG — 3TO MeCTO, I'je
TIOCETUTENIV MOT'Y T CAMOCTOSATEIIbHO M3YUMUTh YaCTU XYAOXKECTBEHHON
METOMOJIOT UM, HAa3BAaHHYO HaMM IOpuMM-MaliuMHa. OHA MCIIONIb3YyeT
DIY-Bepcuio cTpobockora bpamHa Il'ancuHa, 4TOOBl BBIBECTM Ha
TIOBEPXHOCTD CJie[jbl KBUP-CYLIECTBOBAaHMUSA U COIIPOTUBIIEHUS. 30€Ch
XKe Bce INpULIeIIe MOy T 3arJISHYTh B €LlI€ OOMH BOJILIEOHBIM LIKAD:
IMPPOBOM apXMB 3adUMKCUPOBAHHBIX CBUAETENIBCTB KBUP-TIO3HAHUS
Y CTOMKOCTM, 3alleyaTyiIeHHble BO MHOXECTBE TEKCTOB, BUEO,
rpadpmyeckux u GoTorpadpmdeckmx paboTax.

OTU paboThl ABIIAIOTCA IIJIOaMM MCCIIeOBATEIIbCKOIO IIPOEKTa

«BomnuiebHbplM 1IKa® M OpUM-MallMHa. IIOCTCOBETCKUU KBUD,

apxXmBalMsg M MCKYCCTBO  COIIPOTUBIIEHMS».  BONBLIMHCTBO

9TUX TBOPYECKUX CBUJIETENIBCTB OBIJIM CO3[aHbl Y4YaCTHUKAMMU

BOPKILIOIIOB IPMM-MaLIMHBL B PA3HBIX TOPOfiax I11obanbHOro CeBepo-
u IOro-BocToka; MIX COIpoOBOXNal0T KOMMEHTAapUY, CTaTby, BULEO U
OT3blBbl KOMaH/Ibl IIPOEKTA, KACAKOLIMECS ITPOEKTHOM METOIOJIOT UM
" OTIBITA, [TIEPEXMUTOr0 HaMM BO BpeMS ero peasinsaliuiu.

XOTs1 BONLIEOHBIM LIKad M OCTajibHAsl BBICTABKa OTIEJIEHBL
OpyTr OT [pyra, rpaHuila IIpo3padyHa M IIPOHMIIAEMA, 3TO
CUMBOJIM3UPYET COLIMAJIbHOE M MEHTAJIbHOE YKPBITHUE,
IIPOCTPAHCTBO, B KOTOPOM MOXHO BBIJOXHYTb U
BOCCTAHOBUTD CUJIBL B TO >Xe BpeMsI 371eCb HET OTCBIJIKM
K CMMBOJIMKE >XXeJIe3HOro LIiKada; Mbl He YTBEPXAeM,
YTO TIIOCTCOBETCKOe IIPOCTPAHCTBO —  OCOBEHHO

TIpoexT “Bonuie6bunin likad u JpumM-MauinHa: ITocTcoBeTcKast KMpPHOCTE,
ApxuBupoBaHue u MckyccTBo CompoTuBrieHuss” (AR 567) peanmsyeTcs
KaTapuHon Bupnak, Mauten I'omoBaHHOM, Pybuen [I>kepHO6eKOBOM U MsHOM
3a60JI0THBIM IIPM IO IeP>XKKe ABCTPUIMCKOT0 Hay4YHOro hoHga (FWF).
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arpeccuBHas reorpadmyeckas cpefia, rae KBUP-KU3HU BbIHYXXI€Hb]
CKPBIBAaTbCS B MeTahOpUUYECKMX U peasibHbIX OyHKepax II0h
JINUMHON TeTepoceKcyarnibHOCTY. COBpeMeHHble 3aKOHBbI Poccum
3alpelialoT IOy TIO3UTUBHYIO BUOUMOCTD
KBUPHOCTHU U HE TI03BOJISIOT TPAHCTeHAEPHBIM
JTIOOAM COBEPLIUTD IOPUONYECKUN
" MEeOULIMHCKUN riepexof, BIOOABOK
COLENCTBYS CTPYKTYPHBIM, MEHTAJIbHBIM
M OUCKYPCUBHBIM (OpMaM HaCUIIUS,
HallpaBJIEHHOT'O Ha KBUp-ofen. OqHaKo
TlepeyyciieHHble GOpMbl KBUpP- M TpaHC*
bobum  Herb3d  Ha3BaTb YHUKAJILHOU
4yepTon TIOCTCOBETCKOI'O KOHTEKCTA.
[lpoHMIilaeMble  TpPaHUIIBl  [IOCTCOBETCKOIO
niKkaga CUMBONIM3UPYIOT TIJI06aJIbHBIE TIOTOKU
QHTU-KBUP, aQHTU-TPAHC* [OBUXEHMUS, KOTOpPBbIE
CEerofiHA TIPOHM3BIBAIOT MHOXECTBO OOILLIECTB,
BKJIIOYasl BEHCKOe. Ecnu paccMaTpuBaTh 3TY
TTPOHMUILIAEMOCTH C ITIO3ULIUY KBUP-Maruy, OHa
TaK>Xe YETKO YKa3blBaeT Ha LIUMPKYIISALINIO
CONUAPHOCTH, TOBAPMILIECTBA, 3HAHUS U, B
KOHILIE KOHIIOB, JIIOleM BHYTPY KBUPHBIX
KPYTOB BHYTPU TIOCTCOBETCKOI'O
IIPOCTPAHCTBA U 33 €0 IIpefleylaMu.

"O3MLI,MOHMpOBaHI/Ie N He_BUAUMOCTDb

Hanra MHOroHallMOHaJIbHAasI MCCrlefloBaTeNbCcKast KOMaHa U3 ABCTPUMH,
KasaxcTaHa, Cubupu 1 3amagHou Poccum paspadoTaria MeTOOOJIOT IO IPUM-
MaLIMHBl C KOHKPETHOM IIeJIbi0 — IIOAAep>XaTb KBUP-KU3HM B Pa3HBbIX
TIOCTCOBETCKMX JIOKALIMSX IIPY TIOMOILIM 60Jiee 6e30IacHBbIX CIIOCOHOOB
CO30aHMsI M apXUBUPOBAHMUS CBUOETENIBCTB PAas3NIUMUYHbBIX GOPM KBUDP-OBITUS
VI COLIMaNIM3aLI UM,

Briaromapss pacrioyioXXeHui0 B 3allagHou EBporle MBI OKasaliMCb B
TIPUBUJIETMPOBAHHON ITO3ULIUM [JISI BHECEHMS BKJIala B MEXYHAPOLHbIE
VCUJIUST  CONUIAPHOCTY, KOTOpble MOIJIM ©Obl [aThb pPecypchbl [OJis
UccrieqoBaHmUs, IIOAHep>XaHMs M PacIpoCTpaHeHUsd  MHbopMaLUMmM
o) BCe BO3PACTAlLIMX  PUCKAX B  XXWUBHSAX  KBUP-IOHOEN B
TIOCTCOBETCKMUX permoHax. C OpPyroM CTOPOHBI, Mbl TaKXe OTOaBalin
cebe OTYeT B TOM, UYUTO MHOI'Me 3allafgHble aKTUBMUCTCKME WU
akKageMumJdeckKue [IOHATUSA GYHKLIMOHMPOBAIIU u TIPOLOJIXKAOT
(GYHKLMOHMPOBAThL B paMKaxX IlapagurMbl BUIAMMOCTU. OTO TIPUBEJIO
K TIapaZIoKCaJIbHOM CUTYyalluy, TrOe JIbBMHAs [OOJIS aKTUBM3Ma U
MUcCriefoBaHMM conmupapHocTu B co3maHum JITETKUATI+-BuanmMoCcTu
M TIPO3PAYHOCTU JIMOO OrpaHM4YMBAJIaCh TOJIBKO OIIMCAaHMEM KBUD-
KV3HEM B PErmoHe, MO0 [meriaria IIOJIOXKeHMe KBUP-JIIOAEN ellle OO0JIbLIe
VSI3BMMBIM. B TO BpeMsl KaK Takasd @opMa IIOJIUTUK BUIAMMOCTU ITIOMOIJIa
POCTY OCBELIOMJIEHHOCTM O IIpobJieMe Ccpeny MMPOBOIO COOOLIeCTBa U
[I03BOJIMJIAa HEKOTOPBbIM COMCKATEeJIbHMUIIAM Ha IIoJIydyeHue yoexullla
II0Ka3aThb JIETMTUMHOCTD MX CTaTyCa, OHa He [IOMOTJIa JIIOOAM, He MMEIOLIUM
BO3MOXXHOCTW UJIN XXEeJIaHUA SMUTPUPOBATh.

UTOo6Bl IMOKa3aTh KapTMHY KBUP-KM3HEM B YCIIOBUSIX TpPaHC*-
1 KBUPOQPOOHOr 0 HACUIIMSI, HAM HY>KHO OBIJIO MBMEHUTDb HaLlIM IIapagul MBbl.
Ecnu, Kak B OONBLIMHCTBE 3alafHbIX TEOPUM M TMPaAKTUK, MIYOJIIMYHBbIE
KaMMHT-ayTbl M [OAZepXXaHMe  BUIAMMOCTU  BOCIPUHMMAIOTCS



KaK  IIPOrPECCUMBHBIE  MOMAENIM  KBUP-CYLIECTBOBAHMUA, TeX, KTO
psgyeTcd B LIKaQy WJIM OCTaeTCs HEeBUOMMBIMM, CTBIOAT. TaKyiro
TOUKY 3pEHMS HeJb3s paclleHMBaThb KakK 3aByaJIMPOBaHHBIM CIIOCO6
COIIPOTUBIIEHUST TOMOMGOOGHOMY  IIPUTECHEHMIo, 60Jiee  TOro, OHa
TIOAZIEPXXMBAET 3allafHyo rereMoHuto. CrieJoBaATEJIbHO, HYXXHO OBblJIO
HaUTU [OPYIyiO TMapagurMy U CTPEMUTBCS 3a@UKCUPOBATH KBUD-
6J1arorojaiyuyme, M Mbl HaLIJIM €e B KOHLEMNIUM HENPO3PauyHOCTU
[IEKOJIOHMAJIbHOI'O TeopeTuKa U Guriocoda Onyapaa [TIMccaHTa, a TakXe
B po60oTax AHHBI T, IIpMUAaBIIeN KOHLEIILUM KBUPHBIM BEKTOP.

OTKas3aBLIMChb OT MCCIIeAOBaHMM, TPeOYIOLIMX  BOCIPOM3BOACTBA
HappaTuBoB 601 (Tuck & Yang), Mbl XOTenu O6beAUHUTBCS C MECTHBIMU
KBUP-COOOLIECTBAMM M BMECTE CO37l1aBaThb OTHOLIEHUS COIIPOTUBIIEHMS],
B KOTOPBIX KBUP-KM3Hb IIPMHOCUT PaZOCTh, a KBUP-OyAyLIee MOXHO
BOOOPA3UThb KOJJIEKTMBHO. C IMOMOLIBX METOAOJIOTUM IPUM-MalIUHE,
GYHKLMOHMPYIOLIEN TI0 TNPMHLMITY IOBMXXYLIEMICS MMTAIOLIENM CBETOBOU
MalIMHBl [ancuHa, Mbl CO3[aBaliM CUTyalluu, ThOe JIIOOUM MOTYT
paccriabuTbCd B YIOTHOM aTMoOc(epe M pas3pelinuTb cebte CBOOOOHYIO OT
LIeH3YPhbl PePIIEKCHIO Ha TeEMBl KBUDP-XXM3HEN, XKeJIaHUM U rpe3. Ha ceccusax
CBOOOAHOIO IIMCbMa, CO3[OAaHMSI SKCIIEPMMEHTAIbHOIO KMHO M OPYTUX
TBOPYECKMX IIPAKTUK Mbl TIOCIIENOBATEIbHO IIEPEBOOAMIIM ST OIIBITHl B
CJIoBa U M306paXkeHMs (Cllefbl) ¥, HAKOHEL], - B pasIMUHble IPOMU3BeAeHUS
MICKyCCTBa. MBI cobpanm 9TM CJledbl B HaLIeM BOJILIEOHOM LIKaAdQy -
OJHOBPEMEHHO OTCBIIKE K rer-iikady ¥ LUPPOBOM apxymBe CBOOOJHOIO
IIOCTYyTIA.

ApuM-MawmHa

Ba>XHOM  COCTaBJIAOLIEM  METOMOJIOTUM  OPUM-MalIMHBL  CTaJio
KOHCTPYMPOBaHMe CaMOro ABMXYIlerocs arnmnapata. COBMECTHO C HALIMMMU
MMapTHeEP.AMM Mbl CTPOMIIM OPMM-MalIMHBl B Pa3HBIX ITIOCTCOBETCKUX
JIOKaLIMSAX: Ccobupany BpallalolIMMCa LUIMHOP C BBbIPpe3aHHBIMU
orpeferieHHbIM 06pa30M OTBEPCTUSAMM U ITIOMELIAIIN BHYTPbD
VICTOYHMK CBeTa (06bIKHOBEHH Y10 JTAMIIOUKY),

KOTOPBIN cosfaBarl BI3yaJIbHbIE

CTUMYJIBL [IpollecC KOHCTPYMPOBaHMS,

XOTSI OH ¥ COCTOMUT M3 IIPOCTBIX STallOB,
rToAipa3yMeBaeT KOMM YHMKAaIAIO,
COTPYOHMYECTBO " KOOPAMHALIMIO

MeX[y ydacHMIlaMM. OTOT LIar IIOKasajl cebs
VICKITIOUNTENIBHO 3DOEKTUBHBIM CII0CO60M PACTOIUTH
e MeXOy JIoAbMM, KOTOpble MO 9TOr0 OIlblTa
COBMECTHOM pab0Thl HUKOTZJa He BCTPeYaIuCh.

Kak TONbKO ApMM-MallMHa OblJla T'OTOBA, YYaCTHMIIbL
CaAMJICh HAIMpPOTUB Hee, 3aKpbIB IJla3a TaK, 4YTO JIy4du
CBeTa ONIy>XIOany II0 MX JMIlaM, MIPOM3BOAS MeEpPLIaroLIny
oQdeKT, cosmarwlIMyM penbedHble KMHeMaTorpapmyecKue
06pasbl 3a 3aKPBLITBIMM TJladaMu. [IOrpy>XeHue B 9TO CBOETO
poma MeOUTaTUBHOE COCTOSIHME OTKpPBbIBajIo IIYTh  [OJIS
IaJIbHENLIErO0 BOSHUKHOBEHM S TIOACO3HATEIIBHOI'O COIEPXXaHM .
MBIl TIOHMMAaeM 3TO MOJTYOCO3HAHHOE OITy>XXAaHue 10 [TIMCCaHTy
KaK «CTpaHCTBUsS» (2010:18), KaKk HOBBIM CIIOCOO MO3HABATh MMUP,
KaK HOBYIO SIIMCTEMOJIOTMYECKYIO TTO3UIINIO, KOTOpasd y3HaeT
6e3 3aBOEBAHMS MY IIPUBIIEUEHN S KAaKOU-TIMO0 eBPOIIENICKOMU
HOPMBI UJIV LIKaJIbl. «Pa3MBILIIISAS O CTPAHCTBUSAX» ([ TIMCCaAHT
2010: 18) — 9TO moaTMYecKass MOMAENIb MBILIJIEHUS, KOTOpas
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BbEIXOOUT 3a I'PaAaHUIIbl OyaJIn3Ma IIpeablyIIMX IIOIIBITOK IIOHATDb PA3HUILTY.
OHa HE MEpAeT Jpyroro CBOEN MepKOIZ M HE CTaBUT OJPYI'Oro BbILIE cebs.

lpeoponeBass Kpusuchl 2020-2023

MBbl co3fmaBanyM KOHLIEMNIIMIO METOMAOJIOTMM TIPOEKTa Ha IIPOTSIXXEHUU
HeCcKONMbKMX j1eT 0o 2020 roga. ¥iMeHHO Torzja, Korga HaM yaasioch IMOJIYyYUTh
buHaHCHMpPOBaHMe [OJI IIPOeKTa, Hadanack mangeMmusa COVID-19, um HaMm
MIPULIJIOCh YUTU B JIOKZAyH. [TaHOeMUSI KapAMHAJIbHO M3MEHMIIa XXU3HU
JIOAEeN M0 BCEMY MMUPY M TIOATOJIKHYJIA HAc K IIOJIHOM TpaHchopMalumu
npoekTa. [7s1 TIOCTCOBETCKUX KBUP-IIIOAEN CUTYaALMsS M3MEHMUIJIaChb Ha
elle 60JIee LUIaTKY0, YeM OHa ObljIa O 9TOr0 — 4YacTo JIIOAU TePSIIN PaboTy
M, BBIHYX[EHHble 3a00TUTCS O CEMbE U
COOOLIECTBE, HE MOI'JIM TPATUTh BpeEMS
Ha y4acTue B MCCIIeJOBATEIIbCKUX
M TBOPYECKMX IIPOEKTax, TaKXXe
KaK ¥ B [PYyroM He >XU3HEHHO
HeoOxXoouMOM eI TEeNIbHOCTH,

Tpebyrolen TIJITaHMPOBaHMUS

M KoopauHaumu. Boree TOro, CBSA3aHHOE

C rIaHIeMuUen MEXIYHAPOOHBIOE
perynmpoBaHue JIVILLIVITIO HEKOTOPBIX

M3 HAC BO3MOXHOCTU IIyTELIECTBOBATL.
['pyIirioBble BCTPEYM TaKXe IIPeACTaBIIsIIU
OITaCHOCTb, M OBIJIO HESICHO, KOrfla 9TO IIOJIOXKEHME
Belley WM3MeHUTcd. Bo usbexaHue [OajibHEMNILEN
3alEPXXKY Mbl PELIMJIM BOCIIOJIb30BAaTbhbCHA II€PBOU
MIpeCTaBUBLIEMCA BO3MOXXHOCTBX) BCTPETUTHCH
M cobpaTb BMECTE PYCCKOTOBOpsIllee  KBUP-
COOOLIECTBO BeHbBl Ha  IIEPBOM  BOPKIIOIIE
OIpPVYM-MaLIVHBEL OpraHmM30BaHHBEIM C YYETOM
BCEX  BO3MOXHBIX Me€p  IIPeAOCTOPOXHOCTH,
rofpasyMeBalollIme IpexXae BCEro TEeCTUPOBAHUE
M TIPOBEIIEHME BCTPEYM Ha OTKPBITOM BO3OYXE,
BOPKILIOI ITPOILIEST YCIIELIHO, er0 BUAE0-BEPCUIO
Tak>Xe MOXXHO HalIT B HallleM OHJIaH-apXUBe.

Criegytoliye BOPKLIOIIBl APUMM-MalllVHbl B
ArnmMaTthbl 1 HOBOCMOMPCKE HAaKOHEL] COCTOSIJIUCH
nneToM 2021 ropa, Iocisie TOro, Kak BaKIIMHBL U
TeCTUpPOBaHME CTaJIM OOCTYIIHBl BO MHOTUX MeCTax
Y BHOBBH I[I04BMJIaCh BO3MOXXHOCTBH I1YTeIIeCTBOBATh.
Ob6a cobbITKUS TTI0KAa3aJiM, HACKOJIBKO Ba>XHbI IIPOCTPAHCTBA,
roe KBUP-JIIOAM MOTYT HaxXOOUTBCA ¥ MedTaTb BMECTE,
M CKOJIBKO KpacCOThl, JIIOOBM ¥ B3aMMHOM 3a60Thl, HAIIOJIHAKOLINE 9TU
IIPOCTPAHCTBE, €CTh B coobuiecTBe. KpoMe TOro, BOPKLIOIEL ITOKA3ally,
HACKOJIbKO PAa3HSATCA KOMBIOHMTM B Pa3HBIX JIOKALIMAX II0 chepam
UX MHTEPecoB, (QOKYCYy BHMUMAHUSA, MUCTOPUSM, KOTOPBIMU OEJIATCH WX
YUYaCTHUIIbl U Me[lMa, KOTOPbIMM OHM TIOJIb3YIOTCS, YTOObl STU MUCTOPUN
3aMKCUPOBATD. Pe3yJibTaThl BOPKIIOIIOB TaK>XXe MOXHO HAaTU B apXUBeE.

YUTO6EBl OONMUTH Macila B OTOHb O6LIeEV KBUP- U TPAHC*POoOUM 1 IIPOOBIIEM,
BBIABJIEHHBIX IIaHAEMMEM, peaklMey Ha HeCKOJIIbKO TI'PaXXJaHCKUX
TIPOTECTOB B PETMOHE BO BpeMS peanm3aliuu [POoeKTa CTajlu IIOJIUIIENCKas
M BOEHHAd >ECTOKOCTb M PEINpPecCUu. HaAIpUMEp, MIPOTECTOB BOKPYT
MIPe3NOeHTCKMX BbBI60POB B Bemapycu B 2020 u mpoTecTOB B KasaxcTaHe,
Bbl3BaHHBIE ITIOJbEMOM LIeH Ha ra3 B 2022, 03HaMeHOBaB HavyaJiIo HOBOM 3Dhbl



roCcydapCTBEHHOI'O KOHTPOJIA M HAaCUJINMA B PETMOHAaX.

[locrmegHUM M CaMblM CTPALIHBIM TOBOPOTHBIM MOMEHTOM [JIsT Hac U

HallMX IIapTHEP:OB cTayio 24 ¢geBpansg 2022, korga Poccusi Havasa

IIOJIHOMACIITabHy0 BOMHY B YKpauHe, KaJeda

MWJIJIMOHBl XXM3HEN U COBepLIasg 6eCUyCIIeHHbIE

BOEHHBle  IIPECTYIJIEHMSI Ha  [POTSIXKEHUU

CIIedyoLIMX MecslleB. B 9TMX MpadHBIX

o6CTOsITENTbCTBAX (60Jiee) 6e30racHbleE MeECTa,

roe  KBUP-TIIOAM  MOIrJIM  6bl  BCTPeYaThCH,

TIOAAepXXUBaTh APYT Opyra M y4YacTBOBAaTb B

TBOPYECKOM [OeSITEeNIbHOCTM, IIPMOOpEeNnM  elle

60JIbLIYIO IIEHHOCTb. OJTO CIIPaBedJIMBO Kak

o1sl YKpauHBl, Ybe KBUPHOE XYyOOXXEeCTBEHHOE

COOOLIECTBO, M 6€3 TOro aKTMBHOE, IIEePEeXXMIIO

OYPHBIM  DPOCT, BIOXHOBJIEHHBEIM OOPbOOM

TIPOTUB POCCUMCKOTO VMIIEPUATIM3MA,

TaK ¥ [ OPYTUMX CTpaH, B KOTOPBIX

roCy[apCTBeHHasl IIporaraHpia, lieH3ypa

M perpeccuy 3SHAYUTENIbHO COKPaTUIIU

BO3MOXXHOCTb  JIIOIEN XUTb TIOJIHOM

KM3HBIO. BOpKLION, 3aljlaHMPOBAaHHBEIM B

KneBe, OTMEHMIIM, HO Mbl IIPOMOJIXKAlIM ObITh

B COJIMOAPHOCTU M COTPYOHMYATH C YKPAaMHCKUMMU

aKTUBUCT.KaMM, MHOTMe U3 HMUX  COIJIaCUJIUCH

y4acTBOBaTb B BBICTaBKe B MPOIOIDKEHME Hallen

COBMECTHOM pPaboThl. B TO >Xe BpeMsI He BCe Hallu

TTapTHEP:KM COTrJIaCUIIMCh MIPOAOIIXAaTh COTPYAHMUYECTRO.

B DYCCOLIEHTPUMYHOM KOHTEKCTe MaXke Cpeau JIofein,

3aABIIAIOLIMX O CBOE€M  aHTMBOEHHOM  IIO3UIIUU

KPEeIKO 3aKpemnusicsl OUCKYPC, IIPOBO3TJIALIAIOLINN

IIPEBOCXOMCTBO (M HEBMHHOCTb) POCCUMCKON KYIIBTYPhl

1 He IIPMU3HAOLINY ee UMIIEPUAM3M. OTY KOHILIEITLI N

MIPOSIBIISIIOTCSI B OTCYTCTBUM  IIPMU3HAHUSA

VIMIIEPCKOCTM 9TOM KYJIBTYPbl M ee Haubojee

BBIJAIOLIMXCS  KYJIBTYPHBIX  IOCTMXXEHUM, He

TOJTBKO TaKMX KaK paboThbl [JOCTOEBCKOTO WIIU

TorcToro, Ho ¥ MMO3TOB-AMCCUIIEHTOB, KaK, HalIpUMeD,

HMocud Bpoackmuy. HeyOUBUTENBHO, YTO HEKOTOPBIE

3 YKPaMHCKMX KBUP aKTUBUCTOB(K) M XYOOXHM_IT PELINIIN

BO3OEPXXATbCA OT HEOAHO3HAYHBIX KOJytabopaluil C 6ellblMU

DYCCKMMM ¥ COCPeOOTOUMTBCS Ha OPYrMX IIpoekTax. B Takoum

MTO3ULIUMM HMUKOTAa He 6blJI0 HMYEero JIMYHOIO, BMECTO 9TOIrO OHA

SIBIISIETCS TIONIMTUYECKUM >XXECTOM, 11eJIbl0 KOTOPOI'O SIBIISIETCS

[IpUBJIeYEeHE BHUMAHSA BHYTPY KBUP U APYTUX OIBVXXEHUM. MEBl

LIeHMM M OCO3HaeM PHCK, Ha KOTOPbIM UAYT Te HalllM YKpauHCKMe

MMapTHEP_KM, KOTOpble pPeLIuIM IIPOJAOIKATh  KOOIIEPalMIo
1 yBaXkaeM pelleHMe TeX, KTO PeLInJI IOo-OPyTrOMY.

HecMoOTpsT Ha ycuiieHMe HappaTuMBa HaCcUIMsS Ha TeppuTopuyu Poccuy,
HaM yOaJioCb OpPraHmM30BaThb BOPKLION B CaHKT-TleTepbypre. OceHbro 2022
[0CJIeOBaJIM BOPKLIOIEl B Tobunmucu u EpeBaHe, 06beOMHUB MECTHEIE
bGEMUHUCTCKME U XYIIOXECTBEHHBIE COOOILIECTBA U TeX, KTO TOJIBKO HEJaBHO
SMUTPUPOBAJIM M3 Pa3HbIX CTPaAH M3-3a POCCUMCKOM BOMHBI B YKpPaMHE.
duHaNIbHBIV BOPKLIOI 66171 IIPOBeAeH BBeprnHe Barmpere 2023 roga B paMKax
IIEKOJIOHMAaJIbHOM BBICTABKM OMo, OOBEAMHUBILIMUX XYOOXHUII U3 Pa3HbIX
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TIOCTCOBETCKMX IIPOCTPAHCTB. HeCMOTpPsT Ha TO, UTO BCE BOPKILIOIBI OBbIJIU
He TIOXOXXM APYT Ha IPyTra, a 06Cy>XJaeMble TEMBl ¥ MCTOPUM Pa3inyariicCh,
BCE OHM IIO-CBOEMY paspabaTblBaliM CTPaTErMM CONUOAPHOCTH IODPYT
C APYTOM ¥ IIPOTUBOCTOSIHMSI POCCUNCKOMY MMIIEPUATIM3MY.

[TomHOMAcLITAbHOE BTOPXEHME TIIPeAelIbHO OOHAaXXMUJI0 POCCUMCKUM
KYJIBTYPHBIN U TIOJIMTUYECKUN UMIIEPUAJIN3M B I'Jla3ax «3allaJHblX» CTPaH.
OTOT MMIIepManm3M CyLIeCTBOBAJI BCerfa, HO YIIOPHO UTHOPMPOBAJICT UMY,
OOHAKO 1rocrie 24 ¢deBpans 2022 I. y4deHble, aKTUBUCT.KM 1 CMU yXe He
MOITIM M36eraTb €ro O6CyXAeHUs. OTO MHOOYAMIIO MHOTMX Y4YeHBbIX U
aHAJIMTUKOB B paMKaXxX IIOCTCOBETCKMX WMCCIIEJOBAHUN IIePEOLIEHUTD
CBOM BKJIaJl B POCCUMCKUN MMIIEPUANIM3M 4Yepes3 IIPeBO3HECEHME DYCCKOM
KYJIBTYpPbl Hag OPYTUMMM KyJIbTypaMM IIOCTCOBETCKOIO ITPOCTPAHCTBA.
BBIJIO ceriaHO MHOXECTBO 3asIBJIEHMM IIPOTUB BOMHEBL U 3a COIMOAPHOCTD
c YKpauHOM, OJHAKO KaK 3arajHasl, TaK UM POCCUMCKMEe (KYJIbTYDPHBIE)
TIOJIUTUKY TIPOTMBOCTOSIHMSI BOVIHE, B TOM YMCJIE U TIONIMTUKA PYCCKUX
KBUD-OMACIIOPp B EBpOIe, pasHOOOpa3Hbl M 4YaCTO MPOTUBOPEYMBBL U
COIIPOBOXOAKTCS OYPHBIMM SMOLIMSIMM, YTO 3aTPYOHSET IOMCK OOLIMX
MO3ULNM. HEKOTOpPBIE PYCCKME XKaJleny cebs U MOTEPSHHBIM CTUIIb XKM3HY C
IIOCTYTIOM K 3aIlaZJHbIM 6peHjaM M OTIIyCKaMu BEBporie. [IpyTrye peliuTeIbHO
TTPOBO3IIIACUIIN CBOXO aHTUPOCCUMCK YO ITO3ULINIO HE TOJTBKO IT0 OTHOLIEHUIO
K COBPEMEHHOM TIOJIMTUKE, HO U KacaTeJIbHO CaMOM KOHIIeNUMu Poccum u
PYCCKOCTU B I1eJIOM. AKTUBUCT.KH, TIPENCTABIISIOLINE MHTEPECHl KOPEHHBIX
HapOJIOB, OOBbEIMHSIIOTCS U 3asIBJISIIOT O CBOMX MpaBax. VX mpeaKy 1 3eMJIn
HEM3MEPMUMO [IOCTPaZaliy B pe3ysibTaTe POCCUMCKOrO KOJIOHMAaIn3Ma " 0
CETOOHSAIIHErO OHS 9TY TPYIIIbl OCTAlOTCS Haubosiee ySI3BMMOUM YaCThbiO
HaceJleHUsa Poccum B pe3ynbTaTe MHCTUTYLIMOHAIM3VPOBAHHOIO Pacu3Ma,
KOTOPBIN TIPOABIISETCA B O€QHOCTH, YIIMUYHOM HACUJIUM, OIUCKPUMUHALIUN
Ha pabodyeM MeCTe B IMOBCEOHEBHOM XMU3HU. KpomMme TOro, IpeAcTaBUTEIT.N
KOPEHHBIX HAPOLJOB B HEITPOIIOPLIMOHAJTBHO BEICOKOV CTEIIEHY IPU3BbIBAOTCA
Ha BOEHHYIO CIIY>XOy IJId y4acTus B HBIHELIHEM IIOJTHOMACIITabHOM
BTOPXXEHUM B YKpPaMHYy, ¥ CMEPTHOCTDb CpeaM HUX 3HAUUTEJIbHO BBILIE,
YyeM Cpeay STHUYECKUX PYCCKUX.

CIIOXXMBILIASICS CUTyaLMsa 0OyCIIOBMUIIA €ellle 60JIbIIYIO0 Ba>XHOCTbh
[TPOEKTa M IIOCTPOEHMUS CETEeN COIMOAPHOCTY, KOTOPble OBIIIU
€ero KJIIOUEBOM COCTABJIAWOLIENM Ha TIIPOTSXKEHUM BCEro
BPEMEHM CYLIECTBOBAHMUSA. B 9TUX YyCIIOBUSIX Mbl COXPaHsIeM
[IPUMBEPXEHHOCTb  AHTUMMIIEPUAJIUCTUYECKOM  KPUTUKE,
HaIlpaBJIEHHOM Ha 60pbOy C POCCUMCKUM MMIIEPUATIMSMOM,
B HALIMX COOGCTBEHHBIX KBUP-OEMUHUCCKUX
Kpyrax M 3a uX IpegeramMy. Mbl CONMUIapHbL
C HallMMM COpaTHMUIIaMM, [OPY3bAMMY,

KOJIJIeraMy M BCEMM B YKpaMHe U 3a ee
rpemernamMyu, M C TeMM, KTO 60peTcs C
VIMIIEPCKOM arpeccuent, HaCuJIIbCTBEHHbBIM
riepecesieHVeM U TeHOLIMAOM, OCOOGEHHO C
KOPeHHbIMM HapodamMu. BomHa Poccun
MIPOTUB  YKpauHBbI TOJIBKO  yCUIIMIIA
Ba)XXHOCTb IIPOEKTA M CO3[aHUs CeTeu
CONIMOAPHOCTM, KOTOPEIE OBIJIN €TI0 KITIOYEBOU
YaCThbIO BCE 9TO BPEMSI.

HecMOTpsAHATO, YTOHaMHEY1aJIoCbOOPa3oBaTh
KPEIKY0 TIOCTOAHHYIO CEeThb [OJIUTEJIbHBbIX
CBS3eM MeXy COO0OIeCTBaMM, K KOTOPOU MEL
CTPEMUIINCH, HAM YaJIOCh CO3[1aTh BPEMEHHDIE



CBA3M, KOTOpblE He CTaJIM OT 3TOI'O0 MeHee LI€eHHBbIMUN. Henumcsd 71 Mbl
CBOMMM peCypCaMM 1 SHAaHMAMM MUJIV HaXOOVM M COeOVMHAEM mox[eﬁ[, YTOObl
OHM IIOOEJINIINCE CBOVMMMM C TEMMU, KTO B HUX HYXOAETCH, co6MpaeM BMeCTe
mo;:[eﬂ N3 MeCTHBbIX COO6LLI€CTB BIIEPBEBIE IIOCJIE CEPBbE3HBIX KPU3NCOB
I IIpUIIlalllaeM Ha 3TY BBICTABKY KBUP-XYOOXHMI] M3 PA3HbBIX CTPAH U
C Pa3HblX KOHTMHEHTOB — B KOHE€YHOM CHeTe, MMEHHO 3TU CBA3M MMEIOT
HauoboJIblIee 3HAUYEHUE.

BMmecTe ¢ BbicTaBKou Close[t] Demostrations, Bomniie6Hb1M LiKad IpeajiaraeT
TOYKY CBSI3M MeXy IIOCTCOBETCKMM IIPOCTPAHCTBOM U OCTaJIbHBIM
MMPOM, CIIOCOOCTBYSI BO3HMKHOBEHMIO MHTEPHALIMOHAIBHOM KPUTUKU
M CONMMOAPHOCTU. BMecTO TOro, 4YTOOBl MOATOHSTH YSI3BUMMBIX JIOAEN
[10[] CTEPEOTUITHBbIE LIAGJIOHBI, BOJILIEOHBIM ILIKAd MOXXET CYLIECTBOBATh
KaK «yKpPBITHE, IIPUIOT, IOM, APYT, (6oriee) 6e30macHOe MeCTO», IT0JIb3YsICh
KpacuBbiMM crioBaMy AHHBL T. Close[t] Demostrations u Bomnuie6HbIM kad
SIBIISTIOTCSI MECTOM KBMP-, TPaAHC*-POJICTBA;, MECTOM, PaCKpblBAOLIMM
TBOPYECKUM KBUP-TIOTEHLIMAI U (GaHTa3u10, IIe MOXXHO YJIOBUTD IIPOOIIECKU

KBUP-6yOYLIETO.
Translated into Russian by Liubov Samoylovich, edited by Iain Zabolotny

Ccbuiku
Anna T, Opacity — Minority — Improvisation. An Exploration of the Closet Through Queer Slangs and
Postcolonial Theory, Bielefeld 2020.
Edouard Glissant, Poetics of Relation, trans. Betsy Wing, Ann Arbor 2010 [1997]

Eve Tuck / K. Wayne Yang, R-Words: Refusing Research, in: Django Paris / Maisha T. Winn (eds.),
Humanizing Research. Decolonizing Qualitative Inquiry with Youth and Communities, Thousand Oaks
2014, ch. 12.
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dialogue without
common language

Syrine Boukadida (she/sie) & Masha Beketova (any pronouns)

worldjusticeproject.org/world-justice-forum-2022/
syrine-boukadida
hu-berlin.academia.edu/MashaBeketova

Berlin

Syrine Boukadida is a psychologist and project manag-
er. She lives between Tunis and Berlin. She works for the
Lesbenberatung/ LesMigraS Berlin and manages the LGBTIQ+
asylum project at Mawjoudin (We exist). She also facil-
itates workshops on topics related to migration,asylum,
BIPoC empowerment and multiple discriminations.

Masha Beketova is working on a doctoral thesis «Queer
EE&CA Diaspora in Germany beyond (in)visibility and (self)
exoticization» in Slavonic cultural studies and Gender
Studies at Humboldt University in Berlin and is holding

a Rosa-Luxemburg scholarship. Masha's research interests
include queer, feminist and diasporic literatures

and activisms, critical migration studies,

Ukrainian and diasporic queer-feminist resistance.

The moment we start talking
about writing, we re-connect

We met for an ice cream in a random cafe in Berlin with
strange ice cream variations. We wanted to discuss the
future writing workshop and instead we discussed cre-
ativity blocks and exhaustion. You know, exhaustion is
a very common and exhausting topic, but we love to go
deeper into it. We were not only complaining, that's again
another favourite exhausting topic, we were sharing. And
oh how much we missed a space for sharing.

The 1nvitation to run the workshop brought us back in con-
tact after many years. We started to organize creative writing
workshops together around 2017 while working as counsel-
lors In an anti-racist queer organization. Our initial idea was
to create a space for exchange and mutual empowerment be-
tween queer migrants and refugees around a common creative
activity. Relatively small (for Berlin) groups gathered in the spa-
cious rooms of a Berlin based organization LesMigraS/Lesbenbera-
tung. In that time we didn't think that our experience would leave the
walls of that space, but it did in so many different ways.

You might have already noticed some mistakes, some misspellings and
some grammatically “wrong” sentences. Well we honestly don't care that
much. There will be more of that in the text. We love to think of writing as
another tool to defy what is expected from us, to challenge the structures


https://worldjusticeproject.org/world-justice-forum-2022/syrine-boukadida
https://worldjusticeproject.org/world-justice-forum-2022/syrine-boukadida
https://hu-berlin.academia.edu/MashaBeketova

that impose norms on us.

Being queer, migrant, PoC,... are all identities that make us at the same time
very visible and very invisible in the societies we live 1n.

We might not share the same experiences but do we share that moment of
being misunderstood? Don't we start to mumble the moment we have to ex-
press ourselves In a new language? Don't we get asked in what language we
dream? Don't we get frustrated when our body language, our gestures and fa-
cial expression become an obstacle? Aren't we asked to not overwhelm others
with our emotions and to pick one identity at a time? How many times were
you told that you are too much?

We are neither going to provide answers nor solutions to these questions, we
are also here to question. We are working towards providing a space where we
can be ourselves, all of it at once. Where grammar 1s so old school and where
norms are out of the room. We want to create a dialogue between two people,
many people, thoughts, ideas, images, objects, nature, and creatures. Such dia-
logue doesn't necessarily need a common language.

Writing 1s full of contradictions. It can be a state of vulnerability and power
at the same time. It implies such an openness that is hard to find in other expe-
riences. Writing can be a liberating and empowering process, if not approached
from a convenient perspective of ‘getting it right”.

In our previous writing groups, we invited people, who shared various lan-
guages, multiple identifications, and migration histories, and often ended up
sitting with a bunch of people who seemed to share some experiences but have

often written in dialects and language variations inaccessible for each other.

[t was never a problem. The moment we started talking about writing, we
just connected.

We recall listening to poetry in languages we didn't understand

and enjoying its melody and the fact that these poems were

created just a few moments ago. There was something more

than amateur literature or empowerment through creativity

1In these spaces. These conversations alchemised our con-
nections.

Such meetings lived through spontaneous connection,
sparks of irony over multiple miseries, shared melancho-
lia and sometimes feeling there were no words or ways
to express things we wanted to express. These groups
were much more about glimpses of life, sometimes sur-
vival, sometimes laughter through tears, everything
but not surrender to the feeling of not deserving to be-
long. And even if about non-belonging, then about the
connections, which evolved through multiple inabili-
ties to belong and be part of something.

In this workshop, we will collectively draw on our

shared experiences of multiple estrangements in var-

1ous contexts. We will first look at how creative expres-

sion can be blocked through multiple discriminations.

"Who will ever read and understand me?" "Where can [

ever show my texts without commodifying my marginal-

1zed positionality?" "How can I address my various experiences in a safe way

while communities are so small?" "Can I still be creative while crisis and war is

ongoing and omnipresent?”’ These questions will be considered and countered
creatively in group work.
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Ein Dialog ohne
gemeinsame Sprache

f}'?' Syrine Boukadida (she/sie) & Masha Beketova (any pronouns)

T Syrine Boukadida ist Psychologin und Projektmanagerin.
Sie lebt zwischen Tunis und Berlin. Sie arbeitet fiir die
Lesbenberatung/LesMigraS Berlin und leitet das LGBTIQ+
Asylprojekt bei Mawjoudin (We Exist). AuRerdem leitet

sie Workshops zu den Themen Migration, Asyl,
BIPoC-Empowerment und Mehrfachdiskriminierung.

Masha Beketova arbeitet an einer Doktorarbeit

zum Thema «Queer EER&CA Diaspora in Deutschland

jenseits von (Un-)Sichtbarkeit und (Selbst-)Exotis-

ierung» in Slawistik/Kulturwissenschaft und Gender

Studies an der Humboldt-Universitdt zu Berlin und
ist Rosa-Luxemburg-Stipendiatin.

Masha befasst sich in ihrer Forschung mit
queeren, feministischen und diasporischen
Literaturen und AkRtivismen, Rritischen
Migrationsstudien, und ukrainischem und
diasporischem queer-feministischem Widerstand.

Wenn wir beginnen, iiber das Schreiben
zu sprechen, finden wir wieder zueinander

Wir haben uns auf ein Eis getroffen, in irgendeinem Café in Berlin
mit seltsamen Eissorten. Wir wollten uber den geplanten Schreib-
workshop sprechen und haben stattdessen uber Kreativitatsblock-
aden und Erschopfung diskutiert. Erschopfung ist ja ein sehr gan-
giges und erschopfendes Thema, aber wir gehen dem gerne auf
den Grund. Wir haben nicht nur gejammert, auch das ist ein beli-
ebtes erschopfendes Thema, wir haben uns ausgetauscht. Und wie
sehr haben wir einen Raum fur den Austausch vermisst.

Die Einladung, den Workshop zu leiten, brachte uns nach vielen Jahren
wieder in Kontakt. Wir haben 2017 angefangen, gemeinsam Workshops
fur kreatives Schreiben zu organisieren, wahrend wir als Beraterinnen
In elner antirassistischen queeren Organisation gearbeitet haben. Unsere
ursprungliche Idee war es, einen Raum fur Austausch und gegenseitig-
es Empowerment zwischen queeren Migrantinnen und Gefluchteten
Im Rahmen einer gemeinsamen kreativen Aktivitat zu schaffen. Relativ
kleine (fur Berlin) Gruppen versammelten sich in den grof3zigigen Rau-
men der Berliner Organisation LesMigraS/Lesbenberatung. Damals dacht-
en wir nicht, dass unsere Erfahrungen die Wande dieser Raume verlassen
wurden, aber das haben sie auf so viele verschiedene Arten doch getan.

Vielleicht hast du schon einige Fehler gefunden, Rechtschreibfehler oder
grammatikalisch «falsche» Satze. Naja, das ist uns ehrlich gesagt ziemlich
egal. Davon wird es im Text vielleicht noch mehr geben. Wir betrachten
das Schreiben gern als ein weiteres Mittel, um uns den Erwartungen an
uns zu widersetzen, um die Strukturen herauszufordern, die uns Normen
auferlegen.

Queer zu sein, Migrantin, PoC,... sind alles Identitaten, die uns in den
Gesellschaften, in denen wir leben, gleichzeitig sehr sichtbar und sehr un-



sichtbar machen.

Wir teilen vielleicht nicht die gleichen Erfahrungen, aber teilen wir den Mo-
ment des Missverstandenwerdens? Fangen wir nicht an zu nuscheln, sobald
WIr uns in einer neuen Sprache ausdrucken mussen? Werden wir nicht ge-
fragt, in welcher Sprache traumen wir? Sind wir nicht frustriert, wenn unsere
Korpersprache, unsere Gestik und Mimik zum Hindernis werden? Werden wir
nicht aufgefordert, andere nicht mit unseren Emotionen zu uberwaltigen und
uns eine Identitat nach der anderen auszusuchen? Wie oft wurde dir schon ge-
sagt, dass du zu viel bist?

Wir werden weder Antworten noch Losungen auf diese Fragen liefern, wir
sind auch hier,um zu hinterfragen. Wir arbeiten daran, einen Raum zu schaffen,
In dem wir wir selbst sein konnen, und zwar alles auf einmal. Wo die Gram-
matik so altmodisch ist und wo die Normen nicht im Raum stehen. Wir wollen
einen Dialog zwischen zwel Menschen, vielen Menschen, Gedanken, Ideen, Bil-
dern, Objekten, der Natur und Lebewesen schaffen. Ein solcher Dialog braucht
nicht unbedingt eine gemeinsame Sprache.

Schreiben steckt voller Widerspruche. Es kann gleichzeitig ein Zustand der
Verletzlichkeit und der Macht sein. Es setzt eine Offenheit voraus, die bei an-
deren Erfahrungen nur schwer zu finden ist. Schreiben kann ein befreiender
und empowernder Prozess sein, wenn man es nicht aus der bequemen Pers-
pektive des «Richtig-Machens» angeht.

In unseren fruheren Schreibgruppen haben wir Menschen eingeladen, die
verschiedene Sprachen, mehrere Identitaten und Migrationsgeschichten teilten,
und oft salRen wir am Ende mit einer Gruppe von Menschen zusammen, die
einige Erfahrungen zu teilen schienen aber oft in Dialekten und Sprachvari-
ationen geschrieben haben, die fur die anderen nicht zuganglich waren. Das
war nie ein Problem. In dem Moment, als wir anfingen, uber das Schreiben zu
sprechen, waren wir einfach verbunden.

Wir wissen noch, wie wir Gedichte in Sprachen gehort haben, die wir nicht
verstanden, und uns uber ithre Melodie und die Tatsache gefreut haben, dass
diese Gedichte erst vor wenigen Augenblicken entstanden waren. In diesen
Raumen ging es um mehr als Amateurinnenliteratur oder Empowerment
durch Kreativitat. Diese Gesprache hatten eine magische Wirkung auf unsere
Verbindungen.

Solche Begegnungen lebten von spontanen Verbindungen, von Funken der
Ironie uber das vielfache Elend, von geteilter Melancholie und manchmal von
dem Gefuhl, dass es keine Worte oder Moglichkeiten gab, Dinge auszudruck-
en, die wir ausdrucken wollten. In diesen Gruppen ging es viel mehr um Ein-
blicke in das Leben, manchmal um das Uberleben, manchmal um Lachen un-
ter Tranen, um alles, nur nicht um das Gefuhl, Zugehorigkeit nicht verdient zu
haben. Und selbst wenn es um Nicht-Dazugehoren ging, so ging es doch um die
Verbindungen, die entstanden sind durch die standige Unfahigkeit, zu etwas zu
gehoren und Teil von etwas zu sein.

In diesem Workshop werden wir gemeinsam unsere Erfahrungen mit ver-
schiedenen Arten der Entfremdung in unterschiedlichen Kontexten aufarbeit-
en. Wir werden uns zunachst anschauen, wie kreativer Ausdruck durch Meh-
rfachdiskriminierung blockiert werden kann. «Wer wird mich jemals lesen
und verstehen?» «Wo kann ich meine Texte uberhaupt zeigen, ohne dass meine
marginalisierte Positionierung zur Ware wird?» «Wie kann ich meine verschie-
denen Erfahrungen auf sichere Art und Weise thematisieren, wenn die Com-
munities so klein sind?» «Kann ich noch kreativ sein, wahrend Krise und Krieg
andauern und allgegenwartig sind?» Diese Fragen werden in Gruppenarbeit re-
flektiert und kreativ bearbeitet.

Translated into German by Mette Freidel
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Queer Invisibility,
Axrchival Poetry and Utopian
In-Betweenness

"f’"’ Elahe Haschemi Yekani

@ she/sie
@ Berlin

@ angl.hu-berlin.de/department/staff-faculty/
professors/haschemiyekani

X X (twitter): EHaschemiYekani

‘7* Elahe Haschemi Yekani is Professor of English and
American Literature and Culture with a focus on
Postcolonial Studies at Humboldt-Universitédt zu Berlin.
A cultural and literary studies scholar, she has worked
on topics like the Anglophone novel, Black Atlantic and
Diasporic Writing, Gender/Masculinity Studies and Queer
Theory, and Popular and Visual Culture. She 1is the
author of Familial Feeling and The Privilege of Crisis.
Her latest book Revisualising Intersectionality, written
with Magdalena Nowicka and Tiara Roxanne, has just been
published open access with Palgrave Macmillan.

Queer culture has a long and fraught relationship
with visibility. On the one hand, slogans, such as,
«we are here, we are queer, get used to it», public
kiss-ins and, in the wake of the global AIDS epi-
demic, die-ins have been central strategies of queer
Interventions into heteronormative public spaces.
Drag and queer visual culture often draw on camp as
an aesthetic register that is based on a logic of surplus:
more 1s more. On the other hand, there has also been a
long tradition of establishing cultural codes that rely on more
subtle ways of recognising queerness. This is based on the idea
that «it takes one to know one», making sure that those who do not
match the norms of the gender binary or express forms of dissident
sexuality are shielded from surveillant practices, blackmail and physi-
cal harm. So, any discussion of queer politics of visibility must take into
account the risks that come with hypervisibility, a kind of violent expo-
sure that especially trans bodies of colour have been subjected
to. And in light of the current global political backlash against
trans rights, we should return to Tourmaline, Eric A. Stanley,
and Johanna Burton's still pertinent question, «<whether visi-
bility 1s a goal to be worked toward or an outcome to be avoided at all
costs» (2017: xx). This query appears ever more relevant when we consider
the growing number of authoritarian regimes that prosecute queer and
gender-nonconforming people. How then can we think together the titular
terms of this exhibition: closet and demonstrations? The desire to remain
undetected and yet showcase the exuberance and resilience that can be
found in queer and trans art and life making? The term resilience here is
expressly not meant to romanticise forms of disenfranchisement as inspi-
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rational. And while visibility is an indispensable catalyst for more queer rights
and liveable lives, we must remain vigilant when it is prematurely confused
with recognition. In my understanding, queerness, as a political and aesthetics
project, needs to remain attached to a desire for surprise and the questioning
of fixed meanings. Instead of showcasing a banal version of positive images,
queer visual culture activates the tenuous relationship between categorisation
and identification and nonetheless remains committed to alleviating the of-
ten-harsh realities of how queer people inhabit the world, including grappling
with forms of mundane violence and the risk of premature death. In other
words, artistic practice and image production can offer an inroad to focus on
affects and relationalities rather than on identity categories whilst engaging
In sustained intersectional critique of power relations and the material effects
these have on individuals and groups.

The artworks shown in the Closeft] Demonstrations exhibition underline
the ongoing desire to be seen, to acknowledge queer desire as worthy of atten-
tion and at times spectacular to behold. Yet, many of the artists are more than
aware that with visibility also comes vulnerability. The curators of the exhibi-
tion take seriously the literal understanding of curation as a form of care: queer
art can showcase expansive and creative ways to care for queer life stories and
to safequard ways that make them accessible without handing them over to a
voyeuristic logic of consumption. We encounter works that come out of a long-

Ing to create community, like the zines produced by Naomi Frisson and

grouping sil, or that reflect the pleasures of sex and cruising, as

In the evocative minimalist drawings by Bendix Mignon. Queer

representation can celebrate non-normative bodies and desires,

but it can also provide more abstract reflections on what embod-

iment means when faced with deadly threats, as in the fragile

installation by Jasemin Anika Khaleli that gives plastic form to

breath in the wake of the global Covid-19 pandemic and suffocat-

Ing racist structures using liquid clay inside of balloons that will
eventually break while on display:.

Any understanding of queerness must insist on less bina-

ry and less restrictive modes of being in the world. Queer world-

making also teaches us that identity can be a trap. This trap of iden-

tity 1s closely tied to a conception of temporality that is overdetermined

by linear conceptions of (liberal) progress and the notion of visuality as

a form of mimetic representation. Can we be both sceptical about positive

representations and a timeline that tries to sell us on the cruel optimism

(cf. Berlant 2011) of «it gets better» and yet remain hopeful about queer fu-

tures? This interrogation of what a queer temporality of emancipation might

look like brings me to some preliminary thoughts on the documentary film

Intre revolutii [Between Revolutions], directed by Vlad Petri and written togeth-

er with Lavinia Braniste. [ came across this material while researching a new

book project in which I engage with unreliable storytelling in the (queer) Irani-

an diaspora. The film, which is not part of the current exhibition but premiered

at the 2023 Berlinale, provides a poetic reflection on the in_visibility of female

queer desire that [ understand as a form of archival poetry invested not in lin-
ear conceptions of liberation but in the queer temporality of the in-between.

Between Revolutions uses a highly evocative blend of historical documen-
tary footage from the late 1970s to early 1990s from Romania and Iran overlaid
with two off-screen voices narrating the correspondence between the fiction-
al protagonists Maria and Zahra. The film opens with a motto by Azar Nafisi
that reads: «<You need imagination in order to imagine a future that doesn't ex-
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1st». The title card then informs us that Maria and Zahra studied Medicine in
Bucharest in the 1970s. In 1978, Zahra decides to return before her final year
because of the beginning revolution in Iran. Following her father’s lead, she
1s 1nitially optimistic about defeating the Shah and imperialism. She dreams
about communism. The film renders visible a form of East-East political entan-
glement that is often overlooked in histories of the Iranian diaspora that cen-
tre much more prominently on the USA, Britain and France. At the same time,
the (fictional) women and their same-sex desire is never visually depicted.
In many ways the narrated story and the images we are presented with

do not align: we never see the women but from their longing

letters we are to glean that they were lovers. With this aesthet-

ics of in_visibility, the film alludes to a promise of queerness that José
Munoz famously described as «utopian» and that he later linked to a more ex-
pansive understanding of the word «communismy». Munoz ponders,

«How are queer politics possible? When I call for a reinvigoration of the queer
political imagination, [ am turning to Communism, or maybe better put nam-
Ing something that I failed to name with enough force in my book. Commu-
nism 1s an idea that 1s almost as old as Utopia. Communism is first and fore-
most about the precondition for emancipation. But emancipation from what,
we might ask? Here we come to understand emancipation as freedom from
historical forces that dull or diminish our sense of the world. Nancy points out
that Marx himself argued that the commune was the antithesis of empire [..]
Communism would therefore be antithetical to our inner and outer colonial-
1sm, those blockages that disallow our arrival at an actual sense of the world,
which is the world as a plurality of senses.» (2013: 112)

The political forces both in Iran and Romania render impossible such a truly
communal world. Instead we see images of socialist propaganda that show-
case the devotional wife and mother while we hear about Maria’s longing to be
reunited with Zahra. In 1970s Iran, unveiled stylish women stand up for their
rights in the early stages of the revolution. Later we are confronted with the Is-
lamic state propaganda of women in black chadors training on rifles during the
Iran-Irag War in the 1980s. Time passes and the distance between the women
grows. In her letters, Maria admits that she begins to imagine Zahra into fabri-
cated memories of a mutual past prior to their ever meeting. Her desire to have
her in her life both extends to an increasingly unlikely future together as well
as to a fictive past. Meanwhile, Maria struggles with the demands of heteronor-
mativity and surveillance in socialist Romania. She has to start her practice in
arural area and the men in black coats seem to watch her every step. Her father
prohibits the correspondence and later she succumbs to the pressure from her
family to marry a man. While we hear of these personal stories and desires, we
often see large masses of people: first at Khomeini's return to the country and
later at his funeral. The footage from Romania shows the socialist mass
spectacle in sports arenas at Ceausescu's order and in 1989 the crowds
on the streets that bring about his downfall. The romantic yearn-
ing of the women 1s intertwined with a larger longing for free
socleties.

After the revolution in Romania in 1989, Maria
writes, «We are free now, but victories can be confis-
cated». From what she has heard of Zahra's experi-
ence in Iran, she does not trust the narrative of lin-
ear emancipation. Visually, the jubilant political
revolt is quickly followed by images of the arrival of
Coca Cola and Pepsi trucks in Bucharest. The hope-
ful feeling of the revolutionary masses soon gives



way to mundane economic worries that Maria now recounts. From Zah-
ra’s letters, we learn that she goes looking for her missing father and even-
tually she, too, disappears. Her voice is now absent entirely from the film for
us to assume that like so many dissidents in 1980s Iran, she will have become
a victim to the violence of the torture regime. The closing card informs the

viewers that the letters are inspired by documents from the Secret Police

and quote poetry by Nina Cassian and Forugh Farrokhzad. The women are

inventions of the filmmakers and yet a truthful reflection of what is absent
from the archives. The depiction of queerness and violence in the film is not
visual and yet both are clearly represented in this form of archival poetry that
contrasts archival footage with poetic voice.

Forugh Farrokhzad's poetry is famous for its insistence on the worthwhile-

ness of love and pleasure however short-lived. In «<The Wind Will Blow Us Awayy,

the darkness of the night blows «like wind», the wind that «will one day blow us

away». The in-between before a new dawn is the transient state in which

hope becomes possible. «<A moment, / then, nothing.» (Farrokhzad

2007: 34-35). While writing this, I wonder what this temporality of

the in-between might hold in store for the current state of queer po-

litical hopes. Are we always between revolutions and (when) will we

see the fruits of the current feminist uprisings that call once more for

Azadi/freedom? Films like Between Revolutions are imaginative archives of

queer pasts that help to imagine queer futures, even if these futures might be
limited to a period of the in-between.
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Queere Unsichtbarkeit,
Axrchiv-Poesie und Utopisches
Dazwischen-Sein

’T”"’ Elahe Haschemi Yekani

’T* Elahe Haschemi Yekani ist Professorin fiir Englische und
Amerikanische Literatur und Kultur mit einem Fokus auf
Postkoloniale Studien an der Humboldt-Universitét zu
Berlin. Als Kultur- und Literaturwissenschaftlerin be-
fasst sie sich mit dem englischsprachigen Roman, Black
Atlantic and Diasporic Writing, Gender/Masculinity Stud-
ies und Queer Theory, Populdrkultur und Visueller Kultur.
Sie ist Autorin von Familial Feeling und The Privilege
of Crisis. Das zuletzt von ihr erschienene Buch Revi-
sualising Intersectionality, geschrieben mit Magdalena
Nowicka und Tiara Roxanne, wurde bei Palgrave Macmillan
Open Access publiziert.

Queere Kultur hat eine lange und angespannte Beziehung mit Sichtba-
rkeit. Einserseits waren Slogans wie «Wir sind hier, wir sind queer,gewohnt
euch dranv, offentliche Kiss-Ins und, zu Beginn der globalen AIDS-Epid-
emie, Die-Ins, zentrale Strategien queerer Interventionen in heteronor-
mative offentliche Raume. Die visuelle Kultur des Drag und der queeren
Community verwendet haufig den Camp-Stil als asthetische Sprache, die
auf einer Logik des Uberflusses basiert: mehr ist mehr. Andererseits gibt
es auch eine lange Tradition, kulturelle Codes zu etablieren, durch die auf
subtilere Weise Queerness kommuniziert wird. Dies basiert auf der Idee,
dass sich nur Gleichgesinnte erkennen konnen, um sicherzustellen, dass
diejenigen, die den Normen der Geschlechterbinaritat nicht entsprechen
oder andere Formen der Sexualitét leben, vor Uberwachung, Erpressung
und Verletzung geschutzt sind. Jede Diskussion einer queeren Politik der
Sichtbarkeit muss folglich die Risiken von Hypersichtbarkeit berucksich-
tigen, eine Art gewaltsame Enthullung, der besonders trans Korper of Co-
lour ausgesetzt sind. Und angesichts der aktuellen globalen politischen
Ruckschlage gegen Rechte von trans Personen sollten wir wieder auf die
noch immer relevante Frage von Tourmaline, Eric A. Stanley und Johan-
na Burton eingehen, ob Sichtbarkeit ein Ziel sel, das angestrebt werden
sollte oder ein Resultat, das um jeden Preis verhindert werden sollte (vgl.
2017: xx). Diese Fragestellung erscheint umso wichtiger, wenn wir uns die
steigende Zahl autoritarer Regimes anschauen, die queere Personen und
Personen, die den traditionellen Geschlechterbildern nicht entsprechen,
verfolgen. Wie konnen wir also die Begriffe des Titels dieser Ausstellung

in Beziehung zueinander denken: «Closet» und «Demonstrations»? Der
Wunsch, unerkannt zu bleiben und trotzdem den Uberschwang
und die Resilienz zur Schau stellen, die sich in der Kunst und im
Leben queerer und trans Personen wiederfinden? Der Begriff
Resilienz soll hier ausdrucklich nicht Formen der Entrech-
tung als inspirierend romantisieren. Und wahrend Sichtba-
rkeit ein unentbehrlicher Katalysator fur mehr Rechte und
Lebensqualitat fur queere Personen ist, mussen wir wachsam
bleiben, wenn diese voreilig mit Anerkennung verwechselt
wird. In meinem Verstandnis muss Queerness als politisches
und asthetisches Projekt mit der Lust zu uberraschen und der In-

fragestellung festgesetzter Bedeutungen verbunden bleiben. Anstatt eine
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banale Version von positiven Bildern zu prasentieren, hebt queere vi-

suelle Kultur die prekare Beziehung zwischen Kategorisierung und
Identifizierung hervor und bleibt trotzdem bestrebt, die oft harschen
Realitaten, die das Leben queerer Menschen bestimmen, zu ver-
bessern. Hierzu zahlt, dass sie mit Formen der alltaglichen Gewalt und

der Gefahr eines vorzeitigen Todes zu kampfen haben. Mit anderen Worten:
Kunstlerisches Schaffen und Bildproduktion konnen ein Weg sein, Affekte und
Verbindungen anstelle von Identitatskategorien in den Fokus zu rucken, und
sich mit nachhaltiger intersektioneller Kritik von Machtverhaltnissen und den
materiellen Auswirkungen dieser auf Individuen und Gruppen zu beschaftigen.

Die Kunstwerke, die in Closeft] Demonstrations ausgestellt werden, unter-
streichen den anhaltenden Wunsch, gesehen zu werden und queeres Begehren
als beachtenswert und zuweilen als spektakular zu betrachten. Trotzdem sind
sich die Kunstlerinnen mehr als bewusst, dass mit Sichtbarkeit auch Verlet-
zlichkeit einhergeht. Die Kuratorinnen der Ausstellung nehmen die wortliche
Bedeutung von Kuration als Form der Fursorge ernst: Queere Kunst kann auf-
zelgen, wie allumfassend und kreativ fur queere Lebensgeschichten gesorgt
werden kann und wie Wege geschaffen werden konnen, Zugang zu diesen zu
gewahren, ohne sie einer voyeuristischen Logik des Konsums auszusetzen.
Wir treffen auf Werke, die aus einer Sehnsucht nach Gemeinschaft heraus ges-
chaffen wurden, wie die Zines von Naomi Frisson und grouping sil, oder die
sich mit der Lust von Sex und Cruising befassen, wie in den evokativen min-
imalistischen Zeichnungen von Bendix Mignon. Queere Reprasentation kann
Korper und Begehren, die der Norm nicht entsprechen, zelebrieren, sie kann
aber auch abstraktere Reflexionen daruber liefern, was Verkorperung ange-
sichts drohender Sterblichkeit bedeutet, wie in der zerbrechlichen Installation
von Jasemin Anika Khalels, die das Atmen wahrend der globalen Covid-19-
Pandemie und im Zuge erstickender rassistischer Strukturen als plastische
Form darstellt. Sie verwendet flussigen Ton in Luftballons, welche zerplatzen
werden, wahrend sie noch ausgestellt sind.

Jegliches Verstandnis von Queerness muss auf Lebensweisen in dieser
Welt bestehen, die weniger binar und weniger restriktiv sind. Queeres Welten-
schaffen bringt uns aullerdem bel, dass Identitat eine Falle sein kann. Diese
Identitatsfalle ist eng mit einer Auffassung von Temporalitat verbunden, die
Uberladen ist mit linearen Konzeptionen des (liberalen) Fortschritts, sowie mit
dem Verstandnis von Visualitat als Form der mimetischen Reprasentation.
Konnen wir skeptisch sein gegenuber positiven Reprasentationen und einer
Zeitlinie, die uns in einem grausamen Optimismus (vgl. Berlant 2011) zu uber-
zeugen versucht, dass «es besser wird», und zugleich hoffnungsvoll bleiben fur
die Zukunft queerer Personen? Diese Fragestellung, wie eine queere Tempo-
ralitat der Emanzipation aussehen konnte, bringt mich zu einigen vorlaufigen
Gedanken tber den Dokumentarfilm «/ntre revolutii [Between Revolutions/» in
der Regie von Vlad Petri und geschrieben in Kooperation mit Lavinia Braniste.
Ich bin wahrend meiner Recherche fur ein neues Buchprojekt, in dem ich mich
mit unzuverlassigem Erzahlen in der (queeren) iranischen Diaspora befasse,
auf dieses Material gestoRen. Der Film, der nicht Teil dieser Ausstellung ist und
seine Premiere bel der Berlinale 2023 hatte, ist eine poetische Reflexion der
Un_Sichtbarkeit eines weiblichen queeren Begehrens, die ich als eine Form der
Archiv-Poesie verstehe, die sich nicht in linearen Konzeptionen der Befreiung
verbeift, sondern queere Temporalitat im Dazwischen-Sein darstellt.

Between Revolutions ist eine hochgradig evokative Vermischung von his-
torischen Dokumentarfilmaufnahmen von Rumanien und Iran in den spaten
1970ern bis in die fruhen 1990er, unterlegt mit zwei Off-Stimmen, die die Korre-
spondenz zweler fiktiver Hauptfiguren namens Maria und Zahra erzahlen. Der
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Film offnet mit einem Zitat von Azar Nafisi: «<Man braucht Vorstellungskratft,
um sich eine Zukunft vorstellen zu konnen, die es nicht gibt». Der darauffolgen-
de Zwischentitel informiert uns daruber, dass Maria und Zahra in den 1970ern
in Bukarest Medizin studierten. Im Jahre 1978 entschied sich Zahra dazu, vor
ihrem Abschlussjahr wegen der beginnenden Revolution wieder in den Iran
zuruckzukehren. Sie folgt dem Glauben ihres Vaters und ist zuerst optimistisch
uber die Niederlage des Schahs und des Imperialismus. Sie traumt vom Kom-
munismus. Der Film gibt Einblicke in eine Form der politischen Verflechtung
zwischen Osten und Osten, die in Erzahlungen der iranischen Diaspora kaum
beachtet wird, da diese stark USA-, Grof3britannien- und Frankreich-zentriert
sind. Gleichzeitig werden die (fiktiven) Frauen und ihr gleichgeschlechtliches
Begehren nie gezeigt. In vielerlel Hinsicht stimmen die erzahlte Geschichte
und die uns gezeigten Bilder nicht miteinander uberein: Wir sehen die Frauen
nie, doch durch ihre Briefe voller Sehnsucht bekommen wir den Eindruck, dass
sie Geliebte waren. Mit dieser Asthetik der Un_Sichtbarkeit deutet der Film
auf ein Versprechen der Queerness an, die José Munoz bekannterweise als
«utopisch» beschrieben hat und die er spater mit einem erweiterten Verstand-
nis des Wortes «<Kommunismus» in Verbindung brachte. Munoz fragt sich:

«Wie ist queere Politik moglich? Wenn ich an ein Wiederaufleben der queeren
politischen Imagination appelliere, greife ich auf den Kommunismus zurtck, oder
besser gesagt, benenne ich etwas, das ich zuvor mit zu wenig Aussagekraft in mei-
nem Buch benannt habe. Kommunismus als Idee ist fast genauso alt wie Utopie.
Kommunismus handelt zuallererst von der Voraussetzung der Emanzipation. Aber
es stellt sich die Frage: Emanzipation von was? Hier verstehen wir Emanzipation als
Freiheit von historischen Machten, die unsere Weltwahrnehmung abstumpfen oder
einschranken. Nancy merkt an, dass selbst Marx behauptete, die Kommune sel die
Antithese zum Imperium [..] Kommunismus wtrde daher antithetisch sein zu un-
serem inneren und aulSeren Kolonialismus, diese Barrieren, die uns daran hindern,
die Welt tatsachlich wahrnehmen zu konnen, das heilSt, eine Weltwahrnehmung in
all ihrer Pluralitat » (2013112, Ubersetzung aus dem Englischen).
Sowohl in Iran als auch in Rumanien machen die politischen
Machte eine solche wahrhaft kommunale Welt unmoglich. Stattdes-
sen sehen wir Bilder der sozialistischen Propaganda der aufopfernden
Ehefrau und Mutter, wahrend wir von Marias Sehnsucht nach einem Wie-
dersehen mit Zahra horen. Im Iran der 1970er setzen sich unverschleierte
und modisch gekleidete Frauen in der beginnenden Revolution fur ihre
Rechte ein. Spater werden wir mit der islamischen Staatspropaganda kon-
frontiert, die Frauen in schwarzen Tschadors bel der Ubung mit Gewehren
wahrend des Iran-Irak-Krieges in den 1980ern zeigt. Die Zeit vergeht und die
Distanz zwischen den beiden Frauen wird grof8er. In thren Briefen gibt Maria zu,
dass sie anfangt, sich Zahra in selbsterfundenen Erinnerungen einer gemeins-
amen Vergangenheit vorzustellen, bevor sie sich wirklich getroffen haben.
Ihr Begehren, sie in threm Leben zu haben, betrifft zugleich eine zunehmend
unwahrscheinliche Zukunft und eine fiktive Vergangenheit. Wahrenddessen
ringt Maria mit den Anspruchen der Heteronormativitat und Uberwachung
Im sozialistischen Rumanien. Sie muss 1hre Praxis in einer landlichen Geg-
end eroffnen und die Manner in schwarzen Manteln scheinen sie auf Schritt
und Tritt zu uberwachen. Ihr Vater verbietet ihr die Korrespondenz mit Zah-
ra und spater gibt sie dem Druck 1threr Familie nach, einen Mann zu heiraten.
Wahrend wir von diesen personlichen Geschichten und Begehren horen, sehen
wir oft grole Menschenmengen: zuerst bel Chomeinis Ruckkehr ins Land und
spater auf seinem Begrabnis. Die Aufnahmen aus Rumanien zeigen das so-
zlalistische Massenspektakel in Sportarenen im Auftrag von Ceausescu, und
1989 die Menschenmenge auf den Straf3en, die zu seinem Sturz fuhrte. Das ro-
mantische Begehren der Frauen verwebt sich mit einem grofReren Begehren
fur freie Gesellschaften.



Nach der Revolution in Rumanien 1989 schreibt Maria: «<Wir sind jetzt frei,
aber Siege konnen beschlagnahmt werden». Durch das, was sile  von
Zahras Erfahrung in Iran gehort hat, vertraut sie dem Narrativ
der linearen Emanzipation nicht. Den Aufnahmen jubelnder
politischer Revolte folgen Bilder von Coca-Cola- und Pepsi-Liefer-
wagen, die gerade in Bukarest ankommen. Das hoffnungsvolle Gefuhl
der revolutionaren Masse wird bald durch alltagliche wirtschaftliche Sorgen
ersetzt, von denen Maria berichtet. Aus Zahras Briefen lernen wir, dass sie sich
auf die Suche nach ihrem vermissten Vater macht und schlielich selbst ver-
schwindet. Durch das Fehlen ihrer Stimme im verbleibenden Film nehmen
wir an, dass sie, wie viele andere Dissident:innen im Iran der 1980er, Opfer der
Gewalt des Folteregimes geworden ist. Der Abspann informiert die Zuschau-
erinnen, dass die Briefe von Dokumenten der Geheimpolizel inspiriert waren
und Gedichte von Nina Cassian und Forugh Farrokhzad zitieren. Die Frauen
sind Erfindungen der Filmemacher:innen und doch eine getreue Reflexion von
dem, was in Archiven fehlt. Queerness und Gewalt wird im Film nicht bildhaft
dargestellt, und trotzdem ist beides in dieser Form der Archiv-Poesie enthalten,
welche die Archivaufnahmen der poetischen Stimme gegenuberstellt.

Forugh Farrokhzads Gedichte sind beruhmt fur ithre Beharrlichkeit auf
dem Wert der Liebe und der Lust, mogen sie noch so kurzlebig sein. In «Der
Wind wird uns entfuhren» ist das «Wehen der Dunkelheit» wie der Wind in der
Nacht, der Wind, der uns eines Tages «entfuhren wird». Das Dazwischen vor
Tagesanbruch ist der fluchtige Zustand, in dem Hoffnung moglich wird. «<Ein
Augenblick / Und danach — nichts.» (Scharf 2005:148-149, ubersetzt aus dem
Persischen ins Deutsche). Wahrend ich das schreibe, frage ich mich, was diese
Temporalitat des Dazwischen-Seins fur den aktuellen Stand queerer politischer
Hoffnungen bereithalt. Befinden wir uns immer zwischen Revolutionen und
(wann) werden wir die Fruchte derzeitiger feministischer Aufstande sehen, die
aufs Neue Azadi/Freiheit fordern? Filme wie Between Revolutions sind imagi-
native Archive queerer Vergangenheiten, die dabel helfen, queere Zukunft vor-
stellbar zu machen, auch wenn diese Zukunft auf eine Zeit des Dazwischen-
Seins begrenzt ist.
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Keip HeBuaumictb, ApXiBHa
NMNoe3ia Ta YTOoniuyHa
NMoMiXKcTaHOBiCTb

’T?’ Enaxe Xawemi EKaHi

T Enaxe Xawemi €xkaHi € npogiecopkow aHamilicbkoi
ma aMepukaHCbLKoi nimepamypu ma Kynabmypu 3 OKYcoMm Ha
nocmkosioHianbHuUx OdocnidmeHHax y bepniHcekomy yHieepcumemi
imeHi lymbonbomie. KynbmyposnozuHs i simepamyposHasuys,
80HO npauieana HAO MAKUMU meMaMu, SIK COH2JIOMOBHUU pPOMUH,
Aimepamypa a@po-amMepuKaHCbKO20 HAcesieHHS1 AmadHmuku
1 diacnopu, OdocniomeHHs 2eHOepy/MACKYNiHHOCML md Keip
meopisi, A MAKOX NONYJSIPHA md 613YyasibHA Kyaoemypd. BoHa
€ aemopKow KHu2 «CimeliHe nouymmsi» ma «llpueines Kpusu».
Ii ocmaHHs KHu2a «Revisualising Intersectionality»,
HanucaHa cninbHo 3 Ma2daneHow Hoeiybkow ma Tiapow PokcaH,
woliHo 6yna onybnikoeaHa y eidkpumomy docmyni
3 eudasHuuymeom [lenzpelie MakminnaH.

Y KBIp KyJIbTYypU [OOBTI 1 CKJIQJHI BIJHOCUMHM 3 BUIOMMICTIO. 3
OIHOro 60Ky, TaKl CJIOTaHM SIK «MU TYT, MM KBID, IIPOCTO 3BUKAMUTE [0
ITbOrO», aKIlll MOIIJIYHKIB Ha ITyOJiIl 1 JIeXXKadl IPOTEeCTH, LI0 Malu
MICILIe Ha MHIAMOMI I1obanbHol emgeMil CHIy, 6yny 1eHTpalnbHUMU
CTpaTeriiMy KBIp BTPy4YaHb y TEeTEPOHOPMATMBHUUM CYCIIJIBHUN
MTPOCTIp. YacTo Apar 1 KBIp Bi3dyasibHa KYJIbTYypa CIIMPAETbCS Ha KEMIT
SIK eCTEeTMYHE I10JIe, 3aCHOBAaHE Ha JIOT1Ll HaAJIMLIKY: UMM O1JIbIIE, TUM
Kpalle. 3 1HIIOro 60Ky, ICHYE TAKOX OOBra TPaauliid BCTAHOBJIEHHS
KYJIIBTYPHUX KO[IB, LIO CIIMPaeTbCA Ha OIJIbLI TOHKI CIIOCObU
YCBIZIOMJIEHHS KBIPHOCTI. LI Tpaauiiisg 6epe 3a OCHOBY 171€10 CIIIJIBHOTO
IIOCBINY, SIKaA IIIKJIYETBCS TIPO Te, U106 JIIOAM, K1 He BIUCYIOTHCA Yy
HOPMM I'eHJIePHOI 61HapHOCTI ab0 BUPaXXaroThb GOPMY HEHOPMATVBHOI
CEeKCYaJIbHOCTI, 6yJIM 3aXMUILeH] Bl MPaKTUK CTEXEHHS, LIaHTaXYy Ta
HacuJtbcTBa. OTXe, KOXXHE 06rOBOPEHHS MOJITUK BUAMMOCTI IIOBMHHO
6paTy OO yBaru pU3MKHY, IJIIY O IJIIY KPOKYIOYl 3 TIIePBUAMMICTIO —
BUIIOM HACUJIbHUIIBKOTO BUKPUTTS, 0OEKTOM SIKOT'O OCOOJIMBO YaCTO
CTalOTh HEOIJIl TpaHCreHzepHl monu. CuTyallld Cy4acHOro BIIKATY Y
60pOTHOI 3a ITpaBa TPAHCTeHEPHMX JTIOJIEN [TOBEPTAE HAC OO MUTAHHS,
B sIKe BOaBanucs TypmariH, Epik A. CteHrl Ta [I)koxaHa BbOPTOH 1 110
€ aKTyaJIbHUM [OHMHI: «U¥ € BUAMMICTBD LIIJIJIIO, AKOl BapTO IIParHyTH,
ab0 HaCIHIAKOM, VHUKHYTHU SIKOTO CIIifl 3a 6yOb-IKy ILiHy» (2017: xX).
[TMTaHHS 1]e [TIOCTa€E HaBITh O1JIbLI 37I060AeHHUM, IKILIO 6paTy
II0 yBaru HEBIIMHHO 3POCTAal0Uy KIJIBKICTb aBTOPUTAPHUX
PEXMMIB, MIEPECIAYIOUNX KBIP 1 TeHAePHO-HEKOHDOPMHMX
JIIOEN.

fIK B TaKOMY pasl MyCUMO PO3yMITH ITOEMHAHHS JBOX CIIIB
B HA3BIl [JAaHOl BUCTaBKM: L1ada 1 JeMOHCTpaIl? MOXIINBO
MAa€eTbCsI Ha yBa3l 6a>XaHHS 3aJIMLIATHCSI HEIIOMIYEHM MU,
aJIeBOOHOYACHIAKPECTIUTUIIOBHOTYICTINKICTD, IIPUCY THI
y KBIP 1 TPaAHC MIAX04ax OO0 XXUTTS 1 MUCTEeLITBA? TepMIH
CTIMKICTB TYT OJJHO3HAYHO HE Ma€ HaMIpy pPOMaHTU3yBaTu
bopMM 0bMeEXeHHS B ITpaBax 1 II0Ka3aTy 1X 9K Haguxarodl. B Tou 4ac
SIK BUOMMICTD € QyHAaMEeHTaJIbHMM KaTaJll3aTOPOM IIOKPALIEHHS Y
KBIp IIpaBax 1 IKOCT1 XXMUTTsI, MM TIOBMHHI IMJIbHYBATY, KOJIU 1ie CJIOBO
ToXarileM BXMBaOTh 3aMICThb IHLLIOTO TEPMIHY — «BU3HAHHS». BMOeEMY



PO3YMIHHI KBIPHICTb AK TOJIITUYHUNM 1 €CTETUYHUN IIPOEKT
TIOBVMHHA 306epiraTy YiTKY IIPUB'A3KY [0 6a>XaHHS 3OUBYBaTU U
TIOCTaBUTH IT1J] IMTAHHS CTaJIl IOHSATTS.

3aMICTb TOro, LI06 [OeMOHCTPyBaTM OGaHAJIbBHUM DSf

TTO3UTUBHMUX KapPTUHOK, KBIPHA BidyaJlbHa KYyJIbTypa aKTUBI3YE

HAMTOHLII 3B'I3KM MIX KaTeropmsalllelo Ta 1AeHTUDIKALIE 1,

TVM He MEeHILI, IPOZIOBXYE BIZIJaHO IIPAaLltOBAaTM HaJ IIOKPalleHHSIM

XKUTTS KBID JIXOOEN B CBITI, YMsg B3aEMO[ISA 3 MIOTO YaCTO XKOPCTKUMM

peanisiMy, cepeq 1HLIOrO, BKJIl0Uae B cebe HeOOXIAHICTb AOJIaTy OyIeHHe

HaCUJIJIA Ta PU3MK IIepefdyacHOl CMEePTI. IHIOMMM CJioBaMy, MMCTeIbKa

ITpaKTMKa Ta CTBOPEHHS BI3yaJIbHMX 06pasiB MOXYTb 3allpOIIOHYyBaTy

LIJISIX 0O 30CepeXeHHA Ha apeKTax 1 B3aeEMO3B'sI3KaX, a He Ha KaTeropisix

1I€EHTUYHOCTI, BOOHOYAC 6epy4UM y4acTh Y CTIMKIN IHTEPCEKIIVMHIN KPUTUIIL

BIJHOCKH BJIaZIV Ta MaTeplaJIbHUX HACIIAKIB, IKI BOHM MalOThb Ha OKPEMMUX
OCI6 1 TPYTIN.

Po60TH, 1110 BUCTaBISOTLCA Y «[[lagoBix [[eMOHCTPALIISX», HaTOJIOLIYIOTh
Ha He CTMXAardoMy 6a’kaHHI 6yTu MobadyeHMMM, BU3HATH KBID Oa>KaHHS
SIK BapTe yBary, a 1 4acoM 3aXoIrIonduM ysaBy. OgHak 6araTo MUTIIB 1
MMCTKMHDB HE 3 YYTOK 3HAIOTh, L0 3 BUAMMICTIO IIPUXOAUTD 1 BPa3JIUBICTE.
KypaToOp_KM BUCTAaBKM IIIJIKOM CEPMO3HO CTaBJISTBCA OO PO3YMIHHS
KypaTOpCTBa OYKBaJIbHO SIK (GOPMM IIIKJTYBAaHHS: KBIP MUCTEILITBO MOXe
ITPOIEMOHCTPYBATM MACLITAbH] Ta KPpeaTUBHI CIIOCOOM, SIK OO6ATY IIPO ICTOPI1
KBID >KMTTIB 1 CTBODPKXOBATM MEXaHI3MM 1X IIOLUMPEHHS 6e3 3allydeHHSs
BYAEPUCTUYHOL JIOTIKM CIIOXXMBaAHHS. MM 3HAllOMMMOCH 3 POO60TaMU,
MIATPYHTSIM IKMUX € ab0 ITparHeHHs 0Oy yBaTy CIIIJIBHOTY, IK HaIIpMUKIIag
31HM, cTBOpeHl Haomi ®piccoH 1 yrpynyBaHHSAM «Sll'», abo BIOO6pasmUTu
HACOJIOOM CEKCY 1 KPYI3IHTY, IK OT eKCIIPECUMBHI MIHIMAJIICTUYHI MaTlOHKN
Benpgikca MirHoHa. KBIp pernpeseHTalllsl MOXXe IIPOCIIaBISATHY T1J1a 1 baXKaHHS
3a Me>XaM¥ HOpMH, aJjie BOHAa TaKOXX PO3MIPKOBYE Ha TEMY TOTO, 110 O3HAYAE
TI1JIECHICTBD, KOJIYM CTUKAETBCS 13 CMEPTEJIBHOI HEOE3IIEKO10, SIK OT Y KPUXKIN
1HcTandiil dcemid AHiky KaseTi, dKa B CBITJII I'T1obanbHol TaHgeMil Covid-19
1 3aYLIJIMBUX PACUCTCBKMX CTPYKTYP HaZla€ AMXaHHIO IJIaCTUYIHOI GOpMM
3a JOIIOMOI 010 PIAKOI IIIMHM BCEPEIHI LIApPIB, L0 BPELITI-PELIT BUOYXAlOTh
Il Jacy II0Kaay.

Bynb-siKke TpaKTyBaHHS KBIPHOCTI IIOBMHHO HAaIIONSATaTM Ha MeEHLI
6IHApPHMX 1 MEHLI OOMEXVIOUMX MOoaesnsax OyTTs. KBIpHMM HIAXIO OO
bOpMYyBaHHSI KapTMHM CBITY BUMTB HAC TOMY, LIO IJEHTUMYHICTb TaAKOX
MOXe 6y TU IMacTKO0. [TacTKa 1IeEHTMYHOCTI MILTHO ITPMUB'SI3aHa 4O PO3YMIHHS
TEMIIOPAJIbHOCTI, B IKOMY IIOMIHYIOTb JIiHIMHI KOHIIeMIliil (71i6epajibHOr0)
IIPOrpecy, ¥ A0 IOHATTS BI3YaJIbHOCTI IK GOPMM MIMETUYHOI perlpe3eHTallll.
UM MOXXeMO MM OJHOYACHO JIMIIATHUCS CKEIITUYHO HaJlallTOBAHMMM LIOHO
TTO3UTUBHMX PErpe3eHTalllll 1 XPOHOJIOT1l Yacy, L0 HaMaraeTbCs IIpoaaTu
HaM >XOpCcToKuM oriTuMiaM (cf. Berlant 2011) B gyci «6ye Kpallley, i Bce XX TaKu
He 3aJIMLIATY CIIOAIBAHb LI0A0 KBIP ManbyTHbOI 0?

[IMTaHHA TOro, IK MOrJia 6 BUITISIAaTy KBIp TEMIIOPaJIbHICTh eMaHCUIIALlll,
CIIepLIy HaBOAUTH MeHe Ha AYMKY IIpO NOKYMeHTalIbHUM GiIbM «ntre rev-
olutil» [«Mi>x peBoTIOI[IIMM»], 3peXXncoBaHuM BragoMm IleTpli i HamnMcaHUN
pasoM 13 JIaBiHIe BpaHicTe. Ha 11er MaTeplal 9 HaTpalmuia JOCITIIXK YU
HEeHaOIMHUM CTOPITENIHT ipaHChKOl (KBip) Aiacopy K yYacHMUIIS HOBOTO
KHV>XKOBOIO MpPoeKTy. PisibM, LIO0 HE € YaCcTMHOIO [aHOl BUCTaBKM, OYB
BIIEpILIe TIOKasaHuUM Ha bepriiHane 2023 poOKy Ta IIPOMOHYE IIOETUYHE
PO3MIPKOBYBAHHSI IIPO HE_BUOMMICTE >XXIHOYOIO KBIp 6a>XaHHSA, SAKe o
PO3yMIt0 K QPOPMY apXiBHOI I10e3ll, LIIJIJIX0 KOl € He JIIHIMHI KOHIIEIIIl]
BM3BOJIEHHS, a KBIP TEMITOPAJIbHICTD [TOMIXCTaHOBOCT!I.
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«MDK peBoOmoL[IIMu» BUKOPUCTOBYE B BUILIIM CTYIIEH]I BUMPA3HY CYMIII
ICTOPMYHOT0 JOKYMEHTAJIBHOIO BifleopAnly 3 I[paHy 1 PymMyHIl KiHIis 1970-x—
royaTky 1990-x 3 ABOMa 3aKaZIpOBUMM I'OJI0CaMM, AK1 03BYUYYIOTh [IEPEITNCKY
MIX YSIBHUMM ITPOTAroHICTKaMu — Mapieto 1 3axpoto. P1iibM BIAKPUBAETHCS
erirpapoM aBTOpcTBa A3apa Hadicl, skuM 3BYUUTH HACTYIIHUM UYMHOM:
«To61 TI0Tpi6bHA ysABa, 0O YABUTU MaMOYTHE, IKOTO HE ICHYe». [lalll TUTPHU
TIOBIZIOMJTAIOTE HaM, LI0 Mapid 1 3axpa BUBYaAIM MeOUILIMHY V ByxapecTi B
1970-x pokax. Y 1978 pol1l, riepe; OCTaHHIM POKOM HaBUYaHHS, YePe3 PEBOJTIOLII0
B [paHl 3axpa BUPILIYE T[IOBEPHYTUCH OOOOMY. 3a IIPUKJIIAZIOM 6aTbKa,
CIIOYaTKy BOHA OINITMMICTMYHO HaJIallITOBAHA LIOM0 ITepeMoru Hafl [1laxoM Ta
IMIIepiasiiaMoM. BoHa Mpie ITpo KOMYHI3M. Y GIIIbMI HA0YHO IToKa3aHa GopMa
TIOJIITUYHOI'O 3arOCTPEHHS Y BITHOCMHAX MIXX CxofioM 1 CXOOM, sIKa 4acTo
OMMHAETBCS B ICTOPIAX 1paHCHKOI [1acriopy, 6171kl 30cepemXeHnx Ha CIIIA,
BenukobpuTtanil 1 ®panilil. B Ton Xe 4ac, (ysIBHI) XIHKM 1 1X 6a>XaHHS OflHa
710 OIHOI HIKOJIM He 306paXkyOThbCA BI3yasibHO. barato B 4OMYy 03BYUYEHUN
HapaTUB 1 MpeACcTaBIIEHUM HaM BI3yalIbHUM PAl HE BIATIOBIAIOTH OHE
O[JHOMY. MM HIKOJIM He 6aUMMO XI1HOK, ajie 31 CIIOBHEHMX I1aJIKOr0 6aXXaHHS
JIMCTIB MOXXEMO 3[J0rajaTUCS, 110 B MUHYJIOMY BOHM OYJIM KOXaHKaMM. L]1€10
eCTEeTUKOK He_BUIMMOCTI QIJIIbM BiZICUIIA€E 0O OOIIIAHKM KBIPHOCTI, AKY X0ce
MyHBO3 BIJOMO BU3HAUUB SIK «yTOIMIYHY» 1 IKY II13HILIe TIOBI3aB 13 OIJIbLI
LIMPOKMM PO3YMIHHSIM CJIOBa «<KOMYHI3M». MyHBO3 PO3MIPKOBYE:

«fIK MOXJIMBI KBIP-IIOMAITHUKM? Ko/l s 3aKJIMKAK JaT¥ HOBUM IIOLITOBX
TOIITHYHIN KBID YSIBI, 1 3BEPTAKOCA JJO KOMYHI3MY, ab0, Kpallje CKa3aTH, Ha3UBako
T€ ILJO HE 3MIT [JOCTaTHBO BJIYYHO HA3BATH B CBOLM KHMU3L [jesd KOMYHI3MY
Marixe Taka X cTapa SIK 1es yTorll. KOMyHI3M 1je ITePII 3a BCE IIPO MEPEYMOBY
eMaHcHunaljll. Ajie eMaHCHUIIaI[ll BIJ] YOI'0, MOXEMO 3anuTaTtm? Ty T My IPUXOUMO
ZJO DO3YMIHHS eMaHCHIIAI[Il IK CBO6OLM Bl ICTODUYHMX CHUJI, IJO IIPHUTYITTIOTH
abo rociabiiTh Halle BIYYTTSA CBITY. HeHCI Harosoulye, 1jo caM Mapkc
CTBEpAXYBAaB, IO KOMYHa € aHTHUTe30k IMrepil [.] TakuM 4MHOM, KOMYHIZM
6yB 6y aHTUTE30K HAILIOMY BHYTPILIHEOMY 1 30BHILIHEOMY KOJIOHIAII3MY, TUM
6JI0KaM, 11j0 3aBa>Xar0Th HAM IIPDUUTH JJO PO3YMIHHS CIIPABXHBOI CYTI CBITY, CBITY
AK MHOXMHY BIJYyTTIB». (2013: 112)

[Ilo B PymyHIil, 110 B IpaHl MONITUYHI CUJIM YHEMOXJIMBIIIOIOTH TAKUU
ICTVMHHO CITIJIbHUM CBIT. 3aMICTh IIbOr0 MM 6a4MMO KapTUHM COLIaTICTUYIHO]
IIporaraHAgy, sIKl IOKa3yioTh BIAAaHY APYXMHY 1 MaTy, BOOHOYAC 3 TUM,
K MM 4yeMO PO 6akaHHS Mapil Bo33'egHaTHCs 3 3axpoo. B IpaHl 70-x
CTMJIBHI XKIHKM, SIK1 He HOCUIIM X14>Xab, BIICTOXOBAJIM CBOI ITpaBa Ha PaHHIX
eTarax peBOMOLIlL [II3HINIE MM CTMKAEMOCS 3 ICIIAaMCBKOK IepP>XKaBHOIO
IIpOoIIaraHoo, e MOBa M/e PO XKIHOK Y YOPHMX Yaapax, sIKl TPEeHYIOThCS 3
PYLIHMLISIMM 17 4ac IpaHo-Ipakchkol BiMHM B 1980-T1. Yac MMHAaE 1 BIACTaHb
MIX >XIHKaMM 301JIbLIYETHCSA. B CBOIX nMucTax Maplisg BU3HAE, L0 [TOYMHAE
6aunTy 3axXpy y MIAJIOXKHMX CIIOraZlax IIpo CIIIJIbHE MMUHYIJIE Lie JO TOro, K
BOHM CITPaBAl 3yCTPIJIM OfHa OOHY. baXkaHHSa Mapil MaTu 3axpy B CBOEMY
>KMTTI1 PO3IIOBCIOIXKYETHCS SIK Ha BCe O1JIbII HEMOXXJIMBE CIIIJIbHE MalOyTHE,
Tak 1 Ha QIKTMBHE MMHYJIE. B TOM >Xe 4yac Mapiss 60peTbCcsd 3 BUMMOTaMU
reTepOHOPMATMBHOCTI Ta HAIJISAAOM B COLHAJICTUYHIN PymyHIL [
IOBOAMTBCS PO3MIOYATH CBOIO ITPAKTUKY B CIIIBCHKIVM MICIIEBOCTI, 1 YOJIOBIKU
B YOPHMX MAJIBTO, 3MAETHCS, CTEXATh 3a KOXXHMUM 11 KPOKOM. baTbko Mapil
3a00pPOHSE 1M TIEPENMCKY, 1 ITI3HIIIe BOHA IMIAAAETHCS TUCKY DPOAMHM, LIO
HaIIoJIsAra€ Ha 3aMIXK>K1. HaCTO ITOKM YYEMO ITPO 111 OCOOMCTI ICTOPI1 1 6a>XaHHS],
MM CIIOCTEPITAEMO BEIMKI Macyu JIIOfeN: CIIOYATKy IIiJ] 4ac ITOBEpPHEHHS
XOMeNHI B KpalHy, [IOTIM Ha MOro MoxopoHax. Kagpu 3 PyMyHIl ITOKA3yOTh
COLIIAJIICTUYHE MAacOBe BUJIOBUILE Ha CIIOPTMBHMX apeHax IMIpY PeXMUMI
YayliecKy 1 HATOBIIM, IO BUMLIIM Ha ByAMIl y 1989, 106 MOro CKMHYTMH.
PoMaHTM4YHA Tyra >XIHOK IIePEeIUIITAETbCSI 3 MACLITAOHILIOW >Xarox MaTu
BIJIbHE CYCIIIJIBCTBO.



[Ticriia peBormtoLiil B PymyHIl 1989 poky Mapis ruiiie: «Terep My BIJIbHI, ajie
TIEPEMOT M MOXYTb 6y TM KOH(PICKOBaHI». Te, 1110 BOHA UyJia PO NOCBI 3axpu
B IpaHi, He CIIpusie 11 OBIPl O HApaTUBY JIIHIMHOI eMaHCuIIallll. BidyarbHO
TplyM@arnbHUN TIONITUYHUM OYHT IIBUOKO 3MIHIOETBCS 306pa>XeHHAMMU
npuoyTTs 00 byxapecta BaHTaXX1BoK Koka Kormnu 1 IMericl. Arie CriofiBaHHA
PEBOJIIOLIIMHMX MaC HEeBJOB3l IIOCTYIIAKTBbCSA MiclLeM O6yIeHHUM
eKOHOMIYHMM TypbOoTaM, Ipo 9Kl Terep 3raaye Mapid. 3 JIUCTIB 3axXpy MU
ITI3HAEMOCS], 1110 BOHA BIITIPABIIAETHCA Ha IMOLIYKM CBOI'O 3HUKJIOTO 6aThKa 1
3PELLTOO LIe3a€e caMa. BiTeriep rojyioc XX1HKY ITOBHICTIO BIZICYTHIN Y QIIIBMU,
TOX MM MOXEMO 3POOUTU BUCHOBOK, LIO, SIK 1 6araTo 1HLIMX OUCUIEHT_
oK B IpaHI 1980-X, BOHa CTa’la >XepTBOI peXxXmumy TOpTyp. PiHAJIBHI TUTPU
1IHQOPMYIOTb I'TISI[Ia4_OK, L0 I>)KEPEJIOM HaTXHEHHS [IJ14 JIMCTIB IIOCITY XK UIIN
IOKYMEeHTM TaeMHOI IIOJIL], 1 110 JIMCTU LIMTYIOTH Ioesito Hinu KacciaH
1 Gopyr dappoxszaz. XKIHKM XX € BOOHOYAC PEXMCEPCBKOX BUTAAKOW 1
TTpaBOVBUM BTIJIEHHSIM TOTI'O, 1110 BIZICY THE B apxXiBaX. 306pa>XeHHS KBIPHOCTI
1HacuIIIA B Q17IbMI HE € BI3yaJlIbHMMM, aJle BOOHOYAC BOHM SICHO ITPeICTaBJIeH]
y GOpMI apxXiBHOI I10€e3ll, 110 CTBOPIOE KOHTPACT MIX apXiBHMMM KaZlpaMu 1
TIOETUYHUM T'OJIOCOM.

[Toesis Popyr Pappoxsan BiAOMa CBOIM HaroJOLIEHHSIM Ha
ITIHHOCTI J1}060BI 1 3a[I0BOJIEHHSI HE3aJIeXXHO Bl 1X TPMUBAJIOCTL. Y
BIpILIl «Hac po3sBie BITEpP« TeMpPsIBA HOUl BIE «HIOM BITED», BITED, IO
«OHOTO IJHSI PO3BIE HAc». [IpOMI>XHMUM CTaH Iepel] HOBUM CBITAHKOM
— IIe MepexiJHMM eTall, KOIM Halsl CTae MOXIIMBOW. «MOMEHT, / a
rioTiM Hivoro» (Pappoxaaz 2007: 34-35). TTok¥ IULTY 11eM TEKCT 3aIllUTY10
cebe, LIO 19 TEMIIOPAJIbHICTh IIOMIXCTaHOBOCTI MOXXe T'OTYBaTyU IJIsI
CbOTOAHILIHBOIO CTAHY KBIP MOMITUMYHMX CIHOAIBAHb. UM 3aBXOAU MU
3HAXOOMMOCH ITIOMIX PEBOJTIOLIN, 1 UM IT06auMMO MU (1 IKILIO TakK, TO KOJIN)
TJIOOYV MHIAMOMY (QEMIHICTMYHMX PYXIB, L0 3HOBY 3aKJIMKAlOTh A0 Asanl/
cBo60aM? TaKl KIHOCTPIYKY, SIK «MIDK peBOTIOL[IAMM», € VSIBHUMM apXiBaMu
KBIP MMHYJIOTO, LIIO AOTIOMAararoTh YSIBUTY KBIP MabyTHE, HABIThb SKIIO 1€
MalbyTHE OOMeXXeHe B 4acl ImepiofaMy [OMIXXCTaHOBOCTI.
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dissertation she studied subjectivity formation

of contemporary progressive, equality, and justice
oriented European activists who came in solidarity
with migrants in Denmark, Hungary, and Sweden. She
argued that activists subjectivity disclosed a series
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What does the adjective «queer» do to the noun «migration»?

Deemed strange and out of place, queerness and migration catch
each other’s eye. As long as the citizen is naturalized as the primary
subject of politics, the migrant will stay an overgeneralized and am-
biguous caricature lacking rights and emitting difference, coloured
in by strokes of racialisation, fetishisation and pathologization. And
as long as the normative citizen is depicted as cisgender and het-
erosexual, queerness will likely evoke an alienation from majority
norms and related resources. This mirroring effect sets up the stage
for optical dilemmas queer bodies on the move face, but does not
exhaust them.

The question of queer migration gained popularity in academic,
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activist, and artistic circles in the past three decades with a focus on the
experiences and needs of people whose migration is perceived to be dic-
tated by their sexual orientation and/or gender identity. The queer migrant
1s often thought of as a person who embarked on the migratory route
because they are queer and thus they migrate with a hope to find them-
selves in a more «queer-friendly» social and political environment, or
whose experience of migration 1s primarily shaped by their queerness.
While we recognize the importance of such conceptualizations in face of
the systematic erasure of related needs and experiences, we are
also curious to complexify this narrative by investigating how
the construction and management of each of those catego-
ries, queer and migrant, influences the other. We recognize
migration and queerness as regimes of power through
which subjects are constructed and governed through
immigration policies, racialized narratives of citizenship
and belonging, global Igbtg discourses, pinkwashing, ho-
mophobic policies as well as queer progressive narratives
that aim to reject but also often reproduce the legitimacy of
heteronormative and middle-class social norms such as respect-

ability and productivity.

By organizing the discussion Optics of Queer Migration, we

alm to scrutinize the dynamics between queerness and migra-

tion with a focus on visibility, detectability, and intelligibility:. We

contend that an inquiry of if and how narratives of migration activ-

1sm, art, and research contribute to the hegemonic visions aligns, rath-

er than contradicts, with our recognition that xenophobic migra-

tion discourses and queerphobia stay as the main co-constitutive

nexus of violence queer bodies out of place experience and/or en-

act. We set out to facilitate this discussion as two queer migrants

with EU passports (currently living in Austria and Germany) who

had the option to leave Poland and northern Cyprus, unapologetically

homophobic peripheries that immediately make transparent the fab-

rication of Europe as LGBTQ+ friendly. Like many middle-class queer

migrants, we took the path of higher education to realize ourselves

elsewhere, crossing paths while researching migration activism in

Hungary, another European country with a track record of proud ho-

mophobia. Our experiences, cottoned by our access to social, political,

and economic resources, also indicate that queers on the move do not

necessarily plot an arrival at a so-called liberated haven. At the same

time, we experience what we believe 1s a crucial element of queer mi-

gration; the constant and often unpredictable interplay between our

particular histories, embedded in socio-political and economic context

in which we grew up, and the shifting contexts, hierarchies, signs, ref-

erences and appearances around us. Taking this as a starting point, we

are interested in exploring what the figure of the queer migrant provides,

hits and misses for those who claim it as an identity, and how it directs

everyday encounters, the border regime as well as activism, art, and re-

search. We are interested in canvassing the ways in which race and class
shape the politics of queer migration in and out of sight.

! Matthew Abbey, «Queer Performance on the Border: Making Critical Fun of European Immigration
Regimes», European Journal of Cultural Studies 25, no. 4 (2022): 957-72.
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Henrie Dennis, a PhD candidate in Philosophy at the Acad-
emy of Fine Art and an activist of AfroRainbowAustria, a
Vienna-based collective for and by queer Africans, will join
us as a co-discussant to share her negotiations of the de-
manding landscape of queerness, migration and in_visi-
bilities. We are looking forward to further structuring the
agenda of the discussion with her input until, and then
more so with the engagement of those who will join us
at Semmelweisklinik on 19 November 2023.

For now, we propose to frame the discussion around
the question of in_visibilities, a contested notion in the
discourses around both queerness and migration. Visibility
came to be a central tenet of queer politics with the practice
of coming out in the 20th century US as a joyful occasion of
self-making for queer people, including the act of opening up to and be-
coming part of the queer community? By the 1970s, the practice trans-
formed into coming out to an often homophobic public instead of the queer
community to make visible and deem wrong the structural violence queer
faced while demanding rights. Decades on, this later insistence on coming
out to the world as a way for liberation prevails in the western discourses
of migration. Growing visibility of queers often goes hand in hand with
their demand for greater social and political recognition, at times granted
and at times countered with political backlash. This has also inspired un-
documented migrants to borrow the notion of coming out from the queer
struggles to establish themselves as proud political agents who refuse to
live in shadows?.

Without dismissing the importance of queer visibility for gaining social,
political, and economic rights, we also want to point out how queer visi-
bility often becomes institutionalized and weaponized; queers of the 21st
century find themselves routinely required to come out to militaries, doc-
tors, immigration officers, the media, families, civil society, and markets,
requiring the institutional validation and verification of their gender and
sexual identities. This not only points out that coming out evolved into
a plea for inclusion in structures that both promise and gatekeep rights,
wealth and well-being, it also exposes the neoliberal effects of individual-
1sation, institutionalization and isolation on queer politics as suggested by
the changing audience of coming-out. It is crucial to ask whose queerness
becomes recognized and valued within western signs of visibility and who
cannot afford or is not interested in performing this particular form of vis-
1bility. Such dynamics of differential inclusion are not only evident in nor-
mative social and political discourses and mainstream LGBQ narratives,
but also in radical queer initiatives often vigilant about language in ways
that they become inaccessible for those who are not well-rehearsed in the
western normative queer lingos, signs, procedures and agendas. People
with the experience of migration are often more likely to find themselves
needing to navigate new signs of queer conduct at places they migrated to

2 Abigail C. Saguy, Come Out, Come Out, Whoever You Are (Oxford, New York: Oxford University Press,
2020).

% Laura Corrunker, “Coming Out of the Shadows”: DREAM Act Activism in the Context of Global Anti-Depor-
tation Activism,’ Indiana Journal of Global Legal Studies 19, no. 1 (2012): 143-68.



from the scale of social relations to state institutions.

Current migration regimes are shaped after centuries

of colonialism, capitalism, slavery, and expulsion, which

shaped transnational circuits and economies of profit,

exploitation as well as representation*. Colonial conti-

nuities embedded in the history, structure, and norms

of international refugee determination process have

now been widely documented®. We know that for a

queer migrant to file an asylum claim based on fear

of persecution based on sexual identity, an emphasis

on the possibility of sexual harm may need to be high-

lighted, abstracting sexuality from the political and econom-

ic conditions it emerges from and making invisible the hostile

economic and political structures that not only challenge queer

liberation but also make life as such difficult to sustain. Queer

migrants don't always move primarily because of their queer-

ness, many migrate because of political and economic reasons

and yet their queerness becomes emphasized in the dominant western

narratives both as a way of pathologizing less liberal contexts and as a

way of detaching the queer migrant from the broader discourses around

migration, silencing yet again people’s right to move because of economic

hardships. Overall, this circles back to creating the illusion of confirming

the colonial construction of migrant/racialized communities as a threat

to manage, justifying more and more strict measures at the borders that
affect all°.

Sociologist Brighenti suggests that «visibility is a metaphor of knowl-
edge, but 1t is not simply an image: it is a real social process in itself»".
This urges us to approach frames of in_visibilities as imposed on and
negotiated by populations across places and histories, showing that the
relation between visibility and migration cannot be reduced to an all con-
trolling gaze or a matter of representation; rather, noticing the multiplicity
of regimes of visibilities has the possibility to nuance our foci on their
patterns, repetitions, contamination, connection, subversion and location
on hierarchies of power®. The queer migrant is also an agentic figure who
develops a sense of fiddling with the optics of the self. Navigating minor
exits and arrivals, they present, pretend, emphasize, represent, appear,
pass, blur, distract, switch, and camouflage among other ocular occur-
rences to optimize survival, chasing a blurry euphoria of self-realization
in spite of the odds. With this invitation, we propose to engage in an ex-
ercise of collective reflexivity® on the kaleidoscopic politics of queer mi-
gration.

4 W Walters, "Reflections on Migration and Governmentality, Movements: Journal for Critical Migration
and Border Regime Studies 1, no. 1 (2015).

5 Ulrike Krause, “Colonial Roots of the 1951 Refugee Convention and Its Effects on the Global Refugee Re-
gime,” Journal of International Relations and Development 24, no. 3 (September 1, 2021): 599-626.

¢ Eithne Luibhéid, “Queer/Migration: An Unruly Body of Scholarship,” GLQ: A Journal of Lesbian and Gay
Studies 14, no. 2 (2008): 169—-90.

"In Martina Tazzioli and William Walters, “The Sight of Migration: Governmentality, Visibility and Europe’s
Contested Borders,” Global Society 30, no. 3 (July 2, 2016): 445-64. p. 454.

8 Tazzioli and Walters.

9 Ellen Kohl and Priscilla McCutcheon, “Kitchen Table Reflexivity: Negotiating Positionality through Every-
day Talk,’ Gender, Place & Culture 22, no. 6 (2015): 747-63.
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Ottiche di
Migrazione Queer

j‘ff' Ewa Maczynska & Tegiye Birey

Che cosa succede al nome «migrazione» se accostato all'aggettivo
«queer»?

Considerate entrambe strane e fuori posto, queerness e migrazione
s1 fanno l'occhiolino. Fincheé ls cittadins rimane ls principale sogget-
to della politica, Is migrante continuera ad essere una caricatura ste-
reotipata e ambigua, mancante di diritti fondamentali ed emittente
di differenza, colorate da pennellate di razzializzazione, feticizzazi-
one e patologizzazione. Fino a quando ls cittadine normative e rap-
presentats come cisgenere ed eterosessuale, la queerness continuera
ad evocare l'alienazione dalle norme maggioritarie e dalle relative
risorse. Questo riflesso prepara il campo per 1 dilemmi ottici con cuil
sl confrontano 1 corpi migranti in movimento, ma non li esaurisce.

La questione della migrazione queer ha acquistato popolarita in
circoli accademici, attivisti e artistici negli ultimi tre decenni, met-
tendo al centro le esperienze e 1 bisogni delle persone la cul mi-
grazione si considera essere causata dallorientamento sessuale
e/o dallidentita di genere. Lo migrante queer € spesso viste come
una persona che si e imbarcata nel viaggio migratorio a causa
della propria queerness, con la speranza di trovarsi in uno spazio
politico e sociale piu «queer-friendly», o comunque qualcuns la cul
esperienza di migrazione é caratterizzata prevalentemente dal
fatto di essere queer. Mentre riconosciamo l'importanza di sud-
dette concettualizzazioni a fronte della rimozione sistematica deil
bisogni e delle esperienze relazionate alla migrazione queer, siamo
tuttavia curiose di complicare questa narrativa investigan-
do come la costruzione e la gestione di og- nuna
di queste categorie, queer e migrante, si in-
fluenzino reciprocamente. Riconosciamo
quello della migrazione e quello della queerness
come regimi di potere attraverso 1 quali 13 soggetts sono costruits e
governat3 mediante politiche di immigrazione, narrazioni razzial-
1zzate della cittadinanza e dell'appartenenza, discorsi Igbtq a livello
globale, pinkwashing, politiche omofobe cosi come narrazioni queer
progressiste 1l cui scopo e rifiutare, ma che spesso finiscono per ripro-
durre, la legittimita delle norme sociali eteronormative e borghesi, ad
esempio della rispettabilita e della produttivita.

Con la discussione «Ottiche della migrazione queer» voglia-
mo esaminare le dinamiche tra queerness e migrazi-
one, mettendo a fuoco 1 concetti di visibilita, rilev-
abilita ed intelligibilital. Affermiamo che un’indagine
del se e del come certe narrazioni di attivismo, arte,

'Matthew Abbey, «Queer Performance on the Border: Making Critical Fun of European Immigration
Regimes», European Journal of Cultural Studies 25, no. 4 (2022): 957—-72.



ericercarelative allamigrazione contribuiscono alle rappresentazione ege-

moniche, einlinea, invece di contraddire, con il riconoscimen-

to che la xenofobia e I'omolesbobitransfobia rimangono il

principale nesso costitutivo della violenza a cui 1 corpi

queer fuorl posto sono sottoposti e/o che mettono in

atto. Nel condurre questa discussione ci posizioni-

amo come due migranti queer con passaporti eu-

ropei (residenti in Austria e Germania) che hanno

avuto la possibilita di lasciare la Polonia e Cipro

del Nord, periferie ostinatamente omofobe che

immediatamente smascherano la costruzione

di un'Europa omogeneamente LGBTQ+ friendly.

Come molt3 altrs migranti queer di classe media

abblamo intrapreso 1l cammino della formazione

universitaria per realizzarci altrove: le nostre strade

sl sono 1ncontrate mentre facevamo ricerca sullattivis-

mo In campo migratorio in Ungheria, un‘altra nazione Euro-

pea con una storia orgogliosamente omofoba. Le nostre esperienze,

per quanto attutite dalle possibilita di accesso a risorse sociall, politiche

ed economiche, indicano che non tutte le persone queer in movimento

planificano l'arrivo ad un cosiddetto rifugio liberato. Allo stesso tempo co-

nosciamo per esperienza quello che pensiamo essere un elemento cru-

ciale della migrazione queer: le costanti e spesso imprevedibili dinamiche

che si articolano tra le nostre storie particolari, inserite nel contesto so-

clo-politico ed economico nel quale siamo cresciute, e 1 mutevoli contesti,

gerarchie, segni, referenze ed apparenze che ci circondano. Prendendo le

nostre esperienze come punto di partenza, siamo interessate ad esplorare

a che cosa serve la figura delle migrante queer per le persone che la riven-

dicano come identita, come imprime una direzione negli incontri quotidi-

anl, nel regime di confini, cosi come nell’attivismo, nell'arte e nella ricerca.

Silamo interessate nel perlustrare 1 modi in cuil razza e classe danno forma
alle politiche, sia visibili che invisibili, della migrazione queer.

Henrie Dennis di AfroRainbowAustria, un collettivo per e da africans3

queer con base a Vienna, sl unira a noi in questa discussione per con-
dividere la propria esperienza nel negoziare il panorama impegnati-
vo della queerness, della migrazione e delle in_visibilita. Rimaniamo
In attesa del suo input per arricchire l'agenda della discussione, e
ancora di piu con la partecipazione di coloro che si uniranno a noi al
Semmelweisklinik i1l 19 novembre 2023.

Per 1l momento proponiamo di incentrare la discussione sulla ques-

tione delle in_visibilita, una nozione controversa nel discorsi riguar-
danti sia la queerness che la migrazione. A partire dal ventesimo secolo
negli Stati Uniti la visibilita & diventata un elemento fondamentale delle
politiche queer grazie alla pratica del «coming out». Quest'ultima, defini-
ta come un'occasione giolosa di autorealizzazione per le persone queer,
includeva l'atto di aprirsi alla comunita queer e diventarne parte?. Intorno
agli anni Settanta il pubblico del coming out diventa la societa omofoba
piuttosto che la comunita queer, una trasformazione della pratica che ha

2 Abigail C. Saguy, Come Out, Come Out, Whoever You Are (Oxford, New York: Oxford University
Press, 2020).
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come obiettivi la visibilizzazione e la critica della

violenza strutturale con la quale le persone queer

sl confrontano nella lotta per il riconoscimento

dei propri dirittl. Decenni piu tardi e I'insistenza

sul fare coming out verso il mondo come una

forma di liberazione che prevale nel discorso

occldentale sulla migrazione. Lincremento della

visibilita delle persone queer spesso va di mano in

mano con la richiesta di un maggiore riconoscimento

soclale e politico, a volte concesso e a volte osteggiato a

livello istituzionale. E proprio questa narrazione che ha ispirato i

migranti senza documenti a prendere in prestito la nozione di coming out

dalle lotte queer per stabilirsi come agenti politici orgogliosi che si rifutano
di rimanere nell'ombra?®.

Senza liquidare I'importanza della visibilita queer per l'ottenimento di
diritti sociali, politici ed economici, vogliamo anche segnalare come ques-
ta visibilita spesso viene istituzionalizzata e resa un'arma; alle persone
queer del ventunesimo secolo viene regolarmente chiesto di fare coming
out a militari, dottori, funzionari dellimmigrazione, 1 media, le famiglie, la
socleta civile e 1 mercati, rendendo necessaria la validazione e la verifica
1stituzionale del loro generi e identita sessuali. Ci0 non soltanto dimostra
che 1l coming out e diventato una supplica di inclusione in strutture che
da una parte promettono e dall'altra sorvegliano 1 diritti, le risorse ed 1l be-
nessere, ma espone anche gli effetti neoliberali dell'individualismo ram-
pante, dell'istituzionalizzazione e dell'isolamento della politica queer come
dimostra la trasformazione della pratica del coming out. E fondamentale
domandarsi la queerness di chi viene riconosciuta e valorizzata all'interno
del segni di visibilita occidentale e chi invece non puo permettersi o non
e Interessate nel performare questa forma particolare di visibilita. Queste
dinamiche di inclusione differenziale non sono solo evidenti nel discor-
sl e nelle narrazioni LGBTQ+ mainstream, socialmente e politicamente
normative, ma anche nelle iniziative queer radicalil spesso estremamente
vigili attorno al linguaggio in una maniera che lo rende inaccessibile per
coloro che non sono preparat3 nel gergo, 1 segni le procedure e l'agenda
queer normativa occidentale. Le persone con un'esperienza migratoria si
trovano piu spesso nella situazione di dover navigare nuovi segni della
condotta queer nel luoghi verso cui hanno migrato, dal livello delle relazi-
oni sociali fino a quello delle 1stituzioni statall.

[ regimi migratori contemporanel prendono forma da secoli di colonial-
1smo, capitalismo, schiavitu ed espulsione, 1 quali a loro volta hanno dato
forma anche a circuiti transnazionali ed economie di profitto, sfruttamen-
to e rappresentazione®*. Continuita coloniall inserite nella storia, struttu-
ra e norme del processo di determinazione dells migrante internazionale
sono state ampiamente studiate’. Sappiamo che per uns migrante queer
che voglia presentare domanda di asilo per la paura di persecuzione sulla

% Laura Corrunker, “Coming Out of the Shadows” DREAM Act Activism in the Context of Global Anti-Depor-
tation Activism,” Indiana Journal of Global Legal Studies 19, no. 1 (2012): 143—-68.

4+ W Walters, “Reflections on Migration and Governmentality,” Movements: Journal for Critical Migration
and Border Regime Studies 1, no. 1 (2015).

5 Ulrike Krause, “Colonial Roots of the 1951 Refugee Convention and Its Effects on the Global Refugee Re-
gime,’ Journal of International Relations and Development 24, no. 3 (September 1, 2021): 599-626.



base dell'identita sessuale, & necessario mettere l'enfasi sul pericolo di vi-
olenza sessuale, astraendo la sessualita dalle condizioni politiche ed eco-
nomiche dalle quali emerge e rendendo invisibile le strutture economiche
e politiche ositli che non solo sono una sfida per la liberazione queer, ma
rendono difficile la sopravvivenza. L3 migranti queer non sempre si Spos-
tano per motivi legati alla queerness, molt3 migrano per ragioni politiche
ed economiche, ciononostante la queerness viene enfatizzata nelle nar-
razioni occidentali dominanti non solo con 1l fine di patologizzare cotesti
meno liberall, ma anche per separare ls migrante queer da discorsi piu
ampl che riguardano la migrazione, silenziando ancora una volta 1l diritto
di movimento delle persone sulla base di difficolta economiche. In gener-
ale torniamo indietro alla creazione di un'illusione che tende a confermare
la costruzione coloniale delle comunita migranti/razzializzate come una
minaccia da gestire, giustificando misure sempre piu stringenti ai con-
fini®.

Il sociologo Brighenti afferma che «la visibilita e una metafora della co-
noscenza, ma non e semplicemente unimmagine: € un processo sociale
realein sé stessa»’. Quest'affermazione ciinvita ad approcciarci alla cornice
delle in_visibilita come qualcosa di imposto e negoziato dalle popolazioni
in diverse geografie e cronologie, dimostrando che la relazione tra visibilita
e migrazione non puo essere ridotta allo sguardo come dispositivo di con-
trollo onnipotente o a una questione di rappresentazione; bensi, prestare
attenzione alla molteplicita di regimi di visibilita, permette di sfumare la
nostra messa a fuoco su modelli, ripetizioni, contaminazione, connessi-
one, sovversionli e posizione delle gerarchie di potere®. La migrante queer
e anche agente che sviluppa un senso di manipolazione con le ottiche del
sé. Navigando partenze ed arrivi minori, presenta, finge, enfatizza, rappre-
senta, appare, passa, sfuma, distrae, cambia e si camuffa in mezzo
ad altre occorrenze oculari per ottimizzare la soprav-
vivenza, rincorrendo un'euforia sfocata di auto-
realizzazione a dispetto delle probabilita. Con
questo invito, proponiamo di cimentarci in un
esercizio di riflessione collettiva® sulle politiche
caleidoscopiche della migrazione queer.

Trad. Clau Tatangelo

¢ Eithne Luibhéid, “Queer/Migration: An Unruly Body of Scholarship,” GLQ: A Journal of Lesbian and Gay
Studies 14, no. 2 (2008): 169—90.
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Woxrkshop Un/Masking

as part of the exhibition Close(t) Demonstrations
- an exhibition on the multitudes of queer in_visibility

’T’"’ Larissa Kopp (she/sie)
@ Vienna

&G larissakopp.com

@ larry_larger

How to do a workshop about the topic of in_visibility for children at the
age of 10 — 12 years? In my opinion, every workshop is unique and the
dynamic between participants and the workshop moderator defines and
shapes the structure that is formed by social interactions and creative
processes. Also, I think that the concept of slipping into roles in daily life
in order to adjust to or oppose social expectations is familiar to every hu-
man, including children.

So my approach is to get into a dialogue and to offer different methods
and tools 1n order to initiate discussions about the topics of diversity, ac-
knowledging each other’s abilities, backgrounds and uniqueness, but also
gender roles and stereotypes. One important tool is discussing different
artworks, which can lead to interesting questions and create new per-
spectives; other tools include creative writing, association and the possi-
bility to use creative sources and work with different materials.

The selected artworks, which will be discussed during the workshop,
show artists visibly playing with gender roles, and works where differ-
ent persons are staging themselves via costumes and masks. Not only
pictures of artworks which appear in the exhibition «Close(t) Demonstra-
tions» will be shown and discussed, but also pictures of other selected
artists like Ashley Hans Scheirl. Questions can be: What does a mask/
costume do for you? How can a mask be a symboal for hiding, but also cre-
ating a different version of oneself? In this sense, the artworks function
as a food for thought and a starting point for reflecting on diversity and
gender roles. As a practical part of the workshop, the participants will get
the opportunity to design their own masks. Neutral white masks can be
shaped and colored and different materials like snippets of magazines
can be added as a collage. The participants can express their personal-
ities and are able to create a fictional version of themselves, which can
later be discussed in the group, if they want to.

Larissa Kopp 1s an artist and art mediator who lives and works in Vi-
enna. One focus of her artistic and educational practice 1s collaborative
processes and the collective development of artistic forms of expression
and presentation. Together with artist duo partner Florian Aschka, but
also various other artist* collectives, she developed a variety of projects
In recent years and participated in a wide range of exhibitions. Her work
includes staged photography and utilizes performance as a tool to inves-
tigate queer strategies as well as mythology and the notion of a collec-
tive cultural memory. This extends to video, interactive happenings as
well as performative interventions in which boundaries of prevailing
gender roles, constructed attributions, and standardization processes are
confronted with the notion of a queer utopia. Another important focus of
her work is the development and implementation of new approaches and
forms of art education and the work with diverse museum visitors of all
ages and backgrounds. She is interested in aspects of accessibility and
ways to break hierarchical structures in the cultural field, which are often
rooted in class issues.


https://www.larissakopp.com
https://www.instagram.com/larry_larger/

Woxrkshop: Alarc mogott /
Alaxrc neélkiil (Un/Masking)

A «Close(t) Demonstrations - a queer lathatosag és lathatatlansag
sokfélesége» cimii kiallitas keretében

’Yfg’ Larissa Kopp (she/sie)

Hogyan csinaljunk workshopot a lathatosag/lathatatlansag temajaban
10-12 eves gyerekek szamara? Vélemenyem szerint minden muhely egye-
di — a résztvevok és a muhelyvezet6 kozotti dinamika hatarozza meg és
alakitja ki a strukturat, amelyet aztan a tarsas interakciok és a kreativ
folyamatok formalnak. Emellett ugy gondolom, hogy minden ember, igy
a gyerekek szamara 1s ismeros az, amikor a mindennapi €letben a tar-
sadalmi elvarasokhoz valo alkalmazkodas vagy az azokkal valo szem-
beszegulés erdekében szerepekbe bujunk.

Az én megkozelitésem tehat az, hogy parbeszédeket kezdemeényezek,
és kulonboz6 modszereket és eszkozoket kinalok annak érdekében, hogy
beszeélgetések alakuljanak ki a sokféleség temajardl, elismerve egymas
képességeit, hatterétésegyedisegét,deanemiszerepeket essztereotipiakat
1s. Az egyik fontos eszkoz erre a kulonfele mualkotasok megvitatasa, ami
erdekes kerdeseket vethet fel s uj perspektivakat hozhat létre. Tovabbi
eszkozok lehetnek a kreativ iras, az asszociacios technikak, valamint a
kreativ forrasok felhasznalasa és a kulonboz6 anyagokkal valo munka.

A workshop soran megvitatott muvek olyan alkotasok, amelyek
lathatoan jatszanak a nemi szerepekkel, illetve amelyeken az abrazolt
szemeélyek jelmezek és maszkok segitségével allitjak szinpadra onmagu-
kat. Egyreészt a «Close(t) Demonstrations» cimu kiallitason szerepléd muvek
képeit, masrészt tovabbl muveészek, példaul Ashley Hans Scheirl képeit
1s megnézzuk és megvitatjuk. Lehetséges kérdések: Mit jelent szamodra
egy maszk/jelmez? Hogyan lehet egy maszk a rejtézkodés szimbdluma,
de egyben onmagunk egy masik valtozatanak megteremtese is? Ebben
az értelemben a mualkotasok gondolatébresztokent es kiindulopontkeént
funkcionalnak a reflektalashoz a sokszinusegrol és a nemi szerepekrol.
A workshopon a résztvevok lehetoséget kapnak arra 1s, hogy elkészitsék
sajat maszkjukat. A semleges fehér maszkokat alakithatjak és szinezhe-
tik, és kollazskéent kulonbozd anyagokat, peldaul magazinokbadl kivagott
képeket 1s ragaszthatnak ra. A résztvevok kifejezhetik személyiseguket
és létrehozhatjak onmaguk fiktiv valtozatat, amelyrél késoébb beszélhet-
nek a csoportban, ha szeretnének.

Larissa Kopp muvesz es muveszeti mediator Becsben €l es dolgozik.
Muveszeti es pedagogiai munkajanak egyik fokusza az egyuttmukodésen
alapulo folyamatok, valamint a muiveszi kifejezési és megjelenite-
si formak kollektiv fejlesztése. Muveészi partneréevel, Florian Aschkaval
duodban, valamint sok mas muveész*kollektivaval egyutt szamos pro-
jektet dolgozott ki az elmult években, és szamos kiallitason vett részt.
Munkai kozott vannak beallitott fotok, és eszkozként hasznalja a perfor-
manszot a queer stratégiak, valamint a mitoldgia és a kollektiv kulturalis
emlékezet fogalmanak vizsgalatara. Ezt az eszkozt videdkban, interaktiv
happeningekben, valamint performativ akciokban is hasznalja, amely-
ekben az uralkodo nemi szerepek, a konstrualt attribuciok és a standard-
1zaci0s folyamatok hatarait szembesiti a queer utopia fogalmaval. Munka-
janak masik fontos fokusza a muvéeszeti oktatas uj megkozelitéseinek és
formainak kidolgozasa és megvalositasa, valamint a kulonbozo6 koru és
hatterd, sokszinu muzeumlatogatokkal valdo munka. Foglalkoztatjak a
hozzaféerhetdség aspektusal és a gyakran tarsadalmi osztaly-kerdések-
ben gyokerez6 hierarchikus strukturak megtorésének modjal a kultura
teruletén.

Translated into Hungarian by Dorottya Rédai
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Woxrkshop Un/Masking
(deutsch: De/Maskierxrung)

Im Rahmen der Ausstellung «Close(t) Demonstrations»
- eine Ausstellung liber die Vielfdltigkeit queerer Un_Sichtbarkeit

’T’(" Larissa Kopp (she/sie)

Wie funktioniert ein Workshop uber das Thema der Un_Sichtbarkeit,
der sich an Kinder im Alter von 10 bis 12 Jahren richtet? Ich finde, jed-
er Workshop ist einzigartig. Die Dynamik zwischen den Teilnehmenden
und der Workshopleiter:iinnen definiert und formt den Ablauf, der durch
soziale Interaktionen und kreative Prozesse entsteht. Aullerdem denke
ich, dass jeder Mensch — auch Kinder — das Konzept kennt, im Alltag in
Rollen zu schlupfen, um sich sozialen Erwartungen anzupassen oder um
diese abzulehnen.

Meiln Ansatz ist es, einen Dialog zu beginnen und verschiedene Metho-
den und Tools anzubieten als Anregung fur Diskussionen uber Diversitat,
die Wertschatzungunserer Fahigkeiten, Hintergrunde und Einzigartigkeit,
aber auch uber Geschlechterrollen und Stereotypen. Ein wichtiges Tool
1st die Diskussion verschiedener Kunstwerke, was interessante Fragen
und neue Perspektiven aufbringen kann. Andere Tools sind zum Beispiel
kreatives Schreiben, Assoziation und die Moglichkeit, aus kreativen Quel-
len zu schopfen und mit verschiedenen Materialien zu arbeiten.

Die ausgewahlten Werke, welche wahrend des Workshops besprochen
werden, zelgen Kunstlerinnen, wie sie mit Geschlechterrollen spielen,
oder verschiedene Personen, die sich mit Kostumen und Masken in Szene
setzen. Neben Bildern von Kunstwerken aus der Ausstellung «Close(t)
Demonstrations» werden auch Bilder von anderen ausgewahlten Kuns-
tlerinnen wie Ashley Hans Scheirl gezeigt und besprochen. Fragen kon-
nten zum Beispiel sein: Was macht eine Maske/ ein Kostum fur dich?
Wie kann eine Maske ein Symbol des Versteckens sein, aber auch eine
andere Version von dir selbst schaffen? In diesem Sinne geben die Kunst-
werke Denkanstofie und sind Ausgangspunkt fur Reflexionen uber Di-
versitat und Geschlechterrollen. Als praktischer Teil dieses Workshops
haben Teilnehmende die Moglichkeit, ihre eigenen Masken zu gestalten.
Neutrale, weille Masken konnen geformt und bemalt werden oder mit
verschiedenen Materialien beschmuckt werden wie Zeitschriftenschnip-
sel als Collage. Die Teilnehmenden konnen ihre Personalitat ausdrucken
und eine fiktive Version ihres Selbst kreieren, was im Anschluss in der
Gruppe besprochen werden kann, wenn sie das mochten.

Larissa Kopp ist Kunstlerin und Kunstmittlerin und lebt und arbeitet
in Wien. Zentral in threr kunstlerischen und padagogischen Arbeit sind
kollaborative Prozesse und die kollektive Entwicklung von Kunstformen
des Ausdrucks und der Prasentation. Zusammen mit Florian Aschka als
Kunstlerinnenduo, aber auch mit verschiedenen anderen Kunstlerin-
nen*kollektiven hat sie in den letzten Jahren verschiedenste Projekte
geschaffen und an vielen unterschiedlichen Ausstellungen teilgenom-
men. In ihrer Arbeit befasst sie sich unter anderem mit inszenierter Fo-
tografie, Performance als Tool zur Erforschung queerer Strategien wie
auch Mythologie und der Idee eines kollektiven kulturellen Gedachtniss-
es. Dazu gehoren auch Video, interaktive Happenings sowie performative
Interventionen, in denen die Grenzen von bestehenden Geschlechterrol-
len, konstruierten Attributionen und Standardisierungsprozessen auf die
Vorstellung einer queeren Utopie treffen. Ein weiterer wichtiger Schwer-
punkt ihrer Arbeit ist die Entwicklung und Anwendung neuer Ansatze
und Formen der Kunsterziehung und die Arbeit mit diversen Museums-
besucherinnen aller Altersgruppen und Hintergrunde. Larissa interess-
lert sich fur Aspekte der Barrierefreiheit und Wege, die hierarchischen
Strukturen im kulturellen Feld zu brechen, welche haufig auf Probleme
und Belange der Gesellschaftsschichten zuruckzufuhren sind.

Translated into German by Markus Firnkranz



Translatoxrs’ notes:
navigating in_visibilities, closets
and gendexs across different language

Iain Zabolotny, Markus Firnkranz, Tegiye Birey,
Liubov Samoylovich, Mette Freidel, Giul Andrighetto

Iain: Working on this catalogue and the exhibition included being confronted
with translations into 30 different languages and dialects, which had been an
exciting and challenging experience for us. We really wanted to share our
processes, struggles and the solutions that we found to be most useful in our
work. The following text is a combination of footnotes on our working lan-
guages and does not necessarily have to be read from the beginning to the
end, but can rather be consulted depending on the challenge one is
facing, as many subchapters or footnotes include solutions for gender
inclusive use of one or the other language, which was essential while
working with texts by the artists, many of whom use gender-neutral
pronouns. At the end of the document, solutions are presented for a
more inclusive language divided into various different languages.

Markus: Notes on A Translator’s (In)Visibility

Joining this project has been a very enriching experience
for me. My translation background is that of accessibility and
economical texts for companies. They need a rather strict lin- ear transfer
of the «sense», even if I do think this kind of translating is also very creative.
It was hard to adjust to the artistic and creative aspects of languages for this
project, to focus on the parts that were lacking and different from the original.
The choices we made for specific words, even 1if the meaning was not quite the
same 1n the source text. I needed to accept that some people who don't speak
the language cannot (fully) access these texts and that it was okay. In my free
time, I'm an artist myself, but this time my art self and my professional self
were meant to fuse in a process of creating texts that are a part of the art itself
that you can perceive in this exhibition. In translation studies, we talk a lot
about the translator’s (in)visibility and how it can affect the text itself and peo-
ple's reactions. It was a strange feeling to be asked to step out into the light, to
write about myself and even talk about my experiences right here in this text.
It makes me feel like these literary translators who write introductory chapters
before letting the author speak in their translated words.

German 1s a pretty gendered language, especially when it comes to person
1dentifying words, so it was fun to move around these gendered word forms
and find solutions for a more neutral language. The biggest problem was found
in the very title of the exhibition: There is no «closet» in German when talking
about the process of coming out. We just kind of... come out (sich outen, sein
Coming-Out haben...). The closet does not exist.

How much can I change the text in a translation for it to still represent the
original? Is it ok to create a completely different text with a slightly different
meaning?

Tegi: Anna’s curatorial text - trouble translating «the closet». Had a meeting
with the author to discuss possible choices. Greek and Cypriot Turkish have
the same word for the closet, however, Greek uses it in this exact queer sense
and Cypriot Turkish does not. Had a lot of ideas of how to translate «queer» and
«closet» with other words.
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This creative translation invitation provided me with an opportunity to ad-
dress the long-term unease I felt in my identification as a queer person. My ef-
forts to personalize this US-centric ideal and carry it on my skin were always
coming eye to eye with the elephant in the room; identifying with an intimate
community whose norms were anchored in a specific context, language and
relations of power that I was not fluent in. In Turkish-speaking contexts, the
word queer is translated either phonetically (i.e kuir), or not at all. How was I
supposed to translate the concept when Anna asked me to translate her text in

Cypriot Turkish? Kuir or queer does not sound Cypriot Turkish to me,
but more importantly, it does not do the work of affective translation of
the meaning, possibilities, power and peripheral visions queer-

ness so forcefully emanates.

Liuba: Using Ukrainian in a gender inclusive way wasn't
too tricky, to be fair. I only needed to be really attentive in catch-
ing all the instances of the words that showcase the attachment of
gender to it. And that is the lion's share, circa 80% percent according
to my rough estimations, of all the words that refer to a live human
being.
One more point worth broaching here that is more curious rather than
problematic is the translation of terms addressing the LGBTQ+ com-
munity. There is no literal translation for such words as «queer» or
«gay» in the Ukrainian language. Therefore, one needs to draw on
the borrowed translation so that there is always a reminder of the
terms «exotic» origin despite the domestication of the notions.

Mette: I was lucky with the texts that I translated and they were
relatively clear. In the one instance where [ had to translate «the
closet» (Diety’s closet), I just left the English word in, since there
1s no good German word that would be used in the same way
(der Closet).

Markus, concerning the process: It was useful to meet in the
beginning and to establish a common ground on the goals of the project and
our translations, to exchange examples of how gender and queer-related vocab-
ulary works in our different working languages.

Mette: Even if the discussions did not directly help me with the translations
into German that I did, it was important for me personally because I have never
been in a space before where people discussed language and translations this
way.

English

They + neopronouns

Womzxn, womyn.

The person instead of the man and the woman.
Professions: camera person, flight attendant, police officer

Repeating the name of the person/profession instead of switching
to pronouns

Leaving the pronouns out through passive voice.



Greek Anna T.

They (Naomi Frisson) use the neuter "to" and they change the endings which
are typically fe/male into it. It's very new and some terms flow better than
others and it's not always straightforward as to how to use it when gendered
terms are also potentially neutral.

[ use the same in my text as [ understand it to be more popular than the
earlier '@" ending

N KaAAttexvig (fem)

0 KAAMTEX VNG (Masc)

@ KaAAMTEXV(@ (older neuter)

TO KAAAITEXVO (contemporary neuter/non gendered)

Russian Iain Zabolotny

To avoid gendering, referring to yourself/enby person in the plural form
(grammatically plural they referring to one person), for example: 1 xoTenu
CIIPOCUTB, OHY COOBMPAOTCS IIPUNTMA.

For gendered plural nouns instead of generic masculine using the generic
feminine (the longer one out of two + the underscore or asterisk to disrupt it
(borrowed from German)

cTyaeHThl — plural masculine
CTyOeHTKM — plural feminine
CTymeHT_Ku — plural neutral 1
CcTyAeHT*Ku — plural neutral 2
cTyaeHT:KM — plural neutral 3, the most recent and preferred one.

Ukrainian Liubov Samoylovich

No articles, deeply gendered - endings.
Changing the gendered endings into the plural form.

German Markus Firnkranz, Mette Freidel, Iain Zabolotny

Asterisk Student*innen, Frauen*, trans* Personen
StudentInnen - do not represent everyone (focus on gender binary)

Doppelpunkt Student:innen is the best solution for the screen reader or Stern
*1is ok (read as “Stern’, one syllable = short), Unterstrich is too long (read as three
syllables).

Other option: put focus on the activity, eg Studierende (person that studies).
But it is still gendered and only works in plural form (“Sehr geehrte Studieren-
de..”) or reformulate “XY macht Kunst/schreibt..” (XY creates art/is writing ...)

Put female form in parentheses.

Non-binary pronoun does not exist, use neopronouns dey/zir or use pronouns
from other languages (dey/deren) or repeating the first name.

Reformulate sentences to avoid gendered nouns/person identifiers/pronouns
altogether

“mensch” instead of “man” (third person singular, neutrum), m*, wer

“Keiner” (noone) instead of “‘niemand” (the sound of the word implies"Mann”
(engl. man)

ENS-System: use middle part of “‘Mensch” = ens as a neo-pronoun
source: https://nibi.space/
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Turkish Tegiye Birey
No pronouns.
Vocabulary is the problem.

Knowledge in language constructions in both languages, fear of over-
assimilating into English.

French Markus Firnkranz, Giul Andrighetto
Avoid generic masculine (andocentrisme)
Avoild gendered forms eg infinitive constructions
Il est possible de ...
Feminisation of names/titles
Words to express group/function rather than person
le secteur agricole, la population parisienne, la direction
Word forms for all genders
les éléves (lycén/nes)
Double flexion
les Francais et Francaises, bonjour a toutes et tous

Alternation : les acteurs du monde meédiatique, les utilisatrices, les consom-
mateurs, et les influenceuses

contracted forms at end of nouns:

- parantheses : musicien(ne)

- capitalised E to combine: motivéEs

- hyphen (trait d'union) : musicien-ne-s, motivé-e-s, un-e

- middle point (point médian) : musiciennes / musiciennes
(not supported by screenreader)

les citoyennes, étudiante, lycéenne

- punctuation mark: musicien.ne.s, motive.e.s

- double flexion: acteurs/trices, acteurs-trices

neologisms:

agriculteurices (les agriculteurs et agricultrices)

froeur (instead of frere/sceur)

ellui (elle+lui)

toustes (toutes + tous), touz

- neutral flexions using &, x, z (for pronouns, articles)
elleux, euxes, lee, touz (tous)

- neo pronouns: iel, yel, ielle (most used according to survey)
others: ille, ul, o], ael, e, ele, ellui

- alternatives to “toutes et tous”: toustes, touz

sources: https://frwikipedia.org/wiki/Langage_inclusif_en_fran%C3%A7ais
https://www.relire-et-corriger.net/ecriture-inclusive

OGS (Austrian Sign Language) Markus Firnkranz

Not explicitly gendered (no pronouns), referring to someone as
just a person

Teacher 1s teaching person, artist is “art person” etc BUT -> if you
want to explicitly say a teacher is a woman (LehrerIN) you sign
“teacher + girl/female” (I've only ever seen this practice for women
and never for men until now, so there might still be a bias there)
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Another bias is found in signs like “‘daughter” = Son + girl,
female cousin = cousin + girl etc.

Referring to a person if they are there: Pointing at the person
OR nothing if context is clear (there are also verbs called direc-
tional verbs, so for example if you wanna say ‘I will help him/
her/them” you basically just sign “help” and the direction to/
from the person depending on who helps whom, it's a very con-
textual language + room/3D components)

Referring to a person if they're not there: Spell the name/ sign “name sign”

nou

Stereotypes (eg signs for “woman’, “man’”; facial expressions used when sign-
ing = grammar), assuming the gender (visual cues)

Queer as deaf — fb: QADaustria

Mach's Auf — site: machs-auf.at — IG: machs_auf

-> OGS-Meet-up — metalab.at/wiki/%C3%96GS_MeetUp
fb Stammtisch

Iain Zabolotny is an activist, interpreter and researcher from Novosibirsk,
RU. They studied Public Relations and Transcultural Communications and are
currently studying Interptreting at the University of Vienna. Iain is also a part
of in the FWF art-based research project «Magic Closet» on East-West solidarity.

Markus Firnkranz is a trans artist and translator specialising in accessi-
bility based in Lower Austria. His working languages are French, English and
German. He has a BA in Transcultural Communication and is about to finish
his MA in Specialised Translation, both at the Centre of Translation Studies,
University of Vienna. The field he i1s most interested in 1s accessible communi-
cation - making language accessible through translation, including subtitling
and Austrian sign language. Markus is very passionate about making the world
more inclusive and understanding and meeting people from various life stories
and cultures.

Tegiye Birey is a text worker and community-enthusiast from the Mediterra-
nean. She 1s a PhD Candidate in Gender Studies at Central European Universi-
ty and Utrecht University, and her research performs a postcolonial/decolonial
feminist reading of migration solidarity. She has worked in the field of refugee
rights, engaged in gender, history and youth research and training, and taken
part in feminist, queer, anti-militarist, and anti-racist networks transnationally.

Mette Freidel is a bookseller and freelance linguistic editor and translator.
She holds a bachelor’s degree in English and German and began a master's in
translation with a focus on literary, arts, and media translation. She has worked
as a teaching assistant at university level in the US and as a project manager
for cultural youth education in Northern Germany before coming to Vienna to
pursue her studies.

Giul Andrighetto (no pronouns) is a multilingual and internationally edu-
cated queer researcher. Born and raised in working-class suburban northern
Italy, Giul holds a master's degree in Gender Studies from the University of Lou-
vain and 1s currently enrolled in a PhD programme at the University of Vienna.
Giul's autoethnographic work explores lived experiences of queerness, white-
ness, social class and mental health to understand the messy entanglement
of reproduction and resistance to capitalism and heteronormativity.
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