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JlabopaTopid cTBOpeHa Ha NepeTHHI

ABox HampaMiB pob6oru I'0O «/lokyneiiz>:
mMikaumcuumiaiHapHOl MmmcTenbkoi mporpamu
DOCU/CUHTE3 Ta ApxiBy Biimm. I[porpama
CTBOpPWE TIPOCTip njasdA Aiajory Ta
kpuTuuyHOTO OCMHCIeHHA AokyMeHTAaJNBLHOTO
kino, cyyacHOTo MHCTeITBa M TeXHOJOTiMH.
Bing mouatky BoHa mpanwBaJja y ¢opmatTi
nabopaTopii. ApxiB Biiaum 3’aBuBcA y
BimmoBigb Ha HmOoBHoMacmTabHe pociilicbke
BTOpTrHeHHA B Ykpainy. lluppoBa mnardopma
cucrteMaTu3dye Ta Oe3meuHo 36epirae Bimeo-—,
aynio-, ¢oto— Ta TekcToBi cBimueHHSA
pociiicrkoi arpecii. JlabopaTopida moemHye
nocBin MikmumcrnuniaimapHOol MucTenbkol
nporpamu Ta nokymMeHTanbHi MaTepianam
ApxiBy, mo6 mpamwBaTH 3 TemMaMu maM’ATi i
30epekenHsa kyjabTypHOl cIaamuHA.

The laboratory was created at the
intersection of two work areas of the
Docudays NGO: the interdisciplinary
art programme DOCU/SYNTHESIS and

the Ukraine War Archive. DOCU/
SYNTHESIS creates a space for
dialogue and critical reflection

on documentary films, contemporary
art and technology. At first, the
programme worked as a laboratory. The
Ukraine War Archive was created in
response to the full-scale Russian
invasion of Ukraine. The digital
platform systemises and safely stores
video, audio, photo and textual
evidence of Russian aggression.The
Lab combines the experience of the
interdisciplinary artistic programme
with the documentary materials of the
Archive to work with the topics of
memory and preservation of cultural
heritage.
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TAUMIIAVH

31.07.2024

Mpesentauia Jlabopatopii

31.07-30.09.2024

Onenkon

1.10-31.10.2024

Po3rnan 3aasok

4.11.2024

OronowenHa npoekTiB-yyacHukie 0CBiTHLOTO MOAYNIO

19.11-23.11.2024

OciTHii Mopynb Jlabopatopii

23.11.2024

MpesenTauia npoekTis yyacuukis/-uub Mopyna

28.11.2024

OronoweHHa npoektis-dhinanicris

30.11.2024-

5.06.2025

Po6ota Hap npoektamu

1.04.-5.06.2025

Pobota Han dhinanbHoto BucTaskolo

30.04.2025

Mpe3senTauia 3asepuexnx npocktie MUTLIB/-cThHb

6.06-13.06.2025

GinanbHa euctaska Ha 22 Docudays UA



TIMELINE

31.07.2024

Presentation of the Lab

31.07-30.09.2024

Open call

1.10-31.10.2024

Review of applications

4.11.2024

Announcement of the projects participating in the educational module

19.11-23.11.2024

Educational module of the Lab

23.11.2024

Presentation of projects of module participants

28.11.2024

Announcement of finalist projects

30.11.2024-

5.06.2025

Work on the projects

1.04.-5.06.2025

Work on the final exhibition

30.04.2025

Presentation of artists’ completed projects

6.06-13.06.2025

Final exhibition at the 22nd Docudays UA



Ak Mu naM’aTaemo
How We Remember

Pob6oTa 3 namM'aTTio, ocobnuea akyctuka Ta pianor:
inTeps'to 3 opranizatop(k)amu Ta mextop(k)amu Nlaboparopii

Working with memory, unique acoustics, and dialogue:
interviews with the organizers and mentors of the LAB

Baptad Maphap'ad, Banum Maxitha
Vartan Markaryan, Vadym Makhithka

Onekcanapa lMneteneubka, AHHa Mixeenko
Oleksandra Pletenetska, Anna Mikheienko

Codpia Hopotkesny
Sofiia Horothkevych

Biktopia Jluxonbot
Viktoriia Lykholot

Biktopia Po3eHusenr
Viktoriia Rozentsveih

Bonoaumup Mpunyusknit, Anik lapman
Volodymyr Prylutshyi, Alik Darman

HapiHa Cunuua
Harina Synytsia

AxHa Isyenko
Anna lvchenko

Bitanii Ankosni
Vitalii Yankovyi

Bnaaucnas Mniceubknif
Vladyslav Plisetshyi

Onekcii Wmypak, lawa Moponbuesa
Alexey Shmurak, Dasha Podoltseva

HoMaHpa
Team
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KYPATOPCBHKUU TEKCT

KYPATOPCHKHI TEKCT.
AK MU HAM’ATAEMO

Mucrenprka poGoTa 3 apxiBamm, maM’ATTO

Ta KkyJnbTypHOWO CcHAgmMUHOKN B YMOBaX
noBHoMacmTabHOI BiWiHWM — pigkicHuit pecypc.
JlabopaTopHUil npomec TpumBajdicto B pik,

mo ¢iHanizyBaBcA y Oi¥ BucTaBIli, BUABUB
HecnoAiBaHi HamapyBaHHS W pe30HYBaHHS
ceHciB, ckommenTpyBaB o6pas3m, copmMyBaBmH
He3aMkHeHe moJile 3HaHHA, MO 3a0X04Yye

yaBy. B ekcmos3mmii momMiTHO mepeBaXanTh
BisyanpHi Menia, O6inpmicTh pobiT —
pyxome 3o06pakenHsa, mo Takok xapakrtepmsye
OOMiHAHTY B cmoco6i maMm’sTaHHA.

Po6oTa 3i cnafwwKHO — UapuHa Haidnepue kynbTypHUX
inctutyuin. VR-thinoM Baptana Maphap'ana Ta Banuma Maxithu

3anakosye ocobnuey Tuwy cnopodsHinoro nia Yac BiHKU My3elo
B iMepcuBHMiA, Haibinbw GykeanbHuii hopmar. [lesopicuTauia,
110 YacTo cynpoBoAyE AOCBIA CAPUAHATTA ULOFO MefiyMy,
TYT BAANO PUMYETHCA i3 6nykaHHAM 3a4MHEHNM NPOCTOPOM,

i3 3akioHcepBoBaHMMK ekcnoHaTaMK Ta npouecamu,
NoCTaBNeHUMH Ha nay3y.

CoH B yciX cencax, npaMoMy Ta MeTathopuyHomMy, ak cTau
[le30picHTauii Ta Aepeanisauii, cTaB HackpiaHuM TeMaTHYHUM MOTHBOM
baratbox pobit Buctashn. Inctanauia Codii Hopotkesuy MoHTYE
ocobucti cnoranu Ta apxisHi MaTepianu y Bigeoece, ake BoHa Bnucye
B iHcTanauiw. Beptukanbhe postawysannd nitkka sigHimMae ioro
YTHRITapHUIA 3MicCT, a CHYNbATYPHI eneMeHTH poboTH NOCHAIOHTH LeH
edekt. Nam'atanna Tyt - ypusku, ynamku ta ckanku, aki 36upatotbca
nicna obetpinie, TpuBokHOro cHy BNponoBik HMX Y onicna. MesHa
yacTuHa uux ockonkis HaBiTb nepennasnaeTbca B HOBY thopMy.

=
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KYPATOPCBHKUU TEKCT

Biktopia Po3eHugeir BinTeoptoe hopMy nekopatueHoro
NaHHo B iHWOMY, BiAMiHHOMY Bif nepwopkepena Matepiani -
Binbw yTHniTapHoMy, ane He MeHw kpnxkomy. Horo penvedh
«MepexTUTb», YHaouHIolYK poboty nam’ati, a Tako icToTHY
AnA Hei Ta ictopii MucTeuTBa npobneMatuky auxotomii
wopurinan - konia». ®iznyna onpuasneHictb hparMenTy 3a
MOTMBaMM 3pyiHOBaHOI cnaAwWwuHK npautoe Ha pekoncTpykuito
naM’aTaHHA He nuwe npo caMi kam'ai BuwnBankn — ane i
npo okynoBaHe MicTo B yCiX HOro Bpa3nuBUX MaTepianbHUX
netanax. MipgiweHui, Biainenni Bin ceoro apxitekTypHoro
ancambnio o6k, cxodinit Ha Buininui apTedhakt, wo BuHecno
Ha BunapkoBuit 6eper aeine nicna ninpusy Haxoscbkoi IEC.

L es_ ol

3akoposaHi cnoraau, 3awucposaHi B 6inapHuii kop nnetusa,
nponoHye MynbTUMeRiHNiA npoekt «YyTtnusni koHteHT» BikiTopii
TNuxonbot. B'a3aHi Ta BUWHKTI 06°ckTy NigHiMaOTL BEANYE3HUA NNacT
(eMinicTHyHMX koHuenuik: i 38’a3ky nporpamyBanHa Ta Thautea
110 cyyacHux kibeptheMinictuynnx Teopii. Taki Menia nos'a3ani

3 theminizmoM Takiodk i TOMY, Wwo B icTopuyHil peTpocnekTusi
crocyanuca npaktuk gomawnboro pemecna. Lie sukintoyano ix is
nona «sucokoro MucTeuTsan», ane i 3aranoM i3 kateropii pemecna,
110 BUMArac cnewianizoBaHoro 3HaHHA Ta BMiHHA. IXua aTpubyuia -
cipa 30Ha nobyTy Ta HeBUAMMOI NpaLi — AOMALLIHbOI, PYTUHHOI,
HeonnayyBaHoi.

barato npaktuk thinoutsa - konektneHi, mepedkesi. Tok pobota
330X04Y€E A0NYYNTHCA 10 B'A3aHHA, Ak 10 TepaneBTUYHOI cRinbHOI
cnpasy. THM4acoM MU npoaoBiiyEMO perynapHo NOcTayaTH «4yTANBHIA
kontenT», a Takos wykatn cnocobu penpesenTawii nocBiny, Wo CTOiTb
3a UMM, i pianory npo cnornagaxua 6ot Ta cTpatiaaHHA iHWKX.

- 11
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IncTanauia Bonogumupa Mpunyubkoro Ta Anika [lapmaua

nobynosaHa Hagkono gocnintienHa Ta 36epeieHna apxiBy
cTynentcohinx thinbmis i3 Hinotenekomnnekcey, binbwe
igomoro ak Liex 06po6ku nnigkn. Hatactpodiyna cutyauia is
kinocnawmMHO0 — NOBHO Mipo0 penpe3eHTye CTaBAEHHA A0
BNacHoi icTopii Ta Manioe HepaiayHy nepcnekTnBy TOTanbHOI
aMHesii ana Habnulyoro ManbyTHLOTO.

will feed the army of another state.

NokymenTtanbhuii unkn tinbMis «JlyraHwmua, nicHa Moa» AHHM
IB4eHko yHaoyHIOE Wwe oaHy Baknusy xapakrepuctuky cyyacHoro
nam'aTanHa - ioro konaikHy cTpykTypy, cknapeHy 3 ycix Monusux

Bi3yanbHuX Mepia. Ocobnuso B cuTyauii bpaky apxiBHux Matepianis -

ak ocobueTux, Tak i cninbHuUX — nam’atb, Micue npuxucthy
Haipoporkyoro, cTac konawiem i3 ineoposmos, ypuskis 1TY6- T2
Tene.isinHux ponukie, HaBirauii ryrn-Manotw. 3WwWMBae HapaTus
3HOBY TeMa TpuBkoi aepeanisauii, Wo He Aae 3MOTM PO3PI3HUTH COH,

MapeHHs Ta peanbHicTb. B iNTUMHIA TOHaNbHOCTi ONOBiAAHHA, BAPHHAE

we oaxa Baknuea cknaposa - 3abnoliosaHi cnoragy.

«CtoppeanicTM4HMil CETTHHI» Bigeoecer «BHoYi CHUTbCA
caf, 3anuwennit 6e3 Harnagy» akueHTye Ha npouecyanbHoCTi
Ta HaHN3YE Ha 0cOBMCTHI HapaTuMB pi3Hi Media, WO npautoE,
ak MHeMoHiyHa TexHika. OnoBinay chikcye posrybneHictb
wopno nepcnektusu 3 akoi BiH roBOpUTb, BTiM, MOEAHYE ii

- 12 -
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3 aptukynauicto konkpeTHoro focsiny ntoAnHKM Yonosiyoi
reHfepHoi couianisauii B yMoBaXx BiiHH Ta BAMYLIEHOI Mirpauil.
Binnpasuoto Toykoto HapaTusy cnyrye o3epo ak «micue
nam'aTi» (Tinbkn B ocoBucTii icTopir), Wwo peanicTuyHiwe
iCHye B yaBi, cnorapax, ait y reorpachiyuux koopaunarax. La
pobota nonae komentap npo 38’30k nam’ataHuA i3 TinecHicTio,
YyacoM, ineHTuyHictio, konctpykuieto ocobucrocti, a Takok i3
BUCHAIMBUM 3aCTPATaHHAM Y MHHYNOMY.

OcHoBoto pobotn Bnagucnasa Mniceuskoro ctanu ocobucrti

apxieu, 3MOHTOBaHi 3 MacMefiiHo Mo3aikoto. BineowoneHnnk-
enones cBiaYuTb Npo notik BoeHHoro noscakaenna: aymckponinr,
coumepeiesi 6atanii teitkie, MOHiTOPUHT HOBMH «no TOK Bili»,
TpuBokHi Baniau, n3sinku 6ausvkuM, koMnynbcusHe 1o3BinNg Ta
HecnofiiBaHi 0CAAHHA — pe3ynbTaTH NOCTiHHOr0 nepebyBaHHa Ha
Medki. Uikaeum € Te, ak pekontekctyanisoBaHi yepes guctauuito
Ta, HMoBipHo, Bpak apxigis MacMepiitHi hparMeHTH cTalOTb
HOCTanbriYHMM ClOppeanicTMYHMM CBigYeHHAM Ta 03Hakoto yacy.

A npoBanoM y YopHy Aipy uboro camoro yacy € 6e3 nepebinbwenns
nereHnapHa “MucteuTBo3HaBya nekuia” i 6oioBukis, aki 2014
poky B loneubky 3axonunu apTueHTp «I3onauia» Ta nepeTsopunu
oro Ha katisHto. Po6oTa Takoi npusepTac yBary 4o 3axucTy npas
Nr6T-cninbHoTH, Npo npucyTHicTb akoi y nasax 3CY, nanpuknap,
YOMYCb 4acTo X04yTb 3a6yTH B NyONiYHNX penpe3eHTauiax.

®inbM (Re)Covered Memory Onekicannapu Nneteneupkoi Ta
Aunn Mixeenko thikeye He Tinbkun 6opoTbby rpoMam 3a ceoe
MicTo, ane i icTopito 6e3naM’aTCTBa, WO MAE NEBHY TATNICTb
Y yaci. Bu3nayenHa «bini nnamu», ake BMOHTOBYETbCA B
0NoBifaHHA i3 6inbl NOETH30BAHOTO HAPATHBY, BUABNAETHCA
HaibBinbw 4iTkuM Bu3HayeHHAM Takoro cnocoby cnpuiHATTA
NpocTopy MicTa Ta NaM'ATaHHA B HaL yac. [InAa ofHMX yce
MicTo, cninbHui npocTip, yca kynbTypHa cnapwmua - «Bini
nnamu», nopowiHeya, ae Moie 3'auTHCA Nuwe npubyTok;
ANA iHWnX «6ini nnamu» - ue Taki Micua, ne BuboproeTbEA
npaso Ha Micto. Mpobnema «BiRbUpaHHA MUHYNOFO» CTOITH
Haa3BHyaitHo rocTpo BHacninok Aii ak 30BHiWHbOrO arpecopa,
Tak i BHYTpilLHbOTO.
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Hap binbwictio pobit ekcnosuuii ceoepinHum MetakoMenTapem
posropTaetbca HuBonucHuiA TBip Hapinu CuHMLI, Wo ocMHUCAIOE
BiiCYTHicTb apXiBy (ak MaTepianbHoi cknanosoi abo onopu
naM'aTaHHa), cnpuyuHeHy pisunmn dakTopamu. BogHoyac yu MokieMo
MM YABUTH CHTYyaUilo AOCTaTHLOrO Ta abCONOTHOrO apXiBy, Yu BCe

th neBHa BiACyTHicTb, HepocTaTHiCTb — Horo koHcTanTM? Po3nucana
noBepXHa cyBOK CUHXPOHHO ak npoMoBnae, apTukiyntoe, Tak i 3aTynae,
NpuXoBYE Woch. 3a cnosaMu MUCThHHI, ii poboTa nepenbayae pianor
y ny6niyHoMy npocTopi, a Takods rpyHTYETHCA HA BNACHOMY AOCBIAI
cBiAYeHHa icTopnynmux nopii 2014 poky — noyatky pociicbho-
ykpaincokoi BiiHn Ha [loHeyyuHi, Tods Moke po3rnapatica yepes
npusMy npaktuku komemopauii.

Llle Buwe, pewo BinokpemneHo, po3TalioBaHa 3anoBHeHa
3sykom «HiMHaTa My3eto 3abyBaHHa» i3 wopeHHnkoM cHiB y
nonapoifgHnX thparMeHTax — eHTponii cBiTy Ta 0bpasis. Take
NoeaHaHHA HaWbinbl HeMaTepianbHoro MediyMy Ta bykBanbHoi
yTuniTapHocti MaTepianbHux ypuskie, Maiitke cMiTTa, 3HATOrO
HawWwBMALWKMM MeToaoM doTodikcauii, cTBoptoe Hanpyry,
peneBaHTHY rineppeaniaMy CHy Ta AMHaMilli 3HUKHEHHA HaBiTb
cnoMuHy npo Hboro. Hixto gocTeMeHHo He 3Hae, Ak Mae
Burnapatu kiMuara Myseto 3abyanHa, ogHak, Moknueo came i
bpakye ana posyMiHua Toro, ak Mu nam’aTaeMo.

dk mMm maM’aTaeMo - BcTaBHA
koscTpyknia, dirypa MoBJeHHSd,
3aO0UT Ha OiJbpMy OJOCTOBipHiCTH,
3BepHEHHd J10 aBTOPHTETHO]l mos3mWmmii,
amendaniaga go kojaekTHBHOTO AoCBiny
Ta momyk omopm B mamM’ari.
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CURATORIAL TEXT

CURATORIAL TEXT.
HOW WE REMEMBER

Artistic engagement with archives,
memory, and cultural heritage amidst
full-scale war is a rare resource.

The year-long laboratory process that
culminated in this exhibition revealed
unexpected layers and resonances of
meaning, concentrating images and shaping
an open field of knowledge that invites
imagination. The exhibition is notably
dominated by visual media, and moving
images, which also reflect a dominant
mode of remembering.

Working with heritage is primarily the domain of cultural
institutions. The VR film by Vartan Markaryan and Vadym
Makhithka encapsulates the particular silence of a museum
emptied by war into an immersive and highly literal format.
The disorientation often experienced in this medium
harmonizes with the act of wandering through a closed
space-frozen exhibits and paused processes echo this
feeling.

Sleep, in both literal and metaphorical senses-as a state

of disorientation and derealization-emerges as a recurring
thematic motif throughout many of the exhibited works. Sofiia_
Horotkevych’s installation assembles personal memories and
archival materials into a video essay, which is embedded within the
installation itself. The vertical positioning of the bed removes its
utilitarian function, while sculptural elements amplify this effect.
Memory here consists of fragments, shards, and splinters gathered
after shelling, from anxious sleep during or after the attacks. Some
of these fragments are even remelted into a new form.

15



Viktoriia Rozentsveih recreates the form of a decorative
panel in a material different from the original-more
utilitarian, yet no less fragile. Its surface flickers,
visualizing the workings of memory as well as the
fundamental art-historical tension between “original”

and “copy.” The physical manifestation of a fragment
inspired by destroyed heritage supports the reconstruction
of memory not only of the stone-carved embroideries
themselves, but also of the occupied city in all its
vulnerable material detail. Suspended and detached

from its architectural ensemble, the object resembles a
surviving artifact washed ashore somewhere else after the
destruction of the Hakhovka Hydroelectric Power Plant.

X

Encoded memories encrypted into the binary logic of weaving are
offered in the multimedia project Sensitive Content by Viktoriia
Lykholot. Knitted and embroidered objects evoke a vast layer of
feminist thought-from the historical link between programming
and weaving to contemporary cyberfeminist theory. These media
are tied to feminism also because they are rooted in domestic craft
practices. Historically, this excluded them from the realm of “fine
art” and even from the category of skilled craft, despite requiring
specialized knowledge and labor. Their attribution lies in the

grey zone of domesticity and invisible labor-routine, unpaid, and
historically undervalued.

Many forms of feminine practice are collective and networked,
and this work invites viewers to participate in knitting as a
therapeutic, shared endeavor. Meanwhile, we continue to supply
“sensitive content” and to search for ways to represent the
experience behind it, as well as foster dialogue about witnessing
the pain and suffering of others.
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The installation by Volodymyr Prylutskyi and Alik Darman
centers on the research and preservation of an archive of
student films from the Film and Television Complex, better
known as the Film Processing Workshop. The catastrophic
state of film heritage starkly reflects the broader attitude
toward history and projects a grim vision of total amnesia in
the near future.

The documentary film cycle Luhanshchyna, My Song by Anna
Ivchenko illustrates another important characteristic of
contemporary remembrance-its collage-like structure, composed
of all available visual media. Especially in the absence of archival
materials-both personal and collective-memory, as a place

of refuge for what is most dear, becomes a collage of video
conversations, fragments of YouTube and television clips, Google
Maps navigation. The narrative is once again stitched together
by the theme of enduring derealization, which prevents the
distinction between dream, delusion, and reality. Within the
intimate tone of the narration, another important component
emerges—-blocked memories.

The “surrealist setting” of the video essay At Night, a
Garden Appears Unwatched emphasizes processuality and
threads together various media into a personal narrative
that functions as a mnemonic technique. The narrator
registers confusion regarding the perspective from which
he speaks, yet combines it with an articulation of the
specific experience of a person undergoing male gender
socialization in the context of war and forced migration.
The narrative’s point of departure is a lake as a “place

of memory” (but only in personal history), which exists
more realistically in imagination and memory than in
geographical coordinates. This work adds a commentary
on the connection between remembrance and corporeality,
time, identity, self-construction, as well as the exhausting
entrapment in the past.
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Vladyslav Plisetskyi’s work is based on personal archives, edited
together with a mass-media mosaic. The epic video diary testifies
to the flow of wartime everyday life: doomscrolling, social

media battles of fake news, checking up with updates “from the
other side,” emergency suitcases, phone calls with loved ones,
compulsive leisure, and unexpected moments of clarity-all
outcomes of constant existence on the edge. What's particularly
interesting is how mass-media fragments, recontextualized by
distance and likely the lack of archives, become nostalgic, surreal
testimonies and signs of the time. A plunge into the black hole

of that very time is, without exaggeration, the legendary “art
history lecture” delivered by militants who, in 2014, seized the art
center Izolyatsia in Donetsk and turned it into a torture site. The
work also draws attention to the defense of the rights of the LGBT
community, whose presence in the ranks of the Armed Forces, for
example, is often conveniently forgotten in public representations.

The film (Re)Covered Memory by Oleksandra Pletenetska
and Anna Mikheienko captures not only the community’s
struggle for its city but also the history of oblivion,

which has a certain continuity over time. The term “blank
spots,” which is embedded in the story from a more poetic
narrative, proves to be the clearest definition of such a way
of perceiving urban space and memory today. For some, the
entire city, the common space, and all cultural heritage are
“blank spots,” an emptiness where only profit may emerge;
for others, “blank spots” are places where the right to the
city is fought for. The issue of the “confiscation of the
past” becomes extremely acute due to the actions of both
an external aggressor and internal factors.

Over most of the works in the exhibition, a kind of meta-
commentary unfolds in Harina Synytsia’s painting, which
contemplates the absence of an archive (as a material component
or a pillar of remembrance), caused by various factors. At the same
time, can we even imagine a situation of a sufficient and absolute
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archive, or is a certain absence, insufficiency its constant?

The painted surface of the scroll simultaneously speaks and
articulates, and also covers and conceals something. According
to the artist, her work anticipates a dialogue in public space and
is also based on her own experience of witnessing the historical
events of 2014-the beginning of the Russian-Ukrainian war in
the Donetsk region-and can thus be viewed through the lens of
commemorative practice.

Still higher up, somewhat apart, is The Room of the Museum
of Forgetting, filled with sound and accompanied by a dream
diary in Polaroid fragments-entropy of the world and
images. This combination of the most immaterial medium
with the literal utilitarianism of material scraps-almost
trash, captured by the fastest means of photographic
fixation—creates a tension relevant to the hyperrealism

of dreaming and the dynamics of even the memory of

it disappearing. No one truly knows what a room of the
Museum of Forgetting should look like, but perhaps this

is exactly what is missing for understanding how we
remember.

“How we remember” is a parenthetical
Construction, a rhetorical figure,

A request for greater authenticity,
an appeal to an authoritative
position, a reference to collective
experience, and a search for

support in memory.
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IHTEPB’I0 3 OPTAHI3ATOP(K)AMU TA

MEHTOP(K)AMU JIABOPATOPII

POBOTA 3 MAM’ATTH, OCOBJMBA AKYCTHUKA
TA JIAJIOT: THTEPB’I0 3 OPTAHI3ATOP(K)AMH
TA MEHTOP(K)AMU JIABOPATOPII

llboropiu mporpama DOCU/CHUHTE3
o06’engHasaca 3 ApxiBom Bivam, mob
cTBopuTu MikpaumcnuniaiHapHy Mucrelnbky
na6bopaTopinw, HNPUCBAYEHY TeMaM
namM’aTi Ta kyasTypHOl cHmnajagmuHH.
Po6ora LAB: DOCU/CHUHTE3 x Apxis
Bi#irm TpumBasna pik, a 11 pesyamrTaTom
crtanu BucTtaBka Mmcrenrkmx TBOpPiB,
poamoBu 3 aBrTop(k)amMm Ta TeMaTH4YHA
auckycia. fkwmumM 6yB me# maax, saki
OmigXoam OO0 OCMHCJEeHHsS maM’ATi Ta
kynbTypHOI coaamuEE o6panm MUTHI /-
ctkuHi, y yoMy miHHicThb pobGoTm

3 nokymMeHTaslpbHMMHU MaTepianamMm —

MH PO3NHTAJH B MeHTOpiB/-ok Ta
kypatopkmu JlabopaTopii, a Takoxk

cuiB3acHoBHuka ApxiBy Bi#um.

Micna kinbkox etanis Binbopy Mucteubknx npoekrie Ta
ocBiTHboro Moayna asTop(k)v Binibpannx npocktie oTpuManu
thinancoBy Ta MeHTopcbky ninTpumhy B Medsax Nlaboparopii,
3aepwanbHuM etanom akoi ctana suctasha «fk mu
namM’atacMo» B Meikax 22 Docudays UA. 3-nomitk pobir, aki
yBiHwAu no ekcno3unuii: HMBONUCHMIA TBip, MOHYMEHTaNbHE
naHHo, iHcTanauii Ta (inbMu, a kono TeM, 06paHux
XynokHukaMmn/-nuamMn, 0XONNI0E NUTAHHA BUMYLIEHOT
Mirpauii, posnanis CHy, apXiByBaHHA Ta iHWKX acnekTiB
TeMaTHyHoi pamhu.

MAHYEJIb KOPPEA
mMeraTop LAB: DOCU/
CUHTE3 x ApxiB Biiiam

Konym6iiticekuit xynmokumk i pekucep
(Mepgensrim, 1991), memkae B Manmpupi.

Y cBoili TBopuocTi pmocnainkye mamM’AThH

i mocrtkorpaikrry pekomcrpykmio B
cydyacHuUX cycmiabcTBax. OTpuMaB CTYOiHB
Maricrpa pocainHmnbkol apxirtekTypm

B komenki Toamcmirc JloEmoHchkOTO
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yHiBepcureTty. bpaB yuacThs y mpoekTi
Forensic Architecture. PobGoTm

Koppea 6ynm mpepgcrtaBineni 3okpema

B Icmamcbkomy maBinbiioni ma 18-i
Benmeniiicekiit apxitekTrypHiini 6ienaJe,
I'panrkomy xypmokmbomy My3el Kunsthaus
Graz, PorrepmamchrkoMmy Mikmapommomy
kimopecTtuBani, Mysei Tamaitio B Mekcumi,
ranepei Presentation House y Kamapgi,
kynsrypaomy meHTpi Medialab Matadero

B Manpuni, Mysei cy4YacHOIoO MHCTEI[TBa

B Menennini, 8- HopBesbkiii Giemane
ckynponrypu, Mysei mamM’saATi Ta npaB JOAUHHA
B Ynni, B apxiBi e-flux Architecture,
Ha MikXmHaponmuHoMy kimodecrTumBasi
nokymernrtanbHOoro kimo DOK Leipzig Ta iH.

Ik Bu nna cebe Bu3HayaeTe pPoGOTYy 3
namM’aATTi0 B Muctenbkomy komrekcTi?

Xynoiniit kontekct - e Han3BMYaiHHO NNifHe none AnA B3aeMopii

3 NaM’aTTio. YacTo Micua TpaBMaTHYHMX nopii abo HeRoCTYNHi,

abo 3MiHeHi 10 HeBNi3HaHHA. 32 LONOMOrOK MUCTELTBA —

BNACHMX iHCTPYMEHTIB i noyyTTiB — MK MoikeMo BiATBOPUTH abo
nepeocMMUCNMTH Ui BTpayeHi Micua, BAMXaKOYH B HUX HoBe HnTTA.
[ina MeHe ue peTenbHe BUBYEHHA MHHYNOTO — He HOCTaNbrid, a cnocib
thopMyBaHHA 3HaYYLLMX 30608'a3aHb nepea MaibyTHIM.

ki migxoam mo ocMmMuUcIeHHA kynabTypHOI
cIaJmuHU IposBuimcsa B Mekax jsabGopaTopii?

Nabopatopia nana MeHi ModknuBicTb nonpautoBati 3 besnivyo
Hap3BuyaiHo uikasux npoektis — Big ckynbNTYPHUX iHCTaNAUIN Ao
thinoMiB i iuBonucy - B ocHoBi kodkHoro 3 akux nesas yHikanbHui,
iHHOBaULiMHNA nipxin. Y uux pobotax cnpobu 36epertu kynbTypHy
CRajLLMHY YacTo nepennitannea i3 XuMepHUMM CHaMu, fanekumn
cnorafamu Ta ABMLLAMKU cyyacHocTi. Yepes BilHy ykpaiHcbhni
kontekct cboroaHi ocobnueo aktyanbHui. Lla cutyauia, xoy i,
besnepeyHo, thaxnuea, cnoHykae Hac konekTsHo 3aMucnuTMCA Han
THM, Wo Mu gk cycninbcTeo Xoyemo 36epertu, a yoro no3bytuca
3apaau cnpaseanusiworo i cnokiiHiworo ManbyTHbOrO.

Akum pna Bac O6yB pgocBinm pobGoTwm
y ¢dopmaTi mnmabopaTopii?

Naboparopia sigkpuna ana MeHe 6e3niy rubokux, 3MicTOBHUX,

yyiHux npocktie. Mene ak HacTaBHuka Le HanuXano i 3BopyLIYBano
BoiHOYac. MeHi Bunana yectb kinbka Micauis cnoctepiratu, ak ui pobotu
thopMytoTbCA, CTAIOTb CUABHILLMMK Ta LiNiCHILIMMHN.
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OJIBTA BFAJAMOBA
MeHTopka LAB: DOCU/

CUHTE3 x ApxiB BiyHm

PhD, mucrentrBo3HaBuma, kyparopka,
Bukimanmauka. ConiB3acHOBHUIA Ta

ronoBa npaBiaiHHA I'0 «My3ei#t cydacHOTO
mMuctentBa» / MOCA NGO Ta Ukrainian
Museum of Contemporary Art / UMCA.
ConiBkypaTtopka npoekTtiB «ApxiB
MHCTeNTBa BOEHHOTO cTaHy», <«Kynbtypa
namM’aTi B moBoeHHi# YkpainHi» Ta

imn. 2017-2020 pp. — BacTYHOHHUIA
reHepaJbHOoTOo naumpekTopa HamioHanbHOTO
xynokHboTro My3ew Ykpaimm. I3 2019
poky — Buknamauka KumeBo-Mormasuacpbkoi
6isHec-mkonu. Cdpepa HaykoBuX
iETepeciB: MucrenrBo Ta kyarrypa XX-
XXI croniTh, MHCTEeHNTBO HOBHUX Mexnia,
Heodimiline pagsiHcbke MHCTenmTBO.

Ak Bu pgnsa cebe Bu3sHadaeTe PoGOTY
3 maM’saTTio B Muctenbkomy komTekcTi?

Po6ota 3 naM’aTTI0 Ha TepuTOpii MUCTeLTBA — e npiopuTeT N2 3apas.
Mu noTpebyeMo HOBOT MOBH NaM’ATaHHA He NULIe ANA NOJiH BiHM, WO
TPHBAE, ane i 3aranoM Ana 3uiNeHHA Ta NPoNpaLIoBaHHA iCTOPUYHUX
paH. fl ipto, wo nuwe MUTUi/-cThnni MokyTb CTBOPUTH LIO HOBY MOBY
NaM'aTi: YeCHY, EMNaTUYHY, BiANOBiAaNbHY.

Aki miagxoxmm OO0 OocMHCJHeHHA KyJaAbTypHOI
cOmaJgmuHEN NpoABUJIMCA B Mekax
asabopaTopii?

Y mekax Nlabopatopii 3’aBunuca HOBi Ta HecnofiBaHi cnocobu
po6oTy 3i cnapwuHot. Cteopennit komanaoto npoekty npoctip
BiNbHOTO, HiYyuM He obMeseHoro, ane noinopMoBaHOro
nocnipienna giporigHo cTeopus yMoBu ana noasu kinokox Houx
opmarie pobotu. fl aytke yekato Ha pinanisauito npoekris
yyacHukis/-nub, W06 ouinnTH pesynbrar.

fkumM pns Bac 6yB pgocBijg poboTum
y dopmari smaGopaTopii?
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Llei noceia € HaauxatounM i TepaneBTHYHMM. Hacnpaepi HiXTo 3 Hac
He 3Hae, ak npaBunbHo, i TOMY MK 3axonneHi cninbHuM nowykom.
Mowna chasaru, wo Mu B4yuMoca oanu o6 ogHoro, ak MoriHa nybniyHo
roBopuTy npo cknapHe i 6ontoye. Liei npouec notpebye aosipm,
cnisyyTTa Ta ocobnueoi akyctuku, ae nioan cayxawTb 0AHE OAHOTO.

AJXEHIC KEPBEJ
MeHrTopka LAB: DOCU/
CHUHTE3 x ApxiB Bi#am

i

Kamangcwrka xypmokmuma ta Buknapmauka
konenky Tonmcmirc. MepcomanpHi BmcTaBkm
Ta meppopmaHcu Kepbenm BipmGyBaamcsa
3okpemMa B Tate Britain y JloEpgoHi
(2010, BmcTaska Art Now), ranepei The
Arts Club y Ymkaro (2014), greengrassi
B Jlorgori (2023), HamiomanabHili Tanepei
y Ipasi (2023), The Common Guild y
Inaszro (2019) ra immmx. PoGorm KepGen
Takok O6ynm mpepmcraBieHi Ha 6e3aiui
rpynoBux BuctaBok, manpukmaapn, y Mysel
[lepaMana nmpu YHiBepcumTeTi KapinToma B
Mimaecori (2024) ta Ha JliBepnyabchbkiit
6iemane (2018). ®imanicrka Sobey

Art Award 2006 poky Ta Bonmogmapka
"Haropoaum ®Pomnay Illoma T'amaima 2011 poky.
Hominmantka ma Ilpemio Tepmepa 2015 poky
(Benuka Bpuramisa). JIkemic Kep6en kube
Ta npanoe B JloEgoHi (Benmka Bpuramisa).

Ak Bm nns cebGe Bu3HavyaeTe pobGoOTy
3 maM’saTTio B MucrenbkomMy komtekcTi?

Bupis nam'aTi pyike 6arato: kynbtypHa, konektuena, ocobucra,
HecBioMa, XxubHa. fapato, npautoBaTh 3 NaM'aTTIO B XyAOHHbOMY
kontekcti 03Hayae BMiTH NOEAHYBATH BCi Ui pi3Hi, a YacoM i
cynepe4nusi popmu. Toi nam’aTb cTae aktueHoto Ta notydiHoto
cunoto, a He npoctum nepeiinthom MuHynoro.

Aki migxomm pmo ocMmumcieHHA KkynabTypHOIL
cuagmuHN npogBuaumcAa B Mekax
ana6opaTopii?
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fl vitho ycBinoMuna pisunuto Mitk intepnpetauicto kynbTypHoi
CRapwWuKK Ta ii cnpuitHATTAM. MuTui/-cThuni 3 NaBopatopii pinuanca
BnacHuM bayenHaM nesHoro acnekty csoei kynbtypu - yacto Takoro,
wo nepebysas i 3arpo30t0, — a 4 HaMaranaca i 3po3yMitu ioro, i
NMPHBHECTH B HbOTO LWOCh CBOE. MeHe He NONMwWano BigyyTTa BTpaTH -
ane Tak camo i BigyyTTA 3006yThy: 3HaHb, PO3YMiHHA, NOrNARY.

fAkumM pns Bac 6yB mocBijg poboTum
y dopmari maGopaTopii?

MuTui/-cthuHi wenpo pinunuca noceinom i fopoGhom. Le
3asian sinyysanoca Ak wocb uinxe: Hibu T06i po3BonATH Ha
MuTb foTopkHyTHCA 0 Yoroch ocobnusoro. Ak Ha 3ycTpivax i
koHcynbrauiax, Tak i B caMmux pobotax nanysana atmocthepa
FOCTUHHOCTI Ta B3AEMHOCTi.

OJIEKCIN CAM
mMenTop LAB: DOCU/
CUHTE3 x ApxiB Biiliaum

Xynokauk, rpadik. 3akiHumB BianiseHHsA
rpadiuroro pumsaiiHy KuiBcwkoro
xynokabo-npommcaoBoro Texmikymy (1993),
a Takokx Bigmminmemmsa ctaHkoBol rpadikm
HanmionmanpHOl akamemMii o6pa3o0TBOPYOTO
mMucTenTtBa Ta apxiTtekrypm (2001). Bin
2004 mpamwe 3 mporpamoin Excel ak isa
pecypcomM BisdyaabHol MoBum. HoMmMiHaHT

Ha npemiio PinchukArtCentre 2009 poky.
Cai — aBTOp iHcTanamii I’M FINE,
ekcnmormoBaHol Ha ¢decTtmBasni Burning Man,
CMA (2024). Bys yuacHmkom La Biennale
di Venezia, ITania (2024).

Ak Bu nnsa cebe Bu3HadaeTe PoGOTY
3 maM’saTTio B Muctenbkomy komTekcTi?

Ha BiaMiHy Bia inthopMauii, 3HaHb, MUCTEUTBO AaE AocBiA. locBin
BathnuBilWNK 32 3HaHHA. MokHa 3abyTu npasuna kepyBanua
BenocuneaoM, ane He focBia i3nu. Towk rafatw, MUCTELTBO
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3anuwuTb Binbwy srapky npo BikHy, Hitk HOBUHK.

fAki mipxonmm mo ocmMucieHHA KyabTypHOI
cHaamuHu NpoABuIuMcA B Mekax saGopaTopii?

Y Na6opartopii npautoBanu xynouuku/-uui 3 pisnumn mepia,
pisHuM nocBinoM, okycom yearu. HaiuinHiwmm, ragat, ctano Te,
10 BOHKM 3yCTpinucAa B LKl ToyUi — ocobucTo, 3aBaakn yoMmy Manu
3Mory obMinATHCA noCBiAOM, 3HANTH koHTakTi Ana MakbyTHIX
npoekris.

fAkuMm nas Bac O6yB mocBijg poGoTwm
y dopmaTi nmabopaTopii?

Lle 6yno uikaso, HacuyeHo, nerko. Mig yac ceciit B Hac iHopi bys
cnapuur Ta 06Min ineamu, inoai xynokuuky/-nui notpi6ro 6yno
nuwe 6yTu noyytum/-oto Ta oTpumaty nigTpumky. Meui pobota
3nanaca npopykTtusHot, i 4 aytie yekato Buctasku, wob nobayutu
pesynbrar.

ONEKCAHJIPA HABI€BA

kyvpaTopka
LAB: DOCU/CHUHTE3 x

Apxis Binunm

Ak Bm pgna cebe
BHU3Ha4YaeTe PoGOTYy

3 maM’aATTHO B
mMuctenbkomy komrekcTi?

[ina MeHe Haibinbw npobnemMatnynuM B uboMy konteketi €
nutanHa «llo Take Mucteubka pobota?». IcHye 6arato niaxopis

i BU3HayeHb. B koHTekcTi poboti 3 naMm’aTTio HalbinbWw fopeyHo
srapati: camopednekcito, ahelit i npauto 3 HenpoABNEHUM B
MoBi. 0cobnuso % - Mmucteubkni TBip ak thopma theHoMeHanbHOrO
3HaHH4, WO Ma€ cnpasy 3 LOCBiAOM, Takoi CTyneHi iHTEHCHBHOCTI,
BceoxonHocTi, aAka He nippaeTbca incTpyMeHTaM Bepbanisauii.
3aranom, 4 npuctato o BinoMoi inTepnpetauii, wo Mucteubka
poboTa nuwaeTbca opMoto nparHeHHa abo ¥ HaBiTb Haru o
iCTHHA.

Aki migxomm mo ocMHUCIEeHHS KynabTypHOI
cHagmuHu HIpoABHUIHMCSI B Mekax maGopaTopii?

lapat, Tyt Binbw uiHHo He knacudikysat ui nigxoau, a
konctatyBaTh thakt, wo Mutuam/-cthunam, aki B3anu yyactb
y Nlabopatopii, Baanoca peanisysatu abcontoTHy ceobony B
ocMucneHHi kyneTypHoi cnapwmun. Bnacue, i cama Buctaska,
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il npocTopoBe piweHHa, cTaHyTb pofatkosum suthkom pednekicii
wono kynbTypHOT CNAALWMHA i koMeHTapeM CTOCOBHO ii CTaHOBMILA
B cyyacHux yhpaincokunx peaniax.

fAkuMm nnas Bac O6yB mocBijg poGoTwm
y dopmaTi nmabopaTopii?

[ina MeHe uei pocein 6ys nepiw 3a Bce hopMOTBOPYNM: Bify
MoMeHTY, konu 4 nepenana koneram B poboty koHuenuito
nabopatopii, no etany, konn npoekt Habys nepwnx o3nak utTa
i cTaB MaiijaHymnkoM ana 3ycTpiyi, B3aEMORIi Ta iHTEHCHBHOTO
cninbHOro npouecy.

POMAH BOHIAPYYK

cniB3acHOBHUK ApxiBYy
Bitam

Y yoMy mossarae
BaknauBicThr MmcTenmbkol
po6oTm 3 MaTepiajsaMu
ApxiBy Biutam?

Mu noctino wykaemo HoBi cnocobu, ak Hakonuyewi B Apxisi
MaTepiann MoMyTb NpaLOBaTH i BNAMBATH HAa HAPaTHBH, Ha
CBifOMICTb Ntofiei, Ha CNPUHHATTA pociicbhol arpecii B Yhpaini.
AHanitnyni 3gitu, HaykoBi gocnintienHa, typunanicteoki nybnikauii
yacto nosbasneni eMouin. A mucteubki pobotu - ue Te, wo
anentoe 0 emouii B nepwy yepry. flac MoinugicTb He Tinbku
Ri3HaTHCD NpO HOBY icTopito, ane M BiAYyTH, nepeduTh Led ROCBIN.
| ueit poceip nuwaetbca HasaskaM 3 rnanayeM, iWoro Hemomnueo
NiAMIHNTH YK 3aNepeyuTy.

ki Bami BpakXeHHAa Bin ¢opmarty
na6opaTtopii Ta mpoekriB ¢dimHamicrib/-ok?

fl 6ys Bpaikenuit kinokicTio 3aaBok, aka napinwna na konkypce, -

He oyiliyaB, wo byne tak 6arato ackpasnx inei Ta enty3siaamy ix
BTiNOBaTH B TakinX BUHaXignuenx thopMax. Paaui, wo eaanoca
cTBOPHUTH Mainanyuk ana possuthy inei y 3aBepueni Mucteubki
BucnoBu. | wo Apxis nonosHutbca konekuieto Mucteubkux pobir, aky
MU NNaHyeMo ekcnoHyBaTh Ha MitkHapoRHNX MaikaaHynkaX.
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WORKING WITH MEMORY, UNIQUE ACOUSTICS,
AND DIALOGUE: INTERVIEWS WITH THE OR
GANIZERS AND MENTORS OF THE LAB

This year, the DOCU/SYNTHESIS

program joined forces with the
Ukraine War Archive to create an
interdisciplinary art laboratory
dedicated to the themes of memory and
cultural heritage. Over the course of
a year, LAB: DOCU/SYNTHESIS x Ukraine
War Archive resulted in an exhibition
of artworks, conversations with the
artists, and a thematic discussion.
What was this journey like? What
approaches to memory and cultural
heritage did the artists explore?

And what is the value of working with
documentary materials? We spoke with
the Laboratory’s mentors, curator,
and the co-founder of the Ukraine VWar
Archive to find out.

After several stages of project selection and participation in
an educational module, the authors of the selected artworks
received financial and mentoring support as part of the
Laboratory. The final stage of this process was the exhibition
How We Remember, presented within the 22nd Docudays UA.
The exhibition features a range of works - including a painting,
a monumental panel, installations, and films - and explores
themes such as forced migration, sleep disorders, archiving,
and other aspects of the overarching topic.

MANUEL CORREA
mentor of the LAB:
DOCU/SYNTHESIS x
Ukraine War Archive

Colombian artist and filmmaker
(Medellin, 1991) based in Madrid. His
work explores memory and post-conflict
reconstruction in contemporary
societies. Correa has an MA in Research
Architecture from Goldsmiths College,
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University of London. He was part of
the Forensic Architecture project.
His works have been presented in
venues such as the Spanish Pavillion
at the 18th Venice Architecture
Biennale, Kunsthaus Graz, Rotterdam
International Film Festival, Museo
Tamayo in Mexico, Presentation House
Gallery in Canada, MedialLab Matadero,
The Medellin Museum of Modern Art,
The 8th Norwegian Sculpture Biennial,
Museo de la Memoria y los Derechos
Humanos in Chile, e-flux Architecture,
DOK Leipzig international documentary
film festival, amongst other spaces.

How do you personally define working
with memory in an artistic context?

Artistic contexts are incredibly generative spaces for engaging with
memory. Often, the sites of traumatic events are either inaccessible
or have been transformed beyond recognition. Through art, we can
use our tools and sensibilities to reconstruct or reimagine these
lost spaces, giving them new life. My practice rigorously examines
the past, not for nostalgia, but as a way of forging meaningful
commitments to the future.

What approaches to interpreting cultural
heritage emerged within the laboratory?

The laboratory allowed me to engage with a wide range of thought-
provoking projects, each with diverse and innovative approaches-
ranging from sculptural installations to films and paintings. In these
works, feverish dreams, distant memories, active projects, and
preservation efforts were often entangled. The Ukrainian context

is especially urgent today, given the ongoing war. This situation,
painful as it is, also challenges us to collectively reflect on what we
choose to preserve and what we let go of as a society, in order to
build more just and peaceful futures.

What was your experience like working
in the laboratory format?

The laboratory connected me with a number of deeply thoughtful
and sensitive projects. As a mentor, | found the experience both
inspiring and humbling. Over the span of several months, I had the
privilege of witnessing these works take shape, grow stronger, and
become more coherent.

31



INTERVIEWS WITH THE ORGANIZERS

AND MENTORS OF THE LAB

OLHA BALASHOVA
mentor of the LAB:
DOCU/SYNTHESIS x
Ukraine War Archive

PhD, art historiam, curator, and
lecturer. She is a co-founder and
chairwoman of the board of the NGO
“Ukrainian Museum of Contemporary

Art” / MOCA NGO and the Ukrainian
Museum of Contemporary Art / UMCA. Co-
curator of the projects “Wartime Art
Archive”, “The Post-War Memory Culture
in Ukraine,” etc. From 2017 to 2020
she was a Deputy General Director of
the National Art Museum of Ukraine.
Since 2019, she has been a lecturer at
Kyiv-Mohyla Business School. Research
interests: art and culture of the 20th
and 21st centuries, new media art,
unofficial Soviet art.

How do you personally define working
with memory in an artistic context?

Working with memory in the realm of art is the top priority right
now. We need a new language of remembrance - not only for the
events of the ongoing war, but also for the broader healing and
processing of historical wounds. | believe that only artists can create
this new language of memory: one that is honest, empathetic, and
responsible.

What approaches to interpreting cultural
heritage emerged within the laboratory?

New and unexpected ways of working with heritage emerged within
the Laboratory. The space for free, unrestricted, yet informed
exploration created by the project team likely enabled the
development of several new working formats. I'm very much looking
forward to seeing the participants’ finalized projects and evaluating
the results.
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What was your experience like working
in the laboratory format?

This experience is both inspiring and therapeutic. In truth, none of
us knows the right way - and that’s why we are deeply engaged in
this shared search. You could say we are learning from one another
how to speak publicly about difficult and painful topics. This process
requires trust, compassion, and a special kind of acoustics - one
where people truly listen to each other.

JANICE KERBEL
mentor of the LAB:
DOCU/SYNTHESIS x

Ukraine War Archive

Canadian artist and Professor of Fine
Art at Goldsmiths College, London.
Her solo exhibitions and performances
have been held at Tate Britain, London
(2010, Art Now exhibition), The Arts
Club of Chicago (2014), greengrassi,
London (2023), National Gallery
Prague (2023), The Common Guild,
Glasgow (2019), among many others.
Kerbel’s work has also been included
in numerous group exhibitions, such
as The Pearlman Museum, University of
Carleton MN (2024) and the Liverpool
Biennial (2018). She was a Sobey Art
Award finalist in 2006 and received a
Paul Hamlyn Foundation Award in 2011.
In 2015, she was nominated for the
Turner Prize, UK. Janice Kerbel lives
and works in London, UK.

How do you personally define working
with memory in an artistic context?

There are so many different kinds of memory: cultural memory;
collective memory; personal memory; unconscious memory; false
memory. | think that in order to work with memory productively - in an
artistic context — means that you need to straddle all these different,
and at time conflicting, forms. In that respect, memory can become
active and potent, rather than something relegated to the past.
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What approaches to interpreting
cultural heritage emerged within the
laboratory?

| became very aware of the space that exists between interpretation
and reception of cultural heritage. Artists from the laboratory would
share their particular understanding of a specific aspect of their own
cultural heritage - one which was at times dangerously at risk - and
| would try to both understand it and bring my own perspective into
the frame. The reality of loss was constant, but so was a feeling of
acquisition (of knowledge, or understanding, of perspective).

What was your experience like working
in the laboratory format?

The artists were all very generous in sharing their experiences
and their practices. It always felt like a privilege, like entering
a portal for a brief moment. There was sense of both hospitality
and reciprocity, both in the meetings/tutorials and in the
artwork shared.

OLEKSIY SAT

mentor of the LAB:
DOCU/SYNTHESIS x
Ukraine War Archive

Graphic artist. He graduated from the
Graphic Design Department of the Kyiv
Art and Industrial College (1993)

and the Easel Graphics Department of
the National Academy of Fine Arts and
Architecture (2001). Since 2004, he has
been working with the Excel software
as a visual language resource. He was
nominated for the PinchukArtCentre
Prize in 2009. Sai is the author of
the installation I’M FINE,exhibited

at the Burning Man Festival in the US
(2024). He participated in La Biennale
di Venezia, Italy (2024).

How do you personally define working
with memory in an artistic context?
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INTERVIEWS WITH THE ORGANIZERS

AND MENTORS OF THE LAB

Unlike information or knowledge, art offers experience. And
experience is more important than knowledge. You can forget the
rules of how to ride a bike, but not the experience of riding it. That’s
why | believe art will leave a deeper memory of the war than the
news ever could.

What approaches to interpreting
cultural heritage emerged within the
laboratory?

Artists working in various media, with different experiences and
areas of focus, came together in the Laboratory. | believe the
most valuable aspect was that they met in person - which allowed
them to exchange experiences and make connections for future
projects.

What was your experience like working
in the laboratory format?

It was engaging, dynamic, and effortless. During the sessions,

we sometimes sparred and exchanged ideas; other times, the
artist simply needed to be heard and supported. | found the work
productive, and I'm really looking forward to the exhibition to see
the results.

OJNEKCAHOPA HABI€BA

kypaTopka LAB: DOCU/
CUHTE3 x
ApxiBs BivaWn

How do you personally
define working with
memory in an artistic
context?

For me, the most problematic question in this context is: What is
a work of art? There are many approaches and definitions. In the
context of working with memory, it’s most relevant to speak of
self-reflection, affect, and engaging with what remains unspoken
in language. Most importantly - a work of art can be seen as a
form of phenomenal knowledge, one that deals with experience of
such intensity and breadth that it resists verbalization. Overall,

| subscribe to the well-known interpretation that a work of art
remains a form of striving - or even longing - for truth.

What approaches to interpreting
cultural heritage emerged within the
laboratory?
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INTERVIEWS WITH THE ORGANIZERS

AND MENTORS OF THE LAB

I think what’s more valuable here is not to classify these
approaches, but to acknowledge that the artists who participated
in the Laboratory were able to exercise complete freedom in
interpreting cultural heritage. In fact, the exhibition itself -
including its spatial design - will serve as an additional layer of
reflection on cultural heritage and a commentary on its place in
contemporary Ukrainian realities.

What was your experience like working
in the laboratory format?

For me, this experience was primarily formative - from the
moment | handed over the concept of the laboratory to my
colleagues to the stage when the project began to take shape and
became a platform for meetings, collaboration, and an intensive
shared process.

ROMAN BONDARCHUK
co—founder of the
Ukraine War Archive

Why is it important
for artists to work
with materials from
the Ukraine Var
Archive?

We are constantly looking for new ways in which the materials
accumulated in the Archive can work and influence narratives, people’s
consciousness, and the perception of Russian aggression in Ukraine.
Analytical reports, scientific studies, and journalistic publications are
often devoid of emotion. And works of art are what appeal to emotions
first and foremost. It gives you the opportunity not only to learn about a
new story, but also to feel and relive this experience. And this experience
remains with the viewer forever, it cannot be replaced or denied.

What are your impressions of the 1lab
format and the finalists’ projects?

| was impressed by the number of applications received for the
competition - I didn't expect to see so many brilliant ideas and
such enthusiasm to realize them in inventive forms. I'm glad we
were able to create a platform for developing these ideas into fully
formed artistic expressions. I'm also pleased that the Archive will
be enriched with a collection of artworks that we plan to exhibit on
international stages.
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«APXIB THIIT »

Bapranm Mapkap’sm, Bamgmm Maxitka
2025

VR-dinem

12:55

NokymentanbHa VR-cTpiyka npuceayena TeMi namM’aTi 1a
36epeieHna kynbTypHoOi cnafwmHyu B yMoBaX BiiHu. Ha

npuknapi Montascbkoro kpae3nasyoro My3eto, Wo € B3ipueM
ykpaincokoro MonepHy 3a npoektom Bacuna Hpuyescokoro, agTopu
po3mipkoBytoTb Hap TuM, ak My3ei nepeTBOPIOKOTLCA 3 NPOCTOPIB
elicno3uuii y npoctopu npuxosanoi nam’ati. Mysei noctae ak
Bpa3nuee, ane ctiike tino kynbTypn, wo 3b6epirac namM’aTb nonpu
THWWY, 3arpo3y i NPUCYTHICTb BilHA.
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ARCHIVE OF SILENCE

Vartan Markaryan, Vadym Makhitka
2025

VR film

12:55

A documentary VR film dedicated to the theme of memory and
the preservation of cultural heritage during wartime. Using

the example of the Poltava Local History Museum, a model of
Ukrainian modernist architecture designed by Vasyl Krychevshyi,
the authors explore how museums transform from spaces of
exhibition into places of hidden memory. The museum appears
as a vulnerable yet resilient body of culture, preserving memory
despite silence, threats, and the presence of war.
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(RE)COVERED MEMORY

Onekcanmnpa llnerenenbka, Amma Mixeenko
2025

nokyMeHTaAbHEUA (igabMm

11:08

Ipyna akrusictie/-ok GopeTbca 3a 36epeieHns icTopuynoi nam'athu
B eHTpi HueBa - 6yaunky 3a agpecoto Byn. Peittapcbha, 37 - aky
Xoye sHnwuTH 3a6ynosHuk. IxHa GopoTbba neperykyetbea 3 nopiaMu
Munynoro, konu panancoka snapa namaranaca creptu ykpaincoky
iNeHTHYHiCcTb. He3pyyHa cnajiluuHa CTae OCHOBOK ANA NaM’'aTi Ta
MailbyTHbOrO.
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(RE)COVERED MEMORY

Oleksandra Pletenetska, Anna Mikheienko
2025

documentary film

11:08

A group of activists is fighting for the preservation of a historical
monument in the center of Hyiv-a building located at 37 Reitarska
Street that a developer plans to demolish. Their struggle echoes
the past, when the Soviet regime sought to erase Ukrainian iden-
tity. The inconvenient heritage becomes a foundation for memory
and the future.
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«COHHHM TAPANIIY>»

Codhia KoporkenBwmu

2025

aynioBisyaJsibHa iHCTAaJAAINidg,
ckyanpnrypa 3 ryTHoro ckia
11:15

CoHHMi napaniy - ue asuwe, konu niopuHa nepebysac Ha Meki Mith
CHOM i peanbHicTio. HaMaraoyuch BUBpaTUCA 3 HbOTO, 3MYLLIYIOYN
cebe npokuHyTHCA, NIOANHA BiAYYBaE napaniy, 3apyxy, cninoty, Tuck
Ha rpyan Ta MapeHHa. B incTanauii «CoHHM#t napaniy» uei eHoMeH
cnyrye Metadpopoto NOEAHaHHA BYAGHHOTO i NiACBIAOMOr0 — CTaHy,
konu Badiko Binpi3HMTH peanbHicTb Bif HiyHoro kiaxy. CoH, wo
3a3BMyail € OAHMM i3 HebaraTbox pocTynuux kokHoMy cnocobis
BilHOBNEHHA, Y BOEHHHi Yac NepeTBOPHETLCA HA BonicHui nocein,
konu Hiy nocunioe cTpec i cTpaxu, wo HakonnyyTbea BnpoaoBH
koiHoro aHA noBHOMAacwWTabHOT BilHK.
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SLEEP PARALYSIS

Sofiia Korotkevych

2025

audiovisual installation,
mouth-blown glass sculpture
11:15

Sleep paralysis is a phenomenon where a person is on the border
of sleep and reality. Trying to escape it and force themselves to
awake, a human experiences paralysis, suffocation, blindness,
chest pressure, and delirium. In the installation Sleep Paralysis,
this phenomenon serves as a metaphor for the fusion of the
everyday and the subconscious - a state where it is difficult to
distinguish reality from a nightmare. Sleep, usually one of the few
accessible ways for everyone to recover, during wartime turns into
a painful experience, as the night intensifies the stress and fears
accumulated each day of the full-scale war.
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«YYTJIUBUIA KOHTEHT>
BikTopig JIuxoawsoT

2025
igcranania (Bigeo, B’s3aHi 06’ekTnH)
05:08

Mitspucunnninapuuit npoekT, aknit rpyHTYETHCA HA TEXHilli B'A3aHHA.
Min yac BifHK cTpiyky HOBMH 3anonoHMAK THCAYI thoTo, penopTaikis
i Bineo taxnusoro 3Micty. Lleit npoekt - cnpoba roBopuTH Npo
BiiHY, He noka3ytoywu ii. Yepe3 npaktuky B’a3anna, aka va npotusary
HaCHALCTBY po3cnabnae Tino ta posym.




SENSITIVE CONTENT

Viktoriia Lykholot

2025

installation (video, knitted objects)
05:08

An interdisciplinary project based on knitting techniques. During
the war, news feeds were flooded with thousands of photos,
reports, and videos of horrific content. This project is an attempt
to talk about the war without showing it directly. Through the
practice of knitting, which, in contrast to violence, relaxes the
body and mind.

Author — Oleksandr Burlaka
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«MyTRVBUA Sensitive
HOHTEHT» Content
Bixropia [MMHonsoT g'jjk:torm Lykhatar
dvcTameuin (sineo, B'Asand  dnstalimtion (video, knitted
Seon” ooa

npaesT, il
HIYETRCR i Tohelul o s psam,
L TRy HOBN

Orajict 18 a0 et 10 les sbout

B wine witnout srowing it oirecity,
Trriugh e practice of krdsing,
Which, 4n comrast 10 vicence, resaoms
The tody snd mind,




«KAM’IHI BUMNBAHKN HOBOI KAXOBKH»
BikTopisa PoseHmBeHWr

2025

ODaHHO, pi3bba mo 6GeTOoHY

flk npautoBaTi 3 naM’aTTIo y CTaHi BiacyTHOCTI? ik naM’aTb Moke
TpancopMyBaTuca B isonauii i yu morinusa ii aBToHoMia? Ak
36epiraT nam’aTb 3a YMOBH, L0 BOHA MoOHie CTAaTH EAMHUM HOCIEM
3unknoro? Yepes BiaTBopeHHa fnekopaTHBHOr0 OPHAMEHTANbHOIO
nanHo kam’'anux suwusanok i3 Huni okynosanoi Hosoi Haxoskn
asTopka posrnapae uei npouec ak cnocib nam’aTaHua i
3bepedieHHa — TOYHMIA, ane BOAHOYAC OMMCOBHH, WO TiNbkn

we Binbwe 3ManboBYE AUCTAHUIO Ta HegocAkHICTb OpUrinany.
HetoyHocTi pisbbnenHs, ake BukoHyeTbCA BPYYHY 3 NaM’aTi,
cTaloTh BakinnBoI0 YacTuHolo, Wo Bkasye Ha iMOBIpHi BTpaTH,
AMCTAHLII0 Ta HENOBHOTY 3HaHHA. 3aCTOCOBYHOYN edekT
«MepexTinna» penbedy, npoekt npautoe 3 ocobausicTio nam’ati
cTUpaTy abo NiAMiHATH feTani ¥ eNeMeHTH, 1e YaCTUHU NaHHO
CTaloTb HEAOCTYNHMMM 10 AeTaNbHOTO cnornananua. Tyt aBTopka
Haronowye ak na sainusocri 36epeiienna opurinany, Tak i
Texikn sukonanna. Il po6ota - nuwe konia, aka skasye na camy
HeobXinHicTb 36epiraTv Ta cBiAYNTL: NaM’'aTb Modnuea Tinbhu

y NpUCyTHOCTI, HaBiTh AkwL0 BOHA YMOBHA YN thparMeHTapHa.
Mam’atb TpuBae, nokn no Hei 3pepraroTbea, Heto onikywTbea Ta 1i
36epiratotb.
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STONE EMBROIDERIES OF NOVA KAKHOVKA
Viktoriia Rozentsveih

2025

panel, concrete carving

How to work with memory in a state of absence? How can mem-
ory transform in isolation and is its autonomy possible? How to
preserve memory when it can become the only carrier of what

has disappeared? By recreating a decorative ornamental panel of
stone embroideries from the currently occupied Nova Kakhovka,
the author explores this process as a way of remembering and pre-
serving - precise yet descriptive, which further emphasizes the
distance and inaccessibility of the original. Imperfections in the
carving, done by hand from memory, become an important part
indicating possible losses, distance, and incomplete knowledge.
Using a “flickering” effect of the relief, the project works with the
nature of memory to erase or replace details and elements, where
parts of the panel become inaccessible for detailed viewing. Here
the author stresses both the importance of preserving the original
and the technique. Her work is only a copy that points to the very
necessity of preservation and testifies: memory is possible only in
presence, even if conditional or fragmentary. Memory endures as
long as it is referenced, cared for, and preserved.
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«APXIB ¥V BIWHI»

Bonogumup Ilpunynekwmit, Anik Japman
2025

aynioBisyaJbHa iHCTaJaANis

12:50

AypioBisyanbHa iHcTanauia, wo nopywye nutaHHa 36epetieHna i
nepeocMucneHHa kiHocnaawmuy nig yac pocincoko-ykpaincokoi
BiHW. ABTOPH focninkyOTh apXiB AMNNOMHNMX (hinbMiB Ta ROCBIA
Niofed, NoB’a3aHMX i3 HAM, — npocTip, y akoMy HakonnyeHo He nuwe
nnisku, a A npotheciiHi 3HaHHA HA MeHi 3HMbiHeHHA. 36epedieHHa
OCMHCNEHHA apXiBy — eanHa ModnnBicTb, abu Ui MaTepiann cTanu
kinocnagwuuor. Akwo inbMu pokamn 3annwanuca 6e3s ysaru — 4u
€ BOHM cnpasAi dinbMamMu? Akwo iX HiIXTO He naM’aTae — Yu MoHiHa
Ha3BaTH Le cnaainHot?




ARCHIVE AT WAR

Volodymyr Prylutskyi, Alik Darman
2025

audiovisual installation

12:50

An audiovisual installation that raises questions about preserving
and rethinking film heritage during the Russian-Ukrainian war. The
authors explore an archive of diploma films and the experience of
people connected with it — a space accumulating not only films
but also professional knowledge on the verge of disappearance.
Preservation and comprehension of the archive is the only way for
these materials to become a film heritage. If films remain neglect-
ed for years - are they truly films? If no one remembers them -
can this be called heritage?
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«BIIICYTHICTb>»

Kapinma CuHHISA

2025

kwBonucuui TBip (mamip, akpwma)

MpoekT npo BiACYTHICTb apXiBy NOPYLYE NUTaHHA NPO NAM'ATb, Yac i
cnocobu 36epedienHa konektusnoro pocsiny. Y koutekcti akTusHoro
poskgity apxisysanua B Vkpaini asTopka xoye norooputi npo
BifICYTHICTb «apXiBHOro iMnynbcy», abo neBHy HeMOMANBICTb
3bepeienna.
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ABSENCE

Karina Synytsia
2025

painting (paper, acrylic)

A project about the absence of an archive that raises questions
about memory, time, and ways of preserving collective experi-
ence. In the context of the active rise of archiving in Ukraine, the
author wants to speak about the absence of an “archival impulse,”
or a certain impossibility of preservation.
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«JIVI'AHIMAHA, TITICHA MOdA>»
Yactuaa 1. Ilupk
Yactmra I11. Com

Arpa IBuenko
BijeoiHcTaganmida

2025

21:13

«Jlyranwwuna, nicHa Moa» - ue cepia sigeopocniniieHb, wo
cknapaetbea 3 iHTeps’o 3 MonoAMMK NtoAbMH, aki 3anuwnnu
Nyrancbk yepes pociicbke BTopruenHa 2014 poky. Tema iXHboro
pifHOro MicTa Ta OCBiAY BUMYLEHOro nepeceneHHa byna eauuolo,
110 He nopywysanaca npoTaroM nosrux pokis 3HaomMcTBa 3
asTopkoto. CooroaHi Hemae 3Morn nobayntu JlyraHcbk Ha BnacHi
04i, TOMy ioro o6pa3 36upaeTbca 3 pparMeHTiB OHNANH-ManN,
apxiBHuX Bifeo Ta posnosinei 6auspkux. Bineo byayTbCA Ha
po3nogiaax npo Micto cnosamu Apy3is asTopku, aki npeacrasnanTs
4acoM npoTuneHsHi NOrNAAM HA MiCTO Ta CYCNiNbLCTBO, iNOCTPOBAHI
3HaipeHuMu Bifeo i pparmentamMu Man. Onogiab repod nepwoi
YacTuHN koHueHTpYETbCA HA IHAYCTPiaNnbHOMY MHHYNOMY MicTa Ta
BMAMBI NponaraHan Ha cycninbcteo. Yactuua Il 3aHyproeTbea B binbL
iHTUMHY # eMOUIHHY NNOLMHY — CHH, CEHTHMEHTaNbHi cnoraam,
poauHHi icTopii. Xtoch 3ragye kntta y Jlyrancohy 3i wemkoto
HocTanbricto, XToch 6nokye cBOi NOYYTTA 3apau BRacHoro cnokoio,
ane HagiTb y ripkux cnorapax sigyysaetbca 10608 i 06epedine
XBHHOBAHHA.




LUHANSHCHYNA, MY SONG
Part I. Circus

Part II. Dream

Anna TIvchenko

video installation
2025

21:13

Luhansk, My Song is a series of video studies consisting of in-
terviews with young people who left Luhansk after the Russian
invasion in 2014. The theme of their native city and experience

of forced displacement was the only one never avoided through-
out long acquaintance with the author. Today, it is impossible to
see Luhansk with one’s own eyes, so its image is assembled from
fragments of online maps, archival videos, and stories of relatives.
The videos are built on narratives about the city by the author’s
friends, who sometimes express opposite views on the city and
society, illustrated by found videos and map fragments. The first
part focuses on the city’s industrial past and the influence of
propaganda on society. The second part dives into a more intimate
and emotional plane - dreams, sentimental memories, family
stories. Some recall life in Luhansk with poignant nostalgia, others
block their feelings for peace of mind, but even in bitter memories
there is love and careful anxiety.
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«BHOYI CHUTLCHA CAI,
3AJIUMEHUN BE3 HATJSNY »
Birtanin dakoBum

2025

Bijneoeceii, MoHOmepdopmMaHC,
TekcT, miamoTmOnHUME apyk
15:00

Bineoecei, npucBAYEHNA NaM’aTi NPo NAHAWADT, BUMYLIEHOMY
nepeceneHHo Ta cxoliocTi Micub, i3 akux Tikaew, i Tux, ne
onuuacwcs. Yepes obpa3s Micbkoro o3epa - ak Touku Mapwpyty, ak
cnoragy, ak cHy - aBTop pocnigkye TinecHy nam’aTb, BTpaty AoMY,
HocTanbrito 663 noBepHeHHA Ta BHYTPIlWHIO Ae3opicHTauilo, aka
Tpusae pokamu nicna noyathy BiiHu.
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AT NIGHT, A GARDEN APPEARS UNWATCHED
Vitalii Yankovyi

2025

video essay, monoperformance,

text, cyanotype print

15:00

A video essay dedicated to memory of landscape, forced displace-
ment, and the similarity between places you flee and places you
end up. Through the image of an urban lake - as a point on a route,
a memory, a dream - the author explores bodily memory, loss of
home, nostalgia without return, and inner disorientation that lasts
years after the war began.




«lMO0 T BYJAEN POEUTH,

SIKIIO BINHA IPONOBEUTHCH?»
Brnaagucnaas Ilaicenbpkwuii

2025

dbiaem

57:00

BineouwionenHuk-enonea y TpboOX YaCTMHAX Npo NoBHOMacwTabHe
BTOprHeHHa Pocii B YkpaiHy. Lukn dinbMiB npucBayeHnit nopam is
kny6Hoi Ta mucTeupkoi cdep. LLi repoi/-Hi yacTo MaprinanisoBani

B cycninbHoMy koHTekcTi, ane ixHii BHecok y nepemory Bia uboro
He cTac MeHw BadinueuM. Lle - «pokymeHT enoxu», akui 3annwnTb
CBilYeHHA IXHbOT akTUBHOCTI B CyYacHii icTopii.




WHAT WILL YOU DO IF THE WAR CONTINUES?
Vladyslav Plisetskyi

2025

film

57:00

A video diary-epoch in three parts about the full-scale Russian
invasion of Ukraine. A film cycle dedicated to people from club
and art spheres. These heroes are often marginalized in the social
context, but their contribution to victory is no less important.
This is a “document of the era” that will leave evidence of their
activity in contemporary history.
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«KIMHATA MY3EKW 3ABYBAHH{»
Onekci#n Mimypak, JNama IllogonbmeBa
2025

aynioBisyaJsbHa iHCTAJAANisa

MaM’aTb, 3rapyBaHHA, HaragyBaHHA — NOHATTA, Bakinugi ak ana
couianbHoi komyHikauii, Tak i ana nepconanbHoro nocsiay. Y cBoik
poboti Onekcii Ta lawa 3ocependsyoTbca Ha NpoTUNediHOMY
NoHATTi — 3abyBaHHi. 3aranbHa thanposa pamha incTanauii -
TeMaTHyHui My3eil abo apxis. ABTopu cTBOPIOOTb kiMHaTy
HeicHytoyoro My3seto 3abyBaHHa, npucBayeHy 3abyBaHHIo CHiB.
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THE ROOM OF THE MUSEUM OF FORGETTING
Alexey Shmurak, Dasha Podoltseva
2025

audiovisual installation

Memory, recollection, reminders - concepts important both for
social communication and personal experience. In their work,
Alexey and Dasha focus on the opposite concept - forgetting. The
general genre framework of the installation is a thematic museum
or archive. The authors create a room of the non-existent Museum
of Forgetting, dedicated to forgetting dreams.
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A

KOMAH

TEAM

MeunTtop(k)m
Mentors

Nikenic Hepben
Janice Herbel

Manyenb Hoppea
Manuel Correa

Onekciit Caif
Oleksiy Sai

Onbra banawosa
0Olha Balashova

KoMampma
Team

Onekcanppa HabieBa, kypatopka Jlaboparopii
Oleksandra Nabieva, Curator of the Lab

Nap'a Napeuko, koopaunatopha Nabopatopii
Daria Padenko, Lab Coordinator

3axap Manyxos, koMmyHikauinuuin Menensep Nabopatopii
Zakhar Manukhov, Communications Manager of the Lab

Ipuna Nasniokoscbka, kepisuuua sipainy 36opy Ta aHanisy AaHux
Apxisy Biinu

Iryna Pavliukovska, Head of the Data Collection and Analysis
Department at the Ukraine War Archive

Tetana CumoH, koopannatopha sipniny iHTeps’toBanHa ApxiBy BiHu
Tetiana Symon, Interviewing Department Manager
at the Ukraine War Archive

Mapuna PowwuHa, koopaunatopka Bigainy intepsroBanna Apxisy Biithu
Maryna Roshchyna, Interviewing Department Manager
at the Ukraine War Archive

Anactacia Ankosuy, komyHikauina meneptiepka Apxisy Bifinu
Anastasiya Ankovych, Communications Manager
at the Ukraine War Archive

PomaH boxpapyyk, Aptaunpektop Docudays UA,
cnie3acHoBHuk ApxiBy BiltHu

Roman Bondarchuk, Art Director of Docudays UA
and co-founder of the Ukraine War Archive
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DOCUDAYVYS UA

LALE:
=i
DOCU/SYNTHESTS X
URRAINE WAR ARCH

UKRAINE
WAR ARCHIVE


https://docudays.ua/
https://docusynthlab.com/
https://ukrainewararchive.org/eng/




