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Introductory note

Triangle for Ukrainian Artists (TUA) is a Crea-
tive Europe project implemented between 2023
and 2025 under the leadership of Kulturhuset
Stadsteatern (Sweden) in collaboration with Villa
Decius (Poland), Rikstolvan (Sweden), Theatre of
Playwrights / Tearp Opamarypris (Kyiv, Ukraine),
and Scensverige (Sweden). Conceived in response to
the Russian invasion of Ukraine, the project sup-
ports Ukrainian artists — particularly playwrights
- by helping them rebuild their creative capacity,
re-establish professional networks, and engage in
international collaboration.

The initiative brings together artistic residen-
cies, translations and presentations of Ukrainian
drama, public readings, and analytical research
leading to policy recommendations. Through this
comprehensive approach, Triangle for Ukrainian
Artists fosters cultural exchange and strength-
ens the role of art as a force for resilience, de-
mocracy, and freedom of expression in times of

crisis.

The present Policy Paper, authored by D. Sc. Boze-
na Gierat-Bieron, Professor at the Jagiellonian Uni-
versity, offers an in-depth analysis of the situation of
Ukrainian artists in Poland and Sweden. It provides
valuable insights and recommendations on how to
enhance their inclusion in local and international
artistic communities.

As aproject partnet, Villa Decius continues to de-
velop initiatives grounded in the idea of building an
infrastructure of empathy - networks of understand-
ing, solidarity, and cooperation across borders. Pro-
jects such as VACuM - Visegrad Academy in Cultural
Management, the Visegrad Summer School, Art Pi-
knik Ukraina, the conference “Weimar Triangle and
Ukraine”, and the scientific and literary residencies for
Ukraine exemplify our ongoing commitment to sup-
porting intercultural dialogue and artistic freedom.

I believe that the findings presented in this pa-
per will inspire further actions aimed at strength-
ening cultural cooperation and building infrastruc-

ture of empathy across Europe.

Prof. Dominika Kasprowicz
Director of the Villa Decius Institute for Culture




Introduction

The Triangle for Ukrainian Artists (TUA) was a Cre-
ative Europe project implemented between Novem-
ber 2023 and October 2025 through the collabora-
tion of partners from Sweden, Ukraine, and Poland.
Conceived during a time of immense uncertainty
and upheaval caused by Russia’s full-scale invasion
of Ukraine, the project emerged from a shared con-
viction that artistic expression must not only sur-
vive crises but also serve as a catalyst for renewal,
dialogue, and democratic values. Its central mission
was to support Ukrainian artists - particularly play-
wrights - by helping them rebuild the creative and
institutional structures necessary to return to work,
to share their stories, and to contribute to the cul-
tural reconstruction of post-war Ukraine.

TUA was guided by three main objectives. First,
it sought to empower Ukrainian artists to regain
agency and re-engage with their professional net-
works, both nationally and internationally, after the
war disrupted artistic infrastructures and displaced
many cultural practitioners. Second, it aimed to en-
courage new forms of artistic expression that am-
plified Ukrainian voices across Europe, promoting
cross-cultural understanding and forging meaning-
ful exchanges between artists and audiences from
different countries. Third, it worked to document
and analyze the project’s practices and lessons in
a policy paper that could serve as a transferable
model for supporting freedom of expression, ar-
tistic resilience, and democracy during crises in

other regions.

To achieve these goals, the project developed
arich sequence of activities that fostered collab-
oration, experimentation, and reflection. Ukrain-
ian artists participated in residencies in the South
of Sweden, which offered time and space to create
new work, engage with local artistic communities,
and experience a supportive environment condu-
cive to creative recovery. The translation of Ukrain-
ian plays into Swedish, followed by public readings,
enabled cultural dialogue and enhanced the visi-
bility of Ukrainian voices in Europe’s performing
arts landscape. The project also launched the dig-
ital platform TOP, a website dedicated to sharing
information, promoting artists, and archiving cre-
ative outputs, ensuring the project’s impact contin-
ued beyond its official duration.

The TUA framework further included Ukraine
Artistic Meetings in Stockholm, which gathered
artists, cultural managers, and policymakers to ex-
change ideas and explore collaborative opportuni-
ties, as well as a Mini-Play Festival in Kyiv, which
celebrated emerging voices in Ukrainian thea-
tre despite the challenges of wartime conditions.
A study trip and networking meeting in Krakow
strengthened cross-border partnerships, linking
Ukrainian creators with Polish and Swedish insti-
tutions. Moreover, participation in the Perform-
ing Arts Biennale provided Ukrainian artists with
international exposure, while the establishment of
a Culture Bank - a resource hub collecting and re-

distributing creative equipment - helped address




material challenges faced by displaced artists and
small organizations.

Research and knowledge-sharing were central to
TUA’s methodology. By combining practical activ-
ities with analytical reflection, the project identi-
fied ways in which cultural cooperation could effec-
tively sustain artistic communities under pressure.
The insights gathered through workshops, inter-
views, and collaborative exchanges were synthesized
in this policy paper, which highlights best practic-
es, evaluates obstacles, and proposes recommenda-
tions for future European cultural policies.

Ultimately, Triangle for Ukrainian Artists rep-
resented more than a temporary support mecha-
nism - it embodied a model of transnational sol-
idarity through art. It demonstrated how creative
networks could become spaces of healing, innova-
tion, and resistance in the face of war. As this poli-
cy paper outlines, the lessons learned from TUA ex-
tend far beyond the Ukrainian context. They offer
valuable guidance for policymakers, cultural institu-
tions, and artists worldwide on how to strengthen
the role of the arts as a force for resilience, democ-
racy, and freedom of expression in times of crisis

and recovery.
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Analysis and Possible
Solutions for the Situation
of Ukrainian Artists Living
in Poland and Sweden
During the Crisis

POLICY PAPER

He hung the Ukrainian flag on the Stowacki Theatre in Krakow, but after
disgusting acts of vandalism, he took it down and placed it inside the building.

Thisisa gesture of absolute solia'arit)/ with Ukraine. (RK2)
Author
Professor Bozena Gierat-Bieron

Jagiellonian University

Krakow, October 2025



Introduction

The Policy Paper: Analysis and Possible Solutions

for the Situation of Ukrainian Artists Living in Po-
land and Sweden During the Crisis aimed to explore
the needs of Ukrainian artists living temporarily or
permanently in Poland and Sweden as a consequence
of the Russian-Ukrainian war (2022). Its main objec-
tive was to catalogue the needs and expectations of
these artists, to examine their current situation, and
finally to present possible solutions for their inclu-
sion in cultural and artistic activities. The analysis
addressed three main research questions:

1. Institutional capacity: Do the organizational
and formal capacities of Polish and Swedish cul-
tural institutions (both public and non-public)
enable them to engage in international cooper-
ation and to respond effectively to the needs of
Ukrainian artists identified in the survey?

2. Professional attitudes: What are the attitudes
of artists in Stockholm and Krakéw toward po-
tential cooperation with Ukrainian artists?

3. Transferable model: What kind of triangular
model could be developed through this study
that would adequately respond to the needs of

artists at risk in other conflict zones?

The study was prepared in a pilot format. It has sur-

vey-based nature.

Methodology

The Policy Paper was based on an empirical social
study, conducted between May 1 and September 30,
2025, with a group of 30 respondents from Poland
and Sweden. The respondents represented artis-
tic professions, particularly related to theatre; they
also included directors of cultural institutions and
representatives of local authorities responsible for
the cultural sector. The study consisted of two stag-
es: (1) quantitative and (2) qualitative. The findings
of both stages are presented in the analysis and in

the summary.

Recommendations

Finally, the Policy Paper proposes recommendations
for decision-makers, aimed at improving the pro-
cesses of inclusion and integration of Ukrainian art-

ists into Polish and Swedish artistic communities.
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Results of Quantitative research

The quantitative study primarily involved partici-
pants of the Triangle for Ukrainian Artists (TUA)
project (who had attended workshops in Sweden
and Poland), as well as artists, who are working in

Krakéw or Stockholm in various formats.

Graph 1
Select the country about which will you fill in the
Questionnaire

11 responses

. Poland
[]

Sweden

Source: Author’s own calculations.

The study involved 11 respondents, aged between 30
and 46, i.e. people in their prime, actively and dy-
namically developing their professional careers. In
most cases (63.6%) they were individuals staying or
living in Poland, and 36.4% in Sweden. The respond-
ents worked professionally in the following artistic
fields: playwright, psychologist, managers, producers,
dramaturges, consultants, musicians, opera singers,

actors / translators, unemployed (theatre intern).
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Number of responses

Graph 2. Version A

How high do you rate the openness of the artistic /
theatrical community of the country you are, to co-
operate with Ukrainian artists (playwrights)?

11 responses

., I S

1(9,1%) 1(9,1%)

Source: Author’s own calculations.

2(18,2%) 2(18,2%)

Graph 2. Version B
Perceived openness of artistic circles
to cooperation

. Poland
. Sweden

| - -
0

Very low Low

Source: Author’s own calculations.

High Very high
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When it comes to the openness of Polish circles to
cooperation with Ukrainian artists, the most stable
and recurring response was Medium — 5 answers (in
both graphs). Polish artistic circles were assessed as
High (1), Very High (1), and Very Low (1). Swedish ar-
tistic community were evaluated more diversely: Very
High (1), High (1), Medium (1), and Low (1). Overall,

more assessments fall above Medium.

Question 4

How do you regard the opportunities of coopera-
tion / collaboration of Ukrainian artists (actors, play-
wrights, directors, musicians, costume designer) with

culturalinstitutions in Poland / Sweden? (Choose prop-
er answers. It could be more than 1).

Graph 3

How would you evaluate the effectiveness of the
state’s and local government’s support in developing
your career in the country you stay?

Note: You can selct oNLY one option per column

. In case of state

. In case of local goverment

Very low Low

Source: Author’s own calculations.

Medium High

State and local authorities’ support regarding the
careers of Ukrainian artists in Poland and Sweden
are rated as Medium, Low and Very Low. Within these
categories, the following differences were noted: in
the Medium category, more respondents pointed

to the state than to local government, whereas in

the Low category, more pointed to local govern-
ment than to the state. The Very Low category is
balanced. The High category is the weakest value
on the chart. Overall, the assessments are not Me-
dium, with a tendency toward weak and very weak

evaluations.
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No Possible answer No of %
Respond.

a) The cooperation with theaters (at any administrative level) is possible. Theatre di- 2 18,2%
rectors are eager to hire Ukrainian artists. The chances are high.

b) Cooperation with theaters in big cities is the only possibility. 2 18,2%

c) The Ukrainian actors and theater directors are hired in the theaters but only for 3 27,3%
part-time contracts.

d) The Ukrainian actors and theater directors are hired in the theaters but not regularly. 5 45,5%

e) Individual Ukrainian artists have no chance to be employed in theatres. They have 3 27,3%
to change their professional lives.

f) The Ukrainian artists have managed to get hired rather at the NGos than in pub- 1 9,1%
lic/state institutions.

g) | canpublishmy playsin the monthly magazine, participate in drama competitions, 3 27,3%
and take part in drama readings. This is very positive, but it will not guarantee fi-
nancial ‘survival’.

h) There is no any support for the Ukrainian playwrights. Theaters are not interest- 2 18,2%
edinsuchan area.

i) Communication with art and theatre institutions regarding job opportunitiesis 6 54,5%
limited and difficult.

j)  Theater decision-makers show little interest in staging Ukrainian playsin translation. 4 36,4%

k) My impression is that theater communities are eager to cooperate with Ukrainian 3 27,3%
artists. | have not heard the opinion that Ukrainians are taking away jobs from Pol-
ish/Swedish artists.

[) Igettheimpressionthattheater communities are reluctant to cooperate with Ukrain- — —

ian artists because they believe we are taking away jobs from Polish/Swedish artists.

Source: Author’s own calculations.
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The option (i) received the highest number of re-
sponses (6 R), highlighting the limited communi-
cation between artistic institutions and Ukrainian
artists in Sweden and Poland regarding employ-
ment opportunities. This lack of communication
may restrict access to available job offers. Letter
(d) 5R) is indicating that Ukrainian artists are in-
deed employed in cultural institutions in both Po-
land and Sweden, but their employment is irregu-

lar and, as noted in response (c) 3R), often based on

short-term contracts. Importantly, there is no ev-
idence of Ukrainian artists being stigmatized for
allegedly taking jobs from Polish artists (k) 3R).
Ukrainian playwrights have opportunities for pro-
fessional development in Poland and Sweden: they
can publish their works, participate in competitions,
and join script-writing sessions (g) 3R). However,
due to low interest in staging their plays in thea-

tres, potential earnings in these cases remain lim-

ited (j) 4R).

Graphs

How do you assess the bilateral cooperation
opportunities between Polish / Swedish and
Ukrainian theters / cultural institutions in the
current situation?

11 responses

. there is no such possibility
B limited possibilities

. irregular

there are possibilities with good will on
both sides

risky

very risky

Source: Author’s own calculations.

The majority of respondents (54.5%) believed that
there are limited opportunities for bilateral cooper-
ation, 27.3% stated that such cooperation is irregular,
while 18.2% considered that cooperation is possi-
ble if there is goodwill on both sides. Other catego-

ries did not receive any responses for this question.
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When | look at the list of artistic individuals involved in

a group exhibition, | see Ukrainian names. It is somewhat
different in the theatre environment, which is more challen-
ging due to the language barrier. Communication through
visual art has a much higher level of universality. The same
applies to music. Ukrainian classical musicians — soloists
and instrumentalists — work in Krakéw during the Opera
Rara festival or with Capella Cracoviensis. Regarding the
jazz scene, | do not see any significant barriers; it is truly
very transnational. Collaboration and mutual inspiration

are possible here. Whereas previously there was clearly

a turn toward Western Europe and the United States in jazz,
| now see that Ukrainian artists are increasingly appearing
in jazz ensembles, sometimes on a permanent basis. There is

also electronic and progressive music, which is strongly re-
presented in Krakow. One such underground venue is even
run by a Ukrainian collective (Sekta Selecta). The bj com-
munity is also open to Ukrainian artists; they are producers,
and this collaboration is vibrant. So in these three artistic
fields, | must say that my assessment is optimistic.(Rk1)




Result of

Qualitative
Research

The qualitative research for this study involved
conducting 20 in-depth interviews with respond-
ents from Poland and Sweden (10 from each coun-
try). The respondents represented artistic profes-
sions, particularly those related to theatre, and also
included directors / managers of cultural institu-
tions as well as representatives of local / region-
al authorities responsible for the cultural sector.
The research was conducted in the form of face-
to-face interviews as well as online meetings. Each
respondent was asked the same 10 questions in
order to explore different opinions within simi-
lar thematic areas. In total, 20 opinions were col-
lected for each thematic area. The interviews were
conducted between June 1 and September 30, 2025.
The respondents are presented anonymously in the
Policy Paper. They have been coded with the letter
“R,” with the respondent from Krakéw represent-
ed as “RK” and the respondent from Stockholm as
“Rs.” The ordinal number indicates the sequence
of the responses.

The following analysis will be presented in the
form of a discussion of respondents’ answers to

each of the questions (10 questions).

1. Are there any formal obstacles/con-
traindications to employing Ukraini-
an artists in Krakéw's / Stokholm cul-
tural institutions (including theatres)?
If so, what are they?

All respondents stated that there are no formal re-
strictions on employing Ukrainian artists in either
Poland or Sweden if the individual has completed
the residency procedures and is legally residing in
Poland/Sweden (and thus in the European Union).

One comment will be appropriate here.

| can say that | have never encountered any for-
mal obstacles that could prevent the employ-
ment of an Ukrainian artist. The decisive fac-
tors are always: artistry, professionalism, talent,
knowledge of the Polish language (if required),
as well as suitability for a given project. And, of
course, the legal grounds for such cooperation -
meaning either a residence card or, more often,
aPESEL UKR humber. (RK9)

Despite the absence of formal barriers to employ-
ing foreign artists, respondents identified four ma-
jor obstacles that make employment difficult. These
include: 1) limited job opportunities in artistic insti-
tutions or a small number of such institutions rel-
ative to the number of artists in a given city; 2) the
language barrier, meaning insufficient proficien-
cy in the language of the host country; 3) alack of
familiarity with Ukrainians and their culture, re-
sulting in mistrust of their skills and the quality of
their art, and 4) lack of career management skills
as a freelancer.

Here are comments relating to barrier no. 1.
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In Poland, we observe an overproduction of art-
ists in relation to the number of available jobs. If
adirector is unable to employ too many new art-
ists due to staff limits, then when making a choice,
they will likely choose a Pole rather than a Ukrain-
ian. (Rk2)

We have a problem in Stockholm: we don’t have
very many small theatres. There are two big insti-
tutions, but unlike in Denmark, where there are lots
of small theatres, we don’t have that groundwork.
There aren’tas many as there used to be,so | don’t
know how you would find your way in. It must be
very, very difficult. (Rs2)

What remains as an option is guest employment.
(RK6)

Being unestablished in Sweden right now makes
it difficult to get hired. (Rs9)

We employ on commission contracts; this is
acommon rule for many artists, not necessar-
ily Ukrainians. (RK5)

The kTo Theatre employs [them], because it has
very few people on permanent contracts, so it is
able to do so. (Rk2)

Maybe they are interested in collaboration with
the Ukrainian artists, but situation is very hard
for Swedish theatre workers at the moment, and
Swedish artists might think more about them-
selves. Stokholm is a small city. (Rs2)

Casual work, such as costumes for a performance
or multimedia, is not a problem. We invite peo-
ple to participate in specific projects. But when it
comes to an employment contract, it is very dif-
ficult. And it his has nothing to do with discrim-
ination. | am simply speaking realistically about
the situation. (Rk6)

Friend of mine, Swedish, one of the top musicians
herein Sweden.He has been a music teacher for

maybe 17 years. Unfortunately, there haven’t
been enough budgets to retain music teachers,
most positions are short-term contracts, free-
lancing for 1, 2, 3 festivals, concerts, and plays.
The situation is difficult. (rRs7)

[ truly believe that more people can be involved. The
main problem | see right now is the budgets and
consistency. Many projects start for a short peri-
od, then they shut down, and a lot of time must
be spent to restart them. (Rs7)

Employment is therefore possible on a short-term
contract, project basis, or for temporary work, how-
ever, as one of the respondents noted, Ukrainians
are often expected to meet slightly higher demands
during recruitment: They have to give much more, push
themselves, fight. It is bard to break through in this indus-
try. (RK4) Another factor limiting access to employ-
ment is the financial and staffing situation of thea-
tres in Krakéw and Stockholm.

Regarding barrier no 2 (the language barrier,
meaning insufficient proficiency in the language of
the host country), it is right to quote the following

statements:

They aren’t getting employed because they don’t
know the language. Language is actually the main
problem. We should have simultaneous transla-
tion during the shows, but that hasn’t happened
yet. (Rs1)

Language s a barrier,as we work almost entirely in
Polish,and actors who unfortunately do not speak
the language are effectively disqualified. (Rk6)

The main reason is language. It’s that simple. If
there were good actors and actresses from Ukraine
that could speak Swedish or even good English,
then that would be easier. We have Norwegian
actresses and actors on our stages. We have Nor-
wegian, Finnish, Danish, Icelandic directors and
that’s always a bit of anxiety because it’s someone
who comes from abroad and works with us, but
it’s a language question because we understand
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each other. Not Finnish, but we understand Nor-
wegian, Danish, Icelandic and we can easily con-
vert to Swedish. (rRs4)

Thus, the language barrier, especially in Sweden,
plays a significant role in limiting foreigners ac-
cess to work in artistic professions. Due to linguis-
tic similarities, Ukrainian artists can learn Polish
relatively quickly, whereas learning Swedish is more
challenging. An additional difhiculty is that Swedish
audiences expect theatrical performances in the na-
tive language. As one respondent pointed out, these
language requirements stem from the public func-
tion of Swedish repertory theatres: The institution
where I work is generally focused on people living in Stock-
holm, because it is financed by the city of Stockholm. (RS2).
In Poland, audiences are tolerant of actors speak-
ing Polish with a so-called Eastern accent, because
it does not interfere with the audience’s reception
of the play. There are also respondents who claim
that the language barrier does not actually prevent
them from finding support in Sweden: People say that
if you are an artist, you have to speak Swedish in order to
work within institutions, because the audience speaks only
Swedish. But I believe that if you really want to, you can
always find a way. (RS6)

Regarding barrier no 3, which indicates that cre-
ative communities are not yet ready to collaborate
with Ukrainians, as this is a new situation for them,
as well as for the foreigners who suddenly have to
face a completely different reality, the following
quotes illustrate this state of affairs:

The skills I bring from living in a war zone, it can
help people here better understand, how culture
shapes us and why it matters. At the same time, we
are trying to help both, here and there,and to con-
nect these two points together.So you need to ask
yourself: what is your place? Where do you belong
to? For me, it’s about skills and mindset. That’s the
most important part. And here I’'m not speaking
specifically about Ukrainians. It’s not easy, when
you leave your country, the place where you've lived
your whole life, where you know everything. Then
you face a new language, a new system; everything

is new.So you have to start from zero: building skills,
creating networks, changing your mindset a little
bit for the job market, and just keep going.(rs7)

We have not reached a state where Ukrainians
and Ukrainian culture is something common in
our life.(rRs6)

There has also been an opinion expressed that, in
fact, there are no specific contraindications to em-

ploying foreign artists:

| don’t think there is any real obstacle to doing that.
However, people still need to meet somewhere,
and they also have to want to do it. On a personal
level,it can be more difficult, because fora Swed-
ish person, for example, it is always harder to co-
operate with something you don’t know enough
about. | think this is very much true for the entire
cultural field in Stockholm and Sweden. The bar-
riers are not concrete; they are more about per-
sonal experience and familiarity. (Rs5)

Finally, regarding barrier no 4 (lack of career man-
agement skills as a freelancer), one comment is very

important:

It's the extra skills that an artist must have, such
as project management and learning how to be-
come a better freelancer.| studied at Netvakstan
International Project Management Culture. This
is the only school in Sweden that offers this type
of education for two years. At now, together with
the school, we developed a project called »The
Art of Living on Art.«. This project was created to
teach foreign artists and musicians essential pro-
ject management skills: how to find funding, cre-
ate budgets, and build projects. (Rs7)

2. Could Ukrainian artists receive financial
support in Poland / Sweden? In Krakéw /
Stokholm?

Ukrainian artists have received and continue

to receive support from both, central and local
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authorities. Various forms of support (especial-
ly social assistance) were offered in 2022. Ad hoc
programs and funds were created for Ukrainians
fleeing the war, including artists. Polish-Ukrain-
ian cultural cooperation in the cultural sector
has been developing in Krakéw since the 1990s.
There has been an intensive artistic exchange
between Krakéw and Lviv/Kyiv, including chil-
dren and youth. Since 2022, support for Ukraini-
an artists has somewhat decreased — both in Po-
land and in Sweden. However, according to the
interviewees, grants offered by local and region-
al authorities to NGOs and other public insti-
tutions remain available, and Ukrainian artists
can participate in them. The interviewees men-
tioned the following funds or institutions which
grants are accessible to Ukrainian creators in Po-
land and Sweden: Gaude Polonia (Polish Minis-
try of Culture’s Scholarship dedicated to Ukrain-
ian and Belarusian artists), Krakéw’s City Council
funds, Matopolska Council Programmes, Rikstol-
van artistic residency in Sweden, Nordic Foun-
dation, Swedish Arts Grants Committee, The
Swedish Academy, Culture Moves Europe pro-
gram (UE). The respondents clearly emphasized
the lack of a special/separate fund (both in Po-
land and in Sweden) that would be intended sole-
ly for Ukrainian artists.

The following statements provide further clar-

ification on the subject.

In Krakow, support for artists is primarily provid-
ed by the City authorities, while the regional gov-
ernment of Matopolska, through competitions for
non-governmental organizations, supports artists
of various nationalities. Specifically for the cul-
tural community of Ukraine, in 2022 we carried
out an open call for proposals for NGos entitled
>>Solidarity Culture< <, the aim of which was to
offer cultural activities as a means of integrating
the inhabitants of Matopolska with the Ukraini-
an community. Within this framework, projects
were implemented that engaged both Ukrainian
artists and Ukrainians as beneficiaries of these in-
itiatives. (Rk7)

In 2022, the Marshal’s Office subsidized, for a cer-
tain period, employment positions for Ukrainians
in the theatre; naturally, the contracts were fixed -
term. Certainly, the Krakow authorities have nev-
erobstructed or complicated employment proce-
dures for foreigners. (Rk10)

There is no grant system that favors Ukrainian
artists. They participate in the same programs
as Polish artists, but their chances are general-
ly lower, often due to cultural differences, lan-
guage and the use of a different conceptual ap-
proach. (Rk4)

| think it was for artists, painters, digital or mod-
ern artists. They have had some money, some cul-
tural support, doing shows. (Rs1)

It is better if you work inside with an institution.
I mean the money goes to organiser and then to
the Ukrainian artist. (rRs2)

When they first arrived, they were more like other
NGOSs,organizing activities together with Ukraini-
ans coming to Sweden. Today, | would say they are
organizing themselves more like the rest of the
cultural sector in Stockholm. (Rs5)

The whole field is shrinking anyway because we
don’t get enough money, we don’t get compen-
sation for the inflation. (Rs4).

Ukrainians have to fulfil the same conditions as
everybody else in Stockholm. So they get money
from the same. In the beginning they got money,
because they were just coming and they were just
organising themselves and they had big organisa-
tions behind them. | would admit that funds are
probably decreasing now. (Rs5)

If you want to work with Ukrainian music and
Ukrainian culture, especially at the beginning of

the war, the interest was much higher. (Rs7)

Stockholm City doesn’t employ very many people.
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We mainly provide funding to various projects in
small theaters, companies, museums, musicians,
cinemas, filmmakers, and so on. We do support
Ukrainians financially, but we don’t own these or-
ganizations, so we can’t decide who they employ.
We have provided a significant amount of fund-
ing to cultural centers that organize activities for
Ukrainians coming to Sweden. There are different
productions and arrangements we did give mon-
ey to go through the years. (Rs5)

In Sweden, there are grants that artists can ap-
ply for at different level: municipal, regional, and
national. Sometimes you need to be an organi-
zation or a company. We could apply for funding
to hire Ukrainian artists. So, you can either apply
for grants for your own work, or for project-based
funding, which is actually quite common.(rs10)

3. In your opinion, are artistic communi-
ties open or closed to cooperation with
Ukrainian artists?

4. Are Polish/Swedish cultural institu-
tions open to employ Ukrainian art-
ists? If not, what are the obstacles?

The answers to these two questions have been com-
bined because respondents often answered both
questions interchangeably in a single statement.
Thus, the topic of “openness” to the “other, foreign-
er’ has been merged here. Almost all respondents
believe that both artistic circles and cultural insti-
tutions demonstrate an above-average openness to
cooperation with Ukrainian artists in Krakéw and
in Stockholm. Artists show empathy and under-
standing for the difficult situation, and they are
supportive and protective. Artistic communities are
rated very highly by respondents in terms of inclu-
siveness towards war refugees. Some interpersonal
tensions or certain ambiguities regarding this sit-

uation are described in the statements below:

People in creative professions are often more
open, tolerant, and accepting. For them, origin or

nationality does not matter. They value human,
moral, and professional qualities. (Rk9)

Palestinians and Ukrainians are the two special
cases these days. Unfortunately, | wish all refu-
gees received the same special attention. But in
general, the Swedish people, by nature, are open
tointernational cooperation. They are truly a wel-
coming nation. (Rs7)

The behaviour of theatre ensembles towards these
artists has been very ethical. We all cared about
them and brought them whatever they needed.In
theatres, itis considered proper to support people
fleeing from war. (Rk10)

I’'m one of the people at my theatre who tries to get
something done for the Ukrainians because | feel
a bit guilty about not doing anything.| thought we
had an obligation to take action. (Rs4)

The Swedes have been very positive to Ukrainians
and their culture. We feel similar to them, even
the right-wing people. Extreme rights have been
very positive to Ukrainians and helpful, so there’s
no negative feelings to Ukrainians. People really
helped them, and they opened their houses, you
know, like immediately all over Sweden. (Rs1)

The institutions are open and close in the same
time. Probably they want to engage Ukraini-
an artists, but | haven’t seen that many pro-
jects. (rRs2).

They’re both open and closed. | mean, if you ask
anybody in the cultural field, it would say, of course
we would like to do something with and for the
Ukrainian artists, but it’s not the same to say: ‘Yes,
| would employ some.(rRs6)

People are open. But Swedish theatre is in cri-
sis. (RS3)

I would say that we consider them as victims and
we want to support them. (Rs4)
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We approach them with great respect, because we
know what they have been through. (Rk6)

It's difficult to come to Sweden and work in cultural
world if you’re not Swedish. It is not a big country
with a small labour market. But still, | think people
are more open-minded to Ukrainians than most
other people. It’s such a strong support for the
Ukrainian case. (Rs5)

Some respondents noted limited openness to work-
ing with Ukrainian artists, although it was widely
acknowledged that they were welcomed very hos-
pitably in Poland and Sweden. Various reasons for
these limitations were indicated, primarily compe-

tition and negative effect of equality policies:

No one is actively refusing Ukrainian artists from
participating in the field, per se. However, there
are many Swedish people who may simply choose
someone else. (RS5)

Everyoneisopen,butlet’s be honest,nobody par-
ticularly likes a situation where someone has re-
ceived supportin the arts just because she/heisan
Ukrainian. An artist must demonstrate the qual-
ity of their work. (Rk4)

All of this may look positive, but of course, when
it comes to various services, negative feelings can
arise. Ukrainians are taking something away from
us. If adirector were to assigh an important role
to someone who is not Polish, but Ukrainian...?
Conflicts would likely emerge, because such ten-
sions already appear in other areas. For example,
as a Pole you might have to wait in line for a doc-
tor, while Ukrainian gets immediate access. (Rk2)

Respondents provided a more detailed, analysis of
employment policies within institutions. Polish re-
spondents pointed to the employment of individual
actors at the J. Stowacki Theatre in Krakow, faznia
Nowa Theatre, KTO Theatre, Barakah Theatre, as
well as at the Krakéw Opera House and the Krakow

Philharmonic. A significant number of statements

focused on directors’ decisions and the responses of
the employed staff (artists) to these decisions. They
also underlined personal connections with Ukrain-
ian directors who are active in Poland or they are
graduates of Polish directing programs. The gradu-
ates look for work in theaters, bringing interesting
texts to be staged. It sometimes happens, that when
a Ukrainian artist performs as a guest in a theat-
er, nearly 9o percent of the audience is Ukrainian,
who are well informed about contemporary Ukrain-
ian productions in Poland. Personal contacts built
up a chain reaction: someone recommends anoth-
er person, who then fits the theme of the next pro-
duction or project. However, respondents empha-
size that the primary condition for employment is
professional competence.

These statements are presented below:

We really take skills into account. We are not set
on discriminating against anyone, thinking that
only Poles must get job. To put it simply, we do
what we can, because indeed quite a few people
from Ukraine have worked and continue to work
with us.So far, thisamounts to around 15 individ-
uals, from various artistic fields. (Rk6)

It depends on who the artistic director is. If the
artistic director is interested in, institutions are
more open. | think the biggest obstacle is the ar-
tistic directors themselves, how much they know
and how much they are interested in the political
situation of Ukrainians. (rRs2)

This depends on the director’s decisions and the
theatre’s programming direction. Itis not primar-
ily a matter of context. Ukrainian works have al-
ready been featured in dramaturgy reviews. (Rk6)

In the theatre, | employ Ukrainian creators not
only in acting positions but also as technical staff
and makeup artists. When | give them a position,
itis on exactly the same terms as for others. They
are treated equally. For me, it makes absolutely no
difference that they are from Ukraine.In my the-
atre, pay rates are not linked to nationality. (Rk10)
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| got a permanent position. The director trusted
me.| really did not expect to be able to work in my
profession.When | was accepted, | felt like part of
a family. Artistic ensembles and institutions are
very open to Ukrainian creators. The question is
whether they have the capacity to employ more
people. (Rk8)

integrating Ukrainian artists into local creative life.
Due to small but specific differences in perspectives
on the situation, the opinions have been organized
into two groups: those concerning Krakéw and those

concerning Stockholm.

Krakéw

We usually work with xyz a well-established
Ukrainian actor, and we employ her in our read-
ings.However, | think we are still far from offering
her a permanent position in our organization. (Rs6)

My connection with Krakéw is limited to a sin-
gle project, carried out in collaboration with kTo
Theatre in 2025. This theatre was willing to ac-
cept my proposal for collaboration and became
a partner, providing the stage, staff and material
resources, supporting the promotion of the pro-
ject,organizing a press conference,and generally
positioning our project as Ukrainian and worthy of
attention.Similarly,in 2022,the Zagtebie Theatre
in Sosnowiec readily collaborated with me after
having the opportunity to assess my profession-
al competence. Another factor is that | approach
the theatre with a partnership proposal already
partially financed, which significantly facilitates
negotiations. (Rk9)

5. Is it important for the city’s policy or
for cultural institutions to engage art-
ists of various nationalities in creative
activities? Does this support city mul-
ticultural policy or does it have the op-
posite effect?

In both Krakéw and Stockholm local immigrant in-
tegration policies are being implemented. Respond-
ents emphasized the involvement of cultural insti-
tutions in multicultural city policies. While Swedish
respondents pointed out certain discrepancies be-
tween municipal and national-level pro-immigration
policies, Polish respondents focused primarily on
the pro-immigration policies of local governments,

highlighting it’s contributions to the processes of

Yes, it is, because it creates diversity, it enriches
the native culture. (Rk3)

If we stage a play with, let’s say,a person with dark
skin, that is an added value for us. We work pro-
ject-based, and in such a system it is best to em-
ploy foreigners. This shows our openness to mul-
ticulturalism. We work with an actor whose father
is from Kurdistan.| don’t know that culture at all,
but if something from there works in the play,
that’s great, we use it. Art has no barriers. When
preparing for a performance, | don’t pay attention
to whether someone has a different skin color,
a different religion or different views, because we
come together to create art. (Rk6)

We used to be a homogeneous nation, insensitive
to other cultures. We are afraid of immigrants, of
Jews, we push them into diasporas. The fear of
strangers is rooted in our mentality. It is very im-
portant that we open up. (Rk10)

Matopolska appreciates the multiculturalism of
the region, promotes it, and strives to support
the activities of cultural institutions aimed at
cooperation with artists of different national-
ities. (Rk7)

Multiculturalism, equality, and tolerance are
among the most important values of European
civilization. And to this day, in my opinion, Polish
theatre abides by them.In the sphere of relations
between Poles and Ukrainians, | cannot point to
examples of unfair treatment, segregation, isola-
tion, racism or other violations of humanrights by
Polish theatres. Polish theatre (if we overlook the
political infantilism regarding the war in Ukraine)
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consistently upholds and cultivates democrat-
ic values. (Rk9)

Stokholm

Swedish people are always striving for equality.
(Rs7)

From the governing of Stockholm right now, it’s
very strongly that we want to integrate people
coming from all kinds of countries, from all parts
of the world and culture. That is strong. Today’s
majority has a strong want to have an integration
policy and multicultural policy. We did a lot with
the supporting culture. In the suburbs for example.
We do support much more than we ever did be-
fore.l think whatever the majority has done, there
isa strong support.And | think that Ukrainian art-
ists who are coming to Sweden are more easily in-
tegrated into major culture in the city, but we still
have this very strong point of view that we should
support them. (Rs5)

The number of books published and translated in
Sweden, both from local and international sourc-
es, is remarkable when compared to the popula-
tion, which is around 10,11 million. | can say that
this country is one of the highest in the world in
terms of translation, publishing, and bringing in-
ternational literature to readers. (Rs7)

We need to have an anchor in our Swedishness.
Soit has to be something that deals with the re-
lation between Sweden and Ukraine.And we have
a few historical figures that we could used, for
example the Battle in Poltava, between Swedish
and Ukrainian. It’s an old story, goes back to the
16th century. So you could create stories about,
but | think it has to be something that involves
the relation between Ukraine and the Nordic
countries. (Rs4)

The positive attitude has changed at the central
government level, but not in Stockholm, similar
to many other cities. | think we are somewhat of

a counterpoint to what is happening in the rest
of Sweden. (Rs5)

| came to Sweden in 2013. Sweden is one of the
countries that has invested millions in integrat-
ing newcomers and immigrants. This includes
free language courses, education, cultural activi-
ties, festivals, music,and more.But what | am sure
about and what | have seen and participated in is
that there were a lot of resources, a lot of budg-
ets, dedicated only to integration. (Rs7)
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If you were academic or an artist in Sweden before ww 11 or
before the wars, you went to Germany. That’s where eve-
rybody went. We used to speak German as good as English
now. We learned German in schools. After ww 11, our per-
spectives have completely changed and we became focus
more on West/ America as the victorying country. Nobody
wanted to learn German. When the Soviet Union collapsed,
then young people started to interested in Germany again.
But meanwhile we almost forgot everything that we had
with Germany. And | think the Ukraine is in the similar po-
sition now. They were focused much on Russia in past. If you
wanted to have a good education, you went to Moscow. If
you wanted to develope your career in movie or theater, you
went to Moscow. You learned Russian, you were a part of
that Russian/Soviet world. Today Ukraine needs to refocus
on West, to attract Western people. Why we did not travel
do Kiev, but we did travel do Paris and London? That’s chan-
ging now. They are becoming a part of Europe. | am afraid
that since the war 2022 Russia will always be the enemy.

(Rs4)



6. Is there a stereotypical or negative per-
ception of Ukrainians in Poland / Swe-
den- including within artistic commu-
nities?

Respondents note that, although there are many ste-
reotypical views about Ukrainians, especially in Po-
land, which can give rise to societal prejudice against
their eastern neighbour, artistic communities show
relatively little negative attitude or distancing. None-
theless, as the statements below illustrate, there are
occasional remarks that are harmful to Ukrainian
artists. Instances of hate speech do occur, particu-
larly on social media. However, interviewees stress
that such behavior is rare compared to the numer-
ous expressions of acceptance and support for cre-

ators from Ukraine:

No, | don’t think so. Maybe you have that percep-
tion because | think Swedes tend to see them-
selves as very modern and ahead of their time.
They sometimes look at other people as if they
are behind.But | don’t think that’s really the case.
| think things may have changed a bit, especially as
we are now hearing more about Ukraine through
the war, unfortunately. So no, | don’t think there
is a hegative perception. (Rs2)

| wouldn’t say so. | think thisis one of the few points
where there is broad agreement—even the right,
including the extreme right-wing nationalist party,
recoghizes that we all,in a way, embrace Ukraini-
ans coming to Sweden. | don’t know what people
really think individually, but the consensus is very
strong right now and solid. (Rs5)

Stereotypes do exist, although they are a cumu-
lative result of falsehoods and relate to very par-
ticular issues. | have the impression that artistic
communities in Poland are generally much more
open and sensitive to harmful national stereo-
types. (Rk1)

There are many myths about Polish xenophobia
and racism. Poles are, in fact, very susceptible to

manipulation.| do not see this in the artistic en-
vironment. (Rk10)

In creative circles, such attitudes are much less
common, but overall in Poland we unfortunately
observe a deterioration in the relations of Poles
toward Ukrainians. Hostile propaganda and Rus-
sian influence play their part: if in 2022 Poles
welcomed Ukrainian refugees with open arms
and were their best friends, within three years
the pendulum of Polish public opinion, influ-
enced by radical politicians, has swung sharply
to the right, and now Ukrainians are blamed for
almost all the country’s problems. This is very
sad, unfair, and dangerous. In theatres, fortu-
nately, these manifestations are almost invisi-
ble. However, | have my own example of some-
one connected to the theatre who changed their
attitude toward Ukrainians under the influence
of propaganda. It is a pity. (Rk9)

Some interviewees described negative behaviors di-
rected towards Ukrainian artists, mostly in Poland.

Here are examples:

Thereis certainly a general social trend (support-
ed by right-wing or far-right circles) to discourage
Poles from engaging with immigrants, especially
from Ukraine. This also applies to countriesin the
Arab world, the Maghreb, and the broader Middle
East.Fortunately,it seems to me that cultural and
artistic communities are much more open com-
pared to other sectors. (Rk1)

At kTo theatre, Kostia staged a performance with
Nina and Katia. They secured funding from some
foundation to perform.And there was terrible hate
on Facebook. Comments like: ,Go back!” promot-
ing lawlessness, etc. (Rk4)

At the beginning of 2022, the Ukrainianissue res-
onated strongly. | remember Lublin, where they
have always been close to Ukraine, organizing
concerts with Ukrainian artists, bringing them in
and employing them. Now, this has calmed down.
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Moreover, when | read various articles about it,
there was also a sense of disappointment from
the Polish side, as these were seen as two differ-
ent »artistic worlds«. (Rk2)

Bonds were formed that attracted more people
from Ukraine. Krakdw became a destination point
for future students and later for Ukrainian artists.
This happens despite the existence of a coun-
ter-trend, in which some sectors view the settle-
ment and employment of immigrants in Krakow
negatively. (RK1)

7. Inyour opinion, is there a process of in-
volving Ukrainian artists in Krakéw /
Stokholm’s artistic institutions - for
example, through joint projects, trans-
lations of Ukrainian plays, lectures
in public/private art schools, radio
and TV collaborations, employment
of musicians, set designers, market-
ing, PR, etc.? What is the dynamic of
this process?

Respondents felt that the process of integrating
Ukrainian artists into collaborations with local art-
ists is certainly occurring, but it lacks momentum
and is not very visible to the public. While engage-
ment in such collaborations was strong in 2022, the
process now appears to be slowing down. Much de-
pends on individual contacts as well as the dynam-
ics of cultural development in a given city.

The following statements indicate the reasons

and the rate of the process:

I think it’samazing if someone takes initiative. You
can collaborate with someone, to be invited into
work.So, | guessit’s very important to have those
small cells of collaboration. (rRs2)

Collaboration arises from relationships,and it can-
not be imposed on anyone. Someone has to meet
someone else, to be captivated by their artistic
work, and to decide that they want them in the
team because they fit perfectly. (Rk2)

Writers and translators:

Through our International Writers’ Stage program,
which has been running for many years, we have
always invited many Ukrainians, as well as other
Eastern European writers.(rRs6)

If there were more translations from Ukrainian
into Polish, they could certainly result in very in-
teresting texts for the theatre, of a more univer-
sal, human nature. (Rk2)

Music and education:

In the music sector, we have some organisations
that promote Ukrainian artists. We’ve also worked
with them to bring musicians to our shows. Wheniit
comes to literature, there’s actually a new Ukraini-
an language course at the university, which means
we’ll have new translators coming out of that pro-
gram. So in that area too, there are quite a few
projects. Of course, you would always want more,
and | don’t know how Ukrainian artists themselves
perceive this,maybeit’s not enough, but | do know
of some good examples. What’s also important is
that there is dedicated funding for these initia-
tives. While other areas are being cut, funding for
projects connected to Ukraineis actually increas-
ing, which provides real opportunities to support
Ukrainians in this way. (Rs9)

Artist residencies:

| think that, since we have a very active residen-
cy culture here, many Ukrainians from different
art fields are coming to residencies. It feels like
quite a lot, maybe not huge, as we are not a very
big country, but it is definitely increasing. (Rs6)

Festivals:

A telling situation occurred at the Boska Komedia
theatre festival in 2024, where among all the per-
formances presented, the theme of Ukraine and
the war appeared only in an intimate graduation
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performance by the Ukrainian student-director
Maks Nowotarski; the theme of ww 11 crimes was
explored by Maja Kleczewska in her production
»QOcalone«; meanwhile, tickets for Marta Gornic-
ka’s performance »Mothers. A Song for the Time
of War« was sold very poorly. Among the speakers
at the debates and discussion panels, there was not
a single Ukrainian, whereas Russian theatre activ-
ist Marina Davydova was invited. All of this points
to adecline in interest, both among Polish thea-
tres and Polish audiences, in the topic of Ukraine
and the war. With few exceptions, this is a wide-
spread, deliberate gesture of escapism and a drift
toward safe themes and theatrical forms. More-
over, even with the support of Ukrainians by Pol-
ish theatres, the interest of the audience remains
a crucial factor. It is rapidly decreasing, and fewer
and fewer Poles attend performances on Ukrain-
ian themes. (Rk9)

Theatre:

Many initiatives take the form of projects, typi-
cally lasting one or two years, and often originate
from different programs within various organiza-
tions. Dramaten (The Royal Dranatic Theatre) or
Riksteatern, which is a touring theatre organiza-
tion, there are different initiatives from different
organizations. (Rs8)

Respondents provided examples of successful large-

scale collaborations. Here they are:

Maja Kleczewska transferred » Dziady« from the
Stowacki Theatre to Ivano-Frankivsk. It is a differ-
ent production, but it was very well received by the
audience there.Thereis a Ukrainian translation of
»Dziady«. (Rk10)

| can see that those, who receive funding from the
city, are either collaborating with existing small
theaters or working as other artists do performing
on stages, renting spaces, or contributing to exhi-
bitions,and they receive financial support for that.
Thereisalsoa Ukrainian Culture Center which was

created recently. There are European Music Fes-
tival, Ukrainian Spring Voice of Ukraine. There are
different Ukrainian Summer Festival. We have Sla-
va Ukraine Festival either. (Rs5)

There’s a tradition of traveling and meeting danc-
ers fromall over, attending different events in var-
ious countries. There’s a strong community with-
in hip-hop culture. Even before the war, many
Ukrainian dancers came to Sweden, and Swedish
dancers traveled to Ukraine for events. Now, some
Swedish dancers have even gone to Ukraine dur-
ing the war to give workshops, and they also in-
vite Ukrainian dancers to events here and else-
where. In this part of the art world, collaboration
feels quite natural. (Rs8)

The stateinstitution, the big theatre in Stockholm,
has had something called Dramaten Dok, which
is a contemporary space they set up quickly to
showcase the contemporary world outside Swe-
den, so to speak. In the beginning, the audience
maybe couldn’t really find it, but over the years it
has become established. (rRs9)

The engagement of Ukrainian creators was particu-
larly intense in 2022, when they were fleeing Ukraine
and in great need of work. The creative communities
in Krakéw were very open and offered them employ-
ment. We hired an excellent photographer who stayed
with us, as well as people for the Choir and the bal-
let,and later for the orchestra. Currently, the Krakéw
Opera employs over 10 musicians from Ukraine out
of a total ensemble of 320. Today, it can be said that
some continue working here, while others are retur-
ning to Ukraine. (Rk5)



8.

Are alternative forms of collaboration
being explored?

Few respondents could point to specific alterna-

tive methods of collaboration that Ukrainian art-

ists might benefit from. These methods sometimes

arise naturally from the course of collaboration, and

sometimes take the format of special projects or

workshops, designed to foster cooperation. In gen-

eral, respondents observe many initiatives involv-

ing Ukrainian artists.

The following statements highlight these spe-

cific initiatives:
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We use various sources of funding for our pro-
jects, including projects prepared with Ukrainian
artists, for example uNICEF initiatives. Polish lan-
guage classes, where we employed a psychologist
and observers. We needed them in case any mis-
understandings in communication occurred. (Rk6)

During one of the Nights of Poetry organized in
Krakéow, a teacher from Wroctaw brought Ukrain-
ian youth to participate in a city game held as part
of the event. These young people heard about their
poets and creators for the first time—right here
in Krakow. It was truly amazing. (Rk2)

The situation is tight. There aren’t many jobs, but
it’s all about networks. For the younger generation
of artists, it feels natural to have Ukrainians in the
country. It’s become part of the artistic commu-
nity here. (Rs6)

Within that network producers, they share job
opportunities. However, this network only start-
ed about six months ago, soit’s still quite new. It’s
a great way for Ukrainian artists to find connec-
tions .(Rs8)

Overall, getting a job is so much about network-
ing and connections.| think it must be even more
difficult for Ukrainian artists who haven’t yet be-
come part of these networks. (Rs8)

We could collaborate on contemporary projects, as
the Swedish audience is generally more interested in
contemporary Ukrainian artists rather than traditio-
nal ones. For the Ukrainian community here, it is very
important to show their children, who are in exile,
the traditions of Ukraine, including dances and other
cultural practices. However, this is not as important
for the Swedish audience, who want to experience
contemporary Ukrainian art. We have held some
concerts that attracted both Swedish and Ukra-
inian audiences, and music works well because there
is no language barrier. In the arts, it would be very
interesting to have exhibitions featuring both Swe-
dish and Ukrainian artists, perhaps collaboratively.

A joint project with Swedish and Ukrainian curators
creating contemporary work would likely be more
engaging for the audiences who attend our modern
art exhibitions. When speaking with Ukrainian NGOs,
| notice that they are often more interested in tra-
ditional aspects of Ukrainian culture,emphasizing
historical narratives. While these are valuable, many
cultural professionals are more interested in con-
temporary Ukrainians and in exploring what can be
done together now. Therefore, focusing on contem-
porary art, music, and collaboration could be highly

effective. (Rs6)



9. How strong is the communication be-
tween Polish / Swedish and Ukrain-
ian artists? Should it be initiated or
strengthened?

Many respondents pointed out that current com-
munication through social media is often unprofes-
sional. Reliable information is frequently replaced
by word of mouth or rumors, which often prove
inaccurate. According to the interviewees, estab-
lishing more professional communication channels
would significantly support immigrant artists in
accessing the labour market. Responders also em-
phasized that effective communication plays an
important role for art schools and as a bridge be-

tween people.

Of course, it is worthwhile to build bonds, deeper
relationships, because we assume that foreigners
will stay with us for some time. Perhaps it would be
worth creating some tool, allocating funds with-
in even a small budget for projects integrating
Ukrainian artists who permanently live in Krakéw
and hold Polish citizenship. A two-year pilot pro-
gram like this could be implemented to see how
it works. But there is a problem with Krakéw’s
budget. (RKk2).

To find a Ukrainian artist, you can check their
website to see which artists they recommend.
(rs8)

We usually invite them to our Ukrainian artistic
meetings because they are excellent communi-
cators and meet many people. | think this initia-
tive has started and it is gradually growing, but it
takes time. (Rs6)

At the institutional level, | believe we have strong
communication, and you can reach anyone you
need. (Rs7)

10.What opportunities do Ukrainian art-
ists have to collaborate creatively with
Polish/Swedish artists?

The study indicated that there are various opportu-
nities for collaboration between Ukrainian artists
and cultural institutions in Krakéw and Stockholm.
However, there is a clear lack of organizational and
communication structures to support such coop-
eration. Nevertheless, all creative communities re-

main open to one another:

These are great opportunities, because creative
people,both among Ukrainians and Poles, are open
toartistic alliances, collaboration,and cooperation.
Theatre,apart from creating art, plays animportant
integrative role. It may be small in scale for Polish
society as a whole, but it is strong and promising
at the personal level. (Rk9).

We cooperate. They feel good and safe with us. We
are culturally similar. That is why we should focus
on the positive aspects of our collaboration. (Rk 10)

People often say that there is a lot of support for
the Ukrainians through NGos. Yes, | agree, but we
also need cultural funding for integration, not just
social support. This is often the problem with mi-
norities: initiatives are placed in the social or offi-
cial integration programs. Yet the most effective
tool for integration is collaboration, bringing art-
ists from different countries together. (Rs6)

| think it mainly happens through projects. If they
meet someone they want to collaborate with, they
can apply for funding, and that creates an oppor-
tunity. (Rs9)

Some respondents also pointed out certain chal-

lenges in forming collaborations:

Sometimes | think it’s difficult to collaborate with
organizations, even if you're Swedish, because it’s
hard to find the right person whois willing to listen
and engage.l would say people are interested in, but
it’s still challenging to make yourself heard. It’s not
about a lack of interest. Organizations say they’re
looking for collaborations, butin practice, they are
often too busy with their everyday work. (Rs8)
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Conclusions

The Conclusions presented below summarize both

the quantitative and qualitative research.

* The support provided to Ukrainian artists by lo-
cal and central authorities was evaluated by the
Respondents as rather correct. The Questionnaire
revealed a tendency towards low and very low assess-
ments, which was not reflected in the Interviews.

+ Institutions and creative communities in Krakow
and Stokholm have been and continue to be open
to various forms of collaboration with Ukrain-
ian artists.

* In the Questionnaire, the openness and closure
of cultural circles and cultural institutions to-
wards Ukrainian artists were assessed as medi-
um, with a tendency towards high and very high
ratings, while the Respondents pointed out that
the evaluations were very high.

+ Identified barriers to collaboration:

1. employment limits and financial problems
of theaters;

2. lack of language proficiency;

3. lack of familiarity with Ukrainians and their
culture, resulting in mistrust of their skills
and the quality of their art;

4. lack of career management skills as a freelanc-
er. Cultural and national differences do not
constitute a barrier much.

*  Greater support for Ukrainian artists in 2022
than at present.

*+ The number of artists employed in cultural in-

stitutions in Krakéw is increasing. In Stockholm,

alarger number of Ukrainian artists are iden-
tified as freelancers and as collaborating with
NGOs now.

The policy of multiculturalism and migrant in-
tegration is implemented by the local authorities
of Stockholm and Krakéw, and its recommen-
dations are carried out by the artistic institu-
tions of both cities. Certain shortcomings of
this policy are perceived at the level of institu-
tional management.

Discrimination and stereotyping do not occur in
theaters and cultural institutions, NGOs. Even
though artists perceive Polish society as closed
to foreigners.

A problem raised by the respondents is the lack
of sufficient financial resources for the cultural
sector in cities, which would allow for addition-
al expenditures, including support for foreign
artists. Some respondents refer to these funds
as 'cultural money' as opposed to 'social money'.
Opportunities for bilateral cooperation are con-
sidered limited and irregular, yet possible due to

the presence of goodwill.
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Recommendations

Recommendations are addressed to local or cen-

tral authorities. The aim of Recommendations is to

propose potential changes or adjustments to exist-

ing solutions, regarding the adaptation of Ukrain-

ian artists to local cultural life in Stockholm and

Krakéw. The Recommendations have a universal

character and may serve as a set of guidelines for

other local governments as well.

*

38

Permanent incentive/encouragement scheme
(local administration) to enable cooperation by
Ukrainian artists.

To set up and to develop a database of employ-
ment opportunities for Ukrainian (foreign) artists
(local administration, local employment offices).
Enhancement of communication methods be-
tween Ukrainians artists and cultural operators.
The organization of intensive foreign language
courses is advisable (e.g. by NGOs).

Career management courses/workshops for peo-
ple living in a new country are desirable.
Increasing employment opportunities for Ukrain-
ian creators in managerial positions, e.g. as di-
rectors, at international festivals.

Further development of artist-in-residence pro-
grams in cities as platforms enabling coopera-
tion between Ukrainian artists and the local ar-
tistic community.

A revision of the local migration (multicultural)
policy is necessary to enhance its effectiveness in
integrating foreigners into the local artistic com-

munity, particularly regarding employment within

the management and administration of cultural
institutions.

Revisions to the framework of equality policy in
response to the influx of foreign artists.
Increasing the employment of Ukrainian art-
ists in local TV and radio, as well as in second-
ary and higher art schools.

Due to the lack of opportunities for employing
Ukrainian artists in full-time positions with-
in cultural institutions, and because of the lim-
ited possibilities for bilateral cooperation, it is
worthwhile to create conditions for alternative
methods of collaboration.

Encouraging Ukrainian artists to participate
in creative European Networks, enabling fast-
er relationship-building and access to job op-

portunities.
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