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SONAMOJUTUS:
puue, suhtlus, katkestus

Meie koostdd selle naituse ja programmi korraldamisel algas Tallinna Kunstihoone
ja Oiguskantsleri Kantselei kutsel. Nende palve korraldada Tallinnas puudeid
kasitlev kaaseaegse kunsti naitus pdhines suurel soovil muuta puuetega seotud
klisimused ndahtavamaks ja suurendada lldsuse teadlikkust. Isedranis oli see
seotud nende Uldisema eesmargiga muuta Eesti Ghiskond ja kultuur kaasavamaks
ning ligipaasetavamaks. See kaua kestev protsess hélmab lhiskonnakorralduse
struktuurseid muudatusi. Niisugustele ilmselgelt vajalikele ja auvaarsetele
kavatsustele vaatamata tundus puuetega inimestele sobiva kasitluse leidmine
meile kuraatoritena ikkagi suure valjakutsena: liiga lihtne olnuks kasitleda

seda rihmanaituse ainese vdi teemana, mis oleks selle aga taandanud vaikese
niSi parusmaaks.' Niisiis sai meile kohe alguses keskseks kilisimus, kuidas luua
kriitiline raamistik, mis véimaldaks kasitleda puudeid nénda, et see poleks pelgalt
paevakajaline.

Uks vaartuslikumaid 8ppetunde, mida puuete uuringud meile pakuvad, on
selge vajadus kasitleda puudeid omavahel seotuna, selle asemel et p66rduda
tavaparase kaitsva vdi eelarvamusliku suhtumise poole.? Professor Alison Kaferi
sdnul kaasneb puuete teadvustamisega arusaam, et “puuetega inimeste haaled
ja kogemused jaadvad markamatuks”, mis viib olukorrani, et “puue [muutub]
depolitiseerituks ja seda esitletakse pigem looduse kui kultuuri ilminguna”.?
Sellisele tegelikkusele alternatiivi pakkumiseks otsustasime puuet kasitleva
projekti asemel luua projekti, mis puude kaasab ja ulatub sellest kaugemalegi,
et jOuliselt heita kdrvale selle valusa teema paevakajalisus ning mdelda sellest
slisteemselt, tulemustele suunatult ja kestvalt.

Otsustasime teha koost66d puuetega kunstnikega, et nende haal ja kogemus
saaksid projektis kandvaks.* See vdib kuraatorite otsusena tunduda ehk
mdnevdrra kalk, kuid puuetega kunstnikel on siiani vaga vahe enese avaldamise
vBimalusi. Siiski tundus see vajalik, kuigi viimastel aastatel on olukord veidi
paranenud, sest mdni asutus soovib muuta oma hooned puuetega inimestele
ligipaasetavaks ja programmid kaasavamaks ning puuetega inimeste tegevusest
teatakse rohkem. Meie otsus kutsus meid vaatama marksa kaugemale
tavaparastest vGimalustest, kuidas puuetega seotud teemasid kaaseaegse
kunstis kasitletakse. Enamasti h&lmab see (puudeta kunstnike) teoseid, kus
puuet kujutatakse vaid raamistikuna, mille kaudu saame dppida ja teistele kaasa
tunda, kuid ei tutvustata vahetuid erinevusest tulenevaid kogemusi, mis tunduvad
tdeliselt olulised ja vaarivad seetdttu esiletdstmist.

Uurides puuetega kunstnike kogemusi, hakkasime 16puks nagema kunstnike

ja keele ning suhtluse teemasid lahkavate kunstiteoste Uhisjooni. Keel

vOib puudeid raamistada mitut moodi, nii Uhenduse loomise ja nahtavuse
suurendamise positiivses kui ka véljajatmise ja kustutamise negatiivses
tahenduses. Kdige toetavam sdnastus on toodud ehk puuetega inimeste diguste
konventsioonis (2006).5 See URO keskne rahvusvaheline inimdiguste leping

on moeldud puuetega inimeste diguste kaitsmiseks ja tugevdamiseks keele
ning seaduse kaudu. Sellele on alla kirjutanud 162 riiki ja diguslikult siduvaks
muutnud 180 riiki. Nii nagu paljudel muudel digusi kehtestavat keelt kasutavatel
dokumentidel pole ka sellel iimselgelt dnnestunud kujundada eelarvamusvabu
hoiakuid. Puuet kui kdrvalekallet normist seostatakse endiselt negatiivsega,
“pigem millegi sellisena, mida tuleb valtida ja peljata, mitte mitmemd&dtmelise ja
selge tegelikkusena®

Loodame niisugusele tegelikkusele jouliselt vastu astuda, taastades puudega
inimeste suhtlusvalja kogu selle keerukuses ja rikkuses. N6nda on meie projekti
eesmark avada end muudele, pahatihti ignoreerivatele ja vaariti mdistetud
kasitustele puuete ning puuetega inimeste keeleruumi kohta. Meie arvates ei
tohiks keelt ja suhtlust pidada teadmiste ning valjendusvéimaluste universaalseks
susteemiks. Neid tuleks vaadelda kui Gilimalt omaparaseid ja pidevalt arenevaid
kogemusvalju, mida tuleb pidada tahtsamaks kui ametlikke ja juriidilisi maaratlusi.
“Muutes mdjutuks” traditsioonilise keelekasutuse ja suhtluse, soovime juhtida
tahelepanu selle problemaatilisusele teadmiste ja véimu sirgjoonelise slisteemina
ning tekitada katkestuse, mis looks puuete teadvustamise uusi véimalusi.

See protsess pdhines suuresti meie varasemal kunstniku ja kuraatori koost6al.
Neis kahes tavaliselt rangelt piiritletud rollis vbivad kogemused mdnikord
seguneda, tuues samal ajal esile ka erinevad arusaamad “kureerimisest”.

Seetdttu oleme tanulikud Tallinna Kunstihoonele ja Giguskantsleri Kantseleile,
kes lubasid meil luua seda pdnevat projekti avatult ja koostéovaimus. Oleme
putdnud laiendada koostd6l pdhinevat kasitlust ka suhtluses naitusel osalevate
kunstnikega. Nad esitasid oma arusaamu ja kritiseerisid tuliselt meie eelarvamusi
nende tegevuse kohta. Kahtlemata muutsid nad meie kuraatorikasitluse paremaks
ja ntansirikkamaks. Loodame, et projekt edendab dialoogi, kuidas kunstis
puudeid kasitleda ja suurendab puuetega (ja ka teiste) kunstnike osalemist
kaasaegses kunstis.

Christine Sun Kim ja Niels Van Tomme

Tdname Sonja Simonyit, kelle hindamatu toimetajapanus on aidanud seda teksti
paljuski kbnekamaks vormida.

Seda vdimendab veelgi asjaolu, et institutsionaliseeritakse. Ableism 4 Oleme projektis arvesse vétnud
puudeteemalisi nditusi kureerivad sageli tédhendab kdiki selgeid ja kaudsed jargmisi pika- ja lthiajaliste puuete liike:
puudeta inimesed, kellel puudub seos diskrimineerimisvorme puudeta inimeste sensoorseid, liikumis- ehk flusilisi,
puudega inimeste kogukondadega. kasuks. Omadussdna “ableistlik” kirjeldab kognitiivseid ja vaimse tervise puudeid.
Puudeuuringud on kiiresti avarduv sbnu, tegusid, pdhimdotteid, vaartusijne, 5 https://treaties.un.org/Pages/
akadeemiline valdkond, milles uuritakse mis devalveerivad ja diskrimineerivad ViewDetails.aspx?src=TREATY&mtdsg_
puude tdhendust ja tagajérgi. Teadusharu puudega inimesi. (Ann Millett-Gallant, no=IV-15&chapter=4&clang=_en, viimati
uurib, kuidas puue kui kategooria ART PAPERS 42.02 Winter 2018-2019) kilastatud 12. novembril 2019.

kujunes ning kuidas seda sotsiaalsetes 3 Alison Kafer, Feminist, Queer, Crip 6 Ann Millett-Gallant, The Disabled Body
olukordades, intellektuaalsetes (2013) Bloomington ja Indianapolis: in Contemporary Art (2000), New York:

tavades ja poliitilistes slisteemides Indiana University Press, Ik 5. Palgrave Macmillan, Ik 11.



DISARMING LANGUAGE:
disability, communication, rupture

Our collaboration on this exhibition and programme started after an initial
invitation from the Tallinn Art Hall and the Office of the Chancellor of Justice. The
request of these prime institutions to organise a contemporary art exhibition on
disability in Tallinn stemmed from a genuine interest in advancing the visibility
and awareness of this subject. It notably connected to their more general concern
to make Estonian society and culture more inclusive and accessible, a long-term
durational process involving structurally changing the ways in which society is
organised. Yet, notwithstanding such apparent and respectable intentions, finding
an appropriate curatorial approach to disability felt challenging to us. It would
have been too easy to simply consider it a subject or theme for a group exhibition,
which would have tokenised it in reductive ways.' And thus, from the very onset,
our most crucial curatorial challenge became the establishing of a critical
framework, which would allow us to approach disability in non-topical ways.

One of the most valuable lessons disability studies grants us is stressing the need
to always approach disability in relational ways, instead of retiring to the usual
patronising or ableist attitudes.? According to scholar Alison Kafer, disability
awareness comes with the realisation that “the voices and experiences of
disabled people are absent”, leading to a constellation in which “disability [gets]
depoliticized, presented more as nature than culture.”® Offering an alternative to
this reality, we set forth to create a project with and beyond disability, instead of
on disability, to vehemently reject this subject’s topicality and to think about it in
structural, consequential, and durable ways.

In order to implement this, we decided to work with disabled artists exclusively to
make their voices and practices a foundational aspect of the project.* This might
look like a somewhat blunt curatorial decision, but the opportunities for disabled
artists remain utterly rare to this day. Even though this situation might have been
slightly improving in recent years in a limited number of contexts due to a growing
awareness of disabled practices or institutions willing to make their venues and
programming more inclusive and accessible, it felt like a necessary curatorial
choice. This decision importantly challenged us to look beyond the habitually
conceptual ways in which the subject of disability is addressed in contemporary
art. More often than not, this involves artworks (by non-disabled artists) in which
disability is merely framed as a subject-matter through which we can learn

and sympathise with the other, instead of making us familiar with first-hand
experiences of difference, which seem truly pivotal and hence worth highlighting.

By exploring the wide-ranging practices of disabled artists, we ended up seeing a
common thread of artists and artworks unpacking ideas relating to language and
communication. The ways in which language frames disability both positively,

as a way to connect and make visible, and negatively, by exclusion and erasure,
are manifold. Perhaps its most affirmative articulation can be found in the
‘Convention on the Rights of Persons with Disabilities’ (2006).° This pivotal
international human rights treaty of the United Nations, which has been signed
by 162 countries worldwide and made legally binding by 180, aims to protect and
strengthen the rights of people with disabilities through language and law. As
with any other document using the righteous language of rights, this document
has obviously not succeeded in creating non-ableist discourses and attitudes

in the countries involved. Disability’s deviation from the norm remains largely
associated with negativity, as “something to be avoided and feared, rather than as
a multidimensional, intensely embodied reality.”®

By recuperating the field of disabled communication in all its complexity and
richness, we hope to confront this reality head-on. In this way, our project aims
to open up towards other, often ignored or misunderstood, conceptions of

the language surrounding disability and that of disabled people. In our view,
language and communication, instead of being considered universal systems of
knowledge and expression, should be viewed as hyper-specific, ever-evolving
fields of experience, which must gain priority over official and legal definitions.

In “disarming” the stability of language and communication, we seek to render it
problematic as straightforward systems of knowledge and power, and to create a
rupture which allows future possibilities for disability awareness to emerge.

This process was greatly informed by our previous collaboration as artist

and curator. Within these two habitually strictly delineated roles experiences
can become fluid at times, while also bringing different perspectives and
understandings of “curation” to the fore. We are therefore grateful to the Tallinn
Art Hall and the Office of the Chancellor of Justice for allowing us to create this
exciting project in an open and collaborative way. We have sought to extend
our collaborative approach to our exchanges with the artists featured in the
exhibition as well. They have provided personal insights and fierce criticism to
our preconceived notions about their practices, which undoubtedly improved
and nuanced our curatorial approach. It is our hope that this project will further
conversations about artistic approaches to disability and stimulate an increased
presence of disabled artists (and other art workers) within contemporary art

contexts.

Christine Sun Kim and Niels Van Tomme

We would like to thank Sonja Simonyi, whose invaluable editorial input has

greatly shaped this text.

This is reinforced by the fact that
exhibitions addressing disability are
often curated by non-disabled people
that don’t have a relationship with
disability communities.

Disability studies is a rapidly expanding
academic field examining the meaning
and consequences of disability. It
examines how disability was created
as a category and how it has been
institutionalised in social situations,
intellectual practices, and political

3

systems. Ableism is all explicit and
implicit forms of discrimination in
favour of able-bodied people. The
adjective ableist describes “words,
actions, policies, values, etc. that
devalue and discriminate against

people with disabilities.” (Ann Millett-

Gallant, ART PAPERS 42.02 Winter
2018-2019)
Alison Kafer, Feminist, Queer, Crip

(2013) Bloomington and Indianapolis:

Indiana University Press, p. 5.

Throughout this project, we have
considered the following long- and
short-term types of disability: sensory,
mobility/physical, cognitive, and mental
health disabilities.
https://treaties.un.org/Pages/
ViewDetails.aspx?src=TREATY&mtdsg_
no=IV-15&chapter=4&clang=_en, last
accessed 12 November 2019.

Ann Millett-Gallant, The Disabled Body
in Contemporary Art (2000) New York:
Palgrave Macmillan, p. 11.



BO3LOENCTBUE CJIOBA:
MHBaJINOHOCTb, KOMMYHWUKaLNA, Pa3pblB

Hayany Halwuen coBMeCTHON paboThl Hag, BbICTaBKOW U COMYTCTBYIOLLEN
NporpamMmMoi NOCNYXXNJ0 NpUrnalleHne K CoTpygHunyecTBy TanIMHHCKOIoO

[loma nckyccrtea u KaHuenapumn kaHunepa npasa. O6palleHne K HaMm BegyLLnX
WHCTUTYL M C NpeasioXXeHnem opraHnu3oBaTb B TansIMHHe BbICTaBKY COBPEMEHHOIO
NCKYCCTBa No npobfemMmam MHBaNNOHOCTU 6blN0 06YCNOBNEHO NCKPEHHUM
»XenaHneM npuBieYb BHUMaHMe o06LLeCTBa U NOBbICUTb OCBEOMIIEHHOCTb MO

aTon Teme. CtaBunacb 1 6onee rnobanbHana Lenb — caenatb 06L,ecTBO B OCTOHUN
VHKITIO3UBHbBIM N KYNbTypy 6onee 0oCcTynHon. 3To npegnonaraet CTPYKTYPHbIe
N3MeHeHNA B 06LLECTBE, YTO ABIAETCA O0/r0CPOYHbIM NpoueccomM. HecmoTtpa

Ha o4YeBUOHbIE N Bbi3blBalOLLIE YBAaXKEHNE HAMEPEHNA, MONCK NOAXOOALLErO
KYpaTOpCKOro noaxoga K MHBanugHoOCTX OKasanca CNoXHoM 3agayeir. bbino 6ol
CJTNLLKOM JIErKO CHUTaATb TEMATUKY UHBANNOHOCTN NpegMeToM Unu TeMOI Ona
rPynnoBOI BbICTaBKW, HO 3TO CBEJIO Obl BCE K YNPOLLEHMIO, penyKuun. ' Takum
obpa3om, Hallel NepBOCTENEHHOW KYpaTOPCKON 3afda4vel C caMoro Havyana crtano
cospaHume nnatopmMbl oA 06CY)KOAEHNA N KPUTUNYECKOTO aHann3a, 4To No3BOJINIIO
Obl HAM UccnenoBaTb MHBANNAHOCTb HETUMUYHBIM OOpPa3oM.

OnuH 13 Hanbosee LeHHbIX YPOKOB, KOTOPbIE€ Mbl U3BNEKIIU, NCCreayA
WHBaNNWOHOCTb, — 3TO HEOOXOOMMOCTb BCErfa NOAXOAUTb K HEW C TOYKWN 3peHnA
OTHOLUEHWIA, BOCMPUHMMaTb €€ KaK YCITOBHOCTb, OTKa3biBaA cebe B NPUBbIYHbIX
NaTPOHN3VPYIOLLMX NN 3NGINCTCKUX B3rnagax.? Mo cnosam y4eHoOro 3nmcoH
Kadbep, BMecTe co cBeA,eHUAMM O JII0OAX C OFPaHNYE€HHbIMU BO3MOXHOCTAMM
NPUXOAUT OCO3HaHME TOro, YTO KUX rosioca M OMbIT HE CHIbILLHbI». 3TO B CBOIO
oyepenb NPUBOOUT K CUTYaLLUN, NPU KOTOPOI KMHBaNUOHOCTb OeNONNTU3NPOBaHa
[v penonunsnpyeTtca] n npepctaBnaeTca ckopee Kak ABfeHne NPUpoabl, HeXxenu
KynbTypbi».2 B nonckax anbTepHaTUBbI CYLLECTBYIOLLE PeanbHOCTU Mbl peLLNN
co3[aTb NPOEKT, KOTOPbI NO3BONN Bbl HE MPOCTO paccMaTpuBaTh UHBANIMOHOCTb
KaK TaKoBYI0, a BbIXO4 W1 3a €€ npenesnbl N rMyGoKo BoBeKarn B 3Ty Npo6rnemy Bce
06LLEeCTBO, peLlnTeNbHO OTGpacbiBaA MOBEPXHOCTHbIE CTEPEOTUMHbIE B3rNALbl Ha
WHBaNMOHOCTb, a TakKXXe MpoaHann3npoBasn TeMy CTPYKTYPHO, NocieqoBaTesibHO 1
OCHOBaTeNbHO.

Mbl pewnnm paboTaTb TONbKO C XYOO0XHNKAMU-NHBaNugamm, 4Tobbl B OCHOBY
NPoeKTa Nernm nx XyooXecTBeHHbIe MeTOAbl 1 ngeun. 4 9To KypaTopckoe

peLLueHne MOXKET NoKasaTbCA U crierka NpAMOJSIMHENHbIM, OQHAKO BO3MOXXHOCTM
camopeanusaumnmn gna Xygo)XXHNKOB-NHBANINLOB MO CeN OeHb KpaHe manbl. M gaxke
HEeCMOTpPA Ha TO, YTO OCBEAOMJIEHHOCTb MO TEME UHBAJINOHOCTN pacTeT, HEKOTOpPbIE
WHCTUTYL NN OenatoT pa3BopoT B CTOPOHY OOCTYMNHOCTW 1A NOCEeLLeHNA U
WHKJTI03UBHOCTU N CUTYaLLMA B LLESIOM HEMHOIO MEHAETCA B JIYHLUYIO CTOPOHY, Halle
KypaTopCKoe peLleHmne NoKasanocb Heob6xoanmbiM. [ogo0OHbIN BbIOOP Nobynounn
Hac BbIATM 3a paMKN TPaAULMOHHOIO KOHLLENTYyanbHOro nogxoga K npobneme
WHBaNNOHOCTU B COBPpeMeHHOM nckycctee. O6bI4HO Mbl BUOUM NPON3BeOeHNA
(cospaHHble XyO0XHUKAMW, HE UMEIOLLMMWN UHBANUOHOCTN), rae MHBaNNOHOCTb
ABnAeTCcA NpeaMeToM N3o6pakKeHnAa N Mbl TaKUM 06pa3oM y4MmcA CO4yBCTBOBaTb
OPYrMM, BMECTO TOr0o, 4TOObl 3HAKOMWUTb HAaC C OMNbITOM Pa3fnNynNin N3 NepBbIX PYK,
KOTOpPbI Ka)eTcA 0eACTBUTENBbHO KITIOYEBbIM U, ClieO0BaTeNbHO, 3aCy)KNBaeT
NPUCTaNbHOro BHUMaHMA.

HakoHew,, pa6oTas ¢ XygoXHNKaMn C 0COBbIMU HY»XOaMW, B UX UCKYCCTBE Mbl
0GHapYXWUNn HeyTo obLuee: noen, TBopYeckue MeToabl, A3bIK N MpUeMbl
KOMMYHUMKaLumn. A3bik odoopMnaeT MUHBaNUOHOCTb MHOTMMIN cnoco6amu, Kak
NO3NTUBHO — CPEOCTBO YCTAHOBUTbL CBA3U U caenaTb BUOMMbIM, TaK U HEFaTUBHO

— NyTeM UCKIIOYEHNA U cTUpaHuA. BepoAaTHO, camble YeTKMe onpepeneHna
MOXHO HalTn B «KoHBeHLUM o npaBax nHBanupos» (2006).° 3ToT knoyeBo
MeXOYHapoaHbIN O,0roBop No npasam Yyenoseka OpraHnsaunm O6begHEHHbIX
Hauwnn nognucaHHbi 162 cTpaHamMmu Mupa n ob6a3aTenbHbI K ncrnonHeHuio B 180
CTpaHax, onpegendaeT 3alnTy 1 paBHble NpaBa MHBaNNOO0B B BONpOcax A3blka

1 3akoHa. Kak 3To 4acTo ObiBaeT, o4epenHON IDPUONYECKNN OOKYMEHT HE CMOT
noMoub NloOAM NpeononeTb ouckpummHaumio (anénnsam), n npenybexneHna B
CTpaHax, nognucasLunx norosop. MIHBanngHoOCTb Kak OTKIOHEHME OT HOPMbI U
aHOMaJIbHOCTb NO-NMPEeXHEMY BO MHOFOM CBA3aHO C HEraTUBHbIM OTHOLLEHUEM,
KaK He4YTo, «4ero criegyet nsberatb M onacaTbCA, @ HE KAK MHOFOrpaHHanA, KpaiHe
chopMmpoBaHHaa 0EeNCTBUTENBHOCTbY.®

lMepecTpanBaa KOMMYHMKaLMNOHHOE MPOCTPaHCTBO NoAeN C OrpaHN4YeHHbIMU
BO3MOXHOCTAMW BO BCEW €ro CIOXHOCTU 1 6oratcTBe, Mbl HageeMcAa TBEPLOO
NPOTMBOCTOATb TAaKOW peanbHOCTU. Hall NpoeKT CTaBUT LeNblo OTKPbITb HacTo
ynyckaemoe 13 Bnay uin HeBepHo BOCNPUHMMaeMoe Nno CMbIC/y NpeacTaBneHne
0 «A3blKe MHBANNOHOCTU» U NIOAEN C OrpaHNYeHHbIMU BO3MOXXHOCTAMWU. Mbl
cYMTaeM, YTO A3bIK N 06OLLEHME HE OOMMKHbI pacCMaTpUBaTbCA KaK YHUBEPCalbHble
CUCTeMbl 3HaHUA 1 Bbipa)keHUA. Ix cnegyeTt paccmaTpuBaTh Kak BeCbMa
cneundunyecKkmne n NOCTOAHHO pasBuBatoLmeca obnacTu onbiTa, 6onee BaXxHble,
yem cbopmanbHble N lopanYecKne onpeneneHua. B cBeTe nsmeHeHUin B A3bIKE U
cpencTBax o6ueHMnA Mbl XoTenun 6bl 06paTUTb BHUMaHME Ha 6e3nencTBmne BnacTu,
yTO TPEOyeT BMeLlaTeNbCTBa AJ1A CO30aHNA HOBbIX BO3MOXXHOCTEN OJ14 NOBbILEeHNA
OCBEOOMJIEHHOCTN 06 MHBANNOHOCTU

3T1OoT Npouecc Obin B 3HaUMTENIbHOW CTENeHN OCHOBaH Ha HalleMm npegbiayLiem
onbiTe COTPYOHMNYECTBA KYpPaTOPOB C XYA0XKHUKaMU. B aTUX XeCTKUX poneBbix
paMKax onbIT ABYX CTOPOH MHOrAa CMeLllBaeTcA, 1 Torga Ha nepegHuiA nnax
BbIXOOAT PasfinyHble B3rnAObl U NOHUMaHNE KKYPaTOPCKOM NpakTukn». NMoatomy
Mbl 6narogapHbl TannuHHckomy oMy nckyccrtea n KaHuenapum kaHunepa
npaga 3a To, YTO OHM CNOCOGCTBOBANM OCYLLLEECTBIIEHMIO 3TOr0 3axBaTbiBaloOLLEro
NpoeKTa Ha COBMeCTHON ocHoBe. Mbl TakXXe nocTapanncb pacLUNPUTb YACHO
npencTaBfieHHbIX Ha BbICTaBKe XYOOMHUKOB, C KOTOPbIMWU Mbl COTPYOHUYaNN.
Xy[o0XHNKN 0603HauYNIM COGCTBEHHbIE TPAKTOBKN 1 NOABEPININ XKECTKON KPUTUKE
npenB3AaTble NpencraBneHna o6 nx padote, 4To, 6€3yCrIOBHO, YAYYLLNAO U
nobaBnno gertanen Hawemy Kypatopckomy nogxony. Mbl Hageemca, 4To aToT
NPOEeKT CNOCOOCTBYET AManory o XygoXecTBeHHbIX Noaxoaax K MHBanuMgHoOCTU 1
CTUMYNUpYeT 6osiee LUMPOKOe MPUCYTCTBME XYA0HUKOB-UHBannaos (1 apyrux
XYAOMHVKOB) B COBPEMEHHOM NCKYCCTBE.

KpunctnH CyH Kum n Hunbc BaH Tomme

Mpbi xotenu 661 no6narogaputs CoHr CUMOHU, el HEOLLeHUMbI PegaKTOPCKUIA
BKJ/104 BO MHOIOM CGbOPMMPOBAJT 3TOT TEKCT.

3To NoaTBEPXKOAETCA TEM (PaKTOM, YTO
BbICTaBKMU, NOCBALLEHHbIE NpoBremMam

VHBaNMAHOCTU, YacTo KYpUPYIOT noamn
6e3 UHBaNMOHOCTU, KOTOPble He UMeloT

OTHOLLEHMA K coobLLecTBaM UHBaNNOOB.

NccnepoBaHuAa MHBaANMOHOCTU — 3TO
6bICTPO pacLUMpAIOLLAaACA Hay4YHaA
o6nacTb, roe N3y4alTca 3HaYeHne n
nocnencTBMa UHBaNMOHOCTU. B aTux
nccrnenoBaHMAX paccMaTpuBaeTcs,
KaK MHBanNMOHOCTb Gblnla co3paHa
Kak KaTeropus u Kak 6bina
VIHCTUTYLLMOHANN3npoBaHa

B couMnanbHbIX CUTyaLNAX,

NHTENNEKTYanbHO 0eATeNnbHOCTN

1 NOJINTUYECKNX CUCTEMAX.

Obnnam — 3To BCe ABHbIE U

HeABHble POPMbI AUCKPUMUHALNN

B MOJb3Y TPYO0CMNOCOGHbIX Noaein.
MpunaratenbHoe 36n113mM onucbiBaeT
«cnoBa, 0encTBuA, NONNTUKY, LEHHOCTU
M T. ., KOTOopble o6ecLeHnBaloT

1 DUCKPUMUHUPYIOT Ntofel ¢
orpaHVNYeHHbIMU Bo3MoXxHocTAMMU» (Ann
Millett-Gallant, ART PAPERS 42.02
Winter 2018-2019).

Alison Kafer, Feminist, Queer, Crip
(2013), Bloomington and Indianapolis:

Indiana University Press, p. 5.

B xofe aToro npoekTa Mbl paccMoTpenu
cnepytouie 0oiroBpeMeHHbIe U
KpaTKOBPEMeHHble BUAbl UHBANMGHOCTM:
CEHCOpHble, ABUraTenbHble /
dur3nyeckne, KOrHUTUBHbIE 1
NCUXNYECKNE PacCTPONCTBaA.
https:/treaties.un.org/Pages/ViewDetails.
aspx?src=TREATY&mtdsg_no=IV-
15&chapter=4&clang=_en, nocnegHee
noceLyeHme 6110 12 HoAbpa 2019 roga.
Ann Millett-Gallant, The Disabled Body
in Contemporary Art (2000), New York:
Palgrave Macmillan, p. 11.



Shannon Finnegan

Kas soovite meid siia voi mitte?
Do you want us here or not?
MOeT nm Hac KTO-TO 30ecb?

2019

Soojustilekande triikk, tekstiil, poroloon, pael

Heat transfer print, fabric, foam, ribbon

TepmoneyaTb, TKaHb, MOPOJIOH, JIEHTA

Erinevad mdddud / Variable dimensions / lNepemeHHble pa3mepbl

Fel, L i
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“Muuseumipingid” on Shannon
Finnegani vastus kunstisaalides
valitsevale pingipuudusele ja kunstniku
kavandatava sarja osa. Projekt juhib
tédhelepanu sellele, et protestimist
nahakse enamasti suutmissurve
vaatepunktist: millegi eest seistakse
vdi millegi nimel marsitakse. Kuid ka
istumisprotestidel on pikk ajalugu.
Finnegani pingid annavad kiilastajale
vBimaluse avaldada arvamust istumise
kohta ja samal ajal mugavalt jalgu
puhata. Finnegani teos on struktuurne
sekkumine kunstiruumidesse, mis
enamasti on kujundatud arvestades
inimesi, kes saavad pusti seista.

Museum Benches, an artistic response
to the scarcity of seating in art spaces,
is part of an ongoing series of works
designed by Shannon Finnegan. The
project addresses the ways in which
protest is habitually framed in ableist
terms - standing for something, or
marching - while there is of course
also a long history of sitting as a

form of protest. Finnegan’s benches
give visitors an opportunity to voice
their opinion about seating while

also offering them comfort and rest.

It is a structural intervention in arts
spaces, which are usually set up and
designed in such a way that they merely
accommodate standing people.
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MpoekT «My3enHble ckamenkmn»
(Museum Benches,) - yacTb
npopomxaioLenca cepum pabot
XynoXHuLbl LLIeHHOH ®UHHUraH -
ABNIAETCA peaKunin Ha OTCyTCTBUE
BO3MOMHOCTM NPUCECTb B MecTax,
npencraBnAloLWMNX co6om apT-
npoctpaHcTBO. B pamkax npoekTa
paccmaTpuBailoTca cnocobbl, KOTOPbIMU
06bI4YHO NPUHATO Bblpa)kaTb NPOTECT
- cToA U mapumnpya. Ho B Toxe
BpeMA CUOAYNIA NPOTECT — 3TO TOXKE
baBHUI BN npoTtecTa. Micnonbaya
ckameikn, DuHHUraH npegnaraet
NnoceTUTENAM BbICKa3aTb, YTO OHU
OYMaioT O BOBMOXHOCTU MOCUOETb,
a TaKxe npepniaraet UM KoM opT

n otabix. icnonb3oBaHme ckameek
— 9TO CTPYKTYPHOE BMeLLaTeNbCTBO
B XY[0,0X€eCTBEHHble MPOCTPaHCTBa,
KOTOpble 06bIYHO MPUCNOCOBNEHbI
TONbKO OJ1A TE€X, KTO MOXXET CTOATb.

Canaries (Kanaarilinnud)

Ooteruumi markmed

Notes for the Waiting Room

3aMeTKUN B 3aJie oXXumpgaHua

2016

Ajaleht

Newspaper
laseTa
35.56%x28.5¢cm

NOTES
for the

Waiting
Room

Patsiendikeskse, kroonilistele haigetele
mdeldud abiallikate kdsiraamatu
“Ooteruumi markmed” autor on
rihmitus Canaries, kunstivaldkonnaga
seotud autoimmuunhaiguste vdi

teiste krooniliste haigustega elavate ja
téotavate naiste ning ebatraditsioonilise
sooidentiteediga inimeste vérgustik.
See keskendub keha ja meele eraldi
kasitlemisele biomeditsiinis ning teistes
diskursustes. “Ooteruumi markmete”
sarja “Crip Time” tarvis palus toimetaja
Taraneh Fazeli riihmitusel luua teos, mis
annaks krooniliselt haigete inimeste
kogemust paremini edasi. Ingliskeelne
termin crip tuleneb sdnast cripple ehk
“sant” ning p&orab selle tdhenduse
poliitiliselt véimestavaks.

Trukise vdib julgelt kaasa vdtta.
“Ooteruumi markmed” on saadaval
nii eesti, kui ka algses ingliskeelses
versioonis.

Notes for the Waiting Room by
Canaries, a network of cis women,
trans and non-binary people living and
working with autoimmune conditions
and other chronic ilinesses, is a patient-
centred resource guide for sufferers of
chronic illness. It investigates the body-
mind split in biomedicine and other
discourses. For the series “Crip Time,”
which is published throughout Notes
for the Waiting Room, editor Taraneh
Fazeli invited Canaries members to
better represent the experience of
chronically ill people. “Crip” is a political
reclaiming of the derogatory label
“cripple.”

Please feel free to take a copy with you.
Notes for the Waiting Room is made
available in Estonian, as well as in the
original English version.

«3aMeTKM B 3ane oXXugaHna» — 31o
raseta, kotopyto nsgaet Canaries,
COOG6LLECTBO XUBYLLUX N paboTalo-

LLMX LMCreHOepPHbIX XKEHLLH 1 0cob ¢
npo6nemamu reHgepHON NOEHTUYHOCTH,
VIMEIOLLX ayTOMMMYHHbIE 1 fpyrie
XpoHun4yeckmne 3abonesaHunAa. [aseTa
OpVEHTUPYETCA Ha HY>XO,bl NaLMEHTOB 1
CIYXXNT PYKOBOLCTBOM, KaK »UTb C MO-
OO6HBIMU XpOHNYECKMY 3aboneBaHnA-
Mu. B ragete paccmaTtpuBatoTca BONpOoChl
pasgpeneHuna Tena n pasymMa B KOHTEKCTE
6roMeaULIHBI U MPOYUX ONCKYPCOB.
[na ny6ankawmm NnocToaHHOM cepumn
3ameToK «Crip Time» pegaktop TapaHex
®dauenu npurnacuna 4yneHoB Canaries
co3gaTb Npon3BedeHne, KOTOpoe nyylue
BCero nepepnano 6bl KAKOBO 3TO — XUTb
C XpOHNYecKuM 3aboneBaHvem. Crip

- 9TO UCMONb3yloLLeeca B NOINTUKE
vcrnpaBfieHe YHUUVKUTENIbHOTO ApiblKa
cripple, nnn «kaneka».

Mpw >xenaHnn Bbl MOXeTe 3abpaTb
9K3eMnnAp raseTbl ¢ cobol. «3ameTKu B
3ane oXXupgaHua» OCTyrNHa B NepeBoae
Ha 3CTOHCKUI 1 PYCCKINIA A3bIKU, @ TaKXKe
B OPUrMHarsne Ha aHMUNCKOM A3bIKe.



Jesse Darling

(koostéds Simon Whybray ja Shirley McNaughton’iga)
(in collaboration with Simon Whybray and Shirley McNaughton)
(B coBMecTHoli pa6oTe ¢ CaliMoHoM Yali6paem n LUnpnn MakHoyToH)

Mene Mene. Blisskirjas meeleavaldusplakatid
Mene Mene. Blissymbolics protest posters
Mene Mene. [NpoTecTHble NnakaTbl Banccumeonuka

2017 /2019

Tuss paberil, varv

Ink on paper, paint
Bymara, pucyHok, TyLb
841%x59.4cm
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KOLLANE: selles keeles

SININE: teod kénelevad valjemini kui sénad
PUNANE: séna ei ole kunagi vaba
ROHELINE: vaikimine on kuld

GRAFFITI: ei midagi meist ilma meieta

Jesse Darlingi teos “Mene Mene” on
seeria blisskirjas snumitega plakateid,
mis saab teoste pealkirju lugedes

ara tdlkida. Blisskiri on utoopilisi

ideid kandev siimbolislisteem, mille
Teise maailmasdja ajal toéotas valja
Charles K. Bliss (1897-1985). Hiina
piktogrammidest inspireeritud Bliss
lootis, et tema semantograafid

saavad demokraatliku rahvusvahelise
mitterdagitava suhtluskeele loomise
aluseks. Tanapdaeval kasutatakse
blisskirja peamiselt erivajadustega
inimeste hariduses. Darlingi plakateid
saab lugeda jargemddda. Fraasid on
pigem mitmetimdistetavalt liiginnukad
kui otsesdnu v8imestavad. Selle

kaudu seab Darling kahtluse alla
seadusandliku keele tdhususe, mis
peaks ometi toetama erinevusi ja puuet
ning sellele ruumilooma.

) - r

YELLOW: [in] this language

BLUE: actions speak louder than words
RED: speech is never free

GREEN: silence is golden

GRAFFITI: nothing about us without us

Jesse Darling’s Mene Mene consists

of a series of graphic posters spelling
out messages in Bliss symbols, which
can be translated by reading the work’s
titles. Blissymbolics is a communication
system originally developed as a
utopian project by Charles K. Bliss
(1897-1985) during WWII. Inspired by
Chinese pictographics, Bliss hoped
that his ‘semantographs’ would help

to facilitate democratic international
communication through a non-spoken
language. Today, Blissymbolics

is used mainly in Special Needs
education. Darling’s posters can be
read sequentially. The phrases are
ambiguously officious instead of
straightforwardly emancipatory, which
Darling importantly considers a way to
question the efficiency of legislative
language supposed to support or
accommodate difference and disability.

MEJITBIN: Ha aToM A3biKe

CUHWW: nocTynku rosopst rpoMye c/ios
KPACHbIW: cnoBo Hukorga He cBO604HO
3EJIEHbIN: Mmon4aHue — 301070
TPADODUTU: Huyero o Hac 6e3 Hac

Pa6ota O)xeccu OapnuHr Mene

Mene npepcTtaBnAaeT cobom

ceputo rpacpnyecKmnx nnakaTos ¢
ncnofb3oBaHnem bnnccumeonmku.
YTO Ha HNX HanMMCaHO — MOXXHO
pasobpaTbca, NULWb NPOYNTaB
HasBaHue paboT. Binccnmeonuka

- 3TO CUCTEMa KOMMYHMKaL UK,
M3HavyaNnbHO co3paHHan Yapnb3om
Bnnccom Kak yTonnyeckuin NpoekT.
Bnucc, BOOXHOBNEHHbI KUTaUCKUMW
nepornudammn, nonsitancAa

cospgaTb CUCTEMY, KOTopad cTana

6bl NPOCTbIM HeBepbanbHbIM

A3bIKOM 1 BCNOMOraTeIbHbIM
CPELCTBOM B 0LEMOKpPaTUYECKON
MeEXOYHaPOAHON KOMMYHUKaLNN.
CerogHa 6nuccuctema ncnonb3yertca
B OCHOBHOM KaK CpencTBo
HedopManbHoro obpasoBaHuA.
MnakaTbl JapnnHra Hago 4ynTatb
nocnepoBaTefibHO. Ppasbl ABNAOTCA
He TONIbKO 3MaHCUNUPOBAHHbLIMU, HO 1
OBYCMbICNIEHHbIMW — JLapnuvHr cuntaet
Ba>XHbIM NMOCTaBUTb MO, COMHEHMEe
adhPEeKTUBHOCTb 3aKOHOZATENIbHOIO
A3blKa, KOTOPbIN, Ka3anochb Obl, 0OMKEH
nopnepXXnBaTb U NogYeEpPKMBaTb
pPasHULY MeXay OTINYMEM U
VHBaNNOHOCTbIO.

Erika Tammpere

Naen, mida kuulen
| see what | hear
Buxxy, 4to cnbiwy

2019

Tekstiilinstallatsioon
Textile installation

TekcTunbHaA MHCTaNNAUKMA

220x220x90cm

“Naen, mida kuulen” on selle naituse
jaoks tellitud uus taies. Erika Tammpere
on loonud detailirohke, eri meeltega
kogetava kauni tekstiiliteose, mis néitab
vaatajale kompromissitult, milline on
elu ndgemismeeleta. Tolgendades
erinevaid suhtlusvahendeid,

nagu haal ja kuulmine, muusika ja
emotsioonid, puudutus ja embamine,
on Tammpere looming siiski sihikindlalt
protsessipdhine. Kunstnik kombineerib
oma teoses efektselt paljusid teemasid
ja materjale. Taktiilne vaip, mida
kllastaja on oodatud katsuma ja
kombates kogema, esindab eriparast
kunstilist visiooni, peites endas
nahtamatuid seoseid, mis ihendavad
erinevaid keeli ja inimesi, kes neid
kasutavad.

With | See, what | hear, a new piece
commissioned specifically for this
exhibition, Erika Tammpere has
produced an intricate multi-sensorial
textile piece, presenting us an
uncompromising and unmistakably
beautiful glimpse of life without

sight. Interpreting various means of
communication, such as voice and
hearing, music and emotions, touch
and embrace, Tammpere’s approach

is decisively process-oriented,

working with a multitude of themes
and materials to staggering effect.

At the heart of this tactile tapestry,
which one is encouraged to touch and
experience haptically, lies a distinctive
artistic vision representing the invisible
connections uniting different languages
and their users.
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Pa6oTta «Buxy, 4To cribiLly»
XYOOXHUNLblI OpnKu Tammnepe Gbina
3aKasaHa cneuuanbHO o8 3Tol
BblCTaBKU. Xy[0XHKLLA, UCMONb3YA
pasHble Ha oLLYyMNb TKaHW, NpeacTaBnaeT
3puTenamM 6€CKOMMNPOMUCCHbIN 1
BOCXUTUTENBHO 6e30LWNOOYHbIN MUP
He3pAYux. Tammnepe NcnosnbayeT
Cpa3y HeCKOJbKO crnoco6oB
KOMMYHUKaLLUM — FOSI0C U CNYX, MY3bIKY
1 3MOLLUU, MPUKOCHOBEHUA 1 06bATUA.
TBOpYECKUIN NOOX0n, XYOOMHNLLbI
OPUMEHTMPOBAH Ha caM MpoLecc, oHa
GepeTcA 3a MHOXXECTBO MaTepuasioB

1 TeM, 0,06MBaAACH OLLENOMIIAIOLLLErO
peaynbrata. OcHoBa aToi paboTbl —
ocA3aTefibHOe BOCMNpUATME, MO3TOMY
nony4mBLIMinca robeneH npegnaraerca
notporatb. Tak Tammnepe nepepaet
cBoe 0coboe xy[0XecTBeHHOe BULEHME
- He3puMble cBA3U, 06beauHALLNE
pasHble A3bIKN U UX HOCUTENEN.



Dax Pierson

Kontsertsalvestus Oaklandis

Live In Oakland
MwunsHb B OkneHpe

2019

Kdrge sagedusega eelmagneeditud kroomlindiga helikassett

Chrome hi bias cassette
XpomunpoBaHHaA KOMMaKT-KacceTa
43

Albumil “Live in Oakland”
(“Kontserdisalvestus Oaklandis®)
segab Dax Pierson hiphopi,
tantsumuusika, eksperimentaalse
elektroonilise muusika ja
vabaimprovisatsiooni vdi raadiokunsti
eriparaseks elektrooniliseks stiiliks.
“Arge pidage fiisilist véimekust
iseenesestmoistetavaks, sellest voib
Uhe raksuga ilma jaada,” laulab Pierson
avaloos, viidates sellega albumi
teemale, mis on labinisti aus motisklus
seljaajuvigastusega inimese elust.
Piersoni teised lood toovad kuulajani
tiheda ja keeruka IDM-i- ning musique
concréte’i piirimail balansseeriva
kompositsiooni, kus ta samplib ja
jarjestab meditsiiniseadmete ning
mootoriga ratastooli helisid, mis on
tema ellu kuulunud 2005. aastast, kui ta
autodnnetusse sattus.

FIERSCN

On the album Live in Oakland, Dax
Pierson blends elements from hip hop,
dance music, experimental electronic
music, and free improv/radio art into
an idiosyncratic electronic style.
“Don’t take your physical abilities for
granted, for you can lose them, with

a snap of the neck,” chants Pierson
on the opening track, which sets the
tone for an uncompromisingly honest
meditation on life with spinal cord
injury. On other tracks, Pierson offers
dense, complex balancing acts of IDM
and musique concréte as he samples
and sequences the sounds of the
medical equipment and motorised
wheelchair that has been a part of his
life since a 2005 car accident.

B anb6ome Oakca lNMupcoHa «Kn3Hb

B OkneHpe» (Live in Oakland)
XWMN-XOMN, TaHLLeBaNlbHaA My3blKa,
aKcrnepuMeHTanbHaaA 3N1EKTPOHHaA
My3blka U cBo6ogHaA umnposusauma/
PaouoOnNCKYCCTBO CMBaloTCcA B
CBOeO06pPasHbIl 3NIEKTPOHHbIN

CTuUnb. «He BOCNpuHMMaiTe cBOU
dn3nYeckme BOSMOMKHOCTU KaK HEYTO
DomxHoe. Bbl MoXxeTe noTepATb UX B
MrHOBEHME OKa» — NPU3bIBAET NePBbIN
Tpek [NupcoHa. 3ToT Tpek 3apaeT

TOH 6eCKOMMNPOMMUCCHO YECTHOMY
pasMbILLMIEHNIO O TOM, KAKOBO 3TO

— XKNTb C TPaBMOI CMIMHHOIO MO3ra.
OcTanbHble TPEKM NpeacTaBnAioT
co6oW NNOTHbIN, CNOXHbI 6anaHc
VHTeNNeKTyaslbHOWN TaHLeBanbHOMN
My3biku (nnun IDM) 1 KOHKpeTHOA
MY3bIKW, TO €CTb 3annCaHHbIX

3BYKOB 1 LUYMOB MPUPOLHOro 1Uimn
MICKYCCTBEHHOIO MPONCXOMOEHNA.
MnpcoH nbiTaeTcA ynopAano4nTb
3BYKU MeOMLVHCKOro o6opynoBaHusa
1 MOTOPU3NPOBAHHOWN NHBANVNOHON
KOJTACKW, CTaBLUME YaCTblO €ro MU3HU
B 2005 ropny, korga oH nonan B
aBTOMOOGWIbHYIO aBapuio.

Andrea Crespo

Keset lava
Centre Stage
LleHTpanbHaA cueHa

2018

Mahagonvineer, digiprint lina-puuvillasegu I8uendil, metall66sid, metallkonksud, n66r, metallklambrid, kruvid

Mahogany veneered plywood, digital prints on linen cotton canvas, metal eyelets, metal screw hooks, cord, metal brackets, screws
®daHepa, TOHMPOBaHHaA Nop, LBET KPacHOro aepesa, LG poBaa neyvatb, XONCT Ha JIbHAHO OCHOBE, XKene3Hble NeTnu,
BUHTOBbIE KPIOYKI, CKOOKN 1 LLIYPYNbl, LUHYP

76.5%x152.4%x7.6 cm

Seeriasse “Astuge ligi” kuuluvate
teostega toob Andrea Crespo vaatajani
ja Uhtlasi kritiseerib murettekitavaid
ning distoopilisi suundumusi puuetest
radkimisel. Crespo uurib keerukaid
kultuuri- ja ajaloonarratiive, mis
Umbritsevad psilihholoogilisi ja kehalisi
erinevusi. Teoses “Astuge ligi” kujutab
ta tdnapaeva kultuuri kui “veidrike
valjanaitust”, kus meelelahutustodstus
on eelkdige “veidrike” tootja,

ning naitab, kuidas kehaliselt,
psthholoogiliselt v&i kditumise poolest
teistsuguseid inimesi kujutatakse
enamasti negatiivselt.

In these selected works from the series
Step Right Up, Andrea Crespo presents
and critiques troubling and dystopic
uses of communication to represent
disability. Crespo highlights complex
cultural and historical narratives of
psychological and bodily being, while
examining the ongoing legacy of the
spectacularisation of disability through
mass media. In Step Right Up, he
portrays our current cultural climate as
a contemporary ‘freak show’, in which
the entertainment industry functions
primarily as a producer of ‘freaks of
culture’, alluding to how people with
bodily, psychological, and behavioural
differences are predominantly
portrayed negatively.

B pamkax cepun pa6oT «[lMogongn
6nvxe» (Step Right Up) XyAOHUK
AHppea Kpecno paccmatpuBaeT

1 nogBepraeT KPUTUKE CIOXKHbIE,
aHTUYyTOMMYeCKMe MeToAbl, C MOMOLLLbIO
KOTOPbIX MPEenCTaBAAIOT UHBANTNOHOCTD.
Ha nepsom nnaHe B pa6oTtax Kpecno -
CNOXHble KYNbTYPHbIE U UCTOpUYECKUEe
peanuu NCcMxonorm4eckoro 1
Pn31YECKOTO BbITUA, TAKIKE XYL0MHUK
npocnexxvBaeT n3obpaxkeHne
VMHBaNIMOHOCTM B CPEACTBaX MacCoOBOM
MHOPMaLMN Ha NPOTAXKEHUN

MHOIUX nokoneHunn. B cepnn pa6ot
«[Moponpoun 6nmxe» Kpecno nokasbiBaeT
KYNbTYPHbI/ KNUMaT Hallero o6LiecTsa
npexpmae BCero Kak CoBpeMeHHOe Loy
dprKOB», OEeNCTBYIOLWMX N1L, AnA
KOTOPOro NocTaBnAeT COBPeMeHHadA
MHAYCTpUA passrieyeHnn. B Hen nioan
¢ PN3NYECKUMU, MCUXOSIOTMHECKUMM
W NoBefeH4YeCKNMN OTANYNAMN
npepncTatoT No 60nbLLUON YacTu B
HeraTMBHOM KIlloYe.



Sunaura Taylor

Vaevatud loomad
Beasts of Burden
Bpema »KNBOTHbIX

2017

Vintdltekst
Vinyl text
BuHunoBbI TEKCT

Erinevad mdddud
Variable dimensions
MepemMeHHbIE pasmepbl

Oma raamatus “Beasts of Burden:
Animal and Disability Liberation”
(“Vaevatud loomad: loomade ja puuete
vabastamine®) analiilisib Sunaura Taylor
stigavuti ja vahel ka ebamugavust
tekitavalt, mis eristab inimest loomast,
puuetega inimest puueteta inimesest
ning mida tdhendab nendest eristustest
loobumine. Tylor kirjutab, et puuetega
inimeste ja loomade diguste teemad,
mida tavaliselt kasitletakse eraldi,

on tegelikult teineteisega tugevalt
seotud. Ta pakub uusi v8imalusi, kuidas
saavutada liikide ja voimekuse tGiksmeel.
Ka naitusel eksponeeritud vinudlist
seinatekstiks, mis kulgeb labi mitme
saali, on Taylor valinud I16ike raamatu
keelepeatiikist, mis radgib Simpans
Booee saatusest, kellele petati
Ameerika viipekeelt ning kes seejarel
mutdi laboriuuringute katseloomaks.

ILITY LIBERAT

AHIMAL AHD I

In her book Beasts of Burden, Animal
and Disability Liberation, Sunaura
Taylor thinks deeply, and sometimes
uncomfortably about what divides the
human from the animal, the disabled
from the non-disabled, and what it
means to break down these divisions.
Taylor suggests that issues of disability
and animal justice, which are habitually
seen as separated, are in reality deeply
entangled, opening up new possibilities
of solidarity across species and ability.
In the featured vinyl wall text, which
runs across several gallery spaces,
Taylor has selected fragments from
one chapter of the book on language,
which recounts the fate of Booee, a
chimpanzee who was taught American
Sign Language and then sold into
laboratory research.

B kHure Beasts of Burden, Animal
and Disability Liberation («Bpema
MKVIBOTHbIX: OCBOGOXOEHNE MUBOTHbIX
1 UHBaNMpoB», He NepeBefeHa Ha
pycckuii asbik) CaHaypa Telnop
paccmaTtpuBaeT rny6okue, nopoii
BeCcbMa Heyf#,06Hble BONpPOChl 0

TOM, YTO pa3genAeT YesloBeka n
YKVMIBOTHOrO, MHBanuga v 3gopoBoro
yernoBeKa, N Kak MOXXHO Pas3pyLUnNTb
3Ty pasgenuTenbHyio YyepTy. Ternop
CUYNTAET, YTO TEMbI UHBANIMOHOCTU

M YTHETEHUA XXUBOTHbIX O6bIYHO
TPaKTYIOTCA KaK HEYTO COBEpPLLEHHO
pasHoe, a Ha caMOM fiefie OHU ry6oKo
nepenneTalTCA, OTKpbiBaA HOBble
BO3MOXHOCTW ON1A [OCT/KEHUA
conunpapHoOCTM MeXay Bugamu.

B pa6oTax Teliniop — BUHWIOBbIX
NnneHKax, BbIBeLUEHHbIX B Pa3HbIX
3anax - npepcTaBneHbl n3bpaHHble
aBTOPOM hparmeHTbl OOHON N3 rNaB
ee KHUrn. 3gecb Tenop nuLLET o
asbike (Kak ABNeHMN) 1 paccKasbiBaeT
o cyabbe boa - wumnaH3e, koToporo
oby4yanu ameprKaHCKOMY A3bIKY
)KeCTOB, a 3aTeM npopanu naboparopun
9KCNeprMeHTaNbHOM MeAULNHbI.

Noémi Lakmaier

Ohjeldamise tlesanne
The Task of Containing
3afaya conepaHua

2018

Video ja live performance
Video and live performance
Bupeo n xxnBoe BbiCTynneHne
56" 35"

Noémi Lakmaieri teos “Ohjeldamise
tlesanne” koosneb performance’ist

ja videost. Peformance’is, mis toimub
naituse avadhtul, likkab Lakmaier
laua pealt kannu korduvalt maha ja
liimib uuesti kokku. Videos, mida naeb
kogu néituse véltel, istub kunstnik laua
taga, millel seisab seesama kann, ning
mehe haél loeb ette Martin Heideggeri
margilist esseed “Asi”. “Ohjeldamise
Ulesanne” raagib identiteedist,
intersektsionaalsusest ning enese,
teise inimese ja maailma suhtest, mis
vaidetavalt olevat ka Heideggeri teksti
keskne teema. Kann ja ka teos laiemalt
on piiritilene metafoor.
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Noémie Lakmaier’s The Task of
Containing consists of a performance
and video. In the performance,
organised during the opening of this
exhibition, Lakmaier repeatedly pushes
a jug off a table and subsequently glues
it back together, whereas the video,
which is on view throughout the entire
run of the exhibition, finds the artist
sitting at a table with the same jug on
it while reading Martin Heidegger’s
seminal essay “The Thing’ dubbed by

a male voice. The Task of Containing

is about identity, intersectionality, and
the relationship between self, other,
and the world, which is arguably also
Heidegger’s main concern throughout
his text. The jug, and the piece in
general is a metaphor for boundary
crossing.
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Pa6oTta Haomu Jlakmaliep «3apaya
conepxaHnua» (The Task of Containing)
npencraBnAeT coboi BULEO 1N XKUBOE
BbICTynneHne. BoicTaBka oTKpbiBaeTcA
»KBbIM BbICTYMNJIEHNEM, BO BpEMA
KoToporo Jlakmanep HeogHOKpaTHO
pOHAET co cToNa KYBLUUH, a 3aTeM
CKJIEBaET ero ocKonku. B Toxe Bpema
Ha BNOE0, CONPOBOXOalOLLEM BECb
NpoLEeCC BbICTaBKU, XYOOXHULLA CUAUT
3a CTONIOM C TEM »K€ KYBLUMHOM 1 YuTaet
acce MaptuHa Xanperrepa The Thing.
OTOT NpoLLecc 03BYUYMBAETCA MYMCKUM
ronocom. «3agaya cogepxxaHma»
noceALLeHa BONpocamM NOeHTUYHOCTN,
MHTEPCEKLNOHANbHOCTW, OTHOLLEHNI
MeXKay cCo60M, ApYrM HesTOBEKOM

1 MUPOM B LLenioM. Te »ke BOMnpochl
nogHMMaeT n Xangerrep B CBoem

acce. KyBLUWH, Kak 1 cama pa6oTa
XYOO0MXHUNLbI, ABNAETCA MeTadhopo
nepece4yeHnn rpaHunL,.



Gudrun Hasle

Vatavad
Wathing
CmopAar

2019

Tikand tekstiilil
Embroidery on textile
BbllUMBKa Ha TKaHU
131x 99 cm

Naitusel eksponeeritud tikandid

on Gudrun Hasle loonud vaikeste
korralike pistetega, tikkides vabalt
riputatud tekstiilidele erinevates
ihutoonides ja sinise varjundites.
Disleksiadiagnoosiga inimesena

jaab Hasle igapaevaelus sageli ilma
vOimalusest suhelda kirjatahtede abil
jainfot saada. Sellegipoolest jagab

ta vaatajaga oma igapaevamuresid
tekstiilile tikitud lihtsate, kuid
digekirjavigadega sdnumite kaudu,
mis réhutavad kunstniku kohalolu ja
tema taieste peaaegu haigettegevat
aktuaalsust. Tekstiili kasutamine viitab
naiste kunstitraditsioonile, naiteks
esimese laine feministlikule kunstile
ja varasemale tikkimistraditsioonile.
Nii Ghendab Hasle disleksiku, aga ka
naisena elamise kogemused, kusjuures
valdavalt normatiivses ja patriarhaalses
Uhiskonnas halvustatakse sageli
mdlemat.

On these pieces of embroidery, Gudrun
Hasle works with small, neat stitches
on loosely hanging fabric, in various
skin tones and blue shades. Diagnosed
dyslectic, Hasle is alienated from
communicating and decoding written
statements in everyday life. Despite
this, she confesses her daily concerns
through simple, but misspelled
sentences embroidered on textile,
making these personal statements
determinedly visible. The use of
textile references distinctively female
artistic practices, such as first wave
feminist art and the earlier tradition of
needlework. In this way, Hasle connects
her dyslexia with the experience of
living up to female identity, both

being framed in a derogatory manner
by a predominantly normative and
patriarchal society.
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Y l'yopyH Xacne gnarHoctupoBaHa
ONCneKcua, NoaToMy B NOBCEOHEBHOMN
YMKNBHU OHA MCMbITbIBAET TPYAHOCTU
NpU YTEHNN N MUCbMEHHOM

ob6weHnn. HecmoTpAa Ha aTo OHa
NnocpencTBOM BbILUMBKU MPOCTbIX
npensioXXeHn, B KOTOPbIX AoNycKaeT
MHOXMECTBO OLLUNGOK, pacckasbiBaeT
3PUTENIO O CBOUX NMOBCEOHEBHbIX
3aboTtax. bnarogapa Takomy cTuno

B ee paboTax CNOBHO 4YyBCTBYyeTCA
NPUCYTCTBME CaMOW XYOO0MHULbI.
Ncnonb3oBaHue TEKCTUNA — 3TO
OTCbIJIKa K UCKJTIOUYNTENIbHO XKEHCKUM
XYO,0XECTBEHHbIM MPaKTMKaMm, CTaBLUMM
YacTbio PEMNHNCTNYECKOTO NCKYCCTBA
nepBoO BOSHbI U TPAAULNOHHBIM BUOOM
pykogenusa. B cootTBeTcTBUM CO CBOEM
MKEHCKOWM NOEHTUYHOCTbBIO XYO0MHNLA,
BblpakaA CBA3b MeXOy CBOEN
OUcnekcuen n npegonpeneneHHbIM
OMbITOM XKN3HW, NpencTaBnaeT o6a
9TUX ABNEHNA B YHUUNMKUTENBHON
MaHepe, HaMepeHHO NnogyepKmnBan
npeo6GnapgaHue B obLLiecTBe
HOPMAaTMBHOTIO U NaTpuapxanbHOro.

Alison O’Daniel

Tuubavargad, stseen 55: taimed on kaitstud
The Tuba Thieves — Scene 55: The Plants Are Protected
Moxututenn Tyobl — CueHa 55: PacTeHunA yKpbITbl

2013

HD video, heli

HD color video with sound
Bupeo HD, 3Byk

12'12"

“Tuubavargad, stseen 55: taimed

on kaitstud” on keeruka ja ajapikku
edasiareneva filmiprojekti osa,

mille raames Alison O’Daniel

tootab koos heliloojate, kurtide
sportlaste, muusikute ja esinejatega.
P&orates tahelepanu kuulamisele

ja heli muundumisele, keerab
O’Daniel tavaparase filmitegemise
protsessi Umber ning alustab valmis
heliteostest. Seejarel ehitab nende
alusel liles stseenid. Ta palus kurdil
helikunstnikul Christine Sun Kimil
tootada erinevate heliliste ja visuaalsete
viidetega, et luua “Stseen 55:
taimed on kaitstud”. Nende hulgas
on naiteks uudised tuubavarguste,
kontserdisaali arhitektuuri ja meie
hulgast lahkunud skulptori Louise
Nevelsoni ripsmete kohta ning mustrid,
mida jadhooldusmasinad liuvaljadele
joonistavad.

The Tuba Thieves — Scene 55: The
Plants Are Protected is part of a
complex, gradually unfolding film
project in which Alison O’Daniel
collaborates with composers, Deaf
athletes, musicians and performers.
Highlighting acts of listening and aural
transformation, O’Daniel reverses the
usual filmmaking process by starting
with finished pieces of music. She
then bases her scenes upon these. For
Scene 55: The Plants Are Protected,
she asked Deaf sound artist Christine
Sun Kim to respond to several aural and
visual references. These include news
accounts of the tuba thefts, concert
hall architecture, the eyelashes of the
late sculptor Louise Nevelson, and the
patterns a Zamboni makes on anice
rink.
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LleHTpanbHaa cueHa n3 dounbma
«[MNoxntutenn Tpy6 - CueHa

55: PacTeHunA yKpbITbI» — 3TO

YacTb CIIOXKHOTO0, MOCTENEHHO
pa3BuBaloOLLLErOCA NPOeKTa, B

pamkax kotoporo dnucoH O’OaHunan
COTPYLHUYAET C KOMMNO3UTOPaAMMU,
rNyXUMU CNOPTCMEHaMU, My3blIKaHTaMu
M UCMONHUTENAMW. YOenaa OCHOBHOE
BHUMaHUE CIIYXOBOMY BOCMPUATHUIO

1 aKyCTUYECKOI TpaHcopMaLmm
3ByKa, O’[aHN3N NONHOCTbIO

MeHSAET NPUBbIYHbIA NOOXOM, K
KUHOMpPOn3BoacTBY. XyooXHMULLA
Ha4YyMHaeT C My3blKabHblX KOMMO3ULUNA,
a y>ke NoToM, OCHOBbIBAACb Ha rOTOBOM
My3blKe, MULLET cLueHapuii dounbma.
Ona «CueHbl 55: PacteHna ykpbITbI»
OHa nonpocuna ryxy XyooXHULY
Kpuctun CyH Knm pacckasaTtb, Kakue
39MOLMI BbI3bIBAOT Y HEE HEKOTOpPbIE
aKyCTMYeCKIe U BU3yalibHble 0GbeKThbI
— CBOLKW HOBOCTEN O Kpaxke TpyoO,
apXnTeKTypa KOHLEepTHOro 3ana,
HakagHble PeCcHULLbl HbiHEe MOKOHOro
ckynbntopa Jlynsbl HeBenbcoH nnu
PUCYHKM Y30POB, KOTOPbIE OCTaBNAeT
Ha KaTKe fiefoBble KOMGaHbI.



Jeffrey Mansfield

Kurtuse arhitektuur
Architecture of Deafness
ApXUTEKTypa ryxoThbl

2019

Installatsioon / Installation / UHcTannauuna
Erinevad m&ddud / Variable dimensions / [NNepemeHHble pa3mepbl

Kurtide koolid on nii arhitektuurilt

kui ka ruumi poolest lldisemalt
mitmetahenduslikud. Neis voib
kohata nii tilikoolilinnakule kui

ka kinnisele meditsiiniasutusele
viitavaid elemente. Seega jaab
ebaselgeks, kas nende eesmark

on harida véi isoleerida. Heaolule,
assimilatsioonile ja vastupanule
viitava arhitektuurse vormi ning
sOonakasutuse kaudu annavad kurtide
koolid aimu, kuidas on aja jooksul
muutunud suhtumine kurtusesse,
puuetesse, normaalsusesse,

aga ka kodanikuvaartustesse,
nlitdisaegsusesse ja rahvuslikku
kasvu ning identiteeti. See teos raagib
téostuse, bioloogia, patoloogia, poliitika
ja v8imu loo. Kogu ruumi hdlmavas
installatsioonis “Kurtuse arhitektuur”
kdrvutab Jeffrey Mansfield fotod ja
dokumendid, mis kasitlevad kurtust
kuuljate vaatepunktist (seinal) kurtide
endi kultuurist Iahtuvate materjalidega
(laual) ning toob nii vélja, kui erinevad
on arusaamad kurtusega seotud
arhitektuurist ja ideoloogiast.
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Deaf schools are architecturally

and spatially ambiguous. Featuring
elements of campus and asylum
architecture, their intentions are
unclear: Are they to educate or exclude?
Through welfare, assimilation, and
resistance, the architectural forms

and vocabularies of Deaf schools tell

a broader story of evolving attitudes
towards Deafness, disability, and
normalcy, as well as civic virtue,
modernity, and national growth and
identity. Their story is one of industry,
biology, pathology, politics, and
power. In the room-size installation
Architecture of Deafness, Jeffrey
Mansfield juxtaposes a selection

of photographs and documents
addressing Deafness from a hearing
perspective (wall section) with those
coming from within Deaf culture (table
section), offering two remarkably
different views on how architecture and
ideology frames Deafness.

|

LRIV TR B

INnypjaliy e asnyinyy,, 1595091 |1e1aq

,.
i
c
rr

M LT
610 ‘SSauLDa( 4O 84n3093Y2Jy WoI4 [1e3eq
‘6102

Ulvsiy
6102 ‘«19L0XAL) edALMaLNXA Y » MNTIBUILIELOHM 9L0BH

LLIkonbl 4nAa rnyxux BYCMbICIEHHbI

C TOYKUM 3PEHNA apPXUTEKTYpPbI N
TepPPUTOPUANIBHOTO PACMONOMEHMA.
Kakow cmbicn B cebe HeceT coueTaHme
31eMeHTOB 06bIYHOIO Kammnyca u
HEKOW N30MPOBaHHO CUCTEMDbI

— 00y4aTb NN N30ANPOBATL?

Yepes apxutekTypHble oopmMbl 1
MCNonb30BaHMe NNEKCUKU, KacaloLenca
TeM coumanbHoro obecrneyeHus,
acCUMUAALNN U COMPOTUBIIEHNA,
LIKONbI A4 FYyXUX JaloT 3HaTb, Kak
Ha NPOTAXKEHUN BPEMEHN MEHANOCH
OTHOLWIEeHWne K rnyxote, UHBanngHoOCTn
1 MOHATMIO HOPMasbHOCTU, a TaKXe

K rpa)kgaHcKom pobpogerenu,
COBPEMEHHOCTHU, HaLOHaNbHOMY
pa3BUTUIO N NOEHTUYHOCTU.

OTa uctopuna otTpasunach Ha
NPOMbILLIEHHOCTU, Buonoruu,
NaTonornmn Kak Hayku, nonmTmke u
BNnacTu. B npocTpaHcTBE pazmepom

c KomHaTy, xeddpn MaHcdhung,
npencraBnaeT HCTanNIAaALuio
«ApxuTekTypa rnyxotb» (Architecture
of Deafness), B paMKax KOTOPOIi ¢
NOMOLLLbIO NO[B0pPKK dhoTorpaduin

1 OOKYMEHTOB NPOTUBOMOCTaBNAET
rNyXOTY C TOYKUN 3pEeHNA OTCYTCTBUA
cnyxa (cTeHbl BLICTABOYHOIO 3ana)
KynbType ryxux (noBepxHocTb
cTtona). Takum o6pasom MaHcdhung,
npennaraeT oBa yaouBUTENbHO Pa3HbIX
B3rnAga Ha To, Kak apxXuTekTypa u
npoeonorna o6pamMnaioT ryxoTy.

Carmen Papalia & Heather Kai Smith

Avatud ligipaas. Nailine ndhtavus
Open Access: Claiming Visibility
OT1kpbITbIn gocTyn. MHMMaAa BUOUMOCTb

2019

Traditsiooniline ja digitaalne animatsioon

Traditional and digital animation

PucoBaHHaa n KOMMNblOTEpPHaA aHMMaLuuna

615"

Kolmel kanalil videoanimatsioon
“Avatud ligipaas. Nailine ndhtavus”
(2019) on “Avatud ligipaasu®
mittelineaarne tdlgendus, Carmen
Papalia loodud kontseptuaalne
ligipdasetavusega tegelev raamistik,
mis on installatsiooni helitausta alus.
“Avatud ligipaas” laheb kaugemale
ligipaasetavusele suunatud poliitikast
vOi mudelitest, pakkudes juhiseid
inimeselt inimesele suunatud tuge
andvate kokkulepete jaoks. Sellest
lahtuvalt kasitlevad Heather Kai
Smithi animatsioonid vastastikuse abi
ideed. Teoses on tundlikult kasutatud
protestide arhiivimaterjale, naiteks
1977. aastal toimunud ajalooline pikett
“504 Sit-In”, millega taheti survestada
jargima kodanikudiguste liikumise ajal
USA-s vastu vBetud darmiselt olulisi
digusakte puuetega inimestega seoses.
Uhisprojekti kaudu kisitlevad Papalia ja
Smith vastastikuse hoole ideed.

The three-channel video animation
Open Access: Claiming Visibility (2019),
offers a non-linear interpretation

of “Open Access,” a conceptual
framework for accessibility developed
by Carmen Papalia, which shapes the
soundtrack of the installation. “Open
Access” moves beyond a policy or
accommodation-based model of
accessibility by providing guidelines
for person-to-person agreements for
support. Building upon these ideas,
Heather Kai Smith’s animations engage
ideas of mutual support through a
careful rendering of archival protest
documentation, such as the historic
1977 ‘504 Sit-In’ protest, which
intended to force compliance with
critical legislation passed during the
civil rights movement by disabled
people in the United States. Through
this collaboration, Papalia and Smith
embody a relational approach to mutual
care.
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TpexkaHanbHaAa BuoeoaHnmaumAa
«OTKpbITbIN pocTyn: MHmasa
sBuanmocTb» (2019) npeanaraert
3PUTENIO HENMMHEHYIO MHTEPNpETaLNio
«OTKPbITOro JocTyna» —
paspaboTaHHyio KapmeH MNananuna
KOHU,EeNTyasnbHYO OCHOBY NOHATUA
OOCTYMNHOCTU, KOTOpaA obpeTaeT
dopmMy cayHATPEKa K ero MHCTannauuu.
«OTKpbITbI BOCTYN» CTPEMUTCA
co3aaTtb HeyTo bornbluee, Yem
OpUEHTNPOBaHHaA Ha OOCTYMHOCTb
noNNTUKa U MOLENN CO3aaHnA
OOCTYMNHOWM cpefbl, BbICTynasa
nyTeBoguMTenemM oA HafaxmBaHuA
OTHOLLIEHUI B3aMOMNOLOEPKM Ha
MEXITMYHOCTHOM YPOBHE. AHMMaLMA
Xetep Kaii CMuUT, B OCHOBY 4ero nernm
3TV NOen, UCNoNb3yeT KOHLENUMio
B3anmonomoLlu, obpaLiaAach K
apXMBHbIM OOKYMEHTaM O NpoTecTax, K
npumepy — cugA4YniA npotecT 1977 roga
C NPU3bIBOM MPUBECTN B COOTBETCTBME
3akoHopaTtenbcTBo CLUA, npnHAaToe

BO BPeMA OBVKEHMNA 3a rpakgaHcKme
npasa nogen ¢ NHBaNUOHOCTbIO. TakKuMm
o6pa3om, TBopUeckuii cotos Mananua n
CMUT peanunsyoT Mofefb OTHOLLEHWIA
B3aMMOMNOOOEPKKMN.



@ ALISON O’DANIEL

Alison O’Daniel on visuaalkunstnik ja filmi-
tegija, kes kasutab oma loomingus heli,
narratiivi, skulptuuri, installatsiooni ja
performance’it. Tema t6id on eksponeeritud
naitustel “Made in LA 2018” Hammeri
Muuseumis Los Angeleses, Moskva kaas-
aegse kunsti muuseumis Garage, Pompidou’
Keskuses Prantsusmaal Pariisis, Centro
Centros Hispaanias Madridis, Bemisi
Kaasaegse Kunsti Muuseumis Omahas,
Shulamit Nazariani galeriis Los Angeleses,
Art in Generalis New Yorgis, Samuel Freeman
Gallerys Los Angeleses ning Centre d’art
Contemporain Passerelle’s Prantsusmaal
Brestis. Teda esindab galerii Commonwealth
and Council Los Angeleses.

Alison O’Daniel is a visual artist and
filmmaker working across sound, narrative,
sculpture, installation, and performance.
She has exhibited in Made in LA 2018 at

the Hammer Museum, Los Angeles; Garage
Museum of Contemporary Art, Moscow;
Centre Pompidou, Paris, FR; Centro

Centro, Madrid, Spain; Bemis Center for
Contemporary Arts, Omaha; Shulamit
Nazarian, Los Angeles; Art in General, New
York; Samuel Freeman Gallery, Los Angeles;
Centre d’art Contemporain Passerelle,
Brest, France.She is represented by
Commonwealth and Council in Los Angeles.

OnucoH O’O3Hnan - BU3yanbHaaA XyOoXHULA
1 KNHOpEeXnccep, B CBOEM TBOPHECTBE
1ncnonb3yeT My3blKy, MOBECTBOBaHUE,
CKYNbMATYPY, UHCTaNnALNIo 1 nepcdopmaHc.
MpuHnmana yyacTtue B BbicTaBke Made in
LA 2018 («CpnenaHo B JlToc-Anpxenece,
2018») B mysee Hammer Museum (Jloc-
Anppkenec); 6bina NnpeacTaBieHa B My3ee
«Mapax» (MockBa), a TakXe Ha CReayoLmX
nnowapkax: HaumoHanbHbIN LEHTP
MCKYCCTBA U KYNbTYpbl UMeHN XXopxKa
Momnuay (Mapwx); o6LiecTBeHHbIN

ueHTp Centro Centro (Magpun); ueHTpax
coBpeMeHHoro nckycctBa: Bemis Center for
Contemporary Arts (Omaxa, CLLIA), Centre
d’art Contemporain Passerelle (Bpecr,
®panuua); ranepeax Shulamit Nazarian
(Noc-Anpenec), Art in Genera (Hbio-Mopk),
Samuel Freeman House (Jloc-AHpxenec).
PaGoTtbl AnucoH O’OaHnan npeacTaBneHbl B
ranepee Commonwealth and Council (Noc-
AHp)xenec).

ANDREA CRESPO

Andrea Crespo elab ja to6tab New Yorgis.
Viimasel ajal uurib ta oma loomingus teatud
sorti inimkogemuse vaatemangulisustamise
parandit. Crespo tegeleb keerukate
kultuuriliste ja ajalooliste narratiividega,

mis imbritsevad psiihholoogilisi ja

kehalisi eristuvusi. Ta looming kasitleb
identiteeti ja selle voimalikke ekslikke
valjendusvorme, kuid kunstnik on vaadelnud
ka seoseid pstihhopatoloogilise reaalsuse,
kultuuriloome ning nendega seotud
digitaalsete kogukondade vahel. Crespol

on olnud isikunaitused Kraupa-Tuskany
Zeidleri galeriis Berliinis, Downs & Rossis
New Yorgis, MIT List Visual Arts Centeris
Cambridge’is, Massachusettsis, New
Museum/Rhizome’i veebikeskkonnas, Swiss
Institute / Contemporary Artis New Yorgis.

Tema teoseid on eksponeeritud ka Fondation
Louis Vuittonis Pariisis, Whitney Ameerika
kunsti muuseumis New Yorgis, MINI/ Goethe
Instituudis New Yorgis, MAXXI| muuseumis
Roomas, kunstikeskuses The Kitchen New
Yorgis, Zabludowicz Collectionis Londonis,
Musée Espace Arlaud’s Lausanne’is, LUMA/
Westbaus Ziirichis, Associazione Barrieras
Torinos, Serpentine’i galeriis Londonis,
Londoni Kaasaegse Kunsti Instituudis,
Fridericianumi muuseumis Kasselis.

Andrea Crespo lives and works in New

York. In his recent practice, Andrea Crespo
examines the persistent legacy of the
spectacularization of certain variations of
human experiences. Crespo investigates
complex cultural and historical narratives
surrounding errant forms of psychological
and bodily being. Crespo’s practice
encompasses identity and errors of
identity, though he has also focused on the
connections between psychopathological
realities, cultural formations, and the

digital communities associated with them.
Crespo’s recent solo exhibitions were held
at Kraupa-Tuskany Zeidler, Berlin; Downs &
Ross, New York; MIT List Visual Arts Center,
Cambridge, MA; New Museum/Rhizome,
online; Swiss Institute/Contemporary Art,
New York. His works were also shown at
Fondation Louis Vuitton, Paris; The Whitney
Museum of American Art, New York; MINI/
Goethe-Institut, New York; MAXXI, Rome;
The Kitchen, New York; Zabludowicz
Collection, London; Musée Espace Arlaud,
Lausanne; LUMA/ Westbau, Ziirich;
Associazone Barriera, Turin; Serpentine
Galleries, London; Institute of Contemporary
Arts, London; The Fridericianum, Kassel.

Anppea Kpecno xuBeT n paboTtaet B Hblo-
Mopke. B cBOMX TBOPUECKMX MPaKTNKax

OH paccMaTpMBaEeT, Kak CNeKTaKyApHbIi,
3penULLHbI MOPAAOK YENOBEYECKOro OnbiTa
nepenaeTcA 13 NOKONEHNA B MOKOJSIEHUNE U TO,
KaK CIIOXKHbI€ KYJbTYPHble 1 UCTopryeckume
peanuu BAUAIOT Ha oINnBGoYHOe BOCMpUaATME
MCMXONOrNYECKOro 1 pU3NYeckoro BbITuA.
Kpome Toro, Kpecrno yaenaert BHUMaHue
NOEHTUYHOCTU 1 €€ BO3MOXHbLIM chopMaM
oWNBOYHOTO BbipaXKeHNA, paccMaTpuBaeT
CBA3U MeX[y NCUXONaToNorM4ecKnmMm
peanuamm, KynbTypPHbIM (DOPMUPOBaHEM

1 CBA3AHHBIMM C 3TUM LN POBLIMA
coobuecTBamu. NocnegHne N3 ConbHbIX
BbICTAaBOK Kpecno npoLwunu B ranepesx:
Kraupa-Tuskany Zeidler (BepnuH), Hester
(Hblo-Mopk); ranepee coBpeMeHHOro
uckyccTtea Downs & Ross (Hbto-Mopk);
My3ee coBpeMeHHoro uckycctesa MIT

List Visual Arts Center (Kem6puox, wtat
Maccauycetc, CLUA); LLiseiLiapckom
WHCTNTYTe coBpeMeHHoro nckycctsa (Hbto-
Mopk). Ero pa6oTbl TakXKe BbICTaBSIANNCH

B 3gaHun ®oHga Jyn ButtoHa (Mapux);
My3ee amepuKaHCKOro nckyccrtea YNTHu
(Hblo-MopK); KypaTopCKOit Xy10MECTBEHHOIA
peangeHuun MINI/ Goethe-Institut (Hblo-
Mopk); HaumoHanbHOM My3ee NCKYCCTB

XXI seka MAXXI (Pum); apT-npocTpaHcTBe
The Kitchen (Hbio-Vlopk); Xyn0XeCTBEHHOIA
ranepee Zabludowicz Collection

(NonpoH); mysee Musée Espace Arlaud
(IlosanHa); ranepeax: LUMA/ Westbau
(Ltopux), Associazone Barriera (TypuH),
Serpentine Galleries (JTongoH); HcTuTyTe
coBpeMeHHoro nckycctea (JloHgoH) n Mysee
®puaepuumnanym (Kaccenb).

@ CANARIES

Kanaarilinnud (Canaries) on kunsti-
valdkonnaga seotud, ent samas
autoimmuunhaiguste v8i muude krooniliste
haigustega elavate ja t66tavate naiste ning
ebatraditsioonilise sooidentiteediga inimeste
vorgustik. Grupi nimi viitab valjendile “nagu
kanaarilind kaevanduses®, mida kasutatakse
inimeste kohta, kes on keskkonnatingimuste
halvenemise varajaste markide suhtes
tundlikud. Kanaarilinnud on kord kuus
kokku tulev tugigrupp, enam kui 200 liiget
koondav meililist, kus on véimalik privaatselt
nduandeid ja tuge saada ka valjaspool
meditsiinististeemi, ning varem on nad
tegutsetud ka kunstikollektiivina.

2015. aasta I6pul palus Kanaarilindude liige
Taraneh Fazeli grupilt Ghe naituse jaoks
tekste ja pilte, mis tegeleksid kiisimusega,
kuidas enda eest haiguse dgenemise ajal
hoolt kanda. Nii stindiski triikis “Ooteruumi
markmed” (Notes for the Waiting Room),
mis oli mdeldud levitamiseks paikades,
mida Kanaarilindude lilkkmed kdige paremini
tunnevad - meditsiini- ja kunstiasutustes.
Ajaleht valmis tihedas koostd6s
Kanaarilindude asutajate ja kunstnike Jesse
Coheni ja Carolyn Lazardiga, valjaande
toimetas Fazeli ning see oli Uhtlasi osa tema
kuraatoriprojektist “Haige aeg, unine aeg,
sant aeg: kapitalismi ajalise ahistamise
vastu” (Sick Time, Sleepy Time, Crip Time:
Against Capitalism’s Temporal Bullying).

Canaries is a network of art-adjacent women
and gender non-conforming people living
and working with auto-immune conditions
and other chronic ilinesses. The group name
references to the phrase “canaries in the

coal mine”—shorthand for those whose
sensitivities are early indicators of adverse
conditions in the environment. Canaries
functions as a support group with monthly
meetings, a listserv of 200+ members for
sharing confidential advice and support

on surviving in and outside of medical
institutions, and, previously, an art collective.
In late 2015, Canaries member Taraneh Fazeli
invited the group to contribute texts and
images addressing the question: “How do
you take care of yourself during a flare-up of
your symptoms?” The resulting publication,
Notes for the Waiting Room, was designed to
be distributed in the two institutional spaces
Canaries members are most familiar with:
medical and art institutions. The newspaper
was produced closely with Canaries
co-founders and artists Jesse Cohen and
Carolyn Lazard and edited by Fazeli as part
of her ongoing curatorial project “Sick Time,
Sleepy Time, Crip Time: Against Capitalism’s
Temporal Bullying.”

Canaries (KaHnapeiiku) — 370 coobL1ecTBO
OA XKMBYLLNX 1 paBoTaloLwmx ¢
ayYTOVMMYHHbBIMU 1 BPYTMMU XPOHUYECKUMUN
3a6oneBaHNAMYU XYOOMHUL-3HTY3MaCTOK,
3aHMMaloLLMXCA TBOPYECTBOM Ha
HenpodeccnoHanbHoOM OCHOBE U He
o6napaloLwmnx ocobbiMy TanaHTaMu, U

nna ocob ¢ npobnemMamu reHgepHom
naeHTnYHocTU. HasBaHme coobiectBa

- 9TO CHOCKa Ha ajllo31io «kaHapelika B
YrOSIbHOM LLIaxTe», TaK KOPOTKO Ha3blBalOT
TeX, YbA MOBbILLEHHaA YyBCTBUTENbHOCTb
cpa3sy pearvipyeT Ha Kakue-To HeMnonagku B
oKpy»xeHnn. CoobLLecTBO OYHKLMOHNPYET

Kak cBoeoGpasHas rpynmna nogaepXKu

C eXXeMeCAYHbIMY COBpaHnAMN 1
MHOPMaLLMOHHON PacChINKOM, KOTOPYIO
nony4atot 6onee 200 yenosek. Llenb

BCEro 3TOr0 — Conepe)xxnuBaHve n oomMeH
KOH(UOEHLMaNnbHbIM/ COBETAMMU,
NO3BONALLNMUN KBbDKUTbY B MEOVLMHCKUX
yupexkaeHunax n BoeHe. PaHee coobLuecTBo
OeiCTBOBAO KaK Xy[0XeCTBEHHbI
KOMNEKTUB.

B koHue 2015 ropa uneH coobllecTBa
Canaries TapaHex Dauenu npegnioxmna
y4acCTHMKaM rpynnbl, NpnBerHyB K TEKCTaMm
1 N306parKeHNAM, NonblTaTbCA OTBETUTb
Ha Bonpoc «Kak Bbl crieguTe 3a CBOUM
30,0pOBbeM B Nepuod 060CTpeHNA BaLlero
3aboneBaHuA?». B pesynbraTte noAasmunacb
raseta Notes for the Waiting Room
(«3ameTku B 3ane oxumaaHna»). laseTHble
MaTepuranbl NOCBALLEHbl ABYM TEMaM,
0co6eHHOo 6nNM3KMM YneHam coobLuecTBa
Canaries: megununHe 1 UCKyccTBy. [aseTa
6blnia BbiMyLL,EHA B TECHOM COTPYOHUYECTBE
C coy4ypenuTenamMm coobLecTBa u
XypoxHukamu xeccn KoaHom n KaponunH
Naszapgn. IispaHue nop pepakuuein Gauenu
- 4acTb €10 XKe Kypupyemoro npoekTa Sick
Time, Sleepy Time, Crip Time: Against
Capitalism’s Temporal Bullying («BonbHoe
BpeMsA, COHHOE BpeMsd, CKaneyeHHoe
BpeMA: MPOTMB BPEMEHHOr0 3anyrmBaHnsa
KanuTanmama).

CARMEN PAPALIA

Carmen Papalia keskendub oma loomingus
sotsiaalsetele praktikatele ning kasutab
aktivismi ja improvisatsioonilisi strateegiaid,
et iseenda kogemusest [ahtuvalt juhtida
tahelepanu ligipaasetavuse kiisimustele
avalikus ruumis, kunstiinstitutsioonides

ja visuaalkultuuri valdkonnas laiemalt.

Oma loomingu kaudu, milles ta kasutab
erinevaid vorme koostddna slindivatest
performance’itest avalike sekkumisteni,
soovib kunstnik loobuda visuaalse
prioriseerimisest ning seista vastu
niisugustele tugivéimalustele, mis pdhinevad
suutmissurvelisel arusaamal selle kohta,
mis on normaalne. Papalia loomingut on
eksponeeritud Solomon R. Guggenheimi
muuseumis New Yorgis, Tate Liverpooli
galeriis Liverpoolis, Harvardi Ulikooli
kunstimuuseumites Cambridge’is, Grand
Central Art Centeris Santa Anas, Gallery
Gachetis Vancouveris ning mitmel pool mujal.

Carmen Papalia is a social practice artist
who uses organizing strategies and
improvisation to address his access to
public space, the art institution, and visual
culture. His work, which takes forms ranging
from collaborative performance to public
intervention, is an effort to unlearn visual
primacy and resist the support options
that promote ableist concepts of normalcy.
Papalia’s work has been featured at: The
Solomon R. Guggenheim Museum, New
York; the Tate Liverpool, Liverpool; the
Harvard Art Museums, Cambridge; the
Grand Central Art Center, Santa Ana; and
Gallery Gachet, Vancouver; among others.

B cBoeM TBOpUYECTBE XYOOMHUK

KapmeH Mananuna npnpepxusaetca
KOHLLEMLMIA COLMANbHbIX NMPaKTUK U
MCMNOJIb3YyeT CTpaTernm opraHn3auum n
MMMNPOBU3aLLUM, YTOGbI 06ecrneunTb cede

0OCTYnN K 06L1,eCTBEHHOMY MPOCTPaHCTBY,
XYL0XECTBEHHbIM YYPEeXXLEHNAM 1
BU3yanbHOM KynbType. Ero TBopyecTBo
4acTo NpefCcTaB/IeHO B Pa3fiNYHbIX
dopmMax: OT COaBTOPCTBa C Apyrmm
XYLOOXHUKaMU [,0 paboTbl C NpUBIeYeHneM
ny6nukun. Bce aTo — nonbiTka OTONTU OT
nprvopuTeTa BU3yanbHOCTU B TBOPYECTBE,
npepnoXunTb Ny6nuke nHoe, 6onee
nepcrneKTMBHOE BOCMPUATAE KHOPMbI».
Pa6oTbl Mananna BbiIcTaBNANUCH B My3ee
The Solomon R. Guggenheim Museum
(Hblo-I7I0pK); B ranepenx Tate Liverpool
(Nnsepnynb), Gallery Gachet (Bankysep);
B XynooXecTBeHHOM My3ee lapBappa; B
xypoxectBeHHoOM LeHTpe the Grand Central
Art Center (CaHTa AHa) 1 Tak nanee.

@ DAX PIERSON

Dax Pierson on muusik ja produtsent,

kes elab ning té6tab San Francisco Bay
Areas. Ta oli bédndide Subtle ja 13 & God

Uks asutajatest, alternatiivse hiphopgrupi
Themselves tuurikollektiivi liige ning grupi
Anticon kaastootaja. 2005. aastal sattus
bandi Subtle auto kiilasjaale ja paiskus
katusele. Seljaaju vigastanud Daxi sdrmed on
dnnetusest peale halvatud ning ta kasutab
produtseerimisel iPadi rakenduste abil
juhitavat silearvutit. Viimased 12 aastat on
ta uurinud tehnoloogia pakutavaid v8imalusi
ning uute oskuste omandamine on sageli
aegandudev. Praegu lihendab tema eri
piirangute mdjuvaljas kujunev looming endas
kolledziraadiotes kasutatavaid tleminekuid,
hiphoppi, Uheksakiimnendate postrokki,
veidraid taktimd6te, uut teknot, ambient-
drooni, ndksuvaid riitme ja sentimentaalsust.

Dax Pierson is a musician/producer based

in the San Francisco Bay Area. He was the
co-founder of the bands Subtle and 13 &
God, a touring member of left of center
hip-hop group Themselves and an associate
of the Anticon collective. In 2005, Subtle
encountered black ice in the middle of the
country while on tour and flipped over,
leaving Dax with a spinal cord injury. Since
his individual fingers are now paralyzed, Dax
has switched to using a laptop controlled
with iPad apps in order to produce. The

last 12 years have been spent exploring the
possibilities that technology could offer,
often with time-consuming learning curves.
His work is currently informed by limitations,
college radio segues, hip-hop, ‘90s post-
rock, odd time signatures, new techno,
ambient drones, bobbing head beats and
sentimentality.

Oakc MnpcoH — My3bIKaHT 1 Npoaiocep,
»UBeT 1 paboTaeTt B O6nacTtu 3anusa
CaH-®paHuucko. B npowsniom MupcoH 6bin
coy4ypenuTenem aHcambnei Subtle n 13

& God, a Tak)xe NapTHEPOM KOJIIeKTUBa
Anticon, racTponvpoBan B cocTaBe rpynnbl
anbTepHaTUBHOrO Xun-xona Themselves.

B 2005 rony Bo BpeMA racTposibHOro

Typa no LeHTpy cTpaHbl NpcoH, notepas
ynpaBrieHue, nonan B aBapuio — YepPHbIN
nief, Ha jopore noBnek 3a coboli TpaBMy
cnuHHoro moara. C tex nop MNMupcoH
napann3oBaH, HEKOTOPbIE U3 ero nasnbLeB
He paboTaloT, MO3TOMY OH BbIHY»XO,EH
1CMNOJIb30BaTb JISNTOMN U MPUSIOXKEHNA
iPad, 4ToGbl Nnpopom«aTtb paboTty
npoplocepa. NocnenHue 12 net nposen,

3aHNMaACh N3yYeHNEM BOZMOXHOCTEN,
KOTOpble NpeasiaraloT HaM COBpPeMeHHbIe
TEXHOJIOTMM: UX NCMOMNb30BAHMIO 3a4acTyio
npepnLlecTBYeT AJINTENBHOE CIIOXHOE
oByueHue. B HacToALee BpemA paboThl
MnpcoHa pacckasbiBaloT O BbIHYKOEHHbIX
OrpaHUYeHNAX, OHY TaKXKe NMOCBALLEHbI
pafuocTaHLUMKM Konneaxka, Xmn-xony, noct-
poky 90-x, HOBOI TEXHO-MY3blKe, BUTOBOI
My3blKe N CEHTUMEHTaNbHOCTU, a TaKXKe
My3blKe B cTUnAax odd time signatures n
KOHKPETHOIN MY3bIKW, KOTopaa NpeacTaBnaeT
co6oi1 xapaKTepHOE HN3KOKa4YeCTBEHHOE
ryneHvie u BUGpaLuio B pasnmyHbiX pUutMmax,
CO3[aloLLNX CMNIIOLLHOM 3BYKOBOW NaHpLwadT.

@ ERIKA TAMMPERE

Erika Tammpere on périt Rakverest.
1960. aastal alustas ta dpinguid Eesti
NSV Riiklikus Kunstiinstituudis ehk ERKIs
(praegune Eesti Kunstiakadeemia), mille
I8petas tekstiilikunstniku diplomiga 1966.
aastal. Ta to6tas disainerina mitmes

Eesti kergetodstusettevdttes, naditeks
tekstiilivabrikus Punane Koit (1966-1970)
ja Teadus-Tootmiskoondises Mistra
(1980-1992). Todstuskunstniku t66 kdrval
leidis ta aega ka suuremddtmelisele
unikaalloomingule ning ta lemmikuks
kujunes gobelaantehnika. Naitustel on Erika
Tammpere esinenud lle 50 aasta. Eesti
Kunstnike Liidu liige on ta aastast 1972 ja
Eesti Tekstiilikunstnike Liidu asutajaliige
aastast 1993.

Erika Tammpere is based in Rakvere. In
1960, she began her studies at the State
Art Institute of the Estonian SSR (now
Estonian Academy of Arts) and graduated
with a degree in textile art in 1966. She
worked as a designer in several Estonian
light manufacturing companies, such as
the Red Dawn Factory (1966-1970) and

the research and production company
Mistra (1980-1992). Alongside her job as
an industrial designer, she also had time to
create large-scale art objects. She came to
favour working in the medium of tapestry.
Erika Tammpere has been exhibiting for over
50 years. She has been a member of the
Estonian Artists Association since 1972 and
a founding member of the Estonian Textile
Artists Association since 1993.

XynoxHuua dpuka Tammnepe (poga.
Paksepe) B 1960 rogy noctynuna

B DCTOHCKMI MoCcynapCTBEHHbIN
XYO,0MeCTBeHHbIN MHCTUTYT (cerogHa

— OCTOHCKaA Xy,0XKeCTBEHHaA

akagemua), KOTopbiil okoHYKa B 1966
rogy rno crneunanbHOCTU «XYLOMHUK MO
TekcTuo». Tpyaunach An3aiHepPoOM Ha
HECKOJbKMNX 3CTOHCKUX NPeanpuaTnax
JIerKo NPOMBbILLUIIEHHOCTU: — Ha
TekcTunbHaA abpuke «lyHaHe KOAT»
(Punane koit, 1966-1970) 1 Ha Hay4HO-
Npon3BOACTBEHHOM KOMGBMHaTe «Muctpa»
(Mistra, 1980-1992). Tammnepe Haxoauna
BpeMsA 1 Ana paboTbl Haf, YHMUKanbHbIMU
KpynHora6apuTHbIMU NPOEKTaMW.
N3nto6neHHON TEXHNKO XYO,0XHULbI CTana
pa6oTa c ro6eneHom. Spunka Tammnepe
6onee nATUOECATN NeT NPUHUMAET yyacTue
B BbICTaBKaXx, ¢ 1972 ropa ABNAeTCA YNeHOM
Coto3a XyOOXHNKOB DCcToHMN, a B 1993 rony
cTana ocHoBaTesieM SCTOHCKOro coto3a
XYO0XHUKOB MO TEKCTUIIO.



GUDRUN HASLE

Gudrun Hasle kasutab oma loomingus
erinevaid meediumeid nagu tikandid,
bénnerid, fotod ja videod ning kunstniku
teosed pdhinevad tema enda kogemustel.
Diisleksia diagnoosiga inimesena jaab

ta igapaevaelus sageli ilma vdimalusest
kirja abil suhelda ja informatsiooni saada.
Sellegipoolest jagab ta vaatajaga oma
igapaevaseid muresid tekstiilile tikitud
lihtsate, kuid digekirjavigadega sGnumite
kaudu, mis réhutavad kunstniku kohalolu
ja tema taieste peaaegu haigettegevat
aktuaalsust. Hasle teoseid on keeruline
lugeda ja seet&ttu tekitavad need vaatajas
tunde, justkui oleks tal endal diisleksia ning
nii p6drab kunstnik vdimuhierarhia peapeale.
Olulisimad naitused: “How can i scrim”,
Horsensi kunstimuuseumis (2016), “Dem
der kom fer mig”, Vejeni kunstimuuseumis
(2015), “Hex”, Formati néituseruumides
Kopenhaagenis (2015), “My charlthodt

as a expat” kunstimuuseumis Brandts13
Odenses (2015), “minutes, hours, days
weeks”, Tom Christofferseni galeriis (2015),
“Belding a Humen.”, Tom Christofferseni
galeriis (2013), “Regler”, “Demorummet”,
Galleri Image, Aarhus (2013), “All for One”
koos Luana Perilliga, Medium Gallery,
Slovakkias Bratislavas. “A Room With a
View”, Rennebaksholmi kultuurikeskuses
Neestvedis (2013), “24 SPACES - A
Cacophony?”, Rootsis Malmé Konsthallis
(2013). Hasle loomingut on nii Horsensi
kunstimuuseumi, Taani rahvusgalerii kui ka
Taani Riikliku Fotomuuseumi kogudes.

Working in various mediums, such as
embroidery, banners, photography and
video, Gudrun Hasle’s works are based on
her own experiences. Diagnosed dyslexic,
she is alienated from communicating and
decoding written statements in everyday
life. Despite this, she confesses her daily
concerns to the beholder through simple
but misspelled sentences embroidered

in textiles, making her works present and
almost unbearably relevant. Difficulty
decoded, it makes the viewer feel dyslexic
and inverts the power relation. Selected
exhibitions: “How cani scrim,” Horsens Art
Museum, 2016, “Dem der kom fgr mig,”
Vejen Kunstmuseum, 2015, Hex, Format,
Copenhagen, 2015, “My charlthodt as

a expat” at Brandts13 in Odense, 2015,
“minutes, hours, days weeks,” Galleri Tom
Christoffersen, 2015, “Belding a Humen.”
Galleri Tom Christoffersen, 2013, “Regler,
Demorummet,” Galleri Image, Aarhus,
2013, “All for One. With Luana Perilli”
Media Gallery, Bratislava, “A Room With a
View,” Rennebzeksholm, Nzestved, 2013,
“24 SPACES - A Cacophony,” Malmd
Konsthall (SE), 2013. Hasle is represented
in the collections of Horsens Art Museum,
The National Gallery of Denmark, and the
National Photomuseum of Denmark.

lyopyH Xacne pa6oTaeT B pa3Hbix o6nactax
NCKYCCTBa, CPEAUN HNX — BbILLMBKa, 6aHHepb,
oTorpacdua n Buaeo. Ee pa6oTbl OCHOBaHbI
Ha JIMYHOM XXM3HEHHOM onbiTe. Y [yapyH
Xacne guarHocTMpoBaHa gucrnekcus,
NO3TOMY B MOBCEOHEBHOW XN3HN OHa
MCMbITbIBAET TPYQHOCTY NPU YTEHUN U
nMCbMeHHOM 06LeHnn. HecmoTpAa Ha

9TO OHa NOCPefCTBOM BbILLMBKN NMPOCTbIX

NpeaioXXeHni, B KOTOPbIX JOMNyCKaeT
MHOXeCTBO OLUNBOK, pacckasbiBaeT 3puUTesio
0 CBOUX MOBCeOHEBHbIX 3a60Tax. Bnarogapa
TaKoOMy CTWJIIO ee NPOn3BeOEHNA CTAaHOBATCA
NoYTUN HEBBIHOCUMO NPaBOVBbLIMM, B HUX
CIIOBHO YYBCTBYETCA NPUCYTCTBME CaMOii
XyOoXHULbI. TEKCTbI €e paboT 3a4acTyio
CIOXXHO «paclunpoBaTb», MOITOMY
3pUTENb MOXKET OLLYTUTb OUCIIEKCUIO 1
no4YyyBCTBOBaTb Ha cebe cuiy ee BAUAHUA.
BbicTaBKM XyO,0XKHULbI GblIN NpencTaBneHbl
Ha MHOrux nnowapkax: How can i scrim,
XyD0XXeCTBEHHbIN My3ei XopceHca

(2016); Dem der kom far mig, BelieHcKuin
XYOOXECTBEHHbIN My3ei (2015); Hex,
Format Copenhagen, (KonenrareH, 2015);
My charlthodt as a expat, minutes,

hours, days weeks, ranepen Galleri Tom
Christoffersen (Konewraren); Belding a
Humen, ranepesa Galleri Tom Christoffersen
(2013); Regler n Demorummet, ranepen
Galleri Image (2013);All for One coBMecTHO
¢ lnanon Mepunnw, ranepea Media Gallery
(BpaTucnasa); 24 SPACES - A Cacophony,
XypoxxecTBeHHaa ranepea Manbmé
(LWBeuus, 2013); A Room With a View,
KyHctaxann HectBepa Rennebaeksholm
(HecTsen, 2013). Pa60oTbl XY[0XHULLbI TAKXXE
BbICTaB/EHbI B XYJ0XXECTBEHHOM My3ee
XopceHa, HauunoHanbHow ranepee JaHum n
HauunoHanbHoM Mmy3ee cpoTorpadum daHun.

@ HEATHER KAI SMITH

Heather Kai Smith on Ameerika
Uhendriikides Chicagos elav ja tootav
kunstnik. Tal on magistrikraad Emily

Carri Kunsti- ja Disainiiilikoolist (2017) ja
bakalaureusekraad joonistamise erialal
Alberta Kunsti- ja Disainikolledzist (2009).
Hetkel tegeleb tema looming protesti,
kollektiivsust ja teadlikku kogukonnaloomist
kasitlevates visuaalsetes arhiivimaterjalides
peituvate vdimalustega ning uurib seda
vaatluspd&hise joonistamise kaudu. Tema
viimatised naitused olid Walter Phillips
Gallerys (Banff), studio e gallerys (Seattle)
ja Morris and Helen Belkin Gallerys
(Vancouver). Hetkel to6tab ta Harper-
Schmidt Fellow stipendiaadina Chicago
Ulikooli visuaalkunsti osakonnas.

Heather Kai Smith is an artist who currently
lives and works in Chicago, IL, USA. She
completed her MFA at the Emily Carr
University of Art and Design (2017), and her
BFA in Drawing at the Alberta College of
Art and Design (2009). Her current practice
explores the potential embedded within
archival images of protest, collectivity, and
intentional communities activated through
observational drawing. Recent exhibitions
include: The Walter Phillips Gallery (Banff),
studio e gallery (Seattle), The Morris and
Helen Belkin Gallery (Vancouver). She is
currently a Harper-Schmidt Fellow in the
Department of Visual Arts at the University
of Chicago.

XynoxHuua Xetep Kain CMUT XXNBET 1
paGoTaeT B Hukaro, wrtaT MinnuHoiic,

CLUA. B 2017 rogy oHa nofly4una cteneHb
MarncTpa UCKyccTB B YHUBepcutete
MCKYCCTBa U gn3aiHa UMeHn dMnIn

Kapp (Emily Carr University of Art and
Design), 8 2009 rogy - cTeneHb 6akanaspa
MNcKyccTBa B AnbGepTCKOM Konnemxe
nckyccTs u gusaiiHa (Alberta College of

Art and Design). Ha gaHHblii MOMeHT CMuT
3aHUMaeTcA UccnegoBaHeM NoTeHLMana
APXUBHbIX N306pPa)KeHN1, MOCBALLLEHHbIX
npoTtectam, KONIEKTUBU3MY N OCO3HAHHBIM
coobuectBam. MeTog paboTbl XyLOMHULLbI

- cpucoBka. Ha paHHbIn MOMEHT NPOXoaunT
ee BbICTaBKM NPOXOQAT B ranepeax: The
Morris and Helen Belkin Gallery (BaHkysep);
studio e gallery (Cuatn), The Walter Phillips
Gallery (Band, KaHapa). CmuT asnaetca
YNTEHOM MEXOVCLUMIMHAPHOI opraHmn3aumm
Harper-Schmidt npu Yuusepcutete Yukaro.

@ JEFFREY MANSFIELD

Jeffrey Mansfield on MASS Design Groupi
arhitekt ja USA Kongressi raamatukogu
John W. Kluge teadur, kelle looming uurib
arhitektuuri, maastiku ja eri slisteemide
vahelist vahendatud ruumi. Teose “The
Architecture of Deafness” (“Kurtuse
arhitektuur®) eest palvis ta hiljaaegu
Graham Foundationi stipendiumi. Tema
t6id on avaldatud valjaannetes Cooper
Hewitt Design Journal, AD ja Tacet ning
eksponeeritud MoMA PS1-s, Bergen
Assembly naitusel, San Paulo biennaalil
ja Sharjah’ biennaalil. Jeff on t66tanud
arhitektuuribiiroodes Kennedy Violich
Architecture (Boston), HHF Architects
(Basel) ning Parker Warburton Team
Architecture (Dunedin, Uus-Meremaa).
Ta on olnud siinnist saati kurt ning dppis
Massachusettsis kurtide koolis.

Jeffrey Mansfield is a designer with MASS
Design Group, a John W. Kluge Fellow at the
Library of Congress, whose work explores
the mediated space between architecture,
landscape, and systems. He is also a current
Graham Foundation grantee for his work

on The Architecture of Deafness. His work
has been published in the Cooper Hewitt
Design Journal, AD, Tacet and presented

at MoMA PS1, Bergen Assembly, Sao

Paulo Biennale, and the Sharjah Biennial.
Previously, Jeff has worked at the offices of
Kennedy Violich Architecture (Boston), HHF
Architects (Basel), and Parker Warburton
Team Architecture (Dunedin, New Zealand).
He has been deaf since birth and attended a
school for the deaf in Massachusetts.

O>xedbdppu MaHcdhung, - apxutektop 6lopo
MASS Design Group v Hay4HbIl COTPYAHUK
LleHTpa nm. OyxoHa Kntore npn Bnbnnoteke
KoHrpecca CLUA. B cBonx paboTax oH
nccnenyet coobLlaioLeeca NPoCTPaHCTBO
MEXY apXUTEKTYPOI, NaHawadTom 1
MHbIMWN cucTeMaMu. B HacToALLee BpemA
MaHcdung asnaeTca oencTByOLWLNM
rnonyyartenem rpata opraHmnsauum Graham
Foundation 3a ero nponssegeHune
«ApxuTekTypa rnyxotbi». Pa6otbl MaHcdhunpa
nyGAnNKoOBaNnChb B TaKUX U3OaHNAX, Kak
Cooper Hewitt Design Journal, AD v Tacet,

a TaKXxe aKCMnoHmpoBanuch B LieHTpe
coBpemeHHoro uckycctea P.S.1 (MoMA PST1),
NPOEKTHOM BbICTAaBOYHOM LieHTpe Bergen
Assembly, a Tak)xe Ha GMeHHane UCKyccTBa

B CaH-lNayny n LLlaHxalickoii 6ueHHane.
PaHee pa6oTan B apxXUTeKTYpPHbIX KOMMaHUAX
Kennedy Violich Architecture (Boctow), HHF
Architects (bazenb) n Parker Warburton
Team Architecture (Hosasa 3enangns,
DanHnguH). MaHcdung aBnaeTca rnyxmm ot
POXKOEHUA, MNOCeLLLan LKoY AJ1A FTYXOHEeMbIX
B Maccauycertce.

@ JESSE DARLING

Jesse Darling on skulptuuri, installatsiooni,
video, joonistuse, teksti, heli ja
performance’iga tegelev kunstnik. Ta
elab ja tootab Berliinis. Tema viimatiste
isikunaituste hulka kuulvad “Crevé”
Triangle France’is Marseille’is (2019),
“The Ballad of Saint Jerome”, ART NOW-I|
Tate Britain’imuuseumis Londonis

(2018), “Support Level” Chapter Gallerys
New Yorgis (2018) ja “Armes Blanches”
Galerie Sultanas Pariisis (2017). Hiljuti

on ta osalenud grupinaitustel nagu
“Transcorporealities” Museum Ludwigis
KdInis (2019), “May You Live in Interesting
Times” (58. Veneetsia biennaal) Veneetsias
(2019), “POSTCENTRAL” Nome Gallerys
Berliinis (2019), “Body Splits” SALTSis
Baselis (2019), “more of an avalanche”
Wysingi Kunstikeskuses (2018) ning

“An unpredictable expression of human
potential” Beiruti Kunstikeskuses Sharjah’
biennaalil Beirutis (2017).

Jesse Darling is an artist working in
sculpture, installation, video, drawing, text,
sound and performance. They live and work
in Berlin. Recent solo shows include Crevé,
Triangle, Marseille (2019), The Ballad of Saint
Jerome, ART NOW, Tate Britain, London
(2018), Support Level, Chapter Gallery, New
York (2018) and Armes Blanches, Galerie
Sultana, Paris (2017). Recent group shows
include Transcorporealities, Museum
Ludwig, Cologne (2019), May You Live in
Interesting Times (58th Venice Biennale),
Venice (2019), POSTCENTRAL, Nome
Gallery, Berlin (2019), Body Splits, SALTS,
Basel (2019), more of an avalanche, Wysing
Art Centre (2018), and An unpredictable
expression of human potential, Beirut Art
Centre for Sharjah Biennale, Beirut (2017).

XypoxHuk Oyxeccn OapnuHr paGoTaeT B
o6nacTu CKynbnTypbl, MUHCTaNNALMN, BULEO,
pUCYHKa, TEKCTa, My3blK/ 1 NepdopmMaHca.
Muget B BepnuHe. Cpenu ero nocnegHux
COJbHbIX BbICTaBOK — Crevé, apT-
npocTpaHcTeo Triangle France (Mapcenb,
2019); The Ballad of Saint Jerome, cepua
BbICTaBOK «l/ICKycCTBO cerogHaA» (ART
NOW), BpuTaHckan ranepea TeitT (JloHooH,
2018); Support Level, ranepea Chapter
Gallery (Hblo-Mopk, 2018); Armes Blanches,
ranepea Galerie Sultana (Mapux, 2017).
LapnvHr npyuHUMan yyacTiie 1 B rpynnoBbiX
BblicTaBKax: Transcorporealities, My3ei
TNMopeura (KenbH, 2019); May You Live in
Interesting Times, 58-a BeHeunaHckaa
6uneHHane; POSTCENTRAL, ranepes

Nome Gallery (BepnuH, 2019); Body Splits,
ranepea SALTS (Basenb, 2019); more of an
avalanche, apt-ueHTtp Wysing Art Centre
(Kem6pumx, Benuko6putanua, 2018);

An unpredictable expression of human
potential, 6uenHane Sharjah Biennale, apT-
ueHTp BeipyTa (2017).

NOEMI LAKMAIER

Noémi Lakmaier on Austrias stindinud
live- ja performance-kunstnik. Ta elab ja
téotab Ida-Londonis ning on esinenud ja
eksponeerinud oma loomingut laialdaselt nii
Uhendkuningriigis kui ka rahvusvahelistel
naitustel. Olles queer ja Uhtlasi puudega

naine ning Uhendkuningriigis elav
immigrant, on Lakmaieri koha- ja
kontekstitundliku loometd6 keskmes
identiteet ning see, kuidas inimesed
madtestavad nii end kui teisi kehast [ahtuvas
kontekstis. Lisaks t66tab Lakmaier
eksistentsiaal-fenomenoloogilist Iahenemist
rakendava pslihhoterapeudina.

Noémi Lakmaier is an Austrian-born, live
and performance artist. She lives and

works in East London, and has performed
and exhibited widely in the UK and
internationally. As a queer, disabled woman
and an immigrant to the UK, identity and
how we relate to ourselves and others in the
world, in an embodied way, are core interests
in her site- and context-responsive practice.
Alongside her art practice, Lakmaier also
works as an existential-phenomenological
psychotherapist.

XynoxHuua Hoamu Nakmaiiep (pogunack

B ABCTPMU) 3aHUMAETCA KUBBIM»
MICKYCCTBOM U NepdopMaHCcoOM. XXuset

1 pa6oTaeT B BocTtouHOM JloHOOHE.

OHa npepcTaBnAna cBoe TBOPYECTBO

B BenukoGputaHum n gpyrnx ctpaHax.
JITakmanep aBnAaeTca npencraBUTeNbHULEN
KBUP, YXEHLLMHOW C OrpaHNY€HHbIMU
BO3MOXHOCTAMU N UMMUTPAHTKOI, MO3TOMY
BOMPOCHI OTHOLLUEHUNA K cebe 1 OKPY)KatoLLUM
HaxoOAT OTPaXKeHMe Kak B ee JINYHbIX —
BHYTPEHHUX, TaK U KOHTEKCTO-3aBNCUMbIX
npakTukax. Kpome Toro, oHa paGotaeT
9K3MCTEHLMaNbHO-PEHOMEHONOMMYECKNM
ncuxoTepaneBToM.

@ SHANNON FINNEGAN

Shannon Finnegan on multidistsiplinaarne
kunstnik, kelle looming uurib puuet
Umbritsevat kultuuri ja ligipaasetavust.

Ta on teinud koost66d Friends of the

High Line’i, Banff Centre’i, Invisible Dogi
ning Wassaic Projectiga ning pidanud
ettekandeid Brooklyni Muuseumis, School
for Poetic Computationis, 8th Flooris ja
Andrew Heiskell Braille and Talking Book
Librarys. 2018. aastal palvis ta auhinna
Wynn Newhouse Award ning viibis Art
Beyond Sight’s Art + Disability Residency
residentuuris. Hetkel on ta resident
Eyebeamis.

Shannon Finnegan is a multidisciplinary
artist making work about disability culture
and accessibility. She has done projects with
Friends of the High Line, Banff Centre, The
Invisible Dog, and the Wassaic Project. She
has spoken at the Brooklyn Museum, School
for Poetic Computation, The 8th Floor, and
The Andrew Heiskell Braille and Talking
Book Library. In 2018, she received a Wynn
Newhouse Award and participated in Art
Beyond Sight’s Art + Disability Residency.
She is currently a resident at Eyebeam.

LLleHHOH ®UHHUraH — MeXaucUUNInHapHaa
XYA0XHULa, paboTbl KOTOPOW MNOCBALLEHbI
OKpY>KaloLLell MHBaNNOHOCTb KYNbTYPHOM
cpefe u goctynHocTu. B pamkax
COBMECTHbIX MPOEKTOB OHa paboTana ¢
HeKoMMepyecKol opraHusauuen Friends of
the High Line, Xyp,0XKeCTBEHHbIM LLleHTPOM
The Invisible Dog n HeKoMMepyecKum
Xy[0XKeCTBeHHbIM 06beuHeHnem Wassaic
Project. ®nHHeraH BbiCcTynana c peyblo B

BpyknuHckom mysee (Brooklyn Museum),
XYO0XXeCTBEHHO Wwkone School for

Poetic Computation, B He3aBUCMOM
XYO,0XXeCTBEHHOM NMpocTpaHcTBe The

8th Floor n B 6uénuoteke The Andrew
Heiskell Braille and Talking Book Library.

B 2018 rogy B pamkax nporpaMmbl gna
XYA,0XHWKOB C He,oCTaTKaMy 30,0POBbA
nony4duna rpaHt Wynn Newhouse Award, a
Tak>XXe MpvHUMana y4actme B npoekte Art
Beyond Sight’s At + Disability Residency.
Ha cerogHawHMiA neHb GrHHeraH npoxogut
NnoaroToBKy B pe3ngeHType nnatdopmbl ona
XynoXHUKoB Eyebeam.

SUNAURA TAYLOR

Sunaura Taylor on kunstnik ja kirjanik. Ta
on raamatu “Beasts of Burden: Animal
and Disability Liberation” (The New

Press, 2017) autor ning selle eest palvis ta
2018. aastal kirjandusauhinna American
Book Award. Taylor on kirjutanud muu
hulgas valjaannetele American Quarterly,
New Labor Forum ja Qui Parle. Tema
kunstiloomingut on eksponeeritud CUE Art
Foundationis ja Smithsoniani Instituudis.
Tayloril on magistrikraad kunstide erialal
Berkeley’s asuvast California Ulikoolist ning
hetkel on ta New Yorgi Ulikooli sotsiaal- ja
kultuuriuuringute osakonna Ameerika
uuringute doktorant.

Sunaura Taylor is an artist and writer. She

is the author of Beasts of Burden: Animal
and Disability Liberation (The New Press,
2017), which received the 2018 American
Book Award. Taylor has written for American
Quarterly, New Labor Forum, Qui Parle

and other outlets. Her artworks have been
exhibited at venues such as the CUE Art
Foundation and the Smithsonian Institution.
Taylor holds an MFA in Art Practice from
the University of California, Berkeley, and is
a PhD candidate in American Studies in the
Department of Social and Cultural Analysis
at NYU.

CyHaypa Tenop — Xxyoo»Huua v nucatenb.
B 2017 rony Bbinyctuna kHury Beasts of
Burden: Animal and Disability Liberation
(napatenbcTBo The New Press) n B 2018 rogy
noslyyuna 3a Hee eXXErofgHylo NUTePaTypPHYIO
npemuio American Book Award
(«AmepurikaHcKaa KHVKHaA Npemmna).
Telinop nucana pnA Hay4YHbIX XXYPHanoB
American Quarterly, New Labor Forum,

Qui Parle n ppyrux. Ee xyno»xecTBeHHble
Npou3BeneHNA BbICTAaBNANNCh Ha U3BECTHbIX
nnowapkax: aptT-npoctpaHcteo CUE Art
Foundation (Hblo-Mopk) 1 CMUTCOHOBCKMIA
nHcTuTyT (Smithsonian Institution,
BawwuHrToH). Teliniop nosyunna cteneHb
mMarmctpa uckyccts B KanmdopHuinckom
yHusepcutete (University of California),
ABNAETCA KaHONOATOM OOKTOPCKMX HayK

B 06nacT aMepukaHucTku MIHcTuTyTa
coumanbHOro 1 KynbTYPHOro aHanmsa npu
Hblo-Mopkckom yHueepcutete (Department
of Social and Cultural Analysis at NYU).
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