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Et tulevased polved
miletaksid Il

2017

Plasttool, torikulised,
liblikas, kimalane, samblikud,
habesamblikud, samblad,
LED-valgus

Foto: Nina Wilenius
Kunstniku loal

Ha namartb Gyaywum
nokonennsm Il

2017

CTyn NNacTMKOBbIii, TPYTOBUKM,
GaGouka, Wmenb, NNWATHNKY,
GopoAaTblii NUWAKHNUK, MOX,
CBETOAMOAHBIN CBETUNBHUK
®Ooto: Huna Bunennyc

C pa3peweHus XyAOKHNKA

For the Memory of Upcoming
Generations Il

2017

Plastic chair, polypores,
butterfly, bumblebee, lichen,
beard lichen, moss, led light
Photo by Nina Wilenius
Image courtesy of the artist



AnnMiram Vaikla Meenub kord, mil kondisin Kairos kopti linnaosa tinavatel.

Tundsin selles ile 21 miljoni elanikuga linnas, nagu oleksin maal: jalge

all oli muld, 6hk oli tiis kirikukellade ja minarettide palvekutsete heli,
virske leiva, koriandri, apelsinide, tolmu ja priigi I6hna. Ja siis — valge
plasttool. Tinavatel olid sajad ja tuhanded toolid, millel istusid ainult
mehed - noored ja vanad. Pievast ja kellaajast s6ltumata tuleb ikka sellest
valgete plasttoolide armeest libi kondida. Kuni nad kord murduvad ja
titkkideks pudenevad, et mulla ja tolmuga tiheks saada. Mikroplast ringleb
paljuliigilise keskkonna organismides. Olen muutunud (valgeks plast)
tooliks. Minu peale voib istuda.

SaskiaLillepun Peagegu kogu plast, mis on 20. sajandi algusest saadik toodetud,
on tihel voi teisel kujul endiselt alles, sest plast ei kddune. Plasti ka poletatakse,
kuid nii jitab ta endast maha teistsuguse miirgise pirandi. Loodusesse
hiiljatuna lagunevad plastesemed tiha viiksemateks ja viiksemateks osa-
kesteks, kuni levivad pidurdamatult keskkonnas, sisenedes ja talletudes

ka elusolendite kehadesse. Inimese elueaga vorreldes ulatub plastesemete
tulevik peaaegu kisiteldamatusse kaugusesse, samuti nagu nende mine-
vikki - need on valmistatud naftast, mille moodustumiseks tirgsetest
fossiilidest kulus miljoneid aastaid." Et tulevased p6lved miletaksid — meie
kehades ja keskkonnas koikjal olev plast oli varem ajatool.

AnnMupran Baitra BerompHaeTcs, Kak A TYJIsLJIa [0 YJIUIAM KOIITCKOTO paﬂOHa
B KaI/Ipe. B srom ropofie C HaceJCHUEM 6osiee 21 MUIIIMOHA 9EIOBEK

A 4yBCTBOBAJIA cebs Kak B I€PEBHE: IO HOTAMU 65112 HeachaabTUPOBAHHASA
MIOYBa, BO3AYX ObLJI HATIOJTHEH 3BOHOM LEPKOBHBIX KOJIOKOJIOB U [TPU3bIBAMU
K MOJIUTBE C MUHAPETOB, 3a[IAXOM CBEXKETrO xneba, KOpUaHApa,
aneJIbCUHOB, MBI U MyCOPa. %! BIPYT — 6eJIbIi M1aCTUKOBBII CTYyJL.

Ha ynunax cTosAIM COTHU U THICSAYH CTY/IbER, HA KOTOPBIX CUZEIU O HU
MY>KUMHBI, OT MaJa Jio Beauka. HesaBucumo oT gHA Hefle 1y v BpeMeHu
CYTOK, 371€Ch BAM TAaK MJIM MHAYE IPUAETCSA IIPOUTH CKBO3b 3TOT CTPOK
OeJIbIX MIACTUKOBBIX crynbes. [Toka OHU OHAXKIBI HE CIOMAIOTCS M HE
PACCBIIUTIOTCA Ha KYCOYKH, 4TO6BI CTATh 3€MJIEH U MIBLIBIO. MuxponnacTuku
IUPKYJIUPYIOT B OPraHU3MAX MHOTHX JKUBBIX BUIOB. S cTana cTymom

(us 6enoro mnactuxa). Ha MeHs MoHO cecTb.

Cacrwn Jnwenyy TToqTy BeCh IVIACTHK, IPOM3BOZUMBII ¢ Havana XX Beka,

BCE elIle CYW[eCTBYET B TOM MIIH MHOM POpPME, BEfb IUIACTHK HE PA3JIATACTCA.
TTnacTux COXUraioT, HO STO BBI3BIBAET YIKE HOBBIC 3ATPASHEHUA.

B oxpysxaromrest cpese mracTHKOBbIE TPEAMETHI PACTIAZAIOTCSA Ha BCE
boJiee MesIKME YACTHILBI U, GECKOHTPOJIBHO PACIIPOCTPAHSACH, IONAAIOT
B TeJIa )KMBBIX CYIIECTB U OCTAIOTCA B HUX. I 10 cpaBHEHMIO ¢ ye10BeYeCcKOi
JKHM3HBIO OyfiylIee IIACTHKOBBIX IIPEJMETOB IPAKTUYECKU He0O03pHMO,
KaK U X IPOIIIOE — OHHU M3TOTOBJEHHI U3 HePpTU, HA OPMHUPOBAHHE
KOTOPO¥ U3 ;PEBHUX HCKOIIAEMbIX IIOTPEOOBAIMCH MHUJUTHOHEI JIET."
Yrobsr Oysyure IOKOIEHK A He 3a0bIBAIIN: IITACTHK, KOTOPBII ceifyac

B HAIIKX TEJIaX U IIOBCIOAY B OKPY KaIollei HAaC cpefie, KOrga-To 6511
ILLAXKHBIM IIE3JIOHTOM.
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Ann Miram Vaikla | remember walking on the streets of Coptic Cairo. In the

midst of a city that has over 21 million inhabitants, I felt as if in the
countryside: dirt under my feet, the air full of sonic mixture of church
bells and minaret prayer calls, the smell of fresh bread, coriander, oranges,
dust and trash. And then - a white plastic chair. Hundreds and thousands
of them scattered on the streets, occupied by men only, young and old.
Every day, all the time, I was walking through this army of white plastic
chairs. Until they break, fall down into pieces to become one with the earth
and dust. Plastic microfibers circulating in the organisms of multispecies
landscapes. I have become a (white plastic) chair. You can sit on me.

SaskiaLillepus A1most all the plastics that have ever been produced since

the beginning of the 20" century are still around in one form or another,
because plastics don’t decay. Plastics that have been and are burned,
contribute to another kind of toxic legacy. Left in the environment, plastic
objects become smaller and smaller and smaller and smaller — they spread
in the environment uncontrollably, entering and accumulating in the fleshy
bodies of living beings. The future of plastic objects expands over almost
unthinkable timescales compared to human temporalities, like their past —
the oil used to make them formed from ancient fossilised remains over
millions of years.! For the memory of the upcoming generations. See,

the ubiquitous plastics in your bodies and environment used to be a lawn
chair.
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SAARA-MARIA KARIRANTA (1974) on skulptor, kes tegutseb Soomes
Inkoo vallas. Ta seob traditsioonilisi skulptuuritehnikaid tinapievase
tehnoloogiaga, kombineerides neid sageli meid imbritsevate argiesemetega.
Uuemas loomingus on Kariranta uurinud lidne postkapitalistliku
tthiskonna nihtusi. Oma installatsioonidega loob ta mitmele meelele
mbeldud laetud ruume, kus piirid eluta ja elava ning vaimse ja ainelise vahel
segunevad. Kariranta I6petas magistriopingud Soome Kunstiakadeemias
2012. aastal.

CAAPA-MAPUA KAPVPAHTA (1974) — cxynsnTop, XKUBET U
paboraer B Mynnuunanurere koo B Quunsauauu. B ceoem tBOpuccTBe
OH4 COYETAET TPAJUIMOHHbIE CKYJIBIITY PHbIE TEXHUKH C COBPEMEHHBIMU
TEXHOJIOTUAMY, YaCTO KOMOMHUPYS UX C OKPYKAIOUUMU HAC IIPEAMETAMU
noscefHeBHOro obuxopna. B cBoux nocnepuux paborax Kapupanra
usydaeT GeHOMEHBI 312 JHOTO IIOCTKAMTAIMCTUIECKOrO 00IecTsa.

C oMo CBOUX MHCTAIUIALMIH OHA CO3JAET MYJIbTUCEHCOPHBIE
3apsDKEHHbIE IPOCTPAHCTBA, B KOTOPHIX CMELINBAIOTCS IPAHMILBI MEKAY
HEOJyIEBIICHHBIM U )KUBBIM, JyXOBHBIM M MaTepuanbHbiM. Kapupanra
OKOHYMJIA @ymcxylo aKaJieMHIO U3ANTHBIX HCKyccTB B 2012 ropy.

SAARA-MARIAKARIRANTA (1974) is a sculptor based in Inkoo,
Finland. She combines traditional sculptural techniques with contemporary
technology, often in combination with everyday objects that are found
around us. In her recent work, Kariranta examines the practices of Western
post-capitalist society. Installations create multi-sensory, charged spaces
where the boundaries of the inanimate and the living as well as the mental
and the material are blurred. Kariranta graduated with an MFA from the
Finnish Academy of Fine Arts in 2012.
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Kummitus toas

2021

(Tellimusteos)
Panphonicsi kolarid,
meediapleier ja andur
Visuaal: Hans Rosenstrom

Mpu3spak B komnate
2021

(3akasuas paGora)
Junamukn Panphonics,
Meananneep u AaT4unk
Busyanusuuus:

Xanc Posenctpém

Ghost in the Room

2021

(Commissioned)
Panphonics speakers,
mediaplayer and sensor
Image by Hans Rosenstrom
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Ann Mirjam Vaikla AJati; kui NARTi saabub uus resident, kiisib ta mult, kas
siin kummitab. Muidugi kummitab! Killap vist? Kui ma enne magama
jidmist silmad sulen, hakkab vana maja hiilitsema. See allumatu fusilise
kohaloluga jiik arhitektuuriline kest, mis parineb 1893. aastast, hingab
esmalt sisse ja siis vilja. Ohu liifkumine paneb hoone materjalid painduma,
venima ja punduma. Kuidas kélaks ja ndeks vilja kummitused, kui hoones
ringlevale 6hule kuju anda? Nende kahe omavaheline vestlus kajab t66stus-
liku interjoori pindadel, muutes selle hiiglaslikuks muusikainstrumendiks.
Kuulen kéhedust tekitavaid hiili, mis meie kehasid ja meeli jatkuvale
kummitavad, tekitades meis igatsust progressi, arengu ja laienemise jirele —
nagu oleksime tagasi 1893. aastas.

SaskiaLillepus My parema korvaga juhtus midagi ja kaheks niddalaks liks
kuulmine tditsa paigast. Ma ei suutnud tuvastada, kust helid pirinevad.
Inimene vois seista mu ees ja ridkida, kuid ta hiil ndis tulevat mu selja
tagant veidi vasakult. Tédnaval kdimine oli viga keeruline, sest see, mida ma
nigin ja kuulsin, ruum ja heli, ei liinud kokku ning seetttu tundus kogu
maailm olevat moondunud ja pidevas litkkumises. Méne pieva pirast lak-
kasin inimestega rdikimast, ootasin ainul, et see tile liheks. Mereimetajatel,
kes kasutavad suhtlemiseks ja keskkonna tajumiseks hiilt, ei ole voimalik
laevanduse, merealuse puurimise jm inimtekkelise miira eest kuhugi peitu
pugeda, sest heli liigub vees palju kaugemale kui 6hus. Siseplemismootori
leiutamise ja toSstusrevolutsiooni jirel on inimesed muutunud koige
lirmakamaks loomaliigiks maakeral.

Ann MupuanBaitena g e npri pas, korga B HAPT npuesskaeT HOBBIA IIpUIiia-
LIIEHHBII XY/IOXKHUK, OH CIPAIIMBAET MEH, HE BOAATCA JIU 3[,€Ch IIPU3PAKH.
Koneuno e, Bogarca! A xax nnage? Korga s 3axpsIBaio rj1asa, meItasach
YCHYTb, CTAPBIA JJOM HATIOJHAETCA 3ByKaMU. DTO CHAYa 1A BABIXAET,

4 IOTOM BBIJIBIXAET CAMOBOJIBHBIM IPU3PAK CYPOBOM aPXUTEKTYPHOIM
nocrpoiiku 1893 roxa. [IBuskeHue Bo3yxa 3aCTaBIAET CTPOUTEIbHbIE
KOHCTPYKIMHU U3rH0aThCs, PACTATMBATHCA U PacKphiBaThcs. Ecu npupgars
ABUKYIIEMYCS B 3JaHUH BO3LYXy GOPMY, KaK OyeT BHIIIIAZETD U 3BYYaTh
9TOT HOBBII IpU3PaK? 3BYKHU UX becesibl OTPAXKAIOTCS OT OBEPXHOCTEM
IIPOMBIIIEHHOTO HHTEPbEPA, IPEBPANas 3AaHHE B TMTAHTCKUI HHCTPY-
MEHT. f] c/IbITy 3By KM, HATOHAIONIME XKYTh, HE JAIOIHE TOKOS HAIIMM
TEJIAM U 4yBCTBAM, 33CTABJIAIONIUE HAC KAXKJJaTh IIPOTPECCa, PA3BUTHA U
pocTa — KaK ecu 6b1 MbI BepHYICh B 1893 rog.

Cacxus Jlunrenyy Yrro-To CIYIUIOCH C MOUM IIPABBIM YXOM, U B T€YCHUE IBYX
HeJiesIb CITyX OBLI COBEPIIEHHO HapyIueH. 5 He MOIIa OIIpesenT,
OTKYZla UCXOZAT 3BYKH. TeJIOBEK MOT TOBOPUTS, CTOS IIPAMO IIEPENO
MHOH, HO €TI0 roJIoC, Ka3aJI0Ch, 3BY4aJI 32 MOEM CIIMHOM 9y Th JIEBEE OT
MeHs. X0oAuTb [0 yaunaM 65110 OYeHb TPYLHO, BEb TO, YTO S BUAETIA

U CJIBIIIAJIA, IPOCTPAHCTBO U 3BYK HE COBIIAJaJIU, U IO9TOMY BECh

MHUP Ka3aJICA MCKAXKECHHBIM U YCKOIb3AIOUMM OT BocnpusaTus. Jepes
HECKOJIBKO JJHEH S TepeCcTasa PasroBapuBaTh C IO bMH, TOK 9TO
HapyILIEHHUE CIYXa, HAKOHEI, He IPoIIo. MOPCKHM MIIEKOIUTAIO UM,
KOTOPBIE UCIIOJIb3YIOT 3BYK J4JI5 OOLIEHHS M BOCIIPUATHS OKPYIKAIOLIEro
MHUPa, HETJIe CIPATATHCSA OT CYZOB, IIOJBOJHOTO Oy PeHUs U APYTHX
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AHTPONOTEHHbIX ITYMOB, TOCKOJIbKY 3BYK PaCIIPOCTPAHAETCA B BOJIE
TOpasyo J1aJibllle, 9€EM B BO3J[yX€. C MomeHTa I/1306pCTCHI/I}I JIBUTATEJIS
BHYTPEHHETO CTOPAHU A U IIPOMBIILJIEHHON PEBOIIOIUH JIIOU CTAJIH
CaMBIM Iy MHBIM BUZIOM )XUBOTHBIX Ha 3emue.

Ann Miram Vaikla Eyery time a new resident arrives at NART Iam asked if the
place is haunted. Of course it is! It must be? Before I close my eyes to

fall asleep, the old house starts to make sounds. Its bothersome physical
presence — a rigid architectural shell from 1893 — inhales and then, exhales.
The air moves, making the building materials bend, stretch and dilate.
How would the ghosts sound and look like if the air in the house were given
a shape? Echoing dialogue between the two travels on the surface of the
industrial interior turning it into a one big-scale instrument. I hear eerie
voices that keep haunting our bodies and minds, making us crave for
progress, growth, expansion... — as if being back in 1893.

sakiaLillpus S§omething happened to my right ear, and for two weeks my
hearing was completely off. I could not locate the source of sounds.

A person was standing in front of me talking, and the sound of their voice
seemed to come from behind me, a little to the left. It was very difficult to
walk on the streets — what I saw and heard, space and sound, didn’t match,
and as a result, the whole world felt distorted and in constant motion.
After a couple of days, I didn’t talk to anyone until it passed. Marine
mammals, who use sound to communicate and sense their environment,
have nowhere to escape the underwater noise generated by shipping, drilling
and other human activities, because sound travels much further in water
than through air. With the invention of the combustion engine and the
industrial revolution, humans became the noisiest animal on the planet.
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HANS ROSENSTROM (1978) on pirit Soomest Lohja linnast. Praegu
elab ja td6tab ta Stockholmis. Rosenstrémi loomingu keskmes on
installatsioonid, mis tegelevad vaatajate omavaheliste psithholoogiliste
ja futisiliste suhetega kindlal ajahetkel ja kohas. Teoste valmistamisel

on ta sageli peensusteni arvestanud kohaga, kus neid kogetakse. Nende
olukordade loomisel kasutab ta laias valikus meediume ja materjale alates
efemeersest, kuid taktiilsete omadustega helist, [opetades arhitektuuriliste
sekkumistega. Vaataja kohalolek on miirava tihtsusega teoste jaoks, mis
tihtilugu valmivad alles kiivitamisel. Rosenstrom on 6ppinud nii Malmé
Kunstiakadeemias Rootsis kui ka Soome Kunstiakadeemias Helsingis,
kus ta I6petas magistripingud 2007. aastal.

XAHC PO3EHCTPEM (1978) poauscs 8 ropoge JIoxss B QuuisiHpum.
B Hacrosmee Bpems oH sxuBeT U paboraer B Crokronsme. LlenTpansnoe
MecTo B TBOpYecTBe PoseHCTpEMA 3aHMMAIOT MHCTAJIIALUH,
3aTParuBaloNjye MCUXOIOTUIeCKUe U GU3UIECKHE B3AUMOOTHOMEHM A
3pUTEJIEN B ONPE/IEIEHHBII MOMEHT BPEMEHHU U B OIIPEJIEIEHHOM
mecte. Co3paBas CBOM IIPOM3BEJEHNUA, OH YaCTO YUUTHIBAET MECTO,
I7ie OHH JOJDKHBI ObITh IpescTaBieHs! spuTero. [Ipu gopMupoBanuu
TAKUX CUTYalMi OH UCIIOJIb3YET MIMPOKUI CIIEKTP CPENCTB MACCOBOM
uHPOPMALUU U MATEPUATIOB: OT 3eMEPHOTO, HO TAKTUIILHOTO 3BYKa JI0
APXUTEKTYPHBIX HHTepBeHIUH. [IpUCyTCTBHE 3pUTENa HMEET pentaoniee
8HAYCHUE 7711 PaboOT, KOTOPbIE HEPEAKO MOTYT OBITh 3aBEPLICHBI TOJIBKO
npu ux akTuBanuu. PoseHcTpéM yunica B AkageMun XygoxecTs Manbmé
B [IIBenuu u B QuHCKOM aKaAeMUK U3SIIHBIX UCKYCCTB B XeJIbCUHKH,
T7le OH IOJTYy4MJI cTeneHb MarucTpa B 2007 rofy.

HANSROSENSTROM (1978) is from Lohja, Finland. Currently, he lives
and works in Stockholm. Rosenstrém’s practice centres around installations
that deal with the viewers’ psychological and physical relationship within

a specific moment and place. The works are often carefully produced

in relation to the sites in which they are experienced. When creating these
situations, he uses a wide variety of media and material; from the ephenté
yet tactile qualities of sound to architectural interventions. The presence
of the viewer is integral in the work, which often remains incomplete until
it has been activated. Rosenstrém studied in both the Malmé Art Academy
in Sweden and the Finnish Academy of Fine Arts in Helsinki, from where
he received his MFA in 2007.
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Mineraalsed igaiihed

2021

(Tellimusteos)

Kivid, heli, videoprojektsioon
22°

Kaader Marit Mihklepa videost

Bce uckonaemsle

2021

(3akasuas paGora)

Kamnun, 3ByK, Bugeonpoexums
22’

Kapp n3 uaeo Mapur Muxknenn

Mineral everybhodies
2021

(Commissioned)
Stones, sound and video
projection

22

Still from the video

by Marit Mihklepp



Ann Mifam Vaikla Iy jvaks jiinud Kreenholmi kosk niib tddstusarengu
kummitusliku milestusena’ — paljastunud on joesing, kus kunagi vesi
paejirsakult alla langes. ,Mineraalsed igaithed“ kisitleb sellestsamast
joepohjast kogutud kivide stivaaega. Tuhandete aastate eest jidkatte
sulamisega sinna kandunud kivid lebavad pérandal eraldiseisvate
tiksustena. Niiiid puudutavad nad puitpdrandat ja kui inimene neid
liigutab, hakkavad nad resoneerima. Liikuvad, vonkuvad kivid 16ikuvad
olendite zdisse?.

Suskialillepus 9021, aasta jaanuar oli erakordselt kiilm ja lumerohke. Sumpasime
Maritiga Kreenholmi suletud maa-alal poolde siirde ulatuvas lumes.
Otsisime kive, proovides nende lumemiitsikesi eristada teistest muhkudest
lumikattes, ning ridkisime samal ajal drevusest ja hingamisest. Mariti
mask suunas viljahingamisel niiske hinge6hu kapuutsi karvasele servale,
mis kattus aegamisi aina tihedama hirmatisega. Suunates oma kehalise
tihelepanu enam-kui-inimesele — olgu siis elusale v&i elutule, orgaanilisele
voi anorgaanilisele, hiilestub Marit mitmesugustele riitmidele ja taju-
maailmadele, olemisviisidele, mis ei lihtu inimeste tdekspidamistest ega
omandi- ja véimuihast. Eesmirk ei ole inimeseks olemisest pidseda ega
seda tiletada — see oleks voimatu ja ka monevorra tilbe soov —, vaid likata
ennast harjumuspirase, tavalise, inimkeskse olemisviisi 44realale, et uurida
teistmoodi olemist.

AunMupranBaincn TTyeroe pycto KpeHroasMcKux BOJONAZOB — CIOBHO
NPU3PAYIHOE HAIOMUHAHHYE O IPOMBIIIJICHHOM Pa3BUTHH', OTKPBIBIICE
ToJI0€ JHO PEKH, Ifie PaHbIIE CTPyUIach 1 Oy piniia BoAa, KacKagaMu
HUCTIAZas C IUIMTHSKOBBIX ycTynoB. FIHcTanmsuus «Bce nckomaembie»
Maput MuxKIenm BCTymaeT B uajior ¢ ryGHHON BEKOB, CKPBITOI B
KaMHIX, KOTOPbIE XyZl0XKHHIA COOPaIa Ha JjHE 9TOTO XKe CAMOTO PyCJIa.
KamHuM, IpUHECCHHBIE TAIOUUM JICAHUKOM ThICAYEIIETHS Ha3ag, JIEKAT
Ha IOy KaK oTAebHble cyObexTsl. Korga ux nepepsuraer desnosex, onu
HaYMHAIOT PE3OHUPOBATh MEXAY coboit. [l Brxymuecs, Bubpupyomue
KaMHU — OHU BOHBI0TCSL B KOC/H bitE M032” YKMIBBIX CYIIECTB.

Cacus Jlunnenyy Ansaps 2021 roga 6bLT HEOOBIYHO XOTOZHBIM U CHEXKHBIM.
M1 BMecTe ¢ MapuT 6poauiu o sakpsitoil reppuropuu Kpenronsma,
cHer ObLI 10 cepeMHbI HKPbL. M bl HCKaIIM KAMHH, TIBITASICh PA3IHIUTh
UX IO BBITYKJIOCTSM IOJ CHEKHBIMU IIOKPOBOM, U B TO XK€ BPEMS

TOBOPHUJIN O TPCBOXXHOCTH M TCXHUKEC IbIXaHM A. Macka MapI/IT BBIITYyCKaJId

P BBIZOXE €€ BIXKHOE JHIXaHHE HA OMYIIKY KAIMONIOHA, KOTOPas
IIOCTENEHHO OKPhIBaNach nHeeM. Hanpasiisis ceoe TenecHoe BHUMAHUE
Ha Gosee-geM-mofeit — OyAb TO XKMBBIE MU HEXKUBBIE, OPTAHUIECKHE
HUIM HeOPraHMdecKue 06bexTsl — MapuT HacTpauBaeTcs Ha PasaudHbIe
PUTMBI XU MUPBI BOCTIPUATH S, CIIOCOOHI CYILjeCTBOBAH U, KOTOPbIE He
UCXOMAT U3 CUCTEMBI B3IJIAOB JTIOZEH MM 5KaK bl COOCTBEHHOCTH U
Biacty. Iesbo sBiIseTCA He OTMEHA MIIH IIPEOJOICHHE CBOETO CTATyCa
KaK YeJIOBEKA — 3TO Ob110 65 HEBOZMOYKHBIM U BECbMA aMOUIIHO3HBIM
JKeJTAHHEM —, HO IIepEeMEII[eH e HA TPAHHUILY IPHBBIYHOTO, OOBIFEHHOTO,
AHTPOMOLEHTPUIECKOTO OBITH S, YTOOBI B1MIKE Y3HATH HKUBHB KAK
TAKOBYIO.
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1. Narva joe idakaldal asuv
Narva hiidroelektrijaam
(chitatud 1950-1955) saab
vett Narva j6el asuvast Narva
veehoidlast.

2.E. Gan, A. Tsing jt,
Introduction. Haunted
Landscapes of the
Anthropocene. - Arts of
Living on a Damaged Planet.
Ghosts and Monsters of

the Anthropocene. Koost.
A. Tsing, H. Swanson jt.
Minneapolis: University of
Minnesota Press, 2017, 1k G11.
Ursula Le Guini luuletus
,Udi“ avaldati esmakordselt
viljaandes U. Le Guin, Hard
‘Words, and Other Poems.
New York: Harper & Row,
1981.

1. Hapscxas
TUJPOAJIEKTPOCTAHIHS
(mocrpoena B 1950-1955

IT.) paCIIOIOXKEHA Ha
BOCTOYHOM bepery pexu
Hapssr u muraercs Bogoit us
Hapsckoro Bogoxpanummma.

2.Bubandt, N. etal.
Introduction. C. G11.
CruxotBopenue YpcyJist
Jle I'ynn «KocTHbrit Mo3r>»
(«The Marrow>») 6s110
BIIEPBEIE Oy 6JIMKOBAHO B
uspauuu: Le Guin, U. Hard
Words, and Other Poems.
New York: Harper & Row,
1981.

1. The Narva Hydroelectric
Station (constructed in
1950-1955), located on the
east bank of the river, is fed by
the Narva Reservoir on the
Narva River.

2.E.Gan, A. Tsingetal,,
“Introduction. Haunted
Landscapes of the
Anthropocene,” Arts of
Living on a Damaged
Plancet. Ghosts and Monsters
of the Anthropocene. Eds.

A. Tsing, H. Swanson et al.
Minneapolis: University of

Minnesota Press, 2017, p. G11.

Ursula Le Guin’s poem “The
Marrow” was first published
in U. Le Guin, Hard Words,

and Other Poems. New York:

Harper & Row, 1981.

AnnMijam Vaikla The empty waterfalls of Kreenholm appear as ghostly reminders

of the industrial development! — exposing the bare river bottom where
the water used to stream and fall down from the limestone brinks. Marit
Mihklepp’s installation Mineral Everybodies engages with a deep time

of stones collected from the same riverbed. The rocks, carried there

by thawing ice sheets thousands of years ago, now lie on the wooden floor
as individual entities. When moved by a human, they start to resonate.
Moving, vibrating stones, they cut into the marrow? of beings.

SaskiaLillepus Ja nyuary 2021 was remarkably cold and snowy. Marit and I were
traipsing in shin-deep snow through the closed territory of Kreenholm.
We were looking for stones, trying to spot their bumps in the snow, while
talking about anxieties and breathing. Marit’s facemask directed the
humidity from her outbreath upwards toward the furry edge of her hood,
which was becoming more and more covered in frost. By directing her
embodied attention towards the more-than-human, whether animate or
inanimate, organic or inorganic, Marit tunes into different rhythms and
sensorial realms, ways of being that are not dictated by human beliefs and
desires for possession and power. The aim is not to escape or overcome
humanness altogether, an impossible and somewhat pretentious idea in
itself, but rather nudge oneself towards the edges of the already familiar,
habitual, human-centric way of being, in order to learn other nuances of

being.
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MARIT MIHKLEPP (1985) on eesti kunstnik, kes elab praegu Madal-
maades. Ta to6tab koos enam-kui-inimeste kehade ja kujutlusvéimega,
proovides puutuda kokku tajumatuga — olgu see liiga aeglane, liiga viike
voi liiga kaugel. Mikroobsete organismide, puude ja inimloodud esemetega
koostodst on stindinud osaluskogemused, videoteosed, performance’id

ja tekstipohised teosed. Tema virskemate huvide hulka kuulub kivide
kuulamine. Ta on 6ppinud Eesti Kunstiakadeemias tekstiilidisaini (BA)

ja Haagi Kuninglikus Kunstiakadeemias kunsti ja teadust (MA).

MAPUT MUXKIJIEIIII (1985) — acTOHCKast XyAOKHMUIIA, CEHYAC SKUBET
u paboraer B Hupepnanpgax. Ona paboraer ¢ Tesramu 1 BOOOparkeHEM
60J1ee-49e M-I/, ITBITASACh HAMTU KOHTAKT C HEOITY THUMBIM: 6y,ub

TO CITMIIKOM MEJICHHOC, CJIMIIKOM MaJIEHBKOEC UM CITMIIKOM JAaJICKOE
SIBJICHUE. B COprﬂHI/I‘{CCTBC C MI/IKpOGHbIMI/I OpraHI/ISMaMH, ﬂCpCBb}IMI/I
M CO30aHHbBIMHU YE€JIOBEKOM HpeﬂMCTaMI/I pOﬂI/IHHCI‘; OIIBIThI COy“IaCTI/IH,
BUcOpabOTHL, Iep$OPMAHCEHL M IPOUSBEACHUSA TEKCT-apTa. B umcio
HEOaBHUX I/IHTCPCCOB BXOOUT CJIyHJaHI/IC KQ.MHCI:I. MI/IKJICHH y“II/I]Ia.CI‘;

B DCTOHCKOM aKa/IeMHUU XYAOXKECTB HA OTAeICHUM Ausaiina TekcTus (BA)
u B Koponesckoit akafgemuu xygoxxects B [aare Ha ¢paxymnprere nckyccrsa
u Hayxu (MA).

Felipe de Avila Franco

MARIT MIHKLEPP (1985) is an Estonian artist currently living in
The Netherlands. She works together with more-than-human bodies and
imagination, attempting to encounter the almost imperceptible — too slow,
too small, too far. Collaborative practices with microbial organisms, trees
and human-made objects have grown into participatory experiences,
video works, performative and written pieces. Her most recent interest

is in listening to stones. She has studied in the Estonian Academy of Arts
(BA Textile Design) and the Royal Academy of Art, The Hague (MA
ArtScience).
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Varjutus

2020

Puit, elektripirn, dli,
elektromehaanika
Foto: Bernhard Ludewig
Kunstniku loal

3arenenue

2020

JlepeBo, namnouka, macno,
JneKTpOMeXaHuKa

®oro: bepuxapa Mogesnr
C pa3pewieHuns XyAOKHNKA

Eclipse

2020

Wood, lamp bulb, oil, and
electromechanics

Photo by Bernhard Ludewig
Image courtesy of the artist
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Ann Miram Vaikla Nostalgia on voimas joud, mis meie eluga pidevalt kaasas kiib.
Svetlana Boym on miiratlenud nostalgiat igatsusena ,kodu jirele, mida
enam ei ole v6i mida ei ole kunagi olemas olnudki.“! Igatsus traditsioonilise
elektripirni jirele, mis mu lapsep6lves sooja kollast valgust heitis, on
kindlasti midagi sellist. Uleminekuaeg oli valulik, LEDid virvisid alguses
tmbruse kiilmaks ja koledaks, jouluvalgustid muutusid siniseks. Piiiided
vihendada fossiilkiituste kasutamist ja siisinikuheitmeid ei ole lambipirnide
vilja vahetamisega veel kaugeltki I6ppenud. Kaja Tael kirjutab selle ndituse
jaoks valminud essees, et uus majandus on ,majandus, mis ei aja ahju ei
polevkivi ega siitt ega tarvita maagaasigi, naftast ridkimata, mis kasutab
energiaallikana piikest, tuult ja vett ning toodab taastuvelekeri abil
vesinikkiitust.“> Elame tileminekuajal. ,Inimene on iileminekuajal alati
habras.** Piikesevarjutust ei tohi kunagi palja silmaga vaadata. Véta
klaasikild, tee kiitinlaleegiga tahmaseks ning kasuta seda filtrina taevasse
vaatamiseks!

SaskiaLillepue Vaa dates, kuidas elektripirni valgus himardub ja siis jille aeglaselt
tugevneb, meenuvad kaks asja, mida isa mulle lapsepdlves kordas. Kui
loed, siis pane tuli polema, kui toast lahkud, siis liilita tuli vilja. Ma ei
tohtinud elektrit raisata ega silmadele liiga teha. Ei tea, kui palju tuhka

on minu kui parandamatu raamatukoi tSttu Narva residentuurist ld4nes
asuvale 11 km” suurusele Balti elektrijaama tuhaviljale lisandunud? Kui
elektrijaam 1966. aastal valmis, oli see suurim pélevkivil to6tav elektrijaam
maailmas. Korghetkel pirines sealt 95% Eestis toodetud elektrist. Uks
antropoloogist sober td6tas kord Eesti kaevuritega ja kuulas lugusid nende
elust. Ta kirjeldas, millist uhkust nad oma t66 iile tundsid — nende t66

oli oluline, sest varustas sedavord paljusid inimesi energiaga. Mis juhtub
inimese enesekuvandiga ja kuuluvustundega, kui selline tihendus kaob?

AunMupras Baitina H T JibIisi — MOILHASL CUJIA, KOTOPAs IIOCTOSHHO
conpoBoxxaaet Haury >xusHb. Ceerrana Boiim onpepennia HocTanbruo
KaK TOCKY 110 «ZJ0MY, KOTOPOTO (OJIbIIIE HE CYIECTBYET UM HUKOTA

He CymecTBoBas0»!. TOCKA 10 TPagNLMOHHOM JIAMIIOUKE, U3y IaBIICiT
TEILIBLIA XKENITHII CBET B MOEM ACTCTBE, (€3yCIOBHO, HOCHT HOCTAJIBIHICCKUI
xapaxrep. [TepexopHslil nepuog 6611 60IC3HEHHBIM, CBETOLHOBI
M3HAYAJIBHO [IEJIAJIU BCe BOKPYT XOJIOAHBIM U PE3KUM, 2 POXK/IECTBEHCKHUE
OTOHBKH cTanu cuHUMH. OTKa3 OT JJAMIIOUYKH HE OCTAHOBHII
HCIIOIb30BaHUE UCKOIIAEMOTO TOIIMBA U HE OTMEHHJ HEOOXOZHMMOCTh
cokpameHus BEIOPOCOB yriepopa. B ceoem acce, HanmcansoMm gas

sroi BeicTaBk, Kas Tasip roBOPHT 0 TOM, 4TO HOBASI SKOHOMHKA —

9TO «9KOHOMHKZ, KOTOPASI HE COKUTAET TOPIOYHE CIAHIIBI MU yTOJb U

He NOTpPelbIAeT IPUPOJHBLIL ra3, He TOBOPS YKe O HepTH, — 2 BMECTO
9TOTO UCIIOJIB3YET CONHIIE, BETEP U BOAY B KAYECTBE UCTOYHUKOB

SHEPIUH U IPOU3BOAUT BOZOPOJHOE TOILIMBO U3 BO30OHOBIAEMON
3JIEKTPO3HEPTUHU.»% MBI )KMBEM B [IEpeXOAHDLI IePHOf. «B mepexogHbrit
TIEPHOJ, 9EI0BEK BCETAA XPYIIOK»”. 3ATMEHME HH B KOEM CIIydae Hesb3s
Ha6J1I0/1aTh HEBOOPY KEHHBIM [JIa30M. BO3bMUTE KYCOK CTEKIIa, 3AKOITHTE
€ro Haj IJIAMEHEM CBEYH M UCTIONb3YHTE KaK GUIBTP, ITOOB CMOTPETh
Ha Hebo!
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1.S. Boym, Nostalgia. — Atlas
of Transformation, http://
monumenttotransformation.
org/atlas-of-transformation/
html/n/nostalgia/nostalgia-
svetlana-boym.html (vaadatud
14.03.2021).

2. K. Tael, Elust iilemineku-
ajal. — Taganemisteeta.
Kohaloluharjutus. 2021.
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3. Tam xe.

Cackunwarenyy Ha 611012 51, KaK JJAMIIOYKa TYCKHEET, 4 3aTeM CHOBA HAYUHAET
MEJIIEHHO HabUPaTh APKOCTH, 51 BCIIOMMHAIO JIBE BEIIH, KOTOPhIE MO
OTell IOBTOPSLI MHE, KOrja s Obliia MaeHpKoi. Brimouail cBeT, korga
YUTAENIb, U BBIKJTIOUAH, KOT/Ia BBIXOJHIIb U3 KOMHATHL. MHe sanpemanocs
U TPAH)XXMPHTB SJIEKTPOIHEPTHUIO, U TIOPTUTH cBoe 3penue. Murepecho,
CKOJIBKO 30161 IIpbaBuIOCh Ha 11 KM’ 30JIbHOTO OTBasIa Baruiickoit
3JIEKTPOCTAHIMH K 3anazy ot Hapsckoit apT-pesupenuy us-3a

TOTO, 4TO 5 OBIIa HeMCIIPaBUMBIM KHUTOUeeM? B 1966 rogy, korga ata
3JIEKTPOCTAHIMSA OBl ITOCTPOEHA, OHA CTAJI4 KPYIHEHIIEH CIIAHIIEBOM
anexTpocTaHnueil B mupe. Ha muxe npoussopcTra 95% snekTposHepruy,
IPOM3BOAMMOM B ICTOHUH, IOCTYNIAJI0 UMEHHO OTTyAd. OfHa Mo
[OAPYTa, aHTPOIOJIOT, PabOTaIa ¢ 9CTOHCKMMU IAXTePaMU U cobupana
ucropuy ux xusHU. OHa paccKaspIBajIa O TOM, KaK IIAXTEPHI TOPAATCS
cBoei paboToit — ux paboTa BaXKHA, IOTOMY YTO JAET SHEPTHIO JAJIA
O4YeHb MHOTHX JIofiel. ITo MPOMCXOZUT ¢ CAMOOLICHKOM YeJIOBEKA M €T0
9yBCTBOM COINPUYACTHOCTH, KOTa yTPAUEHO 3HAUECHHE?

Ann Mirjam Vaikla Nostalgia is a powerful force that keeps accompanying our

daily lives. Svetlana Boym defined nostalgia as a longing for a home that no
longer exists or has never existed.! Longing for a “traditional” light bulb
that used to spread warm yellow light in my childhood is definitely one of
them. The transition period was painful, LEDs coloured in the beginning
the surroundings bleak and cold, Christmas lights turned blue. Attempts to
reduce atmospheric carbon emissions and fossil fuels have not ended with
aswitch of a light bulb. In her essay for this exhibition, Kaja Tael describes
anew economy: “An economy that doesn’t shovel oil shale or coal into

the furnaces, doesn’t rely on gas, let alone oil, and which uses sun, wind
and water as energy sources and turns renewable electricity into hydrogen
fuel.”> We are in the midst of transitioning. “People are always fragile
during a transition era.” Never observe an eclipse with your bare eyes!
Take a piece of broken glass and soot it with a candle flame — use it as a filter

before looking up in the sky!

- SaskiaLillepus Tyro things my dad insisted on when I was a kid come to mind

as I watch the light of the electric bulb dim and slowly clear again. Turn
the light on when you are reading and turn the light off when you leave a
room. I wasn’t supposed to waste electricity or hurt my eyes. I wonder how
much ash have I, a hopeless bookworm, contributed to the 11 km® wide
ash field of the Balti Power Plant located West of the residency in Narva?
When the construction of the plant was finished in 1966, it was the biggest
electric power plant running on oil shale in the world. At some point,
95% of all Estonian electricity was produced there. A friend of mine, an

anthropologist, once worked with Estonian miners and listened to their

stories. She told me about the pride they took in their work — providing
y for so many people, their Work had meaning. What happens to
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FELIPE DE AVILA FRANCO (1982) on brasiilia kunstnik ja teadlane,
kes alates 2013. aastast tegutseb Helsingis. Keskkonnaesteetikast lihtuvate
teoste valmistamisel kasutab ta materjale, mis vahendavad praeguse aja
Skoloogilist diistoopiat, heites kriitilise pilgu keskkonnakriisile ning
algatades kunsti abil stigavamaid arutelusid eksitavast arusaamast, et
loodus on inimestest lahus. Oma uurimusega loob kunstnik seoseid kunsti
ning Ghiskonna- ja loodusteaduste vahele, uurides tootmisjiikide kui
materjali kasutusvéimalusi kunstis ning valatud skulptuuri kui meediumi,
millega on v6imalik anda kuju ajale ja mahule, et viljendada inimese,
mitteinimese ja maakera mé6tmete omavahelisi puutepunkte. Ta lopetas
magistriopingud Helsingi Kunstitilikoolis 2017. aastal.

QEJIUIIE JE ABMJIA OPAHKO (1982) — 6pasumbCKuil XyBOxKHUK
U YYEHBIH, )KUBET U pa60TaeT B Xenbcunku ¢ 2013 roga. CosgaBas
PaboThL, OCHOBAHHBIE HA 3CTETHKE OKPY KAIOLIEH CPeJibl, OH HCIIOIb3YET
MAaTepPUAJIb, KOTOPBIE OTIIOCPEYIOT HHIHEIHIOW0 SKOJIOTHYECKY IO
AMCTOIMIO, KPUTHIECKH OLIEHUBASA SKOJTOTMIECKU I KPUSHC U UCIIOb3Y s
HCKYCCTBO KAK MEXaHM3M JJ1s1 Hadasia 6oJee riiyboKoro pasrosopa

0 BBOZILIEM B 320y K/ICHHUE ITPE/CTABICHIM O TOM, 4TO IPUPOAA —
9TO HEYTO OTAE/BHOE OT YeJIOBEKA. B cCBOMX MCCIeIOBAHMAX XY HOKHUK
YCTaHABJIUBAET MEXJUCIIUIIMHAPHBIE CBA3H MEXX Y UCKYCCTBOM H
COIMaJIbHBIMU U €CTECTBEHHBIMHU HAaYKAMH, UCCJIEAYSA BO3MOXXHOCTb
HCHOJIb30BAHU A TPOU3BOJCTBEHHBIX OTXO/IOB B KAYECTBE MaTepUaIa
AJIA TBOPUECTBA M PACCMATPHUBASA OTIUTYIO CKYIBITYPY KaK CPEACTBO,
II03BOJIAOLIEE TPUAABATH POPMY BPEMEHHU U 00bEMY, 4TOOBI BEIPASHUTS
TOYKH COIPUKOCHOBEHISA MEX/Y U3MEPEHUAMMU YeJIOBEKA, HE-UEIOBEKA
u semHoro mapa. B 2017 rogy oxonunt XebCHHKCKUNA YHUBEPCUTET
HCKYCCTB CO CTEIIEHbIO MaTUCTPA.

FELIPE DE AVILA FRANCO (1982) is a Brazilian visual artist and
researcher based in Helsinki, Finland, since 2013. Through the lens of
environmental aesthetics, his works incorporate materials that can translate
the environmental dystopia of our current times, launching a critical

look over the environmental emergency and evoking art as a mechanism

to activate a deeper discussion regarding misguided notions of “nature”

as something separate from the human. Through his research, the artist
establishes interdisciplinary links between arts, social and natural sciences,
investigating artistic materiality from industrial residues and casting
sculpture as a practice that can materialize temporalities and dimensions

that reflect on the encounter between the scales of the human, the nonhuman

and the planet. He holds an MFA Diploma from the University of the Arts
Helsinki (2017).
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elu tdielikus pimeduses
2020

Makroskaalal kahepoolne maal
450 x 290 cm

Foto: Christine Winkler

(Grazer Kunstvereini tellimusel)
Kunstniku loal

Tere, iimaruss?

2020

Tuss, akiiiil, louend, mannipuit,
alumiinium, raud

Teelusikatdis metsamulda minu
pihus

Kui see sisaldab kilomeetrite-
pikkuseid seeneniidistikke

ja mitu miljardit bakterit,
mitusada iimarussi, alglooma,
mikroliilijalgset ...

2020

Pigment, tuss, akriiiil, poliiester,
ménnipuit, alumiinium, raud

imendurﬁisala - soolehatud
2020
Kips, tuss, liim

palju tihedaid ja ornu seoseid
2020
Kips, vérv, kivistunud seened

rada libi seedeelundkonna
2020

Akriiiil, kips, poliiester,
alumiinium, drenaaZitoru
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MU3Hb, 0GHApPYKEHHas

B NONHOI TEMHOTE

2020

Makpockonuueckas
ABYCTOPOHHAS KapTUHA

450 x 290 cm

®oro: Kpuctuna Bunknep

(no 3aka3y Grazer Kunstverein)
C paspeweHus XyA0XKHNKA

Mpuser, kpyrnbiii yepsb?

2020

Tywb, akpun, Xoncr, ApeBecuHa
COCHBI, ANIOMUHWIA, JKene3o

Yaiinas noxKa necHoil No4BbI
B Moeii pyke

Ecnu oxa copepxut
KUNOMeTpbl rpuGKoBbIX HUTEl
W HECKONbKO MUNNNapAoB
GaKTepuii, HeCKONIbKO COTEH

found living in total
darkness

2020

Macroscale double-sided
painting, 450 x 290 cm
Photo by Christine Winkler
for Grazer Kunstverein
Image courtesy of the
artist

SINVIISVHANI « HIFALV.IHIO « ANNINVTH

Hello, Nematode?

2020

Ink and acrylic on canvas,
pinewood, aluminium, iron

A teaspoon of forest soil

in my palm

If it contains miles of fungal
filaments and several billion
bacteria, many hundred
nematodes, protozoa,

KpYIMbIX uepseii, np icroarthropods...
MUKPOCKONMYECKNX 2020

YNEeHNCTOHOTMX. .. Pigment, ink and acrylic on
2020 polyester, pinewood, aluminium,

Murment, Tyws, akpun,
nonuacrep, ApeBecuHa cocHbl,
anioMuHNii, Xeneso

30Ha BCACbIBAHWS — KulueuHble
BOPCUHKM. 2020
Tunc, Tywb, knei

MHOXECTBO TECHbIX 1
cnabbix cBa3ei

2020

Tunc, kpacka, okameHeBwmne
TpuGbI

MyTb no nuwesapuTenbHomy
TpakTy

2020

AKpun, runc, nonnacrep,
anlMUHKIAL, ApeHaXHan Tpyoa

iron

area for absorption -
intestinal villus
2020

Plaster, ink, glue

numerous tight or tenuous
links between

2020

Plaster, paint, petrified
mushrooms

pathway through the digestive
system

2020

Actrylic and plaster on polyester,
aluminium, drainage pipe



Alma Heikkili Kjrielda seda tunnet. Energia (toit / orgaaniline materjal) liigub

libi mu keha, mu kiirsoole. Muld (toit / orgaaniline materjal) liigub libi
ussi keha. Meie taga on kenas hunnikus pabulad. Meie kehad on pehmed
ja paindlikud tunnelid. Keerduvad aeglaselt tiksteise timber, niiskus, meie
kiitinitame risoomide poole, v6i kiiiinitavad nemad meie poole.

SaskdaLillepus Eegtlastel on toidu ja viljaheidete vahelise seose kohta palju
virvikaid vanasénu. Mu lemmik on alati olnud ,,Sitt on leiva ema“
(Kullamaa), kuid ,,Lehmasénnik on jumalasénast vigevam® (Iisaku) on
samuti péris tore. Meie esivanemad teadsid hea rammusa mulla vidrtust.
Mulla muudavad rammusaks selles elavad arvukad mullaloomad,

seened, imarussid, putukad, mikroobid ning nende osalusel toimuv pidev
kodunemise ja muundumise protsess. Samamoodi aitavad mikroobid meil
seedida ning s66dud toidust kasulikke aineid kitte saada. Teadlased on
hakanud alles hiljuti uurima soolestikus ja mullas elavaid liike, kuid teame,
et nende elujdulisus ja mitmekesisus on organismide ja keskkonna tervise
seisukohast tiliolulised. Alma kisitleb oma loomingus meie jalge all ja meie
kohus kihavat pimedust, muutes need nihtamatud elupaigad nihtavaks.
AnnMirjam Vaikla Alma on Mustarinda residentuuri tiks asutajaid ja lihtub oma
tegevuses sellest Soomes Kainuu maakonnas Paljakka looduskaitseala serval
paiknevast majast, et edendada tihiskonna Skoloogilist imberkorraldamist ning
kultuuri ja looduse mitmekesisust.! Vahel on mul tunne, et meie residentuurid
on seotud — need asuvad umbes samal pikkuskraadil tiksteisest 800-900 km
kaugusel, Mustarinda pohjas ja NART Idunas —, pakkudes pinda oma
asukatele: nii kunstnikele kui ka mikroorganismidele. 2021. aasta varakevadel
sulgesid Eesti ja Soome taas kord oma tthiskonnad, et pandeemiat kontrolli alla
saada. Rohkem kui kunagi varem on tdenioline, et nditust ,Taganemisteeta.
Kohaloluharjutus® 6nnestub ainukestena kogeda mikroobidel ja viirustel.

Amva el Qripmy cBOM Oy WeHu . DHeprus (muuja / opraHudecKue
BEL[eCTBA) IIPOXOJUT Yepes Moe Tes10, Mo KumedHuk. [Tousa (muma /
OPraHMYECKOE BEIIECTBO) IPOXOAUT Yepes Testo yepsst. [Tosagu cebs Mbl
OCTaBIIsIEM Yepe/ly CAMIATHYHEIX Kydek. Hamm tesa — sT0 Msarkue n
rubkue Tynsean. OHU MefIEHHO HSTMBAIOTCA JPYT BOKPYT JpyTa, BIATa,
MBI TAHEMCS K KOPHEBUIIAM, 4 OHH TAHYTCA K HAM.

Cackna Jlurienyy Y 5CTOHLEB €CTh MHOTO KPACOYHBIX IIOCJIOBULL O CBSI3U efbI

u dpexanuit. Moeit JI06MMOI ToCI0BHIEH Beerga 6pia « Xieh ponutrcsa
us gepbma» (Kysnnamaa), no «Koposuit HaBos cuibnee cioa bosxxbero»
(Mit3axy) — Toxxe 3ByunT Hemnoxo. Hamu npegku sHamm ueny xopomeit
XKUPHOU 1o4Be. IT04YBY AeNAI0T IIIOZOPOJHOMN €€ MHOTOYHCIICHHbIE
JKHUTENIHU, TPUODL, KPYTJIbIe YePBH, HICEKOMBIE, MUKPOOBI, KOTOpbIE
00UTAIOT B HEll, 4 TAKIKE IOCTOSHHbIE TIPOLIECCHI PA3IIOKEHHS U
TpaHCPOPMALIUH, IPOUCKOASIILHE B HUX. TaKUM ke 06pasoM MUKPOObI
IIOMOTAIOT HaM [IEPEBAPUBATH IIUIILY, KOTOPYIO Mbl €4UM, U [IOJIy4aTh U3
Hee IT0JIe3HbIE BEMECTBA. YJIeHbIe TUIIb HeJJaBHO HAYAJIU UCCIETOBATh
OpraHU3MBl, OOUTAIOIIME B KUIICIHHKE U IOYBE, HO Mbl 3HAEM, 4TO HX
JKH3HECIIOCOOHOCTH U PasHOOOPasKe UMEIOT CBEPXBAXKHOE 3HAYCHUE [JIS
3JJ0POBbsl OPrAHU3MOB U OKpY>Katowweit cpepsl. B cBoeit pabore Anma
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KMMEET JIEJIO C ThMOM IOl HAIMMMU HOTAMH Y B HAIITMX JKENYKAX, Ae1as
5TU HEBUAMMBIE MU PBI BUJIUMBIMHU.

AnnMupravBaiicna A jivg — ofiHA U8 OCHOBATEIIBHUL, APT-PE3UACHI Y
Mycrapunga, u paboraet B 95TOM JoMe Ha OKpauHe sanosegHuka [Tanpiakka
B yesge Kaitnyy, Quuiangus, Ha 671aro 9K0I0rn4ecKoil peopraHusaum
001jecTBa, a TAKIKE KYJIBTYPHOTO U IPUPOJHOro pasHoobpasus'. FlHorna mue
KYKETCA, YTO HAIIU PE3UICHIIUHU CBA3AHBl — OHU PACTIOIOKEHDI TPHUMEPHO
Ha opuoi mupoTe B 800-900 xm gpyr ot gpyra, Mycrapunpaa Ha cesepe,

a HAPT na rore, obecriednBas mpoCTPaHCTBO A1 CBOUX obumameneii:

KaK JIJ11 XyJOXK HUKOB, TAK U JJIs1 MUKPOOOB, OAKTEPHIL ¥ IPYTUX MUKPO-
oprauuamos. Panneii Becnoit 2021 roga DcToHMA U Quunangus cHoBa
3AKPBLIE CBOM 00IeCTBA, YTOOBI B3ATH NAHEMUIO 107, KOHTPOIb. M Teneps
bostee yeM BETHKA BEPOATHOCTD TOTO, UTO €AUHCTBEHHBIMHU OCETUTE/IAMU
BBICTABKH « T04Ka HEBO3BPATA. YIIPAXKHEHHE HA IPUCYTCTBUE» CTAHYT
MHKPOOPraHU3MBI — MUKPOOBI, 6aKTepUH U BUPYCHL.

Alma Heikkild

Describe the feeling. Energy (food/organic matter) going through
my body, my colon. Soil (food/organic matter) going through the worm’s
body. A neat pile of poop after us. Soft and flexible tunnels that are our
bodies. Slowly, twisting around each other, humidity, and us reaching
towards the rhizomes or them reaching to us.

b

SaskiaLillepus T'here are many colourful old Estonian proverbs that encapsulate
the relationship between food and excrement. My favourite has always
been “shit is the mother of bread” (from Kullamaa), although “manure

is more powerful than the word of God” (from Iisaku) is also quite neat.
Our ancestors knew the vital importance of good, rich soil. The myriad
communities of soil creatures, fungi, nematodes, insects, microbes and the
ongoing processes of decay and transformation they contribute to give soil
its richness. Similarly, communities of microbes help our digestion, helping
us make the most of the food we eat. Science has just started to explore gut
and soil dwelling species, but we do know that their liveliness and diversity
are essential for the good health of organisms and environments. Alma’s
work explores the lively darkness underneath our feet and inside our bellies,
making visible these invisible universes.

AnnMiamVaikls A]mg js one of the founding members of Mustarinda Residency,
whose activities are rooted at the house at the edge of the Paljakka nature
reserve in Kainuu in Finland and promote the ecological rebuilding of
society as well as the diversity of culture and nature.! Sometimes, I feel as

if our residencies are connected — located at approximately same latitude at
a distance of 800-900 km apart, Mustarinda at the North and NART at
the South - they give space to its znhabitants: artists, as well as microbes,
bacteria and other microorganisms. At this very moment in the early spring
of 2021 Estonia and Finland have once again closed their societies to gain
control over the pandemic. More than ever before it has become a fatality
that the only species who will eventually experience the exhibition Poznt of
No Return. Attunement of Attention will be — the microorganisms: microbes,
bacteria and viruses.
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ALMA HEIKKILA (1984) tegutseb Helsingis. Oma loomingus on

ta sageli kujutanud asju, mida ei ole v6imalik inimkeha ja selle meeltega
kogeda. Nende hulka kuuluvad mikroobsed eluvormid, mis on liiga
viikesed, et neid teadlikult argielus kohata, metsa 6kostisteemid, kus
protsessid toimuvad maa all ja taimede sees, ning paljud suuremo6tmelised
nihtused, mis toimuvad sellisel kiirusel ja skaalal, et on viljaspool meie
méistmise piire. Alma Heikkild 16petas Soome Kunstiakadeemia

2009. aastal.

AJIMA XEVKKWILA (1984) sxuser u paboraer 8 Xenscunxu. B cBoux
paboTax oHa 4acTO U300PaKAET BEILH, HAXOAALUECS BHE IPE/EJIOB
YesIoBeYeckoro BocnpuaTusi. K HuM oTHOCATCS MUKPOOHBIE $OpPMBI
JKM3HH, KOTOPBIE CIUIIKOM MaJIbl, YTOOBI HX MOXHO OBLIO CO3HATEIBHO
3aMETHUTE B [IOBCEJHEBHOM XKI3HM, JIECHBIE 9KOCHCTEMBI, TJi¢ IPOIIECCH
IPOUCXOJAT IIOJ] 3€MJIEN U BHYTPH PACTEHMH, A TAK)KE MHOTHE

11062 IbHBIMU SIBJICHH ST, TEMITBI X MACIITA0bI KOTOPBIX OCTABIAIOT UX 32
npejeaMu Hamero noHuManus. Anma Xeikkus okondnna Qunckyio
aKafeMuIo U3AMHBIX UCKyccTB B 2009 rogy.

ALMA HEIKKILA (1984) is based in Helsinki, Finland. Her artworks
are often attempts to depict things that cannot be experienced through
the human body and its senses. These things include microbial life forms
that are too small to be consciously encountered in everyday life; the forest
ecosystems where processes are located underground and inside plants;
and many large-scale phenomena that happen at such speeds and scales that
they are beyond our comprehension. Alma Heikkild graduated from the
Finnish Academy of Fine Arts in 2009.
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tere tulemast mulli _
sisenemine omal vastutusel
2019

Klaas

Foto: Ingel Vaikla
Kunstniku loal

[A0GpPO NoXKanosarb B Ny3bipb _
BXOAWTE Ha CBOI CTPaX 1 pucK
2019

Crexno

®orto: Nurens Baitkna

C pa3peweHuns XyAOKHNKA

welcome in the bubble _
enter at own risk

2019

Glass

Photo by Ingel Vaikla

Image courtesy of the artist
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AnnMiam Vaikla T'5stan {ihe kolmest klaasanumast endale pihe. Teadvustan |

enda hingamist. See kélab kaks korda valjemini, soe aur koguneb iga |
viljahingamisel anuma pinnale. Vaatan aknast vilja ja nien endise
Kreenholmi tekstiilivabriku hooneid, mis imberringi asuvad. Koik ndib '
olevat justkui vee all. Hiiglaslikud puud, mille téendoliselt istutas ;
Kreenholmi esimene direktor, paistavad pimeda ookeani pohjas kasvava |
pisikese meriheinana. On aeg _ lahkuda omal vastutusel, mull lahti korkida,
ja pinnale ujuda. Sisse hingata. | \
SaskiaLillepun \fe e]lame mullides. Umbritseme ennast inimestega, kes m&tlevad
ja ndevad maailma samamoodi nagu meie, loevad, kuulavad ja vaatavad
samu asju, mida meiegi. Kénnime ringi, mullid, ohutud kajakambrid,
peas. Ahaa, tema mull on roheline, temast on parem eemale hoida. Oh,
selle inimese mull on sinine nagu minulgi, temaga on mul huyitav, ohutu
ja lihtne vestelda. Vaatepunkti vahetada ei ole kerge. M()tlesinI sellistele
mullidele siis, kui esimest korda Hannah’ klaaskiivreid nigin, Nuad
tunnen muret, kas keegi julgeb neid pihe panna. Lubame, et buhastame
neid korralikult, ja loodetavasti oleme leidnud puhastusvahendi, mis liiga
hullusti ei haise. Midagi pole teha — pandeemia tottu on ,,_ sisenemine
omal vastutusel“ uue tihenduse saanud. Kes oli siin enne mind? Kes
tuleb pirast mind? Siin on véimalus usaldada neid, kes olid siin enne, ja
hoolitseda nende eest, kes tulevad pirast, isegi kui nad on meile y66rad.

!

\

AnnMupeav Baiicna (] g nepato Ha TOJIOBY O HY M3 TPEX CTEKJIAHHBIX eMKoCTEH.
S ocosHalo cBOE AbIXaHME. 3BYKH CTAHOBSATCS BABOE TPOMYE, C KAXKABIM
BBIJIOXOM Ha IIOBEPXHOCTH COCY/A4 OCeaeT Terbiit map. A cmoTpio |\
B OKHO U BHOKY 3/aHHUs ObIBIICH TeKCTHIIBHOM pabpuin Kpenromsm —\
onu noeciogry. Bee kax 6ysro mox Bopioit. [urantckue qepesss, MoCasKeHHHE,
HaBEPHOE, ellje IepBbIM fUpeKTOpoM Kperroabma, BEIIAAAT KaK \
KPOLIEYHbIE BOJOPOCIIY, PACTYILHE Ha JHE TEMHOTO okeana. [Topa \
BBIXOAUTb_Ha CBOM CTPAX ¥ PUCK, BCKPHIT IIy3bIPb U BCILILITH HA
IIOBEPXHOCTb. BAOXHYTS.

Caciwn Jlunretyy M p1 sk mBeM B Iy 3bIPSIX. ML OKpysKaeM ce6st mopbMu,
KOTOPBIE JYMAIOT U BUFAT MUP T4K 5Ke, KK MBI, YUTAIOT, CJIYLIAIOT

U CMOTPSIT TO K€, 4TO U MbI. MBI IysisieM, HaJleB Ha TOJIOBBI Y 3bIPH,
Ge3omacHble OTPaKAIOLIME KAIICYIbL. ATa, €ro My3bIPb 3€JICHBII — JIydlle
mepykarcs ot Hero nogainbiie. O, a BOT IIy3bIPb Y 9TOTO YeI0BEKA CUHUIA,
KaK ¥ y MeHs1, bece/joBaTh C HUM MHE HHTEPECHO, 6€30IIaCHO U JIETKO.
HsmenuTs nepcnekTusy HenpocTo. S sagymanacs 06 5ToM, KOrga
BIIEPBBIE YBUJE/IA CTEKIAHHbIE IUIeMbl XaHHbI. Tereps MeHs 6€CIIOKOUT,
peuTCs I KTO-HUOYAb HazeTh MX. MbI 0bermaeM TIjaTe1bHO
He3MHGUIUPOBATH UX M HAZEEMCSI, YTO HAIIA AHTUCENITHIECKOE
CPEACTBO, He UMeEIoLee CIMIIKOM HEIIPUATHOrO 3aI1aXa, HO AeJIaTh
HEYEro — K3-3a IAHAEMUH BBIPA)KCHIE «BXOJ HA CBOM CTPAX U

puck» 0bpeso HoBoe sHadeHue. Kro 6b11 3gecs o mens? Kro mpuger
nocyie MeHs1? BOBMOXKHOCTB ZOBEPSTH TEM, KTO OBLI 371€Ch PaHbIIE, U
3a60TUTBCS O TeX, KTO IPUAET IOTOM, JJAXKE €CJIM OHU TySKHUE.

S0

AnnMirjam Vaikla T place one of the three glass containers over my head. I become
conscious of my own breathing. The sound of it has doubled; warm vapour
gathers on the surface with each exhale. I look outside of the window
towards the surrounding buildings of the former Kreenholm textile mill.
Everything appears as under the water. Giant trees, probably planted by
the first director of Kreenholm, appear as tiny seagrasses at the bottom of
the dark ocean. It is time to _ exit at own risk, unclasp the bubble, swim
to the surface. Inhale.

Saskia Lillepus We Jive in bubbles. We surround ourselves with people who think
and see the world similarly to us, and read, listen and watch similar media
to us. We walk around with bubbles on our heads, our safe echo chambers.
Ah, their bubble is green; better keep away from them. Oh, that person’s
bubble is blue like mine; we’ll have interesting conversations, safe, easy
conversations. A change of perspective doesn’t come easily. That’s what
Hannah’s glass helmets made me think when I first encountered them.
Now I worry if anyone will dare put them on. We promise we clean them
properly, and T hope we’ve found a disinfectant that doesn’t stink too badly,
but I can’t help it; the pandemic has given “_ enter at own risk” a different
meaning. Who was here before me? Who will come after me? A possibility
to trust those who were here before, and take care of those who come after,
even if unknown.
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HANNAH MEVIS (1989) tuleb kuskilt ja — suure toeniolisusega — liheb
kuhugi. Loominguline kérghetk saabus siis, kui ta vanemate aias mingi
putuka ira soi. T66 on edukas siis, kui see monele tundub tiihine, teisele
liiga isiklik, kui see kellelegi meenutab nende stinnipievapidu, innustab
kedagi tolkima oma lapse emakeelde, loob aluse suhtlemiseks ning jiib
ihmaseks milestuseks millestki, mida on voimalik kogeda ainult vahetult.
Hannah’t pole sageli kohal, v6i isegi kui on, kipuvad ta métted viima teda
mujale, uute meediumite, tundmatute todede juurde.

XAHHA MEBHC (1989) oTkyaa-To BbILIA 1, C BHICOKOH JOJIEH

BEPOATHOCTH, KyJ1d-TO HAPABIACTCA. ITuk TBOpLICCKOI;I AKTUBHOCTH

IIepeXXHIIa, KOIAA Chesla OYKaIKy B cafy CBoMX pogurenei. Pabora e H
CYMTAETCA YCHENTHOM, KOTIa ONHUM OHA KaYKETCA MYCTAKOBOM, IPYTUM — 4 : _;_J +
CJIMIIKOM JTMYHOM, KOT]a HEKOTOPbIM OHA HATIOMUHAET BeqepI:me R T i ;
TIO CJTy4al0 IHSA POXKIAEHUS, 3ACTABJIAET NEPEBOIUTH HA POJHOM A3BIK 4 34 .

cBOero pebeHKa, CO37ACT OCHOBY [/ ODIEHM H OCTACTCS PA3MBITHIM . 4
BOCIIOMUHAHHUEM O TOM, YTO MOXKHO NMEPEXUTD JIMIIb HENOCPEACTBEHHO. 4 .\,\
ITpu pusmuecKoM IPUCYTCTBUM MBICJIEHHO OHA HEPEAKO IEPEHOCHTCA SR I W S A

B HOBOE MECTO — Y€PE3 HOBBIE XYI0KECTBEHHbIE CPEJICTBA U IIPU T Ty /’
HEUBBECTHBIX 0OCTOATENBCTBAX. S ;1—4’_' *(

Tery-
HANNAH MEVIS (1989) comes from somewhere and — most likely - e \¥

will go somewhere else. The peak of creativity was reached when eating
abugin her parents’ garden. The great success of work is when it occurs
as nothing to the one, too intimate to the other, reminds someone of their
birthday party, leads someone to decode into the child’s mother tongue,

builds a base for exchange and remains as a blurry memory of something
that could be experienced through presence. Often, she is not there but
even if she is, it could be that her mind has taken her to another place,
a new medium, an unknown circumstance of truths.
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Pia Arke

Arktiline hiisteeria

1996

Video 5755

Kujutis Louisiana Moodsa Kunsti
Muuseumi loal

ApKTiuecKas ucrepus

1996

Bupeo 5°55”

N306paxenne npegocrasneno
My3eem copemeHHOro
uckyccrsa Jlynsnans

Arctic Hysteria

1996

Video 5755”

Image courtesy of Louisiana
Museum of Modern Art
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AnnMifam Vaikla Keeoi on Selnud, et armastus on voime tunda teise inimese valu.

SukiaLillepun 1995 aastal kiis Arke New Yorgi maadeuurijate klubi arhiivis,

et otsida pilte, kaarte ja teadusmaterjale, mida oma loomingus kasutada.
Tema kitte sattus hiiriv foto ilmselgelt endast viljas olevast alasti inuiti
naisest, keda hoidsid kitest kaks rahulikku tileni riides valgenahalist meest.
Nad olid osalenud ekspeditsioonil, mille kiigus viidetavalt avastati arktiline
hiisteeria — inuiti naistele omane vaimuhaigus. Tegelikult oli see nende

viis patologiseerida naiste p6hjendatud vastupanu sellele, kuidas 20. sajandi
maadeuurijad sageli polisrahvaid, sh Arke inuittidest esivanemaid, kohtlesid.

Videos ,Arktiline hiisteeria“ nieme Arket nuusutamas ja rebimas tikkideks
fotot, mis on tehtud suure camera obscura ehk pimekambri abil, mille
kunstnik endale vineerist ehitas. Fotol on kujutatud tipselt see vaade, mida
ta Gré6nimaal lapsena oma koduaknast nigi. Ta ehitas pimekambri oma
keha mo6tude jirgi, et saaks kujutise tekkimise ajal selle sees olla. Vahel
varjutas ta oma kehaga sisse tulevat valgust, et fotole kummituslikke jilgi
jatta. Arke loominguline pchiméte oli: ,Muudan kolonialismi ajaloo enda
ajaloo osaks ainukesel viisil, kuidas oskan — seda isiklikult vottes.

AnnMupran Baitcra [opo 1o cxasali, 4To £706085 — TO CIIOCOOHOCTD 4yBCTBOBATb
60J1b I Pyroro 4eJoBeKa.

CacmnTurrenyy B 1995 rogy ApKe MOCETHIIA APXHB HI)IO-I;IOPKCKOI‘O obmecTsa
Y4EHBIX-TEOJIONOB B IIOMCKAX M300PaKEH M, KAPT U HAYYHBIX MATEPHAIIOB,
KOTOPBIE MOIJIa ObI HCIIOIb30BATH B CBOEH pabore. Eil B pyxu momana
moxkupyomas ¢ororpadus ABHO Oe3yMHOIM 0OHAKEHHOM HHYUTCKOM
JKEHIUHbI, KOTOPYIO YAEP>KUBAIIH 32 PYyKH JBOE CIIOKOMHBIX, IOJTHOCTHIO
ofeThIX OeTBIX My>KYIUH. DTO OBUIH yYaCTHUKH SKCIIEAULUH, B XOfiE
KOTOPOI1 ObI1a AKOOBI OTKPHITA APKTHIECKAS HCTEPHU, ICUXHYECKOE
3aboseBaHue, XapaKTepPHOE A HHYUTCKHUX xeHmuH. Ha camom xe
zeste, 9TO OB X CIIOCOO PacCMaTPUBATE KAK NATOIOTHIO OMPABAHHOE
CONPOTHBIIEHHE KEHIUH obpaiennio ncciegopareneit XX Bexa

C KOPEHHBIMH HAPOJAMH, B TOM UHCJIE U C HHYUTAMH, OpeaKaMu Apke.

B Bugeo «ApkTHuecKas HCTEPHUA» MBI BUAUM, KaK APKe HIOXAET U
paspsiBaeT Ha 9acTH $OTOrpaduIo, CENIAHHYIO C IOMOLIBI0 60TBIION
KaMepbI-06CKyPbl — TEMHOI KOMHATbI, KOTOPYIO XyAOXKHHUIA HOCTPOKIIA
u3 gpareprr. Ha poTo BUIHO MMEHHO TO, YTO OHA BUJIE/Ta M3 OKHA IOMa
cBoero gercTa B 'penmanpgun. OHa MOCTPOMIIA TEMHYIO KOMHATY

B COOTBETCTBUM CO CBOUMU PA3MEPAMH, YTOOB! HAXOZUTHCS BHYTPHU HEe

B MOMEHT CO3jaHus u3obparkenns. FHoOrza oHa BcTaBasia Ha yTH JIyda
CBeTa, YTOOB OCTABUTH Ha $OTO CBOI IPUSPAUHBL cJiey. TBopUecKuit
NPHHIMI ApKe 3aKJTI09aJICs B CIeAyioueM: « EquHCTBeHHBIM ciocob
CHE/IaTh MCTOPHUIO KOJIOHMAIM3MA YACTBIO MO COOCTBEHHOM UCTOPHU —
9TO IPUHATS €€ OIUBKO K CEPALY».

S4

W

%

AnnMifam Vaikls T remember someone defining Jove — as an ability to sense

another person’s pain.

Saskda Lillepun Ty 1995, Arke was at the archives of the New York City’s
Explorers Club, searching for images, maps and scientific documents she
could repurpose in her art. She came across a disturbing photo of a naked
Inuit woman, clearly deeply distressed, held by the arms by two clothed,
calm, white men. They were part of the expedition that claimed to have
“discovered” Arctic Hysteria — a psychological illness that affected Inuit
women. In reality, it was their way to pathologize women’s righteous
resistance to the abuse that 20* century explorers often afflicted on native
people, including Arke’s Inuit ancestors.

In the video Arctic Hysteria, we see Arke sniffing and tearing up a photo
that was taken with a large pinhole camera the artist built out of plywood.
The image is the exact view she saw from the window of her room in her
childhood home in Greenland. She built the camera obscura to her measure,
so that she could be inside when an image was forming. Sometimes she
would place her body in the light’s way, leaving ghostly traces on the
photograph. Arke’s artistic principle was: “I make the history of colonialism
part of my own history in the only way I know, namely by taking it
personally.”
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PIA ARKE (1958-2007) oli kalaaleq’i (Gré6nimaa inuiti) ja taani
visuaalne ja tegevuskunstnik, kirjanik ja fotograaf. Kuigi siinnilt kuulus
Arke mélemasse kultuuri, ei olnud ta teiste silmis piisavalt ei iks ega
teine, mitte kunagi ,tiielikult” inuit ega taanlane. Kuuluvus ja identiteet
oli aga tema loomingu kese, mis toetus tema isiklikule ja suguvosa
ajaloole. Ta kasutas sageli ajaloolisi arhiivimaterjale, nagu P6hjamaade
koloniaalametnike, teadlaste ja maadeuurijate kaardid, fotod ja kirjalikud
allikad, ning oli tiks esimesi postkolonialistlikke métlejaid P6hjamaades.
Oma loomingus kritiseeris ja naeruviiristas Arke seda, kuidas valged
omistasid Gré6nimaa elanikele ja maastikele eksootikat, erootikat ja
metsikust. Kuigi ta tegeles torjutute ajalooga, mis oli enamasti vigivaldne,
on tema teostes tunda huumorit ja nutikust. Ta uskus, et toeline inimeste-
vaheline side on tugevam kui hirm ja iha, mida inimesed omistavad neile,
keda peavad endast erinevaks.

ITIA APKE (1958-2007) — xanaasekckas (TpeHIaHCKUE HHYUTH)

M JaTCKasl TUCATENbHULA U Xy JOKHULIA, 3aHUMAIIACh poTorpadueit,
BU3yaJIbHBIM UCKYCCTBOM H lepdopmancom. B reopuectse Apke
ONHMpaach Ha CBOIO JTUYHYIO U CeMeiHy 0 nctopuio. C poskAeHHs OHa
NpUHAZIEKANA K 06eMM KyJIbTypaM, HO HUKOTA He OblIA «JOCTATOYHO»
MHYUTKOM 11u faT4aHkoi. OHa 4aCTO UCTIOIb30BAA HCTOPUYECKHUE
apXUBHbIE MAaTEPUAJIbL, TAKUE KaK KAPThL, pOTOTrpaduy U MUCbMEHHEIE
MCTOYHMKHU KOJIOHUAJIbHBIX YMHOBHUKOB, y4€HbIX M UCCIIEHOBATEICH
CeBepHBIX CTPaH, U CTaJIa OfHUM H3 IIEPBbIX IIOCTKOIOHHAIBHBIX
MBICJIUTENIEH B 9THX CTPaHax. B cBoeM TBOpuecTBe ApKe pesko
KPUTHKOBAJIA U BHICMEUBAJIA 9K30THKY, 3POTUSM U AUKOCTh, KOTOPBIE
GeJIble JIOAY IPUIIUCHBAIN HAPOAHOCTAM U Ieisaxam ['pennanpum.
XoTs OHa 3aHUMAJIACh HCTOPHEH, KOTOPAs B 3HAYUTEIIBHOM CTeneHu GbLia
HACHJIbCTBEHHON M XAPAKTEPU30BAIACH HACHIICTBEHHDIM [IEPECEIICHUEM,
ee pabOTHI OJHEI IoMOpa U OcTpoyMus. [1ua canTaa, 4To UCTUHHASA
CBA3b MEXJY JIObMHU CHIIbHEE CTPAXa U BOXK/IEJIEHH A, KOTOPBIE TIOAK
HCTIBITHIBAIOT K TEM, KTO HETIOXOK Ha HUX.

PIA ARKE (1958-2007) was a Kalaaleq (Greenlandic Inuit) and Danish
visual and performance artist, writer and photographer. Born into two
cultures, but never being “Inuit” or “Danish” enough to belong fully to
either, Arke made her personal and family history the centre of her artistic
work. She often repurposed historical archival materials like maps, photos
and writings by Nordic colonial officers, scientists and explorers, and is
one of the first post-colonial thinkers of the Nordic region. Her art sharply
critiques and ridicules the projected exoticism, eroticism and savageness
white culture projected on Greenland’s people and landscapes. While the
history she reworked was largely violent, and marked by displacement,
there is humour and wittiness in her art. She believed that genuine human
connection could override the fear and desire people project on those who
seem different.
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ootel tagavara tarbetus
2021

(Tellimusteos)
Louna-Eesti punasavi,
tselluloos, seened
Foto: Juss Heinsalu

13GbITOUHDII 3anac B pexume
oXupaHua

2021

(3axasnan paGora)

Kpacnas rnuna n3 K0xuoi
JcToHUN, Lennonosa, rpubs
®oro: Kceb Xeitncany

standby replacement
redundancy

2021

(Commissioned)

Southern Estonian red clay,
cellulose, fungi

Photo by Juss Heinsalu



Ann Mifam Vaikla | Kgige otsesem viis ruumist osa saada on siigavalt hingata:

kohe oledki kohal.“! Mida ma sisse hingan? Millega ma ttheks saan? Kas
julgen seda puudutada? See niib liikuvat. See liigub iga hingetombega.
Proovin selle ruumi keskel holjuva salapirase organismiga samas riitmis
hingata. See ollus on tiis potentsiaali, ometi tundub selle olemasolu liiane.
Seal see on, mineraale ja toitaineid pungil, pakatamas soovist minguga
tthineda. Kuid siisteem hoiab teda tagasi — ta on pandud ootele.

saskiaLillepus Kooolis Spetatakse, et ,elusaks® saab nimetada ,asju®, mis vastavad
teatud tingimustele. Minu kooliajal oli bioloogiadpikus nimetatud viis elu
iseloomustavat omadust. Guugeldasin neid hiljuti, et milu virskendada,
ning leidsin nimekirju, milles oli 4, 6, 7, 8, 10, 11 v6i 12 tingimust. Koikide
nende mitmesuguste liigitamisviisidega kiis kaasas hoiatus: elus ja eluta
loodust v6ib olla raske eristada ning elu miiratlemisel puudub tiksmeel.
Oleme harjunud, et meie arusaam elust pohineb meie enda ja meie planeedi
kogemusel. M&eldes elu voimalikkusest teistel planeetidel, leidis Ameerika
teadlane Carl Sagan, et kuna Maal elavad eluvormid p&hinevad stisinikul
ja séltuvad vee olemasolust, siis oli ta harjunud elu véimalikkust nende
tthenditega seostama: ,,Kuid vahel hakkan kahtlema. Kas see, et need
tthendid mulle meeldivad, v6ib olla seotud sellega, et ma ise peamiselt just
neist koosnen?“?

AnnMupranBaiiena  Hap6ostee HeOCPeACTBEHHBIH CIIOCO0 CIUTBCA ¢
IIPOCTPAHCTBOM B €JMHOE LjeJI0¢: ITTyOOKO B3JOXHYTh — H ThI yoKe Tam»'.
Yro a apixaro? C 9yeM cTaHOBIIOCH eqUHBIM LieabiM? Kaxxercs, oHo
gBroxercs. OHO JBUIKETCSA C KaXKABIM B3[0XOM. I Ipo6YIo bIIaTh B OFHOM
PHUTMe C 3arajOYHBIM OPraHU3MOM, IAPSALMM B [IECHTPE 9TOTO HOMEICHHUA.
9TO BEIeCTBO MOTHUTCS HOTEHI[HAIOM, HO €0 CYIjeCTBOBAHME KAXKETCA
usmumHEM. OHO HAXOZUTCS IPSAMO 3[1ECh, HAMMTAHHOE MUHEPATAMU 1
IIUTATEIBHBIME BELIECTBAMH, IIOJTHOE XKEJIAHUA IIPUCOCTUHUTBCS K UTPE.
Ho cucrema cpepxuBaeT ero — 1 OHO OCTAETCSA B PEKIMME OXKHTAHUA.

Cacwuws Juweenyy B igogte HAC yaT, 4TO AJISL TOTO, 4TOOBI GbITh KiTaccuuuu-
POBaHHBIM KaK )XMBOI OPraHU3M, HEOOXOLMMO BBIIIOJIHUTD PSJ YCIOBHUIL.
B MoeM mxobHOM yueOHIKe OH0IOrHHU OBLIO IPUBEJEHO [T CBOYCTB,
XapaKTepH3yIOWKX )KX13Hb. [Touckas ux HegasHo yepes Google, 4Tobst
OCBEXXUTh MIAMATD, A HAIIJIA IEPEYHH C 4, 6, 7, 8, 10, 11 u 12 myHKTaMU.
Bce atu pasHoobpasusie criocobbl KIacCHPUKALUU CONPOBOXKAIA
OTOBOPKA: PA3IMYUTh XHBYIO U HOKHBYIO IPUPOAKY MOXKET OBITh HEIPOCTO
U B OIPE/IC/ICHIH XK M3HHU HET €JUHOM TOYKH 3PEHHUs. Mbl IPUBBIKIIN
ZyMaTb, ONUPAsCh HA 3HAHUSA O CAMHX cebe, Ha CBOM OIIBIT U TO, Ha YEM
OCHOBBIBAETCSA HAIIA KU3Hb. PA3MBIIIASL O BOSMOXKHOCTH YKU3HHU

Ha APYTUX [IAHETaX, aMepuKaHcKuil yuensiii Kapn Caran samer, 4ro,
II0CKOJIBKY Hacessomue 3eMIo GOpMbI XKUSHK OCHOBAHBI HA YIJIEPOAE U
3ABHCAT OT HAJIMYHUSA BOJbI, TO OH IPUBBIK CBA3BIBATH BO3BMOXKHOCTb KH3HU
¢ atuMu coepuHennamu: «Ho nuorpa s naunnalo comuesarscs. Hpapsarces
JIM MHE 5TU COCJUHEHM S IIOTOMY, 4TO 5 CAM B OCHOBHOM COCTOIO U3 HUX?»’
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Ann Miiam Vaikla ©“T'he most immediate way to become one with the space

is to breathe in deeply: you have arrived at once.” What do I breathe in?
What do I become one with? Do I dare touch it? It seems to be moving.
Every breath makes it move. I try to synchronize my breathing with the
movement of an enigmatic organism floating in the middle of the space.
It is a substance that is full of potential — but still, its existence appears as
redundant. It is there, ripe with minerals and nutrition, full of desire to join
the game. But - held back by the system itself — on standby.

sukikillepus Ty school we are taught that for a “thing” to be considered “alive”,
it needs to be able to do certain things. There were five characteristics of
life listed in my biology book when I was in school. I recently googled them
to refresh my memory, and was also offered lists with 4, 6,7, 8, 10, 11, 12
criteria. These different ways of classification come with a disclaimer -

it can be hard to distinguish between living and non-living entities, and
there is no consensus when it comes to the definition of life. We are used
to thinking of life in terms of what oxr life looks like — how it happens that
we are alive. When thinking about the possibility of life on other planets,
the American scientist Carl Sagan acknowledged that since earth-bound
lifeforms are carbon-based and water dependant, he was used to associating
the possibility of life with these materials: “But sometimes I wonder.
Could my fondness for materials have something to do with the fact that

I am made chiefly of them?”?
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JUSS HEINSALU (1991) elab ning td6tab Eestis ja Kanadas. Tema
loomeprotsess tegeleb savi kui elu kandjaga, psimides materjalipshist
stuudiopraktikat teaduslike hiipoteeside, miitoloogia ja rahvatarkustega.
Kunstnik mingib savi kui materjali omaduste, mikro- ja makroméstmete
ning mineraalainetele omistatud tihendusviljaga, kasutades oma loomingus
nii toorsavi, keraamilisi elemente, optilisi masinaid kui ka katsetuslikke
materjalikooslusi. Niituse tarbeks on ta loonud mitmesuguseid spekula-

tiivseid lahendusi, mis toovad esile savil pohinevaid alternatiivseid eluvorme.

Juss on 6ppinud Eesti Kunstiakadeemias keraamikat ning omandanud
vabade kunstide magistrikraadi Nova Scotia Kunsti- ja DisainikolledZis
Kanadas. Praegu tiiendab ta ennast EKAs sisearhitektuuri osakonnas.
Varem on ta aktiivselt osalenud erialastes projektides ja niitustel mitmel
pool Euroopas ning Pohja-Ameerikas.

FOCCBH XEMHCAIJTY (1991) sxuser u paboraer B dcromuu u Kanaze.
Ero TBOpUecKuii IpoOLece TPAKTYeT IIMHY KaK HOCHTE b )KU3HH,
IepenJieTas OCHOBAHHYIO Ha paboTe C MATEPHAIOM TBOPYECKYIO IIPAKTUKY
C HayYHBIMU TMIIOTE3d MU, MUPOIOTMIECKUMHE IPOUSBOJHBIMY U
HAPOJHOM MyAPOCTHI0. XyJOXKHUK UIPACT C MATEPUATBHOCTHIO [IIMHbI 1
BOCIIPUATHEM MUKPO- ¥ MAKPOLIKaJIbI, K3y 4aeT JOMUHUPYIOLIHE CMBICIIBI,
IIPUIKCHIBAEMBIE MHEPAJIBHBIM BEIIECTBAM — JJI 9TOTO UCIIONb3YA B
CBOMX pabOTax KaK CHIPYIO ITINHY, KEPAMUYECKHUE SJIEMEHTHI M ONTHYECKHE
MEXaHMU3MBI, TAK ¥ 5KCIIEPUMEHTAJIbHbIE KOMOMHALIMN MATEPUATIOB.

JI151 BICTABOK OH CO3J1a€T Pa3HOOOPa3HBIE CIIEKYIATUBHBIE PELICHH A,
IIPEJCTABIIAIONIUE ATbTCPHATHBHbIC pOPMBI X HM3HH, OCHOBAHHBIE HA
rmune. JOcep yuncs B DcTOHCKOM aKaJeMUH XYJOXKECTB HA OT/CICHUN
KEPAMMKH ¥ IOy YU CTEIIEHb MATUCTPa CBOOOJHBIX HCKYCCTB

B Komemke uckycers u gusaiina nposunnuy Hosas Hlormanaus

B Kanage. Ceituac oH monosHseT cBoe 00pa3oBaHUE HA OTCICHUN
APXUTEKTYPBI HHTEPbepa DCTOHCKON aKaJEMUH XYA0XKECTB. AKTHBHO
YYACTBYET B XyZJ0XKECTBEHHBIX IPOEKTAX U BEICTaBKaX B EBpore u
Cesepnoit Amepuxe.

JUSS HEINSALU (1991) lives and works both in Estonia and in Canada.
His research-creation process explores the embodiment of life in clay,
merging scientific hypothesis, mythological and ethnographic knowledge
with material-based studio practice. The artist plays with the materiality
of clay and the perception of micro-macro scales, and investigates the
prevalent meanings of mineral matter — using raw clay, ceramic elements,
optical apparatuses and inventive material combinations. For this
exhibition, he has created a series of speculative conditions presenting
alternative clay-based lifeforms. Juss holds a degree in ceramics from the
Estonian Academy of Arts and received his MFA at NSCAD University
in Nova Scotia, Canada. He has recently returned to EKA for additional
studies in the field of interior architecture. He has actively participated in
various projects and exhibitions across Europe and North America.
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Rindaja

2017-2018

Oli, I5uend. 200 x 150 cm
Foto: Manfred Dubov

CTpanHuK

2017-2018

Xonct, macno. 200 x 150 cm
®oto: Mandgpen lyGos

Wanderer

2017-2018

0il on canvas, 200 x 150 cm
Photo by Manfred Dubov
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SaskiaLillepws Qteo Dix, Fra Angelico, David Lynch — need on méned loojad,
kellega Dubov sugulust tunnetab. Ka vene ikoonikunsti olemust kumab
monest teosest lausa sel miiral, et kui Manfred tutvustas oma kunstniku-
ja kiirabipraktikat NARTi vabatahtlikele, kiisis iiks noor teraselt, kas

ta on usklik. Aga ei, ei ole. Ent hing oma tumedate ja helgete soppidega,
hinge tunnetamine, kujutamine, viimasel ajal aina enam ka hinge eest
hoolitsemine, on tema loomingu keskmes. Meie hinge heaolu peegeldub nii
vaimse kui ka fiiiisilise tervise seisundis. Manfredi jaoks ongi hing loodus —
vaimse tervise kriis ja keskkonnakriis on tema jaoks lahutamatud nihtused.
Tema &limaalidel figureerivad tihti higuste piiridega inimkujulised olendid,
kes on imbritsevast ruumist lahutamatud. Sel moel kompab ta sisemaailma,
keha ja elukeskkonna seoseid ning pakub ka vaatajale véimalust tunnetada
seda, mis on sees, mis on viljas, ja kuidas tiks sulandub teise.

Ann Mirjam Vaikl H{a 550 Krull on kirjutanud: ,Liheneda koigile olenditele
Skoerootiliselt, suurema voi viiksema intiimsusastmega. Liheneda
metsale 6koerootiliselt. Liheneda samblale 6koerootiliselt. Liheneda
maale. Liheneda pilvele. Liheneda linnale. Liheneda ja jille eralduda, sest
lihenemine eeldab kaugenemist, omaette olemist, hiddlestumist iseenese
sisimale mo6tmele. See on teine minu enese sees. Loom minu enese sees.
Taim minu enese sees. Esivanem minu enese sees. [...] Kes hiilestub
progressile, hiilestub surma siimfooniale: siin ongi teie gulag, siin ongi
teie hiroshima ja teie auschwitz. Uhishauad, vangistatud ihuliikmed,
surmavarjud seina peal — see on progressi erootika.“!

Caawan Tuarenyy Cpepu XyOKHUKOB, ¢ KOTOpbiME JIy60B 4yBCTBYET AyXOBHOE
poncTso, Takue aBTopsl kKak Orro Juke, Ppa Aupxennxo, Jasug
Jlund. B HEKOTOPBIX €r0 IPOU3BEACHUAX BUAUTCA OTOIECK CYIHOCTH
PYCCKOM NPaBOCIaBHON MKOHONUCH: B JOCTATOYHOM CTENEHH, 9TOOBI
IIPU BHAKOMCTBE C XY/JO)KECTBEHHOM U MEJULIUMHCKOM IPAKTUKOM
MaH¢pena BbI3BaTh Y ayFUTOPUH IBITIHUBBIE BOIIPOC, SIBJIAETCS JIN

oH Bepyomum. OpHako Her, He aBiserca. Ho gyma, ¢ ee TeMHbIME 1
CBETJIBIMU 3aKOYJIKAMH, [IO3HAHME U H300paXkeHHe AyIIY, 4 B IIOCIIESHEE
BpeMs Bce 6ospue U 6ombine — 3260Ta 0 AyLEBHOM PaBHOBECHH
IIOCTOSTHHO HAXO[ATCS B LieHTPe ero TBopyecTsa. Haure fymesnoe
Oaromosydue OTpaxaeTcs KaK Ha ICUXMIECKOM, TAK ¥ $U3UIECKOM
cocTosaHuM 3n0poBbia. [lngs Maundpena ayma — aTo npupopga: Kpus
AYIEBHOTO 30POBbS M KPUSKUC OKPYIKAIONIEH CPEBI ABIAIOTCS AJIA HETO
HEpPa3[eIMMBIMHU ABJICHUAMU. B €ro )XMBOMMCHBIX KOMIIOSHIIUAX HEPETKO
H306pa’KEHBI 4€JI0OBEKOIOFOOHbIE CYLIECTBA C PA3MBITHIMM KOHTY PAMHU,
HEOTZEIMMbIE OT OKPYIKAIOLIEro X NPOCTpaHcTBa. Takum 06pasom

OH MHTYHUTHBHO HAIIYIIBIBAET B3AMMOCBA3M BHYTPEHHETO MHUPA, TEJId U
YKUSHEHHOM CPeJbl, IPeAIaras i 3PUTEIII0 BO3MOXKHOCTb OIYTUTh — YTO
HAXOJUTCs BHYTPH, 4 YTO CHAPYIKH, U KAK OHU CIMBAIOTCA APYT C PYTOM.

AunMupraBainers rroco Xacco Kpymns nucan: «ITogxonuts Ko Bcem
CYIECTBAM 9KO3POTUUHO, C GOJIbIIE MM MEHBLIEH CTETIEHH HHTUMHOCTH.
IMoaxoauTs K s1eCy 95K03poTHIHO. [I0AXOANTH KO MXY S9KO3POTHYIHO.
IMopxoants k semune. [Togxoguts k 06maxy. [Togxoguts k ropogy.
ITopoiiTy ¥ CHOBA OTCTPAHUTHCS, HOCKONBKY CONMKEHNE IPEATIONAraeT
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1. K#pll, H. Tinapdeva askees.

OTAAJICHUC, YCAUHCHUC, HaCTpOfI Ha CBOC BHYTPCHHCC U3MCPCHHC. 10 —
prl"OfI BO MHe camoM. JKuBoTHOe BOo MHe camoMm. PacTenue Bo Mmue
CaMOM. Hpe;{ox BO MHE€ CaMOM. [] TOT, KTO HACTPAXWBACTCA HA IpOrpece,
HaCTPanBaCTCA Ha CI/IM(l)OHI/IIO CMCPTH: 3CCh M CCThb BAIl I'yJIaT, 3CCh U
C€CTh Ballla XMPOCHMA U BAlll OCBCHIJMM. BpaTCKI/IC MOTHJIbl, OKAMCHECBIINEC
TCJId, TCHU CMCPTH HAa CTCHE — 9TO 3POTHUKA l'IpOl"F)CCCSL.»1

saskiaLillepus Qrro Dix, Fra Angelico and David Lynch are just a few of the
artists Dubov feels a kinship with. A tinge of Russian icon art is also felt in
some works, to such an extent that when Manfred introduced his practice
as an artist and ambulance nurse to NART volunteers, one of the youths
asked insightfully whether Manfred was religious. But no, he’s not. Still,
the soul with its dark and light crevices, intuiting and depicting the soul,
and recently to an increasing degree, caring for the soul — all this is at the
heart of his work. The wellbeing of our soul is reflected in our mental and
physical health. For Manfred, soul 7s nature — the mental health crisis and
the environmental crisis are inseparable phenomena for him. Human forms
with blurry outlines, inseparable from their surroundings, often figure in
his oil paintings. In this manner, he probes the connections between inner
world, body and living environment, and offers viewers the possibility

of sensing what is inside, what is outside and how one melds into the other.
Ann Mirjam Vaikla Ha 50 Krull has written: “Approach all creatures eco-erotically,
with some degree of intimacy. Approach the forest eco-erotically. Approach
the moss eco-erotically. Approach the earth. Approach the cloud. Approach
the city. Approach and then part ways again, for approach requires
recession, solitude, getting in tune with one’s inner dimension. That is the
Other within my own Self. The animal within my Self. Plant within my
Self. Ancestor within my Self. [...] Whoever is in tune with progress is in
tune with the symphony of death: behold, here be your gulag, here be your
hiroshima and your auschwitz. Mass graves, imprisoned bones, shadows of
death on the wall — this is the erotica of progress.”
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Pirast maaliopinguid Eesti Kunstiakadeemias koolitas MANFRED DUBOV
(1986) end kiirabideks ning alates 2021. aastast on ta Rahvusvahelise
Punase Risti saadik esmaabihariduse valdkonnas. Iseloomustamaks oma
maalipraktikat, on Manfred kasutanud s6na ,,metsik“. Metsik on see
igapievane inimeseks olemine, mida ta kiirabit66s kogeb ja kunstis lahkab.
Ta otsib, kuidas kujutada tugevaid emotsionaalseid seisundeid - seda,
kuidas elu meis voolab ja pulseerib. Maalimine on eluviis ja meditatiivne
praktika, mille abil uurida siseilma. Manfred maalib ka sonadega - kirjutab
ja luuletab.

ITocite OKOHYAHNU S OT/ECIICHHUS SKMBOIUCU DCTOHCKOM AKa/IEMUH XYAOXKECTB
MAHOPEJ IYBOB (1986) Beryunics Ha mapameguxa, ¢ 2021 roga on
SABILIETCS SKCIEPTOM 110 OKA3aHUIO [IePBOil ToMomu MexxgyHapogHoro
Kpacuoro Kpecra. Xapakrepusys cBow npakTuKy sxuonucua, Maudpes
HICIIOJIB3YET IOHATHE «AUKOe». JInKkoe — 9TO moBceHeBHOE BBITHE
YesI0BEKa, C KOTOPHIM XyZI0XKHHK CTATKMBACTCS B paboTe ckopoit
IIOMOLJH U PACKPHIBACT IIPU OMOINM McKyccTBa. OH MIjeT CpeficTBa Jis
1306pasKeH s CHIIBHBIX SMOLHOHATBHBIX COCTOAHMIT, KOI/A [0 HAIIMM
BEHAM TeueT U IyNbcupyeT xkusHb. Xupomncs — 310 crocob »usHu u
MeJUTATUBHAS IPAKTHKA, TOSBOJIAIOIAA UCCIIEOBATh BHY TPEHHMH MUP.
Mau¢pen cospaeT KUBOIUCHbIE KAPTUHBI U CIOBAMH: IHUIIET TEKCTHI K
CTHXH.

After studying painting at the Estonian Academy of Arts, MANFRED
DUBOV (1986) trained to become an ambulance nurse, and since 2021
he works as a First Aid Expert at the Estonian Red Cross. Manfred has used
the word “wild” to describe his painting practice. Wild is the everyday state
of being human, which he experiences in ambulance crew work and which
he analyses in his art. He looks for how to depict strong emotional states,
in other words, the ways in which life flows and pulses in us. Painting is a
way of life and a meditative practice for studying the inner world. Manfred
also paints with words — writes and creates poetry.
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Muutus Y-is, muutus X-is

2019

Silikoon, tekstiil (siiditriikk),
klaas, tuss, video (animatsioon),
fotograafia

Foto: Flora Reznik

WN3menenns B Y, usmeHenns 8 X
2019

CunmKoH, TekcTUNb
(wenkorpadus), cTekno, Tywb,
Bugeo (anumauns), otorpadpus
®oto: Gnopa Pesnnk

Change in Y, Change in X
2019

Silicone, textile (silkscreen),
glass, ink, video (animation),
photography

Photo by Flora Reznik



AnnMiam Vaikh N3ty sesaali pohjapoolses otsas asub pimeduses Flora Rezniki

installatsioon ,,Muutus Y-is, muutus X-is“. Videost, fotodest, kineetilisest
skulptuurist ja kangale trikitud maakaardist koosnevas teoses niidatakse
vaatajale maastikku — kunstniku venna jalg meenutab merest kerkivat
mieahelikku. Jalg kasvab aeglasemalt kui iilejidnud keha, sel on iseenda
riitm. Mitmest operatsioonist jidnud armid on muutunud kohaks, kus
asuvad viljaméeldud maad ja mitmesugused ajad. See meenutab mulle
Gaston Bachelardi molluski deviisi: ,,Tuleb elada selleks, et ehitada oma
koda, ja mitte ehitada oma koda selleks, et seal elada.”! Ta kirjeldab molluskit,
kes kasvatab oma kesta, lastes ehitusmaterjalil sellest libi immitseda. Tegu
on protsessiga, mille kdigus toimub imelise kesta destilleerimine ilma selge
alguse ja loputa — kui immitsemine algab, on koda juba valmis. Tegu on
kujuandva elu miisteeriumiga, aeglase, kuid pideva muutumisega.

Saskia Lillepus Kshedust tekitavat nahalaadset mieahelikku libides mirkan,

et mul on kergem oma kehalise ebamugavusega koos olla. Vesi, heli ja

pilk uurivad maastiku pinda, kord litkudes, kord peatudes. Taju direalal
virvendab tasane vestlus, dialoog, mis vihjab, kuid ei selgita. Mind juhitakse
libi mieaheliku, mis varem oli silikoonvorm, mis varem oli armi kiuline
sidekude, mis varem oli veekindel kaitsekiht imber kellegi jala, mis kasvas
tilejadnud kehast aeglasemas riitmis. Maastikku uurides ei hiiri mind enam,
et mu enda keha on ,,riitmist viljas“. Mieahelik jiib aeglaselt vee alla, kuid
minus ei tekita enam drevust see ,,riitmist viljas“ inimlikkus, mis maakeral
ringi mollab. Kuidas elada ebamugava kehaga? Kuidas elada kahjustunud
planeedil? Kuidas olla kohal, kui olevik on rusuv? Proovi jiida selle juurde,
mis on: arm, ebamugavustunne, rahutus. Kui oled valmis, siis uuri, mis
selles olukorras veel v6ib peituda. Kummaline, samas tuttavlik méeahelik —
teistsugune lugu, milles elada.

AunMupraxBaitina B 1o 1y MpaKe ceBEpHOM 4aCTH BHICTABOYHOTO 34712 PaCIIO-
JIaraeTCd MHCTAJUIALUA CDJIOpr Pesuux «smenenus s Y, usmenenus

B X>». [Ipoussesnenue, cocrosmee 13 Buneo, Gororpaduil, KHHETHIECKOH
CKYJBIITYPHI ¥ HATIEYATAHHOM Ha TEKCTHJIE FeOTrPadUIECKOH KaPTHI,
IIEPEHOCUT HAC B [IEH32)K Tesla — JaHxumadT HOru ee Opara, KOTOpast
BBIIJDIZJUT CJIOBHO TOPHBII XxpebeT, BrlpacTaomuil us Mops. Hora pacrer
B CBOEM PUTME: MeJIJIEHHEE, YeM OocTanbHOe Testo. lllpam — peaynbrar
MHOTOYHCJIEHHBIX ONEPAIMH — IPEBPATHIICA B JIOKAIIHIO, I7I€ MOXKHO
PasMecTUTh QUKTHUBHEIE TEPPUTOPUH U PA3TMIHbBIE TEMIIOPATLHOCTH.
OTo HATOMUHAET MHE JieBU3 Momocka y lactona bamnapa: «Crnenyer

XKHTb, 4TOOBI CTPOMTD CBOIT JOM, 4 HE CTPOHTD JOM, YTOOBI XKUTh B HEM» o 7

Dunocod onucpiBaeT MOIUIIOCKA, KOTOPBIH CTPOHT CBOK PAKOBHHY,~
HCTOYAs CTPOUTEIbHBIN MaTEPUa caM. DTO MPOLiEce OUCTUIEAT AN
9yZIeCHOM 060JI0YKH, ¥ KOTOPOTO HET ONPELEIICHHOTO Haua@a nnu
KOHI}a — J;OM 0OpeTaeT LieJOCTHOCTh C CAMOrO Hadaia. DTO TAUHCTBO
$opmoTBOpPUECTBA HKUSHH, TAMHCTBO MEJIJIEHHOTO, HO HENPEPBIBHOTO
Co3uIaHuA POPMBI.

Cacioun Jlunnenyy Korpasta pa60Ta IIPUTJIAIIAET MEHS Ha IIPOTYJIKY 10 TOPHOMY

Xp€6Ty, KYTKOBATbIM 06pa30M HaIOMMWHAOLIICMY KOXY, 5 3aMCYalo,
4TO 14yBCTBYIO cebs KOM(i)OpTHO HaCeaAWHE CO CBOMM JIMYHBIM TCJICCHBIM
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HEJJOMOTaHHeM. DTa TEPPUTOPHSA U3y IAETCS IEPES CONPUKOCHOBEHU A
BOJIbI, 3BYKA U B3IJIA/IA C €€ TOBEPXHOCTDIO, B IBUYKEHUHU U B COCTOAHUU
noxos. Exsa pasmuauMeIii pasrosop Ha nepudepuu BOCIPUATHA,
AMAJIOT, KOTOPHIN HAMEKAET, HO He 0bbsacHseT. S mpeogosieBato ropHsiit
xpebet, KOTOpHIi paHee ObLI CUIUKOHOBBIM CJICIIKOM, KOTOPBIH paHee
617 BOJIOKHHCTOM (KOJIJTATEHOBOIT) TKAHBIO IPaMa, KOTOPAs paHee
Obl1a BOZOCTOMKOM 3aTUTHOM MOBA3KOM Ha 4Y€HU-TO HOTE, KOTOpas
pocura B 6oJiee MeJIEHHOM PUTME, YeM ocTasbHOE Teio. [To Mepe Toro,
KaK 5 IOTPY>Kai0Ch B 3TO IIPOUBBE/IEHUE, MHE JIErY€ BOCIPUHUMATD
«HECTaHJIAPTHOCTh» CBOEro Tesa. ITo Mepe Toro, Kak Bozia MeIIEHHO
HEpPeJIMBACTCS Yepes TOPHbIN XpebeT, MHe CAMBIM CTPaHHBIM 00pasom
CTaHOBUTCA JIErde BOCIPUHUMATD U «HECTAHJIAPTHYIO» YEJIOBEYHOCTD,
byitcTyromyo Ha mraHere. Kak oburars B Heyno6HoM Tese? Kak oburars
Ha IIaHETe, KOTOPOI HaHEeCEH cephesHblil ymep6? Kak mpucyrcrsosars,
€CJIU IPUCY TCTBHUE IPUIKHAET HeyRo0CcTBO 1 cTpecc? [Tonpobyiite
OCTAaThCS HAEMHE C YEM-TO — LIPAMOM, HEJJOMOTAHUEM, IIPOBIEMOIL.
Korpa Bl GyzeTe roTOBBL, PACCMOTPHTE, 9TO €LIE MOXKET PACKPHITH 9T
cutyanus. [opueri xpe6eT, 3HAKOMBIH U B TO )K€ BPEMA 1yIKOU — 3TO
ApyTas UCTOPHSL, B KOTOPOM IIPEACTOUT OOUTATD.

Ann Mirjam Vaikla E]ora Reznik’s installation Change In Y, Change In X is located
at the north end of the exhibition hall that is covered in darkness. The
installation, consisting of a video, a series of photographs, kinetic sculpture
and a map printed on textile, shows the viewer a landscape — the artist’s
brother’s leg, which resembles a mountain range rising up from the sea.
The leg grows at a rhythm of its own, slower than the rest of his body. A scar
that is a result of numerous surgeries has become a place to inhabit fictive
territories and various temporalities. It reminds me of a mollusc’s motto by
Gaston Bachelard: “One must live to build one’s house, and not build one’s
house to live in”". He describes a mollusc who exudes its shell by letting the
building material seep through. It is a process of distilling its marvellous
covering with no distinct beginning or ending — when the seeping starts, the
house is already completed. It is a mystery of a form-giving life, the mystery
of a slow but continuous formation.

sukiaLillepus Ag T am taken through an eerily skin-like mountain range, I feel
at ease inhabiting my own physical discomfort. The terrain is explored by
water, sound and sight touching its surface, in movement and stillness.

A faint chatter at the periphery of perception, a dialogue that hints but does
not explain. I'm taken through a mountain range that used to be a silicone
mould, that used to be the fibrous collagen tissue of a scar, that used to be
the waterproof, protective wrap over someone’s leg that grew at a slower
rhythm than the rest of the body. As I explore, I feel at ease that my own
body is “off beat”. As the water slowly rises over the mountain range, I also
feel strangely at ease with the “off beat” humanness running amok on the
planet. How to inhabit an uncomfortable body? How to inhabit a damaged
planet? How do you become present when the present is distressful? Try
staying with what is, a scar, a discomfort, a trouble. When you are ready,
explore what else this situation might reveal. A mountain range, familiar
yet strange — a different story to inhabit.
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FLORA REZNIK (1986) on filosoofiataustaga uuriv kunstnik ja
videograaf. Ta on sindinud Argentiinas, kuid praegu tegutseb Madal-
maades Haagis. Oma loomingus tegeleb ta paiksuse, territooriumi

ja identiteedi kiisimustega. Tema projektid on meediumitilesed ja
tthendavad installatsiooni video, teksti ja performance’iga. Flora pakub ka
valdkondadevahelisi 6pikogemusi. Ta korraldab tiritustesarja ,The Reading
Room®, mis viib kunstnikke kokku teadlastega, ning on avatud kogukonda
kisitleva performatiivse siimpoosioni ja viljaande ,Unknown Grounds“
loovjuht.

OJIOPA PE3HUK (1986) — XYJOXXHUIIA, UCCIIEIOBATEND U BUEOTpad,
B pomIoM usy4asmas ¢unocopuo. Pogumacs B Aprenrune, Ho ceityac
JKUBET U pa60TaeT B Hupepnanpax, 8 I'aare. B cBoem TBOpUEcTBE
3aHUMAETCS BOIPOCAMU OCEJIOCTH, TEPPUTOPHU U UACHTHIHOCTH.

Ee npoex Tl He OCHOBaHbI Ha KOHKPETHBIX 4PT-MEUa, HO COEAMHAIOT
3JIEMEHThI HHCTAJLSILIUY, BUAEO, TEKCTA U epdopmanca. Takoke
Diopa npegaraet BO3MOXKHOCTb MEXAMCLUILIMHAPHOTO [IOIIOJHEHUS
sHaHui1. OHa opranusyer cepuio meponpustuit «he Reading Room»
(«YuTanbHbIH 32)»), B pAMKaX KOTOPOU XyZOXKHHUKH BCTPEIAIOTCSA

C yUECHBIMH, U SIBJIAETCS TBOPYECKUM PYKOBOZHUTEIIEM TePGOPMATUBHOTO
cummosuyma u usganus «Unknown Grounds» («Hewussectrsie
OCHOBaHMUI>»), TOCBALJEHHOTO OTKPHITOMY COODIIECTBY.

FLORA REZNIK (1986) is a visual artist, researcher and videographer
with a background in Philosophy. Born in Argentina, she is currently
based in The Hague, The Netherlands. Her work investigates issues of
groundedness, territory and identity. Her projects are non-medium bound
and often incorporate video, text and performance into an installation.

Flora also facilitates interdisciplinary learning experiences. She co-organiQ‘S' —-———

The Reading Room, a series of events engaging artists with scholars, and
is the artistic director of Unknown Grounds, a performative symposium
and publication around the issue of “open-community”.
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Tihelepanukasvatus
2018-2020

Siiditriikis kangad, alumiinium,
puit, elektroonika, elektrit
juhtiv niit, seismilised andmed

Looduslugu ...

2013

Prindid, puit, pleksiklaas,
LED-valgustorud, traat
Foto: Sissel Marie Tonn

Bocnutanne BHUMaHus
2018-2020

TekcTunb, wenkorpagus,
anoMuHwii, aepeeo, NpPoBoAa,
celicmuueckue AanHble

EcTecTBeHHas ncropus...
2013

Nevats, nepeso, oprerexno,
CBETOAMOAHBIE TPYGbl,
NpoBONOKa

®oto: Cuccenb Mapu Toun

An Education of Attention
2018-2020

Screen-printed fabrics,
aluminium, wood, electronics,
conductive thread, seismic data

A natural history of...

2013

Prints, wood, plexiglass,
LED tube lights, wires
Photo by Sissel Marie Tonn



Sissel MarieTonn Fakkasin ,, Tdhelepanukasvatuse® kallal t33tama 2018. aasta
Istanbuli disainibiennaali ,,Koolide kool produktsiooniresidentuuris :
viibides. Alguse sai see jirgmisest kiisimusest: ,Mida on meil véimalik + -.
oppida muutuvas maailmas elamise kohta, kuulates inimesi ja mitteinimesi, -
kes elavad Istanbuli ainulaadses geoloogilises, sotsiaalpoliitilises ja .
kultuurilises keskkonnas?“ Istanbuli residentuuris uurisin meeleaistingutel /
pohineva taju, tihelepanu ja maavirina alal elamisega seotud kehamilu "/
omavahelisi suhteid. Kohtusin linna erinevais paigus elavate inimestega. /
ning kogusin neilt lugusid sellest, mida nad mirkasid maavirina eel, ajal,

ja jirel, ning kuidas kehamilu méjutab seda, kuidas nad véimalikke ohte

enda elukeskkonnas tina tajuvad. /

il

3CMJICTPACCHM S, MPOU3OMICTIICTO 32 NpeC/IaMH CTaM6yJIa B TO BpEM4,
Korjga g caMa TaM HaXOJHJ1aCh. q6p63 9Ty TOHKYIO pﬂ6b A HAACKCh U TaJIbIIC
OpeaaaraTb BOSMOXXHOCTh «BOCIIUTAHWU A BHUMAHUA» — B HaCTpOﬁKe

Ha CaMbI¢ TOHKHE IPU3HAKH M3MEHEHUU B HAIlIEM OKPY>XCHHUU.

sissel Marie Tonn T'he work An Education of Attention was initiated during

a production residency at the 2018 Istanbul Design Biennial under the
theme School of Schools. It started with the initial question: “What can
we learn about living in an environment undergoing change by listening
to the humans and non-humans inhabiting the unique geological,
socio-political and cultural space of Istanbul?” During the residency

in Istanbul, I researched the relationship between sensory perception,
attention and embodied memory related to living in an earthquake zone.
Visiting people throughout the city I collected stories about what they
recall noticing before, during and after the earthquake, and how these
embodied memories affected the way they perceive potential risks in their
environment today.

Ammutades inspiratsiooni tavast varjatud teavet kodutekstiilidesse kodeerida,
olen t66tanud vilja visuaalse mirgististeemi, kus visandamistehn'iad
esindavad elemente, mis nendes lugudes kordusid: peidetud irevﬁs, mis
kaasneb sellega, et kodu v&ib iga hetk ohtlikuks muutuda, avaliku Jinnaruumi
tiha tihedam tiisehitamine, tihelepanelikkus teiste litkide, veidrate kehaliste
ilmingute, ilmastikunihtuste ning kollektiivse trauma suhtes, mis on seotud |
minevikus kohutavaid tagajirgi pohjustanud maavirinatega. Ne¢d lood ;
on kodeeritud kodutekstiilidesse ja arhitektuurielementidesse. Monele neist
on tikitud kélarid, mis edastavad minu sealviibimise ajal Istanbuli liheduses |
toimunud norga maavirina seismilisi andmeid. Need viikesed lainetused ||
pakuvad tihelepanukasvatust, et aidata vaatajal meid ﬁmbritse\fas keskkonnas f
toimuvaid vaevumirgatavaid mirke, virelusi ja muutusi miirgalia. [

l

Cuccens MapnTonn (] praqara paboty «Bocnnranue BHUMaHMA» B Bpems |
IIPOM3BOLCTBEHHOM pesupecHiuy Ha CraMbybcKoit OueHHale fusaiiHa i
52018 ropy. OTnpaBHoﬁ TOYKOU CTaJI CJEAYIOIUHI BOIPOC: Yro

MBI MOYKEM Y3HATh O )KU3HU B MEHAIOMEMCS MUPE, TPUCITYITUBAACD K \
JIOZAM U IPYTHM CYIIECTBAM, KOTOPhIe 0buTaioT B ropoge Crambyi ¢ ero \
YHUKAJIbHOH re0IOrMYeCKOH, COLUATbHO-TIOTUTUIECKOM U KYIbTY PHOM
cpenoﬁ?» Bo BPEM S CBOEU PE3UTICHIIMU B CTaM6yne a Mccnenokana
B3aMMOCBA3b MEX1y 4yBCTBEHHBIM BOCIPUATHEM, BHUMAHUEM

CBA3aHHOM C IPOXXUBAHMEM B 30HE 3€MJIETPACEHUM TEJIECHOM TAMATHIO.

Inspired by the practice of encoding hidden information into domestic
textiles, I developed a visual sign system where sketching techniques
represent different elements reoccurring across these different stories: the
anxiety of the domestic space becoming a potential threat, the increasing
encroachment of urban development in public space, the attention
towards other species, strange bodily sensations, weather phenomena,
and the collective memory and trauma of the disastrous impacts of
past earthquakes. These stories are encoded into domestic textiles and
architectural structures. Some of them are embedded with embroidered
speakers that transmit the seismic data of a small earthquake that happened
outside of Istanbul while I was there. These subtle ripples further offer
“an education of attention”, inviting the viewer to attune herself to the
more subtle signs, vibrations and movements within one’s surroundings.

ITocemas mopeit B pasHBIX 4aCTAX FOPOJIA, A Pa3rOBapUBATIA C HHMh 0 TOM,
KaKMMH OHU IIOMHAT MOMEHTBI /IO, BO BPEMS M ITOCJIE 3€MJIETPACEHII,

Y KaK 3Ta TEJIECHAA MAMATD BIMAET HA TO, KAK OHU BOCHPUHUMAIOT
BO3MOXKHBIE PUCKHU B CBOEM OKPY KEHUU cerogHA. Bpoxmosusmucs
APEBHMMHU IIPAKTUKAMHU KOJUPOBAHUA HHPOPMALIMH B JOMAIIHEM
TEKCTHUJIE, 5 paspa60Tana BU3YaJIbHYIO CUCTEMY, B KOTOPOIL OTAETbHON
TEXHUKOM PUCYHKA IIPENCTABJIEHDI IOBTOPAIONIUECS B 9TUX MCTOPUAX
3JIEMEHTBI: TPEBOXKHOCTD, CKPBITAsA B MOMEHTE, KOT/[A IOM CTAHOBUTCS
OTIACHBIM MECTOM, BO3POCHIEE BHUMAHUE 10 OTHOWIEHHIO K IPYTUM
SKMBBIM CYIECTBAM U TIOTOIHBIM YCIOBUAM, BHUMAaHUE K HeOOBACHUMBIM
AyPHBIM IIPEIYyBCTBUAM U KOJIJIEKTHBHAA TPABMA KaTaCTPOPUUECKUX
HOCJIEICTBUM MPOUIJIBIX 3EMJIETPACEHU . 3pI/IT€J'IIO TPEJJIaraeTCs
NPOYUTATh CTPYKTYPY 60oMbIUX «aAPXUTEKTYPHBIX» TKAHEM KAK HEKYIO
Kapry. B HEKOTOPBIE U3 ITUX TKAHEN BCTPOEHBI YKPAIIEHHBIE BBIIIHUBKOU
TVMHAMUKHU, KOTOPbIE NEPENAIOT CEACMMYECKUE TAHHbIE HeOOJIBIIOTO
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SISSEL MARIE TONN (1986) on taani kunstnik, kes tegutseb Madal-
maades. Oma loomingus uurib ta inimese ja keskkonna péimumist:
kuidas inimesed oma keskkonda tajuvad ja kujundavad. Oma teostes
otsib ta korgendatud teadlikkuse hetki ja tajunihkeid, kus piir keha

ja imbritseva keskkonna vahel dhmastub. Nende hetkede otsimise ja
tabamise tulemuseks on sageli hiibriidsed interaktiivsed installatsioonid
ja esemed, mis kutsuvad publikut aistingute ja tegevuse vahendusel lugude
ja andmetega suhestuma. Ta t36tab sageli kantavate, skulpturaalsete

ja performatiivsete rekvisiitidega, mis seavad kahtluse alla kinnistunud
tajumise ja tihelepanemise viise ning heidavad valgust sellele, kuidas meie
bioloogiline tilesehitus ja kultuuriline kontekst — nt artefaktid, teadmuse
vormid, arhitektuur — méjutavad seda, kuidas me tmbritsevat keskkonda
tajume ja sellega timber kiime.

CHCCEJIb MAPH TOHH (1986) — marckas xygosxHuIia, paboraer

B lonnanpuu. B cBoeM TBOpUECTBE OHA HCCIEyeT, KAKUM 00pas3oM Topu
BOCIIPUHMMAIOT CPESY BOKPYT cebsl, KAK pearupyloT Ha Hee ¥ KaKOBBI

UX B3AUMOOTHOIIEHHUA. B CBOMX TPOM3BEEHIAX OHA HIET MOMEHTHI
TIOBBINIEHHON BOCIPUUMYUBOCTH M IIEPETOMHBIE MOMEHTHI B BOCIPUATHH,
KOT/Ia PAaHUIIA MEX/Y TEJIOM M OKPY Kalomlel CpeJIof pasMbIBAETCA.

B pesynpraTe moucka u pUKCAIIM STHX MOMEHTOB 9aCTO BOSHUKAIOT
ruOpu/IHble MHTEPAKTUBHBIC MHCTAJUIALMY U O0BEKTHI, B KOTOPBIX
AyJUTOPUH IIPEJJIATAETCA B3AUMOJIEMCTBOBATH C COOTBETCTBYIONIMMU
HCTOPUAMY U JAHHBIMU IIOCPEACTBOM OIymeHut u gerctauit. Cuccenn
Mapu yacTo paboTaeT ¢ IepEHOCHBIM, CKYJIBITY PHbIM U IIEPOPMATHBHBIM
PEKBH3UTOM, KOTOPBLI OPOCAET BbI3OB yKOPEHHUBIIUMCA CIIOCOHaM
BOCHPHUATHA ¥ BHUMAHHU S, IIPOJTMBASA CBET HA TO, KAK HaIma 61oorndeckas
CTPYKTYPa ¥ KYJIbTYPHBIM KOHTEKCT — HAIPUMEDP, apTedaKTEL,

$OpMBI 3HAHM A, APXUTEKTYPA — BIUAIOT HA TO, KAK MBI BOCIIPUHUMAEM
OKPY>KaIOIIYIO CPENY U, CJIE[OBATENBHO, B3AUMOJEUCTBYEM C HEH.

SISSEL MARIE TONN (1986) is a Danish artist based in The Netherlands.
In her practice, she explores the complex ways humans perceive, act upon
and are entangled with their environments. Her work traces moments of
increased awareness and shifts in perception, where the boundaries between
our bodies and the surrounding environment begin to blur. Tracing and
capturing these moments often result in hybrid, interactive installations
and objects, where the audience is invited to engage in a sensory and
participatory way with the stories and data at hand. She often works with
wearable, sculptural and performative “props” that are meant to challenge
our pre-configured modes of perception and attention, and shed light on
how our biology as well as our cultural conditions — be they artefacts, forms
of knowledge and architecture — influence the ways in which we perceive
and subsequently act upon our surrounding environments.
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AnnMigam Vaikla_ [Thekj asja ei saa tdielikult ega otseselt tunnetada, seepirast L. T. Morton, Being Ecological.

saab talle tiksnes hiilestuda, kas suurema véi viiksema intiimsusastmega.! Cambridge, MA: MIT Press,

o . ; 2018, 1k 89 - t5lge H. Krull,
?
Mllhne on minu haalestumlse maarfs Téi[iap%ieva askees, 1k 19.

were living, stories filled with care and community and kindness and
vulnerability and intimacy and something sacred I can’t quite name.
After almost an hour, I felt invigorated. My body was still tired, but T had
the strength to carry on. I want more stories like those brought to life.
sukiaLillepus Qlin visinud. Olin sel paeval pikalt kondinud, linnatinavad \
kihasid liiklusest ja elust, tolmust ja lirmist. Im oli palav. Olin joonud

I6hnava kiipressipuu varjus poolkiilma 6lle, kuid sellest jahutusest ei

jitkunud kauaks. Olin sel pieval niinud palju asju, mis néudsid minu
tihelepanu, keha ja meele kohalolu. Olin juba valmis pieva I6petama, kuid \
otsustasin siiski viimase pingutusena vana maja trepist iiles ronida. Vaatan \
kiiresti, mis seal on, méotlesin ma endamisi. Seal oli ekraan, ja ekraanil metsa \
kujutis. Jdin istuma. Jiin sinna. Jdin nende naiste lugudega, mis olid tiis \
hoolt, kogukonnavaimu, heatahtlikkust, haavatavust, lihedust ning midagi

pithalikku, millele ma ei oska nime anda. M6dus tund nende seltsis, ning \
tundsin end virskemana. Mu keha oli endiselt visinud, kuid mul oli jaksu \
edasi minna. Soovin, et selliseid lugusid oleks elus rohkem. \

\

AunMuprssaeBaiicn  TTocKOIBKY IOCTHYb CyTh Beljeil HAIPSAMYIO MM IOJHOCThI0 1 Morton, T. Being ECOlOg}al-
HEBO3MOKHO, MBI MOXKEM JIMLIb HACTPOUTLCS Ha HUX B GOIbIICH MU gggbgdsg;, MA: MIT Press,
MeHbIIeH crereHu»'. KakoBa Mosi cTeneHb HACTPOMKH? T \
Cacxwn Tunzenyy Cf ycTana. B ror gens 1 MmHOTO X081 M4, YJIMLBI TOPOJIA 6ypm/1m/1
TPAHCIIOPTOM, GBI OIHBI XKMSHH, IIBUIH U IIyMa. BB KapKo.

1 BBIIHUIA IPOXJIA/{HOTO TIMBA B TEHH APOMATHOTO KHITAPKCa, HO 9¢deKT
OXJIXKJEHU A IPOAJIHIICS HefloIro. B ToT AeHb 5 BUusie1a MHOTO Belnei,
KOTOpSIe TPeGOBaIM MOETO BHIMAHM A, TpeboBaIM, YTOOBI 1 OCTABATACH
PAKOM ¢ HUMU AywIoONt U TesoM. S yoke XOTeJIa OABECTH YePTY MOJ elje
OJJHUM IIPOXKUTHIM JJHEM, HO PEIIMIIA CAEIATh MOCeHEE YCHIIUE U
IOJHATHCA 110 JIECTHUIIE cTaporo foMa. [ eme pas ornagenacs. A ysugena
aKpaH, usobparxerue seca u npucena. S ocramacs Tam. A ocTamacs

C MCTOPHSAMHE XXEHIIMH, KOTOPbIE OBIIIM MOIHBI 3200THI, yXa 06uHOCTH,
06POIKEITATENBHOCTH, YA3BUMOCTH, GIIM30CTH K 9€T0-TO CBSAIIECHHOTO,
9eMy 5 He MOTy Tofiobpars HasBaHus. IIpoBessa TaM Jac, s HOYYBCTBOBA
cebs otpoxHyBsImeit. Moe Teso Bee erme 6510 yCTABIINM, HO S MOTJIA
ABUTATHCS fasbuie. S xody, UTOGB TAKMX MCTOPUI MOXKHO 6BLIO YBHAETH
6oubIe.

AnnMiram Vaikla Since a thing cannot be known directly or totally, one can 1. T. Morton, Being Ecological.

only attune to it, with greater or lesser degrees of intimacy.”* How high is gg{;br i‘;g;’ MA: MIT Press,
my degree of intimacy? S

SaskiaLillepus T o tired. T had been walking for a long time that day, and the
city streets were busy with traffic and life, dust and noise. It was hot. I had
drunk a semi-cold beer in the shade of a fragrant cypress tree, but it hadn’t
cooled me for long. I had seen many things demanding my attention that
day, demanding that I'd stayed with them in mind and body. I was about
to call it a day, but decided to climb up the stairs of the old building in one
last effort. I’ll just have a quick look around. I found a screen, an image of
aforest, and I sat down. And I stayed. I stayed with the stories the women
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MELANIE BONAJO (1978) on Madalmaade kunstnik, kelle looming
avaldub filmi, performance’i, installatsiooni, muusika, tirituste ja foto-
graafiana. Bonajo seab digitaalse 6kofeministi, hiiperhaldja, néia ja
kuradina kahtluse alla meeste ja naiste, looduse ja tehnoloogia tavapirase
eristuse. Oma loomingus on ta vaatluse alla votnud selle, kuidas
tehnoloogilised edusammud ja kaubapshised naudingud suurendavad
inimestes vo6randumist ning vihendavad kuuluvustunnet. Bonajo,
keda lummavad jumalikkuse kisitused, uurib oma pélvkonna vaimset
tithjust, vaatleb inimeste muutunud suhet loodusega ja proovib méista
eksistentsiaalseid kiisimusi, kisitledes selliseid teemasid nagu koduelu,
métted liigitamisest, arusaam kodust, soolisus ja suhtumine viirtusesse.

MEJTAHM BOHAXO (1978) — xypoxuuua us Hupepnangos,
paboraromias ¢ punbMaMu, nepGOPMaHCAMH, HHCTAIUIAL UMY,
MY3BIKOH, OpraHu3anyei MeponpusaTuil u ¢ororpadueii. Kak nupporas
9KO(PEMUHUCTKA, TUIIEP-Pes, BeAbMa U IbABOJT BoHaxo cTaBuT moy,
COMHEHUE TPAJUIIMOHHEIE PA3IUYUA MEXK/Y MY>KUMHAMU ¥ SKCHIIMHAMU,
IPUPOJOH U TEXHOJNOTUAMU. B cBOeM TBOpUECTBE OHA UCCIIEAYET TO, KAK
TEXHIYECKHI IPOrPECC ¥ HOTPEOUTENbCKUE YAOBOIbCTBHUS YBEIHIUBAIOT
B JTIOZAX OTYY KFCHUE M YMEHbIIAIOT YYBCTBO CONPUYACTHOCTH. YBIICICHHAS
KOHLENIHUAMU 60KecTBeHHOCTH, BOHAX0 HCCIIeRyeT Ay XOBHYIO IyCTOTY
CBOETO MOKOJICHU S, CMOTPUT Ha M3MEHHBIIHECA OTHOIICHHUA JIOfEH

C IPUPOJON ¥ IIBITAETCA MOHATH IK3UCTEHI[HATBHBIE BOITPOCHI: TAKME KAK
CeMEMHA )KU3Hb, UEH, CBA3AHHDIE C KIACCHPULUPOBAHUEM, TOHATHA
IIOMa, 110J1a ¥ OTHOWIEHU A K IIEHHOCTAM.

MELANIE BONAJO (1978) is a Dutch artist working with film,
performance, installations, music, event organizing and photography.
Digital eco-feminist, hyper elf, witch or devil, Bonajo challenges the
traditional divisions between men and women, nature and technology.
Through her videos, performances, photographs and installations, she
studies subjects related to how technological advances and commodity-
based pleasures increase feelings of alienation, removing a sense of
belonging in an individual. Captivated by concepts of the divine, Bonajo
explores the spiritual emptiness of her generation, examines peoples’
shifting relationship with nature, and tries to understand existential
questions by reflecting on our domestic situation, ideas around
classification, concepts of home, gender and attitudes towards value.
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HAIH s HAIIA « WHT1S

Fotogrammid mesilaste
tiibadega / Bruissement 1-8
2017

Pigmentfoto, Cansoni paber
Baryta. 61 x 161 cm
Kunstigalerii Two Rooms loal

Gotorpammbl nuennHbIX
Kpbinbes / Bruissement 1-8
2017

MurmenTHas hoTonevars,
Gymara Canson Baryta

61 %161 cm

W30Gpaxenne npepocTaBneHo
ranepeei

Two Rooms

The Bee Wing Photograms /
Bruissement 1-8

2017

Pigment on Canson Baryta
paper. 61 x 161 cm

Image courtesy of Two Rooms
Art Gallery



AnneNoble M3 ei uuri mesilasi selleks, et neist jirjekordset fotot teha — internetis

on mesilastest miljoneid pilte. Otsin v6imalusi, kuidas inimeste ja dko-
siisteemi vahel vaimset sidet luua. Me ei ole looduse valitsejad, vaid selle
osa, ja meie voime loodust niha ja méista on habras. Huvitav, mida ndevad
mesilased?!
Ann Mirjam Vaikla g pjas  Bruissement® ilmuvad kollektiivse nigemusena vilja
viikesed kummitused, kelle olemasolu oleme hakanud unustama. Kuulen
mesilaste tiibade vaevukuuldavat heli. Silme ette kerkib milestus kuldsest
meest, mis meevurrist aeglaselt purki voolab. Mee I6hn. Mee virvus. Mee
struktuur. Suvine mesi. Siigisene mesi. Olen isa mesitarude keskel saarel
meredirses metsas, oitsval lillal kanarbikuviljal. Tiivasahin peab olema
meelepete. Sinakate ja merevaigukarva fotogrammide kogu moodustab
monumendi meie Skostisteemi {ihele kéige olulisemale liigile, kes siiani
pole veel patogeenide, pestitsiidide, parasiitide ja toidupuuduse miirgise
koostoime kitte surnud.

Saskia Lillepus Kyigi mesilased ei ole liigina veel vilja surnud, on neil khedust
tekitavatel fotogrammidel kujutatud tiivad pirit mesilastelt, kes surid
toidupuuduse, parasiitide, patogeenide, kahjurite, pestitsiidide voi miirk-
ainete tottu. Noble kogus need surnud mesilased USA mesinikelt, kelle
mesilased olid hukkunud péllumajandustegevuste tagajirjel. Noble usub,
et kunsti abil on v6imalik maailma lihemalt tundma 6ppida. Selleks, et
uurida ja moista mesilasi, kelle arvukus on kahanemas kéikjal maailmas,
hakkas ta ise mesilasi pidama. Teose pealkiri ,Bruissement® tihendab
prantsuse keeles sahinat, peaaegu olematut, heli piirile jadvat heli, mis
kannab iseenda kadumise véimalikkust.

SuiHoybn 4] p13y4alo mueI He 1714 TOro, 4TOOBI CeNIaTh UX OUEPERHY IO

¢ororpa¢puio — B MHTEPHETE MUJIITUOHBI GpoTOrpaduii muer.

A1 mimy BOSMOXHOCTH JIJ1A CO3[AHMSA Iy XOBHOM CBA3H MEXJY JIOJAbMU
U 9KOCUCTeMOM. Ml He ITapu IPUPOJEL, a €€ 4aCTh, HaJIeIEHHA S
OrpaHUYEHHBIMU CIOCOOHOCTAMU 9TO BUJETb U OCO3HABATh. MeHs
HHTEPECYET, UTO XKE BUAAT II9eIIbl?’

AunMupranBaitea B ceppry «Bruissements HaM ABIAIOTCSA MaJICHbKUE IPUSPAKH,
0 CYIECTBOBAHMM KOTOPBIX Mbl Ha4ay 3a6b1BaTh. S co1bimty eJte yIoBUMBILiA
LeIECT ITYe/IMHBIX KPbLIbeB. Ilepes 11a3aMu BOSHUKAET BOCIOMUHAHYE

0 30JI0TUCTOM MeJi¢, KOTOPBIH MEJICHHO IEPEINBACTCA U3 MEFOTOHKH

B 6anky. 3anmax mega. Iser mega. Crpyxrypa meaa. Jlerauit meg,.
Ocennnit Meg. I cTO0 cpeAu OTLOBCKHX ITYEIHHBIX YIIbEB HA OCTPOBE

B IpUOPEIKHOM JIECY, HOKPBITOM JTHIJIOBBIM KOBPOM LIBETYILEIO BEPECKA. ..
Ho mesnect xpbiabes MHe ceftaac mpocTo Kaxercs. Kommexuus cuaesarsix
¥ AHTAPHO-KEITHIX GOTOrpaMM — CBOCOOPASHBINA TAMATHUK U IOKJIOH
OJJHOMY ¥3 BASKHEHIIMX BU/IOB HAIIEH S5KOCHCTEMBI, KOTOPOMY yIPOXKAET
BHIMUPAHUE 13-32 IATOTCHOB, IECTULUOB, IAPA3HUTOB H HEXBATKH MM,

Cacrawn ey HecMOTPS Ha TO, YTO IYEJIbI KAK BHJ, €lIie HE BEIMEPJIH,

I/1306p9.>KCHHI)IC Ha 3THUX BbI3bIBAIOIINX COOPOTAHUC (POTOFP&MM&X
KPbLJIbA NPHUHAJICKAT ITYCIIAM, MOrMOMMM M3-32 HEXBATKH MUy,

78

1. K. Brettkelly-Chalmers,
Anne Noble. In Conversation
with Kate Brettkelly-
Chalmers. - Ocula Magazine,
13.02.2015, https://ocula.
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with Kate Brettkelly-
Chalmers,” Ocula Magazine,
13 February 2015, https://
Ycula.com/magazine/
conversations/anne-noble/
(achessed 24 January 2021).

I1APA3HUTOB, BPEJHUTEICH, IATOICHOB, IECTUIU/IOB UK AJOBUTHIX BEECTB.
B xonnexnuio Hoy6s o morubriue maep! momaay Ipu COfEHCTBUM
yesoBogios CIITA, uput yeu morubiu BCIeACTBHE AESATEIBHOCTH,
CBABAHHON C HEyMEPEHHBIM Pa3BUTUEM CEIbCKOro xo3aiicTra. Hoybn
BEPUT, YTO [P MOMOIIM UCKYCCTBA HAII MUP MOXHO y3HATh OJ1rKe.
JL71st Toro, 9TOOBI U3y YATh U IIOHUMATH IT9eJI, HOIYJIALISA KOTOPBIX
COKpAIaeTCs BO BCEM MUPE, OHA CaMa Ha4aJIa 3aHMMAThCA IT9eJI0BOJICTBOM.
Hasganue «Bruissement» osHadaeT Ha pPaHIy3CKOM S3bIKE LIEJIECT,

eJie CJIBIIIHBIN 3BYK, KOTOPBIN HAXOZUTCA Ha TPAHUIIE HCIC3HOBEHU,
KOTJja IIPUCYTCTBHE CTAHOBUTCA OTCYTCTBUEM.

AnneNeble T don’t look at bees just to make another photograph — there are
millions of photographs of bees on the internet. I am looking for ways
to engender a psychic connection between humans and the ecosystem.
Rather than being lords over the environment, we are a part of it, while
maintaining a frail capacity to see and understand it. What do bees see,
I wonder?!
AnnMirjam Vaikla T'iny ghosts we have started to forget about emerge as a collective
apparition at the Bruissement. I hear an imperceptible sound of the tiny
wings of bees. It brings me memories of golden honey flowing slowly from
the squeezer to the jar. The smell of honey. The colour of honey. The
structure of honey. Summer honey. Autumn honey. I am in the midst of
the bechives of my father, on an island, by the sea, in the forest, on a blooming
landscape of purple heather. The rush of the wings must be an illusion.

A collection of bluish and amber coloured photograms constitutes

a monument to one of the most crucial species in our ecosystem — yet to
become dead from a toxic mix of pathogens, pesticide poisoning, parasites
or starvation.

saskiaLillepus Wrhjle the species is not extinct yet, the particular bees whose
wings have left imprints on these eerie photograms did die from starvation,
parasites, pathogens, pests, pesticides, toxicity. Noble collected these

dead bees from US beekeepers who lost them to the effects of agricultural
activities. Noble trusts that art can be a means to look more closely

at the world. To study and understand bees, whose populations are in
decline throughout the world, she became a beekeeper herself. The title,
BruissementyfFrench fof “rustle”, is a sound on the edge of sound, almost
not there, in Ehe mongint where sound starts to disappear — a potential
absence. \
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ANNE NOBLE (1954) on iks tunnustatumaid ja hinnatumaid Aotearoa
ehk Uus-Meremaa niiiidisfotograafe. Noble on olnud Uus-Meremaa
fotograafia esirinnas alates 1980. aastatest, mil ta sai tuntuks fotodega
Wanganui joest. Sellest ajast peale on Noble’i teosed votnud esseede

ja jutustuste kuju, mis peegeldavad tema pikaajalist pithendumist
kisitletavatele kohtadele ja liikidele (eriti méirkimisviirne on tema kiimme
aastat vildanud projekt Antarktikas). Noble’i piltide juures tostetakse esile
nende ilu, mitmekihilisust ja libimoeldud kontseptsiooni ning jirjepidevat
juurdlemist selle tile, kuidas me loodust tajume ja moistame. Uuemates
teostes keskendub ta mesilaste fsioloogiale ja nende praegusele keerulisele
olukorrale. Mitmes projektis on ta teinud koost66d teadlastega, et luua
kujutisi, mis viljendaksid nende olendite 6rna majesteetlikkust.

9HH HOYBJI (1954) — opHa us Hanbosee NpU3HAHHBIX COBPEMEHHBIX
¢pororpado Aoreapoa, nnu Hosoit 3emanpuu. Hoybxn paboraer
IEPBBIX PAJAX HOBO3ETaHACKOM poTorpaduu ¢ 1980-x rogos: mocie Toro,
KaK BBICOKOE IIPU3BHAHUE IONTYYUIH e¢ OTOrpaduu peKu YOHTaHYH.

C rex nop Hoy6ux1 HassiBaeT cBOM Ipon3BeieHN I TOBECTBOBAHUAMMU

u acce, 0603HaYas TAKUM 06Pa30M MHOTOJIETHIOK IPUBEPIKEHHOCTD
paccMaTpHBAEMbBIM MECTAM M BUJAM KUBOTHBIX — K IIPHMEDPY,
3aHABIIMI JIECATD JIET HPOEKT B AHTapKTI/IKC. B poTorpapuax Hoy611
LIEHATCA 3CTETUKA, MHOTOCTOMHOCTD, TPOYMAHHA A KOHIEIIUA U
II0CJIE/IOBATEILHOCTD, C KOTOPOM XyZOXKHUIA U3y YaEeT HAILIIE BOCIPHATHE
¥ IOHUMAaHUe IPHPOoxbL. B cBoux mocieHux paboTax OHa COCPEFOTOUHIACH
Ha QU3MOJIOTHH IT9EJT ¥ X CUTYAL MU BBKMBAHIS CETOHA: PSJL TPOEKTOB
Hoy6u cocTostnucs B COTPYAHUYECTBE C yICHBIMHE C LieJIbI0 CO3JaHMS
00pa30B, BEIPAXKAIOLMX XPYIIKOE BEJIMYHE TUX CYLIECTB.

ANNE NOBLE (1954) is one of Aotearoa’s, or New Zealand’s, most widely
recognised and respected contemporary photographers. Noble has been

at the forefront of photographic practice in New Zealand since first
attracting attention in the early 1980s with her acclaimed photographs of
the Wanganui River. Noble has since created bodies of work as “essays” or
“narratives” that mark her sustained engagement with particular sites and
species, most notably her decade-long project on Antarctica. Noble’s images
are renowned for their beauty, complexity and conceptual rigour and for
their persistent inquiry into the methods through which we perceive and
come to understand the natural world. Her more recent work has centred
on the physiology and contemporary predicament of the honeybee and
charts several projects in which Noble has collaborated with researchers
and scientists to develop images that articulate the delicate majesty of these

beings.
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valmistuge kokkuporkeks
2018

Vaha, taht

Foto: Tobias Wootton
Kunstniku loal

brace, brace, brace

2018

Bock, utunn

®oro: To6uac Byrron

C pa3peweHus XyAOKHNKA

brace, brace, brace

2018

Wax, wick

Photo by Tobias Wootton
Image courtesy of the artist
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Ann Miram Vaikla Erinevalt Roxyst, ,meelelahutusiri koige siravamast eksperdist

1920. aastate hiisteerilises New Yorgis“, ja tema Radio City Music Hallist,
kus ,l6bu kunagi ei looju®, oleme Nina Schuiki teoses ,Valmistuge
kokkuporkeks!“ lditnud kitiinla. Peaaegu laeni korguvad valged kirtinlad
moodustavad omalaadse pithamu, kuhu ei mahu meelelabutusérilik
pogusus, kiirus, eredus ega elu kabe-, kolmekordistumine ... Jiib ainult aeg,
mille jooksul parafiin aurustub ning siisivesinikud muutuvad vesiniku

ja stisiniku molekulideks. Tundub, nagu oleks aine tihest olekust teise
muundumise enesekiillane vaikus ja haarav fiziisikaline protsess vaigistanud
piloodi hidahoiatuse ,Valmistuge kokkuporkeks!“.

Selle asemel, et lennuki (planeedi?) hivingus ellujiimiseks voimalikult
viikeseks kokku kdgarduda, oleme roninud kojast vilja ja sirutame
jasemeid nagu mollusk oma jitkeid. Nagu oleksime just 6ppinud tantsima
surmatantsu ajal, kust pole taganemisteed.

SaskiaLillepus My on hea meel, et Ann Mirjam leiab rahu valge kiitinla vaikses
ja aeglases polemises. Mina ei suuda vabaneda hiiresignaali peaaegu
tajumatust, kuid jirjepidevast undamisest oma peas. Nagu parafiini 16hn
levib ruumis ambivalentsus, ithtaegu rahustav ja drev. Métlen leeki toitvale
hapnikule, selle aeglasele polemisele, ja métlen aeglasele vigivallale, mida
Rob Nixon on kirjeldanud kui jirk-jirgult, silme alt eemal, ajas ja ruumis
hajutatuna toimuvat vigivalda. Samamoodi nagu miirkainete kogunemine
keskkonnas ja kehas on see protsess oma aegluse tottu peaaegu mirkamatu.
See kogunemine ,litkkab lopuks asjad tile piiri, millest edasi elu ei ole enam
voimalik“?. Lopuks, aga mitte veel. Kuniks tuli veel sulatab vaha, leiame
ehk hetki, et mirgata oma kiire eluviisi materiaalseid séltuvusi.

AniMupeavBaicia B o rrprgpm ot Pokcu, «camoro 671ecTAmero crenuatucTa
110 1OYy-613HECY B UCTEPHIECKOM Hb}o-I;IopKe 1920-x rogoB»! u ero
My3sbIKanbHOTO Tearpa «Papno Curu», rae «CosHIe HUKOTHA Ha 3aX0fUT,
a BeceJibe He KOHYAETCsI», MBI 3a5KIJIU CBeYy B MHCTaLIsanuu «brace,
brace, brace» Huupr Iyitku. Bricoxue 6emble cBeun, KOTOPbIE eBa

JIM He KACAIOTCs IOTOJIKA, 06Pa3yioT HPOCTPAHCTBO, HATOMHHAIOIEE
CBATHJIMILE — 37,eCh HET MECTA TPIOKAM LIOY-OUsHeCA: YeKOPeHu10 1
yeuaenuw, 20e wusns yosausaemes, ympansaemcs... Ham ocraercs
TOJIBKO BPEMs TOPEHU CBEYH, 32 KOTOPOE HapadHH IPeBPaTUTC

B rOPSI4UIL Ia3, COPOBOXKAAEMBIH PACIIA/IOM YIJIEBOJZOPOHOB Ha MOJIEKYJIBI
Bogopopa u yriaepoga. Kak kasxercs, saBopaskuBaomuil GusnIecKuin
npouecc TpaHcGOPMALIMU MATEPUH U3 OJHOIO COCTOSIHUSA B JPYroe U

€ro CaMOIIOIIOAIONas TUIIMHA 3ANIY KK CUTHAJ TPEBOTH [IMJIOTA:
«brace-brace-brace».

Bmecrto TOro, 4TOOBI COKATH HAIIHU TEJIA — HACKOJIBKO 3TO TOJBHKO BO3MO>XHO,
9TOOBI BBI)KUTH B «KpyHmeHHUU CaMOJICTA (I‘IJIQ.HCT]:I?)» —, MBI BbIJIC3JIU U3
HaIen PaKOBHUHDI M BRITAHYJIU HAIIK KOHCYHOCTH — TaK, KaK MOJIJTIOCK
pacmycTun 651 cBOU mymaJjipha. CJI0BHO MBI TOJIBKO 9TO Hay4IHJIACh
TAHICBATD IJIACKY CMCPTH, C/IC/IAB HCpBbeI mar B TO4YKE, U3 KOTOpOﬁ yxe
HET BO3BpATa.
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1. R. Koolhaas, Delirious New
York. A Retroactive Manifesto
for Manhattan. New York:

‘ Cacxn Jlunaenyy paga, 9To Ha Ann MI/IpbﬂM MEJJICHHOE HECJIBIIIHOE TOPEHUE
CBEYH JIEMCTBYET yMUPOTBOPAIOLIE. S ke ne MOTy 130aBUTHCS OT IIOYTH

Monacelli Press. 1997 1k 208. \ H HEPa3IMIUMOTO, HO HEYMOJIKAIOIIEro CUruaa rpesoru. Ilpocrpancrso
\ HATOJTHAET HEOTIPENIEIEHHOCTD, KOTOPas OJHOBPEMEHHO YCIIOKAMBAET
2.T. Van Dooren, Flight \J U TPEBOXKHUT. f1 yMaio 0 Me/IIEHHOM rOPEHMHU KUCTIOPOIA, JIeTaI0NEeM

Ways, Ik 33.
ays, lle33 R BO3MOJKHBIM IIJTAMSA CBEYH, U YMAIO O «MEJIJIEHHOM HACUJIMU>», KOTOPOE

]\ Po6 Hukcon onucas Kak paccpejoTOYCHHOE BO BDEMEHH M IIPOCTPAHCTBE
HACHIIME, TPOUCXOASIILEE MAJIO-TIOMAITY, BAH OT 4y>KnX rias. CXogHbIM

\ 06pa3soM ¢ HAKOIUICHUEM AJOBUTHIX BEWECTB B OKPy KAOILEH Cpefie U

w \ OPTraHU3ME, ITOT IPOLECC OCTAETCA IPAKTUICCKY HE3AMETHBIM

| B CHJIY CBOCTO MEJIJICHHOTO T€MIIA. JTO HAKOILICHUE «B KOHLE KOHI,OB

/ . BBITECHHUT BCe 3a Py0Oesx, re ) U3Hb 6ourble He OyzieT BOSMOXKHOM» .

/ , B xoHIe KoHLOB, HO He cpasy. Bpems, B TedeHnE KOTOPOTO OTOHB IIABUT

/ | BOCK, JAPUT HAM MOMEHT, I03BOJIAKILHI 06paTUTh BHUMAHUE Ha
/ MaTepuasbHbIE IPEILTCTBUA HALIETO TOPOIIUBOTO 06pasa JXU3HM.

\ /
LR. Koglhaas, Delirious New| ~ AnnMirjam Vaikla
Yonk. 4 Retroactive Manifesto )
for Mianhattan. New York:
\ M(}nacelli Press, 1997, p. 208!

A\ ] |

In contrast to Roxy, “the most brilliant showbiz expert in the
hysterical New York of the twenties” and his Radio City Music Hall where
The Fun Never Sets, we have lit a candle of the artwork brace, brace, brace
by Nina Schuiki. White candles, almost as high as the ceiling, form a
/\é- Ty Van Dooren, Flight | sanctuary-like space where there is no room for reduction, acceleration and
/ ‘W@{” p-33. intensification, or life to be doubled, tripled..., which showbiz tends to do.

\ The only time left is the time of paraffin turning into a hot gas wherein
hydrocarbons become molecules of hydrogen and carbon. It feels as if
the self-absorbing silence and captivating physical process of material
transitioning from one state to other has silenced the pilot’s emergency
call: brace-brace-brace!

1. Konxac, P. HblO-I;IOpK BHE
cebs. Mockaa: Strelka-Press,
2013. C.223.

Instead of compressing our bodies into entities as small as possible to
survive the “plane (planet?) crash” we have crawled out from the shell and
stretched our limbs as the mollusc would lengthen its tentacles. As if we've
just learned how to dance, the danse macabre, from the point where there
is no point of return.

2. Van Dooren, T. Flight
‘Ways. C. 33.

i SaskiaLillepws Py olad Ann Mirjam finds solace in the silence and slowness of
the burning white candle. I can’t get the almost imperceptible, yet insistent,
hum of the emergency call out of my head. Ambivalence fills the roomy; it is
both soothing and alarming at the same time. I think of the slow burning
of oxygen that makes the flames possible and I think of the slow violence,
what Rob Nixon has described as a violence that happens gradually, out

of sight, dispersed across time and space. Like the accumulation of toxins
in environments and bodies, a process hardly noticeable because of its
slowness. An accumulation that “eventually pushes things beyond the
point where life is possible”*. Eventually, not yet. As the fire melts the wax,
we can find moments to notice the material entanglements of our fast-paced

way of life.
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NINA SCHUIKI (1983) on Berliinis tegutsev kunstnik. Oma loomingus
tegeleb ta ruumiliste struktuuride, ajaliste nihtuste ja ajalooliste
kontekstidega. Installatsiooni, skulptuuri ja segameediumis valminud
teostega uurib ta taju parameetreid, muutes nihtavaks peidetud nihtuste
jilgi ja seda, mis on kiill kirja pandud, kuid tihelepanuta jaidnud.

Schuiki on kunsti 6ppinud Berliini Kunstitilikoolis ja fotograafiat Viini
Rakenduskunsti Ulikoolis.

HUHA ITYUKU (1983) xuser u paboraer 8 Beprune. B ceoem
TBOPYECTBE XYJOKHUIIA PACCMATPUBAET IPOCTPAHCTBEHHBIE CTPYKTY PEL,
BpEeMEHHbIE (TeMIIOpaJIbHbIE) ABJICHUS 1 HCTOPUYECKHE KOHTEKCTEL.

B pamxax paboT, BEITONTHEHHBIX B pOPMATE MHCTATIALMA U CKYJIBITY PHI,
4 TAKOKe B APT-MEAMAIBHOM CHHTE3E, OHA HCCIIEAYET HaPaMETPhI
BOCIIPHATHSL, 0OHAKasI CJIe[bl CKPBITBIX SABICHUN M HEKOTAA 3AMMCAHHOM,
HO OCTaBJIeHHOTO Oe3 BHuManus nupopmanuu. Ilyiiku yunacs

Ha XyJ0XXECTBEHHOM OTAeIeHNY DepIHHCKOrO YHUBEPCUTETd UCKYCCTB
U Ha oTfieIeHuH poTorpaduu B BeHckoM yHUBEpCUTETE NPUKIIAJHBIX
HCKYCCTB.

NINA SCHUIKI (1983) is an artist based in Berlin, Germany. She focuses
upon an engagement with spatial structures, temporal phenomena and
historical context. Taking the form of installation, sculpture and mixed
media work, her investigations open the parameters of perception, making
visible the traces of hidden occurrence and that which is already inscribed
but escapes attention. Schuiki studied visual arts at the Berlin University
of the Arts and photography at the University of Applied Arts in Vienna.
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triivides kollase tihelepanuga
tassidel

2021

Keraamika, leitud esemed,
Narva kaart, postkaardid
Foto: Vera Anttila

ApeiithyA ¢ KeNTbIMN KPYIKKaMu
2021

Kepamuka, Haiipennble
npeametsl, kapta Hapsbl,
OTKPBITKN

®oto: Bepa Auttuna

drifting with yellow attention
to cups

2021

Ceramic, found object, map
of Narva, postcards

Photo by Vera Anttila

*

Tegemist on mai lopus toimuva
siindmusega, tapsem info
avaldatakse NARTi veebilehel
ja sotsiaalmeedias.

PaGota npepcraenser u3

cels meponpusTue, KoTopoe
COCTOMTCS B KOHLE Masi.

Bonee noapoGHas nndopmauns
OyneT onyGnuKoBaHa Ha caiite
HAPT 1 B coumnanbHbix ceTax.

The event will take place at the
end of May, exact dates will be
published on NART's webpage
and social media.



Saskia Lillepus Ning lekin, sina lekid. Arvan, et nemad seal lekivad samuti.
Enamasti siiski suudame ennast koos hoida. Vihemalt nii paistab see
viljastpoolt, eks ju. Vilimus voib olla petlik. Andestame katkimineku teistele
kergemini kui iseendale. Kui teised lihevad katki, on see méistetav, kui mina
lihen katki, on see libikukkumine. Enda kooshoidmiseks métlen kintsugs’le,
mis on savinéude kullaga parandamise tehnika Jaapanis. Kintsugi viirtustab
haavatavust. Mulle on eldud, et koosnen peamiselt veest. Nagu kurk. Ma ei
tunne seda. Kuid mulle meeldib vesi, seda juua, selle sees olla, seda vaadata.
Olen keskkoolist saati veepudelit kaasas kandnud. Ilma selleta tunnen ennast
haavatavana. Kas teadsid, et kui kogu jid Arktikas sulaks, touseks veetase
seitsme meetri vorra? Ei tea, kas mulle siis vesi endiselt meeldiks?

Ann Mirjam Vaikla Vera yurimistdd ja loomingu tiks keskseid méisteid on triiv'.
Situatsionistide jaoks tihendab triiv (pr k dérive) konstruktiivset miangu ja
psithhogeograafia teadvustamist® kavandamata retkel libi linnamaastiku.
Uhele grupile jagatud kollased keraamilised tassid toimivad ankruna,
millest kinni hoida, mille seltsis riikida ja kondida ning kogemusi ja
milestusi koguda, et neid triivi I6pus teistega jagada. Aurava taimeteega
tdidetud kollastest tassidest on saanud ajal, mil pandeemia tSttu on
galeriid, muuseumid, teatrid ja kinod pidanud uksed sulgema, pidepunkt
ja oppevahend, mille abil hoida ja arendada oskust mirgata imbrust sama
tihelepanu ja uudishimuga kui varem niitusesaalis kondides.

CacwnJluzsenyy Y nrep g Teqp, y Tebs r[p0601/11-1a. ﬂyMalo, TAKOE IPOUCXOJUT

co Bcemu. OHAKO B 6OJIBIIUHCTBE CJIy9aeB Mbl MOXXEM KOHTPOJIMPOBATh
cebs. Bo Bcakom CJIy9ae, TaK 9TO BBIIJIAUT CO CTOPOHBI. Buemuuii sup
MOXXeT ObITh 0OMaHuuBBIM. Ham erue MPOCTUTD HAJIJIOM JIPYTUM, YEM
camuM cebe. Korga cnomanucey IPyTUE — 3TO MOHATHO, €CJIU CJIOMAIOCh

S — 3TO NPOBAJL. Yro6n1 KOHTPOJIMPOBATh cebs, 1 JyMao O KHHLYTH,
ATIOHCKOU TEXHMKE PEMOHTA KEPAMHUKH C TPUMEHEHUEM 30JI0Ta, KOTOpas
IPUZAET PAHUMOCTH IIEHHOCTh. M He rOBOpUIIY, 4TO 5 COCTOIO B OCHOBHOM
u3 Boasl. Kax orypemn. 5 atoro ne uyscrayio. Ho mobio BOZY, o610 ee
IIUTB, IIOTPY’KAThCA B HEE, CMOTPETH Ha Hee. SI O MIKOJIbHEIX JIET ITPUBBIK/IA
HOCHUTB ¢ coboit 6yT1)1m<y BOZIBL. Bea Hee s uyBCTBYIO cebs YA3BUMOM.
3HaeTe JIU BBI, YTO €CJIM PACTAIOT BCE APKTUUECKHUE JIBJIBI, Y POBEHD BOJbI
HOJHMMETCS Ha ceMb MeTpoB? He 3Halo, 3axoueTcs 11 MHE TOra MUTE?

AunMupraseBaitra Oy M 13 OCHOBHBIX IIOHATHIL HCCIIEOBAHUIL U TBOPYECTBA
Beper siBsiercs apeind! (dpanw. dérive). [lns curyanmonncTos apeiid
O8HAYAET KOHCTPYKTUBHYIO HTPY U OCO3HAHME IICHXOreorpadun’

B HE3AIUIAHUPOBAHHOM ITy TELIECTBUM 110 TOpogcKomy manamadry. Xenrsie
KEePAMHYECKHE KPY)KKH, PO3JaHHbIE TPYIIIIE JTIOACH, BBICTYIAIOT B PO
AKOPSL, 32 KOTOPBII MOYKHO JIEPIKATHCS, € KOTOPHIM MOXKHO PasTOBAPHBATD
¥ IIPOT'YJINBATHCSL, [OTYYATh HOBBII OIIBIT U IIPEAABATCS BOCIOMUHAHUAM,
9TOGBI, BBIAAA U8 Apeiida, mofeuThcs nMu ¢ okpysxaomumu. JKerrsie
KPY>KKH, HATIOTTHEHHbIE TOPSAYMM TPABSIHBIM YaeM, CTAIH USMEHSIOLIMCS
00'bEKTOM U MHCTPYMEHTOM /I COXPAHEHUA M PA3BUTUA CIIOCOOHOCTH
3aMEYaTh OKPYIKAKOLIEE C TAKUM XKe BHIMAHUEM U TIOOOIBITCTBOM, KaK
IIPU IIPOTYJIKE IO BEICTABOYHOMY 3aJ1y BO BPEMEH4, KOTA IAHAECMUA
3aCTaBMJIA TAJIEPEN, MY3EH, TEATPbI U KHHOTEATPbI 3AKPHITh CBOU JBEPU.
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1. M3 acce T'u TeGopa \
«Teopus apeitpa» (1956).

2. Debord, G. Theory of \
the Dérive // Situationist
International Online, https://
www.cddc.vt.edu/sionline/si/
theory.html (mpocmorpeno
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1. Derived from Guy Debord’s
essay “Theory of the Dérive”
(1956).

2. G. Debord, “Theory of

the Dérive,” Situationist
International Online, https://
www.cddc.vt.edu/sionline/si/
theory.html (accessed on

1 March 2021).

SaskiaLillepus T eak, you leak. I think they, over there, leak as well. Most of the
time we hold it together though. Ah, I guess that’s just how it seems from
the outside. Appearances can be deceitful. Somehow, we allow others to
break with less judgement than ourselves. If they break, it’s understandable,
if I break, huhh, what a failure. To hold myself together I think of kintsugs,
the Japanese art of mending ceramics with gold, honouring vulnerability.
I'am told I'm made mostly of water. Like a cucumber. I can’t feel it. But

I do love water, drinking it, immersing myself in it, watching it. T have been
carrying around a water bottle since I was in high school. I feel vulnerable
without it. Did you know that if all of the Arctic ice sheet melted, sea water
levels would rise 7 metres? Would I still love water then, I wonder?

Ann Mifam Vaiks €T rifting™ has become one of the key aspects of Vera’s research
and artistic practice. According to situationist practices dérive (“drifting”)
involves playful-constructive behaviour and awareness of psychogeographical
effects® when taking off to an unplanned journey through an urban
landscape. By handing out handmade yellow ceramic cups to a group of
people they act as anchors to hold on to, to talk and walk with, to collect
experiences and memories to share with the others at the end of the dérive.
Yellow cups — containers for a steaming herbal tea — have become transient
points and educational tools during a time of pandemic when galleries,
museums, theatres and cinemas are closed. They keep and train one’s ability
to observe surroundings with the same level of attention and curiosity as
one used to walk through an exhibition space.
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VERA ANTTILA (1991) on soomerootsi kunstikoolitaja ja kunstnik,
keda huvitavad hiiddrofeminism, kollased tassid, materiaalsed metafoorid
ja triivimine. Oma valdkondadevahelisel koostddl pohinevas loomingus,
mis seob kultuuritokestusega (ingl k cultural jamming) ja aktivismiga
argielu esteetika, lihtub ta 6koloogilisest murest tuleviku pirast. Ta tunneb
vajadust kondimise ajal vedelikku tarbida, hoida pihus kollaseid tasse,
teadmata tipselt, kuhu need ta viivad, samal ajal harjutades end p66rama
tihelepanu sellele, kust materjalid ja teadmised tulevad. Praegu tegutseb
ta Aalto Ulikoolis kunstihariduse magistrisppes. Tema loomeuurimus
kujutab endast kehaliselt kogetud kontseptsiooni, visuaalset esseed
voimalustest kliimakriisi ajal tihelepanuga triivida.

BEPA AHTTHIIA (1991) — ¢puHCKO-IIBEACKHI Xy FOKECTBEHHBIN
I€/IaTOT ¥ XyHOKHMUIIA, HHTEPECYIOMasCA TUAPOPEMIHI3MOM, KEITHIMU
KPY>KKaMH, MaTePUaIbHBIMU MeTadopamu u aperipom. B croeit
MEKJUCLUIUIMHAPHOMN paboTe, COYeTaIOMel TAK HA3BIBAEMOE [y LICHHUE
Kyabrypsl (aurs. cultural jamming) 1 aKTHBU3M C 3CTETUKOM TOBCEJHEBHON
JKUBHH, OHA PYKOBOZCTBYETCS SKOJIOrMIeCKUMHU Tpobiemamu bypymero.
Oma 4yBcTBYeT HEOOXOLMMOCTb IIUTh KUAKOCTH BO BPEMS IIPOT'YJIOK,
HepIKaTh B PYKE SKEJIThIe KPYI)KKH, He 3HasI TOYHO, Ky/d OHH €€ HAIIPABAT,
IIPH 3TOM TPEHHUPYSCh 00paIjaTh BHUMAHHUE Ha IIPOMCXOXKACHHE
MaTepuasa ¥ SHaHUI. B HacTosmee BpeMs OHA 3aHIMAETCS TBOPYECCKUMH
HCCJIEJOBAHMAMHE B YHUBEpCUTETE AQIITO, I7iE Oy YAET CTEHEHb MATUCTPA
XY/A02KECTBEHHOr0 00PA30BAHKS U U3YIAET BOSMOXKHOCTHU By MUHBOTO
Apeiida B S1MOXY KIMMATHYECKOrO KPUSHCA KAK GH3UIECKH UCIBITAHHYIO
KOHIIEIIHIO, KAK BU3yaJIbHOE 5CCE.

VERA ANTTILA (1991) is a Finnish-Swede art pedagogue and artist
interested in hydrofeminism, yellow cups, material metaphors and drifting.
Her practise is collaborative and multidisciplinary, combining cultural
jamming and activism with aesthetics of everyday life, and driven by an
ecological concern for the future. She feels the need to drink fluids on the
go, holding yellow cups, not sure where exactly they will take her, while
practicing ways of paying attention to the origins of matter and knowledge.
She is currently conducting her artistic research in the Art Education
MA programme at Aalto University in Helsinki, reflecting on ways of
drifting with attention amidst the climate change crisis as an embodied
concept, a visual essay.
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surmaaed

2021

(Tellimusto)
Materiaalne lagunemine
ja taasmoodustumine
puude, taimede, hobuste,
null-kuni-sajajalgsete
isendite, usside, seente,
bakterite, paikese,

vee, ohu, aja koostoimel
Foto: Sepideh Ardalani
ja Sandra Kosorotova
Kunstnike loal

cap Ans cmepTn
2021

Wucrannauus,

CMellaHHasA TeXHUKa

Pa3- n nepenoxenne
Mmarepum ¢ NomoLLbio
AepeBbeB, Tpas, nowage,
niopeii-c-KonnuecTBoM-
Hor-o1-0-0-100, uepsei,
rpuGoB, Gakrepwii, connua,
BOAbI, BO3AYXA, BpeMeHN
Ooro: Cennpe Apaanann

n Canapa KocopotoBa
CoGCcTBEHHOCTb XYAOKHNL,

AVOHAd « HUHAXOIEVd « AINIWHANNUTON

garden for death

2021

(Commissioned)

Material de- and recompositions
by trees, herbs, horses, none-
to-centi-legged people, worms,
fungi, bacteria, sun, water, air,
time

Photo by Sepideh Ardalani &
Sandra Kosorotova

Image courtesy of the artists

*

Teos asub Kreenholmi territoo-
riumil ning on ligipadsetav
giidituuride kaudu, tipsem info
avaldatakse NARTi veebilehel
ja sotsiaalmeedias.

XyaoxecTBeHHbIN 06beKT
HaX0ANTbCS Ha 3aKPbITOI
Tepputopun Kpenronbma u ero
MOXHO NOCETUTH BO BpeMs rnj-
TYPOB, MH(HOPMALLUS O KOTOPbIX
Gyaer onyGnukoBaHa Ha caiite
HAPT 1 B counanbHbix ceTax.

The work is located on
Kreenholm territory and is
accessible via guided tours.
Information about the tours will
be published on NART’s webpage
and social media.



saskia Lillepun Keskkonnabioloog niitab kujutist perfektselt piigatud muru-
lapist. Seda voiks pidada histi hooldatud aiaks. Kuid bioloog seletab,
et looduse seisukohast on see aed vihese elurikkuse tottu teistele liikidele,

putukatele, taimedele, lindudele, viikeloomadele ja pinnasele kui surmavili.

Kreenholmis, kus loodus on véimust v6tnud, lokkab inimkauge elukiillus.

Ann Mirjam Vaikla

lihtsast ja soltuvust tekitavast tookohustusest. Koik NARTi asukad
panustavad, kogudes kodgiletil seisvasse musta metallimbrisse 6unakoo/1,
sidruniviile ja kohvipuru. Kui imber saab tiis, on aeg minna esimesele /
korrusele, peauksest vilja, imber nurga, ning valada selle sisu haiSVaSSf

koduparadiisi. /

SaskiaLillepus Nzjtuse ettevalmistamise ajal olen palju méelnud surmale. Mitte
kui elusolendi I6pule, vaid protsessile, millel on mitmeid vorme ja tahke
ning mille tuksed libivad kéike olemasolevat. Olen mé&elnud sellele, miks
on meil, inimestel, raske leppida sellega, et surm on elu osa, elu ise. Varjame
surma ja pitiame selle eest pogeneda, voitleme sellega, ilustame ja ﬁl}istame
seda, muudame selle vaateminguks. Otsime viise, kuidas surma endast nii
kaugele litkata kui v6imalik.

AnnMiam Vaikla N7a5ame kddunemist, vajame surma, et teha ruumi milll gi uue
oitsengule,” meenutas meile Ardalani. ,Saame teiste tegutsemist mc‘fista
enda tegutsemise pohjal,“ selgitas Anna Tsing seda, kuidas inimestel\on
voimalik hakata paljuliigilise maailmaga sidet looma.! Kreenholmi piitkonna
varjatud ala on muudetud enam-kui-inimestele méeldud aiaks, et toetada
elu sattumuslikku voolu. Et olla olemas selle asukate, mitte aedniku seitud

tingimustel ega inimeste ihade rahuldamiseks. \

Caciaun Tunsettyy By o10r-5KOIOT TTOKA3bIBAET U300paXKeHME ra30Ha, BbIKOLHCHHOI‘A
«1of; TpebeHKy>». DTO CIUTACTCS YXOKEHHBIM caioM. OfHAKO, KAK OH
OOBACHSET, C TOYKH 3PEHUS SKOJIOTHH, U3-32 HUSKOrO bnopasHooOpasus
TAKOM CaJj 11 PYTUX BUJIOB — HACEKOMBIX, PACTEHHUH, ITHUII, MEJTKUX
JKUBOTHBIX U IIOYBBI — 3T0 mmoste cMepTr. Ha Kpenrosneme sxe BBEpX Basta
IPUPOAA, U «OOIIBIIE-YEM-TTIOFH>» IPOLBETAIOT.

AunMupan Baiten: Bee gaganocs co c60opa KoMIocTa. DTo Becesas safada,
nerkas u ysiexarensHas. Bee skurenu HAPT BHOCAT cBOIT BKIIag,
cobupast KOXypy OT 10JI0K, TUMOHOB MK KOYEHHYIO Y1y B 4ePHOE
METaJIIMYECKOE BEPO, CTOsIIeE HA KyXoHHOM croiike. Korga Begpo
HATIOJTHACTCSL, IPUXOAUT BPEMs BBIMTH U3 ITTABHOU ABEPH U IIOBEPHYTh
HAIIPABO, 3ABEPHYTh 32 YTOJI U BBUIUTH COACPIKUMOE B IAXY YU paii
THUEHMUA.

Cacxun Jluznentyy B o BPEMsI IOJATOTOBKHU K BBICTABKE 51 MHOTO [JyMaJjia O CMEPTH.
He xax 06 oxoHYaHUM KU3HU CYIIECTBA, 4 KAK O MPOLECCE, KOTOPHIH,
NPUHUMAA Pa3HbIE (l)OpMLI Y MacmTabbl, MyJIbCUPYET Yepes J1106y10
MaTepuIo. S samaBanace BOTIPOCOM: «Hoqemy HaM, JIIOAAM, TPYHEHO
TIPUHATb, YTO CMEPTb — 3TO YaCTh XU3HH, CaAMa SKU3HB?» Mbl CKpbIBaEM
CyLECTBOBAHUE CMEPTHU U CKPBIBAEMCA OT CMEPTH, 60pCMCﬂ C HEH U
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/ioutledge, 1k 8.

K&ik sai alguse komposti kogumisest, rt66mu pakkuvast, /

\fA?r Critical Description //
n

s

7
1. A. Tsing, More-than- \
Human Séciality. A Call
for Crigical Description. —
Anthiropology and Nature.
Kgost. K. Hastrup. New York:

1. A. Tsing, More-than-
Human Sociality. A Call

- for Critial Description. —
A ntbropology}md Nature.

Routledge, p. 8.

1. Té/ing, A. More-than-
Hl‘fman Sociality. A Call !

thropology and Nature /
Bd. K. Hastrup. New York:

f{o\tledge. C.8.
N\
N

Ed. K. Hastrup. New York:

npuyKpamacm €€, IPpOoC/IaBIsACM U IPCBPAIIACM B HEKUM CIEKTAKIIb. Mbl
HUIcM croco6mt OTTOJIKHYTb €€ OT cebs HacTONBKO aJIEKO, HACKOJIBKO 3TO
BO3MO>XHO.

AnMupua Baivon « Ham Hy)KHO PassIoyKeHHE, HAM HY)KHA CMEPTh, 4TOOBI
9TO-TO HOBOE MOIJIO HAYaTh XUTh U IPOLBETATh>, — HAIOMUHAET HAM
Appananu. «Hamu geficTBust — 9T0 ciocob OTCIeKUBATD AEACTBUA
apyrux»!, — Axna ITusr 06bsCHsET, KaK JIOAHU MOTYT HAJAJUTh KOHTAKT
¢ MHOTOBHAOBBIM MUpoM. Ckpbitas yacTs Kperrosnbma 6b11a npespaliena
B cafj 1s «D0sIble-9eM-TIOfEi», YTOObI IO AEPIKUBATE CBOOOAHBII 1
CIIOHTAHHBII HOTOK )XU3HU. «Cafy s CMEPTH» CYIECTBYET [/ CBOMX
oburareseit, a He COITIACHO YCIOBUAM, CO34aHHBIM CaJOBHUKOM WU JAJIs
YAOBJIETBOPEHH S Y€IOBEYECKUX JKETAHHIM.

SaskiaLillepus Ay environmental biologist shows an image of a yard with
pristinely cut grass. This could be considered a well-cared-for garden. But
environmentally speaking, because of its lack of diversity, she explains,
for all the other species, insects, plants, birds, small animals, the soil itself,
it’s a field of death. In Kreenholm, where wilderness has taken over from
humans, other-than-human abundance flows.

AnnMirjam Vaikla T o]] started from the labour of collecting the compost.

A labour that is joyful, lightweight and addictive. Every resident of NART
has contributed by collecting apple peels, lemon slices or coffee grounds
into the metal black bucket standing on the kitchen counter. When the
bucket gets full it is time to walk down to the ground floor, outside of the
main door, around the corner and squeeze the new entities into a smelly
rotting heaven.

sukiaLillepus Pye been thinking a lot about death while preparing this exhibition.
Not just as an end to a living organism, but as a process that takes different
shapes and scales, pulsating through all matter. I've been thinking how come
death is something we, as humans, struggle to accept as part of life, as life
itself. We hide death and we hide from death, we fight it and sanitise it,

we glorify and make it into a spectacle. We keep inventing ways to push it
as far away as possible.

Ann Mirjam Vaikla “Y7e need decay, we need death - to give space for something
new to flourish,” Ardalani reminded us. “Our doings are a way to trace the
doings of others,” Tsing declared, elaborating on a beginning point of how
humans can become involved in multispecies worlds.! Hidden premises of
the Kreenholm area have been turned into a garden for more-than-bumans
to support a contingent flow of life. To exist on the terms of its inhabitants,
not its gardener or to satisfy a human desire.
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SEPIDEH ARDALANI (1982) otsib ja rajab oma liikidevahelises sotsiaalses
praktikas kohti, mida uurida ja millega koos tegutseda. Uks selliseid kohti
on kasutajate juhitud MASSIA residentuur Eestis, mis on méeldud kéikide
valdkondade loovisikutele ja métlejatele, rohuasetusega algatusvoimel ja
institutsionaalsel s6ltumatusel. Seal viib ta kokku inimesi, keda huvitavad
teistsugused voimalused, kuidas rohkem-kui-inimeste maailmaga suhestuda, .
ning kes sageli tootavad taimede, loomeuurimuse, teooria ja argipraktikategao
SANDR A KOSOROTOVA (1984) on kunstnik ja disainer, kes tegutseb
Tallinnas. Praegu osaleb ta Narva kunstiresidentuuri lihistel asuva '
kogukonnaaia eestvedamises. Enamik ta teksti- ja tekstiilipohiseid teoseid
toimivad kunstina ainult niitusesaalis, viljaspool seda on need kantavad
riideesemed, aksessuaarid ja ruumitekstiilid. Kosorotova I6petas Eesti
Kunstiakadeemia moedisaini magistrippe 2016. aastal ning pilvis samal
aastal EKA noore tarbekunstniku preemia. Aastatel 2013-2015 osales

ta MTU Uus Vene Kultuur Eestis (UVKE) juhtimises, mille eesmirk oli
kultuuriiirituste abil eesti- ja venekeelseid kogukondi lihendada.

CEITMJIE APTATTAHM (1982) BoBiIeueHa B MEXKBUOBY IO COLLAIbHY O
IPAKTUKY U CIOCOOCTBYET CO3HaHMUIO «0a3>» UL ee U3y YeHUs KaK B TEOPHU,
TaK 1 Ha npaxtuke. OpHa us oTUX «6a3» Haxogutcs B MACCHIA —
CaMOOPTaHU3YEMOM PE3UJIEHIIUH [T AeATe IeH KyIbTyPbl U MBICTMTENEMH
U3 Bcex 001aCTel, ¢ yKJIOHOM Ha CAMOOPTaHHU34LUIO U HE3ABUCUMOCTb

or uncruryuuit. Tam Cenupe naUIMUpYeT OBLWEHNE MEXK/Y TIONbMU,
KOTOPBIM HHTEPECHBI PA3JIUYHBIE CIIOCOOBI B3AMOJEHCTBHUS C MEPOM,
OTJINYHBIM OT YeJIOBEYECKOTO, U KOTOPbIE YACTO PAOOTAIOT C PACTEHUAMU
B TBOPYECKHUX HCCIICHOBAHMAX, TEOPUH U OBCEJHEBHBIX IIPAKTHKAX.
CAHJPA KOCOPOTOBA (1984) — xyfo)KHHIA U AUSAlHEPKA U3 ‘\
Tannmuuna. C 2013 no 2016 rog 0Ha COBMECTHO C I'ycraBom Kanemom
pyxosogmna HIIT «Hosas pycckas xymsrypa B AcTOHUM» (MTU
UVKE), tiesibio KoTOporo 6pi1a OpraHUsamus COBMECTHBIX KYJIBTYPHBIX
MEPONPUATHIM 7151 COMIKEHUS PYCCKOTOBOPSIIEH M 3CTOHOA3BIYHOM
o6muH. Ceityac Canfpa 3aHUMAETCs pasBUTHEM OOLMHHOTO Oropoaa
npu Hapscxoit apT-pesupennun.

SEPIDEH ARDALANI (1982) engages in inter-species social practices,
invoking spaces for studying and practicing with. One such space is located
on the grounds of MASSIA, a user-run residency in Estonia for practitioners
and thinkers of all kinds, emphasizing self-organisation and autonomy from
institutions. Here she initiates exchanges among people concerned with
alternatives in alliance with more-than-human worlds, often engaged with
plant practices, artistic research, theory and everyday practices.

SANDRA KOSOROTOVA (1984) is an artist and designer from Tallinn,
Estonia. She is currently co-running a community garden near Narva Art
Residency in Estonia. Most of her text and textile-based artworks act as such
only in the exhibition spaces; otherwise, they function as wearable clothes,
accessories and interior textiles. Kosorotova graduated from the Estonian
Academy of Arts with an M A in Fashion Design in 2016 and was awarded
the Young Applied Artist Prize by the academy the same year. From 2013
to 2015, she co-led the NGO New Russian Culture in Estonia (UVKE),
which aimed to bring together the Estonian and Russian-speaking
communities by organising cultural events.
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