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Euroopa Lit Eosi ku n Stl keS ku S nidele ja residentuurituba rahvusvahelistele
Euroopa tuleviku heaks kiilalistele. Selleks, et pakkuda lisaks teadmistele

Regionaalarengu Fond

Annika Toots

Kai kunstikeskus endises Noblessneri allveelaeva-
tehase kompleksis on esimene omataoline
naitusepind ja kunstikeskus Eestis. See iihendab
unikaalset sadamaarhitektuuri kaasaegse korg-
kultuuriga ning toimib platvormina, mis pakub
voimalusi rahvusvaheliseks teadmistevahetuseks
kaasaegse kunsti ja kultuuri valdkonnas. Keskus
asub pika ajalooga Noblessneri laevatehase terri-
tooriumil, mille ajalugu algas 1912. aastal, kui kaks
Peterburi drimeest - Euroopa suurim naftatéostur
Emanuel Nobel ja Lessneri masinatehase omanik
Arthur Lessner - rajasid toonase Tsaari-Venemaa
tdhtsaima allveelaevade tehase Tallinna mere-
kaldale. Nende kahe mehe perekonnanimedest
saigi tehas nimeks Noblessner.

Nildseks elavaks ja avatud piirkonnaks muutunud
Noblessneri sadamalinnakusse toona kerkinud
hooned on oma olemuselt suurejoonelise arhi-
tektuuriga, paekivist ja betoonist pompddssed
toostushooned. Nagu sadam, mis toimib viaravana
ja ihendab erinevaid riike ja inimesi, nii on ka
Noblessneri linnak Gihendanud kunsti, ari, loovuse,
kodu ja merekultuuri. Olulisteks marksdnadeks
Noblessneri sadamalinnaku arendamisel on
olnud labimdeldud avalik ruum ja avatus merele
koos meredarse promenaadiga. Samasugusel
Uhendamise ja avatud olemise pohimottel toimib
ka Noblessneris 2019. aastal kodu leidnud Kai
kunstikeskus, mis hakkab tegutsema KAOS
Arhitektide kavandatud rekonstruktsiooniprojekti
jargi teostatud muinsuskaitse all olevas
to0stushoones.

Kai kunstikeskus on teoks saanud tanu Eesti
Kaasaegse Kunsti Arenduskeskuse (EKKAK)
pikaajalisele tegevusele Eesti kaasaegse kunsti
rahvusvaheliselt nahtavamaks muutmisel.
EKKAK asutati 2012. aastal, selle eestvedajad
Karin Laansoo ja Kadri Laas-Lepasepp on
seitsme tegutsemisaasta jooksul kutsunud
Eestisse rahvusvaheliselt tunnustatud kuraa-
toreid ja kriitikuid, toetanud ja tugevdanud
Eesti seotust globaalsete kunstivorgustikega,
korraldanud olulisi kunstislindmuseid Eesti
kunsti tutvustamiseks. Seejuures pole EKKAK-il
siiani olnud n-0 flilsilist keha. Sellest siigisest
hakkab varasemalt globaalse nomaadina
toiminud EKKAK kureerima mitmekiilgset
rahvusvahelise suunitlusega kunsti- ja kultuuri-
programmi sajandivanuses hoones, milles on
omal ajal tegutsenud nii laevasiisteemide tsehh
kui ka vaskseppade-tislerite to6koda.

ja visuaalsele naudingule ka midagi maitse-
meeltele, toimetavad hoone esimesel korrusel
erinevad toidustuudiod ja restoranid. Kai keskuse
naituseprogrammi kuuluvad igal aastal neli
pohinditust, mis slinnivad koostdds nii Eesti kui
ka rahvusvaheliste kuraatoritega. Kai avanaituseks
sellel sligisel on Fotokuu kaasaegse kunsti
biennaali pohiprogrammi kuuluv Hanna Laura
Kaljo kureeritud rahvusvaheline grupinaitus ,Lase
oma tahelepanul.... pehmeneda ja laiali valguda®.
Naituse keskmes on looduse tsiiklite vaheldumine
ja nende moju inimkehale ning puhkeseisundi

ja taastumise temaatika. Uurimist6o labiviimisel
Fotokuu néituse jaoks vottis Hanna Laura Kaljo
arvesse ka Kai kunstikeskust imbritsevat endist
toostuskeskkonda ning mereldahedust, samuti
aastaaega, mil nditus aset leiab.

Lisaks naituste korraldamisele on Kai keskuse
tegevuse oluliseks osaks residentuuriprogramm,
kuhu on oodatud visuaalkunstnikud, kuraatorid,
kriitikud ja teised kaasaegse kunsti professio-
naalid, kes soovivad Tallinnas peatuda ja té6tada.
Esimesel tegutsemisaastal votab Kai oma
residentuuri vastu kuni 14 osalejat, sealjuures on
5 kohta residentuuriprogrammist reserveeritud
spetsiaalselt PGhjamaadest ja Baltikumist parit
valiskiilalistele. Kai residentuur vaartustab ja
toetab aktiivset dialoogi ning rahvusvaheliste
kiilaliste kaasamist kohaliku kunstivalja tegevusse.

Maailma mastaabis on mitu sarnaselt Kai
keskusega toimivat olulist kunstikeskust, mis
Uhendavad kunsti ja ari, looduse ja loovuse ning
toimivad kunstikatallisaatoritena. Noblessneri
sadamalinnakus paikneva kunsti ja kultuuri
kohtumispaigana on Kai ainulaadne nii oma
asukoha kui ka Ulesehituse poolest — see asub
rikkaliku ajalooga unikaalses hoones, pakkudes
uudset ja avatud koostéomudelit kunstiprofes-
sionaalidele ning maailmatasemel kultuuri- ja
toiduelamusi laiale publikule. Kai eestvedajateks
on voimekas naiskond, kelle eesmargiks pole ei
midagi vahemat kui luua toimiv platvorm Tallinna
lilitamiseks globaalsesse kunstivorgustikku.
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Kai Art Center

Annika Toots

Kai Art Center, located in the former Noblessner
submarine construction complex, is the first
exhibition space and art center of its kind

in Estonia. It brings together unique seaport
architecture with contemporary high culture
to function as a platform, offering opportunities
for international knowledge exchange in the field
of contemporary art and culture. The center
sits within the territory of the former Noblessner
shipyard, which dates from 1912, when two
businessmen from St Petersburg - the largest
oil magnate in Europe, Emanuel Nobel and the
owner of the Lessner machine factory, Arthur
Lessner - decided to build the most prominent
submarine construction complex in the Russian
Empire at the time by the sea in Tallinn. Combining
the last names of the two men, it was named
Noblessner.

Many of the buildings in the now lively Port
Noblessner are architecturally magnificent former
industrial buildings of limestone and concrete. Just
like a port that functions as a gate and connects
countries and people, Port Noblessner has done
the same for culture, business, creativity and
maritime culture. The most important elements
in the development of Port Noblessner include

a carefully considered public space and openness
to the sea including a promenade along the fore-
shore. The same principles of connectedness and
openness are also central to the Kai Art Center,
opening in Port Noblessner in 2019, and situated
in a heritage-protected former industrial building
reconstructed by KAOS Architects.

Kai Art Center was established through the
extensive work of the Estonian Contemporary
Art Development Center (ECADC) in making
Estonian contemporary art more visible on
the international arena. ECADC was founded
in 2012 by Karin Laansoo and Kadri Laas-
Lepasepp, who have, over the last seven years,
invited internationally acclaimed curators and
critics to Estonia, supported and strengthened
connections between the global and Estonian
art scenes, and initiated events to introduce
Estonian art. However, ECADC has not had

a physical presence until now. Having previously
worked as a global nomad, from autumn

2019 ECADC will start curating a multifaceted
international art and culture programme in a
century-old building that formerly housed a ship
systems construction plant and a coppersmith
and carpentry workshop.

In addition to contemporary exhibition spaces,
the newly opened Kai Art Center includes

a 100-seat auditorium, a co-working space for art
institutions and a residency space for international
guests. Alongside visual enjoyment and something
for the mind, the building also provides visitors
with food studios and restaurants located on the

ground floor. Kai Art Center’s exhibition programme

includes four main exhibitions each year, created
in collaboration with Estonian and international
curators. The inaugural exhibition at the center,
opening this autumn, is Let the field of your
attention.... soften and spread out, curated by
Hanna Laura Kaljo as part of the main programme
of the contemporary art biennial, Tallinn Photo-
month. The exhibition focuses on cycles of nature
and their impact on the human body, as well as
themes of rest and recovery. In her research for
the exhibition Hanna Laura Kaljo considered the
former industrial environment surrounding Kai,
its proximity to the sea and the time of the year
the exhibition takes place.

In addition to exhibition production, the Kai Art
Center also runs a residency programme,
welcoming visual artists, curators, critics and
other contemporary art professionals, who wish

to work in Tallinn. In its first year, the Kai residency
programme is inviting up to 14 practitioners, with
five places reserved for guests from the Nordic
and Baltic region. Kai residency values and
supports active dialogue with international guests
and their participation in the local art scene.

There are several other notable art centers in
the world similar to Kai, bringing together art and
business, nature and creativity, and functioning
as catalysts for art. However, as a meeting point
for art and culture in Port Noblessner, Kai is
unique in terms of its location and structure -
it is situated in a building with a rich history,
offering a new and open collaborative model for
art professionals, world-class art and culinary
experiences to a wide audience. Kai is led

by a powerful team of women with the goal of
creating nothing less than a well-functioning
platform that will plug Tallinn into the global art
network.
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ApT-LeHTp Kal

AHHUMKa TooTc

ApT-UeHTp Kai, pacnonoXeHHbIn Ha TEPPUTOPUN
KomMekca bbiBLIero 3asoga NnoABOAHbIX TOAOK
«HobneccHep», ABNAETCA NepPBbIM B CBOEM POAE
B OCTOHWUM LLEHTPOM UCKYCCTBA C BbICTABOYHbIMU
nnowagkamu. LleHTp coyeTaeT B cebe
YHUKanbHYIO NOPTOBYIO apXUTEKTYpPY C COBpEe-
MEHHOW BbICOKOWN KYNbTYPOW, a Tak>XXe CNy>XuUT
nnatgopmon, npeanaratoLlen BOSMOXXHOCTU AnA
MeX ayHapoaHoro obmeHa 3HaHUAMK B obnacTtu
COBPEMEHHOro NCKYCCTBa U KynbTypbl. LieHTp
pacnonoXeH Ha TeppuUTopumn HbIBLLIETO CYyA0CTPO-
nTenbHOro 3asoda «HobneccHep», UMEKOLEro
MHOrOJSIETHIOKO UCTOPUIO, KOTOpaA 6epeT cBoe
Hayano B 1912 roay. Toraa ABa npeanpuHn-
maTena n3 CaHkT-lNeTepbypra — KpynHenwmnn
HedTeNnPOMbILWAEHHUK EBponbl OMMaHymn
Jiogsurosnyd Hob6enb 1 BNagenew malmHo-
CTpouTenbHoro 3asopa «J/leccHep» ApTyp
[ycTaBoBuWY JleccHep — co3aanm Ha MOPCKOM
nobepexbe TannuHHa (Torga HasbiBaBLIErocaA
PeBenem) cambin 3Ha4MMbIN B Lapckon Poccun
3aBop, NoABOAHbIX NoAoK. V3 chbamunuii aByx
ocHOBAaTesnen 1 CNoXWNocb Ha3BaHne 3aBoaa
«HobneccHep».

[MocTpoeHHbIe B TOT Nepuog 34aHnA NopTOBOro
ropogka HobneccHepa oTnuyaroTcA Benmye-
CTBEHHOW apXUTEKTYPOM — 3TO NOMMES3HbIE
NPOMBILLIEHHbIE COOPY>XEHNA N3 NIINTHAKA

n 6eToHa. HblHE OHU 06pPa3yOT OXKUBMEHHbIN
OTKPbITbIN KBapTan. CAoBHO NOPT, KOTOPbIN
CNY>XUT MOPCKUMKU BOPOTaMU U COeaNHAET
pasHble CTpaHbl 1 Hapodbl, KBapTan HobneccHepa
o6beanHUN KyneTypy, 6U3HecC, TBOPYECTBO,
XUnbe n mopexoacTeo. [Npu pa3suTum nopTo-
Boro ropogka HobneccHepa 60sbLL0e BHAMAHNE
yaenAanock NpoaymMaHHoOM MHAPPaCcTPYKTYpe,
OOCTYMHOCTM MOPA U CTPOUTENBCTBY NPUOpPEX-
Horo npomeHaga. C cobnogeHnemM NnpuHUMNOB
06BbEeaUHEHNA N OTKPbLITOCTU YCTPOEH U
apT-ueHTp Kai, koTopbin B 2019 rogy obpen
NpUCTaHWLLE B NPOMbILLIIEHHOM NOMELLEHUM

kBapTana HobneccHepa. 3gaHve ana apT-UeHTpa

6bINT0 PEKOHCTPYNPOBAHO 1 OCHOPMIIEHO MO
NpoeKTy apxmuTekTypHoro 6topo KAOS Arhitektid
N HaxoauTCA NMoA, OXpaHoW rocyaapcTBa Kak
NaMATHUK CTapUHbI.

ApT-ueHTp Kai 6611 cos3pgaH 6narogapAa MHOro-
NeTHeN AeATeNbHOCTN OCTOHCKOro LIeHTpa
pas3BuTUA coBpemeHHoro uckycctea (EKKAK),
KOTOpPbIN BEAET MHOIONETHIOK AEeATENIbHOCTb,
4YTOObI cAenaTb COBPEMEHHOE UCKYCCTBO
OCTOHMU Bonee 3aMeTHbIM Ha MeXXAyHapPOAHbIM
ypoBHe. LleHTp EKKAK 6b151 ocHoBaH B 2012 rogay,

rocre 4Yero nHnuumaTopbl ero obpasosaHunsa KapuH
JlaaHcoo n Kagpwu Jlaac-Jlenacenn B TedeHune
cemu NeT nNpurnawwanu B 3CTOHNIO BCEMUPHO
N3BECTHbIX KYpaTOpPOB MU KPUTUKOB, NOAAEPXKMN-
BaNn U yKpPennanm cBA3N ACTOHUK C rnobanb-
HbIMW CETAMU OEeATENEN N OpraHn3aunn

B 06/1aCTM UCKYCCTBA, a TakK>Xe NpoBoOANNU
Ba>XHbl€ apT-MepPONpUATMA ANA O3HAKOMITEHNA
06LWeCTBEHHOCTU C 3CTOHCKUM UCKYCCTBOM.
Mpun atom LeHTp EKKAK o cux nop He umen,
TakK cKasaTb, (hU3n4ecKoro Tena u Bbictynarn
Kak rnobanbHbI HoMag, NN «HEOKOYEBHUK>.
C aton ocenun ueHTp EKKAK HayHeT nencTeo-
BaTb B 3[aH11, KOTOpomy cBbiwe 100 net un
roe B cBoe BpemA paboTanu u Lex cyaoBbIX
CUCTEM, U MacTepckana MeOHUKOB U CTOMAPOB.
LleHTp 6yaeT KypMpoBaTb OPUEHTUPOBAHHYO
Ha MeXXAyHapOAHbIA YPOBEHb Pa3HOCTOPOHHIO
XYO0XKECTBEHHO-KYMLTYPHYIO NPOrpaMmy,

MomMnmo ynbTpacoBpeEMEHHbIX BbICTaBOYHbIX
nnowaaok HoBbln LeHTp Kai BkntovaeT B cebA
ayamtopmio Ha 100 MecT, 06LeCTBEHHBIN odmc
ANA OENCTBYIOLWMX B 061aCTN UCKYCCTBA OpraHu-
3auun, a TakXxe NomeLLeHne pes3naeHTypbl 4nA
MeXAyHapoaHbIx rocten. [inAa Toro, 4Tobbl Npea-
naratb He TONbKO 3HaHUA 1 BMU3yalbHble YA0BOSb-
CTBUA, HA NEPBOM 3Ta)ke OTKPOIOTCA pasnnyHble
KYNUHapHbIe CTYAUN U PeCTOpaHbl,rae MOXXHO
6yneT HacnaamMTbCA BKYCHOW enon. ExxerogHo

B BbICTaBO4YHOM Nporpamme apT-ueHTpa Kai
3an1aHMpPOBaHO YeTbIPe OCHOBHbIE BbICTaBKMY,
COCTaBJIEHHbIE B COTPYOHNYECTBE Kak C 3CTOH-
CKNMW, TaK U MeXAyHapOaHbIMN KypaTopamu.
OceHbto OH OTKPOEeTCA MeXAYHapOaHON
rpynnoBon BbICTaBKoW «[TycTb 06nacTb Bawlero
NPUCTaNbHOro BHUMaHUA.... YMEHbLIUTCA N pacTBO-
puTCA», KypaTop KoTopon XaHHa Jlaypa Kanbo.
BepHucaxx BxoauT B OCHOBHYIO Nporpammy
bueHHane coBpeMeHHOro MCKyccTBa TanmMHHCKWI
mecAL poTorpacumun. B ueHTpe BHMMaHWA 3KCno-
31UUn — YepeaoBaHne NPUPOAHbIX LIMKIIOB U UX
BNMAHME Ha OpraHn3M YenoBeka, a TakXXe TeMbI,
MOCBALLEHHbIE OTAbIXY Y BOCCTAHOBMIEHUNIO CUS.
Mpu nogroToBke akcnoauuum XaHHa Jlaypa Kanso
y4uTbiBana u OKpy>karoLLyto Hekoraa nNpomblL-
NEHHYIO cpeay, n 6M30CTb apT-LeHTpa K MOpto,
1 BPEMA roga, Koraa cocToUTCA BbiCTaBKa.

CyLecTBEHHYI0 YacTb AeATENbLHOCTU apT-LUeHTpa
Kai cocTtaBnAeT nporpamma pe3vgeHTypbl.

B Hen npumyT yyacTue npurnawleHHble BU3y-
anbHble XYAOXHUKN, KypaTopbl, KPUTUKU U
Apyrve npodeccrmoHansl B 061acTn COBPEMEHHOIO
NCKYCCTBA, KOTOPble 3aXOTAT OCTAHOBUTbLCA

n nopabotartb B TannmHHe. B nepBbin rog
OEeATeNnbHOCTUN apT-LeHTp Kai npumeT B cBOEN
pesnaeHType A0 14 y4acTHUKOB, MpuyemM 5 mecT
B MporpaMmMe pe3naeHTypbl 3ape3epBupoBaHbl
creunanbHoO AN1A MHOCTPaHHbIX FOCTeN N3 CTpaH
CeBepHou EBponbl n bantun. Llenb pesnaeH-
TYpbl LeHTpa Kai — BoBnevYeHne MexayHapoaHbIX
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rocTen B MECTHYIO AeATENbHOCTb B 06n1acTu
WUCKYCCTBa 1 aKTUBHbIN ANanor CTOPOH, YTO U
6yneT noanepXxaHo.

B Muposom MacwiTabe cylwecTByeT HECKOMbKO
3HAYUMbIX LLlEHTPOB, KOTOPbIE (PYHKUMOHNPYIOT
noAo6HoO LeHTpy Kai, coyeTaroT UCKYCCTBO

¢ 613HecoM 1 Npupoady C TBOPYECTBOM, a Tak>Xe
BbICTYNAlOT B KA4ECTBE «KaTtanm3aTopoB»
Xy[O>XeCTBEeHHOro npouecca. LieHTp Kai
YHUKaneH Kak no CBOEMY MEeCTOPaCNOSIOXEHUIO,
Tak 1 C TOYKM 3peHmnA ero yctporctea. Kak
nnowazaka anA BCTPeY C UCKYCCTBOM U KyIb-
TYPOWN LIEHTP HAaxXoaMTCA B YHUKANIbHOM 34aHNM
¢ 6oraTon uctopven n npeanaraet UHHOBaLU-
OHHYIO M OTKPbITYIO MOAENb ANA COTPYAHUYe-
CTBa AeATenen KynbTypbl C LUMPOKOWN Ny6rnNKON.
Bce, KTO MLWeT KyNbTYPHbIX 1 raCTPOHOMUYECKMX
BreyaTt/ieHMn MMPOBOro Kfacca, He byayT paso-
YyapoBaHsbl. LieHTpom Kai pykoBoauT 3HaroLan
CBOE [0 XXEeHCKaA KoMaHaa, ctaBAwan nepeg
cobon ambMLMO3HYIO LieNb — CO34aTb XXU3HECNOo-
COB6HyI0 NnaTdopMy AnA BKNOYEeHUA TannmHHa
B rnobanbHyto CeTb AeATENen 1 opraHm3auunin

B 061acTu UCKyccTBa.
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ANDREA MAGNANI (stind. 1983. aastal
Faenzas Itaalias) elab ja to6tab Milanos
Itaalias. Oma loomingus juhib ta téhele-
panu arusaamise protsessidele ning
keskendub korrastavate ja tekitavate
joudude vahelisele pingele ja kattuvusele.
Tema installatsioonides annavad fantaasia-
rikkad, kuid siiski kasutatavad esemed
edasi mitmekihilisi lugusid, mille keskmes
on toote nihestatud disain. See pdimib
tarbimise ja teostamise loogika uut tilpi
ndiakunstiga, mis ldhtub nilidisaegsetest
rituaalidest, miutidest ja simbolitest.
Magnani loomingut on esitletud nii avalikus
kui ka eraruumis, mh Interstate Projectsis,
Marséllerias (New York); Fondazione
Sandretto Re Rebaudengos, PAV Parco Arte
Viventes, Giorgio Galottis, Archivio di Statos
(Torino); T293s, Fondazione Baruchellos,
MAXXI muuseumi Villa Farinaccis,
Operativas (Rooma); Live Arts Weekil
MAMbo moodsa kunsti muuseumis, Palazzo
Re Enzos (Bologna), Italienska Kulturinsti-
tutetis (Stockholm); Stanford Housingis
(London); Can Serratis (Barcelona);
Bevilacqua La Masas (Veneetsia); Marsel-
lerias, O’-s, Viafarinis, Crepaccios, Marsis
(Milano); 54. Veneetsia biennaalil (Reggio
Emilia). Ta on iiks 2007. aastal loodud
disainiuuringute stuudio Resign kaas-
asutajatest. 2014. aastal asutas ta kunsti-
labeli ja artist-run agentuuri Siliqoon.

CARLOS MONLEON GENDALL (siind. 1983.
aastal Madridis Hispaanias) on omandanud
bakalaureusekraadi Chelsea Kunstikolledzis
ning magistrikraadi Kuninglikus Kunsti-
kolledzis, mdlemad Londonis. Gendall Iahtub
skulptuuride ja kaasavate teoste loomisel
erinevatest protsessidest ning kasutab nii
elavaid kui ka mitte-elavaid materjale. Tema
teosed kutsuvad esile erinevaid kehalisi
tundeid ja teadlikkuse vorme, hdlmates nii
mikrobioloogilisi kui performatiivseid ja
sotsiaalset kehandit kdsitlevaid tasandeid.
Tema loomingu labivaks jooneks on seedimi-
sest ja tunnetuslikkusest Iahtuv evolutsioon
ning selle tulemuseks on bioloogilised
protsessid liikidevahelisest pdimumisest
kiiberneetiliste metabolismideni. Gendall on
oma projekte esitlenud galeriides Autoitalia,
Seventeen Gallery ja Diaspore Project Space
(London); Crater Invertido (México), Hangar
(Lissabon); aga ka institutsioonides Studio-X
(Istanbul), HIAP (Helsingi), LUMA (Arles)
ning Matadero, CA2M ja La Casa Encendida
(Madrid).

ELIN MAR @YEN VISTER (siind. 1976.
aastal Oslos Norras) on Norras Restis elav
ja tootav kunstnik, helilooja ja korilane.
Maril on laialdane muusikataust - ta on
DJ ja produtsent, ta on tegelenud kesk-
konnahelide salvestamise ja raadiotddga.
Interdistsiplinaarse lahenemise kaudu
Ulhendab ta oma praktikas erinevaid kunsti-
lisi valjendusi. Tema jaoks on kuulamine
kunstnikupraktika ning komponeerimise ja
maailma tunnetamise ja tajumise viis. Mari
looming on inspiratsiooni saanud Pauline
Oliverose silivakuulamise filosoofiast.
Mar soovib oma loomingus eemalduda
Ladne patriarhaalsetest hegemoonilistest
narratiividest, mis seavad inimese kesksele
kohale, ning plihenduda hoopis maastikest
lahtuvatele lugudele ja teadmistele. Oma
t00s on ta m&jutusi saanud pdlisrahvaste
metodoloogiatest ning queer’ist, multi-
kultuursest ja mitmikkosmilisest maailma-
nagemusest. Mari pikaaegsete projektide
hulka kuuluvad naiteks ,Resti helimaastik*“

ANDREA MAGNANI (b. 1983, Faenza, Italy)
lives and works in Milan, Italy. His work
unmasks the process of making sense,
focusing upon the tension between
ordering and generating forces, and the
overlapping of the two. In his installations,
imaginative but usable objects trigger
dense and layered stories in which the
product’s design is corrupted, kneading
consumer and fruition logics with a new
form of witchcraft based on contemporary
rituals, myths and symbols. Andrea has
exhibited and performed in public and
private spaces, including: Interstate
Projects, Marselleria, New York; Fondazione
Sandretto Re Rebaudengo, PAV Parco Arte
Vivente, Giorgio Galotti, Archivio di Stato,
Turin; T293, Fondazione Baruchello, Villa
Farinacci promoted by MAXXI museum,
Operativa, Rome; Live Arts Week at MAMbo
- Museum of Modern Art, Palazzo Re

Enzo, Bologna; Italienska Kulturinstitutet,
Stockholm; Stanford Housing, London;

Can Serrat, Barcelona; Bevilacqua La Masa,
Venice; Marselleria, O’, Viafarini, Crepaccio,
Mars, Milan; Pad. Regionale 54° Biennale
di Venezia, Reggio Emilia. In 2007, he
co-founded Resign, a collective research
design studio. In 2014, he founded the art
label and artist-run agency Siliqoon.

CARLOS MONLEON GENDALL (b. 1983,
Madrid, Spain) received his BA from
Chelsea College of Art, London, and MA
from Royal College of Art, London. Monledn
Gendall works with a variety of processes
and materials both living and non-living
that result in sculptural and participatory
artworks. These span different levels

of bodily sensations and awareness from
the microbiological to the performative
and social bodies. His main line of work
traces evolutionary processes that stem
from digestion and cognition and result
in the distribution of biological processes
across multi-species entanglements and
cybernetic metabolisms. Monleén Gendall
has developed projects at spaces such as
Autoitalia, Seventeen Gallery and Diaspore
Project Space, London; Crater Invertido,
México; Hangar, Lisbon; as well as
institutions such as Studio-X, Istanbul;
HIAP, Helsinki; LUMA, Arles; and Matadero,
CA2M and La Casa Encendida, Madrid.

ELIN MAR @YEN VISTER (b. 1976, Oslo,
Norway) is an artist, composer, and forager
based in Rest, Norway. With a broad
background in audio and music (as DJ and
producer, and in field recordings and radio),
they bring an interdisciplinary approach
and experience of a multitude of practices
to their expression. Mar is occupied with
listening as an artistic practice and as

a way to compose, sense, and experience
the world, much inspired by Pauline
Oliveros’s Deep Listening philosophy.
Mar’s work strives to break with Western
patriarchal hegemonic narratives that have
placed the human being in the centre and
instead focuses on the landscape’s innate
stories and knowledge, influenced by
indigenous methodologies and indebted
to and informed by queer, multicultural,
and pluriversal understandings of life
and the cosmos. Mar’s ongoing long-
term projects include Soundscape Rost
and Deconstructing Norwegian-ness.
They co-run Rest Artist in Residence,
an artist-run workshop and AIR project,
at Skomveer Fyr in Rost.
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AHOPEA MATHAHW (poa. 1983, ®asHua,
Wtanusa; xmBeT n pabotaet B MunaHe,
WTanua) NnpuoTKpbIBaeT 3aBecy Haf
NpOoLEeCCOM HarnoNHEHNA NPOM3BEAEHNA
cMbICnamn, OKYCUPYACH MEXAY
HanpAXXEHWEM W ABUKYLLEN CUIION,

MeX 4y HanpAXeHWeM 1 gy6nmpyoLwmmMm
MOMEHTamMu, BO3HMKaIOLWMMU MO XO4Y
paboTbl. B cBOMX MHCTannAUMAX
MarHaHu ncnonb3yeTt NpakTUYHbIe
06BeKTbI, (PYHKLUMUM UV BHELIHWI BUA,
KOTOPbIX MEHAIOTCA MO Mepe co3aaHnaA
npousseaeHna. XyaoXHWK BblaaeT
No3TUYHbIE 06pasbl U MHOFOCIONHbIE
NCTOpUM, CMELINBaA NOTPEOUTENLCKYIO U
Nosib30BaTesIbCKYIO NOTMKM C HOBOW (hOPMOiA
KONMAOBCTBA: HEMHOTO COBPEMEHHbIX
puTyanos, MucoB 1 cumBonoB. MarHaHm
y4yacTBOBan B BbICTABKaX W BbICTynarl

Ha 0OLLECTBEHHbIX M YaCTHbIX MNOLaaKax:
MEXXroCyAapCTBEHHbIE NMPOEKThl B
Marseélleria (Hbto-Mopk); hoHa Sandretto
Re Rebaudengo, PAV Parco Arte Vivente,
Giorgio Galotti, Archivio di Stato (TypuH);
T293, poHa Baruchello, Bunna ®apuHayuu
npu nogaepxke mysed MAXXI (Pum);
Hepena >xwuBoro nckycctsa 8 MAMbo —
My3ei coBpeMeHHOro NCKyccTBa BO ABOPLE
Manauuo Re Enzo (bonoxbA); UTanbaHckmn
MHCTUTYT KynbTypbl (CToKronbm); Stanford
Housing (/TonaoH); Can Serrat (BapcenoHa);
Bevilacqua La Masa (BeHeuus); Marselleria,
O, Viafarini, Crepaccio, Mars (MunaH);
pernoHanbHana 54-A BeHeunaHckanA
6uenHane (Peo>xo-Omunua). B 2007 rogy
MarHaHu cTan coyypeauTenem Konnek-
TUBHOW NccneaoBaTenbCKoON An3amH-
ctypum Resign. B 2014 rogy oH ocHoBan
XyAoXeCcTBEHHOe areHTcTBO Siligoon n
cospan ana Hero nevon.

KAPIOC MOHJIEOH FrEHAA (poga. 1983,
Magpwua, Vicnanwa) nonyymn cteneHb
6akanaspa B XyA0XXEeCTBEHHOM Konneaxe
Yencu B JloHAOHE 1 cTeneHb marncTpa

B KoponeBCKOM Konnenxe NCKyccTs

B JloHgoHe. MoHneoH leHpgann pabotaet
C pasnuYHbIMK TEXHUKaMM 1 MaTepuanamm,
HaTypanbHLIMA N UCKYCCTBEHHBLIMMU,

a TakXe co3aaeT CKyNbNTypbl ¥ NPOU3-
BeJEHWUA C y4acTueM noceTuTenen.
PaboTbl 3aTparnBatoT B 3pUTENAX
MHO>XECTBO YPOBHEN BOCNPUATUA,
poXaatoT B NobUTENAX UCKYCcCTBa
TeflecHble OLUyLUEeHWA, BO3AEACTBYIOT Ha
CO3HaHve 1 No3BOSIAIOT NOYYBCTBOBATb
cebA HEKUM HOBbIM XXWBbIM OPraHN3MoMm
UM MHCTPYMEHTOM NNacTUYECKOro
MCKYCCTBA, a TaKXe 0CO3HaTb cebA Kak
couurasnbHyto eanHuLy. B KOrHUTUBHBIX
yHKLMAX MO3ra n npoueccax
nuwesapeHnAa MoHneoH lenpann
CTPEMUTCA BbIABUTH 3BOMIOLMOHHbIE
haKTopbl, KOTOPbIE BAVAIOT HA
nepeKpeLuMBaHve n BO3HUKHOBEHWE
HOBBIX BULOB >XMBbIX CYLLUECTB, & TakXe
KOTOpble CTaHOBATCA HanpaBALen
cunon obpa3oBaHnA pasnnYHbIX CBA3EN
Ha ypOBHE KNeTOYHOro metabonmama.
XyLOXHMK y4acTBoBas B MPOeKTax

1 LEMOHCTPVPOBan NPon3BeaeHnsa

B ranepenx: Autoitalia, Seventeen Gallery
n Diaspore Project Space (JlongoH); Crater
Invertido (Mexuko); Hangar (JlnccaboH);
Studio-X (Ctambyn); HIAP (XenbcuHku);
LUMA Arles (Apnb); Matadero, CA2M n La
Casa Encendida (Mappwua).

QNH MAP OVEH BUCTEP (poa. 1976,
Ocno, HopBeruaA) — XyA0XHUK, KOMNO3UTOpP
1 cobupaTtenbHuua u3 Pécta, Hopserua.



ja ,Norraparasuse dekonstrueerimine®. Ta
tegutseb Restis asuva Skomveer Fyri Resti
kunstiresidentuuri ja artist-run to6kodade
juures.

MARIE KGLBZK IVERSEN (siind. 1981.
aastal Herningis Taanis) on Taanis Kopen-
haagenis elav ja to6tav kunstnik. Tal on
magistrikraad (2008) Taani Kuningliku
Kunstiakadeemia vabade kunstide
ajapOhise meedia osakonnast. Ta teeb
loomepdhist uurimistédd Oslo Riikliku
Kunstiakadeemia KHiO Vabade kunstide
Akadeemias ja Aarhusi Ulikooli antro-
poloogia osakonnas. Tema uurimist6o
keskendub hirmule ehk eluohtlikuna taju-
tavas olukorras tekkivale tugevale afektile.
Kelbaek Iversen vaatleb hirmu avaldumise
vorme ja transformeerivat potentsiaali
mutilis-rituaalsetes praktikates nii
ajaloolistes kui ka kaasaegsetes mitte-
toostuslikes tihiskondades ja n-6 moodsas
ladnemaailmas. Ta uurib, kuidas hirm vGib
(kuid ei pruugi) tuua kaasa indiviidi tasan-
dist kaugemale ulatuvaid muutusi. Tema
kunstilooming ihendab endas teaduslikke,
materiaalseid, kunstiajaloolisi, poliitilisi ja
spirituaalseid komponente. Kalbaek lverseni
naituste hulka kuuluvad: ,Cosmic Exis-
tence: Unexpected Encounters—Possible
Futures” Den Fries Kopenhaagenis Taanis,
14. september - 28. oktoober, ,The Moon*“
Louisiana Moodsa Kunsti Muuseumis
Humlebaekis Taanis ja Henie Onstad
Kunstsenteris Oslos Norras, 2018-19, ,,Birth
of Muspelina“ (isikunaitus) Annual Reporttis
Kopenhaagenis Taanis, 2018, ,The Way of
Mu* (isikunaitus) Gether Contemporarys
Kopenhaagenis Taanis, ,Star Messenger
and Autumn Equinox Celebration“ PS/Y and
LUXis Londonis Uhendkuningriigis, 2017,
»~Soon Enough” Tensta Konsthallis Stock-
holmis Rootsis, 2018, ,,lo/1“ and Matrilineal
Collapse” PARMERis New Yorgis USAs,
2017, ,The Eight Climate (What Does Art
Do?)“ 11. Gwangju biennaalil Léuna-Koreas,
2016.

NELE SUISALU (stind. 1981. aastal Tartus
Eestis) on etendus- ja tervenduskunstnik,
kelle loomingu keskmes on kehastumisega
(sensoorse, kinesteetilise ja peentajulise
reaalsusega) seotud teemad. Tema kunsti-
praktika, mida ta arendab helikeha nime

all, toetub somaatilisele kehakasutusele ja
improvisatsioonilisele haélimise stinkroni-
seerimisele. Lisaks kunstialasele tegevusele
viib ta l1abi hadleseade ja lileminekuteraapia
eraseansse. 2005. aastal omandas Suisalu
bakalaureusekraadi Tallinna Ulikoolis
koreograafia erialal ning 2007. aastal labis
ta kaasaegse koregraafia Gppeprogrammi
sex.e.r.ce 07 (CCN de Montpellier/
Languedoc-Roussillon, Prantsusmaa).
Jargnevad kiimme aastat elas ja tootas

ta peamiselt Prantsusmaal. Lisaks on

ta 6ppinud kehapsiihhoteraapiat ,Core
Evolution® (2016-2017, Tallinn) ja saanud
tleminekuteraapia (thanatotherapy)
kiirvaljadppe Roman Goldrini kae all (2019,
Tallinn). Suisalu varasema loomingu hulka
kuuluvad lavastus ,Ball“ (2008) koost66s
koreograaf-tantsija Florent Hamoniga
(Prantsusmaa) ja soololavastus
~HOME(lessness)SICKNESS“ (2010) Loova
Euroopa projektis LOOPING. 2013. aastal
viibis ta Piiha Vaimu residentuuris Kanuti
Gildi SAAL-is koos uusmeediakunstnik
Taavi Suisaluga, uurides heli ja liikumise
vahelist lahutamatust. 2015. aastal alustas
ta helikeha praktika arendamist ja 16i kaks

MARIE K@LBAK IVERSEN (b. 1981, Herning,
Denmark) is a visual artist living and
working in Copenhagen, Denmark. She
received her MFA from the School of Time-
based Media at the Royal Danish Academy
of Fine Arts in 2008, and currently holds a
position as artistic research fellow between
the Academy of Fine Art at the Oslo
National Academy of the Arts KHiO and the
Department of Anthropology at the Aarhus
University AU. The conceptual complex

for her current research is fright: a strong
affect encountered in the face of events
perceived to be life-threatening. Exploring
fright’s manifestation and transformational
potential between mytho-ritual practices of
historical and contemporary non-industrial
societies and the so-called modern West,
Kolbaek Iversen investigates how fright
may (or may not) function as an agent of
transformation beyond the level of the
individual. Her artistic works equally expand
across scientific, material, art historical,
political, and spiritual realms. Current and
past exhibitions include: Cosmic Existence:
Unexpected Encounters—Possible Futures,
Den Frie, Copenhagen, DK, 14 Sept-28 Oct,
2019; The Moon, Louisiana Museum of
Modern Art, Humlebaek, DK, and Henie
Onstad Kunstsenter, Oslo, NO, 2018-19;
Birth of Muspelina (solo), Annual Reportt,
Copenhagen, DK, 2018; The Way of Mu
(solo), Gether Contemporary, Copenhagen,
DK; Star Messenger and Autumn Equinox
Celebration, PS/Y and LUX, London, GB,
2017; Soon Enough, Tensta Konsthall,
Stockholm, SE, 2018; “lo/I” and Matrilineal
Collapse, PARMER, New York, USA, 2017;
The Eight Climate (What Does Art Do?),
The 11th Gwangju Biennial, Gwangju, South
Korea, 2016.

NELE SUISALU (b. 1981, Tartu, Estonia) is

a performer and healer whose work centres
on themes related to embodiment (sensory,
kinaesthetic and fine-tuned reality). Her
artistic practice, developed under the name
‘sounding body’, relies on a somatic use of
the body and improvisational synchronised
vocalising. In addition to her artistic work,
Suisalu conducts private vocal coaching
and thanatotherapy. Suisalu has a BA in
choreography from Tallinn University (2005)
and in 2007 she graduated from ex.e.r.ce 07
(CCN de Montpellier/Languedoc-Roussillon,
France) contemporary choreography
programme and has primarily worked and
studied in France since then. In addition,
she has studied body psychotherapy Core
Evolution (2016-2017, Tallinn) and received
speed training in thanatotherapy under
Roman Goldrin in 2019 (Tallinn). Suisalu’s
earlier work includes the performances Ball
(2008) in collaboration with choreographer
and dancer Florent Hamon (France) and the
solo HOME(lessness)SICKNESS (2010) for
Creative Europe’s LOOPING project. In 2013,
she was in residency at the Piiha Vaimu
artist residency (Kanuti Gildi SAAL) with
new media artist Taavi Suisalu, investigating
the inseparability of sound and movement.
In 2015, she began developing the sounding
body practice and created two short
performances link/mine and Still We Stand
Tall. In 2016, she founded the research
platform AfektRuum/AffectSpace together
with performance artist Maarja Ténisson.
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OHa obnapaet 6oratbiM OMbITOM

B My3blKalibHOW cthepe Kak ANaXKEN,
npoarcep, a Takxe paboTana Ha paavo u
3aHMMarnacb 3anuncbio 3BYKOB OKPY>KatoLen
cpeabl. B XynoXecTBeHHbIX NpoeKTax
MCMNOMb3yeT MEXANCLMNINHAPHLIN
NMoAxof, NepeHocA 3ByKOBOE BOCMPUATHNE
B 9cTeTn4yeckoe. MeToAbl TBOPHECKOro
NO3HaHWA, CO3NAaHNA U MOHMMaHWA

MMpa XyAOXHMKA BO MHOrOM OCHOBaHbI

Ha cpunocodum «Mmybokoro CnywaHusa»
MonuHbl Onueepoc. AnuH Map B cBOMX
paboTax CTPEMUTCA NpepBaTb AOMUHU-
pyIoLLYIO 3anafHyto naTpuapxasbHyro
KYNbTYPHYIO TPaAMLMIO B UCCNeA0BaHNUN
WAEHTUYHOCTW, FAe B MHTEpnpeTaumm
coAepXaHnA HappaTusa BblAENAIOT
onpeneneHHble NCUXonornyeckne yHKLMn
N «naHawadThl», B TO BPEMA Kak

B )KVM3HW pa3HbIX M0AeN NpucyTCTBYIOT
pasnnyHbie MyNETUKYNBETYPHbBIE CNOW, MUPbI
CeKcyarnbHbIX U FeHAEPHbIX MEHBLUMHCTB,
MHOXECTBO HEMOXOXMX uctopun. Cpeau
COBMECTHbIX JOMTOCPOYHbIX MPOEKTOB
coaBTopoB — Soundscape Rast n Deconst-
ructing Norwegian-ness («Pa3pyLlueHue
HOPBEXCKOro CaMOCO3HaHuA»). AnuH Map
n MNonunHa pyKoBOAAT pe3ngeHunen ana
XYOOXXHVKOB Rg@st, MacTepckomn 1 MpoeKkTom
AIR B 3paHun maska B CkomBepe B PécTe.

MAPWE KOJIBEK NBEPCEH (poa. 1981,
XepHuHr, [aHuna; xnBeT n pabotaet

B KoneHrareHe, [laHuA) B 2008 rogy
noslyyvMna cTeneHb MarmcTpa UCKyccTs

B LLikone cpeacTB MaccoBomn nHopmaumu
[laTcKom KOPOEBCKON akaaeMmm U3ALLHbIX
MCKYCCTB. Ha AaHHbIi MOMEHT ABNAETCA
Hay4HbIM COTPYAHWKOM HaunoHanbHown
akagemun nckyccts Ocno (opur. KHIO)

n kadeapbl aHTpononorum Opxycckoro
yHuBepcuteTa (Aarhus Universitet).
LleHTpanbHbI/ NpeaMeT HbIHELIHNX
nccneaoBaHnin XyAoXKHULbI — CTPax,
cocTofHue achdhekTa, BOSHUKALOLLEro B
MOMEHT yrpo3bl Xu3Hu. Konbek Vieepcer
n3y4aeT cTpax Kak hakTop perynauum
noBeAeHun, paccmaTpusan npobnemy

B KOHLIeNUMUn MUpo-puUTyanbHbIX

NPaKkTUK APEBHUX N COBPEMEHHbIX
3anafHblX HENPOMbILLIEHHbIX O6LLECTB.
XynoxxecTBeHHble paboThbl ViBepceH
XOPOLLO U3BECTHbI B HAYYHOW,
[OKYMEHTaIIbHON, XyA0XECTBEHHO-
MCTOPUYECKOM, NONTUTUYECKON U [y XOBHOM
chepax. Tekylme n npoluealne
BbicTaBku: Kocmnyeckoe CylecTBOBaHMWE:
HeoxxnpaaHHble BCTpeun — BoamoxHoe
6yaywiee, Den Frie (KoneHrareH, Hopserus),
14 ceHTAbPA — 28 okTAGPA 2019; JlyHa,
My3sen coBpemeHHoro nckyccraa JlynaunaHoi
(Xymnebek, Hopserus); Henie Onstad Kunst-
senter (Ocno, Hopserus, 2018—19); conbHanA
BbicTaBka Birth of Muspelina, Annual
Reportt (KoneHrareH, anuAa, 2018); conbHaA
BbicTaBka [yTb My, Gether Contemporary,
(KoneHrareH, [laHuA); Star Messenger n
MNpa3aHoBaHne oCeHHero paBHOAEHCTBUA,
PS /Y n LUX (JloHaoH, BenukobpuTanus,
2017); OocTaTo4Ho ckopo, Tensta Konsthall
(Ctokronbm, Lseumnn, 2018); 1o/l and Matrili-
neal Collapse, PARMER (Hbto-Vopk, CLLA,
2017); The Eight Climate (What Does Art
Do?), 11-a 6ueHHane B KBaHaxy (lOxHaA
Kopes, 2016).

HENE CYWUCANY (poa. 1981, TapTy,
ScToHUM) — NnepcopMaHcucT u
XYAOXHUK-LieNIMTesb, B TEMaTUKE ee
TBOpYEeCTBa — YyBCTBEHHAA peanbHOCTb
[BWXYLLErocA Tefia U TOHKOe BOCnpuATHE

|tihi-performance’it, ,link/mine“ ja ,,Still

We Stand Tall“. 2016. aastal asutas Suisalu
koos etenduskunstnik Maarja Tonissoniga
uurimisplatvormi AfektRuum/AffectSpace.

PIA LINDMAN (siind. 1965. aastal Espoos
Soomes) omandas teise magistrikraadi USAs
Massachusettsi Tehnoloogiainstituudis (MIT)
1999. aastal. Ta elas kiimme aastat New
Yorgis, dpetas Yale’i Ulikooli kunstikoolis
ning to6tas MIT-is teadurina. Nitd ehitab
ta Soomes Fagervikis 6kokiila. 2011. aastal
telliti Lindmanilt naitus ,Poison and Play“
Berliini Haus der Kulturen der Weltis.

Ta on viibinud Bioartsociety residentuuris
Field_Notes (2013 ja 2018) Lapimaal
Kilpisjarvi loodusuurimise jaamas. Lindmani
projekti ,Nose Ears Eyes* tellis 32. Sdo
Paulo biennaal, ,Incertezza Viva“ (2016).
Aastatel 2013-2018 oli Lindman Aalto
Ulikoolis keskkonnakunsti eriala professor.
Seal pani ta aluse Arktikale keskenduvale
vorgustikule Chill Survive, mis ihendab
kunsti ja teadust, ning kutsus kokku
rahvusvahelise mottekoja The Trouble
Group. Samuti korraldas ta Aaltos esimese
tileilmse konverentsi ,Radical Relevances
Conference“ (2018). Alates 2017. aastast

on Lindman Lapimaa Ulikooli pdhjamaade
kultuuride ja keskkonnapoliitika programmi
doktorant ning tema uurimisto6 keskendub
subsensoorsuse kontseptsioonile. Lindman
on mitmeid aastaid uurinud keha kohta
kultuuriruumis ning tema looming l&ahtub
soovist liletada I6he teaduse ja kunsti ning
tervendamise ja loovuse vahel, liikudes
inimkeha piiridest erinevate eluvaldkondade
juurde.

SANDRA KOSOROTOVA (stind. 1984. aastal
Tallinnas Eestis) on Tallinnas elav ja t66tav
vabakutseline disainer ja kunstnik. 2016.
aastal Iopetas ta Eesti Kunstiakadeemia
moedisaini magistrantuuri ning péalvis
akadeemialt Noore Tarbekunstniku
Preemia. Kosorotova tekstiili- ja tekstipo-
hine praktika paigutub kunsti ja disaini
piirimaile. Enamik tema t6id on kunstiteos-
tena vaadeldavad ainult nditusesaalis -
mujal toimivad need rdivaste, aksessuaaride
ja siseruumi tekstiilidena. Oma loomingus
keskendub ta suhetele sotsiaal-majandus-
like véimude ja inimkeha vahel. 2018. aastal
viis ta Riia biennaalil 1abi to6toa ,Wounds
of Others®, mis t6i kokku kohalikud
kasitoohuvilised, et valmistada esemeid
digitruiki ja kasitoo tehnikaid sulandades,
ning luua ruum, milles oleks voimalik tulla
lahemale iiksteise valu mdistmisele. Uritus
adresseeris tdnapaevast neoliberaalset
ideoloogiat, milles tiksikud kehad on érnad
ja haavatavad, ning keskendus vastukaaluks
Uhistegevusest vorsuvale tugevusele ja
Uhendustundele, seejuures kasutades
empaatiat kui toimetulekumeetodit. Aastatel
2013-2016 vedas Kosorotova koos Gustav
Kalmuga MTUd Uus Vene Kultuur Eestis,
mille eesméargiks oli kultuuritrituste kaudu
eesti ja vene kogukondade kokkuviimine.
Kosorotova on osalenud mitmetel grupi-
néitustel Eestis ja valismaal.

SAM SMITH (stind. 1980. aastal Sydneys
Austraalias) on Uhendkuningriigis elav ja
tootav kunstnik ja filmitegija. Tema looming
tihendab filmis, videoinstallatsioonides ja
performance’is mitu valdkonda, nagu kino,
geoloogia ja arhitektuur, pltdes imber
motestada selle, kuidas me esemelisse
keskkonda suhtume ja panustame.

Tema loomingut on nédidatud mitmel pool

PIA LINDMAN (b. 1965, Espoo, Finland)
received her second master’s degree from
Massachusetts Institute of Technology,
U.S.A. in 1999. After ten years residing

in New York, teaching at Yale University
School of Art, and as a research fellow at
M.L.T., she is now building an eco-village

in Fagervik, Finland. In 2011, Lindman was
commissioned to create Poison and Play, an
exhibition at Haus der Kulturen der Welt in
Berlin. Her residencies include Field_Notes
(2013 and 2018) at the Biological Research
Station in Kilpisjarvi, Lapland, hosted

by Bioartsociety. Lindman’s Nose Ears
Eyes was commissioned by the 32nd Sao
Paulo Biennale, Incertezza Viva (2016). Pia
Lindman was Professor of Environmental
Art at Aalto University from 2013 to 2018
and while there initiated the art/science
network Chill Survive focusing on the Arctic,
summoned the interdisciplinary think tank
The Trouble Group, and organized the first
global Radical Relevances Conference
(2018). Since 2017, Lindman is doctoral
candidate at the programme of Nordic
Cultures and Environmental Politics at
Lapland University researching her concept
of the subsensorial. A result of many years
of investigation into the body and its place
within the cultural space, Lindman’s work
responds to a contemporary desire to
mend the fission between science and art,
healing and creativity - and moves beyond
the human body proper to multiple realms
of life.

SANDRA KOSOROTOVA (b. 1984, Tallinn,
Estonia) is a Tallinn based freelance
designer and artist. In 2016, she graduated
from the fashion design MA programme

at the Estonian Academy of Arts and was
awarded the Young Applied Artist Prize by
the academy the same year. Kosorotova’s
textile and text-based practice sits on the
border between art and design. Most of her
pieces are recognised as works of art only
in exhibition spaces, elsewhere the items
function as garments, accessories and
interior textiles. Her work focuses on the
tensions between socioeconomic powers
and the human body. During the 2018 Riga
Biennial she conducted a workshop titled
Wounds of Others that brought together

a group of local crafters. She encouraged
them to make works by blending digital
print and craft techniques to create a
space to understand each other’s pain.

The event addressed contemporary
neoliberal ideology, where individual bodies
are tender and vulnerable, and stood in
opposition to that by focusing on strength
and connectedness arising from shared
activities, using empathy as a coping
mechanism. From 2013 to 2016 with Gustav
Kalm, Kosorotova led the NGO New Russian
Culture in Estonia, established to create
links between the Estonian and Russian
communities through cultural events.
Sandra has participated in group exhibitions
both in Estonia and abroad.

SAM SMITH (b. 1980, Sydney, Australia) is
an artist and filmmaker currently living and
working in the UK. He connects cinema,
geology and architecture within film, video
installation and performance work, aiming
to re-imagine our modes of engagement
with and contributions to material
environments. His practice has been shown
worldwide including International Film
Festival Rotterdam; Gotland Konstmuseet,
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HemartepuanbHoro mupa. B csoem
uckycctae Cyincany aKCnepumeHTupyeT

C ABWXEHMEM 1 My3blkoi Tena. Kpome
XYOOXXECTBEHHOW AEATENbHOCTN OHA
NPOBOAMUT YaCTHbIE CeaHChbl rOTOCOBON U
nepexogHon Tepanuun. Cyiicany nony4yuna
avnnom xopeorpada B TanMHHCKOM
yHuBepcutete (2005), ocBomna nporpaMmmy
COBPEMEHHOW xopeorpaduu ex.e.r.ce 07
(CCN de Montpellier /Languedoc-Roussillon,
®paHuma, 2007), 3aTem AecATb NeT Xuna
n paboTtana B 3TON Xe cTpaHe. isyyana
TenecHO-OpPUEeHTUPOBAHHYIO MCUXOTEePanmio
B Core Evolution (TannuHH, 2016—2017),
npoLuna yCKOPEHHYIO NOATOTOBKY MO
TaHaTepanuu noa pykosoacTBom PomaHa
lonapuHa (TannuHH, 2019). PaHHne paboTbl
Cywicany Bknio4yatoT BbicTynneHus: Ball
(2008) B coTpyaHuyecTBe ¢ xopeorpadom-
TaHuopom ®nopaHom XamoHowM (FR) n
conbHyto noctaHoBky HOME(lessness)
SICKNESS (2010) anAa Loov Euroopa B
pamkax npoekta LOOPING. B 2013 rogy
Cyncany yyacTsoBana B pe3naeHumm
Piha Vaimu B KanyTtu lvnban CAAJle, roe
3aHMManacb CMMbVY030M 3BYyKa W ABUXXEHUA
B COaBTOPCTBE C MeanaxynoXHUKOM Taasu
Cywncany. B 2015 rogy Havyana paboTty Hag,
npoekTom 3ByKTena (HeliKeha praktika) n
nokasana aBa nepcopmatca link/mine n
Still We Stand Tall. B 2016 rogy ocHoBana
nccnenoBaTenbCKyto nnaTopmy
AfektRuum/AffetcSpace (lMpocTpaHcTBO
ahdhekTa) BMECTE C XYAOXKHULIEN-
noctaHoBwwmuen Maapbei TbIHUCCOH.

MAA TIMHAMAH (poa. 1965, 3cnoo,
®uHnAananA), nonyyvna B 1999 roay BTOpPYIO
cTeneHb marnctpa B Macca4vycetckom
TexHonornyeckom nHctutyte, CLUA.
Mocne nHctutyTa Nua >xxuna n pabotana

B Hbto-Mopke: npenoaasana s LUkone
nckyccTs Vlenbckoro yHmeepcuteta

1 paboTana Hay4HbIM COTPYAHUKOM

B Macca4yceTcKoM TEXHOOTMYECKOM
WHCTUTYTE. BepHyBLIMCL B PUHNAHAMIO,
Hayana CTPOUTb IKONOrMYECKYIO AEPEBHIO
B Parepsuke. B 2011 rogy JlunamaH
npoBesa nepcoHanHyto BbicTaBky Poison
and Play B [lome MupoBbix Kynbtyp (Haus
der Kulturen der Welt) B BepnuHe. JlnnamaH
yyacteoBana B meponpuATuax: Field_Notes
Ha Bronornyeckon nccnenoBaTenbCKon
cTaHumu (KunenucsbAapsw, JlannaHavs,

no npurnawexuio Bioartsociety, 2013,
2018). Pabota JlIungmaH «Hoc Ywwn Masa»
(Nose Ears Eyes) 6bina 3akasaHa

onAa 32-n bueHHane «HeonpenenéHHoCcTb
>Xn3Hu» B CaH-Mayny B 2016 ropy.

Mna JlnunamaH 3aHnmana noct npodeccopa
OTAENEeHNA CPeaoBOro MCKyccTaa

B YHuBepcutete AanTto (2013-2018)

1 Tam e MHMLMnpoBana co3aaHve
XYAOXeCTBEHHO-Hay4Hon ceTu Chill
Survive ¢ akLeHTOM Ha uccnenoBaHun
ApPKTUKK; co3Bana MeXANCUMNINHAPHbI
aHanuTnyeckun LueHTp The Troublelevances
Group v B 2018 rogy opraHu3oBana nepsyo
rnobanbHyto KoHhepeHumio PaavkanbHble
nameHenus (aHrn. Radical Relevances).

C 2017 roga JInHomaH paboTaeT Hag
CBOMM WcCnefoBaHnem cy6CeHCOPHOro
BOCMPUATUA B pamKax JOKTOPCKOW
nporpammbl CeBepHbIX KYNbTYp 1
3KONOrMYeCcKon NoNUTUKK B JlannaHackom
yHuBepcurteTe. JInHaMaH MHOro net
vccnepyeT TEMy Tena YenoBeka Kak
cheHomeHa KyneTypbl. Ee XynoXecTBeHHbIe
paboTbl OTPa>katoT COBPEMEHHbIE,
aKTyasibHble BO MHOTMX cdhepax XXU3Hu
TEeHAEeHUNN — BbIXOA B pasHoobpasune



maailmas, sh Rotterdami rahvusvahelisel
filmifestivalil, Gotlandi Konstmuseetis
Rootsis, Whitechapel Gallerys Londonis,
Moskva rahvusvahelisel eksperimentaal-
filmifestivalil, Les Rencontres Interna-
tionales’il Pariisis ja Berliinis, Kunsthal
Charlottenborgis Kopenhaagenis, The Telfer
Gallerys 2016. aasta Glasgow Internationalil,
Centro de Artes Visuaisis Coimbras,
Australian Centre for Moving Image’is
Melbourne’is, KW Kaasaegse Kunsti
Instituudis Berliinis, Art Gallery of NSWs
Sydneys, Kaasaegse Kunsti Instituudis
Londonis jm.

Sweden; Whitechapel Gallery, London;
Moscow International Experimental Film
Festival; Les Rencontres Internationales,
Paris/Berlin; Kunsthal Charlottenborg,
Copenhagen; The Telfer Gallery for
Glasgow International 2016; Centro

de Artes Visuais, Coimbra; Australian
Centre for Moving Image, Melbourne; KW
Institute for Contemporary Art, Berlin; Art
Gallery of NSW, Sydney; and Institute of

Contemporary Arts, London among others.
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Mvpa 3a npeaesibl HeNoBEeYECKOW NoTH,
a Tak>Xe CTUpaHve rpaHuL, Mexxay HayKon
1 UCKYCCTBOM, MeX Ay UCLieNeHnem un
TBOPYECTBOM.

CAHOPA KOCOPOTOBA (poa. 1984,
TannuHH, 3CTOHUA; XXMBET U paboTaeT

B TasnIMHHE) — XyaoXKHUUa 1 au3anHep.

B 2016 rogy 3awmTtnna cteneHb marnctpa
no CneunanbHOCTU «An3aH MoAbl» B
OCTOHCKON akagemMum XyaoXKecTB 1 Hbina
yAocToeHa npemun Monoaoro XyaoXKHNKa
NpUKNagHoro UCKyccTea. OcHoBbIBaACb
Ha paboTe C TEeKCTUIIEM N TEKCTOM,
npakTMKn KocopoToBOW CyLLECTBYIOT Ha
rpaHvLe Mexay UCKYCCTBOM U AN3aNHOM.
B BbICTaBOYHbIX ranepenx ee Npovn3seneHna
HECYT KOHHOTaLMO Xy40>XeCTBEHHOro
BbICKa3blBaHWA, OJHAKO 3a UX npeaenamm
OHM CTaHOBATCA (PYHKLMOHANBHBIMU
obbeKkTamm: 04eX A0, akceccyapom

UM TEKCTUNEM ANA uHTepbepa. B cBonx
pabotax KocopoToBa aHanuanpyet
OTHOLLUEHWA MeX Ay CoLnanbHO-9KOHOMU-
YEeCKMMU CUnamu 1 HenoBe4YeCKUM TENOM.
B 2018 roay B pamkax Puxckon 6ueHHane
(RIBOCA) KocopoToBa nposena
mactepckyto «PaHbl gpyrux» (Wounds of
Others), Kyaa npuLwv MeECTHbIE MacTepa-
pemMecneHHUKN AnA paboTbl Ha CTbIKe
TEXHUK LMPOBOW MeYaTn u pykoaenus,
TaKXe yAanocb co3aaTb BpeMEeHHoe
NPOCTPAHCTBO ANA Conepexusanna 6onm
1 3MMaTmn NOCPEeACTBOM COy4aCTWA.
MacTtepckana 03By4mna naeonornto
COBpPeMeHHOro Heonubepanuama, rae
YesioBeK XPYNoK U paHnM, 1 B MPOTUBOBEC
3TOMY — 06LUMe YyCUNnA 1 eanHeHve genaet
J0AEN CUIbHBIMU C MOMOLLIbIO MOAAEPXKKN
1 B3anMHou amnatuu. B 2013 roay
KocopoToBa 1 [yctas Kanm obpasosanu
HKO «HoBasn pycckana KyneTypa B
3cToHMM» (2013—-2016), Lenbio KOTOPoro
661710 06bEANHEHNE SCTOHCKOW 1 PYCCKOM
06LUMH NyTEeM NPOBEAEHNA KYNbTYPHbIX
mMeponpuATuiA. KocopoToBa y4actesoBana
B HECKOJIbKMX FPYMMOBbIX BblCTaBKax

B OCTOHUM 1 3a pybexxom.

C3OM CMUT (poa. 1980, CuaHewn,
ABCTpanua; XuseT u pabotaeT B Benuko-
6prTaHnmn) — XyAOXKHUK 1 pexunccep.

B cBounx paboTtax Hag ounbmamu,
BUAEOUHCTANNALUMAMM N NEPPOPMaHCOM
o6beanHAET KnHematorpad, reonornto

N apXUTEKTYpY, YTOObLI NEepPeoCMbICNIUTb
COBpPEMEHHbIe METOAbI B3aMMOAENCTBUA
C MaTepuanbHon cpegon. Pabotsl Cmuta
[EMOHCTPUPYIOTCA Ha MHOTUX NoLaakax
no Bcemy Mupy: MexayHapoaHbii
PoTTepaamckuin KuHocecTnaarns;
[oTnaHACKWIA Xy[0XXECTBEHHbBIN My3€eW
(LWBeuwns); ranepea Whitechapel (JloHaoH),
MockoBckuin Mex ayHapoaHbii dectmBanb
OkcnepumeHTanbHoro KnHo; pectueans
Les Rencontres Internationales (Mapwx

n bepnuh); KyHctxan LapnoTtTeH6opr
(KoneHrareHr); ranepen The Telfer Gallery
Ha pectusane Glasgow International
(2016); ueHTp Centro de Artes Visuais
(MopTyranua); ABcTpanuiickui LieHTp
Oewxyuweroca nsobpaxerua (ACMI,
MenbbypH); UHCTUTYT coBpeEMEHHOrO
nckycctesa KW (bepnuH); ranepes

Art Gallery of NSW (CugHen); UHcTuTy T
coBpemeHHoro Uckycctsa (ICA, JloHAoH)
1 apyrux.

»Pealkirjata Nr. 1“ ja ,Pealkirjata“, 2018.

Oine naitusevaade Giorgio Galottis Torinos. Pliiats paberil,
klaasitud raudraam; puhutud klaas, raud, pronks, puuvill, oli,
rooste, poletatud kois. Foto: Sebastiano Pellion di Persano.
Kunstniku ja Giorgio Galotti (Torino) loal

Untitled No. 1 and Untitled, 2018.

Night exhibition view at Giorgio Galotti, Turin. Pencil on paper,
museum glass and iron frame; blown glass, iron, brass, cotton, oil,
rust, burnt marsh rope. Photo by Sebastiano Pellion di Persano.
Image courtesy of the artist and Giorgio Galotti, Turin

«bes Ha3BaHuA Ne 1» 1 «bes HasBaHuA», 2018. 3kcno3numa
BbICTaBKM B HOYHOe BpemA B ranepee Giorgio Galotti (TypuH).
KapaHgaw, my3enHoe CTeKI0 1 MeTannmyeckas pama; gyToe
CTEKJI0, Xene30, NaTyHb, XJIOMNOK, MaCho, PXXaB4uHa, COXKEHHAA
6onotHaA BepeBka. Poto: CebacTbAH MNennmoH am MepcaH.
MnnioctpaumaA nybnvkyeTcA ¢ paspeLleHna XyAoXHUKa n Giorgio
Galotti (TypwuH)
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~Anumate argikeel (ndolisus), 2018.

Detail. Puhutud klaas, lehthdbe, puuvill, avokaadokivi, teras.

Foto: Joana Luz. Kunstniku loal

A Colloquy of Vessels (faciality), 2018.
Detail. Blown glass, silver leaf, cotton, avocado stone, steel.
Photo by Joana Luz. Image courtesy of the artist

«becepa o cocynax (06bekT)», 2018.

®parmeHT npousseneHuna. [lyToe CTekno, cepebpAHbIN
JINCT, XJOMOK, KaMeHb aBokaAao, ctanb. doTo: [koaHa Jlys.
M306pa>keHne npeaocTaBneHo XyA0XKHUKOM
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Elin Mar Restil, Skomveeris, 2015.
Foto: Solfrid Sande. Kunstniku loal

Elin Mar on Rast, Skomveer, 2015.
Photo by Solfrid Sande. Image courtesy of the artist

«9nuH Map Poctun, B Ckomaepe», 2015.

®oto: Conbchna CaHa. N3obpaxkeHne npefocTaBneHo
XYOOXKHUKOM
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»Slgisese pooripaeva tahistamine“ koos Diana Policarpoga, 2017.
Foto: Christa Holka. Foto kunstniku ja PS/Y and LUXi (London) loal

Autumn Equinox Celebration with Diana Policarpo, 2017.
Photo by Christa Holka. Image courtesy of the artist, PS/Y and LUX,
London

«[lpa3gHoBaHMe OCEHHEro paBHOAEHCTBMA», B COTPYAHNYECTBE
¢ [ivanom Monukapno, 2017. doto: Kpucta Xonka. Ni3obpaxkeHne
npenocTaBfieHo XyaoxHuuen, PS/Y n LUX, JloHaoH
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AffectSpace kunstiresidentuuris ResidenceSEA, koostoos
Maarja Tonissoniga, 2016. Foto: Antje Larsen. Kunstniku loal

AffectSpace at the ResidenceSEA, with Maarja Tonisson, 2016.
Photo: Antje Larsen. Image courtesy of the artist

AffectSpace B ResidenceSEA, B cOTpyAHUYeCTBE

¢ Maapben TbiHUccoH, 2016. ®oTo: AHTbe JlapceH. 306paxkeHune
npeaocTaBfeHO XyA0XKHUKOM
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+Valjasoit Kuusamosse. Juomasuo kaevandus®, 2019.
Foto: Rosanne van Klaveren. Kunstniku loal

Kuusamo Field Trip, Juomasuo mine, 2019.
Photo by Rosanne van Klaveren. Image courtesy of the artist

«Bbleap B Kyycamo. LLlaxTa lOomacyo», 2019. ®oTto: PosaHH hoH
KnasepeH. 1306pa>keHne npefocTaBneHo XyaoXKHULEN

EAOJ0JI0S0Y elpuesg

sleiste haavad®, 2018.
Tootuba Riia Rahvusvahelisel Kaasaegse Kunsti Biennaalil.
Foto: Alexey Koshkin. Foto kunstniku ja RIBOCA (L&ti) loal

Wounds of Others, 2018.

Workshop at Riga International Biennial of Contemporary Art.
Photo by Alexey Koshkin. Image courtesy of the artist and RIBOCA,
Latvia

«PaHbl gpyrux», 2018.

MacTepckana Ha Puxckol 6ueHHane coBpeMeHHOro CKyccTBa.
®oto: Anekcen KowwkuH. i3obpa>keHne npeaocTaBneHo
xynoxHuuen n RIBOCA, Jlatsusa
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+Kiviajastute koreograafiad“, 2018.
Kaader videost. Kunstniku loal

Lithic Choreographies, 2018.
Film still. Image courtesy of the artist

«KameHHanA xopeopacdua», 2018.
Kagp n3 dmnbma. N306pa>keHne npeaocTaBneHo XyA0XKHUKOM
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Lase oma tahelepanul....

pehmeneda ja laiali valguda

Kui tulen teadlikult oma kehas kohale, kas tunnen
rahutust voi vasimust? Kus pesitseb pinge, valu?
Seejarel pooran tédhelepanu rannikule, tdusu ja mddna
vaheldumisele, ilmale. Taamal loojub paike Laane-
merre. Markan, kuidas minu kehale on omane reso-
neeruda teiste kehade ja Maaga. Me tuleme kokku,
et raskuseid jagada. Oleme tunnistajaks liilkumisele,
mis meid omakorda sisemiselt liigutab. Kuulata, mis
ilmneb selles, mis veel nahtamatu, lausumata. Millest
me taastume ja mida oleme liles kutsutud taastama?

06

»-Maarahvas teab, et iga paev algab 66ga. Just nii, nagu
muusika algab vaikuses, siinnib pdev 66pimeduses.

Ka sGnas 66péev on esimesel kohal 66.“' Hingedepaeva
puhul, mis on 2. novembril, slilitame esivanemate hingi
austades kiitinla eelmisel 6htul, ndoga 66 suunas.
Lahkunud eesti kirjanik, rahvaluuleteadlane, regilaulik
ja bioloog Mikk Sarve sulest on parit tddemus,

et linnaelu totlikkuse tottu ei ole enam kohta vaikusel
ja pimedusel. See omakorda on viinud meie elust IGpe-
tatuse, sest pimedusejoududel on olnud oluline osa
taita vaeti ja jouetu olemise vabastamisel, ikka selleks,
et uus passeks algama.

Me avame naituse ,Lase oma tdhelepanul.... pehme-
neda ja laiali valguda“ loetud pdevad enne siigist
poodripaeva ning hakkame talvise pooripdeva suunas
liilkuma, samal ajal kui looduses meie Umber ja meie
sees leiab aset sammsammuline aeglustumine ja
hamardumine. Kui paev algab 66ga, ehk voib ka siigis-
ja talvepimedus aasta vdotmes uue ringi algust markida;
siinkohal tédhistame Kai kunstikeskuse siindi. Mis on
thel naitusel need teemad ja kokkutulemise viisid,
mis on sobilikud just selle hetke, aastaaja ja paigaga
suhestudes?

Kaesolevasse naitusesse on pdimitud kogemus
polaar66-lahedase olustikuga kahe kuu pikkusest
residentuurist vaikses Rootsi lahisarktilises kiilas. Kai
naitusepaik - kunagine allveelaevatehas varasemalt
peidetud rannikuaérsel alal, Tallinna vanima keskaegse
kalmistu korval - toob samuti kujutlusse siigavusse ja
peidetud kihtidesse sukeldumise kujundi, mis kdnetab
talvist 66péeva kogemust. Need, kes on isiklikult
polaar6os viibinud, voivad samastuda tundega, et too
poorab tdhelepanu enda sisse, mineviku malestus-
tesse ja tuleviku aimdustesse, hagustades samal ajal
vidlises hamaruses piirjooni nagu unenagudes.

Raamatus ,Through Vegetal Being“ nendib feminist

ja pslihhoanaliiiitik Luce Irigaray, et ladnekultuur on
eelistanud valgust ja silmale ndhtavat tootmist, kuid
ei vaartusta voi isegi kardab seda, mis on pimeduses

ja peidetud. Kui me ei hinda taimede ega ka inimese
sisemist salajast idanemist, I6ikame end ara tead-
likkusest mullapimeduses voi emalisas oleva mahla
viljakusest. Loikame end ara ka sellest, et ndhtavale
ilmumine on vaid Uiks etapp elu tiisklilisest kasvuprot-
sessist teiste asendamatute, kuid peidetud faaside
korval. Sellise suhtumise téttu on laéne kultuur end
kontaktist Maaga juurtega valja tommanud.?

Leiame end ka siin, Tallinna Fotokuul keskkonnast, mis
peegeldab seda, kuidas globaalne kunstimaailm soltub
visuaalsest vahendamisest ja ndhtavuses ringlemisest.
Kas oskame ette kujutada, milline oleks tihiskond,
mis vaartustab visuaalse tootmise korval sama palju
joudeaja vaikust ja peidetud protsesse - nii inimese
sees kui ka looduses meie imber? Olles kehastunud
ajastul, mille keskseks ja véltimatuks teemaks on
looduslike elukeskkondade kurnatuse téttu kokku
kukkuv 6kostlisteem, mis holmab ka inimese tervist,
tundub kohane kiisimus taastumist toetavate vaikuse
ja 60 faaside potentsiaalist.

Kaks keskset kunstiteost, mis loovad naituseruumi
kondikava, - Taani kunstnik Marie Kalbaek lverseni
»10/1“ (2005 - kestev) ja Itaalia kunstnik Andrea
Magnani ,,Untitled“ (2018) - arkavad ellu just pime-
duse saabudes. Kalbaek Iverseni t66 koosneb neljast
projekteeritud ja 3D animeeritud satelliitkujutisest
Jupiteri [ahimast kuust lost, mille avastas 1610. aastal
Itaalia taheteadlane Galileo Galilei. Magnani kahe
soejoonistuse korval siiidatakse paikeseloojangul
olilambid, mis lisaks lo kuuvalgusele tekitavad joonis-
tatud, kihiliste ja stigavate kujutiste vébeluse.

»10 on iheaegselt vaga kauge ja vaga lahedane; tolki-
misvea tottu Itaalia keelest on lo mina. Kuid nagu

iga mina, ei ole lo pusiv, sest pideva vulkaanilise tege-
vuse tagajarjel varisevad kokku méaed ja orud ning
teised komponendid tema pinnasel, selleks, et lubada
slindida uutel koosseisudel,” koneleb kunstnik.® Galilei
nimetas kuu Rooma miitoloogilise lo jargi, kes oli liks
paljudest jumalate kuninga Jupiteri armulistest vallu-
tustest. Jupiter muundas lo lehmaks, et peita noort
naist oma armukadeda abikaasa, jumalanna Juno eest.
Viimane nagi aga oma abikaasa plaani l&bi ning saatis
parmu lot hammustama iga kord, kui naine puhka-
miseks peatus. lo oli needuse kiitkeis, mis sundis

teda rahutult ja sihitult mé6da Maad ringi randama,
samamoodi nagu kuu tiirleb imber planeedi. Kalbsek

Mikk Sarv, Maa=ilm, 2018, |k 38.
Luce Irigaray ja Michael Marder, Through Vegetal Being:
Two Philosophical Perspectives, 2016, Ik 39.

3 Marie Kelbzek Iverseni portfoolio, 2019, mariekoelbaek.com.
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Iverseni mitmetahulisest teosest voime tihe tolgen-
dusena paljude seast tunnetada los seda sama
kurnavat suhtumist, mis leidub laane Gihiskonna t66
ja keha kasitluses. ,Lase oma tahelepanul.... pehme-
neda ja laiali valguda“ loob lole taastumiseks soodsa
keskkonna, milles ta voib vasitavast rannakust

hinge tdommata ning endale sobilikult hetkest hetke
muunduda.

Ka Andrea Magnani praktika vaatab dise taeva ja laia
universumi suunas, motiskledes selle le, kuidas meie
esivanemad tahti ndhes neid téhtkujudeks korrastasid,
tajudes tahendusrikkaid mustreid. ,Untitled” kutsub
meid vaatama pildi sligavusse, lubades kujutistel
targata ja meie motteliste projektsioonide valguses
isiklikke lihendusi esile kutsuda. Vaatamise hetkest
saab vastuvotlikkusel péhinev looming, milles iga
kogemus on taiuslik.

Keha, looming ja vastuvotlikkus

»Gotlandi avastas mees nimega Tjelvar. Sellel ajal oli
saar nonda neetud, et vajus lainete varju igal paeval
ja tousis taas nahtavale vaid 66sel. Too mees oli
esimene, kes t0i Gotlandile tule, ning sellest hetkest
saar enam kunagi ei uppunud.“* Austraalia kunstnik
Sam Smithi film ,Kiviajastute koreograafiad“ (2018),
mis avaneb siin valja toodud sonadega, on jaddvus-
tatud Rootsis, Gotlandi saarel, kahe aasta valtel, ning
uurib inimeste, kivimite ja mineraalide vahelisi suhteid.
Sarnaselt Kelbzek Iverseni teosega ,lo/I, mis on
tunnistajaks lo pidevas muutumises olevale kuukehale,
uurib Smith saare kahesaja tuhande aasta pikkust
geoloogilist ajalugu ning mineraalide ringlust nii majan-
duslikus, kultuurses kui ka agraarses kontekstis, mis
tanapaeval saart vormivad. Teose pealkiri viitab saare
tekkele Siluri ajastul ning tema aeglasele liikumisele
ekvaatorilt oma asukohale Ladnemeres. Filmi Giheks
kandvaks elemendiks on tantsija kohalolu, kes
iseendasse silivenenult saare maastikul liigub ning
hiljem suure kiviga dialoogi astub. Pehme orgaaniline
inimkeha saare kihistuste riipes.

Kuraatori perspektiiv nditusele 1ahtub tunnetuslikust
lilkumise kujundist, mis parineb kehatoo valdkonnast.
Naituse pealkiri ,Lase oma tahelepanul.... pehmeneda
ja laiali valguda*“ viitab harjutusele kasiraamatus

»A Widening Field: Journeys in Body and Imagination®
(2004), mille on koostanud tantsija, Alexanderi tehnika
Opetaja ja kraniosakraalterapeut Miranda Tufnell koos
installatsioonikunstnik Chris Crickmayga. See harjutus
kannab nime ,Maandumine.... aeg olla tasane”, mille
eesmargiks on tuua tdhelepanu keha tajutavasse sise-
ruumi ning selle kaudu avaneda teadlikumalt Gimbrit-
sevale. ,Pehmeneda ja laiali valguda“ - see tdhendabki
hdlmata enda teadvusesse ka kdik need tihendused,
mis on nii meie enda kehade koosseisus kui meist
nii-6elda valjaspool.

Pea kiimme kuud kestnud kirjavahetuse véltel olen
olnud tunnistajaks Norra kunstniku, helilooja ning
korilase Elin Mar @yen Visteri aastaaegade riitmis
liilkumistele, mis on viinud teda oma kodust, arktiliselt
Skomveeri saarelt Norra meres, kaugemale ja jalle
tagasi. @yen Vister on liks Rast Airi kunstnike residen-
tuuriprogrammi asutajatest, mis tegeleb dkoloogilise
tlemineku ja geopoliitiliste teemadega, olles

inspireeritud ranniku Saami ja P6hja-Norra kalasta-
jate ja maaharijate traditsioonidest. Sarnaselt Sam
Smithiga, kes nihestab oma teoses inimese keskset
positsiooni, rohutades laiemaid 6koloogilisi suhteid,
milles inimene on vaid liks osa, toob @yen Vister
samuti oma praktikas tahelepanu maast endast
vorsuvatele lugudele ja teadmistele.

Kunstnik juhendub kuulamisest kui meetodist, mille
kaudu luua, tajuda ja kogeda maailma. Ta on olnud
inspireeritud Ameerika heliloojast, artistist ja humani-
taartootajast Pauline Oliverosest, kelle ,,Sonic Medi-
tations® on nimetatud keha ja meele haalestamisel
pohinevaks tervendamispraktikaks. Oliveroselt parineb
~StUvakuulamise” moiste, mis juhindub improvisat-
siooni, elektroonilise muusika, rituaali ja meditatsiooni
printsiipidest, olles nii imbruskonna kuulamise kui
temale vastamise kunst. Kuulates thisolu. Novembri-
kuus viib @yen Vister meid kuulamispdhisele jalutus-
kaigule Kai kunstnikeskust hoidvale maastikule,

et selle kihistusi oma kehade ja tajudega kombata.

stunnistades keha elu ja kinnitades meie solidaarsust
tema flilisilise vormiga, tunnistame oma eksistentsi
Uhena Maa loomadest, ning selle kaudu maletame ja
viarskendame oma métete ja intelligentsi orgaanilist
baasi.”® Méaletada seda, et kuulume iga oma rakuga
selle Maa koosseisu, tundub praegu liks olulisemaid
tervendavaid vdtteid. Uks viis, kuidas kuuluvusest
teadlikuks saada, on pdodrata tdhelepanu meie kehade
dialoogile Maaga, naiteks toidu, s6omise ja seede-
tegevuse kaudu.

Kohtusin Hispaania kunstnik Carlos Monledn Gendalliga
eelmise aasta suvel Pohja-Rootsis, teel rannikuéarsest
Lulea linnast sisemaale. Jargneva kahe nédala jooksul
avasime oma meeli erinevaid vee ja maa puutepunk-
tidel olevaid saunu kiilastades, mida kunstnik uuris kui
heaolu ja kooselu struktuure. Olles Londonis kokana
tootanud, on toit ja tervis ka Monledn Gendalli kunsti-
praktikas kesksel kohal. Skulptuursete ja kaasavate,
tegevuspohiste téode kaudu loob kunstnik véimaluse
koguneda, tajuda ja drgata sidemele iseendaga, teiste
kehadega ja meid limbritsevaga laiemalt. ,Nalg, alla-
neelamine, seedimine on ringlus ja edasi andmine,
Uhendus labi generatsioonide ja eluvormide,” litleb
Monledn Gendall.

Tervis, terviklikkus ja tervenduskunst

Milline on loomingu ja tervendamise vaheline seos?
Nii kunstiteraapiate kui ka suunal kunst kui teraapia
mOoistetakse loomingut kui lihte elavat, instinktiivset
osa iga inimese terviklikust toimimisest.® Crickmay
ja Tufnelli sonul on see, mida me loome, seotud ka
igatihe unikaalse kehaga:

»Meie keha on pinnas, millest saab alguse meie
teadmine maailmast. (...) Kiirest igapaevaelust surves-
tatuna muutume kergesti tuimadeks ning oleme oma
kehadest ara IGigatud. (...) Liikudes oma peast keha

Gotlandlaste Guta saaga avalaused.

David Abram, The Spell of the Sensuous: Perception and
Language in a More-than-Human World, 1996, |k 47.

6 Nora Swan-Foster, Jungian Art Therapy: A Guide to Dreams,
Images, and Analytical Psychology, 2018, |k 167.

o b

166

meelelisse maailma, drkame mitte ainult aistingutele,
vaid ka meie igapdeva teadvuse all olevale aeglase-
male, sigavamale tunnete, malestuste, impulsside ja
unendgude maastikule.”” Aastajast tuleneva hdmardu-
misega kasikdes voimegi laskuda sligavamale tunnete
ja malestuste pinnasele. Ehk algab liikumine taastu-
mise poole juba sellega, kui lubame endal oma sise-
mise maastikuga kontakti luua.

Pea kolmteist aastat tagasi avastas Pia Lindman, et
ta on saanud elavhobedamiirgituse. Seejarel drkas
Soome kunstnikus tundlikkus, mis lubab rohkematel
signaalidel jouda tema keharakkudest teadvusesse,
tolgituna piltide, meloodiate, sdnade, liigutuste

ja varvide keelde. Seda protsessi v6ib nimetada
mitmevormiliseks siinesteesiaks ehk mitmiktajuks;
kunstnik kutsub seda keha ja mdistuse vahepealset
signaalide aegruumi ,subsensoorseks*. Kaks aastat
parast miirgitust koges Lindman unes, et naeb elavate
inimeste luid I3bi nende naha, ning moned paevad
hiljem sattus ta praktiseerima vana Soome ravi-
tehnikat - Kalevala luuparandust.

»Meie luud on end loonud sadade tuhandete aastate
jooksul ning avavad meid kultuurideilesele malule,“ on
oelnud Pia Lindman 2016. aastal. Kalevala sessiooni
|abiviimine on Lindmanile nii avastuslik kui ka loomin-
guline meetod. Tajudes teise inimese voi paiga ener-
giat, suunab kunstnik selle piltidesse, mida kutsub
diagrammideks. Lindmani valmiv doktorit66, mis
toetub tema kunstipraktikale, ,The Subsensorial,
Between Organisms, Consciousness, and Matter®, on
ks tema panustest tervendada I6he teaduse ja kunsti,
ravi ja loomingu vahel.

Noor Eesti kunstnik ja disainer Sandra Kosorotova
on oma téoprotsessis uurinud pdodrakanepi tervenda-
vaid omadusi. See kirgas taim on esimene, mis vorsub
parast metsatulekahju, taastades pinnast ja kinkides
elustavat joudu uuteks algusteks. Podrakanepi eliksiir
toetab ka meie emotsionaalse keha energeetilist
vorgustikku, et taastuda labipdlemisest. See, kuidas
endi kehasid kasutame, voi ara kasutame, peegeldab
suhestumist Maa kehaga, ja vastupidi. Uhe heaolu
sOltub teise heolust. Nii naemegi, kuidas paljud
inimesed on labipdlemisest kokku kukkumas, samal
ajal kui meie Maa on eluslooduse t66stusliku Ule-
kasutamise tottu kurnatud ning vajab puhkust, et
tasakaalustada l6ikuseaega.

Naitusel loob Kosorotova t66ruumi, kus viib l1abi opi-
tubasid, kasutades kunstiteraapias tuntud votteid.
Liikudes sammsammult talve suunas, kutsub kunstnik
kokku vaikese grupi inimesi, kellega koos lugeda, kirju-
tada ja Uhiselt tekstiiliga meisterdada. Uurime keeru-
kaid tundeid ja seisundeid nagu liksindus ja haigus,
mis tihti just pimedamatel kuudel esile kerkivad.
Tootubade keskkonnas on need lubatud, jagatud,
hoitud.

~Selgroog laotab end joena laiali, pehmeneb poorse
puidust poranda pinnasesse. Diinaamilised kudede
ja elava luu kudumid, mis hoiavad minu labirdnnatud
tundemaastike stigavaimaid malestusi ja jaljendeid -
koik annavad teed. Pilk on pooratud sissepoole. Vilja
hingates kohtub minu sisemine atmosfaar ruumi
omaga. Lojaalne sisemine riitm, valise pulsi kajana.

Spiraalitsevad siidame kiud, kaks vere oja koonduvad
Uheks. Tunnetades oma pliha luud, leian oma selgroo
pohjast iidse paiga.”®

Viiel paikeseloojangul, mis nihkub néituse jooksul
kella 19:05-st septembris kella 15:41-ni novembiris,
loob Nele Suisalu Kai galeriis liilkumise ja haale kaudu
tervendava aegruumi. Suisalu on kaasaegse tantsu
taustaga kunstnik, kes tegeleb tervenemise/terven-
damise ja loomingulise protsessi sulandamisega,
toetudes somaatilisele kehakasitlusele ja haaletdole.
Tervenemist kasitleb kunstnik kui inimese terviklik-
kuse taastumise protsessi - terviklikkuse, mis on
tajutav sisemise koherentsusena tunde- ja motte-
tasandil ning mis véaljendub teadliku toimimisena.
Suisalu loomemeetodi keskmes on praktikate kehas-
tamine, mis toetub Florence Augendre’i juhendatud
sidekoe-pulsoloogia t66le koreograafia loomise
kontekstis. Viimase praktilise uurimustoo keskmes
on oma keha fiisioloogilise reaalsuse tajumadppimine
ja sellest lahtuvalt liikumise loomine.

Soolo ,Luba endal (...)“ on uus teos, loodud voolavas
dialoogis naituse teemadega. Suisalu téoprotsess

on paljuski eluprotsess ehk kandvas spontaansuses
hetkest hetke liikumine. Dramaturgiliselt toetub soolo
Ameerika tantsija ja muusiku Gabrielle Rothi algatatud
5 Riitmi praktikale, mida voib nimetada liikuvaks
meditatsiooniks ning mis toimib kehapsiihhoteraapili-
selt. Praktika lahtepunktiks on tddemus, et looduses
liigub energia lainena ning et ka inimese flusiline,
emotsionaalne, intellektuaalne energia toimib sarna-
selt. Lubades endal takistamatult kogeda seda tsiikli
lainediinaamikat ning oma keha loomulikku liikumist,
kutsub see esile korrastumise inimese erinevatel
tasanditel.

Iga laine IGppeb vaikuse riitmiga, milles saavad kokku
koik eelnevad riitmid. Nagu 60 ja joudeaeg, mille tasa-
duse varjus leiavad aset sligavamad, peidetud prot-
sessid ja arengud, on ka 5 Riitmi vaikus just see faas,
kus valine diinaamilisus on péératud sisemiseks liigu-
tatuseks. Kuid nagu maarahvas teab, algab iga paev
00ga. Just nii, nagu muusika algab vaikuses, slinnib
paev 66pimeduses. Mis loob ennast niilid, uuel ringil?

Kdlama jaavad postmodernse tantsu pioneeri Anna
Halprini sGnad, kes unistas kunstist, mis kdnetab elu
esmaseid kiisimusi. Halprin lootis tulevikule, milles
»kunst on taaskord austatud tdnu oma voimele inspi-
reerida, Opetada, transformeerida ja tervendada.” Ta
unistas tantsust, mis oleks maa jdududega kooskolas
nende (le jatkuva voimutsemise asemel.®

7 Miranda Tufnell ja Chris Crickmay, A Widening Field:
Journeys in Body and Imagination, 2004, |k 3.

8 Hanna Laura Kaljo markmetest péarast lilkkumissessiooni,
2019.
9 Anna Halprin, sGnavott Arts & Healing Networki auhinna

kattesaamisel, 2006.
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Let the field of your attention....

soften and spread out

Arriving into the body, do | feel restless or tired? What
holds tension, pain? Then, noticing the quality of the
bay, of tidal movement, of the weather, as the sun sets
into the Baltic Sea. Noticing my body’s native capacity
to resonate with other bodies and with the living land.
We gather intimately to be with what is difficult,

to witness movement and be moved. Listen, what
emerges from the yet unseen and unsaid? What are
we recovering from and what are we called to recover?

The night

The Earth’s folk, as we Estonians have called ourselves,
know that the day begins at nightfall. “Just like music
commences in silence, the day is born out of the
night’s darkness.” Similarly, in honour of our ances-
tors, we light a candle the evening before All Souls Day
(2 November), facing the night. The recently deceased
Estonian writer, folklorist, runic singer and biologist
Mikk Sarv has noted that due to the fast pace of
urban life, there is no longer any room for silence and
dimness. This in turn has removed completeness from
our lives, as the forces of darkness play an important
role in releasing feeble and tired being, to allow for
something new to emerge.

We open Let the field of your attention.... soften and
spread out only a few days before the autumn equinox
and begin to transition towards the winter solstice,
while in nature around and within us a gradual slowing
down and dimming takes place. If the day begins at
nightfall, perhaps the darkness of autumn and winter
could equally mark the beginning of a new cycle; as we
here also celebrate the birth of the new Kai Art Center.
What are the most appropriate themes and ways of
gathering, in the context of an exhibition, derived from
an attunement to the moment, to season and place?

Within the fabric of this exhibition is woven the experi-
ence of adapting to conditions similar to a polar night,
during a two-month residency in a small subarctic
Swedish village. Kai - a former submarine construction
plant, situated in a previously closed-off coastal
part of town, next to the oldest Medieval ceme-

tery in Tallinn - also evokes the metaphor of diving
deep into hidden layers, as does the embodied expe-
rience of winter. Those who have personally endured

a polar night might relate to the feeling that it draws
one’s attention inward, into the space of memory and
dream. In her book Through Vegetal Being, feminist
and psychoanalyst Luce Irigaray has noted that our
Western culture has favoured brightness and visible
productions, whilst it does not value, or even fears, the
dark, or the hidden: “The secret germination of plants
and even that of a human being are not assessed as

it would be worthy of them. They bear witness to the
fecundity of the sap in the darkness of the soil, or of a
womb, and the fact that appearing amounts only to a
part of the growth of life. Scorning this secret process
of the living risks mistaking appearance(s) for the
appearing of life, a risk that lies in our tradition from
the very beginning and that has transformed the west
into a culture of uprooting.”

At Tallinn Photomonth, we also find ourselves in

a context that reflects upon the global art world’s
dependance on visual mediation and circulation. What
would a society, which values dormancy and hidden
processes as much as visual production, both in rela-
tionship to outer nature and a human being, look and
feel like? In our time of ecosystems’ collapse caused
by extractivism and the destruction of habitats, it
seems apt to put forth offerings of stillness and rest,
in view of recovery.

The two artworks, which form the bone structure of
the exhibition - lo/I (2005 - ongoing) by the Danish
artist Marie Kalbzek Iversen and Untitled (2018) by
the Italian artist Andrea Magnani — awaken at sunset.
Kaelbek Iversen’s piece consists of four projected
videos, depicting 3D animated satellite images of lo,
Jupiter’s innermost moon, which was discovered by
the Italian astronomer Galileo Galilei in 1610. Next to
Magani intricately layered charcoal drawings, two

oil lamps are lit with the setting sun which, alongside
lo’s moonlight, invite the flickering of imagery.

“lo is at once very distant and very close; by way of
mistranslation from Italian, ‘lo’ is me. But like any
Self, lo is inconsistent because continuous volcanic
activity collapses mountains and valleys and other
components of her surface to give rise to new config-
urations,” says the artist.® Galilei named the moon
after lo from Roman mythology, one of the many
romantic conquests of the king of gods Jupiter, whom
he turned into a cow to hide the young woman from
his jealous wife, the goddess Juno. The latter, however,
saw through her husband’s plan and sent a gadfly to
bite lo whenever she would stop to rest. lo was thus
doomed to wander restlessly across the Earth just
like the moon circles its planet. One interpretation,
amongst many, of this multifaceted artwork would be
to consider the story of lo as reflecting the exhaus-
tive attitude towards the body, prevalent in Western

1 Mikk Sarv, Maa=ilm, 2018, p. 38.

2 Luce Irigaray and Michael Marder, Through Vegetal Being:
Two Philosophical Perspectives, 2016, p. 39.

3 Marie Kalbzek Iversen’s portfolio, 2019, mariekoelbaek.com.
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capitalist society. Let the field of your attention....
soften and spread out offers an environment in which
lo may catch her breath and recover, transforming
from moment to moment, as is most appropriate for
her.

Andrea Magnani’s practice, too, looks into the night’s
sky and the wider universe, contemplating how our
ancestors gazed at stars and perceived meaningful
patterns, arranging these into constellations. Untitled
invites us to dive into the depth of the drawing,
allowing our mental projections to trigger personal
associations and thus awaken the imagery. Here, the
act of looking initiates a creative process based on
receptivity, in which every experience is perfect.

Body, creativity and receptivity

“Gotland was first discovered by a man named Tjelvar.
At the time, the island was so bewitched that it sank
beneath the waves each day and rose again at night.
This man was the first to bring fire to the island, and
after, it never sank again.™ Lithic Choreographies
(2018), a film by the Australian artist Sam Smith, which
opens with these words, is filmed on the Swedish
island of Gotland, over the course of two years, and
brings attention to the relationships between people,
rocks and minerals. Like Kalbaek Iversen’s work lo/I
that witnesses the ever-changing lunar body lo,
Smith attends to the island’s 200-thousand-year-old
geological history and the circulation of minerals in
economic, cultural as well as agricultural contexts,
which shape Gotland today. The title of the artwork
refers to the birth of the island during the Silurian
period and its slow movement from the equator to its
current location in the Baltic Sea. A dancer inhabits
the landscape, firstly in subtle introspective motion
and later in dialogue with a large rock. A soft human
body in the embrace of the island’s layers.

The curatorial approach to the exhibition stems from
the field of bodywork. The title Let the field of your
attention.... soften and spread out refers to an exercise
in the handbook A Widening Field: Journeys in

Body and Imagination (2004) composed by dancer,
Alexander Technique teacher and craniosacral therapist
Miranda Tufnell, and installation artist Chris Crickmay.
The exercise Landing.... time to be still intends to
evoke a process of arriving in one’s body, and recip-
rocally into the world, by becoming more sentient to
one’s environment. “To soften and spread out” means
to become aware of the connections that comprise

us and our bodies, as well as those that bring us into

a relationship to what is other than us.

Over the course of a ten-month-long email correspon-
dence with the Norwegian artist, composer and forager
Elin Mar @yen Vister, | have witnessed them moving
with the seasons, to and from their home, the Arctic
island of Skomveer in the Norwegian Sea. @yen Vister is
one of the founders of Ragst AiR, an artist-in-residency
programme, dedicated to the ecological transition and
geo-politics, inspired by the coastal Sdmi and Northern
Norwegian fisherman-farmer tradition. Like Smith,

who challenges the anthropocentric point of view in

his work by emphasising a broader ecological web of
relations in which the human is only a small part, @yen

Vister equally draws attention to the stories and knowl-
edge stemming from the Earth.

The artist employs listening as a method for creating,
perceiving and experiencing the world. This is inspired
by the American composer, artist and humanitarian
Pauline Oliveros, whose Sonic Meditations has been
called a healing practice based on the tuning of body
and mind. Oliveros’ philosophy of Deep Listening relies
on the principles of improvisation, electronic music,
ritual and meditation, and involves the art of paying
attention to as well as responding to one’s surroundings.
Listening to coexistence. In November, @yen Vister
will guide us through the landscape on which Kai Art
Center is grounded, to acquaint its layers with our
bodies and senses.

“To acknowledge the life of the body, and to affirm
our solidarity with this physical form, is to acknowl-
edge our existence as one of the earth’s animals, and
so to remember and rejuvenate the organic basis of
our thoughts and our intelligence.” To remember that
we belong to this Earth with each of our cell seems
like a healing approach for our time. One way through
which we may become more conscious of this native
belonging is by bringing our attention onto the dialogue
between body and Earth, for example, through food,
eating and digestion.

The Spanish artist Carlos Monleén Gendall and | met
last summer in the north of Sweden, on our way from
the coastal town of Luled inland. Over the course

of two weeks, we expanded our sensorial capacities
on the border of where water meets land, visiting a
number of saunas, which the artist was researching as
spaces for conviviality and wellbeing. Having worked
as a chef in London, food and health are also central
to Monledn Gendall’s artistic practice. By way of
sculptural and participatory works, the artist creates
the conditions for awakening and deepening a sense
of connection to oneself, to others and to the environ-
ment. “Hunger, ingestion, digestion are circulation and
passing down, a connectedness across generations
and life-forms,” says Monleén Gendall.

Health, wholeness and the healing arts

What is the relationship between creativity and
healing? Both in creative therapies as well as in art
as therapy, creativity is understood as a living,
instinctual function of any person’s wellbeing.®
According to Crickmay and Tufnell, what we create
is also connected to each one’s unique body:

“The body is the ground from which all our knowing

of the world begins (...). In the rush and pressure of
our everyday lives we easily become numbed, cut off
from our bodies. (...) To move out of our heads and into
the sensory world of the body awakens us not only

to sensation but also to a slower, deeper landscape
beneath the surface of everyday awareness,

The opening of the Guta Saga: The Tales of the Gutes.

David Abram, The Spell of the Sensuous: Perception and
Language in a More-than-Human World, 1996, p. 47.

6 Nora Swan-Foster, Jungian Art Therapy: A Guide to Dreams,
Images, and Analytical Psychology, 2018, p. 167.
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a landscape of feeling, memory, impulse and dream.”
Aligned with seasonal dimmening, we may allow
ourselves to gradually dive deeper into this space

of feeling and remembrance. Perhaps we initiate

a movement towards recovery, simply by coming into
conscious contact with this inner landscape.

Approximately 13 years ago, Pia Lindman discovered
that she had been poisoned by mercury. After this,

the Finnish artist acquired a heightened sensitivity,
which allows for more signals from the cells of the
body to reach her consciousness, carried forth in the
form of visuals, melodies, words, movements and
colours. Perhaps one could call this process a multi-
ple-form-synesthesia. The artist names this interstitial
work of mind and body, this intermediary space and
time of signals and synesthesia, the ‘subsensorial’. Two
years after the poisoning, Lindman had a dream in which
she could see the bones of living people through their
skin. A couple of days later she happened upon an old
Finnish healing technique - Kalevala Bone Setting.

“Our bones have developed over hundreds of thou-
sands of years and open us to a memory beyond
cultural forms,” said Pia Lindman in 2016. Making
Kalevala Bone Setting treatments is both an explorative
and creative event for the artist. By reading the partic-
ular language of one body or sensing the energy of one
place, the artist directs her perceptions into images,
which she calls Diagrams. Lindman’s doctoral thesis -
The Subsensorial, Between Organisms, Consciousness
and Matter - which is based on her artistic practice, is
one of her contributions to mend the fission between
science and art, healing and creativity.

The young Estonian artist and designer Sandra
Kosorotova has been exploring the medicinal prop-
erties of Fireweed in her process. This vibrant plant

is the first to appear after a forest fire, restoring the
forest floor and providing rejuvenating energy for

new beginnings. The Fireweed flower essence is also
a rehabilitating balm that encourages the energetic
network of the emotional body to heal after conditions
such as burnout from overworking. The way we treat,
or rather mistreat, our own body, reveals something
noteworthy about how we relate to the body of Earth,
or vice versa. The health of one is intricately linked to
the health of the other. Perhaps it’s not a coincidence
that many people in the West are collapsing from
burnout due to how we conceptualise work, whilst our
Earth too is overworked due to extractivism, with no
time for the rest it needs in between harvest.

At Kai Art Center, Kosorotova sets up a workspace,
where she leads on a series of workshops using methods
derived from art therapy. As we transition towards winter,
the artist invites a small group of people to engage in
communal reading, writing and textile making - methods
through which difficult emotions, such as loneliness and
illness, often heightened during the darker months of the
year, can be explored. In the context of the workshops,
these are allowed, shared and held.

“Spine spreads out as a river, softens into the porous
wooden floor. Dynamic weaves of tissue and living
bone, holding deepest memories and imprints of the
emotive landscapes | have roamed, all make way. Gaze

turned inward. On the outward breath, the atmosphere
of my inner being meets that of the room. A loyal inner
beat, an echo of pulsations under and around. Spiral-
ling fibres of the heart, two streams of blood unite.
Feeling into the presence of the sacred bone, | find an
ancient place at the base of my spine.”®

On five occasions at sunsets, which over the course

of the exhibition shifts from 7.05 pm in September

to 3.41 pm in November, Nele Suisalu generates a
healing spacetime at Kai through the use of movement
and sound. Suisalu is an artist with a background in
contemporary dance, blending creativity and healing,
through the use of voicework and a somatic approach
to the body. She considers healing as the process of
recovering wholeness within an individual - whole-
ness, which is perceived as inner, mental and emotional
coherence, and expressed as conscious action. The
artist works through the notion of embodiment, drawing
on Florence Augendre’s use of Fasciapulsology - a form
of bodywork concerned with the connective tissue of
the body - in choreographic practice. Augendre’s prac-
tice-based research is focused on tuning in to perceive
the physiological reality of the body and creating move-
ment from this perception.

The solo Allow yourself (...) is a new work, created
fluently in dialogue with the themes of the exhibition.
Suisalu’s working process is a life process, a moment
by moment movement in the embrace of spontaneity.
The dramaturgy of the solo rests on the 5 Rhythms
practice, a moving meditation articulated by American
dancer and musician Gabrielle Roth, which functions
as body psychotherapy. The practice is based on the
notion that in nature energy moves as a wave, as does
the physical, emotional and intellectual energy of a
person. By allowing ourselves to experience this wave
dynamic, as well as the expressive and spontaneous
movement of our body, unhindered, we create the
conditions for a natural inner balancing to take place.

Each wave within the 5 Rhythms practice finishes in
stillness, which combines an echo of the four rhythms
that precede it. Similarly to the night and times of
dormancy, in which stillness provides the groundwork
for deep inner processes and developments to take
place, so is the rhythm of stillness one in which outer
dynamics are inverted into inner motion. But as the
Earth’s folk are well aware, each day begins at night-
fall. Just like music commences in silence, the day is
born out of the night’s darkness. What is emerging,
creating itself in this new cycle?

The words of Anna Halprin, a pioneer of postmodern
dance, who envisioned an art concerned with the
primary issues of life, resonate. Halprin dreamt of a
future, where “art is once again honoured for its power
to inspire, teach, transform and heal,” and of a dance
that is in collaboration with the forces of the Earth
rather than a dance of her continued domination.®

7 Miranda Tufnell and Chris Crickmay, A Widening Field:
Journeys in Body and Imagination, 2004, p. 3.

8 Notes following a movement session, by Hanna Laura Kaljo,
2019.

9 Anna Halprin upon receiving the Arts & Healing Network
Award, 2006.
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[TycTb 06n1acTb Bawlero npucTanbHOro

BHUMaHUWA....

YMEHBLUNTCA U pacTBOPUTCA

3arnagpiBan BHYTPb cebd, owlyLiato A 6eCrnoKoONCTBO
nnéo yctanocTtb? [oe TantcA Hanps>keHue, 6onb?
[anee A nepeknoyalo BHUMAHME Ha HabepeXHy!o,
Ha CMEHy NPWUIMBOB U OTNIMBOB, Ha noroay. ConHue
BOoanu cagutca 3a banturckoe mope. OTmevato, Kak
MO€ Tesi0 Pe30HUPYET C APYrMMM Teniamm 1 3emnen.
Mbl cobupaemca BMecTe, YTOObl pa3genuTb
TpyAHOCTU. Mbl YyBCTBYEM CBOV ABUXXEHMWA U B OyLue
OTMEYaeM, Kak OH/ B CBOIO o4epenb HanpasniaT
Hac. Cnywaem, Kak NofABMAETCA HEYTO, MOKa eLue
HEBMAMMOE rnasy, He NPOU3HECEHHOE BCIYX.

OT Yero Mbl BOCCTaHaBAMBAEMCA U YTO Mbl MPU3BaHbI
BOCCTaHOBUTL?

Houb

«KpecTbAHe 3HAlOT, YTO AeHb BCeraa HauMHaeTcA

C HO4M. Tak e, Kak My3blKka Ha4YMHaeTCA B TULLVHE,
[O€eHb poXKaaeTcA BO MrJle HOYHOW. Tak 1 B crioBe
O6paeV (3CT. «CYyTKMN»): Ha NEPBOM MECTE CTOUT C/I0BO
«HOYb» — 00"

B yecTb [JHA NOMMHOBEHUA YCOMLUNX, KOTOPbIN OTMe-
YyaeTcA 2 HoABpA, HakaHyHe BEYEpPOM B NamATb O
Jyliax npeakoB 3aXkuratoT cBeyn. HepaBHO CKoH4YaB-
LUMICA 3CTOHCKNIA NncaTtesb, OONbKIOPUCT, PyHWY-
eckui nesew 1 6uonor Mukk Cape nucarn, 4to 13-3a
CYETIMBOCTY rOPOACKON XXN3HU B HEN HE OCTanochb
MecTa TULLMHE U TEMHOTE. OTO NMLLAET HaLly XXU3Hb
3aBepLUEHHOCTU, MOTOMY YTO Ba)kHaA 3a4adva cun
TbMbl — MPEKPATUTH >Kankoe 1 6eccunbHoe CyLLecTBO-
BaHWe AnA BbICBOBOXAEHNA HOBLIX Havar.

BeicTaBka «[lycTb 06nacTb Ballero NpucTanbHoro
BHMMAaHWA. ... YMEHbLUUTCA N PACTBOPUTCA» OTKPbI-
BaeTCA 3a HECKOJSIbKO AHEeWN A0 OCEHHEro paBHO-
AeHcTBuA. [1oToM ntoau, Kak NpaBuio, HAYNHaKOT
rOTOBUTLCA KO AHIO 3UMHEr0 CONMHLECTOAHNS,

K nepvoay, Korga npyupoga BOKpYr U BHYTPY HAC Lar
3a Lwarom 3ameanfaeTCcA U MEPKHET.

Kak geHb Ha4MHaeTCA C HO4YU, Tak N B TEMHOTE OCEHM
N 3UMbl MOXXHO YBUAETb Ha4ano HoBoro roga. iIMeHHo
B TaKOMW Nepuoa, Mbl OTMEYaeM poXKAeHne apT-UeHTpa
Kai. Kak n kakme Tembl, CO3BY4YHbIE AHHOMY
MOMEHTY, BPEMEHU roga N MecTy, MOXHO CBETU

B paMKax OfHOM BbICTaBKU?

BbicTaBka oTpa>kaeT peanvm NofAPHON HOUUN —

A 3TOT OMbIT NOJy4YNIa BO BPEMA ABYXMECAYHOW
pes3naeHTypbl B MaN€HbKOW LUBEACKOW AepeBHE
Hernoganeky ot ApKTuku. A apT-ueHTp Kai HaxoguTcA
Henoganeky OT CTapeunLlero CpeaHEBEKOBOro Knaa-
6uwa TannnHHa B 04HOM U3 34aHU bbIBLLErO 3aBoaa
noABOAHbIX JI0A0K. Camo MECTO 1 ero uctopusa

NPUBHOCAT HaM YyBCTBO rNy6MHHOCTM BOCMPUATUA

1 NO3BOJIAET MNMOrpy3snTbCA B NOTAaeHHbIe CJTI0U, 4TO
HarnoMmMHaeT HaM O NepeXXUTOM OrblTe SUMHUX ,D,Hel7l
1 Hoyeln. KoMy foBOAMMOCE BUAETH NOMAPHYIO HOYb,
3HaKoOMO oulylleHne KOHUeHTpaunn BHUMaHnuA Ha
CBOEeM BHYTPEeHHEM, Ha BOCNOMUHAHNAX NpOoLUsIoro

W Ha NpeavyBCTBUAX ByayLuero. ATo NPOMCXOAUT KakK
6bl B CymMmepeyHoMm, rpaHn4yatinm co CHOM COCTOAHUN
6oapcTBOBAHMA.

deMuHNCTKa U ncnxoaHanutuk Jlroc Npurpaen

B kHure Through Vegetal Being: Two Philosophical
Perspectives? nuweT, 4To 3anagHoe 06LwecTBo npea-
NMoYnTaEeT CBETIOE, PACMONIOXXEHHOE Ha BUAY,

HO HE LUEeHUT nnu aaxe 60MTCA TOro, 4YTO NpAYeTCA

B TemMHoTe. ObecLeHnBan BHYTPEHHNIA, HE3aMETHbIN
rnasy pocT pacTeHMA UM Camoro YenoBeka, Mbl
CO3HaTenbHO oTAenAem ceba OT TEMHOThI 3eMN,

OT NUTaTEeNbHbIX BELLECTB, Kak OT MaTepUHCKOMN
yTpO6bI.

Mol oTAanAemcA OT MNOHUMaHNA TOro, YTO ObITb
BUAMMbBIM — 3TO TOMTIbKO OAMNH 3Tan B )XU3HEHHOM
uukne. EcTb n gpyrue HesameHUMbIe, XOTb U HE3a-
MeTHbI€e, aTanbl. [1ogobHbLIM OTHOLEHNEeM 3anagHan
KynbTypa Bblapana ceba ¢ KOPHAMU N3 KOHTaKTa

c 3emnen.’

3nechk, B atTmocdepe TannmMHHCKOro mecAaua goTo-
rpachum, BaXKHON 4aCTbO KOTOPOro ABMAKTCA BU3Y-
anbHaA TPaHCNAUMA NPOUCXOLALLETO U OTPaXKEHNE
KPYroBopoTa >XM3HU, Mbl TOXKE UMEEM LUAHC HaUTH
cebn.

Kakown morna 6bl 6b6ITb COBpEMEHHAA KynbTypa,

6yab OHa cnocobHa OLEHUTb CUNY TULLMHbI, CKPbITbIE
npoLecchbl MpUpoabl U YeNoBeKa Tak Xe, Kak Bce
BuU3yanbHoe? [MaBHON N Hem3bexkHon npobnemon
COBPEMEHHOCTU ABMIAETCA MCTOLLEHNE OKpY>KatoLLen
cpeabl. [pyboe BMeLWwaTensCTBO B MPUPOAyY BrieYeT
3a cobon rnbesib 9KOCUCTEMbI U CKa3blBaeTCA Ha
300pOBbE YernoBeKa. Tem cambiM BOMPOC O TULLUHE,
HeobXxoANMOWn ANA BOCCTAHOBMEHWA, U O NOTeHUMane
HOYHbIX ha3 KaxxeTcA 0COHEHHO aKTyasibHbIM.

LieHTpanbHbIMKU Npon3BeaeHnAMU, OopMUpPYOLLIMMA
06pa3 BbICTABOYHOr0 MPOCTPaHCTBA, ABNAKOTCA

=

Mikk Sarv. Maa=ilm, Tallinn: Varrak. 2018, 38.

2 Luce Irigaray and Michael Marder. Through Vegetal Being:
Two Philosophical Perspectives. New-York: Columbia
University Press. 2016, 39.

3 Luce Irigaray and Michael Marder. Through Vegetal Being:

Two Philosophical Perspectives. Columbia University Press.

2016, 39.
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paboTbl garckon xyaoxHuubl Mapne Konbek ViBepceH
«lo/l» (2005 — Hawn OHW) N UTANbAHCKOMN XY 40X~
Huubl AHapea MarHaHu «bes HasBaHua» (Untitled,
2018). C HacTynneHmem TeMHOTbI 06a NPoM3BeAEHA
oxuBatoT. Pabota Konbek BepceH — 3To YeTbipe
CNPOEKTNPOBaHHbIX 3D-aHnMaumu, rae n3obpakeH
Vo — 6amxxaniumm ns cnyTHUKoB KOnuTepa, OTKPLITHIN
actpoHomoM lanuneo lanvneem B 1610 rogy. PaboTa
MarHaHu — 3TO AB€ HapUCOBaHHbIX YrN1eM KapTUHbI.
Ha 3akaTe pAAOM C HUMM 3aXKUraloTcA MacnAHble
namnbl, 1 BMECTE C KOCMUYEeCKUM cBeToM Mo poxaa-
eTCA TpeneTaHne HapucoBaHHbIX, MHOTOC/IONHbIX U
rnyboKux n3o6pa>keHnin.

«/lo 04HOBPEMEHHO Haxo0aUTCA OYEHb AaNeKo

M o4yeHb 6nn3Ko. N3-3a owmnbku npm nepesoae

C uTanbAHCKOro «Mo» nepeBedeHo Kak «A». Kak
n noboe «A», o HecTabuneH. 13-3a akTMBHOMN
BYJIKQHNYECKOW OEATENIbHOCTMW €ro ropbl, AONVHbI U
Opyrve KOMMOHEHTbI MOBEPXHOCTU CTalIKMBaKOTCA
MexXay coboM, YTO NO3BOJIAET Ha CMYTHUKE 3apo-
ONTbCA HOBbIM 06beKTaM NnaHAlagTa», — paccka-
3blBaeT XyaoxkHuuat. lanuneo franunemn Hassan
CMNYTHWK B YECTb pUMCKOM 60rmHu Mo, koTopan, Kak
1 MHOrMe gpyrue, okasanach BntobneHa B lOnurep.
YT06bI cnpATaTh MOOAYHO BO3/MOOEHHYIO OT
CBOEMN PEBHUBOW >KeHbl — 60rnHM FOHOHBI, KOnuTep
npespatun Mo B koposy. Ho IOHoHa, pa3obpaBLimch
B XMTPOCTAX My>a, BCE MOHAMA MU Hacnasna Ha
kopoBy oBoga. Bcakuni pas, korga Mo octaHaBnu-
Banacb OTAOXHYTb, 0BOA 6ecrnowagHo Xanun ee.
BosntobneHHaa lOnutepa He morna n3baBuTbcA

OT NPOKMNATUA U 6bina BblHY>XXAeHa HENpPUKaAHHO
6poanTb Mo 3emiie TOYHO Tak e, Kak JlyHa Bpalua-
€TCA BOKPYr 3emMnu.

VY Konbek NBepceH obpa3s Mo mHororpaHeH. Cpean
NpoYero B HEM MOXHO YBMAETb HAMEK Ha OTHOLUEHWNE
3anagHoro obLecTsa K CBOEMY U3HYPEHHOMY
paboTon Teny. BeicTaBka «[lycTb 06nactb Ballero
npUcTanbHOro BHUMaHWA. ... YMEHbLUUTCA U PacTBO-
putca» co3aaeT atMocdepy, MO3BOMAOLLYIO
yCTaBLUMM OT 3TOro Be4HOro 6era nepeBecTy gyx u

B KOM(POPTHOM AnA cebAa puTMe NpoYvyBCTBOBATD,
Kak 0gVH MOMEHT CMEHAET cobow Apyroun.

PaboTta AHapea MarHaHu — 3To ToXe oTpaXkeHune
3Be34HOoro Heba n 6e3rpaHNYHOro yHMBEpcyma.
XyooxkHuua npegnaraet 3aayMaTbCA O TOM, Kak Halm
npenku, HabnoganA 3a 3Be3gamu, cKnaablBanm ux

B CO3BE3auA, owyLany rnybuHy 3Ha4eHun nx y3opoB.
«bes3 HazBaHWA» NPU3bIBAET HAC 3arnAHYTb BHYTPb
KapTUHbI 1 HANTW B €€ 3BE3AHbIX oUrypax 4YTo-TO
NMYHOE.

CosepuaHve Nnpon3BeneHnA NOPOXKAAET B 3pUTene
TBOPYECKOE coy4acTue, u Ntobon OnbIT B 3TOM
npoLecce COBEPLUEHEH.

Teno, TBOPYEeCTBO 1 BOCNMPUNMHNBOCTb

«[OcTpoB] loTNaHg nepBbiM HaLEN OANH YENOBEK,
koToporo 3Banu TeenobBap. B To Bpema [otnaHg, 6bin
TaK 3aKo40BaH, YTo AHEM onycKarncA Ha AHO MopH,
a no Ho4Yam BcnbiBan. Ho 3ToT YyenoBek BnepBble
NprBE3 Ha OCTPOB OrOHb, M MOCIE 3TOro TOT [OCTPOB]
HMKOr4a He onycKasncA Ha OHO».5

OTMMM CnoBaMK Ha4YMHAETCA (OUTbM aBCTPANUACKOTO
XyOoXHuKa n pexxuccepa Cama Cmuta «KameHHan
xopeorpadwmsa» (Lithic Choreographies (2018)).
KapTvHa Ha npoTAXXeHUn AByX NIET CHUManach B
LLIBeunn, Ha ocTpoBe foTnaHa. XyaoXKHuKa NHTepe-
CyeT B3aMMOLENCTBUE YENOBEKA, OKAMEHETOCTEN
n MnHepanoB. Ecnu Konbek NIHBepceH B CBOEM
TBOPYECTBE anesyIMpyeT K KOCMOCY 1 uccnegyet
6eCKOHEeYHbIE U3MEHEHMSA, MPOUCXOAALLME CO
cnyTHukoM lOnuTepa Mo, To pabota CmuTa BnonHe
3emHan. B cBoem cmnbme oH obpallaetca K

200 000-neTHew reoniornyeckon uctopum frotnaHpa.
B KOHTEKCTE 9KOHOMUKM, KYNBTYPbl U arpOHOMUN
aBTOp pacCMaTpUBAET KPYroBOPOT MUHEPASIOB U Te
npouecchbl, KOTopble hOPMUPYIOT OCTPOB CEFOAHA.

HasBaHune nponsBeneHna — 3TO CHOCKa Ha TO, 4YTO
OCTPOB MOABUSICA B CUNYPUNCKUIN NEPUOA U MEANEHHO
nepemMecTuricA OT 3KBaTopa B bantuiickoe mope, roe
cenyac n HaxogutcAa. OouH N3 rNaBHbIX NEPCOHAXKEN
unbmMa cTan TaHUop, KOTOPbIA, MOrpy3nBLUNCE B
cebs, nepemeLlaeTcA No OCTPOBY, a NOCAE HaYMHaeT
Aunanor ¢ 6osblWMM KamHeM. MArkoe ayLeBHoe Yesno-
BEYECKOE Hayasio BCTYMNaeT B KOHTAKT C KAMEHUCTOM
NpvpoAON OCTPOBA.

Ha3aHue BbicTaBkuy «[1ycTb 06nacTb Ballero
NPUCTaNbHOrO BHUMAHWA. ... YMEHbLUWUTCA 1 PacTBO-
pUTCA» — 3TO OTCLIIKA K YNPa>XXHEHWIO, ONUCaHHOMY
B KHure-pykosogctee A Widening Field: Journeys in
Body and Imagination (2014). Ee aBTopbI — TaHL0B-
lwmua, npenogasarersb TEXHUKM AnekcaHaepa u
KpaHuocakparsbHbli TepaneBT MupaHaa TadHennb u
XYOOXHUK-MHcTannAaTop Kpuc Kpukmain. Ynpa>kHeHve
HasbiBaeTcA «[pusemneHune... BpemMa 6biTb TUXUM>»,
€ro Lefb — NepeHecTy BHUMaHWE Ha BHY TPEHHWe
OLUYLLIEHNA HaWero Tena, YTobbl y4lle 0co3HaThb TO,
YTO HaXoAMTCA BOKPYr Hac.

«YMEeHbLINTLCA U pPacTBOPUTLCA» — SHAYUT OCO3HATD,
4YTO CBA3bIBAET Halle Tesno 1 MUP BOKPYT Hac.

[MoyTn pecATb MecAueB A NepenucbiBanach C HOPBEX-
CKOW XYOO0XKHMLIEN, KOMMO3UTOPOM U KOMMEKLMNO-
Hepom OnuH Map OneH Buctep. Tak A ysHana o
nyTeLecTBUK, 3aHECLLEE ee AaneKo OT A0Ma, a 3aTeM
BEpHYBLLUEE ee 06paTHO Ha apKTUYECKNIA LLIBEOCKNIA
octpoB CkomBaap B HopBexckom Mope.

OvieH Buctep — ogHa 13 oCHoBaTelbHUL, Ppe3NaEH-
Typbl ANA XyooXKHNKoB Rost Air. 3aecb 3aHMmaroTcA
SKOJIOrMYECKMMM U FTEOMONUTUHECKUMN TEMaMU,
6yay4n BAOXHOBJIEHHBIMY TPAAULMAMU PbI6AKOB U
3emnegnenbueB CesepHon HopBermm n caamckoro
nobepexxeA. B cBoem TBopyecTBe OvieH Buctep
yOenAeT BHUMaHMe YenoBe4eCcKMM NCTOpUAM U
NO3HAHMAM O 3emsie caMon. OTUM OHa Noxoxa

Ha Cama Cmu1Ta, KOTOPbIA B CBOMX paboTax nuwaet
YenoBeKa LieHTpanbHOM No3numm, NogdepkuBas Tem
caMbIM bosee CroXXHble 3KONOrMYecKne OTHOLIEHUA,
rae YenoBeK — TOMbKO MMLLb YacTuua NpMpoabl.

4 MopTdhonmo Mapue Konbek UsepceH, 2019. -
http://mariekoelbaek.com.

5 Cara o rytax. - https://norse.ulver.com/src/other/gutasaga/
ru.html
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MeToa XyAo>KHULbI — CAYLIATb U CAbIWAaTb, Kak
co3JaeTcH, owywaeTca u no3HaetcAa mup. Ee Booay-
LIEBMAET aMEPUKAHCKNIA KOMNO3UTOP, apTUCTKa

U rymaHuTapHein pabotHuk MNonnHa Onmeepoc.
«AKycTMYeCcKue meamtaummn» Onmeepoc (Sonic
Meditations, 1971) Ha3bIBalOTCA 0340POBUTESNBHBIMA
npakTMKamu, OCHOBaHHbIMM HA HACTPOMKE Tena u
co3HaHuA. OHa BBena B 06uxo4 TEPMUH «rybokoe
cnywaHue» — MeTof, OCHOBaHHbIA Ha NpMHLMNax
MMNPOBU3aLMN, ANEKTPOHHOW My3blKW, pUTYasoB u
MeguTaummn. STOT METOA MOXKHO HasBaTb NCKYCCTBOM
OAHOBPEMEHHO CyLIaTb OKPY>KAloLLYO cpeay u
oTBeYaTb en.

B HoAbpe OneH npurnawaeT Hac eLe B 04HO
nyTewectBue. OHa npegnaraeT, NporynABLINCE MO
OKPEeCTHOCTAM apT-LeHTpa Kai, no3BonnTb Halemy
Teny 1 CO3HAHMIO MPOYYBCTBOBATb AaHHOE MECTO.

«BocnpuHMmMan >KM3Hb Tena Kak 4acTb XXNBOW
NPUPOAbI, Mbl NPU3HaeM cebs 0OQHNM U3 XXNBOTHbIX
TBOPEHMN 3emnn, TakuMm 06pa3om Mbl TOMHUM 1
0CBEeXaeM CBOM MbIC/Y U CO3HaHUE Ha OpraHNyeCckom
YpOBHE».®

lMoHMMaHKWe Toro, YTO Ka)kaaA KieTo4ykKa Hallero
Tena ecTb 4acTb 3eMnu, Ha CEerogHALIHUA OeHb

OAVH U3 Ba)KHENLWMX npuemoB ncueneHna. OgHa ns
BO3MOXXHOCTEW NPOYYBCTBOBATbL 3TY NPUHALMIEX-
HOCTb — 06pallaTbh BHUMaHWe Ha auanor Hallero Tena
C 3eMien, Hanpumep, Yepes eay, CaMu NpPoLEeCChI
NPUHATUA MULLX 1 NULLEBAPEHNA.

JleTom npownoro roga B ceBepHou LLseumn, Ha

nyTn ¢ nobepexba B ropog Jlyneo, A BCTpeTunacb

C UCMaHCKNM XyoOXHUKOM KapnocoMm MoHneoHoM
leHoannom. B TedeHue cneayowmx AByX HeAENb Mbl,
noceluas 6aHn, OTKpbIBaNn cBoe co3HaHue. baHu
Haxo4ATcA Ha 6epery BOAOEMOB. XyAOXHUK Uccre-
ayeT 6aHM Kak npuMeTbl 61aronosnyyva n COBMeCT-
Horo 6biTuA. B TBOpyecTBe MoHneoHa leHganna,
paboTasLiero nosapom B JIoHAOHe, eaa v 340poBbLE
TOXE UrParoT KIIHOYEBYHO posib. Yepes CKynbnTypbl,
OCHOBaHHbI€ Ha ero KyriMHapHon AeATEeNbHOCT!,
leHoann nomoraeT 3puTento oWy TUTbL CBA3b C CAMUM
cobou, C ApYrMMN FHOABMIA U CO BCEM, YTO HAC OKpPY-
XaeT B 601ee LUMPOKOM CMbIcie. «KpyroBopoT
ronofa, HacblWEHNA U NULLEBAPEHNA 06 beANHAET
MOKONEHMA NIOAEN U OEMOHCTPUPYET pasnnyHble
¢bOopMbI XXM3HU», — roBopuT MoHneoH feHgann.

SﬂODOBbe, LeJI0OCTHOCTb N ICKYCCTBO
0340poBJeHnA

Kak TBopyecTBO cBA3aHO ¢ ucueneHnem? U B TBop-
YEeCKNX TepanuaAx, N B TepaneBTUHECKOM UCKYCCTBE
TBOPYECTBO BOCNPMHMUMAETCA KaK OCHOBaHHaA

Ha MHCTMHKTAaX, >XMBaA YacTb LENOCTHOrO CyLEeCTBO-
BaHWA Yenoseka.’

Mo cnoBam Kpukmari u TacbHenn, To, 4TO Mbl CO34a€EM,
CBA3AHO M C YHUKANBHOCTbLIO (hN3NONOrMN KaXxaoro
13 Hac:

«Hawe Teno — aTo No4Ba, C KOTOPOW Ha4YMHAIOTCA
Hawwm No3HaHWA 0 Mupe. (...) MNoa BAuAHMem
CYEeTHOCTM 1 AaBNEeHNA NOBCEAHEBHOW XXWU3HM, Mbl

NIErko CTAHOBMMCA OHEMEBLUUMU, OTAENEHHBLIMU
OT COBCTBEHHbBIX Ten. (...). Korga mMbl nepemelyaemca
13 BHELLHEro Mypa 3ab0T B MUP HaLIMX BHYTPEHHUX
YyBCTBOBaHWMW, TENO NPOOY>KAAET B HAC HE TOMbKO
oLlyLLeHnA, HO 1 Noby>xaaeT K 6onee MeaneHHoMmy,
rny60KOMY OCMbICIEHUIO MPUPOAbI HALLMX YYBCTB,
BOCMOMMWHAHWUIA, UMNYJSIbCOB Y XXENaHUn»8.

B nepuopn HacTynneHnAa cymepe4Horo BpeMeHu roga
Mbl MOXKEM OTNPaBUTLCA B MUp 6onee rmyboknx
OLLYLLIEHUIA N BOCMOMMHAHUIA. Kak TONbKO Bbl paspe-
lwnTe cebe BONTU B KOHTAKT CO CBOUM BHYTPEHHUM
MWPOM, Ha4YHETCA MPOLIECC BOCCTAHOB/IEHMA.

Moyt Tpu ropga Hasapg Nva JiInHgMaH obHapy>xuna,
YTO OTpaBuNach PTYTbIO, MOC/E Yero B (OUHCKON
XyOOXHULE NPOCHYNach YyBCTBUTENBLHOCTb.

910 No3BonAeT JIMHAMaH Ha YPOBHE KMETOYHOro
CO3HaHuA ee Terna BOCNpUHNMaThb 6onbLiee Konu-
YEeCTBO CMrHanoB, NepeBEeAEHHbIX HA A3bIK KapTUH,
MEnoAun, CNoB, OBVKEHUA U KPacoK. [JaHHbIN
MpOLEecCc MOXKHO HasBaTb MHOrOrpaHHbIM CUHTE30M,
W CO-OLLYyLLIEHVEM; XyAOXKHULA Ha3bIBaeT norpa-
HUYHOE NPOCTPaHCTBO MEXAY TESIOM U BOCTIPUATUEM
«CybCceHCopHbIM». Yepes aBa roga nocne oTpas-
neHuvA JInHamMaH NPUCHWICA COH, B KOTOPOM OHa
MOr/ia BUAETb KOCTU XKMBbIX NIOAEN CKBO3b X Tena,
a Yyepes HECKOJbKO OHEN el A0BeNoch onpoboBaTtb
CTapUHHYI0 (OMHCKYO TEXHUKY HAapOAHOro LenuTesb-
cTtBa — Kalevalainen jasenkorjaus.

«Halum kocTn coszpaBanu ceba B TEHEHME COTEH
ThICAY JIET, OHW HECYT B Ce6€ KYNLTYPHYIO NaMATb»,
otmeTuna lNua JinunamaH B 2016 rogy. «TexHuka
Kanesana» ctana gna JIMnHoMaH 1 OTKPbITUEM, 1
TBOPYECKUM METOAOM. XyAOXKHML, OLyLaA cuiy
MecTa Unu opyrux nogen, HanpaeBnAaeT 3Ty SHEPTUIO
B CBOW KapTWHbI, Ha3biBaA nx gnarpammamu. The
Subsensorial, Between Organisms, Consciousness,
and Matter — ponncaHHaA JoKToOpckaaA aucceprauma
JInHomaH — ee BKNaa B COKpalleHne NponacTti Mmexay
HayKOW MU NCKYCCTBOM, UCLIENEHNEM 1 TBOPHYECTBOM.

Monogaa acToHcKaa XyaoxHuua u gusaviHep CaHppa
KocopoToBa 3aHumanach nsy4yeHumem LenebHbix
CBOWCTB MBaH-4adA. OTo flyde3apHoe pacTeHme
rocne NecHbIX NoXapuly npopacTaeT NepBbIM, TEM
caMblM BO3POXK,4aA MOYBY U AapA LENUTENbHYO0
CUny poCTKaM HOBOro. ONUKCUP MBaH-4aA nogaep-
>KMBAET SMOLIMOHANbHbIN W 3HEPreTu4ecKknin 6anaHc
Hallero Tena n nomoraeT nsbexkatb BbIrOpaHuA.
Kak Mbl ucnosb3yem CBOE Teno, OTpaxkaeTcA Ha
HalleM OTHOLLEHMW K 3KCNyaTaumm Tena 3emnm u
HaobopoT. OT 6naronony4na 0gHOro 3aBMCKT bnaro-
nony4ve opyroro. Tak u npoucxoamut — Mbl BUAUM,
Kak HEKOTOpbIE JIF0AM HUKHYT OT BbIrOPaHuA, B TO
BPeEMA Kak Hawa 3emsa cTpajaeT OT M36bITOYHOro

6 David Abram. The Spell of the Sensuous: Perception and
Language in a More-than-Human World. New-York: Vintage
Books. 2018, 167.

7 Nora Swan-Foster. Jungian Art Therapy: A Guide to Dreams,
Images, and Analytical Psychology. London: Routledge. 2018,
167.

8 Miranda Tufnell and Chris Crickmay. A Widening Field:
Journeys in Body and Imagination. Hampshire: Dance Books
Ltd. 2004, 3.
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NCNosb30BaHUA MPUPOOHBLIX PECYPCOB U TOXE
HY>X4aeTcA B OTAbIXE, YTOObl BOCCTAHOBUTH PaBHO-
Becue. B pamkax BbicTaBku KocopoToBa co3gaeT
paboyee NPOCTPAHCTBO, FAe NPOBOAUT MacTepckue,
NCronb3yA U3BECTHbIE B XYA0OXKECTBEHHON Tepanuu
npuembl. XyaoXKHuUa cobupaeT ManieHbKyo rpynmny

NIOAEN 1 Lar 3a LWarom roToBUT UX K SUMHEMY CEe30HY:

BMECTE OHW YNTAKOT, NMULIYT U MAcTEPAT U3 TKaHMU,
a Tak>xe pa36|/|par0TCF| B CNNOXHbIX YyBCTBaX, TaAKUX
Kak 0AMHOYeCTBO M 60e3Hb, YTO YaCcTO NPOABNA-
IOTCA UMEHHO B TEMHble MecALbl roga. B atmocdepe
MaCTEPCKMX TPEBOXKHbIE TEMbI JO3BOMEHbI, YYaCTHUKM
obcy>xaaloT ux, nogaep>kmean opyr apyra.

«[103BOHOYHUK, CITOBHO peKa, MANKO pacTeKaeTcA no
NMOPUCTOM NOBEPXHOCTU AepeBAHHOro nona. AuHa-
MWYHbIE NEPENIETEHNA TKaHEeN Tena u KOCTU XpaHAT
camble rnyboKne BOCNOMUHAHUA, OTNeYaTKy SMOLMO-
HanbHbIX «NaHaWwadgToB», N0 KOTOPLIM A Bpoauna.

BarnAag obpatleH BOBHYTpb. A Aenaro BblAoX, U MOA
BHYTPEHHAA aTMOocepa BCTpeyaeTcA ¢ atTmocqepom
KOMHaTbI. [lpeaaHHbIA BHYTPEHHUIA PUTM, 3XO0 Mynbca
BHYTPW U BOKPYT. HUTK TkaHen cepaua 3akpy4u-
BalOTCA B CNMpanu, Tam BCTPeYatTCA ABa NOTOKa
KpoBu. CBALLEHHbIE KOCTU, A OLlyLLIalo UX B cebe.

A HaxoXy YTO-TO APEBHEE B CTEP>KHE MO3BOHOYHMKA.
(Kanbe, 2019)°

B TeyeHune nAaTu Be4epos, Ha 3akarte ¢ 19:05

B ceHTABGpe no 15:41 B HoAGpe, Hene Cyncany
nnaHupyeT co3aathb B apT-LeHTpe Kai uenurensHoe
BPEMEHHOE MPOCTPaHCTBO C MCMOJIb30BaHWEM
OBWKeHWA u ronoca. TeopyectBo Cyricany 0CHOBaHO
Ha COBPEMEHHOM TaHLUe. XyAoXXHMLA C MOMOLLLIO
comatumyeckomn paboTbl TeNna 1 Bokanusaumm CUHXpOo-
HU3NPYET LEeNMTEeNbCTBO/MCLENEHNE C TBOPHECKMMM
npoueccamu. Cyricany paccMaTpmBaeT UCLENeHne
Kak BOCCTaHOBJIEHME LIENTOCTHOCTM Yenoseka. [Npouc-
Xo4ALlee OLyLIaeTCA Kak BHYTPEHHee cornacoBaHne
Ha YPOBHE MbIC/IEN N YYBCTB U BbIpaXkaeTCA B OCMbIC-
NEHHOM cyulecTBoBaHUM. OnMLETBOPEHME NPaKTUK
OCHOBaHO Ha nccnegosaHum Cyncany nynbc-repanum
B KOHTEKCTE xopeorpadum 1 ABNAETCA rMaBHbIM B ee
TBOpYeckoM meToae. CBoe uccrnenoBaHve oHa Hanu-
cana nog pykosoactsom ®driopeHca AyreHapa.

Cono «[NosBonb cebe...» — 3TO HOBOE NPON3BELEHNE,
CcO34aHHOE B XXUBOM Auarnore ¢ TeMmamu BbICTaBKW.
Pabounin npouecc Cyrcany BoO MHOroM ABNAETCA
MPOCTO XXM3HbLO, TO €CTb CMOHTAHHBLIM ABVMXXEHUEM OT

MOMEHTa K MOMEHTY. [lpaMaTtyprus 3Toro coso onvpa-

€TCA Ha NPaKTUKY «NATU PUTMOB>» aMePUKaHCKOro

TaHuopa 1 My3bikaHTa labpuana PoTxu. Ero npakTuky

Ha3bIBalOT «NEePEXOAHON Tepanuen», okasblBaroLwemn
Ha TeNno YenoBeKa NcMxoTepaneBTUYecKnn ahheKT.

Mo norvke PoTxu, B NpupoAae sHeprua aBmxeTcA
BOJIHOOBPA3HO, MO3TOMY chmnsndeckas, SMOLMO-
HanbHaA U MHTENNEKTYalNbHaA SHepPrua YenoBeka
paboTatoT No ToMy >e npuHuuny. NMossonana cebe
6ecnpenATCTBEHHO BMUTLIBATb 3TY UMKIIMYHYIO ANHA-
MWUKY BOJTH, YEMNOBEK TEM CaMbiM BOCCTaHaBNMBaETCA
Ha pasHbIX YPOBHAX.

Jllo6aa BonHa 3akaHYMBaETCA PUTMOM TULLVHbI, U TaM
cobpaHbl BCce npeablayne putmbl. B Tuwm HovHoro

WS MIHOTO BPEMEHM OTAbIXa HAXOAAT NPUCTaHMLLE W1
npoLecchl pas3BuTnAa, u 6onee rnybokue, NoTaeHHbIe
nocnenoBaTenbHOCTU. TULWMHA «MATOro puTMa» —
3TO M eCTb (hpasa NpeBpaLleHMA BHELUHEN ONHAMUKN
BO BHYTPEHHIO HENOABUXHOCTb. Kak Mbl y>ke
OOHaXKObl 3aMETUIN, KPECTbAHE 3HAIOT, YTO AEHb
BCcerga HauMHaeTcA € Houn. Tak e, Kak My3blka
Ha4MHaeTCA B TULLIMHE, AeHb POXA4AeTCA BO TbMe
HOYHOW. YTO BO3HUKAET Tenepb, B HOBOM Kpyre?

Kak Henb3Aa KcTaTtn NpuxoAaAaTcA cnosa AHHbI
XannpwH'®, HoBaTopa B 06n1acT! NOCTMOAEPHUCTCKOIO
TaHua, MevTaBLUen 06 NCKYCCTBE, KOTOPOE Obl
03By4MBasIO rMaBHbI€ XXN3HEHHbIE BOMpPochl. OHa
Tak>ke MedTana o byayliem, Koraa «MCcKyccTBO CHoBa
CTaHeT yBaxkaemo brarogapa cBoen CrnocobHOCTH
BAOXHOBNATb, Y4UTb, TPAHCOPMUPOBATL U UCLENATL>,
a Tak>Xe 0 TaHue, KOTopbl HaxoauncaA 6bl B rapMOHMK
C cunamu npupoabl U He JOMUHUPOBAN Han 3eMnen,

a 3Ha4uT, 1 HaJ TENOM.

9 M3 3ameToK XaHHbI Jlaypbl Kanbe nocne ceaHca
comaruyeckomn Tepanum. 2019.

10 Peub AHHBI XannpuH Bo BpeMA BpyYeHUa npemun Arts &
Healing Network. 2006.
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Kaesolev triikis saadab kaasaegse kunsti biennaali Tallinna Fotokuu, mille pdhiprogrammi naitused
toimuvad Eesti Kaasaegse Kunsti Muuseumis, Tallinna Kunstihoones, Kai kunstikeskuses ja kinos S&prus.
Biennaali satelliitprogrammi slindmused toimuvad Tallinna naitusepaikades ja linnaruumis.

This publication accompanies the contemporary art biennial Tallinn Photomonth. The exhibitions in

the main programme take place at the Contemporary Art Museum of Estonia (EKKM), Tallinn Art Hall,
Kai Art Center and Soprus cinema. The events in the satellite programme take place at exhibition venues
in Tallinn and in the city space.

[laHHOe neyaTHoe nsgaHve NoAroToBNEHO K BUEHHANE COBPEMEHHOIO UCKYCCTBA «TanfMHHCKNIA MecAL
choTorpachmu». BeicTaBky, BXOAALME B COCTAB OCHOBHOW NPOrpammbl, IPonayT B ACTOHCKOM My3ee
coBpemeHHoro nckycctea (EKKM), TannuHHckom Jome MckyccTBa, apT-LeHTpe Kai n knHoTeatpe «Chinpyc».
MeponpuaTuA B pamkax ConpoBoAMTENbHOW NporpaMmbl GUeHHane CoCTOATCA B TASIMHHCKUX rafiepeax

1 Ha Opyrux ropoAackKux nnowagkax.
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Kai Art Center, 21.09.-1.12.2019
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YMEHbLUMUTCA U pacTBOPUTCA»
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