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Nende uskumuste v&i mitte-uskumuste varjus [...] on veel iks uskumus, [...] mida jagavad (ihtmoodi
koik totalitaarsed valitsejad ning inimesed, kelle mdtteid ja tegusid totalitaarne reziim enda jargi

joondab, on nad sellest teadlikud voi mitte. See on samaaegne usk, et inimene on kdikvoimas, aga et
inimesed voivad olla ka tarbetud; see tdhendab uskuda, et kdik on lubatud, ning mis veelgi jubedam,

et koik on voimalik.

Hannah Arendt

KUI UTLED,
ET KUULUME VALGUSESSE,
KUULUME AIKESESSE

Kéesolev naitus lahtub huvist kliima-
kaose tekitatud pstihholoogiliste
reaktsioonide ning geograafiliste kujutiste
vastu, mille kaudu motestada inimese
maailmas olemist. Naitus kasitleb

ka selle problemaatika materiaalseid
latteid ning pakub valja kujutlusliku
uurimuse kahe idee, territooriumile
kuulumise ja territooriumi omamise
teemadel. Kuulumine on sageli seotud
emotsioonidega, omamine viitab aga
puhtalt majanduslikule suhtele ning

on jatkusuutlikkuse ja hoole seisukohalt
sageli vastassuunaline protsess. Naitus
on koostatud motteharjutusena, et
lahata ,,asjaomase territooriumi“ madistet.

Juba 1958. aastal kirjutas Hannah Arendt
oma raamatus ,Inimolemise tingimused*
maast voorandumisest. Rohkem kui
kiimme aastat enne seda, kui pilt sinisest
kerast inimeste ndgemust planeedist
igaveseks muutis, hoiatas Arendt,

et satelliitide kosmosesse saatmine
muudab inimese suhet maaga igaveseks.
Ta vaitis, et kosmosereisid ja lennureisid
ning enese nagemine tehnoloogilise ja
maast kaugelasuva silma kaudu tekitab
voorandumise, mis lahtub valemuljest,
nagu oleks meil véimalik maalt lahkuda.!
Arendti teooria aitab motestada ka
viimasel ajal taastadrganud huvi Kuule
reisimise vastu, mida propageerib
naiteks Elon Musk? ning mis jatab mulje,
nagu oleks usk pogenemiseks vajaliku
tehnoloogia arendamise voimalikkusesse
tugevam kui usk vdimesse elustiili
muuta. Vaidetavalt on just nimetatud pilt
sinisest kerast liks pohjus, miks inimene
ei tunne, et on maa kui biosfaariga
tihedalt seotud - eemalseisvast perspek-
tiivist tehtud pilt on juurdunud palju
stigavamale inimeste teadvusesse kui
maad |lahemalt kujutavad pildid, nagu
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naiteks labildige pinnasest. Saada aru,
et kuulume siia planeedile ning et oleme
osa piiratud voimalustega okoloogilisest
slisteemist, ei ole lihtne. Veelgi raskem
on aga pidada end taimede ja loomadega
samavaarseks ja keerukas dkoslisteemis
uksteisest sOltuvateks maa-asukateks -
seda lddnemaailma ajaloost tuntud
inimese erilist positsiooni rohutavate
bioloogiliste ja religioossete arusaamade
tottu.

On siiski aga uUiks kontekst, mille
raames on kuulumise ideed kergem
omaks votta ning kus seda on ka palju
motestatud. Nimelt rahvusriikluse
puhul on kuulumise teema iga riigi
alusmiitoloogiaga tihedalt poimitud.
Just eriti rahvusromantism, 19. sajandi
keskpaigas Euroopas levinud kunsti-
lilkumine, kinnistas ja idealiseeris
rahvusriigi kuvandit, mis keskendus
uhele etnilisele grupile, kes elab

oma pikaaegses asupaigas ning
kujundab milidi loomist rahvusriigist.
Parast Teist maailmasdda liiguti
globaalse Uihtsuse idee poole ning
poliitikas rohutati koost66d ja piiride
ogvendamist, kuid praeguseks on
toimunud margatav muutus. Praegust
poliitikat iseloomustab aina joulisem
taandumine globaliseerimise juurest
ja tagasipoordumine protektsionismi
ja rahvusluse poole. Brexit naib olevat
poordeline hetk, mil ilmselt pika

aja jooksul ladestunud ja poliitikute
tdhelepanuta jddnud antiglobaalsed
meeleolud taas pinnale tousid.

1 Hannah Arendt, The Human Condition, 1998, |k 264.

2 Time Magazine, Elon Musk Told Us Why He Thinks We
Can Land on the Moon in ‘Less Than 2 Years’, 18.07.2019.



Parast kiilma s0ja aegsete ideoloogiliste
blokkide lagunemist toimub polari-
seerumine praeguses maailmas riikide
endi sees ning tundub lahtuvat
eriarvamusest selles osas, kuhu erinevad
inimesed end arvavad kuuluvat. Kui
osa rahvastikust, kes elab enamasti
Uksteisega sarnanevates suurlinnades,
tunneb end maailmakodanikena, siis
on Laaneriikides ka suur osa sageli
maal elavaid inimesi, kes end niisugu-
ses maailmas hasti ei tunne ning
seega kasutavad nad demokraatliku
haaletamisprotsessi kaudu voimalust
protesti avaldada. See osa rahvastikust
haaletab globaalse vastu ja sulgumise
poolt, soovides péérduda rahvusriigi

kui ainsa ja ainudige kodu juurde, kuhu
sisserandajaid ei oodata. Seda nihet voib
margata vaevu hoomatavas kultuurisojas,
mis koondab oma tahelepanu naiteks
folkloorile ja teistele spetsiifilistele
kultuuriparandi liikidele, ning vagagi
avalikult toimuvas majandussdjas, mille
eestvedajaks on USA president, kes on
protektsionismi lisna grotesksel kujul
taas paevakorda toonud.

Niisiis tekib huvitav kiisimus, kas
Iaheneva kliimakatastroofi ja justkui
refleksina tekkinud soovi vahel
rahvusriigist taas varjupaika leida on
pohjuslik seos. Bruno Latour arvab, et
on. Ta leiab, et kliimakaos ja ksenofoobia
on omavahel seotud ning toob vilja
klassiklisimuse, vaites, et ,rikkad
pogenevad oma maksuparadiisidesse,
tavainimesed suunduvad mé6dunud
aegade rahvusriikidesse.“® Latouri jaoks
on Trumpi valjumine Pariisi kliimaleppest
oluline, kuna toi avalikkuse ette
suhtumise, et aineline maailm, milles
uks riik elab, ei ole teise riigi probleem.
Amitav Ghosh toob vilja, kuidas pikk
koloniaalajalugu on tekitanud sligava
riikidevahelise I6hestumise ning et ka
sisuliselt mittesiduv Pariisi kliimalepe on
jarjekordne toend sellest, et Laas, olles
ise katastroofi pohjustanud, ei soovi
tegelikult kliimadiglusele plihenduda,
kuna ollakse soodsamas olukorras

kui globaalne 16una.* Prognoositud

n-0 ,relvastatud paastepaadi poliitika“
stsenaarium tahendaks kliima-
katastroofiga tegelemist ainult Ldane
inimeste huvidest lahtudes ning looks
olukorra, kus Laane rahvusriigid on
kliimapogenikele suletud.® See tooks
taas paevakorrale idee, et nii Siilria
konflikt kui ka praegu Kesk-Ameerikast
lahtuv rédnne on pdhjustatud rangast
pouast.

Kui kuulumise idee on alati hoolikalt
konstrueeritud ning territoorium ja seal
elav etniline grupp on alati kahanemise
ohus, siis omamine on aga hoopis
teistsuguse tdhendusega. Sona ,omama“
kasutatakse pragmaatiliselt, et tahistada
emotsioonideta suhet territooriumi ja
selle loodusvaradega ning omand voib
vabalt olla ka piiridelilene. ,Omamine* ei
ole seotud ,koduga“, vaid ulatub tagasi
istanduste ja kurnava maakasutuse
ajalukku ning lahtub eelkdige huvist
loodusvarasid maailmaturul miuda.
Ajalooliselt on selline praktika de facto
loobunud igasugusest vastutusest

maa tuleviku voi seal elavate inimeste
sotsiaalse ja poliitilise olukorra halve-
nemise ees. Ja veel tdnapédevalgi on
maad kurnava tegevuse liheks oluliseks
tunnuseks, et maa asub selle omaniku
koduriigist valjaspool, territooriumil,
mida ettevotja omaenda koduga ei
seosta. Emotsionaalse suhte puudumise
tulemusena jaab puudu ka hoolest ning
seetottu on vastandus kdesoleva naituse
kontekstis just niisugusena vélja toodud.

3 Eurozine, For a Terrestrial Politics: An Interview with
Bruno Latour, 06.02.2018.

4 Amitav Ghosh, The Great Derangement: Climate Change
and the Unthinkable, 2016, |k 158.

5 Christian Parenti, Tropic of Chaos: Climate Change and
the New Geography of Violence, 2011, 1k 11.
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Underlying these beliefs or non-beliefs [...] is another belief [...] shared by all totalitarian rulers, as
well as by people thinking and acting along totalitarian lines, whether or not they know it. This is the
belief in the omnipotence of man and at the same time of the superfluity of men; it is the belief that
everything is permitted and, much more terrible, that everything is possible.

Hannah Arendt

WHEN YOU SAY
WE BELONG TO THE LIGHT
WE BELONG TO THE THUNDER

This exhibition originated in a curiosity
for the psychological reactions to
climate chaos and the geographical
imagery used for how we imagine
inhabiting the world. From this starting
point, and a desire to look at the
material basis of the topic, the exhibition
proposes an imagined study of two
notions of relating to a territory, namely
the notion of ‘belonging to a territory’
and the notion of ‘owning a territory’.
While ‘belonging’ has a very emotional
connotation, ‘owning’ entails a purely
economic relation, having opposite
implications when it comes to care

for future livelihoods. The exhibition

is intended as a thinking exercise to
understand the mental construction
of a ‘territory of concern’.

As early as 1958, Hannah Arendt coined
the idea of ‘earth alienation’ in her
book The Human Condition. More than
ten years before the image of the Blue
Marble changed our image of the planet
forever, on the occasion of the launch of
the first satellite into space, she warned
that it would change our relationship

to the earth. According to her, the
emergence of space and air travel, and
the possibility of looking at ourselves
from a perspective mediated through
technology, far removed from the earth,
would create an alienation through the
false impression that we can ‘escape the
confines of the earth’! Arendt’s theory
is useful as a possible explanation for
the recent renewed interest in moon
travel propagated by figures like Elon
Musk,? that give the impression that

a belief in the human capacity to develop
technology for escape is stronger than

a belief in the capacity to change our
lifestyle. The image of the Blue Marble,
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it is argued, is precisely one of the images
that has caused the current disconnect
from the earth as a biosphere, since

it has imprinted the image of the ‘earth’
from the perspective of globality and
remoteness instead of imagining the
earth close by through, for example,
images of a cut-through of soil. If perma-
nently belonging to the globe and
accepting our rootedness in a world with
limited ecological capacities is not easy,
then thinking of our place on earth on

an equal footing with plants and animals,
interdependent with all organisms in

a complex ecosystem seems to be even
harder following a Western history

of biological and religious narratives

of exceptionalism.

One area in which thinking and
imagining ‘belonging’ is easier, and
has been well articulated, is at the
level of the unit of nation states, where
belonging has been meticulously
elaborated with specific founding myths
by each country. In particular, Romantic
Nationalism, a movement in the arts
that swept through mid-19th century
Europe, solidified the idealized image
of the nation state as an ethnic group
living on a primary soil and helped
install a real tradition of nation state
myth-making. If in the world order after
World War Il images of global unity
were created, and politics moved in the
direction of collaboration to downsize
borders instead of fortifying them, then
today marks a shift in current politics

1 Hannah Arendt, The Human Condition, 1998, p. 264.

2 Time Magazine, Elon Musk Told Us Why He Thinks We
Can Land on the Moon in ‘Less Than 2 Years’, July 18, 2019.



away from globalization and back
towards protectionism and nationalism.
Brexit seems to have been a pivotal
moment when an anti-antiglobalization
sentiment unexpectedly emerged that
had probably been building under the
surface but had been overlooked by
politicians.

Since the dialectics of the Cold War
ideological blocs have gone, the
polarization now exists within countries
and seems to stem from a disagreement
about the unit to which people feel
they belong. If a part of the population -
generally labelled as those living

an urban lifestyle in interchangeable
cosmopolitan cities - feels comfortable
belonging to the world as a world
citizen, then another large part of

the population in Western countries,
especially those who inhabit rural areas,
feels uncomfortable in this reality and
is using their vote in the democratic
election process as a voice of protest.
This population votes against the global
and towards containment, in favour of
shrinking back to the nation state as
the sole and exclusive unit of the home
where migrants are no longer welcome.
This shift is noted in a subtle cultural
war to regain identity through a renewed
focus on, for example, folklore and other
specific spheres of cultural heritage and
is pronounced clearly in economic wars
that are fought openly by the president
of the United States, who is bringing the
rhetoric of protectionism to grotesque
proportions.

An interesting question, then, is whether
there is a direct causal connection
between the impending climate
catastrophe and the reflex to hark
back to the imagination of the nation
state, possibly to serve as a shelter.
Bruno Latour says there is. He draws
a link between climate chaos and
xenophobia and points to the question
of class, saying that “the wealthy flee
to their offshore havens, the common
people head for the nation-state of
yesteryear”.? Latour sees Trump’s exit
from the Paris Climate Agreement as an
important moment that introduced the
idea that the material world that one
country inhabits is not the problem of
another country. Amitav Ghosh, on the
other hand, points to a long historical
continuum of colonial divide and

the non-binding character of the Paris
Climate Agreement, as an earlier clear
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proof of the West’s lack of commitment
to climate justice, having caused the
disaster but being dealt better climate
cards than the South.* The predicted
scenario of a ‘politics of the armed life
boat’, which would mean managing the
climate disaster in favour of Western
people only, Western nation states
boarded up against climate refugees®
takes on an anachronistic character with
the thought that both the Syrian conflict
and the current Central American wave
of migration were partly caused by
severe drought.

While the notion of ‘belonging’ is
carefully constructed and the territory
and the ethnic group it covers is always
susceptible to shrinking when faced
with fear, the notion of ‘owning’ is very
different. ‘Owning’ is a term that is
used in a pragmatic way to signify

an emotionless relationship to territory
and its natural resources, and this
understanding expands easily across
borders. The practice of ‘owning’ that
doesn’t overlap with ‘home’ is rooted

in colonial histories of plantations and
extractivism, the practice of extracting
natural resources with the goal of selling
them on the world market. It has de facto
historically not carried any responsibility
for the future condition of the land or
the negative social and political impacts
for the people who inhabit it. And until
today, one of the main characteristics
of the extractivist dynamic is that it is
active abroad, on a territory that the
entrepreneur in question does not have
an imagination of ‘home’ with. This lack
of emotional tie and as a consequence,
lack of care, is the very reason for the
juxtaposition.

3 Eurozine, For a Terrestrial Politics: An Interview with
Bruno Latour, February 6, 2018.

4 Amitav Ghosh, The Great Derangement: Climate Change
and the Unthinkable, 2016, p. 158.

5 Christian Parenti, Tropic of Chaos: Climate Change and
the New Geography of Violence, 2011, p. 11.

B ocHoBe 3TOM Bepbl UK ee OTCYTCTBUA [...] NeXUT apyraa Bepa [...], KOTOpYO pasgenalT Kak Bce
TOTanuMTapHbIe NpaBuUTeNu, Tak 1 NIOAN, AyMaroLlme 1 AeNCTBYoWmMe No TOTaIMTapHOMY CLEHAPUIO —
HEeBa>kHO, CO3HAKOT OHUM 3TO UNN HET. ATO — Bepa BO BCEMOTryLLECTBO YeI0BEKa 1 B TO Xe BpeMsA
B N36bITOYHOCTb NI0AEN; 9TO Bepa B TO, YTO BCE AO3BOMEHO, U, YTO ropasao cTpallHee, Y4To BCe

BO3MOXHO.

XaHHa ApeHaT

KOI'OA Tbl TOBOPULLDb,
YTO Mbl NMPUHALJIEXXKUM CBETY,
Mbl MPUHAONEXNM TPOMY

Wpena co3pgaHnA 9TOM BbICTaBKU
poaunack U3 nHTepeca K ncuxono-
MMYeCKON peakummn Ha KNnumaTnyeckun
Xaoc U reorpaduyeckme n3obpaxeHus,
N3 KOTOPbIX peasibHO, B HaLLeM
npeacTaBfieHUn, U COCTOUT NnaHeTa.
TouKowm oTcHeTa CNy>XXUT TakXxe
XenaHne pacCcMOTPETb HEMOCPEACT-
BEHHYIO MaTepuarsbHyl0 OCHOBY
Bonpoca. BeicTaBka npeanaraet
BOOOpaXkaemoe nccneaoBaHme AByX
MOHATUIN, CBA3AHHbIX C OTHOLLEHNEM

K TeppUTOpmUn, 8 UMEHHO, NOHATUE
«NPUHAANEXHOCTb K TeppUTOPUM»

N MOHATME «BnafeHne TeppuTopmen».
Ecnu «npuHagne>xXHocTb»
noapasymeBaeT APKUe aMouuu,

TO «BnageHue» CONpPA>XXeHO C YUCTO
9KOHOMUYECKUM B3aMMOOENCTBUEM,
KOTOpPOEe MOXET NpUBecTn K obpaTHOMY
aheKTy, Koraa HacTaeT Yepen
no3aboTuTbCcA 06 YCNOBUAX XXU3HU

B byayuwiem. OTa BbicTaBka 3agymaHa
KaK MbICNUTENbHOE ynpaXKHeHve Ha
MOHMMaHWe MeHTasNlbHOW KOHCTPYKLUUK
«TeppuTopum, NpeacTaBnALen
NHTEpec».

Ve B 1958 rogy XaHHa ApeHaT
cchopmynmpoBana B CBOEN KHUre
«CuTyauma yenoseka» naeto
«OTYY>XAEeHUA oT 3emnu». bonee

4YyeMm 3a AeCATb NeT A0 TOoro, Koraa
doTorpadpua «ronyboro wapunka»
(aHrn. The Blue Marble) HaBcerga
U3MeHuna Hawe npeacraBneHne

O POAHOM NnaHeTe, ele nocne
3anycka nepBoro cnyTHuUKa unocod
npepocTeperana, 4to 3TO U3MEHUT
Hawe oTHoweHue K 3emnen. CornacHo
ApeHaT, pa3BuTre BO3AYLIHOMO U
KOCMWYECKOro TpaHcrnopTa, a Takxe
BO3MOXHOCTb MOCMOTPETbL Ha cebA

B CO3JaHHON NOCPEeACTBOM TEXHONOMMN
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nepcrneKkTuBe — U3 fanekoro KocMoca —
poXxaaeT oTyy>XAeHue, 06yCnoBneHHoe
NOXHbIM Y6EXAEHUEM, YTO Mbl MOXEM
«cbexatb 3a npeaensl 3emnu».! Teopua
ApeHAOT MOXET oKa3aTbCA NOSIE3HOM
npu o6bACHEHNN BO30O6HOBUBLLErOCH
HeJaBHO MHTepeca K noneTtam

Ha JlyHy, KOTOpble NponaraHaupyoT
neatenu Bpoae MnoHa Macka?,
co3aaBas BrnevyaTnieHune, YTo Bepa

B CMOCOBHOCTb Yenoseka n3obpecTu
TexHonorum ana nobera cunbHee
BEpPbI B CMOCOBHOCTb UBMEHEHUA
Hawero obpasa >XW3Hu. VIMeHHOo
doTorpaduma «ronyboro wapuka»,
Kak yTBepxxgaeTcd, ctana ogHuM 13
06pa3zos, 06yCNOBMBLUNX CEMOAHALLIHWIA
paspbIB ¢ 3emnen kak buoctepon,
Tak Kak OH yTBepann obpas

«3emnu» ¢ rnobanbHOWN N yaaneHHoun
nepcneKTuBbl — BMECTO TOrO,

4yTO6bI NPEeaCcTaBUTbL 3emnto 6N3KO,

K npumepy, Yyepes n3obpaxeHun
paspesa noyssbl. [puHagnexatb
HEN3MEHHO 3eMHOMY Liapy u
NPUHUMATb Hawy NPEeeMCTBEHHOCTb

B MUPE C OrpaHUYEeHHbIM 3KONOrn-
YeCKUM NOTeHUnanomMm CoOBCEM He
npocTo. Ho nocne 6nonornyeckunx

N PENUTMO3HbIX HappPaTMBOB
UCKJTIOYNTENBHOCTU, AOMUHUPYIOLMX
B 3anafHou KynbType, KaxeTcA, ewe
CNOXXHee NOHMMAaTb Halle MECTO Ha
nnaHeTe BO B3aUMOCBA3N CITOXXHOM
9KOCUCTEMbI CO BCEMU OpraHn3Mamu,
npu3HaBaTb paBHbIMKU ANA cebA npasa
pacTeHUn 1 XXMBOTHLIX Ha 3emMnio.

1 Hannah Arendt, The Human Condition, 1998, C 264.

2 Time Magazine, Elon Musk Told Us Why He Thinks We
Can Land on the Moon in ‘Less Than 2 Years’, 18.07.2019.



TeppuTtopunA, 0 KOTOPOM npoLye
AymaTb B KIOYe «NPUHAANEXHOCTU»,
YTO y>XKe He pa3 paccMaTpuBasnoch,
ABNAETCA YPOBHEM HAUMOHAsbHOrO
rocynapcTea, NPUHaANEeXXHoOCTb

K KOTOpPOMY TLlaTesnbHO nponucaHa

B MUdhax O 3apo>XXAEHUN HAUUN KaXkaoun
CTpaHbl. B 4acTHOCTW, pOMaHTU4ECKNIA
HaunoHanNn3Mm — HanpasfeHune

B UCKYCCTBe, NpoKaTusLLeecH

no EBpone cepeaunHbl XIX Beka, —
ynpouun ngeannampoBaHHbI o6pas
HauWoHanNbHOro rocynapcTea Kak
3THUYECKOWN rpynnbl, NPOXuBaoLwen
Ha «M3HayasnbHOMW 3emne», n
cnocobcTBOBas BHEAPEHMIO
COBPEMEHHOWN Tpaamumm MmdoTBOp-
YyeCcTBa HaUMOHaNbHOro rocygapcTaa.
B muponopaake, yctaHoBMBLUEMCA
nocne BTopon MMpOBOMN BOWHLI,

6bInn co3aaHbl 06pasbl rnobanbHOro
€[VHCTBA, a NONUTUKKN B3ANUN KYpPC
Ha COTPYOHNYECTBO MO YMEHbLUEHWIO,
a He ykpenneHuto rpaHuu. CerogHaA
K€ Mbl ABNAEMCA CBUAETENAMM
nepemMeH. [1nAa nonuTuku cenyac
XapakTepHO Bo3pacTatollee
OTCTpaHeHne oT rnobanusauuu,
BO3BpaT K NPOTEKUNOHU3MY 1
HaunoHanuamy. [lymaetca, 6pekcut
cbirpan posnb NOBOPOTHOrO MOMEHTA,
Korga peanbHOCTb HACTPOEHUN
aHTurnobannsma ACHO o603Ha4vunNa
npoucxoasllee BHyTpy obLLecTBa,
HO HE 3aMeYeHHOoE MONMNTUKAMM.

Mocne ynpasgHeHWA XapakTepHbIX
AnA nepuoga XonoaHON BOWHbI
naeonoru4yecknx 6s0k0B nonApusauna
nepemecTunacb HenocpeaAcTBEHHO
BHYTPb CTpaHbl 1, NO-BUAMMOMY,

6epeT Hayano B pa3Hornacuax
OTHOCUTENbHO €ANHULbI TEPPUTOPUN,

K KOTOpPOW Noan YyBCTBYIOT cebA
npuHagnexawmmm. Ecnu yactb
HaceneHusA, 0606LWeHHO ykasaHHaA
Kak rpynna, Kotopas fierko MeHAeT
MECTO MPOXMBAHNA B KOCMOMOSNTHbIX
ropogax, owyuaeT cebA «rpa>kjaHMHOM
Mupa» KoOMpopTHO, TO Apyrasa

KpyrnHaA 4yacTb HaceneHua 3anagHblx
CTpaH, 0COBEHHO XXMTENMMN CENbCKOWN
MECTHOCTW, YyBCTBYET ce6A B TAKOM
MUPOYCTPOMCTBE HEYIOTHO U B NpoLecce
AEMOKPaTUYECKNX BbIGOPOB MCNOSb3yeT
CBOW ronoc AfA Bblpa>eHNa npoTecTa.
OTa 4acTb HaceneHuAa ronocyeT
NpOTUB rnobanusaumm n B NONb3y
n3onAauuK, 3a Bo3BpalleHne

K HauMOHanbHOMY rocynapcTBy Kak

K OOMY AnA n3bpaHHbIX, rAe MUrpaHTbI
He NPMBETCTBYIOTCA. QTN NEPEMEHDI
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YNOBWUMbI B CKPbITOW KYNbTYPHOW BONHE
3a BO3BpaLlleHne NOeHTUYHOCTN Yepes,
K Npumepy, BO3POXXAEHNE BHUMaHNA

K (pOnbKopy 1 ApyruMm cneumguyecknm
TeMaM KynbTYpHOro Hacneama, u 4eTko
NpoBO3rnawarTCA B 9KOHOMUYECKMUX
BOWHaX, KOTOPbI€ B OTKPbITYIO BeAeT
npe3naeHT CLUA, noBeaa putopuky
NPOTEeKUMOHM3MA A0 FPOTECKHbIX
macliTabos.

[MoaToMy MHTEpecHO caMo Hanu4ue
NPAMOWN NPUYNHHO-CNEACTBEHHON
CBA3M MeX Ay Yrpo30M KIMMaTn4eckon
KaTtacTpobl 1 pednekcom yxBaTuTbCA,
CNNOBHO B Noucke npubexuiia,

3a 06pas HaunoHanbLHOro rocyaapcTaa.
BpyHo JlaTyp cunTaeT, 4To CBA3b

eCTb U yCTaHaBNnBaeT ee mexay
KNUMaTU4eCKMM XaoCoM, KCeHoghobuen
n NnpobnemMamu coumnanbHbIX KNaccos,
nogyepkmean, 4To «boraTble noan
cberaloT B cBOM 0hPLIOPHbIE raBaHu,
a npocTble Naun BolbuparoT Kypc

Ha HauMoHasnbHOEe rocynapcTBo
npoLunoro».2 ®paHuy3ckumn coumonor
BOCMpVHMMAET 3aABneHne Tpamna

o Bbixoge CLUA u3 NMapuxckoro
cornaleHuA No KNumMaTy Kak BaXkHbIN
XKECT, AEMOHCTPUPYIOLLMIA NOE0

06 UCKIOYUTENBHOM NpuopuTeTe
MaTepuanbHbIX MHTEPEeCoB rocygapcraea
BHe 3aBMCUMOCTU OT 3anpocoB

apyrux ctpaH. C apyron CTOPOHBI,
AmuTaB oW ykasbiBaeT Ha NPOAOIIXN-
TeNbHbIN UCTOPUYECKUN KOHTUHYYM
KOOHWAasbHOro pasgeneHvsa u
HecBA3YLWMA XxapakTep NapmxcKoro
cornalleHusa Kak Ha y>e npoABfieHHOe
paHee paBHoAaywue 3anaga

K KNMMaTn4ecKom cnpaseannBoCTu:
6yay4m npu4mMHomn Katactpodbl, 3anan
HaxoguTcA B Ny4WNX KNUMaTUYECKNX
ycnosuax, 4em tOr.* MNpeackasbiBaeMbii
CUeHapun «NOMUTUKOB Ha OCHALLEHHbIX
cnacaTesibHbIX LWonKax», T. e.
ynpasfieHne CBA3aHHbLIMU C KNUMaToM
puckamu TONIbKO B Nonb3y 3anaja u
3aKpbITOCTb 3anagHbiX HaUMOHasbHbIX
rocyaapcTs MO OTHOLLEHUIO

K KNIMMaTU4eCKUM aMmurpaHTam®,
NPUHUMAaET aHaxpoHUYeckne oopmbl,
€CNnn Y4eCTb, YTO NPUYUHON KakK
CUPUNCKOro KOHMpNNKTa, Tak u

3 Eurozine, For a Terrestrial Politics: An Interview with
Bruno Latour, 6.02.2018.

4 Amitav Ghosh, The Great Derangement: Climate Change
and the Unthinkable, 2016, C 158.

5 Christian Parenti, Tropic of Chaos: Climate Change and
the New Geography of Violence, 2011, C 11.

MWUrPaLMOHHON BOMHbI B LieHTpanbHou
AmepuKe cTana, B TOM 4ucrne, cypoBas
3acyxa.

MoHATNA «NPUHAANEXHOCTb>» U
«BfafeHne» BecbMa pasnnyHbl. HYeTkan
CTPYKTYypa «NPUHAANEXHOCTUN»,

a Tak>e CBA3aHHble C Hel TeppuTopmA
N 3THUYEcCKaA rpynna B cutyaumm
TPEBOXXHOCTU UMEIOT TEHOEHUMIO

K CY>KEHUIO. A TEPMUH «BrageHune»

B NparMaTMyYecKoM KJtoye NoHMMaeTcA
Kak 0603Ha4eHne 6e33MOLMOHAaNIbHOrO
OTHOLUEHUA K TEPPUTOPUN U ee
NPUPOLAHbLIM pecypcam, 4YTo Nerko
pacwmpaeT ux rpaHuupl. MNpakTnka
«BNafeHuA», He nepecekaroLanca

C KaTteropuen «goma», yKopeHeHa

B KOMOHMAIbHbIX UCTOPUAX NiaHTaunin
N 9KCTPaKTUBM3MA — MPaKTUKU
XULLHUYECKOoW [o6bl4n NPUPOLHbIX
PECYPCOB C LieNbio NX peanusaumm

Ha MUPOBOM pbIHKe. [le-thakTo

B UICTOPUM HET CryYaeB HECEHUA
OTBETCTBEHHOCTW 3a COCTOAHUE
npupoapbl B byayLiem nnm 3a HeraTuBHoe
couunanbHO-MOIMTUYECKOE BNNAHNE

Ha MecTHoe HaceneHnune. W cerogHA
OOHUM N3 OCHOBHbIX NPM3HAKOB
3KCTPaKTUBUCTCKOWN ANHAMUKMN
ABNAETCA AeATEeNbHOCTb 3a Npeaenavu
POAHON CTOPOHbI, HA TEPPUTOPUN,
KOTOPYIO YKa3aHHbIN npeanpuHmMmaTenb
He cYMTaeT CBOMM AOMOM. OTO
OTCYTCTBME 3MOLMOHANBLHOW CBA3M

M — Kak cneacteme — 3ab0Tbl U €CTb
rnaBHaA NpuynHa 3aABIEHHOro
NPOTUBOMNOCTAaBNEHUA.
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Emake maa

Emake loodus vdi emake maa on laialt
levinud looduse personifikatsioon,
mis viitab emale kui hoolitsevale

ja elu andvale joule. See kujutab
maajumalannat, kellest slinnib kdik
loodu ning lihtlasi on ta ka looduse
metafoor, kosmiline elu andja ja
votja. Varaseimad viited emakesele
loodusele parinevad 13ndast voi

12. sajandist e.m.a. ning kirjeldavad
mikeene-kreeka paraselt jumalannat
ma-ka-d ehk emakest Gaiat. Rooma
tsivilisatsioon tundis teda Terra
Mater’i, abielu, maa ja viljakuse
jumalannana. Emakest loodust voib
kohata ka paljudes pdliskultuurides,
naiteks Andides kandis ta jumalanna
Pachamama nime. Niisuguse
elufilosoofia kohaselt kuuluvad
inimesed maa juurde ning nad mitte
lihtsalt ei ela maa peal, vaid nad
kuuluvad kokku eluga maal.

Keskaegsed kristlikud métlejad ei
pidanud loodust kdikehdlmavaks, vaid
jumala poolt looduks. Emake loodus
kui jumalanna jéeti kdrvale ja loodust
hakati kristluses késitlema inimesele
alluvana: ,Ja Jumal dnnistas neid, ja
Jumal litles neile: ,,Olge viljakad ja teid
saagu palju, téitke maa ja alistage see
enestele; ja valitsege kalade iile meres,
lindude le taeva all ja kdigi loomade
lle, kes maa peal liiguvad!““

Mother Earth

The idea of belonging to ‘Mother
Nature’ stems from a personification
of nature that focuses on the nurturing
and life-giving attributes embodied

in the form of the mother. In this view,
the earth goddess gives birth to all
creation and became a metaphor for
nature herself, the cosmic giver and
taker of life. The earliest reference

to Mother Nature as a ruling goddess
stems from circa 13th or 12th century
BC, in the Mycenaean Greek goddess
‘ma-ka’ meaning Mother Gaia.

In Roman civilization mother nature
was known as Terra Mater, the goddess
of marriage, earth and fertility. The idea
of Mother Earth is today more present
in indigenous cultures; for example,

as the goddess Pachamama in the
Andes, in a philosophy of life that
considers that people belong to earth
and live with the earth, instead of
merely living on it.

In the Middle Ages, Christian thinkers
did not consider nature to be inclusive
of everything, but instead they
considered nature to be created

by God. Mother Nature lost her
importance and status as a goddess
and nature became subdued to man

in Christian religion. In the following
excerpt from Genesis the relationship
between God, man and nature becomes
clear: “And God blessed them, and
God said unto them, Be fruitful, and
multiply, and replenish the earth,

and subdue it: and have dominion over
the fish of the sea, and over the fowl
of the air, and over every living thing
that moveth upon the earth.”

Pilt emakesest maast 1687. aastal avaldatud ,Atalanta Fugiensis®. Graviiir

Michael Maier

Image of Mother Earth in Atalanta Fugiens, published in 1687. Engraving by

Michael Maier

N306paxeHne MaTepu-npupoasl «Yberatowana AtanaHTa»,
ony6nukosaHHoe B 1687 r. pastopa Muxaana Maiiepa

MaTb-npupoaa

Matb-npupoga, unm Mmatb-3emnsa —

370 0obLLUee 0MUETBOPEHNe NpUpoabl,
BOMJIOLLEHHON B hopme 3a60TNMBOW,
fatoLen xu3Hb maTepu. Tak 6ormHA
3eMI1, POAUTENIbHULLA BCETO XMBOTO,
cTana metachopoi Npupoabl, AaroLlen
M OTHUMAaIOLLEW XM3Hb BO BceneHHom.
Camoe nepBoe ynoMnHaHve o maTepu-
npupoge — 6ornHe 3emnu lee —
OTHOCUTCA KO BpemMeHaMm pacLiBeTa
KPUTO-MUKEHCKOW KYNbTYpbl TPUMEPHO
B Xl unu XIl Bekax fo Hawwen apsbl.

B npeBHepMMCKON Xe umBunmM3auum
aTa 60rmHA Hocuna umA Tennyc

(naT. Terra Mater) — 60ruHA 3emnu,
6paka n nnogopoamna. Matb-3emna
TakK>Xe CyLeCcTBYeT B KynbTypax
KOPEHHbIX HAapoAOoB, Hanpumep, 60rnHA
Mayamama B AHpax. MNounTtaHue
Mayamama kak cuMBOsa e AUHEHUs
Hapojaa c NpMpPOAOK MNNIOCTPUPYET
[aBHIOI0 rNyboKYto CBA3b C 3eMnen,

W NMI0AY XXMBYT B TECHOM B3auMOAEN-
CTBWM C HEW, & HE MPOCTO — Ha HEW.

B CpepnHue Beka xpuctunaHckme
MbICAIUTENW HE CYUTanu npupoay
ABNEHVEeM Be3fecyLmM, a cnasunm
Bora, coTBOpUBLLIErO NpUpOay.
MaTb-npupoaa 6bina HU3BeprHyTa
13 xpama 60rmHb: XpUcTMaHcKan
penurvA NoKopAna Npupoay CloBOM
1 nepepaBana ee 4enoBeKy:

«/1 bnarocnosun ux bor, n ckasan
vm bor: nnoamTech U pa3MHOXanTeCh,
W HanonHANTe 3emnto, n obnaganTe
elo, 1 Bnaabl4ecTBynTe Haj pbibamu
MOPCKMMU [1 HaA 3BepAMK,]

W Ha4 NTuuamm HebecHbIMK, [

Haf BCAKWM CKOTOM, U HaJ BCELO
3emneto,] 1 Hah BCAKUM >XMBOTHbIM,
NpecMblKaloLWMMCA No 3eMne».




Kujutlused rahvusriigist

Rahvusriikide ideeliseks slinnihetkeks
peetakse sageli 1648. aastal s6Ilmitud
Vestfaali rahu parast Kolmekiimne-
aastast sdda ja Kaheksakliimneaastast
soda. Siis satestati terve hulga oluliste
lepingutega suverdansuse tdhendus
tanapéevases mdistes: rahvusriigil on
0igus margistada oma piirid ja vélise
sekkumiseta ise valitseda. Niisiis
kehtestati Kesk-Euroopas uus poliitilise
korra siisteem, aluseks idee riikide
rahumeelsest kooseksisteerimisest.

Uue maailmakorra filosoofilised alused
pani paika Inglise filosoof Thomas
Hobbes raamatus ,Leviaatan® (1651).
Hobbes selgitab, et valitsusorgan on
riigi elanikega s6Iminud thiskondliku
lepingu, mis seadustab nende véimu.
Valitsusorgan vastutab kodanike kaitse
ja lihiskonna arengu eest, kodanikud
aga loovutavad vastutasuks oma voimu
ja autonoomia.

Rahvusriik on juba nime poolest

riik, kus kultuurilised piirid kattuvad
poliitilistega ning kodanikud on sama
péritolu ja réaagivad lhte keelt. Tegelikult
kuuluvad iihe selgelt domineeriva
kultuuriga rahvusriikidesse sageli ka
vahemused. Néiteks Euroopa pohjaosas
elav saami vahemus on kiill kultuuriliselt
ja etniliselt eristuv, kuid neil ei ole oma
rahvusriiki ning ajalooliselt on neid
hdlmatud Norra, Rootsi, Soome ja
Venemaa rahvusriikidesse, kusjuures
Norras toimus saamide sunniviisiline
assimileerimine.

Nation State Imagination

The start of the idea of a nation state
that citizens belong to, and sovereignty
between nations, is often linked to the
Peace of Westphalia of 1648, at the end
of the Thirty Years War and the Eighty
Years War. This was an important
series of treaties that stipulated the
modern idea of sovereignty, which
states that a country has the right to
mark the borders of its nation state
and govern itself without interference.
It thus established a new system of
political order in Central Europe based
upon the concept of the peaceful
co-existence of states.

The English philosopher Thomas
Hobbes laid the philosophical
foundation for this new world order
in his book Leviathan (1651). Hobbes
explains that the governing body has
a social contract with its inhabitants,
which gives the governing body a
legitimization to rule. The governing
body is responsible for protecting its
citizens and promoting development
in society, while the citizens in turn
give up their power and autonomy.

By definition and in theory, a nation
state is a state in which cultural
boundaries match up with political
boundaries, and the citizens are
connected through factors like
common descent or language.

In reality, minorities are often part

of a nation state that is defined

by a predominant culture. The Sami
minority in the northernmost part

of Europe, for example, is a cultural
and ethnic group of people that does
not have its own nation state but
became historically incorporated into
the nation states of Norway, Sweden,
Finland and Russia, and in Norway
was subdued to forced assimilation.

Thomas Hobbesi 1651. aastal vélja antud teose ,Leviaatan“ frontispiss.

Graviilir Abraham Bosse

Frontpiece of Thomas Hobbes’s Leviathan, published in 1651. Engraving

by Abraham Bosse

TUTYNbHBLIN NUCT KHUTK «JleBuadpaH» Tomaca lo66¢ca, n3paHHom B 1651 r.

paBtopa Aspaama Bocce
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MpeacTaBneHne 0 HaUMOHANbHOM
rocyaapcTee

Bo3HuMKHOBEHME naen HaumoHanbHoro
rocynapcTsa 4acTo CBA3bIBAIOT

C NOAMMCAHNEM MUPHbIX COrnalleHnn
BecTtanbckoro mupa B 1648 roay, 4to
nocnyxwuno B EBpone Ha4anom HoBOro
nopAAKa, OCHOBAHHOMO Ha KOHLEeNuun
rocyfapCTBEHHOro CyBepeHuTeTa.
Mpex e Bcero 310 03Ha4ano, 4To
CTpaHa uMeeT NpaBso OnpeaenATb CBOU
HaLMoHarbHble rocyAapCTBEHHbIE
rpaHu1Lbl 1 co3aaBaTb CO6CTBEHHbIE
WHCTUTYTbl BNACTW.

Takum o6pasom, bbina co3paHa HoBas
cmcTema nonmMTUHecKoro nopAakKa

B LleHTpansHon EBpone, ocHoBaHHasA
Ha KOHLienuumM MUPHOro cocyLecTBoBa-
HVA rocyaapcTs. AHFUACKWI
mbicnuTenb Tomac [066¢ 3anoxun
h1NocodCcKyo 0CHOBY HOBOIO MUPO-
BOro nopaaka B kKHure «Jlesnacpaq»
(1651). To66¢ 06BACHAET, 4TO y BNacTu
eCTb 06LECTBEHHbIV AOroBOP

C HapoaoM, 4TO AaeT e npaso ynpas-
nATb. COOTBETCTBYIOWME CTPYKTYpPbI
OTBEYaloT 3a 3aLUNTY rpaxAaaH v
cofencTaume pa3BuTuio obLiecTsa,

a rpaxaxe, B CBOIO o4epefp,
O0TKa3blBaOTCA OT CBOUX MOMTHOMO4MIA
1 aBTOHOMWUMN.

HaunoHanbHoe rocyaapcTeo — 310
rocyaapcTseo, B KOTOPOM KYNbTypHble
rpaHuLbl COBMAaAAIoT C MOMUTUHECKNMMU,
a rpaxkaaH o6beanHAT obwme
NPOMCXOXAEeHWe nnn A3bIK. Hauwo-
HarnbHble MEHbLUVHCTBA B TAKOM
rocyfapcTse C AOMVHMPYIOLLEN
KynbTypOW HepeaKo ABNAIOTCA

Nk ero YyacTblo. Hanpumep,
Mano4nCneHHbl (PUHHO-YropCKnn
Hapo[, caamMbl — KOPEHHbIE XXNTENN
CesepHow EBponbl — umeet
OTYETNMBbIE HALUMOHaNbHbIE aTpnbyThl
1 camounaeHTUUnKaLmio, Ho He
CTAaHOBMTCA €AMHBIM HaUMOHAabHbIM
rocypapctsom. M3aasHa Tepputopusa
TPaAULIMOHHOTO NPOXWBaHUA
caamMoB nojeneHa Mexay 4eTbipbmaA
rocynapcTsamu: Hopseruen,
LLiBeumen, Poccuen n GuHnaHanen,
a B Hopserum caamckoe HaceneHvne
6b1110 NOABEPrHYTO NPUHYAUTENIbHON
accumunAuum.

Vere ja mulla ideoloogia

Romantiliste ideede esilekerkimine
Saksa rahvuslikust vaimust ning
ainulaadsest ja Glemuslikust
rahvuskultuurist I6i soodsa pinnase
Natsi-Saksamaa ideoloogiale. Natside
kée all sai Blut und Boden’i ehk vere ja
mulla ideoloogiast rahvuslik hiitidlause,
mis idealiseeris aaria keha (veri)

ja kindlat asustuspiirkonda (muld).
Idealiseeriti paikset elu maakohtades
ning talupoegadest said kultuurilised
kangelased, kes olid méaravaks
jouks nii Saksa ajaloo kui Saksa rassi
edasikandmisel. Seda ideoloogiat
hakati vastandama linnakultuurile,
mida kutsuti ka ,asfaltikultuuriks®
ning peeti ndrkuseks ja seostati juutide
nomaadliku eluviisiga.'

Deutscher Erntedanktag ehk Saksa
|16ikusptiha oli Giks suuremaid natside
pidupéevi, mida tahistati oktoobrikuus
aastatel 1933-1937 Hamelini ldhistel
asuvas linnas. Algselt oli festival
eduka I6ikusperioodi tédhistamiseks
mdeldud religioosne pidustus,

kuid sai Kolmanda Riigi ajal uue ndo
ning muutus Hitleri ja Saksa rahva
vahelist sidet demonstreerivaks
propagandaiirituseks. 1937. aastal
osales festivalil umbes 1,2 miljonit
inimest ning selle kdrgpunktiks oli
talunike poolt Saksa rahva nimel
Hitlerile Idikuspeokrooni lile andmine.
Vere ja mulla ideoloogia formuleerinud
Richard Walther Darré kirjeldas
Erntedanktagi kui ,[pdeva, mil]

Saksa talunike maa ja looja {ihendust
tunnustatakse Saksa rahva ja maa
Uihtsuse kodige plihama slimbolina“.

1 Mainimata jéeti aga asjaolu, et juutidel oli
mitmesaja aasta véltel olnud keelatud Euroopas
maad omada.

Blood and Soil Ideology

The Nazi ideology that was elaborated
by Hitler in the Third Reich could

be built on a foundation of Romantic
Nationalism and an imagination of
the German volksgeist as a superior
culture. The Nazi ideology of Blut und
Boden, or Blood and Soil, was a slogan
that idealized the German body (blood)
with the settlement area (soil). The
rural sedentary lifestyle was glorified
and the lifestyle of the peasants
became cultural heroes that were

in charge of German history and the
German racial stock. This image was
placed in opposition to urban culture,
so-called ‘asphalt culture’ that was
considered weak and associated with
Jewish nomadism.

The Deutscher Erntedanktag, or the
German Thanksgiving Festival, was

a major Nazi celebration that occurred
every October between 1933 and
1937 in a town near Hamelin.

The festival was originally a religious
celebration for a good harvest season
but it took a new shape in the 1930s
as a celebration to recognize the
achievements of the German farmers
and a propaganda tool to showcase
the connection between Hitler

and the German people. In 1937,

the festival was attended by about
1.2 million people and culminated with
Hitler receiving the harvest crown
from the Farmer’s Estate on behalf of
the German people. Richard Walther
Darré, who helped shape the Blood and
Soil ideology, described Erntedanktag
as “[the day when] the Germanic
unity of peasant soil, and creator are
recognised as the most holy symbol of
the connection between the Germanic
people and the soil”.

1The fact that Jews had been banned from owning
land in Europe for centuries was not mentioned.

Richard Walther Darré, kes t66tas vélja n-6 vere ja mulla ideoloogia, peab
1937. aasta 13. detsembris Goslaris talunikele kdnet. Ta seisab riigikotka ning
modga ja viljapeaga ristatud haakristi ees, mida taiendab kiri ,veri ja muld®.
Saksa riigiarhiivi loal, Bild 183-H1215-503-009 / CC-BY-SA 3.0

Richard Walther Darré, who developed the Blood and Soil ideology,
addressing a meeting of the farming community in Goslar on 13 December 1937.
He is standing in front of a Reichsadler and Swastika crossed with a sword and
wheat sheaf labelled Blood and Soil. Courtesy of German Federal Archives,

Bild 183-H1215-503-009 / CC-BY-SA 3.0

Puxapgn Banetep [lappe, paspaboTaslumin uaeonoruto «Kposb 1 noysa».
BblCTyI‘I]‘IeHVIe Ha coBelaHun no |/|MI'IepCKOI71 ﬂpO,ﬂOBOHbCTBeHHOﬁ nonnTuke
B locnape. 13 pekabpa 1937 r. OH cTOUT NepeA perxcaanepomM co CBaCTUKOW,
MeYOM, MNWEeHNYHbIM CHOMOM 1 Haanuckio Blut und Boden. Penpoaykuumsa.
DdepepanbHbli apxus lfepmanum, 183-H1215-503-009 / CC-BY-SA 3.0
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Maeonorna «Kposu 1 noysbl»

Hauwnctckaa naeonorua, paspa6bo-
TaHHaA [MTnepom B TpeTbem

pevixe, morna 6a3mpoBaTbCA Ha
POMaHTM4YEeCKOM HaumoHanmame n
NpeacTaBneHNn «HaunoHaIbHOro
nyxa»' Kak NPOABMEHWU BbICLLEN
KynbTypbl. [poBO3rnalleHHbI
HaumcTamu no3yHr «KpoBb 1 noysa»
cTan HaunoHanMCTU4eCKon
naeonorven, BoOCXsanAoLwWwnii
HauuoHanbHoe NPONCXOXAeHVe
(«kpOoBb») BO B3aMMOCBA3M C «MOYBON» —
POAHOW 3eMNen-KOpMUIMLIEH Hauum.

B npeonorun HaunoHan-counanncTos
TeopuA «KpoBu 1 NoYBbI» CHOPMUPO-
Banacb B ONpeAeneHHyto JOKTPUHY

0 CBA3M MEX Ay pacoBbIMM1, XO3ANCT-
BEHHbIMM 1 arpapHO-NosIMTUHECKUMI
ocHoBamu. HauucTel Bo3senm
KPeCTbAH B PaHr repoes 1 HasHaumnm
OTBETCTBEHHbLIMN 33 HEMELIKYIO
NCTOPWIO N reHOhOoHA, B pesynbrate
>KU3Hb CEeNbCKOro HaceneHwA ctana
KpaeyrosibHbIM KaMHEM repMaHCKoi
KyneTypebl. B TO e BpemA ropoackasn
KyfbTypa Ha3biBanach «acqansToBon»,
cynTanach yaenom cnabbix n
accoummpoBanach C €BpeCcK1m
Ko4eBHM4ecTBOM. OiHaKO TOT (haKT,
YTO B TEYEHWUWN COTEH NeT eBpeAm 6binno
3anpelleHo BnageTb 3emnen B EBpone,
ocTaBascA He YyNOMAHYT.

[HeHb 6narogapeHuna, NpoxoaALmn

B lepmaHun B ropoae noa XamenoHoM
B 1933—-1937 rogax B okTA6pE, 6bin
OCHOBHbIM HaLMCTCKUM TOPXXECTBOM,
KOTOpbI OTMeYanu Kak npasaHunk
cbopa ypoxkan 1 Kak AaHb yBaXXeHUA
HeMeLuKuM KpecTbAHaM. 3HavyansHo
hecTnBanb 6biN PENUrMO3HbLIM
npasgHUKom 60s1bLLIOro ypoxkan,

HO BO BpemeHa TpeTbero peiixa
npasgHnK Nnpuobpen HoBble hOPMbI.
Llenbio Top>kecTBa 6bIn0 XenaHve
NPOAEMOHCTPMPOBATb AOCTUXKEHMA
HemeLUKnx pepmepos Reichsnahrstand
(«Mmnepckoe 3emenbHOe cocnosme» —
odhmumanbHaA opraHm3auma
KPeCcTbAHCTBA B DALLUNCTCKON
lepmanuu). leHb 6naropapexnsa
Mcnonb3oBarncA Kak nponaraH-
[VUCTCKWIN MHCTPYMEHT AnA
AEMOHCTpaumm CBA3N Mexay
TMTNnepom n HemeLKnM HapoaoM.

B 1937 roay cectnBanb nocetnnm
OKOnOo 1,2 MUNMIMOHA YenoBeK,
KynbMuHauuen cobblTuA ctano
nony4yeHve MTNepom oT UMEHN
HEeMeLKKOro Hapoaa KOpoHbI ypoxasn
oT hepmepcKor ycaabbbl. Puxapg
Happe, cchopmmpoBasLLMn MAEONOTNIO
«KpoBu 1 No4Bbl», 0OXapakTepusosarn
[eHb 6narogapeHna Kak «aeHb, koraa
repMaHCcKoe eMHCTBO KPEeCTbAHCKON
3eMI1 U TBOPHECTBO MPU3HAHO CaMbIM
CBATLIM CUMBOJIOM CBA3UN MEXAY
HapOAOM 1 3eMNnewn».

1Hem. Volksgeist
2 HeMm. The Deutscher Erntedanktag



Kujutised Eesti identiteedist

Eesti rahvuslus on seotud miitoloogiaga,
mis pohineb piihasid puid ja hiisi
austaval polisel paganlikul usundil.
Pole aga paris selge, kas drkamisajal
see metsausund taaselustati voi moeldi
valja, kuid kindel on, et plihade hiite

ja puudega seotud usupraktikad olid
varasemalt siiski olemas. Piihad hiied
koosnesid enamasti lehtpuudest ning
asusid kiingastel vai lagendikel ohvrikivi
laheduses. Usutakse, et plihad hiied
olid algselt matmispaigad, kuid hiljem
hakati sinna ohvriande tooma vaimudele
ja tileloomulikele joududele, keda hiites
elavat arvati. Kirik havitas piihad hiied,
ehitas nendesse paikadesse kabelid ja
keelas ohvriandide toomise.

Piiha hiie kujund ja side metsaga jai
eesti kultuuri aga plisima isegi parast
kristluse omaksvattu. Sellest kasvas
valja mitmeid huvitavaid inimeste ja
puude vahelisest suhtest pajatavaid
rahvajutte. Naiteks: ,Too oll itskdrd
vanailma aigo, kui jummal veel maa
paal kave, siss lats vanakuri jumala
mano ja ndudse jumala kéest, et
jummal ka ttskordke tima tahtmist
votasse kuulda ja taita. Jummal lubas
vanakura tahtmist taita siss, kui kik
puu omma lehe maaha ajanova. Ja

kui too aig om tulno, sis voit tulla uma
sooviga, ja too saa taadetis. Et jummal
vanakura tahtmist tldse taiita es taha,
siss méaras tima tammo lehte kanma
kevéjani ja niikavva, kui nooré lehe jalke
vahtsost kiilge kasussd. Kui kdik t66s0
puu lehe kiilest maaha aiva ja tamm
uma lehe kiilge jatt, sis lats vanakuri
tammo paale vihatsds ja nakas noid
kah maaha pesma, aga siske es jovva.
Toostsaani omma tammolehe alate
talvdl kakdno ja mulklise.”

(Loorits, Endis-Eesti Elu-Olu II; 1941,
Ik 140-141)

Images of Estonian Identity

Estonian nationalism is linked to

a mythology based on pluralism and
religions that pay respect to holy trees
and holy groves. There is some debate
about whether the forest religion was
revived or reinforced, though there is
no doubt about the existence of the
practices. A sacred grove consists of
deciduous trees and is situated on
higher ground or an open plain near an
offering pit. It is believed that sacred
groves were initially also burial grounds
that offerings were brought to and then
later offerings were consistently brought
to elves and supernatural forces present
in the grove. The church destroyed

the sacred groves and erected chapels
where sacred groves had stood,
forbidding all offerings. The connection
to the forest has stayed an integral part
of Estonian culture, even after Christian
religion was adopted. This shows in folk
tales that emphasize the close union
between trees and people.

“A long long time ago, when the gods
still walked the earth, the devil went
to God and demanded that his wishes
be respected for once. God responded
that he would honour the devil* s wish
when all the trees had lost their leaves.
Then the devil could come with his
wish, and it would be fulfilled. Since
God did not really want to give the
devil what he wanted, he made it so
that the oak tree kept its leaves until
springtime, when the maples would
start to get leaves again. When all the
other trees lost their leaves, the devil
got very angry at the oak, and tried

to tear off its leaves, but to no avail.
From that time forward the leaves of
the oak look bumpy and torn”.

(Loorits, Endis-Eesti Elu-Olu Il; 1941,
pp. 140-141)

Ohvrimand Hiiumaal, 1932. Foto Piret Ounapuu artiklist Estonicas.

Autor teadmata

Sacrificial pine in Hiiumaa, 1932. Photo from Piret Ounapuu’s article

in Estonica. Author unknown

CeAlleHHaA cocHa Ha Xuiymaa. 1932. doTo n3 ctaTbu MupeT blyHanyy

B 9HUMKNONEANN «ICTOHNKa». ABTOP HEN3BECTEH
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O6pasbl 3CTOHCKOWN MAEHTUYHOCTU

HaunoHanbHble 4yBCTBa 3CTOHLEB
n3aaBHa nepensieTeHbl ¢ A3bIYECKON
penurnen n Mmgonornein KOPeHHbIx
HapogoB. B aTux BepoBaHMAX noymTa-
I0TCA CUNbl NPUPOAbI — Neca n AepeBbA
B CBALLEHHbIX poLlax. Bo3poxaeHue,
UNn, Kak yTBEpXAatoT apyrue, nsobpe-
TEHUWe KynbTa nieca B Nepunoa Haumo-
HasIbHOro NPoby>XXAeHWA, Bbl3bIBAET
onpenesnieHHble Cropbl, HO HET HUKaKNX
COMHEHUI B CYLLECTBOBAHUN NPaKTUKMU,
CBA3aHHOM CO CBALIEHHbIMMW poLLaMm 1
nepesbAmK. Bepytowme paccmatpusa-
0T 3Ty TEPPUTOPUIO KaK CakpanbHyto,
roe BO3MOXEH KOHTaKT YefioBeka

¢ Borom. CuuTaeTca, 4To M3HaYanbLHO
CBALYEHHbIE POLLM CIY>XXUIN MECTOM
YyNoKoeHWA AnA ymepwux. Ho 3atem
pOLLM CBA3bIBANNCH C aKTaMu XepT-
BOMPUHOLLIEHWA NIECHbIM obuTaTenam,
rHOMam 1 CBEPXbECTECTBEHHbIM CUTaM.
OTU CBALLEHHbIE POLLM XpUCTMAHCKaA
LiepKOBb paspyLumna u 3anpetuna tam
XKEPTBOMPUHOLLEHWA, a Ha MecTax, rae
NOK/TOHANUCH AyXaM, BO3BeNa YaCOBHM.

Ho paxxe nocne npMHATAA XpUCTK-
aHCKOWN penurum MOT1B CBALLEHHON
poLuM 1 CBA3b C IECOM OCTaBanunchb
HEOTBHEMEMOW YaCTbIO ACTOHCKOM
KYNbTYpbl. OTO NPUBESO K NOABIIEHWIO
No60MNbITHLIX HAPOAHbIX CKA30K,
KOTOpbl€ NOBECTBYIOT O TECHON

CBA3W MEXAY AepeBbAMU U NIOABMMU.
Hanpuwmep: «[JaBHbIM-gaBHoO, Koraa
60ru eLle XoAnnM Horamu no 3emne,
ObABoN npuwen K bory n notpe6osan,
4YTO6bI €ro XenaHue 6bIno NCMOMHEHO.
Bor oTBETWN, YTO BLINOSHUT XeNaHue
ObABONA, Koraa Bce NMCTbA ynaayT

¢ nepeBbeB. U TofbKo Toraa, YTo 6bl HK
noxxenan AbABOJS1, €70 XenaHue Ucnor-
HuTCA. Ha camom gene, bor He xoTten
BbIMOSIHATbL 06eLaHHoe, 1 OH caenan
Tak, 4Tob6bl AyH COXPaHWI NIMCTBEHHYIO
KPOHY A0 paHHe BECHbI, KOraa KieH
CHOBa pacnycTuTcA n pacusetet. M BoT
Korfa Ha Bcex AepeBbAx, Kpome ayba,
onanuv IMCTbA, AbABOS CTPALLHO paso-
3nuncA Ha ay6 v nonbITanca copsartb

C Hero nucTbA, Ho H6esycnewHo. C Tex
nop NncTbA ay6a BbIrMAAAT HEPOBHBLIMU
1 pBaHbIMK».!

1MepenoxeHnve nepeBoaymnka, opur.: Loorits, Oskar.

Endis-Eesti elu-olu. II, Lugemispalu metsaelust ja
jahindusest. Tartu: Teaduslik Kirjandus, 1941.

Poruwd, hitmlbtal fi =¥ Tanite plwal

Tduss Jummalats,
B, pliskaidt mbam

Rahvusromantism

Romantism oli Saksamaal Napoleoni
Euroopa vallutamise plaanide
vastukaaluks tekkinud oluline
intellektuaalne lilkumine, mis
romantiseeris Saksa volksgeist’i

ehk rahvuslikku vaimu. Romantiline
n-6 rahva vaimu idee levis hiljem

ka teistesse Euroopa riikidesse, kus
arenes valja veel mitmeid eriparaseid
rahvuslikkuse vorme. Rahvusromantism
on kultuuri ja poliitilise m&tte
kohtumisel tekkinud kunstiliikumine,
mille Gheks olulisemaks motiiviks

sai rahvuse idealiseerimine.
Liikumine keskendus folkloorile ja
maastikumaalile, tostis poliitilist
teadlikkust ning andis hoogu

19. sajandil Euroopa iseseisvus-
plldlustele. Sajandi keskpaigas

sai alguse ka eestlaste rahvuslik
arkamisaeg, kellel varasemalt puudus
omariikluse kogemus. Intellektuaalne
eliit hakkas panustama rahvusliku ja
Uhiskondliku iseseisvumise ideesse
patriootlike luuletuste ja lauludega,
mis Ulistasid eesti looduse ilu ja
valjendasid armastust siinnimaa vastu.
Inspireerituna naaberrahva soomlaste
folkloorist loodi pilt paljude miiiitiliste
tegelastega ,iidsest eestlaste
maailmast® ning rahvusmallu s66bis
idee 700-aastasest orjapdlvest.

1857. aastal hakkas esimese eestikeelse
ajalehe Perno Postimehe asutaja
Johann Voldemar Jannsen ,maarahva*“
asemel kasutama séna ,eestlased”.
19. sajandi IGpus soov iseolemise jarele
kasvas, kuid Eesti saavutas riikliku
iseseisvuse alles 20. sajandi alguseks,
pérast Esimest maailmasdda.

Esimese Perno Postimehe esikiilg, 1857

Sannumeb emmalt maalt.

Pedtimebbe cifimenns Servetaminme,

Sirrifatefl, fabtr el
phisstbhl ju barcmiird,

Edicilir Tetaramtefl:
Srate sermill, andil - robos,
fo b

trwmalr ou e
dt ks Tobbi
oot walr
s Bigge bab cffa

Phli jo ik, Sfinsa B

muli jeazhl.

Romantic Nationalism

Romanticism was an important
intellectual movement that developed
in Germany at the end of the

18th Century against the Napoleonic
conquest of Europe. The movement
romanticized the German ‘volksgeist’
and this Romantic ideal of a ‘national
spirit’ spread to other European
countries at the beginning of the
19th Century. Each nation state
consecutively developed their own
brand of nationalism in an artistic
movement that was the result of

the interaction between cultural
production and political thought.
The glorification of the nation and
the culture became a leading motif
in artistic expression in romantic
nationalism and idealized the

local landscape and traditional
customs. The movement raised
political consciousness and fuelled
independence movements in

19th Century Europe - 1848 counting
as a watershed year for European
revolutions. The national awakening
in Estonia happened around the same
time. An intellectual elite developed
the idea of an independent Estonian
nation with patriotic poems and
songs that glorified the beauty of
Estonian nature and expressed love
for the native soil. Inspired by the
folklore of the neighbouring Finns,

a picture of the ancient Estonian
world was constructed with numerous
mythological characters together with
an awareness of 700 hundred years of
slavery. In 1857, the founder of the first
Estonian-language newspaper Perno
Postimees, Johann Voldemar Jannsen,
replaced the term ‘country people’ with
the word ‘Estonians’. The demand for
self-determination grew at the end of
the 19th Century but it was not until
the beginning of the 20th Century and
after World War | that Estonia gained
independence.

The front page of the first edition of Perno Postimees, published in 1857
Mepsan nonoca raseTbl Perno Postimees. Ne 1, 1857
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PomaHTnyeckuin HaumoHanmam

HemeLkunin pomaHTU3M 6b1n JOMUHUPY-
IOLMM MHTENNEKTYanbHbIM ABUKEHNEM,
KOTOPOE MPOTUBOCTOASIO Hanone-
OHOBCKOMY 3aBoeBaHuio EBponbl n
oTCTanBano HeMELKMIN HaUuMOHaNbHbIV
Ayx. OTOT pOMaHTU4ecKun naean
HaumoHanbHoro ayxa (Hem. «volksgeist»)
BMOCNEACTBMN pacrnpoCcTpaHuICcA

Ha apyrve cTpaHbl EBponbl, koTopble
pas3Bunn cBov (hopMbl MONUTUHECKON
«MUchonorMu» HaumoHanmama.
PomaHTuyeckuin HaumoHanuam —

3TO YacTb KYNbTYpbl, 4YTO BO3HUKA

B pe3ynbraTe B3auMoaencTBnaA
XY[LOXECTBEHHOro NpoM3BOACTBA U
NONMUTUYECKON MbICIN. A NpocnaBneHne
Haumu CTaHOBUTCA MOTMBOM Xy[OXe-
CTBEHHOro camoBblpaxkeHua. B XIX
Beke B EBpone o6LecTBeHHbI 3anpoc
Ha HapoAHbIV HONbKNOP M NEn3axHyo
XXUBONWUCb HANPaBAn NOUTUYECKOE
CO3HaHWe 1 NoAnNuTbIBaN ABMXEHME

3a He3aBWCMMOCTb. HaumoHanbHoe
npoby>xaeHune B cepeanHe XIX Beka
6b1110 XapakTEPHO ANA MHOMMX ManblxX
©BPOMNenCcKux HapoAoB, B TOM Yncne
3CTOHCKOrO, KOTOPbIM Tak He XBaTano
CBOEW He3aBMCUMOCTU 1 rOCYAapCTBEH-
HocTw. [Mpyn NOMOLLUM NAaTPUOTUHECKNX
CTUXOB W MECEH, BOCXBANAIOLMX
KpacoTy npupoabl ACTOHWUU U Bbipa-
arowmx NoboBb K pOAHON 3emne,
WHTeNNeKTyanbHanA annTa ctapanacb
060cHOBaTb NPaBO 3CTOHCKOro 0bLue-
CTBa Ha HaLUMOHaNbHYI NAEHTUYHOCTb.
Bkntoyarowana MHOXeCTBO MUdOno-
rMYecKMX NepcoHaXken ponbKiopHasn
«KapTuHa opeBHero 3CTOHCKOro

Mupa», co3faHHaA He 6e3 BNuAHNA
cocefen-hUHHOB, COXpaHana B NamATn
Haumu obpa3s 700-neTHero pabcTaa.

B 1857 roay ocHoBaTenb nepsov ra3eTbl
Ha 3CTOHCKOM A3blke Perno Postimees
WMoxaH Bonbaemap AHHCEH 3ameHun
TEPMUH «HapOJ CTPaHbl» Ha ApYyrov —
«3CTOHLIbI».



LOVE YOUR
MOTHER

Tervikpilt Maast

Siniseks marmorkuuliks nimetatava
pildi Maast tegi 1972. aastal kosmose-
laev Apollo 17, viibides planeedist

45 000 km kaugusel. Tegu polnud
siiski esimese pildiga Maast. NASA
esimene satelliidipilt parineb 1960.
aasta 1. aprillist, kuid too oli mustvalge,
samas kui 1972. aasta foto naitas
esmakordselt Maad varvilisena. See
pilt sdna otseses mottes muutis viisi,
kuidas inimesed Maad endale ette
kujutavad. Sageli vaidetakse, et just
selle pildi tottu hakkas juurduma
tlemaailmne keskkonnateadlikkus.
Pildil paistab planeet lihtse, rahuliku
ja piirideta biosfadrina, mis mojus
kiilma sdja ja kosmosevdidujooksu
haripunktis ootamatult. Bruno Latour
margib, et kuna see pilt on settinud
sligavale meie kujutlusse sellest,
milline maa on, siis on tédnapéeval
raske n-6 maa peale tagasi tulla ja
planeediga maisemat suhet luua,
olgugi, et see paneks meid inim-
tegevuse keskkonnamdjudesse
tahelepanelikumalt suhtuma. Hannah
Arendt toob vilja, et maakera kaugelt
ja tehnoloogilisemalt vahendatuna
vaadeldes on tekkinud olukord, mida
ta nimetab maast vodrandumiseks.
Ta hoiatas, et esimese satelliidi
kosmosesse saatmisel tekib ekslik
mulje, nagu oleks meil voimalik maalt
pogeneda.

The Image of the Whole Earth

The image of earth that is referred

to as the Blue Marble was taken

in December 1972 by the crew of the
Apollo 17 spacecraft from a distance
of 45,000 kilometres from Earth.
NASA made the first image of earth
by satellite on 1 April 1960, but this
image was in black and white while
the image of 1972 showed the colour
of the globe for the first time. The
image quite literally changed the way
people pictured Earth. It is often said
that the image became the root of

a global environmental consciousness.
It provided an image of the globe as

a peaceful unified biosphere without
borders, a remarkable image at the
height of the Cold War and during the
space race. Bruno Latour remarks
that the existence of this illustration
as our imagination of earth makes it
hard today to come ‘down to earth’ and
have a more terrestrial relationship to
earth that would make it easier to take
the ecological effects of human life

on earth into account. Hannah Arendt
points to the fact that looking at the
globe from a far distance, through the
mediation of technology, leads

to what she calls ‘earth alienation’.

At the occasion of the launch of the
first satellite into space she warns that
looking at ourselves from space will
give the false impression that we can
escape the confines of earth.

Plakat kirjaga ,Armasta oma ema“, ajakirja Whole Earth Catalog kaas, 1973.
Disaininud Bob Matheo ja Jerry Rotondi. Environmental Actioni loal

Love Your Mother poster, cover of Whole Earth Catalog, 1973. Design by
Bob Matheo and Jerry Rotondi. Courtesy of Environmental Action

Mnakart «Jlilobu cBoto maTb», 06noxka «Katanor Bcen 3emnu». 1973.
padunyeckoe ochopmnerue: o6 Mateo v [xxeppy PoToHau. MnntocTpauua:

Environmental Action
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doTorpacua nnaHeTsl 3emna

CHuUMOK 3emnu, Nony4uBLLMIN Ha3BaHne
«[ony6own mpamop», 6bin caenax

B Aekabpe 1972 r. Ha pacCcTOAHUM

45 000 KM OT NOBEPXHOCTY HaLLen
nnaHeTbl 3KMNaXKkeM KOCMUYECKOro
Kopabna «AnonnoH-17». 37o 6bin
[aneko He nepBbl CHUMOK TaKoro
poga. Camoe paHHee nsobpaxeHue
6bino nonyyeHo 1 anpena 1960 . co
cnyTHWKa HaunoHanbHoro ynpaenexun
Mo a3POHABTUKE W UCCNESOBAHMIO
KOCMMYECKOro npocTpaHcTea (oT

aHrn. NASA). Torga choTtorpadma

6bina yepHo-6enon, a B 1972 r. 3emna
BnepBble 6bina 3aneyartneHa B UBeTe.
OT0 n3o6paxeHne No-HaCcToOALEMY
N3MEHUII0 NpeacTaBneHne noaen o
nnaHeTe. YacTo roBopAT, 4To «lfonybow
MpamMop» MOCY>XW CTAHOBIIEHUIO
rno6anbHOro 9KONOrM4ecKoro
CO3HaHuA, co3aan B ymax nogen
06pa3 3eMHOro Lwapa Kak MApPHOM
enuHon buocdepsbl 6e3 rpaHul, Yemy
He nomeLuany XonoAHaA BOVHa U
KOCMUYecKas roHKa TOro BpEMEHW.
dunocod BpyHo JlaTyp oTmevaer,

YTO CyLLEeCTBOBaHWE B HaLIeM
npeacTaBneHnn POMaHTUHECKOro
obpasa 3emnu cerogHA 3aTpyaHAET
peanuCTUYHbIA NOAXOA K 3KONormyec-
KM NOCNeACcTBUAM AeATENbHOCTH
yenoseka. dunocod XaHHa ApeHaT
cYMTaeT MaKpOCHMMOK 3eMHOrO Luapa ¢
60/bLUON ANCTAHLIMK «OTHYXXAQIOLLVM>,
MepcnekTuBa, ¢ KOTOPOW Mbl CMOTPUM
Ha cebA co CnyTHMKa, 3anyLeHHOro

B KOCMOC, CO3/aeT JI0XHOe
BrneyartneHne o Halei cnocobHOCTH
NMOKMHYTb Npeaenbl 3emnu.

1987. aasta fosforiidisGda ja
keskkonnarahvuslus

1980. aastate I6pul algatasid
eestlased tollases Eesti Ndukogude
Sotsialistlikus Vabariigis suure
keskkonnakaitseliikumise, vastuseks
ndukogude vdimu plaanile avada
Virumaal ulatuslik fosforiidikaevandus.
Plaan tehti teatavaks Eesti televisiooni
vahendusel 1987. aasta veebruaris.
Kuigi Eesti Kommunistlik Partei oli
avalikult vaitnud, et eestlased saavad
ise kaevandamise lile otsustada, selgus,
et keskvalitsus oli kaevetoid juba
planeerima hakanud. Tekkinud liikumise
tulemusel, mida sageli nimetatakse ka
fosforiidisdjaks, katkestati kaevanduste
edasine arendamine, mis andis hoogu
rahvuslikule liilkumisele ning viis
I6puks ka Eesti iseseisvumiseni 1991.
aastal. Sarnased liikumised tekkisid

ja kandsid edasi iseseisvusptilidlusi

ka teistes lda-Euroopa riikides. Jane
Dawson on seda ndhtust nimetanud
keskkonnarahvusluseks ning markinud,
et enamasti need liilkumised haabusid
parast iseseisvuse saavutamist.

Fosforiidisdda ei keskendunud siiski
vaid keskkonnakahjudele. Teine, kuid
pisut varjatum hirm oli mujalt
Noukogude Liidust parit todliste
sisserénne Eestisse, mis oleks demo-
graafilist tasakaalu hairinud. See

hirm polnud alusetu, kuna 1945nda ja
1989. aasta vahel oli eestlaste osakaal
rahvastikus langenud 97 protsendist
61,5 protsendini.

1987 Phosphorite War and
Eco-nationalism

In the late 1980s, there was a large
environmental campaign in the then-
Estonian Soviet Socialist Republic,
against Soviet plans to open a large

phosphorite mine in the Virumaa region.

The plans became known to the public
in February 1987 when the Estonian

TV announced them. Even though the
Estonian Communist Party had publicly
declared that Estonians were the ones
to make decisions about mining,

it surfaced that the central government
had moved ahead without consultation.
The movement, which is referred

to as the Phosphorite War, resulted

in the abandonment of the plans for
the mines and also encouraged the
nationalist movement that eventually
led to Estonian independence in 1991.
Similar ecological movements that were
a catalyst for independence unfolded
in other Easter European countries.
This phenomenon has later been
referred to as eco-nationalism by Jane
Dawson, who noted that the ecological
movements in all countries petered

out shortly after independence.

During the Phosphorite War, environ-
mental degradation was not the only
concern that was taken to heart.

A second and more covert issue is
believed to be the fear of a new wave of
migration from other parts of the Soviet
Union to Estonia, a situation that would
worsen the demographic balance.
There was a realness to that fear since
the share of Estonians had already
dropped from 97% to 61.5% between
1945 and 1989.

Tartu Ulidpilased fosforiidisGja demonstratsioonil, 1. mai 1987. Virumaa

Muuseumide kogu loal. Autor teadmata

Students of Tartu University taking part in an anti-Phosporite demonstration
on 1 May 1987. Courtesy of Museums of Virumaa. Author unknown

CTyaeHTbl TapTycKOro yHMBEpCUTETA Y4acTBYIOT B AEMOHCTPaLMK NPOTUB
«tpochopuTHoIA BoiiHbI» 1 Maa 1987 roga. CobpaHue Bupymaackux mysees.

ABTOp HensBecTeH
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1987 ®docoprTHaA BoHa U
9KONOrM4ECKNiA HAUMOHANN3M

B koHue 1980-x rogos npownn
macLTabHble 3KONornyeckne NpoTecTbl
B CoBeTCKON OCTOHUN, BbI3BaHHbIE
nnaHamm Havatb pa3paboTKy
HOCHPOPUTHBLIX MECTOPOXAEHUN HA
CceBepo-BOCTOKE pecnybnuku. 3tn
nnaHbl CTanu N3BeCTHbI LUIMPOKOW
obwecTBeHHOCTM B cheBpane 1987 roaa,
KOrga o H1X 06bABKUNO JCTOHCKOE
TenesnaeHne. KommyHucTuyeckan
napTvA OCTOHUM Ny6NNYHO 3aABuna,
YTO peLeHunna o0 fo6blve NoNesHbIX
uckonaemblx 6yayT NpUHUMATb

CaMu 3CTOHLIbI, @ 0Ka3anocb, YTo
LieHTpasibHoe NpaBMTeNbCTBO

y>ke CaHKLIMOHMPOBAso Ha4Yano
NPOEKTUPOBaHUA KPYMHbIX LWaxT.
HeoxwuaaHHble NocneacTBnA AaHHbIX
NpOTECTOB, KOTOPbIE YAaCTO Ha3biBaOT
«hOCCHOPUTHOW BOWHOMN», Chirpani
BaXkKHYI0 posib B CyAbbe cTpaHbl:
CTPOWUTENLCTBO LWAXT BbINO CBEPHYTO,
a COBETCKOe NpaBnTenbCTBO

B OCTOHMM [AeCTabunnsnpoBaHo.
[MopobHbIe aKonormyeckne NpoTecThbl
HapOAHbIX Macc pa3BepHyNUCh 1

B APYrmx BOCTOYHO-EBPONENCKMNX
CTpaHax v cTanu Katanu3aTopom
60pbObl 32 HE3aBUCUMOCTb.
Bnocneacteumn ABnexne 6b1n1o
Ha3BaHO 3KOHALMOHaNN3MOM, YTO
XapakTepuayeTcA npekpalleHnem
BbICTYMMNEHNA K MOMEHTY 0bpeTeHunA
CTPaHOW He3aBNCUMOCTH.

K TpeBore, KOTOpYtO UCMbITbIBANN
YHaCTHUKN «HOCEHOPUTHON BONHBI»
13-3a Hen36eXXHOro 3arpA3HeHNA
OKpY>KatoLLen cpeapl, NpUnoco-
BbIBANNCb ONAaCceHUA No NoBoay
HeMVHyemoro BBo3a paboyen cunbl
13 ApYrnx COBETCKUX pecnybnuk.
370 eLle cunbHee N3MEHWNo

6b1 Aemorpaduyeckuit 6anaHc
pecnybnunku, a UMEHHO CHUXEHUe
[I0NN 3CTOHLIEB B NONYNALMK CTPaHbI,
470 B nepuod 1945-1989 ronos
cHuaunach ¢ 97% [0 61,5%.



Sitta kah!

1987. aastal fosforiidi-meeleavalduste
aegu avaldas karikaturist Priit Parn
ajalehes Sirp ja Vasar pilapildi
pealkirjaga ,Sitta kah!“. Pilt kujutas
talupoega Eesti-kujulist sénnikut
kiihveldamas. Tegu on ilmselt kdige
tuntuma Eestis avaldatud pilapildiga.
See tekitas laialdase arutelu ning
enne perestroika-aegset tsensuuri
I6dvendamist 1985. aastal oleks selle
avaldamine v&imatu olnud.

Priit Parn, ,Sitta kah!“, 1987. Autori loal

Just Shit

In 1987, during the Phosphorite protests,
the cartoonist Priit Parn published a
cartoon in the newspaper Sirp ja Vasar
(Hammer and Sickle) that was titled
Sitta kah! (Just shit). The cartoon
portrays a peasant shovelling a piece
of manure that is shaped like Estonia.
The cartoon is probably the most
famous cartoon ever published in
Estonia. It generated a lot of discussion
and could not have been published
before perestroika, which introduced

a loosening of the censorship
regulations after 1985.

Priit P4rn, ,Sitta kah!” (,Just Shit”), 1987. Courtesy of the author
MpuiAT MApH. Tonbko HaBo3. 1987. Ony6nvkoBaHo ¢ pa3peLleHnsa aBTopa
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Tonbko HaBo3

B 1987 roay Bo BpemA «(pocthOopUTHBIX»
NpOTECTOB XYAOXKHUK MpuniT MApH
onybnukosan B rasete Sirp ja Vasar
KapukaTypy nof Ha3BaHuem

Sitta kah! (Tonbko HaBo3). PucyHok
nsobpaxan KpecTbAHMHA, 6pocatoLLero
Ha CBOIO 3eMIio KYCOK HaBo3a B

chopme ScToHnmn. KapukaTypa 4acTto
obcyxaanack n ctana Kak MMHUMYM
O[HOIN U3 CaMbIX U3BECTHbIX, KOraa-
nmbo nybnukoBaBLIMXCA B pecnybnmke.
3Tu n gpyrve cobbITA NpuBeENn

K ocnabneHuto LUeH3ypbl nocne

1985 ropa.




KUNSTNIKUD
ARTISTS
XYOOXHUKIA

Edith Karlson

Ana Mendieta

Jonathas de Andrade
Tanel Rander

Adam Avikainen

James T. Hong

Silje Figenschou Thoresen
Bram Demunter

Cian Dayrit

LaToya Ruby Frazier
Maarten Vanden Eynde &

Musasa
Marika Agu &

Francisco Martinez
Ana Vaz &

Tristan Bera
Konstantinos Doumpenidis
Angela Anderson &

Angela Melitopoulos

4



Edith Karlsoni detailirohketes
installatsioonides on peategelasteks
sageli inimesed ja loomad. Neid
kujutatakse dramaatilisele

stindmusele jargnevail hetkeil pigem
vaikivate tunnistajate kui aktiivsete
tegutsejatena. Ta loob stseene,

millele lisab materjalikasutuse kaudu
rohmakust - ootamatud materjalid
néivad neis viltu ldinud muinasjuttudes
Uihtaegu keskse tahtsusega ja juhuslike
elementidena.

Karlsoni teos ,Lihke lugu® kasitleb
looma ja inimese vahelist suhet,
peenekoeline jutustus paljastab
ehmatavalt ebavordse voimuvahekorra.
Looma osaks on siin surm, inimest
esindab aga réivas, millega kunstnik
viitab vormi mdjujéule ning valikule
toetada pigem siisteemi kui moelda,
mis hingele parem on. Lébipaistvus
viitab keisri uutele roivastele, kus
suure vaatemangu 16puks selgub, et
tegu on pettusega. ,Margid“ koosneb
naitusesaalis publikut piiluvatest
silmadest, luues nii mulje teise liigi
kummituslikust kohalolust. Silmad
jalgivad toimuvat, kuid kuna pole
teada, kellele need kuuluvad, tekitavad
need ebamugavust ja ohutunnet.

»Draama on sinu peas I (2013)
asub EKKMi aias ning koosneb kipsi
valatud lapsemd6tu kummitustest.
Teost néidati esmakordselt EKKMis
2013. aastal ning see on vaikivana
markamatult imbritsevasse
sulandudes muuseumi pisiasukaks
saanud. Teos kuulub aastatel 2011-
2013 loodud seeriasse, mis kasitleb
lapsepdlve hirme ning tdiskasvanuea
arevust.

In Edith Karlson's intricate
installations, animals and people
are recurring protagonists. They
are portrayed the moment after an
unpronounced dramatic event took
place, like silent witnesses rather
than active agents. She creates
scenes in which the material often
adds an element of roughness,

the unexpectedness of the material
appearing in the same way as a crucial
but unplanned item in the scene of
a fairy tale turned bad.

Her work Short Story shows the
relationship between animal and
man, subtle in terms of storytelling
but shocking in terms of the power
imbalance. The animal is present in
its pure deadness, while the human is
represented as a jacket, insinuating
the power of a uniform and the act of
toughening up to represent a system
instead of one's soul. The transparency
refers to the tale of the Emperor's
New Clothes, where a great show off
ends up with the realization that all
was a hoax. Signs, sets of peering
eyes that are present throughout

the exhibition, bring in the haunting
presence of another species.

The eyes are observing, but as its
actual species remains unclear, there
is an uncomfortable unknown about
the consciousness of the species, and
the threat it could potentially pose.

Drama Is In Your Head Il (2013) can
be found in the garden at EKKM

and consists of a plaster cast army

of child-size ghosts. The work was
shown at EKKM in 2013 and has since
been present as a silent witness,
unnoticeably becoming part of the
natural surroundings. The work was
part of a series of installations made
between 2011 and 2013 that expressed
childhood fears combined with the
anxiety of adulthood.

Edith Karlson (siind. 1983. aastal, elab ja té4tab Tallinnas) on eesti kunstnik, kes kasutab dramaatiliste
narratiivide edasiandmiseks ekspressiivset skulptuurilaadi. Ta on hiljuti osalenud néitustel ,Drama
is in Your Head V* Museum der Bildende Kiinstes Leipzigis (2018), ,Hudnoi“ koos Jass Kaselaanega
Temnikova & Kasela galeriis Tallinnas (2017), ,Vox populi“ Tallinna Linnagaleriis (2016), ,Beaten Up
By A Thug, Saved By Kindness*“ koos Kris Lemsalu, Michele Pageli ja Ben Washingtoniga Londonis

Amatorska galeriis (2015).

Edith Karlson (b. 1983; lives and works in Tallinn) is an Estonian artist who adopts an expressive style
of sculpting that hints at an underlying dramatic narrative. Recent exhibitions include: Drama is in Your
Head V, Museum der Bildende Kiinste Leipzig (2018); Hudnoi, with Jass Kaselaan, Temnikova & Kasela,
Tallinn (2017); Vox Populi, Tallinn City Gallery (2016); Beaten Up By A Thug, Saved By Kindness, with
Kris Lemsalu, Michele Pagel, Ben Washington, Amatorska Gallery, London (2015).

JauT KapncoH (poa. 1983; xuseT 1 pabotaeT B TannnHHe) — 3CTOHCKUIA CKYNbNTOP, NENUT OHA
BbIPa3nNTENbHO, CIOXETbI €e Npon3BeAeHnA ApaMaTuyHbl. MocneaHue BoicTaBku: «[lpama B TBOEW
ronose, 5», My3ei nsobpasutenbHbix uckyccts (Jleinuur, 2018); «Hudnoi» BmecTe ¢ Accem
KacenaaHom, ranepea Temnikova & Kasela (TannuuH, 2017); «Bce BuHoBaTbl», TannuHHckaaA
ropoackan ranepen (2016); «/136uTbin 6aHAMTOM, cnaceHHbIV fobpoToii» coBmecTHO ¢ Kpuc Jlemcany,
Muwenb Menaxen, BeHom BawuHrtoHom, ranepea Amatopcka (JloHaoH, 2015).
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B cnoXkHbIX MHCTaNNALMAX

OaunT KapncoH yacTbiMu repoaMmu
ABMAKTCA XUBOTHbIE U NIOAN.

OHuM npeacTaloT nepea Hamu

cpasy e nocne 3aBepLieHun
Kakoro-Hnbyab HeoXnaaHHOro
ApamMaTnyeckoro cobblTuA — He Kak
aKTUBHblE AeCTBYyOWME N1La,

a Kak Monyanueble CBUAETENMN.
CKynbnTOp CO34aeT CLeHbl, rae
HenpeackasyembliM 06pas3om
NpUMEHAET HEeOXWAaHHbIe MaTepuarbl,
4YTO YacTo fo6aBNAET SNEMEeHThI
HecypasHocTu. Micnonb3oBaHne
Henenbix MaTepranos NpuaaeT HOBbIN
CMbIC/T JaBHO 3HAKOMbIM CKa304HbIM
cloXeTam.

Ee pa6boTa «HoBenna» nokasbiBaeT
B3aUMOOTHOLLEHMA YenoBeka

1 XXMBOTHOrO: B BOCMIPUATAN
pacckasumnka CBA3W HEXHbI, 0AHAKO
avcbanaHc BNacTu B OTHOLIEHWAX
LIOKMpyeT Hac. XKnsoTHoe
NPUCYTCTBYET B CBOEN YNCTON
MEPTBOCTU, B TO BPEMA KaK YenoBeK
npeacTasneH B BUAe Nuaxaka,
HamekaLero Ha cuny yHndopmsl,

a feyicTBMe — B BUAE YKPENeHus,
npeAcTasALLEro CUCTeEMY BMECTO
Aywwn. MNpo3payHoCTb OTHOCMTCA K
CKasKe 0 rofloM Kopore, B KOTOpPOW
BeJIKOe XBaCTOBCTBO 3akaH4MBaeTCA
O0CO3HaHWeM TOro, 4To BCe 6bI10
06MaHOM. «3HaKu» — 3TO HECKOJbKO
nap BrifAbIBalOWMXCA rNas, KoTopble
COMPOBOXAAIOT HAC HA NPOTAXEHUN
BCeW BbICTaBKW 1 MPUBHOCAT
oLlyLLIeHNe NPUCYTCTBNA KaKNX-TO
HEMOHATHBIX NpecneayoWwmx 38epen.
MbI He NnoHMMaeMm, rnasa kakoro
MMEHHO >XXMBOTHOro HabnioaaT

3a Hamu 1 YeM 3TO XXMBOTHOE

MOXeET 6bITb NOTEHLUMANbHO ONacHoO.
MpucTanbHbI B3rNAA4 U Hawe
BbIHY>XAEHHOEe He3HaHue 06 yrpose
POXAAIOT OLWYLLEHNE HeyloTa.

«[pama B TBOeM ronose ll» (2013),
KOTOpaA pacnonoxeHa B cagy
OCTOHCKOro My3ef COBPEMEHHOIO
UCKyCcCTBa, COCTOUT U3 apMmm
rMNCOBbIX NPM3PaKoB AEeTCKOro pocTa.
PaboTa 6bi1a nokasaHa B My3ee
coBpemeHHoro uckycctsea B 2013 rogy,
1 C TEX MOP OHa NMPUCYTCTBYET 3A4€eChb

B Ka4yecTBe MONYannBoro CBMAeTENA,
He3aMeTHO CTaHOBACH 3NIEMEHTOM
€©CTECTBEHHOr0 OKPY>KEHUA.
[MponsseaeHne oTHOCUTCA K cepumn
MHCTanNAUUn, caenanHblx B 2011-2013
IT. N BbIpa>katoLmx cTpaxu, CBA3aHHble
C AETCTBOM, B COHETaHUN C TPEBOroN
B3POCOW XN3HU.

Edith Karlson

Lihike lugu
2019
Uurimist66 dokumentatsioon

Short Story
2019
Research documentation
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Hosenna
2019
MaTepuansl uccnegoBaHuns



Aastatel 1973-1980 16i Ana Mendieta
seeria teoseid pealkirjaga ,Siluetas®,
mis pohinesid kunstniku reisidel
USA ja Mehhiko vahel. Need t66d

tegi Mendieta ajal, mil ta keskendus
iseenda, maa ja kunsti vaheliste
suhete uurimisele. Ta |6i videoid, mis
on samal ajal ka tema performance’ite
muljetavaldavad dokumentatsioonid -
Uihtaegu lirgsed, paganlikud ja
naiselikud. K&ikides nendes teostes
p6ordub kunstnik vormiliselt tagasi
oma silueti juurde, mis ilmneb
maastikul orgaanilise materjaliga
taidetud vormis vGi looduslike
vahendite, nagu tule ja veega loodud
kujundites.

Teoses ,Alma Silueta en Fuego”
(,Hinge siluett leekides*) lahvatab
kunstniku silueti kummituslik jéljend
maapinnas leekidesse ja pdleb &ra.
Mendieta motestas oma tegevust

kui ,teda universumiga lihendavate
sidemete” otsingut, olles seejuures
veendunud, et kdik maailmas on
omavahel seotud. Tema loomingus on
elemente afro-kariibi rituaalidest, kus
tuli tdhistab elu uuenemist leekide
soojuse ja kosutavuse kaudu.

Between the years 1973 and 1980,
Ana Mendieta created a series of
works collectively titled Siluetas that
originated from trips between the US
and Mexico. Mendieta made these
works in a period during which she
explored the relationship between
herself, the earth, and art, creating
videos that function as potent traces
of her performances, simultaneously
primal, pagan and feminine. In all of
these works the formal element of the
artist’s silhouette returns, represented
in the landscape as a form filled with
organic materials, or as a shape made
by natural elements like fire and water.

In Alma Silueta en Fuego (Soul
Silhouette on Fire) the artist’s
silhouette is impressed into the ground
like a ghostly silhouette that catches
fire and then burns up. Mendieta
framed her explorations as a quest
for the “bonds that unite her with

the universe,” in a strong belief that
everything is connected; her work
carries elements from Afro-Caribbean
rituals in which fire represents the
renewal of life through the warmth
and comfort of flames.

Kuubal siindinud Ana Mendieta (siind. 1948. aastal Havanas Kuubal, surn. New York Citys 1985. aastal,
surma p&hjus vaidlustatud) 16i oma liihikese, kuid viljaka kunstnikukarjaari jooksul eksiili, pagulust ja

maa juurde tagasipdrdumist kasitlevaid teedrajavaid teoseid. Uks hiljutisemaid tema filmiloomingut
koondavaid néituseid ,Covered in Time and History: The Films of Ana Mendieta“ toimus 2014. aastal
Katherine E. Nash Gallerys Minnesota Ulikoolis ning seda on néidatud mitmes paigas {ile maailma, sh
NSU Art Museumis Fort Lauderdale’is Floridas (2016), California Ulikooli Berkeley Art Museum and Pacific
Film Archive’is (2016), Bildmuseetis Umeds Rootsis (2017), Martin Gropius Baus Berliinis (2018) ja Galerie
Nationale du Jeu de Paume’is Pariisis (2018).

Ana Mendieta (b. 1948, Havana, Cuba. Died in New York City in 1985, cause of death disputed). In a brief
yet prolific career, the Cuban-born artist Ana Mendieta created ground-breaking work around the themes
of exile, displacement and a return to the landscape. Recently an exhibition of her moving image works,
Covered in Time and History: The Films of Ana Mendieta, was organized by the Katherine E. Nash Gallery,
University of Minnesota in 2014, and has since travelled to several institutions worldwide, including NSU
Art Museum Fort Lauderdale, Florida (2016), University of California, Berkeley Art Museum and Pacific
Film Archive (2016), Bildmuseet, Umed, Sweden (2017); Martin Gropius Bau, Berlin (2018) and the Galerie
nationale du Jeu de Paume, Paris (2018)

Ana MengbeTa (1948, FaBaHa, Ky6a — 1985, Hblo-/lopk, NpuYnHa cMepTy He ycTaHoBneHa) 3a
KOPOTKY!I0, HO NNOAOTBOPHYIO Kapbepy co3/fjana HoBaTopckune paboTbl HA TEMbl U3THAHWA, CKUTAHWA 1
BEpPHynach K anemMeHTam nensaxa. B ranepee Katpun 3. Haw (YHuepcutet MunHecoTsl, CLUA, 2014)
6bina opraHM3oBaHa ee BbiCTaBKa Noj Ha3BaHUeM «[oKpbITbie BpEMEHEM U UCTOPUEN: (UNbMbl AHbI
MeHpbeTbl». C Tex nop BbicTaBKa NnobbiBana B HECKOMbKMX MHCTUTYTax Mo BCeMy MUpY, B TOM Yucne
B XyaoxecTseHHoM my3ee HCY B ®opT-Nlogepaenn (wtat ®nopuaa, CLUA, 2016); B Xya0XKeCTBEHHOM
my3ee Bepknu n TuxookeaHckom knHoapxuse KanudopHuiickoro yHusepcuteTa (2016); B Mysee
KapTuH Ymeo (LWBeumn, 2017); B MapTuH lponuyc Bay (BepnuH, 2018); B HaunoHanbHom ranepee
XKe-pe-Mom (Mapux, 2018).
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B 1973—-1980 rr. AHa MeHabeTa
cospana ceputo paboT noa o6wmm
HasBaHueM Siluetas, koTopble
NoOABUNUCH B pe3ynbraTe Noe3foK
mexay CLUA n Mekcukon. B Tot
nepuoa MenabeTa nccneposana
OTHOLLEHMA Mex ay cobon, 3emnen

1 UCKYCCTBOM, CO3AaBanA BUAEO,
KOTOpble (PYHKLIMOHMPYIOT Kak
MOLLHbIE CneApbl ee OAHOBPEMEHHO
NepBOOLITHBIX, A3LIYECKNX 1
>KEHCKUX nepdopmaHcoB. Bce aTn
paboTbl M306paxkaloT BO3BpaLLEHNe
dopmanbHOro anemeHTa cunyaTta
XYAOXHULbI, U306PaXKEHHOro B
nensaxe B BuAe GOpMbl, 3anofHEHHOW
OpraHuyYecknmMn matepvanamm,

1nm opmbl, CO3AaHHOW NPUPOAHBIMU
3MeMeHTaMu, TakKMMn Kak OroHb 1
BOAA.

B Alma Silueta en Fuego («Cunyat
OYLWN B OTHE») CUNY3T XYAOXKHULbI
BAaBNMBaeTCA B 3eMJ1t0, KaK npuspak,
KOTOpbIV 3aropaeTcH, a 3aTem cropaer.
MeHabeTa cchopmynmpoBana cBov
nccnefoBaHuA Kak NMoucKn «CBA3EN,
06beaMHAKLNX €€ CO BCENEHHON»,

B TBEPAOM yHeXAeHWU, 4TO BCe
CBA3aHO 1 ee paboTta HeceT B cebe
3N1eMeHTbI adpo-KapubCKNX pUTyanos,
B KOTOPbIX OrOHb NpeAcTaBnAeT
06HOBJIEHNE XMN3HN Yepes Tenno un
KOMpOpT nnameHu.

Ana Mendieta

Alma Silueta En Fuego

(Hinge piirjooned leekides)

1975

Super 8 mm HD videol, véarviline,
helita, 3’ 7”

The Estate of Ana Mendieta, LLC ja
Galerie Lelong & Co (New York) loal

Alma Silueta En Fuego

(Soul Silhouette on Fire)

1975

Super 8mm film transferred to

HD video, colour, silent, 3’ 7”

Courtesy of The Estate of Ana Mendieta
Collection, LLC and Galerie Lelong &
Co, New York
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Alma Silueta En Fuego

(CunyaT gywm B OrHe)

1975

Bupeo Ha 8-Mm KnHoNneHke,
ouundposaHHoe B chopmat HD,

6e3 3Byka, 3’7"

C paspewenuns: The Estate of Ana
Mendieta Collection, LLC and Galerie
Lelong & Co (Hbto-UNopk)



Jonathas de Andrade video ,,O Peixe“  The feel of the video O Peixe (The Fish)
(,Kala“) meenutab pélisrahva uurimise by Jonathas de Andrade is reminiscent
kaigus tehtud etnograafilist filmi. Film  of an ethnographic film made for an
jalgib, kuidas Brasiilia kirderanniku anthropological study of an indigenous
kalurid mooda joge sdidavad ja suuri culture. The lens follows individual
kalu pliiavad. Kala kattesaamisele fishermen on the north-eastern coast
jargneb ootamatu rituaal, mille kdigus  of Brazil as they row down the river
kalur embab kala tugevalt, kuid érnalt, and catch a large species of fish.
kuni too hingamise I6petab. After the fish is caught, the event is
succeeded by an unexpected ritual as
See naib olevat lugupidamisavaldus the fisherman forcefully yet tenderly
ning hiivastijatt - kalur justkui lohutab embraces the fish until it stops
kala, olles talle elu andmise eest breathing.
tanulik. Zest véljendab korraga nii
mdistmist kui ka lileolekut, pakkudes  The act seems to be a respectful
vélja alternatiivse ja koitva voimaluse,  way of saying goodbye to the fish,
kuidas suhestuda toiduahelas allpool  the fisherman offering it consolation,
asuvate liikidega. Vaataja mulje, nagu  a sign of gratitude for sacrificing its
oleks vélismaailmast puutumata jadnud life. The gesture oscillates between
hdim seda rituaali pikalt vaid enda empathy and domination and provides
teada hoidnud, ei kesta kaua, dige imagery for an alternative and
pea selgub, et de Andrade on olukorra  appealing way of relating to species
lavastanud, kasutades eksotiseeriva situated lower in the food chain. Just
pilgu ja vastavate ootustega sobivaid as the viewer sinks into the
stereotiilipe. comfortable thought that this ritual
has been safeguarded by an untouched
indigenous culture, the realization
comes that de Andrade constructed
the situation and uses stereotypes to
mirror the exoticizing gaze and related
expectations.

Jonathas de Andrade (stind. 1982. aastal Maceids Brasiilias, elab ja to6tab Recifes) to6tab kollektiivse
mélu ja ajalooga, kasutades strateegiaid, mis segavad valjamd&eldisi reaalsusega. Ta kogub ja
katalogiseerib arhitektuuri, kujutisi, tekste ja elulugusid ning kirjutab tmber isiklikud minevikunarratiivid.
Hiljuti on tema isikunaitused toimunud Museu de Arte de Sdo Paulos (2016-2017), The Power Plantis
Torontos (2017), New Museumis New Yorgis (2017) ja Chicago Moodsa Kunsti Muuseumis (2019). Ta

on osalenud S&o Paulo 32. biennaalil (2016), naitustel ,Unfinished Conversations: New Work from the
Collection“ MoMAs New Yorgis (2017) ja ,BRAZIL. Knife in the Flesh“ Padiglione d’Arte Contemporaneas
Milanos (2018).

The work of Jonathas de Andrade (b. 1982, Maceid, Brazil; lives and works in Recife) traverses collective
memory and history, making use of strategies that shuffle fiction and reality. In his practice he collects
and catalogues architecture, images, texts and life stories, and recomposes a personal narrative of the

past. Past solo museum exhibitions include Museu de Arte de S&o Paulo (2016-2017); The Power Plant,

Toronto (2017); New Museum, New York (2017); and MCA Chicago (2019). Group exhibitions include 322

Bienal de S&o Paulo, Sdo Paulo (2016); Unfinished Conversations: New Work from the Collection,

The Museum of Modern Art MOMA, New York (2017); and BRAZIL. Knife in the Flesh, Padiglione d’Arte

Contemporanea, Milan (2018).

D>xonatac ne Anapane (poa. 1982, Maceino, bpasunus; xuseT n pabotaet B Pecuchu) nepebupaet
KONNEeKTUBHYIO NaMATb U MCTOPUIO, UCMONb3YA NPUEMbl, KOTOPbIE TacyloT (DaHTaCTUKY U peasibHOCTb.

B cBoem TBOpUecTBe OH COBMPaeT 1 KaTanornampyeT apxuTeKTypy, M306pakeHnA, TEKCTbI, UCTOPUN

13 XKM3HW, & TaKXe COCTaBMAET NNYHbIN pacckas o NPoLnoM. MepcoHanbHblie My3eiiHble BbICTaBKN
XyAO0XHMKa NPOLUNN Ha cneaytowmx nnowaakax: Mysen uckyccts Can-Mayny (2016-2017); ranepen
coBpeMeHHOro uckycctea Power Plant («3nekTpocTaHuma», TopoHTo, 2017); HoBbIii My3eit COBPEMEHHOrO
nckyccTsa (Hblo-Vopk, 2017) u Myseii coBpeMeHHOro uckyccTaa (Yukaro, 2019). XyaoXHUK yyacTeosan
B rpynnoBbIX BbicTaBKax: 32-i 6ueHHane B Cax-Mayny (2016); «<HeaaseplweHHble 6eceabl: HoBaA paboTa
13 Konnekumnn», Myaeit cospemeHHoro nckycctsa MOMA (Hbto-Mopk, 2017) n MaBnnboH coBpeMeHHoro
uckycctsa (Munan, 2018 rog).
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Knun OxoHaTtaca ne AHgpage

O Peixe («Pbi6a») HanoMmuHaeT
aTHorpagmyeckuin unbm, CO3AaHHbLIN
[ANA aHTPOMOIOrMYECKOro N3y4eHua
KYNbTYpPbl KOPEHHbLIX HAPOAOB.

Ha ceBepo-BOCTOYHOM nobepexbe
Bpasunun o6bekTuB cnepyeT 3a
OAVHOKMMYU pbibakamu, KOTopble
rpebyT BHW3 MO TEYEHWIO PEKU 1
NOBAT KpynHyto pbiby. Mocne Toro,
Kak pblba norimaHa, kapTuHka
CMEHAETCA HEOXMAAHHBIM
puUTyanbHbIM AeNCTBMEM — pblibak
CWUIBbHO, HO HEXXHO 0O6HMMAaET pbIby,
rokKa oHa He nepecTaeT ApllwaTh.

MocTynok KaxeTcA crnocobom
NOYTUTENIbHO NOMPOLATLCA C PbI6ON,
pbibak npeanaraeT en yTelleHne

B 3HaK 6rarogapHoCTH 3a TO,

YTO OHa NoXXepTBOBasa CBoeM
XXM3HbIO. XKecT konebneTca mexay
COYYBCTBMEM W LOMUHMPOBAHWEM U
npefocTaBnAeT NpyUBeKaTesbHyo
BO3MOXHOCTb OTHOCUTLCA K BUAAM,
pPacnosio>XXeHHbIM HUXXe B I'II/ILLIGBOI7I
Lenu, ansTepHaTVBHO. B To Bpema kak
3puUTENb NOrpy>kaeTcA B OLLYLLEHUA,
YTO 3TOT PUTYan 3alMLIEH HETPOHYTOM
MECTHOW KynbTYpPOW, NPUXOANT
0CO3HaHWe 3ambicna aBTopa.
CTtaHoBUTCA ACHO, YTO Ae AHapane
WCKYCCTBEHHO co3Aan cuTyaumto

1 UCMONb3YeT CTEPeoTUnbI, YTOObI
0TpasunTb OPUrMHaNbHbLIN B3rNAL U
CBA3aHHbIE C HUM OXXMNAOAHUA.

Jonathas de Andrade

O Peixe (Kala)

2016

16 mm film 2K videol, varviline,
heli, 37’

Galeria Vermelho (Séo Paolo) loal

O Peixe (The Fish)

2016

16mm film transferred to 2K video,
colour, sound, 37’

Courtesy of Galeria Vermelho,
Sao Paolo
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O Peixe (Pbi6a)

2016

Bupaeo Ha 16-MM KMHOMNMEHKe,
ouucppoBaHHoe B hopmar 2K, user,
3BYK, 37’

C paspeuwenus: Galeria Vermelho
(Can-Mayny)






Adam Avikainen loob peamiselt
erinevatest materjalidest ja tema enda
kirjutistest koosnevad installatsioone.
Nende kaudu komponeerib kunstnik
narratiive, mis iihendavad endas
isiklikke tadhelepanekuid ja teaduslikke
leide ning selle tulemusel stindiv
kombinatsioon ratsionaalsetest
prognoosidest ja kujutlustest

antakse sageli edasi objektide voi
esemete kaudu. Tema loomingu
labivaks jooneks on inimese (enese)
taju uude mdotkavasse kandmine,
asetades selle vastakuti mikro- ja
makrokosmosega ning paigutades
meie keha ja meele kdikehdlmavasse
looduskontiinumisse. Naiteks Ingveri
Liustik on tema loomingu korduv

element, tohutu suur poolmiitoloogiline

mitteolend, mis tuleb meie juurde
tuleviku geoloogilisest ajastust ning
mida Avikainen kujutab muteerunud
eluvormina, mis kasvab vélja elu
slimbiootilisest suhtest paikesega.

Avikaineni uus teos ,Ingveri Liustik”
vongub inimeste, objektide ja
néhtuste vahel ning seda jutustatakse
paevikuna, millesse on kirjutatud iihe
inimese aasta maa peal. Muuhulgas
jutustab see ka loo inimesest ning
tema katsest evolutsiooni kontrollida.
Lool on 24 peatiikki, mis vastavad
inimese 24-le maa peal elatud
hooajale. Peatiikid on seotud ka

inimese 12 kehasiisteemiga ning nende
vastetega geoloogilises olendis, kelleks

saamise viise loodab inimene meile
néidata.

Peatiikid:

Ingveri Liustik
Vorsete varin
Raketiputukas
Sakura smuuti
Sparglivikerkaar
Konnakulleste kraaks
Sireli tassikoogid
Valguherned
Vaarikhabe

10. Hamburgerikotkas
11. Mustikaburger

12. Taifuunikarri

13. Rohutirtsude karje
14. Arbuusivalgesaba
15. Parlendavad mesilased
16. Virsikukaenlaalune
17. Ukserohutirtsud

18. Vahtrapainutus

19. Higike

20. Tuulevabad

21. Kuuslauguleiva palve
22. Porgandikoogi kirst
23. Tektooniline lasanje
24. Hurmaasuu

CoNooMONS

Adam Avikainen’s works are mainly
installations that make use of

various materials combined with his
own writing. They form narratives
that unfold between idiosyncratic
observations and scientific findings
and the resulting combination of
rational predication and make-believe
are often told by objects or things.
What all his work has in common is

a re-scaling of human perception and
self-perception in relation to the micro
and macro-cosmos and manages to
situate our bodies and minds within
the all-encompassing continuum of

nature. The Ginger Glacier, for example,

an element that regularly resurfaces in
his work, is a monstrous, quasi-mythic
nonbeing that comes to us from a
future geological age and is pictured by
Avikainen as a mutation of life growing
out of all of life’s symbiotic relationship
to the sun.

Avikainen’s new work Ingveri Liustik
vacillates between people, objects and
phenomena and is told as a diary that
captures one person’s year on earth.

It tells among others the story of a
man and how he tries to take control
of evolution. The story has 24 chapters
matching the 24 seasons of where the
man lives on Earth. These chapters
also mirror the 12 human bodily
systems and their reflections in the
geological being that the man hopes
to show us how to become.

Chapters:

Ginger Glacier
Sprouts Shiver
Rocketbug

Sakura Smoothie
Asparagus Rainbow
Tadpoles Croak
Lilac Cupcakes
Lightning Peas
Raspbeard

10. Hamburger Hawk
11. Blueberry Burger
12. Typhoon Curry

13. Cicadas Scream
14. Watermelon Whitetail
15. Dewy Beets

16. Peach Armpit

17. Door Crickets

18. Maple Flex

19. Sweatheart

20. Wind Frees

21. Garlic Bread Prayer
22. Carrot Cake Casket
283. Tectonic Lasagne
24. Persimmouth

CoNOOo AN~

Adam Avikainen (siind. 1978. aastal, elab ja t66tab Minnesotas USAs) tegeleb oma loomingus orgaanilise
maailma allhoovustega ning loendamatute Gihendustega, mis elusorganisme liksteisega seovad ning mis
on praegu kiires muutumises. Ta kutsub meid osa saama erinevatest stsenaariumitest, mis pShinevad
korraga ratsionaalsetel prognoosidel ja Iahtuvad kujutlusvéimest. Tema esikromaan ,Ginger Glacier
ilmub 2019. aasta siigisel. Avikainen on osalenud naitustel ,Today’s Yesterday“ Anreni biennaalil Hiinas
(2017), ,La Chose“ Delme’i siinagoogis Prantsumaal (2015), ,Social Factory“ 10ndal Shanghai biennaalil
(2014), ,Animism*“ Ashkal Alwanis Beirutis (2014), ,The Monster That is History“ Taipei biennaalil (2012).

Adam Avikainen (b.1978; lives and works in Minnesota, USA). In his work, Avikainen engages with the
underground currents of the organic and the myriad connections that tie forms of life together that

are currently being re-made on a huge scale. He draws us into scenarios that are based on both rational
predictions and make-believe. His debut novel Ginger Glacier will be published in the fall of 2019.
Selected exhibitions include Today’s Yesterday, Anren Biennale, Anren, China (2017), La Chose,

La Synagogue de Delme, France (2015), Social Factory, 10th Shanghai Biennale, Shanghai (2014),
Animism, Ashkal Alwan, Beirut (2014), The Monster That is History, Taipei Biennale, Taipei (2012).

Apam ABukaiiHeH (pog.1978; xuBeT u paboTtaeT B MuHHecoTe, CLUA) B cBOeM TBOpYeCTBE
B3aVMOAENCTBYET C OCHOBHbLIMU HanpaBfieHUAMI aHaerpayHaa u Ucrnosib3yeT HECMETHOE YNCIO
CBA3eil, COeIMHAA pasnnyHblie hOpMbl XU3HU. XYA0XKHUK BTATMBAET HAC B CLIEHapUn, OCHOBaHHbIe
Kak Ha paL1oHanbHbIX NpeiCKas3aHnAX, Tak U Ha COBCTBEeHHbIX haHTasmnAx. Ero neboTHbIN pomaH
Ginger Glacier («/IM6upHbI NeaHUK») 6yaeT ony6nmkoBaH oceHbto 2019 roaa. HekoTopble BbICTaBKM:
«CeroaHALLHNI BYEpaLUHWii ieHb»; AHpeHcKan 6ueHHane (AHpeH, Kutan, 2017); La Chose, Cunarora
(Oenbma, ®paxuuna, 2015); «CounansHana abpuka», 10-a LWaHxaiickaa 6ueHHane, (2014); «<AHUMU3M»
(Awkan AnsaH, BenpyT, 2014); «MoHCTp — 3T0 ucTOpuA», Tanbaiickaa bueHHane (2012).
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PaboTbl Anama ABrKanHeHa

B OCHOBHOM MNpeAcTaBnAT cobon
WHCTannAuumM, B KOTOPbIX aBTOp
KOMOUHUPYET pasfiMyHble MaTepuansbi
¢ ero cob6CTBEHHbIMU paHee
co34aHHbIMKU 3anucamun. Ero

npou3aBefeHne hopMUpPyeT HappaTmMBbI,

KOTOPbIE PacKpbIBAOTCA CBA3W MEXAY
YHUKaIbHbIMU HabNoAeHNAMA 1
Hay4HbIMW OTKPbITUAMK. KomBuHauma,
nony4eHHanA B pesynsrarte
paunoHanbHoro npeaybexxaeHvA n
NPUTBOPCTBA, YacTo pacckasblBaeTcA
obbekTamu unu Bewwamu. O6LWUm

AnA Bcen ero paboTbl ABNAETCA
n3aMeHeHne macwraba HYenoBeyeckoro
BOCMNPUWATUA 1 CAMOBOCNPUATMA

B OTHOLLUEHUW MUKPO- M MAKPOKOCMOCA;
aBTOpY YAAETCA pacnofioXXMTb HaLLK
Tena u ymbl BO Bceobbemniowem
KOHTUHYYMe npupodbl. Hanpumep,
Ginger Glacier («/IMGUPHbBIN NegHUK») —
3N1EMEHT, perynAapHo NoBTOPAOLMIACA
B €ro TBOpYeCTBE, ABNAETCA
YyAOBULLHBIM, KBa31-MUUYECKIM
HebbITeM. OHO NPUXOAMT K HaMm 13
6yayLLero reonormyeckoro neproaa

1 nzobpaxaetcA ABMKaHEHOM Kak
MyTaumA CyLLeCTBOBAHNA: XXN3Hb
npopacTtaeT U3 BCeX CUMONOTUYECKINX
B3aUMOCBA3EN C COMHLEM.

HoBana paboTa ABukainHeHa «Ingveri
Liustik» («/IMBUpPHbBIN NneaHnK»)
konebneTcA mexay noabmu,
obbekTamu 1 ABNEHUAMU 1
npeacTasneHa B hopme AHEBHVKA,
roe 3adoMKCMpPOBaH rof XXU3HU

Ha 3emne 04HOro Yenoseka,
MNblTaloLLEerocA KOHTPONMPOBaTb
asonoumio. B nctopuu 24 rnassl,
CcoOTBeTCTBYyoLlWMe 24 BpeMeHam
rofa, NpoBeeHHbIM YENOBEKOM Ha
3emne. OTu rnaBbl TakXXe OTpaXkatoT
12 cncTem YenoBeyecKoro Tena n ux
peIeKCHIO B XXMBOW re0s1ormM4eckon
nopogae. lepovi npon3seneHnA
HafeeTcA Hay4YnTb HAC TakoMy

e MOHMMAaHUIO U OLLYyLLIEHWIO cebA.

[naBsbl N3 KHUrK:

«/IMBMPHBIN NefHNK»
«[lpoxcatume pocTkm»
«PakeTHOe Hacekomoe»
«Cakypa cmy3u»

«Papgyra ns cnapxw»
«[0N10BaCTVKN KBAKaKOT»
«CupeHeBble KEKCbI»
«MONHNEHOCHbIN ropox»
«bopoga-HanunbHUK»

10. «AcTpeb-rambyprep»

11. «YepHnyHbIN Byprep»

12. «TaiicpyH Kappu»

13. «Kpuyawme umkagbi»

14. «Apby3 6en0XBOCTbIN»

15. «Pocuctan ceekna»

16. «[lepcmkoBan NoAMbILLKa»
17. «[1BepHble cBepyKu»

18. «KneHoBbIl N3rn6»

19. «[loTHoe cepaue»

20. «BeTtep ocBoboxaaer»

21. «MonuTtBa YyecHo4Horo xneba»
22. «lllkaTynka ¢ MOPKOBHbIM TOPTOM>»
23. «TeKToHU4YecKanA nasaHba»
24. «Pot-xypma»

©CONO O, LN

Adam Avikainen

Ingveri Liustik

2019

Seerias 24 fotot, tinditriikk,
helisalvestis

Ginger Glacier
2019

Series of 24 inkjet prints and

an audio recording
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MIMOUpPHBIA NegHuK
2019

CepwviA paboT B TEXHWKE CTPYNHON
neyaTun 24”, ayamosanucb



+Jaik vabandus pole muud kui jargmine
solvang...”
- G. K. Chesterton

+Aeg ei paranda koiki haavu ega suuda
koiki vaidlusi lahendada. Kuid arusaam
sellest, kes on pahategija, vGib
muutuda. Riikliku vabanduse eesmark
on seda siimboolse akti kaudu
teadvustada ning sellele voib jargneda
leppimine ja andeksandmine. Et see
juhtuks, on siirus aga darmiselt oluline,
veel eriti, kui loetakse ettekirjutatud
teksti.”

- James T. Hong

James T. Hongi teos ,Vabandused*”
koosneb kronoloogiliselt jooksvatest
poliitikute vabanduskdnedest, naiteks
Bill Clintonilt, Alfonso Portillolt, Donald
Rumsfeldilt, Gordon Brownilt ja Barack
Obamalt. Enamasti kirjeldavad need
kdned tosiseid riigi toimepandud
johkrusi ning sisaldavad vahel endas
ka teeseldud tundelisust. Videos saab
vaadelda, kuidas avalikult kuritegusid
tunnistatakse ning manipuleeritakse
rahvuslike narratiividega lihtsa poliitilise
kasu nimel.

“A stiff apology is a second insult...”
- G. K. Chesterton

“The passage of time does not heal all
wounds; it cannot settle all accounts or
resolve all disputes. But the identities
of the perceived perpetrators can
change, and a national apology’s

task is to document and record a
symbolic act as a prelude to possible
reconciliation and forgiveness.

To achieve these ends, one’s sincerity
is paramount, especially when reading
from a script.”

- James T. Hong

James T. Hong'’s Apologies consists
of a chronological series of televised,
apologetic speeches by political figures
such as Bill Clinton, Alfonso Portillo,
Donald Rumsfeld, Gordon Brown and
Barack Obama. The speeches usually
outline grave, state atrocities, and

a feigned pretence of emotion can
sometimes be perceived. The video
reveals the practices of the public
admittance of crimes and of the
manipulation of national narratives
for easy political gain.

James T. Hong (siind. 1970. aastal Minnesotas, USAs, elab ja t66tab Taiwanis) on filmitegija ja kunstnik,
kes on enam kui 20 aastat loonud m&tlemapanevaid, ebatavalisi ning vahel ka vastuolulisi filme ja
videoid. Hetkel uurib ta oma t66s rahvuslust ja Ida-Aasias asuvaid vaidlusaluseid territooriume. Ta on
osalenud 12ndal Shanghai biennaalil (2018), naitustel ,Tales Film Program“ Guggenheimi muuseumis
New Yorgis (2017), ,Forum Expanded“ 66ndal Berlinale filmifestivalil (2016) ja Taipei biennaalil (2012).

James T. Hong (b. 1970 in Minnesota, USA; lives and works in Taiwan) is a filmmaker and artist who has
been producing thought-provoking, unconventional, and occasionally controversial films and videos for
over twenty years. His current research focuses on nationalism and disputed territories in East Asia.
Selected exhibitions include 12th Shanghai Biennale, Shanghai (2018); Tales Film Program, Guggenheim
Museum, New York (2017), Forum Expanded at 66th Berlinale Film Festival (2016); Taipei Biennial 2016
and Taipei Biennial 2012.

Lxerime T. XoHr (poa. 1970, MuHHecoTa, CLUA; xuBeT 1 paboTaeT Ha TaiiBaHe) — pexuccep 1
XYAOXHUK, y>xe 6onee ABaaLaTyi neT Co3AaloLLMiA HeTPaAULMOHHbBIE M UHOTAA MPOTUBOPEYMBbIE,
3acTaBnALMe 3aayMaTbCA UnbMbl U BUAEO. B HacToAwee BpemA ero nccnenosaHma
COCPeAo0TOYEHbI Ha HAaLUVMOHANM3Me U CMOPHbLIX TepputopuaAx B BocTouHoi Asun. M3bpaHHbie BbICTaBKu:
12-a LWWaknxaiickan 6neHHane (2018); Mporpamma cunbmos-pacckasos, Mysei [yrrenxaiima

(Hbto-Mopk, 2017); PaclumpeHHbiit hopyM Ha 66-M BepnnHckoM kinHodecTusane (2016); Tanbaiickan
6uenHane (2012, 2016).
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«HenoBKoe N3BNHEHNE — 3TO HOBOE
ockopbrneHwue ...»
—TlK. YecTepToH

«BpemA He NeynT BCE paHbl; OHO He
MO>XXEeT CBOANTb CHETbI C NPOLWWIbIM NN
paspewaTb Bce crnopbl. Ho nuyHocTn
npegnonaraemMbiX NpecTynHUKOB
MOTyT U3MEHUTbCA, U 3afa4a
BCEHAPOAHOro NoKaAHMA COCTOUT

B TOM, 4TObbl 32J0KYMEHTUPOBATb 1
3ane4vyaTtneTb CUMBONINMYECKUA aKT

B KayecTBe Npenoinmn K BO3MOXHOMY
NPUMUPEHMIO 1 NpoLleHuto. Cambim
BaXXHbIM A/1A AOCTUXEHUA 3TUX Lenen
ABNAETCA NCKPEHHOCTb, 0CO6EHHO
NPV YTEHUN 3arOTOBIEHHbIX PEYEN».

— Oxenmc T. XoHr

«/3BuHeHnA» [xenmca T. XoHra
COCTOAT N3 XPOHONOTNYeCKon

Cepun TeNeBMU3NOHHbIX peYen Takux
NONMUTUYECKNX AeATenen, kak bunn
KnuHToH, AnbgoHco MNopTunbo,
[oHanba Pamcens, MlopaoH

BpayH n bapak Obama, koTopble
NPU3HAIOT CBOIO BMHY M BUHY BNacTw.
O6bI4HO peun B 06LwmMX YepTax
06pUCOBBLIBAIOT CEPbe3Hble 3M10AeAHNA
rocyaapcTBeHHOro macwiraba, nHoraa
B HMX OLLYLLAIOTCA NPUTBOPHbIE
amouun. Buaeo packpbiBaeT npakTuky
ny6nMYHOM Ornacku NPecTynieHui n
MaHUMNyNMPOBaHNA HaUMOHaNbHbIMU
NoBeCcTBOBaHNAMU AJIA NErkon
NONMUTUYECKOM BbIrOAbI.

James T. Hong

Vabandused
2012-...
Video, varviline, heli, 85’

Apologies
2012-...
Video, colour, sound, 85’
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M3BuHeHuA
2012-...
Bupaeo, user, ayamno, 85’



Teoses ,Réandav joon (sdilmed)“ (2017-
2019) lahtub Silje Figenschou Thoresen
Taani arheoloogi Povl Simonseni
valitodde pdhjal tehtud uurimistoost.
1950. aastatel tdestas Simonsen, et
saamid olid teatud P&hja-Norra alade
esimesed asukad. Selleks ajaks oli specific expanses of northern
Norra valitsus aga kehtestanud n-6 Norway. The Norwegian government
norrastamise poliitika, mille eesmargiks at this point however had installed
oli saami rahvaste assimileerimine, a Norwegianisation policy aimed at
mis muuhulgas tahendas ka véidete assimilating the Sami population
levitamist, nagu oleks norralased that also included a mythology of
esimesena podhjapoolsetel aladel the primacy of Norwegians in the
elanud. Kuna Simonseni avastused northern areas. As a result, Simonsen’s
olid ametliku ajalooga vastuolus, ei findings were ignored as they were
podratud neile tahelepanu. contradicting established historical
narratives.

In Vandret Linje (rester) 2017-2019,
Silje Figenschou Thoresen builds
on the field studies of Danish
archaeologist Povl Simonsen. In the
1950s, Simonsen proved that the
Sami people were first to inhabit

Kunstnik, kes on ka ise saami péritolu,
kasutab Simonseni joonistusi
elamutest, rannajoontest, rande-
mustritest ja tooriistadest ning

loob dekonstrueeritud maastikku
arheoloogiliste koodidega. Thoresen
vabastab joonistused nende

algsest teaduslikust tdhendusest

ja antropoloogilisest tédpsusest,
lubades joontel vabalt rénnata. Tema
abstraktsete kujundid, jooned ja ringid
muutuvad omamoodi skemaatiliseks
malu pohjal loodud maastikuks, mis
O00nestab tavaparaseid arusaamu
llemvoimust ja maaomandist.

The artist, herself of Sami lineage,
re-appropriates Simonsen’s drawings
of dwellings, coastal lines, wandering
patterns and tools and creates a
deconstructed landscape with inserted
archaeological codes. Thoresen
becomes the agent of the lines in
the drawings, and clears them of
their original scientific meaning and
anthropological accuracy in favour of
lines that are allowed to wander. With
abstract shapes, lines and circles her
drawings become formal explorations
of landscape - a tracing based on
memory, subverting preconceived
ideas about supremacy and land
ownership.

Silje Figenschou Thoresen (siind. 1978. aastal Kirkenesis, Norras, elab ja td6tab Kirkenesis) 1aheneb oma
praktikas esemetele kasutatavuse jatkuvuse vaatepunktist, mis on osa tema saami péritolu tdnapaevases
kontekstis mdtestamisest. Ta on osalenud néitustel ,| Taste the Future® LIAF-i biennaalil Lofotenis Norras
(2017), ,Something is Slowly Moving in Another Direction Kunsthall Trondheimis Norras (2017), ,Twists in
the Horizontal Plane“ Saami Kaasaegse Kunsti Keskuses Karasjokis Norras (2015).

Silje Figenschou Thoresen (b. 1978 in Kirkenes, Norway; lives and works in Kirkenes, Norway). In her
practice Silje Figenschou Thoresen approaches objects from the perspective of a continuum of usage,
as part of a larger contemporary appropriation of her traditional Sami heritage. Selected exhibitions
include | Taste the Future, LIAF Biennial, Lofoten, Norway (2017), Something is Slowly Moving in
Another Direction, Kunsthall Trondheim, Norway (2017), Twists in the Horizontal Plane, Sémi Centre for
Contemporary Art, Karasjok, Norway (2015).

Cunbe durenwy TopeceH (poa. 1978, KupkeHec, Hopserusa; xxuBeT u pabotaeT B KupkeHece,
HopBerua) k 06bekTam cBOero TBOPYECTBa NOAXOAUT C TOYKU 3PEHUA IKCMAHCUBHOTO UCMONb30BaHNA
TPaAMLMOHHOTO CaaMCKoro Hacneana Kak 4acTi 6onee LWMPOKOro COBPEMEHHOTO MPUCBOEHMA.
MN3bpaHnHbie BbicTaBkK: «fA Npobyto byayuiee», 6ueHHane LIAF (JlohoTeHckue ocTposa, Hopeerus,
2017), «4T0-TO MEeANEeHHO ABMXETCA B pYyrom HanpasneHun», KyHctxonn TpoHxeim (Hopserua, 2017),
«[10BOPOTHI B rOPU30HTaNbHOW NIOCKOCTU», LIeHTp coBpeMeHHoro nckycctea caamm (Kapaciok,
Hopserus, 2015).
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B «Bnyxaatowana nuHuA (ocTaHkm)»
(2017—2019) Cunbe dureHwwy
TopeceH onupaeTcA Ha nonesble
uccnepoBaHnA AaTCKOro apxeonora
Mosna CumoHceHa. B 1950-x ropax
CuMOHCeH fokasan, 4To caamckue
HapoAbl NepBbIMU 3acenunu
HekoTopble TeppuTopumn B CeBepHom
Hopserunu. OgHako npaBUTeNbCTBO
Hopserum Ha TOT MOMEHT
npyAEpX1Banocb HanpaBiEHHON

Ha acCUMUNALMIO cCaamoB NOSINTUKN
HOpBEXM3aLun, KOTopanA Takxe
BKMtoYana muchosiornio nepeeHcTea
HOPBEXLEB B CEBEPHbIX paioHaXx.

B pesynbTarte BbiBOAbI apxeosiora
6bI5TM NPOMITHOPUPOBaHbI, MOCKOMbKY
OHVW NPOTVMBOPEYMIIM YCTOABLLENCA
NCTOPUYECKOWN TPAKTOBKE.

XyAoXHMUa, KOTopaA cama caamCcKoro
NPOVCXOXAEHNA, OTKPOBEHHO
ucnonb3yeT co3aaHHble CUMOHCEHOM
PUCYHKW XWNWLL, NpubpesxxHbie

NUHWUK, 61y AatoLWmMe y30pbl, ero
WHCTPYMEHTbI U BblAAET 3pUTENIO
[EKOHCTPYMPOBaHHbIN Nensax co
BCTaBMEHHbIMU apXeoNIornYeckumm
kofamu. TopeceH CTaHOBUTCA areHTOM
JIMHUIA Ha YepTexax 1 o4nLLaeT Ux oT
repBOHaYanbHOro Hay4YHOro 3Ha4YeHuA
1 aHTPOMOJIOTMYECKOWM TOYHOCTU

B MOMb3Y JIMHUIA, KOTOPbIM PaspeLueHo
6ny>xaaTb. C NOMOLLbI0 a6CTPaKTHbBIX
hOpPM ¥ NIMHWI ee PUCYHKN CTAHOBATCA
chopmasnbHbIMK UCCeA0BaHNAMM
naHawacdTa v AaHbio naMAT
narckomy apxeonory. Paborta
TopeceH noApbiBaeT NpeaB3ATble
npeacTaBneHna o NPeBOCXOACTBE
OfHWX NIoAEN HaA ApYrUMA N
yKasblBaeT Ha HecrnpaBeAIMBOCTb

B MpaBax CO6CTBEHHOCTM Ha 3eMIII0.

Silje Figenschou Thoresen

Vandret Linje (rester)

(Randav joon (s&ilmed))

2017-2019

Tint ja dlipastell paberil, raamitud
42x59.5 cm, 66.3x49.7 cm, 57X76 cm,
50%65 cm

Vandret Linje (rester)

(Wandering Line (remains))
2017-2019

Ink and oil pastel on paper, framed
42x59.5 cm, 66.3x49.7 cm, 57%x76 cm,
50x65 cm
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Vandret Linje (rester)

(Bny>patowan nMHUA (OCTaHKWM))
2017-2019

Bymara, Tywb, MmacnAHaA nacTensb,
OKaHTOBaHbI B pambl

42x59.5 cm, 66.3x49.7 cm, 57%x76 cm,
50x%65 cm



Bram Demunteri loomingu labiv Man’s co-existence with nature is a

teema on inimese ja looduse recurring element in Bram Demunter’s
kooseksisteerimine. Oma teoses work. He approaches this with an
kasitleb ta seda, kuidas inimese interest in the historical evolution of
ja looduse suhet on ajaloos the framing of this relationship, and
motestatud ning kuidas inimese a curiosity towards the human urge
iha loodust kontrollida véljendub to control and contain nature that
piiratud looduslikes keskkondades is expressed in contained natural
ja hoolitsetud aedades. Maalis environments or manicured gardens.
s1agasipoordumine Johni juurde” In his painting Returning to John,
vaatleb ta maalikunsti moju looduse  he looks at the influence of painting
motestamisele ja mdistmisele. on the construction and understanding
of nature.
»John® on viide md&jukale 19. sajandi
alguse inglise maastikumaalijale ‘John’ refers to John Constable, an
John Constable’ile, kes lahtus influential English landscape painter
18. sajandi romantilisest traditsioonist, from the early 19th century who was
mis pani alguse kohaliku maastiku influenced by the mid-18th Century

tundelisele kujutamisele. Peamiselt Romantic tradition that introduced
maalis Constable oma koduiimbrust -  a highly affective way of portraying

ta oli veendunud, et kdige parem the local landscape. Constable

on keskenduda sellele, millest ta painted mostly the area surrounding
koige rohkem hoolib, kuna pidas his house, convinced that it was best
maalikunsti tunnetega véga lahedalt  to concentrate on what he cared
seotuks. Teoses ndeme maale about since he considered painting

kandvaid inimesi téis laevu. Nad on to be closely connected to feelings.
otsirannakul, et leida maalil kujutatud In the work we see boats filled with

paika, mida nad arvavad olevat people carrying paintings. They are
loodud Aadama ja Eeva tdotatud on a quest to find the land that is

aia jargi ning mis sarnanevat t66 portrayed in the painting, which in
tagaplaanil kujutatud maastikuga. their minds is a constructed land like

the promised garden of Adam and Eve,
a land similar to the one portrayed in
the background of the work.

Bram Demunter (siind. 1993. aastal Kortrijkis Belgias, elab ja té6tab Knokke-Heistis Belgias) maalib

ja joonistab. Tema teosed meenutavad keskaegseid maale ning tegelevad hoole ja looduse tajumise
temaatikaga. Ta on osalenud naitustel ,Heart of an Old Crocodile Exploding Over a Small town“ Temporary
Gallerys Kdlnis Saksamaal (2019), ,Karma“ Kristof De Clercq gallerys Gentis Belgias (2018), ,Trust in

The Unexpected“ The Governor’s Mansionis Gentis Belgias (2017), ,Extra Citizen* Kunsthal Extra Citys
Antwerpenis Belgias (2017).

Bram Demunter (b. 1993 in Kortrijk, Belgium; lives and works in Knokke-Heist, Belgium) paints and draws.
His works are painted in a style that is reminiscent of medieval painting and centres around themes of
care and the perception of nature. Recent shows include Heart of an Old Crocodile Exploding Over a
Small Town, Temporary Gallery, Cologne, Germany (2019), Karma at Kristof De Clercq Gallery in Ghent,
Belgium (2018), Trust in The Unexpected at The Governor’s Mansion in Ghent, Belgium (2017), Extra
Citizen at Kunsthal Extra City, Antwerp, Belgium (2017).

Bpam [lemyHTep (poa. 1993, KopTpeik, Benbrua; xuseT u pabotaeT B KHokke-XencTe, Benbrua),
C034aeT KapTuHbI, MO CTUMIO HanOMUHaKwWne cpeaHeBEKOBYH XNBOMUCH. CroxeTbl KapTuH
cocpefioTo4EHb BOKPYT 3a60Thl 0 MPUpO/e 1 BOCNIPUATUA ee. [NocneaHne BoicTaBku: «Cepaue cTaporo
KpOKoAWna, B3pbiBaloLerocA Haj Heb6onbluMM ropoom», «BpemeHHan ranepea» (KénbH, lfepmaHnua,
2019); «Kapma» B ranepee Kpuctoda ae Knepka (leHT, Benbrua, 2018); «[loBepue K HeoxxnaaHHOMY»

B 0co6HAKe rybepHaTopa (leHT, Benbrua, 2017); Extra Citizen B Kunsthal Extra City (AHTBepneH, Benbrua,
2017).
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[MoBTOPAOWNMCA SNIEMEHTOM

B pabote bpama [lemyHTepa ABnAeTcA
cocyluecTBOBaHWe Yenoseka

¢ npupoposbl. Ero nitepecyer
ncTopuyeckan 3BONOLUMA CO30aHNA
3TUX OTHOLLUEHWIA, eMy NO6ONbITHbI
YenoBe4veckne CTpeMneHuna

B 3aMKHYTbIX MPUPOAHBIX Cpeaax un
YXOXEHHbIX cafax KOHTPOnMpoBaTb
n caepxuBatb npupogy. B cBoen
KapTuHe «BoaBpatlyeHune K [I>XoHy»
OH paccmaTpvBaeT BNnAHne
>KMBOMWUCK HA NOHUMaHWEe NPUPOAbI
1 ee yCTpouncTBa.

«[>KOHY» OTCbInaeT 3puTtensa

K 3HAMEHUTOMY aHITMACKOMY
nensaxxmcty Hadana XIX Beka
[>xoHy KoHcTebntio, Ha KoToporo
noBnvAna poMaHTu4eckana Tpaamumna
cepeanHbl XVIII Beka — Tpagmuma
aTa npuHecna KpanHe adhpeKTUBHbI
cnocob n3obpa>keHna MECTHOTO
naHawadTa. KoHcTeb5b B OCHOBHOM
nsobpaxkan oKpecTHOCTN CBOEro
noma. OH NpuaepXnBancA MHeHus,
4YTO XXUBOMWUCb TECHO CBA3aHa

C YyBCTBaMu, 1 Npegnoyvran
COCpeaoTOUNTBLCA Ha TOM,

4YTO emy goporo. Ha ero kapTuHax
n306pa>keHbl NTOAKMW, 3anofIHEHHbIE
NoAbMU C KapTuHaMmu B pykax. OHu
CTPEMATCA HAUTUN N306Pa>KEHHYIO

Ha KapTWHe 3eMJio, KoTopad, No ux
MHEeHUIo, ABMAETCA BbiMbicnioM. OHa
nopobHa cagy obetoBaHHOMY Afama
1 EBbI, n HaNOMMHaEeT nensax Ha
3a4HeM nnaHe KapTuHblI.

Bram Demunter

Tagasipdordumine Johni juurde
2018

Oli I5uendil, 150x150 cm

Tim Van Laere Gallery (Antwerpen)
loal

Returning to John

2018

Oil on canvas, 1560x150 cm
Courtesy of Tim Van Laere Gallery,
Antwerp
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BosspalueHne K [>koHy

2018

XoncT, macno, 150x150 cm

C paspeuwenus Tim Van Laere Gallery
(AHTBEpnEH)



Cian Dayrit tegeleb traditsioonilistest
kaartidest lahtuvate esindatuse ja
voimu kiisimustega ning tema teoste
aluseks on kriitiline kartograafia.

Ta kasitleb teemasid nagu koloniaal-
vagivald, loodusressursside
kaevandamine ja maa hdivamine.
Ta keskendub oma kodumaal
Filipiinidel toimunule 16. sajandist
19. sajandi I6puni, mil piirkonda
koloniseerisid hispaanlased, ning
20. sajandi alguses, mil kolonistideks
olid ameeriklased. Lisaks vaatleb ta
ka globaalset konteksti. Humoorika
lahenemisega kaardid meenutavad
vaatajaile, kuidas impeeriumid on paika
pannud ka kaasaegse maailma piirid
ning thtlasi kutsub kunstnik publikut
kujutlema uue ruumitdlgendusega
maailma.

Tikitud tekstiiliteosel ,Elupuu kddu-
nemine ja taasstind“ (2019) kasutatud
slimboolse puu kontuur raamistab maa
ekspluateerimisega seotud marksonu.
Teos kujutab juuretasandi probleeme
ning viitab, millist m&ju nende
tagajarjed nii globaalsel kui kohalikul
tasandil avaldavad. Dayrit seostab
r6humiste ajalood ja tdnapéaevase
poliitika ning tema tekstiiliteos on nii-
siis jatkuvast kolonialismikogemusest
lahtuva vastupanuliikumise véimas
slimbol.

Cian Dayrit has been addressing the
problem of representation and power
as they are linked to traditional maps
by developing a body of work that
employs critical cartography. Through
these works he discusses themes like
colonial violence, the extraction of
natural resources and land grabbing.
His area of focus is his native
Philippines, colonized by the Spanish
between the 16th and late 19th
centuries, and at the beginning of
the 20th Century by the Americans,
but he also speaks to wider global
struggles. With a touch of humour,
his maps remind viewers how
empires have defined the borders
of the modern world and he invites
new imaginaries for the spatial
interpretation of the world.

In the embroidered textile Tree Of Life
In The State Of Decay And Rebirth
(2019) the symbol of a tree forms the
contour of a scheme that depicts a
network of domination linked to land
exploitation. The issues are traced from
root problems to their multi-faceted
consequences that are at play on a
global and local scale. Dayrit relates
the histories of oppression from the
past to the politics of the present

and the textile hangs like a powerful
representation of an ongoing resistance
movement, strongly informed by the
experience of colonialism.

Cian Dayrit (siind. 1989. aastal Manilas, elab ja td6tab Caintas, Filipiinidel) kohandab kartograafia ja

ruumikujutamise traditsioone, et kaardi kui formaadi sisu ja autorsusega seonduvat kriitiliselt analtitisida.
Tema teosed on humoorikad ja nditavad satiiriliselt, kuidas vdim iseenesestmdistetavaks peetavaid ideid,
slimboleid ja tavasid ennistab ning maksma paneb. Ta on hiljuti osalenud New Museumi triennaalil New
Yorgis (2018), Dhaka Art Summitil Bangladeshis (2017), néitustel , A Beat, A God, And A Line“ Para Site’is
Hong Kongis (2018) ja Hammer Museumis Los Angeleses (2018).

Cian Dayrit (b.in 1989, Manila, lives and works in Cainta, Philippines) appropriates traditions of cartography
and spatial representation to present a critical stance on the authorship and content of the map format.

In his work he uses humour to present a satirical view of how power is exerted and reinforced through ideas,
symbols and conventions often taken for granted. Recent exhibitions include the New Museum Triennial,
New York (2018), Dhaka Art Summit, Bangladesh (2017), A Beat, A God, And A Line, Para Site, Hong Kong
(2018) and the Hammer Museum, L.A. (2018).

Cuan [leiiput (poa. 1989, MaHuna; xuseT n pabotaeT B KamHTe, DununnuHbel) 3aHMMaeTcA npobnemoit
0603Ha4yeHnA CUMBOOB BNacTh Ha npumMmepe TpaanuNOHHbIX reorpadeeCKMx KapT, ncnonb3yA B
CBOEM TBOPYECTBE KPUTUHECKYIO KapTorpacuto. Cpeamn nocneaHnx BeicTaBok — «<HoBaa My3enHas
TpuenHane» (Hblo-Mopk, 2018); XyaoxecTeeHHbIit cammuT B [lakke (BaHrnaaeuw, 2017); «Yaap, bor u
nuHuA», «Mapa-canT» (ToHKoHr, 2018) 1 Mysein Xammepa (Jloc-AHaxenec, 2018).
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CunaH JenpuT ncnonbayeT Tpaamumnm
KapTorpadum n NPoCTPaHCTBEHHOTO
n3obpaxkeHua, 4Tobbl Nnepeaatb
KPUTMYECKYIO MO3MLKMIO NO
OTHOLLEHMIO K aBTOpam KapT 1 camomy
cofepXXaHuio KapTbl Kak hopmara.

B >xaHpe caTunpbl OH paccKasbiBaerT,
Kak BMacTb NPOABMAET U yKpennaeT
cebA NocpeacTBOM naew, CUMBONOB U
YCNOBHOCTEN, YaCTO BOCNPUHNMAEMbIX
Kak [0MKHOe. XyAOXKHUK NoAHUMaeT
Takue Tembl, Kak KONOoHManbHoe
Hacunue, fobbl4a NPUPOAHbBIX
pecypcoB 1 3axBat 3emeJib. B ueHTpe
BHUMaHWA aBToOpa — ero poaHble
OUNUNNUHbI, KONOHU3UPOBaHHbIE
mcnaHuamu B nepuopg ¢ XVI no koHew
XIX Beka, a Takxe ameprKaHuamu

B Hayane XX Beka. OgHako [denput
co3paeT u bonee LWMPOKYIO KapTUHy
rnobanbHon 60pbbbl. C nerkum
IOMOPOM €ro KapTbl HaNOMWUHaIOT

0 TOM, KaK uMnepvu onpeaenunnm
rpaHu1Libl COBPEMEHHOro Mupa, u
XYOOXHVK npurnawuaet sputenemn

K NPOCTPaHCTBEHHON UHTeprpeTauum
mupa.

B BbIUNTOM NaHHO «[IpeBO XXWU3HW
yBAJaeT un Bo3poxaaetca» (2019)
CYMBONNYECKOE AepPEeBO 0bpasyeT
CXeMbl, n3obpakatoLme CBA3aHHY0
C aKCnnyaTaunen 3emMnm CTpyKTypy
rocnoacTtea. PassuTtune npobnemol
NPOCNEeXMBaETCA OT KOPHEN 1 AOX0AUT
[0 MHOroo6pasHbIX NocneacTui

B COBPEMEHHOM Mupe. [enput
CBA3bIBAET UCTOPWIO YTHETEHNA

13 NPOLLSIOro C COBPEMEHHBIM
MWPOYCTPOWCTBOM, U €ro naHHo
CTaHOBUTCA MOLLHbIM HaNnOMUHaHNEM
0 MPOAOKAIOLWEMCA ABUXKEHUN
COMNPOTUBIEHWA, B 3HAYUTENbBHOW
CTeneHn OCHOBaHHOM Ha OnbITe
KOnoHuanmama.

Cian Dayrit

Elupuu kddunemine ja taassiind
2019

Tikitud tekstiil (koost66s

Henry Caceresiga), 190.5x165 cm
NOME Gallery (Berliin) loal

Tree Of Life In The State Of Decay
And Rebirth

2019

Embroidery on textile (in collaboration
With Henry Caceres), 190.5x165 cm
Courtesy of NOME Gallery, Berlin

89

[peBo Xn3Hn yBAgaeT u
BO3poXAaeTcA

2019

TekcTunb, BbILLMBKA (B COTPYAHUYECTBE
B XeHpu Kauepecom), 190.5x165 cm

C paspewenna NOME Gallery (BepnuH)



LaToya Ruby Frazieri muljetavaldav
looming kasitleb tema kodulinna
Braddocki allakaiku, ihendades
kunstniku enda kogukonna ja
perekonna ajalood ning kajastades
kolme erinevasse pdlvkonda

kuuluva naise, tema vanaema,

ema ja tema enese elu. Terase
dokumentalistina analiitisib kunstnik
endise metallurgiatédstuslinna kurba
saatust postindustriaalsel ajajargul.
Ta kiisib, milline on tksikisiku

koht lihiskonnas, kus puuduvad

LaToya Ruby Frazier has built an
important body of work around the
decline of Braddock, her hometown,
through the history of her community
and in particular that of her family
which includes three generations of
women: her grandmother, her mother
and herself. Employing an incisive
documentary approach, the artist
examines the disastrous consequences
that have hit the post-industrial city
populated by metallurgical plants. She
questions the place of the individual
igapaevaelu mojutavate kapitalistlikku in a society deprived of laws that
majandust ja keskkonnaalast rassismi  regulate the capitalist economy and
reguleerivad seadused. ,Puhastuskuur the environmental racism that is a
(Braddock U.P.M.C)“ on osalt filmitud  daily reality. Detox (Braddock U.P.M.C)
apteegis, kus kunstnik ja tema ema is partly filmed in a pharmacy where
proovivad ioonilist puhastusravi, mis the artist and her mother are testing
peaks naitama, kui suur on kohaliku an ionic detox, which is supposed
keskkonna saastatuse moju kehale. to reveal the impact of the local

See stseen vaheldub kunstniku environmental pollution on the body.
emaga tema magamistoas tehtud The scene is interspersed with a
intervjuuga ning saastatud Braddocki  filmed interview of her mother in her
peaaegu staatiliste linnavaadetega. bedroom and almost static images of
Kasutades kaamerat ,sotsiaalse Braddock’s polluted cityscapes. Using
Oigluse jaluleseadmise relvana“, loob  the camera as a “weapon for social
Ruby Frazier materjalist, mis sobiks justice” Ruby Frazier shows through
tavalisse ajaleheartiklisse, intiimse these testimonies an intimate portrait
portree, ning mdistab hukka poliitikud, of what could be framed in a regular
kes probleemiga ei tegele. newspaper article and denounces the
indifference of political authorities
who don’t act on the problem.

LaToya Ruby Frazier (siind. 1982. aastal Braddockis, Pennsylvanias, elab ja td6tab New Yorgis) pdimib oma
loomingus tihedalt kokku maastiku, t66stuse ja kehaga seotud teemad. Ta loob visuaalseid narratiive,

mis kasitlevad industrialismi, endiste todstuspiirkondade elavdamist, keskkonnaalast diguskaitset,
tervishoiuslisteemi ebavordust, perekondlikku ja kogukondlikku ajalugu. Tema isikunéitused on toimunud
naiteks The Renaissance Societys Chicagos (2019), MUDAMis Luxembourgis (2019), MAC’s-is Monsis
Belgias (2017), CAPC’is Bordeaux’s Prantsusmaal (2016), Carré d’artis Nimes’is Prantsusmaal (2015). Ta on
osalenud 56ndal Veneetsia biennaalil (2015), 8ndal Busani biennaalil (2014) ja 76ndal Whitney biennaalil
(2012).

LaToya Ruby Frazier (b. 1982, in Braddock, Pennsylvania, lives and works in New York) braids together the
intimacies between landscape, industry, and the body. Through her practice she creates visual archives
that address industrialism, rustbelt revitalization, environmental justice, healthcare inequity, family and
communal history. Recent solo exhibitions include The Renaissance Society, Chicago (2019), MUDAM,
Luxembourg (2019), MAC’s, Mons, Belgium (2017), CAPC, Bordeaux, France (2016) and Carré d’art, Nimes,
France (2015). She has participated in the 56th Venice Biennale (2015), 8th Busan Biennale (2014) and
76th Whitney Biennial (2012).

NaToia Py6u dpeiizep (poa. 1982, Bpaanok, wrat MeHcunbBaHna; XuseT u paboTaeT B Hbto-Mopke)
B CBOEM TBOpPYECTBE CO34a€T BU3yasibHble apXunBbl, NOCBALLEHHbIE NHOYCTpUann3my, 9KONOrn4yeckomn
crnpaseanuBoCTU, Nnpobrnemam B 3[paBOOXPaHEHNMN, UCTOPUUN CEMbM 1 06LLECTBA, BO3POXAEHNIO

T.H. p>XaBoro noAca. OHa nepennetaet 6num3ocTb mexay ﬂaHIZlLIJaCbTOM, MPOMbILWIEHHOCTbIO U

Tenom. Mocneaxune nepcoHanbHble BbicTaBku: ObuiecTso BospoxaeHua (HYukaro, 2019); MUDAM
(Mlokcembypr, 2019); MAC’s (MoHc, Benbrus, 2017); CAPC, My3eii coBpemeHHoro uckycctea (bopao,
®paHuua, 2016); Carré d’art (Hum, ®panuma, 2015). OHa yyacTBoBana B 56-i BeHeunaHckoi 6ueHHane
(2015), 8-1 MycaHckou 6ueHHane (2014) n 76-i BueHHane Yuthu (2012).
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JNaTona Pybu ®pensep Yepes nctopum
noaen ceoen o6LWNHbI U, B HaCTHOCTMW,
CBOEN CeMbW, B KOTOPYIO BXOAAT TPU
NMOKOMEHWUA XEHLUMH: OHa cama, ee
maTb 1 6abylika — co3gana Ba>kHyto
paboTy, LOKYMEHTMPYIOLLYIO ynaaok
ee pogHoro ropoga bpaanoka.
Mcnonb3ya cyrybo AOKYMEHTanbHbI
noaxoa, XyaoXKHuua nccnegyet
KaTacTpoduieckne nocneacTsua,
nopasuvsLUMe NOCTUHAYCTPUANbHbIN
ropoa, 3acTPOEHHbIV MeTannypru-
Yeckumu 3aBogamu. OHa cTaBut
noj COMHeHne MecTo Yenoseka

B 06LLEeCTBE, rae 3KONOrn4eckni
pacu3m ABNAETCA NOBCEAHEBHON
peanbHOCTLIO U perynmpytoLime
KanuTanucTnyecKyro 3KOHOMUKY
3aKOHbI ManoaMeKTUBHLI. «[JeTOKC»
(Bpaanok UPMC) yacTu4Ho CHAT

B anTeke, rae XyaoXKHuua n ee matb
TECTUPYIOT MOHHYIO O4UCTKY,
NPW3BaHHYIO BbIABUTbL BIMAHNE
JIOKanbHOro 3arpA3HeHns
OKpy>KatoLLen cpefbl Ha OpraHn3m.

B ctoxeTe nepemexxatoTcA novTn
cTaTU4HbIe N306pakeHnA
3arpA3HEHHbIX TOPOACKMX Nensaxem
Bpaanoka n cHAToe ¢ maTepbio
XYLOXHULIbI UHTEPBbLIO B €€ cnarsbHe.
Mcnonb3ya Kamepy Kak «opy>xue
ONA coumanbHon cnpaBeaiMBoCT»,
Py6u ®pensep nokasbiBaeT

B 9TUX CBUAETENbCTBAX MHTUMHbIA
NOpTPET TOro, 4TO MOXHO 6bINO
cchopmynmpoBaTb B 0ObIYHOM
raseTHoOm cTtaTbe, U ocy>KaaeT
6e3pasnunyune BNacTHbIX CTPYKTYP,
KOTOpbIE UTHOPUPYIOT Npobnemy.

LaToya Ruby Frazier

Puhastuskuur (Braddock UPMC)

2011

Video, varviline, heli, 22’ 23”

Gavin Brown’s Enterprise’i (New York)
loal

Detox (Braddock UPMC)

2011

Video, colour, sound, 22’ 23”
Courtesy of Gavin Brown’s Enterprise,
New York
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HeTokc (6onbHuua UPMC Bpaanok)
20M

Bupgeo, usert, ayavo, 22’ 23”

C paspewenus Gavin Brown’s
Enterprise (Hbto-Vlopk)



Maarten Vanden Eynde ja Musasa
»Materiaalne aines” on maaliseeria,

mille iga osa kujutab liht kaevandatavat

loodusvara, millega maailmaturul
kaubeldakse. See seeria on osa
suuremast uurimisprojektist

,On Trade Off“, mis kaasab erinevaid
kunstnikke ning soovib muuta inimesi
teadlikumaks liitiumi kaevandamise
ja tootlemise majanduslikest ja
keskkonnamgjudest. Liitium on
oluline toormaterjal rohelise energia
globaalseks tootmiseks.

Koloniaaltegevusest vilja kasvanud
kaevandusmajandus ja sellest
tulenevad diskrimineerimisel p&hinevad
vdimusuhted on endistele kolooniatele
tédnapéevalgi koormaks. Maalid viitavad

Material Matters by Maarten Vanden
Eynde and Musasa is a series of
paintings that each represents

a naturally occurring element that is
extracted and traded on the world
market. The series is part of a larger
project called On Trade Off, an
ongoing artistic-research project that
involves several artists and raises
awareness about the environmental
and economic implications of the
extraction and processing of Lithium,
the main raw material needed for the
global production of Green Energy.

The extraction economy that grew
out of colonial undertakings and the
discriminatory power relations that
resulted from them are still weighing

hariduslikele infotahvlitele: materjali
teaduslik nimi on maali alumises
nurgas ja pildid kujutavad selle
kasutusviise. Musasa keskendub just
visuaalsele keelele, mis on oluliseks
kommunikatsioonivahendiks tema
kodumaal Kongo Demokraatlikus
Vabariigis, kuna kirjaoskuse tase on
madal ning riigis on korraga kasutusel
palju erinevaid keeli. Kuna aga maalid
sisaldavad vaga selgelt esitatud of languages, but since the paintings
vahetuntud fakte, sobib hariduslik contain little-known knowledge in
formaat laiale vaatajaskonnale ja seega a very clear language, the educational
mojuvad teosed ajatult. format suits most viewers, giving the
impression that they are timeless.

on former colonies today. The paintings
make reference to educational wall
charts with the scientific name of the
material appearing in the lower corner
of the painting, while the images
portray applications of the material

in question. Musasa specializes in
visual language, a vital tool in his home
country D.R. Congo due to the high
levels of illiteracy and the great number

Maarten Vanden Eynde (siind. 1977. aastal Belgias, elab ja to6tab Briisselis, Belgias) adresseerib tihti

meie ajastul valdavat materialismi ning huvitub praegu uuena tekkivatest ja tulevatele pdlvedele parandina
jaavatest geoloogilistest kihistustest. Tema teosed tegelevad mineviku ja tuleviku piirialadega. Viimati on
Vanden Eynde osalenud Contour biennaalil Mechelenis Belgias (2019), Riia biennaalil (2018), Belgian Art
Prize’il 2017 Brusselis (2017) ning néitustel ,2050. A Brief History of the Future® Palazzo Reales Milanos
(2016) ja ,Realitiés Filantes“ 4ndal Lubumbashi biennaalil (2015).

Musasa (siind. 1950. aastal Lubumbashis, elab ja t66tab Lubumbashis, Kongos) ehk Edmond Musasa Leu
N’seya (Musasa) on kunstnik ning dpetaja Lubumbashi Kunstiakadeemias. Tema erialaks on figuratiivmaal
ning ta késitleb oma loomingus maaelu ja iidsete Gihiskondadega seotud harjumusi, reegleid ja siisteeme.
Ta tootas vélja suurema osa Lubumbashi Riiklikus Muuseumis kasutatavast visuaalsest keelest, mis
selgitab erinevate looduslike ja todstuslike materjalide péritolu ning nende kasutatamise ja to6tlemise
viise. Musasa ja Maarten Vanden Eynde on teinud koost66d alates 2015. aastast.

Maarten Vanden Eynde (b. 1977 in Belgium; lives and works in Brussels) often addresses the materialism
of our epoch and takes an interest in the geological layer that is currently being created and will be left
behind for future generations. He aims to situate his work at this borderline between past and future.
Recent exhibitions include the Contour Biennial, Mechelen, Belgium (2019), Riga Biennial (2018), the
Belgian Art Prize 2017, Brussels (2017); 2050. A Brief History of the Future, Palazzo Reale, Milan (2016)
and Realitiés Filantes, 4th Biennial of Lubumbashi (2015).

Musasa (b. 1950, Lubumbashi; lives and works in Lubumbashi, Congo): Edmond Musasa Leu N’seya
(Musasa) is an artist and teacher at the Academie of Fine Arts in Lubumbashi. He specialises in figurative
painting, focusing on habits, rules and systems that are part of life in rural environments and ancient
societies. He developed most of the visual language used in the National Museum of Lubumbashi
explaining the origin and use of a variety of natural and industrial materials and processes. Musasa and
Maarten Vanden Eynde have collaborated several times since 2015.

MaapTeH BanneH Suinae (poa. 1977, benbrua; xueeT u paboTtaeT B bptoccene) yacTo obpallaeTtca

K Matepuanuamy Hallemn anoxu 1 UHTepecyeTCA reosIorMyeckM NNacTom, KOTOpbIil CO3aeTCA CEroaHA
n ocTaHeTcA Byaywmnm nokoneHmAM. OH CTPeMUTCA PacroNoXUTb CBOM PaboTbl HA CTbIKE MPOLLIOro
6yayuero. K yncny nocneaHux BbICTaBOK OTHOCATCA 6ueHHane «KoHTyp» (MexeneH, Benbrua, 2019);
Pwuxckaa 6ueHHane (2018); Benbruiickasa npemua uckycctsa 2017 (Bptoccens, 2017); «2050. KpaTtkaa
nctopun byayulero» (Manauuo Peane, MunaH, 2016); Realitiés Filantes, 4-A Buennane Jlybymbaiumn
(2015).

Aamona Mycaca Jle Heea (Mycaca) (poa. 1950, llybymbaluu; xuseT v paboTaeT B Jlybymbawm, KoHro) —
XYOOXHUK 1 npenoaaBaTenb Akaaemun n3alHbIX McKyccTs B Jlybymbawn. CneuvanuampyeTca

Ha PUrypaTUBHOM XMBOMUCH, HOKYCUPYACH Ha NMPUBbIYKAX, MpaBuUiax v NopAgKax, KOTopble ABMAITCA
4acTbiO XU3HU B CENCKOW MECTHOCTY U ApeBHMX obluecTBax, Mycaca paspaboTan BU3yanbHbIi A3bIK.
Bonblana ero 4acTb ucnonbayetcA B HaunoHanbHom mysee Jlybymbaiun ana o6 bACHEHNA NoceTUTeNnaAm
NpOLIeCCOB NPOUCXOX/AEHWA U UCMONb30BaHNA PA3NNYHBIX MPUPOAHbIX N MPOMbILLINIEHHbIX MaTepuanos.
Mycaca un MaapTeH BaHaeH OiiHae ¢ 2015 roaa He pas coTpyAHUYany.
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«MaTtepunanbHble BOMPOChI» — 3TO
cepuA KapTuH, KaxkaaA N3 KOTopbIX
npeacTaBnAeT NPUPOAHbIN ANIEMEHT,
[o6biBaeMbIin U NpoaaBaemMblv

Ha MMPOBOM pbiHKe. PaboTa
ABNAETCA YacTbio 6onee KpPynHoro
NPOAOIKAIOLLErocA XyAOXEeCTBEHHO-
ncecnepoBaTenbCKoro npoeKkTa

On Trade Off, B KOTOpPOM y4yacTBytOT
HECKOIbKO XyAOXHMKOB. Vx 3a60TnT
NoBbILLAIOLAACA OCBEAOMIEHHOCTb
06 9KOMOrNYECKUX N IKOHOMUHECKNX
nocneacTemAx Ao6bI4M U
nepepaboTKu IUTUA — OCHOBHOIO
CbIpbA, HE06X0AMMOr0 ANA MUPOBOro
NPOV3BOACTBA 3EMEHON SHEepPrun.

Bbipocliana n3 KonoHvanbHOro
npeanpuHMMaTenscTBa AobbiBaoLwan

OKOHOMUKa U BO3HUKLLUEe B pe3ynbraTe

LVCKPUMUHALIMOHHOE OTHOLLEHWE
K TenepeLuHen BnacTu Bce eLle
oKasblBaloT JaBNeHne Ha bbiBne
KonoHun. KapTuHbl ccbinarTea Ha
HacTeHHble y4ebHble Anarpammbl,
Ha Hay4yHOe Ha3BaHue maTepuana,
NOABNAIOLEECA B HUXKHEM Yriy
KapTWHbI, B TO BPEMA Kak OCHOBHOE
n3obpaxkeHne oTCTynaeT Ha BTOPOW
nnaH. Mycaca cneunanusupyeTtca
Ha 3puUTenbHbIX 06pasax, MPOCTbIX
M MOHATHbIX HONBLUMHCTBY ero
COOTEeYECTBEHHUKOB — XUTenen
HemokpaTtunyeckon Pecnybnuku KoHro,
roe roBopAT Ha pasHbIX A3bIKaXx,

a ypoBEHb HErPaMOTHOCTU BbICOK.
Ho nockonbky KapTUHbI coaep>xaT
Masiou3BECTHbIE 3HAHUA Ha O4YEeHb
ACHOM A3blke, 06pa3oBaTeNbHbIN
dopmat noaxoauT 60MbLUMHCTBY
3puTenei u co3faeT BHEBPEMEHHOE
BreyvaTsieHue.

Maarten Vanden Eynde &

Musasa

Materiaalne aines (Zn30, Ag47, Au79,
Pb82, U92)

2018-2019

Maaliseeria, akriliil linasel Iduendil,
96x126 cm

Material Matters (Zn30, Ag47, Au79,
Pb82, U92)

2018-2019

Series of paintings, acrylic on linen
canvas, 96x126 cm
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MatepuanbHble Bonpocsl (Zn30, AgaT,
Au79, Pb82, U92)

2018-2019

CepuA XXMBONUCHbIX paboT: NbHAHON
XOSCT, akpun, 96x126 cm



Mis saab siis, kui ei ole voimalik

minna tagasi sinna, kuhu tundsid end
kuuluvat? Kui moderniseerimine on need
maastikud juba ohverdanud? Kuidas
muudab enese eemalseisvana tajumine
meie hoiakuid keskkonnasaaste ja
jatkusuutlikkuse osas? Ja miks on

need kiisimused eriti olulised suuresti
venekeelse elanikkonnaga Eesti
idaosas?

Uurimist6ol pohinev installatsioon,
mis kdrvutab vanad Narvat, Kundat,
Sillaméaed, Kohtla-Jarvet ja Kividli
kujutavad postkaardid inimtegevuse
tagajarjel tekkinud rusudega, kutsub
publikut nende kiisimuste peale
motlema. Arhiivimaterjalide p&hjal,
kiilastuskaikudel uurimispaikadesse
ja arheoloogia meetodeid rakendades
on pandud kokku seeria 20. sajandil
Eestis valja antud postkaarte, mis
kujutavad praeguseks kadunud
maastikke (ohverdatud ulatusliku
inimtegevuse ja looduslike protsesside
kaigus). Valjapanekus on postkaardid
asetatud dialoogi nimetatud
paikadest parinevate jaanukite ja
dokumentatsioonimaterjalidega.
Projekt kasitleb postkaarte kui
kujutis-objekte, millel on teatud
maastikuvaadete laia ringlusesse
paiskamise kaudu ontoloogiline voime
mojutada seda, kuidas inimesed
maailma ette kujutavad.

What if you cannot return to the

land that used to give you a sense of
belonging? What if these landscapes
have already been sacrificed by
modernisation? In which way does
personal detachment make us less
concerned about its pollution and
sustainability? And why these issues
are especially relevant in the Eastern
part of Estonia, a region mostly
populated by Russian speakers?

This research installation invites to
reconsider these questions by putting
old postcards from Narva, Kunda,
Sillamae, Kohtla-Jarve and Kividli in
dialogue with the debris left behind in
these sites after an intensive human
intervention. Based on archival
research, site visits, and archaeological
practices, a series of postcards have
been gathered from the twentieth
century Estonia showing recognisable
landscapes that do not exist anymore
(sacrificed by a combination of
intensive human activity and natural
mutations). In a showcase, they have
been put in dialogue with actual
material remains and documentation
from these sites. The project also
reflects on the nature of postcards

as image-objects; they have an
ontological capacity, participating in
how people imagine the world and
indexing representations by the very
act of selecting landscapes and putting
them to circulate.

Marika Agu (siind. 1989. aastal Tallinnas, elab ja to6tab Tallinnas) té6tab hetkel Kaasaegse Kunsti

Eesti Keskuses kuraatori ja projektijuhina ning arhiivi- ja raamatukoguhoidjana. Tema projektid on
tegelenud esemelise kultuuri, grafiti, arhiivinduse, feminismi ja kunstikirjutusega. Tal on magistrikraad
kunstiteaduses ja bakalaureusekraad semiootikas. Aastatel 2014-2016 té6tas ta Tartu Kunstimuuseumis
kaasaegse kunsti kuraatorina. Tema projektide |abivaks jooneks on t66 arhiivimaterjalidega ning
dokumentatsiooni spetsiifika, erinevate kunstiformaatide ja ruumisuhete tthendamine.

Francisco Martinez (siind. 1982. aastal Murcias, Hispaanias, elab ja to6tab Leicesteris, Uhendkuningriigis)

on antropoloog. 2018. aastal sai ta Euroopa Sotsiaalantropoloogide Uhenduse auhinna Early Career

Prize. Ta on viibinud jéreldoktorantuuris Helsinki Ulikoolis ja Aalto Ulikoolis. Hetkel on ta Berghahni uue
raamatusarja ,Politics of Repair* toimetaja ning kuulub Anthropological Journal of European Culturesi ja
HAU: Journal of Ethnographic Theory toimetusse. Martinez on toimetanud mitmeid raamatuid, sh ,Repair,
Brokenness, Breakthrough: Ethnographic Responses“ (Berghahn, 2019) ning on raamatu ,Remains of

the Soviet Past in Estonia“ (UCL Press, 2018) autor. Lisaks on ta kureerinud néitusi, sh ,Laetud objektid“
(Eesti Tarbekunsti- ja Disainimuuseum, 2019).

Marika Agu (b. 1989 in Tallinn, lives and works in Tallinn) currently works as a curator and project manager
at the Center for Contemporary Arts Estonia, where she manages its archive and library. She has
cultivated projects from a wide range of topics, including material culture, graffiti, archiving, feminism and
art writing. She holds an MA in Art Theory and a BA in Semiotics. She worked as curator of contemporary
art at the Tartu Art Museum between 2014-2016. Her projects always involve extensive archival research,
relating aspects of documentation, multiple art formats and spatial

Francisco Martinez (b. 1982 in Murcia, Spain; lives and works in Leicester, UK) is an anthropologist. In 2018,
he was awarded with the Early Career Prize of the European Association of Social Anthropologists.

He has been a postdoctoral researcher at the University of Helsinki and Aalto University. Currently, he is

the editor of the new Berghahn book series Politics of Repair, and a member of the editorial boards of the
Anthropological Journal of European Cultures and HAU: Journal of Ethnographic Theory. Martinez has edited
several books, including Repair, Brokenness, Breakthrough: Ethnographic Responses (Berghahn, 2019)

and is the author of Remains of the Soviet Past in Estonia (UCL Press, 2018). He has also curated different
exhibitions, including Objects of Attention (Estonian Museum of Applied Art and Design, 2019).

Mapuka Ary (poa. 1989, TannuHH; XuBeT u paboTaeT B TannuHHe) B HacToALlee BpeMA paboTaeT
KypaToOpOoM 1 pyKOBOAWUTENEM NPOEKTOB B ACTOHCKOM LIeHTPe COBPEMEHHOTO UCKYCCTBA, e yrpasniAeT
apxvBoM 1 6ubnnoTekon. OHa pa3BuBana NPOeKThI MO LUMPOKOMY KPYry TEM, BKIIIOHYaA MaTepuasbHyio
KynbTypy, rpadduTy, apxmBupoBaHue, GEeMMHU3M U XyA0XKECTBEHHOE NUCbMO. MIMeeT cTeneHb MarucTpa
B 06NnacTy TeOpUM UCKYCCTBA U CTeneHb 6akanaspa B 06nacT CeMUoTUKU. PaboTana KypaTopom
COBPEMEHHOr0 UCKYCCTBa B TapTyCKOM XyA0XeCTBeHHOM My3ee (2014—2016). Ee npoekTbl, Kak npasuio,
BCera BKNOYalOT 06LWMPHbIE apXWUBHbIE UCCIEI0BaHNA, CBA3bIBAIOLIME acNeKTbl AOKYMEHTaUum,
pasnuyHble hopmaThbl UCKYCCTBA U NPOCTPAHCTBEHHbIE Pa3MbILUIEHUA.

®dpanumcko MapTtuHec (poa. 1982, Mypcua, Ucnanua; xuseT n paboTaeT B JlecTepe, Bennkobputanua) —
aHTponorsor. B 2018 roay emy 6bina npucy>/aeHa npemuA paHHen Kapbepbl EBponeiickoii accouvaumnmn
coumanbHbIX aHTPOMonoros. OH COCTOAN Hay4YHbIM COTPYAHUKOM YHUBEPCUTETA XENBCUHKMN U
YHuBepcuteTta AanTo. B HacTosALlee BPEMA OH ABNAETCA PeakTOPOM HOBOW CEPUN KHUT n3faTtenbcTea
BeprxaH Politics of Repair («[onutuka pemoHTa»), 4neHoM peaKonneruy AHTPOMNONOrMYECKOro XypHana
EeBpOMecKnX KynbTyp v XypHana aTHorpaguyeckon Teopun HAU. MapTuHec oTpeaakTuposan
HECKOMbKO KHUr, B TOM Yncne Repair, Brokenness, Breakthrough: Ethnographic Responses («PeMoHT,
pa3buTocTb, NPOPLIB: 3THOrpaduyeckne otTeeTbl», Beprxan, 2019), a Takxe Hanucan KHury Remains

of the Soviet Past in Estonia («OcTaTku coBeTckoro npotnoro B 3ctoHumn», UCL Press, 2018). OH
KypupoBan pasnuyHble BbicTaBku, cpeamn Hux Objects of Attention («O6bekTbl BHUMaHWA», CTOHCKWIA
My3eii NPUKNaaHOro UCKyccTBa U ansanHa, 2019).
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YTo ecnu Bbl He MOXETE BEPHYTbCA
TyAa, rAe paHblue OLyLany CBO
npuHaanexHocTb? YTo ecnm atu
TeppUTOpuU 61N NPUHECEHbI

B >XXEPTBY MoAepHM3aumn? Kakum
06pa3om NnyHaA OTCTPaHEHHOCTb
[enaeT Hac MeHee 06EeCMOKOEHHbIMU
3arpA3HEHNEM U YCTONYNBOCTBIO
3emnun? Ml noYemy 3T1 BOMPOChHI
0CO6EHHO aKTyasbHbl B BOCTOYHOM
4YacTn SCTOHUN, PETUOHE, B KOTOPOM
B OCHOBHOM Mnpo>knesaeTt
pyccKoA3bIYHOE HaceneHne?

Mccneposarenbckan MHCTaNIAUMA
npeanaraeT 3aHOBO PaCCMOTPETb 3TU
BOMPOChI, MOMECTUB CTapble OTKPbITKN
¢ Bugamu Hapsebl, KyHaa, Cunnamsa,
KoxTtna-Apse n Kusnbinu B gnanor

C Mycopom, 06pa30oBaBLUMMCA B 3TUX
MecTax B pe3ynbraTe MHTEHCUMBHOIO
BMeLLIaTesIbCTBa YenoBeKa

B npupoay. OCHOBbLIBAACH HA apXMBHbIX
nccnenoBaHWAX, NoceLleH 06 bEKTOB
1 apxeonorn4yecknx paborax, Mbl
cobpanu cepuio OTKPbITOK C BUgamm
OcToHum XX Beka, rae n3obpa>keHbl
y3HaBaemble naHawadTel. Ho cerivac
3TMX Nen3axKkem He y3HaTb, MOCKOSbKY
WHTEHCWBHAA AEATENIbHOCTb YenoBeKa
N eCTECTBEHHbIE MyTaLuy U3MEHNUNN
WX [0 Hey3HaBaeMoCTy.

Ha BuTpuHe Mbl co3naem ananor

MeX Ay OTKPbITKaMu 1 HalAEHHbIMU

B 9TWX MecTax npeameTamun 1 Xxnamom,
Tak>Xe NCnonb3yem LOKYMeHTanbHbIe
NCTO4YHUKW. [TpoeKT oTpaxaeT un
npupoay OTKPbITOK Kak 06bekToB
n3obpa>keHua, obnaaarLmx
OHTONMOrNYECKOM AaHHOCTbIO. OTU
OTKPbITKN HEKOrAa pacckasblBanv,
KaK1M Noamn XoTenm BUAeTb Mup,

a TakXe nHaekcmposanm
n3obpa>keHnA camvm akToM Bbibopa
naHawadToB Y MACCOBbLIM BbINMYCKOM
neyaTHoOM NPOAYKLMM C 3TUMM BUAAMM.

Marika Agu &
Francisco Martinez

Postkaart uraani rikastamise tehase
asukohast Sillamée linnas,
uurimist6os kasutatud pilt

o SULLARAL

VERVITUS

Postcard from the uranium city
Sillamée, research image
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YpaHoBebin ropoga Cunnamas,
OTKPbITKA: NCCNEeoBaTeNbCKUi
matepuan




»1agasivoidetud film“ on omamoodi
kroonika, mida jutustatakse
antropotseeni, kapitalotseeni ja
chthulutseeni késitlevate peatiikkide
kaudu. Visuaalne jalutuskaik naitab
filmi m&jujoudu: antropotseeni
peatiikis kasitletava objektistava

pilgu iile mé&tisklemise juurest
liigutakse teises peatiikis kapitalistliku
Uihiskonna ja selle terava kriitika
suunas ning edasi inimeste ja loomade
vahelist filmilikku suhtlust naitava
chthulutseeni juurde.

Konkreetsed faktid kliimamuutuse ja
selle pohjuste kohta tuuakse vaatajani
samaaegselt ja filmikaadritega teatud
mottes vastanduses. See tekitab pisut
ebamugavust, kuna pikkamodda tekib
vaatajas arusaam, et filmid tehti samal
ajal, kui ndhtamatu, kuid raugematu
joud juhtis meid 6koloogilise
katastroofi suunas, millest on niitd
saanud Uks suuremaid probleeme.

Nii osutatakse otseselt niilidisaja kinos
valitsevale kriisile: milliseid kujutisi
praegusel kliimakaose ajastul lildse
luua? Kui suurimad inimsusevastased
kuriteod ei saanud kuritegudeks enne,
kui keegi neid nii nimetas, siis kinol on
oht jadda kaassuiidlaseks.

A Film, Reclaimed is a cinematic
chronicle narrated through the terms
of Anthropocene, Capitalocene and
Chthulucene, each one forming

a chapter in the film. The visual
walkthrough shows the power of
cinema: from the mediation of the
objectifying gaze in the Anthropocene
chapter, through the visualization of
capitalist society and its poignant
critique in chapter two, to a series of
filmic interactions between humans
and animals that are shown in the
Chthulucene.

Cold facts about the climate
emergency and what caused it are
narrated simultaneously and, in
confrontation, the cinematic imagery
feels a bit uncomfortable because of
the slow realization that all films were
made while an invisible and relentless
force was shaping up and pushing
towards the ecological catastrophe
that is now our biggest problem. This
points directly to the crisis of cinema
today: what types of images should
be made in our age of climate chaos?
If the biggest crimes against humanity
were not crimes until someone called
them out, then cinema runs the risk
of being complicit.

Ana Vaz (siind. 1986. aastal Brasiilias, elab ja t66tab Pariisis ja Lissabonis) on kunstnik ja filmitegija,
kelle teosed késitlevad enese ja teise, margikosmoloogia kaudu seotud muiidi ja ajaloo ning viidete ja

erinevate perspektiivide vahelist suhet. Vazi filme on ndidatud mitmetel rahvusvahelistel filmifestivalidel

Kanadas, Euroopas ja USAs.

Tristan Bera (slind. 1984. aastal Prantsusmaal, elab ja t66tab Pariisis ja Ateenas) on kunstnik ja
filmitegija, kes tegeleb lisaks ka kureerimise, kriitilise kirjutamise ja lavastatud performance’ite
loomisega. Tema visuaallooming paneb kahtluse alla intertekstuaalsuse ja kinoarmastuse, kasutades
selleks tervet rida viiteid ning hiibriidset koost66d. Tema filme on néidatud rahvusvahelistel

filmifestivalidel Euroopas ja Jaapanis.

Vaz ja Bera kuulusid m&lemad eksperimentaalsesse kunstipoliitika-alasesse uurimisgruppi SPEAP, mille

algatajaks ja juhatajaks oli Bruno Latour. Samuti asutasid nad 2015. aastal koos Nuno da Luzi, Elida
Heegi ja Clémence Seurat’ga kollektiivi COYOTE. Tegu on distsipliinideiilese t66grupiga, mis seob oma
tegevuses G6koloogia, antropoloogia, etnoloogia ja politoloogia valdkonnad.

Ana Vaz (b. 1986, Brazil; lives and works in Paris and Lisbon) is an artist and filmmaker whose films
and other expanded works speculate upon the relationships between self and other, myth and history
through a cosmology of signs, references and perspectives. Vaz’s films have been shown at a number
of international film festivals in Canada, Europe and USA.

Tristan Bera (b. 1984, France; lives and works in Paris and Athens) is an artist and filmmaker whose
practice includes curating, critical writing and staged performances. His visual works question
intertextuality and cinéphilie through an array of references or thanks to collaborations lived as
hybridization. His films have been shown at international film festivals in Europe and Japan.

Vaz and Bera were both members of SPEAP (experimental research group in art and politics), a project
conceived and directed by Bruno Latour, and founded the collective COYOTE in 2015 alongside Nuno
da Luz, Elida Heeg and Clémence Seurat. COYOTE is a cross-disciplinary group working in the fields of
ecology, anthropology, ethnology and political science through an array of crosscutting platforms.

AHa Bas (poa. 1986, bpaaunua; xuseT u pabotaeT B MNapuxe u JlnccaboHe) — XyA0XHUK 1 pexxuccep,
Yby PUNbMbI U Apyrine MaclwTabHble paboThbl CNEKYNNPYIOT Ha OTHOLIEHUAX MeXAY NI0AbMU, MeXay
MUEOM 1 UCTOPUEN Yeped KOCMOMOTUIO 3HAKOB, CCbITOK U nepcnekTus. ®unbmbl Bas 6binn nokasaHbl
Ha pAde MexXAayHapoAHbIX KuHodecTuBaneii B KaHaae, Espone u CLUA.

Tpuctax Bepa (poa. 1984, ®paHuuma; xuseT u paboTaeT B MNMapuxe u AdpuHax) — XyA0XKHUK U pexuccep,

YbA AeATEeSIbHOCTb BK/I0HaeT KypaToOpCTBO, KPUTUKY U MOCTAHOBKY cnekTaknen. Ero Bu3yanbHble
OnbIThl CTABAT MO/ COMHEHUE UHTEPTEKCTYaNbHOCTb U CUHEMUNNIO NOCPEACTBOM MHOXECTBA CCbINOK
unu 6narofapA COBMECTHOI paboTe B hopMme rubpuansauunmn. Ero dounbmbl 6binm nokasaHbl Ha
MeXAyHapoAHbIX KnHotecTusanax B EBpone n AnoHuu.

Bas v Bepa aBnAnuck YneHamm SPEAP (akcnepuMeHTasbHOW UCCNe0BaTeNbCKO rpymnmbl

B obnacTu ncKycctea u I'IOI'II/ITI/IKI/I) — NpoeKTa, 3aAyMaHHOro n pykosoammoro SpyHo .ﬂaTypOM.

B 2015 roay BmecTe ¢ HyHo aa Jlys, Snunon Xér n KnemeHcom Cépa ocHosanu konnektns COYOTE.
370 MexancUMNAMHapHaa rpynna, paéoTatolan B 06nacTyt 9KONOrun, aHTPONONOruK, STHONOTMN U

NONNTONOMMN HAa MHOXECTBE CKBO3HbIX NNaTgopMm.
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«BoccTaHOBMNEHHbIV (hUnbm» —
KUHemaTorpaduyeckana XxpoHuKa,
pacckasaHHaA Yepe3 TePMUHbI
«AHTponoueH», «KanutanoueH» un
«YTynyueH», Kaxabli U3 KOTOPbIX
cocTasnAeT rnasy unbma.
BusyanbHaA nporynka AemMoHCTpupyeT
CWny KMHO: OT NocpeaHnyecTsa
onpeAMeyMBaloLLero B3rnA[a B rnase
«AHTpOMOLEH» 1 OT BU3yanusauunm
KanuTanucTu4eckoro oblecTsa u ero
OCTPOW KPUTUKM BO BTOPOI rnaee 40
cepun BM3yarnbHbIX B3aMMOAENCTBUIA
MeX Ay NoAbMMN U XXMBOTHbBIMM,
noKasaHHbIX B «4TynyueHe».

XonopHble hakTbl 06 3KONOrMYecKomn
Ypes3BblYaHOW CUTyauum n ee
npu4YMHax pacckasbiBaloTca
0HOBpPEMEHHO. B npoTnBoCTOAHMM
KUHemaTorpadguyeckme obpasbl
KaXkyTcA HEMHOIO HeyL06HbIMM.
Oco3HaHue e Toro, 4To Bce
rnbMbl 6bINM CHATLI BO BpeMeHa
dopMUpoBaHUA HEBUAUMOW 1
HEYCTaHHOW CUMbl U ABUXEHUA ee
B CTOPOHY 3KONOrM4yecKom
KaTtacTpodbl, KOTOpasa cenyac
ABNAETCA Hallen caMon 60MbLION
npo6aeMon, NPUXOANT MeAIeHHO.
370 NpAMO yKa3biBaeT Ha KpU3nc
COBPEMEHHOI0 KMHO: KaKne CHOXEeThI
MOXHO CHMMAaTb B Hallly 3Moxy
KnuMmaTudeckoro xaoca? Ecnu
camble Cepbe3Hble NPeCTynneHna
NpOTUB YesioBeyecTBa He 6binn
NPecTynneHNAMU, NoKa KTO-TO UX HE
HasBas TakoBbIMMW, TO KUHO PUCKYET
oKasaTbCA COy4YaCTHUKOM.

Ana Vaz &
Tristan Bera

Tagasivoidetud film

2015

HD video, vérviline, heli, 19’

Anna Sanders Filmsi / Light Cone
Distributioni toel

This dynamic monster.

A Film, Reclaimed

2015

HD video, colour, sound, 19’

With the support of Anna Sanders
Films / Light Cone Distribution
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BoccTaHoBREHHBIV hrnbM

2015

Bupgeo HD, usert, ayavo, 19’

Mpwv nopaepxke Anna Sanders Films /
Light Cone Distribution
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2013. aastal hakkasid Angela In 2013, Angela Anderson and Angela

Anderson ja Angela Melitopoulos Melitopoulos began documenting
dokumenteerima sotsiaalset, the environmental, social and
psiihholoogilist ja keskkondlikku kahju, psychological damage inflicted on
mida pohjustab Halkidiki regioonis the region of Halkidiki in north-
asuvate Skouries-Kakkavose magede  eastern Greece by the construction
trgmetsadele sinna tohutu avatud of a massive open pit gold mine
kullakaevanduse rajanud Kanada by the Canadian mining company
kaevandusettevéte Eldorado Gold. Eldorado Gold in the pristine forests
Kahekanaliline video ,Unearthing of the Skouries-Kakkavos mountains.
Disaster I“ (2013) jaadvustab The two-channel video installation
loodusliku ja kultuurilise keskkonna Unearthing Disaster | (2013) captures
ning selle sotsiaalse konteksti otsese  the literal pulverization of the natural
havitamise. Video néitab kohalikke and cultural environment and its
aktiviste nende teekonnal |abi social form of expression. The video
varasemalt tuttava maastiku, mis accompanies local activists on a
on praeguseks aga tundmatuseni journey through their once-familiar
muutunud. Eelseisva katastroofi ulatus landscape, transformed into something
saab vaatajale selgeks lugude kaudu they no longer recognize. Through the
miljonitest maharaiutud puudest, course of this journey, the scale of the
magedest kaduvast puhtast veest, imminent disaster unfolds through
kohalike poliitikute draostetavusest, stories about the millions of trees
keskkonna havitamise vastu algatatud cut, about the clean water which is
kodanikuliikumistest, mida politsei disappearing from the mountains,
ja eraturvafirma végivaldselt maha the sell-out of the region by local
suruvad, ning todlistest, kes raevukalt  politicians, the violent repression by
oma liihiajalisele kasumlikkusele police and private security firms of the
orienteeritud t66kohti kaitsevad. social movement formed to prevent the
destruction of the natural environment,
and encounters with workers who
violently defend the short-sighted
nature of their employment.

Angela Anderson (siind. Wisconsinis USAs, elab ja t66tab Berliinis) on kunstnik ja uurija, kes t66tab
filosoofia, 6koloogia, majanduse valdkondade, migratsioonitemaatika ning feministliku ja kvéaarteooriaga.
Ta on teinud koostd6d Angela Melitopoulosega mitmete audiovisuaalsete teoste loomisel, nagu
,Unearthing Disaster (2013-2015), ,The Refrain“ (2015) ning ,Crossings“ (2017), mida n&idati 2018. aastal
documenta 14-1. Hiljaaegu on ta osalenud naitustel Tiroler Kunstpavillionis Innsbruckis (2019), CAACis
Sevillas (2018), Minnesota Street Projectis San Franciscos (2017), Framer Framedis Amsterdamis (2016) ja
Thessaloniki biennaalil (2015).

Angela Melitopoulos (siind. 1961. aastal Miinchenis, elab ja té6tab Berliinis) kasitleb oma loomingus
liikkuva pildi mittenarratiivseid omadusi, kasutades neid vdhemuste ajalugudel pdhinevate poliitiliste
geograafiate ja uute arhiivide loomiseks. Tema loomingut on ndidatud Taipei biennaalil (2012), Ateena
biennaalil (2009) ning naitustel Pompidou Keskuses Metzis (2016), Generali Foundationis Viinis (2011),
Sescis Sdo Paolos (2014), Macbas Barcelonas (2012-13), OCATis Shenzenis (2013), Haus der Kulturen der
Weltis Berliinis (2012), KW Kaasaegse Kunsti Instituudis Berliinis (2006), Manifesta 7-I Trentos (2008) jm.
Tema viimast projekti ,Crossings“ nédidati 2018. aastal documenta 14-I.

Angela Anderson (born in Wisconsin, USA; lives and works in Berlin) is an artist and researcher working at
the intersection of the fields of philosophy, ecology, economics, migration, and feminist and queer theory.
She has collaborated with Angela Melitopoulos on the audio-visual research projects Unearthing Disaster
(2013-2015), The Refrain (2015) and Crossings (2017), which was shown at documenta 14 in 2018. Recent
exhibitions include Tiroler Kunstpavillion, Innsbruck (2019), CAAC, Sevilla (2018), Minnesota Street
Project, San Francisco (2017), Framer Framed, Amsterdam (2016) and the Thessaloniki Biennale (2015).
Angela Melitopoulos (b.1961, Munich; lives and works in Berlin) explores the non-narrative properties of
moving pictures, employing them in constructions of political geographies and new archives on the basis
of minority histories. Her work has been shown at the Taipei Biennial (2012), Athens Biennial (2009) and
exhibitions at the Centre Georges Pompidou, Metz (2016); the Generali Foundation, Vienna (2011); Sesc,
S3o0 Paulo (2014); Macba, Barcelona (2012-13); OCAT, Shenzen (2013); the House of World Cultures, Berlin
(2012); the KW Institute for Contemporary Art, Berlin (2006); at Manifesta 7, Trento (2008); and many
more. Her last project Crossings was shown at documenta 14 in 2018.

Axrena AngepcoH (poa. B BuckoHcure, CLUA; xuBeT n paboTaeT B BepnuHe) — xyaoxHvua n
nccneposarens, paboTatowan Ha nepecedeHnn punocodum, IKONOrnm, IKOHOMUKK, MUrpaLnm,

a Tak>xe KBUP-Teopumn 1 Teopumn pemmHnama. OHa coTpyaHuyana c AHxenoi Menntonynoc B npoekTax
ayamosuayanbHbix nccnegosannin Unearthing Disaster (2013—2015), The Refrain (2015) n Crossings
(2017), koTopble 6binK NokasaHbl Ha BoicTaBke documenta 14 8 2018 roay. Cpeau nocneaHNX BbICTABOK —
Tiroler Kunstpavillion (MHc6pyk, 2019); CAAC (Cesunba, 2018); Minnesota Street Project
(CaH-®paHumcko, 2017); Framer Framed (AmcTtepaawm, 2016) n bueHnane CanoHuku (2015).

Axrena Menutonynoc (poa. 1961, MioHxeH; xuBeT u paboTaeT B BepnuHe) uccnenyet HeHappaTUBHble
CBOWCTBA ABVXYLLMXCA N306paXKeHni, NCMONb3yA NX B HOBbIX apXMBaX W KOHCTPYKLMAX NONUTUHECKON
reorpacum Ha OCHOBE UCTOPUIA MEHbLIMHCTB. Ee paboTbl 6binv NokasaHbl Ha 6ueHHane B Tanbae (2012
roa) n 6ueHHane B AcomHax (2009 roa), npeacTaBneHbl Ha pa3nnyHbIx BoicTaBkax: LieHTp XKopxa
Momnuay (Meu, 2016); ®oHp [xeHepanu (Bena, 2011); Sesc (Can-MNayny, 2014); Mak6a (bapcenoHa,
(2012-2013); OCAT (LLleHseH, 2013); lom MnpoBbIx KynbTyp (BepnuH, 2012); UHcTutyT CoBpemMeHHoro
WUckycctBa KW (BepnuH, 2006); ManudecTa 7 (TpeHTo, 2008); n MHOrMX Apyrux. Ee nocneaHwii npoexkT
Crossings npoaeMoHcTpupoBaH Ha documenta 14 B 2018 roay.

100

B 2013 rogy AHrena AHAepcoH

n AHrena MenuTtonynoc Havanm
[OKYMEHTUPOBATb 3KONOrMYecKni,
coumanbHbIN U NCUXONOTNYECKUIA
ywepb, HaHECEHHbIN PETNOHY
Xanknauku Ha ceBepo-BOCTOKE
Mpeuun. 3T0T ywepb 6bin HaHeceH

B pes3ynbraTe CTpoMTENbLCTBA
MaccuBHOro kapbepa no fobbiye
30/10Ta KaHaACKoN KomnaHuen
«Eldorado Gold» B HETPOHYTbIX
ropHbix necax Ckypu n Kakkasoc.
[IByxKaHanbHaA BUAEOUHCTaNNAUMA
Unearthing Disaster | (2013)
oTpaxkaeT bykBanbHOe namenb4aHue
NPVPOAHOW N KyNbTYPHON Cpeabl 1
ee coumanbHon HOpMbI BbIPaXKEHUA.
Bupeokamepa conposoxaaeT
MECTHbIX aKTUBUCTOB B MyTELIECTBUN
MO NX KOrAa-To 3HaKOMOMY
naHgwadTy, HblHe NpeBpaLleHHoOMY
B HEYTO Hey3HaBaemoe. B xoae atoro
nyTewwecTBnA MacwTab HensbexHomn
KaTacTpodbl packpbiBaeTcA

B CBMAETENbCTBAX O MUMNNOHAX
BbIpy6neHHbIX AePEBbEB, O YNCTOWM
BOAE, KOTOpaA uc4esaeT B ropax,

0 pacnpopake permoHa MecTHbIMu
nonuTUKamu, o BCcTpeyax

€ paboTHUKaM1, KOTOPble HACUINbHO
3awmwatoT 6nmM3opyKnn xapakTep
cBoer paboThbl, 0 MPOBOANMbIX
nonuumen n 4acTHbIMM OXpaHHUKamn
HacuNbCTBEHHbIX penpeccui

B pAAax 06LECTBEHHOro ABVXXEHNA —
ABUXEHWA, CO30aHHOro AnA
npefoTBpaLLeHNA paspyLIeHna
NPVPOAHOW cpeabl.

Angela Anderson &
Angela Melitopoulos

Katastroofi kaevandades |
2013
Videoinstallatsioon, 36’

Unearthing Disaster |
2013
Video installation, 36’
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Okcrymauma karactpodbl |
2013
BupeouwHcTannAumA, 36°



Maaomand Eestis

Eesti maaomandi ajalugu on uhtlasi

ka mitme okupatsiooniperioodi

ajalugu - v6orvoimuks on olnud
taanlased, sakslased, rootslased ja
venelased, kes koik seadsid sisse

oma péarisorjuse susteemi, just nagu
mujalgi Euroopas samal ajal tavaks

oli. Oigus maad omada pélviti jark-
jargult 19. sajandil. 1804. aastal said
talupojad tsaar Aleksander | véimu

all eraomandidiguse ning 1816. aastal
keelustati parisorjus. Sellele muutusele
jargnesid mitmed teisedki seadused,
mis satestasid naiteks talupoegade
Oiguse vabalt liikkuda ning keelasid
maaomanikul oma valdustes ise

Oigust mdista, mis muuhulgas keelas
piitsutamise. 19. sajandi [6puks, mis
langeb kokku rahvusliku drkamisajaga,
oli eestlaste omanduses kaks
kolmandikku kogu riigi eramaast. Kdige
olulisem maaomandit puudutav muutus
saabus koos Eesti iseseisvumisega
pérast Esimest maailmaso6da, kui

viidi 1abi radikaalne maareform.

N-6 maaseadus voeti vastu 1919. aasta
10. oktoobril ning sellega sund-
voorandati 1065 madisat ja suurtalu.
Vaid 57 moisat olid olnud eesti paritolu
omanike kaes, suurem osa peamiselt
baltisakslaste, Vene tsaaririigi ja

kiriku valduses. Maa jagati peamiselt
Vabadussdjas osalenutele. Seesugune
maaomandisiisteem kestis kuni
ndukogude aja alguseni, kui talud
kollektiviseeriti. Talunike vastupanu
viis massilise kiiliditamiseni ning
kollektiviseerimine pdllumajanduse
automatiseerimiseni, aga ka pikaaegse
kehva saagikuseni. Parast Eesti
taasiseseisvumist 1991. aastal muutus
maa erastamine taas véimalikuks. Uus
reform satestas, et maa seaduslikud
omanikud on nende isikute jareltulijad,
kellelt maa parast 1940. aasta 16. juunit
ebaseaduslikult vodrandati.

Land Ownership in Estonia

Estonia’s history of land ownership

is marked by several periods of
occupation by foreign occupiers:
Danes, Germans, Swedes and Russians
each installed a system of serfdom,
systems not unlike what was seen

in the rest of Europe at that time.

Land ownership rights were gradually
granted in the 19th century. In 1804,
under the rule of Tsar Alexander I,
peasants gained the right of private
property and in 1816, serfdom was
abolished. This change was followed
by several other laws - the right to

free movement for peasants and the
abolition of the landowner’s right of
jurisdiction on his own estate, which
meant among other things he no longer
had the right to flog. By the end of the
19th century, in parallel with the period
of ‘national awakening’, Estonians
possessed two-fifths of the privately
owned land in the country. The most
important change in land ownership
came with the first period of Estonian
independence after World War I,

when a radical land reform was carried
out. The Land Act was passed on

10 October 1919 and expropriated 1,065
manors or large farms. Only 57 manors
came from Estonian owners, the

rest were owned mainly by the Baltic
Germans along with the Russian tsar
and the church. The land was given
primarily to those who had participated
in the War of Independence. This
system of private land ownership
lasted until the Soviet period when
farms were collectivized. Resistance
from the farmers led to massive
deportations and the collectivization
led to the automatization of agriculture
but also long periods of very poor
results. After Estonian independence
was reinstated in 1991, land ownership
was privatized again. The reform
stipulated that the legal owners of land,
or their heirs, were to regain ownership
for lands illegally expropriated after

16 June 1940.

1978. aasta 26. juulil toimunud EKP Keskkomitee pleenumil Keskkomitee
esimeseks sekretériks nimetatud Karl Vaino tutvumas iihismajandi téga.

Foto Olev Liiviku artiklist Estonicas. Autor teadmata

On 26 July 1978, the Plenum of the Estonian Communist Party elected
Karl Vaino as Chairman of the Central Committee. Here he inspects the work
at a collective farm. Photo from Olev Liivik’s article in Estonica. Author unkown
Kapn BaiiHo, ¢ 26 nionAa 1978 . 1-i4 cekpeTtapb LleHTpanbHoro komuteTta
KoMMyHWcTUYeckoi napTun ScToHUMU. 3HAKOMCTBO € AGATENBHOCTHIO KONX03a.
®doTo 13 cTatby Onesa JuiiBuKa B SHUMKNONEANN «OCTOHNKa». ABTOP

HEen3BecTeH
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3emneBnageHne B OCTOHUM

3emneBnajeHne B OCTOHUN nmeeT
LONUHHYO NCTOPUIO, CBA3AHHYIO

C 3axBaTOM CTpaHbl JatyaHamu,
Hemuamu, WBejamMm n pycCCKUMnU — Bce
OHW B CBOE BPEMA yCcTaHaBnmsanm
KpenocTHOe NpaBo Ha CBOW Nnag,
noJo6HbIM TOMY, YTO CyLLecTBOBar
Toraa B EBpone. HaumHas ¢ XIX Beka
npasa CO6CTBEHHOCTU Ha 3eMJi0
npefocTaBnANMCh B NpMbanTUNCKux
(ocT3ercknx) rybepHuax Poccuickoi
umnepuu noctenexHo. B 1804 roay
npv nmnepartope AnekcaHape

| nomMeLmKm nony4nnm npaso
0cBO6OXAaTb KPEMOCTHBIX KPECTbAH,
a B 1816 rogy KpenocTHoe npaso

B 9TUX ryb6epHUAX 661510 OTMEHEHO
MOSIHOCTbIO. 3a STUMU N3MEHEHNAMMN
nocnenosan pAA 3aKOHOB: KPeCTbAHE
nosny4nnu npaso Ha cBobogHoe
nepeasuxexne, semnesnagened
NMLKCA NpaBa BnageTb 1 TOproeaTb
NOAbMU, @ TakXe NopoTh UX 1
pykonpuknaacTeoBatb. K KOHUyY

XIX Beka acToHUbI BNagenv aosymMA
NATBIMW 3eMUN, HaXOAALECA B
YacTHon cobcTBeHHocTU. Camoe
BaXkHOE U3MEHEHWe B 3eMneBnageHnm
umeno mecTto nocne MepBoi MrpoBoii
BOWHbI B CBA3M C 06peTeHnemM
3cToHmen HesasucumocTu. Toraa

n 6bina NnpoBeaeHa paamkanbHaa
3emenbHan pedopma n 10 okTAGPA
1919 roga npuHANM 3aKoH o 3emne.
Mo aTOMy 3aKOHY aKcnponpuupoBanu
1065 MeHMI 1 KpyMHbIX hepm,

13 HUX BCcero 57 npuHaanexanu
3CTOHCKWUM BnagenbLlam, ocTasibHble
— 6anTunckum Hemuam, Poccuinckom
“Mnepuu u Lepkeu. B nepyto ovepeab
3eMM NONy4Unmn Te, KTO NpUHnMan
yyactme B OcBo60AMTENBbHOM BOVHE.
CucTtema 4acTHoOn CO6CTBEHHOCTMN

Ha 3emnio fevicTBOBana Ao Havana
COBETCKOro nepvopa, korga 6b1nm
KONNMEKTUBU3NPOBaHbI Xy TOPCKME
xo3AancTea. ConpoTuBneHne co
CTOPOHbI XyTOPAH NOCNYXWNO
NMoBOAOM ANA MAcCOBbIX AeNOpTaLmii,
a co3paaHue Konxo3oB notpebosano
aBTOMaTU3NpOBaTb MHOTVE
CeIbCKOXO3AWCTBEHHbIE NMPOLECChI,
4YTO NPUBENIO K Yepeae HeypoXKaes.
Mocne BoccTaHoBNEHUA
HesasucmmocTn OcToHum B 1991 roay
npasa Ha 3emMJto H6bIsiM BHOBb
BO3BpalleHbl Bnagenbuam. Pechopma
npegycmatpvsana Bo3spar
noTepAHHbIX nocne 16 nioHa 1940 ropa
3emesnb CO6CTBEHHUKAM UMK UX
HacrnegHukam.




Ekstraktivism ja kolonialism

Ekstraktivism on mdiste, mis

viitab maavarade kaevandamisele
eesmargiga nendega maailmaturul
kaubelda, votmata samal ajal
vastutust looduskeskkonna tuleviku
eest. Ekstraktivism on ajalooliselt
lahedalt seotud kolonialismiga, seda
harrastatakse peamiselt valisriikides
ning see ldhtub arusaamast, et maa
on miski, mida vallutada, mitte aga
soovist seda loodusega kooskdlas
asustada. Uks niisugune ajalooline
néide on hispaanlaste Ameerika
koloniseerimine 16. sajandil ning
hdbeda avastamine tédnapéeva Boliivias
asuvas Potosis. Seal kaevandati

enam kui 40 000 tonni hdbedat, mis
otse Hispaaniasse viidi ning nii sai
Hispaania koloniaalimpeeriumist

liks maailma rikkamaid riike. Lisaks
keskkonnakahjule pdhjustas t66
kaevandustes tohutuid kannatusi ka
kohalikule rahvale, kellest paljud surid
hdbeda kaevandamisel kasutatava
elavhdbeda miirgitusse. Kui Boliivia
1825. aastal iseseisvus, oli hdbe

juba ammendatud ning kohalikel ei
tekkinudki kunagi véimalust omaenese
riigi maavaradest kasu saada.

Teine niisugune néide on Kongo
koloniseerimine Belgia poolt

ning seal toimunud maavarade
lilekaevandamine. 1950. aastatel ehk
viimasel koloniseerimiskiimnendil
pérines umbes 40% Belgia majanduse
kogutoodangust otseselt voi kaudselt
Kongost, riigist, mille Katanga
regioonis paiknevad arvestatavad
vase ja koobalti kaevandused. Kongos
maavarade lilekaevandamise tottu

sai Belgia miitia USA-le uraani,
millega ehitati Hiroshimale visatud
aatompomm.

Extractivism and Colonialism

Extractivism is a term used to signify
the extraction of natural resources with
the goal of trading them on the global
market, without any responsibility

for the future condition of the natural
environment. Extractivism is historically
closely linked to colonialism, mostly
happens abroad, and is fuelled by

a view of the earth as a frontier for
conquest rather than a desire for
inhabitation with respect for nature.
One historical example demonstrating
this relationship is the Spanish
colonization of the Americas during
the 16th century and specifically the
discovery of the silver mines of Potosi,
a city in current day Bolivia. Over
40,000 tons of silver were extracted
and transported directly to Spain,
making the Spanish Empire one

of the richest empires. In addition

to damaging the environment, the
exploitation of the mines caused
immense suffering among the
indigenous peoples, many of whom
died from poisoning from the mercury
that was employed to assist in the
extraction of the silver. By the time that
Bolivia declared independence in 1825,
silver was a bygone resource; the local
inhabitants therefore never had the
opportunity to profit from this material
that was a natural resource of their
country.

Another example is the colonial and
extractivist presence of Belgium in
Congo. In the 1950s, the last decade
of Belgian colonization, approximately
40% of the Belgian Gross Domestic
Product stemmed directly or indirectly
from Congo, a country that has
important copper and cobalt mines

in the Katanga region. Because of

the extractivist relationship with
Congo, Belgium could supply uranium
to the United States needed for the
development of the atomic bomb that
was dropped on Hiroshima.

Potosi kaevanduse pilt ca 1715. aastal trikitud Léuna-Ameerika kaardil.
Graviilir Hermann Moll. Browni Ulikooli John Carter Browni Raamatukogu

Image of the Potosi mine on a map of South America, published in c. 1715.
Engraving by Hermann Moll. Courtesy of the John Carter Brown Library

at Brown University

W3o6paxkeHune pyaHuka Motocu Ha kapTe OxHon Amepuku, 1715. [pastopa
lepmanHa Monna. BpayHoBckuii yHuBepcuTeT, Bubnuoteka [ixxoHa KapTepa

BpayHa
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3KCTpaKTVIBVI3M N KONOoHMannsm

3KCTpaKTI/IBI/I3M — 3TO TEPMUH,
ucnonb3yembivi AnA 0603HayYeHns
[06bI4M NPUPOAHBIX PECYPCOB

C Lenbio TOProBv UMY Ha

MWPOBOM pbiHKe 6€3 Kakon-nmbo
OTBETCTBEHHOCTM 3a byayulee
COCTOAHNE OKpY>XatoLen NpUpoaHON
cpenbl. AKCTPAKTUBU3M UCTOPUYECKHN
TECHO CBA3aH C KOJIOHNMAannM3Mom

1 BKJIKOYAET NOHMMaHNe 3eMnn

KakK TeppuTOpMu 3aBOEBaHUA, a He
3TNYHOE obpalleHne ¢ NPMPOAHbIMU
pecypcamun. OgHNM U3 NCTOPUYECKNX
NpYMepoB, AEMOHCTPUPYHOLLNX

CBA3b 3axBaTta un ,D,Oﬁbl‘-ll/l, ABnAeTcA
KonoHusauma Vicnanuven IOxHon
Awmepukun B XVI Beke, B HaCTHOCTH
OTKpbITME CepebpAHbIX PYAHUKOB
MoTtocu, ropopa Ha TeppuTopumn
coBpemeHHou bonusuu. Bonee

40 000 TOHH cepebpa 6b110 fO6LITO U
TPaHCMOPTMPOBAHO HEMOCPEACTBEHHO
B Vcnanuto, yto genano McnaHckyio
MMMEepVIO OAHOM U3 caMbix HoraTbix
mmnepun. NMommmo HaHeceHuA ywep6ba
oKpy>KatoLen cpefe, aKcnnyatauusa
ATUX WAXT NPUHNHUIA OTPOMHBIN
ywepb KOpeHHbIM HapoAam, MHOro
noaen ymepso ot 0TpasneHua
PTYTblO, UCNONb3yemMon Ana Ao6blun
cepebpa. K Tomy BpemeHu, korga
Bonueuna npososrnacuna B 1825 rogy
HEe3aBMCMMOCTb, cepebpo bbio
yTPa4yeHHbIM PECYPCOM; MECTHbIE
XUTeNn HMKorga He nmenun
BO3MOXHOCTW U3BMEYb BbIrOAY

13 39TOro MaTepuana, usHayanbHo
npeaHasHa4YeHHoro Ansa ux
CO6CTBEHHOW CTPaHbI.

[pyrum npumepom ABnAeTCA
6enbrunckan KonoHm3auma un
akcTpakTmem3m B KoHro. B 1950-e
rogbl, B nocriegHee aecATuneTue
6€enbrmnckoro KONOHNanbLHoro
npucyTCTBMA, 0KOMo 40% BanoBoro
BHYTpeHHero npoaykTta benbrum 6110
NPAMO UMM KOCBEHHO NPOU3BEAEHO

B KoHro — ctpaHe, nmetowen 6oratoie
Me[Hble U KO6anbTOBblE PYAHWUKK

B KaTaHre. benbrua morna noctaenAaTb
[o6bITbI ypaH CoeanHeHHbIM LTaTam
OA NPON3BOACTBA aTOMHOM 60M6bI,
BMOCNEACTBUN COPOLLEHHOMN

Ha Xupocumy.

Ekstraktivism kirjanduses

Frank Herberti 1965. aasta ulmeromaani
,DUUn“ hinnatakse ténu tulevikuen-
nustustele, mille kohaselt hakkavad
poliitikat ja s6jandust kujundama
ekstraktivism ja tehnoloogia laialdane
levik. ,Diilini“ tegevus toimub tulevikus
kauges galaktikas, mille rahvastik elab
tédhtedevahelistes maailmades, mida
valitsevad aristokraatide diinastiad, kes
alluvad omakorda galaktikat valitsevale
keiserlikule perekonnale. Raamat jalgib
noore Paul Atreidese ja tema perekonna
saatust, kes on votnud vastu ohtliku,
kuid ihaldusvéarse llesande valitseda
kdrbeplaneeti Arrakis. Uksnes Arrakiselt
saab vaartuslikku viirtsi melanzi, mis
pikendab inimese eluiga, annab voime
tulevikku néha ja on kosmosereisidel
hédavajalik. Mitmekihilises loos
planeetidest ja impeeriumitest pdimib
»DUun“ kokku poliitika, religiooni,
psiihholoogia, 6koloogia ja tehnoloogia
teemad ning jutustab vditlusest territoo-
riumi ja selle hinnaliste maavarade

tle. Kirjandusteaduses on vaartuslikku
viirtsi melanzi vorreldud loodusvaradega
nagu nafta ja haruldased muldmetallid.

Extractivism in Literature

Dune is a sci-fi novel from 1965 by
Frank Herbert heralded as foreseeing
a future in which extractivism and ram-
pant technocracy define politics and
warfare. Dune is set in a faraway galaxy
in the future where the inhabitants
populate worlds between the stars
and are ruled by aristocratic houses
who answer to the galaxy’s imperial
family. The book follows young Paul
Atreides and his family, who accept
the dangerous but desirable duty of
governing the desert planet of Arrakis.
Arrakis contains the only source of
the valuable “spice” melange, which
provides extended life and prescient
awareness to those who ingest it, in
addition to crucially enabling space
travel. Narrating a multi-layered story
of planetary empires, Dune intersects
politics, religion, psychology, ecology
and technology through the story’s
battle for control of a territory and its
precious resource. In literary analysis,
the valuable spice melange is com-
pared to natural resources like oil and
rare earth minerals.

Frank Herberti romaani ,Diin“ kaas, 1965. Avaldanud Chilton Book

Company

Cover of Dune by Frank Herbert, 1965. Published by Chilton Book

Company

O6noxka kKHuru «[lloHa» ®paHka lepbepta. 1965. Onybnukosaxa Chilton

Book Company
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OKCTpakTUBU3M B NuTepaType

HayuHo-caHTacTudeckun n
dmnocockum pomaH «[ioHa»
amepwukaHcKkoro nucartena ®paHka
lepbepTa Bbiwen B cBeT B 1965 roay.
ABTOp onuckiBan byayliee, B KOTOPOM
AKCTPaKTMBU3M N 6edyaepxxHanA
TEXHOKpaTua onpeaenaoT
NONNTUKY W BONHbI. [lenctene
«[JlOHbI» NPOVCXOANT B ranakTuke
panékoro 6yayuwiero nog BNacTbio
MEeX3BE34HOM nMnepun, rae
deopanbHble cemencTea

BnageloT LenbiMn nnaHeTamu.
KHura pacckasbiBaeT 0 MOMOAOM
apucTtokpare None Atpeiigece,

4YbA CEMbA NONy4YaeT B yripaBneHne
NyCTbIHHYIO NnaHeTy Appakuc.

B nycTbiHAX Appakunca pobbisatoT
LleHHOe BeLecTBOo — ocobyto
«MPAHOCTb», KOTOpaA NO3BONAET
6e3 Kakux-nmbo KoOMMNbTEPOB
BeCcTn Kopabnm CKBO3b CBEPHYTOE
npocTpaHCTBO. YNoTpebneHne xe
3TON «NPAHOCTW» NPOANEBAET XU3Hb
M OTKpbIBaeT Aap NpeaBuaeHNA.
«[ltoHa» noBecTBYyeT 0 6opbbe
nnaHeTapHbIX UMMNEPUN 3a KOHTPOIb
Ha[ TEPPUTOPUEN U €€ LeHHbIMN
pecypcamu, TeM camblM 3aTparmeas
TeMbl NONUTUKN, PENUrAN,
NCUXONOrNU, 3KONOMUN N TEXHONOTUN,
4TO NOMoOraeT aBToOpy co3aaTb
MHOrOCJIOiHOE NOBECTBOBAHME.



Stalini suur plaan looduse
transformeerimiseks

Noukogude voimu suhtumine
loodusesse lahtus samadelt praktilistelt
alustelt kui moodsa Laédne oma. Siiski
oli siin Uks oluline erinevus - kui

Ladne keskkonnapoliitika aluseks oli
mittesekkumine, siis Néukogude Liidus
sekkuti looduskeskkonna kujundamisse
suurte puuistutamiskampaaniate
kaudu. Uks niisugustest ettevdtmistest
oli Stalini 1948. aasta suur looduse
transformeerimise plaan, eesmargiga
leevendada 1946. aasta pdua ja

1947. aastal selle jargnenud naljahada
mojusid. Tegu oli maailma esimese
riikliku inimesest pohjustatud
kliimamuutuse tagasipddramise
programmiga ning selle eesmargiks oli
istutada kaitsevoondina steppidesse
5,7 hektarit metsa, midagi sarnast,
nagu oli tehtud USA p&hjapoolsetel
tasandikel 1930. aastatel parast nn
tolmukausi piirkonna suuri pdua-
kahjustusi.

Plaani pidi ellu viidama kuni

1965. aastani, kuid sellest loobuti
pérast Stalini surma 1953. aastal,
destaliniseerimise kaigus. Parast 1953.
aastat said plaanid ka tugeva kriitika
osaliseks, kuna nende autoriks oli
Trofim L&ssenko, kes ei pooldanud
traditsioonilist pollumajandusteadust.
Kuigi istutati miljoneid puid, siis tema
ebapadeva planeeringu téttu miljonid
puud ka surid. Siiski peab valja tooma,
et vaatamata plaani vigadele nagi see
ette ka sobiva taimestiku istutamist
ja kiilvikorra sisseseadmist, mida on
sestpeale hakatud pidama parimaks
vahendiks kuivades piirkondades
erosiooni valtimiseks. Eesti metsade
jaoks oli Noukogude aeg hea aeg. Kui
1940. aastal oli Eestis 929 000 hektarit
metsamaad, siis 1960. aastatel oli see
kasvanud 1420 000 hektarini ning
Noukogude aja 10puks oli Eestis juba
1916 000 hektarit metsamaad.

Stalin’s Great Plan For The
Transformation of Nature

The Soviet relationship with nature
was no less utilitarian than the modern
Western views. One difference was
that while the Western views on
environmental responsibility were
characterized by policies of no-
interference, the Soviet policies were
marked by plans for the manipulation
of nature through the launch of gigantic
tree planting campaigns. One such
plan was Stalin’s Great Plan for the
Transformation of Nature introduced in
1948 as a response to the 1946 drought
(fatal for close on a million people) and
subsequent 1947 famine. It was the
world’s first state-centred programme
to reverse human-induced climate
change, and consisted of a grand plan
to construct 5.7 million hectares of
forest that would be planted across
the steppes as shelterbelts, similar to
what had been done in the northern
plains of the United States in the 1930s
following the drought and extensive
damage of the Dust Bowl years.

The plan was supposed to be carried
out until 1965 but was abandoned after
the death of Stalin in 1953, in the years
of destalinization. After 1953, the plans
were heavily criticised because they
were under the control of discredited
biologist Trofim Lysenko who opposed
traditional agricultural science. Millions
of trees were planted, but also millions
of trees died due to his misguided
planning. It needs to be noted though,
that despite the mistakes in the plan,
the practice of planting appropriate
vegetation and rotating crops that were
part of the plan, have since gained
importance and are considered the
best way to reduce soil erosion in dry
areas. The forests in Estonia benefited
remarkably from the Soviet era. In
1940, Estonia had 929,000 hectares

of forested land, and by the 1960s, the
total area of forested land had grown
to 1,420,000 hectares, and at the end
of the Soviet occupation, Estonia had
1,916,000 hectares of forested land.

Revolutsiooniline plakat Stalini suurele looduse transformeerimise plaanile,
1949. Plakatil on kirjas ,Me saame pduast voitu!“. Pildiarhiivi Granger loal

Revolutionary poster for Stalin’s Great Plan for the Transformation of
Nature, 1949. The poster reads “We Will Overcome Drought!”. Courtesy of

Granger - Historical Picture Archive

ArvTaumnoHHbIn nnakat «CTanuHCKWiA nnaH npeobpa3oBaHnA NPUPOabI».

1949. ApxuB uctopuyeckux cotorpacuii Granger
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H 3ACYXY
NOBEAHNM?

CranvHckuii nnaH npeobpasoBaHuna
npupoabl

OTtHoweHnna CCCP ¢ npupoaon

6b111 BNOSHE YTUNMTAPHbLIMU, YTO
CPOAHU 3anajHbIM B3rnAAam B Halle
BpemA. OTnnyne cocTouT B TOM,

yTo 3anan onepupyeT NOMUTUKOWA
HeBMellaTenbCcTBa B BONpoce
3KOJIOTN4ECKOWN OTBETCTBEHHOCTH,

a coBeTcKanA MonMTKKa ncnons3osana
CKOpee MHCTPYMEHTbI ynpaBneHnA
NpupoAON, a UMEHHO — NPOBOAMNA
rMraHTCKMe KamnaHum no nocanke
nepeBbeB. OfHOM U3 Takmx 6bin
«CTanvHckuii nnaH npeobpasoBaHusa
npupoabl», NPUHATHLIN B 1948 rogy
nocne 3acyxu 1946 roga n MaccoBoro
ronogomopa B 1947 roay. 310

6blna nepeanA B MUpe KOMMIeKCHanA
rocyaapcTBeHHanA nporpamMma no
npenoTBpaLLEeHNI0 aHTPOMOreHHbIX
nocneacTBnin — 6blnn NOCaXKeHbl

5,7 MUNNOHa reKTapos neca u
€034aHbl MONe3alnTHbIE NOMOChI.
Mono6bHO ToMy, Kak 3To bbINo caenaHo
30 rogamm paHee B CLLUA nocne cepun
KaTacTpodmnyeckmx nbinbHbIX 6ypb
«[TbinbHaA Yawa».

Mpepnonaranocs, 4To nnaH yaet
ocywecTsnATLCA Ao 1965 roaa, Ho
nocne cmeptn CtanuHa B 1953 roay,

B MepuopA aectabunmaaumm, ot 3Toro
oTkasanuceb. NnaHbl noaseprnnch
pe3Koi Kputuke — 6ronor Tpodum
JlblceHKo BbICTYynan npoTus
TpaaMLUMOHHON CeSIbCKOXO3ANCTBEHHOW
Haykwu. Bbinu nocakeHbl MUNIMOHBI
[lepeBbeB, HO N3-3a HENPAaBUNbLHOIO
nnaHupoBaHNA MUINNOHBI AePEBLEB
Tak>xe nornbnu. OgHako cneayet
OTMETUTb, YTO HECMOTPA Ha OLINGKM

B MnaHe, TPaBoMobHbIN CEBOOBOPOT
1 CUCTEMbI OPOLLEHMA A0 CUX NOP
aKTyanbHbl. OTU METOAbI U CeroaHA
CUMTalOTCA HAWUMTYYLWNM CNOCOHOM
COKpAaLLEeHNA 3pO3NM NoYBbI

B 3acywwnuBbix panoHax. CoBeTckoe
BPEMA NPUHECNO Monb3y necam
OcTtoHun. Ecnn B 1940 roay B ScTOoHUM
HacuuTbiBanock 929 000 ra necHbIX
yroaun, To kK 1960-m rogam obwas
nnowagb necos sbipocna o 1420 000
ra, a no 3aBepLUeHnn COBETCKON
okKynauum dctoHun — ao 1 916 000
rekTapos.

Polevkivi Eestis

Noukogude okupatsiooni ajal arendati
energiatdostust eriti hoogsalt, kuid
mitte kohalikke vajadusi arvestades,
vaid peamiselt Leningradi ja Nou-
kogude Liidu looderegiooni elektriga
varustamiseks. PSlevkivi tootmine
kahekordistus 1939. aasta ja

1950. aasta vahel ning elektritootmine
kolmekordistus 1938. ja 1950. aasta
vahel, jdudes kdrgpunkti aastaks
1980, mil tootmine oli vorreldes 1938.
aastaga 122 korda kasvanud. Eesti oli
Noukogude Liidu loodeoosa suuremaid
elektritootjaid ning elaniku kohta oli
tegu suuruselt kuuenda elektritootjaga
maailmas. Nende, néiliselt edukusele
viitavate numbrite taga oli aga
arvestatav keskkonnakahju. Mitu aastat
jarjest oli Eesti suurim vaaveldioksiidi
tootja tihe elaniku kohta. Ligikaudu
75% Shusaastest parineb kahest
polevkivitehasest Narva lahistel. Teine
keskkonnaprobleem asub Sillamée
lahedal, endises uraani rikastamise
tehases, reservuaaris Soome lahe
kaldal, kuhu on ladestatud ligi 1200
tonni uraani ja 750 tonni tooriumit,

mis pShjustab piirkonna elanikele
terviseprobleeme.

Qil Shale in Estonia

The energy industry developed
particularly rapidly during the Soviet
occupation, not to meet local needs
but mainly to supply Leningrad and the
Soviet Union’s north-western region
with electricity. Shale oil production
doubled between 1939 and 1950 and
electricity production tripled between
1938 and 1950, reaching a peak in

the 1980s when production was 122
times greater than in 1938. Estonia
became one of the largest electricity
producers in the north-western Soviet
Union and was ranked sixth in the
world in per capita terms. In contrast
with these numbers of success stands
the environmental cost. For several
consecutive years, Estonia had the
highest production of sulphur dioxide
per capita. Almost 75% of the air
pollution stems from two oil shale-
based thermal stations near Narva.
Another environmental problem is
situated near Sillamae, the former site
of a uranium enrichment plant, where
approximately 1,200 tons of uranium
and 750 tons of thorium have been
dumped into a reservoir on the shore
of the Gulf of Finland, causing health
concerns for residents of the area.

Kohtla pdlevkivikaevandus, New Consolidated Gold Fields Ltd. foto, 1931.
Eesti Rahva Muuseumi Fotokogu loal, ERM Fk 2908:262. Autor teadmata

Kohtla shale oil extraction plant, image from 1931 by New Consolidated
Gold Fields Ltd. Courtesy of the Estonian National Museum, ERM Fk 2908:262

CnaHueneperoHHblin 3aBoa OO0 «30n0Tble MecTopoXxaeHuA» B KoxTna
HOBOro o6beanHeHHoro 3asoga. ®oto 1931 r. ERM (JcTOHCKUI HaumoHanbHbIN

Mmy3el), Fk 2908:262
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loptouunn cnaHey B OCTOHUM

B roabl coBeTcKon okKynaumm
3HepreTMyeckan oTpacnb pa3suBanach
0CO6eHHO BbICTPO, HO He ANA
yOOBNIETBOPEHUA NOTPEBHOCTEN
MECTHOrO HacesfieHnn, a B OCHOBHOM
AnA obecneyveHna aNeKTPoIHeprmen
JleHnHrpapa n cesepo-3anagHoro
pernoHa CoseTtckoro Cotosa.
[MponssoAcTBO CNnaHUeBoro macna
yasounocs B nepuog ¢ 1939 no

1950 rog, a npon3BoACTBO
3NEKTPOIHEPTUN YTPOUNOCH B NEPUOS,
¢ 1938 no 1950 roa, [OCTUrHYB CBOEro
nuka B 1980-x rogax, B 122 pasa
npesbicuB nokasatenu 1938 roaa.
OCTOHMA cTana 04HVUM U3 KPYyMHEeNLwmX
Npou3BOAUTENEN ANIEKTPOIHEPTrN

Ha ceBepo-3anaae CoBeTckoro
Coto3sa 1 3aHANa WecToe MecTo

B MMpe Mo nokasaTtenAmM Ha ayLly
HaceneHua. Ycnexy conyTcTsoBanu
9KOMNOrM4eckne N3epxKun. Yxe
HECKOMbKO NeT NoapAa B OCTOHUM
OTMEeYaloT CaMblli BbICOKUI YPOBEHb
nNpou3BOACTBA ANOKCUAA Cepbl

Ha aywy HaceneHuA. MNoytu

75% 3arpAsHeHnA BO34yxa Bbl3BaHO
[eATeNbHOCTLIO ABYX CNaHLEeBbIX
TEnnoBbIX 3IEKTPOCTaHUMI B6NN3N
Hapsebl. [ipyraa akonornyeckasn
npobnema — cnaHuexnMmyeckmm
KOMOWHAT, 4TO HAaXOAMNTCA B ropoae
Cunnawmaa. MNMpeanpuAaTne ABNANOCH
KPYMHENLWMM Npon3BoAnTENemM
ypaHa. B pesynsrate aeATensHoCTH
KombuHaTa okono 1 200 TOHH ypaHa

1 750 TOHH TOpUA 6bIM COPOLLEHbI

B XpaHunuiie Ha 6epery PUHCKOro
3anuBa, 4TO NPOAOKaeT TPEBOXKMUTb
MECTHbIX XWUTEmNewn 1 NoHbIHE.
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Kasvu piirid, 1972

1972. aastal andis teadlastest,
majandusekspertidest ja endistest
riigipeadest koosnev méttekoda
Rooma klubi valja raporti pealkirjaga
»Kasvu piirid“, mis kirjeldas

maa piiratud véimekust inimese
pohjustatud kahjudest taastumisel.
1970. aastal uurisid Massachusettsi
Tehnoloogiainstituudi (MIT) teadlased
rahvastiku kasvu, pdllumajanduslikku
tootmist ja keskkonna saastamist
puudutavaid andmeid, et need
omavahel seostada. Kogutud info
pohjal loodi arvuti abil mudelid
voimalike tulevikustsenaariumite
kohta kuni aastani 2100 ning vastavalt
sellele, kui aktiivselt keskkonnakahjuga
tegeleti, olid ka stsenaariumite
I8pptulemused véga erinevad. Uks
mudel nimega ,, Jatkame nagu ikka"
prognoosis, mis juhtub, kui midagi ette
ei voeta ning tulemuseks oli laastav
katastroof veel enne 2070. aastat.
2014. aastal vaatas grupp Melbourne’i
Ulikooli teadlasi uurimuse uuesti iile,
et hinnata, kui tapsed ,Kasvu piiride”
prognoosid olid olnud. Véttes aluseks
aastatel 1972-2010 kogutud keskkonna
olukorra halvenemist puudutavad
andmed, leidsid nad, et prognoos on
vaga tapne, muutused atmosfaaris olid
just niisugused, nagu ,Jatkame nagu
ikka“ mudel ette ennustas. Rooma
klubi on vahepeal raportit uuendanud,
vottes arvesse ka tehnoloogia
arenguid, kuid dokument on endiselt
arevusttekitav.

The Limits To Growth, 1972

The limits of the capacities of the
earth to regenerate from the damage
done by human activity were remarked
upon publicly in 1972 in The Limits

To Growth, a report published by

the Club of Rome, a think tank of
scientists, economists and former
heads of state. In 1970, a team at the
Massachusetts Institute of Technology
(MIT) studied available data to link
factors such as population increase,
agricultural production and pollution.
Feeding this information into a
computer model to predict future
developments up to 2100, scenario
outcomes differed based upon the
actions taken to limit environmental
damage. One model called “business
as usual” forecasted what would
happen if no single action was taken
and predicted a devastating collapse
before 2070. A group of researchers at
the University of Melbourne revisited
this study in 2014 to evaluate the
accuracy of the projections of The
Limits to Growth. Based on data on
environmental degradation that they
collected from 1972 until 2010, they
found the predictions made in 1972 to
be highly accurate, as the atmosphere
has developed as predicted in the
‘business as usual’ model in recent
decades. The Club of Rome has
meanwhile updated the report to take
factors like technological development
into account, but the tone of the report
is equally alarming.

»,Kasvu piiride* kaas, 1972. Avaldanud Potomac Associates, Universe Books
Cover of The Limits to Growth, 1972. Published by Potomac Associates,

Universe Books

Obnoxka goknapaa «MNpeaensl pocta». 1972. Ony6nukoeaHo Potomac

Associates, Universe Books
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Mpepensl pocta, 1972

B 1972 ropy Pumckomy kny6y 6bin
npeacTasneH goknag «Mpegensl
pocTta» (aHrn. The Limits to Growth).
[okKymeHT coaepyxan pesynbraTtbl
MOAENMPOBaHNA PoCcTa YenoBe4eckomn
nonynAUUM 1 OCKYLHEHVA NPUPOAHbBIX
pecypcos. B 1970 roay komaHaa
Macca4vyceTcKoro TeXHONOrn4Yeckoro
uHcTUTYTa (aHrn. MIT) nsyuuna ceAsb
mexay hakTopamu: pocT HaceneHus,
CenbCKOXO3ANCTBEHHOE NPON3BOACTBO
1 3arpA3HeHne OKpy>KaroLLen

cpefnbl. 3aTem JaHHble BBENW ANA
KOMMbIOTEPHOIO MOAENNPOBAaHNA
pasnuyHbIX NPOrHO30B 6yayLlero

0o 2100 roaa ¢ y4eToM pasfivyHbiX
OENCTBMI NO orpaHnyeHunto yuepba
OoKpy>katoLlen cpege. B pamkax ogHowm
MoAenu, MonyyvBLIEn Ha3BaHne
«06bI4HOE Aefo», MPOrHO3MPOBanoCh,
4YTO NPON30NAET, ecnu He byaeT
NMPUHATO HW OJHOTO PEeLleHunsA, —
BbIBOJ: KartacTpoda HacTynuT K

2070 rogy. Apyraa rpynna y4eHbix

13 MenbbypHCKoro yHmeepcuTeTa

B 2014 roay nepecmoTpena aTo
nccnepoBaHve AnA HOBOW OLIEHKM
nporHo30B «[pegenos pocTa».
OcCHOBbIBaACH Ha AAHHBIX O
ferpajaunm okpy>katoLlen cpeabl,
COBpPaHHbIX Hay4YHbIMU PabOTHUKaMU
B nepuopa 1972—2010 roaos,
uccneposaTeny NoATBEPANNN
npasuNbHOCTbL NPOrHo3os 1972 roaa,
NOCKOsbKY aTMocdepa B TeyeHne
nocnegHvx net passuBanach no
mMozenu «0bbl4HOe aeno». 3aTeM
Pumckuin kny6 onybnukosan
06HOBJIEHHDIV TEKCT AOKnaaa ¢
Yy4eTOM pas3BUTMA TEXHOMOMMI, OAHAKO
06LWWIA TOH HE B MEHbLLEN CTENEHN
Bbl3bIBAET 06€CMOKOEHHOCTb 3a
6yayuiee.

Keskkonna seaduslik kaitse

Ei ole olemas Uihtki seadusandlikku
organit, mis saaks territooriumi ule
oigused omandanud ettevétteid

vOi eraisikuid takistada keskkonda
kahjustamast. P6hjus on selles, et
Ukski rahvusvaheline kohus ei tegele
looduse diguste kaitsega ega reguleeri
rahvusvahelist loodust kahjustavat
tegevust, nii nagu seda teeb inimeste
puhul Haagi Rahvusvaheline

Kohus. Vaid juhul, kui saastamine

on otseselt inimesi kahjustanud,
saab keskkonnakahjude juhtumid
riikliku kohtu ette viia ning seejérel
otsustatakse, kas kaebusel on alust.
Rahvusvahelise Keskkonnakohtu
Koalitsioon (ICE Coalition) teeb
lobitddd, et luua rahvusvahelist
keskkonnakiisimustega tegelevat
kohut - enamasti lahendatakse need
kiisimused URO-siseste voi -viliste
rahvusvaheliste lepetega v&i URO
resolutsioonide kaudu.

Uks tuntumaid keskkonnakatastroofe,
2010. aasta BP pGhjustatud naftaleke
Mehhiko lahes, joudis kohtusse péarast
11 t66taja surma ning 4,9 miljoni barreli
nafta lekkimist. BP peab puhta vee
seaduse kohaselt 16 aasta jooksul
maksma viiele laheéarsele osariigile

ja kannatada saanud omavalitsustele
5,5 miljardit dollarit kahjutasu. 2016.
aasta oktoobris kaebasid Greenpeace
Nordic ja organisatsioon nimega Natur
og Ungdom (Loodus ja Noored) Norra
riigi kohtusse, kuna see oli andnud
valja lubasid nafta puurimiseks
Arktikas. Nimetatud ettevotmine
kahjustab looduskeskkonda ja ka
Norra kodanikke, kuid kohtuvaidlus
siiski kaotati. 2018. aastal saavutasid
kodanikud aga v&idu, kui kaebasid
kohtusse Hollandi riigi, kuna see ei
olnud teinud piisavalt, et emissioone
vahendada.

Legal Protection of the Environment

There is no legislative body that can
legally stop enterprises and individuals
from harming the environment once
they have acquired exploitation rights
for a territory. This is because there

is no international court that protects
the rights of ‘nature’ and regulates
international actions that are harmful
to nature in the same way that for
example the International Court of
Justice in The Hague protects humans.
Only in cases in which humans

suffer directly from pollution can an
environmental case be brought to

a national court, where federal law

will judge if such jurisdiction exists.
The organization International Court
for the Environment Coalition (ICE
Coalition) is campaigning to develop
an international court specifically

for the environment - a procedure
which normally happens either by
international treaty internal or external
to the United Nations, or by UN
resolution.

One of the best-known environmental
disasters, the 2010 BP oil rig disaster
in the Gulf of Mexico, was brought

to court after eleven workers died
and 205 million gallons of oil were
spilled into the Gulf. BP is to pay

$5.5 billion in civil Clean Water Act
penalties over a period of sixteen
years to the five Gulf States and local
governments concerned. In October
2016, Greenpeace Nordic and the
organization Nature and Youth sued
the Norwegian state for issuing
licenses for drilling oil in the Arctic.
This undertaking threatens the natural
environment and also Norwegian
citizens, but they lost the case. On
the other hand, in a climate case in
the Netherlands in 2018, in which the
State was sued for not making the right
efforts to cut emissions, the citizens
won.

Greenpeace, pdlisrahvaste organisatsioonid ja kliimateadlased annavad

Norra valitsuse kohtusse. Oktoober 2016

Greenpeace, Indigenous Organisations and Climate Science take the
Norwegian government to court. Photo from October 2016

Greenpeace, opraHu3auun KOPEHHOro HaceNeHnA 1 y4eHble-KNMMaTonoru
noaanu B CyA Ha HOpPBEXCKOe rocyaapcTso. OKTAGpPL 2016
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MpaBoBas OxpaHa oKpy>xaroLen cpeds

B mupe He cylwlecTByeT 3akoHoaa-
TenbHOro opraHa, KoTopbli MOr

6bl OrpaHUYMTbL NPEANPUATMA UMK
YaCTHbIX ML B HE3TUYHOM 0bpa-
LLeHNM C NPUOBpPETEHHOWN HEABMXU-
MOCTbIO B CNy4ae HaHeceHuA Bpeaa
okpy>xatowen cpege. Y MNpupoapl
HeT CBOEro MexayHapoaHoro cyaa,
KOTOPbIN 6bl BLICTYNUI PEryNATOPOM
Ha MeXAyHapoAHOM YPOBHE Kak,
Hanpumep, MexxayHapoaHbin Cya,

B [aare. Korga ctpagatoT n nornbatot
noan OT 3arpA3HEHNA OKpY>KatoLLen
cpepnbl, MOXHO MOAATbL 9KONOru-
YECKMUM NCK B HAUMOHAasIbHbIV CyA,
roe aeno 6ynet pacCMOTPEHO Mo
depepanbHbIM 3akoHaM. KamnaHuio
Mo CO3AaHNI0 MEXAYHaPOAHOro
cyna anA obecneyveHna Npupoao-
OXpaHHbIX HOPMaTNBOB NPOBOANT
Koanuuma «MexxayHapoaHbIn cya,

3a oKpy>KatoLyto cpeay» (Koanuunsa
ICE). NopobHana npouenypa 06bI4HO
OCYLLECTBNAETCA N0 MEXAYyHapoa-
HoMy porosopy BHyTpu OpraHnsaumm
O6beanHeHHbIX Hauwn nnmn no
pesontoumm OOH.

OpHa 13 cambIX M3BECTHbBIX 9KOSOrU-
YecKunx KatacTpod npousoLna

B MeKCrKaHCKOM 3anvBe Ha HedpTAHON
BblLLKE 6pUTaAHCKOW KoMnaHum «BP»

B 2010 roay. B cBA3u ¢ rmbenbto
OAVHHaAuUaTh paboynx 1 po3nmea

205 MMNNNOHOB ransioHoB HedpTn
neno 6bino nepeaaHo B cyAa.

Mo rpaxkgaHckoMy 3aKOoHY O YMCTOMN
Boae «BP» o6a3anu B TeueHune

16 net BbINNaTnTbL 5,5 Mnpa. gonn.

B BMAe WTpadoB NATU rocyaapcTeam
Mepcuackoro 3anvMea U MECTHbIM
npaeuTenscTeam. B oktAbpe 2016 roga
opraHusauun Greenpeace Nordic u
Nature and Youth noganu B cya Ha
HOPBEXCKOe rocyaapcTBo 3a Bblaady
NMUEH3UIA Ha BypeHue HeTAHbIX
CKBa>XWH B ApKTUKe. OTOT Bn3Hec
ABMNAETCA Yrpo30i ANA OKpyXXatoLuen
cpepabl 1 rpaxkaaH Hopsernv, ogHako
B cyAe Aeno 6bino npourpaHo. ipyroe
Xe knumaTudeckoe aeno 2018 roga

B Hupepnanpax, raoe npotus
rocyaapcTsa 6bin1 N0AaH UCK 3a To,
YTO OHO He NPeANPUHANO Haanexaluux
YyCUnNuiA No COKpaLLEHNo BbIBPOCOB,
rpaxkaaHe BbiMrpanu.



Nafta ja kliimakriis

Neli suurimat naftariiki - Saudi Araabia,
Kuveit, USA ja Venemaa - paiskasid
2018. aasta septembris Katowices
toimunud COP24 kliimakdnelused
peapeale. Nad ndudsid iihiselt, et URO
valitsustevahelise kliimamuutuste
paneeli 1,5 °C raportist kdneledes
muudetaks keelekasutust. 1,5 °C raporti
olid riigid ametlikult tellinud COP21
kliimakdnelustel 2015. aastal Pariisis
ning see hoiatas, et meil on aega vaid
12 aastat, et hoida kliimasoojenemist
alla1,5 °C. Neli naftaliitlast likkasid
tagasi ettepaneku raporti ametlikuks
heakskiitmiseks, ndudsid, et sGnastust
tuleks pehmendada ja et ametlikes
dokumentides peaks piirduma selle
saramarkimisega“, mis muudaks
valitsustel selle ignoreerimise oluliselt
lintsamaks. Loplikus sdnastuses ei
kiidetud heaks raporti sisu, vaid selle
Oigeaegne valmimine, ning riike kutsuti
lles raportis esitatud andmetega
arvestama.

Kliimamuutuse eitamine ja nafta-
t60stus on USAs pikalt seotud olnud.
2015. aastal joudis avalikkuse ette
kohtuasi maailma tihe suurema
naftatootja Exxon Mobili vastu,

kui Exxonis to6tav teadlane vaitis,

et Exxon teadis kliimamuutuse ja
fossiilsete kiituste poletamisel tekkiva
CO, vahelisest seosest juba 1981. aastal.
Vilepuhuja s6nul oli Exxon riskidest
teadlik, kuid otsustas neid ignoreerida
ning rahastada uuringuid, mis
tulemused kahtluse alla seaksid.
Greenpeace’i andmetel on Exxon
kulutanud enam kui 30 miljonit dollarit,
et rahastada méttekodasid ja uurimusi,
mis kliimamuutust eitavad.

Oil and Climate Emergency

Four major oil producing countries -
Saudi Arabia, Kuwait, US and Russia -
threw climate talks into disarray at

the COP24 in Katowice in December
2018. They collectively demanded that
another type of language be used in
regard to how the 1.5 °C report of the
UN Intergovernmental Panel on Climate
Change (IPCC) would be received.

The 1.5 °C report had been formally
requested by countries at the COP21
climate talks in Paris in 2015 and it
warned in its final form that there are
only a dozen years left for us to act

if we want to keep global warming
under a maximum of 1.5 °C. The four
oil allies rejected a motion to officially
“welcome” the study and insisted

that the wording should be watered
down and the report should be merely
“noted” in official documents, making
it obviously easier for governments

to dismiss it. In the final wording, the
report was not ‘welcomed’ but ‘the
timely completion of the report’ was
welcomed, and countries were ‘invited’
to make use of the report.

Climate change denial in relation to oil
has a history in the US. In 2015, a large
case surfaced against Exxon Mobil,
the largest oil company in the world,
when an in-house Exxon scientist
declared that Exxon knew about the
link between climate change and CO,
from the burning of fossil fuels as early
as 1981. According to the informant,
Exxon knew the risks but decided not
to act on it and instead invested in
science that generated doubt about
the findings. According to Greenpeace,
Exxon has spent more than 30 million
dollars on think tanks and research
that promotes climate denial.

To6taja Saudi Aramco naftakompleksis torujuhtme juures llejaagi pdlemist
vaatamas, Shaybah, Rub’ al Khali kdrb, Saudi Araabia, 2003. Foto: Reza Shaybah
A worker stands at a pipeline, watching a flare stack at the Saudi Aramco

oil field complex facilities at Shaybah in the Rub’ al Khali desert, Saudi Arabia,

2003. Photo by Reza Shaybah

Pab6ounii cTouT y Tpy6onposoaa 1 HabnoaaeT 3a hakenbHON yCTaHOBKON Ha
HedTenpombicne Saudi Aramco B nycTbiHe Py6-anb-Xanu. Cayaosckana Apasus,

2003. ®oTo: Pesa LLleitbax
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HedTb u knumat: HeoTnoXxHasa
nomoLlb

B nexabpe 2018 roga B NoibCcKOM
ropoae Katosuue Ha 24-1 KoHdpe-
PEeHLMM CTOPOH PaMOYHON KOHBEHLMM
Opranuzaumn O6beanHeHHbIX Haumi
06 n3meHeHun knumata (KC-24)
BCTPETUNUCH YeTbIpe KpynHenwme
HedbTepobbiBatowme cTpaHbl — Caynos-
ckas Apasus, KyeenT, CLLUA n Poccua.
Mocne o6wero TpeboBaHMA U3MEHUTL
hopmynupoBKK AnAa goknaga Mexnpa-
BMTENbCTBEHHOW rPYynMbl 3KCNEepTOB
OOH no nameHreHnuo knumarta (MFrIUK)
neperoBopbI 3alum B TynuK. YeTbipe
akcnopTepa HedTn noTpeboBanu
ucnonb3oBaTh ANA AOKNaaa apyrue
hOPMYNIMPOBKYM O NOBLILLIEHUN TEMMNE-
patypbl Ha 1,5 rpagyca. B 2015 rogy

Ha neperosopax COP21 no knumary

B Mapwxe poknag 6bin MHULMMPOBaH

1 OMMCbIBan CROXMBLLYIOCA CUTYaLUuio
C U3MEHEHMEM KiumaTta Kak Kputu-
Yeckyto, Tak>Ke yKasbiBas, YTo ANA
NPUHATUA LenecoobpasHbix Mep
npoTWB rno6anbHOro NOTENNEHNA Ha
1,5 rpagyca octaetca 12 nert. lNpeacta-
BUTENW HECKOMNbKMX CTPaH 0TKasanucb
noaaepXarb uccnefoBaHue n
HacToANM Ha obLwwmx hopmMynMpoBkKax

B ohvUmManbHbIX AOKYMEHTaXx, YTo,
04eBUAHO, OCTaBnAET H6osbluee none
ANA OeNCTBUIA NpaBUTENbCTB.

B okoHYaTenbHoOM peaakummn mepbl

o NpeAoTBPALLEHNIO KNMMATUYECKMX
U3MeHEHWI apTUKYNUPOBaHbl Kak
«MPUBETCTBYETCA» U «MPEANOXKEHO».

PaHblue koMnaHum-akcnopTepbl
oTpuuany B3anMocBA3b A06bI4M HEDTH
C U3MeHEeHnAMU KnumaTa. AToT hakT
6b11 MOATBEPXKAEH W MOMYYMN Ornacky
B 2015 roay B CLUA. Bennbinu u
CBUAETENbCTBA YYeEHbIX. Tak, Hay4YHbIN
coTpyAHUK Exxon 3aABun, 4To eLle

B aanekom 1981 roay dvpma 3Hana

0 CBA3W MeXAy U3MeHeHneM KnumaTa
1 BIGPOCAMU YrNEeKNCIIoro rasa

B pe3ynbraTe CXMraHua UCKONaemoro
Tonnmea. Mo cnoBam MHGOpMaHTa,
Exxon 3Hana o puckax, Ho pewumna
[lefcTBOBaTb B APYrOM HanpaseHUu:
B UTOre Bnafenblibl BAIOXUIN AEHbMM
B Hay4Hoe 060CHOBaHWe obpaTHOro
Teswuca. Mo gaHHbIM Greenpeace, Ha
cbop AokasaTenbCTs, OTPULIAIOLLMNX
N3MeHeHuA Knumara, Ha uccneno-
BaTeNbCKMe LIEHTPbI U TPYAbI YHEHbIX
6b1510 NoTpavyeHo 30 MUNNOHOB
[0NNapos.




Kaesolev triikis saadab kaasaegse kunsti biennaali Tallinna Fotokuu, mille pdhiprogrammi naitused toimuvad
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This publication accompanies the contemporary art biennial Tallinn Photomonth. The exhibitions in the main programme
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The events in the satellite programme take place at exhibition venues in Tallinn and in the city space.
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6.09.-3.11.2019

»Kui Utled, et kuulume valgusesse, kuulume dikesesse”
Eesti Kaasaegse Kunsti Muuseum (EKKM)

When You Say We Belong To The Light We Belong
To The Thunder
Contemporary Art Museum of Estonia (EKKM)

«Korga Tbl rOBOPULLb, YTO Mbl MPUHAANEXUM CBETY,
Mbl MPYHAANEXUM rPOMYy>»
OCTOHCKMIN My3ei coBpeMeHHoro uckycctea (EKKM)

7.09.-20.10.2019

Kuraator / Curator / Kypatop
Heidi Ballet

Abikuraator / Assistant curator /
MomMoLWHMK KypaTopa
Jorgina Stamogianni

Kuraatorite assistent / Curatorial Assistant /
ACCUCTEHT KypaTopoB
Kaisa Maasik

Kunstnikud / Artists / XynoxHukun
Angela Anderson & Angela Melitopoulos,
Adam Avikainen, Cian Dayrit, Jonathas de Andrade,
Bram Demunter, Silje Figenschou Thoresen,
James T. Hong, Edith Karlson, Ana Mendieta,
LaToya Ruby Frazier, Maarten Vanden Eynde &
Musasa, Ana Vaz & Tristan Bera

Uurimist66 / Research contributions /
Wccneposatenbckana paboTa
Marika Agu & Francisco Martinez,
Konstantinos Doumpenidis,
Tanel Rander

Graafiline kujundus / Graphic design /
lpadmyeckuit gusanHep
Jaan Evart, Ott Kagovere

Naitusekujundus / Exhibition design /

XyA0>XKHUK-0(hOpMUTENDb BLICTABKM
Kaisa S66t

Toetajad / Supporters / CnoHcopsbl

Briti NGukogu / British Council / BputaHckuii coBeT

Trukis / Publication / Byknet

Koostaja / Editor / CocTaBuTens nsgaHunsa
Piret Karro

Tekstid / Texts / TekcTbl
Heidi Ballet & kunstnikud / artists / xynoxHvkmn

Tolkija / Translator / MepeBoaynk
Keiu Krikmann, Refiner

Keeletoimetajad / Language editors /
AsblkoBanA pepakTypa
Michael Haagensen, Piret Karro, Refiner

Graafiline disain / Graphic design /
lpacunyecknin ansanHep
Jaan Evart, Ott Kagovere

Paber / Paper / Bymara
Munken Print Cream, Kaskad Nuthatch Brown

Valjaandja / Publisher / 3paTenb
Tallinna Fotokuu, EKKM

Tiraaz / Print run / Tupax
1000

Triikikoda / Printer / Tunorpacua
Ellington

Eesti Kultuuriministeerium / Estonian Ministry of Culture / MMHMCTEPCTBO KynbTypbl CTOHWUU
Eesti Kultuurkapital / Cultural Endowment of Estonia / poHp Eesti Kultuurkapital

Kuninglik Norra Saatkond / Royal Norwegian Embassy / MoconbcTBo JaHnu B 3cToHUM
Tallinna Kultuuriamet / Tallinn Culture Department / TannMHHCKUIA AenapTaMeHT KyNbTypbl
Rahvakultuuri Keskus / Estonian Folk Culture Centre / LieHTp HapoaHOW KynbTypbl

Tanud / Thanks to / BnarogapHocTu

Manuel Acuiia Cerda, Stefanie Hessler, Linda Kaljundi, Kaarin Kivirahk, Jacob Lillemose,

Rene Mae, Sten Ojavee, Aap Tepper, Christina Vantzou,

Eesti Rahvusraamatukogu / National Library of Estonia / HaumoHanbHaa 6ubnmoteka OCToHUM
Rahvusarhiivi filmiarhiiv / Film Archive of the National Archives of Estonia /

KVIHOS.pXVIB HaunoHanbHoro apxuea OcToHUN

ISBN 978-9949-7368-2-9

ekkm.ee
fotokuu.ee




SBN 975.9949.7366.2 TR

999999999999

709.-20:10.2019



