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Rückblick auf die letzte Sitzung



Flyer für The Woman’s Building, Los Angeles (Detail), 1973, 37.8 x 80.5 cm, gefaltet zu einem 9-teiligen Faltblatt



The Lesbian Art Project Announces The Family of Dance, 1979, Einladung, 21.6 x 27.9 cm
Woman’s Building Image Archive, Otis College of Art and Design



The Great American Lesbian Art Show (GALAS), 1980, Flyer, 28 
x 21.5 cm, Archives of American Art, Smithsonian Institution
(links) und Button (rechts)



Gran Fury, Kissing Doesn’t Kill, Greed and Indifference Do, 1989, Plakat, Offset-Lithographie
Ausstellungsansicht Read My Lips, Auto Italia, London, 2018



NAMES Project AIDS Memorial Quilt, National Mall in Washington, D.C., 1987



Party Office, Plakat für Queer Time: Kinships & Architectures (links) 
und Verhaltenskodex (rechts), documenta fifteen, Kassel 2022



Jonathan Soren Davidson [Eden], Interstellar, 2021, Digitaldruck auf Stoff, Dance Trans* Revolution, Apexart New York, 2021



Kunst und Kollektivität im Zeitalter von Covid-19







«The first thing I did when I got out of bed after having been sick with the virus for a week 
that was as vast and strange as a new continent, was to ask myself this question: Under 
what conditions and in which way would life be worth living?»

—Paul B. Preciado, «The Losers Conspiracy»



«During and after the AIDS crisis, many writers expanded on and radicalized Foucault’s 
hypotheses by exploring the relationship of immunity and biopolitics. The Italian philosopher 
Roberto Esposito analyzed the links between the political notion of community and the 
biomedical and epidemiological notion of immunity. The two terms share a common 
root, the Latin munus, the duty (tax, tribute, gift) someone must pay to be part of the 
community. The community is cum (with) munus: a human group connected by common law 
and reciprocal obligation. The noun immunitas is a privative word that stems from the 
negation of munus. In Roman law, immunity was a privilege that released someone from the 
obligations shared by all. He who had been exempted was immunized. He who had been 
de-munized, conversely, had been stripped of all community privileges after having been 
deemed a threat to the community.»

—Paul B. Preciado, «Learning from the Virus»



«To consider the history of pandemics through the prism offered by [Michel] Foucault, 
[Roberto] Esposito, and [Emily] Martin is to arrive at the following proposition: Tell me how 
your community constructs its political sovereignty and I will tell you what forms your 
plagues will take and how you will confront them. In the domain of the individual body, 
different sicknesses materialize the obsessions that dominate bio- and necro-politics in a 
given period. In Foucault’s terms, an epidemic radicalizes and shifts biopolitical techniques 
by incorporating them at the level of the individual body.»

—Paul B. Preciado, «Learning from the Virus»





«Suddenly, many of the access measures disabled people had been calling for 
decades – remote working, unconditional income support, online events as standard 
– were possible, where previously we were told they were just too difficult. But at the same 
time many of us were experiencing greater isolation, deeper medical discrimination and 
more extensive social murder. The conditions which oppress disabled people were 
sharpened even as more of the answers came into view; the threat to disabled futures 
intensified even as more people than ever came to understand accessibility, isolation, 
shielding, vulnerability, risk.

But although the times were frightening, we wouldn’t choose to go back to what came 
before. We were never normal, normal never worked for us anyway, normal was already 
silencing our voices and killing our friends.»

—Sasha Saben Callaghan und Harry Josephine Giles, «Creating the 
Impossible World: An Introduction», 2020



«For a sector which is supposed to encourage originality, there is a depressingly 
entrenched expectation within the arts that everyone will think and behave in a 
broadly similar way. ‹Normal› is the default setting. Whenever someone deviates from the 
imposed norm, when they say or do something which is seen as ‹challenging›, ‹eccentric› or 
‹off message›, there is an embarrassed silence and a rapid move to the next subject. The 
result is that a person who is perceived as ‹awkward› and ‹difficult to relate to› is left on the 
margins, undermined, isolated and invalidated. Add to that the problem of ‹becoming the 
problem› when asking for an access measure or calling out discrimination, and many 
of us just give up.

And finally, even if you do get past all these barriers, most of the time the only art we’re 
asked to make is art about being disabled […]. We’re stuck in the double-bind of 
otherness, either excluded or tokenised, refusing to be restricted to our oppressions but 
not wanting to be silent about them either.»

—Sasha Saben Callaghan und Harry Josephine Giles, «Creating the 
Impossible World: An Introduction», 2020





CL Gamble, Risky Business, 2020
Brothers Sick (Ezra & Noah Benus), 

Pareidolia (Vaccinate Now), 2021



«Crip Time»







«Gegen Ende 2014 hatte ich einen Schub einer chronischen Erkrankung, die etwa alle 12 
bis 18 Monate so schlimm wird, dass ich jedes Mal ungefähr fünf Monate lang weder gehen, 
noch fahren, noch arbeiten kann. Manchmal gelingt mir dann selbst das Sprechen nicht 
mehr oder ich kann Gesprochenes nicht verstehen. Mir ist es dann nicht möglich, ohne Hilfe 
ein Bad zu nehmen oder das Bett zu verlassen. Dieser eine Schub fiel mit den Black Lives
Matter Protesten zusammen, an denen ich ununterbrochen teil genommen hätte, wäre ich 
dazu in der Lage gewesen. [...]

Ich lauschte den Geräuschen der Demonstration, die durch mein Fenster drangen. In 
Solidarität erhob ich vom Bett aus meine sick woman Faust.»

—Johanna Hedva, «Sick Woman Theory» (2020)
Übersetzung ins Deutsche von Lane Peterson und Helene Bukowski









Carolyn Lazard, Crip Time, 2018 (Still), Video, Ton, Farbe, 10 Min. 18 Sek.



«rather than bend disabled bodies and minds to meet the clock, crip time 

bends the clock to meet disabled bodies and minds.»

—Alison Kafer, Feminist, Queer, Crip (2013)



Finnegan Shannon, Do you want us here or not? (MMK), 2021, und The only thing I like about stairs is that they can be used as a 
place to sit in a pinch, 2021, Ausstellungsansichten Crip Time, MMK Frankfurt, 2021



Emilie Louise Gossiaux und Christine Sun Kim, Ausstellungsansicht Crip Time, MMK Frankfurt, 2021. Foto: Axel Schneider



Kollektive Verantwortung und Fürsorge



Constantina Zavitsanos, Specific Objects (stack), 2015 und Score for Backing Up [mit Park McArthur], 2013
Ausstellungsansicht Crip Time, MMK Frankfurt, 2021



Park McArthur und Constantina Zavitsanos, «Other Forms of Conviviality: The Best and Least of Which Is Our Daily Care, the Host 
of Which Is Our Collaborative Work», überarbeiteter Auszug aus dem Originaltext von 2013, nachgedruckt in Take Care, 2017



Park McArthur und Constantina Zavitsanos, «The Guild of the Brave Poor Things», in: Trap Door: Trans Cultural Production and 
the Politics of Visibility, 2017



Park McArthur und Constantina Zavitsanos, Scores for Carolyn, 2019, Video, offene Untertitel, verlangsamter Ton, 11 Min. 28 Sek.



Park McArthur, Kunsthalle_guests Gaeste.Netz.5456, 2020, Ausstellungsansicht Kunsthalle Bern

[«Auf der linken Seite eines länglichen Ausstellungsraumes sieht man offene Fenster über zwei Heizkörpern mit einem Stück 
weisser Wand dazwischen. In dieser Ansicht erscheinen die Fensterelemente im Profil, so dass sich in ihnen Bäume, Gebäude und
Himmel, die draussen vor den Fenstern zu sehen sind, spiegeln. Zwei Museumsbänke aus Naturholz sind in der Mitte des Raumes 
und parallel zu den zum Inneren des Raumes hin offenen Fenstern positioniert. Gegenüber von den Fenstern hängt eine kleine 
Arbeit mit blauer Schrift an der Wand neben einem offenen Durchgang. Die künstliche Beleuchtung in dem Raum ist ausgeschaltet
und durch die Fenster fällt unterschiedlich helles Licht herein.» Bildbeschreibung: Website der Kunsthalle]



Park McArthur, Kunsthalle_guests Gaeste.Netz.5456, 2020

[«Weitwinkelaufnahme der Strassenbahnhaltestelle Helvetiaplatz an einem sonnigen Tag. Die Ansicht zeigt das Gebäude der 
Kunsthalle Bern links hinter der Haltestelle. In der Aufnahme erscheinen weder Verkehr noch Passanten, so dass die Strassen leer
und wie voller Erwartung wirken. Die Oberleitungen der Strassenbahn heben sich deutlich vor einem blauen Sommerhimmel und 
hohen grünen Bäumen ab.» Bildbeschreibung: Website der Kunsthalle]



Park McArthur, Kunsthalle_guests Gaeste.Netz.5456, 2020

[«Ein Mobiltelefon mit einem Touchscreen liegt auf einer Oberfläche 
aus grauem Marmor mit weissen Adern. Der Bildschirm des Telefons 
zeigt eine Internetadresse die mit ‹kunsthalle-bern.ch/auss› beginnt. 
Nach Titel und Laufzeit der Ausstellung (‹Park McArthur 
Kunsthalle_guests Gaeste.Netz.5456 15. August–4. Oktober 2020›) 
folgt eine Liste von Tonaufnahmen, jeweils mit einem dreieckigen 
Start-Symbol.» Bildbeschreibung: Website der Kunsthalle]



Carmen Papalia, See For Yourself, 2011, nicht-visuelle Übung



Carmen Papalia, For Your Ears Only, 2013, im Rahmen von Soundings: A Contemporary Score, Museum of Modern Art, New York



Carmen Papalia, Blind Field Shuttle, im Rahmen von What Can a Body Do: Investigating Disability in Contemporary Art, California 
College of the Arts, San Francisco, 2012. Foto: Jordan Reznick



Carmen Papalia, Mobility Device, 2013, kollaborative Performance


