17.082.—13.10.2019
HROBW

Kate Lvddor

sngela Viaasal

RFA—INNIA BUNS TIHESN
TAINET HA—




KURAATORI SISSEJUHATUS
Tamara Luuk

Kate Lyddon ja Angela Maasalu t66tavad ja elavad
Londonis. Selle naituse ettevalmistamine viis nad
kokku ja omavahel aktiivselt suhtlema. Pdikpaised,
emotsionaalsed ja kirglikud, kujutlusvdimet, vaistu ja
intuitsiooni usaldavad, pole kumbki neist teinud numbrit
valjendusvahendite ajakajalisusest. To66tades argiste,
intiimsete ja isiklike teemadega, on nad neist valja
volunud midagi udini joulist ja kehalist, oma naiselikkust
flusiliselt maksma panevat.

Inglismaal stindinud Kate’i toestav kultuuritaust on
soliidsem ja vanem, vahel tundub, et Francis Bacon,
Lucian Freud v&i Frank Auerbach vdiksid olla

rodmsalt Ullatunud kui elegantselt ja ootamatult nende
parand Kate Lyddoni té6dest valja piilub. Angela
Maasalu pikim kunstidpetuse periood langeb Tartu-
aega, aga kusagilt ei paista, et see oleks teda kuidagi
mdjutanud koolkondliku traditsiooniga. Tallinnas
kunstiakadeemias joudis ta veeta vaid kaks semestrit.
Ka sellest ajast pole talle marki kiilge jaanud.

Mdlemale Uliolulisi elulisi tahelepanekuid kdrvale jattes
on eriti Angela puhul tugevalt tajutav sdna ja kirjanduse
mdju. Sest kuigi sdna kui kujundi véimendaja pole
Kate’ilegi vddras, on tema loomingu tugevus ennekdike
visuaalse md&tlemise llekaalukas omaparas. Kate’i varv,
joon ja vorm voolavad ruumiliselt ka kahem&dtmelisuses.
Materjal ja meedium, millega Kate kui véimsa ja
arvestatava partneriga t66tab, ei ole Angelale eriti
oluline. Tema samanimelised t66d paberil ja [duendil

ei erine teineteisest kuigivdrd, tema valjenduslikkus
maalijana on tasapindne. Ruumiliseks aitab ta

oma pildid neid ruumi ehitatud ruumi - dramaatilisse
ja teatraalsesse - paigutades vdi jutustust appi vottes.
Sest enamasti saadab Angela mé&tet pildi pinnal
toimetades pilditagune varvikas lugu, mis sulandub
kujutatusse selle tasapindsuse mahtu suurendades.

Kate’i oma t6id selgitavad tekstid on eluliselt tapsed
jarealistlikud, Angela tekstid ei Urita midagi selgitada,
selle asemel loovad need pildi kdrvale paralleelse
muinasjutuallegooria. Ja see allegooria to6tab
hammastavalt hasti maalivahendite valjenduslikkust
kaivitades, sest Angelal on nii varvitaju kui ka
valjendusjoudu.

Kate tajub aega vaga teravalt, sellest tema empaatia
ja alandlikkus, aga ka raev. Kate’i aeg voolab kiiresti,
varajasele vanainimeselikkusele iseloomulikult liiga
kiiresti. Angela aeg avaldub ilmingute paljususes,
mida ta méarkab ja mis teda lllatavad ning inspireerivad.
Ta kirjutab:

Meie té6tamise viis ja kiirus on vdga erinevad.
Angela pintslitémme méjub toore ja kiirena,
pakilise ja sirgjoonelisena, minu oma on aeglasem,
kihiline, ettearvestatud. Ma arvan, et see on tagasi
viidav meie elustaadiumeile, seepdrast tundubki
Angela kiireloomulisus tema teemadele sobilik

(ka tema vanusele ja loomuse uskumatule
kérsitusele). Minu aeglasem IGhenemisviis tuleneb
tdendoliselt mu psiihholoogia “aeglustunud,
sissepoole vaatavusest”,

See, mida viis aastat keerulist emaksolemist on Kate’ile
Opetanud, kogu emotsionaalsus ja vastutustunne,
seismine endast ndrgema eest — see kogemus Angelal
puudub. Noorema ja vabamana on tema ndrkus ja
tugevus uhkes isesuses. Kate, kelle sdnastada jai nende
kohtumise kokkuvdte, margib teraselt:

Angelat on méjutanud sotsiaalsus, suhted, isiklik
ruum, kodu. Kodu on (htaegu turvaline ja
terroriseeriv, see samastub tihti udusega, kus
intiimsus muutub vahel vdga hirmutavaks.

Paljus on see kbik kindluse otsing, mille leidmist
iseendas takistab pidev ja alaliselt toimiv Grevus.
Seepdrast otsib ta lahendust ja kindlustunnet
teistes inimestes. Niisuguse hoiaku lGbikukkumine
aga on rohkem kui téendoline. Igatsus, véitlus,
pettumused IGheduse otsinguis, mis toovad endaga
kaasa kurbuse meenutavad mulle kiimne aasta
tagust iseennast, mind tema vanuses.

Hoolimata ara hammustatud peadest, avatud
k8hukoobastest ja Iabitorgatud kehadest, on Angela
t606d ilusad. Voib-olla tanu muinasjutulisusele. Kiill
aga mitte Kate’i omad, kelle nauding ja valjakutse on
tasakaalu leidmises voolamise ja peatumise, inetuse
jailu, jdhkra ja 6rna vahel. Kate’i esteetika on raevu
esteetika, ta omandab seda vasimatu jarjekindlusega,
tdotab sellega teadlikult. Tema kehakdne ja Zesti
ilmekus on Angela jutuvestmise vaste. Oleks, nagu
alustaks Kate eluga ja maanduks kunsti, ning vastupidi:
Angela alustab kunstiga ja maandub muinasjutulise
kiiksuga ellu.

Mdlemad on jaagitud selles, mida teevad. Angela oma
keeldumises tais kasvada, Kate oma samaaegses
vastuhakus ja leppimises elu ning loovusega. Kumbki
ei Utle, miks kolepilt ja kolekuju, surmani kurb lugu
voi I16ikav grotesk PEAB ennast nende loomingus
kehtestama, kill aga naitavad mdlemad, KUIDAS see
paneb kdima nende ja vaataja vereringe.

CURATOR’S INTRODUCTION
Tamara Luuk

Kate Lyddon and Angela Maasalu live and work in
London. They met and started interacting actively
when preparing for this exhibition. Both are stubborn,
emotional and passionate. Both place their trust in
imagination, instinct and intuition. Neither minds the
currentness of their expressive means. They work with
intimate and personal everyday subjects, from which
both have conjured something utterly powerful and
bodily; a physical imposition of their feminintity.

Kate’s cultural support system is more solid and mature.
Born in England, Kate Lyddon could pleasantly surprise
Francis Bacon, Lucian Freud or Frank Auerbach;

her works carry their legacy with elegance and
unexpectedness. Angela Maasalu’s longest period

of study is from Tartu, but there is nothing to suggest
that its school of tradition had much influence on her.
Angela also spent two semesters at the Tallinn
Academy of Art; this period does not seem to have

left an imprint either.

Leaving aside life observations, which are extremely
important to both artists, one can feel - particularly
with Angela - the strong influence of literature and

the written word. Although words as amplifiers of image
are also known to Kate, her main strength lay in the
prevailing specificity of her visual thought. Kate’s colour,
line and form flow spatially. Material and medium,
which form the powerful and considerable Other

for Kate to work with, are not particularly important for
Angela.

Her homonymous works on paper and canvas don’t
differ significantly and her expressiveness as a painter
is horizontal. She gives her paintings dimensionality
either by placing them in a — dramatic and theatrical -
space built into space or by using a story. When working
with canvas surfaces, Angela’s thought is accompanied
by a colourful, behind-the-scenes story, which

melts into the expression and increases the volume

of its planeness.

Kate’s explanatory texts are precise and realistic.
Angela’s texts don’t attempt explanation. Instead, they
create a parallel fairy-tale allegory next to the painting.
This allegory works amazingly well in activating

the expressiveness of the means of painting, because
Angela has a strong sense of colour and expressive
power.

Kate’s sense of time is extremely acute. This is reflected
in her empathy and humility but also in her rage.

Kate’s time flows quickly; too quickly as is characteristic
of early agedness. Angela’s time is revealed in the
multiplicity of occurrences. She notices them, they
surprise her and inspire her.

We have a very different working speed/touch.
Angela’s ‘touch’l think feels very raw, urgent, quick
and direct, while mine is slower, layered, deliberate.
For me this relates back to our ‘life stages’; again

I think Angela’s sense of urgency feels very relevant
to her subject matter (and stage in life as well as
generally being incredibly impatient) while perhaps

my slower approach relates to my own ‘slowing
down’ and introversion, psychologically.
(Kate Lyddon)

What five complicated years of motherhood have
taught Kate - all the emotion, a sense of responsibility,
standing up for those who are weaker - is an experience,
which Angela does not have. Being younger and freer,
both her strength and weakness is in proud selfhood.
Kate, when drawing the conclusions of their encounter,
astutely observes:

Angela is informed by the social; relationships,
personal space (home), ‘home”’s comfort as well

as terror; (home Is where the horror is..and intimacy
is sometimes very scary). In a lot of ways it is

also about ‘looking for certainty;, except that
constant base level anxiety makes her unable to
find it in herself — hence looking for those kind of
answers and reassurance in other people - and
most likely such a pattern is destined to fail. That
sense of longing, the struggles and disappointments
of intimacy, and the sadness that brings, actually
feel very much aligned to where | was at her age, ten
years ago.

Despite bitten-off heads, open stomachs and punctured
bodies, Angela’s works are beautiful. Perhaps because
of their fairytaleness. This is not the case with

Kate’s works, where the enjoyment and the challenge
are in finding a balance between flowing and halting,
ugliness and beauty, the brutal and the tender. Kate’s
aesthetics are the aesthetics of rage. She acquires it
with tireless persistence and consciously works with it.
Her body language and vivid gesture matches Angela’s
storytelling. It is as though Kate starts with life and
lands in art and vice-versa: Angela starts with art and
lands into a fantastically quirky life.

Both are completely devoted to what they do. Angela
in her refusal to grow up, Kate in her simultaneous
rebellion and acceptance of life and creativity. Neither
says why an ugly picture, an ugly form, a deeply sad
story or the incisively grotesque HAS TO establish
itself in their art. What both do show, is HOW it makes
their - and the viewer’s - blood circulate.




OT KYPATOPA
Tamapa Jlyyk

KenT JlInpooH n AHrena Maacany »xnsyT 1 pa6oTatoT

B JIoHO0He, OHM NO3HAKOMUINCb BO BPEMA MOArOTOBKM
K 9TOW BbICTaBKe 1 C TeX MOpP aKTUBHO obLiatoTcA.
YnpAmble, 3MOLLMOHaNbHbIE N CTPACTHble, 06e
XYLOMHULLbI XXNBYT BOOOparkeHUeM, UHCTUHKTOM U
MHTYMuUMen. Hn ogHy 13 XyooXXHuL, He 3a60TUT cTeneHb
aKTyanbHOCTN CPELCTB Bblpa)KeHNA B X TBOPYECTBE.
Pa6oTtaa ¢ OyaHNUYHbIMU, UHTUMHBIMUW, INYHBIMI
TeMaMu, OHWU NMOYEPIHYN N3 HUX HEKYIO UCTUHHYIO
CUy 1 B3ANN TaM oA ce6a HeuTo cyry6o
MaTepuanbHOe, Ha YeM OEPKUTCA UX XKEHCTBEHHAA
CYLLHOCTb.

Popguelwiaaca B JlToHpoHe KenT JInpooH BocnntaHa

Ha MHOTOBEKOBbIX TPAAWLMAX aHINUNCKOWN KYNbTYPbI.
Mopon kaxkeTcA, 4yto paHcuc bakoH, JliocbeH Opeiig,
unn ®paHk Aap6ax Bblnu 6bl NPUATHO YAMBEHDI
TOMY, KaK 3/1eraHTHO 1 HEOXKNO,aHHO OTpa)kaeTcA Ux
TBOpYEeCTBO B paboTtax JIngmooH.

AHrena Maacany ponbLue Bcero y4ymnacb B TapTy, HO He
NMoXoKe, 4To6bl TPaAULLN MECTHOWN XYO,0XeCTBEHHOWN
LLKOJbl OKa3aJin Ha Hee 3Ha4YuUTesNIbHOE BVAHME.

B TannnHHe B OCTOHCKOWM Xy[,0)XeCTBEHHOI aKagemMum
OHa NpoBesia BCEro fBa CEMeCTpa, KOTOpble TOXKE He
OCTaBUJIN B ee TBOpYECTBE 0COBOro crepa.

Kpome Toro, 4To »KM3HEeHHble HabNoOeHNA O4YEeHb
BaX<Hbl A1 KaXKO,0 U3 XyO0XHUL,, Ha paboTbl AHrenbl
3aMeTHO MoBNMANM CNoBO 1 NuTepaTtypa. CnoBo Kak
XYL0XECTBEHHbIN NHCTPYMEHT HE YY>KA,0 M TBOPYECTBY
KeinT, HO BCe »xe Bn3yallbHOe caMOBblpa)keHue el 6onee
CBOICTBEHHO. LiBeTa, nuHnm n dopmbl KenT TekyT
npocTpaHcTBeHHO. MaTtepunan — 370 MeauymMm, ¢ KOTOpPbIM
KeinT paboTaeT 1 KOTOPbIi BOCAPUHMMAET Kak

paBHoOro, Kak [NapTHepa 1 0THOCUTCA K HEMY C
yBakeHueM. [lna AHrenbl MaTepuan, HA0GOpPOT, He
0C0GeHHO BaxkeH. Ee ojHOVIMeHHble paGoTbl HEMHOTVM
OTNMYaloTCA Opyr OT Apyra BHe 3aBUCUMOCTU O

TOr0, BbIMOJIHEHbI OHM Ha XOsCcTe unu 6ymare, ee
Bblpa3nNTeNbHOCTb ropu3oHTanbHa. OHa pobuBaetca
ob6beMHoro n3obpakeHna nnbo pacnonaraa cBoun
KapTWHbl KBHYTPU» NOMELLEHNI, KOTOPble 06pa3ytoT
TeaTpasnibHOE UM gpamMaTuyYecKoe NPOCTPaHCTBO,
nnéo npuberaa K NoMoLLM pacckasa. 3a4acTyio
ncTopua, Hag, koTopol paboTtaeT AHrena, octaeTca

3a paMKaMu N306parKeHHOrO 1 CIIOBHO TaeT Ha

ero choHe, nenaa KapTuHy 6onee NPOCTPaHCTBEHHOM.

KenT onucbiBaeT cBOU paboTbl O4EHb XN3HEHHO

1 peanncTu4Ho. TeKcTbl AHrenbl He nbiTatoTcA
4TO-NM60 06BbACHUTL. OHM CO3al0T NapanenbHylo
KapTMHE CUMBOJINYECKYIO CKa304HYIO anferopuio.
W aTta anneropua nayMmmTenbHO XOpPOLLIO NPUBOOUT
B OENCTBUE BbIPa3nTENIbHOCTb XYA,0MECTBEHHbIX
CpeqncTB, NOTOMY 4TO AHrena BnageeT  YyBCTBOM
LLBETA, U CUJIO CroBa.

KenTt BOCnpuHMMaeT BpemMA O4eHb 9MOLMOHANbHO —

B HEM NMPOABNAIOTCA KaK aMNaTnA U CMUPEHME
XYOO0MXHULbI, TaK 1 ee HanopuctocTb. Bpema gna

Hee 6eXXUNT ObICTPO, CINLLKOM BbICTPO, KaK CBOMCTBEHHO
018 YenoBeka, NnpubnuameLlerocs

K Nopory noxxusoro Bospacta. [na AHrenbl Xxe Bpema
oTpa)kaeTcA pasHooBpasnem ABMEeHU, YONBAALWNX U
BOOXHOBJAOLLUX €e.

Mbi paboTaem B 04eHb PA3HbLIX TEXHUKAX U

C PQA3HOU CKOPOCThIO. AHres1ia paboTaer ¢ KUCTbIO
TOPOMINBO, BbICTPO U YETKO, €€ MA3KM MOCELLHbIE
u npAambie. Mov Ma3Ku — MeasieHHbIe,
MHOrorpaHHele, 06aymMaHHbie. MHe kaxertcd,

4YTO TAK OTPAXAETCA B PA6OTAX HALLQA XU3Hb,

TE ee 3TArbl, HePE3 KOTOPbIE Mbl CEHYAC MPOXOANM.
MocnelwHocTb AHrenbl o4eHb el nogxoaut (1 ee
BO3PACTY, Y €€ HEBEPOATHOU CYyeTINBOCTIA).

Moa xe co6cTBEeHHAA MeaINTE/IbHOCTb, BEPOATHO,
CBA3AHQA C MOUM MCUXOSIOMMYECKUM “3amenrneHnem,
MHTPOBEPTHOCTbIO™. (KeiT NupooH)

Amouun, oTBETCTBEHHOCTb, CMIOCOBHOCTbL MOCTOATH 3a
Toro, KTo cnatee — Bce To, YeMy Hay4dunacb KeinT 3a

NATb NIeT HENPOCTOro MaTEPUHCTBA — 3TO OMbIT, KOTOPOTO
y AHrenbl Noka HeT. KelT, pe3ioMunpyA CBOIO NePBYIO
BCTpeyy ¢ AHrenom, NpoHnLUaTenbHO 3aMeyaeT:

AHrena 3aBUCUMA COLNATIbHO, OT JINYHbIX
OTHOLLIEHUI U JINYHOIO MPOCTPAHCTBA, AOMA.

Loma, KoTopbIli 0 4HOBPEMEHHO U YTELLQIOLLNT,

u TeppopU3NpPYyoLLMA. [JOM YOCTO OTOXAECTB/IAETCA
C YXKQACOM, rge UHTUMHOCTb BPEMEHAMM CTAHOBUTCA
OYeHb ryraroLuien. Bo MHOrom aTo — novnck
ornpeneneHHoOCTU, HANTH KOTOPYIO B caMoli cebe
MeLUQeT NoCTOAHHAA, 6ECKOHEYHAA TPEBOra.
[MoaToMy 4yBCTBO yBEPEHHOCTU MbITAIOTCA OTbICKATH
B ApYryX Il0AAX, HO TAKOM NogxoL, BePOATHEE
BCEro, OKa)<eTcA Heyna4yHbiM. Tocka, 6opbba,
pPQa304apPOBAHME B MOUCKE BJIN30CTU, KOTOPbIE
BIEKYT 30 COBOW rpyCTb, HAMOMUHAIOT MHE CAMY
cebq gecATb 1eT TOMY HA304.

AHrena pucyet OTKyCaHHble rofloBbl, pacrnopoTble
YXNBOTbI, MPOH3€eHHble HACKBO3b Tena. HecmoTtpA

Ha aTo ee paboTbl Kpacusbl. MoxxeT 6biTb, Gnarogapa
ckado4yHocTun. PaboTbl KenT — 9T0 coBCEM Opyron
cnyyai. Ee uenb — B noucke paBHOBeCUA MeXXAY
OBVXEHNEM N CTaTUYHOCTbIO, YPOLCTBOM U KPacoTO,
rpy60oCTblo 1 HEXXHOCTbIO. AcTeTuKa KelT — aTo
9CTeTMKa APOCTU, OHa OBflageBaeT elo ¢ 6e3ycTaHHON
nocrnenoBaTeNbHOCTbIO. A3bIK TeN U BbIPpa3nUTeNbHOCTb
YKECTOB €€ repoeB C/IOBHO NPOTMBOMNOCTaBEHbI
Ba)KHOCTW crioBa B TBOp4YecTBe AHrenbl. KeiiT HaunHaeT
C YKU3HEHHOCTU U MPUXOJUNT K UCKYCCTBY. AHrena,
HaobOopPOT, Ha4YMHaEeT C NCKYCCTBa N CO CKa304YHbIM
CKPUMNOM NOrpy><aeT 3puTena B peasibHOCTb.

Kak KelT, Tak 1 AHrena noJIHOCTbIO NOCBALLEHbI

TOMY, YeM 3aHMMaloTCcA. AHrena B CBOEM HeXenaHumn
B3pocneTb, KelT — B CBOEM OQHOBPEMEHHOM Kak
NPOTMBOCTOAHUM, TAK U MPUMUPEHUN XUSHU N
TBOpYecTBa. Hn ogHa U3 HUX He rTOBOPUT O TOM,

noyemy B nx teopyectee JOJINHbI 6biTb cTpaLlHble
KapTUWHbI 1 CTpaLlblHe oUrypbl, CMEepPTESIbHO NeYalbHble
NCTOPUU NN pexxyLmin rpoteck. Ho o6e oHm

ToyHo 3HatoT, KAK aTum B3BonHOBaTb cebA 1 3puTens.

PUHKEV AFRODITE
UNFOLDING APHRODITE
PA3BOPAYBAIOLLAACAH AOPOOUNTA

Segamaterjalid

Mixed materials
CmelLaHHble MaTepuranbl
2015

KATE LYDDON



TUNNE TUKSEID
Alice Butler

Sest keegi pdriselt ei tea, mis on vdry,
kus see on, isegi kas see on.

(Kas see saab surra? Kas sellel on siida?)
— Maggie Nelson, “Bluets™

Tegusdna “tuksuma” tuleb slidamest, sellest 66nsast,
lihaselisest organist (karbist), mis oma kokkutdmmete
jaldtvumistega pumpab verd kehas. Mitte tkski teine
organ ei hinga kujundlikkust nii intensiivselt. Just

nii nagu stida paisub iga 166giga, laieneb ka stidant
markiva sdna tahendus. Slida on lahkus, julgus, ausus,
tunded ja armastus, kuid see on ka tuksuv objekt,

on veri meie arterites ja veenides. Tuksumine on hapniku
vdi vere regulaarne ja rlitmiline pulseerimine, see on
kloppiv heli kere pimedast sisemusest.

Nagu ikka - see, mis on kord vélja paasenud, ahvardab
taas tagasi tulla. Sest “tuksete” voi “tuigetena”
kirjeldame ka seda, kuidas keha tegelikult valu tunneb.
Nagu Elaine Scarry kirjutab oma raamatus “The Body
in Pain”: “... viitab “tuige” ritmilisele, on-ja-siis-
jalle-ei-ole tundele, millest omakorda selgub, et “valu
kui aistingu Uheks jalgitavaks m&&tmeks on ajaline
m&dde 2

Jah, tuksumist méaaratlebki selle suhe ajaga, suuresti
niisamuti nagu maali, joonistuse ja kollaazi korral.
Seda on ndha Londoni kunstniku Kate Lyddoni
Iduenditel, kus kuhjuvad kihtidena varvirattad,
vikerkaare-vihmavarjud ja muud esemed. Varviratas
tuksub maali materiaalsusest ja ajalikkusest.
Karnevalilikus “Armuloos” (2012) tiirlevad ja péérlevad
neli varviratast ning punased, rohelised, roosad, kollased
ja sinised akridlilaigud on jagatud segmentideks ja
Umbritsetud tukslevate lillade pintslitdmmetega. Maali
“Ole meheks” (2013) taust on tuksuvalt veripunane,
suured Uhtlased varvivaljad manavad esile siseruumi
(vdib-olla balletistuudio, millele vihjab kédsipuu
kompositsiooni paremas nurgas), kus tantsib ks
koletuslik, groteskne naisfiguur, pulbitsev kogum
roosat ihu, mis ahvardab plahvatada. Siga meenutav
multikanagu krigistab veriseid hambaid, tema peas on
riba lastetoatapeeti - vikerkaar.

Kate Lyddoni ja Londonis tegutseva eesti kunstniku
Angela Maasalu figuurimaalides, joonistustes ning
skulptuurides hdivavad tukslevad kehad varviratta
tukslevat materiaalsust - olgu selleks pulseeriv, pidevas
muutumises olev ihu, flilsiline voi emotsionaalne
valu ja mdnikord isegi armastus (selle keerulised
j3realad). Mdlemad kunstnikud teevad ka mustvalgeid
pliiatsijoonistusi, kus kasutavad surrealistlikku,
veidrat ja tundekiillast [ahenemisviisi keha kujutamisel.

Lyddoni kehad pungitsevad, veritsevad, moonduvad,
immitsevad ja ilatsevad. Nende armetud ihud - tais
sugavsiniseid, roosasid ja rohelisi — on rahutud, vilkad ja
aplad. Uhed kehad kohtuvad teistega ja saavad uuteks
vormideks, nagu on naha 2017. aasta (peamiselt sinist
varvi) teoses “Olitatud hallutsinogeenne luud™.
Ndiduslik pealkiri ja laiutavale kehaosade massile tossu

puhuv lilla sarvedega koletis loovad muinasjutuliku
narratiivi. Maalis “Ole meheks”, moonutab ja
kummastab tapeedijupiga karu piire lapsepdlve ja
taiskasvanuea vahel. Mdlemas nimetatud t66s maalib
Lyddon - eredates roosades ja sinistes toonides -
paistes, lotendavaid, rasedaid kehasid, ja toob sellega
emalikkuse tumedamad allhoovused lapsepéarastesse
muinasjutumaailmadesse. Sedasi heidab ta valgust
stnnituseelsetele ja -jargsetele keerulistele tundmustele
ning emakeha ainulaadsele muutvale jéule, haakudes
Uhtaegu kirjapanduga Mary Russo raamatus

“The Female Grotesque”. Russo, kes tugineb Mihhail
Bahtini tdlgendusele groteskist, kus anallitsitakse
“Kertsi seniilseid ja rasedaid terrakota-vanamoore”,
arendab Bahtini ajas tagasi vaatavaid m&tteid edasi
feministlikes suundades ja naitab, kuidas nende
mooride naer, nende joviaalsus, nende massav
I6petamatus muutub ohuks domineerivale siisteemile.®
Nagu Lyddoni véidukalt rasedad moorikehadki,
Idhuvad nad tavapéraseid naiselikkuse ja ilu ideaale.

Kuigi Angela Maasalu maale ja joonistusi asustavad
hdredamad ning kriipivamad olendid, méaarab siingi
teose narratiivi vOi emotsionaalse intensiivsuse varv.
V&imsas, autobiograafilise kogemuse fragmentidest
moodustatud taaskujutluses muutub stida - niipalju

kui see on seotud iha, alanduse, haavatavuse ja
kaotusega - teose nii-6elda organiks, visuaalse télke
tuksuvaks masinaks. Maalis “Siilita see viélja jaime

tiles. Veenuse siind” (2019) on kujutatud kondist

ja paljast naisekeha (anorektiline grotesk Lyddoni
gigantide kdrval), kes ebamugavalt ja haavatavalt lebab
suurel austrikarbil. Nagu Lyddon, nii Idhub ka Maasalu
naiselikkuse koodi, mida on harjutud omistama Botticelli
Veenuse siledale ja veatule ihule. Maasalu kujutatud
naise koht on tais dmblusi, rinnakorv ndhtav, nahk on
sinkjas-roosa, paljastatud ja toores. Naise keha sisemus
on pinnale, tema avaliku mina materiaalsusesse toodud.
Veretilgad langevad kubemele vaatemangulisest
veripunasest tulest, mis on plahvatanud ta tuksuvast,
murtud stidamest kuni ta vulva tumepunase koopani.
Ta karjub ja ta varvitud huulte vahelt avaneb must auk.
See intiimne ja vagivaldne teos tabab teravalt armastuse
ning vihkamise vahekorda, mida Anne Carson oma
raamatus “Eros the Bittersweet” nimetab erootilise iha
keskseks osaks.*

Armastus (ja punane varv) on kirg, r&8m, raev ning
vagivald. Romaanis “My Mother: Demonology” kirjutab
Katchy-Acker:

Ma armastan punast. Ma néen punast unes.

Mu luupainajad on punased. Punane on kire, r6ému
vdrv. Punane on kbigi nende reiside vérv, mis on
sisemised; see on peidetud ihu véry, alateadvuse
stigavuste ja 66nsuste vdrv. Ennekdike aga on
punane raevu ja vdgivalla varv.®

Huvitav, kas Maasalu ndeb punaseid unenagusid, kui ta
maalib? Akvarellil “Modtlesin, et tdmbasid mind alt”

on naota naine heitnud kéed ja pea tagasi ning vaananud
kogu keha Sokeerivalt allaheitlikku poosi. Peata kuju,
pdlenud oranzide ja sinepikollaste piirjoontega, krabab
naise kirsipunase torso jarele, mis langeb kaskaadina,
kaob stigavpunasest kahvatusse ja pleekinud roosasse.
Nagu kosk, nagu kadunud naine, kes upub omaenda

masohbhistlikku ihasse. Ta on langemas. Kaks kaarjat
joont margistavad ta rindu, need on alasti ja 6rnad.
Kuid selle punase keha drnus, see agressiivsus, millega
ta ennast votta laseb, on vdimas. See jai minusse ja
pani mind mdtlema naiseliku iha keerukusele. Vaike
akvarell ja 8li paberil “Ma tean, et oled voodis sitt,

nii et tdmba uttu!” (2019) on eelnevaga sarnane:
rapuntsellikult pikkade juustega ilmetu naine on selja
poédranuna neljakdpukil ja koerapoosis, htaegu nii
ihalev kui ka agressiivne. Lddvalt tdmmatud varv

on tekitanud punase silueti, mis avab Idikava vaatepildi:
inetu olendi luud on naha alt paistmas, tema ihu on
tuhjus.

Maasalu punased, justnagu sisikonnast tulevad seksi
jatundeid tais pildid meenutavad mulle Maggie
Nelsoni arutlust tema proosaluule raamatus “Bluets”:
“Keppimises peitub varv, aga see pole sinine.“® ...

Kas on see punane?

Madonna on alati (v&i on olnud 12. sajandist alates)
mahitud sinisesse. Ta kannab keepe, mille ketramisel
on kasutatud taevassinist ja kulla hinnaga lasuriiti.
Kirjutades Francisco de Zurbarani “Las Cuevase
halastaja neitsi” (u1644-1655) kohta, omistab Carol
Mavor varvile heli ja rGtmi, kui ta kirjeldab, seda kui
kuulmismeelega kogetut. “Lisaks [maalil kujutatud]
munkadele,” vaidab ta, “me ka kuuleme sinist.”"
Seega sinine tuksub, tuksub nii, nagu ema sees kasvava
loote sidamel66gid. Ei tea, aga vdib-olla emadus
ongi sinine. Mitte niivdrd varv seksimise sees, kuivérd
varv enne ja parast seda?

Kate Lyddoni “Sinihabemes” (2017) langeb keskd6-
sinine taust Iduendile nagu Madonna sinine siid.
Heledama sinise dhulised jaljed liiguvad ja pulseerivad,
luues rahutukstegeva mulje ringlevatest kehadest.
Habetunud, suure ninaga mees - otsekui maalile nime
andnud Charles Perrault’ muinasjutust -, silmadeta,
lahtise suuga, arulage histeerik, himura pilguga
deemonilaadne olend vahib kuhugi ettepoole. Kolm
pead muutuvad punnis kdhuga naise lodevaks kehaks.
Selles raseda Madonna @armuseni viidud versioonis
heidab Perrault’ muinasjutu vagivaldsus tumeda varju
ootuspadrasele narratiivile, mis jutustab emaduse
toitvast ja Uhendavast jdust. Nii nagu sinine varv on
vasturaakiv, metafooriks nii kurbusele kui ka rédmule,
tunnetab emalik keha Lyddoni kunstis armastuse ja
arevuse aaremaid.

T&epoolest, maalis “Kummaline keeris” (2019) kohtab
vaataja kaht teineteist peegeldavat kuju: liks on

sinise ihuga, hoolitsemas oma vaikese lapse eest;
teine ereroosa, rase ja toidab last. Kahe figuuri imber
- justnagu kehastades hoolitsuse ja emaksolemise
emotsionaalset keerukust — on end massinud
kurjakuulutav hall olevus.

Maasalugi kasutab sinise kahepalgelisust. Akvarellis
“Ootamine, ootamine I” (2019) lamab (iksik naisekuju,
kelle selili lebavast kujust voolab labi sinine kaotus,
kuid ta stida 166b punast: “Eros on kaunis nukrus, mis
tuleneb puudusest ja valust.”® Paljuski nagu Lyddoni
naisgroteskid, tuksuvad ka Maasalu kehad nii fuusiliselt
kui ka emotsionaalselt, sipeldes ihade ja kannatuste
vastuolus. Suure 8limaali “Leopard” (2019) kiillastunud

varvivaljas kugistab agressiivne, naljane loom tema
ees oleva naise labipaistvat roosat liha. Naise pea

on ara hammustatud, lIabi tema stidame on torgatud
liilia.FlUusilisest emotsionaalseni osutavad Lyddoni

ja Maasalu figuratiivsed teosed erinevale tegevusele,
mis traditsiooniliselt on naiste kogemust maaranud.
Aga ka sellele, kuidas kapitalism on sundinud naised
sunnitajateks ja kannatajateks, pannud neid palgat66
parast ebakindlasse olukorda. See, mis on tehtud
tahtsusetuks ja nahtamatuks, see, mis on maha vaikitud,
on hoolitsuse ja armastuse “t66”. See voib olla raske,
valus. Kuid see vdib ka rodmu pakkuda.

On, ei ole. On, ei ole. Tunne tukseid.
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FEELITTHROB
Alice Butler

For no one really knows what color is,
where it is, even whether it is.

(Canit die? Does it have a heart?)

— Maggie Nelson, Bluets'

The verb ‘to throb’ comes from the heart, that hollow
muscular organ (a box), which pumps blood through
the body by contraction and dilation. No other organ
breathes metaphor with quite the same intensity.

Just as the heart expands with each puff, the word that
signifies it expands too. The heart is kindness, courage,
honesty, emotion, and love. But it’s also an object

that throbs, like the blood in our arteries and veins. To
throb is to pulsate oxygen or blood regularly and
rhythmically, beating sound from the dark interior of
the body.

But once it escapes, it can threaten return. “To throb’

is also the verb we use to describe how the body actually
feels pain. As Elaine Scarry writes in The Body in

Pain, “throbbing” suggests “a rhythmic on-off
sensation,” which in turn reveals that, “one coherent
dimension of the felt-experience of pain is this ‘temporal
dimension.”’?

And so throbbing is also marked by its relationship to
time, much like painting, drawing and collage, as the
colour wheels and rainbow umbrellas and objects that
are layered upon the canvases of the London-based
artist, Kate Lyddon, indicate. The colour wheel throbs
with the materialities and temporalities of painting.

In the carnivalesque Love Story (2012), four colour
wheels spin and rotate, with acrylic particles of red,
green, pink, yellow and blue carved up into segments
and surrounded by throbbing, purple brushstrokes.
The background is throbbing blood-red in Man Up
(2013), with large sections of flat colour invoking an
interior space (maybe a ballet studio, as suggested by
the barre to the right of the composition) into which

a monstrous, grotesque, female figure of bubbling,
bubble-pink flesh dances around: threatens to explode.
From her gritted, bloody teeth, emerges a pig-like
cartoon face, and resting on its top is a strip of children’s
wallpaper: a rainbow.

In the figurative paintings, drawings and sculptures of
Kate Lyddon and the Estonian London-based artist,
Angela Maasalu, throbbing bodies - of pulsating,
volatile, transforming flesh; feeling physical or emotional
pain; sometimes even love (its complex edges) - occupy
the throbbing materiality of the colour wheel. Both
artists produce grey-scale pencil drawings as well,
which adopt surreal, perverse and emotive approaches
to figuration.

Lyddon’s bodies bulge, bleed, shift, seep and drool.
Their abject flesh - filled with solid blues, pinks and
greens - is restless, active and consuming, as bodies
meet other bodies, become new forms, seen in the
2017 (primarily blue) work Greased Up Hallucinogenic
Broomstick. A fairytale narrative is implied: from the

witchy title to the horned purple monster breathing
smoke upon the protruding mass of body parts.

As in Man Up, with the fragment of teddy bear
wallpaper, Lyddon’s work distorts and makes strange
the boundaries between childhood and adulthood.

In both works she paints - in vivid pinks and blues

- swollen, saggy, pregnant bodies, bringing the

dark, perverse undercurrents of the maternal into

these childlike, fairytale worlds. In doing so, Lyddon
illuminates the affective complexities of pre- and
postpartum experience and the fluxing power of the
maternal body, echoing Mary Russo’s argument in

The Female Grotesque. Drawing on Bakhtin’s reading
of the grotesque in “the Kerch terracotta figurines of
senile, pregnant hags,” Russo develops these regressive
ideas along feminist lines - how the laughter of these
hags, their exuberance, their riotous incompletion, poses
a threat to the dominant system.® Gloriously haggy,
Lyddon’s pregnant bodies also disrupt conventional
ideals of femininity and beauty.

While the bodies that inhabit the spaces of Angela
Maasalu’s paintings and drawings have a sparser,
scratchier quality, colour also determines the narrative
or emotional intensity of the work, which powerfully
reimagines fragments of autobiographical experience.
The ‘heart’ = inasmuch as it connects to desire,
humiliation, vulnerability and loss — becomes the
organ of the work so to speak, a throbbing machine

of visual translation. When a skeletal, naked, female
figure (the anorexic grotesque to Lyddon’s gigantic),
lies uncomfortably open upon an oversized oyster
shell in Spit it out and suck it up / Birth of Venus (2019),
Maasalu shatters the codes of femininity that are
absorbed into the smooth, uninterrupted flesh

of Botticelli’s Venus. With a stitched abdomen and
visible rib cage, the skin of this body is ham-pink,
exposed and raw. It brings the hidden substances of
her interior body onto the surface of her flesh, the
materiality of her public self, as droplets of blood fall
onto the insides of her groin: from the spectacular
crimson fire that erupts from her throbbing, broken
heart, to the dark red cave of her vulva. Crying out,

she opens her lipstick’d mouth to reveal a black

hole. This intimate, violent work captures the sharp,
emotional angles, the convergence of love and hate,
which Anne Carson recognises in Eros the Bittersweet
as central to erotic desire.*

Love (like the colour red) is passion, joy, rage and
violence. As Kathy Acker writes in My Mother:
Demonology:

I’m in love with red. | dream in red. My nightmares
are based in red. Red’s the color of passion,

of joy. Red’s the color of all the journeys which

are interior, the color of the hidden flesh, of

the depths and recesses of the unconscious.
Above all, red is the color of rage and violence.®

| wonder if Maasalu dreams in red when she paints.
In the 2019 watercolour, Thought you had me there,
a faceless woman throws her arms and head back,
contorting her whole body into a gesture of shocking
submission. A headless figure, lined in burnt orange
and mustard yellow, grabs at her cherry-red torso,



which cascades, disappears, from deep red to pale
washes of pink, like a crashing waterfall, like a woman
lost, becoming submerged, in her own masochistic
desire. She is falling. Two curved lines mark her breasts:
bare and fragile. But the fragility of this red body, the
aggression with which she gives herself, is powerful;
it’s got inside of me, forcing me to think differently
about the complexity of female desire, much like

Kathy Acker. Similarly, in | know you are shit in bed,

so fuck off! (2019), a faceless woman with Rapunzel-
length hair crouches on all fours, her back turned
doggie style, in a contradictory gesture of desire and
aggression. Maasalu’s loose marks of paint generate

a red silhouette, giving way to the piercing sight of how
close this figure’s bones are to her skin: the emptiness
of flesh.

Encountering Maasalu’s red and visceral representations
of sex and emotion, | am reminded of Maggie Nelson

in Bluets, when she muses that “There is a color inside
of the fucking, but it is not blue.”® ... Is it red?

The Madonna is always swathed in blue (or has been
since the twelfth century). She wears cloaks that

are spun with the blueness of heaven: precious lapis
lazuli. When writing about Francisco de Zurbaran’s The
Virgin of Mercy Las Cuevas (c.1644-55), Carol Mavor
gives sound and rhythm to the colour, as she describes
experiencing the painting aurally. “Along with the
monks” of the painting, she claims, “we can hear the
blue.”” Blue throbs then, like the heartbeat of a foetus
growing inside the mother. | wonder if motherhood

is blue: the colour not so much inside the fucking as the
colour before and after it.

In Kate Lyddon’s Bluebeard (2017), a background of
midnight blue falls down the canvas like Madonna-blue
silk. Sweeping marks of a lighter blue move and
pulsate, to form unsettling suggestions of bodies in
circular motion: a bearded, big-nosed man, straight from
Charles Perrault’s eponymous fairytale; a vacant,
open-mouthed hysteric with no eyes; a goblin-like
creature leering forward. Three heads transform into
the body of a woman with drooping flesh and a bulging
stomach. In this radical reimagining of a pregnant
Madonna, the violence of Perrault’s fairytale casts

a dark shadow over the expected narrative that spells
the nurturing, connecting forces of motherhood.

Just as blue is contradictory, a metaphor for both
sadness and joy; in Lyddon’s work, the maternal body
feels the edges of love and anxiety.

Indeed, in Strange Loop (2019) (which like Bluebeard
comprises oil, acrylic and collage), the viewer
encounters two reflecting figures, one fleshed blue,
caring for her small child; the other fleshed bright
pink, feeding it while pregnant. Lyddon captures the
emotional complexities of care and mothering in these
works, as an ominous grey creature winds its way
around them. Maasalu also draws the duplicitousness
of blue in Waiting Waiting 1 (2019), as a lone, female
figure lying supine on the ground, is washed through
with blue’s loss, but her heart beats red: “Eros as

a sweetness made out of absence and pain.”® Much
like Lyddon’s female grotesques, Maasalu’s bodies
throb physically and emotionally, conflicted by desire

and suffering. In the fleshed-out colour field of the
large oil painting, The Leopard (2019), a violent, hungry
animal devours the transparent pink meat of a woman.
She is left headless — her heart wounded by a lily, the
same colour as her skin.

From the physical to the emotional, the throbbing
urgency of Lyddon and Maasalu’s figurative works point
towards the modes of labour that have so traditionally
defined women’s experience; how capitalism has forced
women into reproductive or affective capacities, putting
them in a precarious relation to waged labour. This

is the ‘work’ that has been marginalised, made invisible,
cloaked in silence: the work of care and love. It can be
difficult, painful. But it can also be joyful.

On-off. On-off. On-off. Feel it throb.
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MOYYBCTBYW ErO MyJIbCALMIO
Anuc batnep

Benb HUKTO ga)xe TOJIKOM He 3HAET, 4TO TAKOE LBET,
rae oH HaXoA4MUTCA U CyLLLeCTBYET i OH BOO6LLe.
(MoxkeT nu oH ymepeTb? EcTb nn y Hero cep,u,u.e?)
— Marru HenbcoH, «Bacunbkiun»'

Maron nynbcmpoBaTb NPOUCXOAUT U3 ceppLia, 3Toro
MOJSIOro MblLLEYHOro opraHa (Kopo6ku), KoTopbii
NnpoKa4ynBaeT KPOBb Yepes Teno, COKpaLLanach U
pacwupaacb. Hn oguH gpyrom opraH He gbilinT
MeTadoopoI C TaKOW »Ke NMHTEHCUBHOCTbIO. TOYHO TakK

e, KaK cepfLie pacLUMpAETCA C KaXKablM BOOXOM,
pacLumpAeTca 1 CJI0BO, O3Havalollee pacLUpeHue.
Ceppaue — 310 0,o6poTa, MY»XeCTBO, YHECTHOCTb, 3MOLN
1 no6oBb. Ho 3T0O TakXKe 1 0GBHEKT, KOTOPbIN NYSIbCUPYET,
KaK KpOBb, BeryLian no Halwnum apTepuam 1 BEHaM.
ButbcAa - 3To NynbcupoBaTb KMCNOPOAOM NN KPOBbIO,
perynapHo n puTMUYHO, BbiIOMBaA 3ByK N3 TEMHOTLI Tena.

OpHax<abl YTUXHYB, 3TO 6MeHne MOXKeT HNKOrga He
3a3By4aTb BHOBb. [lynbcupoBaTb — 3TO eLLe 1 rnaron,
KOTOpPbI Mbl UCMOMb3YEM 0719 ONMCaHNA TOro, Kak Teno
Ha caMoM perne YyyBcTBYeT 60nb. Kak nuwet OnenH
Ckappu B cBoel KHure «Tena B 6onn», nynbcauuma
npepgnofiaraeT OLyLEHNE PUTMUYECKOTO BKITIOYEHNA-
BbIK/TIOYEHNA — YTO KOOHUM U3 KOrepPeHTHbIX aCMeKToB
nepexxnBaHma 6onn ABnAeTcA 3TO “BpeMeHHoe
nsmepeHmne”»?

Mo aTo NpnYmnHe nyfbcaumAa xapakTepuayeTca
OTHOLLEHMEM KO BPEMEHN — Nogo06HO »KNBOMUCH,
PUCYHKY U KONNaXKy, LLBETOBOMY CMEKTPY U
pagmy>XHOMY 30HTY, NOJ06HO 06 bEKTAM, HaNTOXKEHHbIM
Ha xoncTtbl KenTt JIngooH, Xyoo»XHuubl 3 JIoHOoHa.
LiBeToBOW cnekTp NynbcupyeT MaTepuanbHOCTbIO 1
TEMMOPaNbHOCTbIO XXVUBOMUCHU.

B kapHaBanbHol «/ctopun no6su» (2012) yeTtbipe
LLBETOBbIX CMEKTPa BPaLLaloTCA C aKpUI0BbIMU
BKpanneHnaMN KpacHOro, 3e/IeHOro, PpO30BOr0, XeJNToro
N CUHero, pa3pe3aHHbIMU Ha CErMEHTbI 1 OKPY>XXEHHbIMMU
nynbcupyoLwmMmMmmn ononeToBbiMy Maskamu KUctTu. OoH
nynbCcUpyeT KPOBaBO-KpacHbIM B paboTte «Myxxanca»
(2013), GonbluMe yYaCTKU NAOCKOro LiBeTa HanoMUHaIoT
BHYTpeHHee NpocTpaHcTBO (BO3MOXKHO, BaneTHylo
CTyOMIo, Kak npepnaraeT 6aneTHblli CTAaHOK B MpaBoli
YacTV KOMMO3ULLAW), T TaHLYyeT YydoBULLHaA,
rpoTeCKHasA XeHcKaA hurypa-po30Boi Ny3blpALLencA
nnoTn, yrpoxkatoLen BaopBaTtbea. V13 ee CTUCHYTBIX,
OKpOBaBJIeHHbIX 3yGOB NoABMAETCA NopocAYbe
MYJBTALLIHOE NNLL0, @ Ha ero BepXYLUKe NIEXUT Nosiocka
OEeTCKUX 060eB, n3obparkaioLaa pagyry.

B domrypaTnBHOI XXMBOMUCK, PUCYHKAX N CKYNbMTYpax
KenT JlnpooH, a Takxe xuneyLlen B JIOHOOHE 3CTOHCKOMN
XynoxHuLbl AHrenol Maacany nynbcupytowime tena -
GbloLLanca, N3MeH4YMBad, TpaHcopMUpyloLLLaacs NioThb,
McnbiTbiBaloLWw,aA U3NYECKYIO NI SMOLNOHANbHYIO
Borb, Nopoi Aaxe Nio6oBb (B ee CNOXHbIX KPaHOCTAX)
— 3aHMMaIOT NYNIbCUPYIOLLYIO MaTepuanbHOCTb
LuBeToBOro criektpa. O6e XyooXHULLbI TaKXKe co30atoT
yepHo-0Oernble KapaHOalHble PUCYHKW, B KOTOPbIX

MNCMNONb3YIOTCA CloppeanncTtndeckmne, n3ppaLlleHHblie n
AMOLUMOHaNnbHbIEe NOAX0Obl K cbopme.

Tena y JlnpooH BoinA4YMBalOTCA, KPOBOTOYAT,
nepemeLLaioTcA, NPOCaYMBaloTCA 1 NMYCKaIOT CIIOHN.

WX »xankaA nnoTb, HaNOMHEHHaA CNOLHbIM CUHNM,
PO30BbIM U 3eNEeHbIM, 6ECMOKONHA, aKTUBHA U
BCEMNOroLaoLLLa — TaK, 4To Tena BCTpeyatTeca ¢
OpyrumMm TenamMmm 1 o6pasyioT HoBble POpMbl, Hanpumep,
nossuewasnca B 2017 rogy (NnpenmyLiecTBEHHO

B cMHeM) paboTta «CMasaHHaA ranioLHOoreHHas
meTna». MNoppasymeBaeTcA CKa304HbI HappaTuB:

OT BebMUHCKOI0 Ha3BaHMA 0,0 poratoro 1oseToBoro
MOHCTpAa, N3pbIraloLLero AbiM Ha BbICTYMNalOLLYIO

Maccy 4acTei Tena. Kak un B kaptunHe «Myxalica» ¢
dparmeHTOM 060€B C NOLLIEBLIM MULLKON, 3Ta paboTa
JInpooH ncka)kaeT u genaeT CTpaHHbIMY FPaHULLbl MeXay
0EeTCTBOM 1 B3POCHON XUN3HbIO. B 06enx kapTuHax

OHa paboTaeT B APKUX PO30BbIX U FONyObIX TOHaX —
onyxuwiune, obBucLune, 6epemMeHHble Tena, NpMHocA
TeMHble, N3BPaLLLeHHble YepTbl MaTEPUHCTBA B 3TN
neTckue, ckazoyHble Mupbl. [Mpuv aTom JInpgooH oceelaeT
adopeKTUBHbIE CITOXHOCTU 0,0~ 1 MOCNEePOL0BOro

onbiTa N HENPEOJONNMYIO CUTY MaTEPUHCKOTO

Tena, nepeknmkaack ¢c aprymeHtom Mapu Pycco ns
«¥eHckoro rpotecka»®. Onupanacb Ha GaxTUHCKoe
NPOYTEHNE FPOTECKA B KKEPYEHCKINX TEPPAKOTOBbIX
durypax gpaxnbix, 6epemMeHHbIX BegbM», Pycco
pa3BUBaeT 3TU perpeccurBHble ngen No PeMUHNCTCKUM
NINHUAM — KaK CMeX 3TUX BefbM, UX n3obunune, nx
OylHaA He3aBepPLLUEHHOCTb NPeaCcTaBAAET Yrpo3y
rocnofcTByloLLel cucteme. BocxntntensHo ypognmebie
6epemeHHble Tena y JIngooH Takxke paspyLuaioT
NPVBbIYHbIE NOEaNbl XX€HCTBEHHOCTN M KPacoThl.

B To BpemA Kak Tena, KoTopble HacenAalT NPOCTPaHCTBO
KapTuH 1 pucyHkoB AHrenol Maacany, umetot 6onee
Kontoyee, 6osiee CKyOHOE Ka4yecTBO, LiBET TaKKe
onpenenaeT NOBECTBOBATESIbHYIO U 3MOLLMOHANbHYIO
WHTEHCUBHOCTb paboTbl, KOTOpPaA MOLLHO
nepeocmMbicNBaeT oparMeHTbl aBTOBMOrpadon4ecKoro
onbiTa. «Ceppue», NOCKOJIbKY OHO CBA3AHO C )XeNaHNEM,
YHUXXEHVEM, YA3BUMOCTbIO N NOTEPE, CTAaHOBUTCA, Tak
cKasaTb, OpraHoM paboThbl, NyfbCUPYIOLLEN MaLLVUHON
BU3yasnbHOro nepesoga. Korga ckeneronogo6bHas,
ob6HaXkeHHasA eHcKana durypa (aHOpeKcUYHBbIN rpoTeck
Ona ruranTa JIngooH), nexkalana B Heyn00OHOIM OTKPbITON
no3e Ha OFPOMHOIN YCTPUYHOW pakoBuHe B paboTe
«BbInnioHm 310 1 Bcocu. BeHepa», (2019), Maacany
paspyLlaeT Kogbl XX€EHCTBEHHOCTU, BMUTaHHbIE B
rnagyto, HeTPOHYTYIO NoTb BeHepbl BoTTryennn. Koxa
nsobpakaemoro Maacany Tena - BETYHMHHO-pPO30Basd,
OTKpbITaa 1 cbipad. C 3alNTbIM XXVNBOTOM U BULVMOW
rPYLHON KIEeTKOW OHa NepeHOCUT CKPbITble CyGCTaHLUN
ee BHYTPEHHOCTEN Ha NOBEPXHOCTb €€ MNJoTw,
MaTepuanmnayeT ee NyGINYHOE «A», KakK Kanan KpoBu
napatoT Ha BHYTPEHHOCTU €€ naxa: OT 3aXBaTblBalOLLLENO
MasIMHOBOIO OrHA, KOTOPbI N3BepraeTcA N3 ee
nynbcupyioLLero, paséutoro cepgLa, oo TeMHo-
KpacHOI neLepbl ee ByJSbBbl. Kpryallana, oHa OTKpbIBaeT
CBOW HaNMOMa)XeHHbIA POT, YTOGbI MOKa3aTb YEPHYIO
Oblpy. 9Ta UHTUMHaA, XXecTokanA paboTa 3aTparneaet
OCTpble, 3MOLLVMIOHaSIbHbIE YT1bl CONMPUKOCHOBEHMNA
no6BM 1 HEHaBUCTU, KoTopble OHH KapcoH npusHaeT B
«lopbkoBaTO-CllafKoM Qpoce» Kak LLeHTpasbHble oA
9POTUYECKUX XKeaHnin.*

Jio60Bb (kak 1 KpacHbIN LBET) — 3TO CTPACTb, PagoCTh,
ApocTb 1 Hacunue. Katu Akep nucana B kHure «Moa
MaTb: AEMOHONOrMA» clienyioLlee:

A Bno6neHa B KpacHbIv UBeT. Mou meyTbi
OKpaLLeHbl B KPACHbIA. Mon HOYHbIe KOLUMApPbI
OCHOBQHbI HO KPACHOM LBeTe. KpACHbIN — 3TO
UBeT cTpacTu, pagocTu. KpAcHbI — 3T0 LUBET BCEX
nyTeLIecTBui BHyTpu ce64, LIBET CKPbITOM M/10TH,
rny6uH v TaliHMKoB 6ecco3HaTeslbHoro. Kpome
3TOro, KPACHbIV — LUBET APOCTY U HACUIINA.®

JTio6onbITHO, OKpalleHbl 1n MmeyTbl Maacany, korga

oHa pucyert. B akBapenun 2019 roga “HA gpymana Tbl MeHA
nopgBeneLlb”’, 6e3nmkana eHLHa 6pocaeT pyku u
3anpokKunabiBaeT ronoBy Ha3apg, UCKa)kaA BCe CBOE TeNo
B XXECTe LWOoKMpYloLen nokopHocTu. besronoeaa durypa,
BbICTNIAaHHaA XKEHO-0PaHXXEBbIM N FOPYNYHO-KENTbIM,
XBaTaeTCcAd 3a BULUHEBO-KPACHbI TOPC, KOTOPbIN
KackagoMm napaeT, ucyesaeT, U3 TEMHO-KPaCcHOro B
611eHO-pPO30Bble BOJIHbI, KaK rpoXoyyLLMiA Bogonag,
KaK XKEeHLLVHa, NoTepABLUAACAH, MOrpy»<atoLLLaaca B CBOe
Ma30xucTckoe xenaHne. OHa napaerT. [1Be N30rHyTbie
NMHUM 0603HavaloT ee rpyab: Haryto u xpynkyto. Ho
XPYMNKOCTb 3TOr0 KPacHOro Tena, arpeccua, C KOTopom
OHa NpoABnAeT cebd, O4eHb CUJIbHA; OHa NPOHMNKaeT
BHYTPb, 3aCTaBNAA MNO-OPYFOMY AyMaTb O CIIOXHOCTU
YKEHCKOro »enaHua, kak u Katn Akep. TouHo Tak e

B KapTuHe «f 3Halo, YTO Tbl O,EepPbMO B MOCTENN, TaK

yto otBanu!» (2019), 6e3nnKan XeHLLHa C BOfocamMu
OnnHbl PanyHuenb npucenaeT Ha YeTBEPEHbBKAX,
MOBEPHYBLUUCHL CAVHOW No-cobaybu, B MPOTUBOPEYNBOM
xecTe xenaHma n arpeccun. CBo6oaHble Ma3ku KUCTU
Maacany cospaloT KpacHbllA CUNyaT, yCTynaa MecTo
MPOH3UTENIbHOMY BMAY TOr0O, HACKOJIbKO B/IN3KO KOCTU
3TON PpUrypbl HAXOOATCA K €€ KOXKE: MYCTOoTa MNOTU.

CTankmBasach C KPacHbIMU Y UHTYUTUBHBIMA
npencraeneHnamu Maacany o cekce U amMoLuMAX,
BcnomuHaetca Marru HenbcoH, korga oHa pasmbilwnAeT
0 TOM, YTO «BHYTPU CHOLLEHWNA eCTb LLBET, HO 3TO He
CUHWIA...»° ... OH KpacCHbIA?

MagoHHa Bcerga okyTaHa cuHUM (unu 6binia, HaunHan
¢ Xll Beka). OHa HOCUT HaKNOKM, COTKAHHbIE N3
rony6busHbl Hebec: gparoueHHbIn nadyput. Korga nuwyT
o pa6ote ®paHcucko ge CypbapaHa «MapoHHa oe

nac Kyasac» (ok. 1644-1655), Kspon Masop no6asnaet
LBETY 3BYK 1 PUTM, KOTOPbI ONMUCbIBAET BOCNpUATHE
KapTuHbl Ha cnyx. OHa yTBepXpaeT: «Hapagy ¢
N306paXKEHHbIMY MOHaxaMu, Mbl MOXXEM YCIbILLaTb
CUHMIA LBET»". 3HAYNT, CUHEBA NYNbCUPYET, Kak
ceppouebueHne nnopa, pacTyLLero BHyTpy MaTepu.
MHTepecHo, ronyboe N1 MaTePUHCTBO: LIBET HE CTOJIbKO
BHYTPU CHOLLEHMA, CKOJIbKO [0 U MOCrie HEero.

B pa6ote KenT JNlupnoH «CuHaa Bopopa» (2017), dhoH
MoJIYHOYHOro CUHErO LiBETa NafaeT Ha XOJICT, C/IOBHO
cnHuin wenk MapoHHbl. PagmaluncTtblie maski

GoJiee CBETNIOrO CUHEFO LiBETA OBVKYTCA U MYNbCUPYIOT,
06pasyA TPEBOXHbIE NPEnNONOMEHMA O Tenax

B KPYrOBOM OBUXXEHUN: 6opoaaThlii, 60NbLLIEHOCHIN
yenoBek, NPAMO U3 o gHOUMEHHO ckasku LLlapna
Meppo; NycToi, C OTKPbITbIM PTOM UCTEPUK Ge3 rnas;
ro6anHoONoO06GHOE CYLLLECTBO, YXMbINAIOLLLEECA Nepeq,
Hamun. Tpuy rofioBbl NPEBPALLLAIOTCA B TENTO XEHLLUHbI

c obBUCLLEN NMOTbIO U BbIMUPAIOLLLIM XXUBOTOM.

B aTtom pagunkanbHOM nepeocmbicneHnn 6epemMeHHOoN
MapoHHbI, Hacunue ckasku [Neppo BpocaeT TEMHYIO
TEeHb Ha OXXKNaeMoe NOBECTBOBaAHME, KOTOPOE 3aKNMHAeT
BOCMNUTbIBaloOLMe, COeQUHAIOLLLE CUMbl MAaTEPUHCTBA.
ToYHO TakK »Ke, Kak CUHNI LBET NPOTUBOPEYUB,

meTadbopa onAa nevyanu n pagocTtun; B pabote JlngnoH
MaTepPUHCKOE TeNlo YyBCTBYET rpaHu Nio6Bu 1 TPEBOT .

HenctButensHo, B paboTte «CTpaHHbI KPYroBOPOT»
(2019) (koTopas, kak 1 «CuHasa Bopoaa», BbINONHEHa
Macrom, akpuIioM 1 B TEXHUKE KOJNaxa) 3puTesb
CTaJIKMBaeTCA C O,BYMA OTpa)kaloLwmmmca dpurypamu,
OfHa N3 KOTOpbIX rony6an, 3a60oTALLaACA O CBOEM
ManeHbkoM pebeHKe; opyraa — ApKO-po30Basd,
KopMmALLaa ero BoO BpemA 6bepemeHHOCTU. B 3Tnx paboTax
JInpooH 3aTparvBaeT aMOLMOHaNbHbIE CITOMHOCTU
3ab60Tbl ¥ MaTEPUHCTBA, B TO BPEMA Kak 3/10BeLLEee cepoe
CyLL,EeCTBO BbeTcA BOKpYr HUX. Maacany Tak»xe pucyeT
OBYINMYHOCTb cnHero B «OxupaHnm oxuganma 1» (2019),
MOCKOJIbKY pacnpocTepTada Ha 3eMJie OOMHOKaA XeHCcKanA
cdurypa ombiBaeTCA NoTepen CUHErNo, HO ee cepaLe
ObeTcA KpacHbIM: «9pocC Kak cnanocTb, coenaHHaa us
oTcyTcTBUA N Gonne». MogoGHO XKEeHCKUM rpoTeckam
JInppoH, Tena Maacany nynbcupytot ousnyeckn un
9MOLMOHaNIbHO, 0BYAHHbIE MPOTUBOPEYMEM MXKeNaHNA

1 cTpapaHuda. B nnoTtHOM LBeTOBOM rone 6onbLuon
kapTuHbl Macriom «Jleonapg» (2019) nsobpaxaetcs, Kak
»KECTOKOE, FoJIOOHOE XXNBOTHOE MOXXKMPaeT Npo3payHoe
po30BO€ MACO XeHLWMHbl. OHa ocTanacb 6e3 ronoebl —
ee cepaLue paHeHo NNINEN, TOFo e LIBETa, YTO 1 ee KoXa.

OT hn314ecKoro K aMoLMOHaNbHOMY, NMyfbCcupyloLLas
aKTyanbHOCTb 06pa3Hbix paboT JingnoH n Maacany
yKa3blBaeT Ha pOpMbl TPy[a, KOTOpble Tak TPagMLNOHHO
onpenenanu onbiT XeHLMH; KaK KanuTannam BblHyaW
YKEHLLUUH poXKaTb N CTpafaTh, MOCTAaBUB UX B LLUATKOE
MONIOXKEHME MO OTHOLLEHUIO K ONJIa4MBaeMOMY TPYAY.
9710 «paboTar», KoTopaa bblfla MaprmHann3npoBaHa,
cTana HeBUOMMOW, CKPbITOW 1N 3aMan4ynBaeMOiA:

paboTa no yxomy 1 nio6Bu. ATO MOXKET ObITb TPYLAHO,
6onesHeHHO. Ho 3To MOXeT BbiTb 1 PafoOCTHO.

Bkn-Bbikn. Bkn-Bbikn. Bkn-Boikn. No4vyBcTBYI
nynbcauuio.
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AUTOPORTREE (ALANDATUD)
SELF-PORTRAIT (HUMILIATED)
ABTOTOPTPET (YHVXXEHHAR)

Glasuuritud keraamika, kangas, stinteetilised juuksed

Glazed ceramic, fabric,synthetic hair

FnaaypOBaHHaﬂ KepaMuka, TKaHb, CAUHTETUHYECKNE BOJTOCDHI

20Mm

See oli lihtne savist valmistatud autoportree,
millest tundsin, et seda tuleb kuidagi

edasi to6delda. Asetasin kuju immargusele
poordplatvormile, et réhutada selle
kohmakust, ja lisasin talle punase nina, et
teda veelgi rohkem alavaéaristada. Tegin

selle autoportree ajal, kui alanduse ja habi
teemad saatsid mind pusiva varjuna, mida
Uritasin siis péorata millekski humoorikaks,
et suuta neile vastu seista.

This was originally a straight forward self-
portrait in clay, which | felt needed pushing
further in some way. | put it on a display
turntable to push its awkwardness to its
limit and the red nose just to degrade

it a bit more. It was made at a time where
humiliation and embarrassment had felt
like the dominant themes in my life and was
an attempt at turning these themes into
something humorous, in a way, to confront
them head on.

KATE LYDDON

370 6blN1 BeCbMa He3aTeNNNBbLIN aBTO-
nopTpeT B rMnHe. A NpocTo YyBCcTBOBaNa
Heo6XxooMMOCTb NopaboTaTb Haf HAM eLLé.
A noctaBuna ero Ha BpaLlaloLWMNACA OUCK,
4YTO6bl OBECTUN €r0 HEYKITIOXKECTb

0o npenena, n go6aBnna KpacHbIn Hoc,
4TOObI eLLe Gosblue NOOYEPKHYTb €ro
6e306pa3ue. ABTonopTpeT Obin co3naH

B TO BPEMS, KOIDa B MOE XKN3HN
npeobnapana TemMa YH/KEHUA U CTbIOa, U
cTas NonbITKOM 06paTUTb 3TN TEMbl B HEKOE
KOMUYHOE NPOTUBOCTOAHME.

2015 tegin paberil t66de sarja “Kurb
elulugu dnneliku lisaga”. Hoolimata
pealkirjast, ei osutanud kujutatu otseselt
minu enda elukaigule. Siiski peegeldas

see tdsiasja, et olles vaikese lapse ema,
imbus lasteraamatute ja -lugude maailm
kdigesse, mida tol ajal tegin. Leidsin

vana juturaamatu ja I6ikasin sellest vélja
peategelase (printsessi), keda kasutasin
korduva karakterina. Niisama toimisin vana
naisega (kuri v6drasema) ja lasin neil siis
luua omi katkenud narratiive segildbi muude
motiividega.

SAD AUTOBIOGRAPHY
KURB AUTOBIOGRAAFIA
FPYCTHAA ABTOBNOIPAGUA

Pliiats ja kollaaZ paberil

Pencil and collage on paper
KapaHpall n konnax Ha 6ymare
2015

KATE LYDDON

In 2015 | made a series of works on paper
called ‘Sad Autobiogrpahy, with Happy
Appendix’. While called an ‘autobiography’,
the imagery didn’t refer directly to my own
life. However at the time having a young
child, the world of childrens books and
stories was permeating everything | did. |
found an old story book and took the main
protagonist (a princess) and cut her from the
pages to use her as a repeated character as
well as an old lady (wicked stepmother) and
let these create their own broken narratives
when combined with other motifs.

B 2015 rogy a cospana ceputo paboT Ha
6ymare, KoTopyto HasBana: «[pycTHas
aBTOGMOrpadma co cHacTIUBbIM
LorosniHeHnem». HecMoTpsa Ha HasBaHue,
co3paHHbIli 06pas He ABNAJICA OTCbINKOM
K Moel coO6CTBEHHOM »Mn3HN. OpHako,
NMOCKOJIbKY B TO BpeMs A 6binia Monogom
MaMoW, M1P BEeTCKNX KHUT 1 UCTOPUIA
NPOHNKan Bo BCE, 4TO A aenana. A Hawna
CTapylo KHUTY CKa3oK 1 B3Ana oTTyaa
o6pas rnasHoi reponHn (MpuHueccy),
Bblpe3aria ee Co CTPaHWL, KHUTW, 4TOGbI
MCMOoJIb30BaTh €€ Kak MoBTopAloLLMiAcA
NMEePCOHaXK — TaK XKe, KakK U CTapylo XEHLLNHY
(anyto mauexy). 3aTem A nosBonuna UM
cospaBaTb CBOU COGCTBEHHbIE CIOMaHHble
HappaTuBbl B COYETAHUM C OPYTMU
MoTMBaMWU.

SAD AUTOBIOGRAPHY
KURB AUTOBIOGRAAFIA
rPYCTHAA ABTOBOTPADNA

Pliiats, varvipliiats ja kollaaz paberil
Pencil, coloured pencil and collage on paper
KapaHpaw, uBeTHOWM KapaHgall U Konnax Ha bymare

2015



KATE LYDDON

PORTREE (HAIGLANE)
PORTRAIT (SICKISH)
MOPTPET (TOLUHOTBOPHbIW)

Oli, akriitil ja kollaaz Iduendil

Oil, acrylic and collage on canvas
Macno, akpun n Konnax Ha XoncTe
2016

Uheaegselt “Meie ema” skulptuurisga
hakkasin tegema valjamdeldud portreesid.
Olen tdlgendanud neid kadunud reisijaina
kummituslaevalt, kes ei kujuta kedagi
reaalselt eksisteerivat, vaid on tekkinud

ja kasvanud iseenesest. Vahel ilmutasid
nad end lilledest, kaussidest, lusikatest voi
kraanidest tehtud joonistustes ja visandites
ning teisenesid valjamd&eldud peaks voi
bustiks.

Imagined portraits have been an on-going
project since | began making ‘Our Lady’;

I thought of them as lost passengers from
the Ghost Ship. Always imagined, they don’t
represent anyone real, but have appeared
and grown organically. Sometimes
emerging from observational drawings of
objects such as flowers, bowls, spoons

or taps and merge into an invented head or
bust.

BooGpakaeMble NOPTPETHI CTanmn
NOCTOAHHbIM NMPOEKTOM C TeX Mop, Kak A
npucTynuna K pa6ote Haf, CKyJIbNTYpPOi
«MapoHHa». Bcerpa BbljgyMaHHble, OHU He
npencTaBnAlT HUKOrO peasibHoro, Ho BCerga
pocnu 1 NoABNANUCH OpraHnyHo. VIHorga
OHU NOABNAIOTCA HAa OCHOBE PVICYHKOB,
cOenaHHbIX Npu HaGnoaeHUN 3a TaKUMU
06beKTAaMU, KaK LLBETbI, MUCKMU, JTIOXKMU
WIN KpaHbl, KOTOPbIE MOTOM ClMBaloTCA B
NpUAYMaHHYIO rofioBy unm 61ocT.

PORTREE (VERIPUNANE)
PORTRAIT (BLOOD-RED)
MOPTPET (KPOBABO-KPACHbI)

KATE LYDDON

Oli ja kollaaZ linasel riidel
Oil and collage on linen
Macno u konnax< Ha fibHe
2016

PORTREE (LOTENDAV)
PORTRAIT (SAGGING)
MOPTPET (MPOBUCAIOLLNIN

Oli ja kollaaz hessiani dZzuudil

Oil and collage on jute hessian
Macno n konnax< Ha o)KyTe reccuaH
2019




KUMMARDA!
TAKE A BOW!
MOKJTOHUCB!

Oli 16uendil

Oil on canvas
Macno Ha xoncTe
2018

ANGELA MAASALU

Nende ees pidevalt alandlikult
kummardamisest moodustus mu seljale
kutr. Mdne aja parast asetasid nad mu
tagumikule kiiinlajala, mida ma siis edaspidi
hoolikalt tasakaalus hoidma pidin.

Nad (itlesid, et see on nende Zest aval-
damaks austust mu kuulekusele ja
lojaalsusele. Sest iial ei kuulnud nad mind
kaebamas v3i kurtmas! Ah jaa! Ukskord see
siiski juhtus! Hale kiunatus, liihike, vaevu
kuuldav karje, mis hiljem lihtsalt minu
rumaluseks naerdi. Ma olen tdepoolest vaga
rumal!

Kui me seisime Uksteise korval, heitsid
kadnlad neile pidevat valgust, ja kuigi ma
nende nagusid vaevu néha vaisin, teadsin
ma, kui imeline ja ilus see valja nagi!

Minu I8pmatu imetlus tulitas neid vahel ja
siis me laksime mdneks ajaks lahku ning
kdndisime omi teid. Ma kondasin paevi lksi
|abi pimedate koridoride, kiitinlad sumedalt
valgustamas mind Umbritsevaid musti
seinu ja kuldseid p&randaid. Siiski tundus,
et kiilinalde valgus on téeliselt kaunis

vaid neile langedes! Tétt delda oli mul neil
Uksildastel paevadel raske lildse millestki
sotti saada ...

Suur oli mu r68m neid taas kohates!
Loomulikult vaikisin ma maha oma rumala
igatsuse, kannatuse ja sihitu randamise.

Ei tea, kas see kiilinlajalg ka kunagi maha
kukub?

KUMMARDA! =

TAKE A BOW!
MOKJTIOHNCb!

Pliiats paberil

Pen on paper
KapaHpalwl Ha 6ymare
2018

| formed a hunch on my back - as a result

of permanent bowing. And then shortly
after they made me balance a candelabra

on my arse too! They said it was an honorary
gesture — as | was so truly great at pleasing
them and not a single complaint had slipped
over my lips.

Oh no - it did once! But it was a feeble
shriek, a short cry that later got passed as
silly hasty mood. Of course! | am being
silly so very often.

The candles shined a permanent light on
them, when we stood next to each other;

and in my mind, although | could barely see it
anymore myself, it really was so beautiful!

My eternal admiration must’ve bored them
time to time. And then for a while we had
to go our separate ways; alone | wandered
down the dark halls, candles dimly lighting
what was ahead of me - black walls and

a golden floor. The light however only
seemed beautiful on them... In fact it was
very hard to make sense of any shapes

or forms or thoughts at all on those lonely
journeys!

When | saw them again, | obviously didn’t
want to bring up how | had aimlessly
wandered and suffered in the meantime.
So on a lot of those occasions | said nothing
at all... and my silence of course led to

the repetition of the same circle of events.

Will the candelabra ever drop down,
| wonder.

Y MeHA Ha cnuHe BbIpoc ropb OT NOCTOAHHbIX
NOKJIOHOB. A BCKOPE MOC/1e 3TOro OHU
NocTaBUIN MHe eLLe N KaHaoenAa6p Ha
3agHunuy! OHU cKasanu, YTo 3TO 3HaK OTNINYNA,
NOCKOJbKY A TaK C/TaBHO yroxpgana um, u Hu
pasy xanoba He cnetena c ryé moux.

XoTA, HET — ogHaXKObl A He caep»kanachb!

Ho 310 6bln »KanKnin CTOH, KOPOTKNIA BCXNM,
KOTOPbIN NPUHANN 3a NPOABNEHNA rNynomn
HepBO3HOCTU. KOHEYHO, Beb A TaK 4acTo
Beny ce6a rnyno!

Korpa Mbl cToany pAnom, ceeun o6nveanm
NX POBHbIM CBETOM, 11 MHe NpeaCcTaBNAnoCh
(xoTA A y>Ke MouTM COBCEM He BUAena), 4To
3TO BCE Tak npekpacHo!

HaBepHoe, nx nHorga yTomnano moe
noctoAHHoe BocxuieHune. U Torga,
HEHa[oMro, HalWKn NyTU PAaCXOANIINCH: A
6poanna ogHa Mo TeMHbIM 3anam, a cBe4u
TYCKI/0 CBETUSIN MPAMO Nepeno MHoM

Ha YepHble CTeHbl 1 30110TOM Non. 3ToT

CBET KasasicA NpeKpacHbIM, TOJIbKO Koraa
ocBeLan nx... Co6CTBEHHO, B 9TUX OQUHOKMX
6ny>paHnAxX 6b1710 O4eHb TPYAHO PasnmynTb
4YTO-TO B TeHAX, opMax nnm moicnax!

YBUOEB X CHOBA, A, KOHEYHO, He XoTena
paccka3sblBaTb O CBOUX OOVHOKUX U
BecLenbHbIX 6Ny oaHnAX 1 cTpagaHuax.
MoaTomy Yallle BCero A Monyana... U Moe
MoJi4aHne, ECTECTBEHHO, 3aMyCcKasio HOBbI
KPYT TeX »Ke COBbITUIA.

MHTepecHo, aTOT KaHOenabp Korga-Hnbyab
rpoxHertca?

ANGELA MAASALU



KATE LYDDON

ROISKUV HUW
PUTRID HUW
THUNOW Xbto

Akradl, 8li, kollaz 1duendil

Oil, acrylic and collage on canvas
AKpun, Macno, KoJifiaXk Ha xoJsicTe
2017

Nagin dudusunenagu, mis oli jargmine:

Huw, mu pariselu tuttav, tuli hilisdhtul minu
juurde. Minu pahameeleks oli ta purjus ja
vajus esikusse magama. Moddusid paevad ja
néadalad, ja mul ei tulnud pahegi, et peaksin
ta seisundit kontrollima. Kordi astusin
temast lile majast sisse ja valja kaies. Mind
hakkas tilUtama tema ikka-veel-kohalolek,
Jja ma katsin ta riietega. Aja jooksul need
kuhjusid ja muutusid inimkeha sarnaseks
rulliks. Vedasin selle vélja ja mind haaras jube
lambumistunne, kui eemaldasin mantlite ja
polietileeni kihid juba lagunevalt laibalt.

Kui majja tagasi laksin, taipasin akki, et see
olin mina, kes ta mdrvas. Pé6rdusin ringi,

et naha, kuidas Huw’i keha tdusis trotslikult
istuma, liha madanemas, lagunev nahk
ripakil. Ta nais teadvat, et on surnud. Ta
kdndis valjakutsuvalt tdnavat pidi ja naabrid
aknal vahtisid talle dudusega jarele. Inimesed
tanaval ahmisid Shku ja sosistasid: “Seal
laheb lagunev Huw! Pidal!”

Nagemus kddunevast inimfiguurist, kes
kdnnib lagunemist trotsides, jai mind
painama. Ma pidin seda maalima. Olemuselt
makaaber, hakkas see ndgemus |Iduendile
kantuna oma elu elama. Muutus

vahem lihavaks ja rohkem pidulikuks, vahem
painajalilkuks, rohkem unenéoliseks.

I had a nightmare, which went like this;
Huw, a real-life acquaintance, had come to
my house late at night, drunk, and to my
irritation, fell asleep in my hallway. Days and
weeks passed; | hadn’t thought to check

he was ok, stepping over him a few times on
my way in and out of the house. It annoyed
me that he was still there, so | covered

him over with some coats. Over time the
coats had piled up and become what looked
like a kind of corpse-shaped ‘roll’. | dragged
it outside and had a terrible, sinking feeling
as | unravelled layers of coats and polythene
to reveal a decomposing corpse. Stepping
back inside my house it hit me that | had

in effect, murdered him. | turned around

to see Huw’s body sit up defiantly, skin and
putrid flesh hanging; flapping all around
him, he seemed to know that he was dead.
He marched down the street defiantly,
neighbours staring aghast through their
windows. People in the street were gasping
and whispering ‘there goes Putrid Huw’;
‘Lepper!’.

The vision of the rotting figure marching in
defiance against decay stayed with me,

and | had to paint it. But while it had its roots
in something macabre, as it was translated
onto the canvas it took on a life of its own.

It became less ‘gross’ and more celebratory;
less of a nightmare and more of a dream.

KATE LYDDON

MHe npucHWnCcA KoLwMap co crnegyowmm
clokeTom: Xbto, MO peanbHblii 3HaKOMbIA
(koTopbIll BeiicTBoBaN MHe Ha HepBbl),
npuvLen rny6oKoi HOYbIO KO MHe JLOMOI
NbAHBIA U YCHYN Y MEHA B KOPULOpPE.
Mpoxoounu gHn 1 Hegenu, a A U He gymana
NpoBepPUTb, BCE N C HUM B NOPAQKE,
nepeLuarnBan Yepes Hero No HeCKOJIbKO

pas Ha gHio, NpUXoaa OOMOI U BbIXOaA

13 gomMa. MeHa Hayano pasgpa)<aTb TO,

4YTO OH [0 CUX MOP NEXNT TaM, U A HaKpblna
ero HeCKonbkKuUMU nansto. Co BpemMeHem
OHV 06pa3oBany Ky4yy 1 NnpeBpaTUInCh

B HEYTO, HaMOMMHaloLLLee KPYIIOH» B hopme
Tpyna yenoBeka. A BbITaLLUIA 3TOT KPYIIOH»
Ha ynuLy 1 Korga Havyana pa3mMaTtbiBaTb
cnowu, NpuLLa B y>Kac, 0GHapyXXue
pasnaraioLuiica Tpyn. BepHyBLInch o6paTtHO
B [IOM, A C Y)XaCOM MOHANa, 4To A y6una

ero. A o6epHynacb 1 yBugena, 4to Tesno Xbto
CUOUNT B 0ep3KOI No3e, ero KoXa rHuer,

a nnoTb cBMcaeT Kyckamu. [Moxoxe, oH 3Har,
410 MepTB. OH 0EeMOHCTPaTMBHO 3aLuaran
no ynuue, a oLlenoMISIEHHbIe cocenm c
Y>KacoM CMOTpenu 13 okoH. JTioan Ha ynuuax
OblLanuy ¢ TPYAOM U NepeLLenTbiBannuCh:
«Tam npet rHunoi Xbio!», «Mpoka)KeHHbIn!»

O6pa3s rHuoLwer purypbl, NayLLen BONpekn
CBOEMY PasfioXKEeHMIO, NpecnefoBan MeHs,

1 MHe npuLnoch HapucosaTb ero. Korga atoT
o6pa3 6bln NepeBeneHO Ha XOJICT, OH cTan
MMeTb CBOIO COGCTBEHHYIO XU3Hb. HecmoTpa
Ha CBOIO XYTKYIO CYLLLHOCTb, OH HayaJsl XuUTb
cBOel COBCTBEHHOW XXN3HbIO MOCE TOro,
Kak A HapucoBana ero Ha xoncTe. OH cTan
MeHee «rpy6biM» 1 6onee NpaspHUYHbIM;
MeHee KOLLIMapHbIM U GOJbLLE MOXOXKUM

Ha COH.



Tegin selle skulptuuri, kui mu tdtar oli
kolmene ja ma toitsin teda ikka veel rinnaga.
Pidin taluma rohket kriitikat “vanema beebi”
tissitamise parast, sest Uhendkuningriigis
polnud Ule aasta rinnaga toitmine

kuigivdrd levinud. Et tunda end vahegi
enesekindlamana, hakkasin kdima imetavate
emade kohtumistel. Olin magamatusest
kurnatud, tajusin teravalt, millise kiirusega
vananeb mu keha, kuidas mu elu on
plihendatud vaid lapse elus hoidmisele ja
kaitsmisele. Hakkasin ndgema lusikaid ja
kausse, suid ja rindasid kd&ikjal, kuhu ma ka
vaatasin. Niisugune oli olukord, millesse
kdnealune skulptuur slindis. Matlesin

sellele kui inimese varju (kummituslaev?)
vOi tlihjaks pigistatud emalaeva peale.

I made this sculpture when my daughter
was 3, and was still breastfeeding. In the
UK natural-term breastfeeding is not widely
accepted and | was experiencing a lot of
criticism for continuing to feed an older
child. | started going to La Leche League
meetings to try and give myself more
confidence but was feeling attacked from
all sides. Meanwhile | was feeling exhausted
from lack of sleep and had an acute sense
that my body was rapidly aging, and life felt
like it was solely about keeping this young
child alive and safe, | started seeing spoons
and bowls, mouths and breasts wherever

I looked. This is what this sculpture started
out as. | thought of it as a kind of ghost

of a person (ghost ship?) or a worn-out
mother-ship.

MEIE EMA, ONNELIKU MAHASAAMISE JA ROHKE (HAPU) PIIMA ANDJA
OUR LADY OF HAPPY DELIVERY AND PLENTIFUL MILK (SOUR)
MAOOHHA YCTNELUHbIX PO 1 B OBUJTW OAIOLLAA MOJTOKO [KNCJIOE],

Mixed materials
Segamaterijalid
CmMelLaHHble MaTepuanbl
2017

A coenana aTy CKynbnTypy, Korga Moein
noyepwu 6bino Tpy ropa. Torga A xotena
NpeKpaTuTb rpyaHoOe BCKapMJIMBaHne, HO 9TO
0OKa3aslocb HEBO3MOXHO cenaTb, MOCKOJNbKY
BbI3bIBaJIO CUJIbHENLLYIO MaHUKY Y MOel
poyepu. A Hayana xoouTb Ha cobpaHmA

INa INeye Jlurn, 4toGbl NonbITaTbcA
4yyBCTBOBaTb ce6A 6Gonee yBepeHHON B

TOM, YTO A «BCE eLLe» KOPMIIIO rpyabio
«BblpocLuero» pe6eHka. B To Bpema a
ncnblTana MHOro KPUTUKU MO 3TOMY NoBogy,
NocKonbKy B Bennko6putaHum He 6bino
NPUHATO KOPMUTb pebeHKa rpyablo nocne
roga. A yyBcTBOoBana ce6a coBepLUEHHO
N3MYYEHHOI OT HefocChbina 1 0CTPo
4yyBCTBOBasIa, HTO MO€ TeNo CTPEMUTENbHO
cTapeert, a CMbICJ1 COBCTBEHHO XXN3HN
Kasasnocb, 3aKI0YaeTCA NLLb B TOM, YTOGbI
nogaep»XnBaTh XXU3Hb 3TOr0 MasfleHbKOro
pebeHka. B To BpeMa MHe nosciony,

Kypa 6bl A HXU NOCMOTpena, MepeLLnInNCb
TIOXKKM U Tapenku, pTol U rpygu. imeHHO
Tak HayMHanacb aTa cKynbnTypa. A

Aymarna 06 3TOM Kak 0 HEKOeM npuapake
uenoseka (kopabnb-npn3pak?) Unm kak o6
«N3HOLLUEHHOM-MaTEPUHCKOM-CYLOHEY.

KATE LYDDON

GARDEROOBI HOBUPRINTS
WARDROBE HORSE PRINCE
KOHb-MPUHL, N3 LUKADA

Akvarell paberil
Watercolour on paper
AkBapenb Ha Bymare
2018

Garderoobi hobuprints on vaga rafineeritud,
elegantne ja tundlik olend. Teda limbritseva
Uleni kullast garderoobi seinad kaitsevad
teda véimalike sissetungijate voiiga

sorti muude probleemide eest. Riidehoiu
peidetud nurgatagused aitavad varjata
emotsionaalsest haavatavusest tekkinud
arme, kui need kujunema peaksid. Nonda ta
seal siis elab oma ehk veidi igavat, ent igati
rahumeelset elu.

Juhtub aga, et garderoobi prints huvitub
valismaailmast, siis on teda tabav kriis
valtimatu. Iga kord kui ta ukse avab, lritab
keegi sellest Iabi murda ja tungida tema
kuldsesse kuningriiki! Ukskdik kuidas ta ka
ei plia selgitada oma kavatsusi lihtsast
pilguheitmisest ja vaikesest jalutuskaigust,
kostab tema jutt kurtidele kdrvadele.
Taktituist sissetungijaist jagu saanud, vajab
garderoobi prints mdneks ajaks tksindust
Uhes oma kuningriigi hdmaraist nurkadest.

ANGELA MAASALU

Wardrobe horse prince is a very refined,
elegant and sensitive specimen. The walls
of his - entirely golden — wardrobe protect
him against all sorts of possible intruders
or problems, and all its hidden corners
offer a place to conceal the emotional after-
math contents, should such events
nevertheless occur. There he lives perhaps
a somewhat dull, but very peaceful life.

However, time to time even the wardrobe
prince gets curious about the outside world
- and this is when the crisis hits him. Every
time he gleefully opens the door, someone
tries to simply push through the door to

his golden kingdom at once! And whichever
way he tries to explain his actual motives
for simply wanting to have a look around and
go for a stroll without unexpected guests,
seems to fall on deaf ears. After managing
to get rid of the rude invaders, the wardrobe
prince needs to seek solitude in one of the
dark corners for a little while again.

KoHb-npuHL, 13 WKada - NCKNIoYNTENbHO
YTOHYEHHbIN, 3N1eraHTHbIN 1 HYBCTBUTENbHbIN
aksemnnap. CteHku ero (MonHoCTbio
30510TOr0) WKadha 3aLyLLaoT NPUHLA OT
NoBbIX HeXKenaTeNbHbIX BCTPeY 1 npobnem,
a B MOTaiiHbIX Yronkax Tak yoo6Ho npaTtaTb
LUpaMbl 3MOLMIOHaNbHOWM PaHUMOCTH,

€CI OHU NOABNAIOTCA. TaK OH 1 BefeT TaM
CBOIO HEMHOTO CKY4YHY!0, HO BMOJIHE MUPHYIO
MU3Hb.

W Bcé e nopoi KoHb-npuHL, n3 wkada
nHTepecyeTcA BHEWHUM MupoM (06bI4HO,
ecnu ero sapeBaeT kpuauc). Kaxabiii pas,
KaK TOJIbKO MPUHL, pafoCTHO OTKPbIBaET
0Bepb, KTO-HNOYOb cpady NbiTaeTca
NPOHVKHYTb B €ro 3onotoe uapcteo! U kak
6bl NPVHLL, HY NblTancA 06bACHUTb, YTO OH
BCEro-To XOTes1 OCMOTPETbLCA U NPOrynATbeA
6e3 He3BaHbIX FOCTel, ero, MOXOXKe, He
cnbiwart. I36aBmBLUNCH, HAKOHEL,, OT Har/bIX
npuwenbLes, KOHb-NPUHL, N3 WkKada
HY>XOaeTcA B OTAbIXe W BHOBb CKpPbIBaeTCA B
yeOVWHEeHHOM TEMHOM YFiy CBOEro LKada.



ANGELA MAASALU

KUULUTUS
ANNUNCIATION
BJTIATOBELLLEHVE

Oli 15uendil

Qil on canvas
Macno Ha xoncTe
2018

Sina rédpane verd nuttev hoor! On kuulu-
tatud, et sa pead jGddma igavesse
liksindusse lihaaias, on kuulutatud, et
miski ei suuda sind puhtaks pesta. Kuniks
su verised pisarad kuivavad ja kuniks sul
pole enam Uhtegi soovi, istud sa kdrbudes
oma liksiku mde tipus. Neitsi.

See t606 lahtub kristliku kunsti kesksest
teemast, mis oli eriti levinud keskajal ja
renessansi ajal. Traditsiooniliselt kasitleb
see peaingel Gabrieli kuulutust plihale neitsi
Maarjale ja Utleb, et too saab kdima peale
ning Jeesuse emaks. Mina tahtsin naidata
kdnealust kaunist ja puhast stseeni millegi
groteskse ja ddrmuseni vastupidisena:
puhtuse ja siira armastuse puudumisena,
kehade Uihekordselt tarbitavusena. Liilia -
neitsi Maarja stiituse simbol - on torgatud
tema rinnast Iabi, tema iseennast habenev
pale on kaetud looriga, tema silmad nutavad
veriseid pisaraid. Tekkinud olukord ei

ole tema valiku voi valikute tulemus, keha
vananedes pole see enam ihaldatav ja

on kaotanud turuvéaartuse. Tema omaniku
stida on muutunud kibedaks.

ANGELA MAASALU

You dirty whore- crying out blood!
Announced is to you you shall forever be
alone in the meat garden and nothing shall
wash you clean. Till your bloody tears dry
and you no longer have wishes of ones own,
your body shrivelling. Perching on top of
your solitary mountain - the Virgin.

This work is loosely based on a key topic in
Christian art - particularly popular during
Middle Ages and renaissance. Traditionally
It’s depicting the celebration of the
announcement by the archangel Gabriel to
blessed Virgin Mary that she would conceive
and become the mother of Jesus. In my
case | wanted to take this very beautiful

and pure scene and turn into something
grotesque - an extreme opposite. The

lack of purity, sincerity or love, our bodies
being consumed and disposable. White lily -
a symbol of Virgin Mary’s purity - stuck
through her chest, her face is covered

with a veil, because she has become
ashamed of herself, and she’s crying bloody
tears. She is not in this situation by

her choice - or choices rather - but it’s
consequently happened with her body
becoming less desirable and loosing its
market value as well as her heart becoming
very bitter.

Tbl, rpPA3HQAA LLUTIOXA, YMOELLbCA KPOBABbIMU
cnezamu! VictnHHo roeopto Tebe, 410
npebyneLlb oaHA B M/IOTCKOM CAAy U HUYTO
He oTmoeT TebAa go4yucta. [jokone TBon
KpOBABbI€ C/I€3bl HE UCCAKHYT, U HE
30KOHYATCA XEIAHUA TBOU, U HE MOKPOETCA
MOPLYMHAMMY TEJI0 TBOE, npebyneLus Ha
cBoevi oguHoOKou rope, [esa.

Ota paboTa oTOaneHHO cBA3aHa C OOHON 13
KJI0OY€EBbIX TEM XPUCTMAHCKOIO NCKYCCTBA,
oco6eHHo nonynapHon B CpegHue Beka

1 B anoxy BozpoxpeHuna. TpaguunMoHHO

Tak n3obpaxkaetrca bnaroselueHune, korga
apxaHren laBpuun o6basnaet Oese Mapun,
4YTO OHa 3abepeMeHEET 1 CTAaHET MaTepbio
Nucyca. A e xoTena B3aTb 3Ty NpeKpacHyio
M YUCTYIO UCTOPUIO U NPeBpaTUTb ee B
rPOTECK, B MOJIHYIO MPOTUNBOMOMOMHOCTb.
30.ecb HET YNCTOTbI, UCKPEHHOCTU U

068U, HALLIMMK TenamMm Nosib3ykTcAa U
BbiBpackiBaioT ux. Benaa nunua (cumson
yncToThl Oesbl Mapun) BoTKHyTa €l B rpyap,
ee NINL0 3aKPbITO Byasiblo, MOTOMY YTO el
CTbIHO, 1 OHa Na4yeT KPOBaBbIMU Cre3amMu.
Bca ata cutyauma — He ee BbIGOP (a 6b1 parke
cKasana, peLleHna), Ho NoCTeNeHHO Tak
Nony4ynnochb, YTo ee TENO CTaHOBUTCA BCE
MeHee »KenaHHbIM, TepAeT CBOIO PbIHOYHYIO
LLeHHOCTb, a B €e CepALe KOnmTcA ropeyb.



Kiill proovis ta kéiki oma auke uuesti ja
uuesti téita. Métete ja unistusega, vedelike

Jja tahkete ainetega, sérmede ja munnidega.

Tema sisemus korises, hingamine oli

kiire ja veri tormas kehast Iabi, loputades
pea liig kiiresti tiihjaks. Ja munnid ei jGénud
kunagi liiga kauaks. Siis ehitas ta kindluse,
mis oli médratud samuti igaveseks tiihjaks
Jjdédma, oma kéhu peale ja lamas niiviisi,
olles loobunud lootmast.

See t66 on minu joonistusplokist, mida ma
kasutan enamasti suurematele maalidele
kavandeid tehes, ja tihtipeale saavad

neist kavandeist iseseisvad teosed. Pliiatsist
enam kasutan ma tindipliiatsit, sest see

on mul alati kédepéarast ja tundub kuidagi
“kiiremana”. Kui mul tekib idee, siis on

see vaja kohe paberile panna, muidu ta tuleb
jalaheb sama kiiresti jalle minema.

She tried to fill all her holes up again and
again. With thoughts and hopes, liquids
and solids, fingers and dicks. But her guts
groaned, breathing rapidly - the blood
washed everything out from her brain too
fast and the dicks never stuck around

long enough either. Then she built a castle
on her belly = which too shall remain
empty for forever — and lay there, no longer
waiting to be fulfilled.

This one is from my sketchbook, which

| sometimes use for developing ideas for
larger paintings. Although often those
sketches become independent works. | use
pen a lot rather than a pencil, because | feel
it’s somehow quicker and if | have an idea
for a drawing | usually have to do it quickly,
or else the thought (initial emotion for it)
drifts away again.

OHQ CHOBQ 1 CHOBQ MbITAIACH 3AMNOIHUTb
Bce cBou oTBepCTUA. Mbicnamu n
HAZEXXOAMU, XULKOCTAMMU U TBEPLALIMU
TenamMu, NanbLAaMu u yaeHamu. Ho ee ypeso
CTOHQ/10, 304bIXAACH, KPOBb C/INLLIKOM
6bICTPO MPOMbIBASIA €€ MO3IU, d YI1EHbI
HUKOrAQ HE OCTABAJINCH JOCTATOYHO [OJIrO.
Torga oHa nocTpousa 3aMOK HA CBOEM
»usote (KOTopblii Toxe HaBceraa o6peyeH
OCTABATLCA MyCTbIM) U 1Er/IA TAM, 60/IbLLE
He HQAeACh, YTO ee HArOJIHAT.

970 13 Moero 6510KHOTa, B KOTOPOM A
nHorpa genaio Habpocku ana 6onbLmx
KapTuH. Mopoi 3T HabpocKn cTaHOBATCA
caMoCTOATENbHbIMU paboTamu.

A npepnoyunTato paboTaTb PyyKoii, a He
KapaHOaLoM, MHe KaXKeTCA, YTO Tak
GbIcTpee, Befb €CNN MHE NPUXOAUT

B rofIoBY naef pUCyHKa, MHe HY>XKHO ee
6bICTPO 3apVCOBaTh, MHa4e 3Ta Mbicib (1nn
Bbl3BaBLUAA €e 3MOLMA) CHOBA YMJbIBET.

KOLME KANALI UHENDUSE NURJUMINE

THREE HOLE CHANNEL FAILURE

OTKA3 TPEXKAHANbHOIO COEOVHEHMA

Tindipliiats paberil

Tintenpen on paper
YepHunbHaAa pyyka Ha 6ymare
2018

ANGELA MAASALU

VAIKIVAKS KOHTINGUKS VALMIS
SILENT DATE READY
FOTOBbIV K TUXOW BCTPEYE

Akvarell paberil
Watercolour on paper
AkBapenb Ha Gymare
2018

ANGELA MAASALU



OLE MEHEKS!
MAN UP!
MY>XACA!

Akrudl, 8li, kollaz ja tuss [Guendil

Acrylic, oil, collage and ink on canvas

AKpI/Iﬂ, MacCso, KOJU1aXX N TyLllb Ha XoJcCTe

2013

Esialgsel kujul sai see maal Idpetatud aastal
20009, siis oli see kuidagi selgem ja sisukam
oma peaaegu karikatuurse baleriinikehaga.
Jargnevad neli aastat pé6rdusin selle
juurde ikka ja jalle tagasi, ja nii sai t606 Usna
mitmekihiline. Alustasin, kui ldahenesin
kolmeklimnele, ja avastasin tagasi vaadates,
et on asju, mida ma tSenaoliselt iial ei hakka
tegema - baleriini elukutse oli tiks neist -
ja siis ma maalisin jarjepanu mitu
baleriinipilti. Figuur sel maalil oli kuidagi
pateetiline, aga t66 edasi arenedes muutus
ta justnagu oma mitmem©dttelisuse
plhitsuseks, asetudes kuhugi mehe, naise,
lapse ja taiskasvanu vahele. Sel ajal kui
I&petasin, see oli aastal 2013, hakkasin
markama aina vahem jutustavat lugu ja aina
rohkem formaalset enesekehtestamist:
materjalikeskset mitmekihilisust, mis
moodustus maalilistest ja kollaazilikest
elementidest.

KATE LYDDON

This painting was originally finished in
2009, where it had a bit more clarity and

a more contained, almost cartoonish
ballerina body. | then kept returning to it
over the following four years, so it has many
layers. It began when | was approaching
30 and was starting to look back and
realising the things | would probably never
do - | would never become a dancer; | was
making a lot of ballerina paintings. The
figure in this painting had a sense of the
pathetic about it, but also as the painting
progressed it became more a celebration
of its ambiguity sitting between male,
female, child, adult. By the time it was
complete, in 2013, | started to see less

of a narrative, and saw it more as a formal
celebration of its own many-layered,
painterly and collaged materials.

B cBOEM MepBOHavanbHOM Buae 3Ta KapTuHa
6blna 3akoH4yeHa B 2009 rony. Torga oHa
6blnla HeMHoro 6onee NOHATHON N 6onee
cofepxaTenbHOl B MOYTU KapuKaTypHOM
BOMJOLWEHWN GanepurHbl. 3aTeM Ha
NPOTAXKEHU NOCNENYIOLMX YeTbIPEX NeT

A TO 1 feno Bo3Bpallianach K 3Tol KapTuHe,
TaK 4YTo y Hee MHoro cfioeB. PaboTy Hap,
KapTWHOW A HaYana B NpenaBepun CBoero
TpuauaTuneTus, u, ornAagbiBaAchb Has3ag,

A OCO3Hara, 4TO eCTb BeL, KOTopbIe A,
BEpPOATHO, He COBepLUY HMKoraa. Hanpumep,
A HUKOTa Y>Ke He CTaHy TaHL0BLUULIEN.
Torpa A Hanucana MHOro KapTuUH GanepuH.
N306parkeHHaa Ha 3aTol KapTuHe curypa
BblrnAagena HEMHOro NaTeTUYHO, OgHaKo

no mepe paboTbl OHa CTaHOBMacb

BCE bonee OBYCMbICNIEHHON, HaxopALLenca
roe-To Ha rpaHn Mexxagy My>XUUHON n
MKEHLLMHOWN, pe6EHKOM 1 B3POCIIbIM.

Ko BpeMeHU oKoH4YaHMA paboTbl Hag, Hel,

B 2013 rony, A cTana BUOETh B Heli BCé
MeHbLUE HappaTuBa 1 6oJibLue BOCNPUHUMATb
ee Kak oopmMasnbHOe caMOoyTBEPXKOeHne

13 MHOTOCIOWHbIX, YKUBOMUCHbIX 1
KONNa)XNpPOBaHHbIX 3/IEMEHTOB.

Courtesy of Zabludowicz collection, London

KATE LYDDON



KATE LYDDON (s 1979 Brightonis, UK),
Oppis Chelsea College of Fine Arts’ Londonis
(MA kaunite kunstide alal 2006); The

Royal University of Fine Arts” Stockholmis
(kraadijargne diplom 2003-2005) ja
Canterbury Christ Church University, Kentis
(BA maal ja graafika 1998-2001).

Ma alustasin maalija ja triikigraafikuna kui
I6petasin Canterbury Christ Church College
kunstiosakonna, vaikese kooli, mis oli
tugevasti kaldu akadeemilise maali poole.
Suurem osa mu t66st moodustasid sel ajal
modellist Iahtuvad ofordid, maalid, kollaazid
ja joonistused. Kraadidpe Stockholmis

ja magistriaasta Chelseas (2003-2006)
juhtisid mu modellist eemale, leidlikumaks
inimese kasitlemisel. Selle kdrval tegin

ma jatkuvalt natuuristuudiumist Iahtuvaid
joonistusi.

Aja moéddudes muutusid mu prioriteedid ja
arvan, et ma kaotasin intensiivse huvi teiste
inimeste vastu vélises mottes, ja p66rdusin
rohkem sissepoole. Elust sai ellujgdmine
flilisilises tahenduses, mitte ainult minu, vaid
ka kellegi teise elushoidmine ja lilalpidamine.
Niiviisi lendaski kogu sotsiaalne vérk aknast
valja.

See, mis ajaga muutunud pole, on mind ja
mu t66d toitev huvi igatsorti eluliste

asjade vastu, seepérast plutan mitte lahutada
mdtlemist t66st mdtlemisest elu iile.

www.katelyddon.com

KATE LYDDON (b. 1979, Brighton, UK)
studied at Chelsea College of Fine Arts,
London (MA Fine Art 2006); The Royal
University of Fine Arts, Stockholm
(Postgraduate Diploma 2003-2005); and
Canterbury Christ Church University, Kent
(BA Painting and Printmaking 1998-2001).

| started out as a painter/printmaker
finishing my degree in 2001 at Canterbury
Christ Church College Art Department,

a small college with a lean towards academic
painting. The majority of my work at that
point was etching/painting/collage/drawing
very much revolving around the figure, often
taking its starting point in the life room

(life model), until | went to Stockholm for

a postgrad study program (2003-2005) and
then did my MA at Chelsea (2006), during
this period | moved away from the model and
began being more inventive with the human
form, still making observational life drawing
on the side.

As time has gone on and my priorities have
changed, | guess I’'ve lost the intensity of
interest in other people in the external sense
and have moved to a more inward-looking
perspective. Life became about survival

in a physical sense (not just my own, but
also, keeping someone else alive, sustaining
them) so all the social stuff went out the
window.

One thing that has not really changed over
time is that all sorts of things interest me
and inform my work and | try not to really
separate thinking about work, from thinking
about life.

www.katelyddon.com

KENT NUOO0H (pog. 1979, BpaiitoH,
Bennko6putaHna) yuunach B JIOHGOHCKOM
Konnepyxe nckyccts Yencu (maructp
nckyccts, 2006 r.), B Koponesckom
YHUBepcuTeTe UckyccTs B CTokronbme
(aunnom 06 okoHYaHNK acNMPaHTYPbI,
2003-2005) 1 B KeHTep6epuiickom
yHuBepcuTeTe Kpaiict Hépu, KeHT (6akanasp
pvicoBaHuAa 1 neyatu, 1998-2001 rr.).

A Hayana Kak XyO0MXHUK N Xy[OOMHUK-
rpaBép, okoH4mB B 2001 ropy chakynbteT
nckyccTtB B KeHTepbepuiickom
yHuBepcuTeTe KpancT HYépuy, HeGonbLuom
Konnema»Ke ¢ YKIIOHOM B akageMunyecknin
pucyHoK. B To Bpema Temoit GonbLUMHCTBA
Moux pa6oT (rpaBiop, XKMBOMMUCH, KOSTaXen
1 PUCYHKOB) Bbina chnrypa Yenoseka,

Yalle BCero peanbHas — Teflo Mogenu

N HaTypLmka. Notom A noexana B
acnupaHTypy B Ctokronsm (2003-2005)

1 nonyyunna cTeneHb MarmcTpa UCKyccTB

8 Yencu (2006). B aToT nepuog, A cTana
OTXOLUTb OT peanibHoM Mmopenu u 6onee
TBOPYECKM HaxoQ4ymMBo paGoTaTtb ¢ ourypoii
YyenoBeKa, HO He OTKa3anacb OT 3apUCOBOK
C HaTypbl.

Bpemsa o, u Mo NpUopuUTETHI MEHANNCH.
A nymato, 4To MMEHHO Toraa A notepana
MNHTEpecC K Apyrum NlogAaM BO BHELLHEM
CMbICJie U Hayana BCMaTpuBaTbCA Briy6b.
A 6bina 3aHATa PUINYECKNM BbIXKUBAHUEM,
He TONbKO COBCTBEHHbIM, HO 1 MOOAEPIKKOWA
LPYTUX, YOEep>XXaHNEM VX B XU3HU, TaK

YTO BCE COLManbHble BOMPOCHI OKa3anuch
HEeBaXHbl.

Ho opgHO ocTanocb HEM3MEHHbIM: Y MeHA no-
Npe»XHemMy o4eHb MHOFO pa3HbIX UHTEPECOB,
KOTOpble NUTaIOT Moio paboTy, 1 eLe A
cTapalocb He oTaenATb Mbicnn 0 paboTte oT
MbICIIEN O XKNSHW.

www.katelyddon.com
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ANGELA MAASALU (s 1990) on &ppinud
Tartu Ulikoolis maalikunsti ja kunstiajalugu
ning seejarel Idpetanud Eesti Kunsti-
akadeemias maali magistrantuuri (2015).
2013 suigissemestril suundus Maasalu
ennast tdiendama Inglismaale UAL Central
Saint Martins Ulikooli ning on sellest

ajast peale elanud ja t66tanud peamiselt
Londonis.

Biograafia osas on mul tavaliselt alati
tahtmine vdi isegi komme erinevaid
eluetappe kuidagi Uksteisest lahti I18igata

ja dra unustada. Tartu aastatele tagasi
vaadates on selles muidugi palju nostalgiat,
aga peale selle (ja inimsuhete selle sees)
mulle praktilises - ja v8ib olla siis kui nii
peab Utlema - hariduslikus m&ttes sellest
praeguse praktika suhtes on raske paralleele
tuua.

Ma ei litleks, et CSM dudselt rabas Eesti
haridusega vdrreldes, pigem on rohkem
mdjutanud ikkagi see uue keskkonna
kogemus. Mulle kohutavalt meeldis siin
ainult Gks aine “technologies of romance”
mida andis Paul O’Kane.

Selleni mis mu teemadeks praegu, tulin ma
osaliselt magistri I6putddga ja nlitidseks

on see oluliselt edasi arenenud. Mu tahan
neid Usna argiseid ja banaalseid v&i kurbi
vOi roppe asju, mis mu olemist mojutavad,
kuidagi siimbolistlikumas ja poetilises
votmes kujutada, nii et neist saab ka kellegi
“teise” - ja mitte lihtsalt minu lugu.

www.angelamaasalu.com

EESTI KULTUURKAPITAL

i@@@ % KULTUURIMINISTEERIUM

ANGELA MAASALU (born 1990) has
graduated her BA from Tartu University’s
painting department (fine art and art
history) and MA from Estonian academy of
arts (2015). In 2013 she moved to London
and studied at UAL Central saint Martins
college. Since then she has been living and
working in London UK.

In terms of reflecting back on my past

and studies, | always tend to separate
things and times in life — also somewhat
forget — wether consciously or
unconsciously. Thinking back on years spent
in Tartu there’s certain amount of nostalgia
associated with that (especially relationships
and friends) - however practically and
educationally | wouldn’t say | could draw
parallels with my current practice.

CSM (Central Saint Martins, London)
wasn’t particularly mind blowing eitherin
comparison with art education in Estonia,

I think what mainly influenced me was

just the pure experience of a new
environment. There was one course | really
loved and | guess gave me an initial platform
to develop the ideas and practice now

was called “tecnologies of romance” taught
by Paul o’Kane.

| came to the themes I’m working with now
partly during my MA degree show project,
and by now it has all developed quite a bit.
My idea was how to depict all those rather
banal or sad or even dirty topics, that affect
my ‘being’, in more symbolistic and poetic
way. So it becomes something ‘other’ — and
not just my story. Over the past couple of
years | have moved back to using human
figure a lot (whereas after graduating |
tried to avoid that for a while) and also used
dreams, memories and my family stories as a
resource for my work.

www.angelamaasalu.com

AkzoNobel

AHTENA MAACANY (poa. 1990) nonyunna
cTeneHb 6akanaBpa NCKYCCTB Ha OTOENeHNN
»usonucuy TapTyCKOro yHMBepcuteTa
(nckyccTBO M MCTOPUMA UCKYCCTBA) 1
cTerneHb MarmcTpa CKYcCTB B ACTOHCKOM
XymoxecTeeHHol Akagemuii (2015).

B 2013 rogy oHa nepeexana B JIoHOoH

1 yuyunacb rno nporpamme Erasmus B
LleHTpasnibHOM KosfiedyKe UCKYCCTBa 1
nusaiHa umenmn Ceatoro MaptuHa. C tex
rop oHa XUBET 1 paboTaeT B JloHgoHe.

OrnapgbiBadAch Hasag, Ha NpollegLine

rofbl U CBOIO Y4eBy, 1 pa3MbILLSIAA O HUX,

A Bcerpa crapalocb pa3nenAarb cobbiTmA

1 BPEMS XWU3HU, MHOTO,a 4TO-To 3abbliBas,
CO3HaTENbHO W MOJCO3HATENBHO.
BcnomuHaa o npoBepeHHbIX B TapTy rogax,
A MCMbITbIBalO HOCTaJIbINIO, B OCHOBHOM, MO
OPY3bAM U NINYHBIM OTHOLLEHWAM, OGHAKO
C TOYKN 3PEHMA NPAKTUYECKON XUIHU

1 06pa3oBaHUNA A BPAL I MOTY celiyac
NpoBeCTY Napasnesnb ¢ Y4To fenaio cenyac.

Konnepyx uckyccrtsa n gusaiHa B JloHgoHe
He Jan MHe YTO-TO MPUHLMNNaNbHO HOBOTO
no cpaBHEHWNIO C 0By4yeHneM UCKYCCTBY B
3cToHnu. A gymaio, 4TO B OCHOBHOM Ha MEH#A
noBnnAna cMeHa 06CTaHOBKM, OLLyLLeHne
HOBOW XKN3HeHHoM cpenbl. MHe ocob6eHHO
HpaBWJICA OOVH KYPC — KTEXHONIOrN
pPOMaHTUKU», KoTopbili Ben Monb o’KeliH,

1, HAaBEPHOE, MMEHHO OH Aan MHe TOHOK AA
pasBUTUA TEX NOEN N TEXHUK, KOTOPbIMY A
3aHMMaloCh.

Tembl, c KOTOPbIMU A cenyac paGoTaio,
YaCTUYHO MOABUIINCH B MOEW XXN3HW, KOTOa

A paboTtana Hap, cBOEN OMMNIOMHON
BbICTaBKOI Ha CTeneHb MarncTpa NCKYCCTB,
HO celiyac OHM NOJy4YSIN JOBOJIbHO CUJTIbHOE
pa3suTre. MoAa OCHOBHaA MbIC/b — N3NIOXUTb
BCe 3TN 6aHasbHble, FPYCTHbIE N faXke
rpA3Hble TeMbl, BANAIOLLME Ha MO€e «BbITe»,
B 6051ee CUMBOSIMYHOWM N MO3TUYHOI hopMme.
TaK OHU CTaHOBATCA K4EM-TO OPYTMM», a

He NpocTo Moeli uctopuein. B nocnegHue
rogbl A CHOBa Hayana aKTMBHO MCMNOJIb30BaTb
curypy yenoseka (nocne konnema A Kakoe-
TO BpemA cTapanach ¢ Hell He paboTaTb),

a TaK)Ke MeYTbl, BOCMOMWHAHNA N UCTOPUN
CBOEI CeMbU.

www.angelamaasalu.com







