1. The title refers to a
quote by Simi Linton:

‘We are (...) letting our
“freak flag fly” (...) We

are all bound together,
not by this list of our
collective symptoms but
by the social and political
circumstances that have
forged us as a group’. Simi
Linton, Claiming Disability:
Knowledge and Identity
(New York: New York
University Press, 1988), 4.

2. Alison Kafer, ‘After Crip,
Crip Afters’, The South
Atlantic Quarterly 120, 2
(2021), 416.

LETTING THE

‘FREAK FLAG FLY”

Queering and Cripping
Within Artistic
€xhibition Practices

Sylvia Sad2inski

‘(Queer-)crip perspectives can help to keep our
attention on disruptive, inappropriate, composing
bodies—bodies that invoke the future horizon
beyond straight composition.’

Robert McRuer

Queer and crip. For a long time, these two terms have only
carried a negative meaning and were solely used as swear
words and external ascriptions. Both cast somebody as
abnormal and abject, as defective, deviant, and sick. Both
terms make it clear that queers and crips share a history and
a present of social, political, and economic injustice, exclu-
sion, and oppression. All those referred to by these words
have been and still are repeatedly exposed to pathologization,
discrimination, stereotyping, demonization, and isolation

by power structures and institutions related to medicine,
religion, the education system, and the labour market. At the
same time, queer and crip have experienced a self-confident
and self-empowering appropriation and reclaiming by their
communities. Functioning as an umbrella term, crip describes
mobility impairments, physical disabilities, chronic illnesses,
and mental or sensory impairments. Similar to queer, it

1s flexible and fluid and still in the process of defining its

own meaning.? Crip aligns with the fluid and ever-changing
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horizons of the term queer. Just like queer, crip can also be
used as a noun, an adjective, and a verb. As a verb—cripping
or to cr1p—cr1p describes ‘a process of critique, disruption,
and re-imagining, and includes an orientation and a way of
living’.® It undoes ableism and ‘spins mainstream representa-
tions or practices to reveal able-bodied assumptions and
exclusionary effects’,* using, for example, strategies like camp,
humour, wit, sarcasm, and satire. Under the moniker queer
theory and crip theory, both terms are also represented as
theoretical concepts within academia. Alison Kafer describes
crip theory as a “political/relational model of disability, one
that builds on social and minority model frameworks but
reads them through feminist and queer critiques of identity’.®
Crip theory analyzes culture from a perspective that centres
crip or disabled movements, experiences, and embodiment,
placing more emphasis on social critique or critical theory,
analyzing injustice, and understanding disability as a political
category rather than as an individual pathology or personal
tragedy.® In addition, crip theory, like queer theory, is dedi-
cated to questioning and dissolving concepts of normalcy, the
supposed normative normal, and the compulsion to follow
and conform to norms in general.” Both theoretical strands
illustrate the inadequacy of the binary system of disabled and
non-disabled, healthy and sick, normal and not normal. They
question, theorize, and deconstruct the supposedly natural
and normal and, therefore, the often invisible, unnamed, and
naturalized concepts of heterosexuality and able-bodiedness
and focus on their intersectionalities.

Queerating and Cripdom

Queerness and cripdom imagine bodies and desires in other
ways and operate as cultural correctives combining collective
cultures and communities. Recent years have shown that crip
theory seems to be moving from academia and activism into
the arts and is perceived by art institutions, too.® Especially
in the recent pandemic years, the number of exhibitions
dedicated to the topic of crip, illness, and accessibility has
increased. Exhibitions and exhibition spaces seem to be
cripped by curatorial activism®—also methodically—Dby
making them more accessible and low-threshold.” Art shows
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5. Alison Kafer, Feminist,

Queer, Crip (Bloomington:
Indiana University Press,
2013), 4.

6. lbid., 14.

7. Sandahl, ‘Queering
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Performance’, 26.

8. Some curators who
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hegemonies across
intersectional axes of
difference, including
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include Amanda Cachia

in the USA, larlaith Ni
Fheorais in Ireland, and
Sean Lee, who is the
director of programming
at the art space Tangled
Art + Disability, based in
Toronto, Canada. | would
also like to refer to the
work of the Sickness
Affinity Group, a group of
artists, cultural workers,
and activists mostly based
in Berlin whose work
pivots around the theme
of sickness, disability, and
care work, challenging the
competitive and ableist
mode of working in the
arts.

9. In her book Curatorial
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Thames Hudson, 2018),
Maura Reilly defines
curating as a potentially
activist practice. In doing
so, she refers to curatorial
strategies that give

voice to those who have
historically been silenced
orignored, as well as to



exhibitions that address
current political and
social issues as curatorial
correctives.

10. In Germany, for
example, there has been
an increase in exhibition
texts and websites
written in so-called
simple language. Simple
language is intended

to make texts easier to
understand and thus
also serves accessibility.
Every exhibition opening
at the Schwules
Museum (Gay Museum)
in Berlin, for example,

is interpreted by a sign
language interpreter and
each exhibition is also
summarized in German
sign language in the
exhibition space.

11. See: www.queer-crip.
schwulesmuseum.de/en/
index.html. Accessed 1
August, 2022.

12. In their book
Queering the Museum
(New York: Routledge,
2020), Nikki Sullivan

and Craig Middleton
stress that curating as a
professionalized practice
follows a set of learned
and often unspoken
structural conventions,
invisible protocols, and
expected techniques. It
produces and reproduces
normalities within

the framework of the
exhibition and structures
curatorial practice (p. 43).
Sullivan and Middleton
define the museum not
just as an institution, as

a place, but also a set

of practices that cannot
be separated from the
contexts in which they
operate. The museum is
a way of doing (verb) as
much as a thing (noun)
since it contributes

to world-making. For
Sullivan and Middleton,
queer curating challenges
the so-called unspoken
rules that structure
musicological or curatorial
practice.

13. Robert McRuer, Crip
Theory: Cultural Signs of
Queerness and Disability
(New York: New York
University Press, 2006), 4.

and art institutions not only deal with (dis)abilities, but also
consciously use the term crip and thus link up with activist
discourses. ‘Crip Time’, curated by Susanne Pfeffer and Anna
Sailer, in conversation with disabled artists Constantina
Zavitsanos, Shannon Finnegan, and Judith Hopf, was

on view at the Museum fiir Moderne Kunst (Museum of
Modern Art) in Frankfurt from September 2021 to January
2022 and was dedicated to concepts of care and the vulner-
ability of the body. Not all of the forty-two artists involved
self-identify as crip or disabled, although they all address and
experience limitations in one way or another, for example
those related to chronic or mental illnesses. In 2021, the
Kunsthalle Osnabriick, located in the German town of the
same name, under the direction of Anna Jaehle and Juliane
Schickedanz, dedicated its entire annual programme to the
theme of ‘Accessibility’. On the other side of the ocean,

the group show ‘#CripRitual’, curated by Aimi Hamraie,
Cassandra Hartblay, and Jarah Moesch, two of whom iden-
tify as disabled or sick, featured sixty-eight disabled artists
in the first half of 2022 at Tangled Art + Disability and the
Doris McCarthy Gallery in Toronto. In addition to the exhi-
bition, all artworks were available online and both galleries
offered virtual tours through the exhibitions. ‘Queering the
Crip, Cripping the Queer’, curated by Birgit Bosold, Kate
Brehme, and Kenny Frieswill, opened in September 2022

at Schwules Museum Berlin and was not solely devoted to
contemporary artistic positions, but also showed historical
documents and stated how it was ‘the first international
exhibit exploring the multiple historical, cultural, and polit-
ical intersections of queerness and disability’."

In this essay I will outline three artistic exhibition
projects that take on a crip or disabled perspective and deal
with both cripdom and queerness. How do they queer and
crip norms in general? How do they address institutional
infrastructures in particular? Therefore, I understand
institutions not only as, for example, physical spaces like
the museum. Exhibitions themselves can be described as
institutions in their own right with their own unwritten rules
and own infrastructure.” This, on the one hand, corresponds
to Robert McRuer’s perspective of institutions as ‘the domi-
nant understanding of a significant and structuring cultural
concept’.” In addition, I will also follow Marina Vishmidt’s
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definition of infrastructure as intelligible. Infrastructures
shape not only how we experience space but how we
encounter each other. Infrastructures are concerned with
connecting people and things, and thus with constructing a
common world. This understanding also corresponds with
curator Binghao Wong’s approach of queer curating, or
‘queerating’. Wong proposes the term and concept of ‘queer-
ating’ as a mode of collective care. For Wong, ‘queerating’
should focus on collaboration and strengthen queer commu-
nities and kinships as well as collectivity.” Therefore, the
following case studies experiment with the cultural meanings
of crip and queer in theory, practice, and representation but
also with different power structures and infrastructures. They
demonstrate the invisibility and variety of crip, its potential,
and its relation to temporality, space, and concepts of queer.

‘Now Isthe Time and Crip Is the Future’™:

Crip Magazine by Eva Egermann

Crip Magazine is a self-published magazine by Viennese
artist and activist Eva Egermann. Since its first issue, which
appeared in 2012, four more have been published, and

all of them can be downloaded for free via cripmagazine.
evaegermann.com and are temporarily available in print.
The magazine can be described as a collection of material on
crip issues, art, and cultural production and representations.
It also functions as a collective crip, queer, and feminist
platform that gathers visual and text contributions from
many different international cultural producers and artists.
Furthermore, the magazine sees itself as an exhibition, since
it can function as a kind of exhibition in its print version
when taken apart and transformed into a wall newspaper.”
So far, each issue has appeared under a specific theme™—the
last issue was published in the autumn of 2022 within the

framework of, and co-produced by, the 17th Istanbul Biennial

and its curators Ute Meta Bauer, Amar Kanwar, and David
Teh, as well as Elif Kamish and Erdem Ilgi Akter (IKSV).
The fourth issue, published in 2021, was an invitation in the
context of ‘KISS’ at Kunsthalle Wien, an exhibition project
with a series of artistic contributions and commissioned
works in response to the stipulations and consequences of
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1S NO SHAME IN YOUR WEAKNESS!

THERE IS NO SHAME IN YOUR SICKNESS!

'WE are WORKING TOGETHER.
WE are READY TO COME IN.

SUPER-CREATURI
WE are HAMMERING.

Katta Spiel, Handing out Real Virtuality, 2020, drawing on cover

Crip Magazine #4, 2021, cover, design Lana Grahek, publishers

of Crip Magazine #4: Eva Egermann, Anne Faucheret, WHW RA Walden, Notes From The Underlands (extract), 2019,
(Ivet Curlin, Nataga Ili¢ and Sabina Sabolovié) contribution Crip Magazine #3, 2019, p.10

keeping one’s distance during the pandemic and dealing with
the power and potential of a kiss. This issue was co-published
by Anne Faucheret and WHW (Ivet Curlin, Natasa Ili¢,
Sabina Sabolovic).

Issue 3 was produced as part of Bergen Assembly’s
‘Actually, the Dead Are Not Dead’, which comprised an
exhibition and a discursive, performative, and mediation
programme. Crip Magazine is situated across the fields
of art, (artistic) research, and activism while constantly
blurring these lines and definitions—and cripping them. It
includes articles by artists and writers on the crip movement,
interviews with crip scholars and activists, experimental texts,
collages, drawings, poems, photographs, and Instagram posts
by crip artists. The magazine comprises contributions by
invited authors, while readers are also encouraged to write
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or submit contributions. This makes the magazine a tool ‘to
share the knowledge and experiences of emancipation and
resistance’."

As a publication that is a product of artistic research,
Crip Magazine makes an important contribution to processes
of cripping. Accessibility is ensured via different typefaces
in each issue like Sassoon, a font created for early readers,
or Dyslexic, a typeface developed especially for dyslexic
people. The magazine is published in various formats that
can also be read by screen readers and partly with picture
descriptions, and hence it is accessible to crip communities.
Simultaneously, it is a source of information for those who
have had little exposure to crip issues and representations
while creating strong visibility for different crip perspectives.
Moreover, the magazine acts as a tool for self-empowerment
and building an international queer-feminist-crip community.
It creates a safe(r) space that can always dock onto other
spaces such as institutions, but still remains independent. The
magazine also becomes a globally accessible space, a crippled
institution on its own in which crip perspectives become
central instead of marginal, and are represented in their
diversity. It also focuses on a constantly evolving process
and is published irregularly, thereby conceptually referring
to crip time. Crip time is understood as a time of living and
surviving and of shaping the world.*® It refuses chromonor-
mativity® and productivity time and can be defined as flex
time—time that adapts to the different needs of different

ipek Burcgak, The Autistic Turn, 2018, contribution Crip Magazine #5, 2022, p.30

19. Iris Dressler and Hans
D. Christ, ‘Editorial’, Crip
Magazine 3 (2019), 3.

20. Ellen Samuels and
Elizabeth Freeman,
‘Introduction: Crip
Temporalities’, The South
Atlantic Quarterly 120, 2
(April 2021), 249.

21. In Time Binds:

Queer Histories, Queer
Temporalities (Durham:
Duke University Press,
2010). Elizabeth Freeman
conceptualizes the term
chrononormativity as a
structural measurement of
temporal norms such as
alleged societal milestones
of a normative life, for
instance marrying, having
children, and buying a
house, as well as temporal
rhythms, such as weeks,
weekends, and holidays,
which always have an
inherent norm of how time
should be spent.
Chromonormativity,
therefore, structures
experience and society and
organizes human bodies.



22, Kafer, Feminist, Queer,
Crip, 27.

23. Samuels and
Freeman, ‘Introduction:
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24, See: www.les-
nouveaux-riches.com/

h13-gewinnerin-julischka-

stengele/. Accessed 12
August, 2022.

individuals.?® In this way, Egermann’s project contributes

to imagining ‘a new world into being’.*® Crip Magazine
combines counter-hegemonic crip experiences, shares and
creates crip forms of knowledge. It interrogates and unsettles
entrenched understandings of disability in general and
contributes to questioning the hierarchical infrastructures of
magazines and art production in particular.

‘Unapologetically Fat, Queer,
and Femme/inist’:

‘BALLAST | EXISTENZ’ by Julischka Stengele
at Kunstraum Niederosterreich, Vienna

An artist who has also contributed to Crip Magazine and
who also lives in Vienna is Julischka Stengele. Stengele

was the recipient of the 2020 H13 Lower Austria Prize for
Performance, which resulted in her project ‘BALLAST

| EXISTENZ’, an exhibition held in September 2020 at
Kunstraum Niederdsterreich in Vienna and directed by
Katharina Brandl. Within the framework of ‘BALLAST

| EXISTENZ’, Stengele critically examined at that time
how some people are portrayed as a social and economic
burden during the COVID-19 pandemic and beyond, and
thereby labelled as ‘dispensable’. The exhibition was framed
by a performance on the day of the opening: a heavy-duty
crane moved a person who was in a bag or sack made of
industrial tarpaulin, in front of the exhibition space, and
dumped them on a kind of rubbish heap with several black
and blue rubbish bags. The person was then given the prize
and a bouquet of flowers and taken away again in the bag
with the construction vehicle. This already referred to the
overall aesthetic and thematic and material approach of

the multimedia installation within the space, even before
the doors were actually opened. Here, many things seemed
raw or rough. Unprocessed industrial materials appeared

to be in an intermediate state. Elements known from the
medical sector, on the one hand, and from the building
market or construction sites, not yet processed, on the other,
occupied the space. Various readymades were framed by a
room painted in medical mint green. Several mattresses were
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Julischka Stengele, BALLAST | EXISTENZ, 2020, installation view. Photo: Eva Wiirdinger

arranged in the space, some of them on pallets that were
either too small or too big for them, while others were on the
floor, and one was leaning against the wall. Some mattresses
were covered with sheets, others with visible stains. Printed
on the sheets was the word Krankenstand—the official term
in Austria for ‘sick leave’. The term framed the print of
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25. | am deliberately
using the term fat, which
has been appropriated
and reinterpreted

by and within the fat
empowerment and fat
acceptance movement

since the nineteen-sixties.

Similar to queer and
crip, this term is and has
been used as a swear
word and is supposed to
lose its discriminating
power through self-
appropriation.

26. Sandahl, ‘Queering
the Crip or Cripping the
Queer? Intersections of
Queer and Crip Identities
in Solo Autobiographical
Performance, 37.

27. Wall text in the
exhibition ‘BALLAST |
EXISTENCE’, Kunstraum
Niederdsterreich, 4/09-
12/09/2020.

a drink in a glass, reminiscent of a cocktail. Three of the
so-called beds had wooden constructions with handles to
pull up above them, bearing comparison with hospital beds.
Next to one of the bed sculptures was a box containing an
insulating blanket and bricks. Black-and-blue-filled rubbish
bags were piled up in two other corners of the room. A large
industrial construction container full of rubble was placed
next to a short text by Stengele, taken from her column for
the feminist Viennese magazine an.schlidge. Four of these
columns, dedicated to the discriminatory everyday life of fat
bodies,* were displayed in the exhibition space. A video work
by visual artist Magdalena Fischer, with Stengele as the main
protagonist, as well as a podcast with Stengele and director
Katharina Brandl, complemented the room installation. In
the context of ‘BALLAST | EXISTENCE’, the artist empha-
sizes the extent to which bodies that are seen and labelled

as sick are understood as a burden in our society. Drastic
figurative metaphors declare bodies to be superfluous, useless,
and disposable—right down to rubbish and debris, empha-
sized by the exhibition’s coarse and raw aesthetics that seem
unfinished, used, or unkind. Stengele does not aestheticize

or embellish, but confronts the audience with the structures
of the social and medical system in an unadorned and
sometimes almost painful way while repeatedly addressing
the intersection of ableist and anti-fat discrimination within
the framework of these systems. Consequently, Stengele’s
practice also corresponds to Carrie Sandahl’s definition of
cripping, in that she ‘spin[s] mainstream representations or
practices to reveal able-bodied assumptions and exclusionary
effects’.®® In ‘BALLAST | EXISTENCE’, the body—even
though it 1s mostly invisible—is always part of a construction
site and needs to be worked on, needs to be ‘repaired’

so that it is socially accepted and valued. The exhibition
constantly challenges the ‘fascistic ideologies of the “healthy”
productive body’.*” Stengele’s strategies of cripping include
humour, exaggeration, and DIY aesthetics. By playing with
words and designations, by using wit and exaggeration, the
artist cripples the art space focusing on ableism, anti-fat
discrimination, and fatphobia. The exhibition space is also
being ‘queerated’ in the understanding of Binghao Wong: by
inviting other feminist collaborators such as Magdalena
Fischer and referring to the feminist magazine an.schldge,

Sylvia Sadzinski 45



. . . g 28. Kafer, ‘After Crip, Crip
the artist moves beyond their own experiences within her Afters, 421,

art and creates a space for community and queer-feminist 29, See: www.meltionar
exchange, focusing on collectivity. Additionally, the title of com/MELT.html. Accessed
the exhibition serves as a reference to the blog under the same ~ '°Au9ust 2022

name by non-binary artist, writer, and autism activist Mel

Baggs, who passed away in April 2020, and thereby connects

and references queer and crip influences.

Thinlk(ing] About What Disability Does Rather
Than Simply What It Is:*

‘heat, encounter or another friction’ by MELT
(Ren Loren Britton & Iz Paehr) at the Kansas City
Art Institute

The Berlin-based arts-design duo MELT (Ren Loren Britton
& Iz Paehr) focus on ‘questions around material transforma-
tions alongside impulses from trans* feminism and disability
justice’.?® Working at the intersections of trans*, queer, and
disabled identities, their solo exhibition ‘heat, encounter

or another friction’ was on view at the Kansas City Art
Institute (KCAI) from November 2021 to February 2022. Six
multimedia works were on display, along with an essay by
artist and head of KCATI’s Social Practice programme, Sean
Nash, and included questions and instructions to explore and
interact with the exhibition individually. One of the works,
Rituals Against Barriers, consists of a series of small wedges
made mainly of wood and plastic, reminiscent of doorstops
in size and shape. They are placed close together on the floor,
almost as if someone had thrown them there. Most of them
have words like ‘access’ or statements like ‘no assimilation’
on them. While doors define, determine, and limit access

to physical places, doorstoppers create and hold open

space. They are small objects that can facilitate movements
and have an inviting effect, allowing easy access and exit
without having to open doors with limbs, and, therefore, can
make spaces easily accessible. A poster with different ritual
practices questioning and opposing various normativities was
another component of the work. Here, six different rituals
of un/learning are listed, and can be seen as rituals of joy,
refusal, collective practice, discomfort, and confusion. All
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30. MELT (Ren Loren
Britton & Iz Paehr),
‘Con(fuse)ing and
Re(fusing) Barriers’,
Research Refusal 10, No. 1
(2021), 70.

MELT (Ren Loren Britton & Iz Paehr), Rituals Against Barriers, 2021, installation view.
A series of wood wedges standing up and lying down on a grey floor of an exhibition space.
In the background is a white wall with writing on it and a white shelf with posters on it.

of them seem to make invisible structures visible, question
institutions and disorder their infrastructures, and dissolve
the categories ‘normal’ and ‘abnormal’ for a short moment.
In this way, they contribute in ‘make[ing] space for other
worlds’.*® Some of the rituals are based on or inspired by
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MELT (Ren Loren Britton & Iz Paehr), Rituals Against Barriers, 2021, installation view.
A series of four wood wedges and two plastic wedges standing up and lying down on the floor.
They read ‘Welcome’, ‘Access is Friction’, and ‘No Assimilation’.
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A poster with six rituals and a detailed explanation and derivation of each. Each ritual is illustrated with a small icon:
wooden wedge; wooden log and rubber mallet foam mattress; golden pyramid or rocket; pink wedge heel shoe with glitter;
and a yellow plastic block.



31. McRuer, Crip
Theory: Cultural Signs of
Queerness and Disability,

32. Ibid.

33. For various
approaches and
reflections on non-
normative time, see
for example Jack
Halberstam’s /n a
Queer Time and Place:
Transgender Bodies,
Subcultural Lives (New
York: New York University
Press, 2005), and Ellen
Samuels’ ‘Six Ways of
Looking at Crip Time,

Disability Studies Quarterly

Vol. 37, No. 3 (Summer
2017).

different thinkers and activists, for example Johnathan
Smilges, a scholar in the field of disability, queer, and trans*
studies, and writer, poet, and activist Alexis Pauline Gumbs.
Thus, Rituals Against Barriers creates a space for shared ritual
and embodied inclusive experiences based on the experiences
and reflections of crip, disabled, and trans* people and

thus focuses on reciprocity and relationality. Britton and
Paehr crip by pointing out where access needs to be made
and improved, by marking invisibilities, opening up the
excluding power structures behind the supposed naturalness
of dis/ability and especially by imagining infrastructures
differently. As a result, access becomes a creative material
and methodology. With reference to Robert McRuer, MELT’s
Rituals Against Barriers criticizes ‘the system of compulsory
able-bodiedness’.* This system, as McRuer argues, ‘produces
disability’ and ‘is thoroughly interwoven with the system

of compulsory heterosexuality that produces queerness:

that, in fact, compulsory heterosexuality is contingent on
compulsory able-bodiedness, and vice versa’,** meaning that
heterosexuality as a supposedly invisible norm—as well as
cis-bodiedness, I would like to add—creates queerness just

as supposed invisible able-bodiedness creates the disabled
subject. The work Rituals Against Barriers confronts the
audience with these invisible norms. Another crucial material
within the work is time and temporality. MELT examines
ways of queering and cripping by questioning linear time and
by emphasizing rituals and routines and, therefore, repeti-
tions and by (re-)defining them as pleasurable and playful yet
powerful strategies. The audience is encouraged to pause for
a moment, to reflect and embody the ritual, which also crips
their time. Thus, this work becomes part of queer, trans*, and
crip discourses about time and temporality that have always
claimed that time cannot be understood as linear for disabled
or for queer and trans* bodies.*®

Conclusion: Queering and Cripping Time,
Representations, and (Infra-)Structures

The projects and exhibitions by MELT (Ren Loren Britton
& Iz Paehr), Julischka Stengele, and Eva Egermann served
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34. Hutcheon and

to demonstrate the variety of crip as a verb and cripping as Wolbring, “Cripping”

an artistic practice. In particular, its potential and relation Resilience: Contributions
. . 5 rom Disability Studies to

to temporality, community, infrastructures, and concepts Resilience Theory’

of queer became visible. The artistic exhibition projects 35. Samuels and

create alternative crip temporalities, highlight critically Freeman, ‘Introduction:

. . . Crip Temporalities’, 250.
disabled and queer perspectives, and resist, to a large extent,

able-bodied heteronormativity. Accordingly, cripping cannot
only be reduced to the representation of crip bodies. While
the body always takes on an important role, the case studies
presented mostly do not depict bodies—the body is always
present but rarely visible. Cripping is mainly practiced by
either naming ableist structures or by temporarily trying to
transform different infrastructures with and within artistic
exhibition practices. The case studies experiment with the
cultural meanings of crip and queer in theory, practice,

and representation; they correspond with Binghao Wong’s
approach of ‘queerating’ as a mode of collective care, always
focusing on collaboration and strengthening communities
and kinships, as well as collectivity. All these presented
projects recognize but also ‘unsettle entrenched understand-
ings of disability and community’** and act antagonistically
towards the normative desire to ‘cure’ disability, focusing
instead on the social structures that label and limit bodies
and subjects. They celebrate the intersection of queerness and
cripdom by re-imagining relationships, communities, cultural
representations, and power structures. For all of them, crip-
ping time is of importance, albeit practiced in a different way.
Since time within Western neoliberalism is always forward-
looking with a supposedly straight line of productivity, crip
time can mean silence, slowness, and repetition. But it cannot
only be reduced to slowness. Disability is often labelled as
something that has no future, or as something that an ableist
society wants to avoid in the future. The projects presented,
however, look at the present but also refer to futurity. They
create alternative crip temporalities by imagining and evoking
a future that stands for care, solidarity, compassion, empathy,
relationality, and accessibility. Cripdom and crip time can be
understood as a space offering new kinds of connections and
presence that are fundamental to imagining a new world into
being**—somewhere on the future horizon beyond straight
composition.

50 Queer Exhibition Histories
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