
The Work 

The Queer 
of Labor

of Love, 

May 21—August 27



“The Work of Love, The Queer of Labor” is 
sponsored by The Andy Warhol Foundation 
for the Visual Arts and the Connecticut 
Office of the Arts 



May 21–August 27, 2017

Exhibiting Artists: Angela Beallor, 
Hugo Gellert, Montague Glover 
and James Gardiner, Noam 
Gonick, Hagra, William E. Jones, 
Erik Moskowitz+Amanda Trager, 
Jaanus Samma, YES! Association / 
Foreningen JA! 

Curated by Olga Kopenkina, 
Yevgeniy Fiks 

The Work of Love,  
The Queer of Labor





Terri C Smith, Creative Director, Franklin Street Works

Franklin Street Works’ twenty-sixth exhibition, The 
Work of Love, The Queer of Labor—with its intersections 
of labor, class, gender, and sexuality—expands on 
our past programming around LGBTQI and economic 
themes, bringing Marxist theory, queer histories, and an 
unmistakably international point of view to these topics. 
While there is humor and heartfelt admiration embedded 
in many works here, the overall tone of The Work of Love, 
The Queer of Labor is serious and no-nonsense, reflecting 
the gravity of historic and current human rights violations 
against LGBTQI communities and mirroring forms of 
direct address associated with the activism of socially 
marginalized and financially burdened people who are 
still, too often, under attack.
 
In The Work of Love, The Queer of Labor, guest 
curators Yevgeniy Fiks and Olga Kopenkina enrich our 

Introduction



understanding of intersections between queerness 
and class through their in-depth knowledge of labor 
movements and queer histories, their academic precision 
in writing about the show, and their inclusion of this 
diverse group of talented artists living and working 
in Canada, Estonia, Germany, Russia, and the United 
States. I am grateful to the curators for this thoughtful 
and thought-provoking contribution to Franklin Street 
Works’ ongoing exploration of how contemporary art can 
elucidate some of today’s most complex and pressing 
social concerns.



Olga Kopenkina, Yevgeniy Fiks 

Is queer liberation a class struggle? We know from  
history that Marx and Engels were dismissive at best  
of their fellow Socialists who were homosexual. But  
Harry Hay, the founder of the modern gay liberation 
movement in the United States, himself a communist 
activist in the 1930s-1940s, on many occasions 
unequivocally stated that gay liberation came from the 
left and from the working class. “Newer levels of Marxist 
perceptions… were emerging in me as gay values,” writes 
Harry Hay¹.  However, contemporary representations of 
LGBTQI are usually defined by a decidedly mainstream, 
middle-class, “class-less,” or even upper-class glamour  
perspective, where working-class queer or inter-
connections between gender, sexuality, and class are 
rendered invisible or minimized. But what happens when 
class marks queerness or queerness informs class? 

“If we win, if we win…There is no telling…”

¹Quoted in “The Trouble with Harry  

Hay” by Stuart Timmons, p. 255  

(Boston: Alyson Publications, 1990.)

Audre Lorde
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The term “queer,” although derogatory, was available  
to artists already in early 1930s when Hugo Gellert,  
a radical left artist, made his lithograph “The working  
day” (1934). The print depicts two workers: one white with 
a pick in hand, one black holding a wrench. They appear 
bound together with their backs pressed against each 
other as if turned into one “worker” unit. Hardly a queer 
observer, Gellert, who throughout his career championed 
working class solidarity, endows his image with a sense  
of male physicality, conflating homoerotic representation 
with the political agency of the proletariat class bound 
together in opposition to capitalism. This print provides 
a necessary link to the context of the debates in which 
contemporary self-proclaimed queer artists (since 
the early 1990s, “queer” connotes a proud defiance of 
heterosexuality and more broadly, of normativity itself) 
situate their works. 

Acknowledging the connection between sexual  
oppression and other forms of injustice, the artists in  
this exhibition although not all of them are queer, see 
political potential of the queer liberation movement within 
other networks of struggle against dominant powers. 
Performance We will open a new front—lecture by Lee H. 
Jones, which was staged by artists’ team YES! Association 
/ Föreningen JA! from Sweden on several different 
occasions, imagines a new (queer) class arising from 
politically marginalized identities, the “leftovers”, who 
would embrace differences between races, ethnicities, 
sexualities, genders, work, lifestyles and citizenship. 
Imagined collectivity (referred to as “we”) the work is 
performed as a speech by different actors using the 
fictitious name Lee H. Jones. The speech’s script weaves 
together various quotations taken from writings of queer 
and feminist intellectuals who, in different historical 
periods, formulated directions and strategies of their 
struggles, or, what black feminist and poet Audre Lorde 
defined as “the edge of each other’s battles.” “A new 
front” is situated clearly in opposition to a classless and 
white identity of the mainstream LGBTQI community that 
lately have been promoted by corporate elite in numerous 
images of gay pride celebrations “marked by rainbow 
flags, vodka ads and too many floats filled with white men 
dancing to party music.”² Announcing a new hegemony 
of the “leftovers”, Lee H. Jones urges to start from 
destruction of old hierarchies of concepts, including those 
of gender, race and labor. If “dyke is a new feminist,” then 

²“The Other Side of Pride:  

In the Fight for LGBT Rights, 

Visibility for Some Doesn’t Mean 

Justice for All” by Dark Matter, 

at: http://creativetimereports.

org/2015/06/26/dark-matter-the-

other-side-of-pride-lgbt-rights/



art (particularly, queer activist art) is a new type of labor, 
which breaks up with old disciplines and puts aesthetics 
at the disposal of political practice. 

Another YES! Association / Föreningen JA! work, the  
site-specific installation “A New Spelling of a Street—A 
tribute to Audre Lorde (2017),” evokes a crucial moment 
in the post-World War II USA, when identities of working 
class women and queer were interlocked. As historian 
John D’Emilio states in his classic text “Capitalism and 
Gay Identity”:
 

“It is free labor system—that has allowed large 
numbers of men and women in the late 20th c. to  
call themselves gay, to see themselves as part of  
a community of similar men and women, and to  
organize politically on the basis of that identity.”³  

Dedicated to Audre Lorde, black, lesbian, mother, warrior, 
and poet, “A New Spelling of a Street—A tribute to Audre 
Lorde” is a call for communal engagement and a concrete 
suggestion to rename a street in South End, Stamford, 
Connecticut, to Audre Lorde Street. 

The project’s wall installation brings in focus Lorde’s 
biomythography “Zami—A new spelling of my name”,  
in which she describes her time in Stamford, where, in 
the early 1950s, she worked at Keystone Electronics 
factory. In those years she also got involved in her first 
love relationship with a woman, who was her co-worker 
at Keystones Electronics. The installation includes pages 
from Lorde’s book, describing her work at the factory 
and the story of her love relationships; YES! Association 
/ Föreningen JA!’s recent photographs of the former 
Keystone Electronics building; a letter “To Whom it May 
Concern” by YES! Association / Föreningen JA! in which 
they suggest to rename Stamford’s One Dock Street (the 
current street’s name of the former Keystone Electronics 
factory) to Audre Lorde Street; excerpts from “Chapter 
21 FACILITIES; CITY-OWNED: Guidelines for naming 
and renaming of streets, parks and facilities, Code of 
Ordinances, Stamford, CT”; and a map of Stamford today.

A New Spelling of a Street recaptures a vision of what 
D’Emilio calls “affectionate communities”—a community 
of working class gay and lesbians—thanks to a capitalist 
factory which stimulated the emergence of “free labor” 

³“Capitalism and Gay Identity”  

by John D’Emilio. In: Powers of 

Desire. The Politics of Sexuality.  

P. 102. (Monthly Review Press,  

New York, 1983).



unburdened by family ties or state support and survives 
on networks that are “freely chosen and nurtured.”4   
In today’s society, this vision still persists within the 
communities of LGBTQI artists, who see their work  
akin to the last century’s proletariat, with both power  
and precariousness.  

The graphic illustration piece “Evening with the Bros” 
by Russian artist Hagra echoes the Yes!’ work by 
depicting the joy of “sex after work” between three men 
somewhere in Russia. The story begins with two delivery 
men glimpsing at a TV report about a gay parade in the 

“decadent,” in a Russian journalist’s words, Europe, while 
bringing furniture into an elderly woman’s apartment. 
One of the men in the image remarks “I’ve been wearing 
a pair of darned pants for a month now and they want 
me to think that someone’s gay marriage is more 
important?”.  After the work, they get together, drink 
and have a sex party. Banality of life depicted in Hagra’s 
comics also reflects the complexity of sexual expressions 
in the everyday life in Russia, where there is low social 
acceptance of homosexuality. As a consequence, many 
homosexual men may not only be reluctant to identify 
themselves as “gay,” but they often deny this right to the 
others. On the other hand, Hagra’s work, deriving from his 
own lived experience as a working class transgender man 
in Russia, presents homosexuality as a tool to restore  
a social liaison otherwise lost with the demise of the  
20th c. industrial capitalism and the working class’  
lack of economic and political power after the collapse  
of socialism.  

In contrast to Hagra’s piece, which depicts unrestrained 
and uncommodified sex of “free workers,” US artist 
William E. Jones’ video “The Fall of Communism as 
Seen in Gay Pornography” (1998) presents gay sex 
as commercialized and controlled by media and sex 
industry. Based on a footage from the 1990’s Eastern 
European gay pornography (in particular, the film 

“Young Russian Innocents”) distributed in the USA, the 
work shows young men performing sexual acts on 
camera; their naked bodies intermingle with the Soviet 
attributes, such as military uniforms, red flags and the 
portraits of Soviet leaders. The men directly look at the 
camera, or turn away from it; they enjoy themselves, 
or demonstrate indifference, or sometimes, even the 
signs of coercion. In 1990’s Russia, the end of socialism 

4D’Emilio, Ibid.



and beginning of capitalist privatization provoked a 
rampant commodification of gendered and sexual bodies, 
resulting in the production of native “queer bodies” for 
the demands of the international pornographic industry. 
Jones clearly shows that in a society permeated with 
economic inequality and identity crisis, love and sexuality 
are alienated from the site of their enactment. The nude 
bodies of young Russian and other Eastern European 
men are stripped of any actual context; their individual, 
cultural and historical specificity is now totally situated 
within the sexual fantasies of the Western homosexual 
consumer. In this sense, sex is not a life-enhancing 
activity, instead it is a sphere of endless consumption 
in which young people are no longer perceived as 
autonomous human beings, but as raw material for 
the stimulation of desires that helps keep affective 
capitalism “alive.”

When gay producers take control over the expressions 
of sexuality, gay sex leaves the area of consumption and 
becomes a cultural arena through which history is viewed. 
This is evident in Noam Gonick’s film “1919,” which 
undertakes a historical revision of the Winnipeg General 
Strike (1919), the most famous and influential strike in 
Canadian history. The film’s action is staged in a steamy 
environment of a Chinese gay-oriented barbershop and 
bathhouse, which, during the strike, was transformed 
from being a cruising site for gay men into “a communist 
den.” Quickly, the bath evolves into an arena of class 
struggle where the brawl between police and the strikers 
culminates, happily, with a signing the final proclamation 
that grants the workers rights by the city mayor. The 
history in Gonick’s video is imbued with a satirical vision 
where sex, education, hygiene, and class struggle meet in 
a collective joyful delirium.

Explicit and graphic video depicting moments of a gay 
man’s sexual life is employed by Estonian artist Jaanus 
Samma as a tool to explore a national history. His 
multimedia project “Not suitable for work: A Chairman’s 
Tale” is the act of “detournement” of the national history 
that engages with the biography of a deeply marginalized 
man named Juhan Ojaste (1921-90). The biographic 
narrative spans from the 1960s, when Estonia was a part 
of the Soviet Union, until the time of its independence. 
We learn that in the 1960s, Ojaste, a Communist Party 
member and a head of a successful collective farm, was 



accused of sodomy and sentenced to one-and-one-half 
years of hard labor—which caused him to lose his social 
status, family and job. After returning from the labor 
camp, bound to move to a city, he joins an underground 
homosexual community there and becomes its notorious 
member. In 1990—one year before Estonia becomes
independent and decriminalizes homosexuality—he 
is killed by a male prostitute. The protocols of Ojaste’s 
sodomy trial, displayed in the folder—a chilling record 
of prosecution of gay people in the Soviet Union—are 
also visualized in a series of video episodes, graphically 
enacting crucial moments of the man’s life. The USSR 
Communist Party, using the mythic allegiances to 
workers and peasants, cast homosexuals (both workers 
and peasants) off of the social grid. However, joining 
the gay community in Soviet Tallinn before meeting 
his death (which is graphically visualized in the video), 
Ojaste inevitably becomes a member of a future world 
that is yet to come. From today’s perspective, his 
social marginalization makes him an unlikely hero. A 
man silently staring at us from the screen is ready for 
the wild and unknown. In this sense, the Chairman in 
Samma’s work stands in stark contrast to the Russian 
homosexuals from Jones’ video. Legalized and exploited, 
the post-Soviet queer men appear in front of the camera 
not only stripped off their clothes, but devoid of their 
political potential and agency. 

Erik Moscowitz’s and Amanda Trager’s multimedia 
installation “Two Russians in the Free World” interrogates 
the possibility of queer love in a class-based society, 
depicting the life of a gay couple in New York. In a series 
of filmed episodes, Manny, a wealthy businessman, and 
Sasha, a penniless artist, are engaged in a ceaseless 
dialogue, trying to reconcile their class differences 
by entertaining the idea of unconditional love, civil 
union, and possibility of artistic freedom despite of 
facing inequalities. In late capitalism, queer love seems 
no longer liberating nor is artistic creation, which is 
becoming more and more dependent on market relations 
than on networks of friends, fans, or lovers. This is 
something that Sasha understands better than Manny, 
who is more hopeful that their relationships could 
continue. Manny’s lifestyle and social obligations impede 
Sasha’s creativity, a cautionary tale we can interpret 
from the episodes. What is materialized in the love story 
is the capital that Manny unexpectedly hands out to 



Sasha as a gift. If capital is an abstraction of value, it  
may also be a substitute for love and freedom (Sasha’s  
artistic impotence is mentioned by the narrators). This 
theme of abstraction is expressed through various kinds 
of artistic tropes ranging from avant-garde filmmaking 
methods, such as stopping the storyline to let filmmakers 
reflect on their own work, to those borrowed from ancient 
Greek genres, such as chorus deciding the characters’ 
fate, and so on. One of the techniques, such as singing,  
is used to vocalize the script, making human voices sound 
like emotionless automatons. In a rapidly commodified 
world, love experienced by biological bodies dies and 
gives way to techno-bodies produced by multi-media 
technologies and capital relations. But amidst the ruins 
of both traditional family and queer civil union, a new kind 
of family emerges, as one of the characters concludes in 
the film, “with no ties other than shared disillusions.”

Angela Beallor’s “Producing Comrades of the Future: 
Tretyakov’s “I Want a Baby!” echoes Moscowitz’s + 
Trager’s work while discussing alternatives to a hetero-
normative marriage and female reproduction in a  
class-less society. Addressing queer parenthood,  
Beallor (herself a mother of a newborn child) evokes 
utopian radicalism in the first decade of the post-
revolutionary Soviet Union, when the country’s intent  
to build sustainable communities outside of a nuclear 
family was sometimes taken to an absurd level. This 
is evident in “I Want a Baby,” a play written by Sergey 
Tretyiakov in 1926 for Moscow Meyerhold theater,  
which was initially censored by the Soviet government. 
Beallor’s project is an iteration of the second version 
of the play, meant to be a film script. In it female 
protagonist Milda, who works on an animal factory where 
she takes care of animal reproduction, dreams about 
having a healthy baby without being in a committed 
relationship with a man. The Soviet successes in 
eugenics and production of crops and animals were seen 
as a possibility to breed perfect human beings, suitable 
for the new life. Beallor revisits the play—which is a 
half-satire, half-visionary tale—in the form of a video-
recorded lecture, offering her own ramifications to the 
meaning of queer conception and communal motherhood. 
Queer motherhood in her work is seen as an alternative 
to capitalist differentiation between heterosexuality 
and homosexuality that assigns the role of procreation 
strictly to heterosexual bodies.  



When thinking about these works, we should ask: Is queer 
solidarity that defies capitalist differentiation between 
genders and sexualities capable to produce a new social 
body that would create new forms of sustainable life? 
In the world, which has very recently witnessed the 
emergence of a gay alt-right, we must envision new social 
organizations of our bodies. This would include those 
who don’t deny, but act upon their gender, sexuality and 
class in a fight against the powers and institutions that 
disenfranchise those—queer or immigrants—who don’t 
fit to their agenda. When pondering what the future labor 
force will look like, we should think of “queer of labor,” 
the force that possesses productive power without being 
consumed and depleted in the process. 

May 1, 2017
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C H E C K L I S T

Angela Beallor
Producing Comrades of the Future: 
Tretyiakov’s “I Want a Baby!”, 2017

Pigment prints
Courtesy of the Artist 

Angela Beallor
Producing Comrades of the Future: 
Tretyiakov’s “I Want a Baby!”, 2017

Single Channel video
Running Time: 00.15.00 

Courtesy of the Artist 



C H E C K L I S T

Hugo Gellert
The Working Day, 1934

Lithograph
Courtesy of Yevgeniy Fiks

Montague Glover and James Gardiner
A Class Apart

Book 
Second edition, published 1999 by 

Serpent’s Tail, London
Franklin Street Works purchase



Hagra
Evening with the Bros, 2017

Digital prints 
Courtesy of the Artist 

Noam Gonick 
1919, 1997

35 mm film transferred to digital 
Running Time: 00:08:25

Courtesy of the Winnipeg Film Group

C H E C K L I S T



William E. Jones
The Fall of Communism as Seen in Gay 

Pornography, 1998
Single channel video

Running Time: 00:20:00 
Edition of 5, with 2 AP 

Courtesy of the David Kordansky Gallery

Erik Moskowitz+Amanda Trager
Two Russians in a Free World, 2017

Single channel video
Running Time: 01:08:00
Courtesy of the Artists

Erik Moskowitz+ Amanda Trager
Two Russians in a Free World, 2017

Grocery cart, reflective tarp
Courtesy of the Artists

C H E C K L I S T



Marko Raat and Jaanus Samma
A Chairman’s Tale, 2015

Single channel video in four parts (3.50 
Rubles, Public Toilet, Forensic Medical 

Examination, and Trial)
Courtesy of the Artists 

Jaanus Samma
Not Suitable for Work. A Chairman’s Tale, 

2015
Book, chair, desk, lamp

Courtesy of the Artist 

C H E C K L I S T



YES! Association / Foreningen JA!
We Will Open a New Front—lecture by Lee 

H. Jones, 2010-present
Documentation of intervention

Single channel video with poster
Running Time: 00:25:00 min

Poster Design: Studio SM
Courtesy of the Association

YES! Associate / Foreningen JA!
New Spelling of a Street - A tribute to 

Audre Lorde, 2017
A work in process in the public space  

of Stamford and a wall installation thus 
far consisting of; a letter “To Whom it May 

Concern”, copy of “Chapter 21. Facilities; 
City-Owned: Guidelines for naming and 

renaming of streets, parks and facilities, 
Code of Ordinances, Stamford, CT” with 

underlinings, photocopies from the book 
“Zami – A New Spelling of My Name”  

by Audre Lorde (1982) with underlinings, 
two photos dated February 25, 2017 of 

One Dock Street, depicting the building 
where Keystone Electronics was located 

in the early 1950s, and a printed map.
Courtesy of the Association

C H E C K L I S T





Artist Biographies

a n g e l a  b e a l l o r

Angela Beallor (Cleveland, 1979) is an 
artist and writer working primarily in 
photography and video. Beallor was a 2015 
BRIC Media Arts Fellow. As a recipient of 
a Jerome Foundation Travel Grant (2013), 
she traveled to Lithuania, Belarus, and 
Russia for her project Pink Lenins. Beallor 
(with Elizabeth Press) was awarded a 2017 
NYSCA DEC Community Arts Grant (Troy, 
NY). She has been in residence at the CCI 
Fabrika, Moscow; Vermont Studio Center; 
Habitable Spaces, Kingsbury, TX, and 
was once a resident-artist at Flux Factory 
(NY). Her work has been presented at The 
Museum of Contemporary Art (Cleveland, 

OH) (forthcoming 2017); Smack Mellon 
(2016); SPACES (2016); Here Art Space, 
NY (2014); and, in conjunction with 
Sharon Hayes, in the Whitney Museum 
of American Art (2012). She holds a BS 
in Photo-illustration/journalism from 
Kent State University, an MFA from Bard 
College-ICP, and is currently a PhD student 
at Rensselaer Polytechnic Institute.

h u g o  g e l l e r t

Hugo Gellert (1892 - 1985) was born in 
Budapest, Hungary. In 1907 he and his 
family moved to the United States where, 
in New York City, he worked in a machine 



shop and then a lithography shop printing 
movie posters. Gellert attended the 
National Academy of Design in 1909, and 
he also took classes at Cooper Union. As 
a student he designed theater posters 
and stained-glass windows for Tiffany 
Studios. After attending Acadamie Julian 
in Paris in 1914, Gellert began to focus 
his personal and professional life in 
leftist political convictions. He created 
antiwar cartoons and lithograph posters, 
contributed to the Hungarian workers’ 
paper called Elore, and soon made 
magazine illustration his main activity. 
In 1916 his work began to appear in The 
Masses, and in 1918 he joined the editorial 
board of The Liberator. After traveling 
to Mexico in 1919, Gellert taught art to 
children at the Modern School commune 
in Stelton New Jersey. Beginning in the 
late 1920s Gellert became more politically 
active, founding an anti-fascist group, 
chairing an art activist organization, 
editing leftist publications and more. Until 
the end of his life Gellert remained active 
in labor and political organizations and in 
the Hungarian community. 

m o n t a g u e  g l o v e r

Montague “Monty” Charles Glover 
(1898-1983) was an English freelance 
architect who also documented the gay 
underground scene in London in the first 
half of the twentieth century. Glover’s 
work and life crossed rigid class barriers 
because he was drawn to working class 
men. Glover also photographed his 
partner Ralph Hall (1913-1987). The couple 
met in 1930, and Monty, who was fifteen 
years older,  hired Hall as his valet in 
order to provide a socially acceptable 
reason for them to live together. Their 
relationship lasted for more than 50 
years. Glover died in 1983 at the age of 
86, leaving everything to Hall. Ralph Hall 

died four years later and then Montague’s 
estate was auctioned in 1988. Among the 
possessions were negatives of Glover’s 
private photography, much of which was 
published in a book with text by James 
Gardiner—A Class Apart: The Private 
Pictures of Montague Glover (1992). The 
book gives insight into the underworld  
of gay British society in the early  
twentieth century.

n o a m  g o n i c k 

Noam Gonick is a Canadian artist and 
filmmaker whose work about gender, 
labour and race has been exhibited and 
collected by MoMA. He’s premiered at 
the Berlin, Venice and Sundance film 
festivals and exhibited in MASSMoCCA’s 
Oh Canada and the Montreal and 
Mechelen Biennales. Gonick’s projects 
have been distributed, streamed and 
broadcast internationally and acquired 
by the National Gallery of Canada and 
UBC’s Belkin Gallery. He’s lectured on his 
work at London’s Serpentine Gallery and 
co-curated the My Winnipeg exhibition at 
Paris’ Maison Rouge. He continues to work 
in a diverse range of media from public art 
to documentary and television. 

h a g r a

Hagra is a queer, Russian artist. While 
Hagra started working under this name in 
2012, it was only after his first exhibition 
in 2013 that he has started to consider 
pursuing a professional career as an 
artist. His main activities are carried out 
on the Internet. Although Hagra does not 
limit his work to any particular topic, and 
draws everything that catches his eye, the 
current social and political environment 
drove him to focus on the issues of gender, 
social stratification, sexual orientation 



and sexuality in general. Hagra’s 
exhibitions include: Feminist Pencil—2 
(Feministskiy Karandash—2), Moscow & 
Oslo, 2013; kvir_feminist_actziya, Wein, 
2014; Queere Lebensweisen, Hildesheim, 
2014; Feminist (art) critics (
(art) ), Minsk, 2014; Body 
Discourses / Body Politics and Agency, 
Wein, 2015; and Zack! Boom! Bang! 
Feministische queere commix, Hannover, 
2015. Hagra’s works could also be seen 
on the cover of Queer-sexuality: policies 
and practices, Minsk, 2014; and in series 
of posters for the Trans*queer prosvet 
project, 2016.

w i l l i a m  e .  j o n e s

Artist, filmmaker, and writer William E. 
Jones was born in Canton, Ohio.  He has 
made two feature length experimental 
films, Massillon (1991) and Finished (1997), 
which won a Los Angeles Film Critics 
Association Award; videos including 
The Fall of Communism as Seen in Gay 
Pornography (1998); the documentary 
Is It Really So Strange? (2004); and 
many installations.  His work has been 
the subject of retrospectives at Tate 
Modern, London, in 2005; at Anthology 
Film Archives, New York, in 2010; at the 
Austrian Film Museum, Vienna, and at 
the Oberhausen Film Festival in 2011; 
and has been shown at shown at the 
Cinémathèque française, Palais de Tokyo, 
and Musée du Louvre, Paris; Museum für 
Moderne Kunst, Frankfurt; International 
Film Festival Rotterdam; Sundance 
Film Festival;  Museum of Modern Art, 
Carnegie Museum, Columbus Museum 
of Art, Wexner Center for the Arts, 
Museum of Contemporary Art Detroit, 
Walker Art Center, St. Louis Art Museum, 
San Francisco Museum of Modern Art, 
and Museum of Contemporary Art, Los 
Angeles.  He was included in the 1993 and 

2008 Biennial Exhibitions at the Whitney 
Museum of American Art, New York.  His 
work was on view in the Nordic Pavilion at 
the 53rd Venice Biennale in 2009, in the 
exhibition “Untitled (Death by Gun)” at the 
12th Istanbul Biennial in 2011, and at the 
14th Venice Architecture Biennale in 2014.

e r i k  m o s k o w i t z  +  a m a n d a  t r a g e r

Moskowitz and Trager’s collaborative 
partnership began in 2006. Their work 
together has been exhibited and screened 
internationally at venues that include 
Centre Pompidou, Jeu de Paume, Paris 
(2008-10); Reina Sofia, Madrid (2009); 
Haus der Kulturen der Welt, Berlin (2009) 
and 303 Gallery, NYC (2009). Two Russians 
in the Free World was screened at the 
Rotterdam Film Festival, The Pompidou 
Museum and The Showroom, London in 
2013 and presented as an installation at 
Participant, Inc., NYC  in 2014. Residencies 
include Montalvo Arts Center (2006) and 
Headlands Center for the Arts (2011/2016), 
both in California. They are recipients of 
numerous grants and awards including the 
Media Arts Assistance Fund, Wave Farm 
(NYSCA) in 2016 and the Short Film Grand 
Prize, IndieLisboa, Portugal in 2011.

j a a n u s  s a m m a

Jaanus Samma (b. 1982) is a visual artist 
based in Tallinn, Estonia. Samma’s body  
of work includes photographs,installations 
and videos that were initially concerned 
with the urban space and subjective 
experiences of it. Later his interests 
shifted towards gender studies 
investigating representations of male 
sexuality and contemplating ways of 
portraying it with artistic means. At the 
Estonian Academy of the Arts, where 
the artist has been attending a PhD 



program since 2011, Samma is mapping 
out gay narratives in Soviet Estonia as 
part of his artistic research. Selection 
of Samma’s upcoming and recent solo 
exhibitions include: upcoming solo 
exhibition curated by Eugenio Viola, 
Nomas Foundation, Rome (2017-2018); 
upcoming duo exhibition together with 
Mare Vint, curated by Anu Allas, Kumu Art 
Museum, Tallinn (2017-2018); “Divider”, 
Temnikova & Kasela Gallery, Tallinn (2017); 
“Three Works at a Canteen”, ex-canteen 
factory Kalibr, Minsk (2016); “Not Suitable 
For Work. A Chairman’s Tale”, curated by 
Eugenio Viola, Museum of Occupations, 
Tallinn (2016); “NSFW. A Chairman’s 
Tale”, curated by Eugenio Viola, Estonian 
pavillion at the 56th Venice Biennale, Italy 
(2015); “Unrest”, Gotlands Konstmuseum, 
Gotland (2015); “The Hair Sucks Sweater 
Shop”, Tallinn Art Hall Gallery, Tallinn 
(2014); and “Chairman. The Opera”, 
Kunstraum B, Kiel (2013).

y e s !  a s s o c i a t i o n  /  f o r e n i n g e n  j a !

YES! Association / Föreningen JA! 
(2005-ongoing) is an art collective, an 
artwork, an association, an art worker, 
an institution, a group of people working 
to overthrow the ruling system of hetero-
normative, patriarchal, racist, and 
capitalist power structures by putting 
into practice a structural redistribution of 
access to financial resources, space and 
time within the (art) field. YES! Association 
/ Föreningen JA! engage through a 
performative practice in the situatedness 
of particular invitations (from institutions 
and beyond), in jurisdiction (of access to 
space and beyond), in the formalities that 
organize the possibilities of manoeuvre 
for bodies (within institutions and 
beyond), in strategies related to rights 
discourse and radical difference (through 
the world’s ongoing re-configuration). 

As a means to work through these 
issues YES! Association / Föreningen 
JA! claims the smudgy position of the 
in-between-spaces, moving in triangular 
formations through bodily entanglement 
with agreements, clay, smoke, labor, 
text, history, infrastructure of the city 
to offer time and space for collective 
responsibility, sustained engagement  
and trust.
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