
Crip Time

Crip Space

Crip Scene

study guide and prompts gathered by Jeff Kasper



Readings to get started:

“Disability” from Keywords for Disability Studies, eds. Rachel Adams, Benjamin Reiss, and
David Serlin (New York: New York University Press, 2015, 46-48.
http://keywords.nyupress.org/disability-studies/essay/disability/

Dimitris Anastasiou, James M. Kauffman, The Social Model of Disability: Dichotomy
between Impairment and Disability, The Journal of Medicine and Philosophy: A Forum for
Bioethics and Philosophy of Medicine, Volume 38, Issue 4, August 2013, Pages 441–459,
https://doi-org.silk.library.umass.edu/10.1093/jmp/jht026

Excerpts from Simi Linton, “Reassigning meaning” in Claiming Disability: Knowledge and
Identity (New York: New York University Press, 1998), 8-33

Tobin Siebers, “Introducing Disability Aesthetics,” from Disability Aesthetics (Ann Arbor:
University of Michigan Press, 2010), 1-20
https://www.press.umich.edu/pdf/9780472071005-ch1.pdf

Study questions:

● Define: What is the medical model (or individual model of disability) and what is the social
model of disability?

● What is the difference between “disability” and “impairment”?
● Why use the term “disability”?
● What are the limits or potential criticism of the “social model”?
● How does Linton conceptualize disability as an identity?
● What does Siebers mean by “disability aesthetics”?
● How can we use Siebers lens to analyse the work of sick and disabled artists? Can we?

Read these texts before (or while) engaging with the activity prompts:

Alison Kafer, “Time for Disability Studies and a Future for Crips” in Feminist, Queer, Crip
Bloomington: Indiana University Press, 2013, 25-46.
https://compostingfeminisms.files.wordpress.com/2019/07/kafer-time-for-disability-stud
ies-.pdf

Sarah Rose, "Work." Keywords for Disability Studies. Eds. Rachel Adams, Benjamin Reiss and
David Serlin. New York: New York University Press, 2015.

http://keywords.nyupress.org/disability-studies/essay/disability/
http://keywords.nyupress.org/disability-studies/essay/disability/
https://doi-org.silk.library.umass.edu/10.1093/jmp/jht026
http://courses.washington.edu/intro2ds/Readings/1_Linton-meaning.doc
https://www.press.umich.edu/pdf/9780472071005-ch1.pdf
https://compostingfeminisms.files.wordpress.com/2019/07/kafer-time-for-disability-studies-.pdf
https://compostingfeminisms.files.wordpress.com/2019/07/kafer-time-for-disability-studies-.pdf
https://keywords.nyupress.org/disability-studies/essay/work/


Victoria Ann Lewis, “Crip.” Keywords for Disability Studies. Eds. Rachel Adams, Benjamin
Reiss and David Serlin. New York: New York University Press, 2015.

Further reading:
Elizabeth Freeman, Time Binds: Queer Temporalities, Queer Histories, Durham, NC: Duke
University Press, 2010.

https://keywords.nyupress.org/disability-studies/essay/crip/


ACTIVITY 1� ACCESS CHECK-IN (10 MIN)

Begin by articulating an access check-in with yourself and your reader/participants. This
includes a reminder that access needs can change from one moment to the next. A good
place to start is what you need in terms of access. An access check-in is also a reminder for
you to create and maintain access, as best you can, with others. It is a space and time
where everyone can ask for accommodations.



ACTIVITY 2� CHOREOGRAPHING CARE (15 MIN)

Track ideas on paper for 5 mins.

What do we mean when we say “care”?

How is care a “choreography”? Is it?

What does care have to do with “access”?

How do choreographies represent or impact social behavior?

In this exercise, you will create ‘choreographies for care’. Take a maximum of 15 minutes to
complete the following steps:

1. Start with 5 minutes of free writing. Think about a time when you either offered or
received care. If you can’t remember a time like that, make up a scenario. Describe it
in great detail.

2. Create a numbered choreography where you break down each moment of care
into little moments, bits, pieces, and gestures. You can use the space in this guide or
make your own on a separate sheet of paper.

3. Take 5 mins to read it back to yourself. You may also ask
someone else to do the choreography with you.
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PRECONTEMPLATION: Before you start. Define the terms crip time for yourself. (30 mins)



In the following exercises you will be invited to explore crip time and to use your experiences (or a
fictional account) as a starting point for writing, performance, participatory art scenario building.

ACTIVITY 3� CRIP TIME AND/AS SPACE (3-5 hours or longer)

Although we spend most of our lives in crip time, we seldom take the time to really notice
the structure of this particular duration or to analyze how it affects us in our attitudes and
activities. All too often we simply take the passage of time for granted, and only if a
segment of time is particularly beautiful, or if it inhibits our activities in some way, does it
register on our consciousness.

Observation and Analysis

Articulate two approaches to time: one that engenders a strong feeling of living structure
(crip time) and one that does not (non-crip time). For the purpose of these exercises I want
you to visualize time as a space -- that has physical and material properties. Rely entirely
upon your intuition and the felt sense of the dynamics of each structure of time as space. If
possible, try to articulate spaces that are somewhat different. Remember that both
manifestations of time (crip time and non-crip time) are conceptual storage structures. One
or the other may feel more resonant than the other. It is up to you.



For this exercise, imagine two “rooms” where the life of a bodymind inhabits every element
of what you define to be “crip time” and the other room should be composed of contrasting
elements, what we would call “non-crip time”. Describe the rooms in detail. Both may
represent symbolic and/or actual experience.





Imagining you are located in each space, take a few minutes to explore and analyze:

Movement

How does your body feel in this space?
Which elements of the space inhibit your movement?
Which elements permit movement through space?
How does this space affect your behavior or the behavior of those
around you?
Do your feelings change in various parts of this space?

Sensory Perception

What do you see, hear, smell, taste, and feel?
What are the predominant colors and textures in each space?
What are the lines and shapes that make up each space?
What is the rhythm of each space (visual and auditory)?

Fundamental Properties
Make a list of the strong centers contained in these spaces.

What are the boundaries of each space?
Are there examples of alternating repetition each space?
What are the gradients you observe visually and kinesthetically?
Is there a void in each space?
How are all of the centers and events of the space interconnected?
How does each space serve as a mirror of the self?
What is the degree of life that you feel in each space?

Gestalt
Describe each space in the voice of the space.



Sketch
Quickly sketch at least fifteen drawings of each space and its various elements.

Sketch only the lines of each space.
Sketch only the shapes of each space.
Sketch the ground plan of each space.
Sketch the interplay of light and shadow each space.
Make a sketch that emphasizes positive space (taken up by specific
objects or elements).
Make a sketch that emphasizes negative space (open space that is not
taken up with an object or element).
Sketch the rhythm of each space.

Writing from the Space

Write a ten- to fifteen-minute scenario that builds upon all of the preceding
explorations for each space.
How are the worlds of these two scenarios different?
How are they the same?
How does the living structure or lack thereof affect the stylistic choices
you are making for each scenario?

Staging Space
With a group of participants, visit each space and perform your scenario.

How does each space contain or resist the scenario?
How do participants and audience members who know they are spectators respond
to each space?
How do spectators who just happen to be in each space but who do not know that
scenario is in progress and seem to respond?



ACTIVITY 4� DRAWING SCENES OF CRIP TIME (3-5 hours or longer)

Drawings: Feeling

It is helpful to first use drawing to explore broad concepts before attempting a more subtle
application of uncovering the symbolic and actual qualities of experiences with crip time
through drawing, writing, and performative text.

Label five pieces of paper with one of the following words:

l. fatigue
2. joy
3. decline
4. efficiency
5. slowness

Read each word to yourself several times.
If you want to swap out one of these words for another, do so.
Don’t try to visualize what the drawings will look like ahead of time.

Using a pencil, draw a response to each of the words under the label.
Do not include any words.
Use only the language of line and abstract shape and form.
Do not use any symbols of any kind

Make drawings for each word. Each of these drawings will represent characters
(phenomena or states of being with a personality and agency).



Drawings as Reading

Once you have completed all five drawings, they can now be read, not for what they look
like artistically, but for what they tell you about the feeling or concept you are exploring.
Every element becomes a visual metaphor. In the act of reading, the drawing teaches you
its meaning.

Look for similarities and differences within your own drawings.

How do they handle space?
Are there similarities of kinds of lines?
Are there similarities in the placement within the paper?
How are drawings different from each other?

Attend to the tensional qualities in the drawings.

Are lines and shapes in opposition to each other?
Is there harmony or disjuncture between lines and shapes?
Look for energy or lack thereof.
Look for lines and shapes that interrupt the flow of energy.

Which drawings are more or less powerful for you?



Drawings into Words

Use the characteristic of each word/drawing to finish the following sentences.
Replace (this word) with the respective word.

(This word)  is ...
(This word) feels ...
(This word) moves ...
(This word) wants …
(This word) needs …
(This word) hopes …
(This word) makes possible …

Once you have finished the sentences for each, select the one that is particularly powerful
for you.

Write a vignette or scenario imagining each characteristic as a character. (A “character”
could be an agent1 characteristic, material, objects, or relational dynamic and not
necessarily a “person”.) The vignette/scenario may be in any form: poetry, dialogue,
character study, narrative, and so on.

1 “Agent” meaning it has “agency”



Drawings into Words: Characters

Divide a single sheet of paper into four equal parts and label each with the name of a
“character” in your vignette/scenario. (A “character” could be an agent characteristic,
material, object, or dynamic and not necessarily a “person”.)

Read the label to yourself several times.
Allow an image of a specific scene or key moment for that character to be conjured in your
mind.

Do certain characters seem better defined to you than other characters?
Are these characters primary or secondary?
Sometimes minor characters have greater clarity than major ones.

Might this analog change if you had conjured a different scenario?
Attend to the tension in the drawings.
How are these durational forces revealed in the character's behavior?
How are these durational qualities reflected in the character's speech?

Tempo, rhythm, and pace?
Word choice?
Length of line?

Replace (this character) with the character's name.

(This character) moves . . .
(This character) wants . . .
(This character) needs .. .
(This character) feels .. .
(This character) fears .. .
(This character) hopes .. .
(This character) dreams . . .



Scene Work
Write a brief scene that would never happen in real life, where all four of these characters
interact in some way.

Attend to the tension that exists within and between characters.
Characters need not belong to the same time period or frame of reality; that is,
characters can appear in dreams, flashbacks, or as interior voices.
The scene need not, indeed should not, be part of the present.
Allow the scene to evolve from the tension between characters.

Allow the characters to inform your idea of crip time!


