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The Process in the Context of ExRotaprint

When reflecting upon our ideas about process and experience—
and about the projects already completed as well as those still be-
ing developed—we should consider where they originated and how 
they were shaped in practice. Process implies a temporality that 
stretches out over time, which is not necessarily linear but is continu- 
ous in its interactions and transforms the use of spaces and those 
who inhabit them. As foreigners in Berlin, this method of working 
was crucial for us to begin thinking about a biennial project where 
the relationships we generated could have long-term sustainability. 
We have striven to create, above all, continuity: an everyday routine 
that makes our curatorial work meaningful to the space we inhabit-
ed when we opened the 11th Berlin Biennale at ExRotaprint as well 
as its neighborhood, Wedding. 

I should begin by highlighting how the pandemic that esca- 
lated in Europe in March affected us as a team along with the reali- 
zation of exp. 3: Affect Archives. Sinthujan Varatharajah – Osías Yanov  
and the epilogue: The Crack Begins Within. Two weeks after in-
augurating exp. 3, the ExRotaprint venue had to be closed to the 
public along with all of the city’s other cultural and social institu-
tions. Suddenly, and for several months to follow, everything was 
hanging from a thread: the exhibitions, the public programs, and 
the last chapter of the biennial itself. Amid the complete uncer-
tainty of these months, we were forced to rethink most parts of 
the last chapter—the epilogue—and especially the public program  
we named exchange. During the lockdown we had to imagine how 
to safely be together again. We were also aware that this was affect-
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of coping with the loneliness of quarantine, especially for those liv-
ing alone. Their exchange gave birth to the project Servicio de Escu-
chasión [Listening Service]. 

The moment we arrived to ExRotaprint in September 2019, 
which was open to the public three times a week and where we 
also worked, was a turning point between what we wanted and how 
we would achieve it. The building and its inhabitants as well as the 
surrounding communities present in the neighborhood of Wedding 
all greatly influenced our process. To open a cultural space in a 
neighborhood threatened by gentrification always involves contra-
dictions and challenges. In 2004, local artists Daniela Brahm and 
Les Schliesser conceived of the social, artistic, and community proj-
ect now known as ExRotaprint while fighting to protect this historic 
building from the real estate speculation driving up rental prices in 
the neighborhood. Since opening its doors in 2007, this nonprofit 
space houses, among other things, carpentry workshops, design 
studios, German classes, and an alternative school for secondary- 
school students. Our own space is located on the ground floor 
across from the school, with an entrance on Bornemannstraße. 

This brings me to another crucial determining factor of our cura- 
torial work: to commit to the contexts within which we work. As a 
team, we are interested in the contribution of each person who en-
ters the space: we want to know why they came, what drew them in, 
and what they might take away with them. Each activity, reading, or 
project was thought out in relation to this particular context and its 
potential reception here. 

Generally each invited collective or artist brought their own con-
texts and networks to work within the same space, so it was impor- 
tant to offer an atmosphere of consideration and respect. This was 
true not only in relation to the physical site but also the creation of 
interpersonal spaces of consideration, where our own vulnerabili-
ties and fragilities were foregrounded. For example, the participa-
tion of the Feminist Health Care Research Group in exp. 2 and their 
notion of “sharing vulnerabilities” was a source of great inspiration 
for the entire team. Along with the display of their archive, library, 
and zines, Inga Zimprich and Julia Bonn offered two workshops on 
how to face personal and group crises that included other groups 
they collaborate with, like Sickness Affinity Group.

The distinct character of each experience was thus deter-
mined by the themes and types of exchange proposed by the art-
ists. During this process, the dialogue with the ExRotaprint commu- 
nity and local residents who visited us helped foster empathy and 
rapprochement despite the absence of a shared native language. 
Our presence in the space made us aware of the different uses that 
the neighbors made of it—for example, there were two kids from the 

ing all of us on a global scale. Our goal was to not let go of the hands 
of our team members and artists, who all worked so hard over the 
past year for this project. Postponing indefinitely was not an op-
tion and canceling altogether, thankfully, even less so. We assumed 
the added responsibility and held on together as a team—each of 
us confined to our own home—until things began to take on a new 
shape.

Adhering to new safety and hygiene regulations, we were able 
to reopen the ExRotaprint venue on May 28. We were happy to 
welcome our visitors again, and although the previous events were 
canceled, we offered a three-day workshop for children, together 
with artists Mirja Reuter and Florian Gass. I will return to this point 
again later.

I would first like to go back in time and reconstruct this entire 
experience. Our process began in October 2018, when we slowly 
started to imagine what would be the heart and soul of our bienni-
al. The first decision we made as a group was to create an experi-
mental space where we could realize projects that blurred the dis-
tinction between artistic, pedagogical, and curatorial categories. 
The dynamic of such a space was partly inspired by the Clube dos 
Artistas Modernos [Modern Artists Club] founded by Flávio de Car-
valho (1899–1973) in São Paulo in 1931. Many of the projects devel-
oped there integrated experiences unusual to the São Paulo cul-
tural scene of that time and were often developed in collaboration 
with colleagues, friends, or people outside the art world. In one such 
case, de Carvalho collaborated with the psychiatrist Osório Cesar 
(1895–1979) to present the “Mês das Crianças e dos Loucos” [The 
Month of Children and the Mentally Ill], which featured artworks by 
children and mental health patients. In another, de Carvalho worked 
with a group of nonactors to stage the theater piece O Bailado do 
Deus Morto [Dance of the Dead God, 1933]. In addition to the exhi-
bition space, the club also featured a bookstore and a bar. 

In order to foster the use of this space as a laboratory of ex-
change and experimentation, we conceived the idea of using the 
showroom to host two artistic residencies. The first took place 
during exp. 2: Virginia de Medeiros – Feminist Health Care Re-
search Group. An artist and transgender activist from Bahia, Brazil,  
Medeiros had never before been to Berlin. For exp. 3 we invited 
Osías Yanov, an artist from Buenos Aires, Argentina. This experi-
ence, which also included Sinthujan Varatharajah, was affected by 
the closing down of the space and the cancellation of all sched-
uled workshops and events. During the lockdown, Yanov continued 
working in collaboration with a group of friends in Buenos Aires 
known as Sirenes Errantes. Together they started thinking of new, 
distanced ways of spending time together—but just as importantly, 
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oped and adapted a workshop for children from the neighborhood. 
Each day, a group of six children invented characters that they 
transformed into large-scale puppets. The children would then take 
their puppets outside to do an improvised procession on the side-
walk, where passersby engaged with them in a festive atmosphere. 

The third contribution is by the Feminist Health Care Research 
Group. During exp. 2, they exhibited their vast archive of materi-
als related to the alternative healthcare movement in Berlin during 
the 1970s and 1980s. Together with an extensive archive and library, 
visitors could find interviews they have conducted over the years 
with practitioners who were a part of the many different initiatives 
featured in their installation, such as the Feministisches Frauen 
Gesundheits Zentrum (FFGZ) [Feminist Health Center for Women 
(FFGZ)], HeileHaus [Healing House], and Gesundheitsladen [Health 
Center]. At ExRotaprint they hosted visits, gatherings, and work-
shops where they explored and put into practice many of the metho- 
dologies developed by the diverse representatives of this move-
ment. Additionally, between January and February 2020, together 
with small groups of cultural and healthcare workers, they visited 
alternative counseling spaces including GLADT e. V., Space2GroW, 
and Weglaufhaus [Runaway House]. The research conducted and 
many of the conversations they had were compiled in their sev-
enth zine, Being in Crisis Together, where they share some of these 
methodologies. In their contribution to this publication, they revisit 
their first steps in this field when they began to understand those 

“encounters with the healthcare system as moments charged with 
political meaning.”

The fourth contribution is by the researcher, essayist, and poli- 
tical geographer Sinthujan Varatharajah. Based on long-term re-
search, his project how to move an arche, presented as part of exp. 3 
critically examines the aftermath of the 1983 anti-Tamil pogroms 
and riots in Sri Lanka: the wars and genocide that forced hundreds 
of thousands of Eelam Tamils into exile. Those who immigrated to 
Europe arrived to a divided Berlin. At that time, a special agree-
ment between East and West Germany enabled refugees to en-
ter through East Germany to settle in the West. Thus the Berlin 
Wall functioned as a permeable gateway—a loophole of survival for 
many refugees from nonaligned countries. Varatharajah departs 
from this little-known history to investigate physical and cultural 
borders and the memories of the Eelam Tamil people’s displace-
ment. Through interviews, collections of objects and books that also 
included things from his own family, newspaper clippings, and vid-
eos, he told numerous stories that had been silenced, marginalized, 
or simply left behind by those who had suffered because of them. 
His contribution to this publication attests to the great challenge 

neighborhood who often visited us after school and stayed for hours 
playing or watching the videos on display. There was also one par-
ticipant in the puppet workshop organized by Reuter and Gass who 
returned the next day with his mother to give her a guided tour of 
the exhibition. The pandemic radically changed the way we gather  
and work, especially with children. In an attempt to continue cre-
ating this bond with them, education and mediation project mana- 
ger Duygu Örs and assistant Isra Abdou began an informal outdoor 
workshop that took place every Tuesday starting in May.

About this Publication

The current publication looks deeper into the projects of the 11th 
Berlin Biennale that took place at ExRotaprint between Septem-
ber 2019 and June 2020. During exp. 1: The Bones of the World, we 
hosted the project Die Remise. Following an invitation from Nürtin-
gen-Grundschule director Markus Schega, Die Remise was initi- 
ated by Carmen Mörsch in collaboration with Melina Gerstemann, 
and Shanti Suki Osman. Die Remise originally set up shop in a 
coach house located in the schoolyard, where they drew upon the 
school’s archives to pursue a broader discussion about the history 
of schools and immigrant communities in Berlin’s Kreuzberg neigh-
borhood. The project addresses the history of institutionalized rac-
ism in German schools and attempts to provide a forum for the 
marginalized voices of students who attended the school begin-
ning in the 1960s, some of them now parents of current pupils. Activ- 
ated and radically transformed into a living archive, a meeting place, 
and a learning and exhibition space for visitors of all ages, this site 
also provides a safe and welcoming environment for neighbors, stu-
dents, and teachers to come together and share these silenced 
stories. Die Remise’s first exhibition at ExRotaprint in September 
2019 featured a visual display of a selection of the archive made by 
students, in collaboration with contemporary artists, opening up 
possibilities of new readings by the public. 

In “A Collective Storytelling Machine,” Mirja Reuter and Florian 
Gass narrate their experience as participants and creators of the 
workshops they offered at ExRotaprint in October 2019. The artists 
have a long trajectory of working with theater settings and bringing 
to life stories imagined by children. In Geschichten in Bewegung  
[Stories in Motion], realized during exp.1, the artists engaged a 
group of third graders to construct puppets and stage sets as well 
as cutouts to project shadows of images. A mobile structure made 
of scenic components and a screen was installed in the center of 
the exhibition space, while the woodcutting and painting area was 
located in the space’s front room. For exp. 3, Reuter-Gass devel-



of generating and maintaining a collective memory in exile while 
demonstrating how an exhibition platform can facilitate a dialogue 
with younger generations and different publics.

The original exchange program entitled “Weaving Solidarity” 
was also based on the idea of exchange with potential audiences 
of different needs, abilities of access, and languages. More specif-
ically, it aimed to bring together children, teachers, artists, and art 
educators to develop an understanding of how we inhabit and un-
derstand the concept of solidarity. How do children perceive this 
concept in their daily lives? How do their friends and families play a 
key role in feeling happiness, sharing, or caring for others? In light 
of the pandemic, the program had to be completely overhauled 
and adapted to the new safety regulations. Within this new reality, 
we believe it is crucial to share how we can continue developing 
and imagining ways of exchanging and sharing stories. Together 
with Duygu Örs, with whom we worked closely from the very be-
ginning of our project, we reflect upon the entire exchange pro-
gram. During many heated conversations, we agreed to challenge 
the conventional notion of education in a museum context. This is 
why we thought of all the activities, programs, talks, performances, 
and workshops we offered as forms of exchange. Because the situ- 
ation radically changed after March, we also focused on how the 
pandemic affected mediation as an exercise for producing con-
sciousness and awareness in our lives. The need to implement new 
methods and resources is among these changes, along with facili-
tating deeper encounters and conversations. 

Last but not least, we are very happy that this publication intro- 
duces partial outcomes and conclusions of the mediation projects 
presented by the mediators themselves, Rüzgâr Bușki, Barbara  
Campaner, Samira Ghoualmia, Hannah Kirmes-Daly, Adi Liraz,  
Alexia Manzano, Riako Napitupulu, Carla Verónica Romero, Viviane 
Tabach, Joshua Weitzel, and Isra Abdou. It is very important for us 
to account for how we have interpreted ideas about exchange and 
process during the mounting of exhibitions, the constant dialogue 
with visitors, and the design and development of our programs, and 
how and under what conditions they have been implemented. For 
us, curating and mediation have always been part of the same pro-
cess, which is what this publication is all about.

September 2020

Cansu Çakar, A Day, 2020, 
Spray paint on concrete, 
Installation view, 11th Berlin 
Biennale c/o ExRotaprint, 
5.9.–1.11.2020



10 11

CM: On the one hand, the archive materials represent only one side 
of the story: the voices of the teachers, the school directors and, 
indirectly, the government authorities responsible for the school. 
Missing are the voices of those who attended the school at that 
time, as well as the voices of their parents. For this reason, Die  
Remise was intended to be more than an archive space: to become 
first and foremost a neighborhood space for encounters, where wit-
nesses of this past can recount memories of their own school days. 
On the other hand, Die Remise was also intended to be a space 
in which the children could participate in artistic learning projects 
about the school’s history and other topics, as well as a space that 
the teachers could use for future exhibitions they might develop to-
gether with the students. This is how the concept of the four spatial 
dimensions of Die Remise came about: as an archive space, meet-
ing space, learning space, and exhibition space.

MS: So you think that exhibitions are educational platforms that can 
be conceived jointly by teachers, students, and artists?

CM: Yes, an exhibition can be conceived as a physical learning expe-
rience, which in this case was something that could be realized only 
in collaboration. From the very beginning, I was never just working 
by myself to conceive and realize Die Remise. Your invitation and 
your trust as school director were crucial for me to think about the 
development of the project. Beyond that, in the summer of 2018 I 
began to think up a suitable arrangement for Die Remise with Ste-
fan Bast, a colleague who works as an art teacher at a school in Mar-
zahn and is now also a research assistant at the Kunsthochschule in 
Mainz. Melina Gerstemann managed the administrative part of the 
project and Tobi Euler helped us to build flexible furniture, a ware-
house, and kitchen equipment for the carriage house.

MS: And then, of course, we were joined by the artists who further 
developed the project.

CM: I invited artists who knew the neighborhood, who had experi-
ence in pedagogical work and were interested in historical work, to 
realize projects with the children over a period of two school years 
on a topic of their choice: Julia Brunner and Stefan Endewardt from 
Kotti-Shop, the filmmaker Angelika Levi, and the sound artists Miriam  
Schickler and Shanti Suki Osman participated. As the Remise’s 
 “museum director,” I was also supported for several months by Aylin 
Turgay and Jacqueline Aslan.

Die Remise as Interruption 

Camen Mörsch: In the fall of 2017, you approached me with the  
idea of submitting a joint proposal to the Quartiersmanagement 
Mariannenplatz, a city-funded revitalization project. Your working 
title was “Local History Archive/Museum.” I’d like to start this con-
versation with a question for you: Can you still remember what moti-
vated you back then?

Markus Schega: At Nürtingen-Grundschule we are fortunate to still 
have archival material from both before and after the war that has 
somehow survived all these years. I was particularly interested in 
the school chronicle and proceedings of the School Conference, 
the body in which teachers, students, and parents work together 
to direct the school, from the period after World War II through the 
1980s. In these documents, you can find a lot of evidence for how 
the school dealt with Germany’s history of immigration, when the 
grandparents of many children who attend our school today began 
coming to Berlin from Turkey, beginning in the 1960s, as so-called 
Gastarbeiter. These documents often describe the existence of 
these “guest workers” as a problem. As director of the school, it was 
and is important to me that this history is dealt with in a way that criti- 
cally examines racism. Moreover, the link between a museum and a 
school is not new; it is common, for instance, in Denmark. Schools 
are places of learning for children and their environment: they col-
lect, research, and document knowledge and learn from history.
 
CM: I had wondered for a long time why I couldn’t find any race- 
critical reappraisal of Berlin school history and its continuities. Be-
cause working through this past would constitute such an important 
foundation and reason for teachers to work in ways that challenge 
discrimination. That’s why I gladly accepted your invitation. I began 
to take a closer look at the old carriage house, called a Remise in 
German, in the schoolyard of the elementary school, at the many 
things in the school basement, and at the materials in the school’s 
archive—and I realized that in this case an archive and exhibition 
space would not be enough. 

MS: What do you mean?

A Conversation 
between Carmen 

Mörsch and 
Markus Schega
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Rereading: A Critical Diversity Textbook Workshop, 
Die Remise – activation by Aïcha Diallo and  
Annika Niemann, 11th Berlin Biennale c/o ExRotaprint, 
7.11.2019
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MS: What was Miriam Schickler’s role?

CM: Miriam Schickler took responsibility for the heart of our work: 
the race-critical analysis of the school’s archival materials. Using 
the minutes of the school conference meetings, she reconstructed  
how teachers, politicians, and school authorities dealt with the new 
situation caused by labor immigration. My impression is that this 
was the first time that someone has dealt with this story so pre- 
cisely and bluntly, and that knowledge has been created in the pro-
cess that can now be used by everyone it concerns or who is in-
terested. Following Miriam’s analyses, the two of you conducted a  
lesson on the 1981 Ausländererlass [Foreigners’ Decree]. I found 
this to be a good example of how the knowledge acquired by Die 
Remise can be transferred back to the school. Can you tell me more 
about how that was for you?

MS: I interviewed Müslüm Bostanci, who organized the 1981 demon-
stration against the Ausländererlass, which was issued by Berlin’s 
fascist Minister of the Interior Heinrich Lummer. Bostanci was 
somewhat successful in his fight against racism: 30,000 people 
participated in the demonstration; the decree was overturned. The 
school’s conference minutes of December 1981 document the dif-
ferent positions taken by parents, teachers, and school administra-
tors regarding this event. At least we learn that there was solidarity 
even then. But that was 1981, after already at least twenty years of 
immigration history.

Miriam Schickler produced an audio piece engaging with 
this conference, which we played to the students, as a series of  
segments. Between these segments, the children were able to  
express critical, differentiated ideas of their own. They were able 
to identify the positions of some voices at this conference as racist 
and fascist and to refer those positions to Hitler and German fas-
cism. Shocked by the way that immigrants were being denigrated, 
the students individually formulated critical arguments and found  
a voice to express their moral and political principles. Miriam 
Schickler partially recorded these conversations with the children’s 
consent, and we listened to the material together with teachers. 
With the archive, we want to continue to foster this kind of political 
learning in the future. 

CM: What I didn’t expect at all, however, was how difficult it would 
be to find people willing to talk about their memories of their school 
days! I thought we would find many parents of current students who 
would be interested in sharing their memories of the school. But 
then we weren’t able to find anyone willing to have a conversation. 

Die Remise, Installation 
view, 11th Berlin Biennale 
c/o ExRotaprint, 2019
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project manager of i-Päd Initiative intersektionale Pädagogik [Ini-
tiative for Intersectional Education], and you. Finally, in a workshop 
attended by many teachers and educators, Annika Niemann and 
Aïcha Diallo presented a race-critical analysis of textbooks. 

MS: Presenting the project at the 11th Berlin Biennale was certainly 
a good experience and a way to delve deeper into these issues and 
see how they work in another neighborhood. We were both very 
happy when Die Remise was invited to participate. 

CM: Yes, but we also recognized moments of ambivalence: How 
does the meaning of Die Remise change when it is transferred from 
a school to the art world? Does this benefit the project, the students, 
the school? Wedding has a history similar to that of Kreuzberg—as 
a district that is suffering from the same processes of gentrifica-
tion that have so significantly changed the neighborhood around 
Nürtingen-Grundschule, and in which artists and art institutions 
have clearly and crucially played a part. We were concerned that 
participating in the 11th Berlin Biennale would contribute to urban 
displacement. My hope is that the presence of Die Remise at Ex-
Rotaprint has inspired schools in Wedding to deal with their own 
history of immigration and structural racism. Because there are cer-
tainly similar archival documents in these schools that need to be 
critically examined. 

MS: How do you think the project has developed since it started two 
years ago?

CM: From my point of view, the work of Die Remise in its first two 
years meant interrupting dominant narratives, justifications, and 
procedures, in many voices with a critical stance toward discrimina-
tion: it was an interruption in the way schools write their own history, 
in their current practices, and in cultural education. And since Die 
Remise was part of the 11th Berlin Biennale, it was an interruption in 
curatorial practice, too. Even though I now work at the Kunsthoch-
schule Mainz, which means I can no longer personally participate 
in Die Remise, it matters to me a lot that the project will continue to 
exist in the years to come, that it will continue to make borders less 
distinct, to bring hidden and marginalized stories to life and open 
them up to discussion. 

MS: Unfortunately, we no longer have the funding that was available 
for Die Remise in the first two years; we have to look for new sources  
of financial support. But there is more to come: this school year, we 
will have antiracism neighborhood mapping projects with artists 

Remember how baffled we were? Do you have any idea as to why 
we couldn’t find anyone?

MS: I think remembering is too painful. In the film Der Mauergarten 
[The wall garden], which Angelika Levi made with students about 
the community garden opposite the school, there is an interview 
with Ayse Preissing, the daughter of Mr. Kalin (one of the founders 
of the garden), who shows her report cards and recounts how she 
felt like a second-class citizen at the school. It will remain difficult 
to find people who want to talk about their painful experiences. The 
archive stirs up many wounds. 

CM: And what are the future plans for the archive?

MS: I am very pleased that, after a brilliant year under the direction 
of Shanti Suki Osman and Melina Gerstemann, the new director of 
Die Remise starting in spring 2020 will be Çiçek Bacık, who runs the 
authors’ collective Daughters and Sons of Gastarbeiters and works 
as a teacher here. It seems to me that the expertise she brings from 
her commitment to fighting racism and discrimination and from her 
literary and historical work makes her the right person to continue 
developing Die Remise. 
 
CM: In any case, the search for historical witnesses from that time 
requires the guiding engagement of people of color, of people who 
have an experience of racism. Last, but not least, Die Remise is for 
us also a learning space—about the possibilities we have to act and 
the limits we face that mark us, position us, as white persons and in-
stitutions (both the school and the university). 

MS: Yes, and this was the subject of an event at the exhibition of Die 
Remise that was part of the 11th Berlin Biennale at ExRotaprint in 
Wedding. 

CM: Precisely. In the discussion with the curators about how Die 
Remise should be present in Wedding, it was important to us that 
people who worked on this archive be the ones who use it as a well-
spring for action. Kotti-Shop talked about the project they realized 
in Die Remise, Die Tardis, a virtual reality scenario about Kreuz-
berg neighborhood history and the significance of artistic activism 
in processes of urban displacement. Miriam Schickler and Çiçek 
Bacık, whom you just mentioned, presented this work with the ar-
chive materials, and they had a discussion with Daughters and Sons 
of Gastarbeiters that included Saraya Gomis, who used to be the 
antidiscrimination officer for Berlin’s schools, Tuğba Tanyılmaz, the 
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A Collective Storytelling Machine

We are two visual artists who have been working together on art 
projects in the field of cultural education since 2012. Our work al-
ways begins with the question of how to set an artistic and perfor-
mative process in motion that includes the equal participation of all 
participants. Based on our many years of experience in various col-
lectives, we have developed aesthetic practices and methods that 
allow us not only to plan educational projects together but also to 
involve the children and young people we are addressing as equal 
partners in a collective artistic production. 

Scene 1: Grandpa, L and T.
 
Grandpa: I don’t feel well at all. I have a headache. 
  My stomach hurts.
  I think we need to call the doctor.
 
Enter doctor. 

Doctor:  What’s the matter?  
L:  Our grandpa is very sick. Here he is.
 
Grandpa coughs. 

Doctor:  Oh, he looks quite bad; I think he needs 
  to go to the hospital. 
L:  Okay.1

Our work is connected with the open child and youth work of the 
1970s, the groups KEKS and Pädagogische Aktion, and their aes-
thetic and political significance for emancipatory spaces for action 
outside of schools.2 Like the members of these groups, our inten-
tion is to create situations in public space that enable playful ac-
tions and allow participants to access aesthetic experiences of their 
own. With this understanding, we develop offerings for participation 
that we make available in the form of engaging installations that are 

1  Excerpts from the  
play Der Zauberfuchs [The 
magic fox], a production of 
class 3c from the Brüder-
Grimm-Grundschule as part 
of Geschichten in Bewegung 
[Stories in Motion].
2 The group KEKS (Kunst –  
Erziehung – Kybernetik – 
Soziologie) existed from 1968 
to 1972. Through play actions 
in Nuremberg and Munich, it 
made important contributions 
to educational discourse 
outside of schools and to 
aesthetic education. This later 
gave rise to Pädagogische 
Aktion, a group of art teachers, 
social workers, parents, 
artists, and students who 
took up and developed these 
concepts and actions. After 
Pädagogische Aktion was 
dissolved, a number of groups 
that carried on its ideas were 
founded, including Kultur & 
Spielraum, with whom we 
have been working together 
ever since. 

and students in Die Remise—one project will be with Çiçek Bacık 
and Florian Steindle; another will continue the cooperation with 
Shanti Suki Osman and Miriam Schickler, who brought the artists 
Cora Guddat and Katie Lee Dunbar on board. Currently, Die Remise 
is showing the exhibition gestern, heute, morgen [yesterday, today, 
tomorrow], which was a joint project between students from your 
seminar at the Kunsthochschule Mainz and class 456 K. In response 
to the environmental issues it addresses, one class made a motion 
at the school conference for juice boxes to be banned. Sustainabi- 
lity is a hot topic among the students right now. This shows one par-
ticular potential Die Remise has to interrupt: it allows issues to be 
examined, made visible, and discussed by teachers, students, and 
artists, working both on parallel projects and in ways that are inter-
woven. And this sometimes leads to changes in other spaces—the 
school, the neighborhood, and beyond.

I don’t know, however, whether the children carry discussions 
about the racist traces in the school’s history back into discussions 
with their families. I often notice silence, insecurity, even shame 
in children with immigration backgrounds. They don’t necessarily 
want to be singled out in this way. After all, daily life at the school 
draws from the myth of the fair teacher who treats everyone equally. 
But I sense that solidarity benefits the students of color. The situa-
tion is different for environmental issues. This topic is already widely 
discussed; actions are being taken. The ban on juice boxes will not 
be the last step in this direction. But I also read it as a form of avoid-
ance: if we come together to ban juice boxes, we don’t have to talk 
about racism in everyday life, because that’s painful. At the same 
time, however, I also read this act as work against inequality: if we 
can come together to ban juice boxes, we will have formed a com-
munity with the same goals. 

March 2020

Mirja Reuter and 
Florian Gass 
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Scene 2: In the forest. 

L and T:  Let’s go visit grandpa. 
L:  Where are we now? 
T:  We’re probably lost.
 
Enter Fox. 

L and T:  Oh, a fox. Help! Let’s get out of here. 
Fox:  I can help you. 
L:  Really? 
Fox:  Yes, I can do magic. 
L:  Can you make our grandpa healthy again? 
  We were going to visit him at the hospital, 
  but then we got lost. 
Fox:  Yes, I can do that. 
L:  Okay, we’ll be right back. 
  How do we get out of here? 
Fox:  Go left, then left, and then straight ahead, 
  then go around the corner, and you’re there. 
L and T:  Thank you! Wait here for us!

As a first step, the 11th Berlin Biennial chose a room in the ExRo-
taprint building in Wedding, where we have been working for a long 
time. In response to the invitation to offer workshops in the exhibi-
tion space as part of exp. 1: The Bones of the World, we designed a 
new flexible stage structure that allowed for different techniques 
of play and presentation. It was intended not only to serve our ac-
tivities at that location but also to continue traveling through the 
district after the Biennale to support further projects. For Geschich- 
ten in Bewegung [Stories in Motion, 2019] we cooperated with two 
third-grade classes from the Brüder-Grimm-Grundschule, opening 
the program to the neighborhood in the afternoon. Before the work-
shop, we offered a tour of the exhibition—not to predetermine the 
workshop’s content, but rather to introduce the participants to the 
context of the artworks, which would eventually include the chil-
dren’s presentations. Many of the works in the exhibition offered the 
children points of contact and raised questions from the children’s 
perspective, such as questions about power relations, prisons, and 
hospitals. The children shared their associations, personal experi-
ences, and views. 

often located outside and are occupied by collaborative produc-
tions and stagings realized by children and young people. Examples 
of these collaborative actions are our workshop and stage projects 
for puppet theater or the big show race around our forty-meter-long 
track for DIY model cars. A central component of our work is the 
critical production and processing of knowledge together with chil-
dren and young people. In this context, it is always important for us 
to critically examine our role as artists, educators, or collaborators 
in order to open up a space in our work that allows participants to 
make their concerns and ideas heard. 

In search of ideas for a project for children and young people in 
public places and building courtyards, in 2014 we developed a mo-
bile puppet theater workshop with a large stage tent. For this project 
we chose the title Die Katzen, die den Weltuntergang verschlafen ha-
ben [The cats who slept through the end of the world], which came 
from the first play staged in one of our workshops. The children from 
the neighborhood developed their own stories in groups while also 
building puppets and painting stage decorations. After the rehears-
al, they invited their families, friends, and anyone from the neighbor-
hood who was interested to attend the theater performance. The 
mobile stage was first used in the area around the abandoned build-
ing of the former Diesterweg-Gymnasium in Wedding. Some of the 
stories produced by participants, such as “Das Mädchen aus dem 
Baumhaus” [The girl from the tree house] or “Die verschwundene 
Ziege” [The goat who vanished] were later included in the docu-
mentation of the project.3 We understood this environment in public 
space as a “collective storytelling machine”—a stage for the neigh-
borhood that children and young people could use in their daily 
lives for their own purposes as well as a project focused on working 
together rather than producing a representative result. Since then, 
the stage has continued to develop through many transformations. 
It has become a construction site theater, a summer theater, and a 
performance project in the Städtische Galerie im Lenbachhaus in 
Munich; in addition, we regularly traveled with it to youth art spaces, 
parks, and a communal accommodation facility for refugees. In all 
these situations, the question of cooperation arose again and again. 
How can we motivate all participants to work together? How can 
they be equally involved in making crucial decisions for the produc-
tion? How is it possible to develop a collective story?

3 Documentation of the 
project, available online at 
http://www.reuter-gass.de/
media/pdf/cats.pdf
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Grandpa is transformed. 

Grandpa: Oh, I feel much better. 
L:  Thank you Fox, you are very kind! 
  Will you come home with us?  
Fox:  Yes. 
L:  Good, then come with us!

Let’s imagine that our educational system has a cough and is suffer-
ing from stomachaches. The school, as the quintessential educa-
tional institution, is showing symptoms that point to its limitations as 
a place of learning that often still finds it difficult to open its modes 
of access. We have used this scenario to develop our collaborative 
work as a counterproject. For us, art offers a key—to establishing 
other contexts, to enabling the participation of children and young 
people, to exploring something pluralistically, critical of institutions, 
and in new contexts. 

March 2020

Scene 3: At the hospital. Grandpa and doctor.
 
Doctor:  You are dying. 
Grandpa: Oh, no. Coughs. I don’t want to die.
 
Enter L and T. 

L and T:  Grandpa! Grandpa, come quickly, come with us! 
  There’s someone who can help you! 
Grandpa: Really? 
L:  Yes.

In conceiving this story, all participants brought together their ideas 
and concerns. This required us to constantly translate on several 
levels—between different age groups and languages. We were thus 
able to initiate processes generating stories that were quite unique 
while also reflecting everyone. This consensus became stronger 
as the production progressed in developing its own momentum 
through the communicative processes for the construction of the 
theater puppets and decorations. The exhibition space functioned 
as both a production and presentation site. 

During the rehearsals, the participants defined how they would 
work with the stage. Their bodies could not be seen, while their  
voices could be heard. The mobile puppet stood between the play-
ers and the spectators, establishing a distance that protected the 
players from being exposed to the audience. Everyone was never- 
theless integrated into the group of players through a shared re-
sponsibility for the success of the performance. The protected 
space for public speaking and action that this created offered the 
participants a space for stepping-into-appearance.

During the performance, light projections cast shadows from 
the puppets onto the artworks on the walls of the exhibition exp. 1: 
The Bones of the World. The exhibition thus became not only a pro-
jection screen for the stories, but also an actor in the moment of the 
presentation itself. 

4. Scene: In the forest. L, T, Grandpa, and the Fox. 

L:  We’ve brought our grandpa, he’s sick. 
  Can you make him better? 
Fox:  Yes. Now he should be five years younger 
  and healthy! 



Geschichten in Bewegung II:
Hoch hinaus [Stories in
Motion II: Flying High], Work-
shop with Mirja Reuter and
Florian Gass, 11th Berlin
Biennale c/o ExRotaprint,
22.–24.6.2020

Geschichten in Bewegung 
[Stories in Motion],
Workshop with Mirja Reuter
and Florian Gass, 11th Berlin
Biennale c/o ExRotaprint,
23.10./30.10.2019
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nation, or paternalism. Most people in need or dependent on care 
simply do not have the energy, financial resources, or connections 
to skilled lawyers required to fight against discrimination and claim 
their rights. According to Christoph Kranich, who worked at the Ge-
sundheitsladen Hamburg up until the mid-1990s, “Health is always 
personal. Compare it to the environmental movement for exam-
ple: The environment is external; illness concerns the self. I am sick. 
There aren’t those clearly defined structures to address; it is not 
the environment or the working class. The external antagonist is 
hard to identify. That’s why there aren’t many self-help groups with 
political agendas. You can defend yourself against poor treatment 
in the hospital. But as a rule, most people who are affected are not 
only sick, but have also been harmed. And people who have been 
harmed by poor treatment in the healthcare system are also often 
isolated. It is rare that enough people are concerned that they can 
exert political pressure.”3

To speak from a place of dependence and need when we an-
alyze the healthcare system politically should not be the excep-
tion. As users of healthcare services, we must demand our right 
to be treated respectfully and free from discrimination, and to be 
acknowledged in full with our identities, personal histories, and 
self-perceptions 

Think for a moment about what would have helped you to go/live 
through crises. What kinds of environment, people, places, and ac-
tions could have better supported you? You are welcome to think of 
anything—any ideal, nurturing environment. There is no need to be 
realistic here. 

Though Julia Bonn and I—both able-bodied white people and par-
ents—work together today as Feminist Health Care Research Group, 
much of our methodology had already fallen into place during our 
first two meetings. Along with collecting publications, self-help 
books, manuals, and guidebooks from second-wave feminism and 
the health movement as well as self-published zines, we learned 
from visiting existing initiatives that had established alternatives to 
the healthcare system: radical counseling centers, feminist ther-
apy groups, doctors’ collectives, autonomous clinics, and health 
centers. 

During one of our first visits to the Feministisches Frauen  
Gesundheits Zentrum (FFGZ) [Feminist Health Center for Women 
(FFGZ)], an employee provided us with an overview of the  coun-
seling topics the FFGZ offers. We suddenly realized that all of us— 
mainly female-identifying cultural workers—had at one time or an-
other been affected by the health issues they addressed, but we  

3  Christoph Kranich 
interviewed in Practices of 
Radical Health Care:  
Materials of the Health 
Movement of the seventies 
and eighties, Feminist 
Health Care Research 
Group, 2019.

What Has Helped You in Crises Before? 

When we visited the Antipsychiatrische Beratungsstelle [Antipsy-
chiatric Information Center] in Berlin for the first time in 2015,1 we 
learned about the work of Weglaufhaus [Runaway House], a villa in 
Berlin that houses an antipsychiatric retreat for people in acute cri-
ses. Living through such crises at Weglaufhaus takes place without 
violence, obligatory therapeutic intervention, or rigid schedules. In-
stead, their approach departs from antipsychiatric principles based 
on the question What Has Helped You in Crises Before? which fore-
grounds the knowledge people have gathered in the course of their 
lives and acknowledges their individual emotional histories. During 
our formative period as the Feminist Health Care Research Group, 
we found it instructive to ask such questions, as we endeavored to 
shape a collective research practice around healthcare within the 
art field. We had to empower ourselves, as laypeople, to engage 
with an overwhelming and intimidating healthcare complex despite 
our lack of knowledge of medical issues. We began by drawing 
upon our own experiences and memories, recalling times when we 
had been sick; when we had cared for friends or family members; 
when we had felt helpless or about to lose control.

Try to think back to the crises you have experienced in your life: What 
crises have you gone through? When did it or they occur? How did 
you feel? How did you behave? What were your main questions and 
concerns during this time? How did this crisis affect your relation-
ships; your feelings of belonging and connection?2

We engaged in conversation circles, one-on-one exchanges, and 
associative writing exercises in order to gradually perceive our en-
counters with the healthcare system as moments charged with poli- 
tical meaning. 

At the center of the Feminist Health Care Research Group’s 
work lay the most basic of feminist principles: to understand, by 
sharing our experiences, that we were not alone during those mo-
ments of feeling intimidated, frustrated, or humiliated when our 
needs are neglected. Particularly when it comes to healthcare, we 
often lack the strength to push back when we feel misunderstood 
or are subjected to wrong treatment, medical violence, discrimi-

Feminist Health Care 
Research Group
(Inga Zimprich / 

Julia Bonn)

1   That year, the Feminist 
Health Care Research Group 
held two initial meetings—
Turning Illness Into Weapon 
(Flutgraben e.V., Berlin) and 
Sick Leave (District Berlin)—
as a larger constellation of 
participants that included 
Julia Bonn, Julia Entner, Emilia 
Muller-Ginorio, Ise Gross,  
Ingela Johansson, Alice Münch, 
Feli Reuschling, Isabella 
Schiele, Tijana Stevanovic, and 
Inga Zimprich. From 2016 to 
2018 Julia Bonn, Alice Münch, 
and Inga Zimprich worked 
together as a Berlin-based 
research group.
2  This and the following 
questions are excerpts from 
a self-enquiry that we used  
in our workshop Encountering 
Each Other in Crises in the 
frame of exp. 2: Virginia de 
Medeiros – Feminist Health 
Care Research Group,  
11th Berlin Biennale c/o ExRo-
taprint, reprinted in our zine  
Being in Crises Together, 2020.
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Radical Health Care: Between Archive and Practice,  
11th Berlin Biennale c/o ExRotaprint, 6.12.2019 (above) and  
Feminist Health Care Research Group (Inga Zimprich /Julia 
Bonn), Encountering Each Other in Crisis, 11th Berlin Biennale  
c/o ExRotaprint, 7.12.2019 (right)
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offers workshops and counseling on reproductive rights by and for 
refugee women and whose work reveals the German healthcare 
system’s neglect of refugees’ rights and needs. In the rooms of the 
Verein zum Schutz vor psychiatrischer Gewalt (Association for Pro-
tection from Psychiatric Violence) Kim Wichera, who is working 
at Weglaufhaus, reminded us, “Political activism is not only about 
fighting. It is also about creating structures and spaces for ourselves 
and others to be who and how we are without violence.”5 

We hope that the work and situations created by Feminist 
Health Care Research Group remind us that our wish to remain in 
the field of art requires a common effort—through our demands, 
positioning, and political acts, all of which help determine the con-
ditions in which we are able to meet one another.

August 2020

5 Kim Wichera inter-
viewed in Being in Crises 
Together,  Feminist Health 
Care Research Group, 2020.

had never dedicated the time to sharing these experiences with 
one another and openly showing how we’d been affected. Not only 
had we never created the space to attend to our emotional and 
physical wellbeing, and to our health and our care obligations, we 
had deprived ourselves of the possibility of supporting each other. 
In fact, we had confined ourselves to feelings of isolation and indi-
vidual struggle while also cutting ourselves off from networks of 
support and information that each one of us is able to contribute in 
relations of mutual care. 

When we gave our first workshops, we were astonished by the 
demand for spaces where we feel fully welcomed and where our 
needs and vulnerability are acknowledged. It is especially uncom-
mon within the field of art to quickly establish frameworks of trust 
and mutual care, since its structures of power are usually covert 
and untransparent. However, giving space to each other and recog-
nizing that we all suffer equally from an atmosphere of mistrust and 
rivalry helps us to actually break those patterns. It is such a relief 
to openly share the crises we are struggling with—to stop shaming 
others and ourselves for not coping with ableist production modes 
and to stop hiding our exhaustion from one another. 

Listening/Sharing Exercise 

This practice is about offering each other full attention by actively lis-
tening to others. Form groups of two or three and agree on a set dura-
tion of time (five minutes is a good interval to start with) that each one 
is given to share what comes to mind. (It is helpful that one member 
of the group keep track of the time, by setting a timer for instance.) 
During the allotted time, one person will share while the others listen 
attentively without interruption, comment, or judgment. The speaker 
does not have to speak for the entire duration; there can be breaks 
and silences. How does it feel to take up space? How does it feel to 
be given this time to speak without being interrupted? How does the 
full attention of others make you feel? Those listening can pay atten-
tion to the way they listen. Are you listening with your ears, with your 
senses, with your whole body? Which emotions, physical reactions, 
and sensations occur when you actively listen? When you are not 
busy coming up with responses and comments, what kind of space 
for listening do you have? How does this exercise influence your per-
ception of others? 3

During exp. 2, we gathered a small informal group that conducted  
a series of visits together in order to learn about GLADT e. V.’s coun-
seling service by and for BIPoC queers and the challenges access-
ing non-racist therapeutic support,4 as well as Space2GroW, which 

3 We have used this method 
in different workshops. We 
believe it resonates with the 
concept of “active listening” as 
described by Claudia Firth  
and Lucia Farinati in their book 
The Force of Listening. This 
kind of “active listening” is 
also being practiced in F.O.R.T. 
Groups (Women* Organize 
Radical Therapy).
4 GLADT e. V. has pub-
lished a series of interviews  
with clients who speak  
up about the difficulty of 
accessing appropriate  
and supportive therapeutic 
aid in Germany. Online at: 
https://bit.ly/3ejbSHy
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how to move an arche

What happens when a people are robbed of their memory? And 
what happens when a people are forced into a state of ahistoricity? 
A. Sivanandian, an Eelam Tamil writer and activist, was convinced 
that it would lead to the death of a community, the end of their col-
lective being. This is a feeling many stateless people share. How 
then can concerned groups resist such processes of erasure, dis-
placement, and dehistorization? How are they able to create spaces 
within a world that stifles their struggles for spatial existence? And 
how do you write history out of a state of ahistoricity, a lack of sover-
eignty; from the periphery? These are some of the themes the exhi-
bition how to move an arche, which was part of exp. 3: Affect Archives.  
Sinthujan Varatharajah – Osías Yanov at ExRotaprint, explored earlier 
this year. The exhibition centered a stateless people—a people who 
are deprived of the right to land, life, and a future as well as a past 
and are therefore also deprived of a history widely acknowledged 
as such. 

how to move an arche opened its doors on February 22, 2020. It 
allowed visitors to go back in time to the divided city of Berlin of the 

Sinthujan 
Varatharajah

Sinthujan Varatharajah, how to move an arche, Installation 
view, 11th Berlin Biennale c/o ExRotaprint, 22.2.–2.5.2020, 
extended until 25.7.2020
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As part of this shift toward the digital realm, I took over the Berlin 
Biennale’s Instagram account in mid-April 2020. I used this digital 
space to create a series called fleeting geographies that built upon 
the stories narrated within the public exhibition and intertwined 
existing and new archival research. To this end, I combined video 
clips and photographs with prose and voices. These were meant to 
provide new forms of narrating modern Eelam Tamil history through 
its many struggles, silences, and voids. The clips were curated over 
seven days on the Biennale’s Instagram account, where they re-
main part of the curatorial feed. These efforts made it at least partly 
possible to temporarily function without a physical space and more 
adequately speak to the transnational realities of a dispersed and 
exiled people.

The early closure of the exhibition ultimately allowed for its ex-
tension with the new closing date announced as July 25, 2020. In late 
May 2020, the doors of ExRotaprint were finally reopened again in 
accordance with new Covid-19 measures, which regulated the num-
ber of visitors granted entry to the space and impacted some of the 
exhibition’s technical features, particularly the listening experiences. 
Nonetheless, there was a steady rise of visitors following the reopen-
ing. 

Despite many pandemic-related complications, the exhibition 
stayed open for several months, enabling us to explore Berlin as 
an Eelam Tamil city. It allowed visitors to understand how the divi- 
ded city shaped the complex history of exile of Eelam Tamils, and 
how they as a people shaped the city. The archive was indeed a living  

1980s. During this historic period, the city became a focal point for 
Eelam Tamil flight movements, a type of loophole that allowed them 
to cross into the West. The exhibition led visitors through the city 
from the perspective of Eelam Tamil refugees who realized these 
border crossings. In doing so, the archive on display revealed previ-
ously invisible meanings of important infrastructural points within 
the city. This enabled a critical interrogation into Germany’s history 
of partition as well as the two German states’ particular asylum poli-
cies. The archive’s point of view allowed us to read the city through a 
suppressed, almost forgotten perspective and to critically confront 
dominant memorial practices, here and elsewhere.

Unfortunately the archive’s doors were only able to stay open 
for a short time. With the Berlin Senate’s closure of all public cul- 
tural institutions in response to the Covid-19 pandemic, the 11th  
Berlin Biennale was forced to close ExRotaprint’s doors for an inde-
terminate period. Planned workshops with schools from the district, 
pupils from the local Eelam Tamil school, and elderly Eelam Tamil  
community members had to be postponed. Visits by groups of Eelam 
Tamil students, political activists, as well as concerned people from 
other parts of the country or abroad had to be cancelled. The exhi-
bition faced new challenges. This physical space that was particu-
larly rare and meaningful for a people without land and institutional 
recognition suddenly became inaccessible. Its closure necessitated 
that we revive the space by transforming it into a living, evolving one. 
It forced us to return to the place from which the exhibition had em-
barked: a digital, transnational space.
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space that fought against attempts to fetishize or heroicize. Its prem-
ise was to not turn a living people and a living history into a museum 
but to illustrate this very history as part of our present. It also showed 
that a people’s history does not come to an end with their persecu-
tion and resulting displacement; exile, a state of permanent tempo-
rality, is not an ahistoric place or condition. In other words, history is 
continuously being written, even in exile. Likewise, Eelam, their con-
tested homeland, continues to live on even outside of official recog-
nition, within the German capital and elsewhere. 

August 2020

Sinthujan Varatharajah, 
fleeting geographies, Instagram 
screenshots, 2020
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more works of art than they had found when they arrived. “The mu-
seum is sooo cool! When are we coming back?”

You can best reach us when we are closed.

Alone in the Museum

As a child, I was very gregarious and outgoing and found the idea of 
walking around alone somewhere exciting. All alone—without adults 
and without rules. It didn’t matter if it was in a department store, 
train station, or museum. The idea of exploring places unobserved, 
of touching and discovering new things, always fascinated me. 

On Tuesdays, KW is closed to visitors. The lights are off, every-
thing is quiet, and the windows and doors have been shut. Now the 
works can sleep late, have breakfast undisturbed, and finally chat in 
peace about the events of the past week. 

Today, I’m a grown-up and I work in a museum. I can pass 
through doors that visitors usually don’t even notice, and take short-
cuts through dark corridors and narrow curved staircases that turn 
this building into an adventure playground. It would be a pity not to 
share this joy … 

Bang! They were here! A fourth-grade class from the Brüder- 
Grimm-Grundschule full of noisy, interested kids running around 
in the courtyard between walnut trees and metal chairs, waiting 
joyously for their all-day excursion. One whole day as VIPs—with 
a chance to fool around in peace while learning, without any other 
visitors or stern looks and whispers. We lay down on the linoleum 
floor between works of art, closed our eyes, and imagined what a 
museum might be. What would it look like if we could design it our-
selves? What belongs inside? How do all the different objects in a 
museum feel when we are allowed to take them in our hands? We 
all had so many ideas. 

I had prepared a small set of exercises, inspired by the Truly 
Yours kit and the SIRIBOX experiments created by the Jugendgre-
mium Schattenmuseum. The aim was to create a playful approach 
to space, the various works, and one’s own body. The students were 
given a small 11th Berlin Biennale bag with materials to use. All we 
needed was a writing pad, some crayons, and ourselves. Undis-
turbed, everyone ran through the rooms singing and dancing. Cur-
tains were drawn back and videos and lights were turned on for us. 
There was no need to explain anything to the children, with their 
sparkling eyes, because they found their own way of approaching 
the works and the museum. They did breakdances to imitate the fig-
ures in the paintings, and they added their own drawings and stories 
to the museum’s installations.

We were immersed in ideas, wishes, and suggestions. We found 
so many ways to talk, and when words were not enough, the chil-
dren used their bodies and created their own performances. These 
small, excited visitors quickly became great artists, transforming a 
closed exhibition into a palace—a palace they left behind with far 

Isra Abdou

School children visiting  
the exhibition, KW Institute 
for Contemporary Art, 
September 2020



42 43

City Dialogues: Şipşak Druck

I wish that this crack would come as a lightning bolt, splitting insti-
tutions wide open so that light pours in. I wish for a future where art 
exhibitions, especially those that are publicly funded, not be exclu-
sive events that uphold power structures.

Perhaps a dialogue is a moment of interaction where the out-
come is unknown? Things can go wrong; the dynamics are not con-
trolled. On October 17, 2020, without previous announcements or 
invitations, we set up two homemade screen-printing tables on the 
edge of Oranienplatz in Kreuzberg. We intended a dialogue with 
the city.

Şipşak Druck lurched into life, with children quickly taking owner- 
ship, painting everywhere, pulling out string to tie between the trees, 
ready to exhibit. Fifteen children, one grandmother, mothers, cu-
rious onlookers, hand sanitizers—hands and screens. The images 
were hung up, torn down, and hung up again. 

The first prints were met with joyful cries of exclamation as pic-
tures of hands reaching out, a football, and the sun were revealed. 
Images by invited 11th Berlin Biennale artists—Serigrafistas queer /
Mariela Scafati, Cansu Çakar, Edgar Calel—were layered one on top 
of another, mixing with the fingerprints of children.

This biennial is about bodies coming together and creating soli-
darity. In this mediation experience, we wanted to open up a space 
for collective creation and destruction by stepping outside of the 
institution into horizontal learning. 

Rüzgâr Buşki and 
Hannah Kirmes-Daly

City Dialogues, Şipşak 
Druck with Rüzgâr Buşki 
and Hannah Kirmes-Daly, 
Oranienplatz, October 2020
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City Dialogues, Şipşak Druck 
with Rüzgâr Buşki and Hannah 
Kirmes-Daly, Oranienplatz, 
October 2020
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new podcasts increase knowledge and open new perspectives, 
while the kit invites the audience to analogically interact with artis-
tic practice. 

Truly Yours

What changes for cultural institutions and events such as art exhibi-
tions when visitors can no longer participate fully and physical dis-
tance is the new norm? The corona pandemic has limited access to 
art institutions and radically changed conditions so that the entire 
collective experience is becoming lost. Essential elements of art 
mediation, such as providing a space for discussion and personal 
exchange, require new strategies. Although online platforms have 
become a crucial resource for institutions to efficiently disseminate 
content, we were more interested in the possibility of generating 
knowledge together without being online, and focused on tools to 
use inside and outside of the 11th Berlin Biennale.

The kit Truly Yours understood the 11th Berlin Biennale as a 
vessel for an expanded area of discussion. Composed of different 
cards, a notebook, and a pencil, the kit approaches topics like ritu-
al, memory, identity, imagination, conflict, institutional critique, col-
lectivity, and displacement. A set of fourteen exercises stimulate 
reflection and debate inspired by art mediation practice, and pro-
pose activities in different mediums, including drawing, writing, en-
gaging with body language, and using mobile phones. The material 
has been designed in a flexible way: it can be used individually or 
collectively in all the venues of the biennale, and even outside of 
the exhibition. Additionally, the cards are intended to be activated 
in other exhibitions, since their topics and actions are far-reaching 
and timely, and can even be used in public space—for example, in 
public transportation or parks.

Art mediation can create unusual situations for dialogue and 
can also include everyday questions and local issues; possibilities 
of encouraging dialogues based on art can be further expanded. 
Toolkits are nothing new to museum education, as they are used to 
reach out to specific publics like students, teachers, or families. This 
format generates experiences that can be shared with others, al-
lowing visitors to spend focused, creative, and playful time with art-
works. Through material design by mediators, it is also possible for 
visitors to approach the artworks with questions elaborated differ-
ently from the curatorial perspective, fostering cultural participation 
and making aesthetic encounters seem a bit more comprehensible.

More than an invitation to be activated, share opinions, and en-
gage with art, Truly Yours wishes to act like a letter written to visitors 
of the 11th Berlin Biennale by the mediation team. In these peculiar 
times, we are all longing for exchange and communication, and we 
search for inspiration on how to stay in touch with one another amid 
a pandemic that has severely altered everyday life. Museums and 
collections go online, dialogues and conferences are held remotely,  

Barbara Campaner 
and Viviane Tabach

Truly Yours kit
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Can you hear the cracks?  
Can you reveal yourself? 

Let your skin thin  
until it’s 
stripped and exposed  
unable to shield yourself  
from the cracks 

Cracking into 
transformation 
dissolving into vulnerability 
let the vulnerable voices pass through  
let them weaken you 
echoing 
crisp sounds 
of cracking 

dissolving into your vulnerability 

translating to  
real 
rage,  
resistance,  
solidarity, 
 … action! 1 The Crack Begins  

Within is the title of the 
epilogue of the 11th Berlin 
Biennale and references the 
work of the Egyptian poet 
Iman Mersal. See https://
11.berlinbiennale.de; and 
http://www.makhzin.org/
issues/feminisms/on-
motherhood-and-violence. 
2  Audre Lorde, “Poetry is 
Not a Luxury,” in Your  
Silence Will Not Protect 
You (London: Silverpress, 
2017), 9. 
3 bell hooks, “Eating  
the Other: Desire and 
Resistance,” in Black Looks: 
Race and Representation, 
(New York: Routledge, 2015). 

Cracking Into 

 
Is there vulnerability  
within the institution, 
the place where there is art 

Can we talk about  
the cracks within,1 
the cracks, 
you own, you hide 

The place where there is art:  
a white playground  
for resources of pleasure,  
consuming others,  
an archive of its past,  
a salty wound,  
hardly ever touched. 
 

“White fathers”2 

“Eating the others”3 

This is not the time to hide in a corner  
when all you have is space 

Art cannot relieve you  
the vulnerable voices  
the “beautiful” struggle  
is not here to relieve you  
from  
the cracks within 

In between a web of complicity  
of white imaginations 
eyes wide shut, 
looking the other way 

Samira 
Ghoualmia 
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Goldstein’s hometown, in what is today Belarus, when I stand and re-
cite the words of this poem out loud, in Yiddish, the native language 
of the people who used to live here, it is an act of empowerment and 
of reclaiming my own herstory. It is an act of resistance against the 
racist nation-state but also against power structures that continue 
silencing the voiceless today.

Excerpt from “Tzu Mayn Falk” [To My People] by Rosa Goldstein,
from Yidishe Dikhterins [Yiddish Women Poets] (Chicago: M. Stein, 
1928).

Ikh Hob Dikh Derkent              

KW Institute for Contemporary Art is located in a neighborhood pre-
viously known as the Scheunenviertel (Barn Quarter). In the eigh-
teenth century, German Jews without homes of their own were or-
dered to leave the city, so they relocated to the barns located on its 
outskirts. In the nineteenth century, the Scheunenviertel also pro-
vided a (temporary) place of refuge for Ashkenazi Jewish refugees 
fleeing pogroms in Eastern Europe.

The Nazi propaganda magazine Der Stürmer, founded in 1923, 
printed images of poor, religious people with dark skin and hair 
dressed in black in order to create a racist image of what it defined 
as the enemy of the so-called “pure German race.” Such images 
are conflated with the history of German Jews and the role of the 

“Hofjuden” [“court Jews”], responsible for the finances of the no-
bility and thus granted some (temporary) privileges of protection. 
Since Jewish people had few professions to choose from, some 
adopted this role, as pogroms and the exclusion of the Jewish popu- 
lation were frequent throughout German history. Images from Der  
Stürmer show greedy men with large noses stealing money and 
threatening innocent blond German girls. These antisemitic images 
are still familiar to us today and have also influenced the perception 
and racist image of other minority groups in European societies  
today. White supremacy forms the basis of this contemporary  
sociopolitical reality. 

The images we see upon entering the first station of the 11th Ber-
lin Biennale are a selection from the archive of Der Stürmer showing 
letters and images sent by ordinary Berlin citizens to the magazine. 
They comprise a work by the artist Christiane Meisner. The peo-
ple documented in those images are most likely the same people 
who lived in the Scheunenviertel slum. But those images remain 
silent: we only hear the voice of the perpetrator. The voice of resis-
tance begins in the main space of KW with the first of two works by 
Małgorzata Mirga-Tas, the granddaughter of Holocaust survivors 
from the Roma community, that address the politics of memory by 
reclaiming her own voice and that of her community—a community 
that is still the object of hate and violence even today.

The poem below was written in 1888 by Rosa Goldstein, a Yid-
dish poet born in 1870 in what is today Ukraine. I have not been 
able to find very much information about her. Reading her words 
out loud during my performative mediation on the very spot where 
people whose biographies similar to hers once lived gives a voice to 
what is missing in the archive on display.

For me, as a person inhabiting a Jewish body—whatever this 
means—and the granddaughter of someone born not far from  

Adi Liraz
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None of Us Have Been Here Before

A few weeks before the Biennale opened, I was picking the “threads” 
I would use to weave the story I wanted to tell. Trial, error, some suc-
cess, error, applause, start again. Time is not enough to lead people 
through it all in just one hour. But it’s not just the words (threads) 
you have to worry about or where you set the knot, it’s also about 
the tools. Never before was I more concerned about my voice. It was 
the first time I would lead a tour wearing a facemask. I spoke about 
this with a musician friend and he told me I should think of it as a 
performance. Let’s put it like this: I would weave this story on stage.

Wearing these masks has made people keep distance from 
each other in public space (even more so than before). We may bet-
ter describe our current times with an alternative image: every now 
and then, I think of these scenarios as a 2020 version of Venetian 
masquerades. Just shift the position of the mask to another part of 
the face. Extraordinary times call for reformulation and a sense of 
humor, because none of us have been here before.

Weeks go by and I get used to walking and talking with a mask 
on, while interacting with groups of curious visitors. I can only see 
half of their faces, but I can hear their voices. I find myself under-
standing much more about the artworks—discovering connections 
(knots) through the visitors’ eyes that I hadn’t seen before. Suddenly 
I feel ready; I want to perform all the time.

Alexia 
Manzano
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Knitting a poem

弗雷, Intymny, meditativ
while I was walking in Kreuzberg
Con un encanto ancestral
Hat meinen Blick auf Textilien verändert
Kolorowe pomysly!

Frei, intim, 冥想的
Als ich unterwegs in Kreuzberg war
Al dejar fluir la imaginación
Und gemeinsamen mit anderen Menschen
Mis manos crearon la diadema de fuego
我给自己做了一个手包
kolorowi ludzie!

Free, 亲密, Medytacyjny 
我是在Kreuzberg
Cuestionando la indumentaria 
Neues mit Altem verbinden
I receive in my body the soft strength
Y el poder que ella puede conferirnos
ciekawe!

Libre, intimo, meditativo
Tejimos hermandad en Kreuzberg
Jugamos a trenzar armaduras suaves
Para cuerpos en resistencia
Das gemeinsame Tun verbindet uns
Neues mit Altem verbinden wie weitergehen ins Unendliche, 
in alles Mögliche
Das Verknoten ist wie das Jetzt festhalten

viele Menschen!
viele Ideen!

Poem by Carla Romero based on texts by participants: 
Riako, Franziska, Natalia, Valeria, Tonni, and Leo

City Dialogue: It’s Knot Art 

It’s Knot Art was a workshop-performance conceived and con- 
ducted by Carla Romero and Riako Napitupulu in the context of  
the City Dialogues format on September 20 and October 31, 2020 
at Oranienplatz, Kreuzberg. 

Inspired by some artists from the 11th Berlin Biennale who use 
their bodies as a form of both resistance and congregation, we de-
cided to occupy public space with our fabrics and knit sisterhood 
with sisters we had yet to meet. We weaved all kinds of soft armors 
for dissident bodies and learned that we don’t need much to feel 
togetherness in these strange times and that we share a common 
language that is called solidarity.  

Riako Napitupulu 
and Carla Romero

City Dialogues with 
Riako Napitupulu and 
Carla Romero, Oranienplatz, 
September 2020
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When Was the Last Time You Changed Your Mind?
Focus Tour Experience

Is it possible to practice listening when we have extreme points of 
view? Sometimes a discussion about politics, religion, gender, and 
social and economic issues generates polarization, separating us 
more than uniting us. How can we learn from each other in a respect-
ful way? When was the last time you changed your mind? Did some-
one influence your perspective? What was your opinion before, and 
what is it now? How do you see both sides? This set of questions 
written on a card is part of the kit Truly Yours, the educational mate-
rial for adults developed for the 11th Berlin Biennale. The card also 
includes a proposal to share a memory related to this theme with 
another person, or in a group, and identify topics within the exhibi-
tion that the reader considers sensitive in order to open up a dis-
cussion based on diverse viewpoints. This card was explored in the 
Focus Tour,1 but in a more empathetic manner. The structure, which 
was explained to the groups from the very beginning, consisted of 
three parts: the big group was allowed silent time to individually re-
flect upon the last time they had significantly changed their minds; 
it was then split into pairs and stories were exchanged; each of the 
participants portrayed their pairs’ personal stories in a first-person  
narrative to the whole group. What happens when you assume  
other people’s narrative as your own, by embodying the other? It  
was a consensus among the group that often after changing their 
minds, they felt ashamed of their former judgmental mentalities. 
This exercise aimed to increase trust among the participants by  
facilitating the creation of a safe space where by exposing their  
vulnerabilities they could better deal with their prejudices. In re-
sponse to the challenge of replacing physical and group experi-
ences, this format acted as a metaphor for the physical contact  
we lacked in the first place, bringing the body of the other into 
our own in a performative gesture that spontaneously expanded 
among the feeling of togetherness. The outcome is usually a sense 
of solidarity—one of the main concepts explored in the 11th Berlin 
Biennale—a chance to show empathy toward others. What happens 
when we apply this exercise in different contexts?

1   The focus tours com-
prised one of the segments 
developed by the mediation 
team and consisted of a 
group reflection on topics as 
well as a view of a thematic 
selection of artworks presen-
ted in the venues, which was 
also suitable for visitors who  
had previously seen the 
exhibition.

Viviane 
Tabach

Material from Viviane  
Tabach‘s focus tour  
When was the last time you 
changed your mind?
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Soundwalking the 11th Berlin Biennale

Exhibition soundscapes are usually noisy environments with unique 
acoustic qualities. Artworks bleed into one another and blend with 
voices, footsteps, echoes, coughs, and laughter. As art mediators, 
we develop strategies to cope with and make use of these con-
ditions—for example, by utilizing quieter spots within exhibitions 
for discussions or adjusting our speech to the volume of the other 
sounds in the room. 

This exhibition was different. Most artworks with sound were 
experienced with earphones triggered by an infrared device, result-
ing in individual, rather than communal, sound spaces for visitors. 
Instead of an acoustic dramaturgy of approaching an artwork that 
is audible from far away, we are confronted with perfectly mastered 
soundtracks that begin and end at the very moment we turn to or 
away from the work. Without headphones it is quiet. This listening 
experience reflects the situation resulting from the pandemic. The 
quiet acoustic fingerprint of the exhibition is a document of a spe- 
cific time, the result of an accumulation of several strategies to 
cope with a global threat. The soundscape of the 11th Berlin Bien-
nale reflects many of the decisions made in response to this new 
reality. 

This transformed soundscape may have influenced the behav-
ior of visitors. An exhibition guard at KW told me that many visitors 
refrained from asking him questions about the exhibition, which is 
perhaps a result of visitors being immersed in their own acoustic 
spaces. Like the pandemic, the shared act of experiencing a sound-
scape is replaced with shared isolation. But we also experience the 
sound more closely and directly, which produces a more immer-
sive experience for spectators. In Andrés Pereira Paz’s installation in 
Gropius Bau, we experience a harsh break in the sound as we move 
from the dense soundtrack of Mapa Teatro in the previous room to 
the song and heartbeat of the Guajojó bird. The experience of the 
sudden change in soundtrack is reinforced when we enter the (pre-
viously hidden) portion of Mapa Teatro’s installation, only accessible 
through Paz’s work, into another soundtrack, and then return to the 
Guajojó’s territory as we make our way back. Had both pieces emit-
ted sound in the room rather than through headphones, they would 
have interfered with each other. A notable exception to this dyna- 
mic is Carlos Motta’s piece, which emits Gabriel Fauré’s Requiem 
into the antichurch at KW. Intensifying the ecclesiastic atmosphere, 
the music invites spectators to remove their headphones and listen 
as it resonates throughout the room. These acoustic conditions 
present opportunities for art mediators to engage with the various 
physical and communicative resonances to the current situation. 

Joshua 
Weitzel
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Weaving Solidarity 

An integral part of this edition of the Biennale is the exchange pro-
gram. What do you mean by “exchange”? 

Duygu Örs: The idea of “exchange” is basically a holistic approach 
to a public program that understands and acknowledges that there 
are different publics with different needs, experiences, and wishes.  
What often happens in the context of a museal setting is that there 
is a hierarchy between an event program for the public and an edu- 
cational program for everybody else that seems to not be con- 
sidered part of the public. These two programs comprise different 
notions of and approaches toward knowledge, experience, educa-
tion, mediation, and enjoyment. Who is considered to be in need of 
education; whose knowledge is valid; who has experience in museal 
spaces; who “has to” acquire experiences and toward which aim? 
With these and many other questions in mind, the exchange pro-
gram endeavored to find practices of engaging with different pub-
lics and facilitating moments of encounter and exchange. 

Renata Cervetto: In other words, we understand “exchange” as 
a dynamic and attitude toward ways of communicating within a  
cultural-institutional framework. It is a horizontal form of communi-
cation that considers participants’ input in equal parts. This is why 
we decided not to organize the programs around age groups but 
rather to provide a platform for intergenerational learning and de-
bate. Also, an exchange can be quite informal: it doesn’t necessarily 
happen within a proposed time. While working at ExRotaprint over 
the course of the experiences, we enjoyed many spontaneous en-
counters with visitors, which also created opportunities to mediate 
the content on display.
 
Could you describe the process of developing the exchange pro-
gram?

DÖ: The program included a variety of formats, all of equal signifi- 
cance: from artist talks to workshops, to public and focus tours, ar-
tistic performances, specific city dialogues, and many more. On 
formats that have an explicit mediation and outreach approach, 

A Conversation 
with Renata Cervetto 
and Duygu Örs
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the exhibition look like, how could we still come together? Every-
thing, especially the mediation projects of exchange, had to be  
rethought, but how do you rethink something when you’ve never  
experienced a situation like this before? This process required a lot 
of teamwork beyond existing departments: from hygiene concepts 
to crowd management, it was a joint effort. But with all the measures 
that had to be taken, we realized that the exhibition spaces would 
become even more exclusive than they were already. Possible visi- 
tor numbers became smaller: for a visit you would have to reserve 
a timeslot when purchasing an online ticket. This meant that visi- 
ting the exhibition with groups had to be planned and calculated 
very precisely. All of this preplanning creates a certain atmosphere, 
which for some publics with few or no exhibition experiences is an 
extra barrier. To address this, we thought of ways to take the exhi- 
bition—its topics, aesthetics—outside. Rüzgâr Buşki and Hannah  
Kirmes-Daly, for example, set up their Şipşak Druck, a mobile silk 
print station, in a public park, with motifs by artists like Cansu  
Çakar, Edgar Calel, Serigrafistas queer/Mariela Scafati, and Rüzgâr 
Buşki himself. This happened unannounced, as biennial channels 
would have only reached certain publics; this mediation moment 
was for passersby who perhaps wouldn’t normally attend a work-
shop or visit the exhibition. With Adi Liraz and Riako Napitupulu,  
we worked on movement and memory, in a public park, with chil-
dren of the Wedding-Schule. Projects like these displaced the  
Berlin Biennale from its stationary rooms and opened its themes 
up to engagement with a broader public in places where they  
probably felt more at ease. We also thought about ways of self- 
mediating within the exhibition: for example, through a set of ques-
tions prepared by Barbara Campaner and Viviane Tabach that  
extend the exhibition space and the information provided within it.  
In general, we attempted to use the situation created by the pan-
demic as an opportunity to critically reconsider ways of engag-
ing different publics by trying out some new formats that could be  
further developed. 

What did it mean to expand from ExRotaprint to the three other ven-
ues that opened in September 2020? Which kind of public have you 
engaged with? Do you feel the 11th Berlin Biennale has been able to 
create a different kind of public?

RC: The expansion to four venues had always been planned; we 
knew that beginning the Biennale earlier by opening ExRotaprint 
would require much more work and additional resources. The un-
certainty that came with the coronavirus was an additional strain 
on the team, but it also brought some positive unexpected turns. 

we—Isra Abdou, Renata Cervetto, Laureline van den Heuvel, and I—
devised a loose framework that was later adapted during the lock-
down. The approach and vision of the program stayed the same, but 
we had to adjust to the new reality by thinking of new modes of en-
counter and exchange that would allow us to safely be together in 
many different settings. The team of ten mediators filled this frame-
work, individually and collectively, with concrete ideas. The program 
took shape around their different backgrounds of practices and in-
terests. We also had guests, such as the Jugendgremium Schatten-
museum or the young art historian Jeanne-Ange Megouem Wagne, 
who expanded the program with their contributions.

RC: Besides leading guided tours, they were free to propose work-
shops according to their interests and backgrounds. Many of them 
also collaborated with one another, and the results were amazing. 
Most of the activities and projects we developed required that visi- 
tors be especially engaged. The smaller groups resulting from the 
pandemic offered the possibility for deeper, more focused conver-
sations. Rather than dealing with large audiences of silent visitors, 
we were given the opportunity to engage with those five or six peo-
ple who organized their visits in advance and were looking forward 
to having a more personal experience. This completely modifies 
one conventional manner of approaching “educational” activities, 
which are generally considered successful when many people pur-
chase a ticket to attend. This new situation has shown us that this 
particular definition of success is completely superficial, as smaller 
groups work much better and offer the possibility of creating novel 
ways of learning and exchanging. In addition, all exchange programs 
were free, which was very important for us to be able to offer, espe-
cially during this strange time we’re living through now. 

In what way was the project affected by the outbreak of Covid-19 
in Berlin?

RC: The outbreak here in March caught us during a very intense 
work period; we had just opened the doors to exp. 3: Affect Archives. 
Sinthujan Varatharajah – Osías Yanov in ExRotaprint and were al-
ready immersed in the production process of the works and public 
program for the epilogue. All of this collapsed with the lockdown. 
We had to pause activities for a full three months without knowing 
what would happen. Ultimately, the entire public program had to be 
reconsidered.

DÖ: Yes, the lockdown brought a lot of uncertainty: would the 11th 
Berlin Biennale still happen, what would the experience of visiting 
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As mentioned before, it motivated us to make greater use of public 
space, where it is now safer to congregate than inside an exhibition 
space. This also provides the opportunity to recover something of 
what is happening inside (the exhibition) and transform it into some-
thing else. 

DÖ: All venues have their own dynamics—their own established  
visitors as well as their own non-visitors. Additionally, given that  
the Biennale is a nomadic, multivenue exhibition, it attracts certain  
publics but goes unnoticed by others. Prior to the epilogue, the 11th  
Berlin Biennale was based at ExRotaprint and was organized around 
three different experiences with various artists and programs. We 
could see that the program always engaged different publics—for 
example, Spanish, Portuguese or Tamil speakers—so it’s important 
to note that there were already varying dynamics and atmospheres 
even before the epilogue. But when it came to the neighborhood, 
which was always at the forefront of the curatorial concept, I don’t 
know if we managed a real engagement in that setting. With a pre-
dominantly English-speaking team, English-language program, a 
space with a doorbell, and concepts and goals largely unfamiliar 
to this particular neighborhood, how outreachable was all of this 
in a neighborhood comprised of people who mostly have no pre-
vious experience with art spaces? Who was this space for anyway, 
and why did it need to be here? For some of the mediation proj-
ects, we wrote letters that we hung on the entrances, made the for-
mats accessible for neighborhood children who could register on 
WhatsApp, or we picked up the children we knew directly from their 
homes. But when the space became a conventional exhibition ven-
ue, the dynamics changed. So, what about the few ties we built and 
maintained during, for example, installation periods? I think these 
are aspects that need to be further reflected upon.

RC: The question of how the audience is created—whether the insti- 
tution creates its public or the public shapes the institutional pro-
cess—is particularly relevant to our edition of the Berlin Biennale. 
Since the very beginning, we were surprised to see how many young 
Latin Americans attended our events. These groups were not the 
same that went to SAVVY Contemporary or other art spaces in Wed-
ding. After a few months, children from the neighborhood began 
coming to ExRotaprint to play or just hang out. They used our space 
in ways we hadn’t anticipated, as did the schoolchildren participat-
ing in workshops offered by Mirja Reuter and Florian Gass. Some 
of them later returned with their parents, which was also a nice  
surprise. The artists-in-residence and Berlin-based living archives 
we hosted during the experiences also brought their own networks 

and communities with them, and this instantly influenced the way 
the exhibitions were received and processed by the audience. 

With the arrival of the lockdown, we began engaging with many 
people who normally would not attend exhibitions or biennials. They 
approached our activities with curiosity, and engaged with them in 
very unique ways. Families, people spending time alone in the park, 
students—anyone who came was made to feel welcome. It was our 
intention to establish an ongoing dialogue with the city in order to 
build long-term relationships with our visitors and the surrounding 
communities. The pandemic, despite its tragic effects, has opened 
up other channels of communication that we are just now beginning 
to see and understand. 
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ts ThanksIn September 2019, the slow opening of the 11th Berlin Biennale for 

Contemporary Art began at ExRotaprint in Wedding with exp. 1: The 
Bones of the World and has unfolded as a process through a series 
of four lived experiences including exp. 2, exp. 3, and an epilogue. 
The latter, entitled The Crack Begins Within, opened in Septem-
ber 2020 in four Berlin venues, bringing these experiences together 
with artistic participation from around the world.

Accompanying these experiences is a series of booklets, each 
a small tool for the construction of a parallel route for navigating the 
11th Berlin Biennale. Every publication embodies a potential relation- 
ship to be sustained over time—with a viewer, a reader, a visitor. 
Shared Languages of Exchange compiles the voices of invited art-
ists and participants together with those of the mediation team 
that conceived and structured the public program of the 11th Berlin  
Biennale around the notion of “exchange” rather than education. 
It reflects upon the challenges and limitations of inclusive institu- 
tional engagement, especially in light of the additional barriers  
created by the pandemic situation.

María Berríos, 
Renata Cervetto, 
Lisette Lagnado,  

and Agustín 
Pérez Rubio,

curators

Nina Skuballa, the kids, and the entire team from  
“new way” Youth Center, Stiftung SPI; Sarah Inhoffen 
and the students from Hemingway-Schule;  
Schattenmuseum Jugendgremium [youth committee] 
and Zahraa Abdul-Hamid, Silke Ballath, Anja Scheffer, 
sideviews e.V.; Sebastian El-Rawas, Gerlind Schulte  
Berge, Nofretete Kawano, Robert Rank, and the stu-
dents from Brüder-Grimm-Grundschule; Katja Zeidler, 
Ralf Häusler, and Konrad Muchow, KW Institute for  
Contemporary Art; the 11th Berlin Biennale guard team; 
the security team of the 11th Berlin Biennale exhibition  
at Gropius Bau; Julia Moritz, Lennart Salek Nejad,  
Jennifer Sréter, Gropius Bau; Malte Roloff and the  
daadgalerie team; Neele Rother, Charlotte Zarba,  
Katja Schneider, and the students from Wedding-Schule;  
Emircan, Rasim, and Ahmet; Justin Kennedy and Emma 
Howes; Edgar Calel, Cansu Çakar, Serigrafistas queer; 
Roman Barkow, Edwige Baron, Friederike Dietrich,  
Kati Guhle, Alex Ostojski, Sabine Weier, and Sarah 
Wessel, 11th Berlin Biennale.
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The exchange program of the 11th Berlin Biennale for Contemporary Art  
endeavored to understand and acknowledge that there are diverse publics with 
different needs, experiences, and expectations. Exchange sought practices of  
engaging with these publics and facilitating moments of encounter—in the midst 
of a pandemic that necessitated imagining new forms of togetherness. The  
program encompassed a variety of formats, all of equal significance: from artist 
talks to workshops, public and focus tours, artistic performances, and city dia-
logues, among others.

Shared Languages of Exchange compiles approaches and methodologies of  
participating 11th Berlin Biennale artists as well as teachers, cultural agents, 
and art mediators, in order to address how thinking, communicating, and acting 
through art cannot be separated from artistic practice itself. 

With contributions by: Isra Abdou, Rüzgâr Buşki, Barbara Campaner, Renata  
Cervetto, Feminist Health Care Research Group (Inga Zimprich/Julia Bonn),  
Florian Gass, Samira Ghoualmia, Hannah Kirmes-Daly, Adi Liraz, Alexia Manzano, 
Carmen Mörsch, Riako Napitupulu, Duygu Örs, Mirja Reuter, Carla Romero  
(in collaboration with Riako, Franziska, Natalia, Valeria, Tonni, and Leo), Markus 
Schega, Viviane Tabach, Sinthujan Varatharajah, and Joshua Weitzel.


