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tool kit — Tools for
low-barrier
mediation work

tool kitis a publication which should be used. The publication
is like a tool kit. People who are engaged in barrier-free
mediation work should find suggestions and tools here that
they can use for their work.

The publication is digital and free of charge. In this way, as many
people as possible can use tool kit. The publication can be
downloaded from the Kunsthalle Osnabriick website. tool kit
can then be printed out on any printer, either in black and white
orin color. In avery simple orin a more elaborate version.

You can decide that yourself. There is a manual for both.

All texts are in plain German and plain English.
The publication tool kit exists as a barrier-free document.

We had the idea for tool kit in February 2022 at the event weekend
of the same name at the Kunsthalle Osnabriick. There we talked
with different people about barrier-free mediation work. We invited
some of the speakers to contribute to the tool kit publication.

We are very happy that so many people have contributed to tool kit.
And we hope that this tool kit can sometimes be helpful.

Laura Igelbrink, Vincent Schier and
the team of Kunsthalle Osnabriick
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. adjust size
black/white 24 sheets

print on one side only:
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You can print this file:
1. You need 24 sheets of A4 paper
and a printer.

2. print settings:

2.1. Page 1is the cover page, there is no back side.
You can print this page separately.
From page 2 the paper can be can be printed
on both sides.

2.2, Set: mirror on short side.

2.3. The size must be adjusted to the paper size.

[Your printer can not print on both sides?
No problem! You only need 48 sheets of paper. ]

3. If you want, you can cut the pages with the cross (€).

4. You can also print the cards on page 40-45
in color and cut them out.

5. Punch the paper on the left side of the short side.
The center is marked with aline.

6. You can organize everything together with a
staple strip, of course you can also just staple,
clip, glue.....

Have fun!
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If you want to print tool kit again,
you can find the file here:
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You can print this file:

1.you need 26 A4 sheets in different colors and a printer.

2. print settings:

2.1. print page 1 on a sheet of foil with black.

You can also use transparent paper. There is no back
side.

From page 2 on, the paper should be printed on both
sides.

2.2 Set: mirror on short side.

2.3 The size must be adjusted to the paper size.

3. print pages 2-9 on white paper with black, cut off the
cross (?), so that an A5 format results.

4. print pages 10-21 on pink paper with black, fold the
sheets at 8.5 cm from the right at the marks (2) and fold
the resulting page inward.

Fold the black sheet exactly the same way.

5. print pages 22-39 on white paper with black.

6. print page 40-45 on three sheets of thicker paper or
cardstock with color.

7. print page 46-47 yellow paper with black.
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Settings: Papexr/sheets A4:

Format: A4 (landscape) - transparent/foil 1

297mm x 210 mm - white 4
(cut to A5)

print on both sides: - pink 6

mirror on short side - black 1

adjust size - green 1
- white 9
- white cardboard 3
- yellow 1
- Cardboard (back) 1

Binding-Manual

Punch the paper on the left of the short side.
The center is marked by a line.
Sort everything on a binder strip:

1. cardboard (for a strong spine)

2. yellow sheet(imprint)

3. 3sheets of cardboard (deck of cards)

4. 9sheets white A4 (pages 22-39)

5. 1greensheetA4

6. 1blacksheet A4 (folded)

7. 6 sheets pink paper (page 10-21, folded)
8. 4sheets A5 white paper (page 2-9)

9. 1foil/transparent paper

10. close the binder strip!

If you want to print tool kit again,
you can find the file here:

kunsthalle.osnabrueck.de
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START

|Laura Igelorink
Vincent Schier

Together we organised tool kit at the
Kunsthalle Osnabrick. Tool kit stands for
toolbox. Using this term, we are referring
to a toolbox for more accessibility. We
have been developing this tool kit together
in events and workshops. In February
2022, we focused on these questions: How
can an exchange about art become more
R accessible? What needs to
diversity-oriented change in different locations

mediation and in a

e for this to happen? Several
e asrane™  speakers were invited to share
omstveearn ot 2 their ideas. And the partici-

pants were invited to partici-
pate in those. To us it was important that
any exchange on this topic should take
place at eye level. Everyone should be able
to talk together. That is why the events
should be as low-threshold as possible.
There should be as few barriers as possi-
ble. So that everyone can have their say.
Our goal was to take a close look: What
barriers are still existing?

Wanna be my buddy?

(EN) Ly



LAURA IGELBRINK & VINCENT SCHIER

Barrier-free events are planned in
various places. We usually first look at
the location of the event. Is the room
barrier-free? Can everyone reach the
room easily? Even people in wheel-
chairs? Are there barrier-free toilets?

Can all participants easily reach

the tables? Can the wheelchair be

comfortably placed at the table?

But we also look at: How are the

working materials composed? Are

they easy enough to understand

for everyone?

Some rooms, however, only seem
barrier-free at first glance. Especially since
the on-set of the pandemic, more barriers
have become obvious. We also must pay at-
tention to those barriers.

During the pandemic, many people could not
travel. However, they would still want to par-
ticipate in an event. But they were not willing
to take any risks. This is especially true for
people belonging to risk groups.
At tool kit we asked ourselves: How
can these barriers be dealt with?
We quickly thought of hybrid
events. Our idea: Some people are
present on site. At separate loca-
tions, other people are in front of
their computers and take partin
avideo conference online. This way
everyone can attend the event.
But then the event takes place on
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START

two levels. This can lead to problems.
For example, only the participants on
site can focus fully. The participants
attending online only, however, can
often only listen. They are less able
to participate. In addition, the partici-
pants often do not feel like being part

of a group. There are two different groups.

And there are fewer conversations. During

the event itself as well as during the breaks.

We thought about the question: How can

we better connect these two groups? To this

end, we have held talks with the spokes-

persons of tool kit.

We suggest the Buddy System.

Buddy means mate.

The Buddy System works like this: Two

people will be paired up to form a tandem.

They are buddies. One of the people will

be present on site at the event. One person
will be participating online at the
computer. These two people will at-
tend the event together, although
from separate locations. They will be
connected to each other via a de-
vice, for example a mobile phone. The
person on site will guide the person
on the computer through the event.
Through conversations taking place.
Through the breaks as well. By doing
so, the person on the computer
will be able to experience all the im-
portant moments.

(EN) &)



LAURA IGELBRINK & VINCENT SCHIER

The following issues
must be considered
by the buddy person
on site:

X Canthe person at
the computer see
and hear every-
thing well?

X Does the person at
the computer have
a question?

X A question about
the technology?

X Oraquestion
regarding the
event itself?

X Does the person at
the computer want
to say something?

X Does the person at
the computer
need support?

X Does the person at
the computer
need a break?

These points are
essential for the
Buddy System to
work:

X lIsthere agood
and stable internet
connection?

X Do all participants
have a mobile
phone or tablet?

X Are there enough
volunteer buddies
on site?

X Do the event
speakers also feel
comfortable
using the Buddy
System?

X Are there any
locations for
exchanges with
the respective
buddies?

X So that other
participants will
not be disturbed?

(EN)



But the Buddy
System also has its
challenges.

X

X

The buddy person
on site has many
tasks to fulfil.

So the buddy per-
son may not be
able to participate
in the programme
in arelaxed way.
The person on site
can be distracted
by the person on
the computer.
Maybe not all par-
ticipants have
enough money for
acomputeranda
mobile phone.
Maybe alocal
buddy will become
sick.

START

X The buddies do

not know each
other before the
event. They first
need to establish a
connection with
each other. Maybe
there is not
enough time for
that.

Maybe the buddy
person at the com-
puter wants the
buddy person on
site to stand closer
to the speaker. But
the person at the
computer is not
familiar with the
room setting. So
new barriers might
arise.

Maybe, however, that’s just part of it: We want
to break down barriers. But in the process,
however, new barriers might emerge. We
must recognise these new barriers. And then

break them down again.

(EN)
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WORKSHOP I

Dlane
| Illebra nd What is the mediating body

of an exhibition? It means:
How is the exhibition present-
ed? How are the rooms exhib-
iting the artwork constructed
and designed? In a manner
that all people can experience
the contents of the exhibition.
An exhibition is a space for
encountering objects. You can encounter
them with all your senses. In each exhibi-
tion, a team planned the language/narra-
tive to be used to address the visitors
and the position of the objects within the
room. Either the position is adapted to
the given space, oritis decided to recon-
biane is a scenographer struct the space for this purpose. Decisi-
and researcher ons are also made about how visitors can
move around and linger within the space.
The body of mediation also includes
the paratext.
It is the paratext that will render a text
a text. It makes it readable for the
reader. Paratext includes, for exam-
ple: How much line spacing does
the text have so that it is easy to
read? Or: What margins are set
around the text? How many
columns are used for arranging
the text? All this information
makes reading the text possible.
And as one can imagine: an
exhibition also needs a paratext.

| [ |
I\/led Ia'tl ng So that all visitors can perceive
the objects in the exhibition.
Lisa Robertson writes about
BOdy domestic furnishing, that is, the
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furnishing of a living space. To Lisa
Robertson, furnishing is a kind of preposi-
tion or material intuition. By this Lisa
Robertson implies: The furnishings of a
house “patiently receive our passage”.
According to her, we pass through the
house and its furnishings. The house
welcomes us.?!

At this point there is a subtle difference
to the furnishing of exhibitions. Before
the first museums were built, exhibitions

took place in salons and

private living rooms. Thus,

exhibitions were furnished
with a lot of private
furniture. The private
furniture was mobile,
so it could be used
freely in different, alter-
nating rooms. People
visited exhibitions to
meet and spend time
there - just like spen-
ding time in the park
nowadays, for example.

The first museums were built in the
early 19th century. The task of the muse-
um architect was also to furnish the
rooms. In other words, the selection of
furnishings and furniture. 2

As aresult, the exhibition rooms
changed. Only a few pieces of furniture
remained. This changed the possibilities
for visitors during their stay. The main
function of the rooms was now to show
the art. Seating was also available in these
exhibition rooms, such as permanently



DIANE HILLEBRAND
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installed benches. Showcases in various

MEDIATING BODY

Benches are placed in fixed positions.

forms were set up to display the art. And later, This also dictates where the visitors sit. The

stations were added. In other words, places

in the exhibition where the visitors are sup-
posed to get into action with the art. Sta-
tions of participation. [Participation is another
word for involvement.]

Unlike in living spaces, the furniture
pieces in exhibitions are often built specifi-
cally for this purpose:

X They guide the visitors’ gaze to the

artworks.

X They guide the visitors on their
way through the space. They often
provide a “correct” path.

X They protect the exhibits from
visitors. For example, many exhib-
its are shown in display cases.

No one can touch the exhibits. By
doing so, you can’t see the objects
as well. Without the showcases,
you could look at them better.

X They specify how visitors should
interact with the exhibition.

X They contribute to an often-
controlled transmission of knowl-
edge in the museum. What is
meant here is that they influence
the visitors’ thoughts.

visitors cannot decide for themselves:
Where and how would | like to sit in the exhi-
bition? Where in the room would | like to
spend more time sitting?

Some pieces of furniture are permanently
part of the exhibition spaces. Others change
with each exhibition, as the paths through
an exhibition are always new and different.

In this way, exhibition furniture makes
a decisive contribution to mediation in the
exhibition. They are part of the transmission
of knowledge in the exhibition spaces.

So, how can we think about the installation
and design of exhibition spaces as places
of mediation? So that visitors can build a

relationship with the exhi-
bition. And so that the
design takes its own posi-
tion on the content of

the exhibition?

All visitors will experi-
ence the exhibition with
their human bodies.

Each body is different.
This also means that all
visitors will experience the
exhibition differently and
with different possibilities.
This also means, however,
that the visitors’ bodies
also will become part of
the exhibition. You could
also say: they will become
aread subject as well.

How do we read and
experience an exhibition?

(EN)
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MEDIATING BODY WORKSHOP I

The rules for this are historically shaped.
And they are supported by scenographic
elements. [Scenographic elements are
elements of the set-up and design of an
exhibition.]
X What does the museum
space look like?
X What furniture is there in the
room and how is it arranged?
X How can | reach the museum?
X How much is the entrance
fee to the museum?
X What other people visit the
exhibition?

The bodies of the other visitors also become
part of the exhibition and leave their mark on
me: Do | feel good visiting the exhibition? Are
the people around me rich or poor? Are they
over-weight or thin? Are they educated? Are
they queer? [The word queer is a self-desig-
nation. For example, gay men, lesbian women,
bisexual people, trans people and inter peo-
ple use it for themselves.] Do they have a
disability? Are they migrantised? [Migrantised
means: A person comes to Germany from
another country and now lives here. Or it
means: A person’s family comes to Germany
from another country and is now living here.
Or it means: the person is German. But other
people might think: the person comes from
another countryl.

People in the exhibition and around me
help determine how | will experience the exhi-
bition. Will | identify with the content of the
exhibition?

Will I lose myselfin areverie?

Will | experience the art shown passionately
and unreasonably?

(EN)
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DIANE HILLEBRAND

How long will | stay in the exhibi-
tion? How will | move through the
space? Standing or lying down? 3
All bodies are part of the space

and part of the exhibition. And they
anticipate: what must each of
these bodies present in order to
be readable?

Amanda Cachia published the
text: ‘Disabling‘the museum:
curator as infrastructural activist “.

The text raises questions about

the design of exhibitions. How
can exhibition making be changed
from a curator’s point of view? So
that it is questioned: In what ways can
we deal more honestly and sensitive-
ly with the fact that exhibitions will always
have barriers and blind spots? And who is to
decide how exhibitions are held?
Cachia writes about wall texts:

“How can the prosaic wall text in the muse-
um space be approached strategically and
creatively? If wall text should never conform
to a standard template, can audio description,
audio transcripts or sign language expand



DIANE HILLEBRAND

Draft for Scenography:
Diane Hillebrand

the parameters of captioning? [...] How can
subtitles and audio description work to-
getherto create an interesting 'dialogue’
about accessibility that makes a work of art
or film completely inaccessible to a
non-disabled audience? In other words,
how can the tables be turned with re-
gards to accessibility, and accessibility
for whom or for what? What would it
mean for curators [or scenographers] to
think about curating accessibility, an area
that traditionally falls under the responsi-
bility of the education department of a
large museum?”®

By this she means: How can the wall
texts in exhibitions be changed? How
can new and creative solutions for wall
texts be found? For example: How can
audio descriptions, audio transcripts or
sign language become part of wall texts?
[An audio description explains to blind
people: What does a work of art look like?
Or what is happening in a film oron
stage? |

[An audio transcript is a text. It is be-
ing put down in writing what is being said
inafilm.]

MEDIATING BODY

And how can subtitles and audio
description contribute to more sharing on
the topic of accessibility? How can
exhibitions be made accessible to all?
And for whom?
How do the tasks of curators change
when accessibility is part of their job?
Barbara Hillyer states: We should not
think about separate accesses for
people with or without any disabilities.
We can use accurate descriptions. In
a rich and complex language. Accessi-
bility will thus remain a challenge for
museums. But at the same time, it will
become an opportunity for everyone.®
Gordon Matta-Clark suggests
“using walls instead of language”. Walls
thus become an artistic tool. What is
worked with is a “spatial void around
which walls are formed, [a] discursive
void that manifests itself in language, in
the individual body and in the political.””
What this means is that Matta-Clark
wants to think about communication.
Using language, we build sentences.
Using walls, we build spaces. He uses
this comparison to say: spaces communi-
cate with us. And we communicate with
them. They influence how we feel in spaces
and how we can act in them. With our own
bodies and in interaction with other bodies.
Just as we can play with words, we can
play with spaces through scenography. In
doing so, we can creatively change and
question existing spatial sequences, forms
and patterns. This gives us the chance to
realise new possibilities and new spaces for
exhibitions.®

13



MEDIATING BODY WORKSHOP I DIANE HILLEBRAND

exhibition house. [For example, transition

could mean: a person decides: | want to live

trans]. What can the transition of an exhi-

bition house look like? Does it take place

between the poles of architecture and

mediation? Is the architecture of the build-

ing the male pole? Is the mediation read

as female? We move along this spectrum

and beyond. Because: bodies of media-

tion are always being created anew. They

break open again and again, are reas-

sembled and changed. In the mediating

body, we also have to deal with chance,

with the unregulated. This makes visible: all

bodies are unaccommodating and some-

how wrong when they are constricted bocumentation tool kit
and placed in narrow frames of meaning Scenography :
and security. Diane Hillebrand

Photos: Benjamin Renter

Bodies of mediation determine the condi- e 1
tions under which visitors experience an Wif r
B

[y

exhibition. They carry the mode of relationship
of all bodies within the exhibition space. In
doing so, they designate the relationships of
these bodies to each other. And their per-
manent as well as temporary stay. In this way,
mediating bodies can invite to adopt a certain
posture, to settle down long and extensively,
to enter into a concentrated exchange with an
artistic work, to follow a sequence of steps,
to move or to criticise. Scenography is thus a
non-verbal part of mediation. The design and
set-up of the exhibition creates the space in
which the encounter with the art will happens.
The concept of the mediating body makes
it clear that the design of an exhibition can
shape the network of relationships between
the people init. Jack Halberstam researches
trans* positions and architecture®. With his
insights, | would like to describe scenography
as a possible threshold of transition of an

14
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Moshtari

Moshtari is an artist and
independant curatoxr

llal

(De)-
Contextualization —
Seeing through
the Collage

(EN)

WORKSHOP I

Seeing
John Berger writes: “Seeing
comes before the words.
The child looks and recogni-
zes before it can speak”.

16

This quote is from his book
“Ways of Seeing”. It was
written in the early 1970s. The
book is very well known.

It was also made intoa TV
series by the BBC. In his
book, John Berger explores:
How do people see things?
How do they see images?
John Berger states: Images
have an effect on us. They
have a meaning. Even before
we use words to describe
or explain their meaning. This
means: In his book, John
Berger separates seeing
from what is being seen. He
describes seeing as some-
thing independent.

The analysis of our glances
is called gaze. [Analysis

is another word

for investigation or
exploration.] There

are many works dealing
with this matter. Laura
Mulvey is a film theorist
from the UK. [A film

theorist studies the his-
tory of films and their
images and narratives.]

In her work, she studies

the male gaze. She first
examines the male

gaze in film as well as

in both art and litera-

ture. She takes a very

close look at: How

are women portrayed?
Namely through the

male gaze. But not only

that. Through the gaze of a wealthy,
white, western and heterosexual man. It
is about his expectations, his needs, his
desire and his experiences - for avery
long time, images have been presented
to us from the perspective of this gaze.
What is the camera pointed are? How are
bodies depicted? How are stories told?
All that is decided by this gaze.

This shows that we are influenced by
images. And images are influenced

by our gazes.

Images are made by people. They crea-
te them through their gazes. But they
also create them for other people’s
gazes. The creators of the images have
certain viewers in mind. And they
create the images for them.

Now, this might sound more
cumbersome and complicated.
And perhaps seeing cannot
be fully explained with words.
As words are peculiar and
can have different meanings.
Berger provides the following
explanation: There always is a
distance between what you
see and what you understand.
Thus, we can see and cannot
understand. Or we can know
something but not recognize it
immediately. Sometimes we
experience or learn something
new that way. And sometimes
we will overlook something due
to a lack of information. For
example, we find it difficult to

recognize what we see in this

image.



MOSHTARI HILAL

This photo has been shared on the internet
for a couple of years now and is unsettling to
viewers. Supposedly, when people look at
the image, they feel what suffering a stroke
allegedly feels like.

IMAGE 1]

Everything looks frighteningly familiar, but
you just cannot recognize anything. So,
in other words, you’ll recognize thatitis
something. You can see. But
you cannot categorize or name
the images. We lack words
and ideas to really see.
The occipital lobe is the part of
the brain that processes infor-
mation we take in with our eyes.
When suffering a stroke, the
brain is no longer supplied with
blood and oxygen at a suffi-
cientlevel. Itis no longer able to
process information properly.
We can no longer recall visual
memories. [Visual means:
memories of something | have
seen] That is why we can no
longer process and understand
what we see. What we see
can no longer be matched to
our orientation within the space
around us. We can no longer
access our previous knowledge. That
is why the image seems unfamiliar to us
and we are unsettled. To put it briefly: We
see, but without meaning.
But it gets even more interest-
ing: It might occur that both
sides of our visual centre in
the brain are damaged.
Our eyes, however, function.

17

(DE)CONTEXTUALIZATION - SEEING THROUGH THE COLLAGE

Nevertheless, we might suffer

from a form of blindness that

we are not aware of. For exam-

ple, people who suffer from

this type of blindness simply

make up what they see. Others

may suffer from seizures in

their visual centre that will

cause optical hallucinations. [In a hallucina-
tion, | see something that is not actually
there.].

Combining knowledge of the brain and the
processing of information with theories
from art, a few things can be established: It
is not enough to just see something. Itis
also about seeing in a real and meaningful
way. And for that we need memories, con-
text and information. Thus, there is no such
thing as unbiased, neutral, universal or
objective seeing.

Seeing und therefore all the

thoughts and emotions that it

will evoke are relative. This

means that everyone sees differ-

ently.

Contexts
More current approaches in art
history have long since realized: Art
cannot be evaluated and classified inde-
pendently from each other. How art is seen
always depends on space, time and con-
text. In the past, works of art were sorted
much more clearly into different catego-
ries: Primitive art or high culture. At
that time, it was thought that primi-
tive art was the art of indigenous
peoples. ltis free, naive and uninflu-
enced by modernity. High culture
is what most people define as being

(EN)



(DE)KONTEXTUALISIERUNG -
SEHEN DURCH DIE COLLAGE

the finer or more
sophisticated
art. This is the art
that matters.
This form of distinc-
tionis condescend-
ing. It no longer exists
in this form today. This
has also changed art history
and art education, thatis,
the way art is written or
spoken about. Today’s art
education is aware of the
fact that all people have their
own and different views of
art. In addition, contexts play
arole. For example, ques-
tions like: In what period was
the work of art created?
How was the work of art
produced? At the
same time, art also
exists independently
of these contexts.
A work of art can
outlive its time. That
means it is important.
Even long after it was
created. It has an effect.
In the course of time, the
meaning of a work of art can
also change. And the view
of the viewer also changes
over time. People have differ-
ent thoughts, ideas and
memories about a work of
art. And they react different-
ly toit. In every era, differ-
ent symbols, other subjects
prevail that are important
and referred to. Viewers may

(EN)
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react to art differently. Art
can meet with approval

or irony. Sometimes the
viewers’ reactions are also
surprising for the artists.
Or for the event organizers
exhibiting the art. Maybe
you don’t have enough
information about a subject.
Or you were not aware that
people might have had
different experiences than
you have had regarding

a certain subject.

Thus, we can distinguish at
least 2 forms of context:

X the context of
emergence

X the context of
observation

Obvious questions can be
asked here. For example:
When, how and where was
this work created? When,
how and where is this work
exhibited?
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You can also ask more com-
plex questions about
context. For example: Where
was the artist educated?
What was his or her attitude
towards the church or the
state? Will the viewers see
the workon ascreenorin

a museum? What visual
worlds has a viewer grown
up with?

As the German
psychologist

Rudolph Arnheim

wrote in 1974:

Every experience

of seeing is em-
beddedina

spatial and tem-

poral context. The

effect of a work

of artis already

influenced by the
neighbouring

works of artin the

room. Likewise,

the effectof a

work of artis also
influenced by

what was seenin

the time before it.

To give some clear exam-
ples: We look at an image of
awar zone, of destroyed
houses and injured bodies.
Then we look at a photo-
graph of an award ceremony
with ared carpet, diamonds,
evening dresses and peo-
ple posing. The succession
of the two images makes

the second image seem absurd and
unjust.
Or we look at a portrait of a young wo-
man. She is young and attractive and
laughs heartily. Perhaps we smile back
and begin to find the woman likeable.
Then someone uncovers the right half of
the image, which was unknown to us
before. We recognize: The young woman
is sitting on the lap of a uniformed SS
officer. [SS is the abbreviation for Schutz-
staffel. The SS was a fighting
group at the time of National
Socialism]. They are both
laughing together. Here, too,
our view, our impression will
change immediately, owing
to the new information about
the context.

Itis similar with paintings like

this. Here we see “Glassford’s

Family Portrait” (1764-66)

by Archibald McLauchlan on

exhibition in the Glasgow

Museums Collection in Scot-

land. At first glance we see

a typical 18th century Europe-

an wealthy family. They are

shown in their living room,
dressed in expensive-looking

fabrics that shine like velvet or silk. The
image is a commissioned work. This
means that the family asked the artist to
paint the image and paid for it. It also
means that they were the ones to decide
how they wanted to be portrayed.

IMAGE 2
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With the painting, the family exhibits: They
value culture and tradition. This is obvious,
for example, by viewing the musical instru-
ment in one person’s hand. When young
museum visitors see such an image for the
first time, they may think of wealth, history
and culture. These are the symbols we have
learned to see. On closer inspection, how-
ever, another person might also catch your
eye. On the left edge of the image, a black
boy in profile is easy to notice. He is almost
invisible, as if he were painted over.
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In fact, the enslaved child in the background
of the family portrait of tobacco merchant
John Glassford was not painted over. This is
what the museum’s research revealed.
Throughout history, the family has not tried
to alter the heirloom and hide its own con-
nections to human trafficking. The painting
was simply tainted at the time it was
donated in the 1950s. On the other hand,
some collections and galleries have altered
their colonial-era works to make them

less problematic for today’s context. Racist
terms in the title, for example, were chan-
ged, even though the paintings continued
to depict exoticized enslaved people

in submissive poses. One could say: the
manipulation is misleading but ineffective.
It cannot disguise the context in which

the paintings were made. [Manipulation is
another word for influence. Someone
wants to direct what another

person thinks or feels.]

Collage

When we collage, we play with

context. [Coller is the French

word for to glue. A collage is a

work of art that is created using

different elements. For example,

newspaper clippings, photos and

texts. But videos can also be reassembled
from different piecesl.
Collaging takes the individual
elements of the collage out of
their context, they are de-contex-
tualized. And they are putina
new context, that is, re-contextu-
alized. We tear an element out
of its previous context and place
itinto a newly chosen context.
This re-arrangement can set new
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contexts or make contexts visible
in the first place.
One can also say: Collaging is visu-
al quotation. A quotation is actually
a part of a text. You quote another
person, for example in a scientific
paper. But you can also quote with
images, for example in a collage.
Unlike in a scientific text, however,
there is often no source citationina
collage. This means that you usually don’t
know where the individual elements of
the collage come from. Thus, the effect of
de-contextualization is stronger. This
means: the elements of the collage are
completely taken out of their previous
context. No clear trace of them will remain.
Collaging in visual art is actually similar
to sampling in music. Sampling means:
parts of a sound recording are re-
assembled into another recording.
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Collaging is the manipulated reuse of part
of one image in another image.

Nowadays the following claim exists in
many areas: Information should be as
independent and neutral as possible. The
collage is the opposite of this. You can
see the manipulation. You can see itimme-
diately: The context, the compo-

sition of the elements and the
arrangement within the

artwork have been changed

by collaging.

In Western countries and in

Europe there is a pictorial

tradition. What is depicted?

How is it depicted?

Not all artists, however, work

in this pictorial tradition.

Collage makes it possible for

them to break out of it. It is

therefore not surprising that

some of the most interest-

ing contemporary artists who

work with collage deal with

themes such as racism or

sexism. And with alternative

visions, such as Afrofuturism.
Afrofuturism means: The art form deals
with the idea of a possible future. In this
future, more importance is given to the
culture, bodies and ideas of Black people.
Artists of Afrofuturism, for example, in-
clude: Lorna Simpson, Deborah Roberts,
Krista Franklin, Njideka Akunyili Crosby,
Wangechi Mutu, Roshini Kempadoo or Kara
Walker. To conclude this text, let us take

a closer look at Kara Walker’s collages.
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The US artist Kara Walker
was born in 1969. She be-
came internationally known
for her black paper-cut sil-
houettes. Using these works,
she explores the history

of the southern states of the
USA in the 18th century.
The images deal with the
brutality of life in slavery.
Viewers of her art see visual
material from the past,
which is combined with
elements from the present
day to create collages.

For example, with silhou-
ettes and caricatures.

[A caricature is a drawing.

It exaggerates. It depicts
individual features more
extremely than they actually
arel.

In her collages, Kara Walker
uses book pages from

the book Harper’s Pictorial
History of the Civil War.

The book was published in
1866. Kara Walker selects
colour photographs of Black
people from the book.
They show how racist Black
people were portrayed.
Kara Walker assembles the
photographs with images
from advertising or even
pornography to create
collages. Elsewhere, Walker
enlarges selected images
and then overlays them with
large stencilled figures.

There are many breaks in
the collages. Unexpected
materials are reassembled.
The collages give the im-
pression of an excerpt from
a nightmare. The antho-
logy pretends to convey
factual knowledge. The
added bodies sometimes
seem like ghosts or

cursed figures. The text

of the anthology wanted to
conceal them. That is why
they now become part of the
text. They break out of the
anthology. They expand. The
viewers realize: This text
cannot be trusted. The un-
comfortable images invite
the viewers to think about
history. The collages pose
the question: Whose story is
being told here? By whom?
And whose story is not being
told?

(DE)CONTEXTUALIZATION - SEEING THROUGH THE COLLAGE
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Melanie
Erzuah

Melli is a facilitator
for voice empowerment
and offers spaces for
experiences within this
work

Breath
Journey
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This text is a meditation. With this medita-
tion, the (re)unification of body and mind
can be experienced. One’s own strength
becomes tangible (again). Itis an invita-
tion to experience art through the senses.
The perception of one’s own feelings can
be strengthened. And the connection to
physical knowledge can be strengthened
to support one’s own creative and politi-

cal changes.

Itis about perception and exploring one’s own
limits and possibilities. Not about perfectionism
and normativity. [Normativity is a word for the
rules that society expects us to follow].
I am inviting you to try out the different options for physical
positions. Above all, follow the impulses of your body.
The meditation can be done slowly step by step on one’s
own while reading. Or it can be read aloud for others.
The important thing, however, is to allow yourself time to
perceive during the meditation. And afterwards, to allow

time for it to take effect.

| breathein. | feel
the cool breath against my
nose. | trace it down through
my airway, into my lungs
and beyond.

My abdomen
expands. The breath travels
past the midriff to the
pelvic floor.

Is it that far? Or where
is the limit?

22

| pause for amoment
until the breath wants to
flow out.

A steady flow that
takes with it all the strain and
worries of the past few days.

So that there is
space inside me, space for
movement.

Repeat these steps at least
5 times.
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How do | feel?
| put my hands in front of
my heart, in front of my
abdomen or in my lap.

You are holding a small
ball. A small ball of light.

What colour is it?

Maybe itisred or
green, blue or pink. May-
be yellow or orange.

It sparkles and glitters,
moves easily.

I move the light with my
thoughts, maybe with my
hands. Do they tingle
slightly?

Then | breathe in again:
Ariver, fresh as the water
of a spring, flows through
my body into the ball of
light.

It gets bigger and
bigger, expands in front of
me into a pool of light.
With eachinhale, | take a
sip from the pool of light.
It travels through me and
back again.

A deep sigh opens my
heart.

The sound flows down
and fills my heart with
light. It then connects
with the pool in front of
me and up again as a
nourishing sip through
the nose.

Repeat these steps at
least 5 times.

Now | am silent and
feel the flow:

It flows through the
middle, into my heart,
then down to the pool and
up again.

Then I drink and sigh
and the cycle repeats
itself.

XXX

| wake up, very slowly
and gently:

I move my tongue, feel
my teeth and lips.

Or I move my toes, feel
the ground on which they
stand. Maybe also the
fingers, the feeling of my
clothes and think about it:
very slowly and gently.
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| think about the flow of
breath and what it makes
possible:

The connection to the
body, a slow approach.
Andin the flow is the
power that lets me move
closer, dissolves separa-
tions and reunites. So that
there is more space, more
space for movement.
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The detour translates as
“diversion”.

Let us think of a map.
Maybe a map for an app.
And then let us think
about a destination. We
enter our destination
into an app and wait for
the app to say our best
result aloud.

Nattan
Dobkin

Orif we fear for our lives
taking that route at night
because for some reason

the road is not as safe
for us as it might seem for

other people?

What factors does our
map take into account?
How does it calculate
our route?

Is it the fastest?

Nattan is
performer and
facilitatoxr
in the queer
performance
field

And what if we chose to
take the path through
the most beautiful
landscape? What if we want
to intentionally get
lost for a few moments?

How can we know if it
is the fastest route?
The same route does
not always lead to the
destination in the fastest
way possible.

What if we are
handicapped, for example?

me
\\ //

The
Detour
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In my view, any diversion
is adelay. Thatis what

| grew up with.

| think that if | do something
other than writing this
text, itis actually implying:
lam toolazy. Orlam
trying to find a way around
doing what | am actually
supposed to do.

In real life, however, we
sometimes must stand up
to certain challenges.

We must be prepared to
choose the path that

suits us best. Our needs
are the determining factor
in leading us to our desti-
nation in the most suitable
way.A proposal for a diver-
sion exercise:

destlnatlon

%

Imagine a place where
you need or want to be.
It could be a place where
you are expected to arri-
ve. For example, a friend’s
house or work. And it
could be a place where
you wish to go. For exam-
ple, a park or a lake.

Now close your eyes
and imagine your destina-
tion. Justimagine the route
you will be taking. Open
your eyes and take off. You
cancycle, go by caror
walk. Your journey will begin
knowing your destination
but not yet having decided
on the route. So, for exam-
ple, if it is a path that you
have chosen many times
before, this time select
a path that you have never
taken before. Don’t think,
justdo it. What things
do you notice around you?

When you arrive at your
destination, take a seat.
What feels different? How
doyou feel?
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Katharina
Klappheck

Katharina is a speaker and
thinks about the intexrnet
and feminism

Make Up,
Celebrity,
Plant
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Let’s play a game.

This sentence can trigger a
lot: anidea for a horror film. A
quirky team-building measure.
Or something sexual.

No matter how the state-
ment is understood. The
question of the game invites
us to think about it.

Games can draw boundar-
ies between adults, children
and people with disabilities.
Some games seem to be suita-
ble for children but not for
adults. The drawing of boundar-
ies is happening through tho-
se games: What is considered
appropriate and what is not?
Smartphones, laptops and tab-
lets have all contributed to
changing and expanding ga-
ming. Computer games are
even sport. And a lot of money
can be earned with it at the
same time.

Gaming is also about time
and money. And about power.
We are living through times of
many crises: Climate crisis,
war and Covid. During these
times, it makes sense to help
shape the small part of society
in which we live. Through
games as well. The following
small instructions are meant
to serve this purpose. Itis very
short and can be changed at
will. Yes, it actually should be!

It’s about our favourite
game City Country River (the
German equivalent of Scatter-
gories, a game of category lists
and answers that all start with
the same letter). In the original
game, for example, people
are asked about countries. But
for some people this might be
difficult and painful. For me
as a queer author as well. [The
word queer is a self-designa-
tion. For example, gay men, les-
bian women, bisexual people,
trans people and inter people
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use it for describing themsel-
ves.| That’s why the game is
re-named. It will now be called
Make Up, Celebrity, Plant.

Any number of people can
play the game. The following
applies: the more players, the
better.

You will also need some-
thing to write with. Preferably
an eyeliner. If this is too ex-
pensive, you are welcome to
borrow a simple pen. You will
also need a sheet of paper or
another surface you can write
on. Draw the table oniit. It
must have as many columns as
you have search terms. Add
a number of rows under the co-
lumns. Like in this illustration
further up.

Itis important that you do
not spend any money. Re-
member: not all people have
the same amount of money
and can be excluded if it costs
too much.

Having a pen and the table
at hand, determine the cate-
gories you want to use for the
game. You can use anything
from cute dog names to can-
ned fish. The only important
thing is that the other players
should have some knowled-
ge about the categories.
Otherwise, it won’t be fair and
not a good game.

Then you can start gues-
sing. Preparation, however, is
also part of the game. Not to
be forgotten: in capitalism
we never stop playing and
working.

One of the players starts
reciting an alphabet, any
alphabet. Another person says
stop. The person reciting
then states his last letter, which
is then used as the first letter
to search for dog names
and types of canned fish, as
in my example. Each round
goes on until everyone has
found a word for each catego-
ry. Everyone is allowed to
look up terms, search on the
internet or copy them. Having
understood another letter
is also encouraged!

MAKE UP, CELEBRITY, PLANT

Then it will start all over
again and the next person gets
to recite an alphabet.

It’s Make up, Celebrity,
Plant. It’s not a world revolu-
tion. It can help, however,
to question things. For exam-
ple: this game doesn’t have
to cost anything. Knowledge
can be adapted. No player
should be excluded because
they don’t know something.
And sometimes a game should
just end at a flexible pointin
time. For example, for people
who need to inject insulin
quickly or for whom the airin
the room gets too stuffy. Or
for people who have to rush to
their next queer date.
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Nora Brunger
with Laura Bleck and
Josefine Soppa

Who will make
the first move?

)
writes textst and mediats

Working title: what we
can do togetherthat
we cannotdo alone
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1

The present text
is to be understood as an
interim status or work-
inprogress resulting from
the planning of the 2021
annual programme at
Kunstverein Hildesheim,
from the preparation of a
workshop in the context of
tool kit at Kunsthalle
Osnabzrick, and from the
partial ‘failure’ of
the implementation of
both projects.

2
cf. on the discourse
of hospitality in
relation to exhibition
making the publications
by Beatrice von Bismarck
et al.

3

In a later email,
Laura Bleck formulated a
hurdle that has always
occupied us in a very fun-
damental way: “[...] [A]s
you write, from the inside
of the institution or with
a (potential) view from
the outside? It seems
to me that a large part
of the arduous work lies
in differentiating: what
are the needs, demands
and criticisms from out-
side that are brought to
the institution and that
it wants to work on. And
what are the needs and
views from inside that
also want to work on the
institution, but also
believe they have to main-
tain certain structures.
How can both be collected
and brought together at
one table? And how can
this be done when we ouzr-
selves hold the intex-
nal position and have to
struggle with our own
resistances/internal
resistances?”

4
One possible answer
from my perspective
is to consider that the
precarious working condi-
tions without a permanent
position, combined with
the need to maintain an
institutional framework,
mean that art association
leadership can only be
fulfilled by people who do
not depend on being able
to “afford” regular holidays
and rest, or on the
institution absorbing
absenteeism and illness.

Who will supply a text?
Who will provide
the space? And
who will play the
space?

And for how long?
With what?
Who knows the neighbours?

Who will invite
whom?

Do we want to leave the
rooms together if there are
too many stairs?

Who knows the
emergency
exits?

Is there an
accessible toilet?

Who is
responsible
for registering
the event with
the city?

Who can offer free
spaces?

WORKING TITLE:

WHAT WE CAN DO TOGETHER

THAT WE CANNOT DO ALONE

Who can
participate?

And who wants to
participate at all?

If we do everything
together, who will tell
us when we are done?

How will we know
when to take a
break?

How do you make the
effort to question your
own work again and
again?

What is in the hands
of the visitors? Why
should they also want
to become our acco-
mplices? Why should

they also want to

question themselves?

29

Close the rooms of your

or any institution [Institution
is another word for esta-
blishment. For example, a
museum. Or an opera
house]. Don’t update your
email inbox once again.

Sit on the communal ben-
ches in front and look at

the rooms from the outside.

This score was created in
2021. It is meant as an
invitation to gather, asking
questions behind the
scenes of art and cultural
productions. And to crea-
te space for precisely these
questions. In this text we
would like to describe the
context and background
against which the score was
created.?

(EN)
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THAT WE CANNOT DO ALONE

As Curator and Artistic Director of the Kunst-
verein Hildesheim, it was my task to plan the
annual programme for 2020. | wanted to
change the annual programme. It was to be
designed differently and also communi-
cated differently. But | didn’t want to im-
plement these changes alone, as a
lone fighter. | wanted to do it together
with everyone involved. As much as
possible on an equal footing.
The (exhibition) projects 2020 had the
common title taking place, making
space. The projects had one thing in
common: they were about the ques-
tion of who experiences or can expe-
rience spaces and in which manner.
At first, it was very specifically about
the space of the Kunstverein. It was
about accessibility, in other words:
who canreach the spaces easily? And
who cannot? Are they barrier-free?
But it was also about the idea of “tak-
ing place”, that is, taking place and
letting happen. In other words, the
idea that exhibitions are places where
encounters take place. Encounters
with art, but also encounters between
visitors. In the process, the spaces of
the exhibition can be co-designed,
“making space”. Both the actual spac-
es of the Kunstverein and the encoun-
ter spaces of the visitors. In other
words, designing an exhibition is also
a form of inviting and hosting.2 That is
why the practice of art education, i.e.
talking about art, was included in the
planning of the annual programme
from the very beginning. Designing the
exhibition and talking about the exhibition
were therefore not understood as two sep-
arate areas.
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In 2021, this opening of place and team structure should
go one step further. Therefore, | invited the duo soppa/
bleck. They are mediators and artists and work on new
artistic formats in the form of workshops and performanc-
es. [Their performances can take place live, hybrid

or online.

As afirst step, we gathered our ideas on how

the new annual programme could be de-

signed. So that it, the exhibition programme

and the mediation, would no longer be de-

signed separately from each other. In the

first year of the pandemic, we all faced the
experience of rescheduling or re-planning

things. But something else was important:

our art association is neither particularly big

nor particularly small. We have 120 mem-

bers. Our annual budget is between 70,000

and 80,000€. [Annual budget means: that is

how much money our association can spend

per year]. And our programme is only creat-

ed by freelancers. That means that we have a

lot of freedom in the design. It also implies,

however, that we don’t have any fixed posi-
tions/employments at the Kunstverein. Ini-

tially, there were no guidelines from the

board or the members. As opposed to what

would have been expected in some other art
associations. And the funding structures are

designed in such a way that new things can

be tried out at relatively short notice. Our aim

was not to create something unprecedent-

ed, but rather a conscious abandonment of

habits. We always wanted to think about and

welcome the unpredictable. This is already

part of soppa/bleck’s way of working. We

made this our first task in planning the joint
programme for the Kunstverein Hildesheim:

the power to act and the responsibility were to be
shared. We wanted to break away from the usual distri-
bution of roles in the planning phase. Instead, we wanted
to create a new modular structure for the programme. In
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other words,
a division into
workshop and work-
shop phases, accom-
panied by events with
different actors [actors is
another word for the people in-
volved and actingl. Working to-
gether also as a questioning of the
usual roles (e.g., the role as curator or as mediator).
We saw this as an opportunity for mutual support
and possibilities to think things in a new way. Our aim
was to be mindful of our own limitations. We hoped
to form collaboration as a durable network, among
equal accomplices.
In a wide range of areas, the implementation of our
concept has remained an utopia. [An utopia is a posi-
tive idea of a good future.] On the one hand, certainly
due to the fact that the time for radically rethinking all
work structures in such a short period of time can only
be a beginning. Everything starts with asking ques-
tions. And on the other hand, the framework condi-
tions made it partly impossible to implement our con-
cept in the way we had envisaged: Funding concepts
are based on a classical exhibition programme.
[Funding concepts mean: under certain circumstanc-
es, an art association can receive funding through
money. But for that, certain rules have to be observed].
And the working conditions for freelancers are diffi-
cult. Not only because of the pandemic, but also be-
cause of time pressure and different expectations.® All
that got in our way. The topic of (mental) health had
already been the subject of a group exhibition
(caring structures, 2020). Now it took on a whole
new, practically tangible and experienced mean-
ing. At the latest when it became
clear: If we question the institu-
tion, the way of working and
the processes so fundamen-
tally, it will mean a great

WORKING TITLE: WHAT WE CAN DO TOGETHER
THAT WE CANNOT DO ALONE
additional burden
and more work. But
at the same time,
there is no additional
staff or money or time for
it. My role as Artistic Direc-
tor of the Kunstverein is also to maintain
the Kunstverein. That is why | submit
project applications. | have a great deal
of knowledge in this area of work. And the question was:
how can this responsibility be distributed differently in
our association? As for example: Who will sign the appli-
cations? Who will be obligated to the board?
Failure was out of the question. Because that would
have meant: The programme for the audience would
have to be dropped. Even the omission of individual
participants was out of the question. Here it would have
been crucial that the board could also be involved in the
whole process and working methods. Here, too, the
central question for me is accessibility: How resilient
does a single person have to be so that the structure
“Kunstverein” can be critically reconsidered but at the
same time continue to function?* How can cooperation
be perceived as arelief rather than an additional burden
in the long term? This requires more agreements and
less tried and tested work processes.
The whole thing can now be understood as the starting
point of rethinking. The process is not yet complete. An
important element was and is that we have managed to
keep collecting questions and asking each other ques-
tions. The questions can be passed on to others. They
can be read as an invitation to further thinking and ac-
tion. Among other things, to think about
curating and mediating in complicity and
as an institution-critical  practice.
[Institution-critical means:
we also question our own insti-
tution.] In addition to the questions,
it is the formulations and wishes from
the planning phase that can be passed on
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WORKSHOP II WORKING TITLE:

WHAT WE CAN DO TOGETHER

THAT WE CANNOT DO ALONE

as experiences
from our utopia:

In the beginning
there is a pause, a
refusal, a decision and an invitation:
The desire to collaborate at the Kun-
stverein Hildesheim. The desire not
to be alone with it. The desire to open
up one’s own spaces and working
methods. The desire to put what
would otherwise happen behind
closed doors into a public negotia-
tion and make it visible. The desire to
be a host for artists, for different per-
spectives, for an audience, for a car-

ing and sustainable work.
Thus, in 2021, the Kunstverein refus-
es to have a fixed, successive pro-
gramme of alternating exhibitions,
which are mostly designed by indi-
vidual curators. As Artistic Director
and Curator of the Kunstverein, Nora
Briinger extends an invitation to the
mediator duo soppa/bleck. An invi-
tation to a collaborative programme.
[collaboration means working to-
gether]. Ininviting to invite - each art-
ist invites another artist to the Kunst-
verein Hildesheim for an extended
collaboration. This will
create a programme
distributed in public
space,inthedigitalworld
and in nature. It invites
you to work as a workshop
as well as to present and
participate in the work pro-

cesses.
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Our title is:

Working title:

what we can do

together that we

cannot do alone.

Thus, the Kunstverein is questioned and
reshaped in forms of collaboration.

The focus here is on cooperation as care
work, i.e., as a caring, care-bearing and
communal practice. Care is thus under-
stood here in the sense that working
together and designing (social) spaces
such as that of the Kunstverein is born
by mutual caring for one another. This
means that caring for each other is
always a negotiation of dependency and
accessibility. Working conditions have
to be renegotiated. It also means recur-
ring conversations about the contents
that will emerge from them.

Based on these underlying desires, uto-
pias and modes of action, the pro-
gramme of Kunstverein 2021 becomes a
joint experiment. In parts, it refuses to
cling to classical logics and rules about
how exhibitions are made. At Kunst-
verein Hildesheim, they are questioned
again and again.

The following techniques and prerequi-
sites are set for this purpose:
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1
We no longer design
everything as before.
Exhibitions take place
elsewhere.
As the medieval tower
with its many steps is not
barrier-free, this enclo-
sed space is not a space
for public gathering. Its
limits are set by the cons-
truction method.

2.
The programme of the
Kunstverein will move
into public space, into
the city and into
nature. It will also expand
into digital space. It
understands the internet
as an additional space.
The places can bein
Hildesheim, they can also
be in other cities or rural
areas. They can be on
the website of the Kunst-
verein. They can be
present in comments on
the internet, in digital
maps or in social media.
The Kunstverein multi-
plies and broadens.

3.
The tower will be
handed over.
The motto of the 2020
annual programme,
taking place / making
space, will be put into
practice. This means:
The tower will be handed
over to other groups
and interested people
who need space. In this
giving of space, possib-
le answers to these
questions will be found:
What can a Kunstverein
be? Forwhom is the
Kunstverein suitable?
By whom is the Kunstver-
ein set up? Who owns
the art spaces? Who
designs these spaces?
These questions are
asked to challenge vastly
different answers.

4,
The programme will be
created through invita-
tion, negotiation, commu-
nication, collaboration.
At the beginning, there is
the desire not to be
alone in this. In the desire
to take time and space
with others for things,
topics, negotiations and
processes that need time
and space.

5.
Process should not be
just another buzzword
for a theoretical question.
Rather, it is a form of
working, planning and
organising taken serious-
ly. The gaps, the breaking
off and giving up can
be just as much a part of
a public negotiation
as the presentation of a
finished work.

WORKING TITLE: WHAT WE CAN DO TOGETHER
THAT WE CANNOT DO ALONE

6.
We shall no longer want
to exploit ourselves. We
will stop working when
there is no more money.

(Excexpt from the concept for an
annual programme at the Kunst-
verein Hildesheim; Laura Bleck,
Nora Bringer, Josefine Soppa, in
February 2021)
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WORKSHP II

Vivian Chan
& Rowan de Freitas

Vivian is an intex-
disciplinary artist and
art mediator

Rowan does artistic and
educational projects,
often in collaboration
with other people

Tool kit
for Care

card set and discussion
material for inclusive arts

education.

(EN)

The Tool kit aims at teaching
us how to take good care of each
other. Not only as individuals. But
as a group as well. As a society.
And as people engaged in arts
education projects and instituti-
ons. [Institution is another word for
facility. Amuseum is an institu-
tion. Or a concert hall.]

Here are a few cards from our
card game to get you started.
Cut out the cards and put them in
front of you. Now think about
the experience you have made
with any art institution or arts
education project. Next, select
a card that is connected to
that experience in some way. It
can be a very loose connection.
Share your thoughts with

other persons around you
and let them do the
same. Are your experien-
ces similar? How are
they different?
What emotions will
come up?
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The aim of the card game is to
promote discussion. It is meant to
create connections between people so that
stories about experiences can be shared.
And stories about visions for the future. [Vi-
sion is another word for a dream for the fu-
ture.] There are no rules regarding the use of
the cards. You are therefore free to invent
your own games and activities. You can use
the cards as you may wish.
We are Vivian Chan and Rowan de
Freitas, the co-founders of Kollektiv Kunst
im Zwischenraum. Kunst im Zwischenraum
is German and can be translated as art in
intermediate space. We are an autonomous
organization, arts collective and learning
platform. At the centre of our collective struc-
ture is the need to create space for inter-
sectional, empathetic and playful approaches
to education, organization and (artistic) work.
[Intersectional means: Some people are dis-
advantaged for various reasons. For example,
due to their religion. Due to their gender.
Or due to their origin. Intersectionality means:
Several of these grounds for discrimination
might coincide. For example: A personis
lesbian and Muslim).
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Tool kit for Care was our contri-

bution to the series of events that
gave rise to this collection of texts. It

took the form of a workshop with di-

scussions. Itis based on a card game that
we developed ourselves. The aim of the
game is to explore caring, accessibility and
emotional work in arts.

The card game was created as a basis
for the workshop. However, it can also be
employed in various other arts education
settings. For example, in arts education
within a museum or gallery, in arts education
in schools and youth groups. As well as in
self-organized art collectives and groups. The
aim of the card set is to offer a tool that can
be used for intuitive, individual reflection.
[Intuitive means: | will make a quick decision
without thinking about it for a long time first].
The card game contains playful, dynamic
group exercises around which the conver-
sations take place. It is about collective

caring, sharing of individual know-
ledge as well as group organi-
zation. [Collective is another
word for together.] During
the workshop we worked
together in groups to explo-
re several questions. For
example, the following
questions:

TOOLKIT FOR CARE

X WHAT? What is space? Is it

a physical, a digital or a hybrid
space? What does it look like?
What needs are being
addressed?

HOW? How are resources
collected, produced and
distributed there? [Resources
are, for example, time or
moneyl. How is knowledge
shared?

WHO? Who is this for? Who

is speaking? To whom do
others listen? How are power
and responsibility distributed
among each other?

We believe that these questions are
important. They should be considered
when creating and presenting artistic and
educational content. In all institutions these
questions should be asked and answered
regularly. [Institution is another word for

a facility. A museum is an institution. Or a
theatre.]
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WORKSHAPIDNA XOVEAR CHAN & ROWAN DE FREITAS

Wordpuddle

These are the words we have

used in our card set. They can

serve as an impetus for discussi-
ons about caring, emotional la-
bour and accessibility in arts edu-

Travel
Contract
Tour
Meeting
Event
Workshop
Email
Exhibition
Future
Intervention
Expenses
Capacity
Needs
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cation. [Emotion is another word
for feeling.] Which of these are par-
ticularly important to you?

think
(un)learn
cry

care for
listen
speak
play

make space
breathe

be

build
change
observe
connect
practice
consent
invite
create
hope
collaborate
trust
acknowledge
exchange
reflect
support
narrate
decide
magine
destroy or
dismantle
refuse
reject
protect
Sickness

Power
Fear
Sadness
Anger
Stress
Grief
Joy
Pleasure
Health

Resilience
Acceptance
Disappointment
Uncertainty
Bravery
Vulnerability
Autonomy

Sense of agency
Solidarity
Empathy

Fun
Accountability
Strength
Flexibility
Intuition
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Our own reflections
after the workshop: We used
the card set as a writing tool.
We randomly selected a picture
card and a word card and used them to ref-
lect on the process.

We must acknowledge:

X Which points of the original
ideas and projects are no
longer suitable for us?

X What must disintegrate and
transform into something
else?

X What has grown without this
having been our intention?

X Whatdo crises, reactions to
stress and unexpected
changes tell us about the
strength of our connections?

TITLE

How can we find a balance
between carrying the burden
of others and leaving our

own burden to others?

Who is expected to remain
strong and just carry on? How
do we share their burden?

X Accepting that so many parts

of the process are lost.

X What we imagined did not

happen at that moment. That
is fine.

A little disappointment and
frustration can be useful, but
we need to talk to each
other about this so that the
disappointment will not get
any bigger and, as aresullt,
cause things to break.

What if we slowed down? So
that we can enjoy the process
and have fun?

What can we learn from
non-human organisms? And
how can we apply these
suggestions in a fun and
playful way?
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WORKSHOP II VIVIAN CHAN & ROWAN DE FREITAS ‘

X For example:
Ants collaborate
in building
bridges. Mush-
rooms coopera-
te closely with
trees, thus for-
ming acommon
ecosystem. What
can we learn from
this about the various ty-
pes of support and care?

X In moments of insecurity,

one is allowed to cry.

X Crying can mean

many things - empathy,
compassion, pain, happi-
ness, sadness, frustration,
disappointment, anger,
exhaustion... Tears can
connect people.

You must becareful with a
hammer. It is a powerful tool.
It can be used to destroy as
well as to construct.

What is close to our hearts?
What needs to be dismantled?
Repaired? Expanded? Reno-
vated?
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Some concluding thoughts:

X How can we create and
provide spaces for care and
respect for ourselves and
each other?

X How can we talk about plea-
sant as well as uncomfortable
feelings, about situations
and experiences? And how
can we have these conversati-
ons without damaging the
safe spaces we already have?

We hope that the card set can encourage
people to imagine, discuss and change
institutional projects and ways of working
in real, practical and alternative ways.



VIVIAN CHAN & ROWAN DE FREITAS TOOLKIT FOR CARE

X Here are some more
cards that might be
-helpful to starta
conversation. The
questions are me-
ant to stimulate
ideas or connec-
tions between diffe-
rent words,
illustrations and
people. Itis completely
optional, however, to use
them. What are any other
questions you might have?
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