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Voicing the Unheard
Cagla llk

The year 2020 was extraordinary — not only personally, but for every-
one across the globe. In March, we found ourselves confronting a
virus that dramatically transformed life as we had known it in the 21st
century. Societal structures nearly collapsed, and suddenly humanity
shared a common adversary. On a personal level, this remarkable
year also marked a significant new beginning: in the spring of 2020,
Misal Adnan Yildiz and | were appointed directors of the Kunsthalle
Baden-Baden.

Since its founding in 1909, the Staatliche Kunsthalle Baden-
Baden (re-named 'Staatliche'in 2008 to highlight its affiliation with
the State of Baden-Wiirttemberg) has embodied a radical and
forward-thinking approach to contemporary art. Housed in a striking
Art Nouveau building designed by Hermann Billing, the Kunsthalle
stood out as the only state museum in Baden-Wirttemberg without
a permanent collection. Rather than accumulating artworks, it
functioned purely as an experimental exhibition space. Over the
decades, the Kunsthalle has hosted pioneering shows that shaped
international art conversations. Under visionary directors such as
Dietrich Mahlow, Klaus Gallwitz, Katharina Schmidt, and Jochen
Poetter, it became known for groundbreaking formats such as the 74
mal 14 series [1968-1973], in which artists like Georg Baselitz and
Gerhard Richter transformed the institution into a temporary studio,



as well as site-specific sculptural interventions by Richard Serra and
Dan Flavin.

Remarkably, our appointment, its official announcement,
and the start of our roles coincided with - on the very same day
as — the peak of a pandemic that confined us all to our homes. Due
to movement restrictions, it was only on 5 June 2020 that we were
able to travel from Berlin to Baden-Baden for our first official visit to
the Kunsthalle as co-directors. We received a warm reception from
the staff, yet our initial experience included a profoundly unsettling
discovery. As we entered the foyer, arranged like a welcoming
bookstore showcasing publications from various periods, we en-
countered something alarming: among these thoughtfully displayed
books was a small publication titled Oberrheinische Kunstausstel-
lung Baden-Baden April-Juli 1941, bearing a swastika clearly visible
on its cover. It was placed there silently among the other publica-
tions, unaccompanied by any critical framing or commentary.

As newly appointed directors, both with migrant backgrounds,
this shocking image within a state-run institution has deeply
disturbed us. Our instinctive reaction was to immediately remove
the book from display. At the same time, we pledged to each other
to investigate and critically understand why and how such a pub-
lication had appeared in this context, remaining on public display
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- unquestioned and uncontextualised - within a state institution.
This unexpected confrontation with unaddressed historical material
underscored the urgency of rethinking the institution’s relationship
with its own archives.

That encounter with institutional memory became the catalyst
for a new curatorial and conceptual departure: the Institutional
Healing project, by London-based artist Marysia Lewandowska.

Her artistic practice, with its deeply rooted questioning of
publicness, ownership, and institutional critique, offered a timely and
urgent perspective on the role of cultural institutions in confronting
their own histories and responsibilities.

We saw the need not only to rethink how art is presented, but
also to radically consider the very structure of the institution itself.
We aimed to reshape the Kunsthalle and challenge conventional
museum models, reaffirming its role as a laboratory for ideas -

a space for critical reflection, for collective authorship, and, above
all, for artistic practice in all its phases, including the often-invisible
processes of research and experimentation. We envisioned the
Kunsthalle as a home for artists. And we meant this literally.

Building upon this critical reflection, we developed a newly
defined concept of Hauskiinstler*innen - or simply, Kunsthalle Artist
- as Artist at Work: not merely a guest exhibitor, but a long-term
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collaborator working within the institution. This model was inspired
by structures commonly present in the German theatre landscape,
where directors are given multi-year terms to evolve narratives and
produce site-specific stagings. We wanted to adapt this dramaturgi-
cal logic to the visual arts, imagining a framework in which the artist
becomes embedded in the institution’s rhythm.

Between 2020 and 2022, during the Covid-19 pandemic,
institutions around the world not only closed their doors to visitors,
but also drastically reduced their artistic production - limiting exhibi-
tions, events, and new commissions. Recognising the gravity of this
moment, we sought to actively support artists and their processes.
This meant going beyond standard obligations and financial ar-
rangements, consciously prioritising the critical phases of research,
content development, and collaborative experimentation.

Our collaboration with Marysia Lewandowska, which began at
different times - for Misal Adnan Yildiz, during her Re-Negotiation ex-
hibition at Artspace Aotearoa in Auckland in 2015, and for me, in the
summer of 2020 - came to perfectly articulate this vision. Her unique
ability to move between archives and institutions, memory and cri-
tique, helped us understand the Kunsthalle as a living organism - one
with a complex past and evolving identity. That earlier encounter at
Artspace Aotearoa had already opened up new perspectives on art
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[27.08.-15.10.1989]

history and its material traces, setting the tone for a sustained conver-
sation around access, authorship, and institutional memory.

Lewandowska’s arrival at the Kunsthalle came with an invitation
to reflect on the institution itself. Through her attentiveness, she tuned
into the hidden resonances between the building and its archives, and
between people and their histories, shaping a dialogue that continues
to inform our understanding of what an art institution could be.

Over the five years of collaboration, she gained an insider-out-
sider perspective on the Kunsthalle’s past and present practices,
critically examining how the voices of artists and the circulation
of contemporary art are mediated - and at times constrained -
by dealers, agents, and institutional representatives.

Working through intensive dialogues with us as directors and
with the entire team, she addressed structural transformations,
public engagement, and possibilities of collective authorship. Her
process-oriented practice articulated a vision for an institutional
model that embraces new forms of public interaction, nurtures
meaningful relationships, and redefines institutional roles as well as
contradictions for a post-pandemic era.

One of the central aspects of this collaboration was our shared
vision to establish a dedicated space within the institution for long-
term artistic positions. This approach gained even greater relevance
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Donald Judd

during the Covid-19 pandemic, which disrupted nearly all exhibition
schedules, public programming, and forms of cultural labour. Artists
were among the most severely affected - suddenly left without
access to spaces, audiences, or income. And yet, artistic research
never stopped.

In fact, this pause in visible institutional activity opened a rare
and vital opportunity: to slow down, to reflect, and to listen. Together
with Marysia Lewandowska, we began to reimagine the Kunsthalle
not simply as an exhibition platform, but as an organism - a living
structure shaped by its history, absences, and latent narratives. She
treated the institution as a body with memory - one that needed
to be heard and to be healed before it could be reimagined. This
sustained inquiry became a foundational act of what she came to call
Institutional Healing.

Marysia Lewandowska’s artistic practice is deeply committed
to recovering suppressed voices and reimagining institutional histo-
ries through a combination of feminist, archival, and dialogical strate-
gies. Across numerous projects, she challenges dominant narratives
by centring listening, co-authorship, and generosity - not merely as
aesthetic choices, but as political tools for cultural transformation.

The Women’s Audio Archive, which began in 1983 and was
digitised in 2009 in collaboration with Bard College, serves as a
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foundational example. Originally recorded with a Sony Walkman,
the archive gathers over 120 hours of Lewandowska’s conversations
with feminist artists and thinkers, capturing not only their spoken
words but also their presence. In doing so, the artist reclaims oral
history as a powerful mode of art writing and historiography - one
that resists erasure, foregrounds lived experience, and challenges
academic notions of objectivity and neutrality.

At Moderna Museet in Stockholm, Lewandowska’s project
How Public Is the Public Museum? addressed the ethics of cultural
ownership and the role of generosity in public institutions. Inspired
by Robert Rauschenberg’s donation of his handwriting for the muse-
um’s logo, Lewandowska placed the © sign next to the logo visible
on the Museum’s fagade, and at the same time invited contributors
to the Modernautstdliningen 2010 catalogue to release their texts
and images under Creative Commons licenses — promoting shared
authorship as a means of challenging how museums mediate access
to knowledge. In how to pass through a door (2023), developed
during an inaugural research residency commissioned by the
Jencks Foundation at The Cosmic House in London, Lewandowska
created a sound installation in tribute to Maggie Keswick Jencks
(1941-1995). With only a limited number of archival audio recordings
available, the work imaginatively re-assembles and re-deploys the
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1987 lecture given by Maggie Keswick - highlighting the voice as a
unique and irreplaceable medium of cultural memory and presence.

This concern with voicing the historically overlooked female
figures again underpins Welcome (2023), a performative installation
at the Kestner Gesellschaft in Hannover. There, Lewandowska
constructs a fictional scenario in which art historian Sophie Kiippers
has been appointed as the institution’s first female director in 1923.
Through live performance, archival film, and immersive audio, the
work proposes a different institutional history - one shaped by
women’s leadership and collective ideals.

During her archival research at the Kunsthalle Baden-Baden,
Lewandowska came across an audio tape containing an interview
with Donald Judd, conducted by then-director Jochen Poetter. This
unheard recording became the catalyst for the Recording_1989
installation, curated by Misal Adnan Yildiz and Dominik Busch.
Together, they shaped both material and conceptual frameworks to
bring new significance to the archival document.

Lewandowska’s approach went beyond simply releasing the
recording into public domain. She interrogated how the artist’s voice
had been constructed, examined the political conditions that shaped
the conversation, and reflected on how voice contributes to the for-
mation of institutional memory. Reframing the archive as a contested
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site of authority, she opened up the space for alternative narratives
and critical reflection. In order to physically manifest these inquiries,
Lewandowska - working with the architectural practice Mooradian
Studio - designed a recording pavilion referencing Donald Judd’s
iconic aluminium sculptures and placed it within the Kunsthalle.
Drawing upon Judd’s construction principles, the pavilion functions
as both a recording studio and a conceptual platform for dialogue

- an invitational space welcoming diverse voices to contribute and
be heard.

Throughout the project, Lewandowska orchestrated institutional
knowledge in a curated series of interviews inside the recording
studio structure. With sound design by Robert Jack, these recorded
conversations amend historical omissions and explore the relation-
ship between speaking, listening, and remembering.

Recording_1989 emerges as a collaborative engagement with
the archive — one that reimagines its role in shaping cultural memory,
authorship, and participation. Spanning different geographies,
communities, and institutional contexts, Lewandowska mobilises
the voice as both material and metaphor: in relation to memory and
agency, and by making space where silence once prevailed.

Through these carefully considered artworks, she constructs
alternative systems of representation where generosity, imagination,
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and feminist agency challenge dominant narratives. Whether
through recorded interviews, performative fiction, or institutional
critique, Lewandowska opens up space for polyphonic storytelling
and co-authored meaning-making. Her work continues to ask: Who
gets to speak, and who gets to be remembered? And more crucially
- how can art serve as a site and vehicle that allows those without a
voice to be acknowledged and be heard?

The institution to which she has been deeply committed - led
in its final chapter by me and Misal Adnan Yildiz - is now set to
be handed over to an entity whose roots lie outside the realm of
contemporary art. With this transition, both the publication at hand
and the Institutional Healing project come to signify the conclu-
sion of Kunsthalle Baden-Baden: an institution that, for 115 years,
remained devoted to the advancement of public engagement with
contemporary art practices. Yet, through the entire exhibition history
represented here by the timeline and spatial memory preserved in
these pages, its legacy endures - archived, remembered, and for
now embedded in our collective memory.
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In Conversation
Frances Morris and
Marysia Lewandowska



Marysia Lewandowska [ML] We meet to talk about institutions and
how they change, how we change them and, perhaps, the other
way round as well. | have frequently cited the ‘body’ and ‘healing’ as
relevant points of reference. It has proven a productive metaphor not
just in the specific context of the Kunsthalle Baden-Baden, where |
had been invited by its two directors and proposed a project known
as Institutional Healing, but also, more broadly, in relation to the
Covid-19 pandemic and other potential seismic shifts that can catch
an institution off-guard. With the forced closure of the building of the
Kunsthalle Baden-Baden, which came about just as Cagla ilk and
Misal Adnan Yildiz began a five-year directorial tenure in May 2020,
they decided to turn their efforts to re-think the institution itself.
Together we set out to ‘treat’ that organism, and the Kunsthalle as
an organisation, by focussing on the internal vulnerabilities within
the structure previously geared towards delivering a well-rehearsed
exhibition programme. Our ambition was to interrogate the limited
potential that became evident in the face of the Kunsthalle’s closure
and identify future changes. And while it was brutally obvious that
living bodies came under real threat during the pandemic, what
came about in the background was a disruption and evacuation of
existing points of certainty for the Kunsthalle involving employees
and the public. The external factors provided an unexpected respite
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from habitual procedures required by exhibition production. The
conventional opposition of the heart and brain within the organisa-
tion was neither desirable nor attainable.

Frances Morris [FM] | like the body metaphor. But for me, working at
Tate, with its hybrid matrix structure, required different metaphors.
The notion of a complex multi-part organisation, with four museums,
multiple buildings, central departments alongside localised teams,
evoked a more unruly entity inextricably caught up in multiple over-
lapping internal relationships. But also interconnecting with a multi-
plicity of entities externally, of society, nature, and so on ... | wonder if
ecological metaphors are more apt for my experience, certainly at a
time of uncertainty through the pandemic where the vulnerability of
the organisation’s relations to the outside world, and internal ones,
were equally exposed.

ML The uncertainty and complexity impacted different
social strata unequally. How did you experience your work with the
encroaching pandemic? Were decisions made rapidly and within
a small group of people? The museum as you knew it was about
to close and all the engagements had to be reconfigured. How did
you approach the idea of communicating with the public online?
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While the digital realm offered a sense of connection and continuity,
access to your primary capital, that is the collections and displays,
ceased. And quite suddenly that well-oiled machine and its oper-
ations were seemingly grinding to a halt. | wonder what was going
through your mind at that moment. How your role as director, also
responsible for the well-being of people you worked closely with,
affected you?

FM At Tate Modern this closure, although anticipated and
seamless in execution, felt shockingly sudden and with unforeseen
consequences. From a bustling hive of activity, we were plunged
into darkness. The space was ghostly, still and silent. For me the
absence of the physical presence of the public emptied the building
of meaning. After all Tate is an institution which cares for a perma-
nent collection on public view and in ‘public ownership’. At the same
time, like in Baden-Baden, the welfare of our people - experiencing
the forced isolation of lockdown - was of paramount concern. One
immediate outcome was a three-week cessation of all work, afford-
ing colleagues a period of decompression. Later, colleagues whose
duties could not be undertaken during closure were placed on
government-funded furlough. For many this was the prelude to per-
manent redundancy. So, the experience of loss was very acute - loss
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of income, morale, friendships, perhaps also a loss of confidence...
and the need to embrace uncertainty.

That experience, in what had become an over-confident muse-
um - and | can say this now! - prompted a period of reflection which
| think was useful and, in fact, necessary. It is worth remembering
that two major agendas for Tate — and the world - Black Lives Matter
and Climate Emergency were seriously impacting as Covid-19 hit
and were inescapably present in much of the thinking around how to
come out of the pandemic. At least for the period of lockdown there
appeared to be an opportunity to re-start the institution with a radical
shiftin gear.

ML Exactly in relation to that, | was just thinking how such a
disruption and the ensuing existential crisis created an opportunity
to rethink the role of a public institution. What were its constituent
parts and which of them remained relevant and necessary; could the
vulnerabilities of the system be easily identified and how could the
withdrawal of its primary functions be accommodated? How does
an institution, such as the museum in your case, or a Kunsthalle,
function without access to the building and audience? Having de-
veloped these ideas speculatively in previous projects, especially in
the film Museum Futures. Distributed. made collaboratively with Neil
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Cummings in 2008, now was an opportunity to test them in real life.
The film, which centres on the centenary interview with Moderna
Museet’s executive director Ayan Lindquist, set in June of 2058,
explores a possible genealogy for contemporary art practice and

its institutions. It re-imagines the role of artists, museums, galleries,
markets, and academies in the world dominated by a shrinking
public sphere. While this was a work of fiction, now at the Kunsthalle
| had a genuine chance to discuss implementation of such scenarios
with the newly appointed directors who were interested in both
intellectual transformation alongside looking into governance and
modes of working. That change marked a shift from producing
exhibitions and catalogues, devoted to well-established artists
embedded in the gallery network, to a discursive and performative
programme with emphasis on research and experimental enquiry.
My task, first of all, was to investigate the internal structure and
come up with suggestions. So in that sense, the pandemic and the
forced withdrawal from exhibition-making created an opportunity to
search for a viable methodology. Working collectively and knowingly
traversing untested terrain was critical for the first steps we took.

FM The situation for Tate or for Tate Modern was different. Like
many big museums we shifted into a digital mode addressing a huge
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[14.07.- 08.10.2023] Marysia Lewandowska: Recording_1989

international audience, hungry for new content, while also upscaling
virtual means of supporting each other within the institution and with
other institutions. | have never felt so connected with colleagues,
locally and around the globe, through friendship networks and sector
networks like CIMAM. But we were also thinking about our future,
beyond the pandemic. The pause Covid brought us from the insistent
activity of programme was filled with reflection - fuelled by climate
emergency and BLM as much as by Covid-19 - and in turn by a grow-
ing doubt about the efficacy of some of our behaviours, such as the
blockbuster exhibition model, reinforcing as it does the ascendency of
a small number of (white/male) artists or our attachment to an equally
unsustainable model of collecting beyond our ability to display. Nei-
ther felt intrinsic to the museum’s mission to increase public access to
and the enjoyment of art. Other aspects of our programme, including
the experimental research-based learning space Tate Exchange, and
the work we undertook in the local community at the instigation of
Tania Bruguera, felt of more value. And yet the income invested in this
work we valued so much was tiny in terms of its cash value compared
to other projects. | was endlessly reminded of our conversations
dating back to the late 1990s when you and Neil Cummings were
beginning to work on Capital, Tate Modern’s very first ‘Contemporary
Intervention’ that took place within a year of its opening.
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In truth, these questions didn’t come out of the blue with
Covid-19, nor were they instigated simply in response to BLM and the
declaration of a climate emergency. They were already germinating
when | became the director in 2016, when | took a personal respon-
sibility for addressing them. Having worked behind the scenes on
collection-building for over a decade, | was presented really for the
first time, since opening the museum, with the challenge of what does
it mean to be a public institution? Who is the audience you serve?
What are the agendas that frame the way you run an institution? |
quickly became aware that it is not always possible to align agendas of
income generation, governance, artists desires, and public needs.

The Gulbenkian report of 2016 which addressed the civic role
of museums was very important in shaping my thinking, especially
around the role of Tate Modern, located as it is in one of the poorest
neighbourhoods in London with huge challenges of social inclusion.
The report challenged museums to undertake new responsibilities
in the light of diminishing social cohesion. It argued that a museum
has the potential to perform multiple roles: as colleges, places of
learning, as temples, places that give meaning, as town halls, places
of debate, as a home, providing safety and belonging, and as a park,
a public sphere for everyone. This thinking was certainly in my mind
when, in 2017, we began to work with Tania Bruguera and a group
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of neighbours as ‘critical friends’, and it also underpinned many of

the collaborative community projects taking place in Tate Exchange.
When Covid-19 first impacted, | had been dismayed to feel that our
growing sense of neighbourhood would be on hold. However, this
was not the case. Our collaboration with the NHS (National Health
Service), who set up a temporary vaccination centre in our Turbine
Hall, would not have happened without this commitment to working
differently in the neighbourhood. As we came out of Covid-19, the plan
to bring ‘play’ and local families centre stage was also a reflection of
new thinking in light of the Gulbenkian report as well as conversations
with community addressing their needs, as well as ours.

ML This idea of a happy environment of a park as a template
for a museum structure relates to another type of thinking which |
attempted to capture in my film Rehearsing the Museum from 2018,
which followed on from a two-year research at the Asia Art Archive
in Hong Kong. The narrative unfolds through a dialogue taking place
in Shanghai between two women whose diverse backgrounds and
aspirations expose sensitivities around property development and
the contested ownership of museum artefacts. They reflect on the or-
igins of the museum boom, and the increasing pressure Western mu-
seums are experiencing from strong economies to face post-colonial

30 Frances Morris



consequences, linked to unresolved local histories. The film’s script is
construed as a speculative dialogue between the Western ideal of the
past, so keenly copied in China, and the potential of its transformation
into a form of ‘knowledge commons’. Think of it that way: if the cabi-
net of curiosities served as a privileged site, which had been at root
of the Western idea of the public museum, could a similar function be
projected on the classical garden as a site of production of cultural
value in pre-modern China. The film combines the idea of ‘specula-
tion’ with respect to financial markets with ‘speculative fiction’ as an
artistic tool with which to reflect upon the ecosystem of art. Tradition-
ally, speculation is associated with markets and defined as measuring
investment against future returns. In this age of ambition, marked by
the power of collectors, accelerated online flows, and technologies of
access, what many private museums in China offer is an architectural
landmark: often not more than a hollow signature structure.

The garden, on the other hand, retains its integrity and serves as
a place of natural preservation, leisure, and reflection. Would you say
that this perspective connects with your idea of the museum and park?

FM I'm not so sure. It wasn’t the ‘happy’ notion of the park that

we explored, rather the fact that most people feel comfortable with
being in a park and this setting supports multiple cultural and leisure
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activities alongside each other. For me the metaphor of the park
translated into strategy designed to forge a meaningful connection
between the content of the museum and its visitors, introducing
hands-on engagement through play alongside more traditional
forms of contemplative or intellectual engagement. | once described
the museum as a ‘university with a playground attached’. Play is

at the very beginning of the creative journey for the child but also

for many creatives; we ‘play’ with an idea to get us started. It was
important for me that our first experiment with ‘play’ at Tate Modern
was Ei Arakawa’s reinvention of Please Draw Freely, a collaborative
art work for children, made in 1956, by the artist Yoshihara Jiro, who
was part of Japanese Gutai group. While thousands of families got
down to draw on the Turbine Hall floor, the galleries also included a
special display of related Gutai work from the collection, connecting
the everyday experience of our visitors to an important and radical
moment in art history. The project, and others that followed, generat-
ed huge local audiences.

Incidentally the focus on play through acts of collective
mark-making, and the collaborative activities exploring other as-
pects of play that we made each spring and summer, were funded
by Uniglo. It is worth stating how vulnerable | felt as a director in
negotiating with stakeholders, negotiating both the practicalities and
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the ethics of them bringing their own strong brands and commercial
agendas to bear. It wasn’t so long since we managed to escape the
association with BP, and | was already in conversation with Nan
Goldin about how to remove the Sackler name from our escalator
and lifts. For me it was an iron rule to work with funders who were
fully supportive of our agendas, rather than the other way round. For
an institution with only around 35-45% of its funding, the agenda of
generating income was a matter of survival.

ML In Baden-Baden, where the Kunsthalle is funded by the
state, a different set of tensions arises. There exists, or had existed,
an expectation of delivering a programme within a well-established
model of exhibition-making rather than questioning how an exhi-
bition can perform a social function. With the arrival of Cagla ilk
and Misal Adnan Yildiz as directors, their very first project, called
Conditions of a Necessity, signalled a new direction with choreog-
raphy as the underlying mode of utilising the limited access to the
building during the pandemic. They proposed a diverse programme
of performances, concerts, screenings bringing visual arts and
and theatre students together into a dialogue. Insisting on minimal
material presence and using practical, flexible settings, it offered
an experience of togetherness at that exceptional time. This was
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followed by State and Nature: a critical reflection on the heritage
and reception of the Kunsthalle in relation to the environment of

the surrounding park as well as an exhibition on whiteness by artist
Candice Breitz, exploring the issues of race in the German context.
A strong discursive programme, which was not confined to educa-
tion, raised concerns with the state funders, as it was much harder
for them to evaluate its benefits. Another aspect relevant to the idea
of institutional healing was the attention and care towards artists
during the pandemic. A small number of them became employees of
the institution, collectively contributing to its functioning.

For Tate Modern the pandemic was clearly a catalyst in helping
the organisation to rethink its longer-term vision. In Baden-Baden the
original invitation from the directors - to me - expressed a change
in governance tactics signalling a major shift towards a discursive
programme: forging a political position, investing in research, sup-
porting unique relationships with artists. All of it within a regional,
relatively small community, which had limited interest in such a
proposal. The best way to describe what we were doing is to say, we
were creating a laboratory situation, a test bed, where not all activi-
ties carried the same weight and importance. Some decisions were
made collectively, others were authorised by the curatorial team and
the directors themselves.
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The pandemic likely pushed the institution towards introspec-
tion. But what was significant was how the artists played a role in
sustaining the programme and gaining financial support directly from
the public purse. Keeping artists’ work away from a dependency on
the market and sales yielded a benefit for the public. Artists were able
to continue taking risks while experimenting with their own practices,
not bound by reproducing their most successful output.

FM The notion of the museum as laboratory resonates very
strongly with me, in terms of what we were doing with the collabora-
tive programme unfolding in Tate Exchange and led by our Learning
Team, but across much of the programme. Exhibition projects always
began with a question, challenging rather than confirming even
when presenting an ‘established figure’ like Rodin or Mondrian.

But more fundamentally the whole display at Tate Modern was a
laboratory. We shifted from a permanent collection to a permanently
changing installation. We took out the barriers conventionally in place
in museum layouts, such as chronology, separation by geography,
or media, and used different ways of grouping works in a framework
that was provisional and porous, suggesting — over time — multiple
readings. The longer-term impacts were multiple. Most importantly
leading to the building of a transnational collection and opening
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the collection to live art. In the longer term, these then fed into the
establishment of the research centre funded now by Hyundai, which
is designed to foster outcomes that the public can experience from
origins in deep, scholarly research. | think Capital was an inspiration
for me, in the way it transported an erudite tradition of scholarship
and research into ‘the gift’ and into a live action in the gallery.

Hearing you talk about Baden-Baden | wonder whether the
audience even featured as a concern to the directors?

ML The context for Baden-Baden is that its specific geo-
graphical location as a spa town, its hot springs and water with
salutary properties, turned it into a different kind of playground in
recent years — one for the wealthy class. Historically, in the 19th
century a romance of health and leisure bringing together European
aristocracy, royalty, Russian writers, German intellectuals and artists,
still holds a strong appeal. So it definitely felt like the right decision
for the new directors of the Kunsthalle to revise the institution’s
relevance within the local context. It is also an institution without its
own collection. The exceptions are two works by Richard Serra and
Dan Flavin installed in the public realm, originally commissioned by
the Kunsthalle, and later gifted to the Staatsgalerie Stuttgart. Their
presence around the building defines the Kunsthalle’s relationship
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with the elegant setting of the city’s promenade. But not having to
deal with acquisitions and collecting can also be liberating. It can be
seen in terms of releasing funds while choreographing the structures
that can engage different kinds of public. The new team fostered
long-time relationships that fed into a long-term transformation. The
Kunsthalle became an agent in curating, facilitating, and taking care
of artists and their work, predominantly through commissioning new
and complex projects. But once you feel you have turned the ship
around, where are you going to sail?

In September of 2020, | met for the first time the Kunsthalle
team during an event called Conditions of a Necessity; this title
was printed on the specially supplied face masks that everyone was
wearing. It turned out to be truly successful. What proved to be more
of a challenge was finding collaborative forms of management within
the team. One reflection that can be drawn from these experiences
is that staging politically relevant projects aimed at creating value
and relevance beyond the art institution takes time. Just as recov-
ering seldom happens quickly. The pandemic delivered slowness,
but how could such slowness be sustained in the face of a gradual
return to ‘normality’. It seemed to me that it was no longer possible
for the institution to speak with one voice. Diversity of positions had
to be embraced both within and without.
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FM Can you say something about the audience in this case?

ML Perhaps there was no immediate physical audience for this,
but I think that the message was successfully distributed through oth-
er means. Kunsthalle’s presence was felt through collaborations with
institutions in the region that were not necessarily devoted to arts,
historical museums for example, while performance-based events,
publications, and digital archiving reinforced a distributed model.

This also brought about support for new productions and
collaborations with women artists who are at late stages of their
careers. Ulrike Ottinger’s (b. 1942) survey exhibition and the film
programme screened in the local cinema can serve as one example
of such an engagement. It reminded me of how we worked together
during the Capital project. The entire team was mobilised: sup-
porting the artist and her vision to pursue something that wasn’t a
standard retrospective but rather a precise response to an existential
threat which was still very much in the air. Cosmos Ottinger wilfully
externalised fifty years of practice with queer and feminist agendas,
where marginalised communities are given a voice through films,
performances, drawings, and sets. In turn, the show attracted mar-
ginalised groups and energised the community which previously has
not considered the Kunsthalle as place of dialogue.
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Building a different audience was something you were involved
in prior to the opening of Tate Modern. Over twenty five years ago,
with the new Bankside location in mind, you devised a pre-opening
programme of special commissions. The Capital project came to
life through your invitation to interrogate the history of the site in
relationship to its locality. For Neil Cummings and |, that locality
included the Bank of England across the river Thames. The directors
of the Kunsthalle Baden-Baden, as their first undertaking, commis-
sioned a historical timeline of all exhibitions that took place there
with the intention of making it visible at the entrance, the communal
space occupied by the café. An elegantly designed text, with artists’
names arranged chronologically, covered all of its white walls. So as
you were having lunch or coffee, you were surveying this horizon of
exhibitions, your eyes moving across known and unknown names.

It felt like a fitting introduction to how architecture serves as an
envelope of history. You couldn’t really avoid it, the recognition of
past engagements bears witness to current events. Not exactly as
decoration, but as a declaration that all our actions originate some-
where, and we are all part of something bigger than ourselves. This
kind of history lesson must be interpreted as an invitation and a form
of empowerment. This is what later led me to question the role of the
institution’s archive and the past it carries in the shaping of now.
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FM In the case of Tate there were two principal drivers
behind the pre-opening projects. One was to pre-empt the notion
that this was an institution that was being parachuted in from out-
side. We wanted to be present and to build relationships with stake-
holders, artists, local organisations and so on. This partly happened
though our pre-opening programme, and partly through regular
meetings with local residents, eventually resulting in the small gar-
den the neighbours share with staff, and a regular film programme
for local audiences.

Our pre-opening programme featured artists and curators
- like Mark Dion for example — or Bankside Browser, a project by
Andrew Renton and Kitty Scott, which was an open submission
exhibition in the form of an archive. They offered opportunities to
experiment with or rehearse different curatorial strategies and be-
haviours, mostly aimed at unsettling expectations and trying out new
strategies in advance of our radical collection displays. These were
strategies for unsettling the template of a conventional museum we
inherited from Tate Britain, experimenting with methodologies suited
to a new model coming to life in the early days of a new century. So
yes, we were well aware that there was a history, but we felt that
history and its conventions were outdated and needed to be chal-
lenged. And we were rupturing that history.

42 Frances Morris



Capital was also part of this sense of opening up the history of
the museum and was the first in a series of contemporary interven-
tions designed to hold the artist’s voice at the centre of the evolving
museum after its opening. The way it prompted questions about
how values in the institution relate to and are shaped by values in the
wider world was important, just as was your critical focus on Tate’s
origin story, something that has been so contested in recent years.
The whole conversation around giving has become ever more urgent
in the years since the opening of Tate Modern, itself the product of
multiple philanthropic gestures as well as state support. Capital’s
big questions won’t go away!

ML As you say, in recent years, the gift of the original founder
Henry Tate has been called into question due to his association
with sugar and therefore with the colonial past. The power of the
gift continues to affect all our relationships. At the time when Neil
Cummings and | were working with you, | recall that we made
demands, for example, requesting that everyone whose gifts the
Tate institution had received be made public. Such privileged infor-
mation, to which you had access, had to remain off limits. And this is
when you, in your role as curator involved all stages of development
throughout two years of research, conversation, and negotiation
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with external partners, made our project conceptually sound and
culturally relevant without destroying all other relationships within
the institution.

FM Working with artists who are interested in and critical of
the institution and its role has been transformative for me. Artists
like you, and Neil Cummings, or more recently Tania Bruguera have
a license to ask difficult questions under the guise of art. The kind of
commissioning that framed Capital or that supports Tate Modern’s
commissions in its Turbine Hall is based on an open invitation to
work freely in the space provided with minimal restrictions. And so,
we respect and support the artist and strive to meet and deliver their
vision. The artist is often able to ask questions which curators cannot
ask, and to challenge the institution in a way that would be impossible
from inside. These artists are gift horses! And honey pots, to use
conflicting metaphors. Gift horses because they bring gifts you might
not have known that you wanted and honey pots because institutions,
including divisions and individuals who are often in conflict, rally in
support of them and their demands. When Tania Bruguera and her
community collaborator — Tate Neighbours - demanded Tate remove
the donor’s name from the Blavatnik building, Tate responded by
inviting the neighbours to name the much larger Boiler House after an
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individual of their choice. This is why the original building now bears
the name of Natalie Bell, a long-standing and vocal community worker
in the neighbourhood. It was a hugely significant gesture in generating
trust between Tate Modern and our neighbours, a trust that has been
sustained and grown over the years.

ML In my experience working with the Kunsthalle’s directors,
they reached a point in their curating careers when they felt comfort-
able extending trust to an artist who became a partner and a collabo-
rator. The strength of your response to Tania Bruguera also contains a
contradiction: these kind of healing processes, which critically expose
certain habitual behaviours, do not require vast amounts of money.

The actual financial cost of naming the part of Tate Modern
known as the Boiler House was negligible, but the act of acknowl-
edging a member of the locall community created a palpable impact.
This case wasn’t about installing cast-metal letters with the name
of Natalie Bell on the wall, but initiating a dialogue triggered by an
impossible public demand. The terms of engagement between those
serving the public, in this case you, representing the museum, and
the community represented by Natalie Bell were clearly articulated.
It’s the kind of gesture one could expect from someone like Michael
Asher, an American artist who drew attention to conventions of
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artistic production and reception, as well as the making of history.
Your imaginative response to what might have remained in the realm
of contention, demonstrated the value and power of negotiation.
Similarly in the case of our Capital project, what | felt was most
radical about it was when you and Lars Nittve, the first director of
Tate Modern, met with the governor of the Bank of England, Eddie
George. The representatives of institutions, bearing a different
relationship to civil society, have for the very first time entered into
a dialogue and creative partnership. You were acting on our - the
artists - behalf, and the project relied on the generosity of others to
distribute the gift — a limited edition print. One of its points was to
choose its recipients, the ones who receive, which, at the same time,
meant injecting doubt in others, leading them to question why they
had not been selected. Perhaps this gesture could be seen as a form
of collective co-production, rather than property of the artists or of
an institution acting as host.

FM In a way it was that kind of thinking that returned under
a different guise during Covid-19. Tate Modern’s first two decades
could be seen, in retrospect, as an era of continuous growth and
endless change. The pandemic was somehow the first moment we
had to draw breath and that gave us the opportunity to see what

46 Frances Morris



wasn’t working — what needed healing - and to reflect on true
values, as well as true costs. The template we ourselves had set up in
2000 itself required a radical overhaul.

Conversations took place, informally, in a small group of Tate Di-
rectors meeting on a regular basis for sessions which we titled ‘a year
of asking questions’. In the notebook | dedicated to the task | noted
the words of Bruno Latour, who wrote so vividly on climate change.
‘Most of us’, he said, ‘are trapped in the mental co-ordinates of a world
that isn’t waiting for us on the other side’. Our conversations at Tate
were aimed at trying to break free from those mental co-ordinates.
Not surprisingly, elsewhere, everywhere, individuals - including our
own prime minister — were advocating strategies to ‘build back better’,
and there were moments of incredible activism from artists who | very
much welcomed into the Turbine Hall to stage their interventions,
some of which - the poet Ben Okri’s collaboration with Culture De-
clares and Extinction Rebellion, for example — were truly captivating.

Disappointingly, the mental co-ordinates Latour mentioned
were not only mostly still in place but increasingly entrenched as we
came out of Covid-19. The austerity measures hit immediately, bring-
ing with them a tangible aversion to risk. There were so many missed
opportunities. You could call this a collective failing of nerve. In my
view we still need - ever more urgently - to rethink our institutions,
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our systems, our behaviours, in response to multiple interconnected
crises threatening people and planet alike. My inability to effect that
change was the driving force of my departure from Tate Modern.

ML And yet the human cost, the planetary cost to keep that
support system in perpetuity - perhaps that’s a question for this
generation that is very aware, maybe much more aware of those
greaterrisks. | was, in a disjointed way, thinking about Tate as a body
and then of its muscles, what constitutes the muscle structure of
such a body.

FM Well, one of the truly powerful muscles in such an institu-
tion is conservation. It is much more powerful than the muscle of any
curator. It’s the conservators who override the curators in terms of
the conditions of display, which is very strange. But thinking of that
longevity, of perpetuity, this becomes much more important than the
intellectual property of an idea or, indeed, the artist’s vision for their
work. There’s a great deal of power within the body of the museum
itself, meaning that its arms can actually strike at, and counter, the
action of its legs. Getting that body to work in harmony is tough.

And then there’s the head, but there’s not a single head. Some of
the trustees used to say that there are perhaps too many heads at
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Tate. Interestingly, we still use the body as a reference for positions
and titles.

ML | think there are certain benefits to having more than
one head, perhaps two is a good number, I'm not sure when it be-
comes too much. Regardless, we’ve found ourselves - | feel - at a
point where the body as a metaphor for a public art institution is a
productive and rewarding thought. From it being alone and capable
of being together, from speaking to listening, from being violent to
being injured or hurt to self-healing.
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Institutional Healing
Artist Reporting, Part |



Reporting from meetings with Cagla ilk and Misal Adnan
Yildiz, the Staatliche Kunsthalle Baden-Baden Directors,
which were held online and in person.

Every institution has an engine, which needs regular
maintenance. Give everyone a glass of water, introducing
a fluid inside every body. Ensure a sense of belonging
through water.




[16.07.2020] Developing flexible and open structure.
Discussing work ethics and direction. Exploring collective
decision-making. Aiming to build a distributed institution.
Responding to current matters. Offering team support.




[20.08.2020] Understanding the institution’s historical
timeline. How has the Kunsthalle been instituted? What
have been the rules of engagement? Have these been
clearly stated and understood? Accepting the current
state of exception. What are the urgencies now? Iden-
tifying and supporting all of the collaborators. Advising
on conduct and governance, and adapting the existing
structure to better serve a discursive programme of exhi-
bitions and events. Building trust within the team and the
future audiences. How could flattening the governance
structure be achieved? What would that mean practical-
ly? Which management decisions should be shared and
which are to be delegated?




[04.09.2020] Introducing the water purification ritual

at the entrance. Placing a welcoming gesture at the
threshold. Wash your hands. (Ubiquitous presence of the
sign.) Water offers cleansing but also carries a risk of con-
tamination. Liquidation. Liquidity. When a river dries out,

a bed deprived of water remains, anticipating its return.
During a temporary closure, the Kunsthalle represents

a vessel drained of a life-sustaining liquid - in this case,
social interaction and participation. Drop sugar cubes into
a glass of water and watch them dissolve. Their solid state
is no longer visible and a change will be detectable only
through taste. Make your institution critically saturated.




[29.09.2020] Exploring the limitations of what remains
possible in an impossible situation during the ongoing
pandemic. Considering a need for a fresh approach
regarding public mediation, away from the exercise of
rebranding. The role of mental care in mediation between
the institution and its public, helping to establish a sense
of belonging during the building’s closure.




[01.10.2020] The virus acts as an agent of change. The
experience of the pandemic enables questioning of the
established norms and protocols. It will be important for
the new directors to match their artistic vision with the
process of administration under conditions of exception.
The current administrative structure has been unable

to implement a proposed programme, since it was set
up according to a different set of priorities. There is no
reason to hold on to these, as they have ceased to serve
a purpose under new directorship. Developing the lan-
guage and tools necessary in moving towards a transition
to a distributed institution.




Sara Ahmed

‘The world too is inherited as a dwelling. Whiteness might be what
is “here”, as a point from which the world unfolds, which is also

the point of inheritance. If whiteness is inherited, then it is also
reproduced. Whiteness gets reproduced by being seen as a form

of positive residence: as if it were a property of persons, cultures,
and places. Whiteness becomes, you could even say, “like itself”, as
a form of family resemblance. It is no accident that race has been
understood through familial metaphors in the sense that “races”
come to be seen as having “shared ancestry” [...] What does it mean
for attributes to be shared? Whilst sharing is often described as par-
ticipation in something (we share this or that thing, or we have this
or that thing in common), and even as the joy of taking part, sharing
also involves division, or the ownership of parts. To have a share

in something is to be invested in the value of that thing. The word
itself we might note comes from the Old English word scearu, which
refers to cutting or division. So the word ‘share’ which seems to point
to commonality depends on both cutting and division, where things
are cut up and distributed amongst others. [...] We can also consider
“institutions” as orientation devices, which take the shape of “what”
resides within them. After all, institutions provide collective or public
spaces. When we describe institutions as “being” white (institutional
whiteness), we are pointing to how institutional spaces are shaped
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by the proximity of some bodies and not others: white bodies gather,
and cohere to form the edges of such spaces [...] To recruit can sug-
gest both to renew and to restore. The act of recruitment, of bringing
new bodies in, restores the body of the institution, which depends on
gathering bodies to cohere as a body.

Becoming a “part” of an institution, which we can consider the
demand to share in it, or even have a share of it, hence requires not
only that one inhabits its buildings, but also that we follow its line:
we might start by saying “we”; by mourning its failures and rejoicing
in its successes; by reading the documents that circulate within
it, creating vertical and horizontal lines of communication; by the
chance encounters we have with those who share its grounds. To be
recruited is not only to join, but to sign up to a specific institution: to
inhabit it by turning around as a return of its address’

‘A Phenomenology of Whiteness. In: Feminist Theory.
SAGE Publications 2007 vol. 8(2), pp. 149-168.
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[22.10.2020] Consider the opening programme as a form
of promise regarding how the institution will function in
the future. What are the intellectual as well as practical
resources at your disposal at this moment? Bring new ele-
ments to your own role as caretakers who are safeguarding
a particular set of values based on beliefs in solidarity and
collective endeavour. Avoid the disconnect between what
you wish for, what you promise, what you deliver, and how
you respond to public demands and peer criticism. Every
decision will have greater consequences in the situation
of uncertainty and needs to be adopted in slow motion. All
decisions will take longer to implement, as they need to be
negotiated and accepted by rest of the team.




[17.12.2020] Could setting up educational relationships
show the way towards re-vitalising the institution, and
re-orientating its flow? The proposed gathering of stu-
dents from across German art academies represented
such a foundational moment, and perhaps secured a
template for a different artistic and intellectual layout.
This may not only change the symbolic status, but also
help to position the Kunsthalle as a think tank for multiple
partnerships. A long-term vision that includes creating

a strong and just management structure capable of
supporting regional actors and others. Rethinking a
relationship with the neighbouring Burda Museum and
making it productive. Working in partnership that feels
ethically sound and is backed by the awareness of bound-
aries to be drawn on the basis of an acceptable scale of
compromise.




[21.01.2021] Understanding leadership. Investing energy
in communicating with individual team members expe-
riencing disruption and anxiety due to the precarious
situation of the pandemic. Attending to the scope of re-
search interests within the team. Adjusting programming
responsibilities. Discussing the institution’s image and
collective identity. Setting up a framework for connecting
publishing initiatives with the ongoing discursive public
programme. Searching for appropriate mechanisms of
internal self-reflection.







Recording_1989




In Conversation

Misal Adnan Yildiz and
Marysia Lewandowska
[15.07.2023]



Misal Adnan Yildiz [MAY] Welcome to Recording_1989, | am Adnan
Yildiz. Since May 2020, together with Cagla ilk, I’'m co-director of
the Kunsthalle Baden-Baden, Germany. We're here together with
the artist Marysia Lewandowska to delve into her specially commis-
sioned project, which takes as its point of departure the historical

- and, until recently, it’s fair to say, relatively unknown - interview
between Donald Judd and Jochen Poetter. That conversation, which
took place in 1989 on the occasion of Judd’s exhibition, here at the
Kunsthalle, is now part of both our institution’s archive and its newly-
shaped identity - owing to your unwavering effort to bring it back
into the light of day.

Marysia Lewandowska [ML] Let’s begin by saying that we are
having our conversation inside a room modelled after the aluminium
sculpture Judd created for his 1989 presentation. | developed this
setting as an echo and - | hope - a respectful acknowledgment

of his work, as well as a space serving a specific function, that of

a recording studio. Our conversation marks the first in a series of
future interviews which are part of the new project. What’s important
to me is that all of its aspects are an attempt to think through the
institutional history of the Kunsthalle, especially the ideas around
authorship and authenticity, hierarchy and the role of the artist’s
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voice. As with several of my other works, revisiting this particular
exchange between Judd, the artist, and Poetter, the then director,
is intended to reveal some of the latent mechanisms of exhibition-
making not visible anywhere else.

MAY We should start with saying that things have changed
since then. | mean, this institution is not run by one man anymore.
And you would be exceptionally sensitive to that, having recently
completed an amazing project for Hannover’s Kestner Gesellschaft
in which you imagined a woman becoming the institution’s former
director. This way you managed to blur the distinction between
historical evidence and fiction to expose certain moral truths. Since
2020 the Kunsthalle Baden-Baden has been jointly run by two
directors, representing different cultural fields of contemporary art,
theatre, and performance.

ML It is stimulating and refreshing to see what co-directing,
collaborating, co-editing, and co-authoring brings to the spirit of an
institution. Here, it seems that the governing authorities have placed
trust in your combined expertise and the ability to develop a new
approach to the Kunsthalle’s multiple constituencies - the artists
and arts professionals, as well as the local and international public.
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MAY When | think of this institution’s history, | don’t intend to
revisit the past. History, in this case, helps project the future, whether
it means thinking about the archive, the exhibitions, or art history.
And if we think about all these together in the context of retrieving
artists’ voices: How do we approach the authority of both state
representatives and private foundations which regulate access to
what already belongs to all of us? How do we distinguish between
rights protection and rights extraction? This is why your work is so
significant. What immediately comes to mind as its critical feature
is your commitment to making things public. ’'m impressed by your
energy and perseverance when it comes to ensuring access to
creative work, both your own and others’. How has it propelled your
practice over the years?

ML | left Warsaw in 1982, in the midst of the martial law intro-
duced by the communist authorities in a bid to defend the regime
and prevent bringing down the Soviet bloc. | moved to London,
where I've been living ever since. That transition felt uneasy at first,
both in terms of losing my attachment to the language which has
always been an important aspect of my work as well as the need to
accommodate and contribute to a new context defined by a different
intellectual sensibility.
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| was brought up and educated under communism; this made
me aware of the importance of questioning authority and exposing
structures that control all aspects of our lives. In London at the
time, anything was possible, at least theoretically. This sense of
unlimited freedom was initially confusing and this is what sparked
my interest in working with audio recordings | found myself in a
culture that was only accessible through art, literature, film, but
which did not offer a clear path of how to function inside it as an
artist, as a woman, as a foreigner. | felt | had no agency at that
point, only a biography of someone educated in Eastern Europe,
which in 1982 seemed irrelevant. Firstly, | needed to get to know
my immediate surroundings - other artists and thinkers - in
order to be able to participate in any meaningful way. That’s how
| began recording conversations with women, which later gave
rise to the to the project known as the Women’s Audio Archive.
| was attending lectures, seminars, but also seeking out women
artists, gallerists, curators, writers, publishers, to speak with them
directly in private conversations. It was a process of learning and
self-discovery, of finding my voice but also building solidarity with
a wider community of shared interests. From then on, | would use
audio recording as a research tool just as much as a means of
developing a specific project.
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Voice recording directly relates to the body, to memory, to the
idea of capturing or self-archiving and, ultimately, self-preservation.
Coming from a culture rich in denial, such as Poland under com-
munism, built on many competing and contradictory narratives, you
develop a strong urge to find a moral compass that would help you
navigate your own value system. | realised that the act of archiving,
and understanding its implications, under conditions of repressed
truths offers a unique and liberating form of resistance. | have con-
stantly grappled with questions such as: Who authorises whom to
speak? Whose decisions lead to or prevent the exercise of social
justice? How do art institutions contribute to those conversations?
What kind of structures are needed to create an engaged public? In all
of the above, research plays an essential part, and the most generous
form of research to me is by approaching voices of others, directly.

MAY That also relates to working with archives as sites
of knowledge.

ML You are right, my understanding, as | arrived to it in my
practice, is that an archive is a dynamic and multifaceted idea, a
vehicle. Something that does not necessarily belong to a specific
institution and can be considered from various perspectives — you
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can say that in some, more or less visible way, we all make contri-
butions to those entities, at any given moment, in any given place.
Now, how these contributions are perceived and regarded is a whole
different question. But creativity is not only the domain of artists.
Archives are a good example of this, as they accrue the presence of
many. On the other hand, what ultimately finds its way into an archive
to be acknowledged as its part is often the result of random or arbi-
trary decisions, guidelines from structures that have little to do with
cultural values. So one can only critically understand their logic and
think of them in a broader sense as built upon all of our contributions
to a common heritage.

MAY We share it...

ML Yes, so it is sharing that becomes the defining function of
an archive. But it seems that under capitalism, where everything can
be commodified and also exploited for profit, archives are sites of
proprietary extractivism.

Intellectual property is both a vulnerable and a prolific source
for wealth creation. And yet, the mechanisms that are set in place
to safeguard it often contravene the way we communicate, intend
to leave traces, and inspire each other. So if | was barred access to
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- let’s just take this example of Judd and his voice - we wouldn’t

be sitting here, as | wouldn’t be able to ensure the existence of this
open-ended work. | feel a responsibility not simply to hold on to
things and, by extension, ideas but to release them and relinquish my
control. And that’s a very difficult proposition for most artists.

MAY Let’s dive deeper into that. When visiting the archive of
the Kunsthalle, what specifically made you focus on the Donald Judd
exhibition of 19897 What kept you confident that the recording of
this particular interview should be made available to the public?

ML There are a number of reasons, some of them very per-
sonal. Like | mentioned earlier, my practice and inquisitiveness also
stems from the need to navigate my own presence, although it is
not a universal reason with which to bridge all gaps. Rather, itis a
genuine urge to look into areas that resonate with my own history.
So the recording | came across in the Kunsthalle archive was one of
a very few recordings available on audio cassette. Most of the others
were on video. This was also what caught my attention. It’s important
to point out that the Kunsthalle archive has been organised relatively
recently. I've learnt that Dirk Teuber, who worked here as curator of
communications between 1986 and 2014, made repeated efforts to
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persuade various directors to establish an archive of the institution.
And he only succeeded to properly begin organising the materials in
2008, so in effect 101 years after the Kunsthalle first opened.

MAY Indeed, it did not exist before.

ML A large part of it consists of analogue materials which have
not yet been touched by digitisation, so they are only accessible in a
physical form, and that felt significant. Also, aside from being a fan of
Judd’s work and writing, | had previously recorded one of the slide
lectures he gave at the Whitechapel Gallery in 1986. Many years later,
in 2009, | was invited by our mutual colleague and friend, Maria Lind,
then director of the Center for Curatorial Studies at Bard College,

NY, to develop the Women’s Audio Archive, a project involving audio
recordings from the mid-1980s. After obtaining permission from the
Judd Foundation, it was the first time | made Judd’s voice publicly
available online.

So in this new encounter with Donald Judd, my interest has been
rekindled. | thought of how history had been unfolding in 1989, which
marked an important year in Europe for Poland, and for Germany. And,
on a different level, there was my own history, as it was the year of the
birth of my daughter - so many signals have aligned.
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MAY Let’s revisit the year 1989 and the exhibition, when the
old world order was being dismantled. In Berlin, in Poland, in Eastern
Europe - everything was in motion with the fall of communism. Yet
none of that, it seems, interfered in any way with Judd’s planning
for his exhibition in Baden-Baden. He produced 12 new aluminium
sculptures which occupied all of the spaces. If not the political
upheaval, ’'m wondering how the building itself influenced Judd’s
decisions. In this historical interview he often refers to proportions,
but it’s not easy to grasp the specific measurements, scale, or ratios,
which can only be experienced in person. This was his last exhibition
in a public institution in Europe. Judd died five years later. In 2011, at
the initiative of his son Flavin, the David Zwirner Gallery re-staged
the exhibition, clearly re-emphasising the importance of the 1989 ex-
hibition. So how do we talk about exhibitions? How do we remember
them? And when do they come back? Do you have some tips for us?

ML | don’t have any tips. But | was quite touched yesterday,
when several people came up to share their memories of visiting the
original Judd exhibition. They were present at that opening and my
installation has now reminded them of their experiences, together
with the year 1989, which marked a significant moment in their
own life histories. So you see, this is how that exhibition matters
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retrospectively, participating in a deeper recollection, beyond the
artistic impression it left. What did you have in mind when you said -
how to remember an exhibition?

MAY In other words, what stays with us after the exhibition?

ML Well, we live in a very different world to the one of 1989,
when there was no internet, no social media, no Instagram, no
smartphones. When | asked people yesterday if they perhaps took
some photographs at that opening, many said - no one carried
any cameras to take a picture of the artworks. So their memory, an
account they narrated, is all we have. And, perhaps, it is all we need.
That’s why activating the archive must include talking to the people
who still remember.

MAY This is not the first time we are working together; we
already share a history, too. When | became the director of Artspace
in Auckland, New Zealand - Aotearoa, we worked on an ambitious
solo exhibition engaging local artists and women architects, and
connecting with an international curatorial symposium. We did a
lot of contextual programming around your Re-Negotiation project,
which placed conversation at its centre. You have set up imaginary
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exchanges between artists, critics, curators using clips of recorded
material from your Women’s Audio Archive. Their voices were spatially
distributed around a communal table. This conceptual gathering gave
rise to actual gatherings; here was an example of use and re-use of
the exhibition space. And for me, after that, exhibitions became not
only forms of display, or research, and discursive platforms, but pre-
dominantly spaces open to negotiation. But my question is about how
could we develop this approach to exhibition making further.

ML That’s exactly what attracted me to start thinking about
Institutional Healing with you and Cagla, following your appointment
as directors here in Baden-Baden. The conditions you created at
Artspace, an institution of modest proportions, turned the idea of
negotiation into its modus operandi. What has come into focus with
Institutional Healing are questions regarding enabling and nurturing
a discursive space in terms of governance and the exhibition pro-
gramme, but also care in relation to wider uses of art. With the pan-
demic affecting all spheres of life, it felt timely to consider processes
and procedures that contribute to creating a healthy institution. We
have together embarked on the examination of the institution as a
social body, attempting to identify causes of weakness, malfunction,
lack of energy.
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To be sure, such an ambition brings with it its own challenges.
You were placing trust in a collective decision-making process
while dealing with internal protocols and, at the same time, allowing
the public to interfere with what has been otherwise considered
a well-established platform. That way you’re opening up your pro-
gramme, your alliances, your support systems to questioning, so a
plan to absorb criticism and dissenting positions was badly needed.
And that’s what | was also implying - that an artist and curator are
together taking a risk on behalf of the public. You want the public not
only to step out of the comfort zone of what is currently accepted
as art. You also want to encourage their own social engagement. By
testing the resilience of a model of an institution, through under-
standing its own metabolism, you were prepared to accept occa-
sional failures, as these gave the impetus for reconsidering the work
done so far before taking future decisions.

MAY Let’s get back to the Judd recording. The leading theme
for the interview was ‘back to clarity’. What could ‘clarity’ mean for
artists, and what does it mean for curators? At some point Jochen Po-
etter asks ‘Ist lhre Kunst schén?’ (Is your art beautiful?). It’s interesting
to expect clarity coming from beauty. Perhaps it’s close to the duality
between emotional intelligence and the intellect.
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ML Halfway through the interview, Judd declares ‘Clarity
is art. Confusion is confusion.” For him, the idea of clarity was the
basis of thinking through precise fabrication. This becomes even
stronger in his writings, and there are plenty of them collected into
elegant volumes published by The Judd Foundation, which looks
after his legacy with incredible care. He was very clear as a thinker,
and of course, in his work, it being so minimal, everything mattered.
Similarly, | feel committed to clarity in terms of what the physical
encounter with an echo of his presence announces conceptually. In
this particular project the stakes are high, not only by reflecting on
the institutional history by activating the archive, but also by offering
this ghost of the iconic Judd’s sculpture as a repurposed active
space - a recording studio for future interviews.

MAY How did you decide on this particular gesture of adapta-
tion or extension?

ML | wanted to address the process of recording, pointing to it
as a medium through which the embodied experience of the past con-
tinues to resonate. The decision to explore voice recording as a social
act led me to the collaboration with the London-based architecture
practice Mooradian Studio. This was how we have jointly embarked
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on examining one of Judd’s 1989 sculptures at a different scale.

A large aluminium structure resembling the original occupies one of
Kunsthalle’s top-lit spaces. While its outer skin references Judd, the
interior, lined with a white recycled paper pulp, and the orange-paint-
ed floor create the conditions of a sound recording studio. The
hardness and precision of the metal on the outside doesn’t give away
its internal softness achieved through a careful choice of materials.
And then as you step inside, you hear the artist’s voice. Judd speaking
from within a phantom image of his own work, within the same Kun-
sthalle space which his exhibition occupied 34 years earlier.

MAY Also, this metal cube seems quite aggressive from the
outside, but once you’re in, it’s very intimate, it almost insists on
helping you stay focused. It is also very beautiful. | dare to attribute
certain terms of femininity to it. Can we speak about this hard and
soft object, a room built within the room?

ML Itis clear from Judd’s correspondence with Poetter that
installing the 12 new sculptures across all of the Kunsthalle’s spaces
made him obsess with finding the right place for each of them. |, on
the other hand, had no choice, having been offered this particular,
almost perfectly square hall- which appeared to me ‘Judd-ian’in
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its proportions. Aram Mooradian and | wanted to respond to those
parameters by introducing a sense of surprise, which is precisely
what Judd did too. Each of his two-by-two-by-one meter aluminium
cubes was lined with perspex sheets in different colour, creating a
play of light with and subtle reflections spilling onto the sides of the
metal. So, in a way, we set out on a similar path. On the outside, our
structure quite affectionately admits its formal provenance. But as
you approach it, and you are forced to go around and enter inside,
what emerges is a secluded, cosy cubicle. Once you sit down at the
small table with two microphones, you and your interlocutor are safe-
ly out of everyone’s sight - the visitors, as well as the Kunsthalle staff.
The contradiction and surprise is that the recording studio allows

for complete privacy. And as we sit inside and are able to make eye
contact with each other, the public listening to our conversation can
only hear our voices through the speakers placed outside. We remain
out of sight.

MAY The white paper lining, which | liked a lot, brings a sort
of abstraction against which we hear Judd’s voice talking about
clarity — while, in fact, those two people are gravitating in different
directions. From the American Civil War to abstraction in painting,
they are talking of Soviet Russia, as well as capitalism. Judd seems
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to me a bit distant. These two men talking about politics, institutions,
art. It feels like the whole conversation is very self-centred and
self-referential. How did this interview sound to you from a critical
perspective? | mean this kind of exchange could not happen today,
they would both be cancelled.

ML | was also a bit surprised how unfocused their conversa-
tion seemed to be. During my research at the Municipal Archive in
Karlsruhe, where the Kunsthalle Baden-Baden files are kept, | was
able to look more closely at their exchange and from a different
perspective - through correspondence. The exhibition was in plan-
ning for two years, and their letters concern all stages of preparation,
from the early curatorial ideas to financial matters of manufacturing
the work in Switzerland and, finally, the catalogue. The tone changes
from formal, to casual and friendly, as they are getting to know each
other and then agree to meet in Vienna. Later on their correspond-
ence has been handed over to Judd’s studio assistant Elli Meyer.
Judd’s decisions by then are being communicated solely by her. And
when he arrives in Baden-Baden for the installation and sits down
with Jochen Poetter and Rosemarie Pahlke on August the 7th to
record the interview, he was already aware of all the questions, since
they were previously sent to him.
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MAY I'm trying to imagine what Judd might have made of
Baden-Baden as a place. Having myself lived here for three years,
it still carries a strong appeal of a 19th-century spa town. There’s
a sense of nostalgia for its former reputation - the place where
bourgeoisie, aristocracy, and royalty mingled with artists and intel-
lectuals. Now its projected ethos has shifted towards a display of
wealth, with Russian oligarchs leading the way. Perhaps this utopian
‘paradise lost’ feeling was one of the reasons why Judd and Poetter
forgot about the rest of the world.

ML The recording reveals something that could in a written
form go unnoticed - a feeling of remoteness. It also motivated me to
acknowledge those aural differences with my references to 1989 by
creating an immersive soundscape that includes anything from news
items to interviews with Judd’s contemporaries — Yvonne Rainer,
Jasper Johns, John Cage, which fill the ambience of the hall before
entering the recording studio. | felt it was important to introduce
wider political coordinates, which were absent from the interview.
This becomes particularly clear in a ‘Letter from America’ clip by
Alister Cooke, a British broadcaster, in which he analyses, from an
American perspective, the transition happening in Poland in 1989.
I'd imagine that Judd wasn’t prepared to discuss the political gravity
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of the ongoing events in Europe. At least, there is no mention of them
when he was working on the Baden-Baden show.

MAY | would like to consider your project in terms of including
other voices. Providing a recording studio for others to use was a
strong gesture that addressed the history of the institution, thinking
of its past but also imagining its future. We then invited Dominik
Busch, the Kunsthalle’s digital curator, to co-curate your show. He
was very engaged with the production of the installation, but also
attentive to the reception of the project. How did you decide to share
this recording studio with others?

ML The emphasis falls on activating the experience of what
it means to have a voice and to be heard, with its root in feminist
discourses. Your negotiation with the Judd Foundation to secure the
release of the recording from your archives and make it available in
public domain was an act of generosity and such an inspiring sign
of the trust they placed in the institution - in you as a curator and
me as an artist. So while the work can be understood as a tribute
to or acknowledgement of one artist by another, it also encourages
knowledge sharing. It stands against intellectual and emotional
territorial thinking.
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MAY There are different forms of listening. There are easy
listenings, there are deep listenings. You made a good proposal by
saying: record, preserve, share, care.

And with this work you are extending the idea of the archive
by inviting institutions in the region, the local art community, but
also different organisations that need a platform to be able to record
an interview. That’s how introspection begins and why dissemina-
tion matters.

ML That’s the idea for these diverse voices - to contribute, to
be collected for future listening. Since the Kunsthalle Baden-Baden
is not a collecting institution, it doesn’t have an art collection. But
what it could be is a collective. Rather than populating institutions
with objects, you might consider reaching out to people who are
willing to become part of a collective.

MAY | think this is a good place for us to end this interview.
Because, as you said, | would like to stay in a positive mental space.

ML Thank you, Adnan. And thank you all for listening.
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Institutional Healing
Artist Reporting, Part I



[07.02.2021] Making the shared responsibilities publicly
visible. The prefix ‘co’ in co-directors does not work well
in the German-language context. What are the alternative
ways of registering the duality? Establishing guiding
principles in relation to: What do you as the new directors
represent; what are your different duties and responsi-
bilities? Will you be speaking with one voice, and if not,
what are the distinguishing factors between you? Setting
up a realistic timetable of priorities - when to achieve
what. Thinking through autonomy and organisation in
relation to team management. Allowing time for responses,
comments, and complaints through improving internal
communication, clearly stating expectations, observing
consistency of approach. Paying attention to appropriate
forms of appreciation.




[16.02.2021] Holding regular team meetings to resolve
arising tensions and misunderstandings. Fostering a cul-
ture of nourishment and reciprocity inside the institution.
Avoiding unequal access to information, helping to create
transparency and an atmosphere of inclusion. Dividing
‘unthankful’ tasks fairly. Establishing a reward system
which is just and respects differences in commitment and
responsibility. Identifying which of the existing protocols
prove useful to ensuring continuity. Reviewing con-
tract-issuing procedures for artists and collaborators, and
when necessary, adapting them to a new set of practices
and demands.




[05.03.2021] In our own exchanges, establishing a
need for keeping written records while honouring oral
traditions of passing knowledge through conversation
and storytelling. Signalling the importance of the cultural
inheritance associated with the ephemeral condition of
trace, often lacking material representation. This matters
in the process of documenting diverse engagements
through note-taking and recording conversations, and
helping with understanding progress and orientation for
future meetings. Recording online meetings encourages
the archiving of live situations, which adds a valuable
element to the institution’s history.




[15.03.2021] In the early 20th century, Baden-Baden
was a site of interaction between intellectuals and other
communities seeking health benefits derived from the
region’s thermal waters, which were known for their
healing properties. What kind of community does the
current directorship of the Kunsthalle wish to address
and gather? What is the ‘healing’ potential of exhibitions,
performances, publications promoting inclusive ‘discur-
sive’ flows? Might consistent engagement with critical
art practices offer some remedies? Keep on queering
historical legacies of power that loom on the horizon of
neoliberal devastation. Devote the April meeting to the
memory of Marion von Osten.




[26.04.2021] The deadly virus has altered the texture

of reality and intervened into our relationships with each
other, exposing the limits of capitalism, extractivism, and
competition. At the same time, it created a necessity of
inventing every kind of survival tactic, as a consequence
turning our attention towards collective responsibility for
each other’s well-being. The continuing transformation
of the Kunsthalle with reduced public engagement
offers a chance of developing a more flexible and ad-
aptable structure.




[07.05.2021] Healing requires opening up the block-
ages. Some of these are physical and slowly manifest
themselves through time, others are hidden - having
resulted from the injuries inflicted in the course of history.
But sometimes the blockage remains, where the circum-
stances no longer allow one body to encounter another
without the mediation the agents and authorities which
caused it in the first place. Institutional health depends
on opening those blockages in order to radically alter not
only the perceptions, but the actual balance of power.




[09.05.2021] The Kunsthalle has no collection, with the
exception of a 1978 public work, Untitled, by Richard
Serra and a 1989 installation on the front of the building
by Dan Flavin. Each work was permanently sited at the
time of its creation. By the early 2000s, they were gifted
to the Staatsgalerie Stuttgart. An opportunity to take
advantage of and to repurpose the emphasis on collect-
ing in favour of embracing ideas around collectivity.




[12.05.2021] All those involved in academic or art insti-
tutions are acutely aware of the harsh commercial con-
siderations threatening their existence. Nourishing public
domain remains one of the fundamental obligations of
cultural institutions such as the Kunsthalle. The increased
pressure that financial interests exert on our public life
has created a strong need for non-proprietary and col-
laborative production. Through moments of consolidated
engagement in exhibition-making and archival excava-
tions, attention shifts towards cultural activities which
express desires for a more equitable system. Collective
ownership arises from a belief in public purpose and acts
as a guarantee in generating public value. It also carves
out space for un-acknowledged knowledge, repressed
knowledge and queer knowledge which originates from
contexts ridden with unexpected affiliations between
people and a wider social imagination.




[24.05.2021] Explore institutional generosity by con-
necting with collections housed in regional museums and
propose reciprocal exchanges. Partnering that is defined
by common cultural goals fosters wider public engage-
ment beyond the field of art. Consider queering the
institutional archive, developing proposals that include
non-art or non-professional collections, and systemati-
cally documenting ephemeral activities of the Kunsthalle.
Increase the uses of art as a space of conviviality.




[27.05.2021] The importance of publicly acknowledging
and respecting the previous team’s work. Awareness

of historic grievances. Internal diplomacy that aims at
opening up creative and curatorial opportunities for team
members, thus providing clear evaluation, motivation, and
vision for their roles in the institutional transformation.
Negotiating more time for listening to each other’s po-
sitions. A weekly team forum seems to have established
a cautious but honest approach that promises to utilise
the Institutional Healing platform as a vehicle for voicing
differences. Gradually dismantling institutional habits
associated with hierarchy and patriarchy becoming one
of the directors’ urgent priorities.




Marion von Osten

‘In many ways, the instrumentalisation of contemporary art by local
politicians, its usage as a speculative product, and its monocultural
conception are reflected in artistic practices themselves, or in the
way cultural producers have organised the production of culture
quite differently and collectively. It is also not by chance that the
beginnings of new transnational political struggles and analysis

can be found in artistic production before reaching other areas of
Western economies: artists and cultural producers experience a
relatively high degree of personal autonomy and reasonable working
conditions in their practice, but also poor pay, insecurity, and often
large commitments and debts. In the past decade, conversations
concerning both precarity and the search for a commons (in

order to constitute the political) have more often taken place in

art institutions than in social, political, or even academic contexts.
Crossdisciplinary platforms between art, theory, and activism are the
grounds on which it is possible to debate macro- and micro-political
claims. [...] My general interest in the recent debate on contemporary
art has been a focus on new forms of media and organisations of
feminist artists or architects, which is guided by the question of how,
in the context of a search beyond the confines of contemporary art,
difference is organised. What concrete possibilities in the field of
artistic, intellectual, and activist practices can generate structures
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for research, production, and dissemination other than those that
already exist? How have the strategies of contemporary practition-
ers changed and how are new possibilities within and beyond the
field of contemporary art constituted? [...] | became interested in
these concerns as it became obvious to me that a number of small
translocal organisations have emerged, creating multiple alternative
forms of small-scale institutions and an experimental field for diverse
aesthetic practices that could no longer be summarised under one
umbrella term like “artist-run space” or “art collective”.

The multiple roles undertaken by practitioners can also no
longer be described simply in terms of national specificities or as
another version of contemporary art from elsewhere. If at all, they
can be described via their translocal practices that include transna-
tional encounters and collaborative networks of cultural producers,
who often critique both the existing dominant or lacking structures
and limiting notions of art and culture. Moreover, practitioners
involved in organising new sites for production and distribution
travel across the fields of art, architecture, design, pop culture,
research, and institutional work, and thus refuse the monocultural
conception of the visual arts or the imperative to work within just
one discipline. Some of the micro-organisations like Cybermohalla
use the institutional field of contemporary art only partially, just from
time to time, to organise their production or to draw attention to their
practices in a survival economy. Thus, cultural producers’ increasing
self-organisation of sites of presentation, distribution, and action
has opened up a micro-organisational field, as well as a laboratory in
which to test what the political and the cultural might become from
the perspective of the producers themselves.

‘The End of Contemporary Art (As We Knew It)’, accessed
12.02.2025 at: https:/artfilmstudy.wordpress.com/wp-content/
uploads/2018/04/c1-von-osten_the-end-of-contemporary-art_
former-west.pdf
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[03.06.2021] Much ground has been shifted through
regular monthly meetings, and this leads to increased trust
and confidence in one another. Investing in the collective
decision-making process leaves room for differences to
be resolved more quickly and without lingering resent-
ment. The accumulated knowledge resulting from con-
versations with team members begins to form valuable
feedback, which is necessary for improving the relation-
ship between directors and the rest of the team. | feel
that if we continue actively participating in discussions
regarding conduct, a common understanding will emerge
organically, rather than as something ‘implemented’ or
imposed top-down.




[14.06.2021] How do the directors plan to incorporate
dissenting voices into their working process? How do
you keep track of unresolved disagreements and how
do those affect the mental health of the team mem-
bers? What remedies are you thinking about to improve
relations, and who should be responsible for administer-
ing them? What do you propose to do with the surplus of
negative energy detectable within the team?




[29.06.2021] Listening to a team member. ‘Between

the expression of an idea and its production as a public
experience in the form of an exhibition, an individual
artwork, or a publication is where a disconnect often
occurs. Continuity from idea to implementation could be
better achieved through more clear lines of responsibility.
How the structure of the Kunsthalle has been established
informs the nature of my tasks: It is not clear whether |

am expected to contribute new ideas. Do | support the
shaping of concepts? Is my role to implement established
concepts and oversee their production? The former areas
touch on the “curatorial” in the stricter sense, the latter
relate to production management or curatorial assistance.
These are the roles that are being assigned to me. How-
ever, my current observation is that while a certain part of
my conceptual input has been enthusiastically welcomed,
this part has also slowly slipped off the table and has not
been properly followed up. You have remarked that this
might be a fault in the process, which prevents me from
fulfilling my role efficiently, and as a result causes frus-
tration. We talked about the status of autonomy within an
institutional set-up. You shared with me a conviction that
a space-giving leadership enables each individual team
member to fulfil their ambition, leading to an atmosphere
of mutual trust, self-reliance, and personal and collective
growth - a conviction which | fully agree with. Currently,
personal autonomy in the curatorial team has reached a
particularly low point. However, | would like to continue

to believe that a change will take place. As you said, it

is important that the curatorial team is not only excited




about the directors’ agenda, but is also enthusiastic about
the prospect of working together. In terms of Institutional
Healing as a tangible output leading to a public experi-
ence, we talked about the idea of a manual or handbook.
I’m looking forward to being engaged with that.




Marina Vishmidt

‘However, if we acknowledge that art — as practice and as institution
- is multiply mediated, we see that it constitutes a mediation in its
own right, a function to which its status as exception is decisive.

In modernity, art has represented a safe space for eternal human
values, a means of class mobility, and finally a mystified last resort of
freedom, a sphere of licensed dissent whose incursions into polit-
ical traction or celebrity culture serve as a foil to the more abiding
facts of insulation and isolation. Nonetheless, art has held on to a
utopian character, precisely due to this insulation, even as it has
been increasingly called upon to serve as an institutional redoubt for
forms of cultural and political opposition that have been crowded
out of their older, welfare capitalist social spaces and channels. Yet,
in an age where capitalist extraction seems increasingly less in need
of mediations which can legitimate its rule - mediations such as
culture, education, or even formal, much less substantive, democ-
racy — art tends ever more relentlessly to become a status good,

less distinct from other types of luxury commodities and investment
sectors. Hence, the role of criticality in artistic discourse, functioning
as it has in recent years as the marker of conflicted empathy with the
victims of unchangeable social conditions, becomes increasingly
superfluous, and thereby inflationary, in line with the production

it concerns itself with. A “turn” may yet be observed, in which art
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institutions of all types rush to match their shrinking budgets with
more radical content that makes a “second appearance” in the space
of cultural production. Here, cachet is drawn from the academy or
grassroots activity that may have developed elsewhere or in another
historical moment, while in return a platform is offered — one which is
hard to jettison for strategic no less than economic reasons’

‘Anomaly and Autonomy: On the Currency of the Exception

in the Value Relations of Contemporary Art’. Accessed 12.02.2025
at: https://research.gold.ac.uk/id/eprint/25991/1/10 _Vishmidt_
ZKG_4_2018_Inhalt.pdf
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[02.07.2021] Let’s make listening one of the potential
remedies, so that emotional labour plays a part in the
evaluation system. Avoiding reproduction of hierarchical
and oppressive structures. Cultivating a sense of open-
ness and active participation through the establishment
of clear lines of communication and responsibility within
the team. Consider granting greater autonomy to the
individual members in an effort to boost confidence in a
new approach to team-building.




[20.07.2021] The artistic programme may benefit from:
developing an alternative to artworks-based collec-

tion; exploring wider audience creation; exploring the role
of pedagogy; attention to archival research as a source;
attention to the environmental impact of all activities
associated with the programme.




[19.11.2021] The institution understood as a reproductive
system of values - a body itself. How to collectively sup-
port the body of the institution? What processes and tools
will be needed in order to change its DNA? While inspect-
ing its bone structure (skeleton and spine) we attend to

its history. Considering the nervous system strengthens
the emotional capacity, thereby supporting a communal
endeavour at its foundation. By observing the relationship
between nourishment, consumption, and digestion,

we might be able to release energy, letting metabolism
become a driving force of transformation. Fluid transmis-
sion and circulation allows the body to use its own flows
to efficiently absorb the shock of a sudden change.




[22.11.2021] The reproductive system of values requires
adaptation; it may also benefit from accommodating gen-
der fluidity. Can adaptation serve as a generative rather
than a static force, engaging social relations, extending
the reach beyond the existing publics?

How did the ‘conditions of necessity’ help the
institutional body to survive long-term separation from its
communities.




Laurel Ptak

‘We are in a moment of unprecedented shifts, both inside arts institu-
tions and far beyond them. The extraordinary conditions of the pan-
demic have limited and abstracted exchanges with our communities,
colleagues, and publics that are at the center of institutional work.
Simultaneously, urgent and widespread cries for de-colonisation and
de-neoliberalisation are realigning institutions. They are pushed to
actively rethink how equity, inclusion, stability, and care must exist on
every level - and far beyond the symbolic registers where art often
stops. Collectively we are in the process of learning to see, question,
and transform the many disconnects between what has been prom-
ised and what has been present inside our institutional lives.

Exercises in Institutional Healing, 03.02.2021
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[23.11.2021] Introducing a concept of public value
which fosters collective value creation. What constitutes
public value and how does it differ from private value in
the art context? Insisting on public value amongst other
forms of economic growth. What are the incentives of
creating such value and how can it be calculated and
demonstrated? What are the tools for measuring value in
a public institution? Who has agency to create? Who has
agency to determine what is of value? When institutions
provide evidence of their success they are often restrict-
ed to simple market evaluation techniques which are

not able to account for qualities specific to art practices,
such as immaterial labour and performative outcomes.
Itis necessary to develop a new system, where public
institutions are able to demonstrate how their activities
encourage greater interaction between different actors,
how they incentivise and enrich the outcomes, which as

a result might contribute to greater economic output.
Emphasis centred on creating social value in places
where previously there was none.




[15.01.2022] What are the new forms of activity, the new
types of contributions to be invited by the directors, be-
yond the exhibition programme? What are the new audi-
ences that might engage with those? Can the Kunsthalle,
through its programme, change expectations regarding
the social function of art? Can this be more clearly articu-
lated through cross-disciplinary, intergenerational, cultur-
ally diverse, and collaborative initiatives? When the work
emerges from an engagement with others, it carries the
significance of individual investments that cannot easily
be separated and therefore leads to the appreciation of

a collective effort. Encourage sharing with a like-minded
group of people, where the relation between guest and
host, contributor and commissioner, are productive and
well established.




[18.02.2022] Allinstitutions are co-produced and
co-created by the public, private, and third sectors, such
as governing bodies. Together, they ensure the public
purpose of the institution. Future uncertainty about

the level of cooperation between the different actors is
something to explore rather than to avoid. Investing in
platforms and procedures which address the complexity
of behaviour will build the confidence of everyone in-
volved. Implementing an ongoing and reflexive evaluation
will be beneficial to a process in which critical voices are
encouraged and welcomed. That is one way of building
confidence in the institution, both from those within it and
from those outside of it.




[19.02.2022] Naming all of the main actors you are
trying to reach. Help them understand the nature of the
interaction between them. Identify specific benefits to
the public arising from these new relationships and de-
termine how to make them sustainable for a longer term.
How do the values co-produced by artists in the process
of engagement with the Kunsthalle circulate throughout a
wider, non-professional community? What could the new
mechanism of capturing value tell us about a more flexible
approach, where value spills-over to audiences who have
not had a direct experience of the Kunsthalle but have
been ‘touched’ by its ethos? By identifying or perhaps
even measuring those effects we will be able to unearth
the values which have previously been ‘hidden’ and pro-
cesses which have been unaccounted for. There is a need
to build on ‘remoteness’ and ‘virtuality’, especially during
and after the pandemic.




[20.02.2022] The Kunsthalle, alongside the hospital, can
be perceived as an institution of care, providing spiritual
and intellectual sustenance upon which the mental

health of the people depends. What kind of aesthetic
status and possible outcome might emerge from unruly
dialogue of professionals with enthusiasts, amateurs,

and passers-by? Planting, seeding, growing, fertilising,
and telling stories are processes that require forgetting
what is already familiar and known to everybody while
negotiating a fresh connection, a passionate involvement,
an investment without certainty of any particular return.
The uses of art cannot be limited to a closed system of
exchanges backed by institutional legitimation. Art must
remain viral, circulating, and embedded for it to be able to
inspire, motivate, and run against the grain.




[14.03.2022] The act of sharing produces an emotional
attachment normally reserved to acts of competition and
possessive individualism. As ongoing events of unrest
across many parts of the world have demonstrated, the
project of re-inventing social relations cannot be done

on the internet alone: it needs the engagement of our
bodies, feelings, and minds. Doing things together leads
to discoveries and helps to challenge the idea of the
world as ‘already made’, as something that results only
from the actions of others. Exploring the creative process
by embedding it within the common spaces we inhabit
characterises the most sophisticated art practices, which
rely on unexpected contributions and tacit knowledge.
The value here is not made through a transaction le-
gitimated by an institution: the value emerges from the
collisions, negotiations, adjustments, and conversations
of all participants.




Recordings



[07.08.1989] Donald Judd in conversation with Jochen Poetter and
Rosemarie Pahlke (A loop playing inside Recording_1989 installation)

[15.07.2023] Misal Adnan Yildiz in conversation with

Marysia Lewandowska [15.07.2023] Aram Mooradian in conver-
sation with Dominik Busch [16.07.2023] Callum Morton in conver-
sation with Marco Fusinato [08.10.2023] Cagla ilk in conversation
with Michael Akstaller [10.09.2023] Karl Manfred Rennertz in
conversation with Misal Adnan Yildiz and Lisa Steib

[24.09.2023] Dirk Teuber in conversation with Johanna Sentef
[01.10.2023] Claudia Emmert in conversation with Dominik Busch
[06.10.2023] Diana McCarty in conversation with Maria Inés Plaza
Lazo [07.10.2023] Adam Budak, Cagla ilk, Marysia Lewandowska,
and Misal Adnan Yildiz in conversation [07.10.2023] Caglailkin
conversation with Mehtap Baydu [07.10.2023] Margareta von
Oswald in conversation with Johanna Sentef [07.10.2023] Misal
Adnan Yildiz in conversation with Egemen Demirci [08.10.2023]
Cagla ilk in conversation with Misal Adnan Yildiz.

Conversations recorded inside the Recording_1989 installation

are available online: https://www.kunsthalle-baden-baden.de/en/
programm/synch05
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Contributors



Marysia Lewandowska is a Polish-born, London based artist who
has been exploring the public function of museums, exhibitions, and
archives. Research has played central part in projects, such as The
Value of Things, Birkhdauser [2000], and Capital [2001], curated by
Frances Morris at Tate Modern and realised in collaboration with

Neil Cummings. Tender Museum [2009] was commissioned by the
Muzeum Sztuki in £6dZ and is now part of its collection. In the same
year, the Women’s Audio Archive was launched online. The film
Rehearsing the Museum [2018] was made as a sequel to Museum
Futures. Distributed [2008], marking Moderna Museet’s Jubilee.

It's About Time, an installation offering an alternative history of the
Biennale organised by women, was presented at the 58th Venice Art
Biennale. In 2019, the Museum of Modern Art in Warsaw acquired
Enthusiasts Archive for their collection. Since 2020 she has been
collaborating with Staatliche Kunsthalle Baden-Baden on the process
of Institutional Healing, and this has led to Recording_1989, which ex-
plores the role of the artist’s voice in the institutional history. She was
the inaugural Artist-in-Residence [2021/22] at the Cosmic House in
London. Welcome [2023], a project recovering the memory of Sophie
Kiippers, featured as part of E/ Lissitzky: Selfportrait as the Kestner
Gesellschaft in Hannover. She is co-editor with Laurel Ptak of Undoing
Property?, Sternberg Press [2013], and with Jakub Gawkowski of Stéw
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Brak [2023], a collection of texts by Polish art critic Ewa Mikina that
was published by Muzeum Sztuki £6dz and GaMa, Poznan. She is a
member of Tate Modern Advisory Group.

Frances Morris CBE is a curator, art historian, and writer, and
Director of Tate Modern 2016-2023. Amongst her many exhibitions
and publications are acclaimed retrospectives of Louise Bourgeois,
Yayoi Kusama, and Agnes Martin. As Director of Collections, Inter-
national Art 2006-2016, she led the transformation of Tate’s Interna-
tional Collection, championing the inclusion of women, strategically
broadening and diversifying its international reach and representa-
tion, and bringing photography, moving image, and live art into the
institution for the first time through acquisitions, displays, and exhibi-
tions. Closely involved in Tate’s declaration of Climate and Ecological
Emergency in July 2019, Morris has become a leading voice in the
discussion around culture and sustainability and has recently been
appointed Chair of the Gallery Climate Coalition. Since 2024 she has
served on the advisory committee of Climavore x Jameel at the Royal
College of Art.

Her most recent curatorial projects include Phyllida Barlow:
unscripted at Hauser & Wirth Somerset and Agnes Martin: Moments
of Perfection, The Sorol Art Museum, S.Korea, both in 2024. She is a
Distinguished Visiting Professor at Ewha Woman’s University, Seoul,
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S.Korea, 2024-2026. She is a Fellow of the London Centre for the
Humanities, an Honorary Fellow of King’s College Cambridge and
Jesus College Cambridge, and has recently been awarded a Honor-
ary Doctorate from the Courtauld Institute of Art. Morris serves on
advisory boards to a number of international museums and galleries,
including the Whitechapel Art Gallery, London, Mori Art Museum,
Tokyo, MNAC Bucaresti, and Serralves, Porto.

Cagla ilk is a curator and architect. As of May 2025, she is the
designated Artistic Director of the Maxim Gorki Theatre, starting
with the 2026/2027 season. During 2020-2025, she served as the
director of the Staatliche Kunsthalle Baden-Baden [until 2024 with
Misal Adnan Yildiz]. llk works at the intersection of visual arts, archi-
tecture, sound, theatre, and performance, in both theory and prac-
tice. She employs dramaturgy as a curatorial method, integrating
transdisciplinary approaches into her practice. llk studied architec-
ture at the Technical University of Berlin and at Mimar Sinan Univer-
sity in Istanbul. She has curated numerous festivals and exhibitions,
including solo shows at the Staatliche Kunsthalle Baden-Baden
Slavs and Tatars [2025], Grada Kilomba, Opera to a black Venus
[2024], Sarkis - 7 Tage, 7 Néchte [2023], Jan St. Werner - Space
Synthesis [2023], Candice Breitz — Whiteface [2023], Yvonne Rainer
- Hellzapoppin: What about the Bees? [2023], Jimmy Robert - All
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dressed up and nowhere to go [2022/2023], and Ulrike Ottinger
- Cosmos Ottinger [2022], as well as the group exhibitions Sea &
Fog [2024; AICA Exhibition of the Year], Nature and State [2022],
and State and Nature [2021]. She curated the German Pavilion at the
60th Venice Art Biennale [2024], including artists Michael Akstaller,
Yael Bartana, Nicole L'Huillier, Ersan Mondtag, Robert Lippok, and
Jan St. Werner. Ilk was co-curator of the 6th Ural Industrial Biennial
in Yekaterinburg, Russia [2021]. She worked as a dramaturge and cu-
rator at the Maxim Gorki Theatre in Berlin [2012-2020], responsible
for cross-disciplinary projects and festivals combining performing,
performative, and visual arts, often within a transcultural context.
Misal Adnan Yildiz is a curator, educator, and researcher. His
roles have included director of the Staatliche Kunsthalle Baden-
Baden, shared with Cagla ik [May 2020-July 2024]. He was director
of Artspace Aotearoa in Auckland, New Zealand [2014-2017], and
artistic director at Kiinstlerhaus Stuttgart [2011-2014]. Yildiz co-
curated the 6th Ural Industrial Biennial in Yekaterinburg, Russia [2021].
He participated in the curatorial studies programme at the Konstfack,
Curatorlab, Stockholm [2006-2008], and completed the Independent
Research programme at Valand Art Academy, Sweden [2009]. His
projects have been included in public institutions such as Montehe-
rmoso, HISK, and Palais de Tokyo. He was included in the 2012 ICI
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Vision Award Shortlist and shared the 2013 Curate Award with two
others. He was a collaborator, author, and participant in Manifesta 7
[2008], the 9th SIART edition of La Paz, Bolivia [2016], the 10th, 13th,
and 15th Istanbul Biennial, Arco Madrid, Art Basel Conversations,
Sharjah Biennial, Summit Berlin, and other international discussion
and exhibition platforms. Selected as the international curator, Yildiz,
together with the Slovenian curator Tia Cigek, will curate the 20th
edition of the Mediterranea - Biennial of Young Artists from Europe
and the Mediterranean, in Nova Gorica, Slovenia, as part of the
European Capital of Culture [2025].
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Finally



The publication Institutional Healing has grown out of a long-term
engagement with Cagla ilk and Misal Adnan Yildiz during their
tenure as directors of the Staatliche Kunsthalle Baden-Baden.
Together, we discussed institutional tactics of survival, resilience,
and relevance during the temporary closure of the building and the
interruption of activities due to the Covid-19 pandemic. From the
very beginning, we envisioned our work to be a collective endea-
vour and a sharing platform.

My gratitude goes to Cagla ilk and Misal Adnan Yildiz for the
invitation and for their trust in my proposals aimed at transforming
the institution’s working practices. The opportunity to be involved
in decision-making processes has been invaluable, as it has
allowed me to witness and engage with their tangible impacts.

I would also like to extend my thanks to both past and present team
members — Benedikt Seerieder, Emmanuel Nwachukwu, Johanna
Sentef, Hans Peter Steuer, and Lisa Steib — for their openness

in responding to my enquiries and for sharing their observations
without hesitation.

Special thanks are due to Misal Adnan Yildiz and Dominik
Busch, co-curators of the Recording_1989 installation. Their
commitment at every stage of planning and production allowed
for the ambition of the project to be fully achieved. Once again,
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| valued the collaboration with architect Aram Mooradian of
Mooradian Studio, whose imaginative interpretation of Judd’s
co-ordinates in designing the recording studio gave the structure
its intended presence. The construction was expertly executed by
Prisma, while Robert Jack contributed the sound design elements.
Lea Gimpel provided additional research on recordings from 1989.
It was a great pleasure to work on the graphic identity of the pro-
ject with Stina Gromark and Louise Morgan of Stinsensquezze.

My deep appreciation goes to Cagla ilk, the editor of this pub-
lication, for her unwavering commitment to sharing our discussions
with a wider community at a critical moment of transition for the
Kunsthalle. | am also grateful to Frances Morris for her generous
contribution, sharing her leadership experience in shaping the dis-
course on institutions, through our conversation, published here for
the first time. This exchange provided an opportunity to reflect on
the vital dialogue between curator and artist, thereby recognising
the value of a long-term perspective. Thanks are due to Krzysztof
Kosciuczuk, who stepped in at short notice and added valuable
editorial suggestions. Karl Stefan Andersson has been responsible
for designing this book, and our close collaboration over the years
has been both highly effective and rewarding. | sincerely appreci-
ate his continued engagement with my practice. | would also like
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to thank Dmitry Ryabkov for overseeing the production process
with meticulous attention to detail and outstanding results.

| am grateful to the Judd Foundation for its forward-thinking
decision to release the original Donald Judd interview, recorded at
the Kunsthalle in 1989, into the public domain. This invaluable mate-
rial has now been archived online as part of my project.

It is also essential to acknowledge other voices - Sara Ahmed,
Laurel Ptak, Marion von Osten [1963-2020], and Marina Vishmidt
[1976-2024] - whose writings have been influential in addressing
social injustices while firmly standing against stagnant institutional
practices. My decision to include their reflections stems from a
sense of intellectual kinship that has mobilised many of the ideas
present throughout this publication, which | dedicate to Marion’s
and Marina’s memory.

ML
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