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Dear readers,

The following publication is the culmination of ideas, inquiries, experi-
ences, and debates that unfolded within L’Internationale’s Mediation
Group during the Our Many Europes programme.' The Mediation Group
is made up of curators, educators, mediators, art practitioners, and
thinkers-by-doing; essentially, people related to education and public
programmes, people who work in or are associated with museums,
and members of the L’Internationale Confederation.

However, we are not just a working group or support group.
Rather, we are also a reading group, a debate group, and, above all,

a group of people who are looking for new ways of thinking together,
sharing experiences, and having fun.> While we are all committed to
L’Internationale’s goals, our work also involves engagement through
mutual affective support.

Over the past two years, our ongoing discussions have materi-
alised in the form of letters — we like to think about the resulting en-
semble of conversations as “a box of letters”, a container of missives
sent over time among people in situated contexts.

As ancient communication devices, letters crystallise a moment
in time and build a fiction in which it is possible to freeze, for a mo-
ment, the relationship between (at least) two different temporalities:
the moment of the person writing the letter (From) versus the one
who reads it (To). For this reason, the correspondence is often imbued
with an aura of nostalgia that we actively hope to mitigate in the edi-
torial work of this publication. In the current context of a reactionary
world, nostalgia is the last thing we need.

On the other hand, as the artist Pedro G. Romero reminds us
from Maurice Blanchot’s The Unavowable Community,? the readers of a
common letter make up, almost without knowing, a community: peo-
ple who relate to others through the estrangement of reading a letter



that, apparently, is not addressed to them. For this reason, we under-
stand that this box of letters can harbour the power to build commu-
nity. In reading the letters, we experience the possibility of becom-

ing protagonists and recipients, of imagining lives, relationships, and
contexts of distinct voices and making them our own. Although these
voices are signed with specific names and surnames from specific cities
and continents, they could be the voices of anyone. This “anyone” en-
closes a powerful political enunciation of international solidarity.

Within the Mediation Group, we realized the importance of tak-
ing time to meet every week during the lockdown, of having the op-
portunity to experience each other’s company in our “private spaces”
and to communicate not only professionally, but also to share our wor-
ries, fears, and care.

The letter-writing practice came out of this very spirit. After the
lockdown meetings, Sofia Olascoaga, a friend and colleague, was invit-
ed to join the process and help us organise the material we had gath-
ered. By then, most of our museums were beginning to open again,
and we were facing a “new reality”.

Most of our letters reflect this new reality, especially the ones
where their writers encountered the sweeping brutality of right-wing
politics, intervening in the realm of culture with no principles or con-
cerns.* Most letters tap into relationships and friendships, while ad-
dressing the idea of constituencies or the situatedness of our institu-
tions.> For some authors, they are a way of expressing frustration,
while for others they are a way to “archive” and/or acknowledge
important themes and/or relations in their professional lives.® Some
letters take the form of a soliloquy, others have responses and a se-
quenced exchange.

These communications approach, in practice, a direct dialogue
with those identified as their constituencies by each member in the
group. But, beyond naming or categorizing who is/are a constituen-
cy — and who is/are not — we ventured into the practice of enacting
and exercising a notion of being-in-constituency-with as a metaphor



inspired by Trin T. Minh-Ha’s proposal of speaking nearby’ to focus on
making visible the inherently reciprocal bond: a back and forth, but
also the in-between nature of our constituent relationships. There,
specific conversations acknowledge the relational threads that consti-
tute, in living form, the museum’s life.

The discussion about “constituencies” has been a long-standing
issue among L’Internationale partners. In fact, it started with some ques-
tions, for instance: “Do we have a constituency or do we just have audi-
ences?”’ posed back in 2014.% One of the landmarks of these discussions
was crystallised in The Constituent Museum. Constellations of Knowledge,
Politics and Mediation, published by L’Internationale in 2018.°

Since then, our lives have substantially changed, our work
within the Our Many Europes programme continuously affected by cri-
ses; the shift of cultural policies in Europe that made the rise of the
extreme right possible, or the crisis of European solidarity with mi-
grants from Syria, Iran, Pakistan, and numerous African countries that
reached its peak with the war in Ukraine. The consequences of the
war, along with the threat of nuclear and environmental disaster, have
also been, and continue to be, at the core of our concerns.

More recently, the Covid pandemic affected our work substan-
tially, resulting in an impasse over the methods, values, and ideas we
had been practicing in the field of education and mediation for many
years. Moreover, it made us rethink how to live and work together and
acknowledge the importance of friendship and care for each other.

The letters allow for particular positions and subjective voices
to become loci of enunciation, showing particular conditions, local lan-
guages, political spaces, interactions, and relationships cultivated over
time within the museum context. These expressions include contra-
dictions, frictions, open-ended questions, interrogations, memories,
and the value built over durational conditions. Our deep affective and
transformational experiences within the group demanded a closer site
from which to speak and reflect together.



* % %

This publication is thus a set of twenty-seven letters, written at vari-
ous times by participants in the group and by invited correspondents.
Some voices were commissioned to address a certain letter, person,
issue, institution, or to respond to a letter they received.

The correspondents and recipients include our constituencies,
artists from the museum collections and others, exhibition curators,
educators, museum workers from departments such as programming,
fundraising and administration, interns, frequent visitors, migrant com-
munities, even a museum building and non-human beings.

The contents of the “box” are organized into three main
sections:

Conversations, which articulate exchanges and elaborate re-
sponses through sustained dialogues.

Relationships, which draw up relational traces of constituen-
cies within and beyond institutions, and their cultivated affect.

Institutions, where labour conditions and internal elements of
institutional life, as well as personal hopes of transformation,
are made visible.

Finally, there is a Timeline that situates meetings, sessions, and
participants that have informed this publication over time, providing
an informational record of our process.

A letter is always sent into the future: there is no other option. But
that future, as the dystopian stories that capitalize on the eco-social
collapse in which we find ourselves reflect, cannot be “just the present



by another name — the endless, expanding, exhausting now of multi-
ple interlacing crises”.”

Our wish, dear reader, is that this box of letters projects a fu-
ture that is not ahead, in the distance, but here all around us, building
itself in the — simple, transforming — action of reading carefully.

We hope you enjoy this reading.

Yours sincerely,
Fran MM Cabeza de Vaca, Sofia Olascoaga, Adela Zeleznik
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Tepoztlan, Noviembre 2022

Dear conversationalists, tablemates,

[ am writing from my desk, looking out the window towards a patio
with plenty of vines, succulents, cacti, some in pots, and also wild
plants and flowers growing in the cracks of the cobblestone and on
the roof; at the centre of the patio there is a large laurel.

From this very seat, | have joined our multiple virtual meet-
ings for almost two years. We have gone back and forth through the
threads of numerous conversations, like a skein that unravels and tan-
gles again, simultaneously and successively.

Moving between moments of frank curiosity and attentive lis-
tening, and others responding to the commitment to transfer meaning
beyond our sustained colloquium. Navigating between the tiredness of
the end of your workdays and my early mornings — due to time differ-
ences between Mexico and various European cities — while rehearsing
our voices and fueling productive efforts and shared creative flows.

Dictionaries and etymological references tell us that conversing
is defined as living and dwelling in company. Not only wandering phys-
ically, but in “the turns given by ideas, words, thoughts, through lan-
guage and speech, when holding conversations between individuals”.

“Conversatio, in Latin, was the action of turning and returning
to things, using them frequently (the common use of objects);
when referring to people, it designated frequentation, frequent
contact, intimacy with one another; that is to say, the fact of
turning towards each other in a frequent relationship. It was the
action of the verb conversari that meant ‘to stay tied to a place’,
living with or living in society. Thus, conversator in Latin means
not even a conversationalist, but rather a diner — a commensal
— one who shares a table, meal or meeting with others; it had
nothing to do with chatting or expressing points of view”.



The space that we have built by engaging and intertwining
words passed between one another has allowed us — through shared
speech and the written word — to go through recent and present
times, and to propose imaginations of the future. The threads of
words woven in the form of letters make the conversation a frame-
work that functions less as a statement and more as a skein with differ-
ent possibilities for spinning.

The set of letters in the publication that we created — as lines
of thread — is derived from our conversation practices, and from the
commitment to socialize these fabrics with other voices through ad-
jacent, constituent conversations. They are a practice, in a continuous
becoming and undoing; they are also the harvest from our meeting
table.

The word conversation differs from dialogue or monologue: it
is not the teacher explaining to the student (dialogue), nor is it the po-
litical positioning in front of an audience (monologue). Conversation is
closer to companionship and confrontation (versus, adversary, contro-
versy)... A group that meets to expose and exchange (versare) points
of view, proper and shared. Versare, in turn, links with verteré (to turn)
from which pouring, vertebra, vertex... and also vertigo, derive.

Dwelling. Listening: to one’s own voice, and to others’; a mutu-
al listening. Where are we here, now?

When | was invited to join the group, and to think together
on a publication, | began by listening to the recordings and reviewing
notes from your earlier conversations from 2020. | had been studying
Narrative Practices at the time, and proposed an activity inspired by
tools centred on deep listening, exploring resonances and retracing
what made sense to you at the time we first met. This background in-
spired our method of writing letters to both unravel individual threads
and weave collective ones as a way of making sense.

Slowing down to lessen the pressure to produce a concrete
output of those intimate sessions seemed a relevant dynamic to hon-
our the intimacy and honesty of your sharings, the personal perspec-



tive, as well as the deep rethinking of the meaning of mediation, art,
and museum practice within new conditions. This paved the way for a
more organic process prioritising listening to what was said, and listen-
ing to each other and to the seismic life changes of recent years.

The compilation of conversations in the form of letters makes
a kind of sounding board, with one-way messages, and others in a se-
quence of exchanges, at different distances and speeds. It is a set of
records of comings and goings, a document of the tables we sat at in
our multiple meetings, of frequent contact, of intimacy, and of looking
at each other. To open the black box of the process, the people, their
stories, and offer them in a structure of multiple and open readings.
They are a harvest stemming from the sustained encounter that cre-
ated a place: let’s imagine ourselves at a table again, among diners, as
commensals.

Our venture is to open — and socialize to debate — a reflection
that is incomplete by nature, nourished by trust, cultivated in affective
relationships and sustained duration. The exchanges carried out to re-
spond to obstacles and crises also invest fertile energy in socializing fu-
ture possibilities and in the desire to reconfigure institutional process-
es, to identify limits and vulnerabilities, to appeal for a closer dialogue
among colleagues, thinking together about our realities. In addition,
they situate the thread of intimate conversations into more public and
socially engaged spheres, to exceed the predetermined group of mem-
bers and participants, and instigate uncertainties, contradictions, and
convictions.

This table that we evoke has offered us a place to process and
work in the present tense based on our own experience, listening to
ourselves, elaborating our work together with others: this “here”
where we live together. We go around processes, objects, and ideas in
each other’s company, and we return to them as a way of inhabiting.

A proposal being built in practice: in progress, in real time, still...

An invitation to join a dwelling by reading letters: to go, and
to return...



An appeal to patience, by sharing open lines of meaning and not nec-
essarily resolved positions.

An offering to sit at this table...

| am grateful for the trust and the opportunity to accompany
and share this uncertain process with you.

Affectionately,
Sofia
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Tepoztlan, Noviembre 2022

Queridos conversantes, comensales,

Escribo desde una mesa de escritorio, mirando por la ventana a un pa-
tio con enredaderas, suculentas, cactaceas, en macetas, y con plantas
y flores silvestres que crecen en las grietas del adoquin del piso, y tam-
bién del techado; al centro del patio hay un gran laurel.

Desde este mismo asiento, me he conectado a nuestras multi-
ples reuniones virtuales, por casi dos afios. Hemos ido y venido sobre
los hilos de numerosas conversaciones, como una madeja que se des-
enreday se vuelve a tejer, simultanea y sucesivamente.

Transitando entre momentos de franca curiosidad y atenta es-
cucha, y otros de responder al compromiso de decantar sentido mas
alla de nuestro coloquio sostenido. Navegando entre el cansancio de
sus finales de jornada y mis tempranas mafianas, por nuestras dife-
rencias de horario entre México y diversas ciudades europeas, desato-
rando voces y cultivando los esfuerzos productivos y flujos creativos
compartidos.

Los diccionarios y referencias etimoldgicas, nos dicen que con-
versar se define como vivir, dar vueltas en compania. No sélo dar vuel-
tas fisicamente, sino “las vueltas que dan las ideas, palabras, pensa-
mientos, a través de la lengua y del habla, al mantener charlas entre
individuos”.

“Conversatio, en latin, era la accién de volver y devolver las
cosas, usandolas frecuentemente (el uso comun de los obje-
tos) y referido a personas designaba la frecuentacion, el trato
frecuente, la intimidad, de los unos con los otros, el hecho de
estar vueltos los unos hacia los otros en un frecuente trato.
Era el nombre de accidén del verbo conversari que significaba
mantenerse ligado a un lugar, vivir con o vivir en sociedad. Asi,




conversator en latin ni siquiera es conversador, sino que sig-
nifica comensal, que comparte una mesa, comida o reunion
con otros. No tenia que ver con charlar ni exponer puntos de
vista”.

Este espacio que hemos construido, a punta de entablary en-
trelazar palabras que pasan de unxs a otrxs, nos ha permitido desde el
habla compartida y la palabra escrita, transitar tiempos recientes, pre-
sentes, e imaginaciones de futuro. El hilo de la palabra tejido en forma
de cartas, hace de la conversacidon un entramado que quizas asemeja
menos a un posicionamiento ensayistico resuelto, y mas una madeja
con diferentes posibilidades para hilarse.

Entiendo este conjunto de cartas en la publicacion que conspi-
ramos como hilos derivados de nuestras practicas de conversacion, y
de la apuesta por socializar esos tejidos con otras voces y conversacio-
nes adyacentes, constituyentes. Son una practica, en un continuo ha-
cerse y deshacerse. Son también fruto de nuestra mesa de encuentro.

La palabra conversacidn es diferente al didlogo o mondlogo. No
un docente explicando al alumno, (didlogo). No un mondlogo de posi-
cionamiento politico frente a una audiencia

La palabra conversacion tiene un sabor a compafierismo y pe-
lea (versus, adversario, controversia)... Un grupo que se retine (con) a
exponer y cambiar (versare) puntos de vista, propios y compartidos.
Versare es el frecuentativo de verteré (dar vuelta) de donde nos llega
verter, vértebra, vértice, vértigo.

Iry volver. Escucha propia, voz propia, escucha mutua. ;Dénde
estamos?

Cuando me invitaron a unirme al Grupo de Mediacidn con la
mision de pensar juntas una publicacidn que hiciera honor a las con-
versaciones sostenidas entre sus miembros durante el confinamiento,
empecé por escuchar a detalle las grabaciones, y revisar las minutas
de las reuniones semanales realizadas en 2020. En ese momento, me
encontraba aprendiendo sobre las Practicas Narrativas, y propuse una




dindmica inspirada por herramientas que provienen de este campo, en
busqueda de explorar resonancias y de documentar nuestra escucha.
La propuesta de escribir en forma de carta, como una manera de des-
enredar el hilado personal y retejer en colectivo, provino de ahi.

Priorizar los ritmos de escucha, nos permitié desacelerar mo-
mentaneamente el imperativo productivo de generar un resultado pu-
blicable, para dar lugar a la posibilidad de crear y cuidar la intimidad y
honestidad compartida en las idas y vueltas de sus conversas, aborda-
das tanto en las experiencias personales como en la profunda necesi-
dad de repensar el sentido de la mediacidn, el arte, y las practicas mu-
seisticas, en el marco de los nuevos condicionamientos. Escucharnos
desde el trastoque sismico de los Ultimos afios.

La suma de las conversaciones en cartas, hace una suerte de
caja de resonancias, con mensajes unidireccionales, y otros en secuen-
cia de intercambios, a diferentes distancias y velocidades. Es un con-
junto de registros de idas y vueltas, son documento de las mesas de
los multiples encuentros, del trato frecuente, de la intimidad, y del
mirarnos unos con otros. De abrir |a caja de operaciones de los proce-
sos, las personas, sus relatos, y ofrecerlos en su estructura de lecturas
multiples y abiertas. Son la colecta después de sostener un lugar de
encuentro — imaginemos nuevamente una mesa, imaginémonos entre
comensales.

Nuestra apuesta es por abrir (y también socializar a debate)
una reflexién incompleta por naturaleza, nutrida por la confianza, cul-
tivada en relaciones afectivas y de duracién sostenida. Los didlogos,
responden a los limites y crisis, pero también invierten energia fértil
en socializar posibilidades de futuro, en el deseo de reconfigurar pro-
cesos institucionales, de identificar limites y vulnerabilidades, de ape-
lar por un didlogo mas cercano, entre colegas, pensando juntas sobre
nuestras realidades. También, con la funcién de desplazar el hilado de
las conversaciones intimas a esferas de implicacién mayor, a rebasar al
grupo delimitado de miembros y participantes, y jugarnos preguntas y
convicciones.




Esta mesa que traemos a cuenta, nos ha ofrecido un lugar para
procesar y trabajar en tiempo presente la propia experiencia escu-
chandonos, elaborando junto con otras: esto aqui, mientras vivimos y
con-vivimos. Damos vueltas en compafiia a procesos, objetos, ideas, y
regresamos a ellas como forma de habitar.

Una propuesta construyéndose en la practica: quizas no resuel-
ta, adn...

Una invitacion a dar vueltas también leyendo: a ir, y a regresar...

Un recordatorio de paciencia, al encontrar y leer lineas de senti-
do abiertas y no necesariamente posicionamientos resueltos.

Una ofrenda para sentarse en esta mesa...

Agradecida por la confianza, y la oportunidad de acompafiar y
compartir este proceso incierto,

Afectuosamente,
Sofia
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Ljubljana, 22 June 2021

Hi Jesus,

It’s been a while since we’ve been in touch, either in person, or by corre-
spondence. The other day | was thinking how long do we already know
each other... | realized we met for the first time in 2009, exactly at the
time when the first L’Internationale was initiated'. | was organizing The
Next Step, an international conference of museums of modern and
contemporary art, and you were one of the speakers, in fact | moderat-
ed the panel on global museums, you were participating in. We kept in
contact, even more because Reina Sofia later joined L’Internationale.

We became more involved in the subject of audiences when we
both took part in the mediation team of L'Internationale, within the EU
program The Uses of Art: The Legacy of 1848 and 1989. It was you, who
introduced the term “constituencies”, which became now the key topic
of our thinking about a museum and its audiences. It started with a se-
ries of questions, we posed to our colleagues in 2014 and, how surpris-
ingly, those questions still haven’t been answered.

The initial problem according to me, is that the term “constitu-
encies” originates from the political context, and related to institutions
such as museums, it touches very tricky ground, close to dichotomy.
Moreover, we were always thinking of the word in terms of its poten-
tial, not as a fixed term, but more as a term “in becoming”. To check our
positions, we organised a meeting in Liverpool, which was conceived as
an assembly of people from the institutions and groups of artists & ac-
tivists, whom we defined as our (potential) constituencies. The meeting
was at moments quite turbulent and it turned out with a “blueprint of
demands”, presented by the “constituencies” and now published in a
book The Constituent Museum, 20183. Even though the meeting was in-
tended as a beginning of a working process, we never continued from
there, partly because of different dynamics of the groups and the insti-



tutions, some of the groups, like our Neteorit, soon after the meeting
stopped collaborating with the museum. It was also that soon after-
wards you left the Museo Reina Sofia for the university.

However, the term constituencies became part of
L’Internationale vocabulary, and now, reaching the conclusion of the
second L’Internationale EU programme Our Many Europes it is per-
haps time to ask ourselves if our institutions are heading towards “The
Constituent Museum” or not.

| have the feeling that we somehow lost our track. Since we are
“sisters in the use of constituency” as you once put it, | would like us to
resume the initial idea that “constituencies, the people, are the political
basis of any democratic institution. This should be the outcome of anin-
stituent process. In contemporary representative regimes unfortunately
we tend to forget this process, and this oblivion has been used by neo-
fascit populist movements which claim to act on behalf of a transcen-
dental notion of the people. This is why we need to have this “relevant
other” always in mind.

If we are the museum, whom can we define as our constituen-
cies? What would be constituencies in a politically challenged situation
(as it is for example in Slovenia at the moment), what would be a per-
sonal and collective responsibility? | would also like to know how would
you explain the difference between The Constituent Museum and Museo
situado, the situated museum, is it only a matter of terminology? And
how do you think our situation changed in the pandemic times, when
we started to talk also about care as a socio-political term? And the very
last question, what do you think about a museum without exhibitions,
as it seems it is an issue in this post art/post exhibition period?

Look forward to receiving your answers and cannot wait to see
you again in person!

Lots of hugs,
Adela
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ENDNOTES

1 L’Internationale was initiated by the Moderna galerija in 2009. Initially,
it comprised five European museums and artists’ archives, and based
on the shared use of collections and archives. The founding partners
of L’Internationale were the Moderna galerija, Ljubljana (MG+MSUM);
the Julius Koller Society, Bratislava; the Museu d'Art Contemporani,
Barcelona (MACBA); the Van Abbemuseum, Eindhoven; and the Museum
Hedendaagse Kunst, Antwerp (M HKA)

2 The questions were:
Do art institutions feel addresses and compelled by social demands?
Do art institutions have the autonomy, the capacity and the tools to recog-
nize and to respond to such demands?
How can we receive and process social inputs in a way that is relevant to the
definition of our institutions?
Do we have a constituency or we just have audiences?
By whom and how are our addressees identified and defined?
Which new forms of social engagement should we encourage in order to
overcome the insularity of art institutions?

3 See:p.14,note9



Madrid, 17 January 2022
Dear Adela,

| perceive some melancholy in your letter, a feeling that | have tried
to exorcise since | left the museum a few years ago. True: our “con-
stituency based” projects did not fulfil the expectations of those who
we nominally recognized as constituents, those whose demands were
supposed to affect and transform the institution from within. As mem-
bers of Somateca once said “we are in, but we are invisible”. Indeed,
our institutions are not conceived to see, to listen and to respond to
the presence of others, and less to be substantially affected by them.

Were we naively self-deceptive? Did L’Internationale produce a
kind of institutional mirage which made us forget our structural limita-
tions? As people involved in education, we know too well that affect-
ing and transforming requires constant trial and failure, as much as a
utopian horizon to move forward to. It is an enduring process which,
by definition, is never accomplished and, by the same token, is yet to
be accomplished.

| remember that after an intense debate with our confeder-
ates, the joint action of the mediation teams managed to change gears
and move the discussion on “usefulness” to the more radical question
about the nature of the institution in relation to its constituencies. By
referring to the etymology of an English word which directly connects
the power of the institution to the people it represents, we aimed at
replacing the eroded notion of the public not with that of the user, but
with the constituent subject: one endowed with the capacity to ques-
tion the institution, providing it that way with substance and legitima-
cy in democratic terms. Far from the universal and consensual subject
of the bourgeois public sphere evoked by Habermas, our contempo-
rary constituencies were multiple and fragmented, closer to the count-
er-publics of the proletarian public sphere described by Kluge and
Negt: subjects gathered around specific agendas and struggles, often



in contradiction, bearing demands and claiming for a degree of agency
which existing institutions are not in conditions to assume. Members
of such constituencies, absent if not directly excluded from our muse-
ums, were to be involved in L’Internationale program through specific
projects, necessarily defined by the negotiations required when demo-
cratic demands meet bureaucratic protocoles and inertia.

The researcher and activist Janna Graham, member of the
British collective Ultrared, described the dynamics of the Liverpool
meeting you mentioned in the book that L’Internationale later devot-
ed to the then called “Constituent Museum”. She recorded in her text
the “draft for a transformation project” collectively produced by the
constituency groups with her insightful facilitation. Among the propo-
sitions and demands contained in the document there was an empha-
sis on transforming the regimes of visibility, on the democratization of
resource management and on the urgency to expand the social basis
and the forms of value production in cultural institutions.' Our constitu-
encies were addressing very specific and reasonable demands as if our
museums were actually able to listen and respond, being endowed by
those demands with a power they might not have yet.

One of the projects of the Museo Reina Sofia in which the
constituency paradigm was tested was the mediation dispositive de-
vised by the art collective Subtramas for A really useful knowledge, the
most ambitious curatorial program developed by the museum with-
in L’Internationale framework in 2014. The principles inspiring A really
useful knowledge challenged drastically the logics and procedures rul-
ing the museum. The “real usefulness” of the different knowledges in-
voked in the program contradicted in many ways the administrative,
space and operational rationale of the institution, as well as the sort
of use a museum should have. Accordingly, the curatorial concept de-
signed by the collective WHW (Who, How, For Whom) was intended
to transgress the rules which mark strict limits between process and
results, action and exhibition, white cube and public space, art practice
and political intervention.



Our wish was that the interaction with collectively produced
“useful knowledge” would affect the institution to some extent. All
those who participated in the project were aware that the institutional
transformation that we were discursively announcing in our programs
would only take place through the friction and negotiation with those
“outsiders” that we recognized as our “constituencies”, and by ad-
justing our goals and procedures accordingly. The effective collabora-
tions set up by Subtramas with the various collectives and social agents
proved to the sceptics that institutional learning was “really”” possi-
ble. However, it also taught to the most naive of us that such a learn-
ing may not revert necessarily into “our institution”. As the members
of Subtramas argued in a later reflection on their mediation work, the
answer to the institutional dilemma requires to move the focus out of
the formal institution and to highlight processes and phenomena hap-
pening beyond the dual “in and out” logics.?

Having their energies diminished by budget cuts and man-
agement control, our museums have come under attack by the cul-
tural wars led by conservative powers, old and new, which are get-
ting increasingly strong all over Europe. Institutional members of
L’Internationale, from Madrid to Barcelona, Ljubljana and Istanbul,
have been violently shaken by the new wave of intolerance and fear.
The hypotheses of “The uses of art” exploded into pieces well before
the deadline of the project, making patent that institutional prospects
and procedures are not any more the measure of time in our uncer-
tain international and local contexts. As we know, the new project Our
many Europes which extends the work of the confederation until 2022
has not been any luckier.

Reconsidering the institutional strategy according to the sug-
gestions made by Subtramas was both urgent and necessary. As the
possibility of a substantial renewal of the fossilized bones of the muse-
um seemed temporarily impossible, an exoskeleton should be devised.
This apparatus had to be built from the outside in instead of the other
way round.



As | argued elsewhere, the ruling principle of this post-institu-
tional apparatus is conspiracy. Recovering the Latin meaning of con-
spiratio — breathing together — as well as its more subversive sense as
“plotting”, we should start conspiring with others beyond our walls
having as a common horizon the building of and operating institu-
tions of a radically different nature. Conspiracy spreads out through
the holes surreptitiously pierced in the conventional walls separating
the formal and the informal, the legal and the illegal, so to achieve its
subversive intentions. It involves rehearsing a relationality of a new
kind. This breathing, knitting, and plotting together would produce
the substratum upon which the institution to come would grow.

The development of the meta-program Museo en red — net-
work museum — must be understood as part of this post-institutional
strategy>. Museo en red is an ambivalent dispositive which works both
as a timely institutional tool in tune with our contemporary “network
society” and as a Trojan horse which allows “the enemy” to enter the
citadel of the museum in disguise. The network dynamic, as re-de-
fined by the Zapatista movement in the 90’s, has allowed the muse-
um to hold a complex web of connections and alliances among sin-
gular entities which avoids a potentially troublesome process of sub-
sumption or identification, at the same time as it makes possible the
collaboration with entities eventually “dangerous” from the point of
view of a conservative institution, or from the eyes of right-wing ob-
servers always ready to denounce the radical and sectarian nature of
our operations. A good example of this is the close collaboration be-
tween the museum and the Institute of Radical Imagination, a “mon-
struous institution”, as defined by the Universidad Némada, which
gathers up a group of artists, activists and museum members from
different Mediterranean countries*.

On the more local level, the program Museo Situado — Situated
Museum - is a clear example of the functioning of this conspiratorial
model. Museo Situado is an autonomous assembly of citizens and so-
cial agents of the Lavapiés neighbourhood held under the umbrella



and support of the Public Activities Department. Lavapiés, the area

in which Museo Reina Sofia is located, has been going through a
strong gentrification process during the last two decades, having, as
well, a long tradition of activism and resistance. The mission of Museo
Situado is to promote and to support community engaged projects

in Lavapiés and beyond, as well as to channel collaborative programs
between civil society and the art institution. It started in 2018, intensi-
fying its activities during the coronavirus confinement in spring 2020°.

Agujerear el museo — Piercing the museum - is the motto
of the group. This metaphor refers to the museum as a castle, the
guarded gates of which were designed to keep “people like them”
outside; as well as it implicitly identifies the group as a bunch of “out-
casts” who may not intend to “take over the castle after a siege”,
in military terms, but rather, more subtly but steadily, perforate it
like rodents, in order to enter and unlock the institution from within.
Perforating, unlike conquering, mines the structure of the building,
makes it porous, soft, exposed to external influences, transforming
the relationship between the inside and the outside. It involves both
a danger, since it erodes the solidity of the fortress, and a new life,
since the holes permit breathing and the circulation of flows which
may, otherwise, become a perilous wave, or finally move to other
watersheds.

The conspiratorial model at work in these programs involves a
jump in the void since it gets rid of the conventional institutional safe-
ty net and replaces it with a network of alliances with unlikely peers
based on trust and affection. Conspiring, as | said, means breathing
together, but it also involves secrecy, the use of a double code and
to act in the blind spots of the formal institution. It requires action
whenever is possible and being quiet and expectant otherwise. It
does not permit melancholy or disappointment since reward or rec-
ognition are never the goal. There is always the risk of being discov-
ered and exposed, of being dispersed before the web is solid enough
to produce effects, but there is always the possibility of knitting new
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networks avoiding the dual logics of failure and success. Assuming
both the danger and the potential of breathing together is possibly
the only way to keep on building institutions today.

ENDNOTES

1 Janna Graham, “Negotiating Institutions”, John Byrne, Elinor Morgan,
November Paynter, Aida Sanchez de Serdio, Adela Zeleznik (eds), The con-
stituent museum. Constellations of knowledge, politics and mediation. A
generator of social change, Valiz, Amsterdam, 2018, pp. 44-49.

2 Virginia Villaplana, Montse Romani An Diego Del Pozo, “Between acts: in-
fluence, negotiate, encounter, instigate, narrate. Re-writing the Relations
Between Art and Situated Knowledge Found in Times of Crisis”, John
Byrne, Elinor Morgan, November Paynter, Aida Sdnchez De Serdio, Adela
Zeleznik (eds), Opus cit, p. 200.

3 See: Museo en Red definition and activities in the Museo Reina Sofia web-
site: https://www.museoreinasofia.es/museo-red.

4 The Institute of Radical Imagination (IRI) was constituted in Naples in 2017
after a series of conversations among agents from art, activism and mu-
seums. It was set up coinciding with the new project of L’Internationale,
Our many Europes, bearing tight connections with it (https://instituteof-
radicalimagination.org/). Among IRI programs and actions can be outlined
The school of mutations, conceived and developed during the quarantine
of Covid 19 in 2020, and Art for Universal Basic Income Manifesto, pub-
lished in 2021.

5 Forinformation about its activities see: https://www.museoreinasofia.es/
museo-situado
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Madrid, January 2022

Dear somateques,

I hope with all my heart you are all well, although it is no longer clear
what that means.

It's a bit difficult to write to a collective someone who is no
more... It's like writing to the past. So here | go, as the somateque that
was and always will be....

Over the last few months, we have been embarking on a let-
ter writing project in the working group dedicated to mediation at
L'Internationale. Do you remember?

So, yes. That working group is still active and thinking about
what education, mediation and working with communities means in a
space like a museum, or even in a network of museums.

We have written to colleagues from the past, the present and
the future, real, fictional, human and non-human, with the desire to
bring notions that were once useful to us back into play; ones that we
want to go over again with other eyes, other bodies and other sentient
and thinking beings.

The famous "constituencies" are one of those eternal doubts:
were we once a constituency? What did it mean for us? What can it
mean today? Was it a problem for somateca, an erosion, a pebble in
our path? We always talked about how the external agenda had a ten-
dency to exhaust us. How proposals came to us from outside that
were, on the one hand, opportunities to work together, but on the
other hand, impositions of times of productivity that we didn't feel
were our own. What other conflicts emerged? I'm sure | most remem-
ber those related to the institution, because they nettled me.

But also the power of thinking together. Of agreeing on other
experiences. Of feeling the collective generosity. The care. Other fric-
tions. Some warm and others painful.



| would like to share with you the letter | wrote in February
2021, when | had just started to participate in the mediation group
again. For me, joining meant being the bearer of a kind of legacy, that
of the processes, memories, learnings and conflicts that we went
through in the previous project, The Uses of Art. And for that | im-
mersed myself in memories of when we participated in the Subtramas
programme with our actions for useful knowledge, in the trip to
Liverpool with Marina and Aza, in the beautiful meeting that we organ-
ised and sponsored in Madrid with the other collectives....or constitu-
encies?...from elsewhere. They were intense years.

| was wondering .... if there is someone, someone or several,
who would like to take up this missive again, return some thoughts,
get together to think about it again. No specific thread needs to be
touched. My proposal is simple. It doesn't require much time, but per-
haps the question is: who wants to, who can answer? who is on the
other side?

With love and affection,

buraya



Madrid, February 2021

Dear somateques,

Do you remember the times when we used to gather in the museum
very often, to make projects and being constantly stating how much
we do not want to make projects, but to sit together, to talk about
books, and films, and works of art, and zines, and... And paint our
nails, and make massages among us, and dance, and make practices
of several things like meditation, healing, self narrative, drag queering
and extreme gender practices...

We have always had this internal confrontation between being
able to produce projects with/for/at the institution, while our desires
were getting us to other paths, less productive for the museum, but so
relevant and fruitful for consolidating our collective.

At that time we were invited to participate in several pro-
jects of L’Internationale. First was the WHW exhibition (‘Really Useful
Knowledge’), in which we were invited by the collective Subtramas, to
activate the reading space of Chto Delat at the show, by making some-
thing performative during the opening (remember we were invited
just the day before?? ;P). We decided to do a chaotic, collective, multi-
ple voices reading, while the people pass through us, with faces of sur-
prise and probably feeling a bit lost in translation.

It was probably not the most fancy intervention ever seen...
was it something like they were expecting (by they meaning all.. sub-
tramas, WHW, the museum, L’Internationale, the art world...) when
they invited “a constituency”??

We somateca’ were at that time, one of these “constituencies”,
that nobody got really to have a clear idea of it ... it was like a collec-
tive invention/reinvention of a term, in which we were all in a shaky
ground. Do you remember when we participated in that seminar in
Liverpool with Janna Graham, about “Negotiating institutions’? and



then afterwards in Middlesbrough, to discuss the concept of con-
stituencies itself? The conversation was on us, or on us in relation to
the institution, that relation that always implied a tension, a conflict,
even also between us, and came across our practices in a very dis-
ruptive way.

We tried to show that conflictedness in the text in the book The
Constituent Museum, with that comic scene we lived in the “borders”
of the RUK show, when we were trying to get to see the room where
we were supposed to intervene the following day (during the men-
tioned opening). And we were standing there, trying to see Chto Delat
installation, and then were captured and stopped by the security staff,
and we were all laughing, “cierra el biombo que se escapa Lenin!”)
[close the folding screen before Lenin escapes!].

With that narrative we tried to unmask the different levels of
legitimation you can get inside the museum (that were shown by the
colors of the ID museum cards), and some of the ways the institution
has to make the constituencies feel like foreigners, with no access,
without papers in order.

At the moment | am writing this letter, | am starting to be part
again of the Mediation group of L’Internationale. Some people you
know, some others (the majority) are different than the ones we col-
laborated with at that time. | think you would love the way this group
of people have taken the reflections and doubts we were having at
that moment, and embraced them as a new different thread to contin-
ue unraveling the skein. They talk about the collections, the mediation,
the constituencies. They gathered many amazing materials during the
confinement, that now we want to shape as a publication. Through an
interesting and thrilling process, we are trying to find a way to commu-
nicate these reflections, without making the materials lose its honesty
and crispness.

How could we make something bright that can connect differ-
ent readers by engaging with certain practices and reflections? To me,
looking back (to the time in which you were part of the conversation)
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while looking forward (to the readers of this future publication), is a
way to understand what we are doing together in L’Internationale,
and how we could do it.

And that’s why the proposition of writing this letter made me
think about you.

Missing you and our ways of doing,

With love,
sara

PD: somateca waits, capitalism doesn’t!

ENDNOTES

1 Somateca was a collective, active between 2013 an 2017, that was found-
ed by some of the participants of Advanced Studies in Critical Practices
‘Somateca: Biopolitical Production, Feminisms and Queer and Trans
Practices’, directed by Paul B. Preciado at the Museo Reina Sofia in two edi-
tions: 2012 and 2013. The group worked on topics such us functional and
sexual diversity, the body as a political archive, feminisms, affections and
desires. It was a constellation of people who proposed research by doing
togheter projects based on crip-queer practices, which intersected theory,
artistic creation or performative action among others practices.



Madrid, February, 2022

Dear Somateques, Dear Buraya,

The first letter | wrote for Somateca was when | didn’t know what it
was, or what it was about, was it a course? a workshop? a collective
practice? | didn’t know, but | felt it was going to be something impor-
tant. It was pouring with rain that Thursday in March, It took me for-
ever to get down the street, Calle Argumosa, and reach the entrance;
Novel or Sabatini? | don’t remember, it wasn’t yet part of my vocab-
ulary. Sitting in a circle in that big, white, cold room (its name now
erased from my lexicon), we introduced ourselves and when the round
ended, what we were began. Or perhaps it was later, over beers, when
we got together with the older sisters of Somateca 1. Or perhaps it
was when the two Somatecas got together and there were those who
carried on and those who joined. Or perhaps it was before that, in a
mind that wanted to create a laboratory of dissidence that never came
to be. Or perhaps there wasn’t a precise moment, it was a process that
lasted longer than expected, an drop of ink that spread to other spac-
es, in houses, in parks, in social and cultural centres, on the internet, in
a chapter of a book that was never published, in a museum corridor, in
the hard drive that | have on my study table, gathering dust.

We went on for some time, taking minutes, agreeing on how to
respond to the proposal of | don’t know what, devising a conference,
cooking for everyone, writing on a pad, reading together, inventing
games, walking through a forest, imagining new ways of creating con-
tent, and feeling free not to create...

Many of our projects fell by the wayside, many proposals re-
mained unanswered, many commissions did not complete their mis-
sion, many doodles remained uncompleted, many days of reflection
without conclusion.



We tried to explore among ourselves, cross-reference our ex-
periences with others, share the resources we had (rooms, budgets,
accessibility...), tend to our relationships and dynamics, present our
content, collaborate with projects, think about what kind of symbolic
or economic remuneration we wanted, the latter led us to a lot of de-
bates, disagreements, learning, and more.

Sometimes we were able to combine our common interests
with the proposals, sometimes we found a way to feel comfortable
with the opportunity and the work involved, and sometimes we didn’t
get there, because it wasn’t the right time for us or because it meant
not respecting our own rhythms within our collective reflection.

I even feel that writing this letter embodies all these feelings,
on the one hand, the pleasure of bringing these memories and these
connections to life, on the other hand, the worry about leaving a pro-
posal unanswered, doubts around having to fit into the guidelines, and
concerns about the issue of remuneration (how? to whom? for what?).
Capitalism is neither patient nor frugal.

But nostalgia wins, as when passing in front of my old primary
school, | miss the memory of feeling at home in an institution of which
the names of the rooms are fading in my memory, remembering the
first day | arrived, drenched by the rain in a room so cold and then so
warm.

Thank you for that time, for all that learning, for those laughs.

With love,
Stef



Madrid, Enero 2022

Querides somateques,

Espero de corazon que estéis todes bien, aunque ya no esta claro qué
significa eso.

Es un poco dificil escribir a un alguien colectivo que yano lo es
mas... Es como escribir al pasado. Pues aqui voy, como somateque que
fuiy siempre seré....

Estamos activando desde hace unos meses un proceso de
escritura de cartas en el grupo de trabajo dedicado a mediacién de
L’Internationale. ;Os acordais?

Pues si. Ese grupo de trabajo sigue activo y pensando en qué
significa la educacidn, la mediacién y el trabajo con comunidades en un
espacio como un museo, o incluso en una red de museos.

Hemos escrito a companferas del pasado, del presente y del fu-
turo, reales, ficcionales, humanas y no humanas, con el deseo de poner
en juego de nuevo nociones que un dia nos fueron utiles, y que quere-
mos transitar de nuevo con otros ojos, otras cuerpas y otras seres sin-
tientes y pensantes.

Las famosas “constituencies” son una de esas dudas eternas.
¢Fuimos constituencies una vez? ;Qué significé eso para nosotres?
¢Qué puede significar hoy? ;Fue para somateca un problema, un des-
gaste, una piedrita en nuestro camino? Siempre comentamos como
la agenda externa tendia a agotarnos. C6mo nos venian desde afuera
propuestas que eran por un lado oportunidades para trabajar juntes,
pero por otro, imposiciones de tiempos productivos que no sentiamos
propios. ;Qué otros conflictos emergieron? Seguro que yo recuerdo
mas los relacionados con la institucidn, porque me rozaban la piel.

Pero también la potencia de ese pensar juntes. De acuerpar ex-
periencias otras. De sentir la generosidad colectiva. El cuidado. Otros
roces. Algunos cdlidos y otros dolorosos.




Me gustaria compartiros la carta que escribi en Febrero de 2021,
cuando hacia poquito que habia empezado a participar de nuevo en el
grupo de mediacién. Para mi entrar supuso ser portadora de una suer-
te de legado, el de los procesos, recuerdos, aprendizajes y conflictos
que atravesamos en el proyecto anterior, The Uses of Art. Y para ello
me di un bafio de recuerdos de cuando participamos en el programa
de Subtramas con nuestras acciones para saberes Utiles, en el viaje a
Liverpool con Marina y Aza, en el encuentro tan bonito que organiza-
mos y amadrinamos en Madrid con los otros colectivos... ;constituen-
cies?... venidas de otros lugares... Fueron afios intensos.

Me preguntaba.... si hay alguien, una o varias, a quienes le ape-
tezca retomar esta misiva, devolver algin pensamiento, juntarnos para
pensarlo de nuevo. No hay que tocar ningun hilo concreto. Mi propues-
ta es sencilla. No requiere mucho tiempo, pero quiza la pregunta sea
(quién quiere, quién puede contestar? ;quién hay al otro lado?

Con carifio y amor,
buraya




Madrid, febrero 2021

Mis querides somateques...

{Os acordais de aquellos tiempos en que soliamos reunirnos en el mu-
seo a menudo para hacer proyectos y decir constantemente cuanto no
queriamos hacer proyectos, sino sentarnos juntes, hablar sobre libros,
peliculas, obras, y fanzines, y... Y pintarnos las ufias, y hacernos masa-
jes entre nosotras, y bailar, y hacer practicas de varias cosas como me-
ditacion, sanacidn, autonarrativa, drag queering, cuerdas y practicas
de género extremo...

Siempre tuvimos esa confrontacidn interna entre poder pro-
ducir proyectos con/para/en la institucién, mientras nuestros anhelos
nos llevaban por otros caminos, menos productivos para el museo,
pero super relevantes y fructiferos para la consolidacion de nuestro
colectivo.

En ese momento fuimos invitad@s a participar en varios pro-
yectos de L’Internationale. Primero fue la exposicion WHW («Really
Useful Knowledge>), en la que fuimos invitadxs por el colectivo
Subtramas, para activar el espacio de lectura de Chto Delat en la mues-
tra, haciendo algo performativo durante la inauguracién (os acordais
el lio? que fuimos invitadas a activa la inauguracion justo el dia antes??
;P). Decidimos hacer una lectura cadtica, colectiva, de multiples voces,
mientras la gente pasaba a través de la sala, y de nosotres, con cara de
sorpresa y probablemente sintiéndose un poco lost in translation.

Probablemente no fue la intervencién mas co ol jamas vista...
jajaja ¢Esperaban algo asi (y me refiero a todos... subtramas, WHW, el
museo, LInternationale, el mundo del arte...) cuando invitaron a parti-
cipar a «una constituency»?

Nosotras, la somateca’, éramos en ese momento, una de esas
“constituency”, de las que nadie llegaba a tener una idea clara... era
como la invencién/reinvencidn colectiva de un término, en la que to-




dos estabamos en un terreno inestable. ;Os acordais cuando participa-
mos en ese seminario en Liverpool, con Janna Graham, que se llamaba
“Negociando las instituciones”? y luego otro en Middlesbrough, para
discutir el concepto mismo de constituency? La conversacion era sobre
nosotres, o sobre nosotres en relacidn a la institucion, esa relacion que
siempre implicé una tensién, un conflicto, incluso también entre noso-
trxs, y atravesd nuestras practicas de manera muy disruptiva.

Intentamos mostrar esa conflictividad en el texto del libro The
Constituent Museum, con la narracién de esa escena tan cdmica que vi-
vimos en las “fronteras” de la muestra de RUK, cuando intentdbamos
llegar a ver la sala donde se suponia que ibamos a intervenir la siguien-
te dia (durante la inauguracién que he mencionado). Y alli estdbamos
todes parades, de pie, tratando de ver la instalacidon de Chto Delat que
se escondia detras del dichoso biombo, hasta que fuimos capturadas
y detenidas por el personal de seguridad, y todxs reiamos, “icierra el
biombo que se escapa Lenin!”.

Con ese relato tratamos de desenmascarar los diferentes ni-
veles de legitimacidn (o ausencia de ella) que se pueden obtener den-
tro del museo (que se hacian visibles por los colores de las tarjetas de
identificacion del museo), y algunas de las formas que tiene la institu-
cién para hacer que las constituencies se sientan como extranjeros, sin
acceso, sin papeles enregla en un sistema de fronteras.

En el momento en que escribo esta carta, empiezo a formar
parte de nuevo del grupo de Mediacién de L’Int. A algunas de las per-
sonas que hay en él las conozco, otras (la mayoria) son otras, distintas
a las que colaboramos en aquella época. Creo que os encantaria la for-
ma en que este grupo de personas ha tomado el testigo de las reflexio-
nes y dudas que tenfamos en ese momento, y tira de ellas como de un
hilo nuevo, diferente, para seguir deshaciendo la madeja. Hablan de
las colecciones, la mediacidn, las constituencies. Has estado reuniendo
muchos materiales distintos, de esos proyectos pasados, de los pre-
sentes y de los futuros, materiales hermosos, sorprendentes, que aho-
ra queremos plasmar como publicacidn. A través de un proceso intere-




sante y emocionante, estamos tratando de encontrar una manera de
comunicar estas reflexiones, sin que los materiales pierdan su honesti-
dad y nitidez.

(Cdmo podriamos hacer algo brillante que pueda conectar a di-
ferentes lectores comprometiéndose con ciertas practicas y reflexio-
nes? Para mi, mirar hacia atrds (a la época en la que formdbamos parte
juntes de esta conversacién)y a la vez mirar hacia adelante (a los lecto-
res de esta futura publicacion), es una forma de entender lo que esta-
mos haciendo juntxs en L>Internationale y cdmo podriamos abordar lo
que esté por venir.

Y por eso la propuesta de escribir esta carta me hizo pensar en
vosotres.

Echandoos de menos, a todes y a nuestras formas de hacer,

Con amor,
buraya

PD: la somateca espera, el capitalismo no!

1 Somateca fue un colectivo que estuvo activo entre 2013 y 2017, fundado por
algunas de las personas participantes en el programa de Estudios Avanzados
en Prdcticas Criticas Somateca: Produccién biopolitica, feminismos, prdcticas
queer y trans, dirigido por Paul B. Preciado en el Museo Reina Sofia durante
dos ediciones: 2012 y 2013. El grupo trabajé en torno a temas como diversi-
dad sexual y funcional, el cuerpo, la normatividad, los feminismos, los afec-
tos y los deseos. Fue una constelacion de personas investigando en torno a
las practicas crip-queer (taradas cuir), en distintos proyectos que tomaron la
forma de reflexidn tedrica, creacidn artistica o accién performativa.




Madrid, febrero de 2022

Querides Somateques, Querida Buraya,

La primera carta que escribi para Somateca fue cuando no sabia lo que
era, nialo queiba, ;era un curso? ;un taller? ;una practica colectiva?
No lo sabia, pero presentia que iba a ser algo importante. Llovia mu-
cho aquel jueves de marzo, la calle Argumosa se me hizo eterna has-
ta llegar a la entrada, ;Novel o Sabatini? No lo recuerdo, todavia no
formaba parte de mi vocabulario. Sentadxs en circulo en aquella sala
blanca, grande y fria (su nombre ya se borré de miléxico), nos presen-
tabamos y cuando acabd la ronda, empezé lo que éramos. O quizas
fue después en las cafias al juntarnos con las hermanas mayores de la
Somateca 1. O quizas fue cuando nos juntamos las dos Somatecas y
estuvimos Ixs que siguieron y Ixs que se unieron. O quizds fue antes en
una cabeza que querria crear un laboratorio de la disidencia que nunca
llegamos a ser. O quizads no hubo un momento preciso, fue un proceso
que durd mas de lo esperado, una mancha que se expandid a otros es-
pacios, en casas, en parques, en centros sociales, culturales, en inter-
net, en un capitulo de libro que nunca nos publicaron, en un pasillo del
museo, en el disco duro que tengo en mi mesa de estudio cogiendo
polvo.

Fuimos alguna vez, tomando acta, consensuando cdmo res-
ponder a la propuesta de no sé qué, ideando unas jornadas, cocinando
para todxs, escribiendo en un pad, leyendo juntxs, inventando juegos,
paseando por un bosque, imaginando nuevas formas de generar con-
tenidos y sentirnos libres de no crear...

Muchos de nuestros proyectos se quedaron en el tintero, mu-
chas propuestas sin responder, muchas comisiones que no acabaron
su mision, muchos doodles sin resolucién, muchas jornadas de re-
flexidn sin conclusion.




Tratabamos de explorar entre nosotrxs, cruzar nuestras expe-
riencias con otrxs, compartir los recursos que teniamos (salas, presu-
puestos, accesibilidad...), cuidar nuestras relaciones y dindmicas, re-
gistrar nuestros contenidos, colaborar con proyectos, pensar qué tipo
de remuneracidén simbdlica o econdmica queriamos, lo ultimo nos llevé
a bastantes debates, desgates, aprendizajes...

A veces hemos podido compaginar nuestros intereses comunes
con las propuestas, a veces hemos encontrado una manera de sentir-
nos comodes con la oportunidad brindaday el trabajo que suponia, y
a veces no hemos llegado a eso, porque no era el momento para no-
sotrxs 0 porque nos suponia no respetar nuestros ritmos para nuestra
reflexién colectiva.

Siento incluso escribiendo esa carta que se encarnan todos
esos sentires, por un lado, la ilusién de dar vida a esos recuerdos y esos
vinculos, por otro la preocupacion por no dejar una propuesta sin res-
ponder, la duda de tener que encajar en las pautas y la inquietud por el
tema de la retribucién (;c6mo?, ;a quién?, ;para qué?). E capitalismo ni
espera ni escatima.

Pero gana la nostalgia, como cuando pasando delante de mi an-
tiguo colegio, me extrafia el recuerdo de sentirme en casa en una insti-
tucidn de la que se va borrando los nombres de las salas en mi memo-
ria, recordando el primer dia que llegué empapada por la lluvia en una
sala tan fria y que luego me resultara tan cdlida.

Gracias por esa etapa, por esos aprendizajes, por esas risas,

Con carino
Stef
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Madrid, 17 February 2021

Dear Fran,

“Tener el tiempo y el deseo...” (Having the time and the inclination...)
seems to have begun with us. | am compelled to exercise this form

of storytelling by starting up a correspondence that from now on can
become a way of allowing the process to speak for itself. | shared my
fears with you in previous emails, about how fragile the threat of the
pandemic makes us and our communities. In a way, it reassured me to
know that the Museum is committed to a presence that, although ten-
tative, | see as vital.

I think about those signing up this week, about “elderly” peo-
ple who might be there or who might want to fill in the form. How will
they take this invitation from a place like the Museum and in times like
these?

[ think about the additional barriers and what can be done
about them. Far from ignoring them, | would like to see them as anoth-
er reason to make this work. Somehow these times make us so aware
of everything that remains to be done...

| know that we have little time and that the affective aspect will
also occupy a large part of that little time. Sometimes, the concern is
the lack of time. Sometimes, the impossibility of presenting content...

The fact is that | see that from very early on this process is find-
ing itself and its own questions. It cannot be otherwise if we want
these connections to signify listening, and an imprecise, unforeseen
and, of course, fragile manner of being there. This objective (to use the
slang of the discipline) of “being there” appears. The process itself,
through an expanded correspondence, will reveal the forms that this
“being there” takes.

Sara


https://www.museoreinasofia.es/actividades/equipom-21




Madrid, 24 February 2021

Dear Sara,

I am delighted to hear that “Having the time and the inclination...” be-
gan in the form of a handwritten letter even before we met its partici-
pants. Although | don’t like my handwriting very much, I’'m going to
write to you anyway. [idea one: the handwritten letter preserves the
body, writing by hand sustains the memory of the body it inhabits,
their vitality]. | think that your approach does justice to a project that
has indeed been going on for a while, since our first conversations,
since we began to imagine a continuation of the equipoM team to-
gether, and since last year’s — ever so beautiful - Poliniza [idea two: pro-
jects begin long before they begin, and end long after they end; con-
tinuity]. It seems to me that the care and attention we put into each
thing we do (that we did, that we will do) may be the most decisive of
all those things that are in our hands (let’s keep the inclination, please,
let’s find the time); and also in our hands is how to live/reconcile/be an-
gry/negotiate with those other things that depend on others (like the
logistics, which in this over-scaled Museum is an issue, like the produc-
tion sheets that are not always respected, like the audio equipment
that is not always ready, like the people within the structure who don’t
necessarily understand what we do) [idea three: the way we treat the
materials during the process permeates the process itself].

Yesterday Luis Guerra in the workshop “Las formas del hacer,
el hacer de las formas” (Forms of making, the making of forms) told
us beautiful things about memory and the inscribing of memory that
made me think of you, of the equipoM, of my three years at the Reina
Sofia Museum and of the over-60s; | also thought deeply of my father.
How to sustain memory, Luis said, beyond the monument; and he said
beautiful words like “cualquieridad” (“any kind of being”) and “aban-
donaje” (abandonment). He also spoke about echoicity, and | was



moved without being sure | understood exactly what he was referring
to. Echo as correspondence, | think. Fields of resonance, Luis said later.
[idea four: build resonance boxes, don’t steal or bestow a voice. Echo
is different from reverberation]

It really is great that we have filled all the places. It’s also excit-
ing to see the diversity of people (they say I paint like Monet) and the
challenge of accompanying something so unusual and so utopian as a
space of different people maintaining a correspondence, listening to
each other [idea five: listening as a guide, as a guarantor of something,
an action that pulls against the tide]. Just now the word utopia comes
up, so defeated by its opposite and oh so fashionable dystopia, and |
remember something | underlined in something | am reading “(...) [E]
very community possesses, in addition to its going institutions, a whole
reservoir of potentialities, partly rooted in the past, still alive though hid-
den, and partly budding forth from new crossings and mutations, which
open the way to further development (...)”. This was Lewis Mumford in
a 1962 foreword to his The Story of Utopias (1922) and he outlines more
ideas on that which shapes the delicate balance between personal and
communal life, the integrity of which has been destroyed by the pres-
sure of “perverse ideologies, institutions and mechanisms”.

New crossings. Mutations.
Still alive, though hidden.

Let’s continue, Sara. Looking forward to it.
Fran



Madrid, 6 February 2022
Dear Fran,

Unable to do otherwise, | am writing to you by hand in my notebook,
which is the space reserved for when the time comes to write... (idea
one: the handwritten text is a question of the body, yes, but also a
transcription of time as we write about what happens to us).

And | transcribe my thoughts, myself, on the computer andin
that process of transcribing myself, | extend myself further, | correct
myself, | translate myself... and all this makes me think about writing as
a place, beyond the pages of that notebook. Writing as a place of lis-
tening to one’s own voice. A place, too, of turning things around.

Turning things around has always made it possible to look at
them, to think about them... (idea two: could this be a simple defini-
tion of mediation practices in museums?)

| started to think about a programme of meetings and actions
for equipoM 2021 under the guise of ‘correspondence’. I’m particular-
ly interested in this form of living an experience together because it is
a way of keeping it alive and sharing it at the same time, an extended
form of action. The idea of doing it twice seemed to offer to me (and
even to ask for) a way of relating one group to the other (idea three:
to think about what it means or what forms this act of relating can take
beyond equivalence, equality, equalisation). Even more so after a time
of distance, that of the pandemic, which robbed us somewhat of re-
lationships (physical ones at least). In visual artistic terms, symmetry
appeared as a way of bringing together or finding these two points in
space (both teams) while maintaining correspondence as a methodol-
ogy. A methodology that put experience at the centre: the life experi-
ence with which older participants come to the museum and the expe-
rience to be created, together, as a project proposal.

The difference here operates by surprise, it renders impos-
tor that symmetry enunciated in the pre-writing of something that is






not yet present (and we knew it): to the extent that one group is not
equivalent to the other - or perhaps as a thing of experience or of the
bodies themselves — the symmetry is broken. Now, as we are about
to finish, I think of the value of this rupture and all that it reveals: the
very present of time together as an unrepeatable, unimaginable form,
as a place of possibility for life lived in community and for observing
the elasticity of links, their diverse forms (idea four: thinking of time
as present and then, as a requirement for listening, as a necessary
continuity).

Thus, the way of working in the accompaniment of a commu-
nity requires special attention to this time, so that we are weaving to-
gether the sessions, the moments, a way of listening to what is hap-
pening and responding to it as time goes by, or perhaps asking about
it. To ask oneself every day ‘what happened today’ instead of thinking
‘what is going to happen today’. The tone of questioning is important.
And to repeat to myself like a mantra: ‘write, don‘t pre-write’, perhaps
so that this exercise of memory, of writing, makes sense and so that
the lives it summons up fit in.

That is the time we have, the time of a present that escapes,
of a time that is always missing, that is the inhabited time. | have very
much enjoyed our work, the moments — always brief ones - of discuss-
ing it, of naming it together.

In your letter, you talk about ‘preserving the inclination’ and
| found it a very beautiful idea to dwell on now, as the last session of
equipoM is about to take place, almost a year after our first letter. | am
relieved to think that in spite of the rush, of the little amount of time,
of the management that often drains energy away, the inclination to
be is still intact, as if knowing that it is that last light that goes out that
leads us to be with the people in the museum day after day.

Marguerite Duras says: “Writing is the unknown. Before writing
we know nothing of what one is about to write. And with total lucidity.”

I’m sending you these words that have been with me for some
time, the time of thinking about the place of writing in my work on



projects with people, mainly in museums. And which I now like to think
of as the time and the inclination that has brought me to the place of
this correspondence.

We will carry on, of course we will!
S

(Final note: somehow the result of this experience has to do with
thinking of time in a disrupted way, or perhaps displacing its forceful-
ness. The project as a form of pre-writing spoke of ‘Having time’, the
process as a form of experience brings me back to the question: What
is this time that we (don’t) have?)



Madrid, 17 de Febrero de 2021
Querido Fran:

“Tener el tiempo y el deseo...” parece haber empezado entre noso-
tros. Me resulta necesario ejercitar esta forma de relato activando
desde ya una correspondencia que puede convertirse en una manera
de hacer hablar al propio proceso. En mails anteriores te comparti mis
miedos en relacion a lo fragil que nos hace y hace a las comunidades
esta amenaza de la pandemia. De alguna manera me tranquilizé saber
que desde el Museo se apuesta por una presencialidad que, aunque
delicada, veo necesaria.

Pienso en esta semana de inscripciones, en las posibles perso-
nas mayores que pueden estar o querer rellenar el formulario. ;Cémo
recibiran esta invitacion de un lugar como el Museo y en unos tiempos
como estos?

Pienso en las barreras afiadidas y en qué se puede hacer con
ellas. Lejos de obviarlas, me gustaria entenderlas como un motivo
mas para trabajar. De alguna manera este tiempo nos hace tan cons-
cientes de todo lo que queda por hacer...

Sé que tenemos poco tiempo y que lo afectivo nos ocupara
también gran parte de ese poco tiempo. A veces la preocupacion es la
falta de tiempo. A veces la imposibilidad de plantear contenidos...

El caso es que veo que este proceso desde muy pronto se va
encontrando consigo mismo y con sus preguntas. No puede ser de
otra manera si queremos hacer que esos vinculos signifiquen escucha
y un estar ahi impreciso, no previsto y, desde luego, fragil. Aparece
este objetivo (por usar la jerga mas disciplinaria) de ,estar ahi‘. El pro-
ceso mismo, a través de una correspondencia expandida, nos dira las
formas que ese ,estar ahi‘ van tomando.

Sara


https://www.museoreinasofia.es/actividades/equipom-21

Madrid, 24 de febrero de 2021

Querida Sara:

me encanta saber que “Tener el tiempo y el deseo...” haya comenza-
do en forma de carta manuscrita desde antes incluso de que hayamos
conocido a sus participantes. Te voy a escribir igual, aunque mi letra
me guste tan poco. [idea uno: la letra manuscrita conserva el cuerpo,
escribir con las manos preserva la memoria de los cuerpos en que hab-
ita, su viveza] Creo que tu proceder le hace justicia a un proyecto que,
efectivamente, lleva en marcha un tiempo, desde nuestras primeras
conversaciones, desde que empezamos a imaginar juntxs una contin-
uacion al equipoM y su -tan hermoso- Poliniza del afio pasado. [idea
dos: los proyectos empiezan mucho antes de empezar, y terminan mu-
cho después de terminar; la continuidad] Me parece que el cuidado

y el mimo que le pongamos a cada cosa que hagamos (que hicimos,
que haremos) serd casi lo mas determinante de entre todas aquellas
cosas que estdn en nuestra mano (conservemos el deseo, please, en-
contremos el tiempo); y también en nuestra mano esta cémo vivir/
conciliar/enfadarse/negociar con esas otras cosas que dependen de
otros (como la logistica, que en este Museo tan sobre-escalado es un
tema, como las fichas de produccién que a veces no se respetan, como
el equipo de audio que a veces no esta listo, como las personas que
dentro de la estructura no necesariamente entienden lo que hacemos)
[idea tres: el modo en que tratamos los materiales durante el proceso
impregna al propio proceso]

Ayer Luis Guerra en el encuentro “Las formas del hacer, el hacer
de las formas” nos contaba cosas preciosas sobre la memoria y su in-
scripcion que me hicieron pensar en ti, en el equipoM, en mis tres afios
en el Museo Reina Sofia y en los mayores de 60 afos; también pensé
fuerte en mi padre. Cdmo sostener la memoria, decia Luis, mas alla
del monumento; y dijo palabras bellas como cualquieridad y abandona-




je. También hablé sobre la ecoicidad, y me vibrd sin tener la certeza
de haber entendido a qué se referia exactamente. El eco como cor-
respondencia, pienso yo. Los campos de resonancia, dijo luego Luis.
[idea cuatro: construir cajas de resonancia, no robar ni otorgar la voz.
Eco es distinto de reverberacién]

Qué bien que hayamos cubierto las plazas, la verdad, es excit-
ante también ver la diversidad de gentes (dicen que pinto como Monet)
y el reto de acompanfar algo tan poco habitual y tan utépico como un
espacio de personas distintas manteniendo una correspondencia, es-
cuchandose [idea cinco: escuchar como guia, como garante de algo,
como accidn a contracorriente]. Justo sale la palabra utopia, tan ven-
cida por su contraria y tan de moda distopia, y me acuerdo de algo
que subrayé en lo que ando leyendo “(...) cualquier comunidad posee,
ademads de sus instituciones vigentes, toda una reserva de potenciali-
dades, en parte enraizadas en el pasado, vivas todavia aunque ocultas,
y en parte brotando de nuevos cruces y mutaciones que abren cami-
no a futuros desarrollos (...)” Esto lo dijo Lewis Mumford en un prélo-
go de 1962 a su Historia de las utopias (1922) y nombra mds ideas sobre
aquello que configura el delicado equilibrio entre la vida personal y la co-
munitaria, cuya integridad se ha visto amputada por la presién de “ide-
ologias, instituciones y mecanismos perversos”.

Nuevos cruces. Mutaciones.
Vivas todavia aunque ocultas.

Seguimos, Sara. Qué ganas.
Fran




Madrid, 6 de febrero de 2022

Querido Fran,

Como no podia ser de otra forma, te escribo a mano en mi cuaderno
que es ese espacio reservado para cuando se va dando el tiempo de
escribir... (idea uno: el texto manuscrito es cuestién de cuerpo si, pero
también un dibujo del tiempo en la medida que escribimos sobre lo que
nos pasa).

Y me transcribo en el ordenador y en ese proceso de tran-
scribirme me extiendo mas, me corrijo, me traduzco... y todo esto me
hace pensar en la escritura como lugar, mas alla de las hojas de ese
cuaderno. Escritura como lugar de escucha a esa voz propia. Lugar
también, de dar vueltas a las cosas.

Dar la vuelta a las cosas siempre ha sido una posibilidad de
mirarlas, de pensarlas... (idea dos: ;podria ser esta una definicién sen-
cilla de las précticas de mediacién en museos?)

Empecé a pensar en un programa de encuentros y acciones
para EquipoM 2021 bajo la férmula sugerente de la ‘correspondencia’.
Me interesa especialmente esa forma de cohabitar una experiencia
porque es al mismo tiempo la manera de mantenerla viva y de com-
partirla, una forma ampliada de accidn. La idea de que fueran dos con-
vocatorias me parecié que ofrecia (e incluso pedia) un poner en rel-
acién un grupo con el otro (idea tres: pensar qué significa o qué formas
puede tomar ese poner en relacion mas alla de la equivalencia, la igual-
dad, la equiparacidn). Mas si cabe después de un tiempo de distancia,
el de la pandemia, que nos habia robado un poco las relaciones (las
fisicas al menos). En términos plasticos, la simetria aparecié como una
forma de juntar o de encontrar esos dos puntos en el espacio (ambos
equipos) manteniendo la correspondencia como metodologia. Una
metodologia que ponia la experiencia en el centro: la experiencia de




vida con la que llegan al museo participantes mayores y la experiencia
por hacer, juntas, como propuesta del proyecto.

La diferencia aqui opera por sorpresa, vuelve impostora esa
simetria enunciada en la preescritura de algo que ain no tiene pre-
sente (y mira que lo sabiamos): en la medida en que un grupo no es
equivalente al otro -o quizas como cosa de la experiencia o de los pro-
pios cuerpos- la simetria se rompe. Ahora, a punto de terminar, pien-
so el valor de esa ruptura y todo lo que revela: el presente mismo del
tiempo juntos como forma irrepetible, inimaginable, como lugar de
posibilidad para la vida vivida en comunidad y para observar la elastici-
dad de los vinculos, sus formas diversas (idea cuatro: pensar el tiempo
como presente y entonces, como exigencia de escucha, como continui-
dad necesaria).

Asi, la forma de trabajar en el acompafiamiento de una comu-
nidad precisa de una atencion especial a ese tiempo, de manera que
vamos hilando las sesiones, los momentos, una forma de escuchar
lo que va pasando y responderlo en el devenir del tiempo, o tal vez
preguntarlo. Preguntarse cada dia ¢qué ha pasado hoy? en lugar de
pensar ‘lo que va a pasar hoy’. Es importante el tono de interrogacion.
Y repetirme como un mantra: ‘escribir, no preescribir’, quizas para que
ese ejercicio de la memoria, de la escritura, tenga un sentido y quepan
las vidas que convoca.

El tiempo que se tiene es ese, el de un presente que se escapa,
el de un tiempo que falta siempre, ése es el tiempo habitado. Me
ha gustado mucho de nuestro trabajo los ratos siempre breves, de
comentarlo, de nombrarlo juntos.

En tu carta hablas de ‘conservar el deseo’ y me ha parecido una
idea muy bella en la que detenerme ahora, a punto de ocurrir la ultima
sesion de EquipoM, casi un afio después de nuestra primera carta. Me
alivia pensar que a pesar de las prisas, del tiempo que ha sido poco, de
la gestidn que con frecuencia se lleva la energia por delante, el deseo
de estar sigue intacto, como sabiendo que es esa ultima luz que se
apaga, lo que nos lleva a estar uno y otro dia con la gente en el museo.




Marguerite Duras dice: ‘La escritura es lo desconocido. Antes de
escribir no sabemos nada de lo que vamos a escribir. Y con total lucidez.’

Te envio estas palabras que me llevan acompafiando un tiempo,
el tiempo de pensar el lugar de la escritura en mi trabajo haciendo
proyectos con la gente, fundamentalmente en museos. Y que ahora
me gusta pensar como el tiempo y el deseo que me ha traido hasta el
lugar de esta correspondencia.

Seguimos, por supuesto que seguimos!
S

(Nota final: de alguna manera el resultado de esta experiencia tiene
que ver con pensar el tiempo de forma trastocada, o tal vez desplazar
su contundencia. El proyecto como forma de preescritura hablaba de
‘Tener el tiempo’, el proceso como forma de experiencia me devuelve
la pregunta: ;Cudl es ese tiempo que (no) tenemos?)
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Ljubljana, 17 February 2021

Dear Tanja,

I am writing to you after a long silence. It was silence from my side be-
cause | didn’t know what to say. Last March we thought this pandemic
would be only a temporary break during which we were going to take
a breath, have the opportunity to take care of ourselves and our loved
ones, and after this short while we were going to continue our normal
life. | had no idea that this wouldn’t be a short break, but was rather a
beginning of a void, which replaced the real relationships that were es-
tablished with you and the group'.

First it was the impossibility of meetings, which already made
some temporal distance between us, we could never switch to zooms
or other digital substitutes, which we did within the “institutional cul-
ture”, so we almost stopped communication.

Two months later, when some sort of normality was estab-
lished, the real relationship wasn’t possible any more. Because
everything that made our crocheting meetings pleasant and warm was
forbidden: food, music, socialising. We used to meet in the Social cen-
tre Rog?, where almost everything was allowed. This often annoyed
me then (like smoking, smell, coldness, dirt), and | wanted us to meet
at the nearby +MSUM3 instead. | didn’t understand why no-one really
wanted it. Now | know.

| wonder if we would ever be able to establish this sort of spe-
cial space of acceptance, freedom, friendship and solidarity as we ex-
perienced in this unregulated, squatted space, and if so, whether this
can ever be within the museum. Once or twice we eventually met at
the +Kantina MSUM?*, but the feeling was not the same.

I would like to imagine a tool or a magic wand which would
re-create this notion of security and community after this long break
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and political consequences of the pandemic in our society? How to im-
agine art to be this wand, or museum as a secure space able to offer a
shelter for all who need it?

Yours,
Adela

ENDNOTES

1 | am referring to No-Border Craft, a self-organised initiative led by women
who are activists, refugees, and asylum seekers in Slovenia. They are fight-
ing against racism and sexism, and closed borders by organising direct ac-
tions and offering each other mutual support. No-Border Craft succeeded to
build a firm social network between migrant women and local residents in
Slovenia. They created an environment for active participation in the local
cultural and social events, and are looking for opportunities for an alterna-
tive economy by offering their hand-craft products.

2 Social centre Rog was a space within the ex-bicycle factory Ljubljana, in
2006 occupied by artists, activists, cultural workers and other collectives,
who established An Autonomous Factory Rog. Social centre Rog was pri-
marily meant for socialising and political organising of socially disempow-
ered and marginalised social groups and individuals whose workers, civic
and/or human rights were violated. They worked on problematics of social
inequality and exclusion, economic exploitation, racial discrimination and
other forms of discrimination tied to sexual orientation, personal circum-
stances, cultural specifics, etc.

The Social centre Rog ceased to operate a month before this letter was
written, on 19 January 2021 when the city authorities without previ-

ous announcement demolished Autonomous factory Rog and evicted its
inhabitants.

3 Museum of Contemporary Art Metelkova

4 Museum's cafe, then run by migrants



20 February 2021

Dear Adela,

Your letter had a calming effect on me. To me, some levels of safety
come from a feeling of collectiveness confirming once again that no
one of us is alone in our experiences. Even if it can go without saying,
reading about your experience makes me feel we are connected in dis-
tance that was forced upon us globally by the pandemic and locally on
us as a group that was established in our beloved and troubled autono-
mous spaces in Rog. And every feeling of connectivity brings me hope
we can find new ways of connecting.

The obstacles | experience are not only external, but also inter-
nal. In the past two years many restrictions were imposed on us, one
of the most harmful one’s was the curfew. Everything needed to be
planned in advance. There were very few opportunities to meet any-
one spontaneously in the city, it was impossible to meet for a coffee
because the bars were closed and it was forbidden to walk together
on the street with people who do not live together (we did that any-
way). So planning in advance and making new schedules to previously
spontaneous life was hard for me. Hard enough so it felt better to stay
at home, read books, work and spend time with only the closest peo-
ple who surround me.

I am thinking about the future possibilities of our group. Rog,
our squated factory where we gathered and got to know each other
better than anywhere else, where economic background was impor-
tant only in the means to support each other and reduce differences,
is gone. Each one of us was annoyed when the toilet did not work or
because someone didn’t clean the space after last night’s party. But
this party was legal then, even if the space itself wasn’t. Because it be-
longed to all people who didn’t fit into any project requirements for
art residences, NGO projects as equal participants, etc. We painted on
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the walls of the self-established Social Center and we insulated a fem-
inist space by ourselves to make it warmer. These spaces were never
closed. Can a museum decide to become less formal?

Hugs,
Tanja

Social centre Rog, 2017. Photo: Adela Zeleznik



Tanja Zavrski/ Adela Zeleznik &

In front of the Social centre Rog, 2019. Unknown photographer



Ljubljana, 17. februar 2021

Draga Tanja!

Po dolgem molku se ti koncno oglasam. PiSem ti Sele zdaj, ker
preprosto nisem vedela, kako naj zacnem. Lanskega marca smo vsi
mislili, da bo pandemija samo kratek premor, priloznost, da si oddah-
nemo, vzamemo <as zase in za svoje, potem pa se vrnemo v stare tir-
nice. Se sanjalo se mi ni, da to ne bo le za¢asni predah, temvec zace-
tek velike praznine, ki je pogoltnila tudi tesne odnose, ki smo jih s sku-
pino vzpostavile med seboj.!

Najprej smo se zaradi ukrepov za zajezitev epidemije preneha-
le srecevati, kar je med nami takoj vzpostavilo distanco. V nasprotju
z »institucionalno kulturo«, mé nasih srecanj nismo mogle prepros-
to prestaviti na zoom ali v drugo digitalno okolje, zato smo tako re-
koc prenehale komunicirati. Dva meseca kasneje, ko se je ponovno
vzpostavila neke vrste normalnost, pravi odnos med nami ni bil ve¢
mogo¢. Kajti skupno kuhanje in druzenje, kar je naSim sre¢anjem ob
kvackanju dajalo toplino in sproscenost, je bilo odslej prepovedano.
Nasa redna srecanja pred pandemijo so se dogajala v Socialnem cen-
tru Rog.” Ta prostor »skoraj neomejene svobode« mi je velikokrat
povzrocal nelagodje, najveckrat me je motil cigaretni dim, pa mraz,
preden se je prostor segrel, umazanija ... Veliko raje bi videla, da bi se
dobile v +MSUM-u, ki je samo pet minut hoje stran. Nisem mogla razu-
meti, zakaj nikoli ni bilo navdusenja nad to mojo idejo. Zdaj razumem.

Sprasujem se, ¢e bo Se kdaj mogoce vzpostaviti tako enkra-
ten prostor, kot je bil Socialni center Rog, prostor sprejemanja, svo-
bode, prijateljstva in solidarnosti, in e ja, ali lahko podoben prostor
sploh obstaja v muzeju? Nekajkrat smo se namrec sestale tudi v okviru
+Kantine MSUM, pa obcutek Se zdale¢ ni bil enak.

Zelim si, da bi znala iznajti orodije, ki bi kot ¢arobna palica pri-
Caralo tisto obcutje varnosti in skupnosti, ki smo ga delile pred pande-




mijo in njenimi politicnimi in druzbenimi posledicami! Sprasujem se, ali
je to orodje lahko umetnost in ali je v muzeju sploh mogoc prostor, ki
lahko priskrbi zavetje za vse, ki ga potrebujejo?

Tvoja, Adela

1 S tem mislim na samoorganizirano skupino prosilk za azil, migrantk s statu-
som begunke in aktivistk No-Border Craft, ki »skupnostno kvackajo in se dru-
Zijo brez meja«. Njihova kvackarska srecanja so se zacela znotraj Skupine za
vklju¢evanje migrantk v skupnost, v sodelovanju z neformalno rokodelsko
skupino KvaKvackas. Bistveni cilj skupine je gradnja socialne mreze med lo-
kalnimi prebivalkami in migrantkami ter prizadevanje za krepitev mociin
uveljavljanje znanj, izkusenj in poguma migrantskih Zensk. Aktivno is¢ejo
moznosti alternativne ekonomije in afirmacije znanj migrantk, zato so se od-
locile, da svoje izdelke ponudijo v zameno za prostovoljne prispevke ob raz-
licnih priloZnostih.

2 Socialni center Rog je od leta 2006 deloval v okviru Avtonomne tovarne
Rog. Primarno je bil namenjen druzenju in politicnemu organiziranju social-
no ogrozenih in marginaliziranih druzbenih skupin in posameznikov, ki so jim
bile krSene delavske, drzavljanske in/ali ¢lovekove pravice.

Ukvarjal se s problematikami druzbene neenakosti, socialne izklju¢enosti,
ekonomskega izkoris¢anja, rasne diskriminacije in ostalih oblik diskriminacij,
vezanih na spolno usmerjenost, osebne okolis¢ine, kulturne znadilnosti, itn.
Socialni center Rog je prenehal z delovanjem mesec dni preden je bilo napi-
sano to pismo. Zgodaj zjutraj 19. januarja 2021 so mestne oblasti z nenapo-
vedano akcijo zrusili Avtonomno tovarno Rog in izgnale njene prebivalce.




20. februar 2021
Draga Adela,

tvoje pismo mi deluje pomirjujoce. Zame obcCutek varnosti do neke mere
izhaja iz obcutka kolektivnosti, ko ponovno dobim potrditev, da nobena
od nas ni zares sama v svojih izkusnjah. Morda je samoumevno, ampak
ob branju o tvoji izkusSnji dobim obcutek povezanosti v razdalji, ki nam je
bila vsiljena, vsem nam zaradi pandemije, ozje pa Se posebej nasi skupini,
ki je nastala, se vzpostavljala in krepila v prostorih Avtonomne tovarne
Rog. Vsak obcutek povezanosti mi daje upanje, da bomo nasle nove na-
Cine povezovanja.

Vendar ovire, ki jih ob&utim, niso samo zunanje, ampak tudi not-
ranje. V zadnjih dveh letih so nam zadali veliko omejitev in ena izmed huj-
Sih je bila policijska ura. Vse je bilo treba nacrtovati vnaprej. Bilo je zelo
malo priloZnosti za spontana srecanja v mestu, nemogoce se je bilo sre-
Cati na kavi, ker so bili lokali zaprti, uradno je bilo tudi prepovedano ho-
diti skupaj po ulici z ljudmi, s katerimi ne Zivi§ (ampak to smo kljub temu
pocele). Nacrtovanje vnaprej in delanje urnikov za sicer prej spontano
zivljenje mi je bilo tezko. Dovolj tezko, da sem se pocutila bolje, ce sem
ostajala doma, brala, delala in prezivljala ¢as samo z najblizjimi, ki me
obkrozajo.

Razmisljam o prihodnosti nase skupine. Rog, nasa zaskvotana to-
varna, kjer smo se srecevale in se spoznale bolje kot kjerkoli drugje, kjer
je bila ekonomska situacija vsake posameznice pomembna zgolj v smis-
lu medsebojne podpore in zmanjSevanja razlik, ne obstaja vec. Vse nas
je jezilo, kadar se je pokvarilo stranisce ali kdo ni pospravil prostora po
zabavi prejSnjega dne. Ampak tista zabava je bila takrat legalna, tudi e
sam prostor ni bil. Ker je pripadal vsem ljudem, ki ne ustrezajo merilom
za razpise. Skupaj smo poslikale zidove Socialnega centra Rog in same
izolirale stene feministi¢nega prostora, da bi nam bilo toplo. Ti prostori
niso bili nikoli zaprti. Se muzej lahko odloci postati manj formalen?

Objem, Tanja
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Madrid, 26 January 2021
Querida Andreja,

How are you doing? | still miss working with you very much. Today we
are in a workshop together with the mediation group, with our dear
Adela and the rest of the group. Sofia Olascoaga is working with us,
trying to be able to gather some ideas around the materials (concept
maps, artworks, words) that the group shared and prepared during
weekly meetings between March, April and June, you know, when
most of us were spending the days at home in the first lockdown. Sofia
asked us to write a letter so we can focus on the possible forms for
these materials to be crystalized and also, for whom do we want to
prepare them. And | can’t help thinking of you as the recipient of my
letter. | remember how we wrote the description for this activity when
writing the application for the EU grant. When we decided to include
the e-learning materials as an output (this language.. huh?) for the me-
diation group even though Adela and Pablo were so wary of them. If
only you were here with us to realise what a great deal of conversa-
tions these materials have originated! Unfortunately, | was not pres-
ent in all conversations the group had, too many things to take care

of during lockdown (mainly the 2 little monsters at home) but when |
had a look at the materials for the workshop it blew me away how the
questions and research done by the mediation group reflect on the
sense and the meaning of working together. Sofia mentioned a text
by Arundhati Roy, published in April, called “the pandemic as a por-
tal” and also asked us to think what we would take as a toolkit to cross
this portal... and I thought to bring you (and the cats and the baby, of
course) with us.

[ think that this is because one of the things | cherish most
about the project, about L’Internationale, it’s to be able to learn and
work so closely with this large number of amazing people. You know
well the difficulties to translate this common sharing experiences with-



in L’Internationale to the technical words we use for the application
and the reports, etc. It is hard for me to imagine the “for whom” these
materials would be. But, at the same time, | recognize the importance
to share how the time spent together (even if online, apart in essence,
but working together) can be a trigger for a bigger shift in institution-
al working. Onur said yesterday a beautiful sentence to explain why he
enjoyed so much the meetings during lockdown: “being online togeth-
er allowed a way for us to avoid our loneliness, the loneliness of our
institutions with nobody in them”. | really do not know how we would
be able to share it, this intimate process, but | trust the group entirely
and we will end up with beautiful, sensitive and sharp material to share
(and we’ll find a way to call it e-learning materials for the EU... after
all everything is online now) and we will also proudly share it with you
dear Andreja.

| hope life is treating you gently, that you are happy and with
bright days ahead.

Love from Madrid,

Maria



Trieste, 31 January 2022
Dear Maria,

I was happy to receive your letter. It is so rare and exciting to write
handwritten letters in this day and age; receiving and reading themis
equally so. | would be afraid to handwrite a letter, as it would take me
ages to do it properly, not to mention having to constantly check the
spelling and grammar. | believe | would first write it on the computer
using the complete Office suite, at least three online dictionaries and
of course, the automatic spell checker...and maybe just then | would
rewrite it by hand.

...by the way this is actually what | am doing with this letter...

When you mentioned writing the EU application, | instantly pic-
tured myself during the Christmas holidays back in 2017. | was wearing
my pajamas day and night, while figuring out which would be the best
way to present the project. With 10000 doubts on the best structure to
choose and which one of the “poetic” words to use between output,
impact, result, outcome... Back then Steven, you and | were trying to
imagine the future. In the case of the e-learning materials, we did not
only imagine it, we predicted it as if we had a crystal ball.

I always say that writing an EU application is an act of creativity
and ingenuity! Don’t you think?

You are right, when you say just how difficult it is to translate
the common sharing experience within L’Internationale to the techni-
cal words the EU requires for its applications and reports. There are so
many connections and relations that are put in place between people,
with all their nuances, that are impossible to explain in the e-table of
the e-form of the e-report called max.-2000-characters-and-not-a-full-
stop-more-!-you-reached-the-max-number-of-characters-ding-cancel-
rewrite-ding-cancel-rewrite-ding-f****!

You have to stay within the borders. It is difficult! To stay within
the borders, | mean.



| also would have loved to participate in the workshop with
Sofia and to think about the “pandemic as a portal”. However, | am
terrible at those kinds of things. While doing such exercises | am sort
of saying to myself, “think, Andreja, think”, but | am actually not think-
ing. | just keep saying, “Think, Andreja, think!”

Anyway.

While thinking (intensively, of course, like never before) about
the pandemic, and especially about the so-called first lockdown (Spring
2020), the image of an opening keeps coming to my mind. A gap in a
fence or a crack in the wall.

In Italy, during the first lockdown, we were forced to stay with-
in the borders of our homes. And were allowed to get out only for
highly motivated reasons. We began to use our creativity, in the way
only Italians can do, and resorted to all kinds of gimmicks to get out of
our houses. We went to buy groceries 3 times a day, we took our dog
with incontinence for walks every 30 minutes, we even became mar-
athon runners. We tried every trick to find a way to breach our home
walls.

But the pandemic raised other walls, since we were no longer
used to borders between countries. You know, | live on the border
between Italy and Slovenia and since 2007 there are no more border
crossings. We used to cross the border every day, it was something
normal. From Italy we go to Slovenia to get gas and buy meat. From
Slovenia to Italy for work and coffee. Suddenly, this whole stream
was stopped because of COVID-19. It was still possible to pass ma-
jor border crossings for urgent matters or health reasons, but most
people got stuck within the two countries. Authorities put boulders
on the roads to stop cars crossing the border. Some people start-
ed crossing it through the woods... by car! Then the authorities had
raised barriers there.

There is a funny episode that happened in a village close to
Gorizia, a town located on the border with Slovenia. | read it in the
newspaper. At least, | found it funny for how | imagined it. Like an



old Italian black and white film comedy. One early morning an Italian
military truck full of soldiers coming from south Italy, who did not
know the territory, was driving on a road and suddenly found itself in
Slovenia. The boulders on the road that had been closing the border
were removed during the night. The soldiers did not even notice that
they were entering another State.

You see, how difficult it is to stay within borders!

Despite the tragedy of all the lives taken away by the virus,

I have some good memories from the first lockdown, especially the
sense of unity and solidarity between people. | hoped we would be-
come better people after the pandemic. But we are certainly not. We
are polarizing ourselves between no vax and pro vax, pro green pass
and no green pass, etc. There are families where people go against
each other.

Sorry for being so negative and pessimistic.

Let’s hope the pandemic will be over soon and everything will
be fine in the end. As they say “Everything will be fine in the end. And if
it is not fine, it means that is still not the end.”

Thanks again for writing to me and giving me the chance to
write you back. | miss working with you, too. Mostly your energy and
determination.

[ look forward to having you and your little women at my place
in Trieste, soon.

A big hug!

XXX
Andreja



—_ b ﬁa?éﬁ
]}uf}’rﬂ 21 M

) was & wwuwujaw&ﬂzx A6 50 rau qud e
10 u.iif,n(e ﬁ(uuﬂw)uﬁeu Gty ){f{x.bci.wjm a_ge muu?,

iheu,ae, 0. ) woubol be afeaid (o
wwk Cottun @Hﬁfd fa&e waﬁ;ﬂb*@@ u

pxqoefe’? wot fo wewtnau havi chack,

B e
au e i o

. u(,m_g b (_éeg{ce

fedle uu,tuum}*c el obeclon ... aud be wrt #
)utill walb dbyhad. L

.}E{'@\ fle Le‘)tua{ %’u‘g 15 acmat)ﬁ? whot )awdﬁwﬁ with
(e “yow wwtmaa’ wreik H(g ook, )
u,oiw,(j eql L“ﬁ /fﬁa m

%:u Q01 )ﬁﬂl}w
btu:}l’lf Wil g“% Gnd LUQJ.C um‘id be

wy o peapend 1% 1 W Lo

pedh C ol
azu fﬁe bwl stielie, 4o c“mw@ud which aue o e
_(mé« Wouds to uge lehueey ou},:m wpack xood
Q‘uliwm. P Hau Steuey J g e



s

! HOH fﬂt beuwg 50 uega:'—(ue cud! pediuuste.
M?:L%‘CPQ Hhe ¢ W€ e scau aud dpdy
WX ke j;(u@ iu ¥ eud. obs Hay coy Hutg wief

- b glﬂe L Ahe ewwdl, chud *flf Aﬂ@%ﬁu?;%mu:uﬂm Mot
A M@ wot Me aud "
Tk a‘%]mﬁ‘* Wurug Lo we aue 'Uiu.%u,w Ha

A WL% Jot eutlgy aue ddeviualkion .

) Codk fotwoad lo Roui Uow aund Uy wouey

ool Wi ploce 1 Tuere, e:ou(%. i '

e big mg ’.

XXX

ff,\_ F

lJ

T L - e, - -



CONVERSATIONS

—ROM/
TO

/

Closeness )
Maria Skowronska-—

Markiewicz, Maria
Przyvbvi/ Blvzkist

(I\/Ia;"a Beburia, Olga

\Via

o
v

()

elskava, Taras
nbik)




Warsaw, 7 December 2021
Dear Blyzkist!' Dear Maria, Taras and Olga!

Over a year ago we invited you to work on a film for L’internationale,
in which you told the story of your collective and yourselves. The pro-
cess of making the film took months. At the time of the film’s premiere
we had the opportunity to talk about how much had changed: Maria
got a job in the Ocalenie Foundation, Taras started work on behalf of
people in crisis of homelessness and Olga joined your collective. So to-
day all of you are in a completely different place...

You were shooting the film when the Museum was closed to
the public due to the pandemic and the two of you had just started out
as the Blyzkist collective. Since then you have conducted numerous
actions, meetings, and debates, you have been involved in various ini-
tiatives. You have started cooperation with other institutions, organi-
zations and artists. And finally, Olga joined in :) You did all of this in tur-
bulent and uncertain times during successive waves of pandemics and
crises — and we admire you for that.

As participants of the Mediation group within the
L’Internationale museums confederation together with other people
we are working on new kind of materials about constituent museum
practices; this time it will be an online publication collecting reflections
and experiences from group work in this multi-threaded, internation-
al project. We highly appreciate what we have already done together
and we want to continue working with you on this publication.

We do not ask you to prepare reports or essays, but rather to
write personal letters in which you would share your reflections and
experiences.

We would like to ask you, both as a collective and as individu-
al participants, to share, from the current perspective — which of your
original assumptions have since become obsolete, what is important
to you now and whether the goals you had set for yourselfes while
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working on the film remained valid or changed. We also want to ask
about your individual experiences and the changes that have occurred
in your lives and in your activist and artistic activities in the course of
the year, and how those experiences and changes affects your plans
and ambitions as a V4 Blyzkist.

At the same time, we would like you to consider the questions
that keep coming back at the meetings of our Mediation working group:

Do you believe that an institution can show its vulnerability and
start to work from there?

Do you want to think and challenge our institutional structures
to make them more porous and democratic?

What is the role that art can play in the current eco-social crisis?

The shape and form of the publication depends on the letters
written in response to our publication by the people we invite to take
part in the dialogue. Apart from the project itself, we are very much in-
terested in learning about your experiences, thoughts, and conclusions
about Blyzkist and about your personal ambitions and needs relating to
it. The authors of the letters selected for publication by the group will re-
ceive fees. We also would like the first version of the letter to be written
in your first language and only then professionally translated into English.
It would be wonderful if each of you sent us a letter by January 10th.

What do you think? We can treat it as a form of evaluation of
the cooperation, an evaluation for which we have not yet found time.
For both of us L’Iternationale provides the motivation and incentive to
develop our joint activities.

Marta & Marta
Martas from MSN :)


https://www.instagram.com/blyzkist/

Warsaw, January 2022
Dear Marta & Marta,

My name is Olga Mzhelskaya, | am an art manager and curator from
Belarus. In my home country | used to be engaged in educational ac-
tivities concerning art in general, and Belarusian art in particular (I run
a popular blog about art called Little Hedonist — Instagram Channel).

| used to give guided tours at artists’ workshops, organize meetings
with young artists, conduct interviews at exhibitions before audiences,
lead authors’ guided tours, co-author children’s books on Belarusian
art, | also used to curate exhibitions, educational programs and assis-
tance programs for artists and creators, and help beginner collectors
purchase art. At the beginning of the summer of 2021, my family and |
were forced to flee my home country, where throughout all the years
of my professional activity |, like my colleagues, used to create an infra-
structure of independent culture against the centrally controlled cul-
ture and politics.

At the time of migration, my only professional contact in
Poland was Marta Skowroriska, whom | met during a visit to MSN, the
purpose of which was to share experience of working with children in
museums and galleries. That visit took place about 6 years ago. And
I am very grateful to Marta that after so many years, she helped me
start my journey in what was a new frame of reference for me. Thanks
to her, | started work with the MSN and with the Blyzkist initiative.
Together we are currently developing mediation programs for mi-
grants for each of the museum’s exhibitions: regular and permanent
excursions of the programme and accompanying events (performanc-
es, debates, lectures, etc.).  am glad that thanks to the Museum and
my colleagues from Blyzkist | can continue to be engaged in educa-
tional activities for Belarusians who are now facing difficult conditions
of forced migration and suffer form serious psychological trauma.

As an example of my work here, | would like to cite the performance


https://www.instagram.com/olga.mzhelskaya
https://www.google.com/url?q=https://tmtr.me/littlehedonist&sa=D&source=docs&ust=1668682104673542&usg=AOvVaw2j2xc2b62lzP9wRk9HCORl

“Sorry! | am very ashamed” within the Warsaw under construction ex-
hibition, dedicated to the topic of dyslexia. It was my first serious step
as an artist here; it addresses one of the problems faced by up to 20%
if the world’s population (according to various studies). As part of the
performance, people with dyslexia and allies read poetry in their na-
tive languages - Russian, Belarusian, Ukrainian. The event had a ther-
apeutic effect for many migrants who, due to dyslexia, find it difficult
to learn foreign languages and who have not read in their native lan-
guage for a long time.

| believe art and mediation can play a crucial role in healing
people’s souls and helping them adapt to a new place. In the autumn
of 2020, there was considerable controversy in Belarus concerning
whether artists should engage in art in a situation where there is vi-
olence in the streets and people dressed in black abduct and forcibly
relocate those Belarusians who wish the truth and law to triumph. Is
there a need to still hold exhibitions? My answer is: yes, it necessary
and important! | received a significant amount of feedback on how
people are psychologically more at ease after viewing an exhibition
or going to an author’s tour, etc. Here, in Poland, in a space which is
completely new for many Belarusians, the relevance of art remains the
same - or perhaps it is even of greater importance now. In this case,
through contact with artists and people working in the field of cul-
ture, they can find relief, they can begin their study of the culture of a
country that has become their second home, they can assimilate and
find new useful acquaintances and friends. For migrants, all of this is
priceless.

In the context of the issue discussed here, | would divide
Belarusian migration in Poland into two areas: people who used to
work in the field of culture, and those who did not. Their needs con-
cerning art intersect but remain different. According to my observa-
tions (I do not think anyone has exact figures at the moment), since
2020 a larger number of Belarusian artists and other people from the
field of culture have fled to Poland than to any other country of choice


https://www.google.com/url?q=https://artmuseum.pl/en/wystawy/jak-robic-szkole&sa=D&source=docs&ust=1668682104678637&usg=AOvVaw2NGQXCWZRU5gHaJXkFHLAb
https://www.google.com/url?q=https://artmuseum.pl/en/wystawy/jak-robic-szkole&sa=D&source=docs&ust=1668682104678637&usg=AOvVaw2NGQXCWZRU5gHaJXkFHLAb

for Belarusian emigrants (such as Lithuania, Ukraine, Georgia). And
they do have greater needs for art and mediation. For them, it is first
and foremost important to study and to understand how the Polish art
infrastructure works, and to be able to become part of it. Therefore,

it is important to hold theme-oriented meetings for professional net-
working within the framework of exhibition projects. In particular, it

is important to invite Belarusian authors to projects like exhibitions
and festivals. It is the creative intelligentsia who provide the bridge
that can connect the migrants and the cultural institution, becoming a
simple choice of a useful guide. Besides, in general, migrants do care
about other migrants - this was shown in my initiative of joint trips to
museums and galleries in Warsaw with other Belarusians; we always
have coffee in a cafe first and therefore we communicate, we get ac-
quainted, and only then go together to see art. These are very popular
events and Belarusians need such a common intellectual pastime.

Olga



Warsaw, January 2022
Dear Marta & Marta,

When | think back over the past year, collecting all the experiences,
people, themes, paths and patterns we have had to deal with, wheth-
er in a cultural institution, in our daily lives or in our group work, | can’t
help but think about the people for whom and with whom we do our
work. Migration’, the crisis of homelessness?, diversity3, LGBTQ+ peo-
ple* fluid identities®, the environmental crisis®, institutional critique’
and many other threads behind which are real people, full of emotion,
faith and hope - and yes, my work this year was with and about them,
but | was also doing it for myself; and this is the kind of work this year
was dedicated to. | am very happy that a new person has joined our
small team - Olga, who came here from Belarus, where the regime
forces people to leave and look for a new home. Thanks to Olga, we
have been able to organize a number of events for the Belarusian au-
dience, which is already an important and quite large community, and
the Museum should find a place for it.

When | think about my place in the collective, among cultur-
al institutions, the word ‘mission’ comes to mind. | know that this
word has become obsolete, but for me, as a person who came to the
Museum at the age of 22, this word has become an act that | have
been working on at the Museum for the last three years; mission is the
word that has allowed me to get through the crisis | found myself in as
a boy who came to the city, full of high expectations.

So far I’'ve written about people, because yes, we do all this as
much for them as for ourselves, don’t we? But if we start talking about
the Museum as a structure that belongs not only to the people, not
only to the topics and issues we deal with, but also to the country we
live in, the big question is whether the system in which we function
supports and endorses the activities we spend long hours creating,
whether everything makes sense and everyone can feel safe and tak-
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en care of? Here | would like to express my great sadness, because it
seems to me that the answer is no; it seems to me that all these activi-
ties show a similarity to a kind of underground work from the 1990s - a
sense that civilization is just waking up, and sometimes even that we
are working on some ‘forbidden’ activities. And I’'m not sure, but | feel
it won’t take away my faith, strength and enthusiasm.

But one thing | am sure of: that we will dance to the sounds of
the Vistula River, on the banks of which the Museum is temporarily lo-
cated, and we will laugh out loud during a newly opened exhibition
that touches on the third wave of feminism, the climate crisis, fear,
community or a malfunctioning education system.

And | believe we will do it more than once.

What about you?

| want to thank my closest friends with whom I have spent this year.
Thank you!
Taras Gembik

ENDNOTES

1 E.g: Blyzkist participated in the Open Institute — an artistic and social pro-
gram organized by the Strefa Wolnostowa within which they organized the
action “Welcomepack | NackaBo npocumo”. Blyzkist is also involved in the
creation and promotion of a platform for migrant artists: Migrart.waw.pl

2 E.g: In September 2021, Taras, together with the Daj Herbate Foundation,
organized the first meeting of a series that continues to this day, a meeting
of the “Anti-Crisis Film Club” for people recovering from the homelessness
crisis.

3 E.g: In spring 2021, Blyzkist organized a multilingual family workshop
“Niedziela is a week”, on the basis of which they published a bilingual mini-e
publication https://artmuseum.pl/public/upload/files/Niedziela-to-tydzien-
set-zadan-dla-kids.pdf


https://warszawa.krytykapolityczna.pl/dzialanie/instytut-otwarty/blyzkist/
https://migrart.waw.pl/blyzkist/
https://artmuseum.pl/public/upload/files/Niedziela-to-tydzien-zestaw-zadan-dla-dzieci.pdf
https://artmuseum.pl/public/upload/files/Niedziela-to-tydzien-zestaw-zadan-dla-dzieci.pdf
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4 E.g:In February 2021, Blyzkist organized a “Queer reading of Ukrainian
poetry”.

5 E.g:InJanuary 2021 Taras took part in the performance of Planet “Rizdwo
6. The Ethnoerotic Mystery” directed by Mikotaj Sobczak at the Museum of
Modern Art in Warsaw.

6 E.g:Taras co-led a Plant and Performative Walk on the Wawer Bend organ-
ized by the Krytyka Polityczna clubhouse, Jasna 10 in Warsaw.

7 E.g: Organisation of debates, including debates during the XIl Warsaw un-
der construction festival, autumn 2020: “Being closer. (In)accessibility of mi-
grants to culture.”

Screen shot and office view from online meetings
between Blyzkist and MSN education team


https://fb.watch/gIDjWNEHJN/
https://artmuseum.pl/en/wydarzenia/rizdvo
https://artmuseum.pl/en/wydarzenia/rizdvo
https://fb.watch/gIDhwHoqJH/
https://fb.watch/gIDhwHoqJH/

Warsaw, January 2022

For us, the goals that we set for ourselves last year are still valid.
Accessibility, solidarity, and support are important to us. These remain
relevant in the light of the current sad events taking place in the Polish
public and political discourse. There is still need for closeness, physi-
cal and emotional, and the pandemic has still not died down but keeps
transforming into new variations, a humanitarian crisis is underway
on the Polish-Belarusian border, and some further changes are being
pushed in Polish public cultural institutions. Last year was extremely
difficult - but I am glad we were in all of this together. Being together
is all we have left. We were together all the time — online and far from
each other, but also during walks, at the border, during protests.

| can see a purpose to our actions and our practice, based on
regularity, process, and care. Living in a country that is hostile enough
to all manifestations of otherness, it is our duty to represent that oth-
erness and fight for its right to exist. But it is also our duty to criticize
the institution as a structure that is per se an instrument of power, col-
onization, and exclusivity. Together, we should point to problem areas,
gaps, and voids that need to be filled, but also, most importantly, we
must act. We use art as a tool for integration, for support and building
a sense of community, and we have to do it in a conscious manner.

| am very grateful to Taras for his constant support, but | am
also grateful to all those who helped us implement our ideas and mo-
tivated us. | look forward to further cooperation with Olga and | am
very happy that what we have created with Taras inspires other people
around us, creating a space where we can learn from each other.

I am so proud of myself, Blyzkist, and all of us. Things can only
get better further on.

Maria Beburia



Photo: Yulia Krivich



Warsaw, May 2022

The “Stonecznik” (“Sunflower”) Cultural Centre for Solidarity’ was
established as a crisis centre for solidarity and support following
Russia’s invasion of Ukraine. It now operates as an open, solidarity-
based, multilingual and multicultural community centre.

In “Stonecznik”, we learn Polish and Ukrainian. We organize med-
icine collections and prepare meals. We run workshops for children, ed-
ucational activities, and meetings with artists and activists. We learn
about Ukrainian culture and art. We share stories, experiences, and skills.
We also have an international think-tank working on information warfare
and contemporary geopolitics as seen from an Eastern European per-
spective. Together we are waiting for better times, we support each oth-
er, and seek answers to questions concerning the role of art in war.

A number of people were involved in the creation of
“Stonecznik”; Taras Gembik is one of the initiators of the centre.

““Stonecznik” was established under the most critical condi-
tions (just after February 24, 2022), although we (Blyzkist) have had
a similar idea (Blyzkist) since the beginning of our cooperation with
the Museum of Modern Art (Muzeum Sztuki Nowoczesnej, MSN). At
the very beginning when the centre only started out, the Museum
temporarily lost control of it. This was a great moment. We had the
opportunity of creating a place for pure practice of community build-
ing. Bureaucracy is what hinders such activities. When an institutional
structure enters, the structure of such a community itself changes im-
mediately as well — and this affects the question of who visits and uses
the Centre. So with the escalation of the war in Ukraine and the sur-
render of control by the Museum, there was a spontaneous grassroots
mobilization and self-organization. And this is what everyone is talking
and writing about, explaining what “Stonecznik” is. It is frustrating,
however, that so much had to happen for a project that Maro (Mariia


https://artmuseum.pl/en/cykle/slonecznik-solidarny-dom-kultury

Beburia from Blyzkist) and | dedicated ourselves to, to interest a larg-
er group of people. After all, there had already been around 2 million
Ukrainians living in Poland before the war.

Every day | ask myself about the extent to which these solu-
tions, connections, and tools would be nurtured and whether they
would still be considered useful when the institution of the Museum
returns to a more rigid model of functioning, a model which often ex-
cludes many grassroots initiatives.

[ would like to suggest that institutions always keep their eyes
open to the individuals and minority groups that gather around muse-
ums and cultural centres. | think we should invite them inside the in-
stitution to work with us - to give them a voice, opportunities, and the
space to act. It is fair to say that in those first months when military op-
eration in the Ukraine escalated, the “people” who were mentioned
first in the MSN mission were indeed the most important, they were
present — without having their presence analysed through the prism of
rules, structures, hierarchies, etc.

At the same time, the first three months were not easy. We re-
ceived complaints about our activities being burdensome (the space
where “Stonecznik” operates has offices and meeting spaces for MSN
staff). For example, now, after three months, the collection of med-
icines will no longer be held at the Museum. After the pandemic the
café and the bookstore were returned to their space. This frustrates
me because | am unable to answer the question: Whom does such an
institution wants to address?

Regular, grassroots-run activities had a community-building
effect (e.g. cooking together, doing workshops, providing a space to
“do nothing”, to simply be close to others). Crowds of people used to
come to the Centre and now, thanks to this 3-month-long grass-roots
collective work, these people are returning to the events organized by
“Stonecznik”.

My advice on how to keep these audiences is: work with them
and be there for them; this is really important in terms of action, rather
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than posting stuff on social media. Being physically present, nurturing
relationships, and listening to people’s needs.

At Blyzkist, we do not set ourselves the task of imposing a
framework accepted by the Museum on the community we invite. It is
the people who should come up with certain forms and the institution
should open up and submit to them.

| keep thinking about organizational and aesthetic issues as
well. Perhaps a museum might be more alluring when it’s not so beau-
tiful. In the Ukraine, privileged groups benefit from institutionally run
culture venues (museums, galleries...). But there is also infrastructure
built from the bottom up, and Kyiv is central for such initiatives.

Starting from this point, | keep asking myself the question of
what a place like the “Stonecznik” Cultural Centre should really look like.

My dream is a friendly place where you can charge your phone
and have coffee. This is how local activity venues work. So why is the
Museum not able to include such function in its programme?

Organisation of the work is also an important topic. One or two
people are not enough to implement everything on a non-stop ba-
sis. | had to go part-time at my main workplace. Why? Because of the
mission, because working at the Museum is important to me; but the
question is: how long will | be able to function like this? | don’t know.
But | want to be here and | believe that many things can be changed. |
think we need more openness and we need more understanding.

In order to keep the migrant/refugee audiences, we need,
firstly, to invite people from Ukraine to cooperate and work with us.
Secondly - we need a strong alliance. It has to start at heart — with the
need to work with communities.

| think every museum should have a department dedicated
to working with migrants. There should be a person mandated to
talk about these issues all the time, just like there are accessibility co-
ordinators. Some refugees will go home, but some will stay. | think
alarge part is going to stay. Migration and refugee processes are
irreversible.
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Alot has happened in this Museum, a lot has been done since
the war started. We have had a great programme that is working.
There is a lot of interest and high attendance. The key now is to ensure
decent working conditions for the people working here at the Museum
and for the Museum itself.

Does the institution see a place for us in its new building? |
don’t know. Everyone is now talking about our (that is, the Centre’s)
activities, inviting us to be on TV and to take part in conferences. This
gives the institution good PR, but now we enter a stage of precise
planning for the infrastructure and processes that should be able to
operate in the Museum in the future.

ENDNOTES

1 https://www.instagram.com/sdkslonecznik/
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Warszawa, 7 grudnia 2021

Drogie Blyzkist! Kochane Mario, Tarasie i Olga!

Minat juz ponad rok od momentu, kiedy zaprositysmy Was do pra-

cy nad filmem dla L’internationale, w ktdrym odpowiadaliscie o sobie
i Waszej dziatalnosci jako kolektyw'. Praca nad filmem trwata wiele
miesiecy. Juz w momencie premiery filmu mielismy okazje rozmawiac
o tym, jak wiele sie zdgzyto zmieni¢. W tym czasie Maria zaczeta pra-
ce w Fundacji Ocalenie, Taras zaangazowat sie w prace na rzecz oséb
w kryzysie bezdomnosci a do grupy dotaczyta Olga. Dzisiaj wiec wszy-
scy jestescie w zupetnie innym miejscu...

Film kreciliscie, kiedy muzeum z powodu kolejnej fali pande-
mii (pazdziernik 2020-luty 2021) byto zamkniete dla publicznosci, a wy
zaczynaliscie dopiero dziatalnos¢ w duecie jako kolektyw Blyzkist. Od
tego czasu przeprowadeziliscie wiele akcji, spotkan, debat, angazowa-
liscie sie w rézne inicjatywy. Rozpoczeliscie wspotprace z innymi insty-
tucjami, organizacjami i artystami. Wreszcie dotaczyta do Was Olga :)
Wszystko to robiliscie w niespokojnym i niepewnym czasie, podczas
kolejnych fal pandemii i kryzyséw, za co Was podziwiamy.

My jako uczestniczki grupy Mediacje w konfederacji muzedw
L’Iternationale, wraz z innymi osobami pracujemy nad kolejnymi mate-
riatami dotyczacymi praktyk w duchu constituent museum, tym razem
bedzie to E-pub (internetowa publikacja) zbierajacy refleksje i doswiad-
czenia z pracy grupowej w tym wielowatkowym, miedzynarodowym
projekcie. Bardzo cenimy Was oraz to, co juz razem udato nam sie zro-
bi¢ i chcemy wtasnie z Wami kontynuowac prace przy tej publikacji.

Nie prosimy o przygotowywanie raportéw czy esejéw, ale o na-
pisanie osobistych listdw, w ktérych podzieliltybyscie sie swoimi reflek-
sjami i doswiadczeniami.

Chciatybysmy zapytad Was — jako kolektywu i kazdej z osobna,
z obecnej perspektywy co z Waszych pierwotnych zatozen sie zdez-




aktualizowato, co jest dla Was obecnie wazne i czy cele, ktdre sobie
stawialiscie pracujac nad filmem pozostaty aktualne czy tez ulegty
zmianie?

Chcemy zapytac o Wasze indywidualne doswiadczenia i zmiany
jakie zaszty w Waszych zyciach i dziatalnosci aktywistyczno-artystycz-
nej w ostatnim roku i jak to wptywa na Wasze plany i ambicje jako 4
Blyzkist.

Jednoczesnie chciatybysmy, abyscie miaty w tyle gtowy pytania,
ktdre wracaja na spotkaniach naszej grupy roboczej Mediacje:

Do you think that an institution can show its vulnerability and
start to work from it?

Do you want to think and challenge our institutional structures
to make them more porous and democratic?

What is the role that art can play in the current eco-social crisis?

Ksztatt publikacji zalezy od tego, kto z zaproszonych przez nas
do dialogu 0séb odpowie na nasze zaproszenie, piszac listy. Nam, nie-
zaleznie od samego projektu, bardzo zalezy na poznaniu Waszych do-
Swiadczen, przemyslen i wnioskdw dotyczgcych Blyzkist i Waszych
osobistych ambicji i potrzeb z nim zwigzanych. Autorzy listéw, kto-
re zostana przez grupe wybrane do publikacji dostang honoraria
za nie. Zalezy nam takze aby pierwsza wersja listu napisana zostata
w Waszych pierwszych jezykach i nastepnie profesjonalnie przettuma-
czona na jezyk angielski. Bytoby cudownie, gdyby kazda z Was wystata
do nas list do 10 stycznia.

Co Wy na to? Mozemy to potraktowac jako forme ewaluacji do-
tychczasowej wspdtpracy, na ktdra nie znalezlismy dotychczas czasu.
Dla Nas obu L’Iternationale jest motywacja i pretekstem by rozwijac
nasze wspolne dziatania.

Marta i Marta
(ang Martas z MSN :)




Bapwasa, ctyaseHb 2022
Do6pbiii geHb!

MeHs 30ByT Onbra Mikenbckasd, A apT-MeHeaKep 1 KypaTtop us benapycw.
Ha poauHe A Bena NpoCcBETUTENbCKYIO AeATENIbHOCTb B OTHOLIEHUM UC-
KyccTBa B LLesioMm 1 6enapyccKoro MCKycCTBa B YacTHOCTHM (Begy nonynsap-
HbIM 6101 06 nckycctae Little Hedonist (
), NPOBOAMAA IKCKYPCUMN B MACTEPCKME XYAO0KHUKOB,

OpPraHM30BbIBa/A BCTPEUYM C MOIOAbIMU apTUCTaMM, BeNa NyHANYHbIE UH-
TepPBbIO Ha NEPCOHA/bHbIX BbICTaBKaX, NPOBOAM/IA aBTOPCKME IKCKYPCUH,
6blna COAaBTOPOM AETCKUX KHUT NPO 6enapycckoe UCKYCCTBO), OpraHM3o-
BbIBa/1a BbICTaBKM, 06pa3oBaTe/ibHble NPOrpammbl U MPOrpammbl MOMO-
WM oNA geatenen KyabTypbl, MOMOrasa HauMHAOWMM KONNEKLMOHEPaM
B MOKYMKe MCKyccTBa. B Havane neta 2021 roga BmecTe CO CBOEM CeMben
A 6blna BbIHYXXAeHa 6eXxaTb U3 POAHON CTpaHbI, rae BCe roabl CBOEW Npo-
deccmoHanbHOM AeATENBHOCTU, KaK U MOW KOAeru, co3aasana nHdpa-
CTPYKTYPY HE3AaBUCUMOM KYNbTYPbl BOMPEKM OPULMANBHON KYNbTYpe U
NONUTHKeE.

Ha mOMeHT murpaummn momm eguHCTBEHHbIM NpodeccMoHanb-
HbIM KOHTaKTOM B lNonblue 6bi1a MapTa CKOBPOHbCKA, C KOTOPOK Mbl MO-
3HaKOMMAUCb BO BpemsaA moero Bu3uta B8 MSN Ha Temy o6meHa onbiTom
paboTbl C 4€TbMU B MYy3€IMHOM U ranepemHoM NPOoCTPaHCTBE. ITO 6b110
OKO/O 6 N1eT Hasag,. M a oyeHb 6iarogapHa e, YTo CNycTa CTONbKO NET,
OHa NOMOI/1a MHE Ha4yaTb CBOM NyTb B HOBOM ANA MEHA CUCTEME KOOp-
AWHaT. bnarogaps en A Havana cotpygHuyectso ¢ MSN 1 MHMLMATMBOWN
Blyzkist. Tenepb Mbl BMecTe cocTaBiaeM NPOrpammMbl MeAVALMN ANA
3MUIPaAHTOB NOJA, KaXKAy My3elHYIO BbICTaBKY: 06A3aTeNbHble 3KCKYpCUmn
n conpoBoauTeNbHble MeponpuATUa (nepdopmaHcsl, febatbl, 1eKLUn 1
1.4.). A paaa, uto 6aarogapa myseto 1 Konneram m3 Blyzkist A mory npo-
[OMKATb 3aHMMATBLCA NPOCBETUTE/IbCKOM AEATENbHOCTbIO ANA 6enapycos,
KOTOpble Cenyac HaxoAATCA B CNIOXKHbIX YCNOBUAX BbIHYXAEHHON IMUTpa-
LMK 1 CepbE3HOM NCUXONOTMYECKON TpaBMbl. B KauecTse npumepa xotena
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6bl npuBecTn nepdomaHc “UssuHMTE! MHe o4eHb CTbiAHO” B pamMKax Bbi-
CTaBKK Bapwaga B 6ya0Be, NOCBALLEHHbIA Teme ancnekcnn. OH ctan ana
MEHSA NepBbIM CEPbe3HbIM aPTUCTUYECKMM LIATOM M 3aTparMBaeT O4HY 13
Ma/fio O4EBUAHBIX MPOBEM, C KOTOPOM MO CTaTUCTMKE PA3/INYHbIX Ucce-
[0BaHWUI cTankmneaeTca A0 20% HaceneHna BCero 3eMHoro wapa. B pam-
Kax nepdomaHca Ntogmn ¢ AUCNEKCUEN U COYYBCTBYHOLWME Npobaeme Yn-
Ta/IM Ha POAHBIX A3bIKaX NO33UI0 — PYCCKUI, 6&N1apYCCKN, YKPAUHCKUIA.
MeponpuaTre OKa3ano TepaneBTUYECcKU 3GPEKT ANA SMUTPAHTOB, KO-
TOPbIM B CBA3W C ANCNEKCUMEN TAXKENO YUUTb APYrue A3blKKU, KOTopble AaB-
HO He YMTaNn Ha CBOEM POAHOM A3biKe (noapobHee o nepdomaHce u ero
npobaemaTtuke:

C moeW TOUYKM 3peHMA UCKYCCTBO U MeanaLma MOryT UrpaTb Ba-
HeMLLY0 PONb BO «BPayYeBaHMM AyLW» N0AEN U UX aganTaumm Ha HOBOM
mecTte. OceHbto 2020 roaa B benapycu WO MHOrO NONEMUKM CTOUT AU
apTMCTam 3aHUMATBCA UCKYCCTBOM, KOTAA Ha yAULE NPOUCXOAUT HAacuane
N 13 COOCTBEHHBIX KBAPTMP /IIOAM B YEPHOM KpagyT benapycos, KOTopble
XOTAT TOPXKECTBA NPaBAbl U 3aKOHA. Hy}XHO 1M NPOBOAUTL BbICTAaBKMU?
Moi# 0TBET — HY)KHO M Ba*KHO! fl Noay4yana orpoMHOE KOIMYECTBO OT-
3bIBOB O TOM, KaK It0AAM CTaHOBUTCA NCUMXOIOMMYECKM NIerye nocae npo-
CMOTpPA TOM UM MHOM BbICTAaBKM, MOXOAA HA aBTOPCKYHO IKCKYPCUIO U T.4,
3aech e, B Nonblue, B coBeplUEHHO HOBOM AJ/1 MHOTMX 6enapycos npo-
CTPaAHCTBE, aKTya/IbHOCTb MCKYCCTBA OCTAETCA TaKOM XKe, @ BO3MOXKHO U
CTAHOBMTCA eLle Bblwe. B 4aHHOM cyyYae Yepes KOHTAKT C UCKYCCTBOM U
AeATENAMM KyNbTypbl OHWU MOTYT PA3rpy3nTbCA NCUXONOrMYECKU, HAYaTb
M3y4aTb Ky/NIbTYPY CTPaHbl, KOTOPaA CTaNa A1Aa HUX BTOPbIM LOMOM, acCU-
MWANPOBATb, HAXOANTb A5 cebA HOBble Nose3Hble 3HAKOMCTBA U ApY-
3eli. 9T0 BCE ANA MUTPaHTOB bBecLeHHble BELM.

Onbra
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Warszawa, styczen 2022
Dzieni dobry!

Nazywam sie Olga Mzhelskaya, jestem menedzerem sztuki i kuratorem
z Biatorusi. W domu prowadzitam dziatalnos¢ edukacyjng w odniesie-
niu do sztuki w ogdle, a sztuki biatoruskiej w szczegdlnosci (prowadze
popularny blog o sztuce Matego Hedonisty (

), prowadzit wycieczki do warsztatéw ar-
tystycznych, organizowat spotkania z mtodymi artystami, przeprowa-
dzat publiczne wywiady na wystawach osobistych, prowadzit autorskie
wycieczki, wspdtautor ksigzek dla dzieci o sztuce biatoruskiej), orga-
nizowat wystawy, programy edukacyjne i programy pomocy dla dzia-
faczy kultury, pomogty poczatkujacym kolekcjonerom w zakupie dziet
sztuki. Na poczatku lata 2021 moja rodzina zostata zmuszona do opusz-
czenia kraju, w ktdrym przez wszystkie lata mojej aktywnosci zawodo-
wej, podobnie jak moi koledzy, tworzytam infrastrukture kultury nieza-
leznej wbrew oficjalnej kulturze i polityce.

W czasie migracji moim jedynym kontaktem zawodowym
w Polsce byta Marta Skowroriska, ktdrg poznalismy podczas wizyty
w MSN, aby dzieli¢ sie doswiadczeniami z dzie¢mi w muzeach i gale-
riach. To byto okoto 6 lat temu. | jestem jej bardzo wdzieczny, ze po
tylu latach pomogta mi rozpocza¢ podrdéz w nowym dla mnie uktadzie
wspotrzednych. Dzieki niej rozpoczatem wspdtprace z MSN i inicjaty-
w3 Blyzkist. Teraz wspdlnie opracowujemy programy mediacyjne dla
emigrantéw dla kazdej ekspozycji muzealnej: obowigzkowe wycieczki
i imprezy towarzyszace (przedstawienia, debaty, wyktady itp.). Ciesze
sie, ze dzieki muzeum i kolegom z Btyzkista moge nadal angazowac sie
w dziatalnos¢ edukacyjng dla Biatorusindw, ktdrzy obecnie znajduja sie
w trudnych warunkach przymusowej emigracji i powaznej traumy psy-
chicznej. Jako przyktad chciatbym przytoczy¢ spektakl ,,Przepraszam!
Bardzo mi wstyd” w ramach wystawy Warszawa w budynku, poswie-
conej tematowi dysleksji. Byt to mdj pierwszy powazny artystyczny



https://www.instagram.com/olga.mzhelskaya/?hl= ru
https://www.instagram.com/olga.mzhelskaya/?hl= ru

krok i dotyka jednego z nielicznych oczywistych problemdw, z ktérymi,
wedtug réznych badan, boryka sie nawet 20% populacji Swiata. W ra-
mach spektaklu osoby z dysleksja i sympatycy czytaja poezje w swoich
ojczystych jezykach - rosyjskim, biatoruskim, ukrairiskim. Wydarzenie
miato dziatanie terapeutyczne dla imigrantdw, ktdrzy z powodu dys-
leksji majg trudnosci z nauka innych jezykdw, ktdrych od dawna nie
czytali w swoim ojczystym jezyku.

Z mojego punktu widzenia sztuka i mediacja moga odegrac klu-
czowa role w ,,uzdrawianiu dusz” ludzi i dostosowywaniu ich do no-
wego miejsca. Jesienig 2020 roku na Biatorusi byto wiele kontrowers;ji
dotyczacych tego, czy artysci powinni robic sztuke, kiedy na ulicach
panuje przemocg, a ludzie w czerni okradaja z ich mieszkan Biatorusini,
ktdrzy chcg triumfu prawdy i prawa. Potrzebujesz organizowac wysta-
wy? Moja odpowiedz jest konieczna i wazna! Otrzymatem ogromna
ilos¢ informacji zwrotnych o tym, jak ludzie staja sie tatwiejsi psychicz-
nie po obejrzeniu wystawy, wycieczce na wycieczke autorsky itp. Tu,
w Polsce, w zupetnie nowej dla wielu Biatorusindw przestrzeni, zna-
czenie sztuki pozostaje takie samo, a moze nawet wyzsze. W tym przy-
padku, poprzez kontakt z artystami i postaciami kultury, moga rozta-
dowac sie psychicznie, zacza¢ studiowac kulture kraju, ktory stat sie ich
drugim domem, asymilowac sie, znajdowac nowe przydatne znajomo-
$ci i przyjaciot. To wszystko dla migrantéw bezcenne.

Ale tez, w kontekscie omawianego zagadnienia, podzielitbym
biatoruska migracje w Polsce na dwie czesci: postacie kulturowe i po-
stacie pozakulturowe. Poniewaz ich potrzeby w zakresie sztuki prze-
cinaja sie, ale wciaz sa rézne. Zgodnie z moimi obserwacjami (nie sa-
dze, aby ktokolwiek w tej chwili miat doktadne liczby) najwiecej biato-
ruskich postaci kultury wyjechato do Polski od 2020 roku niz w innych
popularnych krajach emigracji biatoruskiej (Litwa, Ukraina, Gruzja itp.).
Aich potrzeby w zakresie sztuki i mediacji s szersze. Dla nich najwaz-
niejsze jest przede wszystkim poznanie i zrozumienie, jak dziata pol-
ska infrastruktura artystyczna i mozliwos¢ wejscia do niej. Dlatego
wazne jest, aby w ramach projektdw wystawienniczych organizowac




spotkania tematyczne dla profesjonalnego networkingu. Szczegdlnie
wazne jest zapraszanie autordw biatoruskich do projektow wysta-
wienniczych i festiwalowych. Ponadto to wtasnie inteligencja twor-
cza jest pomostem f3czacym migranta z instytucja kultury, stajac sie
tatwym i wygodnym przewodnikiem. | w ogdle migrantom zalezy

na migrantach - pokazuje to moja inicjatywa wspdlnych wyjazdéw

z Biatorusinami do muzedw i galerii w Warszawie, gdzie zawsze naj-
pierw pijemy kawe w kawiarni i komunikujemy sie, poznajemy, a po-
tem jedziemy razem na sztuke. To bardzo popularne wydarzenia,

a Biatorusini potrzebuja wspdlnej intelektualnej rozrywki.

Olga




Warszawa, styczen 2022
Drogie Marto i Marto,

Kiedy wspominam ostatni rok zbierajac w catos¢ wszystkie doswiad-
czenia, ludzi, tematy, sciezki i schematy z ktérymi musielismy i musia-
tem sie zmierzy¢ czy to w instytucji kultury czy w zyciu codziennym
albo pracy w grupie nie moge nie mysle¢ przede wszystkim o osobach
dla ktdrych i o ktérych robimy nasze dziatania. Migracja?, kryzys bez-
domnosci?, rdznorodnos¢t, osoby LGBTQ+°, ptynna tozsamoscs, kryzys
ekologiczny’, krytyke instytucjonalna?® i wiele innych watkdw za ktory-
mi stoja prawdziwe, petne emocji, wiary i nadziei ludzie, tak, wtasnie
z nimi i o nich, ale tez dla mnie samego byt poswiecony ten rok. Ciesze
sie bardzo, ze do naszego matego zespotu dotaczyta sie tez Olga, oso-
ba, ktdra przyjechata tutaj z Biatorusi, rezim zmusza oséb do porzu-
cenia i znalezienia nowego domu, dzieki Oli udato sie przeprowadzi¢
szereg wydarzen dla publicznosci biatoruskiej, jest to juz wazna i dosy¢
duza spotecznos, dla ktdrej muzeum tez powinien znalez¢ miejsce.
Kiedy zastanawiam sie 0 moim miejscu, pracy w kolektywie be-
dac wsrdd instytucji kultury to mysle o pewnej misji, wiem, ze to stowo
,misja” stato sie juz archaiczne, ale dla mnie, osoby, ktéra majac 22 lata
przyszta do muzeum to stowo stato sie czynem ktdre wykonuije i reali-
zuje w muzeum od trzech lat, stowo, ktére pozwolito mi wybrna¢ po
duzej czesci samemu z kryzysu, w ktérym znajdowatem sie bedac chto-
pakiem ktdry przyjechat w miasto petne duzych oczekiwan.

Pisatem do tej pory o ludziach, tak, bo dla nich i tez przede
wszystkim dla nas samych robimy to wszystko, prawda? Ale jesli za-
czniemy rozmawiac o muzeum jako strukturze, ktdra nalezy jednak nie
tylko ludziom, nie tylko tematom i problemom, w ktdrych sie porusza-
my, ale tez paristwu, w ktdrym zyjemy to wynika duzy znak zapytania
czy system, w ktérym funkcjonujemy popiera i wspiera dziatania, nad
ktorymi spedzamy dtugie godziny, zeby wszystko miato rece i nogi,
zeby kazdy mdgt czud sie bezpiecznie i zaopiekowany? Tutaj wyrazit-




bym duzy smutek, bo wydaje mi sie, ze nie, wydaje mi sie, ze wszystkie
te dziatania niosg w sobie formute jakiegos undergroundu z lat 90 do-
piero co budzacej sie cywilizacji a nawet czasami wrecz ,,zakazanych”
dziatan, z ktérymi pracujemy, nie wiem, a jednak nie zabiera mi to wia-
ry, sit, entuzjazmu.

Chyba jestem pewien jednego, ze jeszcze nie raz zatariczymy
pod dzwieki Wisty, nad ktéra tymczasowo znajduje sie muzeum i gto-
snego smiechu podczas dopiero co otwartej nowej wystawy ktdra do-
tyka trzecia fale feminizmu, kryzysu klimatycznego, strachu, wspdlno-
te albo stabo dziatajgcego systemu edukacyjnego.

Ja wierze ze jeszcze nie raz,
ATy?

Chce podziekowac moim bliskim osobom z ktérymi spedzitem ten rok,
Dziekuje!

Taras Gembik




Przyktadowe dziatanie: Blyzkist uczestniczyto w Instytucie Otwartym — pro-
gramie artystyczno-spotecznym organizowanym przez Strefe Wolnostowa
w ramach ktdrej zorganizowali akcje ,,Welcome pack | lackaso npocumo”
Blyzkist jest zaangazowane w tworzenie i promocje platformy dla artystéw
migranckich:

Przyktadowe dziatanie: We wrzesniu 2021 Taras wspdlnie z Fundacjg

Daj Herbate zorganizowat pierwsze cyklu, ktdry trwa do dzis, spotkanie
Antykryzysowego Klubu Filmowego” dla oséb wychodzacych z kryzysu
bezdomnosci

Przyktadowe dziatanie: Wiosng 2021 Blyzkist zorganizowato wielojezyczne
warsztaty rodzinne ,,Niedziela to tydzieri”’, na bazie ktdrych wydali dwuje-
zyczng mini e-publikacje

Przyktadowe dziatanie: W lutym 2021 Blyzkist zorganizowato ,,Queerowe
czytanie poezji ukrairiskiej”.

Przyktadowe dziatanie: W styczniu 2021 Taras wzigt udziat w performan-

sie Planety ,,Rizdwo 6. Misterium etnoerotyczne” w rezyserii Mikotaja
Sobczaka w Muzeum Sztuki Nowoczesnej w Warszawie

Przyktadowe dziatanie: Taras wspdtprowadzit Spacer roslinno-performatyw-
ny na Zakolu Wawerskim organizowany przez swietlice Krytyki Politycznej
przy Jasnej 10 w Warszawie

Przyktadowe dziatanie: Organizacja debat, w tym m.in. w ramach festiwa-
lu Warszawa w budowie XlI, jesienig 2020: ,,By¢ blizej. (Nie) dostepnosé mi-
grantek i migrantéw do kultury.”



https://www.internationaleonline.org/dialogues/28_blyzkist_dialogues
https://warszawa.krytykapolityczna.pl/dzialanie/instytut-otwarty/blyzkist/
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Warszawa, styczen 2022

Dla nas wcigz s3 wazne cele, ktdre postanowilismy sobie w zesztym
roku. Wazne dla nas jest dostepnos¢, okazanie solidarnosci i wsparcia.
Pozostaje to aktualne w swietle obecnych smutnych wydarzen dzieja-
cych sie w polskim dyskursie publiczno-politycznym. Wciaz jest potrze-
ba bliskosci - fizycznej i emocjonalnej — pandemia nie ucicha, lecz prze-
ksztatca sie w kolejne wariacje, na polsko-biatoruskiej granicy toczy

sie kryzys humanitarny, a w polskich publicznych instytucjach kultury
kolejne zmiany. Ubiegty rok byt niezmiernie trudny - ale ciesze sie, ze
bytysmy w tym razem. Bycie razem to jedyne co nam zostato. Bytysmy
razem caty czas - online, daleko od siebie, na spacerach, na granicy, na
protestach.

Widze sens w naszych dziataniach i naszej praktyce, ktdra opie-
ra sie na regularnosci, procesie i trosce. Mieszkajac w kraju, ktory na
tyle jest wrogi wobec wszelkich przejawdw innosci — jest to nasz obo-
wigzek reprezentowac tg innosc i walczy¢ o prawo do jej istnienia. Ale
tez naszym obowigzkiem jest krytykowanie instytucji — struktury, kto-
ra z zatozenia jest narzedziem wtadzy, kolonizacji i ekskluzywnosci.
Powinnismy wspodlnie wskazywad na problematyczne obszary, dziu-
ry i pustki, ktore trzeba wypeti¢, ale tez — najwazniejsze - dziatac.
Wykorzystujemy sztuke jako narzedzie - dla integracji, wsparcia i budo-
wania poczucia wspdlnoty — ale musimy to robi¢ swiadomie.

Jestem bardzo wdzieczna Tarasowi za nieustanne wsparcie,
ale tez wszystkim osobom, ktdre pomagaty realizowac nasze pomysty
i motywowaty nas. Czekam niecierpliwie na dalszg wspdtprace z Olgg -
bardzo sie ciesze, ze to, co my stworzytysmy z Tarasem inspiruje inne
osoby wokdt nas, tworzac przestrzen, gdzie mozemy uczyc sie od sie-
bie nawzajem.

Jestem bardzo dumna z siebie, Blyzkist i nas wszystkich. Dalej -
tylko lepiej.

Maria Beburia




Warszawa, maj 2021

Solidarny Dom Kultury ,,Stonecznik” powstat jako kryzysowe centrum
solidarnosci i wsparcia w pierwszych dniach po inwazji Rosji na Ukraine.
Obecnie funkcjonuje jako otwarty, solidarny, wielojezyczny i wielokultu-
rowy dom kultury.

W ,,Stoneczniku” uczymy sie jezykdw polskiego i ukrairiskiego.
Prowadzimy zbidrke lekdw i przygotowujemy positki. Organizujemy
warsztaty dla dzieci, dziatania edukacyjne, spotkania z artystkami i ak-
tywistami. Poznajemy ukrainske kulture i sztuke. Dzielimy sie histo-
riami, doswiadczeniami i umiejetnosciami. Dziata tu miedzynarodowy
think tank zajmujacy sie wojng informacyjna i wspétczesng geopolity-
k3, widziang z perspektywy Europy Wschodniej. Razem czekamy na
lepsze czasy, wspierajac sie wzajemnie i poszukujac odpowiedzi na py-
tanie o role instytucji sztuki w czasie wojny.

Stonecznik powstat przy zaangazowaniu wielu 0séb — jednym
z inicjatoréw byt Taras Gembik

SDK Stonecznik powstat w najbardziej krytycznej sytuacji (po
24 lutego 2022), cho¢ jego idea towarzyszyta nam (Blyzkist) od poczat-
ku wspdtpracy z Muzeum. Na poczatku dziatan, instytucja chwilowo
utracita kontrole. To byt wazny moment. Powstato miejsce na czystg
praktyke wytwarzania wspdlnoty. Tym co utrudnia takie dziatania jest
biurokracja. Kiedy wkracza struktura instytucjonalna zaraz zmienia sie
tez struktura tej wspdlnoty — to wptywa na to, kto przychodzi i korzy-
sta z SDK. Kiedy doszto do eskalacji wojny w Ukrainie, instytucja odda-
fa kontrole, zapanowata spontaniczna oddolnos¢, samoorganizacja.
| to o tym momencie mdowig i piszg wszyscy, opowiadajac czym jest
Stonecznik. Frustrujace jest to, ze musiato sie az tyle wydarzy¢ by to,
czemu poswiecalismy sie z Maro (Mariia Beburia z Blyzkist) dotychczas
zaczeto interesowad wieksza grupe ludzi. A przeciez juz wtedy miesz-
kato w Polsce ok. 2 min Ukrairicdw.

Zadaje sobie codziennie pytanie, na ile te rozwigzania, wiezi, na-
rzedzia zostana zadbane, jak i czy bedg kontynuowane, gdy instytucja




wrdci catkowicie do sztywnego modelu funkcjonowania, ktdre czesto
wykluczajg wiele oddolnych inicjatyw.

Chciatbym zasugerowac (instytucjom) zeby mie¢ zawsze otwar-
te oczy na pojedyncze osoby, grupy mniejszosciowe, ktdre sg dooko-
ta muzedw, osrodkdw kultury. Mysle, ze powinnismy zapraszac ich do
instytucji, do wspotpracy z nami - oddawad im wiecej gtosu, mozliwosci
i przestrzeni do dziatania. Mozna powiedzie¢, ze w pierwszych miesia-
cach eskalacji dziatart wojennych w Ukrainie wymieniani jako pierwsi
w misji MSN-u ,,ludzie”, rzeczywiscie byli najwazniejsi, byli obecni - bez
analizowania tego przez pryzmat zasad, struktur, hierarchii itp.

Jednoczesnie te pierwsze 3 miesigce nie byty tatwe.
Dostawalismy skargi, ze nasza dziatalnosc jest ucigzliwa (w przestrze-
ni, gdzie dziata SDK Stonecznik s3 biura, przestrzenie spotkar pracow-
nikéw MSN). Na przyktad teraz, po 3 miesigcach, zbiérka lekéw nie
bedzie prowadzona w Muzeum. Po pandemii wracajg na to miejsce ka-
wiarnia i ksiegarnia. To mnie frustruje, bo nie wiem dla kogo chce by¢
taka instytucja, do kogo przemawiac?

Regularne, oddolne dziatania miaty wspdlnototwdrczy efekt
(np. wspdlne gotowanie, warsztaty, udostepnienie przestrzeni do nic-
nierobienia, bycia obok innych). Przychodzity ttumy i teraz, dzieki tej
3-miesiecznej, oddolnej, kolektywnej pracy, te osoby wracaja na wyda-
rzenia organizowane w ramach SDK.

Moja rada jak utrzymac te publicznosc¢ to — pracowac z nig i by¢
przy niej — to jest naprawde wazne, a nie umieszczenie post na me-
diach spotecznosciowych. Fizyczna obecnos¢, pielegnowanie relaciji
i stuchanie potrzeb.

W Blyzkist nie stawiamy przed soba zadania by spotecznos¢,
ktdrg zapraszamy ubieraé w formaty jakie s przyjete w muzeum. To
ludzie muszg nadawac formy a instytucja powinna sie na to otworzyc,
podporzadkowad. Mysle, ze tez o kwestiach organizacyjno-estetycz-
nych. Moze muzeum bardziej apetyczne, kiedy nie bedzie takie piekne.
W Ukrainie z kultury instytucjonalnej (muzea, galerie... ) korzystaja gru-
py uprzywilejowane. Jest tez infrastruktura, ktéra budowata sie oddol-
nie i to Kijow byt centralnym miejscem takich inicjatyw.




Wychodzac z takiego punktu, ciggle zadaje sobie pytanie rze-
czywiscie powinno wygladac takie miejsce jak Spotecznosciowy Dom
Kultury Stonecznik.

Moje marzenie to przyjazne miejsce, gdzie mozna podtadowacd
telefon i napic¢ sie kawy. W ten sposéb funkcjonuja miejsca aktywnosci
lokalnej. Dlaczego wiec muzeum nie jest w stanie wtaczyc¢ do progra-
mu takiej funkgcji?

Waznym tematem jest tez organizacja pracy. Jedna, dwie oso-
by nie pociggna organizowania wszystkiego non-stop. Ja przeszedtem
na pot etatu w swojej pierwszej, gtéwnej pracy. Dlaczego? Dla misji, bo
dziatanie w muzeum jest dla mnie wazne, ale jak dtugo bede w stanie tak
funkcjonowaé? Nie wiem. Ale chce tu dziatac i wierze, ze wiele rzeczy da
sie zmieni¢. Mysle, ze potrzebujemy wiecej otwartosci i dziatania na luzie.

Zeby utrzymac¢ publicznos$é migrancka/uchodzczg potrzebuije-
my po pierwsze zaprosic¢ osoby z Ukrainy do wspodtpracy i pracy. Po
drugie — potrzebne nam jest porzadne sojusznictwo. To musi is¢ z po-
ziomu serca - potrzeba pracy ze spotecznosciami.

Uwazam, ze w kazdym muzeum powinien by¢ dziat do wspdt-
pracy z migrantami. Powinna by¢ osoba uprawniona do mdéwienia
o tych kwestiach ciagle, tak jak w przypadku koordynatoréw dostep-
nosci. Czes¢ uchodzcéw wrdéci do domdw, ale czes¢ zostanie. Mysle, ze
duza czes¢ zostanie. Procesy migracji i uchodzstwa sg nieodwracalne.

W tym muzeum wiele sie juz wydarzyto, wiele sie udato zrobic
od wybuchu wojny. Zrobilismy super program, ktdry dziata. Jest duze
zainteresowanie i wysoka frekwencja. Teraz kluczowe jest to, zeby za-
dbac o godne warunki pracy dla oséb wykonujacych prace tu w mu-
zeum i dla muzeum.

Czy instytucja widzi nas w nowym budynku? Nie wiem. Wszyscy
teraz méwia o naszych (SDK) dziataniach, zapraszajg do telewizji i na
konferencje. Instytucja ma dzieki temu dobry PR, ale teraz jest etap
precyzyjnego planowanie infrastruktury i procesdw, ktére beda mogty
dziata¢ w Muzeum w przysztosci.
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Antwerp, 17 January 2021

Dear Mr Filliou,
Dear Robert,

As you know, we have been celebrating Art’s Birthday at the M HKA
on 17 January for more than ten years. On your birthday, with cake and
champagne, with performances and music, we then bring together
people who are closely connected to the museum. Artists, staff mem-
bers, journalists, students, a varied bunch of people who form our
most important constituencies. | think, by the way, that this concept
of the constituent museum, in which relationships take centre stage
in the museum, would have interested you. Your idea of the Eternal
Network (also called La féte permanente), which assumes that artistic
expressions are manifestations of the Eternal Network that connects
all the artists around the world, fits in nicely with this, | think. Last
Sunday, 17 January, we celebrated your birthday in a humble, not to
say sad way. Because of the measures taken as a result of the COVID19
pandemic, organising public activities in the museum was not permit-
ted. | suspect that such far-reaching measures for museums have nev-
er happened during your active career, but | can assure you that these
are unreal times, to say the least. After all, what is left of a museum if
there is no public? But we haven’t forgotten you, Robert! Through the
‘wonderful’ world of livestreams and web platforms, we have sent out
performances and actions in honour of your birthday. We even (virtual-
ly) popped the champagne!

There is something else | need to get off my chest. A thought
that you, with your vision on ‘work as play’ might also follow. | hard-
ly dare write it down, and it will probably be considered controversial.
But | would want you to follow my reflection on how the pandemic,
despite all its negative influence on the cultural field, perhaps also cre-
ates possibilities. Opportunities to see different things than usual, or
to look at things differently than usual. | would like to bring Hannah



Arendt into this. Her books have landed on top of my pile again in

the context of our exhibition Monoculture — A Recent History. She di-
vides the vita activa into ‘labour’, ‘work’ and ‘action’. If we were to ap-
ply this model to an institution such as a museum, ‘labour’ concerns
everything that is constantly needed to keep the museum running
(from the cleaning crew to the financial director). Because these needs
cannot be satisfied once and for all, ‘labour’ never really ends. ‘Work’,
unlike ‘labour’, has a clearly defined beginning and end. This includes
exhibitions and projects. ‘Action’ is: the making of political and ethi-
cal considerations through dialogue and action. In acting, identity and
the world take shape. Whoever acts, enters into a ‘web’ of relations
with others. This makes action unpredictable and fragile. It requires
courage. So this includes everything that we understand to be constit-
uent practices. The pandemic, of course, first hit ‘labour’ and ‘work’ in
the museum: fewer projects, fewer exhibitions. And wouldn’t such a
logic be desirable in the future? The number of exhibition projects per
year in the M HKA and elsewhere has quadrupled in the last ten years.
I think we should do something about that to make room for action.
Could we eventually - | hardly dare say it — learn something from this
damn pandemic?

Warm greetings and a happy birthday,
Piet

1 The playwright, poet, artist and thinker Robert Filliou (1926-1987) is a key
artist of the M HKA-collection, and is more radical and provocative, but at
the same time more subtle and playful than most of his contemporaries.

M HKA regards artists as a crucial constituency that may help us radicalise
everything we do - by never sacrificing the specificity of whatever it is that
artists do. As Filliou said: “Art is what makes life more interesting than art.”
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Art’s Birthday cakes at M HKA by Ria Paquée, Leon Vranken,
Hans Op de Beeck, Vaast Colson, AMVK and Kati Heck.
Images copyright M HKA









Antwerp, 22 January 2021

Dear voorforvaastfanclub,
Dear Vaast,
Beloved friends,

| miss our artistic actions at festivals in care centres and in the muse-
um. We have nevertheless managed to continue the work in one way
or another over the past year. And that we even managed (even if it
was a showcase performance for some and a livestream experience
for others) to pop the champagne to celebrate, in good tradition, Art’s
Birthday on January 17th. (Hurrah for Robert Filliou). As | watched the
performance from the pavement (I have added the pictures below,

I don't think I had sent them to you yet), it reminded me of Joseph
Beuys' dead hare. The lifeless mannequins remind me of the potential
of contemporary art to teach us to exist as subjects: to be in the world
without placing ourselves in the centre of that world. Such a vision of
learning is not child-centred or pupil-centred, nor is it curriculum-cen-
tred. Rather, it is world-oriented, focusing on what it means to be in
dialogue with the material and social world. It is, of course, humorous
to juxtapose this with the statement of that other self-proclaimed eur-
asian, Jimmie Durham: “What a coincidence that | am so often at the
centre of the world.” Your space in the Wolstraat in Antwerp is increas-
ingly developing into what Foucault calls a heterotopia: “a real place,
which forms a kind of counter-site, a kind of realised utopia, in which
all other real locations that one might encounter in culture are both
contested and reversed.”

Greetings,
Piet
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w wh at*
Wolstraat 31
B-2000 Antwerp

March 2022
Dear Piet,

Thank you for writing!

Thank you for your inspiring reflections!

We have thought it all through with our covid club (which appeared
in 2020 and was nicknamed the minus). In doing so, we first searched
our own hearts and then asked the minus to follow up on those find-
ings while continuing Vaast’s text work “For All The People Forever”.
And we popped the bottle for V45'.

The images can be seen on w_wh_at’s Instagram from the 27th of
March 2022. Ps. what> became w wh at*

We greet you warmly,
the voor for vaast fan club

1 Vaast Colson celebrated his birthday on the 25th of March 2022, turning 45
years old. This day marks the beginning of the fan days.
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Trigueros del Valle, late July 2022

Dearest Adela,

First of all, sorry for taking so long to get back to you — the last few
weeks have been pretty hectic, and I've really struggled to concentrate
on writing. In mid-June | finally left Barcelona, where | had moved in
2016, as you know, to start working at MACBA. Also, this very week,
I’'ve been at the legal hearing for my dismissal, which happened a year
ago. I’d like to thank you for inviting me to take part in this publica-
tion. I know that you, Fran and Sofia thought that this contribution of
mine could perhaps be something more essayistic, but, after several
attempts, | now think that our usual letter format — that we came up
with together, when | was still part of L’Internationale — is more fitting
for what | want to share. To me, it just feels more natural if we continue
with this epistolary relationship of ours. | hope that’s okay with you.
So, how’s your summer going? Mine’s been a bit weird so far.
Since | left Barcelona I’ve been homeless, visiting friends and family,
sorting out things for Madrid before | move back there in October. |
don’t think I’'ve told you, but I’ve managed to rent the same flat on
Calle Molino de Viento, where | used to live. | remember the day when
we first met in Madrid, ten years ago, and | had only just moved in
there. You and | really hit it off, so | excitedly invited you to come up
and see the flat; we bought a bottle of wine and sat around drinking
in the cold, half-furnished apartment, sprawled on chairs and on the
floor, along with some other friends. I’m glad | can go back to that
house where | was so happy — | think it repairs, in some way, the in-
stitutional violence exerted against me, which did not take into con-
sideration just how difficult it is to change cities and find a new job and
house with so little prior warning. I’'m not only talking about the emo-
tional burden, but also in material terms, for those of us who depend
on a salary and have no property other than our labour.



It’s no surprise, then, as | said above, that the past few weeks
have been quite so chaotic — as well as packing up my stuff, I’ve been
busy gathering documentation for the hearing that took place last
Monday. While | was contacting different witnesses, | had in mind this
text that you had asked me to write, as well as the concept of “constit-
uent museum”: after years of debating it and trying to put it into prac-
tice, | realised that what we thought of as abstract “constituents’” had
become, over time, collectives, associations, work colleagues and oth-
er individuals, whom | was now calling upon to certify, before a judge,
my relationship with them and with the museum. | found it paradoxical
(and conflictive, hence the delay in my writing) that some of the peo-
ple I was contacting to testify against the museum were actually a fun-
damental part of what we considered in our meetings to be “constitu-
ent bodies”, those agents with whom we were collectively building a
museum yet-to-come."

If you remember, in the idea that we had of a constituent mu-
seum, we thought it was fundamental to recognise the importance of
the social movements that have fought for the active transformation
of the world through equality and social justice. That is, those collec-
tives who, through their actions, have resisted the projects of dispos-
session and capitalist competition by means of different strategies,
demanding changes in the institutions so that they might respond to
and reflect projects of collective emancipation. We always understood,
as noted in our book, that “...as opposed to what is commonly known
as education, mediation or interpretation within museum institutions,
[the concept of constituency] does not take the visitor as a passive re-
cipient of predefined content, but as a member of a constituent body,
one that facilitates, provokes and inspires.”? As you well know, be-
cause you are a fundamental part of that transformation, the practice
we have been developing for years (in the mediation departments of
many museums) is more about the construction of an active and criti-
cal citizenship, rather than just the straightforward transmission of in-
stitutional discourses. This practice attempts to transform the museum



in collaboration with other agents, rather than granting the museum
the exclusive capacity for enacting change. Essentially, the constituent
museum seeks to invert the colonial logic that prevails in European in-
stitutions of the Enlightenment tradition.

This is not so much a question of thinking about how the muse-
um can transform its context, but rather how it can enter into dialogue
with it: the museum needs not only to incorporate new debates that
might bring an end to its longstanding isolation, but it must also be af-
fected by these ideas and thus allow for the possible transformation
of its own structures. This dissenting practice is by no means compla-
cent, and in fact it generates tensions that usually impact us the most,
that is, the workers caught up in the middle of it all. It is an agonistic
approach to mediation, and it does not conform to the interests of cer-
tain members of museums’ boards of trustees (which, at least in Spain,
are often made up of people linked to banking, real estate speculation
or the fossil fuel extraction industry). Board members like this have
their own vision of the museum, and, albeit with some honourable ex-
ceptions, they see it as a place where educational work is supposed
to be a matter of social reproduction, of affirming the status quo: for
them, it is not a place for any liberating and emancipatory practice, or
for testing ways of doing that might challenge the very dynamics that
generate inequalities and injustice in the first place (including within
the museum itself, no less). It thus follows that inhabiting the institu-
tion’s borderline spaces is not easy to cope with, emotionally: right
across the cultural sector, many workers in education departments are
suffering from anxiety attacks or depression, or have otherwise quit
their jobs in search of different career options. And it’s no surprise, giv-
en that these processes of collective elaboration invariably mean that
these workers’ bodies and their affects end up colliding, head-on, with
the museum’s steadfast, unmoveable walls.

In relation to this, over the last year | have repeatedly won-
dered whether European institutions are ready to build constituent
museums. | am thinking, for example, about all the controversy around



documenta 153. Despite all my reticence about these kinds of global
exhibitions, | decided to visit this particular edition because | was en-
thusiastic about the curatorial proposal: it proved (as confirmed dur-
ing my visit there) that things really can be done differently, and that
another art world is possible. However, those who have spearhead-
ed this transformation have been put under great pressure by certain
parts of the media, as well as by the board of documenta (that is, by
the institution itself) — as | see it, this is a clear example of the extent
to which the museum in Europe is right at the centre of a cultural war,
or a minefield, as our colleague Mabel would say.

While visiting the exhibition in Kassel, | got thinking about the
parallels between the concept of lumbung* as deployed by the collec-
tive Ruangrupa, and the “constituent museum”. | was also wondering
whether the success of this Indonesian collective’s proposal was due
precisely to the fact that they come from an artistic context very un-
like the European one, not only in the functioning of its institutions,
but also in their approach to collectivity and their conception of art it-
self. With their proposal, they have challenged the conventional limits
of the art institution by means of a genuine redistribution of economy,
visibility and power, three elements upon which the European muse-
um is founded. If | try and think of an effective decolonisation of the
institution, | believe that the concept of lumbung — which puts redis-
tribution and the commons at the very centre of it all, whatever the
consequences may be — is a way of doing things that must openup a
new paradigm, one we should definitely follow up in European institu-
tions, beyond documenta. But do you think, Adela, that museums here
are ready and willing to redistribute their economy, their power and
the control over their visibility?

| don’t want this letter to seem too pessimistic, but at this
point in the project | cannot help but be sceptical about the real pos-
sibilities of a constituent museum in Europe. Museums are often gov-
erned by agents external to their own teams, and are boxed-in by the
very restrictive European regulations; in essence, they are built on the



foundations of nation-states and rely on financial backers with their
own vested interests. Besides my personal experience, in your most
recent messages | sensed that you were hinting at this when you told
me about the extent to which Moderna galerija has undergone modi-
fications in its organisational structure, stemming from changes in the
Slovenian government. You mentioned how these changes have af-
fected you personally, and not only you, but also many of the constit-
uencies you worked with. No wonder you’re so emotionally and phys-
ically drained. To some extent, that’s how I felt when | was still work-
ing at MACBA; as I’ve told you in previous conversations, my dismissal
was actually a liberation on many levels. We both know that what hap-
pened to us, in different museums and countries, is the reality in many
institutions. I’'ve been thinking about how museum workers, especially
those of us who actively work to implement constituent processes, are
affectively exposed to what happens in the institution; | have always
believed that we are one of its constituent bodies. | remember, in our
monthly mediation group meetings, which became weekly during the
pandemic, that many of us found moments of relief, mutual support
and shared solidarity by talking not only about our projects, but also
about how the governance structures of these institutions sometimes
felt so stifling.

Therefore, from our positions, we must articulate a thought
and an action that does not focus on a neoliberal understanding of the
affects, but rather situates them in the tradition of Spinoza, who con-
siders that “to be is to affect and to be affected”. This approach thus
supports the centrality of interdependence, since there are no subjects
(nor institutions) that take precedence over the relationship. This idea,
i.e. of the affects as configuring a subject who is always in relation, is
a fundamental one: it is diametrically opposed to any other consider-
ation of the liberal subject as a sovereign and autonomous self who
controls their own impulses and emotions by means of wilful reason.
Human resources departments constantly call for workers to “control”
or “manage” their emotions, in line with that liberal conviction that



the self is autonomous, and that any subject’s depression, agitation or
anxiety has nothing to do with their having to deal with the world or
its structures. As opposed to the subject engaged in collaboration and
interdependence, whom we have spent so much time thinking about
in our mediation group meetings, the subject best suited to the de-
mands of capital, at least since the 19th century, is the one with firm
emotional control. | like to think of constituencies in alliance with Jane
Bennet’s ecologist proposal to put the affects back at the centre of the
political project, since affects are quite simply the bond between the
being and the world.

When we invited Sofia to join the debates of the Mediation
Group for this publication, she suggested that we could write letters
to each other, but also to some of the people we considered to be
the museums’ constituencies. | remember that my first letter was ad-
dressed to my colleagues at the museum. | think it might be a good
moment to revisit a fragment of that letter:

[ am writing this letter to you as part of the mediation group at
L’Internationale, where we are thinking collectively about the
potentialities and challenges of the constituent museum. We
are writing letters to different constituent members of the mu-
seums. | chose you as recipients of my letter as | believe that
museum workers are also a constituent body of the institu-
tion, not just administrators or bureaucrats. For me, it is crucial
that we open a debate around our function as cultural workers
and producers. Regarding the constituent project, | have been
thinking about how we usually claim that the museum is so far
removed from the surrounding neighbourhood or from the
city, but sometimes | wonder how far removed we are, as work-
ers, from the museum itself and its programme. Project-based
work, deadline management and the segmentation of labour
inside the institution (something that is not specific to MACBA,
but in fact widespread within cultural institutions) all make me



think that it is almost impossible to generate a sort of situated
cultural practice. Changing the culture of the city should be in-
stigated by cultural institutions, and we know that such a shift
requires vast amounts of time and energy. Furthermore, mutu-
al support is not actually quite so simple, and is full of contra-
dictions and obstacles. It also requires lots of imagination and
bravery.

As constituents of the museum, we can also ask ourselves: how
do we want to be governed? What sort of museum practices do
we really want to enable? In what kind of projects do we really
want to be engaged? Do we really want to continue feeding the
neoliberal dynamic of giving visibility to artists, promoting the
mass mobilisation of people and further touristifying our city?
Why are we still tolerating the institution’s structural racism,
with all its bureaucracy and its refusal to collaborate with so-
called undocumented immigrants? Are we just museum work-
ers, or do we want to be one of its more active constituent
bodies? | know that all these questions are difficult to answer,
so | am just putting them to you, and | am asking them to my-
self, first of all, out loud. Because | am also exhausted, after this
long year of the pandemic, with all my friends and loved ones
so tired, sick and depressed...

I would like to end this letter with a proposal that encompass-
es all these experiences: to reclaim the role of museum workers when
it comes to the shaping of museums’ policies, their programmes, their
missions and their actions. This is a call to organise ourselves, fully con-
scious of our power as a constituent body of the museum. The first
step would be to reengage with the unions to protect the rights of all
the workers who make up the museum, including any precarious col-
laborators and the subcontracted cleaners and security guards. | be-
lieve that the cultural struggle should in fact be a material struggle for



the improved living conditions of all those who comprise the muse-
um. Now is the time to keep building alliances with others, to defend
the mission of the museum, without any spurious interests in play.
Extinction Rebellion recently did this in their action at the Museo Reina
Sofia, protesting against the misrepresentation of the meaning behind
Picasso’s Guernica, when the NATO “first ladies” were photographed
in front of it. Similarly, Liberate Tate are demanding the end of the alli-
ance between the ecocidal British Petroleum and art institutions; other
movements like Strike MOMA or Decolonize This Place are also making
breakthroughs. | think it is time for us museum workers to risk some
of our privileges in order to defend the commons, namely the museum
itself, beyond any financial interests and neoliberal rationale that only
care about profit. We still have a lot to do, but from our experience
we know that we are not alone, and that the museum still holds great
power: if we stand together, we can activate it once more.

| must leave you now; | think I’ve gone on too long anyway.
Enjoy the end of the summer, and keep in touch! | hope to see you very
soon.

Yours, as ever,

Pablo
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ENDNOTES

1 In the midst of the pandemic, | wrote some articles on “the
museum yet-to-come” and the need to rethink institution-
al practice so it is better suited to a world in crisis. One of
these pieces can be found at: https://kunsthallewien.at/en/
pablo-martinez-fail-better-notes-for-a-museum-yet-to-come/

2 The Constituent Museum. Constellations of Knowledge, Politics and
Mediation: A Generator of Social Change. Amsterdam: Valiz with
L’Internationale, 2017.

3 For further information, see https://www.e-flux.com/notes/481665/
censorship-must-be-refused-letter-from-lumbung-community
as well as U’Internationale’s statement in support of documenta 15:
https://www.internationaleonline.org/opinions/1093_statement_in_
support_of documenta_fifteen

4 Lumbung, directly translatable as “rice barn”, is a collective pot or accumu-
lation system used in rural Indonesia, where crops produced by a commu-
nity are stored as a future shared common resource, and later distributed
according to jointly determined criteria. At the centre of lumbung in docu-
menta 15 is the imagining and building of these collective, shared resourc-
es into new models of sustainable ideas and cultural practices. For more
on lumbung, see https://documenta-fifteen.de/en/about/
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ENDNOTE

1 Kotnikova is a street in Ljubljana, quite near the Museum of Contemporary
Art Metelkova (MSUM), where a refugee asylum centre was established
in 2015. On the initiative of, and in collaboration with, students from the
Faculty of Architecture and Design in Ljubljana and their tutors, educators
from MSUM and Porde Balmazovi¢ initiated a carpentry workshop with
the asylum centre residents to renovate their common room.
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Ljubljana, 25 May 2021
Dear Bojana,

It is half past four and while | was making a cup of tea, | realised | was
alone on the third floor of the MSUM', where our offices are. This is
not unusual these days, when even though the museum is open and
the pandemic is decreasing, our colleagues keep working from home.
Lately, there were sometimes only you and me present in the middle
of the workday. Why is that so? | like taking a break on the roof ter-
race, to look over the roofs towards the horizon, towards west, and
the setting sun. | can see the whole plaza® from above, linking the
three museums with the ministry heritage building and Metelkova 6,
the only unrenovated building.

Photo: Adela Zeleznik



To be honest, this plaza, due to various reasons, has never be-
come a lively place full of people, as the Ministry of Culture had im-
agined and hoped, and now it is even emptier. The Kantina? is still
closed, even though the museum is open, and its terrace urgently
needs to be repaired; our tenants are still trying to find a way to cope
with the consequences of the pandemic.

| think that the general listlessness caused by the government’s
negative, arrogant and disdainful attitude towards art and culture,
hand in hand with their ignorance to cultural workers’ needs during
the pandemic can be literally noticed from above. On the pavement
across the street there are traces of red paint, left behind after the
weekly protests of cultural workers in front of the Ministry of Culture.
From the terrace above, | can still recognize the graffiti SRAMOTA
(SHAME)*, written in front of our museum. It is visible despite the per-
sistent cleaning, as if the state authorities wanted to conceal their dis-
graceful act of institutional violence.

Where are all the people? Even the asylum seekers from the
Kotnikova asylum who used to pass regularly on their way to the adja-
cent Metelkova City seem to have disappeared. While looking towards
the Metelkova 6 building, | remember how shocked and appalled we
were last October to learn that the Ministry of Culture demanded that
the cultural, research, and civil-society organizations with headquar-
ters at Metelkova 6 vacate the premises by the end of January 2027°.
It came at the same time as the government’s decision to withdraw
financial support to the student radio Radio Student, and later even
more shockingly, to the STA (Slovenian Press Agency), and other crit-
ical media®. As we both know first-hand, Moderna galerija was one of
the first national institutions — if not the only one in Slovenia - that
collaborated with social movements’. As a progressive institution we
used to write letters of support to our neighbours at Metelkova 6 and
the Autonomous Factory Rog®.

How can we keep that spirit alive, and the comradeship of
those days, among us and with our constituents, now scattered
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Cultural workers’ protest, Ljubljana, 26th May 2020
Photo: Bozidar FlajSman
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around the city and elsewhere? What is a possible response to such
aggressive acts? Is joining forces in common battles gone forever? Or
do we need to reinvent our modes of thinking and working together?
Within and outside the institution?

See you tomorrow morning, x x Adela

ENDNOTES

1 The Museum of Contemporary Art Metelkova.

2

The museum complex used to be former Yugoslav army barracks. In 1991,
when the YU army left the country, the state took responsibility of the south-
ern part of the complex, planning to transform it into a museum quarter
according the model of Museumsquartier in Vienna. They renovated three
buildings for the three national museums, Moderna galerija came here last,
10 years ago, when we opened the Museum of Contemporary Art Metelkova.
Kantina was a cafe in the +MSUM, run by the local community of migrants,
providing them an opportunity to work and utilize their knowledge in pre-
paring traditional dishes, as well as building social networks in the wider
Metelkova area.

The words SRAMOTA (SHAME) were painted overnight in front of the
Museum of Contemporary Art Metelkova, Moderna galerija, and some other
museums in Ljubljana after the politically motivated replacement of their di-
rectors in late 2020. Two years later this action was signed/recognized by the
s.c. Non - grupa, who on 8 February 2022, the Slovenian Day of Culture pub-
licly introduced a homonymous monograph, published by the ZRC SAZU.
When Janez Jansa became Prime Minister, he started systematically at-
tacking all progressive cultural institutions, especially those with a long
tradition of fighting for civil rights and independent thought. This was fol-
lowed by some directors of important national museums being replaced,
and critical media and individuals being disqualified.
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6 The national television became the target of the most brutal attacks. Even
now, although we have had a new, more democratic government since April
2022, it is run by the previous, politically appointed director and board.

7 The first such initiative was Radical Education (RE), a project in a public
art institution, Moderna galerija, Ljubljana, in 2006. (See: Bojana Piskur,
Possibilities for Emancipation, The Constituent Museum, pp. 174-177)

8 The letters of support are published on the Moderna galerija’s website:
http://www.mg-lj.si/en/visit/3061letter-of-support-to-all-working-at-metel
kova-6/, http://www.mg-lj.si/en/visit/3281/letter-of-support-for-the-users-of-rog/


http://www.mg-lj.si/en/visit/3061/letter-of-support-to-all-working-at-metelkova-6/
http://www.mg-lj.si/en/visit/3061/letter-of-support-to-all-working-at-metelkova-6/
http://www.mg-lj.si/en/visit/3281/letter-of-support-for-the-users-of-rog/

Ljubljana, 25. maj 2021

Draga Bojana,

Ura je pol petih popoldne, in medtem ko sem si pripravljala ¢aj, sem
ugotovila, da sem v tretjem nadstropju popolnoma sama. V bistvu ni to
ni¢ novega zdaj, ko vecina kolegov Se vedno dela od doma, Ceprav se
epidemija odmika in je muzej odprt za javnost. V zadnjem casu sva bili
sredi delovnega dne velikokrat v pisarnah prisotni samo midve. Ali ni to
nenavadno?

Med delovnim ¢asom rada delam premore tako, da se spreha-
jam po terasi in gledam preko bliznjih streh proti zahodu, kjer zahaja
sonce. Od zgoraj imam tudi lep razgled na muzejsko ploscad, ki sega
od sosednjih muzejev, stavbe Ministrstva za kulturo za dedis¢ino do
najblizje Metelkove 6.

Ce smo odkriti, ta plos¢ad nikoli ni zazivela, kot si je zamislilo
ali Zelelo Ministrstvo za kulturo, zdaj pa je postala Se bolj prazna. Tudi
Kantina je Se vedno zaprta, kljub temu da smo muzej Ze odprli. Njena
terasa je nujno potrebna popravila, nasi najemniki pa se Se vedno ne
morejo sestaviti po unicujocih posledicah epidemije.

Obcutek imam, da se celo s streSne terase opazi splosna apati-
ja, ki sta jo povzrocila odklonilni, arogantni in zanicujoci odnos te vla-
de do umetnosti in kulture ter predvsem popolna ignoranca vlade do
umetnikov in kulturnih delavcev ter njihovih potreb in pravic med epi-
demijo. Ostanki rdece barve na tlaku pricajo o Stevilnih protestnih ak-
cijah kulturnih delavcev, ki so potekale pred Ministrstvom za kulturo,
pred +MSUM-om pa se Se vedno vidijo ostanki napisa SRAMOTA, kljub
vztrajnemu prizadevaniju Cistilne sluzbe ministrstva, da bi ga odstranili.

Sprasujem se, kje so naenkrat vsi ljudje? Celo prosilci za azil,
ki so redno preckali ploS¢ad na poti iz azilnega doma na Kotnikovi na
Metelkovo, so nekam izginili. Ko gledam proti Metelkovi 6, se spomnim,
kako nas je lanski oktober popolnoma Sokirala zahteva ministrstva,




da morajo nevladne organizacije, ki imajo Ze od osamosvojitve naprej
svoj sedeZ na Metelkovi 6, do januarja 2021 izprazniti svoje prostore.
Vendar je bil to Sele zacetek; nadaljevalo se je z umikom finan¢ne pod-
pore Radiu Student, kasneje STA in drugim kriti¢nim medijem. Kot obe
dobro veva, je bila Moderna galerija ena redkih — e ne sploh edina -
(umetnostna) nacionalna institucija v Sloveniji, ki je sodelovala z druz-
benimi gibaniji, velikokrat smo sodelovali v boju za pravice nevidnih de-
lavcev, za ponovno pridobitev javnega prostora ...

Kot institucija smo pisali tudi pisma podpore sosedom na
Metelkovi 6, Radiu Student in Avtonomni tovarni Rog ob njihovi
delozaciji.

Ves Cas se sprasujem, kako ohraniti ta duh solidarnosti, ki smo
ga vcasih delili z nasimi »konstituentic, ki so zdaj razseljeni po celem
mestu in Se kje. KakSen je pravi odgovor na ta nenadni rez? Ali so sku-
pne bitke izgubljene za vedno? Ali pa moramo samo iznajti nove oblike
sodelovanja? V instituciji in zunaj nje?

Se vidiva jutri, x x Adela
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Dear Garcleners/
AL e L
Alejandro Simon



20 March 2019

Dear gardeners,

Here is a review of the non-human life that has been growing happily
since we brought them into the garden and that we have been able to
continue to plant as they have acclimatised to the garden’s mixtures.
There is still plenty of room for planting; more in the shady flowerbed,
because of the temperatures there, which makes plants less likely to
self seed there, although its rhythm and pace is bringing us lots of joy."

*****Having taken root and grown in the shady flowerbed, we find:

ACANTHUS. Last time, we were thrilled by its greenery. It has grown
healthy and strong on the sides in cooler temperatures. It would be
nice to plant some more so that they can grow together and nourish
the soil where the olive trees are weak.

ELDER. This has been happy ever since we put it in the flowerbed. It’s
a little tree that we planted very much on its own, we could support it
more, by bringing in other plants, or along a tree trunk so that it grows
upwards a little more. That’s it, happy from the first day.

IVY. It seems strong and resistant, but you learn from experience that
when it is small you have to nurture it a little bit. Then it becomes very
powerful. We made the mistake of not tying it to the trunks properly
and its shoots get covered in soil when the wind blows and this slows
its growth a little. But we took care of this the other day and they are
already reaching upwards in search of some light. They may have oth-
er types of ivy in the Retiro? but in any case they live well in this flower-
bed and there is room for more growth.
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HELLEBORE. It has always been bright green and its flowering brought
one of the late winter surprises this year, together with the acanthus,
one of the most intense greens in the flowerbed.

*****Happy life in the sunny flowerbed:

LUPINE. It is happy and has a structure to its leaves that is so different
from the rest that it brings vitality to the garden. We could plant it clos-
er to a trunk or bush to make it climb. We planted it vertically and it has
stayed horizontal, | think it is more of a climber than a creeper.

RUE. We are lucky to have this, it has a wonderful blue-green colour,
it’s medicinal and magical. If any more arrive, it would be best to plant
them under a tree canopy or somehow protected from frost because
it was vibrant until this winter’s very hard spell of frost. Now some of
them are in bloom. <3

FENNEL. We have lost the copper-coloured one but the green one has
held up and grown very nicely. | would plant more because of its foam-
iness and vibrant green.

ROSEMARY. Despite being a hardy, local, medicinal and aromatic plant,
we only have two small rosemary trees. | would bring more! A la flor
del romero, romeero veeeerde® (Here’s to the rosemary flower, rose-

mary green.) Jp2J)J

LAVENDER. The flora is very attractive for the bees that we already see
flying around the garden. It is strong and independent. Together with
the small pond that we are thinking of as a drinking spot for birds, it
could help attract the attention of insects.

LADY BANKS’ ROSE. If we lift the soil towards some shoots, we could
root some more; they are growing very well.



Dear Gardeners/ Alejandro Simén /|7/|
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SAGE. Large and leafy, they are all in flower. Just the sight of them in-
spires remedy and health.

Hugs and kisses in every shade of green that grows,
gardeners, see you on Tuesday <3 <3 <3 <3

All pictures by Alejandro Simén and Alejandra Riera

***Pictures: Workers remove the fence that prevented access to the
flowerbeds in the Garden of Mixtures on 11 December 2018.

***Text: email from a gardener on 20 March 2019

ENDNOTES

We gardeners write to each other by mail to share our experiences and
readings coming out of our weekly meetings, or about our lives alongside
non-human lives.

The Carden of Mixtures is made up of two flowerbeds. It does not follow
traditional gardening methods. Plants have been brought in and care has
been taken to ensure that they live happily alongside those that were al-
ready planted there and those that have moved in by themselves. A mu-
nicipal nursery in the Parque del Retiro was one of the places that provid-
ed us with plants, but they also came from various parts of the countryside
and from different homes.

Translator’s note: A la flor del romero, romero verde are lyrics from a tradi-
tional Spanish folk song.



https://www.museoreinasofia.es/en/exhibitions/alejandra-riera-garden-mixtures

20 de marzo de 2019
Buen dia jardineras

Aqui un repaso a la vida no humana que crece feliz desde que las lleva-
mos al jardin y que podemos seguir plantando ya que se han consegui-
do aclimatar a las mixturas del jardin. Sigue habiendo mucho espacio
para plantar. En el parterre sombreado donde mas, por sus temperatu-
ras hace mas dificil la aparicidon espontanea de plantas aunque su ritmo
nos esta dando muchas alegrias."

*****En el parterre sombreado han enraizado y crecido:

ACANTO. En nuestra ultima jornada su verdor nos entusiasmd. Ha cre-
cido sano y fuerte en las orillas con temperaturas mas frias. Plantar al-
guno mas podria ser lindo para que se acompafien entre ellas y nutran
el suelo donde los olivos flojitos estan.

SAUCO. Desde que lo llevamos al parterre ha estado feliz, es una ar-
bustito que hemos plantado muy aislado, podriamos traer alguno mas
para apoyarlo con otras plantas o en algun tronco para que suba un
poquito. Eso, feliz desde el primer dia.

HIEDRA. Parece que es fuerte y resistente pero cuando esta pequefiita,
por experiencia, hay que acompafarla un poquito. Luego se hace muy
poderosa. Hemos tenido el despiste de no atarla bien a los troncos y se
cubren sus guias de tierra cuando sopla viento y frena un poco su cre-
cimiento. Pero de esto nos encargamos el otro dia y ya estan guiadas
hacia arriba en busca de algo de luz. Igual puedan tener en el Retiro2
otros tipos de hiedra pero en todo caso en este parterre viven bieny
hay espacio para mas vida.



ELEBORO. Estuvo siempre verde intenso y su floracién ha sido una de
las sorpresas de este final del invierno, junto con el acanto, de los ver-
des mas intensos del parterre.

*****\ida feliz en el parterre soleado:

LUPINO. Esta feliz y tiene un ritmo en las hojas tan diferente al resto
que aviva el jardin. Podriamos plantarlo mas cerca de un tronco o ar-
busto para que suba. Lo plantamos con forma vertical y se han queda-
do en forma horizontal, me da que es mds trepadora que rastreadora.

RUDA. Es una suerte tenerla, tiene un verde azul maravilloso y es me-
dicinal y bruja. Si viene alguna mas convendria plantarlas debajo de al-
guna copa de arbol o protegida de alguna manera de las heladas por-
que ha estado muy vibrante hasta la temporada tan dura de heladas de
este invierno. Ahora estan algunas floreciendo. <3

HINOJO. Hemos perdido el de color cobre pero el verde aguantd y
ha crecido muy bonito. Plantaria mas por su espumosidad y verde
vibrante.

ROMERO. A pesar de ser una planta fuerte, local, medicinal y aromati-
ca solo tenemos dos pequefos romeros. Traeria! A la flor del romero,
romeero veeeerde I

LAVANDA. La flora es muy llamativa para las abejas que ya vimos algu-
nas volando por el jardin. Es fuerte y autdnoma. Junto con el pequefio
estanque que estamos imaginando como bebedero para pajaros po-
dria ser un apoyo para llamar la atencidon de insectos.

ROSA BANKSIAE. Si levantamos con la tierra hacia algin tronco podria-
mos enredar alguna mas que estan creciendo muy bien.




SALVIA. Grandes y frondosas, estdn todas en flor. Dan salud y medicina
con verlas.

Abrazos y besos en todos los tonos de verde que crecen
jardineras, hasta el martes <3 <3 <3

Todas las fotografias son de Alejandro Simdén y Alejandra Riera.

***Imagenes: Operarios retiran la cerca que impedia el acceso a los
parterres del jardin de las mixturas el 11 de diciembre de 2018

***Texto: mail enviado por unx jardinerx el dia 20 de marzo de 2019

1 Las jardineras nos escribimos por correo para intercambiar experiencias y
lecturas de nuestros encuentros una vez por semana o de nuestra vidas en
relacién con las vidas no humanas.

2 Eljardin de las mixturas se compone de dos espacios de terreno y no
siguen la disciplina jardinera institucional. Se han llevado plantas y se ha
cuidado que vivan felices junto a las que estaban alli como a las que han
nacido de forma voluntaria. Un vivero municipal hospedado en el Parque
del Retiro ha sido uno de los espacios que nos ha provisto de plantas pero
también han venido de distintos campos y de distintos hogares.



https://www.museoreinasofia.es/exposiciones/alejandra-riera-jardin-mixturas
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Dear \isiior X/
Piet \/an —Hecke



Antwerp, 1 April 2022

Dear visitor X
Dear young people of the Hospital School’

Last Thursday was the vernissage of your exhibition at the M HKA. It is
nice that we have been able to continue working together for the past
two years, be it from a greater distance and in a slightly smaller form
than usual. | now consider you to be an important constituency of the
museum, a group of people with whom the museum enters into long-
term, reciprocal relationships. In other words, you - like your phenom-
enal teachers and management - are close to my heart. Yet something
strange is going on. | might have bumped into some of you last week in
the museum with a beer in your hand. Perhaps we nodded to each oth-
er in a friendly way. Shaking hands, or — imagine - giving a hug to some-
one you don’t know personally seems like something from the distant
past. Maybe we even had a brief conversation about the works you
have made. But | don’t know, because | don’t know you. In fact, | am
not allowed to know you.

For various causes (psychological or physical), you are tempo-
rarily taking classes in the hospital. For understandable privacy reasons,
your identity must be kept strictly secret. Even your signature at the
bottom of the works of art must be erased at all times. Of course, such
measures are taken with the best of intentions to protect you. But it is
hard to deny that in one move you are being deprived of your identi-
ty, dehumanised. Could it be that an already vulnerable group is made
even more vulnerable? Isn’t it important that if we want to take care
of each other, we start from a point of view of humanity, of specifici-
ty? The idea that measures taken under the guise of protection and hy-
giene always contain a limitation becomes crystal clear when we look at
the measures taken in recent years: curfew, quarantine, COVID passes,
closed borders. These are all measures that restrict our freedom.



You are part of the group of society that is most affected by this:
young people. The figures are staggering: one in four young people in
Belgium has thought about suicide since the corona crisis. Two out of a
hundred actually try to end their lives. Almost half of them feel lonely.
More than half cry every week. And | would venture to say that the pan-
demic has sharpened the figures, not caused them. For decades, young
people have been trapped in an extremely individualised, neo-liberal
and post-modern society. With a bottomless focus on achievement and
profit and with a social fear of the other. Where can young people go
today to find depth, security and peace? At school, the emphasis is on
competences and on individual cognitive achievements. Could the mu-
seum, as it is interpreted by Pascal Gielen as a semi-public space, play a
role here?? | would certainly like to explore this further with you in the
coming years.

Lately, | have been reading Toon Tellegen’s letters to my daughters be-
fore they go to sleep. | came across this one:

“One morning the wind delivered a letter to the squirrel. Curious, the
squirrel opened it and read:

‘Wish list:

A grain of sugar.

Don’t knock on the door. No dancing.

Don’t sing. Don’t celebrate.

Don’t drop by by chance either.

Putting down a grain of sugar and leaving immediately.
Not giving more or anything else.

Not calling out, “Congratulations, sand fly.”

Not waiting for: “Thank you.”

Don’t surprise us with anything.

Not peeking behind a tree to see if I’'m coming out.
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Not being angry.
The sand fly’”

Perhaps art can be the grain of sugar.
Be sure to let me know what you think of this poem. Or, even better,
send me a poem you like.

Warm greetings,

Piet

Hanne Lippard, Contact Mood Share, exhibition view, M HKA 2021
Courtesy and copyright of the artist and M HKA

Image by We Document
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ENDNOTES

1 Most schools regularly organise cultural activities such as theatre and film
performances, workshops and museum visits. Young people who attend
classes at the Hospital School because they are physically or mentally chal-
lenged, miss out on these opportunities. That is why the Hospital School
and the M HKA have been joining forces since 2016. Every year, a number
of works from the M HKA collection travel to the Hospital School. Under
the guidance of professional artists, the students experiment in workshops
with different materials and media. For me, this trajectory is the story of
wonder, experimentation, action and creativity that can arise when you are
exposed to contemporary art.

2 It encompasses a sense of temporary connection without people having
to like or know each other. The ground of intimacy lies in the recognition
and acknowledgement of a common culture, which offers the contours
within which a visitor can and dares to surrender to an artistic experience.
Something that moves one visitor also seems to move the other and they
dare to confess this to each other in each other’s presence for a short while.
This creates a silent bond and mutual understanding without visitors having
to speak to each other, share each other’s vision of life or convictions or love
each other. In other words, the M HKA occupies an ambiguous domain be-
tween the private and public sphere, between intimacy and anonymity, be-
tween proximity and distance, between friends and strangers.



Antwerpen, 1. 4. 2022

Beste bezoeker X
Lieve jongeren van de Ziekenhuisschool'

Afgelopen donderdag vond de vernissage plaats van jullie tentoonstel-
ling in het M HKA. Fijn dat we de afgelopen twee jaar hebben kunnen
blijven samenwerken, al was het vanop grotere afstand, en in een iets
kleiner vorm dan gewoonlijk. Ik beschouw jullie ondertussen als een be-
langrijke constituency van het museum, een groep mensen waarmee
het museum langdurige, wederkerige relaties aangaat. In mensentaal:
jullie liggen me — net zoals jullie fenomenale leerkrachten en directie -
nauw aan het hart. Toch is er iets vreemds aan de hand. Ik ben sommi-
gen van jullie vorige week ongetwijfeld met een biertje in de hand tegen
het lijf ben gelopen in het museum. Misschien hebben vriendelijk naar
elkaar geknikt. Handen schudden, of een - stel je voor — een knuffel ge-
ven, zijn we verleerd. Misschien hebben we zelfs een kort gesprek ge-
voerd over de werken die jullie hebben gemaakt. Maar ik weet het niet,
want ik ken jullie namelijk niet. Sterker nog: ik mag jullie niet kennen.

Jullie volgen om uiteenlopende redenen (psychologisch of fy-
siek van aard) tijdelijk les in het ziekenhuis. Omwille van begrijpbare
privacy-redenen moet jullie identiteit strikt geheim gehouden worden.
Zelfs jullie signatuur onderaan de kunstwerken moet steeds worden uit-
gewist. Uiteraard worden zulke maatregels met de beste bedoelingen
getroffen om jullie te beschermen. Maar het is moeilijk te ontkennen
dat jullie in één beweging voor een stuk worden beroofd van jullie iden-
titeit, ontmenselijkt. Zou het kunnen dat een alreeds kwetsbare groep
zo nog kwetsbaarder wordt gemaakt? Is het niet belangrijk dat we als
we willen zorgen voor elkaar net vertrekken vanuit een menselijkheid,
specificiteit? Het idee dat maatregelen die worden genomen onder het
mom van bescherming, altijd een beperking in zich houden wordt ook
kraakhelder als we de maatregelen van de afgelopen jaren bekijken:
nachtklok, quarantaine, COVID-passen, gesloten grenzen. Stuk voor
stuk maatregels die onze vrijheid inperken.



Jullie maken deel uit van de groep uit de samenleving die hier
het hardst getroffen wordt: jongeren. De cijfers zijn onthutsend: één
op de vier jongeren in Belgié heeft sinds de coronacrisis aan zelfmoord
gedacht. Twee op de honderd probeert ook echt een eind aan het le-
ven te maken. Bijna de helft voelt zich eenzaam. Meer dan de helft huilt
elke week. En ik zou durven beweren dat de pandemie de cijfers hoog-
stens heeft aangescherpt, niet veroorzaakt. Al decennia lang zitten jon-
geren opgesloten in een extreem geindividualiseerde, neoliberale en
postmoderne maatschappij. Met een bodemloze focus op presteren en
winst Met sociale angst voor de ander. Waar kunnen jongeren vandaag
nog terecht om diepgang, veiligheid en rust te vinden? Op school ligt
de nadruk op competenties en op individuele cognitieve prestaties. Zou
het museum, zoals het door Pascal Gielen geinterpreteerd wordt als se-
mipublieke ruimte hier een rol kunnen spelen?? Ik zou het de komende
jaren in elk geval samen met jullie verder willen onderzoeken.

De laatste tijd ben ik de brieven van Toon Tellegen voor mijn dochters
aan het lezen voor ze gaan slapen. Deze kwam ik tegen:

“Op een ochtend bezorgde de wind een brief bij de eekhoorn.
Nieuwsgierig maakte de eekhoorn hem open en las:
‘Verlanglijst:

Een korrel suiker.

Niet op de deur kloppen. Niet dansen.

Niet zingen. Niet vieren.

Ook niet toevallig langskomen.

Suikerkorrel neerleggen en meteen weggaan.

Niet méér geven en ook niet iets anders.

Niet roepen: ‘Gefeliciteerd, zandvlieg.’

Niet wachten op: ‘Dank je wel.’

Niet ergens mee verrassen.

Niet achter een boom blijven gluren of

ik naar buiten kom.




Niet boos zijn.
De zandvlieg’’

Misschien kan kunst de korrel suiker zijn.

Laat me zeker weten wat jullie van dit gedicht vinden. Of stuur me een
gedicht dat jullie mooi vinden.

Warme groeten

Piet

1 De meeste scholen organiseren regelmatig culturele activiteiten zoals to-
neel- en filmvoorstellingen, workshops en museumbezoeken. Jongeren
die in de Ziekenhuisschool les volgen omdat ze fysiek of mentaal even niet
meer mee kunnen draaien, missen deze mogelijkheden. Daarom slaan de
Ziekenhuisschool en het M HKA al sinds 2016 de handen in elkaar. Elk jaar rei-
zen een aantal werken uit de M HKA-collectie af naar jullie school. Onder be-
geleiding van professionele kunstenaars experimenteren jullie in workshops
met verschillende materialen en media. Dit traject is voor mij het verhaal
over de verwondering, het experiment, de actie en de creativiteit die kunnen
ontstaan als je wordt blootgesteld aan hedendaagse kunst.

2 Ze behelst een gevoel van tijdelijke verbondenheid zonder dat mensen el-
kaar graag moeten hebben, of elkaar hoeven te kennen. De grond van de
intimiteit ligt in de herkenning en erkenning van een gemeenschappelijke
cultuur, die de contouren biedt waarbinnen een bezoeker zich kan en durft
overgeven aan een artistieke ervaring. lets dat de ene bezoeker roert lijkt
ook de ander te raken en ze durven dat in elkaars nabijheid voor heel even
aan elkaar bekennen. Dat schept een stille band en wederzijds begrip zon-
der dat bezoekers elkaar daarvoor moeten spreken, zonder dat ze elkaars le-
vensvisie of overtuiging moeten delen of zonder dat ze elkaar daarvoor moe-
ten liefhebben. Het M HKA bezet met andere woorden een ambigu domein
tussen de private en publieke sfeer, tussen intimiteit en anonimiteit, tussen
nabijheid en afstand, tussen vrienden en vreemden.







15 August 2022
Dear Sara,

I hope this finds you well.

It’s strange to write a letter knowing it will be made public. It
takes on a kind of double address - to you and to the many others that
will read it in the publication. But given it’s such a rare chance to write
to a colleague and reflect publicly on aspects of L’Internationale, I’ll try
my best to work with this particularity!

[t’s mid-August and | am writing to you from the train on my
way back to Brussels after the holidays. | was meant to write — and
promised Adela - before the holidays but there were too many things
to do. I’'m pleased | didn’t as | was totally exhausted, like everyone |
think. The first half of this year was such a sprint — restarting after the
pandemic but with everything and everyone moving differently. So,
holidays were very welcome.

| write, first and foremost, to say thank you for the work and
comradeship over the past years with L’Internationale. You have been
such a dear colleague, but also a source of inspiration for the way in
which you approach your work and that of the confederation. But |
write to thank you particularly for the support you have given me in
Rewinding Internationalism, the project | have been working on for a
couple of years now and which you have played such an important
part, even if your work might not be directly visible when the exhibi-
tion opens in November. It’s the invisible work | want to thank you for,
and to draw people’s attention to!

| conceived of this project — of trying to explore the entangled,
knotty construct of internationalism — because of the conditions of
the confederation. By this | mean that the frame that we have in Our
Many Europes - that of the 1990s, the structure of the network itself,
of a constellation of colleagues working in different contexts — and
the very name of L’Internationale - felt like a prompt. This prompt



might be to devise a frame for both research and exhibition making
that worked with and through the different positions and knowledges
of the confederation. In this sense the project grew out of the specif-
icities of the confederation. And of course to do this, as we’ve talked
about, at a time when there is a real need to reclaim international-

ism as both an idea and strategy to face the world, as Jean Luc Nancy
would describe it.

My feeling, which you got straight away, was that L’Inter-
nationale afforded the possibility to conduct a different type of re-
search-exhibition project, where we, as curators, researchers, cultur-
al agents could work through something. Not that we knew exactly
what we wanted to say about a certain topic, or even what precisely
that topic was, but that through talking, meeting and working togeth-
er, the ‘thing’ comes into view. It felt fitting, necessary even, that that
thinking through should happen under the banner of internationalism.
The exhibition, the research, the thing we were looking towards, could
emerge out of conversations with a network of colleagues invested
in understanding what it means to work pluriversally, across contexts
and from different subjective and institutional realities.

When | reached out to different colleagues, those | had formed
affinity with over the past years and who | thought would be inter-
ested to contribute to this project — Sebastian, Pablo, Hiuwai, Bojana,
Nav, Farah and you - your engagement and encouragement was im-
mediate. What | admire about your approach to the role of Project
Manager for Our Many Europes is your engagement with ideas, the
political and the imaginary that is then manifested through strat-
egy, and operations. This is, of course, the project or ambition of
L’Internationale - to find an operational form across very diverse con-
texts that might allow the possibility for a different type of transversal
institutionality to emerge. In many respects it’s the key to any political
or cultural project. But it’s a pleasure and an inspiration to see you put
it into practice.



When | reached out to you to see what project or collection
works might emerge as a contribution from Reina, you took the time
to think through - really carefully - what would make sense from the
position of the museum you worked in, the confederation and the pro-
jectitself. It’s so easy — given never ending workloads and a constant
lack of time - to skim over requests, or to turn to solutions that are
readymade and easily at hand. I’'ve done it countless times. So, thank
you for pausing and thinking through, and then suggesting something
that was logistically more complicated - but was a brilliant response to
the various components of what | was trying to do.

Introducing me to Paulina Varas and setting up the collabo-
ration with Red Conceptualismos del Sur was such a smart move!

It was possible of course because of your work in Museo en Red at
Reina, where you work with a number of different networks and
collectives, from local groups in Madrid to partnerships like that

with Red Conceptualismos in South America. Reina’s contribution

to Rewinding, then, was not one that spoke from Madrid, Spain or
Europe but redirected its voice (but also its resources) through the
Red Conceptualismos network. This is where | feel extraordinarily
lucky to work within the context of L’Internationale. That | can reach
out to a colleague like you in Madrid and draw on your extended net-
work through Museo en Red is pretty unique. And to do this while
not really knowing what we’re looking for, but wish a shared inter-
est in a context, or construct, or simply a possibility - in this case the
possibility of internationalism and what it might mean today - feels
precious. | think it comes down to a shared trust and respect for each
other’s work - and the project of the confederation. That’s definitely
the reason | reached out to that group of people for Rewinding. There
is an eagerness to think and work together in the confederation, to
do the work that the potential of L’Internationale speaks to. It’s so
valuable and so rare when projects in our institutions need to be de-
fined, communicated and essentially sold to audiences. We need to
cherish thinking through together, working through together,



not knowing together - and to do that with all the tools we have at
our disposal.

Thanks to Paulina’s important work, one of the opening rooms
of the exhibition will become a chance to think with the context of
Chile in the 1990s, the intellectual and cultural work that was taking
place there as it emerged from dictatorship and became a testing
ground for the neoliberal project. Paulina’s work, the three ‘nodes’
of research relating to Felix Guattari’s visit to Chile in 1991 where he
gave a lecture on ‘The Three Ecologies’, the journal Revisita de Critical
Cultural founded by Nelly Richard and the commissioning of a film by
the feminist activist Cecilia Barriga to explore transnational feminisms,
has been a project that has also brought us into contact with your col-
leagues in the library, archive and collections at Reina. As you know we
will show a number of issues of Revisita from Reina’s library collection
as well as images by CADA, Lotty Rosenfeld and Diamela Eltit from the
collection, all artists, activists and writers deeply connected and impor-
tant to the journal. Your engagement - both in content and operation-
ally — with this work has made all that possible. Thank you.

This part of the collaboration points to the crazy potential of
the confederation, that remains relatively untapped. That we can de-
velop research for an exhibition in Eindhoven with Paulina and the Red
Conceptualismos network, that draws on the library and collections of
the Reina Soffa, that then forms part of a constellation of projects that
are in conversation with other actors, archives and collections from
different parts of the world ... the research really emerging out of the
process, relationships and resources. | think it can lead to an approach
to research and exhibition making that is much more dispersed, decen-
tred from a single idea, history or voice, but at the same time is located
and situated. | also think it’s something unique to the confederation
because of the trust and affinity that has been built up over more than
ten years of working together. | hope L’Internationale can push this
further in the years to come - to use research, exhibitions and archives
in more and more inventive and inter-dependent ways. But none of it is



Dear Sara/ Nick Aikens 489

possible without operational and strategic thinking, that allows these
resources and relationships to be mobilized, which you have been so
brilliant at doing.

So thank you Sara for all the invisible work you have done.
And here is to the possibilities of what is to come.

Warmly, as ever,

Nick

ENDNOTE

1 Sara Buraya Boned
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Dear leachers/
Marta Przvbvi



Warsaw, June 2021
Dear teachers,

Hope you are satisfied with coming back to school. Pandemic times
were so exhausting for many people and the school community suffered
severely. So on the one hand, it must be a great relief now, but on the
other you face new problems - effects of social isolation, online work
with students, difficult experiences of many people creating the school
system (and activity of minister Czarnek is not making it any better).

| am a museum worker, and | also work in education. Our ex-
periences from the pandemic were not easy, but they taught us a lot.
From the beginning of this strange time, many cultural institutions
exchanged their ideas, brainstormed what to do to support schools
in difficulties of online education.

We prepared many online classes and workshops, we were
learning new ways of communication and new online tools, and we
shared it with you. We hope it was useful. Later on during the next
waves of the pandemic everybody became tired of anything that was
online and there’s nothing strange about that.

Now as we come back to meetings in real life (in person) - it’s
like a new stage of our relationship. We want to create it together.
We feel that culture can be useful in so many ways. It can help to re-
new social bonds, it has therapeutic power, it opens new horizons
and it gives real experiences.

Our next exhibition planned for autumn is focused on educa-
tion. We look at critical moments in Polish history and how they af-
fected the educational system. We also pay attention to space and
architecture, and active people who change school from the inside.
We invite you to think and talk together with us.

We want to discuss with you how to be useful, and how to
support change in school.
Education team, MSN
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Dear Conxira/
Madleleine Carev



Barcelona, January 13, 2022
Dear Conxita,

| don’t have your address, but maybe | could leave this letter for you
at the cafeteria where we first met. The cafeteria was closed for a
while during COVID, but they have opened again. | went by the other
day and got a take-out coffee—something | would have found bar-
baric in the before times—and | asked after you. Mar, the woman
who works there, told me she hasn’t seen you since the pandemic be-
gan, but that doesn’t mean, necessarily, that something happened.
We’ve all changed routines, haven’t we? | no longer go to the office,
no longer have coffee at 10:45 every day.

We “met” if | could call it that in 2018, two lost souls in a cof-
fee shop filled with foreign university students: all hot noise and
blooming hips. We were smaller, quieter, much older than the other
clients and both always sat alone with our coffee. Once we had to sit
together—do you remember? How gingerly you moved over to my
table when Mar, exasperated, asked if we could squeeze together?
It was crowded that day with all the students—their long hair and
bright shiny folders.

You asked, “Are you from here?” And | said yes, because I’'m
as from here as | am from anywhere. Later you told me you weren’t
born here either, but in the south, but all that mattered little when
you were there in the coffee shop, the only people speaking Catalan.

Once you asked why | got coffee there, when it was crowded
and overpriced and | told you | liked to escape from where my cow-
orkers went for their coffee. “I like to be alone,” I told you. “Me too,”
you said. “I’m terrible in groups.”

And so our friendship began, one of mutual respect, comfort-
able distance, politeness, dare | say admiration? Most mornings we
just acknowledged one another, but sometimes we spoke: about the
cold or the noisy students, your grandchildren, the books we were



reading. Once, later on, we were reading the same book. For me that
cemented our bond.

In November 2019, we saw each other outside of the coffee
shop. We were both at the MACBA, on the first floor, in the first room
of the permanent collection. You were with a group of women, all
around your age, maybe early seventies. A tall wiry man was giving
you all a guided tour. And | was at work, “on duty,” showing two ar-
chitects from Brazil the ways in which Catalan architects are so key to
understanding certain political anomalies of this place.

You winked at me, but didn’t say a word. We were both faking
it—being talkative and attentive in a group. The next day we laughed
about it at the coffee shop, each one at her separate table.

We saw each other at times at the museum. You liked to wan-
der through the rooms, alone. When | saw you | would nod and car-
ry on. Once, in the summer of 2020, you left a book for me at the
MACBA reception, a novel by Sara Mesa. | wanted to thank you.

And | did. Do you remember the autumn of 2020? Covid was
bad again and we saw each other crossing the plaza in front of the
museum? You were with your daughter and your grandchildren and |
was with my husband. Even with your mask on | recognized you, your
defensive posture—arms crossed over your chest, shoulders up—
that matched my own. | thanked you perhaps too profusely. No one
shook hands, we didn’t introduce our families. You said, “I’ll see you
soon” and we all carried on.

I’m hoping you’re healthy, Conxita, alone and reading a book.
And | hope | see you at the museum again soon. I'll just nod, | won’t
say a word.

Un abrazo,

Madeline
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Dear Maria/
Nlaria

. /
Skowronska-—
Nlarkiewicz



Warsaw, February 2021

Dear Marta,

[ am writing to you to gather some thoughts about the mediation
group’s workshop we had in January and to share some concerns.

I must confess that it was a great challenge to step in the pro-
cess in that stage of the project without your support and presence.
Every time | was saying something | was wondering how much my im-
pressions are relevant to the whole process you all went through. |
wanted to be useful and helpful but it was difficult to operate somehow
without knowing the wider context.

Even though the atmosphere of the meeting was friendly and
secure | felt a little bit out of place.

| was wondering if the feeling | had is somehow comparable
with the feelings our audiences can have? People who come to our
Museum, what we know from surveys, are in the majority people much
involved in culture, people who are interested in contemporary art,
people who are open and curious about our work. Even though they
can still feel overwhelmed, lost or uncomfortable sometimes while vis-
iting us or joining the activities we design. Why is that? Is it just because
they lack some knowledge or experience we have or maybe they need
more time to get used to the works and ideas we are presenting?

| am not sure if it makes any sense. | just needed to share this
vague feeling...

Best,
Marta SM
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Dear chnclemic:/
Alba IPérez

adenas



Madrid, 16 February, 2021

Dear pandemic,

I wish you could read this letter in a parallel time/space frame in which
you are no longer existing for all of us, so we can say that this toxic re-
lationship has finished already.

Since we are next to celebrate our first anniversary, | am feel-
ing nostalgic of those first days in which you were almost invisible, and
we all here at the museum were so naive working on the programmes
for 2020. | remember my agenda full of notes, duties, post-its and
scrawls, my inbox nearly about to explode, and feeling the office like
home. | remember last days of February celebrating the cineclub about
the exhibition Musas Insumisas [Defiant Muses (Delphine Seyrig and the
Feminist Video Collectives in France in the 1970s and 1980s)], | remember
how enthusiastic we felt. | remember March 8™in the streets.

And then faded to black — the museum (the street) was sud-
denly silenced. The next memory in our heads is the landscape of our
laptops and our webcams and our fears and our uncertainty, sirens
and applauses and working with great difficulty. | read an article by
Mariana Enriquez called La ansiedad (anxiety) and it resonated with
me.

Since the summer we have been trying to imagine new ways
of living in the museum while we must seem safe places. We have this
‘ansiedad’ to rethink ourselves and to bring new ideas of becoming
museums in something like this. In the meantime, society is living this
slowtime, wondering if life will be the same again. The future is now,
and it is hard to imagine your impact on our reality.

(Not so) kind regards,

Alba


https://www.revistadelauniversidad.mx/articles/41725f69-40a0-4229-b7d2-8bc714717cd2/la-ansiedad
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Barcelona, 11 October 2022

I don’t know many people who are good at saying goodbye... Not me
anyway. On 14 October | will be leaving (temporarily, for now) the
Museum where | have worked for more than seventeen years and |
didn’t know what to say. Some colleagues who are close friends out-
side of work, or with whom | shared a lot of work before the summer,
already knew. | took it as a test, as a way to prepare myself. Nothing.

Then | thought of going through farewell e-mails from beloved
colleagues and paying them a kind of tribute using their own words.
But | wasn’t in the mood for a palimpsest either.

There is a problem of timing in these situations. Unless the job
change takes you by surprise, you’ve already had time to reflect, as-
sess the pros and cons, and make decisions. But many people around
you react with fear, nostalgia and even sorrow when you are no longer
here, because every cell pushes you to leave things tied up as best as
possible and to put energy into future projects. Or that’s what’s hap-
pening to me, at least. | feel a very strange kind of emotional dissoci-
ation. | guess time will calm everything down. In my first week away, |
will return to MACBA for an opening, | want to know how | feel cross-
ing the Placa dels Angels again and entering the Meier building, this
time, really, from the outside. Who knows.

I’m also wondering how I’ve been able to say goodbye to
my colleagues at L’Internationale, some of whom I have known for
ten years: two online meetings and an email. In this post-pandemic
hangover that still afflicts us, everything is very strange. You can’t
touch their arm or propose a toast with those people with whom
you’ve shared intense moments working on common projects, sharing
institutional problems or travelling together (that intimacy that comes
out of sharing breakfast!).

| keep thinking about those fashionable concepts of
transversality, porosity and care, and how, despite saying it and trying



it, programming activities and publishing books and articles, it is
still so hard for us to apply those concepts. How bureaucracy and
departmental and hierarchical management limit us all, and how
much richness and energy, how much abundance remains hidden
between those endless meetings (many unnecessary), unattainable
protocols and snap decisions taken in a hurry without looking up
from the screen.

Despite everything, there have been many brilliant moments
that | will take away with me, and they have invariably been shared
moments: the toasts during an opening, that moment when a problem
during an installation is solved because we can all listen and learn
from each other, our ability to be together, those Our Many Europes
moments, in Madrid, despite the screens. The spider’s stratagem. To
understand that hierarchies limit everyone, although some more than
others. How a local initiative with some friends led me to collaborate
with Italian colleagues. Laughing with the cleaning staff when neither
they nor I knew if what was on the floor was to be thrown away or
was an artwork. The pride when some famous artist says “what a good
job you’re all doing”.

| guess the key is not so much that you’re leaving, but what
you leave behind and how you leave it. Because almost everything is
transformed, even goodbyes.

Lots of love, friends. I’m leaving, but not completely!

Anna Cerda i Callis
Assistant Curator

T. +34 934 814 718
acerda@macba.cat» acerda@macba.cat

MACBA

Placa dels Angels, 1, 08001 Barcelona
www.macba.cat



From: Anna Cerda acerda@macba.cat» acerda@macba.cat
For: MACBA Staff + Cleaning, Security and Reception Staff
Sent: Friday, 7 October 2022 6:00 p.m.

Topic: As you all know...

Hello everybody! It will never be a good time, but since most of you al-
ready know and time flies, | prefer to send you an email now:

It turns out that 14 October will be my last day at MACBA (for
a while). In principle | am taking a 6-month leave, to put (even) more
energy into a project that I’ve been running with a group of friends for
over a year, http://www.paral-lel62.cat*, the old Sala Barts, which, as
you must know, is a municipal facility.

So, when | officially join, we will make a public presentation (we
already have a date, 21 October), but the new management already
started in practice on 1June and | am dedicating evenings, nights and
weekends to it.

| am very excited about the project and the people who will
make it possible. Soon you will be able to subscribe to our newsletter
on the web. And, of course, here is my contact**. I’'m sure that one
way or another well keep seeing each other: it’s impossible to get rid
of family, you know &5 .

| could never summarise everything I’ve learned, sweated over,
shared and worked at during my seventeen and a half years in this
Museum. And | don’t think it’s necessary. You were there too. Thank
God you were! | want to thank you and wish you all the best, in the
Museum and outside.

The last few weeks have been very intense on many levels. I’'m
sorry if | haven’t been able to give each and every one of you the time
and attention you deserve (this is open to interpretation, hahaha!). |
won’t have the time or energy to organise a farewell party right now,
but | thought I’d tell you that on Saturday, 22 October, we are holding
a great festival at our place***, and that some colleagues have already



said they’ll come. The more the merrier, and if you buy season tickets it
will be a great help in supporting the project. And so, | propose a toast
to doing what [ like best: doing things with people.

Bye and see you soon, | will only be 10 minutes walk away (&5)!
Anna

* [web under construction] Paral-lel 62 is a space dedicated to music
and other disciplines. It also promotes and collaborates in socio-cul-
tural projects. It has a horizontal governance and aims to offer its own
services through the social economy and solidarity. We want to con-
tribute to the consolidation of the Paral-lel as a space for neighbor-
hood life and culture for everyone.

*%

Anna Cerdai Callis
Direccid

Paral-lel 62
anna.cerda@p62.cat
www.paral-lel62.cat

+34 654432393

*%%

here’s a video to make you want to come: https://ja.cat/2F6tx



Barcelona, 11 d’octubre de 2022

No conec massa ningu que sigui bo acomiadant-se... En tot cas, jo no.
El proper 14 d’octubre me’n vaig (de moment temporalment) del mu-
seu on he treballat més de disset anys i no se m’acudia qué dir. A al-
gunes companyes amb qui tinc més relacié fora de la feina, 0 amb qui
vaig compartir un pic de feina abans de I’estiu, ja ho sabien. M’ho pre-
nia com un assaig, com una manera de preparar-me. Res.

Després vaig pensar de repassar correus electronics de comi-
at de companyes estimades i fer-los una mena d’homenatge usant ex-
pressions seves. Pero tampoc no estava d’humor per un palimpsest.

Hi ha un problema de tempos, en aquestes situacions. Si no és
pas que el canvi de feina t’agafa per sorpresa, ja has tingut temps de re-
flexionar, valorar pros i contres i prendre decisions. Perd molta gent de
la que t’envolta ho entoma des de I’ensurt, la nostalgia i fins i tot la pena
quan tu ja no ets aqui, perque totes les cel-lules t’empenyen a endrecar
el que deixes obert el millor possible i a posar energies en els projectes
futurs. O aix0 em passa a mi, és clar. Es produeix una mena de dissoci-
acié emocional ben estranya. Suposo que el temps ho apaivagara tot.
La meva primera setmana fora vindré al MACBA a una inauguracid, tinc
ganes de saber com em sento creuant altre cop la Plaga dels Angels i en-
trant a I’edifici Meier, aquest cop, realment, des de fora. Qui sap.

També dono voltes a com m’he pogut acomiadar de les compa-
nyes de L’Internationale, alguna de les quals conec des de fa deu anys:
dues reunions online i un correu electronic. En aquesta ressaca post
pandémica que encara ens amara, tot és ben estrany. No pots ni to-
car-los el bra¢ ni brindar amb aquelles persones amb qui has compartit
moments intensos treballant en projectes comuns, compartint proble-
matiques institucionals o viatjant plegats (aquell amor que neix quan
comparteixes esmorzart).

Em donen voltes al cap els conceptes de moda de la transver-
salitat, la porositat i les cures, i com, malgrat dir-ho i intentar-ho i pro-
gramar-ne activitats, publicar-ne llibres i articles, ens costa tant d’apli-



car. Com la burocracia i el funcionament departamental i jerarquic ens
limita a totes, i quanta riquesa i energia, quanta abundancia no queda
oculta entre reunions infinites (moltes innecessaries), protocols incom-
plibles i decisions preses des de la urgencia i sense aixecar la vista de la
pantalla.

Malgrat tot, hi ha moments que brillen i que m’enduc, i m’ado-
no que sempre sén moments compartits: els brindis durant una inau-
guracio, aquell moment en que un problema en un muntatge es resol
perque ens sabem escoltar i aprendre els uns dels altres, com vam sa-
ber estar junts, els d’Our Many Europes, a Madrid, malgrat les panta-
lles. L’estratégia de I’aranya. Entendre que les jerarquies limiten tot-
hom, tot i que afavoreixin més uns que altres. Com una iniciativa local
amb uns amics em va portar a col-laborar amb les companyes italianes.
Els riures amb el personal de neteja quan ni elles ni jo sabiem si el que
hi havia a terra era per llengar o era obra. L’orgull quan algun artista de
fama et diu “que bé que treballeu”.

Suposo que la clau no és tan marxar, siné que deixes i com
ho deixes quan marxes. Perqueé quasi tot es transforma, fins i tot els
comiats.

Una abragada, companyes. Me’n vaig, sense anar-me’n del tot!

Anna Cerda i Callis
Curadora Adjunta

T. +34 934 814 718
acerda@macba.cat

MACBA

Placa dels Angels, 1, 08001 Barcelona
www.macba.cat



http://www.macba.cat/

De: Anna Cerda <acerda@macba.cat>

Per a: Plantilla MACBA + Personal de Neteja, Seguretat i Atencid al Public
Enviat: divendres, 7 d’octubre de 2022 18:00

Tema: com que ja ho sap tothom...

Bona tarda a tothom! Mai no sera bon moment pero com que quasi to-
tes ja ho sabeu i el temps vola, prefereixo enviar-vos un correu ara:

Resulta que el proper 14 d’octubre sera el meu ultim dia al
MACBA (durant una temporada). M’agafo, en principi, una llicencia de
6 mesos, per posar (encara) més energia a un projecte que fa més drun
any que impulso amb una colla d’amics, http://www.paral-lel62.cat¥,
I’antiga Sala Barts, que, com deveu saber, és un equipament municipal.

Aixi que m’hi incorpori oficialment farem presentacié publi-
ca (ja tenim data, el 21 d’octubre), pero la nova gestié va arrencar a la
practica ja I’1 de juny i hi estic dedicant vespres, nits i caps de setmana.

Em fa unail-lusié enorme, el projecte, i la gent amb qui el farem
possible, aviat us podreu subscriure a la nostra newsletter al web. |,
evidentment, aqui teniu el meu contacte**. Segur que d’'una manera o
altra ens seguirem veient, ja se sap, de la familia és impossible desem-
pallegar-se’n, (25).

Séc completament incapag de resumir tot el que he apres,
suat, compartit i treballat en 17,5 anys en aquest museu. | crec que no
cal. Vosaltres també hi éreu. Sort de vosaltres, de fet. Us vull donar les
gracies i desitjar-vos que sigueu molt felices, al museu i a fora.

Les ultimes setmanes estan essent molt intenses a molts ni-
vells, disculpeu si no us dedico a totes i cadascuna el temps i I’'atencid
que us mereixeu (aix0 esta obert a interpretacions, hahaha!). No em
donara temps ni tinc energies per muntar ara mateix un comiat, pero
se m’acut dir—vos que el dissabte 22 d’octubre tenim un festival preci-
ds a casa nostra***, i que algunes companyes ja m’han dit que vindran.
Quants més serem més riurem i que compreu abonaments els anira



about:blank
https://sayitloud.cat/festival/
https://sayitloud.cat/festival/

molt bé per sostenir el projecte. | aixi brindem fent el que més m’agra-
da: fer coses amb gent.

-
.

Salut i fins ben aviat, que marxo a 10 minuts d’aqui, només, (25!
Anna

* [web en construccié] Paral-lel 62 és un espai destinat a la musicaia
altres disciplines, que també impulsa i col-labora en projectes sociocul-
turals, que té una governanca horitzontal i pretén oferir els serveis
propis a través de I’economia social i solidaria. Volem contribuir a la
consolidacié del Paral-lel com un espai de vida veinal i de cultura per a
tothom.

*%

Anna Cerdai Callis
Direccid

Paral-lel 62
anna.cerda@p62.cat
www.paral-lel62.cat

+34 654432393

%%k

aqui un video per fer-vos venir ganes de venir: https://ja.cat/2F6tx
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London, September 2022

Dear Mediation Group,

I am writing this letter to you all to share some ideas and perceptions
that have crystallised a bit over the last three years or so. Quite a num-
ber of events and transitions have happened during that period: some
of them personal, some of them professional, many of them global.
Previously, transition might have been by default a negative thing for
me, but it appears more positive just now. The transitions | mention
here all occurred, of course, during a major worldwide shift: the entire
population of planet earth has been affected by Covid-19. Luckily the
virus did not affect my body directly, but nobody was excluded. Life as
we knew it did not exist any longer.

When the pandemic started | was living and working in Scotland
as Public Engagement Curator at the Centre for Contemporary Arts
(CCA) in Glasgow. In my role | was building a stronger and stronger
bridge between the CCA, and broader society. Thanks to my job I reg-
ularly shared life, labour and energy with arts practitioners, gardeners,
chefs, politicians, activists, farmers... a really wide range of people from
all over the city and surrounding areas. We would learn from each oth-
er, and collaborate on myriad projects: all of which were reliant upon
gathering, meeting, socialising and working directly with each other, in
the gallery and around the town, in person, and in solidarity.

My working life, then, was very invested in listening to our com-
munities, our stakeholders, to amplify their voices, both in the arts and
in neighbourhoods and constituencies. Many institutions in Scotland
were trying to activate a credible and meaningful connection with are-
as of multiple deprivation, minority groups, subaltern groups, and wid-
er policy was encouraging this work in our sector. In any case, | would
not be able to practice otherwise: | was raised in a horizontal commu-
nity, a group of people of different ages and backgrounds happy to



share their resources, their know-how, in an attempt to live in harmony
as a collective gathering. Many of the communal values | experienced
in that farming community over those formative years have stayed
with me. The legacy of the rural culture running in my family over gen-
erations, coupled with a strong engagement with politics and activism,
created a clear set of values and expectations about how we can live
together in the world and led me to take an interest in how such val-
ues might translate and find a productive life in the arts sector, in par-
ticular for the development of public engagement and access.

And the CCA was indeed an excellent platform to test such ide-
as and put into practice some of these principles. The CCA worked on
a model that the director, Francis McKee, called open source. Making
best use of the large building that housed the CCA, the director de-
cided to grant free access to anybody who wanted to use parts of the
space to deliver their activities and programmes. When | joined the
organisation in 2015, open source was working with more than one
hundred organisations and producing around five hundred events per
year. A year and a half later, the volume of activity tripled and so did
the partner numbers. | was focused on trying to give confidence to
those people and groups who would never feel empowered enough to
propose an event to open source. Over time, open source was enriched
with a greater diversity of protagonists, with some part of the Public
Engagement Programme (PEP) activities; they felt inspired and stimu-
lated, and wished to deliver their own activities as part of the PEP and
then within the open source programme.

While the open source would gravitate mainly around the CCA
facilities, | was trying to operate around town, using other venues,
seeking to share resources with very diverse communities. These peo-
ple, communities and organisations became core constituents of PEP
and CCA. | felt attachment and responsibility towards the people in-
volved. Our relation was based on mutual exchange and mediation,
during workshops, conversations, gatherings, meals, and other com-
munal activities.



In March 2020 all of that changed. CCA closed its doors with the
beginning of the pandemic and put all programmes on hold. Activities
did not shift wholesale to digital, they were simply postponed until
such time as real life would be possible again. | was furloughed and
until further notice, could not work or engage and share life and crea-
tivity with my constituents. My thoughts turned to the community of
refugees | had been engaged with as part of our Public Engagement
activities. If the CCA was going to be shut as an art venue perhaps it
could still be repurposed during the pandemic, for food banks or med-
ical supplies or similar in-real-life for-real-life platforms. In the end this
shift was not practicable. It was hard not to feel as if | was failing my
constituents. Repurposing the venue for me was the most obvious
contribution we could make as a cultural organisation with clear com-
munity impact, but most of the attention was actually towards art
practitioners and similars; we were supporting them financially, when-
ever possible.

To be honest, it was hard not to feel obsolete. With no way
to maintain the quality of in-person engagements, not in the building
nor in the community, there was no outlet for my programme. After a
number of months of furlough and no end in sight, | secured another
job and moved to Sweden, to be Senior Lecturer for the MFA at HDK-
Valand, University of Gothenburg. The course was focused on the role
of the artist in society and the definition of publicness. | thought this
was exactly what | needed to focus on conceptually, and find my way
back to the engagement | valued so much in my practice. | was delight-
ed to participate in L’Internationale and join you all as a member of
the Mediation Group. Our discussions were most welcome and stim-
ulating by virtue of a genuine attempt to challenge the definition of
constituent.

Once again, though, circumstances meant that the contours of
our constituents were perhaps necessarily shaped around art institu-
tions, art practitioners, and concern for their income, their care, their
health and wellbeing. It felt like our field of constituents had contract-



ed somehow. Pre-pandemic we were committed to outreach; we were
increasing our audiences; we were committed to the people of the
neighbourhood, and committed to action with and for our local mi-
norities. When Covid hit, it was as if the outer limits of attention were
brought closer to home, to make sure artists could survive the pan-
demic. What had happened to our care for our constituents and collab-
orators beyond the outer wall of the organisation? Covid was perhaps
enforcing a ‘closer to home’ operating principle, directly or indirectly.

Maybe the crisis of the pandemic compelled the organs of the
art sector, of any sector, to function for the preservation of the body,
for the proximal biological beneficiaries; colleagues, friendly institu-
tions, customary partners, the already-working-with, identifiable fam-
ily? There were times it appeared our sector was perilously close to an
admission of self-absorption, of caring more inwards than outwards;
moments when we existed more for ourselves than for our constituen-
cies amongst diverse publics.

This letter can’t answer any of these postulations, it merely rais-
es a personal sense of urgency about the need for re-engagement with
society. | haven’t had much time to think these things through with
you all, now that | am away from Sweden and searching for ways to
redeploy my civic spirit in actuality. The pandemic has created some-
thing of a long Covid effect in respect of living and sharing, and | think
we have not yet found a new way of cohabiting with the here-to-stay
impacts of the last three years. | hope our wider constituents have sus-
tained their cohesion and compassion, and that they will share with us
one day, when we can all open up once again in generosity.

Keep the horizons open and keep up the good work!

Best,
Viviana
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1 Feburary 2022
Dear colleagues,'

We hope you are all well despite the times we live in. We don‘t only
think of the most evident results of the pandemic, which has deeply
affected our lives and work, but also of the consequences of the shift
that cultural policies are making in Europe, the rise of the extreme
right, fascism in Eastern Europe, the restrictions of our rights and free-
dom... and on top of it the ecological crisis.

Sorry, we don‘t want to start too pessimistically, we‘re writing
to you on the occasion of the mid- term meeting of L‘Internationale.

It is Sunday evening; the sun has already set some hours ago and we
are typing this letter to you, our friends and colleagues, to share some
of our concerns, visions and methodologies, as we were asked by Sara
and Maria.

We are writing on behalf of the mediation team, a group of cu-
rators, educators, mediators, art practicioners and thinkers by doing,
all very committed to L‘Internationale goals and affectively supporting
each other. We may say that we are not just a working group, we are
definitely not a support group only, but also a reading group, a debate
group... and above all a group of people who are looking for new ways
of thinking together, sharing experiences and having fun.

And how have we been working together in these past months?

Discussions of how we understand constituencies in our situ-
ated contexts was a long and enriching process. Even though it was
clear to us that we do not want just to deliver outputs or produce out-
comes, we planned video dialogues, online materials and an e-book as
the outcomes of this process.

We chose a dialogue in the first place, being a fundamental tool
for critical pedagogies. Dialogue in pedagogy is not a mere exchange
of ideas between two or more people, but also a practice that chal-
lenges the notions of who knows and who doesn’t know things. As



Paulo Freire puts it, dialogue should be an act of liberation instead of a
practice of domination.

Let us mention two examples of dialogues with our constit-
uencies: Fran from the Reina Sofia was just about to start a project
about queer pedagogies and Onur from SALT planned a dialogue
on eco-farming with the anglo-spanish collective Cooking Sections.
However, the pandemic last March stopped the production of dia-
logues, the essence of which were live encounters and community
meetings. The work with constituencies has been severely affected
in all institutions. Social distance is generating social boundaries and
work with the most vulnerable population has never been more dif-
ficult. Media claim that we live in a Health crisis, we know that above
all we‘re facing a crisis of humanity. This can be seen in the territory
between Bosnia and Croatia where refugees have been constantly
turned back violently from the EU border, or in the schools of el Raval
in Barcelona, where the majority of the population are migrants and
live very precarious lives.

We found the time of a lockdown very important, since, as if we
needed mutual support, we started to meet on a weekly basis instead
of every month.

Do you remember, Mabel? We kept meeting every week from
March to June, every Tuesday from ten to eleven... We all like to re-
member these meetings, which became a sort of special time for us,
when we got used to the views of our private spaces on the screens,
became acquainted more intimately, and also have been able to ex-
press our worries, fears and care...

We were primarily concentrating on the preparation of a com-
mon online s.c. learning material and our discussions were intersecting
three modes of thinking: mediation, collections and the constituent
museum.

We were posing questions such as Can museum collections be
useful to rebuild relationships? A question by Marta from MSN Warsaw.
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As most of those questions remained unanswered,

We saved some to share with you in the following two days.
These questions are:

e Do you think that an institution can show its vulnerability and
start to work from it?

e Do you want to think and challenge our institutional structures
to make them more porous and democratic?

e What is the role that art can play in the current eco-social crisis?

These are our 3 questions for the start but we would love to
listen to yours and continue this process of creating a constituent
museum in practice together.

Maybe you can write us a letter, this is the way we are wor-
king at the moment with Sofia Olascoaga: we are writing to our
friends, colleagues, constituencies to express our modes of vulnera-
bility, solidarity and care.

Yours sincerely,
Mediation team
ENDNOTE

1 The letter was written as the Mediation Group’s activity report for the
L’Internationale midterm online meeting on 1st February 2021.
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Ljubljana, 22 June 2022
Dear Adela,

| have been here at the museum for more than four months now.

You have given me a spot right next to your office on the third floor.
Atable, a chair and a footrest. You welcomed me very warmly and
throughout these months | have felt your care, so as | have felt it with
Sanja, Bojana, Ana and Tomaz to whom | am also very grateful.

Since | first arrived at MSUM in October you asked me about
my interests in this museum. | told you the Moderna galerija’s work
as a whole attracted me deeply, as well as its relationship with
L’Internationale. Since then we have been talking about institutional
critique and the multiple contradictions it hosts. In our latest conver-
sations we went through the question of the relevance of museums
nowadays. Now | wonder to what extent does it make sense to barri-
cade political positions within the museum walls. And this has a par-
ticular meaning at the MSUM at Metelkova neighbourhood, former
military base. In this letter | will share with you some doubts that come
to me when thinking about this.

I wonder whether political activism from museum’s high posi-
tions, can be a double-edged sword. L’Internationale looks like a useful
tool from the inside but it’s hard to access it. It is the same with muse-
ums. There is a limited space in order to maintain acceptable working
conditions, nonetheless the workloads are huge. From my position,
that of a graduate master student from Madrid, | see my future - as
well as my colleagues see theirs - full of uncertainty. My job opportu-
nities are traversed by my social condition, which here at the MSUM in
Ljubljana, it summarises in the fact that | am paying (thanks to my par-
ents support) in order to work, even though | have a European schol-
arship. | receive a retribution of 350€ per month which doesn’t even
cover the costs of the accommodation. However, | am grateful for this
internship opportunity, luckily given to me and | appreciate all your



effort and support which made this possible. But | see myself and my
friends in Madrid going towards a professional atmosphere that can-
not hold us, a network of European scholarships made many times not
to challenge the social and economic differences among the European
youth but to maintain them (how and when is the scholarship money
given, taking for granted that everyone of us who are able to take full
advantage of the scholarship already have the income to travel and
find accommodation). As a worker | am concerned about my future.
Often my generation doubts if we can still believe in it. But  am also
concerned about not betraying the severely precarious community of
cultural workers | am part of. How to use my own privileges for the
benefit of the whole.

My main worries are if we —-you and |- can ask for revolution-
ary means for a revolutionary end hosted by institutions. It seems in-
evitable for museum workers to go along with the authoritarian logics
that rule the museum, that make it possible to deal with the State — we
are talking about national art institutions. But also, if the argument is
flipped, how long can the museum be parasitized before the power
logics that rule it absorb all its revolutionary potential? It would mean
forcing the museum against its own logic, as Paul B. Preciado puts it'.
For example: how long can countermovements like the queer move-
ment benefit from museums’ visibility before becoming a profitable
product devoid of content?

In the museum’s framework, power, as well as censorship,
works one way: top-down. It rarely works the other way around. When
the anarchist artists and street agitators Mujeres Creando, accept to
exhibit at Museo Reina Sofia, for example, there is always this ques-
tion of coherency “if you criticise institutions, why do you accept mon-
ey from them?”’. But this question is only asked to the ones at the bot-
tom of the pyramid. If you have the means, if you have the capital, you
might not have to surf the contradictions of selling your workforce
to survive?. The question of the coherency is asymmetrical, as Cristina
Morales says?. It would seem that, as an artist, you’d have to be a sub-



missive worker to the institution and unable to be critical. The oppor-
tunism of the neoliberal system, which always applauds what is pop-
ular in order to benefit from it, has led sometimes to misunderstand
the museum as a free space where everything can be said. But power
relations persist in these spaces; every now and then the power of cap-
ital and the old aristocratic powers within the State, remind museum
workers of their inferior position.

However, as Jesus Carrillo has said, the fight for more egalitari-
an structures within the museum is always about failing. Maybe it’s not
about losing hope and conforming with the situation, but about find-
ing the way to fight through particular, targeted and practical moves.
When | was in Madrid for the Christmas holidays Jesus told me “one
thing we have learned (he was talking about museo situado) from the
feminist movement is that any place is good for making the struggle
visible”. But how to prevent the power in the institution to absorb the
cause and make it disappear altogether. | see that both Jesus and you
carry many years of experience at your back and sometimes the dilem-
ma is having to choose between political activism and your position at
the institution. We, as many others, have witnessed how this utopian
project of stretching institutional authority and confronting it with it-
self has made some people lose their positions.

On the other hand, as we have talked about, when from the
museum there is a use of the terms and procedures of local move-
ments, self-organized politically engaged groups and anarchist theory,
I wonder whether this practice —that could be regarded as inclusive,
tolerant, with the authoritarian load inherent of these terms— wouldn’t
be a strategy of stealing words and procedures from smaller groups,
swallowing its political potential and misusing it in a space like the ex-
hibition room, where power structures organize relationships but now
in a hidden and secret way nobody can point at or talk about. How do
we intercept these dynamics of reproducing the power structure?

For me, one of the biggest contradictions for museum workers
in high positions is to speak as if they were the museum in an artificial



we that would represent all its members. | find this plural very tricky
as it rarely addresses who it includes. Perhaps the museum should last
longer than these workers in a way that it would permit new members
to occupy it; taking into consideration the will of its components to ac-
tually be part of the network of the museum and in which way to do
this. Enter independently to occupy the museum and be able to also
leave it. | doubt if it would be practical to take a pause and describe
every time there’s a new possible “we” in order to address the prob-
lem of representation and avoid taking another’s voice. However, | un-
derstand that when you have been working that many years in the mu-
seum there is plenty of yourself in it. But maybe the hopes held from
this museum at its beginning aren’t the ones held by the new genera-
tions of cultural workers.

| can understand as well that the different museums hold very
diverse ways of organizing themselves and it could seem mistaken to,
from my position, start offering alternatives. Nonetheless that is not
my aim. | just share the intuitions that | have felt when comparing my
one-year-master at Museo Reina Sofia and these few months at MSUM.
| have felt that the size does matter and here in Ljubljana | have seen a
more direct way of dealing with everyday tasks: you proposed to me to
develop a workshop?, you encouraged the reconstruction of the terrace
in order to re-open the museum’s Kantina again and you are always will-
ing to hear my ideas and proposals and carry them out.

Personally, | find hope in the fact that cultural institutions and
museums are several things at once®- a relief and a trap—; national mu-
seums sharing an understanding of their historical responsibility with
all the State, bureaucratic and capitalistic dynamics attached to it, but
also spaces for institutional experimentation and hybridity. The same
way museums can act as power machines of verification, which means
they turn truthful everything they host¢, they cannot prevent them-
selves from also hosting parasitizing initiatives that go against their
very own logics. Being these multiple things at the same time, acquir-
ing this fluid model of hosting very different activities inside of them,



creates tensions. And this multiplicity is not inside the theory, but it ac-
tually takes place against the vertical and top-down models of power
structures that rule museums themselves. Perhaps because this is the
only way museums can be kept alive, by managing its relations to state
institutions while some of their workers intervene so as to keep its lo-
calities engaged as well. Nonetheless, the covid-19 pandemic has in-
terrupted many of these critical initiatives organized from the bottom
up. Now | feel as if there would be a closer control on these activities.
The number of people is restricted, and the social distancing is trans-
lated to the way we see each other and share our ideas, our feelings.
As Maria Galindo said, everyone and everything is infected, there’s
nothing we can do anymore without having to deal with coronavirus’.
It could be understood as part of our lives and | wonder whether the
covid-19, as Cristina Morales said, would be, as well, a social system of
population management, radically twisting the way in which people so-
cialise, in both present and future terms®.

Going back to the question of the relevance of museums now-
adays, Mateo Feijéo, former director of Naves Matadero, once told
me that one of the premises that guided him as an art director when
he was in Naves was that artistic practice, understood at any lev-
el, shouldn’t be about kicking out the rich people, but about making
everybody rich®. | understand his statement as an advice towards re-
distribution. If museums are rich in visibility, if they are rich in symbolic
capital, then | wonder whether they’d have to make visible the devi-
ation from the hegemonic canon, for example. Even though it’s true
that the battle can’t be fought through the mainstream only, and even
if we shouldn’t be satisfied with that, this channel is undoubtedly part
of the change. Queerizing the museum is, partly, using the spotlight
to show queer art practices. One example would be the work of art at
Nouvel Building’s inner courtyard at Museo Reina Sofia. Beauty Salon
is a piece from Giuseppe Campuzano and Miguel A. Lépez, transform-
ing the museum facade showing queer portraits in a massive size de-
manding the visibility of queer futures, confronting the utopian possi-
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bility of this future to happen, with reality. Queer in Campuzano is the
obligatory mixture, the revolt of the wretched and the pointing out of
the false stability of cis-hetero colonial authority™. A few meters from
Campuzano and Lopez’s piece there is the main door to Café Nouvel, a
very elegant and expensive cafe that makes it impossible for average
neighbours from Lavapiés —where Museo Reina Sofia is located- to
hang out there. The queer fight for unveiling the different power struc-
tures takes places in very specific places of the museum and not all
the time. | doubt that the coexistence of many universes at the muse-
um guarantees equality but | believe it is a step in that direction. How
much time, if at all, will it take to assume a generalised agreement on
radical change?

QUEER FUTURES ARE BEING SHAPED
EVERY TIME WE CREATE IMAGINARIES OF
LIVI G OTHERWISE

Beauty Salon (Salon de Belleza) (2014) Giuseppe Campuzano and
Miguel A. Lépez, https://www.museoreinasofia.es/coleccion/obra/
beauty-salon-salon-belleza

I don’t think museums have to disappear in order to change
their dynamics. There are many ways of signaling their patriarchal,
bourgeois and colonial past, that are already taking place in different
museums". But it could also be through small gestures, relating to its
locality, that cannot be controlled or sold. Provide its space for occu-
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pation. | would suggest that museums can be slowly dismantled in-
side-out if their workers maintain their independence, if they don’t
merge with the institution’s identity. This way it would be possible
to criticise it with some distance. Thus, it would mean that museums
could be understood not as fictions freed from violence and oppres-
sion, but as spaces where these oppressions can be talked about and
fought against. | honestly think this relationship and your generosity
having me here is part of that radical change.

Yours,
Carmen C Santesmases

ENDNOTES
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Liubliana, 22 de Junio de 2021
Querida Adela:

Llevo mas de cuatro meses en el museo. Me has puesto un sitio justo
al lado de tu despacho en la tercera planta. Una mesa, una silla y un re-
posapiés. Me has recibido cercanay a lo largo de estos meses he senti-
do tu acogida carifiosa, igual que la he sentido de Sanja, Bojana, Ana'y
Tomaz a quienes también estoy muy agradecida.

Cuando llegué al MSUM en octubre me preguntaste por mis in-
tereses en este museo. Te dije que la museografia de la Moderna ga-
lerija en su conjunto me atraia profundamente, asi como su relacion
con L’Internationale. Desde entonces hemos hablado de la critica ins-
titucional y de las multiples contradicciones que alberga. En nuestras
ultimas conversaciones tratamos la cuestion de la pertinencia de los
museos en la actualidad. Ahora me pregunto hasta qué punto tiene
sentido atrincherar las posiciones politicas entre los muros del museo.
Esto tiene una lectura particular en el MSUM, ubicado en el barrio de
Metelkova, antigua base militar. En esta carta comparto contigo algu-
nas dudas que me surgen al pensar en estas cosas.

Me pregunto si el activismo politico desde los cargos de
responsabilidad de los museos puede ser un arma de doble filo.
L’Internationale parece una herramienta util desde dentro, pero es di-
ficil acceder a ella. Ocurre lo mismo con los museos. Hay un espacio
limitado para mantener unas condiciones de trabajo aceptables sin
embargo las cargas de trabajo son enormes. Desde mi posicion, la de
estudiante de master de Madrid, veo mi futuro -al igual que mis com-
pafieras ven el suyo- lleno de incertidumbre. Mis oportunidades labo-
rales estan atravesadas por mi condicidn social, que aqui, en el MSUM
de Liubliana, se resume en el hecho de que estoy pagando (gracias a
la ayuda de mis padres) para poder trabajar, aunque tenga una beca
europea. Recibo una retribuciéon de 350€ al mes que no cubre los gas-
tos de alojamiento. Sin embargo, estoy agradecida por esta oportuni-




dad de practicas, que por suerte se me ha brindado, y aprecio todo tu
esfuerzo y apoyo al haberlo hecho posible. Pero me veo a mi misma'y
a mis amigas en Madrid dirigiéndonos hacia un ambiente profesional
incapaz de ampararnos, una red de becas europeas hechas muchas ve-
ces no para desafiar las diferencias sociales y econdmicas entre la ju-
ventud europea sino para mantenerlas - cdmo y cuando se da el dine-
ro de la beca, dando por sentado que quienes podemos aprovecharla
ya tenemos los ingresos para viajar, encontrar alojamiento y mantener-
nos-. Como trabajadora me preocupa mi futuro. A menudo mi genera-
cién duda si podemos seguir creyendo en él. Pero también me preocu-
pa no traicionar a la comunidad precarizada de trabajadoras culturales
de la que formo parte: cdmo utilizar mis propios privilegios en benefi-
cio del conjunto.

Lo que mds me inquieta es si nosotras -tu y yo- podemos exigir
medios revolucionarios para el fin revolucionario que albergaran las
instituciones. Parece inevitable que quienes trabajan en los museos se
deban plegar a las légicas autoritarias que lo rigen, que hacen posible
el trato con el Estado -estamos hablando de instituciones artisticas na-
cionales-. Pero también, si se invierte el argumento, ¢durante cuanto
tiempo puede ser parasitado el museo antes de que las [6gicas de po-
der que lo rigen absorban todo su potencial revolucionario? Significaria
forzar al museo contra su propia Iégica, como dice Paul B. Preciado'.
Por ejemplo: ;cuanto tiempo pueden los movimientos de resistencia
como el queer beneficiarse de la visibilidad de los museos antes de
convertirse en un producto rentable y carente de contenido?

En el marco del museo, el poder, al igual que la censura, fun-
ciona en una direccién: de arriba abajo. Rara vez funciona al contra-
rio. Cuando artistas anarquistas y agitadoras callejeras, como Mujeres
Creando, aceptan exponer en el Museo Reina Sofia, por ejemplo, se
plantea esta cuestidn de coherencia: si critican las instituciones, ;por
qué aceptan dinero de ellas? Pero esta pregunta sdlo se hace a quienes
estan en la base de la piramide. Si tienes los medios, si tienes el capital,
puede que no tengas que surfear las contradicciones que implica ven-




der tu fuerza de trabajo para sobrevivir?. La cuestién de la coherencia
es asimétrica, como dice Cristina Morales. Pareceria que, como artista,
tendrias que ser una trabajadora sumisa a la institucién e incapaz de
ser critica. El oportunismo del sistema neoliberal, que aplaude siempre
lo popular para beneficiarse de ello, ha llevado a veces a malinterpre-
tar el museo como un espacio libre donde se puede decir todo. Pero
las relaciones de poder persisten en estos espacios. Cada cierto tiem-
po el poder del capital y los viejos poderes aristocraticos dentro del
Estado, recuerdan a las trabajadoras de estos museos su posicién de
inferioridad.

Sin embargo, como ha dicho Jesus Carrillo, en la lucha por unas
estructuras mas igualitarias dentro del museo se trata siempre de
avanzar fracasando. Tal vez no se trate de perder la esperanzay con-
formarse con la situacidn, sino de encontrar la manera de hacer la lu-
cha a través de movimientos particulares, dirigidos y practicos. Cuando
estuve en Madrid por navidad Jesus me dijo: “una cosa que nosotros
(se referia al museo situado) hemos aprendido del movimiento femi-
nista es que cualquier lugar es bueno para hacer la lucha visible”. Pero
como evitar que el poder en la institucién absorba la causa y la haga
desaparecer del todo. Veo que tanto Jesus como tu llevdis muchos
afos de experiencia a vuestras espaldas y a veces el dilema es tener
que elegir entre el activismo politico y vuestro puesto en la institucion.
Tuy yo, como tantas otras, hemos sido testigos de como este proyecto
utdpico de estirar la autoridad institucional y enfrentarla a si misma ha
hecho que algunas personas pierdan sus puestos de trabajo.

Por otro lado, como hemos hablado, cuando se utilizan desde
el museo los términos y procedimientos de los movimientos locales, de
los grupos horizontales autogestionados, politicamente comprometi-
dos y de la teoria anarquista, me pregunto si esta practica -que podria
considerarse inclusiva, tolerante, con la carga autoritaria propia de es-
tos términos- no serfa un robo de palabras y procedimientos de grupos
mas pequefios, que secuestra su potencial politico y hacen un mal uso
de él en un espacio como la sala de exposiciones, donde una serie de




estructuras de poder organizan las relaciones pero ahora de una forma
oculta y secreta, dificil de desvelar. ;Cdmo interceptar estas dinamicas
de reproduccion de la estructura de poder?

Una de las mayores contradicciones de los trabajadores de los
museos que ocupan altos cargos es hablar como si fueran el museo
en un nosotros artificial que representaria a todos sus miembros. Me
parece que este plural es engafioso, ya que rara vez aclara a quiénes
se refiere. Quiza el museo debiera durar mds que estos trabajadores
de manera que permitiera a nuevos miembros ocuparlo; teniendo en
cuenta su voluntad a la hora de participar de la red del museo. Entrar
de forma independiente para ocupar el museo y poder también salir de
él. Podria ser practico hacer una pausa y describir cada vez que haya un
nuevo nosotros posible para abordar el problema de la representacién
y evitar tomar la voz de los demas. Sin embargo, comprendo que cuan-
do una lleva tantos afios trabajando en el museo, hay mucho de si mis-
ma en él. Pero quiza las esperanzas que teniais en este museo en sus
inicios no son las que tienen las nuevas generaciones de trabajadores
culturales.

Entiendo también que los diferentes museos tienen formas muy
diversas de organizarse y seria una equivocacidon empezar a ofrecer al-
ternativas desde mi posicidn. Ese no es mi objetivo. S6lo comparto mis
intuiciones al comparar mi afio de master en el Museo Reina Sofia y es-
tos pocos meses en el MSUM. He sentido que el tamafio siimportay
aqui en Liubliana he visto una forma mas directa de afrontar las tareas
cotidianas: me propusiste desarrollar un taller?, impulsaste la recons-
truccidn de la terraza para volver a abrir la Kantina del museo y estas
siempre dispuesta a escuchar mis ideas y propuestas y llevarlas a cabo.

Personalmente, encuentro esperanza en el hecho de que las
instituciones culturales y los museos son varias cosas a la vez* -alivio y
trampa-; museos nacionales que comparten la comprension de su res-
ponsabilidad histdrica con toda la dinamica estatal, burocratica y capi-
talista que conlleva, pero también espacios de experimentacion e hibri-
dacidn institucional. Del mismo modo que los museos pueden actuar




como maquinas de poder de verificacidn, lo que significa que convier-
ten en verdadero todo lo que acogen®, no pueden evitar acoger tam-
bién iniciativas parasitarias que van en contra de sus propias ldgicas.

Al ser multiples cosas al mismo tiempo, al adquirir este modelo fluido
de albergar actividades muy diferentes en su interior, se crean tensio-
nes. Porque esa multiplicidad no esta dentro de la teoria, sino que tie-
ne lugar en contra de los modelos verticales y descendentes de la es-
tructura de poder propia de los museos. Tal vez porque esta es la unica
manera de que los museos se mantengan en pie, gestionando sus rela-
ciones con las instituciones estatales mientras algunos de sus trabaja-
dores intervienen para mantener también sus localidades comprometi-
das. Sin embargo, la pandemia de la covid-19 ha interrumpido muchas
de estas iniciativas criticas organizadas de abajo a arriba. Me parece
que ahora hay un control mas estrecho de estas actividades. El aforo
ha estado restringido y el distanciamiento social se tradujo en la for-
ma de vernos y compartir nuestras ideas, nuestros sentimientos. Como
dijo Maria Galindo, todo estd infectado, ya no hay nada que podamos
hacer sin el coronavirus entre medias®. Podria entenderse como parte
de nuestras vidas y me pregunto si el covid-19 no seria, también, como
decia Cristina Morales, un sistema social de gestion de la poblacion que
modificaria radicalmente la forma de socializar, tanto en el presente
como en el futuro’.

Volviendo a la cuestion de la relevancia de los museos en la ac-
tualidad, Mateo Feijéo, antiguo director de Naves Matadero, me dijo
una vez que una de las premisas que le guiaban como director de arte
cuando estaba en Naves era que la practica artistica, entendida en
cualquier nivel, no debia consistir en echar a los ricos, sino en hacer ri-
cos a todos®. Entiendo su afirmacion como un consejo hacia la redistri-
bucidn. Si los museos son ricos en visibilidad, si son ricos en capital sim-
bdlico, entonces tendrian que hacer visible la desviacion del canon he-
gemanico, por ejemplo. Si bien es cierto que la batalla no puede librar-
se sdlo a través del mainstream, y aunque no debamos conformarnos
con eso, este es sin duda parte del cambio. Queerizar el museo es, en




parte, utilizar los focos para mostrar las practicas artisticas queer. Un
ejemplo seria la obra del patio interior del Edificio Nouvel en el Museo
Reina Sofia. Beauty Salon es una pieza de Giuseppe Campuzanoy
Miguel A. Ldpez, que traviste la fachada del museo con retratos queer
de gran tamafio reivindicando la visibilidad de los futuros queer, con-
frontando la posibilidad utdépica de que este futuro suceda, con la rea-
lidad. Lo queer en Campuzano es la mezcla obligada, la revuelta de los
miserables y el sefialamiento de la falsa estabilidad de la autoridad co-
lonial cis-hetero®. A pocos metros de la pieza de Campuzano y Ldpez se
encuentra la puerta principal del Café Nouvel, una cafeteria elegante

y cara que hace imposible que el vecindario medio de Lavapiés -donde
esta el Museo Reina Sofia- pueda parar por alli. La lucha queer por des-
velar las diferentes estructuras de poder tiene lugar en espacios muy
concretos del museo y no todo el tiempo. Y aunque dudo que la con-
vivencia de muchos universos en el museo garantice la igualdad, creo
que es un paso en esa direccion. ;Cudnto tiempo se necesitaria para
que cunda la idea de un cambio radical, si tal cosa es posible?

No creo que los museos tengan que desaparecer para cambiar
su dinamica. Hay muchas formas de sefalar su pasado patriarcal, bur-
gués y colonial, que ya se estan usando en algunos museos®. Podria
ser a través de pequefios gestos, relacionados con su localidad, que no
se controlen ni se vendan. El museo puede, a veces lo hace, ofrecer su
espacio para la ocupacion. Quiza, los museos podrian ser lentamente
desmantelados de dentro a fuera si sus trabajadores mantienen su in-
dependencia, si no funden su identidad con la de la institucién. De este
modo, seria posible criticarla con cierta distancia. Esto significaria que
los museos podrian entenderse no como ficciones liberadas de violen-
cia y opresion, sino como espacios en los que se puede hablar de esas
opresiones y luchar contra ellas. Y creo que esta relacion y tu generosi-
dad al tenerme aqui forma parte de ese cambio radical.

Muy atentamente,
Carmen C Santesmases
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ENDNOTES

1 Paul B. Preciado (2017) https://vimeo.com/239484758

2 Cristina Morales (2020) https://www.youtube.com/watch?v=DdneVT5ej-M

3 http://[www.mg-lj.si/fen/education/3461/workshops-women-gazing-at-
women/

4 Alicia Arévalo, Carmen Santesmases, Francesca Todeschini (2021)
https://www.arteinformado.com/documentos/14.Covid-19_por_Alicia_
Arevalo, Carmen_Santesmases_y Francesca Todeschini.pdf

5 Paul B. Preciado (2017) https://vimeo.com/239484758

6 Maria Galindo (2020) https://iips.usac.edu.gt/wp-content/uploads/2020/03/
Sopa-de-Wuhan-ASPO.pdf

7 Cristina Morales, Cristina Rosenvinge (2020) https://www.youtube.com/
watch?v=BNSKdz_GW74

8 Mateo Feijéo, Carmen Santesmases (2021) https://veinte20.org/mateofeijoo/

9 Miguel Angel Campuzano (2007) https://pdfcookie.com/documents/
campuzano-museo-travesti-del-perupdf-g270yogd3ovo

10 Beatriz Martinez Sosa (2022) Revisidn y reflexibilidad: cuando el museo se
expone. https://www.youtube.com/watch?v=Uzput6JoFAY
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Antwerp, March 2022

When | asked him to write a letter to the future museum, Pascal Gielen
sent me this drawing that artist Karina Beumer made during his lecture
on the constituent museum. | have added a quote from his text below.

“After all, a constituent museum policy constantly creates openings.
It creates possibilities to make visible (as yet) invisible, inaudible and
non-expressible cultural expressions. Constituting, therefore, means
moving around, constantly presenting new frames of reference, mod-
els of meaning and possibilities for qualification. However, in doing
so, a museum risks losing the ground under its feet, stability and cer-
tainties that are just as necessary to be able to function at all as an in-
stitute of meaning. In other words, development and innovation (the
niche effect) must be able to balance with a permanent collection and
a canon in order for a museum institution to function. It is therefore
necessary that a constituting movement slows down and comes to a
standstill at regular intervals. At that moment, the institution emerges
that guarantees certainties and fixed values. However, when the mu-
seum becomes bogged down in this institutional movement, it comes
to a standstill. It cuts itself off from society as a showcase of lifeless ar-
tefacts, a collection of dead culture from a past, distant or otherwise.
If, on the other hand, it remains a mere constituent, it tends to drift
adrift in an endless ocean of cultural relativism.”
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Eindhoven, Sunday, February 27, 2022
Dear Bojana,

This letter comes, as so many things, too late. | was supposed to send
it on Friday, but like everything this also went differently than planned.
This letter is now written on a Sunday, two days late. Adela asked me
to write it, which is a somewhat unusual way to start a letter, yet then
not much is business as usual today (nor was it ever within the context
of Internationale). The letter is also written under the very dark spell
of the Russian invasion of Ukraine. The horror is so unspeakable, that |
don’t have words to describe what is happening. Perhaps at the end |
might find some.

Adela’s request was to write a letter to someone to reflect on
our current EU-funded programme Our Many Europes. | didn’t have to
think long, to come up with you as receiver, even if there are so many
people in my mind that | cherish, belonging to the loving cosmology
of L’Internationale. Still, I quickly arrived at you, as it was you whom
| approached to talk about my own ambition within the programme
to address, in one way or another, the Yugoslav wars of the nineties
and especially the dramatic Dutch participation in it and its role in the
Srebrenica genocide. In some sense our exchange and the difficult pro-
cess that followed out of it describe to me best what | have learned
from L’Internationale.

When | approached you it was not out of the blue, as we
had known each other since 2009, even if not very well perhaps.
| was then a very young researcher and just started at the Van
Abbemuseum. | was invited by Charles to join the Next Step confer-
ence in Ljubljana, which Moderna galerija organized. Since that mo-
ment | became more and more fan of the idea of L’Internationale. My
interest in it was that it offered me a way to find a position within a
changing world, which | found hard to relate to. The moment around
2009 one could describe negatively as the point when the Western



optimism of the globalization of the nineties was questioned and

its hegemony, summarized in an liberal, capitalist, democratic social
model, got a big blow felt even in the centres of the West, especially
9-11 and the banking crisis. To me, a blond, white boy from the most
ancient centres of the West - the Netherlands - it meant a very rig-
orous recalibration of my worldview. As perhaps most people living
under an hegemonic ideology, | was hardly aware that my worldview
had been determined by one. And even when | dimly understood
that that was the case, | had very little idea what | could do about it.
L’Internationale in some sense was where | found my own answer to
that search, as it was within the context of the confederation, that

| was allowed to obtain a much richer outlook on the current world
and its history.

It was also within this context that Yugoslavia as region and
history appeared in my life with a depth and significance endlessly
more meaningful then the blunt clichés | grew up with. It was also
within this context that | started to ask myself why the narrative | had
to describe the Srebrenica tragedy was so shallow and meaningless?
What had really happened there and why wasn’t it translated into a
story that could give us both direction and understanding?

The first thing | learned within the context of L’Internationale
was that some questions take time and cannot be asked or answered
directly. | don’t even remember how | spoke about it then, but at
that moment the conversation that | had didn’t translate into action.
Instead what I learned was first of all the general complexity of mod-
ern Europe and how the world was strung together through the vio-
lent history of European Imperialism. The manner in which | learned
this was through listening to my colleagues in L’Internationale and
their friends, followed by reading, whereby for the first time history
books took over from art history books.

This attitude of listening is perhaps what most contradicted
with the region and context | grew up in. When you live in it, you are
hardly aware of it. As white boy in the Netherlands, you are cultivated



into an attitude that always believes that you can quite quickly under-
stand what is happening and, even more annoying, believe you know
also what everybody should be doing. Recognizing what you don’t
know, and that your position of privilege perhaps even blocks you
from understanding, is perhaps the first thing | had to do.

So, after this tough lesson, it took me quite some time to dare
to ask the question into the complex history of Srebrenica. It was
only at the beginning of this current programme Our Many Europes
that | felt the time was right. The person | asked the question to was
you and several other colleagues from Moderna galerija, whereby
in the end it was us too who spoke about it most. The essence of
your response to my question was in a sense simple and beautiful
and echoed what | had learned from L’Internationale in the years be-
fore. You said: don’t ask me, ask people in Bosnia. Of course, our con-
versation was much longer than that, but this was the core. Even if
Slovenia was a part of Yugoslavia, it wasn’t proper for you to speak
about what happened elsewhere in the federation. What you could
do, and did, was to introduce me to people from Bosnia and start the
conversation there.

| followed your advice and was happy with your help. You in-
troduced me to Lana Cmaj¢anin and she then introduced me to more
people in Bosnia and beyond. In the conversation that unfolded what
happened is very much in line with what had happened before. How
| saw things was quite different from how they saw things. The first
and most prominent thing was the topic of Srebrenica itself. They
made clear to me that to understand Srebrenica, we should not talk
about Srebrenica. This kind of complex and paradoxical logic proba-
bly in 2008 would have made little sense to me, but being connected
to L’Internationale for ten years made me more susceptible to the
wisdom in these confusing remarks.

Srebrenica had become a brand-name not so much for an
event, but for a particular reading of that event, which was prob-
lematic in many ways. Perhaps most of all, because, as | fear also



my own intention was, this reading tried to contain the eventina
narrative of guilt and forgiveness, while omitting to ask why it had
happened. The narrative around Srebrenica was one of an aggres-
sor — the Serbs - the victim - the Muslim Bosnian population — and
the weak policeman - the UN, and in this case the Dutch. Whereby

in this narrative the only thing that seemed to occupy the world, and
especially the Dutch, was why the policeman failed so dramatically.
Nowhere, in this narrative, was the question raised as to the longer
history of the conflict, the bigger role played by the European imperi-
al powers in this conflict. Nowhere did people wonder if and how the
imperial powerplay that had played such a major role in the region
throughout the nineteenth and twentieth century, echoed schemes
of repression and exploitation practiced in the many colonies of the
empires. The approach to the conflict was as ineffective as trying to
mend a broken arm by putting on make-up.

So, as in most processes | have been involved in within
L’Internationale, | had to come to terms with my own ignorance and
arrogance, by forgetting what | thought | knew and listen. The plan
that we started working with in the end departed from this neces-
sity to talk and listen, the necessity to take this step of exchange
before anything else. During these conversations another event ap-
peared more and more from the background as the better starting
point, an event very well known to you: the Bandung conference of
1955 in Indonesia, which marked the beginning of the Non-Aligned
Movement. Re-reading the Yugoslav wars from the nineties against
the background of this important alliance, appeared to hold much
potential. Connecting the wars in the nineties with this movement
which for the first time in history, united a wide and disparate coali-
tion of countries and people who were in different ways victims to
the colonial aggression of European empires, seemed like a small
step into arriving at somewhat more of the “full” story.

In all its imperfection this process to me marks what is the beau-
ty of L’Internationale and also its notion of “constituent museum”.



Museums and the professionals in it, especially the curators or the
so-called “content staff”, especially within the West, are trained tra-
ditionally to consider themselves as being in possession of knowl-
edge, whose professional challenge is mostly how to disseminate this
knowledge. How the knowledge is obtained, and if you are even in

a position to be able to claim such knowledge, are questions rarely
asked. This is profoundly problematic in a world where there are so
many experiences of the same event, which only in their interaction
can produce something of a meaningful narrative to relate to it. Even
if constituent working remains profoundly difficult, the main principle
of it, I think, has helped me and the museum I work for, to change my
practice and experiment with collaborative forms whereby more peo-
ple are brought into a position to speak from their understanding and
experience.

The process to address Srebrenica is also meaningful to show
that the constituent museum is not a ‘numbers game’. It is not so
much about including the maximum number of voices or even a form
of full scale representation. Perhaps the museum sector as a whole
could have such monumental aspiration, certainly not one institu-
tion, not even the whole L’Internationale confederation. What we
can do as constituent museums, is to recognize the limitations of our
own perspective and invite people into the process, and figure out
together how other perspectives can be made visible. Not only in the
form of artworks shown, but by being responsible together for the
narrative, for the institution. Maybe then one escapes the pitfall of
the echo chamber, repeating only the perspective already known,
and allowing the possibility to see things anew in a more meaningful
manner.

While writing this letter, | received an e-mail from Sara Buraya,
written to a large group of L’Internationale colleges. There has been
contact with people in Ukraine and members of the confederation
asked if and in what way we could help. It is against and beyond all
odds and it is saddening and depressing to realize how little one can



do. Yet, | see a tiny glint of hope in the fact that our method remains
intact and that instead of speaking about Ukraine, our principle re-
mains to ask people in Ukraine to speak for themselves and ask them
what they would need from us. | fear as cultural institutions we give
very little to help to face the immediate peril, yet we will do what we
can to help raise awareness by giving voice to those in danger.

Thanks Bojana, for all the conversations, and helping me to
learn to listen.

Sincerely,

Steven
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Warsaw, February 2021

Dear Museum (building) under construction

Hope you are doing well, although it’s surprisingly cold this winter.

| see You growing from the basements at the construction site when

| pass the center of Warsaw. Hope you have good company. Different
people take part in Your becoming. Some of them touch Your concrete
walls with their hands, and others with thoughts and concepts. You
are quite a complex structure although you are not ready yet.

Who will make Your white concrete interiors alive? Is it art?
Works from museum collection on permanent exhibition or those
which just drop in for temporary ones? And artists who create them -
what place and role will they take in Your every-day functioning?

Talking about people - | wonder which department of workers
You will like and need the most? Technicians, curators or maybe the
education team? Who else do you expect to cocreate your daily life?
Art-experts, common Warsawians, tourists, migrants, students, people
with special needs or insects?

Would You like to stay quiet and empty only with pictures of
you on social media and online transmissions from Your belly? Or do
you prefer busy meetings, crowded vernissages, performances and
other events?

| am very curious what reality will you grow into. | hope You will
be a place of meetings open for those who need to use you, who need
to say or show what is important and what is not visible enough. Hope
You will be used by many and it will make you happy. I also hope You
will go green one day.

Bye for now, | think about you a lot.

Marta
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Istanbul, June 2022

Dear SALT,

Whenever | come by, either as a viewer or as a participant, you of-
ten remind me of a childhood memory. | recall holding my grand-
mother’s hand and walking into the building of the former Ottoman
Bank, where you are currently situated in Beyoglu. | would observe its
wooden counters and grand pillars with admiration, and feel a sense
of detachment that one would often experience in older stone build-
ings on a hot summer day.

Years later, through the exhibition A Century of Centuries, this
particular memory unravelled within another fragment of time, when
| discovered a ceiling fresco on the second floor of SALT’s Beyoglu
building delineating an unknown land that echoed the unknowns
of the space. And that led to a more profound journey, which also
formed the way | experience and make sense of certain places.

These two encounters resurface whenever | happen to bein,
or pass by your buildings. | think these particular memories configure
how | perceive your presence through the spaces that shape you as
an institution. It is also deeply connected with the idea of preserving,
collecting, and sharing in a vicious cycle of remembering and forget-
ting, erasure and reinscription of the contested flow of history that
surrounds us.



A ceiling fresco in SALT Beyodlu, 2015
Photo: Mustafa Hazneci (SALT)







My encounter with SALT often leads me to discover different timelines
and historical layers. It seems to me that both of its buildings have a
crucial role in defining and reinforcing the institution’s layered identity,
standing as the reminders and witnesses of urban history. As someo-
ne who often associates the physical and historical presence of space
with what it produces, | keep thinking about how SALT resonates with
where it has been based. It invests in the meaning of “recording time”
and forms an entire body of recollections that probe the depths of so-
cial, political, and urban histories through its connection with the idea
of the archive and the production of knowledge.

As an artist who has participated in various public program-
mes and exhibitions organized by SALT, such as A Century of Centuries
and Apricots from Damascus, | have often felt the inevitable presence
of the institution’s physical structures. Acting as living organisms that
constantly render the cyclic flow of the city, or rather, as the keepers
of its momentum and trajectory, both sites activate, transform, and
enhance the scope of each endeavor. At this point, | think SALT is roo-
ted in the characteristics of where it is housed, both physically and me-
taphorically, which is reflected in and communicated through different
methodologies of knowledge and cultural production.

SALT Galata, as the former headquarters of the Ottoman Bank,
bears the traces of Alexandre Vallauri’s work, while SALT Beyoglu is si-
tuated within the former Siniossoglou Apartment, a building that as-
sumed many personas due to societal ruptures — functioning first as
a residential apartment inhabited by citizens of varying ethnicities,
and later, as the headquarters of a political party, with offices used for
commercial purposes before hosting Garanti Platform, and eventually
SALT. In this context, the institution carries a deep understanding of in-
heritance through its multi-layered shell, evoking a sense of accumula-
tion manifested in an ever-expanding urban and cultural palimpsest.

Hera Buyiktasciyan



istanbul, Haziran 2022

Sevgili Salt,

Ne zaman bir izleyici veya katilimci olarak ziyaretine gelsem bana bir
cocukluk anmimi hatirlatiyorsun. Beyoglu’ndaki mekanina ev sahipligi ya-
pan, bir zamanlar eski Osmanli Bankasi’nin da bulundugu binada anne-
annemle ele ele tutusarak ylruytsimuazu hatirhyorum. Ahsap tezgah-
larini ve heybetli sttunlarini hayranlikla seyreder, sicak yaz giinlerinde
eski tas binalarda bulunan pek ¢ok insanin deneyimledigi gibi disarisiyla
aramda bir kopukluk hissederdim.

Seneler sonra, Yizyillarin Yuzyili sergisi vesilesiyle, Salt
Beyoglu’nun ikinci katinin tavaninda bilinmeyen bir yeri betimleyen ve
bu mekaninin bilinmez yénlerini de cagristiran freskoyu kesfettigim-
de, bu hatira bagka bir zaman parcacigi tizerinden tekrar belirdi. Bu da
daha derin bir yolculugun baslangici oldu, bazi mekanlari deneyimleme
ve anlamlandirma seklimi belirledi.

Bu iki karsilasma binalarinin icinden veya yanindan ne zaman
gec¢sem tekrar yiizeye cikiyor. Bu anilar, seni bir kurum olarak sekillen-
diren mekanlarin Gzerinden varligini anlamlandirmami saglyor. Boylesi
stirecler, bizi cevreleyen tartismali bir tarihi hatirlama ve unutma, silme
ve tekrar yazma edimlerinin kisir déngtistine ickin olan muhafaza etme,
toplama ve paylasma eylemleriyle de yakindan iliskili.



Salt’la karsilasmalarim genel olarak farkli zamansalliklari ve tarihsel kat-
manlari kesfetmemi sagliyor. Bana gore iki yapi da, kentsel tarihin hatir-
laticilart ve taniklart olarak, kurumun katmanli kimliginin olusturulmasi
ve pekistirilmesinde olduk¢a 6nemli bir rol oynuyor. Mekanlarin fiziksel
ve tarihsel varliklarini tiretimleriyle iliskilendiren biri olarak, Salt’in i¢in-
de bulundugu mekani nasil yansittigini distintirken buluyorum kendimi.
Salt, bir anlamda “zamani kaydetme” fikrine yatirim yaparak, arsiv kav-
rami ve bilgi tretimiyle kurdugu iliski tizerinden sosyal, siyasi ve kentsel
tarihlerin derinliklerine inen bitdincdl hafizalar olusturuyor.

Salt’ta diizenlenen Yiizyillarin Yiizyili ve Sam’da Kayisi gibi cesitli
sergi ve kamu programlarina katilmis bir sanat¢i olarak, kurumun fizik-
sel yapilarinin kaginilmaz varligini farkl sekillerde deneyimledim. $Sehrin
dongusel akisini stirekli olarak gérindr kilan organizmalar ya da sehrin
deviniminin ve ydriingesinin muhafizlar olarak bu iki mekan, kurumun
calismalarini etkin kiliyor, déntisiimii ve gelisiminde rol oynuyor. Bu
noktada Salt’in hem fiziksel hem de metaforik olarak, mesken tuttu-
gu yerin 6zellikleri Gizerine kurulu oldugu disiniyorum. Bu da farkli
bilgi ve kiltlr Gretimi yontemlerine yansiyor, bu yéntemler aracihigiyla
aktariliyor.

Osmanli Bankasi’nin genel midiirlik binasi olarak tasarlanan
Salt Galata Alexandre Vallauri’nin calismasinin izlerini tasirken, Salt
Beyoglu toplumsal kirlmalar sebebiyle bircok kez kimlik degistirmis
eski Siniossoglou Apartmani’nda bulunuyor. Onceleri farkl etnik kim-
liklerden insanlarin yasadig1 bu apartman, daha sonra bir siyasi partinin
il baskanhgl, biiro ve is hani gibi islevler Gstlenmis, ardindan ilk olarak
Garanti Platform’a ve nihayet Salt’a déniismus. Bu baglamda kurum,
cok katmanli kabuguyla miras kavramina dair derin bir kavrayisi icinde
barindiriyor; cagirdigi birikim anlayisiysa, durmadan genisleyen kentsel
ve kiltiirel bir palimpsest olarak viicut buluyor.

Hera Buytktascryan







INSTITUTIONS

8.

Dear ariisis,
egearchers, col-
sagues and users
of SALT/ Gul Igel,
EvIUl Senses



Istanbul, June 2022

Dear artists, researchers, colleagues, and users of SALT,
What a challenging past few years it has been!

We have been coping with the pandemic, adjusting our lives accord-
ingly, and grappling with the social and economic consequences.
Unfortunately, the down times affected our motivation, and the physi-
cal distance created a strange sensation of detachment.

Every cultural institution had a unique, and challenging expe-
rience navigating through immense uncertainty on a global scale, and
SALT’s was no different. At the time when the pandemic transformed
into a “reality” from a remote possibility, SALT was planning to open
the exhibition Climavore: Seasons Made to Drift by London-based spatial
practitioners Cooking Sections. We had been working for the show for
almost two years and the research process involved several field vis-
its; sharing and learning from a diverse range of people from different
disciplines and places, which was the part we enjoyed most in this pro-
cess. Our main goal was to bring people together that contributed to
the research and elaborate on the cases — works presented by Cooking
Sections, but due to the pandemic our main goal took a hammering.

After the initial shock, we started to find new ways to challenge
the difficulties brought on by the pandemic, and creative approaches
to continue. Luckily, working within a cultural institution with an inter-
national network helped us immensely in motivating our hearts and
minds. Collectivity and solidarity came to the fore, and being involved in
exciting new discussions with colleagues, peers, and mentors gave us
the opportunity to decipher and utilize the necessary coping tools for
the much-needed intellectual and emotional stimulation. Through col-
lective work, we were able to follow up our research and programming
with more of an experimental approach.



The exhibition, which was initially to open in the spring of 2020,
could now be launched only a year later in April 2021. The artists could
not come for the installation and hence we constantly communicated
online through digital drawings and online meetings. Although online
programs often are unable to replace the physical environment of shar-
ing, our follow-up conversations with the artists as well as the public
online turned out to be fruitful, collaborative, and inspiring.

Stubbornly holding on to the so-called “normalcy” in this post-
truth society, we now know how to sustain a certain cool and calm. We
are more committed to learning than ever, especially when embarking
on new research projects. We keep in mind what we learned and expe-
rienced during this time span and utilize these tools to continue strong-
er despite the pressing economic and sociopolitical circumstances. As
newcomer programmers to the SALT Research and Programs team, we
look forward to collaborating with our L’Internationale partners and
meeting everyone in person one day, hopefully soon.

Our warm wishes,
Eyliil Senses and Giil icel



istanbul, Haziran 2022

Sevgili sanatgilar, arastirmacilar, ¢calisma arkadaslarimiz ve Salt
kullanicilari,

Son birkag sene ne kadar da zorlu gecti!

Salginla beraber degisen kosullara uyum saglamaya calistik; sosyal ve
ekonomik sonuclariyla bogusmak durumunda kaldik. Kapanmalar mo-
tivasyonumuzu da etkiledi ve fiziksel mesafe tuhaf bir kopukluk hissi
yarattl.

Her bir kiltir kurumu kiresel 6lcekteki belirsizliklerle ugrasirk-
en kendine 6zgu zorluklar yasadi. Salt icin de durum farkli degildi.
Pandeminin uzak bir ihtimalden bir “gerceklige” dénistigi donemde
Salt; mekansal pratiklere odaklanan, Londra merkezli Cooking Sections
ikilisinin iklimcil: Mevsimler Siiriiklenirken sergisini agmaya hazir-
laniyordu. Bu sergiye neredeyse iki senedir hazirlaniyorduk ve arastir-
ma siirecinde cesitli saha ziyaretleri gerceklestirmistik. Farkl yerlerden
ve disiplinlerden insanlarla tecriibeler paylasmis, onlardan bir stirQ
sey 6grenmistik ve bizim icin stirecin en keyifli kismi da bu olmustu.
Amacimiz, arastirmaya katkida bulunan insanlari, Cooking Sections’in
sundugu vaka arastirmalarini etraflica incelemek tizere bir araya get-
irmekti, ancak maalesef bu planimiz da pandemiye yenik dista.

ilk soku atlattiktan sonra, pandeminin getirdigi zorluklarla basa
ctkmak icin yeni yollar bulmaya, devam edebilmek icin yaratici yaklasim-
lar olusturmaya basladik. Sansliyiz ki, uluslararasi bir aga dahil olan bir
kdltir kurumunda ¢alismak motivasyonumuzu yiiksek tutma konusun-
da bize epey yardimci oldu. Kolektivite ve dayanisma éne cikt. is ark-
adaslarimiz, akranlarimiz ve mentorlarimizla beraber yeni ve heyecan
verici tartismalara dahil olmak, bu dénemde entelekttiel ve duygusal
acidan ihtiyacimiz olan fikir alisverisi i¢in gerekli araclari kesfetmemizi



sagladi. Kolektif calisma sayesinde daha deneysel bir yaklasim gelistir-
erek program ve arastirmalarimiza devam edebildik.

2020 baharinda agilmasi planlanan sergi, ancak bir sene son-
ra, Nisan 2021’de gerceklesebildi. Sanatcilar kurulum icin gelemedi,
dolayisiyla siirekli olarak dijital ¢izimler ve cevrimici toplantilarla iletisim
halindeydik. Cevrimici programlar cogunlukla fiziksel paylasim or-
taminin yerini dolduramasa da sanatgilar ve izleyicilerle stirdiirdigiimiiz
cevrimici sohbetler oldukca bereketli, katilimci ve ilham verici oldu.

Gundmaziin gerceklik 6tesi toplumunda inatla s6zde “normal”’e
tutunmaya ¢alisirken, degisen dinamiklerle beraber belli bir dl¢tide sak-
in ve serinkanli kalabilmeyi 6grendik. Ozellikle de yeni arastirma proje-
leri s6z konusu oldugunda, 6grenmek igin her zamankinden daha kara-
rhyiz. Bu zaman dilimi boyunca 6grendiklerimizi ve deneyimlediklerimizi
yeni aracglara donustiirerek, giderek zorlasan ekonomik ve sosyopolitik
kosullara ragmen daha giiclu bir sekilde devam edebilmek icin kul-
laniyoruz. Salt Arastirma ve Programlar ekibine yeni katilan program-
clar olarak, L’Internationale ortaklariyla beraber ¢alismak ve umariz ki
yakin bir gelecekte herkesle yiiz ylize tanigmak icin sabirsizlaniyoruz.

icten dileklerimizle,
Eyliil Senses ve Giil icel










Istanbul, 15 February 2022

Dear Users,

Here are a few questions for you;

Where are you? Where do you go when it is not possible to visit the
cultural institutions, use the library, see the exhibitions and explore
the archives?

Who do you have with you? Who do you talk to? Who do you listen
to? Is there anyone answering your questions? Have you got someone

teaching you or you can teach to?

What do you need? Have you got all the resources you need? Have you
got an internet connection and books?

What makes you curious? What do you want to learn about?
And lastly, what can we do for you?

Best regards,
Onur
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TIMIELINE
Mediation group
el ale process
(clates, Tacts,
and images)




WHEN

WHAT

WHO

HOW

23/11/- Exchange e-mails Adela Zeleznik, Pablo
21/12/2017 regarding the Mediation Martinez, Andreja Bruss,
research programme Maria Mallol
Mediation and audience
development capacity
building strand
17-19/ Kick off meeting. All members of the future Photos,
09/2018 Museo Reina Sofia working groups. Amongst p. 282
them (which later will
be part of the Mediation
Group) Pablo, Adela,
Fran MM Cabeza de Vaca,
Sebastian Cichocki
30/11/2018 Meeting Mediation Adela, Fran, Maria, Pablo,
in Madrid (as part of Sebastian, Piet van Hecke,
the participation in Mabel Tapia, Tonina Cerda
the conference Wide
Audiences, celebrated at
Museo Reina Sofia)
20/01/2019 Online meeting Pablo, Adela, Mabel, Fran,
Sebastian, Onur Yildiz
26/02/2019 Online meeting Fran, Sebastian, Onur,
Mabel, Maria, Adela, Alba
Pérez Cadenas
26/03/2019 Online meeting Fran, Alba, Sebastian,
Pablo, Mabel, Adela
30/04/2019 Online meeting Unregistered attendants,
no minutes on this
meeting
28/05/2019 Online meeting Fran, Pablo, Maria, Adela,
Zofia Czartoryska
25/06/2019 Online meeting Fran, Alba, Sebastian,

Pablo, Mabel, Onur, Adela



WHEN WHAT

WHO HOW

17/09/2019 Online meeting Zofia, Mabel, Adela, Onur,
Fran, Alba, Olle Lundin
30/10/2019 Online meeting (missing minutes)
13-15/ Mediation meeting in Guests: val flores, Maria Photos,
11/2019 Barcelona at MACBA Salgado, Maria Monsonis p. 283

(workshop at MACBA
Kitchen) Adela, Olle, Alba,
Sebastian, Piet, Tonina;
Marta Przybyt, Fatma
Colakoglu, Anna Cerda,
MACBA: Alicia Escobio,
Isaac San Juan, Yolanda
Jolis. Fran could not
attend because of lower
back pain

NO MEETINGS REGISTERED (NO MINUTES)

14/03/2020 Lockdown in Spain
18/03/2020 Lockdown in Belgium
22/03/2020 Lockdown in Turkey
23/03/2020 Lockdown in Netherlands
25/03/2020 Lockdown in Poland
31/03/2020 1st meeting online in Adela, Alba, Piet, Olle,

pandemic Pablo, Fran, Maria, Marta,

Mabel, Onur,

07/04/2020 Weekly online meeting Adela, Alba, Piet, Olle, Olle sent to all

of us an example/
experiment of

an »e-learning«
material based
on sound.

Pablo, Fran, Maria,
Marta, Mabel, Onur




E

WHEN

WHAT

WHO HOW

14/04/2020 Weekly online meeting Adela, Olle, Mabel, Pablo, = We decided to
Onur, Marta, Fran split in smaller
! ! groups to work
on each material
separately:
Collections (Olle,
Alba), Constituencies
(Fran, Pablo and
Onur), Mediation
(Marta, Piet, Adela).
21/04/2020 Weekly online meeting Adela, Alba, Fran, Mabel,
Olle, Pablo, Sebastian,
Sofia
28/04/2020 Weekly online meeting Adela, Fran, Mabel,
Marta, Olle, Pablo, Piet
12/05/2020 Weekly online meeting Adela, Alba, Fran, Mabel,
Olle, Onur, Pablo
19/05/2020 Weekly online meeting Adela, Fran, Mabel, Olle,
Pablo
26/05/2020 Weekly online meeting
09/06/2020 Weekly online meeting Adela, Pablo, Marta, Piet,
Mabel, Alba, Fran
16/06/2020 Weekly online meeting Onur, Adela, Pablo, Marta,

Mabel, Olle, Fran




B

WHEN

WHAT

WHO

HOW

23/06/2020

Weekly online meeting

Adela, Pablo, Marta, Fran,

Mabel

The three groups
have advanced in
their work and we
think we need now
to move forward

to the next step.
Now we all have to
propose someone
to lead the editorial
work which will
put all the material
we have done in

a direction. The 3
groups might be
finishing their work
during this week.
We consider that
this person should
be someone from
outside the group
or the insitutions, in
order to bring some
fresh eye to the
materials and make
it (hopefully) more
radical.

30/06/2020

Weekly online meeting

No minutes found

07/07/2020

Weekly online meeting

Maria, Marta, Alba, Olle,

Adela, Mabel

14/07/2020

Meeting posponed

29/09/2020

Online meeting

A new member

of mediation team
from MSN: Marta
Skowronska-
Markiewicz, from
then on we are
talking about
»Marta & Marta«.

21/12/2020

Olle announced
he was leaving
VAM.

05/11/2020

We invited Sofia
Olascoaga to help
us organize
e-learning material.



WHEN

WHAT

WHO HOW

25-26/
01/2021

First workshop meeting
with Sofia Olascoaga

Maria, Sara, Adela, Onur,
Pablo, Viviana, Marta,
Fran, Sofia

Photos,
pp. 280-281,
284

1-2/02/2021

Mid term meeting OME
L'Internationale

Adela and Pablo read the
letter Dear Colleagues

23/02/2021 Workshop 2: letter
writing development
06/04/2021 Alba communicates
she's leaving
her position in
the Education
Departmen
05/05/2021 Workshop 3: Notions of Photos,
Documentation Purposes p. 285
from Letter Writing
Strategy
25/05/2021 Workshop 4: Maps of
addressed experiential,
conceptual and political
aspects
23/07/2021 Pablo sent us a mail
that he was sacked
from MACBA.
22/08/2021 Onur left SALT.
30/11/2021 Workshop 5: Additional
Letters
08/02/2022 Workshop 6 letters,
incoming commissions
(final ones!), footnoting
(revision needed for
context, or commenting)
28-29/ Editorial team meets in Sofia, Fran, Adela Photos,
03/2022 Madrid pp. 286-287
26/04/2022 Mediation group Fran, Adela, Maria,

Martas, Giil, Eylil, Fatma,
Anna, Maria



B

WHEN WHAT WHO HOW
26/05/2022 Editorial team meets Sofia, Fran, Adela, Maria
online
05/05/2022 Editorial team with Fran, Adela, Sofia, Marta
Blyzkist and MSN and Marta with Taras
from Blyzkist
30/05/2022 Adela, Maria
23/06/2022 Meeting in the lobby of Maria, Adela
the hotel in Warsaw
23/06/2022 Meeting with the design Sara, Maria,
studio Fontarte in Artur Frankowski,
Warsaw Magdalena Frankowska
29/06/2022 Editorial team meets Sofia, Fran, Adela
online
06/07/2022 Editorial team meets Sofia, Fran, Adela
online
13/07/2022 Editorial team meets Sofia, Fran, Adela
online
20/07/2022 Meeting with Fontarte Sofia, Maria, Magdalena,
Artur
10/08/2022 Editorial team meets Sofia, Fran, Adela
online
18/08/2022 Editorial team meets Sofia, Fran, Adela
online
24/08/2022 Editorial team meets Sofia, Fran, Adela, Maria
online
06/09/2022 Editorial team meets Sofia, Fran, Adela
online
14/09/2022 Editorial team meets Sofia, Fran, Adela
online
21/09/2022 Keyword date. Editorial Sofia, Fran
team meets online
27/09/2022 Editorial team meets Sofia, Fran, Adela, Isabel,

online

Maria
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Photos and concept maps done vv
during the Kick-off meeting of P
“Our Many Europes” programme

in Madrid. 17-19 September 2018

« Caption Previous page:
Minutes workshop by Fran MM Cabeza de Vaca. 25, January 2021
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Pictures from mediation group
meeting at MACBA, Museu d’Art
Contemporani de Barcelona.
13-15 November 2019



TIMELINE

SurPe I-:I"
SALIDAR by
ViLngRmgLiry
BE LS TRACT

Sofia Olascoaga concept maps.
Workshop 25-26 January 2021



Mediation group working process

Workshop 3: Notions of Documentation
Purposes from Letter Writing Strategy.
5 May 2021

Publication content structure

METEATION

COLLECTION
for/with whom

daginal anchives
activation

who how

why

think/reflect i

Common Maps and the mediation
diagram



TIMELINE 280

lllya and Emilya Kabakov, 20 Ways to Get an Apple Listening to the
Music of Mozart and Other Works, 1997. Photo: Dejan Habicht.
Courtesy of Moderna galerija, Ljubljana

Pawet Althamer, Paradise, 2009. Photo: Jan Smaga.
Courtesy of Museum of Modern Art in Warsaw



Mediation group working process

287

Bicycle protests
Ljubljana, 2020.
Photo: Adela
Zeleznik

Video- Nou
Servei de Video
Comunitari.
Manifestacio
de Bicicletes,
1997. Collection
Museo Nacional
Centro de Arte
Reina Sofia



TIMELINE

Pictures from editorial meet-
ing in Museo Reina Sofia,
Madrid. 28-29 March 2022
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NICK AIKENS is a research curator at the Van Abbemuseum (since 2012)

and a PhD candidate at HDK Valand, University of Gothenburg (since 2018).
He is part of the Editorial Board of L’Internationale Online (since 2013) and
was a narrator for the Glossary of Common Knowledge during the Uses of

Art programme. He has also been involved in numerous curatorial and pub-
lishing projects within the confederation. His current project Rewinding
Internationalism: Scenes from the 1990s, today (Van Abbemuseum, November
2022-April 2023) is part of the Our Many Europes programme and involves
multiple collaborations with colleagues, as well as presenting collections and
research projects from L’Internationale partners.

DORDE BALMAZOVIC, together with Dragan Proti¢, is a founder of the
Skart group, which was established in 1990 in Belgrade, Yugoslavia. During
the 1990s, they collaborated with many activist groups in Serbia, including
Women in Black, with whom they still work. From 1990 to 2000, the group
made little “samizdat” books and artworks, subsequently distributing them
to the citizens in self-organised street actions. From 2013 to 2017, Skart made
seventeen maps of migrants’ journeys to Europe, based on the testimonies
of migrants in asylum centres in Bogovadja and Banja Koviljaca. The Moderna
galerija has been collaborating with Skart in the field of exhibitions and pub-
lic programmes, and from 2016 to 2018, Balmazovi¢ participated in these pro-
grammes with local migrants and asylum seekers.

MADELINE BEACH CAREY is the author of the story collection Les filles dels
altres. Her work has appeared in Southword, Conjunctions, El Mdn d’Ahir, de/
rail, RIC Journal, echoverse, The Sultan’s Seal, Full Stop, The Momentist, and
elsewhere. Carey has been the recipient of awards and fellowships from

the Bread Loaf Writers’ Conference, the Edward Albee Foundation, Faber
Residency, Hawthornden Castle, Greywood Arts, and Ventspils House. She
teaches creative writing at the Irish Writers Centre and is head of Institutional
Relations at MACBA.



BLYZKIST (from Ukrainian for “closeness”) refers to community, to being to-
gether, physically and emotionally. What is this community and who belongs
to it? Are we all part of it, regardless of class divisions, language barriers, or
sexual orientation? BLYZKIST started during the pandemic in 2020, when we
had to remember to keep a safe distance from another person, when “close-
ness” took on a new meaning. Currently, in the context of Russian aggression
towards Ukraine, the ongoing humanitarian crisis at the Polish-Belarusian
border, the persecution of people in Belarus, and events in the Polish and in-
ternational political field the need to come together and to unite in solidari-
ty and provide mutual support is exceptionally strong. We address Ukrainian
and Belarusian-speaking audiences living in Poland — audiences that are far
from their own home. Through our activities we want to build relationships
with people with migrant and refugee experience and support them in feel-
ing “at home” while in another country. The aim of our activities is to inte-
grate migrants from the eastern border of Poland by organising workshops,
meetings, and discussions. We want to be a platform for sharing experiences
and nurturing identity, and we hope that the activities of the Blyzkist group
will fill the gap in Warsaw’s cultural activities aimed at this community. We
are part of the “Sunflower” Solidary Community Centre, which was set up as
an emergency support initiative during the first days of the Russian invasion
of Ukraine. Currently, it functions as an open, supportive, multilingual, and
multicultural space.

MARIA BEBURIA is a cultural and NGO worker from Odesa
(Ukraine) who has lived in Warsaw since 2014. A graduate of the
SWPS University with a degree in Cultural Studies, she studied

at the Institute of Polish Culture, from the University of Warsaw.
Collaborating with the Museum of Modern Art since 2017, Maria has
worked in the Education Department and provided guided tours

of the exhibitions. Together with Taras Gembik, she created the
BLYZKIST collective. She currently works in the Ocalenie Foundation
as a partnership specialist.



OLGA MZHELSKAYA is an art manager and curator from Belarus
who has lived in Warsaw since 2021. She conducts various pro-
grammes for the integration of Belarusian cultural workers in Poland.
She also collaborates with the Museum of Modern Art and other
Polish cultural institutions by organising public events, curating art
exhibitions, and providing guided tours.

TARAS GEMBIK is a cultural worker and performer from Ukraine. He
has collaborated with the Museum of Modern Art in Warsaw as an
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