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P R E F A C E

Since 1983 the Vordemberge-Gildewart Foundation has been  
providing a working scholarship worth 60,000 Swiss francs to young 
artists under the age of 35. This makes the Vordemberge-Gildewart 
Award one of the highest-value scholarships to promote young artists 
in Europe. Exactly as the will of Ilse Leda, the wife of Friedrich  
Vordemberge-Gildewart, intended, there are no conditions attached 
to the use of the money. 

The award winner is chosen annually by an independent  
international jury on the basis of a group exhibition that  
the foundation organizes together with a selected European  
art institution. It is a great honor and pleasure for me that 
mumok has been entrusted with the opportunity to prepare 
this year’s award as the co-organizing partner. This means 
that the scholarship for 2022 will go to an artist whose work 
and life are based in Austria, as the regional young art scene 
of the cooperating institution is always the focus of the  
Vordemberge-Gildewart Award.  

In order to gain the best possible comprehensive overview of the  
key artistic positions in this field, mumok invited renowned artists 
and art historians who are working at Austrian art schools and  
have expertise concerning the most recent artistic developments  
to propose potential participants for the group exhibition. This led  
to a long list with eighty-three nominations, from which the mumok 
curators selected the twenty final participants. The exhibition  
nominated … Vordemberge-Gildewart Award 2022 presents these 
twenty artists, who themselves chose the works or series of works 
to be shown. Here I would like to thank all the experts for their 
well-considered proposals.

I warmly thank the Vordemberge-
Gildewart Foundation and their 
Foundation Board, and also the 
members of the jury, who had  
the challenging task of selecting 
one winner from the twenty 
artists in the exhibition. 

I would particularly like to  
thank my team, which has 
accompanied this project with 
great enthusiasm. I thank all  
the curators for their valuable 
contributions and debates that 
led to selecting the twenty 
names for the exhibition, and  
I thank Matthias Michalka  
for his curatorial work on the 
exhibition and the booklet,  
and also Claudia Dohr for  
her professional exhibition 
organization, and Jörg Wolfert 
and Manuel Millautz for their 
editorial management of this 
publication.

Above all I wish to express my 
gratitude to the artists. Even if 
only one artist can win this prize, 
this exhibition demonstrates  
the high quality of all artistic 
positions, and I warmly thank 
everyone involved.  

Karola Kraus 
mumok General Director
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R E H E M A C H A C H A G E
We begin with a call to come together around shareable moments  
and situations, within specific homespaces, and around specific  
rituals. Neither of us had to put forward this call. Instinctually, we 
have always known to keep an ear out for it, and once heard, we have 
always known when and how to respond to it. This has been our 
quotidian ritual for maintaining bonds within the family, and within 
communities. So, here we are. Three generations of women, and by 
extension, an entire matrilineage, responding to the call. 

Following on from K’eguro Macharia’s 
ideas on the method of gathering, 
and on gathering as a method; our 
creative “offerings” come to be via 
processes which utilize togetherness 
both as a methodology and a thesis. 
In forming the chorus, and the call to 
come together in the chorus much is 
challenged …
 
Here, there is no researcher— 
subject duality …
… no border which marks where  
one voice ends and where another 
begins … 
… and, no attempts at hyper- 
theorizing, hyper-contextualizing, 
and/or hyper-hypothesizing.   
 
Here, there is only the process  
of following “the generosity of the 
call” … and, in turn, an invitation 
for you “to extend similarly generous 
calls.” (Macharia, 2020) 
 
We gather together!
 
Together, we gather!

Our creative “offerings” extend across different media and bring  
our voices together in a chorus which emerges from our conversations 
around autonomy, memory, and history. In some cases, our chorus 
charters troubled and problematic histories; yet we refuse to center 
the entire conversation within the folds of these problematics. History 
has, many a time, done that already. Instead, we choose to navigate 
the other side of the strait by exploring the “different” stories as well 
as the many “possibilities” offered and encountered in the rare, but 
very special moments of family coming together.

We gather here not to ask questions, or to “define 
an object or subject” … “not to mark out an area  
or field” … “not to define borders around objects 
and scenes and situations and archives, and not 
even to break borders between and across fields  
and disciplines” … Rather, we come together  
to “be curious” … to “share wonder” … to “muse  
on possibility” … and to follow on “the generosity 
of the call” (Macharia, 2020).

Notes on the paper (Excerpts from processes  
of writing with Bibi Mkunde), 2021–22 
Installation, paper, soot, scent, video, sound, stones, wood
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İ L K I N  B E S T E 
&  N I G E L

Ç I R A K 
G A V U S

Coming from different backgrounds, and presently working together 
as an artist duo, İlkin Beste Çırak and Nigel Gavus are searching  
for a synthesis of different media; film, poetry, literature, sculpture, 
and space are their fields of exploration, while their work is clearly 
structured and multifaceted. Their shared goal is to transfer  
invisible themes into a visual language and to question the role of  
visual “codes” in our society. Their collaboration addresses identity 
and belonging, and also the design of space in terms of relational  
art and aesthetics. 

Their first film collaboration, Letters from a Window (2020), is seen as 
being far more than an artistic comment on the Covid pandemic and 
crisis—it is not just a film on a specific event. A women is looking  
back from a (hopefully) not too distant future. The perspectives on 
people, places, and objects constantly change. On the level of the 
soundtrack, a warm and gentle woman’s voice is heard in a constant 
flow, addressing someone called “N.” lovingly and longingly. She 
refers directly to the images, as if she were able to look out of a filmic 
window while talking. We are in her head, in her fictitious present.  
A short, long film also about time.

The second film work, It’s on a day like this … (2021), 
is a digitalized 16mm film that portrays a young  
woman who spends her days evading reality by 
sleeping. She creates her own realm of unreality  
by addressing the things and objects that surround 
her. This essayistic film explores the feeling of inner  
isolation and holds up the image of a lonely and  
passive rebellion against the forlorn state of the 
world. 
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L U K A S G R I T Z N E R

Night skies and city gardens, 2022

left objects, used condoms,  
dirty paper towels

it’s a rainy day in April
one of the few this year
and I don’t know what I am  
looking for

some danger
a glimpse moment of tenderness
a hot fuck
a cold shoulder

right in these artificial gardens

Night skies and city gardens is a stage  
like multimedia installation consisting  
of flower arrangements collected from  
different cruising spaces in Vienna, 
displayed on and around a tiled pedestal. 
Carefully hugged by a transparent curtain, 
what is revealed is always also hidden  
and vice versa.

The work creates a dystopian yet romantic 
scenery within the exhibition space that 
is both site-specific as well as imaginary, 
addressing desires in relation to physic-
ality and environments. Stacks of posters 
for the audience to take away pay tribute 
to the work of Felix Gonzales-Torres, tying 
the past and present into an ephemeral 
space.

The installation is activated by Anna  
Rimmel and Lukas Gritzner performing 
their poems.
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J O J O

The place is in an intermediate state. The old 
houses on the coast of Accra have been demolished 
to create the new tourism project and landmark  
of Ghana. This is where I wanted the soccer game  
to take place. I have often thought about the  
meaning of soccer shirts in the Global South, they 
are very prominent in the public image of many 
cities. I think they are more everyday garment than 
fan-related and also not as gender-specific as in 
Europe.

Sometimes art-making feels like an athletic activity. I played soccer 
professionally until I was 19 and then decided that I wanted to follow  
a different path. During that period I felt that my decisions started  
to carry greater weight. In general, I’m interested in hybrids or in- 
between states. This intermediate state between fashion presentation, 
art, and sports performance was important to me. The transition  
between subject and object. The art project DWMC, Dead White Men’s 
Clothes, also operates between the worlds of art and fashion.

I guess my work is a tool to 
better deal with my own complex 
relationship with the African 
continent. I often asked myself 
during the creation of the work: 
Does my gaze on this pitch  
have a color? And if so, which 
one is it?
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F L O R A H A U S E R
Pretty crazy how things some-
times meet all of a sudden 
and start making sense. For 
weeks I worked on a framework 
that was based on a wordless, 
emo tional, dreamlike idea. 
Eventually, at some sort of 
terminal point and surrounded 
by lots of embroidered pieces 
of fabric that were meant for 
yet only half-fi nished wall-
mounted and clothing pieces, 
I asked myself: Ok, and why 
would one wear sacral boxing 
clothing on any occasion 
matching to the wall-mounted 
decoration of a room?

1. PARADE, in German the 
term is commonly defi ned as: 
festive, ceremonial deployment, 
display // SACRAL, this word 
was important to me. An “uber,” 
the “epic,” “numinous,” … The 
clothing shall be extremely 
unpractical, basically form and 
no function. To attire shall be 
beyond everything and the fusion 
with the space surrounding—
downsized: with a big wall carpet 
—was the continuative allegory 
of it. Like in Schönbrunn Castle, 
where the furniture mirrors 
the pattern of the wallpapers 
sometimes, just one step ahead.

2. Somehow boxing happened 
to my life. The close links 
I rapidly forged with the sport 
are overwhelming. The story 
is long and uninteresting, 
but it took a huge, maybe also 
g i g a n t i c  load off  my mind. 
And aft er the title was fi xated 
(PARADE), Designs, everything 
half-way fi nished, boxing 
fused with the sacral torridly, 
I googled what PARADE actually 
means, guess what—I already 
mentioned that the love with 
boxing happened very fast to me, 
and apart from “MUHAMMAD 
ALI” I didn’t know any voca-
bulary for it yet—until now. 
PARADE. Parry in English. 
So successfully warding a beat. 
The more elegant way to block 
an attack. It demands more 
experience. Or could we say … 
an UBER?
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0. It all started with a hood. I set my mind 
on the idea of sewing and embroidering 
a giant hood.



1514

A K L I M A I Q B A L
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Blue is blue,
Neither yours,
Nor mine,
Blue coffin,
Blue can be free from ideology,
The form can deform,
Deform can be formed,
Colours are neutral,
Colours have names to call, 
Colours can change,
Change is okay,
Colours can be transparent,
Colours can overleap,
Overlapping can change perspective,
Overlapping has meaning,
Overlapping has memories,
Overlapping gives experience,
Experience gives energy,
Energy has the power to create,
See without eyes open,
Connect with energy,
Memories can recall,
Memories can be forgettable, erase &  
recreate,
Overlapping story to story,
The story has layers,
It’s bulletproof,
Layers can put musk on the story,
The story can begin new cheaper to rethink 
& rebirth.
Sun can sleep,
When things get chaotic then go to sleep &
Starting all over again ...
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A N A L I K A R
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1— While working on the topic, the artist  
left notes and images in library books.  
An uncategorized collection of pages thus 
accompanies the artwork, but can only  
be seen by chance.

In one of those books with  
the word “future” in its title,  
a note was left behind. It reads: 
“Hibernation always implies  
return and‚ recovery, but it also 
requires a change of conditions.”1

What used to be the largest warehouse complex in times of Yugoslavia, 
grew in the 1990s into a “living, dynamic commercial organism,”  
a shopping centre called City. Simultaneously, a large part of the 
Slovenian Natural History Museum’s collection (its insects, its  
vertebrates, its herbaria) began to inhabit the area. It was supposed 
to be just a temporary solution until a better space was made available 
by the ministry of culture, but that never happened and the animals 
became one of the most permanent, though invisible, elements of the 
City. It is perhaps due to their location being virtually unknown that 
it seems as if they are not only waiting for a better space, but that they 
are waiting in ambush. As if, despite their stillness, they are strangely 
alive. While movements are almost imperceptible, behind the rear wall 
three layers of sound interweave: the echo of the anti-government  
protests coming through the open windows of the museum, the 
pigeons chirping on the deserted streets surrounding the shopping 
centre, the museum employees working in the depot alongside the 
artist. Something in all that gives rhythm to the waiting. 
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I R I N A L O T A R E V I C H
Irina Lotarevich’s sculptural practice is  
shaped by the intersection of her subjectivity 
with larger systems. She works mainly with 
wood and metal, combining high and low  
materials with sophisticated fabrication and  
a sensitivity to spatial narratives. The minimal 
yet specific forms of her sculptures reference 
language, architecture, bureaucracy, labor, 
and parts of the female body.

The Tower (2020) is a freestanding sculpture  
of an imaginary building whose design is 
a cross between the location of a VPN server  
in Manhattan and an oil distillation tower  
seen by the artist on a walk to the refinery  
in Schwechat, Austria. Along the five modular 
levels of The Tower are attached cast tin  
figures of women carrying buckets of produce 
and walking along paths, functioning as  
workers on the factory floor. Pencil marks  
from the planning of the wooden structure  
are left intact to make visible the labor of  
the artist’s hand. The form is enclosed except 
for a small opening at the top, rendering  
the data and/or oil refining process which takes 
place inside The Tower elusive and invisible. 
The work connects the artist’s experience  
on a psycho-geographical dérive through the 
city with larger questions of parallels between 
data and oil processing.

Lotarevich’s wall-based sculptures feature 
repeating elements, such as keys, locks,  
or file-like shapes. The repetition of these  
functional items is excessive, overwhelming, 
and absurdly non-utilitarian. The rectilinear 
and modular frames which house these  
elements emphasize mechanical and detachable  
connections, such as screws. The resulting 
forms recall schematic plans, interfaces, or 
puzzles. The sculptures act as a mirror for the 
viewer’s body and face, with the extreme and 
organized repetition suggesting a neurotic and 
compartmentalizing mindset.

The Tower, 2020, wood, cast sheet metal figures, aluminum, stainless steel, screws 
Housing Anxiety, 2021, aluminum, stainless steel screws, locks and keys 
Photo: Manuel Carreon Lopez / kunst dokumention
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M A R L E N E M A I E R

Digitalization, flexibilization, and the increasing precarity of the  
labor market are more and more evident in city systems and the  
organization of space. The dissolution of the borders between leisure  
and work and the private and the public realms is symptomatic of  
these spatial shifts. This creates new markets for micro-infrastructures  
whose algorithmic dissemination and structures are increasingly 
inscribing themselves in the city space. Against this background, the 
video essay I could tell you, but then you would know takes artificial and 
generic locations for action, which at first sight cannot be ascribed  
to any specific context or purpose, as its starting point, in order  
to illuminate the structures behind temporarily used urban spaces 
such as sleeping capsules, co-working spaces, or so-called meditation 
domes. By means of these semi-public places situated between refuge, 
the maximization of efficiency, and self-optimization the narrative 
gets closer to those people who spend the occasional hour in them in 
their search for isolation.
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A pool,  
a dome,  
a cave,  
an ocean,  
a stage,  
a safe space,  
a hideout,  
a market place, 

a studio,  
a changing room,  
a murder scene,  
a capsule to sleep in,  
a spaceship.
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T H E O D O R M A I E R

When the preacher and  
missionary Roger Williams was 
banished from the theocratic 
Massachusetts Bay Colony three 
hundred years ago because of  
his nonconformist views, he 
acquired land from the Native 
American Narragansetts and 
founded the colony of Rhode 
Island. He studied the Narra-
gansetts’ language and recorded 
impressions of their daily life 
and customs. Each chapter of his 
book A Key into the Language of 
America contains lists of words 
and phrases and anthropological 
observations, and ends with a 
moralizing poem that holds up 
the Native Americans as a mirror 
to the Christian colonialists. 
Each of Roger Williams’s poems 
is preceded by the words “More 
particular,” as if he considered 
poetry the most accurate way  
to voice his opinions. In 1643  
he traveled to England and 
published his manuscript. By 
1800, the Narragansett language 
had disappeared.

About two hundred years after the publication  
of the Key, the historian William D. Ely, with his 
extensive paper A Keyhole for Roger Williams Key,  
or a Study of Suggested Misprints, in Its Sixteenth 
Chapter, “of the Earth and the Fruits Thereof, &c.,” 
expressed his doubts about the accuracy of a  
portion of the book. It could not be intentional that 
in the sixteenth chapter of the Key there was not  
a single mention of the kidney bean, so important 
to all humankind. He thought he had found the 
reason for the absence of the bean in a peculiarity 
of Roger Williams’s handwriting, namely, that  
the letters r and e look so much alike that they  
are easily mistaken for each other. Further, he  
finds a line in which “barnes” are mentioned and 
behind which the bean could be hidden. For the 
disappearance of the word “beans,” he says, only 
an e must have been mistaken for an r by whoever 
transcribed the manuscript, and the order of two 
letters must have been reversed, an error repeating 
itself in every reprint.

In a color called Bean and one called Barn 
I translate those parts of the Key which,  
if the peculiarity in Williams’s handwriting 
is taken seriously, become ambiguous. 
They are two similar colors, but their 
names refer to two things, bean and barn, 
that could hardly be more different in  
size and manner of use.

Barn/Bean/Been, 2022, spray paint on wall
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C E C I L I E N O R G A A R D

The interior spaces semanticize recurring motifs: 
flowers, alternating between ornament and figu-
ration, relaxing with stretching exercises at the 
margins of abstract pictorial fields, stand as the 
personnel of the image in line before ATMs, or are 
working at screens. Sometimes pictorial elements 
that symbolize the use of allegorical processes  
appear like the parts of a puzzle; ornaments from 
pattern books envelop photocopiers, image grids 
are depicted figuratively, or push like the “type-
cases” in recent works by Norgaard up against the 
aesthetic limitations of the modernist grid.

For Cecilie Norgaard, the picture is plural. Frames inserted into the 
pictorial space, scenic narrative architectures, and the drifting apart 
of painterly means and their depiction all constitute the paradigmatic 
unity of painting as a fragmented plurality. It is in these fractures  
between reproduced pictorial spaces and the flat materiality of the 
image as an object where the practical work on the spatial divisions  
in painted pictures and their corresponding historical applications  
is revealed.

The letters-become-image in the 2022 paintings Illuminated O,  
Illuminated W, and Illuminated N, presented as a triptych, transfer  
the relations between text, image, and ornament in illuminated  
manuscripts into the infrastructures of our present-day worlds of 
work. Screens and canvases illuminate the scenes, sources of light  
and pylons denote the scope of the visible. The complexity of interior 
and exterior relations of exchange and dependency and their super-
imposition by the representative function of linguistic and pictorial  
signs are fundamental for the pictures that configure the word 
“OWN.” They propose quite clearly that the single image and the  
sequence of images be seen as a multi-part constellation. The pictures 
are in the plural too. Hannes Loichinger
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A N N E S C H M I D T

“In my wretchedness I have no home,  
not with human beings or corpses,  
not with the living or the dead.” 

Sophokles, Antigone

A specter is haunting us—the specter of the working class. 
In Cynthia Cruz’s The Melancholia of Class: A Manifest for the 
Working Class it is not communism but the working class  
that, having died a symbolic death through its denial by 
the middle class and its expulsion from political discourse, 
is haunting Europe and the world. “Though (symbolically) 
dead, we cannot be put to rest because we are still alive.” 
Because the rite of the burial, and with it the process of 
symbolization, has been disrupted, the undead working class 
visits the living as the collector of an unpaid symbolic debt. 
As a ghostly figure, the working class, much like Antigone, 
moves between two worlds (of life and death) and between 
two deaths (the symbolic and the real). Antigone and the 
working class stand at a border where their lives are already 
lost but not yet over.

In Anne Schmidt’s multimedia installation Death Shuttle  
into the World it is contemporary art that, after its declared, 
symbolic death, returns as a ghost to the museum,  
awaiting a prize. A strange seven-headed undead clique 
enters the museum as a theater and examines the corpse  
of con temporary art. The wooden figures recall a ritual  
traditionally practiced in China whereby paper replicas of 
consumer goods are burned and thereby given to ancestors 
to propitiate them. Is art criticism being sacrificed to  
contemporary art here, or are we witnessing its funeral  
and thus its final death? Sophie Rohwetter
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M Y L E S S T A R R

Artists eventually find themselves walking down the street 
talking about why they make art or why anyone does it.  
I would venture to say that any two good artists would come 
to agree they aren’t sure why. In fact, certainty about why 
one makes art is a sign of mediocrity. Art needs its ambiguity,  
its uselessness, its beauty, its lies.

To my sister, Olivia Starr, who found meaning, love, and 
value in her life, I dedicate these works. She practiced the  
art of living.

I’m not sure if images of birds and hands are worth  
making because so many people have made them before  
me, or if they have an intrinsic value. I’m not even sure  
if the paintings are “about” birds or hands. What I do  
know is that I felt I had to make these paintings. For me  
art making is based on more than thinking. It involves  
compulsion, to save what is valuable and to run away into  
my work because I’m afraid that what I have will be taken 
away.

I have some ideas about why I do it. I think it’s based on fear. 
I’m afraid of having nothing or of having so much that what 
I have becomes valueless. I make art to decide which images 
and objects are worth keeping. Keeping, in this case, means 
treating something as art; acknowledging that the object 
or image has a value greater than the sum of its utilitarian 
attributes.
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M I R I A M S T O N E Y
I never rode in show-jumping competitions, though I know 
the sensation of a horse’s spine between my thighs, and  
I have watched eagerly from the arena’s edge, clenching my 
steed-less buttocks each time the horse and rider approach 
an obstacle, leaning forward into the jump and back into  
the landing. The object worlds of sports are evocative  
because they are metonymic, and because they are meto-
nymic, they slip very easily into the fetishistic. I attempted 
to leave English horse riding behind me some years ago,  
unable to justify the financial burden of participation with 
my lukewarm enthusiasm. And yet, equestrian paraphernalia 
still crowds the repertoire of metaphors with which I try  
to make sense of the things I perceive happening around me 
all the time.

Just as anyone who practises a sport knows  
that it is aesthetic in that it is a very precise  
science of sensibilities. Sport is intersubjective  
and relational in a way that competition never  
will be. For the dichotomy of winners and losers  
is only ever equipped to carve out one brutal, 
straight line, and not the filigree tracery of a course 
completed without time faults. Nor should we  
disregard the subtle brilliance of a horse’s reaction 
as she takes stock of the obstacle in front of her  
and decides that the game is over, even if only 
for an instant. This is when she slips out of her 
non-conscious cognition into the self-regard of a 
caged animal, and she commits to live differently:  
“I should have been a pair of ragged claws …”  
I thinks.

There might be an ironic reading of  
this particular work, though I wouldn’t 
like to entertain it in writing. Building 
show-jumping fences to a scale that  
corresponds to one’s own sporting 
capacities may well fulfil a personal  
desire before attending to any other.  
Nevertheless, I struggle to hold onto  
any single interpretation long enough to 
formulate a conclusive statement about  
the installation and its intended effects.  
At the same time, I have been trying  
to determine the attitude of T.S. Eliot’s 
poem The Love Song of Alfred J. Prufrock, 
as I (like Prufrock) reflect on futures  
that may well have petered out in the past, 
“riding seaward on the waves…” It was 
only in making these objects that I came 
to understand the sense in which this 
poem is in fact a love song.
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Laying across a series of plinths are the cross-sections  
of a seemingly impossible and dissected machine,  
the brackish remnants of which have been high fired, 
burnt, and blistered. After the firing process, the  
components are submerged in saline solution for  
a prolonged period of time. These high-fired ceramics, 
despite their vitrification, are porous and susceptible  
to osmosis when they sit in salty water. As they absorb 
this saline solution, the water slowly evaporates and  
the works develop a salty strata, reminiscent of tide lines 
or artifices retrieved near a coastal dig.

They are zones of recollection to be explored, of  
messages communicated throughout time, blends  
of eras and cultures which can no longer be dismissed  
as poetic exaggerations of memory. Sturla’s alloy  
of mangled aesthetics and defunct utility illustrate  
the fallacy between technological precision and our  
(in)ability to reconstruct and reimagine the past.

Measuring the water content of ceramic fragments is 
a long tested tool in archaeology to determine the age 
of clay artefacts. Sturla’s artificially soaked ceramics 
contaminate this process, rendering them tainted and 
ambiguous. Sturla’s ceramic cadavers are located within 
the muddy zones where distinctions between recent 
histories, archeological pasts, and mythology continue 
to disintegrate as they are reformed into new ontologies 
through acts of dredging and reclamation.

L A U R E N C E S T U R L A

Through tongue and soil, 2021, installation view,  
overfired stoneware ceramic, salt, metal fixings 
Photo: Manuel Carreon Lopez / kunst dokumention,  
Gianni Manhattan 
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H U D A T A K R I T I

1—The title Refusing to Meet Your Eye is borrowed from Katharine  
Viner’s description of the iconic image of Leila Khaled in The  
Guardian newspaper: “The picture which made her the symbol of  
Palestinian resistance and female power . . . the shiny hair wrapped 
in a keffiah, the delicate Audrey Hepburn face refusing to meet  
your eye.”

August 1969, Leila Khaled and Salim Al-Issawi, two members 
of the Popular Front for the Liberation of Palestine (PFLP) 
hijack flight TWA840 on its way from Rome to Tel Aviv, 
diverting it to Damascus Airport. Leila—the first female 
hijacker—describes details of the operation and the PFLP’s 
intentions behind blowing up the empty plane in Damascus 
in her autobiography, stating that a photographer hired  
by the PFLP was waiting at the airport to document the 
explosion for archival purposes. Nevertheless, he forgets  
to take off the cap of his camera lens and the archive is left 
with a black photograph.

Refusing to Meet Your Eye, 2022,  
filmstill, HD video, color, b/w, sound

The artist takes the black photograph as a point  
of departure for this work, investigating what images  
can tell us and how we read them in relation to  
historiography and the processes of archival ‘truth- 
making’. The work is divided into two pieces: a single 
channel video and a collection of images and texts–in 
which these materials take the role of a double agent 
aiming to confirm and contradict (hi)story at once. 
Making connections between available footage, existing 
images and computer generated imagery, Refusing to  
Meet Your Eye 1 proposes to the viewer a kaleidoscopic 
narrative where images occupy many positions; archival, 
historical, familiar, strange and fictional. A narrative 
where the past, present and future overlap both  
temporally and spatially.
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A N N A T J E
Anna Tje’s transdisciplinary practice navigates contemporary  
creation, research, and collective means for transformative justice 
among marginalized groups. They uses moving images, poetic  
writings, archival conversations, sounds and their voice as an  
instrument, textiles and fruit and plant matter, in order to explore 
intimacy, resilience, and love and joy from a black queer persepective.

Through sound, poetry, video, performance, installation, sculpture, 
Anna Tje uses spirituality, speculative and visionary fiction to  
create cheerful immersive spaces including past-present-future  
temporalities where family narratives and ties, as well as various forms 
of queer eroticism and emancipatory strategies meet in order to defy 
social norms. All in relation to a wide ancestrality rooted in their  
Bassa culture (Cameroon), as well as afro-feminist and queer theory.

In The Core, Anna Tje creates another framework for their 
Supernova Fruits workshops with queer and trans people  
of color within art spaces. The cushions piece is thought of 
as a unifying device to bring workshop participants together 
in a “cheerful space.” Inspired by the safou and its very  
core seed (an African pear largely cultivated in Cameroon), 
the cushions recreate a mattress once the modules are  
assembled. The piece helps facilitate resting, movie 
watching, shared tasting, and conversations about the  
politics of food, gender, pleasure, and black labor. 

Supernovas, dignified over the rainbow (Nyum Elucubris),  
2018, filmstill, HD video, color, 2018 
with Marie-Julie Chalu, Kenya Virtos, Sharone Omankoy,  
Mawena Yehouessi, Josèfa Ntjam (from right to left)

In the video Nyum Elucubris, Anna Tje explores the  
multiplicities of identity and its in-betweenness as a means 
of emancipation. Identity of self, of the community, and 
of the music genres of disco-house. Recalling the work of 
Audre Lorde in The Power of the Erotic and the concept of 
f lamboyance pinned by French afro-feminist activist Sharone 
Omankoy (present in the video), Anna Tje creates a practice 
of elucubration in a universe mixing spirituality, black radical 
imagination, and a disco-phantasmagoria. Using the mantra 
as a poetic form throughout their work, Anna Tje tells of 
a journey where the quest for resiliency, although seeming 
endless, can be a joyous one.



3938

J O H A N N A  C H A R L O T T E T R E D E
Johanna Charlotte Trede collects moments, words, objects, and situations 
that a curatorial act undertaken by the artist transforms into sculptures. 
She records everyday constellations, sometimes taking them out of  
their original contexts, creating new connections between them, and  
then dissolving these again. She finds the materials for this on her forays  
outside, in the internet, in texts, and in conversations. Appropriation, 
displacement, and recontextualization are the methods she uses to share 
her view of things with an audience. Written records, sketches, and plans 
continuously document the observations and arrangements. The artist  
hereby evokes narratives that seem playful but are essentially deadly  
serious. Trede’s works are modular and momentary, and yet they assert 
themselves in space, are rebellious and very present. This is not a matter  
of eternity, but certainly of the importance of things. Martina Schöggl

Ein Rudel beginnt bei Drei, 2021, 12-part installation, wood, tar mats 
Photo: Manuel Carreon Lopez / kunst dokumention

A city of finds unites in an architectural  
element. The human proportions of the  
column is constructed from different systems. 
Shelves, slide rules, and found color combi-
nations come together here. The sculpture  
Wer zählen kann, muss nicht rechnen können  
presents itself as a palimpsest of different 
orders. It is a personal order that confronts the 
objectifying systems like numbers, right angles, 
and color harmonies with their human origins. 
Johanna Charlotte Trede does not leave our 
environment subjected to all the discarded  
products, the unscathed, the capitalist  
calculations and orders. She brings these  
isolated remnants together in a new form  
that shows us that we can regain control over 
our own systems if we wish. We can playfully 
reshape them and combine them to make  
something no longer so alienated. We need  
to go not just playful but also collective  
ways. The free movement of the pack will be 
collectively achieved. The objects have already 
liberated themselves from the taming hands 
of the sledge driver. They enter into a more 
fortunate and dynamic composition. Ein Rudel 
beginnt bei Drei—thus the freedom of this 
sculpture consists in the possibility of needing 
each other. Straying and working together  
lead to the harmony of the pack. 

The two sculptures by Johanna Charlotte  
Trede permit our thoughts to roam free,  
and yet also direct them towards individual 
empowerment and collective emancipation. 
Mihály Neméth
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T R I E T

01/01 : (Pattern as a Teacher), 2021, filmstill, HD video 
02/01 : (Pattern as a Teacher), 2021, filmstill, HD video

The films each have a specific focus, such 
as the act of collecting light and shade,  
in the context of an urban, rural, or  
domestic setting. By assembling still 
images, they create a reflection of patterns 
of thought and produce various points of 
reference to other artistic works and to 
the medium of film. The ambiguity of the 
term pattern—as a form of organization 
or arrangement, as an example to be  
imitated, or a regular and repetitive  
shape—can be found in the structure  
and motifs of this film series.

In 01/01 : (Pattern as a Teacher), for example, the lights of a night- 
time city landscape are captured and edited into a film with  
contrasting abstract arrangements of black dots on a white  
background. While Triet follows a pattern in the sense of a formal 
principle when producing the images, the further montage process 
adds a temporal dimension by means of a specific rhythmic sequence. 
The patterns begin to move, while the movement in the image  
becomes static, as can be seen in the elongated rays of light from  
a passing vehicle. This engenders an experience whose rules break 
with the logic of a sequential experience of space and time. The  
illusion of the film as a moving image does not set in, and instead 
attention is drawn to the empty screen between the still images, that 
moment when our thoughts anticipate the next pattern before the 
rhythmic appearance and disappearance of dots in an the lit-up  
space again throws us into the process of learning and unlearning. 
Lucie Pia

V A L E N T I N A
Valentina Triet’s works are based on archives created by the artist,  
documenting her immediate surroundings and everyday life. Structurally, 
they often feature specific arrangements and repetition, and are  
determined by an exploration of rules, models, and idols. The ongoing 
film series Pattern as a Teacher condenses these interests into a film study 
of (abstract) patterns that are each produced using different photographic 
media and procedures: analogue and digital photography, photograms,  
and scans. 
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OCEANO MARE, 2020, filmstill,  
16mm film, color, no sound, 7 min

A N T O I N E T T E Z W I R C H M A Y R
A place essentially bound up with dismal memories and the smell of 
old leather and sweat becomes a stage for enraptured performances. 
The setting and habitat of AT THE EDGE OF THE CURTAIN is 
a gymnasium. Its occupants: three women whose relationships and 
states of desire are as multiple and ambiguous as their selves are 
amorphous and fragmented. Subjectivities circulate, but their bodies 
persist in stasis. Antoinette Zwirchmayr arranges the characters  
alone, in pairs, or as a threesome, interacting with language, space, 
light, and objects. While the monologues are aimed at themselves,  
at one another, or at everyone and no one, the gymnasium is revealed 
now as a salon, now as a rostrum or a minimalist landscape with  
fruits and bundles of brushwood. Besides the persons, gymnastic 
apparatus, and props, the colors also assert themselves as autonomous 
characters: fuchsia, nude and sand tones, pink, black, lemon yellow, 
and pomegranate red. As Frieda Grafe puts it, color lends the  
images an aura. It is a “luxury of perception.” Its affective influence 
opposes the dimmed mood that cloaks the women like a heavy cloth. 
Esther Buss, translated by Geoffrey C. Howes

AT THE EDGE OF THE CURTAIN, 
2022, 16mm film, color, sound,  
10 min



4544

B I O G R A P H I E S
REHEMA CHACHAGE 
born 1987 in Daressalaam, Tansania, lives 
in Vienna 
BA, Fine Art, Michaelis School of Fine Art, 
University of Cape Town, South Africa, 
2009; MA in Contemporary Art Theory, 
Goldsmiths, University of London, UK, 2018; 
currently PhD-in-Practice, Academy of Fine 
Arts Vienna 
LIVE WORKS, Performance Act Award 2019, 
Drodesera, Italy, 2019; Tomorrow there will 
be more of us, The Inaugural Stellenbosch 
Triennale, Concepts of Freedom Pavilion, 
Stellenbosch, South Africa, 2020; Matières 
sensibles – Of Materials and Things,  
Saison Africa2020, La Condition Publique, 
Paris, 2021; Meet me by the fire (with  
Huda Takriti), Studio Walls, Vienna, 2021 
 
İLKIN BESTE ÇIRAK 
born 1994 in Izmir, Turkey, lives in Graz 
MA, University of Applied Arts Vienna, 2018; 
since 2018 Academy of Fine Arts Vienna 
& NIGEL GAVUS 
born 1992 in Graz, lives in Vienna 
School Friedl Kubelka for Independent Film, 
Vienna, 2016; since 2018 studies at the 
Academy of Fine Arts Vienna  
Internationale Kurzfilmtage Oberhau-
sen, Germany; KFFK/Kurzfilmfestival 
Köln, Cologne; Teneriffa Short Film Festival, 
Spain; Diagonale – Festival for Austrian 
Film, Graz; Vienna Shorts Film Festival; 
Halle für Kunst Steiermark, Graz; Neue 
Galerie Graz 
 
LUKAS GRITZNER 
born 1995 in Vienna, lives in Vienna 
2015–21 Site-specific Art, Institute of Fine 
Arts and Media Arts, University of Applied 
Arts Vienna 
Sinners in the hands of an angry god,  
WAF Galerie, Vienna, 2021; Exhibition and 
setting for FRUITFEST, until we meet again, 
Paulusplatz 5, Vienna, 2021 
Exhibition and settings for QUEER TALKS. 
Series of talks on artistic research and  
scholarship in the field of queer history(s) 
and subjectivity(ies), Queer  
Museum Vienna, 2022 
 

JOJO GRONOSTAY 
born 1987 in Hamburg, Germany, lives in 
Vienna 
2018–19 École nationale supérieure des 
beaux-arts de Paris; 2015–2020 Academy 
of Fine Arts Vienna 
DWMC Collection Launch, Kevin Space, 
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