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Short Introduction
The exhibition Actually, the Dead Are Not Dead: Una forma de ser (A Form of Being or Life) deals
with the relations between the festival and the field of the political. It examines the feast as a
social and collective stage of emancipation and self-determination, and it explores the aesthetic
and poetic forms that have emerged from this since the nineteenth century, especially in the
environment of the subcultures of the Rom*nja, Flamencos, and Bohèmes. The festival as an
aesthetic framework for the reversal of social relations (carnival) and the interpenetration of
exuberance and rebellion, folklore and avant-garde, is explored not only historically, but
especially in relation to the present. In doing so, the exhibition combines visual art, music, and
dance, as well as advanced arts and popular culture, from the nineteenth century to the present
day.
Against the backdrop of current experiences of lockdown and social distancing, the thematic
field of the exhibition has taken on a new meaning: after all, the festival, which stands for social
and physical closeness par excellence, is currently the epitome of the pandemic fall from grace.
In addition, certain social groups, such as the Rom*nja, have been particularly hard hit by the
coronavirus pandemic and its consequences; their social exclusion, which already long existed,
is now even worse. In this respect, the exhibition also takes up aspects of spatial politics.
Under the title Una forma de ser, the curators María García Ruiz and Pedro G. Romero are
concerned with negotiating the communities of the Rom*nja, Flamencos, and Bohèmes beyond
identity politics with regard to forms and strategies of political subjectivation. Images of the self,
images of the other, and their warped appropriation generate a series of tensions that are almost
impossible to resolve, but which can perhaps contribute to a differentiated examination of these
images.
A brochure will be published to accompany the exhibition. The planned discourse, performance,
and mediation program will take place online and/or on site in accordance with pandemic
developments. Already in the context of the first exhibition in the series, which was interrupted
and extended due to the pandemic, the Kunstverein has initiated a Shutdown Program that will
explore the questions and themes of the project in greater depth in various online formats.
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Introduction
With Una forma de ser (A Form of Being or Life), the Württembergischer Kunstverein continues
its exhibition series Actually, the Dead Are Not Dead, which goes back to the Bergen Assembly
2019 of the same name.
The exhibition from October 17, 2020, to July 11, 2021, (including pandemic-related closures)
deals with the relationship between the feast and the political sphere. It examines the festival as
a social and collective platform for emancipation and self-determination, and explores the
aesthetic and poetic forms that have developed since the nineteenth century, particularly in the
context of the subcultures of the Rom*nja, Flamencos, and Bohèmes. The festival as an aesthetic
framework for the reversal of social relations (carnival) and the interpenetration of exuberance
and rebellion, folklore and avant-garde, is explored not only historically, but especially in
relation to the present.
It combines visual arts, music, and dance, as well as advanced arts since the nineteenth century,
with cultural forms associated with folklore and popular art: Francisco de Goya with the
multiple award-winning contemporary flamenco dancer Israel Galván; August Sander and his
photographs of Cologne’s “Lumpenbälle” with the Spanish underground artist Ocaña; the
modernist graphic artists Gerd Arntz and Helios Gómez with Ceija Stojka; nineteenth-century
Andalusian bohemian culture with flamenco taught to new music.
The curators of the exhibition, María García Ruiz and Pedro G. Romero, have for decades been
exploring the world of flamenco and the relationship between stereotyping, romanticizing, and
the exclusion of European Rom*nja. Yet they continue to point out the crucial role that the
Rom*nja and other marginalized groups have played in the development of the avant-garde.
Flamenco actually emerged in the mid-nineteenth century in the urban environment of the
Rom*nja, bohemians, and the so-called “lumpenproletariat” of the suburbs of Seville and other
Andalusian cities: as a counter-movement to an emerging folklorism in Andalusia at the time.
This modern, avant-garde artistic manifestation was first described by Serafín Estébanez
Calderón in 1838 in his text Asamblea General (General Assembly). What Calderón essentially
observes here is a series of kris, the political assemblies of the Andalusian Rom*nja where the
communities of Malaga, Cádiz, and Seville settled their affairs and disputes, and which always
went hand in hand with a festival.
This text, as well as one of the works that Francisco Lameyer, an artist close to Goya, realized for
it, is the starting point of the exhibition, along with the series Los Disparates by Francisco de
Goya himself: a series of gloomy, carnivalesque, and grotesque scenarios with a variety of
allusions to the political situation at the time. From here, the exhibition with works by artists
such as Delaine Le Bas, Robert Gabris, and Teresa Lanceta extends all the way to contemporary
art.
An important local reference is the Stuttgart Vagabond Congress, convened in 1929 by Gregor
Gog and held not far from the then newly built Weissenhof Estate on the Killesberg in Stuttgart.
As early as 1982, the Württembergischer Kunstverein and other art institutions had already
taken up the subject of this congress and its background in the context of the exhibition
Wohnsitz: Nirgendwo (Residence: Nowhere). In 2014, Theater Rampe in Stuttgart dedicated a
reenactment to it.
Against the background of the current experiences of lockdown and social distancing, the
thematical field of the exhibition has expanded and recontextualized: after all, parties are the
epitome of social and physical proximity. Furthermore, certain social groups, such as the
Rom*nja, have been hit particularly hard by the coronavirus pandemic and its consequences,
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and their social exclusion, which has long existed, is now even worse. In this respect, the
exhibition also negotiates the implications of spatial politics.
Under the title Una forma de ser, the curators are concerned with negotiating the communities of
the Rom*nja, Flamencos, and Bohèmes beyond identity politics with regard to forms and
strategies of political subjectivation. Images of the self, images of the other, and their warped
appropriation generate a series of tensions that are almost impossible to resolve, but which can
perhaps contribute to a differentiated examination of these images.
A brochure will be published to accompany the exhibition. The planned discourse, performance,
and mediation program will take place online and/or on site in accordance with pandemic
developments. Already in the context of the first exhibition in the series, which was interrupted
and extended due to the pandemic, the Kunstverein has initiated a Shutdown Program that will
explore the questions and themes of the project in greater depth in various online formats.
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The Curators
María García
Her work deals with the production and representation of territory through the articulation of
hybrid narratives between image, writing, and action. She holds a degree in architecture, a
master’s degree in research in art and design, and is a PhD candidate at the Autonomous
University of Barcelona in philosophy. Her project Camps: Displacements of bodies at the
boundaries of the shape has been developed and presented at Hangar, Barcelona (2020). From
2016 to 2017 she coordinated the project Topographies of Urban Discrepancy at La Virreina
Centre de la Imatge. From 2015 to 2016 she was Research Fellow in Residence at the Museo
Nacional Centro de Arte Reina Sofía in Madrid. She has presented her work at the Vienna
Secession (2014), MUSAC in Leon (2018), Fabra i Coats in Barcelona (2018), and others. She has
curated several exhibitions together with Pedro G. Romero on the relationship between
flamenco, Roma cultures, and modernity.
She was co-curator of the Bergen Assembly 2019.
www.mariagarciaruiz.com
Pedro G. Romero
Pedro G. Romero works in the fields of art, theory, literature, film, music, theater, and dance. He
is an art and literary critic, essayist and flamenco expert. Since 2000 he has been working at
Archivo F.X., which links documents of the anticlerical iconoclasm during the Spanish Civil War
with avant-garde and contemporary art positions, and also at Máquina P.H., dedicated to the
relationship between flamenco and modernity. The Württembergischer Kunstverein has already
collaborated with Romero on several occasions, such as in the context of the exhibition Utopian
Pulse. Flares In The Darkroom (2015) and in 2012 dedicated the solo exhibition Archivo F.X..
Business, Economics, Conjuncture.
Romero’s projects have been presented among others at documenta 14 in Athens and Kassel
(2017), the 31st Bienal de São Paulo (2014), Manifesta 8 in Murcia and Cartagena (2010), the
Catalan Pavilion at the 53rd Venice Biennale (2009,) and the Sculpture Center in Long Island
City (2008). He has written numerous choreographies for the flamenco dancer Israel Galván and
curated exhibitions such as Poesía Brossa at MACBA in Barcelona (together with Teresa Grandas,
2017–18), Peace Treaty for DSS 2016 in San Sebastian (2016), and The Spanish Night: Flamenco,
Avant-garde and Popular Culture at the Museo Nacional Centro de Arte Reina Sofía in Madrid
(2007).
He was co-curator of the Bergen Assembly 2019.
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Works in the Exhibition
Courtesy (if not otherwise mentioned): The artists
Daniel Baker

b. 1979 in Bath, Great Britain, lives in London, Great Britain
Mirrored Library, 2008
Series of reverse glass paintings, enamel paint and silver leaf on plexiglass
Courtesy: Stiftung Kai Dikhas, Berlin
The Mirrored Library by the artist and Rom*nja activist Daniel Baker is based on a collection of books
about “Gypsies,” the titles of which have been transferred laterally inverted as reverse glass paintings onto
a plexiglass plate. Each plate, which corresponds to the original format of the original book, is also gilded
in silver leaf, creating a mirroring effect. In this work, Baker negotiates the multilayered barriers to the
acquisition of knowledge and at the same time the experience of being the mute subject of a discourse, of a
knowledge about rather than of Rom*nja.

Serafín Estébanez Calderón / Francisco Lameyer
S. E. F.: b. 1799 in Málaga, Spain, d. 1867 in Madrid, Spain
F. L.: b. 1825 in El Puerto de Santa María, Spain, d. 1877 in Madrid, Spain
Asamblea general (General Assembly), 1838–47
Published in Serafín Estébanez Calderón, Escenas andaluzas, 1st ed. (Madrid: Don Baltasar Gonzáles Press,
1847); courtesy: Pedro G. Romero

The text of Asamblea general by Serafin Estébanez Calderón (“El Solitario”) came together between 1838
and 1847. The different versions of the text reach from social notes on the life of the Rom*nja to a tourist
vignette of Andalusia. What Calderón actually describes is a series of kris, political gatherings of
Andalusian Roma in which the communities from Málaga, Cádiz, and Seville negotiated various matters.
These kris were also parties in which there was no distinction between political, economic, and festive
spheres. As Goya was considered the artistic ideal who could capture the scene in the accompanying
vignettes, one of his followers, Francisco Lameyer, was commissioned to illustrate the text. Calderón and
Lameyer were among the artists who formed part of early nineteenth-century bohemia in Spain. Their
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work is a direct testimony to the life of the new urban underclass that would, particularly in Andalusia,
create the field of expression that came to be known as flamenco.

Joy Charpentier
b. 1991, lives and works in Montpellier, France
Selection of 7 fanzines and 5 postcards, 2016–20
among them Fags Hate God, Cold Dish, Retour à Dale Farm, Nous les Gitans, and Fiona Book Pro
Various formats, facsimiles
Courtesy: Galerie Alarcón Criado, Sevilla
Similar to black or queer, flamenco is a term that initially had a pejorative meaning, being employed to
insult and humiliatiate, and was equated with inferiority, criminality, and prostitution. Today, its
representatives utilize the term with pride. The works of Joy Charpentier consider this shift and continue
this positive appropriation. As manouche and homosexual, she experiences exclusion and contempt — as
well as the emancipating potential of the appropriation of this originally offensive and othering
terminolgy — in an amplified way.

Ines Doujak
b. 1959 Klagenfurt am Wörthersee, Austria, lives in Vienna, Austria
Sing Along!, 2019
Sculpture, mixed media, 180 x 100 x 140 cm; booklet series

Exhibition view, Bergen Assembly 2019, Bergen Kjøtt

The transsexual figure giving birth to a sick potato in this multilayered sound sculpture is based on a
collage of drawings from nineteenth-century medical books about skin diseases: books which evoked
images that both shiver and lust — essential to the construction of the monstrous in general. The figure
stands on an oversized mummified rat: the animal that appears in European stories as the epitome of the
fear of disease transmission, most prominently in Bram Stoker’s novel Dracula.
Using a QR code, the sculpture plays a repertoire of new songs dedicated to recent workers’ struggles,
written and interpreted by various artists. These musical elements also bring the sculpture close to the
legend of the Pied Piper of Hamelin, whose music seduced not only the rats but also the children of the
city. One of the voices belongs to the singer Niño de Elche, who describes himself as an ex-Flamenco and
has shifted the sublime quejío jondo — a particularly painful form of flamenco singing — into the
grotesque.

Toto Estirado
b. 1939 in Usagre, Spain, d. 1994 in Badajoz, Spain
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Shizoid Drawings (The Memorial 1 [1978]; The Memorial 5 [1977]; Personal Notes [1977]; Personal Notes 3,
1978)
4 drawings, 30 x 20 cm each
Courtesy: Pedro G. Romero

Bar de la Alameda (Bar in Alameda), 1978
Drawing, 30 x 20 cm
Tiempo de la sombra (Time of Shadow), 1978
Drawing, 30 x 20 cm
Crepúsculo en charca (Twilight in a Pond), 1978
Drawing, 30 x 20 cm
Yerba y Rocío (Herb and Dew), 1978
Drawing, 30 x 20 cm
Toto Estirado was a schizophrenic artist undergoing psychiatric treatment. From 1968 to 1977 he
produced his works under the effects of various psychotropic drugs. In this work, he presented political
issues as part of festive practices. His focus had shifted from seeking self-awareness to using the signs of
the time (the riots of 1968, the anti-Franco struggle, the political transition, etc.) as an illness. In this
sense, his work can be seen as a symptom of a particular era and place: political resistance experienced in
terms of partying, revelry, carnival, and hullabaloo.
Flo6X8
Collective, established 2008 in Spain
Voz flamenca en el parlamento (Flamenco Voice in Parliament), 2014
Video documentation of an intervention in the Andalusian parliament, color, sound, 3’10”
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Flo6x8 is a collective of activists with links to the flamenco world, who have carried out a series of
surprise actions at various banks over the past few years, using flamenco — the quintessential Andalusian
form of expression — to highlight the banking industry’s responsibility in the financial crisis. This time,
however, they set their sights on the Andalusian parliament, which was holding its last plenary session
before the summer break and launching the new “Seat 110,” intended to promote citizen participation.
Three flamenco singers, two women and one man, interrupted the session when the spokesperson for the
Socialist Group took the floor.
Robert Gabris
b. 1986 in Hnúšťa, Slovakia, lives in Vienna, Austria
You Will Never Belong into My Space, 2020
Photograph after a model, 293 x 454 cm

© VG Bild-Kunst, Bonn 2021

“In my work I deal, among other things, with the difficult access of the Rom*nja minorities to normative
society, with groups that were forced to live isolated from the majority society for generations — and for
the most part still are today.
The photo illustrates a completely distorted reality and questions whether we only believe, claim, or
know. How does the transmission of false, illustrative, completely absurd images work and how quickly do
we accept them as truth?
In this photo, I thematize an unbearably harsh form of my biological father’s exclusion from society. He
himself called it the ‘absolute spatial separation’ and said ‘You [addressed to the Slovak white society] will
never belong to my space,’ just as he was never allowed to be an equal part of this society. I use a totally
exaggerated narrative about us — bright colors, magic, and superstition — and thus convey the absurdity
of these two opposite poles.
The model of my father’s house was built on a scale of 1:20, photographed, and a full-size print was
printed. Everything that can be seen on this print has nothing to do with reality. Nevertheless, the
question remains open: How real can an illusion be conveyed?” (Robert Gabris)

Gonzalo García Pelayo
b. 1947 in Madrid, Spain
Vivir en Sevilla (Living in Seville), 1978
Film, color, sound, 108‘
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Vivir en Sevilla is considered a key work and masterpiece of the music producer, radio announcer,
filmmaker, and at times professional gambler Gonzalo García Pelayo. The film stands for the generation of
the Spanish transitional period between dictatorship and democracy, the so-called Transicíon, whose
countercultural way of life brought them to Seville. The narrative about the relationship, the end of the
relationship, and the new loves of Ana and Miguel, as well as about a painter who returns to Seville from
his exile in London, form the framework for a dense fabric of play scenes, documentary and musical
elements. Numerous events of that time are taken up, such as the occupation of the Giralda, the bell tower
(and former minaret) of Seville Cathedral, by shipyard workers, the murder of Enrique Mesa (alias
Quique) by a policeman, or the machinations of the sect called the Palmarian Catholic Church, which is
based in Palmar de Troya near Seville.
The film is a prime example of what a flamenco cinema made in the flamenco style should be like, a
cinema that goes beyond the representation of music and dance to invoke space–time and certain gestures
and ways of life similar to flamenco. In the politics of joy that permeate the entire film, the confrontation
between certain attitudes and the historical time — the time of political transition — in which they were
formed is manifested.

María García Ruiz
b. 1981 in Valdepeñas, Spain, lives in Barcelona, Spain
Virgencica, Virgencica!, 2016
Video installation, 13‘

“This project that explores the contradictions and paradoxes arising from one of the spatial experiments
of the 1960s: the provisional neighborhood La Virgencica in Granada, where architects tried to apply the
premises of International Modernism to the way of life of the inhabitants of caves. We carried out a
reenactment with a community of former residents and their families. The situation was as follows: we
reconstructed an ‘EXA’ module, we inhabited it and then bulldozed it, invoking the whole process, through
to destruction, making a party, a rite, a memorial, and a pilgrimage of it, like a procession, such as Ant
Farm in ‘The Eternal Frame.’ The ephemeral nature of the construction and the lightness of the materials
remind us of the fragility of memory, especially of certain communities.” (María García Ruiz)
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Israel Galván
b. 1973 in Seville, Spain
La Fiesta (The Celebration), 2017
Video documentation of the eponymous performance
Video, color, sound, 90‘
Courtesy: Israel Galván Company

The dancer and choreographer Israel Galván is among the most outstanding figures of contemporary
flamenco. García and Romero wrote the following about La Fiesta (The Festival):
“And so it turns out that there is a sense of commonality, of collectivity, of how names dissolve and
disappear in the rejoicing of a party. Revellers are no longer themselves, and their loss of self is the party’s
gain. We could say that parties are a kind of communism. Dancing with others, bodies moving closer
together, closer still, touching, touching so much that they dissolve into each other, an orgiastic
movement. How do you dissolve and conserve your singularity? That is a characteristic of jesting: the
flamenco fiesta is Apollonian as well as Dionysian . . . Your belly is too small, have mine. Take my arse, look
how it moves! Your arm, your leg, your ear, aren’t enough? Here are mine. I tear out my eyes and lend
them to you . . . In the topsy-turvy world of parties, the man carries the donkey, but man and donkey are
brothers here. A party, yes, but let’s not kid ourselves. Parties are life itself. Wars are too. A fight. Battle
scenes. Just watch how these seven, the seven in our fiesta, confront the space. What can seven bodies
resting on a theater stage rebel against? Against the very ground, against gravity. Architecture is pure
dictatorship. They turn everything upside down because they also feel oppressed by the space, by
materiality. The structure of a building can be seen most clearly as it burns. Whimsy and revolutionary
play intermingle in nonsense. It is a party and it is a war against space and against time. So many things!
Hate and love of life, at the same time. The same life. Israel Galván is a flamenco artist and a jondo dancer
who has probably broadened the scope of work in the flamenco genre more than anyone else. From the
revolutionary Los zapatos rojos (1998) to La Fiesta (2017), he has transformed the performativity of his
art: a major paradigm shift, given that his art is dance and flamenco. He has jokingly referred to the
evolution of his shows, from people to rabble, from grand show to peep show, an inverted gaze, full of
nonsense.”

Tony Gatlif
b. 1948 in Algiers, Algeria
Vengo, 2000
Film, color, sound, 90’
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Vengo is an acclaimed film by the Algerian-born French filmmaker Tony Gatlif. It is made up of a series of
wonderful performances by flamenco and non-flamenco artists, with Orestes Villasan Rodríguez as the
star of this intense musical. On one hand, it is interesting to see Gatlif’s use of the orientalist fantasies that
have characterized stories set in a mythological Andalusia ever since Prosper Mérimée’s novel Carmen:
bandits, smugglers, borders, doomed love, prostitutes, marginality, crime. The innovation that disrupted
all points of view is Orestes: his anti-normative walking is, in itself, the leitmotif and main metaphor of the
film. With a manifesto-like power, Vengo introduces the disabled hero in a culture (flamenco) with a
tradition of dancers with disability, reaching from Balthasar Maté, El Mate sin pies (footless Mate), to the
maestro Enrique El cojo (the cripple), founder of the Sevillian School of dance. During the entire film,
nobody in the world of the marginal Roma draws attention to Orestes’s supposed impairment. His
disability is only discriminated against within mainstream society and the welfare state, something which
Vengo subtly criticizes.

Helios Gómez
b. 1905 in Seville, Spain, d. 1956 in Barcelona, Spain
Días de Ira (Days of Wrath), 1930
Series of 28 prints published by the International Workers‘ Association, Berlin (facsimiles)

Reflection and Departure: Monthly Publication of Liberal Book Friends, August 1930
Willi Jadau, ed.; cover design: Heliós Gomez
Courtesy: Deutsche Schillergesellschaft e. V. / Deutsches Literaturarchiv Marbach
Helios Gómez was a key figure in the libertarian anarchist and communist agitprop produced during the
Second Republic and the Spanish Civil War. He made the publication Dias de Ira in support of the
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International Workers‘ Association (IWA) in Berlin in 1930 and as part of the German constructivist and
socialist avant-garde. In his self-portrait as a flamenco guitarist for the frontispiece of the popular
magazine Crónica (October 1936), Gómez linked his artistic expression to the culture of the community he
came from. Helios Gómez was always open to giving his works a celebratory nature, which combined
critique and fiesta in a way similar to the rhyming couplets of the blind ballad-mongers that are one of the
poetic sources of flamenco.
This dual nature perfectly encapsulates the importance of artists like Helios Gómez, who did not only
produce a personal body of work but also participated in and established various art scenes. Gómez was
always an active militant, associated with CNT (National Confederation of Labour), IWA and the
Communist Party at various times, and accused of terrorism and political rebellion. In the final years of his
life, when he was an inmate of Modelo Prison in Barcelona, and after he had spent time in concentration
camps in southern France and northern Algeria, Gómez became aware of the political subject that the
Roma should represent and embarked on a series of research and dissemination projects on the Roma
people.

Francisco de Goya
b. 1746 in Fuendetodos, Spain, d. 1828 in Bordeaux, France
No. 21 from the series Tauromaquia (1st or 4th edition), etching, 1814–16
Courtesy: Private collection, Berlin
Félix Augustin Milius, portrait of Francisco de Goya (after Goya), n.d.
Courtesy: Private collection, Berlin
Los Proverbios (The Proverbs), also known as Los Disparates (The Follies), 1815–24
18 etchings, 30 x 43 cm each, 3rd edition, 1903
Courtesy: Private collection, Berlin

The series Los Disparates radicalizes one of the characteristics of Francisco de Goya’s late works: the
depiction of oneiric or carnivalesque scenes with strong, often enigmatic, political content. Due to the oftmentioned ambiguity of this series, its interpretation has run the ideological gamut from the right to the
left and vice versa, while Goya created a polyphony of voices, perspectives, and imaginations. Dreams and
fantasies allow him to combine different worlds. Marginal, underclass characters (Rom*nja, witches,
bandits, prostitutes, pimps, criminals) often feature in the vignettes. The women, men, and monsters
dancing in a circle or being tossed into the air on a blanket illustrate popular games, but they also refer to
the revolutionary times they lived in, and the swapping of roles that went with it. Goya’s festive, humorous
scenes thus became vivid calls to political action and invitations to try new forms of life.
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Francisco de Goya / Rosario Weiss
F. G.: b. 1746 in Fuendetodos, Spain, d. 1828 in Bordeaux, France
R. W.: b. 1814 in Madrid, Spain, d. 1843, Madrid, Spain
Dibujos dobles (Double Drawings), 1821–24
Ink and gouache on paper
7 sheets, 15 x 10 cm each, facsimile reproductions

The interesting thing about these drawings, made by Rosario Weiss at the age of barely ten years on the
back of the notebooks belonging to her godfather (or father?) Francisco de Goya, is the possibility that
they may well be comments on her teacher’s drawings on the front of the pages. In many senses, the
dream-like quality of her childish doodles influenced Goya’s own fantastical imagination. On one side,
Goya painted a feral soldier; on the back, Rosario drew a woman with a fan. A tattered, ghostly monk is by
Goya, and the two dead monks on the back are by Weiss. A comfortable sled seems to have been the girl’s
response to the outlandish figure that Goya makes shout that he is very tired.
These sketches seem to suggest playfulness between master and student, a version of the game of
opposites, the world upside down that interested Goya near the end of his life. These drawings are dated
just before Goya went into exile in France accompanied by young Rosario and her mother, who was
probably his partner at the time. When they arrived in Bordeaux, Goya insisted on Rosario’s artistic
professionalization with extraordinary passion and vehemence, aware of the politically transgressive
nature of the gesture at the time.

Isaías Griñolo
b. 1963 in Bonares, Huelva, Spain, lives in Seville, Spain
Utopía Pueblo (Utopian City), 2014
Painting on canvas, 200 x 300 cm
Courtesy: The Artist
La FIERA en SEVILLA (Utopía Pueblo) (Utopian City), 1652-1917-2013
Video, color, sound, 33’43’’
Isaías Griñolo’s video is based on the experiences of the group Los Flamencos — consisting of the singer
Niño de Elche, the poet Antonio Orihuela, and Griñolo himself — at the intersection of flamenco and
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activism. Specifically, the video explores the Corrala Utopia, a space in Seville occupied and self-organized
by a number of families, which has become an emblematic site of the struggle against privatization and
speculation of real estate as much as of the right to housing. Here, the flamenco and the (liturgical) site of
the festival serve as a social link.

Julio Jara
b. 1971 in Toledo, Spain
Los Mil y Un Cartones (A Thousand and One Cardboard Boxes), 2019
Interventions at Robin Hood Huset and the City Mission, Bergen
Video documentation; series of cardboard boxes (reconstructions of the originals)
Julio Jara works for a homeless shelter run by the Catholic Foundation San Martín de Porres in the Caño
Roto neighborhood of Madrid which cares for transgender people. He is responsible for care,
administration, and cooking. In this context, he also offers artistic workshops. This is how the project Los
Mil y Un Cartones came into being, in which the participants articulate their experiences of their first night
on the street. The equal exchange between those who help and those who are helped is crucial for him. As
part of Bergen Assembly 2019, he collaborated with the Robin Hood Huset Foundation for People in Need
and the City Mission. He conducted this workshop in Bergen, creating the video in the exhibition and the
cardboard panels in the process.

Hiwa K
b. 1975 in Sulaymaniyah, Iraq
Moon Calendar, 2007
Video, color, sound, 12‘16‘‘
Courtesy: The artist; Prometeo Gallery di Ida Pisani, Milan, Lucca; KOW, Berlin, Madrid

In this video, Hiwa K is dancing flamenco on the grounds of the Amna Souraka, an infamous political
prison of the Saddam Hussein regime, also known as the Red Security Building. He taps to the rhythm of
his own heartbeat, listening to it through a stethoscope. His heart rhythm and the drumming of his feet
harmonize with each other. Hiwa K’s action is reminiscent of a psychogeographic sensor, his body
becoming a kind of pain detector. The politicization of rhythm, which in flamenco stands equally for
celebration and tragedy, has rarely seemed as obvious as in this work.
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Teresa Lanceta
b. 1951 in Barcelona, Spain, lives in Mutxamel, Spain
8, rue de la Bahía, Barcelona; Plaça real, 13; Bonaire, 46; Don Felipe, 13; Gardunya, 9; Hospital, 56;
Jerusalem, 8; Montera, 43; Obrador, 5; Santísima faz, 3, since the 1980s
Tapestries, various dimensions

© VG Bild-Kunst, Bonn 2021

Teresa Lanceta has lived, worked, and celebrated for many years with Rom*nja communities near the
Barrio Chino in Barcelona, the El Rastro flea market in Madrid, in the Arenal and Triana neighborhoods of
Seville, and in the hills of Granada. This has had a lasting effect on her artistic practice. In each house she
lived in, a tapestry was created, named after the respective address. Moments of life, biographical
snippets, joy and sadness have been inscribed in them.

Los Putrefactos (The Rotten Ones)
Pepín Bello, Luis Buñuel, Salvador Dalí, and Federico García Lorca
Various materials
Around 1925, once their time at the Residencia de Estudiantes in Madrid had created links between the
work of Federico García Lorca, Luis Buñuel, Salvador Dalí, and the discreet Pepín Bello, the name Los
putrefactos emerged as a term for all things stale, bourgeois, mawkish, academic, and hegemonic. Their
caricatures, humorous texts, and poems united them, almost like a secret society. Buñuel and Dalí’s
famous 1929 film Un Chien Andalou (An Andalusian Dog) reflects — quite literally, for instance the rotting
donkeys on pianos — many of the group’s ideas, although in this case the criticism was directed at one of
the group’s founders, García Lorca. As the critic Rafael Santos Torroella argued, homosexual relations
were the suppressed content that united and divided the group. Bello left various written accounts of how
the ghost of Los putrefactos permanently affected the work of the three artists. Thus, traces can be found
in works like Lorca’s Poet in New York (1936–40), Buñuel’s The Exterminating Angel (1862), and Dalí’s The
Tragic Myth of Millet’s Angelus (1935–63).

Lumpenbälle
Gerd Arntz / August Sander / Franz Wilhelm Seiwert
Gerd Arntz, Zwölf Häuser der Zeit (Twelve Houses of Time), 1927
Series of 12 woodcuts, facsimile reprints
Franz Wilhelm Seiwert, letterpress postcards for Lumpenbälle, ca. 1925–32
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Selection of 5 exemplars, facsimile reprints
August Sander, Köln wie es war (Cologne As It Was), 1929–31
Lumpenball series, selection of 10, and Coellen aus Rand und Band (Coellen Out of Control),
Facsimile reprints, courtesy: Kölnisches Stadt Museum, Cologne

August Sander, Köln wie es war (Cologne As It Was), 1929–31, © VG Bild-Kunst, Bonn 2021

The photographs by August Sander, the graphics by Franz Wilhelm Seiwert, and the illustrations by Gerd
Arntz that are grouped here under the title Lumpenbälle reflect the interest in the subaltern classes shown
by a section of the socialist and constructivist avant-garde. The title refers to the costume parties
organized at the tavern Em Dekke Tommes by the artist group Kölner Progressive during the Cologne
Carnival from 1925 to 1933.
These works manifest a desire to try out a “festive” way of thinking, which was linked to the inversion of
the social order that has always been implicit in carnival: reversal of sexes, transvestism, disruption of
social roles, and subversion of the political order. The term Lumpenbälle, which the Kölner Progressive
chose for their celebrations, refers not only to the lumpenproletariat so hated by Karl Marx and Friedrich
Engels, but also to “bad costumes” cobbled together out of leftovers, scraps, and waste materials in an
economy of resistance. In fact, before the rag balls, the Cologne Carnival was a rather stiff affair in
bourgeois skirts and robes.

Pedro G. Romero after Guy Debord with other artists
b. 1964 in Aracena, Spain, lives in Seville, Spain
Canciones de la Guerra Social Contemporánea (Songs of Contemporary Social War), 2019
Various materials (documents, publications, video documentations of performances)
Together with: Niño de Elche, Javiera de la Fuente, Isaías Griñolo, Los Planetas, María Marín, Tomás de
Perrate, Proyecto Lorca, María Salgado / Fran MM Cabeza de Vaca, José lsmael Sierra
Canción para los obreros de Seat (Song for the
Seat Workers), 2019
Los Planetas, Niño de Elche, performance
Andrés Duque, video
Video, 6:35’

Nana de esta pequeña era (Lullaby of This Little
Age), 2019
María Salgado, Fran MM Cabeza de Vaca,
performance, music, video
Video, 13:28’
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Gracias a la vida (Thanks to Life), 2019
Javiera de la Fuente, José lsmael Sierra,
performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 11:52’

Canción Luis Gillardini González (Song for Luis
Gillardini González), 2019
Tomás de Perrate, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 4:50’

Epitafio para un extranjero (Epitaph for a
Stranger), 2019
María Marín, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 5:48’

Canción Gabriel Botifoll Gómez (Song for Gabriel
Botifoll Gómez), 2019
Tomás de Perrate, María Marín, Proyecto Lorca,
performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 6:59’

Canción de parla (Song of Garrulousness), 2019
Tomás de Perrate, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 5:25’
Canción de las barricadas de Cádiz (Song of the
Barricades of Cádiz), 2019
Tomás de Perrate, María Marín, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 9:45’

Presos de Segovia (The Prisoners of Segovia),
2019
María Marín, Proyecto Lorca, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 9:09’
La cárcel de Segovia (The Prison of Segovia),
2019
Proyecto Lorca, performance
Isaías Griñolo, video
Video of a concert during the Bergen Assembly
2019, 6:45’

In the late 1970s, Guy Debord took frequent trips around the Iberian Peninsula. In Spain and France, he
was in contact with the Autonomist movement. It was in this context that he decided to put together a
songbook of what he euphemistically described as the “Spanish neo-democracy.” Needless to say, Debord
was thinking of the songs of the civil war he sang by heart, of the popular songs compiled by Federico
García Lorca and sung by La Argentinita, and of his relationship with the left-wing exiled Spanish, Latin
American, and European singer-songwriters living in Paris. In 1968, Debord had already made a version of
the popular song “Ay Carmela” in French, adapting it to reflect the Stalinist repression of the CNT and
POUM on the streets of Barcelona in May 1937. Debord published his first compilation in a booklet
entitled Canciones de la Guerra Social Contemporánea (Songs of the Contemporary Social War) in 1981,
attributing authorship to Unos Iconoclastas.
Canciones de la Guerra Social Contemporánea (Songs of the Contemporary Social War) is a project by
Pedro G. Romero, who has been endeavoring to reconstruct and put into circulation the songbook
assembled by Debord under that title. Twenty-seven songs are presented in different ways.
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Pedro G. Romero and María García Ruiz
Machines for Living, 2018
Multipart installation with models, plans, photos, and videos of various urban-development projects
Model by MEDIOMUNDO arquitectos

Exhibition view, CentroCentro, Madrid, 2017, photo: Lukasz Michalak

Homes for a Gypsy Community by César Portela and Pascuala Campos, 1970–72, Campañó, Pontevedra,
Spain

Photo: Anna Turbau

The driver of this project was the idea of integrating the Gypsy community into the landscape, based on
the metaphor of the caravan and the granary. Pilotis — the pillars so common in the modernist movement
— were used to isolate the homes from the damp ground, and to provide versatility of use, with
enclosures for animals below and dry storage in the upper part of the home. In principle, the layout was
going to be circular, centered on the school and other public spaces, which were never built. César Portela,
who had carried out militant work with his father Llanos in Madrid’s Poblados Dirigidos supervised
housing developments, received the commission from the Asociación Caritativa Patronato de la Vivienda
Gitana (Trustees of the Charity Association for Gypsy Housing). With the passing of time, the community’s
way of life evolved and the formal effectiveness of the space was undermined, with high-rise
developments, closed-up shop units, shanty houses, et cetera. Today, it is a marginalized town, plagued by
crime and drug dealing.
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Quinta da Malagueira by Álvaro Siza, 1977–88, Évora, Portugal
Álvaro Siza’s social project sought to regenerate parts of the Portuguese city of Malagueira, which at the
time was mainly a rubbish dump and the home of changing Rom*nja communities. The landscape dictated
the layout of the homes, with a lake, a wood, and various meadows in the area. The plan was based on
building rows of urban homes around the infrastructure, a canal built from prefabricated concrete blocks,
with channels for water and electricity, inspired by the city’s ancient Roman aqueduct. The design
included small variations in the combination of inner and outer walls, and patios in various
configurations, shattering the monotony typical of planned social developments. The width and height of
the homes could be extended, in response to growth in the family. Some of the homes were allocated for
families from the Rom*nja community.
Cité du soleil by Georges Candilis, 1961–69, Avignon, France
The first Rom*nja city built in the 1960s in France (if we ignore the Saliers concentration camp, which was
also known as the Cité de gitans) was based on the symbol of a circle, harking back to the community
around the fire, and also to the wheel as the symbol of the Rom*nja people – in other words, a spoked
wheel and circle around a fire that is no longer permitted in public space. All of the effort in this attempt
went into the shape: the primary shape as a way of disciplining space. In its own symbolic logic, the camp
was not viable, and the project eventually disappeared.
Gao Lacho Drom by Enrique Marimón, 1969, Álava, Spain
Inspired by Georges Candilis’s Cité du soleil, the project Gao Lacho Drom was organized in a double ring.
Like almost all of the utopian models, it failed. It could not adapt to the changes its inhabitants made to the
space, creating swimming pools in unexpected places, cooking outdoors, keeping animals in places not
designed for that purpose, taking over more space than they were registered as owning, multiplying
families overwhelming the spaces, and so on.
La Virgencica by Cruz López Mü ller, Santiago de la Fuente Viqueira, Miguel Seisdedos González, Luis
Labiano Regidor de Vicuña, José Luis Aranguren Enterría, and Antonio Vallejo Acevedo, 1963, Granada,
Spain
Model by MEDIOMUNDO arquitectos The cave formed a starting point for this futurist urban development,
echoing the Rom*nja homes in the caves of Sacromonte. This explained the hexagonal modules, which
retained the circular layout and depth of a cave, a house without windows. Following flooding in 1962 and
1963, the caves were abandoned as homes, with only those used for entertainment as tablao flamenco
venues remaining. The move to La Virgencica — a group of prefabricated constructions that was always
intended to be temporary — lasted more than twenty years, with the associated deterioration of the
buildings. The “beehive” layout is typical of the modernist movement, seeking to present the unity and
autonomy of the community through biological metaphors. La Virgencica was home to a powerful local
movement that began to rise up against the Franco dictatorship. A famous construction strike was
organized in 1970 — with the support of Hermandad Obrera de Acción Católica (The Catholic Action
Workers’ Brotherhood, HOAC), the Jesuits, and other religious organizations — in which three workers
were killed by the Francoist police. For a long time, it operated as temporary lodging, which itinerant
Gypsy families would occupy while waiting to get a flat in one of the city’s new housing developments.

Darcy Lange and Maria Snijders
D. L.: b. 1946, Urenui, New Zealand, d. 2005, Auckland, New Zealand
M. S.: b. 1957 Tilburg, The Netherlands, lives in Auckland, New Zealand
Aire del Mar (Sea Air), 1988–94/2019
Multimedia performance (reconstruction of the work)
Courtesy: Darcy Lange Estate and Maria Snijders
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Producer: Tabakalera, San Sebastian in collaboration with Govett Brewster Art Gallery, New Zealand,
Darcy Lange Estate, New Zealand; technical support: Tractora Koop. E; digitalization of slides and image
editing: Clara Sánchez-Dehesa, Jabi Soto; digitalization of videos: Nga Taonga Sound and Vision,
Wellington, New Zealand; artistic guidance: Pedro G. Romero, Mercedes Vicente

Darcy Lange traveled to the Cortijo Espartero in Morón de la Frontera, Seville, on numerous occasions to
work and study guitar with Diego del Gastor. Under the pseudonym Paco Campana, he worked as a
flamenco guitarist and continued to perform in New Zealand until his death in 2005. Lange also included
flamenco in two complex multimedia operas: People of the World (1983–84) and Aire del Mar (Air of the
Sea, 1988–94). In the latter, he likened the struggles of the Maori and the Roma people against colonial
oppressors, but also their roles in the defense of nature. He described Aire del Mar as an “audiovisual
environmental opera,” featuring Diego del Gastor and his people, as well as guitar playing by Paco
Campana.

Delaine Le Bas
b. 1965 in Worthing, England, lives and works in Worthing, England
Witch Hunt, 2009
Installation (paper, fabric, embroidery, objects), various dimensions
Courtesy: Stiftung Kai Dikhas, Berlin

Exhibition view, Württembergischer Kunstverein, photo: Florian Model
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Language differences have long been a source of conflict and mistrust in Great Britain. Even today, the
language of the thousands upon thousands of Rom*nja who live here is not included in the official
curriculum. Conversely, those who have never understood this language have mistaken it for magic signs
and witchcraft. Especially the British Rom*nja have been called witches, as hundreds of court cases and
novels prove. Delaine Le Bas picks up on this short-circuit and derives from it a multitude of repetitive
gestures, signs, and actions. They are directed against the appropriation of the Rom*nja as scapegoats in
times of crisis, ranging from pandemics caused by plague or cholera to the economic crises of the colonial
and industrial phase of capitalism; against intolerance, expulsion, homelessness, lack of social support,
and distortion of the history and identity of the Rom*nja.

Ocaña y sus muchachas flamencas
Jornadas Libertarias Internacionales (International Libertarian Days), 1977
Documentation of an intervention during the International Anarchist Congress Jornadas Libertarias in
Barcelona, Spain, July 22–25, 1977
Digital slide show with photographs by Eduard Omedes

The International Anarchist Congress organized in 1977 by the Confederación Nacional del Trabajo (CNT)
in Barcelona aimed to support the anarchist tradition in conjunction with the new tides of libertarian
thought. The magazine Ajoblanco, covering the Congress, published an article calling for total freedom of
sexual practices. As an add-on to the official program, Ocaña and his ballet improvised a full closing party
that included Fandangos and fellatio, Sevillana dancing and sex romps, parodic rallies and public
urination. The national board of the CNT complained about these acts, but the organizers threatened to
resign unless the presentations were allowed to go ahead at the end of each evening. The magnitude of the
scandal led Ocaña to coin the term “libertataria.” He felt that gender debates were of key political
importance and insisted on imposing his own, lewd vocabulary: maricón instead of gay, transvestite
instead of drag queen, whore and rent boy instead of prostitute and gigolo.

Otto Pankok
b. 1893 in Mülheim an der Ruhr, Germany, d. 1966 in Wesel, Germany
Various charcoal drawings
Courtesy: Pankok Museum Haus Esselt, Hünxe
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Gaisa back from Auschwitz, 1948

Roda steckt Zigarre an (Roda Lights a Cigar),
1929
Charcoal drawing, 120 x 100 cm
Roda mit Hut (Roda with Hat), 1929
Charcoal drawing, 117 x 100 cm
Pataran mit offenem Mund (Pataran with Open
Mouth), 1929
Charcoal drawing, 118 x 100 cm
Patum, 1929
Charcoal drawing, 120 x 100 cm
Tomasa Büste (Tomasa Bust), 1929
Charcoal drawing, 100 x 120 cm
Patum mit losem Haar (Patum with Open Hair),
1929
Charcoal drawing, 100 x 117 cm
Pataran raucht (Pataran Smokes), 1929
Charcoal drawing, 150 x 100 cm

Charcoal drawing, 100 x 120 cm
Zigeunerin (Gypsy Woman), 1931
Charcoal drawing, 108 x 100 cm
Zigeuner (Gypsy Man), 1931
Charcoal drawing, 118 x 89 cm
Zigeuner Bubala (Gypsy Bubala), 1931
Charcoal drawing, 120 x 100 cm
Junger Zigeuner Kartusch (Young Gypsy
Kartusch), 1931
Charcoal drawing, 120 x 100 cm
Raklo liest (Raklo Reads), 1933
Charcoal drawing, 100 x 120 cm
Fisili, 1933
Charcoal drawing, 100 x 118 cm
Gaisa von Auschwitz zurück (Gaisa back from
Auschwitz), 1948
Charcoal drawing 100 x 120 cm

Zigeunerbursche Kartusch (Gypsy Boy Kartusch),
1931
The Expressionist artist Otto Pankok, who settled in Düsseldorf in 1919, joined the artists’ group Junges
Rheinland that same year. A total of fifty-six of his paintings were later to be confiscated by the National
Socialists from museums throughout Germany, and some of them were to be shown in the exhibition
Entartetet Kunst (Degenerate Art) in Munich in 1937.
In 1929, the artist undertook a trip to Spain to recover from the horrors of the First World War. About half
of Pankok’s works, which are shown here, were created during this period. The impressions from the
Prado Museum, with its masterpieces by Francisco de Goya and Diego Velázquez, have been inscribed in
them, as have the lifestyles of the agricultural workers and Catalan peasants from the Empordà.
24

Back in Germany two years later, Pankok became friends with the Sinti*zze who lived in the so-called
“wild settlement” Heinefeld (today Unterrath) in Düsseldorf. In 1925, this informal settlement had been
established on the Golzheimer Heide, where unemployed and homeless people, artists and Sinti*zze
families, lived. Pankok had a studio here from 1931 to 1934, which is how he got to know the Sinti*zze.
The settlement was cleared as of 1935 by the National Socialists, who built a new district, the
Schlageterstadt, on the grounds of the exhibition Schaffendes Volk (Productive People) in 1937 —
including model apartments that represented the fascist “new building” ideas. The Sinti*zze families were
first isolated in a shantytown and later taken to various concentration camps. Not many survived the
Holocaust. After the Second World War, Pankok contacted them and supported them in their struggle for
compensation. The other half of the works shown here by Pankok reflect his attachment to the Sinti*zze.

PEROU / Sébastien Thiéry
PEROU – Pôle d’Exploration des ressources urbaines (Urban Resources Exploration Cluster)
Considérant ... (Considering this ... ), 2013
Video, 28’35’’
Director: Sébastien Thiéry; voice: Yves-Noël Genod
PEROU is a collective that deals with processes of urban exclusion. The video Considérant … (Considering
this ... ) documents the process, the success, and the destruction of a project in a Rom*nja settlement in
Ris-Orangis near Paris, in which Rom*nja, locals, artists, architects, students, and others were involved.
Together they had renovated the settlement, built a meeting place, worked, and celebrated festivals:
among others, with the flamenco dancer Israel Galván. This process is traced on the pictorial level — until
the brutal demolition of the settlement by the police. On the sound level, the letter written by the
authorities to justify the destruction is read aloud: a technocratic, paternalistic litany of the dangers that
the project allegedly held.

Carlos Gonzáles Ragel (Rajel)
b. 1899 in Jerez de la Frontera, Spain, d. 1969, Ciempozuelos, Spain
Esqueletomaquias (Skeletons), 1937–42
33 drawings, 4 collages, 5 albums (facsimiles)

Many of these drawings were presented at Carlos González Ragel’s 1937 exhibition in Seville, in the midst
of the Civil War, with the city occupied by the fascists. The artist’s personal style — his representation of a
world wholly through skeletons — casts doubt on the true status of his portraits of General Franco and
General Queipo de Llano. They embody death, enthroned on piles of corpses, which could nonetheless also
be portraits of their triumph and glory. Ragel’s alcoholism and physical frailty led him to suffer from
delirium tremens for an extended period, which gave rise to the fantastical and visionary nature of his
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work. His Esqueletomaquias (Skeletons) were his way of looking at the world in a traumatic fashion.
According to him, the reason why his dances of the dead were mostly embodied by people from the world
of parties had to do with keeping any kind of pessimism out of his work: the truly living dead. Without
consciously intending to, Ragel’s work accurately caricatured his time.
Ragel was a painter, printmaker, photographer, and designer who spent much of his life in psychiatric
hospitals in Málaga, Seville, and Ciempozuelos, where he died.

August Sander
b. 1876 in Herdorf, Germany, d. 1964 in Cologne, Germany
Fahrendes Volk, Zigeuner und Landstreicher (Traveling People, Gypsies, and Itinerats), 1929–31
from the series Menschen des 20. Jahrhunderts (People of the 20th Century)
Gelatin silver print (reproduction, 1993), 26 x 18.9 cm each
Courtesy: Die Photographische Sammlung/SK Stiftung Kultur Köln
Wandernde Korbflechter (Wandering Basket Weavers), 1929
Vagabunden (Vagabonds), 1929–30
Jerusalempilger (Jerusalem Pilgrims), 1930
Landstreicher (Tramps), 1930
Bärentreiber im Westerwald (Bear Drivers in the Westerwald), 1929
Zigeuner an der Mosel (Gypsies on the Moselle), 1931
Zigeunerfrauen (Gypsy Women), 1930
Zigeunerfrau mit Kind (Gypsy Woman with Child), 1930
Zigeunerprimas (Gypsy Primate), 1930
Zigeuner (Gypsy), 1930

© VG Bild-Kunst, Bonn 2021

People of the 20th Century, one of the most famous projects of photographer August Sander, is an extensive
archive of typological portrait photographs. Divided into seven groups, ranging from The Farmer to The
Last People, it traces the humane productive forces of German society between the Weimar Republic and
the fall of National Socialism. Within the group The City is the series Traveling People, Gypsies, and
Itinerats. It includes photographs of various marginalized social groups that elude a common
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categorization: so-called vagabonds and tramps, Jerusalem pilgrims, Rom*nja and Sinti*zze, basket
weavers, and showmen with bears. Karl Marx and Friedrich Engels pejoratively summarized these
marginalized groups under the term “lumpenproletariat.” Sander classified them as representatives of an
urban society.

SEM/EN (Valeriano Bécquer / Gustavo Adolfo Bécquer)
V.B.: b. 1833 in Seville, Spain, d. 1870 in Madrid, Spain
G.A.B.: b. 1836 in Seville, d. 1870 in Madrid, Spain
Los Borbones en pelota (The Bourbons at the Ball), ca. 1868
Series of watercolors, various dimensions, facsimile reprints
Known as Los Borbones en pelota, this series of watercolors grew out of a desire to criticize the cabinet of
the court of Isabella II during a period of liberal regency in nineteenth-century Spain. In theory, the series
was funded by the Conservatives and the prints circulated in reactionary circles. However, full of
pornographic and libertarian innuendo, it overstepped the bounds of conservative propaganda and was
kept out of the public eye. What began as a puritanical condemnation of the rampant excesses of the
monarchy resulted in a carnivalesque critique in which all social positions were undermined.
Parliamentary activity, diplomacy, and the ministerial council were turned upside down in an orgiastic
celebration. The explicit use of pornography made public dissemination of the images impossible. SEM/EN
is the pseudonym under which the entire album circulated. The series seems to have been started by
Valeriano Bécquer and his brother Gustavo Adolfo Bécquer, one of the first modern Spanish poets. It is
likely that many artists were involved in the series.

Stalker / Osservatorio Nomade (Fabrizio Boni / Giorgio de Finis)
F. B.: b. 1966 in Rome, Italy
G. d. F.: b. 1966 in Rome, Italy
Savorengo Ker (The House of All), 2008
Participatory project initiated by Stalker / Osservatorio Nomade
Video, color, sound, 57’
Directed and produced by Fabrizio Boni and Giorgio de Finis with the support of Stalker / Osservatorio
Nomade

Stalker / Osservatorio Nomade (Giulia Fiocca, Lorenzo Romito) is a collective that has been working since
1995. The practices of Guy Debord’s dérive — walking and wandering — are some of the main tools of this
group of artists and architects, who come across Roma populations on their rambles around the edges of
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cities, particularly migrants of Roma ethnicity who ended up in Italy, on the outskirts of Rome, fleeing the
Balkan War, or in later waves of migration after Romania and Bulgaria joined the European Union. Stalker
decided to work with these groups and their ecumenical power by inviting Kurdish immigrants and the
Roma community, for example, to live together in a singular, open, “house of all,” the Savorengo Ker. The
project brought into play concepts of dweller and dwelling — which are standardized in the deterministic
architectural processes of cities — questioning and problematizing them. Celebration was a cohesive way
of bringing these communities together.
Ceija Stojka
b. 1933 in Kraubath an der Mur, Austria, d. 2013 in Vienna, Austria
Various drawings and paintings
Courtesy: Stiftung Kai Dikhas, Berlin

Smeared with Blood, That’s How I and My Mother Left Bergen-Belson, n.d.

Blutverschmiert, so verließen ich und Mama
Bergen-Belsen (Smeared with Blood, That’s How
I and My Mother Left Bergen-Belsen), n.d.
Acrylic paint on cardboard, 33 x 34 cm
Untitled, n.d.
Gouache and acrylic paint on cardboard, 70 x
100 cm
Untitled, n.d.
Ink and acrylic paint on paper, 20.8 x 29.6 cm
He, du, steh’ auf! Wir sind nicht mehr in Auschwitz
(Hey, You, Get Up! We Are No Longer in
Auschwitz), n.d.
Mixed media on paper, 29.5 x 42 cm
Die Gejagten: Die Ankunft war so ... (The Hunted:
The Arrival Was So ...), n.d.
Ink on cardboard, 29.5 x 41.8 cm

Wer hat meinen Baum gefällt (Who Cut Down My
Tree), 1996
Acrylic paint on cardboard, 100 x 70 cm
Nie wieder ‘Jawohl’ (Never again ‘Jawohl’), 1996
Ink on cardboard, 38 x 24 cm
Untitled, 1997
Gouache and ink on paper, 38.5 x 48 cm
Arbeit macht frei Auschwitz (Work Sets You Free
Auschwitz), 2000
Felt-tip pen on paper, 29.5 x 21.5 cm
Wir konnten nichts tun (There Was Nothing We
Could Do), 2002
Ink on paper, 42 x 29.5 cm
Mama, mama, mama. Wohin mit ihnen? 1943.
Wohin? Nach Auschwitz (Mama, Mama, Mama.
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Where To Put Them? 1943. Where To? To
Auschwitz), 2008
Ink on paper, 42 x 29.5 cm

Jawoll! Los, los, weg mit dem Pack! (Yeah! Go, Go,
Get Rid of the Vermin!), 2010
Ink on paper, 29.5 x 42 cm

Auschwitz: Wir schämten uns (Auschwitz: We
Were Ashamed), 2008
Ink on paper, 30 x 42 cm

Sieg Heil! Ein Volk, ein Reich, ein Führer (Sieg
Heil! One People, One Empire, One Leader),
2010
Ink on paper, 29.5 x 42 cm

Block 11. Arbeit macht frei (Block 11: Work Sets
You Free), 2009
Ink on paper, 42 x 30 cm
Los, los! Auschwitz (Go, Go! Auschwitz), 2009
Ink on paper, 29.5 x 42 cm

1943, Endstation Auschwitz. (1943, Last Stop
Auschwitz), 2011
Ink on paper, 42 x 29.5 cm
Untitled, 2011
Ink on paper, 29.5 x 42 cm

There is something remarkable about the paintings referencing the Porrajmos (the Romani term for the
persecution and extermination of the Roma people during the Nazi regime) that Ceija Stojka started to
produce almost fifty years after living through that traumatic experience. Critics never fail to point out the
power and vitality, and even a certain joyfulness in being alive — or rather, staying alive — in her
portrayals of the horror experienced. This exhibition emphasizes the political nature of Stojka’s
testimonies, which rely less on memory than on the desire to bring to light the experience of the
persecution and extermination of the Roma, which has often been silenced. This political aspect gives her
testimony a certain uniqueness. It is not just about personal memory, but about building a collective
memory of what happened.
Ceija Stojka was a musician, poet, and painter from a Lovara Roma community that had been living in
Austria since the start of the modern age. In 1933, her family was forced to settle and abandon its nomadic
lifestyle. It suffered the Nazi genocide after the National Socialist annexation of Austria. Stojka was
interred in the concentration camps at Auschwitz, Ravensbrück, and Bergen-Belsen, where she was
liberated by the British Army when she was just twelve years old.

Teatro Gitano Andaluz de Mario Maya
established 1976 in Seville, Spain
Camelamos Naquerar (We Want To Speak), 1976
TV recording (RAI) of the performance of the same name, color, sound, 17’
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Camelamos Naquerar (We Want to Speak), written by Roma dramatist José Herdia Maya, depicts Roma
people who finally give voice to their history. The play was conceived as a long documentary poem,
spanning the period from the first Pragmatic Decree enacted by the Catholic Monarchs against the Roma
to their marginalization at the time the play was written. It includes the reading of legal mandates and
historical chronicles, which are countered by the power of flamenco singing and dancing. The work was
presented in an activist political context, in which Mario Maya’s avant-garde flamenco brought to light
harsh and often little-known texts on the repression and persecution of the Roma people.
Camelamos Naquerar broke with the dramatic conventions of flamenco theater and tablaos, but it also
turned away from the private, family space of flamenco fiestas, adding a social and political dimension to
the action unfolding on stage. The footage of the show recorded by the Italian public broadcaster RAI in
the remote city of Guadix is a good illustration of this.
Luca Vitone
b. 1964 in Genoa, Italy, lives in Milan, Italy
Eppur si muove (And Yet She Moves), 2009
3 flags, 180 x 130 cm each
Courtesy: The artist; Galerie Nagel Draxler; Galleria Pinksummer; Galerie Michel Rein

This work formed the starting point of a comprehensive project by Luca Vitone, which, based on a black
flag with a red spoke wheel, asks what a return of the Rom*nja to their country of origin, India, which they
left in the fourteenth century, could mean. Among other things, Vitone traveled in a camper from Bologna
(where Rom*nja are first mentioned in 1422) to Chandigarh (where the first international documentation
center of the Rom*nja was opened in 1970). The title refers to the famous sentence ascribed to Galileo
Galilei when, under the pressure of the Inquisition, he had to declare, against his own conviction, the Earth
as the immovable center of the universe. Vitone insists equally on freedom of thought and freedom of
movement. At the first world congress of the Rom*nja in 1971 in London, the Rom*nja flag was adopted. It
shows a red spoke wheel in front of a blue-green background alluding to heaven and earth. Instead,
Vitone’s flag shows a black background and thus refers to the black-red color code of the anarchists.
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Wording
Sources: rombase.uni-graz.at and www.romarchive.eu/de
Rom / Rrom (male, singular)
Roma / Rroma (male, plural)
Romni / Rromni (female, singular)
Romnja/ Rromnja (female, plural)
Rom*nja / Rrom*nja (cross gender)
R… or Rr…?
Both variants are correct. The spelling with double R derives from Romani, the language of the Rom*nja.
Sinto (male, singular)
Sinti (male, plural)
Sintiza (female, singular)
Sintize (female, plural)
Sinti*zze (cross gender)
Terms for Rom*nja Communities
There are numerous ways in which we can categorize the designations of Roma communities . . . Two
basic ways are autonymous and exonymous . . . An autonymum is the name by which certain communities
designate themselves; an exonymum . . . is the name given by others. It is often difficult to determine
whether a name is autonymous or exonymous because . . . the term used by others may, in the course of
time, become one used for more precise self-identification.
A basic . . . and in its way all-inclusive autonymum is the ethnic name (ethnonymum) Rom. The Roma
brought the name from India in a phonetic modification of the ethnic/caste term Ḍom. Although today,
Roma living in various lands around the world use different “autonyma” for their societies (Sinti, Kale,
Manouche, etc.), all acknowledge a common origin and basic identity with Roma . . . The autonymum Sinti
. . . is used by members of an important Roma society, the greatest number of whom live in Germany.
When, in various world languages, people refer to Roma in general, that is, to Roma society without any
sort of internal differentiation . . . , designations are used that are taken from two main appellatives . . . :
Athingani and (E)giptoi. The term Athingani has been modified to the Czech c/Cikán, the Slovak c/Cigán,
the German Zigeuner, the Hungarian cigany, the Russian cygan, the Italian Zingari, the French Tsigane, etc.
(E)giptoi is the origin of the English “Gypsy,” the French Gitan, the Spanish Gitano, etc.
– ROMBASE / Mozes F. Heinschink, Michael Teichmann 2014
Since the fifteenth century, Zigeuner has been a term for population groups and individuals in the
German-speaking world that has been proven to have a majority society and to which a way of life
deviating from that of the majority society has been attributed . . . Zigeuner contains sociological and
biologist-racist elements. Sociographically, it marks different social and ethnic groups whose way of life is
seen as unsteady, deviant, and delinquent . . . The use of the term is [highly] problematic because it cannot
be detached from the stereotypes it conveys and therefore has a discriminatory effect. Moreover, under
National Socialism it was a racist category of persecution and thus a component of the persecution and
extermination process. . . .
In 1971, the first World Congress of the international civil rights movement of the Roma in London
decided to replace the foreign term “Gypsy,” which had previously been customary in English-speaking
countries, as the overall term for members of the minority, with the proper term Roma. On the
recommendation of its Language Commission, the International Roma Union (IRU) adopted the resolution.
The second international umbrella organization of Roma organizations, the Roma National Congress
(RNC), today also uses the term Roma as a collective term for the minority divided into numerous subgroups (such as Spanish Calé, Hungarian Gabor, Eastern European, Scandinavian, American Kalderash,
Lalleri, Lovara, Sinti).
– ROMARCHIVE / Karola Fings, Ulrich F. Opfermann, 2018
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Selection of Self-Designations of Various Rom*nja Groups
Cale (kalo, Romani: black), Spain, southern France. They speak para-Romani, a Romani ethnolect of
Spanish. Professions: musicians and dancers (famous for flamenco performances) and horse traders.
Kale (kalo, Romani: black), Finland, Spain.
Kalderara / Kalderaš / Kerderara (caldare, Romanian: cauldron), originally makers and repairmen of
cauldrons. They live in most of the countries of Europe and North and South America. Kalderaš is a
Wallachian dialect.
Lovara / Lovari (ló, Hungarian: horse) originally horse traders. Almost all live in Europe and North and
South America. Ethnosynonymum used locally in the Czech and Slovak Republics: Vlachi.
Manush (manush, Indian-Romani: human being), Sub-ethnic group closely related to German Sinti, France.
Servika Roma (Servi), 1: archaic syn. For Slovak Roma, traditionally settled Roma in Slovakia. It became an
autonymum. Slovak Servika Roma do not have either language or seemingly any clan origin in common
with Ukranian Servi. 2: Appellativum that Ungrika Roma (Hungarian Roma), the settled Hungarian
minority of the southwestern region of Slovakia use for Roma speaking an almost identical . . . dialect, but
settling in ethnic Slovak surroundings (Klenovec, Hnúšťa, etc.).
Sinti (uncertain etymology), distinctive sub-ethnic group of Roma living predominantly in Germany.
Others in Italy, Austria, the Czech Republic, Slovenia, etc. Syn. Ňemcika Roma (used by Roma in the Czech
and Slovak Republics). A sub-group or closely related group.
– ROMBASE / Mozes F. Heinschink, Michael Teichmann, 2014

Gadscho, Gadžo, Gažo, Das, Gor
Gadscho (in Vlach dialects: Gadžo or Gažo), Das, and Gor are the most common denominations for nonRoma . . . It is assumed that Gadžo derives from the old-Indian gārhya (domestic) and means, besides nonRom, also farmer, villager, head of the house, and husband. It is the most used term and known also by
many non-Roma. Das (in particular the Balkan group) derives from the old-Indian Dāsa (slave) and
corresponds to the Hindi denomination Dās. Gor is used in some Romani variants of the central group
(e.g., Vend Roma). Besides these main forms, there are a number of further synonyms with regional
meanings.
– ROMBASE / Mozes F. Heinschink, Michael Teichmann, 2014
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The Stuttgart Vagabond Congress
May 21–23, 1929, Freidenker-Jugendgarten, Killesberg

During Pentecost in 1929, the first international congress of vagabonds, which was a political gathering of
homeless and unemployed people, took place on the Killesberg in Stuttgart, in close proximity to the
Weissenhof Estate, the flagship of the “Neues Bauen” (new building) movement that was built two years
prior. It was initiated by Gregor Gog, who previously, in various speeches and articles, had been
outspoken toward a politicization of people living on the streets. In 1928, he founded the Bruderschaft der
Vagabunden (Brotherhood of Vagabonds) and, in the same year, became editor of the journal and polemic
Der Kunde (The Customer). At that time, the word Kunde was used as a self-label by vagabonds and
tramps.
Both the magazine Der Kunde and the Stuttgart Vagabond Congress — which was accompanied by a radio
program and an art exhibition — aimed to make the ideas and demands of the Bruderschaft der
Vagabunden public and to decisively expand their network.
The target group was focused on people who lived on the streets for very different reasons: besides the
unemployed, migrant workers, war invalids, and people belonging to various marginalized groups, it
included Jugendbewegte, itinerant preachers, members of the Lebensreform (life reform) movement,
anarchists, or the academically educated who objected to bourgeois society and artists. They were
representatives of the class that Karl Marx and Friedrich Engels contemptuously called the
“lumpenproletariat” and which they accused of being indolent, unreliable, and reactionary. “The
lumpenproletariat, this exodus of the degenerate subjects of all classes . . . is the worst of all possible
people,” wrote Engels in Der deutsche Bauernkrieg (The Peasant War in Germany, 1870). “These lowlifes
are absolutely corrupt . . . .”
In contrast, Gog and his supporters demanded that any wage labor be deliberately denied, and that the
street not the factory be favored, in order to effectively fight and overthrow the exploitative system of
capitalism. “Generalstreik ein Leben lang!” (General strike, for life!) was the motto of the Vagabond
Congress.
While the Stuttgart authorities did their utmost to keep the external impact of the Congress as
insignificant as possible — it is even said that prior to its happening, they spread the false report that the
Congress had been cancelled — over 500 “customers” and numerous representatives of the German and
international press followed the call.
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In the speeches, poems, and songs that could be heard at the meeting, a more precise understanding and
the recognition of the “customers” was promoted. Their plight was a topic as much as a euphoric call to
form a mass movement of deniers. Vagabondage as a principle of life.
Even though the Stuttgart Vagabond Congress had no direct influence on party politics, it strengthened
the cohesion and politicization of some of the “customers.”
Wohnsitz: Nirgendwo. Vom Leben und vom Überleben auf der Straße
(Residence: Nowhere. About Life and Survival on the Street)
Exhibition and catalogue
Exhibition catalogue, published by Künstlerhaus Bethanien, Berlin, 1982

In 1982, Michael Haerdter conceived the exhibition Wohnsitz: Nirgendwo. Vom Leben und vom Überleben
auf der Straße (Residence: Nowhere. About Life and Survival on the Street) for Künstlerhaus Bethanien in
Berlin. It explored issues of homelessness in Germany since the nineteenth century. Here, the Stuttgart
Vagabond Congress of 1929 and the Bruderschaft der Vagabunden founded by Gregor Gog were analyzed
in detail.
After its presentation in Berlin, the exhibition moved to the Württembergischer Kunstverein Stuttgart, to
Amsterdam (deMeervaart), Dortmund (Museum am Ostwall), Bielefeld (Cultural Office at the Assapheum
Bethel), and Düsseldorf (Landesmuseum Volk und Wirtschaft).

Der Kunde: Zeit– und Streitschrift der Vagabunden, 1929
(The Customer: Journal and Pamphlet of the Vagabonds, 1929)
3rd year, nos. 5–6
Editing: Gregor Gog; cover: Hans Tombrock
With contributions by Kh. Bodensiek, Rudolf Geist, Helmut Klose, Karl Roltsch, Gerhard Siegesmund,
Rudolf Waldau, Paul Weise
Publishing house of the Vagabonds, Stuttgart-Degerloch
Courtesy: Private collection
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The first street newspaper in Europe, Der Kunde (The Customer), was founded in 1927 by the writer and
tramp Gustav Brügel. Already its first issue was confiscated due to it containing a story on homosexual
love. Brügel then left Germany. Starting in 1928, Gregor Gog took over the journal and pamphlet of the
Vagabonds, which was published until 1931. Each issue contained a mixture of poems, drawings, political
essays, and literary texts.
At the Stuttgart Vagabond Congress in 1929, Gog, while still an anarchist, warned against any kind of
appropriation of the Bruderschaft der Vagabunden by the Communist Party. After a stay in the Soviet
Union in 1930, he returned as a convinced Communist, joined the Communist Party, and from then on
considered his commitment to the Vagabonds as a service to the Communist struggle. This is also reflected
in the magazine renaming to Der Vagabund (in distinction to conventional “customers”) in 1931. The
cover was redesigned according to the principles of avant-garde photo collage. Gog’s declared aim was to
“transform the vagabonds into an auxiliary army of the proletariat.” Exemplary for this was a reprint of
Maxim Gorki’s appeal An die Vagabunden Deutschlands und der anderen Länder (To the Vagabonds of
Germany and of Other Countries) in issue number 3 of 1931.
Generalstreik das Leben lang! Lebenslänglich Generalstreik!
(General Strike for Life! Lifelong General Strike!)
Appeal, Vagabond Congress, 1929, Stuttgart
“Society, represented by its authorities, speaks of their care. The law cares for itself, for society, for the
satiated, so that the victims of its tyranny do not come close to them. Their ‘care’ is police
humanitarianism! It is ‘provision’! They do ‘care,’ i.e., they take precautions that their towers, through
which they transform the earthly world into a single large barrack, do not collapse.
The virtuous bourgeois speak of the Vagabonds as indolent lowlifes. What does this society know about
the path and destination of the ordinary road?
At the beginning of every essential work is the realization of things. But it is the customer, the vagabond,
who goes out to present it! His task in this world is not bourgeois work. This work would be assistance for
further enslavement, would be work toward a bourgeois hell! Slave service for the protection and
preservation of the oppressors! The customer, more revolutionary than the fighter, has made the clear
decision:
General strike, for life! Lifelong general strike!
Only by means of such a general strike can the capitalist, ‘Christian’ dungeon-building society be shaken,
jiggled, be derailed!”
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Jo Mihàly
b. 1902 in Schneidemühl, Poland, d. 1989, Seeshaupt, Germany
Ballade vom Elend (Ballad of Misery), 1929 (reprint)
Verlag der Vagabunden, Stuttgart-Degerloch
Courtesy (all): Private collection
Michael Arpad und sein Kind: Ein Kinderschicksal auf der Landstraße (Michael Arpad and His Child: A
Child’s Fate on the Country Road), 1930 (1st edition)
D. Gundert Verlag, Stuttgart
Gesucht: Stepan Varesku (Wanted: Stepan Varesku), 1979 (1st edition)
Aufbau-Verlag, Berlin and Weimar
The dancer, actress, poet, and author Jo Mihàly was one of the few active women in the Brotherhood of the
Vagabonds. After appearances in vaudeville theaters and the circus, as well as engagements at various
theaters, including the Volksbühne Berlin, she lived on the streets for some time in the 1920s. She met
Gregor Gog in 1927, wrote various texts and poems for the magazine Der Kunde (The Customer), and in
1929 her Ballade vom Elend (Ballad of Misery) was published by Gog’s Verlag der Vagabunden.
Mihàly was especially committed to the rights of the Sinti*zze and Rom*nja, published various texts and
poems on the subject, as well as the novel Hüter des Bruders (Guardian of the Brother, 1942), which was
later released under the title Gesucht: Stepan Varesku (Wanted: Stepan Varesku). She also authored the
children’s book Michael Arpad und sein Kind: Kinderschicksal auf der Landstraße (Michael Arpad and His
Child: A Child’s Fate on the Country Road, 1930), which is illustrated by Mihàly’s own drawings. Despite
all good intentions, Mihàly perpetuated a series of Sinti*zze and Rom*nja clichés.

Hans Tombrock
b. 1895 in Dortmund, Germany, d. 1966 in Stuttgart, Germany
Vagabunden (Vagabonds), 1928
Folder with 15 drawings, Verlag der Vagabunden, Stuttgart-Degerloch
Courtesy: Private collection
The self-taught painter and draftsman Hans Tombrock lived on the streets for several years from 1924
after a long prison sentence and eventful life. In 1928, he met Gregor Gog and soon belonged to his inner
circle. Among other things, he drew for the magazine Der Kunde (The Customer), was one of the speakers
at the Stuttgart Vagabond Congress, and took part in the exhibition that was held at the same time.
In 1928, Gog’s Verlag der Vagabunden published a portfolio of fifteen drawings by the artist. In 1939,
Tombrock met Bertolt Brecht, with whom he worked on various projects.

Gregor Gog
b. 1891 in Skwierzyna, Poland, d. 1945 in Tashkent, Uzbek SSR, USSR
Vagabunden-Lyrik und Prosa (Vagabond Poetry and Prose), n.d. (reprint)
collected from the magazine Der Kunde (The Customer), 1927–31
Courtesy: Private collection
Illustrierter Filmkurier, Vagabund (Illustrated Film Courier, Vagabond), 1930
Vol. 12, no. 1412
Courtesy: Private collection
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In 1930, the semi-documentary feature film Vagabund (Vagabond) was made with significant
participation by Gregor Gog. It was directed by Fritz Weiß and produced by the Arbeitsgemeinschaft
Neuer Film in Vienna. The film featured several protagonists from the Brotherhood of the Vagabonds who
played themselves: Gregor Gog, Hans Tombrock, Hans Bönnighausen, Helmut Klose, and Rudolf Geist, as
well as a number of “nameless vagabonds, Tippelschicksen [tramps], citizens, bourgeois women, and
policemen.” The film had its premiere on June 16, 1930, at the Marmorhaus cinema in Berlin.
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Bergen Assembly 2019: Actually, the Dead Are Not Dead
Artistic direction: Hans D. Christ, Iris Dressler
In collaboration with: Murat Deha Boduroğlu, Banu Cennetoğlu, María García Ruiz, Hiwa K, Katia Krupennikova,
Viktor Neumann, Paul B. Preciado, Pedro G. Romero, Simon Sheikh, Emma Wolukau-Wanambwa

Hans D. Christ and Iris Dressler, directors of the Württembergischer Kunstverein, were the artistic
directors of the Bergen Assembly 2019, a still young triennial of contemporary arts in Norway.
Christ and Dressler invited ten other curators to explore the concept of assembly together. They also
addressed the question of allies within collective emancipatory processes and the extent to which the
dead or those who are no longer or not yet alive are relevant to these processes. This aspect ultimately
formed the core of the content of the Bergen Assembly 2019, whose title refers to a quote by the writer
and filmmaker Alexander Kluge: “For it is a mistake that the dead are dead.”
From Bergen to Stuttgart
While the two-and-a-half-year curatorial process in Bergen came to a head in September 2019 in the form
of a nine-week exhibition at five venues, this formation will be fanned out again in Stuttgart. Within the
framework of three consecutive exhibitions that are at once self-contained and interrelated, approaches
and results from Bergen will be taken up, continued, and at the same time rearranged. Several works
circulate between the different parts, thus appearing repeatedly in different contexts.
With this series, the Württembergischer Kunstverein would like to try out new forms of sustainable
curating that do not rely on the fast-moving nature of themes, but rather reflect on them over a longer
period of time in ever different constellations.
The project Actually, the Dead Are Not Dead focuses on life: an understanding of life beyond the supposed
binary oppositions between subject and object, human and animal, health and illness, life and death.
It explores the question of how our relationships with those who are no longer or not yet here can be
redefined: in terms of responsibility for the past and the future. This involves addressing the legacy of
unresolved social conflicts as well as concern for the future of the planet and its resources. It concerns the
discrimination and emancipation of indigenous, queer, and/or functionally diverse bodies, as well as the
struggle against all those economies that accept death for the sake of profit.
These struggles require different attributes than those of the heroic or triumphant. They are based on
emancipatory practices for which vulnerability and self-empowerment, mourning and joy, the dead and
the living belong together.
Social imbalances and the vulnerability of life have become particularly evident as a result of the
coronavirus crisis. The project Actually, the Dead Are Not Dead sees this vulnerability not as a deficiency,
but as a perspective to rethink the existing conditions.
Due to the pandemic, the project was interrupted and postponed several times, so that it now extends into
the year 2021.
Already in the context of the first exhibition of the series, which was interrupted and extended due to the
pandemic, the Kunstverein has initiated a shutdown program that delves into the questions and themes of
the project in various online and on-site formats.
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Actually, the Dead Are Not Dead: Politics of Life
February 29 – August 23, 2020
(Intermission: March 13 – May 7, 2020)
Artists
Bergen (Belgin Sarilmiser), Lisa Bufano, Antonio Centeno Ortiz / Raúl de la Morena, Anna Dasovic, Eva Egermann,
Valérie Favre, Flo6x8, Robert Gabris, María Galindo / Danitza Luna, Sonsherée Giles, Niklas Goldbach, Siri Hermansen,
NOH Suntag, PEROU / Sébastien Thiéry, Pedro G. Romero, María Salgado / Fran MM Cabeza de Vaca, Ilhan Sayin, Åsa
Sonjasdotter, Sunaura Taylor
Actually, the Dead Are Not Dead: Una Form de Ser
October 17, 2020 – Juliy 11, 2021
(Intermission: November 2, 2020 – March 8, 2021)
Actually, the Dead Are Not Dead: Techniques of Becoming (working title)
October 16, 2021 – January 16, 2021
Shutdown Program
www.wkv-stuttgart.de/programm/2020/shutdown-programm/
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Dates and Credits
Actually, the Dead Are Not Dead: Una forma de ser
is based on and was produced in collaboration with
Bergen Assembly 2019
Curators
María García Ruiz, Pedro G. Romero
in collaboration with the further members of the
Bergen Assembly 2019 Core Group
Murat Deha Boduroğlu, Banu Cennetoğlu, Hans D. Christ, Iris Dressler, Hiwa K, Katia Krupennikova, Viktor Neumann,
Paul B. Preciado, Simon Sheikh, Emma Wolukau-Wanambwa
Duration
October 17, 2020 – July 11, 2021
Currently closed due to the pandemic
Supported by
Ministerium für Wissenschaft, Forschung und Kunst des Landes Baden-Württemberg
Kulturamt der Stadt Stuttgart
Baden-Württemberg Stiftung
Stiftung Landesbank Baden-Württemberg
Marli Hoppe-Ritter-Stiftung zur Förderung der Kunst
Prolab Fotofachlabor GmbH, Stuttgart
Württembergischer Kunstverein Stuttgart
Schlossplatz 2
DE - 70173 Stuttgart
Phone: +49 (0) 711 – 22 33 70
Fax: +49 (0) 711 – 22 33 791
E-mail: zentrale@wkv-stuttgart.de
www.wkv-stuttgart.de
www.facebook.com/wuerttembergischer.kunstverein
www.instagram.com/wuerttembergischerkunstverein
Visit by appointment booking time slot:
Tuesday – Sunday
A: 11 am - 12:30 p.m. / B: 12:45 p.m. - 2:15 p.m. / C: 2:30 p.m. - 4 p.m. / D: 4:15 p.m. - 5:45 p.m.
Only on Wednesday E: 6 p.m. – 7:30 p.m.
Registration: zentrale@wkv-stuttgart.de
Admission: on a donation basis until further notice

40

Events
Curator’s talk
Saturday, October 17, 2020, 1 p.m.
With María García Ruiz and Pedro G. Romero
Israel Galván, Niño de Elche, Mellizo Doble, 2020
PERFORMANCE
Stuttgart State Opera
in cooperation with the Württembergischer Kunstverein
October 31, 7 p.m., and November 1, 2020, 6 p.m.
www.staatsoper-stuttgart.de
Follow-up discussion to Mellizo Doble
TALK
Sunday, November 1, 2020, 8 p.m.
With Israel Galván, Niño de Elche, Pedro G. Romero (online), and Iris Dressler (moderator)
Württembergischer Kunstverein
On Local and Global Structures on Antiziganism
curated and moderated by Ülkü Süngün
Radu Ciorniciuc, Acasa, My Home, 2020
STREAMING
December 7–10, 2020
LECTURE + TALK (ONLINE)
Monday, December 7, 2020, 7 p.m.
With Radu Ciorniciuc, Lina Vdovil, Ümit Uludag, and Ülkü Süngün
Verena Lehmann, #dasdenkmalbleibt (The Monument Remains)
LECTURE + TALK (ONLINE)
Friday, January 29, 2022, 7 p.m.
With Verena Lehmann and Ülkü Süngün
Frank Reuter, The Selective Gaze
LECTURE + TALK (ONLINE)
Wednesday, February 10, 2022, 7 p.m.
With Frank Reuter, Robert Gabris and Ülkü Süngün
Mehmet Daimagüler, Chana Dischereit, New Radicalism, Old Resentements in Baden-Württemberg
LECTURE + TALK (ONLINE)
Wednesday, March 17, 2021, 7 pm
With Mehmet Daimagüler, Chana Dischereit and Ülkü Süngün
Housing All
curated and moderated by Anna Schiefer and Matteo Locci
Maria Rocco, Francesco Careri, Housing All. Laboratorio Circo
LECTURE+ TALK (ONLINE)
Thursday, February 18, 2021, 7 p.m.
With Maria Rocco, Francesco Careri, Anna Schiefer and Matteo Locci
Chiara Davoli, Leroy SPQR’DAM, Housing All. Counter Narration
LECTURE + TALK (ONLINE)
Friday, February 26, 2021, 7 pm
With Chiara Davoli, Leroy SPQR’DAM, Anna Schiefer and Matteo Locci
Giulia Fiocca, Housing All. Taking Clue from the Popular Schools
LECTURE + TALK (ONLINE)
Friday, March 5, 2021, 7 pm
With Giulia Fiocca, Anna Schiefer and Matteo Locci
Further events
www.wkv-stuttgart.de
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Registration at
Email: ruehl@wkv-stuttgart.de, Phone: +49 (0) 711 22 33 70 (Tue – Sun: 11 a.m. – 6 p.m.)
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