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Space

1. an amount of an area or place that
is empty or available for use

2. a limited extent in one, two or
three dimensions

3. boundless three-dimensional
extent in which objects and events
occur and have a relative position
and direction

4. the regions beyond the Earth’s
atmosphere or beyond the solar
system

Room

1. unoccupied area: space (...)

Source:
German original from 
Duden dictionary



 magazin  spaces Editorial

Dear readers,

The four th issue of tsf  magazine of THE SCHAUFLER 
FOUNDATION is about spaces. Our Foundation, which is devoted 
to science, research and art, also provides support through suitable 
spaces – physical as well as non-material ones.    

The spacious halls of the SCHAUWERK lend art ample 
room to unfold. The retrospective of Ben Willikens’s paintings entitled 
“Raum und Gedächtnis” (Space and Memory), currently on show, 
presents the painter’s impressive ongoing exploration of spaces and 
architecture for more than 50 years now. In a feature about the artist 
Chiharu Shiota, we also offer a glimpse at what kind of room-filling 
installation you will see in the museum beginning at the end of October. 

In the last few months and after many years of planning and 
construction, an important architectural project for the Foundation has 
been successfully completed: A new building has been erected on the 
grounds of the former BITZER headquarters in Sindelfingen. It offers 
space for the storage facility of the Schauf ler Collection, provides  
more room for scholars to study the works in the collection and enables 
museum visitors of a l l  ages to get creat ive in studios especial ly 
designed for this purpose. My husband Peter Schauf ler would also 
have enjoyed this very much.

In addition to an essay about digital space from a cultural 
studies point of view, you will also get an insight into the Green Office 
of the University of Stuttgart, which has set itself the task of making 
our human environment more sustainable. 

This and much more awaits you in these pages of tsf magazine. 
I hope you will enjoy reading this issue.

 

Christiane Schaufler-Münch, 
Chairwoman, Board of Trustees, THE SCHAUFLER FOUNDATION

Editorial



40 

Visiting the studio of 
Chiharu Shiota in Berlin

22 

Alessandro Giaquinto: 
Dancer and choreographer 
at the Stuttgart Ballet 
in conversation with 
Barbara Bergmann

 Next

48 What the future holds

 Art & refrigeration

50 Not Vital

 Now

4 News

 Commitment 

36 Campus of the future

 A visit

40 to Chiharu Shiota’s 
 studio

Contents



5 magazin  spaces  

 Essay  

6 A digital sense 
 of space

 Introduction

12 The vibration be- 
 haviour of paintings

 Project 

16 Space and memory 

 In conversation

22 Body in space

 Showcase

28 A space for art

 At a glance

34 On spaces

 Spotlight 

46 Thomas Demand 

Spotlight on 
spaces

No.4
spaces

  Contents

16 

Ben Willikens's exhibition at
SCHAUWERK Sindelfingen



4

Now
Summer School 
in Dresden and 
Stillwater

After a two-year hiatus due to Covid-19, the “International 
Refrigeration and Compressor Course (IRCC)” took place 
again this year. Offering a unique experience, this course 
receives signif icant funding from THE SCHAUFLER 
FOUNDATION. From 29 May to 5 June 2022, eighteen 
students from Germany and the US met in Dresden, as 
well as other places, to listen to lectures, do practical 
exercises in the lab and, of course, to spend some free 
time together. The participants from the US were from 
Purdue University and Oklahoma State University in 
Stillwater. The latter will also be the location of the 
course in the US in the week from 14 to 20 August 2022. 
For the first time, five students from the University of 
Applied Sciences of Karlsruhe joined students from 
the TU Dresden for the event. This made it possible to 
expand the established course to include aspects of 
acoustics. The traditional and always eventful excursion 
to the SCHAUFLER Academy in Rottenburg also took place. 
The students especially appreciated the intercultural 
exchange and discussions as well as the course’s many 
practical elements.

Support 

The artist Esmeralda Conde Ruiz in 
one of the places that inspire her: 
a server farm at the TU Dresden. 

Science and research
The composer, conductor and artist Esmeralda 
Conde Ruiz (born 1980 in Spain), who lives in 
London, has been a guest at the SCHAUFLER 
LAB@TU DRESDEN. Her six-month stay began 
in April 2022. Together with the fellows at the 
SCHAUFLER KOLLEG@TU DRESDEN, researchers 
from the TU Dresden and further partner institu- 
tions like Dresden University of Fine Arts, she was 
working on an artistic research project titled 
“AI as Factor and Consequence of Societal 
and Cultural  Change.”  During her residency, 
Conde Ruiz was further developing her research 
in artificial intelligence and polyphonic singing 
with  suppor t  f rom Dr.  Mir iam Akkermann, 
Junior Professor for Empirical Musicology at the 
TU Dresden. In the spring of 2023, the artist 
will present the works she created during her 
SCHAUFLER RESIDENCY@TU DRESDEN at the 
international festival “Tonlagen III – Dresdner 
Tage der zeitgenössischen Musik” (Pitches III: 
Dresden Contemporar y Music Days)  at  the 
European Centre for the Arts HELLERAU and 
the TU Dresden. A performance will accompany 
the site-specif ic installation. Dresden, here 
we come! 

Music 
meets AI
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Photography-
Workshop in  
Studio Blau

New studios: 
Spaces for 
creativity 
and culture

Art

There will  be new studios where 
workshops for artistic activities 
can be held in the new SCHAUWERK 
Sindelfingen building. In the 
Studio Rot (Red Studio), everything 
will  revolve around painting and 
drawing, while the Studio Grün 
(Green Studio) will focus on crafts 
and printing, and the Studio Blau 
(Blue Studio) will be all about photog- 
raphy. As of November, we will 
be offering programmes that can be 
combined with a museum visit. 
Preschools, school classes and groups 
of adults can book workshops 
where they can take their inspiration 
from the current exhibitions and 
put this into practice. Beginning in 
2023, a wide variety of target 
groups can also look forward to pub- 
lic programmes ranging from a chil- 
dren’s art club, to holiday work- 
shops for pupils and team events, all 
the way to a monthly Silver Academy 
for all art lovers over 50. The 
Studio Meeting programme will host 
events of a different kind and 
will focus on readings and lectures, 
addressing a variety of infor- 
mative themes about art, culture 
and beyond.

  Now

Information about the current programme can be found 
at www.schauwerk-sindelfingen.de.
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Essay

A digital sense 
of space



9 magazin  spaces  

T he commercial was a sensation because it demonstrated how easy it was 
at the time to access the Internet, something most people only vaguely 
understood. They were justifiably sceptical about what it was good for 

and how it worked. Becker emphasised being “in” with a pensive and suspicious 
undertone, while looking at the screen with disbelief. You could almost see the 
question “WHAT DOES IT MEAN TO BE IN”? written in capital letters above his 
head as he sat in front of, not in, the computer.  

It may be surprising to learn today that people once found it difficult to figure out 
what to do with a personal computer when it was introduced. More importantly, 
they had no idea what the Internet really was. In hindsight, being able to understand 
the Internet ultimately depended on using it. Until then, we simply were not ac-
customed to being able to interact with, much less be “inside” a screen that looked 
just like a television set. Quite the opposite: Screen-based media like television, 
cinema, painting and photography placed viewers outside the pictorial space, 
thereby encouraging passivity. This was connected with the idea that there were 
producers on one side –  the screens, so to say – and consumers on the other – 
in front of the screens. So there was this notion of something being in front and 
something behind. You could imagine being inside, but you couldn’t really become 
part of it, or enter it. Aware of this relationship, early advertisements for computers 
showed hands either reaching out of the screen or into it. Think, for example, of the 
unforgettable book cover of Dave Barry’s bestseller “In Cyberspace,” in which the 
author can be seen in the screen typing on the keyboard outside of it.

Since then, it has become natural for us to think about the Internet in spatial terms. 
This can be seen primarily in various metaphors: You enter cyberspace through an 
Internet portal, visit Internet addresses, and communicate in chat rooms, online 
forums or on social media platforms. You access various software programmes 
through windows, and you retreat to filter bubbles or safe spaces. So how is it possible 
not only to think of cyberspace in spatial terms, but also to experience it spatially?

An important difference between how we once interacted with movie and 
television screens and how we interact with computer screens today lies in 
the relationship between the viewer or user and the reality presented on the 
screen. Paintings, cinema screens and television sets used to be perceived as 

Text 

Dr. Annekathrin Kohout 

“Am I in?” This question
asked by the former profes- 
sional tennis player Boris 
Becker in a television com-
mercial for AOL from 1999 
has cult status in Germany.  
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Book cover of
Dave Barry’s bestseller 
“In Cyberspace”
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media through which a more or less illusionistic reality was reproduced. They 
were understood as windows showing a slice of a reality that existed outside of 
the pictorial space. In comparison, computer screens are not only instruments 
for displaying something or for playing a film; they are also part of a larger, 
flexible, omnipresent network of devices and their users. Furthermore, they 
assemble many different windows that provide insight into various areas and 
require different actions. Some of these inspire you to look at something – for 
example, when you open an image in a preview – while others are instruments 
or tools with which you become productive yourself (like when you use the 
image processing software Photoshop). Applying various new cultural skills, 
like opening and closing windows and tabs, scrolling, swiping and skipping, we 
move through the content represented on the screen. 

There are thus different places – for the most part software programmes – that 
can you visit specifically via a computer screen. These include your browser as 
well as the websites it connects you with. In his essay “Die Topologie der Aura” 
(The topology of the aura; 2003), the philosopher Boris Groys used this type of 
movement as a starting point for answering the question of whether we are deal- 
ing with originals or reproductions online. In a reference to Walter Benjamin, 
he writes, “If you go to an artwork, it is an original. If you force the artwork to 
come to you, it is a copy.” You therefore encounter “real” works in a museum, 
but you look at their copies in the exhibition catalogue you take home with you. 
According to this argument, you could conclude that the Internet is a world of 
reproductions, but Groys denies this. In his eyes, the World Wide Web does not 
work with copies, but exclusively with originals because each site has its own 
address (URL) and is thus a place you must go to. This observation is relevant 
because it demonstrates that you can move within a reality on the computer or 
smartphone screen that is as “original” as the analogue world. 

I would like to add or define something more precisely here that was not fore-
seeable in 2003. Against the backdrop of this definition – you go to an original, 
while a reproduction comes to you – social media represent a kind of turning 
point in the history of the Internet because the direction of the movement is 
turned around. Social media sites are places where you do not deliberately look 
for information; information comes to you – namely, in the form of a news feed. 

This feed assembles contacts and interests as well as content from people you 
are friends with, people you hardly know or don’t know at all but hold in high 
regard, and people you call friends for strategic reasons. In addition, there is 
content from newspapers, magazines, blogs, groups (Facebook) – and a lot of 
ads, of course. The Facebook news feed, the Instagram feed and the Twitter 
timeline give users the feeling of getting an overview while learning something 
very special and personal. The feed is the most important place where social 
life happens online, and it provides access to the rest of the World Wide Web. 
It is a long hallway with countless doors. You can go through these doors by 
clicking on ads, news or suggestions from friends or contacts – but you don’t 
have to.

Something thus evolves that may still be called an “experience of originality” but 
in an entirely different way – not just in a spatial, but also a temporal sense. In 
this context, visual media scholar Paul Frosh’s description of social media real- 
ity is very much on the mark. According to Frosh, social media should be regard- 
ed as worlds that are “witnessable.” In his book “The Poetics of Digital Media,” 
he says, “Social networking systems are witnessable worlds because they share 
these dimensions of communication across non-identical locations.” The world or 
space of social media is therefore similar to the temporal and spatial structures 

“If you 
go to an 
artwork, 
it is an 
original. 
If you force 
the artwork 
to come to 
you, it is 
a copy.”
Boris Groys
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of our physical existence in so far as we feel that our impressions on 
Instagram, Twitter or Facebook, for example, are also evanescent and that we 
are not in the same location as other users. When I open my feed, what I see and 
experience there is different from what others see and experience because each 
person’s feed is personalised by certain algorithms. When I scroll through my 
posts or visit a digital event, these can create personal and unique experiences, 
similar to those in the analogue world. That is why people increasingly feel 
the desire to capture something – for example, in the form of a screenshot – 
in order to remember it and share this experience with others at a later moment 
and/or in a different location, or to prove later that something actually happened. 
The need to take a screenshot comes from a similar motivation to taking a 
snapshot in real life. 

If you move through digital space, you often intentionally leave behind traces 
of your own existence. Many likes do not say “I like this” so much as “Hello! 
I was here.” In order to show that you are present and involved, it is not enough 
to moan, laugh or get upset in front of your screen, where no one can see you. 
These reactions must acquire a certain form and be communicated – provided 
you want to be present in digital spaces. 

Like the analogue world, people experience the social media world as a social 
reality. This makes our experience with computer and smartphone screens today 
fundamentally different from our experience with television sets and cinema 
screens in the past. What Boris Becker needed to learn is self-evident today: 
The screen does not separate viewers from a represented world; it enables 
them to become part of this world, creating closeness where there is a physical 
distance. This relationship is metaphorically expressed in the design of video 
conferences. Although you are alone in your little video tile, you are together 
with others on the screen. The experience of space has a lot to do with corpo-
reality, and this makes us to want to compensate for the physical presence that 
is missing in digital space. The transfer of the analogue body into digital space 
often occurs through images and videos that enable you to be present as your 
own avatar, so to speak. 

However, this is not always without its own obstacles. When it comes to rep- 
resentations of themselves in photographs and videos, the majority of users 
still cling to formats from the pre-digital age. They still perceive images as 
singular – as individual cohesive motifs, each of which stands for itself – and 
see these as having representative functions while assuming that others look at 
them in the same way. Much effort is required to produce such images due to 
personal vanity. You have to groom yourself for such a picture and make sure to 
hide embarrassing things that might otherwise stand out. Yet, this contradicts 
the functions of images and how they are treated today. Online, they almost 
always appear in a plural form. Most of them are instantly forgotten after a few 
seconds of attention, if they do not disappear on their own anyway when the 
live meeting is over or the Instagram story is older than 24 hours. That images 
can be “live” and hence “ephemeral,” meaning they should be evaluated differ- 
ently, is still something new. 
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Social platforms provide us with a few tools – primarily filters and masks – 
to overcome our inhibitions about showing ourselves in the digital world as 
we are, without preparation. You can use these to be present without actually 
showing yourself. While filters and masks hide your real face and make it pho-
togenic – either by overlaying or modifying it – at the same time, they add an 
aspect of tongue-in-cheek to such images, which are still looked down upon as 
a narcissistic form of self-presentation. The more visible the masking and hence 
the more self-referential, the clearer the awareness that you are entering a 
digital space, where you can become a self-designed avatar. In the last couple 
of years, during which living in digital spaces became unavoidable because of 
the pandemic, it has become clear that social interaction, nearness and a sense 
of community can also be possible in an “indirect” way – just like wanting to be 
together, or feeling shame or socially overwhelmed are also plausible. 

In a promotional video from October last year in which Facebook presented its 
plans for a “metaverse,” Mark Zuckerberg claimed that a virtual space operated 
by Facebook will convey a more authentic feeling of presence and corporeality 
for collective participants than is possible in current video conferences or social 
media. The time you spend looking at the screen, which always reminds you 
of the “artificiality” of the meeting, will apparently be reduced by effectively 
placing users inside the screen. 

As most of us are aware, this occurs via VR glasses. However, I am not sure 
whether these actually make us forget that media are involved or whether they 
don’t maintain the function of the screen as a portal into another place. You 
still look through a frame, and it is still a deliberate, transformative act. The 
need for a metaverse, or a virtual reality, is proof of the wish to overcome the 
screen and its characteristic as a medium, to dissolve the aesthetic and psycho-
logical boundaries that a frame provokes. At the moment, however, the meta-
verse seems rather to increase the feeling of a divide between the material and 
the immaterial, between analogue and virtual reality – even between parallel 
worlds – rather than making this divide obsolete.

As to the (social) Web, it has been observed for some time that online and off-
line life are becoming more and more entangled. Back when Boris Becker sat 
staring at his screen in disbelieve, the analogue and digital realms were still two 
separate worlds. Entering either was clearly noticeable – namely, through the 
somewhat grating sounds of the 56 K modem. Now, thanks to mobile devices, 
we are always online and offline at the same time. The experience of crossing a 
threshold no longer exists. As Steve Jobs already indicated when he introduced 
the iPhone in 2007, this is accompanied by physical experience: “We’re going 
to use the best pointing device in the world. We’re going to use a pointing de-
vice that we’re all born with – born with ten of them. We’re going to use our 
fingers. We’re going to touch this with our fingers.” This was the beginning of 
an intimacy in the handling of our personal devices that is not just theoretical – 
we actually feel it. Since then, this has made the once metaphorical reaching 
into the screen palpable. This physical interaction with smartphones promised 
and enabled our permanent mental presence in the digital realm today. This no 
longer has anything at all to do with the pictorial spaces of the pre-digital era.

 

Many likes do 

not say “I like 

this” so much 

as “Hello! 

I was here.”

Various experiences in 
virtual worlds are possible 
with the help of modern 
developments.
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The vibration 
behaviour of 
paintings 
  

The Institute of Engineer-
ing and Computational
Mechanics of the University
of Stuttgart
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S ending artworks from an art institution’s collection to 
travel to international exhibitions is a common thing 
today. Such a journey requires special preparation 

and close attention. The works are often packaged in special 
boxes that protect them from damage during loading and 
transport.  
 Artworks are subject to a wide range of vibration 
excitations during transport. In addition, in paintings with 
textile supports, the vibratory pictorial surface can be set 
in motion and has the potential to vibrate at high amplitudes. 
This can cause a temporary deformation of the canvas that 
can contribute to damage in the layer of paint and to changes 
in the material structure. The key goals of our research al-
liance are to investigate what effects transport has on paint- 
ings and to develop measures to prevent possible damage. 
 This research project began with a call from a former 
PhD conservation student at the Stuttgart State Academy of 
Art and Desig n (ABK). She asked us – the Inst itute of 
Engineering and Computational Mechanics (ITM) of the 
University of Stuttgart – what at first seemed like a simple 
question: “How can you spatially make a painting vibrate?” 
This then led to many other questions that were discussed. 
We soon realised that this could be the foundation for an 
area of research that would be attractive for both parties.
 This connection between two seemingly very 
different academic fields – engineering and art – allows for 
a high degree of interdisciplinary collaboration and lets us 
do pioneering work together. We will be integrating the 
perspective of conservators, whose responsibility it is to pre-
serve the condition of artworks and protect them from 
damage. When being transported, artworks not only need a 
certain degree of stability that can be monitored by the con-
servators; they also require a suitable means of transport. 
 In principle, we need to understand the dynamics 
of a painting to be able to comprehend and examine the 
behaviour of vibratory systems. Thanks to financial support 
from THE SCHAUFLER FOUNDATION, various aspects of 
the transport of paintings have been researched. We inves-
tigated questions like “What causes vibrations in an art-
work?” and “When do vibrations damage the material?”

  Introduction

Text 

Prof. Dr. Peter Eberhard, 

Eva Hartlieb, 

Dr. Pascal Ziegler

Prof. Dr. Peter Eberhard 
explains an experi-
mental set-up at the 
Institute of Engineering 
and Computational 
Mechanics.
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 During transport, paintings are subject to transi-
ent vibrations, persistent and constantly changing vibrations 
with brief but very high amplitudes and accelerations, as 
well as moments of shock in the form of jolts. The latter occur, 
for example, when the works are exposed to sudden stress 
due to uneven road surfaces or when they are being handled 
before and after transport. 
 Keeping in mind that transport can cause damage 
to material, we are currently researching how vibrations can 
cause damage. We rely on test objects in the lab to determine, 
for example, where and when a tear in the paint layer 
occurs – in other words, where are the weak points in paint- 
ings, and when do damages occur during transport? The ITM 
lab offers a multitude of measuring instruments and possib-
le ways to conduct experiments for this purpose. 
 In addition to the mechanical strain, damages can 
also be due to changes in climate. A climatic chamber at the 
ITM guarantees an environment with a stable cl imate, 
making it possible to correctly account for any such interference 
when analysing data. The lab works with models that may 
be similar to original paintings but that, unlike originals, 
are clearly defined in their structure. These can be submitted 
to extreme stress in order to draw conclusions regarding 
what mechanisms have an effect. An original artwork, on 
the other hand, is often heterogeneous in terms of materials 
used and its painterly structure, meaning it is much more 
complex. Nonetheless, these models are able to provide a way 
to approach the problem and provide valuable insights. 
Research into the vibration behaviour of paintings has shown 
that this depends on the most diverse parameters, like the 
canvas material, the weave, tension, thickness of the layer 
of paint, and so forth.
 The goal of the research project is to gain important 
insights into the transport of artworks and to make these 
insights available to professionals in the field. These found- 
ations will help to make the loan of valuable artworks safer, 
so that they can be available to art lovers around the globe, 
while also being preserved in the best possible condition for 
future generations. 

We investigated questions like 

“What causes vibrations in an 

artwork?” and “When do vibra-

tions damage the material?”
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The insights gained in this 
research project help to 
make the loan of valuable 
artworks safer.

  Introduction
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Ben Willikens at 
the SCHAUWERK 
Sindelfingen

Text 
Philipp Singer

Images 
Büro Schramm 
für Gestaltung
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Space and 
Memory

T he philosopher and sociologist Georg 
Simmel (1858–1918) posed this existential 
ques tion that  has  been occupying 

humanity for quite some time. Early builders and 
architects strove to find an answer in the form of 
stones, trying to fulfil fundamental spiritual needs 
with their religious buildings and to explain the 
incomprehensible, while lending human existence 
a higher meaning. Yet while real architecture has 
always depended either on the person commission- 
ing it, on the function it fulfils or on the technical 
possibilities of its time, painted architecture can 
imagine the impossible, albeit within the limits of 
the paper or canvas. In the past centuries, artists 
have repeatedly and intensely explored the elemen- 
tary questions of space and its many meanings. 
Their approaches have ranged from geometrical 
constructions of perspective in the Renaissance, 
which relied on a human scale and centred on 
humans for the first time, to Cubism’s desired 
dissolution of our traditional ways of seeing.
 Although one-point perspective has vir- 
tually been banned from painting since Modernism, 
the painter Ben Willikens (born 1939) from Leipzig 
has never given up illusionistic pictorial space in 
his art. For more than 50 years now, he has con-
sistently devoted his paintings and drawings 
to the different dimensions of architecture, explor- 

The spatial repre- 
sentations in the works 
of the exhibition 
BEN WILLIKENS. Raum 
und Gedächtnis 
(Space and Memory) 
mesmerisingly coalesce 
with the SCHAUWERK’s 
restrained white-cube 
architecture.

“What does this 
infinite container 
around us mean, the 
container in which we 
float as lost dots... ?”  
Georg Simmel 



20

ing these in many variations. His art is primarily 
characterised by rooms that are void of people – 
rooms that are precisely composed with austerity 
and finely attuned hues of grey, subdued colours 
and meticulously arranged effects of light and 
shadow. But Willikens is not merely a painter of 
architecture. Rather, his interiors address political 
issues and fundamental questions about what it 
means to be human. 
 The SCHAUWERK Sindelfingen is pre- 
senting a comprehensive retrospective exhibi- 
tion of Ben Willikens’s work titled “Raum und 
Gedächtnis” (Space and Memory). The artworks 
on show provide a focused over v iew of  the 
painter’s different phases and series of works, 
beginning with his early work in the 1960s to the 
present day. 
 Already in the 1970s, Willikens depicted 
institutional rooms defined by surveillance and an 
oppressive atmosphere in his series “Anstalts-
bilder” (Institution Paintings). His paintings and 
drawings document the claustrophobic confines 
of the dismal interiors of army barracks, mental 
institutions and prisons. Escape from these tight 
chambers seems impossible, and Willikens draws 
the beholder’s gaze towards windowless walls and 
locked doors. People are completely absent; ob-
jects like stretchers, beds, washbasins and lockers 
become their stand-ins, acting as the main motifs. 
The prison cells and sickbays are revealed as 
de-individualising places that reduce the inmates 
and patients to anonymous numbers. These pic-
tures, which are heavily influenced by Willikens’s 
one-year stay in a psychiatric ward, can also be 
interpreted as metaphors for a view of humanity 
marred by experiences of the war and post-war 
period and the loss of a utopian vision of an entire 
generation.
 A turning point can be found in the paint- 
ing “Abendmahl” (Last Supper; 1976–79), which 
is also being shown in the exhibition. After living 
in Rome and Florence for several years, Willikens 
became fascinated with Leonardo da Vinci’s fa-

mous fresco “The Last Supper” (1495–98). In his 
radical reinterpretation, he has left out Christ and 
his disciples to concentrate solely on the box-like 
room. Through its clear rejection of Christian history 
and the promise of salvation, the painting reflects 
the zeitgeist and the spiritual disillusionment of soc- 
iety after World War II. “Abendmahl” still has a strong 
effect to this day and is therefore considered to be 
an iconic work of German painting after 1945. 
 In the subsequent series “Gegenräume” 
(Counterspaces), Willikens has continued to use 
an empty pictorial centre and a bright horizon, 
transforming the paintings into open surfaces on 
which images can be projected. This series, which 
he has been working on since the beginning of the 
1980s, shows imagined, unplaceable interiors that 
represent an alternative idea to the real world. 
Like a kind of liberation, the formerly oppressive 
chambers of his early works have now expanded 
into high halls permeated by light. Constructed 
with geometric precision using a fixed vanishing 
point, the painted architectural structure is sur-
rounded by a static austerity that he masterfully 
counteracts by rhythmically integrating round ar-
ches, window openings or pillars into the picture. 
The empty rooms are fantastic alternative worlds 
that he juxtaposes with the, in parts, banal func-
tionality of real architecture. They can also be re-
garded as a painted architectural criticism of and 
response to mainly uninspired and aesthetically 
trivial post-war buildings.
 In his series of works “ORTE” (Places) 
and “ORTE 2” (Places 2), which Willikens began 
in 1996, he focuses on the official, functional and 
private buildings of the German Nazi era. Stripped 
of all political symbolism and reduced to their 
oversized basic forms, the paintings analyse the 
relationship between architecture and power. The 
works visualise the unfathomable chasms of the 
Nazi regime by looking at the buildings they con-
structed, with their desired overwhelming effect 
ingrained within them and the manipulative inten-
sions of their builders. 

“Abendmahl” still has a strong effect 
to this day and is therefore consid- 
ered to be an iconic work of German 
painting after 1945.
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In his radical reinter- 
pretation, Ben Willikens 
has left out Christ and his 
disciples to concentrate 
solely on the box-like room.

 The counterpart to this series is “Räume 
der Moderne” (Spaces of Modernity), which Willikens 
has been painting since 1999. These works de-
pict the interiors and exteriors of buildings whose 
architects and inhabitants were ostracised and 
persecuted during the Nazi era and therefore do 
not carry a historical burden. The paintings not 
only focus on buildings of classical Modernism; 
they also refer to architecture from the post-war 
era to today. 
 Willikens’s interest in different mani-
festations of architecture does not stop short of 
his own rooms. He has repeatedly explored his 
own studio in several series, for example. This inti-
mate and self-reflective engagement with a place 
that is very private to him stands in contrast to his 
numerous site-specific wall and ceiling paintings 
that he has realised in and on buildings in the public 
realm in past decades. As a result of these wall paint- 
ings, some of which are monumental, Willikens 
has had a significant impact on the appearance of 
many buildings in Germany. 
 Thanks to his singular pictorial language, 
Ben Willikens has established himself as a unique 
representative of German post-war art. His inter-
nationally recognised series of works, his many 
exhibitions in Germany and abroad as well as the 
many reproductions of his works make him one of 
the most important German painters of his gen- 
eration. In BEN WILLIKENS. Raum und Gedächtnis 
(Space and Memory), which will be on show until 
12 February 2023, the SCHAUWERK Sindelfingen 
will be presenting key paintings from earlier decades 
as well as recent path-breaking works. In addition, 
the show will include sketchbooks, photographic 
studies and sketches that will  make par ts of 
Willikens’s private archive accessible to the public 
for the first time.
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In addition to works from the 
recent past, the retrospective 
also includes numerous 
exhibits from Willikens's 
important early work.
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Barbara 
Bergmann

Barbara Bergmann: 
Director of SCHAUWERK 
Sindelfingen and member of 
the Management Board of 
THE SCHAUFLER
FOUNDATION 
 

in conver- 
sation with
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Alessandro 
Giaquinto

Alessandro Giaquinto: 
Dancer and choreographer 
at the Stuttgart Ballet
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As director of SCHAUWERK Sindelf ingen, 
Barbara Bergmann is involved in many different 
projects that are connected with the artists in 
the Schaufler Collection. In a film about the life 
work of Ben Willikens by Dieter Zimmermann, 
Alessandro Giaquinto dances a choreography 
that he developed especially for this occasion, 
engaging in a conversation with the works that 
are exhibited in the SCHAUWERK. Giaquinto 
is a dancer and choreographer in the Stuttgart 
Ballet. He attended the John Cranko School, 
one of the most prestigious ballet schools in 
the world, from 2011 to 2016. We visited him 
there to talk about the relationship between 
the body and space from his perspective as a 
dancer.

Barbara Bergmann: When you dance, you shape 
space with your body, you create space, you 
inhabit space, you move within space – that is 
the main component for you. For me, being in 
the centre of a room, for example, is an extra- 
ordinary situation. How do you perceive space 
as a dancer?  

Alessandro Giaquinto: I think, as a dancer, you 
have an entirely different sense of animating a 
space because you constantly question it. Some 
choreographers structure a space in a way that you 
stand more or less in the middle, meaning the ac-
tion occurs in the centre. Through a choreography, 
I can experience and perceive the same physical 
space completely differently. Everyone, including 
people without any experience in dance, animates 
spaces. They animate the spaces they use every day 
with their habits – whether these be an office, a 
bathroom or a bedroom.

BB: I personally have no experience with dance. 
You can lie on the ground with your body; you 
can jump, you can run or move in various direc-
tions. What is the starting point for a choreog- 
rapher: the piece and its subject matter or the 
body? Or is the space the basis for determining 
how the movements should unfold within the 
stage design?          

AG: That depends. If there is a stage design, I 
work with the space the way it was designed. 
But my starting point is always a basic idea – a 
sentence, music or the body. The way a dancer 
positions themselves in the room can be an in-
spiration for me; how they enter it, or sit down. 
They are not dancing in this moment, yet they 
are moving, and that alone can be the beginning 
of the development of a piece.  

BB: When you rehearse a piece and perform 
it in different spaces and locations, do you 
also perceive it differently according to each 
place? Or are you focused on the choreography 
so much that it makes no difference to you? 

AG: A different room in a different location has 
a very significant effect! Parameters you are 
accustomed to, like the distance between per-
formers or the speed of the steps, are different 
then. On a deep stage, I can be seen from all the 
way back. How expressive do I have to be, so that 
even people in the last row can still see me? Do I 
have to make gigantic movements, or how can I 
transport the essence of the movement? 
 
B B :  I’m sure it makes a big difference whether 
a piece is written for one dancer or whether 
several dancers are involved. Do the dancers 
sharing a space communicate during the per-
formance or do you rehearse it in a way, so 
that everyone knows exactly who is where and 
when?

AG: In principle, this is clear, but mistakes can 
always happen, or there is a situation in which 
the music unexpectedly speeds up and you’re 
unable to finish your movement completely. 
Communication is therefore always necessary. 
We aren’t statues; we’re always communicating 
with each other. However, we also try to rehearse 
in a way that the movements – the formations in 
space – ultimately appear as natural as possible. 
We don’t want to give the impression during a 
piece that we’re standing in a row because that’s 
what we’re supposed to do. Rather, the row 
should evolve in the moment. Fluid transitions 
are very important for these situations. That’s 
why theatre isn’t always perfect, because it’s live. 

BB: Trust is surely an important issue for the 
collaboration between dancers. You often see 
dancers lifting and catching each other’s 
bodies. You have to be able to rely on each 
other in these situations.    

AG:  Yes, trust is a very important part of our 
work. For one, there’s the trust between a dancer 
and their partner. That’s how I know: “Okay, I 
can let myself fall now and you’ll catch me.” Or 
when I walk a little further than planned, I have 
to be able to rely on my dance partner to follow 
me to this spot. In principle, we practice this 
every day.

In his work as a 
choreographer, 
Alessandro Giaquinto 
always depends on a 
basic idea as a starting 
point: a sentence, 
music or the body.
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Alessandro Giaquinto

Mutual trust is a very 
important part of our 
work as dancers.
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The way a dancer 
positions them- 
selves in the room 
can be an inspira- 
tion for me.

Alessandro Giaquinto
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It’s not self-evident 
for a dancer to 
completely trust the 
choreographer.

 The relationship between the dancer 
and the choreographer is based on a different kind 
of trust. It’s not self-evident for a dancer to com-
pletely trust the choreographer. If this is the case, 
however, it makes many things easier and more 
special – it carries the art. In the end, dance is a 
very human art form, and mutual trust is the most 
important aspect.

BB: RAUM UND GEDÄCHTNIS (Space and 
Memor y) is  the t it le of  the Ben Wil l ikens 
exhibition that we are currently preparing and 
which you are involved in with a dance in-
tervention that will also appear in a film. Do 
you remember certain spaces you’ve danced 
in or other spatial situations where you felt 
especially good or bad? What parts of these 
experiences do you use in your choreogra-
phies? Does memory play a role in your work 
as well?  

AG: Yes, absolutely. I’m very nostalgic, although 
I ’m st i l l  so young.  W hat speci f ic  spaces do I 
remember? I’m Italian, so churches play a major 
role. I’m an atheist now, but I grew up Catholic. 
This special emotion in a church – the feeling 
of awe, but also of comfort – is something very 
extraordinary, which for me is not necessarily 
connected to religiousness. 

As a child, I moved around a lot, meaning that 
many spaces lost their importance, because I did 
not spend enough time there. I do remember the 
ballet room where I danced for the first time. It 
seemed gigantic. When I returned after a long 
time, I could no longer dance in it, because it had 
become too small for me.

BB: Is theatre a very positive space for you, 
perhaps even a kind of home?  

AG:  Yes, theatre is a place I call home. No matter 
what city, no matter where on this planet I may be, I 
always feel like “I belong here.” This is because I live 
and have loved the theatre with all of its facets and 
elements since I was 11 years old – what happens 
on stage, what happens backstage, the make-up . . . 
simply everything! 

BB: Is the rapport between actors on stage 
and the audience different depending on the 
location, space or culture?  

AG:  Yes, definitely. Every country has its own 
audience. I remember my first tour in China, where 
we danced Romeo and Juliet by John Cranko. 
During a very long and dramatic death scene in 
the second act, the audience began to laugh. They 
apparently perceived the passage as a humorous 
scene. This was strange for us, because the 
audience in Stuttgart had always been com- 
pletely silent and deeply moved. Each audience 
is different: some react more intensely, some ap-
plaud less, and others applaud at earlier or later 
moments. 

BB (applauds): Thank you very much for this 
interview. We can’t wait to see you in motion 
soon, and we’re looking forward to watching 
you dance here at the SCHAUWERK in front of 
Ben Willikens’s artworks.

Beginning in October, a museum version of the film 
“BEN – die Räume des Malers Ben Willikens” (BEN: The 
spaces of the painter Ben Willikens) by Dieter Zimmermann 
can be seen at the SCHAUWERK Sindelfingen.
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Showcase 
A space 
for art

S C H AU W E R K 
S i n d e l f i n g e n
View of one of the levels 
of the storage facility



31 magazin  spaces    Showcase

An art storage 

facility for the 

Schaufler Collection 

was built on the 

grounds of the 

former, now demol- 

ished headquarters 

of BITZER 

Sindelfingen.  
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Suitable systems for 
organising art: Working 
with the collection will 
now be easier for schol- 
ars and conservators, 
thanks to the shorter 
distance to the museum.  
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Fascinating 
play of light and 
shadow in an 
empty room



35 magazin  spaces  

B I T Z E R S i n d e l f i n g e n ,
Abriss Headquarter 

A n s e l m K i e f e r
Frauen der Antike (Phryne), 
1995/1998, Kunstharz, Metall, Glas, 
Stahl, Stoff, Gips, Ziegelsteine, 
216 × 130 × 130 cm 

S C H AU W E R K S i n d e l f i n g e n 
The pull-out picture panels are 
intended for storing paintings 
and photographs.  
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At a 
glance 
On
spaces

Illustrations
Uli Knörzer

“Let me take a true story to explain 

the perception of space. During 

his career, a now retired sportsperson 

had fulfilled all expectations of 

those who admired him. His son chose 

to pursue a career in the same 

field. The same people who had earlier 

admired his father reacted quite 

differently to his son and talked about 

nepotism. When the talented son 

was selected to play for a renowned 

club, many people accused him of 

using his father’s influence. People 

always compared him with his 

father. Thus, unreasonable compar- 

isons caused the son not to be able 

to follow his dreams. Choosing the 

same sport as his father became a 

curse for him and this left him without 

space. Are we also causing some- 

body to lose his or her space?”

Devesh B. Kelkar
Aged 41  
Customer Support Engineer
BITZER, Dubai, U.A.E.

Unreasonable 
comparisons and 
the loss of space
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“Metaphorically, ‘space’ means my 

heart, because this is where I keep 

my loved ones. Likewise, I have space 

in my personal development, as 

long as I don’t harm anybody. For the 

most important basis of a func- 

tioning community is not to infringe 

the space of the community with 

their own personal space. Community’s 

space may vary. One that unites 

humanity, however, is the period of 

human life. It is always the same: 

to become, to be and to pass away. 

Nevertheless, the largest space is 

dreams: They lead back to the heart 

and are not limited by any boundaries.”

  At a glance

Pragya Shrivastava
Aged 45 
Head of Finance/ 
Company Secretary
BITZER, India

Oliver Walsh
Aged 20
Mechatronic Technician (Apprentice)
BITZER, Germany

Unmasking space 
barriers in times 
of a pandemic

Space is heart, 
development 
and community

“Perhaps we have never before thought 

about space so much – in personal 

as well as in public spheres – as we 

did in the last two years. The pandemic 

forced us to realign ourselves with 

the thoughts of who we could stay 

close to. Distances became inevitable 

between family members, friends 

and colleagues. And yet, as human 

spirit is wont to do, we sought – 

and succeeded in efforts – to share 

those spaces with each other digi- 

tally. We thought of long-lost friends 

and contacted estranged relatives. 

That is what Covid-19 made me realise: 

that having marked spaces may be 

inevitable, or even necessary. But 

deep within our hearts, we do want 

to break walls.”
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Commitment Campus 
of the 
future

Text 
Emilija Blagojevic 
and Dr. Elif Köksoy 

Images 
Marek & Beier Fotografen
and ICD/ITKE/IntCDC 
Universität Stuttgart
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“How do we want to live?” and “How do we want to 
get from A to B?” are very important questions for 
all of society as we face the challenge to organise 
our lives as sustainably as possible. They are also 
issues currently being discussed from a theoretical 
and practical point of view.
 It was a student initiative that got the ball 
rolling for a sustainability office at the University 
of Stuttgart based on the Maastricht Green Office 
Model. The staff and rectorate of the University 
supported its realisation. The decisive incentive 
for this endeavour was a generous contribution 
from THE SCHAUFLER FOUNDATION, which 
together with resources from the University, pro-
vide the Green Office’s funding. The office’s team 
consists of the sustainability managers Dr. Elif 
Köksoy and Dr. Brigitte Lorenz, the mobility man- 
ager Laura Schlowak, and four assistants from var- 
ious disciplines. The Green Office collaborates 
closely with “MobiLab,” a f lagship project and 
living lab for low-emission mobility, “CampUS 
hoch i,” a living lab for climate-neutral building 
management, and with the energy manager of the 
University, Harald Hentze. 

 Thanks to its set-up, a long-desired, 
transdisciplinary interface between those who are 
active in sustainability, students and university 
staff has been created. The Green Office, which re-
ports directly to the rector, brings the University 
community together to promote sustainable changes 
in all areas. It serves as an initiator and catalyst 
for a participatory and inclusive sustainability net-
work that can rely on the collective thoughts and 
ideas produced by this community. It works on 
sustainable ideas and plans that let the University 
free itself from finite resources, while paving the 
way for a situation in which our society’s current 
needs can be met without endangering the needs of 
other people, countries or future generations. The 
Green Office’s activities include developing plans 
for sustainability and climate protection, estab- 
lishing a diverse and interdisciplinary sustainability 
network, monitoring sustainability and the success 
of climate protection, regular reporting, and creating 
a participatory platform for students and staff.
 Already in the first year of its existence, 
the Green Office celebrated several successes. As a 
participant in debates regarding climate neutrality, 
it initiated the first university-wide conversation 
in January 2022 with Theresia Bauer, the Minister 
of Science, Research and Arts of the State of Baden- 
Württemberg. Currently, Baden-Württemberg is a 
pioneer in this field and has set itself the goal of 
making the state administration, which also 
includes the University of Stuttgart, carbon neutral 
by 2030. The Climate Protection Act of Baden- 
Württemberg, which was last revised on 6 October 
2021, serves as orientation for the Green Office for 
defining the carbon neutrality strategy of the entire 
University, which includes milestones and goals for 
reducing emissions in the effort to gradually achieve 
carbon neutrality in the remaining eight years. 
The Green Office also supports University leaders 
with their carbon neutrality strategy through regu-
lar communication. The first sustainability report, 
which is expected to be published at the end of 
2022, will document ideas, projects, activities and 
basic conditions for the sustainable transformation 
into the campus of the future. 
 The Green Office was also able to obtain 
funding for several projects. Three of its project 
applications were approved for the “Una Terra” 
sustainable funding scheme. The project “Rad und 
Tat” (Bike and Taking Action) plans to expand the 
bike repair workshop located on the University’s 
campus in the city centre, thereby contributing to 
reaching the goal of a car-free campus. The purchase 
of bike repair stations at the University’s two campus 
locations – in the city centre and in Vaihingen – 
was also made possible. This enables students to 
take care of small repairs on their own, indepen-
dent of the opening hours of the bike repair work-
shop and the help of trained bike mechanics. The 
mobility campaign “Immer schön auf dem Boden 

  Commitment

Campus 
of the 
future

Born out of a student 
initiative, the Green 
Office is a catalyst 
for sustainability and 
climate protection 
at the University of 
Stuttgart. 
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bleiben” (Always keep both feet on the ground) is 
another project whose goal is to raise awareness at 
the University of the effects of flying on the climate, 
while discussing alternatives and initiating a con-
versation between students, staff and faculties. 
Two approaches were developed for this purpose: 
1) a place to relax and reflect will be created with 
wooden reclining benches on the Vaihingen Campus, 
2) at the same time, an information campaign will be 
launched and solutions for more sustainable busi-
ness travel will be developed with the help of work-
shops. The “Trash Talk Weeks” is the ironic name 
of the third project within the funding scheme. 
Dealing with the issue of waste, its goal is to cre-
atively and impressively convey the importance 
of using resources efficiently through interactive 
programmes, like a “clean up the campus” drive, a 
plastic-free challenge, an exhibition opening with 
artworks made of waste and information events. 
The insights gained will be shared with the entire 
University, inspiring people to work toward achiev- 
ing a clean, environmentally friendly University 
campus. Furthermore, the project “GREENESTO – 
adVANce your Mindset!” was initiated after fund- 
ing from the Climate Protection Innovation Fund 
of Stuttgart was approved. In this project, which 
is a collaboration between the Green Office, the 
research campus ARENA2036, and the Institute 
of Entrepreneurship and Innovation Science of 
the University of Stuttgart, an electric van serves 
as a mobile workshop platform, making it possi- 
ble to meet different groups of society and discuss 
sustainability and climate consciousness while 
providing an opportunity to convey sustainable 
behaviour to the public. 
 The Green Office team has a vision of 
future that takes us to the year 2030: Seen from 
above, all the roofs of the University are either cov- 
ered with solar panels or plants are growing on 
them. The parking areas on the campus are a thing 
of the past. Several are now green areas providing 
additional environments for insects, while others 
are used for University events and offer potential 
for individual uses as well. Still other parking areas 
are used for bicycle parking, as there are many 
bikes that are actively being used on campus. 
In general, the mentality regarding mobility has 
changed by this time. Because of the distance be- 
tween the parking garage and the campus, cars 
are simply not worth the fuss anymore. Staff and 
students use e-scooters, shuttles and bikes for the 
most part. Students can walk directly to their lec-
tures from the “Radbox” (enclosed bike parking), 
or take a little detour to the new shower facil- 
ities along the way. Sustainability is now an integral 
element of each discipline and is integrated in 

many lectures and seminars. Instead of being 
limited to a few departments, it is now a long-term 
element of research and teaching, creating a bond 
between all members of the University community. 
Sustainability is not only taught; it is also actively 
practiced at the campus of the future. 
 In addition to the Green Office, others 
active in sustainability at the University of Stutt-
gart are also working on their visions of the future. 
The Institute for Computational Design and Con-
struction and the Institute of Building Structures 
and Structural Design of the University of Stuttgart 
under the leadership of Prof. Jan Knippers and 
Prof. Achim Menges designed the Maison Fibre at 
the Venice Architecture Biennale 2021. This deli-
cate fibre architectural structure, which has more 
than one floor and is constructed out of building 
elements that were solely manufactured by robots, 
offers solutions for sustainability requirements at 
many different levels. Based on Le Corbusier’s 
Maison Dom-Ino, the Maison Fibre also has a model- 
like character that lets the architectural structure 
become palpable for v isitors. Although it has 
the same f loor space and number of stories as Le 
Corbusier’s model, the construction is 50 times 
l ighter. The building method requires few re- 
sources and is inspired by and derived from 
nature. The direction and density of the fibres 
determines the distribution of forces. Made from 
glass and carbon, its weight as well as the produc-
tion and materials used represent a sustainable 
alternative to the conventional use of concrete, 
steel and stone. The inexhaustible possibilities of 
arranging the modules also make it easy to seam-
lessly integrate the construction into existing ur-
ban contexts. THE SCHAUFLER FOUNDATION is 
currently funding plans to install the Maison Fibre 
on the University of Stuttgart’s campus in Vaihingen. 
This architectural flagship will soon be the first of 
its kind on the campus and will possibly be the 
future home of the Green Office. 

The building method 
used for the Maison 
Fibre is inspired 
by nature and re-
quires only minimal 
resources.
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Bright red threads are 
one of Chiharu Shiota’s 
trademarks.

A visit to 
Chiharu 
Shiota’s 
studio
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I t was a Thursday morning in April and the 
air in Berlin was still clear and fresh. The 
bright sun and blue sky offered a first glimpse 

of spring in the city. My colleague Sarah and I had 
agreed to meet at the Berlin-Reinickendorf sta- 
tion of the local train. We began walking at a busy 
intersection toward a quiet mixed-use area where 
blocks of f lats alternate with allotments, sports 
grounds and buildings that were indicative of their 
former industrial use. Our smartphone GPS led 
us to an impressive building from 1918. As we later 
found out, the heritage-listed building complex 
was once the site of a factory for canned goods and 
dehydrated vegetables. Today, among other things, 
it houses the studio of Chiharu Shiota, an artist 
from Japan with whom we had an appointment.
 Shiota’s exhibition “Silent Word” will 
open at SCHAUWERK Sindelfingen on 23 October 
2022, and we wanted to talk to her about processes 
that are relevant for public relations, our area of 
expertise. Her installation for the show is a site- 
specific artwork that she is developing especially 
for the architecture of the museum’s high rack 
warehouse. There are no pictures yet of the work 
that she is currently developing, which is why 
we wanted to discuss, among other things, what 
motifs we could use to promote the exhibition. 

  A visit

View of Chiharu 
Shiota’s studio, 
formerly part of a 
factory for canned 
goods and dehydrated 
vegetables.

Text 
Elisabeth Kuon

Images
Büro Schramm
für Gestaltung
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 Of course, we were also curious and were 
looking forward to having a peek behind the scenes. 
We wanted to see where and how she works. Who 
is this person with the name Chiharu Shiota – a 
name which sounds exotic and melodious to us? 
What inspires her?
 We entered the stairwell of the three- 
storey building, and an assistant led us into the 
spacious studio. Although we knew her large instal- 
lations could not be produced in a tiny attic, but we 
hadn’t expected such a gigantic and impressive hall. 
 We were warmly greeted by Shiota, her 
studio manager Julia Strebelow and her dog. We 
drank tea in a cosy kitchenette. Instead of an elab- 
orate Japanese tea ceremony, we each simply picked 
a tea bag. While we waited for the water to boil, 
we looked around the room. We were fascinated 
to find such a large studio in the middle of Berlin. 
Shiota's assistants were busy here and there, 
working carefully with small threads, following 
the artist’s instructions. Here in Berlin, she uses 
smaller models to test her technique for the large, 
room-filling works that she realises around the 
world with her team. 
 In a char ming mi x of  Engl ish and 
Japanese-sounding German, she explained where 
her artistic career began. Her secondary school 
training in her hometown in the prefecture of 
Osaka had focused on painting. She then worked 
in this genre for several years, also studying at the 
Kyoto Seika University, although she felt all the 
while like she was not able to fully express her-
self in the medium of painting. She told us about 
a dream in which she asked herself how she could 
physically become part of a painting. In the dream, 
she saw herself in a three-dimensional picture and 
began to move within it. She felt that she had to 
break out of the two-dimensional world of painting. 
As a result, she began to develop performances. 

For instance did she wrap herself up in in white 
sheets, turning her body into a white painting base. 
The artist regarded these works as a kind of lib- 
eration, as a more truthful expression of her crea-
tivity that manifested itself in her own and other 
bodies in space. After she did performance art 
for several years – during which she also became 
a student of the world-famous performance artist 
Marina Abramović , who was a professor at the 
Academy of Fine Arts in Braunschweig at the 
time – Shiota finally began working with instal-
lations and objects. While the desire to express 
things with her body is something that continues 
to accompany her to this day, objects have taken 
since over the role of her body in the installations, 
speaking on her behalf. 

Zusammen mit seinem 
Bruder realisierte  
der Künstler Not Vital 
eine Traumlandschaft.
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She recounted a dream 
in which she wondered 
how to become part of a 
painting herself.

  A visit
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Smaller objects 
complement the 
artist’s oeuvre.

 Threads in a striking red hue, one of her 
trademarks, often serve as the basis for her gigantic 
“drawings in space.” They also criss-cross this 
former factory that has been remodelled into her 
studio. For the Japanese pavilion at the 56th Venice 
Biennale in 2015, Shiota designed a work consist- 
ing of red threads, keys and boats. This was my first 
encounter with the artist’s work, and I remember 
well how I thought that the Japanese pavilion stood 
out among the other countries’ pavilions, as is often 
the case, by presenting art that was less serious 
and more playful. The installation with the title 
“The Key in the Hand” at this international art 
exhibition in Venice consisted of a dense web of red 
woollen threads that were suspended in the room 
with thousands of keys attached to their ends. The 
red, partially funnel-shaped woollen structures 
seemed to be magically attracted to the boats below 
them.  I was especially impressed by the many 
thoughts behind this work, which was very large 
and visually attractive, but also mysterious. Keys 
are objects heavily charged with meaning. They 
are important companions we carry close to our 
bodies to protect places and things that we hold 
dear. They are objects loaded with memories for 
the artist as well, and she often uses them in her 
works. Though not the same as those in Venice, 
boats could also be found in her studio, hanging on 
iron bars parallel to the ceiling for practical rea-
sons. We also talked about the installation that will 
be shown at the SCHAUWERK in Sindelfingen. 
For this, the artist will be working with black 
thread instead of red. Almost 4,000 letters will 

hang on the black threads. I wondered why. The 
artist has so many thoughts that are best expressed 
in her art and well left to beholders to interpret. 
As is common in Shiota’s works, other objects will 
also be integrated in the installation that will form 
a connection to each other – for example, a table 
and a chair that interact with words hovering in 
the air. What will these things, which are joined by 
small objects and drawings, tell us as proxies for 
the artist, who naturally will be absent from the 
installation? The exhibition “Silent Word” is sure 
to impress upon us that even words that cannot be 
heard are still enormously expressive. 

The exhibition CHIHARU SHIOTA. Silent Word is on show 
at the SCHAUWERK Sindelfingen from 23 October 2022 to 
8 October 2023.
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Spotlight

Thomas 
Demand 
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T h o m a s  D e m a n d
Embassy VI, 2007 
C-print, 180 × 232 cm 

The starting points for Thomas 

Demand’s works are often pho- 

tographs of rooms taken from 

newspapers and magazines. Based 

on these templates, the artist 

builds paper models that are accu- 

rate in every detail and true to 

scale. He then photographs these 

before destroying them. With 

this conceptual approach, Demand 

explores questions about the 

truth of media images. By realising 

that these particular pictures 

are constructed, we gain an aware- 

ness of this problem in general.

The Schaufler Collection owns one 

of Demand’s key series of works: 

“Embassy” from 2007. The nine- 

part series shows the Niger 

Embassy in Rome, which was the 

location of a mysterious bur-

glary in 2001 that resulted in ex- 

tremely explosive political events. 

In “Embassy VI,” we can see an 

office with a desk that is covered 

with a pile of folders that have 

obviously been rummaged through. 

That Demand’s photographs 

are not real can be seen in the 

blank papers and the unused 

look of the objects. 

  Spotlight
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Next 
The programme “Stay Seed” of the Stay Foundation has 
never been as relevant as in 2022. In this programme, 
experienced local professionals help female peasant 
farmers in Uganda with every aspect of farming grain, 
beginning with preparing the soil and telling good 
seeds from bad, to crop rotation, sowing and harvest- 
ing, all the way to drying and storing. Drawing on the 
experience of two instruction cycles, the training has 
since been adapted to better fit the women’s needs. 
Important aspects have also been added: for example, 
participants are encouraged to team up so they have 
a better negotiating position at the market. Forming 
groups to save money also makes it possible to acquire 
things that single peasant farmers cannot afford. 
In addition, they are now growing more millet again, 
a traditional grain that had been replaced by wheat. 
What has stayed the same in the programme is that it 
provides the seeds for the first sowing, which are often 
better in quality than what the women were using before. 
This is an important step on the path out of poverty and 
in the fight against hunger.

Funding initative 

Improving 
Africa’s 
grain self- 
sufficiency

Exhibition view Doug Aitken: 
“Wilderness,” 27 April to 27 May 2022 
303 Gallery, New York City

Peasant farmers 
at the harvest
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“Is there a café here?” This is a question employees at the SCHAUWERK have been 
asked countless times. After many years of shaking their heads in the negative, 
they soon can reply with a happy “yes!” Plans for the new building include not 
only an art storage facility, but also a café. The rooms for the café will be spacious 
and filled with light. Presumably in the fourth quarter of 2022, coffee and cake as 
well as delicious warm snacks will be served in this new space measuring about 
100 square meters. The café may be directly connected to the museum, but it will 
be accessible to the general public, not just museum visitors. The surrounding 
neighbourhood has also long needed a place where people can spend time with or 
without consuming food and drinks. So if you’re not thirsty or hungry, you’re still 
welcome to come and spend time on the platform – a non-commercial area sepa-
rated from the café by steps that you can sit on. Here, you can relax and browse 
through art catalogues, rest after a visit to the museum or simply wait for the bus. 

Culture

A café for the 
museum and 
the neigh-
bourhood

Doug 
Aitken 
2023

  Next

Art T he SCHAUWERK is planning a major solo exhibition 

for next year with works by the internationally 

well-known American artist Doug Aitken. His video 

installations, films and photographs straddle pop culture 

and media art. Recurring themes in his works are the relationship 

between nature and civilisation and between space and time, 

as well as the perception of everyday objects and the ex- 

ploration of our present day. The sculptures and video in- 

stallations presented at the SCHAUWERK will include 

“Migration” from 2008 and his more recent work “Wilderness.” 

For the latter, which consists of several screens arranged 

in a circle, Aitken filmed the beach near his house in Los Angeles 

during the Covid-19 pandemic as people went about their 

everyday lives. Scored with a soundtrack generated by AI, the 

film is based on a rhythm of landscape shots alternating 

with images of people on the beach, showing a cycle from 

sunrise to nightfall.

The space for the 
new café PS3 in 
the new building of 
the SCHAUWERK
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Art & 
refrig- 
eration

N o t  V i t a l
Sled, 2003 
Marble,
150 × 40 × 30 cm

The work “Sled” by the Swiss artist Not Vital 
reflects his close ties to the nature and 
culture in his home of Lower Engadine.
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