r 13, Munich
25




The Short Blanket

FLORIDA Lothringer 13, Munich
20 Sept - 12 Oct 2025

Bruna Alcantara

Rania Atef

Magda Buczek

Anita Ekman

Hannah Heilmann

Jupiter Child

Bundnis Kunst und Kind Munchen
Loud Numbers

Curated by
Mariana Sesma
Jessica Capra

Cover image & following two pages:
Details of stills from ‘While Being an Octopus’ by Rania Atef

Rights of all images are reserved to the artists, unless specified otherwise
Booklet design by Zoé Rivas Zanello

The Short Blanket

The title draws from a popular Brazilian expression that metaphorically
captures the impossibility of covering everything at once: when you pull the
blanket up to warm your shoulders, your feet are left cold—and vice versa.
In this context, it speaks of the complexities of motherhood and the endur-
ing illusion that women can “have it all," a notion that often feels more like a
burden than a liberation.

It suggests a persistent sense of falling short—whether in caring for chil-
dren, managing domestic responsibilities, sustaining an artistic practice, or
maintaining relationships and friendships. Some of the artists in the exhibi-
tion approach this tension with irony and confrontation, while others expose
the physical and emotional toll that these pressures inflict.

Through affirmation and courage, their practices become acts of resistance,
tools for reframing, and pathways to healing. Together, they respond to the
burdens placed on women—not by internalizing them as personal failures,
but by confronting the systems that generate and uphold them.

Opening Visiting hours
Sat, 20 Sept | 16 - 20h Wed - Fri| 10 - 15h

Sat |12 - 16h
Finissage + by appointment

Sat, 11 Oct | 13-17h
To arrange a visit please write to
hello@theartistandtheothers.nl






Curatorial text

Mariana Sesma

Motherhood(s)

In Brazil, where | come from, there is a
metaphor for when resources are limited:
a short blanket. A blanket that cannot
cover the whole body, always leaving
parts exposed. Motherhood often feels
like that. If you give attention to one area
of life, another is left uncovered, and the
constant feeling of being overwhelmed
becomes part of daily routines. At least
that is how | feel, and from talking to
other mothers, it seems this sensation is
widely shared.

And of course, the blanket feels short.
How could it not, when mothers are
expected to do everything—care for
children, manage households, sustain
jobs and relationships—often with little to
no real support? The problem is not that
a mother "fails” to stretch the blanket, but
that society places impossible demands
on her.

Motherhood does not exist in a vacuum.
It takes shape within a social order that
still treats it as private, limited to the
domestic sphere, as if it were a purely in-
dividual issue. In this way, the labor—and
the abuses—behind closed doors remain
invisible.

That's why showing the exhibition at
FLORIDA, Lothringer 13 is symbolic. The
space resembles the floor plan of a resi-

dential apartment, playing with the false
dichotomy between public and private. It
reminds us that what happens at home
is political, connected to broader expec-
tations around gender roles. By bringing
the private into a public space, we want
to push the conversation beyond our
four walls.

The artists in this exhibition engage with
these tensions in different ways. Some
speak directly of exhaustion, of how the
lack of support drains one's mental and
physical health. Others reflect on how
motherhood reshapes identity, as wom-
en and as artists. Some question mech-
anisms of control and bias; others revisit
history to show women as creators rather
than reducing them to fertility symbols. A
number of artists use irony to expose the
absurdity of the so-called "balance” ex-
pected of mothers. Together, their works
invite us to see motherhood as complex,
layered, and multiple.

There is no universal way of "being a
mother" Each experience is shaped by
cultural, social, and political conditions.
While certain aspects may resonate
across groups, the lived reality of moth-
ering shifts dramatically depending on
context: the experience of a woman in
Germany will not mirror that of a woman
in an Indigenous community in the Xingu
region of the Amazon. Nor will it resem-
ble that of a mother surviving genocide

in Gaza or displacement in Sudan. For
this reason, perhaps we should not
speak of motherhood in the singular, but
of motherhoods—plural, diverse, and
context-specific.

Such plurality matters because differ-
ent ways of mothering are too often
silenced in favor of a standardized
Western bourgeois ideal. The impact

of this is felt in daily life. In Denmark, for
example, an infant was recently taken
from their mother, an Indigenous woman
from Kalaallit Nunaat (Greenland), partly
due to a parenting ‘test’ rooted in white
Danish norms that overlooked Indige-
nous cultural codes. Similarly, a friend

in Switzerland, a non-white immigrant
woman, hides her epilepsy from neurolo-
gists, fearing it could jeopardize custody
of her son.

Both examples reveal the persistence
of what psychoanalyst Vera laconelli
calls the “gold standard” of mother-
hood—showing that simply bringing
children into the world is not enough to
be revered as a mother. The celebrated
ideal fits certain characteristics: white,
middle-class, heterosexual, cisgender,
able-bodied, of a certain age, raising
children within a nuclear family, and be-
ing the biological mother. Anything out-
side this frame is treated as lesser—even
in countries idealized as egalitarian.

Looking at motherhoods in their many
forms challenges the idea that there can
only be one mother. As Indigenous writer
Geni Nunez points out, just as worshiping
more than one god is taboo in mono-
theistic religions, talking about moth-

ers in the plural can feel forbidden. Yet
throughout history, many cultures have

embraced collective care—bell hooks,
for instance, recalls how enslaved wom-
en cared for each other's children. These
examples remind us that care has often
been shared, not solitary, questioning
today’s obsession with doing everything
alone.

Nunez also underlines how the capitalist
focus on self-sufficiency is an illusion.
We all depend on the sun, on water, and
on countless other elements to survive.
When it comes to motherhood, this
raises the question: if we all rely on one
another, why do we expect mothers to
do everything alone? Perhaps the alter-
native is to re-learn more cooperative
ways of caring, where responsibility is
shared. Even if this is not yet the real-

ity for many of us, it encourages us to
imagine the maternal—or parental—role
as something that can be distributed
among different people, regardless of
gender or blood ties. It's not easy, espe-
cially since we often have so little time
and energy—but maybe it's something
worth practicing.



Curatorial text

Jessica Capra

As Motherhood, as Womanhood

One of my favorite paintings by Edward
Hopper is ‘Morning Sun', in which he
depicts his wife Jo seated on a bed, fac-
ing the sunlight streaming through the
window, seemingly lost in her thoughts.
Many thoughts.

Being a woman in 1952 was tough. It
meant conforming to narrow, traditional
gender roles. Society celebrated the im-
age of the cheerful housewife—devoted
to her husband, children, and home. After
stepping into the workforce during World
War I, many women were expected to
retreat back to domestic life. Marriage
was seen as the ultimate goal, pursued
often in a woman's early twenties, with
motherhood quickly following. Beneath
the surface of this ideal, unspoken ques-
tions stirred: How to move forward, and
how much did societal pressure weigh
on women back then—and how much
does it still weigh on women today?

My eyes filled with tears when | first
encountered Jupiter Child's photo for
the work T'm Still'. Like Jo in Hopper's
painting, Jupiter Child stares into space,
but their gaze becomes a doorway into
their inner world. What we see is painful;
a storm of emotions familiar to many
parents—exhaustion, joy, uncertainty,
and the constant clash of contradictory
feelings. Yet their posture is rooted and

firm: the stance of a single parent doing
their best. For me, the work felt like a si-
lent scream. A raw testament to women's
resilience over time.

This is a feeling many mothers can
relate to—because women are never
truly alone. This thought came back to
me while reading ‘Oliva Denaro’ by Viola
Ardone.

The novelis set in the early 1960s - ca

10 years after Hopper painted ‘Morning
Sun’ - in the fictional Sicilian town of
Martorana. It portrays a society dominat-
ed by strict patriarchal traditions. Women
are treated as fragile objects—"brocche”
(jugs)—and their value depends on their
purity and marriage prospects. Their des-
tiny is largely predetermined: to marry,
raise children, and remain silent. For the
protagonist, Oliva, studying Latin gram-
mar becomes a way to claim her identity
and imagine another future. However,
society insists on her silence, obedience,
and submission, punishing her - and
other women - away from independent
thought.

In one striking scene, during a grammar
lesson, the teacher gives the example “la
donna” ("the woman") as a singular noun.
Oliva objects: “The singular for women
doesn't really exist. If she is at home, she
is with the children; if she goes to church,
the market, or a funeral, she meets other

women. And if there are no women to
look after her, then there must be a man
to take care of her!

The teacher replies: “It depends on all of
us—on the feminine singular, the woman
as an individual—and it also depends on
you."

This exchange reminds us that the strug-
gle for the autonomy of women is not
only historical. It is still pressing today.
The novel touches on issues that remain
unspoken of in contemporary society:
abortion, marriage, domestic violence,
and above all, women's rights—a fight
that is far from over.

It is within this frame that the work of
Bruna Alcantara becomes crucial. Her
large-scale paste-ups and detailed
collage carry words like "Revolution”,
‘Love yourself", “We are the majority”,
“We are more than mothers’, and “Trust".
These are not just slogans. They act as
important reminders—urgent calls for
women of our time. Similarly, the works
of Magda Buczek, Anita Ekman, and
Hannah Heilmann, presented in this
exhibition, highlight the necessity for
women to speak up, to make choices
freely about their bodies and their lives,
without inner guilt or the fear of societal
judgment. Their artworks reflect the
tensions that persist around women,
particularly around reproduction. The ex-
hibition engages with the delicate layers
of meaning and experiences surrounding
abortion, the rediscovery journey of one's
self after motherhood, and the challeng-
es of negotiating women'’s roles far away
from one's homeland.

Do we really want to “have it all"? Person-
ally, I don't. Yet it remains a fragile bal-

ance, as Rania Atef's video series ‘While
Being an Octopus’ shows. Juggling all
the duties expected of women is over-
whelming, and balance is often impossi-
ble. Still, when it comes to equal rights,
my answer is clear: yes—absolutely.

Why, then, is the burden not shared
equally with men? Because we still live
in a society largely built by and for men.
The weight of motherhood, and of un-
paid care work, continues to fall dispro-
portionately on women—as powerfully
illustrated in Loud Number's data soni-
fication work and in K&K's performance,
which unveil the invisible labor women
perform every day.

There is still much to be done to affirm
women as singular individuals. What can
we do?

As Hopper himself observed, one of the
most important things is the sense of
the moment. Collective actions, such as
these artistic voices, are pivotal achieve-
ments for contemporary women. They
open the space for self-realization—for
women's rights, desires, and personal
goals to exist beyond the dictates of a
patriarchal society.

The more individual voices are raised,
the easier it becomes to reveal our inner
sense of movement. Together, we can
reshape society, extending the blanket—
which is still too short, as we are remind-
ed by the title of this exhibition. Weaving
a collective blanket from the singular
threads of each of our lives, we could
make it long enough to cover all of us.

Text edited by
Zoé Rivas Zanello and Ilaria Rossetti



About the artworks

‘Nossa Senhora da Vulva Livre’
Maternity, Holy Mother of the Free Vulva’

by Bruna Alcantara

In ‘Maternity, Holy Mother of the Free Vulva', a large-scale paste-up, a life-sized
mother proudly stands while breastfeeding her baby. She appears to be saying,
‘Courage, woman! You are not alone’, offering a counterpoint to the loneliness often
entailed in motherhood.

All the narratives created by Alcantara — with courage — reach into our present,
serving as a powerful reminder of how much the women before us fought, and why
we must not take that for granted. Her works plant seeds and open conversations
around many topics that remain a taboo for women in today's Western society — in-
dignation, trauma, violence, and the desire for more than just motherhood.

Text by Jessica Capra
Image: ‘Maternity, Holy Mother of the Free Vulva’ (reproduction in paste-up) by Bruna Alcantara




‘Cartas Para o Futuro’
Letters to the Future’

by Bruna Alcantara

In ‘Letters to the Future’, a series of 46 works originally created for the Museum of
Image and Sound of Parana (MIS) in 2024, Alcantara sends powerful messages to
women from different generations. As a starting point she uses archival photographs
of women taken by men in the city of Parana, embroidery, collage, stamps, and scav-
enged materials appear in these images, alongside letters cut from magazines from
the 1940s and 50s — possibly the same decades in which many of the photographs
donated by the Museum were originally taken.

Alcantara has crafted phrases such as ‘| don't know how not to be courageous,” “Rev-

olution," “Love yourself," “We are the majority," and “Trust" to create new narratives for
these women.

Text by Jessica Capra

Image: ‘Letters to the Future' by Bruna Alcantara

Credits: Archival photo by Dario Vellozo, from the collection of the Museum of Image and
Sound of Parana
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‘While Being an Octopus’
by Rania Atef

‘While Being an Octopus’ is a series of video installations and performances, reflect-
ing on the role of women through the lens of societal expectations. In these works, |
use a balancing toy in various settings, arranging miniature household objects - from
my daughter's collection - such as a toy stove, washing machine, laptop, children,
man, and woman. By repeatedly attempting to balance these items on a wooden
disk, | explore the pursuit of equilibrium, symbolizing the ongoing demand for wom-
en, especially mothers, to achieve the balance between domestic and professional
life, shaped by narratives embedded in media, cultural norms, and historical canons.

The project was partially funded by Gender Bender /a joint project of the Goethe-In-
stitute / Max Mueller Bhavan and Sandbox Collective.

Text by Rania Atef
Image: Detail of a still from ‘While Being an Octopus' by Rania Atef



‘The Second Shift of a Ladybug’
by Rania Atef

‘The Second Shift of a Ladybug’ delves into the dual role of the home as both a space
of care and a site of labor. For artist-caregivers like myself, the domestic space be-
comes a studio, workplace, and caregiving site all at once. In this work, | use photo-
graphs found on my mobile phone - pictures taken by my children, often while I'm
unaware. These images capture me in the middle of different tasks: cooking, clean-
ing, creating art, or juggling all three. The children often take multiple shots, resulting
in a series of nearly identical images with slight variations in gesture, movement, or
focus. | present these as visual narratives that expose the blurred boundaries be-
tween care and creative labor - moments suspended between intention and inter-
ruption.

Text by Rania Atef
Image: Detail from the series ‘The Second Shift of a Ladybug' by Rania Atef
Credits: Photos taken by Alia and Hassan




‘Tolludman' from the series ‘One Of Many’
by Magda Buczek

In my artistic practice, | hardly ever throw things away. Using leftovers from big scale
production, personal objects and collected waste, | made a series of 13 head pieces
based on the 3D template of Venus de Milo, hijacked from big fashion production
waste.

These varied collected materials gave birth to Venus descendants, morphed into
veiled, decapitated, un-talking heads paled on microphone stands. They refer to the
Nordic concept of “sameness”, that | find both beautiful and oppressive, and the fast
fashion marketing phrase “same same, but different.” Each sculpted portrait, with its
unique personality, has a name and role in a group. Together, they form a family, or
a narrative that tells my personal story of re-identification after motherhood and mi-
gration. They weave themes of cultural identity, consumer culture, and the enduring
impact of objects that encapsulate our energies, longings and roles.

Text by Magda Buczek
Image: ‘Tolludman' from the series ‘One of Many' by Magda Buczek



‘Ochre’
by Anita Ekman

Through the performance art created by Anita Ekman in prehistoric sites, the project
‘Ochre’ proposes an original viewpoint on the role of women in the origins of art and
Archaeology.

Discussing the relationship between painting and the body through the history of iron
oxide (ochre), Anita Ekman adopts a performative understanding to look at the art
produced in prehistorical sites.

Considering different ontologies, in her artwork Anita reconceives key frames used

to perceive rock art around the world. Bringing to light the diversity of images con-
sidered as vulvas and feminine figures, through Archaeology, Ekman'’s art proposes
feminist theories, adopting performativity to understand the role of gender (from a
non-binary perspective).

‘Ochre’ is the result of three years of artistic research on the area with the highest
concentration of rock art on the Americas and probably on Earth: the Serra da Capi-
vara National Park, located in Brazil and on the Paleolithic Caves in Europe (Spain).
‘Ochre’ weaves different spaces and times together into a constellation, creating an
original panorama of art and archaeology through artistic languages (performance,
video, photography, painting and ceramic sculptures).

Text by Anita Ekman
Image: Detail of ‘Ochre’ by Anita Ekman | Credits: Photo by Edu Simoes




Estrous.life’
by Hannah Heilmann

‘Estrous.life’ (2015) is a sculptural-installation project by Danish artist Hannah
Heilmann. It poses as a brand of handmade soap bars infused with an unholy mix of
oral contraceptives and other prescription hormones, synthetic pheromones bought
in the corners of the net, French perfumes, and organic herbs and oil - contraceptive,
erotogenic, doubtful, messy.

Scattered on the floor like pepples on a beach, the smell of the soaps seems to
offer protection, and a kind of liberation from bodily and social burdens, not least the
choice of parenthood.

A grimy prescription of beauty routines, sexual liberation and a paradoxical form of
fertility control, all in one - it observes how capitalism monetizes hormones, parent-
hood, and intimate care, revealing tensions between personal freedom and the capi-
talist exploitation of desire. Perhaps now, 10 years after the work was made, it hints to
the declining political rights of utererous bearers all over the world too.

Text by Hannah Heilmann
Image: ‘Estrous.life’ by Hannah Heilmann



T'm Still’
by Jupiter Child

I'm Still’is a series of hand-dyed wool works, carrying affirmations, and archival im-
ages of my mother, created as altars of care and testimony.

Born from the exhaustion of motherhood and survival, the pieces reflect the stretch
of living under “short blankets" — never having enough time, space, or breath.

By printing my mother's image and stitching words like “I'm still here" and “I'm still
your teacher’, the work honors generations of women who held families together
with too little and at great cost, while reclaiming space to say: ‘I see you, | hear you,
we are still"

Text by Jupiter Child
Image: I'm Still’ by Jupiter Child | Credits: Louise Herrche Serup




K&K is casting artists for an art and care card game based on the children's quartet
‘Supertrumpf’ - a pure performance show.

Factors such as studio size, pension expectations, working hours for artistic work,
employment and care work, mental load factors, super skills, solo exhibitions, the
amount of laundry which needs doing, multitasking, privileges... It soon becomes
clear that the question, in its abundance - just like the demands on artists with care
responsibilities -, is difficult to manage.

Visitors are invited to join an ongoing dialogue with K&K and work together on the
challenges of the ‘art and care quartet’, to reduce the system of constant evaluations
and performance competition in its absurdity.

Text by Bundnis Kunst und Kind
Image: ‘K&K Quartett’ by Bundnis Kunst und Kind



‘Motherhood: Nothing Adds Up' is both a tribute and a critique - revealing the beauty,

cost, and complexity of motherhood through sound. M OT H E R H O O D

Following the working lives of a fictional male and female freelance artist from age [\J (:)TH | “J G A D D Q lJ P
)

18 to 65, two looping rhythms - one for each gender - pulse every time each artist
earns a fixed amount of money. The loops diverge and reconverge to form complex,
shifting polyrhythms. The emotional core of the track is the cataclysmic moment of
birth, which occurs, on average, at age 30.3 in Germany. Here, a plunging bassline
signals the child penalty, as the bottom drops out of the mother's working life. Effect
chains mimic the fracturing of identity: shimmer reverb and granular delay scatter
earlier sonic moments, which resurface.

Interwoven throughout are spoken-word fragments from artist-mothers, at times
clearly heard, at others layered and looped into a multifaceted chorus of experience.
However, having a child is the ultimate creative act: a magical, mind-bending, mad-
dening act of stupendous generosity that lasts a lifetime.

Nothing about this adds up.

The track is developed in cooperation with Jane Beran and Jessica Capra and it fea-
tures interview extracts by Sarah Ashmi, Gabi Blum, Mariella Kerscher, Linda Luv and
Anna ScholB.

LOUD

NUMBERS

Text by Loud Numbers
Image: Design by Loud Numbers



About the artists

Bruna Alcantara

Bruna Alcantara is a visual artist and jour-
nalist whose work explores motherhood,
the body as a political tool, and the inter-
section of personal and collective mem-
ory. After earning a journalism degree
from PUCPR (2010), she began using her
family’'s photographic archive in her art
practice. Her work spans photography,
embroidery, collage, object art, and in-
stallation, often emerging from personal
experiences of trauma and resistance.
Active in the feminist movement during
her master's studies in Portugal, Alcan-
tara incorporates themes of migration
and gender into her work. She also uses
paste-up street art as a key form of ur-
ban intervention.

She has participated in exhibitions and
festivals in Brazil (Curitiba, Sao Paulo, Rio
de Janeiro), as well as in Portugal, Italy,
and Lebanon, including LambesGoia
(Goiania) and Cheap Festival (Bologna).

Rania Atef

Rania Atef is a visual artist and cultural
practitioner based in Cairo. Her work
explores the notion of play across medi-
ums, focusing on labor, care, domestici-
ty, and authority within social and artistic
contexts. She holds a BA in Applied

Arts (Helwan University, EG), studied in
TASAWAR (TN), and in MASS Alexandria
(EG), and co-founded ‘K-oh-llective

Her work has been shown at ‘Les com-
plices' (Zurich, 2024) , Kunstverein (Ham-
burg, 2023), Musee De La Fondation
Slaoui (Casablanca, 2023), Archive of For-
getfulness, (SA, 2021), BOZAR (brussels,
2020), and KSCC (Poland, 2020). Her solo
show 'Labouring For Love' was present-
ed at ARD Art Institute (2025).

She is a recipient of the Prince Claus
Seed Award (2021), The British Council
Award in Roznama (2021), Gypsum Bur-
saries (2022), the Prince Claus Building
Beyond Mentorship Award (22/23), and
Orbitals program by Mophradat (2024).

Magda Buczek

Magda Buczek is a Polish visual artist
based in Copenhagen. In her practice,
she collages text and post-consumer
materials to create multimedia narratives
exploring identity, migration, mother-
hood, politics of care, and the culture

of late capitalism. She is the founder of
SURPLUS, a long-term project blending
poetry, fashion, and activism.

Her work has recently been exhibited at
Den Frie and Collega in Copenhagen,
and Super Dakota in Brussels.

Buczek is also the co-founder of VLP
Gallery in Copenhagen, which she runs
in collaboration with Bartek Arobal Ko-
ciemba. Her works often inhabit public
spaces and transitional zones, creating
moments of rupture or tenderness in the
urban landscape.

Anita Ekman

Anita Ekman is a Brazilian visual and
performance artist whose work explores
rock art, pre-colonial aesthetics, and
rainforest histories. Through collabora-
tive performances—often with Guarani
Nhandeva curator Sandra Benites—she
investigates the role of women, Indige-
nous peoples, and the African diaspora
in shaping the Atlantic Forest and the
Amazon.

Her practice combines photography, vid-
eo, and research, and has been featured
by institutions such as the MoMA, Har-
vard's Peabody Museum, and in publica-
tions like Od Review. Ekman has lectured
at universities including Harvard, Tufts,
and Indiana.

She co-curated Ka'a Body: Cosmovi-
sion of the Rainforest in London and
Paris, and as a Clark Fellow (2023), she's
developing a publication on Indigenous
territoriality and the concept of body-ter-
ritory in contemporary art.



About the artists

Hannah Heilmann

Hannah Heilmann (b. 1978, Denmark) is
an artist whose cross-media practice
weaves together ephemeral, crossmedia
strategies—installation, performance,
self-branding painting, and poetry—to
explore consumerism, everyday crisis
and material obsession.

Combining found objects with whimsical
visuals—such as folklore-inspired figures
battling, runaway medieval garments—
her work balances humor, critique, and
poetic insights.

She holds an MA in Art History from the
University of Copenhagen and teaches
at The Royal Danish Academy of Fine
Arts. Heilmann has exhibited across
Europe and the US, including at ARoS,
EKKM, Manifesta 11, and Den Frie. Her
work is in the collections of major Danish
institutions, and she is a recipient of the
Danish Arts Foundation award.

Jupiter Child

Jupiter Child is a queer visual artist from
Mozambique, currently based in Den-
mark. Rooted in Makonde heritage, their
practice embodies decolonial resist-
ance and resilience, drawing inspiration
from the traditional chisel work of Ma-
konde sculptors. Through the concept
of Quilombo Dialectics, Jupiter explores
themes of identity, ancestry, and cultural
reclamation.

Working primarily with monochrome
acrylic paintings and linocuts, their art
functions as both a personal and political
act—reviving suppressed histories while
honoring African spiritual and cultural
legacies. Each abstract composition
reflects a broader narrative of displace-
ment and the urgency to reconnect with
collective memory.

Jupiter's work stands as a visual call for
cultural restitution, resilience, and the
reimagining of shared humanity through
an unapologetical African lens.

Bundnis Kunst und
Kind (Anna Scholi
and Gabi Blum)

Anna ScholB and Gabi Blum are visual
artists. They founded K&K - Bundnis
Kunst und Kind Munchen in 2018. Since
then, they have continuously organised
discursive meetings, exhibitions and
actions in public spaces and work at the
interface between political initiatives and
artistic collectives. K&K is one of the first
initiatives dedicated to the topic of art
and care. It has paved the way for the
founding of numerous other initiatives
that are actively involved in the topic.
Together with the constantly growing
group of (currently) more than 150 artists
from the Munich area, as well as the na-
tionwide art+care network, K&K has cre-
ated an important platform and voice for
visual artists with caring responsibilities
in recent years. With their actions, ScholB
and Blum have also developed a spe-
cial curatorial concept that has become
K&K's trademark.

Loud Numbers
(Duncan Geere and
Miriam Quick)

Duncan Geere and Miriam Quick are the
founders of the Loud Numbers data son-
ification studio, and the hosts of the Loud
Numbers podcast. Located in Sweden
and the UK respectively, they've worked
on sonification projects for organisations
like Jack Morton, LiveUnion and the Mu-
seum of London. Their award- winning
work has been featured by Ableton, the
UK's Channel 4 News, and many others.

Image on the next two pages: ‘Ochre’ by Anita Ekman | Credits: Photo by Edu Simdes
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