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Brunnenpassage—
Introduction

Ivana	Pilić,	Anne	Wiederhold-Daryanavard
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Since its founding in 2007, Brunnenpassage in Vienna has been 
a laboratory for transcultural and participatory art production. 
More than 400 events take place every year in this former market 
hall in Vienna’s Brunnenmarkt, an outdoor market in Ottakring, 
the city’s sixteenth district.  The contemporary, transdisciplinary, 
curated program ranges from theater, performance, and dance 
to music formats through to fine art and films. The hall is used 
in equal measure for practices, workshops, performances, and 
 discussions. Roughly 32,000 visitors come to the site annually. 
In-house and co-productions are realized, which are implement-
ed at Brunnenpassage as open-air events, and also in major 
cultural institutions in the city center. 

THE SITE
Brunnenpassage is located in Vienna’s sixteenth district at the 
Brunnenmarkt, one of the longest permanent street markets 
in Europe, known for being heavily frequented. The Brunnen-
passage building, originally built as a market hall, is located 
in the midst of a large, car-free market square. The complex 
consists of a 230-square-meter hall with two adjoining office 
spaces. Through the architecture of the event space, with its 
level accesses and barrier-free restrooms, the building is also 
wheelchair accessible. The structural transparency and low 
threshold have an inviting effect and are likewise used as part of 
the program. Passersby also discover and visit Brunnenpassage 
spontaneously. The location at the market, the noticeable, multi-
lingually designed glass façade, and the poster stands in front of 
the building heighten this open impression. 
A diverse population structure can be experienced in the migra-
tion-influenced, working-class neighborhood, especially around 
Vienna’s Brunnenmarkt. A steady promotion of citizen participa-
tion in upgrading the area was launched in 1997. Structural mea-
sures as well as the influx of new population groups with greater 
purchasing power also had negative consequences, as rising 
rents, for example, led to the displacement of lower-income 
indivi duals and families. This makes it all the more important that 
Brunnenpassage remains non-commercial, and promotes the 
direct participation of its diverse neighbors.  

ARTISTIC PROFILE
Brunnenpassage’s artistic concept springs from the hetero geneity 
of the population. The focus is on the question of how to estab-
lish contemporary art productions that are relevant for as large 
a share of Vienna’s urban society as possible. By experiment-
ing with innovative formats and transdisciplinary methods, new 
aesthetic experiences and expressions are created. The artistic 
approach is multilingual, transcultural, intergenerational, and free 
of financial barriers according to the pay-as-you-can principle. 
Productions and participative formats develop in collaborations 
between local and international artists, and also civil society. 
People from different biographical contexts become protago-
nists in the artistic program. Brunnenpassage works on reducing 
barriers, mainly for those who are affected by mechanisms of 
exclusion. Previously underrepresented population groups and 
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their multipliers are actively sought throughout  Vienna, with the 
goal of long-term cooperation. The art processes that are car-
ried out at the event space enable connections to arise between 
individuals who perhaps have little contact in everyday life. New 
collective spaces form with the hetero geneous participants and 
audience. This enables a togetherness that is self-determined, 
that exists beyond classical allocations, and reinforces social 
cohesion. The power of these processes is worked out aestheti-
cally and flows into art productions dedicated to a recognition of 
heterogeneous urban society. 

GOAL
Social transformation processes increasingly trigger social con-
frontations. Two contrary forces work simultaneously: a politics 
of isolation that strives for a return to supposedly pure origins 
of culture and community, and in conjunction with that, a clearly 
defined and strictly exclusionary concept of who “we” is. This 
view opposes the recognition of heterogeneous societies—and 
therewith, the search for a dynamic and more inclusive prac-
tice that does justice to social diversity. Brunnenpassage’s 
self-conception is that of an open art space, for some Viennese 
residents certainly also an entry into partaking in the city’s cul-
tural life, which forms a first instance of participation, of sorts. 
Brunnenpassage hereby refers to Article 27 of the UN Universal 
Declaration of Human Rights: “Everyone has the right freely to 
participate in the cultural life of the community, to enjoy the arts 
and to share in scientific advancement and its benefits.”
Artistic quality is tied to social and political-cultural goals. Just 
like society, the artistic field is one of social power relations, 
which are inscribed just as much into cultural production and 
reception as they are reproduced in the promotion of culture. 
Brunnenpassage is concerned with the issue of how to estab-
lish practices through artistic production that confront the hier-
archical power relations of society and initiate understanding, 
negotiation, and communication among social groups. In doing 
so, it seems to us conceptually indispensable not only to re-
duce these issues to working with an audience, but to consider 
them also in the selection of personnel at all levels of the hier-
archy, in the selection of artists, in the programming, selection 
of  material, in the development and realization of new artistic 
formats, and further development of participatory forms. 
This practical handbook provides actors, such as artists, cul-
tural  workers, and cultural politicians, with experiences from 
our daily practice. The handbook is composed of three parts: in 
the chapter Thinking in Practice, our aim is to place Brunnen-
passage within a theoretical context and discuss it more funda-
mentally. Transformative Practice delves more concretely into 
the working methods and foundations for curating Brunnen-
passage. In the third chapter, Navigating Change, we illustrate 
the conception and realization of concrete projects, and show 
selected examples from our artistic practice. It shows room to 
maneuver as well as challenges.



8

MAIN WORKING METHODS
Transdisciplinary curating at Brunnenpassage
Brunnenpassage’s declared goal is to create new aesthetic 
experiences in art that correspond to a diverse society. This 
aesthetic is transdisciplinary, multilingual, integrates artists from 
different genres as well as experts without training in the arts, 
and contains multiple perspectives in terms of content through 
the most diverse biographical experiences. 

Participation
The program is conceptually developed with a focus on vari-
ous forms of accessibility, and ranges from open workshops to 
closed formats through to performances and series of events. 
Also, arts that enable a collective creation process are increas-
ingly practiced rather than those relying on individual means of 
expression.

Multilingualism
Brunnenpassage works and constantly experiments with multi-
lingualism in art, in its aesthetic expression, production pro-
cesses, and also marketing and team composition. Furthermore, 
participation is possible through events that take place quasi 
without spoken language (for example, in the areas of dance and 
music).

Collaborations
Brunnenpassage’s core competency is collaboration. A dual 
 approach to collaboration is key here, including both local net-
working as well as cooperation with major cultural institutions 
from Vienna’s city center. 

New Audiences 
Brunnenpassage’s program is trans-genre, intergenerational, and 
transcultural. This facilitates reaching various dialogue groups. 
The bulk of our available resources for advertising are used 
to reach people who have not previously made use of  cultural 
 institutions.

Consultation and Discourse 
The expertise we have gained through experience in the area 
of diversity and arts has recently captured the attention of sev-
eral art and culture institutions, urban planning departments, 
and foundations. Brunnenpassage has become a fixed dialogue 
partner, both nationally and internationally. 

Knowledge 
This handbook shows how participation is possible, and spe-
cifically how art projects can be organized that correspond to 
the diversity of the Viennese population. Our expertise begins 
from the realizations that have been gained from our artistic and 
insti tutional practice since our founding in 2007. Brunnenpassage 
considers itself an adaptive learning space, which through the 
people relating to one another around Brunnenmarkt, develops 
models and reflects on its own art formats, with a view to qual-
ity and possibilities for participation. People meet at Brunnen-
passage on a daily basis to rehearse together with artists, to 
produce, to stand on stage, and experiment with new artistic 

MG 5 BG 6
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formats.  Visitors and participants express the many experiences 
they have had in daily practice, which the team reflects on and 
processes in learning sessions. The knowledge contained in the 
visitors’ and users’ diverse perspectives is the basis of the dy-
namic laboratory. Listening and feedback as well as a construc-
tive culture of error are the foundations of our work.
An essential factor in Brunnenpassage’s success is the diversity 
of our team. Manifold backgrounds and experiences enable dif-
ferent perspectives and a learning process for the overall orga-
nization, which through this, is constantly evolving at all levels. 
For that reason, more space is devoted to the Brunnenpassage 
team in this current, expanded new edition. Team members and 
those who accompany us are the authors here. Along with up-
dates in terms of current debate and new literature, also further 
developments at Brunnenpassage are included—such as strate-
gic partnerships and new productions. Improvements have also 
been applied to the structure of the book; for example, this time 
distinct German and English editions have been published sep-
arately. And last but not least, several new images from our daily 
work on site have been added for inspiration. 

We hope you will find the handbook inspiring and informative! 

Editors
Ivana Pilić and Anne Wiederhold-Daryanavard
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Thinking in Practice—
Contextualizing Vienna’s 
Brunnenpassage
 

Zuzana	Ernst,	Ivana	Pilić
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Brunnenpassage in Vienna is an art space that develops and ex-
plores transdisciplinary formats, thus bringing manifold perspec-
tives to light. Special focus is on artistic productions that promote 
the participation1 of actors marginalized in the culture industry, 
and productions that address broad population groups with a 
non-discriminatory approach. In this, particular attention is given 
to multilingualism in order to dismantle race-based exclusions 
and barriers. In order to enable collaborative creative processes 
with different actors, methods from outreach dialogue work are 
used, and synergies found with multipliers. Brunnenpassage’s 
decentral location is hereby used for intense collaboration with 
the local population. Brunnenpassage’s artistic profile focusses 
on participatory formats with a (post)migrant2  orientation and 
content arising from multiple perspectives, characterized by the 
diverse realities of the lives of the participating actors. 
In what follows, references to cultural theory and aes thetic, 
artis tic issues are thematized, institutional contexts within which 
the art space Brunnenpassage is active, illustrated; and existing 
mechanisms of exclusion in the art and culture industry revealed. 
Focusing on the historical references of “art for all,” first, select 
fields of tension in cultural politics are discussed that make visible 
the current lack of recognition and representation in the cultural 
industry of a heterogeneous population. Questions related to the 
orientation of the process or product are then looked at histor-
ically, in order to point to transformative currents that counter 
elitist concepts of art, and which have furthered the establish-
ment of a socially engaged art practice. Subsequently, structural 
exclusions in the art and culture industry are  illuminated with a 
view to race- and class-based discrimination. Discussed in this 
context are the art practices, mediation approaches, and insti-
tutional framework conditions within which (post)migrant and 
underrepresented art creators currently move, while also setting 
new standards in the culture industry. 

1 The term “participate” refers to the possibilities of the individual to iden-
tify as part of shared social life, and to have a part in shaping it. The 
concept of cultural participation thus also includes both the participation 
in culture as well as one’s own cultural production (Akbaba et al. 2009, 
Terkessidis 2012, Sharifi 2011, Zobl 2019).

2 The term “postmigrant” was taken up and shaped by the Berlin theater 
director Shermin Langhoff. Understood as “postmigrant cultural work” 
are all practices that recognize and promote diversity as part of society 
(Foroutan et al. 2015; Gouma/Neuhold/Valchars 2010). The authors of 
this volume deliberately place the “post” in “postmigrant” in parentheses, 
since the term “postmigrant” could suggest a distancing from migrant. 
Here, we join Paul Mecheril (2014), who focuses on the question of which 
groups, how, and with what interests, can allow their version of the reality 
of a migrant society to be hegemonial. The focus is thus on the political 
and cultural occupation of the descriptive term “migrant,” not the over-
coming of it. 

MG 2 BG 2  
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ART AND CULTURE FOR ALL 
In everyday language use, the term culture has many meanings 
and is subject to ambivalence, as it is so broad that it can de-
scribe the field of art, diverse ways of life, as well as designate 
various social groups. In the 1960s and 1970s, the long domi-
nant concept of culture, which primarily meant “high culture”—
that is, the music and art tastes of the elite, which are judged 
as “higher” than other styles (Drüecke/Klaus 2019)—was ex-
panded to include social and political components (Allmanritter/ 
Siebenhaar 2010). This expansion focused, among other issues, 
on democratization of the culture industry. The aim was to open 
established cultural institutions for population groups outside of 
elite structures, equal participation, and also new themes (ibid.).
Experimental and future-oriented artists appealed for a merging 
of art and the everyday life of the population and questioned 
the artwork-centered context in galleries and exhibition hous-
es. In the 1950s and 1960s, many artists in the U.S., Europe, 
and Japan devoted their work to issues that contributed to a 
distancing from exploitability in the art trade, but also a decon-
struction of modernist art practices. Arguments, for example, 
of the Fluxus movement, such as questioning the established 
aesthetics of the art elite and mechanisms of the art market far 
removed from everyday life, were not fundamentally new, but 
rather, resurfaced and inspired further thinking of the concepts 
of the Futurists, Dadaists, und Surrealists from the first half of 
the twentieth century (Smith 1998). Public understanding of 
art was therewith expanded, so that alongside issues related 
to aesthetics (and handicrafts), the concept and the artistic 
process were viewed as more central (Higgins 2002). A work’s 
process thus gained greater importance than the finished prod-
uct, and was no longer seen as a means to an end, but rather, 
the end in and of itself. 
In cultural politics, the social demand for democratization was 
reinforced in the motto “art for all,” which brought with it, a so-
ciopolitically enlightened, emancipated understanding of socio-
cultural practices in the culture industry (Pilić 2019). Numerous 
social and cultural institutions were established, such as WUK 
(the Organization for the Creation of Open Culture and Work-
shop Houses) in Vienna, and in 1975, the Spittelberg cultural 
center in Amerlinghaus in Vienna. These institutions claimed, 
through self-reference, to point beyond artistic-aesthetic dis-
courses and reflect on the active shaping of society and pol-
itics (Messner/Wrentschur 2011). However, the rapid spread of 
sociocultural institutions led already in the 1990s in the Ger-
man-speaking world to internal critique by project actors and 
artists who attested to increasing depoliticization and a forfei-
ture of emancipatory goals (Wagner 2011). Also, right from the 
start, who the “all” is in the concept of “art for all,” and who “all” 
could be were not at the center of discussion (Fehrmann 2013). 
The exclusions resulting from this are still evident today in the 
culture industry and have an impact on marginalized  cultural 
workers, artists, and content. 
The need to orient the culture industry in a way that coun ters 
discrimination applies to established institutions as well as the 
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independent scene and sociocultural institutions, as these are 
just as permeated with racism and inequalities as the major 
institutions (Moser 2019). Nonetheless, especially since the 
1990s, all of the cultural institutions and cultural workers that 
are committed to anti-racist and nondiscriminatory art practices 
are also found in independent cultural work. To name but a few: 
Pamoja, an organization of the young African Diaspora; MAIZ, 
an independent organization by and for migrant women in Linz, 
which does performance and educational work; and Initiative 
Minderheiten, which does theater work with and about Roma 
(Dimitrova et al. 2018). Since the 2000s, more and more voices 
can be heard that aim at viewing society from the perspective 
of migration (Doğramacı 2018). With PIMP MY INTEGRATION, 
for example, Aslı Kişlal initiated in 2012, together with daskunst 
and Garage X, a series of talks to reinforce the visibility of (post)
migrant positions in the city and emphasize political demands.  

ART AS SOCIAL PRACTICE
Brunnenpassage defines itself as part of emancipatory practices 
and situates itself within the concept of “socially engaged art.”3 
Its artistic profile is strongly linked with an aesthetic of social 
practice, which describes an art that is collaborative, often par-
ticipatory, and includes people from civil society as producers 
and active participants (Helguera 2011). Its aim is to further 
social and/or political transformation through collaboration with 
individuals, communities, and institutions in artistic processes 
(Ibid.). In this, not only is the process of a work just as important 
as the finished product, but increasingly, focus is also on the 
dialogic principle of processes (Kester 2004). This summarizes 
the recent development in contemporary art and identifies so-
cial art practices that understand complicity, alliance-building, 
participation, and collaboration as aesthetic phenomena (Krenn 
2016). The dialogue artists create with project participants and 
recipients thus becomes the point of departure of aesthetic in-
terest. Actors in the artistic process rely on relationships with 
individuals, organizations, and institutions who cover many dif-
ferent areas of the community, to pose and also discuss social 
justice issues (Kester 2004).
Experimentation and the creative process are central elements 
of social practice. New aesthetic experiences arise that break 
from the established, academic art canon, with a focus on pro-
cess, co-creation, and experience rather than on product and 
viewing (Jackson 2011). Although aesthetics and methodology 
seem to have contradictory interests, it is important for socially 
engaged art to unite the two. Methodology involves civil society 
and  creates space for collaborative processes. Aesthetics, for its 

3 Socially engaged art shakes up the foundations of the art discourse 
and shares methods and intentions with areas that go far beyond art. In 
contrast to its avant-garde precursors, such as Constructivism, Futurism, 
and Dadaism, it is not an art movement. Instead, these cultural practices 
point to new ways of living that emphasize participation, challenge pow-
er, and include disciplines ranging from urban planning and community 
work through to theater and the fine arts (Thompson 2011).
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part, plays a major role in what effect a work unfurls, and how it 
is interpreted. In the end, both categories can work together and 
mutually enrich one another: the aesthetic value of an  artistic 
approach can increase its social function, while the methodolo-
gy can heighten the aesthetic experience through public com-
mitment and strategies for involvement (Finkelpearl 2012).
“Art	 is	 more	 than	 an	 expression	 of	 the	 present;	 it	 can	 also	 be	 a	
	catalyst	 for	 a	 different	 and	 better	 future.	 For	 that	 reason,	 we	 not	
only	have	the	right	to	enjoy	art,	but	also	the	right	to	make	it.”		  
(Bruguera	2012)

Brunnenpassage defines itself as an art space that goes beyond 
the artistic practices of majority society hitherto dominant and 
situates itself within society to ultimately design social process-
es in a shared development and reshape them in terms of con-
tent. In collaborative and process-oriented productions, content 
is worked out and fine-tuned through dialogue.  People from 
various biographical contexts become protagonists in  artistic 
productions—with the self-awareness of being definers, rather 
than the defined. The aim is to facilitate a space for thinking 
and acting for a heterogeneous collective of actors and recip-
ients, where it is possible to try out and realize new forms of 
expression and aesthetics beyond the established art canon and 
beyond commercial usability. A firm goal in this is to create new 
aesthetic experiences corresponding to the diversity of society. 
Art is a way to develop one’s own thinking and acting, to get to 
know oneself better and at the same time, also “others,” beyond 
social norms and ascriptions (ibid.). In the arts, people have the 
possibility to express themselves not only via language, but also 
through aesthetic forms. An artwork thereby becomes an accu-
mulation of actors and actions, which connects not only various 
types of participation, but also many individuals with one an-
other, and enables new collective encounters (Knobloch 2013).

EXCLUSION IN THE CULTURE SECTOR 
Although the cultural-political mission of culture institutions in 
Vienna is to address the entire population, until today, people 
from educationally disadvantaged backgrounds and those 
affec ted by racism are frequently excluded from participation 
in art and cultural offers, as are people due to their handicaps 
or gender identity (Pilić 2020). Since these exclusions concur, 
people who are, for example, economically disadvantaged and 
also exposed to racism, are an especially underrepresented 
group in the culture industry. In order to take a closer look at ex-
clusions, it is thus important to take into account, in addition to 
racial discrimination, also other forms of discrimination (Ahyoud 
et al. 2018). 
In this handbook, we will likewise work in a reductionist way 
with the category migrant when speaking in the practice sec-
tion of an underrepresentation of migrants. A view that assumes 
migrants to be a homogeneous group, is naturally flawed. The 
largest group by far of foreign citizens in Austria are 200,000 
Germans followed by people with Romanian, Serbian, and 
 Turkish nationality (Klimont et al. 2020). However, when a 
 migration background is taken into account, then more than a 
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half million people with roots in the new countries of the former 
Yugoslavia form the largest group. They represent a quarter of 
all people with a migration background in Austria, followed by 
nearly 300,000 people with a Turkish background.4 In  Vienna, 
the roughly 80,000 Serbian citizens form the largest group of 
people who do not have an Austrian passport living in the na-
tion’s capital, followed by German and Turkish citizens.  Broken 
down according to origins, around 170,000 people with a migra-
tion background from Serbia/Croatia/Bosnia Herzegovina live in 
Vienna, followed by roughly 75,000 people with roots in Turkey, 
and around 60,000 of German origin (Boztepe 2019). Key indica-
tors in these statistics are that the average age of people with 
foreign citizenship throughout Austria is clearly below that of 
those with Austrian citizenship (Klimont et al. 2020). In addition, 
two-thirds of the children in primary school in Vienna do not 
speak German as their first language.5 
However, the category “migrant” does not comprehensively 
 capture structural discrimination and experiences of racism. A 
Muslim woman who is from Germany, for example, would be more 
strongly affected by discrimination in Austria than a majoritarian 
German—who is perceived as white and belonging, even though 
both have German passports. A migration background therefore 
does not clearly say whether people are exposed to structural dis-
crimination. Ever larger groups—without an (apparent) migration 
background—are also subject to racist ressentiment in Austria and 
are discriminated against on the basis of their skin color, religious 
affiliation, or external appearance (Ahyoud 2018).
Beyond that, the designation “migrant” is used in the cultural 
industry mainly at the audience level, where non-participation 
becomes a topic, and the aim is to reach people who do not have 
access to art. Here, migration is not the issue; instead, the ques-
tion of underrepresentation of migrants in the culture industry 
mixes with a discussion of educational issues. 
Studies on the use of culture—broken down by gender, age, edu-
cation, and migration background—show that the most essen tial 
influencing factor for participation in the Austrian culture indus-
try is the highest completed level of education. The  issue of 
whether one’s parents have enjoyed a tertiary education, marks 
the decisive difference for participation in cultural life, whereby 
the differential with regard to attending the opera and theater 
is especially high (Schönherr/Oberhuber 2015).  German studies, 
which are broken down according to social class (defined by de-
gree of education) show similar findings, and also that 76 percent 
of the population that participates in cultural activities, are aca-
demics, or at least have a higher education degree  (Allmanritter 

4 Migrantinnen und Migranten in Wien. Daten und Fakten (2019) Link: 
https://www.wien.gv.at/menschen/integration/pdf/daten-fakten-mi-
grantinnen.pdf [accessed: September 14, 2020] http://www.statistik.at/
web_de/statistiken/menschen_und_gesellschaft/bevoelkerung/bevoelker-
ungsstruktur/bevoelkerung_nach_migrationshintergrund/033240.html 

5 Agenda Austria (2018): Wo Deutsch die Fremdsprache ist (Where German 
is the foreign language). Diagrams: https://www.agenda-austria.at/grafik-
en/wo-deutsch-die-fremdsprache-ist/ [accessed: September 14, 2020]
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2009). These cultural activities are theater,  museum, and opera 
visits, which are commonly considered “high culture.” When 
combining this knowledge about the use of culture with the 
degree of education of the different groups of origin, exclusion 
becomes visible. 
In the school year 2017/18, the share of children with a Turk-
ish background in special-education schools was double that 
of those in primary schools. In upper secondary schools, their 
share was only half as high in comparison to primary schools. 
For children with Serbian, Croatian, and Bosnian backgrounds, 
the trends, albeit significantly less distinct, point in the same 
direction (Radinger/Sommer-Binder 2019). From a somewhat 
older survey, in Austria, only 5 percent of those of Turkish origin 
and only 6 percent of the migrants from the new countries of 
the former Yugoslavia, have a university degree. Only 6 per-
cent of those of Turkish origin and 13 percent of those from 
the new countries of the former Yugoslavia graduated with a 
“Matura,” the secondary school leaving exam for entrance to 
university (Radinger/Sommer-Binder 2013). Even when the cat-
egory of migration background is ignored, simply for reasons 
of their social structure and degree of education, at least 80 
percent in these groups are not predestined to participate in 
the city’s public, cultural life as it has been until now. A specific 
marginalization in cultural use based on racist exclusion, on top 
of socio-economic exclusion, is not even taken into account in 
this data.  Quite apart from the fact that the social composition 
of these groups, which deviates from the norm, and the high 
share of children with a migration background in special-needs 
schools, per se, reveal social components of structural dis-
crimination, other issues to consider include access to artistic 
training and education, public cultural support, and positions in 
management of cultural institutions, juries, and advisory boards.
Brunnenpassage relies on a broad understanding of diversity, 
in order to work in a solidarity-based artistic practice with all 
of those who, based on various exclusions, are not considered 
as belonging to majority society.  The inclusion of population 
groups that have been excluded until now, is also pursued aes-
thetically—with the goal of creating a contemporary reflection 
of the present in art production. This approach is illustrated 
particularly well in the project Not a Single Story, which is dis-
cussed in the section on practice.  

ON DICHOTOMOUS THOUGHT
Concepts such as “integration” and “intercultural dialogue” are 
often the points of departure of practical guides for the pro-
grammatic opening of cultural institutions (Moser 2019). With 
this, dialogue should be set in motion, which through reflection 
on one’s own position, leads to a mutual understanding arising 
between what in the approach are seen as different cultures 
(Welsch 2009). Overemphasis on this difference generates 
the perception of a supposed “own” and an imagined “foreign.” 
Cultural diversity thus becomes a juxtaposition of imagined 
cultures seen as homogeneous within themselves, thus ignor-
ing differences predominant in these intended groups. In this 
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logic, every involvement deteriorates to a dialogue between 
those who are set as the norm, and the “Others” (Said 1978). 
Constructed “us-them” constellations generate rigid concepts 
in which, for example, character traits are culturally designated.  
Crucial for overcoming this division and halting the reinforce-
ment of stereotypes is reflection on and deconstruction of such 
overly simplistic oppositions. After all, the situation arose that for 
many years, through well-intentioned initiatives and their the-
matization of “migrants” or socially disadvantaged people, new 
instrumentalization of these very groups occurred, and thereby 
a reinforcement rather than questioning of their “outsider status” 
(Sharifi 2011).
For an art practice that takes the heterogeneity of the population 
as the benchmark for its own work, focusing solely on “ cultural  
 origins” is not enough. Much more important, it seems, is to 
recog nize the multi-dimensionality of social inequality and the 
ways that people are differently affected by sexist, classicist, rac-
ist, and bodyist relations (Ganz/Hausotter 2019). The design of 
diversity must accordingly create a framework for the individual 
in which classical stereotypical categorizations are reversed, to 
ensure free opportunities for development. At Brunnenpassage, 
recourse is taken mainly to transcultural concepts that further an 
overcoming of “us-them” constellations and conceptually pro-
mote the transgression of borders (Hoffmann/Benjamin 2015). 
Brunnenpassage uses the term transculturality in the tradition 
of Cultural Studies and postcolonial theory (Castro Varela/Dha-
wan 2015). Focus is thereby on relations of power, exploitation, 
hierarchies, and in- and exclusions (Ha 2016). For this reason, 
Brunnenpassage’s self-conception can be characterized as one 
of a political institution that has an obligation to repressed sub-
jectivities. In order to do justice to this claim, required is critical 
reflection on relations of power and (re-)produced relations of 
dominance in society, and also in the internal artistic practice. 
Only through the overcoming of “(not-)us-attributions” (Mecheril 
2016) and a critical questioning of power and dependence (Pilić 
2017) can fluid, not clearly locatable identities be authorized 
within one’s own artistic practice. 

TRANSFORMATION/S OF THE CULTURE INDUSTRY 
New concepts for opening up cultural facilities are necessary to 
overcome the curbed participation of broad parts of the popu-
lation. A basic condition for change is to move past models that 
concentrate solely on audience development and work with the 
audience.  Various concepts and ideas for this can be found 
 under the concept of art mediation (Ostertag 2012). 
Currently, distinction is made between four discourses of art 
mediation: affirmative, reproductive, deconstructive, and trans-
formative (Mörsch 2009). While these mediation concepts do, 
indeed, alternate with one another, until now, predominantly affir-
mative and reproductive mediation practices have been  applied.  
In the course of this, clear, predefined goals are  followed, and so-
called “high culture” is mediated and reproduced. These models 
are of only limited use for an approach that aims at participation 
and thematic opening and expansion. In deconstructive and 
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transformative approaches, on the contrary, a self-reflective 
component is introduced through which the cultural institu-
tion itself is questioned. In order to enable change, relations of 
 power are recognized and named. The aim of supporting critical 
faculties can be found already in the deconstructive approach. 
In the transformative model, beyond that, also a transformation 
of the institution is aspired to (Mörsch 2009). 
Here, the idea is to familiarize the institution with its (urban) 
environ ment and pull it out of its elitist isolation rather than intro-
duce particular groups to the institution. Reflecting on one’s own 
mechanisms of exclusion through institutional critique emerges 
as a fundamental condition for the reorientation of cultural insti-
tutions (Zobl 2019). Only in this way, is it possible to learn from 
those who are affected by barriers to access and discrimination, 
and who were previously not present or only precariously pres-
ent in the culture industry (Aikins/Gyamerah 2016).
Yet not only access to art, but also the enabling of the produc-
tion of art and culture present a basic right in democratic soci-
eties (Zobl 2019). While the culture industry links with a “cos-
mopolitan” artist society via the international festival industry, 
locally available diversity in terms of producers, is rarely noticed 
(Aikins/Gyamerah 2016). In this way, in the standard operations 
of the art industry, little interaction with (post)migrant artists 
takes place, which leads to a lack of (re)presentation of their 
work on the stages of established cultural institutions (Sharifi 
2011). Artists and cultural workers affected by discrimination 
often work outside the networks and beyond the awareness 
of institutions, whereby crucial perspectives present in the city 
remain underrepresented within the framework of established 
spaces. This structural exclusion can be countered only through 
an opening of the culture institutions and the dedicated and 
sustained support of hitherto marginalized artists and cultural 
workers, as well as their initiatives and institutions. 
For this reason, Brunnenpassage works at all institutional 
levels— team, program, and audience—with the greatest pos-
sible diversity of people.  Alliances between socially engaged 
art producers with the local surroundings, but also with estab-
lished cultural institutions can offer a further mutual benefit for 
all actors. For this reason, since its start, Brunnenpassage has 
been involved in partnerships and collaborations with the city’s 
major institutes and festivals, in an endeavor to build bridges 
connecting both sides, and encourage structural, diversity- 
sensitive changes in the established institutions. This aspect 
will be explained in detail in the chapter Navigating Change.

CONCLUSION
Art and cultural work create added value for societies and in-
dividuals. The challenge for the publicly financed and highly 
subsidized art and culture industries is to create access to art 
and culture and ensure the population’s broad participation. 
The need for rethinking in the art and culture industries is ob-
vious, as the potential of the art practices of heterogeneous 
society has not yet been fully recognized by the art and culture 
sector. Special attention must be given to critical analysis and 
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 dismantling of discriminatory structures, in all of their complex-
ity. Relations of power and (re)produced inequalities in society, 
as well as in personal artistic practices, must be recognized and 
structurally counteracted.  Focusing on work with the audience 
seems to fall short here, as questioning one’s own practice with 
regard to production, team diversity, and new approaches and 
themes in programming are essential elements of opening in a 
way that counters discrimination. Alongside the new orientation 
of established cultural institutions, also necessary are cultur-
al policy measures that push for art practices that transform 
elitist meaning production through decentral and collaborative 
works. Practices of socially engaged art need long-term fixed 
sites, where encounters between equals are possible, and in 
which those who are “marginalized” are not positioned as “Oth-
ers.”  Only in this way will an egalitarian and solidarity-based 
cooperation become possible, for working together on new 
aesthetic experiences. In the context of art as social practice 
and the associated process-oriented thinking, the perspectives 
and learning processes of actors in a diverse society shift to the 
center. These considerations all serve the fundamental idea of 
moving away from producing within self-referential art spaces 
that  appeal to and are mainly used by only a small segment of 
society.  The reflections offered here are fundamental tools for 
critically analyzing accessibility, activating people’s curbed po-
tential, and facilitating art spaces that are made productive as 
sites of confrontation and sociopolitical spaces of negotiation.
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