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Katrin Winkler (* 1983) studied at the University of Applied Sciences 
in Munich, Academy of Fine Arts Leipzig and at the California Institute 
of the Arts. Her works have been shown at international exhibitions 
and festivals such as Lagos Biennial, Berlinale / Berlin International 
Film Festival-Forum Expanded, Sursock Museum Beirut and Neuer  
Berliner Kunstverein (n.b.k.).

Michaela Richter is a curator and director of communication and art 
education at the Neuer Berliner Kunstverein (n.b.k.). Her projects include  
the group exhibitions These Are the Only Times You Have Known 
(2020) and Mess with Your Values (2018), and the solo exhibitions 
Arnold Dreyblatt. The Resting State (2019) and Alfredo Jaar. Rosa,  
Karl, Bertolt, Herbert and the others (2017).
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the material is from the Archive of the former Rheinish Mission Society  
in Wuppertal, Germany. Today the collection of photographs is part  
of the Archive of the United Evangelical Mission (VEM) in Wuppertal. 

BPA // Berlin program for artistsBPA // Berlin program for artists was founded  
in 2016 by Angela Bulloch, Simon Denny, and  
Willem de Rooij, facilitating exchange between 
emerging and established Berlin-based artists.  
The mentoring program organizes reciprocal studio 
visits, public lectures, and joint exhibitions. 

BPA at Gropius StudiosBPA at Gropius Studios is a new collaboration 
between the Gropius Bau and BPA // Berlin program 
for artists, which begins in autumn 2020. Running  
up until the end of that year, eleven participating artists 
will use rooms at the Gropius Bau as studios and 
show their work in public presentations. 

1. Oct, 16 – 20, BPA Talks 3  
with Anne Fellner, Bertrand Flanet,  
Katrin Winkler and BPA mentors  
Calla Henkel & Max Pitegoff 
Cinema at Gropius Bau,  
(limited number of seats, please register via  
contact@berlinprogramforartists.org)

22. Oct – 28. Oct 
BPA at Gropius Studios: 
Dina Khouri, Katrin Winkler

BPA at Gropius Studios  
1. Oct – 31. Dec 2020

Opening hours  
Fri – Wed 10 – 19,  
Thu 10 – 21, Tuesday closed

Gropius Bau  
Niederkirchnerstraße 7  
10963 Berlin

Design: Studio Pandan with Vreni Knoedler and Lena Rossbach;  
Edition of 200; Copy Editor: Manon Revuelta; Editors: Boaz Levin  
and Anna-Lisa Scherfose

BPA // Berlin program for artists is made possible through the support  
of the Senate Department for Culture and Europe.

    Michaela Richter 
about
      Katrin  Winkler 
The title of Katrin Winkler’s video work from 2019,  
performing monuments, encapsulates the artist’s main 
research interests: the lived experience and resistance 
dealing with the testimonies of historical events. Since 
2008, Winkler has engaged in intensive research into  
the question of how history is made visible and how mem-
ories of political interventions—which continue to have 
consequences in the present—are kept alive, providing 
a starting point for new ways of confronting the past  
or for continued resistance against oppression and exploi- 
tation. Winkler’s video and photographic work addresses  
complex themes such as colonialism and struggles 
towards political independence, personal contemporary 
witnessing as well as public commemorative events. 
She pays particular attention to the power of official his-
toriography and the production of alternative narratives. 

Within the video work performing monuments Winkler 
continues her long-time research into the consequences  
of colonial rule, genocide, and apartheid. In the previ-
ous video installation towards memory (2016), Winkler 
focuses on present-day Namibia, which has been 
significantly influenced by German colonization and sub-
sequent South-African administration. Both works  
depict ceremonies of commemorating the genocide of  
the Herero and Nama (1904–1908), committed by  
German colonial powers, as well as those memorializing  
Namibia’s struggle for independence (1960–1989).  
Winkler’s images are always close to the events and at 
the same time look at what is happening with restraint, 
from its edges, following banal moments as attentively as 
carefully orchestrated performances. These images are 
accompanied by interview excerpts: in towards memory, 
Namibian women who were sent to the GDR as children  
during the war from 1979 onwards, and sent back to 
Namibia after the fall of the Wall, speak of their experi- 
ences and views on the relationship between the two 
countries. performing monuments explicitly formulates the 
emancipatory potential of newly reflected memories  
in several chapters: contributions by the first female 
chairperson of the Ovaherero Genocide Foundation, 

Esther Utjiua Muinjangue; the musician and performer 
Cecilia Oletu Nghidengwa; and the spoken-word poet 
Nesindano ‘Khoes’ Namises. The women discuss visual 
elements of the local commemorative culture and its 
references to the colonial period, dealing with a colonial 
monument, as well as the history of Black women in  
racist and misogynist social conditions. 
The significance of feminist movements in the struggle  
against totalitarian and repressive structures within a 
predominantly male-dominated historical discourse has 
repeatedly been a focus of Winkler´s research. The  
two-part photo and video work pass it on and she will 
know (2019) provides space for women to share their 
stories. Winkler addresses aspects of the anti-colonial  
struggle of Nigerian market women, called the Aba  
Women’s Riots, or Women’s War, which started in 
November 1929. The protest was provoked by the British 
colonial administration’s plans to impose a new tax  
on the market women. Within the patriarchal government 
and social order of the British rule, Nigerian women  
were stripped of any power they had before the colonial 
era. In response, the women organized an informal  

collective resistance to protest this further infringement  
of their rights. After preparing for months, on November  
23rd, 1929, thousands of women took to the streets, 
blocked roads, and encircled Warrant Chiefs’ houses. 
Singing and dancing were an essential part of the  
protest, which related to traditional practices of bringing 
grievances over a man’s behavior (known as “sitting  
on a man”). These ways of resistance problematized the 
general discrimination and lack of political influence of 
women. In total, up to 25,000 women from various ethnic 
backgrounds took part in the protests throughout  
Nigeria’s southwest region. 

The first part of pass it on and she will know was  
created on the occasion of the 2019 Lagos Biennial and 
consists of a collage of thirteen digital photomontages.  
It combines short texts by Winkler, based on her research 
into memories of the historical protests, with indistinct 
imagery of palm leaves. Palm leaves played an impor-
tant role in the preparation for the 1929 resistance 
movement, passed on among its members as a signal 
to gather at an assigned location on the following day.  
In the second part of the installation, Winkler expands on  
the caption-like texts gathered in her research from  
multiple backgrounds and voices, pointing additionally to  

the connection between past women’s uprisings and 
the Abeokuta Women’s Union (AWU). Founded in the 
1930s by Funmilayo Ransome-Kuti as the “Ladies Club,”  
the association initially promoted education before  
politicizing further, acting against the colonial govern- 
ment’s taxation policies and mobilizing tens of thousands  
of women to protest out on the streets. Winkler spoke 
to present-day market women in Lagos about their own 
experiences at their market stands, their engagement 
with the union and their monthly meetings, and the rele- 
vance of Funmilayo Ransome-Kuti´s legacy for them. 
The installation combines film stills from the recordings  
of the women at their stands and the surrounding  
market area with images from the Kuti Heritage Museum  
in Abeokuta, alongside text panels chronicling the  
successful continuation of a history written by women 
(“herstory”).

Tying personal memories or everyday local histories 
together with archival materials and research is typical to  
Winkler’s artistic approach. These layers find an additional  

expression in a literary form, where actual as well as 
fictionalized dialogues accompany her filmed and photo- 
graphed tracings. This partly speculative approach is 
central to her current project you cannot trust the colors, 
which she started researching in 2019, and allows her  
to deconstruct the dominant gaze, and its imagery. Winkler 
collected image material from the archive of the Rhenish  
Missionary Society in Wuppertal, primarily private pic-
tures taken by missionaries that have been active in 
Sumatra, Namibia, Tanzania, and many other countries, 
predating or accompanying colonization. The pictures 
attest to an exoticizing, generalizing approach towards the 
people they portray, deeply influenced by the photo- 
graphers’ own conception of the “Other”; their subjects 
are all uniformly represented, ignoring their diverse  
backgrounds. Not only does the subjects’ forced position-
ing as an objectified “Other” in the image’s center, but 
even more so, the fact that the images were recorded on  
a glass positive in the beginnings of photography, which 
had to be meticulously colored by hand later, contribute to  
this representation. Winkler devotes her research to this  
process, yet without reproducing the derogatory impact  
that the images had, and still have. Instead, she looks  
at the photographs’ margins — to the outside from which 
the photographers violently took possession of their  
subjects. These include not only the missionaries’ dwell-
ings, which can be seen in the background, but also 
traces of the coloring process, which show how little this 
process can be trusted: we can observe that several  
colors were tried to emulate the portrayed individual’s 
skin tone from blotted remains on the image’s frame. 
Winkler inquires about the preconceptions and points of  
view that these colors were based on, whether con- 
versations took place between missionaries, colonizing  
powers, and photographic institutions about the hand- 
coloring process of the glass positives, and how these 
colors were described. Most importantly, however, she 
counters the production of the stereotypical images with 
dialogues that deal with the experiences and memories  
of people who are still affected by colonial violence. 
Winkler thus once again takes a certain form of historical 
 narrative as an occasion to question how social con- 
ditions structure representation—and how, in the process, 
critical voices may be heard.

pass it on and she will know (part 2), 2019; wall piece, 
50–70 digital prints of videostills, 20–30 sub- and supertitles, 
text, size variable

pass it on and she will know (part1), 2019; 13 digital  
photomontages, size variable
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ing as an objectified “Other” in the image’s center, but 
even more so, the fact that the images were recorded on  
a glass positive in the beginnings of photography, which 
had to be meticulously colored by hand later, contribute to  
this representation. Winkler devotes her research to this  
process, yet without reproducing the derogatory impact  
that the images had, and still have. Instead, she looks  
at the photographs’ margins — to the outside from which 
the photographers violently took possession of their  
subjects. These include not only the missionaries’ dwell-
ings, which can be seen in the background, but also 
traces of the coloring process, which show how little this 
process can be trusted: we can observe that several  
colors were tried to emulate the portrayed individual’s 
skin tone from blotted remains on the image’s frame. 
Winkler inquires about the preconceptions and points of  
view that these colors were based on, whether con- 
versations took place between missionaries, colonizing  
powers, and photographic institutions about the hand- 
coloring process of the glass positives, and how these 
colors were described. Most importantly, however, she 
counters the production of the stereotypical images with 
dialogues that deal with the experiences and memories  
of people who are still affected by colonial violence. 
Winkler thus once again takes a certain form of historical 
 narrative as an occasion to question how social con- 
ditions structure representation—and how, in the process, 
critical voices may be heard.

pass it on and she will know (part 2), 2019; wall piece, 
50–70 digital prints of videostills, 20–30 sub- and supertitles, 
text, size variable

pass it on and she will know (part1), 2019; 13 digital  
photomontages, size variable
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you cannot trust the colors, work in progress research images, film/ 
video installation

the material is from the Archive of the former Rheinish Mission Society  
in Wuppertal, Germany. Today the collection of photographs is part  
of the Archive of the United Evangelical Mission (VEM) in Wuppertal. 

BPA // Berlin program for artistsBPA // Berlin program for artists was founded  
in 2016 by Angela Bulloch, Simon Denny, and  
Willem de Rooij, facilitating exchange between 
emerging and established Berlin-based artists.  
The mentoring program organizes reciprocal studio 
visits, public lectures, and joint exhibitions. 

BPA at Gropius StudiosBPA at Gropius Studios is a new collaboration 
between the Gropius Bau and BPA // Berlin program 
for artists, which begins in autumn 2020. Running  
up until the end of that year, eleven participating artists 
will use rooms at the Gropius Bau as studios and 
show their work in public presentations. 

1. Oct, 16 – 20, BPA Talks 3  
with Anne Fellner, Bertrand Flanet,  
Katrin Winkler and BPA mentors  
Calla Henkel & Max Pitegoff 
Cinema at Gropius Bau,  
(limited number of seats, please register via  
contact@berlinprogramforartists.org)

22. Oct – 28. Oct 
BPA at Gropius Studios: 
Dina Khouri, Katrin Winkler

BPA at Gropius Studios  
1. Oct – 31. Dec 2020

Opening hours  
Fri – Wed 10 – 19,  
Thu 10 – 21, Tuesday closed

Gropius Bau  
Niederkirchnerstraße 7  
10963 Berlin

Design: Studio Pandan with Vreni Knoedler and Lena Rossbach;  
Edition of 200; Copy Editor: Manon Revuelta; Editors: Boaz Levin  
and Anna-Lisa Scherfose

BPA // Berlin program for artists is made possible through the support  
of the Senate Department for Culture and Europe.
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      Katrin  Winkler 
The title of Katrin Winkler’s video work from 2019,  
performing monuments, encapsulates the artist’s main 
research interests: the lived experience and resistance 
dealing with the testimonies of historical events. Since 
2008, Winkler has engaged in intensive research into  
the question of how history is made visible and how mem-
ories of political interventions—which continue to have 
consequences in the present—are kept alive, providing 
a starting point for new ways of confronting the past  
or for continued resistance against oppression and exploi- 
tation. Winkler’s video and photographic work addresses  
complex themes such as colonialism and struggles 
towards political independence, personal contemporary 
witnessing as well as public commemorative events. 
She pays particular attention to the power of official his-
toriography and the production of alternative narratives. 

Within the video work performing monuments Winkler 
continues her long-time research into the consequences  
of colonial rule, genocide, and apartheid. In the previ-
ous video installation towards memory (2016), Winkler 
focuses on present-day Namibia, which has been 
significantly influenced by German colonization and sub-
sequent South-African administration. Both works  
depict ceremonies of commemorating the genocide of  
the Herero and Nama (1904–1908), committed by  
German colonial powers, as well as those memorializing  
Namibia’s struggle for independence (1960–1989).  
Winkler’s images are always close to the events and at 
the same time look at what is happening with restraint, 
from its edges, following banal moments as attentively as 
carefully orchestrated performances. These images are 
accompanied by interview excerpts: in towards memory, 
Namibian women who were sent to the GDR as children  
during the war from 1979 onwards, and sent back to 
Namibia after the fall of the Wall, speak of their experi- 
ences and views on the relationship between the two 
countries. performing monuments explicitly formulates the 
emancipatory potential of newly reflected memories  
in several chapters: contributions by the first female 
chairperson of the Ovaherero Genocide Foundation, 

Esther Utjiua Muinjangue; the musician and performer 
Cecilia Oletu Nghidengwa; and the spoken-word poet 
Nesindano ‘Khoes’ Namises. The women discuss visual 
elements of the local commemorative culture and its 
references to the colonial period, dealing with a colonial 
monument, as well as the history of Black women in  
racist and misogynist social conditions. 
The significance of feminist movements in the struggle  
against totalitarian and repressive structures within a 
predominantly male-dominated historical discourse has 
repeatedly been a focus of Winkler´s research. The  
two-part photo and video work pass it on and she will 
know (2019) provides space for women to share their 
stories. Winkler addresses aspects of the anti-colonial  
struggle of Nigerian market women, called the Aba  
Women’s Riots, or Women’s War, which started in 
November 1929. The protest was provoked by the British 
colonial administration’s plans to impose a new tax  
on the market women. Within the patriarchal government 
and social order of the British rule, Nigerian women  
were stripped of any power they had before the colonial 
era. In response, the women organized an informal  

collective resistance to protest this further infringement  
of their rights. After preparing for months, on November  
23rd, 1929, thousands of women took to the streets, 
blocked roads, and encircled Warrant Chiefs’ houses. 
Singing and dancing were an essential part of the  
protest, which related to traditional practices of bringing 
grievances over a man’s behavior (known as “sitting  
on a man”). These ways of resistance problematized the 
general discrimination and lack of political influence of 
women. In total, up to 25,000 women from various ethnic 
backgrounds took part in the protests throughout  
Nigeria’s southwest region. 

The first part of pass it on and she will know was  
created on the occasion of the 2019 Lagos Biennial and 
consists of a collage of thirteen digital photomontages.  
It combines short texts by Winkler, based on her research 
into memories of the historical protests, with indistinct 
imagery of palm leaves. Palm leaves played an impor-
tant role in the preparation for the 1929 resistance 
movement, passed on among its members as a signal 
to gather at an assigned location on the following day.  
In the second part of the installation, Winkler expands on  
the caption-like texts gathered in her research from  
multiple backgrounds and voices, pointing additionally to  

the connection between past women’s uprisings and 
the Abeokuta Women’s Union (AWU). Founded in the 
1930s by Funmilayo Ransome-Kuti as the “Ladies Club,”  
the association initially promoted education before  
politicizing further, acting against the colonial govern- 
ment’s taxation policies and mobilizing tens of thousands  
of women to protest out on the streets. Winkler spoke 
to present-day market women in Lagos about their own 
experiences at their market stands, their engagement 
with the union and their monthly meetings, and the rele- 
vance of Funmilayo Ransome-Kuti´s legacy for them. 
The installation combines film stills from the recordings  
of the women at their stands and the surrounding  
market area with images from the Kuti Heritage Museum  
in Abeokuta, alongside text panels chronicling the  
successful continuation of a history written by women 
(“herstory”).

Tying personal memories or everyday local histories 
together with archival materials and research is typical to  
Winkler’s artistic approach. These layers find an additional  

expression in a literary form, where actual as well as 
fictionalized dialogues accompany her filmed and photo- 
graphed tracings. This partly speculative approach is 
central to her current project you cannot trust the colors, 
which she started researching in 2019, and allows her  
to deconstruct the dominant gaze, and its imagery. Winkler 
collected image material from the archive of the Rhenish  
Missionary Society in Wuppertal, primarily private pic-
tures taken by missionaries that have been active in 
Sumatra, Namibia, Tanzania, and many other countries, 
predating or accompanying colonization. The pictures 
attest to an exoticizing, generalizing approach towards the 
people they portray, deeply influenced by the photo- 
graphers’ own conception of the “Other”; their subjects 
are all uniformly represented, ignoring their diverse  
backgrounds. Not only does the subjects’ forced position-
ing as an objectified “Other” in the image’s center, but 
even more so, the fact that the images were recorded on  
a glass positive in the beginnings of photography, which 
had to be meticulously colored by hand later, contribute to  
this representation. Winkler devotes her research to this  
process, yet without reproducing the derogatory impact  
that the images had, and still have. Instead, she looks  
at the photographs’ margins — to the outside from which 
the photographers violently took possession of their  
subjects. These include not only the missionaries’ dwell-
ings, which can be seen in the background, but also 
traces of the coloring process, which show how little this 
process can be trusted: we can observe that several  
colors were tried to emulate the portrayed individual’s 
skin tone from blotted remains on the image’s frame. 
Winkler inquires about the preconceptions and points of  
view that these colors were based on, whether con- 
versations took place between missionaries, colonizing  
powers, and photographic institutions about the hand- 
coloring process of the glass positives, and how these 
colors were described. Most importantly, however, she 
counters the production of the stereotypical images with 
dialogues that deal with the experiences and memories  
of people who are still affected by colonial violence. 
Winkler thus once again takes a certain form of historical 
 narrative as an occasion to question how social con- 
ditions structure representation—and how, in the process, 
critical voices may be heard.

pass it on and she will know (part 2), 2019; wall piece, 
50–70 digital prints of videostills, 20–30 sub- and supertitles, 
text, size variable

pass it on and she will know (part1), 2019; 13 digital  
photomontages, size variable
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