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Programm der heutigen Sitzung

— EinfUhrung in das Thema

— Kollaboration als Konstante in der Kunst

— Kunstgeschichte und der Mythos vom individuellen Kunstlergenie
— Begriffe

— Ausblick auf das Semesterprogramm

— Hinweise zur Prufung

— Diskussion und Fragen
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Sisters We Must Unite, 1974
ALONE WE ARE POWERLESS...
TOGETHER WE ARE STRONG.

See Red Women’s Workshop, Alone We Are
Powerless, Together We Are Strong, 1976



Online event

™) University of
i Zurich™

Artist Talks

James Bantone

in conversation with MBhamed Almusibli

12. NOVEMBER 2021
18:00-19:30 UHR

Online (Zoom)
Please register at: https://www.khist.uzh.ch/registration

James Bantone, Smell My Feelings (detail), 2021

Lectui

Denise Murrell

Posing Modernity in
Retrospect: Implications
for Critical Art Histories

3 DECEMBER 20221
5:00 - 6:30 PM

(Zurich, CET)

Online (Zoom), free and open to the public
Zoom-Link via: https:/www.khist.uzh.ch/de/institut/registration.html

Jean Frédéric Bazille, Young Woman with Peonies,
1870, courtesy National Gallery of Art, Washington

James Bantone's work is dedicated to the investiga-
tion of visual representational patterns related to the expres-
sion of desire, as well as an interrogation of race, gender iden-
tities, and their contemporary cultural encodings. His artistic
practice is cross-media and includes photography, video, and
performance. In conversation with Mohamed Almusibli, he will
present his artistic practice and also discuss how it connects
to his curatorial practice at Cherish, a project space in Geneva.
The artist talk is organized by the Collective for Anti-Racist Art
History (CARAH) at the University of Zurich, which advocates for
anti-racist research and teaching in art history.

James Bantone (b. 1992, Geneva) currently lives and works in
Zurich. He has exhibited at Centre Culturel Suisse, Paris, Cor-
dova, Barcelona, Centre d’Art Contemporain de Genéve, Swiss
Institute, New York, Coalmine, Winterthur, Kunsthalle Fribourg
and UV Estudios, Buenos Aires. Since 2019 he runs the art space
Cherish together with Mohamed Almusibli, Thomas Liu Le Lann
and Ser Serpas.

Mohamed Almusibli is an artist and curator currently based in
Geneva. He has curated exhibitions at FriArt Kunsthalle Fri-
bourg, Centre d’Art Contemporain de Genéve, Karma Inter-
nationale and Truth&Consequences among others. He was in
charge of Almusibli Panorama, a year long online video program
that concluded with the first edition of the Swiss Moving Image
Award. He co-founded and runs the art space Cherish in Gene-
va together with James Bantone, Thomas Liu Le Lann and Ser
Serpas.

The event is free and open to the public. It will be held in Eng-
lish.

Zoom-Link and further information about CARAH:

httos: /www.khist.uzh.ch/de/research/oroiects/carah.html

Organized by

CARAH

Collective for Anti-Ray ey

Funded by Graduate Campus UZH and UZH Alumni=Fonds

Denise Murrell vil present an overview and critical framework for her 2018
exhibition Posing Modernity: The Black Model from Manet and Matisse to Today (Wallach
Art Gallery, Columbia University, New York) and its 2019 expansion as Le Modéle Noir de
Géricault & Matisse (The Black Model from Géricault to Matisse) at the Musée d'Orsay
Paris. She will discuss the revisionary methods deployed for the project’s representation
of a multinational Black presence in the artistic milieu of late nineteenth century Paris,
including the excavation and restitution of the identities of models and artists of color, a
multiple-medium approach to gallery displays and the retitling of racialized nomencla-
ture. She will outline a continuity of interventions with histories of early twentieth centu-
ry art, including the re-centering of the Harlem Renaissance in juxtaposition with Euro-
pean and i ism. Her will conclude with observations
about the project’s implications for revisioning the ion of Black subjects in
gallery displays and the development of a multiple voices approach to curatorial practice
for 19th and early 20th century modern art.

Denise Murrell, PhD, is an Associate Curator, Nineteenth and Twentieth Century Art at
the Metropolitan Museum of Art, New York (January 2020-present). She was the cura-
tor of the 2018 exhibition Posing Modernity: The Black Model from Manet and Matisse to
Today at Columbia University’s Wallach Art Gallery, as the Ford Foundation Postdoctoral
Research Scholar. She was a co-curator of the exhibition's expansion at the Musée d'Or-
say, Paris, as Le Modele Noir de Géricault  Matisse and a guest lecturer for its final tour
as Le Modéle Noir de Géricault & Picasso at the Memorial ACTe, Pointe-a-Pitre, Guade~
loupe.

Dr. Murrell s the author of the Posing Modernity exhibition catalogue (Yale University
Press and Wallach Art Gallery, 2018), which was based on her 2014 Columbia University
PhD thesis. The catalogue received book awards from the College Art Association and
the Dedalus Foundation. She was an essayist for the related Orsay exhibition catalogue.
She held a Mellon pre-doctoral fellowship at Princeton University Art Museum (2012~
2013) for gallery installations related to the exhibition “Revealing the African Presence in
Renaissance Europe.” She has taught art history at Columbia University in New York and
in Paris.

The lecture is organized by the Collective for Anti-Racist Art History (CARAH) at the Uni-
versity of Zurich, which advocates for anti-racist research and teaching in art history.

In preparation for the lecture CARAH s organizing a reading session (optional). Please
visit our website for further information:
https://www.khist.uzh.ch/de/research/projects/carah.htm

Organized by

CARAH

Colleative for Anti-Racizt Art Hiztery

Funded by Graduate Campus UZH and UZH Alumni-Fonds

CARAN

Collective for Anti-Racist Art History

Reading Group

Im Herbst und Winter 2022 laden Cabaret Voltaire und CARAH — Collective for Anti-
Racist Art History herzlich zu einer Reading Group ein. Gemeinsam wollen wir uns der
Lektiire und Diskussion von Texten zu (Anti-)Rassismus in der Kunstgeschichte und
damit im Zusammenhang stehenden Themen widmen.

Die Reading Group trifft sich jeweils um 18.00 Uhr im Cabaret Voltaire (Spiegelgasse
1, 8001 Zirich) am:

27. September 2022
+ 25. Oktober 2022

« 22. November 2022
+ 13. Dezember 2022

Die Diskussionen finden je nach Zusammensetzung der Gruppe auf Deutsch und/oder
Englisch statt. Die Reading Group ist fir alle Interessierten offen. Zur Teilnahme ist
lediglich eine Anmeldung -» via E-Mail erforderlich.

Zum ersten Treffen der Reading Group am 27. September 2022 werden wir folgende
Aufsatze besprechen:

* Homi Bhaba ,Black Male: Representations of Masculinity in Contemporary
American Art“, in Artforum, Bd. 33, Nr. 6, Februar 1995.

« Kobena Mercer ,Looking for Trouble®, in: Transition, Nr. 51, 1991.

* McKenzie Wark , The Cis Gaze and Its Others (for Shola)*, in: e-flux journal, #117,
April 2021.



ANTIRASSISMUS IN DER KUNSTGESCHICHTE
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EINLEITUNG

IDEEN UND EMPFEHLUNGEN FUR EINE
INKLUSIVE UND ANTIRASSISTISCHE
KUNSTGESCHICHTE, VOM SEMINARRAUM
BIS ZUR SCHRIFTLICHEN ARBEIT

UMGANG MIT TEXT- UND BILDQUELLEN IN DER KUNSTHISTORISCHEN FORSCHUNG 10}
FORSCHUNGSLITERATUR 10
REFERAT UND SEMINARARBEIT 10
THEMENFELDER EINER INKLUSIVEN UND
ANTIRASSISTISCHEN KUNSTGESCHICHTE -
EINE BEISPIELSAMMLUNG
KUNSTHISTORISCHE DISKURSE UND BEGRIFFE 14]
PROBLEMATISCHE BEGRIFFSGESCHICHTEN -UMGANG MIT UMSCHREIBUNGEN 14
PROBLEMATISCHE BEGRIFFSGESCHICHTEN - UMGANG MIT BESCHREIBUNGEN 15
OTHERING 16)
SCHEINBARE OBJEKTIVIERUNG 16
(RE-)PRODUKTION DISKRIMINIERENDER STEREOTYPEN 17
RASSISTISCHE UBERZEUGUNGEN ALS GRUNDLAGENVOKABULAR WESTLICHER
KUNSTHISTORISCHER IKONOGRAFIE 17
STEREOTYPEN UND INTERSEKTIONALITAT 18
(KULTURELLE) ANEIGNUNG / APPROPRIATION 18
WESTLICHE MODERNE UND ANEIGNUNG 19
GLOBALE MODERNE UND ANEIGNUNG 19
(UN-)KRITISCHE FEEDBACKLOOPS KULTURELLER ANEIGNUNG 20
ERHALTNIS VON WERK UND TEXT 21
BILD UND TEXT IM ALBUM 21
REPRODUKTION VON PROBLEMATISCHEN BEGRIFFEN IM TITEL 22
SCHWEIGEN IM TITEL 22
PROBLEMATISCHE TITEL ALS INTERVENTIONEN 23
NEUBENENNUNGEN 23
ANHANG
GLOSSARE 27]
BEGRIFFE EINER ANTIRASSISTISCHEN KUNSTGESCHICHTE - EIN UNFERTIGES GLOSSAR 27
BEIBLATT: «SPRACHMACHTIG - GLOSSAR GEGEN RASSISMUS» 28
von Bla*Sh - afrofeministisches und queer-feministisches Netzwerk von Schwarzen trans*-,
inter*-, nicht-bindren und cis-Frauen* (TINCF*)
DANKSAGUNG 30

EIN (UNFERTIGER) LEITFADEN

TRIGGERWARNUNG

In diesem Leitfaden geht es um Rassismus in der Kunst
und dem akademischen Fach Kunstgeschichte. Zur
Veranschaulichung und Verdeutlichung enthélt dieser Text
Sprache und Bilder, die fir Leser*innen verstérend, ver-
letzend oder beleidigend sein kénnen. Die Konfrontation
mit diesen Inhalten kann bei Betroffenen traumatische
oder belastende Erinnerungen, Gefiihle oder Gedanken
hervorrufen und in der Folge kérperliche Panikreaktionen
auslésen oder gar zu einer Retraumatisierung fihren.

Wir bitten um entsprechende Achtsamkeit, insbesondere
bei den Bild- und Sprachbeispielen in Teil Il des Leitfadens.
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Rethinking Art Hlstory
Through Disability

_About J§ News J Teaching + Activities_

Thanks to the achievement of political and cultural activism, the
term “disability” has gained more and more attention in society over
the last decades. Nevertheless, the definition of disability as a social
and cultural construct remains problematic. The human body
represents a constant subject of artistic representation across all
epochs and cultures as well as the fundamental medium of art
production and reception. The arousing debates around the politics
and the social condition of the body with functional diversity
underscore the importance of rethinking the body and its
historically constructed unity also inside the art historical research.



ONLINE EVENT

ARTIST TALK WITH ROBERT
ANDY COOMBS

A conversation about sexuality and disability in art
11 October 2021 - 5 pm (Zurich) / 11 am (EST)
Online (zoom)

Meeting ID: 633 7070 6403

Password: 224837

Robert Andy Coombs explores the intersections of disability
and sexuality through the photographic lens. In this artist talk,
we will discuss the artist's current exhibition Robert Andy
Coombs: Notions of Care at the Frost Art Museum and
engage with topics such as caregiving, sexual desire, and the
notion of crip time.

Born in Michigan in 1987, Robert Andy Coombs received his
BFA from Kendall College of Art and Design and his MFA from
Yale University. He lives and works in Miami, Florida. A
selection of works is available under
www.robertandycoombs.com

Live captions will be provided for this event. For additional
accessibility needs, please contact us at
disability@khist.uzh.ch.

The talk is organized by Virginia Marano, Charlotte Matter Robert Andy Coombs, Untitled, 2021.

and Laura Valterio, of the working group Rethinking Art [Image description: A polaroid photograph of two men lying on
History through Disability. Further information under a bed and laughing. One of them, a white naked man, is the
www.khist.uzh.ch/disab artist Robert Andy Coombs. His head is resting on the lap of his

friend Marshall, a Black man wearing a shirt with flowers and
) University of white trousers. Behind them, a sip-and-puff-device and cables
: : Zurich** are attached to the headrest. The frame of the polaroid is
S colored in grades of green to orange.]




Institute Colloquium | Pool
%pring Semester, 2023

Thursdays,
18.15-20.00

Jilian Crochet
Grieving
Organism
2018
silkvelvet,

sand,
faux fu%

University of Zurich &
Zurich University of the Arts

This interdisciplinary lecture series is a

ollaboration between the research group
ethinking Art History through Disability”

at the Institute of Art History, University
of Zurich, and the Master Fine Arts at the
Zurich University of the Arts ZHdK.

Concept and organization:
Virginia Marano, Charlotte Matter and
Laura Valterio, Marie-France Rafael
and Judith Welter.

Further information:
www.disability-arthist.net

The lecture series is free and open to the
public. The lectures will be held in English.
Some sessions will take place in person,
at the University of Zurich or at the Zurich
University of the Arts ZHdK.

Please refer to the program for the
addresses and room numbers.
Alllectures will be streamed online
with closed captions.

For any access needs and to register
for online attendance, please write to:
virginia.marano@uzh.ch

With the support of:
Ethics Committee, University of Zurich
Max Kohler Foundation

®

Poster design:
Rietlanden Women's Office

Typefaces:

Surrogacy Sans (E. Rafstedt)
Menopause (J. Ehde)
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Care, Disability and Art

This lecture series invites artists and researchers who engage with the social and political
dimensions of care at the intersection of race, gender and disability in art and art history.

This interdisciplinary approach will be reflected in the themes presented, such as speculative
access, crip time, and the critique of the construction of normative bodies. In addition to the
conjunctures between contemporary art history, disability theory, feminist and queer approaches,
as well as postcolonial perspectives, the sessions will open up new discursive avenues for
questioning the representation of the body and its relationship to a more informed and responsible

anguage and methodology to consider how disability aesthetics informs art critical discourse

and production.

02.03.

Introduction:

Thinking with Disability
Virginia Marano, Charlotte Matter and Laura
Valterio (University of Zurich), Marie-France
Rafael and Judith Welter (Zurich University

of the Arts ZHdK)

* University of Zurich, Rimistrasse 59,
8001 Zurich, Room RAA-G-15 and online

16.03.

Nothing About Us
Without Us:
Disability Arts Now

Emily Watlington (Art critic, curator, and
assistant editor at Art in America)
* online

30.03.
Care, Community
and Contingencies:
Artistic Practices
Rooted in Access

Nina Mithlemann (Performance artist,

researcher and co-director of Criptonite)
* University of Zurich, Rimistrasse 59,

8001 Zurich, Room RAA-G-15 and online

20.04..
‘Banging your head
against a brick wall...’

Art institutional norms and ‘the project’
Crip Magazine

Eva Egermann (Artist, writer and editor
of Crip Magazine)

* University of Zurich, Rimistrasse 59,
8001 Zurich, Room RAA-G-15 and online

University of Zunich Univrsiyof the Arts

%ming that supports experiences of “complex embodiment.” The aim is to introduce a new

04.05.

The Museum through
Touch: New Modes of
Aesthetic Engagement

Georgina Kleege (Professor Emerita of English
at the University of California, Berkeley, and
disability studies scholar)

*online

11.05.

Touch Me Not:
Poetics and Politics
of Intimacy

Screening of Touch Me Not (2018), followed
by a roundtable discussion with Adina
Pintilie (Filmmaker, visual artist and curator),
Christian Bayerlein and Grit Uhlemann
(Human rights activists and ambassadors
of Awesomeness)

*Zurich University of the Arts ZHdK,
Pfingstweidstrasse 96, 8005 Zurich, Room
Kino Toni ZT 3.G02 and online

01.06.

and the Arts

£

Crip*—Cripistemology %

Liza Sylvestre and Christopher Robert Jones
(Artists and writers)
*online

% % § >gprlng Semester, 2023

Thursdays,
18.15-20.00

Institute Colloquium
Institute of Art History,
University of Zurich

Pool
Master Fine Arts,
Zurich University of the Arts ZHdK
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Q artnet news

ART AND ARTISTS WHAT'S ON PLAN YOUR VISIT

Art World Market Opinion Style Multimedia Artnet News Pro
PRESS RELEASE - 1 DECEMBER 2021

Array Collective Win Turner Prize 2021  shows & Exnibitions

Documenta 2022 Will Now Have Even
More Curators, With the Nine-Person
| , Collective Organizing It Bringing in 9
%ﬂ 0, b = [T g™ Other Organizations to Help

The Indonesian collective in charge of documenta 15 has
revealed their plans for the preeminent exhibition.

.1' ia
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[EXTE ZUR KUNST- i

Kate Brown, June 22, 2020




Kollaboration als Konstante in der Kunst
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Philips Galle nach Jan van der Straet (genannt Stradanus), Color Olivi: Die Erfindung der Olmalerei (aus der Reihe Nova Reperta),
um 1580-1605, Kupferstich, 20.4 x 27.1 cm (Blattgrosse), British Museum, London
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Jeff Koons fotografiert in seinem New Yorker Atelier, 2016
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Philips Galle nach Jan van der Straet (genannt Stradanus), Color Olivi: Die Erfindung der Olmalerei (aus der Reihe Nova Reperta),
um 1580-1605, Kupferstich, 20.4 x 27.1 cm (Blattgrosse), British Museum, London



Howard S. Becker, «Art as Collective Action» (1974)

25TH ANNIVERSARY EDITION




Howard S. Becker, «Art as Collective Action» (1974)

25TH ANNIVERSARY EDITION

/

/ / «Think, with respect to any work of art, of all the
/ activities that must be carried on for that work to
.’ ) appear as it finally does.»

(Becker 1974, 767)
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Howard S. Becker, «Art as Collective Action» (1974)

25TH ANNIVERSARY EDITION

«For a symphony orchestra to give a concert, for
instance, instruments must have been invented,
manufactured and maintained, a notation must have
been devised and music composed using that
notation, people must have learned to play the notated
notes on the instruments, times and places for
rehearsal must have been provided, ads for the
concert must have been placed, publicity arranged and
tickets sold, and an audience capable of listening to
and in some way understanding and responding to the
performance must have been recruited.»

(Becker 1974, 767)



Howard S. Becker, «Art as Collective Action» (1974)

25TH ANNIVERSARY EDITION

«Participants in an art world regard some of the
activities necessary to the production of that form of art
as «artistic>, requiring the special gift or sensibility
of an artist. The remaining activities seem to them a
matter of craft, business acumen or some other
ability less rare, less characteristic of art, less
necessary to the success of the work, and less worthy
of respect. They define the people who perform these
special activities as artists, and everyone else as (to
borrow a military term) support personnel.»

(Becker 1974, 768)



Kunstgeschichte und der Mythos vom individuellen Kunstlergenie



Die
E.H. Gombrich

Geschichte der Kunst

=

o

Nachbarlindern, in England, in Spanien und den deutschen Rheinlanden. Viele
Meister, die an dies

n neuen Bauten titig waren, hatten ihre Kunst als Mitarbeiter

an den ersten Kathedralen gelernt, aber sie versuchten alle, die [ eistungen der

ilteren Generation noch zu iiberbieten.

Abb. 129 vom Siidportal der gotischen Kathedrale von StraBburg aus dem drei.

zehnten Jahrhundert zeigt, wie nevartig die Einstellung dic:

r gotischen Bildhauer
war. Dargestellt ist der Tod Marii. Die zwdlf Apostel umstehen ihr Bett, dic hei

lige Maria Magdalena kn

t vor ihr, und Christus in der Mitte nimmt ihre Seele in

seine Arme auf. Man fiihlt, dass dem Kiinstler noch daran gelegen war, etwas von
der feierlichen Symmetrie des verflossencn Zeitalters beizubehalten. Man kann
sich vorstellen, dass die Képfe der Apostel im Halbkreis angeordnet waren, mit den
zwei einander entsprechenden Apostelgestalten an beiden Enden des Bettes und
der Gestalt Christi in der Mitte. Aber eine Anordnung von der RegelmiBigkeit,
w

sie der Meister der Miniatur des zwélften Jahrhunderts (S, 181, Abb. 120) wibhlte,
zentigte ihm nicht mehr. Er wollte ja seinen Gestalten Leben einhauchen. Man

sicht den Ausdruck der Trauer in den schonen Ziigen der Apo:

el mit ihren hoch
gezogenen Augenbrauen und ihrem angespannten Blick. Drei von ihnen legen dic
Hand an dic Wange — dic traditionelle Trauergebirde. Noch ausdrucksvoller sind

die Gestalt und das Mienenspiel der Maria Magdalena, die hinderingend beim Bett

Kauert, und man kann nicht genug bewundern, wic der StraBburger Meister ihre
Zisge zu dem ruhigen, seligen Blick auf Marias Antlitz in Kontrast gesetzt hat. Die

Gewinder sind nicht mehr dic leeren Hiillen und blof ornamentalen Schndr kel

wie auf frithmittelalterlichen Miniaturen. Die gotischen Kiinstler wollten wieder
auf den urspriinglichen Sinn dieser iiberlieferten Gewand- und Faltenformeln
ich in di

kommen. Es kann sein, dass sic er Absicht nach Resten von heidnischem

Steinmetzwerk, von rémischen Grabsteinen und Triumphbagen umsahen, von
denen es noch einige in Frankreich gab. Und so besann man sich wieder auf die
verlorene Kunst, das Kérpergeriist unter dem Gewand fithlbar zu machen. Man

kann sehen, dass unser Kiinstler auf seine Meisterschaft in dieser schwier!

Fertigkeit stolz war. Die Art, wie die Fiie und Hinde der Maria und die Linke

Christi unter dem Stoff sichtbar werdes

zeigt, dass es diesen gotischen Bildhauern
nicht mehr blof darum ging, was sie darstellten, sondern auch um die Probleme,

wie sie es darstellen sollten. So wic einst in der Zeit des groBen Erwachens in

Griechenland, begannen sie die Wirklichkeit zu beobachten, nicht eigentlich, um
sie zu kopieren, sondern um dabei zu lernen, wie man eine Gestalt iiberzeugend
darstellt. Und doch besteht ein gewaltiger Unterschied zwischen griechischer und
gotischer Kunst, zwischen den Bildwerken des Tempels und der Kathedrale. Die
griechischen Kinstler des fiinften Jahrhunderts interessierten sich vor allem dafiir,
wie man das Bild cines schonen Kérpers aufbaut. Fiir den gotischen Kiinstler waren
all diese Methoden und Effekte nur Mittel zum Zweck, die heilige Geschichte
noch erschiitternder und iberzeugender zu erzihlen. Er erzihlt s

a auch nicht um
ihrer selbst willen, sondern um der Lehre willen, zum Trost und zur Erbauung der
Gliubigen. Der Ausdruck, mit dem Christus auf seine sterbende Mutter blic ke, war

dem Kiinstler sicher wichtiger als die geschickte Darstellung,



Naumburger Meister, Bassenheimer Reiter, um 1240
Sandstein, 113 x 114 cm, Bassenheim, St. Martin

Naumburger Meister, sog. Graf Dietmar, um 1245-1250
Sandstein, Hohe 165 cm, Naumburg, Dom St. Peter und Paul
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Bildnisse eines Bauleiters und eines Baumeisters oder zweier
Baumeister, Ende 12. Jahrhundert, Stein, Basel, Munster St. Marien




Grabmal des Baumeisters Hugues Libergier [ehem. Saint-Nicaise],
1263, Stein, Reims, Notre-Dame




Unbekannt, Zeuxis und Parrhasios, Radierung

Johann Jacob von Sandrart (nach Joachim von Sandrart), Zeuxis und
Parrhasios, 1675, Radierungen, je 13.5 x 19.1 cm, New York Public Library



Albrecht Durer, Selbstbildnis im Pelzrock, 1500
Ol auf Holz, 67.1 x 48.9 cm
Mulnchen, Bayerische Staatsgemaldesammlungen




Albrecht Durer, Selbstbildnis, 1498
Ol auf Holz, 52 x 41 cm
Madrid, Museo del Prado

Albrecht Durer, Selbstbildnis im Pelzrock, 1500
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Brielt heftu bailiges anthit vniers bebalters - Jn v¢
va fchinet diegeRtale s gotlicken glancses.Gevw
ket in ain fcbne wiffes diechlin Vi gegebt yeronice
c3ii ainem saicken der licbe. Beieft fieftu gecgierd dar
voelteain fpiegel der bailigen- Oen da begerend 3t
fehovoen die bymelfthe gaifte-JRunige ving von allé
find 2. N/no fieg vns suver felige gefelfchaffe. Guelt
fieftu vnfer gloa invifem kertten binilieftrden vid
fehvoackem leben FFier wns c3u dem vatterlang o bu
flige figure-Bu felend vas vooneuglich antlit crifii
snfers herren-IBis vns ain fickere bifffain fieffe erkie
{ong troft vnd ain {thirme. Oas vns nit fchane miug
die befdhveerong wnfer fiinde Soonver vas wir niet
fenddicewigeruo amen g8

S0fil find gegeben tag applas vnd karcn difem

Konrad Dinckmut, Ablassblatt mit Unbekannt, Christus
Vera lkon, um 1482, kolorierter Pantokrator, 6. Jh.

HoIzschpitt, Nurnberg, Sinai, Katharinenkloster
Germanisches Nationalmuseum
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«Wie wir jedoch alle wissen, sind die tatsachlichen
Umstande, in der Kunst wie in vielen anderen Bereichen,
damals wie heute, fur jeden — Frauen eingeschlossen —, der
nicht das Gluck hatte, weiss, bevorzugt in der Mittelschicht
und vor allen Dingen als Mann das Licht der Welt zu
erblicken, voll von Hindernissen, unterdriuckend und
entmutigend. Der Haken liegt nicht in unseren Sternen,
Hormonen, unseren Menstruationszyklen oder leeren
Korperinnenraumen, sondern in unseren Institutionen und
unserer Erziehung [...].»

—Linda Nochlin, «Warum hat es keine bedeutenden
Kunstlerinnen gegeben?» [1971], S. 32.



José Maria Obregdn, Giotto und Cimabue, 1857
Ol auf Leinwand, 144 x 110 cm
Mexico City, Museo Nacional de Arte




«Diese quasi-religiose Vorstellung von der Rolle des
Kunstlers verdichtet sich im 19. Jahrhundert zur
Hagiographie, als Kunsthistoriker, Kritiker und nicht
zuletzt einige Kunstler die Tendenz entwickelten, den
kunstlerischen Prozess zu einer Ersatzreligion zu
machen [...]. In den Heiligenlegenden des 19.
Jahrhunderts kampft der Kinstler gegen den
heftigsten Widerstand von Eltern und Gesellschaft, ist
wie ein christlicher Martyrer den Steinwurfen und
Pfeilen der gesellschaftlichen Achtung ausgesetzt und
obsiegt am Ende doch (wenn auch leider meist
posthum), denn aus seinem tiefsten Inneren dringt
jener geheimnisvolle, heilige Strahl: das Genie.»

—Linda Nochlin, «Warum hat es keine bedeutenden
Klunstlerinnen gegeben?» [1971], S. 38.



Do women have to be naked to
get into the Met. Museum?

Less than 5% of the artists in the Modern
Art sections are women, but 85%
of the nudes are female.

G“ERRI[[A GIRls CONSCIENCE OF THE ART WORLD

Guerilla Girls, Do women have to be naked to get into U.S. museums?, Plakat, 1989



THE ADVANTAGES
OF BEING
A WOMAN ARTIST:

Working without the pressure of success

Not having to be in shows with men

Having an escape from the art world in your 4 free-lance jobs

Knowing your career might pick up after you're eighty

Being reassured that whatever kind of art you make it will be labeled feminine
Not being stuck in a tenured teaching position

Seeing your ideas live on in the work of others

Having the opportunity to choose between career and motherhood

Not having to choke on those big cigars or paint in ltalian svits

Having more time to work when your mate dumps you for someone younger
Being included in revised versions of art history

Not having to undergo the embarrassment of being called a genius

Getting your picture in the art magazines wearing a gorilla svit

o o s iacaan v PUERMILLR MRS i v i i

Guerilla Girls, The Advantages of Being a Woman Artist, Plakat, 1987/1988
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The women-dominated Venice
Biennale has been criticised for
sacrificing quality—revealing just how
necessary such progressive projects
really are

Described by some as a “politically correct” move, around 90% of the
artists in Cecilia Alemani's exhibition 'The Milk of Dreams' are female
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Begriffe



Begriffe

Welche Begriffe fallen Innen zum Thema «Kaollektivitat in der Kunst» ein?



VORWORT

Kooperation und Kollaboration sind Schliisselbegriffe des
globalisierten Kunstfelds. So verwundert es nicht, dass Kollektive in
der Kunst derzeit hoch im Kurs stehen: von den Streikbewegungen
an Museen iiber die Documenta bis zum Turner Prize — kaum je eine
im Namen der Kunst antretende Grof8veranstaltung zeichnet sich
heute nicht durch gemeinschaftsférmige Praktiken und die
Anrufung von Gemeinsinn aus. Dabei ist es vor allem der normative
Individualismus der neoliberalen Gesellschaft, gegen den
zeitgenossische Kollektive antreten: Da Eigenverantwortung und
eine deregulierte Sozial- und Pflegepolitik den Wohlfahrtsstaat
weitgehend ersetzt haben, verspricht gemeinschaftsbasierte
Solidaritét, dieser Entwicklung aktiv entgegenzuwirken.

Nun droht der affirmative Rekurs auf Kollektivitit jedoch iiber
die Tatsache hinwegzutduschen, dass das Konzept der Gemeinschaft
im Netzwerkkapitalismus zuweilen selbst zur zentralen Ressource
gerit: Die kollektive Selbstorganisation kompensiert so gesehen
gerade die Erosion sozialstaatlicher Leistungen durch Reinvestition
in die Partizipation der Einzelnen. Gleichzeitig birgt die
Idealisierung von Kollektivitit aber auch die Gefahr, reale
Hierarchien, Abhiéngigkeiten, Neid, Konkurrenz und
Interessenskonflikte nicht zu erkennen und somit die Privilegien
Einzelner unter dem Deckmantel der Kollektivitit zu legitimieren;
gerade popkulturelle Formen der Vergemeinschaftung (wie etwa die

friendship

family collective acts of
a few people

organization

systems correlations, congruences

social structure collective acts
ofalarge  ;iass system

number
networks profession

«Art as Collective Action»

(Howard S. Becker, 1974)
: norm
cooperation _ rule
consensus, conventions

shared understanding &

custom
division of labor folkway

“support personnel”

efficient coordination
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Begriffe

— Kollaboration
— Kooperation

— Kollektivitat

— Partizipation
— Bewegung

—  Gruppe

— Schule

— Gemeinschaft
— Netzwerk

— Solidaritat

— Komplizenschaft



Begriffe

Kleinster definitorische Nenner kollektiver Aktivitaten:

«two or more (usually a lot more) people doing something
together» (Becker [1982] 2008, 382).



Begriffe — Zusammenarbeit, Kollaboration und Kooperation

Differenzierung der Begriffe Kooperation und Kollaboration aus medien- und
kulturtheoretischer Perspektive: «Kooperation geht von einem identifizierbaren Gegenuber
aus, basiert auf einem Prozess, der auf Rekursivitat und Wechselseitigkeit beruht.
Kollaboration* hingegen ist gepragt durch den Umgang mit Vielheiten. Dabei kbnnen ganz
unterschiedliche Entitaten und Datensatze miteinander in Verbindung treten» (Ghanbari et
al. 2018, 14).

*Im Englischen wird der Begriff «Kollaboration» neutraler gebraucht als im
deutschsprachigen Raum, wo die Bedeutungsdimension «Zusammenarbeit mit dem Feind»
noch immer dominiert.

Raumliche, zeitliche und hierarchieorientierte Aspekte: «Der ortsgebundenen
Zusammenarbeit in der Werkstatt, im Atelier oder im Studio, die in der Regel hierarchisch
organisiert ist, steht die ortsverteilte Zusammenarbeit gegenuber, in der die Partner meist
gleichberechtigt agieren; neben der unmittelbaren Abfolge von Handlungen sind
zeitversetzte Wiederaufnahmen oder simultane Aktionen moglich» (Bushart/Haug 2020, 8).



Begriffe

— Kollaboration
— Kooperation

— Kollektivitat

— Partizipation
— Bewegung

—  Gruppe

— Schule

— Gemeinschaft
— Netzwerk

— Solidaritat

— Komplizenschaft



Solidaritatskundgebung mit den Frauen von Seveso fur ein Abtreibungsgesetz in Mailand, September 1976. Foto: Liliana Barchiesi



«Black Lives Matter» Demonstrierende prangern Rassismus und Polizeibrutalitat in der Innenstadt von Salt Lake City an, Juni 2020



«Black Lives Matter» Demonstrierende in Lausanne, Juni 2020




Von Verbundeten zu Komplizen

Pre-Ally Advocate Accomplice

Understands inequity Pre-Ally+ Ally+ Advocate+
at its core. Your concerns raise Helps to decrease Stands with those
Experiences some to level that motivate situations of inequity who are oppressed
level of dissonance you to share the by creating seats at to fight against
regarding social value of supporting tables, supporting systems of
justice and equity the oppressed group folks when they oppression even if it
issues and move you to experience means personal
action discrimination or harm
Educates others when
opportunities arise “Tu lucha esmi ;
lucha” K

U

KSU-Student Multicultural Center, «Allies, Advocates and Accomplices», 4. Marz 2021
https://www.youtube.com/watch?v=6UbuTVihsVw
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Direct action is really
the best and may be
the only way to learn
what it is to be an
accomplice.

We’re in a fight, so be
ready for
confrontation and
consequence.
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www.indigenousaction.org

Ally has also become an identity, disembodied from any real mutual
understanding of support.
The term ally has been rendered ineffective and meaningless.

Accomplices not allies.
ac-com-plice
noun: accomplice; plural noun: accomplices
1. a person who helps another commit a crime.

There exists a fiercely unrelenting desire to achieve total liberation, with
the land and, together.

At some point there is a “we”, and we most likely will have to work
together. This means, at the least, formulating mutual understandings
that are not entirely antagonistic, otherwise we may find ourselves, our
desires, and our struggles, to be incompatible.

There are certain understandings that may not be negotiable. There are
contradictions that we must come to terms with and certainly we will do
this on our own terms.

But we need to know who has our backs, or more appropriately: who is
with us, at our sides?

The risks of an ally who provides support or solidarity (usually on a
temporary basis) in a fight are much different than that of an accomplice.
When we fight back or forward, together, becoming complicit in a
struggle towards liberation, we are accomplices. Abolishing allyship can
occur through the criminalization of support and solidarity.

While the strategies and tactics of asserting (or abolishing depending on
your view) social power and political power may be diverse, there are
some hard lessons that could bear not replicating.

Consider the following to be a guide for identifying points of
intervention against the ally industrial complex.

“Salvation aka Missionary Work & Self Therapy"

Allies all too often carry romantic notions of oppressed folks they wish to
“help.” These are the ally “saviors” who see victims and tokens instead of
people.

This victimization becomes a fetish for the worst of the allies in forms of
exotification, manarchism, 'splaining, POC sexploitation, etc. This kind of
relationship generally fosters exploitation between both the oppressed
and oppressor.



“We might use our position at the bottom [...] to make a clear
leap into revolutionary action. If black women were free, it
would mean that everyone else would have to be free since

our freedom would necessitate the destruction of all the

systems of oppression.”

— The Combahee River Collective, A Black Feminist Statement (1977)



Ausblick auf das Semesterprogramm



1. Marz — Modelle der Zusammenarbeit in der Kunst

7z T T T TN

Links: Wassily Kandinsky u. Franz Marc, Alimanach Der Blaue Reiter, 1912.
Rechts: Ausstellungsansicht Gruppendynamik: Der Blaue Reiter, Lenbachhaus Munchen, 2022.



8. Marz — Kollektivitat und Klassenbewusstsein

Tucuman Arde (Tucuman brennt), Blick auf die Ausstellung im Gewerkschaftshaus (Confederacién General del
Trabajo de los Argentinos, CGT-A), Rosario, November 1968




15. Marz — Feministische Gruppen der 1960er und 1970er Jahre

(&) RIVOLTA FEMMINILE

%« Le donse saranmo sempre divise Je ume dalle altre? Non for-
meranno mal um corpo umico? » (Olympe de Gouges, 1791)

La domna non va definita In rapporto all'wems. Se questa co-
schenza o fondano tanto la nostra lotta quants la mestra libertd.

L'uome nom & Il medello a cul adeguare Il processe dells scoper-
ta @l sé da parte della doana.

La donma & I'altro rispetto all'vomo. L‘-udldlnrhpouou-
Ia donma. L & un
demna a pli alti lvelli

Identificare la donna all'womo significa anmullare I'ultima via &
uknllone.

berard, per la demas, non vuol dire acceltare la stessa vita
kllmmuéhﬂﬂm ma esprime il suo senss dell

Permetieremo ancora quello che di continus o ripete al termine
@ ogni rivoluzione popolare quando la domma che ha combattute
insiense com gl altri sl trova msessa da parte com twtti 1 suol

problemi T
della ‘ellliellhclcvk.e

esercitato ulmlﬂh dell Nol
-ﬁh«hnoﬂnu.uluhvonﬂn-mﬂwntkﬁ
ehe pe sla Immunizzata.

I.nnrmldluu-ml:mdu-wdnndﬂwou-
modello dl comportaments virl

upmldlmﬂménmml«mh-uu-w
pressione ¢ un'altra cosa. Cf basta la parith salarfale quando ab-
blameo gik sulle spalle ore di lavere domestico ?

La demna come soggeito non riffuta I'wemo come soggetto, ma
lo riffuta come ruole asseluto, Nella vita sociade lo rifiuta comse ruo-
lo auteritario.

Finora |l mito della complementarith & stato usato dall'womo per
glustificare il proprio potere,

Le donne sono persasse fin dallinfansia a noa presdere decisionl
¢ & dipendere da persoma weapace» ¢ « responsablle »: il padre, il
marite, il fratello..

Limmagine femminile con cul Feemo ha Interpretato Ia demna
& stata uma sua Invenziose.

Verginith, castitd, fedelth, mon sono virtd; ma vincoli per costrule
re ¢ mantenere 1a famiglia. L'emore ne ¢ la conseguente codificaxione
repressiva.

Nel matrimonle l- donna, pﬂun del xmo nomse, perde la sua

che & avvesuto tra il

Identith
padre & el e 1l -Mlo

Chi gemera non ha la facolth di attridbuire al figh il proprio no-
me: (1 diritte della donna & stato ambite da altrl &l cul & diventate
il privilegte.

(o] x

di en fatto matwrale.

mel r che ha L)
domna al destine maschile, Siame contro il matrimonio.

1 divorzio & un inmesto & matrimosi da cul Nistituxione esce
rafforzata.

La trasmisslome della vita, Ul rispetto della vita, Il senso delia

i apportl creativi della domna alla comunita e
sfatiamo 1l mite della sua laborlesitd sussddiaria.

Dare alto valore al «impr » & un' i
vita proposta dalla donma.

Chi ha 0 potere afferma: «Fa parte dell'erolisme amare un
osere inferiore ». Mantemere Jo satus quo ¢ dungue un suo allo
di amsore.

Accogliamo la Ebera sessualith in tutle Je sue forme, perché ab-
biamo smesso di considerare la frigldith wn'alternativa onorevole.

Continuare a regolamentare Ia vita fra | sessd & una necessitd
el ,.-1-'- Fankea scelta soddisfacente & un rapporto Hbero,

Scas Arists del bambinl ¢ degll adolescenti la curiositi o |

giochl sesyeali,

Abbiamo guardato per 4000 ansi: adesso abbiamo visto!

Alle nostre spalle sta 'apoteosi della millenaria supremaria ma-
schile. Le religloni istilusionalizzate ne some state Il pld fermo
piedistallo. E il comcetto di «genlos me ha costitulte Mirragglungh-
bile gradino.

La doana ha avele lesperfenza di vedere ognd glorno distrutie
quello che facova,

Consideriamo Incompleta uns storia che sl é costituita sulle trac-
e nom deperibill.

Nulla o male & stateo tramandato dalla presemza della donna: sta
a mel riscopriria per sapere la veriti

La civilth ¢i ha definite inferforl, 1a Chlesa of ha chiamate sesso,
Ia psteanabist ¢f ha tradite, | marxismo ¢l ha veadute alla riveluzio-
ne ipodetica.
Chiedl di millenni &i pensiero filosofice che ha

vita sone esperienza Inlensa della donns e valori che bel
1 primo elemento di ramcore della donna verso Ia socleth sta

nell’essere ad Ia A come un amt-aut.
di uns pagata al presso

dell’escluslome.

La negaxiome della Nberth dell'aborto rientra nel veto globale
che viene fatto alfantonsmia della donna.

Non vogiamo pemsare alla maternita tutta la vita e contisvare
2 essere Imconsel strument! del petere patriarcale.

La donsa & stufa dl allevare un figlio che le divesterd un cat-
tivo amaate.

In una lbertd che si sente di affremtare, In donna Nbera anche
il figlie, ¢ 0 figlie ¢

In tutte be forme di convivenzs, alimentare, pulire, accudire e
ognl moments del vivere quotidiano devomo essere gest! reciproci.

Per cducaxione e per mimesi I'uomo ¢ la donma sono gih nel ruo-
1§ mella primissima infansia.

" rio di tutte lo Mdeclogie, per-
chié attraverso le forme raglonate &i petere (teologico, morale, filo-
solice, pelitice), hamno «lu’tlln Pumanita a ena condizione imauten-
tica, oppressa e ¢

Dietre ogni nnl del sewsl,

Nen vogliamo d'ora ks pol tra nol e il mendo messuno schermse.

Il femuminismo & stato il prime momente politico &l eritiea sto-
rica alla famiglia e alla socketa.

Unifichiamo e situzsioni o gli episodi dell'esperienza storiea fem-
minista: in essa la domna si ¢ manifestata interrompendo per la pri-
=ma voun 0 memologo della elvilth patriarcale.

mel lavoro ib 1a pre-
llltk.e che permette al caplitalivme, privato e A! stato, di sassistere.

feorizzato Vinferforita della doana.

Delia grande mllnh.t ehe ] muo patriarcale el ha Imposte

del essl hanneo

-n.-u-utn @ prineiple delia M- come essere aggluntive per Ia
riproduziene della umanith, legame conm la divinitd o soglia del mon-
do amimale; sfera privata e pletas. Hasno glustificato nellx metafisi-
ea eld che era Inglusto ¢ atroce nella vita della donsa

Sputianse su Hegel.

o € wna di contl tra col-
Jettivi df nomsink: essa [ prevede la liberazione della donna, Il gran-
de oppresss della civilth patriarcale.

La lotta @i elasse, come teoria rivoluzionaria syfluppata dalla dia-
Bettica Servos| pMm.e ugwalmente esclude la donms Nol rimettiamo
in hall elad del

Non rknnu.uMnd nella cultura maschile, Ja donma le teglie Til-
lusione dell'universalit

L'wemo ha sempre pariato a neme del genere umano, ma meth
della popolazione terrestre 1o accusa ora di aver sublimato usa mu-
tilazione.

La forza dell'vomo & mel sue Identificarsi con la cultura, la mo-
stra nel riflutarta,

Dopo questo atto &l cosclenza I'wemo sark distinto dalla demna
e dovrh ascoltare da lel tutto quello che la concerne.

Noa salterd I mondo se I'womo mem avrd pié lequilibrie psico-
logico basato sulla nestra sottomissione.

Nelts cocente realtd di un universo che non ha mai svelato 1 suol
segreti, nol toghamo molto del credito dato agli accamiment! della
culturs. Vogliamo essere all'altezza df un universo senza risposte,

Nok cerchlamo Fautenticith del gesto d nvolu e mon la sacrifl-
cheremo né Al né al p

Roma, luglio 1970.

COMUNICHIAMO SOLO CON DONNE

T MINGARELL vis Camwadna, 1 - AOMA - smvo 1978

Carla

Accardi, Carla Lonzi und Elvira Banotti in Rom, 1970. Foto:
Pietro Consagra. © Pietro Consagra Archiv, Mailand



22. Marz — Antirassistische und intersektionale Perspektiven

AMERICAN PAVILLION,_Z /
VENICE BIENNALE ( ART EXHIBITION

JULY 6 - AUGUST 29, 1870
A show ﬂpened toall artists VISUAL ARTS GALLERY

Sponsored by 209 East 23rd Street, N.Y.C.
THE EMERGENCY CULTURAL GOVERNMENT MONDAY THROUGH FRIDAY
OF THE ART STRIKE 10AM TO 5PM

The following American artists have withdrawn their art from
the American pavllion at the Venice Biennale in order to deny
the U.S. Government the use of their art as a cultural veneer to
cover policies of ruthless aggression abroad and intolerable
repression at home.

Richard Anuskiewicz ~ Robert Morris Lucas Samaras
Leonzrd Baskin Robert Motherwell frank Stefla
Herbert Bayer Clazs Oldenburg Carrol Summers

Robert Birmedin Robert Rauschenberg  Emest Trova
Raymond Deshais Andy Warhol

Jim Dine Jack Yowgerman
Sam Francis . Adja Yunkers
RonKitaj st incomplete
Nick Krushenick

Rey Licheastein

Vincent Longo

Sven Lukin

Michael Mazur

Dezn Meeker

Faith Ringgold (rechts) und Michele Wallace (Mitte) protestieren vor
dem Whitney Museum in New York, 1971




29. Marz — Wahlfamilien: queere und trans* Kollektivitat
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Asco, Walking Mural, 1972. Foto: Harry Gamboa, Jr.




29. Marz — Wahlfamilien: queere und trans* Kollektivitat
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5. April — «Crip Solidarity» und «Care Webs»
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Park McArthur & Constantina Zavitsanos, Scores for Carolyn, 2019
HD-Video, Untertitel, verlangsamter Ton, 11 Min. 28 Sek.




19. April — Kreative Formen der Zuganglichkeit

Accessibilit
In the Arts: / A lt TeXt
A Promise

e oS Paetry
Warkbs ek

Ca ro Iyn La Za rd @ By Bojana Coklyat & Shannon Finnegan - alt-text-as-poetry.net




26. April — Mehr-als-menschliche Gemeinschaften und Indigene
Landrechte

Karrabing Film Collective, Day in the Life, 2020, Video, 32 Min. 38 Sek.




3. Mai — Protest: Manifeste, Besetzungen und offene Briefe
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Nan Goldin (unten rechts) mit Demonstrierenden der Gruppe P.A.l.N. (Prescription Addiction Intervention Now) im
Sackler Wing des Metropolitan Museum of Art, New York, 10. Marz 2018



3. Mai — Protest: Manifeste, Besetzungen und offene Briefe

To:

Swiss cultural institutions,
museums, art spaces, galleries
and artist-run spaces

From:

Black artists and cultural
workers in Switzerland




10. Mai — Kollektives Lernen und Lesen
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Art history course dedicated to Africa by art historian and anthropologist Toni Maraini, Casablanca School of Fine
Arts, 1965. Photo: Mohamed Melehi



17. Mai — Gemeinschaftliche Formen des Ausstellungsmachens als
«dekoloniale Option»
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on. Courtesy of Yin Xiuzhen.
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Womanifesto Workshop, 2001. The Womanifesto Archive, AAA Collecti



24. Mai — Prufung

Die schriftliche Prufung besteht aus zwei Teilen:
— Zwolf kurze Wissensfragen (je eine pro Sitzungsthema)

— Zwei Fragen zur Auswabhl, die einen grosseren Bogen schlagen und die Sie in einem
kleinen Aufsatz beantworten

Materialien zur Vorbereitung:
— Eigene Notizen
— Samtliche Powerpoints werden auf der Moodle-Plattform hochgeladen

— Weiterfuhrende Literatur wird ebenfalls auf der Moodle-Plattform zur Verfugung gestellt
(auf prafungsrelevante Texte wird in der Vorlesung hingewiesen)

Hinweise zur Priufung:
— Schreibzeug mitnehmen (kein Bleistift)

— Die Prufung kann sowohl auf Deutsch als auch auf Franzosisch abgelegt werden



31. Mai — Feedback und Schlussdiskussion

— Feedback zur Prafung
— Kilarung offener Fragen
— Zusammenfassung der wichtigsten Themen und Thesen

— Schlussdiskussion



Fragen / Questions



