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Rückblick auf die letzte Sitzung: Modelle der Zusammenarbeit





Anita Malfatti, Grupo dos Cinco
(Gruppe der Fünf), 1922, Feder und 
Farbstift auf Papier, 26.5 x 36.5 cm

Abgebildet: Tarsila do Amaral (Sofa), 
Menotti del Picchia und Oswald de 
Andrade (Teppich), Mário de Andrade 
und Anita Malfatti (Klavier).



Hélio Oiticica, Tropicália, 1967, Ausstellungsansicht MAM Rio 
– Museu de Arte Moderna, Rio de Janeiro



Lygia Clark, Bicho de bolso, 1963



Marina Abramović und Ulay, Breathing in / Breathing out, 1977
Schwarzweissfotografie und unterschriebenes Protokoll der Performance in Belgrad, mumok Wien



Claes Oldenburg und Patty Mucha mit Floor Burger, 1962
Foto: Ugo Mulas



Kollaboration und Autor*innenschaft



Judy Chicago, The Dinner Party, 
1974–1979, Keramik, Porzellan, 
Textilien, 1463 x 1463 cm.
Brooklyn Museum New York



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



Judy Chicago, Gedecke für Emily Dickinson (links) und Sojourner Truth (rechts) aus The Dinner Party, 1974–1979.
Keramik, Porzellan und Textil. Brooklyn Museum, New York



The Dinner Party Research Team, Santa Monica, California, 1970s. Photo courtesy the Flower Archive



The Dinner Party Needlework Loft, Santa Monica, California, 1970s. Photo courtesy the Flower Archive



“I try and remind myself that all these people are 
working with me for nothing, and I try to be 
responsible to their growth and needs—but 
sometimes it’s hard.”

—Judy Chicago, Tagebucheintrag, 1. August 1976



Judy Chicago, Szenografie für die Haute Couture Modeschau von Dior, Frühling/Sommer 2020



Judy Chicago, Szenografie für die Haute Couture Modeschau von Dior, Frühling/Sommer 2020





Claire Fontaine, Szenografie für die Prêt-à-Porter Modeschau von 
Dior, Herbst/Winter 2020–2021



R. Mutt [Marcel Duchamp], Fountain, 1917
Porzellan, 36 x 48 x 61 cm

Fotografie der originalen Version auf dem Sockel vor dem Exponat 
eines anderen Künstlers in der Armory Show in New York

Anon. [Marcel Duchamp], «The Richard Mutt Case»
in: The Blind Man Nr. 2 (1917), S. 5



Claire Fontaine, STRIKE (K. font V.I.), 2005–2007, Neonröhren, Stahl-
rahmen, Bewegungsmelder. Installationsansicht Tate Modern, London.

Claire Fontaine, La société du spectacle brickbat, 2006
Ziegelstein, Gummiband und Archivierungsdruck



Zusammenarbeit, Arbeit und Klassenbewusstsein











Kollektiv verfasste Erklärung zur Ausstellung Tucumán 
Arde (Tucumán brennt), 1968, Archiv von Graciela 
Carnevale





Zensur von Roberto Plates El baño (Das Bad), 1968, 
während Experiencias 68, Instituto Torcuato Di Tella, 

Buenos Aires, Mai 1968

Roberto Jacoby, Mensaje en el Di Tella (Nachricht im Di Tella), 1968, 
Telex zur Übermittlung von Nachrichten über die Ereignisse in 
Frankreich, installiert in Experiencias 68, Buenos Aires, Mai 1968

T U C U M Á N  B U R N S 4 5 T H E  A R T I ST  AS  C U R ATO R

and the incipient media art, which proposed a new kind of artwork whose materi-
ality would take the form of circulation in the mass media.3

Two years later, in 1968, a significant number of artists belonging to 
avant-garde groups from Buenos Aires and Rosario effected a radical rupture with 
art institutions, and, as paradoxical as it may seem, especially with the institution 
that had supported the most experimental and revolutionary of practices, the Di 
Tella. Deeply influenced by the increasing radicalization of politics, these artists 
established an active relationship with the CGT-A and sought to make their own 
contribution to the revolutionary process.4 It was within this historical context that 
Tucumán Burns took place, not as an isolated landmark but as a phenomenon that 
can only be fully understood as the result of a radicalization process intended to 
transform both aesthetics and politics. Mariano Mestman and I call this process 
the “Itinerary of ’68,” a designation that, by underscoring the year, relates it to the 
general atmosphere of the period, epitomized by the popular and student uprisings 
in France and Mexico.5

The Itinerary of ’68 was a series of politically charged art actions and state-
ments that were carried out collectively. The artists conceived a plan of action that 
they called the “new aesthetics,” implying a progressive dissolution of the boundaries 
between artistic and political action. Political violence was turned into an aesthetic 
medium, not only as a metaphor or a call to action, but as a co-opting of the resources, 
methods, and procedures used by radical left-wing organizations and guerrilla groups. 

the attack

On April 30, 1968, the opening reception for the exhibition Premio Ver y esti-
mar (Ver y estimar Prize), one of the main showcases in Buenos Aires for the newest 
experimental trends in art, was abruptly interrupted. One of the participating art-
ists, Eduardo Ruano, entered the Museo de Arte Contemporáneo, followed by several 
friends. Yelling “Yankees, out of Vietnam!” and similar slogans, the group walked over 
to the piece that Ruano had made in the days before the opening (which had been 
regarded as his contribution to the contest). It consisted of an official image of the 
assassinated United States President John F. Kennedy protected by a glass pane—a 
reproduction of a similar image exhibited in Buenos Aires’s Lincoln Library, an in-
stitution attached to the American Embassy. A few meters away, Ruano had placed a 
lead brick on the floor, with the implication that it was part of the work. Ruano quick-
ly smashed the glass with it, and then struck and scratched at the image. Museum 
authorities called the police, but by the time they arrived the demonstrators had al-
ready left the premises. Ruano was banned from the exhibition and the remains of his 
work were removed, but the impact had already been made. For him, his artwork had 
been neither the intact installation as it had previously stood nor its remains. Rather, 
it was the act of carrying out a political demonstration in the middle of an exhibition 
reception—a formal ceremony at the heart of the art institution.

the exit

Just a few days later, on May 8, Experiencias 68 opened. It was the latest it-
eration of an annual event devoted to new artistic trends organized by the Di Tella.6 
During the few weeks it lasted, the artist Pablo Suárez stood at the door distributing 
copies of a letter addressed to Jorge Romero Brest, director of the Visual Art Center 
at the institute, in which he announced his refusal to participate in the show in any 
way other than that. The contents of the letter called into question the validity of the 

institution itself: “What I refuse to accept today is the Institute, which represents the 
centralization of culture. . . . What’s the point of doing something inside the institution, 
even if you contribute to its destruction?” He added, “These four walls enclose the se-
cret of transforming all that is within them into art, and art is not dangerous. . . . Those 
who want to be understood in some form: Say it in the street or where your words 
won’t be twisted.”7 

Roberto Jacoby presented a large panel bearing a manifesto, titled Mensaje 
en el Di Tella (Message in the Di Tella, 1968). In it he proclaimed, “Aesthetic con-
templation is finished because aesthetics dissolve in social life. The work of art is 
also finished because life and the earth itself are beginning to become art.” This was 
accompanied by a photograph of an African American protesting racism and a telex 
connected to Agence France-Presse, which—for the 15 days of the exhibition—trans-
mitted news from Paris and other French cities reporting on the labor and student 
riots that were taking place there.

Another of the pieces exhibited in Experiencias 68 was Roberto Plate’s work 
El baño (Bathroom, 1968). Although it lacked explicit political content, it neverthe-
less instigated police intervention. As its name implied, El Baño simulated a public 
restroom where visitors found themselves alone within its walls. Some of the anon-
ymous graffiti that soon covered them condemned the regime of de facto president 

3  See, for instance, Ana 
Longoni and Mariano Mestman, 
“After Pop, We Dematerialize: 
Oscar Masotta, Happenings, and 
Media Art at the Beginnings of 
Conceptualism” in Katzenstein, 
Listen, Here, Now!, 156–72.

4  The CGT-A (CGT de 
los Argentinos, or General 
Confederation of Labor of the 
Argentine) was an offshoot of the 
General Confederation of Labor 
created during the Normalization 
Congress of the CGT on 
March 28–30, 1968, and which 
lasted until 1972. It gathered 
many unionist delegates who 
refused to participate in the 
Normalization Congress. It had 
support from various artists 
and it gathered opponents to 
the “participationists,” who 
supported collaboration with 
Juan Carlos Onganía’s military 
dictatorship. 

5  See Longoni and Mestman, 
“After Pop,” 156–72 . 

6  Ibid. See also Patricia Rizzo, 
Instituto Di Tella Experiencias ’68 
(Buenos Aires: Proa, 1997) and 
Katzenstein, Listen, Here, Now!

7  Pablo Suárez, letter of 
resignation, May 13, 1968, 
reprinted in Longoni and 
Mestman, Del Di Tella a Tucumán 
Arde, 82–83.

Roberto Jacoby, Mensaje en el Di Tella (Message in the Di Tella), 1968; telex transmitting news from the events 
of May 1968 in France as installed in Experiencias 68, Instituto Di Tella, Buenos Aires, 1968



Ansicht der Strasse Florida in Buenos Aires mit den von den Künstler*innen selbst zerstörten Kunstwerken
Experiencias 68, Instituto Di Tella, Buenos Aires, 1968



Graciela Carnevale, Acción del encierro (Verriegelungsaktion), 7. Oktober 1968



Tucumán Arde (Tucumán brennt), Aufkleber der Werbekampagne, 1968



Fotografie von einem etwa zwölfjährigen Jungen, der Zuckerrohr auf der Schulter trägt, aufgenommen während der Reise der 
«Rosario Gruppe» in Tucumán, Oktober 1968. Archiv Graciela Carnevale



Tucumán Arde (Tucumán brennt), Recherchephase, Tucumán, Oktober 1968 
Links: Noemí Escandell und Eduardo Favario bei der Aufzeichnung eines 
Interviews / Rechts: Noemí Escandell und Emilio Ghilioni befragen Angehörige von 
Zuckerfabrikarbeitern. Archiv Graciela Carnevale



Tucumán Arde (Tucumán brennt), zweiter Teil der Werbekampagne, Rosario, Ende Oktober/Anfang November 1968 



Tucumán Arde (Tucumán brennt), dritter Teil der Werbekampagne, Rosario, Ende Oktober/Anfang November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Tucumán Arde (Tucumán brennt), Ansicht der Ausstellung im Sitz der Gewerkschaft (Confederación General del Trabajo de los 
Argentinos, CGT-A), Rosario, November 1968



Brief von Lucy Lippard an die Rosario Gruppe,
14. März 1969, Archiv Graciela Carnevale



«I personally came late to the Left. […] What social 
consciousness I gained from my parents […] was buried 
when I immersed myself in the New York art world in 1959.
It surfaced again on a jurying trip to Argentina in 1968, 
when I was forced to confront and reject corporate control 
and met for the first time artists who had committed 
themselves to militant social change, feeling that 
isolated art for art’s sake had no place in a world so full of 
misery and injustice.»

— Lucy R. Lippard, Get the Message? A Decade Of
Art For Social Change, New York 1984, S. 2.





Takis, Tele-Sculpture, 1960, Elektromagnet, Holz und bemalter Kork [1962 
hinzugefügt] mit Motor und Stahldraht, Museum of Modern Art, New York

Cover des Katalogs zur Ausstellung The Machine 
as Seen at the End of the Mechanical Age, 1968



Alex Gross, «Artists Attack MoMA», in: East Village Other, 24. Januar 1969



Art Workers’ Coalition, «13 Demands», dem 
Direktor des Museum of Modern Art in New York 
vorgelegt, 28. Januar 1969





Im Uhrzeigersinn: Rosemarie Castoro, Gallery Cracking, Ansicht der von Lucy Lippard kuratierten Ausstellung Number 7, Paula 
Cooper Gallery, 1969 / Lee Lozano, Ream, 1964, Öl auf Leinwand, 198 x 244 cm / Dan Graham, Two Correlated Rotations, 1969, 
Schwarz-Weiss-Fotografie, 74 x 86 cm / Hans Haacke, Condensation Cube, 1963–1968, Plexiglas und Wasser, 76 x 76 x 76 cm / 
Faith Ringgold, American People Series #20: Die, 1967, Öl auf Leinwand, zwei Paneele, 183 x 366 cm





Art Workers’ Coalition (AWC), Flugblatt für Demonstration beim MoMA und Streik vor dem Metropolitan Museum, New York 1969



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



Guerrilla Girls, Jubiläumsaufkleber mit Zahlen von 1985 und 2015







Netzwerke und Korporationen



Lawrence Alloway, «Network: The Art World Described As a System», in: Artforum, Bd. 11, Nr. 1, September 1972 



«What does the vague term art world cover? It includes original works of art 

and reproductions; critical, historical, and informative writings; galleries, 

museums, and private collections. It is a sum of persons, objects, 

resources, messages, and ideas. It includes monuments and parties, 

esthetics, and openings […]»

—Lawrence Alloway, «Network: The Art World Described As a System», in: Artforum, 1972 



Bernadette Corporation, Hell on Earth, Projekt für Purple Fashion, Winter 1998 (links);
Frühjahr/Sommer 1996 Kollektion, Foto: Wolfgang Tilmans (oben rechts);
Frühjahr/Sommer 1997 Kollektion, Presseausschnitt aus der New York Times (rechts).



Bernadette Corporation, Made in USA, Nr. 1–3, 1999–2001



Bernadette Corporation, Hell Frozen Over (Trailer), 2000



Bernadette Corporation, «Surfaces Are for Slipping Up: Made in USA»

«MADE IN USA, MADE IN GERMANY, MADE IN JAPAN, MADE IN CHINA, MADE IN POLAND. 
Bernadette Corporation: three people in New York City (today, 1999, or 2000) working together on a 
new fashion magazine called “Made in USA” and making art. We came from different backgrounds, 
but we had something in common: we wanted to change the world because we didn’t like the 
way it was. Now, we are more mellow and interested in turning our backs on the world, exploring new, 
wild spaces and telling the world what we found, how great it is, how you can do anything out there… 
“It’s a very American mentality,” said Daniel Boone the explorer. But we call our magazine “Made in 
USA” because it is the title of the worst movie Jean Luc Godard ever made (also a very good movie).

Name: Bernadette Corporation. Current Number of Members: 3. Founded in 1994.
SONY CORPORATION, DISNEY CORPORATION, TIME WARNER CORPORATION, BEATRICE 
CORPORATION, BERNADETTE CORPORATION. We call ourselves a corporation because 
corporations are everywhere, and it impresses people … pretending we are business people 
while we sleep all day like cats. Our work is like the one street lamp out of 100 that flickers on and 
off. How did we manage this? We started a fashion magazine yesterday.»









Reynaldo Rivera, Kiss Me Deadly, Ausstellungsansicht Reena Spaulings New York, 2021



Peter Wächtler, Ever-Ready Reveries, Ausstellungsansicht Reena Spaulings New York, 2021



Reena Spaulings, Latest Seascapes, 2017, Acrylfarbe auf Leinwand, 140 x 200 cm



Reena Spaulings, The Meeting, 2017
Mischtechnik

Gustave Courbet, Die Begegnung (Guten Tag, Monsieur 
Courbet), 1854, Öl auf Leinwand, 129 x 149 cm



we want 

FACULTÉ DES LETTRES ET DES SCIENCES HUMAINES
DÉPARTEMENT D’HISTOIRE DE L’ART ET D’ARCHÉOLOGIE
AV. DE L’EUROPE 20, 1700-FRIOURG

PHILOSOPHISCHE FAKULTÄT
DEPARTEMENT FÜR KUNSTGESCHICHTE UND ARCHÄOLOGIE
AV. DE L’EUROPE 20, 1700-FREIBURG

Nous cherchons des étudiant.es en
histoire de l’art pour participer à des 

interviews au sujet de leurs études

Wir suchen Studierende der 
Kunstgeschichte, um an Interviews 

teilzunehmen Interviews über ihr 
Studium

Cerchiamo studenti di Storia dell’Arte di 
tutti i livelli per interviste sui loro studi

Weitere Informationen erhalten Sie bei:
meagane.zurfluh@unifr.ch

YOU! 


