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Rückblick auf die letzte Sitzung







Vídeo nas Aldeias: Der Regisseur Takuma Kuikuro (mit Kamera) und sein Team bei den Dreharbeiten zu Espero que vocês 
gostem destes filmes (Ich hoffe Sie mögen diese Filme) im Dorf Ipatse, Xingu, 2007.



Natasha Bigfoot Lewis (links) und Chloe Gordon bei den Dreharbeiten zu Wutharr, Saltwater Dreams, 2016, dem ersten Film des 
Karrabing Film Collective, der mit iPhones gedreht wurde









MANIFESTE





«This remarkable collection of 100 manifestos from the last 
100 years is cacophony of voices from such diverse 
movements as Futurism, Dadaism, Surrealism, Feminism, 
Communism, Destructivism, Vorticism, Stridentism, 
Cannibalism and Stuckism, taking in along the way film, 
architecture, fashion, and cookery.

Artists’ manifestos are nothing if not revolutionary. They are 
outlandish, outrageous, and frequently offensive. They 
combine wit, wisdom, and world-shaking demands. This 
collection gathers together an international array of artists of 
every stripe, including Kandinsky, Mayakovsky, Rodchenko, 
Le Corbusier, Picabia, Dalí, Oldenburg, Vertov, Baselitz, Kitaj, 
Murakami, Gilbert and George, together with their allies and 
collaborators – such figures as Marinetti, Apollinaire, Breton, 
Trotsky, Guy Debord and Rem Koolhaas.»

—Präsentation auf der Website des Penguin Verlags



«‹Art is not a luxury. Art is a basic social need to which 
everyone has a right.›

This extraordinary collection of 100 artists’ manifestos from 
across the globe over the last 100 years brings together 
activists, post-colonialists, surrealists, socialists, nihilists 
and a host of other voices. From the Négritude movement 
in Africa and Martinique to Brazil’s Mud/Meat Sewer 
Manifesto, from Iraqi modernism to Australia’s 
Cyberfeminist Manifesto, they are by turns personal, 
political, utopian, angry, sublime and revolutionary. Some 
have not been published in English before; some were 
written in climates of censorship and brutality; some contain 
visions of a future still on the horizon. What unites them is 
the belief that art can change the world.»

—Präsentation auf der Website des Penguin Verlags



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



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



«[…] the political content implicit in every work of art was to be made explicit as an active 
and violent charge. Only in this way might artists embrace reality with a truly avant-garde, 
and thus revolutionary, spirit. […] The acknowledgment of this new understanding led a 
group of artists to formulate aesthetic creation as a violent and collective action, thus 
destroying the bourgeois myth of the artist’s individuality as well as the presumably 
passive nature of the artwork. Hence, deliberate aggression became the form of the new 
art.»

—Kollektiv verfasste Erklärung zur Ausstellung Tucumán Arde (Tucumán brennt), 1968



«Revolutionary art considers the aesthetic act as the core where all the elements that 
constitute human reality: economic, social, and political, come together. It acts as an 
integrating factor of the contributions from the diverse fields of social endeavors, thus 
eliminating the separation of artists, intellectuals, and technicians. It is, therefore, a 
unifying action directed toward the transformation of the whole social structure – it is 
total art. […]

Joining with the revolutionary forces that fight against economic dependency and 
class oppression, revolutionary art is the disclosure of the political forces that struggle 
against the obsolete cultural and aesthetic schemes of bourgeois society. It is, therefore, 
social art.»

—Kollektiv verfasste Erklärung zur Ausstellung Tucumán Arde (Tucumán brennt), 1968





«Part» as in «participation»,
«Art» as in «articulation»,
therefore, not «art» as in «art-object»,
not «part» as in «part-time artists».

«PARTicipation ART» is opposed to 
«TOTALitarian ART».

—David Medalla







AfriCOBRA



Barbara Jones-Hogu, Unite (AfriCOBRA), 1971, Farbsiebdruck auf Velinpapier, 66 x 85.2 cm (Blatt)





«We are a family—COBRA, the Coalition of Black Revolutionary Artists, is now 
AfriCOBRA—African Commune of Bad Relevant Artists. It’s NATION TIME and we are 
searching. Our guidelines are our people—the whole family of African people, the African 
family tree. And in this spirit of familyhood, we have carefully examined our roots and 
searched our branches for those visual qualities that are more expressive of our people/art. 
Our people are our standard for excellence. We strive for images inspired by African 
people—experience and images that African people can relate to directly without formal art 
training and/or experience. Art for people and not for critics whose peopleness is 
questionable. We try to create images that appeal to the senses—not to the intellect.»

—Jeff R. Donaldson, «Ten in Search of a Nation» [1970]
nachgedruckt in Nka Journal of Contemporary African Art, Nr. 30, 2012



Titelblatt des Katalogs zur Ausstellung AFRI-COBRA III, University of Massachusetts, Amherst, 1973



«When we had found our common denominator our next step was to ponder whether a 
group of Black artists could transcend the ‹I› or ‹me› for the ‹us› and ‹we› in order to 
create a basic philosophy which would be the foundation of a visual Black art movement. 
We wanted to create a greater role as Black Artists who were not for self but for our kind. 
Could we sacrifice the wants for self and ego in order to create the visual needs of our kind? 
Yes, we can!»

—Barbara Jones-Hogu, The History, Philosophy and Aesthetics of AFRI-COBRA (1973)



«The Philosophical Concepts

A. IMAGES, a commitment to humanism, inspired by African people and their experience, IMAGES 
which perform some function which African people can relate to directly and experience. Art for 
the people, the people reflect the art, and the art is the people, not for the critics.

B. IDENTIFICATION, to define and clarify our commitment as a people to the struggles of African 
peoples who are waging war for survival and liberation.

C. PROGRAMMATIC, art which deals with concepts that offer positive and feasible solutions to our 
individual, local, national, and international problems.

D. MODES OF EXPRESSION, that lend themselves to economical mass production techniques 
such as ‹Poster Art› so that everyone that wants one can have one.

E. EXPRESSIVE AWESOMENESS, that which does not appeal to serenity but is concerned with the 
eternally sublime, rather than ephemeral beauty. Art which moves the emotions and appeals to 
the senses.»

—Barbara Jones-Hogu, The History, Philosophy and Aesthetics of AFRI-COBRA (1973)



Feminismus für die 99%



Manifest von Rivolta femminile, Rom, 1970



«Eschewing half-measures, the feminism we envision 
aims to tackle the capitalist roots of metastasizing 
barbarism. Refusing to sacrifice the well-being of the 
many in order to protect the freedom of the few, it 
champions the needs and rights of the many—of poor 
and working-class women, of racialized and migrant 
women, of queer, trans, and disabled women, of 
women encouraged to see themselves as ‹middle 
class› even as capital exploits them. But that is not all. 
This feminism does not limit itself to ‹women’s issues› as 
they are traditionally defined. Standing for all who are 
exploited, dominated, and oppressed, it aims to become a 
source of hope for the whole of humanity. That is why we 
call it a feminism for the 99 percent.» (S. 13–14)





1. Eine neue feministische Welle erfindet den Streik neu.

2. Der liberale Feminismus ist bankrott. Es ist an der Zeit, ihn zu überwinden.

3. Wir brauchen einen antikapitalistischen Feminismus – einen Feminismus für die 99%.

4. Was wir erleben, ist eine Krise der Gesellschaft als Ganzes – und ihre Ursache ist der Kapitalismus.

5. Die Unterdrückung der Geschlechter in kapitalistischen Gesellschaften hat ihre Wurzeln in der 
Unterordnung von sozialer Reproduktion gegenüber der Produktion für den Profit. Wir wollen die Dinge 
auf den Kopf stellen.

6. Geschlechtsspezifische Gewalt nimmt viele Formen an, die alle mit den kapitalistischen 
Gesellschaftsverhältnissen verwoben sind. Wir geloben, sie alle zu bekämpfen.

7. Der Kapitalismus versucht, die Sexualität zu regulieren. Wir wollen sie befreien.

8. Der Kapitalismus wurde aus rassistischer und kolonialer Gewalt geboren. Feminismus für die 99% ist 
antirassistisch und antiimperialistisch.

9. Der Feminismus für die 99% kämpft gegen die Zerstörung der Erde durch das Kapital und ist 
ökosozialistisch.

10. Der Kapitalismus ist unvereinbar mit echter Demokratie und Frieden. Unsere Antwort ist der feministische 
Internationalismus.

11. Der Feminismus für die 99% ruft alle radikalen Bewegungen dazu auf, sich zu einem gemeinsamen 
antikapitalistischen Aufstand zusammenzuschliessen.













«Will we continue to pursue ‹equal opportunity 
domination› while the planet burns? Or will we reimagine 
gender justice in an anticapitalist that leads beyond the 
present crisis to a new society?» (S. 4)

«The mainstream media continues to equate feminism, as 
such, with liberal feminism. But far from providing the 
solution, liberal feminism is part of the problem. Centered 
in the global North among the professional-managerial 
stratum, it is focused on ‹leaning-in› and ‹cracking the 
glass ceiling›.» (S. 10–11)

«Our answer to lean-in feminism is kick-back feminism. 
We have no interest in breaking the glass ceiling while 
leaving the vast majority to clean up the shards. Far from 
celebrating women CEOs who occupy corner offices, we 
want to get rid of CEOs and corner offices.» (S. 13)





BESETZUNGEN



Silence=Death Project (Avram Finkelstein, Brian Howard, Oliver 
Johnston, Charles Kreloff, Chris Lione und Jorge Socarrás), 
SILENCE=DEATH, 1987, Plakat, Offset-Lithographie, 85.2 x 55.7 cm. 
Brooklyn Museum, New York (links) und ACT UP Demo in New York, 
1987 (rechts), von links nach rechts: Steve Gendon, Mark Aurigemma, 
Douglas Montgomery, Charles Stinson, Frank O’Dowd, Avram 
Finkelstein. Foto: Donna Binder



Protestierende fordern die Freigabe von experimentellen Medikamenten für Menschen, die mit HIV/Aids leben, mit einem «Die-In» 
vor der Zentrale der U.S. Food and Drug Administration (FDA) in Rockville, Maryland, am 11. Oktober 1988



Protestierende fordern die Freigabe von experimentellen 
Medikamenten für Menschen, die mit HIV/Aids leben, mit einem 
«Die-In» vor der Zentrale der U.S. Food and Drug Administration 
(FDA) in Rockville, Maryland, am 11. Oktober 1988



Protestierende demonstrieren am 14. September 1989 vor der New Yorker Börse gegen die hohen Kosten für das Medikament AZT



Der Aids-Aktivist Wayne Turner streicht das Haar seines toten Partners Steve Michael während einer Demonstration vor dem 
Weissen Haus in Washington, D.C. am 4. Juni 1998



Nan Goldin (u. rechts) mit P.A.I.N. Demonstrierenden im Sackler Wing des Metropolitan Museum of Art, New York, 10. März 2018



Nan Goldin, Picnic on the Esplanade, Boston, 1973, Cibachrom-Druck, 23.2 x 34.9 cm



Nan Goldin inszeniert ein «Die-in» in den Harvard Art Museums in Cambridge, Massachusetts, Juli 2018.



Protest von P.A.I.N. gegen die Familie Sackler im Guggenheim Museum, New York, 9. Februar 2019







OFFENE BRIEFE



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






















