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10. Mai 2023 – Gemeinschaftliche Formen des Ausstellungsmachens als «dekoloniale Option»



Ausblick auf die kommenden Sitzungen

– 17. Mai: Kollektives Lernen und Lesen

– 24. Mai: Prüfung

– 31. Mai: Feedback zur Prüfung, Fragen und Ausblick



Rückblick auf die letzte Sitzung





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



«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)



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



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





Die dekoloniale Option







«[…] the decolonial option is not proposed as the option; it is an option claiming its 
legitimacy among existing ones in the sphere of the political, in the same way that 
Christianity, Marxism, or liberalism house many options under the same umbrella […]. The 
decolonial option also doesn’t mean ‹decolonial mission(s)›. Missions implied projects of 
conversion of achieving and end programmed in the blueprint. Options are the antithesis of 
missions. We – decolonial intellectuals – are not missionaries going to the field to convert 
and promote our form of salvation. What we – and by ‹we› I refer here to all those who 
share decolonial projects – put on the table is an option to be embraced by all those who 
find in the option(s) a response to his or her concern and who will actively engage, 
politically and epistemically, to advance projects of epistemic and subjective decolonization 
and in building communal futures.»

—Walter D. Mignolo, The Darker Side of Western Modernity: Global 
Futures, Decolonial Options, 2011



«To think in terms of options helps us to understand that ‹modernity› (i.e., Western 
civilization, capitalism, and development) is only one option, and that this option was defined 
by those who lead and benefit from it, which is in part how it became hegemonic. Economic, 
political, epistemic, and institutional benefits coalesced to suggest that there is only one 
option and that the best we can do is to improve on this single option. One of the common 
expressions in the rhetoric of modernity is: ‹Capitalism is not perfect, but there is no other 
alternative.› To think in terms of ‹alternative› keeps us hostage to the vocabulary of 
modernity. For that reason, ‹option› is a concept that invites starting points from the 
exteriority of modernity.»

—Walter D. Mignolo, The Politics of Decolonial Investigations, 2021



«A dear friend and colleague of mine who is sympathetic to decoloniality was not convinced 
about it being an option. In our conversation, he brought up counterarguments, one of which 
was that if we follow the logic of the argument for decoloniality, the white supremacists and 
Tea Party are also options. And I responded yes, of course. For him that was a problem 
while for me it was precisely what I mean. I realized that my friend was expecting ‹option› to 
be something singular to decoloniality, where only the decolonial is an option. His comments 
were very helpful, for they made me realize that I need to underscore that the decolonial is 
on the one hand an option, but in the very act of presenting it as an option, decoloniality 
makes everything else an option too. We all live among options. That is ‹reality›. It is a 
reality made of options (e.g., in words, concepts, sentences, narratives, theories oral and/or 
written). It doesn’t matter where we live or who we are, we all live among options; thus, 
ethics emerges at the moment that, willingly or not, we endorse and engage with a 
given option. Ethics is the responsibility we assume when engaging and endorsing 
whatever option we select, whether we live in the city or in the country, in the former Third, 
Second, or First World.»

—Walter D. Mignolo, The Politics of Decolonial Investigations, 2021



ruangrupa und die Documenta





Der Schriftzug der ersten documenta mit dem markanten kleinen «d» vor dem Museum Fridericianum, Kassel, 1955



documenta, Blick in den Plastiksaal im Erdgeschoß des Museums Fridericianum, 1955



Die Porträtgalerie der ausgestellten Künstler*innen im Eingangsbereich der ersten documenta, 1955



Rauminszenierung von Arnold Bode mit Werken von Raoul Dufy, documenta, 1955







Ernst Wilhelm Nay, Drei Bilder im Raum, 1964, Öl

Ausstellungsansicht documenta III, Kassel, 1964







Documenta 5, 1972, Raumansicht mit Werken von Richard Long (vorne) und Hanne Darboven



Blick in die Rotunde des Fridericianums mit accelerazione=sogno, numeri Fibonacci neon piu motocicletta fantasma von Mario Merz



Documenta 5, 1972, Besucher*innen betrachten Seated Artist von Duane Hanson 



Documenta 5, 1972. Protestaktion der Bauhaus-Situationisten auf dem Friedrichsplatz, ganz links ist „RAD“ von Bertram Weigel, im 

Hintergrund „Oase“ von Haus-Rucker-Co zu sehen









Jan Hoet, Kurator der documenta 9, 1992



Catherine David, Kuratorin der documenta 10, 1997



Okwui Enwezor, Kurator der documenta 11, 2002



Roger M. Buergel, Kurator der documenta 12, 2007



Carolyn Christov-Bakargiev, Kuratorin der documenta 13, 2012



Adam Szymczyk, Kurator der documenta 14, 2017







Courtesy of Iswanto Hartono/ruangrupa.  
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Taring Padi, People’s Justice, 2002, Banner, 8 x 12 Meter (Detail). 





Documenta fifteen, vandalisierte Wand am Ausstellungsort von The Question of Funding, WH22, Kassel, Juni 2022



«some have argued that Documenta 15’s scandal boils down to a couple of luckless 
missteps by the organizing collective. Then again, isn’t it ruangrupa’s overt display of 
collective and rhizomatic organizing—or conversely, their lack of strict curatorial oversight—
that is under attack here? In other words, by applying such an unconventional, virtually 
archival approach to the world’s most intellectually acclaimed art venue, 
ruangrupa’s lumbung was not just an anomaly, but to some observers appears flagrantly 
perverse. And what inevitably comes of such risk-taking is not, cannot, and must not be free 
of the inconvenient, problematic—and sometimes perverse—realities that make up the 
world found beyond high culture’s white-walled fortress.»

—Gregory Sholette, «A Short and Incomplete History of ‹Bad› Curating as Collective 
Resistance», e-flux Criticism, 2022







Womanifesto



Ausstellungsansicht von Tradisexion, Concrete House, Bangkok, 1995. © Asia Art Archive



Pinaree Sanpitak, Breasts and Bodies, 1996 (links) und Tari Ito, Self-Portrait, 1996 (rechts) 

Ausstellungsansichten Womanifesto I, 1997, Bangkok. © Asia Art Archive 



Arahmaiani, Nitaya Ueareeworakul und Varsha Nair beim Studio Xang, 1997. © Asia Art Archive



«Womanifesto became an exciting playground in which we could take the initiative as 
women and as artists, rather than being just passive players, to set up projects and make 
diverse creative processes and thinking visible. It was a kind of laboratory, one that was 
based on conviviality and hospitality, enabling participants to produce and show their 
works, and exchange and facilitate ideas. We started to don the role of planners to initiate 
and promote the staging of group events, from fundraising and documenting, to exhibiting 
works and conversing about our individual realities and art practices. As artist-organisers, 
our thinking behind Womanifesto was also to remain independent, without intervention in 
our planned projects from the funding organisations that supported us.»

—Varsha Nair, «Womanifesto: A Biennial Art Exchange in Thailand», 2019



Mella Jaarsma, From Pest to Pets, 1999, Eichhörnchenfelle (links) und On-Anong

Glinsiri, Boudoir 2000, 1999, Jukebox, Strom und Sandsäcke (rechts), Ausstellungs-

ansichten Womanifesto II, 1999, Saranrom-Park, Bangkok. © Asia Art Archive



K.O. [Karin Obal], Don’t Step on the Flowers, 1999, gegossenes Papier (Abaca Kozo und Hanf), Plexiglas und Polaroidfotos

Ausstellungsansicht Womanifesto II, 1999, Saranrom-Park, Bangkok. © Asia Art Archive



Sanja Iveković, The Bangkok Emergency House Project, 1999, Gipsmasken von Bewohnerinnen des Emergency House Bangkok, 

versehen mit ihren Geschichten, Ausstellungsansicht Womanifesto II, 1999, Saranrom-Park, Bangkok. © Asia Art Archive



Sanja Iveković, Workshop beim Emergency House in Bangkok, 1999. © Asia Art Archive


