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Programm der heutigen Sitzung

– Rückblick auf die letzte Sitzung

– Womanifesto (Teil II, Weiterführung von letzter Woche)

– Die Schule von Casablanca

– Gemeinsames Lernen als Kunstpraxis: Beispiele aus der documenta fifteen

– Hinweise zur Prüfung



Rückblick auf die letzte Sitzung



«[…] 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
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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



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



Womanifesto (Weiterführung von letzter Woche)



«The third project in 2001 saw a major shift in the way we conducted this and following 
Womanifesto events. Unlike the previous manifestations, which were held in Bangkok and 
exhibition-based, we started to establish platforms where not only artists, but also people 
from different disciplines and backgrounds, female and male, could join in. The decision to 
do so was to debunk the misconception that Womanifesto was simply about women 
addressing ‹women’s issues›, when it really was about this and broader universal 
matters that are relevant to all humans.»

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



Der Austragungsort vom Womanifesto Workshop 2001: Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Die Teilnehmenden am Womanifesto Workshop 2001, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Womanifesto Workshop, 2001, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Vorbereitungen für Loi Krathong, Womanifesto Workshop, 2001, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Vorbereitungen für Loi Krathong, Womanifesto Workshop, 2001, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Womanifesto Workshop, 2001, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



Womanifesto Workshop, 2001. © Asia Art Archive



Womanifesto 2003, Procreation/Postcreation, Box mit 88 Beiträgen. © Asia Art Archive 



Womanifesto 2003, Procreation/Postcreation, Ausstellungsansicht Pridi Banomyong Institute, Bangkok. © Asia Art Archive





Womanifesto Residency, 2008, Boon Bandan Farm, Si Saket, Thailand. © Asia Art Archive



«‹Communal› mean relations with the Earth, the cosmos, all living beings, including 
relations among humans. […] For communal economies, the priority is living. Living life in 
harmony and plenitude (Sumak kawsay) has priority over capital and labor. It means that in 
a communal economy, labor is subjected to living rather than living being subjected to 
increasing wealth, as it would in a capitalist economy […].»

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



«Sumak kawsay could be better translated as ‹to live in harmony›. Such a translation 
doesn’t include the idea of ‹nature›, while Sumak kawsay implies live in harmony with 
Pachamama. In Western cosmology, ‹nature› is outside ‹human›. In Andean civilizations 
such separation doesn’t obtain. To ‹live in fullness› (vivir en plenitud) could be another 
translation. To live well (buen vivir) is an approximate translation that has the advantage of 
being understood by non-Aymara, Quechua, or Quichua speakers, although it has the 
disadvantage of being appropriated by projects of rewesternization (specifically, by the Inter-
American Development Bank and the World Bank) as a new face for development – in the 
vocabulary of the ‹happiness economy›.»

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





Die Schule von Casablanca



Bulletin der Kunstschule von Casablanca, 1965



Die Casablanca-Gruppe: Romain Ataallah, Farid Belkahia, Mustapha Hafid, Mohamed Hamidi, Mohamed Chabâa und Mohamed 
Melehi (von links nach rechts) bei der Ausstellung Présence Plastique auf dem Jama’s El Fna-Platz in Marrakesch, 1969





Der Kunstgeschichtsunterricht von Toni Maraini, pädagogische Broschüre der Kunstschule von Casablanca, 1962–1965



Die Kunstzeitschrift der Schule, Maghreb Art, Nr. 2, 1966



Ausstellung Présence Plastique auf dem Jama’s El Fna-Platz in Marrakesch, 1969



«For a lack of galleries and exhibition halls, artists were forced to exhibit in the buildings of 
foreign cultural missions, where the paternalistic approach to art that had defined the 
protectorate era was only reinforced. Worse still, in order to reach their audience at home as 
well as abroad, artists often had to accept the patronage of cultural missions.

Those cultural missions mostly favoured naive painting, which held sway in the aftermath of 
independence. This was essentially an extension of previous colonial policies which 
intended to impose on Morocco this form of painting as the sole artistic expression fit 
enough to represent local mentalities and sensitivities, thereby asserting/reinforcing 
that an underdeveloped country could only produce underdeveloped art.»

—School of Casablanca, «Manifesto» (1969), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



«Undeniably, education underpins any development of the arts and the achievements of 
pupils who have had no exposure to art are very low. Art and painting in schools must 
hold their own place alongside the teaching of history, and not be a recreational activity 
on the margins of the curriculum. Education in Morocco is patchy. Nothing prepares the 
Moroccan people to grasp the country’s artistic creations or appreciate our artistic heritage. 
Young people’s visual perception is not developed. The schools of applied art and 
academies of fine art were inherited from the colonial education system and no 
review of the curriculum has ever taken place, resulting in a syllabus that is alien to 
the culture of our country.»

—School of Casablanca, «Manifesto» (1969), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



Die Lehrer Farid Belkahia, Mohamed Chabâa, Mohamed Melehi und der Künstler Agostino Bonalumi mit den Studierenden des 
Malerei-Ateliers, Casablanca 1965



Gemeinsames Lernen als Kunstpraxis: Beispiele aus der documenta 
fifteen





documenta fifteen, Fridskul Common Library, Fridericianum, Kassel, 17. Juni 2022, Foto: Victoria Tomaschko





Palle Nielsen, Modellen: En modell för ett kvalitativt samhälle, 
1968, Moderna Museet, Stockholm

Lea Lublin, Fluvio subtunal, 1969
Santa Fe, Argentinien





INLAND, 2019
«Es ist dunkel, nur eine in der Mitte 
herunterhängende Glühbirne leuchtet. Drum 
herum sitzen Menschen und schauen in die 
Mitte, wo unter der Glühlampe ein runder 
grosser Käse liegt. Dieser wird angeschnitten 
von der davor hockenden, männlichen Person. 
Unter den Menschen blickt auch ein Hund 
gespannt auf die Aktion.»

—Bildbeschreibung: Alt-Text auf der Website
der documenta fifteen







«Artivism assumes that art has a social responsibility to its context and that activism is not 
limited to repeating the same slogans or tactics, rather proposing creative and novel 
options.»

—Tania Bruguera, Website von INSTAR



Tania Bruguera, The Burden of Guilt, 1997–1999
Performance, geköpftes Lamm, Seil, Wasser, Salz, kubanische Erde



Tania Bruguera, Immigrant Movement International, 2006, Performance



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

—Tania Bruguera, «Manifesto on Artists’ Rights» (2012), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



«Art is a way of building thought, of being aware of oneself and of the others at the same time. 
It is a methodology in constant transformation for the search of a here and now.

Art is an invitation to questioning; it is the social place of doubt, of wanting to understand and 
wanting to change reality.

Art is not only a statement of the present, it is also a call for a different future, a better one. 
Therefore, it is a right not only to enjoy art, but to be able to create it.

Art is a common good that does not have to be entirely understood in the moment one finds it.

Art is a space of vulnerability from which what is social is deconstructed to construct what is 
human.»

—Tania Bruguera, «Manifesto on Artists’ Rights» (2012), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



«Artists not only have the right to dissent, but the duty to do so.

Artists have the right to dissent not only from affective, moral, philosophical, or cultural 
aspects, but also from economic and political ones.

Artists have the right to disagree with power, with the status quo.

Artists have the right to be respected and protected when they dissent.

The governments of nations where artists work have the duty to protect their right to dissent 
because that is their social function: to question and address what is difficult to confront.»

—Tania Bruguera, «Manifesto on Artists’ Rights» (2012), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



«Artists have the right to be artivists (part artists/part activists), because they are an active 
part of civil society, because art is a safe space from which people can debate, interpret, build, 
and educate. This space must be defended because it benefits us all: art is a social tool.

[…]

To create a space for dialogue and not for violence against works of art questioning 
established ideas arid realities, governments should provide educational platforms from which 
artistic practice may be better understood.»

—Tania Bruguera, «Manifesto on Artists’ Rights» (2012), nachgedruckt
in Why Are We «Artists»? 100 World Art Manifestos, hrsg. von Jessica Lack, 2017



Tania Bruguera liest aus Hannah Arendts Buch Elemente und Ursprünge totaler Herrschaft (1955 auf Deutsch erschienen)





«Since its inception INSTAR has been a democratic and horizontal space, where 
decisions are made by consensus. We are interested in defending social justice and 
human rights, sometimes alien to the Cuban context, such as respect for freedom of 
expression; fair wages; support for working mothers, independent initiatives, and artists; 
the recovery of artistic historical memory and independent civil society; and building 
projects with people who think differently, but who want to make a country for all.

We believe that civic education is the answer to political violence, that culture is the 
foundation from which to build a better citizenship, and that institutional transparency is a 
duty and a right. INSTAR is a safe space that indirectly protects other organizations, 
activists, and artists.»

—Tania Bruguera, Website von INSTAR





Hinweise zur Prüfung



Hinweise zur Prüfung

– Die Prüfung findet am Mittwoch, 24. Mai, von 15:15 bis 16:45 Uhr statt.

– Sie ist in zwei Teilen aufgebaut:

– 12 kurze Wissensfragen (je eine pro Sitzung) à 2/3 der Bewertung

– Eine längere, übergeordnete Frage (es stehen zwei Fragen zur Auswahl) à 1/3 der 
Bewertung

– Die Prüfung kann auf Deutsch oder Französisch geschrieben werden. Alle Fragen 
werden in beiden Sprachen formuliert sein.

– Zur Vorbereitung studieren Sie Ihre Notizen und die Powerpoint-Folien sowie die 
prüfungsrelevante Literatur auf Moodle.

– Mitbringen: Schreibzeug (keine Bleistifte) und Studierendenausweis mit Matrikelnummer.

– Papier wird zur Verfügung gestellt.


