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Editorial The documenta Issue

documenta: Curating

the History of the Present
by Nanne Buurman &
Dorothee Richter

In his text, OModell documenta: oder wie wird role in West German reconstruction, re-education,
Kunstgeschichte gemacht?,0 included in a special msdaation-building, which, after after World War I,
ondocumentar the journaKunstforum International the Nazi regime and its infamous exhibitions of
that Walter Grasskamp edited on the occasion of so-called Odegenerate artO has to be seen in the
documenta(7982), he cites documenta as an exampientext of the Federal Republic of GermanyOs
of how art history is produced. In it, he not only integration into the Transatlantic West during the
describes the ways in which exhibitions contribute t6old War. In his contribution to this issue, OBecoming
the making of art history but also observes a chang8lobal,®Valter Grasskampfor instance, argues that
of heroes from artists to curators, providing a despite ostentatious PR emphasis on internationality,
foundational narrative of curatorial and exhibition the first four documentas were in fact quite German,
studies that has proven to be extremely influential. Eurocentric, or later North Atlantic in terms of
fact, its English translation, OFor Example, documesttdistics and staging, while he also problematizes the
or How Art history is Produced,O published in the notion of national representation. In Od is for-docu
anthologyThinking About Exhibifibias, meanwhile  menta,&athryn M. Floydliscusses how the first
become canonical itself, so much so, actually, that documen{da955) was branded in terms of interna
many contributors to our special issue cite it in theittionalism by developing a corporate identity whose
essays. Thus, OFor Example, documentaO can bedakin features, as she argues, are exemplary of the
as an example of haxhibition histasyproduced. international style with its streamlined aesthetics
Considering the fact that he stresses the importancsontributing to glossing ovigleologicaldiscrepan
of installation and provides very convincing example&s within Western capitalism.SAsanne K3nigs
of how curatorial stagings produce meaning, remarkomparison of the firstocumentaith theAllgemeine
ably little attention has been paid to display in the Deutsche Kunstausst€llaag) nine years earlier in
general writing about documeritahis was also Dresden makes obvious, a pluralistic all-German
reflected in the proposals for contributions for this selection of abstract and figurative styles that had
issue, many of which focused primarily on artistic characterized the Ofirst all-German exhibitionO gave
contributions or curatorial concepts butNwith a few way to an increasing privileging of figurative art in the
exceptionsNless on the materialization of the instalBast and of non-figurative art in the West of Germany
tion of the shows themselves. Nevertheless, itis with the intensification of the Cold War after the
extremely important to critically examine the politicfounding of the GDR (East German Democratic
of display and the discrepancies between curatoriaRepublic) in 1949. In this light, documenta initiator
claims and the realities performed in the shows, noArnold BodeOs dedication to primarily expressive
least becauseNas many contributors eventually —modern art and his art historian co-curator Werner
selected for this issue call to our attentionNthese HaftmannOs promotion of Oabstraction as a world
claims and performances are usually ideologically language,O a slogan devised for the sdoonthenta
charged, as they have always been informed not omhay be read as an ideological affiliation of documenta
by artistic trends and cultural developments but alswith the Ofree West,O where artistic liberation from

by socioeconomic and geopolitical contéxts. naturalist representation was considered as an expres
sion of individualism, whereas (socialist) realist art
Ideologies and Geopolitics was regarded as OunfreeO because it did not cut its ties

A number of the contributions dedicated to the earlyo extra-artistic realityThe marginalization of realist
documenta editions remind us of the filstumentaOgendencies in the early history of documenta may
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Editorial The documenta Issue

thus also be read as a de-politicization of art, with the newly appointed documenta profedsora
documenta nevertheless serving political functions Sternfeldproposes, in the English version of her
despite, or rather because of, this denial of politics.@isaugural lecture,0 a research perspective that is
Vesna Madloskiargues in her reprinted chapter situatedin medias rdbat acts in the middle of things,
OGhostly Women, Faithful Sons,0 documenta as an the post-representational space between represen
spectacle has been a disciplinary institution and  tation and presence, between the inside and outside
consensus machine, in which women only played aof the institution, assuming a para-sitical position
minor role, whereas the men in charge maintained swards documenta understood as a OPara-Museum
authority. According to her, despite challenges fromof 100 Days,O which is itself implicated in social
student protesters atocumenta(4968) or Harald conditions and power relations. In OThinking the
SzeemannOs radical change of focudasitmenta 5 Arrival,O former documenta guest profeBsoo-

(1972), documenta remains an appeasement appar@ea von Hantelmanmrgues that with his contribu

tus that turns visitors into consumerist subjects evetion to AOCUMENTA (18012) Pierre Huyghe

as late as 2007 wittocumenta 12king a more or challenged what she considers to be the Oontology of
less explicit feminist stance and reserving central raiibitions,O i.e., a modernist teleological notion of
for women (so far, it is by the way also the documepi@gress and subject-object opposition, that, she

with the highest proportion of women artists). explains, is under suspense in OUntilled,® which
instead adheres to a post-anthropocentric logic of
Methodologies and Epistemologies association, networking, and compostation and thus

To come back to the question posed above: What intervenes into the usual fast-forward mode of exhibi
could be the reasons for the lack of attention to  tion visits by inviting visitors to linger and get involved
display? Surely, access should no longer be a probierthe mattering of the site rather than assuming an
since the documenta ArchivOs digitized collections alfjectifying critical gaze. In different ways, all three of
photographs of most documenta exhibitions are nothem thus stress that the polarity of critical distance
online. Could the reason be an art-historical methodnd affirmative participation, imagined as a binary
ology thatNdespite interventions by museum-, between mutually exclusive positions, is no longer
exhibition-, and curatorial studies as well as by visugpistemologically tenable for the study of exhibitions,
culture and sociology of artNis still largely trained t@r documenta in particular.

look at clearly bounded individual artworks, verbal

documents, or historical contexts, but not as much at If we look at the history of documenta, discus
multi-medial and multi-dimensional curatorial sions have notably quite often oscillated between the
constellations? Or is it the shift of attention from  polarities of critique and affirmation of the status
working with pictorial materials to more theory- quo, distance from and immersion into reality, social
based approaches that is responsible for this lack aklevance d©art pour IQattonomy and heteren
attention? Admittedly, particularly with a large-scalemy. As Harald Szeemann wrote in 1974 in his
recurring exhibition, such Bnnials, Triennials, and proposal for a OMuseum of ObsessionsO (with which
documerttit is difficult to construct and define the he applied for artistic directorshipdoicumentatBat
object of research, to draw the line around what is efent to Manfred Schneckenburger in the end), OToo
interest and what isnOt. This is particularly the caseninch has recently been written about artOs social
the expanded field of curating and exhibition makingglevance or its necessary inutfigf@r SzeemannOs
in which classical reception aesthetics have been unsuccessful attempt to include art from the GDR in
extended by post-representative approachesto  documentaib 1972, which had been turned down by
curating and the curatorfalhese call attentionto  the East German officials who were worried that the
exhibitions as not only culturally, politically, and  realist contributions would be OotheredO along the
socio-economically situated, but also to their role atines of trivial art and art by the mentally impairedN
social spaces themselves, as arenas where multipleshat today would be called Ooutsider-artON, the first
agencies interact. In her contribution OPlunging intand only showing of GDR artists took place in 1977
the World,Mina M3ntmanntraces this understand duringdocumenta @here they were juxtaposed with
ing back to the 1990s and emphasizes the political self-reflexive meta-paintif§Vhereaslocumenta 5
potentials of an increasing convergence of art worldvith its concept of OQuestioning RealityNPictorial
and real world insofar as curatorial and artistic Worlds Today,0 had performed a sort of realism
practices can serve as time machines that help to insofar as it had pulled down the walls between art
construct alternative imaginaries to the contempo and non-art practices, or, between art and life, with
rary neoliberal and neocolonial conditions. Similarljthe OMedia Concepti@umentagopagated
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reflections of artOs mediality rather than its participthe discourses surrounding it have indeed been quite
tion in reality® Anna Sigr'dur Arnar@sntribution important in developing and discussing the topos of
on OBooks at documentaO illustrates this. She shaiwe curator as an author, at least in Gerftany.

how atdocumenta books had been staged as usabl2000, for instanc&eatrice von Bismarc&nalyzed
things that could be handled and read, whereas at the reciprocal appropriation of curatorial and artistic
documenta they were in many cases Ometamor  authorship in Daniel BureERposition dOune Exposition
phosedO into untouchable art objects and displayedtidocumenta Bt OThe Master of the Works,O the
vitrines that kept visitors at a distance. This ineperanew English translation of her text for this issue, she
tion also partly characterizes the latest curatorial calls attention to how Harald Szeemann staged
engagement with books @ CUMENTA (1anhd himself aprimus inter pames photograph that
documenta 14017), where they were/are significant shows him on the last daydoicumentaand that he
building blocks of artistic and curatorial ageddss included in a little booklet titldduseum der Obses
perceivable shift from an idea of participation in  sionerwith/by/on/about Harald Szeer(i#381).

reality aid5to a reflection of reality d6illustrates ~ SzeemannOs strategy of self-musealization has proven
one significant characteristic of the history of to be quite successful, as both the photograph and
documenta since 1972, when Szeemann introducedhe topos of the curator as a meta-artist have since
thematic approach to exhibition-making: the explicithecome icons, or even archetypes of curatorial and
conceptual distancing of artistic directors from theirexhibition studies, which are reiterated again and
predecessors, which also becomes obvious, for  again. Therefore, in a revised version of the article
example, if one compamscumenta 12&igexive OCCB withE,O developed between 20132an6e
approach to the declaredly post-critical stance of Buurman,for instance, compares SzeemannQOs

dOCUMENTA (1:3). self-staging iMuseum of Obsessotigt of Carolyn
Christov-Bakargiev the Logbodke third part of
Agencies and Historiographies the dOCUMENTA (18xtalogue. She scrutinizes not

In many cases, these claims of rupture, however, only the shifting (bio-)political implications of
over-exaggerate differences at the cost of attentioncuratorial self-stagings against the backdrop of

to institutional continuitie$.This principle of changing socioeconomic conditions, but also the role
innovation is also inscribed in documentaOs rules avfdyender for performances of curatorship in neolib
regulations, which since 1972 postulates for a new eral regimes of value production, also discussed as
artistic director to be selected every five years, wharsnaterialization or feminization of laBddorothee

then expected to come up with something new.  Richter,who had observed the gendering of Harald
Particularly in the media reception of documenta, SzeemannOs pose in the abovementioned photograph
each new edition is hailed for its innovative potentidi®m an iconographic point of view in 2012, picks up
often declaring things as new that had been there on these questions in her contribution OBeing Singular
before (perhaps because they would otherwise notPleralO and extends the scope of her analysis to
OnewsworthyO). Declaring newness is, of course, aepresentations of the curatorial subjeataumenta
good marketing strategy, therefore many proclaimel{, 12 and(13). Such repetitions and citations of given
Ofirst timesO of documenta are in fact not really firstopes, of course, contribute to the making and

times, but rather means to attract attention and  re-making of a canon and hopefully thereby also to
suggest singularity. Thus, certain patterns of critiqugueering curatorial authorships, by re-framing them
that keep reiterating old clichZs have become differently®

canonized, particularly regarding the persona of the

artistic director or curator, who is generally accused  The tension between repetition and difference is
of over-staging and willful domination of arffs¥et, performed in this issue on two levels: on the one

also the more serious writing on the history of hand, it is identified as a driving principle of-docu
documenta frequently uses heroizing rhetoric that menta as eecurringarge-scale exhibition that

hails Arnold Bode and Werner Haftmann as excep reinvents itself every five years (thus not quite being a
tional founding fathers, with many other great men,biennial) and that has recently celebrated its 60th
particularly Szeemann, to follow in the genealogy obirthday in 2015. On the other hand, beyond the
visionary game changers. But this personalization, history of documenta itself B an institution that is
subjectivation, and author-ization of curatorship, characterized by continuity and change, stability of
identified by Grasskamp in 1982 as the OHeldenweble institution and temporariness of its individual

selO (change of heroes) from artists to curators, haalizationsfécurringiotives also manifest them

also been scrutinized more critically. documenta angkelves in its reception and thus also permeate this
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issue with many intriguing cross-references betweento a OPost-Northern ExhibitionO and of how far
contributions (watch out for ants!). But needless to EnwezorOs promises of pluralizing and diversifying
say, every historiography or edited volume has its both artistic and curatorial authorship were attained.
blind spots: in this issue, for instance, you will learnHas the deterritorialization of documentaNthe new
very little about the 1980s editiondotumenta 7 convention to add satellites in places beyond Kassel
(1982) and (1987), which may be due to the fact (and in KasselOs underprivileged areas) that started
that the respective curators Rudi Fuchs and Manfragith EnwezorOs five OplatformsO in Berlin, New Delhi,
Schneckenburger did not pick up on the thematic St. Lucia, Lagos and Kassel (and the Hirschhorn
outlook of their predecessors, but instead staged project in KasselOs Nordstadt), picked up by Christov-
relatively conventional shows, both low on theory b&akargiev with her outposts in war-ridden Kabul and
with the difference thal7 returned to the aesthetic in Alexandria and Banff, and most recently continued
ideals of autonomous art, where8seatured more  with Adam SzymczykOs decision to create a double of
politically charged worksMoreover, even though, documenta in AthensNreally contributed to decoloni
with our call for papers, we attempted to solicita alizing and provincializing documenta, or are these
multiplicity of trans-disciplinary and transnational instances of an export of a successful European model
voices, the vast majority of the proposed texts wereabroad? In other words, how much are these-meas

by Germans or German speakers, as is our selectiemes unintentionally reproducing the existing power
This may, of course, have to do with the fact that relations?

documenta is an institution inextricably entangled

with German history, society, and cultural identity, Perhaps it comes as no surprise that this yearOs
but also perhaps due to the channels and networksdocumenta 1glnot free of accusations of being

though which we distributed our CFP and invited neocolonial, agalouri and Rikoweport from
contributors. Likél-ArtHistdocumenta may be more Athens, where they are members of the Athens Art
provincial than we are generally accustomedto  ObservatoryOs project OLearning from documentaO
thinkNalthough, of course, from its point of departutdat critically engages with the nexus of knowledge

in Kassel, it has managed to expand its geographicahd power inherent it140s concept béarning from
frame of reference over the years. Nevertheless, AthensAs they argue, there diks between the
according to our contributors, it is doubtful whether romantic ruin aesthetics and contemporary crisis

this means that it has really become a Oglobal exhitsiurismNrecurring motives in the complicated

tion,O whatever this might mean exctly. German-Greek relationship not only since the most
recent European debt crisis, which raises the question
Globalization and (de-)Provincialization of who learns from whom and to what ends. Already

Despite the foundersO dedication to Ointernationalin 2013 Ay e GYleshad called attention to the

ismO (see GrasskampOs and FloydOs contributionpatehtials and pitfalls of Olearning from the Other.O
the only slowly increasing admission of artists fromLike Yalouri and Rikou, she is writing from the
around the world, which was boosted by end of theperspective of participant observation adopted from
Cold War and the Fall of the Berlin Wall in 1989  the social sciences and anthropology. Her text,
(remember, Kassel was only some 30 kilometers a@yearning from Kassel,O reprinted here reflects on
from the inner German border and played a signifi documenta 128gagement with local communities in
cant role in the showcasing of the Western way of a migrant society and d®@CUMENTA (13jksires

life), the presumption that there could be a truly  to build on that local knowledge in its public pro
global perspective nevertheless must seem rather gramming, and may have well served as an inspiration
totalizing, universalizing, or Eurocentric, since to Adam SzymczykOs workingltékerning from
exhibitions as well as the knowledges they produceAthensThe decision to hottbcumenta 14 two cities
and the world-pictures they present are always in overlapping timelines, by the way, was explained as
situated? After the first acknowledgement of having the goal of Ounlearning,O decolonizing Euro
globalization durindocumenta (¥992), the attempts centric knowledge and responding to the current

to include art from beyond Europe and to engage crisis of democracy by transplanting padtldto the
with postcolonial theory were most notably advancediace where this concept originated. Whether this
duringdocumenta(¥097) andocumental2002) by decentering of a monocular perspective from Kassel
Catherine David and Okwui Enwezor, respectively. tm a binocular one supplemented by Athens, this
their contributionCharles Green and Anthony schizophrenic double vision, may undo neocolonial
Gardnerpose the question of how far the curatorsOand neoliberal power relations between East and
engagement with globalization turned documenta West, North and South, and contribute to disman
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tling global hegemonies, as intended, or whether it Hoet, OEverything was available.O As one may learn in
turns out to be a neo-Orientalist exoticization of theHandbergOs contribution, the idea of labyrinthine
crisis-ridden Other within Europe, as some critics exhibitions already had been fashionable in the 1960s.
claim, remains to be seen. What may be said is thafitd even as early as in the 1950s, Werner Haftmann
follows the new convention according to which everin his introduction to the cataloguesoanddl|

artistic director seems to feel responsible to broadediscusses the problem of lost oversight, which he
documentaOs scope and to explore venues beyondelates to the difficulty of dealing with contempora
KasselNwhile the institutional structures of docu  neity without historical hindsightThus, perhaps

menta itself and the logic of growth not only in termdocumenta 2as right in posing the question, Ols

of geography, but also in terms of multiplying the Modernity our Antiquity?©As already mentioned,
number of artworks, the visitor numbers, and the MsSntmann draws on more recent discussions around
budget, seem to go more or less unchallenged. Thehe contemporary to argue for the potentials of
exception to this was perhajmcumenta ,2®hich, documenta as a time capsule haunted by the legacies
apart from the globe-spanning network of magazined,colonialism but with the potential to imagine an
remained rooted locally in Kassel, and which, with idternative world order to the neoliberal and neacolo

concept of thévligration of Fornastempted to nial and to open up new vistas to the future. The
interpret transculturality not in an expansive way, bstructural conditions of instability responsible for the
as linked with the transformative potentials of historical amnesia of documenta as a temporary
aesthetic experience, a proposition that was receivaubstitutionDa Omuseum of 100 daysO as it was dubbed
very controversialfy. by Haftmann at the occasiondoicumenta, lor an

event (a notion that has become popular since the
Temporariness and Contemporaneity unrealized first concept dbcument that is

This expansion of geographical scope in the historyaifivented every five years with an entirely new teamb
documenta was related to a contraction of the timeare conditions thaGYlesclaims, are partly responsi
frame covered. While the fickicumeni{da955) with  ble for the difficulties of learning from former

its motto Oart of the twentieth centuryO spanned halbcumenta generations, and that will hopefully be

a century, the second (1959) with the motto Oart sireeonfigured by the new documenta institute that is
19450 covered fifteen years with some retrospectivaurrently in the making and has the potential to

parts, and the third one (1964) more or less claimingridge these gaps.

to focus on the present and its prehistory, many of

our contributions touch not only on documentaOs RZsumZ and Outlook

temporariness as a recurring exhibition but also onMany of our texts, in one way or another, thus call
the notion of the contemporarghilipp Oswaltfor attention to documentaQOs contribution to construct
instance, compares documenta and the Bauhaus aisig a Ohistory of the presentO (Foucault), and it is
institutions that were dedicated to building OOrdersexactly this presence that also poses a challenge to
of the Present,O which had similar conceptual, the research of the more contemporary documenta
organizational, and educational agendas, encounteegiitions. In a 2009 paper titled OTo Be Continued:
comparable challenges, and also witnessed some Periodic Exhibitiond@cument&or Example),0
overlaps in terms of membership and design despit&rasskamp provides a Omaking ofO the abevemen
their different life spanKristian Handbergalls tioned special isstythos documenta. Ein Bilderbuch
attention to the fact that the director of Louisiana zur Kunstgeschigiiigthos documenta. A Picture Book on
Museum in Copenhagen, Knud W. Jensen, experi Art History recalling his experience of sorting

enced a OShock of the ContemporaryO when visititigough the as yet unsystematized, unsorted, and
documentaihl 1959, which inspired him to show a unindexed collection of exhibition photographs of the
selection of works froufll later that year after first six documentas in tdecumenta Arcim\Kassel
documenta had closed and to reorganize his museinm 982, thereby Odiscovering a new topicO: the

as a popular attraction, with historical contextualizaOpictorial history of exhibitioA%® we can read

tion of contemporary art. In Olnstallations Every  there, his work is focused on those editions of
where,@ngela Bartholomewdescribedocumenta IX documenta that he did not see as a visitor himself (the
as a Olabyrinthine exhibitionO of lost oversight, a first D fifth documentas), his writing thus always
labyrinth of installations, in which visitors were no constituting a historical reconstruction mediated by
longer sovereign subjects but got lost in the spirit ofrchival materials such as concept papers, newspaper
the time when, three years after the victory of clippings, and most prominently the installation
capitalism in 1989, according to artistic director Janphotographs that allow him to witness the respective
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documenta editions through the eyes of others. Thig4 and the Kassel part, we are dealing with the last
puts him at a historical distance from the object of corrections of this issue. For Adam Szymczyk and the
research, a retrospective position of overview that co-curators, it was obviously a major concern to

sorts through the images and allows the researcheipasition this documenta in two interrelated financial
sort of Malrauxian reconstruction of documenta as situations, and to emphasize their underlying power
an imaginary museuthBy saying this, we do not  relations. The aim of the curatorial team is to turn
mean to diminish his pioneering work to bring to ligiddocumenta 14 into a continuum of aesthetic,
hitherto neglected images of the exhibition. Rather economic, political and social experimentatfon.O

our aim is to call attention to how much changed Szymczyk describes the ongoing severe changes
research paradigms of participant observation, the between 2013 and 2017 as follows:

understanding of exhibitions as social spaces of
encounters, and curatorial studies® indebtedness to
cultural studies and visual culture impact the research
on documenta today.

We have witnessedNboth locally and globallyNthe
implementation of debt as political measure, the
gradual destruction of what remained of the
welfare state, wars waged for resources and the
market, and the resulting multiple and never-
ending humanitarian catastrophes. This darken
ing global situation has leaned heavily upon our
daily (and nightly) thinking about, and acting on
and for, documenta ¥4.

We thus would also like to acknowledge how the
various documenta editions have inscribed-them
selves as traces in our memories and subjectivities.
Having worked atllas a guard amti2as an art
educator, having spent weekd(@s)in Kassel and
returning with fresh impressions from a weeakiat
in Athens, Nanne feels she can no longer assume a@gainst the uncanny background of post-democratic
Malrauxian position of distance, a disembodied gazmocieties, populist megalomania, and alternative truth
on a compendium of images thatNthough it may bescenarios described by Szymczyk, it is urgent once
unsortedNis finite. Working with the marvelous again to open vistas to an alternative future. Surely,
possibilities of the digitized collections of the docu curating the history of the present may contribute to
menta archive online, she realized that her access this endeavor to move beyond the global capitalist
the historical material is on the one hand much morgtatus quo and the neo-fascist perversions it engen
distanced than, for instance GrasskampOs hands-aters, but Olearning from Athens,O or Olearning from
and on-site engagement with the stacks of materialdocumentaO cannot be but first steps of a challenging
photographs in the 1980s, while, on the other handjourney to come.
she was directly involved bodily and institutionally in
the more recent editions of documenta, which she is
researching. Or Dorothee, recalling the joy, the scopic
and intellectugbuissanci there could be such a
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d is for documenta:
Institutional 1dentity
for a periodic exhibition
by Kathryn M. Floyd

Every five summers, Kassel, Germany is coverid typical boundaries in a display of global art spread
over with signs and advertisements for what is billedut not only across the city, but also across the{globe.
as the most significant periodic exhibition of contem . - . - -
porary art: documenta. [fig. 1] The publicity for the N;ﬁ‘*" el Q@W-“ S0P f o
thirteenth edition in summer 2012 managed to o M o
attract over 905,000 visitors to this small Hessen cfi*

Y
where they viewed hundreds of works by 194 globa.*l'l-":wb ﬁ‘“ i @fﬂtﬂ

o . . \ \
artists in ten venues and additional public spaces. gﬁuﬁ“ » L ,xt“dt
Organizers dubbed the unassuming branding devic™ _ s¢® “k"’“ y“#o% o dol‘-"'"ﬁ
commissioned for this enormous blockbuster a - p O ﬂwi‘“ﬂ‘ ) o
Onon-logo.O Instead of producing a unique signet (e @ g \

. .. . p At hl;_‘l-% -ﬁﬁ
single wordmark to distinguish the event from its e i

A
twelve predecessors, the Milan-based firm Leftloft M"“ﬂ : o pe®
developed a Ovisual grammarO for writing the nam A o M . Jf‘ﬂ“hﬁﬁ
an infinite variety of typefaces. The rules dictated tl g% :ﬁ‘-’hﬁm M;F W e .-.-.i'llm 2
the name be written with Oa lowercase OdO while the - B - -
rest of the letters will all be uppercase and followed  LeftloftOs non-logo also suggested the nature and
by the number thirteen in bracketJ.Re resulting history of the documenta institution, itself a Ogram
wordmarks including those used for official publicamarO whose regularized five-year cycle, location, and
tions and signage [fig. 2], convey&CUMENTA focus on contemporary art are rewritten with fresh
(13)0s Opluralist, imaginative, and cumulative® chaesdership and artistic content twice a decade. The
ter, and required Oactive engagement, attention, ardeaign also acknowledged the seriesO history by
certain amount of extra time on the keybo&™h  maintaining the lowercase OdO from the wordmark for
challenging, inexhaustible, and flexible functionalitythe inaugural 1955 edition, a groundbreaking survey
mirrored the exhibitionOs enormity, which explodedof international modern art. documentaOs original
logotype, the name of the exhibition simply lettered
in a form of Azkidenz Grotesk, appeared on the
catalogue cover and publicity materials, like the
official poster whose only image was a large letter Od.O
[fig. 3] Variations on this modernist wordmark,
especially with the lowercase Od,0 have become
standard elements in the branding of documentaOs
subsequent editions from the secdodumenia
1959 to this year@scumenta JAnd whilelOCU
MENTA (18)s insistence on typographical diversity
might seem a richer celebration of the series® multi
plicity in comparison to the original logo, the austere
1955 design nevertheless embodies a complexity and
flexibility beneath its simple surface. Like the first
documenitself, an enormous survey of modern art
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from 1905 and 1945 that was displayed in a ruined porary art, cultural tourism, and urban renéwal.
but rehabilitated museum, this wordmark drew Kassel artist, designer, educator, and documenta
together threads of a postwar conversation about founder Arnold Bode (1900-1977) tied these political,
aesthetics and ideology, style and commaodity cultuegonomic, artistic, and historical threads together. His
nationalism and internationalism, and history and concept for an ambitious international exhibition of
progress in a single, multi-coded sign. Informed by it@dern art that would rehabilitate the art historical
1950s context, documentaOs first logo also proved gast, make a significant statement about GermanyQOs
highly adaptable framework, a grammar even, for postwar return to the sphere of international modern
marketing this periodic exhibition into the future.  art, and rejuvenate KasselOs local economy, provided
the final spark.

documenta

TN 6. 7.-18.9. 1958

I'art du vinglikme sibcle
sapasition inlersalionale kassel
musée Iridericiansm

twenlioth century arl
intaraational exhibition kassal
musesm [ridericianom

I"arte del novecenln
espasizione Inlernazionale kassel
mesen fridericianum

lighich gedlinnl van 10 = 22 ?;l

documenta 1955: event as design

A number of forces shaped the fdstument&low a Bode, a Kassel native, former Kassel Kunstakad
well-told story, the history of this recurring exhibitioemie student, and member of the Kassel Secession,
finds its origins in a city reduced to rubble in 1943 taught painting in Berlin before his career was cut
[fig. 4] and in postwar West GermanyOs subsequersthort by the events of 1933 and he returned to
struggle with a difficult past and the promise of a Kassel. With the help of his brother, architect Paul
OmiraculousO new econdy.Walter Grasskamp  Bode, he took on OanonymousO work designing
importantly articulated, the firdbcumentaas also  packaging, furniture, and exhibits for trade shows and
bound up with the rescue and repurposing of the industrial exhibitsThese modern displays however,
international avant-garde, which had been denigrat@aare not his first exposure to the world of innovative
expelled, and destroyed by the Nazis beginning in tiehibition design. He helped organize three contem
1930s? documentaOs nascent periodic formatNit is porary art exhibitions in Kassel in the 1920s and
likely that its founders intended a kind of series fromttended the Paris Exposition in 1937. After the war,
the startNwas, like all recurring exhibitions, originallye visited the Venice Biennale and the influential 1953
born from nineteenth-century displays of mastery Picasso exhibition in MilanOs ruined Palazzo Reale
and progress, such as academy salons, worldOs faivere paintings such @sernicél937) projected out

and universal expositions, that have now evolved irftom the walls on systems of metal wires and

the many biennials that drive innovation in contem scaffolding’
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These events and experiences coalesced in hi®rganized a half-century of modern art to create an
1954 concept for a postwar Ogro8e internationale ideal, international art historical genealogy that linked
AusstellungO (large international exhibition) of postwar modernism to its prewar antecedents.
modern art!® Organized by a self-appointed local Approximately 600 works from Great Britain, France,
committee, sponsored by the city of Kassel, the staltaly, the Netherlands, Germany, and the US by
of Hessen, and the federal government, and sup Expressionists, Cubists, Futurists, and Constructivists
ported by international art dealers and German  like Kandinsky, Picasso, Matisse, and Arp hung
corporate sponsors, documenta, unlike the Venice together with recent work by Baumeister, Moore,
Biennale, harmonized its diverse contents through Winter, Vedova, and others. Social realism and Berlin
aesthetic and formal concepts, rather than by natioBalda, along with styles linked to political radicalism
affiliations or art historical movements. The first  or totalitarianism, were omitted. Instead, through
documentia fact comprised a wide constellation of visual juxtaposition and formal correspondence, the
synthesizing approaches and arguments about uniti955documentawrote the contemporary modern
and connectivity across traditional borders of art, ists of the present moment not as offspring of the
politics, and culture that fit the countryOs new immediate (and fascist) past, but of the international
democratic and capitalist interests. prewar avant-garde. They therefore reauthored

GermanyOs relationship to progressive art, part of a

TheBundesgartenscfideral Garden Show), broader postwar effort to fashion a Ousable past.O
a trade show slated for Kassel in summer 1955,  This narrative idealized the 1920s and the Weimar
provided the immediate impetus for carrying out  Republic as the real precursors to the Federal Republic
BodeOs idea. Like documevttich would become its and its Oeconomic miracle.O Totalitarianism was a
pendantthe BuGaalso linked aesthetics to practical tragic detour on the nationOs true evolution to
aims through its focus on landscape design, herticldlemocrac{documen@s display of modern art
ture, and urban revitalizati&rin 1954, Bode used  signified freedom, individuality, and universality and
the upcoming event to pitch local officials on the idesignaled the desire to return to its rightful place in the
of a parallel exhibition that would advance similar fold of OWesternO culture.
goals through the fine arts. The fitstumentaould
join the ideal with the functional, as well as the The committeeOs selection of artworks that
historical with the contemporary, by creating some embodied these ideals and goals began with art
thing OusefulO out of the histories and forms of  historian and committee member Werner Haftmann
modern art. It fulfilled, in BodeOs words, Ourgently (1912D1999), whodRainting in the Twentieth-Century
necessaryO (Odringend nstigO) local, national, and1954) became the committeeOs unofficial-guide
international goals, focused on creating connectionbook?” Haftmann, and the group, especially favored
among individuals, geographies, histories, and the elementary, concrete, OuniversalO languages of
nations. The event was to be Ofor artists, to creategeometric and lyrical abstraction, autonomous art
closer contact with foreign culture; for the state of whose Onew critical relationship to visible reality,O in
Hessen, to emphasize the regional significance of tHaftmannOs words, embodied the complexities of the
Garden Show; for the federal government, becausdong modern epoch. The styles of Oour timeO were no
the idea of a common European art as a sign of thdonger shackled by fixed, visually mimetic relation
pan-European movement can prove to be a unifyinghips to objectivity or Otruth,O associations perverted
force.® But while it began as an accompaniment, by totalitarian af Thus loosened, modern artOs
documenta soon surpassed this role. Its curatorial independence and subjectivity made it universally
program, unigue design, and rare convergence of human, a common language to connect artists across
Ohigh-qualityO wdfkesventually attracted over national and cultural boundaries. Even if they refused
130,000 visitory. to replicate their world mimetically, works like Oskar

SchlemmerQaiiet Roo(1925), Max Bill®snstruction

BodeOs team of artists, art historians, critics, (1937), and Henry MooréQsg and Que@853)
businessmen, and city leaders established under thexpressed a new kind of OtruthO as the material
name The Society for Twentieth-century Western documents of the modeiveltanschauung.

Art, worked quickly and efficiently to carry out this

ambitious plai.They separated specialized tasks, The firstdocumen(@s exhibition design also
from curatorial work to financial and logistical laborsnpanifested similar unifying strategies by colliding
like a modern corporation. A Ostudy groupO devisearchitectural elements from a liberal historical

the firstdocumentaitionOs theme and content. Theynoment with those of the postwar era. Contempo
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rary materials suggesting capitalist innovation but Kassel, a central railroad hub now near the border
resurrected the Enlightenment-era Museum Frideriwith East Germany, had never been a real draw for
cianum, designed by Simon Louis du Ry (1726-179%)e cultural travelednlike Berlin or Munich, it
for Landgrave Friedrich 110s (1720-1785) cabinets. seemed to lack distinct artistic and cultural traditions,
Opened in 1779 as the first purpose-built public  an assumption Bode used to the showOs advantage. It
museum, it served this function until 1943 when therefore became necessary for planners to motivate
bombs devastated its evacuated galféiedeOs visitors to consider the city a true destination, not just
team partially reconstructed the museumOs shell, a stopover.
whitewashed its brick interior, and hung the space
with colorful, temporary wallboard and translucent documentaquired a promotional identity that
plastic sheeting provided by GSppinger plastics andynthesized its broad concepts and unifying aims. It
other businesses with which Bode had been con should signify progressive content, but also imbue its
nected through his wartime design wark. new narratives and innovative forms with prestige
and authority. Most of all, it had to detumenta
In the museumOs attic, photographs of moderrégtart from similar exhibitions without repelling
architecture by Walter Gropius, Ludwig Mies van defisitors who might still be unsure of modern art.
Rohe, Frank Lloyd Wright, and others served as th&Vhile the international names OEuropaO and OEuro
first documen@s OepilogueO and depicted the usefpean Art of the Twentieth CenturyO were initial ideas
application of the abstract forms expressed in the for a title, the committee soon turned to BodeOs
paintings and sculptures bef3\But despite BodeOs unique solution OdocumentaO and shunted OArt of the
career, which engaged both fine and applied arts, tfisentieth CenturyO into a subtifl@he choice of a
display was the only specific exhibit of modern desigjstinct proper name established OdocumentaO as a
at the show. The first editionddcumentid not true brand, not just an exhibition title. It possessed a
incorporate the applied arts, a history in which flexible, adaptable quality and sounded historical and
Germany had played a key role in the twentieth  modern, German and universal, cultural and capitalist
century. Examples of Bauhaus housewares, de Stijall at once. And, when expressed in a modernist
furniture, or Swiss graphic design, for example, wetgpeface, it resonated with both fine art and-com
not, despite their centrality to modernism and the modity culture and signifiethcumen@s status as
historical avant-garde, staged as objects of displayOgood designO as a logo befitting a useful, efficient,
Insteaddocumentaerely evoked these histories high-quality, and ultimately reproducible event.
through the abstract forms of its paintings and
sculptures, or the inclusion of specific artists, with documenta: name as logo
which they were closely associated. Modern desigrdatumentaOs proper name derived from the nemina
the firstdocumeniastead remained firmly ensconcetive plural of the Latidocumentuftomdocerelto
in its functional roles as exhibition hardware, cafZ teachQ) and suggested a variety of useful documents,
furniture, catalogues, signage, and other ephemereaofficial papers, archival materials, and objective
evidence. Tied to classical education and the-OWest
But from the broadest perspective, the unifyingern tradition,O the Latin origin lent prestige, quality,
principles and connective strategies of the entire  and authority to the showOs reframing of modernism.
documengmterprise might in fact define the event akike visual abstraction, Latin also signified interna
a monumental example of German design. Like a tional ties and a shared language, history, and values.
Bauhaus teapot or a mid-century Okidney table® And, when written out, the name expressed an
(ONierentischO), the exhibition harnessed abstractanti-nationalistic attitude; while Odocumenta®
forms to produce something useful beyond the sounded like the Germ&@uokumentglocuments), the
circumscribed world of fine art. Its lofty educationalyord had in fact been stripped of its national
political, and cultural goals and its advancement of characteristics by shifting the German OkO to the
unity and universalism were one useful aim. ©rganLatinate Oc,0 and the plural OeO to Oa.0
izers also tasked the event with tangible urban
progress. Just as the itinerant Garden Show-gener The name declared the exhibition a showcase of
ated jobs, tourist monies, and permanent green  key documents and examples, not arbitrary, minor, or
spaces when staged in cities like Hanover (1951), thecal specimens of modern art. Haftmann and Bode
first documentaccelerated efforts to rehabilitate celebrated creative freedom, but like other art
Kassel. The exhibition also sought to improve Kasseibsrians, understood individual expression as
cultural standing. German tourism was on the rise, embodying or OdocumentingO an artistOs modern
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world. As Haftmann wrote, OThe profoundly revoluthe back of the exhibition catalogdecumentaved
tionary developments in painting, which set in aboutnuch of its success to these industries to which Bode
1890, cannot be viewed apart from modern mankindad become connected through his earlier design
as a whole, whose situation they illustPatedn work?” This experience no doubt helped him
versely, Nazis like Alfred Rosenberg exhibited understand the power of coherent corporate
modernism as material evidence of the corruption dflentities. In the burgeoning economy, a businessOs
German culture during the Third Reich. Displayed imeed for a cohesive persona was a cornerstone of the
Ochambers of horrorO like the T8Fenerate Art  growing profession of marketing. As companies
exhibition, modern artOs expressive forms becameexpanded into multinational corporations or global
OproofO of the diseased elements infiltrating pure conglomerates associated with multiple products,
German culture. Articles and announcements for diverse services, and far-flung locations, they required
these exhibitions used the term ODokumenteO or identities that fused their expansive structures.
OKulturdokumente,O not OKunstO (art), to describénstitutional characteristics were communicated
work deemed Jewish, Bolshevik, or foréi@ulocu  through distinct brand names and integrated
mentaO subtly rehabilitated this term, reauthoring promotional programs of coordinated logos, word
formerly OdegenerateO art into legitimate cultural marks, signets, and typefaces. Multinational cerpora
history. tions located themselves not in specific spaces like a
local storefront or factory building, but in a flexible,
ODocumentationO also described an open  transportable, reproducible and, perhaps ideally,
category. With no limit to the themes, narratives, orubiquitous set of images and concepts. With the need
concepts a document can record, the title provided @ndefine unified corporate identities from diffuse
infinitely adaptable framework that might summarizpractices and products, the professional graphic
a variety of modern styles, artists, and subjects undesigner who could conceptualize and construct
its moniker. But this flexible, streamlined descriptormemorable, unified branding schemes became an
also readied the exhibition for potential reproductiomssential figure.
like so many modern products entering the growing
West Germany market. In fact, OdocumentaO could documentsad much in common with the
have been the name of a mass-produced commoditgodern corporation, from its organizational structure
or international corporation. With its hard conso  to its negotiations with industry and government
nants and final OaO ending, it emulated the brand agencies to its merging of local economic and cultural
names of household goods, appliances, and buildirgncerns with a global purview. The 8&umenta
materials, like ORecta-FormO or Oabsfata 0aO team instrumentalized high-quality OcommoditiesO
ending, popular in the 1920s and 1930s, and again {artworks) for their cause and merged a diverse range
the 1950s, was related to the modern practice of of OproductsO (the artists, styles, and histories) under
acronymy often used to fashion company names, a common concept. Just as the installation was
many of which ended in OAG@\ktiengesellsch@ft organized under harmonious aesthetiosumenis
public corporation)Jfg for example, began as (the branding scheme had to summarize its complexities
Latinate)UniversunAIim AG. Trade show names into an attractive, meaningful identity. The planners
often ending with OAusstellungO (exhibition) were chose to harness the impact of the showOs flexible,
similarly constructed. CologneOs P9@8séinterna  multivalent title, which they formed into an equally
tionale Presse-AusstelimatgGraphische Fachausstélinctional logo.
lung for the 1930s Swiss printing fairs, @odstructa
the 1951 Hanover Building Exhibition where Bode documenta: text as image
designed the display for the fikorrektaare just The full meaning of OdocumentaO can be understood
three example®.The German habit of contracting only when the word is visualized. The organizing
words also produced a-endings; Leitz camera becatoenmittee therefore selected a textual wordmark as
OLeicaO aRdndesgartensdftiae Federal Garden  the exhibitionOs logo. The typographic design and
Show)BuGaThe creation of new words to brand copublicity program, by Bode, Heinz Nickel, and Ernst
porations, products, and events underscored theseSchuh, all colleagues at the Kad§¥sekakademie,
businessesO innovative qualities. underscored, but also expanded, the wordOs many
associations. A condensed, bold version of the
The names and trademarks of the istumen  Akzidenz Grotesk typeface, it spelled out the name in
taOs corporate sponsors like G3ppinger plastics, lowercase characters and was used on letterhead,
Eternit AG, and Siemens-Schuckertwerke appearegasters, signs, brochures, tickets, and other publicity
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materials. Records reveal almost nothing about theword-image cleverly produced an economic, tauto
design teamOs deliberations about the logo itself ofogical (therefore modernist) visual identity: a
their plans for its use. But to understand the choicetext-based logo that signified what is usually textualN
one might consider conventional solutions they a Odocument.O This literalizing design choice also
bypassed, in particular the use of pictographic affirmed the showOs titular description of itself as
symbols or visual imagery. truthful, material, and OrealO and maintained the
nameOQs flexibility as a reproducible framework by
Images associated with place have long been refusing to associate it with specific stylistic content.
employed to promote large fairs or international ~ The wordmark allowed documenta to be defined and
exhibitions; they ground ephemeral events in their redefined, produced and endlessly reproduced in a
locations and reveal the tourism and urban developfunctional and efficient manner.
ment motivations so often behind event organization.
VeniceOs winged lion of St. Mark has been the signet The official 1958ocumeniaoster illustrates the
for the Biennale since 1895. The fistumentss logoOs typical use. Composed on a grid, the composi
designers, however, eschewed local icons, selectintipn features a large lowercase OdO in bright blue that
for example, neither images of the famous Farnestfills the left half of the sheetOs white field. The full
Hercules monument that overlooks the city from  wordmark appears at top right, in smaller black text.
KasselOs Bergpark, nor images of documentaOs nBeéfow, the subtitle is repeated in French, English, and
venue, the Museum Fridericianum. The symbol of thalian in an unjustified column ranged right. It also
powerful hero at rest might have been too politicallyappears (or perhaps disappears?) in German within
or historically suggestive. Similarly, the neoclassicahe large initialOs bowl and ascender. Posters were
museum, while its status as a provisional ruin becapmmted with blue, red, or yellow OdOs, expressing the
a significant elementithinthe exhibition design primary colors. Meeting minutes reveal that the
itself, might have signified only the past, not continicommittee, working with a limited budget, chose
ity with the present. Most important, for interna  two-color printing over four-color to reduce costs. A
tional audiences with whom organizers hoped to  June 22, 1955 invoice from a local printer shows that
communicate, the FridericianumOs image, like the difp0 OdO posters (200 yellow, 300 blue, and 500 red)
itself, was unremarkable and essentially unknown. on heavy 84 x 199 cm paper cost a very reasonable
Kassel was no Paris or Berlin. Bode, however, 675 DM?°
embraced this undefined, peripheral status, writing in
1954: The wordmarkOs typeface clearly recalled prewar
progressive art and design, especially the Weimar-era
Kassel lies in a border zone. [It] was totally  International Constructivists who embraced geomet
destroyed and is actively rebuilding. It can ric shapes, primary colors, and economic elements like
be an example thirty kilometers from the bordesans serif typeface. Prewar designers employed or
[with the Iron Curtain] E Kassel is not burdenedieveloped modern fonts like Akzidenz Grotesk or
by artist groups and political-artistic linkages E Futura (Paul RennerQOs typeface and another ObrandO
Kassel doesnOt want to build on old traditions Ending in Oa0) to produce and communicate effi
but rather wants to create E a new living ciency, rationality, and universalism. Jan Tschichold
tradition, whose basic idea is E expandable. famously argued in his treafidee New Typography
(1928) that type and design must represent its time
The logo designersO decision to forego all and culturé® For the technologically driven modern
pictographic imagery, whether realistic symbols or era, he advocated efficient, sans serif typefaces for
abstract motifs, may seem odd for an event that Roman letters, rather than ornamented national

asserted visual artOs power. Bidaamens scripts like the gothic German Fraklater revived
celebration of the international and universal, imagdry the Nazis) to communicate legibly across national
might have inadvertently advanced one style, borders. To further economize and universalize,

movement, or media over another. In the wake of Tschichold also encouraged the exclusive use of
German fascism, which had relied deeply on visualmajuscule or minuscule characters and the rejection
symbols that identified absolute power or absolute of national idiosyncrasies, like the German practice of
powerlessness, emblematic imagery of any kind migapitalizing a nounOs first Iétter.

have simply proved too problematic. Whether the

committee considered such issues can only be The typeface Akzidenz Grotesk, while first
surmised. What is certain is that their selection of acreated in Germany in 1896 for commeréikkidenz
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printing in the 1920s and 1930s, was similarly praisptbducts vaguely evoking an idealized notion of

as clean and efficient, but not excessively austere. puikwar liberalisi#. The history of the BauhausOs
Futura, it was associated with the avant-garde, alternative educational program, radical politics, and
although not exclusively. It appeared in Wassily  revolutionary architecture and design were smoothed
KandinskyOs 1913 book of woodbigISnge over into a simplified notion focused primarily on the
(Soundsand Theo Van DoesburgOs 1920s ads for schoolOs renowned fine, rather than applied, artists,
Fagus Shoes. However, it was most closely tied to like Kandinsky and Klee, whose autonomous and
iconic Swiss designer Max Bill who studied at the free-flowing abstract forms became the forerunners
Bauhaus in the late 1920s before moving to Zurich.of contemporary abstract painting but also inspired
He used the typeface continuously from the 1920s popular midcentury design like West GermanyOs
into the 1950s. Incidentally, in 1955, the year he wasendyNierentisotkidney table) style, an organic look
selected to lead the Ulm design school, BillOs geomamed for the rounded furniture and affordable

ric sculptures, not his design work, were exhibited gilastic objects it producéd.

documentfig. 4]

The manifestation afocuments logo, in
particular its initial letter OdO in exhibition epheme
further emphasized connections to prewar move
ments like International Constructivism and its
institutions, like the German Bauhaus. [fig. 5] Desp
the significant differences between the two typefac
one canOt help but note, for example, the strong vi
resonances between the filscumen@s poster and
Herbert BayerOs proposal for a OuniversalO letteri
system for the Bauhaus as published in 1926 in th
journalOffsetBook and Advertising Atarge red
letter OdO is presented next to the smaller, comple
alphabet as an example of the Ooptical effects® o
ing up BayerOs rounded lowercase letters. [fig. 6]
While Bode, Haftmann, and tthecumentaam
remained committed to notions of Ofine artO and
omitted such examples of prewar modernist graphi
and industrial design by Bauhaus practitioners and
others from the exhibition itself, their concepts and
goals nevertheless paralleled the BauhausOs use
abstraction to advance ideals like social harmony
universalism, as well as utilitarian applications in
education and industry. The important early history  International Style graphic design, often identi
of modernist design was indeed present at the fied with Switzerland, the home of so many of its
exhibition, but it remained tethered to its utilitarian famous practitioners, was, like Mierentisdnend,
duties instead of being transformed into a museal another midcentury mode derived from prewa#f‘art.
object. It shared witiNierentisdks roots in Constructivism

and the Bauhaus, but was not so much a new

While the teamOs Akzidenz Grotesk wordmarkinterpretation inspired by these forerunners, but
and its use in publicity materials conjured up the instead a direct and continuous reformulation of
history of the Bauhaus, closed in 1933 by the Nazisarlier practices. The movement retained many of its
for its radical politics, not, as is sometimes assumeprewar formal principles, and the careers of some
for its streamlined modernist aesthetics, both the artists like Max Bill actually bridged the gap between
documentago and its Constructivist associations the pre- and postwar worlds. Their designs took from
were also entirely Oon trendO in 1955. By the 1950grewar Constructivism an emphasis on rational, spare
the Bauhaus, as a concept, had been stripped of it€ompositions defined by a grid and a legible informa
revolutionary affiliations and troubled history, and tional aesthetic that, although sparse and clean, was
had been rewritten as a style or ObrandO that signifiexer as austere as some of the early twentieth-cen
innovative, sophisticated design and high-quality tury examples that inspired them. The differences, in

documenta

Eunst des XX. Jahrhunderts

15 Issue 33 /June 2017



d is for documenta The documenta Issue

fact, are quite subtle. International Style designers colors, and typefaces connoted a universality that
often used imagery, like photographs or arrange  showcased the corporationOs global purview and
ments of abstract shapes that were, like constructivisbad appeal. Most important, the clean logos, simple
posters and book covers, often asymmetrical and designs, and coordinated materials for diverse and
included elementary colors and forms. Internationarowing companies like Deutsche Bank, Philips, Geigy,
Style designers also regularly chose Akzidenz Grotaes# others, expressed the notion that these-enor
and other sans serif fonts, but articulated their mous, complex organizations were at their core
typographic elements with less geometric rigidity. universally relevant, coherent, and reliable. The
minimal aesthetic masked their complex, diffuse
Gradually, modernist styles became associatedystems that in later decades would only grow in
more with the principles of so-called Ogood designécale.
and efficient, innovative industry than with the
radical avant-garde or revolutionary Marxist and Thedocumentago and design program, like the
Communist origins from which they once sprang. Tleshibition itself, served to create another bridge
process of de-politicization reached its apex in the between a liberal prewar Germany and the postwar
postwar period, where modernismOs neutrality andpresent. This linkage is achieved through a kind of
simplicity were instrumentalized by the eraOs growihouble-coding embodied in the wordmark and its
consumerist and corporate culture. Nierentisch ~ manifestation. On the one hand, it could be read as a
the new graphic design retained a vague anti-fasciseference to Weimar-era German design, suggesting a
characterNthe memory of its suppression by totalitaEonstructivist or Bauhaus example chronologically
ian forces lent it this qualityNbut its sense of-Ofree aligned with the paintings and sculptures on display.
domO became more connected to the innovations &¥hile functional design was not showdagumenta
the open market and the unfettered growth of 1955, the poster, so similar in style to Bauhaus
international corporate cultufe. examples, stood in for this omission while fulfilling its
job as a utilitarian Odocument.O On the other hand,
the design program could also be read as an example
of current midcentury International Style graphic
design, a mode closely linked to postwar commerce
and industry, in particular to international corporate
culture. Perhaps the fidbcumenis greatest

abcdefghi
JKImnopqr

STUVUJ)CHZ achievement, summarized in its name and logo, was
| o Wi = not its lofty ideals of unification and harmony across
T frsar=a artistic, historical, or political borders, but the way it
reauthored avant-garde art, design, and visual culture,
__STUH" blond and in the process authored itself, as relevant, useful,

! - i S e
and necessary in the postwar present. The exhibition

proposed that modernism should not only be
understood for its own sake, but that it might find
value as a Ousable pastO with contemporaryapplica

Most important, International Style design tions not only for young artists, but also for postwar
became a significant force not only for postwar advarban renewal, cultural politics, consumer culture,
tising campaigns, but also for creating unified and international industry.

Ocorporate identity programsO for large international

concerns and conglomerates. The International Styt®nclusions: logo as institution

and its principles signified everything these organizaeriodic exhibitions like documenta and other

tions wished to communicate about themselves, contemporary art biennials are by definition diffuse,
especially that their products and services were  yet permanent institutions. Held together by their
advanced, fashionable, and high quality. The use o©grammarsO or frameworks, not their complex or
progressive but also historically tried and true formsliverse contents, they are defined by their fundamen
expressed that their innovations were stable and tal linking of the past to the present and future in a
trustworthy. The spare economic style centered  chain of unique but connected events. Unlike
mainly on text, basic geometry, and often photo  museums and other art institutions, their Operma
graphs conveyed a sense of the literal, the objectivegntO identities are embodied in their histories,

the truthful, and the legible. Elementary shapes, temporal structures, and traditional frameworks,
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rather than in fixed architectural structures, organizability that documentaNname, logo, event, and
tional hierarchies, or aesthetic concerns, which areinstitutionNembodies.

often ephemeral or unstable. The origie@umenta

logo, and the OgrammarO of the lowercase OdO are one

small, yet impactful element that creates a kind of Notes _ _
. S K P2 . oL . 1 From http://www.leftloft.com/project/2207/documenta-13-iden
visual OlocationO and institutional continuity, and iy, accessed 05112013,

therefore ongoing identity, for documenta. Its 2 Leftloft describes their work for documenta thusly: OFor the 13th

: : edition, curated by Carolyn Christov-Bakargiev and devoted to the theme
simultaneous evocation of these fundamental OCollapse & recovery,O our work was driven by one certainty: when it has to do

characteristics of the periodic exhibition reveals theuith the art, the design must be able to step aside and become a transparent
complexity beneath its seeming simplicity. container that enhances the content. We did not build a visual identity, but an
analytical grammar that describes the project and structures it as an invisible
. skeleton.O See http://www.leftloft.com/case-study/documenta-13. Accessed
Contemporary art, which documenta now 03.01.2017.

H 3 From an April 19, 2010 press release from the documenta organiza
purports to survey every five years through the BYES | vailable at w13 documenta.de.

of a new artistic director and curatorial team, is a 4 dOCUMENTA(1yoduced smaller exhibitions, talks, and workshops
constantly changing Category driven to constant in Canada, Egypt, and AfghanistandS&JMENTA (13) Das Begleitbuch/The

S : - . UNT Guidebodkatalogue 3/3), Hatje Cantz, Ostfildern, 2012.
OinnovationO by the fOfCES Of neollberal Capltallsm 5 There are many historical analyses of documentaOs origins and history,

that make up the OglobalO art market. documenta Bndhe best comprehensive historglotumentamains Harald Kimpel,

indi ihiti i documenta: Mythos und Wirkli¢Bk&gne: DuMont, 1997). Another excellent
other peI’IOdIC exhibitions in many ways represent history can be found in lan Wallace, OThe First documenta, 19550 in

themselves as hollow vessels in this system, cyclicaliyumenTa (13) The Book of Batkisgue 1/3), Hatje Cantz, Ostiidern,
filled, emptied, and refilled, with the newest contenl@lZ-GW tor Grasskamn. 660 A and b - Modern

. . alter Grasskamp, egenerate ArtO and Documenta |: Modernism
that _e_merge and enter its networks. The flexible Ostracized and DisarmedO in Daniel J. Sherman and Irit Rogifisedsn,
S|gn|f|er of the documenta name and Iogo, too, Culture: Histories, Discourses, Spbictiaelesity of Minnesota Press,

appear as a kind of blank slate, underscoring the ~Minneapolis, 1994, pp. 1630194. _ .
. L. ~ . 7 Althoughdocument55 diverged significantly from the nationalist
institutionOs seIf—lmage as a stable framework for and imperialist frameworks upon which earlier biennials were based (most

infinitely unstable contents; in later years Bode aptlgtably, its rejection of nation-based categories), the recurring format,

: ~ mally established in 1959datcumenta biut which many experts believe
described documenta as a OMuseum of 100 Days. as Bode and the committeeOs intention from the start, is often linked to

The wordmark maintains both the wordOs (and the these eighteenth- and nineteenth-century forms that purported to visualize
institutionf)s) presence and materiality, while conseig materialize historical positivism and cultural progress. There are numerous

. di flexibili hat i hat d sources on the biennial format. See, for example Filipovic, EleHaeet al,
Ing an unending Tiexioi Ity that insures that eocu Biennial Readdatje Cantz and Bergen: Bergen Kunsthalle, Ostfildern, 2010.

menta remains ever Oexpandable.O In this way, like alls For more on Amold Bode see Marianne Heinreid Bode

: R N 0-1977): Leben und Wetdatliche Museen, Kassel, 2000.
gOOd deSIQn’ it can be produced and mUItIp“ed’ maﬂ%) 9 Photographs by Magnum photographer Rene Burr’ of the 1953 Milan

and remade, defined and redefined, endlessly, andsidw provide vivid evidence for the influence of the exhibitidocumenta
an efficient, functional way. 1985.
10 Anonymous, untitled publicity piece dated February 14, 1955,
~ . dgcumenta Archiv, documenta 1, Mappe 8.
Over the decades, documentaOs lowercase OdO 11 For more on the German Federal Garden Shows see Chapter 2 of

has repeatedly served as a site for the expression f«drew Theokasrounds for Review: The Garden Festival in Urban Planning and

K ~ . .. esignOxford University Press, Liverpool, 2004, pp. 28-95.
the seriesO Janus-faced embodiment of tradition ands 12 OSie wird aber immer ntiger: fYr die KYnstler, damit fYr sie der

innovation; some documenta curators have p|ayed Smtakt mit dem Ausland immer enger wird, fYr das Land Hessen, um die

. . . . . Yberlokale Bedeutung der Gartenschau zu unterstreichen, fYr den Bund, weil
Its hIStOI’y, while others have Overtly reject@dmt. der Gedanke einer gemeinsamen europSischen Kunst im Zeichen der

either case, its influence looms large as a framewotkiropa-Bewegung einende Kraft beweisen kann.O The original text of the

to be reckoned With one Way or another ThiS yearég-called OBode Plan0d is found in the documenta Archiv, documenta 1, Mappe
) 8, but there are various drafts and related exposZs in the files. The text (and

documenta Will maintain the lowercase OdO in its discussion about the Bode Plan) can also be found in Heiner Georgsdorf, ed.
design program and promotional material. But unlik&nold Bode: Schriften und GesBr&®e&iebenhaar, Berlin, 2007, pp. 50-55.

: [y : 13 The word@ualit3D appears numerous times in various exposZs and
many previous documenta curators, Artistic DIreCtoorrganizational materials fdocumenta855 and 1959. The idea of bringing

Adam Szymczyk has selected a visual image, the @¥drtant works of art by well-known artists to Kassel was a cornerstone of

of Athena, to be the primary identifier of the show. the committeeOs plans. . o
. 14 See Roger M. Buergel, OThe Origids€hine in Motion: 50 Jahre/
documenta Malready breakmg throth some of Years documerichael Glasmeier and Karin Stengel, eds., Steidl, GSttingen,

documentaOs other traditional structures and histogioos, p. 171.

cal boundaries: for the first time the exhibition will b 15 An undated report about the exhibition, completed after the close of
! (%cumen@SS explicitly notes the importance of teamwork and collaboration

Osplit in twdCGand will take plage in partly overlap  that might not have been overtly apparent: ODer Plan der Ausstellung, der
ping time frames in two citiesNKassel and Athens, Entwurf und die Bauleitung des Innenausbaus ist von Arnold Bode. Hier aber

- . z . Ilte ausdrYcklich gesagt sein, dass die ODocumentad ein echtes Team-work
8
GreeCé' But even these OinnovationsO will no dou@iwesen ist, und dass die selbstlose und unermYdliche Mitarbeit aller

be subsumed into the constellations of historical Beteiligten uneriSsslich fYr das Gelingen war, auch wo sie nach aussen nicht in
Continuity endless multiplicity and constant eX_pan&rscheinung trat.O See report in Documenta Archiv, documenta 1, Mappe 8.
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16 The literature on postwar GermanyOs negotiation of the past is vast. 35 For a discussion of the neutering of the revolutionary power of
For a recent survey of these issues in art, see Stephanie Bariidre &rabf  prewar modernist typography and graphic design in the postwar period, see
Two Germanys: Cold War CidangsN. Abrams, New York, 2009. Johanna DruckerOs discussion of Othe demise of typographic experimentO in
17 Originally published as Werner Haftmanalerei im 20. Jahrhundertsvhich she describes how innovative typography became Owell-behaved
(2 vols.), Prestel, Munich, 1954. Citations here refer to the 1965 English  elements of the corporate machine, and the advertising profession became a
edition. Werner Haftman®ainting in the Twentieth Cetrtamgl. Ralph most efficient partner in the business of promoting consumption as an effect
Manheim, Praeger, New York and Washington, 1965. of seamless images and a smoothly functioning ideological apparatus.O See
18 Haftmann, vol. 2, 8-13. The team used Oder Kunst unserer ZeitO GiheckerThe Visible Word: Experimental Typography and Modern Artp1909-1923
art of our time), OStil unserer EpocheO (style of our epoch), and OKunst d245.
GegenwartO (art of the present or Ocontemporary artO) interchangeably to 36 For a short survey of the different identity programs for documenta
describe the showOs contents. 4-11, see Stefanie Herbst, OMeaning Communicated: Documenta Design
19 James Sheehaviuseums in the German Art World: From the End dfetveeen Convention and Transmission of Valueslive in Motion: 50 Jahre/
Old Regime to the Rise of Modé@rfsnd University Press, Oxford, 2000, pp. Years documemp. Michael Glasmeier and Karin Stengel, eds. pp. 62-65.
36-39. 37 Brian Boucher, ODocumenta 17 Goes to Athens, Splits Self in TwoO
20 For a discussion of documenta as an immersive sensory space, s&g in Amerig®ctober 7, 2014http://www.artinamericamagazine.com/
Charlotte KlonkSpaces of Experience: Art Gallery Interiors from 180@l® 2008ws-features/news/documenta-17-goes-to-athens-splits-self-in-two

University Press, New Haven and London 2009, pp. 173-189. Accessed 4.3.2017.

21 Harald Kimpel and Karin Stengetumenta 1955: Erste Internationale 38 The idea of OsplittingO the usual Kassel summer event into two urban
Kunstausstellung D eine fotografische RekoBditigktibemmen, Bremen, locations (and the expressed ideas of political borders, migration, and the
1995, pp. 138-141. breakdown of center/periphery models of OglobalismO) is also represented in

22 See various letters and texts in documenta Archive, documenta 1the design of thdocumenta Website. A jagged white line dividing a solid
Mappe 8. black field, like a crack, coastline, border, or boundary, is the first image to

23 Werner Haftmann, OPreface to the German Edition,O trans. Ralpemerge when the website opens. See www.documental4.de.
Manheim Painting in the Twentieth Ceiniryl, Praeger, New York, 1965, p.
10.
24 For a detailed history of the Nazi exhibitions of Odegenerate artO see
Christoph Zuschla@Entartete Kunsi@stellungsstrategien im Nazi-Deutschland Captions
Wernersche Verlagsgesellschaft, Worms, 1995. . . . ..
25 As Lutz Jahre writes, names like ONivea,0 OTempo,O or OConstructaé‘- Slgnage in front of the Museum Fridericianum
met the needs of the postwar German economy: Olf you were searching f@h documenta, Kassel, Germany, 1955, Werner-l_enge

forward-looking name, you went with something that sounded internationalf R
It was especially popular to tack om,amhich according to psychologists of Fnann /© doc~um§nta ArChIV,e
language makes a word sound more optimistic to German ears.O See Lutz 2 LeftloftOs Onon-logoO for AOCUMENTA (13),

Jahre, OCurators and Catalogues: In the Documenta Reading Rachiy® in 2012, Courtesy of Leftloft Milan

in Motion: 50 Jahre/Years docunMinteel Glasmeier and Karin Stengel, eds.,
0. 46. 3 Poster for documenta 1955, © documenta

26 Karl Oskar Blase, another designer from Kassel wrote that the naMChive

OConstructaO had thrilled Bode and he always suspected that this influenced H CK‘D~ i i i
Odocumenta.O For more on BodeOs desikprsekinsee Bettina M. Becker, 4 Max Bill nStl’UktIO(’l937) installed in room

OVom anonymen Raumgestalter zum prominenten DesigAendiiBode: 14 Of the_ Museum Fridericianum at documenta 1955,
Leben und Werk (1900-19Wi@)ianne Heinz, ed., pp. 46-53. Erich MYller / © documenta Archive

27 For more on BodeOs relationship to these companies and its
importance to documenta, see Alfred Nemeczek, OArchSologie im documenta- 5 Cover Of the Catalogue fOI‘ documenta 1955' ©

Urgestein B Glanz und Elend des Gr¥ndervaters Amold Badeg@iiBode: documenta Archive

Leben und Werk (1900-193(7,) 14-16. _ ) 6 Herbert Bayer, Design for Universal lettering,
28 OKassel liegt im Zonengrenzgebiet. Kassel war sehr zerstsrt und baut

aktiv wieder auf. Beispielhaft kann es wirken, den Europagedanken in der page 399 fron®ffset. Buch und Werbek]ﬂ%,
Kunst 30 km von der Zonengrenze entfernt der Welt ins Bewusstsein zu ruB@auhaus-Archiv Berlin / © 1926 Artists Rights Society

Kassel ist nicht belastet durch KYnstlerbYnde und politisch-kYnstlerische A
Verflechtungen, die sich stSrend auswirken mYssen. Kassel will nicht an al{éA‘RS)’ New York / VG Bild KunSt’ Bonn

Traditionen anknYpfen, wodurch die Gefahr von Parteienstreit zu befYrchten
ist, sondern mit dieser Ausstellung eine lebendige neue Tradition schaffen,
denn die Grundidee ist B wie angegeben B aus baufShig.O OBode Plan0,
documenta Archive, documenta 1, Mappe 8.

29 Documenta Archive, documenta 1, Mappe 9.

30 See Jan Tschicholthe New Typography: A Handbook for Modern
Designerfniversity of California Press, Berkeley, 1998.

31 Tschichold would also later come to see how these principles of
efficiency and unification might also be used to, as Johanna Drucker writes,
Omask, shield, and conceal many contradictions in texts, images, and
communication more generallyO and could be OdeformedO in service of
OconcealingEthe structures of economic power in corporate, state, and
military production.O See Johanna DruEkerVisible Word: Experimental
Typography and Modern Art, 1909-W@R2rsity of Chicago Press, Chicago
and London, 1994, pp. 244-245.

32 For an overview of the reception of the Bauhaus during and after
World War Il see Rainer Wick, OPreliminary Remarks on the Reception of the
Bauhaus in Germany(éaching at the BauhedisRainer Wick, Hatje Cantz,
Ostfidern-Ruit, 2000, pp. 302-337.

33 See Paul BettOs important analysis of postwar design and the
Nierentisdtyle in hiThe Authority of Everyday Objects: A Cultural History of West
German Industrial Designiversity of California Press, Berkeley, 2004.

34 For a history of International Style design see Richard3wofiss,
Graphic Design: The Origins and Growth of an International Sty|&/al820-1965
University Press, New Haven, 2006.
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Bauhaus /documenta:
Orders of the Present
by Philipp Oswalt

Bauhaus and documenta are both globally attempts to formulate and shape a new beginning
established brands that represent a liberal, cosmopailier a societal collapse (1919/1945). Moreover, both
tan, innovative and modern Germany, a fact acknowtojects see themselves as explicitly non-elitist in
edged far beyond their respective disciplines by a their desire to reach beyond a specialist audience to a
wide international audience. The civilizational wider public. They wish to influence society and in
catastrophe of National Socialism acts as a frame afoing so pursue emancipatory goals, which are also
reference for both of them. It is an important part ofaccompanied by educational ambitions. Furthermore,
our present-day picture of the Bauhaus that it was both projects are based on a curatorial concept, in
closed down by the National Socialists and that a which in each case a temporary artistic director
great number of its protagonists were forced into  develops the overall presentation concept in dialogue
exile. The firsfocumentaowever, builds on this with a council of other creative artists (the Bauhaus
narrative of the avant-garde as a victim of National masters® council or exhibition committees), which
Socialism, because it stands for a return of the art includes a number of heterogeneous and also often
outlawed by the National Socialists. It explicitly renowned artists who enjoy a large degree of
pursued the challenge of contributing, with an artistazitonomy. Finally, both are thus subject to change,
re-education of sorts, to the reconstruction ofa  which ensures their continuous updating and renewal.
liberal democratic society. The Bauhaus plays an While both projects are rooted in locations outside
important role in this educative endeavoitie major cities, in places regarded as provincial, they
works of almost a dozen BauhauslersNstudents asheghi nonetheless have an exceptional international
as teachersNare shown in the first three documentanass appeal with respect to contributing authors and
exhibitiong. Moreover, the iconography of the first reception. Proceeding from these cornerstones, the
documenta exhibition may be interpreted as a parallels between the two projects may be narrowed
scenographic analogy: the staging of the main down to the following four domains:
staircase in the Fridericianum resembled the scene of

the Bauhaus Stairvimyhe painting that Oskar Chaos and Order
Schlemmer had painted to mark the closure of the 1919 and 1945 mark societal watersheds in Germany:
Bauhaus Dessau in 193%so, the typographic the reconstruction of society after the defeat and

designs, such as the lower-case letters and the useollapse of a monarchistic state on the one hand and

modern sans serif fonts, render connections visiblea totalitarian state on the other. In the cultural

The original logo of thdocumenta Aréhsy further projects of Bauhaus and documenta, change and new

more, a variant of the Bauhaus logo of square-trianbeginnings are articulated with great pathos. After

gle-circle in the primary colours red-yellow®blue  the collapse and destruction of the old order, each of

the founding fathef§lWalter Gropius and Arnold

Beyond this connection in a cultural narrative, BodeNseeks to formulate a new world view. During a

the two projects or institutions would appear at firstperiod of confusion and schisms, dis- and re-orienta

glance to be fundamentally different: a school for tion, they seek to create a new social order for the

applied design versus an exhibition series of visualraddern age. These are at any rate the effective

In spite of these differences, this text pursues the founding myths today, even if, especially in the case of

hypothesis that both projects have in some respecttha Bauhaus, and in spite of the avant-garde rhetoric,

quite fundamental kinship, which, first and foremosthere are major continuities and lines of tradition on

governs their role and impact in the societal dis  which the projects build.

course. This kinship becomes obvious in the following

aspects: first, both projects are heroically articulated
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For Walter Gropius, OTileaof todayOs wasld  society (Klee: OUns trSgt kein VolkO (We are not
already recognisable, its shape still unclear and hasy@ported by a people)) will, we hope, soon stand at
(1923)” To actualize this idea and give it coherence its centre to assist in its transformation. [E] Inferma
was to be the BauhausOs task. In 1929, Hannes Mggarijs central for documenta; it is inherent to its
the second Bauhaus director after Gropius, speaksasfucational mission; it is a didactic exhibitioFh@®
the artist as Othe creator of ordéffls all-encom emancipatory objective of both projects is based on
passing aspiration becomes particularly evident in the belief in progress that originates in Western
some of the activities of the Bauhaus. With the thought, by means of which, through the modern
BauhausbYcf®@auhaus Books), Ltszl— Moholy-Naggvelopment of cultureNincluding the possibilities of
at the behest of Gropius, seeks to collate and ordettladl modern sciences and technologiesNart, design
the thinking of his timeNin science and technology, and society as a whole evolve to a higher, more
economics and religion, art and politics. His aim is f@rogressive stage of development. While the Bauhaus
give Owith the sum of books a genuine overview oftakes a significantly more technological and scientific
the time, our timeQOrhe same applies to the expan approach to the modern everyday living, the first
sive programme of guest lecturers and lectures at ttieee documenta exhibitions, inter alia with the path
Bauhaus. Thirty years later for the first documenta,to abstraction, formulate the narrative of an artisti
Werner Haftmann speaks of the Ovisual expressiomally progressive idea.
the contemporary conception of the worléid
modern art, as Haftmann claims in 1959, OThe Canon and Dissolution
contents, conceptions and aesthetic desires that Bauhaus and documenta are OlaboratoriesO in which
define contemporary manQs relation to reality and lfeundaries are dissolved and the familiar everyday
have found their form@\nd this was valid for all  world is abandoned in favour of experimentation with
peoples worldwide who had achieved self-determinaew practices. The boundaries between art and the
tion, because Othe same way of looking at the worleveryday world become hazy and are at times disman
and perceiving reality [E] that the modern way of tled. Likewise, the conventional institutional frame
living sustained in science, technology and econonworks and the established understanding of roles are
icsO were condensed in comparable artistic forms abandoned, and new artistic forms of expression and
expression. The aim of documenta is Oto show thismedia are introducétd These dissolutions of
broad development in as comprehensive an exhibitlsoundaries are public manifestations exemplified by
as possibléZBoth the teaching programme of the their festive characterNthe Bauhaus parties on the
Bauhaus and the exhibition concepts of documentaone hand, and documenta as a Obuoyant summer
thus embody orders of knowledge that, with nigh  festival® on the other: both are temporally and
encyclopedic ambition, inventory, compare and  spatially limited, playful, often also ostensibly nasve
organize the relevant contemporary moveménts. experiments. As catalysts, eccentric figures and

radical new thinkers such as Hannes Meyer (Dessau

Inherent to this is the pedagogical ambition to 1927D1930) or Joseph Beuys (Kassel 1964 et seq.)
educate and train the modern man. As Walter play a major role. The institutional instability, while
Gropius states in 1923, in reference to the Bauhausjot always desirable, is pivotal to the radical character
Olts responsibility consists in educating people to and, therefore, success of the experiments. The
recognize the basic nature of the world in which theBauhaus had to move locations twice over fourteen
live, and in combining their knowledge with their  years and was compelled to re-establish itself each
imagination so to be able to create typical forms thdime after its closures in 1925, 1930 and 1932.
symbolize this world*@nd his successor Hannes documenta began as a project that evolved from a
Meyer writes in 1929, OThus the aim of all bauhaudoose group in a four- or five-year rhythm, which
work is to bring together all vitally creative forces sdecame constitutive for the constant change of
as to give harmonious shape to our socfety.O curators from 1968 onward. As Arnold Bode suimma
documenta, too, should, as Werner Haftmann statessed in 1968, OThe documenta therefore cannot
in 1955, O[E] be of public value. [E] Its ideal scenarm¢ome a museum, because four-year-old concepts
admittedly not achievedNwould be of great impor do not have to be implemented a second t#he.O
tance to the spiritual wellbeing of the natiéiQy
documenta Bf 1968, its founder Arnold Bode is even  Nonetheless, the dissolution of boundaries is
more explicit: OArt is also becoming more political, #ccompanied by a claim to legitimacy that results in a
is contributing to the enrichment and transformatiorcanonisation of creative production. In spite of the
of consciousness. The artists, to date the outsidersppbtagonistsO commitment to the character of a
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permanent experiment, both projects have led to n@waracter. And while this is not always fully appreci
canonisations. Their influence, which is asserted inatesl, the documenta is the only exhibition in the
reception, is effected not only by size and presenceyorld that has absolutely no national ambitions, and

but also in the coupling of design and theory, rejects any influence from national committees and
production and education, by exhibitions, discourseagssociations. It is no more than the reflection of the
and publications, that is, in the combination of insights of a group of knowledgeable and independ

multiple channels to produce one total experience. ent spirits into the nature and state of the contempo
This forms a diffuse canon of heterogeneous consisary art in the world®@Contrary to the claims they
ency, without a pre-packaged formula: a collection make for themselves, both projects are, however, far
developed and structured from a subjective-partisafrom universal, but are instead influenced by a
standpoint that assembles contemporary positions European way of thinking and seeing to which they
and validates them as relevant through presentatioascribe a universal value. With the concepts of

in teaching curriculums and events, in publications Ointernational architectureO and Oworld artO, an

and exhibitions. approach that transcends an a priori progressive,
national thought pattern veers into a rash position
Provincialism and Internationalism that is Eurocentric and ignores other perspectives and

Whether Weimar, Dessau or Kassel, there is a curicufiures, which then also proved to be increasingly
contrast between the locations of each institution apdoblematic in the more recent documenta exhibi
their respective presence on the international stageions.

But it is only in a small city that a major cultural

project can shape and redefine its location. Perhaps it The combination of internationalism and

is precisely this provincialism that facilitates, even provincialism is moreover characterised by local
fosters, internationalism. Both institutions rule out atensions. Both cultural projects are largely enclaves of
national perspective from the start and form unusualewcomers who are in touch with their local contexts
spaces of post-national, international cultural only to a limited degree and who are on the contrary
production?* The participating artists and designersembedded in globalised cultural production. At the
come from numerous countries, in the first instanceBauhaus, which was in fact founded not entirely from
mainly from Europe, but also from North America scratch, but from the merger of two existing schools,
and the Far East. The staff of the Bauhaus was  Walter Gropius quickly divested himself of the
unusually international and included teachers from teachers there. Also, only a small proportion of the
Switzerland, Austria, Hungary, Russia and the US/Astudents came from the regifrdocumenta, initially
later also from the Netherlands, Denmark and launched by local protagonists in Kassel, largely
Croatia; the student body was even more diverse, detached itself from its local networks with Arnold
with students also from Japan, Palestine, Iran, TurkBgdeOs departure in 1968he Bauhaus, at least in
Poland, Lithuania and CzechosloVaKiae first its Dessau period, was for a time integrated locally
documenta 1955 brought together artists from through the making of design products with and for
almost all the European countriisumentasaw an local companies and the city of De¥satith

increase in artists from the USA and Japan, who wdozumenta, this local integration occurs primarily
joined fromdocumentadhward by artists from Souththrough the influx of visitors from the reg#he
America, Africa and Asilncumenta those its first  relationships of both cultural institutions to their
non-European artistic director, Okwui Enwezor, whoespective contexts are, however, characterised by a
then also realised parts of thieumentautside mutual sense of alienation, which is also frequently
Europe. articulated in critical statements at the local level.

The first Bauhaus book published by Walter  Staged and Attacked
Gropius in 1925 takes the programmatic title Whether Bauhaus or documenta, both projects invest
Internationale Architekitoternational Architecture). a significant proportion of their energy and resources
In 1926, Hannes Meyer wrote, OConstructive form iato the staging of ideas and works. Their respective
not peculiar to any country; it is cosmopolitan and tfeunding fathers were outstanding networkers and
expression of an international philosophy of build communicators, who were deeply committed to the
ing.Internationality is a prerogative of our tiffe.0  effective placement of their respective projects on
Arnold Bode spoke of Oworld art as a?y¢968), the public stage. The Bauhaus presented its work
and earlier still (1964), Werner Haftmann had statedrom 1923 in a series of exhibitifrend intensified
OThe idea of the documenta has a supra-national this practice with the creation of the advertising
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department in 1928. It is indicative that the first Conclusion

Bauhaus buildingNtk&aus am Horn in WelNaad Although a school for applied arts and crafts and a
the best-known Bauhaus productNthe Wagenfeld series of high art exhibitions differ fundamentally
lampNwere first designed and made for an exhibitidrom one another, this comparison reveals significant
The Bauhaus products are far less oriented towardparallels between the two, especially with regard to
utility than is generally supposed; rather, they werethe social function of each project. Their relevance
supposed to symbolically showcase and demonstratsides above all in the fact that they offer orientation
a modern standard of living. And documenta is mor®r a modern society in a globalised world frequently
than a collection of modern works of art, which for perceived as confusing, in other words, they project
that matter are also increasingly made for the very orders of the present. In her bo@ksstellungen als
purpose of being exhibited. For the first documentaWissensordnun¢f13), the art historian Katja
exhibitions, Arnold Bode used artworks as materialsloffmann has already referred to the role of art in

for realising his scenographic concept, for instance cteating order, based on the exampldocimenta:11
create a tension between the contrasting poles of

modern art and wartime ruins, or to experiment with  Exhibitions operate in cultures as organisations of
spatial arrangements. Irrespective of how dominant a knowledge. They order objects in a specific

role the scenography plays, this stagingNalong with  systematized way. They refer to historically

the spatial constellation of the overall exhibition, such established interpretation models and collect and

as Catherine DavidOs parcoudofmumenta ¥r contextualise objects. They update traditional
specific key worksNplays a critical role that became anbodies of knowledge, but on occasion also
important part of the exhibition experience. conceive alternative interpretations of once
authoritative knowledge. [E] They construct
These intended forms of communication are influential interpretations and offer a range of

pitted against diverse controversies and conflicts that interpretations of historic everits.

have had no less influence on the history of the

exhibitionOs receptiBrmhe heterogeneity and This ambition does not, however, merely apply to
polyphony of the positions within the projects on thelocumenta;lit influenced documenta from 1955

one hand and their often intentional crossing of  onwards and, in other ways, also the Bauhaus. This
boundaries on the other promoted these cultures ofbrdering function is integral to the social relevance,
dispute. They not only generated public attention, biiception and potency of both projects. The pro

also sharpened the objectives of the projects. Interjedted orders, however, are not abstract models, but
conflicts and external attacks contributed to their express an approach that pursues the tradition of the
reputations, even though the later aggressions alscEuropean avant-garde and thatNdespite all inherent
sometimes took on a destructive character. For thecontradictionsNis indebted to and reproduces,
Bauhaus, the internal conflicts about the teaching continues and updates its canon of values: the
concept, for instance, between spiritual and constriemancipation of society and the individual, the

tivist ideas, between functionalist and artistic orientation towards new forms of knowledge and
approaches, were just as influential as the political technologies, the questioning of traditions, norms
attacks from the right, ongoing since the foundationand prevailing power relations, the search for the new,
of the school, which resulted in its repeated closuregtc. The later documenta exhibitions have pregres

for the final time in 1933 by the Nazis. documentaNsively turned towards the inherent contradictions of
effectively a flagship of a society that perceives itsetliis canon of values and expounded on these, without
as liberated and modernNhas to date, despite variaysestioning itn totoor abandoning it.

attacks, never been effectively endangered; nonethe

less, its development has also been influenced and

fostered by internal conflicts in the art world, e.g. th€hanks to Martin Groh, Harald Kimpel and Jan
protest at the press conference at the opening of Wenzel for important suggestions and pointers and
documenta &hd public controversies such as WalteBirgitt Jooss for her support for a planned joint

de MariaCihe Vertical Earth Kilonf@goeumenta 6  project on the subject.

1977). It is only in the interplay of planned scenogra

phy and unplanned conflict that we see the emer * Translated from German by Rebecca Philipps Williams
gence of the new orders of knowledge, viewed here as

important dimensions of both projects.
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Notes_ ) ) 26 In 1929, just 8 of 170 students at the Bauhaus Dessau came from
1 In this, documenta follows Ludwig Grote, who as early as 1950 intefnhal, i.e., less than 5%. See advertising leaflet of the BauhausDegsau:
alia with his exhibitidaler am Bauhaughe Haus der Kunst, Munich, boldly penschen kommt ans Bayhalds
built on the time before 1933, and who, by dint of his exhibition politics, had a 27 gee Philipp Oswalt, Carola Ebert dbatumentaEFFEQS: macht

great influence on the post-war reception of modern art in West Germany. gie Documenta mit der Ste?Fachbereich ASL, Kassel, 2007, p. 24 et seq.
Werner Haftmann refers to him by name in his introduction to the catalogugatalogue and audio guide.

for documenta 1958/erner Haftmann, introduction ttocumenta, kunst des 28 In doing so, however, the Bauhaus entered into competition with
XX. jahrhunderirestel Verlag, Munich, 1955, p. 15. Exhibition catalogue. |ocal architects, which led to new conflicts. See in this regard especially Walter

2 These inclgd.ed Josef Albers _(dl, d4),_Mordecai Ardon (d2), Max Bi{cheiffeleBauhaus, Junkers, Sozialdemokratie: Ein Kraftfeld deomoderne
(d1, d3), Lyonel Feininger (d1), Wassily Kandinsky (d1, d2, d3), Paul Klee (gheck, Berlin, 2003.

d3), Gerhard Marcks (d1, d3), Georg Muche (d1), Oskar Schlemmer (d1, d3) 29 Atdocumenta lthere were some 100,000 visitors from the region,

and Fritz Winter (d1, d2, d3). ) approximately 14% of the total. See, for exar@iecumenta 12 endet mit

3 Thanks to Harald Kimpel for this reference. Besucherrekord@er Tagesspied®ISept. 2007.

41t was used until March 2017. ) ) http://www.tagesspiegel.de/kultur/documenta-12-endet-mit-

5 The logo was designed by the former director of the archive, besucherrekord/1051376.html
Hubertus Gagner, in 1961. Also, the catalogudscaimenta |, 11, lliaid 30 Bauhausausstellung Weimar 1923, Bauhausbauten Dessau 1926 as a
even VIl used the same graphic language. building exhibition, Wanderausstellung 10 Jahre Bauhaus 1929/30, German

6 Significantly, only fathers can be mentioned here. Apart from a fewsection of the Salon des artistes dZcorateurs, Paris 1930, Deutsche Bauausstel
exceptions in the later Bauhaus years, only men worked as teachers (Omagfggs8riin 1931, etc.

and, in the case of the documenta as well, it took 40 years before the first 31 See, Philipp Oswalt, e@auhaus-Conflicts: 191992009; Controversies
woman was appointed as artistic directoxlémumentaiix1997. . and Counterpartatie Cantz, Ostfildern, 2009; Harald Kinfparsion,
7 Walter GropiusSelected Writingel. 3, Probst /SchSdlich, Berlin,  axzeptansffentlicheKunst ungffentlicheMeinung: Ausseninstallationen aus
1987. The text begins with the cited passage. documenta-Vergangentwias, Marburg, 1992.
8 Hannes Meyer, Obauhaus and societyO (1#26lfifrgs, Projects, and 32 Katja Hoffmannusstellungen als Wissensordnungen. Zur Transformation
Writings, Arthur Niggli Ltd., Teufen, 1965. des Kunstbegriffs auf der Documératasttipt, Bielefeld 2013, p. 13.

9 L¥zl— Moholy-Nagy in a letter to Theo van Doesburg, 26.7.1924, cited
in Alain Findeli, OLtzl— Moholy-Nagy und das Projekt der BauhausbYcher,O in
Das A & O des Bauhauses: Bauhauswerbung: Schriftbilder, Drucksaehen, Ausstellungs

desigrUte BrVning, ed., Bauhaus-Archiv, Leipzig, 1995, p. 24. Phlllpp Oswalt, archltect and erter’ born In
10 Werner Haftmann, introduction tiocumenta, kunst des XX. . . . . .
Jahrhunderts. 18. 1964 in Frankfurt am Main (Germany), lives in Berlin.

11 Werner Haftmann, introduction Malerei nach 1946 documenta  From 1988 to 1994, he worked as editor for the

Coastgiolztr;stvr;eicg 1945DuMont Schauberg, Cologne, 1959, p. 12. Exhibitionarchitecturai journa(-\rchﬂn 1996/97, he worked

12 Ibid., p. 15. for the OOffice for Metropolitan Architecture®&/Rem
13 This interpretation emerges in the discussion in the scope ofa  Koolhaas in Rotterdam. Visiting Professor for Design

workshop on 6.12.2016 in the documenta Archiv with author Peter Bernhard . . .
and Martin Groh, Annemarie HYrlimann, Birgit Jooss, Harald Kimpel, Anné?tg the TeChnlcaI UnIVGI’SIty COtthS (2000'2002):

Kulenkampff and Jan Wenzel. Coming into play are references to Michel and Professor for Architecture Theory and Design

Foucaultpie Ordnung der Djri¢ghrkamp Verlag, Frankfurt am Main, 1971 H H H
(Les mots et les ch#866). The author subsequently came across the at Kassel Unlver5|ty (Smce 2006)' Oswalt won the

dissertation of Katja Hoffmann, who had previously put forward sucha  International Competiﬁon for the desigrl of the
hypothesis fodocumenta hich is discussed towards the end. memorial site of the OFormer WomenQOs Concentra

14 Walter Gropius, Oldee und Entwicklung des Staatlichen Bauhaus v - .
WeimarO (1923), Amtsblatt des ThYringischen Ministeriums fYr Voll@bilduigc}l“| Camp RavensbryYckO in 1998 (Phase 1 rea“zed)'

January 1923, No. 1, 1923, reprinted in Wahl, Vdear Staatliche Bauhaus in Initiator and Coordinator of the European Research

Weimar. Dokumente zur Geschichte de$9titit@®$ published by the i A A
Historische Kommission fYr ThYringen (Gro§e Reihe, Vol. 15), B3hlau, Col rr?tJeCt OUrban CataIyStSO (2001 b 2003) on temporal

2009, 280288 (English translation from Hans WiBglehausambridge, |t%/ in urban space, financed by the European Cemmis

MA, MIT Press, 1969). o sion (OCity of Tomorrow® programme). Chief Curator
oot Kot gt 306, Abhondgs. of the international research and exhibition project
17 Arnold Bode, Odocumentadocumentajécinmenta Bruck + OShrinking CitiesO for the German cultural foundation
Verlag GmbH, Kassel, 1968, p. 12. Exhibition catalogue. (2002 P 2008), and co-curator of Volkspalast 2004

18 Exemplary for the Bauhaus: the foundation of the photography . .
workshop in 1929; for documenta: Fluxus, happenings, the art of the ment&ﬁ”ltural use of the former Palast der RepUb“k Bel’“ﬂ).

ill and non-art alocumenta(972). From 2009 to 2014, he was director of the Bauhaus
- qulig'., 015 Dessau Foundation, and is the co-initiator of project
21 This occurs under different conditions and to some extent with clerauhaus.
instances of ambivalence. On the one hand, documenta explicitly rejects a
national perspective, as shown here; on the other, it is also to be understood as
a national re-education project for post-war German society. Significantly, the
President of the Federal Republic of Germany is the patron of the first three
documenta exhibitions.
22 In 1929, 30 of the 170 students were foreigners. See advertising
leaflet of the Bauhaus Desshunge Menschen kommt ans BagRaup. 44.
23 Hannes Meyer, OThe New WorldRildings, Projects, and Wyritings
Teufen A/R Schweiz, Arthur Niggli Ltd., 1965.
24 Arnold Bodedocumenta g. 12.
25 Werner Haftmann, introduction ttocumenta lll. Internationale
Ausstellunyol. 1Malerei und Skulptr DuMont Schauberg, Kassel/Cologne
1964, p. 17.
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documenta in Kassel and
the Allgemeine Deutsche
Kunstausstellung in Dresden:
A German-German

History of Interrelations

by Susanne Ksnig

This essay compares the origins of the first ~ Dresden since 1946 [fig. 1D4]. Both shows followed
documenexhibition in Kassel in 1955 with the first similar objectives: the rehabilitation of modern art
great postwar exhibition in the Soviet Occupation that had been banned by the Nazis plus an overview
Zone (German initials: SBZ), the 184@¢emeine of the latest art trend'sA comparison of the exhibi
Deutsche Kunstausstdhergral German Art Exhibi tion locations shows Dresden in particular to be the
tion)in Dresden. Due to the ideological and geopolithest choice for rehabilitation, as the first exhibition of
cal divisions between Eastern and Western Germany.
the history of German art in the 20th century has ni
always been viewed as a German-German history.
This is attested by exhibitions and catalogues whic|
although supposedly dedicated to 20th-century
German art, in fact merely discuss the art of the
Westt My approach here, in contrast, recognizes th
intertwined character of the histories of the two
Germanys and thus subscribes to a methodologica
approach in contemporary history that acknowledge
the impossibility to study the one without the other.
Accordingly, | concede, the exhibition practices in tt
two sister states cannot be fully understood in
isolation from one another. This insight is especially

i%%;’éf@%_l“ﬁ%éﬁgl?fghé?{;ﬁ;%Zj{fuf”.iﬁ‘éﬁﬁﬁé’ISéﬁ:ili‘ ALLGEMEINE
atform directed at the East. In the following, | wi

grgue that the basic practices and conceptsgof thes D E UTS CH E KU N ST
two series of exhibitions held in the two German AU SST E LLU N G

Ofront-line statesO of the Cold War were interrelate

( _ b ALLGEMEINER
in many ways despite the opposition between worlc
views gnd it)j/eologlioés. PP SACHSISCHER KUNSTKONGRESS
BILDENDE KUNST
By the timelocumenftast opened its doors in ARCHITEKTUR
Kassel to a total of 130,000 visitors on the occasior THEATER-MUSIK
the firstNational Garden Shod955, the former 26.-29. OKTOBER
Soviet Occupation Zone had already witnessed thre "DRESDEN 1946

editions of théAllgemeine Deutsche Kunstausstellur
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the Degenerate Aour had taken place here in 1933.& Sohn? Located in the Soviet Occupation Zone,
TheAllgemeine Deutsche Kunstaustiekysigce in  Dresden at this time was under the Soviet Military

the Town Hall, in the building at Nordplatz in Administration in Germany (SMAD). In line with a
Dresden-Neustadt/Alberstadt, concurrently with thevery liberal arts and cultural policy, the aim of the
exhibitionDas Neue Dres@Ene New Dresden), on SMAD was to convince bourgeois citizens and

the reconstruction of the city. Like Dresden, Kasselintelligentsia in the Soviet Occupation Zone, as well as
too was a historically significant place. Owing to itsin the Western zones, of the superiority of the

central location, it had been not only a German  socialist model of society. At the time, openness and
railway hub, but a centre of the armaments industrytolerance characterised the practice of Soviet cultural
as well. During the war, 80% of the building stock wafficers and the German cultural officials in the Soviet
destroyed, and because of its newly marginal locatidone. Their goal was to build a united socialist

the city had greater difficulty in recovering compare@ermany under Soviet hegemény.

with other German cities. TRederal Garden Show
consequently came to this city primarily as a stimul
for economic developmehtts former arms industry
made Kassel a particularly suitable place for rehab
tation. The two important major exhibitions in East
and West thus took place not in central German art
metropolises like Berlin, Cologne, or Munich, but #
rather on the outskirts, as it were, in Kassel and
Dresden. By 1955, however, ten years after the en
the Second World War the filssigemeine Deutsche
Kunstausstelluragl already developed into a series
exhibitions occurring every three to five years, whil¢
the firstdocumentaine years later did not assure
continuation of the exhibition every four or five yea
yet. Despite these differences in timing, it is nevert
less worthwhile comparing the two exhibitions, whigh
would become influential series of recurring exhibi
tions, due to their significant political, conceptual, a
organisational parallels that | describe in the followi

TheAllgemeine Deutsche Kunstaussssltmg
take stock of modern and contemporary art in all of
Germany during the 20th century, while other
exhibitions in the Soviet Zone featured mainly local
and regional artistsAs with many postwar exhibi
Cultural Political Agendas tions, the activity in this exhibition aimed at reRabili
Exhibition activities in Germany resumed surprisingigting art that had been ostracized under National
soon after the German surrender on 8 May 1945. T8ecialism. For political reasons, banned art became a
Hamburger Kunsthalle, for example, opened as eantyark of quality and was considered as worthy of
as 2 December 1945 with the exhibifibasterpieces exhibitionper seThe exhibition was to Osend pewer
of the KunsthaRainting of the 17th and 19th Centurfebartistic impulses throughout the entire couritryO
in the improvised rooms of the art dealer Louis Bocnd thereby inspire future art trends. Instead of
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calling for a radically new beginning, the exhibition Kassel lies near the border between the zones, was
was to integrate and build on artistic traditions priorvery much destroyed in the war and is very actively
to National Socialism. It was characterized by a  engaged in reconstruction. Manifesting the idea of
practice of a pluralism of styles, with the aim to allo&urope in an art exhibition thirty kilometres from the
for liberal and free artistic creativeness. In both thezone border is an exemplary @#request for
Eastern and Western zones of occupation, Obeing support to the Federal Ministry for All-German
freeO meant that artistic work could develop withouAffairs accordingly described Kassel as a Ocity in
political regulation and thus free of fascist, militarist@borderland situationsO facing the Emsli®e with
and anti-democratic ideologies. In the Soviet Zone,the overall political situation. In 1955, the Federal
notably, concepts such as humanism, democracy, &epublic of Germany (FRG) under Konrad Adenauer
anti-fascism were not only widely used in spoken apdessed forward with integration into the West: the
written language, but in some cases used synony FRG joined NATO and the Christian Democratic
mously with socialistn. government hoped to isolate the German Democratic
Republié®

Rather than forcing a break with the past, the
Cultural Alliance sought to resume a continuous In his opening speech, curator Werner-Haft
development of German culture without disruptionsmann (1912-1999) noted in conspicuously apolitical
a culture whose humanistic heritage had supposedtgrms thatdocumentaould have nothing to do Owith
merely briefly been interrupted during the National propaganda for or against anythingO, it having been
SocialistsO regime. This intention was reflected by ¢heated Ofor each and every one of youNas an
Allgemeine Deutsche Kunstaus3setiomeept of individual®but promotion of individualism was, of
displaying the works of the Classical Moderns not course, in a way also propaganda of the Western way
only for the sake of their rehabilitation, but also to of life. For Harald Kimpel, the early documenta
demonstrate the continuity of this tradition. The  exhibitions clearly played a role in the East-West
exhibitions were accordingly promoted as re-educaconfrontation and occurred in the context of the
tion and democratisation measures, since Ogenuineultural-political reconstruction of the FRG, although
art [can] become an important means of political we must still ask to what extent state support also
education®The ideologically charged nationalist called for this orientatio While both exhibitions
concept of OGerman artO was left unquestioned, thus followed the agenda to rehabilitate art formerly
though it should be noted that the West also referrgaersecuted by the Nazis, they were different in so far
to many exhibitions in this unconsidered*vay. as the Dresden showOs national all-German scope

represents the general political hope for German

Like the Dresden exhibition of 1946, the 1955 reunification, whiledlocumentasstern internation
documenfacussed on modern art of the first half ofalist programmatic nine years later bears evidence of
the 20th century Here, too, the point was to build the Cold War antagonisms. The comparison of the
on the prewar tradition of modern art to rehabilitatetwo exhibitions in the East and West shows just how
art banned by the National Socialists. A major similar the two concepts actually were, in wanting to
difference between the two concepts was the natione¢habilitate the art ostracised under the National
scope of modern and contemporary art in Dresden &escialists and in seeking to connect with contempo
opposed to an international orientation in Kassel. rary art prior to the Third Reich. Both exhibitions
With his list of artists, the exhibition organiser Arnokbught to express their ideas of freedom and democ
BodeOs goal was to demonstrate international racy through the diversity of a stylistic pluralism.
solidarity and thereby underscore affiliation with theNevertheless, as | aim to show in the following, the
West. In his account of the first exhibition, Bode exhibition organisers seem to have reached their
initially only formulated a desire for an autonomouslimits in failing to give due attention to the critical and
exhibition: OThe point of the exhibition is to displaypolitical art of the Weimar period. At nearly ten years
only masters whose importance for the present is apart, the two exhibitions do reflect their different
indisputable following strict selection criteria, with ahistorical periods, however. While shortly after the
few crucial works by each artist of the highest qualityar, attention focussed on the overall German
[E] This consistent one-sidedness alone should enaplestion, as was reflected in particular by the
this exhibition to stir the greatest intere$tGater all-German concept in Dresden, the Kassel exhibition
Bode would call attention to the geo-political contex@merged at a time when the Cold War had already
of documentagDitural-political argument: OKassel isreached its high point. Here, the exhibition aimed
the German city predestined for such an exhibition.above all at underscoring adherence to the West, as
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the exhibition sought to express in its Western, (Western Art of the 20th Cendingy state bodies. The
international artistsO programme. As we shall see, city of Kassel acted as the financial supporting

later theThird German Art Exhibitidhe mid-1950s  organisation, while patronage was provided by

also embodied the GDROs alignment with the EastGerman Federal President Theodor Heuss, who as an

through works of Socialist Realtém. accomplished art historian also helped set up the
financing channet&The Federal Government and
Organizational Structures the city of Kassel each added 50,000 Deutsche Marks

A comparison of the organisers of both shows revealkile the exhibition received 100,000 Deutsche
that neither of these large-scale exhibitions could Marks from the State of He$sdhe largest organi
have been conceived or financially borne by any sirsgitonal difference between the show in the eastern
institution. Both needed different sets of supportersand that in the western parts of the country was that
that had to work together. TiAdlgemeine Deutsche the Allgemeine Deutsche Kunstausatadwogceived
Kunstausstelluags organized by the State Adminis as a sales exhibition. Of the 597 exhibited works, the
tration of Saxony, the Dresden City Council, and thauthorities of the Soviet Zone purchased works
Cultural Alliance for the Democratic Renewal of  mainly in an expressive-representational style, with a
Germany. It was most likely initiated by Herbert Gutetal value of 334,230 Reichsmarks.
a cultural official of the Saxony State Administration
and member of the Cultural Alliance, as well as Even if the funding for both shows thus lay in the
painter and graphic artist. The art historian Will hands of the respective occupying power, the
Grohmann represented the Dresden City Cotincil. selection of works was left to art experts. In Dresden,
Back in the 1920s, he had already worked on behalfhef jury of theAllgemeine Deutsche Kunstausstellung
modern art as a journalist and author and as an  consisted of two art historians (Will Grohmann and
organiser of thinternational Exhibition in Dresden Dr Gerhard Strauss), eleven artists (Herbert Gute,
(1926), and after emigrating to the West in 1947, heHerbert Volwahsen, Karl Hofer, Max Pechstein, Hans
notably also participated in working committees of Grundig, Wilhelm Lachnit, Eugen Hoffmann, Bern
the second and thidbcumeng&xhibitions and the hard Kretzschmar, Edmund Kesting, Karl KrSner, and
Biennales in VeniéeHis involvement is exemplary Karl Rade) and one economist (Eva Bfakilkany
for the close personal ties between the exhibitions.members of the jury were active in various cultural
The Cultural Alliance for the Democratic Renewal anstitutions, as head of the Department for Visual
Germany, represented by Eva Blank, played an  Arts art in the Central Administration for Popular
important role in the postwar period in the East andEducation (Strauss) or as Vice President of the
had the following agenda: Cultural Alliance (Hofef)lt is striking that the jury
comprised representatives of different artistic
Destruction of Nazi ideology in all areas of life disciplines so as to ensure a heterogeneous exhibition.
and knowledge. Struggle against the intellectualhe jury members were advocates of abstract and
initiators of Nazi crimes and war crimes. [E]  nonrepresentational art (Grohmann and Kesting),
Formation of a national united front of German expressive-representational art (Hofer, Hoffmann,
intellectual workers. [E] Rebirth of the German Kretzschmar, Pechstein, and Volwahsen), and finally
spirit in line with a militant democratic werld  politically committed art (Gute, Grundig, Lachnit, and
view. [E] Rediscovery and promotion of the  Strauss).
liberal humanist and truly national tradition of
our people. [E] Incorporation of the intellectual A tendency towards expressive-representational
achievement of other peoples in the cultural  art predominated among these representatives, which
reconstruction of Germany. Initiation of an would also be reflected in the choice of the exhibited
understanding with the cultural bodies of other works. The artists no doubt selected the works
peopleg? according to their own artistic preferences and
practices. In particular, all jury members had been
The exhibition was accordingly organised by theictims of Nazi art policy: prohibition of work and
Landthe city, and the Cultural Alliance, with the costghibition (Grundig, Hoffmann, Kesting, and Pech
of 225,175 Reichsmarks being borne by the S®AD .stein), dismissal from employment (Grohmann, Hofer,
In comparison: even though the fdstumentaas a and Pechstein), inclusion in Begenerate Agxhibits
personal initiative by Arnold Bode, this large-scale (Grundig, Hofer, Hoffmann, Kretzschmar and
project was also co-organised by the private assocRechstein), arrest (Grundig, Gute, Hoffmann, and
tion AbendISndische Kunst des XX. Jahrhunderts d.¥chnit), and detention in concentration camps

28 Issue 33 /June 2017



documenta and the Allgemeine Deutsche Kunstausstellung The documenta Issue

(Grundig and Guté).This juryOs selection ensured &astern German occupation zones, with over half of
heterogeneous and diverse programme covering athe works originating from the relatively smaller and
from all parts of Germany, particularly the inclusionless populated Soviet Zone. A fourth of the artists
of modern art that had been declared Odegenerate€ame from Berlin and Dresden. Of the 250 artists, 27
under the Nazis. In his opening speech, Herbert had previously been included in Eregenerate Art
Volwahsen made clear that the exhibition would alsexhibition, which had comprised altogether 110
serve as propaganda for an all-German solution, artists. Their 92 works made up less than a sixth of
emphasising that the displayed works came from thtbe overall collection. This figure must be put in
German territory overatt. Grohmann had personally perspective, however, for it indicates little about the
travelled to the Western occupation zones to actual number of formerly ostracised artists, which
perform the unconventional act to transport works iwas far greater than the number exhibited here.
his private van across the border. British authoritiesThese artists suffered under National Socialism in
denied him the 60 to 70 works from the British zonalifferent ways, ranging from occupational and work
however, a circumstance that was not brought up irbans to persecution, exile, arrest, and even liquidation
further discussion and thus not historiciZed. in concentration camps. Schrster has discerned a
certain ambivalence in the exhibitionOs treatment of
In contrast, despite its initiation by a private  the Nazi era in the case of the works by the two
person, the artist and designer Arnold Bode, the firstulptors Richard Scheibe and Georg Rokbath
documentaas also supported by the expert commitartists had exhibited works at the NaGis®e
tee consisting of Alfred Hentzen, Kurt Martin, HansDeutsche KunstausstdBragt German Art Exhibition)

Mettel and Werner Haftmar#iln his boolbie (1937 b 1944) at the Haus der Kunst in Munich, while
Malerei im 20. Jahrhun@ainting in the 20th Cen  at the same time the Nazis were having some of their
tury),** the art historian Werner Haftmann had works removed from public view. But here again, it is

already formulated his main thesis of the dominanceanclear why these works were removed, whether it

of abstraction over realism, which Kimpel found  was for artistic reasons, because of the content, or for
implemented by the concept of the folstumentd  just organisational reasons.

The 1955 Kassel exhibition was the starting point: it

showed figurative and abstract art works with a litle  Governed by a stylistic pluralism, the Dresden
dominance of abstraction. The organisation of bothexhibition comprised a variety of styles of the 20th
exhibitions shows clearly the great importance of century: Late Impressionism, Expressionism, Bauhaus,
individual curators, juries, and expert committees. INew Objectivity, Surrealism, politically committed
Dresden, all members of the jury had been victims aft, and heavily abstract, nonrepresentational art.
Nazi art policy which was supposed to guarantee aSurrealism, abstract, and constructivist art eonsti

high quantity of Nazi-banned art in the exhibition. Inuted a minority, but were present nevertheless.
Kassel, Haftmann used documentadoalise his Naturalistic works as had been preferred by National
idea of abstraction as world language (of the West)Socialism and exhibited in theo8e Deutsche-Kun

But the organisation of both exhibitions also showsstausstellu@®33-44) in Munich were also on hand,
the different role of the collective and the individualalbeit few in number. Dadaist works were absent.

In theAllgemeine Deutsche Kunstausstetiung While works by artists Biie BrYcker example,
collective work of the jury becomes a symbol for  Ernst Ludwig KirchneRau vorm Spiegel (Woman
socialism. In contrast, celebration of individual before a miry@t915) a movement founded in
achievement became a symbol of the West, which Dresden, were conspicuously numerous, works by
explains why Arnold Bode stood in the foreground oiembers oDer Blaue Reiggoup were missing.

the organisation. Therefore, Russian artists, such as Kandinsky,
Jawlensky, and Werefkin, as well as the Germans
Conceptions and Selection MYnter, Marc, and Macke were absent. Paul Klee was

The particular selection of artists in the two major exhibited, for example, with his wotkuenz (Induc
exhibitions underscores both the similarities and  tion)(1932), however. Yet, Rhenish Expressionism was
differences between the sister countries. The not represented.

Allgemeine Deutsche Kunstausdigtiiaygd 597

works (236 paintings, 69 sculptures and 292 works of It remains unclear whether the absence of
graphic art, plus photography by Edmund Kesting) these works had anything to do with the concept of
from altogether 250 artists. According to Kathleen the exhibition, or whether they simply could not be
Schrster, the artists came from the Western and  procured. Works for sales exhibitions were difficult to
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obtain on loan, and the years following the Second While the exhibition organisers of the first
World War were a time of shortages. Altogether, documentsse the proximity to the GDR as a cultural-
more works from the Classical Moderns were political argument for obtaining public funding in

exhibited than from contemporary artists, and an 1955, the very absence of GDR artists indicates the
expressive-representation style prevailed among therogression of the Cold War following the staging of
paintings. This slant was in keeping with the generdhe Allgemeine Deutsche Kunstausist&hasgen in
preference of the postwar period, however, which ha@46. Only two artists were exhibited who had lived
little interest in nonrepresentational painting. In in the Soviet Zone or GDR after the war. On the
terms of content, few artists addressed National other hand, Karl Hofer was exhibited with works from
Socialism or the years of the Second World War. before the end of the war, and the catalogue did not
Central works on the First World War were howeverefer to his initial relocation to the East. Bernhard
included, such as, for instance, Otto DixOs tripeych Heiliger had also initially resided in the Soviet Zone
Krieg (The W4tp29D1932), Hans Grundifischied after the war but had emigrated from the GDR to the
(Farewel1936) and Lea Grundig®schig@arewell) FRG in 1951. He, too, was exhibited with later works.
(2937)*" Although the 1958locumentxhibition took place
nine years after thellgemeine Deutsche Kunstausstel

While the Dresden exhibition presented a  lungin Dresden, works that had been created before
selection of all-German artisiecumentdentified 1945 predominated. According to Wollenhaupt-
itself with the Western international scene, so that Schmidt, nearly 60% belonged to classical modernism
the catalogue lists 670 works by 148 artists from and over 40% were works after 19%B.we consider,
seven different nations (Germany, France, Italy,  however, that 60% of the works spanned a period of
Switzerland, Great Britain, USA, and the Nether forty-five years, whereas the 40% represented merely
lands). The catalogue notes that the artists were 10 years, we see that contemporary art had a much
classified not according to country of birth, howevestronger presence. But even if many artworks came
but Oaccording to their degree of impact on their ~ from the last ten years, they were mainly works from

native or host countries following their political established artists who had also worked before 1945.
emigration from Russia or GermaiiyfodayOs
customary classification according to countries of Wollenhaupt-Schmidt also finds the art styles

birth would have put altogether sixteen countries orbefore 1945 to be better represented than those after
the list, including Greece, Austria, Portugal, Russial945# Expressionism, especially representatives of
Spain, Tunisia, Hungary, Denmark, and Beljium. Der Blaue ReitdDie BrYcK&erman as well
Focussing on the places of work thus generated a IRtissian artists), Fauvism, Cubism, Futurism, De Stijl,
of the major Western nations, while a list with placeBauhaus, New Objectivity, Dada, and Surrealism were
of birth would have also included Eastern countriesthus exhibited. Many of the exhibited artists had been
like Russia, Spain, and Portugal, the latter two still formerly limited by work bans, exile, and persecution.
dictatorial nations in the 1950s. The arbitrariness ofSome important figures were left out entirely,
this approach is shown by the example of Chagall, however, such as Alberto Giacometti, RenZ Magritte,
who was equally active at several places, namely and Marcel Duchamp. Walter Grasskamp draws
Russia, Germany, and France, but who is listed ungerticular attention to underrepresented German-
France. Another example, the German Joseph Albeawish protagonists of modernism, such as Otto
worked for a long time at the Bauhaus before Freundlich and Gert WollhetfrHarald Kimpel notes
emigrating to the USA in 1933, and is listed as an that works of the 1920s with their socially critical
artist of the United States. On the other hand, Paulcharacter were filtered out and realistic art disre
Klee is Swiss, participate®ar Blaue Reigxhibi garded? For example, Georg Grosz, John Heartfield,
tion, and worked at the Bauhaus. He too emigrateddiannah HSch, and the ASSO Group were missing.
Switzerland in 1933, but is listed as German: Espe Charlotte Klonk also notes that representatives of
cially interesting in the comparison with the Dresdesocially engaged art, such as Russian Constructivism,
exhibition is that the Russian-born artists Kandinskipada, and the Bauhaus, were left out either wholly
Gabo, and Jawlensky are also listed as German owiRgssian Constructivism) or in part (Dada and the
to their activity in Germany, although they were notBauhaus), although she concedes that BodeOs staging
exhibited in Dresden because of their origins, like of the exhibition spaces tied in with Bauhaus itleas.
many other Russian artists who, although active foin Martin SchiederOs view, the art of the Weimar
many years in Germany, were also not exhibited. Republic was not rehabilitated at all, with Omerely two
harmless portraitsO from Otto Dix being sHéwn.
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Schieder also sees the exhibition as stressing bothArtistsO Congrg26D30 October 1946), in which
Opro-EuropeanO and an Oanti-Communist line of Soviet cultural officer Tiulpanov, head of the Inferma
attack@ But also the selection of artworks after  tion Department of the SMAD, held a speech.
1945 did not include all aspects of contemporary artVhereas until then, the SMAD had not intervened in
for example, the work of the new American artists. the exhibition concept, the visitorsO survey now
the comparison of the two exhibitions, it is striking, seemed to give a welcome argument for taking Soviet
however, that a series of Western artists whose woskt as a role model. The following editions of the
had been shown in Dresden in 1946 was alsc exhilbeutsche Kunstausstahusglowly evolved more
ited atdocumenta 1955: Barlach, Baumeister, and more into exhibitions primarily of Socialist
Beckmann, Blumenthal, Dix, Feininger, Fuhr, HeckdRealism. The founding of the GDR on 15 May 1949
Heiliger, Heldt, Kirchner, Klee, Kokoschka, Lehm changed the political situation, even if this did not
bruck, Marcks, Nay, Pechstein, Ritschl, Rohlfs, have an immediate impact on #weite Deutsche
Schlemmer, Schmidt-Rottluff, TrSkes, and Winter. KunstausstellBgcond German Art Exhilgitibn)
Septemberb30 October 1949). The organisation of

In terms of display, the two exhibitions differed the second Exhibition lay in the hands of the two
particularly in their presentations of the works. The painters Gert Caden and Karl Kr$adtris striking
few accounts in the daily press describe the Dresdéhat, still at that time, of the 319 artists, 166 came
presentation as conventionally dwelling on styles agrom the GDR and 153 from the FRG. The proportion
opposed to issuésWorks by realistic, abstract, and of Western art thus increased compared with the first
surrealist artists were thus displayed in different  exhibition. Likewise, relatively few substantive or
booths.Die BrYclatists even had their own room. Irformal demands from thgozialistische Einheitspartei
contrast, the presentation of the works in Kassel Deutschlan¢Socialist Unity Party of Germany) could
mixed different kinds of styles and put the paintinge discerned as yet. Such guidelines were evident only
on steel rods in front of sponsored black-and-white in the assignment of several large-scale mural works.
plastic foil. The exhibition display of the tiostu For the first time, the artistsO collectives were
mentahad an entirely new character and would latecommissioned to create works in the style of Socialist
influence many exhibitions such as the Venice Realism. The subjects were to be chosen from propos
Biennalé® A quick look at the reception of the two als by the Exhibition CommitteeNsubjects that would
exhibitions reveals the difference in response to thebring the artists to working-class peopleOs issues.
Allgemeine Deutsche Kunstauskyethengress on  Progression of the Cold War and the incipient dispute
the one hand, and by the public on the other. Even Between Formalism and Realism then brought to light
the press did not give rave reviews of the exhibitionthe cultural-political control by the Party for the first
its evaluation was generally posifivene of the few time explicitly in th®ritte Deutsche Kunstausstellung
exceptions is Carl-Ernst Matthias, who called for (Third German Art ExhibitbiMarchb25 May
directly understandable popular art and thus antici 1953)¢ Clearly formulated guidelines, as well as a jury
pated the political interests of later yé&sssurvey  representing Socialist Realism, helped implement the
revealed that about two-thirds of the visitors disap overall concept, which also included verification of
proved of the exhibition. They found OExpressionistie ideological dispositions of the artists. The political

and abstract art in particul@ri@comprehensible. orientation of theDritte Deutsche Kunstaussttilusg
The following comment gives an indication of how presented not only a contrast with the first edition of
much taste in art was still National Socialist in this exhibition series but also with doeumenta

character: OIf the German people have been deprieethibition of 1955.

of this sort of art for 12 years, we can only say that

weOve missed nothitfigl@cumentaso received In the history of documenta, interest in GDR
mainly positive reviews in numerous press refjorts. artists was expressed for the first time by Harald

A visitor survey was not conducted in this instance,Szeemann, when he unsuccessfully tried inviting

but we know that many visitors of the following several GDR artistsdocumenta(%972). Manfred
exhibitions oflocument@ere not convinced about  Schneckenburger was the first to have success in this

the exhibition. endeavour, when he exhibited twe~nty-five works from
six GDR artists dbcumenta(8977)Nunder strong
Conclusion protest from the Western art sceridVilli Sitte

After the Second World War, tidlgemeine Deutschecommented on the GDR artistsO interest in-docu
Kunstausstellundresden was the first as well as lastenta as follows, demonstrating how much each of
all-German exhibitioti.It concluded with the Saxon the two sister countries followed the activities of the
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other however good or bad the evaluation: O\Neo\ﬁ.ge also Jutta Hekunst und Kunstpolitik 1945D49. Kulturaufbau in Deutschland
nach dem 2. WeltkriégS, Verl. fYr Ausbildung und Studium in der Elefanten
always been interesteddocumenté affected us Press, Berlin, 1981, pp. 304D361

from the outset, less so later on, of course, after it 14 See Harald Kimp&pcumenta. Die therschau. FYnf Jahrzehnte

7 Weltkunstausstellung in Stichw@otegne, 2002, p. 14f.
became more and more abstruSédter 1989 and 15 ODie Ausstellung sollte nur Meister zeigen, deren Bedeutung fYr die

the unification of Germany, many public and aca  Gegenwart nach strenger Auswahi unbestreitbar ist, jeweils in wenigen
demic debates started on the questlon in how mucgntscheiden Werken von letzter QualitSt. [E] Mit dieser konsequenten

Elnseltlgkelt allein wSre diese Ausstellung in der Lage das h&chste Interesse zu
art created in a represswe p0|ItIC8.| SyStem like the wecken@ranslation by the author). Bode: I. ExposZ Yber eine Ausstellung in

GDR could be art or qualitative art; often the Kassel 1955, undatiert, documenta archiv, Kassel, Nachlass Bode, Mappe 16,
judgement depends on the distinction between quoted from, ODirk Schwarze, Arnold Bode und der Impuls zur documenta,O in

N . N . rianne Heinz, edrnold Bode. Leben und Werk (1900EA#a@h Minerva,
OcorruptedO state sponsored art and Osubverswe&,omatshausen 2000, pp.£29, p. 24.

oppositiona| dissident practices_ Now, more than 16 OKassel ist die deutsche Stadt, die fYr eine derartige Ausstellung

: Sdestiniert ist. Kassel liegt im Zonengrenzgebiet, ist sehr zerstsrt gewesen
twenty-flve years Iater’ art from the GDR has beco sehr aktiv im Aufbau. 30 Kilometer von der Zonengrenze entfernt den

an interesting subject for art history. Europa-Gedanken in einer Kunstausstellung zu manifestieren ist eine
beispielhafte Tat.(anslation by the author) Bode 1954, quoted from,
Charlotte Klonk, ODie phantasmagorische Welt der ersten documenta und ihr
Erbe,O in Dorothea von HantelmannDed.Ausstellung. Politik eines,Rituals
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The Shock of the Contemporary:
documenta Il and

the Louisiana Museum

by Kristian Handberg

Knud W. Jensen (1916-2000), founder and Any study of past exhibitions deals with complex
director of DenmarkOs Louisiana Museum of Modeand ambiguous matters: how can we comprehend a
Art, often referred to his visit tiocumentaihl 1959  long-gone exhibition likdbcumenta dven with the
as his Odocumenta-Shdcki® impact of this help of meticulous documentation ldecumenta I
encounter with the 1,000 works of art in the 100-da$959. Eine fotografische Rekonstavkilablé?My
museum of contemporary art led to a fifteen-page aim here is not to provide a reconstructive exhibition
illustrated essay in the yearbhokiisiana ¢rbog 1959 history or to concentrate on an excavation of
Moreover, it inspired him to organize the exhibition documentads$ such. Instead, the idea of this article is
of Works from documextthouisiana just a few weekdo point towards a relational exhibition history
after the end of the show in Kassel. After the remaritressing the entanglements of documenta with other
able initiative of opening a privately funded museunexhibitions and institutions and their shared agendas
around his collection of early Danish modernist art to showcase contemporaneity. While the attention on
in a distinctively modern work of architecture in ~ documenta history has been considerable, both in the
1958, a year latelocumentagave Jensen a Onew  archival documenting sense and in the collective art
view on how the collection should and ought to havhistorical memory, the second edition has hardly been
been B andNwhich art the museum should presentsnbmitted to the canon of Omost important exhibi
the future.®l will use JensenOs inspiratiatoty tions,O unlike, for instance, Szeemdoo@sentail
menta |which he declared to be Othe biggest art 1972, or the contemporaneous exhibitions of Willem
shock of his lifé,@s a point of departure to look at Sandberg and Pontus HulfAnstead, studies have
exhibition-making in the late 1950s and 1960s in théended to sedocumentawith critical distance and as
years formative for the notions of modern and symptomatic of general tendencies, for instance, in
contemporary art. In the Afterall Exhibition series the discourse on the eraOs Americanization and Cold
ODocuments for Contemporary ArtO (2014), Lucy War policiesor in Walter GrasskampOs strikingly
Steeds has argued that exhibitions of contemporaryitled essay OFor Example, documenta, or, How is Art
art can Oact as a forum for the experience and critieigtory Produced®OAs Grasskamp has stated, Oln its

articulation of cultural contemporaneityr.is historiographylocumenia seldom seen in the larger
accentuation of the contemporary was already context of its time but is regarded as a unique event, a
present at the core dbcumentadhd thereby stroke of genius of Arnold Bode, which in many ways

foreshadowed tendencies of the 1960s, when curatsdwithout antecedents. To reconstruct documentaOs
thematic, and temporary exhibitions became more prehistory in the context of the postwar German and
common in the new museums of modern art, like European art scene is work still to be done and might
Louisiana, for instance. In the article, | will discuss thed to levelling its singularity perhaps 4 bit.0

impact ofdocumenta fbcusing on three aspects: its Hopefully this article can contribute to this expanded
curatorial agenda of instituting the contemporary asiaderstanding by pointing to the overlooked aspects
world view, its combination of showing contemporagf the event and its important interplay with other

art and setting up a recent art historical horizon for venues of modern and contemporary art.

the present, and, finally, its impact on the develop

ment of museums of modern art as visitor attractiofom a OPeaceful ProvinceO to a OHectic MetropolisO
and popular events that present art in spectacular JensenOs decision to go to Kassel seems to have been
surroundings. encouraged by the French gallerist Denise RenZ, who
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absolute that it was now just about using freedom,

the disappearance of norms, and the unlimited
possibilities of expressidhl@deed, the victory of
abstraction as a Oworld languageO was an ideological
resonance with the free West, even though Jensen (in
accordance with the universalist world images of the
time) claims that the chosen works represented the
whole world®

Besides this celebratory rhetoric of being
shocked by the new and hitherto unknown freedom,
Jensen also accentuates the demyimenia staged
as a reaction to the darker origins of its conterpora
neity. OThe bombed-out baroque palaces with their
empty window recesses and blackened walls were an
had close contacts to Denmark and provided workseffective frame, in its way a symbol for the world in
for documenta Ih advance of his visit, Jensen wrotewhich modern art is created. [E] the society of wars,
to documenta founder and primus motor Arnold  nuclear build-up, mass production, and human
Bode (1900-1977) asking for a meeting with him andtandardizationtQvhere (with reference to the
expressing the wish to receive materials about the sculptures of Germaine Richier) O[o]ne is forced to
exhibition for a planned essay in the Louisiana think about HiroshimaéThis reveals two central
yearbook® Jensen and Bode found interest in each areas of ambivalence: first, the experience of a new
otherOs projects and also developed a personal  freedom (perceived by the West and projected onto
friendship with mutual visits. This paved the way fothe world) and the presence of similarly world-span
Louisiana as the only museum showing works fromning threats of the Cold War era. And second, on the
documentds a last tribute, Jensen would also laterone hand, the idea of autonomy of (abstract) art and
contribute the text Odocumenta-ShockO to the 198fhe OabsoluteO freedom for artists to dedicate
anthologyArnold Boddensen reveals his experiencethemselves to experiment with inner worlds, and
of documentail the essay Olndtryk fra Documenta@imultaneously art as a reaction to the outer world
(Olmpressions from DocumentaO), which appearedhird its perceived social, political, cultural, and
the yearbook ouisiana 195Bhe length of fifteen philosophical modernity. Jensen was a good observer,
richly illustrated pages bears witness to the impor so much so that his account reads like a catalogue of
tance Jensen attributed to the event, which was  typologies of the postwar era, its anxieties and
impressive, but also provocative for the relatively utopias. He was impressed by Othe massive call-up of
inexperienced museum founder. Jensen presents tenvincingly topical, high-quality &#3 well as by
exhibition as an attempt by Bode to offer postwar the ways in which it was presented in equally inspiring
Germany a necessary Oupdating on worldRamO  frameworks, where Othe overall impression, strangely
updating he indeed also deemed urgent himself. enough, despite the background of ruins, is festive,
While he starts his essay providing a characterizatitight, and uplifting2&inducing an awakened energy in
of Kassel as a provincial Obombed-outO city halfwitye visitor. Theocumenta sheas not just a
between Hamburg and Frankfurt, far from artOs  confrontation with the gravity of contemporary art,
traditional centers, he concludes by claiming in but just as much with the new potentialities of
contrast that, OThe visit was for a Northerner like remaking the art institution. A new museum, for
arriving in a hectic, fascinating, almost frightening Jensen, had to be based on three principles: repre
metropole.® The updating, according to Jensen, wasenting the contemporary, showing its foundations in
a goodbye to previous distinctions, Oisms,0 and modernist art history and creating a total experience
genres, as Oa zone of freedom had been cleared fdor the viewers.
artO, so that O[a]rt today seems to unfold itself in a
hitherto unknown freedomO and Oa restless searching,Musealization of Modernism
experimenting, and researchingO by Oartists in all Despite the central importance of Bode, the influence
[free] countries!®The so-called free art was predormof Werner HaftmannNcuratorial advisodofumenta
inantly non-figurative, he observes, OOf 700 paintirig$lNalso needs to be taken into account for under
685 were non-figurativé‘@nd Jensen notes that  standing the interplay dbcumentnd the Louisiana
Othe victory of the non-representational art was soMuseum of Modern Art. Even though a bit forgotten
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today, the German art historian Werner Haftmann meted out to man in the chaotic years before and
(1912-1999) was a key figure in the world of Europeatter the war: persecution, poverty, homelessness,
art in the postwar eraNand in the creatictock! and perpetual flight. Gently submissive to his fate, he
mentaThrough his dedicated promotion of abstrac recorded what befell him: not the facts, but the

tion, which he boldly claimed to be a Owordd lan  images provoked by the wounds that inflicted his
guage,O one could call him the OEuropean GreenhesygéheIn a central passage, the art historian

as a founding figure for the paradigm of postwar describes the fulfilled postwar abstraction as an
modernism and its institutions. Where references t@xpanded, new realism: O[E] abstract painting is also
the American art historian Greenberg appear as beaugcerned with the creation of realities: harmonic
quite scarce in the following European 1960s debatesglities existing in their own right, and expressed by
Haftmann had a profound influence through his  structures of form and colour; psychic realities
writings, promotion of artists, and curatorial work expressive of manOs inner world: and realities relating
reaching frondocumentaver important exhibitions to the outside world, reflecting modern scientific
likeZeugnisse der Angst in ModernéDiomstadt insights ®HaftmannOs view on art and the modern
1963) and membership of the jury of the Venice  world is further exemplified in the essay OUtopie und
Biennale in 1960 and 1962, to being the founding AngstO for the exhibitid@®ugnisse der Angst in der
director of the Neue Nationalgalerie in Berlin, whichModernen Kunatlarge-scale exhibition of modern art
opened in 1968. that complemented the intellectual meeting of the
DarmstSdter GesprSche 1963 with the thangst

und Hoffnung in dieser(@&iéar and Hope in These
TimesO). Here, Haftmann observes the art of his time
(especially Asger Jorn is mentioned) through the
complementary forces of utopias and fears: an
existential approach where inner and outer worlds are
mixed for the OAufbau einer neuen WeltO (building of
a new world) of the postwar era, where the Outopian
future projectionO is tied to Ocontemporary#ear.O
Once again, a world picture very similar to JensenOs
reading oflocumenta I

Compared to GreenbergOs contemporary
formalism and promotion of American painting as
heirs of the European modernist tradition, Haftmann
was more aware of the positions of European postwar

HisMalerei im 20. Jahrhun@d®84) (English art, such as concrete art or spontaneous abstraction,
edition Painting in the Twentieth C€h86%)) even if he also left out significant fields not fitting
became a standard work in the era, with an ambitiono his art view, i.e. non-abstract art. His thinking was
reading of Othe profoundly revolutionary develop concerned with embedding abstract art in modern
ments in painting@llustrating the situation of and contemporary experience, albeit by its expanded
modern European mankind, from the Oturning poinsPeculative realism, rather than the pure formalist
of Cezanne up to the Otangled, chaotic growth, whilf-critique of Greenberg. From the Western German
we call Othe preseft Gaéing through the founda perspective, in the middle of the Ochaotic panoramaO
tions of modern painting in France, Germany, and of postwar Europ®,OfreeO abstract art appeared as a
Italy in the late 19th and early 20th century and  sign of cultural identity of the rebuilt Western
sketching out the internationalizing contemporary aBurope: OThe faith in artistic freedom united the
scene from 1945 on, Haftmann promotes the creative energies of Europe despite all physical and
gualities of abstraction in exactly the combination omoral barriers. It alone accounts for the scarcely
modernist autonomy and definitive response to the believable fact that after the end of hostilities, when it
situation by (white Euro-American) man in his time became possible once more to take stock of the
that Jensen would later read out ofddsumenta artistic situation in European countries, a single
experience. Haftmann notes about Wols (1913-195Hpmmon pattern stood out clearly. Far more strikingly
for instance: OWhat gives the life and work of Wolsthan before the war, indeed more than ever before,
their value as contemporary documents is WolsO the work done in different European countries
exemplary acceptance of the destiny which man  seemed to form a European whéle.O
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International, clearly with universalist aspiratiors horizon already stretching beyond the year of the
this points to the ideal of abstraction as a world  previous exhibition in 1955. However, HaftmannOs
language (OAbstraktion als Weltspraéha®ish catalogue essay draws a horizon for the contempo
became the dictum of the first thr@ecumerga rary in the previous art of the 20th century, like
where Haftmann was involved in a sense that todaysychological representations made possible by
we would definitely call co-curator, or, in the words tduvism and expressionism or the harmony of
Grasskamp, Ochief ideologfsa)€o contributing with concrete forms established by suprematism, de Stijl,
his academic reputation as an established Germanaard the Bauhaus, set up as foundational OargumentsO
historian. In a speech @twcumenta ithl 1964, for contemporary ai¥® These central arguments
Haftmann credits documenta as being the personabbout the foundation of modern art were also carried
initiative of Arnold Bode, but that it was also formedut in the beginning of the actual exhibition, through
through their common discussions while visiting som®ms with a prominent selected presentation of
scenes of international art life, such as Venice or prewar forerunners in the sections ODie Argumente
Paris® This pointed beyond the German situation, der Kunst des XX. JahrhundertsO (OArguments of
which is sometimes evoked in the documeyth of 20th-century ArtO), ODie Lehrmeister der Malerei des
the OAusstellungswunderO rising from the ruined cky. JahrhundertsO (OThe Masters of 20th-century
and revealed a more comprehensive image of mod@aintingO) and OWegbereiter der Skulptur des XX.
art. The firsdocumentxhibition in 1955 did not JahrhundertsO (OThe Trailblazers of 20th-century
start from aStunde NuMith contemporary works, SculptureO) featuring the likes of Brancusi, Picasso,
but followed the 20th century through a selection oKlee, and Mondriafi.This Omonumental historical
modernist works that drew largely on HaftmannOs introductioné was what first met the visitors before
expertise and even hslerei im 20. Jahrhundert  they reached the OArt since 19450 section that was
where, as Grasskamp reveals, the plates from the dedicated to contemporary practices. And, of course,
picture section in HaftmannOs book even overlap witborresponds with HaftmannOs art historical-narra
thedocumentzatalogue, as he actually brought somigve, promoting a canon of masters from a Western

of the color printing blocks with hi#iThe first universalist perspective. The exhibition also featured
documentaas intended as a corrective to the testimonial displays of artists who had passed away
infamous 1937 Nazi exhibitiemtartete Kunst since 1955: Willi Baumeister, Jackson Pollock, Nicolas

(Odegenerate artO) in order to construct a rehabilitaie StSel, and Wdls.
ing narrative of modernism for the German people. )

While the firsiAllgemeine Deutsche Kunstaus’u;tellur!

Dresden in 1946 had already been dedicated to thi

cause much earlier, the task of atoning for that
exhibition was also manifestly taken up elsewhere
the 1960s, like at the Haus der Kunst in Munich, the
city where the most famous of the NaziOs exhibitio
on Odegenerate artO had originally been shown, w
the exhibitiorEntartete Kunst. Bildersturm vor 25 Je
(ODegenerate Art: The Iconoclasm 25 Years AgoO
196232 The success @dbcumentand the establish
ment of its recurring form withocumentawas thus
not just connected to the exhibition of new works,
but also to a curated selective presentation of the
past for the present. It established a resonance for
contemporary art in the modern tradition, which wa
not yet musealized at that time. The 100-day
museum, as Bode would call documenta in the
catalogue oflocumenta (ih 1964} did not have a
collection, but was able to show a specific vision of
the past.

This was also the casdacumenta(1/959), B
where Haftmann continued his art historical curator ~ documentd$ focus on the art of its present was
ship. At first, the goal was to present OArt since 194Betised on a profound staging of a selected past,
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creating a kind of double vision of modernist masters Interestingly, the notion of the labyrinth was also
and contemporaries. This strategy of providing a a recurring motif in important exhibitions that would
modernist premise of the present production was follow documentairilithe 1960s. Groundbreaking

also the basis of the new museums of modern art, likeje-scale exhibitions IBglabyfODynamical

Moderna MuséetStockholm anklluseum des 20.  LabyrinthO), curated by Willem Sandberg together
Jahrhunderits Vienna, which like the Louisiana with the artists Jean Tinguely, Daniel Spoerri, Niki de
Museum, showed the founding arguments of modeBaint Phalle, Robert Rauschenberg, Martial Raysse,
art together with its contemporary manifestations. and Per Olof Ultvedt at Stedelijk Museum in Amster
This corresponds with JensenOs vision for Louisiardarasn 1962 anBlONNen katedralirated by Pontus

it became known. Initially, Louisiana was dedicatedHaltZn and de Saint Phalle, Tinguely, and Ultvedt at
early Danish modernism, but the focus changed Moderna Museet in Stockholm in 1966, have been
remarkably after Jensed@sumentasit3® The perceived through the image of the labyrinth, forming
Odocumenta shockO was not a break with the art ailmost a curatorial model of the OlabyrinthineO

the past, but a new orientation of that pastina  exhibition®* Even though these exhibitions appear
sharpened direction, as the museum would presentnore carnivalesque, offering spectacular experi
selected examples of international modernism, for encesNsuch as walking in through the vagina of a giant
instance, in exhibitions of Kasimir Malevich (1960), body or watching paintings walking on the ceilingN
Max Ernst (1963), and Jackson Pollock (1963) in theand also presenting art in a neo-dada vein, some kind

years followingocumenta Il of genealogy can be observed in the trope of the
labyrinth for vanguard exhibitions that were pioneer
In the Labyrinth of Contemporary Art ing in the OhistoricizationO of contemporary art.

Even though the later reception has sometimes
perceivedlocumentads one-sided in its emphasis on  New curatorial models were necessary for a new
non-figurative art produced as the result of a specifage, characterized by an Oalmost violent dyndfism,O
linear art history, a recurring characteristic around timethe words of the important exhibition-maker
experience of thdocumentawis the metaphor of  Pontus HultZn. The complex, ambiguous image of the
the labyrinth. The room structure of halls and postwar world is very present in HaftmannOs account
corridors, stairs and bridges in and out of the ruins of Painting in the Twentieth CeAsingentioned
palaces and new buildings and the vast array of waakeve, it is presented as a guide into the Otangled,
gave rise to the notion of the labyrinth to describe tishaotic growth, which we call Othe pre€eam@the
complex intertwining of architecture and®ithe European postwar situation as Oa chaotic panorama.O
term was seemingly introduced by the organizers The era offered both new freedom, especially
themselves, taken up by critics and proceeded intocompared to the Nazi past, and new kinds of societal
popular circulation. Even a contemporary newsreeland cultural threats in a consumer society caught in a
introduces the exhibition as a OLabyrinth der mod Cold WarNthe negative and positive poles of freedom,
ernen KunstO (labyrinth of modern art) (UFA as Haftmann described in thecumentacktalogue.
Wochenshau, July 1959%vhen showing a summer- Haftmann definitely saw modern art as being in tune
clad audience wandering around and wondering ~ with the new scientific horizons of the era: OThe new
about the forms of modern art. As Harald Kimpel asdientific view of the world, in which substance is
Karin Stengel note in their essay on the exhibition, ttentified with energy, space with time, and finitude
labyrinth image contained an ambiguity: OWhile thavith infinity has profoundly influenced the modern
exhibition presented itself as a directory through thartist.® A new universal orientationNwith abstract
labyrinth of contemporary art, it appeared as a art as its Oworld languageONis also characteristic of the
labyrinth in itself, where a minotaur waited around postwar world, where the traditional European
every cornertas an illustration of the Overy compreultures of art (notably, France, Italy, and Germany)
hensive adventure happening in between the positibave been replaced by an internationalization forming
and negative poles of freedéhifiat Haftmann had a OEuropean wholeO more than ever before, and
formulated as constitutive for modern art. If abstracmodern art even extending throughout the whole
tion was taken as a lingua franca of the contemporagbe as a Omodel example of a world culture,O as
world, this world was not yet perceived as clearly Haftmann put it in his speech at the opening of the
defined and easily accessible, but as a complex  documentgliso thatNaccording to himNthe Japanese
labyrinth. Sugai, the Chilean Matta, the Cuban Lam, and the
American Pollock felt at home (exhibiting in Kassel).
However, this global ambition of modernist world
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culture was of course restricted to the Ofree,0  Oacross all national borders with clarification for the
Western-oriented world, and the art forms of the  contemporary and hope for the futuf&\W®ith

other side the Iron Curtain a few miles from Kassel134,000 visitors, the exhibition was indeed a mass
were excludet!. OWhere lack of freedom reigns,  cultural event. These visitors were met by a reeogniz
under totalitarianism in all its forms, modern art is able lower-case OdO logo on posters, and waving flags
always persecutetl,Baftmann said in the opening outside the Friedericianum reminded a contemporary
speech, clearly directed towards the Nazism of the reviewer of Oscreaming banners outside a clearance
past as well as the Communist regimes of the preseate in a department stofé&jter the modernist

From analyses of art in the Cold War era, the politidastorical lesson in the OArgumente der Kunst des XX.
charging of free-form abstraction is well known. AsJahrhunderts,0 OLehrmeisters,0O and OWegbereitersO
Sabine Autsch states in her article on abstraction ambms opening the exhibition in the Friedericianum,
Americanization atocumenta the concept of the audience would reach a cafZ, styled with textile
Oartistic freedomO was politicized so that OAbstrastiorks of Richard Mortensen and Henri-Georges

and AmericanismO were promoted as synonyms foAdam. CafZs in exhibitions were not common at the
liberalization, independence, and subjecti¥idimis  time (one of the first was the Orefreshment roomO at
is, of course, also a central aspect of the supposedtie Stedelijk Museum with murals by Karel Appel

global scope of contemporaneity tdatumenta Il created in 1951) and caused critics to comment on
addresses. the Ostrange mixtureO of coffee drinkers with fashion

able lipstick colors and the colors of the artworks in
documenta as a Popular Attraction the OLabyrinth of the Modeffhl@deed, as Autch
Besides its art historical statement and proclaimed observes, the whole event bore a resemblance to
world-spanning interpretation of the present, modern lifeOs popular features like cocktail parties,
documentawias also shockingly new in a more barbeques, and swimming pdbls.

immediate sense: as a popular experience, where
modern art could be enjoyed in a spectacular setti
accompanied by contemporary design interiors, ca
and bars, and other facilities, turning the exhibition
into a total package of Oaura and event,O in the wq
of Autschdocumentawis a new type of institution:
being art exhibition, cultural festival, and media evd
at oncée’! and presenting contemporary art as a pop
lar attraction. Here, it is not the art works that are i
focus, but the sociality around them, as illustrated
the newsreelOs images of a youthful audience han
out by PicassoOs fountain sculpture, OLes Baigne

The integration of artworks, exhibition design,
and popular event have been centradoumentads
concept and initial success. A similarly revolutionary
rethinking of showing art took place at the new muse
ums of modern art of the postwar era. At Louisiana,
This image is an icondafcumentad$ an event  for instance, the art exhibitions were supplemented
for youth, far away from the conventional museum. with jazz concerts, Fluxus happenings, debates, and
According to Bode, the exhibition was aimed at youghcafZ with a sea view. It is likely that JensenOs enthusi
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asm was not only caused by the works of art on  foundation. While the museumOs architecture was
display atlocumenta blut also by the ways in which already there before Jensen went to Kassel, Jensen
they were presented, including the supplementary saw that he had to change the emphasis of the
designed lounges and cafZs. His new museum in contents from a permanent collection to changing
Denmark wasewin the sense that it displayed art inexhibitions. And the first exhibition took documenta
an informal and modern setting, integrated the to Louisiana.

experience of art, architecture, and landscapeNand

featured a cafZ. A poster from the inaugural year of

1958 presents Louisiana as OCollection of Contem

rary Art and CraftsO with a OCafeteria and Park.O

ABNIAG ETIOLE
wh WA VR AUDURT

[Louisiana ™

Setrling af natidskunst oz Runsihdndvark ALLE (EHE

oaoE
ENTHRE KR 200 . BAAN UNDER 8 AR GRATIS

ALETRANDVES 1 FUBLINER VED CRISUNMDSOTRTIN B Eh 590 FOR SILPM008  CAFCTIRNL - Ph 6

At first sight, the Louisiana Museum with its
Scandinavian modern architecture in a scenic park at
a Nordic seaside location is quite different from the In the beginning of October, shortly before the
dramatic frames afocumentet by the Obombed-outexhibition closed in Kassel on October 11, Louisiana
baroque palacesO and the labyrinthine exhibition could announce a show of selected works from Othe
design. However, they share a common vision of most talked-about and interesting exhibition in
exhibition architecture: a striking similarity may be Europe,O as the press enthusiastically paséed on.
observed between the white walls framing the OWe hope to be able to open in OctdBeebsen
sculptures at the Orangerie outdoor exhibition at  said, adding that the opening hours would be
documenta fbrming Oopen-air white cubesO as  expanded during the show, which reveals the impro
Grasskamp putit,and the way in which sculptures vised spontaneity of the arrangement and the
were placed among the white walls of Louisiana at flexibility of the new museum. Whérker fra
time. The two exhibition architectures were devel documentgpened on October 20, it showed forty-
oped independently of each other, but with a relatedne works by fourteen artists. The selection was
vision of the staging of contemporary art on a new ostensibly made by Jensen together with Bode and
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avoided artists previously shown in Denmark, Conclusion
especially French arti%t3his was noted in the pressEven if long past todalgcumentadi 1959 left a
reception, which applauded this unusual input Owitdecisive mark on exhibition history. The way it
just one Frenchman,O pointing to the dominating inspired JensenOs reconfiguration of Louisiana as a
French inspiration in Danish modern art. The critiquasdern museum dedicated to the experience of the
were positive, welcoming a Ofascinating survey of present is a case in point. Moreover, it turned
postwar artO as a Obreeze from the outside,0 a documenta into a recurring event that matched the
selection of the Omost modern.O One review, for format of the perennial exhibition (which had been
instance, expressed surprise to see works made asksblished by the Venice Biennale, the Great
as the previous year. Thus, radical newness and Exhibitions, and the Paris Salons, for instance) with an
aggressive contemporaneity impressed the Danishinternational scope and a focus on contemporaneity.
reception; reviewers were awed by the presence of Thus, the aim and self-understanding of documenta
the big event in the local context. However, the shoas a stage of current tendencies, aesthetic discourses,
was also controversially discussed, as Jensen recadisdmew definitions of international art were censti
his autobiography. Polemics in the press and passitrted here, to be continued and benchmarked in the
ate discussions in the museum sections of Danish &llowing documenta editions. Accordingly, as Kimpel
society were complemented by the discontent of and Stengel state, OSince 1959 every documenta
Danish avant-garde artists like Ejler Bille and Erik functioned from the beginning as an occasion for
Thommesen, who attacked the works of Pollock, public reflection of the state of contemporary culture
T pies, Dubuffet, Wols, and others as being a Owhiamd its social condition; commenting on the exhibi
of fashion, hat trimmings and empty decoraffomith tion tied the critique of the event with a general
an underlying weariness of giving the new museum diagnosis of the er&@iving the event the core
away from Danish artists to foreign competition. designation aSegenwartsbewSltigtorgidg to
terms with the present. This included a presence of

The exhibition became a touchstone in the the recent past and considerable engagement in the
curatorial efforts of Louisiana. Some works were popular experience-making of the day. Louisiana, as
bought from the show, including Victor VasarelyOs one of the leading new defining museums of the era,
Zilah(1957), while other artists, such as Ernst, Pollotlowed a similar agenda: OEven though the emphasis
and Dubuffet garnered attention and were coense is still on experiencing pictorial art, our duty is also to
quently exhibited further in the museum. The most channel some part of contemporary cultural life into
important influence adocumentadh Louisiana was, our museums&Xnud W. Jensen would later say
however, the dedication to current contemporary arebout the aim of the museum. Hence, | would argue
international art together with their foundation in  that documentawbrked as a catalyst for Louisiana
modernist art history and as a total experience.  and other European museums of modern art, while
Louisiana showed a survey of works fflooumenta the museums were in turn important flmcumenta
IV again in 1968; the same year HaftmannOs Neueand sources of knowledge on modern art, as well as
Nationalgalerie opened as a OWeltgalerie der Modallies in the forming of a new way of presenting art.
erne,O built by Mies van der Rohe and arguably théowever, the role of presenting the art history of
last great modernist museum confidently staging modernism, which was still so present in the first
modernist art in modernist architecture in the three documenta editions, was consequently out
Kulturforum: the new West Berlin equivalent to sourced to the museums of modern art. Louisiana,
Museum Island located in the Eastern part of the cibyt also HaftmannOs decision to leave documenta to
by then capital of the GDR. The following year, in become the director of the newly founded Neue
1969, Haftmann would spark a debate with his spedthtionalgalerie, are cases in point. | would like to
on the contemporary museum at the 100-year conclude by stressing that institutions like documenta
symposium for Hamburger Kunsthalle, known as hiand Louisiana, with their focus on the history of the
OHamburg speech,O where he denounced the tradpresent, help us understand the formation of the
tional museum as well as the OirresponsibleO anti-notion of contemporary art as well as its relation to
museum art of the young 1968 generatidiew modernity. Their expansive notion of the present with
fault lines had occurred, and abstraction was no its utopian idea of abstraction as a world language
longer generally considered a world language, neithearked an important point in exhibition history,
atdocumentavhere Haftmann was no longer involvelgefore the notion of the contemporary started to
and BodeOs influence increasingly subdued, nor inemancipate itself from the historical category of-mod
other parts of the world. ern art.
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3 View from ODie Argumente der Kunst

des XX. JahrhundertsO, Museum Friedericianum.

Photo: GYnther Becker, © documenta Archiv.

4 View with Pablo Picasso: Les Baigneurs,
Photo: GYnther Becker, © documenta Archiv.

5 CafZ with Richard Mortensen: OFresque
dOAubussonO, 1956, and Henri Georges Adam:
OPenmarchO, 1958. © documenta Archiv.

6 Poster, Louisiana 1958. Photo: Louisiana
Museum of Modern Art. © documenta Archiv.

7 View of the OOpen-air white cubesO at the
sculpture exhibition at the Orangerie. Photo:
GYnther Becker, © documenta Archiv.

8 View of Louisiana with sculptures of Robert
Jacobsen at the time of VV3arker fra documenta,
1959. Photo: Louisiana Museum of Modern Art.
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Ghostly Women, Faithful Sons
by Vesna Mdaski

Memory and Spectacle should be Ounderstood as an answer to the trauma
One of the biggest and most important exhibitions dhat resulted from that original antimodernist smear
the past several decad#sgumenia Kassel, campaignO of National Sociafismrther on, this will

Germany, was initiated in 1955 by Professor Arnoldallow us to interpret this OOne Hundred Day

Bode with a two-fold function: partly as a OregenersmuseumO as an event created on a particularly

tion initiative for a small town that had suffered traumatic spot of recent German history, or as a part
extensive damage during World War 1l and partly asf post-war cultural memorization. Nevertheless, the
an attempt to counter the attack on modern art by official narrative alocumentaecomes destabilized if
the Nazis!ts conceptual origins are to be found in we read its repetitive form as a continuous restaging
the Ohope of human renewal, of a revolutionary, orof the traumatic past in a particular form: in the form
evolutionary, transformation of mankind to a better of spectacle. According to Guy Debord, the function
lifeNin this case the conversion of the German of spectacle is Oto use culture to bury all historical
population, led astray by National Socialism, to memory.©0n the other hand, spectacle complicates
modernist art, seen as an international phenomenoone of the main functions of this exhibition, since its
and to freedom2Qhis way, the envisioned function dream of collectivity will never be reached:

of documentaas to become a guide to the people

and lead them back to the path they had lost, or, in The spectacle was born from the worldOs loss of
other words, to curate their minds by exposing them  unity, and the immense expansion of the modern
to a new sensory discipline. Germany in the 1950s spectacle reveals the enormity of this loss. [...]

introduced the rules for polite behavior: Spectators are linked solely by their one-way rela
tionship to the very center that keeps them

By means of which a nation that had turned isolated from each other. The spectacle thus
barbaric in the crimes of the war and the reunites the separated, but it reunites them only
Holocaust was again to find a way back to in their separateriess.
civilization. By being nice and being polite, it was
possible to make the economic miracle all the Taking a step further, this makes curators, the
better, whereas the Othings we don®t understandid agents alocumentée ones who function not
are simply OPicas%0.0 only as the OmastersO of the spectacle, but also as the

OmastersO of the traumatic past; their duty is to
Formulated best in a rather problematic state construct a synthetic narrative in the form of an
ment by Roger M. Buergel, the curator of its twelfthexhibition, to shape this Onot-yetO man, and to make
edition in 2007, the hidden functiond"icumentaas sure he rejoins the collective of other civilized men.
to serve as an instrument of rebuilding the commu
nity of a fragmented post-war society: Accidental Images
During the course of my research into the history of
Not only does the Odamaged or endangered documentéwo particular photographs caught my
communityO make a recovery through the taskaitention in the book dedicated to work and life of its
is through the exhibition medium that this founder, Professor Arnold Bode, in the chapter
community actually learns to see, understand, featuring the interview with his widow, Mrs. Bode.
and develop itself as a community. In spite of it®n the right-hand side of page 24 and parallel to the
exclusiongjocumentaas (and is) a laboratoryN interview, two black-and-white photographs have
an ontological laboratory in which to create, been placed, one below the other. The caption under
display, and emphasize an ethics of coexigtencthe first reads OProtest action during the press-confer
ence at documenta 4, 196836d shows a large
On the level of aesthetics, Walter Grasskamp crowd of young people standing around the table
underlines the fact that the first editionsloEumenta with, presumably, journalists, and holding up a large
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hand-written poster with the message OProf. BodeSelected from a vast body of archival photographs as

We, the blind, thank you for this beautiful exhibi most representative of the Ohistorical reality,O they are

tion.® The second photograph shows five men in here exhibited as OnaturalO sequences of events

suits in their mid-thirties surrounding an older man following each other with no apparent contradiction

who is giving or taking a book from one of them; ther clash.

caption reads Odocumenta 5, 1972. From the left:

Peter Iden, Prof. Arnold Bode, Harald Szeemann, At first glance, the first photograph seems to

Prof. Bazon Brock, Dr. Jean Christophe Armmann, show a crowded press conference where the group of

Dr. Ingolf Bauer.O people present is expressing their gratitude to
Professor Bode. Nevertheless, the caption informs us
that what we are seeing is the Oprotest action,0 which
further complicates the story and opens up the space
to doubt the truthfulness of the written statement,
turning the message into a possibly ironic one. If there
was some disturbance in the photograph of 1968, in
the one from 1972 everything seems to have been
resolved. There are no students, there seems to be no
protest, and there are no ironic messages. What
remains unanswered is the key to how to read the
message in the first photo, as well as what happened
in between. At this point, | became interested in what
in Barthesian terms could be called the subversion of
these photographs, or the possibility of releasing the
Opressure of the unspeakable which wants to be
spoken®

Since the text of the interview that frames the
photographs did not give me any further keys to my
initial questions, the next place to look for clues was
in the official visual and textual material left behind
by those two exhibitions in the art libraryNthe
examination of their catalogues. The analysis of the
catalogues becomes even more intriguing since, as
already noted, OThe book metaphor runs like a thread
throughdocumen@s history,0 where Othe catalogue
becomes a kind of lasting monument to the exhibi
tion and one of its most important authentic traées.O

| immediately became aware of the difference
between the two catalogues that showcased a radical
shift that happened in the period between 1968 and
What initially caught my attention were not the 1972. The catalogue from the 1968 was something
particular elements of those photographs separatelihat we could characterize today as Oold-fashionedON
the OdisturbanceO stemmed from their juxtapositioit.had the same format as the catalogues of two
What triggered my attention was the construction oprevious editions afocumentan hard cover, divided
the shift that was achieved by editing in the frame into two books, with introductory texts by the mayor
work of the book, the construction of the change thaf Kassel, Professor Arnold Bode, and several other
apparently happened between those two (cinemati@rt history experts. The texts were followed by a large
moments in history. | became interested in the spasection of black-and-white images of artworks and
in-between, in the particular cut that shows things the artists, all precisely divided into segments based
shifting from a highly dramatic, OexplosiveO and  on the medium in which the works were made.
OnoisyO image of an undifferentiated group of merNevertheless, the catalogue from 1972 looks like
and women in the first photograph to a calm, something of which, at least conceptually, any
OmonumentalizedO group of five men in the secondxhibition-maker of today could be proud: its loose
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black-and-white pages in A4 format were compiled which gave him a unique access to this field. He has
into a big orange plastic office folder, the artworks left behind several documentaries in which the art
were presented in more than twenty categories andvorld is constructed and presented in a particular
sub-categories with images, accompanying texts, awdy, reflecting his deep dissatisfaction with certain
in the case of some conceptual works, the artworksmanifestations of pow&rNevertheless, after filming
themselves were included in the catalogue. What wdscumenta Sornelis decided to stop filming the Oart
also a novelty was the appearance of advertisemem®rld.&

placed by commercial art galleries and art magazines

in the last part of the catalogue. Going through thositbcumenta 4

catalogues, | was vaguely introduced to the group &for the second broadcast of both documentaries in
men from the second picture and concluded that théye 1990s, Jef Cornelis added short introductory
were in one way or another relatedlewumenta 5  notes that open the films. These further reveal his
mostly being responsible for the execution of its  position on the filmed material, and offer a frame
particular segments. Nevertheless, the first catalogwerk in which to watch and interpret it. The opening
did not reveal anything that could help me under line fordocumentaidtroduces us to the clashes and
stand the first photo. What was even more striking problems that were occurring in the international art
was the contradiction between the images and scene at that moment:

catalogues from particular times: the vibrant and

messy image from 1968 in comparison to the rigid When Prof. A. Bode initiated ODocumenta 10 in
and disciplined catalogue from the same year, and the 1955 in Kassel, his first task was to bring West
stiffness of the men in the second picture juxtaposed Germany back to the international scene. When

with the OaliveO and loose catalogue from 1972, ODocumenta 40 took place in 1968, the iaterna
tional art world was in the crisis of authorities.
Not able to find any satisfying answers to my Kassel of that time did not understand this.
initial questions about the changes between these
two moments, nor about the identity of the people Being aware of his position as a filmmaker who

from the first picture or the meaning of their messaget only represents events but also gives a voice to
written to Professor Bode, | decided to continue myconflicting positions, Cornelis opens the film with a
search in other available archives. Among the rare scene in which the French artists express their protest
visual documents of exhibitions from the past, the against the exhibition-makers, and explain the
works that truly stand out are the documentaries withdrawal of their works from the show as a political
made by the Belgium filmmaker, Jef Cornelis. At thiact. This black-and-white, fifty-minute film is fast and
point, we will take a closer look into the ideas and dynamic, and we see and hear a multitude of voices:
questions posed by his movies abdogumenta 4 those of the artists, the organizers, the critics, the
(1968)anddocumenta(5972). dealers and gallerists, and the interviewer. We also see
the artworks, the public, and the camera(man). Very
Filming the Shift: Jef CornelisO Documentaries  soon, we become aware of at least four levels on
The rich and impressive body of work of Jef Cornelishich conflicts and tensions are taking place, and the
has yet to be evaluated and analyzed. In the periodilm leaves us with open questions rather than clearly
between 1963 and 1998, he was primarily active ags@mulated answers.
director and scriptwriter for the Flemish Broadcasting
Company (VRT) in Belgium. Besides providing On the first level, the conflict was between the
valuable content on various subjects and people, higbellious artists and the organizers, usually seen as
work is indispensable in the discussion on the meditwa part of the 1960s student protests and demands
of TV and documentary-making. One of the most for institutional change. In this particular case, the
important aspects of CornelisO work is that he did peimus inter pafshe organizers, the Dutch Jean
hide himself behind the camera, or present his filmd.eering, reduces the political dimension of this
as objective and essentially OtrueO to reality. Instepohtest to a mere technical problem. We hear him
inspired by certain developments in filmmaking in tlexplaining that the artists were not satisfied with the
1960s, he treated the camera as his pagmera room in which they were supposed to exhibit their
stylpas a way to express his opinions on the eventsvorks. Having two exhibition spaces at their disposal,
that he filmed? Apart from being a television maker,of which one was extremely big and the other quite
he was also involved in various art initiatives, and veasall, the organizers had decided to distribute the
an active participant in the international art scene, artworks according to their size. Nevertheless, the
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rebellious artists explained their withdrawal as a wage Robert IndianaOs artwork, during the first few
of openly disagreeing with the selection process of minutes of the film and again at the end. The image is
the exhibition that, according to them, did not followed by a particular noise: initially it is a sound
represent a true and objective overview of the art similar to a typewriter, and at the end it becomes
scene of that moment. Being the first edition of ~ clear that what we are hearing is a cash register. The
documenta be focused on contemporary art final sequence of the film provides us with CornelisO
production, this fact has a specific signifi¢ance.  ironic conclusion, through Louis ArmstrongOs version
of OWhat a Wonderful WorldO: a song made as an

Although being dissatisfied with the organizatioantidote to the more and more racially and politically
and the overloaded nature of the spaces, the Americharged climate in the US, which the American art
can artists decided to participate, and to avoid the completely fails to portray.
politicization of the act of withdrawal. This point
introduces us to a new level of the conflict: US artisiecumenta 5
versus European artists. The decision to exhibit, foFour years later, Jef Cornelis filmed the next edition
the first time in Europe, the new developments in  of documentahich now opens with the following
American art (minimalism, conceptualism, pop art) introductory text:
turned this edition alocumentiato a historical
moment in which the repositioning of the center of EODocumenta 50 in 1972 is known in history as a
artistic production officially shifted to the other side  first example of an exhibition as a spectacle.
of the Atlantic. According to the voices of the critics ~ Under the leadership of a Swiss Harald Sze
heard in the film, the exhibition shows the strength of emann, the art is brought back to the museum.
the young American scene and the OsicknessesO of th&he main point of this event in Kassel became
old European one. Nevertheless, for their part, the the economical, political and media importance.
rebellious French artists express their opinion about  The avant-garde was definitely buried. The new
the disproportions in the exhibition, which offered an  hero is the exhibition maker SzeemannE
overview of mostly American art.

The first impression of this fifty-five-minute,

As a consequence, the appearance of the newmainly black-and-white film is one of order and the
forms of art initiated several shifts on the third levelimmaculate organization of the exhibition. Artworks
on which this confrontation took placeNbetween thare organized under bigger themes and categories,
new art production and the rigid museum structureshere is no sign of chaos, and everything seems under
Art dealers inform us about the necessary shifts thabntrol*” Following the didactic character of the
would have to happen in the galleries, and the needxhibition, the film imitates this and presents itself as
for collectors to change their attitude towards what &n educational piece with voiceover