ABOUT RETRO FUTURISTIC EUROPEAN COLONIALISM OF DOCUMENTA (13)

Organ Kritischer Kunst (OKK, Berlin) Team has
researched the new waves of the Art
Establishment in the “probably most creative city
in the world (at least in the continental part of
Europe)” as manifested by the Berlin Biennale 7
(BB7; 27.04-01.07). OKK hosted the event
entitled "2012 IS THE SEASON FOR TREASON"
parallel to the BB7 (27.04-13.05) in order to
expose’ the outcomes of their research into the
biennale, but also to provide the space for
discussion of the crypto-fascist ideology and
tactics in the broader social context. On Friday
20th July, OKK presentation Biennialization of
Political Art will draw on their 2012 1S THE
SEASON FOR TREASON and specify its
relationship to the dOCUMENTA (13), which is
currently occupying the city of Kassel.

from POT press release about the Rosa Luxemburg

Stiftung Hessen event “Biennialization of Political
Art”

1) “Borderless” documenta

According to dOCUMENTA (13) curator Carolyn
Christov-Bakargiev, the Italians are coming back
to this largest German contemporary art festival
in 2012, after somewhat little presence of this
nationality in the recent shows. Apparently they
are coming back with a full blast in the style of
1930s! Sadly, both Berlin Biennale 7 and
dOCUMENTA (13) rely on the nationalist and
ethnic conceptions of identity. Simultaneously,
Italian presence in documenta is the very element
which “allows this anti-concept concept re-
conquest Afghanistan (2012 documenta takes
place in Kassel, Germany; Cairo, Egypt; Banff,
Canada and Kabul, Afghanistan). Carolyn
Christov-Bakargiev is an Italian and American
writer, art historian and curator, sporting
philosophy suitable for German domestic and
foreign cultural policies. According to Emily
Nathan from artnet.com:

One might wonder why on earth Carolyn
Christov-Bakargiev, the curator of Documenta
(13) in Kassel, Germany, June 9-Sept. 16, 2012,
would choose to hold two years of art lectures and
workshops in the war-torn country of
Afghanistan. The Afghan Seminars, as they are
called, took place between 2010 and 2012 in
collaboration =~ with - the  Goethe-Institut
Afghanistan, the Afghanistan Center at Kabul
University and a host of other cultural institutions
-- and considering the current conditions of the
country’s social and political landscape, such a

decision might seem naive, or even dangerous.1

Ironically, the very personality who was used
in order to let documenta expand through German
borders is probably the most globally famous
contemporary art curator with a background in
Africa. Nigeria-born Okwui Enwezor was the star
of dOCUMENTA (11) in 2002. Enwezor is a son
of a businessman, a probable reason for his class-
determined understanding of post-colonial
international relations which had made way for
“non-occidental” cultures forming the core of the
whole show.> While this might sound positive or
in some way progressive, “the ultimate
cosmopolitan” seems to have internalized the
concept of art with its typical colonialist bias.
Formulaic “phenomenon” of similar basis is
described in Roger Taylor's 1978 book “Art, an
Enemy of the People”, where author speaks about
the historical founding of Jazz:

I have now said something about the social
context in which a certain social project was lived

out. A set of simplifying contrasts help to clarify
my meaning. Being white, an encapsulated in
New Orleans social experience, was bringing
blackness into whiteness, and thereby obtaining
some release from being white, but at the same
time not being black and remaining white. The
project was contradictory, it was to be white, but
not be white and to be black, but not be black (all
of this from the standpoint of those who were
white), it was to bring blackness into whiteness as
a whiteness but at the same time that which
entered as a whiteness had to be a blackness.’

So, why is documenta in Afghanistan? Back to
Christov-Bakargiev, the curator attempts to relate
her own present privileged living conditions with
the bright days of 1970s in Kabul, when her
“native” Alighiero Boetti owned a hotel together
with his Afghani business partner Gholam
Dastaghir. It seems that the whole “empathy” of
documenta starts and ends with the business
interests in an occupied country, which
infamously hosted numerous European and
American junkie communities in the 1960s and
70s. Christov-Bakargiev creates no contradiction
when, in the name of Afghani artists, she boasts
of a necessity to ‘“radically imagine” that
occupation does not exist! It is the international
bourgeois who live in a Derrida-like “post-
structural”, “borderless” post-colonial space: it
goes without saying that such art events justify
the imprisonment and torture of innumerable
people who struggle to practically live-out this
globalism both Christov-Bakargiev and Enwezor
claim to exist for everyone. For the curators, just
like for Jacques Derrida, truth only exists in text.
Somewhat symmetrical to this is racial profiling
exercised by the German state, where “crime
statistics” provide justification for daily
harassment of the non-white residents. Again,
Carolyn Christov-Bakargiev: “In the 1990s, I
liked to work with the concepts of ‘center’ and
‘periphery’ because then they were new and
helped to structure the discussion. Today, I don’t
use these terms any more—they became too
fashionable and got a false tone.”™

Alighiero Boetti, the “Poor Art” star of the
most recent documenta, was “fascinated with the
other cultures”, he spent a long time living in
Afghanistan. An outcome of this is present in
Friedricianum, one of the main dAOCUMENTA
(13) venues in Kassel city, in the form of yet-
another Boetti's carpet-maps entitled “Mappa”.
The artist employed numerous female weavers of
Kabul in order to produce “his” world political
maps over the years of 1971 to 1994. Alighiero
Boetti's “use of an element of chance” is widely
spoken about. Interestingly, this “chance” is a
calculated one: while it is difficult to track down
the reason for employer failing to provide his
employees with correct materials (for example
blue string for the colouring of the oceans in
Italian's maps), yellow or pink parts of the world
waters are treated as an explainable phenomenon:
supposedly, Kabul locals have never seen water in
their lives, neither do they have any idea of
mapping: "Boetti loved this intrusion of chance
into the design and from then on left it to the
makers to choose which colour to use for the
seas,”" Tate said in its guide to the Boetti show,
which ran from February 28 till May 27 2012 in
Tate Modern.

Overall, is it not such “other culture” based
treatment of Kabul weavers that makes “Boetti's”
work “outstanding”? The following quote allows

by Chus Martinez XIII

us to leave this Bakargiev championed hopeless

yet lucky bourgeois loser aside:
“(...) final self portrait, and his [Boetti's] first
work using cast bronze, is an image of the
artist holding a hose that sprays water onto his
head. Because the head is heated, the water
boils on contact creating a cloud of steam and
portraying Boetti as a thinker with so many
ideas that he needs to cool himself down.”
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2) The personal & the political

At this point [ would like to mention something
of a little importance to most of the
dOCUMENTA (13) visitors. My friend Habibi
left Afghanistan, a country where he was born,
and Kabul, the city where his relatives still
reside, a good few years ago. Having travelled
through Turkey and the Balkans, Habibi met a
network of activists and simply empathetic
people who made his long way to Berlin easier.
They also provided Habibi with practical support
ever since, even to the extent of his Afghani
friends expressing suspicion. To my surprise, in
the recent months Habibi himself took an active
part in the actions of networks who provide
voluntary practical support for refugees in
Germany.

Unfortunately, Habibi's involvement with anti-
racist activities is what got him back to the
refugee camp, one of those prisons Habibi was
sent to the prievious time my friend had been
policed. Yet again, Habibi has been put behind
bars for a very “personal” reason, which is his
skin color: The police demanded my friend's
identification papers in the train station of
Thuringian city (150 km away from Kassel;
Kassel is in the land of Hesse — former West
Germany, Hesse is bordering the territory of
Thuringia, former GDR). It is not spoken openly
enough about the fact that German state still uses
the historically infamous method of racial
profiling in their hunt for “illegal” immigrants.
On March 27, 2012, the administrative court of
Koblenz, in Western Germany, dismissed a
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2. My experience was that there [in Afghanistan]
is an interest in contemporary art and culture
(...)

3.1 hope that the alliances and connections
created between artists in Afghanistan and
artists in other parts of the world through
dOCUMENTA have a positive impact in the
long term.

Here I would like to pose a question: is that a form
of magic on Carolyn Christov-Bakargiev's
behalf? (quoted statements have clearly come
from her camp; nevertheless, the curator uses
subject ”’I”, but the authorship is attributed to two
persons)

[dOCUMENTA

3) The “retreat”

Marketing of dOCUMENTA (13) relies on a
reserved colour scheme, dominated by the bright

Instead, the nature and man inflicted disasters are
put side by side by the Bakargiev curatorial
“everything goes as long as it fits German cultural
policy” concept, where on the one hand war is
justified by the supposedly universal human death
instinct, and on the other art is granted
“uebermench” qualities by its un-historical
appearance in the form of “energy”", which on its
own behalf leads towards the “ecology of spirit”
in the form of German Nazi founded Volkswagen
“motto's”".

Poor curatorial decisions fit well with the
glorification of “Poor Art”. Alighiero Boetti has
been historicized into the poor Italian art circle,
but another hero of 2012 documenta, Giorgio
Morandi, is also another artist related to the Arte
Povera (in 2009 his paintings decorated the US
White House, while Alighiero Boetti was featured
in the world's largest art museums in 2012:
MOMA NYC and London Tate Modern, Giorgio
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yeliow aid accempanied by pasiel tones of blue
ang-greeir — the decisior-somewhat-reflecting
Gigrgio -Morandi's [outpui-, Morandi -style.fits
dOCUMENTA brand perfectly: while Venice
Biennial is denounced for it never-ending parties
and Art Basel eonstitutes a “commercial’ art-fair,
document2 is shrouded in a-smoke of setriousness
and-modesty. Ever since.iis foundation, this-art
fair was-ineant to “heal” a brokemsociety of post-
war-Germany._Started out-as an-annexe to-the
beurzeois horticultural show in the city-of Kassel
in 1955, the ait festival was meant to-show-art
formerly-deemed “degenerate” by-the Nazi party.
Neverthéiess, - the fact that decumenta—was
inifiated at the'sdme.year-as the German military
was-officially-recreated and-accegied into INATO
(1955; with Kassel as-onewsf the-most-important
arrls inaustry_hubs- in (Germany),is rather
striking.’

Most.of the, show is produced with the same
colour scheme like its-marieting. Having spaiit a
geod partof theeday in documeria, this could be
also  said_about its, contents. Humour entirely
absent, eroticisin was positioned it a suspiciously
close proximityto both: Italian-fascist-star of the
show ‘Gioigio Moraridi and-the portrait of Adolf
Hitler, therefore rendering-one ©f the very_few
eroiic impulses-of the-art fair - images-featuring
the-Vogue corresporident Lee: Miller herselt —

entirely-unattractive. Furthermore, Ania Teixeira
Plru.o, in her review for Ari Agenda points to-the
lack: of cserionsly "analytical contributions- to
documenta!®, those whicic woild have been
capavle of consciousiy deconstracting language
and-the “rationaiism’whicti-led ta'the creation of
nuciear ~warfare, the problem) continucusly
scrutinized in the works of Gustav Metzger.

Morandi's _legacy, was exhibited a MGCMA “in
2001y in~MNew~York Metropolitan Museum 1n
2008,- and_ others). Reviews of 20U5 Yale
"Tnivc“sity Press-published Janet-Abramowicz's
‘Giorgio Morandi: the Art of Silence”" state the
artist's relationship with Arte Povera movemerit.
“Ai; enic accnunt covering fnv decades--Of

Ahramo‘.wcz mould receive the ulghesl praise
for.daring to do what other art fiistoricns have
repeatediy denied: she unabashedly links
Merandi—as both artist and ‘persovi to ‘F%is
predecessors, contemporaries, and
descendants, —arguing  thai-—it in
[Morandi's] reom that the real arte-povera
began.”—Jennie Hirsh, CAA Reviews
White/it seems thiat this very book inspired-the
inclusion -of Morandi into the’ coficept dof
dOCUMENTA ~(13) and its “subscquem”
justifications for-the show's presciice i Kabul
through Morandi's association witii Arte Povera,
it isstriking thai: Carolyn «Christeph-Bakargiev
states-the following:
With her-Docuimenta, Baiargiev. seems to:be
peésitioning artists as suffering something dakin
toothe “trials=of Job, -ackneowledyging ine
contradictions of making art in the face of war,
and cheosing-to pursue svmbais of creativity
when surrounded Dy, destructici. 7
she_conciuded~“the-image of Morandi sitting
iniis studio painting-vases. one-after the other,
with Fascism atl around ki -- that is what axt
car do™
Christov-Bakargiev)herself, “one of tiheworld's
Jeaditig authoritics ori_post=war- italian—art ~and
culture” associates Morandi withh Pevera- but
nevertheless wiiitewashes his-fascist pasc To m
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