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Introduction 

Art exhibitions showcase selected exhibits in temporary, unique constellations for 
the public, enabling new approaches to the art on display. When the exhibitionary 
propositions convey art-historical contexts, exhibitions contribute to the historiog
raphy of art. If we wish to determine the contribution of exhibitions to the develop
ment of art history as a discipline more precisely, we can do this by employing a spe
cific method, defined in the present text as art-historiographical exhibition analysis. 
This qualitative method is informed by an equally historical and theoretical research 
interest. Approaches to the history of exhibitions, hitherto treated separately – the 
history of the exhibition as a form or practice and the history of exhibited art – are com
bined and expanded to include findings from curatorial studies informed by cultural 
studies. 

Since the 1990s, the history of exhibitions has emerged as a field of art-historical 
study in its own right (Bogdanovic and Bremer 2016, Gleadowe 2011, Myers 2011, Rat
temeyer 2011, Vogel 2017, Ziaja 2013) that either focuses on the historical features of 
exhibitions or considers these insofar as they carry art into the public sphere.1 One 
of the precursors of the historical interest in the art exhibition as a form is a study 
by Georg Friedrich Koch (1967), who was the first to address the history of tempo
rary exhibitions, from their “preliminary and early forms” in antiquity up to their 
increasing popularity in the 19th century. The seminal essay Inside the White Cube by 
the critic and artist Brian O’Doherty (1976/1986) is considered a further significant 

1 The much-cited 1996 anthology Thinking About Exhibitions by Reesa Greenberg, Bruce Fergu
son, and Sandy Nairne is considered an inventory of what was then a newly emerging inter
disciplinary field of research (Greenberg, Ferguson, and Nairne 1996). Since then, at the in
terface between art history, museum history and research, as well as the more recent field of 
curatorial studies, art history has increasingly broadened its scope to also include exhibition 
history. 
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96 Part I Cultural Analyses Methods 

mover, with its critical focus on the white exhibition cell as the standard of mod
ern exhibition practice. In line with this tradition, numerous studies devoted them
selves to the history of exhibition architecture and display in the field of art (Celant 
1982, Klonk 2009, Klüser and Hegewisch 1991, Staniszewski 1998). Later, initiatives 
followed to systematize and historically explore specific exhibition genres and prac
tices. Here too, the focus is less on the exhibited art works and more on the respective 
types of exhibitions.2 

A further research approach, by contrast, addresses the exhibited art. Here, ex
hibition contexts take centre stage as authorities of public approval of artistic propo
sitions and movements, allowing art-historical narratives to be retrospectively re
traced or examined as to their genesis. Walter Grasskamp (1982) was the first to take 
an interest in the exhibitionary consecration of art and its historiographic effects in 
a compelling essay about the documenta. In the publication and exhibition Statio
nen der Moderne. Die bedeutenden Kunstausstellungen des 20. Jahrhunderts in Deutschland 
(Bollé and Adkins 1988), his research perspective was applied to a wide range of case 
studies and subsequently prominently advanced by Bruce Altshuler. In program
matic publications on the public presentation of the avantgarde (Altshuler 1996) and 
the exhibitions that “made art history” (Altshuler 2013, Altshuler 2008), the Ameri
can art historian outlined an exhibitionary canon of modern and contemporary art 
in the global North, which has since been further elaborated (Foster et al. 2012). The 
series Exhibition Histories3, issued by Afterall Publishing and established in 2010, has 
meanwhile expanded the Western focus of this strand of research to the global level. 
Nevertheless, the series remains committed to the logic of acknowledging art-his
torical shifts in their connection with exhibition events.4 

2 These range from Francis Haskell’s overview of travelling exhibitions of works by Old Masters 
starting in the 17th century (Haskell 2000) to the reappraisal of the history of biennials (Jones 
2016) or photography exhibitions, and to empirical research projects mapping exhibitions in 
private galleries during the period of the neo-avantgardes or aiming to achieve a comprehen

sive cataloguing of exhibitions by women artists since the 19th century. See the conference 
Mostre fotografiche in Italia negli anni Settanta: spazi, dialoghi, narrazioni, https://arthist.net/ar 
chive/37896 (05.08.2024); the database Maconda | Le Mostre d'Arte Moderna nelle Gallerie 
private in Italia: i due decenni cruciali 1960 – 1980, https://www.maconda. it/ (05.08.2024); 
the collaboration between Artl@s and AWARE ‘Women Artists Shows·Salons·Societies: To
wards a Global History of All-Women Exhibitions’, since 2017; or Agata Jakubowskaʼs re
search project at the University of Warsaw, Globalizing the History of Women's Art Exhibitions, 
2021–2025. 

3 https://www.afterall.org/publications/exhibition.histories/about-exhbition-histories/ 
(05.08.2024). 

4 The author’s PhD thesis examined the exhibitionary establishment of ‘individual mytholo

gies’ and Spurensicherung [‘securing of evidence’], a subject-related tendency of the 1970s, 
on the basis of its most influential exhibition platforms, documenta 5, 1972, and documenta 
6, 1977 (Bremer 2019). 
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The historical interest for such exhibitions that have left a mark on art history 
was revived thanks to the popularity of the contemporary, a recent term of periodiza
tion with a global claim. The widely debated term contemporary identifies art as con
temporary that links heterogenous dimensions of time and space, purportedly em
bodying the global-transnational era since 1989 (Alberro 2009, Groys 2010, Osborne 
2018, Smith 2009). Around 2010, as the term contemporary became more popular, it 
was examined by means of relevant exhibitionary examples. These include in par
ticular biennials, triennials and the documenta, i.e. periodically recurring ‘glocally’ 
networked exhibitions (Buurman and Richter 2017, Green and Gardner 2016) as well 
as museums of modern and contemporary art, whose presentation formats and con
tents are increasingly adopting a temporary, flexible and topical approach (Bishop 
2013, Vest Hansen und Handberg 2023). Examining the defining content of the con
temporary by means of selected exhibitions, as the studies mentioned above do, con
stitutes a turning point in that the introduction of an art-historical concept of peri
odization is no longer merely sought to be understood, but is put forward to critical 
and ongoing debate on the merits of its exhibitionary genealogies.5 

The art-historiographical exhibition analysis considers both of the aforemen
tioned approaches – the interest in the exhibition as a form or practice and in the exhib
ited art – in their interdependencies. In order to determine how exhibitions produce 
their own art-historical propositions, the method also draws on findings from cura
torial studies informed by cultural studies. This field of research dedicated to devel
oping theories about curating and the curatorial (Bismarck 2022, Journal of Curato
rial Studies 2012–2025, Martinon 2013) enables an understanding of exhibitionary 
production of meaning beyond prefabricated interpretations. Accordingly, exhibi
tions are not considered to be static representations of pre-existing meanings, but 
rather curatorial statements about exhibits on display for an attending audience. 
Their distinctive narrative mode resulting from the tension between the time refer
ences of the art works, the curatorial narrativization, the temporality of the exhibi
tion and the reception of these relationships (Bal 2002: 36–39, Bismarck et al. 2014, 
Frank and Bismarck 2019) is crucial for constituting new meanings in a processual 
fashion. Art-historiographical exhibition analysis examines the narrativity of exhi
bitions specifically for propositions that establish content-related references to art 
history. 

5 These developments should be seen as effects of a vigorous critique of the canon, which, in 
addition to expanding the spectrum of investigations into the history of exhibitions, also calls 
for an examination of implicit categories of analysis (Sheikh 2010/2011). 
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Aim of the method 

This method assumes that art exhibitions participate in art historiography, even 
though strictly speaking they are not located within the academic field nor pri
marily organize their discourse in written form (Haxthausen 2002). Considering 
both approaches to the history of the exhibition as a form or practice and as exhibited 
art, hitherto treated separately, as well as the genuine narrativity of exhibition 
contexts, the objects of investigation will serve to show how exhibitions achieve 
art-historiographical significance. The method thus relates to the wider research 
question of how art history as a discipline – including fundamental concepts, 
propositions and narratives – develops, changes and maintains itself. The research 
question is answered by looking at exhibitions and not, as is usually the case, from 
the perspective of a history of ideas and institutions or the myriad ways in which art 
history is written. The method can be applied within the historical period in which 
academic art history and exhibitions have existed in parallel, that is, from the 19th 
century to the present day. 

Step-by-step guideline 

The art-historiographical exhibition analysis is applied processually in five stages, 
each building on the former. 

1. Formulating the question and identifying the object of investigation 

First of all, the method requires the development of an appropriate research ques
tion. Usually, an established art-historical narrative is linked to an exhibition that 
engages with it content-wise. The aim is to reveal how the art-historical account was 
shaped, cemented or refuted by the exhibition. For instance, West-German art his
tory of the 1970s seldom regarded artistic practices from the GDR worthy of inves
tigation. The 6th edition of the periodic major exhibition documenta, which for the 
first time included and showed art from the GDR in Kassel in 1977, took a stance on 
this marginalization (Bremer 2017). In a way, documenta 6 had, as an institution, 
an art-historiographical claim enshrined in it, as the high-profile event saw itself at 
the time as a regular appraisal of contemporary art. It is therefore fair to ask to what 
extent documenta 6 played a role in framing art from the GDR in West Germany. 

However, art-historiographical exhibition analysis does not need to be applied 
exclusively to assess established art-historical narratives on the basis of large-scale 
exhibitions with a high public profile. Art history has also been made in particu
lar in and through exhibitions that opposed universalistic contexts of interpreta
tion. A counter-hegemonic claim to art-historiographical authority can be convinc
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ingly demonstrated, for example, in exhibitions by women artists: because tradi
tional gender asymmetries and male-biased analytic criteria impeded the inscrip
tion of women artists into art-historical narratives, exhibitions were often orga
nized independently and used as a corrective to expand the art-historical canon or 
question its foundations. 

2. Securing historical sources 

The analysis of the art-historical initial narrative and the selected exhibition is sub
sequently substantiated through primary and secondary sources. On the one hand, 
it is necessary to evidence the art-historical assumption under investigation in aca
demic publications of the time. On the other, the sources for the identified exhibition 
are examined in the relevant archives and, if necessary, further insights are gained 
through exchanges with contemporary witnesses – artists, curators, art critics (oral 
history). 

3. Reconstructing the object of investigation 

Fig. 1: Reconstruction of Carla Accardi’s solo exhibition, Origine, 1976, interior of the Coop
erativa Beato Angelico, Rome, © Luca Longagnani. 

Thirdly, the selected exhibition is reconstructed in its entirety or in part. This can 
be done by means of an analogue or digital sketch (Fig. 1) or with a spatial model, 
which can be created without too much effort, for instance with the help of a shoe 
box, cardboard, glue, pencil and ruler or also a software programme. The basis for 
this is provided not only by surviving installation views and video recordings, but 
also by exhibition floor plans and testimonials. This makes it possible to visually and 
haptically recreate the selection of works and their hanging in the original spatial 
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situation, including, as far as possible, the lighting, displays, labels and wall texts, as 
well as the designated route through the exhibition. The aim here is not to be overly 
faithful to detail, but rather to focus on those elements that were significant for the 
curatorial narrative. 

4. Interpreting the art-historiographical arguments of the exhibition 

Once the reconstruction is accomplished, the art-historiographical propositions of 
the exhibition are interpreted. Taking into account the form and practice of the exhi
bition as well as the displayed art, exhibition historians identify the specific narrativ
ity of the exhibition context. From these they deduce the art-historiographical state
ments of the exhibition, while always bearing in mind its partiality. Returning to 
the example of documenta 6, the art from the GDR was exhibited in the prestigious 
museum Fridericianum, but in rooms that had been claustrophobically cramped by 
a temporary mezzanin floor, which had an oppressive effect on the large-format 
paintings. Conceived as a self-contained unit, the section could only be visited af
ter the ‘Western’ exhibition segments in the Fridericianum (Fig. 2). 

Fig. 2: Floor plan of documenta 6, 1st floor of the Museum Fridericianum, from Informatio
nen, special edition documenta 6. 1977: X. 
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Thus, the figurative-expressive character of the state-sanctioned art from the 
GDR must have seemed even more unusual in the Kassel international comparison, 
as if it referred to conventions of a different time. In this way, the exhibition con
stituted, also in interrelation with the discursive contributions in press reports and 
the catalogue, an art-historical special status of the GDR contribution.6 

5. Establishing the historical context of the art-historiographical arguments 
of the exhibition 

The art-historiographical proposition of the examined exhibition is elaborated via 
an interpretative process that, in principle, remains open-ended. Even though the 
exhibitionary argument cannot be evidenced ‘mathematically’, it should at least ap
pear plausible within the corresponding historical period. The validity of the inter
pretation is ensured by a final contextualization of the findings to avoid inconsis
tent readings. On the one hand, the art-historiographical proposition of the exhibi
tion analyzed can be linked back to the afore-mentioned art-historical narrative in 
academic publications, and on the other, it can be related to the corresponding re
views of the exhibition. In this way, it is possible to identify repetitions, deviations 
or counter-arguments of and to dominant art-historical topoi produced at certain 
points by the exhibition. 

Case study 

The inaugural exhibition at the Cooperativa Beato Angelico in Rome, entitled Un 
quadro di Artemisia Gentileschi (A painting by Artemisia Gentileschi) (1976), serves as a 
pertinent example for illustrating the methodology of art-historiographical exhibi
tion analysis. Until the 1970s, a progressivist and geographically centred art-histo
riographical model fashioned on the principle of Giorgio Vasari’s Le Vite prevailed in 
Italian art history, which insisted on artistic ‘descent’ and the competition between 
artists conceived as male. Here, the work of women artists was barely considered 
(Iamurri 2007). This raises the question of how female-identified producers of art 
and culture reacted to this imbalance in and through self-organized exhibitions. As 
a case in point, we can consider the example of eleven women who, as a cooperative, 
organized various women artists’ exhibitions in a self-managed gallery in a street 
named after Beato Angelico in the centre of Rome from 1976 to 1978 (Bremer 2020, 
2022). The cooperative’s exhibitionary activity is particularly suitable as an object of 

6 Conversely, this does not preclude, as testimonials show, that encounters with the exhibited 
objects, despite adverse exhibitionary conditions, have in some cases generated more far- 
reaching meanings. 
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investigation because its self-declared goal to exclusively “present, study, collect and 
document works by women artists who work or have worked in the field of the visual 
arts” formulates a partisan art-historiographical claim.7 Archive material is accessi
ble in the shape of exhibition views, announcements, press reviews and correspon
dence in the Fondo Suzanne Santoro, Archivia, Casa internazionale delle donne in 
Rome. Former members were able to provide personal information about the coop
erative. 

If we reconstruct the opening exhibition on 8 April 1976 on this basis, we can 
see that a large-format historical oil-on-canvas painting was installed on an easel 
in the bare, low-ceilinged exhibition room on the ground floor of an early modern 
building, diagonally across from the only entrance door, and a leaflet was laid out 
next to it. The four-page body of text provided a biography and a catalogue of works 
by the Roman artist Artemisia Gentileschi, establishing a production context for the 
work on display: an Aurora from approx. 1627 from a private collection. 

To include a representation of the goddess of dawn, painted by the historical 
artist Gentileschi, in the inaugural exhibition of the feminist space suggested an art- 
historical new beginning under the banner of ‘woman’. The curatorial narration as
signed the work via the text apparatus to the Baroque period, but at the same time 
anchored it in the present: the painting on the easel appeared in an unfinished pro
cess of coming into being. The unconventional installation of the life-size female 
subject – not on the wall, but in the room and facing the incoming visitor at eye 
level without the usual museum-style barriers – underscored its relational poten
tial (Fig. 3). Instead of resorting to historistic periodization, the women’s coopera
tive followed the criterion of an inter-periodic acknowledgement of women artists 
by women artists. The inaugural exhibition was therefore instrumental in expos
ing as arbitrary not only the male dominance in art history, but also the underlying 
premise of a linear historicization and undermining it in the process. Surviving ex
hibition reviews emphasize this revisionist aspect. The counter-hegemonic art-his
toriographical interpretation also seems plausible in the light of radical-separatist 
views of the time. Feminists like Carla Lonzi explicitly sought to break away from lin
ear – chronological or dialectical – philosophies of history as being implicitly male 
(Zapperi 2017: 178–188). 

7 Original text: “presentare il lavoro di donne artiste, che operano e hanno operato nel cam

po delle arti visive […] studiare, raccogliere e documentare tale lavoro”. Declaration of the 
Cooperative in self-designed postcard format, 1976, Fondo Suzanne Santoro, Archivia, Casa 
internazionale delle donne in Rome. 
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Fig. 3: View of the inaugural exhibition of the Cooperativa Beato Angelico, Rom, 8 April 1976, 
from Bremer 2020: 487. 

Method reflection 

The art-historiographical exhibition analysis proves to be particularly effective with 
regard to a certain “[m]od[e] of making exhibitionary meaning” (Smith 2021: 47), 
namely when the curatorial proposition is implicitly or explicitly grounded in art 
historiography. This art-historiographical, usually revisionist mode can appear in 
various, but not in all exhibition genres, for instance in thematic, period- or media- 
related overview exhibitions, retrospectives on artists or movements, art-historical 
thematic exhibitions or temporary presentations of collections. For analyzing such 
topics, the art-historiographical method depends on the availability of sufficient 
sources, which limits the range of the material to be examined in both historical and 
institutional aspects. The simultaneous investigation of academic and exhibitionary 
art-historiographical narratives and the reconstruction of the selected exhibitions 
also requires a time-consuming review of primary and secondary literature, possi
bly also particular social and linguistic skills, a steady eye and hand coordination as 
well as spatial thinking. 

Besides these research premises, it should be kept in mind that the method pri
marily responds to a self-referential spectrum of questions concerning the disci
pline of art history. Its added value lies in the fact that it connects areas of exhibi
tion history and curatorial studies in order to expand our understanding of how art 
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history is constructed and of the circumstances that prompt the assumptions and 
foundations of the field to be renegotiated. This method takes a fresh look at art- 
historiographical approaches that have emerged in exhibitions, neither explicitly in 
written form nor necessarily completely congruent with academic art history. It is 
not the long-term transmission or broad impact of the exhibitionary propositions 
that makes them worthy of investigation, but rather their quality. This helps to coun
teract notions of a uniform development of the discipline. It is in and through ex
hibitions that we can retrace established narratives of art history and also bring to 
light untapped and resistive art-historiographical potentials. 

References 

Alberro, Alexander. 2009. Periodizing Contemporary Art? In Crossing Cultures: Con
flict, Migration and Convergence, edited by Jaynie Anderson, 935–939. Melbourne: 
Melbourne University Publishing. 

Altshuler, Bruce. 1994. The Avant-Garde in Exhibition: New Art in the 20th Century. New 
York: Abrams. 

Altshuler, Bruce. 2008. Salon to Biennial: Exhibitions That Made Art History. London: 
Phaidon Press. 

Altshuler, Bruce. 2013. Biennials and Beyond: Exhibitions That Made Art History. London: 
Phaidon Press. 

Bal, Mieke. 2002. Kulturanalyse. Frankfurt am Main: Suhrkamp. 
Bishop, Claire. 2013. Radical Museology: Or, What’s Contemporary in Museums of Contem

porary Art? London: König. 
Bismarck, Beatrice von. 2022. The Curatorial Condition. New York: Sternberg Press. 
Bismarck, Beatrice von, Rike Frank, Benjamin Meyer-Krahmer, Jörn Schafaff, and 

Thomas Weski, eds. 2014. Timing: On the Temporal Dimension of Exhibiting. Berlin: 
Sternberg Press. 

Bogdanović, Ana and Maria Bremer. 2016. Expanding the Field of Art History. En
tanglements with Exhibition History. In Matica Srpska Journal of Fine Arts 44: 
249–259. 

Bollé, Michael and Helen Adkins, eds. 1988. Stationen der Moderne. Die bedeutenden 
Kunstausstellungen des 20. Jahrhunderts in Deutschland. Berlin: Nicolai. 

Bremer, Maria. 2017. Documenta 6 revisited. Metamalerei, Realismus und der Ka
non des Zeitgenössischen. In OwnReality 30. http://www.perspectivia.net/publi 
kationen/ownreality/30/bremer-de (05.08.2024). 

Bremer, Maria. 2019. Individuelle Mythologien: Kunst jenseits der Kritik. Munich: Edition 
Metzel. 

https://doi.org/10.14361/9783839418598-008 https://www.inlibra.com/de/agb - Open Access - 

http://www.perspectivia.net/publikationen/ownreality/30/bremer-de
http://www.perspectivia.net/publikationen/ownreality/30/bremer-de
https://doi.org/10.14361%2F9783839418598-008
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/
http://www.perspectivia.net/publikationen/ownreality/30/bremer-de
http://www.perspectivia.net/publikationen/ownreality/30/bremer-de


Maria Bremer: Art-Historiographical Exhibition Analysis 105 

Bremer, Maria. 2020. Unexpected Artists. The Cooperativa Beato Angelico in the 
context of 1970s Feminism. In Römisches Jahrbuch der Bibliotheca Hertziana 44: 
483–498. 

Bremer, Maria. 2022. Nichtlineare Kunsthistoriografie? Feministische Ausstellun
gen im römischen Kontext der 1970er Jahre. In Textes et Contextes 17 (1). https://p 
reo.u-bourgogne.fr/textesetcontextes/index.php?id=3556 (05.08.2024). 

Bremer, Maria. 2024. Exhibiting in a Revisionist Mode: All-Women Shows in 1970s 
Italy. In Now we have seen. Women and Art in 1970s Italy, edited by Giorgia Gastal
don, 15–33. Cinisello Balsamo: Silvana Editoriale. 

Buurman, Nanne and Dorothee Richter, eds. 2017. documenta: Curating the History 
of the Present. OnCurating 33. https://www.on-curating.org/issue-33-reader/doc 
umenta-curating-the-history-of-the-present.html (05.08.2024). 

Celant, Germano. 1982. A Visual Machine: Art Installation and its Modern 
Archetypes/Eine visuelle Maschine. Kunstinstallation und ihre modernen Ar
chetypen. In Documenta 7, edited by Rudi H. Fuchs, XIII–XXIV. Kassel: Paul Die
richs. 

Foster, Hal, Rosalind Krauss, Yve-Alain Bois, Benjamin H. D. Buchloh, and David 
Joselit. 2012. Art Since 1900: Modernism, Antimodernism, Postmodernism. London: 
Thames & Hudson. 

Frank, Rike and Beatrice von Bismarck, eds. 2019. Of(f) Our Times: Curatorial 
Anachronics. Berlin: Sternberg Press. 

Gleadowe, Teresa. 2011. Inhabiting Exhibition History. In The Exhibitionist 4: 24–30. 
Grasskamp, Walter. 1982. Modell Documenta oder wie wird Kunstgeschichte ge

macht? In Kunstforum International 49: 15–22. 
Green, Charles and Anthony Gardner. 2016. Biennials, Triennials, and Documenta: The 

Exhibitions That Created Contemporary Art. Chichester: Wiley Blackwell. 
Greenberg, Reesa, Bruce Ferguson, and Sandy Nairne, eds. 1996. Thinking About Ex

hibitions. London: Routledge. 
Groys, Boris. 2010. Comrades of Time. In Going Public, the same, 84–101. Berlin: 

Sternberg. 
Haskell, Francis. 2000. The Ephemeral Museum: Old Master Paintings and the Rise of the 

Art Exhibition. New Haven et al.: Yale University Press. 
Haxthausen, Charles Werner, ed. 2002. The Two Art Histories: The Museum and the Uni

versity. Williamstown, MA: Sterling and Francine Clark Art Institute et al. 
Iamurri, Laura. 2007. Questions de genre et histoire de l’art en Italie. In Perspective 

4: 716– 721. 
Jones, Caroline A. 2016. The Global Work of Art: World’s Fairs, Biennials, and the Aesthet

ics of Experience. Chicago and London: The University of Chicago Press. Journal of 
Curatorial Studies. 2012–2025. Bristol: Intellect. 

Klonk, Charlotte. 2009. Spaces of Experience: Art Gallery Interiors from 1800–2000. New 
Haven & London: Yale University Press. 

https://doi.org/10.14361/9783839418598-008 https://www.inlibra.com/de/agb - Open Access - 

https://preo.u-bourgogne.fr/textesetcontextes/index.php?id=3556
https://preo.u-bourgogne.fr/textesetcontextes/index.php?id=3556
https://www.on-curating.org/issue-33-reader/documenta-curating-the-history-of-the-present.html
https://www.on-curating.org/issue-33-reader/documenta-curating-the-history-of-the-present.html
https://doi.org/10.14361%2F9783839418598-008
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/
https://preo.u-bourgogne.fr/textesetcontextes/index.php?id=3556
https://preo.u-bourgogne.fr/textesetcontextes/index.php?id=3556
https://www.on-curating.org/issue-33-reader/documenta-curating-the-history-of-the-present.html
https://www.on-curating.org/issue-33-reader/documenta-curating-the-history-of-the-present.html


106 Part I Cultural Analyses Methods 

Klüser, Bernd and Katharina Hegewisch, eds. 1991. Die Kunst der Ausstellung. Eine 
Dokumentation dreißig exemplarischer Kunstausstellungen dieses Jahrhunderts. Frank
furt am Main et al.: Insel-Verlag. 

Martinon, Jean-Paul. 2013. The Curatorial: A Philosophy of Curating. London: Blooms
bury. 

Myers, Julian. 2011. On the Value of a History of Exhibitions. In The Exhibitionist 4: 
24–28. 

O’Doherty, Brian. 1976/1986. Inside the White Cube: The Ideology of the Gallery Space. 
Santa Monica und San Francisco: The Lapis Press. 

Osborne, Peter. 2018. The Postconceptual Condition: Critical Essays. London und Brook
lyn, NY: Verso. 

Rattemeyer, Christian. 2011. What History of Exhibitions? In The Exhibitionist 4: 
35–39. 

Sheikh, Simon. 2010/2011. On the Standard of Standards, or, Curating and Canon
ization. In Manifesta Journal 11: 13–18. 

Smith, Terry. 2009. What Is Contemporary Art? Chicago: University of Chicago Press. 
Smith, Terry. 2021. Curating the Complex & The Open Strike. London: Sternberg Press. 
Staniszewski, Mary Anne. 1998. The Power of Display: A History of Exhibition Installations 

at the Museum of Modern Art. Cambridge MA, London: MIT Press. 
Vest Hansen, Malene and Kristian Handberg, eds. 2023. Curating the Contemporary in 

the Art Museum. London and New York: Routledge. 
Vogel, Felix. 2017. On the Canon of Exhibition History. In Re-envisioning the Contem

porary Art Canon: Perspectives in a Global World, edited by Ruth Iskin, 189–202. Lon
don and New York: Routledge. 

Zapperi, Giovanna. 2017. Carla Lonzi, un’arte della vita. Rom: DeriveApprodi. 
Ziaja, Luisa. 2013. Ausstellungsgeschichten. Ansätze der Historisierung im Kunst

feld. In Handbuch Ausstellungstheorie und -praxis, edited by ARGE schnittpunkt, 
23–36. Wien et al.: Böhlau. 

https://doi.org/10.14361/9783839418598-008 https://www.inlibra.com/de/agb - Open Access - 

https://doi.org/10.14361%2F9783839418598-008
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

