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RECAP FROM PREVIOUS SESSION

In our last session touched upon archives as a productive space and the 'atlas' as 
curatorial strategy.
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Research 5 exhibitions and analyse them based on the theme, context provided and 
the artists and artworks that they are referencing.


Reference 5 books or printed publications that you are considering for your curatorial 
project and upload them on the shared drive.


AFTER THE SESSION TASKS  - OVERDUE
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SESSION OVERVIEW

In the first part of today’s session we will have approach a range of curatorial 
strategies. The idea is to see different examples of how to curate an exhibition and see 
if you identify with some of them.


workshop in which as a group you will write the introduction text for your exhibition. 
Then you will present it and have feedback on it.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


Georges Didi-Huberman’s understanding of the atlas as a tool that serves to organise 
visual knowledge. Didi-Huberman argues that the atlas has an

‘intrinsic capacity for montage’ which has ‘the potential of producing transversal

knowledge’. Therefore, I will use Warburg’s and Richter’s projects to investigate how

they construct different mnemonic systems by using the atlas as a visual tool to 
recombine and create juxtapositions of images to produce new connections between 
their elements.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


The atlas is a way of structuring and creating relationships among images. Following 
the dictionary definition, an ‘atlas’ is: ‘1 a collection of maps, usually in book form; 2 a 
book of charts, graphs, etc, illustrating aspects of a subject’. The term ‘atlas’ was first 
used around the end of the sixteenth century to refer to a collection of maps, printed in 
a set order in book format. The name comes from Gerhard Mercator’s map collections 
in 1585. On the front page of which there was a picture of the mythological figure Atlas 
carrying a globe on his shoulders.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


In the nineteenth century, the term was also employed, particularly in Germany to refer

to any tabular display of systematised knowledge, becoming almost a scientific genre. 
It was possible to encounter atlases in the fields of astronomy, anatomy, ethnography,

archaeology and so on. In the twentieth and twenty first century, the term has been

used in a metaphorical sense. For instance, in the visual arts, Georges Didi-Huberman, 
in the exhibition Atlas, How to Carry the World on One's Back (2010) takes Aby 
Warburg’s Mnemosyne Atlas (1924-1929) as its point of departure.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


Didi-Huberman defines the atlas as a:


Visual form of knowledge, knowledgeable form of seeing, the atlas disrupts all

these frames of intelligibility. It introduces a fundamental impurity – but also an

exuberance, a remarkable fecundity – that these models had been conceived to

avert. Against any aesthetic purity, it introduces the multiple, the diverse, the

hybridity of any montage.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


The atlas comprises a heterogeneity of images organised in a systematic way. 
However, what is more important is that the atlas is a tool to temporarily arrange visual 
materials and using the montage has the potential of composing and re-composing its 
contents in different ways. Through the artists’ practices we will see how the atlas is a 
hybrid construction that offers the possibility of mixing both the bureaucratic character 
of the archive and the subjective element of the collection.
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ATLAS. HOW TO CARRY THE WORLD ON ONE’S BACK?

GEORGES DIDI-HUBERMAN


https://www.youtube.com/watch?v=WwVMni3b2Zo
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https://www.museoreinasofia.es/sites/default/files/exposiciones/folletos/brochure_atlas_en.pdf
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ABY WARBURG


Aby Warburg, Panels from Rembrandt’s exhibition as displayed in Aby Warburg’s library, (1926).
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ABY WARBURG - MNEMOSYNE ATLAS


Aby Warburg, Mnemosyne Atlas (1924-1929), panel 7. Aby Warburg, Mnemosyne Atlas (1924-1929), panel 41a.
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GERHARD RICHTER - ATLAS


Gerhard Richter, Atlas (1962-ongoing), panel 1 (1962).



17

GERHARD RICHTER - ATLAS


Gerhard Richter, Atlas (1962-ongoing), panel 9 (1962).
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GERHARD RICHTER - ATLAS


Gerhard Richter, Atlas (1962-ongoing), panel 9 (1962).
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GERHARD RICHTER - ATLAS


Gerhard Richter, Atlas (1962-ongoing), panel 17, panel 18 (1972).
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Some of the ideas that we discussed today are: 

- Workshop exploring your exhibition introduction.

- The atlas as a curatorial strategy.


SUMMARY
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STRUCTURE OF 1500 WORDS WRITTEN 
COMPONENT
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STRUCTURE OF 1500 WORDS WRITTEN 
COMPONENT
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STRUCTURE OF 1500 WORDS WRITTEN 
COMPONENT



24

STRUCTURE OF 1500 WORDS WRITTEN 
COMPONENT
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

When the Museu de Arte de São Paulo (MASP) opened the doors to its new home in 
1969, visitors were shocked to find over 100 paintings hovering in the main gallery—
each work hung on a glass panel rather than a wall. By the 1990s this unprecedented 
scheme, conceived by the building’s modernist architect, Lina Bo Bardi, Bo Bardi 
experimented with daring, reconsidering museums as places to explore “ways of 
showing” while “building an atmosphere” to induce active encounters rather than just 
reverent contemplation.
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The return of Lina Bo Bardi’s radical crystal easels to the display of the collection 
presents a selection of 119 artworks drawn from the museum’s diverse holdings, 
spanning from the 4th century BC to 2008. The easels were first presented at the 
opening of the museum’s current venue in 1968, and withdrawn in 1996.

EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION



28

The return of the easels is not a fetishistic or nostalgic gesture in regard to what has 
become an iconic exhibition display device, but should rather be understood as part of 
a programmatic revision of Bo Bardi’s spatial and conceptual contributions to museum 
practice. The political dimension of her proposals is suggested by the open, 
transparent, fluid, and permeable picture gallery, which offers multiple possibilities for 
access and reading, eliminates hierarchies and predetermined paths, and challenges 
canonical art-historical narratives. The gesture of taking the paintings off the wall and 
placing them on the easels implies their desacralization, rendering them more familiar 
to the public. Moreover, the placement of the labels on their backs allows for an initial 
direct encounter with the work, free from an interpretive framework. InÂ this context, 
the museum experience becomes more human, plural, and democratic


EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

December 2015
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

December 2015
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

December 2015
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

December 2015
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EXAMPLE IN PRACTICE - MASP’S COLLECTION

December 2015
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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EXAMPLE IN PRACTICE - MASP’S COLLECTION
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MASP - 1968

View of the pinacoteca (photograph Paolo Gas- perini, 1968, Instituto Lina Bo e P. M. Bardi, São Paulo, Brazil collection.
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ANTECEDENT 

François-Joseph Heim, Charles X Distributing Awards to the Artists at the Close of the Salon of 1824, (1827).
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ANTECEDENT - PINACOTECA DI BRERA - FRANCO ALBINI

Franco Albini, Pinacoteca di Brera (Brera Art Gallery). Mostra Scipione e del Bianco e Nero (Scipione & Black and White Exhibition), Milan, 1941 (photograph Fondazione Franco Albini collection). 
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ANTECEDENTS

Edoardo Persico and Marcello Nizzoli, Sala delle Medaglie d’Oro (Gold Medals Room), Mostra dell’Aeronautica (Aeronautics Exhibition), Milan, 1934 (RIBA Photographs Collection). 
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DOCUMENTA 13

Documenta (13), was celebrated in Kassel in 2012, called Collapse and Recovery, 
curated by Carolyn Christov-Bakargiev there was an emphasis on a section of the 
exhibition called ‘The Brain’. This constituted a conceptual visual map of the exhibition 
as a whole and consisted of a collection of objects belonging to different epochs, 
social and cultural contexts. For instance, Giorgio Morandi’s bottles and vases that 
were used as props for his still life paintings shared space with Vandy Rattana’s Bomb 
Ponds (2008) photographs that examine the US bombing of Cambodia during the 
Vietnam War. The purpose with this juxtaposition of elements was to create an open 
associative space, a visual atlas.
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DOCUMENTA 13

Installation view of the Brain at Fridericianum, dOCUMENTA (13), 2012.
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DOCUMENTA 13

Five original bottles Morandi had in his studio. Courtesy Museo Morandi, Bologna.
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VENICE BIENNALE - THE ENCYCLOPEDIC PALACE - 2013

The exhibition curated by Massimiliano Gioni The Encyclopedic Palace

in 2013 and part of the Venice Biennale, which considered the labyrinthine quality of

collections and the compulsion and obsessions behind them. The exhibition also

offered a reflection on collecting and on artists as collectors. One example of this 
practicewas Cindy Sherman’s personal collection of photographic albums. The 
exhibition. The Keeper that was shown in The New Museum in New York in 2016, and 
also curated by Gioni is a continuation of the previous project.
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Marino Auriti, Il palazzo enciclopedico del mondo (The Encyclopedic Palace of the World), ca. 1950s, wood, plastic, glass, metal, hair combs, model kit parts. Installation view, Arsenale, Venice, 
2013. From “The Encyclopedic Palace.” Photo: Kate Lacey.

VENICE BIENNALE - THE ENCYCLOPEDIC PALACE - 2013
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View of “The Encyclopedic Palace,” 2013, Central Pavilion, Venice. Foreground: Oliver Croy and Oliver Elser, The 387 Houses of Peter Fritz (1916–1992), Insurance Clerk from Vienna, 1993–2008. 
Background, from left: Jack Whitten, 9-11-01, 2006; Achilles Rizzoli, Irwin Peter Sicotte Jr. Symbolically Delineated/The “Sayanpeau,” 1936; Achilles Rizzoli, Alfredo Capobianco and Family 
Symbolically Sketched/Palazzo Del Capobianco, 1937; Achilles Rizzoli, Mr. and Mrs. Harold Healy Symbolically Sketched First Prize, First Anniversary, 1936. Photo: Kate Lacey.

VENICE BIENNALE - THE ENCYCLOPEDIC PALACE - 2013
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Initial draft of your exhibition text and gallery map with artworks.


WORKSHOP



THANK YOU

Estéfani Bouza: e.bouza-arnoso@uwtsd.ac.uk/ February 2024  


