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\4&en I was asked t6 writc a te* about the t'paracuratorial," a seminar de-

voted to lilmic paratexts that I attcrded as part of my fllm studies coursework
immcdiately sprang to mind. Based on G6rard Genett€'s definition of the
pantext as the sum of those elements that accompany a text or a book ftom
the dust jaclet to the advertising campaign the filrnic paratcxt serves as a

{i?ming adjunct with the power to guide our rcading of a fiIm.t The directors
of the Nouve.Ie Vague were charact€rized above all by their altording *is
framework almost as much attentron as they gave to the lilms themselves. The
opening and closing credits, thc poster, and also writing on the subject of film
constitute the ievels of cornmentary that coalesce to form the overall spacc

inhabit€d by a filrn and render its erternal and internal references visible and
subject to analysis.

Along with its core duq' of exhibition making curating also encompasses

a whole series of other activities that a.re now ta-Len for granted: writing ac-

companying texts, programrning 6lm series, orgadzing lectures and ta.lks, et
cetera. As a (somewhat acadcmic) term, the 'ltancuatorial" has a;sen out
of a plane of commenta-ry sirnila-r to other paratexts in order to channel the
rcception of the exhibition in a panicular direction and illuminate its jnher-

ent systems of rcf€rcnce. In rccent years, howevet this whole aica has devel-

oped its own impetus. We are no longer dcalingonly with fields that go hand-
in-hand with cuntoria.l work and ultimately therelore the exhibition itse[
but also with arenas that have ta-ken the place of the erhibition: the thematic
reader, the academic conference, the philosophica.l seminar Curaton stage

salons and interdrscrplinary ryrnposia, and even pubJish periodicals. They
adopt artistic methodologies of research-based activity and present their own
institutional history as an interactive archirc. They adapt the notion of a col-
lective production of knowlcdge in the lorm of temporary academies. We are

dealing with an enorrnous degree of openness nowada)s with regad to what
; oflcrcd by, and what can be discussed within, the context of an institution.
As a result, new conflicts, corrcspgndcncesJ and commentaries haw emcrged
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within the traditional coordinates of alt that place the format of thc exhibi-
tion in an altered, broader focus.

Many of these activiti€s are the result of a seics of considerations that
r€late to how the art institution sees iBeld, and ultimately also relate to the
academic processing of such considcraaons. To a certain extert, they rcp-
resent the legary of New Institutionalism, which has itself become a kind
of comlnon property. In its wal<e, museums, galleries, and art centers have

tansforned th€mseh.'es into more open fonnats. They have tned to foster a

more dcmocratic,attitude toward their audicnces, and to open themselv€s up

to new forms of artistic practice. The institution as "part-community center,

pal aboratory arid part-academy" may well belong to the past, but its di-
vers€ components are paxt and parceL d evcrtday curatorial Practice.'? In the

field of education in particular, dir.erse models havc been developed to rcach

out to new audienc* and (to a c€rtain er.:tent) to rtake art more accessible

across the board. Morec^/€r, there has been a recognition of the institution's

potential to cleate a public for art and to act as a substitute for thosc spaces

that have bccome inc.rcasingly subservient to cornmercial interests and are no

longer indusive, but exclusive.

This also imp)ies that difiercnt institutiona.l formats do indeed represent

"sealed, pmtected areas" (that wor d constitute the white cube's pmductive

l€gacy) where things can happ€n that dont happen elsewhere. The repoliti-

cization of afi, the focus upon-often already historic activist formats, and

the close collaboration with local communities make it appaftnt that divcrse

forums that once existed have now ceased to exist in thir particular wa)r A
broadcned lbrm of curatorial practice occasionally compensates for this, to
;ui extrnt,

Classic institutional critique taf,$ted the framewo* of art's production
as well as the socioeconomic and political conditions of the institutions €n-

gaged in its exhibition. It analyzed and questioned the very locus in which an
was pub]icly disptayed. Precrsely because institutional citique was ultimately
a form of eriticism that affirmed its own institutional basis as an "internal"
critique referringto the institutional status of art and the syst€m of a.rt institu-
tions (ranging fiom museums to galleries to art pedodicals or ihdeed the alt
narketFit was also possible for art institutions to utilize it for their own pur-
poses of selfJegitimation. /,As indeed it often was, through to the ubiquitous

etoric pli€d by cuators today that axt is permanent\ "cmssing border:"
of one kind or anothe! qu€stioning relationships of power, and unveiling

institutional mechanisms.) A fotlow-up trend emerged later in the lorm of
rhe so-c lled Konlhd.hnst (Conter.1 art), which on the one hand saw itsell- ar
part of the tradition of institutional critique, but on the orher was attempting

to open up aft institutions to non-art praefices to which it was previously

unconneoed.

'bn, 
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3.tunr&yr wil3o4 acdd- rAlhcr.eas orftodox institutional critique is prcdicated upon rhe supposi
tion (and I am simplilying to an extent) that ther€ is an inherent conflict b€-
tween the artist and the institution, dre second phase of institutional critique
is a morc collaborative a.fair and utilizes the cxhibition as a space to draw
attention to its operations. Al'ter institutional citique's renaissance during the
1990s made rcne.wed relirence from thc artists' point ot;ew to the syTlbolic
rules that dilfercntiatc al1 fiom the broad field of non-art, thc institutional
contcxt finctions nowadays predominandy as a privilcgcd place in which
the foc[s carr be directed toward that sociopolitica.] "outside the white cube"
which is itscf filtercd out of thc internal system. By mea.ns of targeted intcr-
ventions, reality outside art has lound its way, legitimated as art, into the in-
terior space. The relationship between art and non-art defines itself here just
a^s strategically as it does situationally: 'l-here is an outsidc to which rel€rence
is duly made, but this .is not contextualizcd completely as axt by virtue of the
relerence alone. Instead of fundamenta.lly questioning the s).rnbolic borden
of the arf space per se, its rules and ways of linctioning are tempo.arily traft-
lbrred to areas that gain a ncw intcrtst and also a politicization thrcugh this

A:t institutions are no longer viewed as sites of cultural and political ex-
dusion desewing of critique and indeed attack. Instcad, contemporary criti-
cal institutional discoursc is propagatcd-and hele we arrive at the subject in
question thiefly by curaton and museum directors. The translormation of
the institution and the extension of its scope of action have become a shared
goal. However, over lime the broadened ve$ion of institutional critique has

also progressed liom a critical lorm of art practice to a more gencnl atti-
lude Loward the "opcrating slBtcm," which can in turn be adoptcd by arlists,
curators, arrd oitics a.like. A command of "t}le cuniculum of institutional
critique" has become a matter of courrc.3

This shift which is owed in equal measure to both the success of in-
stitutional critiquc and its histoicization, so that it has now become pa-rr of
an art-historical canon as well as curatoriat training- tngendem a variety of
paracuratorial activities. The maiority ol these activities take place in a 6€1d

which itsell examines the possibilities ol curatorial practice beyond (now rare)
rigid institudonal lbrmats. Whercas thcrc are expefs for th€ classical activities
of communication ftress offic€r, art educator), the curator, as auteu! adopts

the mle of the critic channelling the debate, prcductively cxtending the cura-
torial remit. Hc or shc knows that things arc possible within th€ institutional
liaming of aft that arc (no longcr) possible elsewhere. This framing is perhaps

thc most important aspect for the various conlerencrs and publications initi-
ated independendy of exhibitions, for the political engagcmcnt of individual
institutions, and lbr their contribution to sociopolitica.l initiatives for clange.
On thc other hand. the academic world hardlv has the financial rcsou:rces
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Response n'
to publish its research ix book form. Institutions publish not only cxhibition
catalogues but also anthologies, collections of essays, conference minutes, and
other kinds of documentation. The likelihood of listening to a leciure by a re-
nowned philosopher held in a museum, a municipa.l an gallery an art cente!
or a conlerence olsanized by one of these institutions is dignificandy grearer
ttan doing so in a universiq,.

This development becomes problematic when acadernic tmining bc-
aomes inc.easingly ma*€t-oriented, generously leaving the lields adapted
{iom th€ art industy itself to thc art industry; when art institutiors become
places that organizc not only exhibitions but also uri\,€rity-level conlerenc-
es and establish their own albeit temporary academies, and universjtics are
lorc€d to withdraw from thes€ aienas out of political considerations; when
cultural policy is only prepared to sanction the irnding ol the institution's
disseminative role and duly cuts structural funding; when conditions are laid
down as to which pamcuatorial activities need to be performed and which
do not. In times when universities are being restructured and thc humar ties
actively cunailed, when aft academies are being forccd to obey rhe call lor
eficiency one shouldn't redistribute their duties unquestioningly.

With a.ll due sFnpathy for fte extendcd forms of curaLorial activitll
rhe erhibirion and disseminadon ol ;!fl should move ro.cnrer \raqe once
more, and the accompanlng appantuses that frame it and the discourse it
produces should bc supported lry a commonality of inter€st in these two corc
elements. That would constitute a plca for broad-ba-sed forms of dissemina-
tion to a heterogeneous audiencc as n'ell as for rhe inregration of adjacenr
fields into a curatorial discourse which itsell reflects thc political, social, and
economic "outside." The aft system is in a powedi position at the momcnt
to be able to appropriate many discourses and fields of activity and engage-
ment. We ought not to forget that other places eisr wherc much of what
we increasingly find ourselves doing is also done- -placcs like universities,
repcrtory cinemas, community centers, and so on, and which mercly await
ou-r willingness ro .oopefarF.

The c.l;rssical paratert is "a zonc between te\t and oll-text, a zone nor
only of tmrrsition, but also of transatian."a As a transitiona.l zone it is part of
neither one field nor the othcr. Frcm the point of vicw of a text, it belongs
to the conteit, but liom that of the context, it is part of the texr. At best, it
is a .wirchine poinr and interfa, e. wirh rh. 

' 
apaciry ro inidare .ommu.ica-

tivc prccesses. Ultimately it is a profoundly heteronomic, auxiliary discoune
opcrating in the serwice of a different enrerprise, which pnxidcs its very jus-
tfication for existence: "Inespective of the degrcc of a€stheiic or ideological
content, coqucttishness, and paradoxical rcversals the author may choos€ to
inuoduce into a paratextual elemen! itis a]ways subordinate to 'his' tert and
this functiona.lity significandy determines its composition ffrd its exisrence."5
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Even if the shifts of position within the curatoria.l per se and its interplay
with other spheres of activity and smjal contexts are indeed irreversibl€ ?nd
are not meart to be recoiBidercd here at all the e ribition itsef stil ought
to move center stage more emphatically as a unique format for the pmduc-
tion of meaning Collabontiom with experts from other fields are explicidy
recommended in this endeavor: The endless extension of cumtorial practice
itself will lead to a onc-sided upgrading of thc figure of the curator in the
field of the pmduction and dissemination of krowledge. Reflection on, and
commentary upon, existing socia! political, and economie conditioru in the
sph€rc of art must be ajoint enterp;se - for+ilsts, c{rato$, and their public.
In th; s€nse, the paracuatorial would also ideally be a switching point and
interface for the initiation of communicatir.r processes.

'r@hanftm e. &M b 1-tudE Oadl
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