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Double portrait of Hanne Darboven, Hamburg, ca. 1988 
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Greetings 

Albert Darboven 



For many decades, | was joined to Hanne Darboven by bonds of deep friendship. | was privileged 

to witness the triumph of her art, regarded by many as abstruse and recalcitrant, and to see its greatness 

celebrated widely. Soon after her early recognition in Dusseldorf and New York, her work was in great 

demand by nearly all of the major museums worldwide. Despite her all-encompassing labors, she would 

often come by for lunch on a Saturday or Sunday afternoon, which allowed us ample opportunity to dis- 

cuss her work and her daily routine; she would describe her latest projects, which assumed ever greater 

dimensions. Things were always changing: Her artistic ambitions grew ceaselessly, and she never repeat- 

ed herself. Added to the written works were collages, and at some point the collages were joined by 

objects. She was an incessantly creative seeker, almost to the point of obsessiveness. 

A new dimension was attained when she began to systematically realize her ideas in musical 

form as well. During long conversations, she would share new ideas with me. To participate in these 

developments was a source of genuine delight. Emerging at some point during our discussions was the 

idea of a foundation, and at the turn of the millennium, | was able to realize this desire in accordance 

with her intentions. After her far too early death, the foundation—initially conceived for the promotion of 

young artistic and musical talent—came into possession of her entire artistic estate, in conformity with 

her last will and testament. 

As a consequence, the focus of our foundation’s work became the preservation and scholarly 

treatment of her artistic estate in her studio “Am Burgberg” in Hamburg-Harburg, now preserved as a cul- 

tural heritage site and diligently maintained in its original condition. We consider our second great task 

to be that of making her work—which is still utterly contemporary—accessible in museums. 

After the marvelous presentation at the Museo Reina Sofia in Madrid last year, this compre- 

hensive retrospective—a double exhibition held in the Art and Exhibition Hall of the Federal Republic of 

Germany in Bonn and the Haus der Kunst in Munich—represents the high point in the reception of 

Hanne Darboven’s art following her death in 2009. More than a decade after the last major exhibitions in 

Hamburg and Hannover, Okwui Enwezor, who initiated this project together with Rein Wolfs, provides a 

different, novel, expanded perspective of the work of this exceptional German artist. The presentation 

incorporates her music, her three-dimensional work, and her objects in two thematically organized exhi- 

bitions, hence responding to the contradictions that are immanent to Hanne Darboven’s work with fresh 

answers, and positioning her work with an astonishing lightness of touch in the current discourse on art. 

In the name of the Foundation and our staff members, | would like to express my gratitude to 

both directors, Okwui Enwezor and Rein Wolfs, for this wonderful double project. My very special thanks 

in particular to the two cocurators, Anna Schneider in Munich and Susanne Kleine in Bonn, as well as 

to Johanna Adam in Bonn, who struggled with us through countless hours of painstakingly detailed 

work in order to bring this project to perfection. It is my sincerest wish that one day, art historians will 

recognize this exhibition as a milestone in the reception of the art of Hanne Darboven. 

Albert Darboven 

Hamburg, spring 2015 



Foreword 

Rein Wolfs 

Director, Bundeskunsthalle 

Okwui Enwezor 

Director, Haus der Kunst 



Time is simultaneously simple and complex—it can be measured, but not grasped; objectively, 

it is characterized by precise regularity, but subjectively, it is perpetually compressed or drawn out. To 

describe time not as a linear process but as a surface or network of time-transcending parallelisms 

collides with our conceptual schemata and linguistic habits: inherent in metaphors of the stream of time, 

of its trickling or ticking away, of time running onward, is a conception that comprehends the phenomenon 

of time as a progressive force. Segmented into the categories of past, present, and future, which succeed 

and condition one another along an imaginary timeline, this point of view suggests a determinism that is 

relevant for the quantitative measurement of time, but not for integration into an expanded continuum of 

space and time, as characterized for example by Albert Einstein. In everyday life, where space and time 

are experienced as separate givens possessing utterly contrasting characters, these considerations play 

virtually no role. This insight, however, which is based on the investigations of classical physics, is important 

in the philosophical and intellectual-historical view of time. 

These philosophical insights regarding time and space as indivisible parameters of the same 

framework of observation are reflected in the Conceptual Art of Hanne Darboven. On the one hand, this 

means the commonality of the two categories as ordering principles of the events of the world (after all, 

events are related to one another in terms of their geographical or temporal congruence), and on the other 

hand, this perspective points toward an implied simultaneity of past, present, and future, to the extent 

that all three categories are in some sense present, despite the fact that only one occupies the focus 

of attention. Through Hanne Darboven’s conceptual approach, this parallelism becomes visually and 

spatially accessible to experience. Many of her works unite texts from various epochs, which often refer 

to past events and which hence project the point of view of the respective present onto the past. But 

even when the focus is on the future, it is nonetheless about the manifestation of a contemporary 

perspective that can develop only against the experiential horizon of past events, according to the motto 

“may it never happen again.” The present indwells both the past and the future to the extent that pres- 

ent, conscious action presupposes an anticipation of results—that is to say it presupposes the future— 

as well as being conditioned by a cognitive process that is derived from the past. In her wide-ranging 

date calculations. Hanne Darboven makes no distinction between elapsed and imminent time. The 

series of numbers, often covering hundreds of pages, form a plane on which past, present, and fu- 

ture exist parallel to one another. Additional forms of systematic presentation, including lines, boxes, 

and wave forms that imitate cursive writing, take up this approach and contribute to illuminating the 

phenomenon of time in its intricacy. Time as history, time as physical force, as mathematical factor, as 

philosophical problem, and much more. 

In the process, Darboven links thoroughly subjective, private moments with world history. She 

thematizes specific eras and positions events from various historical periods in a network of relationships 

and references. Her artistic approach is based on a maximally comprehensive, universal education as the 

precondition for “man’s emergence from self-imposed immaturity,” as she put it. 

It was from these considerations that the titles of our two exhibitions—Time Histories in the 

Bundeskunsthalle, and Enlightenment at the Haus der Kunst—emerged. Together, they form a wide- 

ranging retrospective of the works of Hanne Darboven, who is seen here both as an alert observer of the 

political events of her own time and as a universal artist in the intellectual tradition of the Enlightenment. 

The decision to organize the first major retrospective after her death in 2009 into parallel parts at two 

different locations was primarily a reflection of the great abundance and significance of her oeuvre. In a 

work-immanent context, moreover, this simultaneity has a special appeal. Without sacrificing the advan- 

tages of a thematic concentration that could contribute significantly to an understanding of this artist's 

complex conceptual cosmos, it also provides an opportunity to focus on the copious key works from all 

of Darboven’s creative phases, from the early Minimalist works to the characteristic written series, all the 

way to the date calculations, the musical compositions, and the object-based works, as well as her filmic 

production. Both exhibitions focus on essential aspects that surface repeatedly in Hanne Darboven’s 
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conceptual works and which are central to her oeuvre as a whole. While at the Bundeskunsthalle the 

emphasis is on works that address historical themes, day-to-day political events, and the history and 

development of society, the exhibition at the Haus der Kunst stands primarily under the sign of the 

Enlightenment, assembling series of works that deal with themes from cultural history, music, literature, 

and the (natural) sciences. Evident here is the artist’s proximity to the intellectual world of the Enlight- 

enment, as well as her explicit affirmation of a concrete political attitude. 

In order to realize the ambitions and demands of this double retrospective exhibition, equally 

ambitious partners were indispensable. We thank the Hanne Darboven Foundation in Hamburg-Harburg 

for their generous support through numerous loans, and for their intensive assistance during our many 

visits to the archive and to the artist’s former home and studio Am Burgberg. Our very special thanks go 

to Albert Darboven, the Foundation’s chairman, as well as to Nicole Krapat, Florentine Gallwas, and Jorg 

Weil, who have dedicated themselves to the care and preservation of Hanne Darboven’s artistic legacy. 

Our heartfelt thanks also go to all of our lenders, whether museums or private collectors, and to the 

authors of this catalogue. Last but not least, a tremendous thanks to all of our colleagues at both insti- 

tutions, and in particular to the exhibition’s cocurators, Susanne Kleine and Anna Schneider. 
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Hanne Darboven’s 

Time Histories 

Rein Wolfs 



The concept of history in its linguistic ambiguity invariably plays an important role in Hanne 

Darboven’s extensive body of work. The title of the exhibition Hanne Darboven: Time Histories reflects 

the polysemy of her artistic approach. On the one hand, she deals with history as a record of the examina- 

tion of political, cultural, and social processes of development; on the other hand, her work is about sto- 

ries as oral or written records, about narratives in a broader sense—be they accounts of actual or fictional 

events. 

A wide range of different strands run through Hanne Darboven’s oeuvre, within which these levels 

of meaning alternate with one another, overlap, or even give rise to one another. Darboven deliberately 

employs this ambiguity in her artistic language. She incorporates history in the sense of it being a record 

of past events directly into many of her works; indeed, in the titles of several of her works she even alludes 

to historical events or figures. In Bismarckzeit (Bismarck Time) (1978), she deals intensely with the former 

Prussian minister president and later imperial chancellor Otto von Bismarck and his era; however, she also 

links this historical period with the point in time in which she created the work. The year 1978 marked the 

one hundredth anniversary of Bismarck’s passing of the Anti-Socialist Law and prompted Willy Brandt, 

the federal chancellor of the time, to recall this event in an article. By personally transcribing the article 

in her own handwriting, Hanne Darboven appropriated Brandt's time-transcending piece, entitled “Wir 

mussen wachsam sein” (We Must Be Vigilant), which correlated the persecution of socialists under 

Bismarck with the current situation on the domestic front. The inclusion of extensive text passages 

from scholarly works that deal with Bismarck and his political morals illustrates the conscious historical 

contextualization in Darboven’s artistic work and her differentiated examination of history and current 

historical debates. Bismarckzeit is both an artistic and a political work in which developments, histori- 

cizing comparisons, and historiography coexist and are linked to become a larger narrative about 

Bismarck, and his era and ours. In this respect, the work is an example of Darboven’s complex artistic 

examination of the concept of history in all of its various manifestations. 

The aspects of history and politics, of story and narrative, and of sensuous experience also meet 

on an artistic level in the monumental work Kinder dieser Welt (Children of This World) (1990 — 96), the 

inspiration for which was the fall of the Berlin Wall and the end of the Cold War. The space-consuming 

installation is essentially a narrative stringing-together of toys, exercise books, checksum calculations, 

musical notations, child mannequins, and much more that marks a hopeful departure into a new era. 

Darboven’s checksum calculations and other notes and systematic collections of historical objects are 

placed in an associative, playful relationship to one another, so that the theme of playing and thus the 

theme of children set the pattern for the organization of the work. In Kinder dieser Welt, the obligatory 

basic theme of systematic order, precision, and the continuous updating of time that is ostensibly asso- 

ciated with Hanne Darboven’s art is pleasurably and playfully linked not only with subjectivity and the 

sensuous experience of lifeworld, but also with a clear political stance and a concretely worded expecta- 

tion. In this work, Darboven reflects the hope that arose from the geopolitical changes of 1989 in a multi- 

farious narrative made up of collective and subjective childhood memories and descriptions. Here, the 

artist manifests as the narrator of a multifaceted history that describes childhood as a stage of hope and 

departure into a new era whose possibilities could not have been imagined just shortly prior to this. Yet in 

doing so, she also marks the historical meaning of that moment in time and does not shy away from the 

subjectively interpretive level of (artistic) commentary, which she formulates here unequivocally. 

Political Comparison 

The device of juxtaposing different sets of facts or structures, the summation of their connections, 

and the comparison of their differences and similarities often forms the basis of Hanne Darboven’s works. 

The work Ost-West-Demokratie (East-West Democracy) (1983) specifically concerns the confrontation 

between two political systems. During a period that marked one of the critical culminations of the Cold 
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War, the artist combined the systemic antitheses of West and East, of the USA and the USSR, of the 

Federal Republic of Germany and the German Democratic Republic, to form a hopeful synthesis: “I'm for 

an East-West democracy.” While a million people demonstrated in Bonn against the NATO Double-Track 

Decision, Darboven committed herself to her—from the perspective at the time—almost utopian vision of 

a productive rapprochement between the East and the West. The merging together of the national flags 

of those two central powers, as well as of both German nations, whose mere existence was a symbol of 

the political dilemma, marks the artist's unequivocal positioning, which read the signs of the times yet 

refused to comply with the common interpretation. 

Darboven also showed a clear political stance in the work Wende >80<(Turning Point >80<) (1980 / 81), 

in which she, among other things, addressed the parliamentary elections for the Bundestag on October 5, 

1980. It focuses on a double interview from Spiegel magazine entitled “Was befahigt Sie zum Kanzler?” 

(What Qualifies You to Become Chancellor?), in which the fiercely adversarial candidates Helmut Schmidt 

(SPD) and Franz Josef Strauf§ (CSU) were asked the same thirty-eight questions. In this work, Darboven 

took a decided stand by blacking out all of StrauB’s answers and thus making them illegible and invalid. 

The political turnaround that Strau& planned, which above all aimed at an about-face in Eastern policy and 

sharply criticized the existing agreements between West Germany and the Eastern bloc countries, was 

definitely not a political option that Hanne Darboven wanted to accept. As unequivocal as her stance is, 

another political dimension of her work also reveals itself, one that is implicit yet congruent, that charac- 

terizes the artist as a staunchly liberal democrat. Assuming that art and culture are to be considered in- 

tegral components of a comprehensive education, she appealed for their broad accessibility in all strata 

of society and consciously produced a large number of copies of Wende >80<, which she in part even 

edited into book form, like other works. 

In comparison, the work Fur Rainer Werner Fassbinder (For Rainer Werner Fassbinder) (1982/83), 

features a less explicit yet palpable stance. Created as a reaction to Fassbinder’s unexpectedly early 

death, this work is primarily concerned with the culture of remembering and commemorating, as well 

as the passing of time, which she related directly to the director's lifetime in the checksum daily cal- 

culations. She nevertheless also connected the point in time of the event with current political events 

and referred, among other things, to the date of the change of government in Bonn: October 1, 1982. 

She marked the change in the chancellorship from Schmidt to Kohl with a very personal play on words, 

however: “Schmidt did not eat my goat, Kohl is eating it.” Next to this she placed picture postcards from 

the years of the two World Wars, which ultimately also constitute the historical background from which 

Fassbinder's films arose. This fusion is exemplary for how Darboven was capable of rendering time and 

occurrences in image, writing, and number, whose meaning lies in equal measure in concrete remember- 

ing and in time-transcending thinking. 

Time Histories 

The exhibition Hanne Darboven: Time Histories is one of a large-scale two-part retrospective. 
The show at the Bundeskunsthalle focuses on those works that feature a very concrete historical and 
political connection and deal in particular with German history—in both a narrow and a broad sense. 
Hanne Darboven was definitely not concerned with a German historiography or the interpretation of 
global events from a German point of view—she was too much of a cosmopolitan for that. But she was 
interested in what was happening around her and followed the news as naturally as she studied historical 
and scholarly literature. The goal of her own education was universal in every respect, so that for her the 
integration of political events and the issues of her time quite evidently belonged in a broader context, 
on the one hand in terms of global politics, and on the other hand in terms of culture and the history of 
ideas. In this way she opened up a wealth of possible avenues and perspectives on one theme, yet in their 
wide contextualization she did not refrain from assuming a clear political stance. 



Darboven’s chronicles of contemporary events are narratives, different from factual historiography. 
She takes texts and images—and later objects, as well—and associatively places them in relation to one 
another, sometimes as a decided placement in the sense of commentary, as testimony to and signs of 
their respective period. Together with and framed by the systematically ordering checksum calculations, 
history and the present are woven together to form time histories. 
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Filled Time: 

Hanne Darboven and the Phenomena 

of Time Histories 

Thomas Ebers 



At first glance, it resembles an agglomeration of pieces of paper and oversized type cases. Upon 

closer inspection this impression proves accurate, albeit with everything in accessible dimensions that 

provoke astonishment for this very reason. We find construction drawings, calculations, columns of 

figures, written-out poems, individual sentences, book excerpts, lexicon articles, and newspaper clip- 

pings. Photos, postcards, and objects are mounted and placed on display. Reference has been made 

to the fact that Darboven’s Schreibzeit (Writing Time)—simultaneously the title of the artist’s magnum 

opus and a characterization of her essential artistic form of expression—was also a time of collecting. 

This is confirmed by a look at Darboven’s densely configured workshop rooms in her hometown of Ham- 

burg-Harburg.' Type cases are generally familiar from the shelves of collectors, and they often make a 

Biedermeier-like impression. With the transition to modern printing techniques, both the occupation of 

the typesetter and his tools of the trade—lead letters and type cases—became obsolete. The lead letters 

could be melted down, but the type cases in which they had been stored now found their way to jumble 

sales and flea markets, offered for purchase as shelving that could accommodate a variety of collected 

items. 

To begin with, then, the type cases signal an external connection between writing and collecting, 

a connection that is readily apparent in Hanne Darboven’s later works as well. An inner connection between 

collecting and writing is established via reading as a link between the two, since reading is clearly related to 

both activities. The two following references point out this intermediary or middle position of reading: 

1. Ivan Illich has described the transition from the purely ritualized recitation or reading aloud of 

the pages of a book to an understanding of the page as a textual media that awaits discovery: about 

a thousand years ago, reading was an activity far removed from today’s silent absorption in the text. In 

identifying the caesura that marks this transition in medieval habits of reading, Illich cites the Christian 

theologian Hugh of Saint Victor (1097 —1141). Around 1128, Hugh composed a manual of reading and in- 

terpretation, the Didascalicon de studio legendi. He occupied himself in particular with Saint Augustine. 

He “read, reread, and copied the texts of his master. Reading and writing were for him two almost indistin- 

guishable sides of the same studium.”2 In contradistinction to what the early Platonic critique of writing 

suggests, writing is a technique not of forgetting but of memorizing. Or at any rate, this is true of the act of 

copying out, even if not for a continuously accessible archive of texts of the kind Plato had in mind when 

formulating his critique: In the latter case, an archive is a technique of forgetting, given the possibility 

of accessing texts at any time. In contrast, the text that is copied out, and hence read, is absorbed by 

memory, and moreover appropriated intellectually. 

2. On the other hand, reading resembles a harvesting and a gleaning that is performed “in the vine- 

yard of the text’—to quote the title of Illich’s investigation. This connection is clearer in German, where 

the verb lesen, meaning “to read,” can also mean “to pick” (i.e., grapes), and the noun Lese refers to the 

act of gathering, harvesting, or plucking, and also means “vintage.” This becomes clear when we consult 

Jacob and Wilhelm Grimm’s Deutsches Worterbuch (German Dictionary).3 In addition to the act of read- 

ing and comprehending a text, the German verb lesen also means to choose from among a large quantity, 

to gather together, and is associated with connotations of ordering and composing, as well. 

For an understanding of Darboven’s art, it is essential to grasp why the artist became a reader in 

the course of her development, when at the beginning she regarded herself solely as someone who 

writes—as a writing or recording instrument, so to speak. This question will be pursued through various 

textual formulas contained in Darboven’s works, brief sentences that are part of the works themselves 

and which simultaneously accompany them in the form of commentary. The following discussion is an at- 

tempt at a kind of metacommentary on the commentary on her own artistic production that is inherent to 

Darboven’s work. My central argument is that with time, histories and history entered into Darboven’s art. 
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Triangulating Time 

Even a fleeting glance at the exorbitant number of inscribed pages of which Darboven’s art primar- 

ily consists testifies to the disciplined labor so indispensable to this accumulation of handwritten mate- 

rial. From the very first impression of Darboven’s art, the viewer's attention is drawn toward this writing 

activity. The artist’s scattered commentaries on the practice of writing have greatly contributed to this 

focus: in the late 1960s, during and after her time in New York, she presented and explained herself as 

someone who writes, not someone who reads.4 This assertion should not be dismissed as mere coyness. 

If she explicitly negates the above-described inner connection between writing, reading, and collecting, 

we must be dealing with a special form of textual production: Darboven’s writing constitutes a kind of 

explicit visualization of the passage of time that is inherent to the act of writing.5 The real content of that 

which is written down is time itself, or more precisely: the happening, the transpiring of time (i.e., of time 

as such), and not of events in time. This form of writing is, then, diametrically opposed to reading, with 

its association of gathering, which strives for plenitude. Darboven’s writing activity realizes the present- 

ness of writing, and hence of the presentist self. It almost seems that she wants, in her writing activity, 

to take up the problem of the interpretation of time that is articulated in Book 11 of Saint Augustine’s 

Confessions and to solve it through a disciplined writing practice: for Augustine, the present slips away 

into the—inherently imperceptible—interval that resides between the “not yet” of the future and the “no 

longer” of the past. In this context, the textual formula heute (today), which appears in many of Darboven’s 

works, is readable as a defiant index of the present.© The ungraspable quality of the present moment is 

detectable in this defiance, just as it is in the well-formed sequences of rounded arches, a kind of roof tile, 

which appear repeatedly in Darboven’s writing exercises in place of the letters that are normally formed 

into words. Another textual formula found in Schreibzeit demonstrates that Darboven was aware of this 

concentration on the empty now: “I do not describe, | inscribe.” Her writing activity bears a slight resem- 

blance to the child’s habit of coloring in boxes—according to a predetermined system—on gridded paper, 

in order to endure the boredom of the school day.” We encounter precisely this focus on the treatment 

of boxes, albeit those of far more finely subdivided graph paper, in the construction drawings that date 

from Darboven’s time in New York. These drawings in turn form a point of departure and a transition to 

her notation and calculation system, already developed in the late 1960s, for registering days, months, 

and years. This system is essentially based on checksums and opens up the possibility of presenting 

dates textually and graphically. Here, the unit of measurement “K” refers to Konstruktion (construction) or 

Kasten (box).® 

In this way, Darboven has provided a regulated and graphic writing system for the threatened loss, 

discussed by Augustine, of the present in the interval between past and future—a system whose execu- 

tion and implementation requires discipline. Darboven herself characterized her artistic life as being as 

regimented as that of a civil servant.? And if she occupies an office in the realm of her K-art, then it is the 

Katasteramt, that is to say the land registry office, an agency devoted to surveying and measurement: 

Darboven measures time by means of her writing time, through the act of inscription. As a method of land 

surveying, triangulation presupposes that a point can be located from two different positions. Only in 

this way can distances be measured. By analogy, the present cannot be grasped solely through the here- 

and-now of the process of writing, in the absence of the positions of the future and of history. Darboven’s 

early system of time transcription refers immanently beyond itself. 

How Many Numbers Does Time Have? 

Darboven’s system of recording dates is simple and—at least on the surface—seems arbitrary. No 
inner necessity required her to opt for the system she ultimately chose. Darboven calculates the check- 
sums of digits of days, months, and years. First she adds up the two digits of the year (without the century) 



before this sum enters into the calculation of the total. In this way, all of the date entries for a century can 

be formulated as numbers between 2 (01.01.00) and 61 (31.12.99). Of course, she had the option of calcu- 

lating the sum of the individual digits for not only the year, but for the days and months as well. The dates 

for a century would then be reduced to numbers between 2 (01.01.00) and a maximum of 38 (29.09.99). 

Was it simply a matter of preventing the circumstance that with this system of calculation, the construc- 

tion within a given month would have to proceed by ascent and descent, or are there perhaps too few 

numbers to represent an entire year? And why are the centuries not represented in Darboven’s calcula- 

tions? According to her system of calculation, the possible date indices for all the years from the incep- 

tion of our time reckoning to the year 2999, far in the future, would lie between 2 (01.01.0000) and a maxi- 

mum of 72 (31.12.2999) if the centuries were included. Every additional millennium would simply raise this 

maximum figure by 1.19 But would this do justice to such a vast interval of time? The choice of a suitable 

writing system explores the balance between presentability and comprehensibility on the one hand, and 

appropriateness and precision of detail on the other. Darboven thereby thematizes the methodological 

problem of how history or the course of history as a whole is to be discerned from an immense stream of 

individual historical facts. This can be extracted from her work, so that particularly on the metahistorical 

level, her work is of interest to historiography." How is a selection to be made; which individual events 

within the stream of time are significant? That they are or could be is alluded to by Darboven’s conversion 

of the calculated dates into a written computation. 

A Rose Is a Rose 

Darboven herself referred to her artistic activity with the textual formula “write calculate/ calculate 

write.” 12 Remarkable is the fact that while her system of recording time does work with numbers, they are 

never used to execute calculations in any genuinely technical sense. Nor is Darboven concerned with 

number theory or number symbolism. If, according to a further text formula, “1+ 1=1, 2,” or “one and one is 

one two,” then all elements remain. The parts and the whole are included in the whole. All reductionism 

is missing. When Darboven writes 4 as “44447 nothing is gained: at its core, her system of notation is 

free of reductionism. The number 3 written as “three three three” lacks any referential context: the three 

simply refers to itself. This contains a tautological structure to which the artist explicitly refers in a textual 

formula cited from Gertrude Stein’s poem “Sacred Emily” (1913): “a rose is a rose is arose is arose...” From 

the perspective of propositional logic, this predication lacks any epistemic value. As a metaphor, howev- 

er, it has expressive force. 13 Stein’s celebrated tautological formula reappears later in her children’s book 

The World Is Round (1939).'4 This is the story of Rose, a little girl who experiences anxiety during the 

night and who climbs a mountain with a blue chair: “... climbing a little higher everywhere and then she 

saw a lovely tree and she thought yes it is round but all around | am going to cut Rose js a Rose is a Rose 

and so it is there and not anywhere can | hear anything which will give me a scare.” '5 

Posed in this context, this meaningless tautology becomes a formula for the self-reassurance and 

self-assertion of the individual. Darboven’s tautologically structured calculated writings or written calcu- 

lations thematize the individual's desire to assert herself. Along with her system of date inscription, she 

supplies a framework, the type cases mentioned above, whose individual compartments can be filled 

or even ask to be filled: filled with political articles and editorials from daily newspapers, with traces of, 

testimonials to, and descriptions of historical events, with handwritten poems, which are occasionally 

recomposed, with excerpts from literary texts, with articles from lexica. In her selection of materials, and 

also through her commentary, Darboven’s art reveals itself as being thoroughly politically engaged, as 

being oriented toward the future and its shaping—for example, when she simply blackens out the remarks 

she dislikes from the CSU politician Franz Josef StrauB. Biographical material is incorporated in her works 

as well, for example in the integration of a loom at which she worked as a child in her parents’ home. In 

light of these later works, so permeated with such materials, it becomes clear that over time, Darboven 
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evolved into a reading and collecting artist, hence distancing herself from her earlier self-understanding 

as a writing—not a reading—artist. As a result, her works have definitely preserved their historical and 

cultural-historical dimension, palpably in the work Bismarckzeit (Bismarck Time) (1978), for instance, in 

which she adopts the stance of a commentator on recent history through her choice of graphic and 

textual documents, as well as in the work Kulturgeschichte 1880-1983 (Cultural History 1880 —1983) 

(1980 — 1983), which overflows almost exclusively with nonarchival visual materials such as photographs, 

catalogues, magazines, postcards, and so on. 

From Order to Arrangement 

A consideration of the scope of these works, which encompass hundreds, even thousands 

of sheets of paper, raises the question of whether the viewer is expected to come to terms with such 

magnitude by checking the calculations, by rereading: in many of Darboven’s works, we are confronted 

with what amounts to a book or an ensemble of books whose pages, framed singly or in groups, have 

been mounted on the walls.16 With Ansichten »85<, Harburg / New York (Views >85<, Harburg/ New York) 

from 1984/85, there are 162 labeled sheets, some bearing photographs. Alongside a bronze sculpture, 

Bismarckzeit encompasses 917 sheets. Schreibzeit consists of a total of 2,584 sheets in its original version, 

and grew to encompass 4,025 sheets in the final version. 

These time notations—augmented with historical, contemporary, and personal events and mem- 

ories—are no more accessible to viewers than history itself. Evidently, Darboven was not concerned 

with conveying history as such. But differently than in her early works, she places a kind of filled time on 

display. She draws our attention to events occurring in time, not to events associated with a certain 

time. As works that recapitulate the “history of the artist’s appropriations and education,” '7 they embody 

the necessity for a confrontation with the past in order to position oneself in relation to the future. A 

representative work is Kinder dieser Welt (Children of This World), produced between 1990 and 1996 

in response to the fall of the Berlin Wall. Here, dolls and children’s toys become the bearers of hopeful 

expectations for the future.’8 But Darboven should be regarded less as a historian, as someone who works 

with memory, and more as an artist whose theme is the question of the appropriation of history, its sig- 

nificance for the present, and the consequences of this appropriation for the future. The attempt found 

in the early works to secure the present—regarded by Augustine as an impalpable nothing suspended 

between past and future—through the act of writing is in the later works transformed into a present which 

contains past and future and which acquires substance only through them. Entirely in Augustine’s sense, 

the present encompasses the past through memory, and the future through expectation. Augustine closes 

the reflections contained in Book 11 of his Confessions with an image borrowed from music. The pas- 

sage strives to render comprehensible the supratemporal, synoptic perspective of an omniscient God:19 

“... nothing would be hidden of ages past or ages still to come, any more than when lam singing my canticle 

anything is unknown to me of what | have sung from the beginning, of what remains to me to sing to 

the end.” 20 

We are not granted omnipotence. For us, as Augustine knew, history does not resemble a familiar 

song whose melody is known to us through and through. Moreover, the boundaries of tonal music have 

meanwhile become disrupted, so that listening habits allow us to anticipate the imminent tones only to a 

very limited degree. Despite the discipline and rigor of her system of notation, Darboven’s art calls upon 
us to Improvise. 

PS When Rose reaches the top of the mountain and sits on her blue chair, she sings: “When | wish 
a little wish, | wish that | was where | am.” 2! That doesn't prevent her from continuing to be afraid. 
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“The Time of Number Arranging” 

Numbers, numbers, numbers... words, words, words... prints and photocopies, combined with color 

reproductions, hanging on the walls in countless rows alongside and above one another, always in identical 

black frames—many visitors to exhibitions by the German artist Hanne Darboven find it difficult to escape 

the impression of an enormous, overwhelming reservoir of dates and symbols. At first glance, these 

“notations,” handwritten as a rule, seem to be manifestations of digitally encoded data, an aesthetic quite 

characteristic of the impact of Darboven’s written works. The term “aesthetic” is far from inappropriate 

here. If we understand it to mean a canon of balanced relationships between form and concept, detail 

and whole, order and idea, then Hanne Darboven’s systematic overall designs are undoubtedly “aesthet- 

ically” consummate. No component of the whole deviates from the predetermined plan; all details are 

subordinated to the basic concept. Not unlike medieval churches, for example, her space-filling installa- 

tions seem—at the risk of sounding melodramatic—positively “sublime.” 

This impression is reinforced by the central theme of Darboven’s work: a preoccupation with time. 

If we understand the sublime as an attempt to attain the impossible, “specifically the naming of some- 

thing that is unnameable, or, expressed in Kantian terms: the presentation of that which is unrepresent- 

able (the idea),”' then Darboven’s installations are “sublime” because they are primarily concerned with 

an “unrepresentable idea,” namely that of time. Although the sublime is ambivalent, because “it cannot 

be grasped conceptually, or at most only incompletely . . ., it marks the boundary between extremes. In 

etymological terms, ‘sublime’ means ‘just below the uppermost threshold.’ It attests to a consciousness 

of this boundary. No more, but also no less. The sublime is the boundary.”2 With her artistic investi- 

gations, in fact, Darboven approaches the limits of the representable, for her works address the theme 

of time as a decisive existential magnitude for human beings. In this regard, her concerns correspond to 

the latest “discoveries in brain research, molecular biology, and psychology, which suggest that an aware- 

ness of time, its perception, and all thought and memory processes occurring in human consciousness 

are closely linked with one another, that they are inseparable in normal experience. The experiences of 

time, thought, and human consciousness, then, are manifested only conjointly. In a subjectivist under- 

standing, then, time and emotion would be closely associated. In that case, the notion of an ‘objective 

time’ would only be the perception of an identity, one based on memory, and striving toward security and 

continuity.” 3 

In Darboven’s work, subjective and objective perceptions of time are interlocked to form an in- 

tricate, conceptually comprehensible system. In 1967, during her “New York period” (1966—1968), after 

announcing the conclusion of her Constructivist investigations and turning toward conceptual strate- 

gies, stimulated by American artists such as Mel Bochner and Sol LeWitt, she discovered numbers and 

simple mathematical operations as a suitable field of activity. From this moment onward, numbers and 

their combinations served as a substitute for the earlier diagrams and construction drawings. At the same 

time, Darboven developed various idiosyncratic systems, which, “in the form of progressions and/or 

reductions,” functioned “not unlike a musical theme with variations,” as she put it.4 “The chosen series 

of for the most part odd numbers allowed an endless progression that was never interrupted. Desired, 

however, was a system within which unfolding and regression would follow their own laws. In 1968, Hanne 

Darboven found this system through the adoption of an order of numbers that serves the measurement 

of time, the calendar.”5 With her invention of the “checksums,” formed from the dates of the days and 

months, and supplemented with bisected year dates, she hit upon a flexible apparatus for her written 

works, those typical, systematized “notations” and “script forms” that would provide her “action,” to use 

her own word, with a solid structure. 
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In these works, however, time as a phenomenon no longer appears solely in the form of numerals 

or written-out numbers. Significant to the same degree is the process of writing itself. In most cases, the 

notation of numbers, checksums, and other calendar dates was performed by hand, in Darboven’s own 

striking script. The numbers refer to nothing outside of themselves, but convey meaning nonetheless. 

They are the coordinates of an all-encompassing system of time registration, through which the indi- 

viduality of the transcriber endows the collective perception of time with expression. The uniqueness 

of this individualized writing stands for a specific form of the representation of time, one that is mani- 

fested through the time that is required to notate an enormous quantity of symbols, numbers, and words 

by hand. This is perhaps reminiscent of the scriptoria of medieval cloisters, where monks would write 

out entire folios through arduous labor, works whose moment of origin was in fact their actual time of 

writing. But while the monastic manuscripts generally transported theological or philosophical contents, 

Darboven’s “notations,” which work with numbers and number systems, completely avoid conveying any 

semantic message. Things are different with the written works that recapitulate selected literary texts, for 

example when Darboven copied out Homer's Odyssey in 1971. In these instances, the word appears in a 

double sense: as message and as unit of time. 

But what unit of time are we dealing with here? “Hanne Darboven visualizes the concrete existence 

of time; her entire oeuvre is her own chronicle: the process of living, working, and learning as a multi- 

dimensional process of visualization.”¢ Essentially, this method means that the temporal succession of 

her own lifetime is completely invested in her uninterrupted work. Her work “yields visual and thematic 

testimony to the idea that making art entails total immersion in and steadfast attention to this pursuit. It 

represents ...a lifetime commitment to the mental and physical demands of aesthetic activity and the 

understanding that such a commitment must be carried out within the framework of ongoing and pass- 

ing time.”” This statement is less banal than it sounds. In Darboven’s case, this observation refers to the 

indispensable identity of the central theme of her work with the actual process of its completion in its 

physical dimensions. For writing as a process marks out the real, measurable duration of artistic “action,” 

as it were, even when it also points in terms of contents toward another, a historical, timeframe. 

This Hamburg native was not alone in her efforts to endow time with a visually structured and com- 

prehensible form. Within the Conceptual Art of the 1960s and ’70s, her approach corresponded with the 

practice of artists such as Roman Opalka (1931— 2011) and On Kawara (1933 — 2014), whose central inten- 

tion was to present time as an inevitable component and yardstick of their own lives. In so doing, these 

two artists employed divergent conceptions. From 1965 until his death, the Polish artist Opalka inscribed 

numbers from one to “infinity” continuously on canvases of identical size, at the same time repeating the 

notated numbers vocally and recording them on tape. The Japanese artist On Kawara opted instead for 

the discontinuous registration of the dates of the days. His celebrated Date Paintings are nothing but the 

dates of the respective days, painstakingly painted in the language of the country he happened to be in. 

Only those pictures completed by this globetrotter by midnight on the respective day were preserved. 

The rest were destroyed. Darboven’s intentions approach those of On Kawara’s book One Million Years 

(1969), which encompasses the almost inconceivable interval of a million years on two thousand pages 

and in ten volumes, each year recorded through its numerical equivalent. 

The Time of History 

In the exhibition Bismarckzeit (Bismarck Time), held in 1979 at the Rheinisches Landesmuseum in 
Bonn, Darboven expanded her repertoire to include new elements. Up until to this point, she had ex- 

clusively used written works on paper, collaged prints, postcards, and photographs for her installations, 
which were hung on the walls to form immense tableaux. In Bonn, three-dimensional objects were intro- 
duced for the first time—a lasting innovation. To support her “written-out history” from 1850 to 1890, the 



artist placed a bronze sculpture depicting the Prussian minister president and later imperial chancellor 

Otto von Bismarck by the sculptor Max Klein® on a pedestal at the center of the exhibition (fig. 1). Similar 

statuettes decorated middle-class German homes during Bismarck’s own time. The lron Chancellor with 

his hunting hound: a clichéd depiction of the benevolent administrator of the nation, whose actual role in 

German history is ambivalent, his personality a summation of the conflicts of his time. Darboven specif- 

ically refers to this by juxtaposing a panel on Bismarck’s life with a “chronology of his domestic political 

antagonist August Bebel”? and a current article by Willy Brandt from the Sozialdemokrat Magazin that 

appeared in 1978. Brandt recalls that “this year, the 

antisocialist laws passed by the Bismarck govern- 

ment are having their hundredth birthday.” 19 Pre- 

figured in some sense in these laws was the fatal 

path toward the year 1933. 

History as material: Bismarckzeit is of pre- 

eminent importance for the further development 

of Darboven’s oeuvre. From this moment onward, 
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a preoccupation with history would become a 

fixed component of her worldview, alongside the 

theme of music. Time as registered by the calen- 

dar—the blueprint for the measurement of time 

in its two forms, past and present— visually com- 

presses the ongoing sequence of events we per- Fig. 1 

ceive as “history.” But it is not time measurement 8ismarckzeit (Bismarck Time), 1978, Kunstmuseum Bonn 

alone, but also material and intellectual docu- 

ments of human activity, that testify to the continuously mutating course of time; each refers to its origin 

and significance for a specific historical moment. It is no accident that after her return from New York in 

1968, Darboven began collecting various objects in large numbers, stockpiling them in her house in Ham- 

burg-Harburg. For her, these were “contemporary witnesses.” Even today, years after the artist's death, 

thousands of artworks and found objects are preserved in the buildings which grew honeycomb-fashion 

during her lifetime—a nearly incalculable legacy from the four decades of Darboven’s passionate collect- 

ing activity. 

But what kind of “collection” is this? Over time, Hanne Darboven had her workplace in her parents’ 

former home converted in stages into a site that brought together the various functions necessary to 

her work. Emerging gradually was an entity comprising a writing study, library, warehouse, and display 

storage area, a proliferating structure comparable to Kurt Schwitters’ MERZ-Raum in Hannover, with the 

difference that with Darboven, most of the objects were not affixed to a specific location, but instead 

remained freely movable. She was able to reach into this inventory, containing many thousands of items, 

when she wished to complement or complete her handwritten works with historic or contemporary ob- 

jects. In the event the required object or prop was not present in her own collection and was impossible 

to acquire, it was specially produced in the appropriate materials by artisans on commission from the 

artist. 

Step-by-step, as in a labyrinth whose pathways were known only to the artist herself, the numer- 

ous rooms of her residence “Am Burgberg’” reveal the facets of her astonishing and enigmatic world." 

A unique situation: evident in the plethora of objects of the most diverse kinds, among books, old fur- 

niture, globes, model ships, stuffed animals, colored porcelain busts, dolls, and even “junk,” is an inter- 

nal order that remains perceptible beneath the outward disorder. There are sections for musical instru- 

ments (pp. 291ff), animals, theater props, bronze sculptures, and memorabilia, everything complemented 

by numerous bookcases and by countless framed, handwritten works by the artist. Visitors soon realize 
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they are not in a museum or antique shop, but instead in a “personalized Gesamtkunstwerk,” 12 one that 

follows its own laws. An affinity with the interiors of buildings of Kurt Schwitters in Hannover, Norway, 

and England is joined by associations with the two “art storage containers” that the German-Swiss artist 

Dieter Roth (1934 — 2009) installed and left behind, also in Hamburg. Standing in the foreground of these 

two “environments” '3 was also the desire to generate essential interrelationships through the accumula- 

tion of numerous objects, thereby determining the legibility of the artist’s own works. In both cases, it is 

a question of the “totality of the scenic performance... . You enter the artist's carefully delimited hortus 

conclusus. A place of refuge and of development. The three-dimensional configuration of space reveals 

basic features of the author's inner physiognomy.”'4 It is also an expression of the artist's intentions. In this 

respect, it hardly matters that Roth for the most part assembled his own works, while Darboven gathered 

together objects produced by others in overwhelming abundance alongside her written works. 

Hanne Darboven’s praxis, beginning with Bismarckzeit in 1978, of systematically using selected ob- 

jects from among her own belongings as material for installations allows us to assume that she by no 

means regarded her “collection” as something haphazard. On the contrary: Since she collected diverse 

objects with the same obsessive drive that gave rise to her handwritten works, there may well be a direct 

connection between the two activities. | would argue that she regarded the two—collected objects and 

written works—as a unit, and at the same time as components in an all-encompassing “cultural history” 

of humanity. As increasingly complex materials found their way into her written works, the need grew 

to convey these contents not just conceptually, but in a sensory way as well. Not only high culture in 

the form of classical literature—as for example Homer's Odyssey, Heinrich Heine’s Atta Troll, and prose 

works by Gertrude Stein and Virginia Woolf—but also everyday culture, embodied in ordinary objects, 

represents a kind of historical testimony, even if this is inadvertent. That is why twentieth-century “pop 

icons” like Marilyn Monroe and Charlie Chaplin surface alongside copies of classical statues among the 

accumulation of objects in the “Am Burgberg” buildings, why stuffed baboons and porcelain chamber 

pots appear alongside fine musical instruments, why numerous figurines—a drumming monkey, Mickey 

Mouse—appear alongside ritual masks from the South Pacific. All of these objects, more or less steeped 

in history, these imitation artworks and anonymous, discarded things, are elements of a universe that is 

regarded as an entity by the artist, one that can be grasped in biological-physical terms as time, and in 

material terms as history. Darboven shaped her habitable “collection” with a strong artistic will, transform- 

ing it into a sensuous counterpart to her written works. 

In autumn 1991, at my invitation, Hanne Darboven showed her work in the larger of the two Ham- 

burger Deichtorhallen.'> Available were more than 3,500 square meters, for an art that for the most part 

took the form of the relatively small format of a standard DIN A4 page: no mean task. All the same, the artist 

was able to draw upon the inexhaustible fund of her works on paper, which she stored in cartons and 

binders in her house “Am Burgberg.” A number of large bundles were selected for the gigantic exhibition: 

Kulturgeschichte 1880 —1983 (Cultural History 1880 — 1983) (1980 —1983; pp. 230ff), Requiem (1971—1985), 

Ost-West-Demokratie (East-West Democracy) (1983; pp. 116ff), Schreibzeit (Writing Time) (1975 —1980; 

pp. 216ff), and Raum New York (New York Room) (1966-1968). Kulturgeschichte alone encompassed 

1,580 sheets, framed in black, and Schreibzeit 3,500. There were also smaller groups of works, such as 

Hommage an meine Mutter (Homage to My Mother) and Max Dauthendey. Die gefligelte Erde (The 
Winged Earth), the work that gave the show its name. Darboven refers here to a book by Max Dauthendey 
(1867 — 1918), a German poet and globetrotter who was born in Wurzburg and died on Java. Conceived by 
the author as a “Song of Love and the Wonders of the Seven Seas,” it represents one of the last poetic 

and lyrical reports of a journey around the world. 

Approximately 7,000 framed sheets had to be positioned in the enormous gallery, an impossible 
task without the help of a computer program. Another essential component of the installation was music. 
Recordings of several parts of Requiem and the Leo Castelli Symphony, scores composed by Hanne 



Darboven, resounded in the large space, musical interpretations of the endless columns of numbers. Some 

visitors were astonished by the presence of numerous three-dimensional objects in the exhibition. Hov- 

ering at a height of approximately eight meters was a winged angel with a trombone, a symbol of music. 

In the section “Cultural History,’ '6 visitors were greeted by porcelain heads of Elvis Presley, Clark Gable, 

and Charlie Chaplin (fig. 2. There was also an antiquarian puppet theater, as well as a huge crescent moon 

which floated above everything. Dominating the center of the hall, and set up on a pedestal, were a mod- 

el sailing ship and a reduced reproduction of the Per- 

gamon Altar, graphic references to the spread of civi- 

lizational progress and high culture. On display in the 

booth with early works from the years 1966 to 1968 was 

Darboven’s old worktable, complete with the drawings 

she brought back to Hamburg with her from the New 

World. These objects have a strong sensuous pres- 

ence. They generate thematic correspondences with 

the written works, and thanks to their own associative 

impact, they expand the contexts of these works in es- 

sential ways. 

In 1997, Darboven showed one of her most 

extensive works, and one for which objects play 

a central role, under the title Kinder dieser Welt 

(Children of This World) (pp. 138ff) at the Staatsgale- 

rie Stuttgart (fig. 3. Produced within a period of six 

years after German reunification in 1990, this group 

of works focuses thematically first on the funda- 

mental political transformation in Europe, on the end 

of the Cold War, and second on the world of chil- 

dren as guarantors of the future. Requiring more than 

four years was her “search for dolls and doll furniture, 

toys and pop-up books, whose provenance from 

various different countries” was meant to embody 

“the multiplicity of the cosmopolitan thematically.” 17 

With the central motif of childhood, Hanne Darboven 

turned her attention now in a highly committed way to 

the present, toward the—as she believed—hopeful fu- 

ture of the children of “this” world. 

Considering the theme, it hardly seems sur- 

prising that various toys are found among the striking 

elements of the installation of this group of works. As- 

tonishing instead is the precision with which the toys 

are chosen and employed. Such objects were always 

present in the “Am Burgberg” buildings. Belonging to 

her repertoire from the very beginning were dolls with 

porcelain or wooden heads, wearing beautiful clothing 

with ruffles and flounces. Procured for Kinder dieser 

Welt were additional new, artfully designed dolls, with 

the intention of emphasizing their significance within 

the ensemble. These were “both painstakingly hand- 

EERE | PRESSE 
" YAit RPA ES seeiieai 

TTP 

as oe Sanne 
thai OCONEE NES 

EYSARS damn re 
eriada unas 
AY maa Bet PL) 

~~ Peatape 
feasts | wannoe 

gnunaa iexogrl 
VERRES aYTOET: 
ROWED Br TLUFF! 

ON SRER | BEURES 
Pil i 

"355 
@"enhes 

Fig. 2 

Kulturgeschichte 1880 — 1983 (Cultural History 1880 — 1983), 

1980 —1983, Deichtorhallen Hamburg, 1991 

Fig. 3 
Kinder dieser Welt (Children of This World), 1990 —1996, 

Staatsgalerie Stuttgart, 1997 

S5 



crafted old collector's pieces, as well as new industrial mass commodities—decisive for the selection was 

authentic usability, a broad thematic spectrum, and production dates stretching across a period of one 

hundred years.” 18 Each of the dolls, which belong to various “races,” has its own setting: A few recline on 

small chaise longues (fig. 4), others sit in little upholstered armchairs, watched over by two standing, life-size 

dolls, a boy and a girl which are in actuality store-window mannequins wearing nightgown and pajamas. 

Numerous historic toys, such as rocking horses 

and chickens in painted wood, tricycles, giraffes, 

hobbyhorses, and seesaws, complete this image 

of a nostalgic “children’s paradise,” which the art- 

ist wanted to rescue from the past for the sake of 

the future. These props correspond to the written 

works, supplemented by reproductions of toys, 

whose subjective codes refer to the irreversibility 

of time and at the same time visualize the present 

moment of “today.” Allusions to the artist's own 

childhood flow into political and historical remi- 

niscences. Yet the atmosphere is almost cheerful; 

Darboven has added a relaxed, playful note to the 

Fig. 4 rigor of the conceptual approach. 

Kinder dieser Welt (Children of This World), 1990 — 1996, Art Basel, 2014 Found in Darboven’s work are numerous 

references to cultural history, and to art history 

as well. In a few instances she makes direct reference, for example, to nineteenth-century neoclassical 

sculpture, to Japanese woodcut prints, and to the customs officer Henri Rousseau. In the mid-1990s, she 

devoted an extensive group of works to a single artist; these were premiered at the Deichtorhallen in 

Hamburg in 1999/2000 under the title Hommage a Picasso (Homage to Picasso) (figs. 5 and 6).!? The basis 

of this work is 9,720 sheets of paper with handwritten “notations” in standard DIN 4 format (measuring 

29.7 by 21 centimeters), which the artist had framed in groups of thirty-six behind glass, in 270 wood- 

en frames with the dimensions 144 by 196 centi- 

meters. The sheets were then hung on the wall 

in a dense configuration. The painted frames, 

manufactured in Poland by local craftspeople, 

play a significant role. Their ornamentation is 

borrowed from Pablo Picasso’s painting Seated 

Woman in Turkish Costume (1955), now in the 

collection of the Hamburger Kunsthalle. To dec- 

orate the frames of the lithographs on display, the 

anonymous craftspeople used motifs and col- 

ors from the Picasso painting: circles, lozenges, 

strokes, rectangles, and crosses. Set in an analo- 

gous painted frame like the other “notations,” the 

z= 

SWEET. 

PsN < 

Fig. 5 reproduction of the Seated Woman sets the 

Hommage a Picasso (Homage to Picasso), 1995/96, theme of the exhibition. Picasso multiplied, one 
Deichtorhallen Hamburg, 1999/2000 

could say. 

The ensemble, presented in ten different 

rooms, was completed by a number of three-dimensional objects. Naturally, there had to be a bronze 
bust of the Spanish master, in this case in the style of a classical Roman portrait, the work of the sculptor 
Inge Polynice. With a group of three donkeys fashioned from birch twigs, 2° Darboven alludes to Picasso’s 
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Spanish home, but also biographically to the rural surroundings of her house in Harburg, in whose vicinity 

horses and other farm animals are kept. A similar meaning can be attributed to the bronze goat, which 

figures as an additional animal exhibit alongside a colorful parrot. Here, we find an allusion to the artist's 

own pet goat Micky, which she had stuffed after its death and set up on display in the “Am Burgberg” 

house. For the exhibition, however, the artist chose a sculpture. by Wolfgang Binding, whose expres- 

sive realism apparently seemed more appropriate. The bronze animal refers unmistakably to Picasso's 

goat sculptures; the goat—a motif with Mediterranean and classical connotations—played a significant 

role in the Spanish artist’s mental universe. Added to the Berlin reprise at the Deutsche Guggenheim 

in 2008 were two tall glass display cases with metal zodiac figures, produced by a German firm specializ- 

ing in souvenirs and replicas. Darboven chose these zodiac forms because their formats play with “Picas- 

soesque” elements, but without possessing any independent creativity—the inflation of made-to-order 

art forms. 

Together with the painted paraphrases of the textile motifs from the painting Seated Women in 

Turkish Costume, the other three-dimensional elements of the installation formed an elaborate ensem- 

ble of references to the role of celebrity and originality in art. At the same time, “with Hommage a Picasso, 

Darboven confronts the meaning and significance of the use of repetition and citation. Her homage to 

Picasso certainly comments upon the Spaniard’s works, but even more so, it paints a picture of her own 

art and praxis. Through the lens of Picasso’s life and work, Darboven considers how her late-career work 

will stand the test of time and judgment of history.” 21 With the Picasso theme, the artist continues in an 

exemplary way her investigation of the relationships between the rational-conceptual and the sensually 

perceptible components of her work. The three-dimensional and found objects, joined occasionally by 

the works of other artists, play a role that should not be underestimated, since they generate the 

desired interrelationships. In their double function as emblems of time and of history, the written works 

and the objects she assigns to them become inseparable from this point onward. Their joint appearance 

becomes the artist’s signature. 
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Friuhe Zeichnungen 

(Early Drawings), 1953 —1968 

Various techniques on paper, 

various dimensions 

In 1999, Hanne Darboven assembled a body of 

work containing drawings from her days at school and 

the art academy and entitled it Fruhwerk (Early Work); 

today, it can be considered the key to her oeuvre.! 

The drawings presented in the exhibition provide im- 

portant insight into these early works, which also 

include the construction drawings she created during 

the period she spent in New York. They demonstrate 

how during her studies at the academy in Hamburg 

from 1962 to 1966 she found her way from representa- 

tional art to abstraction. 

Besides early still lifes with illustrations of her 

colored pencils or paint boxes (pp. 46f) in around 1960, 

while still at school, she produced her first archi- 

tectural construction drawings on colored paper 

(pp. 50ff). The small sketches depicting interlocked 

cubes demonstrate Darboven’s interest in rendering 

spatial-linear models, which she would then develop 

later out of the Konstruktionen New York (Construc- 

tions New York). A group of tree studies from 1960/62 

(pp. 44f.) reveals the intensity with which she studied 

structures and their modification as early as that time; 

in 1980, Darboven integrated the drawings of leafless 

trees, which focus on the austere depiction of their 

branching, into one of her most complex works, the 

415-page opus Wende >80< (Turning Point >80<). 

The clear, analytical form of the organic structure 

finds its equivalent in the system of the mathematical 

structures, photographs, and scores incorporated into 

the volume. 2 

After graduating from school in 1962, Hanne 

Darboven began studying at the Hochschule fur 

bildende Kunste in Hamburg, initially in the drawing 

class taught by Theo Garve, a student of Max Beck- 

mann. Bildnis eines unbekannten Jungen Mannes 

mit Hut und Zigarette (Portrait of an Unknown Young 

Man with Hat and Cigarette), framed with red paper, 

presumably stems from this period. She produced her 

first abstract compositional sketches in the classes 

taught by Willem Grimm and Kai Sudeck. Those drawn 

with a reed pen feature a similarly clear delimitation 

of the pictorial area, within whose boundaries the ab- 

stract forms develop that were influenced by the Art 

Informel of that time. However, what was decisive for 

Hanne Darboven’s later serial works were the courses 

taught by Almir Mavignier. His Constructivist Permu- 

tationen (Permutations) became the point of depar- 

ture for her material pictures, which she regarded as 

the most important works she produced during her 

studies at the academy. The consistent rules of her 

later works are already evident in the rigorous speci- 

fications of these works, which Darboven compared 

to the constructive scheme of a punched card. As 

she wrote herself, “The few material pictures [were] 

important for the transition, for what | took with me 

mentally-constructively to New York.” 

Darboven traveled to New York in spring 

1966, where she quickly made contact with Mini- 

mal and Conceptual artists, in particular Sol LeWitt 

and Carl Andre. There, between 1966 and 1968, she 

produced her Kleine Konstruktion (Small Construction) 

and Konstruktion New York (Construction New York) 

series, those key works in which Hanne Darboven 

found her way to her principle examination of the 

number by way of geometric construction drawings 

on graph paper. The seven drawings on display here 

(pp. 50ff.) from Konstruktion New York reveal her tempo- 

ral processes, conceived from her considerations on 

the square, by means of repetition, reflection, reversal, 

duplication, and symmetry, which she then transferred 

into a system of lines. Much like Sol LeWitt, who in 

his three-dimensional aluminum structures rendered 

the possible combinations to form a line that he 

developed out of the surface and the grid, Hanne 

Darboven created wooden models from the drawings 

presented here. These models are being juxtaposed 

with the drawings for the first time in this exhibition. 

In contrast, the theme of time and the number is fore- 

grounded in the drawing from the Kleine Konstruktion 

series: Darboven placed the date “8.30.68” into the 

strict system of coordinates of the graph paper, and 

in doing so rendered time by means of geometric 

measurements and checksum calculations. 

Time as a “space-creating figure” 4 would be- 

come the most important element in her subsequent 

works. She mentioned this in one of the letters she 

wrote to her parents while in New York: “Time is an 

irritating factor, has become one-—. This unsettles 

me now and then—however, | don’t want to start a 

fight, a race with it (time). Try to avoid over and 

over again—. Wanting to combat ‘time’ — the begin- 

ning to the end!—Capable of overcoming it?— 

A task—a goal!”5 

Petra Roettig 



The works were preserved by her mother, and were combined to 

constitute a cohesive body of works after the artist's death. 

The Hamburger Kunsthalle was able to purchase the entire complex 

in 2001 with funding provided by the Stiftung zur Forderung der 

Hamburgischen Kunstsammlungen and with the support of the 

Kulturstiftung der Lander. Cf. Hanne Darboven: Das Fruhwerk, exh. 

cat., Hamburger Kunsthalle (Hamburg: Christians, 1999). 

Cf. Margarethe Jochimsen, “Wende ‘80°: Ein episch musikalisches 

Lehrstuck fur den Frieden; Das Prinzip Zeitlichkeit,” in Hanne 

Darboven: Wende “80,” ed. Jochimsen, exh. cat., Bonner Kunst- 

verein (Bonn, 1982), n.p. 

Cited in “Das war kein malerischer Flop, sondern notwendiger 

Werdegang: Hanne Darboven im Gesprach Uber ihr Fruhwerk; 

Mit biographischen Notizen,” in Hanne Darboven: Das Fruhwerk, 

pp. 133 —140, here p. 137. 

See Elke Bippus, “Wiederholungen, Reihen und Netze: Zum Ver- 

haltnis von Konstruktionszeichnungen und Textarbeiten im Werk 

von Hanne Darboven,” in Hanne Darboven: Das Fruhwerk, pp. 17 —26, 

here p. 20. 

Letter dated August 28, 1966, cited in Hanne Darboven, Briefe aus 

New York 1966 — 68 an zu Hause (Ostfildern: Cantz, 1997), n.p. 
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Baumstudie (Study of Trees), 1962 —1965 



Baumstudie (Study of Trees), 1962-1965 
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Hass Dearrlsouin 

Der Name der Kuinstlerin in Blockschrift, Farbkasten 

(The Artist’s Name in Capital Letters, Paint Set), 1954 —1962 
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Ohne Titel (Materialbild) 

(Untitled [Material Picture]), ca. 1965 

Wooden panel, screws, metal lacquer 

107 x 99x 3cm 

This massive, nearly square wooden panel 

covered with screws testifies to the brief but crucial 

phase in which Darboven experimented with ma- 

terial pictures in the style of Op Art and ZERO Art in 

the early 1960s. Thanks to her last teacher at the 

academy in Hamburg, the artist and graphic designer 

Almir Mavignier, who was a representative of New 

Tendencies and Op Art, the young artist had come 

into contact with the Concrete Art around Max Bill 

and Josef Albers, the information aesthetics of Max 

Bense, and work by artists from the ZERO group in 

the Rhineland. This made it easier for her to perma- 

nently turn away from the prevailing Art Informel 

and Tachism as it was still taught at the academy in 

Hamburg. The “dot paintings” for which Mavignier 

is known as a painter lastingly influenced Darboven’s 

artistic development; this is evident from her early 

perforations and permutations from the period she 

spent in New York. Her teacher created his paint- 

ings with the aid of a nail head: Mavignier applied rich 

cones of color to the canvas, producing a relief-like, 

visually flickering network structure. In contrast, Enrico 

Castellani, a member of the contemporary Azimuth 

group of artists, worked the canvas with a nail machine, 

likewise producing a relief-like grid. His monochrome 

white pictures produced a strong light and shadow 

effect. And finally, Gunther Uecker employed nails not 

just as aids or a hidden artistic element, but as a 

visible material by using a hammer instead of a brush 

to pound nails instead of color pigments directly 

into the canvas or pictorial medium. Darboven also 

experimented early on with monochrome material 

pictures and nails. Like Op, Arte Povera, and ZERO 

artists, in this group of works she was concerned 

with a visual dynamization of art created by a relief- 

like surface structure and a preference for paints 

and materials that reflected light. This approach made 

use of techniques and materials that had previously 

not been used in art and thus broke with the tradition 

of the panel painting. 

This material picture with a regular grid pattern 

consisting of even, protruding screw heads was given 

a coat of coppery gold, shimmering metal lacquer. 

The artist covered the wooden ground of the picture 

with a regular grid of holes that run in straight lines; 

she filled every second “line” with small screws inserted 

into the panel at varying depths in such a way that 

they almost unnoticeably increase and then decrease 

in length, resulting in a light, even undulation. It is 

not until it is viewed from the side or one moves past 

it that one notices this wave-like progression. The 

visual effect is heightened through the reflecting sur- 

face of the picture’s metal lacquer. 

The performative increase and subsequent 

decrease, the programmatic processuality on which 

this dynamic effect is based, continues in Hanne 

Darboven’s body of work as a principle in the form of 

checksum calculations—the increase and ensuing 

decrease of the calculated frequency of the respec- 

tive checksum values—as well as in the date-based 

structure of her entire late oeuvre. Moreover, in terms 

of form, this work-immanent dynamic can be found 

in Darboven’s characteristic wordless wave-like script 

and in the endless loops of her even handwriting. 

Besides a small selection of smaller, mostly silver or 

yellow material and nail pictures, this material picture, 

produced in the mid-1960s, is the only one of its 

kind and size that the artist permanently installed in 

her home-cum-studio. 

Miriam Schoofs 
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Taschenkalender 1966 — 2009 

(Pocket Calendars 1966 — 2009), 1966 — 2009 

44 pocket calendars with notes by Hanne Darboven 

Ballpoint pen, felt-tip pen, and pencil on paper 

Ca. 13 x 10 x 3 cm each 

As a self-contained ensemble, the forty-four 

small, handy, private pocket calendars, used by Hanne 

Darboven as notebooks, illustrate an extreme of 

privacy, subjectivity, and reflection. They were begun 

in 1966, when Darboven, then twenty-five years old, 

spent two years in New York during her studies at 

the Hamburg Academy of Fine Arts. Entries concern- 

ing her new place of residence, and about her old 

home “Am Burgberg’ in Hamburg-Harburg, attest to 

an invisible but existentially vital link between the 

two places—a link that the artist would thematize in 

numerous future works, and that would be dissolved 

only with her death in 2009. The importance of her 

maintenance of these calendars—in particular during 

her early isolation in New York—is documented by 

the published letters she sent to her parents from 

New York from 1966 to 1968, in which the young artist 

described her experiences. 

These calendars—manufactured by the Brunnen 

firm, some acquired as complimentary gifts to the 

family firm of J. W. Darboven, and for the most part 

bound in leather or imitation leather, with a small 

pocket for filing notes—offer profound insight into 

Darboven’s mental universe and her personality 
” 6 structure. Early entries such as “read Brecht,” “Mom 

66 ” 6 
called,” “Guggenheim,” “didn’t take Bruno’s apart- 

ment,” and “double breakfast” provide glimpses be- 

hind the scenes and provide a picture of a young 

woman’s mental and conceptual cosmos. These 

touching remarks offer valuable insights, and contin- 

ue to provide a basic understanding of the seem- 

ingly recalcitrant art of this systematic artist. It seems 

likely that these drawings, diary entries, and hand- 

written notes concerning everyday life provided her 

with the necessary basis for the written works—in 

which the gesture of handwriting itself became the 

theme of her artistic production—that were produced 

alongside them. 

In the early years, Darboven understood that 

the act of writing was an act of documentation and 

reflection, one that makes it possible to transcribe 

events and to make thoughts manifest. This artistic 

principle would become her “trademark” over the 

course of time. Her handling of numbers, too, remains 

indebted to their original task: They are not system- 

atized here. 

Until the summer of 1968, these early entries 

and collaged pages, produced in New York, served to 

record everyday necessities, such as appointments, 

addresses, directions, meetings, encounters, and ex- 

periences, and their maintenance allowed her to 

develop a growing feel for the authentic and deeply 

individual expression of the handwritten, the direct, 

the unmediated. This sensibility contrasts with the 

abstract tendencies and strategies of US-American 

Conceptual Art and Minimalism, which Darboven 

worked through artistically during the period of the 

early calendar entries, for example developing 

simple counting procedures with complex variation 

sequences which already incorporated the processual 

aspect as an overarching structural factor. Experi- 

encing the turbulent artistic milieu of this period in 

New York, and influenced by artistic friendships 

with Sol LeWitt and Carl Andre, for example, she came 

to realize that art is—or can be—a connection between 

one’s own life and contemporary events. In the pro- 

cess she discovered her own individual artistic path, 

one that involved regular exhibition participation as 

early as 1967. 

During the ensuing years, this “writing with- 

out describing,” as the artist herself characterized it, 

emerged as an artistic strategy parallel to the per- 

sonal notations. The pocket calendars nonetheless 

remained an existential form of describing, recording, 

and archiving everyday life—almost accounting-style, 

and perhaps indebted to her family origins, which 

represent a recurring motif in interpretations of 

her work. 

While the entries from the New York period have 

a practical, almost narrative character, with an orien- 

tation to the present day, like a journal, they become 

denser over time, and refer to an increasing degree 

to the works of art Darboven was producing. Her nota- 

tions served as sketches, initial structural drawings, 

making it possible to test out ideas and engage in re- 

flection. Mixed with references such as “it’s about 

eating,” these calendar notes are often both endear- 

ing and revealing. And although Darboven herself 

said in 1988, “i do like to write and i don’t like to read,” 

the viewer may well enjoy reading these calendars. 

The pocket calendars represent an unparalleled con- 

stant in the work of Hanne Darboven. 

Susanne Kleine 
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Ohne Titel (Konstruktionszeichnungen New York) 

(Untitled [Construction Drawings New York]), 1966/67 

Pencil on paper 

3 sheets, framed, 71 x 71 cm each 

A tension between surface and system lies at 

the heart of the construction drawings that Dar- 

boven produced in New York between 1966 and 1967. 

Although the systematic component of her work 

was to become progressively more autonomous In 

the course of these two years, it initially served as 

a means of organizing and marking a surface. One 

indication of the instrumental status of the system 

in Darboven’s early construction drawings is the multi- 

farious, even unsystematic nature of her engage- 

ment with it. These years saw Darboven experiment- 

ing with a variety of rule-based operations, each of 

which generated a homogeneous non-compositional 

schema that could be transferred onto a gridded 

surface as a sequence of diagonal hashes, chevrons, 

and crosses whose overall visual effect was unpre- 

dictable. For the viewer, the work’s system/surface 

tension is reproduced in a duplex structure of read- 

ing/looking. On the one hand, we may scan a draw- 

ing’s every row and column individually to discern the 

symmetry of its internal sequence; on the other hand, 

we may grasp the structure of the whole by seizing 

on the regular distribution of a particular type of mark 

throughout the drawing (a set of crosses, for example). 

These two modes of viewing remain at odds, however, 

as visual vectors and cross-talk between columns 

create locally absorbing but unintended visual effects 

that hinder the visual perception of repetitions and 

variations among the drawing’s component sequences. 

For instance, it is nearly impossible to “see” the rela- 

tionship between identical columns on a drawing’s 

left and right margins, not least because their visual 

value shifts along with the orientation of the chevrons 

relative to drawing’s edge. The artist’s thorough 

integration of the drawings’ columns and rows, whose 

complex of interlaced symmetries create a highly 

differentiated totality, can only be decoded “beneath” 

a visual experience that both suggests and conceals 

a conceptual order. Although Darboven would never 

fully relinquish this tension, even relishing the way 

numbers themselves lie “quite pure on the plane... 

as a painterly element,” after these early efforts she 

increasingly endeavored to subordinate visual to 

conceptual experience. 

Samuel Johnson 

1 Hanne Darboven, letter dated October 15, 1967, in: 

Darboven, Briefe aus New York 1966 —68 an zu Hause 

(Ostfildern: Cantz, 1997), n.p. 
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(Untitled [3, 11, 9, 5, 7; 2 Squares]), ca. 1967 
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Without description of work: Ohne Titel (4 Teile aus Jahrhundertarbeit) 

(Untitled [4 Parts of the Century Work]), 1970/2002, Bundeskunsthalle 2015/16 
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Halbjahreskalender 

(Six-Month Calendars), 1971— 2008 

71 parts, ca. 22 x 31cm each 

Offset printing on cardboard 

Facsimile 

Together with the Taschenkalender (Pocket 

Calendars), which the artist maintained beginning 

in 1966, the Halbjahreskalender (Six-Month Calen- 

dars), begun in 1971, form the basis of the calendrical, 

systematic, ordered structure of Hanne Darboven’s 

work. The templates here are simple, commercially 

available six-month calendars in the standardized 

DIN-A4 horizontal format (many of them promotional 

gifts or supplements to daily newspapers such 

as the Harburger Anzeigen und Nachrichten or the 

Frankfurter Allgemeine Zeitung, or purchases from 

stationery shops), whose predetermined structural 

order served to rhythmicize the individual work, 

the handwritten entries. Restricted formally by the 

limited space for entries within the narrow lines re- 

served for each day, the handwritten notes appear 

as abbreviations that refer to events, and seem to be— 

not unlike the calendrical checksum calculations 

carried out by Darboven beginning in the early 1970s— 

reduced to a “code” that reveals only basic infor- 

mation. Nevertheless, it is personal references such 

as “Dieter 12 °°” “16 °° Walter,” “Denmark,” or, on 

January 6, 1989, “ Grandma Micky t,” which find their 

way into the preprinted columns, and the individual 

handwriting does not appear schematized, as for ex- 

ample in other calendar works such as Appointment 

Diary of 1988/98 (pp. 134ff). The deliberate use of highly 

regular handwriting makes it clear that Darboven 

undertook the transcription of texts, dates, and times, 

and that she understood writing here as an element 

of artistic design. 

Here, it is the marked contrast between a 

predetermined ordering structure—with its systematic, 

objective time scheme on the one hand, and im- 

pulsive, gestural, and personal (time) entries on the 

other—that accounts for the charm of this work, 

and which positions the artist’s daily labor of writing 

in the foreground. 

Striking, however, is the year 1971, which is 

dominated entirely by checksum calculations, not 

personal references. By means of a mathematical 

procedure (based on the presupposition that the 

numbers from 1 to 9 are simple numbers, and can 

be added together as isolated magnitudes), Darboven 

translates (time) entries into a compressed system 

that allows her to condense and encode time, at the 

same time leaving everything decodable. Darboven 

herself would later refer to these conversions as 

“mathematical prose.” She added the letter K to all 

numbers, the so-called “K-value,” a term derived 

from her early construction drawings and from the 

square “Kastchen” (boxes) of graph paper.! 

Perhaps it was a purely practical considera- 

tion based ona lack of space that prompted 

Darboven to discontinue the checksum calculations 

in this medium, instead notating brief personal 

entries or basic information. 

Susanne Kleine 

1 In subsequent works, Darboven translated these K-values 

into numerical sequences, written-out number words, 

or drawn boxes. 
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9 x 11= 99,1972 

Pencil, felt-tip pen, colored pencil on paper 

326 sheets, framed, 31.5 x 22.7 cm each (varying in format vertically 

and horizontally) 

The work 9 x 11= 99 consists predominantly of 

rows of numbers, calculations, and diagrams—of 

“artificial numerical constructions,” as Darboven also 

called her abstract numerical calculations. The 

work is subdivided into five batches, which in the ex- 

hibition are presented as individually framed sheets 

in five groups: the first group comprises 47 sheets and 

includes pages 1 to 47; the second group is made 

up of 39 hung sheets and pages 1 to 39; the third and 

largest group, containing 124 vertical-format sheets, 

consists of pages 1 to 127 with “numerical drawings” 

and the “number words 69” as well as checksum 

constructions; the fourth and smallest group is made 

up of 33 horizontal-format sheets and consists of 

various small-format sheets, such as pages 1 to 6 and 

1 to 33; the fifth includes 72 vertical-format sheets 

and contains pages 1 to 73. The sheets are neither 

consecutively paginated nor numbered within the 

individual groups. 

The title indicates the hundred-year period 

from 00 to 99, on which Darboven’s date-based 

numerical calculations are often based. The fifth, last, 

group also includes diagram-like numerical drawings 

in square boxes that are reminiscent of the magic 

square or the nine-by-nine grid of the Japanese num- 

ber-placement puzzle sudoku. However, one occa- 

sionally sees Darboven’s characteristic, handwriting- 

like wavy lines and sentences, including the artist's 

maxims “i write and i don’t describe” and “i do like to 

write/i don’t like to read.” Several sheets have been 

marked with an “r’ for “right” or done, while others 

are titled “Index” yet seem to be out of context. 

In letters she wrote between 1966 and 1968, Darboven 

already referred to her collection of loose leafs con- 

taining constructions and calculations of abstract 

numerical ratios as her “bits of paper everywhere”! 

and as “hundreds of constructions, paperwork.” 2 

In New York she moved within the sphere of 

Minimal and Conceptual Art that was emerging at 

the time and felt supported in her “activity.” She still 

referred to her first drawings as “sketches” and re- 

garded them as preliminary exercises and notes: 

“Don't regret what I’ve done so far on cheap material! 

Now see almost everything ...as preliminary work.” 

A short time later, presumably inspired by the Concep- 

tual drawings done by the American artists in her 

circle, she shifted her perspective: “It’s actually my 

inner conviction to show things in this way, on this 

material. What’s the point of all the effort?” Drawing 

in fact remained her medium, and from that point 

onward her tools were pencil, ink, ballpoint pen, or 

even felt-tip pen. 

Some of the numerical drawings in 9 x 11= 99 

seem to make reference to her early abstract numer- 

ical calculations. These feature the prime numbers 

3,5, and 7 and multiples thereof, as in the works 

7 Tafeln, |, Il, Ill (7 Panels, |, ll, III) (1972/73), which also 

avails itself of the square as an ordering aesthetic 

principle.3 The letters A, B, C, and D on several sheets 

with numerical diagrams seem to correspond to 

four different variants of geometric displacements, 

and the arrows and the symbols “+/-” are mathe- 

matical operators that indicate a geometrical or arith- 

metical operation. In this way, Darboven adhered to 

the unconventional laws of her “mathematical prose,” 

which does not serve to prove anything whatsoever 

and only makes reference to itself: “Feel no responsi- 

bility toward so-called mathematics, do as | please 

with my mathematics, in my own way...” 

The spontaneous and sketch-like, fleeting char- 

acter of the notes in this batch is more reminiscent 

of the scribbles on her desk pads or of personal entries 

in her pocket calendars. The intimacy of her “bits 

of paper everywhere” give the impression that they 

could possibly provide the key to the Darbovenian 

system. Yet these expectations are dashed. Although 

no uniform, stringent logic can be detected in 9 x 11 

= 99, in total the sheets manifest the conceptual char- 

acter and the processuality of Darboven’s numerical 

systems. 

Miriam Schoofs 

i Hanne Darboven, letter dated December 10, 1967, in Darboven, 

Briefe aus New York 1966 — 68 an zu Hause (Ostfildern: Cantz, 1997), 

n.p. 

2 Hanne Darboven, letter dated October 24, 1967, in ibid., n.p. 

3 See Joachim Kaak, “Hanne Darboven - 7 Tafeln, II, 1972/1973,” in 

Hanne Darboven / John Cage, ed. Bayerische Staatsgemalde- 

sammlungen, exh. cat., Staatsgalerie moderner Kunst Munchen 

(Ostfildern: Hatje, 1997), pp. 12-37, here p. 12. 
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Weltansichten 00 — 99 (Worldviews 00 — 99), 

1975 —1980 

Ink, offset printing, collage on paper, mounted on 

Schreibzeit cardboard 

1,400 panels, 42 x 29.7 cm each 

The structural basis of Weltansichten 00 — 99 

(Worldviews 00 — 99) is formed by an entire century, 

subdivided into a number system of weeks, days, 

and hours. The work was exhibited for the first time in 

1982 at the Venice Biennale, where Hanne Darboven 

was awarded a Silver Lion for her contribution. The 

5,300 individual pages, grouped on 1,400 panels and 

contained in the same number of frames, filled the 

walls of two rooms of the German Pavilion with almost 

no intervening gaps. This superabundance, how- 

ever, resulted not in chaos, but in a strictly articulated 

structure. Assigned to each year are a total of 14 

panels, with 4 pages mounted on each panel in the 

same symmetrical arrangement. Alongside the date 

calculations, a sheet bearing date calculations, the 

title “Weltansichten” (Worldviews), the handwritten 

entry “hette” (today) and the respective year (without 

century), and the illustration of a postcard motif also 

appears in a predetermined rhythm over one hun- 

dred pages. The pages are mounted on the sheets of 

red Schreibzeit paper that Darboven often used for 

her works, highlighting a close relationship with the 

extensive Schreibzeit (Writing Time) complex, one 

of her central works. 

To begin with, the elapsing of time, of hours 

and days which become weeks and years, is a univer- 

sal theme. The time to which Darboven refers, 

however, is concretized by the series of nineteenth- 

century postcards she incorporates. These encom- 

pass one hundred engravings of celebrated buildings, 

iconic landscapes, and other landmarks, and were 

originally used in a series of advertisements by the 

J.W. Darboven coffee firm, to which the artist is 

bound by family connections. In this way, a biograph- 

ical reference enters the context and links up with 

the universal aspect of time, as well as with the 

con-crete images seen in the picture postcards. 

These “worldviews” appear here as contemporary 

documents, on which the artist comments as fol- 

lows: “Zerstorung - Erhaltung: Denk-Zettel-Rechnun- 

gen’ (“Destruction - Preservation: Object-Lesson- 

Calculations’). 

Johanna Adam 
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Schreibzeit-Schreibtisch 

(Writing Time Writing Desk) 

Various materials and objects, 

various dimensions 

Table ca. 77 x 176 x 115 cm 

After returning from New York to the “Am Burg- 

berg” family home in 1968 on the occasion of the 

death of her father, Casar Darboven, Hanne Darboven 

had the home gradually converted into a winding 

studio complex. The topping-out ceremony for the 

so-called tower took place in 1974/75, testified to 

by a black-and-white photograph by Bernd and Hilla 

Becher (p. 316). 

The artist produced most of her characteristic 

handwritten works, first and foremost Schreibzeit 

(Writing Time) (1975 — 81, pp. 216ff.), over months of work 

at the black worktable in this largest and tallest studio, 

which is also known as the “Writing Time room.”' 

There is a low, hinged and sloped writing desk on the 

lathed table painted black; its surface leaves room 

for an opened exercise book or a large-format book, 

as well as for ink pots, writing utensils, an ashtray, 

and other small vessels and organizational aids on the 

upper, leveled edge. 

Further key objects are a heavy black type- 

writer manufactured by Mercedes-Elektra; a classic 

black desk lamp from the 1920s made by Kaiser; 

and a standing lamp with a glass lampshade the size 

of a soccer ball and a grid-like, open-work, tooled 

metal base which is about eighty centimeters tall. 

Next to it is a plaster cast of Aphrodite, approximately 

the same height. The tabletop is otherwise covered 

with all manner of objects: everyday things, toys, 

souvenirs, and trinkets. In addition, below the table 

is a lathed cart that matches the style of the table 

and holds a large collection of books of various for- 

mats. In the studio space, the table is embedded 

in the artist's extensive collection of objects, including 

a piano and a very tall pagoda with a carved Buddha 

figure; the front wall is decorated with paintings 

owned by the family and early drawings from Dar- 

boven’s days at school and the academy. All of 

the walls, and even the ceilings, are covered with 

further works of art, including works by artist friends 

as well as photography, exhibition posters, and 

advertising bills. Hovering above all of them is a 

massive, Barlachesque angel with a trumpet that 

the family’s carpenter, Hans-Heinrich Reese, made 

for Hanne Darboven. This room furthermore accom- 

modates the bronze goat and the Picasso bust from 

the work Hommage a Picasso (Homage to Picasso) 

(1995/96; p. 36). The “Writing Time table” is moreover 

flanked by a cube sculpture by Darboven’s fellow 

artist Sol LeWitt, 

who was her friend and mentor since the period she 

spent in New York in the 1960s. The sculpture stands 

on a darkly stained and painted wooden column. 

Miriam Schoofs 

1 See Bernhard Jussen, “Geschichte schreiben als Formproblem: 

Zur Edition der ‘Schreibzeit’,” in Hanne Darboven: Schreibzeit, 

ed. Jussen, Kunstwissenschaftliche Bibliothek 15 (Cologne: Verlag 

der Buchhandlung Walther Konig, 2000), pp. 12—42, here p. 27. 
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Bismarckzeit (Bismarck Time), 1978 

Ink on tracing paper, offset printing, bronze sculpture 

917 sheets, 42 x 29.7 cm each 

Bismarckzeit (Bismarck Time) clarifies a number 

of central aspects of Hanne Darboven’s artistic strat- 

egy and attitude which were of great significance for 

the further development of her oeuvre. For one thing, 

she used a sculptural element for the first time with the 

bronze sculpture of Otto von Bismarck; for another 

thing, this work—by virtue of its emphatic political con- 

frontation with (contemporary) history—represents 

a consolidation of Darboven’s artistic self-under- 

standing as a critical observer of world events in the 

past and present. On 917 pages, Bismarckzeit assem- 

bles interlocking texts, which Darboven in turn inter- 

weaves with chronological tables, date calculations, 

and her abstract cursive arches to form multilayered 

levels of meaning. The thematic context is formed by 

the era of the Prussian minister president and later 

imperial chancellor Otto von Bismarck. A complex, 

yet thoroughly contextually coherent web of quota- 

tions links the historical dimension with the political 

present of the year 1978, moreover building bridges 

to the realms of art history, literature, philosophy, and 

the natural sciences. 

The coherence of this web of associations can 

be clarified in an exemplary way with reference to 

certain passages. Darboven opens the foreword to 

Bismarckzeit with excerpts from the poems “Ich 

hab’s gewagt mit Sinnen’ (I Dared It with Determina- 

tion) by the humanist Ulrich von Hutten and “Fruh- 

lingsglaube’” (Faith in Spring) by Gottfried Keller, and 

later on makes reference to both of these again. 

Following under the title “Abschied des Arbeiter- 

kaisers” (Farewell to the Emperor of the Workers) 

a number of pages later is a text that describes the 

funeral service for August Bebel, the great Social 

Democrat and political antagonist of Bismarck, illu- 

minating the connection to the foreword: Gottfried 

Keller was buried just a few steps away from Bebel’s 

final resting place, and Bebel especially requested 

Keller's poem for his own funeral. This passage of the 

work, then, serves a hinge function: on the one hand, 

it begins with Bismarck’s time but then opens up a 

perspective onto the preceding historical period; 

on the other hand, the following texts create a con- 

nection to the political present. By copying an article 

by Willy Brandt published in 1978, Darboven alludes 

to the political context discussed by the former federal 

chancellor: this recollection of the passage one 

hundred years earlier of the laws banning socialism 

by Otto von Bismarck can be understood as an ex- 

hortation to maintain constant vigilance. Darboven 

drew the extensive text passages of the main section 

from two scholarly volumes that deal with Otto von 

Bismarck. The first is Ludwig Reiners’s biography of 

the imperial chancellor, from which she quotes the 

chapter on “Bismarck and Political Morality.” Secondly, 

she copies extensive excerpts from Rudolf Malsch’s 

Deutsche Kultur: Eine geistesgeschichtliche Fibel 

(German Culture: A Primer of Intellectual History), con- 

centrating on the chapter entitled “Bismarckzeit 

(1850 —1890).” Darboven interweaves this pair of 

source texts by citing alternate passages from each 

and subdividing these with day calculations. While 

Reiners is primarily concerned with the necessity for 

distinguishing between individual and societal mo- 

rality, and between an ethics of responsibility and an 

ethics of conviction, Malsch, who Darboven copies 

more extensively, describes the cultural landscape of 

the time and its cultural upheavals and ambivalences 

in the areas of the visual arts, music, literature, and 

philosophy. 

Following the afterword, for which Darboven 

again chooses a literary text, in this case Bertolt 

Brecht’s Kriegsfibel (War Primer), which she furnish- 

es with her own commentary (“[according to the 

motto: may it never happen again;-/; 1978, H.D]”), is 

a separate annex, Bilddokumentation >78« (Pictorial 

Documentation >78). These 42 sheets, identical in 

formal structure, display sober photographs of vari- 

ous objects that are assigned by Darboven to various 

categories: history, intellectual development, and 

technical progress. In this way, Darboven expands 

the work to encompass the image plane, but without 

attributing the pictured object or photography itself 

with artistic value. Nonetheless, these objects point 

beyond their actual functions: the illustrated steam 

engine can be seen as a symbol and point of depar- 

ture of industrialization, the cradle as an emblem 

of new life, the paint box as representing art as har- 

boring humanity’s potential to appropriate reality. 

In Bismarckzeit, seeing and reading become evident 

as parallel processes. The symbols are revealed in 

equal measure as readable text and as resources for 

pictorial design. 

Johanna Adam 
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Wende >80< (Turning Point >80<), 1980/81 

Offset printing and 11 LP records 

416 sheets, 42.5 x 30.5 cm each 

Edition 91/250 

Wende >80< (Turning Point >80<) marks a shift 

in Hanne Darboven’s work. Here for the first time, 

she translated her time calculations into music, con- 

verting numbers into a series of tones and number 

systems into a musical order. It seemed immanent to 

her work that her vocabulary would expand to in- 

clude this structural possibility, so that a composition- 

al section (329 pages) would be included in the 416 

pages. 

The work is composed of fourteen different 

contentual and formal groups, some handwritten (by 

Friedrich Stoppa) and some typewritten (by Gisela 

Ahmed): musical notations (Opus 1— 6); early studies 

of trees by Darboven, whose pyramidal shapes can 

be interpreted as formal structures rather than as car- 

riers of emotion; a Spiegel interview, followed by an 

essay by Norman Birnbaum that appeared in 1981 in the 

same weekly magazine; picture postcards of motifs 

from Harburg, few of which still exist today; and texts 

by Alfred Doblin, whose sociopolitical commitment 

(“Stay awake, stay awake,” 1929) and love of music 

the artist shared, and to whom she dedicated her atonal 

music, which in turn makes up part of this complex 

of works in the form of eleven LP records. The use of 

passages from Doblin’s work represents a decisive 

connection between the private sphere, art, and 

politics. 

Beginning in the 1970s, the political connota- 

tions of Darboven’s work have been unmistakable. 

An alert observer of current political events and social 

reality, she created works that can be seen as reflec- 

tive and critical commentaries. In 1982 Margarethe 

Jochimsen even regarded this work, quite correctly, 

as “an epic-musical lesson for peace.” 

The work bears the date of the federal election 

held on October 5, 1980, and hence refers to the 

emotionally charged campaign battle—which lasted 

a year and a half—between Franz Josef Strau (CSU) 

as challenger and Helmut Schmidt (SPD), who ultimate- 

ly remained in office. The social-liberal coalition, 

however, would cohere for only two more years. Dur- 

ing the so-called “Bonner Wende’” (turning point 

in Bonn), which occurred in autumn 1982, the FDP 

changed coalition partners, and in September 1982, 

Helmut Schmidt called on the opposition to request 

a vote of no confidence. As a consequence, Helmut 

Kohl (CDU) was elected as the new chancellor on 

October 1, 1982. Darboven presents this dramatic poli- 

tical and social period through the use of a Spiegel 

interview (“What Qualifies You to Become Chancellor?’), 

which consists of thirty-eight questions addressed 

to Schmidt and StrauB. The replies reveal the thoughts, 

strategies, ethics, and personalities of both politi- 

cians. Hanne Darboven took a stand and intervened: 

She crossed out Strauf’s replies, rendering them 

illegible. In so doing, she made a clear statement and 

served as a barometer of the sociopolitical atmo- 

sphere in the Federal Republic at that time: By reject- 

ing Strauh’s answers, she expressed the hope that 

the “turn” he was calling for would never come to pass. 

In this way, she connected Doblin’s admonition of 

alertness with Birnbaum’s essay, which deals with 

the inability to analyze contemporaneous events ob- 

jectively—a position embodied by Darboven’s 

work as well. 

The work’s conclusion is formed by a reference 

to Giorgio de Chirico, an Italian painter who again 

turned toward tradition and nationalistic thinking after 

his early innovations, which supplied impulses for 

contemporary art. In this way, Darboven alludes ex- 

plicitly to false paths, and hence to the artist’s social 

responsibility, at the same time unmistakably reveal- 

ing her own stance. 

The composition Wende >80< signals a turn 

within Darboven’s oeuvre as well as in society. As 

so often in her work, the personal and the social flow 

into one another, fusing and becoming indissoluble. 

They are reflected and visualized by the artist on 

behalf of the beholder or reader. The contentual and 

formal principle is the continuous switching between 

past, present, and future; pictorial, literary, and musical 

resources alternate. The visualization of structures, 

whether biological (trees), mathematical (music), or 

social (literature), was an important strategic inten- 

tion, and it is precisely the totality of Darboven’s 

complex constellation that makes the work so multi- 

layered. It opens up a world of thoughts, associations, 

and references to the beholder, admonishing her 

in an engrossed, yearning, and poetic way to “stay 

awake.” 

Susanne Kleine 
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FelaHaL Essay 
G2. A487. 
Die Religion des 
Herzens 
von Norman Birnbaum 

Norman Birabaam 1926 In New York gebocen 
Lat Profener am der Washlagioner Ocorgrtows: 

Zelucnie. The 
Wasikener 

Di ametitoniste, Literatur komt 
nur selico Ober die Sentimentalitdt 

binaus. Unsere Romanciers migen 
mit Celine durchaus in der Bescbrel 
bung der schmutzigen Abgrinde des 
Grofustadiledens konkurrieren, sie mi 
‘gen mit Kafka durchaus in ihrer Abbit 
dung der Absurditlt der Well werei- 
fern, Gra® ohne welteres in der Schil- 
dering des Grotesken erreichen kin 
feo, in Ihren Herzen sind sie jedoch 
unbeilbar oniv. 

Der Mensch iat im Grunde seiner 
Seele gut, aur das Leben ist schlecht — 
oder 2umindest beklagenswert verwor- 
ren. Graham Greene hat ber deo 
friedfertigen Amerikaner geschricben. 
dee unser Desaster in Vietnam vorwes- 
genommen hat, indem er verwuchte, 
Gutes In Indochina 20 tun. Selbstver- 
siindlich bewickts er das Gegentell 

Sind wir, wenn wir die welthistori- 
sche Srenetie betrachten, cine Nation 
{riedfeniiger Amerikaner? Die amerika 
alache “Reaktlon auf die Getangen- 
schafl und dic Preitassung unserer Ge 
elo erweekt den Bindruck, dad wir als 
Volk weder bereit noch flihig sind, dle 
BUrdo elnee Weltmacht zu tragen. 

Die Rickkehr der Geisela hat einen 
beispietlosen — Ausbruch —natlonaler 
Selbsigerechtigkelt ausgelist. Selbstge- 
filligkeit_ und Selbstmitleid haben ge- 
meinsam verhindert, da Ober die 
Grilnde und Konsequenzen unseres 
Debakels im Iran mchtern_nachge- 
dacht wird, Prisident Reagan ist sogar 
s0 well gegangen, daB er aut seine UDll- 
chen Beschimpfungen der .BUrokra- 
ten" verzichtete, um die Gelseln zu 
Helden zu verkliiren (dic, das verstebt 
sich von selbst, nicht etwa in geringe- 
rem MaGe ,.Birokraten" sind als Mil- 
Honen anderer Staatsbediensteter) 

Die Bezeichnung der Perser_ als 
Barbaren gebt vnrihligen Amerika- 

Hem so leicht von cen Lippen, dad 
min die Vereinigien Staaten Im ersten 
Moment mit cinem Stadistant dor grie 
chischen Antike verwechseln knnte — 
wie da bald faswingslos und bald ver~ 
zweifelt die offenkundige Unfibigkelt 
der Ubrigen Welt bestaunt wird, unse- 
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cen olympischen Mafistibea standhal 
ten zu kSnnen. 

Prisident Reagan selbst hat sich 10 
ausgedrlickt. Vielleicht wurde er in sei- 
nem Verdammungsurteil Ober die ira 
sche Revolution durch seinen politi 
sehen Verbiindeten, den Reverend Fal- 
well, bestlirkt — ‘das geistige Ober 
hhaupt der ,.moralischen Mehrheit™ und 
gestrenger Anwalt des amerikanischen 
Gotiesstaates, dec weder vor Bucher 
Yerbreanung acch yor Antisemitisenus 
zuridckschrecken wirde. Jedenfalls hat 
Chomeinis Ruf nach istamischer Er- 
peverung 7u  ciner _amerikanischeo 
Neuauflage des Calvioismus gefubrt. 

Aber die Theologen Neuenglands 
wurden [ingst durch bre welllicheo 
Nachfolger ersetet, — durch uosere 
Fernsebkommentatoren, die allabend- 
lich Vor einer Millonengemeinde pre- 
digen thre Redeschwall als 
Nacbri tarnen. Die Fernsehge- 
Sellschaftea waren in ihrer Bericbter 
stattuog Ober die Heimkehr der 
Geiseln fSrmlich auGer Rand und 
Band. 

Die Zeitungen konnten dagegen nur 
roit Einsatz der vollen journalistischen 
Erfindungsgabe ankiimpfen: Eine der 
Geiselo hat Newsweek" beschuldigt, 
ein angeblich’ mit thr gefUhries Toter- 
View vollig aus der Luft gegriffen 20 
haben, Die Fernsebkommentatoren ha: 
ben ihre Programme damit becadet, in- 
dem sie dic Tage der Gefangenschatt 
der Geiseln zihlten — es war, als ob 
sie cine neue Schipfungsgeschichte m0 
schreibes hitten 

Die biblischen Parallelen ergeben 
schon einen Sinn, Amerika ist eine Na 
ion, in der selbst Katholiken ued Ju- 
den ‘dazu angchalten wurden, wie Cal 
Vinisten zy denken und 20’ bandeln. 
Unser Calvinismus ist, _endlich!, 
schwiichlicher geworden — aber er ist 
immer noch unser wicbtigoier gemein- 
sames Kulturerbe, vielleicht unser ein- 
riges. De Einsichien des fridheren ame- 
rikaniscben Puritanismus Ober die Fi 

die ber deo Geist waltet — 
das alles ist Vergangeahelt. Was Ubrig- 
geblictven ist, leitet sich aus einer weni- 
Bee rigiden Spletart des Protestantismus 
her, der Religion des Herzen. 

Det amerikanische Calvinismes und 
die amerikanische Sentimeotalitht ha 
ben sich zu der populiren Ge 
verbunden, dic unser grabschii 
Ersatz fr eine Philosophie der Ge 
schichte int 

aut Max Weber ist Politik etn stare 
kes, langsames Durchbohren von 

hharten Bretiern, In der amerikanischen 
Version ist Politik ein kurzer Ausflug 
ins ewige Hell 

In der Trimmertandschaft_unseres 
‘{fenitichen Ledens sind wir Pilger — 
wir suchen nach Zeichen und Wunder 
und finden nur Anzeichen des Verfalls 
Das geradezu versessene Starren einer 
ganzen Nation auf die Geisela, die Be- 

Seviong, die wir ihrer Gefangenscalt 
od Rickkehr zogemessen baben, of- 
fenbart unsere Unfahigkeit, die Zeitge- 
sehicble auch aur zu versichen — von 
ihrer BewShiguag ganz zu schweigen. 

Wir reagierea mit Verzweiftung, 
Verstindnislosigkeit und Wut auf die 
Stille, welche die Geschichte unserer 
Selbstrvfriedenbeit versetzi. Wenn sie 
am meisicn gebraucht werden, glinzen 
unsere Eliten durch Abwesenbeit, oder 
sic sind damit beschi(tigt, das allgemel- 
ne Leidea zynisch zu ihrem Nutzen zu 
manipulicren. 

Selbstverstindlich werden solcbe 
hohigewordenen Etiten nicht geboren: 
Sie werden gemacht. Burke hat die 
franzisischea Revolutionsre beschul- 
digi, sie hitten das einfache Volk der 
einfachen Freaden der Armot beraubt, 
weil sie in threm Hochmut versochteo, 
eine Republik der Tugend mi etablie: 
ren, Viele amerikanische Politiker, Ge- 
schiftileute und Jouralisten werden 
wahrscheinlich von Burke gebSn ha- 
ben: Wenige werden ihn auch gelesen 
haben, Aber instinktiv haben sie begrif 
fen, woraul es ibm ankam, Penem et 
circenses in. all seinen amerikanischen 
Spiclurten bictet (ceien Einwit 

Dem Glanz und der Prachi der 
AmitscinfUhrung foigte der Plan Prisi- 
dent Reagans auf dem Fue, die Nab- 
rungsmittelsubventionen Or die Armen 
uum 25 Prozent Za kirzen und 40 den 
Huoger wieder in sein attes Recht cin- 
zusetzea, stnlich dem Flei® Anspora 
zu sein, 

Bit, tenses, Hdeotoge aut dem 
rechten Fldgel der Demokratischen 

Partel hat vor geraumer Zeit den Aus- 
druck geprigt, da8 Amerika die Num- 
mer cins sel. "Und tatsichlich wurden 
die Geiseln bei ihrer Rickkehr mit 
Spruchtiindem begriBt, auf denen man 
lesen konnte: ,,Vereinigte Staaten  ge- 
gen Iran: 52:0". Die Umdeutung einer 
historisshen TragSdie 7u einem Fub- 
ballspiel kiinnte maa als eine Art gei 
ger Ooanic abtun — wilde aus ihr 
nicht cine historische Unwissendeit 
sprechen, dic ru tiefgreifend int, als da, 
sie nicht gefihrlich wire 

Doch Vereinfachungen belten nichi 
weiter. Unsere Eliten haben das Land 
noch nie vollstiadig beberrchi oder 
vollstindig in der Hand gebabi. Unsere 

(entietlen Herrscher sind im Grunde 
bres Herzens verangstigte Diener, dic 
ich, wie es cur Zeit aussieht, davor 
Orchten, da0 sie all thre Macht vertie- 
ten, und es gibt nichts, was sie nicht 
augenblicklich lelebien Herzens (abren 
lieBen, ohne fegtiche Scham nd bar ale 
ler Prinziples. 

Dei den Feiertichkeiten zur Amtscin= 
(brung haben sich die reichen Spicer, 
die rohesten Verireter des Schaugewer- 
bes aus Hollywood und cine Sebicht 
rafl(gieriger, zur Auspowerung der 
Nation cntschlossener Geschiftemacher 
rusammengelunden, Diesen Empor- 

>80< 

>80< 
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Vierjahreszeiten. Der Mond ist aufgegangen, Opus 7, 

Fruhling, Sommer, Herbst, Winter (The Four Seasons: 

The Moon Has Risen, Opus 7, Spring, Summer, Fall, 

Winter), 1981 

Handwritten notation 

76 sheets, 29.7 x 21cm each 

Transcription of the handwritten notation 

81 sheets, 29.7 x 21cm each 

The composition is constructed classically to 

proceed from Spring to Summer, and from Fall to 

Winter. In the handwritten notation, Hanne Darboven 

adheres to a structure of nineteen sheets per season. 

In the transcription, Spring, Summer, and Fall are 

assigned nineteen sheets each, and Winter, at the end, 

is constructed with twenty-four sheets. This cannot 

be regarded as arbitrary, since Darboven calculated 

the number of sheets in consultation with her tran- 

scriber Friedrich Stoppa, and positioned the corre- 

sponding number of systems on the sheets of the 

score accordingly. In the exhibited music manuscript, 

she transcribed the notes onto paper she designed 

herself, which uses numbers instead of the classical 

musical clefs. It was on top of these autographs that 

Stoppa produced his transcription (printed on paper). 

Florentine Gallwas 
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Vierjahreszeiten. Der Mond ist aufgegangen, Opus 7, Fruhling, Sommer, He 

(The Four Seasons: The Moon Has Risen, Opus 7, Spring, Summer, Fall, Winter), 1981 ( 

rbst, Winter 

handwritten notation) 
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Vierjahreszeiten. Der Mond ist aufgegangen, 

Opus 7, Akt 1+ II (The Four Seasons: 

The Moon Has Risen, Opus 7, Acts | + Il), 1982/83 

16-mm film (digitized), ca. 58 min. 

Just as a year can be divided into twelve months 

and four seasons, this film is divided into twelve 

parts and four groups, with three filming locations— 

all of which are repeated in each group. The film is 

prefaced by the display of the birth and death dates 

of Theodor Heuss, Johann Kinau, and Alfred Ballin. 

The filming locations are: 

Chapters 1—4, episode | for each: We begin in 

Hamburg-Harburg at Schwarzenbergplatz during 

the “VogelschieBen” (Popinjay Festival), an annual 

event (shot in 1982). The county-fair impression 

is underscored by the ongoing authentic sounds: 

familiar waltzes played on a street organ, typical 

fairground ride noises, and the announcements of 

stallholders. 

Chapters 1—4, episode II for each: The next 

episode begins with a shot of Harburg’s surroundings 

and with a close-up of a cobblestone. Musically, this 

episode is accompanied by Georg Friedrich Handel’s 

familiar Fireworks Music, originally composed in 

1748 for the British King George Il on the occasion 

of a splendid festivity. Appearing with an upward 

panning shot is a street resembling an avenue, but 

with shabby cars parked on the left and right rather 

than the rows of trees one might expect. We see old, 

dilapidated apartment buildings, construction sites, 

neglected little gardens, undeveloped parcels of land, 

and posters advertising brands like Bonella, Peter 

Stuyvesant, Dunhill, and Quelle. In the midst of all this 

are a corner bar and a funeral parlor. The tension 

between Handel’s music and this townscape could 

hardly be more striking. Here, Hanne Darboven 

produces a contrast between acoustic majesty and 

splendor on the one hand and a hideous urban 

landscape on the other. The question of how to re- 

concile royal trumpet fanfares and deteriorating 

urban structures remains unexplained. Beginning in 

the second chapter, the focus shifts increasingly 

to Harburg’s scenic merits (an idyllic chess match in 

a park in summertime is captured, for example), so 

that in the course of this chapter, image and sound 

become progressively harmonized and the thematic 

contrast between music and image is reduced suc- 

cessively to 0. 

Chapters 1—4, episode III for each: It comes 

as a relief in the first chapter when the composition 

Vierjahreszeiten, Opus 7 (The Four Seasons, Opus 7) 

accompanies images in Darboven’s studio. Darboven 

composed this music for organ solo in 1981 based 

on reductions of the checksum calculations for a century. 

Especially chosen for the film were the movements 

Summer and Winter, which resound to the tranquil 

contemplation of the studio. At the end of each chapter, 

Darboven selects as a musical citation the folk song 

Der Mond ist aufgegangen (The Moon Has Risen). 

The fourth chapter closes visually with a calendar from 

1982 being leafed through backwards, always begin- 

ning with December. 

Florentine Gallwas 
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Fur Rainer Werner Fassbinder 

(For Rainer Werner Fassbinder), 1982/83 

Ink, offset printing on paper, photography, collage, 

mounted on cardboard 

90 sheets, framed, 50 x 70 cm each 

These 90 pages, framed in black, are devoted 

to Rainer Werner Fassbinder, the innovative German 

author, actor, director, and exponent of “New German 

Cinema.” They embody a theme that was central for 

Hanne Darboven: a confrontation with time, with per- 

ception, and with collective and subjective memory 

and forms of remembrance. 

Pairs of corresponding sheets are mounted 

as double-page spreads on red paper, the so-called 

Schreibzeit paper—a formal quotation of the Hamburg 

newsmagazine Der Spiegel which Darboven used for 

the first time in Schreibzeit (Writing Time), beginning 

in 1975. Seen from a distance, the 90 panels—which are 

hung in 5 rows of 18 images each—form a consistently 

colored grid of black, white, and red lines, along with 

their frames, whose black lines are also repeated on 

the pages. This arrangement results in frames within 

frames; that is to say, each outer frame is at the same 

time an inner frame, and so on. These formal strat- 

egies generate additional levels, since the viewer is 

able to continually adjust and determine the pictorial 

borders in her inner eye, to decide which level she 

wishes to read the “image” on. Through a deliberate 

reminiscence on Minimalism, Darboven explores the 

tension between inner and outer, center and margin. 

The installation view is strongly rhythmicized, but at 

the same time multiform. Conspicuous at first glance is 

the serial repetition of a black-and-white photograph, 

the passport photo of an unknown soldier. This ar- 

rangement evokes associations with mass death, with 

a—nameless, anonymous—monument or memorial to 

a hero, but also of devotion or prayer, especially if the 

black frames around the photographs are interpreted 

as mourning borders, typical of death announcements 

in Germany. The double photographs are positioned 

vertically into columns that are reminiscent structurally 

of architecture, or which cite architectural elements. 

Approaching the individual pages, we realize at 

second glance that they open up a narrative: the par- 

ticularized details of calendar calculations, along with 

textual and image citations related to Rainer Werner 

Fassbinder. Emerging now is a complex space of 

thought for the beholder, one shaped in terms of both 

form and content by distance and proximity, by appar- 

ent objectivity and subjectivity, thereby thematizing 

life and death—the individual life of an artist and mass 

death (in war)—and visualizing these via “inscription,” 

fixing them in memory. 

The catalyst for this work was Fassbinder's 

death in June 1982. Darboven began the cycle that 

autumn (in New York, as documented by the sta- 

tionery she used, from Gramercy Park Hotel), when 

Helmut Kohl replaced Helmut Schmidt as federal 

chancellor. She seems to have separated her subjec- 

tive emotional response from her overarching inten- 

tions, labeling the 18 upper double-page spreads with 

the captions “history work” and “data text.” 

On the left halves of the upper spreads, she has 

collaged picture postcards from the periods of the 

two World Wars—a panorama of German history when 

seen all together—with one of the luminous green 

“Ubiquist” postcards (in biology, the term means 

widespread or “ubiquitous”), designed by the artist 

herself, linked by non-signifying, dateless wavy lines. 

Both “cards” represent history—objective and per- 

sonal—but only the “Ubiquist” card is mounted on all 

subsequent text pages, with Fassbinder’s added-up 

and numbered individual dates. 

The right-hand sides of the upper double-page 

spreads are number poems (an individual, condensed 

number/date system) formed from checksum cal- 

culations using the dates which fall between Fass- 

binder’s birth year of 1945 and the year of his death, 

1982. The apparent objectivity of this “reduction” to 

ultimately a single number is contradicted by the 

handwritten rhythm of the notations and by the word 

“today,” which in turn refers to Darboven in the pres- 

ent—as an artist and as a representative. 

Mounted at what seems to be the center of 

the dedication to Fassbinder on 10 additional double- 

page spreads are pages torn from the book Hanna 

Schygulla: Bilder aus den Filmen von Rainer Werner 

Fassbinder (1981). Here, Darboven does not write the 

texts herself, instead drawing upon textual and pic- 

torial templates and linking these by means of drawn 

lines—a dedication within the dedication, a juxtaposi- 

tion of two personalities in which the actress is—like 

Darboven herself—a representative. 

The work’s title signals its dedication to 

Fassbinder, but it quickly becomes evident that this 

dedication is not to him alone; for Darboven, his early 

death served as a catalyst for reflections on contem- 

porary history and the culture of remembrance. 

Susanne Kleine 
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Ost-West-Demokratie (East-West Democracy), 1983 

Felt-tip pen on postcard, national flags of the USA, FRG and GDR, 

Soviet Union in cloth 

190 parts, framed, 50 x 70 cm each 

In everyday life, the reckoning of time in units— 

in hours, days, months, and years—does not confront 

us with significant problems. Things become more 

complicated when we attempt to characterize time 

as a phenomenon, to render it graspable. Hanne 

Darboven’s artistic strategy of visualizing time makes 

clear the extent to which a preoccupation with the 

abstract concepts of past, present, and future raises 

philosophical issues of the greatest complexity. The 

“now’ is transformed continuously and inexorably into 

the recent past, and before long into history. 

In Ost-West-Demokratie (East-West Democracy), 

produced in 1983, in retrospect one of the most pre- 

carious years of the Cold War era, Darboven refers to 

events that already, from today’s perspective, con- 

stitute a chapter of contemporary history. In the fall of 

that year, the world stood on the threshold of nuclear 

war, and in particular the Soviet Union was in a state 

of high alert. The background—a series of miscalcu- 

lations, and also of deliberate provocations on the part 

of the US—is well known today. We also know today 

that for a time, the outbreak of a nuclear catastrophe 

was only a question of a few minutes, a circumstance 

that made everyone keenly aware of time as a critical 

factor. In 1983, Darboven—like her contemporaries— 

could know very little of the concrete goings-on, 

whether of the secret NATO maneuvers that triggered 

a state of alarm in the USSR or of the defective 

Soviet satellites that produced false reports of US 

missile launches. Nonetheless, the tension was 

palpable: in 1983, about one million people protested 

in Bonn against the NATO Double-Track Decision, 

and the Green Party, with its orientation toward peace 

efforts, was elected to the German parliament for 

the first time—although Helmut Kohl was also con- 

firmed as Germany’s chancellor. 

With Ost-West-Demokratie, Darboven effec- 

tively transports a core of the dilemma at that time. 

Her date calculations, noted on postcards as check- 

sums and covering the years 1949 to 1983, are de- 

limited by the national flags of the US (above) and 

the USSR (below). In the central row, united within 

a common frame, we also find the flags of the Federal 

Republic of Germany and the German Democratic 

Republic. Few of Darboven’s works possess such 

powerful visual symbolism. With the explicit appeal 

“lm for an East-West democracy,” the artist seems 

to have been far ahead of her time. For in 1983, a 

rapprochement between the two superpowers, and 

between the two German states, seemed little more 

than a brave hope. 

Johanna Adam 
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Ansichten >85<, Harburg/New York (Views >85<, 

Harburg/ New York), 1984/85 

Ink on paper, collage with photographs on calendar sheets 

162 sheets, 50 x 70 cm each, mounted on 53 panels, 

framed, 150 x 70 cm each 

With this work, Hanne Darboven drew her two 

central reference points—Hamburg-Harburg and 

New York, where she lived from 1966 to 1968—into a 

tightly configured structure. At the same time, she 

visualized the tension between home and the faraway, 

concepts which were of exceptional significance 

for her as a person, as well as for her artistic develop- 

ment, strategy, and conception, throughout her life. 

On 53 vertical panels, color images document- 

ing the rural surroundings of Harburg are contrasted 

with picture postcards of New York. While the New 

York postcards mirror touristic conventions and 

expectations, the images of the artist's hometown 

are characterized as a rule by views of houses/ 

architecture and rural urbanity. Two towns, two places 

of residence, two continents, two cultures, the Old 

and the New World, Europe and America, are presented 

in wordless juxtaposition—or perhaps in equiva- 

lence. Positioned beneath these double-images is 

a dateless weekly calendar, which Darboven has 

concretized through her conceptual daily checksum 

calculations for the year 1985: The individual num- 

bers of each date are calculated as checksums, for 

example 3.1.85 as 3+1+8+5=17,1 and parallel to 

the notated daily numerical sequences, Darboven 

inscribes u-shaped wavy lines, through which she 

condenses one and the same temporal segment, visu- 

alizing it differently. Beneath the weekly pages, in 

turn, the days are listed once again with the total sums, 

the so-called K-values, and captioned with “har- 

burg/new york — heute” (harburg/new york - today). 

In this way, the 53 weekly pages are shaped into a 

stringent four-part composition that also manifests 

Darboven’s penchant for cash account books, calen- 

dars, registers, and indices—a trait that emerged in 

early childhood, perhaps influenced by the mercantile 

orientation of her father’s family. 

For Hanne Darboven, Harburg and New York 

embodied the poles between her private and artistic 

existences. This work, then, appears to be a personal 

“stocktaking,” one that links New York, the city where 

she discovered and developed her own artistic ap- 

proach, and Harburg, where she began her date calcu- 

lations after returning from the US, a place associated 

with the present of 1985 (“today”). Nonetheless, the 

work seems free of emotions. Darboven herself said: 

“| can only make emotional art when | abandon my- 

self continuously to some kind of intoxication—I avoid 

such artistic forms. That is why | have avoided de- 

picting emotions, and have instead written out con- 

structions with numbers, according to the nominal 

value. And finally, | came upon the current date, which 

of course does preoccupy us daily with the meaning 

and the meaninglessness of things.” 2 

Standing in the foreground of this work is 

“writing without describing’—meaning writing without 

any concrete contentual message—and the joining 

together of various (image) worlds: the Old and New 

Worlds (assigned to the two locations on the index 

page and depicted in a clichéd way by two photo- 

graphs of couples), and the artist’s present, the year 

1985, formulated through the process of writing. More- 

over, the movement of writing itself is schematized 

by the regular, neatly executed chains of handwritten 

numbers, as well as by the crossed-out—and only 

then genuinely wordless—wavy lines, which corre- 

spond to no identifiable letters. 

Here, Hanne Darboven writes time, renders 

time visible. She juxtaposes her private, subjective 

view with an objective, generally recognized (image) 

view, apparently without evaluating/judging through 

words. In any event, the selection of views speaks a 

distinctive language. 

Susanne Kleine 

1 Hanne Darboven never calculated the entries for centuries (19 .. .), 

so her reckoning remains valid for all past and future centuries. 

2 Hanne Darboven, in Hanne Darboven, ed. Institut fur Auslands- 

beziehungen, exh. cat., Palazzo Stelline, Milan (Ostfildern: Hatje 

Cantz, 2000), p. 20. 
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Menschen und Landschaften 

(People and Landscapes), 1985 

Pencil, ink, historic postcards, 

and “Ubiquist” postcards on paper and cardboard 

169 panels, 50 x 70 cm each 

The work Menschen und Landschaften (People 

and Landscapes), whose wealth of material is remi- 

niscent of the pictorial panoramas in other key works 

by Hanne Darboven,' belongs to that group of works 

in which the artist—primarily at the visual level—exam- 

ines (European) cultural history, as the title and subject 

also suggest. The 169 horizontal panels in the work 

are hung alongside each other in four rows as a dense 

block: Along with a cover sheet, there are 42 panels 

with numerical documentation of the checksums of 

the year, two groups of 42 panels each with picture 

postcards of people and landscapes, and 42 panels 

with the green “Ubiquist” postcards. 

The numerous historical picture postcards are 

what first catch one’s eye: a colorful pictorial frieze, 

the two rows in the middle of the block combine visu- 

ally to form a unit. Twelve postcards have been 

mounted on each cardboard panel, in four rows of 

three postcards each. Thus the crosshatch pattern 

of the postcards takes up the grid of the wall display 

of the work in miniature. This pixel-like pictorial 

panorama is framed by an upper row of panels with 

date-based checksum calculations and a lower, 

concluding row of picture panels, on each of which 

“Ubiquist” postcards designed by Darboven are 

arranged. 

The postcards the artist used stem for the most 

part from the 1880s to the 1920s; thus they represent 

the “golden age of the postcard.”2 In accordaice with 

the prevailing taste of the time, they are mostly ro- 

mantically glorified impressions of the landscape, pretty 

depictions of rural life and of childhood, marriage, 

and family. Altogether, the spectrum ranges from play- 

ful beach life with bathers to painted boudoir scenes 

to war propaganda exhortations urging people to per- 

severe. What is striking is the sepia tone of the his- 

torical postcards, which evokes the “calm aura of 

things past.”? This is exactly what Darboven seemed 

to be aiming at with the pictorial panorama on one 

level: to invoke and visualize the spirit of the turn of 

the twentieth century. At the same time, the “giant 

postcards” (as Darboven also called the multipart col- 

lages of multiple postcards) of the panels join to 

become a multilayered landscape panorama, a three- 

layered frieze with a vertical color gradient from bot- 

tom to top—from bold green to warm beige-brown to 

white. 

The frequently reproduced “Ubiquist” postcards 

in bold green represent the relationship between 

the artist and her home, “Am Burgberg”: There is an 

illustration of an information panel containing the 

geological history of the location in each of the upper 

left-hand corners. Below it is printed the definition 

of the Greek word polis—fortress, city, or state. This 

puts the artist's place of residence in a larger con- 

ceptual and theoretical context. At the lower edge of 

the card is written, apparently without any moral 

judgment, the sequence of terms “patriotism, nation- 

alism, cosmopolitanism, decadence.” By means of 

these words, Darboven tacitly integrates the concept 

of “home” and her own sense of belonging into the 

course of the transformation of the history of mentality. 

Instead of a postage stamp, Darboven used 

the “e.t.c.” stamp she created to postmark the formula 

“2 =1, 2” in the upper right-hand corner of each card, 

and in doing so franked it, so to speak. The term “Ubi- 

quist” is printed below the stamp.4 The artist compared 

“Am Burgberg,” the place where she lived and worked 

and which was ubiquitous—in written and spoken 

language—in her oeuvre, with the semantic field of 

“everywhere.” From there she sent numerous such 

postcards to friends, gallery owners, collectors, and 

exhibition organizers all over the world. The formula 

“heute / today,” which the artist in turn wrote along 

the entire length of the sheets at the lower edge, is 

a temporal reference that links the early history of 

the “Burgberg” on the “Ubiquist” postcards with the 

period in which she created the work. 

The sheets in the upper row of the pictorial 

frieze are a kind of serial numbering of the 42 columns 

of the grid hanging in the form of numerical draw- 

ings. These designate the 42 “cross sections” (“Quer- 

schnitte”) that represent the 42 checksum values for 

the year 1985. Each of the 365 days of the year is as- 

signed to one of 42 values, beginning with the smallest 

K-value, 15, on the sheet numbered “1,” and ending 

with 56 K on the last sheet in the row, numbered “42.” 

Again, the formula “heute/today” concludes the rec- 

ord on each of the 42 sheets—here supplemented 

by the term “Tagesrechnung’ (day calculation). In 

addition, the title of the work is formulistically repeated: 

“menschen” (people) followed by a hyphen, and 

below that “landschaften” (landscapes). This causes 

the writing to appear to be a division, as if it were 



part of the respective “Tagesrechnung.” The Latin for- 

mula “pax et bonum,” the greeting used by Franciscan 

monks, has furthermore been added to the last sheet, 

“No. 42”; it ends the day calculations like “amen” does 

a prayer. 

In Darboven’s work, “today” is always assigned 

a meaning that indicates time to the extent that the 

word relates the past in the historical themes treated 

in most works with the present. In the “Ubiquist” 

postcards, this temporal index is often crossed out 

and operates as a memento mori, as it were: The now 

of the present is always already past in the passing 

of time; it has become yesterday. As in other works, in 

Menschen und Landschaften Darboven interwove 

collective history and culture with her personal pres- 

ent—and with the present of the viewer.® 

Miriam Schoofs 

1 Especially Kulturgeschichte 1880 — 1983 (1980 —1983), a body of 

work comprising 30,000 postcards, or Fur Rainer Werner 

Fassbinder (1982/83) with its collaged-in book pages and photo- 

graphs. 

2 See Elisabeth von Hagenow, “Das Goldene Zeitalter der Postkarte,” 

in Hanne Darboven: Menschen und Landschaften, ed. Kira van Lil, 

exh. cat., Hallen fur neue Kunst, Schaffhausen (Hamburg: Christians, 

1999), pp. 102 —107. 

3 See Sarah Graham-Brown, Images of Women: Photography of 

the Middle East, 1860 — 1950 (London: Quartet, 1988); cited in 

Peter Burke, Augenzeugenschaft: Bilder als historische Quellen 

(Berlin: Klaus Wagenbach, 2003), p. 25. 

4 “Ubiquist”: Latin term from the area of biology that denotes a 

species of animal or plant that is endemic to various biotopes. 

5 Cf. Hans Dickel, “Hanne Darboven: Fur Rainer Werner Fassbinder 

(1982/83); Concept Art gegen Melodram—ein Bilderstreit,” in Hanne 

Darboven: Fur Rainer Werner Fassbinder, exh. cat., Kunstraum 

Munchen (Munich, 1988), pp. 5—11, here p. 7; cf. also Elke Bippus, 

“Erinnern und Vergessen—die ‘Kulturgeschichte 1880 — 1983’ von 

Hanne Darboven,” in Vergessen: Jahrbuch der Hochschule fur 

Bildende Kunste Braunschweig, ed. Michael Glasmeier (Cologne, 

1997), pp. 72—84, here p. 83, note 1. 
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Appointment Diary, 1988/98 

Photographs on cardboard 

74 panels, 50 x 70 cm each 

Various calendar formats that subdivide the year 

into days, weeks, or months often served Hanne 

Darboven as a structuring template for her works. She 

used preexisting pocket, wall, or table calendars— 

many of them received from firms as promotional 

gifts—as matrices to predetermine the rhythm of 

the visualized temporal segments. In this sense, then, 

the calendar can be seen as an expression of the 

dialectic of time, since on the one hand it evokes time 

as a superordinate ordering phenomenon, but on 

the other hand serves the individualized structuring 

of time by facilitating the registration of personal 

events and notes. 

As atemplate for Appointment Diary, Darboven 

used a table calendar published by the American 

Film Institute, whose spiral-bound pages she pho- 

tographed and reworked. A double page is found 

on each of the 74 panels, most of which are config- 

ured with a film motif on one page and a sheet of the 

calendar, covering an entire week, on the other. The 

pictorial motifs primarily show scenes from popu- 

lar films such as Star Wars or Indiana Jones, and the 

calendar dates of the printed template are already 

supplemented with the birth and death dates of 

famous directors and actors. Darboven in turn filled 

the empty, lined space of the calendar pages with 

curving lines that imitate script, yet convey no con- 

tents. The schematic handwriting can be interpreted 

as an abstract expression of the personal notations 

that normally fill such a calendar, and in this case 

link together the collective—familiar characters and 

personalities from the film world—with the individual. 

Equally, however, the cursive arched forms can be 

understood as a biographical reference to the pro- 

cess of writing, one that zeros in directly on the artist’s 

daily writing activity. 

Johanna Adam 
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Kinder dieser Welt 

(Children of This World), 1990 —1996 

200 bound books, each with 6 exercise books, and 22 bound books, 

each with 5 exercise books, 30 x 21.5 x 4.5 cm each; 2 textbooks, 

45.2 x 30 x 3.cm each; 114 brown paper panels, 75.5 x 100.3 cm each; 

2,134 sheets from the Brass Trio Opus 43 A in number words, 

29.7 x 21cm each; 68 sheets of musical notation, transcription, 

29.7 x 21cm each; 68 sheets of musical notation, transcription, 

61x 42 cm each; 63 index sheets, 29.7 x 21 cm each; 150 sheets of 

musical notation, manuscript, 29.7 x 21cm each; diverse objects: 

toys, dolls, tin wind-up toys, and music boxes in display cases 

Installation dimensions variable 

Besides Kulturgeschichte 1880 — 1983 (Cultural History 

1880 — 1983) (1980 — 1983; pp. 230ff), Kinder dieser Welt 

(Children of This World) is the most extensive instal- 

lation by Hanne Darboven and includes the widest 

variety of materials. The framed works are filled with 

date-based calculations, number words, outline draw- 

ings, and writing: “Number words, literally, write calcu- 

late / calculate write,” the artist formulistically noted in 

Schreibzeit (Writing Time) (1975 — 1981; p. 216##.).1 Added 

to this are a block of framed sheets with note draw- 

ings and the score Trio Opus 43 A transcribed from 

them in two further blocks. A recording of it can be 

heard in the exhibition space. 

The multipart work Kinder dieser Welt was cre- 

ated between 1990 and 1996, immediately after the 

fall of the Berlin Wall and the end of the Cold War. 

Darboven regarded the dolls and the collection of 

children’s toys as symbols of an optimistic new begin- 

ning, citing Ernst Bloch’s book The Principle of Hope 

(1938) 2—a title that had become a dictum beginning 

in the 1950s. Ernst Bloch assumes that until a child 

has become literate, he or she lives in an immediate 

children’s world determined by emotions.3 Darboven 

transferred his idea of the existence of a “precon- 

scious” metaphorically to the childhood imagination 

by declaring that she wanted to take herself back to 

the stage of her first day at school with this work. The 

numerous toys furthermore symbolize the meaning 

of play in terms of cultural history as put forward by 

Johan Huizinga, who in his famous book Homo ludens 

advocated the theory that “human culture emerges 

and evolves in play—as play.”4 The theme of child- 

hood, play, and school runs through the entire work. 

In 24 display cases are 222 books with bound 

exercise books with a blue cloth binding; some are 

closed and others are open. Several of them thus 

offer a view of the pages of the exercise books, let- 

tered and drawn in with a color felt-tip pen and again 

and again supplemented with color photographs. 

The pages are filled with recurring photographs of 

the dolls and toys that belong to the work as leitmotifs, 

supplemented with a photograph of a plaster cast of 

a child’s head and a photograph of the artist as a child 

sitting in a goat-drawn children’s carriage. 

A further element is music. Musical notations 

have been written out on a total of 2,134 sheets on 

the basis of Darboven’s century calculations. Like wall- 

paper, these sheets, densely typewritten or as com- 

puter printouts, evenly cover the wall. As in the works 

Wende >80< (Turning Point >80<) (1980/81; pp. 96ff.) 

and Kontrabasssolo (Contrabass Solo) (1998 — 2000; 

p. 280ff.), Darboven rendered the date-based check- 

sum calculations as musical notation and had it tran- 

scribed into a score by the musician Friedrich Stoppa. 

Like all of Darboven’s scores, Trio Opus 43A is nota 

composition in the conventional sense: the artist 

reduced 100 years to 50 sequences and wrote the three 

notes down “literally in number words” in counterpoint 

for trombone, trumpet, and French horn.® The ambiv- 

alent character of what are on the one hand awkwardly 

naive and on the other hand unnervinglymonotonous 

chords of the brass trio Opus 42 A communicates 

“desperation and confidence” at the same time.® The 

sound installation adds an acoustic dimension to the 

work, an additional abstraction—or perhaps a sensual- 

ization? 

In terms of media and form, Kinder dieser Welt 

contains the entire spectrum of Darboven’s stylis- 

tic devices. However, the theme of work is primarily 

transported by means of the exercise books and the 

objects: the two children in the form of mannequins, a 

boy and a girl, constitute the focus of the installation. 

According to Hanne Darboven, these children are at an 

age at which they “can already read.”” Thus, together 

with the large body of bound exercise books, they 

represent the themes of childhood and school. The 

eponymous protagonists are 10 accurately dressed 

dolls that, based on their different skin color and 

hair color, present different countries and continents. 

The children “from all over the world” stand for open- 

mindedness and global peace; the little girls and 

boys sit individually or in pairs on benches, sofas, arm- 

chairs, and chairs, which are in turn distributed 

throughout the exhibition space on pedestals. Further 

props from the realm of childhood are two puppet 

theaters and four sets of shelves with dozens of hand 

puppets, a colorful collection of metal toys and figural 

music boxes, and various wooden toys, including a 



stick horse and a rocking horse. Ten pop-up picture 

books lined up under Plexiglas covers are also part of 

the installation. 

The large quantity of toys represents the uni- 

verse of childhood and innocence; the exercise books 

and the class schedule, as well as a small group of 

figures from the “mouse school’ in one of the display 

cases, are clear allusions to school. The primary tech- 

niques used in the work are arithmetic and writing. 

However, in contrast to the texts copied in handwriting, 

for which Darboven is well known, the exercise books 

in Kinder dieser Welt do not contain any text what- 

soever; yet Darboven did write wordless wavy lines— 

reminiscent of the curved handwriting normally 

taught at school—next to the usual checksum calcula- 

tions of the dates and outline drawings of the motifs 

of the photographs. From Darboven’s point of view, the 

colorful pop-up books are to be understood as a 

purely visual “distillate of the ‘entire history of the 
m9 

world,” which does not explain itself to the child “in 

numbers or words but in pronounced images alone.” 8 

The stages of the development of humanity in terms 

of civilization and technology are playfully and plasti- 

cally communicated by means of the colorful motifs 

in the books: from fantastic fairy-tale scenarios and 

illustrated Victorian narratives, to the development of 

the automobile and the airplane, to the lunar landing. 

Hence the extensive installation Kinder diéser Welt 

joins the ranks of Darboven’s encyclopedic works.” 

However, unlike the work Ost-West-Demokratie (East- 

West Democracy) (1983; pp. 116ff), 1° for example, the 

historical catalyst for the work—German reunification 

and the hope for an end to the Cold War—has shifted 

into the background and only makes up the blueprint 

for the work. For Darboven, this specific historical 

element constitutes a kind of exceptional state and 

a temporary liberation from artistic and social re- 

sponsibility in view of the East-West conflict and the 

repercussions of recent German history." In her 

“children’s work” 12 she appeals for the still “innocent” 

and hopeful world of children, as opposed to the 

“guilty world of adults.” In a sense, Kinder dieser Welt 

is the child-oriented counterpart of the overly 

intellectual works Schreibzeit and Kulturgeschichte 

1880 — 1983: While the latter—whether by means of 

written or visual language—are geared toward adults, 

Kinder dieser Welt betakes itself to a childlike, non- 

verbal level. The objects and colorful exercise books 

address themselves directly to childhood, youth, and 

hope—in the spirit of Bertolt Brecht with his Children’s 

Rhymes's or the poem “To Those Born Later’ '4—and 

at the same time imply their impermanence. In doing 

so, the wealth of material in the extensive environ- 

ment is reminiscent of both the tradition of Surrealist 

objects and the strategies of more recent installation 

and exhibition art. 

Miriam Schoofs 

1 Hanne Darboven, Schreibzeit (1975 — 1981), for example vol. IV, 

p. 162. 

2  Seelna Conzen, “Das kleine Einmaleins,” in Hanne Darboven: 

Kinder dieser Welt, exh. cat., Staatsgalerie Stuttgart (Ostfildern: 

Cantz, 1997), pp. 9 —27, here p. 14. 

3. Hanne Darboven, cited in ibid. 

4 Cf. Johan Huizinga, Homo ludens, ed. Andreas Flitner (Reinbek: 

Rowohlt, 2013), here p. 189. 

5 Hanne Darboven, cited in Conzen, “Das kleine Einmaleins,” p. 21. 

6 Cf. Reinhard Ermen, “Musica povera: Anmerkungen zum Trio opus 

43 A,” in Hanne Darboven: Kinder dieser Welt, pp. 29 — 32, here 

pp. 29 —30. 

7 Hanne Darboven in conversation with Michael Liebelt, in Hanne 

Darboven am Burgberg, Filmcollage eines Amateurs, by 

Michael Liebelt and Elke Bippus, Hamburg 2000 — 2002 (48 min). 

8 Hanne Darboven, cited in Conzen, “Das kleine Einmaleins,” p. 16. 

9 Cf. especially Kulturgeschichte 1880 — 1983 (1980 —1983) and 

Kosmos ‘85’ Weltreise—in Gedanken an Humboldt: Kosmos (1985), 

as well as Menschen und Landschaften (1985), Erdkunde (1986), 

and Erfindungen, die unsere Welt verandert haben (1996). 

10 The work Ost-West-Demokratie (1983) describes the era of the 

Cold War, symbolized in the national flags of the United States and 

the Soviet Union, as well as the Federal Republic of Germany and 

the German Democratic Republic. 

11 Cf. Hanne Darboven’s remarks to this effect in conversation with 

Michael Liebelt, in Hanne Darboven am Burgberg, Filmcollage 

eines Amateurs. 

12 Hanne Darboven, cited in Conzen, “Das kleine Einmaleins,” p. 24. 

13 Bertolt Brecht, Gesammelte Werke, vol. 10,3: Gedichte (Frankfurt 

am Main: Suhrkamp, 1967), pp. 977 —978. 

14 Ibid., vol. 9,2: Gedichte, (Frankfurt am Main: Suhrkamp, 1977), 

ppy/22—7/20) 
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Sunrise / Sunset. To: New York, 1996 

Offset printing 

96 sheets, 29.5 x 37.5 cm each 

Edition 8/10 

The wave frequency of the lines in the work 

Sunrise / Sunset. To: New York increases logarithmically 

toward the middle of the sheet before it starts over 

again from the beginning, lending the sheets an un- 

usually symbolic, even poetic character. This work 

consists of Darboven’s typical writing-like yet word- 

less “U-bends,” in this case—in the original—drawn 

with a black felt-tip pen on red-and-white logarithm 

paper. The regular crescendo of the “waves” and 

their abrupt ending lend the drawing the dynamic im- 

pression of a maritime seascape with horizontal wave 

crests that rise and recede again or break and carry 

on rhythmically to the horizon. Although Darboven’s 

wavy lines are a form of drawing, they ultimately 

compel the viewer to read them from left to right, line 

by line, retracing the writing process. 

Large-format postcards supplement the 365 

sheets in the original version of the work from 1984. 

Each sheet stands for a day of the year, a flyleaf pre- 

cedes each month, and a summary is inserted every 

two months. The printed motifs are views of New 

York from the period around the turn of the twentieth 

century: a tribute to Hanne Darboven’s second home, 

which is also revealed in the dedication in the title: 

“To: New York.” 

Greeting cards and postcards can also be found 

in other works by the artist, for example in the frieze 

made up of historical postcards in Menschen und 

Landschaften (People and Landscapes) (1985; pp. 128ff). 

The landscape and urban views of New York from the 

period around 1900 also bear a similarity to the motifs 

in the work Weltansichten 00 — 99 (World Views 

00 — 99) (1975 — 80; pp. 84ff.), which Darboven present- 

ed at the Biennale in Venice in 1982 and in which she 

incorporated collectible picture cards of copperplate 

prints with monuments and cityscapes from through- 

out the world. In terms of motif as well as content, 

the work Ansichten >85< (Views >85<) (1985; pp. 122ff) 

constitutes its counterpart. In this work, Darboven 

juxtaposed photographic views of the rural environ- 

ment of her home in the Harburg district of Hamburg 

with a series of contemporary postcards featuring 

the skyline of Manhattan. 

For Darboven, her parents’ home, “Am Burg- 

berg,” which is inscribed in the work in written and 

pictorial form, symbolizes origin and identity. By 

contrast, according to her own legend, ? New York 

represented the major turning point in her artistic 

development: “I was always afraid of not knowing what 

my purpose was in this world. In New York | then 

attempted to find something | could write about for 

life. | structured my work there.” 

In contrast to her mostly rational and sober anal- 

yses and historical, contemporary critiques, in 

Sunrise / Sunset the artist in a sense addressed the 

emotional, affirmative aspect of the “conquest of 

the world” and setting out into the “New World.” In 

doing so, she deliberately blocked out colonial 

history, with all of the negative side effects and con- 

sequences that accompanied the discovery of the 

North American continent. This painterly work in the 

form of a calendar almost seems to be an antiquat- 

ed advertising campaign for the “Hamburg-America 

Line.” What the artist appears to want to say with 

this nostalgic, stylized round of history pictures is that 

historiography and one’s own biography are always 

constructed, and that the past is charged with meaning 

or poetry only from the perspective of the present. 

Miriam Schoofs 

1 See Lucy R. Lippard, “Hanne Darboven: Deep in Numbers,” Artforum 

12, no. 2 (1973), pp. 35 —39, here p. 35: “Most of Darboven’s works are 

drawings, but she does not permit the eye to swim all over the surface. 

Even if one understands nothing behind the numbers one is reading 

(which is perfectly all right with the artist), one is still reading, left 

to right, horizontally. ... It is impossible to look at her work without 

becoming physically involved in the process of writing.” 

2 Cf. Ortrud Westheider’s remarks about the preparations Darboven 

made while still in Europe for her “new beginning in New York”: 

Ortrud Westheider, “Hanne Darbovens Friihwerk: Vom Konstruktivis- 

mus zur Konzeptkunst,” in Hanne Darboven: Das Friihwerk, exh. cat., 

Hamburger Kunsthalle (Hamburg, 1999), pp. 7—16, here pp. 8—9. 

3. Hanne Darboven in conversation with Isabelle Graw, “Interview with 

Hanne Darboven,’ Eau de Cologne 3 (1989), pp. 26 — 27. 
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Webstuhlarbeit. Am Burgberg, meiner Mutter, 

meiner Kindheit, postum a higher knitting 

Penelope (Weaver's Loom Work: Am Burgberg, 

my mother, my childhood, posthumous a 

higher knitting Penelope), 1996 

10 octavo notebooks, with two black-and-white photographs 

each, ballpoint pen on paper, 14.7 x 10.3 cm each; 

344 photocopies of the octavo notebooks, 

29.7 x 21cm each 

Black-and-white photographs of the artist's 

loom on 10 wall elements and in 10 small notebooks 

constitute the visual beginning and end in this work. 

Darboven worked at the loom as a child, and to this 

day itis still in place in the sleeping chamber under 

the roof of her parents’ home. As an autobiographical 

reference, the collaged photographs link subjectivity 

and emotion, in other words “personal-existential” 

with apparent objectivity and strategic concept. 

As indicated in the title, the overall work is ded- 

icated to her home, her childhood, and her mother. 

However, the last part of the title makes reference to 

a review of her work written by John Anthony Thwaites 

in 1971.1 Twenty-five years later, the artist takes it up 

demonstratively in a gesture meant to counteract his 

criticism. At the time, the critic reproached her for 

a lack of modernity, and on the occasion of an exhibi- 

tion at the Kunstverein Munster he wrote that there 

is “the danger [that] her work could easily degenerate 

into a kind of Higher Knitting, with the female quality 

of patience, detail—and not much else.” 2 

With self-confidence and humor, Darboven 

transformed the criticism into something positive 

and said: “I prefer to be a Penelope: what perfection.” 

This reveals her artistic awareness—in an age of 

highly developed computer technology, she chose to 

transcribe her subject matter by hand and work it 

through strategically and creatively. Unlike Penelope 

in Greek mythology, however, the artist did not each 

night unravel what she had “woven” or created; but 

like Penelope, she, too, lent new forms and structures 

to many a “thread” or theme. 
) 

Darboven’s “mathematical prose” is depicted 

in this very personal work by means of her checksum 

calculations of calendrical dates, which she began 

using in 1968, and thus the 10 notebooks in the display 

case are devoted to the decade between 1990 and 

1999: In the first notebook for 1990 she takes 1/1/904 

and performs the calculation 1+1+9+0=11. She 

proceeds according to the same pattern with the last 

day of the same year: 31+ 12 + 9 +0 =52. She noted 

the calculated checksums—Darboven referred 

to these as “K-values” (box or construction values), 

although she does not use this label in writing 

here—on the individual pages of the notebooks by 

also recording each of the 42 counting steps 

which go from 11 to 52. Thus step 1 is (K-value) 11 = 

“No. 1/11,” step 2 is (K-value) 12 = “No. 2/12,” and 

so on, up to step 42 with (K-value) 52 = “No. 42/52.” 

In this example, the range between No. 1/11 and 

No. 42/52 represents the entire year of 1990, which 

is documented on the lower edge of each page 

with 90. In addition, the calculated dates are rendered 

graphically by means of straight, horizontal lines 

(from left to right), with the respective checksum not- 

ed at the end of each line. 

What is particularly interesting is that Darboven 

wrote this in approximately the middle of the de- 

cade she was working through—“h.d. today 1996”— 

which means that she connected the past, present, 

and future as a chronicle of time and structure in 

writing. 

For one of the exhibited versions, Darboven 

photocopied the covers and pages of the note- 

books, framed them individually, and had them 

mounted on the wall, with each block representing 

one notebook. In doing so she chose an additional 

form of display for the same content—almost like 

Penelope, who again and again rewove the same 

material. 

Susanne Kleine 

1 John Anthony Thwaites, “The Numbers Game,” Art and Artists 6, 

no. 10 (January 1972), pp. 24— 25, here p. 25; cited in Brigid Doherty, 

“Hanne Darbovens ‘Real Writing’ der Geschichte,” in Hanne 

Darboven: Menschen und Landschaften, ed. Kira van Lil, exh. cat., 

Hallen fur neue Kunst, Schaffhausen (Hamburg: Christians, 1999), 

pp. 31—46, here p. 31. 

2 Ibid., p. 45. Reference is permitted here to the later so-called 

knitting pictures by Rosemarie Trockel. 

3 Darboven, cited in Lucy R. Lippard, “Hanne Darboven: Deep 

in Numbers,” Artforum 12, no. 2 (October 1973), p. 36. 

4 Darboven always excludes the century in her work; thus each of the 

calculations performed is valid for every past and for every coming 

century. 
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Europa 97 (Europe 97), 1998 

Felt-tip pen, collaged color photographs 

on tracing paper 

384 sheets, 29.7 x 21.5 cm each 

With Europa 97 (Europe 97), Darboven makes 

reference to the political events of 1997, which was 

proclaimed the “European Year against Racism and 

Xenophobia.” Beginning in 1983, the European Union 

has turned its attention each year toward a specific 

sociopolitical theme, which then becomes the focus 

of outreach work and targeted funding programs. 

The Year against Racism and Xenophobia should be 

seen in the context of the Treaty of Amsterdam, the 

first alteration to the founding treaty of the European 

Union from 1992. On October 2, 1997, the Treaty of 

Amsterdam was signed by the foreign ministers of the 

(then) fifteen EU member states. It entered into force 

in 1999. Among other things, it includes an expansion 

of the legislative battle against discrimination on 

the basis of sex, racial or ethnic origin, religion or faith, 

handicap, age, or sexual orientation. 

On 384 individual pages, Darboven distributes 

her day calculations for the year 1997 according to 

a continuous additive system. The work is subdivided 

according to the months into 12 blocks, each having 

32 pages. The pages extending beyond the number 

of days of each block’s respective month are collaged 

with colored postcards and also display the seal of 

Europe on a license plate. The year 1997, which is here 

brought into focus, will hardly go down in the history 

books as a decisive epoch. But Hanne Darboven draws 

attention to the important political processes and 

decisions that, in the years immediately following the 

founding of the European Union, set a course to 

determine the self-conception and consensus of a 

liberal-democratic fundamental order of the asso- 

ciation of states. A modified form of Europa 97 is found 

in the German Bundestag. Under the title 12 Monate, 

Europa-Arbeit (12 Months, Europe Work) (1998), the 

work hangs in 12 blocks in the lobby and press room 

of the CDU/CSU party. 

Johanna Adam 
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Gustav Stresemann postum 

(Gustav Stresemann Posthumous), 1998 

Felt-tip pen and color photographs on tracing paper 

32 sheets, 41 29 cm each 

Gustav Stresemann postum (Gustav Stresemann 

Posthumous) (1998) is devoted to a man who served 

as the German foreign minister and (briefly) as the 

federal chancellor of the Weimar Republic. He re- 

ceived the Nobel Peace Prize jointly with his French 

colleague for his initiative leading to the Locarno Trea- 

ties, which were signed in 1925. These treaties are 

regarded as a decisive milestone in the European and 

international policy of peace after World War |. The 

agreement not only finalized the borders between 

Germany, France, and Belgium and resolved the 

demilitarization of the Rhineland, but also achieved 

Germany’s entrance into the League of Nations. 

Internationally, Stresemann earned considerable 

recognition for his politics of accommodation; nation- 

ally, for the most part, he enjoyed only limited pop- 

ularity. Because the prerequisite for the changes to 

the Treaty of Versailles agreed upon in Locarno 

was recognition of the former treaty’s validity, Strese- 

mann was regarded in Germany, in particular by the 

right wing, as an “appeasement politician,” and hence 

as politically weak. He held the office of foreign 

minister from 1923 until his death in 1929. 

In her Stresemann work, Darboven refers con- 

cretely to the central event that resulted from Locarno: 

Germany’s admission into the League of Nations, 

and with that its readmission into the international 

community. The photograph Darboven has attached to 

each page (with the exception of the work’s first 

sheet) shows Gustav Stresemann during his highly 

regarded speech marking Germany’s accession to 

the League at the plenary session of September 10, 

1926. His remarks distinguished him in equal degrees 

as a humanist and a political realist, and considering 

subsequent historical events, certain excerpts from his 

statement appear particularly noteworthy: “When 

an event such as Germany’s accession to the League 

of Nations bears fruit after such a long development, 

then perhaps for this very reason, this circumstance 

guarantees its permanence and seminal impact.” 

Darboven originally produced Gustav Stresemann 

postum on commission from the German parliament, 

for display in the Reichstag. As a result of reserva- 

tions on the part of the presidium concerning the 

honoring of a single individual by an artwork in this 

way, however, it was never actually installed. Instead, 

Darboven made the work 12 Monate, Europa-Arbeit 

(12 Months, Europe Work) available to the Bundestag. 

Johanna Adam 

1 “Rede des ReichsauRenministers Gustav Stresemann zum 

deutschen Beitritt zum Volkerbund am 10.9.1926,” Gustav 

Stresemann, Vermachtnis: Der NachlaB in drei Banden, ed. 

Henry Bernhard, vol. 2 (Berlin: Ullstein, 1932), pp. 591—595. 
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Modelle New York (New York Models), 2007 

Plywood on fiberboard 

4 wooden models, 42 x 42 cm each 

4 wooden models, 70 x 70 cm each 

Although Darboven had these models con- 

structed from plywood and fiberboard in 2007, they 

were conceived four decades earlier in the artist’s 

Harlem studio, where she executed (and subsequent- 

ly destroyed) several large paper prototypes in late 

1967. A strong impetus to the construction of Dar- 

boven’s lost paper models was her early encounter 

with American Minimalism, particularly the work of 

Sol LeWitt, whose influence nonetheless remained 

conspicuously absent from her models. LeWitt’s 

1967 Serial Project No. 1(ABCD) may have exposed 

Darboven to the possibilities of serial construction 

in three dimensions, but her preference for working 

serially was well established by the time she met 

the American artist. The essence of their encounter 

is encapsulated by the position of Darboven’s own 

construction drawings (pp. 62ff.) in her three-dimension- 

al models: the drawings provide not only the system, 

but quite literally the base of a material assemblage. 

For her 2007 wooden models, the pattern of diagonal 

hashes, chevrons, 

and crosses from Darboven’s drawings of the late 

1960s was transferred onto a fiberboard base, cut with 

an electric handsaw, and slotted with thin plywood 

strips of uniform height. This method of tongue- 

in-groove construction reveals the close kinship 

of the models with Darboven’s 1966 perforations, 

which also inscribed the matrix of the artist's draw- 

ings with a sequence of cuts or punched holes. But 

while the patterned monochromatic surfaces of 

Darboven’s perforations remained within the orbit of 

the ZERO-affiliated practices that she admired in the 

mid-1960s, her three-dimensional models, aban-doned 

for forty years, entered into a territory that was neither 

ZERO nor Minimalist. Although they originate in a 

practice which conflates the picture with the tooled 

surface of the relief, the models transfer a readymade 

system of drawing from the wall to the pedestal—in 

other words, from a vertical to a resolutely horizontal 

orientation. Certain members of the series can pass 

as sculptural or even architectural proposals, but more 

often they eschew problems of mass and volume 

entirely, instead offering an impenetrable thicket of 

planes that is best approached by an eye skimming 

briskly over its surface. 

Samuel Johnson 
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Portrait of Hanne Darboven, Hamburg, 1987 



ENLIGHTENMENT 

HAUS DER KUNST 
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Folds of the Self: Hanne Darboven 

and the Quest for Universal Knowledge 

Okwui Enwezor 



Facts and Figures 

Hanne Darboven was born in Munich in 1941, as the ferocious battles of World War Il that would 

obliterate many German cities were being waged across several fronts in Europe. The legacy of that war, 

and the nationalism that subtended it, brought into full view the annihilation of Germany’s Jewish pop- 

ulation. The disastrous consequences of the war, and its utter moral and political failure, weighed on the 

psyche of artists of Germany’s postwar generation, such as Joseph Beuys, Gerhard Richter, Anselm Kiefer, 

Georg Baselitz, and others. The war’s destructiveness shattered the illusions of all forms of inherited 

social and cultural order, as well as the symbols of national cohesion that the Nazis attempted to stamp 

into the German consciousness. Darboven’s interest in strategies of historical reconstruction and inter- 

pretation—a hallmark of her very ambitious and demanding art—can be traced to that experience. Her 

epic work questions what relationship artistic depiction has to the practice of historical writing. In her 

work it appears that the question of the role of the artist in overseeing the interrogation of historical 

determination is unequivocal. 

In this sense, the monumental Kulturgeschichte 1880—1983 (Cultural History 1880 —1983) 

(1980 —1983; pp. 2304. fig. 1) is a tour de force of the convergence of the cultural analysis and historical writing 

that have long been a crucial feature of Darboven’s artistic thinking. Occupying vast gallery spaces in 

a relentless choreography of systemization and itemization of photographs, postcards, textile frag- 

ments, cover pages of the magazine Der Spiegel, typography, maps, architectural plans, pictures of urban 

vistas, scientific manuals, cartoon illustrations, ethnographic representations, and so on—all mediated by 

Darboven’s own obsessive journal record keeping through her cursive writing—Kulturgeschichte is not 

merely representative, but unqualifiedly a fundamental work within her entire oeuvre. It connects and 

links together diverse strands of her interest and therefore serves as a quarry of sorts into so many parts 

of her philosophical ideas and artistic concerns. It is perhaps her most important project. 

In its unwieldy audacity, encyclopedic sprawl, and material and pictorial density, Kulturgeschichte 

subsumes reflections on history and culture, politics and representation, analysis and interpretation. It is 

artistic work as social history par excellence. In its serial progression and cross-references between spec- 

tatorial fields and pictorial genres, historical periods and personalities, social forms and ideological pro- 

paganda, the work is both realist and abstract, archaeological and archival. But also, with its miscellany 

of parts and wholes, fragments and supplements, the work has come to stand as a monumental form of 

historical projection and totalization. It is perhaps in this mode of historiographic depiction of war, vio- 

lence, power, the social and the cultural, the private and the institutional, the personal and the public that 

Darboven was able to examine and illuminate the paradoxical legacy of German idealism and militarism. 

In a sense, this meditation and reflection on Germany’s historical past was already initiated in Bismarckzeit 

(Bismarck Time) (1978; pp. 92ff.). This work explicitly explores the form of the nation as embodied in the con- 

servative figure of Otto von Bismarck, the imperial Prussian chancellor who oversaw the rise in ambition 

of German hegemony in the late nineteenth century. In this work Darboven carefully traces and probes 

the cultural, political, and ideological vicissitudes of the nation across a century of disastrous nationalism, 

wars, and defeat. The project could be read both as a meditation on the crisis of national identity (and 

thus the artist's identity) and as an intervention into the nation’s history and the forms of self-identifica- 

tion that were already breached by the division of the nation into West and East Germany after World 

War Il. 

Darboven grew up in Hamburg, in a prosperous mercantile family renowned for its coffee busi- 

ness. From 1962 to 1965 she studied art at the Hochschule flr bildende Kunste in Hamburg, where she 

initially formed an awareness of the Conceptual direction her work would soon take in the artistic milieu 

of New York, where she established a studio in the Harlem neighborhood of the city after moving there in 

1966. The time of this move to New York was propitious. Abstract Expressionism had retreated from the 

artistic stage after the initial assaults of Pop and Minimalism on its formalist edifice. But if the mid-1960s 
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Kulturgeschichte 1880 — 1983 (Cultural History 1880 —1983), 

1980 —1983, Haus der Kunst, 2015/16 

was a period of challenging the old order in the world, and of political turbulence in the United States in 

particular, with the civil rights movement, the Vietnam War, and the women’s rights movement standing 

at the crux of political debates, it also marked an era of artistic and cultural transition, one without a dom- 

inant aesthetic ideology. 

Darboven emerged from the circumstances shaped by this transition. She came to artistic promi- 

nence in the interregnum between the mid and the late 1960s. It was a crucial moment when the legacies 

of Minimalism and Conceptual Art were reshaping the material and perceptual ideas of contemporary 

art. But the sensorial dryness of Minimalism and Conceptualism, while not completely eradicated in the 

work she developed from the late 1970s onward, would slowly give way and soon be overtaken by the 

prolific field of images of all kinds—from mass media to folk historiographies—that were waiting for later 

reconstitution and reconceptualization in her work from the 1970s onward. This immersive sensorium of 

images and artifacts was subsequently forged into an ecology of surplus that subsumed every imagin- 

able kind of archival production. 

Darboven developed her unique permutational use of seriality and repetition, her surveys and 

collections of pictorial and cultural artifacts, by conveying a structure of representational totality through 

the indexical manifests of archival production and the procedures of cultural archaeology. Using numbers 

drawn from calendrical cycles that are further reduced to a maximum of six numerical digits, she devised 

a conceptual operation that transformed the temporal perception and spatial logic of her mathematical 
art through the structure of the grid. She would in time abandon the purely rational language of the grid 
and geometry by employing a modulated scansion in her handwritten drawings, thus moving toward a 
less strictly regulated scripting in her concept of calculations. This shift established a rhythm of sums and 
additions no less rigorous than what the strict geometry of the grid had earlier offered. 



In shifting toward the broader field of culture as material and theme for her serial production, 

Darboven appeared to be acknowledging the critical insertions into the field of culture that some of her 

contemporaries were making at the time. Though her work has been likened to and compared with that 

of such contemporaries as Marcel Broodthaers’s Musée d/Art Moderne, Département des Aigles (1968; 

fig. 2) and Gerhard Richter’s Atlas (1962 —; fig. 3), Darboven’s work in purely representational terms is entire- 

ly unique in relation to the intrinsic form, dramaturgical structure, and epigrammatic architecture it as- 

sumed. Even if we allow the fact that each artist in this comparison deployed the rational sense of archival 

development and the interplay of relationships between like and unlike objects, between similar and dis- 

similar modes of pictorial arrangement, Darboven’s work is more fundamentally an ontological practice, 

while Richter’s and Broodthaers’s can be judged to be more analytical. 

Certainly, the association of Darboven’s work with the reproduction style adopted by Aby War- 

burg in his unfinished comparative, encyclopedic, and cosmographic collection Mnemosyne Atlas 

(1924 —1929; fig. 4) can strike one as merely a formal 

and aesthetic comparison. Unlike the compar- 

isons often made by critics, Darboven’s work is 

not a fragment torn from a broader whole, but 

a practice devoted to the pursuit and construc- 

tion of a totality. Where Richter’s Atlas serves as a 

supplement to his painterly practice, and Brood- 

thaers’s Musée dArt Moderne as a fiction of the 

musée imaginaire, Darboven’s work throughout 

proceeds from the perspective that the style and 

form of the work is a function of its epistemologi- 

cal and aesthetic totality. 

Distancing herself from her contempo- 

raries’ use of certain principles of allocation of  Fig.2 
meaning and hierarchy among comparative, yet Marcel Broodthaers, Musee d/Art Moderne, Département des Aigles, 
competing sets of object and image systems, Section des Figures, 1968, Stadtische Kunsthalle, Dusseldorf, 1972 

Darboven’s art encompassed a radical turn in her 

belief in the mathematical structure of the arts—and by extension, in the idea of the artist as a figure 

operating within the space of rationality. Within such rationality, one can turn to ideas put in place by the 

project of Enlightenment as the foundational locomotive for Darboven’s eidetic work. The Enlightenment 

offers a dimension of programmatic and cultural specificity to the role taxonomic and typological struc- 

tures played in her practice. It is, therefore, the proposition of this retrospective exhibition that Darboven’s 

work can best be understood when positioned against the background of ideas that emerged from the 

European Age of Enlightenment, a time in which the quest for, and pursuit of, knowledge brought about 

radical changes in the sciences and the arts, in literature and music, and in religious thought and philos- 

ophy, as well as a reorientation of epistemological structures. The Enlightenment was also the so-called 

age of discovery that accompanied research in natural and physical sciences: from biology to physics, 

geography to geology, ethnography to anthropology. Out of these studies new theories of phenomena, 

systems of classification, and comparative taxonomies, as well as the ordering of knowledge and data, 

emerged. In its detailed and assiduous devotion to calculations and the development and implementa- 

tion of rules that follow clearly defined principles and empirical systems, the work of Darboven is, there- 

fore, heir to the Enlightenment’s phenomenological and philosophical legacy, as the works dedicated 

to Goethe—Ein Jahrhundert - Johann Wolfgang von Goethe Gewidmet (One Century - Dedicated to 

Johann Wolfgang von Goethe) (1971—1982; fig. 5)-and Leibniz—Evolution Leibniz (1986)—among many 

others exploring the history of science, as well as literary and cultural figures, attest. 
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Gerhard Richter, Atlas, plate 10, 1962 

Enfolding: The Labyrinthine Gambit 

Such attestation to the phenomenological and ontological principles at work in the interplay 

between forms and disciplines, structure and architecture, however, makes it no easier to absorb the 

copious and overwhelming quantity of materials that often accompanies Darboven’s labyrinthine art. 

A tour of her work can sometimes appear like a journey of simultaneity through a Gesamtkunstwerk and a 

Wunderkammer. Astonishment and wonder certainly describe some of the sensations of her rich, visual 

plenitude. Bureaucratic control and archival inundation are others. In many ways, Darboven’s practice 

evokes Gilles Deleuze’s concept of the Baroque as a process of constant enfolding. The Baroque, he 

writes, “Endlessly produces folds. It does not invent things: there are all kinds of folds coming from the 

East, Greek, Roman, Romanesque, Gothic, Classical folds. ..”2 In a similar vein, Darboven utilized the same 

principles to construct and produce endless folds between a rich miscellany of forms, images, objects, 

texts, indices, and writing. 

Though aiming for order, Darboven’s work in its most unstable state is constituted of difference 

and repetition. For instance, by hand-copying existing texts such as encyclopedia entries and texts by 

Jean-Paul Sartre and others, Darboven does more than enact and repeat the act of reinscription like Jorge 

Luis Borges’s Pierre Menard, who repeats the act of writing by recopying Cervantes’s Don Quixote.3 

This reveals the Baroque element in her work. In the Baroque, the fold can be understood as the curren- 
cy of both excision and excess. You extract something in order to add it to or graft it onto something 

else. Thus, from this process of adding to and grafting onto, endless folds are generated. However, the 



Baroque can also be interpreted in relation to the logic of reproduction and extension. An initial encounter 

with the work of this post-Minimalist and Conceptual artist, writer, and composer exposes the 

raw and liminal edges where the idea of a science of multiplication and the procedures of regu- 

lation dissolve into an aesthetic of reproduction, extension, proliferation, excess, and obsession. 

Though structured in a mechanistic way at the first instance, Darboven’s art can be experienced as 

the limit of abundance, saturation, and satiation. With 

her work there is no sense of deferment. Everything— 

images, her metronomic cursive script, the quotidian diaristic 

calculations, the endless, monotonous addition of dates that 

mark the cycles of her calendar—comes at you in a relentless, 

profuse, and prolix overflow. 

Given the often colossal endeavor of each series, and 

the abstruse nature of the work generated, there are two plau- 

sible approaches to the encounter with her art: defeat or im- 

mersion. This is true for her handwritten drawings, typescripts, 

and mechanistic musical compositions. The drawings are 

frequently composed on loose single sheets of graph paper 

and organized like a tabular index of numbers in hand-copied 

and typed script with inserted pictorial collage elements. Fol- 

lowing a clear numbering system—from vertical to horizontal 

arrangements, indexes, and cross-references—the drawings 

and collages, scores and compositions are mounted in hun- 

dreds of identical frames, with some works containing several 

thousand frames to form installations whose expansive views, _ Fig. 4 

though composed of individual elements, have the quality of | Aby Warburg, Bilderatlas Mnemosyne, last edition, 

an epic or history painting. eT 

A similar sense of vast scale and ambition is to be 

found in Darboven’s written compositions, scores, and recorded music; a number of compositions, such 

as Requiem op. 19 — 22 (2003 — 2009), last for hours and are collected in several recorded LP and CD box 

set volumes. For example, Kontrabasssolo, Opus 45 (Contrabass Solo, Opus 45) (1998 — 2000; pp. 280##.) 

alone consists of four thousand individual sheets of framed, handwritten notations to form the overall 

score of the music. When it was first exhibited, at Documentai7 in 2002, the intention was to have the 

work performed live by the Ensemble Modern in Kassel during the run of the exhibition. Regrettably, this 

was not to be, though the Ensemble Modern did present a series of concerts in which they performed 

Sextett, Opus 44 (Sextet, Opus 44). Thus, regardless of which aspect of her work serves as an entry point, 

be it visual or aural, Darboven’s art demands concentration. To open up and unlock the logic of her art, 

it seems as if the viewer must inhabit the character of the mole, burrowing and working his or her way 

inside-out from the difficulties her challenging and absorbing work poses. In this sense, viewers—like the 

Minotaur in the labyrinth—must plot their way from the topology of the artist's dense textual and archival 

agglomerations into the expansive, panoramic surveys that constitute the detritus of materials, images, 

objects, typologies, and musical, notational, and cultural signs and symbols. 

The Artist as Writer/ The Author as Artist 

In early spring 2001, in preparation for Documenta7], | took a train with a number of colleagues from 

Kassel to Hamburg to pay Hanne Darboven a visit in her home and studio in the small town of Harburg, 

just outside the city. Upon arrival at the house, we were greeted by a figure of great elegance and sarto- 

rial wit, who was dressed in a pinstriped navy suit, checked shirt, and tie. After exchanging greetings, she 
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Fig. 5 

Ein Jahrhundert - Johann Wolfgang von Goethe gewidmet 

(One Century - Dedicated to Johann Wolfgang von Goethe), 1971—1982 
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proceeded to give us a tour of her home/studio, which was filled to the brim, to the point of claustropho- 

bic saturation. Floor to ceiling, every surface and every corner, from tables to walls, chairs, and appliances, 

was taken over by objects, images, works of art, thrift store finds, ethnographic sculptures, stuffed animals, 

taxidermied birds, dozens of musical instruments, mannequins, and of course a profusion of her own work. 

Stepping into Hanne’s house was like entering a natural history museum. This was Darboven’s world, one 

entirely imagined and conjured out of her singular and insatiable interest in things. In many ways, this world, 

which functioned like a retreat in which to think and write, creates a fundamental autobiographical link 

between her life and art. In a corner, in her small, neat bedroom, like a monk’s cell, was Darboven’s writing 

table. It was during the tour of her house, and at this very spot where life and work converged, that Dar- 

boven told me that she conceived of herself not as an artist, but rather as a writer and composer. 

This self-nomination makes perfect sense, particularly when viewed from the very practical 

appearance of her written work and its transcription and translation into musical compositions. In what 

follows, | should like then to explore the concept of the artist as writer, and in turn examine what it means 

to be an author. Standing before the idiosyncratically organized tableaux in her house, it seemed imme- 

diately clear that the figure of the artist as author was at the crux of her practice. However, these are not 

conventional categories within the terms of Darboven’s dialectical practice. For her, writing, especially 

the singular discipline required to apply and commit it to paper, the very facture of writing itself, is in 

a way an act of singularization and subjectivization. So what does it mean to be an artist in Darboven’s 

terms? And what does it mean to be a writer? These questions will take us back to New York, to the 

period when Darboven was beginning to define her position within the broader understanding of the 

concept of authorship. In 1967 the French literary and cultural theorist and philosopher Roland Barthes 

published the essay “The Death of the Author.” Postmodern theory at this time, striking a stance of refusal 

against structures of domination and subjection, was full of the death of this and the birth of that. For 

Darboven, however, a new epiphany was forming. The first clue is preserved in a letter that was addressed 

to a fellow artist but perhaps never sent, as it reads more like a diary entry, a letter to oneself, than an epis- 

tolary message.4 

“dear sol at hesterstreet -/ i do like to write/ i don't like to read...” With these words (fig. 6), 

addressed to Sol LeWitt in New York and incorporated as part of her Letter and Indices to 24 Songs A/B 

I, Il, Ill (1974), Darboven began her letter to the American artist. In the June 1967 issue of Artforum mag- 

azine, LeWitt, a colleague and mentor, friend, and frequent correspondent, had published his seminal 

essay “Paragraphs on Conceptual Art,” in which he outlined a definition of the term. The essay—particu- 

larly its opening passage—is illuminating, not least because it anticipated and touched on what could be 

discerned as the stringent organizing principle that pervades Darboven’s work. In this paragraph LeWitt 

established the mechanisms and operations of “conceptual art”: 

| will refer to the kind of art in which | am involved as conceptual art. In conceptual art the 

idea or concept is the most important aspect of the work. When an artist uses a conceptual 

form of art, it means that all of the planning and decisions are made beforehand and _ the exe- 

cution is a perfunctory affair. The idea becomes a machine that makes the art. This kind of art 
is not theoretical or illustrative of theories; it is intuitive, it is involved with all types of mental 
processes and it is purposeless. It is usually free from the dependence on the skill of the art- 
ist as a craftsman. It is the objective of the artist who is concerned with conceptual art to make 
his work mentally interesting to the spectator, and therefore usually he would want it to be- 
come emotionally dry. There is no reason to suppose, however, that the conceptual artist is out 
to bore the viewer. It is only the expectation of an emotional kick, to which one conditioned to 
expressionist art is accustomed, that would deter the viewer from perceiving this art.® 



Read in light of LeWitt’s argument for an art without the self, Darboven’s letter is revelatory. 

While there are deviations in Darboven’s work from the principles delineated by LeWitt, some outlines 

made in the text about “conceptual art’—the diminution of skill and the abrogation of expressionism, for 

example—can nevertheless be discerned within her artistic practice as well. LeWitt, who was more than 

a decade older than her, had taken the younger Darboven under his wing during her two-year sojourn in 

New York from 1966 to 1968, whence she returned back to Hamburg to establish and commence an al- 

most monastic pursuit of her art that gave form, over the course of four decades of visionary practice, to a 

prodigious oeuvre of such artistic singularity and aesthetic force. 

LeWitt’s work and writing, whose Dionysian approach to art coincided perfectly with the young 

German artist’s early Apollonian proclivities, left an indeli- 

ble influence on Darboven’s early and first important work in 

New York, the construction drawings ee ones New York October, (4, 1413, Midrergleerg— 

[Construction New York] (pp. 50ff) series which she worked GLa PE. Jto fered —$€§ 
Yo Able , 

on between 1966 and 1968. However, a note of caution 4 hows Ly je pe WEA pte 
D toclUu 42 Of s must accompany the account of the Dionysian/Apollonian Ato wed A040 

; ‘ : Ge Wer COTE ts 
dichotomy | have attributed to LeWitt and Darboven, because 4“ HeLOk Ape 4o ral 

the reverse might also be true. Another reason for caution BL sche Gin aerate 2 ota 

reflects the unease we must have when inscribing such a c Lupe. (write 10 tp Wt 

dichotomy—between American and German, male and female a Hout eleperibe 

artists, no less—that might create the mistaken perception of phen “es Lokft Ae lhocnpe 
A, 3 ee K easy cultural stereotypes between American exuberance and 

Teutonic coldness. hf vole Mp ie aT 

But this dichotomy is far from what is intended. As Seer ae ip Une 4 Po 

we shall see when delving deeper into her oeuvre, from the 1 out 7 to eet 

sprawling Vier Jahreszeiten (Four Seasons) (1981; pp. 102#f.) to Hy ee es Prag geet 

the monumental magnum opus Kulturgeschichte 1880 — 1983 S SEs ap RE a 

A Uo Uke to (Cultural History 1880 —1983), which in almost Wagnerian epic 

fashion culminates as a depiction of an entire century, Dar- 

boven’s seemingly Apollonian reticence would manifest—as _ Fig.6 

the direction of her aesthetic principles became consolidated _ Letter from Hanne Darboven to Sol LeWitt, 1973 

from the mid-1970s onward—into a full-blown Dionysian prop- 

osition. As the work was transformed into an ever richer, more complex form, so did its idiosyncratic qual- 

ities take on the metaphors of excess and surplus. Despite its seeming sense of order, regulated through 

the formal, but ultimately cosmetic, imposition of the grid and repetitive serial arrangement, it was ap- 

parent that the sheer quantity of things—pictures, postcards, objets trouvés, thrift shop objects, fabric 

swatches, magazine covers, old maps, stamps—made the work uncontrollable. 

It can be partially intuited that in excess and surplus, Darboven had discovered the secret ingre- 

dient of a psychological process in which the artist emerges as an inventor of worlds. But first, the figure 

of the artist must be reconceptualized through the practice of ekphrasis, of writing the self into being. 

It took several years for this universalization of the artist figure into the heraldic emblem of the author to 

fully emerge. It required a return from cosmopolitan and visually overloaded New York to Hamburg. More 

specifically, to sleepy Harburg, the bucolic suburb several kilometers outside the main harbor. 

At first approach, Darboven’s early work can be perceived as uncompromising and impenetrable 

from the outside. With this sensibility, which was both strategic and structural, the presence of her work 

and its seeming aridity suggested emotional distance, while its logic of individuation proposed a kind of 

euclidean worldview. This approach served her work perfectly, as she was in the process of developing 

and clarifying the conceptual parameters and operational mechanisms of her practice in the midst of the 

179 



O8L 

political and cultural turbulence of the 1960s. So initially, Darboven’s grid work appeared as a demand for 

delimitation and concentration. 

This is most connected, as noted earlier, to her construction drawings, in which complex 

tables of numbers and calculations were plotted within the precise grids of graph paper. However, Dar- 

boven’s response to the grid, while following the structure of the graph paper, allowed for permutational 

differences and anomalies to destructure the grid and reshape the euclidean principles of numerical 

order from a positivistic into a more subjective rethinking of the grid’s given empirical logic. 

Though during this period her work had assumed the position of a calculated withdrawal—a dry, 

taciturn system of numbers based on a linear permutation of dates that gave way to calculations to form 

a kind of impersonal, yet subjective mythology—it had nonetheless also begun to explore fields within 

other disciplines, such as classical Greek mythology in Homer, Odyssey 1—5 Gesang (Homer, Odyssey, 

1 —5 Songs) (1971, fig. 7). Like a computational monad, dashes and commas perform the chain function of a 

command that links rows of numbers in patterns, forming orders of declension and ascension that can be 

translated into scores. The monadic structure of Darboven’s nest of numbers would ultimately yield her 

first musical piece, Wende >80< (Turning Point >80<) (1980/81), which premiered in 1981 at the Leo Cas- 

telli Gallery in SoHo, New York. She christened this vivid compositional style riddled with stops, variation, 

and repetition “mathematical music.” Thus the second level of authorship in her work emerged: from 

writer to composer. With the achievement of this unity, Darboven explained her practice in this way: “1 +1 

is 1, 2. 2is 1, 2. This is my primal thesis for all laws which | encounter mathematically. | write mathematical 

literature and mathematical music.”7 

The establishment of such a primal thesis is not the function of a style. Mathematics is the 

unifying system to all that Darboven’s work aspires to. It is not merely the foundation of her work. It is 

the creative language of her practice. In Writing Degree Zero, Roland Barthes explored the questions of 

language and style as they operate within the crevices of literary production: 

A language is therefore on the hither side of Literature. Style is almost beyond it: imagery, delivery, 

vocabulary spring from the body and the past of the writer and gradually become the very reflex- 

es of his art. Thus under the name of style a self-sufficient language is evolved which has its roots 

only in the depths of the author's personal and secret mythology, that subnature of expression 

where the first coition of words and things takes place, where once and for all the great verbal 

themes of his existence come to be installed.8 

This brings us back to Darboven’s letter to LeWitt, whereby she announced—indeed, declared 

and performed-—the singularity of her mission, namely her position as writer. The statement “i do like to 

write” might at first reading seem like a mere epistolary communication, or even more, a commentary 

toward staging the self. However, such a staging can be understood by reading the statement less as an 

expression of sentiment than as a way of producing an awareness of the self, a Cartesian marking of the 
subject, a worlding of being oneself. “The writer's language,” Barthes tells us, “is not so much a fund to be 
drawn on as an extreme limit; it is the geometrical locus of all that he could not say without, like Orpheus 

looking back, losing the stable meaning of his enterprise and his essential gesture as a social being.”? 
By underlining the very act of writing as a way of being present within the work as a subject, 

and ultimately as an author, Darboven also subsumed the artistic self into the resplendent blank page 
that would be filled with her signature undulating, laboriously inscribed cursive script. Michel Foucault 
attributes this disappearance into the blank page waiting to be marked, written on, as the “author func- 
tion.”'° The sheer quantity of writing, and the volumes of Darboven’s scriptural ur-text, spread across 
tens of thousands of sheets of paper, flowing like a river current of uninterrupted thought. Despite the 
appearance of the repetitive script, which evokes in the viewer the numbing sense of automatic writ- 
ing, the rhythm of repetition, the subdivision of the numinous activities of writing and thinking, whether 



minutely plotted and calculated or epically voluminous, makes this writing a task that gestures toward 
becoming an author. This process of individuation also reveals the fundamental identity of the author as 
she who writes. Here, the act of writing turns into a dialectical art, one that produces not only a text and 
musical notations, but also readers and listeners. This vital dialectic between writing and reading partially 
explains the often impenetrable logic of Darboven’s exorbitant and sententious formulas, one that would 
soon be overtaken by an almost maniacal and obsessive form of bureaucratization. 

Neither expository nor interpretive, Darboven aimed to produce a type of writing that did not de- 

pend on either its expressive or its communicative potential for the production of meaning. In a way, she 

was writing beyond communication in order to underline and recover a sense of writing that was uniquely 

drawn from her own original language. Though hardly devoid 

of content, Darboven’s writerly practice was first and foremost 

an aesthetic form. Her compositional technique, on the oth- 

er hand, is centered around the dialectical first principles of 

an established order numbering and calculating thought. And 

as Barthes reminds us again in his assessment of the writer’s 

formal practice: “It is, as it were, an abstract circle of truths, 

outside of which alone the solid residue of an individual logos 

begins to settle.” 19 

In conclusion, | should like to recapitulate the con- 

joined sentence “i do like to write/ i don't like to read” by 

Darboven to LeWitt. | want to place it in the zone of her emer- 

gence, the emergence of the artist as writer/the author as 

artist. By unknotting this essential depiction of Darboven in 

all its dialectical relationships, it becomes possible to glimpse 

how the processes of subjectivity and procedures of subjec- 

tivization pervade every aspect and layer of her humanistic art. 

As the ambition of her work grew into one massive, continuous 

oeuvre, it also gained greater complexity, which in turn came to 

define her entire classificatory and archival system of thought. 

Indeed, it is quite appropriate that Darboven should inscribe 

so precisely the central motivation underpinning her simulta- 

neously heuristic and hermeneutic practice, which over sever- 

(-26 CRDi SoS Ea EF: 3 

H OME R 

ERSTER GESANG 

Katechluafooler Gitey defy Delyssettte rclcles Rexicenr verfotgh your Kulypoo> 
Tesh Og gee ed cxs beelere. Hthett, Aas Leuba Lerbal, cheer Tekeeraelios 470 - 
aichtwih, Vib Meth ih Pylrrtitid Sperber crcich, oltess Vather cls 201 Crrleeesedggees 
hhh, hie acbiirl gece Freie tia cles periiae 111 Achueeff, Ev vealed Mitte erbe~ 

Ath Lait Eccbacldorsitibudd way Aitter tir. At Friern, Mech, 

2H MM, Mhiin, hii TH hts peikgenouilizfeu Wihi4 
Uohtr 20 unit gdvat Mth: ole heeligen Tofu Cad Ti, 

Viiler Metocluse Steichde gerchus L0wick Sétbe gilerit Met 

Site Silizu rth uci ceisicr Freersiche Ueuricheper ic ft, s 
fer olet Frecacule UL cy cht, Uri cfr tr rbrclobe, 
Decca 2¢i tere tekee allt dhitychs Mia fab thea Vezolerben,, 
Tones! clohe ces Wtéticlir dia brolut Sociie beherrrchutr> 
Schbachbetens acihe,cler Gott Maki Lutes cle Ting elez Qeriicleleff, 
Saye Miwon Auch Lite 444 Wettigen Toc ber bro teiocta. ‘0 

Me het auicleres, sori oleur Verelez bord Vhickol athflalee, 
Waren yitro chatheci oli Vorcés Ett, Mh bens Mier. 
Dhik ableit oer 20 herehich tier Heal hel baht (Liricl, + piche, 
Hei dik Luccoterlolicht Wy iplee, let lelen 56-6 kel pro, 
Dickey geroptle eee Orotte Aud rotittach.he ele (ha ree each, NS 
Silled dct dito Feiler cits leo Atte fenedocriclics Zecetpe oles Attu, 
De thi hic bottler beaticctdh, u Waka weolerijelireu, 

Bid ool icadel sis Lectin Hsp 
Fitth foti Utse Seitedg Sed pops neihity bee batter, 
Vin foreielon penis forthicliu Plyastiio | 20 
Muablisas, Liver cy reiki Vaherlaucl urieler errecelete. 

Dutoey war gibeo perer we chi Fb hiopee AL gaLLigert, 
Fbiopin , eg orrifack if rice, oli bean AMtiiaht0)t, 

hac Mukey clit BAUM Lich gegeee clei Hee gacers , 
Mol dec Hike dyibe cler Stets itid Wildes Ahise beh ece 2s 

Midlee 248 t1, chia Malls rich frtutud, pei tibrign Gdtter 

Fig. 7 

Homer. Odysee. 1.—5. Gesang 

(Homer, Odyssey, 1—5 Songs), 1971 

al decades absorbed and incorporated a rich sedimentof material from the disciplines of natural science, 

anthropology, ethnography, geography, literature, philosophy, journalism, politics, archaeology, music, ma- 

terial culture, photography, and the art of collecting. She had made the dramatic transition from the ratio- 

nalist asceticism of Minimalism and the cerebral ambitions of Conceptualism, from processes of singular- 

ization and individuation to the quest for production of universal knowledge. And in so doing she folded her 

entire cultural and historical, writerly and readerly experience into one vast total work of art. 
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“Seeing, of Course, Is also an Art”: 

Writing-Reading 

as an Aesthetic Labor of Mediation— 

on Hanne Darboven’s Work with Writing 

Elke Bippus 



“A man always writes absolutely well whenever he writes in his own manner”: with these words, 

Hanne Darboven quotes Georg Christoph Lichtenberg, a mathematician and professor of experimen- 

tal physics, in a “Happy New Telegram” addressed to Roy Colmer, a photographer and a close friend of 

Darboven’s; the quotation recurs in fragmentary form in Kulturgeschichte 1880 — 1983 (Cultural History 

1880 — 1983) (1980 —1983; pp. 2308). Lichtenberg formulated the sentence in an aphorism that explicitly 

denounces an artificial, imitative manner of writing, as well as mere learning—that is, the appropriation of 

pure factual knowledge. In a sorrowful but nonetheless critical tone, he observes that “we... are not com- 

pelled to become individua [sic] in thought.” 2 In his understanding, an adequate self-education becomes 

possible through the interconnection between writing, thought, and existential experience. For it is not a 

question of thinking “what the ancients thought, but instead of thinking the way they thought.” Accord- 

ingly, one writes well when “he writes (to) himseif’ (“wenn er sich schreibt’),$ that is to say, when he does 

not copy an established author or style or employ a recognized schema. 

Manifestly, Hanne Darboven appropriated Lichtenberg’s observation in a variety of ways. Her 

writing certainly does not correspond to any naive or unmediated form of expression, nor does it follow 

the polarity between the natural and the artificial, as is the case for Lichtenberg, who writes: “Why does 

the connoisseur of beauty delight so often in the Lower Saxon peasant, with his Plattdeutsch naiveté, but 

not in the young theologian, with his gloomy voice, who wants to lead us through the visible darkness to 

Golgotha, where we can gaze upon Christ on the cross.” 4 

Hanne Darboven worked out a suitable writing praxis which, as | will show below, can be defined 

as individuation in thought, and which makes becoming as a dimension of being® recognizable, while at 

the same time calling into question the representability of objective reality. In Darboven’s work, writing 

as an activity, as autobiographical writing, and as a labor of the presentation of (cultural) history become 

inseparable.© Writing becomes a mode of self-reflection and of self-education in Lichtenberg’s sense: 

“| rewrote by hand in order to be mediated myself by the mediated experience.” ” 

Conceptions of Communication and Information 

Darboven shaped her artistic praxis of writing 

in relation to two central questions and problematiza- 

tions of Minimalism and Conceptual Art. In the “wake of 

Minimalism, [she sought] a form... that would be nei- 

ther painting nor sculpture, and in which her art would 

speak a public language.”® Fundamental to her in the 

search was writing and the “theoretical art”? she pro- 

claimed Conceptual Art to be. In the context of these 

debates and problematizations, she developed an artis- 

tic praxis 1° that would join production and presentation 

and interlock the sequentality of writing with the spatial 

structure of visual media, thereby provoking new modes 

of seeing and reading both image and text." 

In her contribution to the exhibition Konzeption- 

Conception, she characterizes her technique of “nota- 

tion” (fig. 1, whose potential and innovativeness for art 
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Fig. 1 

becomes evident in the context of the catalogue. For Contribution by Hanne Darboven for the exhibition 

Conceptual Art not only accorded primacy to the de- Konzéption - Conception, Museum Morsbroich, 

sign, the concept, in relation to its execution; it enact- Leverkusen, 1969 

ed “a transformation of art, and hence of the concept 
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of art.”12 The exhibition’s subtitle draws attention to the radicalityof that transformation: Dokumentation 

einer heutigen Kunstrichtung: documentation of a today’s art tendency. In this context, “documentation” 

does not mean the illustration of the exhibition in the form of installation views of the exhibited works; 

instead, it is conveyed through reproductions of concepts, sketches, diagrams, and photographs.'3 As a 

consequence, it becomes clear: Conceptual Art is based not on the sensuous appearance of works, but 

is far more a question of the methodological possibilities of its concepts. Accordingly, these designs 

are not—as for example in Land Art—‘still oriented formally toward objects that are to be defined,” '4 to- 

ward things, but instead toward procedures and processes of communication, documentation, and in- 

formation. 

Until the late 1960s, Darboven refined this interest in the form of graphic-geometric number con- 

structions; beginning in the following decade, she turned toward concrete (cultural) historical themes, 

thereby accommodating her pressing need for communication. In a letter addressed to her parents, '° 

she still expressed uncertainty concerning this intention. By linking her calendar notations to the tran- 

scription of texts, it became possible to turn toward cultural-historical, historical, and political themes, yet 

without abandoning the “independency” '¢ of art, which she regarded as a necessity, and which must be 

delimited decidedly from any depicted or representational function. '7 

Darboven is an enlightener whose “aim is enlightenment,” according to Ernst Busche. She has 

“us ... sitting detention mercilessly in her upper-middle-class village school” because she believes “in 

enlightenment, in reason, in knowledge.” '!8 This characterization—which seems common for the recep- 

tion of her work during the 1980s—associates her encyclopedic approach to writing with punitive labor. 

Implicitly, the desire for knowledge, the conviction and trust in enlightenment and reason, is suspect- 

ed of being an anachronistic attitude, one that 

is hostile to pleasure. For some time now, cer- 
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tainly, any notion of the Enlightenment as “a be- 

lief in the autonomous subject of knowledge 
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tification of the Enlightenment and the theo- 

ry of progress”'? has been regarded as a “dis- 

qualifying simplification’29 in contemporary 

criticism. Already during the mid-1980s, Michel 

Foucault revised the conventional image of the 
A ff 2 4 ‘ tt 

feeder (eee eee eetited i leeeieeias, Enlightenment, characterizing it in his confron- 

tation with Immanuel Kant’s little text “What Is 

Fig. 2 Enlightenment?’21 as inaugurating a modern 
Fee ey ar Mom Gee aipoveneip ommstign attitude that formulates the demand of reflecting 
(Milan: Flash Art Edizioni, 1973), n.p. i. = er : 

on “today”: “It is in the reflection on ‘today’ as dif- 

ference in history and as motive for a particular 

philosophical task” that Foucault regards as the “novelty” of Kant’s text, as a “point of departure: the out- 
line of what one might call the attitude of modernity.” 22 Like Baudelaire, Foucault conceives of modernity 
not only as a “relation to the present,” but also as the “mode of a relationship that has to be established 
with oneself. The deliberate attitude of modernity is tied to an indispensable asceticism. To be modern is 
not to accept oneself as one is in the flux of the passing moments; it is to take oneself as [the] object of a 
complex and difficult elaboration.” 23 

Darboven's writing, which she practiced in a disciplined way to the rhythm of an eight-hour day, 
can be regarded as an “attitude of modernity” whose inception is traceable to the Enlightenment. The 
repeatedly asserted “enormous expenditure and self-will” 24 of her labor of writing suggests not (conven- 



tional or established) notions of the creative process, but rather processes of appropriation and reflection 

that are tied to a rigorous self-education. This labor/ activity of writing 25 recapitulates the modern claim 

of the Enlightenment under the conditions of a “crisis of the possibility of (universal) representation.” 26 

As a temporal index, the word “teday,” which recurs in many of Darboven’s works, can be read as a vani- 

tas emblem, as referring to the respective “today” of the beholder and as marking the time of writing as 

absent. In this sense, Darboven’s visualization praxis poses the unheard-of challenge of depicting the 

reality and liveliness of a process only in order to simultaneously dismantle it. Accordingly, her writing 

activity conveys itself as de-representation. Fundamental in this context are the Constructivist drawings 

and constructions produced in New York, which Darboven ultimately realized as number systems and 

which she transferred into a systematic, seemingly endless activity consisting of the calculation of the 

checksums of dates, that is to say “daily computations,” which are presented in the form of columns of 

numbers, boxes, word-numbers, and U-waves (figs. 2 and 3). These graphic formal inventions were constitu- 

tive for the transformation of the sequential, successive form of 

the text into a spatiotemporal juxtaposition. 

The Becoming Space-Time of the Text 

In her search for a new mode of presentation that would 

be neither painting nor sculpture, Darboven not only drew on vi- 

sual genres and their characteristics, but also reflected on practices 

of the presentation of image and text (and in this respect, her chee 

praxis corresponded to an analytical art that would integrate 

theory, as demanded by Conceptual Art).27 She invokes transfor- 

mations of the image in the history of art, upon which she reflects 
yikes 

in relation to space, time, and writing. Fundamental in this con- mynisok aene ee 
= 100 ine ehl/loe rot) — 7 

1Wy 2K -asacieed (ooh 101 text is E/ Lissitzky [Kunst und Pangeometrie] (El Lissitzky [Art and 

Pangeometry]) (fig. 4). Printed on the cover of the catalogue that ieesthaka 

appeared in conjunction with the exhibition of 1973 are state- Ee al ll 

ments by Lissitzky from the texts 1924 - 7 - + 0 = Nasci (1924)28 — Fig 3 

and A. and Pangeometry (1925).2? The text A. and Pangeometry — Compilation of Hanne Darboven's techniques of 

is central to Lissitzky’s theory, which attempts to transfer the _9"@Ph!c presentation. From Lucy Lippard, 
“Hanne Darboven: Deep in Numbers,” Artforum 12 

abstract spiritual utopia of Suprematism “into the concrete utopia (October 1973), pp. 35—39, here p. 38. 

of an emancipatory transformation of social and material reality 

using the resources of artistic perception and spatial organiza- 

tion,” 3° and which corresponds to Darboven’s interrogation of the societal function of art. 

Darboven appropriates Lissitzky’s motto “Seeing, of course, is also an art,” with which he pref- 

aced the essay A. and Pangeometry.3! She positions her artistic production in this tradition. With state- 

ments such as “Every form is the frozen image of the instant of a process. The work, then, is a station of 

becoming, not a frozen goal’ 32 and: “We acknowledge works that contain the system, but a system that 

becomes self-aware not prior to, but through the work,’ 33 Darboven reflects upon her understanding of 

the work of art as one that is implicitly processual, referring to the work as a momentary figuration, claim- 

ing that her system of date calculations has emerged from the work itself. 

In El Lissitzky [Kunst und Pangeometrie], she joins two possibilities for presenting time that are 

mutually exclusive in any conventional sense: the dates are registered in a chronological, consecutive 

tabular form and at the same time in reduced fashion in a nonlinear juxtaposition of checksums and 

tables of numbers, thereby asserting their simultaneity (fig. 5. Her drawings convert form into content, 

so that time is not simply indicated by Darboven, but instead is registered in a performative fashion. 
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Various historical eras are evoked through textual citations and—corresponding with the individual 

framed paginated sheets—joined together in a linear succession. A spatial simultaneity is evoked by 

means of the tabular hanging of the frames. This facilitates a variety of reading directions, while also 
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Fig. 4 

El Lissitzky [K. und Pangeometrie] (El Lissitzky 

making possible connections between frames and even pro- 

voking these through graphic similarities.24 In this way, Dar- 

boven’s labor/activity of writing establishes a space that 

prescribes no specific reading direction, but instead pres- 

ents itself as a shapable, heterogeneous space that is open 

to a variety of modes of perception, one that renounces the 

authoritarian character of a predetermined interpretation. 

Methodologically inherent to this repetitive, constellation- 

style textual procedure is the possibility of generating a mean- 

ing beyond the familiar. The staging or presentation of writing 

in all of the modes performed by Darboven has the effect of 

preventing the familiar, legible text from becoming transparent 

in terms of content; on the contrary, it confronts us in all of its 

materiality 35 and affective force, and can now become a medium 

of thought.3° If one opens oneself up to the unfamiliar, then a 

modified grasp becomes possible, a meaning beyond the familiar. 

Darboven’s manner of presentation is linked to processes 

and techniques of interruption, to leaps through which we take 

leave of the familiar in thought, detach ourselves from contin- 

[A. and Pangeometry]), 1972, Front cover 

uous progress, make detours or even take wrong turns which 

alienate us. In this context, the artist wrote to her parents: “I’m 

making a lot of sketches, proceeding to some extent logically 

from construction to construction; now and then, at the same time, | take leaps, that is to say, now and 

then | abandon rigor, engage in experimentation.”°7 The space-shaping mode of presenting a simultane- 

ity of succession and juxtaposition allows looking to become an art (not to become art), that is to say: a 

technique, or more precisely a performative reading praxis. 

Reading proceeds processually through a penetration into concrete material which implicates 

the beholder%8 in a process of simultaneous seeing and reading, involving her in a specific spatiotem- 

poral situation. Resorting to a term common during the 1960s, we can say that such reading “in-forms” 39 

that which is presented. The praxis of writing-reading finds its counterpart in seeing-reading. In other 

words: the praxis of writing-reading applies as much to production as it does to so-called reception. 4° 

The “work” 41 is not a self-enclosed form, but is instead processual, concretely related to seeing- 

reading. The beholder is accorded a role that was characterized by Rolf Wedewer in 1969 in relation to 

Conceptual Art: “Now, the artist supplies only an indication, and the beholder is no longer tied to the 

perception and interpretation of that which is perceived. Instead, he is exposed to necessity and at the 

same time to the possibility of reflecting on the indications provided by the design in relation to his own 

notions and associations. With conceptual art, the creative act does not culminate in a finished forma- 

tion, but instead consistently remains open, a processual form.” 42 

Writing as Autopoietic Self-Portraiture 

Hanne Darboven understood her “doing” as continuing the work of James Joyce, who in her view 
had brought traditional literature to the point of unreadability.43 Her writing activity began with the tran- 
scription of Homer's Odyssey. In 1971, she abandoned this purely reproductive activity 44 in favor of an 
autopoiesis through which she interwove her chosen texts, drawn from a literary canon that was well- 
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ich miiBte sehr niedergeschiagen sein“ 
Jean-Paul Sartres Selbstportrat mit 70 Jahren 

Am 21. Juni ist Sartre 70 geworden. 

FRAGE; Seit cinem Jahr hort man 
mehr oder weniger wohlwollende Ge- 
ruchte liber Ihren Gesundheitszustand. 
Sie wurden in diesem Monat 70. Nun, 
Sartre, wie geht ex [hnen? 

SARTRE: Soit zwei Jahren leide ich 
unter eines Reihe von Gebrechen, Vor 
allem schmerzon mich die Bolne, wenn 
ich mebr als einen Kilometer zu Fué 
gehe. Ich hatte auch viel zu hohen 
Blutdruck, jetzt habe ich infolge ciner 
Behandlung mit Medikamenten fast zu 
niedrigen Blutdruck, SchlicBlich und 
vor allem hatte ich Blutungen hinter 
meinem linken Auge, day elozige, mit 
dem ich schen konnte, weil mein rech- 
tes Auge seit meinem dritten Lebens- 
jahe praktisch blind ist. Jetzt sehe ich 
nur noch vage Formen, ich sche Licht. 
Farben, aber ich kann Gegenstinde 
und Gesichter nicht mehr klar erken- 
nen. Infolgedessen kann ich weder Se- 
sen noch schreiben. Genauer gesagt: 
Ich kunn schreiben, das heiBt, mit mei- 
ner Hand Wérter formen, und das 
mache ich augenblicklich in einer 
einigermaBen anoehmbarey Form, 
aber ich sehe nicht. was ich schreibe. 
Lesen kann ich Uberhaupt nicht mehr: 
Ich sche Zeilen, Abstiinde zwischen den 
Wéortern, aber ich kann die Wérter 
selbst nicht mehr unterscheiden, 

Da mir die Fahigkeit zu lesen und 
zu schreiben genommen ist, habe ich 
keine Méglichkelt mehr, als Schriftstel- 
ler tatig zu sein: Meinen Beruf als 
Schriftsteller werde ich nie wieder aus- 
liben kénnen. Aber ich kann noch spre- 
chen, Deshalb wird meine niéchste Ar- 
beit cine Sendercihe sein, in der ich ver- 
suchen will, ber die 75 Jahre dieses 
Jahrhunderts zu sprechen. 

Das ist meine augenblickliche Situa- 
tion. Abgesehen davon geht es mir sehr 
gut. Ich schlafe ausgezeichnet, Mein 
Verstand ist wahrscheinlich noch ge- 
nauso scharf — nicht mehr, aber auch 
nicht weniger — wie vor zehn Jahren. 
Mein Gedichtnis ist mcistens gut. 
auBer bei Namen, auf der Strae bewe- 
ge ich mich ohne groBe Schwierigkci- 
ten allein. 
FRAGE: Nicht mehr schreiben zu 

kénnen, das ist doch ein erheblicher 
Schlag. Sic sprechen dariiber mit sol- 
cher Heiterkeit... 
SARTRE; In gewissem Sinn nimmt 

mir das meinen ganzen Lebonsinhalt: 
Ich war, ich bin nicht mehr, wenn Sie 
so wollen, [ch mUBlto sehr nlederge- 
schlagen sein, Aber aus einem mir un- 
bekannten Grund fible ich mich recht 

® Jean-Paul Sarire und Michel Conta 
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EI Lissitzky [K. und Pangeometrie] 

(El Lissitzky [A. and Pangeometry]), 1972 

Spiegel article: “| Must Have Been Very Depressed: 

Jean-Paul Sartre’s Self-Portrait at 70” 

In einem langen 
Gesprich mit Michel Contat, Mitarbelter seiner Z 
schrift ,Les Temps Modernes”, zieht er eine Bilanz sei- 

nes Lebens, aus der der SPIEGEL Auszlige druckt: 
Sartre iber seine Gesundheit, sein Verhiiltnis zur Macht 
und zur Musik, seine Lebensgewohnhelten und Finanzen. 

Jubilar Sartre: ,Gegen wen, gegen was sollte ich aufoegehren?” 

gut; Ich empfinde nie Trauer und auch 
keine Melancholie, wenn ich daran 
denke, was ich verloren habe. 

FRAGE: Kein Aufbegehren? 

SARTRE: Gegen wen, gegen was 
sollte ich aufbegehren? Schen Sie darin 
keinen Stoizismus, obwobl ich — wie 
Sle wissen — immer Sympathie flir die 
Stoiker empfunden habe. Nein, es ist 
nun einfach so, und ich kann nichts da- 
fir: Ich habe keinen Grund traurig zu 
sein, Ich habe unangenehme Augen- 
blicke erlebt, vor zwei Jahren war es 
viel schlimmer. Ich Jitt an feichten 
Wahnvorstellungen. Ich erinnere mich, 

da® ich in Avignon, wo ich mich mit 
Simone de Beauvoir aufhielt, spazieren 
ging und cin junges Midchen suchte. 
das sich in meiner Vorstellung an 
cinem bestimmten Platz auf ciner Bank 
mit mir verabredet hatte, Natlirlich gab 
es eine solche Verabredung gar nicht. 
FRAGE; Fihlen Sie sich zu Untitig- 

keit verurteilt? 

SARTRE: Ich gebe cin wenig spazie- 
ren, man llest mir Zeitungen vor, ich 
hére Radio, manchmal nehme ich ver- 
schwommen wahr, was auf dem Bild- 
schirm vor sich geht, aber in Wirklich- 
keit ist das MUGiggang. Das cinzige 
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established during the 1960s, with her calendar notations. In this way, she created an (auto)biography that 

was articulated in relation to her bourgeois-business background, to (cultural) history, in particular that of 

Germany and Europe, and to a conception that was conditioned by the US-American art scene. 45 

Darboven gave form to her thinking about autopoietic writing in—among other works—Fur Jean- 

Paul Sartre (For Jean-Paul Sartre), which dates from 1975. This work opens up the time span between 

Sartre’s birth year (1905) and the year of his seventieth birthday. Darboven transcribed excerpts from 

Sartre’s The Words 46 and collaged these autobiographical text passages—which cover the years from 

1905 to around 1917—with an interview with Sartre conducted in 1975 by Michel Contat, a colleague at his 

review Les Temps modernes,47 parts of which were published in German translation by Der Spiegel (fig. 6). 

This published version, in turn, was entitled “Self-Portrait at PO a 

In this dialogue, Sartre—whose vision during this period was extremely limited—says that the 

most important thing to him is writing, and that this activity involves thinking and reading: “I still think, 

but because writing has become impossible for me, the real activity of thought has in some way been 

suppressed. ...| think there is an enormous difference between speaking and writing. One rereads what 

one rewrites. But one can read slowly or quickly: in other words, you do not know how long you will have 

to take deliberating over a sentence.” 4? In The Words, the relationship between reading and writing plays 

a central role. Using these two terms, Sartre divided his autobiographical text-which can be regarded as 

an investigation into the hardships and the pleasures of writing—into two parts. Like the autobiographical 

texts of Alain Robbe-Grillet, Georges Perec, Nathalie Sarraute, and Philippe Sollers, Sartre’s self-analysis 

of his childhood years regenerated twentieth-century autobiography in fundamental ways. What is 

remarkable about this new autobiographical writing is the way in which the authors disappear between 

the lines of their texts and reflect on the genre as the wreckage of a convention, rejuvenating it as a 

linguistic game. °° 

In ways comparable to these authors, Darboven—working in the visual realm—renewed the genre 

of the self-portrait through the visuality of script. By means of visualizing the text as writing, she inter- 

rupts the flow of an identificatory seeing and reading, deploying and interpreting writing as a process 

that involves both hand and thought, thereby conveying the existential dimension of writing without the 

representational image. The regularized addition of notations displays the in-formation of the (writing) 

process, eluding any notion of a living, spontaneous act and dismantling the concept of an immediate 

access to sensuous experience, to emotion, of the kind that is ascribed to the aesthetic of art. Through 

the interlocking of image and text media, which are characterized as dichotomous, and of manual-pro- 

ductive graphic drawing and reproductive writing, the text image is conveyed in its reality,5’ historicity, 

and contingency. Appearing in almost deconstructive fashion in “space ... as an image is that which 

emerges as writing through time, and becomes readable in time.” 52 Through the becoming-image of the 

text and the becoming-text of the image, the claim to a depiction of reality, of liveliness, as something 

unheard-of becomes perceptible. As de-representation, the (auto)biography of the artist is conveyed 

as a text-image corpus, one that—as formulated so tellingly by Paul de Man in his reflections on “Auto- 

biography as Defacement’—poses the question of whether perhaps it is autobiographical procedures 

that generate a life and determine it, in contrast to the conventional wisdom according to which “life 
produces the autobiography as an act produces its consequences.” 53 In other words, Darboven rejects 
a self-portraiture that is putatively derived from a model in favor of a corporeal counter-image that no 
longer holds up a mirror, “because it must be read indirectly and in various directions.” 54 Here, in contrast 
to a self-portrait in the medium of referential painting, the “likeness comes to appearance” 55 in the form 
of text. Darboven’s de-representation of (cultural) history and of the self-portrait transforms aesthetic 

experience into an aesthetic process of thought. 



Darboven also integrated photographs dating from 1975/76 

of Roy Colmer’s New York front door into Kulturgeschichte 

1880 — 1983. On this work, see Hanne Darboven: “Histoire de la 

Culture, 1980/1983,” “24 chants,” ed. Suzanne Pagé, exh. cat. 

(Paris: Musée d'Art moderne de la Ville de Paris, 1986). 

See Georg Christoph Lichtenberg, Aphorismen, Schriften, 

Briefe, ed. Wolfgang Promies and Barbara Promies (Munich: 

Carl Hanser, 1974), cited from http:/ / gutenberg.spiegel.de/ 

buch/-6445/3, chapter 3, headed “Grabschrift” (accessed 

May 30, 2015). 

Ibid. (emphasis added). [A shortened English version of this 
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will, ... der den Winckelmann im Stil affektiert, und in die 
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originally published in 1964, Gilbert Simondon attempted 

to theorize the individual through individuation instead 
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here p. 40. 
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“In fact this ‘Art’ has become highly subjective. One is no 

longer bound to anything, one has nothing on behalf of which 

to convey a message; art no longer mediates, as once, for 

example, history painting did... Achange for the better or 

perhaps not—yes, | suppose, a change for the better; autonomy 
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Her writing is not reduced to familiar script, but instead also 

written—as mentioned above—in Roman and Arabic numerals, 

U-waves, and much more. Walter Benjamin, another author 

read and transcribed by Darboven, refers to the corporeality 

of writing when he says: “But there is nothing subordinate 

about written script, it is not cast away in reading like dross, it 

is absorbed along with what is read, like a pattern [“figure” in 

the original].” Walter Benjamin, The Origin of German Tragic 

Drama (London: Verso, 2009), p. 209. Benjamin's text “Uber die 

Sprache Uberhaupt und Uber die Sprache des Menschen” 

(familiar in English as “On Language As Such and on the 

Language of Man’) is found in vol. VI of Schreibzeit 1975 — 1981, 

pp. 448-497. 

Martin Heidegger has referred to the mediality of thinking, 

describing it as a praxis that cannot be appropriated theoreti- 

cally or by reading a treatise about something. One does not 

learn to swim “by reading a treatise on swimming. Only the 

leap into the river tells us what is called swimming. Only in this 

way do we familiarize ourselves with the element within which 

swimming takes place.” Martin Heidegger, What is Called 

Thinking?, trans. J. Glenn Gray (New York: Harper & Row, 1968), 
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Reason: The University in the Eyes of Its Pupils, trans. Catherine 
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no. 27 (June 30, 1975), pp. 85 — 87. For an English version, see 

Jean-Paul Sartre and Michel Contat, “Sartre at Seventy: An 

Interview,” transl. by Paul Auster and Lydia Davis, New York 

Review of Books, August 7, 1975. 

Ibid. 

Cf. Manfred Schneider, Die erkaltete Herzensschrift: 
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From Numbers to Notes: 

Transcribing and Arranging Hanne Darboven’s Music 

Wolfgang Marx 



To Hanne Darboven, music was as important as visual art; beginning in 1980 she created large- 

scale musical scores by transforming the dates featuring in her visual art. She regarded these “musicaliza- 

tions” as an integral part of her work—a kind of Wagnerian “Gesamtkunstwerk.” She left the working out of 

many details of this transformation to others, however. From 2002 until her passing in 2009, | was involved 

in arranging several of her works for performance. In this essay | will outline the way in which Darboven’s 

art was transcribed into music; describe the interaction between artist and arranger; touch on the specific 

challenges posed by the realization of this type of music; and explain the reasons for the utilization of 

certain compositional techniques in the arrangements. 

Darboven’s Musical Notation 

When Hanne Darboven began turning her calendar dates into music, she developed a specific 

type of notation: she allocated each numeral from O to 9 a position on the musical five-line staff sys- 

tem (counting from bottom to top), and then transformed the numerals of a specific date into notes 

placed at the positions indicated by the respective numbers. She did not use a clef, so the identity of the 

pitches remained unclear. The note representing the numeral zero was positioned at the bottom, below 

the lowest line (where in a treble clef line the note D’ would be situated), “one” sat on the first line (E’ in 

treble clef), “two” at the F’ position, and so on, until “nine” was reached on the highest line (the equivalent 

of the F” an octave above that of position “two”). Again assuming a treble clef, the date 15 October 1902 

(which—with the checksum of its numerals added at the end—can be expressed as 1510190227) would be 

transformed into the notes E’-B’-E’-D’-E’-F”-D’-F’-F’-D”. This “musical date pattern” would be followed by 

another one in which one element of the date (the day and/or the month) was changed—usually going up 

by one. Of course, this also altered the checksum at the end, so that the difference between two subse- 

quent musical date patterns would in most cases be two notes (or sometimes more—going from 18 to 19 

means changing one digit plus the checksum; going from 19 to 20, however, changes two digits plus the 

checksum). Darboven even had manuscript paper developed for her specific needs. It contains six very 

large staves per page and two bars per line, with a bar line printed in the middle and running down the 

entire page. Each bar is divided by dotted lines into five equal sections, and the numbers 1 to 9 are placed 

at the beginning of the staff, where the clef would normally sit. Darboven writes two notes tied together 

by a beam into each of the sections separated by the dotted lines (thus ten is the maximum number of 

notes per date pattern; if she only uses eight notes—for example if the year is expressed just as “15” in- 

stead of “1915”—she would leave one space empty). The numbering at the beginning of the staff and the 

vertical lines support the quick transformation of numbers into notes. To mark the end of a section (for 

example the end of a month), the last pitch would be repeated and a chord made of the notes of its triad 

would be added on top of it. This, however, is not written out in Darboven’s notation—it has to be added 

by the arranger (figs. 1 and 2). 

In some ways this notation is only semi-musical, because it determines only a single musical 

parameter: pitch. But even that determination is not absolute, as the lack of a clef means that it is not 

clear which pitch corresponded to any of the numeral positions in the system. In addition, the distances 

between the pitches are not equal—five of them are whole tones, two (the steps E-F and B-C) are semi- 

tones. Yet only the clefs can indicate to the reader where those semitones are positioned. Furthermore, 

in musical notation pitches can be altered through the use of accidentals (sharps and flats), which raise 

or lower the given pitch by a semitone. However, Darboven does not use accidentals (after all, they would 

represent the equivalent of decimal points in numbers, and dates do not contain numbers like 1.5), so the 

music is restricted to the use of only seven out of the twelve possible pitches available within the octave. 

This means that Darboven’s music is reduced to a so-called “diatonic” scale—all notes which 

are not part of it (the “chromatic” ones) would require accidentals to be indicated in the score. It is also 

interesting that—regardless of which clef is used—the three highest pitches sit an octave above the three 
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lowest ones (the pitch allocated to position “seven” is an octave higher than that of “zero,” “eight” is the 

octave of “one,” and “nine” the octave of “two”). Notes an octave apart are perceived by the human ear as 

almost identical; this phenomenon is called “octave equivalency” and provides the reason why the same 

letters are used to name them in the first place. But the numerals represented by octave intervals do 

not have any special relationship in Darboven’s transcription—she did not think along those purely inner- 

musical categories when devising her system. 

The Challenges of Transcription 

For more than twenty years, Friedrich Stoppa, a local organist, transcribed and arranged 

Darboven’s notation so that it could be performed by musicians. When he passed away in 2001, 

Darboven suddenly found herself without a musical collaborator. It was pure coincidence that brought 

me into the fray at this point. In early 2002 | had just submitted a first draft of my PhD thesis and was look- 

ing for a music-related job while waiting for my supervisor's feedback when | found a notice on the board 

of Hamburg University’s Musicological Institute, announcing that an artist was looking for someone to 

prepare her music for performance. | phoned the number (no name had been given), arranged a meeting, 

and was given a few pages for a test transcription. At that point | had heard of Hanne Darboven but had 

no detailed knowledge of her work (let alone its musical aspects), so | approached this task from a neutral 

point of view, so to speak. | was also given some of the arrangements done by Stoppa, yet | looked at 

these only briefly, as there were some aspects in them that | did not want to engage with (on some occa- 

sions he had—with Darboven’s approval—added self-composed melodic lines to the pieces). | wanted to 

find my own path into the world of this unique artistic mind. | felt that the type of repetitive pattern that 

the chain of dates-turned-pitches represented would be best served by taking inspiration from composi- 

tional techniques of the twentieth century. 

Since Darboven’s notation only determined pitch relations, a number of very basic decisions had 

to be made before the transcription process could even begin. The first of these was which pitch would 

be represented by the “zero” position on the staff, or—musically speaking—which clef was to be used. 

Following Stoppa, | decided to act as if the treble clef was always present and identified the “zero” posi- 

tion with the pitch D’ (although for bass instruments such as double bass, cello, or bassoon | would trans- 

pose each pattern down an octave). But this was an arbitrary decision, motivated by the fact that today 

the treble clef is the most common one. Pitch is only one of many musical parameters—there are also 

duration of notes, rhythm, tempo, dynamics, and mode of attack (staccato, legato), none of which is indi- 

cated at all by Darboven’s notation. Yet all of them have to be determined in order to make a performance 

possible—music has to have a tempo, dynamic level, rhythmic structures, etc. Finally, there is instrumenta- 

tion: in some pieces—those for solo instruments (such as the Kontrabasssolo [Contrabass Solo] tpp. 280ff]) 

or small chamber groups—Darboven specified this, but in the case of larger ensembles (my largest one 
was the Symphony Opus 60, for an orchestra of one hundred instruments) the combination of instru- 
ments had to be determined and the parts allocated to each one. In many ways the transcription itself 
was the easy (if time-consuming) bit—a very mechanical typing of hundreds of pages of date patterns— 
while those initial decisions regarding the different musical parameters made the work challenging and 
rewarding in equal measure, as they represented the creative part of the task. 

There are obvious differences between the reception of visual art and of music which one has 
to keep in mind when arranging Darboven’s scores for performance. Her visual art is normally exhibited 
in large spaces, with thousands of pages covering the walls of several rooms through which visitors can 
walk at their leisure. In such an exhibition | am (at least up to a point) in control of how | engage with the 
art: |can choose my own path, move quickly or slowly, and focus on a detail here while elsewhere taking in 
the overall impression, changing direction, speed, or perspective whenever | want. In many of Darboven’s 
works (such as Wunschkonzert [Request Concert] [pp. 240ff1 or 24 Gesange [24 Songs] pp. 212ff1), the dates 



are mixed with quotations or pictures which invite closer inspection. In addition, she often juxtaposes the 

pages on the walls with concrete objects placed in the middle of the rooms (for example the sculpture of 

a goat in Hommage a Picasso [Homage to Picasso] [see p. 37)); these provide a counterpoint to the overall 

uniformness of the pages on the walls. In the aural sphere this is all different. As a listener, | no longer 

have the liberty to select the speed or direction of my reception; the music progresses at the pace indi- 

cated in the score and realized by the performer. The non-numerical elements (whether integrated on the 

pages or displayed separately) are all absent, the experience is reduced to the pure representation of the 

dates through notes. In some of Darboven’s works there is an equivalent of the goat, so to speak (that is, a 

non-numerical element). For example, in her Requiem she includes sections of Johann Sebastian Bach’s 

Toccata in D minor BWV565. But the majority of her compositions do not refer to preexisting music, and 

even where they do there are long stretches of time (indeed hours) when we hear only the date patterns. 

This means that—in part due to the structure of the pages and the setup of exhibitions, in part due to 

the different type of reception—listening to Darboven’s music is at risk of being a less varied experience 

than the visual presentation of her art. This is why in my arrangements | chose to create more variety in 

the musical score than is suggested by the visual presentation of the dates alone; the rather uniform 

presentation of pitches is varied through changes of tempo, dynamic stages, modes of attack, and other 

parameters. Their purpose is to replace the continuous change of perspective, tempo of movement, and 

focus that the visitor of an exhibition enjoys as an advantage over the listener in a recital. However, any 

resemblance to a pseudo-Romantic expressivity is to be avoided, as that would go against the spirit of 

Darboven’s art. So the changes cannot occur gradually within a section (meaning that no crescendo or 

rubato is possible); within each section the same tempo, dynamics, etc. are maintained, and yet the next 

section might begin much faster, while also switching to pianissimo and staccato, for example. 

Musical Style and Compositional Techniques 

Hanne Darboven once said of her structural approach: “My systems are numerical concepts that 

work in terms of progressions and/or reductions, akin to musical themes with variations.”! It is no sur- 

prise that this comes to the fore even more in the musical realization of her works. However, one can be 

even more precise: The type of variation that is used here could be called “developing variation,” a term 

introduced by Arnold Schoenberg in order to describe a technique used by Johannes Brahms. A “nor- 

mal” variation cycle would start with the theme, followed by variation A, variation B, variation C, and so 

on, with each variation referring back to the original theme. However, in the case of developing variation, 

variation B does not refer back to the theme but instead to variation A, while variation C varies variation 

B, and so on; each variation refers back to its immediate predecessor rather than to the starting point. Ina 

Darboven score, no musical date pattern is ever repeated (as no date features twice in any of her works), 

and the opening pattern is neither more nor less important than any of its successors. What occurs in the 

music is a gradual transformation on the basis of changes of a few pitches from pattern to pattern, while 

most of them stay the same. In a Brahms piece, what emerges at the end of the transformation process 

can be totally different from the starting point (for example, in terms of the number of notes, the intervals 

between them, their duration, their rhythmic structure, etc.), while Darboven’s pattern structure restricts 

the number of parameters in which changes can occur. 

One aspect in which Hanne Darboven’s music differs from most tonal music of the past is its 

lack of an obvious teleological structure. Particularly during Baroque, Classical, and Romantic times, mu- 

sical development at larger and smaller levels was based on an alternation of tension and resolution: 

Dissonances had to be balanced by consonances; moves away from a piece’s main key could only be 

temporary; and overall there was a sense of a musical composition having a dramatic structure, with 

musical themes taking on the role of actors which quarrel and become reconciled again. The sonata 

form became the most highly developed and influential model of this concept. But Darboven’s works 
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Fig. 1 

24 Gesange, Opus 14a c/d (24 Songs, Opus 14a c/d), 1983/84 

Fig. 2 

24 Gesange, Opus 14a d (24 Songs, Opus 14a d), 1984, 

transcription by Friedrich Stoppa 



are “monothematic,” as it were, since the subsequent date patterns are too similar to count as separate 

“themes,” and the lack of chromatic notes makes changes of key in a traditional harmonic sense impos- 

sible, even if the arranger wanted to resemble this style. In many ways a Darboven score has a lot in com- 

mon with Minimal music as written by American composers such as Steve Reich or Philip Glass. Their 

music is non-teleological too, as the listener does not get a sense of a dramatic development with some 

kind of closure at the end. It is driven by a continuous pulsation based on quick notes of equal value 

(mainly eighth or sixteenth notes). Reich in particular often uses brief rhythmic patterns that are repeated 

a few times and then change in one little detail before changing again after a number of repetitions—an- 

other version of the “developing variation.” Timothy A. Johnson has named a continuous formal structure, 

an even rhythmic texture, repetitive rhythmic patterns, a simple harmonic pattern, and a lack of extended 

melodies as characteristic of Minimal music;? all of these elements are present in Darboven’s scores. 

There is a certain caveat regarding the simple harmonic patterns: the lack of chromatic notes lends Dar- 

boven’s music a “simple” feeling, but there are no tonal chord progressions, and in the case of pieces for 

several instruments, unison moments will alternate with dissonant chords. 

While a Minimalist score often follows a certain compositional principle (such as in Reich’s case, 

the same rhythmic pattern in two different parts going more and more “out of phase” in order to eventu- 

ally synchronize again, at which point the piece is over), this is usually not clear to the audience. The point 

at which most Minimalist pieces end appears arbitrary to the listener, as no traditional formal or harmonic 

characteristics are displayed that the audience would associate with closing gestures. This also applies 

to Hanne Darboven’s compositions: They are over once all the dates on which they are based have been 

performed, but the listeners are unable to decode the date patterns and usually are not aware of the de- 

tails of the setting (for example, how many of them are played at the same time), so the end cannot be 

anticipated. Another aspect that both Minimalism and Darboven’s music share is a deeply non-expres- 

sive nature. Many compositional styles of the twentieth century were developed in reaction to what was 

perceived as an over-expressivity of late Romantic music (as represented by composers such as Wagner, 

Bruckner, Mahler, or Strauss). This applies to much of Stravinsky’s music; to the so called “Neue Sachlich- 

keit” (New Objectivity) in Weimar Germany, as represented by composers like Weill or Hindemith; to the 

chance-based indeterminacy of John Cage and his circle after World War Il; and last but not least, also to 

Minimal music. 

Over time | experimented with aspects of other styles as well, such as dodecaphony. Here, the 

basic row—in many ways the equivalent of the date pattern in Darboven’s music—is occasionally played 

in reverse (“retrograde”); when | suggested to Darboven that doing this with dates can be regarded as 

playing with the flow and direction of time, she approved of its use in her next piece. | also introduced 

elements of Cagean indeterminacy, particularly with regard to rhythm; for example, the performer can 

decide whether to play a pitch as a quarter note, an eighth note on the beat, or an eighth note off it, or he 

or she can switch between a dotted and a straight rhythm at his or her leisure. This adds to the variety on 

display and makes each performance of such a piece unique. 

Working with Hanne Darboven 

It was always a surprise to me that Hanne Darboven desired very little input into the decisions 

regarding musical parameters other than pitch. When | started working on the transcription and ar- 

rangement of a new piece, | would first spend a while thinking about how to deal with rhythm, duration 

of notes, dynamics, and other relevant questions. | then arranged a meeting with her to outline my 

ideas. Darboven’s working days were always rigorously structured in the same way; like Thomas Mann, 

she had her fixed writing hours which could not be disturbed by any other activity (otherwise she would 

never have managed to write tens of thousands of pages of visual art, as well as musical notation). Two 

brief slots during the day were reserved for receiving potential visitors. | usually arrived at eleven in 
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the morning, being let in by a housekeeper who was busy cleaning some rooms at this time of the day. 

| made my way through the small paths between the multitude of artistic and everyday objects in all 

shapes, sizes, and materials from all over the world that populated the central rooms in her house (in 

many ways a museum in its own right) until | found her sitting in a corner, usually smoking a cigarette. 

First | would be offered some sparkling water, and then we could start talking. | would propose adapt- 

ing aspects of one or several compositional techniques as common in Minimalism, dodecaphony, or 

others. She would immediately agree to most of these suggestions, rarely asking additional questions 

and never rejecting anything out of hand. Initially not knowing much about Darboven and her work, this 

surprised me, as | was expecting composers to try to exercise as much control as possible over the exe- 

cution of all aspects of their work. A number of composers such as John Cage would leave parameters 

to be determined by the performers based on chance operations, but here we are talking about these 

decisions being made once and for all by an individual other than the composer. But a few lines that 

Sol LeWitt wrote in his “Paragraphs on Conceptual Art” helped me in developing an understanding of 

Darboven’s approach: 

In conceptual art the idea or concept is the most important aspect of the work. When an artist 

uses a conceptual form of art, it means that all of the planning and decisions are made before- 

hand and the execution is a perfunctory affair. The idea becomes a machine that makes the art. 

This kind of art is not theoretical or illustrative of theories; it is intuitive, it is involved with all types 

of mental processes and it is purposeless. It is usually free from the dependence on the skill of 

the artist as a craftsman. It is the objective of the artist who is concerned with conceptual art to 

make his work mentally interesting to the spectator, and therefore usually he would want it to 

become emotionally dry. There is no reason to suppose, however, that the conceptual artist is out 

to bore the viewer. It is only the expectation of an emotional kick, to which one conditioned to 

expressionist art is accustomed, that would deter the viewer from perceiving this art.$ 

These words apply to Darboven’s music even more than to her visual art. While in the case 

of the latter she undertook the execution herself, in her music she left this aspect to others—not just 

with regard to performance, but also with regard to the decisions regarding all the parameters dis- 

cussed above. Her own musical notation represents a transitional stage that was neither meant to be 

displayed nor able to be used by performers without further transcription and arrangement. It seems 

that as long as the conceptual idea—the presentation of dates as sound patterns in succession and/or 

at the same time—was not affected, Darboven cared little about the other aspects of the realization. 

This is also where the element of craft comes in: of course, music (as long as it is not electronic) al- 

ways relies on the intermediateservices of a performer, while in the visual arts the artist can address 

the recipient more directly. But Darboven does much less than a traditional composer, and most of 

the music-specific skills required to make a piece “work” in performance are added by the specialist 

transcribing and arranging the piece. The execution, as far as Darboven is personally concerned, is the 

writing out of thousands of sheets of paper once the idea has been determined—a much more per- 
functory affair indeed, particularly if those sheets contain only numbers. In a similar way, the arranger 
then also has to first determine the additional parameters, with the writing of the score representing 
a pure translation of that concept. More “traditional” composers often have additional ideas or vary 
things when working on their sketches (just like novelists or poets often change a few words when 
reading yesterday’s draft), but here this is not the case, as the concept determines every detail; only 
mistakes (of which there are few in Darboven’s musical notation) might be corrected. Finally, the lack 
of expressivity also reduces the performer's options to “individualize” the rendition—the subtle chang- 
es of tempo or dynamics as well as individualized articulation or modes of attack that often serve 
these expressive goals are anathema here. 



Listening to Hanne Darboven’s music is as unique an experience as being exposed to her visual art. 

The latter was always created first, yet in her own view, only visual and aural components together make her 

works of art complete. She left behind a large amount of as yet untranscribed musical notation; hopefully 

one day it can be arranged for performance and turn more of her works into “Gesamtkunstwerke.” 

1 Hanne Darboven, quoted in program notes, “Works of Music 

by Visual Artists,” concerts with works by Darboven/Stoppa 

held on April 28 and May 4, 1999, organized by the Freunde 

guter Musik Berlin e.V., http: //www.musikwerke-bildender- 

kuenstler.de/pdf/Darboven-press-engl.pdf (accessed May 31, 

2015). 

2 Timothy A. Johnson, “Minimalism: Aesthetic, Style, or 

Technique?” Musical Quarterly 78/4 (1994): pp. 742—773. 

3 Sol LeWitt, “Paragraphs on Conceptual Art,” Artforum 5, no. 10 

(June 1967), pp. 79 — 83. 
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Sechs Bucher Uber 1968 

(Six Books about 1968), 1968 

Soft cover, photocopy (Xerox) 

5 books with 365 pages each, 27.6 x 21.5 x 3 cm each 

1 book with 700 pages, 27.6 x 21.5 x 7 cm 

Sechs Bucher Uber 1968 

(Six Books about 1968), 1968 

6 x 16-mm films (digitized), black and white, 

no soundtrack, ca. 15 min. each 

Hanne Darboven wrote Sechs Bucher uber 1968 

(Six Books about 1968) in 1968, making all the calen- 

dar dates of the year the subject of her calculations: 

She extracted the checksums from the date of each 

day, multiplied the results by four, and recorded the 

results in arithmetic books. She listed them in rows 

of numbers (Books 1 and 5), drew squares whose quan- 

tity (Book 2) or size (Book 3) represented the check- 

sums, or left one page per day blank (Book 6). Dar- 

boven combined the page sequences of the notebooks 

into books. This is one of the first times that she 

selected the book form for her work. The originals 

have been lost, yet copies of the pages of the 

books have been preserved, which she produced 

on individual sheets and filed in binders. In addition, 

she had the books recorded on film page by page 

and exhibited the film under the title Hanne Darboven: 

Ausstellung mit 6 Filmprojektoren nach 6 Buchern 

Uber 1968 (Hanne Darboven: Exhibition with 6 Film 

Projectors Based on 6 Books about 1968) at the 

Stadtisches Museum Monchengladbach: one film 

per room, one film per book, two seconds of film- 

ing time per page, and with a brief black-screen 

image between the pages. The impression is intense 

but constant: Fade-in. Row of numbers or grid pat- 

tern. Fade-out. Fade-in. New rows or patterns. Fade- 

out. Fade-in. The constant flickering-by of dates 

palpably demonstrates: Calculating takes its time, 

but it does not let itself be stopped. 

How does one describe Darboven’s method? 

She adheres to clear guidelines: her own calculation 

process. Does that make her art “methodical”? Not 

really. Methods serve a purpose. Her calculations 

served nothing. Darboven was no one’s servant. She 

created a practice that enabled her to spend time 

counting. 

Darboven called the unit of measurement of 

her calculations K. K is written after all the sums. 
K is short for Konstruktion (construction), for Kastchen 

(box), perhaps simply for Kurzel (abbreviation). K is a 

unit par excellence. It creates the impression of 

uniformity. Regardless of what happened during the 

day, K can be determined. K is acommon denom- 

inator. Of what? Of numbers that multiply, spread over 

pages, or transform into squares. K is the serious unit 

for the merry science of the countless possibilities for 

transforming the number. 

For Darboven, each number has its own value. 

What counts is the sum of a day. However, this value 

does not stand for itself. For Darboven transferred the 

number from the book to pages in binders, and from 

the page to filmed images. Darboven argued in terms 

of media: She switched media and demonstrated 

that the number is not only a value, it is also a medium. 

Many things can be represented in the medium of 

the number. 

Sechs Bucher Uber 1968 are also books about 

bookkeeping. In business, double-entry bookkeeping 

is the order of the day. In 1968, Darboven did sextuple- 

entry bookkeeping. Instead of only two columns for 

earnings and expenses, with her there are a variety 

of itemizations for every day. All of them are of equal 

value. Who’s supposed to understand it? No board 

of directors in the world. The accounting book be- 

comes an arithmetic book, and remains loyal to its 

form, but liberates it from its function. That is a good 

thing: for Darboven turns a mere account into a 

practice of free counting. 

Jan Verwoert 
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Ein Jahrhundert-ABC 

(One Century ABC), 1970/71 

Ink on lined paper 

19 panels (42 sheets per panel), framed, 149 x 179 cm each 

While it may seem prolix, a work consisting 

of almost eight hundred individual drawings fits com- 

fortably within the margins of Darboven’s preferred 

scale. Even though the two years since the invention 

of her system of conceptual writing had seen her 

production expand vertiginously, at the time she 

completed Ein Jahrhundert-ABC (One Century ABC), 

Darboven knew that her construction system for 

a single century could be scaled up to still greater 

proportions. In the July/August 1970 issue of the 

journal Studio International, the artist published her 

indices for the drawings of one century together 

with the indices for what she called a circle of cen- 

turies. But the scalability of her system simply 

proved its constancy, for the overall structure of these 

projects remained the same, even if the larger 

of the two was, mathematically speaking, raised to 

a higher power. Aside from her characteristic 

scrawl, measured out in an abstract cursive of ten 

regular strokes, it is this tendency toward main- 

taining an integral shape that determines the physi- 

ognomy of Darboven’s work. A relatively small 

number of parameters define her century as a phased 

structure in nineteen parts. The primary material 

of her constructions 2K — 61K, which are based on 

the dates between 1.1.00 and 31.12.99, constitute 

nineteen sequences of forty-two parts, ranging from 

2K—43K to 20K— 61K. Like the nineteen sequences, 

the forty-two sheets that make up a single panel of 

Ein Jahrhundert-ABC represent placeholders for 

single instances of value within the system, which 

are themselves indifferent to both the material 

that produces them and to the frequency of the value 

itself. Although the sequences begin and end with 

the first and last years of the century, these determine 

the absolute outer limits of the system, providing 

two singularities between which redundancy reigns. 

And while every sequence has its own internal 

symmetry and range of permutations, the system 

needs only one instance to complete the series and 

regards the rest as dross. What is emphasized in 

this case is the elegance and economy of the struc- 

ture itself, though this is far from its only, or even 

its most important, aspect. The century that Darboven 
wrote and installed at the Galerie Konrad Fischer 

over the course of 1971 fulfilled the system’s drive for 

encyclopedic completeness, producing over forty- 

one thousand drawings. From this perspective, Ein 

Jahrhundert-ABC is positively laconic. 

Samuel Johnson 
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24 Gesange, A Form und B Form, Index 

(24 Songs, A Form and B Form, Index), 1974 

Printing on tracing paper, a total of 48 panels 

A: 24 panels (3 sheets each), 72 sheets in total, 42 x 29.7 cm each 

B: 24 panels (3 sheets each), 72 sheets in total, 42 x 29.7 cm each 

126 x 29.7 x 2. cm (panel dimensions) 

In this index on tracing paper, entitled 24 

Gesange, A Form und B Form, Index (24 Songs, A Form 

and B Form, Index), which dates from 1974, Darboven 

subdivides each song into three chapters; each 

chapter covers one page. These are labeled with the 

Roman numerals |, Il, and Ill, and each song is label- 

ed with “Zeichnung, Zusammenfassung und Gesang” 

(drawing, synopsis, and song). Each individual song 

is divided into three sections: the first section shows 

the drawing, the second section proceeds succes- 

sively by one number per song, while also displaying 

the familiar crossed-out U-shaped wavy lines, and 

the third section proceeds by one letter of the alpha- 

bet per song, from A to X (corresponding to the 24 

steps). The structure remains the same for each song. 

In this way, Darboven calculates the century with 

checksums, beginning with the number 2: According 

to Darboven’s calculations, the number 2 stands 

for the first day of a century (01.01.00). In the 24th song, 

she concludes, finally, with the number 61, which 

refers in turn to the last day of a century (31.12.99). In 

the A Form, the direction from A proceeds vertically 

and downward, while in the B Form, the direction 

from B moves horizontally toward the right. Both 

forms have been described as follows: “Music scores, 

inspired by the Odyssey as the first great Occidental 

word-work and by James Joyce’s Ulysses, understood 

as ‘no more words.” 'In 1984, Darboven took up the 

1974 version once again, continuing it in a further work. 

There, the musical title Gesang (Song) is reinforced 

by the designation Opus 14 and 15. In 1984, this work 

culminated in a composition for solo organ, an audible 

form of the reductions of the checksum calculations 

to 24 numbers, already displayed in the 1974 version. 

Finally, the artist also executed this composition, 

whose transcription also takes the form of a visual 

work, in C and D Forms. The sequences of tones 

composed in this way resound either simultaneously, 

as a chord, or successively, as an arpeggio. As a 

conclusion, Darboven introduces a musical citation 

from Edith Piaf’s chanson “Non, je ne regrette rien.” 

Florentine Gallwas 

1 Ernst A. Busche, “Ausgewahlte Werke,” in Hanne Darboven: 

Kinder dieser Welt, exh. cat., Staatsgalerie Stuttgart 

(Ostfildern: Cantz, 1997). 
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Schreibzeit (Writing Time) (original version), 

1975=—198i 

Ink on tracing paper, note paper 

2,584 sheets and 116 sheets of notes 

29.7 x 21cm each 

Schreibzeit (Writing Time) (exhibition version), 1980s 

Collage, offset printing, copy 

3,364 sheets, 42 x 29.7 cm each 

Schreibzeit (Writing Time) (edition), 1999 

4,025 sheets in 32 binders 

20 binders, 42 x 27.9 cm each 

12 binders, 29.7 x 21cm each 

Schreibzeit (Writing Time) is regarded as one 

of Hanne Darboven’s key works. Here for the first time, 

she brings together all the elements of her mode of 

working in a comprehensive way: Minimalist con- 

structive principles, her technique of time notation, 

and her form of political commentary through eclec- 

tic copying out. The main part was produced between 

1975 and 1981. Added later were parts from other, orig- 

inally independent works (such as Bismarckzeit [Bis- 

marck Time] from 1978), a prologue and an epilogue, 

and four binders containing notes and registers. | 

Schreibzeit was initially shown as an installation. 

Framed as an exhibition version or simply mounted 

with thumbtacks, it filled the walls of exhibition galler- 

ies from top to bottom and all the way around. Here 

and there it was possible to read the texts, but cura- 

torial interest focused less on the work’s constructive 

principles than on its spatial impact, on the “spatializa- 

tion of time and the temporalization of space.” 2 

The edition of Schreibzeit—published in 1999 

by the Max Planck Institute for History , a research in- 

stitution for fundamental research in historical schol- 

arship, and the Verlag der Buchhandlung Walther 

Konig—rendered its constructive principles visible. 

Permeating the work as its dominant structural princi- 

ple are “calendar records’—notations of the respective 

present moment in the form of checksums, graphics, 

or number words. Inserted between these notations 

are textual excerpts from various genres: computistic 

notations, annalistic entries, recurring textual formulas 

(“write up and down,” “and still another world,” “and 

not one word more,” etc.), graphic elements, pictorial 

documents, and in particular, a collection of approx- 

imately 350 quoted passages from a wide range of 
text. The quoted text material did not originate with 

Hanne Darboven: From Louis Aragon, Charles Baude- 

laire, Bertolt Brecht, Hans Magnus Enzensberger, Mao 

Zedong, and many others, all the way to Paul Valery, 

Darboven quotes the authors that belonged to the 

reservoir of leftist intellectual reflection during the 

1970s. In line with the literary genre of florilegia, she 

quotes the texts without any commentary. 

Not least of all by virtue of this method of quot- 

ing in the manner of florilegia, Schreibzeit has regular- 

ly evoked associations with the Middle Ages among 

interpreters. Darboven is said to have worked “like a 

medieval annalist’3 or is perceived as being “herself 

medieval in appearance.”4 The iconographic signals 

in Schreibzeit that lead to such notions are palpable. 

Schreibzeit is a manuscript, a handwritten codex of 

enormous dimensions. Rather than assembling Hanne 

Darboven’s own texts, it copies from others, a practice 

that goes against the grain of notions of the “modern” 

and evokes the “medieval’—the labor of monks. The 

genres of Schreibzeit—the florilegium, time calcu- 

lation (computation, computus), and chronicle—are 

medieval, and have long since died out. Through a 

continuous interweaving of florilegium, computus, 

and chronicon as forms of thought, Schreibzeit main- 

tains its momentum from page to page. 

Bernhard Jussen 

1. Under the title etc. 2=1,2;1+1=2, 1, the catalogue raisonné lists 

Hanne Darboven’s first self-published version of 1976, which 

contains 231 sheets, as well as the complete edition of 1999: Elke 

Bippus and Ortrud Westheider, Hanne Darboven: Kommentiertes 

Werkverzeichnis der Bucher (Cologne: Verlag der Buchhandlung 

Walther K6nig, 2002), pp. 58 —59 and 181—185. For interpretations, 

see Bernhard Jussen, ed., Hanne Darboven: Schreibzeit, Kunst- 

wissenschaftliche Bibliothek 15 (Cologne: Verlag der Buch- 

handlung Walther Konig, 2000); on the production of Schreibzeit, 

see Ernst A. Busche, in ibid., pp. 69 — 84. 

2 Here, to provide just one example, with a phrase quoted from 

Mario Kramer: “Hanne Darbovens ‘mathematische Literatur,” in 

Hanne Darboven: Ein Jahrhundert - Johann Wolfgang von Goethe 

gewidmet = A Century - Dedicated to Johann Wolfgang von 

Goethe, exh. cat., Museum fiir Moderne Kunst, Frankfurt am Main 

(Frankfurt: Museum fiir Moderne Kunst Frankfurt, 1999), pp. 16-18. 

3 Klaus Honnef, “Die Arbeit und das Werk,” in Hanne Darboven: 

Bismarckzeit (Cologne, 1979), n.p. [p. 30); Ulrich Bischoff, “Vorwort,” 

in Hanne Darboven: Evolution 86 (Munich: Ostfildern, 1991) 

(“incorruptable medieval chronicler’). 

4 Anselm Haverkamp, “Geschichte als Entzug: Die Rekluse am Burgberg,” 

in Jussen, Hanne Darboven: Schreibzeit, pp. 185—158, here p. 142; Laurenz 

Lutteken, “Musikalische Geschichte und bildnerische Form: Hanne 

Darbovens Grenzgange, ’ in ibid. pp. 99-116, here pp. 109-110. 
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Kulturgeschichte 1880 — 1983 

(Cultural History 1880 — 1983), 1980 —1983 

1,590 sheets, 52.7 x 73 x 2.2 cm each (framed) 

19 sculptures in various dimensions 

The large-scale installation Kulturgeschichte 

1880 — 1983 (Cultural History 1880 — 1983) (1980 — 1983) 

is a daunting work, even in the context of Hanne 

Darboven’s uncompromising and demanding prac- 

tice. Hundreds of identical wooden frames, hung 

in rows, line the walls of several galleries, offering an 

expansive array of form and content which is never- 

theless uniformly presented. It is an immense com- 

pendium of visual and textual information, with 1,590 

works on paper and 19 sculptural objects. 

Much of the material in the work is either found 

or photocopied, but it has been subjected to the 

procedures of collage, to repetitive or grid arrange- 

ments, or to systems of hand-drawn notation. These 

procedures serve to deny the material’s condition 

as readymade, while suppressing its conventional 

use-value. A weathered and rearing wooden horse, for 

example, has been excised from its rotating carnival 

home and juxtaposed with an ostensibly unused and 

gleaming silver lantern, depriving it of its singular se- 

mantic function as children’s entertainment. A series 

of numbered panels on a wall feature reproduced 

photographs of film and pop stars. Each portrait is 

juxtaposed with the same image of a portrait camera 

on a tripod. Each likeness is identified with a hand- 

written caption in pencil. Indeed, Darboven’s work is 

populated by pictorial images and found objects with 

the status of signifiers that are depleted or tired, such 

as a copy of a promotional photograph of an end- 

lessly photographed celebrity. The combined acts of 

arranging and notating further provoke the viewer into 

a reading situation that oscillates between a public 

context of journalism or advertising on the one hand, 

and a realm of private, melancholic contemplation 

on the other. The same may be said for the scores of 

other types of imagery on hand—all subjected to 

repetitive arrangement and notation—such as a group 

of panels featuring black-and-white photographs of 

doorways, or the contents of an exhibition catalogue 

devoted to postwar European and American art. 

Addressing a seemingly arbitrary period be- 

tween 1880 and 1983, Darboven’s work considers how 
history is both made and transmitted, and explores 

distinctions between the notions of history and infor- 
mation, between documentary and aesthetic signifi- 

cance. One is tempted to draw relationships between 

the pictorial and the three-dimensional objects, 

setting them apart from the endless pictorial mo- 

notony of identically framed panels and thus making 

them relatively accessible features of the work. For 

example, positioned on white pedestals in one 

gallery are two uniformed figures. They appear to 

depict a baker and a doctor, although these pro- 

fessional identities are far from fixed. A pair of figu- 

rines represents a male and a female slave, bound 

and kneeling alongside palm trees; given their 

predicament, they have surprisingly contented facial 

expressions. 

While studying these figures, one might be 

distracted by an article from the magazine Der 

Stern, published in 1983, which hangs on a nearby 

wall. Titled “Amerika auf der Couch,” it begins with 

photographs of rock formations in the southwest 

United States. A neighboring panel features two 

more sheets from the article, with the heading “Auf 

der Schlachtbank,” showing a white man wearing 

a cowboy hat and seated on a plush red sofa. He pre- 

sides over several African-American workers; one 

of them wears a blood-soaked apron, while others 

haul beef carcasses around on hooks, almost as if 

they were cattle themselves. Below these images is 

the word “art,” scrawled by hand in green, along 

with a black wavy row of “uuuuu” script that has 

been crossed out with a single horizontal line. These 

abrupt juxtapositions—between three-dimensional 

figures and drawn pictorial imagery, between mate- 

rials deriving from differing geographical, linguistic, 

and historical contexts—evoke the momentary 

and momentous experience of confronting the sub- 

jects of racial and ethnic persecution and inequal- 

ity, while acknowledging their persistent historical 

recurrence. They are presented within an overall 

compositional scheme that is remarkably unemotional, 

a visual array that is expansive to the extent that it 

suggests interest (or disinterest) in every conceivable 

topic. 

The ability of Kulturgeschichte to be politically 

or socially compelling is complicated by its consis- 

tent employment of readymade or copied materials, 

such as reproduced magazine articles, which sug- 

gests a certain lack of urgency and a position of irony 

on the part of an artist who appears to be playing 

with the role of historian in addressing subjects such 

as exploitative labor practices or slavery. But it is 

the addition of handwritten notations and repetitious 



cursive script that indicates the author's physical and 

mental reflections on such content. These hand- 

drawn elements are set within an enormous whole 

that detracts from the images’ power to engender 

discourse on specific historical issues, such as the 

persistence of racial injustice in America. Darboven’s 

subject is potentially as much these events as it is, 

in fact, the gradual dilution and dissolution of our 

moral sensitivity—or humanity’s inevitable insensitivity 

to, and repression of, past transgressions—due in 

part to the influence of media technologies, spectacle 

culture, and late-capitalist ideology. 

Amongst the sea of framed panels, it is possible 

to pick out the title page from a publication about 

World War |: the title itself, “Der Welt Krieg,” is render- 

ed dramatically in a bright red and yellow font. There 

are frames containing numbered photographs and 

captions that document common wartime scenes 

rather than events of pivotal historical importance. One 

framed pair of pages (sheets 27 and 28) shows Turk- 

ish soldiers, wounded Germans, and members of the 

Polish army in the act of surrender, as well as ideal- 

ized portraits of military men. On the same page is an 

image of civilians gathered in front of a posted notice 

or newspaper—one providing the sort of “newsworthy” 

information generally not given by Darboven’s work. 

But then, around the corner from this display, there is 

a three-dimensional kiosk—the sort of cylindrical 

structure used for public postings, placed at sites of 

heavy pedestrian traffic in European cities. The kinds 

of notices regularly affixed to this structure are of little 

or no consequence to the “wissenschaftlich” histori- 

an: advertisements for bars, movie posters, placards 

about lost cats or guitar lessons, and the like. The 

competitive activity of layering these materials that 

jockey for visibility results in a weathered surface— 

a palimpsest of commercial one-upmanship, with 

palpable residues of glue, paste, torn bits of paper, and 

random, rusted staples. Here in the gallery this frag- 

ment of architecture is barren and sterile, save for 

a uniform coating of gray paint. The dull abstraction 

of the kiosk—similar in color to other things on dis- 

play—promotes a renewed awareness of the object’s 

surrounding context. Indeed, there is an ironic punch 

in realizing that the artist wishes to deny the use- 

value of one of the few objects within the installation 

that normally functions as a vehicle for transmitting 

information. This denial prompts a consideration of 

the whole of Darboven’s work as a survey of the differ- 

ent means of conveying “history” in particular and 

“information” more broadly. Her project functions as 

a collection of posting, affixing, displaying, exchang- 

ing, or presenting information, with varying degrees 

of social efficacy, efficiency, fantasy, transparency, 

deception, and so on. 

Darboven’s Kulturgeschichte employs many 

means to signify the notion of absence, and to 

point to the idea of a sheer loss of interpretation. Her 

project refers to the reality of archiving, processing, 

recalling, and preserving increasingly vast amounts of 

cultural material, but she stops short of ostensibly 

or didactically deriving meaning from this information 

collection. Hanne Darboven becomes a surveyor 

of the jagged edge between memory and forgetting, 

revealing the force and scope of some of memory’s 

losses—its technical dropouts, its burials, omissions, 

eclipses, and denials. 

Dan Adler 
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Wunschkonzert, Opus 17 A und B, Opus 18 A und B 

(Request Program, Opus 17 A and B, Opus 18 A and B), 

1984 

Collage, felt-tip pen on paper, greeting cards 

1,009 sheets, 29.7 x 21cm each 

The title of this work refers to a program of the 

Norddeutsche Rundfunk (North German Radio). 

During the broadcast, listeners participated by calling 

in and making musical requests that would serve 

as congratulations to friends or family members on 

birthdays or other occasions. As a result, the pro- 

gram was shaped by a heterogeneous mixture of hits, 

pop songs, religious hymns, and classical composi- 

tions. The reference to this Sunday afternoon radio 

broadcast is already apparent in the index sheet. 

Below the wavy lines so typical of Darboven—which 

in this instance also trigger associations with sound 

waves-—is the title Wunschkonzert (Request Pro- 

gram), with “NDR,” a reference to the station, standing 

right-justified immediately below. 

Darboven structured the work in four parts: 

Opus 17 A and B, and Opus 18 A and B. Each part 

consists in turn of thirty-six “poems,” each of which 

is arranged in seven vertical rows. Each poem be- 

gins with a title page with its own old-fashioned con- 

firmation congratulation card collaged onto a 

hand-drawn grid structure. Darboven labels each of 

these title pages vertically with the respective title. 

Pagination is positioned centrally at the bottom of the 

page; each vertical row begins with “X” and is then 

numbered from 1 to 6. The six pages of the “poem,” on 

which increasing and decreasing numbers and lines 

are notated, follow Hanne Darboven’s system for 

calculating the checksums for a century. Wunsch- 

konzert is based on the calculations of 24 Gesdénge 

(24 Songs) (pp. 212ff). Her calculations do not have the 

goal of mathematical demonstration, but are instead 

used freely according to her own system. “My sys- 

tems are numerical concepts that function according 

to the laws of progression and/or reduction in the 

manner of a musical theme with variations.”! The 

visual work Wunschkonzert can be displayed either in 

the form of individual pages in binders or as a framed 

work on the wall. 

Particularly conspicuous in the case of Wunsch- 
konzert—aside from the juxtaposition of kitsch with 

the disciplined rigor of Darboven’s working method— 
is the fusion of musical and literary terminology. 
Darboven increasingly used the term “opus” after 

beginning to translate her visual work into music. In 

Wunschkonzert, she also called the individual cal- 

culation sequences “poems,” thereby introducing a 

structure for a smaller unit. In doing so, she created 

a link between the two principles that shape her work 

in significant ways: music and literature. Her inter- 

disciplinary understanding allows the nostalgic moment 

of an homage to a single day in the life of an individ- 

ual—for example a confirmation—to stand alongside 

and to contrast with the rational continuum of time. 

In Wunschkonzert, then, two contrary perceptions 

or conceptions of time are interlocked: the unique- 

ness of moments in a human life and their emotional 

charge on the one hand, and the continuous, unend- 

ing flow of time on the other. 

Anna Schneider 

1 Hanne Darboven, quoted in Evelyn Weiss, “Ein Monat, ein Jahr, 

ein Jahrhundert: Zu den Arbeiten von Hanne Darboven,” exh. cat., 

XII Bienal de Sao Paulo (Cologne: Druckhaus Deutz, 1973), n.p. 
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Erdkunde |, Il, III (Geography |, Il, Ill), 1986 

Collage (photocopies, photographs), offset printing, 

felt-tip pen and pencil on paper 

723 panels, 70 x 50 cm each 

10 school wall charts with wooden stands 

In terms of basic structure, Hanne Darboven’s 

Erdkunde consists of three parts, each having an 

index, and 723 panels. Each panel in turn consists of 

four collaged sheets in A4 format (21 x 29.7 cm). For 

the composition of the panels, Darboven combines 

the written drawings that are so characteristic of 

her work with handwritten citations (transcribed from 

lexicons), copies of articles, photographs, and small 

display or wall charts. Also part of the work are ten 

large display or wall charts set on wooden stands. 

Alongside each sheet of written drawings on 

the first two index panels of the first part of the 

work, Darboven includes a black-and-white photo- 

graph showing a view of her studio. Visible in these 

images are a map, both rolled up and unrolled, a 

bust of Alexander von Humboldt, and additional ob- 

jects from the artist's collection. On the five succeed- 

ing index pages, Darboven combines her written 

drawings with citations from the entries for “Erde” (the 

Earth) and “Erdkunde” or “Geographie” (geography) 

of the Grosse Brockhaus Enzyklopadie (Large Brock- 

haus Encyclopedia). The quotations appear both in 

the form of handwritten transcriptions of the respec- 

tive lexicon articles and in the form of photocopied 

pages from the articles, which are collaged directly 

onto the panels. In addition to this linguistic reference 

to the universal scholar Alexander von Humboldt on 

the level of quotations, we also find a visual reference 

to the cofounder of geography as an empirical sci- 

ence, in the use of photographs of Darboven’s studio 

in which his bust can be seen. Both of these visualiza- 

tions define the work’s thematic superstructure. 

With the same compositional structure, the 

index of the second part displays black-and-white 

photographs showing exhibition views of Kulturge- 

schichte 1880 — 1983 (Cultural History 1880 — 1983) 

in the Musée d'Art moderne de la Ville de Paris 

on fourteen panel pages. On its first panel page, the 

index of the third part displays collaged pieces of 

paper bearing notes on the work’s structure, and on 
five additional pages, display or wall charts showing 

global technological achievements are displayed. 

In the contentual materials that follow each of 

the three indices, Darboven writes out her own 

encyclopedia of the world through a continuous enu- 

meration of places, objects, landmarks, things, events, 

and names. This registration resembles a subjective 

ordering of the world and the universe. In terms 

of structure and division into chapters, it relies on the 

layout of Kulturgeschichte 1880 — 1983 (pp. 230ff), and it 

can be read as an index of that work. 

Through the diverse forms of recording de- 

scribed above, Hanne Darboven characterizes 

a divergence between an object, a process, and its 

designation. At the same time, through the various 

forms of visualization and in combination with her 

written drawings, she reflects on the impossibility 

of naming and describing all of these objects and 

processes correctly in all of their density. Through 

these reflections, she also refers to the characteristics 

of large encyclopedias, which on the one hand cover 

a wide spectrum of themes, and on the other hand 

represent only an attempt to summarize the totality of 

knowledge. 

Although this work can be distinguished in 

structure and workmanship from Darboven’s concep- 

tual day calculations and calendar works, a common 

motivation can be detected behind both approaches. 

If the calendar emblematizes a fundamental unit of 

measurement for structuring time, then Darboven’s 

geography work stands for her undertaking of a 

registration of the world and its cultural history. After 

the system of “K-values” (for the German words 

Konstruktion [construction] and Kasten [box]) she has 

worked out in the calendar registrations and day 

calculations, Darboven appropriates another visual 

medium for grasping reality, through the quotations 

used in combination with a variety of visual media, 

technical artifacts, and objects all treated equally and 

collected and reproduced in this work. Similarly to 

the divergent forms of presentation of the “K-values,” 

the various media and forms of visualization in this 

work stand alongside one another on entirely equal 

terms, opening up—section by section—Darboven’s 

own perspective on this comprehensive theme. 

Nicole Krapat 
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Atta Troll, 1988 

Felt-tip pen on music score paper 

125 sheets, 29.7 x 21cm each 

Heinrich Heine’s epic poem is hung in five rows, 

each containing 25 sheets. Hanne Darboven trans- 

lated the literary work Atta Troll. Ein Sommernachts- 

traum (Atta Troll: A Midsummer Night's Dream) 

(1841/42) into a conceptual wall piece according to the 

system she developed beginning in the mid-1960s. 

Following its celebrated prototype, the piece is sub- 

divided into 8 sheets containing Heine’s preface 

and 117 sheets of verse adaptation—that is to say, Dar- 

boven’s specific translation of the poem into numbers, 

notes, and wavy lines.’ On a total of 125 music score 

sheets in DIN-A4 format (29.7 x 21. cm), which the artist 

had prepared especially for her work, 2 she reworked 

Heine’s poem in the mixture of number systems and 

wordless lines that is so typical of her approach. 

Darboven processed Heine’s socially critical 

epic poem by counting the individual words in 

every line of verse and—in keeping with her notation 

system—assigning each number a specific pitch, 

with O standing for D’, 1 standing for E’, 2 standing for 

F’, and so on. She then transferred these tones into 

the scale of the music score, filling the remaining 

space with wavy lines. This transformation of text into 

music, this “appropriative recopying,’$ is literally 

an adaptation of Heine’s text, a reprocessing of the 

literary model in a different medium. 

A recording of Atta Tro/l was produced as a 

supplement to the reprint of the book bearing the 

same title. Darboven recorded the work in 1997—not 

as an instrumental piece, however, as one might 

assume, given the use of music notation, but instead 

by reading the counted-out numerals of her own 

work. 

Agata Klaus 

1 The U-shaped wavy lines used in Darboven’s work beginning 

around 1970 are referred to variously in the literature: Joachim Kaak 

refers to “Schreiblinien” (written lines) in the essay “Hanne 

Darboven: 7 Tafeln, Il, 1972/73” (1997), initially printed in Hanne 

Darboven, John Cage, ed. Staatsgalerie moderner Kunst Munchen 

(Ostfildern: Hatje, 1997), pp. 12—37; reprinted in Hanne Darboven: 

Ein Reader; Texte zum Werk, ed. Zdenek Felix (Cologne: Oktagon, 

1999), pp. 106 — 127; Lucy Lippard calls them “brain waves” and “wave 

drawings” in “Hanne Darboven: Deep in Numbers,” Artforum 12 

(October 1973), pp. 35—39; and James Collins refers to them as 

“abstract following ‘u” in “Hanne Darboven, Leo Castelli Gallery, 

Downtown,” Artforum 12 (September 1973), pp. 83 — 87. 

In this case, the A form of the music score sheets was used, with 

the numbering beginning with the bottommost line. In the B form, 

the numbering begins with the uppermost line. 

Thomas Wagner, “Schreibe hinauf und schreibe hinunter, schreibe 

nach wie vor: Bewegung durch Schrift in der ‘Schreibzeit’,” in 

Hanne Darboven: Schreibzeit, ed. Bernhard Jussen, Kunstwissen- 

schaftliche Bibliothek 15 (Cologne: Verlag der Buchhandlung 

Walther Konig, 2000), pp. 85— 98, here p. 94. 

Appearing originally as the catalogue to the Darboven exhibition 

held in the Kunstmuseum Luzern, Lucerne, in 1975; a reprint with 

accompanying CD appeared in 1997, published by the Griffel- 

kunst-Vereinigung Hamburg under the title Hanne Darboven liest. . . 

(Edition der Griffelkunst-Vereinigung Hamburg). 
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Quartett »88< (Quartet »88<), 1988 

Antique wax store-window mannequin, clothed, without 

arms, ink, photographs, and offset lithography on paper 

745 sheets, 42 x 29.7 cm each 

Mannequin: 177.8 x 48.2 x 25.4 cm 

Darboven dedicates Quartett >88< (Quartet »88<) 

to four women who contributed greatly to the arts, 

literature, politics, science, and society in the early 

twentieth century: Marie Curie, Rosa Luxemburg, 

Gertrude Stein, and Virginia Woolf. Just under half of 

the 745 pages of this work are made up of Darboven’s 

customary date calculations for each day in 1988, 

in chronological order. An image of a mannequin 

representing a turn-of-the-century stenographer, 

standing next to a stenotype machine, is placed on 

the top left corner of each of these pages, with the 

numbers for the date and its sum represented as 

notes on a musical bar below. The rest of the page is 

filled with Darboven’s U-waves. On the date of each 

woman’s death, her own image replaces that of the 

mannequin. On the birth dates, a section of additional 

pages dedicated to the woman in question replace 

the customary calculation page for that date and 

interrupt the chronological flow, constituting another 

couple hundred pages of the work. Some of these 

pages include entries from the Brockhaus Encyclo- 

pedia which discuss the life and accomplishments of 

the woman, as well as entries from the Stein Cultural 

Timetable highlighting contemporaneous events. 

Some pages give the image of the woman on the top 

left, juxtaposed with the image of the mannequin on 

the bottom and more of Darboven’s calculations in 

the right-hand column. After the date calculations for 

1988, the last forty pages of the work depict Stein’s 

A Birthday Book on the top half of the page, with the 

corresponding dates on the bottom half. 

The image of the stenographer contrasts both 

visually and thematically with the quartet of women. 

The photograph of each woman, displayed on her 

death date and juxtaposed with the stenographer im- 

age on some of the pages in her birth date section, 

is a headshot, showing her shoulders and face against 

a neutral background. The stenographer, on the other 

hand, is shown full body, in Darboven’s studio-home. 

Despite this, the mannequin lacks the one body part 

that would allow her to actually perform her task 
of writing: her arms. Stenography and secretarial work, 
among the few jobs considered appropriate for 
women, were thought to be merely mindless, me- 

chanical, repetitive work, suitable to a woman’s pa- 

tience and attention to detail. While their male bosses 

were valued for their minds, women were seen as 

the bodies—the hands, the ears—that enacted the me- 

chanical labor mandated or envisioned by the male 

mind. The four women Darboven dedicates Quartett 

>88< to, in contrast, were valued for their intellectual 

contributions to society. Darboven’s writing, too, 

it is implied, is more than mere mindless, mechanical 

transcription. Indeed, Darboven considered herself 

to be first and foremost a writer, and it is no coinci- 

dence that two of the four women in the quartet (Stein 

and Woolf) were writers. 

Victoria Salinger 
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M Opus 26 Quartett, Rutherford/ Niels Bohr, Modelle 

1 bis 99 (M Opus 26 Quartet, Rutherford /Niels Bohr, 

Models 1 to 99), 1988/89, 1992 

22 volumes (9,817 sheets), 42 x 29.7 cm each 

517 work sheets, 42 x 29.7 cm each 

Index, handwritten notes, and transcriptions of models 

1 to 9, 29.7 x 21cm each 

Short story M1,1 - M9,99 (ca. 6,000 sheets), 29.7 x 21cm each 

Hanne Darboven referred to this work with the 

words “great theme, great work!,”' already alluding 

for the first time to the fact that this theme would be 

worked up in a number of different forms to assume 

her typical realizations: 1. as a logical realization of all 

99 models in 22 volumes on nearly 10,000 pages; 

2. as a workbook encompassing 517 work sheets; 3. as 

a musical score for a string quartet that would allow 

models 1 to 9 to become audible; 4. as a short story 

encompassing models 1 to 9, in which the written- 

out numbers, the so-called number words, would be 

reproduced using a typewriter on more than 6,000 

pages. With the memory of the physicists Niels Bohr 

and Ernest Rutherford, and of Bohr’s model of the 

atom, along with numerous cross-references in the 

form of notations, memories of Denmark, and the 

artist's own form of reducing numbers to their small- 

est parts, Darboven referred to this work as “a plea 

for the peaceful, economical use of atomic power.” 2 

The foundation of the work, which goes back to the 

constructions drawn in New York City in 1966/67, is 

the odd numbers from 1 to 99, which are run through 

undivided, each in three variants. Each number is 

fractionalized in up to 99 places. 

1. In an arrangement consisting of 9,817 pages 

in 22 volumes, organized in ring binders, Darboven 

arranged models 1 to 99. An introduction appears be- 

fore the first model begins with its counting; this 

is supplemented on the following pages by collaged 

materials. Darboven indicated the writing directions 

with “alpha” for horizontal and “beta” for vertical; M 

stands for model throughout. Appearing first are in- 

scribed postcards that show a mailman standing next 

to his bicycle in front of a half-timbered house. After 

the postcards comes a collage of notations, con- 

taining records, citations, photos, musical notes, and 

graphic elements. These are followed by the series 

of calculations. Before the beginning of each new 
model is a one-page introduction displaying the photo- 
graph of the model of the atom. 

2. The series of 517 work sheets also begins 

with an illustration of the model of the atom. This is 

followed by informational texts on Rutherford and 

Bohr. Appearing in a brief sequence are the artist's own 

photographs from Denmark, which form a transition 

to a large collage of notations. Found below this are 

notations with numbers and calculations, graphic 

elements, musical notes, and quotations. The follow- 

ing main portion of this part of the work consists of 

handwritten notations of figures in the form of num- 

bers and the corresponding calculations. Particularly 

through the beginning of this realization, it becomes 

clear that the collaged notations represent a kind of 

construction of the total work of art and its structures. 

3. From the beginning, the title Opus 26, with 

the added word Quartet, suggests that a musical 

setting also belongs to the work. Here, the setting is 

a string quartet, in the classical instrumentation 

with violins | and Il, viola, and cello. In a special visual 

form, we experience the direct juxtaposition of 

Darboven’s autographs—handwritten on HD pre- 

printed musical score paper—and Friedrich Stoppa’s 

first transcriptions, which are notated directly onto 

Darboven’s autographs. The concrete collaboration 

between these two musicians is conveyed in a special 

way, and depicted like a constructive dialogue. The 

ascending volume of notes from models 1 to 9 is also 

made visually comprehensible. The string quartet 

was premiered in its acoustic form on June 16, 1990, 

at the Kunsthalle Basel. 

4. The short story of models 1 to 9, finally, was 

produced in 1992/93: In a compilation of models 

1 to 9, Darboven writes out the figures 1 to 99 in the 

alpha version, as well as in the beta version; here, 

the numbers are written out as words. The counting 

continues up to the actual named number, also in 

written-out form, which results in the enormous vol- 

ume of some 6,000 pages. 

Florentine Gallwas 

1 Hanne Darboven, quoted in Ernst A. Busche, “Ausgewahlte Werke,” 

Hanne Darboven: Kinder dieser Welt, exh. cat., Staatsgalerie 

Stuttgart (Ostfildern: Cantz, 1997), p. 168 

2 Ibid. 
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Kurzgeschichte 
Kurzgeschichte 

M 3,6 
alpha 

¥ 04 eins zwei drei vier 
06 eins zwei drei vier fiinf sechs 
08 eins zwei drei vier flinf sechs sieben acht 

* 

05 eins zwei drei vier flinf 
Bata 06 eins zwei drei vier fiinf sechs 
3 07 eins zwei drei vier fiinf sechs sieben 

* 

a 06 eins zwei drei vier fiinf sechs 
06 eins zwei drei vier flinf sechs 
06 eins zwei drei vier fiinf sechs 

* 

beta 
04 eins zwei drei vier 
05 eins zwei drei vier fiinf 
06 eins zwei drei vier fiinf sechs 

* 
06 eins zwei drei vier fiinf sechs 
06 eins zwei drei vier flinf sechs 
06 eins zwei drei vier ftinf sechs 

* 

08 eins zwei drei vier ftinf sechs sieben acht 
07 eins zwei drei vier flinf sechs sieben 
06 eins zwei drei vier ftinf sechs 

* 

Sane - 422 - 

M | [@.[O&7F Jes aed fiw Sloped 

Ce) ge 

M Opus 26 Quartett, Rutherford/ Niels Bohr, Modelle 1 bis 99 (M Opus 26 Quartet, Rutherford / Niels Bohr, Models 1 to 99), 1988/89, 1992 

(details from the short story M1,1 - M9,99 and the handwritten notes for models 1 to 9) 
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Geigensolo, o. Op. 

(Violin Solo, without Opus No.), 1992 

Printing, pencil, and felt-tip pen on Darboven’'s 

preprinted music manuscript paper 

A form 

31.5 x 43.5 x 83cm 

Dated 1992, Geigensolo, o[hne] Oplus] (Violin 

Solo, without Opus No.) was composed during the 

phase when Darboven was occupied with the compo- 

sition of a number of chamber symphonies (Opuses 

38 to 41). Darboven’s notation is displayed in a unique 

form in juxtaposition with conventional notation 

on the treble clef. Although the artist left the task of 

notation in treble clef to the musician and transcriber 

Friedrich Stoppa as a rule, and later to the musicolo- 

gist Wolfgang Marx, she shows the translation here in 

her own handwriting. Displayed—or composed—is 

the date “22.2.92” (February 22, 1992), titled “Am Burg- 

berg Geigensolo, heute/today” and signed “h.d. + 

micky, hanne darboven.” Reproduced here as well 

is her famous trademark, a written-out and then 

crossed-through dash. The right and left sides of the 

page display the same composition. The difference 

lies in the notation: On the left, the composition is 

notated in the numerical positions 0 to 9, and on the 

right, in treble clef—although numbers remain visible 

underneath, on Darboven’s special preprinted music 

score paper. 

Here, the date 22.2.92 is composed as follows: 

Darboven positions 22 pairs of quarter notes on 

line position 2 (standing for the 22nd day), 2 pairs of 

quarter notes on position 0/2 (standing for February), 

9 pairs of quarter notes on position 0/9, and 2 pairs 

of quarter notes on position 0/2 (standing for the year 

1992). These are followed by a dash epilogue consist- 

ing of 12 pairs of quarter notes on position 3/5. It can 

be seen from Darboven’s autograph that this compo- 

sition is in A form. This is the form in which Darboven 

numbers the musical staves ascending from 0 to 9. 

The B form would involve numbering the staves de- 

scending, which she however does not carry out in 

this composition. Unique to this work is not just the 

treble clef notated by Darboven by hand, but also 

the handwritten specification of the meter (here C, 

that is, 4/4), and the hand-drawn bar lines associated 

with it. 

Florentine Gallwas 
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Fin de Siecle - Buch der Bilder (Fin de Siecle - Book 

of Pictures), 1992/93 

520 work sheets, 29.7 x 21cm each 

42 picture panels, 50 x 70 cm each 

54 albums, 40 x 60 cm each 

The work Fin de Siécle - Buch der Bilder (Fin 

de Siécle - Book of Pictures) consists of three ele- 

ments: 

The first part is comprised of 520 pages that 

are structured into two sections and installed on the 

wall in frames. Darboven performed day calculations 

for the years 1988 and 1989, structured by month 

(|— XII), according to her typical system. The calcu- 

lations—for 1988 in words and numerals in the form 

of a square, and for 1989 noted as numerals only—are 

preceded by an index page (and a further title page) 

as well as 42 pictorial motifs from Bilddokumenta- 

tion >78< (Picture Documentation >78<); in this work, 

Darboven had combined objects from her collection 

from the categories of “history,” “intellectual develop- 

ment,” and “technical development.” The title page 

gives an indication of what Bilddokumentation >78< 

concerns. Here, the artist made a formula-like note on 

a postcard: “History takes place by itself, that is histor- 

ical time —[Evolution].-; intellectual history, technical 

history} what humankind did:—mutual influence—man 

and machine.” Thus her theme is human evolution 

and an appreciation of history, which she renders 

visible based on concrete things. 

The 42 picture panels in the second part have 

each been collaged out of 3 pictorial elements; the 

central motif is always a labeled, categorized, and 

numbered illustration from Bilddokumentation >78<. 

In the upper right corner Darboven mounted the 

“Ubiquist” card Burgberg and a further photograph 

that features an object in her studio. As in many of 

her works, what she did here was to weave major 

historical questions into her own biography. What is 

interesting is that here she did this almost exclusively 

on the visual “object” level. 

The third part is made up of 54 albums, which 

are in turn divided into 4 sections. The strikingly 

patterned red-and-white pages of the ring-bound 

“picture books” take up the ornamentation on the 

cover of an Insel edition of Rainer Maria Rilke’s The 

Book of Pictures. Photographs of four pages from 

Darboven’s edition of the volume of poetry have 

been collaged onto each page of the first album.! In 
another 4 albums, labeled “Workbook 88, Ist and 2nd 

Part” and “Workbook 89, Ist and 2nd part,” she placed 

photographs of her 188 work sheets. The main part 

comprises 48 albums that make reference to the years 

1988 to 1999. Borrowing from the structuring of Rilke’s 

books, the albums are subdivided into two parts, 

each with two subchapters. Here she inserted pho- 

tographs of her notes, objects from her studio, and 

her day calculations in the form of U-waves, as well 

as their transcription into music, into the albums. The 

last album, “Epilogue, 1st Part/2nd part,” is made up of 

a pictorial motif and photographs of a series of notes 

from 1992, such as, for example, “nobody is perfect.” 

Parallel to working on Fin de Siecle - Buch der Bilder, 

in 1989 and 1990 Hanne Darboven also transcribed the 

work into the symphony Fin de Siecle, Opus 27. 

Darboven, who had concerned herself with 

Rilke since 1988, made reference to him in multiple 

respects. Rilke’s poetry is objectified in The Book of 

Pictures, in particular after he also integrated more 

recent “thing poetry” into the second edition from 

1906. Although there are no doubt great differences 

between Rilke’s art nouveau/fin de siecle aesthetics 

and Darboven’s mathematical poetry, like Rilke, she 

started out from the essence of things—above all 

in her use of images which she assigned to a larger 

developmental context. Last but not least, in her work 

with the years 1988 (which is when the preliminary 

work began) and 1999, she also dealt with the decade 

before the turn of a century. The heightened aware- 

ness of the passage of time, which inspired the fin de 

siecle artists to create particularly expressive works, 

is also the mainspring of Darboven’s Fin de Siécle - 

Buch der Bilder and thus presages an intellectual 

affinity beyond time and style. 

Anna Schneider 

1 Hanne Darboven bought the 1923 edition published by the Insel 

Verlag from a used bookstore in 1988. It contains an entry by its 

former owner, written in 1928, which she takes up in her work 

as the period from 1928 to 1988. See Elke Bippus, Hanne Darboven: 

Kommentiertes Werkverzeichnis der Bucher (Cologne: Verlag der 

Buchhandlung Walther Kénig, 2002), p. 101. 
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Erfindungen, die unsere Welt verandert haben 

(Inventions That Have Changed Our World), 1996 

Typewritten manuscript, pen and ink, photographs 

1,341 sheets, 29.7 x 21cm each 

Display case, 205 x 25 cm (with 10 figures) 

Each section of this work is dedicated to a 

separate inventor and his invention, as well as to a 

particular decade: 

i200 19.09: 

the printing press, Johannes Gutenberg 

F710 1919: 

the telescope, Galileo Galilei 

1920 —1929: 

the steam engine, James Watt 

1930 —1939: 

the camera, Louis Daguerre 

1940 —1949: 

the X-ray, Wilhelm Rontgen 

IDO leo, 

the phonograph, Thomas Edison 

1960 —1969: 

the wireless telegraph, Guglielmo Marconi 

1970 —1979: 

the telephone, Alexander Graham Bell 

1980 —1989: 

the automobile, Gottlieb Daimler 

1290 1909. 

the airplane, the Wright brothers 

The work is based on a set of ten souvenir figu- 

rines of these inventors, made of tin and produced 

by the German Technical Museum in Munich in cele- 

bration of its seventy-fifth year in existence. The 

figurines themselves become a part of Darboven’s 

artwork both as images and as the actual objects dis- 

played in a vitrine. The calculations for each date in 

the decade are separated by month and punctuated 

with title pages including the image of the vitrine, as 
well as pages with the image of the specific figurine 

for that decade and quotations from the Brockhaus 

Encyclopedia. 

Even though the individual inventors for each 

decade were chosen by the museum and not by 

Darboven herself, it is not surprising that these figurines 

would appeal to her. For many of their inventions 

represent technological advances in transportation 

and communication, two themes important to the 

artist’s life and work. When Darboven first moved to 

America in 1966, she traveled via ship. Around this 

time, advances in jet-powered aviation began to make 

commercial flights, and thus international travel, 

faster and more affordable. Darboven and her peers 

exhibited and exchanged artworks and ideas across 

oceans, and it is in part such technological advances 

in transportation that made this possible. 

Darboven describes her turn to numbers and 

date-calculations as a way to “write without describ- 

ing” (schreiben ohne zu beschreiben), to present the 

flow of time visually without prioritizing particular 

dates over others and without falling prey to the inad- 

equacies of ordinary descriptive speech, to the associ- 

ations and prejudices that cannot be separated from 

it. Even so, what she calls her mathematical prose is 

a form of communication that works differently from 

words, and the possibility of communication is very 

much an interest of hers. Of the inventions honored 

in this work, the printing press in particular is a re- 

curring image in Darboven’s work, also appearing in 

Milieu >80<. 

Victoria Salinger 
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Kontrabasssolo, Opus 45 (Contrabass Solo, Opus 45), 

1998 — 2000 

1 black-and-white photograph, 42 x 29.7 cm 

420 panels, 42 x 29.7 cm each 

3,478 panels, 29.7 x 21cm each 

Numerals (felt-tip pen on tracing paper): Hanne 

Darboven introduces her Kontrabasssolo, Opus 45, 

No. 1a/A bis No. 42a/A (Contrabass Solo, Opus 45, 

No. 1a/A to No. 42a/A) with a cover sheet: a photo- 

graph showing a skull in a glass display case. Only then 

does the actual work begin: 420 panels contain a 

total of 42 chapters, each covering 10 sheets of paper. 

The first page bears the remark that the horizontal 

coordinates refer to Opus 45 itself, while the vertical 

coordinates refer to the previous work, Sextett, Opus 

44 (Sextet, Opus 44). The actual system of coordi- 

nates for this work consists of six horizontal and ten 

vertical positions, all of them displaying handwrit- 

ten numerals from 1 to 6 and from 1 to 10. The actual 

counting—within the system—appears similarly. 

In her calculations, Darboven begins in Chapter 1a/A 

with the checksum 2, the number that stands for 

the first day of a century (01.01.00). From chapter to 

chapter, she proceeds with her calculations one 

number at a time. At the end of the work, at Position 

10 in Chapter 42 a/A, she finally concludes with the 

checksum 61, the number that stands for the last 

day of a century (31.12.99). 

Number words (written on paper): on 3,478 

panels, the previous principle is taken up and imple- 

mented in a variation using written-out numbers. 

All positions recognizable in the first part of the work, 

and executed there in handwritten numerals, are 

recapitulated now as written-out number words. In 

the 42 chapters, the counting and the visual prolif- 

eration of written-out number words is reinforced by 

the augmented counting from 1 all the way to the 

actual initial number. This results in the inconceivable 

visual volumes of the number words, which, in terms 

of content, recapitulate the checksums executed 

previously as handwritten numbers. 

Florentine Gallwas 
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Opus 45 

Kontrabasssolo 

No0la/No01A 

10. 

001002003004005006007008009010 
eins zwei drei vier finf sechs sieben 
eins zwei drei vier flinf sechs 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier fiinf sechs sieben acht 
eins zwei drei vier fiinf sechs sieben 
001002003004005006007008009010 
eins zwei drei vier fiinf sechs sieben acht 
eins zwei drei vier finf sechs sieben 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier fiinf sechs sieben acht neun 
eins zwei drei vier fiinf sechs sieben acht 
001002003004005006007008009010 

eins zwei drei vier flinf sechs sieben acht neun 
eins zwei drei vier flinf sechs sieben acht 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
eins zwei drei vier flinf sechs sieben acht neun 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
eins zwei drei vier fiinf sechs sieben acht neun 
001002003004005006007008009010011012013014015016017018019020 
021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 
061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
001002003004005006007008009010 

eins zwei drei vier flinf sechs sieben acht neun zehn 
elf 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
* 

eins zwei drei 

Opus 45 

Kontrabasssolo ee 
No0la/No01iA 

10. 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zw6lf 
eins zwei drei vier fiinf sechs sieben acht neun 
001002003004005006007008009010 
eins zwei drei vier ftinf sechs sieben acht neun zehn 
elf zw61lf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 
anzig dreiundzwanzig vierundzwanzig flinfundzwanzig s 

echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig dreissig 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier filnf sechs sieben acht neun zehn 
elf zw6lf dreizehn 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
001002003004005006007008009010 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 
anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 

echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig dreissig einunddreissig 
eins zwei drei vier filnf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn ftinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig dreissig 
001002003004005006007008009010011012013014015016017018019020 
021022023024025026027028029030031032033034035036037038039040 
041042043044045046047048049050051052053054055056057058059060 
061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
* 

eins zwei drei vier filnf 
eins 
001002003004005006007008009010 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

Sb, 

Opus 45 

Kontrabasssolo 

No0la/No01A 

eins 
001002003004005006007008009010 
eins zwei drei vier filinf sechs sieben acht neun zehn 
elf zwolf 
eins zwei drei vier finf sechs sieben acht neun zehn 
elf 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier 
eins zwei 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn 
eins zwei drei vier flinf sechs sieben acht neun zehn 
elf zw61lf 

001002003004005006007008009010011012013014015016017018019020 
021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 
081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier finf 
eins zwei drei 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwélf dreizehn 

001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 
041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier flinf sechs 
eins zwei drei vier 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zwé1f dreizehn vierzehn fiinfzehn 
eins zwei drei vier ftinf sechs sieben acht neun zehn 
elf zw6lf dreizehn vierzehn 
001002003004005006007008009010011012013014015016017018019020 

021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier fiinf sechs sieben 
eins zwei drei vier finf 
001002003004005006007008009010 
eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zw61f dreizehn vierzehn fiinfzehn sechzehn 
eins zwei drei vier fiinf sechs sieben acht neun zehn 

Sey 

Opus 45 

Kontrabasssolo 

No01a/No01A 
anzig dreiundzwanzig vierundzwanzig flnfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig dreissig einunddreissig zweiunddreissig 

eins zwei drei vier flinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fltinfundzwanzig s 

echsundzwanzig siebenundzwanzig achtundzwanzig neunu 
ndzwanzig dreissig einunddreissig 

001002003004005006007008009010011012013014015016017018019020 
021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 

eins zwei drei vier flinf sechs 
eins zwei 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zw6lf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 

echsundzwanzig siebenundzwanzig achtundzwanzig neunu 
ndzwanzig dreissig einunddreissig zweiunddreissig dar 
eiunddreissig 
eins zwei drei vier flinf sechs sieben acht neun zehn 
elf zwé1lf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 
ndzwanzig dreissig einunddreissig zweiunddreissig 
001002003004005006007008009010011012013014015016017018019020 
021022023024025026027028029030031032033034035036037038039040 

041042043044045046047048049050051052053054055056057058059060 

061062063064065066067068069070071072073074075076077078079080 

081082083084085086087088089090091092093094095096097098099100 
eins zwei drei vier fiinf sechs sieben 
eins zwei drei 
001002003004005006007008009010 

eins zwei drei vier fiinf sechs sieben acht neun zehn 
elf zw61lf dreizehn vierzehn ftinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 
anzig dreiundzwanzig vierundzwanzig flnfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 
ndzwanzig dreissig einunddreissig zweiunddreissig dr 
eiunddreissig vierunddreissig 
eins zwei drei vier flinf sechs sieben acht neun zehn 
elf zwélf dreizehn vierzehn fiinfzehn sechzehn siebze 
hn achtzehn neunzehn zwanzig einundzwanzig zweiundzw 

anzig dreiundzwanzig vierundzwanzig fiinfundzwanzig s 
echsundzwanzig siebenundzwanzig achtundzwanzig neunu 

ndzwanzig dreissig einunddreissig zweiunddreissig dr 
eiunddreissig 
001002003004005006007008009010011012013014015016017018019020 

= Oe 

Kontrabasssolo, Opus 45 (Contrabass Solo, Opus 45), 1998 — 2000 
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Ohne Titel (Kastchenmodelle ABC) 

(Untitled [Box Model ABC]), 2007 

Plywood on medium fiber plate 

A: 42 models, 7 x 38 x 50 cm 

B: 60 models, 7 x 62 x 50 cm 

C:19 models, 7 x 50 x 50 cm 

The untitled wooden models fabricated for 

Hanne Darboven by her close coworker Jorg Weil 

near the end of her career are part of her return to the 

abortive sculptural projects of her two-year sojourn 

in New York City at the end of the 1960s. Like the 

Modelle New York (New York Models), which were 

completed at the same time, Darboven’s untitled 

models use her drawings—here, the full range of per- 

mutations comprising her calendrical system—as 

the basis for a set of sculptural constructions. The 

models are neither the first nor the only product 

of this reflection on her forty years of calendrical work. 

Prior even to the fabrication of the Modelle New 

York (pp. 164ff), Darboven’s Existenz and the publication 

of her letters, Briefe aus New York 1966 —68 an zu 

Hause,' betrayed a meditation on the formative years 

of her career. These projects incorporated the artist's 

datebooks and letters of the late 1960s into the 

framework she had developed in the intervening years. 

And while the system of calendrical writing allow- 

ed Darboven to appropriate extant traces of the 

past as artworks, the models revived an abandoned 

possibility. Darboven had not conceived of translat- 

ing her drawings from two to three dimensions since 

1968, when the elaboration of her calendrical system 

seemed to shift the formal imperative of her work 

from the spatial-architectural to the iterative-dura- 

tional register once and for all. A relatively straightfor- 

ward task for the Modelle New York, which could rely 

on the precedent of the paper models executed in 

1967, three-dimensional construction becomes more 

complex when applied to duration-based structures. 

The familiarity of the forms presented in the Kastchen- 

modelle ABC should not prevent us from recogniz- 

ing the paradox of their appearance as physical contain- 

ers, wholly separate from the enumerative inscription 

that had always produced them. Although Darboven’s 

system remained a constant in her oeuvre, it appeared 

as a regularity within a generative process rather than 

a given, pulsating “between more or less known and un- 

known limits,” as she explained to Lucy Lippard in 

1968.2 With her wooden models, these limits cease to 

be the product of a strictly defined set of operations 

and attain the status of a form—an object, even. The 

aspects of her practice that ventured onto the “more 

or less known and unknown’ terrain in which con- 

sciousness and practice determine one another had, 

after four decades, entered into the domain of knowl- 

edge. The models possess a finality that marks them 

not as late, but as last works. Exhibited horizontally, 

as they are stored, the raised boxes of the models no 

longer await the incessant inscription of the artist’s 

presence, but the dust and detritus of the physical 

world. 

Samuel Johnson 

1 Hanne Darboven, Briefe aus New York 1966— 68 an zu Hause 

(Ostfildern: Cantz, 1997). 

2 “Statement to Lucy Lippard,” Lucy R. Lippard papers, Archives of 

American Art. Quoted from Conceptual Art: A Critical Anthology, 

ed. Alexander Alberro and Blake Stimson (Cambridge: MIT Press, 

1999), p. 62. 



Ohne Titel (Kastchenmodelle ABC) (Untitled [Box Model ABC]), 2007 



882 

coied ARLULEs $90 OES 
puaweke grintake pebus 
ves 

pin teeend & 
ad tagan ied Ph Ae Rake Ma edd 

hag pies Sikes 
rae e | 
Perrney fe ie 

lua dake RECSAAGRE Pane aathe peee heey 
feagadagad Ue kaashe ad 
FT APRs FREDY aah oS 
4 ra 

——~ . & 

THe US ELAM 
iagusnes fe 

LAbe hen FEAR LAGEoe RED AEEE 
Lsaietece Lasteneyed Datateee 
BSAGLIAG SY SANGRE EASE DASUIAAL 
Piassesh  Ehacabers PITAL 

high is + 
Tere hence aly 

feast erry 

: FRVEELILIGe PARC RARE? FA LKAAME SS t j 

Mee He $A PACER SERENA Shinde nt iin te 
ke ore) iss. Habit t 

is tal 
o 

hash teterge 

ie 

cu 
sy 
a8 
$7 43 

REC MEE EE REPRESS aedee ath PONR isd es Otte 
Vgadbshiad IAF ade Mahi eeeyal AAS Pebrecets ll tt 

ae : i Heats ' fi tibed 
tee va 

oh 
t 

BE biverdeise patrete 
LUNs AU 



ued peed iay eet Cyn CPR MOT Pee es. 
Rr Spliognee Chephetcs 4 ee iF zuey P + P 

pel Pi fe A } 4 gteeader paw aa8 A [re ROMA Windcaitad #4Rede? 7 

f 5* 

(treet reese! biegatee 
Rohe pshegh passe tape 
POEL. Semen 

RRMMI Ree Ee FPPC REEISE | 
PVASATATAD TIER RTCA 8, 
ju pore 

BF PRAGA OR 
Ad feedemeRee paies 
Beene 

acaad bis 
ay ae 

AAADAALEEY guar oie? f tae pee bg heed buds pozee 
¢ 

yas Pie Ph hEtdee LOEW SOPEAASE BOUTEDE «A ies 
pisdi STMR RE cee shades ea feaeale 1 Ahi 

at AeA Se 
Be ME a 

brah) Pals 

fs 

ful 

Mine oo 
He 

! 
i : W: 

eer ek 

Ohne Titel (Kastchenmodelle ABC) (Untitled [Box Model ABC]), 2007, Haus der Kunst, 2015/16 

lies i 

9020 



062 

ms 

Wp 

Tet 
rae a 

i ! 

wy 
Li 

i Pai uA 

rane Rep sean 

Ohne Titel (Kastchenmodelle ABC) (Untitled [Box Model ABC)), 2007, Am Burgberg, 2015 (detail) 
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Music Room 

Diverse materials and objects, 

various dimensions 

The family home with studio “Am Burgberg’ in 

the Harburg district of Hamburg, in which Hanne 

Darboven lived and worked following her return from 

New York, is a self-contained cosmos, an encyclope- 

dically arranged collection of objects. She gradually 

moved into all of the home’s rooms, filling them with 

her collected objects, her work, her life. After she had 

turned each room in her family’s historical house into 

museum territory, she extended the exhibition and 

living space with an addition. Every room and every 

desk is therefore testimony to a specific phase in 

the artist's creative work, because whenever a room 

was completed, she left it in order to continue with 

another. The studio “Am Burgberg’” therefore provides 

unique insight into the temporal and spatial position- 

ing of the artist, in particular since it constitutes a 

seemingly stark contrast to the rigor of her works on 

paper. 

In this respect, the music room is a special 

space, since unlike most of the rooms in the house it 

is not a working space, but the family’s former living 

room, complete with an open fireplace and hunting 

trophies accumulated by the artist’s father. Darboven 

transformed the large dining table into a place de- 

voted to music. Her collection of instruments forms the 

thematic focus—she arranged these instruments sys- 

tematically in groups, supplementing them with other 

objects, curiosities, photographs, and documents. 

The group of musical instruments on the long 

wooden table primarily includes plucking or stringed 

instruments (a mandolin, a ukulele, a lyre, an imitation 

Stradivarius, a zither, a lute), as well as a melodica and 

a book of children’s songs, on which lie a glockenspiel 

and thirteen blocks with letters of the alphabet. These 

are supplemented by music-related documents and 

correspondence with Wolfgang Marx (her second 

transcriber) from the early years of the twenty-first cen- 

tury, as well as Hanne Darboven’s obligatory ashtrays, 

several pencils, two candleholders, a number of deco- 

rative plates, and wooden sculptures from Africa. 

If nothing else, the arrangement with what are in part 

historical instruments is reminiscent of a still life ded- 

icated to music. 

Smaller groups of musical instruments are lined 

up around the central motif of the music table. One 

of them brings together a cembalo, a clavichord, and 

a xylophone. Next to this group is an Asian gong with a 

symphonia and an accordion. Somewhat removed 

from them is a group of instruments that are crucial 

for Darboven’s compositions: the contrabass, the 

cello, a miniature version of a violin including a violin 

case, and music stands, as well as a flute cover, sheet 

music, and a book on a spinet. Darboven continued 

her study of musical instruments with a group of 

percussion instruments, from a timpani, tambourine, 

and maracas to a sousaphone, a trombone, a rain 

stick, and a metal glockenspiel which was often used 

for parades or marches; last but not least, the theme 

concludes with the figure of a black male menial 

servant. A group of objects beginning at the other 

side of the former dining table unites various glocken- 

spiels with an oversized Swiss Army knife and family 

photographs. Directly alongside that is an electric 

piano as well as—meaningfully—Darboven’s mother’s 

grand piano, on which the sculpture of an eagle with 

outstretched wings has been placed. Below its wings 

are two framed photographs. 

Hanne Darboven’s impressive collection fans 

out the various instruments as if it were an organolog- 

ical study: from historical to contemporary keyboard 

instruments, stringed and plucking instruments, brass 

and woodwind instruments, percussion instruments, 

and so on. However, as is also the case for her works 

on paper, she always adheres to her own principle. 

She brought together different worlds of ideas, classi- 

cal canons of knowledge, with the peripheral or 

the personal, the anecdotic. She united a myriad of 

voices that initially give the impression of a chaotic 

cacophony yet gradually present themselves as 

a complex cosmos. In Darboven’s system of coordi- 

nates and constructed conversations, each object 

retains its space (of meaning); at the same time, rela- 

tionships and links become distinguishable. 

Anna Schneider 
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1968 —77. New York, 1969 

1 volume (white cardboard binding), 90 sheets 

Copy printing (ink on graph papen), 20.3 x 27.2 cm 

Edition: 5 copies 

Shortly after returning to Germany from New 

York, Hanne Darboven produced her first book. 

She did so by photocopying pages from her 1968 

work 1968 — 77. New York (138 pages, 2 x 42 in hori- 

zontal format, 53 indices and 1 title sheet). 

The book displays no bibliographical data: 

absent are the title, author's name, year, and place of 

publication. Of the 140 original pages, only 90 are re- 

produced in the book. Darboven omitted the indices 

and the century calculations present in the original. 

The book 1968 — 77. New York displays two of the 

concepts Darboven developed in order to represent 

the frequency of the same “cross sections’ (“quer- 

schnitte”) and to allow the mesmerizing regularity 

of her system to become visible. This is achieved 

through the summarization of the data having the 

same checksum values (“querschnitt”) in columns. 

With the term “cross section” (querschnitt), 

Hanne Darboven referred to the checksum calculation 

of a date according to a principal she had practiced 

since 1968. She treated the double-digit numbers 

of the days and months as units, and split the last two 

numbers of the year into two figures, adding them 

separately. The century is omitted. Accordingly, 

29.4.1941 (April 29, 1941), for example, is added as 

29+4+4+1=38. Darboven also referred to the 

“cross section” as “K” (K = Konstruktion [construction] 

or Kastchen [box)). 

The first five pages of the book 1968 — 77. New 

York consist of indices which register in compressed 

form that which is displayed graphically in the follow- 

ing presentations. Line by line, the indices assemble 

the “cross sections” or K-values of the individual dates 

of the years 1968 to 1977 and register the frequency 

of their appearance. Standing in the first line, for ex- 

ample, are the numbers 16-17-9-10-11-12-13-14-15-16, 

which represent the checksums of the respective first 

days of the years 1968 to 1977 (1.1.68 [1+ 1+ 6 + 8], 1.1.69 

[1+1+6 +9], 1.1.70, etc.). These checksum construc- 

tions appear only once in each year, and Darboven 

notated this following the equal sign with “1 x.” The 

second construction appears twice, the third three 

times, and so on. Each of the K-values 27-28-20-21- 

22-23-24-25-26-27, which Darboven assembled 

in the twelfth line, are assigned respectively to 12 date 

calculations. For example, the checksums for the 

following dates: 12.1. 11.2., 10.3., 9.4., 8.5., 7.6., 6.7,, 

5.8., 4.9., 3.10., 2.11., and 1.12, for the year 1968, always 

result in the “cross section” 27. Darboven enumerated 

the individual lines with checksum constructions 

(No 1to No 42). Finally, she notated the number of the 

days of the year and then indexed the elaborate 

presentation: 2 rectangles, captioned “No 1—No 42,” 

indicate that what follows deals with the frequency 

of the checksum constructions. The presentation 

is oriented to the format of the sheet and its segmen- 

tation (squares). The placement of the boxes corre- 

sponds to the year 73, which is specified on the 

previous page and provided with a day figure. Be- 

tween the two boxes, Darboven leaves 12 squares of 

the subdivided sheet empty, so that the two rectan- 

gles she has drawn correspond to the first and twelfth 

positions. The first and twelfth positions refer to 

the first and last checksums of the year 73: 1.1.73 and 

31.12.73, at the same time, the span of 12 also corre- 

sponds to the highest frequency of identical con- 

structions (“cross sections’). 

The following sheet now introduces the detail- 

ed presentation. The 10 adjoining rectangles labeled 

with “No 1,” which have the dimensions 1 square by 

7 squares in 2 rows, repeat the first line of the index 

in a manner that makes time representable as duration. 

On the following sheets, the rectangles increase in 

frequency of appearance correspondingly. Sheet “No 

12,” which relates to the abovementioned K-values 

27-28-20-21-22-23-24-25-26-27, displays a rectangle 

12 squares in height. The last sheet of this graphic 

presentation shows “No 42,” which stands for the con- 

structions of the last days respectively of the 10 years, 

for which reason the rectangle is positioned in the 

twelfth place. 

The second manner of visualization accentuates 

the construction, not the frequency of its appearance: 

In columns, the dates are registered with the same 

checksum values. The 10 columns, again, stand for the 

10 years, and page by page, the number of the dates 

having the same checksum values increases up to 12, 

before falling back down to 1. 

Elke Bippus and Ortrud Westheider 
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Diary NYC February 15 until March 4, 1974, 1974 

1 volume, 135 sheets 

Copy printing (ink on paper), 23.4 x 31.6 cm 

Castelli Graphics, New York, and Gian Enzo Sperone, Turin, 1974 

Edition: 1,000 copies 

In this book, consisting of four parts, Hanne Dar- 

boven introduces identical and nonidentical repe- 

titions. Each day of the time period specified by the 

title is presented in linear notation, U-waves, written- 

out numerals, and checksums. The linear notation 

proceeds to the highest checksum value of the month 

—for February up to 41 (28.2.74), and for March up to 

45 (31.3.74). The U-waves and written-out numerals 

inscribed on the lines correspond to the respective 

checksum values of the date calculations. 

These date calculations are presented in the 

following manner: Two dates are notated on each 

page. Each date is displayed in a double fashion (as 

U-waves and as written-out numerals), and each 

page is in turn repeated identically, so that the front 

and back sides display the same page number and 

the same contents. Each date is displayed in this way 

on 4 different sheets (= 8 pages). The transition to 

the subsequent date takes place through overlapping 

(consequently, 15.2. and 4.3. are displayed on only 

2 sheets, that is to say, on 4 pages). 

The book visualizes the time period from 15.2. 

to 4.3. a total of four times: initially beginning with 

15.2. and advancing to 4.3., in English (“today” and 

“onetwothree ...”), then, beginning on page 34, with 

the mirror form of these day calculations, that is 

to say, from 4.3. and falling back to 15.2., in German 

(“heute” and “einszweidrei ...”). Thereafter, these two 

parts (that is, the first half of the book) are repeated, 

with a change of language, however: The day calcu- 

lations from 15.2. to 4.3. are presented first in German 

and then in English. This results in the following 

picture: I,1 = Engl./ascending; |,2 = Germ./ declining; 

Il,1= Germ./ascending; Il,2 = Engl./declining. 

Elke Bippus and Ortrud Westheider 
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El Lissitzky (Kunst und Pangeometrie) 

(El Lissitzky [Art and Pangeometry]), 1974 

1 volume, 82 pages 

Offset printing, colored panels (black, red, green, and blue felt-tip pen) 

31.2 x 23 cm (double-sided) 

Published by Daled, Brussels, Hossmann, Hamburg, Yves Gevaert, 

Société des Expositions Brussels, Edition: unknown 

With the book E]/ Lissitzky (Kunst und Pangeo- 

metrie) (El Lissitzky [Art and Pangeometry]), Hanne 

Darboven positioned her work for the first time in re- 

lation to an earlier artistic position. The statement 

by El Lissitzky that appears on the cover is from the 

texts 1924 - ¥ + co - = Nasci and K. und Pangeometrie 

(1925).1 K. und Pangeometrie (Art and Pangeometry) 

is central to Lissitzky’s theoretical reflections. In it, he 

formulates his efforts to translate the abstract, spiri- 

tual utopia of Suprematism into the concrete utopia 

of an emancipatory transformation of social and 

material reality by using the resources of artistic per- 

ception and spatial organization. 

In K. und Pangeometrie, Lissitzky deals with the 

revocation of monocular perspective and analyzes 

the connection between number systems and art. That 

is to say, he is preoccupied with themes to which 

Hanne Darboven has been devoted in her artistic work. 

Darboven’s El Lissitzky (Kunst und Pangeome- 

trie) is divided into two sections. Both are presented 

in the index, which opens the work and which com- 

bines graphic, mathematical, and textual symbols: 

emphasized in the first part are the numbers 2 and 61— 

that is to say, the smallest and the largest checksum 

constructions of a century. Moreover, Darboven has 

notated the date of inscription for each sheet and 

specified the period of time for which the date calcu- 

lations were produced (“OO # 99”), and finally, with 

the formula “19 x 42 ablaufe” (19 x 42 procedures), she 

registered the number of inscribed sheets and the 

number of the various checksum values for a century. 

In the second part, the numbers 2 and 25, as well as 

the words “spring, summer, fall, winter,” acquire signif- 

icance; Darboven arrived at the number 25 by adding 

each individual digit of the date 31.12.99. 

On 19 pages of indices, Hanne Darboven sum- 

marized the dates of the same “cross sections” for 

the first and last days of every year in a century. In the 

second part, labeled “Arbeit = ansicht” (Work = view), 

she inscribed the respective checksum values in a 

grid of 42 fields. A diagonal connects the lowest check- 

sum, located in the uppermost left field (6) with the 

highest checksum of a year, located in the lowest 

right field (47), thereby transecting the rectangle of 

numbers formed by the fields. 

The presentations visualize various concep- 

tions of time: The tabular presentation displays time 

as a succession, and the dates follow one another 

continuously. In the squares, Darboven linked the 

checksum values to one another, thereby generating 

a spatial conception of time. 

The drawing that forms page 45 of the cata- 

logue book joins the two parts of the work, which the 

artist refers to here as “buch” (book): this page is rhyth- 

micized by thin and thick lines, colored and black 

lines, black surfaces and geometric forms, allowing 

individual parts to emerge and guiding the (re-) 

constructed vision of the beholder, who attempts to 

comprehend the system. In an elongated black 

box, which appears along the upper edge of the sheet 

as a caption, are the words: “1. buch |, Il, 2. buch Ill, IV 

und (gedichte)” (1. book I, Il, 2. book III, IV and [poem]). 

Two rectangles of numbers, on top of which a star- 

shaped pattern has been inscribed, fill the greater part 

of the sheet. They are separated from one another 

by a black line and the words from the index sheet: 

“spring, summer, fall, winter.” This boundary line is 

traversed by a thick black arrow, which creates a con- 

nection between the first and second number charts. 

Standing out on the right-hand third of the page 

is the word “Arbeit” (work) and, also star-shaped, the 

word “Alnlsicht” (view); the two words are linked by 

an arrow. The page concludes with the words “gedichte” 

(poem) and “form” (form), found along its lower edge. 

With the names of the seasons, an ever re- 

curring, cyclic temporality is referred to. In contrast, 

the terms “buch” (book) and “gedichte” (poem) re- 

call literary descriptions of time. With the word “form,” 

Hanne Darboven reflected on her own procedure: 

By registering the dates in a chronological, tabular 

succession, and simultaneously in reduced form 

as the juxtaposition of the checksums in the number 

charts, she generated a form for time. 

Elke Bippus and Ortrud Westheider 

1 The text appeared for the first time in the magazine Merz 8/9 

(April/ July 1924). 
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80€ 

AG7Z5M1O 75 

1 volume, 80 sheets, paperbound, double-sided, glue binding, copy 

printing (ink on paper) 

30.2 x 21.4 cm 

Hamburg: self-published by Hanne Darboven 

Edition: 100 copies 

1975 is the first publication that documents 

Hanne Darboven’s work with literary texts. She began 

this textual activity in 1971 with a transcription of 

Homer's Odyssey. The calendar book 1975 is the first 

book she prepared as a component of Schreibzeit 

1975 — 1981 (Writing Time 1975 — 1981). Other compo- 

nents followed, including Textes de Charles Baude- 

laire. 

Typewritten on the inside of the cover is the German 

text: “Diese Arbeit ist ein freier Beitrag von mir -; 

Diese Arbeit kann kommerziell nicht gehandelt 

werden -; 

Diese Arbeit ist frei flr jedermann -;” 

(This work is a free contribution by me -; This work 

may not be traded commercially -; This work is free to 

everyone -;) 

(Positioned below is Hanne Darboven’s address in 

Hamburg.) 

On the title page, the title “- Selected texts - cited 

and with commentary -” is repeated in U-waves, after 

which U-waves are positioned on self-drawn lines. 

The page is paginated with an “xX.” The last page is 

captioned “- by Hanne Darboven, 1975, am burgberg 

-” and again displays U-waves. 

Written by hand alongside date calculations 

(in numerical calculations and the enumeration of the 

K-values in number words) for the year 1975 are texts 

by literary figures, among them Charles Baudelaire, 

Heinrich Heine, Jean-Paul Sartre, and artist colleagues 

such as Lawrence Weiner. Each sheet is furnished 

with a kind of caption. Found alongside the titles of 

the transcribed texts are for example U-waves, which 

are linked to the word “Drucksache” (printed matter) 

by a dash, or the words “Brief - Papier” (letter — paper), 

or date and year specifications. 

Elke Bippus and Ortrud Westheider 
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et.c.2= 1251415152: 1976 

1 volume, 213 sheets 

White cardboard binding with printed “e.t.c.” stamp 

Glue binding, copy printing (ink on paper) 

30 x 21.2 cm 

Hamburg: self-published by Hanne Darboven 

Edition: 200 

This book is an expanded version of 1975, 

and an additional component of Schreibzeit 

1975 — 1981 (Writing Time 1975 —1981). The expansions 

are in particular texts by Jean-Paul Sartre. The 

transcription of excerpts from his memoir The Words 

and a Spiegel interview with Sartre conducted in 

1975 are supplemented by an interview with Simone 

de Beauvoir conducted by Alice Schwarzer in 1976.1 

Elke Bippus and Ortrud Westheider 

1. Der Spiegel, no. 15 (April 5, 1976). 
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“Personal-Existential”: 

Hanne Darboven’s Self-Referential 

Linking of Life and Work 

Miriam Schoofs 



Hanne Darboven is known for her serial sequences of sheets of paper, filled with rows of num- 

bers and text. The blocks of text in her written works are repeatedly punctuated by collaged image 

material such as picture postcards, collectible illustrated cards, and photographs. In exhibitions, the iden- 

tically framed sheets fill entire walls, grid-fashion, like wallpaper. Occasionally, her works on paper are 

supplemented by sculptures or objects. Darboven’s method of checksum calculations represents the 

cornerstone of the compositional structure of her works: “My systems are numerical concepts that func- 

tion according to the laws of progression and/or 

reduction in the manner of a musical theme with 

variations.”’ Beginning in 1968, she applied this 

procedure to dates as well, in order to encapsu- 

late vast intervals of time and to “visualize a day 

on a sheet of paper, as well as an entire century.” 2 

In the early 1970s, Darboven took a second funda- 

mental step, supplementing her calendrical sys- 

tems of order through the systematic transcrip- 

tion of literary texts and encyclopedia entries. 

Her textual works drew on the classical canon of 

educational and literary texts favored by the 

left-intellectual postwar generation. In the 1980s, 

finally, Darboven began to assign musical tones Fig.1 

to her date calculations and to have them trans- A™ Burgberg 24—28, Hamburg-Harburg, ca. 1950 

lated into musical scores by professional musi- 

cians, emphasizing that “my work concludes in music.” 3 

Her multimedia oeuvre, which also encompasses film,4* extends from the early material pictures 

and perforations, which date from her time at the Hamburg Art Academy, to the constructions and the 

first numerical systems, to the compressed date calculations, to the writing-based works, and finally to 

the complex text-image collages and spatial installations. The medium of writing as such and the time 

required for its manual transcription became the central object of her work, and her curving, regular 

handwriting became the trademark of an artist who saw herself first and foremost as a “writer.”® At first 

glance, the usually densely inscribed sheets of these works resemble letters or diary entries. Upon closer 

inspection, however, it becomes clear that this impression is deceptive, and that we are for the most 

part not confronted with the personal statements or thoughts of the writer. It is, however, the essence of 

a transcription of text by hand to render thought manifest and to become self-aware. Through the inti- 

mate act of manual transcription, Darboven appropriated the knowledge and ideas of others, in terms of 

“writing without describing.” She conducted this writing and transcription like a program, one that—as 

earlier, with the date-based checksum calculations and their various forms of presentation—“needs to be 

fulfilled, written down, in order to be there.” 

Due to the intentions and aims underlying her artistic praxis, she was associated from the very 

beginning with contemporary US-American Conceptual Art.”? But she opposed Conceptual Art’s ten- 

dency toward rationalization and mechanization, preferring the individual and authentic expression of 

the handwritten text. In a sense, her time-based system of inscription represents the compositional 

matrix 8 of her work. In the end, the idiosyncratic and subjective character of her conceptual strategy can be 

regarded as an attempt to do justice to the complexity of encyclopedic knowledge, as well as to the 

experience of the ceaseless flow of life: recurring throughout Darboven’s oeuvre like a leitmotif are 

self-referential allusions to her personal origins, her artistic production, and her own existence. 
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Origins and Milieu 

Hanne Darboven grew up in “Am Burgberg’ (figs. 1 and 2), on the rural periphery of Hamburg-Har- 

burg, and was the middle child of three sisters. On her father’s side, the family had operated a coffee 

roasting house and colonial goods shop since the turn of the twentieth century (fig. 3).? With her fond- 

ness for store furniture, writing desks, and filing cabinets, she directly linked her own surroundings 

with her family’s mercantile tradition; to some 

extent, her furnishings come directly from the 

headquarters of the family’s coffee business. '0 

The logo of the family enterprise is found in 

her workshop rooms, as well as in the works 

themselves: on historic coffee cans, company 

nameplates, and desk calendars, or in the form 

of illustrated cards, advertising figurines, and 

advertisements that were integrated into her 

works and bear the lettering “IWE Darboven,” 

‘J. W. Darboven,” or ‘U. J. Darboven.” 

Her appreciation for the mercantile is also 

reflected in her artistic production; it is legible in 

Fig. 2 her “date calculations” and in her preference for 

Am Burgberg, topping-out of tower, Hamburg-Harburg, ca. 1975 lists, registers, and indices, as well as for account- 

ing ledgers. In the prologue to Schreibzeit (Writ- 

ing Time) (1975 — 1981; pp. 216ff.), for example, the photograph of an accounting ledger from a popular restau- 

rant on the Elbe River which the artist herself enjoyed frequenting has been integrated into a sequence 

of images; Soll und Haben (Debt and Credit) (1991) is based on the accounting ledger of a Hamburg 

firm from the years 1932/33." In both documents, the traces of human existence have been reduced to 

columns of numbers. 

Benjamin H. D. Buchloh has reproached 

Conceptual Art in general for its tendency toward 

bookkeeping, '2 and Sol LeWitt, a close friend 

and mentor of Darboven’s, compared her artistic 

activity programmatically to that of an oftice 

worker.'S Darboven too regarded her “action” 4 

first and foremost as work, as the fulfillment of 

duty, perhaps as a product of her bourgeois up- 

bringing, with its consciousness of obligation: 

“| have a clear conscience; | have inscribed my 

thousand pages. In this spirit of responsibility— 

work, obedience to conscience, performance of 

duty—I’m no worse a worker than someone who 
Fig. 3 builds a street.”'5 This bourgeois work ethic is 
Colonial goods shop and coffee roasting house, Liineburger Strake, also reflected in the Briefe aus New York 1966 —68 
Hamburg-Harburg, ca. 1950 

an zu Hause (Letters Home from New York 

1966 — 68).'6 In the letters, the young artist gives 
an account of the life path she has chosen, and never tires of assuring her parents of her gratitude: “Il am 
thankful that you make this ‘action’ possible for me, otherwise, | really don’t know what kind of meaning 
or justification my existence would have at all.”7 At the same time, she feels obligated to supply reports 
about her “action,” asserting her “diligence,” 8 which brings her a “feeling of liberation” and “fulfillment.” 9 



Construction Drawings and Permutations 

In early 1966, the twenty-five-year-old artist went to New York: “I was always afraid of not know- 

ing what | should do in the world. In New York | then tried to find something | could write on all my life. 

It was there that | built up my work.” 20 The only works she brought with her to the “New World” from 

her period of study in Hamburg were the monochrome material pictures (pp. 54f) produced partly under 

Willem Grimm and in particular in the class of Al- 

mir Mavignier: “The few material pictures are very 

important for the transition and for what | took 

with me mentally-constructively to New York.” 21 

At her drafting table in her small apartment in 

Manhattan’s Upper East Side (fig. 4), Darboven pro- 

duced constructions on graph paper: geometric 

drawings following rational numeric principles. 

The structure of the boxes of grids on the tech- 

nical drawing paper acted as a kind of pattern, on 

whose basis she produced figures and, through 

repetitions and rows, varied axial and point sym- 

metric mirroring or rotations. By placing laid pa- 

per between the construction drawings and thick _ Fig.4 
pieces of cardboard, and perforating these with Hanne Darboven’s apartment in Manhattan, New York, 1966 

a drawing tool, she also created the perforations, 

monochrome sheets in square format in various colors which—structured grid-fashion through the per- 

forations—are connected to the material pictures from her time at the academy, and recall Mavignier’s 

dot pictures, as well as the reliefs of the ZERO group. Because of their performative character, her con- 

structions have been referred to occasionally as Permutationen (Permutations).22 The term is borrowed 

from Mavigniers Permutations, although unlike her teacher, Darboven manipulated not color and form 

combinations, but geometric, and subsequently numerical, relationships. In this sense, she was closer 

conceptually to the cybernetic approach of Max Bense’s “information aesthetic,” which introduced gen- 

uinely mechanistic principles into art. 23 Increasingly, she began to renounce the graphic execution of the 

constructions, and to express variants derived from the basic figure in straightforward numerical rela- 

tionships and calculations: “At some point, | wrote these constructions out in numbers, according to the 

nominal value.” 24 

Based on the calculations of the number constellations, she eventually developed her own math- 

ematical system: “In fact, all of my concerns are based on this: numbers, the ‘little 1 x 1. Numbers and per- 

mutations, in progressions, asymmetric sequences. It fascinates me how little | know about mathematics. 

Feel no responsibility toward so-called mathematics, do as | please with my mathematics, in my own way, 

and find it marvelous. The very fact the numbers exist, that one can use them.” 26 

The affiliation between her early constructions and calculations on graph paper with the “work- 

ing drawings” of US-American Minimalism and Conceptual Art is readily apparent. In his programmatic 

“Paragraphs on Conceptual Art,” Sol LeWitt refers to Darboven when he writes: “Conceptual art doesn’t 

really have much to do with mathematics, philosophy, or any other mental discipline. The mathemat- 

ics used by most artists is simple arithmetic or simple number systems. The philosophy of the work is 

implicit in the work and it is not an illustration of any system of philosophy.” 26 Darboven herself spoke 

of her abstract number calculations as her “mathematical prose”: “My invention—mathematical prose is 

the transposition of that form we refer to as ‘content’ into a form of experience, an intensive process.” 27 

Darboven retained this performative structure, developed on the basis of the early constructions, in all of 

her later work. 
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Date and Checksum Calculations 

In 1968, after her father’s death, Darboven moved back in to her parents’ house in Hamburg-Har- 

burg, where she lived and worked from that point on. It was there, in 1968, that she arrived at the de- 

cisive step of the date calculations, which would form the basis for all of her subsequent time-based 

work: “Finally, | arrived at the dates of the days, which of course preoccupy one daily with the meaning or 

non-meaning of things,” 28 for “if the number is the basis in its variation, then | can also take the number, 

that of the date, as something existential, and from this, | developed laws. This was a great liberation.” 29 

The development from line to number, then, culminated in her work with dates. By choosing the dates 

of the days as the point of departure for her artistic system, she made units of time the foundation of her 

work. Following an idiosyncratic mathematical system, she formed checksums from the dates of the day, 

month, and year. 

The individual numbers of the dates were added to form the checksums, the so-called construc- 

tion or “K-values” 30: “My notations begin from the dates of the days of (19)69:... The numbers 6 and 9, 

specifying the year, are calculated separately. All other double-digit numbers are calculated as single 

units.”31 Since the entries for the centuries are omitted, the counting of frequency that is carried out is 

valid for every past and future century. The reference values are the figures for the first and last days of 

the years of a given century ‘00 to 99: 2 (2 =1, 2;1+1=1, 2, etc.) and 43 (31+ 12 + 0 + 0), as well as 20 (1+1+ 

9 +9) and 61 (31+12+ 9 + 9). “Altogether, the dates of the days result in 42 checksums. These calculated 

checksums become progressively larger... increase in frequency (from 1 to 12) and then go back down to 

1.... Every number is repeated as often as its nominal value is indicated.” $2 

Darboven notated the checksums arrived at in the form of sequences of numbers or as written- 

out number words. The passage of a year or a century, then, can appear in different forms: as notated, 

written-out numbers that delineate a great curve, in the additive augmentation and decrease of the 

gridded presentation, or as the U-shaped wavy lines that circumscribe the quantitative frequency of indi- 

vidual values within a year or century through the number of arcs. Through this idiosyncratic mathemat- 

ical system and the various forms of presentation, Darboven was able to compress and present intervals 

of time computationally. She justified this rationalization and reduction to number, finally, as an attitude of 

refusal toward any form of social or political co-optation. $3 In contradistinction to words, numbers always 

refer exclusively to themselves, and are consequently “sovereign and independent.’34 Observable up 

until the late 1960s, then, is a development from the geometric construction and permutation drawings, 

to the calculation of abstract number relationships, to the compressed date calculations. Finally, the 

date-based registration of checksum calculations was supplemented by writing. 

Inscription and Transcription 

Ever since childhood, Darboven was a passionate reader.35 In the letters from New York ad- 

dressed to her parents and friends, she regularly mentions the titles and authors of her current read- 
ing.°6 The wide-ranging library found in the residence and studio building “Am Burgberg,” as well as the 
numerous bookmarks and underlinings found in her books, testify to her passion for reading and her thirst 
for knowledge. In her textual works, begun in the 1970s, she copied a series of literary and lyrical texts, 
along with entire passages from specialized books and lexicons, with a preference for the GroRer Brock- 
haus (Brockhaus Encyclopedia). This practice of handwritten copying began in 1970 with Homer's Odys- 
sey (Homer: Odyssee, 1.—5. Gesang Isee p. 181), 3” and culminated in her extensive Schreibzeit (1975 — 1981). 
She spanned the spectrum from antiquity to the Enlightenment, and further to the critical theory of 
Max Horkheimer and Theodor W. Adorno. According to the artist, her selection of texts emerged from 
“everything | read and remember, everything that seems important and notable with respect to my work, 
for objectification, for communication.” 38 



Many of the texts quoted by Darboven thematize language and writing as such.3? Through these 

transcriptions, which could take months to produce, she sought to come to terms with her own artistic 

self-understanding.4° Increasingly, she also incorporated historical and current political events into her 

works in the form of handwritten transcriptions of essays, newspaper articles, and interviews: “I use narra- 

tive forms that are understandable to everyone, and quote them from an intellectual and technical point 

of view.” 41 

In Bismarckzeit (Bismarck Time) (1978; pp. 92ft), Darboven took up a historical theme for the first 

time, linking the epoch associated with Otto von Bismarck (1850—1890) directly to the work’s year of 

production. She juxtaposed the biographical dates of the Prussian minister president and later imperial 

chancellor against those of his political antagonist August Bebel, transcribing selected excerpts from a 

biography of Bismarck, a treatise on cultural history, and a critical essay by Willy Brandt on Bismarck’s 

“anti-socialist laws.” 42 In contrast, the voices and reports that are quoted and incorporated into Schreib- 

zeit and Kulturgeschichte 1880 —1983 (Cultural History 1880 —1983), in particular those from the Ham- 

burg-based newsmagazine Der Spiegel, portray the sociopolitical climate of the Federal Republic during 

these years. At times, Darboven also interspersed quotations from “porcelain plate sayings” in the form of 

proverbs and colloquialisms into the series of pages of the written works, thereby loosening up the pre- 

dominantly serious and demanding content. 

Through the systematic sequences of wordless wavy lines (or U-waves), the writing eventually 

is wholly liberated from its ostensible purpose of conveying contents: The uniform, wordless wavy lines, 

“written” accurately by hand and forming no letters, are an expression of the steady movement of writing, 

of its up-and-down, and finally of the medium of writing itself. This praxis resembles a penmanship exer- 

cise, occupational therapy, or a form of meditation. 

Darboven herself spoke of a “writing without describing,” or of a “concrete writing.” Like the 

date calculations, she executed the written works strictly chronologically according to date, equating 

writing with calculating: “Number words, literally, write calculate/ calculate write,” she noted in Schreib- 

zeit.43 Through this method of inscription and transcription, and during the process of manual writing, 

Darboven perpetually generated connections between the texts and her own present, thereby incorpo- 

rating her own experiential world and her own individual learning processes: “I rewrote by hand in order 

to be mediated myself by the mediated experience.” #4 

Photographs and Images 

Beginning in the late 1970s, Darboven integrated image materials of various types and with a 

variety of provenances into her works: “In my work on the Bismarck era, | also use images. That which | no 

longer write with numbers, | depict.” 45 

The use of photographs, picture postcards, covers of magazines like Spiegel and Stern, series 

of photos from art books, calendars, and advertisements culminates in Kulturgeschichte 1880—1983 

(pp. 230ff), Darboven’s most complex work. With its 30,000 postcards, it forms a kind of pictorially profuse 

pendant to the text-heavy Schreibzeit, which in essence already contains the themes and contents of 

Kulturgeschichte: “That which | wrote in Schreibzeit is now documented for you in images. By the thou- 

sands.” 46 Large ensembles of greeting cards and picture postcards are found in Wunschkonzert (Request 

Program) (1984; pp. 240ff) and Menschen und Landschaften (People and Landscapes) (1985; pp. 138ff). Col- 

lectible cards with townscapes and prints of advertising figurines for the family firm of “IWE Darboven,” 

on the other hand, were integrated primarily into Weltansichten O00—99 (Views of the World 00—99) 

(1975 —1980; pp. 84ff.) and Welttheater (World Theater) (1979). 

For the most part, these incorporated photographs depict selected objects from her studio 

home. For Bilddokumentation »78« (Picture Documentation >78<) (1978), Darboven documented a selec- 

tion of 41 utilitarian objects, technical devices, and toys from her studio home (originally conceived as a 
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component of Bismarckzeit), which she assigned to the three realms of “history,” “mental development,” 

and “technical development.” The globe, for example, stands for the discovery of the world, the lens for 

scientific research, the steam engine for technical progress and industrialization, and the printing press 

for technical and intellectual progress, as well as for the associated societal transformations that took 

shape during the nineteenth century in the wake of the Enlightenment. 

Incorporated into Kulturgeschichte 1880—1983 and the equally extensive Kinder dieser Welt 

(Children of This World) (1990 — 1996; pp. 138ff) are photographs of objects that are themselves components 

of the works. 47 In contrast to the photographs of Bilddokumentation »78 and those of the sequences of 

sheets in Kinder dieser Welt, the photographs of objects included in Kulturgeschichte 1880 — 1983 were 

taken directly in the studio. As a consequence, they offer the beholder direct views of the artist's private 

rooms. 

In Milieu »80<: Heute (Milieu »80< Today) (1980)48 and Schreibzeit,*? finally, Darboven integrat- 

ed series of photographs showing the interior of her house, which make possible a kind of virtual tour 

through the rooms.5° She took up these image sequences again in Kulturgeschichte 1880 —1983.°' Found 

in Schreibzeit, moreover, is a further series of photographs taken with a fish-eye lens,®? which conveys a 

defamiliarized, almost compressed impression of the spaces. In the film documentation Vierjahreszeiten. 

Der Mond ist aufgegangen (The Four Seasons: The Moon Has Risen) (1982/83; see pp. 106ff),°% the artist 

guides us personally through her studio home. 

To an increasing degree, Darboven illustrated the tableaux of her works with collections of image 

materials and photographic documentation of her object collections and views of her residential and 

studio spaces, weaving motifs and objects from her own living and working environment into her ab- 

stract date calculations and historic transcriptions. Ultimately, she was concerned quite concretely with 

“original” documentation, with the integration of reality and history: “My work is registration in the sense 

of being; it is a working-through.”>4 

Sculptures and Objects 

Beginning in the late 1970s, Darboven began integrating selected objects from the wide-ranging 

collection of materials held in her studio home into exhibitions of her works. Initially, according to her own 

testimony, this involved busts or sculptures of historic personalities who were in some sense connected 

to her work, among them Otto von Bismarck, Konrad Adenauer, and Johann Wolfgang von Goethe. Later, 

everyday and handcrafted objects and elements from pop culture were taken into her exhibition presen- 

tations to an increasing degree. Darboven acquired most of these objects from her dealers ®5 or at local 

estate sales; she also commissioned the production of individual sculptures, including the Picasso bust 

and the bronze goat for Hommage a Picasso (Homage to Picasso) (1995/96; see p.36) and the wooden an- 

gel, the monstrous dinosaurs, and the life-size wooden horse in her studio home. 54 

For the first time in the exhibition of Bismarckzeit, Darboven displayed a bronze sculpture of Otto 

von Bismarck°/ on a base, and illustrated it on the work's first page. In 1997, she incorporated a plaster 
cast of a portrait bust of Goethe into Ein Jahrhundert - Johann Wolfgang von Goethe gewidmet (One 
Century - Dedicated to Johann Wolfgang von Goethe) (1971—1982; see pp. 176f), a work conceived on the 
occasion of the 150th anniversary of the poet's death and initially consisting exclusively of text, numbers, 
and number words.°8 For Kulturgeschichte 1880 — 1983, finally, she selected 19 larger found objects and 
artifacts, most having mundane origins, which she assigned to the work’s thematic complexes in an asso- 
ciative way: Included were a bust of Konrad Adenauer, an open prayer book, a wooden crucifix, a crescent 
moon, a prayer bell, a wooden swan, figurines of a baker and a physician, folkloristic wooden sculptures 
of a “pair of slaves,” a larger-than-life robot figure, an advertising pillar, a doll holding a teddy bear, and 
two store-window mannequins wearing sweat suits.5? Darboven associated all of the collected objects 
with the thematic complexes of her respective works.6° The extensive Kinder dieser Welt, for example, 



installed for the first time at the Staatsgalerie in Stuttgart in 1997, consists of—among other things—a 

great number of dolls, toys, and pop-up picture books that she had collected over an extended period of 

time. 

This collection of materials functioned as a fund and repertoire for Darboven’s work, and at the 

same time as a repository of memory and a medium of visualization. Found here alongside large numbers 

of utilitarian objects and antiques, musical instruments, handcrafted objects, curiosities, knickknacks, and 

souvenirs are two stuffed goats, deceased pets formerly belonging to the artist. By transferring individual 

objects and materials from the fund of her studio into her works (and also vice versa), she continually in- 

terlocked art and life with one another. All in all, Darboven’s object world embodies the essential themes 

and leitmotifs of her work: history and progress, religion and the Enlightenment, colonialism and com- 

merce, war and Fascism, literature and art history, communication and mass media, cultural history and 

popular culture. In their totality, as material references to reality, the objects constitute a cultural history of 

things, thereby evoking recent strategies of archival, installation, and exhibition art. 

Reproductions and Reprints 

The cultural-historical references found in Darboven’s works are conveyed not least of all by the 

cultural techniques themselves that are employed in them: calculation and writing, collecting and pres- 

ervation, documentation and communication. In the end, the presentation forms chosen for the works— 

whether the book, the collection of individual sheets, the image atlas, the space-filling panorama, the 

photographic documentation, or the filmic or musical realization—reflect the media-technical change as 

well as Darboven’s own artistic praxis. 

A central feature of Darboven’s creative production is the use of preprinted elements and of spe- 

cific graphic elements she designed or adapted herself. These function as visual resources and as formal 

bracketing devices or recognition features, as for example the “Schreibzeit paper,” with its memorable 

red frames; the triple-columned, ocher-colored preprinted paper; the calendar and telegram preprints; 

the yellow “watermark” in the shape of a printing press; and the “e.t.c.” stamp (see p. 29). Her preference for 

editions and artist's books also testifies to her affinity for the reproduction techniques of modern mass 

media. In fact, the graphic design of the written works—often highly striking, with their blocks of text 

continually interrupted by illustrations—are reminiscent of the pages of a lexicon or textbook, as well as 

of the print spaces of daily newspapers and magazines. The layout of the preprinted pages for Schreib- 

zeit, which accounts for the formal unity of the sequence of pages and which was used in subsequent 

works, is a reference to the characteristic layout of the cover of the Spiegel, with its signal red border. The 

self-referential character of her work, moreover, is manifested not least in the numerous reproductions 

and reprints of her own works and image sequences. 

In Schreibzeit,63 Kulturgeschichte 1880 —1983,°* and Milieu »80<, Darboven again takes up im- 

age sequences from Bilddokumentation >78 and Bismarckzeit, for example, positioning them in new 

contexts. Both Milieu »80< and Bismarckzeit reappear again in Schreibzeit. Kulturgeschichte 1880 — 1983, 

finally, contains Bismarckzeit, Weltansichten O0O— 99, Welttheater >7% (World Theater >79:), Lustig ist das 

Zigeunerleben (The Life of the Gypsy Is Merry) (1979), Milieu »80<, and Wende >80« (Turning Point >80.) 

(1980 / 81; pp. 96ff.), among others. Alongside the integration of earlier works, Darboven also made reference 

to exhibitions of her works—for example by means of photographs of opening receptions. Illustrated in 

Kulturgeschichte 1880 — 1983 are photographs of the exhibition “Hanne Darboven - Schreibzeit,” held in 

1983 at the Hamburger Kunstverein, © where the work was seen in Germany for the first time; the exhibi- 

tion poster was also incorporated into Kulturgeschichte 1880 — 1983, which incidentally contains other 

exhibition posters and pages from catalogues, as well as individual exhibition invitations that have been 

collaged onto the picture panels. In a sense, then, Darboven updated her own exhibition history, there- 

by reflecting in the works on her societal role and her recognition as an artist. 
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Am Burgberg—“Ubiquist” 

Even the family home “Am Burgberg” is written into Darboven’s works, whether as text or im- 

age:4” in the form of personal formulas or as a supplement to or in place of a signature (“hd, Am Burg- 

berg,” “Am Burgberg - : heute,” or simply ‘Am Burgberg”). On the green “Ubiquist” postcards (fig. 5), which 

Darboven designed herself and incorporated into a succession of works as a sort of graphic and dramat- 

ically striking frieze, she thematized the “Burg- 

BURGBERG co Sa sen or Le berg’ in the form of an information panel that ad- 
: Ta deo Hahenavge prtaHopen | a ; 

«Uz pohmelawassersard und Gnschaberargal vor dec lagi dresses the geological origins and early history of ve und Sachi , j 
zysdmmengestaucht.In. der igen nd * > : : 

cspresbery Gagubetl taamemtone = : the terrain. The card, designed by the artist and 

ee ane frequently reproduced, is a reference to her place 
peseainafchen Cor weeeiiicn. setae und Bedeutung 

of residence and at the same time symbolizes the 

field of tension between home and the faraway, 

of such enormous importance to both her life and 

her artistic development. 

Finally, the word “Ubiquist” is printed right 

under the stamp area of the postcard. This word 

of Latin origin is a technical term from biology 

that refers to plant or animal species that are in- Fig. 5 
sje postcard, offset printing on paper, ca. 1980 digenous to various biotopes. Darboven set the 

semantic field of this notion of the “everywhere” 

against her place of work and residence “Am Burgberg.” From there, she sent numerous postcards to 

friends, art dealers, collectors, and exhibition organizers around the world. The frequently reproduced 

green postcard often served her as a carrier for expressions of political opinions and as an artistic me- 

dium in the spirit of Mail Art. For private correspondence, she additionally used a postcard displaying a 

Danish letter carrier, which was also frequently reproduced. In this way, she alluded to the Danish origins 

of her mother, Kirsten Darboven. 

Both of her central geographical points of reference—Harburg and New York, the “Old” and “New 

Worlds”—were thematized as well in Ansichten >85« (Views »85<) (1984/85; pp. 122ff); here, she juxtaposed 

photographs of the rural surroundings of Harburg with a picture postcard showing the New York sky- 

line.°? Devoted to the artist's second home, namely New York City, is a work consisting of serial wavy 

lines on graph paper, which bears the title Sunrise/Sunset. To: New York (1996; pp. 148#f.) and which also 

incorporates views of the metropolis in the form of reproduced prints. Illustrated in the last section of 

Wende >80< are historic views of Harburg, and in Friedrich II, Harburg - Sand (Frederick II, Harburg - Sand) 

(1986), which includes an often reproduced street view from the year 1909, the artist refers to the head- 

quarters of her parents’ coffee roasting house in Harburg “Am Sand.” 

After returning from New York in 1968, Darboven lived until her death in March 2009 in the 

rural seclusion of her family home, which she converted over the years by stages into an elaborate studio 

complex.’° The family residence was simultaneously home and production site, a fund and a medium of 
artistic self-staging: Darboven cultivated the extravagant character of her studio home, and had herself 
photographed by preference at her typewriter in the midst of her collected objects; she also used these 
photographs in her exhibition catalogues. 

The myth of the artist working in monastic reclusiveness,’! however, is only partially true. Her 
artistic practice instead yields the image of a well-organized operation based on a division of labor. 
This included Darboven’s ongoing staff: her registrar, Eberhard Gaffron; her two transcribers, Roswitha 
Schneider and Andrea von Neck; her printer, Jurgen Strohdach; her musicians and composers, first 
Fried-rich Stoppa and later Wolfgang Marx; her “house photographer,” Bernhard Berz; and her carpenter, 
Hans-Heinrich Reese. Her “coworkers,” as the artist would call them, had clearly defined tasks in the 



production process, and at the same time belonged in a sense to the family. Darboven expressed her ap- 

preciation and esteem by devoting a work to her team, entitled Mitarbeiter und Freunde (Coworkers and 

Friends), dated 1990 (fig. 6). 72 

Pocket Calendars and Biography 

Documented in the two personal works Lustig ist das 

Zigeunerleben (1979) and Mitarbeiter und Freunde (1990) are 

scenes from family life. In both cases, the images in question are 

photographs of family celebrations that were organized regularly 

by Kirsten Darboven, the artist’s mother, in the “hall,” the central 

living area of their thatched half-timbered house. Invited to these 

parties alongside family members were neighbors and friends, as 

well as employees of the family business and of Hanne Darboven. 

Often performing was a Sinti band—the musicians of the Weil 

family from neighboring Georgswerder. Here, the artist herself is 

pictured, which rarely occurs in other works—and rarely does she 

appear as relaxed and happy as in these photographs, so reminis- 

cent of Dutch genre painting in subject and style. 

Nonetheless, photographic references to the artist’s biog- 

raphy and to everyday “Am Burgberg’ life are also found in a series 

of further works. She incorporated photographs of her two pyg- 

my goats into Unsere Tiere und wir (Our Animals and Us) (2007), 

Hommage an Oma Micky (Homage to Grandma Micky) (1989), and Fig. 6 

postum klein Micky + Wurtzy (posthumous little Micky + Wurtzy) Mitarbeiter und Freunde 

(2001). In Hommage an meinen Vater (Homage to My Father) (1988) ‘Coworkers and Friends), 1990 
and Hommage an meine Mutter (Homage to My Mother) (1989), 

portraits of her parents form a leitmotif. In Kleine Selbstbiographie (Little Autobiography) (1949 — 1983), 

finally, Darboven juxtaposed her own portrait from 1983 with one of herself as a child on her first day 

at school (see p.1). The photographs of the artist, employees, family members, and pets take the form of 

not only portraits and group photographs, but also personal snapshots that show Darboven in familiar 

surroundings (p. 329). In total, these biographical documents constitute a kind of family album or personal 

diary that threads its way through her work. 

In a sense, the foundation of Darboven’s time-based, self-referential works are the pocket calendars 

she maintained beginning in New York in the mid-1960s. From 1966, she used pocket calendars (from 

the firm Brunnen, generally with leather or imitation leather bindings) to meticulously record and com- 

ment on addresses, directions to destinations, appointments, meetings, and encounters. These were 

entered using variously colored inks and ballpoint pens. For the artist, these “little calendar-books” 78 

were simultaneously notebooks, diaries, and a medium of self-reflection. While the entries from the 

New York period are exclusively practical in character (Darboven referred to them as “purely existen- 

tial. To know where | live, in which neighborhood, the location of my subway, my bus, my grocery store, 

my A & P, my cinema. All of that was important” ”4), the shorthand-style “personal-existential” entries, 

to some extent written using abbreviations, became denser over time, and at the same time more 

cryptic. 

Finally, Darboven assembled photographs of the complete calendars from the years 1966 to 1988 in her 

Existenz ’66—’88 (Existence '66—’88) (1989).7° For the exhibition presentation, she supplemented the 

framed pages of the work with the stuffed “Urziege” (primeval goat) Micky, giving the work an additional 

personal note. /6 
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In a sense, Darboven’s work itself became her signature, and not only because of its handwrit- 

ten character:77 In this context, writing in and of itself—and also the selection of contents and materi- 

als, their collection and arrangement—amounts to more than a purely visual artistic expression. Indeed, 

Darboven’s artistic praxis as such and the unvarying routine of her “action” can be regarded in its totality 

as her autobiography. 78 In Darboven’s oeuvre, the continual references to her own works and to their 

exhibition history, and in particular the links back to her own lived 

reality and biography, constitute a kind of “personal-existential” 

chronicle of daily events (fig. 7). The unbroken process of writing is 

an expression and documentation of her existence and serves as 

a kind of self-assertion and localization in the here and now: “am 

burgberg—today.” eee s! 
Sa 
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Fig. 7 

“mein studio am burgberg” 

(my studio am burgberg), 1989 
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and Things: The Home-Studio of Hanne Darboven, ed. Joao 

Fernandes, exh. cat., Museo Nacional Centro de Arte Reina 

Soffa, Madrid, and Deichtorhallen, Hamburg (Madrid and 

Hamburg, 2014), pp. 15 — 37. 

Klaus Honnef compared Hanne Darboven to a medieval 

annalist: Honnef, “Hanne Darboven - Bismarckzeit,” n.p.; for this 

comparison as a criticism, see Haverkamp, “Geschichte als 

Entzug,” p. 141; cf. Harald Falckenberg, “Fruhschicht: Hanne 

Darbovens asketische Exerzitien,” in Hanne Darboven: Ein 

Jahrhundert-ABC, exh. cat., Kestnergesellschaft, (Hannover, 

2004), pp. 40 — 41; Dan Adler associated Darboven’s studio 

with a “medieval scriptorium” and referred to her artistic 

praxis as “monastic”; see Adler, Hanne Darboven: Cultural 

History 1880 — 1983, p. 81. 

There is also a sheet bearing the title “Am Burgberg—: heute” 

with a group photo showing Hanne Darboven and her six 

principle employees “positioned according to age”; see Hanne 

Darboven in conversation with Isabelle Graw, “Hanne Darboven: 

Interview,” p. 27. 

Letter from Hanne Darboven dated August 15 — 16, 1970, from 

Burgberg, Hamburg, to Roy Colmer, New York, archive of the 

Hanne Darboven Foundation, Hamburg (unpublished). 

Hanne Darboven in conversation with Ortrud Westheider, 

Elke Bippus, and Sebastian Giesen, in Hanne Darboven: 

Das Frihwerk, p. 140. 

She incorporated photographs of all of the double pages of the 

twenty-two pocket calendars, including their covers, into the 

work’s sequence of pages. 

Exhibited for the first time in the Galerie Paul Maenz in 

Cologne, September 16 to October 4, 1989. 

Jan Verwoert, “Klotho raucht Kette,” Friezed/e 15 (June/ August 

2014), pp. 62—71, here p. 64. 

Elke Bippus, “Zwischen Flache und Raum: Hanne Darbovens 

verflochtene Bild-Raume,” in /m Blickfeld: Jahrbuch der 

Hamburger Kunsthalle 2 (1997), pp. 83-96, here p. 85. 
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HANNE DARBOVEN: TIME HISTORIES 

SEPTEMBER 11, 2015 — JANUARY 17, 2016 

AT THE BUNDESKUNSTHALLE, BONN 

EXHIBITED WORKS 

Perspektivische Architekturzeichnung 

(Perspectival Architectural Drawing), 1953-1962 

Pencil on paper 

20.9 x 29.7 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Aufgeschlagenes Buch (Open Book), 1953-1962 

Pencil and colored pencil on paper 

17.7 x 27.1.c¢m 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Zwei Stillleben mit Schreibutensilien 

(Two Still Lifes with Writing Utensils), 1954 —1962 

Pencil and colored pencil on paper 

28 x 16.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 47 

Der Name der Kunstlerin in Blockschrift 

Farbkasten 

(The Artist's Name in Capital Letters, 

Paint Set), 1954-1962 

Pencil and black pen and ink on paper; 

Pencil and colored pencil on paper 

27.5 x 21cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 46 

Baumstudie (Study of Trees), 1960 —1962 

Black pen and ink 

42 x 29.7. cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung flr 

die Hamburger Kunstsammlungen 

not illustrated 

Architektonische Konstruktion (Architectonic Construction), 

1960-1962 

Black pen and ink on turquoise paper 

24.5 x 31.3.c0m 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Baumstudie (Study of Trees), 1960 —1965 

Black pen and ink on paper 

42 x 29.7 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Baumstudie (Study of Trees), 1960 —1965 

Black pen and ink on paper 

42x 29.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p.45 

Baumstudie (Study of Trees), 1960 —1965 

Black pen and ink on paper 

42 x 29.8 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 44 

Bildnis eines unbekannten jungen Mannes mit Hut und Zigarette 

(Portrait of an Unknown Young Man with Hat and Cigarette), 

1962—1965 

Pencil on paper, mounted on red paper 

40 x 31.5 em 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Ohne Titel (Materialbild) (Untitled [Material Picture]), ca. 1965 

Wooden panel, screws, metal lacquer 

107 x 99x3cm 

Hanne Darboven Foundation, Hamburg 

pp. 54—55 

Abstrakte Kompositionsskizze 

(Abstract Compositional Sketch), 1965 

Black pen and ink on paper 

16.9 x 23.5 cm 



Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Abstrakte Kompositionsskizze 

(Abstract Compositional Sketch), 1965 

Black pen and ink on paper 

16.9 x 23.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Abstrakte Kompositionsskizze 

(Abstract Compositional Sketch), 1965 

Black pen and ink on paper 

16.9 x 23.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

not illustrated 

Taschenkalender 1966 — 2009 

(Pocket Calendars 1966 — 2009), 1966 — 2009 

44 pocket calendars with notes by Hanne Darboven 

Ballpoint pen, felt-tip pen, and pencil on paper 

Ca. 13 x 10 x 3 cm each 

Hanne Darboven Foundation, Hamburg 5 

pp. 56—61 

Ohne Titel (Konstruktionszeichnungen New York) 

(Untitled [Construction Drawings New York]), 1966/67 

Pencil on paper 

3 sheets, framed, 71 * 71 cm each 

Hanne Darboven Foundation, Hamburg 

p. 63 

Ohne Titel (Konstruktionen) 

(Untitled [Constructions]), 1966/67 

Pencil and colored pencil on graph paper 

2 sheets, 180 x 180 cm each 

Liebelt Collection, Hamburg 

pp. 64—65 

Konstruktion New York (Construction New York), 1966/67 

Pencil on graph paper 

56.4 x 45 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 50 

Konstruktion New York (Construction New York), 1966/67 

Pencil and blue ballpoint pen on graph paper 

55.9 x 43.2 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

pp. 52—53 

Konstruktion New York (Construction New York), 1966/67 

Pencil on graph paper 

56 x 43 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

DpEo2—= 5S 

Konstruktion New York (Construction New York), 1966/67 

Pencil and blue ballpoint pen on graph paper 

56.4 * 45 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

ppro2— 55 

Konstruktion New York (Construction New York), 1966/67 

Pencil and blue ballpoint pen on graph paper 

56.2 x 44.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

pp. 52—53 

Konstruktion New York (Construction New York), 1966/67 

Pencil and blue and red ballpoint pen on graph paper 

56.4 x 45 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 51 

Konstruktion New York (Construction New York), 1966/67 

Pencil on graph paper 

56.4 x 45 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

pp.52—53 

Ohne Titel (3, 11, 9, 5, 7; 2 Quadrate) 

(Untitled [3, 11, 9, 5, 7; 2 Squares]), ca. 1967 

Pencil on handmade paper 

Framed, 196 x 103.8 x 2.5 cm 

Hanne Darboven Foundation, Hamburg 

p. 66 
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Kleine Konstruktion (Small Construction), 1966 —1968 

Black indelible pencil and black ballpoint pen on graph paper 

29 x 41.5 cm 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 49 

Kleine Konstruktion (Small Construction), 1968 

Black indelible pencil on graph paper 

29 x 41.5 0m 

Hamburger Kunsthalle, Kupferstichkabinett, 

Hanne-Darboven-Archiv 

On permanent loan to the Stiftung fur 

die Hamburger Kunstsammlungen 

p. 48 

Ohne Titel (2 > 61, Schreiblinien) 

(Untitled 2 > 61, Writing Lines), 1969 

Pencil on lined paper 

60 sheets, 29. 7 x 21cm each, framed 186.5 x 220.3 x 2 cm 

Hanne Darboven Foundation, Hamburg 

p. 67 

Ohne Titel (4 Teile aus Jahrhundertarbeit) 

(Untitled [4 Parts of the Century Work]), 1970/2002 

Black ink on paper 

4 sheets, 74.9 x 74.7 cm each 

Liebelt Collection, Hamburg 

pp. 89—90 

1933 / 8K = No. 1,1971 

Typewritten on paper 

42 sheets, 29.7 x 21cm each, framed ca. 188 x 157 x 2cm 

Elisabeth and Gerhard Sohst Collection 

in the Hamburger Kunsthalle 

pp. 70-71 

Halbjahreskalender (Six-Month Calendars), 1971— 2008 

Offset printing on cardboard 

Facsimile 

71 parts, ca. 22 x 31cm each 

Hanne Darboven Foundation, Hamburg 

pp: /2—75 

9x 11= 99,1972 

Pencil, felt-tip pen, colored pencil on paper 

326 sheets, framed, 31.5 x 22.7 cm each 

(varying in format vertically and horizontally) 

Hanne Darboven Foundation, Hamburg 

pp. 78—83 

Ohne Titel (Endlosschriftschwlinge, Studie zu 7 Tafeln, II) 

(Untitled [Endless Text, Study for 7 Panels, II]), 1972 

Pencil on paper 

4 sheets, ca. 28 x 41.5 cm each, framed 58.5 x 83.5 cm 

Liebelt Collection, Hamburg 

pp. 76—77 

Weltansichten 00 — 99 (World Views 00 — 99), 1975 —1980 

Ink, offset printing, collage on paper, mounted on Schreibzeit 

cardboard 

1,400 panels, 42 x 29.7 cm each 

Musée drt moderne de la Ville de Paris 

pp. 84—87 

Schreibzeit (Writing Time) (original version), 1975 —1981 

Ink on tracing paper; notepad paper 

2,584 sheets.and 116 sheets of notes, 29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 216, 224 —227 

Documentary material for Schreibzeit 

(Writing Time), 1979 

Models, sketches, layouts 

Collage, felt-tip pen, ballpoint pen, and pencil on paper 

Hanne Darboven Foundation, Hamburg 

pp. 228 — 229 

Bismarckzeit (Bismarck Time), 1978 

Ink on tracing paper, offset printing, bronze sculpture 

917 sheets, 42 x 29.7 cm each 

Kunstmuseum Bonn, on permanent loan to the 

Stiftung Kunst der Sparkasse Kdln/Bonn 

pp. 92-95 

Wende >80« (Turning Point »80<), 1980/81 

Offset printing and 11LP records 

416 sheets, 42.5 x 30.5 cm each 

Edition 91/250 

Hanne Darboven Foundation, Hamburg 

pp. 96—101 

Documentary material for Wende >80< 

(Turning Point *80<), 1980 

Models, sketches, layouts 

Collage, felt-tip pen, ballpoint pen, and pencil on paper 

Hanne Darboven Foundation, Hamburg 

not illustrated 

Vierjahreszeiten. Der Mond ist aufgegangen, Opus 7, 

Fruhling, Sommer, Herbst, Winter (The Four Seasons: 

The Moon Has Risen, Opus 7, Spring, Summer, Fall, Winter), 1981 

Handwritten notation 

Transcription of the notation 

81 sheets, 29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 102—105 

Vierjahreszeiten. Der Mond ist aufgegangen, Opus 7, Akt | + Il 

(The Four Seasons: The Moon Has Risen, Opus 7, Acts | + Il), 

1982/83 

16-mm film (digitized), ca. 58 min. 

Hanne Darboven Foundation, Hamburg 

pp. 106-109 



Fur Rainer Werner Fassbinder 

(For Rainer Werner Fassbinder), 1982/83 

Ink, offset printing on paper, photography, 

collage, mounted on cardboard 

90 sheets, framed, 50 x 70 cm each 

Stadtische Galerie im Lenbachhaus, Munich 

pp. 110-115 

Ost-West-Demokratie (East-West Democracy), 1983 

Felt-tip pen on postcard, national flags of 

the USA, FRG and GDR, Soviet Union in cloth 

190 parts, framed, 50 x 70 cm each 

Werner Doettinger 

pp. 116, 118 —121 

Ohne Titel (4 Stoffflaggen, Ost-West-Demokratie) 

(Untitled [4 Cloth Flags, East-West Democracy], 1983 

3 frames, 60 x 79 x 3.5 cm each 

Hanne Darboven Foundation, Hamburg 

p. 117 

Ansichten >85< 

Harburg/ New York 

(Views >85<, Harburg/ New York), 1984/85 

Ink on paper, collage with photographs on calendar sheets 

162 sheets, 50 x 70 cm each, mounted on 53 panels, 

framed, 150 x 70 cm each 

MKM Museum Kuppersmuhle flr Moderne Kunst, Duisburg, 

Stroher Collection 

pp. 122—127 

Menschen und Landschaften (People and Landscapes), 1985 

Pencil, ink, historic postcards, and “Ubiquist” postcards on paper 

and cardboard 

169 panels, 50 x 70 cm each 

Liebelt Collection, Hamburg 

pp. 128 —133 

Appointment Diary, 1988/98 

Photographs on cardboard 

74 panels, 50 x 70 cm each 

Deichtorhallen Hamburg/Falckenberg Collection 

pp. 134-137 

Kinder dieser Welt (Children of This World), 1990 —1996 

200 bound books, each with 6 exercise books, 

and 22 bound books, each with 5 exercise books, 

30 x 21.5 x 4.5 cm each 

2 textbooks, 45.2 x 30 x 3cm each 

114 brown paper panels, 75.5 x 100.3 cm each 

2,134 sheets from the Brass Trio Opus 43 A in number words, 

29.7 x 21cm each 

68 sheets of musical notation, transcription, 29.7 x 21cm each 

68 sheets of musical notation, transcription, 61 42 cm each 

63 index sheets, 29.7 x 21cm each 

150 sheets of musical notation, manuscript, 29.7 x 21cm each 

Diverse objects: toys, dolls, tin wind-up toys, and music boxes in 

display cases 

Installation dimensions variable 

Hanne Darboven Foundation, Hamburg 

pp. 138 —147 

Sunrise/ Sunset. To: New York, 1996 

Offset printing 

96 sheets, 29.5 x 37.5 cm each 

Edition 8/10 

Hanne Darboven Foundation, Hamburg 

pp. 148-151 

Webstuhlarbeit. Am Burgberg, meiner Mutter, 

meiner Kindheit, postum a higher knitting Penelope 

(Weaver's Loom Work: Am Burgberg, my mother, 

my childhood, posthumous a higher knitting Penelope), 1996 

10 octavo notebooks, with two black-and-white 

photographs each, ballpoint pen on paper, 14.7 x 10.3 cm each; 

344 photocopies of the octavo notebooks, 29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 152—155 

Europa 97 (Europe 97), 1998 

Felt-tip pen, collaged color photographs on tracing paper 

384 sheets, 29.7 x 21.5 cm each 

Hanne Darboven Foundation, Hamburg 

pp. 156-159 

Gustav Stresemann postum 

(Gustav Stresemann Posthumous), 1998 

Felt-tip pen and color photographs on tracing paper 

32 sheets, 41 x 29 cm each 

Galerie Crone, Berlin Vienna 

pp. 160 —163 

Modelle New York (New York Models), 2007 

Plywood on fiberboard 

4 wooden models, 42 x 42 cm each 

4 wooden models, 70 x 70 cm each 

Hanne Darboven Foundation, Hamburg 

pp. 164—167 

OBJECTS FROM THE STUDIO HOUSE 

Schreibzeit-Schreibtisch (Writing Time Writing Desk) 

Various materials and objects, various dimensions 

Table ca. 77 x 176 x 115 cm 

Hanne Darboven Foundation, Hamburg 

pp. 88—91 

DOCUMENTATION 

Mein Geheimnis ist, daB ich keins habe (My Secret Is 

That | Have None) 

A portrait of the artist by Walter Smerling, 1991 

Film on DVD, ca. 44 min. 

WDR mediagroup GmbH 
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HANNE DARBOVEN: ENLIGHTENMENT 

SEPTEMBER 18, 2015 —- FEBRUARY 14, 2016 

AT THE HAUS DER KUNST, MUNICH 

EXHIBITED WORKS 

Sechs Bucher Uber 1968 (Six Books about 1968), 1968 

Soft cover, photocopy (Xerox) 

5 books with 365 pages each, 27.6 x 21.5 x 3 cm each 

1 book with 700 pages, 27.6 x 21.5 x 7cm 

Hanne Darboven Foundation, Hamburg 

pp. 204—205 

Sechs Bucher Uber 1968 (Six Books about 1968), 1968 

6 x 16-mm films (digitized), black and white, 

no soundtrack, ca. 15 min. each 

Hanne Darboven Foundation, Hamburg 

pp. 204, 206 —207 

Ein Jahrhundert-ABC (One Century ABC), 1970/71 

Ink on lined paper 

19 panels (42 sheets per panel), framed, 149 x 179 cm each 

Hanne Darboven Foundation, Hamburg 

pp. 208 — 211 

24 Gesange, A Form und B Form, Index 

(24 Songs, A Form and B Form, Index), 1974 

Printing on tracing paper, a total of 48 panels 

A: 24 panels (3 sheets each), 72 sheets in total, 42 x 29.7 cm each 

B: 24 panels (3 sheets each), 72 sheets in total, 42 x 29.7 cm each 

126 x 29.7 x 2. cm (panel dimensions) 

Hanne Darboven Foundation, Hamburg 

pp. 212—215 

Schreibzeit (Writing Time), 1980s 

Collage, offset printing, copy 

3,364 sheets (exhibition version), 42 x 29.7 cm each 

Hanne Darboven Foundation, Hamburg 

pp. 216 — 223 

Kulturgeschichte 1880 — 1983 (Cultural History 1880 — 1983), 

1980 —1983 

1,590 sheets, 52.7 x 73 x 2.2 cm each (framed) 

19 sculptures in various dimensions 

Dia Art Foundation; partial gift, Lannan Foundation, 2013 

pp. 230 — 239 

Vierjahreszeiten. Der Mond ist aufgegangen, Opus 7, 

Akt | + Il (The Four Seasons: The Moon Has Risen, 

Opus 7, Act | + Il), 1982/83 

16-mm film (digitized), ca. 58 min. 

Hanne Darboven Foundation, Hamburg 

pp. 106-109 

Wunschkonzert, Opus 17 A und B, Opus 18 A und B 

(Request Program, Opus 17 A and B, Opus 18 A and B), 1984. 

Collage, felt-tip pen on paper, greeting cards 

1,009 sheets, 29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 240-245 

Erdkunde |, Il, III (Geography |, Il, III), 1986 

Collage (photocopies, photographs), offset printing, 

felt-tip pen and pencil on paper 

723 panels, 70 x 50 cm each 

10 school wall charts with wooden stands 

Hanne Darboven Foundation, Hamburg 

pp. 246—251 

Atta Troll, 1988 

Felt-tip pen on music score paper 

125 sheets, 29.7 x 21cm each 

Klosterfelde Collection, Hamburg 

Pp: 202— 255 

Quartett »88 (Quartet »88<), 1988 

Antique wax store-window mannequin, clothed, 

without arms, ink, photographs, and offset lithography 

on paper 

745 sheets, 42 x 29.7 cm each 

Mannequin: 177.8 x 48.2 x 25.4 cm 

Glenstone 

pp. 256 — 259 

M Opus 26 Quartett, Rutherford/ Niels Bohr, 

Modelle 1 bis 99 (M Opus 26 Quartet, 

Rutherford/ Niels Bohr, Models 1 to 99), 1988/89, 1992 

22 volumes (9,817 sheets), 42 x 29.7 cm each 

517 work sheets, 42 x 29.7 cm each 

Index, handwritten notes and transcriptions 

of models 1 to 9, 29.7 x 21cm each 

Short story M1,1—M9,99 (ca. 6,000 sheets), 

29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 260-265 

Geigensolo, o. Op. (Violin Solo, without Opus No.), 1992 

Printing, pencil, and felt-tip pen on Darboven’s 

preprinted music manuscript paper 

A form 

31.5 x 43.5 x 3.cm 

Hanne Darboven Foundation, Hamburg 

pp. 266 — 267 

Fin de Siécle — Buch der Bilder 

(Fin de Siecle — Book of Pictures), 1992/93 

520 work sheets, 29.7 x 21cm each 

42 picture panels, 50 x 70 cm each 

54 albums, 40 x 60 cm each 

Hanne Darboven Foundation, Hamburg 

pp. 268 — 273 

Erfindungen, die unsere Welt verandert haben 

(Inventions That Have Changed Our World), 1996 

Typewritten manuscript, pen and ink, photographs 

1,341 sheets, 29.7 x 21cm each 

Display case, 205 x 25 cm (with 10 figures) 

Hanne Darboven Foundation, Hamburg 

pp. 274-279 



Kontrabasssolo, Opus 45 (Contrabass Solo, Opus 45), 

1998 — 2000 

1 black-and-white photograph, 

42x 29.7 cm 

420 panels, 42 x 29.7 cm each 

3,478 panels, 29.7 x 21cm each 

Hanne Darboven Foundation, Hamburg 

pp. 280 — 285 

Ohne Titel (Kastchenmodelle ABC) 

(Untitled [Box Model ABC]), 2007 

Plywood on medium fiber plate 

A: 42 models, 7 x 38 x 50 cm 

B: 60 models, 7 x 62 x 50 cm 

C:19 models, 7 x 50 x 50 cm 

Hanne Darboven Foundation, Hamburg 

pp. 286—291 

BOOKS 

1968 —77. New York, 1969 

1 volume (white cardboard binding), 90 sheets 

Copy printing (ink on graph paper), 20.3 x 27.2 cm 

Edition: 5 copies 

Hanne Darboven Foundation, Hamburg 

pp. 302—303 

Diary NYC February 15 until March 4, 1974, 1974 

1 volume, 135 sheets 

Copy printing (ink on paper), 23.4 x 31.6. cm 

Castelli Graphics, New York, 

and Gian Enzo Sperone, Turin, 1974 

Edition: 1,000 copies Z 

Hanne Darboven Foundation, Hamburg 

pp. 304—305 

El Lissitzky (Kunst und Pangeometrie) 

(El Lissitzky [Art and Pangeometry]), 1974 

1 volume, 82 pages 

Offset printing, colored panels (black, red, green, 

and blue felt-tip pen) 

31.2 x 23 cm (double-sided) 

Published by Daled, Brussels, Hossmann, Hamburg, 

Yves Gevaert, Société des Expositions Brussels 

Edition: unknown 

Hanne Darboven Foundation, Hamburg 

pp. 306 —307 

1975, 1975 

1 volume, 80 sheets, paperbound, double-sided, 

glue binding, copy printing (ink on paper) 

30.2 x 21.4. cm 

Hamburg: self-published by Hanne Darboven 

Edition: 100 copies 

Hanne Darboven Foundation, Hamburg 

pp. 308-309 

»Atta Troll nach Heinrich Heine in Zahlenworte 

(abgezahlite Worte) wiederaufgeschrieben 

(Atta Troll Copied Out after Heinrich Heine in 

Number Words (Counted Words), 1975 

117 pages, catalogue for the exhibition in the 

Kunstmuseum Luzern, Lucerne, from May 11 to June 22, 1975, 

in collaboration with Gian Enzo Sperone, Turin 

Edition: unknown 

Reprinted in 1997 by Griffelkunst-Vereinigung Hamburg 

with accompanying CD under the title Hanne Darboven liest... 

Hanne Darboven Foundation, Hamburg 

pp. 252—255 

e.t.c. 2=1,2;1+1=1, 2,1976 

1 volume, 213 sheets 

White cardboard binding with printed “e.t.c.” stamp 

Glue binding, copy printing (ink on paper) 

30 x 21.2cm 

Hamburg: self-published by Hanne Darboven 

Edition: 200 

Hanne Darboven Foundation, Hamburg 

pp. 310-311 

OBJECTS FROM THE STUDIO HOUSE 

Music room 

Diverse materials and objects, various dimensions 

Hanne Darboven Foundation, Hamburg 

pp. 292 — 301, 313 

DOCUMENTATION 

Mein Geheimnis ist, daB ich keins habe (My Secret Is 

That | Have None) 

A portrait of the artist by Walter Smerling, 1991 

Film on DVD, ca. 44 min. 

WDR mediagroup GmbH 
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Portrait of Hanne Darboven, Monchengladbach, 1969 
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BIOGRAPHY 

“My secret is that | have none.” 

Hanne Darboven, 1991 

1941 

Hanne Darboven is born on April 29 to a Danish mother, Kirsten 

Darboven, née Vestergaard, and a German father, Casar Darboven, 

during a brief stay in Munich. The middle of three daughters, she 

grows up in Ronneburg, a rural neighborhood of Hamburg-Harburg, 

where her parents’ estate is located. 

The family firm of ‘U.J. Darboven,” which still exists, was founded 

in 1866 by Johann Joachim Darboven. In 1895, Johann Wilhelm 

Darboven opened the firm ‘U. W. Darboven,” a coffee roaster and 

colonial goods store in Hamburg-Harburg. Hanne Darboven’s family 

on her father’s side ran the Harburg firm from 1895 until 1968. 

1962 

Darboven begins her studies in art with Willem Grimm and Almir 

Mavignier at the Hochschule fur Bildende Kunste in Hamburg. Dat- 

ing from this period are her early material pictures and perforations, 

the so-called “Permutations.” 

1966 —1968 

The young artist lives in New York, where she gets to know Sol 

LeWitt, Carl Andre, Joseph Kosuth, and other Minimalist and 

Conceptual artists, as well as key art dealers such as Leo Castelli. 

During this period, she produces the first construction drawings 

on graph paper, journal-style calendar entries, and the first works 

based on calculations. 

“My work is a registration in the sense of existence, it is a working 

through.” Hanne Darboven, 1966 

Back in Hamburg, Darboven produces the first works that take 

dates as a point of departure and an artistic strategy. The individual 

numbers forming the individual dates are calculated to form 

checksums and furnished with the so-called construction or 

“K-values.” 

‘And finally, | arrived at the dates of the days, which of course 

preoccupy one daily with the meaning or non-meaning of things.” 

Hanne Darboven, 1989 

1967 

First solo exhibition at the Galerie Konrad Fischer, Dusseldorf, 

where she is featured regularly for many years. 

From this point onward, there are numerous exhibitions at re- 

nowned museums and galleries in Europe and the US. 

1969 

Begins to produce abstract, systematic written works, involving 

wavy lines or U-shaped arches, which characterize Darboven’s 

treatment of writing as a conceptual act. The artist herself speaks 

of a “writing without describing,” or of “concrete writing.” 

Participates in the exhibition When Attitudes Become Form, 

shown at the Kunsthalle Bern, Bern; Museen Haus Lange/ 

Haus Esters, Krefeld; Institute of Contemporary Arts, London. 

1970/71 

Production of Ein Jahrhundert-ABC (One Century ABC). 

1971 

The exhibition Hanne Darboven is held at the Westfalischer 

Kunstverein, Munster. 

Beginning in this year, through writing as an artistic form of 

expression, Darboven integrates historical texts, current political 

events, handwritten transcriptions of essays, newspaper articles, 

photographs, and prints into her works. Her transcription of 

Homer’s Odyssey (Books 1 to 5) is one of the first handwritten works. 

“| rewrote by hand in order to be mediated myself by the mediated 

experience.” Hanne Darboven, 1991 

172 

Participates in Documenta 5 in Kassel. 

1973 

First exhibition with Leo Castelli, New York, who presents her works 

regularly in subsequent years. 

1974 

Participates in the exhibition Projekt 74. Aspekte internationaler 

Kunst am Anfang der 70er Jahre, Kunsthalle Koln, Cologne. 

The exhibition Ein Monat, ein Jahr, ein Jahrhundert. Werke von 1968 

bis 1974 is held at the Kunstmuseum Basel. 

1974-1975 

Participates in the exhibition Eight Contemporary Artists, Museum 

of Modern Art, New York. 

1975 

Begins work on her magnum opus, Schreibzeit (Writing Time), in 

which she records time by means of number codes, verbal 

texts, diagrams, and photographs, and on Weltansichten 00— 99 

(World Views 00 — 99), 1975 — 1980, in which she integrates in 

particular collectible cards and prints of advertising figurines 

bearing the family trademark “IWE Darboven.” Both works 

are strongly shaped visually by the red-framed Schreibzeit paper 

she now introduces; its graphic appearance is borrowed from 

the magazine Der Spiegel. 

Darboven inaugurates her wide-ranging material collection 

(incorporating everyday objects of utility, antiques, physical 

instruments, books, posters, toys, curiosities, and souvenirs), 

which serves alongside texts as a medium of memory storage. 

She also commissions the production of objects she requires 

for her collection. 

“l produce no sculpture—but | have a horse built. | produce no 

painting—but | cover rooms with writing.” Hanne Darboven, 1991 

NTT. 

Participates in Documenta 6 in Kassel. 

1978 

Produces Bismarckzeit (Bismarck Time), which incorporates 

a sculpture for the first time; it is exhibited at the Rheinisches 

Landesmuseum in Bonn. 

“In the work dealing with the Bismarck era, | also incorporate 

pictures. Because now, | depict that which | no longer write with 

numbers.” Hanne Darboven, 1981 

1979 

Beginning in 1979, Darboven produces numerous musical scores. 

Here, she translates her complex registrations of numbers into 

musically performable notations. Some of her compositions are 

recorded and played at exhibitions. 



1980 

The artist designs her green so-called Ubiquist postcards, 

which she now uses frequently as a reference to her home. 

Begins the extensive work Kulturgeschichte 1880 — 1983 

(Cultural History 1880 — 1983), 1980 —1983. 

“What | wrote down in Schreibzeit, | now document for you in 

images. By the thousand.” Hanne Darboven, 1982 

Also produced this year are Milieu »80< and Wende >80« (Turning 

Point >80«), the latter incorporating music for the first time. 

“One + one is two. Two is one two. — This is my primal thesis for 

all laws which | encounter mathematically. | write mathematical 

literature and mathematical music.” Hanne Darboven, 2004 

1982 

Participates in Documenta 7 in Kassel. 

Represents the Federal Republic of Germany at the Venice 

Biennale, with the work Weltansichten 00 — 99 of 1975 to 1980. 

1982/83 

In the film Vierjahreszeiten. Der Mond ist aufgegangen (The Four 

Seasons: The Moon Has Risen), which Darboven directs herself, 

the artist depicts her personal milieu (her studio and residence and 

their surroundings). 

1984/85 

Produces Menschen und Landschaften (People and Landscapes) 

and Ansichten >85<, Harburg/New York (Views >85«, Harburg/ 

New York), which incorporates numerous historical greeting cards 

and picture postcards, and which visualizes Hamburg and New 

York, her two essential geographical points of reference. 

Participates in the exhibition 1954 — 1985 - Kunst in der Bundes- 

republik Deutschland at the Neue Nationalgalerie in Berlin. 

1986 

Receives the Edwin-Scharff-Prize of the Free and Hanseatic City 

of Hamburg for 1985. 

1988 

Produces Quartett »88 (Quartet >88x), 

1990 —1996 

In the complex installation work Kinder dieser Welt (Children of 

This World), Hanne Darboven visualizes and writes the century 

of 1900 to 1999 by means of calculations, realizes this in the 

musical work Blechblasertrio Opus 43 A (Brass Trio Opus 43 A), 

and integrates toys from around the world. 

1992/93 

Produces Fin de Siécle — Buch der Bilder (Fin de Siecle — 

Book of Pictures). 

1994 

Receives the Lichtwark Prize of the Free and Hanseatic 

City of Hamburg. 

Participates in the exhibitions After and Before, the Renaissance 

Society at the University of Chicago, and From Minimal 

to Conceptual Art, National Gallery of Art, Washington, D.C. 

1995 

Receives the International Prize from the Federal State of 

Baden-Wiurttemberg for Visual Art for 1994. 

1996 

Produces Erfindungen, die unsere Welt verandert haben (Inventions 

That Have Changed Our World). 

The exhibition Hanne Darboven: Kulturgeschichte 1880 — 1983 

is held at the Dia Art Foundation, New York. 

1997 

Hanne Darboven becomes a member of the Akademie der KUnste 

(Academy of Arts) in Berlin. 

The exhibition Kinder dieser Welt is held at the Staatsgalerie 

Stuttgart. 

1997/98 

Participates in the exhibition Deutschlandbilder, Martin-Gropius- 

Bau, Berlin. 

1998 

Produces Europa 97 (Europe 97) and Gustav Stresemann postum 

(Gustav Stresemann Posthumus). 

1998 — 2000 

Produces Kontrabasssolo, Opus 45 (Contrabass Solo, Opus 45). 

1999/2000 

The exhibition Hanne Darboven. Das Fruhwerk is held at the 

Hamburger Kunsthalle. 

The exhibition Hommage a Picasso is held at the Deichtorhallen 

Hamburg, Hamburg. 

2000 

The exhibition Menschen und Landschaften is held at the Hallen fur 

neue Kunst, Schaffhausen. 

Establishment of the Hanne Darboven Foundation, Hamburg, in 

the studio residence Am Burgberg in Hamburg-Ronneburg; 

the Foundation’s objective is to “protect the extensive opus of the 

benefactress as an internationally recognized artist and to allow 

the public access to it.” 

2002 

Participates in Documenta 11 in Kassel. 

2004 

Participates in the exhibition Beyond Geometry - Experiments 

in Form, 1940s — 1970s, Los Angeles County Museum of Art, Los 

Angeles. 

2007 

The Holzmodelle (wooden models) are produced in plywood, trans- 

lating early drawings produced in New York as well as later designs 

into object form. 

2008 

The exhibition Hanne Darboven: Fin de Siécle — Buch der Bilder 

takes place at the Hamburger Bahnhof — Museum fur Gegenwart, 

Berlin. 

2009 

On March 9, Hanne Darboven succumbs to cancer. 

Susanne Kleine 
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LIST OF EXHIBITIONS 

SOLO EXHIBITIONS 

1967/68 

Hanne Darboven: Konstruktionen - Zeichnungen, Konrad Fischer 

Galerie, Dusseldorf 

1968 

Div. Zeichnungen, 1967, DIN A 2, Konrad Fischer Galerie, Dusseldorf 

1969 

Hanne Darboven: Ausstellung mit 6 Filmprojektoren nach 

6 Buchern Uber 1968, Stadtisches Museum Abteiberg, 

Monchengladbach 

91968 und »Ein Jahrhundert«, Galerie Heiner Friedrich, Munich 

1970 

Hanne Darboven, Galerie Michael Werner, Cologne 

Das Jahr 1970, Konrad Fischer Galerie, Dusseldorf 

00/ 366-1. 99/ 365-100 (bulletin 28), Art & Project, Amsterdam 

00/ 366-1. 99/ 365-100, Galleria Sperone, Turin 

1971 

42 x 100/100 x 42, Gerry Schum, Dusseldorf 

Ein Jahrhundert in einem Jahr, Galerie Konrad Fischer, Dusseldorf 

Hanne Darboven, Westfalischer Kunstverein, Munster 

1972 

Hanne Darboven, Galleria Marilena Bonomo, Bari 

Hanne Darboven (Atta Troll nach Heinrich Heine), Kunstmuseum 

Luzern, Lucerne, together with Gian Enzo Sperone, Turin 

1972/73 

Hanne Darboven (bulletin 64), Art & Project, Amsterdam 

1974 

Zeichnungen, Kabinett fur aktuelle Kunst, Bremerhaven 

Hanne Darboven: Diary N.Y.C. February 15 until March 4 1974, Castel- 

li Graphics, New York/ Gian Enzo Sperone, Turin 

Hanne Darboven, Galerie MTL, Brussels 

Hanne Darboven, Palais des Beaux-Arts de Bruxelles, Brussels 

Hanne Darboven, Modern Art Oxford, Oxford 

Ein Monat, ein Jahr, ein Jahrhundert: Werke von 1968 bis 1974, 

Kunstmuseum Basel, Basel 

Exhibition of Works by Hanne Darboven, Leo Castelli & 

Sonnabend Gallery, New York 

1975 

Hanne Darboven: 60 Arbeiten 4 1 Arbeit, Galerie Konrad Fischer, 

Dusseldorf 

Hanne Darboven: Een maand, een jaar, een eeuw - Werken von 1968 

tot en met 1974, Stedelijk Museum, Amsterdam 

Hanne Darboven: Atta Troll nach Heinrich Heine in Zahlenworte 

[abgezahlte Worte] wieder aufgeschrieben, Kunstmuseum Luzern, 

Lucerne 

Hanne Darboven: Having bridged a (the) gap, Kabinett fur aktuelle 

Kunst, Bremerhaven 

1976 

Cusack Gallery, Houston 

Galerie Durand-Dessert, Paris 

Hanne Darboven: For Jean-Paul Sartre, Leo Castelli Gallery, 

New York 

1977 

Hanne Darboven: Milieu - Aufbruch ins dritte Jahrtausend, 

Leo Castelli Gallery, New York/Kunstschau in der Bottcherstrabe, 

Bremen 

1978 

Hanne Darboven: J. J. Moser, das Vélkerrecht, Leo Castelli Gallery, 

New York/ Sperone Westwater Gallery, New York 

1979 

Hanne Darboven: Bismarckzeit, Rheinisches Landesmuseum, Bonn 

Hanne Darboven: 53 Wochen 75, Galerie Paul Maenz, Cologne 

Hanne Darboven: Zeichnungen, Kabinett fur aktuelle Kunst, 

Bremerhaven 

1980 

Hanne Darboven: Milieu >80« - today (fur Walter Mehring)/ 

Hanne Darboven: “Fur Walther Mehring,” Leo Castelli Gallery, 

New York/ Palazzo Atelier, Cologne 

Hanne Darboven: Schreibzeit 75/80, Halle fur Internationale Kunst, 

Zurich 

1981 

Hanne Darboven: Milieu >80<, Galerie Paul Maenz, Cologne 

Hanne Darboven: Wende >80«, Leo Castelli Gallery, New York/ 

Konrad Fischer Galerie, Zurich/ Bonner Kunstverein, Bonn/ 

Gelbe Musik, Berlin 

1982 

Hanne Darboven, Galerie Achim Kubinski, Stuttgart 

Wende >80«, Ursula Block /Gelbe Musik, Berlin 



1983 

Hanne Darboven: Wende >80, Rijksmuseum Krdller-Muller, Otterlo 

Hanne Darboven: Der Mond ist aufgegangen, Hamburger Kunsthal- 

le, Hamburg 

Schreibzeit, Kunstverein Hamburg, Hamburg 

1984 

Hanne Darboven: Ansichten »82<, Leo Castelli Gallery, New York 

1985 

Hanne Darboven: Regenmacher 85, Raum 41, Bonn 

Hanne Darboven: Ansichten >85<, Leo Castelli Gallery, New York 

1986 

Hanne Darboven: Theatre 1985, Galerie Ascan Crone, Hamburg 

Hanne Darboven: “Histoire de la Culture 1880 — 1983”, “24 chants”, 

Musée dArt moderne de la Ville de Paris, Paris 

1987 

Hanne Darboven: R. M. Rilke, Das Stundenbuch, Leo Castelli 

Gallery, New York 

Hanne Darboven: Bismarckzeit, Galerie Paul Maenz, Cologne 

Hanne Darboven: Theatre, Galerie Elisabeth Kaufmann, Zurich 

1988 

Hanne Darboven: Fur Rainer Werner Fassbinder, Kunstraum 

Munchen, Munich/ Galerie Elisabeth Kaufmann, Zurich 

2 

Hanne Darboven: Editionen 1978 — 88, Edition Schellmann, 

Munich/ New York 

1989 

Hanne Darboven: Ansichten >85<, Dortmunder Kunstverein, 

Dortmund/Helms-Museum, Hamburger Museum flr Archaologie 

und die Geschichte Harburgs, Hamburg 

Hanne Darboven: Requiem, Galerie Erhard Klein, Bonn 

ATTA TROLL - eine Arbeit in Zahlenworten, daad Galerie, Berlin 

Lehrstunde der Nachtigall, Kunstlerhaus Stuttgart, Stuttgart 

Hanne Darboven, Existenz, Galerie Paul Maenz, Cologne 

1989/90 

Hanne Darboven, Quartett »88<: Marie Curie, Rosa Luxemburg, 

Gertrude Stein, Virginia Woolf, Renaissance Society at the Univer- 

sity of Chicago, Chicago/ Neue Gesellschaft fur Bildende Kunst, 

Berlin/Portikus, Frankfurt am Main/Museum of Contemporary Art, 

Los Angeles 

1990 

Hanne Darboven: Kurt Schwitters, Busche Galerie, Cologne 

Hanne Darboven: For Abraham Lincoln, James Corcoran Gallery, 

Santa Monica 

Hanne Darboven: Opus 26 Quartette Modell 1— 9 1989/90, 

Galerie Elisabeth Kaufmann, Basel/ Galerie Metropol, Vienna 

Hanne Darboven: Requiem for M. Oppenheimer, Leo Castelli 

Gallery, New York 

Hanne Darboven: Primitive Zeit / Uhrzeit (Hanne Darboven: Primitive 

Time/Clock Time), Goldie Paley Gallery / Moore College of Art and 

Design, Philadelphia 

1991 

Evolution »86<, Staatsgalerie moderner Kunst, Munich/ 

Ydessa Hendeles Foundation, Toronto/Kunsthalle Basel, Basel 

Hanne Darboven: “Opus 26”, 1989/90 und andere Arbeiten, 

Galerie Six Friedrich, Munich 

Schreibzeit: Weltansichten, 1982, Monika Sprith Galerie, Cologne 

Hanne Darboven: “24 Gesange, Opus 14a” und andere Editionen, 

Galerie Sima, Nuremberg 

Hanne Darboven: Symphonie Fin de Siecle - Opus 27/ 

ABC-Symphonie - Opus 37, Kunsthalle Basel, Basel 

Hanne Darboven: Die geflugelte Erde, Requiem, Deichtorhallen 

Hamburg, Hamburg/ Stedelijk Van Abbemuseum, Eindhoven 

1992 

Hanne Darboven: Aufbruch ins dritte Jahrtausend, Galerie der 

Stadt Sindelfingen, Sindelfingen 

Hanne Darboven: Werke 1971 1974 1983 1987 1990, Busche Galerie, 

Cologne 

1993 

Hanne Darboven: Kreuzfahrt zur Holle, Busche Galerie, Berlin 

Hanne Darboven: Twentieth Anniversary, Leo Castelli Gallery, 

New York 

Hanne Darboven: Editionen, Galerie Elisabeth Kaufmann, Basel 

1994/95 

Hanne Darboven: “Friedrich Il, Harburg”, 1986 / Hanne Darboven, 

Concert, “Opus 26,” Goethe-Institut Gallery, London 

Hanne Darboven: Hommage an meinen Vater, Hommage an meine 

Mutter, Galerie Meert Rihoux, Brussels 

1995 

Hanne Darboven: Hommage an meinen Vater, Hommage an meine 

Mutter, Museo Cantonale d’Arte Lugano, Lugano 

Hanne Darboven: Vier Bucher, Busche Galerie, Berlin 

Wende >80</Kreuzfahrt zur Holle, Institut fur Auslandsbeziehungen, 

Stuttgart 

Hanne Darboven: South Korean Calendar, 1991, Leo Castelli Gallery, 

New York 



CVE 

1996 

Hanne Darboven: Milieu »80< - heute (fur Walter Mehring), 

Kunsthalle Bielefeld, Bielefeld 

Hanne Darboven: Evolution Leibniz 1986, Sprengel Museum 

Hannover, Hannover 

Hanne Darboven: “Soll und Haben” und “Welttheater >79«,” 

Ausstellungsgesellschaft fur zeitgendssische Kunst, Essen/ 

Overbeck-Gesellschaft, Lubeck 

Hanne Darboven: Kulturgeschichte 1880 — 1983, Dia Center for 

the Arts, New York 

1997 

Hanne Darboven - Kinder dieser Welt, Staatsgalerie Stuttgart, 

Stuttgart 

1998 

Hanne Darboven: Stone of Wisdom/ Stein der Weisen 1996, 

Sperone Westwater Gallery, New York 

Hanne Darboven: Wende >80«, Busche Galerie, Berlin 

1999 

Hanne Darboven: Erstverdffentlichung Schreibzeit, Max-Planck- 

Gesellschaft, Gottingen 

Musikwerke Bildender Kunstler, Nationalgalerie im Hamburger 

Bahnhof - Museum flr Gegenwart, Berlin/Kunst- und 

Ausstellungshalle der Bundesrepublik Deutschland, Bonn 

Hanne Darboven, 1969/ 1972/1983, Busch-Reisinger Museum, 

Cambridge 

1999/2000 

Hanne Darboven: Das Fruhwerk, Hamburger Kunsthalle, Hamburg 

Hommage a Picasso, Deichtorhallen Hamburg, Hamburg 

2000 

9 x 11= 99, Galerie Konrad Fischer, Dusseldorf 

Hanne Darboven, De Zonnehof, Amersfoort 

Menschen und Landschaften, Hallen fur neue Kunst, 

Schaffhausen 

2000/01 

Diary 1993, Galerie Klosterfelde, Berlin 

2001 

Ein Jahrhundert, Kunstmuseum Bonn, Bonn 

2002 

Hanne Darboven, Bucher 1966 — 2002, Westfalisches Landes- 

museum, Munster 

Hanne Darboven, Galerie Ascan Crone, Berlin 

Hanne Darboven - Kosmos »85< - Weltreise - In Gedanken an 

Humboldt - Kosmos, Galerie Jule Kewenig, Frechen 

2003 

Galerie Elisabeth Kaufmann, Zurich 

Museum Haus Konstruktiy, Zurich 

2004 

Querschnitt: Hanne Darboven in den Phoenix-Fabrikhallen, Phoenix 

Kulturstiftung (Sammlung Falckenberg), Hamburg 

Hanne Darboven - ein Jahrhundert-ABC, Kestnergesellschaft, 

Hannover 

2005 

Hanne Darboven, Klemens Gasser & Tanja Grunert, New York 

2006 

Hanne Darboven: Selected Work, Leo Castelli Gallery, New York 

Hanne Darboven, Helga Maria Klosterfelde Edition, Berlin 

Hanne Darboven - ein Jahrhundert-ABC, 2002, Galerie Crone, 

Berlin 

Hanne Darboven: Hommage a Picasso, Deutsche Guggenheim, 

Berlin 

Hanne Darboven, Galerie Martine Aboucaya, Paris 

2007 

Hanne Darboven, Konrad Fischer Galerie, Dusseldorf 

Hanne Darboven, Galerie Greta Meert, Brussels 

Hanne Darboven, Galerie Elisabeth Kaufmann, Zurich 

2008 

Hanne Darboven: Fin de Siécle - Buch der Bilder, Hamburger 

Bahnhof —- Museum fur Gegenwart, Berlin 

Hanne Darboven, Helga Maria Klosterfelde Edition, Berlin 

2009 

Hanne Darboven - Konstruktionen 1968, Marc Foxx, Los Angeles 

Accrochage, Galerie Crone, Berlin 

Hanne Darboven, Galerie Klosterfelde, Berlin 

Hanne Darboven, Sutton Lane, Paris 

2009/10 

Der Sand, Galerie Kewenig, Cologne 

2010 

First Floor: Hanne Darboven, Galerie Crone, Berlin 

Wunschkonzert, Regen Projects, Los Angeles 

2011 

Hanne Darboven: Sunrise / Sunset, Konrad Fischer Galerie, Berlin 

2012 

Wunschkonzert, 1984, Sutton Lane, Paris 



Hanne Darboven, Camden Arts Centre, London 

Wunschkonzert, 1984, Galerie Klosterfeld, Berlin 

2012/13 

Hanne Darboven - Index, P420, Bologna 

2013 

Hanne Darboven - Exhibition and Musical Performance (Kalender 

94, Postum OP 42 A B CD, Blaserquintett/ Opus 26 Quartette 

Modell 1— 9 1989/90), Museo della Musica, Bologna 

Hanne Darboven - A Survey, Leo Castelli Gallery, New York 

hanne darboven, Musik aus Wende 80, Eyvind Kang and Trevor 

Dunn Swiss Institute, New York (concert) 

2013/14 

Hanne Darboven: Ein Jahrhundert, Galerie Crone, Berlin 

2014 

Wie fluchtig ist die Zeit! Hanne Darboven, Museum Kuppersmthle 

fur Moderne Kunst, Duisburg (lecture) 

Oren Ambarchi: Knots/EVOL play Hanne Darboven, ISSUE Project 

Room, New York (concert) 

The order of time and things: The home studio of Hanne Darboven, 

Museo Nacional Centro de Arte Reina Sofia, Madrid /Deichtorhal- 

len Hamburg - Sammlung Falckenberg, Hamburg, in cooperation 

with the Hanne Darboven Foundation, Hamburg 

Eine Nacht mit den “Queens of Minimal”: Hanne Darboven und 

Chloé im Stadel, Stadel Museum, Frankfurt am Main (lecture) 

2015 

accepting anything among everything, Talbot Rice Gallery, 

Edinburgh 

2015/16 

Hanne Darboven: Enlightenment - Time Histories: A Retrospective, 

Bundeskunsthalle, Bonn/Haus der Kunst, Munich 

GROUP EXHIBITIONS 

1967 

Normal Art, Lannis Museum of Normal Art, New York 

1967/68 

Art in Series, Finch College Museum, New York 

1968 

Minimal Art USA Juni 1968 - Neue Monumente Deutschland 

Juli 1968, Galerie René Block, Berlin 

1969 

Sammlung 1968 Karl Stréher, Neue Nationalgalerie, Berlin/ 

Kunsthalle Dusseldorf, Dusseldorf 

When Attitudes Become Form (Live In Your Head: When 

Attitudes Become Form), Kunsthalle Bern, Bern 

When Attitudes Become Form (Wenn Attituden Form werden: 

Werke - Konzepte - Prozesse - Situationen - Information), 

Museen Haus Lange/Haus Esters, Krefeld 

No. 7, Paula Cooper Gallery, New York 

When Attitudes Become Form (Live In Your Head: When Attitudes 

Become Form), Institute of Contemporary Arts London, London 

Prospect 69, Stadtische Kunsthalle Dusseldorf, Dusseldorf 

Kunstmarkt Koln, Galerie Heiner Friedrich, Munich/Kolnischer 

Kunstverein, Cologne 

Konzeption - Conception: Dokumentation einer heutigen 

Kunstrichtung. documentation of a to-day’s art tendency, 

Stadtisches Museum Leverkusen, Schloss Morsbroich, Leverkusen 

1970 

955.000, Vancouver Art Gallery, Vancouver 

Sammlung Etzold, im Besitz des Stadtischen Museums 

Monchengladbach, Kolnischer Kunstverein, Cologne 

Conceptual Art, Arte Povera, Land Art, Galleria Civica d’Arte 

Moderna e Contemporanea, Turin 

2e Biennale internationale de l’estampe, Musée dArt moderne de 

la Ville de Paris/A.R.C. Animation-Recherche-Confrontation, Paris 

Drawings, Museum Morsbroich, Leverkusen 

Summer Show: Exhibition in Studio International, Studio 

International vol. 180, no. 924, London 

Information, Museum of Modern Art, New York 

Summer, Art & Project, Amsterdam 

Drawings, Kunsthaus Hamburg, Hamburg/Kunstverein Munchen, 

Munich 

1971 

Guggenheim International Exhibition, Solomon R. Guggenheim 

Museum, New York 

Septieme Biennale de Paris, Paris 

1972 

Konzept-Kunst, Kunstmuseum Basel, Basel 

Documenta 5, Kassel 

[Drawing], Museum of Modern Art, Oxford/ Bear Lane Gallery, 

Oxford 

1973 

Duodécimo Bienal de Sao Paulo, Sao Paulo 

Group Exhibition, Leo Castelli Gallery, New York 



VE 

Deutsche Zeichnungen der Gegenwart, Kulturgeschichtliches 

Museum Osnabriick, Osnabriick/ Kunstverein Oslo, Oslo/ 

Kunsthalle Bielefeld, Bielefeld 

Bilder - Objekte - Filme - Konzepte, Stadtische Galerie im 

Lenbachhaus, Munich 

1973/74 

c. 7,500, The California Institute of the Arts, Valencia/The 

Wadsworth Atheneum, Hartford/ Moore College of Art, 

Philadelphia/The Institute of Contemporary Art, Boston/ Walker Art 

Center, Minneapolis /Smith College Museum of Art, Northampton 

1974 

Group Drawing Exhibition, Leo Castelli Gallery, New York 

Hanne Darboven, Erwin Heerich, Klaus Rinke, Bonner Kunstverein, 

Bonn 

Group Exhibition, Leo Castelli Gallery, New York 

Idea and Image in Recent Art, The Art Institute of Chicago, 

Chicago 

Projekt ’74: Aspekte internationaler Kunst am Anfang der 

70er Jahre, Kunsthalle Koln, Cologne 

1974/75 

Eight Contemporary Artists, Museum of Modern Art, New York 

1975 

Group Exhibition, Leo Castelli Gallery, New York 

1976 

Drawing Now: 1955 — 1975, Museum of Modern Art (MoMA), New 

York/[Traveling exhibition sponsored by MoMA's International 

Council, New York] 

Group Drawing Exhibition, Leo Castelli Gallery, New York 

177: 

Europe in the Seventies: Aspects of Recent Art, Art Institute 

of Chicago, Chicago/ Hirshhorn Museum and Sculpture Garden, 

Washington, D.C./San Francisco Museum of Modern Art, 

San Francisco/Modern Art Museum of Fort Worth, Fort Worth/ 

Contemporary Arts Center, Cincinnati 

Documenta 6, Kassel 

1978 

Numerals 1924 — 1977, Leo Castelli Gallery, New York 

1979 

Third Biennale of Sydney: European Dialogue, Art Gallery 

of New South Wales, Sydney 

1980 

Printed Art Since 1965, Museum of Modern Art, New York 

Art in Europe after '68, Stedelijk Museum voor Actuele Kunst, 

Ghent 

1981 

Art Allemagne Aujourd’hui, Musée d’Art moderne de la Ville 

de Paris, Paris 

1982 

Livres d’artistes = Books by artists, Musée d’art contemporain 

de Montréal, Montreal 

25th Anniversary Exhibition of Leo Castelli, Leo Castelli Gallery, 

New York 

'60/’80 Attitudes, Concepts, Images, Stedelijk Museum, 

Amsterdam 

Documenta 7, Kassel 

La Biennale di Venezia: Settore Arti Visive, Venice 

1982/83 

Eine Arbeit von [..], Konrad Fischer Zurich (Elisabeth Kaufmann), 

Zurich 

1983 

LArte povera, l'art conceptuel et les mythologies individuelles en 

Europe, Musée d’art contemporain de Montréal, Montreal 

1985 

1954 — 1985 - Kunst in der Bundesrepublik Deutschland, 

Neue Nationalgalerie, Berlin 

L’ceil musicien: Les écritures et les images de la musique, 

Palais des Beaux-Arts de Charleroi, Charleroi 

1986 

Ein anderes Klima — a different climate (II), Kunsthalle Dusseldorf, 

Dusseldorf 

1987 

XXXth Anniversary: The First Fifteen Years Part 2, Leo Castelli 

Gallery, New York 

Wechselstrome, Kontemplation, Expression, Konstruktion, Bonner 

Kunstverein, Bonn 

1988 

Arbeit in Geschichte/ Geschichte in Arbeit, Kunsthaus und 

Kunstverein in Hamburg, Hamburg 

1989 

Drawing as Itself, National Museum of Art, Osaka 

1989/90 

L’art conceptual: Une perspective, Musée d'Art moderne de la Ville 

de Paris, Paris / Musée d'art contemporain de Montréal, Montreal 

1990 

8th Biennale of Sydney 1990 - The Readymade Boomerang, 

Biennale of Sydney, Sydney 



1992 

Photography in Contemporary German Art, 1960 to the Present, 

Walker Art Center, Minneapolis/Louisiana Museum fur 

moderne Kunst, Humlebaek/ Museum Ludwig, Cologne / 

Guggenheim Museum SoHo, New York 

1993 

Word Play, Leo Castelli Gallery, New York 

Neue Kunst in Hamburg, Kunstverein in Hamburg, Hamburg 

1993/94 

Wunderkammer poetische Raume, Galerie Elisabeth Kaufmann, 

Basel 

1994 

After and Before, The Renaissance Society at The University of 

Chicago, Chicago 

From Minimal to Conceptual Art, The National Gallery of Art, 

Washington, D.C. 

Photographie in der deutschen Gegenwartskunst, Offentliche 

Kunstsammlung Basel, Museum fur Gegenwartskunst, Basel 

1994/95 

Metamorphosen des Schreibens, Neues Museum Weserburg 

Bremen, Bremen 

1995 

Masterpieces from the Solomon R. Guggenheim Museum's 

Panza Collection, Hessel Museum of Art & Center for Curatorial 

Studies Galleries at Bard College, Annandale-on-Hudson 

Sniper's Nest: Art That Has Lived with Lucy R. Lippard, Hessel 

Museum of Art & Center for Curatorial Studies Galleries at Bard 

College, Annandale-on-Hudson 

1996 

Leo Castelli: An Exhibition In Honor Of His Gallery And Artists, 

Gagosian Gallery, Beverly Hills 

Berechenbarkeit der Welt, Bonner Kunstverein, Bonn 

1997 

Deep storage - Arsenale der Erinnerung: Sammeln, Speichern, 

Archivieren in der Kunst, Neue Nationalgalerie, Berlin/Kulturforum 

Potsdamer Platz, Berlin/ Haus der Kunst, Munich 

4e Biennale de Lyon, La Biennale de Lyon, Lyon 

1997/98 

Deutschlandbilder, Martin-Gropius-Bau, Berlin 

1999 

Von Beuys bis Cindy Sherman - Sammlung Lothar Schirmer, 

Kunsthalle Bremen, Bremen 

Chronos and Kairos, die Zeit in der zeitgendssischen Kunst, 

Kunsthalle Fridericianum, Kassel 

2000 

Percepciones en transformacion: La Coleccion Panza del Museo 

Guggenheim Bilbao, Museo Guggenheim de Arte Moderno y 

Contemporaneo, Bilbao 

Der Hang zur Beharrlichkeit, Kunstraum Innsbruck, Innsbruck 

Voila - Le monde dans la téte, Musée d’Art moderne de la Ville 

de Paris, Paris 

Kabinett der Zeichnung, Kunstverein fur die Rheinlande und 

Westfalen, Dusseldorf 

2001 

Minimal, Zwirner & Wirth, New York 

De Artaud ... a Twombly, Centre Pompidou - Musée national 

d'art moderne, Paris 

2002 

Documental], Kassel 

Beyond Preconceptions, Berkeley Art Museum and Pacific Film 

Archive, Berkeley 

2003 

TALKING PIECES — Text und Bild in der neuen Kunst, Museum 

Morsbroich, Leverkusen 

Minimalism and After Il, Daimler Contemporary Berlin, Berlin 

Aufgeschraubt und abgestaubt | - Die Sammlung im Prozess der 

Neuprdasentation, Ludwig Forum fur Internationale Kunst, Aachen 

The DaimlerChrysler Collection, Zentrum fur Kunst und 

Medientechnologie Karlsruhe, Karlsruhe 

Lines of Engagement, Sperone Westwater Gallery, New York 

Berlin - Moskau / Moskau - Berlin 1950 — 2000, Martin-Gropius-Bau, 

Berlin 

Bucher, Museum Moderner Kunst, Vienna 

2003/04 

Aufgeschraubt und abgestaubt III - Die Sammlung im Prozess der 

Neuprasentation, Ludwig Forum fur Internationale Kunst, Aachen 

On the Edge: Contemporary Art from the DaimlerChrysler 

Collection, The Detroit Institute of Arts, Detroit 

Die Bucher der Kunstler, Weserburg Museum flr moderne Kunst, 

Bremen 

Partners: Ydessa Hendeles Art Foundation, Haus der Kunst, 

Munich 

2004 

Beyond Geometry ~ Experiments in Form 1940s — 70s, Los Angeles 

County Museum of Art, Los Angeles 



OVE 

2005 

EXIT - Ausstieg aus dem Bild, Zentrum fur Kunst und 

Medientechnologie Karlsruhe, Karlsruhe 

Les Grands Spectacles - 120 Jahre Kunst und Massenkultur, 

Museum der Moderne Salzburg Monchsberg, Salzburg 

2006 

Le mouvement des images, Musée national d'art moderne, 

Paris 

Libri Books Bucher, Castello di Rivoli Museo d’Arte 

Contemporanea, Turin 

Vinilo - Discos y caratulas de artistas, Museu d’Art 

Contemporani de Barcelona, Barcelona 

Inventur, Kunsthaus Graz, Graz 

Conversation with Art, on Art: Bauhaus to Contemporary Art, 

Tokyo Opera City Art Gallery, Tokyo 

Von Richter bis Scheibitz - Deutsche Arbeiten auf Papier 

seit 1960, Kunstmuseum Winterthur, Winterthur 

Deutsche Bilder aus der Sammlung Ludwig, Kunstverein 

Oberhausen, Oberhausen 

2006/07 

Eye on Europe - Prints, Books & Multiples, 1960 to Now, 

Museum of Modern Art, New York 

2007 

Based on Paper - Die Sammlung Marzona: Revolution 

der Kunst 1960 —1975, Staatliche Museen zu Berlin - 

Preufsischer Kulturbesitz, Kupferstichkabinett, Berlin 

Das schwarze Quadrat: Hommage an Malewitsch, 

Hamburger Kunsthalle, Hamburg 

Concept: Photography - Dialogues & Attitudes, 

Museum of Contemporary Art, Budapest 

2007/08 

Weltempfanger - 10 Jahre Galerie der Gegenwart, 

Hamburger Kunsthalle, Hamburg 

Multiplex: Directions in Art, 1970 to Now, Museum 

of Modern Art, New York 

OUT OF TIME - Werke aus den Sammlungen, 

Weserburg Museum flr moderne Kunst, Bremen 

2008 

Hanne Darboven, Matt Mullican, Dan Peterman, 

Klosterfelde, Berlin 

Genau + anders — Mathematik in der Kunst von Durer 

bis Sol LeWitt, Museum Moderner Kunst Stiftung Ludwig, 

Vienna 

Visite - Von Gerhard Richter bis Rebecca Horn, Kunst- 

und Ausstellungshalle der Bundesrepublik Deutschland, Bonn 

Selections from the Collection of Helga and Walther Laufts, 

Zwirner & Wirth, New York 

Blasted Allegories - Werke aus der Sammlung Ringier, 

Kunstmuseum Luzern, Lucerne 

Sol LeWitt x 2, Austin Museum of Art, Austin 

Selections from the Collection of Helga & Walther Lauffs, 

Hauser & Wirth, Zurich 

Private / Corporate V, Daimler Contemporary Berlin, Berlin 

The Immediate Touch: German, Austrian, Swiss Drawings 

from St. Louis Collections, 1946 — 2007, Saint Louis Art Museum, 

Saint Louis 

TEXT: Drawings, Leo Castelli Gallery, New York 

Notation: Kalktl und Form in den Kinsten, Akademie der Kunste, 

Berlin 

Lauffs Collection, Zwirner & Wirth, New York 

2008/09 

The Panza Collection and Ways of Seeing: Giuseppe and Giovanna 

Panza, Hirshhorn Museum and Sculpture Garden, Washington, D.C. 

Rational / Irrational, Haus der Kulturen der Welt, Berlin 

2009 

Art of Two Germanys/ Cold War Cultures, Los Angeles County 

Museum of Art, Los Angeles 

Notation: Form und Kalkul in den Kunsten, Zentrum fur Kunst und 

Medientechnologie Karlsruhe, Karlsruhe 

Die Gegenwart der Linie, Pinakothek der Moderne, Munich 

Compass in Hand: Selections from The Judith Rothschild 

Foundation Contemporary Drawings Collection, Museum 

of Modern Art, New York 

Konzeptuelle Kunst auf Papier, Stadtisches Museum Abteiberg, 

Monchengladbach 

SECHZIG JAHRE. SECHZIG WERKE. Kunst aus der Bundesrepublik 

Deutschland, Martin-Gropius-Bau, Berlin 

Kunst und Kalter Krieg - Deutsche Positionen 1945 — 1989, 

Germanisches Nationalmuseum, Nuremberg 

Sammlung Reloaded, Kunstmuseum Bonn, Bonn 

In & Out of Amsterdam: Travels in Conceptual Art, 1960 — 1976, 

Museum of Modern Art, New York 

Kunst und Kalter Krieg - Deutsche Positionen 1945 — 1989 / 

Art of Two Germanys - Cold War Cultures, Deutsches Historisches 

Museum, Berlin 



2010 

Neugierig? Kunst des 21. Jahrhunderts aus privaten Sammlungen, 

Kunst- und Ausstellungshalle der Bundesrepublik Deutschland, 

Bonn 

Radical Conceptual, Museum flr Moderne Kunst, Frankfurt 

am Main 

Minimalism Germany 1960s, Daimler Contemporary Berlin, 

Berlin 

Hanne Darboven & Irene Weingartner, SCHAU ORT: 

Christiane Buntgen, Zurich 

2010/11 

Je mehr ich zeichne - Zeichnung als Weltentwurf, 

Museum fur Gegenwartskunst Siegen, Siegen 

2011 

Charlotte Posenenske “Vierkantrohre, Reliefs, Faltungen 

und Arbeiten auf Papier,’ Konrad Fischer Galerie, Dusseldorf 

Compass — Drawings from the Museum of Modern Art New York, 

Martin-Gropius-Bau, Berlin 

Vermessung der Welt — Heterotopien und Wissensraume in der 

Kunst, Kunsthaus Graz, Graz 

MMK 1991— 2011: 20 Jahre Gegenwart, Museum fur Moderne Kunst, 

Frankfurt am Main 

ATLAS: How To Carry The World on One’s Back?, Sammlung 

Falckenberg, Hamburg 

2011/12 

Sammlungsprasentation: WeiB und andere Farben, 

Kunsthalle Hamburg, Hamburg 

Conceptual Tendencies 1960s to Today — Werke der 

Daimler Kunst Sammlung, Daimler Contemporary Berlin, Berlin 

2012 

The Big Ones! Works from the Collection of the International 

Centre of Graphic Arts, International Centre of Graphic Arts, 

Ljubljana 

Minimalism in Germany: The Sixties II, Daimler Contemporary 

Berlin, Berlin 

Rasterfahndung: Das Raster in der Kunst, Kunstmuseum 

Stuttgart, Stuttgart 

2013 

Contra Tapies, Fundacio Antoni Tapies, Barcelona 

WHEN ATTITUDES BECOME FORM: BERN 19692/ VENICE 20713, 

Fondazione Prada, Venice 

Descartes’ daughter, Swiss Institute, New York 

Xerographie, Firstsite, Colchester 

Selections from the Permanent Collection, Museum of 

Contemporary Art, Los Angeles 

2013 /14 

Hanne Darboven: Welttheater »79< und Almir Mavignier: form (1963), 

Deichtorhallen Hamburg - Sammlung Falckenberg, Hamburg 

WELTREISE: Kunst aus Deutschland unterwegs, Werke aus dem 

Kunstbestand des ifa 1949 - heute, Zentrum fur Kunst und Medien- 

technologie Karlsruhe, Karlsruhe 

Serial Attitudes - Repetition as an artistic method since the 1960s, 

Kunsthalle Hamburg, Hamburg 

Wall Works, Hamburger Bahnhof - Museum flr Gegenwart, Berlin 

2014 

Weltreise - Kunst aus Deutschland unterwegs, Moscow Museum 

of Modern Art, Moscow 

The Paths of German Art from 1949 to the present, 

Moscow Museum of Modern Art, Moscow 

Musée a Vendre pour Cause de Faillite: Herbert Foundation und 

MUMOK im Dialog, Museum Moderner Kunst Stiftung Ludwig, 

Vienna 

Sites of Reason: A Selection of Recent Acquisitions, 

Museum of Modern Art, New York 

Goethe Dialoge, Goethe-Institut Barcelona, Barcelona 

2014/15 

Selections from the Permanent Collection, 

Museum of Contemporary Art, Los Angeles 

One Million Years - System und Symptom, Kunstmuseum Basel - 

Museum flr Gegenwartskunst, Basel 

Intenzione manifesto: II disegno in tutte le sue lingue e forme, 

Castello di Rivoli, Turin 

Intervalo: Acciones sonoras, Fundacié Antoni Tapies, Barcelona 

2015 

Magnificent Obsessions: The Artist as Collector, Barbican 

Centre/ Barbican Art Gallery, London 

Selbstjustiz durch Fehleinkaufe - Neuerwerbungen der Sammlung 

Falckenberg 2011— 2014, Deichtorhallen Hamburg - Sammlung 

Falckenberg, Hamburg 

KUNST FUR ALLE: Multiples, Grafiken, Aktionen aus der Sammlung 

Staeck, Akademie der Kunste, Berlin 

Picasso in der zeitgendossischen Kunst, Deichtorhallen Hamburg, 

Hamburg 

BOOLEAN EXPRESSIONS: Contemporary art and mathematical 

data, Lewis Glucksman Gallery, University College Cork, Cork 

No liability is assumed for information. This list makes no claims of 

being complete; additional references will be received with thanks. 
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