The Collection of Jane Ryan & William SaundersReconstruction as ‘Democratic Gesture’Pio  Abad[image: ]
The Collection of Jane Ryan & William Saunders is an ongoing project that I started in 2012. It focuses on the role that a collection of artefacts has played in the recent history of the Philippines, specifically on the cultural legacy of Ferdinand and Imelda Marcos, who ruled the country as a conjugal dictatorship — or what they preferred to call ‘constitutional authoritarianism’, and what I would prefer to call a kleptocracy — from 1965 to 1986.
Through a combination of wilful obfuscation and political convenience, this collection has been largely unavailable to the public. What has been recovered of the so-called Marcos[Marcos, Imelda] Collection, a seemingly arbitrary assortment of old masters, Georgian and Regency-era silverware, and even one of the largest collections of Grandma Moses paintings, was sequestered by the government shortly after 1986. Some pieces were hidden away in storage, a few were displayed in government offices, and most were auctioned off. Thirty years later, a huge number of works of art remain unaccounted for, their existence proven only by metal plaques on the walls where the works used to be displayed or on inventories on yellowing pieces of paper proclaiming them lost. Over the past six years, my project has aimed to make the  collection accessible to the public by recreating this inventory using different strategies of reconstruction.
[image: Figure 1. Photograph taken on 25 February 1986 in the ’ private chambers at Malacañan Palace (1986).]Figure 1. Photograph taken on 25 February 1986 in the Marcoses’ private chambers at Malacañan Palace (1986).

The genesis of this project can be traced to a family photograph. ‘Genesis’ is perhaps a particularly appropriate term given the subject of the painting in the photo. It depicts Ferdinand Marcos as the mythical figure Malakas. According to popular legend, Malakas (The Strong One) and Maganda (The Beautiful One) were the first Filipinos, who entered the world fully formed when a magical bird split a single stalk of bamboo in half, revealing the pair cradled inside. The Marcoses[Marcos, Imelda] deployed this myth as the iconographic representation of their conjugal  rule. Edenic images of the couple were fed into the propaganda machine and proliferated as murals and sculptures throughout the city. In assuming the personas of Malakas and Maganda, the Marcoses[Marcos, Imelda] sought to mythologize the progress of history and present themselves as the originators of the circulation of cultural and political power.1
This photograph was taken by my mother on the evening of the 25 February 1986. A few hours before, Ferdinand and Imelda were chased out of the presidential palace and boarded one of Ronald Reagan’s helicopters for a reluctant Honolulu exile. My mother and father, the figure on the right, were two of the first protesters to enter the private chambers. This photograph, I believe, is one of the earliest documentations of that exact moment when the public façade of Malakas and Maganda collapsed, and the people they had been oppressing for two decades suddenly had access to the sordid private life behind these misrepresentations. The Marcoses[Marcos, Imelda]’ modernist myth came at the cost of 3,257 lives, the torture and incarceration of 34,000 more — my parents among them — and the systematic ransacking of the national treasury, one of the largest thefts in history that exploited the then nascent system of offshore havens and shell companies.
At this historical juncture, replacing Malakas and Maganda with another set of alter egos will be more instructive. Jane Ryan and William Saunders, the characters from which this project takes its title, were the false identities used by Imelda and Ferdinand Marcos to register their first Swiss bank account at Credit Suisse Zurich in March 1968, and it was presumably through this dummy account and many others that the couple purchased art and property, skimmed off Japanese World War II reparations, donated a million dollars to each of Richard Nixon’s presidential campaigns, and transformed foreign aid to private wealth. By the time they left office, investigators estimated their wealth at about ten billion US dollars2.
The scale of the Marcoses’ loot is so vast and so astonishing in range that it is often only referred to in collective terms such as ‘loot’,  ‘plunder’, and ‘ill-gotten wealth’. So much so that over time, it has assumed, in its status as a collective noun, an almost abstract singularity — a single object that is subsequently easier to disregard, trivialize, and contain within one of Imelda’s stilettos. One of my main objectives behind this project was to wrest this loot from that collective singularity and confront the public with its unwieldy scale and its terrifying range.
Over the past few years, I have used a number of strategies to reconstruct this collection. In 2012, when I was researching for the project’s first iteration at Gasworks in London, I came across catalogues of two Christie’s auctions held in New York on 10 and 11 January 1991. Acting on behalf of the Philippine Commission on Good Government (PCGG), the agency tasked with the sequester and the liquidation of the Marcoses[Marcos, Imelda]’ wealth, Christie’s auctioned off seventy-eight lots of Georgian and Regency-era silverware, at the time the largest collection of silverware from a single collection, and seventy-eight Renaissance paintings of inconsistent quality (and, as discovered later on, dubious provenance). In addition to these, twenty-five old masters paintings of arguably superior quality, which were confiscated from a yacht owned by the Saudi arms dealer Adnan Kashoggi, were being sold by the US Federal Government. It was alleged that Kashoggi was hiding these works for Mrs. Marcos.
These images became the basis for exploring the idea of exhibition making as medium — museological display as armature for creating photographic installations and sculpture. It also served as a way of restaging my earliest memories of a museum, an experience irrevocably tied to the fall of the Marcos dictatorship.
[image: Figure 2. (2014), Thirty-eight archival inkjet prints on Epson semi-gloss paper, mounted on
          aluminium, installation view (Gasworks, London).]Figure 2. The Collection of Jane Ryan & William Saunders (2014), Thirty-eight archival inkjet prints on Epson semi-gloss paper, mounted on aluminium, installation view (Gasworks, London).

The hastily constructed museum of personal effects is a post-revolutionary trope in freshly liberated autocracies, and for a number of years after the revolution the basement of the presidential palace was turned into a provisional museum. At six years old, I vividly remember walking through rows and rows of mahogany shelves and table tops, each one filled with various items: paintings, ornaments, perfume bottles, bulletproof brassieres, and the infamous pairs of shoes. 
Unfortunately, the fragile democracies that follow revolutions are accompanied by another trope: the systemic failure to institutionalize collective acts of remembering that displays such as these were meant to engender. By 1990, the political compromises of the new  government and the convenient shifts in allegiances by many of the Marcoses[Marcos, Imelda]’ cronies meant that, by the time this museum was packed away, the clamour for political accountability by an exhausted and disillusioned public seemed to have gone with it.
I was interested in using the auction catalogues as the basis for excavation for a number of reasons. Firstly, the Christie’s catalogue provides such a crisp and extensive visual accounting of the Marcos[Marcos, Imelda] Collection that even the PCGG uses it as one of its primary points of reference. Before coming across the catalogues, a lot of the documentation I had found, if I could access it, was of poor quality. The rest I had imagined as buried under the bureaucratic and legal entanglements of the past thirty years.
Another reason for my interest was the timing of the event itself, taking place in between two defining, if unfortunate, episodes. A few months prior to the auction, Imelda Marcos was indicted by the Federal Court in New York City for fraud and racketeering charges. Imelda’s tearful performance as a naïve widow during the trial was sensational. It was a performance that also proved convincing. After a  four-month trial, the jury decided that the late Ferdinand Marcos had looted the Philippine treasury without the explicit knowledge of his wife. On 3 July 1990, Imelda was acquitted of all charges. Immediately after the verdict, she headed to St. Patrick’s Cathedral and proceeded to creep down the entire aisle to the altar on her knees.
A few months after the auction and as a result of the acquittal, the Philippine government decided that there were no longer any legal impediments to bar Imelda’s return to the Philippines. On 4 November 1991, an unrepentant Imelda returned home and would eventually be elected back into political office, along with two of her children.  In the recent 2016 presidential elections that saw the rise of Rodrigo Duterte, Ferdinand Marcos, Jr., nicknamed ‘Bongbong’, nearly captured the vice presidency. In November of that same year, the newly installed President Duterte fulfilled a personal promise to the Marcoses[Marcos, Imelda] by allowing the body of the dictator Ferdinand to be secretly interred at the National Hero’s Cemetery.
Viewed in the context of these events, the auction, by dispersing the Marcos[Marcos, Imelda] Collection and recirculating it back into the market, also served to launder these objects, silencing the historical narrative by which they are tainted. The museological installation and its accompanying text became a means of reconstituting this collection and reiterating its complicity to this history of corruption.
In his writings on art during the Marcos regime, the Filipino art historian Patrick Flores uses the term ‘democratic gesture’ in relation to the development of avant-garde practices in the Philippines during the 60s and 70s.3 As ‘the connoisseur of the new, a patroness of the avant-garde, and an arbiter of experiments in the arts’,4 Imelda favoured conceptualism, as she did not see any conflict between its aesthetics and the American-coddled authoritarianism of her and her husband’s government. As an art form, it served as a sophisticated retort to the more activist inclinations of social realist painting, reiterating the regime’s idea of ethno-modernity and development and fitting perfectly with the rhetoric of progress that the Marcoses[Marcos, Imelda] brazenly  asserted. The Cultural Centre of the Philippines, a Brutalist building that Imelda constructed on reclaimed land along Manila Bay, became the main edifice for arts and culture during the regime, serving as the institutional site for experimental performance, installations, and film. It did not seem to matter that all of this was taking place under martial rule and amidst the repressed bodies of its citizens.
The weaponized nature of the term ‘democratic gesture’ in relation to the Marcoses[Marcos, Imelda]’ support of avant-garde and conceptual practices has become central to the development of The Collection of Jane Ryan & William Saunders. Central to the project is the desire to reclaim this definition of a ‘democratic gesture’ from Imelda’s perverted appropriation.
[image: Figure 3. (2014), 97 sets of postcards, unlimited edition,
          installation view (Jorge B. Vargas Museum, Manila).]Figure 3. The Collection of Jane Ryan & William Saunders (2014), 
97 sets of postcards, unlimited edition, installation view 
(Jorge B. Vargas Museum, Manila).

The Gasworks exhibition was shown concurrently with my first museum presentation in Manila at the Jorge B. Vargas Museum at the University of the Philippines. For a Filipino audience, it became important that the work was participatory. For most, if not all, of the visitors to the exhibition it would serve as their most extensive encounter with the Marcos[Marcos, Imelda] loot. Deploying participation as a conceptual  strategy in the work also served to highlight the muted political agency in avant-garde practices prevalent during the time of the dictatorship.
I presented the paintings as postcards laid out on a ten-metre long white plinth that spanned the length of one of the rooms in the museum. The idea was to present an installation in an almost forensic fashion — a monumental body of incontrovertible evidence neatly arranged for scrutiny. On the back of each postcard is a series of seven different texts lifted from various sources, tracing the fraudulent history of this collection and implicating an expansive network of players from the worlds of art and politics. 
The democratic gesture is performed by inviting the public to take ownership of the artworks and create their own personal collection of paintings from the postcard reproductions — a symbolic restitution of a collection purchased with the hard-earned money of, but never enjoyed by, the Filipino public. 
[image: Figure 4. (2014), 97 sets of postcards, unlimited edition (detail).]Figure 4. The Collection of Jane Ryan & William Saunders (2014), 
97 sets of postcards, unlimited edition (detail).

The final part of this project concerns the collection of jewellery seized by US Customs from the Marcoses[Marcos, Imelda] when they entered Hawaii in 1986, appropriately referred to in courts as the Hawaii Collection. The collection includes an extremely rare 25-carat pink diamond worth five million dollars and a tiara with twenty-five pearls in a diamond frame seized from the Russian Tsar’s family in 1918.
Shortly after their seizure, the collection was turned over to the PCGG. Since then, they have languished in the vaults of the Central Bank, hidden from public view, amidst legal challenges from the Marcos[Marcos, Imelda] family. In February 2016, the PCGG announced that all legal impediments had been cleared for the pieces to go to auction with a planned public exhibition to precede the sale. The victory of Rodrigo Duterte in May 2016 put these plans on hold. His administration announced plans to begin dismantling the PCGG with its responsibilities being transferred to the Office of the Solicitor General, a position currently held by a Marcos loyalist.
In collaboration with jewellery designer Frances Wadsworth Jones, we have digitally reconstructed the collection from photos obtained from the PCGG in early 2016 and created 3D printed replicas out of translucent resin. This iteration of the project was recently exhibited in Hawaii as part of the second Honolulu Biennial. Returning to the site of the Marcoses[Marcos, Imelda]’ short-lived exile, the jewellery  reappears not as a collection of luxurious objects but as effigies — ghosts of a history condemned to be in a perpetual state of irresolution.
[image: Figure 5. 
          (2019). 3D printed plastic, brass and dry-transfer text (detail).]Figure 5. The Collection of Jane Ryan & William Saunders (2019). 
3D printed plastic, brass and dry-transfer text (detail).

Over the course of working on The Collection of Jane Ryan & William Saunders, the Philippines has moved from a democracy, however flawed and chaotic, to once again being on the precipice of a much more violent dictatorship. This has made continuing with this project a difficult, if not perilous, endeavour, but it has also intensified the urgency to reconstruct this collection at a time when the cost of forgetting is too great a price to pay.
[Marcos, Ferdinand][Marcos, Imelda]
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Archival Reenactement and the Role of FictionWalid Raad and the Atlas Group ArchiveRoberta  Agnese[image: ]
[Raad, Walid]Talking about the dialectical image, Walter Benjamin borrows an illuminating comparison from the French historian André Monglond. In the fragment that Benjamin quotes, Monglond describes the resemblances between the ability of a literary text to show and introduce meanings that appear mysterious to contemporary readers and the way that photographic images are impressed on a photosensitive plate and then revealed:
The past has left images of itself in literary texts, images comparable to those which are imprinted by light on a photosensitive plate. The future alone possesses developers active enough to scan such surfaces perfectly.1

The concept of the ‘dialectical image’, of the image that is ‘dialectics at a standstill’,2 is at the core of Benjamin’s materialist thought of history, a concept that explores and reveals the dialectical relationship between the what-has-been and the now. For Benjamin, this relationship is deeply different from the temporal relationship between the  past and the present, because it is ‘not temporal in nature, but figural (bildlich)’.3 The image is, in this sense, the moment when ‘what has been comes together in a flash with the now to form a constellation’; it is the ‘perilous critical moment’ of the now of recognizability.4 Thus history, in this perspective, has to be conceived as a construction, a montage made of different temporal layers in which the historical images are those moments (Augenblicke) of recognizability, through which the past as what-has-been can be known and recognized in an unpredictable way, in a constellation of times and meanings that appears understandable only at a particular moment. This montage is what Benjamin calls the ‘historical index’ of images, which creates the possibility to recall the past in the present through images that can be read or that become readable at a specific moment in time.5 The image as ‘dialectics at a standstill’ is thus a figural crystallization of disjointed temporalities: the past deposes itself, and the future can reveal it, but only in their collision in the flash of the now of recognizability can the past be reactivated, shaped, and reshaped. Consequently, the dialectical image works as a sort of photosensitive plate of history: the past leaves its images on it, but only the future has developers active enough to show and reveal all the details.
A meaningful example of shaping, reactivating, and questioning the past through dialectical images is the vast project The Atlas Group Archive6 by the Lebanese artist Walid Raad, who acts, in a Benjaminian sense, as a materialist historian and a political artist at the same time. Through his work, I would like to consider the reenactment in visual artistic practices as a way of reactivating the past in the present, not as a repetition or a restaging, but as a specific way of questioning that past by ‘fictioning’ a disregarded history through images.7 
The Atlas Group Archive is a composite artistic project that presents itself as ‘established to research and document’ contemporary Lebanese history, especially the history of the fifteen-year long Lebanese Civil War. This war officially ended in 1991, when a General Amnesty Law was enacted by the Lebanese parliament. This law, which was largely controversial, granted amnesty for the crimes committed during the war and passed with the aim of a quick restoration and pacification of the country. Instead, it contributed to the instauration in post-war Lebanon of what has been defined by several specialists and scholars as ‘a state-sponsored amnesia’.8 It produced a ‘collective forgetfulness’ for those who lived the war, who were the ‘victims of a lacuna between personal memory and collective amnesia’, and the war therefore lingered in a state of latency and the past came to ‘appear unreal’.9
For a past that seems to have become unreal, what form does an archive of such dematerialized events have to assume? In a context where a growing opacity covers the past, where — as it has been observed — ‘amnesty and amnesia were […] conscious policies’,10 how can one manage to shape a historical discourse that is missing but necessary? How can one build a collective memory, when the ‘interdiction to remember’ is taken as the basis for a renewed public life?
The Atlas Group tries to cope with these kinds of questions. The Atlas Group Archive is thus an archive, but a weird one: it is made up of documents as well as artefacts, presented in a digital mixed-media form, documents that are found but also produced and attributed to ‘named imaginary individuals or organizations’, ‘anonymous individuals or organizations’, and the Atlas Group itself.11 These archives look  immediately ambiguous: they do not collect historical documents; instead, they contain visual artefacts created by Raad, who worked on the project from 1989 until 2004.
As a counterpoint to the institutional and historical fiction enacted by the amnesty, a fiction that has a performing influence on past and present, where we politically act as if something never occurred,12 Raad decides to build a fictional archive of a past that becomes ‘unreal’, with the aim to question the limits and the possibilities of writing the history of contemporary Lebanon and to experience the possibility to reactivate in the present a rejected past.
These colours, lines and forms are all borrowed from different documents. […] I produce an image by borrowing historical facts. I always work from facts but some of these facts can only be experienced in a place we call fiction.13

With this project, Raad manufactures and ‘fictions’ historical materials by establishing an archive, not to assert their truth, but to make these fictions function in a necessary discourse of truth. He does not search for factual or historical knowledge of the events he collects in this strange archive; rather, he displays those events by ‘fictioning’ their truth potential. As Michel Foucault affirms:
[T]he possibility exists for fiction to function in truth, for a fictional discourse to induce effects of truth, and for bringing it about that a true discourse engenders or ‘manufactures’ something that does not as yet exist, that is, ‘fictions’ it. One ‘fictions’ a politics not yet in existence on the basis of a historical truth.14 

The Atlas Group Archive is therefore not intended to preserve the memory of the past, because they are not based memory — but amnesia. These archives are useful in deconstructing contemporary Lebanese history into pieces and reshaping it, or reenacting it, by creating fictional documents that work as dialectical images or as fictional politics able ‘to induce effects of truth’ in the present that they address.
I would like to end by briefly considering a specific section of this archive, Secrets in the Open Sea.
Secrets in the open sea consists of 6 large photographic prints that were found buried 32 meters under the rubble during the 1992 demolition of Beirut’s war-ravaged commercial district. The prints were different shades of blue. […] In late 1994, The Atlas Group sent the prints to laboratories in France and in the United States for technical analysis. Remarkably, the laboratories recovered small black and white latent images from the prints, and the small images represent group portraits of men and women. The Atlas Group was able to identify all the individuals represented in the small black and white prints, and it turned out that they were all individuals who had been found dead in the Mediterranean sea between 1975 and 1990.15

The six plates that comprise this section appear to be monochrome representations of six different shades of blue. Raad says, ‘I have rarely considered monochrome paintings I have encountered as empty screens, but rather as surfaces too much filled […] by their own material.’16 Upon closer viewing, we discover that those plates are in fact not monochrome paintings, but six digital photographic colour prints filled with another fundamental element: in addition to the big blues, we can observe, in the bottom right, a faded black and white photograph, which is supposed to be the latent image discovered by the laboratories.
[image: Figure 1. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/1, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.]Figure 1. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/1, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.

The blue of the Mediterranean Sea thus becomes a material and symbolic layer that hides latent images. The blue becomes a documentary colour, as Raad observes:
I have the impression to document a colour that is not yet available as a referential element, as documentary. […] [B]y  documenting this colour, I feel I become the recipient of a letter that I have to save for a future addressee.17

[image: Figure 2. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/3, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.]Figure 2. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/3, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.

The latency of images addresses future recipients who will have to explore all the layers of this faded memory and will be able to reactivate Raad’s gesture, because only the future has developers active enough to reveal the details. This latency is a state of apparent inactivity but also a delay, an expectation, a wait in the camera obscura for an image to reveal itself, to discover the fate of those 17,000 women and men kidnapped during the war and still missing.
These black and white photos come from Lebanese newspapers of the 1990s. They are not the ‘real’ portraits of those who are missing; they are only possible — not to say fictional — portraits that stand in as faces and bodies of anonymous victims of the war. This intermedial superimposition questions all kinds of testimony and narration, all kinds of documentary truthfulness, not by fostering an iconoclastic position, but by waiting for a figuration in the present. The viewer is always required to reactivate the gesture that leads to the creation of  Raad’s documents, because the present that looks at this history is the very subject of Raad’s work and has to recognize itself in those dialectical images for the process to be complete.
In this sense, Raad’s gesture acquires a specific political value: which relationship does the present forge with history and memory, in the critical and perilous moment of recognizability?
[image: Figure 3. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/3, Detail, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.]Figure 3. Anonymous, The Atlas Group, Secrets In the Open Sea (1994-2004), Color digital print, 111.76 x 175 cm/3, Detail, Courtesy of the artist and Sfeir-Semler Gallery, Beirut / Hamburg.

By fictioning a disregarded history, Raad makes it emerge and work in our present, he opens up the possibility for configuring a ‘politics not yet in existence’18 by inventing documents, in an etymological sense — that is to say, by finding and discovering them, and at the same time by creating something new. Raad discovers and finds the testimonies he displays in this sense; he invents his documents by excavating and searching in a specific space and time. But he also borrows facts and shapes them, integrating them in an aesthetical and fictional operation. Archives are no longer closed within a classificatory order, and documents are no longer shut away within them; instead, both are  renewed by Raad’s gesture and they can, in this way, continue to have effects in the present. As Raad says:
The story one tells oneself and that captures ones attention and belief may have nothing to do with what happened in the past, but that’s the story that seems to matter in the present and for the future.19

[Raad, Walid]
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‘Repetition: Summer Display 1983’ at Van AbbemuseumOr, What Institutional Curatorial Archives Can Tell Us about the MuseumMichela  Alessandrini[image: ]
‘The world does not exist’ – Faust concludes when the pendulum reaches the other extreme – ‘there is not an all, given all at once: there is a finite number of elements whose combinations are multiplied to billions of billions, and only a few of these find a form and a meaning and make their presence felt amid a meaningless, shapeless dust cloud; like the seventy-eight cards of the tarot deck in whose juxtapositions sequences of stories appear and are then immediately undone. 

Italo Calvino, The Castle of Crossed Destinies


Italo Calvino’s 1973 novel The Castle of Crossed Destinies can be considered both as an exploration of how meaning is created through words or images and as the expression of the several levels of interpretations and readings of a story.1 Just like the tarots in Calvino’s  novel, archival images and documents can be used to do and undo equally valuable narrations and assist in layering them. Archives (curatorial and, in relation to the case presented here, especially institutional ones) are key places where multiple stories are produced and delivered. A plurality of sources often guarantees a plurality of choices: decentralizing the understanding of knowledge at the core of the archive creates the conditions for other stories to be told. Other stories can arise, for instance, from the replica of an artwork, or a past exhibition, in order to observe and critically analyse the product of a similar or different context than the one being considered.
According to Markus Miessen, the new curatorial urge to revise past exhibitions is indicative of a Western obsession with memory:
The increasing number of exhibitions that remember past exhibitions attests to the importance of the exhibition phenomenon in today’s societies and points to a growing interest in the history of exhibitions, collective exhibition memory, and intersections of past exhibition theory and practice with contemporary concerns […] The emergence of the ‘remembering exhibition’ is a manifestation of Western culture’s current fascination with memory as a modality for constructing individual or collective identities. How we remember exhibitions and our need to remember them are very much part of recent exhibition culture.2

Terry Smith reinforces this point too: ‘re-curating past exhibitions can be considered as the 5th paradigm of curating, and this may give a sense of how important the phenomenon has become, under its different definitions, in the art system and history.’3
So far, a number of historical surveys have included reconstructions of famous exhibitions, or rather bits of them. The reactivation of Rudi Fuchs’s exhibition ‘Summer Display’ at Van Abbemuseum in Eindhoven serves as a crucial case study.4 It is definitely one of the most interesting exhibition reactivations and one of the first, to our  knowledge, that does not consist of the reactivation of a single artwork or of a smaller part of an exhibition (for that has a longer history) but of a whole show as a system, with its own codes and autonomy.
Charles Esche has been the director of Van Abbemuseum in Eindhoven since 2004. Previously the director of Rooseum Center for Contemporary Art in Malmö (2000–2004), he has participated in the conception and development of a sociological and critical approach towards institutional dynamics, defined as New Institutionalism. ‘My policy to combine radicalism with hospitality’, he explained, ‘is a way not to bend to populism but to show the most challenging and avant garde of contemporary art practice while building up a good and meaningful relationship with our audience.’5 His directorship at the Van Abbemuseum has been inspired by a qualitative effort to understand the impact of the public on the institution and vice versa.
On its website, the museum describes its mission as follows:
We challenge ourselves and our visitors to think about art and its place in the world, covering a range of subjects, including the role of the collection as a cultural ‘memory’ and the museum as a public site. International collaboration and exchange have made the Van Abbemuseum a place for creative cross-fertilization and a source of surprise, inspiration and imagination for its visitors and participants.6

The first years of Esche’s directorship have been particularly linked to understanding the history and legacy of the institution by mining the archive and bringing it out of the closet. The archive of the Van Abbemuseum contains documentation about the history of the museum, its exhibitions, and the collection of artworks that was started in 1933 and continues to this day. Exemplary for raising awareness of the ways in which archives determine the writing of art history, the Van Abbemuseum’s institutional archive has been at the core of many exhibition projects. One of them was the ‘Living Archive’ (2005–2009), which displayed works of art from the museum’s collection in close relation  — both conceptually and in terms of display — with the historical papers that documented their acquisition and management. As noted in Folding the Exhibition, a volume produced by the Museu d’Art Contemporani de Barcelona on archiving exhibitions, ‘This active project of the archive functions to activate memory, giving new points of view on the exhibitions and offering a new way to access the documents that connect with the general public, and not only researchers.’7
The reactivation of Rudi Fuchs’s 1983 exhibition ‘Summer Display’, part of the Play van Abbe project,8 followed a similar approach and was a response to the challenges of various disciplines, including art, art history, cultural studies, and sociology:
[It] investigates how to position a museum as a knowledge institution that tries to preserve a ‘collective cultural memory’. It seeks to surprise and inspire a public while promoting critical, long term thinking about art’s role in the contemporary world. [...] [T]he museum will focus on the stories of artists and exhibition makers. ['The Game and the Players'] is about positioning an art museum– today and in the past – and rethinking it as both a productive environment in which stories unfold and a site for presentation in which things are seen.9

What is particularly interesting about the reactivation of ‘Summer Display’ is that in 2009, twenty-six years after the ‘original’ show, it became a tool to physically compare the present and past directorships of the institution, as well as to question the codes and systems used by the museum. The reconstruction of the exhibition conformed as closely to the original as possible. The same works were displayed in the same rooms in which they were displayed in 1983. According to Reesa Greenberg, this has become a very common format in the making of exhibitions, namely the replica or ‘remembering exhibition’. She explains: 
This approach seeks to re-assemble as much of the art work displayed as possible, either as originals or reproductions, in a stand-alone single exhibition or sequence of exhibitions that may or may not employ the initial installation schema and may or may not be held in the original location. In what I term a ‘repeat remembering exhibition’, all the original contents of an earlier exhibition are re-assembled in the same, unchanged space in the same arrangement as before.10

However, in the twenty-six years that passed between the two exhibitions, the venues changed slightly; the artworks travelled and were displayed in different compositions and contexts. Some works became world famous; others were forgotten. This discrepancy between the ‘original’ show and its reconstruction opens up several questions: what story did the first curator want to tell, and how do we experience the past exhibition in the present? What is the role of the archive in this process? 
[image: Figure 1. Installation view of ‘Summer Display of the Museum’s Collection’, curated by Rudi Fuchs, Van Abbemuseum, 1983.]Figure 1. Installation view of ‘Summer Display of the Museum’s Collection’, curated by Rudi Fuchs, Van Abbemuseum, 1983.

Understanding the influence of the directorship on the Van Abbemuseum vision and strategies through examining the archive, especially the director’s files that were used to reconstruct the exhibition, is one of the main points upon which I have based my research on personal and institutional archives at the museum. This practice seems to diverge from the one adopted for the restaging of ‘When Attitudes Become Form’ at Fondazione Prada in Venice in 2013, one of the most often cited examples for the cultural phenomenon of exhibition reconstructions. The goals and efforts made to reactivate ‘Summer Display’ seem to be less about understanding the ‘logical and creative identity’ of curators — as Germano Celant declared while curating, together with architect Rem Koolhaas and artist Thomas Demand, the reconstruction of Harald Szeemann’s 1969 most celebrated exhibition at the Kunsthalle in Bern — but instead about discretely revealing the logics of power and the non-objective value produced by the subject/curator/director.11 In fact, the restaging of ‘Summer Display’ served as a witness to the ideology of the museum as a public  institution and a critical reflection on the positions adopted by the Van Abbemuseum throughout its history. By reconstructing the 1983 collection display, the Van Abbemuseum wanted to focus on the exhibition as an exhibition, in its performativity and repeatability, and, eventually, on the exhibition as a story and system of codes. Diana Franssen, former Curator of the Archive and Head of Research at the Van Abbemuseum, remarked that it was a way to actually engage with the past and the present on the same level and compare two directors that were equally contested.12
[image: Figure 2. Installation view of ‘The Game and the Players’, curated by Christiane Berndes and Rudi Fuchs, Van Abbemuseum, 2009.]Figure 2. Installation view of ‘The Game and the Players’, curated by Christiane Berndes and Rudi Fuchs, Van Abbemuseum, 2009.

Since Rudi Fuchs gradually distanced himself from the established art scene and displayed unconditional loyalty to ‘his’ artists, his policy in the 1980s received more and more criticism in the media. In a  certain sense, that was a logical consequence of his way of working. As he affirmed in 1978, ‘Partisanship is the issue in the art world. You are for something or you are against something. When you are for something you have to propagate it fervently, and the museum is an instrument for this.’13 Similarly, the current director, Charles Esche, has used a radical approach at the Van Abbemuseum, which is probably even more difficult for a wider public to accept than that of Fuchs. Actively engaging the public in a reconsideration of the entire historical process underlying the museum and the construction of its tools (i.e., the collection and the archive) is a difficult effort that takes time, to say the least. Franssen believed that having reactivated ‘Summer Display’ and having added the concomitant exhibition ‘Strange and Close’ by Esche to act in dialogue with it was a way to let differences between their respective visions emerge, ultimately to recontextualize Esche’s approach to the museum. In general, the whole project revealed many things about the strategies of the Van Abbemuseum, and was indeed a strategy in itself. For Esche, showing the exhibition ‘Strange and Close’  next to one of the most important past displays of the collection was also a way to be confronted with Fuchs’s past direction.
‘Strange and Close’ served as a counterpart to ‘Repetition: Summer Display 1983’ and showed how the geographical area that modern art covers has gradually become broader. As a way of linking the artworks and their story to the wider political, geographical, and economic context, Esche presented a reading of the history after 1989 (the year of the collapse of the Berlin Wall, the Tiananmen Square protests in China, and the end of Apartheid in South Africa) and reflected on the effects this historical moment had on the society we live in and in the museum we visit today. The artwork was no longer autonomous and disjointed from its context, as it had been in Fuchs’s reading of the collection and its neutral display, immersed in a smooth container, deprived of tensions and conflicts. ‘Strange and Close’ worked as both a counterpart and an answer to the twenty-six-year gap occurring between the two curatorial manifestations. It demonstrated a shift in collecting and telling: from the autonomous artwork to an entangled variety of objects, archives, (documentary) sources, and stories. The exhibition permitted audiences to think of Fuchs’s exhibition in different ways than they would have when it was originally installed; it helped to reflect on how much things had been changing within and outside the museum environment.14
The past becomes past very quickly, and exhibitions could be a way to prove it. Museum archives could serve as precious tools to bring back the past in a different time and context, serving not as providers of facts but as complex organisms that autonomously bring back as many tales as the questions these tales address. Reactivating exhibitions should be a way to deconstruct the history of institutions and, therefore, the role of art and exhibitions themselves in helping to understand the evolution of society and its codes and rules. As shown in Calvino’s The Castle of Crossed Destinies, new histories are continuously built out of fragments of past histories. The critical task consists in being able to change perspective anew each time — this is perhaps what makes them worth being told.
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In the Beginning There Is an EndApproaching Gina Pane, Approaching Discours mou et matMalin  Arnell[image: ]
The lecture room at ICI Berlin is darkened. I place myself with a microphone on a stand behind the seated audience. I read the text below from an iPad. On the large screen in front of us, a fifteen-minute long excerpt from the documentation of my action Reflect Soft Matte Discourse (2011)1 is projected parallel to the documentation of the French-Italian artist Gina Pane’s (1939–1990) action Discours mou et mat (1975).2
[image: Figure 1. Malin Arnell, still from video documentation of , 2011, combined with a video still from Gina Pane's performance , 1975. Courtesy of the artist and of the Galerie Kamel Mennour, Paris.]Figure 1. Malin Arnell, still from video documentation of Reflect Soft Matte Discourse, 2011, combined with a video still from Gina Pane's performance Discours mou et mat, 1975. Courtesy of the artist and of the Galerie Kamel Mennour, Paris.

Here I am — Now — And then 
In front of you
Within History 

Over time — In time — Right here 
Colliding
In love — By love and uncertainties

With documentations 
Others and mine 
Ours
Together
In Difference

Action — Enacted — Re-enacted — Later rehearsed. 

(This is what I desire.)
We ask: ‘Is your body mine?’3

She said: ‘This is a mobilization of aesthetics against anaesthesia.’

‘I am the others.’4

On 28 June 1975, Gina Pane performed the action Discours mou et mat (Soft Matte Discourse) at De Appel in Amsterdam. Following her  instructions, I realized the action Reflect Soft Matte Discourse in May 2011 in Stockholm.5
In the beginning there is an end.
Slipping between position of power and passivity, between control and subservience.

Back to the fall of 2010.
This is a beginning.

I had the film documentation of Discours mou et mat sent to me as a DVD.6 I played it on my computer: twenty-two minutes and thirty-four seconds. I had help in translating the words spoken, but not clearly audible, in the action: Te Souviens-tu des seins de ta mère? In English: Do you remember your mother’s breasts? And the response: Yes, they were soft and matte as snow. Up to this point, I had not been aware that the action contained a dialogue about the mother, that the mother was present in the action, that the naked body could be understood as the mother. I hadn’t known and I really didn’t want to know. It was important to me not to know. I didn’t want to know about Gina Pane’s relationship to the various objects or to the different activities. I wanted to learn, to learn by doing, by putting Discours mou et mat into motion, by putting my body into dialogue with the objects and activities of which Discours mou et mat is composed. I wanted to be able to relate to and understand Discours mou et mat through a physical interaction with the materials. I wanted to use Discours mou et mat to allow the pain, the wound, to take its place.
[image: Figure 2. Malin Arnell, still from video documentation of , 2011, combined with a video still from Gina Pane's performance , 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.]Figure 2. Malin Arnell, still from video documentation of Reflect Soft Matte Discourse, 2011, combined with a video still from Gina Pane's performance Discours mou et mat, 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.

There is a distinct difference between my body here and now in this room (or then and there in 2011) and Gina Pane’s body in Amsterdam in 1975. There are similarities.
I imagine a lesbian continuum or a continuum of homosocial desire. My body. Gina Pane’s body. The lesbian body. Gina Pane firmly  asserted that her attitude was ‘absolutely not autobiographical’.7 By using Gina Pane’s instructions, I am firmly asserting that my attitude is autobiographical (but not authentic). Is that possible?
I follow the score to create experience through my body, along with an audience in a given place in a limited time span. Not to put forward the truth concerning Discours mou et mat, but instead in an attempt to take responsibility for what I do not know through doing, through action, through performance.
‘I lose my identity to find it again in others, back and forth, balance between the individual and the collective, the transindividual body,’ Gina Pane writes.8
This Is a Mutual Act
There are different versions of the score for Discours mou et mat. I will now read the one available in the archive of De Appel in Amsterdam: 
In order to enter the performance space, visitors first had to sidestep a motorcycle that blocked the entrance. In the room, several objects had been placed as the scenery of the forthcoming performance: a safety helmet, boxing gloves, knuckledusters, a gold-painted golf ball and razor blade, red and white roses, plus a naked woman whose back had been decorated with blue stars.9
 The first scene lasted fifteen minutes. Pane entered the performance space, dressed in white pants, a white blouse, and high heels of the same colour. She wore sunglasses and had drawn blue stars on her left arm and hand. On the floor had been placed two mirrors, with sheets of glass on top. On the right mirror (from Pane's point of view), stars had been drawn, and the word 'aliénation' had been written on the glass. The left mirror was blank, but on the sheet of glass on top, the portrait of a person wearing shades had been drawn. The sunglasses reflected a mill and a field of tulips. Pane kneeled down behind the mirrors and played two cymbals of cardboard, with cotton wool on the insides. After this silent concert several slides were projected.
 During the second scene of five minutes, Pane smashed the sheets of glass with her fists.
 The next ten minutes Pane sat down on a stool, playing tennis with a ball that hung from the ceiling. She hit the ball with a racket and stopped it with her forehead.
 During the fourth scene, Pane crawled to the shattered sheets of glass to hit them once again, meanwhile gasping into a microphone.
 For scene five, that also took ten minutes, Pane cut a vertical incision in her upper and under lip with a razor blade.
 During the final scene, Pane laid down next to the naked woman and looked at the ceiling through binoculars. Meanwhile music by Brahms was played in slow-motion and some slides were shown.

[image: Figure 3. Malin Arnell, still from video documentation of , 2011, combined with a video still from Gina Pane's performance , 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.]Figure 3. Malin Arnell, still from video documentation of Reflect Soft Matte Discourse, 2011, combined with a video still from Gina Pane's performance Discours mou et mat, 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.

There is also a clear difference between the political situations in Paris and Amsterdam in 1975 and the one in Stockholm in 2011. During the thirty-nine years that have passed since Discours mou et mat was performed, any number of political battles have been fought. Some of them are familiar, and some are not, probably different for all of us. 
Then, in 1975: I was five years old. I was hiding in the woods, making up my own reality. Out there was the New Left, the Black Power movement, the war in Vietnam, the African independence movements, gay liberation movement, the situationist movement, the May 1968 revolt in Paris, the French structuralist feminism movement. Monique Wittig published Les Guérillères and Le Corps Lesbien (translated as The Lesbian Body).
Now: I have nowhere to hide. It’s all around. It’s inside. The inexorable growth of financial neoliberalism and concentration of wealth in fewer hands, the war on terror, the environmental catastrophe, the struggle to get through pessimism, the Arab spring, the Occupy Movement, Tiqqun in France, the revolts in Brazil and the deaths and confusion in Ukraine, the criminalization of homosexuality in Russia, and a Nordic region where xenophobia and racism are rampant, and the dismantling of the Swedish welfare state is at its peak.
And here we are. What battles are taking place right here right now? What is at stake?
In 1977, Gina Pane wrote:
Before May 68, all living forces in Paris were working intensely to be able to get beyond the ‘Social Criticism Theory’ in order  to be at peace with ‘real life.’ In this broken, upset environment, creativity was emerging everywhere. The confrontation of mine with the post-1968 public, benefited from a relationship that I could define as ‘active’ and my work was not only looked at, but lived.10

Gina Pane’s actions, including her self-inflicted wounds, were motivated by her ambition to promote an idea of the body as a communal entity. Indeed, for her, this was the condition for a collective de-anesthetization.
If I open my ‘body’ so that you can see your blood therein, it is for the love of you: the Other.11

There is a religious, spiritual aspect in Gina Pane’s work. In this respect, her actions can be seen as a direct attempt to create a link between her own body and the spilling of blood associated, in Christianity, with redemption. The tone of Gina Pane’s words is sometimes biblical, and she seems to be referring to an almost Christ-like wound when she cuts herself, when she opens the wound through her actions. When she cuts her lips, her eyelids, her abdomen, her tongue and upper arms. The wound stands for a state of the body’s extreme sensitivity; it is a sign of suffering, a sign of external aggression. The wound recalls the situation of being the object of aggression, of always being exposed to violence.12
Gina Pane often used the word ‘aggression’.13
Gina Pane once said that she had to perform Discours mou et mat to ‘get her father and mother’s relationship under control’. I thought  I finally had that part under control.14 And here I am, back in the middle of the psychoanalytic drama. Between consideration, offering, and acceptance.
The same year that Gina Pane performed Discours mou et mat, Hélène Cixous wrote The Laugh of the Medusa, in which she states:
Woman must write herself: must write about women and bring women to writing, from which they have been driven away as violently as from their bodies — for the same reasons, by the same law, with the same fatal goal. Woman must put herself into the text — as into the world and into history — by her own movement.15

Gina Pane never claimed to be a feminist, never firmly positioned herself as a lesbian, or dyke. In many of her works, she took a firm anti-bourgeois and anti-imperialist standpoint, and her fight was against the anesthetized society. She was neither an activist nor belonged to any political party, but she expressed a desire to challenge, through her work, ‘the internal determinism’ propped up by ‘the regulatory systems’.

[image: Figure 4. Malin Arnell, still from video documentation of , 2011, combined with a video still from Gina Pane's performance , 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.]Figure 4. Malin Arnell, still from video documentation of Reflect Soft Matte Discourse, 2011, combined with a video still from Gina Pane's performance Discours mou et mat, 1975. Courtesy of the artist and the Galerie Kamel Mennour, Paris.

Between You and Me
‘Gina Pane’s blood could not provide affirmation and succor for spectators, instead it demanded action.’16
When I decided to reenact Discours mou et mat, I tried to be very concrete in my approach to the material. I did not want to relate my actions to a predetermined narrative. I wanted to admit not knowing. Creating another narrative. Making a path. Following one. I wanted to point out the daily occurrence of violence. To point out that violence is always present.
Gina Pane wrote: 
(The body is) the irreducible core of the human being, its most fragile part. This is how it has always been, under all social systems, at any given moment of history. And the wound is the memory of the body; it memorizes its fragility, its pain, thus its ‘real’ existence. It is a defense against the object and against the mental prosthesis.17[Pane, Gina]
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Re-Presenting Art HistoryAn Unfinished ProcessCristina  Baldacci[image: ]
In recent years reconstructing and reenacting art history has become habitual for artists and curators alike. On the one hand, via restaged exhibitions and remakes of artworks, often temporary, unfinished, never to be completed, leaving room for new presentation and hence interpretation. On the other hand, performances that reembody gestures and impermanent objects, where the impermanence or unfinished state hints at a possible return.
From the 1970s onwards, as a postmodernist aesthetic principle,1 the idea of ‘different repetition’ ran parallel with the output of artists engaged in Institutional Critique, exploding the (modernist) ‘con’ of art being authentic only when ‘original’. Museums, historians, sometimes artists themselves had perpetrated that ‘con’ in their common endeavour to find and supply certification of originality — primarily  for business considerations. Thus, working backwards from classicism, one came to realize the copy as the ‘underlying condition of the original’.2 This point has been hammered home in the last decade by a series of well-received exhibitions put on by the Prada Foundation in Milan and Venice: The Small Utopia: Ars Multiplicata (curated by Germano Celant, 2012), Serial Classic (curated by Salvatore Settis and Anna Anguissola, 2015) and L’image volée (curated by Thomas Demand, 2016).3 I mention these as typically exhaustive in their treatment, but they are far from the only instances.
Though long devalued until postmodernism, especially from Romanticism on, repetition has always been part of art practice. It is intrinsic to the very idea of originality — as argued by Rosalind Krauss and also Douglas Crimp in the early 1980s.4 For that matter, as early as the mid-1930s Walter Benjamin produced the insight that ‘in principle a work of art has always been reproducible’ (before photography, other techniques had enabled copies to be made, albeit more slowly).5 But instead of the fixation on the new and avant-garde at all costs, ‘repetition restores the possibility of what was, renders it possible anew’, creating a continuous dialogue with memory and the past. Not, as Giorgio Agamben puts it, that it ‘give[s] us back what was, as such: that would be hell. Instead memory restores possibility to the past’.6
Agamben’s note of clarification is fundamental (it comes in an essay on the cinema of Guy Debord that is close to Benjamin’s idea of messianic time). Repetition is rife nowadays in all that begins with ‘re-’: the digital media have spread and accelerated such contemporary  practice to the point, one might say, of a proper ‘re-turn’,7 and this goes for artwork, curatorship, and hence also history and criticism. But such repetition is not to be seen as some (reactionary, revisionist) historicizing revival akin to ‘Living History’ or a sense of nostalgia. Nor is it the rebirth of some prior style, taste, or code, as one gets with movements beginning with ‘neo-’. No: the term ‘reenactment’ — here taken to embrace a miscellany of practices, though in the awareness that all such classifiers must be arbitrary —8 has nothing to do with harking back to the past, creative exhaustion, sterile quotation for quotation’s sake. It does of course have roots in a precise historiographic tradition (see Sven Lütticken’s preface to this book), but in this case the focus is on contemporary art and its idioms, first of which is performance.9
When one is confronted with present-day art practice picking up from the past or past tradition, one tends to resort to a lexical jungle hinging on the idea of copying.10 Thus one has ‘processes of quotation, excerptation, framing, and staging’ at the core of postmodern strategy — beginning with the Picture Generation as posited by Crimp, where the photograph stands as the intermedial idiom par excellence. Yet such a lexis, to an art historian or critic, does not imply the search for an origin or original. It is, rather, a mode of defining ‘structures of signification’, given that ‘underneath each picture there is always another picture’ (the noun ‘picture’ is here deliberately used because of its non-medium specificity).11 
So when one connects the concept of reenactment to art practice, as well as museum practice, curatorship, and art history — activities to do with producing, circulating, receiving, and preserving artworks and images —,12 one is bound to acknowledge that this is an act of critical appraisal. An act that challenges a whole range of apparently ‘antithetical’ relations between past and present, original and copy (cf. originality, copyright), repetition and variation, authenticity and auraticity, presence and absence, canon and appropriation, durée and transience.
From the art critic/art historian’s angle, a distinct cultural value attaches to reconstructing and reactivating past artworks/images, gesture/action, events/shows in our present setting, ensuring they survive, are protected and known about for the future. Dieter Roelstraete gives a clear idea of the educational scope of this:
Both remake and re-enactment represent a type of renegade art history in action, anxious to keep in living memory that which is always in danger of being forgotten, marginalized, swept aside […]. Remakes and reenactments, then, perform a reconstructive educational role that ensures the perpetuation of an ‘other’ art history outside the confines and constraints of canon and mainstream alike — one that truly is written by the (remaking, reenacting) artists firsthand.13

On such a view, the prefix ‘re-’ may provide a keystone for building a different relationship with the past, one that does not entail any preestablished art-historical or art-critical methodology. The reverse: that ‘re-’ tends to hover between back and again, giving rise to complex patterns in space and time that elicit some unexpected resonances and correlations.14 It serves as an effective tool decanonizing a certain mode of interpretation and provides new hermeneutic  tools for what Nicolas Bourriaud called ‘altermodernity’, namely, ‘a modernity specific to the twenty-first century, a modernity to be constructed on a global scale, through cooperation among a multitude of cultural semes and through ongoing translation of singularities’.15 This is what the French philosopher and curator suggests in response to postmodernism and the contemporary overuse of the prefix ‘post-’ (e.g., post-history/human/conceptual/Internet…), which, according to him, has undermined the foundations of modernism without offering a true alternative in the present.
Although any prefix that historians or critics use to shake off a prior mode of interpretation inevitably sets up a new canon, the beauty of ‘re-’ is that it can be repeated again and again in a process of framing and unframing that leaves no room, or time, for conceptual closure. 
This brings me to the core question of this essay, namely: can reenactment be like image reactivation — an art practice — or exhibition rebuilding — a curator’s practice — in that it can be seen as a viable critical approach or method of rereading art history by experiencing or reexperiencing a past object, gesture, or event in an ever-different here and now? Apart from anything else, such a method would imply the gesture of presenting anew instead of representing, where shortening the perceptual space-time distance enables the one experiencing or reexperiencing (be they interpreter or public) to take part in a ‘re-presencing’ (not so much rewriting) of art history.16 The gesture of restoring visibility to something no longer present — an absence —, reactivating or reembodying it as an object/image in and for the present, is a (political) act of restitution and historical recontextualization.
In reappraising the negative connotation Michael Fried gave to ‘presentness’ — and hence, from the late 1960s on, to the extending of typical theatre notions of temporality and presence to the world of visual arts (see the ‘theatricality’ of minimalist sculpture) — Crimp  commented that representation should not be seen as ‘re-presentation of that which is prior, but as the unavoidable condition of intelligibility of even that which is present’.17 Which makes presence tantamount to absence, in the sense of an ‘unbridgeable distance from the original, from even the possibility of an original’.18
At this point one may advance a first definition of reenactment as: (1) the act of (re)appropriation or Aneignung, in Paul Ricoeur’s words ‘the process by which one makes one’s own (eigen) what was initially other or alien (fremd)’;19 (2) an exercise of (re)interpretation in the sense of working-through or Durcharbeitung (from the verb Durcharbeiten), to use Freud’s famous expression, which Jean-François Lyotard later exhumed;20 (3) a process of (re)construction, given that the event or object to be reactivated is often chosen precisely because it was left unfinished, or got lost or altered as an artefact or memory; (4) a gesture of (re)mediation in the sense of the term given by Jay Bolter and Richard Grusin,21 that is, reworking and transposing not just from one time and/or setting to another, but also from one support, idiom, or medium to another; (5) the act of (re)circulating images across time, space, the media, and later (re)contextualizing them.22
What happens to images (nowadays that includes digital images) and their formal and semantic values when, more or less unawares, they migrate from place to place or culture to culture in our globalized  world? Do they still stand as vectors of memory and ‘afterlives’ in the Warburgian sense (cf. his concept of Nachleben)?
As an artist’s or curator’s practice, reenactment entails a series of issues largely concerning the link with institutional contexts and the socio-political structures that artworks are situated in; the process of selecting them; the differences that occur between ‘original’ and copy in the process of repetition or adaptation/revising. Let me briefly try to summarize these issues.
The first might be formulated as: What kind of change is produced in the interval of time that separates the ‘original’ from its reenactment from a historical-critical, cognitive-perceptual, linguistic-formal, as well as exhibition display perspective? To elaborate on this point, it is important to consider that reenactment in itself is an anachronistic action, inasmuch as two different temporalities — past and present — coexist in it. Most of the time, the interval is a short period of time, which allows those who already saw or experienced the ‘original’ to experience it again in a new here and now. Whereas, for those who do not have any memory of the previous event (be it a gesture, work, or exhibition), it is a unique opportunity to see it in the present, although a replicated event cannot be the same anymore. Repetition always implies variation, which depends, first of all, on the different moment and context in which it takes place, and, secondly, on the act of interpretation that is part of the process of reenactment. 
The second question runs as follows: What does reenactment mean for the historian, critic, curator, and artist who establish a comparison either with their own work or with the work of someone else? What does it mean for the collector or museum that owns and re-displays the work/exhibition, for the gallery that acts as a sponsor, and — last but not least — for the viewer?
And the third and last main question: What kind of relationship between oneself and one’s own history is revealed by the contemporary enthusiasm for replicas and replication processes, for appropriation and postproduction as artistic strategies, for the diffusion of notions such as repetition (vs. representation), double (vs. copy), and restaging (vs. interpretation)?
Though not an artwork or an art exhibition, one emblematic example here is the minute reconstruction — and later restaging, in  significantly different forms, at the ZKM–Zentrum für Kunst und Medientechnologie, Karlsruhe in 2016 and at the HKW–Haus der Kulturen der Welt, Berlin in 2020 — of the Warburg Bilderatlas on the part of an art historian, Roberto Ohrt, and an artist, Axel Heil, primarily because Aby Warburg’s cognitive method was based on the repetition and recurrence of archetypal images or Pathosformeln, from ancient to contemporary, high culture to low, and on the duplicability of images via photography. And additionally, Ohrt and Heil put so much effort into producing a formally and philologically exact copy of the Bilderatlas.23 On a 1:1 scale, they reconstructed all the plates from the last version, which Warburg left unfinished in 1929, hunting down (in the field and in the extensive Warburg Institute archives) and rephotographing the thousand or so ‘original’ images he used, one by one. That is why they insisted on the originality of the undertaking — an insistence that might otherwise seem quite out of place.24 It is emblematic both for Warburg’s intentions and methodology, and because the Bilderatlas remained a fragment of a much more extensive design and hence an unfinished work open to variation and interpretation: something to be viewed as an intellectual and research task, or at most a historical artefact, and definitely not an object for aesthetic contemplation. And again because, being based on reproductions of images, as a corpus it is hypothetically replicable without end — indeed was intended to be just that, since the form Warburg had wanted for its circulation was a printed atlas, i.e., a publication. 
After an initial damnatio memoriae due to its complexity and the mishaps befalling Warburg’s archive and library after his death, the Bilderatlas nonetheless continues to be studied nearly a century later and taken up with enthusiasm by art historians and image theoreticians, as well as artists. The reason certainly is that it paved the way for an alternative, inclusive cultural methodology quite distinct from hierarchies or canons that lay down a law. And equally because he chose images and image/photo-montage to be the tools of knowledge, anticipating the latest way of relating to, and ‘surfing’ among, images as practiced today. But above all because to Warburg, as Salvatore Settis neatly sums up:
‘artistic tradition’ dictates the historical and social space within which artworks of the past, reappreciated in a rhythmic sequence of deaths and rebirths, become agents of innovation, essential ingredients in experience that reflect ever-changing emotional horizons and cultural tensions. This goes for the artist’s job, but also for that of the historian of art and culture; it involves a figurative gamut embracing all kinds of image (not necessarily ‘artistic’) that represent social memory. It implies an expressive mechanism whose core lies in the conventional expression (‘formula’) of an emotional content (‘pathos’), and is transmitted historically in an intermittent process.25

Such ‘survivals’ from artistic tradition, that ideal image store and concrete image repository upon which to draw, influence the artist’s work and likewise that of the art historian, critic, and curator.
In thinking of reenactment as a curator’s and historian’s method, the greatest risk is that it be used for economic rather than cultural ends, making it into a way of turning out ersatz likenesses and multiples that fuel the production of consumer objects and collectors’ pieces. This aspect has been spotlighted by two artists (clearly not unique of their kind) who are often deemed controversial: Jeff Koons and Damien Hirst. Their less-than-scrupulous repetition of pop culture has led, in the former, to kitsch sensationalism, and in the latter to an obsession with archaeology and necrosis. Hirst took this to extremes with Treasures from the Wreck of the Unbelievable, his 2017 exhibition at Venice’s Palazzo Grassi, in which he used repetition and fakes to  ‘throw’ the viewer, undermining the authentic, iconic, original quality (or aura) of the artwork, as well as the nature of the creative process itself. He thus rubs the viewer’s nose in the working of a particular system — that of globalized contemporary art with its often vacuous and pompous rhetoric — and likewise the West’s number-one cultural obsession: archiving and museumizing, which is to say lavishing care on one’s own memory and identity.26
Translated from the Italian by 
Ralph Nisbet and the author
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Reconciling Authenticity and ReenactmentAn Art Conservation PerspectiveAmy  Brost[image: ]
Conservators are responsible for the care and long-term preservation of works of art. They not only treat artworks but also apply their knowledge of art history, artists’ methods and techniques, properties of materials, non-invasive analysis, and mechanisms of aging and deterioration to manage change in the artworks under their care. Traditional conservation theory, established in the nineteenth century, equated ethical conservation practice with the preservation of the physical integrity of the unique art object, which included minimizing losses of original material.1 The object itself was thought to possess the special quality of authenticity, derived from its endurance over time and its accrual of meaning.2 In contemporary practice, conservators preserve that meaning by taking non-material as well as material aspects into account when they intervene in the life of an object to bring it to a  desired state through conservation treatment.3 The physical and conceptual consequences of any intervention (repairs, additions, erasures, or even cleaning) are carefully considered.4
Postmodern and contemporary art present conservators with an added challenge: the artwork as defined by the artist may not consist of a unique object to preserve. In this case, physical changes to the work are not analogous to the changes and losses undergone by traditional art objects.5 Terms related to re-creation, including ‘reenactment’, ‘reconstruction’, ‘restaging’, and so on, suggest that an artwork has a vital connection to a past event but also a meaningful difference, often a physical one. Curators, conservators, and art historians have attempted to categorize these kinds of artworks and develop appropriate approaches to their preservation. The term ‘variable media’ was coined to describe artworks with medium-independent aspects and behaviours that may be more important to preserve than the original physical media.6 Elements of these works can be replaced, refabricated, reformatted, or reprogrammed in a way that is acceptable to the artist, because the artwork itself is not compromised by these material changes. The term ‘time-based media’ describes artworks with a durational element, and it includes moving-image, performance, and interactive artworks. These works often exhibit variability from one instantiation to the next, ideally within parameters set by the artist.
For conservators, installing variable media and time-based media artworks over and over again necessitates making decisions on each occasion that affect the appearance and experience of the work. Developing conceptual models, ontology, and terminology to undergird this decision-making process is an ongoing effort within the conservation field. What follows is an overview of some approaches and ideas that have been central to this effort, as well as a suggestion: viewing the  museum as a ritual setting can shed new light on the practice of preparing these artworks for public display. While ‘variable media’ and ‘time-based media’ are relatively new terms applied to recent art, a ritual model evokes behaviours with longer histories.
Score/Performance Model
In a wide-ranging article stemming from the seminal 2000 United States symposium ‘TechArchaeology’, conservator William Real suggested that perhaps performance could provide a model for caring for time-based media installations, since both have dimensions of experience, movement, sound, and time.7
Pip Laurenson, a pioneer in the conservation of time-based media art at the Tate, put forth a score/performance model in 2006.8 She looked to the work of the philosopher Stephen Davies, who had examined the notion of authenticity in the performance of music. In discussing the tradition of Western music, he wrote that ‘a performance of a given work is authentic if it faithfully instances the work, which is done by following the composer’s work-determinative instructions as these are publicly recorded in its score’.9
Laurenson adapted Davies’s thinking to the conservation of time-based media installations, suggesting that the ‘work-defining properties’ of an artwork must be maintained to ensure authenticity, but other properties of the work could change.10 She showed how variability and change of the original material elements of time-based media installations could occur over time without compromising the authenticity of the artwork. Rather than thinking of an artwork as an object in a particular material state, she suggested using the concept of ‘identity’ to describe ‘everything that must be preserved in order to avoid the loss of something of value in the work of art’.11 
Conservator Joanna Phillips subsequently noted that artists might alter the ‘work-defining properties’ and create new conditions for display as part of the evolution of the work, so conservators should not attempt to define those properties prematurely.12 Instead, at any given moment while the work is being exhibited, conservators should document the essential characteristics, conditions, and team decision-making processes of the artist, studio, and museum staff, so that over time a complete picture of the identity of the artwork can emerge.13

Allographic and Autographic Works
One conclusion Laurenson drew from applying the score/​performance model to time-based media art installations is that they are allographic in nature. Seeking to resolve fundamental questions about authenticity in art, philosopher Nelson Goodman created a distinction between autographic and allographic works. Goodman stated that ‘a work of art is autographic if and only if the distinction between original and forgery of it is significant; or better, if and only if even the most exact duplication of it does not thereby count as genuine.’14 Goodman defined allographic works, on the other hand, as those for which authenticity hinges on the faithful performance of the ‘score’ of the work, such as a musical score, script, or blueprint expressed in a standard notation system.
Allographic works cannot, by definition, be forged. While the score/performance model suggests that perhaps time-based media artworks are allographic, there is no standard notation system for them. Moreover, some artists’ practices, such as editioning or creating certificates of authenticity, create a significant distinction between the artwork itself and unauthorized identical copies that are not the  work.15 By Goodman’s definition, then, whether variable media and time-based media artworks are autographic or allographic depends on the artist’s intention and instructions.

Iteration, Recollection, and Repetition
Art historian Tina Fiske rejects allographicity and prefers Jacques Derrida’s notion of iteration, which in the context of literary theory is related to citationality. Unlike mere repetition, citation connects a text to its source but also introduces contextual differences.16 In this way, an artwork is to an exhibition as a literary quotation is to new writing in which it is embedded.
Fiske, drawing from Derrida, writes of ‘tethering’ an iteration to its ‘source’.17 Perhaps this ‘tether’ can also extend into the future; Kierkegaard believed that repetition was actually memory, working forward. He wrote, ‘[R]epetition and recollection are the same movement, but in opposite directions.’18 This statement could be true for variable and time-based media artworks that are exhibited many times. Perhaps they are not reenactments, but simply enactments.19
Consider the celebration of a birthday, in which a child is the central performer. Some material elements are always present, such as the cake and candles, but every birthday is a personally defined authentic iteration, not a reenactment (Fig. 1). His future birthday celebrations will be just as authentic as the ones in his past — an example of repetition and recollection as one movement in opposite directions. 
[image: Figure 1. Birthday ritual at age 1, 2, and 3. Photographs of the author and her son. Courtesy Harvey Wang.]Figure 1. Birthday ritual at age 1, 2, and 3. Photographs of the author and her son. Courtesy Harvey Wang.


Authenticity as a Practice
Authenticity can also be viewed as a practice. Dr. Vivian van Saaze, a social scientist, used ethnographic research methods to study collaboration in realizing artworks in museums. By experiencing multiple installations of the work One Candle (1988) by Nam June Paik, she observed that authenticity could be seen as ‘an enactment or performance’ and showed how it was more related to continuity than to the maintenance of a fixed state.20
She was struck by how institutions perpetuate the notion of the static, unchanging original to the public, while the reality is that ‘doing artworks’ as a team results in far more variety, conflict, and transformation than is apparent to the casual viewer.21 She asserted, then, that authenticity ‘is not something out there waiting to be discovered.  Rather, it is part of practice and can be studied as being “done”.’22 She suggested that the way in which museums label these works could acknowledge, and make more transparent, the social activity of museum staff.23
Sociologist Howard Becker similarly observed that the decision-making process that informs the installation of these artworks is shared, and that the artist’s voice, while critically important, is but one in a chorus of voices. According to Becker, works of art are ‘joint products of all the people who cooperate via an art world’s characteristic conventions to bring works like that into existence’.24
Conservator Glenn Wharton and sociologist Harvey Molotch suggest that the role of the conservator could evolve to that of a coordinator — one who can marshal the expertise of a network of specialists to sustain these works. In this way, they write, ‘The museum itself becomes less a collector of things and more a mechanism of collaboration and an arranger of experiences.’25

Religious and Secular Ritual Action
Theatre and music are not the only practices with similarities to variable media and time-based media artworks. Religious practices demonstrate how authenticity, repetition, and community participation are reconciled within a ritual context. 
One such example is the Jewish ritual of the Passover Seder. Rabbinic guidelines determine what makes the Passover Seder authentic, or kosher. These requirements are like the ‘work-defining properties’.26 There is a set of material elements that are required, some reused and  some procured every year. These material elements are arranged in clockwise order on a Seder plate — Chazeret (lettuce), Karpas (vegetable), Beitzah (roasted egg), Zero’ah (roasted bone), Charoset (nuts and dates) — with Maror (bitter herbs) at the centre. The table must have three pieces of unleavened bread (matzot), specially arranged and covered, and a bowl of salt water. There is a time requirement (the Seder cannot begin until sundown) and a sequence of words and actions, organized into fifteen steps that the leader must perform. Seders are incredibly varied, because once the requirements are fulfilled, the remainder of the decisions are open for interpretation. If artworks are performed as a practice or ritual, then they are authentic every time.
Of course, in human history, ritual action preceded formal religion, so it is not surprising to find this long-established aspect of our humanity intersecting with contemporary art. In her book Civilizing Rituals, Carol Duncan argues that Western art museums are ritual structures that are not only physically modelled after temples and palaces but also provide a stage setting upon which visitors enact ritual behaviours — including pilgrimage, procession, and contemplation — with the goal of achieving a transformative or enlightening experience.27 Duncan says of the ritual nature of a visitor’s experience of the art museum:
Once we question our Enlightenment assumptions about the sharp separation between religious and secular experience — that the one is rooted in belief while the other is based in lucid and objective rationality — we may begin to glimpse the hidden — perhaps the better word is disguised — ritual content of secular ceremonies.28

Duncan focuses her analysis on the visitor’s experience, but the corollary suggests that museum staff, like the temple priests or Seder leaders, program the ritual site for the pilgrim or guest. Some of the recent art practices that appear to challenge us in wholly new ways may in fact have deep histories, connecting us to behaviours that are fundamentally human. 

Ritual Model
Using ritual as a conceptual model for continually presenting and re-presenting artworks takes more aspects of doing these artworks into account than the score/performance model does. Both models incorporate the notion that variable media and time-based media artworks have work-defining properties, multiple allowable interpretations within limits defined by the artist, and programmed spectator experiences. However, the ritual model also accounts for diverse instruction systems beyond the idea of a ‘score’, which suggests a formal notation system. 
With ritual settings, physical space is a part of meaning creation, physical objects may be required and their placement may be specified, certain gestures and recitation may be required, and participation may be required and even welcomed. This model allows a series of defining elements without which the entire iteration would not be authentic, and, perhaps most importantly, it provides a conceptual basis for the iteration as an authentic enactment, without necessitating the addition of the prefix ‘re-’. 
Moreover, the defining elements become the core structure of the installation, around which collective participation and interpretation come into play as positive social activity, just as curators, exhibition designers, preparators, conservators, and others play their roles in realizing iterations of works of art in the museum.
These ideas represent an ongoing effort to reconcile various viewpoints and realities, as conservators strive to present variable media and time-based media artworks in an authentic manner over and over again. In conservation practice today, understanding the complete identity of an artwork is central to understanding what is needed to preserve it for the future.
These models help explain why the museum keeps a set of specific televisions for one video artwork but not for another, or why one artwork must be shown on a film projector while another, which also originated on film, can be shown on a video screen. They explain why conservators repeatedly interview artists to better understand the lives of artworks, why repeatedly installing artworks is critical for their survival, and why documentation models and strategies figure so prominently into their care. 
With so many artworks now combining traditional media and new technologies, it is essential for conservators to continue to develop and test models for preservation that are built upon the shared foundation of conservation ethics and methodology that has been established for all cultural heritage. Only through collaboration, across the conservation field and beyond, can long-term preservation of these artworks be achieved.
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Re-search, Re-enactment, Re-design, Re-programmed ArtSerena  Cangiano, Davide  Fornari and Azalea  Seratoni
At the end of the 1950s, Bruno Munari and Umberto Eco both worked for the Italian publishing house Bompiani. Munari had just shown Direct and Polarized Light Projections at the Museum of Modern Art in New York, and his Travelling Sculpture at Bruno Danese Gallery in Milan. Thus, he was investigating the dematerialization of the artwork as well as its portability, thinking about artefacts that speculate on multiplication rather than authorial action without foreseeing the geo-political and geo-cultural expansion of our hypermodernity — or perhaps just anticipation of what would have happened later on. Eco had not yet become the acclaimed author of The Name of the Rose (1980) and other successful novels. He had not yet written his crucial text, The Open Work (1962). He was the pre-semiotic Eco, once defined as ‘an aesthetician with antennas’.1 He was then working at the national radio and television public broadcasting network in Milan. Situated on the second floor, his office was the studio of musical phonology, directed by Luciano Berio and Bruno Maderna, the two pioneering inventors of electronic music. 
Together with Munari, Eco was curating the editorial contents of Almanacco Letterario Bompiani, an annual publication dedicated to what was considered a crucial and future-oriented issue. The name ‘Arte Programmata’ (Programmed Art) was coined on this occasion. The expression appears in the table of contents on page 3, and it was used to define a group of works, of ‘drawings and paintings’, as specified below, by Giovanni Anceschi, Davide Boriani, Enrico Castellani, Gianni Colombo, Gabriele Devecchi, Karl Gerstner, Enzo Mari, Munari, Dieter Roth, Jesús Rafael Soto, and Grazia Varisco. However, they were not really drawings and paintings.
The Almanacco, published in 1962 but edited already in 1961, was titled ‘Applications of Calculators to Moral Sciences and Literature’. The terminology sounds rather clumsy and antiquated. The words that are now so necessary for describing the contemporary age — ‘computer’, ‘digital’, ‘virtual’ — were quite out of the remit of the common lexicon of the early 1960s. The title appeared on the cover designed by Munari, who was in charge of the graphic design for the entire publication. In the background, there is a coloured photo provided by IBM — who, together with Olivetti, gave their support for this initiative — between a stripe of perforated cards and an artwork by Colombo: a programmed graphic.
Colombo, together with Anceschi, Boriani, and Devecchi, had founded Gruppo T just three years prior: Varisco joined the group immediately after. Indeed, the works by Gruppo T, among the other authors involved in this publication, are those waiting for the technology to mature to be implemented.
While Eco was gathering the content for Almanacco, he turned to Munari and said: ‘For literature, we’re good: there is Tape Mark One, the electronic poem invented by Nanni Balestrini. But for the arts, we’ve got nothing.’ To which Munari is said to have replied: ‘Look, I’ve just met a group of young artists, Gruppo T, that I think are on-the-ball and available. Let’s try asking them.’2 This led to a meeting where the proposal was put forward to create works ‘built according to cybernetic criteria’.3 
In other words, the idea of programmed graphics was, so to speak, ‘commissioned’ by Munari and Eco for the members of Gruppo T to execute. The idea was then presented on the pages of the Almanacco, accompanied by an extraordinary essay by Eco called ‘The Form of Disorder’.
[image:  Figure 1. Cover of Almanacco Letterario Bompiani, 1962. From Giovanni Anceschi Archive.]Figure 1. Cover of Almanacco Letterario Bompiani, 1962. 
From Giovanni Anceschi Archive.

Munari and Gruppo T had met just before the exhibition ‘Miriorama 1’ (1960). The story of this first exhibition by Gruppo T deserves a retelling, since it is not yet considered as paradigmatic in the history of twentieth-century art exhibitions as it should truly be. First of all, the name ‘miriorama’ means ‘infinite visions’ (from the Greek orao, ‘see’, and myrio, which means ‘ten thousand’, that is, a virtually infinite amount). Moreover, ‘miriorama’ also refers to an optical toy that was quite popular in the nineteenth century, involving the display  and rearranging of a set of illustrated cards depicting, for example, a landscape. ‘Miriorama 1’ would be the first ‘manifestation’ — a term that the artists preferred to ‘exhibition’ — in a series of such events numbered from 1 to 14, in order to stress the continuity of this collective program that would orient their artistic efforts for several years. The fourteen ‘Miriorama’ exhibitions were accompanied by graphically impeccable catalogues, more like a series of published books, with essays by Munari, Lucio Fontana, and Shuzo Takiguchi (one of Japan’s leading cultural figures, who had introduced Surrealism to Japan), a combinatory poem by Nanni Balestrini, and, naturally enough, writings by the artists themselves.
‘Miriorama 1’ was a group show and consisted of four highly experimental works by Gruppo T. Pittura in fumo was a transparent display board on which an image produced by carbon dioxide fumes was altered by puffs of air. Superficie in ossidazione consisted of a copper surface on which haloes of variable colours appeared, due to the polarization caused by a heat source. Superficie in combustione involved an electric burner at the back of the work, which heated a sheet of polyethylene with a geometric grid printed on it; the sheet gradually became deformed, and an ulceration formed on the surface. Under the effect of the heat, the plastic melted and then started to burn, until the work literally fell apart. Gruppo T members enjoyed telling the joke that the work had gone from Vasarely to Burri. Lastly, Ambiente a volume variabile, nicknamed ‘Grande oggetto pneumatico’ by Munari, consisted of seven pipes made of transparent plastic, forty centimetres in diameter and six to eight meters long, which, jerking into action due to the compressed air inside them, expanded into the environment, arranging themselves into different patterns. Air was alternately pumped into the pipes and sucked out, making them jerk forward or recoil and forcing the audience out of the room. Ambiente a volume variabile, designed and mounted between late 1959 and early 1960, and frequently restaged, was Gruppo T’s first environment.
The artists’ research on environment, through which they developed and matured the ideas found in their initial works, would resume in 1964, when a new form of collaboration was launched that would commit two or three of the artists in the group at a time to a specific project. The formula would persist even after 1968, the final year  that the group produced a collective artwork, their Percorso dinamico ad ostacoli programmati, in Grenoble.
The four works by Gruppo T constituted the second part of the exhibition. The first part consisted of texts, reproduced images, and original works by those artists whom the group considered their precursors, forming a virtual genealogy of the topic of time in contemporary art: a kind of essay in images.
The words of this essay were taken from the writings of historic avant-garde manifestoes (by the likes of Paul Klee, Wassily Kandinsky, Umberto Boccioni, Lucio Fontana, Giacomo Balla, and Fortunato Depero), while the images were borrowed from artists who were para-kinetic or proto-kinetic, such as Alexander Calder, Constantin Brancusi, Naum Gabo, Nikolaus Pevsner, and Marcel Duchamp. This theoretical and critical background was rounded out by the original works of friends of the group, all of which hinged on the notion of time: Concetto spaziale by Fontana (the ‘gestural time’ of execution), Meta-Malevich by Jean Tinguely (time being mechanically modified), Specchio rotto by Enrico Baj (the time represented by the viewer’s interaction), Linea by Piero Manzoni (time frozen in the concept), and lastly, Macchina inutile by Munari (‘varying spaces in time’). For this initial part of the exhibition, the members of the group seemed to wear two hats: that of the artist and that of an eclectic figure who acted as critic, theoretician, cultural organizer, and curator all at once. An artist who was first and foremost an intellectual.
At that time, the members of Gruppo T were not personally acquainted with Munari, and they went to his studio to borrow his Macchina Inutile for ‘Miriorama 1’. He was pleased to lend the work and found out only during the opening of the exhibition that he was a role model for these artists. From that day on, Munari’s collaboration and friendship with Gruppo T grew stronger and resulted in many collaborative exhibitions, up until the show ‘Arte Programmata’, which featured works by Enzo Mari, Gruppo T, Gruppo N, and Munari himself, and was organized at the Olivetti showroom in Milan in 1962.
As Eco wrote in the catalogue, ‘it takes years to understand the significance of an event, it is all part of the logic of history. Time itself creates its own legends and perspective is what sharpens the outlines  of things and takes their measures.’4 To understand why Gruppo T was ahead of its time, we have had to wait for the advent of the IT revolution and the emergence of concepts such as immersivity and interaction, as well as the use of increasingly refined technologies by artists. In this day and age, it is the very notion of time that has become urgent. After all, it is clear how difficult it must have been for contemporary audiences to read, understand, and accept Gruppo T. Gruppo T had set itself up as an entity that superseded the romantic idea of the individual artist who acts alone. Instead, Gruppo T’s behavioural model was more akin to that of scientists carrying out research projects: sharing the results with the public but responsibly acknowledging its role.
[image: Figure 2. Gruppo T at work in Varisco’s workshop, Milan 1962. Courtesy of Grazia Varisco Archive.]Figure 2. Gruppo T at work in Varisco’s workshop, Milan 1962. 
Courtesy of Grazia Varisco Archive.

Gruppo T offered artworks to the audience that moved, works that represented the continuous flow of the world. We can define these works as fields of happenings. They rejected the passivity of contemplation in favour of active participation by the viewer; for example, in Scultura da prendere a calci by Gabriele Devecchi (1959), several modules of synthetic sponges, which formed a regular square shape,  were connected to each other and a base by elastic bands. They could be kicked at so that they broke up in the air and composed an unpredictable new plastic configuration in a different spatial arrangement: a sculpture that was not meant for contemplation by any means. Instead, its distinctive aesthetic features were the interaction with the body of the beholder and the fate of being worn out over time by usage.
[image: Figure 3. Gabriele Devecchi and  , 1959. Courtesy of Gabriele Devecchi Archive.]Figure 3. Gabriele Devecchi and Scultura da prendere a calci, 1959. Courtesy of Gabriele Devecchi Archive.

At the time, it was difficult to accept an aesthetic activity that urged the viewer to ‘move, touch and feel’. Gruppo T said, ‘We shall shape the viewer along with the work.’5 The group championed the production of  artworks that triggered the experience of the audience, using devices that involved their bodies and their behaviour. The group’s enthusiasm for technology was ironic and provocative. It was instrumental in achieving the effect they sought: in reminiscence of Baroque Art, a sort of enchantment in front of an unexpected phenomenon that endlessly regenerated itself.
Their artworks were designed to be serially produced. Their oeuvre was light years away from the commodity fetishism of the art market. The idea underlying their work was that these were objects that anyone should be able to construct and reproduce at any time. Gruppo T imagined ‘aesthetic creations that anybody could build’.6 One particular episode exemplifies this concept: when Anceschi saw Colombo’s 0 ↔ 220 Volt for the first time — an extraordinary work made of two opaque incandescent light bulbs, of which the brightness is steadily alternated from a minimum to maximum intensity to create a sort of continuous counterpoint — it was love at first sight and he begged Colombo to give one to him, to which Colombo replied: ‘Make it yourself!’7
As it turned out, Gruppo T was written out of the official history of art until the dawn of the new millennium. It is only now that an international cultural reappraisal is taking place and Gruppo T is being rediscovered, as is Programmed and Kinetic Art in general, and the debt of the present-day art scene to these precursors is being acknowledged. It is not only the art world that has sought out the group after such a long time. Our own mobile, hyper-connected reality, variable and metamorphic as it is, has rediscovered them. The reappraisal of the art and these artists who used words like ‘time-space’, ‘becoming’, ‘relation’, ‘variation’, and ‘participation’ as part of their 1960s vocabulary can also be explained by the emergence of a new art and design scene that was born with these same concepts in mind. Precisely in this erratic temporality that complicates linear and teleological models, we can include ‘Reprogrammed Art: An Open Manifesto’.8 In this case,  the ‘re’ of the title does not indicate a repetition but a form of return that interweaves materials from different disciplines, including design, art history, and interaction design. The conceptual framework evolves around words such as ‘interaction’, ‘reproducibility’, ‘memory’, ‘multiplication’, ‘reflection’, ‘reenactment’, ‘conservation’, ‘action-research’, and ‘open source technologies’.
The group of artists and designers involved in the project had the task of reprogramming a number of works by Gruppo T. The concept of ‘reprogramming’ is about more than just reconstructing the original works, understanding how they were made, and mastering the algorithms used to incorporate an element of chance. It means bringing them to life again, using new materials and technology. Starting from the works of Gruppo T, new open artworks were realized, new prototypes of kinetic and programmed works inspired by their creations. These new artefacts would translate the main principles of Programmed Art into the codes of contemporary culture, following the tenets of peer production, namely open source hardware, software, and digital fabrication technologies. They can now be reproduced, expanded on, and completed by other users. 
The project ‘Re-programmed Art: An Open Manifesto’ was originated exactly from the idea that art can be interactive, shared, and reproduced, as well as from the ephemeral and experimental features and the fragility of the works by Gruppo T. They cannot be photographically reproduced in their becoming. Their fragility is constantly disclosed by the failure of mechanisms. The artists were forced to narrate, to describe the effects that they would have shown if the mechanisms had worked. 
By thinking about the difficulties in practice, conservation, technology, and market, which confined Gruppo T for far too long to the margins of mainstream art history, and through the methodological tool of reenactment, ‘Re-programmed Art: An Open Manifesto’ elaborates on a crucial episode of the twentieth-century history of art. 
The project proposed not only a re-staging or a superficial re-construction, but a re-design, re-thinking and re-programming of the experience of Gruppo T, which seemed outside the bounds of any pre-existing scheme and any possible definition, because of the group’s remarkable foresight in deliberately choosing to operate on this particular and difficult frontier between art, science, and design.
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About this Book
Over the last twenty years, reenactment has been appropriated by both contemporary artistic production and art-theoretical discourse, becoming a distinctive strategy to engage with history and memory. As a critical act of repetition, which is never neutral in reactualizing the past, it has established unconventional modes of historicization and narration. Collecting work by artists, scholars, curators, and museum administrators, the volume investigates reenactment's potential for a (re)activation of layered temporal experiences, and its value as an ongoing interpretative and political gesture performed in the present with an eye to the future. Its contributions discuss the mobilization of archives in the struggle for inclusiveness and cultural revisionism; the role of the body in the presentification and rehabilitation of past events and (impermanent) objects; the question of authenticity and originality in artistic practice, art history, as well as in museum collections and conservation practices.



Archival DiffractionsA Response to Le Nemesiache’s CallGiulia  Damiani[image: ]
In the following text, I will outline three scenes read through a psychoanalytical and theatrical lens. After a short introduction, I will use these scenes to suggest that scripting and diffractive writing can be innovative methodologies of archival enquiry. Each scene will be a way to succeed or ‘come after’ work of the feminist collective Le Nemesiache from Naples, responding to ‘their call’ to continue their legacy. Each scene will be described through an image, a sound, or a gesture. This presentation is part of my research project and broader practice focusing on feminist epistemologies and archival diffractions.1 I borrow the concept of diffraction from Donna Haraway to define the methodology used in my work on Le Nemesiache’s archive. In the context of her epistemological project of ‘situated knowledges’, Haraway defined diffraction as an optical metaphor that:
[records] the history of interaction, interference, reinforcement, difference. Diffraction is about heterogeneous history, not about originals. Unlike reflections, diffractions do not displace the same elsewhere, in more or less distorted form,  thereby giving rise to industries of [story-making about origins and truths]. Rather, diffraction can be a metaphor for another kind of critical consciousness.2

Diffraction can account for the intricate relationship between past and present, alongside the complex desires of different generations of feminists that are triggered in a researcher’s consideration of an archive. Going against the idea of the authenticity of the archive and its authority as expressed by Jacques Derrida, among others, diffraction speaks of the material, metaphorical, and embodied effects of encountering an archive as a meaning-making tool in itself.3 My desire is not to ‘give voice’ to Le Nemesiache’s nearly forgotten actions, but to show how these can be active co-creators of feminist epistemologies. My research, at once theoretical and embodied, displaces Le Nemesiache’s archival material to encourage innovative associations and disassociations, while simultaneously reinforcing some of the nuances of their work. This displacement happens by retelling and re-siting Le Nemesiache’s archival traces in the present in different languages and locations.
Le Nemesiache are a group of women who have been part of the feminist struggle in Italy since 1970.4 In that year, this separatist group was initiated by the artist and philosopher Lina Mangiacapre in her hometown, the city of Naples. Although its composition has varied throughout the decades, the collective has been said to have been animated by up to twelve women at times, the core of the group consisting of at least five people. From the late 1980s onward, the collective transformed into a loose association called ‘Le tre ghinee’ (The Three Guineas), which preserves the legacy of Le Nemesiache’s ideas and  actions. After the premature death of Lina Mangiacapre in 2002, their meetings and presence have been reduced. Le Nemesiache’s women have dedicated themselves to the arts and in particular to cinema and theatre. Their feminist stance lies in their belief that women’s liberation can only be achieved through women’s creative self-determination. In 1977, the collective wrote the ‘Manifesto for the Appropriation of Our Creativity’, in which they reaffirmed the intention behind their practice. In a cyclostyled leaflet dotted with the signatures of the women, they claimed: ‘Creativity is political, it is life, routine, erotic, in harmony with nature and the cosmos.’5
Cycles, nature, and the cosmos introduce another aspect of Le Nemesiache’s preoccupation: their passionate use of mythology to overturn men’s patriarchal rationality. Lina Mangiacapre adopted the mythological name ‘Nemesis’ after the Greek goddess of justice against hubris: excessive arrogance as conceived by the Greeks. The Neapolitan group considered hubris to be a quality inherent in men’s behaviour. The collective Le Nemesiache, followers of Nemesis, strained against patriarchal arrogance. Other members were inspired by the legendary nymphs, such as the naiads of the fresh water, the dryads of the trees, and the oreads of the mountains. Medea, Helen of Troy, Niobe, and Cassandra were among the mythological figures with which the group identified.
Following their desire to rethink women’s subjectivities through art, Le Nemesiache worked on theatre performances, films, poetry happenings, video art, music, and paintings, but they also staged protests and occupations of buildings to trigger a new conception of their location, Naples, and of the spaces for women’s creativity that the city might offer. As a collective, they produced five performances, three films, four music concerts, and seven video works. In 1976, they initiated one of the first feminist film festivals in Europe, called Rassegna del Cinema Femminista. It ran in Sorrento until 1994. 
Setting Up a Scene from the Archive
‘The scene is the principal form of reminiscence: a kind of memory cut off from its origins and access routes, isolated and fixed, and reduced to a trace.’6 In this quote, theorist Jane Rendell reflects on what psychoanalyst Jean Laplanche conceived as a scene. Laplanche believed the scene to be the primary fragmented and repeated trace of the process of translation-repression happening between conscious and unconscious. I am interested in appropriating this notion of scene as it expresses the encounter between several boundaries: past and present, original and trace, and self and other, where ‘other’ can be a being or an object. Laplanche defined the unconscious as an ‘internal foreign body’, and even as one put inside the self by an alien.7 These scenes are traces of aliens; better still, they are ghosts appearing on the frontier between translation and feminine repression, inner and outer worlds, and past and present enactment. They are fleeting sites of encounter with Le Nemesiache’s practice reduced to a trace, or ‘glimpses’. In the writing of the philosopher Georges Didi-Huberman, glimpses are apparitions whose traces last longer than the apparition itself.8 Glimpses are beings half-seen and already loved. They require a form of investment.
Although scenes are glimpses without a visible origin, the origin of the term ‘scene’ reinforces the ideas of encounter and displacement of the trace. From the Greek skene, the word ‘scene’ originally indicated a tent or booth, something that gives shade or a shadow.9 Scenes mark the shadows of sites of encounter, stretching over into the present and future through their trace. In this sense, the scene points to its own excess, to what exists beyond it — the event projecting the shadow. In  this case, it is the encounter with a past feminist struggle; however, this can only be experienced differently, through retelling and re-siting — through the trace of the shadow itself. The scene is transformed into a new site for analysis calling for a response: for new incisions. According to Rebecca Schneider, this is what happens to an original event when it is narrated through a trace: the retelling and re-siting become the event itself.10 The origin is lost. But the scene is also a theatrical event, both spatial when intended as the setting of the scene and temporal when the scene is a moment in a longer narrative. The scene is located in front of an audience. Audience members’ shadows are marked on the scene throughout this process.

Writing Scene-Sites: Scene Number One Is an Image Shot at Campi Flegrei, The Phlegrean Fields
[image: Figure 1. Screenshot from the film  (Dido Is Not Dead), dir. by Lina Mangiacapre (1987). Courtesy of Le Nemesiache. ]Figure 1. Screenshot from the film Didone non è morta (Dido Is Not Dead), dir. by Lina Mangiacapre (1987). Courtesy of Le Nemesiache.

Shadows grow in the encounter with Le Nemesiache’s artistic work. In the 1970s, their experience began overlapping with their environment — the natural volcanic phenomena present in the region of Naples  (such as the sulphur fumes from the crater in this image) with the ancient myths that were located there. Their site was one of many repetitions: retranslations of something atavistic and repressed. Although I, the viewer, recognize this feeling, I cannot name it.
The black frame around the image indicates that it was filmed on a Super 8mm camera. This format was widely used by amateur filmmakers throughout the 80s. It is a frame from another time and from a longer feature, a still of something already in movement. In this shot, one woman is following another. The viewer participates in this chase. I understand this scene as a message of the desire to come after, to follow someone else’s steps. The two characters are Dido, the legendary queen of Carthage, and her sister Anna. Dido is the oldest and the most celebrated in the family because of her tragic suicide. Anna walks behind her, ready to accompany Dido in her fate, but her final trajectory will be different. In this ‘coming after’, one after the other, their image will never coincide. A fracture can be expressed through an image still. We are following their steps; we come after. We can rewind and repeat. In telling this story, what is my position in this repetitive structure? Am I acting out something unconscious through the repetition of this trace-scene? 
Laplanche’s term ‘afterwardsness’ can be lifted from his psychoanalytic theory to become something different here.11 Afterwardsness indicates a deferred action — a repetition with difference — that provokes the release of repressed ideas. This occurs through the relation with something from the past that is retranslated in the present. It can be a conscious process but not necessarily a knowing one.12 Can this scene be the site of a personal and collective feminist investment? Retelling, displacing this trace onto other countless sites to begin again, to grasp something anew?

Number Two is a Scene of ‘Vulcanization’
[image: Figure 2. A recording of the rumble of the Vesuvius is available from ‘Vesuvius in Eruption’, filmed by British Movietone News on 29 July 1929 <> [accessed 21 November 2020].]Figure 2. A recording of the rumble of the Vesuvius is available from ‘Vesuvius in Eruption’, filmed by British Movietone News on
 29 July 1929 <https://youtu.be/-7W6BAV0wmw>
 [accessed 21 November 2020].

The rumble of the volcano (see fig. 2) reverberates in the recording. Volcanoes are objects of scientific studies, subjects of paintings and  poems, and background phenomena in contemporary art installations. Philosophers such as Didi-Huberman describe volcanoes as ‘nothing but nature’ when they exist outside of human intervention. They are certainly present, but they are not yet sites.13 Le Nemesiache possessed the rumble of Mount Vesuvius, the renowned volcano near Naples. The volcano infiltrates their practice, which can be said to, in a metaphorical sense, cannibalize the potentially destructive but also generative force of Mount Vesuvius. For Le Nemesiache, women’s stories were present in the lava. Throughout the 1970s, they said that history was written in their blood, the blood of women. They waited for the explosion of their veins. They would walk in the world splashing their story like lava. ‘Lava, vulcani e sangue’ (‘Lava, Volcanos, and Blood’) was the title of an article by Mangiacapre, published posthumously in the magazine Il paese delle donne in 2004.14 In an almost mystical language, Mangiacapre discussed how a conception of humanity based on the individuality of the single man as a fundamental basis has produced a  society that celebrates straight lines, rigidity, and phallocentric towers. Lava, volcanoes, and blood would make the world start from naught again; naught was intended as a necessary destruction to achieve a new harmony with the cosmos, a new unity with the natural elements, with the volcanoes. This destruction would be led by women. The blood of women, of past witches, and the lava of the volcano are thus interpreted as prophetic actors coalescing the historical suffering of women into the promise of a future regeneration.
The volcano is revealed as a site of investment. The group’s actions did not aim at depicting or altering the functioning volcano. Their intention was, rather, to bring the volcano away from being a separate place and into the city — to recognize the lava in themselves and to see how the alien-ness of the volcano finds a shadow in the self. Thus the volcano has the potential to actualize unconscious structures but also material and patriarchal relationships: for example, in the ruins from the eruption of Mount Vesuvius, which authors such as Freud and Derrida have used.15
Embracing artist Andrea Fraser’s definition of enactment as that which brings into focus ‘the structures of relationships that are produced and reproduced in all forms of activity’, can the volcano be exploded into a performance of such conscious and unconscious structures?16
In doing so, the performance is made into a volcanic bomb, which is the moment when volcanic lava turns into rocks of different shapes. By leaving the volcano and changing temperature, lava is shaped in flight and can land several kilometres away from its point of origin. Claiming again the power to imagine women’s action as a burning prophecy, we are left with an unforeseeable promise of eruption descending from the rims of Mount Vesuvius. 

Number Three is the Scene of a Prophetic Gesture
[image: Figure 3. , scripted and dir. by Giulia Damiani, with performer Helena Rice (2017).]Figure 3. How to Sing a Prophecy, scripted and dir. by Giulia Damiani, with performer Helena Rice (2017).

Can we recognize this prophecy now? The root phēmi belongs to the Greek word for prophecy, prophēteia. Phēmi, in its proto-Indo-European origin, is cognate with fabula, meaning story or fable.17 The other component of prophēteias is the prefix ‘pro’, meaning ‘before’; in this case, moving one’s hands forward. Prophecy is the putting forward of a fable, held in arms and pushed ahead. It is fabulation from other times carried into sites that are always different. Constantly displaced, it can only be noticed by shifting the gaze, in a glimpse.
[Nemesiache (Le)]
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‘Interrupting the Present’Political and Artistic Forms of Reenactments in South AfricaKatja  Gentric
A sense of things repeating themselves, or that of some unfinished business, pervades contemporary South African political and cultural debate. Conflicts arising in South Africa today need to be addressed, while simultaneously keeping in mind the conflicts of the past. This remark systematically comes forward in analyses of the renewed student protests receiving media attention since March 2015; the same observation is also relevant in reference to the crises of what is referred to as ‘xenophobic’ attacks attaining national proportions in 2008.1 Today’s student movements parallel several features of the South African resistance and liberation movements, most importantly the 1976 student uprisings.2 Likewise, it can be argued that contemporary questions of migration (and the linked xenophobic attacks) have to be viewed in the context of the 1952 Pass Laws Act and the artificially imposed migrant labour system under apartheid, which led to severe conflicts in South Africa as early as 1960.3 At a pivotal position between these moments  of political struggle stands what has been referred to as the ‘miracle’ of the peaceful transition in 1994, helped along in an almost administrative way by the process of the Truth and Reconciliation Commission (TRC) hearings from 1996 to 2001.
The Truth and Reconciliation Commission and its Mediatization
The TRC was intended to be a forum where the wrongs of the past were to be brought into the open, and the nation would henceforth be able to proceed as though a shared memory bridging segregated apartheid legacy had come into existence.4 With this goal in mind, much attention was given to media coverage. All hearings were transmitted by radio broadcast; national television dedicated a weekly analytical programme to the TRC, the minutes of the hearings have since been made available on dedicated websites,5 and the proceedings have been published in five volumes in 1998.6
In his introduction to these proceedings, the chairperson of the commission, Archbishop Desmond Tutu, acquiesces that there would necessarily be controversy regarding the TRC process, but he points out that, in his opinion, the most important legacy of the hearings would be the archives they produced, allowing further research to start taking place. Today, more than twenty years after the last hearings, analyses from a wide spectrum of perspectives have become available.7
One incident became a widely recognized representation of the TRC in public imaginaries. It is the demonstration of the ‘wet bag  method’ by a former special branch detective, Jeffrey Benzien.8 This rudimentary reenactment was set up spontaneously because the victim had asked to see what had been done to him.9 The press photographs taken during the hearing show the former special branch detective crouching over a handcuffed man lying facedown on the floor. A bag is pulled over his head. The TRC proceedings note Benzien’s explanation of his torture method, which consisted of the repeated near-suffocation of the interrogated detainee until his testimony was obtained.10
While it remains debatable whether the TRC produced the hoped-for benefits within South African society at large, it has inspired several forms of artistic practice and led to more and more astute analyses of photographs produced in this context.11 During Documenta 11, curated by Okwui Enwezor, one platform explored commissions set up to investigate human rights violations under military regimes from the early 1980s onward. Rory Bester contributed an analysis of the South African TRC and the polemical contradiction arising when giving an account of intimate and traumatic experiences in an atmosphere of spectacle within the staged circumstances of a public hearing: ‘In the space between memory and amnesia, between the trauma of memory and the comfort of forgetting, how do we re–present the TRC without turning it into a spectacle?’12

The Center for Historical Reenactments, Johannesburg
Within this set of circumstances, a group of curators, artists, and writers — Gabi Ngcobo, Kemang Wa Lehulere, and Donna Kukama  amongst others — formed a collective named Center for Historical Reenactments (CHR) in 2010. Two of the key actions performed by artists later to become CHR members happened before this date.
The first of these, planned as a three-day intervention, was performed in a backyard in Gugulethu in 2008. Accompanied by a sound recording of the artist combing his hair, Kemang Wa Lehulere dug a hole in the ground using an afro-comb as a digging tool. Titled uGuqul’ibhatyi (‘to turn a coat inside out’, an expression linked to race reclassification under apartheid), the action was meant to be a gesture of unearthing erased personal stories and traumatic questions of identity. At about one meter in depth the digger hit upon bones, which turned out to be part of a rib cage. The incident and the unravelling of the uncanny situation following the discovery are retold in an interview with Gabi Ngcobo.13 Wa Lehulere has since performed a number of such digging actions, never knowing what ‘historical rubble’ he might unearth.
[image: Figure1. Donna Kukama, (2009), performance and video, 4:54 mins, Photos courtesy: Matthew Burbidge and the artist.]Figure1. Donna Kukama, The Swing (after after Fragonard) (2009), performance and video, 4:54 mins, Photos courtesy: Matthew Burbidge and the artist.

The second is an action by Donna Kukama, performed in 2009 on the site of Kwa-Mai-Mai, a traditional healer’s market in central Johannesburg. The Swing (after after Fragonard)14 is hung under the gigantic concrete structure of the highway bypass bridging the market. The artist, daintily dressed in white, swings several meters above the shoppers, throwing bank notes into the crowd and provoking a commotion. In mid-action the wooden seat of the swing accidentally snapped, and the artist fell several meters to the ground, breaking her right leg. In later projects the CHR revisits this scene and the socio-economic underpinnings of this action.15 
The uncanny link between these two precursory interventions is the coincidence that the actions, both referencing events of the past, were each ‘interrupted’ by unforeseen circumstances. The interruptive element became the reason for these actions to be revisited again and again by the CHR.
Apart from Kukama’s Swing, CHR actions do not resemble understandings of reenactment in other contexts16 — very few of the interventions are staged in any way. Instead, the collective may publish newspapers, referring to the past in visual quotations. The members  of the collective may invest in sites, search through archives, repeat quotes, host communal meals, play word games, or propose repetitive public readings of texts. They may conduct seminars, exhibitions, residencies, and community work, and engage in transversal research processes, subversion and mediation, or counterarchival responses. In short, they seem to avoid acting in any theatrical sense; rather, they enact, putting concepts into praxis.
A routine of carrying out the same gestures time and again, thereby providing the circumstances for difference to set in,17 became the modus operandi of the CHR. In this spirit, the CHR established itself in a cyclical appropriation of space in different historically laden sites — for example, No 80 Albert Street in the basement of the former Pass Office, the site that controlled a central aspect of the South African apartheid system: the policing of freedom of ‘migration’ under the segregated pass laws.18 However:
The documents that may have served as testimony to the site’s activities have been destroyed, this denied their roles as witnesses and spared the interrogation of the Truth and Reconciliation Commission. Ironically, it is this very emptiness that creates a space for us to call upon our abilities to remember and inject memory (unreliable and slippery as it may be) to the site.19

A few months later, the CHR invested in a workspace in another significant location, August House, at the heart of Doornfontein in central Johannesburg. A photograph of the western window and the view from this third-floor vantage point was one of the first posted on the CHR Facebook page. This same window makes a reappearance in  several later installations.20 Ngcobo draws a web of interrelated thoughts through the gesture of ‘looking out’ of the confined art space.21 The window indeed looks out onto the neighbouring streets, with their international bus terminals and ‘occupied’ buildings, a polyglot social tissue formed by inhabitants coming from all parts of the world. Metaphorically, the CHR addresses this question in an experiment entitled ‘Xenoglossia’ (the condition where a subject, for an unexplained reason, can speak or write in a language with which he has had no contact). For lack of other evidence, this condition is connected to the possibility of reincarnation. By preferring the (paranormal) state of Xenoglossia to the notion of translation, the CHR chose to address questions of language difference without imposing the foreclosure that equivalence of meaning has to be the only possible outcome of speech acts. One telling experiment with reflexive and partly abstruse forms of language-use was the performance ‘Does a mirror have a memory?’ The participants engaged in conversation while looking at each other via the mediation of a mirror. Taking its cue from the technical detail that every rear-view mirror has a blind spot,22 this exercise was referred to as a ‘setup for failed communication’. During the two-year course of the Xenoglossia project, the CHR has performed many such experiments and invited the public to partake in them.23
Another way of exploring ‘how language has played a central role in some of the greatest historical misunderstandings that have been reincarnated in recent history’24 is the visual/lexical quotation. In 2012, the CHR proposed reusing a protest banner, famous because of a photograph taken by Alfred Kumalo in Uitenhage in 1985, during a demonstration marking the twenty-fifth anniversary of the Sharpeville Massacre. The banner read: ‘They will never kill us all.’ The 1985 demonstration gave rise to new excesses on the part of the police,  during which twenty-five people lost their lives. To evoke the massacre of 21 March 1960, the members of the CHR reproduced, in March 2012, the banner of 21 March 1985.25 Ngcobo refers to the works coming out of the engagement with the Alf Kumalo Archive as a way of ‘interrupting the present’.26 These interventions fissure the chronological order of events; they are a ‘time–machine, [...] conceiving time as a tool, and setting it out of joint’.27 Ngcobo not only thinks of the eerie foreboding wisdom carried by the banner of 1985, foretelling destiny, but also of a second futuristic work, titled What happened Jo’burg 20*81. Here, the CHR speculates about a reversal of time, imagining a world where Nelson Mandela, instead of aging towards his death, would begin to get younger every year — the CHR imagines Mandela in 2081 as a twenty-five-year-old28.
On 12 December 2012, in a twelve-hour event, the CHR entered another phase of their cyclical project by staging their own suicide: ‘We Are Absolutely Ending This’. Their death marked a conclusion only to open up the possibility of staging their own afterlife, a second coming, in the exhibition ‘After–after Tears’. Just as the CHR had started before its inception, it reached far beyond its suicide. Ngcobo, nominated as curator of the 2018 Berlin Biennale, uses phrases generated as part of the Xenoglossia research as titles of sub-sections of the Biennale; Kukama works in series of reiterations as chapters in a book; and Wa Lehulere engages with the work of fellow South African artists silenced under apartheid.29 However, what Khwezi Gule interrogates as ‘various acts of mutual cannibalism’ between ‘writing, art-making, historicising, teaching, archiving and curating’, still begs the same question: ‘How, then, to mobilize history in such a way that it becomes a truly transformative exercise?’30 
[Center for Historical Reenactments (CHR)]
Interrupting the Im-Mediate Present
A strikingly similar quest for true transformation is expressed by Frantz Fanon. In Fanon’s case, this effort is paired with the struggle to overcome the inhibition inflicted by ressentiment in order to become actionnel, i.e., an individual taking action.31 Fanon pursues his quest with both remedial care and revolutionary zeal.32 A text by Ngcobo reiterates essential aspects of Fanon’s thought, presenting it in parallel with the description of an enactment found in a text by Bessie Head: that of a person hiding. In a comic inversion of the process of hide-and-seek, the poses of hiding and/or seeking become confused. Ngcobo concludes, ‘It is not that difficult for one to settle back into a position one tries to escape or reject’33 — meaning, after Fanon, that in his quest of recognition and true change, the seeker must remain vigilant not to lose sight of his resolution to act.
The immediate urgencies arising during the recent student protests, with their very strong references to historical misunderstandings, are conducted under the sign of a Fanonian approach to the post-colonial situation. The phrase, ‘immediate urgencies’, carries two meanings in this context: instantaneous (not removed in time), and im-mediate (not yet mediated) — implying a sense of ‘woke’-ness34 in the process of becoming articulate. How can these urgencies be (self-)conducted into subjectivation — meaning the possibility of individual responsibility embedded in collective responsibility — a state of being which Achille Mbembe elaborates into a description of an ‘ethics of becoming in reciprocal recognition’?35 How does the storytelling taken on by the TRC restore individual dignity lost though historical misunderstanding?
Simultaneously mentioning the ‘interruptions into the present’ at the Alf Kumalo Archive, Ngcobo quotes Walter Benjamin, who, in his essay ‘Excavation and Memory’ stated:
He [sic] who seeks to approach his own buried past must conduct himself like a man digging. Above all, he must not be afraid to return again and again to the same matter; to scatter it as one scatters earth, to turn it over as one turns over soil. For the “matter itself” is no more than the strata which yield their long-sought secrets only to the most meticulous investigation. That is to say, they yield those images that, severed from all earlier associations, reside as treasures in the sober room of our later insights.36

While reading what is translated here as ‘matter itself’, let us bear in mind that the word ‘Sachverhalt’ used by Benjamin in German communicates an awareness of ‘how things exist in their relation to each other’. When Benjamin’s text is read from within the art context, the final yield when digging would be an image (‘Bild’) gleaned from strata of yet unmediated ‘historical rubble’. This image will represent these events in the collective imagination of the future.37 These elementary mnemonic units can be carried either by a figurative image or by words, spoken or written. They are ‘Denkbilder’, as Benjamin liked to say: thoughts arising out of an image, visual or semantic, holding their own as concepts. Benjamin explains this process of coming-into-image by evoking the action of digging and scattering the dug-up contents around. In South Africa, digging can conjure up quite far-reaching associations; we might think of digging to find the remains of disappeared activists or other actively disremembered details of apartheid  past.38 In a later text,39 following the trail of a film by Michelle Monareng, Ngcobo will put into praxis the migration of imaginative content described by Benjamin. Ngcobo’s text leads its readers from a contemporary historical moment (Mandela’s burial) to a trip taken with friends today, a journey to a private home. It is a tale told through rumour and legend, a tale of forced removals and of unmarked graves, of objects that imbue people with special powers, of a bull appearing out of the mist to watch a man digging in ancestral soil. Be they speech-acts or reenactments, each of these elements participates in its own way in the common act of carrying on the migration of Ngcobo’s ‘(Denk)bild’. In the context of the CHR, it is possible to claim that the migration of imaginative (i.e., image-making) ‘Sachverhalte’ can also show itself in the form of a xenoglossic leap,40 by which the past or the future comes to disrupt the present, as a protester would, in order to undermine the usual.
Whether looking out of a window on the third floor of a building in polyglot-central Johannesburg, swinging in a back-and-forth motion high above a greedy crowd, digging in a backyard in Gugulethu, or standing on ancestral land with a bull as a solitary onlooker, the CHR is poised as a point of convergence. This point, ephemeral, transient, trans-cient or farsighted, and at the same time retro-futuristic, is a site where images are salvaged out of layers of forgottenness or disremembrance. The main questions explored by the CHR have lost none of their pertinence: how do readings of the past inform contemporary urgencies, and what are the political potentials of artistic interpretations of histories? How do they participate in the ‘formation of new subjectivities’?41

[Ngcobo, Gabi]
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Writing As a Medium of Time: Archives Between Fossils and Probabilistic Events
This essay will investigate some key issues concerning writing: not the act of writing in its traditional meaning, but writing as a technological process in constant change following new standards of tools for expression. Since typewriters and old editing practices have lost their central role, writing has been undergoing fundamental transformations. Less mimetic than before, it has been interacting with alphanumeric codes and has also been dealing directly with potential open futures, rather than with representations of past facts.
From the work of Plato to that of Jacques Derrida, writing has been conceived (or deconstructed) as an act aimed at the representation of past facts and events. It could be constructed as an ideal event based on ‘reality’, or a gesture that involves metaphysical doubles, voices, and concepts; every future event, in this particular concept and tradition of writing, is related to something created, experienced, or represented in a past time. Even in performing arts such as music and theatre, someone (an ‘author’) creates an aesthetic environment and lays out plans that will become reality on stages, pages, or screens, realities that generate the outlines of further events. If reenactments  produce differences and repetitions, it bears investigating what kind of temporality (as well as subjectivity) an alphanumeric writing paradigm has been conceiving up to this point. If writing is indeed a medium of time, what might be the duration of an alphanumeric reenactment? Is it possible to claim that some of these alphanumeric reenactment events might conceive durations that are beyond the capacity of human subjects experiences?
By proposing the concept of ‘speculative writing’, a notion that I am still developing, I am dealing directly with a new kind of dramaturgy. It consists of a writing practice that looks at artificial intelligence, chaos, and new relations between subjects and objects as alternative means of creating events and potential infinities in a new and not so clear aesthetic context. These potentialities raise several questions: first, how is writing altered when dealing with ontologically oriented objects, and second, what kind of discontinuity has digital writing been creating? 

Alan Turing and The Archive
Turing’s ideal machine has not only altered our relationship with writing but also inaugurated another historical period. Alan Turing believed that a computer could mimic anything that humans have already created, experienced, and even conceived. Therefore, some objects may be able to imitate everything that — and even produce something beyond what — a human has programmed it to imitate. If this claim is correct, it leads us to another issue: can technical objects write? In fact, an alphanumeric representation does duplicate mimesis: humans have become spectators of some mimetic representations that have been performed or even written by computers and softwares. Thus, what would be the difference between human-automatic writing and machine-automatic writing?
Let us look at, for example, Derrida’s conception of an ‘archive fever’ that emphasizes the arché as a place and institution that conceives truth, authority, and classical metaphysical processes for the receiving subject.1 If one looks carefully at the ontology of  alphanumeric writing, this archival problem does not match it or fit so precisely. Digital archivals are more like a metaphor for empty and virtual places, for imaginary architectures, than for physical spaces. Even the production processes of mechanical and digital machines are completely different from one another, and such a distinction can illuminate the writing shift that this essay seeks to highlight.2
It is through these distinctions pertaining to archivals that we may come closer to a speculative writing historical period. Consider, for example, the concept of arche-fossil, proposed by the French philosopher Quentin Meillassoux, which indicates ‘the existence of an ancestral reality or event; one that is prior to terrestrial life’.3 For Meillassoux, the ‘arche-fossil’ perspective may reveal some event archivals (or archived events) that happen before (and beyond) the human and the subject. They do conceive of a metaphysical event, but it is a strange one, because it reveals a metaphysics without subject. This kind of speculative and material realism is of particular interest to my problem and question, as it is a speculative method in which corelationism is not a key aspect and might even gradually disappear.
When examining Meillassoux’s reflections, it is worth considering and developing his distinction between potentialities, virtualities, and actualizations, a process which identifies the core issue with speculation as resting upon the provisional aspect of scientific laws and philosophy’s need to deal with probabilistic aberrations. In each of those biases — of chance, potentialities, and virtualities — there is a notable preoccupation with restoring a very specific metaphysics that must refute any totalizing, fixed aspect that is blind to inevitable transformation and mutation processes.
Potentialities are the non-actualized cases of an indexed set of possibilities under the condition of a given law (whether aleatory or not). Chance is every actualization of a potentiality for which there is no univocal instance of determination on the basis of the initial given conditions […] and virtuality (is) the property of every set of cases of emerging within a becoming  which is not dominated by any pre-constituted totality of possibles.4

Therefore, a speculative writing may flirt with those aberrations, by which chance, chaos, virtuality, and potentiality would occur in between subject and object durations. In other words, it points to a temporality of writing as a medium that ‘breaks with the fixity of potentialities’ and inaugurates other aesthetic durations by which objects might be subjects (and vice-versa), and by which aesthetic (and reenactment) experiences generate events beyond past archival procedures.5 In the following pages, I investigate some of this temporality’s aspects through examination of unfilmed scripts as well as some specific ‘premediated events’.

Unfilmed Scripts
Taking into consideration that screenwriting is an ever-changing practice, I want to highlight some aspects of it that make up an alternative approach to film theory, film history, and what has been called ‘media archaeology’. The first aspect concerns unfilmed scripts. In the course of my doctoral research, I came across several unfilmed scripts that aroused my curiosity. At that time, my genealogical bias favoured writers transitioning from literary writing into properly imagistic writing, and the discovery of these unfilmed scripts sparked a number of questions. For example, was it possible to talk about a negative history of film, a history that did happen but failed to become fully realized? Would not those unfinished strokes by writers and screenwriters from the twentieth century serve as an invitation to conceive of an imaginary history of films that never actually reached the screens? Lastly, what kinds of archivals are unfilmed scripts?
During my research, the most interesting and wide-ranging example of this kind of bias was the French publication Anthologie du cinéma invisible. 100 scénarios pour 100 ans de cinéma (Anthology of Invisible Cinema: 100 Scripts for 100 Years of Cinema), compiled by  Christian Janicot.6 Released in 1995, the book is the product of an almost archaeological type of research. Its authors introduce a hundred projects, ideas, and scripts by famous authors, intellectuals, and artists, such as Georges Bataille, Italo Calvino, William Burroughs, Louis-Ferdinand Céline, Max Frisch, Federico García Lorca, André Gide, Allen Ginsberg, Graham Greene, Hugo von Hofmannsthal, Antonin Artaud, Georges Pérec, Stefan Zweig, René Magritte, Antoine de Saint-Exupéry, Vladimir Mayakovsky, and E. E. Cummings, among dozens of other key twentieth-century figures.
Standing as possible movies, the unproduced scripts, more than just hidden archivals, show us how twentieth-century writers and artists imagined and flirted with film. These writers were writing texts that would no longer be restricted to books or the stage; they were intended for a forthcoming screen. Pier Paolo Pasolini defined scripts as texts that do not want to remain texts7. I would like to add that scripts might also be paper archivals that would like, someday, to turn into audiovisual archivals. They are situated on a boundary. Unfilmed scripts, however, are very special cases, because they demand time (an interval) before the metamorphosis of the script into film. Unfilmed scripts are archivals that present an incomplete and open ontology, pointing to a sort of speculative archaeology. They are potential films, and they refer to imaginative events that one may never comprehend but only speculate about.
More than claiming a waiting period, unfilmed scripts can really be slotted into a dynamics of undefined and pendulum-like oscillation between potentialities and virtualities. Would the drafted films be, if taken as a whole, possible, virtual, and speculative narratives that failed to transform into the most applicable form of archival (that of film) in the history of cinema? Are they multiple stories, denying the totality of predetermined possibles?
If we focus on the archival as open and incomplete, unfilmed scripts reveal an archival that oscillates between a reader and a film  audience, the latter being, of course, absent. In some ways, unfilmed scripts are archivals that approach what Graham Harman calls as an ‘ontologically-oriented object’, which is something between a real and a sensory object. For Harman, they ‘are autonomous forces in the world, existing even if all observers sleep or die’, while sensory objects ‘exist only insofar as a perceiver is occupied with them. These perceivers need not be human.’8 Unfilmed or speculative scripts could, one day, be perceived by cameras, screens, or even readers and spectators. As they are incomplete and multi-natural, unfilmed scripts are part image and sensory objects and part potential real objects, so they remain almost fugitive events. Through aesthetic speculation alone, they truly become possible and upcoming events. Consequently, unfilmed scripts reveal certain aspects of writing that have left the mimetic paradigm, that flirt with media technologies and new events by pointing to new archivals. Their incompleteness translates as an open archive that may be the basis of an interaction between human perceivers and machines, the latter of which might in turn, under some circumstances, write.

What Might a Speculative Writing Be?
Beyond the challenges that unfilmed scripts face, a speculative writing aims at approaching more precisely the interfaces between literature, narrative, and the dramaturgies of the 1970s onward. On the other hand, its historical, laboratorial, and experimental combinations are now interacting with the extended area of artificial intelligence. It is important to remember here the literary experiments of the Oulipo group, in which Raymond Queneau and Georges Pérec participated, along with a number of other French writers. Additionally, one should also include in this genealogy the first experiments with fictional dialogues between human beings and computers, of meta-novels — in the wake of Tale-Spin and the creation of Alternative Reality Games — examined within the scope of transmedia narratives.9 There are many  writers and computer scientists (or artificial intelligence engineers) already treading this path.
In addition, upon carefully looking into an ontological object history, one may include Gilbert Simondon’s seminal concepts of the mode of existence of technical objects. For Simondon, a technical object leads directly with three different aspects, such as the element, the individual, and the ensemble.10 Looking over the relations between writing and artificial intelligence, one may consider how objects interact with human subjects and how this ensemble conceives of a new writing and reading-gaming experience. Therefore, genuine speculative writing opens up an experimental phenomenon that triggers an inversion, where objects offer experience to humans in a random (programmed, but also not controlled) manner.
It is also important to consider Claude Shannon’s entropy information theory, which was a pioneering perspective. Shannon argued that compression and coding programs might be aware of the constant probability of information loss and noise. Applying this inversion ensemble to the context of writing, one may also realize that noise and entropy would play a key role between a writing object and a human receiver, gamer, or reader. What escapes in these potential entropies triggers unthinkable events, which are essential to a speculative sublime experience. Therefore, every reenactment of an instance of speculative writing should appear as an entropic aberration: that is, something that was thought of as predetermined but will, however, be revealed to be occurring again, even if it originally seemed that it was happening for the first time.
It is interesting, at this point, to recapture the ontological characteristics of new media as favoured by Lev Manovich in his pioneering book on the subject, which synthetically introduces the concepts of ‘numerical representation’, ‘modularity’, ‘variability’, ‘automation’, and ‘codification’.11 At first, what stands out is a mode of writing that has more than just the algorithm and the numeric digital fusion as its (im)material basis, as it is also changeable, modular, and extensive.  More than mere imitators and simulators of human behaviour like by-products of Turing’s machine, new computational media would engender new products, new grammars with codes and languages that would also generate other interface syntaxes.
Following Manovich, Mario Carpo has claimed that variability has turned into the key element of writing and expressivity of digital tools. This variability conceives of a distinct paradigm, whereby the copying reality ceases to be the main goal of writing and representation. For screenwriting history and practice, for example, digital (and speculative) writing may appear too distant from the blueprint metaphor, which claimed that the film should be a copy of what was written on the script. More recently, scripts have been interacting intimately with edition software, collaborative workers, and animation characters, so they are closer to animation aesthetics and videogame languages than they are to the work of a classic screenwriter, who would be struggling alone with the blank page, his typewriter, and his textbook writers’ block:
Digital technologies inevitably break the indexical chain that, in the mechanical age, linked the matrix to its imprint. Digital photographs are no longer the indexical imprint of light onto a surface; digitally manufactured objects are no longer the indexical imprint of a mold pressed into a metal plate; and digital variability may equally cut loose the indexical link that, under the old authorial paradigm, tied design notations to their material result in an object.12

Thus, one could claim that speculative (and aesthetic) writing produces events that appear to happen again, although they have never actually happened. By means of archivals, they point to the return of something that is potential but has never been experienced or even conceived. It is a sort of probabilistic aberration by which human beings remain fragile spectators of creatures that have emerged beyond their dreams, imagination, and even nightmares. So far, speculative writing points to writing and reading practices that are far removed from a mimetic tradition as well as all the anti-mimetic aesthetic experimentations that have taken place over the past century. 

An Abstract Reenactment: Speculative Writing and Premediated Events
What kind of scene could a speculative writing procedure conceive? Though unanswered and still in need of development, this will certainly be a key question for all premediated events, pointing also to what I propose to call an ‘abstract reenactment’. Let us look at an example: designed by Daedalic Entertainment, the game Long Journey Home conceived of its algorithm based on NASA’s map of the universe, which is always expanding and tends to infinity. Because the tale-spinning possibilities are not randomized, every gamer will have a unique and unrepeatable experience, as they do in life. Aligned with other contemporary game designers, a method called procedural generation, which is based on the geometric patterns of fractals, was used to build Long Journey Home.13 These patterns open up new logics and experiences between storytelling, repetition, and differentiation of events. If it faces infinite possibilities, can we still conceive of it as form of reenactment?
An answer to such a complex question may be directly related to premediated events. According to Richard Grusin, premediation leads with a set of possible events. It is connected to the idea of the ubiquity of media and claims that the future is also produced by a previous remediated event. With a focus on political events such as the 2001 terrorist attack on the World Trade Center, Grusin perceived that this event had already been ‘premediated’ by films, books, and other fictional narratives.14


Notes
	Jacques Derrida, Archive Fever: A Freudian Impression, trans. by Eric Prenowitz (Chicago: University of Chicago Press, 1996). ↵
	Mario Carpo, The Alphabet and the Algorithm (Cambridge, MA: MIT Press, 2011), p. 5. ↵
	Quentin Meillassoux, Après la finitude. Essai sur la nécessité de la contingence (Paris: Seuil, 2006), p. 26. ↵
	Quentin Meillassoux, ‘Potentiality and Virtuality’, trans. by Robin Mackay, in The Speculative Turn: Continental Materialism and Realism, ed. by Levi Bryant, Nick Srnicek, and Graham Harman (Melbourne: re.press, 2011), pp. 224–36 (pp. 231–32). ↵
	Ibid., p. 233. ↵
	Anthologie du cinéma invisible. 100 scénarios pour 100 ans de cinéma, ed. by Christian Janicot (Paris: Jean-Michel Place, 1995). ↵
	Pier Paolo Pasolini, ‘The Screenplay As a “Structure That Wants to Be Another Structure”’, in Pasolini, Heretical Empiricism, ed. by Louise K. Barnett, trans. by Ben Lawton and Louise K. Barnett, 2nd edn (Washington, DC: New Academia Publishing, 2005), pp. 187–96 (p.187). ↵
	Graham Harman, ‘Seventy-Six Theses on Object-Oriented Philosophy’, in Harman, Bells and Whistles: More Speculative Realism (Winchester: Zero Books, 2013), pp. 60–70 (p. 60). ↵
	Noah Wardrip-Fruin, Expressive Processing: Digital Fiction, Computer Games, and Software Studies (Cambridge, MA: MIT Press, 2011), p. 6. ↵
	Gilbert Simondon, Du mode d’existence des objets techniques, 3rd edn (Paris: Aubier, 1989), p. 15. ↵
	Lev Manovich, The Language of New Media (Cambridge, MA: MIT Press, 2002), p. 27. ↵
	Carpo, The Alphabet and the Algorithm, p. 43. ↵
	Richard Cobbett for Daedalic Entertainment, Long Journey Home (2017), Microsoft Windows. ↵
	Richard Grusin, ‘Premediation’, Criticism, 46.1 (Winter 2004), pp. 17–39 (p. 29). ↵



Resounding Difficult HistoriesJuliana  Hodkinson[image: ]
In our imaginaries of historical events such as the Holocaust, the Cold War, the Vietnam War, and the Iraq War, what sounds come to mind, what voices, and what words? 
Recordings of voices implicated in historical events are normally heard linked to visual footage. But we do not only live in a pictorial world. Through the growth of phenomena such as data sonification and sound archives, we are becoming more and more conversant in audio representations of our world. 
Since the early days of recording technologies, it has been possible to introduce non-musical sounds seamlessly into artistic listening, and the scope for doing so was explored in every way possible during the twentieth century. Two developments in the mid-twentieth century — acousmatic composition and audio spatialization — began to take into account the consequences of the new situation for the listener, in which sounds’ sources may appear literally and physically unconnected to their source. This separation could be obscured further through experimental editing and filtering. The contribution of technology to the disembodiment of sound led to new strategies in the abstract handling of voices and words. Nevertheless, a scepticism towards the compatibility of language and voice with highly abstract approaches to compositional technique and aesthetics meant that the use of voices and intelligible words remained largely the job of radio. 
Consequently, the initiative for orchestrating the real world against aural fictions or reenactments, and the increasing use of aural technologies to bring audiences out of art buildings and into other listening contexts have often come from within the visual arts and theatre,1 as well as from genres of sonic art distant from institutionalized music. Sound artist Brandon LaBelle has emphasized the physical attributes of sound, as relying for its existence on time and space, to underline the inescapably social properties of speech as something that is always moving through space and between bodies, making itself public.2
Three recent works in my artistic practice as a composer involve the mobilization and sonic framing of recordings of speaking voices to bring to mind moments of historical consequence. All three works involve, in differing ways, finding perspectives on historical and present political events and contexts in relation to one another. This involved taking up a position on why and how recorded audio, as historical artefacts or reenactments, may be incorporated into artworks today, as well as hopefully nudging to historical revision and political resistance through these reenactments.
Sound and Diplomacy
In 2012, I was invited to participate in a group exhibition on sound and diplomacy, ‘Embassy Reconstructed’, initiated by Åsa Stjerna. ‘Embassy Reconstructed’ was an arts-based exploration of the embassy as a phenomenon, inquiring how diplomacy can be interpreted and presented in sonic form, how the act of conflict management between nations could be interpreted through the arts, and what the sonic characteristics of the embassy might be. Operating within an expanded field — the special territory of the embassies as projection of nation —  the exhibition explored the embassy site partly as an ideal construction and partly as the source of a vocabulary serving as artistic material.
This strong and particular combination of contexts was the springboard for new pieces by Liv Strand, Susanne Skog, Brandon LaBelle, Jacob Kirkegaard, Åsa Stjerna, and myself, as well as a new adaptation of Alvin Lucier’s Memory Space. For the exhibition, I created two pieces: a live electro-acoustic concert piece for four instrumentalists with quadrophonic playback of audio samples, and an eight-channel looped sound installation piece, installed in a large, semi-public open stairwell and running during the course of the building’s daytime opening hours.
These two pieces — Prompt, Immediate, Now / Very Vestrained and Cautious (2013), and Defending Territory in a Networked World (2013) — draw on audio material freely available online. The audio sources ranged from radio and dictaphone archives to various publicly available communications, such as media broadcasts, press conferences, and interviews available mainly on YouTube, with the voices of presidents, foreign ministers, and foreign policy advisors of several countries, both past and present: Madeleine Albright, Hillary Clinton, Ahmed Aboul Gheit, William Hague, Dag Hammerskjöld, Christopher Hitchens, Richard Nixon, Condoleeza Rice, Donald Rumsfeld, Sushma Swaraj, Margaret Thatcher, and an unnamed German radio journalist broadcasting in the early 1940s. The speeches were mainly chosen for the ways in which they use language and vocal tenor in relation to the task of diplomacy and international relations; the selection ranged from formal restraint and extreme vagueness through public regret to national supremacy and open threat.
One opportunity offered by working with online sources is the possibility of transferring clearly recognizable voices, for example, to entirely different and obscure contexts. In Prompt, I brought the smoothness of these professional articulations alongside the controlled manoeuvres of instrumental chamber music, and in Defending, I bundled the voices alongside one another, confusing the individual clarity with which each was originally spoken.
Sound as a medium with a capacity to embrace time, space, and materiality — specifically, recorded sound as an opportunity to repeat words voiced in very particular contexts — generates ways of enacting  these aspects so as to negotiate complex entities, such as, in this case, abstract territorial and performative notions of the embassy and of diplomacy.3 In this way, artistic sonic material may be poised between the abstraction of the art form’s matter and the potential for sonic artworks to represent the world and worldly (political) content.

Prompt, Immediate, Now / Very Restrained and Cautious 
Prompt, Immediate, Now / Very Restrained and Cautious was written for the opening of the group exhibition and first performed by Ensemble KNM on 27 January 2013, in the Danish building at the Nordic Embassies in Berlin.4 In Prompt, Immediate, Now / Very Restrained and Cautious, all the documentation came from situations in which the words were originally spoken in publicly mediatized situations (i.e., radio broadcasts, press conferences, and fiction film). The Nixon dictaphone tapes are a breach of this categorization in the choice of audio samples. I opted to use excerpts from a telephone conversation between Nixon and the prominent evangelical Southern Baptist minister, Billy Graham. Like Roosevelt and other US presidents, Nixon installed telephone taps and concealed microphones to record his White House conversations. As such, the audio collected in this way stems from public office but breaches privacy in that Graham would presumably have been unaware that he was being recorded. Nevertheless, in the excerpts I chose, Graham’s voice is only heard distantly giving short affirmations, while Nixon’s voice carries all the political content and rhetorical drive.
Sourcing audio from the Internet — whether from online sound libraries or YouTube — entails a certain set of considerations related to intellectual property in the context of mass communication. Much easier and quicker than visiting archives, the kind of artistic material research that can be done online is increasing for all artists and  expanding the use of downloadable sonic vocabularies and experimental techniques for reworking them.
Many of the speeches used in this piece were topical and recent at the time of composition, such as the voice of Egyptian Foreign Minister Ahmed Aboul Gheit in 2011, pleading against the unhelpfulness of US pressure to legalize the Muslim Brotherhood: ‘because when you speak about “prompt, immediate, now” — as if you are imposing on a great country like Egypt, a great friend that has always maintained the best of relationship with the United States, you are imposing your will on him’.5 However, some are archival, such as the moderate voice of Dag Hammerskjöld talking of the need to by ‘very restrained and cautious’ in diplomatic relations.6
Against the background of a classical recorded music industry, which has reduced itself largely to reenactments of historical work (proliferating recordings of a canonic repertoire), I ask myself how contemporary instrumental art music can create relations between, on the one hand, sonic and listening practices which have grown up around historical instruments and, on the other hand, an artistic form of social currency that deserves the title ‘contemporary’.
The instrumental music I constructed to surround these recorded voices aimed to parallel the diplomatic bind, full of nuances of intonation, small innuendos, and the attempt to remain benign and undramatic while also precise, with only occasional, strategically-chosen moments of rhetorical drama. The sonic relationship between the acoustic instrumental music and the speeches — in their varying recording qualities — shifts throughout the piece, with the instrumental writing initially ‘following’ the unmeasured rhetorical style of the voices, modelling instrumental sounds on the texture and rhythms of the speech. Later, the instrumental writing establishes itself as more autonomous, as a structure within which the voice samples are organized and manipulated according to musically rhythmic and timbral principles. Finally, percussive noise from a snare drum laiden with  metal objects alternates with intakes of breath amplified naturally through the clarinet and abrasive bowing in the viola and cello. This construction provides a quasi-military accompaniment to a noise-based filtering of William Hague’s 2010 speech on the erosion of British post-imperial influence in the face of globalization and the rise of other growing economies, which also expressed the adjacent need for new diplomatic strategies in defence of British interests and territories.

Defending Territory in a Networked World 
In Defending, bundles of various meaningful diplomatic iterations on this topic are edited so that they appear in a way to be muttered simultaneously by a gentle and persuasive cacophony of (mainly polite and articulate) voices, cascading through space more or less out of the blue, before breaking off for several minutes of silence before the next bundle of iterations. While in Prompt, voices were framed by chamber music and presented one by one in order to be (initially, at least) clearly intelligible, in Defending, there is no musicalization at play, other than the pleasure of listening to the voices' natural musicality. As the piece was installed in the atrium of the Nordic embassies' public area — a non-art and non-work space — spectators (people crossing the atrium) experience the piece in an ‘non-art-listening’ mode; they are on their way up, down, or across, to lunch, to informal or formal meetings or tasks. Having only the political voices as sonic material and bringing them so closely into polylogue with one another might point more directly to diplomatic rhetoric as an overarching geopolitical tool. Particularly in Europe, the building and consolidation of nations and the formation of national identities has usually been tied to the unification of language throughout a territory. The use of audio reenactment, in this case, serves to point instead to structural modes in the operations of diplomacy, keeping in mind the fact that diplomacy often works through interventions of, alternately, silence (the unspoken) and gentle iterations of dynamic situations. 

The Train Departing at 4am 
Afgang 04.00 (The Train Departing at 4am) (2017) is a vocal sound-theatre piece with text and concept by director Petra Berg Holbek, reflecting on events of the night of 12 October 1943 at Elsinore Station, Denmark, when 175 Jews were held captive in a waiting room overnight before being put on a train to Theresienstadt. Afgang 04.00 draws on testimonies by victims and witnesses — both written reports from 1943 and spoken interviews filmed many decades later — reframing the words of these accounts through the actors’ voices. The piece was staged in 2017 on-site at Elsinore Station, with the audience wearing headphones and being immersed not only in the station environment but also interventional sounds from external loudspeakers and set designer Igor Vasiljev's video projections of palpitating colours. Holbek wrote text for the voice-actor recordings based on the archival reports and interviews uncovered during her research. During the development of the piece, it became clear, through Holbek’s contact with the families of this group of people, that staging very personal accounts in the exact site of the historical events, in the town where many of these families still lived, might leave some individuals open to a kind of identification that could be problematic for them, even seven decades after the original events. These demands of sensitivity in the use of documentary material led Holbek to considerations of anonymity, with the text becoming increasingly fictionalized and abstracted from the original quotes as our work with the piece progressed. My task as composer was to create a relatively abstract sonic counterpart to the actors’ voices. The composition was made up of vocal and instrumental music — for four singers and an accordion — and field recordings.
Not only does Afgang 04.00 deal with a particular historical moment but the impetus for its sonic reenactment also came at a critical humanitarian moment in current affairs. Making the piece was, on all levels, an exploration of the challenge of letting difficult histories resonate in the present: more specifically, finding fitting modes of reenactment of the negotiations with sensitivity and anonymity as discussed above, as well as providing a present-day position on why and how these experiences might be incorporated in artworks today. During 2015, the year when the sudden rise in numbers of refugees  and migrants heading for Europe came to the forefront of political and media attention, Holbek held an archive residency at the Danish Institute for International Studies, researching material related to the Holocaust in Denmark. This gave added relevancy, and even urgency, to the project of imagining experiences of flight lived through by others. Yet the historical accounts from 1943 were inescapably entwined with the fate of vulnerable subjects, some of whom only related their traumatic experiences toward the very ends of their lives, after having remained silent for several decades about their childhood experiences. There was no original sonic documentation to draw on whatsoever, and the spoken words were either originally documented in paraphrased, written form or related from memory at a distance of seven decades from their original iteration. Moreover, they were originally spoken in an enclosed private sphere of captivity in which basic human rights had been infringed upon, in advance of even worse to come.
How, then, to reenact this situation? Despite graphic witness reports, there remains so much silence surrounding that night that what could not be re-heard had to be invented. Holbek’s choice of how to reconstruct and represent these voices — by writing a fictional script and recording it with actors in radio-play style — gave space for my task of constructing a non-verbal sonic framework within which the recorded actors’ voices could be embedded. The production was created by a larger team of artists and sound engineers from Scandinavia, Germany, and Croatia.7 This not only meant that a range of ethical and artistic positions coexisted in the development process with respect to the portrayal of this highly sensitive historical moment, but also that the communication between these positions, together with technical, practical, and budgetary factors, needed to be negotiated over considerable geographical and temporal distances, with translation between several languages providing further linguistic filters on the work. 
A phenomenological approach to the listening experience became an important complement to the director’s work on reenactment of historical figures. In Afgang 04.00, the listeners’ interaction with the space in its present-day form is eliminated as much as possible, with only the train platform being activated as a direct reference (the sight and sound of a real train departing marks the end of the performance). One question we had for ourselves was to what extent different physical modes of audio playback would influence what was actually communicated to listeners. Afgang 04.00 makes use of binaural recording techniques to evoke a heightened sense of the auditive presence of absent voices within a particular space, bringing imaginary and real spaces of the listening experience into play with one another. At the same time, techniques of sonic distancing or alienation are used, such as the diffusion of the singers’ voices partly through megaphones in the recording studio, as well as the use of contemporary music idioms and vocal techniques. We worked primarily within a binaural headphone paradigm, but with added surround sound in external loudspeakers for a few key effects. This hybrid construction gave us a contrast between interior and exterior that aimed to fulfill the director’s desire to explore psychological states of people held under the pressure of confinement. The underlying topic of discomfort transferred in many places to influence the playback levels of the external speakers. This is one very simple method of taking sound’s visceral nature to various extremes in the service of referencing historical events through techniques of aural reenactment.

The Repetition of Crimes 
As Pio Abad has pointed out regarding repeated crimes committed within an ongoing paradigm, historical revision is often impeded by the grouping of a huge number of individual criminal acts under singular terms.8 The Holocaust is one such term. Even though the number of six million is readily attached to it, this figure counts ‘only’ the victims, which risks limiting the number of perpetrators and perpetrations to  a handful of powerful individuals or orders given within a system that was designed to repeat the consequences of the orders, without blame newly attaching to those who carried them out each time.
In 1940, Denmark was more or less peacefully occupied by German forces, following an invasion that had lasted just two hours — after which the Danish government surrendered, judging that resistance was useless and hoping to work out an advantageous settlement. This Danish government stayed nominally in power, in a relationship of collaboration with the occupying forces. As the Second World War progressed, and the relationship between occupying forces, collaborationist government, and the general population hardened, one of the few courses of action that remained available to the Germans was a crackdown on Jews — both those of Danish nationality and those who had fled north as refugees from eastern Europe and the Baltic states. The plan to round up Jews was leaked a few days ahead of its implementation, and Danish history books are full of tales of civil courage on the part of ordinary Danish citizens who hid Jews, offered them refuge, or helped them to escape. On the night of the raid in October 1943, the Germans found only a few hundred Jews in Denmark, out of an estimated population of eight thousand. The main escape route was the sea to Sweden, with large and small fishing boats, rowing boats, canoes, and the regular ferry service being employed by both organizations and individuals to take Jews with and without payment across the ten-mile stretch of sea.
Because so many managed to escape, Denmark is rarely described, much less does it see itself, as a scene of Holocaust crimes. Nevertheless, five hundred people considered to be Jews were deported in four main deportations, by ship and by train, to concentration camps in Theresienstadt, Ravensbrück, and Sachsenhausen. If one defines scenes of Holocaust crimes as all the places in which crimes against humanity were committed against Jews, individually or systematically, thereby facilitating the Holocaust — such as restrictions on their freedom of movement within the country and violence directed towards them with the objective of injuring and terrorizing them — there are many places in Denmark that may be described as scenes of Holocaust crimes. Although the Gestapo bears the responsibility for initiating and executing this systematic plan, the round-up would  never have been possible without the complicity of thousands of individual Danes. These people actively facilitated the transportations by betraying neighbours and hiding places, providing vehicles, turning a blind eye to terror and violence, and carrying out orders of the Gestapo without question, all the while imagining themselves to be passive bystanders. This is the reason that it is important not only for the victims but also the witnesses to hold up the experience of one large group of people against the national narrative.
Afgang 04.00 ultimately worked with a high level of fictionalization in the reconstruction of the events of the night in question, searching for the artistic mode in which lived experience from the past could be brought to the attention of present-day listeners. The creative process explored the gap between the past that can be accessed through archives and reports and the past as it has been popularly recounted in narratives that may be resistant to some events and experiences. The licence of fiction and psychological dramatization in Afgang 04.00 opened up a space in which the pursuit of knowledge about a specific moment in the past was permitted to slip from the chains of sanctioned historical truths and explore deep insecurities, traumas, and secrets that lie beneath all of the past’s constructions.
Afgang 04.00 is a case of bringing historical events out of the past and toward the present. Prompt and Defending were cases of drawing out, through the abstraction of working compositionally with the sound of familiar voices, the historical dimension of current and recent events. All three works addressed aspects of the cultural and social reverberation of sounding art and its sounding archaeologies.

Prompting, Defending, and Departing 
The pieces discussed above explore the challenge of letting difficult histories — whether recent or far in the past — resonate in the present, and of finding fitting modes of sonic reenactment and performance. All of them involve the listener in meeting articulations of private and public memory through the medium of sounding art. Each of them posed questions of how to introduce into an artistic listening situation the words spoken by people who shaped, witnessed, or were victims of crises of humanity in the twentieth and early twenty-first centuries.  This involved taking an ethically informed artistic position on the use of documentation involving people’s spoken words. The positions turned out to be very different for each of the three works, but each of them appropriates others’ verbal expressions — and, at times, their silences — in order to create or dismantle identification, affiliation, and influence through artistic reiteration.
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Living SimulacrumThe Neoplastic Room in Łódź: 1948 / 1960 / 1966 / 1983 / 2006 / 2008 / 2010 / 2011 / 2013 / 2017 / ∞Joanna  Kiliszek[image: ]
The Neoplastic Room at the Muzeum Sztuki (Museum of Art) in Łódź was originally created by the avant-garde artist Władysław Strzemiński in 1948 and destroyed in 1950. Its various reconstructions since 1960 represent both a strategy to build a collection and a reflection on the meanings and values that define the past as a producer of a vision relevant to our time and to an (as yet) undefined future. Up to the present day, the restaging of the Neoplastic Room has included elements of performative bodily practice. The gesture of ‘re-curating’ it should thus be understood as a performative movement that has been developed into a physically performative process by contemporary artists, such as Daniel Buren and Monika Sosnowska.
The work’s reenactments at the Centre Pompidou in Paris (1983) and at the Reina Sofía in Madrid (2017) reveal a clear tendency to create quasi-bodily performative aspects. The aim of this paper is to emphasize their historical lineage from within the museum by focusing on the archive, the art object, and the curatorial strategy.
[image: Figure 1: Władysław Strzemiński, , 1948/60. Reconstruction by Bolesław Utkin; view of 2010. Archive of the Muzeum Sztuki, Łódź, photo Piotr Tomczyk.]Figure 1: Władysław Strzemiński, Neoplastic Room, 1948/60. Reconstruction by Bolesław Utkin; view of 2010. Archive of the Muzeum Sztuki, Łódź, photo Piotr Tomczyk.

Exhibition Space as a Permanent Reenactment
The Neoplastic Room was created especially for the International Collection of Modern Art in 1931 by the a.r. group (also known as  ‘revolutionary artists’ or ‘real avant-garde’) initiated two years earlier by the Polish artists Władysław Strzemiński, Katarzyna Kobro, Henryk Stażewski, Jan Brzękowski, and Julian Przybos. The project of the Room raised many questions: how should a homogeneous art complex in a museum be ideally displayed? Should the museum create a special space for a specific collection to reflect the assumptions and ideas of the artists? To what degree can the artistic trend be legible for future generations?
Marian Minich, who was appointed director of the Muzeum Sztuki, Łódź, in 1935, continued this work in the postwar period through his efforts to recover the remains of the Collection.1 In 1945, Strzemiński handed over his most important works to the museum. Kobro donated to the museum some of her pre-war metal spatial compositions. In 1946, Minich acquired a nineteenth-century neo-Renaissance townhouse to serve as the new premises. In Poland, the Second World War created a deep desire to rebuild lost cultural  heritage and to recover what remained after the material and cultural destruction of the war. The artistic and historical value of the donations by Kobro and Strzemiński — who in 1931 had also collected and given the works of various European avant-garde artists to the museum — convinced the museum authorities to create a special exhibition facility for them.
In one of the rooms of the palace, a neoplastic architectural interior was created, complete with paintings, sculptures, and furniture, forming a perfect space for the interpretation and understanding of these aesthetics. The work was entrusted to Strzemiński.2
The artist based his project on the manifesto he wrote, together with Kobro, in 1931, titled ‘Composition of Space: Calculations of Space-Time Rhythm’. The rectangular room, with three entrances and a milky glass ceiling, was divided into planes based on strict mathematical calculations and painted with basic colours (red, blue, and yellow). These compositions were supplemented with a vertical and horizontal arrangement in neutral colours (white, grey, and black), thus achieving a balance and harmony of space. Kobro’s curvilinear sculptures were displayed on pedestals and painted primarily in neutral colours, discretely located within the space of the room. There were also paintings of artists connected to the De Stijl group and painters focused on the neoplastic trend: Sophie Taeuber-Arp, Vilmos Huszár, Theo van Doesburg, Jean Hélion, Henryk Stażewski, and Georges Vantongerloo. The space created by Strzemiński exactly implemented the postulates contained in the Composition of Space:
	Sculpture is part of space, its organic character is conditioned by its relationship with space.
	Sculpture is not a composition of the form in itself but a composition of space.
	The energy of successive shapes in space produces a space-time rhythm.
	The source of the harmony of the rhythm is measurement, based on numbers. 
	Architecture organizes the rhythm of human movements in space, hence its nature as spatial composition.3


Opened on 13 June 1948, the Neoplastic Room soon became the museum’s greatest attraction. It was the only place in Europe created as the result of a concurrent avant-garde vision referring to the model of exposition and museum experiment represented by the creation of El Lissitzky’s Kabinett der Abstrakten at the Hannover Provincial Museum in 1927, which had been destroyed by the Nazis in 1937 and was recently reconstructed at the Sprengel Museum (2017). This exceptional display space had been commissioned by Alexander Dorner, the director of the museum.
[image: Figure 2. Władysław Strzemiński, , view of 1948–1950. Archive of the Muzeum Sztuki, Łódź.]Figure 2. Władysław Strzemiński, Neoplastic Room, view of 1948–1950. Archive of the Muzeum Sztuki, Łódź.

The introduction of the doctrine of socialist realism to Polish art and museums in 1949, which was rejecting a priori the avant-garde artistic tradition, caused the closing of the Neoplastic Room in January 1950. The walls were painted over, and the paintings, sculptures, and furniture went into the storerooms.
Following the political thaw in the Soviet bloc after 1956, there was a return to universally recognized European artistic and aesthetic values. In 1960, Minich decided to recreate the Room.4 Kobro had died in 1951 and Strzemiński a year later. There were no plans or designs of the Neoplastic Room in existence and only a few photographs of the interior. It was still possible to turn to Boleslaw Utkin, the pupil of Strzemiński who had assisted the artist in 1948. Documentation for the project based on research and his memories was created and the interior restored.
For the first time, plans were designed, which later became useful in updating subsequent installations. Kobro’s sculptures were set on glass platforms, and on the walls behind pictures by Vilmos Huszár and Henryk Stażewski were hung. Strzemiński’s furniture was placed opposite to them, and on these walls pictures by Theo van Doesburg and Jean Hélion were shown. In addition, director Minich proposed that  there should be an extension of the first Neoplastic Room to a second room, called the Small or Second Neoplastic Room, to increase the size of the display space and provide an opportunity to demonstrate the theory of Neoplasticism relating to the penetration of coloured planes and the functioning of their rhythm in infinite space.
The Neoplastic Room gained a symbolic dimension. Through its existence within the same space as the central and main part of the collection, from 1960 until today, it has become a link between the pre-war, avant-garde history of the collection and the present. It was shown  in its original version but also in dialogue with new artistic works. The Room denotes the axis, a centre around which reflexive practice concerning the museum and collection is constantly focused. The material dimension is also important. In general, it can be said that the modern approach of reconstructing earlier works such as the Neoplastic Room became more elaborate in the twenty-first century. It seems safe to use the popular term ‘reconstruction’ or even ‘simulacrum’ here, which suggests that the reality of simulation can evoke reality itself.5
Over the years, the Room and furniture have been redesigned according to the pattern and plans developed by Utkin. The value of the a.r. group collection in Łódź has become widely known throughout the world since the early 1960s. The Neoplastic Room itself began to travel as an independent exhibition module. In 1983, it was reconstructed at the Centre Pompidou for the exhibition ‘Présences polonaises’.6 In this reconstruction, the collection of the a.r. group and the so-called architekton of Kazimir Malevich (with whom Kobro and Strzemiński worked in Vitebsk and Smolensk between 1919 and 1921) were exhibited. The Fyns Kunstmuseum in Odense, Denmark carried out another reconstruction of the Room in 1985. The last reconstruction was opened at the Reina Sofía Museum in Madrid in 2017.7

Reflective Practice
Since the 1960s, there has been a slow change in the manner in which artworks are displayed. A new practice has emerged not only with respect to the presentation of art objects but also, and above all, in the process of creating them: that is, in the artistic process or the presentation of artistic gestures (i.e., actions, performances, and happenings)  in a particular place and local context. For the Muzeum Sztuki, the post-communist transformations of 1989 provided the opportunity for a groundbreaking change in the organization of the museum by allowing the 2006 acquisition of a new building, a former weaving facility, the now reorganized Manufaktura. This site became the second headquarter of the museum. The new building was meant to house the main collection, which was to comprise a critical discourse with regard to its presentation of art history. Jarosław Suchan, the museum’s director, finally decided to leave the Room in the old museum building, in the space originally designed by Strzemiński:
We thought we could not ignore the fact that the Room was designed for a specific place and that this place was associated with over sixty years of history. Although its location has not changed, the context has changed: The Room is no longer part of the permanent exhibition. This involves a certain symbolic loss, but at the same time it provides the opportunity to […] draw attention to its meaning that has so far remained in the shadows. For example, the ‘economy of gift’ became important for us: the fact that the artist created a space which was ‘donated’ to the works of other artists.8

The new museum building, however, would ‘serve to present contemporary artistic phenomena, above all in relation, however, [to] those that would have some relationship with the context produced by the history and collections […] of the Museum’.9
The new approach to the value of the Neoplastic Room became visible in 2006, with Julita Wójcik’s action The Museum as a Luminous Object of Desire as part of the exhibition.10 She asked Suchan to wear a sweater that she had knitted and to perform the opening ceremony wearing this costume. The patterning of the sweater made direct reference to Neoplasticism and to the colours and panels of the Room. The sweater ‘responded’ to the movement of the body it covered, and this  movement made the work itself a performance that was interpreting the opening of a new museum exhibition in an avant-garde institution.
Since the early spring of 2007, three preliminary versions of the future permanent exhibitions have been prepared. They were titled: ‘Collection of Art of the Twentieth and Twenty-First Century — “Draft 1: Art and Politics”; “Draft 2: The Power of Formalism”; and “Draft 3: Beyond the Reality Principle”’.11 During the first installation, the objects from the International Collection of the a.r. group were displayed. During the second one, objects from the so-called ‘Unist Series’, comprising several paintings from the following decade — such as a painting of Günter Uecker’s Untitled (1988) — were exhibited in the Small Neoplastic Room.12 The Neoplastic Room was treated as an architectural space and confronted with contemporary experiments in the sphere of space and architecture by artists such as Grzegorz Sztwiertnia, Igor Krenz, and (again) Julita Wójcik.
The transformation of the third project incorporated the 1980s’ trend of emotional expressiveness; it became part of an exhibition titled ‘Dreams’. Two expressive sculptures from an entirely different artistic tradition than the Room itself were placed on the passage that led through the empty Room: Piotr Kurka’s Sitting Man (1988) and Mariusz Kruk’s Wolf (1988) were displayed standing in a red triangle.
[image: Figure 3. Exhibition view: Draft 3: ‘Beyond the Reality Principle’, 2008. With works by Piotr Kurka and Mariusz Kruk Archive of the Muzeum Sztuki, Łódź, photo Marian Stępień.]Figure 3. Exhibition view: Draft 3: ‘Beyond the Reality Principle’, 2008. With works by Piotr Kurka and Mariusz Kruk Archive of the Muzeum Sztuki, Łódź, photo Marian Stępień.

The exhibition explored the relationship between art and psychoanalysis; its title referred to Sigmund Freud’s famous essay Beyond the Pleasure Principle (1920).
The reopening of the renovated old premises in 2009 highlighted three projects referring to the faithful reproduction of reality. One of them, Elżbieta Jabłońska’s ‘I Repeat Them to Reach Them’, directly  related to the history of the Neoplastic Room. The artist emptied the Room of works of art, but in the middle she placed a long podium with jigsaw puzzles consisting of large blocks, from which one could arrange one’s own Neoplastic Room.13 Around it, she arranged a simulation of painting and sculpture storerooms and presented inventory cards and documentation. In the Room itself, films about Strzemiński and Kobro were shown, as well as archival materials and commentaries on the works of other artists. From the very beginning, Jabłońska prepared a special spatial interactive game for visitors using abstract wooden plywood shapes to allow each viewer to make a model of a neoplastic composition. The Room provoked and implied new values, derived from the assumption that art is a constant process.
[image: Figure 4. Exhibition with participatory elements: Elżbieta Jabłońska, ‘I Repeat Them to Reach Them’, 2009. Archive of the Muzeum Sztuki, Łódź, photo Marian Stępień.]Figure 4. Exhibition with participatory elements: Elżbieta Jabłońska, ‘I Repeat Them to Reach Them’, 2009. Archive of the Muzeum Sztuki, Łódź, photo Marian Stępień.

Challenges are always present when particular situations arise, such as when there are new works displayed in the Neoplastic Room that start a dialogue with its architecture and the history of the  museum. The first time this happened was in 2009, when a project was executed according to Daniel Buren’s drawings, and that was the third version of the project (the first one had been mounted in 1985 at the Moderna Museet in Stockholm). He built the architectural and painterly installation Hommage à Henryk Stażewski. Cabane éclatée avec tissu blanc et noir, travail situé, 1985–2009 for the exhibition, borrowing works by Henryk Stażewski from the Łódź collection. In a later project, ‘Neoplastic Room, Open Composition’, accomplished in 2010 by Suchan, the museum presented works and installations by a number of contemporary artists, including Jarosław Fliciński, the Grupa Twożywo, Krenz, Sztwiertnia, Jabłońska, and Wójcik. New works also appeared, such as Liam Gillick’s prototype structures, as well as pieces by Monika Sosnowska, Céline Condorelli, and Nairy Baghramian.

Conclusions
In creating the Neoplastic Room, Władysław Strzemiński left the museum and its audience a unique and valuable legacy in the context of  contemporary art. It explodes every museum norm by being a utopian project. It preserves, as a result of successive reconstructions and the decisive approach of successive directors, and also serves as a witness to a monumental artistic, intellectual, progressive, and reflective effort. This progressive heritage has become the immanent and constitutive past, present, and future of the museum and its discursive programme. The prophetic nature of the mission of the new museum, with the power generated by artists and visionaries, has led to the creation of the Neoplastic Room, which has become a lasting feature and constitutes a reference point for subsequent discussions about values in art.
The current information chaos, the pressure of mindless consumerism, liquid reality, and the lack of any sense of constancy show that there is an urgent need for self-reflection. In times of uncertainty, times that question or break the past manners of analysis and extend beyond the possibilities of any planning, the museum turns again to the artists. This dialogue is currently taking place at the oldest museum of modern art in Europe. The museum (in fact, the people who preserve the traditions of the museum) trusts the talents of the artists and their ability to create a vision. However, questions remain: how smoothly will the museum adapt to the future? Will there be worthy successors to carry on this vision? The anticipation of the value of art and its development is the province of the most outstanding galleries and museums. This value characterizes outstanding institutions, and its practice shows that the Muzeum Sztuki in Łódź belongs to this leading group, currently heightening the expectations regarding the future work of the curatorial and conservation team.
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‘The Reconstruction of the Past is the Task of Historians and not Agents’Operative Reenactment in State Security ArchivesKata  Krasznahorkai
Approximately two decades have passed since reenactment in performance art1 started to influence contemporary cultural theory in exhibitions,2 and later in game-changing books, such as Rebecca Schneider’s Performing Remains.3 It has also been more than twenty years since the first national secret service archives in former socialist  European countries started to (partly) open their doors for scientific research: first the Stasi Records Archive ( BStU) in Germany in 1990, followed by archives in Budapest (1996), Warsaw (1998), Bucharest (1999), Sofia and Prague (2007), and finally Tirana (2017). However, although the accessibility of these archives has since led to research in history, sociology, and literature, until recently, no systematic, comparative, and analytical research was undertaken on performance art in relation to secret service operations.4 Nor was the interrelation between the state security archives and performance art reconsidered from the perspective of reenactment strategies.
The scope of this paper does not allow me to give a hint of explanations for these issues. This paper aims to provide a preliminary, rough outline highlighting only the potentials of analysing the relation between reenactment strategies in state security methods and in performance art. This analysis hopefully contributes not only to the understanding of the relationship between secret services and the performance art scene but also, in a broader context, to the interrelation between reenactment strategies in art and `operative reenactment` by the state security. Furthermore, this paper attempts to shift focus to the possibilities that lie in the intertwined relationship between reenactment theory in performance art and operative theory in secret service practices. 
Analysis of secret services’ records and documents on performance art shed new light, not only on the systematic oppression of subversive art forms that opposed state-socialist cultural directives but also on the reenactment strategies of secret service informers who performed in order to effectively disrupt performance artists and prevent performance art from becoming public.
But why were performances, happenings, and actions — mostly carried out by almost unknown artists in marginal places in front of  small audiences — so alarmingly dangerous in the eyes of the state security? The potential of being reenacted was one of the decisive reasons that performance art became one of the most surveilled spheres of art in certain countries, such as in Hungary or the German Democratic Republic. From the perspective of the secret service, this artistic genre was a nightmare for several reasons: (1) it was a (in some cases spontaneous) live event, so real-time-control during an action was almost impossible; (2) it had no prior screenplay and was thus not eligible for prior control and censorship; (3) it was in some cases an improvised action, so officials only knew about the performances either shortly before or after the event, and sometimes only realized during the performance what was happening; (4) the majority of the performances took place in public spaces, such clubs, the basements of museums, or outdoors, but also in private flats that were also under surveillance, but where it was harder to ‘get in’;5 and (5) the genre was supposed to have originated in the West and therefore had the potential to infiltrate the youth with `nihilistic` and `anarchic` ideas. Most importantly, performance art as a live event could be reenacted anywhere and anytime without providing a tangible object of surveillance. It had no manifest output — unlike sculpture or painting, which were easily recognized as art. One of the major difficulties for the state security was to detect what and how to put under operative control, and how to re-act what was seen or reported.
Before proceeding with an overview of reenacting and re-acting between the state security and performing artists, the difference between reenacting and re-acting must be clarified. ‘Reenacting` refers to the acting out of a fixed role constructed by state security officials, with which the informant had to identify. As a result of a successful reenactment, the bodily (in style and manners) and mental (in ideology, cultural definitions, etc.) identification with the person under operative control would ideally be reached. In the state security terminology of the GDR and Hungary, this was called the ‘legend’  — the role that an actor played and with which they later became identified. It was these ‘legends’, or life stories, that were tailored to the operative scenario (the task the agent or informant had to fulfil), which was agreed upon in writing at the time that the informant was ‘taken on’.6 As in the special case of surveilling performance artists, it was difficult to obtain relevant information from these artists’ closed circles, and thus informants of central importance had to come from their innermost circles, usually close friends of the surveilled person. These informants had to perform their ‘legends’ and re-enact these roles in similar, repetitive manners also in the most intimate situations. That led in some cases to the formation of multiple personalities within one person. The permanent reenacting of these different personae often resulted in broken identities and serious disturbances in the personalities of those artists, who had to be informants and artists in one. Reenacting roles and identities prescribed by officers and integrating these roles into one’s personal life produces a crucial idea regarding the theoretical implications of reenactment formulated by Sven Lütticken in 2005: ‘If one is always re-enacting roles partially scripted by others, one might just well use re-enactment against itself by recreating historical events.’7
‘Re-acting’ was the state security officers’ methodology for using information in the reports that were delivered via the effective operation of agents using and reenacting ‘legends’. Re-acting was at the core of the officers’ tasks once a report was delivered to them. The key instrument for operative staff to counter performance art was the systematic writing and archiving of reports; both surveillance and report writing were carried out following guidelines created by the secret service itself. These guidelines were meticulously orchestrated, highly repetitive and monotonous. Once a report had been handwritten and delivered, the process repeated itself: first the document went to the secretary to be typed (if it was classified as important enough), then  sorted in many different operative files and forwarded to higher levels if necessary. There were certain artists who were surveilled and ‘operatively treated’ for more than a decade by at least three (but often more than ten) long-term informants. One can imagine that in the flood of reports, in some cases written every other week, there was a continuous flow of surveillance, handwriting, typing, and forwarding, a cycle that repeated itself again and again and again. Actual ‘actions’, like tapping phones or house searches, were rather rare in this monotonous flow of mostly repetitive information gathering about the surveilled persons and stand in stark contrast to the obsessive repetition and emphasis of the supposed ‘danger’ emanating from this new artistic form. These paranoid fears were triggered by the rhetoric of the documents themselves, particularly by the ongoing, almost mantra-like repetition of the dangers that socialist society was facing from performance artists, with some sentences repeated verbatim in many reports over a number of years. This was the permanent reenactment of fake facts produced in order to create internal enemies, based on the repetitive evocation of prefabricated fictions. Repeating how dangerous these ‘negative-nihilistic’ artists were for society also gave legitimization to the massive personal and financial efforts that kept the machinery of state surveillance alive for more than twenty years.
It is thus unsurprising that artists were not only monitored by the state: the secret services also attempted to discuss, define, and, in any case, intervene in this new development in art. It was thus crucial for the secret service to develop theoretical tools to detect whether an action or artist was a threat to socialist society or not. The Hungarian secret service repeated the definition of ‘the happening’ over and over again in countless reports and operational plans to emphasize and enhance the assumed danger. As a consequence, the fake facts led, in the case of some artists, to attempts to criminalize and pathologize them;8 in other cases, the artistic activities of the underground were actively hindered by the closing of locations, the disruption of performances  in public spaces, and public undermining of an artist group’s work.9 In other cases, the secret service acted against performance art with performative methods resulting in ‘counter-performances’ as acts of subversive affirmation.10
One report compiled by an unofficial informant with the former GDR state security reads: ‘The principal content of “action art” is the production and subsequent destruction of decadent artistic forms, and the documentation of the sequence of motions involved.’11 It is this ‘sequence of motions’, the continuous serialization of movements and situations, which led to a certain ‘Stasi aesthetic’ in documenting artistic actions, with the aesthetic of the archive itself creating a kind of involuntary ‘archive art’. For example, this absurd aesthetic is manifested in a photo series made by a secret service agent photo-documenting people visiting the illegal gallery of Gabriele Stötzer in Erfurt. This photo series gains a certain `artistic` value due to the minimalist and serial aesthetic depicting people opening the door to a banned gallery: fifty different persons, always from behind, documented in the very same moment.
Reenactment strategies were also a form of the artistic reclaiming of the archives after the system change. After 1990, artists turned to their own state security records as a new source of artistic material. The absurdity of the fabrication of danger with the repetitive mantra of irrelevant, seemingly unimportant, and banal details is the focus of the German artist Cornelia Schleime, who left the GDR in 1984.  She used exactly this repetition of sentences and recurring phrases from her photographic records and reenacted her own files by re-staging repetitive phrases and descriptions of her personal and artistic life written by unofficial informants and officers in her series Looking Forward to Further Collaboration Nr. 7284/85. 
What does the research on reenactment strategies of the state security concerning performance artists contribute to performance theory? Above all, the archives document the actions of the secret services themselves and their operative practices, not the artistic actions. The secret service archives can thus be treated as a reservoir of state performative practices. Repetitive actions and strategies to reenact long contradicted what was thought about performance art, an art form considered to be one that could not be saved, documented, and repeated.12 The state security noticed very quickly, indeed in ‘real time’, that this was not the case; in fact, performance art can be documented and saved, and, confirming the state security’s greatest fear, performance is never a singular action by any means. They noticed very early on that it was exactly the reenactment potential that represented the greatest threat to socialist state order. It was also clear that performances or their documentation had nothing to do with dematerialization or the documentation of so-called dematerialized events either, a fact that had already been a prominent mantra of performance theoreticians from the 1970s to the 1990s.
A wave of new research focuses on reenactments in recent years, showing that performance is never a ‘singular’ or ‘dematerialized’ event. Rebecca Schneider, for example, invites us to think about ‘performance as a medium in which disappearance negotiates, becomes materiality’.13
This ‘disappearance becoming materiality’ is grounded in the vast amount of physical material on performance art in in hundreds of thousands of handwritten and typed pages in state security archives, documents that constantly re-act and reenact scenarios, `legends`, and operative measures. Nevertheless, reenacting is also manifest in writing the endless reports and measure plans. Thus, operative reenactment  takes place not only in ‘becoming the enemy’ (in this case, an artist) but also on the archival level, as the reports and operative plans were triggering the urge to act and re-act constantly based on past events to prevent them in the future. This temporal dimension of reenactment in the interaction between state security and performance art provides a good illustration of how Schneider’s concept of syncopated time is constructive for the theory on the interrelation between performance art and operative reenactment: nowhere is the non-linearity and in-betweenness of time more present than in the minutiae of the records, which, when read today, offer a new presence of the historicity of performance art in relation to state power.
When thinking about artists using these archives as artistic material or about researchers who use the archives for creating new histories of performance art, we can concur with Schneider when she says that the performative basis of the archive is ‘that it is a house of and for performative repetition, not stasis.’14 This is even truer in the case of state security archives.
No state security officer would have ever thought that the archive of the archive based on their reenacting strategies would become one of the sources of research on performance art and theory. As one secret agent training manual states: ‘The reconstruction of the past is the task of historians and not agents.’15 Today`s art historians have to be alert not to unwittingly perpetuate the narrative set up by fictionalized facts in state security records.
As we now live in a thoroughly performative world, one that is more and more focused on presence, and where the mediatized notion of ‘live’ surveillance has political urgency, the reconsideration of operative reenactments in state security is not only relevant for art practices but for the overall understanding of citizens’ power of presence and its relation to state power.

Notes
	The term ‘performance art’ is used here to describe all performative artistic strategies by visual artists, i.e. happenings and actions. Although the term ‘performance’ was rarely used in Eastern Europe in the analysed period, it is an umbrella term that covers all tendencies in live-art actions that did not originate in theatre or musical performance. The term ‘reenactment’ has become increasingly ubiquitous in recent years, used lavishly to simply describe a ‘re-doing’ of any cultural activity. In this essay, it refers to Rebecca Schneider’s definition, relating to a certain type of historiographic analysis that takes place in a ‘syncopated time’, with the involvement of the bodily experience in memory, in: Rebecca Schneider, Performing Remains: Art and War in Times of Theatrical Reenactment (London: Routledge, 2011), partly published in an earlier version: ‘Performance Remains’, Performance Research, 6.2 (2001), pp. 100–08. ↵
	See, for example: ‘A Little Bit of History Repeated’, curated by Jens Hoffmann, at the KW Berlin from 16 to 18 November 2001; ‘Life, Once More: Forms of Reenactment in Contemporary Art’, curated by Sven Lütticken, at the Witte De With, Rotterdam, from 27 January to 27 March 2005; and ‘History Will Repeat Itself: Strategies of Re-enactment in Contemporary (Media) Art and Performance’, curated by Inke Arns, at the HMKV Dortmund from 6 to 23 September 2007. ↵
	Rebecca Schneider, Performing Remains. ↵
	Artists & Agents. Performancekunst und Geheimdienste, ed. by Kata Krasznahorkai and Sylvia Sasse (Leipzig: Spector Books, 2019) (forthcoming in English) and the exhibition ‘Artists & Agents’ curated by Sylvia Sasse, Kata Krasznahorkai, and Inke Arns at the HMKV Dortmund from 26 October 2019 to 19 April 2020. The exhibition magazine is free for download here: HMKV Exhibition Magazine 2/2019, ed. by Inke Arns, Kata Krasznahorkai, and Sylvia Sasse (Dortmund: Hartware MedienKunstVerein, 2019) <https://www.hmkv.de/files/hmkv/ausstellungen/2019/AGENTS/05_Publikation/HMKV_AGENTS_Magazin_DE-EN.pdf> [accessed 20 February 2020]. ↵
	On the relationship between public and private spheres of the surveilled places of performances, see Kata Krasznahorkai, ‘Surveilling the Public Sphere: The First Hungarian Happening in Secret Agents Reports’, in Performance Art in the Second Public Sphere: Event-based Art in Late Socialist Europe, ed. by Katalin Cseh-Varga and Adam Czirak, Routledge Advances in Theatre & Performance Studies (London: Routledge, 2018), pp. 127–38. ↵
	‘MfS-Dictionary: Werbung’, Stasi-Unterlagen-Archiv, ed. by Der Bundesbeauftragte für die Unterlagen des Staatssicherheitsdienstes der ehemaligen Deutschen Demokratischen Republik <https://www.bstu.de/mfs-lexikon/detail/werbung/> [accessed 17 November 2020]. ↵
	Sven Lütticken, ‘An Arena in Which to Reenact’, in Life, Once More: Forms of Reenactment in Contemporary Art, ed. by Sven Lütticken (Rotterdam: Witte de With, 2005), pp. 17–60. ↵
	Kata Krasznahorkai, ‘Heightened Alert: The Underground Art Scene in the Sights of the Secret Police — Surveillance Files as a Resource for Research into Artists’ Activities in the Underground of the 1960s and 1970s’, in Art Beyond Borders: Artistic Exchange in Communist Europe (1945-1989), ed. by Jérôme Bazin, Pascal Dubourg Glatigny, and Piotr Piotrowski (Budapest: Central European University Press, 2015), pp. 125–39. ↵
	Such was the case with the GDR group of artists gathered around Galerie Clara Mosch, which was systematically deconstructed by the Stasi with the help of the group’s photographer, Rolf-Rainer Wasse (Codename ‘Frank Körner’) as a central informant. ↵
	This interference is described by Sylvia Sasse as ‘subversive affirmation’ of the state security. For more detail, see: Sylvia Sasse, ‘KGB: The Art of Performance. Action Art or Actions against Art?’, Artmargins, 30 December 1999 <http://www.artmargins.com/index.php/2-articles/449-kgb-or-the-art-of-performance-action-art-or-actions-against-art> [accessed 28 February 2019], and in the forthcoming publication Sylvia Sasse, Subversive Affirmation (Berlin: Diaphanes, 2022). ↵
	BStU, MFS, BV Karl-Marx-Stadt, Auswertungs- und Kontrollgruppe, AKG — 10088, 18.10.1977, ‘Information über ein Treffen der Kunstschaffenden des Verbands bildender Künstler der DDR in Leussow’, Comrade Siegfried Lorenz, 00094, cited in Sylvia Sasse, ‘Stasi-Dada. Was KünstlerInnen aus ihren Geheimdienstakten machen’, Geschichte der Gegenwart, 16 February 2016 <http://geschichtedergegenwart.ch/stasi-dada-gabriele-stoetzer-las-im-cabaret-voltaire-aus-ihren-akten/> [accessed 20 February 2018]. ↵
	This is claimed by Peggy Phelan in Unmarked: The Politics of Performance (London: Routledge, 1995), p. 146. ↵
	Schneider, Performance Remains, p. 106. ↵
	Ibid., p. 108.  ↵
	‘Az információs munka elméleti és módszertani kérdései [The Theoretical and Methodological Questions of Information Work], Állambiztonsági Szolgálatok Történeti Levéltára Budapest [Historical Archive of the State Security Services Budapest], 2 vols. (1977), i:ÁBTL A-3005/30/1, p. 38. ↵



From Re- to Pre- and Back AgainSven  Lütticken
While the term ‘reenactment’ has a complex history, both in the philosophy of history and in the popular domain of historical (usually: war) reenactment, it migrated to the sphere of contemporary artistic production around 2000. The aesthetic strategies of pieces such as Jeremy Deller’s The Battle of Orgreave (2001) and Rod Dickinson’s The Milgram Re-enactment (2002), as well as works by Omer Fast such as Godville (2005), clearly referenced popular forms of historical reenactment in the context of war reenactment societies and living history museums. This development indicated a new interest in the performative engagement with history in contemporary art. On the other hand, by 2000, performance art itself had accrued a significant history, which raised the question of how to preserve or actualize it. From happenings and Fluxus to later forms of performance and body art by practitioners ranging from Abramović and Ulay to Chris Burden, the performance art of the 1960s and 1970s had been canonized, or was just undergoing canonization; however, it was far from self-evident how these historical works could be presented for contemporary audiences.
Historical Reenactment
Some of the first exhibitions and publications that attempted to chart, historicize, and theorize the newfound relevance of reenactment  around 2005 consequently made various montages of artistic reenactments and other forms of historical reenactment, following cues in artworks that already made such connections.1 Rod Dickinson’s Milgram Re-enactment (2002), a careful restaging of Stanley Milgram’s infamous psychological experiment on obedience based on original transcripts, referenced popular reenactment culture mostly in its title, as the lab setting and repetitive succession of experiments with different test subjects was a far cry from popular war reenactment. By contrast, Jeremy Deller’s The Battle of Orgreave (2001; filmed by Mike Figgis) actually took on the form of such a war reenactment, swapping World War II and other armed conflicts for the political and social upheavals of Thatcher’s Britain in revisiting the eponymous fight between striking miners and police in 1984.2 Deller frequently appropriates popular forms; in this case, one can wonder if his attempt to politicize the applied historicism of the reenactment culture was not undercut by the wholesale adoption of its trappings.3
Such works are based on a popular type of reenactment immediately rooted in the American Civil War reenactments that took place during the war’s centennial in the 1960s, such as the 1961 Bull Run (or First Manassas) reenactment on the battle’s original site. These events can be seen as historicist happenings for a wide audience. In its most general sense, the term ‘historicism’ designates those tendencies in modern philosophy, historical writing, and culture that attempt to reconstruct various periods in their alterity, while also trying to provide some kind of access to the inner workings of this culture and its denizens.4 With the advent of historicism in the decades around  1800, past cultures were no longer regarded as just relatively different, perhaps falling short of some timeless cultural ideal, but as essentially and fundamentally different.5 This was a project riven by internal tensions; Hegel’s attempt to reintegrate the alterity of past epochs into a single metahistorical narrative was countered by the work of historians who attempted to reconstruct the past ‘the way it really was’ (‘wie es eigentlich gewesen’), to use Ranke’s phrase.6
The latter form of historicism in turn had its aesthetic counterpart and was itself in part dependent on aesthetic strategies; Stephen Bann has analysed the work of Ranke and Prosper de Barante in conjunction with the novels of Walter Scott.7 To pinpoint similarities in strategies of description and narration is not, of course, to suggest identical intentions. Nor does it mean that historical writing does not have evaluative criteria that are specific to it. Rather, it examines the ways in which various disciplines (scholarly as well as artistic) engage in the fundamental problem of historicism: that of presenting, of making present, a past that has become problematic. For two centuries, theatrical and performative strategies have played a crucial role in this regard. As Walter Benjamin noted, the archetypal nineteenth-century interior aimed to give the bourgeois the impression that a historical event such as the crowning or the murder of an emperor could have taken place in the next room.8 Follies like Walter Scott’s quasi-medieval residence of Abbotsford, or the fantastic series of ‘historical’ rooms constructed by the writer Pierre Loti in his house in Rochefort-sur-Mer, provided their owners with such phantasmagoric interior, while parades and pageants provided more public forms of historicist theatricality.
A last hurrah for parades in which citizens dressed up in the garb of past centuries was the Kaiser-Huldigungs-Festzug in Vienna in 1908, which celebrated the continuity of Habsburg rule a mere six years  before the outbreak of World War I. Meanwhile, the US was swept by a veritable craze for historical pageants — performed before a grandstand by a large troupe recruited from the town itself against a picturesque background, such as a castle.9 Both in parades and in pageants, with their sequencing of successive groups or tableaux, the overarching historical narrative often trumped the experience of Jetztzeit or ‘now-time’ evoked by Benjamin. The forging of such a now-time was clearly intended with the 1920 mass spectacle of The Storming of the Winter Palace in Leningrad, which influenced the similar sequence in Sergei Eisenstein’s October. Having little similarity to the actual events of 1917, The Storming of the Winter Palace was a mass spectacle that did have roots in late nineteenth and early twentieth-century pageant culture, and which yielded images that would be presented as documentary evidence of the ‘real’ event.10 Only a few years had elapsed, but the act of monumentalizing that took place in 1920 showed that the October Revolution was already seen as an event similar in importance to the French Revolution — which, in turn, was brought close to the present in a revolutionary Jetztzeit.
One 1918 commemoration of 'October' took the form of a festival titled The Burning of the Hydra of Counterrevolution, inspired by a French revolutionary holiday.11 With the action largely being confined to several stages erected in front of the palace, and with elements of allegorical abridgement in the script, the 1920 spectacle was still rather ‘stagey’ in comparison with reenactments and living history museums since the mid-twentieth century, which tend to emphasize immersion in a particular historical moment or era. The Storming of the Winter Palace oscillated between representation of the past and its re-presentation (the making present again in a flash of now-time). Today, the desire for re-presentation and immediacy prevails, but the growing  emphasis on interactivity and experience — which has only become more pronounced with the emergence of video games, many of which revisit historical wars and battles — glosses over the sense that the present seems gridlocked and the historical horizon clouded.
Perhaps the most important prefiguration of this new popular reenactment culture is to be found in the distinctly highbrow form of R.G. Collingwood’s early twentieth-century philosophy of history, which uses the notion of reenactment to denote a central intellectual tool, or faculty, of the historian. For Collingwood, when the historian tries to understand Caesar’s actions at a given moment, this means that he (I’m following Collingwood’s gendered language here) has to ‘[envisage] for himself the situation in which Caesar stood, and thinking for himself what Caesar thought about the situation and the possible ways of dealing with it’.12 Collingwood thus posits a form of armchair reenactment: a mental exercise aimed at understanding historical processes. By contrast, much popular and artistic reenactment is open to the accusation of providing nothing but an escapist simulation of historicity. And yet, in attempting to overcome the alterity and non-identity of past actions and periods through subjective identication, Collingwood effectively arrives at a more considered and analytical version of what some of the more fanatical and dedicated contemporary war reenactors call the ‘period rush’ — the momentary illusion of being inside the original stream of events, not in a restaging.13
This focus on experience and immersion in contemporary reenactments complicates a familiar trope from 1980s theories of postmodernism: the waning of historicity, as symptomatically manifested in the replacement of a ‘proper’ engagement with history and its antinomies by superficial pastiches and retro fashions.14 The ‘hardcore’ reenactors’ penchant for authentic details and immersive experience can be seen as  a critique of precisely this kind of postmodern negation of history, but in the process they come to identify and reify history with a concrete and delineated set of artefacts and events, and to espouse an ideology of concrete (co-)presence in the (restaged) event. Here, dramatic time annuls historical time, rather than establishing a productive dialectic with that time scale; historicist play absorbs and annuls history. As a result, this history is highly susceptible to endless instrumentalization: witness the problematic allure of Confederate soldiers and Nazi troops in war reenactment.
This is not to say, however, that the form cannot also be used in other ways — not by those claiming the ownership of history, but precisely by those who contest these masters of history and their own genealogies. Under the Duterte regime in the Philippines, the annual activist reenactment of the 1985 Escalante massacre gains in urgency, as a dismal now-time has emerged between the Marcos and Duterte eras.15 Here, folk reenactment loses the ‘national heritage’ aspect it has in Deller’s work (in spite of Deller’s determination to infuse the demotic form with critical content). Joshua Oppenheimer’s film The Act of Killing has former death squad leaders triumphantly reenacting their own crimes during the 1965 to 1966 mass killings in Indonesia; they have never been held to account and are glorified by a powerful right-wing militia. In this ‘perennial 1965’, so to speak, Oppenheimer and his associates use reenactment in an almost therapeutic manner — it is the role change from perpetrator to victim that finally causes their protagonist to break down. Both the Escalante reenactments and The Act of Killing are interventions in situations in which the past is all too present; they make the ongoing effects of these massacres perpetrated by US-backed regimes painfully sensible,, rather than offering an escape from the present to a more heroic past.
In a less directly interventionist mode, Eran Schaerf’s Scenario Data presents a series of artworks focusing on the staging of history,  from seemingly innocuous war reenactments to more sinister forms of stagecraft. If the masters of history perpetuate the historical crimes that created their position of power and privilege in the first place, thus effecting a colonization of the now by a past that refuses to die, the perpetuation of this power in turn facilitates the remaking of history. Scenario Data is based on an elliptical scenario that Schaerf has realized in various media: in printed text/photo spreads, for instance, but also in large installations in which revolving slide projectors cast images related to the scenario on the walls. These images include Napoleonic reenactors, old chairs scattered around a campfire during the Yom Kippur War, and an astronaut in an eighteenth-century period room. This still, from the end of Stanley Kubrick’s 2001: A Space Odyssey, is reframed in an accompanying text by Schaerf:
The American space agency Odyssey suspects the Kubrick Company’s lost futurologist may be in an eighteenth century French salon. The agency has requested the support of the Israeli secret service. Meanwhile, the French Baron Edmund de Rothschild declared his intention to donate an eighteenth century French salon to the Israeli Museum of Period Rooms to ensure that in the case of the lost futurologist’s return, it will be in Israel.16

At one point in Schaerf’s allusive fiction, ‘Israeli soldiers disguised as Palestinian women’ come to blows with ‘European war-gamers disguised as Napoleonic Guards’. This occurs, of course, in the ‘Museum of Period Rooms’, which has been advising the army on disguises.17 The past is actualized and instrumentalized in perplexing ways; the fantasy of time travel reveals itself as temporal colonialism, as history is reenacted in order to perpetuate the present order that sprang from it. 

Notation and Mediation
If pieces such as The Milgram Reenactment or The Battle of Orgreave could be accepted as contemporary visual art, this was ultimately due to the performative turn in the art of the 1960s and early 1970s; after all, such pieces reintroduce some of the tropes of historicism into performance art. By the early twenty-first century, the work of the first and second generation of performance artists had itself become historical. How to deal with these works, which were, by their nature, ephemeral? Many of them had been documented in some ways (in the form of photos, films, videos, and written accounts); could and should they also be reenacted? In 2001, the project 'A Little Bit of History Repeated' at KW Institute for Contemporary Art in Berlin, curated by Jens Hofmann, put the issue of the reenactment of historical performance pieces on the map.
What is the status of the ‘original’ performance or performances of a given piece? Is the piece considered to be score-based and therefore repeatable, re-performable, in the manner of many musical compositions? In the wake of John Cage, during the early 1960s, Fluxus artists developed a type of event score that allowed for a wide range of interpretations. George Brecht’s 1961 Word Event (Exit) was a case in point: the score, which is reduced to the word ‘exit’, can be performed by exiting a room, but Brecht also selected a readymade ‘exit’ sign as a realization of the piece. However, in spite of this openness of the post-Cagean score, specific ‘historical’ executions of such a score can still be auratized. Written accounts and especially auratic black-and-white photographs created a mystique around such iterations. This is especially true with charismatic performers such as Beuys, or with the more complex happenings staged by Allan Kaprow or Wolf Vostell.
Kaprow, for one, tried to counteract such mystification by increasingly refusing the mediation of his happenings, even doing away with live audiences and restricting them to active participants, while producing scores that would allow for a myriad of different realizations, not necessarily controlled by him. The 2006 to 2008 travelling Kaprow retrospective contained a number of ‘re-imaginings’ of old Kaprow environments and happenings. What was problematic about these re-imaginings was that they seemed to have been executed with very little imagination; they were normalized, bureaucratic versions using an IKEA aesthetic. One space was dubbed an ‘Agency for Action’. This was an office space in which one could find, for instance, photocopies with instructions for happenings. With its generic office look  and its aura of administrative aesthetics, this space seemed singularly inappropriate and jarring. But perhaps this quasi-corporate version of Kaprow’s piece is in fact an apt actualization, as it foregrounds the effects of institutionalization and the need to come to terms with the work under vastly different circumstances — situating it in the gap between then and now, rather than enshrining it in ‘wie es eigentlich gewesen’.18
In the context of the neo-avant-garde, and indeed of the Fluxus network, Beuys is representative of a performative practice predicated on a single performer and his ritualistic act. While Beuys’s pieces from Filz TV (1970) to I Like America and America Likes Me (1974) could be reduced to fairly simple instructions, any new version risks appearing as an impoverished knock-off, lacking its star performer. Furthermore, could a new performer — or even, in some cases, the same performer some thirty years later — not fall into the trap of going through the external motions, without arriving at a Collingwoodesque recreation of the impulses behind the actions? Marina Abramović has staged a number of versions of her own works, and those co-created with Ulay, as well of pieces by other ‘historical’ artists. Increasingly, younger performers take her place in new iterations of her pieces, though Abramović has only become more iconic as part of today’s media-celebrity complex.
The use of other/younger performers in such restagings can be seen as a specific form of delegated performance; as such, it is part of a wider reconceptualization of performance art beyond the paradigms of the 1960s and 1970s.19 This delegation of the performance of a historical piece to others, however, coexists (at times uneasily) with an increasing valorization of documentation engaging with a piece’s past iterations. A contemporary version of Yvonne Rainer’s Trio A (1966) in a museum, danced by a number of young performers simultaneously, does not take away the need for other forms of engagement with historical versions that were performed by Rainer herself.20 The  last fifteen years have seen a marked increase in scholarly and theoretical interest in the afterlife of ephemeral performances and dance pieces. How are performances remembered and reconstructed after the fact? If critics and scholars once treated the ‘actual’ performance as a privileged event and relegated all mediations to secondary status, the process of mediation has now come to be seen as an integral element of performative practice. Oral and written accounts, film, and video are no longer seen as derivatives of the ‘real’ artwork but provide access to it even while (re)shaping it. In her study of Rainer, Carrie Lambert-Beatty foregrounds the fact that her object of study is ‘a series of traces, shaped and serially reshaped by the interests, desires, and ways of seeing of everyone from the artist to the photographer who documented the events to the historian herself’.21
At first sight, the rise of performance reenactments would seem to indicate that, after all, we still long to experience the original event or some approximation of it. If most sophisticated performance scholarship has decisively abandoned the ontological privileging of the live performance over media representations that marked both historical performance art and performance studies, does this vogue for restaging performances indicate a relapse of sorts? There is no denying that many such reenactments hold the promise of getting a close approximation of the original event. The most successful reiterations of historical performances counteract this by acknowledging their mediated nature. Here one could think, for instance, of Babette Mangolte’s 1993 film Four Pieces by Morris, which restages four significant dance/performance pieces from the period of Robert Morris’s involvement with the Judson Dance Theater. Mangolte’s version of the piece 21.3  (1964), which saw Morris lip-synching (not quite in synch) to his taped reading of an Erwin Panofsky text on iconology, is a black-and-white film that refuses to imitate the filmic documents of the period in any literal manner. Mangolte obviously based her restaging in part on the famous black-and-white photo of this piece, but she did not attempt to recreate Morris’s look in detail. The voice on the tape is Morris’s, and the performer, Michael Stella, is dressed and  bespectacled in a way that seems to evoke the early 1960s, as well as the late 1980s and early 1990s; in this way, memories of Morris in the original performance may become mixed with more recent stage images.  The film seems suspended between periods, fracturing Morris’s already multiple temporalities as if in a colourless kaleidoscope.
Film was a crucial medium for the survival of aesthetic historicism in the twentieth century and beyond, from early films after Scott’s novels such as The Bride of Lammermoor (1909) and Ivanhoe (1913) to Spielberg. Saving Private Ryan coexists and competes with live war reenactments, with many reenactors serving as extras during battle scenes, even as some may resent having the action cut up into film takes. Both forms, however, try to create a suggestive and immersive experience of the actual happening. Mangolte’s take on film as a medium of historical reconstruction could hardly be further removed from this. Morris’s original version already was a remediation of print in oral form, turning the performing subject into a neurotic puppet; in this sense, the performance was not ‘original’ in the first place. The mediacy rather than the immediacy of film is stressed.
A different piece by Morris, which took the form of a minimalist column standing erect on a stage and suddenly falling over (pulled by a wire), has more recently been recreated in Gerard Byrne’s large video installation A Thing Is a Hole in a Thing It Is Not (2010). This work consists of a series of videos dealing with Minimal Art and its controversies. They include a restaging of Tony Smith’s legendary New Jersey Turnpike ride and of the 1964 Public Radio broadcast New Nihilism or New Art? (1964) with Donald Judd, Dan Flavin, and Frank Stella. Here and elsewhere, Byrne’s work often involves actors reading out historical texts — usually transcripts of interviews. In other words, the actors reenact conversations on the basis of their translation into print. Such forms of aesthetic practice double as potential aesthetic theory, providing crucial incentives for theoretical and historical writing. The best scholarship and theory on reenactment is just beginning to catch up with the ways in which art unpacks the complexities and contradictions of reenactment. 

Re- and Pre-
While performance scholars have increasingly focused on performance documentation as more than just a pale and passive reflection of the ‘real thing’, as archival materials with an intrinsic value and performative qualities in their own right, artists have increasingly taken to performing various archives within the context of exhibitions.22 Examples include:Hans Ulrich Obrist’s Swiss Pavilion at the 2014 Venice Architecture Biennale — in which documents of the work of Lucius Burckhardt and Cedric Price were activated through a choreography devised in collaboration with Tino Sehgal and other artists — and the 2015 Black Mountain College exhibition at the Hamburger Bahnhof in Berlin.
Analysing Jean-François Lyotard’s take on the postmodern condition, Tom Holert argues that a specifically ‘postindustrial and postmodern relationship between competence and performativity […] opens up a new area of activity for the artist which, though performativity, is distinguished by a potential freedom of choice and interests and omni-accessibility to databases and archives’.23 In the process, history has increasingly been transformed into a deposit of potentially valuable materials to be mined by artists and other post-Fordist workers (i.e., creative and cognitive workers). In other words, we are dealing with a productivist mobilization of the historical record.24
We can see this mobilization, in more or less critical forms, in projects such as the various iterations and divisions of Boris Charmatz’s Musée de la danse, or pieces by Alexandra Pirici and Manuel Pelmuş  such as Public Collection of Modern Art (2014). In such projects, performers enact various historical performances, or even (in the case of Pirici and Pelmuş) artworks in any medium, as well as political manifestos. The activation of the archive here becomes a matter of living labour; it is not just re-performed by someone pushing a button on a DVD player but through physical enactment by professionals or unskilled labourers, as well as by the visitors who are confronted with and challenged by the ‘official’ performers. Many of the pieces and texts reenacted on behalf of Pirici and Pelmuş in the Van Abbemuseum in 2014, during the first iteration of Public Collection of Modern Art speak of the utopianism of modernist and avant-garde movements. Vladimir Tatlin’s Tower, Dada slogans, and a Piet Mondrian painting meet the Communist Manifesto and the Cyborg Manifesto, as well as the Accelerationist Manifesto.25 That this genealogy ends with the cod vanguardism of Nick Srnicek and Alex Williams suggests Karl Marx’s dictum about tragedy being repeated as farce; in the age of Twitter theory, utopian vistas have been become memeified fodder for the attention economy.
Some of Pirici’s solo pieces play with a variety of projected futures. Her 2016 piece Signals, which was put on in a dark space by performers wearing motion capture suits, contained some elements that were also part of Pelmuş and Pirici’s Public Collection of Modern Art, such as Tatlin’s Tower, but it combined (art) historical and contemporary references with futurist entries such as ‘EU flag with five stars collected by Tate Modern in 2032’ and ‘Abramović holograms for her 2030 MoMA retrospective’.26 In the latter case, the performers preenacted a future sci-fi techno-reenactment. A notion that has come to the fore in recent years, preenactment is a rehearsal for a future that may or may not be actualized. One work reenacted by Pirici and Pelmuş’s young performers at the Van Abbemuseum was the single-channel version  of Harun Farocki’s Workers Leaving the Factory (1995) ,  which itself reuses historical films, starting with the ‘first film’ of workers leaving the Lumière factory, and continuing with subsequent scenes that could be regarded as (usually unintentional) remakes of that first film. At the Van Abbemuseum, the performers reenacted Farocki’s work by leaving the exhibition space, only to return and continue with their gruelling schedule. The repetition suggests that you cannot leave the ‘social factory’; it is a preenactment of a future that at present appears forestalled.
Milo Rau’s Congo Tribunal (2015–17) presents itself much more assertively as ‘the illusion of a future in which this symbolic would be to some extent normal’ (‘das Vorleuchten einer Zukunft, in der dieses Symbolische gewissermassen normal wäre’).27 An artist-led tribunal without any official status, the Congo Tribunal is part of a larger constellation of historical and contemporary activist and artistic tribunals, such as the various ‘people’s tribunals’ from the 1960s and 1970s Russell Tribunals to the present. Rau is well aware of such precedents, with which the Congo Tribunal shares its absolute powerlessness in juridical terms. One could term this ‘paralegal performance’: its efficacy lies in publicity, not in the legally binding speech act of a judge or jury. Rau’s Moscow Trials (2013) constituted a free replay of actual trials against artists and curators in Putin’s Russia; they were a reenactment in which a jury had to arrive at verdicts that could (and did) differ from the actual verdicts. Rau conceives of such pieces as preenactments of a justice to come.28 This is particularly pronounced in the case of the Congo Tribunal, which did not restage any prior event, in the absence of any actual political and/or juridical process that would stop the violence. 
In contrast to the NSU-Komplex auflösen tribunal (2017), a grassroots initiative for which Forensic Architecture produced a video reconstruction of the murder of Halit Yozgat by the NSU Neo-Nazi group, Rau’s Tribunal is an authored project: a show with a clearly identified director who exploits his position of privilege. While certainly not beyond critique, the Congo Tribunal provides many productive points of departure for further elaboration, precisely through critical examination. Rau has used dramatic time not to represent, but to intervene in and (potentially) transform historical time. Recalling Harold Rosenberg’s frequent play on the different registers of ‘acting’, from theatrical performance to political action, Rau stages an only partially scripted tribunal in which actors play themselves in a future courtroom.29 This is history as preenactment, which is something different than visionary anticipation. In J. L. Austin’s terms, one could conceive of the tribunal as an illocutionary speech act that, while not having the power of perlocutionary speech acts — ‘I sentence you to ten years in prison’ — can nonetheless have an effect through rhetoric and affect.30 But what, precisely, is being preenacted? Would a ‘real’ Congo Tribunal be a proper historical event — such as, say, the storming of the Winter Palace, or even the Battle of Orgreave — that ruptures the status quo or would it prevent the further strengthening of the status quo though a UN-approved model of conflict resolution and population and conflict management?31 It may not be a flaw, but rather, a quality — a feature rather than a bug — that the project raises such questions and provokes a chain reaction it cannot control. Semi-scripted though it may be, it opens onto an unwritten future.
In an essay on the concept of performativity that is highly critical of art-world uses and abuses of Austin’s speech act theory, Andrea Fraser discusses the term enactment (without any prefix) in a framework informed by psychoanalysis. As an extension of the notion of  transference to include nonverbal, physical elements, ‘enactment’ indicates that structures of relationships ‘are produced and reproduced in all kinds of activity’. For Fraser, enactment implies ‘that in the production and reproduction of these relationships there is always an investment, and that the meaning of the enactment, its significance, function, and effect, is intimately and inseparably tied up with that investment.’32 What kinds of (psychological, social, economic) investments inform our re-, pre-, and other enactments? What do we perpetuate and what do we modify in each iteration? What is (re)produced in the process? These are some of the questions in the ongoing tribunal that accompanies any practice worthy of the name.
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Introduction
Can reenactments be a way to create counter-narratives in and for the museum? This paper will explore the potential of reenactment as a practice of resistance in the museum. We will first interrogate the possibilities for the future of performance art, diving into the cases of artworks for which the potential for activating politics is particular in time and space — in brief, ‘political-timing-specific’. We will then reflect on how those artworks unfold in the museum through various practices, referring to reenactments as sites of political action that multiply realities in time and space. This discussion will be illustrated by case studies from the Portuguese contexts that, by their mere existence, reframe and contest both the institution and its practices and the bodies in performance as loci of political activism. In doing so, we are intertwining perspectives on bodies-in-action, reenactment, politics of representation, and the preservation of this genre, bridging, in the process, understanding conservation, the archive, and the curation of performative actions — those that are yet to disappear. 
The first question that emerges from this inquiry is related to the performative possibilities of performance art after the event has taken place. The possible futures of performance art, or the mere possibility of it having a future, is one of the most widely debated topics emerging from Performance Studies over the past few years.1 The recent trend toward incorporating performance art in museum collections can attest to how the growing interest in performance art preservation has repercussions for the practice itself.2 Despite the outstanding advances of scholarly work on the possible transmission of performance art pieces for future generations, there is an evident knowledge gap regarding the conservation of highly contextual performance-based artworks, such as politically-driven works created under dictatorships, in revolutionary or (post)colonial contexts.
The Cuban artist Tania Bruguera refers to these artworks as ‘political-timing-specific’, a term that makes clear their positioning in time and space, and how that time and space are built into the political. In an essay in Artforum, Bruguera defines ‘political-timing-specific’ artworks as part of a genre that ‘not only confronts power with its own tools but creates a temporary juncture where those in power do not know how to respond to others’ defining what is ‘political’.3 The artist defines this type of art as a form of political resistance that can only occur in the liminal space between a crisis and the adoption of mainstream power moves. She states:
The window opens and closes very quickly: You have to enter with precision, during a brief moment when political decisions are not yet fixed, implemented, or culturally accepted. Political-timing-specific artworks happen in the space between the imaginary of a new political reality and politicians’ existing control of that imaginary. Political-timing-specific art exists within the time it takes for those in power to react.4 

For the art historian and critic Claire Bishop, the notion of ‘political-timing-specificity’ seems to resonate particularly in Burguera’s early works such as Homenaje a Ana Mendieta (Tribute to Ana Mendieta) (1985 to 1996), created after the death of Mendieta,5 or Memoria de la postguerra (Postwar Memory) (I in 1993 and II in 1994), where Bruguera juxtaposed the period of crisis that led many artists and intellectuals to leave the country during el periodo especial (1989 to the end of the 1990s) with post-war trauma.6 Works by other artists also clearly refer to the space between a crisis and the process of assimilation that follows, such as Cildo Meireles’s Insertions into Ideological Circuits — Project Banknote (1970), in which the artist stamped political messages (i.e., ‘Quem matou o Herzog?’ [Who killed Herzog?]) onto banknotes only to return them to circulation and, therefore, create an underground network for the proliferation of political statements that would only make sense within their contemporary context.7 In an interview, Meireles talked about the relation of this work to time, stating that ‘the work only exists in the present continuous, when it is circulating’, making evident the relationship between art and politics by means of aesthetic operations that are, indeed, timing specific.8 The artist revisited this work in a 2019 display, questioning the suspicious death of Marielle Franco in 2018.9 In this case, Meireles created a direct iteration of the question ‘Who killed Herzog?’ replacing the name with that of Franco. A stamp featuring Franco’s picture was also put  side-by-side with a woman’s profile symbolizing the republic, juxtaposing ideals of activism, struggle, and democracy itself.10
In the Portuguese context, it is also worth mentioning works by Manoel Barbosa — Identificacion (1975) — and E. M. de Melo e Castro — Musica Negativa (1965) — which created explicit political tensions during the Colonial War (1961 to 1975) and the Portuguese Dictatorship (1928 to 1974), respectively, as well as recent works by a new generation of artists who have been dealing with issues surrounding (de)colonization and social (in)justice. These artists include Vasco Araújo, Ana Borralho and João Galante, and many others.11
In this paper, we argue that ‘political-timing-specific’ works, such as the ones referred to above, demand new methods of adequately preserving their performative practice. Part of preserving them involves accounting for the ways in which the artworks change over time and accept that their materiality needs to convey a moment in time and a situation that keeps challenging any type of normativity. To give an example, Cildo Meireles’s banknotes that ask ‘Who killed Herzog?’ provide a glimpse into a past political action, functioning almost as historical documentation of a practice that no longer exists. The banknotes that ask ‘Who killed Marielle Franco?’ on the other hand, are sites of political statement and protest, which gain ever-increasing relevance in the current context. In keeping with the form but reframing temporality in the actual object, Meireles brings the artwork to a site of ongoing political action, activating it once more. Bruguera also reflects on this dichotomy in her Artforum article. In her own words:
Form is defined in political-timing-specific art by the political sensibility of the time and place for which it is made.  Thus, political consequences become the artwork’s meaning and content. Form and content are interdependent, linked to the specificity of a political moment. Any political change requires a reevaluation of the form used to produce political art.12

We already see how art institutions sometimes struggle to acknowledge a work that needs to have its materiality revitalized and updated by the means of its production. When these artworks are incorporated in museum collections, with few exceptions, they are usually transformed into fixed and institutionalized entities, which do not always respect the conditions of ‘liveness’ of the original context of creation.13 This is the case both when they are incorporated as installations and when performance is presented as documentation.14 In both instances, decisions are often made a priori, without even considering reenactments as means for transmission due to their association with concepts of fakeness or appropriation.15 Whenever they are indeed acquired and shown as performance, issues relating to where and how the artwork can be activated, and what the consequences of its activism/activation are, become even more significant. These works, as mentioned by Claire Bishop,16 function differently in different contexts and times, and some of the things that they ought to activate simply do not exist in some parts of the world:
There is a certain awkwardness to translating political timing specificity to our own milieu. It seems obvious that such interventions will look very different in Cuba, China, and Russia than in so-called liberal democracies, where culture is less micromanaged and dissent has (at least until recently) been viewed as healthy. This difference is manifest in the respective terminologies by which we label opposition: The dissident in authoritarian regimes is referred to here as an activist. Political timing specificity sits between these positions, dissident  and activist, yet differs from both, because it seeks to expose contradiction rather than to express indignation or propose solutions.17

The question of what to acquire and in which ways then comes to the fore. Is it the province of museums to acquire artworks that are meant to be shown in places where they still work in that liminal space between protest and dissent? Would this mean that the works can only be put on display in contexts where they maintain that practice? What happens to these works when they cease to activate some sort of political action? And who is to decide whether the context is right, and whether the artwork worked or as a political device or didn’t? These questions directly affect how the artwork is managed as part of a collection, the conditions for lending the work, and the possibilities for its many futures. Conservation is therefore called to the task of maintaining the artwork and its function and, in this case, implies much more than simply stabilizing a given object or documenting a performance. The museum and its conservators are thus compelled to interrogate the ways in which we can create possibilities for artworks to change as part of their own survival. In trying to reflect on how we can go back in time and still keep these artworks relevant in their political context — allowing them to continue to activate this context and participate in activist forms of artistic practice — we are exploring the notion of reenactment in the context of performance studies.

On Reenactments
Performance art reenactments consist of informed materializations of a performance artwork after the initial event. Theorists in the field of performance studies, such as Amelia Jones, consider reenactments as ‘an activity that preserves heritage through ritualized behavior [sic]’, adding fruitful contributions to history as long as they are not based on a premise of ‘retrievable original meaning and artistic intentionality’.18 
Rebecca Schneider, one of the main authors who developed the concept within the field of Performance Studies, refers to reenactment as a return and, in that sense, as an ‘act of survival’.19 Although the idea of reenactment as a way to pursue the survival of this genre is particularly relevant for the current discussion about performance art conservation, it is essential to understand how it differs from documentation. While documents tend to follow what is considered to be the traditional logic of ‘the archive’, the inscriptional forms of reenactments are less tangible and, for that reason, often considered more transient and subjective.20 Like documents, performance art reenactments can be seen as another partial text — having the original event as referent — that needs to be confirmed by an act of reception. Similarly, if documents exist as material remains of the performance artwork, from photos and videos to narratives, technical, or legal documents, reenactments can be considered embodied versions of the work. They can be considered the only way to restore the practice of the performance art event, which is only recovered and iterated through what André Lepecki, drawing on Deleuze's terminology, calls actualization.21 Referring to reenactments of Tino Sehgal's ‘constructed situations’, Sydney Briggs, Associate Registrar at The Museum of Modern Art (MoMA) in New York, explains the importance of embodied knowledge in the preservation or transmission of performance art as follows: if ‘a dancer works less, if you cannot actually dance and repeat a choreography, you will forget it’.22 This way of actualizing practice — making it current and consolidating the embodied knowledge that emerges from it — is also something that emerges in the performing arts, such as music and dance. While stopping practice of an instrument makes one less able to play it, the fact that one has been practicing it for years creates embodied memories that cannot be disregarded. 
Performance art is likewise transmitted through practice, as there is no way to communicate a particular gesture, or an aesthetic gaze, in any inscriptional form. In this sense, as documents cannot capture what is not written, not said, or not seen, embodied knowledge is a complement to the archive, which is made of all the inscriptional forms that can be captured and stored. This embodied knowledge has been called ‘repertoire’. Diana Taylor, performance studies theorist and founder of The Hemispheric Institute of Performance and Politics, coined the term ‘repertoire’ in opposition to the notion of the archive — broadly understood as ‘stable’ inscriptional form of memory:
The repertoire […] enacts embodied memory-performances, gestures, orality, movement, dance, singing — in short, all those acts usually thought of as ephemeral, non-reproducible knowledge. The repertoire requires presence: people participate in the production and reproduction of knowledge by ‘being there’, being a part of the transmission. As opposed to the supposedly stable objects in the archive, the actions that are the repertoire do not remain the same. The repertoire both keeps and transforms choreographies of meaning.23

If one considers these conceptual demarcations, reenactments can be seen as a way to transmit the unstable and precarious repertoire of performance-based artworks. While documents tend to express the colonial views of the power systems they represent, reenactment also serves as a means to recover alternative and suppressed narratives, which are often concealed by archives more concerned with amplifying their own (official) version of history.
Reenactments thus influence not only the way performance art is preserved or historicized but also demand a sense of perspective regarding official and neoliberal uses of history. To use Lepecki’s words, reenactments work as ‘chronopolitical operations’, essential in opposing the ‘neoliberal impetus to never look back, as if any longing for the past was a mere expression of infantile, regressive, or naïf nostalgia’.24 In this sense, more than providing a glimpse of the past, reenactments act as sites of critical study of our past interactions in a local and global  perspective, as instruments to resist (or counter-resist) official and normative narratives. Such is the case of the choreographer Vânia Rovisco’s rendition of the performance Identificacíon (created by Manoel Barbosa in 1975), which was reenacted in the context of her project Reacting to Time, Portugueses na Performance.

Reacting to Time: Portuguese in Performance
Identificacíon is a performance artwork conceived by the Portuguese artist Manoel Barbosa during the ‘Portuguese revolutionary process’ (April 1974 to November 1975) and created following his participation in the Portuguese Colonial War (1961 to 1974). Barbosa showed Identificacíon in Barcelona in 1975, as a gesture of identification with the Catalan people, still under Franco’s rule. The artwork consisted of an action by himself along with two other male and two female performers, aimed at suggesting an atmosphere of oppression and aggression that lingered throughout most of the performance. It ended with a cathartic expression of liberation, enacted through a disruption in time and space, which resonated with the one expressed by the Portuguese dictatorship period and the Colonial War and subsequently the revolutionary process and the liberation wars in Africa. More than forty years after its presentation, the context that led Barbosa to create Identificacíon no longer exists in today’s Iberia.
When interviewed about the conservation of his work, Barbosa was not opposed to its documentation or its future reenactment. Indeed, he was the first artist to collaborate with Rovisco on Reacting to Time, tasked with transmitting Portuguese performance works to the future. According to Rovisco:
REACTING TO TIME — the Portuguese in performance art, wants to update the specific bodily memory of those [Portuguese performance art’s, H.M., D.S.] early experiments. Access the source of that information, update it, pass it on by direct experience and present it publicly: these are the goals of this project. It’s about building a living archive embodied in the present.25 

Drawing on Lepecki’s notion of ‘body as archive’ to some extent, Rovisco considers that people have an embodied knowledge, and that ignoring such a source, ‘which comes from a relation of accumulated reflexive cultural actions […] is a flaw in the recognition of a heritage that belongs to all of us’.26 Rovisco recovers artists’ memories embedded in their words and in their performative practices (i.e., their bodies) to transmit them through her own body. She argues that she does this by ‘transferring’ this corporeal knowledge to an undetermined number of week-long workshop participants. The participants, who do not need any previous knowledge or dance practice, engage with this transmission by embodying the score and gestures so that they can present the performance work at a given venue by the end of the week.27
This process not only activates and transports memories of the original artwork into a contemporary context through its actualization, but, together with the work’s presentation, it purports to engage in a conversation between the artist’s generation and present and future generations.28
Since 2015, Identificacíon has been ‘transmitted’ five times in five different locations, including museums and art centres, and with five different sets of workshop participants. Besides these transmissions, Rovisco, together with her colleagues, has produced a large volume of photographic and video documentation for present and future generations. In this sense, it is possible to consider that the various bodies involved (Rovisco, the participants, and the various audiences) function as repositories of memories.29
Rovisco’s interpretation of Identificacíon can thus be seen as a versioning of the 1975 original event, which at the same time brings about unexpected repercussions. Her participants are not only the vehicles conveying a particular moment of artistic expression but also bring their own perspectives to the work’s history and, somehow,  presentation in the public sphere. However, as the work's creative authority is divided between Barbosa and Rovisco — and arguably the workshop’s participants — how can such a fragile work, devoid of substantive materiality, be preserved or transmitted in a museum context? What are the consequences of this practice for museums?

Performance Art and the Museum in the Age of Reenactment
The museum is arguably where artistic practices are recognized as worthy of being transmitted to future generations. Taking into account the characteristics of the processes involved in the creation of performance art, it is of utmost importance to ask: what place does the museum occupy in the memorialization of performing arts practices, and those in particular that are political timing specific? On the other hand, how can museums account for the memorialization of those practices?
We have seen various efforts emerging from Portuguese institutions in the last few years. ‘Projecto P!’ (São Luiz Theatre and other places in Lisbon, April/2017) and ‘Museum as Performance’ (Serralves Museum, Porto, since 2015) are two examples that make visible the relevance and urgency of rethinking the place of the museum in relation to performance and reenactment. ‘Projecto P!’ was a three-day public, artistic, and cultural programme put on in Lisbon in 2017. Rehearsed as a celebration of the centenary of the ‘Futurist Conference’ designed and executed by the Portuguese artist Almada Negreiros in 1917, this curatorial programme conjoined artists and scholars in rethinking performance in the public sphere. The ‘Futurist Conference’ was in itself both an artistic and political manifesto, with Negreiros looking to articulate artistic forms akin to acts of dissent. The political-timing-specific nature of the piece is undeniable, and yet, ‘Projecto P!’ brought in new perspectives on that specific moment, showing some of the ways performance reenactment can actualize these works both in content and form.
The curator, Ana Pais, created a place for discussing the function and roles of public and artistic institutions in the preservation of memories of performance and the connections between their legacy and contemporary performance practices. Some of the most relevant  moments include the artistic projects presented at MNAC — Museu do Chiado, such as the works of Kata Kóvacs and Tom O’Doherty, and, again, the project Reacting to Time. Rovisco, in collaboration with Bruno Humberto, presented, in this context, a reenactment of Fernando Aguiar’s Expresiones y Interaccion (1997).30 [Rovisco, Vânia] Rovisco’s project of transmission once again brought a performance work that lacked historical inscription, both in bodies and documents, into the public sphere. The inclusion of the project into an overarching curatorial programme aiming to discuss the place of performance artworks and their memories in the institutional context additionally rendered a new instantiation of a moment in time that was somewhat forgotten. Still, in the context of ‘Projecto P!’ it is worth mentioning a new rendition of the ‘Futurist Conference’, which was reframed by the former artist collective Homeoestéticos as a reinvention of the pivotal event held one hundred years previously (Zuturismo [or the Penultimatum Zuturista] — Ex-Homeoestéticos Zuturistas — Reinvenções).31 In actualizing the performance, to use Lepecki’s words, his loose form of reenactment brought the seminal moment of the ‘Futurist Conference’ back to the present, recontextualizing it and making the theatre a place for memory transmission, political action, and, indeed, chronopolitical operations.32 As will become clear, the programme ‘Museum as Performance’ also reestablishes the museum as a place of memory transmission of and in performance.
Presented as a joint curatorial programme by Cristina Grande, Ricardo Nicolau, and Pedro Rocha, curators at the Serralves Foundation/​Museum, ‘Museum as Performance’ has been taking place over the course of a weekend every year, starting in September 2015. Artists are invited to occupy not only the galleries but also the outdoor space, Parque Serralves. This programme has brought together artistic  collectives and individual Portuguese and international artists dedicated to the practice of performance. The programme was intended to restore a programmatic, curatorial, and artistic memory related to the institution's founding moments and its historical connection to practice and performance presentation. Therefore, the aim is linked to the continuity of this programmatic cycle, which started in the 1990s. The bodily memory of the institution, which was founded on the possibilities for the museum as a place of performance, is therefore brought together through this programme; more than trying to recover the memories of specific works, ‘Museum as Performance’ tries to restore the memories of the institution itself.33
We cannot ignore the attempts in recent years to engage in international dialogue, with museums such as Tate Modern (London), the Stedelijk Museum (Amsterdam), and the MoMA (New York) developing curatorial and conservation projects particularly dedicated to performance. 
Those practices of memorialization indeed express some of the possibilities that emerge from the process of going back and yet always remaining in the present. There are, however, other aspects of museum practice that are not quite so explicit, and that create structures of fixation that hamper the possibilities for these artworks to change. In the Foucaultian and Agambenian perspectives, the museum is both an institutional and confining device, responsible for the selection, control, organization, and hierarchization of history and knowledge through the collection of its memories. In the case of modern and contemporary art museums, colonial practices leading to the legitimization of hegemonic narratives have been progressively questioned. Indeed, the incorporation of installations, video art, or other performance-like artworks attests to a discrepancy between these variable artistic practices and the museum, which is inherently a static and permanent space. 
In this sense, museums and reenactments suffer from an inherent anachronistic nature, existing in a liminal space between the past and the future. In both the museum and in reenactment practices,  the intrinsic liminality contests both the confinement identified by Foucault and the idea of the museum as a repository. The museum is now considered a place of experience, with the concept of performativity being applied in several departments, such as the curatorial department or the department dedicated to public programmes and educational services.34 For this reason, art historian Dorothea von Hantelmann considers ‘the art museum the model of progress [that] is realized performatively’. She adds, ‘Within the museum’s performative dimension, aimed at the self-formation of the individual (as a politically mature citizen), lies a historical and cultural achievement that not only includes viewer participation but is even exclusively oriented towards it.’35
Public participation is, therefore, one of the ways counter-historical narratives endure throughout history in the form of reenactment. Rovisco’s participatory practices, rather than centralizing the artwork in the museum structure, or even in the artist’s figure, diffract authority in the bodies of all the workshop’s participants. Drawing on Lepecki’s notion of ‘chronopolitics’,36 Rovisco’s reenactments advance counter-narratives in the context of the museum. By promoting immediacy and transmission of affects along with the many other interpretations of what has been collected by archives, reenactments function as loci of historical resistance. But how does this affect the preservation of the artistic manifestation? Can Rovisco’s process effectively contribute to creating what is usually called ‘performance art’s afterlives’?
According to the performance studies theorist Louis van den Hengel, the afterlife of performance art can be seen as memory devices that  can be expressed ‘through particular bodies and individuals’ and yet ‘cannot be contained in any single place but rather operates by way of affective interconnections or creative encounters’. In this sense, as Van Den Hengel puts it, memory itself ‘works as a performative practice’.37
It is therefore possible to think of reenactment as the potential to develop the ‘still non-exhausted creative fields of “impalpable possibilities”’ of past performance artworks.38 In the case of Rovisco’s workshop, the ‘impalpable possibilities’ of reenactment are materialized through the bodies of all participants — both of those who perform and of those who witness the performance. Thus, all agencies appear as instruments to materialize that potentiality of activation. Bodies then become an (an)archive of practices, as changeable as the repertoire itself, since the body is not stable and can neither be contained nor stored. It subsequently becomes a body archive.
The embodied memories of the participants, which constitute the archive in a broad sense, are thus successively constructed, conditioned, and framed, as many times as the archive is either performed or thought.

Conclusions
This essay has explored the potential of reenactment for recovering counter-narratives of performance art in museums, which are usually seen as contained and static spaces. Political-timing specific artwork is a form of artistic practice that necessarily reframes museum procedures, which are very much programmed to limit the possibilities for change. Artistic projects such as Reacting to Time, Portugueses na Performance challenge institutional normativity both because they aim at reenacting political-timing-specific performance artworks in museums, and because they do so through participatory practices that diffract authorial control. 
Lepecki’s notion of performance being constituted by ‘impalpable possibilities’, along with his idea of the ‘body as archive’, has ramifications for what constitutes the archive and, more specifically, for the preservation of performance art. Performance art memory then works through reenactment, especially when bodies embody practices and transmit them to future generations. The project Reacting to Time has shown how reenactments can indeed bring new contexts of political activism and practice to the museum and activate the space politically in different ways.
Reenactments appear as memory practices, which, rather than repeating (oppressive male- and Western-centric) historical narratives, diffract history in different bodies, perspectives, and memories. In this sense, reenactments are forms of preservation that recall embodied and inscriptional archives, often resulting in interchanging spaces between conservation and curatorial practices. They are forms of contestation in themselves; therefore, they remember both the liminality and insubordinate nature nurtured in the original event and multiply the instances of political dissent, adapting the form of the performance to acknowledge various political circumstances. This is what the original event becomes: a point of origin of multiple instantiations, the start of a life full of expected and unexpected transformations, of turning points that lead to unstable and successive acts of recreation. 
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