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Re-search, Re-enactment, Re-design,
Re-programmed Art
SERENA 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 art-
work 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.

1 Giovanni Anceschi, ‘How Programmed Art Was Born’, in Arte riprogrammata. Un
manifesto aperto. Reprogrammed Art: An Open Manifesto, ed. by Serena Cangiano,
Davide Fornari, and Azalea Seratoni (Milan: Johan and Levi, 2015), pp. 74–79 (p.
77).
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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 spe-
cified below, by Giovanni Anceschi, Davide Boriani, Enrico Castellani,
Gianni Colombo, Gabriele Devecchi, Karl Gerstner, Enzo Mari, Mu-
nari, 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 techno-
logy 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

2 Ibid., p. 75.
3 Davide Boriani and Giovanni Anceschi’s oral testimony, given to the authors.
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Figure 1. Cover of Almanacco Letterario Bompiani, 1962.
From Giovanni Anceschi Archive.

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’.

Munari and Gruppo T had met just before the exhibition ‘Miri-
orama 1’ (1960). The story of this first exhibition by Gruppo T de-
serves 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
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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 col-
lective program that would orient their artistic efforts for several years.
The fourteen ‘Miriorama’ exhibitions were accompanied by graphic-
ally 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, writ-
ings by the artists themselves.

‘Miriorama 1’ was a group show and consisted of four highly ex-
perimental 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 cop-
per 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 environ-
ment, 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 de-
veloped 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 spe-
cific project. The formula would persist even after 1968, the final year
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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 contem-
porary 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 Kandin-
sky, 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 inter-
action), 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 ac-
quainted 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 him-
self, 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
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Figure 2. Gruppo T at work in Varisco’s workshop, Milan 1962.
Courtesy of Grazia Varisco Archive.

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.

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 contem-
plation 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,

4 Umberto Eco and Bruno Munari, Arte programmata. Arte cinetica. Opere moltiplicate.
Opera aperta (Milan: Officina d’Arte Grafica Lucini, 1962), p. 5.
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Figure 3. Gabriele Devecchi and Scultura da prendere a calci, 1959.
Courtesy of Gabriele Devecchi Archive.

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 unpre-
dictable 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.

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

5 Preliminary manuscript version of Dichiarazione Miriorama 1 (Miriorama 1 Declara-
tion), Archivio Giovanni Anceschi, Milano.
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artworks that triggered the experience of the audience, using devices
that involved their bodies and their behaviour. The group’s enthusi-
asm 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 acknow-
ledged. 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 vocabu-
lary 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,

6 Gabriele Devecchi, A proposito delle ipotesi Miriorama, Arte programmata e cinetica
1953/1963. L’ultima avanguardia, ed. by Vergine Lea (Milan:Mazzotta, 1983), p. 168.

7 All quotations by Giovanni Anceschi from conversations with the present authors.
8 ‘Re-programmed Art: An Open Manifesto’ is a project coordinated by Serena Cangi-

ano and Davide Fornari, with the collaboration of Azalea Seratoni, promoted by the
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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’, ‘multi-
plication’, ‘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. Start-
ing 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, ex-
panded on, and completed by other users.

The project ‘Re-programmed Art: An Open Manifesto’ was ori-
ginated 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 photo-
graphically 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 mech-
anisms had worked.

Laboratory of visual culture of SUPSI – University of Applied Sciences and Arts of
Southern Switzerland, in partnership with Museo Alessi, Archivio Gabriele Devecchi,
Archivio Gianni Colombo, Arduino, ECAV – Ecole cantonale d’art du Valais, SGMK
– Swiss Mechatronic Art Society, and WeMake. The project was developed in the con-
text of ‘Viavai – Contrabbando culturale Svizzera-Lombardia’, a program of binational
exchanges promoted by the Swiss Arts Council Pro Helvetia and realized in partner-
ship with the Cantons Ticino and Wallis, the City of Zurich, and the Ernst Göhner
Foundation, and under the patronage of the Arts Councillorships of the Region Lom-
bardy and of the Municipality of Milan. The project is supported by Migros Culture
Percentage.The entire project is documented at <http://www.reprogrammed-art.cc>
[accessed 20 November 2020] and through Arte riprogrammata. Un manifesto aperto.
Reprogrammed Art: An Open Manifesto, ed. by Serena Cangiano, Davide Fornari, and
Azalea Seratoni (Milan: Johan and Levi, 2015).

http://www.reprogrammed-art.cc
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By thinking about the difficulties in practice, conservation, tech-
nology, 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’ elab-
orates 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 par-
ticular and difficult frontier between art, science, and design.



Index

Abad, Pio 77
Abel, Marco 103 n. 6, n. 7, 104
Aboul Gheit, Ahmed 71, 73
Abramović, Marina 1, 9, 13,

132, 161–166, 169
Acconci, Vito 162, 166, 169
Agamben, Giorgio 50, 51, 94 n.

12, 174, 201
Aguiar, Fernando 250
Albers, Anni 257, 258
Albers, Josef 255–259
Albright, Madeleine 71
Anceschi, Giovanni 141 n. 1,

142, 147 n. 5, 148
Anguissola, Anna 174
Anuszkiewicz, Richard 257
Araújo, Vasco 242
Ardant, Fanny 21 n. 2
Arslan, Thomas 103
Artaud, Antonin 24, 125, 133,

138
Asawa, Ruth 257
Austin, J. L. 15, 114
Baghramian, Nairy 228
Baj, Enrico 145
Balestrini, Nanni 142, 144
Balla, Giacomo 145
Bancroft, George 114
Bann, Stephen 3
Barante, Prosper de 3
Barbosa, Manoel 242, 247, 249
Bargu, Banu 51, 52 n. 13
Bataille, Georges 24, 27, 125
Becker, Howard 189
Benjamin, Walter 3, 4, 66, 67,

91, 92, 136–138, 174, 183
n. 2

Benzien, Jeffrey 59

Berg Holbek, Petra 75, 76
Berio, Luciano 141
Bester, Rory 59, 64 n. 25
Beuys, Joseph 8, 9, 166, 168,

169
Bishop, Claire 9 n. 19, 241, 243,

259
Blanchot, Maurice 24, 26,

47–50, 52 n. 15, 55
Bleeker, Maaike 213
Boccioni, Umberto 145
Boeckh, Friedrich August 114
Bolter, Jay 178
Boriani, Davide 142
Borralho, Ana 242
Borsellino, Paolo 135
Boulez, Pierre 24
Bourriaud, Nicolas 177
Brancusi, Constantin 145
Brecht, Bertolt 137, 138
Brecht, George 8
Briggs, Sydney 245
Bruguera, Tania 166, 240–243
Brzękowski, Jan 220
Burckhardt, Lucius 12
Burden, Chris 1, 163
Buren, Daniel 219, 228, 232 n. 4
Burri, Alberto 144
Burroughs, William 125
Burrows, Jonathan 206
Byrne, Gerard 11
Caesar, Julius 5
Cage, John 8
Caillet, Aline 61 n. 16
Calder, Alexander 145
Calvino, Italo 125, 231, 238
Carpo, Mario 123 n. 2, 128
Castellani, Enrico 142



294 INDEX

Castellucci, Romeo 133–135,
139

Cavell, Stanley 113–120
Celant, Germano 174, 176 n.

13, 235
Céline, Louis-Ferdinand 125
Center for Historical

Reenactments (CHR)
60–64, 67

Chamberlain, John 257
Chambure, Alain de 20
Chambure, Guy de 20
Charmatz, Boris 12, 206
Cixous, Hélène 158
Clark, Lygia 259
Clinton, Hillary 71
Collingwood, R.G. 5
Colombo, Gianni 142, 148, 149

n. 8
Condorelli, Céline 228
Cook, Sarah 214
Crimp, Douglas 174, 175, 177,

178 n. 17, n. 18
Cummings, E. E. 125
Davies, Stephen 185
Debord, Guy 174
De Keersmaeker, Anne Teresa

206
Deleuze, Gilles ix, 24, 50, 52 n.

14, 54, 55, 133, 173 n. 1,
245

Deller, Jeremy 1, 2, 6
Demand, Thomas 174, 235
Depero, Fortunato 145
Derrida, Jacques ix, 49 n. 5, 52

n. 15, 82, 88, 121–122,
133, 187

Descartes, René 22, 23
Devecchi, Gabriele 142, 146,

148 n. 6, 149 n. 8
de Wette, Wilhelm 114
Diaz, Lara Garcia 196 n. 6, 201

n. 13, 203, 208, 209 n. 4

Dickinson, Rod 1, 2
Didi-Huberman, Georges 84, 87
Doesburg, Theo van 221, 222
Dorner, Alexander 222
Duchamp, Marcel 145
Ðukić, Sandro 210, 211, 215
Duncan, Carol 190
Duterte, Rodrigo 6, 42, 44
Eco, Umberto 141–143, 145,

146 n. 4
Eichhorn, Johann Gottfried 114
Eisenstein, Sergei 4
Emerson, Ralph Waldo

113–120
Emio Greco|PC 206
Enstice, Wayne 163
Enwezor, Okwui 59, 64 n. 25
Esche, Charles 233–238
Falcone, Giovanni 135
Fanon, Frantz 65, 67 n. 40
Farocki, Harun 14, 105, 106 n.

10, 109 n. 16
Fast, Omer 1
Feldman, Allen 51
Feldman, Avi 14
Felton, Cornelius Conway 114
Ferreira, Gina 259
Figgis, Mike 2
Fiske, Tina 187, 188 n. 20
Flavin, Dan 11
Flores, Patrick 42
Fluxus 1, 8, 9
Fontana, Lucio 144, 145
Fornari, Davide 141 n. 1, 148,

149 n. 8
Forsythe, William 206
Foucault, Michel ix, xi, 19–27,

92 n. 7, 94, 97 n. 18, 252
Franco, Francisco 20, 247
Franco, Marielle 241, 242
Franssen, Diana 236, 237
Fraser, Andrea 15, 16, 88



INDEX 295

Freud, Sigmund 88, 106–108,
139, 178, 226

Fried, Michael 177
Frisch, Max 125
Fuchs, Rudi 232–238
Gabo, Naum 145
Galante, João 242
García Lorca, Federico 125
Gerstner, Karl 142
Giannachi, Gabriella 177 n. 16,

199, 201
Gibbons, Scott 134
Gide, André 125
Gillick, Liam 228
Ginsberg, Allen 125
Ginzburg, Carlo 212
Goldberg, RoseLee 163, 166
Goodman, Nelson 186, 187
Graham, Billy 72
Grande, Cristina 250, 251
Greenberg, Reesa 234, 235
Greene, Graham 125
Grimm, Herman 116, 117
Grimm, Wilhelm 116
Gropius, Walter 258
Gropius Johansen, Ati 258
Grupa Twożywo [Twożywo

group] 228
Grusin, Richard 129, 178
Gule, Khwezi 62 n. 18, 64
Hague, William 71, 74
Hammerskjöld, Dag 71, 73
Hantelmann, Dorothea von 252
Haraway, Donna 81, 82 n. 2
Harman, Graham 124 n. 4, 126
Heeren, Ludwig 114, 117
Hegel, Georg Wilhelm Friedrich

3
Heidegger, Martin 114
Heil, Axel 180
Heisenberg, Benjamin 104
Hélion, Jean 221, 222

Hengel, Louis van den 252, 253
Herder, Johann Gottfried 114,

119
Hesse, Eva 257
Hirst, Damien 181
Hitchens, Christopher 71
Hofmannsthal, Hugo von 125
Holert, Tom 12
Holzhey, Christoph 176 n. 12,

178 n. 22
Homeoestéticos 250
Hoover, Nan 199, 205–218
Horstman, Fritz 258
Huszár, Vilmos 221, 222
Ippolito, Jon 184 n. 6, 189 n. 23,

194 n. 1, 201, 202, 209 n. 5
Jabłońska, Elżbieta 226–228
Jaubert, Alain 20, 21 n. 2
Johnson, Philip 256
Johnson, Ray 257
Jones, Amelia 12 n. 22, 44, 140,

169, 187 n. 19, 244
Judd, Donald 11
Jullien, François 140
Kafka, Franz 48, 49 n. 4
Kandinsky, Wassily 145
Kant, Immanuel 25
Kaprow, Allan 8, 9, 162–164
Kashoggi, Adnan 40
Kierkegaard, Søren 187
Kirkegaard, Jacob 71
Klee, Paul 145
Kobro, Katarzyna 220–224, 227
Koolhaas, Rem 235
Koons, Jeff 181
Krauss, Rosalind 174
Krenz, Igor 226, 228
Kruk, Mariusz 226
Kubrick, Stanley 7
Kukama, Donna 59–61, 63 n.

22, 64
Kulik, Oleg 162, 168, 169



296 INDEX

Kumalo, Alfred 63, 64, 66
Kurka, Piotr 226
LaBelle, Brandon 70, 71
Lambert-Beatty, Carrie 10, 12 n.

22
Laplanche, Jean 84, 86
Laurenson, Pip 183 n. 1, 184 n.

5, 185, 186, 189 n. 26
Leach, Dawn 210
Lebel, Jean-Jacques 162
Leeb, Susanne 61 n. 16
Lepecki, André 131, 132 n. 1,

243 n. 15, 245–254
Lissitzky, El 222
Loraux, Nicole 94 n. 12
Loti, Pierre 3
Lucier, Alvin 71
Lütticken, Sven xi, 29 n. 2, 32,

175
Lyotard, Jean-François 12, 178
Madeira, Cláudia 243 n. 13
Maderna, Bruno 141
Maeght, Adrien 20
Magritte, Renè 125
Malevich, Kazimir 224
Mallarmé, Stéphane 23
Mandela, Nelson 64, 67
Manet, Édouard 23
Mangiacapre, Lina 82, 83, 87
Mangolte, Babette 10, 11
Mannheim, Karl 162, 165
Manovich, Lev 127, 128
Manzoni, Piero 145
Marcos, Ferdinand 6, 37–46
Marcos, Ferdinand Jr.

(“Bongbong”) 42
Marcos, Imelda 37–46
Mari, Enzo 142, 145
Marsh, James 114, 115 n. 7
Marx, Karl 13
Mayakovsky, Vladimir 125
Mbembe, Achille 65

Meillassoux, Quentin 123, 124
n. 4

Meireles, Cildo 241, 242
Melo e Castro, Ernesto Manuel

Geraldes de 242
Mendieta, Ana 166, 241
Miessen, Markus 232
Milgram, Stanley 2
Minich, Marian 220, 222
Molotch, Harvey 189
Monareng, Michelle 67
Mondrian, Piet 13
Monglond, André 91
Morelli, Giovanni 212
Morris, Robert 10, 11
Moses, Anna Mary Robertson

(“Grandma”) 37
Mota, Vera Sofia 199
Mroué, Rabih 167
Munari, Bruno 141–146
Murakami, Saburō 167
Murakami, Takashi 162, 167
Nauman, Bruce 166
Negreiros, Almada 249
Nemesiache (Le) 81–89
Ngcobo, Gabi 59, 60, 63–67
Nicolau, Ricardo 250, 251
Niebuhr, Barthold Georg 117,

119
Nietzsche, Friedrich 23, 24, 114
Nixon, Richard 39, 71, 72
Obrist, Hans Ulrich 12, 161
Ohrt, Roberto 180
Ono, Yoko 169
Oppenheimer, Joshua 6
Paik, Nam June 188
Pais, Ana 249
Pane, Gina 151–159, 163, 166
Panofsky, Erwin 10
Pasolini, Pier Paolo 125
Patton, Robert Bridges 114
Pedro, Rocha 250, 251



INDEX 297

Pelmuş, Manuel 12, 13
Pérec, Georges 125, 126
Petzold, Christian 101–111
Pevsner, Nikolaus 145
Phelan, Peggy 35 n. 12, 166
Phillips, Joanna 186
Picasso, Pablo 19–25
Picture Generation 175, 178 n.

17, n. 18
Pirici, Alexandra 12, 13
Plato 121
Price, Cedrict 12
Przybos, Julian 220
Putin, Vladimir 14
Putt, Fransien van der 199
Quaranta, Domenico 132 n. 2,

137
Queneau, Raymond 126
Raad, Walid 91–98
Rainer, Yvonne 9, 10
Rancière, Jacques 215
Ranke, Leopold von 3
Rau, Milo 14, 15, 133, 139
Rauschenberg, Robert 257
Reagan, Ronald 39
Real, William A. 185
Rekveld, Joost 198, 199
Rendell, Jane 84, 86 n. 12
Rice, Condoleeza 71
Ricoeur, Paul 178
Ripley, George 114, 115 n. 7
Roelstraete, Dieter 176
Rogoff, Irit 256, 260
Roosevelt, Franklin Delano 72
Rosenberg, Harold 15
Roth, Dieter 142
Rothschild, Edmond de 7
Rovisco, Vânia 247–250, 252,

253
Rumsfeld, Donald 71
Saaze, Vivian van 188, 189 n. 22,

245 n. 22

Saint-Exupéry, Antoine de 125
Schaerf, Eran 6, 7
Schanelec, Angela 103
Schleiermacher, Friedrich 114
Schleime, Cornelia 34
Schneemann, Carolee 169
Schneider, Rebecca 29, 35, 36,

85, 245
Scott, Walter 3, 11
Sehgal, Tino 12, 167, 245
Seratoni, Azalea 141 n. 1, 148,

149 n. 8
Serra, Richard 257
Settis, Salvatore 174, 175, 181
Shannon, Claude 127
Simondon, Gilbert 127
Skog, Susanne 71
Smith, Terry 232
Smith, Tony 11
Sosnowska, Monika 219, 228
Soto, Jesús Rafael 142
Spielberg, Steven 11
Srnicek, Nick 13, 124 n. 4
Stażewski, Henryk 220–222,

228
Stella, Frank 11
Stella, Michael 10
Stjerna, Åsa 70, 71
Stötzer, Gabriele 34
Strand, Liv 71
Strathern, Marilyn 201
Strzemiński, Władysław

219–228
Stuart, Meg 206
Suchan, Jarosław 225, 226, 228
Swaraj, Sushma 71
Szeemann, Harald 235
Sztwiertnia, Grzegorz 226, 228
Taeuber-Arp, Sophie 221
Takiguchi, Shuzo 144
Tatlin, Vladimir 13
Taylor, Diana 246



298 INDEX

Thatcher, Margaret 2, 71
Tinguely, Jean 145
Turing, Alan 122, 128
Tutu, Desmond 58
Twombly, Cy 257
Uecker, Günter 226
Ulay 1, 9, 132, 164
Utkin, Boleslaw 222, 224
VALIE EXPORT 166
Vantongerloo, Georges 221
Varisco, Grazia 142
Vasarely, Victor 144
Vasulka, Steina 198
Vasulka, Woody 198, 199
Velázquez, Diego 19–25
Wadsworth Jones, Frances 44
Wa Lehulere, Kemang 59, 60, 64
Wanderley, Lula 259
Warburg, Aby 138, 139, 180,

181
Warhol, Andy 23 n. 4, 24
Weber, Samuel 133 n. 4, 137
Wedemeyer, Arnd 176 n. 12,

178 n. 22
Wharton, Glenn 189
Wijers, Gaby 208–211
Williams, Alex 13
Wittgenstein, Ludwig 114
Wittig, Monique 156
Wójcik, Julita 225, 226, 228
Wolf, Friedrich August 117, 119
Wood, Catherine 167
Yozgat, Halit 15
Zweig, Stefan 125



Cultural Inquiry
 EDITED BY CHRISTOPH F. E. HOLZHEY
AND MANUELE GRAGNOLATI

Vol. 1 TENSION/SPANNUNG
Edited by Christoph F. E. Holzhey

Vol. 2 METAMORPHOSING DANTE
Appropriations, Manipulations, and Rewritings in the
Twentieth and Twenty-First Centuries
Edited by Manuele Gragnolati, Fabio Camilletti, and Fabian
Lampart

Vol. 3 PHANTASMATA
Techniken des Unheimlichen
Edited by Fabio Camilletti, Martin Doll, and Rupert Gaderer

Vol. 4 Boris Groys / Vittorio Hösle
DIE VERNUNFT AN DIE MACHT
Edited by Luca Di Blasi and Marc Jongen

Vol. 5 SARA FORTUNA
WITTGENSTEINS PHILOSOPHIE DES KIPPBILDS
Aspektwechsel, Ethik, Sprache

Vol. 6 THE SCANDAL OF SELF-CONTRADICTION
Pasolini’s Multistable Subjectivities, Geographies, Traditions
Edited by Luca Di Blasi, Manuele Gragnolati, and Christoph F.
E. Holzhey

Vol. 7 SITUIERTES WISSEN UND REGIONALE
EPISTEMOLOGIE
Zur Aktualität Georges Canguilhems und Donna J. Haraways
Edited by Astrid Deuber-Mankowsky and Christoph F. E.
Holzhey

Vol. 8 MULTISTABLE FIGURES
On the Critical Potentials of Ir/Reversible Aspect-Seeing
Edited by Christoph F. E. Holzhey

Vol. 9 Wendy Brown / Rainer Forst
THE POWER OF TOLERANCE
Edited by Luca Di Blasi and Christoph F. E. Holzhey

https://doi.org/10.25620/ci-01
https://doi.org/10.25620/ci-02
https://doi.org/10.25620/ci-03
https://doi.org/10.37050/ci-06
https://doi.org/10.37050/ci-07
https://doi.org/10.37050/ci-07
https://doi.org/10.37050/ci-08


Vol. 10 DENKWEISEN DES SPIELS
Medienphilosophische Annäherungen
Edited by Astrid Deuber-Mankowsky and Reinhold Görling

Vol. 11 DE/CONSTITUTING WHOLES
Towards Partiality Without Parts
Edited by Manuele Gragnolati and Christoph F.E. Holzhey

Vol. 12 CONATUS UND LEBENSNOT
Schlüsselbegriffe der Medienanthropologie
Edited by Astrid Deuber-Mankowsky and Anna Tuschling

Vol. 13 AURA UND EXPERIMENT
Naturwissenschaft und Technik bei Walter Benjamin
Edited by Kyung-Ho Cha

Vol. 14 LUCA DI BLASI
DEZENTRIERUNGEN
Beiträge zur Religion der Philosophie im 20. Jahrhundert

Vol. 15 RE-
An Errant Glossary
Edited by Christoph F. E. Holzhey and Arnd Wedemeyer

Vol. 16 CLAUDE LEFORT
DANTE’S MODERNITY
An Introduction to the Monarchia
With an Essay by Judith Revel
Translated from the French by Jennifer Rushworth
Edited by Christiane Frey, Manuele Gragnolati, Christoph F. E.
Holzhey, and Arnd Wedemeyer

Vol. 17 WEATHERING
Ecologies of Exposure
Edited by Christoph F. E. Holzhey and Arnd Wedemeyer

Vol. 18 MANUELE GRAGNOLATI AND FRANCESCA
SOUTHERDEN
POSSIBILITIES OF LYRIC
Reading Petrarch in Dialogue

Vol. 19 THE WORK OF WORLD LITERATURE
Edited by Francesco Giusti and Benjamin Lewis Robinson

Vol. 20 MATERIALISM AND POLITICS
Edited by Bernardo Bianchi, Emilie Filion-Donato, Marlon
Miguel, and Ayşe Yuva

https://doi.org/10.37050/ci-10
https://doi.org/10.37050/ci-11
HTTPS://DOI.ORG/10.37050/CI-12
HTTPS://DOI.ORG/10.37050/CI-13
https://doi.org/10.25620/ci-15
https://doi.org/10.37050/ci-16
https://doi.org/10.37050/ci-17
https://doi.org/10.37050/ci-18
https://doi.org/10.37050/ci-19
https://doi.org/10.37050/ci-20


Vol. 21 OVER AND OVER AND OVER AGAIN
Reenactment Strategies in Contemporary Arts and Theory
Edited by Cristina Baldacci, Clio Nicastro,
and Arianna Sforzini

Vol. 22 QUEERES KINO / QUEERE ÄSTHETIKEN
ALS DOKUMENTATIONEN DES PREKÄREN
Edited by Astrid Deuber-Mankowsky
and Philipp Hanke

https://doi.org/10.37050/ci-21
https://doi.org/10.37050/ci-22
https://doi.org/10.37050/ci-22

	The Reactivation of Time
	Sven Lütticken: From Re- to Pre- and Back Again 
	LetterSpace=-4Ligatures=NoCommoni. Uncovering the Historical Past, Performing the Political Present
	i. Uncovering the Historical Past, Performing the Political Present
	Arianna Sforzini: The Reenacted Double: Repetition as a Creative Paradox
	Kata Krasznahorkai: ‘The Reconstruction of the Past is the Task of Historians and not Agents’: Operative Reenactment in State Security Archives
	Pio Abad: The Collection of Jane Ryan & William Saunders: Reconstruction as ‘Democratic Gesture’
	Özge Serin: Insistence: The Temporality of the Death Fast and the Political
	Katja Gentric: ‘Interrupting the Present’: Political and Artistic Forms of Reenactments in South Africa
	Juliana Hodkinson: Resounding Difficult Histories 
	Giulia Damiani: Archival Diffractions: A Response to Le Nemesiache’s Call
	Roberta Agnese: Archival Reenactement and the Role of Fiction: Walid Raad and the Atlas Group Archive

	ii. Aesthetic Forms of Rehabilitation
	ii. Aesthetic Forms of Rehabilitation
	Clio Nicastro: Unintentional Reenactments: Yella by Christian Petzold
	Ulrike Wagner: Everyday Aesthetics and the Practice of Historical Reenactment: Revisiting Cavell’s Emerson
	Pablo Gonçalo: Speculative Writing: Unfilmed Scripts and Premediation Events
	Daniela Sacco: Reenactment in Theatre: Some Reflections on the Philosophical Status of Restaging
	Serena Cangiano, Davide Fornari, and Azalea Seratoni: Re-search, Re-enactment, Re-design, Re-programmed Art 
	Malin Arnell: In the Beginning There Is an End: Approaching Gina Pane, Approaching Discours mou et mat
	Pierre Saurisse: Performance Art in the 1990s and the Generation Gap 

	iii. Resistance and Reconciliation in the Museum
	iii. Resistance and Reconciliation in the Museum
	Cristina Baldacci: Re-Presenting Art History: An Unfinished Process
	Amy Brost: Reconciling Authenticity and Reenactment: An Art Conservation Perspective
	Gaby Wijers: UNFOLD: The Strategic Importance of Reinterpretation for Media Art Mediation and Conservation 
	Vera Sofia Mota and Fransien van der Putt: Unfold Nan Hoover: On the Importance of Actively Encouraging a Variable Understanding of Artworks for the Sake of their Preservation and Mediation
	Joanna Kiliszek: Living Simulacrum: The Neoplastic Room in Łódź: 1948 / 1960 / 1966 / 1983 / 2006 / 2008 / 2010 / 2011 / 2013 / 2017 / ∞
	Michela Alessandrini: ‘Repetition: Summer Display 1983’ at Van Abbemuseum: Or, What Institutional Curatorial Archives Can Tell Us about the Museum
	Hélia Marçal and Daniela Salazar: ‘Political-Timing-Specific’ Performance Art in the Realm of the Museum: The Potential of Reenactment as Practice of Memorialization
	Alethea Rockwell: ‘We Are Gathering Experience’: Restaging the History of Art Education
	References
	Notes on the Contributors
	Index




