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“How beautiful it would be if the fragrance
of flowers had killed me in my sleep.”
Teresa Feodorowna Ries, March 2, 1951, Lugano-Paradiso

How can an exhibition show that forgetting is fabricated? Forgetting
is history of injustice that does not pass. Un Paradiso Amaro / Bitter
Paradise is dedicated to the life and work by the Jewish sculptor
Teresa Feodorowna Ries (1866—-1956). She was one of the few artists
of her time whose works were shown in the Vienna Secession, the
Venice Biennale and the Glass Palace in Munich. Ries would have
liked her work to be appreciated at the Academy of Fine Arts Vienna,

Opening
Fri, 8 Oct 2021, 7 pm

Opening Times

- Free entry
Exhibit Studio
Schillerplatz 3, 1010 Vienna

Program for the exhibition and further
information at www.akbild.ac.at

where she studied. This recognition was never granted to her during
her lifetime.

Artist Valerie Habsburg developed the concept of Un Paradiso
Amaro / Bitter Paradise based on her and Anka Le$niak's extensive
research on Ries, which began with the rediscovery of her estate in
2018. With contributions by Anna Bochkova, Valerie Habsburg, Anka
Lesniak, Mika Aya Azagi, Judith Augustinovi¢, and Sami Nagasaki,
the exhibition raises awareness that forgetting has its effects and that
responsibility must be taken for the consequences of forgetting.

Curator: Valerie Habsburg

Curatorial support: Elke Krasny

Artists: Judith Augustinovi¢, Mika Aya Azagi, Anna Bochkova,
Valerie Habsburg, Anka Les$niak, Sami Nagasaki

Film: Valerie Habsburg, Anka Le$niak, Karl Martin Pold
Exhibition design: Judith Augustinovi¢

Daily except Monday 10am-6pm

Mediapartner DERSTANDARD
© Valerie Habsburg, 2020
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. The exhibition Un Paradiso Amaro / Bitter
Paradise took place on the occasion of the
reopening of the Academy of Fine Arts Vienna
at Schillerplatz after more than four years of
renovation. 2021 was also the year in which women
were officially admitted to study at the Academy
for hundred years. The ceremonial opening of
the old building and the re-entry of the students
was also the occasion for further celebrations
and exhibitions. In total, there were 4 exhibitions
that took place in parallel, whereby I would like
to mention the exhibition Hungry of Time here,
as it had a link to the exhibition Un Paradiso
Amaro / Bitter Paradise. In this exhibition, the
historical art collection of the Academy was

Curatorial Statement of Valerie
Habsburg (from the booklet
accompanying the exhibition

Un Paradiso Amaro / Bitter

Paradise)

Un Paradiso Amaro / Bitter Paradise confronts
life in paradise with the pain of the forever present
past. Teresa Feodorowna Ries spent the last years
of her life in the beautiful Paradiso of Lugano. This
place was her exile where she could try to find peace
after all her terrible experiences. The entry in the
guest book of the Casa S. Birgitta on August 25,
1942, gives only a dark inkling: “After my heavy
loss, I found peace and consolation here. Heartfelt
thanks. F. Ries.”

The artist spent the last years of her life
in a place where the world had seemingly not
come apart at the seams, where a lake, nestled in
a peaceful landscape, gently laps against its shores,
and nature breathed life into her. And yet: she could
not forget. Her memories almost petrified her; her
hands were sealed. Countless letters abound with
hints at her struggle to ascertain the whereabouts
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contrasted and presented with contemporary art
in the rooms of the Picture Gallery by the Indian
curator trio Rags Media Collective. From the very
extensive collection, a photograph of The Witch
by Teresa Feodorowna Ries was chosen from the
archive, along with many other works. Until this
date, however, this one photograph of The Witch
in the Academy's Archive was not really known.
This photograph was taken with a large format
camera and is of exceptional quality. It shows the
sculpture of The Witch before all the suffering and
destruction she experienced. On the basis of this
photograph, insights into the lost hand and other
damages can be gained for the first time.

(This photo will be discussed in detail later on).

of her works, which she considered her children.
Words, captured on paper, are what remains. They
reveal the ghosts of the past. Memory also resides
in paradise; it is the shadow of the golden shine.
Mercilessly, the golden mirror of the present shows
the past.

The grave of a whole life reveals itself.
A jumble of stones, broken forever. The shards of
a sunken world are the foundation on which this
paradise is built.

“Death and Lucifer are smashed, that’s for
sure. I feel particularly sorry for Lucifer. I received
the Golden Medal for it in the Kiinstlerhaus after
all - as the only lady in Austria.”

June 22,1949

Stories haunt you until you embark on
a quest. Found stones are picked up. What emerges
is a building, a sculpture, the spirit captured
therein. The spirit of an artist, of a time that is no
more and yet teaches us so much that is important
for the present.

“...and yet I am doing well compared to five

million people.”
February 4, 1956

« doi:10.32020/ARTandDOC



The title of the exhibition, Un Paradiso
Amaro / Bitter Paradise, stands for bitterness and
pain, beauty and suffering, life and death. Gold
as a color and material refers to the supposed
splendor of the past. Gold as jewelry, as a symbol
of beauty - yet toxic nevertheless. The toxicity
of capitalism and the toxicity of the past. Living
on the damaged Earth, toxic yesterday held in
memory, makes one wonder about the possibility
of preserving the past of a generation in the present
generation. Is it possible to retrieve the memory’s
store and continue writing? Can history be shown
at all without looking through the glass of the
present? The true price of gold is doubtful and
relentless. Its value is determined not only by the
past but also by the daily influences of the present.
Gold represents the torment (of the workers in
the mines) and merciless capitalism. “I have great
difficulties breathing. Whenever I cough, my chest
feels very dry. Like there is dust in my lungs. I want
to get rid of it. But it doesn’t come out.” (Miner in
South Africa, deutschlandfunk.de)

You can never get rid of this dust, nor of
that of the past. It covers the gold that shines in
the present. Not everything can be weighed in
gold - not even in art. In the exhibition, gold as
a symbol of success, achievement, and triumph
refers to all that is past, to forgotten successes, and
to the highest of all virtues, love. Gold is one of
the treasures in paradise, it cannot be assigned to
any specific place. The Garden of Eden is a fenced
terrain, and yet it is not clear where it is. However,
the bitter paradise can be explored on foot, the
fragrance of the past inhaled.

The works, building blocks of an existence,
can speak when they are questioned. Silent stone
becomes a narrator about time. Is paradise a palace,
and is its foundation made of gold? Are the gates
covered with dust and reveal themselves only to
the seeker? And is not bitterness also of gold, born
of suffering and pain? Is it not agony that makes
gold shine? Memories blur in the ocean, the spirits
drowned long ago.
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Description of the exhibition

When you entered the exhibition, you were
immediately greeted by the original sculpture of
The Witch to the toilet at Walpurgis Night by Teresa
Feodorowna Ries (TFR). The fact that we were
allowed to show this monumental marble sculpture
at and in the Academy was unique. Thanks to a loan
from the Wien Museum, it was possible for this
central work by TFR to remain in the rooms of the
Academy. It seemed almost like coming home, as
this was the starting point for TFR's idea for this
sculpture at Schillerplatz.:

In this building, over these stairs, TFR
walked and describes very impressively in her
autobiography how the thoughts about The Witch
revealed themselves. It was one of her leading
encounters with the Academy, the building and
the architecture, the students and the ancient
works of art in the building. This impression was
overwhelming for her and equally overwhelming
was becoming famous overnight with her work,
The Witch. But this work was also torn apart in the
newspapers - after all, only a woman could create
such a grimace out of noble marble.?

On the free-standing wall directly behind
the witch was the inscription "Un Paradiso Amaro
/ Bitter Paradise" and a quotation from a letter
written by the artist TFR on March 2, 1951. Written
here in golden letters was: "How beautiful it would
be if the scent of flowers had killed me in my sleep.”

Later, when it became known that a direct
thread of The Witch led to the neighbouring rooms
of the Gemildegalerie to the exhibition Hungry of
Time and the research on this photograph hanging
on the wall there was immediately started, an
almost mystical circumstance emerged. There was
a comprehensive series of images of TFR's works
in the photo collection of the Kupferstichkabinett
(Museum of Prints and Drawings) at the Academy,
and how these photographs came to the Academy
could be proven precisely by this letter from 1951.

It can now be assumed that Teresa
Feodorowna Ries would have liked to become an
honorary member of the Academy of Fine Arts
Vienna and for this reason and as proof of her
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artistic work she sent these photographs to the
Academy. Of course, women were very rare in the
list of honorary members and a corresponding
letter has unfortunately not been found to date.#

Opposite The Witch looking out of the
Academy window was the work Little Witch by
Anna Bochkova on a golden plinth made especially
for this exhibition. These plinths were also located
in the room behind the free-standing wall and the
exhibition was presented on them.

The juxtaposition of The Witch and The
Little Witch opened up a possibility of time,
the time in between and a space. In this space,
questions arise as to how the sculpture is dealt
with today? What is the history of the witch in art
and what does it tell us? How do contemporary
artists interpret the witch and her story?

The text on the base of the marble sculpture
was also intended to point to the way we deal with
this witch, which has been severely damaged
by the suffering of history and has now been
restored. It was a text written by Felix Salten and
a statement at the time about the artist's work.
The curatorial decision to delete individual letters
from this text as a reference to forgetting (being
made), disappearance and erasure from history
supported the possibilities of interpretation and
contemplation by the visitors. The fact that this
work, The Witch, has received the inscription with
the reference to the questions of restitution for the
first time in the entire history is also essential and
of great significance here.> In the exhibition where
it was shown before, such an inscription was not yet
present and it was thus another historical moment
of the sculpture of The Witch.

On the back of the wall, the work Kittel by
Judith Augustinovic was displayed and projected
onto it with a slide projector, the original
handwritten testament of TFR could be seen, felt
and read for the first time. The smock, an artistic
interpretation of the sculptor's working smock, the
garment in which TFR depicted herself as an artist
and sculptor in her portraits and was an important
garment for her, became the presentation and
projection surface of its wearer and her legacy.

. 228

Next to it in a column-like display case lay
the original will bedded on a fabric with a floral
print. The will presented itself here not legibly,
but as an object. Likewise, in the booklet that
accompanied the exhibition, the first page of the
handwritten will was also right in the middle. The
exhibition as a place for an opening of the will and
space for possible readability was an important
basic idea for the curatorial questions and the
conception.

When you walked through the exhibition,
you found the works of all the participating artists.
They stood there like little islands. The Witch's
Spaces / Teresa Spaces by Anna Bochkova spread
out at the feet of the work Kittel and the showcase
with the original will. Like little sentinels, they
stood there and told about the history of TFR. Be
it a house that dealt with life in exile, flight and
loss or the witch's tower where being locked up
was legible. But also non-existent things and dried
flowers showed themselves to the viewer.

Directly against the wall, yet seemingly
around the corner, was the work Declaration by
Sami Nagasaki. A work, an object, that contains
a line of an original handwritten letter from TFR,
in which she gives advice to a student as a teacher.
It is a document of TFR's concern to introduce
other women to the possibility of sculpture. But
Sami Nagasaki also deals here with questions of
visibility, legibility and presentation. Framework
conditions are deliberately deconstructed and place
themselves in the way of the viewer, in the space
and invite reflection.

One step further, on the right-hand side of
the floor, was an installation with the video work
Skin / Stone by Mika Aya Azagi, which deals with
the material stone, being an artist, forgetting and
transience, and also burial. Directly afterwards,
but at a distance, the works Three Faced Goddess
and Unburied by Mika Aya Azagi were projected
onto the wall as an installation with two slide
projectors and sound. The sound here, the dull
rumbling or rolling of the stones, seemed almost
meditative. This work also deals with the artist's
personal connections to TFR and its history. But
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it also recalls the fact that TFR has not received
a gravestone to this day and that her grave in the
Jewish cemetery in Lugano does not have a stone.
But a stone that is of such great importance here.

The connection between body, earth and
stone and the decay, the natural cycle and the
doubts speak to the viewer.

Again one step further, almost around the
corner, stood a white block of marble. Unhewn, not
shaped and yet. It is a stone that was dedicated by
the Academy of Fine Arts Vienna in collaboration
with Roland Kollnitz as a possible gravestone. This
stone, which at first glance does not appear to have
been worked, was nevertheless already shaped.
The first sculptural traces came from the sculptor
Ulrike Truger and the stone came from her studio
stock, some of which she donated to the Academy's
sculpture workshop. In the exhibition and as a first
step towards the creation of a gravestone for TFR,
TFR's poem "The Marble Block" was projected
with a slide projector.®

It is also important to mention the fact that
it was a conscious curatorial and artistic decision
that was chosen for showing the photographed
original materials from the archive - a photograph
as image and document, as proof of existence and
witness to the original.

A few steps further on, visitors could see
the large-scale installation The spell with scissors
by Anka Le$niak. Here, old scissors moved almost
magically when the visitor moved, in front of the
video work The March for The Witch projected
onto the wall. The hands of the female sculptors,
the students in the sculpture studios in the
Prater from the Academy today, could be seen in
this video. The sound is the rhythmic sounds of
carving the stones, composed to a piece of music,
the sound of the sculptors working while they
carve the stone with the sculpting tools. Also as
an island in the room are two old Hantarex screens,
arranged into a column. On them are two video
works The Witch and The Reconstruction of The
Witch by Anka Le$niak, where she deals with
questions around the sculpture of The Witch of
TFR, the restoration, the Disappeared Hand and
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a possibility of reconstructing this hand. Interviews
with restorers, pictures of the red spray-painted
and demolished witch, create a queasy feeling.
What was done to The Witch?

At the end of this retrospective mental tour
through this room of the exhibition Un Paradiso
Amaro / Bitter Paradise, there is now a tall fragile
narrow golden pedestal with the work Book of
Sculptures by Valerie Habsburg. A book can be seen
and touched, and can thus be felt, leafed through
and palpated. An old wine-red velvet photo album
with brass ornaments reveals a skeleton inside.
The skeleton on which a hundred years ago there
were other photos. Now they have disappeared,
leaving holes and scars. On the individual skeletal
sheets of the old photo album are black and white
photographs of TFR's works that can be found and
still exist today. These black and white photographs
appear colorless, as a reference to yesterday and
disappearance. But the gold and velvet point to
a splendor that remains and a treasure, even if it
seems almost bony and empty.”

Next to this work hangs on the wall the work
The Measurement of Time by Valerie Habsburg.
An acrylic glass box, its contents a black and white
photo of a self-portrait of TFR with countless torn
old analogue colour photographs. This self-portrait
of Teresa is a historically important photograph, as
it represents one of the first artistic self-portrayals
and representations through photography - far
ahead of many artists known today. The posture
of TFR's hands opens up many possibilities of
meaning and interpretation. The torn colour
photographs - called snippets by Valerie Habsburg -
stand for the pain of passing, forgetting and erasing,
but also for working with memories, temporality
and working with an archive in itself. Discarded
memories manifest themselves in torn fragments
to a new meaning and generate an image that is
changeable.
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A second location and showcase for the Un
Paradiso Amaro / Bitter Paradise exhibition was
also the Director s Room in the Academy s library.
This historic room was already the library director's
room in TFR's time. It was here that the later
director of the library, Hans Ankwicz-Kleehofen,
sat and copied TFR s letter of application - the
first letter of application by a woman as professor
at the Academy of Fine Arts Vienna in 1931.% Of
course, it 9 was not acted upon at the time and it
disappeared into the archives until it was unearthed
through research by Valerie Habsburg.

The library of the Academy of Fine Arts
Vienna is in possession of one of the world's last
copies of TFR's autobiography The Language of
Stone, published in 1928.

Texts, a video work on computer with the
correspondence between TFR and Mark Twain,
excerpts from other works by the participating
artists in paper form and with code to scan and
invite into the virtual space showed up as an
installation on an old desk of the Academy. It is
the workplace of artistic research, where the visitor
could also take a seat and linger - whether to read,
think or work. The original book The Language
of Stone was also on the table on the occasion
of this special event and could be looked at with
one's own hands. Other working materials that
gave insight into the research project and the TFR
Archive were also on display.® Like paperweights,
but not suitable as such, where small models of
the participating artists' works in the exhibition.

On the wall on the occasion of the
exhibition was a large-format photograph of
TFR's handwritten list of works from 1938,
which she made shortly before her escape and
the preservation, protection and donation of her
works.°

This list of works, the writing of TFR and
the traces that can be found here opened up many
good conversations during the duration of the
exhibition, and this workplace and space were
also an important place for courses, lectures or
even interviews about the project. The students
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were thus able to be very close to all this and to
feel the often invisible archive work. A beautiful
aspect is that this large-format photo is still there
today in this place on this wall and in this room.
Traces inscribe themselves - in the building and
stand for a possible tomorrow.

The
by the launch of the homepage https://

exhibition was accompanied

teresafeodorownaries.com/ and the Instagram

presence tfr_archive. Information, readings,
archival material and interviews were also shown

on the Academy's online platforms in the run-up

to and during the exhibition. The participating

artists, curators and curatorial support gave

readings Gartenpalais Liechtenstein from TFR's

autobiography The Language of Stone in the

summer of 2021 and these Lectures in the Garden

were recorded on film and shown online. The non-
resident artists recorded their readings in Israel,
Poland, Brazil and Italy. These small pieces can still

be found online today and stand on their own and

as a trace for the history that is now also inscribed

in the virtual space.
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Notes

1See in the autobiography Die Sprache des Steines, Academy of Fine Arts Vienna, University Library.
2 Ibidem.

3 Letter from Teresa Feodorowna Ries, 2. Mirz 1951, Osterreichische Nationalbibliothek, ONB Sammlung von 4 Handschriften
und alten Drucken, Autogr. 1121/14-2.

4 Bettina Henkel initiated the application for honorary membership of TFR at the Academy of Fine Arts of Vienna. The
application was presented to the Senate and Valerie Habsburg gave a presentation. The Senate unanimously approved the
application and forwarded it to the Rectorate.

5 https://www.wienmuseum.at/fileadmin/user_upload/PDFs/Restitutionsbericht_2019.pdf.

©“Poem Marble Block” by Teresa Feodorowna Ries, TFR Archive by Valerie Habsburg.

7 See also in the autobiography Die Sprache des Steines, p.11, Academy of Fine Arts Vienna, University Library.
8 Verwaltungsakt 1931, GZ 963, Academy of Fine Arts Vienna, University Archive.

9 Working materials on the desk were: documents of TFR Archive; poems by TFR; research documents and 10 writings by
participating artists; sketches by Anna Bochkova; Ries_ Twain by Sami Nagasaki; original book Die Sprache des Steines by
TFR from the Academy of Fine Arts Vienna, University Library; Spezialschule - Zur Geschichte des Bildhauereigebdudes der
Akademie der bildenden Kiinste Wien, Hrsg. Simone Bader, Katharina Holzl, Jakob Krameritsch, Fabian Leitgeb, Emanuel
Mauthe, Florian Mayr, Bianca Phos, Oktober 2019 by Schleebriigge Editor; exhibit models, prints of further related art works
by Anka Le$niak; article published by Mika Aya Azagi in Israel, photographs with works from TFR.

10 Original Testament of Teresa Feodorowna Ries, Pro Memoria (certified donation to the Israeli National Museum in
Jerusalem), TFR Archive by Valerie Habsburg.

Sztuka i Dokumentacja nr 26 (2022) ‘ Art and Documentation no. 26 (2022) « ISSN 2080-413X « e-ISSN 2545-0050 « doi:10.32020/ARTandDOC 2 31 .



VARIA

Un Paradiso Amaro / Bitter Paradise
Werke
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A Teresa Feodorowna Ries - Hexe bei der Toilette fir die Walpurgisnacht, 1895, Courtesy Wien Museum

Das Podest ist von der Ausstellung Im Schatten von Bambi. Felix Salten entdeckt die Wiener Moderne,
15.10.2020 bis 19.09.2021, Wien Museum MUSA, dbernommen.

Diese Skulptur ist zur Zeit Gegenstand der Provenienzforschung des Wien Museums. Recherchen
zur Kldrung der Besitzverhéltnisse sind im Auftrag der Wiener Restitutionskommission in Gange.

B Anna Bochkova - Hexe, 2020
C Teresa Feodorowna Ries - Handschriftliches Testament, 1941, Courtesy TFR-Archive
D Judith Augustinovi¢ - Kittel, & Valerie Habsburg - Projektion Testament TFR, 2021

E Valerie Habsburg - Die Messung der Zeit, 2019

F - Book of Sculptures, 2020
G Anka Lesniak - The spell with scissors, 2021
H - March for the Witch, 2019

I

- The Witch, 2016
- The Reconstruction of the Witch, 2019

J Valerie Habsburg - Marmorblock, 2021. Projektion des Gedichtes Der Marmorblock von TFR
K Mika Aya Azagi - unburied, 2019

L - three-faced goddess, 2019

M - skin/stone, 2019

N Sami Nagasaki - Declaration, 2021. Originalbrief von TFR

O  Anna Bochkova - Witch's Spaces/Teresa Spaces, 2021
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1. Valerie Habsburg, Book of Sculptures, 2020. Photo: Valerie Habsburg
2. Exhibition View. Base of The Hexe with erased inscription and information on restitution. TFR Archive. Photo: Valerie Habsburg
3. Exhibition View. Teresa Feodorowna Ries, Hexe bei der Toilette fiir die Walpurgisnacht. TFR Archive. Photo: Valerie Habsburg
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4. Judith Augustinovi¢ and Valerie Habsburg, Kittel with Last
Will, 2021. Photo: Valerie Habsburg

5. Valerie Habsburg, The Measurement of Time, 2019. Photo:
Valerie Habsburg
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6. Teresa Feodorowna Ries in Arbeitskittel. TFR Archive by
Valerie Habsburg, 2021

7. Judith Augustinovi¢ and Valerie Habsburg, Kittel with Last Will
(detail), 2021. Photo: Valerie Habsburg

8. Judith Augustinovi¢ and Valerie Habsburg, Kittel with Last
Will, 2021. Photo: Valerie Habsburg
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9. Testament (original, page 1). TFR Archive
10. Un Paradiso Amaro / Bitter Paradise (short film, ticket), 2021. TFR Archive

Sztuka i Dokumentacja nr 26 (2022) | Art and Documentation no. 26 (2022) « ISSN 2080-413X « e-ISSN 2545-0050 « doi:10.32020/ARTandDOC 23 7 .



VARIA

42017
ﬁw @éﬁwﬁ’/@/ﬁw/éq? Ata

f ﬁﬂ&lﬁ%ﬁm YR ?#M«?/ iz

# ‘ ,‘/ ;ﬂ%
: %‘%/ /Mgg;ﬂ/w 2
P

jé{,_,_ %ﬂ/& ﬂ%@ MM /ﬂé’?ﬂ{é/"

%

M/fﬂm

—

Pein T G fute 775
Yt S

4‘2%/%4/ oz /”;f o
. WM?

11. Teresa Feodorowna Ries, Werkliste (page 2). TFR Archive by Valerie Habsburg, 2021
12. Sami Nagasaki, Declaration, 2021. Photo: Valerie Habsburg

13. Exhibition View with Kittel and Witch’s Spaces. TFR Archive. Photo: Valerie Habsburg
14. Teresa Feodorowna Ries, Werkliste (page 1). TFR Archive by Valerie Habsburg, 2021
15. Anna Bochkova, Witch’s Spaces, 2020. Photo: Valerie Habsburg
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16. Mika Aya Azagi, Skin Stone, 2019. Photo: Valerie Habsburg
17. Anka Le$niak, The Reconstruction of the Witch, 2019. Photo: Valerie Habsburg
18. Anka Le$niak, The Spell with Scissors, 2021. Photo: Valerie Habsburg
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. The exhibition Lost Element / Re-construction
of the Witch was the next chapter of a collective
artistic investigation on the life and damaged
or lost artworks by Teresa Feodorowna Ries
(1866-1956). It took place at the VBKO — The
Association of Austrian Women* Artists —
gallery. The show was one of the series of selected
presentations in the open called "The Portal." The
title referred symbolically to the iconic portal at
the Maysedergasse, which, as the authors of the
open call wrote in their statement, has been the
sole remaining eyewitness of the VBKO's history
since 1910 and has thus experienced a myriad of
challenging, celebratory, historic, empowering,
and entertaining moments.

We define these golden doors as a portal,
a starting point, a threshold, a wormhole,
or a gateway. It stands for new beginnings,
time and space travel, change, access,
virtual realities, gatekeeping, role play,
transformation, a means of passage,
progress, transitioning, or ultimately
the ending. The VBKO gallery welcomes
exhibitions that critically investigate the
concept of the portal in its diverse meanings,
and ponder why gates might be open for
some and closed for others; projects that
imagine beyond the physical framework of
reality, or those that highlight characters
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that are ready to fight for a better world —
past/present/future.’

It wouldn't get any better opportunity
to present the life and artistic output of Teresa
Feodorowna Ries and an artistic investigation of
the TFR Archive. The TFR Archive is a group of
feminist artists who work with the forgotten legacy
of Teresa F. Ries, an Austrian artist of multi-ethnic
origin: Jewish-Russian-Hungarian, who had to
flee from Vienna after 1938. A biography of the
artist and her works, mostly lost, or destroyed have
become a starting point for the research and works
of a collective of contemporary artists who work
with different aspects of Teresa F. Ries's life and
art in contemporary contexts and discourses.

The collective had its roots in the encounter
between Valerie Habsubrg and me in 2019. We
worked earlier on the story of Teresa F. Ries
separately. The word "archive" refers to the
private archive of Teresa F. Ries, which Valerie
Habsburg came across in an auction house and
managed to acquire.? The informal structure of
the TFR Archive allows other artists to join the
subsequent chapters of this research-based project.
We explore historical, sociopolitical, and artistic
facts and contexts concerning the fate of Teresa
F. Ries and her artworks as a Jewish and woman
artist, also the victims of the Nazi regime. This
forgotten artist was only recently rediscovered.
However, the policy of presentation of her works,
and access to them, remains problematic. Thus, we
as artists decided to work together and reinterpret
the case of Teresa F. Ries through artistic research
in/with her archive and with a critical approach
towards (art) institutions and the distribution of
power in the past and nowadays.

The first spectacular event of the TFR
Archive, presenting the artworks based on Teresa
F. Ries's biography, was the exhibition Un Paradiso
Amaro / Bitter Paradise, curated by Valerie
Habsburg at the Exhibit Studio of the Academy
of Fine Arts in Vienna in October/November
2021. This show was one of the four exhibitions
accompanying the reopening of the historical
building of the Academy at the Schillerplatz after
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Anka Lesniak, Sculpture Rituals, video-still
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1. Enfrance to the exhibition. Photo: Anka Lesniak
2. Anka Lesniak, Lost Element, video, installation. Photo: Anka Lesniak
3. Lena Violetta Leitner, Tremate. Photo: Lena Violetta Leitner

4. Lena Violetta Leitner, Tremate, installation, detail.
Photo: Lena Violetta Leitner

5. Anka Lesniak, The March for the Witch, video. Photo Anka Lesniak

. 246 Sztuka i Dokumentacja nr 26 (2022) | Art and Documentation no. 26 (2022) « ISSN 2080-413X « e-ISSN 2545-0050 « doi:10.32020/ARTandDOC



a few years of its restoration. This exhibition was
immensely significant since Teresa Ries couldn't
officially study at the Academy, however, she
worked there on her sculptures, taking private
courses from Professor Edmund Hellmer. Thus,
the exhibition was her symbolic and authorised
comeback, both through her original sculpture
The Witch (1895) presented at the exhibition and
through the contemporary and new media artworks
inspired by her story.3

Teresa F. Ries was one of the prominent
artists of the Austro-Hungarian Empire and a few
times also exhibited at the VBKQ's exhibitions.
In 1938, her studio was “Aryanized” so to speak,
and taken over by Gustinus Ambrosi, while she
had to flee to Switzerland, forced to leave all her
professional life and artworks behind. Among the
numerous works left in her studio was a marble
figure of The Witch at her toilette before the
Witches’ Sabbath. The sculpture depicts a vigorous
naked woman looking straight into the viewer's
eyes and smiling maliciously while cutting her
toenails with big scissors.

Although witches were not a rare inspiration
for artists at the turn of the Nineteenth and
Twentieth centuries, Ries's sculpture was an
extraordinary example of an artwork challenging
the old patriarchal order. Her Witch was a symbol
of feminine power. The figure seems to be full of
vigour and eroticism and at the same time a rebel
who challenges the clichés of representations of
women in art and goes beyond stereotypes. Perhaps
this was the reason for several acts of vandalism on
this sculpture during the next decades, especially
when it was left unattended on the outskirts of
Vienna until the 1990s. Although the hand with
the scissors is still missing, The Witch has been
restored by the Vienna Museum and is exhibited
more and more frequently. The Witch by Teresa
Ries is a witness to the history, of political and
social changes. The damaged sculpture feels
like an accusation against HIStory, institutions,
politics towards women (artists), anti-Semitism,
and xenophobia. However, it has an inspiring
potential for political and social changes and the
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emancipation of minorities. As a part of a research-
based art project, the exhibition Lost Element / Re-
construction of the Witch also poses the question
of how it is possible to symbolically reconstruct the
lost element of The Witch through contemporary
cultural discourses and interpretations.+

The exhibition explored different threads
related to the history of the damaged sculpture,
as well as the role of the witch as a rebel against
the oppressive and constraining patriarchal
order. Through the presentation of our works,
based on historical research and archives, the
exhibition opened “the portal” between the past
and contemporary women’s art practices.

The exhibition Lost Element / Re-
construction of the Witch at the VBKO shared
the space of the VBKO gallery with the exhibition
Craving supernatural creatures. The Lost
Element... occupied two smaller rooms, where
previously was the VBKO's archive. My installation
presented in the first room consisted of the fence
stretched between two opposite walls and the
video projected behind it. This work introduced
the viewer to an artistic investigation of The
Witch and the possible causes of damage to this
sculpture. The fence in the gallery referred to the
fences appearing in the video, which were filmed
in the places connected with Teresa F. Ries. It
was the fence around the hotel Lido on the island
Lido in Venice, where the artist used to spend her
holidays at the peak of her career. It was also the
fence in Lugano, close to a former location of the
Villa Emilia — the pension house, where Teresa
F. Ries under the name Loevitowa, spent her last
years in exile. The fence stretched in the gallery
was similar to the garden fence behind which the
Witch and other sculptures by Teresa F. Ries were
kept, and where they were found in the 1990s by
art historian Sabine Plakolm-Forsthuber. The
video is a sort of patchwork consisting of excerpts
from my previous video works on the Witch,
among others, the interviews on the damaged
sculpture with art conservators Marija Milchin
and Johann Nimmrichter. The video also includes
the documentation of the installation Spell with
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Scissors, presented at the exhibition Un Paradiso
Amaro / Bitter Paradise. The accumulation
of scissors and shears projected onto the fence
evoked ambiguous associations — vandalism or
removing the barrier alike. The fence itself is to
protect, but also to deny access. In the room with
the installation, there was also a barred window
overlooking the staircase, which fit the character
of the work.

In the same room, there was also a monitor
with the video The March for the Witch. This work
was shot during my OeAD scholarship in Vienna
in 2019 when I continued my artistic investigation
on the lost hand of the sculpture The Witch. Then,
I came up with the idea of filming the hands of
women sculpture students during the classes on
carving in stone. It was a year before the centenary
of the official admission of the first women students
to the Academy of Fine Arts in Vienna. Thus, I've
realised that the lost hand of The Witch keeping
the shears, the hand with a tool, the one that is
with the ability to act, reappears in many hands
of young women sculptors. I filmed them during
chiselling in stone and intertwined this action with
sentences telling the story of Teresa F. Ries and
her sculpture. The video characterises the dynamic
montage in the rhythm of the soundtrack with
the use of the sounds of chiselling, composed by
Justyna Stopnicka June.

The video refers to constraints that Teresa
F. Ries faced as a woman in her times. She was
not allowed to study at the Academy in Vienna,
even though that was a place where she found
inspiration for creating a rebellious figure of a witch,
and where probably she worked on this sculpture,
for which posed an academy model - Anna Faust.
Additionally, the sculpture was considered a domain
of male artists, where women were the most
unwelcome, compared to other art disciplines. On
the other hand, the video shows the contemporary
academy, where most of the sculpture students are
women. Their repetitive, rhythmic chiselling refers
to the incessant and growing women striving for
equal rights and agency in society. This struggle
doesn't bring the expected results quickly, and
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we still face gender discrimination. Nevertheless,
from the perspective of one hundred years, we can
see that full women's emancipation is inevitable,
especially thanks to education where men and
women have equal access to knowledge.

The aforementioned garden fence wrapped
around the corner led the viewers through a small
passage to the other room. In this passage, on the
wall behind the fence, was placed an enlarged
photo of the damaged The Witch, taken by Sabine
Plakolm-Forsthuber in the rural suburbs of Vienna,
where she found the neglected and vandalised
sculptures by Teresa F. Ries.

The Witch and other marble sculptures, as
Valerie Habsburg managed to establish the facts,
were left close to the compost stack in the park in
Oberlaa. This contrast of the marble sculptures as
something designed, solid and valuable, and the
compost as raw, dirty, worthless material, and the
fact that these two entities of opposite features had
been somehow equalized, seemed very surprising
to us, also fascinating and... "bewitching." From
the perspective of preserving artworks as a cultural
heritage and regarding the biography of the artist
persecuted by the Nazi regime, such a disregard
towards her artworks by the institution which
should have to protect them, says a lot about the
policy towards the artworks made by women,
categorized also as the Other. However, if we
apply the post-human and ecological perspective,
we may assume that the compost is valuable and
useful. The decaying, rotting leaves, branches,
hay, etc. fertilize the soil and contribute to the
rebirth of nature. So, the compost is not that
worthless and unpleasant. We are all compost...
as says Donna Haraway.5 And from this point of
view, what's the difference between stones and
rocks that emerged and were shaped by organic
processes and the stone (marble) elaborated by
the human hand? The marble sculptures, besides
being vandalised by “unknown” perpetrators, began
to be “reappropriated” by nature. They started to
cover with the biofilm - a dark coating that consists
of bacteria, algae, and fungi.®
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Valerie Habsburg took pictures of today's
look of the place where The Witch and other
sculptures were left for years. In the large-scale
photographs entitled Composted Stone, one can see
a pile of dry leaves, grass, soil, and stones. These
works are the analogy to the picture of neglected
and damaged stone sculptures by Teresa F. Ries
documented by Sabine Plakolm-Forsthuber. These
photographs of composted nature were placed
above an installation by Anna Bochkova.

In Anna Bochkova's work, small ceramic
sculptures were put on the soil. Her ceramics
objects were expressive and organic. The artist
called them Witch Houses, like the Defending
House, Lost House, and House With a Secret. One
may associate them with the houses of Baba Yaga
(Baba Jaga), a Slavic witch. In patriarchal versions
of the fairy tales, Baba Yaga is a cruel, old woman,
harmful to people, especially harsh to children,
and is even able to devour them.” She gives them
very demanding tasks and if they fail, they will
not survive. However, the psychoanalyst Clarissa
Pinkola Estés, in her inspiring book Woman Who
Run With the Wolves: Myths and Stories of the
Wild Woman Archetype, proves that this character
may be interpreted in a more ambiguous and even
positive way. Baba Yaga as a witch (the woman of
wisdom) teaches children that the ability to cope
with hard experiences is necessary to survive and to
protect our physical and mental health. She starts
the process of initiation into adult life.

The tiny ceramic sculptures made by
Anna Bochkova while placed on the soil, evoke
ambiguous meanings. On the one hand, they
look like precious, fragile artistic objects, on the
other, in the context of soil and the photographs of
composted stones by Valerie Habsburg, they can be
also interpreted as remains, trash. The Baba Yaga
houses, according to the fairy tales were hidden
in forests. Here, they were shown on dry soil. The
soil used in the works presented in the exhibition
had been taken from Oberlaa, close to the place
where Teresa F. Ries's sculptures were left, and
then found. Thus, it refers directly to the story of
The Witch. In the context of global warming (due
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to, among other things, the human harmful activity
resulting in the gradual destruction of forests), the
dried soil touches the ecological issues and reminds
us that the patriarchal order, based on disregard,
violence, and exploitation of nature, finally will
lead the humankind to self-destruction.

The soil was also used in Lena Violetta
Leitner's work Tremate. Lena Violetta Leitner is
an artist working with plants and technology. Her
installation consisted of four elements: a living
plant and a pile of soil, on which she placed
a vessel, where water was turning into steam.
On the steam, there was appearing a sentence:
"Tremate, tremate, le streghe son tornate,"
which means "Tremble, tremble, the witches
are coming back."® The sentence refers to the
feminist demonstrations in Italy in the 1970s when
women started to protest against the law based
on so-called traditional values, that limited their
right to divorce and control their reproduction.®
Women re-appropriated the figure of the witch
as a representation of female power and also the
expression of women's anger and rage.

This return of witches means for women
the regaining the right to express the reactions
considered as "inappropriate" for them in the
patriarchal world, such as resistance, anger, and
even fury, which women use in the fight for, and
to defend, their rights. The witches become also
heralds of the rebirth of women's knowledge
and healers of bonds that have been destroyed
for ages in a patriarchal culture. This process of
enslaving women reached its peak in the witch-
hunt in the Early Modern period in Europe and
Colonial America. It was large-scale femicide
resulting in depriving women of the rest of their
relative independency that they had had since
medieval times while helping people using herbal
medicine, as midwives, or living together in secular
communities such as Beguines.*

The work by Lena Violetta Leitner refers to
ecological issues, but it's also somehow "uncanny."
In her way of connecting the natural elements
(plant, soil, water) and technology (steam, clay),
one can also see a subtle sense of humour. The
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6. The damaged Witch from the Sabine Plakolm-Forsthuber's
archive. Photo: Valerie Habsburg

7. Lena Violetta Leitner, Tremate, installation, in the background,
Anka Lesniak, Sculpture Rituals, video. Photo: Lena Violetta Leitner

8. Valerie Habsburg, Hditerin der Erinnerung, Object N°T;
Valerie Habsburg, Composted Stone #3, C-Print. Photo: Valerie
Habsburg

9. Anna Bochkova, Defendling house, from the series Witch
Houses, glazed ceramics, installation. Photo: Valerie Habsburg
10. Anna Bochkova, Expanding house, from the series Witch
Houses, glazed ceramics, installation. Photo: Valerie Habsburg
1. Valerie Habsburg, Hditerin der Erinnerung, Object N°2and N°3.
Photo: Valerie Habsburg

12. Valerie Habsburg, Hditerin der Erinnerung, Object N°2 and N°3,
details. Photo: Valerie Habsburg

13. Exhibition view with works by Anna Bochkova and Velerie
Habsburg. Photo: Valerie Habsburg
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second part of the work — the plant - "spoke" to
us in Morse code. The plant was shaking from
time to time unnaturally and in its subsequent
movements (longer or shorter) the message "I will
survive" was encoded. These two messages —
projected on the steam and encrypted in Morse
code, could be interpreted in the context of the
need to return to so-called female values, such as
care, and respect for the environment and other
entities, but also with the belief that witches (wise
women) can overturn the harmful patriarchal
order. Additionally, the plant chosen by the artist
was a fern, which is one of the oldest plants on
Earth. The soil used in Lena Violetta Leitner's
work, contrary to the soil in Anna Bochkova's
installation, was constantly irrigated by steam.
Thus, it was wet and after a few days, even the
sprouts of vegetation appeared.

Morse Code appeared also in my video-
performance Sculpture Rituals. The video is
another work from the series inspired by an
unexplained loss of a meaningful part of The
Witch - A Hand Holding Shears. In this video, I am
'sculpting' an invisible sculpture, with the use of
chisels, hammers, etc. I am chiselling it in the air
as if I was doing a kind of mysterious ritual around
the sculptor's stand. However, the sounds made by
knocking a hammer and chisel refer to the letters of
the Morse code and contain an encrypted message
— spelling out "a witch." The hand equipped with
a tool, of The Witch by Teresa F. Ries, symbolized
agency. That is why hands and sculptural tools are
significant elements in my performance. However,
their function has changed - they become a kind
of sound communicator. The work also refers to
the shift observed in the field of art that more and
more moves from making an object - an artefact -
towards performativity, a gesture, and a process.
I also ask about the relationship between what is
visible and what is encoded in a work of art.

This video was installed next to Valerie
Habsburg's photograph of the blossoming bushes
of roses and other plants in the park/garden in
Oberlaa, where The Witch had been left. This
photograph was placed opposite the already
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mentioned photographs with the composted
stones. One of the possible interpretations of the
meaning of the hand of The Witch with shears leads
us to gardening and knowledge of plants as one of
the witches' occupations. The shears/scissors can
be also associated with Atropos, one of the Three
Fates (Moirai) — she who cuts the thread of life.

Besides the photographs, Valerie Habsburg
prepared a series of ready-made objects. One
of them Hiiterin der Erinnerung, Object N°1,
(Guardian of Memories) was a head cover made of
random objects such as fur, ribbons, and pieces of
photos. These torn photos were arranged in a kind
of ornament adorning "a hat." While looking closer
at the tiny scraps of the photographs, one could
recognise that they are photos — looking like old
ones — taken in a garden. This gesture of tearing
the photographs (frequently taken by the author
herself) and using their scraps in a new context,
is characteristic in Valerie Habsburg's works. She
also plays with photography as a re-presentation of
reality and its existence as a physical object, which
is particularly visible in tearing and through this
the destruction/deconstruction of the consistency
of the image.

An intriguing balancing act between the
palpability of the objects themselves and the
symbolic notions hidden in them was to be seen in
the Hiiterin der Erinnerung, Object N°2 und N°3
- a composition consisting of an old candlestick,
archival black and white photo, dried flowers,
black gloves, and a book. The photo, where the
main motif was the dreamlike light of the sun
shining through the trees, was punched and put,
instead of a candle, on a spike of the candlestick.
The dried plants were taken from Oberlaa rural
area, where The Witch had been left. The book —
opened on the page with the picture of the damaged
The Witch, was a copy of the Spezialschule, where
one of the chapters referred to the story of Teresa
Ries." And the long gloves — black and elegant
ones, with the embroidered words: "Dame" (Lady)
and "Hexe" (Witch), referred to the ambiguous
and often contradictory descriptions of "woman
nature" and the social expectations towards
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femininity. However, these mutually exclusive
notions of "expected" and "condemned" ways of
being a woman and represented here as "the lady"
and "the witch", don't need to be such opposite
as in patriarchal understanding, where if a gentle
"lady" reveals her rebellious "witchy" character is
considered as false and two-faced. In this context,
the gloves by Valerie Habsburg can be interpreted
as a symbol of accepting and adopting the whole
spectrum of behaviours that empower a woman.

The gloves as well as the torn photos belong
to Valerie Habsburg's visual repertoire. She explores
this motif through compositions made of found
gloves, which also belonged once to women from
her family, and through photographs of them.
The gloves, in the past the emblematic element
of the suit of a higher class woman, are currently
being used in a more utilitarian way, not only to
protect our hands from freezing but also in a range
of jobs where hands may be injured or have to be
protected for hygienic reasons. Teresa F. Ries as
a prominent artist belonged to the higher society,
but being a sculptor, she also did hard physical
labour such as carving in stone. We may assume,
that, like some contemporary (women) sculptors
filmed in the video The March For The Witch,
she probably protected her hands from cuts and
blisters with gloves, while chiselling in stone. The
gloves can be also used to protect valuable objects
such as artworks and archival documents from our
touch that can damage them. Valerie Habsburg
as an artist, a caretaker of Teresa F. Ries's private
archive, and also a memory keeper of her legacy,
used women's gloves as a symbolic representation
of different aspects of Teresa F. Ries's personality
and biography.

To conclude, the exhibition Lost Element/
Re-construction of the Witch asked the question
of how we can work with loss, which here is
represented by the lost hand of The Witch. The
Witch deprived of the hand with shears refers to
the woman deprived of her agency. The sculpture
also represents the fate of the artist herself who
was persecuted by the Nazis because of her Jewish
origin and had to flee to Switzerland, leaving all
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her life and artworks in the country governed by
her oppressors. She survived and spent the rest of
her life in a safe place, however, was deprived of
everything that brought meaning to her life and
died forgotten in Lugano. She was buried there at
the Jewish cemetery. The striking fact is that the
artist who carved masterpieces in stone doesn't even
have a memorial stone on her grave. Only dust...
and some weeds...

The word "re-construction” used in the title
of the exhibition refers to the symbolical restoration
of the "lost element" through contemporary art
means such as video, installation, ready-made,
etc. The complexity of the story of Teresa F. Ries
and the fate of her artworks, allow us to treat
her as a case study for posing and analysing the
questions related to refugees, women's rights,
the attitude of art history towards the heritage
of women artists, protection of artworks and
archives and access to them as well as questions
about restitution. The Nazis looted a huge amount
of artwork during the World War. A lot of them
were sold and/or disappeared. Some were placed
in Austrian museums, and for decades the rightful
owners unsuccessfully demanded their return. This
problem was described in a complex way in the
book by Sophie Lillie Was einmal war. One of
the most spectacular cases of restitution became
the return of Gustav Klimt's painting including
the Portrait of Adele Bloch-Bauer I (The Lady in
Gold or The Woman in Gold) from the Belvedere
Collection in Vienna to Ferdinand Bloch-Bauer's
niece Maria Altman.” Teresa F. Ries's artworks
were also considered the property of the Vienna
Museum. However, according to her last will, found
among other documents in her private archive, she
wished to give her works to the museum in Israel.
The fact that her studio was taken by Nazis and the
works were looted, and probably cheaply sold and
dispersed, and only after the war they were taken
under the protection of the City Collections (later
in the Wien Museum) makes the ownership even
more complicated. The works are currently under
the restitution process.
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Contemporary (women) artists from the
TFR archive, with the range of "tools" remind,
re-work and re-tell the story of Teresa F. Ries in
today's contexts and discourses. The research that
results not only in scholarly articles but in artworks,
opens "the case" of Teresa F. Ries and develops it
as a rhizomatic structure, that can grow/expand in
different directions. While comparing the methods
of working with damaged artwork in the field of art
to the methods of treating it in art conservation,
like in the case of the lost hand of The Witch by
Teresa F. Ries, art conservators can only decide if
to reconstruct or not reconstruct the missing part,
and for each option, we could point out the pros
and cons. Art historians can describe their research
in publications. Without the pioneering studies and
the book on women artists by art historian Sabine
Plakolm-Forsthuber and also the knowledge and
experience of the art conservators Marija Milchin
and Johann Nimmrichter, we couldn't have
the base for our artistic research and artworks.
However, as artists, we are not obliged to "tell the
truth” understood as proven facts, and we can
adopt the tools of art historians, archivists, and
investigative journalists and publish the results
of our research as our artworks that also become
our manifestos.

Although each of the artists taking part in
the exhibition presented her works, there were the
shared elements, such as the fence, soil, gloves,
plants, and stones, that led the viewer through
the visual narrative. These visual signs refer to the
story of The Witch, but they are also open to other
interpretations. While working on the exhibition,
I realised that I am somehow obsessed with fences.
It was a time when thousands of refugees from the
far East started to try to cross the Polish border
with Belarus. Used by Lukashenko's regime as
a living weapon and by the Polish government as
a tool for boosting the popularity of anti-refugee
politics, these people were freezing and even died
in the forest, treated violently by both countries'
border guards. Instead of humanitarian ways of
dealing with this crisis, the government decided
to invest in a wired fence to stop the refugees.

This fence is also a trap for wild animals, which
frequently die in agony entangled in it.

Thus, the motif of the fence present in
photos taken when the damaged Witch was
found, was replicated in the gallery space as an
ambiguous symbol of protection and oppression
alike. Teresa F. Ries was also an immigrant and
then a refugee. The lost hand of the damaged
sculpture of The Witch has been replicated in
many hands of today's young women artists
making their sculptures. However, the gesture
of hitting and breaking the stone can also be
interpreted as the symbolic destruction of
the patriarchal order. But, on the other hand,
a question is: why do we have the right to
excavate the stone for industry and art with such
invasive methods for nature as they are used in
quarries now in the first place? Thus the title Re-
construction of the Witch means to restore the
disregarded values such as sensitivity, empathy,
and care, but also the passion to stand against the
violence towards human and non-human persons.

The exhibition in the gallery of the
Association of Austrian Women Artists was also
a great opportunity to reinterpret and give a new
spirit to the works of Teresa F. Ries as an artist
of multi-ethnic roots, by contemporary women
artists of different origins, who were connected
through her story. It's also a tribute to the
woman artist, who was brave enough to live the
life she wanted to live, even though she had to
face constant prejudices towards her gender and
origin. She was one of the women who paved the
path for the next generations of women artists.

. 254 Sztuka i Dokumentacja nr 26 (2022) | Art and Documentation no. 26 (2022) « ISSN 2080-413X « e-ISSN 2545-0050 « doi:10.32020/ARTandDOC



VARIA

The Patriarchal Concrete!

We hammer iron into your cold heart.
We are striking it with chisels,
passionate and willing to destroy.
Disappear you must!

We are penetrating your concrete heart
ever deeper.
Until you break into a billion pieces.
And let your heaven consume you!

Let's reconstruct the Witch!
A rebel against the prevailing order.
Let's reclaim her power!
the power to stir the “divine” order.
Let's find the lost element.

Let's enjoy our
imperfection,
diversity,
incompatibility...
Let's play
The March for the Witch!

Anka Lesniak, 2020
(the manifesto inspired by the poem by Teresa F. Ries, Der Marmorblock)

Lost Element / Re-construction of the Witch, 14 January — 13 February 2022, VBKO, Vienna.
Arists: Anna Bochkova, Valerie Habsburg, Lena Violetta Leitner, Anka Lesniak.
Curated by: Anka Lesniak / TFR Archive.
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