





Based on case studies we have discovered the need to define an innovative domain for the care of contemporary
art, both for the sake of science and the significance of art in society. A conservator is a specific recipient of a work
of art, because he/she is a mediator between an artist and a final member of the audience — both in the present
and the future. This is achieved by a long-term study of the artist’s work, his/her technique etc., and a search for
the truth hidden in the work of art.

Only this way it is possible to recover, create or recreate the lost artistic values. A conservator should be an artist’s
advocate and sometimes ought to substitute him/her. This concerns replicas and emulations compliant with the
artist’s intention. Until now, the artistic and creative aspect of a conservator’s actions have remained on the mar-
gin of our field, and sometimes they are even negated. Yet it has become extremely important in the field of the
care over contemporary art and therefore must be openly spoken about, because — as Cesare Brandi said — resto-
ration is a critical interpretation of the work.

In consequence, innovative knowledge is related to the development of artistic ideas, the concepts and models ac-
cording to which a tangible and intangible heritage is taken care of, the cognition, communication and contextual

aspects of art, the principles and processes involved in perception, the senses and the potential role of new media
in creating new aesthetic experiences.
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Monika JADZINSKA

“AFTER US THE DELUGE?”
THE PRESERVATION OF THE ART IN OUR TIMES

This article outlines issues associated with the preservation and conservation of contemporary art and the role
that documentation plays in this process. A contemporary artwork, in order to become an object of interest, analy-
sis, purchase, collecting, exhibiting etc. must exist, and its existence must be preserved. Its preservation does not
always mean, however, fixing the matter and halting the processes of deterioration such as in the case of tradi-
tional art, but it may adopt a totally different form, for example preservation in the form of documentation. The
changeable character of ephemeral art, the use of perishable materials or readymades, as well as innovative con-
cepts and techniques makes conservation a complex issue. An additional worrying factor is also often improperly
conducted activities associated with exhibiting, transportation or storing of the artworks that cause a falsification
of the artist’s concept and destruction of an artwork’s structure. The conservator must analyse, identify and pre-
serve the matter in a professional way or, on the contrary, after an appropriate examination, act according to the
artist’s intention, and treat it in a way that is adequate to the artwork’s character. This may involve the making of
areplica, a reconstruction, an emulation, a re-enactment or preservation through documenting, or it may use enti-
rely different possibilities of modern conservation. One must set a proper strategy of care and protection over the
works of art and the proceedings must keep the authenticity of the artwork.

The author of this article analyses the notion of authenticity and shows the change in understanding this concept,
and the influence which this change had on the form and method of preserving artworks in the past, in contrast
with contemporary visual art. She writes about the new role of an artwork’s matter and substance, and the chal-
lenges that result from it, and about the new role and relationship between a conservator, an artist and other ‘sta-
keholders’. She describes the threats to preservation and the aims and limits of preservation and conservation, po-
inting out the key role of documentation. She also pays attention to various forms of documentation by illustrating
the article with comprehensive examples of good and bad practices associated with documenting contemporary
artworks.
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Monika BAKKE

BIOLOGICAL MEDIA & THE UNSETTLING
ROLE OF DOCUMENTATION

Biological art is one of the most recent manifestations at the intersection of art, science and technology, that has
been highly productive for some time. Now, technologically augmented life, such as in vitro fertlisation and gene-
tically engineered life forms, have come under the scrutiny of bio art in particular. By their very nature, biological
media, being living systems, provoke a number of difficulties related to the production, exhibition and conserva-
tion practices of bio art.

It is significant that this emerging genre of artistic expression does not operate on the level of representation, but
on the level of presentation involving actual interventions into living systems. However, in some cases organising
the presentation of a living art work in a public space is difficult or in fact impossible, which leads to substituting
the actual art work by its documentation. Yet, such substitution practices are not accepted by those artists whose
goal it is to provide audiences with a unique opportunity to encounter unusual forms of life as art works (wet
works, entities still alive or once alive) in a gallery space. This attitude requires the curator not only to arrange
suitable conditions for living art works outside the laboratory but also to obtain bio-security permissions. Another
option for audiences to gain an opportunity to experience actual lab life is to follow the artists’ instructions and
join a do-it-yourself biotech movement. In this case, documentation plays the role of both instruction

and evidence.
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Weronika DOBROWOLSKA

DOCUMENTATION OF AN INTERACTIVE ASPECT
OF MEDIA ART WORKS

Media art requires that the traditional documenting methods both improve and work out new tools, allowing the
documentation to catch specific features and phenomena associated with the functioning of artworks that include
unstable, electronic media. One of the phenomena, a characteristic for many media works is an openness towards
the interaction of the audience, who may manipulate the work using many interfaces creating their own perfor-
mance, as well as modify the work within the framework defined by the artist. According to many researchers and
artists, the actual artwork is the result of the activities of ‘inter-actors’ who experience it.

The traditional methods used by art institutions to document the interactive aspect of the artworks is only to

a very limited extent successful. The problem of documenting art created by non-standard media (including elec-
tronic media) was undertaken as part of many projects, for example: Documentation et conservation du patrimo-
ine des arts mediatiques (DOCAM), Variable Media Initiative (vM), Capturing Unstable Media (cuM) or the thematic
residential programs realised by the Daniel Langlois Foundation. However, not all of the above mentioned pro-
jects considered that the problem of interactivity and the experience of the audience had been dealt with thoro-
ughly. In many of them a new theoretical ground taking the concept of both the artwork and the role of inter-ac-
tors was created. A few of the proposed solutions were quoted in the article.

In the text, various strategies of documenting the interactive aspects of media artworks which result from adop-
ting various perspectives and assumptions were described. These strategies oscillate around two opposing terms:
interactivity and interaction, as well as the difference between the will to document an ideal representation of the
work (according to the artistic concept) and an attempt to grasp how the work functions in real circumstances to-
gether with the more or less successful trials of the inter-actors to experience it. Of particular interest seem to be
the attempts to document the experience of the audience and then applying the knowledge achieved to work fur-
ther with the artwork — to protect it, exhibit it in various ways or allow it to communicate further with

the audience.
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Susan JAROSI

THE IMAGE OF THE ARTIST IN PERFORMANCE ART:
THE CASE OF RUDOLF SCHWARZKOGLER

“The Image of the Artist in Performance Art: The Case of Rudolf Schwarzkogler” frames an intervention into the
scholarly and public discourse on the medium of performance art by revisiting the myth of Austrian artist Rudolf
Schwarzkogler’s purported death by auto - castration, which was supposedly ‘documented’ in a series of perfor-
mances in the mid 1960s. The myth was most famously propagated in 1972 by the 7ime Magazine critic Robert
Hughes, and, despite a public recantation by Hughes in 1996 and a number of scholarly studies and exhibitions
that have exposed the myth’s fallacy, it continues to demonstrably inflect the reception not only of Schwarzkogle-
r’s work but also of contemporary performance art more broadly. Jarosi’s central arguments are concerned with
examining the perpetuation of the Schwarzkogler myth through a series of examples all drawn from the last five
years. Each of the examples revolves around the construction of an image of ‘the performance artist’ and what is
determined to be true, proper, or detrimental to the practice of performance art. Together the examples under-
score the persistent power of the myth in the representation of contemporary performance — a power that can
readily exceed the historical record. The author theorizes her claims through exploration of seminal texts on the
function of myth by Roland Barthes and by Ernst Kris and Otto Kurz. Having asserted the theoretical mechanics
by which the Schwarzkogler myth holds such sway, Jarosi expands the scope of her essay to consider its negative
impact on the scholarly reception and public perception of performance art, ultimately pointing to the ethical
stakes raised by the myth’s absorption into the assumed critical expectations for what the medium of perfor-
mance art entails.

Bibliography: see p.81
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Rudolf SCHWARZKOGLER

PANORAMA 1: THE TOTAL ACT
MANIFESTO [1965]

The construction of the image has been superseded by the construction of the conditions necessary for the painting

-act as the determinant of the action field (of the space around the actor - of the actual objects found in the environ-
ment). The painting -act itself will be liberated from the compulsion to create relics as its goal, as it is posed in front
of a reproducing apparatus that records the information. The temporality of the painting-act and its exhibition be-
come one; the exhibited objects, as the elements of the PANORAMA, are moved and changed in space (confrontation,
montage, automatic contact, etc.); an expansion of the painting-act to the total act becomes possible, one that can
be experienced by all the senses. As spatial-temporal structure, the total act reveals its form to the plastic image of
manifold recording through different apparatuses.

Translated by Susan JAROSI

Photography on page 142 & 143: / Fotografia na stronie 142 i 143: Vincent van Gogh,
Self-Portrait with Bandaged Ear (1889), oil on canvas / olej na plotnie, 60,5 x 50 cm.
© The Samuel Courtauld Trust, Courtauld Gallery, London (photography provided
by / zdjecie udostepnione przez Erich Lessing/Art Resource, NY)
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