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			Possible Futures discusses emerging themes in the field of artistic and cultural heritage preservation, bringing together internationally renowned experts in the area of digital preservation and collection digitization. The growing artistic production using digital and electronic media requires the elaboration of specific procedures for the preservation of the memory of cultural goods, which, besides being ephemeral, imply new processing typologies and forms, different from the cataloging models of existing museum collections.

			This book is the result of a symposium held at the School of Architecture and Urbanism of the University of São Paulo (FAU-USP) in partnership with Ars Electronica (Linz, Austria) and aims at contributing to the debate by combining discussions on preservation methodologies of digital works with the analysis of new forms of information curatorship.

			Issues related to the digitization of information on collections, a problem that has become a routine in museums and lacks an in-depth discussion and criticism in Brazil, are also worth highlighting. It should also be noted that Possible Futures faces such issues with the need to discuss the political and ideological aspects of new storage technologies.

			The reflections in this volume were addressed from four thematic modules during the symposium:

			
					
•	New Memories – Archives of the Future;


					
•	Between Past and Future – The Construction of the Present;


					
•	The Online Counter Collector – Archives and Personal Museums;


					
•	Information Curation and Database Aesthetics.


			

			The first module was dedicated to new approaches to museology and information sciences, which are dealing with the development of procedures for the preservation and collection of digital culture products as online artworks. They rely on the preservation of their technological contexts – something rarely possible –  in order to be understood. Therefore, we discuss the challenges of museology and art history in the era of programmed obsolescence.

			The second central theme sought to present and analyze the experiences of digitizing different kinds of collections (printed, tridimensional pictorial, etc.), discussing conceptual and legal issues related to the publication of this kind of data, along with problems concerning the restoration of electronic and digital artworks and the development of tools and programs of information cataloging.

			The third module reflected on personal, informal and non-institutional initiatives, on the one hand, such as Netzspannung, Wikipedia, etc., and also corporate ones, on the other hand, such as Google, which has been creating an archive and musealization counterculture beyond the academic world and outside of the institutional tradition of memorization policies and practices, bringing their political and cultural impacts to the discussion.

			Finally, the fourth module presented data visualization processes and new methodologies for organizing and publishing information, which suggests not only new aesthetic and cultural practices, but also specific conceptualizations and transdisciplinary approaches between programming and information sciences, design and museology.

			The diversity of issues and profiles collected in this book significantly enriches the rising literature on the themes proposed in Brazil and in the world. Its completion would be impossible without the support of Fapesp, Capes, the USP Cultural Preservation Center, FAU-USP and the Austrian Embassy in Brazil. The publication is a result of the support from Fapesp and Itaú Cultural and the partnership between Editora Peirópolis and Editora da USP (Edusp).

			The organizers thank the institutions and research agencies for their support, the authors and participants of the symposium, the attention and involvement of Renata Farhat Borges and Lilian Scutti, both from Editora Peirópolis, the Professors José Lira, director of CPC-USP at the time the symposium was taking place, and Ana Lanna, head of the Department of Architecture History and Design Aesthetics, both from FAU-USP, and the Superintendent of Itaú Cultural, Eduardo Saron.
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			Reinventing memory is necessary 

			Giselle Beiguelman

			 

			Considerations for a historical-critical analysis of cataloging of art collections 
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			The internet never forgets, but digital culture does not allow us to remember. We produce and publish on petabyte scales using services that can disappear at any time. Our equipment crashes on the speed of a click and a strange nostalgia for a non-lived past invades the pop consumption circuit. How to deal with such unstable memories that deplete along with the life span of equipment and whose types do not correspond to the cataloging models of museums and archives collections? What memories are we building on networks, where the essential time is the more immediate present? Would that explain the retro fever and the futuristic delirium plaguing cultural life under the experience design stamp?

			The questions multiply and indicate the urgency of the discussion on memory in the contemporary culture field. Here, it will be discussed from three points of view: the specifics of the preservation of artworks produced with digital media, the temporality lived in social networks and, finally, some aspects of experience design and its undoubtful vocation to thematize the spaces, what seems to me to have repercussions on the aspects presented in this essay.

			 

			Challenges of Digital Culture Preservation

			Never before has so much been said about memory as nowadays and it has never been so difficult to have access to our recent past. That is hard to deny. Few words have become as commonplace in the 21st century as “memory”. Until recently confined to the fields of historiography, neurological and psychoanalytic thinking, memory has now become a basic aspect of everyday life. It became a kind of quantifiable data, a measure and even an indicator of someone’s social status. There is a “memory” fetish, as if it were a “thing”: how much memory does your computer have? And your camera? And your cell phone? All that? Only that?... Memories are bought, memories are transferred, memories are erased and get lost.

			Curiously, discursive inflation corresponds to a methodological emptiness when dealing with cultural products created with the means to which such memories relate: digital media. We are talking about the memory preservation of cultural goods that not only resists objectification, but often exists contextually, as in the case of net art. It is true that the context always interferes with the understanding of the artwork. However, as Lovejoy observed, the internet creates a totally unprecedented situation in which the relation between content and context is one of permanent exchange:

			 

			On the internet, context is intimately connected to content. The dynamics of the web brings information elements along different routes from different sources which are combined only when the participant activates the screen. Display commands are connected to the structured programmed code of the site, which is made available through a local server connected to a globally reachable territory. [...]. Through means of transferal and transmission, context can also become its content. (Lovejoy 2004, 223).
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			From this perspective, it can be stated that what distinguishes arts on network in relation to other art forms is the fact that, in online environments, context does not interfere exclusively in the reception of the work, but it also models that reception. After all, net art is far more than art created for the internet. It is art that depends on the internet to be done, a sort of creation that deals with different kinds of connection, web browsers, traffic speed, monitor quality, screen resolution, and many other variables that alter the reception. What you see is the result of countless possible combinations between these variables and between distinct programs, operating systems and their customization forms.

			Therefore, this is an art intrinsically linked to enjoyment of/in transit. Works that can only be read while in flow, multiple transmitted between computers and multiple interfaces. From the viewpoint of creation, such conditions imply dealing with an aesthetic of the imponderable and unpredictable, and thinking on programming and publishing strategies that make the work legible, decodable and sensitive. From the point of view of preservation, the same conditions prevent the possibility of maintenance of the work as a whole, given that the context that models them is irretrievable. This kind of work is paradigmatic of media arts and their ephemeral nature, thus, requiring new preservation procedures. Among these procedures, processes of emulation and analogy stand out to the detriment of contiguity and similarity relations (sometimes physical, sometimes imaginary) governing, according to Umberto Eco, our memorization techniques since the medieval mnemonic arts. They operate as follows: “If object x has been in some way imagined to be in contact with object y, or if object x presents any sort of homology with object y, every time object x is evoked, object y will be as well.” (Eco 1988, 254). One need only think of associations as Neptune and nautical arts, or in the image of the jug “containing” the letter J in old textbooks, in which the bases of these memorization techniques mentioned by Eco become clear.

			As we have seen, such techniques rely on a certain stability of the elements that constitute these identity relations. Such stability, however, does not exist in the digital context. In that context, emulation processes appear as more appropriate and consistent methodologies, with the possibility of thinking on the memory preservation of digital culture and, particularly, digital artwork.

			Processes by which behaviors and routines are transferred from one object to another, emulations momentarily correspond to a very common kind of programming in the world of computer games, and start being used in experiments of art media works conservation. Unlike the simulations, which intend to represent a lacking model mimicking an absence, emulations just potentially constitute a presence and only exist during the behaviors transference exercise1.. Curator John Ippolito, one of the mentors of the project Variable Media Initiatives of the Guggenheim Museum in New York, comments on the importance of this practice in the digital artworks preservation scope:

			 

			Storage, the default preservation strategy for museums from the 18th to the 20th centuries, is proving to be of limited value in the 21st. To emulate an artwork, by contrast, is not to store digital files on disk or physical artifacts in a warehouse, but to create a facsimile of them in a totally different medium. An especially promising application of emulation is when new software impersonates old hardware. Under normal circumstances, the software that powered Weinbren’s original The Erl King on a Sony computer in 1982 couldn’t run on a Pentium PC manufactured in 2000. Were a computer programmer to write a Sony emulator for the Pentium, however, viewers could then interact with Weinbren’s video sculpture on a contemporary PC. (Ippolito 2003, 51)

			Other resources that have been used in an attempt to recover the history of media art are procedures based on analogies or migrations between similar equipment. Migration presupposes updating the code of the work. Analogies require reinterpretation exercises in order to recreate the work in new media environments (Williams 2003). Exhibitions such as The Art of Participation: 1950 to Now held at SFMoMA in 2008 (Frieling 2008) and in Brazil in 2013, Crossed Circuits (Van Assche and Alzugaray 2013) at MAM, Waldemar Cordeiro: Exact Fantasy, at Itaú Cultural, and Expoprojeção (Expoprojection) 1973-2013 (Amaral and Cruz 2013) at Sesc Pinheiros, constituted, besides an opportunity to view media art works historically relevant, interesting mounting experiences requiring reinterpretation, emulation and equipment migration procedures.

			These practices can hardly be viewed in “pure” format. There are no “monolithic” cultural artifacts anymore, said Richard Rinehart, director of digital media at the Berkeley Art Museum, stressing that we increasingly need “[...] a layered preservation strategy that admits fragments and traces, emulation software, re-creation, and reassemblage” (Rinehart 2003, 21).

			Good examples of this trend are: Nachrichten (News), 1969, by Hans Haacke, exhibited in The Art of Participation; Cordeiro’s works of computational art exhibited at Itaú Cultural, Moon Is the Oldest Television (1965-1967), by Nam June Paik, exhibited at Crossed Circuits; and all the works done in super-8, slides and analog video – BetaCam, U-matic and VHS – which composed the new assembly Expoprojeção, originally held in 1973.
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			Nachrichten, by Haacke, designed for telex and updated with RSS2. (Really Simple Syndication) technology in 2008, clearly shows what is meant here by migration procedures and media art works reinterpretation. Developed for the exhibition Prospect 69, held in Düsseldorf, the project put into question the public access to information in the context of the Cold War and the division of Germany. For this purpose, all news broadcasted by the German news agency DPA (Deutsche Presse-Agentur) during one day was received at the exhibition site via telex. On the next day, they were printed and then, on the third day, the paper rolls should be marked, dated and stored in acrylic containers (Daniels and Frieling 2004).

			When it was resubmitted ten years later, it faced a production and informational circulation context very distinct and marked by the network distribution. For this reason, it was critically appropriate to a new media environment using RSS and a dot-matrix printer that mechanically reproduced all the news in real time. Instead of bringing out mechanisms of censorship and control as in the first edition, the work gained another outline. The result was “A growing live sculpture emerges from an RSS news feed that spills onto the museum floor, giving form to a constant stream of processed and discarded information” (Anderson 2009).

			A similar procedure to the one used in the work of Haacke was applied to the recovery of Cordeiro’s works of computational art for the retrospective exhibition on the artist held at Itaú Cultural. Not only the restoration of traditional media (in this case paper) was necessary, but the complete reprogramming of computer works, many of which are among the first digital images ever produced, even before the existence of the scanner, such as Retrato de Fabiana (Portrait of Fabiana) of 1970 and A Mulher que não é B. B. (The Woman Who Is Not B.B.) of 1973. Despite the similarity between the recovery strategies of the works of Haacke and Cordeiro, it is important to emphasize that while in the first case reprogramming resulted in a new work with updated technology and concept, in the second the results were closer to the consolidated recovery practices of artistic and cultural heritage.
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			As for works such as Moon Is the Oldest Television, by Paik, created with magnets on cathode ray tubes of television monitors and the set of recovered works for Expoprojeção, the recovery method for the replacement of equipment, scanning and new displays suitability stands out. The loss of original textures and the material culture itself embedded in these works is inherent to this methodology. However, it is offset by the access to the works that otherwise would be lost. 

			It is important to pay attention to the fact that these preservation methods are under development, but it is just as important to realize they are provisional and palliative solutions. Due to the continuous speed of discarding technologies in shorter and shorter periods of time, the solutions provided for now are bound to create the same problems we intend to resolve. The transposition and suitability of works for new equipment or their reprogramming do not result in definitive solutions. Actually, these procedures indicate the need for a continuous updating practice, which, at some point, may also involve a quite distinct result from the work created by the artist in a given historical context.
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			The Temporality of Networks

			In this discussion on the need to rethink memorization formats and conservation/preservation procedures, it is necessary to draw attention to the fact that, nowadays, cultural memory is also an economic issue and a service. Therefore, it should require some sort of ethical code. After all, personal, collective, public and private memories are increasingly mediated by corporate instances. Such instances are related not only to the production of equipment, but also to large repositories of images, texts and audios that are discontinued when they cease to be a convenient marketing niche. One has only to remember the recent case of Geocities, a free web hosting service that was shut down by Yahoo!, taking a great part of the web 1.0 history with it for us to become aware of the problem. It is with no exaggeration that we can say that webartists Olia Lialina and Espenschied called Yahoo!’s action a “digital holocaust” and began their long project One Terabyte of Kilobyte Age (2009). For this project, Lialina and Espenchied downloaded the entire content of Geocities voluntarily recovered by the collective Archive Team and they are not only making its content available on the web again, but they are also creating thematic exhibitions on the archive. The artists situate the importance of these data:

			 

			The free web hosting service Geocities.com was founded as “Beverly Hills Internet” in July 1995 — exactly the time when the web left academia and started to be made by everyone of us. Soon it became one of the most popular and inhabited places of the WWW and stayed that way through the second part of 1990's. In January 1999, on the peak of Dot.com mania, it was bought by Yahoo!.
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			The new millennium proved Geocities to be a bad investment. Having a page on there became a synonym for dilettantism and bad taste. Furthermore, the time of personal home pages was counted, being replaced with profiles on social networks. Ten years later, in April 2009,  Yahoo!  announced that they are going to shut down the service. (Lialina and Espenschied 2009)

			And what would happen if Google decided to do the same thing with YouTube? Or if Facebook went off air and erased all photos and facts entered there in the last ten years? Maybe this imminent disappearance justifies the apocalyptic tone that is suggested in the most basic commands for handling digital editing programs, which invites us to “save” files all the time and not simply store them. The fuss has a certain raison d’être. Networks have no time. A system of permanent urgency prevails on them. The most recent publication is supposedly more relevant than the previous one. Now is what counts. And this now is of an increasing intensity. Try to find that very important comment posted by your friend 30 days ago on Facebook, that photo you “liked” in some remote day of 2012, or that so remarkable event in which you shared a video back in 2008. Don’t even try it. You won’t find them.

			It is true that all data can be tracked. Scandals related to electronic surveillance, such as Prism3., involving the U.S. government and companies such as Google and Facebook, can confirm that. But this is far from meaning we have the right to remember whatever we want, whenever we want, about ourselves. Facebook, the largest current network, does not allow us to access our memory; although, paradoxically, it is the central place where we canalize good part of our personal history and where recent significant facts such as Obama’s first election campaign in 2008, the Arab Spring (2010), and the demonstrations that took place in June in Brazil (2013) were strategically articulated.

			And do not think that its vaunted Social Search will solve the puzzle of “where is that thing I posted” because this is not its job. The current version is still closed for testing and only available in English until the publication of this book, and aims at fostering contextual searches, such as “what songs my friends are listening now”, “restaurants in London where my friends have been”, “people who enjoy cycling and are from my town”. In short, it is a semantic search and not a factual one. Its motto is the present and the relations deduced from someone’s circle of friends, and not retrospective consultation of archival form.

			Not that models of traditional cataloging and retrieval of data are better or the only possible ones. They are historically engendered and answer to forms of power and the political, social and cultural instances that define the conservation criteria, the ways to institutionalize memory locations and what is or is not left to be told as history. It is not a coincidence that the protagonist of one of the most brilliant short stories by Jorge Luis Borges – “The Book of Sand” – picks exactly the National Library for losing the book that tormented him. To put it on a random shelf was like hiding a leaf in a forest. It could never be found again.

			But this human scale restrained by institutions is now shaken by an overdose of document production unprecedented in history. If there is any question about this statement, let us make a comparison between the volumes of data stored in the world’s largest library collection – The Library of Congress of the United States – and the Wayback Machine, an independent service that daily archives web pages4..

			The Wayback Machine contains 3 petabytes of data (equivalent to approximately 700 thousand fully loaded DVDs and this is only part of the 9 petabytes of the Internet Archive as a whole) (Drinehart 2012). If the Library of Congress had their entire collection of books scanned (32 million volumes), they would have 32 terabytes archived, considering 1 megabyte per scanned book (Lesk 2005). The Wayback Machine was created in 1996. The collection of books from the Library of Congress dates from 1815. The Wayback Machine grows 100 terabytes per month, which is almost three times the size of the whole book collection of the Library of Congress in bytes accumulated in almost two centuries.

			These quantitative data, although impressive, do not include the wealth of content posted on social networks. Between the time you opened this page and read these few words, 100 hours of video went on YouTube. This was what happened in 1 minute on the internet in January 2014. In that same time span, around 3,025 photos are posted on Flickr, while another 20 million images are viewed on it, and 3,600 images are shared on Instagram. Facebook is a “planet” of 1.15 billion people, recording an average of 650 million assorted publications in one day. Out of these, 350 million are photos. Out of the 500 million Twitter users, almost 300 million are active, posting an average of 400 million messages every day5..

			Most of these records are related to fleeting events and all social marketing analysts are unanimous in demonstrating that posts with photos are the most popular ones. Many studies show that most part of the shared content refers to the persons themselves. In several studies, psychologists state that there is a direct relation between narcissism, exhibitionist behavior and frequent use of social networks (Mehdizadeh 2010). For Paula Sibilia, from the Department of Media and Cultural Studies at the Fluminense Federal University, the issue is more complex and ambivalent:

			 

			Are we actually suffering from a bout of consented megalomania that is even encouraged? Or, on the contrary, was our planet taken by a sudden wave of extreme humility, exempt from higher ambitions, a modest claim from all of us and from “anyone”? What does this sudden rescue of the small and the ordinary, the everyday and the “common” people imply? It is not easy to understand where this strange conjuncture is going, which, by way of a permanent instigation to personal creativity, eccentricity and constant pursuit of the difference, does not cease to produce disposable copies of the same. (Sibilia 2008, 9, unofficial translation)

			On the other hand, one cannot ignore that there is an essential subversion that lies in these practices. They set an ongoing cannibalization process of the screen from which other aesthetics, and also new protagonists, emerge. Since its beginnings in the 16th century, personal collections in general and images in particular were directly related to instances of class and gender, meaning, above all, a scale of forces being primarily reserved for kings, aristocrats, popes and sacred figures and, then, for politicians and the wealthy bourgeois. Throughout the 20th century, mass communications greatly expanded the radius of whom could become a published image and even likely to be archived, multiplying the quantity and the social and cultural spectrum of imagistic records.

			Nevertheless, until practically the end of the last century, budget constraints “in its wisdom”, wrote Michel Melot, one of the biggest leaders in archival and library science of the world, prevented that institutions literally overflowed. In an article suggestively titled “Archives as a hallucinogenic substance” (1986), he pondered what would happen if every citizen became a collector and curator and we could keep absolutely everything in the name of future historians. We would reach a paradox, he concludes: “History finally produced solely for historians and blocked by themselves, as the surgeon who immobilizes his patient to operate him” (Melot 1986, 14, unofficial translation6.). After all, as we have learned in another short story by Borges (“Funes the Memorious”) thinking is generalizing, not only archiving and adding more and more data.

			In an anthological essay – “A Operação Historiográfica” (The Historiographical Operation) – Michel de Certeau wrote a concise history of historiography and summarized what this operation consists of in a sentence: “In history, everything begins with the act of separating, gathering and turning certain objects that were otherwise distributed into ‘documents’”. 

			However, this separation is always done after the work of the archivist, who is responsible for the selection and organization of documents that will be kept at the expense of those that will be discarded. (Certeau 1982, 81, unofficial translation).

			But given the media avalanche we produce everyday on Facebook and other similar social networks, how to choose what will be stored? And how to deal with the handling difficulties of our own memories deposited there at a mind-blogging speed added by the 55 million photos posted per day on Instagram (a social network of images that is also owned by Facebook)? And what if they were simply deleted by a system error or discontinuance of the product?

			Social networks are not eternal and it is possible that we do not celebrate the twentieth anniversary of Facebook. Other devices will certainly come up. But in the time of corporate ownership of memory, in which the emotional capital of our personal relations – an exaggeration to say “friendships”, right? – flows through the existing channels of Mark Zuckerberg’s empire, it seems urgent to ask: where are the memories we left in Orkut communities (the “old” almighty Google network)? It is time to think about it or it is everyone for themselves.

			 

			History as Experience Design

			Given this relations framework in which the ability to access memory escapes us, it is striking that pop culture is becoming more “intoxicated” by the past. In music, fashion, design, architecture and entertainment, there is a tendency to transform the moment into a monument to the present that did not happen. In an ordinary day of 2012, awards are announced by radio stations for those who take the best photo inspired by the cover of one of the Beatles records. The “newest” remakes of “classics” such as “Can’t Take My Eyes Off You”, original hit of 1967, re-recorded by Diana Ross, Gloria Gaynor, Julio Iglesias and remixed in 1990s by the band Pet Shop Boys, continue to appear. At the same time, the industry resumes production on a small scale of the extinct LPs and, suddenly, as in a flashback, record players reemerge as well, which seemed to have vanished along with the first wave of digital discs (CDs, almost extinct nowadays).
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			There is something disturbing about all this. Especially because it is inserted into a retromaniac atmosphere, punctuated with mp3 players transfigured as cassette tapes, LOMO cameras and filters to “age” photos in Photoshop or Instagram, as if they were images from the 1970s. In accordance with this market, no less than 30 remakes of successful movies are predicted to 2014/2015. Among them, Carrie (Brian De Palma 1976), RoboCop (Paul Verhoeven 1987) and Dirty Dancing (Emile Ardolino 1987). Even Barbarella (Roger Vadim 1968), with an undefined substitute to play diva Jane Fonda’s role, will come back; besides some art films like Seven Samurai (Akira Kurosawa 1954) and The Birds (Alfred Hitchcock 1963). A Star Is Born (immortalized by George Cukor's version with Judy Garland in 1954, but which has already been filmed three times – once before by William A. Wellman in 1937, and then later in 1976 by Frank Pierson) will also revive. To complete, there are promises of a Star Wars sequel.
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			Television series and soap operas are also replayed in “new” versions, such as the North-American Hawaii Five-0 and Dallas, the Mexican Chiquititas and Carrusel, the Brazilian Guerra dos Sexos, Gabriela and O Astro. These are only some of the productions that make a tsunami of former images invading broadcast and cable TV listings at different times and in different places. The phenomenon is global and not restricted to film and television. The legendary rock band Led Zeppelin reunite again and the Beach Boys reappear packaged in a California surfing that was never governed twice by Arnold Schwarzenegger.

			What century are we in? In the 21st, a corner in the past where scooters, milkshakes, banana-splits and mid-century lounge chairs are a sucess among those in pursuit of a nostalgia for a non-lived past. For this purpose, even a pair of jeans that is already torn by the manufacturer is offered. Whoever buys it today may look like they have been wearing it since the 1960s, regardless of being born in the 1990s. Old cars like the VW Beetle that became the New Beetle, Mini Coopers, Fiats 500 and Chrysler PT Cruisers inspired by famous models of the 1930s and even colorful refrigerators consolidate the retro design that is imposed and has loyal followers.

			It is hard to disagree with the British critic Simon Reynolds when he says that, “Instead of being about itself, the 2000s has been about every other previous decade happening all at once [...]” (Reynolds 20127., Pos. 70-9641, unofficial translation). A new era begins: the present that did not happen. In this “new” era everything is “re” (remakes, re-recordings, reissues, revivals) and it is completely for sale. Always accompanied by “new” projects of Formica kitchen cabinets, complete with rock-a-billy hairstyles and affordable fashion for hippies and punks of all races, genders, creeds and nationalities. Is it another conservatism twist disguised as a trend? “The vanguard became rearguard,” says Reynolds. “And instead of innovators, now we have healers archivists,” he says. After all, past has never been so easy to access. It is one click away from our hands (Reynolds 2012, Pos. 161-9641, unofficial translation).

			In this regard, Kenneth Goldsmith, editor and curator of the website Ubuweb, one of the largest online collections of contemporary experimental art and culture, said: 

			 

			The ways in which culture is distributed and archived has become profoundly more intriguing than the cultural artifact itself. What we’ve experienced is an inversion of consumption, one in which we’ve come to engage in a more profound way with the acts of acquisition over that which we are acquiring; we’ve come to prefer the bottles to the wine. (Kenneth Goldsmith, e-mail message to author, March 24, 2012)

			In this context, past becomes an ahistorical time functioning as an object of easy consumption, emptied of any association with the present or the future. If before products sold promises of the future, noted the American critic T. J. Clark, today they exist “to invent a history, a lost time of intimacy and stability, that everyone asserts to remember, but that no one had”. Clark identifies this need to invent a past with a time crisis marked by the “attempt to expel the banalities of the present from consciousness”. This would allow the time we are living in “a separate shape, which can be waived”. The countless amount of videos and photos that we produce and never unload, says Clark, become intentionally invisible: “they are the experience that all of us would like to pretend we never had”. In times of such vertiginous acceleration of everyday life, it seems that the only alternative is “to create another present to take the place of the one that was expelled” (Clark 2007, 322-323, emphasis by the author, unofficial translation).

			Therefore, it is not an empty present, but a refusal of the historical time flow. Umberto Eco has shown in Viagem na Irrealidade Cotidiana (Faith in Fakes: Travels in Hyperreality) that this kind of move also paves “a philosophy of immortality as duplication”. As if we could not live with the past and it was only possible to copy it, and not to preserve its memory. This fosters a thematic approach to institutions and spaces for living that consolidate the permanent staging of the past in the form of architecture (Eco 1984, 12-18) and approximate museums and spaces for easy entertaining.

			The experience design legitimizes and meets this demand, which is not without motivation of economic order. At a stage of capitalism increasingly dominated by similar services, producers of services seek to break with standardized environments, betting on theming in order to differentiate one service from another. The result is the dissemination of the “Las Vegas spirit” in uncharted waters. It is possible, for example, to go to Paris and, besides visiting the Louvre, transport oneself, as if by magic, to the enchanted kingdom of Walt Disney without leaving the Old Continent. One simply has to choose a hotel, as the Cheyenne, and they will already be in the “legendary Old West” of the U.S.A., in spite of being in Europe in the 21st century. If one does not feel like it, they can choose Santa Fe, which promises “the colorful atmosphere of Route 66” as the advert displays (Bryman 2007).

			It would be a huge mistake to think that this approach is restricted to the sphere of the commerce and tourism industry. It infects other circuits such as museums. Exhibitions designed to break box office records, even if they have to appeal to the showbiz contents, strategies typical of amusement parks and major investments in “special effects” respond to this logic. Reflecting on the impasses of museums in contemporary times, Hans Belting calls attention to this issue and states:

			 

			The rituals of art cult, whose motives we have been unsure about for a long time, gain both more weight and the audience is formed by insiders. They surprise the audience with effects that suffocate the questions on an individual work from the beginning. The pleasure of an exhibition replaces the uncertain pleasure of the exhibited objects. The new and aggressive exhibition form reacts to the curiosity of a wider audience seeking for exquisite entertainment in their spare time, since it is becoming less and less offered by the media. Previously, people went to museums to see something that our grandparents had always seen in that place; nowadays, people go to museums to see something that could have never been seen before. (Belting 2006, 140, unofficial translation)

			From there, a sterilization process of history emerges, simultaneously refused by the elaboration of the present and by the projection of the future. On the one hand, the present is forged with a time haunted by the fake and the vintage, in which the past only fulfills the function of supplying a fun cover to the now. On the other hand, we have a future that functions as parenthesis, a suspended bubble intentionally impossible to be connected to the experience. In this curious temporality, everything can be recovered and reconstituted: animated GIFs – animation technology from the early stages of the internet – passing through art films and blockbusters, the aesthetics of VHS and popular games of the 1980s, such as those made for the Atari platform. Everything can also become a special effects exhibition. Nothing is surprising. After all, “the stage in which current exhibition techniques are tested is inherent to a theater that was imposed today in the architecture of the museum as a successful competitor of a concert hall” (Belting 2006, 139, unofficial translation). Between disposable products and masterpieces that are created in this bipolarized context, the question remains: what will we remember in the future if our present is pure staged “re”production of the past and the past is an alien element to our visions of the future?

			Not to yield to a catastrophic hypothesis of the end of the possibility of thinking about history and particularly about culture and digital art, and to go beyond the pressures of market disposability and the economy of planned obsolescence, I believe it is better to opt for a reflection around the new meanings of memory and memorization technology nowadays.

			The irrevocable process of culture digitization demands the elaboration of a critical and specialized repertoire, with appropriate terminology and methods to handle the works produced and designed for digital media, and also the incalculable mass of data and memories that vanish between cards and USBs, and flow, accumulated and lost, in collective and personal archives on the internet. This operation necessarily involves the experience design criticism (being it retro or futuristic) and its understanding as a possible compensatory element for the more than absolute present of networks and our difficulty to preserve and access the memory of our recent past.
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			Footnotes

			 

			
				
					1	Interestingly, both in name and function, the processes of emulation retake a common practice within the Humanism scope of the 16th century, the aemulatio, a form of exegesis and interpretation of texts. It operated out of a relationship of similarity “free from the law of place”, acting as a sequence of duplicate mirrors within which things could imitate each other without getting linked or without being close. (Foucault 1992, 35-37)

				

				
					2	RSS is a digital writing format that allows, by way of specific reading programs, to automatically aggregate content on a particular topic for later reading without demanding direct access to each of the consulted sources.

				

				
					3	Prism is the name of the electronic surveillance system of the National Security Agency (NSA). It enables monitoring and retrieving information from phone calls, e-mails, Facebook posts, files stored on Google Drive, Skype conversations, and a multitude of ordinary online activities. The system came to light after denounces from former systems analyst Edward Snowden to the British newspaper The Guardian in June 2013.

				

				
					4	The Internet Archive (http://archive.org/) is an independent organization that daily archives web pages. Being multimedia, the archive is also an open repository of software, images and audios.

				

				
					5	Statistical data, when made available, was collected from the official webpages of the mentioned companies and from systematic researches on the subject (Ajmera 2013). The access addresses are available in the references of this chapter.

				

				
					6	L’Histoire enfin produit pour le seul intérêt des historiens, et pour eux-mêmes bloquée, comme le chirurgien immobilise son patient pour pouvoir opérer.

				

				
					7	The reference above and the subsequent ones on this work mention an electronic edition for Kindle. This kind of edition does not carry page numbers, but the position of the selected text in the set.
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			In November 2009, Umberto Eco gave a series of lectures at the Louvre Museum where he addressed the list – or the catalog of objects, words, ideas, etc. – as a means of expression and representation of the world and of knowledge. The publication of the resulting texts came, in the words of the author himself, “following the previous two: Storia della bellezza and Storia della bruttezza” (Eco 2009, Prefazione, unofficial translation). Just like the two volumes mentioned by the author, Vertigine della lista seems to have operated a reassessment of Western culture, in which knowledge was constructed between Art, Science, History and Literature – and therefore, necessarily, between fiction and reality. These dimensions, as suggested in the final list of works of literature and art cited by the author, were chiefly represented by places of memory: museums, archives and libraries engendered by the experience of the Modern Era, which has displacement as a given background, and which seems to have made use of these “safe harbors” to anchor our references and give us a north. In the past two decades, in which we entered the 21st century, this situation has undergone overwhelming transformations, outgrowth of the great technological advances that allow us to create an entirely virtual world nowadays. If, at the beginning of the internet era, this virtual environment even challenged major physical repositories where Western material culture accumulated, now it seems that we live in a diametrically opposite moment: we give major weight and are conscious of our relationship with objects and material culture, and the obsolescence that marked the development of digital tools requires us to be even more careful with our digital repositories. These, in turn, initially designed almost as a mirror of our physical collections, became a collection itself, and constantly put into question their existence and preservation.

			That said, I would like to deal with only one aspect to consider when confronted with this new context, which is directly related to the idea of the list: cataloging within the art museum as historicized documentation on the works. The emphasis on the term historicized comes from the fact that this procedure has been understood as purely technical for a long time, in which the minimum information – and more “permanent” – about a work of art were recorded in a catalog card, now replaced by its digital format, i.e., the cataloging database. Besides the “technical” data of the works in a collection, such platforms also incorporate the activity flows inside the museum, recording its movements, conditions and treatments in a complex information network. This reflection was only possible, in the first place, from the curatorial work with a real, physical collection1.. And certainly the questions that were asked before it only existed because, first of all, there were artistic practices that challenged the ways in which the art museum was formed as a place of memory of art and artists. I am talking about the Museum of Contemporary Art of the University of São Paulo (MAC-USP) and the project of critical review of the general cataloging of its collection.

			In 2008, we started a research project whose main goal was, first, to reassess the cataloging procedures of the MAC-USP collection and allow the updating of its database in order to edit a new version of the general catalog of the museum’s collection. Throughout its existence, the museum had at least three occasions to document its collection. Its first general catalog was published in 1973, and according to its organizer and then museum director Walter Zanini, it resulted in a first inventory of the collection, and not in a catalogue raisonné2. kind. The second publication on the museum’s collection organized by Aracy Amaral (1988), then director of the museum, tried to inventory works incorporated until 1986-1987, as well as to reflect on the major works of the collection in a series of entries written in collaboration with several researchers and authors. The last general catalog of the MAC-USP collection organized by Ana Mae Barbosa (1992) benefited largely from the first cataloging revision of the museum’s collection, done as from 1985, with the establishment of the Registrar's section. It followed the inventory or list model – just as the 1973 catalog – with the difference of not separating the national from the international collection, as the two previous publications. The constitution of the Registrar's section of MAC-USP was crucial to effectively allowing the first cataloging revision, to the extent that it organized the primary documentation directly linked to the works and artists in the collection3.. Until then, the catalog cards used by the museum were inherited from the former Museum of Modern Art of São Paulo (MAM-SP), probably produced at the time of the transference of its collections to USP and which served as a model for the first MAC-USP paper cards4.. Seventeen years later, given the fact that relevant sets of the collection had never been cataloged, it seemed essential to think of the updated publication of the general catalog of the museum’s collection. The end of the process, which previously anticipated the publication of the paper catalog was revised, and shall result in an online consultation tool on the homepage of the museum. 

			But the documentation virtual tools of the MAC-USP collection are not new. The structuring process of the Registrar's section and the cataloguing review that began in 1985 was accompanied by an initial database project of collection management structured in a Dbase platform (from 1988)5.. This happened at the same time that the infrastructure of computers in Brazilian universities appeared, and when a specialized computer technology center was formed at USP6.. In the 1990s, there was a migration to an Access database. We also note that, since the 2000s, Brazilian cultural institutions have been using this tool to set up their cataloging and collection management databases, as evidenced by the diagnosis made for the workshop Cataloging Database held on November 18, 2011, at the Paulista Museum, on the occasion of the II International Seminar Museum Archives and Research (Magalhães et al., 2011). MAC-USP operates with this database up to the present, only updating the versions of Access without a searching interface. It will be replaced by a tool that is in the process of being acquired from an international supplier that works to various European museums7..

			A critical approach to the cataloging of MAC-USP collections had to start first of all from the fact that they were formed in a very particular moment in the history of art – not only in Brazil, but internationally. The museum’s modern art collection had been gathered in the context of the institutionalization of modernist practices with the creation of modern art museums in the whole world in the immediate post-World War II. Its collection was also constituted as contemporary practices were developed and an international debate on its incorporation by institutions that also were exclusively dedicated to them begun, that is to say, contemporary art museums. Taking the characteristics of its collections into consideration, MAC-USP is a modern and contemporary art museum. This means in principle that what we take as a criterion for describing its collections is necessarily two-sided. More than that, they are often confronted to the extent of annulling each other. It is not only about incorporating new description terms that deal with contemporary practices, for example, but reformatting fields, renaming them, revisiting apparently consolidated technical and authorship notions, or even reflecting on the items to be prioritized in the information presentation. This means that contemporary practices are not solely the problem of cataloging: they made us pose new problems for the past. In other words, because of them and because of the questions they raise, we found ourselves engaged in elaborating new criteria and methodologies for the documentation, conservation and cataloging of non-contemporary collections. 

			Let us take two examples from the museum’s collection: Duke Size (1946), by Kurt Schwitters, and Saint of the Inner Light (1921), by Paul Klee. Schwitters’ work is described as “paper and cardboard scraps on paper” in the “technique” field of its catalogue card. The field seeks to describe the physical elements that compose Duke Size, which is important from the point of view of conservation work. However, there is a conceptual dimension in the understanding of “technique” regarding the way in which the artist makes use of the material elements of the work and its break with traditional practices. Thus, the term “collage” certainly comes to mind. By consulting the artist’s archive at the Sprengel Museum in Hannover, we found out that the term used in the “technique” field of the catalogue card of similar works is “collage”, with an additional field with description of “type” immediately underneath, that designates them as “Merz–Zeichnung” (literally, “Merz-drawing”) 8.. 

			Now, Saint of the Inner Light by Paul Klee is a lithograph originally published in an album of graphic artists of the Bauhaus (when Klee was a teacher there) in 1921, with a printrun of one hundred copies – information that does not appear anywhere in our catalogue card, hence, losing its context of production9..

			The idea of context is essential to reflect on documentation practices in art museums today. It seems it was clear for artistic and research practices when we consider work methodologies and art history theories as scholarly disciplines. For the art historian, it was clearly essential to understand the context of production of his/her object of study – the artwork. However, its materiality, its physical aspects seem to have been regarded as permanent elements of the work for a long time, and its description was neutral to the extent that it could not substantially change its interpretation. But the description is never neutral, since the designation of what is described necessarily implies conceptualization. If we compare modes of information processing and documentation of modern art collections with the procedures adopted for contemporary art collections, we shall see that the transition from technical to process is crucial in the understanding we have of such objects. On the other hand, modern art documentation practices seem to have crystallized notions coming from the artistic tradition, which, in turn, seem to have erased the inherent procedural dimension not only to modernist practices, but to itself. Hence, in the Klee example, it was always the interpretation of the image fixed on the lithograph that operated, but it literally appeared detached from its matter and from its reproducible dimension. The treatment of a modern or classic artwork from the archival viewpoint, if we can say so, allows us to reconstruct its context and its various reception and interpretation historical layers. Nowadays, and in the direction the art history research has been taking, at least two new aspects are added to the context of the work: its provenance and its exhibition history. Furthermore, taking the Klee example into consideration, its provenance indicates that the work was received at the former MAM of São Paulo by means of a donor/collector; in its exhibition history, one of the copies of the lithograph was presented in the exhibition Entartete Kunst in Munich in 1937. These data allow analyzing its circulation, its exhibition to the public and to the critics, and therefore its reception and its relevance in the discourse that was constructed for modern art history. Again, these are not just “data” of the work, but they lead us to reflect on the aspects that we highlight in the full production of an artist: works eventually become emblematic of their practice, thus forming a constellation through which we access the entire set of his/her work.

			Other apparently fixed catalogue card data seem to have consolidated from a certain understanding of the artistic object in the art history discourse, such as the idea of artist, type (painting, sculpture, printmaking), style and/or school and artist’s nationality. Regarding these aspects, modern art cataloging, for example, reaffirms notions arising from a Romantic tradition, if we can say so: behind the idea of authorship is obviously the notion of a singular, solitary creative genius; painting, sculpture and other media practices also shift from materiality and procedures, and are regarded in order to affirm the idea of a Romantic genius; and the school and birthplace of the artist, in this scenario, link him/her to his/her territory, crystallizing the moment of consolidation of nation states. Even recent modernist collections databases continue to reproduce these formulas.

			It would be worthwhile to rethink the artistic collections documentation and cataloging processes (of any period) in the light of the development of these practices and of the consolidating history of agencies and regulatory organs that emerged in the second half of the 20th century, according to its political dimension. Let us get back to the list as interpreted by Umberto Eco. What Eco calls “practical list” is the one that shapes the inventory owned by an individual, the protected book (also linked to the notion of heritage), which is the most common kind of document for the cataloging of collections in the Modern Era. Ultimately, the practical list had to do with the territories colonization processes, the affirmation of nation states and national identities, until large repositories were created for that. The transformation of the protected book or the inventory in catalog card is a quite recent phenomenon that may be linked to a very precise moment in the history of the 20th century (the World War II), which has led to the creation of the United Nations (UN), with its cultural branch, UNESCO, and at least two ramifications that specialized in that moment: the International Association of Art Critics (AICA) and the International Council of Museums (ICOM)10.. Provenance studies are quite revealing of the level of expertise for documentation of artistic collections, for example. They were born alongside the lawsuits of crimes against humanity, which had its highest expression in the Nuremberg trials, and they counted on an absolutely impressive documentary arsenal. What the Nazis failed to destroy before being defeated by the Allies, reveals an obsessive practice in documenting cultural collections, which sometimes allowed to trace the history of entire collections11.. The highly specialized cataloging of artistic collections must be seen as a phenomenon of such historical events, which displaced an absurd number of artworks and cultural property, and implied the safeguarding of great heritage of the European territory during the World War II12..

			From the “practical list” (in the words of Eco) to the catalogue card (coming from processes for restitution of cultural goods), there was a significant change in the way of describing artworks. The second model, effective until today, already appears with a concern for the context, unlike the list, which always aims at a universalizing and totalizing vision of the world. The latest achievements in the field of information technology allow us to represent the context of a work – when working with a notion of content network, and not data anymore. Therefore, we can reevaluate the cataloging procedures for non-contemporary collections in order to give them context. Considering this as the most important aspect in the description of artistic objects, we do not have the commitment to the completion of cataloging anymore, which is itself a process, a literal and conceptual work in progress, expressing the idea of unfinished knowledge.

			I would also like to contrast the images of the list and of the constellation, and I will use as an example one of the authors that perhaps has reflected the most on the role of art and literature in knowledge construction throughout the 20th century, Georges Perec. His novel La Vie mode d’emploi has the fixed structure of a building chaining small narratives that develop overtime and are linked simply by happening at the same place (Perec 1978). Thus, Perec’s writing is like the architectural structure of an ordinary building in Paris, which houses the most diverse residents/characters in the most diverse times that change as their lives pass there. In some occasions, the author appeals to the lists (Perec 1978, 56), but they appear within the narrative cells he creates to describe places, characters and times. Ultimately, he proceeds to cataloging as a literary genre, mixing fiction and reality. A fundamental point in basting these micronarratives is chance or circumstance, sometimes decisive to the course they take. It is impossible not to think that the image that Perec builds is very close to the internet interface.

			Finally, let us also remember that Perec, in addition to being a writer and essayist, worked as an archivist and registrar at the Neurophysiological Research Laboratory of the Centre National de la Recherche Scientifique (CNRS) in Paris for years. Besides La Vie mode d᾿emploi, he wrote the novel Les Choses (1965), which certainly deals with the problems of the society of spectacle and consumption, but also with the accumulation and listing of things. Art and its system – of which the museum takes part – were, in the same years of Les Choses and La Vie mode d᾿emploi, respectively central characters in two of his other works: Le Condotière (written in the late 1950s and early 1960s, but only published posthumously) and the short story “Un Cabinet d’amateur” (1979). In both cases, farce was the turning point of the work and of the idea of collection, fiction turned into reality. Behind the forger and the false collector/painter was the catalog and the document. Nothing is more illustrative than the “practical list” that turns into “poetic list”, as Eco suggests. Perec is one of his examples, of course, and he could serve as an image to face the problem of art systematization.
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			Footnotes

			 

			
				
					1	Here it is understood that curating a collection goes through several stages of the pathway of the artwork inside the museum: acquisition, documentation, conservation, research and exhibition.

				

				
					2	“The Museum of Contemporary Art of the University of São Paulo edited this first catalog with the basic technical references of the works from its collections and obviously intended to serve as an element of support to the publication of other ones, of the raisonné kind, partial or complete” (Zanini 1973, 5, emphasis added). Also, take note of the fact that Zanini refers to the collection of MAC-USP as “collections”, in the plural, which reflected the reality of the origin process of the museum at the University.

				

				
					3	The documentation of the Registrar's section of MAC-USP is organized in folders, by artists. Its interaction with the documentation archive of the museum, which was created only in 1996, is of utmost importance and points to a restructuring of these two instances in one, functioning as a documentation and cataloging center. See Smit 2010.

				

				
					4	For an overview of the history of the transfer of the collection from the former MAM to USP in 1962-1963, as well as a relevant historiography, see Magalhães 2012.

				

				
					5	Project coordinated by Aida Cordeiro, with assistance from Maria Cristina Cabral, later responsible for the migration of the platform Dbase to Access.

				

				
					6	Electronic Computing Center (CCE-USP), which was dissolved last year and integrated into a larger body linked to the Dean's office of the university, the STI (Information Technology Center). The most ambitious project of this department and its reorganization are directly linked to the implementation of the USP Cloud.

				

				
					7	It is the MuseumPlus by the Swiss Zetcom, which, besides the database structure, seems to make use of Boolean consultation. See <http://www.zetcom.com/products/collection-management-software-museumplus/>. In Brazil, we have only one initiative that is committed to being a common platform used by various institutions: Donato. Developed from 1993 by the documentation department team of the National Museum of Fine Arts in Rio de Janeiro, it operates in MySQL. With the creation of the Brazilian Institute of Museums (IBRAM, agency of the Ministry of Culture) in 2010, there is a discussion for its updating and for it to be used as a single database for all Brazilian museums.

				

				
					8	The terminology was created by the artist himself from the “Merzbilder” to describe his works from 1916-1917 onwards. In inventorying and cataloging process of Schwitters’ work, carried out by his son Ernst Schwitters from the 1950s onwards, and subsequent donation of his archives and estate to the museum in Hanover, it was decided to maintain the original reference. Particularly in the case of the work belonging to MAC-USP, that this is not mentioned in the catalog card is at the very least intriguing, since our “Merz-Zeichnung” was acquired for the collection of the former MAM of São Paulo during its exhibition in the Schwitters retrospective as German National Representation at the 6th Bienal de São Paulo, in 1961 – when his work was in full recovery and the German commissioner, Werner Schmalenbach, began the general cataloging of the artist’s work. See also the modes of description of Schwitters’ similar works in collections such as of the MoMA in New York. A “Merz-Zeichnung”, or collage, by Schwitters is technically described as “Cut-and-pasted colored and printed papers on paper with cardstock border”. Such a description serves the suitability of Schwitters’ works in the category “prints and drawings”, which in Portuguese – from the model of the former MAM of São Paulo and award categories in the Bienal de São Paulo and La Biennale di Venezia – would be simply called gravura (print). See <www.moma.org>, Kurt Schwitters.

				

				
					9	The lithograph was originally published in Neue Europäische Graphik, 1. Mappe: Meister des Staatlichen Bauhauses in Weimar, 1921. MoMA, which has a copy of the same plate, chose to add this information to the title of the work and technically described simply as “lithograph” (See <www.moma.org>, Paul Klee). But if we think of the recent discussions on cataloging publications of contemporary artists, we would also have to review the modernist cases. The use of publishing albums of prints is quite common in the modernist period, and it also served as dissemination of new artistic practices and circulation of works. Also in the MAC-USP collection, there is the case of Mother (1916), by Karl Schmidt-Rottluff, published in Zehn Holzschnitte von Schmidt-Rottluff in a printrun of 75 copies in 1919.
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Moon Is the Oldest Television ( 1967), by Nam June Paik, belongs to the collection of
the Centre Pompidou in France. The work was developed with cathode-ray tube monitors
and is currently exhibited with DVDs and flat screen monitors.
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Screens of the extinct Geodties
collection, a portal where much of the
history of web 1.0 was written. The
screens were recovered and stored by
the project One Terabyte of Kilobyte Age
(2009), by Olia Liaina and Espenschied.






OEBPS/Images/FT-Image-6.png





OEBPS/Images/FT-Image-26.png
It could be the 1950s, 1960s or even the 1940s. But it is not. A real nostalgic fever invades
the consumer goods industry from household appliances to automobiles.
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View of the second edition

013) of Expoprojecao show,
originally conceived by curator
| Aracy Amaral in the 1970s, in
which super 8 films and slides
were digitalized and presented
in other media.
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Still frame from the
video documentation
of Erl King, by
Grahame Weinbren,
one of the first works
of interactive cinema
held at the Whitney
Museum Biennial

in 1987.

redi: Reproduction






OEBPS/Images/FT-Image-18.png
POSSIBLE
FUTURES

art, museums and digital archives

editors
Giselle Beiguelman
Ana Gongalves Magalhaes

<

-

Itau Iedusp e A
RFAPESP cultural — Peiropolis





OEBPS/Images/FT-Image-25.png
Retromania transforms MP3 players into cassette tapes, computer keyboards into old
typewriters. It retrieves the analogic LOMO camera and resurrects the late Rollerflex on cell
phone cases.
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