Performing the Archive: the Future of the Past

[draft of the talk by Paul Clarke for Inside Movement Knowledge ‘meeting on dance reconstruction’ 31 October 2009]

What I say will draw on the Great Western research project, Performing the Archive: the Future of the Past, which is hosted by the University of Bristol’s Live Art Archives and Arnolfini Live’s archives, partnered with Exeter University Department of Drama. The following observations will interrogate the discreteness of documents and the performance events that are their objects; questioning the distinction between acts of performance, documenting, and re-using documents. The document, which both holds the past and future of events, functions as an anti-disciplinary object: it questions Performance as a proper disciplinary object of study and as distinct from other visual and media art forms. I will stage a play of oppositions between live events and archival objects, in order to entertain shared ontologies. Although the examples I’ll use are drawn from Performance Art or Live Art, I hope they’ll be applicable to this discussion around the documentation, preservation and reconstruction of dance and movement.   

In Performance Studies – and likewise in Dance Studies - there is a disciplinary anxiety, around disappearing legacies. As the innovative and oppositional practitioners who founded the scene become older, a move towards reconciliation is taking place, in the historically antagonistic relationship between documentary recording and live work. Diverse performance archives are proliferating.

· Show Live Art archive image & Arnolfini Archive (2 & 3)
As Adrian Heathfield pointed out recently in ‘The Impress of Time’, performance has tended to be ascribed ‘a singular temporality: that of the event’, with a start and end in the same space and time, the unique present of the originary and unmediated encounter that does not endure through the traces it leaves or echo between times. Performance’s origins have been ontologically founded on disappearance and ephemerality as vanishing.

Rebecca Schneider (2001) has disputed this ontology by proposing that ‘performance remains’ (100). 

So, How does performance remain? 

A Constellation of Performance Residues, a Network of Relations Between Bodies and Objects, which Remains Live:

· As performance photographs [slide]

For Schneider and Philip Auslander, the photograph or document, which appears to survive the “live” and stand-in as evidence of what was there but is no longer, can be re-thought as performative, it does something, carries something of the work's affects. The document that is not separated-out or exiled from the event is a performance of duration. What if performance is both immediate and includes its mediated traces, which are more durable, but eventually tend towards disappearance; decaying, deteriorating and fading. 

As viewers of performance photographs – like those that I will show - you “attend to the event” and take each document’s invitation to collaborate, charged with ‘mak[ing] it a performance’ (Schneider 2007) again; you extend the work to the present, unframing it and reframing some resemblance in your imagination. These virtual versions are not the performance itself, but subjective instances of its reproduction, scored by its documents.

Each apparently discrete documentary object acts as a mnemonic for the past and an inspiration for the future, around which a multiplicity of subjective recollections, imaginings and heterogeneous interpretations gather. It is important to ask whether performance residues act as memory-objects, carrying traces of the actual events that produced them. Do they make feelings present that reproduce those affected by past work, or is what they do differentiated and detached? Do they produce their own affects? Do documents disseminate the practical knowledge held by performances between times and generations? Or are these put away elsewhere?

[slide & slide]

· Show Manuel Vason image of Kira’s legs
Marks ‘right on the so-called body proper’ (Derrida, 8); In her practices of cutting Kira O'Reilly has used her body as canvas and blood as a material. Each cut a new print pressed with a scalpel, commemorates the last and makes its own impression. 
Her skin as live document has literally recorded her past performances, which are inscribed there. Acts of cutting sign her surface as a living art object, which she reproduces in each event, as both subject to the work and agent of it. Her epidermis becomes the carrier of recordings of her works, held on this organ that is both part of her body and her exterior. Scores from her performances remain as 'now fading scars' (O'Reilly 2000:120), retained but disappearing - perhaps in need of restoration. A network of minor wounds have layered-up on O'Reilly's body, traces of past works visibly filtering into subsequent events, remarking on the continuity of these signature practices and the passing of time. This palimpsest of ephemeral indices resembles the Mystic Writing Pad, Freud’s model for memory. 

[Slide, slide]

· Show images of bagged brandy glasses

Thing-events: Artefacts and Ephemera; produced or transformed through the process of performance, objects or props used. These might serve a mnemonic function, triggering memories to be imagined, or act as "utopian traces" demanding multiple re-uses, both actually and virtually. How does the performance appear, which you re-enact in your minds, spurred on by these images or aftereffects? What new works might Kira or other emerging artists make, inspired by these photos as generative scores?

O’Reilly’s text about the event Unknowing (from 2000), is titled 'Unknowing (remains)'.

· Show dried blood in base of glass

The objects, ‘glasses and table cloth’, continue with the event at a slower speed. After three months 'the blood has dried and cracked on them', though they still 'smell slightly of brandy'.

· Show blood print on tablecloth

O’Reilly's real bleeding produces representational effects; the tablecloth is marked with blood like an illustration. As it happens, the images produced on the bloodied cloth provide evidence that the event has really happened. The blood remembers it as it disappears. O’Reilly's presence is divided and displaced between her live body and the trace from her body she leaves. Over time - and its passing is marked - she is becoming absent.

The method of producing the image shown in this photograph resembles that of photography: in photography the light bouncing off the body before the camera is imprinted on the negative. Likewise the graphic index left on the tablecloth is caused by contact with the event; blood is directly printed onto it by the performer’s body, which was there.

If the trace is part of the performance work, a performance product rather than a dislocated supplement, does the work go on? The document (whether photograph or blood print) has its origin in the event of the work, is produced by and of performance as its material. Where and when does the outside of a live artwork commence, how is it circumscribed and are archival objects exterior to this?

Body as memory [slide]; Practical memories are held embodied in performers and spectators, passed-on experientially through tactile, body-to-body encounters. A resource of bodily know-how is accumulated and transmitted through performance, spectatorship, pedagogical workshops and instances of collaborative exchange.
In The Archive and the Repertoire, Diana Taylor (2007) proposes 'taking performance seriously as a system of learning, storing, and transmitting knowledge' (16); imprinted in what Pierre Bourdieu (1977) calls the “body as memory”, kept in and by the knower, not put in another exterior place or excised from the body of performance practices. This knowledge is learnt by copying and recitation, distributed in-and-through iterative practice. Taylor questions the opposition between 'the archive of supposedly enduring materials (texts, documents, buildings, bones)' (19) and the ‘so-called ephemeral repertoire of embodied practice/knowledge (i.e. spoken language, dance, sports, ritual)'.
[Slide, slide]

· Richard Layzell Image 

In performance as archive: kept in repertoire;  We’ve conducted a Performing the Archive Case Study with the artist Richard Layzell. This aims to enhance the usefulness of an existing performance document for future users of the Live Art Archives. I Never Done Enough Weird Stuff, was itself an archival performance, in which Layzell screened previous video works and documentation of performance interventions, in a new composition, re-performing and transforming gestures from past works alongside their video recordings – it was a performance-as-archive, a live remediation. In the show, he says, that it is both ‘the National Review and a personal review’. I’ll come back to this later. Similarly, Alastair MacLennan repeatedly reconfigures earlier “actuations” and objects, iteratively reciting them in later compositions and thus defining his oeuvre. [You can see why this needs enhancing].
Philip Auslander (2006) cites Walter Benjamin to propose that the ontology of performance may be equated with that of photography: ‘from a photographic negative […] one can make any number of prints; to ask for the “authentic” print’ or first impression ‘makes no sense’ (33). As Rebecca Schneider (2001) states, historically archives and museums have wanted to hold the original copy, which is rendered impossible in the case of performance. She suggests that, in repertory theatre and traditional folk, performance ‘begins again and again […] differently, via itself as repetition' (107); each event the same and different from the last variation, like photocopies of photocopies. Living folk events – unlike preserved or invented fakelore - remain authentic through ongoing change, rather than remaining the same. As in social or cultural rituals, the intangible heritage of the field of performance is customarily maintained and adapted, through generations. As we see taking place here, in this intergenerational programme. 

[Slide, slide]

· Image of Abramovic

Re-enactment, revival, reuse and reinterpretation; In Seven Easy Pieces (Guggenheim, 2005) Marina Abramovic recreates already-canonical performance art events, including Joseph Beuys’ How to Explain Pictures to a Dead Hare (1965), played cross-gender. Jessica Santone (2008) proposes that these re-performances act as performative documents of the past works she cites. Although no duplicate event or restored act will be the same, you could go further to ask whether this is an appropriate preservation strategy, enabling work to circulate within its context of origin again, as performance and through encounters with a new generation of spectators. To apply Rebecca Schneider’s (2001) analysis of what takes place in battle re-enactment, although she cannot claim to be the original performer, Abramovic’s body in this re-enactment becomes a kind of archive, one of the remains of an art-historical event and a host to cultural memory. Live experiences take place between these enactments and the audience present, which are as immediate and as mediated as those produced by the “originals”, which were also referential. We can think also of the Whitechapel’s ‘History of Performance’ series of reconstructions, and André Lepecki’s “re-doing” of Allan Kaprow’s 18 Happenings in 6 Parts. 

[Lilibeth image] In a culture of remixing, open source, peer-to-peer, Creative Commons and copyleft there has been a significant generational turn towards what Lilibeth Cuenca called practices of ‘recycling and sampling remains’. Lilibeth’s work can be read as an embodied historiography, a critical re-performance, rather than a rewriting of art history. Scripted into different time-based sequences, various art-historical stories are told by each re-composition of extracts in her Women on Painting series. In Never Mind the Pollock, Ana Mendieta encounters Yayoi Kusama, superimposed with a contemporary form of cultural expression, pop music performance. [Next Lilibeth image] In ‘A Void’ a sequence of 13 recreations of painting acts were curated and redone by the artist, the indices or traces of which are overlaid and build-up cumulatively in the gallery, like a palimpsest. This included a revision of Yves Klein’s Anthropometries, played across gender. [Next Lilibeth image] Different artists’ signatures are channelled through Lilibeth as past works are quoted and recontextualised in a live archival assemblage. Different times and cultural contexts might touch or be folded together and different agencies meet and collaborate. These performances-as-archives re-do documents, using the texts and images that remain as scores. Remediations of documents through performance.

I’ll touch on one further contemporary example: [image, image] Ian Forsythe and Jane Pollard’s "Walking After Acconci (Redirected Approaches)" up-dates, re-contextualises and re-mediates Vito Acconci’s "Walk Over (Indirect Approaches)", with Plan B, a young grime MC from east London playing Acconci. This unfaithful reconstruction superimposes two eras and quotes two forms of cultural expression; performance art to camera and pop video. [image] They’ve since made a response, a further revison or transfer, with female MC, Miss Oddkidd rapping her cross-gender version of Acconci’s text, "Walking Over Acconci (Misdirected Reproaches)".
Are these re-enactments of performances that have gone before, or enactments of documents? Do they carry some memory of the events that produced the documents they use? In Abramovic’ case Rebecca Schneider pointed towards the events being staged from the documents in order to document again for the future. Redocumentment. 

Is there a significant difference between these re-enactments and doing instruction-based artworks again, following scores that have been published and distributed? [image, image, image] My own work with The Performance Re-enactment Society at Arnolfini, Bristol recently included a montage of acts with paintings, after Yoko Ono’s Grapefruit collection, with public participants and landscapes purchased from e-bay. These enactments were part of The Cover of a Book Is the Beginning of a Journey, an exhibition of bookworks you do, rather than read. These actions were re-done here last night, as part of a longer series.

[Slide, slide]

· Show Alastair image, with kids.
So, how else does performance remain:

In the collective memories of those present at the event; 
Does Arnolfini’s audience, as a social body, house a cultural memory of works witnessed there – a fleshy archive of ‘invisible inscriptions’ (de Certeau 1984:87), held between them and supplementary to Arnolfini’s official Archive? 

What do these children, as adults, remember of being there at Alastair’s performance? Might we gather these memories, and after all this time, what condition are they in?

[Slide]

As rumours, hearsay and spectators’ stories; oral histories of performances continue to remain live in culture as they circulate from one generation to another and from place to place. They are filtered, condensed and distorted, through time and through the (creative) agency of those who pass them on.
[Slide, slide]

[Show Alastair’s list image]

As documents, which have a mutually sustaining relationship with the performances that they evidence or constitute. Arnolfini has amassed accumulations of ephemera, including photographs, between which it might be possible to remember something of “being there”. Some documents come before the event, rather than after. This list, written by the curator to members of Arnolfini’s staff, requests objects to be donated for Alastair Maclennan’s exhibition, including ‘two old rowing boats in unusable condition’. Finally it notes that ’these items will be unreturnable’.  This ephemera opens the temporal frame of the work to what came before, partial scores and preceding traces of events that followed. Such performance marginalia open its frame to making-processes and include contractual, financial and production negotiations with the institution. They also open the work to our re-stagings – for now in imagination, though these hastily scrawled words could be read as instruction art or used as a score. Does the performance you reproduce in your minds, as audience here, appear like these B&W photos? Is this one its likeness? 

· Image of Alastair with ladders.

Disappearing Traces [change slide]

[Alastair image showing camera]
Though they are situated in the museum as evidence that endures, disappearance also marks all documents and performance ephemera, which are both objects that can be collected and emplaced, and thing-events. Material artefacts, which appear relatively stable, are, like performance, in an ongoing process of transformation; they are ephemeral, time-based, and - although they have a longer duration - cannot be preserved for perpetuity. Having begun by discussing traces of disappearance we will consider disappearing traces; fading photographic prints and film-grain noise.

As Peggy Phelan (1993) asserts, performance has been founded on its ontological distinction from other media; its ephemerality is positioned in opposition to the static recordings and objects, of photography, film, video, installation and new media arts. Instead, as has been argued by Bruce Sterling, in 'Digital Decay', published in Permanence Through Change: The Variable Media Approach, all artworks can be described as in a state of flux, they remain variable, though time flows more quickly for some materials than for others. 

Emulation is the imitation of a past artwork’s appearance in a different medium - a mimetic performance by contemporary technologies. For example when software on a new computer impersonates old hardware.

[Next slide, Gary Hill Between Cinema and a Hard Place 1991, Tate]
Tate’s A/V conservator Pip Laurenson has used Gary Hill's Between Cinema and a Hard Place to speak about the problems of emulation. Hill’s installation is displayed on cathode ray tubes without their cases. When this medium is obsolete, disappears from use and is superseded, could this work be effectively emulated on LCD or plasma screens? As the equipment is an integral sculptural part, Laurenson questions whether this would still be the same work, rather than a reinterpretation. Hence Gary Hill's work can only endure, remain exhibitable until the end of the mass-production of cathode ray tubes – his installation is durational. [Next slide] 

Instead of storing physical hardware – collecting vintage TVs - The Variable Media Approach to conservation enables artists to envision acceptable ‘forms their work might take in [future] mediums, to pass an artwork on into a new form once the original – work, software or means of display - has expired'. The focus is on preserving an artwork’s behaviours, what it does and how it performs. 

Bristol University’s Capturing the Past, Preserving the Future has been digitising the National Review of Live Art video archive. Videotapes have a short life span; as carriers of documentation they soon deteriorate and require restoration. The early U-matic recordings of NRLA shows were threatened with disappearance and only playable on obsolescent technology. Preserving and maintaining evidence of these performances necessitates migration forwards in time; regular acts of upgrading to new formats. As we have seen with CDs and DVDs, optical discs for storing digital data have a shorter lifespan than analogue carriers; vinyl, film and video tape. Like performance and memory, these media are unstable and lossy. 
At Exeter’s ‘Performing Presence’, Robin Deacon showed an image of a U-matic tape, a recording of a Stuart Sherman work in Franklin Furnace Archive. On the tape it said: ‘Stuart Sherman – clogs heads avoid using’. 

In 'Loving a Disappearing Image', Laura U. Marks (1997:93), 'explores how a viewer identifies with a decaying or disintegrating film or videotape, given that cinema is, in effect, dying even as we watch it’. She claims that 'the goal of cinema history is to account for' the disappearance of its object, film, as it degrades, 'and its transformation into another object', as it is transferred to new media, videotape, DVD and/or digitised. Marks discusses wounded cinematic images, which are ‘incomplete, partial, painful’ (Phelan 1997:36): obscured by lines of static caused by the wear and tear of repeated playing they are hard to see.

There is an eventhood to both the recordings and the archival collections that hold them: both are in a process of decay, and if they fall into disuse could lose their cultural capital, be broken-up, sold-off or discarded, finally being migrated to the landfill.

[museum of ordure images]
As part of The Suicide of Objects, curated by Catalyst Arts in collaboration with Ulster Museum, Geoff Cox, Adrian Ward and Stuart Brisley presented their Museum of Ordure. This virtual museum’s collection of waste - digital objects that would be weeded-out of conventional archives or erased from managed digital databases - 'is subject to an unmanageable process of corruption that slowly deforms and disables its data’ (Cox). Not only does this online archive attempt to preserve ordure for the future, but it is itself subject to 'a process of ordure […] that slowly corrupts all in its collection'. The object of this online museum is corruption and its “auto-destructive” software does to the digital data it contains what chemical processes do to film.

Unlike a 'passive repository for objects' (Cox, 19) ‘forced to remain motionless and always the same’ (Italo Calvino, 16), the Museum of Ordure is dynamic and in flux, actively altering the digital ephemera it collects. Rather than this archival system breaking-down, becoming closed and developing entropy, it remains open to the public to make new deposits, and to creative processes of disintegration and transformation. Its holdings are acted-upon by software authored by the artists, subjected to generative re-use in an ongoing online performance. 
[Paintings in gallery]

As stated on the homepage of The Museum of Ordure (2004):

decaying processes […] affect all artefacts in museums, regardless of […] attempts at preservation: the retouching, repainting, cleaning, etc, […] risks […] the purity of [the] artefacts […] first acquired by museums. 

They go on to state that this process is ‘in accordance with the fallibilities of memory’. Eventually
artefacts are institutionally, progressively, determinedly and inadvertently altered by acts of conservation [and renovation …] until they cease to be recognisable as the objects first acquired.

As with performance, it is impossible for a collection to hold the original artwork; in order for its appearance to remain the same it is emulated, becoming materially other. These ongoing acts of conservation constitute a performance, the painting an extended event. In its time of ontological crisis, Schneider questions whether Performance Studies should constitute a discrete field; performance remains diffuse, an intermedial interdiscipline that resists congealing within boundaries, despite our return to the archive in an attempt to delimit them. Performance is a paradigm, a set of questions and behaviours, which may as well be asked of and attributed to a range of media, from live art to its audio-visual documents, from viral and generative software, to video installation and painting.
CASE STUDY [Slide]

Now I’m going to return to I Never Done Enough Weird Stuff, a Case Study on the Preservation of Performance. This was a collaboration between the artist, Richard Layzell, audio-visual conservator Stephen Gray and Clare Thornton from Capturing the Past, Preserving the Future, the project to Digitize the National Review of Live Art Video Archive and myself.

[Slide]

For this we developed the Performance Art Documentation Structure (PADS), a special implementation of Richard Rinehart’s Media Art Notation System (MANS), for performance conservation and reconstruction. Both systems are built on the MPEG-21 metadata framework. So PADS ‘scores’ are interoperable and can be exchanged between collections. The new tools being developed by Forging the Future, a consortium of US museums and cultural heritage organisations (including Franklin Furnace), for cataloguing, managing and searching MANS (Media Art Notation System) documents, inputting and accessing data on variable media artworks, should be transferable to PADS.
As with the Variable Media Art Project, PADS places the artist in the central role of deciding how their work should be preserved and focuses on conserving an artwork's behaviours, what it does and how it performs. Archivists or conservators facilitate this process.

PADS is a data tool that unites documentation of a performance artwork produced in different media, and any objects that remain: for instance, videos, props/objects used, material residues, photographic stills, interviews (with artist(s), producer/curator and audience members), transcripts or notes, diagrammatic scores and plans. PADS does not attempt to 'stand-in' for a live work, the 'score' simply draws together disparate parts of a work and its partial documents. 

Importantly PADS also identifies the provenance of these fragments, attributing materials to a certain person, a certain time and a certain place, documenting whether they were generated by the artist or the curator, collected by an archivist after-the-event or created by an audience member. PADS unites objective information with subjective responses, and records the provenance of both. 

[Slide] 

The Variable Media Art Project did not classify works by media such as ‘painting’, ‘sculpture’ or ‘video’, but instead by behaviour such as  ‘duplicated’, ‘reproduced’, ‘interactive’, ‘performed’, ‘installed’ or ‘contained’.

 

Variable Media defined ‘performed’ as:

“…not only dance, music, theatre, and performance art, but also works in which the process is as important as the product.” So - for example - generative media works, software and viral artworks might be defined in this way.

[Slide]

Richard Rinehart’s MANS again focuses on media artwork, but here ‘media art’ includes digital art, conceptual art, installation and performance art. Rinehart recognised that time-based and ephemeral media works present conservators and gallery curators with similar complexities to those encountered by performance archivists.
The system “describes the nature and location of elements in a work” and maps the “behaviours, interactions, choices and variables” of the work.

Enables the artist to determine the limits of a work, the work’s frame and what constitutes it - e.g. are the cathode-ray TVs an essential sculptural element, as in Gary Hill’s work, or will the work continue to be the same work if displayed on contemporary LCD screens? Can the work be emulated - impersonated by new hardware? In the case of performance, the fundamental question is, could another performer perform the piece and it remains the original artist’s work, or is their specific body and presence as a performer within the frame an essential element? 

I Never Done Enough Weird Stuff was selected for the Case Study because the video clearly fails to effectively reproduce what took place, leaving many gaps and questions for the viewer about what exactly happened: it’s shot with one camera, Layzell sometimes disappears out of shot, at points the image is too dark or grainy to make-out and much is lost from re-filming the video works and slides he shows off screen. Likewise, there’s a lack of significant metadata around the production of the video, the methodology employed, its provenance, relationship to the artist and performance work represented. This makes the work a good candidate for enhancement.

Initially a series of interviews took place with artist Richard Layzell and curator Nikki Millican. Questions were asked from the points of view of the Curator and the Conservator. 

 
Using this interview material as a guide several key ‘elements’ within the work were identified. These elements were then sorted into different ‘types’, which Richard Layzell was involved in defining and agreeing. These ‘types’ will vary between works, so this list is only a beginning: [Slide of list of types]

 
Objects: used to describe tangible items that become part of the work, props or objects used

 
Garments: used to describe special object type worn as clothing

 
Roles: generalised parts played out in order to realise a performance, like technician. If an individual is actually named, the individual is instead a creator or collaborator
 
Spatial & locative: data necessary to site the work within a context (such as venue or a specified season of the year)

 
Audio visual & electronic: describes electrical or media-based elements, which form part of a performance artwork.
 
Gestural: Gestural elements are parts of a performance which can be usefully studied in isolation. This might be sections of dialogue, performed actions or movement. 

A manageable number of Gestural elements were defined via interview. The inclusion of this type came out of a concern that the elements failed to account for bodily and vocal performance. Due to our reluctance to describe or analyse movement, in its place what was left were material objects and a continued reliance on the video as a score. Other forms of score, like Laban notation and analysis could replace the need for gestural elements.

[Slide]

We recognise that the taking apart or analysis of a performance event, breaking it down into its constituent elements, is potentially problematic, as a performance unfolds over time and its affects build-up cumulatively. The different elements and stage systems collaborate, encountering one another in the event and coming together differently for each collaborating spectator. At the same time, we did try with PADS to score the trajectories of elements over time and the relationships between them in the composition, zooming-in, close-up on details, from which to unfold, expand and make connections.
[Slide]

We conducted two interviews, using distinct techniques:

Curatorial Questions: About the wider context and artistic intent, the content and context of elements in the compostion. The place of this work in the artist’s oeuvre.

Conservation Questions: Generated precise information related to the physical manifestation of the work. This included materials, dimensions, durations of elements, as well as the relative importance of parts of the work and their provenance.

Parts of these recordings where embedded within the resulting PADS record. Information was also transcribed from the interviews and commentaries and used to flesh-out element descriptions.

Also recorded two commentaries from Layzell, which resemble those by movie directors on DVDs:

1.
Spoken in present tense, describing what is happening and trying to keep up with the action on the video whist viewing and without pressing pause.

2.
Pausing the video and making a selection of moments from the previous viewing to expand-upon and develop the detail around his intentions, the source of an element, why it was chosen and to what it refers, what he wanted an element to do or communicate.

These and the interviews were both ways of facilitating the generation of metadata with the artist and produced new documents related to the work, relationships to be documented and drawn together by the PADS schema.

[Slide]

Lets look at a specific example. This is the Cuff element, an object used by Richard during the performance. The video document has little useful detail.

[Slide]

The PADS element record for the Cuff augments the video information with:

·  Photograph

·  Unique Identifier

·  Type of object

·  Medium of the object

·  Description of the object from interview [Its source, where from, why used, what it references, as well as what made of]

·  Provenance of this information

Let’s take a look at the Never Done Enough Weird Stuff Record [Slide]

As I said, the final PADS structure followed earlier systems very closely. Data is organised in an XML-based framework [Extensible Markup Language].

Score-level information


Data relating to the PADS record itself

Work-level information


Data relating to the whole of the work (all versions)

Version-level information

Data relating to a specific instance of the work

Elements records


Data relating to defined parts of specific instance of the work

[See online – look at slides / play Elephants]

To bring discussion of the Case Study to a close

Our intention is that PADS might be used for documenting a performance, which is later re-enacted or used a score for re-exhibition
Has the potential to better facilitate re-construction for future curators, such that performance works can have a transgenerational legacy, licensed and authorised by the artist.

In this instance, Richard Layzell suggested that he was an essential element and that the work would be a different work if performed by someone else. 

But, out of this process, Layzell was inspired to return to the video works he screened in I Never Done Enough Weird Stuff, re-using and recomposing them in a new edit by Tania Koswycz, his imaginary collaborator for the upcoming 30th anniversary NRLA.

When an artist requests that a performance is not documented this often seems to mean ‘not videoed’; PADS offers an alternative strategy.

Whether or not a work is re-made, between the collected media, perspectives and modes of documentation, between the network of fragments and partial evidence, the user might get a better sense of what it was like to be there at the event, be able to re-stage a version of the work in their imagination.

As well as engaging with the artist, PADS engages with the user. PADS is essentially a web of discreet blocks of data which can be linked and related in many ways. Hence PADS is designed to accommodate an active, rather than a passive user. The Case Study with Richard Layzell was used as a Case Study by the Bristol-based project STARS (Semantic Tools for Screen Arts Research), which explores user-focused Web 2.0 tools for researchers. This application enables users to annotate and link resources as well as visualizing their relationships in an interactive network graph. Annotations can also be made along the timeline of the video and audio resources. [Look at STARS online]
We began a further Case Study to test PADS and its integration with STARS (Semantic Tools for Screen Arts Research), as part of the recent 3-day seminar/workshop series, Digital Documentation and Performance, which Annet Dekker presented at. [See JISC Digital Media: Digital Documentation and Performance [online] Each of these days traced part of the lifecycle of digital performance documentation from the creation of documents, through managing archival resources to their delivery and use by researchers, artists and curators. Paul Hurley re-staged Becoming-snail (a work held in Bristol’s National Review of Live Art Video Archive), and participants produced a range of digital documentation, using videography, photograpy, notation, drawing, writing, and audience interviews. These were uploaded to Internet Archive, licenced using Creative Commons and then embedded in PADS element forms, into which participants entered metadata. Using STARS, users were then able to curate, link, annotate and inter-relate the documents in the Becoming-snail score. This Case Study was collaboratively produced with participants and trialed audience-created documentation and user-generated metadata.
In Conclusion: Re-performing rather than re-writing art histories
As Schneider (2001, 2007) has proposed, a constellation of performance residues remain present, held in a network of relations, between bodies and objects, embodied and remembered collectively. The temporal frame of a work can be opened, to include the records produced from the event, what comes before and after. A performance takes place though the dissemination of its performative documents, our time-based interactions with them in archives or beholding them in displays; the work continues through oral accounts, rumours, hearsay, reviews and reinterpretations in print. Practical modes and motifs are passed-on experientially, in-and-through performance practice and spectating, reappearing transformed in new generations of works. Events remain live through research, the creative re-use of their documents, enactment and re-performance, circulating and re-circulating in the cultural scene. The preservation of performance art depends upon this continued circulation and re-use of documents.

Whereas traditional scholarship appraises archives in relation to art-historical narratives and reads documents as evidence of past events, I’m interested in models for the future use of documents in practice and the relationship of the archive to the future of professional performance-making. Art-historical collections as palettes or resources of material for creative reuse and reinvention, inspiring future moves in the performance scene. 

To bring these observations to a close, I will cite Jane Blocker (1999) who states that, ‘we need a history that does not save in any sense of the word; we need’ (134) histories and archives that perform and can be performed.
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