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For you must know that it is by ene and the same ladder rhar
nature descends to the production of things and the inzellect
ascemds 1o the knowledge of them, and that the one amd the
ather proceeds fram unity and returns to unity, passing thuagh
the mulriride of rhings in the middle.

= Cisordane Bruma

I think that any reascnably long memory (like every collection)
is more stractured than i seems ae first sight. For example, in
some images apparently taken at random, an postearnds bowgh
without thinking, we can recognize the fint steps of a road on
which we can draw a map of that particular imaginary landscape.
1 am sure that if | scudy my docusnents systematically, | shall
find, hidden in that disorder, & secrer map, like the treasure map
in a tale of pirates.

— Chrris Marker”

SPACES OF INCLUSION

Why is working to design spaces of inclusion and participation

sa beawriful? When in 1996 Haha decided to make 3 work of ant
from specalative corversations with the residents of 2 retirement
huane, they were dealing with the spatial presentation of democracy
o a nsmber of levels. Perbaps the project’s most impressive aspect
is the granting of space for its participants to be themselves, Like
La flic Mai, also collecrively produced, and the more pevehic
documents of the Maysles brochers, Hahas Hosel Shorts positions
the ohjects of housing policy as active respondents in making

thieir own history. These discursive art practices are concenned

with describing a form of sacial life in which isolated consciousness
apens iself v wider and wider physical areas of influence and in
which the representation and chssification of social sranes become
mare inclusive. In Haha's project, the comersation between tenants
is heoughe to the city council, lirerally extending the space of the
retirement home into the political sphere.

Social practices of all kinds make use of imaginary and archi-
tectural space upon which models of interaction and cabesion

can be projected. Such spaces often jutapose and visuslly
organize disparate images and bdeas, producing differentiated,
flexible, and democratic amalgams of 2 sort that has lang been
regarded as 3 metaphes for the discursive exchange proposed by
th Enlightenment. Thai liberation from absolutist doctrine was
desived in pant from the constructive cosversations of Montaigne,
the definitional discourse of Diderot's encyclopedia, and the
representative forum of participatory parliament—all examples
of democratic sodal presentation thar defined spaces of inclusion
visually and conceprially before they actually delegared dialogic

expericnee, Even eighteenth-century painting sabons, as depicted at the time, scem arranged
as mauch for the dialogue berween spectators on the floor s far the visual competition on
the walls, In this way the allegiances and identifications suggested by ary could be, and

still may be., acted “,._,r sn-ci.l.'":rl:l:.' art’s reaiders and viewers: its interpreters. To continue

the ‘.-'pﬂ!.i',ll mersphor, art brings foth 2 transformable arca of social presentation, op<a

1o maltiple scoupativns nd positions, and therefore able to hold, physically, scemingly
contradictory belies In public juxtaposition. The use of justapositional 1ok in visual and
spatial design and onganization have allawed the moslern subject 1o resd e than vwo
things at ence, to see collage 45 foaming new meaning, cach compasison of parts cresting

pew understanding and effecting new meanings of every component.

Like the dialectical method itself, the old tool of visual juxtapesition is increasingly hard
1o find—replaced by an assorvment of fundamentalisms that reduce the shock of discursive
practices 1o a kind of wounding. As eritical language comes to be described and heard

25 2 form of violence, the sites of verbal negotiation of categories becomee softencd. Artiss
are defily inculcated by meoliberal econamies into subseribing to limited and singular
potbons of artistic practboe; collective definitions of pablic life arc fow and far berween.
Indeed, collabogative practice is, in this increasingly bureaucratized world, commonly
denigrated as authoritarian by those wha wish to controd culnare for prafit, Cultaral
inatingtions’ understandings of the complexitics of paricipation suffer due oo their
conflasion of interaction with presence, Inchssion has been desecrated by the idea that

3 reader’s only voice is as a punchaser or part of an attendance saristic. Collaborative art
making .,1¢||1|:.un:.1n1m, however, that it is pm.siblc [Te) qu;q'mn the role of the armsy as 2
solirary entity lacked in an unquestioning relation 1o ideas and audicnces diceared by our
peculiar and ever-present economic nightmare of deprivation. By using its already multiple
artistic voioes oo 2ot as a carrier for the voices of mary sthers, Haha has sought over its
years of interaction with instirutions to address the wnreality that overtakes culare when
w miany are excluded from participation in its creation. Haha, then, exemnplifies how
collective practices embody more than social echics and activist affec; they reflect how
changes in aesthetics—the creatbon of spaces between audiences and producers—creare
W F\-umibiﬁtir:s for ethics.

SPACES FOR MEMORY / EMPTY SPACES

Almost anc handred years of Freodian allasion reminds us that a key aspect af humanity can
best be seen in the things we don't say 1o esch other—that the gaps between our conscious
urerances are descriptive of amther eruth. Witheut delving too deeply into the peychic
process of eollective it practice, we can observe that in working together armises tend to
spend a ot of time on the character and design of places and contexts for participation

in arder to insure that peopbe acrually can contribute, Because this conoern with creating
capacity for inclasian is so central, spaces designed by artists are often as enpay as the gaps
left apen in analysis: far more than peychic knventions, they are spaces for met sayimp thangs.
determinedly empty spaces ready to rake the impress of collective expericner, Inchasive
prosdicts of collaboration thas book and act a ot like our depictions af spaces for memeory:
there are many projects and images. separated by gaps scross which they are aligned and
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compared, and, like memany, are changed, onlarged, or erased. Mavbe thar is why colloctive
acsthetic moments scem o stop afficial histomical time.

Groups and networks remember things rogether and in doing so can creare 3 context in
which the course of surrounding time s suspended. This suspension of rime and s power
over experience Is oructall to the creation M-rru:rrunl\'. Ir irs workimg process, Haha Proposc
a rethinking of how collective memory is constructed. If juxmapasition i dialectical
comparison made pablicly physical—a conversation in the room—whar happens to the
subjective canditions of compartion and value when they are made public? Oy, to put the
squestion differently: Are there understandings of intimate subjectivite tha will help =
underseand the acsthetics of group practices® Why does collective working to design spaces
of inchuskon and paricipation so aften produce beawny? Memories can call official hastoey 8o
task. When these acts of remembrance are defined amd performed in the shared emaotional
serring of collaborative work, social imervention and change may senslr,

Thee arrangemsent of images and experience can be redesigred through creative collaborative
practioes in order to engage collabararion on a kuger social field and mirror those socisl
peojects already archived in memory: The work imvested by Haha in designing a garden

1o grow food for people with HIV and to act 3s a center for discussion and activiem grew
beyond the associations of its initial participants. In 2 sense the lusting vabue of this art s
not dependent on its physical persistence. The expersences of the people who engaged with
its sustenance are shased in a colloctive memory that reaches beyond the work's practical
seisibilary, Within the reminiscences there is anothes, not quite phiysical space, 2 space madc
simaltancously social and intimare by the justaposing of idess with experiences. This i the
space of collective memory.

SPACES OF INVENTION

Thee art of cultivating memory was perfected by ancient Groek philosophers a5 an aid to
oral argumsent and was refined over the Middle Ages a5 an aspeat of critical thinking. How
thinkers advanced from the mnemonic athletics of antiquity 1o the structured, comparasive
rhetoric of medieval alchemasts i not entirely known. What is known ks the ool imell

T practioe the art of memony” the ancients would imagine theis brains as 3 comples of
architectusal spaces, buildings made up of roams connected by hallways and relazed by floors
arsl streets. Such an excrvise entailed juxtaposition and visual porerayal st dlmost every
MCACnA: in every room there was an image referring symbolically to an idea and in every
building an allegorical conglomeration of rooms adding up 1o an angament, a philosaphy,

and an attitude, Theough this practice, the philosopher became an archival master of
memary, with ideas placed in relation 1o esch other in a particular spatial arrangement.

The compararive positioning of ideas provided these chinkers with intellectual strengrh i
recall but abso guwve themn an imaginazion: juwaaposed ideas created skeptical dialogue and i
wonderful sister, disobedsence,

Al of this implies thar for the alchemist philosapher, reminiscence was always linked to
invention. As such, it was 3 foundation of the art of theroric, a way to create knowledge from
nature and in doing so, as the Benakbsanoe mnemanic philusapher Giordano Brune Pt i1,
acrually b wdd v nanare, Threse mental structisres were theasers, with secent memories pess
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the prqh-enium.a1mp|r.'x associations nested in deep balconies,
snd an all-encompassing hicrarchy of experience articulaed within
irs semicircular plan. ldeas were impnw:d an ﬁ;l.l-fﬁ. |1|'i.l1.|:i|:|l=s-
represembed by deities andl animals: philssophical conflicrs,
then, could b understood as allegorical interactions between
these figures. As ane category of thinking was permitted to nib
against another, the notion of untouchable knowledge or sacred
wexts was croded, Mow the wheels of memory began fuming cut
prinate ercvelopedias: 4 machine for resding—or, in the contex
of participatory practices, for reading with mary scts of eyes, The
lists of definitions 2nd the collections of allegories were 2 shared
vocahulary after all, impressing upon the moemonic individual a
collection of sabjectivitics and personas.
This discipline allowed Renaissance philosophers o rermnake
the workd through comparison with other images (from nature)
and ocher imaginagions (in rhetorical conversation). If there iz a
similar anchisecnare of *memon™ in the contemporary world, it is
o lomgper based in systems of pablic confabulation and the teblawr
pitsent bat in the social comtract of the archive, the museum,
and the database, These instinutions, then, ane objocts of deeply
subjective investment. As has been clear in the genealogies
of knowledge and governanos developed since Foucault, we
pamticipate in cur cwn understanding of this world, Today,
power itself i obscure and meteoric, often applying its system
of knowledge well before amyons has a chance to address it
goemation. In a real sense, the moderns replaced memory grounded
En ormanmental svstems of allegory and myth with rechnology—
the purity of applied science. The loss of assoctational reading is
pethagps the price we pay for modern shepticism. The price pad by
Brue for interrupting official doctrine with collective memony was
excommunication and dearh. He, and other Rensissance scholars,
beleved that the mightrmare of any purism could be deposed when
collective form is brought inte collision with our expectations,
Like many ather artists”collaboratives i the 1980s anad 1930,
Haha ofren found itself traversing the discourses of museuarm
display amd urban plansing—ecconomics that artists kave all too
aften reganded as beyond their conerol. Numercus groups, hovever,
have sought to comment on the eollision berween the industry
af art and the displacement of citizens by expanding the socal
space of muscumms ard public places to inchide these who have
been officially exchuded. Artists Moeting for Culnral Change,
WAL, PADD, and Arnsr Call .-\g,ﬁml: 115, Interventson m
Central America have all, in different ways, embuosdied one of the
significant purposes of collective practice in modernity: 1o make
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immediate, imaginative, and mecaningful social spaces of aesthetic comparison
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other levels, Haha's members have taken re

ity = artist s of recent

history. By spatializang the production of

Becrive memsory, they have insisted that the artistic

perraan of comyparkson critique can replicate itself in the so-called pushlic sphere

ALTERMATIVE HISTORIES OF AESTHETIC PRACTICE /
SPACES FOR LEARNING

Haha's work remine

historical institations like museums o

F

af progress For young antists in the 1970k, the idea thar e schood training would lead o

w the PATAMELErs Of Moy

"B art |-I'I'!||: inlimane I:lr._n rhat

oot arnt from the d
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s myth
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SPACES OF INCLUSION / COLLECTIVE HISTORIES

Did Sigmund Frowd ever see Warburg's Memsry Al

us that if we are to engage with memory we hawe pwn chaices:

r\|-|'|r|.-|.'\.:c||'| or |;"._|cr|u|'|r11'.:>r|_ |.'|:||: © r|:|'||.|||.l'|" of o the social

work of representation and discassion. In a way, the former encases

the larer in its logic: what | have made is always whar 1 descsibe
o others, what 1 say and represent. The beaury of memory, then,
iz like the beauty

conhary idea

f art a5 undersiood in light of the cighteemth-

“sncial 1

st"—the aesthetic is always already

ng the social, the acsthetic is always a break

with N?rfu.in_ln_'rhr e hoanalytee progoit=1t0 ESI0nC COnnnuary

im the faoe of modemmn p

ry—1is welonme but seems a mere Band-

Aid, doomed g0 Frilure. Even with the “history of sanity,” these
who mix memory and perception, experience and sensualiny will

continue o be seen as outssde nomualey, In some ways, the practical

sbsoearion is thar it allows artists to be craey and still

effect of ¢

L8] Pﬂ.h

ce in am increasingly repressive |'-}1‘|'r=w-.‘<lnl~1|'-|-. CORALERL

It seems =0 difhcult when alone

Artists have had a particularly complex refationship to these adeas

rming forms of forgetting, It's terrifyving how Bride evidence
of the hi

commercial nesus thar now constitates the visual industry. Artists’

e

Ty nr]m\.: participatony practices can e foand in the

._-r|m|h.'r]1r-||gh. stand as n'pn:-ul:1|t.lri-'-|u| haseorics thrsagh their
awm work. They move time through the invention of rinaal-like

objects and experiences o which others can return, again and

again, o rel ce bleas of consistency on time'’s passage. They
mrd fime for others, creating a system of referent bmages chat
colbect themsclves around cinzens and readers, or a5 Jeferson

would have i citiven/seaders. Even more emphatically pechaps.

artists make their memories into history, constructing inchasive

realities that stand up against the accepted 15 o the past and
unchanging madels af the furure thar sarreund us. In contrast, in
a warld ar war thar increasingly demands illitcrate subserienos
o the traditional separations between cwners and owned, there
are arts that make us forger, Mostalgic banlegrounds, colorful bar
chiarts, and confessional TV shows all help us forget. And so they
are ensdlessly repeated, from the spectache of political campaigns

o the drone of mall arcades.

Thie wiork of artistic collaboration that Haha p«:r'l'lvrum| f
many vears " Fu_rr Ild.]n rﬂ’.lrt tl"-‘ll,'rl:a s |r'|.i|'krl:|:'|u-

1r\--|.'ru'|'v:'-|fa|i rELil

u, Im gallery and the street, Haha's audienee is

asked ro kmagine others as lmmuanuoel Kang progussed—as ends in

ssbfgE o sesrheric

themsehes and not as means o ends, By

from: With Love From Haha: Essays and Notes on a Collective Practice

¥ ieall " i & ks 1o 3
sermorics as inclusive of socia I:. practical momsenes we e asking our artwors 1o b e

Fiom, we &fE SEVing our experiences sre more than fcts.

than disgrams fior social rev
with lincar history, It is a cliché to say that mamsory

We are rejecting the preoccupa

e place in cur daily lives—rthar what we

changes as we get odder, thar b1 rakes up a didfer
sever, wolkd we drown im

£ renties we search for in our fifties. IF we lived

m

oS!

qualities of memory that Jent it a permanent place in the constant

peminiscences? T

ng of sabjectivitics seem 1o have diminished larely, not just because thie sire of the

rl:ll'hl-L'
sushject—the scale of the personal=—3s so rorally oat of propartion ta the pablic—bat

ake private of ln—p wo ouarsehves have becorme

because those things that we are allowed to ¢
s publicly evoded that they no longer soom to

ld poewer.
i :'l

memorics have been asked by modernity 1o live elsewhere, through collaboration and

W &re never alone it we can leok at our memorie i with aqhers. Even though

Haha, Giordano Bruno, Aby Warburg,

t they re

convivialiny wi Zai iF

Raymond Williams remind us thay the muascurs, parks, librarics, schools, monasteries,

and strocts sround s were never really peutral anvway, And, to repeat an epigraph:
1 think thar any reasomably long memory (like every collection) is mone srucruged
v raken &1 random,

i1 weema at first sight. For example; in some images apgrare

o F""':"""“I" boughs without thinking, we ¢an recogniae the first steps of a road on
which we can draw a map of thar ]:.:rn.'u'h.r imaginary landscape. I am sure thar if T

study my dosumicr seematically, | shall find, hidden in that disorder, a secret map,

like the treasare map in 2 tale of pirates.

- Chriz Masker, 1998

[ o— 4 wates Ty oy pf ddpemps, " - A Ehecae Peia, 1974 128
e Eader, " Reitetic Fugngs ASm O, lan
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MEMBERS OF THE AUDIEMCE / REMAKING THE CATEGORY OF THE ARTIST
in ks i

i b meemeory and collective imagination. But dusing an epach

In these days of war econ: e helieve thar the weight of historical

oppression can be depos
of perhaps even greater crucley arul horeor, ancient assertions about the power of our minds

10 PEITANGE the workd were made npo instinarions, Alchemism like Ginedana Br T WEFE

it s our destiny o embody

burmed at the stake for insisting chat, if natare produces
maruge, and its divinity, by organizing memony towward critical the lughl.".‘;c-:n thm lu._.:h

maodemnity's twin nigh

nares of cificiency and surplus, the Renaissance dream of momony
as a tood For the creative reassembly of reality may seem |'|||4|||:._hu|: only i we ignioge the
presens epidemic of social ammesia. Today we forget things before we know them, wandering

from the spectacle fiction of pews to the official monument of historical memorial, our

Cifics &

wls limrered with l:hmg;- we cant remember, ke a |'u:l\|-]:m|.1|'\l machene effecr

deliversd just im time and ondy when needed.

The inchsson of multiple viewpoints and perspectives would diversify modern art'’s
manumentalizing charscter and undermine its distance from life. The judtaposition of

e:r.pu:'ri:'mr-ul:'.: group would confront the Emimation of the universal, Haha reminds artisas

af the importance of social collaboration as a tool in the remaking of artistic identiry. Mary
antists are interested in being a member of the audience. In collaboration Bies a chance to

av m and the dnvisson of labar this is acesdent because in collectines anasts
serve also as each other’s audience. Back im the 1950s, Ravmond Williams asked resders

i -.pn'i;[l.u

o siddress the question *Whoe makes culture and for whom?,” but it was the action of

arvisrs working rogether thar presented these words to the lirger institutions of are. Artises
reproduced this inquiry throaghour the 1980k in questions ssked In peess releases and

academic lectare halls. Their public language was one of inclusion and debate. Privately they
asked: Flow

we are becoming artises? Im a world of skepticisen imherited from the end-game position of

ch can we question the role of the artist while still accepting the fact that

1960k racdicalzsm, the possibility of remaking the category of the antist was as impostane as

revedutionany methods of production. Affecting consumption was a kind of production for
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r bl
v was abwaws the same: " But where is

Haha, Groug Marerial, General Idea, and many athers. For those raming the exhil

Halall

BTG AT ARSI meecinm, the «

rhe stanas g
your work®” Artists usang the public conversation of curatorial selection and di-]lh:u are asked

this a lintle less these duys.

Taxonomy is alwans in Wwansition for those involved in the museam as a site of collective

memory. Five hundred years ago, scholars worked to remake memory as an unendi

tasomomic resource. By setting oxperience into images, images into poams or other semings,

and roams ivto mansions, casthes, and cigies, scholars coald remember anything. The beauty

and the alchemy of this was thar once set into metaphorical space, ideas o suld be held in

dynamic relation ro each other, could be set into conflict, and could undio hicrarchy. The

wy ddevieed by Renaissance philosophers bear an

cinies of 1 v reseenblance to

Al

the potential relativity of history as we experience ir today in the museam. Indeed, for us

moderns, the archive and the resction to the archive is the definition of the critical capacry
af our work. Bist these taxonomies also build a kind of imagmed msurance AR the
incvtable charscter af oblivion: i|‘r|||.|||_f|| '|u,'|~]'\l|r LTE1 {1 P2 \III!'H'T}IJI".:.: hk"\l:'mlLlll-_.: ard describe

it 1o each other later, them i1 is surely saved, What would we do without witnesses? Wha

conild bear the

MEMORY ATLAS
In 1934, The Warhurg Institute brought its imemense Bbrasy 1o Londan to escape from
Farse ¥ A

theonesand photographs, the arlas documents an alternative use for art history—one

Among the '_'|n||]_||'|_;;\ [Ty .“l_l. 'I"I-J:hl'.r"_e"'\ Mssagr . Consisting of almost onc

commatted o jusraposition and inclusion. To construct its pages, Warburg clipped images

Box BT

gs hung horizontally across the shelves of his libeary, He then photographed them,

s thiat repected the wadi

mal museum trownomy of genne and nation,

COMBIMICTING disociati
relying instead on relations berween forms and the ways they are remembered. On one page,
jons and forests; another feaneres orbital models wich

ds are prouped alongsade oo

dirigibles and overtiowing barmeks, Ossemsibly an anrihistory, this is 2 modemn individual’s

effort to engage the premiodern underscanding of memony's social sense for collective

carsom and dialogy

These exanmphes demmonstrate that the pavehic space of recollection has real effect in the socal

sovaces o o al prochuce The collaborative artist sees both the muscumn and the street

as reflections of memory's comparative architecture, and therein sees the possihilities for the

acsthetic ||'|Ih_|l,'|i'|||_\l somversation: the same d:.l.lcm;l.u.' that serves 1o [‘E‘l\|'J;E visual miood

y alse peopone sctal musdels -.|l'hJ|Ti:'|r-<."I'he-¢ visual experiences offer an irventson built
from both a page from Warburg's atlas and the conversation at an exghteenth-centary salon

exhibitian—itheir .,l;.‘_}:l_g_u; Ik like the action of an inchssive memory As it fillls, it adds in

the necessany Baps berween images and bdeas, s empty spaces of negotiation reflected in the
participatory dialogues’ even greater democratic imagination. In Haha's juxtaposition of
sacial space and muscum, an exhibition infosms a town moeting, which creaves a progest chat

de

ansds visual representarions thar are

misdeled by errworks, Warburg sdvanced chains of
visual referents as @ new map of the brain that reflects social practice. Years later the historian
Francis YVates would

irecmare of

s |I'ﬁ]|.h1 ||e'r llri'\ﬂil'lll IE\-EIIH'II il (.: I|"'|l\.|?|“l| H"."'\l'“." E L

memory in Warhung's library
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