I remember. 






           Translation: Aileen Derieg

Reflexive. 

Who remembers her? Them? 

Singular. Plural. 

Elke Krasny 

Ich erinnere mich.

Wer erinnert an sie?

My first intellectual operation is that of a transfer. From the seemingly simple, defining, conventionalized and self-evidently used grammatical dimension, I will uncover significant dimensions for understanding the space between historiographical and artistic memory production. One step of thinking after the other, the reflexive, singular and plural questions from the title will be unfolded and projected and inscribed into the working modes of historiographical and artistic memory production. 

“Ich erinnere mich” – in German, remembering takes the reflexive form, akin to emphasizing the aspect of return in English: re-member, re-collect, re-mind. Used in the accusative – “Wer erinnert an sie?” – it becomes ambiguous: who remembers, recalls, reminds, memorialises – in this case “sie”, she or them? The question is left open to the interpretation of whoever hears or reads it. This is the starting point for an attempt to trace the hegemonically produced and formatively effective cultural default understandings, the critique of which is always and recurrently necessary, as soon as we consider default understandings as such.

Critique is the ongoing project that poses a challenge to both historiographical and artistic memory production, as soon as this memory production claims to become reflexive and to let singular and plural flow into thinking as it takes shape.

The unsettling question of which reflections we allow ourselves, when we start questioning our insights into contemporary memory production of the past, is the question that leads to an abundance of further questions. In the space of the questions to be raised, I will unfold the structure of the complex relationships to that which is called remembering along the reflexive, the singular and the plural, envisioning this questioning space as a space between artistic and historiographical memory production.

Reflexive. Singular. Plural. 

A scrutinizing, comparing reflection, always returning to itself, returned to itself, is called reflexive. I can imagine this reflecting and reflective reflection, which is kept awake through the processes of remembering, as an unwieldy opponent, broken echo, disobedient resistance, which is capable of breaking open the seeming inexorability of the hegemonic culture of remembrance.

Every reflective reflection activated in remembering reminds me, calls to mind: I remember. I am re-minded and re-member questions that are to be addressed to the past. I am reminded of questions that are to be addressed to the production of memory of the past. This reminds me that past is produced. This reminds me that there are different ways of remembering. This reminds me that the history of historiography has produced its own ways of remembering. This reminds me that the history of art has produced its own ways of remembering. It lets me think there is a memory of a different past being possible. This being remembered multiplies the complexity. It lets me think there are memories that there will be different pasts being possible. I can imagine that the relationships between the memories and the pasts are stirred up, that they must also be stirred up again and again in the future, in order to remain critical. 

Into this relationship between memory production, memories and pasts, I insert the resistive, echoing, disobedient, unwieldy movements of reflecting, of reflective reflection, that seeks to keep us far from all certainties, thus opening up reflection for the future.

Not only historiography and art, in general terms, require these resistive movements, but also the memory production of women’s historiography, of feminist historiography, and the memory production of art, of feminist art, of queer feminist art needs the awareness of the dubiousness of continuities and discontinuities in the courses of this “I remember” and “Who remembers her/them?”. Being reminded that there are reasons for how we remember what, whom, is the central task of reflexivity within memory production that does not evade its own critique.

This is the point to re-call the dimension of singular and plural in the question “Who remembers her/them?” and include it in the reflection relationship already developed. Manufacturing a phantasmal, collective, homogenizing We that makes every difference disappear is questionable. No less questionable is the historiographical re-production of a version of historical events that only recognizes “I” as the one: the first, the pioneer, the heroine. Both the historiographical and the artistic production of the history of the women’s movement need the reflexive to become plural, to remain plural, to critically break open into the plural again and again. 

It is not only memory production that takes place emerging from the discipline of historiography, from the perspective of feminist historiography, but also art, especially the feminist art of the second half of the twentieth century that developed its own forms and formats of engendering memory of history and in history. I name no specific positions here, because I want to keep the space open for the reader’s critical memory work.

Activist. Feminist. Intellectual. Jewish. Socialist. 

The re-flecting relation between specific ways of producing memory with means of the historiographical and means of the artistic, is the question to be taken along in reflecting on Cornelia Mittendorfer’s work on Käthe Leichter ranging from the memory production of the historiographical and memory production of the artistic. A history of reflection projected onto the respectively other mode of producing memory, which casts critical looks in both directions and from both directions, coming from artistic production onto the historiographical and coming from historiographical production onto the artistic, constitutes a fragile, impermanent, moveable, vulnerable and (still) discipline-less space of reflection on the relations of the production of memory. It is the cooperation between the artist Cornelia Mittendorfer and the historian Sabine Lichtenberger revolving around their production of memory of Käthe Leichter that leads into this fragile space. Together they engender productions of memory revealing that Käthe Leichter, the activist, the feminist, the intellectual, the Jewish woman, the socialist, created a network of women. This network has been disclosed. 

In the future, I will be able to remember that there were two, Cornelia Mittendorfer and Sabine Lichtenberger, who remembered her, Käthe Leichter, singular, who remembered them, the network of women, plural. At the same time, I will be able to remember, that the cooperation between the artist and the historian opened up that fragile space, in which the impermanent history of reflections on the relations of remembering is not yet determined. With this, I mean that envisioned and extremely fragile, resistive space, the space that repeatedly demands and repeatedly recalls these demands, that opens up, reflexively, singularly and plurally between the memory productions of the historiographical and the memory productions of the artistic and remains in motion. 

I remember.

That fragile, not yet disciplined, resistive, still questioning space between the memory production of the historiographical and the memory production of the artistic, engendered a reflexive relationship.

The space opens up the possibility of posing all the questions that I have attempted to establish in this text as questions. That has engendered a reflexive relationship. Who remembers them? Remembers the questions? Plural? Who remembers her? Singular. Remembers Käthe Leichter. Who remembers them? Plural. Remembers the network of women. That too has engendered a reflexive relationship.

Memories engender reflexive relationships. These are not immutable. Relationships change memories. Memories change relationships. How the changes become part of the relationships and in turn flow into the reflections, that is the envisioned, imagined, longed for part of the space between the memory production of the historiographical and of the artistic, which will still be able to projectively write its own critical histories.

I believe I remembered, I believe I remember that a different past is possible. I remember that different pasts are possible.

I remember there are many productions for remembering them. Who will remember them? Her?
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