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‘come la scultura realizzata da Moholy-Nagy: Sebbene l permesso
si stato concesso dagli eredi dellartsta solo a condizione che
Ia replica «non venisse considerata un'opera d'ate», i potrebhe
facilmente sostenere che I replic sia pis “reale” dellinsieme di
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Sirchbe stato possibile se Paltare fosse rimasto nel luogo origina.
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Nonostante quei calchi in gesso fossero perfett nella loro fattu-
ra ¢ incredibilmente cari, sono stati 2 un certo punto considera-
ti mere riproduzioni alla stregua di litografie sgranate, sbiadite

 monocromatiche. Si & cominciato a intendere per “reale” uno

.nde la sopravvivenza dei musei. | musei continuano a insistere
sullunicita ¢ sullaura, ma i termini usati stanno sottilmente mo-
difcandosi Come ha ffermato Alexander Nage, o musc sono
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un determinato tempo ¢ in un determinato luogo.
Nel suo celebre saggio del 1936 L'opera darte nellepoca dell sua
riproducibilit tecnica, Walter Benjamin sintetizzava questa nuo-

a preoccupazione per lautenticita molecolare con una singola
accattivante frase: «cid che vien meno nellepoca della riprodu
cibilita tecnica & “'aura” dell'opera d'artes. L*aura” di Benja
min non s iferiva a un confuso stato di rapimento, ma ala toria
‘materiale dellopera: «tutto cid che, fin dallorigine di esa, pud
venit tramandato, dalla sua durata materale alla sua vt di te
stimonianza storica» — il verso, il rect, i grafi ¢ i tagli, i cativi
sttt e gl che crano ndate e nell iprod-
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dintent Penfasi & posta e sl e 2 sugl o
gett in sé». Lesperienza unic co pud essere costruita in
diversimodi:edificio firmato, la mostra \cmpnmnm disuccesso,
o Lopportunita di vedere le singole partidi un'opera smembrata
in un unico luogo.

I musci, in fin dei conti, sono caricati di due mission incompa:
tibil: devono preservare e studiare importanti manufatt e allo
stesso tempo renderli accessibil al pubblico,
serie i pericol. Oltre al vandalismo, il danno pud essere causa
to dalla luce, dallacidith dellaria, o semplicemente dal diossido.
i carboni, dal clor ¢ dallumidi cmanat i corp. Nei i

e i hverm Do, Gif g che
vl Ia pena andare a vedere di persona hanno un punteggio pid
alto nella scala Bennie rispetto a quell che appaiono grossomodo
ugualisu internet

Racho oginon i visiabil e museiche spongonoogset s
pi recenti stanno procedendo a sstemazion separate: Ilsabela
Stewart Gardner Museum ha rimpiazzato alcuni tes
sibil ¢ avor su cara con dei m.mm affrmande che s
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zione si verifica a un certo prezzo: nello strappare un'immagine
dalla sua matericia originaria, che sia tela 0 marmo, ¢ nel con
sentife di essere ricosttuita come cartolina 0 magnete da frigo-
sl poduron  ascondano a s  nicaprse
o deltogastn oiginle  un dlché che  itor dl Lowvre,
i = e aaverso Penorme Verones, o

nola Mona Lisa “deludente

Ogi ci aspettiamo dai musei che siano templi dell aura. Passato
il bookshop, desideriamo una sfilata di oggetti che non possono.

essere visti da nessun‘altra parte il ipo di cose per vedere le

Allo stesso tempo, i storici dellarte ¢ gl artist sono diventa
i man mano pits sensibil al fatto che i significati degli oggetd
non sono immutabili, ma sono piuttosto costruzioni complesse
che possono essere radicalmente alterate dal contesto ¢ dallwso.
Le molecole rappresentano solo una piccola tessera del puzze.
Marcel Duchamp, che ha trascorso gran parte della sua carric
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Sessnta ¢ Settanta, atisti contemporanei come Daniel Buren ¢
Joscph Beays hanno proposto di guardare oltre Ja comnice del

ma ottocentesco secondo il quale | musei di tutto
Imente le stesse opere. S¢ anche i

tare al paradiy
il mondo possiedono essenzi
e

quadro  di considerare a parcte, ledifcio,la
ure socio-cconomiche come clement dell'opera d'arte. Filosofi
esociologi indifferenti ai problemi di bilancio dei musei hanno
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B -l e, o rluppendo o
fisicata rispeto al tema dell'autenticit: i 90% dei m
ha sclto il facsimile perché lo trovava pitt fedele alle intenzioni

idort, Ia necessia di garantire Paccesso diretto agli originali ¢
1o legislazione in materia di propriecd intelletuale rimarrebbero
ostacoli insormontabili. Questi cloni — che sono il risultato di
una dispendiosa ricerea storica, di centinaia di ore di lavoro ¢ di
elaborati accordi legali ~ non costtuiscono una minaccia per la
ticerca di unicitada parte dei musel; sono piuttosto suoi allat

ostante il grande

diversa da quella it tranuilla
dipinto & stato recepito entusiasticamente. E possibile che, come

Ji reaizzato, esi ho , il basso fattore “Bennic” della Morna Lisa
bblico ab non dipenda afftto d volte lo abbiamo vi
jieni di fotografie digitali, video ¢ materiali stampati — for-  ma piuttosto da quanto sia diffiile oggi vederlo di persona: bar.

e E espresione per le qual e

so
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Tuto cio ha fatto i che i musei s sentissero liberi i riconoscere.
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lnsmuxe di chmu, sia un Renoir danneggiato dallaluce che una

In [gmo‘ Ia replica della tomba di Tutankhamon ¢ la tomba vera
e i
[le in o che§ visiwtn, pasan sperimentare ntru:
be il facsimile offira in pits icostruzioni della struttura cingue.
ideo che spiegano la storia della tomba, le
i it archeologic)

volte pid grandi e vi

ficato  infossato dietro a un vetro e circondato da una folla in
movimento.
Quindo il done dl Vernsse & st dinlto 1 Vi,
pubblico & scoppiat i lacrime. La suaimmagine non exa saa
e iportata all sue origin “nel 1
tuale”. Simile, in un certo senso, &l Veronese a Parigi. Entrambe
le esperienze sono magiche: nel primo caso siamo istntivamen-
te turbati dal fatto di trovarei davanti a delle pennellate eseguite
quasi cinquecento anni fa, ¢ siamo indoti a iftere sulleviis
d
secondo caso veniamo api dlla smordinara cinematogra
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Veronese's 68-square-meter, 130-figure spectacle, the Wedding at Dmmcul]oﬁ‘m«.‘dmng«s | sdapraion, it el doct vork
d com:

Cana (1562-63), hung i the epic Salle des Etats at the Louvre.
Or you can go to Venice to see Paolo Veronese's ecstaic master
picce, the Wedding af Cana (1562-63), flooding the back wall of
the elegant barrel-vaulted refectory Andrea Palladio designed for
the monastery of San Giorgio Maggiore. In Paris, visitors first
catch a sidelong glimpse of Veronese’s swirling crowds as they
edge their way toward the Mona Lisa, which hangs on the oppo-
site wall In vum, S TS
center—Christ quietly turning water into wine—visible from the
entry doors ni e
the cloister s, the camera-phones click and the
Eabile o i e ricoches around the grandiose

properly. In 2006, the Busch-]
missioned a replica that runs smoothly, casts fascinating patterns
of lght, and looks—as far as one can tell from the documenta:
son—like he seulpure Mooy Ngy bt Though rem iy

would “not be considered a work of art,” an 'u,,umnm could

iy be made that e relica s more -t hanthe g

concatenation of parts that now holds

Light Prop is built from industrial pun) batlend themsdives

e el el (e Busch Riingermode v dsned
system). Hand-applied paint has always d
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The choice s real, apart from the frec. e
ture can be seen both places, with one caveat: St
substantall,if not entirly, the canvas and pigments worked on
by Veronese and his assistants in the 16th centry, while the one
in Venice was printed by a digital pigment printer onto gessoed
canvas and mounted on Alucore panels in 2007. The label in the
Louvre announces a Veronese; the information at San Giorgio
explains a facsimile.

Which ticket do you choose? Do you prefer to stand before the
actual materials touched by Veronese, though hung at the wrong
height,in the wrong building, in the wrong light? Or do you opt
for the replica in the complete setting for which it was designed?

Polyptych is a 15th century altarpicce created by ol
Cossa and Ercole de’ Roberti for the Basilica of St. Petronio in
Bologna that, like Light Prop, has been undone by history, Re:
moved fromits chapel in the 18th century, it was broken up and
sld, s sixteen constiuent painings coming (0 restin Ferar
ada, London, Milan, Paris, Rome, Rotterdam, Venice and
\m,..wn Tis scattered state means that many more peof

i of ot and dt e’ work i ol g
been possible had the alarpiece stayed home, but also that no-
body has been able 10 see the u»mplelc artwork for more than
o hundred yeas. Today  projct s underway o s cch of
h

;'

larly question
bl consen; 0%k Venics besus, ey Sy itis wha the
artistintended the hose in m  minoriy explain shecp-
il thtthey s ree he et
T i e e e S
the promis they make 15 e i e Bt what cons
tutes always entirely clear. Few objects make their
-l bt Wiy abony s o s
orfosgmentey they caot beundesoad by the views?Should
lica for cu-

private? Or should
the orginal in o e A threcroumsates under
" than its model?
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e Ligh Pop o am Eleiic Slage a kinetic light seulpture
by Lisal Mihely:Neg: Made In 1950, i scred adlons
bracing in 1935; four years later a new motor was installed, and

The problem of ragmentary or st wok o e et
but the abliy to recreate visually identical paintings, sculpturs,
and even full architcctural environments i. Just five years ago &
artile in Maseurs asked thetorically, “Can e imagine a futurein
vhich e pund and splcuionf ot in Leonardo’s Mona Lia
be satisfactorly reproduced?” T not even a question.
The Madeid \mm] i Facuum Art, which made the Verone
and is working on the Griffoni Polyptydb, uses non-contact 3D
laser scann 1 photography systems with resolutons
finer than the width of a human hair. Much of what Factum Are
docs remains i th digal e, providing il duta o
ofitis made—s

d digi

into worksof
For 1L di Bologna, Fa

the gilded, i ot B nmissioned by Pope
Gregory XIILin 1575 and still happily ensconced in Vatican City




0Oggi il pubblico ha due scelte: puo andare al Louvre a vedere quello che & costituito
non i dalla tela e dai colori con cui hanno lavorato Veronese
eisuoi asslstentl. oppure puo andare a San Giorgio Maggiore.

Viewers today have a choice: they can go to the Louvre to see what are substantially, if not
entirely, the canvas and pigments with which Veronese and his shop worked, or they can go
to San Giorgio Maggiore.
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for Peter Greenaway they replicated Leonardo’s Last Supper;
theirfullscale recreation of the tomb of Tutankhamun begun in
2009 was interrupted by political events in Egypt, but is due to
‘open at the end of April. In all these cascs, digital data derived
from the original objects was deployed to 2-D and 3-D print:
ers, but the machine outputs were just the starting point for in-
wricate multistage reconstructions by artisans and conservators;
the facsimile Veronese, for example, took longer to make than
the original

These facsimiles do not exhibit the differences in scale, surface
qualit, or chromatic tone that typically characterize el

canon of replicatable works and became a refuge for the singular
e
There are many reasons for the museum retreat from reproduc.
tions: the incresingly scienifc naure of archeology, mode
‘emphasis on direct, individual expression, and the pandemic
et irassred P esrotiion e Ol
which made reproductions within muscum walls anathema.
made. m\d extrava
rainy, low-con-
coroductons “Heal caniil

trast, one-colorlthographs as me

tions.” (In San Na-

poleon’s troops lced the canvas up o shipit to Paris in 1798) In

factthey appear 5o like the things they reproduce that n Italy they

srecaled “done 8 term that comveys ot e exciemen: and
pi

» . The
also pose important quesions about th rol of the museum
the 2t cnnuy

dred years ago, important museums proudly depled
rl:pllcas of canonic works as part of their mission of acstheti
clficaion and educaton. T the lase decades of e 15t ey
the Metropolitan Museum of Art in New York spent more than
200,000 dollars (5 millon in current money) on sculptural and
architectural casts, explaining, “We can never expect to obtain
any large collect nal works, but we can obain casts,
which, for students of art and archacology, and indecd, for the
general public are almost their equivalent.” Though the Met ac-
tually went on to acqire one of the world’ great collections of
original works in one iportant sspct hat 1891 iatmentvas
accurate: the Apollo Belvedere and the Laocon aresilin Rome,
Bl ot el e i o and e
Choragic Monument of Lysicrates has never left Athens. In 1905
New Yorker could have seen al of these works (or “almost their
equivalent”), and two thousand others, without leaving town.
In today’s Met,the story of Greco-Roman art s told, not through
plaster castsof the Apollo Belvedere, but through actual (though

in 1956. Like the Apollo, the Met's Hermes is a Roman copy of a
Greek orginal and it offes  fine leson i Clssicl acsthris
It was never the mascot of a ide ty as the

parti ,in a particular
In his famous 1936 essay, “The Work of Artin the Age of M-
chanical Reproduction,” Walter Benjamin summarized this new
concem for molecular authenticity in a single, catchy phrase
the age of mechanical reproduction is the
aura of the work of art” Benjamin’ “aura” was not some wooly
state of rapture, it was material history: “al that is transmissible
from [the object’s) beginning, ranging from its substantive dura
tion to its testimony to the history which it has experienced”—
the back, the front, the seratches and tears, the bad restoraions,
.n the qualiis that were lost in reproduction. My students once
posed a unit of measurement for aura: the “Benjamin,” or
o O ot rewarded the effot of going tosee
them in person got a high Bennie score; those that looked prety
much the same online did n
ST Smtoies, mestaniclreproduction Seuai O
work of art from its parasitcal dependence on ritual” (. the
museum pilgrimage), but this emancipation comes at a cost n
stripping. an image from its original canvas or marble home and
allowing it to be reconstituted as a posteard or a refrgerator
‘magnet, reproduction blinds us to the original object’s singulas
specific presence. It s a cliché that visitors to the Louvre, ha
ing made_their way past that vast Veronese, find the Mora Lis
“disappoining.”
e expect museums (0 be temples of aura. Once pastthe
gift shop, we- want a parade of abjects that can be scen nowhere
else—the kinds of things people cross an ocean to stand infront
of;the. things museum survival depends on. Museums continue
0 toutuniqueness and aura, but the terms used are undergoing
bile  change. As , “Museums

B

IS E R ] e forcx
ample, i

(The e G, 191525 recsnsone o/
ecostcionby R arnon, 19656, pameto

8th
century—historical evidence no plaster cast could relbly pm
0th-

vide. The 2(

abandoned the ideal of a shared

3
consistently. emphasize ‘experiences’ over objects.” The unigue
museum  experience can be constructed any number of ways: the
signature tbuilding; the temporary blockbuster exhibition; or the




opportunity tosee all a i in
one place.
Museums, aftr all, are charged with two incompatble missions:
they are supposed 10 preserve and study important artifacts
ndsso make them available 10 the public, and public access is
gt with dages. I acdion 10 vendolsm,inurycan
ight, a orjust the carbon dioxide, heat and humid.
e sites, ourists have

‘They can sh the Art Insttute of Chig the mo-
b d

ha light

what it originally looked like. In Egypt, the replica King Tut and
the actual King Tut tomb will be open simultancously and just
a mile apart, 50 visitors can experience both. (The facsimile wil
offer the ability to view elements of the sructure at 5x magnifica-
ton and displays exliningthe Historyof he tomb, s xcava
tion and the impact of livi

T
paradigm in which

museums around the world sport cssentialy
the same works of art. Even if the time and cxpense of produc-
»

e P A
biliy to the artworks than to Mrs. Gardner’s desire that
e e

tion | the access to the

would remain intractable obstacles. These clones—the product
o expansive hisoicalreseach, humlrcds ofhours of abor and
n the

Atthe same time, art historians and artsts have
il senstvetothe act that the meanings of objects re not im
i

lly

for uniqueness; they are its al]\cs
And, as it trns out, Benjamin was largely wrong about the -

afthe puze. Marcel Duchamp, who spent most o his carcer

iy reproduced instructions for thought and fecling, Tn the 19605
705, contemporary artsts such as Daniel Buren and Joseph

ects o
Johannes Vermeer's Girl with a Pearl Earring—a celebrity paint
ing f ever there were one—out on tour, and while the advance-

the domestic quiet of the Mauritshuis, the painting was greeted
it aprues T may be, as T have angued elswhere, that the
Me s low “Bent

nie”

the val,the building, the city and
of art. Phil

it how
diffial it is o S person: barricaded u" recessed

hanges. Fi
e many widelysepored bales over he rstoraion o conic

Ji o the fact that even experts dlx:glm about what the original
shouldlook like.

Audiences, meanwhile, are b«(ymmg more sophisticated in their

e clone was uneiled in Venice, people burst
into tears. Its image had not been “emancipated,” it had been
y re:shackled to its origins in ritual. So, in a sense, is the

the visceral shock of encountering brushstrokes made by hands

almost five-hundred years old, and we are prompred to think
sbout the vicissitudes of history through which this astonishing.
abject has passds in the other we fllprey o the cxtror Lo

e e h

wkdidn 56,

ihey do to the object he made, and they are accustomed to con-
tenpoy muscuns ullof diial phsogcphy ideo and pi
media—forms for which the very existence of an “original” is
debatable. (It may be that a poll of pensioners would produce a
rent result
of this has left museums free to acknowledge more publicly
the limitations and compromises at the heart of what they do.

i
Which to choose? There is no wrong answer
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