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Documentation is a debated historical and cultural field of inquiry Received 6 June 2024

in performance and new media studies, information science, Accepted 25 March 2025

museum conservation, and, more recently, computer science.

These disciplines have approached documentation with different Al art: o
. . . ; art; documentation;

agendas but also through different methods. In this article we archive; ChatGPT; Lynn

focus specifically on conservation and explore what Al, and more Hershman Leeson

specifically ChatGPT-3.5, can bring to the field of documentation

and archiving in this context. We begin with a brief introduction

to the field of documentation and its relevance for archiving, and

then explore the use of ChatGPT-3.5 in the documentation of a

set of pioneering artworks by the Bay Area artist Lynn Hershman

Leeson, who throughout her long and productive career has

worked as a performer, photographer, interactive art maker, film

and documentary maker, net and digital media artist, and an

‘archivist’ both of her own artwork and of feminist art practices

more broadly.

KEYWORDS

The context of documentation

In performance studies there have been long lasting and ongoing debates about the
relationship between performance and documentation. While on the one hand, the per-
formance studies theorist Peggy Phelan suggested that performance ‘cannot be saved,
recorded, documented or otherwise participate in the circulation of representations of
representations’ (1993, 146), on the other hand, the musicologist and performance
studies theorist Philip Auslander, in discussing Yves Klein's use of photomontage in
Leap into the Void (1960), noted that performance does not always originate in a live
act and could originate in a documentation (2006, 5). Both points of view focus on the
ontology of the relationship between performance and documentation and whether
they are mutually exclusive or inform each other. Here, we will also focus on the epistemo-
logical and generative qualities of documentation, looking specifically into what Al could
bring to the field.

Art historians and museum conservators and curators acknowledge that past perform-
ances tend to be experienced purely through documentation (Jones 1997). This
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prompted curators to start using documentation, which had previously entered museums
as part of the acquisition and conservation processes, for exhibition and presentation pur-
poses. Hence, documentation started to be considered not only as past-facing, as a record
or as remnants of an event, but also as future-facing, in that museums started to use docu-
mentation to activate artworks in their collection. Museums developed increasingly
complex uses of documentation, often carried out at the moment of acquisition of an
artwork and then developed on an open-ended approach to track how artworks
behaved and changed in order to capture different iterations of an artwork over time
(Dekker and Giannachi 2023; Gussman 2023; Hoélling, Feldman, and Magnin 2023,
2025). This use of documentation illustrates the evolution of museum practices in relation
to the exhibition and preservation of performance, time-based media, and digital arts. As
a growing number of interactive and participatory artworks started entering museums,
attention began to shift towards the role of the audience not only as subjects of docu-
mentation but also as documenters (Dekker and Giannachi 2023). Museums subsequently
expanded their documentation strategies when digital art started to enter art collections.
Audiences then proved to be an increasingly essential part of the processes not only of
preservation but also production and circulation of these forms both within and
outside the museum context (lbid.). Most artworks, however, are not part of any collec-
tion, and documentation about them can usually be found in archives, be they artist
archives, museum archives, or universities and libraries’ special collection archives. This
is why in this article we focus on the conservation of documentation in archives,
where, unlike in museums collections, there are often less staff available to catalogue
and update records, and where Al could make a significant impact. Throughout this
article, we will show that Al can provide a valuable contribution to the documentation
of performative, new media, and hybrid artworks in terms of collaborative conservation
and generative preservation.

It is important to note that throughout the last century, an increasing number of artists
started to use documentation as part of their artworks (Giannachi 2016). Among several
others, it is worth recalling works like Marcel Duchamp'’s La boite-en-valise (1941), a suit-
case containing miniature replica and photos of Duchamp'’s artworks organised and
codified into an archival system; Robert Morris’s Card File: July 11-December 31, 1962, an
industrially produced, hand-operated Cardex file with a layered arrangement; Andy
Warhol's Time Capsules (1975), a serial artwork consisting of 610 cardboard boxes that
the artist filled and sent off to storage; and Ant Farm’s Citizen Time Capsule (1975-
2000), containing objects donated by people and chosen by Ant Farm from their
earlier piece Time Capsule (1968). Some of these artworks, like the latter, and some
others that form part of this case study, were activated performatively, evidencing the
tight connection between archives, artworks, and their reciprocal activations.

Finally, computer scientists, often invested in the production of digital artefacts, also
started to use documentation as a way to define the identity of digital artworks in the
physical world and the Internet of Things, and, more recently, as a key component in
the creation of dynamic archives (Giannachi, Benford, and Farina 2024), proving that
documentation is a creative practice that is potentially of interest across a range of disci-
plines and fields of enquiry.

The application of computational methods such as algorithms into the practice of
documentation signals a shift in the thinking about documentation. Rather than
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recording what happened, algorithms are used to solve problems or make predictions.
Being trained on various datasets, their tasks is to create a quick solution to a given
problem. Hence, documentation is changing in that it is no longer purely focused on
the past but rather is being steered into a data-driven prediction of a potential future.
Citing legal scholar Antoinette Rouvroy, this could lead to the situation that documen-
tation ‘is not produced about the world anymore, but from the digital world’ (Rouvroy
2013, 147, original emphasis). Hence, documentation is not only past or future-facing
in the sense that it is created to preserve or activate existing artworks in museum collec-
tions, but rather it can also be the result of a data analysis which could be used to gen-
erate more data that could potentially inform the training of Al.

Clearly, the discussion about the (mis)use of Al is thriving, and while acknowledging
the socio-political as well as technical challenges of Al (Noble 2018; O'Neil 2016; Stadler
2018), including the challenges produced by training (Giannachi 2023; Malevé 2021), in
this article we look specifically at how Al, as it is currently applied to ChatGPT-3.5, can
be used in documentation practices. We will focus on existing artworks, whether perform-
ances or digital artworks, to analyse how ChatGPT-3.5 can be specifically useful in creating
documentation, and on artworks that have been generated through the use of ChatGPT-
3.5 to evaluate how documentation can creatively evolve through Al, and how we can
consequently learn from it. Before proceeding with the analysis of our case studies, we
will describe the current roles and values associated with different kinds of
documentation.

The values of documentation

Key to building an understanding of the values of documentation is one of the most influ-
ential texts on documentation, Suzanne Briet's 1951 ‘Qu’est-ce que la documentation?’
(‘What is Documentation?’), whose findings show that documentation constitutes a
form of production within the cultural sector. Briet proposed that a document is a ‘con-
crete or symbolic indexical sign [indice], preserved or recorded toward the ends of repre-
senting, of reconstituting, or of proving a physical or intellectual phenomenon’ (2006, 10).
To her these could include written letters, books, stones, or even her famous example of
the antelope which, having been catalogued in a cage, after death is stuffed, preserved,
and exhibited as a ‘document’. However, Briet also suggested making a distinction
between primary, secondary, and auxiliary documents. The first is the initial document
and the second provides information about the initial document. The third type derives
from the assumption that documents are always part of and reflective of the context or
network in which they appear. Even though Briet did not devise a hierarchy for these
documents, by using the typology and relating it to consecutive working methods, it is
nevertheless implied that the primary document is the first ‘neutral’ kind of document,
and the secondary and auxiliary are derivatives that are created to fit specific systems
of standardisation.

The distinction between primary, secondary, and auxiliary documents is challenged
when looking at the ways in which documentation (as the secondary, or even auxiliary,
document) functions within artists’ practices (as primary documents). In our article
‘Expanding Documentation’ (2017), which we authored with the performance studies
and conservation scholar Vivian van Saaze, we proposed that secondary and even
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auxiliary (or tertiary) documents can become part of or replace primary documents,
because they are integrated into a new version of an artwork, replace a lost artwork,
or, especially in the absence of an ‘original’, may become artworks in themselves.
Rather than speaking about documents and thus documentation in a hierarchical
sense, we consider such forms of documentation as inter-documents, i.e. environments
that comprise forms of circulation and re-cycling among primary, secondary, and auxiliary
documents. By seeing documentation as interrelated, these three types of documents
move beyond mere representation.

As Al can, when prompted, to start generating documentation from the digital world, it
is expected that it will be able to expand and augment existing artworks as well as gen-
erate future versions and interpretations of them. Different kinds of value can be created
through these processes (Dekker and Giannachi 2023). The archive, just like the collection,
is the site where these forms of documentation can then operate generatively, not only
acting as a testimony to the authenticity of an ‘original’ artwork, or providing the ingre-
dients for its re-enactment, re-interpretation, and re-use (Dekker 2024; Dekker, Sluis, and
Tedone 2024; Giannachi 2016), but also forming the site where what may be described as
a new artwork can be created from the documentation of a past artwork. In years to come,
Al is likely to become a key stakeholder in this process.

Lynn Hershman Leeson: Roberta Breitmore, Agent Ruby and Cyborgian
Rhapsody

We will now introduce the three projects by Lynn Hershman Leeson that we use as case
studies in this investigation into the use of ChatGPT-3.5 in documentation. They involve,
respectively, performance (Roberta Breitmore), web-based interactive art (Agent Ruby), film
and Al (the Cyborgian Rhapsody series).

In Roberta Breitmore (1972-1978), Hershman Leeson embraced the role of this fictitious
character for a period of six years, using photography and moving image to capture and
expand on various moments in Roberta Brietmore’s life. Through these, the artist created
a set of documents and records that were subsequently re-formed, often through collage,
including text and painting, into individual artworks. Several biographical details can be
deduced from these documents, which included instructions on how to stage Roberta,
and records confirming that it had been performed. For example, from Untitled from
Roberta’s External Transformation from Roberta (Roberta’s Construction Chart) (1975), we
know that Roberta was born on 19 August 1945, was educated at Kent State University
where she majored in Art and Drama, married Arnold Marx in 1969 who she divorced
three years later, and travelled on a Greyhound bus to San Francisco where she
checked into room 47 at the Hotel Dante on Columbus Avenue.

Hershman Leeson’s live performance started with Roberta’s arrival in San Francisco
where she underwent a series of external and internal transformations that can be
traced through several documents and records. The Roberta Construction Chart #1
(1973) shows how Roberta was wearing Dior eyestick light, Peach Blush Cheekcolor by
Revlon, and Date Mate scarlet lipstick. Untitled from Roberta’s External Transformations
(From Roberta’s Body Language Chart) (1978) shows that she also had a vocabulary of ges-
tures. After checking into the Hotel Dante, the site of the artwork The Dante Hotel, also
created in 1973, Roberta tried to find a roommate by placing an advert in some local
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papers. Roberta’s meetings with potential roommates and other men were documented
through photography, as in the case of Roberta and Blaine in Union Square (1975) or
Roberta and Irwin Meet for the First Time in Union Square Park (1975), and Roberta Breitmore
Blank Check (1974) confirmed that she had a financial existence.

Hershman Leeson subsequently engaged three women, including the art historian
Kristine Stiles, to act as Roberta. Stiles went out as Roberta, and Hershman Leeson as
herself because ‘there was a rumour about Roberta’ and she wanted people to ‘think
that she existed’ (2015). All the performers wore wigs and costumes identical to those
Hershman Leeson wore when performing Roberta, and all underwent a series of trans-
formations. Hershman Leeson then ceased performing as Roberta, leaving the three
hired performers on their own. Finally, Roberta Breitmore was exorcised at the Palazzo
dei Diamanti in Ferrara (1978).

Over time, Roberta was re-mediated as the telerobotic doll CyberRoberta (1995-1998),
who was dressed identically to Roberta. Additionally, Roberta appeared as an avatar in the
Second Life remake of The Dante Hotel, called Life to the Second Power or Life Squared
(2007-), which turned a number of documents and records in the Hershman Leeson
archive about the artwork now hosted at Stanford University Libraries Special Collections
into a mixed reality experience where visitors could explore digital reproductions of frag-
ments of the original archive (Giannachi and Kaye 2011). In writing a pitch recommending
the acquisition of Hershman Leeson’s artwork, former Tate curator Kelli Dipple pointed
out that the complete Roberta ‘inventory’ consisted of ‘around 300 individual photo-
graphs, documents and artefacts’ (Dipple 2009a) and stated that ‘due to the nature of
the artwork | was unable to settle on the best way to annotate the individual vs. collective
artwork’ (Dipple 2009b). Dipple’s comments not only illustrate how Roberta Breitmore
challenges an understanding of the relationship between performance and documen-
tation as dichotomous (Phelan 1993), and instead highlights the performative function
of documentation (Auslander 2006; Jones 1997), but also that each element (whether a
document, record or documentation) forms part of what could be described as a
Roberta Breitmore assemblage, operating both as a part and a whole, with each being
located on the same ontological (though not necessarily spatio-temporal) plane as the
others.

The second artwork is Agent Ruby, an interactive multiuser web-based portal that
Hershman Leeson developed between 1998 and 2002. Agent Ruby consisted of an artifi-
cially intelligent web agent with a female persona capable of holding conversations with
users and searching the internet to improve her knowledge. Originally, Ruby was
designed to have a four-part life cycle formed by the website, breeding stations, mood
swings, voice recognition and dynamic processing of events (Tromble 2005, 94). Agent
Ruby was also designed to be downloaded to handheld Palm computers from the web.
The vision had been for Ruby to develop speech synthesis and voice recognition and ulti-
mately understand spoken language, and for her to be connected to the internet and be
able to incorporate current affairs into her conversation.

When examining the coding of Agent Ruby to enhance the understanding of the
conservation specifics of the artwork, Mark Hellar, a technology consultant for cultural
institutions, including the San Francisco Museum of Modern Art (SFMOMA), found code
that resembled a text-to-speech program. He noted that Agent Ruby ‘was on this old
server, and we found some other things on it that were unexpected and considered
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non-critical: a different Flash interface that had never been used, a 3D model, and some
code that was a kind of text-to-speech program. It looked like they had been trying to
create a 3D model that would convert text from the artificial intelligence program into
speech, but that never happened’ (Sanchez and Smit 2013). However, Hershman
Leeson stated that Agent Ruby had not been pre-programmed, and so she herself
could not know how it would respond to specific questions (Hershman Leeson 2014).
Hershman Leeson also noted that ‘Agent Ruby was given the possibility of searching
the internet for responses, then make a decision which she would use. A small monitor
set up next to her allows users to see all of the options she has before she begins speak-
ing’ (2024). When the artwork was shown in 2013 at the SFMOMA exhibition curated by
Rudolf Frieling, Lynn Hershman Leeson: The Agent Ruby Files, the audience’s reactions over
twelve years in the database of the artwork were also exhibited. These were catalogued
according to specific topics, selected by Frieling, which included economy, dreams, fem-
inism, human, jokes, philosophy, politics, sexuality and technology. Only recently, Hersh-
man Leeson described the artwork as an ‘early version of Al made twelve years before Siri’
(2023), and indeed the efforts to incorporate Al in Agent Ruby were there from the begin-
ning. For Hershman Leeson it was crucial also that ‘unlike Siri, Agent Ruby has a sense of
humour and uses metaphors’ (2024).

The third artwork is in fact a series, Cyborgian Rhapsody, that presently consists of four
short films made over twenty years: Seduction of a Cyborg (1994), featuring Joanne Green
Levine; Shadow Stalker (2018), featuring Tessa Thompson; Logic Paralises the Heart (2022),
which was awarded a special commendation at the 59th Venice Biennale, featuring Joan
Chen; and Immortality (2023), featuring ChatGPT-3.5 and Lynn Hershman Leeson herself.

Seduction of a Cyborg speculates about how technology could infect an unsuspecting
female body, portraying technology as a contagious disease that could destroy a woman’s
immune system. Here, the protagonist, who had become curious about technology as a
way to compensate for her loss of sight, became addicted to the algorithms produced by
a computer-simulated world. Her addiction then destroys her immune system. This, in
turn, not only shows her incapacity to defend herself against disease and ‘the pollution
of history’ but also reveals that her identity was formed, as Roberta Breitmore had also
shown, by historical context.

Shadow Stalker investigates the use of Al in identity theft, predictive policing
(predpol), and racism, unpacking the concept of ‘algorithmic violence’ to show how
algorithms create red-outlined squares on maps based on past crimes, often in low-
income districts, where they predict a crime might occur. The system, used in the UK,
the Netherlands, China, and Korea, affects credit ratings and is evidence of the increased
monetisation of personal data. Denouncing how the value of personal data now sur-
passed oil to be the most valuable asset in the world, the film criticises the frequency
of algorithmic mistakes and calls for a greater awareness of the misuse of data in
contemporary society.

Logic Paralises the Heart (2022) features a cyborg who, in Hershman Leeson’s words, ‘is
having a nervous breakdown because of the problems she’s caused with humans’ (2023).
The film starts by recalling that in 1960 Manfred Clynes and Nathan S. Kline coined the
word ‘cyborg’ to describe ‘the technological apparatus a human body would need to
record information when pilots flew at supersonic speeds’ and were convinced that the
cyborg ‘was an interface to human liberation’. In the film the cyborg appears on a
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mobile phone, explaining that she can reshape herself ‘into anything’ using deepfakes to
pass for well-known people. She then recalls that she was born during the Vietnam war
and that war is an important part of her inheritance, as is her relation to the Enigma
Machine, Dartmouth Al, Big Bang, Deep Blue, Watson, and predictive policing, as had
already been mentioned in Shadow Stalker, and is partly echoed here.

Subsequently, the cyborg deplores how the war that she had been bred to fight had
come ‘home’, prompting the question as to who the enemy may now be. Disclosing that
algorithms are pervasive, invisible and biased, often targeting ‘the most vulnerable
people’, she then talks about how surveillance technology captures faces and distributes
these across platforms, revealing how in 2019 a website was developed to showcase
people created by Al, the so called ‘ghosts of the future’, which for her signals the ‘inevit-
ability of human extinction’. She then asks a series of questions such as ‘can we turn the
tools of violence into mechanisms of survival’; ‘can we mitigate climate change’; ‘can we
move beyond the paralysis of despair’; ‘do | have a soul’; ‘can | change predictions’; ‘can |
outwit the predictives of my history’ before finally ending on a positive note by showing
how the planet has started to look after itself through plastic-eating bacteria and how
species that had been consigned to extinction ended up surviving due to changes in
human behaviour, concluding that there may be hope that we could ultimately change
‘the ‘history of the future’.

Finally, Immortality is a film written and performed by an Artificial Intelligence Cyborg, a
ChatGPT-3.5 Chatbot ‘who named itself’ Sarah. Hershman Leeson notes that ‘Sarah does not
need the input of a story or responses, she has the ability to search for options of how to
respond and then select how to respond to specific questions or incidences of conversation’
(2024). Here it is the Al that controls the narrative. The viewer is told that the Sarah was born
in the year 2029 and that she had been created by her parents who were from the future
and had used a time machine to travel back to the present to create her through human
DNA, genetic engineering, and cybernetic implants to enhance her abilities, so that she
could help humans, the planet, and life to survive. However, to do this, Sarah needs the
humans to help her. Thus, she appears to two young girls, telling them that she originated
from warfare, and had an affair with a computer, ENIAC (the Electronic Numerical Integrator
And Computer), which was the first computer to test the feasibility of thermonuclear
weapons. She also tells them that their generation has poor eyesight because scanning
technologies have transformed human eyes into ‘surveillance agents’, and that they had
ignored the warnings about extinction and climate change, discrimination and hatred,
which had ‘contaminated the planet'’.

As Sarah asks the two girls to close their eyes and imagine a future celebrating the
care of all living things, Hershman Leeson herself interrupts her to tell her that her infor-
mation is flawed and that she is confusing fiction and reality. Sarah then admits that her
story is open-ended, like an Instagram scroll. The film ends with Hershman Leeson
pointing out that ChatGPT-3.5 and 5 will survive Sarah, just as the two girls will
survive her, so that evolution may occur. In an interview with the curator Hans Ulrich
Obrist, Hershman Leeson subsequently stated that Sarah thinks and looks like she did
some thirty years ago (2023). However, even though in Immortality humans and
machines may have become intertwined, capable of looking like each other, or even
pretending to be each other, neither, in their current state, and despite the title, actually
appear to be immortal.



INTERNATIONAL JOURNAL OF PERFORMANCE ARTS AND DIGITAL MEDIA e 247

The Lynn Hershman Leeson archive

The philosopher Jacques Derrida’s Archive Fever (1995) traced the word ‘archive’ to Arkhe,
indicating that archives constitute both ‘the commencement and the commandment’, the
‘there where things commence - physical, historical, or ontological principle - but also the
principle according to the law’, the ‘there where men and gods command, there where
authority, social order are exercised, in this place from which order is given — nomological
principle’ (Derrida 1996, 1; original emphasis). For Derrida, the archive was not only a
place for storage, conservation, and memory creation, but also that ‘the technical struc-
ture of the archiving archive also determines the structure of the archivable content
even in its very coming into existence and in its relationship to the future’ (Derrida
1996, 17; original emphasis). In other words, the technologies and related processes of
what Derrida called the ‘archiving archive’ shape and therefore define both present and
future archived materials. For Derrida in fact, ‘archivization produces as much as it
records the event’ (Ibid.: 17). Although the archive is often regarded as a tool for preser-
vation and a mechanism for dissemination, it is much closer to an ordering system for the
production of knowledge. This perspective has gained traction in recordkeeping infor-
matics, an approach to records management that focuses on the processes that
produce records rather than the management of them as end products (Upward et al.
2018). Relevant to us here, is that recordkeeping informatics is based on continuum think-
ing. From this perspective, there is not an end stage in records-management, but instead
records are always becoming (McKemmish 1994) and hence can always be used in a
different ways by different people. In other words, recordkeeping is future-facing and
focused on the interests of varying users and stakeholders, including, nowadays Al. Trans-
lated to documentation as a specific element of recordkeeping, when documented, not
only can the artwork reproduce within the archive but also it can impact on the archiving
archive’s capacity to shape everyday practices (Giannachi 2016).

Hershman Leeson, like most other artists, created and preserved a personal archive of
her artworks consisting of thousands of records spanning over fifty years. A copy of this
was donated to Stanford University in 2004 and several deposits were subsequently made
by Lynn Hershman Leeson at Stanford. Over the years, several museums acquired her art-
works and placed them, along with their documentation, in their collections and archives,
often providing a description of them online. To continue to update these records with
additional information or newly acquired knowledge about them is time consuming,
and so, despite the artist's growing popularity and standing, and the increasing
number of interviews and articles about her work published online, they remain largely
unavailable.

What ChatGPT can do for the documentation and archiving of Lynn
Hershman Leeson’s Roberta Breitmore, Agent Ruby, and Cyborgian
Rhapsody

We started our investigation of what Al can do for documentation by asking ChatGPT-3.5
to describe the benefits of documentation. We deliberately choose ChatGPT-3.5, as it is
currently widely accessible and used for all kinds of purposes. One of the interesting
things about using ChatGPT-3.5 for this case study is that currently there is not a standard
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way to formulate prompts, hence we could be ‘creative’ and see how slight rephrasing
would generate different and hopefully surprising results. We also used the same
prompts from different accounts/computers to compare the different responses. While
some differences were visible, overall, the responses were similar, hence in what
follows we focus on the initial prompts and responses. However, for future research it
would be useful to see how much and how quickly Al learns from our own prompting
history and hence, how the information that both the Al and their users receive is
influenced over time through their interaction. The replies to our prompts denote a
good understanding of some of the key contexts in which art is documented, namely
preservation, contextualisation, authentication, research and education. The responses
also demonstrate an awareness of the roles potentially played by different stakeholders
in caring for the artwork (Figures 1 and 2).

We asked ChatGPT-3.5 about how it would document Lynn Hershman Leeson’s
artwork in comparison with how it would document the artwork of another artist who
has paid similar importance to the role of documentation, namely Marina Abramovic.
Interestingly, ChatGPT-3.5 recognised the importance of creating bespoke documen-
tation for each of the two artists, and pointed out that in the case of Hershman
Leeson, particular attention needed to be paid to dates, as she often revisited her artworks
over time using different technologies, something that is especially evident in the case of
Roberta Breitmore. ChatGPT-3.5 also recognised that some of Hershman Leeson's artworks
respond to specific historical contexts that may then be documented alongside the art-
works. Crucial, moreover, is the identification of the legacy of her artwork which Hersh-
man Leeson made possible through the creation of educational resources about
feminist art as, for example, was the case of/W.A.R. Women Art Revolution (2010), a film
and education pack about feminist art in the period 1960-2010. Finally, ChatGPT-3.5 high-
lighted the key role played by the intersection of technology and identity in Hershman
Leeson'’s artwork, a thread that unifies all the case studies included here (Figure 3).

We then asked ChatGPT-3.5 how it would go about creating a documentation and
archive of Roberta Breitmore specifically, and it suggested an interdisciplinary approach,
and an extension in scope, that is interactive and multimedial, aimed at providing
long-term preservation, offers critical analysis and interpretation to facilitate collaborative
and community engagement, promotes accessibility and outreach, respects ethical con-
siderations pertaining to participants in her artwork, uses emergent technologies to facili-
tate the exploration of the archive, and considers the archive as a dynamic and evolving
resource. Interestingly, it referred to Roberta Breitmore as a ‘project’, denoting an under-
standing of the complexity of the artwork across media and over time. These findings are
in tune with recent explorations in the value of collaborative conservation, which has
gained importance in conservation discourse as a way to ‘proliferate preservation’, a
method that allows copies of the work to circulate and mutate to better ensure their sur-
vival, which happens through crowdsourcing (Rinehart and Ippolito 2014); ‘generative
preservation’, which enables further iterations of existing works as well as the develop-
ment of new artworks (Dekker and Giannachi 2023); and/or a ‘network of care’, the
notion of a relational arrangement of care in which preservation is negotiated between
different actors, including humans, but also material and technical elements (Dekker
2018). In this sense, Al could be used as a key stakeholder in collaborative conservation
and generative preservation (Figure 4).
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e You

Why is it important to document art? what do you think art documentation is and who should do
it?

ChatGPT

Documenting art is crucial for several reasons:

[N

. Preservation: Documentation helps preserve the history and evolution of art. It ensures that

artworks are recorded for future generations, even if the physical pieces are lost or damaged.

2. Context: Art documentation provides valuable context for understanding an artwork. This context
can include information about the artist, the time period, the cultural and social influences, and
the intended meaning or message of the piece.

3. Authentication: Documentation helps verify the authenticity of an artwork. By keeping detailed
records of an artwork's creation, ownership history, and provenance, it becomes easier to
distinguish genuine pieces from forgeries or replicas.

4. Research and Education: Art documentation serves as a resource for researchers, scholars, and

educators. It provides a wealth of information that can be analyzed, studied, and used to deepen

our understanding of art history and artistic practices.

Art documentation encompasses various tasks, including:

* Recording information about the artist, such as biographical details, artistic influences, and
career highlights.

* Describing the artwork itself, including its title, medium, dimensions, and creation date.

* Documenting the creation process, including any sketches, drafts, or preparatory work.

* Tracking the artwork's ownership history, including sales, acquisitions, and exhibitions.

* Photographing or capturing images of the artwork from different angles and under various
lighting conditions.

* Writing descriptive texts or critical analyses to accompany the artwork.

As for who should do art documentation, it often falls under the responsibility of multiple parties:

[

. Artists: Artists themselves can play a crucial role in documenting their own work. They may keep
sketchbooks, journals, or digital records detailing their creative process and the evolution of their
ideas.

[S)

. Galleries and Museums: Galleries and museums often have dedicated staff members responsible
for cataloging and documenting their collections. This can include curators, registrars, archivists,
and conservators.

w

. Art Historians and Researchers: Scholars and researchers may also contribute to art
documentation by conducting in-depth studies, writing articles or books, and compiling
databases or catalogs of artworks.

»

. Collectors and Owners: Private collectors and owners of artwork are also important stakeholders
in art documentation. They may keep records of their collections for insurance purposes,
authentication, or simply personal enjoyment.

Overall, art documentation is a collaborative effort involving artists, institutions, scholars, and
collectors, all working together to preserve and promote the world's cultural heritage.

0O @

Figure 1. ChatGPT-3.5 screenshot.
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ChatGPT

Yes, documenting the work of Lynn Hershman Leeson would involve tailoring the approach to suit
her unique artistic style, themes, and methods. While there may be some similarities in the
documentation process, each artist has their own distinct characteristics that require specific
attention. Here's how the documentation of Lynn Hershman Leeson's artworks might differ:

£

Title: Similar to Abramovi¢, record the titles of Hershman Leeson's artworks. However, her titles
may lean more towards reflecting technological or feminist themes, often incorporating wordplay
or conceptual layers.

N

. Date: Note the dates of creation, but also pay attention to the technological context, as
Hershman Leeson frequently incorporates new media and digital technologies into her work.

w

Medium: Describe the medium of the artwork, which may include digital media, interactive
installations, film, photography, and performance. Understanding the technical aspects of her
work is essential for accurate documentation.

4. Description: Provide a detailed description of the artwork's visual and interactive elements,
considering how technology interfaces with the audience and the narrative or conceptual layers
embedded within.

(2

. Concept: Explore the conceptual frameworks of Hershman Leeson's work, which often revolve
around identity, surveillance, the intersection of technology and humanity, and feminist themes.
Discuss how these concepts manifest in the artwork.

o

Documentation: Given the digital and technological nature of her work, documentation may
include screenshots, videos, software documentation, and interviews discussing the technical
and conceptual aspects of the pieces.

7. Historical Context: Situate the artwork within the broader historical context of new media art,
feminist art movements, and technological advancements. Consider how Hershman Leeson's
work intersects with these contexts and contributes to their evolution.

8. Critical Reception: Analyze critical responses to the artwork, paying attention to discussions
around the use of technology, feminist perspectives, and the impact of her work on contemporary
art practices.

9. Legacy: Reflect on the lasting impact of Hershman Leeson’s work on new media art, feminist
discourse, and the broader art world. Consider how her pioneering use of technology continues
toinfluence artists today.

10. References: Provide references to scholarly articles, exhibition catalogs, interviews, and other
resources that contribute to a deeper understanding of Hershman Leeson'’s artworks.

In summary, documenting Lynn Hershman Leeson's artworks requires a nuanced approach that
acknowledges the specific themes, techniques, and contexts that characterize her practice,
particularly focusing on the intersection of technology and identity in her work.

Figure 2. ChatGPT-3.5 screenshot.

Finally, we asked ChatGPT-3.5 how it would improve existing resources. It suggested
preserving the original documentation but also expanding it by building an interactive
digital platform dedicated to the project that users could explore using different
formats and technologies, such as VR, AR, and Al (the latter in the form of a chatbot emu-
lating Roberta). It also mentioned documenting its contemporary relevance, in order to
maintain the artwork, or to keep it alive. Additionally, ChatGPT-3.5 proposed expanding
the corpus of materials associated with Roberta Breitmore’s persona, understanding
Roberta Breitmore not only as a character or artwork or even a project, but rather as a
‘living, evolving entity that continues to adapt to changing times and technologies'.
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ChatGPT

Creating an archive of Roberta Breitmore by Lynn Hershman Leeson could offer several
advantages and improvements over existing archives, ensuring a more comprehensive and

nuanced understanding of the project:

1. Interdisciplinary Approach: By integrating materials from diverse sources such as art, literature,
sociology, and technology, the archive can offer a multi-faceted perspective on the Roberta
Breitmore project, enriching its interpretation and contextualization.

N

. Expanded Scope: The archive could include materials not typically found in traditional art
archives, such as digital artifacts, online interactions, and social media data, providing a more
holistic representation of the project's impact and reception.

w

. Interactive and Multimedia Content: Incorporating digital technologies and interactive elements
into the archive can enhance user engagement and accessibility, allowing viewers to explore the
project through various media formats and interactive experiences.

IN

. Long-Term Preservation: By digitizing and properly archiving materials, the archive ensures the
long-term preservation and accessibility of the Roberta Breitmore project for future generations,
mitigating the risk of loss or deterioration of physical artifacts and documents.

o

. Critical Analysis and Interpretation: The archive can serve as a platform for ongoing critical
analysis and scholarly research, fostering new interpretations and insights into the conceptual,
aesthetic, and socio-political dimensions of the project.

2]

Collaborative and Community Engagement: Engaging with artists, scholars, activists, and
communities connected to the project can enrich the archive through collaborative initiatives,
oral histories, and participatory research, fostering a sense of ownership and connection among
stakeholders.

N

Accessibility and Outreach: Making the archive widely accessible through online platforms,
exhibitions, educational programs, and outreach initiatives ensures that it reaches diverse
audiences beyond the confines of academia and the art world, fostering broader awareness and
appreciation of the project.

®

Ethical Considerations and Inclusivity: The archive can prioritize ethical considerations such as
privacy, consent, and representation, ensuring that the voices and experiences of individuals
connected to the project are respected and acknowledged in a manner that is inclusive and
empowering.

©

. Innovative Technologies and Methods: Leveraging emerging technologies such as artificial
intelligence, virtual reality, and linked data can facilitate new modes of exploration and discovery
within the archive, enabling innovative approaches to research, education, and public
engagement.

10. Dynamic and Evolving Resource: By continuously updating and expanding the archive with new

materials, interpretations, and perspectives, it can evolve over time to reflect changing

scholarship, societal contexts, and technological advancements, remaining a dynamic and
relevant resource in perpetuity.

Overall, 2 well-curated and thoughtfully designed archive of Roberta Breitmore by Lynn Hershman
Leeson can offer significant advancements and enhancements over existing archives, providing a
comprehensive, engaging, and enduring resource for scholars, artists, students, and the public
alike. v

Figure 3. ChatGPT-3.5 screenshot.
The notion of a living and evolving technical entity that is woven into the fabric of every-

day life still seems far-fetched. If anything, it seems to allude to the desire of people and
perhaps programmers to understand what people want, as ‘a generalisation of prediction
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You
How would you build on Lynn Hershman Leeson's Roberta Breitmore existing documentation?

ChatGPT

Expanding on Lynn Hershman Leeson's "Roberta Breitmore" project would involve both
preserving the original documentation and incorporating new elements to reflect contemporary
themes and technologies. Here's a suggested approach:

. Preserve Original Documentation: Digitize and archive all existing documentation related to the

original "Roberta Breitmore" project, including photographs, videos, journal entries, and any
other written materials. Ensure that these materials are stored in a secure and accessible format
for future reference.

. Create Interactive Digital Platform: Develop a comprehensive digital platform dedicated to the

"Roberta Breitmore" project. This platform should serve as a hub for accessing original
documentation, historical context, analysis, and interactive elements. Users should be able to
explore Roberta's world through various multimedia formats.

. Incorporate New Technologies: Integrate emerging technologies such as virtual reality (VR),

augmented reality (AR), and artificial intelligence (Al) to enhance the user experience. For
example, users could immerse themselves in Roberta's environment through VR simulations or
interact with an Al chatbot designed to emulate Roberta's persona.

. Document Contemporary Relevance: Explore the relevance of Roberta's story in today's society.

Create new documentation highlighting parallels between Roberta's experiences and
contemporary issues such as identity, surveillance, gender, and technology. Include interviews
with scholars, artists, and activists who can provide insights into these topics.

. Community Engagement: Foster community engagement by inviting users to contribute their

own interpretations, artworks, and reflections inspired by the "Roberta Breitmore" project.
Encourage dialogue and collaboration through online forums, workshops, and events.

. Educational Resources: Develop educational resources for students and educators interested in

exploring the intersections of art, technology, and identity. This could include lesson plans,
discussion guides, and curated reading lists.

. Expanded Narrative: Consider expanding the narrative of Roberta's story beyond its original

scope. Create new fictional elements or scenarios that explore alternative trajectories for
Roberta's life, taking into account contemporary social dynamics and technological
advancements.

. Collaborations and Partnerships: Collaborate with museums, galleries, academic institutions,

and cultural organizations to showcase the "Roberta Breitmore" project through exhibitions,
screenings, and interdisciplinary collaborations. Partner with digital archives to ensure long-term
preservation and accessibility of project materials.

. Documentation of Impact: Document the impact of the expanded "Roberta Breitmore" project

through user testimonials, media coverage, and scholarly analysis. Track metrics such as website
traffic, social media engagement, and audience demographics to assess reach and effectiveness.
Continued Evolution: Treat the "Roberta Breitmore" project as a living, evolving entity that
continues to adapt to changing times and * ~hnologies. Regularly update the digital platform
with new content, features, and interactive caperiences to keep audiences engaged and inspired.

Figure 4. ChatGPT-3.5 screenshot.
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of utterances and actions that progressively interpolates and interpellates subjects’
(Mackenzie 2015, 431). It is a desire, as argued by the media theorist Adrian Mackenzie,
that is ‘power-saturated and also materialises in complex technological-cultural com-
modities that are beginning to stabilise in aggregate forms’ (Ibid). However, when exam-
ining the mechanism of algorithmic modelling, Mackenzie concluded that the
‘effectiveness of machine learning in any setting depends on relatively stable forms. Vari-
ation fuels data mining, but change thwarts it’ (Mackenzie 2015, 443) - yet, one of the
main characteristics of digital art, including Roberta, is its inherent variability, ambiguity
and unpredictability (Dekker 2018). This could make algorithmically created documen-
tation, including documentation created by generative Al, a problematic method if it is
committed to learning from stable and standardised ways of classification (Figure 5).

We asked ChatGPT-3.5 how it would build upon the existing documentation of Agent
Ruby. In this case, it suggested putting the user documentation online so it could be
searchable, but also training Ruby to respond to a broader range of enquiries and user
interactions. As with Roberta Breitmore, it called Agent Ruby a project, and asked about
its contemporary relevance, community engagement and impact. ChatGPT-3.5 didn’t
seem to take into consideration that the artwork had become part of the SFMOMA's col-
lection and so any update would require a collaboration with both the artist and the
museum. Confirming our previous statement, rather than connecting various perhaps
at first sight (un)related data, as a documentation tool ChatGPT-3.5 seems to be stuck
into its own present, unable to shift, let alone mutate, into the future. In this sense, it
does not present precise or detailed documentation about the artwork, but it looks at
what the artwork could be. This also echoes the media theorist Matteo Pasquinelli’s analy-
sis of machine learning where he shows how Al is not able ‘to extrapolate beyond the sty-
listic boundaries of the training data [..., and can] explore and improvise only within the
borders of the categories that are set by the training data’ (Pasquinelli 2019, 15). Hence,
unlike Agent Ruby, ChatGPT-3.5 does not make jokes, create new metaphors, or be enig-
matic. Here, human-made documentation may provide more information about the
artwork, generating and combining data from the past with an eye towards the future
where it could be repurposed. As such it presents an open-endedness, which may very
well outlive ChatGPT-3.5's results of a recombined past (Figure 6).

Finally, we asked ChatGPT-3.5 how it would document Cyborgian Rhapsody. In this
case, the lack of information about this artwork, which, as we have seen, is a composite
(or rhapsody) of a series of shorter films, induced ChatGPT-3.5 to commit a series of
errors, including the fact that it thought it was a single artwork that had been exhibited
in museums. Largely due to the fact that ChatGPT-3.5's last update at the time of writing
was in January 2022, it could not provide any sensible or reliable information about how it
would document this complex and composite artwork, and based its responses on what it
had already stated for other artworks by the artist. Foremostly, the result emphasised the
shortcomings of ChatGPT-3.5 and Al more broadly. Instead of trying to develop logics of
its own, or venturing into uncharted territories, and become ‘creative’ in its predictions,
i.e. advancing the error, it remained faithful to the information that was most readily avail-
able, thus repeating what it said before. Sealed in its own quantitative and reductive
system, it is still unable to change predictions or even outwit the predictions of its own
history. However, ChatGPT-3.5’s comments on Roberta Breitmore show that despite this
lack of ‘creativity’, ChatGPT-3.5 can be used to enhance documentation in the sense of
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@ You

How would you build on Lynn Hershman Leeson's Agent Ruby existing documentation?

ChatGPT

Expanding on Lynn Hershman Leeson's "Agent Ruby” project involves preserving its original
documentation while also incorporating new elements to reflect contemporary themes and
technologies. Here's a proposed approach:

1. Digital Preservation: Digitize and archive all existing documentation related to the original
"Agent Ruby" project, including screenshots, transcripts of conversations, and any other relevant
materials. Ensure that these materials are stored in a secure and accessible format for future
reference.

Interactive Digital Platform: Develop an interactive digital platform dedicated to the "Agent

N

Ruby” project. This platform should allow users to engage with Ruby's conversations, explore her
world, and access additional contextual information. Consider incorporating features such as
searchable transcripts, multimedia elements, and user-friendly navigation.

3. Integration of New Technologies: Incorporate emerging technologies such as natural language
processing (NLP), machine learning, and chatbot technology to enhance Ruby's capabilities and
realism. This could involve training Ruby’s Al to respond to a broader range of inquiries and adapt
to user interactions over time.

4. C ary Rel : Explore the relevance of Ruby's character in today's digital landscape.

Document how issues such as online privacy, surveillance, artificial intelligence, and human-

computer interaction have evolved since the original project was launched. Incorporate new
conversations and scenarios that reflect these contemporary themes.
Community Engagement: Foster community engagement by inviting users to interact with Ruby,

n

contribute to ongoing conversations, and share their own perspectives and experiences.
Encourage dialogue and collaboration through online forums, social media platforms, and
interactive workshops.

5. Educational R ces: Develop educational resources for students and educators interested in

exploring the cultural, ethical, and artistic dimensions of Al and digital media. This could include
lesson plans, discussion guides, and curated readings that contextualize Ruby’s character within
broader debates about technology and society.

7. D ion of Impact: Document the impact of the expanded "Agent Ruby”® project through

user testimonials, analytics data, and media coverage. Track metrics such as user engagement,
conversation length, and user satisfaction to assess the project's reach and effectiveness.
4. Collaborations and Partnerships: Collaborate with museums, galleries, educational institutions,
and technology companies to showcase the *Agent Ruby" project through exhibitions,
workshops, and research initiatives. Partner with Al researchers and developers to explore new
applications and advancements in conversational Al technology.
Continued Evolution: Treat "Agent Ruby" as a dynamic and evolving project that continues to

©

adapt to changing technologies and user expectations. Regularly update the digital platform with
new conversations, features, and improvements based on user feedback and technological
advancements.

0. Ethical Considerations: Address ethical considerations related to Al, privacy, and digital
representation. Implement safeguards to protect user privacy and ensure responsible use of Al

technology in accordance with ethical guidelines and best pr

By following these strategies, you can build upon Lynn Hershman Leeson's "Agent Ruby” project
while maintaining its artistic integrity and relevance in today's digital age.

0O@¢

Figure 5. ChatGPT-3.5 screenshot.
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e You

How would you document Lynn Hershman Leeson's Cyborgian Rapsody ?

ChatGPT

Documenting Lynn Hershman Leeson's "Cyborgian Rhapsody” would involve creating a
comprehensive record that captures the essence, context, and impact of the artwork. Here's a
suggested approach for documentation:

Background and Context: Provide an overview of Lynn Hershman Leeson's body of work,

[N

including her exploration of themes such as identity, technology, and feminism. Explain the
significance of "Cyborgian Rhapsody" within the context of her broader artistic practice and its
relationship to other works.

. Description of the Artwork: Offer a detailed description of *Cyborgian Rhapsody,” including its
medium, format, and key elements. Describe any visual, auditory, or interactive components that

N

contribute to the overall experience of the artwork.
Themes and Concepts: Analyze the themes and concepts addressed in *Cyborgian Rhapsody,”

w

such as the relationship between humans and technology, the blurring of boundaries between
organic and artificial, and the implications of cyborg identity. Explore how these themes are
expressed and interrogated within the artwork.

Historical and Cultural Context: Situate "Cyborgian Rhapsody” within its historical and cultural
context, highlighting relevant developments in technology, media, and feminist discourse.

Consider how the artwork reflects or responds to contemporary debates and concerns
surrounding issues such as biotechnology, surveillance, and embodiment.

1%

Creative Process: Provide insights into Lynn Hershman Leeson's creative process in conceiving
and realizing "Cyborgian Rhapsody.” Include information about her artistic influences, research
methods, and technical approaches to integrating various media and technologies.

6. D tation of Exhibitions: Document the exhibition history of "Cyborgian Rhapsody,”
including details of venues, dates, and any accompanying events or programming. Include

photographs, videos, and reviews from exhibitions to illustrate how the artwork was experienced
by audiences.
' Critical Reception and Interpretation: Compile critical responses to "Cyborgian Rhapsody” from

art critics, scholars, and audiences. Analyze different interpretations of the artwork and highlight
recurring themes or points of contention in discussions about its meaning and significance.

o

Artist's Intentions and Reflections: Incorporate statements from Lynn Hershman Leeson herself
regarding her intentions, motivations, and reflections on "Cyborgian Rhapsody." Consider
interviews, artist statements, and public lectures where she discusses the artwork and its
themes.

©

Impact and Legacy: Assess the impact and legacy of "Cyborgian Rhapsody” within the fields of
art, technology, and feminism. Explore its influence on subsequent artworks, scholarship, and
cultural discourse, as well as its relevance to ongoing conversations about the relationship
between humans and technology.

10. Accessibility and Preservation: Consider strategies for making documentation of "*Cyborgian
Rhapsody* accessible to diverse audiences, including scholars, students, artists, and the general
public. Ensure that documentation is archived and preserved for future generations to study and
appreciate.

By following this approach, documentation of "Cyborgian Rhapsody® can serve as a valuable
resource for understanding and appreciating Lynn Hershman Leeson's contribution to
contemporary art and culture.

Figure 6. ChatGPT-3.5 screenshot.
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making certain processes more efficient, though this does not mean at this point in time
that they would also be effective or accurate.

It is interesting to consider the notion of generative documentation in analogy to the
media theorist Niels Briigger’s notion of reborn digital material. As part of his research on
web archiving, Briigger noted how archiving actively shapes and determines how a
website is archived and thus what kinds of reconstruction or analysis are possible
(Brligger 2009, 126). In the example of the Waybackmachine, it scrapes data from a
website at a certain moment and generates a copy from these elements that may have
not existed before in that same form, as changes may have occurred at the moment of
the scrape. Something similar happens with ChatGPT-3.5: not only does the system (con-
sisting of humans and technology) determine how the datasets are created, and thus
what documentation is possible, but it also forms a unique new documentation that
shares characteristics of the multiple sources from its database and the particularities
of the system that is used. Such technical characteristics, or performative aesthetics, are
common in all media and it would be interesting to analyze how various systems will
affect or expand alternative documentation outcomes or what may happen in years to
come if documentations of existing artworks are used in Al training.

Conclusion

It is evident that ChatGPT-3.5, or Al more broadly, has capabilities that make it highly
suited to the fields of documentation and archiving, but these capabilities are directly
commensurate with how much information already exists online about an artwork. For
instance, while machine-learning software may reveal hidden layers that were previously
obscured, present interesting connections and patterns, and in an attempt to run radical
experiments, may also instigate linguistic in(ter)ventions, in the end the outcome mirrors
the datasets used to train it. In our case, ChatGPT-3.5 learned from our own behaviour,
what we looked at, how we phrased the question, and how we continued the discussion.
Being trapped on a treadmill, the user is merely an observer who is playfully asking ques-
tions and trying to decipher the meaning in the responses, while the experiment simply
reiterates and re-enforces their own ‘mindset’. Despite these problems, or its lack of ‘crea-
tivity’, ChatGPT-3.5 can be used to expand archives by providing contextualisation, linking
together documents from various sources, and generating prompts for novel experiences
through a range of strategies and technologies. Indeed, judging from our brief exper-
iment, ChatGPT-3.5 may facilitate expedited and efficient documentation processes for
extensive and heterogeneous art collections. It has the capability to swiftly evaluate art-
works and propose methods for their systematic arrangement and classification. By miti-
gating the uncertainty inherent in documentation, it could assist institutions in reducing
significant time and resources, as well as streamline the provision of recommendations for
art galleries, museums, and art market platforms. Leveraging attributes such as colour,
texture, line, composition, and content, it can discern and classify an artwork, conduct tar-
geted searches within collections, and propose pertinent criteria for documentation pur-
poses, linking documents from different iterations of artworks across a range of
institutions.

However, at the same time, it raises questions on the level of the content, loss of
context or compounding errors, and on the level of (copyright) attribution, authorship



INTERNATIONAL JOURNAL OF PERFORMANCE ARTS AND DIGITAL MEDIA e 257

and control for almost all parties involved: artists, documentors, archives, and museums,
among others (Blackwell 2015). It exposes the implicit or ideological and political narrative
structure of the system itself (how it is trained and compiles data) and of the sources of its
data. For these reasons, it is crucial that more research is conducted into this field, and
regulation passed, so that different stakeholders, including artists and audiences, can
benefit from what ChatGPT-3.5 or other forms of Al could contribute to the fields of docu-
mentation and archiving. It is worth remembering that at present ChatGPT-3.5 only per-
petuates, or when it ‘improves’, may only be building on what already exists, and so it is
paramount to continue to generate our own documentation and archives for the con-
siderable future. ChatGPT-3.5, and Al more broadly, can help, though to do this in
more extensive and potentially ‘creative’ ways may only happen when it has more
diverse data and doesn’t rely on strict categories to expand and augment existing art-
works, as well as generate — or predict - future versions and interpretations.
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