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Disasters, premiered its piece Living Space in Budapest, considered to be an iconic
production in the history of Hungarian dance theatre, and earning international success. The
solo performer (Yvette Bozsik) was set in a small glass box, suggesting the claustrophobic
atmosphere of the 1980s in the country. In 2012, the group re-interpreted the 1986 production
with considerable critical changes under the title (In)Finity. The new solo performer (Rita Góbi)
was locked in a similar glass box. However, the group refashioned the main question about
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DURING THE LAST decade there has been a
rising interest in dealing with the experience
of young democracies in the contemporary
Hungarian theatre and performance art scene.1

The ongoing inner reflexes and social frame-
works of dictatorial regimes, as well as a con-
tinuing experience of subordination, seem to be
the focus of creative examination. In addition,
the topic of surveillance societies and their
claustrophobic nature, including observation,
security, and state protection, offers a unique
historical bondbetweenmore than fourdecades
of communism and the current situation in the
country, or, in a broader sense, in the region of
Central-Eastern Europe.

Although after 1989 the changes of the
political system suggested further social and
cultural turns for the former countries of the
Eastern Bloc, a remaining and sometimes even

strengthening mentality of learned helpless-
ness can be grasped in the various fields and
mechanisms of social and cultural organiza-
tions. Even though in Hungary, from the first
free elections in 1990, citizens were given a
chance to form their own country after a very
long time, many of the social, political, and
cultural apparatuses – including methods,
mentalities, and leading figures – remained
almost the same.

Moreover, since Hungarian society seems
to have missed the chance to process and
analyze the longdecades of oppression (partly
because it was more than beneficial for the
elite), certain rhetorical gestures and learned
reactions to them have easily and conve-
niently recurred in the post-communist
period, especially regarding the questions of
security, defence, and the hierarchy between
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the state and its citizens. Therefore, it is not at
all by chance that, during the last years, both
young and old artists of the region have
started to investigate why citizens are facing
a new crisis of surveillance and security, and
how this experience can be linked to the
period between the 1960s and 1980s.

For instance, in 2013, the Nitra Theatre Fes-
tival in Slovakia initiated a special project
titled Parallel Lives: The Twentieth Century
through the Eyes of the Secret Police. The festival
invited theatre artists from the region, includ-
ing the Czech Republic, Poland, Slovakia,
Romania, Germany, and Hungary, to create
performances on the communist past and the
operation of the secret police in Eastern
Europe. These productions included, for
example, Romanian director Gianina Cărbu-
nariu’s Typographic Capital Letters, which
focused on the operations of the Securitate
towards a teen street artist deserted by his
neighbours; Czech director Petr Zelenka’s
opera piece on a priest who was tortured to
death by the communist authorities; German
director Clemens Bechtel’s documentary
piece My File and I, staging nine civilians
who were either observed or hired by the
Stasi; and Hungarian director Dániel
D. Kovács’s Reflex, posing questions about
the mental health of society through the story
of a psychiatrist pursued by the State Security.
Outside of this project, but also in 2013, the
acknowledged Hungarian theatre director
Béla Pintér also premiered Our Secrets, touch-
ing upon the individual tragedies of both
secret agents and observed citizens in the
communist era.

More recently, in 2019, the emerging young
director and dramatist Kristóf Kelemen and
his collective took a sharper look at the conti-
nuities of pre- and post-1989 realities at the
Trafó House of Contemporary Arts in Buda-
pest. Also written by Kelemen, the play
Observers is based on real secret agent reports
andfiles from the 1960s, and it investigates the
various motifs, aims, and circumstances of
informers and agents who, on the order of
the secret police, reported on certain ‘suspi-
cious’ individuals. The production deals with
the invisible net of anxiety, secrets, betrayals,
dependencies, and survivals that successfully

built up a society of fear. However, it does not
present the 1960s in Hungary as openly
aggressive but highlights the disingenuous-
ness of the era, indicating how toxic depen-
dency of citizens and state security normalizes
the claustrophobic atmosphere of suspicion,
tension, and guilt.

Although the piece is centred on a case in
1965, when many of the informers were
becoming targets because of their sexual iden-
tities, there are also further associations with
the present, such as the topic of accessing data.
In his opening speech, one of the main char-
acters, Lieutenant Horváth, touches upon the
methods of data collection by the secret ser-
vices as something that was enforced in the
1960s, and promises a bright future of volun-
tary data-sharing in exchange for security.
This is the exact point where another layer of
dependency between the state and its citizens
has risen as a unique Central-Eastern
European historical experience, since the
grand network of the communist secret police
is being replaced by a network of information
technologies used by modern democracies.

Using the previous argument as a basis for
further examination, this article presents a
case study of two joint Hungarian dance pro-
ductions by the Collective of Natural Disas-
ters (CND), divided by almost three decades.
However, the pieces are connected through
the genre of critical re-performance as well
as a subversive aesthetics of social and per-
sonal claustrophobia. Together, Living Space
(1986) and (In)finity (2012) call attention to the
uneasy transition from a dictatorship to a
democracy, and the lasting experience of con-
fined habitats in Central-Eastern Europe.2

They also point out the continuities of the
1980s into the present time by enacting
archived materials and past events.

Similarly to Kelemen’s Observers, these
pieces by the CND also show the intercon-
nected nature of archival and artistic thinking,
urging us to reconsider the notion of the
archive. Exchanges among live art, perfor-
mance history, and archival methods have
been a relevant subject of performance and
theatre theory during the previous decades.
Researchers such asDianaTaylor andRebecca
Schneider have argued powerfully for a
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re-evaluation of the concept of the archive as
a mere holder of dead materials in terms of
corporeal and embodied practices fuelled by
thematerial energies of live bodies.3 The perfor-
mative and political potential here challenged
the limits and practices of bodily engagement
and entanglement in the archival processes and,
consequently, the body was no longer seen as a
mere co-operator in archiving processes
(through reception, interpretation, and so on),
but as the very enactor of remains carrying
different modes of remaining than the so called
enduring materials had maintained.

Bodies accessing, engaging with, or
re-enacting remains posed further questions
as to how these remains assisted in continuing
and altering the life-cycle of past events, and
how the collaboration of various bodies con-
stituted evidence and interpretation.4 This
perspective was undertaken in various ways
and, as a consequence, much has been dis-
cussed recently about how the body of, and
in, the archive could be addressed in relation
to performance and, more interestingly, to
performance art. As Nick Kaye points out
regarding the rising number of live art perfor-
mances as archival practices:

The widespread re-staging and re-use of the mate-
rial, documentary, and textual remains of live art
signals a self-consciously archaeological turn in
recent and contemporary performance. Such tactics
are now established as integral to the circulation
and discourses of performance art.5

The case of the Collective of Natural Disasters
proves that remembering and re-performing
the events of banned or non-supported artistic
practices from the past can open up new ways
of situating and contextualizing current social
and cultural events. In their productions, the
Collective examined how citizens and, more
precisely, artists were not able to escape the
system that surrounded them. In addition, as
a critical re-interpretation of former works, the
genre of re-performance allowed the artists to
comment on their own experience with, and
under, communism, as well as to enact the
continuing political and aesthetic potentials of
past performances. The two pieces by CND
thus both point out that, even in the post-
communist era, a glass wall of subordination

underlies everyday existence, as both a
reminder and a remainder of censorship.

Re-performing Claustrophobia

In 1986 Hungarian artists György Árvai and
Yvette Bozsik premiered their piece Living
Space with the Collective of Natural Disas-
ters.6 The company, founded in 1984, is
known for productions challenging the
boundaries between various art forms, gen-
res, and media, such as dance, performance,
film, video, and music. Although Living Space
can be regarded as an iconic production in the
history of Hungarian performing arts, merg-
ing elements of body art and experimental
dance, it had for a long time been understood
as an urban legend rather than a distinct
chapter in Hungarian performance or dance
history.

After the Communist Ministry of Home
Affairs banned all forms of modern dance
education in 1948 – then placed ballet schools
under communist control – a binary structure
of Hungarian dance theatrewas introduced in
the 1950s, according to which there were sup-
ported ‘professional’ and non-supported or
even banned ‘amateur’ dance. As a result, in
the 1970s and 1980s so-called amateur or inde-
pendent groups often served as important
fields of experimental dance movements
within the country, an eminent example of
which was CND.7

Living Space focused on a solo female per-
former (Yvette Bozsik), whowas set in a small
glass box, a terrarium, during the whole per-
formance, suggesting the claustrophobic
atmosphere and space of the country, which
at the time of the premiere was still under
communist control.8 Although there were
only a few performances in Hungary, it had
more evident international success and was
performed in Europe almost fifty times at var-
ious festivals.9 The work’s gendered politics
pointed out the regime’s power hierarchy: an
eighteen-year-old female dance student was
locked up in an inhumanly cramped place by
a male director in his late twenties. Whereas
the latter had the power tomanipulate the box
throughout the performance, the female
dancer was considerably deprived of agency,
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thereby embodying a captured and exhibited
creature (Figure 1).

Twenty-six years later, the Collective of
Natural Disasters re-approached Living
Space with a different team except for the
director Árvai. The 2012 production (In)Finity
re-performed the situation of the 1986 produc-
tion by placing the solo performer in a similar
glass box.However, it revised itsmain question
about human freedombyoffering amediatized
landscape on the stagewhere the dancer’s body
was rewritten not only through a new female
artist, Rita Góbi, but also by approximately
three decades of social and medial change.10

Although the production did not label itself as
a re-enactmentor apieceof self-documentation,
it explored the exchanges of archival and artis-
tic thinking, since there was a clear intention to
evoke the basic situation of the former produc-
tion of a performer locked in a box, together
with its political and aesthetic layers. Claus-
trophobia was revisited through new regimes
and surveillance systems produced by techni-
cal innovations. As a consequence, Living

Space (1986) and (In)Finity (2012) together
addressed the change in thinking about the
manipulation of the human body and just
how restricted lives are from cultural, histor-
ical, and medial perspectives.

Although Living Space could be seen in
Budapest only a couple of times, it was
regarded as an anecdote among young artists
and intellectuals, involving the director who
had ‘enclosed the rebellious ballet dancer in a
cramped terrarium’.11 The production had
limited access, and the first Hungarian
reviews were only published several years
after the premiere, after the group had already
earned international success and prizes. In
these early publications, Living Space was
either interpreted from an ontological per-
spective as a ritual-like performance about
the limits of human existence,12 or from a
political perspective as a piece that questioned
established traditions of staged bodies and
static (theatrical, cultural, political) systems.13

Living Space subverted many existing Hun-
garian dance and theatre conventions in the

Figure 1. Yvette Bozsik in Living Space. Photo: Róbert Gábor Szabó.
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1980s by placing the almost naked, seemingly
vulnerable female body in a physically and
mentally challenging situation. Bozsik later
admitted that she had suffered a great deal
during the rehearsals in that confined space:
‘When I first entered that space I said OK,
maybe this is too much . . . It looked fantastic
from the outside, but from the inside . . . I felt
terrible in it, I could not evenmove. I suffered a
lot: I could neither lie nor sit up in it. Its height
was the most terrible’.14 No special attention
was given to the unequal gender dimensions of
creating and producing the piece at the time of
the premiere. The reason for this could be
found in the Hungarian theatre system during
the Cold War, which centred on a male direc-
tor/choreographer and manager. The com-
mon power arrangement of a female actress
or dancer (without agency) and amale director
(with full agency), recognizable in the theatre,
dance, and performance art scene of the era,
was mirrored in Living Space.

As noted above, the 1986 production was
only performed a few times in Budapest.
Thus, apart from spectator witnesses, the

afterlife of the production, which included
international tours, helped to keep the event
within Hungarian cultural memory. Although
the first video recording of the performance
only became publicly available in 2020, some
scenes had been integrated into a documentary
film, Mister Frick and the Living Space (1989),
directed by Zoltán Kamondi. The film’s aim
was to combine some parts of the dance piece
with a true story about a man living on the
periphery of society, who manages a public
toilet in a small village and later becomes a
journalist. Kamondi’s film about the invisible
social and cultural walls of the 1980s can con-
tribute to a greater understanding of the aes-
thetics of the dance piece; the role of a fellow
artist becomes a considerable one in keeping
thememoryof theperformancealive (Figure2).

Based on the memories of artists, contem-
porary audiences, and the documentary film,
the opening scene started with the director
Árvai cleaning the dirty surface of the glass
box. Following this, the production focused
on the struggle of the captured performer,
offering a story of an (anti-)utopian being on

Figure 2. The lack of space in Living Space. Photo: Róbert Gábor Szabó.
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the edge of animality, with long artificial fin-
gernails and peeling skin, gaining conscious-
ness through certain recursive, dynamic,
ritualistic movements. Even though the pris-
oner seemingly recognized her limited space
and perspective after a while, she was never
able to escape from the terrarium during the
performance.

The claustrophobic situation was further
highlighted by the materials that appeared in
the box: sand, water, and such human dis-
charge as spit, sweat, and breath. The drama-
turgy was based on the forced and convulsive
movements and noises (rattle, breath, scream,
whine) of the performer’s body, which was
solely defined by the space offered for its exis-
tence. Not only did this situation challenge the
performer’s limits by questioning the owner-
ship of her body, but the spectators were also
challenged, with instances of audience mem-
bers trying to free the performer but being
stopped by other spectators.15 Furthermore,
watching the performer in her glass prison,
positioned like a laboratory rat, staged the oscil-
lation between the regulating gaze of the
authorities and the paranoid gaze of society.
Thepiece thuspointedouthowthe conventions
and habits of the human body were repressed
and reformed by its habitat, integrating literal
and metaphoric understandings of space.16

When Árvai restaged this piece in 2012,
togetherwith dramaturg and theatre historian
Zoltán Imre, and Rita Góbi, they wanted to
reflect on the historical context as well as the
decades of social and cultural change that fol-
lowed.17 This creative team built on the experi-
ence of a mediatized society and the new ways
ofmanipulating and networking human bodies
and identities.18 For instance, they consciously
played with certain cross-medial and intertex-
tual aspects of Living Space such as its relation to
Luc Besson’s cult movie The Fifth Element
(1997).19 As a result, (In)Finity offered a hyper-
mediated space and time, as described by Jay
David Bolter and Richard Grusin, by opening
multiplewindows on other representations and
othermedia (live streams, pre-recorded footage,
well-known films, songs, theatre events), all
generating intermedial circulations (Figure 3).20

The repertoire of the Collective of Natural
Disasters includes examples of re-performing

well-known pieces of performance art history
such as Blood Reflex (2009), in which a solo
performer enacted scenes from performances
by Hermann Nitsch, Rudolf Schwarzkogler,
Jackson Pollock, and Tibor Hajas.21 However,
the creators of (In)Finity did not aim to repeat
the 1986 production, nor did they want to pre-
sent it primarily as a self-archiving gesture.22 In
its description of the production, the collective
used terms such as ‘re-interpretation’, ‘self-
confrontation’, and ‘reshape’, suggesting a crit-
ical relation to the previous production.23

Nevertheless, by evoking, remediating,
re-contextualizing, and enacting the memory
of Living Space, the new production modified
the life cycle of the earlier production and
created a transformative circulation, which
powerfully affected the represented historical
experience as well.24 Moreover, highlighting
the collapse of separate public and private
spaces, (In)Finity called into question the
false opposition between surveillance struc-
tures in communist regimes and contempo-
rary capitalist democracies. The advantages of
modern technologies and the past experience
of security practices come together in the
recent production, staging a complementary
relationship.

This was further highlighted by the fact
that in 2012 the artists organized a joint
conference titled ‘Interferences: (Counter-)
Culture in the 1980s’, aswell as an installation,
Manipulated Spaces, which was created by
Anna Czékmány and János Szirtes.25 While
the conference focused on the cultural prac-
tices of the 1980s in Hungary, its European
dimensions, and (re-)activated remains in
the present context, the installation offered a
collection of performance remains, political
documents, reports, interviews, film extracts,
newspaper articles, background reports by
the Radio Free Europe, or advertisements
from the Kádár era (1956–89). Since it became
a vital part of the production, it is important to
examine the installation further.

Taking place between the auditorium and
the performance space, the installation, which
remained in the dark until the end of the per-
formance, made use of several remains of the
1986 performance, such as Kamondi’s film, an
interview with Árvai, and, most interestingly,
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the iconic glass box. Whereas in (In)Finity Góbi
was locked in an almost identical replica of
Living Space’s box, the actual material remains
only appeared in the installation. Media artist
Szirtes re-used the old box by putting parts of
school chairs into it and thus resisted handling
it as part of a museum-like past. Instead, he
positioned it in a new context with transformed
elements. Although the audience was only
confronted with the installation after the
performance, the two events were combined
in a mode that called attention to Living Space
and presented it in new contexts through
enactment, re-use, and re-performance. In the
light of the conjoined performance and installa-
tion, (In)Finity and Living Space together under-
line crucial questions about the politics of
security and control in various social systems,
opening a discursive and affective field where
the former communist State Security blurs with
the modern security state through their relation
to citizens.

Control (of) Remains: Security and
Surveillance

Giorgio Agamben presents the image of the
Security State in its relation to democracy and
state control as follows:

American politologists, who have tried to analyze
the constitutional transformation involved in the
Patriot Act and in the other laws which followed
September 2001, prefer to speak of a Security State.
But what does security here mean? It is during the
French Revolution that the notion of security –
sureté, as they used to say – is linked to the defini-
tion of police. . . . The Security State, whose name
seems to refer to an absence of cares (securus from
sine cura) should, on the contrary, make us worry
about the dangers it involves for democracy,
because in it political life has become impossible,
while democracy means precisely the possibility of
a political life.26

The regulations and controlling practices of a
similar form of state address the limits of cit-
izens who are to be handled as observable

Figure 3. Montage: (left) Living Space (1986); (centre) The Fifth Element (1997); (right) (In)Finity (2012): Photos
courtesy of Dávid Drucker.
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elements of the system. This logic, however,
also echoes the paranoid operations of the
communist State Security, where potential
enemies were to be detected and eliminated.
When reshaping their previous dance piece,
the Collective of Natural Disasters addressed
the recurring situation of a human being
exposed to the cruel and controlling eye of
various authorities.

As noted above, (In)Finity started with the
situation of a dancerwhowas the prisoner of a
confined space. In this way, the glass box
seemed like a reflection of a specific archive
– the box of the 1986production, togetherwith
its political and social contexts. Góbi was con-
nected to the glass box through prosthetic
supplements (tubes), and her eyes were taped
shut at the beginning, forming a post-organic
body. Monitors above the box offered live
streams of the performer from a bird’s eye
view as well as pre-recorded images of wars
and terror attacks. An ongoing companion of
white noise, moving images, and prosthetics
created a post-human landscape where the
human body was defined through physical
and virtual cages (Figure 4).

Whereas in 1986 Bozsik was first seen as an
animalistic being, and her female attributes
were emphasized through a symbolic scene
of childbirth, in 2012 Góbi presented a rather
robotic, asexual, red-eyed creature. This crea-
ture was portrayed as someone who tried to
encounter human society through various
impulses: technological aids, as well as artifi-
cial props, whichwere thematerial remains of
a time that had passed – a red rose, a doll, a
newspaper article, high heels, a camera, a bit
of meat, a gun, and so forth. She could not
handle the objects thatwere foundbeneath the
ground of the box properly: they seemed to be
mere traces of a distant past, towhich,without
specific knowledge, she could not give any
meaning. In this way, the production pointed
outpossibleways of accessing the pastwith the
help of material fragments moved out of their
context to enter new cultural, historical, social
constellations. It also created a meta-reflective
space of entanglement in which the performer
engaged with the remains in the box as well as
with the echoes of the basic situation of Living
Space, thereby staging exchanges and connec-
tions between artistic and archival practices.

Figure 4. The post-organic body in (In)finity. Photo: László Dínea.
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Accordingly, these objects, technical pros-
theses, and even the gestures and movements
of the human body could be seen as remains
from a different time. This double, or rather
multiple, nature of the relation between the
human body as a remainder itself, and the
various materials that are accessed through
the body, highlights the fragmentary, persis-
tent and incomplete nature of preservation. At
the same time, it points to a practice where the
past is not only kept alive, addressed and
remembered with the help of various objects
as archive materials, but is also alive through
the recurring bodily gestures, poses, and
movements of the past. In (In)Finity, the layer-
ing of time was presented through Góbi,
whose gestures evoked and reanimated Bo-
zsik’s 1986 performance. As a consequence, it
opened an intermedial field where the bodies,
the bodies of work, and the memories of
them – and certainly, their socio-cultural con-
texts labelled as past or present – existed in a
continuous, circular flow of commutability.

In addition, (In)Finity presented the terrar-
ium not only as a limited space, but also as a
closed circuit, which contributed to the opera-
tion of the human body through different

(medical) technologies. Therefore, through the
mediatized and technologized space, (In)Finity
unambiguously expressed the image of the per-
former’s body as biologically, physically, and
mentally inseparable from the glass box, thus
challenging organic-physiological images of the
human body. Patricia T. Clough identifies a
possible interpretation of the body outside the
body-as-organismperspective through the term
‘affect’ (Figure 5). Based on Brian Massumi’s
arguments, Clough described affect as:

an openness understoodmore generally in terms of
non-organic life, where there is no prejudging of
what constitutes the character of open living sys-
tems. Affect is machinic, where the distinction
between the physical and the biological is a matter
of degree and where the difference between the
vital and non-organic is being reconstituted in the
technological context of the biomediated body.27

Following this perspective,while the notion of
claustrophobia in Living Space was mainly
understood from a philosophical (existential)
and politico-historical (oppressive communist
regime) perspective, (In)Finity staged a claus-
trophobic relation of the human body to
biotechnologies, offering a critical view of

Figure 5. Rita Góbi in (In)Finity. Photo: László Dínea.
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inherently artificial modes of being. Conse-
quently, the relation of these two productions
shows how claustrophobia as a social and
personal experience under the communist
regime in Hungary has been intertwined and
rewritten by claustrophobia as a mode of
being in a youngdemocracy; a democracy that
nevertheless controls human bodies through
various (bio)technologies and regulations by
deciding who can enter the country and who
is welcome, which could be seen, for instance,
in the handling of the refugee crisis and its
various political utilizations in Hungary dur-
ing the last decade.

An important feature of the intermedial
space opened by both productions can be
found in the fact that, despite the distance of
their historical contexts, they captured the
human body in an almost identical glass
box. Seen as a rather radical statement made
by the artists, the similar forms of oppression
signified the absence of systematic changes in
a post-communist society during its conver-
sion from a dictatorship into an allegedly free
democracy. The image of the glass box is to be
handled, then, as a site of archived claustro-
phobia, which is enacted through entangle-
ment and engagement.

Apart from the performer, the structures of
observation (both in terms of observing and
being observed) and the position of the audi-
ence as deprived of any interactive possibility
were also called into play. The authoritative
presence of the director situated Living Space
in the context of an authoritarian leaderfigure,
which could easily be interpreted as charac-
terizing centralized communist regimes with
personality cults.28 However, the authority
in (In)Finity did not appear as a person,
but rather stayed in the dark, bodiless and
unreachable.

In spite of their differences, the shared
thread of controlling humans in both produc-
tions suggest an interpretation of recent
Hungarian history as a mutation from com-
munist State Security into a modern Security
State. Both are seen as oppressive systems that
handle humans as mere biodata. Yet, whereas
huge communist networks of state police,
agents, and civil informers turned the whole
of society into a network of reports on both

public and private activities that could be a
threat to socialist ideology, modern states use
biometric data to control their citizens.

This link has been further accentuated in
Hungary during the last decade, where an
obsessionwith the refugee crisis characterized
the political rhetoric of theHungarian govern-
ment, integrating the topic of ‘migrants’ and
Hungary’s role as the guardian of the EU into
its political credo. Accordingly, recent elec-
tions were successfully reduced to a matter
of national security, demanding a govern-
ment capable of keeping a tight hold on the
potential enemies of the nation, on both social
and cultural levels, by strengthened boarders,
for instance.

According to Agamben, with the rise of
new technologies, biotechnical apparatuses –
characteristics of police stations, immigration
offices, or prisons – spread across everyday
life, blurring the distinction between private
and public identities in a biologically based
social identity.29 Agamben’s conclusion on
modern democracies is strikingly similar to
the experience of communist regimes: ‘We
should not be astonished if today the normal
relationship between the state and its citizens
is defined by suspicion, police filing, and con-
trol.’30 As a consequence, while the logic of
communist informer networks was based on
the idea that everyone was a potential enemy
of socialist ideology, contemporary democra-
cies often see their citizens as potential terror-
ists who, therefore, should be controlled and
observed.

Living Space and (In)Finity addressed a shift
in controlling apparatuses from an ideology
that was expressed through an authoritative
figure towards an ideology expressed through
the techno-medial surrounding itself. How-
ever, what remained was the glass casket of
learned helplessness and the repression and
control of human beings. The staged spaces of
claustrophobia in the 1980s and in the 2010s
offered an overview for audiences of their
own oppressive cages, and it also highlighted
the various (social) structures of observation.
Nevertheless, there was a significant differ-
ence between the endings: while Bozsik’s
closed box was simply moved off the stage
at the end of the show by twomen, Góbi’s box
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opened at the end (after being filledwithwhite
smoke), offering a possibility of free escape. Yet
the performer did not take this opportunity:
she did not leave the space designed for her,
which can be seen as a perfect symbol of the
aforementioned helplessness that seems to
characterize the experience of post-1989 reali-
ties in the country.

In 2012, the Collective of Natural Disasters
created a reminder of the confined political
and, consequently, existential situation of the
1980s and,more importantly, it pointed out its
offspring in the 2010s. The archive of claustro-
phobia, a social and personal experience
shared by the pre- and post-1989 period,
manifested itself through the (re-)performed
situation of a glass box with a female per-
former. In addition, (In)Finity was itself situ-
ated in a series of artistic and scholarly events
that called attention to the collaborative
nature of remembering, re-using, archiving,
enacting, and re-performing. Thus, the rela-
tionship of Hungary’s past and present, and
the continuity between dictatorship and
democracy, were shown to be a pure bodily
experience of lack of space, lack of air, and lack
of recognized history.
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