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Anne Sauser-Hall describes her practice as a "second-hand" reinvestment in existing artworks, choreographies, photographs and documents. Hence Second hands could be a potential title of her exhibition, in which artificial operations transform a personal experience into second nature. Second hands could also hint at actors having one or several doubles in almost all her videos. By reconsidering preconceived ideas about original creativity through mechanical techniques of reproduction 1 , Walter Benjamin identified the impact of photography and film on artistic practice as a displacement from manual tasks to processes of selection. However, the shift from activities made by hand to those directed by sight is paradoxically designated in art as a gesture. Opening up to a new field of action, inventive uses of repetitive acts integrated mechanical constraints, rather than being alienated by them.

Sauser-Hall follows on from a generation of artists who in the 1960s developed transdisciplinary fields of knowledge to remove the constraints inherent in painting, sculpture and performance. Drawing on Bertolt Brecht's conception of reproduction, the quoted sources

in her work are recognized with a distance of unfamiliarity. During the 1990s, her sculptures and installations reconfigured the vocabulary of domestic objects and aroused a consciousness of the concrete physical presence of the viewer's body. However, the spectator's prevented intervention then led Sauser-Hall to set the material conditions of a potential action with the visualization of simple repetitive movements in the space of a video recording and a time syntax analogous to "task performance". 2 In her work since 2001, actors' ordinary gestures raise the question of the embodiment of action and of perception through cultural mediations.

Le chemin de fer (d'après Manet), 2002 reconstitutes a modern eponymous painting as a simplified scene: reduced to railings, the context of the railway is materialized by the sounds of passing trains. The little girl makes gestures that are structured by precise timing. As she takes hold of the bars of the gate, she progressively overcomes her awkwardness in the course of repetition. L'Homme mort (d'après Manet), 2003 hints at two other works by Manet: L'Homme mort (1865) and Mlle V. en costume d'espada (1862). Two actors are dressed as bullfighters. One is lying on the floor, while his feminine double walks through the scene. As the artificial context of a closed room discredits any potential verisimilitude, the frame of the camera and film editing create changes in scale and serial rhythm.

Enriched by in-depth research on other artists' and choreographers' compositions, Sauser-Hall's transpositions expose unexpected observations. In Le Baiser (d'après Klimt), Preventing the viewer's attempt to create meaning through the personification of a figure, Sauser-Hall triggers a closer observation of the shifting points of reference. As a counterpoint to the exposure of female bodies mimicking statues and exhibiting clothes, she presents a man's coat hanging on a headless mannequin. Behind it, a panel is divided into four rectangles painted in bright yellow and pink. This geometrical composition enlarges the patterns ornamenting the cloche hat worn by Duchamp. The sculptural presence of the coat is animated by three girls who take turns inserting one of their forearms into a hidden cut behind the sleeve, while another girl slips her hand in the opposite sleeve. Standing behind the panel, they are directed by the sense of touch within a very constricting space. With its successive layers, the set gives the impression that the hands are projected onto the viewers like puppets.
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The whole set is reduced to a static shot that frames the fake fur collar draped down the coat, and cuts the background composition into asymmetrical rectangles. The two hands coming from different bodies perform simple repetitive gestures and follow the score composed by the artist. While the torso appears strangely static, the two hands enter into dialogue, one displacing the other, grabbing it, or pulling it out of the frame. Differences in their synchronization, as well as their shapes and skin color, incite the viewer to identify the cause of these visual disruptions. The change of actresses, announced by fading to black, can be seen in the performers' internalization of movements, transformed by occasional reverse editing.

While photography and film have profoundly transformed the characteristics of art, Walter Benjamin described how the modern modes of perception have been enhanced by blow-ups and slow motion, providing access to realities unseen by natural vision. Hence, close-ups have pushed viewers to pay attention to disjunctions in ordinary actions, behaviors and attitudes. However, whereas the flow of images in cinema often prevents the gaze from deconstructing the image of movement, Sauser-Hall's videos isolate gestures in order to expose the tensions they embody. Deadpan Dance (after Obama, Third Debate, Florida, 2012), 2013 focuses on the discrepancy between Barack Obama's serious attitude and his humorous insights (which led to his nickname 'deadpan man'). These moments of arrhythmia between his speech and his hand gestures were selected from his third presidential debate with Mitt Romney. The artist then composed a score that reconstitutes Obama's body language. In order to adopt this formal grammar, a black breakdancer has to set aside his choreographic graphic training. Presented in front of a blue wall with a horizontal line of red stars evoking the set of the televised debate, he is panned laterally by the camera, to the electronic sound of shooting guns. In the next frame, the actor animates his hands in asynchronous movements; one is open in a demonstrative gesture while the other is withdrawn. Both hands come together, move to the front and back to the sounds of sliding and a spinning yo-yo. The Mickey-Mousing effect of animated cartoons, which usually punctuates comic situations, is used here to alternately attract and divert the attention of listeners and viewers. Through the repetition of the sound sequences, the arbitrary synchronization with the gestures creates the effect of surprise.

Deprived of their rhetorical context, the rhythmic gestures acquire another status.

While the title of the video associates the automatic choreographic movements of the orator to the exercised mimes of an expressionless actor in silent movies, it also questions the singular features of a performance. For Benjamin, the isolation of gestures provides access to unconscious realities analogous to Freud's method of analyzing slips of the tongue. Discarded details caught within the flow of perceived things are amplified, inciting the audience to examine the scene closer. However, the repeated solicitations of attention generated by the moving pictures create distraction for the viewer. For Benjamin too, the impact of the mechanical process is also located in the actor's performance. Unlike the direct confrontation with the audience in a theater, the actor facing a camera is first evaluated by professionals and technical operators. This distance can however generate greater effect with minimal gestures.

The actor no longer has to personify a character, and his or her actions can occur in a discontinuous succession specifically because the shooting of these actions depends on the production process rather than on the narrative thread.

Decomposition of movement

In modern dance, specialized skills are questioned too: the use of technical means within an artistic process transforms the dancer's body into an objectified presence. However, if control leads to inflexibility and routine, this dead-end can be circumvented by developing new situations. The conception of a linear choreography defined by the three-dimensional stage in classical ballet was reconfigured by Merce Cunningham into discontinuous positions related by time sequences. In Hand-drawn Spaces, 1997, he created a motion alphabet for two dancers that, with the help of a computer program, was used to compose the choreography. A motion-capture technique tracked the dancers' positions with infrared cameras that located reflective markers placed on their bodies. Translated into hand-drawn figures, the animated silhouettes are then projected on and out of the three screens of a 3D installation.

This digital animation was transformed by Sauser-Hall into an analogical set-up in

Hand-drawn Spaces (after M. Cunningham), 2010. In this video, three dancers wear elaborate costumes with illuminated light bulbs attached to their limbs, which become the points of reference of their bodies. On a black set, they hold a pose one next to the other. As the camera moves along, the last dancer comes to the front of the line and stands still again. The camera, panning laterally, goes off its tracks to follow the abstract composition drawn by the luminous points. As it finds its bearings in darkness, the anthropomorphous camera seems to be directed by a sense of touch. The suspended dynamics of the bodies recall the frame-by-frame chronophotographic decomposition of a movement, paradoxically better apprehended via a succession of static positions and trails of light. While the bodies seem to disappear into this space of weightlessness, the horizontal punctuations acquire more depth as other directions are spatialized by the sounds of a bicycle wheel that give the impression of coming closer and riding away. As these auditive vectors create a three-dimensional space, the film frame is cut into three different screens.

With static objects, the impression of movement can also be produced by spatial displacement of the viewer. The six patterns of the Moonwalk (after M. Jackson) #1 to #6 series, 2014-2017 are made from sequins embroidered on satin and framed, taken from the ornaments of the glove and the socks worn by Michael Jackson as he performed his backslide step. Drawn from a popular arena, Jackson's breakdance choreography played on an optical illusion, blurring the distinction between movement and immobility, while also doubling the direction of his steps. In Sauser-Hall's compositions, the gliding trace is multiplied by the repeated drawing of a line, which inverts its motion as it progresses within the circular shape of the Moon. The ever-changing aspect of the object's appearance transgresses the static nature of notational systems.

A sense of density and duration is produced by setting stillness in motion. In The Dark Side of the Moon (after Pink Floyd, 1973), 2015 the actors pretend to be in the darkness with the 'Hands over Eyes' gesture mimicking the attitude of the four members of the group represented in a black-and-white photograph used as a teaser for the release of the album. 4 They are sitting on a bench in a garden, two of them laughing, while they imagine being in outer space. Sauser-Hall stretches the initial pose into video sequences that are filmed in slow motion. The actors perform regular rhythmic gestures, such as smiling or moving their feet, punctuated by artificial wind that animates the leaves in the bushes. Following the very constrained timing of a score that alternates between stillness and action, the actors lose their optical points of reference. Opening up to other types of perception, a cup floats in the air, next to the bench. An actor grabs it from time to time, as if to test its materiality. The soundtrack of trains passing through dark tunnels amplifies a form of mental travelling to the Earth's satellite.

While Sauser-Hall's videos remove the predetermined meaning of gestures in order to develop another perception of their physical appearance, in her installations, movement is suggested by the staging of objects. Indeed, Secret Dance (after The Night of the Hunter), 2017 transposes the struggle of the preacher/murderer's hands between good and evil in Charles Laughton's 1955 film to the front and the back of two suits hung side by side on the wall. Superimposed black ribbons with the barely legible words 'Hate Love' printed in 4 Hands over Eyes, a photograph taken by Storm Thorgerson in 1971, in Belsize Park, London. repetition wrap around each costume, transforming the analogous form of an elegant tie into a rope.

Urban scenes

The coexistence of the static and the mobile acquires another dimension when the scene staged in the studio is set up to represent a public space. Although movements in the urban environment cannot be localized, the camera frames a constructed composition. The intervention of actors taking a break among the rush of traffic invites viewers to stop and focus on a subtle gap in the order of things. In the video Circular Dance (after Sardana), 2014 seven girls are in front of the Reina Sofia museum in Madrid, standing in a line, talking to each other and checking their mobile phones as if they were waiting for an event to take place. They stand out on an animated background with their bright blue shirts. The attention of the viewer is then distracted to the margins and out of the frame by the sounds of roller skates on a pavement. In the picture, only pedestrian passers-by can be seen. This situation, confronting parallel occurrences, is transposed to the exhibition with seven blue shirts displayed in relation to the video. A diagram printed on a label gives instructions for a traditional Spanish group dance, and invokes a context of popular culture.

Sauser-Hall shot another group of videos in Buenos Aires. In En sueño #1 (after E. Balcón, 1950), 2012 four actors imitate Ernesto Guevara's position captured in a photograph, lying on a balcony. When the black-and-white picture was taken, he was twenty years old and not yet an iconic revolutionary. In this video, she interprets his passive daydreaming as a withdrawal from the street environment in order to become more receptive to unconscious thoughts. The camera takes a lateral point of view from an open window, focusing on breathing movements that are perceptible as contraction and release. As one of the actors raises his arms, the living impulsion of inhaling and releasing air is followed by the camera thrusting upwards into the sky and falling back to the balcony. Another actor lowers his arm, wearing the same white shirt as his lookalikes, distinguished from them only by details of the hands and gestures. As the camera resumes its vertical trajectory and comes down, an air-conditioning unit visible on the façade across the street resonates with the sound of an artificial pump. This rhythmic structure is composed with a precise tempo that the actors embody. Screened on a loop, the various sequences are repeated, creating an impression of suspended time.

Guevara en el

Another version reconstituting Guevara's picture is set in En sueño #2, (after E. Balcón, 1950), 2012. A stone bench similar to the street furniture used in public spaces is placed by the artist near a busy road next to a bus stop. Surrounded by urban movement, the staging of this scene is barely noticed. Coming down from the sky, the camera pans laterally in front of an actor lying on the bench in the position represented in the photograph, his arms behind his head. Gliding along the street, it then follows a line of people waiting for the bus. Confronted with the regular flow of traffic and the systematic trajectories of passers-by, the reclining body enters a space of daydreaming, materialized by the sounds of the park filmed in Anfiteatro (after Borges), 20115 . As the camera pans back, the bench is seen empty.

Guevara en el

In Anfiteatro (after Borges), a lateral shot tracks the steps of an open-air arena. The flight of pigeons chasing thrown seeds is followed by the passage of a pair of identical twin girl. The simple actions of one girl, such as walking or sitting down on a step, are imitated by the other. Their successive acts of coming together and moving apart are repeated by a pair of twin boys, who are shown in another video situated to the right. This side-by-side display of the two videos allows for the actions in one to be mirrored in the other, with a time delay depending on the loop. While the surrounding immobile actors appear as landmarks in the picture, the orientations of the various trajectories are stratified by the parallel movements of the camera, intermittently panning along the rows of steps and back. As they complement and contrast with each other, the multiple patterns projected onto the space compose and deconstruct the received image.

The architecture of this open-air theater determines the actions composed and directed by Sauser-Hall. As the arena becomes lively on the periphery, the center stage remains empty except for the presence of the camera. Instead of activating this setting by presenting a spectacle, the artist animates the marginal space of the seated audience, and a sense of tension is articulated between the borders and the shifting points of attraction of the visual space as the movements go beyond the limits of the frame. This effect of going over the edge echoes the striking graffiti addressed to Cristina Fernández de Kirchner, the President of Argentina between 2007 and 2015. Tags on the rows of steps occupy the platform as a site for public expression. Although the park is at a remove from the urban space of the city, the sounds of a nearby street reinforce the town's presence.

Sauser-Hall articulates a formal grammar of gestures that embodies the mechanism of moving pictures; stasis is driven into action by a dynamo. The framing of actions isolates them from the ordinary stream of life in order to resist primary inclinations. However, this process of abstraction is not the opposite of life, but a circumscribed intensity that forces habits and conventions to be reconsidered. Withdrawn from their common meanings and psychological context, these minimal acts transmit sensory modes of perceptions.

Transforming immediate mnemonic hints into unexpected reconfigurations, Sauser-Hall's videos develop a physical experience of living works.

  figures are animated by a revolving pedestal whose mechanism is operated by a stagehand.Their dislocated positions exceed the limits of physical articulations.By considering such automating processes, some of Anne Sauser-Hall's works deal with uncanny disjunctions between female attributes, masculine physiognomy and articulated gestures. Mannequin (after Man Ray and Duchamp), 2017 reconstitutes the disruptive artifices in Marcel Duchamp's portrait as Rrose Sélavy(1921 3 ). She isolates different details taken from the second series of portraits of this feminine double, created and photographed in collaboration with Man Ray. In the foreground, outspread fingers imitate the demonstrative posture of a shop-window mannequin and parody the stereotypical representations of movie stars. Man Ray's initiative to introduce feminine hands in front of Duchamp's face, through a photomontage insert, recalls the photographer's earlier works which likened nudes to dummies. While Duchamp constantly diverted the viewer's attention from his own persona, Man Ray fragmented his body, dissociating the head from the hands, which stand out in a barely noticeable shallow space.

Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction, London, Penguin,

(the first version of the German text was published in 1935).2 This expression was defined by Robert Morris, choreographers such as Anna Halprin and dancers from the Judson Church. This dance choreography consists of ordinary gestures and is devoid of any interiority.

This video diptych refers to the last sentences of Jorge Luis Borges' Fictions, written in 1940, and evoking the doubling and dissipation of details implied by the loss of memory.