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Theatre of Apparitions | The Practices of
Astonishment in the Spatial Configuration
of the Common

Observing our time implies the recognition of a disturbing symp-
tom: a society driven by techno-scientific utopianism, seeking to
obliterate and forget the forms of vulnerability and finitude. Deal-
ing with a condition that is denied and relegated to the margins
calls us to open new dimensions of inclusiveness, if we recognize
the demand to integrate the new and the different. Art has always
been able to make space for offering new ways of seeing - from our
common exposure to the fragility of being.

Theater of Apparitions is a research project informed by con-
temporary artistic creation. It aims to show some configurations
of this common space fertilized by the creation of place for the
totally other as an apparition, i.e., as a destabilizing event and insur-
rection - a term to which Georges Didi-Huberman gave renewed
meaning - creator of the human being. The aim will be to create
and recreate the conditions for welcoming the manifestations of
wonderment - recovering the broad meaning of Greek thaumazein
- and its relational intensities, reaching light for the cartographies
emerging from the ordinary, in a series of multidisciplinary cultural
initiatives capable of showing this moving horizon where uncer-
tainty and trust, discovery and recognition are mixed.

It will be a matter of showing the constellation of the encounter
between now and the past, one that brought out the critical energy
of the dialectical images about which Walter Benjamin spoke.
Invoking the being and knowledge of the different agents of the
imagination, we will seek to undertake innovative readings of the
multiple bridges and connections that can be established between
the arts, sciences and the humanities. For that it is necessary to make

wonderment the first — and most original - relational technology.
Mario Caeiro (LIDA);

Madalena Folgado (LIDA);
Rodrigo Silva (LIDA)
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Organization

The organization of these conferences was based on a partnership
between LIDA and CITAR, Centro de Investigagdo em Ciéncia e
Tecnologia das Artes | Escola das Artes | Universidade Catdlica
Portuguesa, spreading out to researchers of other universities’
research centres, through R3iAP - Rede de Informagdo, Investigagdo
e Intervengdo de Arte Piblica.

We will be glad to resume the reflections, the discussions, and
the insights that came to be presented here, on further conferences
and editions, if truthful interest around these questions and matters
shall grow.

The preparation of the cycle of conferences we now present has
had the advice and support of a group of authors and researchers,
cooperating under the following structure.

Executive committee

José Guilherme Abreu (R3iAP) & Mirio Caeiro (LIDA)

Scientific committee

José Guilherme Abreu (R3iAP); Laura Castro (CITAR); Miério
Caeiro (LIDA); Vitor Pomar (Artist); Rodrigo Silva (LIDA); Gabriela
Vaz-Pinheiro (I2ADS); Daniel Verney (ARARE).

Ackowledgements

We are most grateful to the authors, colleagues, and collaborators
who helped us to conceive and to fulfill the epopee of shaping a
cycle of conferences, whose main ideas began to be discussed during
a time of normal living, were first set up during unstable pandemic
times, and finally came to be published during the troubled times
of hard and heavy war.

First, we want to acknowledge the speakers of the on-line
conferences. We are most grateful, not only for having accepted the
invitations to participate, but also for the careful and patient work
of turning into written text conferences that were first conceived

as fresh on-line talks. So, acknowledgments must be directed to
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Dominik Lejman, César Barrio, Simeon Nelson, Jo Joelson, Rodrigo
Silva, and a most specially one to Rudolph Bauer, who had the
kind initiative to write a text about the three conferences that were
on-line, before his own. That joyful initiative led us to create a new
section on the book we called FEEDBACKS, and to write another
text, reflecting about the other four conferences, after our own
points of view.

As well as the authors, we want to acknowledge the members
of the scientific committee that help us to support the initiative,
rooting it on its very ground: scientific research. So, we want to
acknowledge Laura Castro, Gabriela Vaz-Pinheiro, Madalena
Folgado, Rodrigo Silva, Vitor Pomar, and Daniel Verney, for their
advice and support.

Besides the most direct participators, we are also much grateful
to the Direction Board of LIDA, for the scientific trust and the mate-
rial support that could gain such an adventurous project. Scientific
research is often risky, and we think it should remain like that, if
we really want to step across the gates of discovery. So, we want to
acknowledge its Director, Renato Bispo, as well as the other mem-
bers of its Steering Committee.

Finally, the on-line conferences would not be possible, with all
the technical and secretary work they required without the diligent
and competent assistance of Inés Faria and Vitor Braga, to whom

we are most grateful too.
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A SPIRITUAL UMBRELLA

The demand for a fundamental correlation between art and life
constitutes a stimulating premise for artistic actuality. The infinite
possibilities of achieving this goal explain the material and concep-
tual pulverization of the means and practices used to interpret and
materialize this desideratum. Art is a phenomenological instance
of being, as Husserl asserts in his letter to Hugo von Hofmannsthal,
when he says that “the artist who observes the world [...] behaves towards
the world as the phenomenologist does” — an idea that Beuys will soon
develop, stating that “everymanisanartist’, when he is a gesture-in-ac-
tion, i.e. a project in gestation.

Gestation of what? The gestation of “society as a work of art”
(Marcuse, 1968:186). For Raymond Abellio, the SPHERA “is an
invariant and universal model, which functions both in the field of intuition
as in elementary perception, or in the field of stronger intuitions (perception
of facts and perception of essences), and also in any other pertinent field: the
structuring of sciences, the structuring of social functions, or the relations
between civilizations” (Abellio, 1987:213).

Considering the relevance of art as a public reality (Grout,
2000) - in line with the fact that public space and the public sphere
are everyday stages for gestures that produce difference - the idea of
apparition is revealed as a phenomenological theme; according to
Vergilio Ferreira, when he says: “Ifeel, I feel in the viscera the phantastic

apparition of things, ideas, myself [...] In life there is nothing but original
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feeling” (Ferreira, 1971:9). Astonishment is a consequence of the
presence of the unexpected. And the unexpected has no time. We
are touching here the domain of the “need for anachronism” (Didi-Hu-
berman, 2017:17).

The cycle of conferences now being published articulates dif-
ferent ideas orbiting around an always emerging secular spiritual-
ity, aiming to bring fresh and original thinking to contemporary
debate, calling for open conviviality and trust, while dark shadows
of disagreement, suspicion, prepotency, and belligerency spread,
threatening our common ground.

Beyond logical disjunctions, in a cryptic way, we affirm that the
present crisis means that “the awakening is near — and it is necessary a
supreme effort to reach it. The awakening is distant — and it is really acces-
sible” (Batchelor, 1997:13).

Under the operative umbrella of the gestation of the Public
Sphera, we shall continue to search and dig for the interstices from
which art will shine through the opaque shadows that float over
and around us, while it is publicly emerging as the healing force of
the universe, echoing Albert Ayler’s invocation during his Fondation
Maeght'slast free-jazz concert,at Vence,in the south of France,in 1970.

José Guilherme Abreu

Miario Caeiro
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MUSIC IS THE HEALING
FORCE OF THE UNIVERSE

(Albert Ayler & Mary Maria Parks - lyrics)

Music is the healing force of the
Universe,

Music of love,

Music is the spirit,

Music is life,

Life is music,

Music is played, listened to, danced
to, Sometimes not understood but
felt, Music causes all bad vibrations
to fade away,

It makes one want to love instead of
hate,

It puts the mind in a healthy state of
thought.

It reconciles, unites, becomes
oneness,

It brings about a state of wholeness
and purifies,

Oh, let it come in,

Oh, let it come in,

The music of the universe,

The music of love,

Be healed.

Music is the healing force of the
universe,

Music of love,

Music is giving,

Music is greatness,

It’s never complete, it is a being, It’s
always there,

To feel,

To letin,

To become obsessed by, To be healed
by,

So open up your door,

And let it come in,

Let it into the very interior of your
soul,

Sometime our very soul is in need of
spiritual medication,

We do not always need the pill and its
contents,

Just open up your heart and soul and
let it come in,

Oh, let it come in,

Oh, let it come in,

The music of the universe,

The music of love,

Be healed.

Oh, let it come in,

Oh, let it come in,

The music of the universe,

The music of love,

Be healed.
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Albert Ayler and his wife Mary Parks during Nuits de la
Fondation Maeght's concert, 17/07/1970, Saint-Paul-de-
Vence. Recordings: Double-Album, Shandar, and Film
by J-M Meurice, Albert Ayler : le dernier concert, 1971

Music available here: www.rb.gy/xuxjg
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Public Sphere or Public Sphera?

On the 21 of April 2021, the scientific journal Molecular Psychiatry,
published a most relevant article entitled Evolution of genetic networks
for human creativity. Signed by many authors under the direction of
Jorge Sergio Igor Zwir Nawrocki and Coral del Val, from the Uni-
versity of Granada, but also including researchers from several uni-
versities worldwide, this article described and discussed a complex
DNA research.
To give a quick understanding of the article’s content, I syn-
thesize its point, quoting from the abstract:
We found that Neanderthals had nearly the same genes for emo-
tional reactivity as chimpanzees, and they were intermediate between
modern humans and chimpanzees in their numbers of genes for both
self-control and self-awareness. [...] We conclude that modern humans
have more than 200 unique non-protein-coding genes regulating co-
expression of many more protein-coding genes in coordinated networks
that underlie their capacities for self-awareness, creativity, prosocial
behavior, and healthy longevity, which are not found in chimpanzees
or Neanderthals. (Zwir et al., 2021:1)
On the article’s conclusions, I have found a statement which had a
greater impact in my thoughts, and I quote:
When reared under conditions of parental warmth and tolerance,
Sapiens with the genotypic network for self-awareness are likely to
develop a personality profile characterized by creativity, altruism, and
healthy longevity, thereby creating a distinctive social dynamic. (Zwir
etal,2021:17)
This statement was not an absolute surprise, nor was it an unprec-
edented announcement. The exceptional value of creativity had
already been acknowledged by many artists, such as Joseph Beuys,
asitisstated in his New York Subway Poster, 1983, being one exemplar
kept on New York’s Museum of Modern Art (MoMA) art collections.
Eminently metaphoric, this work intends to highlight the value of
creativity through the basic and simple language of advertising, having
been produced under this project 120 posters, meant to be fixed in

the interior of New York’s subway carriages (O’'Brian, 1983, p. 80-81).
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Fig.1- J. Beuys, New York
Subway Poster, 1983,
lithography and impression
on paper, 27.9x70.5 cm,
MoMA.

It is therefore obvious, that in such a problematic context as today’s,

the value of creativity appears even more determinant, as the vision
to find the answers and the ability to operate the solutions that
might solve the problems that shade nowadays’ societies and peo-
ples, certainly will raise from creative forces.

Beuys’ poster states precisely this point. Creativity and Capi-
tal contain in their interior the means of reproduction and multi-
plication. Reproduction and multiplication on the material level:
Capital. Reproduction and multiplication on the spiritual level:
Creativity.

With this formula, the beuysian concept of “social sculpture”
meets one of its most clear statements. Every human being has a
role (a mission) to accomplish on Earth, and that mission is to turn
his earthly passage through life into a “capital” (major) work of art

So, I arrive now to my extrapolation: If to stimulate the growth
of a creative-reliable personality it is required that parental warmth
and tolerance enable the genetical network for self-awareness of
Sapiens, then to stimulate a social dynamic based on public creativ-
ity and altruism, is also required the presence of a stimulating and
inspiring public sphere.

However, while parental warmth and tolerance depend mainly
upon familiar commitment towards the promotion of wisdom and
compassion in formative development, the promotion of a stimu-
lating and inspiring public sphere depends, mainly, on the media-
tion of a spiritual public sphere or, as we prefer to say, on a spiritual
public sphera.

So, we arrive to the main question: which mediations can gener-
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ate such a public sphere?Our hint is that only art has the capability
to generate the mediations required for the growth of an inspiring
and stimulating public sphere. Before going on, it is necessary to
reflect upon what do we mean by public sphere.

In fact, since Hannah Arendt historic-political essay about
the public and the private (Arendt, 1958) and mainly after Jiirgen
Habermas sociologic-critical habilitation thesis (Habermas, 1962)
this is a well-known and most discussed concept within sociology,
as well as in public art theory (Miles, 1997)

The approach I want to propose now, however, is lot distinct
than the one proposed by critical sociology, and specifically by the
one developed by Habermas, since such a “sphere” is formed and
led by the bourgeoisie, and it aims to involve its members in public
debates “ruled from above”, meant to influence public authority.
The focus of such interpellation is centered in the access to the
acquisition of goods and social valor, issues that remain private,
while denoting public relevancy. So, the bourgeois public sphere
expresses the domain of the public debate, meant as “a privateness
oriented to an audience” (Habermas, 1991, p. 10), so lacking any
specific common character, as we quote:

Civil society came into existence as the corollary of a depersonalized

state authority. Activities and dependencies hitherto relegated to the

framework of the household economy emerged from this confine-
ment into the public sphere (18). [...] The economic activity that had
become private had to be oriented toward a commodity market that
had expanded under public direction and supervision; the economic
conditions under which this activity took place lay outside the con-
fines of the single household; for the first time they were of general
interest (Habermas, 1991, p. 19)
This social-economic based historical conception of the Public Sphere
highlights its normative and pragmatic function, if not coercive. As
Habermas says, the social transformation of the Public Sphere is its
tendency to function as a “platform for advertising” (Habermas, 1991,
p- 181). So, the public sphere is the bourgeois public sphere, and not the
sphere of the whole, as it is expressed by the word community. Itisa

group of private people gathered to form a public, as we quote:

Art as Gestation of the Public Sphera



The bourgeois Public Sphere may be conceived above all as the sphere
of private people come together as a public; they soon claimed the public
sphereregulated from above against the public authorities themselves,
toengagethemin adebate over the rules governing relations in the basi-
cally privatized but publicity relevant sphere of commodity exchange

and social valor. (Habermas, 1991, p. 27)

So, that is it! The bourgeois public sphere is neither public, nor is
it a sphere. It is not public, because it is a private group discussing
shared wealth and social valor. It is not a sphere, because it is regu-
lated from the outside - superior hierarchies - thus, remaining its
conception and function useless, when talking about the develop-
ment of a democratic and solidary culture.

This depreciation of the publicsphere is even more evident when
talking about public opinion, as a fiction, even in modern times, as
we quote:

So, for the present the novelty of facts and the need for diversions has

become so decisive that the people’s opinion is as deprived of the support

of afirm historical tradition ... as it is of that peculiarly energetic spade-
work in the intellectual laboratory of great men who placed their faith
in principles and sacrificed everything to them. What a century ago
was, according to the belief of contemporaries, a social principle that
placed an obligation upon each individual (namely, public opinion),
in the course of time has become a slogan by which the complacent and
intellectually lazy mass is supplied with a pretext for avoiding the labor

of thinking for themselves (Habermas, 1991, p. 240).

The concept of the public sphere I want propose is not rooted on
Habermas sociological theory of the transformation of the public
sphere, but rather on the phenomenological perspective of Natalie
Depraz. This is the reason why I prefer to designate it as public
sphera, instead of public sphere: to emphasize the distinction
between both conceptions.

I think it is undeniable that after the spread of real time com-
munications, and even more after the boom of social networks, we
can watch a giant (if not a monster) arising before us, as a field of
distinct forces pointing to the construction of a renewed common

future, as it happened in most crucial historical processes, like mas-
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sive migrations, ultramarine discoveries, or imperial conquests.
Inside those movements, there is something more, or something
else, than just empirical and pragmatic goals. There is a common
purpose linked to a common dream. I call it the Eldorado effect,and
I see it as a powerful both transcendental and wild force.

What does turn wild that shared transcendence? That could
be the subject for another full article. Our preliminary assumption
is that presently the Public Sphera is intoxicated with narratives.
Often, by senseless, ephemeral, and empty narratives that create and
spread great damage to our common and shared living, as Natalie
Depraz clearly shows us.

In fact, while Habermas establishes his theory from the inter-
play and tension between specific sociological groups and well-de-
fined political powers, Natalie Depraz conceives the Public Sphere as
a cohesive Communicative Plurality, as we quote:

This community is certainly recaptured under the species of the unity

of a common subject generated and reactivated by the presence of a

common “world”, but this unity is no longer called here an egological

centration constitutively extended to the plurality of egos.

The “‘communicative plurality” (kommunikative Vielheit) is entirely, in

its dynamism and its tensions, this unresolved unity, open to the space

and time of others, engendered as unity in the very movement of crossing
and penetrating others, in short, it “operates (fungiert) like a subject’,

as Husserl eloquently will say. (Depraz, 1994, p. 56)*

Natalie Depraz’s conception of the public sphere is not defined by
the sociological interplay of actors and goals, for they appear as
contingent. On the contrary, she thinks that the public sphere can
only be adequately apprehended by an ontological path seeking to
capture the essential meaning of the very world-of-life, as I quote:

... the ontological path of the world-of-life offers a genetic re-under-

standing of the transcendental reduction, which allows us to recapture,

in its non-mundane origin, the very phenomenon of political sociality.

(Depraz, 1994:53)

So, although meant as a retrocursive process, it aims not to recon-
stitute any archaic, intemporal, or forgotten principle. Instead,
it intends to lead our thoughts to an undetermined (ontological)

Art as Gestation of the Public Sphera



Fig. 2- Siah Armajani, Picnic
Table for Huesca, 2000,
iroco wood, Pineta valley,
Huesca. Photo: JG Abreu

region, where fresh synthesis is permanently being generated.
By this retrocursive approach to the original place of rooting of the
political in the very world-of-life, one attains a transcendental sense
of the political sphere free from natural interference.

You may call this fresh synthesis ART. When it is created on
the behalf of a Communicative Plurality, we may call it PUBLIC ART,
for, as Siah Armajani states, and it is confirmed by his art, Theart in

publicartisnot agenteel art but amissionaryart” (Armajani, 1995, p. 112).

Picnic Table for Huesca appears then as one of the most paradigmatic
pieces by Siah Armajani’s public sculpture ideario, as it merges both
the celebration of life and the constitution of a collectivity, even if
only temporary or recurrent. And if it looks square by its shape, it
creates roundness like a sphera, as it is built around a central axis,
and it gathers people all over.

Besides that, while fully functional, this picnic table is not
a mere table for picnic. In fact, it is a convivial table in which no
one has his back turned to anyone, and despite its practical use
this table is also a homage to Spanish poet Federico Garcia Lorca,
killed during the Spanish Civil War. In the four lecterns placed in
the middle of each side, one can see a reproduction of poem and a
drawing by Garcia Lorca, having these poems been chosen by pupils
of a nearby school.
Talking about Siah Armajani Picnic Table for Huesca, Nancy Prin-
centhal says:

... the image of the lively communal banquets evoked by the huge table

and the wide eight benches that frame them are discreetly countered by

a detail that appears on the four sides: inserted between each of the four

pairs of posts that support the roof, there is a crystal stand in the form of
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anopen book. Ina “page” of each book there is a poem by Garcia Lorca;
in theother thereis areproduction of one of Lorca’s watercolors; together,
they providea time for silent contemplation and shared talking. In other
words, thereis space, on this large table, for solitude: while being the very
image of cordial conviviality, it is so much more integrative because it
presents itself as an ideal framework for individual contemplation. At
the sametime, it allows public recitation: a reading that in itself encom-
passes individual and communal experience (Princenthal, 2000:25).

Fig. 3-6- Federico Garcia
Lorca, Poems and

Laestrey,
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Another much distinct example, but no less important, is the Im-
agine Peace Tower, by Yoko Ono, dedicated in 2007, in Videy Island,
Iceland, just in front of Reykjavik.

While dedicated to homage the memory of John Lennon, this
“monument” of light is above all a means of stating and defending
the value of Peace, as Yoko Ono said in her dedication speech:

All spirits of goodness of this magical land, of the planet, and of the

universe, thank you, thank you, thank you, for witnessing our humble

gathering for the unveiling of IMAGINE PEACE TOWER. [...]

The light is the light of wisdom, healing and empowerment. Even in

the moments of confusion, fear and the darkness of your souls, hold the

light in your hearts, and you will know that you are not alone, that we

are all together in seeing the light of peace. (Ono, 2008:9)

Beyond its idealistic and generous aims, this project is also relevant

from a strict conceptual point of view, since the choice of Iceland
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Fig. 7- Yoko Ono, Imagine
Peace Tower, 2007, Videy
Island, Iceland

as the place for the implantation of the monument had as its para-

mount reason the fact that Iceland has no permanent military bases
in its territory, just a defensive naval structure, and in the dedication
day a declaration was made, as follows:
The association Campaign against Military Bases praised the deci-
sion to publicize the importance of fighting for world peace, as well as
the willingness of Reykjavik city authorities to promote Reykjavik asa
center of peace. The association also urged local authorities in a resolu-
tion to use the opportunity to announce that, in the future, battleships
would be banned from docking at Sundahdfn harbor, merely a few hun-
dred meters from Imagine Peace Tower. (Blondal. 2008:16)
Another relevant feature of the Imagine Peace Tower is the fact that
the electricity used for its powerful light beam is produced by geo-
thermic means, using the volcanic heat of Iceland soil to produce
the required energy, releasing no carbonic gas.
But still, that is not all! The lightning of Imagine Peace Tower obeys
also to specific criteria. First of all, symbolically, the light beam is
lightened every year between the 9th October and the 8th Decem-
ber, matching, respectively, the dates of John Lennon’s birth and
death. Yet it is also lightened “on the winter solstice and remain lit until
the New Year’s Day, [...] during the week following the spring equinox, as
well on special occasions agreed on by the artist and the City of Reykjavik”
(Jénsson, 2008:21)
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Fig. 8- Yoko Ono, Imagine
Peace Tower, 2007,
Dedication Day, Videy
Island, Iceland
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So, let us imagine a future when Imagine Peace
Tower will be always lightened, for every day had
been acknowledge as “special occasion”, because of
the achievements previously made, concerning the
empowerment of the peace movement.

This image of the people around Imagine Peace
Tower holding their hands, turned to the center
whishing, and not turned to the periphery pro-
claiming, can become an approach to what I call the Public Sphera,
as the point here is not about indorsing a cause - Peace - and acting
to attain it, but contributing to turn it real by the simple and easy
way of imagining what a peaceful world could be, and this is meth-
odologically and theoretically, something quite different. So, if one
cannot imagine what a peaceful world could be, how can war be irra-
dicated? By banning guns? Although guns should not be easily acces-
sible, on the long term, such strategy seems to me not to be effective.

Raymond Abellio’s Genetic Phenomenology

Transcendental phenomenology has been adopted in many areas
of human and social sciences, and its methodology can be found
even in most rigorous research areas, such as medicine (Mous-
takas, 1994). However, transcendental phenomenology remains
usually a descriptive method based on the suspension of judgment
(epoché) and allowing us to realize how do things appear to the
conscientious mind.

So, transcendental phenomenology usually remains static.
One describes what appears from the inside or from the outside to
one’s conscientious mind. It is fresh perception. It is fresh under-
standing. It is even intersubjective and transpersonal sharing. But
it remains passive.

How do things become? How does the ever-changing reality
change? Is there any pattern or model that can describe from the
same premise of the suspension of judgment, the mutations regis-

tered in time?

Art as Gestation of the Public Sphera



Fig. 9- Raymond Abellio

This problem had already been noticed by Husserl, and it is the
fundament of his distinction between static and genetic phenom-
enology: the last one obeying to the so called “laws of genesis”, as
we quote:

.. the stream of consciousness is a stream of a constant genesis; it is not

a mere series, but a development, a process of becoming according to

laws of necessary succession in which concrete apperceptions of different

typicalities (among them all the apperceptions that giverise to the uni-
versal apperception of aworld ) grow out of primordial apperceptions or
out of apperceptive intentions of a primitive kind. Every apperception

exhibits the structure of noesis and noema. (Husserl, 1921, p.137)
Described here as a stream of constant genesis, consciousness is
not a mere series of instants (or instances), but a development. So,
it fulfills (or it hides) a sense, and such sense is given by the process
of becoming. A process built by apperceptions, whose structure is
made according to the complementarity between noema and noesis.

So, we have here three fundamental concepts to deal with,
when talking about genetic phenomenology: apperceptions, as
the intentional core which manifests the very process of becoming;
noema, as the primatial element of knowing; noesis, as the very ability
to perceive.

Of course, this is not idealism. The living and lived world are
entirely there while reduced to the universe of apperceptions. However,
to deal with such a theory and to be able to create an adequate method-
ology is not an easy matter, since it requires the capability to deal with
transcendental, eidetic and phenomenological reductions, and epoché.

Raymond Abellio (1907-1986) was one of the few who suc-
ceeded to find a way to operate and to systematize a genetic
phenomenological methodology based on apperceptions, while
decomposing and doble crossing, in each other, noema and noesis.

Let us begin by discussing one of his most inspired quotes,
which aims to relate and to oppose the endless stream of mutations
before the fixed pole of the immutable, thus opposing science to gnosis:

I believe that in this area [quantum physics] one faces the dialectic of

perpetual surpassing. On the contrary, in gnosis we are in the presence

of theunsurpassable. Thisis the drama, but it is an illuminating drama.

29



30

Itis therefore necessary toimplement a dialectic between the perpetual

surpassing and the presence of the unsurpassable, and this is where

the internal conflict is, the one of the scientist. If the scientist becomes
aware of this conflict, his conversion takes place almost automatically.

(Abellio, 1987, p. 47)

Pronounced in Abellio’s last conference at Sainte Baume, cing
months before he passed away, I think this excerpt is his gnostic
testament and it is a bright synthesis of his thinking.

We have here a perfect expression of the gap that separates,
but also relates, science and gnosis. Science is an on-going additive
process which operates at a certain level of reality and whose results
are transitory, approximative and soon become obsolete. Gnosis is
immutable. Its wisdom is neither gradually acquired, nor it is transi-
tory. It is always “almost there”, and so it is unsurpassable.

Curiously, we could say quite the same about art. Just as sci-
ence is, art remains an on-going creative process that operates at a
specific level of reality, and whose results are diverse and mutable,
while remaining always valid.

Saying this, let us modify Abellio’s quote, and see if it keeps
its meaning:

Ibelievethatin this area fquantumphystesf [art movements| one faces

the dialectic of perpetual surpassing. On the contrary, in gnosis we are

inthe presence of the unsurpassable. This is the drama, but itis an illu-
minating drama.

Itis therefore necessary toimplement a dialectic between the perpetual

surpassing and the presence of the unsurpassable, and this is where the

internal conflict is, the one of the sctentist artist.
Ifthesctentist artist becomes aware of this conflict, his conversion takes
place almost automatically. (Abellio, 1987, p. 47)
Although there are differences between science and art, since sci-
ence denotes the quantitative/objective aspects of the world, while
art echoes the qualitative/sensitive ones, I think we can say that
Abellio’s gnosis is both a challenge to science and to art, for his
purpose can be expressed as follows:

+ Torecognize the transitivity of science results and art

achievements (the perpetual surpassing)
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+  Toilluminate the conscientious mind with the gnostic
vision (the presence of the unsurpassable)
+  Tosetup adialectic of the perpetual surpassing and the
presence of the unsurpassable (creative jump)

Abellio’s genetic phenomenology is based in a gnostic model: the

universal senarian sphere (USS). Regarding its characterization the

author says:
In the natural or empirical view, I see myself, it is a fact, in a state of
simple duality with the world. There is the world and me face to face.
I see such and such object, a book for example, as it is arranged on the
shelves of my library, and the common sense stops at this simple rela-
tionship: a book and myself; the couple of an object looked at and a
watching observer. Let us examine this perception more closely, how-
ever, and proceed, as Husserl would say, with the perception of this very
perception. This book is an object which belongs to the world, and to
becomevisible, it must in some way emerge from the more or less distinct
background, which is itself the world as the unitary and global support
of objects, because theworld is not the sum of objects, but on the contrary
the a priori condition of their appearance as such. This background,
this horizon of objectivity cannot be thematized, it does not fall under
an effectivevision, on the contrary it is what makes any vision effective.
To fall under my senses, to take on a meaning, this book which belongs
to the world therefore rejects in a certain grayness, a certain indistinc-
tion, the rest of the world, and consequently establishes with it a first
relationship, that of an object intended for being perceived in relation to
therest of the world intended to be ours. Let’s say, to simplify, that such
object becomes active (+) compared to therest of the world which is con-
sidered passive (-). So, thereis already — there always will be — a duality
on theside of the perceived, but there is also a duality on the side of the
perceiver, because the eye must also perceive the book by taking special
interest in it. The eye opens and becomes active. On the bottom, put at
rest, my body becoming passive, no longer specifies or isolates anything
else. Here again we say that the eye becomes active (+) compared to
the rest of my body that becomes passive (- ). This book and my eye are,
in other words, only local emergences of a global reality, in which they
should be re-rooted: any other vision is alienating. Ultimately, it is two

31



Fig.10- Raymond Abellio’s
Universal Senarian Sphere

active-passive couples and not just one that we are dealing with, and

the overall perception is established in the form of a proportion: book

/world = eye / body; or again: object / world = organ of sense / body;

theintermediate sign “equal” having here a conventional meaning, but

symbolic, on which e will come back soon. (Abellio, 1965,p. 43-45)?
Here is a fundamental point for my lecture. Abellio’s gnosis — which
curiously is represented by a sphere — shows us how to oppose and to
relate science and art, while addressing both from different perspec-
tives (quantitative/qualitative) and levels of reality (matter/spirit).
How shall we read Abellio’s Universal Senarian Sphere (USS)?

First, let us remind that USS is not properly a diagram, or
at least it is not only a diagram. It is also some kind of symbolic
dimension, for instance the symbol of the cross, as René Guenon
has shown (Guenon, 1931). So, I prefer to call it a symbolic-transcen-
dental model.

The sphere appears here as a symbol of the whole, being this

whole constructed by the following categories:

1. Elements 2. Functions 3. Results

*  Hemispheres *  Rotations *  Resonances
+  Axes +  Senses

+  Poles + Modes

«  Signs

Concerning its Elements, we should consider first the two hemi-
spheres of the sphere. The hemisphere from above and the hemi-
sphere from below, both separated by the equatorial plan, where
the dialectic of the model operates. The hemisphere from above
denotes the spiritual nature of being, while the hemisphere from
below denotes the material nature. Both connotations increase as
the distance to the top (superior or inferior) diminishes.

Regarding the axes, they correlate the two opposed domains
addressed by the model: on the one hand, the inner domain, polar-
ized by the body where experience is stored and the periphery by
the perceptive sensors that capture experience. On the other, the outer
dimension, polarized by the world, seen as the source of all objects,
and by the object that catch our attention or provide its use.
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The two crossed-related axes give us the equatorial plan of expe-
rience reduced to its essence, to generate apperceptions. There is
another axe that intercepts the first crossed two, which points to
the opposed directions of high, ascending until the convergence
in the most universal and integrant unity, and descending to the
divergence towards the most discrepant and diverse multiplicity.

Regarding the poles of the model, they can be found in the
extremity of each axe, where they appear as the purest entities and/
or qualities, obtained by eidetic reduction (reduction to the essence of
meaning) or by transcendental reduction (reduction to the intentional
sense), being the phenomenological reduction (reduction to the resid-
uum of being) expressed by the central pole of the sphere, which is
related with the constitution of the transcendental ego, siege of the
transcendental conscience.

Regarding the signs, they change between active (+) or passive
(-) and they show the state each pole has at any specific moment of
the dialectic cycle of the genetic process of becoming. If a certain
pole is active, the opposite pole is passive, and so on.

Concerning its Functions, first one should consider the rota-
tions. They indicate a passage from interior to exterior, or vice-versa.
Because of its dialectical nature, functions express a discontinuity,
or change of logical accordance, between the two different domains.
Besides rotations, we should also consider intensifications. They indi-
cate an emergence from a domain or an immersion within a domain.

Regarding the senses, they refer to the type of each rotation.
Rotations represent a change of context or background, and they
alternate between interior and exterior, or between above and below.

Regarding the modes, they express the kind of intensifications
of the processes’ outcomes, and they vary between intensifications in
mode of intensity and intensifications in mode of extension.

Concerning Results, since this model is a symbolic-intentional
entity, we should above all realize that its outcomes are meant to be of
atranscendental kind. On this point, Abellio himself often said that
the USS is the yoga of the Occident. So, I tried to express the tran-
scendental character of its results presenting them as resonances. Such

transcendental resonances altern between meditations and insights.
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So, let us see how Abellio’s genetic phenomenology operates.

In Abellio’s model, the flow of phenomena is seen as a genetic
process engendered by the interplay of two doble and opposed
polarities: one doble inner polarity opposed to another doble outer
polarity, each doble polarity linked by an axe, and both axes crossed
each other, just like a cross. So, if we are talking about the develop-
ment of an idea or a dream, the active polarity lays in the inner axe,
while the outer axe remains passive. Likewise, if we are talking about
the occurrence of a lightning or a thunder, the active polarity lays in
the outer axe, while the inner axe remains passive. However, inner and
outer are intimately related because they are both instances within
conscience, as the notion of exterior (out) is a noema inside con-
science, just as the notion of interior (in) is another noema too, being
noesis the faculty which allows us to apprehend them as opposed
essentialities.

So,when the sudden flash of a lightning of a storm coming hits
the living-room of the house where I am at night hearing music
with the lights turned off, an exterior pole becomes active (+) and
my body and my mind turn passive(-), paralyzed by the effect of the
flash, detected by the activated eye, until then passive. This means
that before the lightning, the world outside the house was passive,
while my hearing was active following the music.

While I was hearing music, the world outside the house was
passive, and my own body too, for my attention was concentrated in
listening the sound that came out from an active object of the world
that was inside the house: the hi-fi loudspeakers. My body was then
an indistinct and inactive background, without no initiative. The
flash of the lightning reminded me that there was a world outside
me, and that it is impermanent and instable. My hearing discon-
nected from the music that continued playing. Stimulated by the
bright flash, my eyes and my body became active. So, I stood up and
moved towards the window to see the storm that was approaching
the house.

Otherwise, if the object which attracts my attention is a book,
my eyes are active while I am reading it, and the whole body remains
passive (seated on a comfortable armchair), as the books’ content
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is being stored somewhere inside the body. But, if the book is a
gastronomic guide, its content may cause the will to have a meal,
and suddenly my body becomes active. I stand up from the arm-
chairand decide to get the Indian food that attracted my attention,
looking fora pole of the world which became then active: the Indian
restaurant nearby.

Finally, the decision of having a meal reflects a specific
intentional attitude: the attitude of incarnation, as my intentional
behavior denotes a material purpose. If the book’s content was of a
spiritual kind, instead of standing up from the armchair heading to
the restaurant, maybe I would rather begin a meditative practice. In
this case, we should talk about the intentional trend for assumption,
which seeks the path to spiritual unity.

From these simple examples, we can see that the process of
becoming always involve transitions and inversions between oppo-
site axes, poles, functions, and intentions. The transition from the
inside to the outside. The inversion between active and passive.
The intention towards the multiplicity of matter or the intention
towards the unity of spirit.

So, as it is required in phenomenology, here the process of
becoming is not a description of how facts occur in the “positional
world”, but how they appear in the “transcendental sphera’, i.e., on the
psychic field. This is a consequence of the primacy of the cogito
revealed by epoché, astranscendental conscience is considered the place
of maximum adequacy.

This way of considering genesis, on the one hand attributes to
the psychic field the statute of a coproducer of becoming - for facts
cannot be understood as independent from psychism. On the other
hand, the psychic field is no longer a mere subjective inspection of
the objective world - for without psychism there is no genesis, only
repetition. Outside the psychicfield there is no creation, for creation
has necessarily an intentional core and/or sense.

Psychism becomes then the central field for the creative pro-
cess. In the case of the artistic creative process, its dialectic is a

genetic one, as Daniel Verney showed us.
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Abellio’s dynamic of the artistic creative process,
according to Daniel Verney

On the basis of Raymond Abellio’s genetic theory of creative activ-
ity, the apices of which the author calls art (Abellio, 1965), Daniel
Verney explains in detail his application of Abellio’s methodology
to artistic creation as follows:
Thefirst part of the structure operation consists in finding the key features
— called “poles”in Abellio’s writings — of the situation currently studied.
They should be distributed on the two perpendicular horizontal axes, as
opposites on each one. Several systems of poles may be relevant, depend-
ing upon the perspective adopted. In our model of creative activity, let us
choose the artist and his work in progress. Any of the four poles may be
considered asinitially active: we will choose the artist as the initial active
one. The artist is actively directed towards the work to be created, which
is, at that step of the cycle, an internal image or vision [Fig. 12, phase1].
That image “turnsitself” to the material domain by and through which
the work has to be built up: for example, the marble, or the wood for a
sculptor, a set of devices for a plastic artist, and so on.
Abellio uses the phrase “turns itself” to emphasize the fact that the work
in the creative process acquires an autonomy, a proper momentum toward
its realization, momentum which may be considered as issuing from the
author’sdesireorwill, at least at first sight. Theidea of rotation present in
that expression and in thegeometric configuration [Fig. 12 and Fig.13], is
thefirst outline of a fundamental operation of any creative (or intuitive)
process:adiscontinuous leap occurring between two relative levels of real-
ity, one morevirtual, the other more concrete. Abellio had an acute sense of
the nature of such an operation which is at the core of our research work.
In the third phase [Fig. 12] of the creative cycle, the matter to be worked
onasks theartist to use tools and techniques to process the creation. Then
in phase 4, those tools are taken back by the artist to modify, and hope-
fully enhance, the image of future creation. Abellio remarks that any one
of the four poles of the structure may be considered as initially active or
non-active, generating various cycles of different issues. This is how the
Abellio’s universal structure can be applied as a heuristic approach to
lived situations (Verney, 2018, p. 328-330)
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Fig. 11- The dynamics of
creative work.
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But, as Verney shows, the creative process cannot be reduced to its
dynamic operations if other levels of reality are taken into account.
Following Abellio’s ideas, Verney explains that in order to grasp the
structure of the creative process, it is necessary to consider another
axis: the vertical axis, which aims to introduce the psychic levels of
creation.

This third axis shows the double way in which the psychic dimen-
sion interferes with the operative dynamics of the creative process,
this interference being established not by a direct dynamic articu-
lation but by a resonance phenomenon.

At the top of the axis, the A-pole of the psychic node repre-
sents the non-individual psyche - the pole that gives “inspiration” and
attracts “expiration”. At the lower end of the axis, the pole of Node B,
inrelation to the individual psyche, is the pole that gives ‘exhalation’
and attracts ‘inspiration’.

Thus, along this axis, a kind of “psychic breathing” takes place,
as Abreu and Verney explain:

An artistic creation process is therefore a kind of inspiration-expiration

taking place between resonating nodes, individual or collective [Fig. 13,

Fig.14]. Likein the musical world, where sound resonances require tuned

structures (instruments, vibrating cords, air columns), in the psychical
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Fig.12- Artistic resonances in
the universal psychic field.

Fig. 13- Emergence and

immergence in the creative
cycle

38

world the creative resonances require underlying structures adapted to
theartisticdomain, atvarious levels of universality, as treated hereabove.
In [Fig. 13], the words emission/detection, modulation/demodulation
suggest analogies to information transmission through physical channel.
Butinthepsychical domain, weare not concerned by transmission of bits,
like in the theory of information, but with resonances between psychic
nodes. Any individual psychic node is both receiver and emitter of inspir-
ingresonance, according to the creator’s sensitive ability and context. The
process of giving to the universeis the correlate of what the creator receives
through inspiration. (Abreu & Verney, 2022, p. 289-290)

Psychic node A

detection detection A
= demodulation = demodulation

Resonance
Underlying structures

inspiration
uopeJidxa

emission emission
= modulation =modulation

non individual psyche
virtual, culture

emergence of
meaning, vision

- —-— -

axis of techniques axis of the work
and tools to create

emergence of will,
desire to create

motivation
individual psyche
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This third axis opens the model to the non-circumstantial or a-tem-
poral dimensions of artistic creation, which transcend objective
factors such as skills, interests or influences and appear as comple-
mentary inductions manifested through or in them.

We then come to the conclusion that the creative process is not
only about the production of a cultural product, nor even about the
creation of something new and unique, but rather about a psychic
episode or insight whose feelings overcome the unidimensional
dynamics of production, so that it can become genetic, i.e. creative,
when the flat field of dynamic interaction becomes spherical, as
long as verticality is acquired, as the authors explain:

Creativity resides in the creator’s psychism as a pulsion to create. That

impulsive energy, originally undifferentiated, needs to be oriented,

directed, towards a goal: this is the role of the creator’s motivation,
becoming more and more precise as the creation project realizes itself.

In Fig. 15 it is represented by the red ascending arrow which brings the

creative energy from the creator’s psychic pole to the phenomenal world

where awork is in progress. Nourished by the creation cycle, this ascend-
ing tendency goes on into the top hemisphere, as a call for inspiration,
becoming more and more precisely oriented towards the universal psy-
chic pole to which the creation project is tuned: this is symbolized by the

ascending blue arrow of Fig. 15.

As long as that resonance maintains itself alive, the universal psychic

poleresponds through an inspiring flow (descending blue arrow in Fig.

15) which brings spiritual energy and new forms into the creation pro-

cess, and moreover nourishes the creator’s psychism in refined skills, and

contributes to the creator’s experience, reinforcing his/her motivation

(descending red arrow in Fig. 15). (Abreu & Verney, 2022, p. 291-292)
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Fig. 14- A global (spherical)
view of the artistic creation.
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According to Daniel Verney, the creative process appears as a spher-
ical process. Within creation we recognise a complex multilevel
and multidimensional synchronicity, the articulation of which
the spherical model allows us to perceive. At a glance, the creative
process can be seen as a genetic event, in which a dynamic pro-
ductive activity is shaped by both individual and universal psychic
intervention, by means of inspiration and projection, which inter-
fere with the inner-outer interactivity, merging transcendent and
immanent layers.

In this sense, we feel entitled to call “art” the optimal integra-
tion of these elements. Following this criterion, we can therefore
formulate three relevant assumptions:

1. “Art” should not be reduced to the so-called work of art but
should also be extended to everything whose “life” reflects the
spherical functioning that brings forth the new and unique.

2. “Art”is not only a new product resulting from the series of dif-
ferent cultural products, but it is also, if not primarily, the psy-
chic effect it has on the individual and collective mind.

3. “Art”isthen the lived and shared experience of the endless dis-

covery of what creation is and how it changes the way we see.
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From these assumptions we can get a clearer understanding of what
is the deep meaning of the “expanded field” (Krauss, 1979) claimed
by contemporary art. The expanded field is, after all, the field of
life itself. And the field of life is the only fertile ground for art as a
genetic creation that should become another way of thinking about
the public sphere.

Inaword, considered as a genetic process, art assumes a specific
and powerful role. It appears as a tool for improvement. Individu-
ally and collectively.

How does it work?

The genome of the artistic creation

Realised as a genetic process, artistic creation has much in common
with ontogenesis. Just asat conception, the germ becomes an embryo
through the fusion of male and female DNA, during gestation the
embryo becomes a foetus through incubation in the mother, and
finally at birth the foetus becomes a child after the newborn leaves
the mother. In the same way, the work of art is the result of a genetic
process, the stages of which are the same: conception, gestation and
birth, which correspond to the three genetic stages mentioned by
Abellio: vision-action-art.

The phases are the same, but curiously the process is reversed,
for whereas in ontogenesis the process begins as a physical-psychic
process and becomes increasingly psychic-physical, in artistic cre-
ation the process begins as a psychic-physical process and becomes
increasingly physical-psychic.

In short, while the genome of the infant is eminently physical,
the genome of the work of art is eminently psychic, as Daniel Verney
has shown. This does not mean that the infant’s genome does not
also have a psychic signature, just as the genome of artistic creation
is not entirely psychic, since a material support is always needed,
even when the work remains in its conceptual stage, as a project.
In artistic creation, therefore, a physical level of consideration is
always required, just as in ontogenesis a psychic level should never
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be ignored. The problem is that the psychic signature of ontogen-
esis, although we know it must be there, has not yet been found.

The artist’s alter ego, or if you prefer the artist’s transcendental
persona, or in other words the artist’s intentional inner core, is con-
ditioned by the four creative factors of the psychic field: inspiration
and projection in the upper hemisphere, and motivation and ability
in the lower hemisphere. The interaction between the operative
state (active or passive) of these creative factors generates a certain
intentional alter ego, whose character is given by the four inten-
tional vectors I propose below.

Inspiration | Projection | Motivation | Skills Operative Artistic
+/9) (+/7) (+/9) (+/9) vectors lines

- + - + Form (outer) Formativity

+ B + B Fragmentation Reduction
(outer)

+ - - + Manner (inner) Expression

Integration i

- + + -

(inner) Utility

When we talk about the creation of plastic art, the outer appearance
of the artistic work varies according to the tendency to present the
integrity of forms or images and the decomposition of fragments
or concepts, while its inner appearance varies according to the ten-
dency to present a certain degree of integration or assimilation and
the tendency to manifest a certain kind of manner or feeling. Thus,
form versus fragmentation and integration versus manner can be
seen as the four eidetic creative vectors of artistic practice.

When the intentional core of the artist’s creative persona is
centred in the outer domain of extension of form, the artist creates
within the lower material frame of formativity. But when the inten-
tional core of the artistic is centred in the outer domain of inten-
sification through the invention of concepts or the dissolution of
fragments, the artist is creating within the upper conceptual frame
of reduction.

Similarly, if the intentional core of the artist is centred in the inner

domain of the assimilation of things, the artist creates within the
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Fig. 15- Operative vectors of
the artistic creation

lower material frame of utility. But when the intentional core of
the artist is centred in the domain of the intensification of things
through the manifestation of manner, the artist is exploring within

the upper conceptual frame of expression.

Renato de Fusco’s lines of contemporary art
production

If we accept the previous premise as valid, we will be able to relate
these vectors to the six lines of contemporary art production as
defined by Renato de Fusco (1929-) in his Storia dell’Arte Contem-
poranea (1983).

Let us recall Renato de Fusco’s six artistic lines:

Expression; Formativity; Reduction; Utility; Oneiric; Social Art.

Let us see how these artistic lines can be related to the inten-
tional vectors we have just proposed, echoing Daniel Verney’s gen-

eral structure of artistic creation.

Oneiric

Expression Reduction

4 .Manner 2.Fragment

( Phenomenal World )

3.Assimilation

1.Form

Formativity Utility

aouspuadapialu] [esiaAlun

Social Art
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Our hypothesis is that there is an intimate relationship between
these six artistic lines. The four dynamic ones are Formativity,
Reduction, Utility and Expression, because they manifest the effect
of the four dynamic vectors - Form, Fragment, Assimilation and
Manner - activated and directed by the artist’s intentional core,
while switching to inner and outer modalities of artistic practice,
under the influence of the two vital forces of artistic purpose - Glob-
al-Spiritual and Local-Material - pursuing Oneiric and Social Art.

According to this hypothesis, De Fusco’s artistic lines appear as
the result of the interaction between the four dynamic vectors and
the two vital forces we have postulated for artistic creation.

The siege of this intentional core is the central pole of the
USS, where the transcendental conscience takes shape. It is not the
artist himself, but rather his alter ego or, as Husserl used to say, his
daimon. Itis from this central innermost intentional core that the
four main intentional vectors gain meaning and generate a resultant
that forms a double effect: the visible outer effect of the artwork and
an invisible inner one that forms the creator’s daimon.

Here we arrive at the way in which art works spherically.
Besides the visible outer effect, which Michel Henry calls the phe-
nomenology of the world, there is also the invisible inner effect,
which Michel Henry calls the phenomenology of life.

When art shapes the individual’s innermost core, the individ-
ual becomes a creative artist. When art forms the collective inner-
most core, the group becomes a creative community.

The artworks that emerge from these four vectors are never
pure. Instead, they always appear as an ever-changing resultant
because of the powerful affinity that binds them, even if it is a dia-
lectical interdependence driven by oppositions.

Above and below the four dynamic intentional vectors there
are two extreme poles whose resonant effect helps to keep the struc-
ture connected and cohesive. These poles are not dynamic and
unstable. On the contrary, they are fixed and permanent. The upper
poleis the immaterial place where the imaginary and the imagined
converge. The lower pole is the material place where multiplicity

and difference diverge.
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So here we have both the eidetic operative vectors and the global/
local vital forces present and in full interaction. However, one
should ask: what is the advantage of looking at the artistic phe-
nomenon and the process of artistic creation from this perspective?

I think the main advantage of this model is that it shows us
the genetics of artistic creation. I say artistic creation rather than
artistic production, and I mean it. Art is labour-intensive, but art
is not industrial, even if it uses industry. If the artist uses industrial
means to produce a work of art, it is because he is creating within
the lower level of the intentional sphere, whether he is looking for
new formal possibilities, as in the case of Alexander Calder’s pieces,
or whether he is trying to provide new practical uses, as in the case
of Siah Armajani’s structures, such as the picnic table for Huesca,
which we have already seen.

In addition, I think that his model clarifies, if not reveals,
the infinite nature of art, identifying its structural constants and
explaining its genetic process, which is extremely useful for under-
standing the means and meanings of contemporary art, the results
of which are usually particularly deceptive, if not misleading, when
analysed using historical-cultural models.

Not only does this model succeed in assimilating and integrat-
ing all contemporary art into a comprehensive and coherent range
of the most diverse and even contradictory possibilities, but it also
provides us with the most valuable keys for unlocking the mean-
ing of contemporary art and, even more importantly, with tools for
assessing its value.

This is because this model does not seek to classify the work of
art according to stylistic, aesthetic or other criteria. Instead, it seeks
to recognise and reconstitute its genesis. Art is not a superfluous
matter - “artasart’, as Ad Reinhart used to say. Artis not a deceptive
trick - “art is what the artist says it is”, as Marcel Duchamp used to
say. Such statements may have a certain aesthetic impact, but they
lack theoretical relevance. Redundancy fails to clarify. Fallacy fails
to interpret. Both examples show us the same problem and the same
error: trying to define art by its results is, in my opinion, a clear

theoretical aporia.
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Thus, conditioned by universal psychism through the descending
stream of inspiration and the ascending stream of assumption, as
well as by individual psychism through the ascending stream of
motivation and the descending stream of skills, artistic creation
appears as the power of creativity to generate projects, as the use of
tools to modify matter.

Raymond Abellio’s gnosis appears here as a tool of genetic phe-
nomenology, because it is generative and its operativity is shaped by
an intentional core of apprehensions and aims inherent to artistic
creation. So, I think we can say that Abellio’s vision is a gnosis of art.
I call it a gnosis of art because from this perspective one becomes
aware of how powerful art can be. In fact, Abellio’s gnosis shows us
the way in which art induces the metamorphosis of the artist’s ego
by modelling its intentional inner core through exposure to the
currents of the four creative factors. This exposure gradually reveals
to the artist’s ego the artist’s alter ego, so that the latter becomes its

own model and nourishes it with this new personality of its own.

The Sphera, a liberation project?

Ifart succeeds in shaping the artist’s alter ego, a similar process can
be induced so that the collective mind - the Sphera - can also be
shaped from within.

We now return to the beginning of our lecture, just to remind
you that the necessary conditions for the emergence and develop-
ment of human creativity are not only the biological structure of
the genes, but also an adequate social ambience. As far as individ-
ual improvement is concerned, an adequate environment can be
achieved through family warmth and tolerance. As for collective or
communal improvement, we believe that the necessary stimulating
and inspiring social environment should be created by art.

This is, of course, a utopian idea. But this does not mean that
it has no social eflicacy. On the contrary, utopian projects are often
the most socially inspiring, as Marcuse says:

This means one of the oldest dreams of all radical theory and practice.

Art as Gestation of the Public Sphera



It means that the creative imagination, and not only the rationality of

the performance principle, would become a productive force applied to

the transformation of the social and natural universe. It would mean
the emergence of a form of reality which is the work and the medium of
the developing sensibility and sensitivity of man.

And now I throw in the terrible concept: it would mean an ‘aesthetic’

reality — society as a work of art. (Marcuse, 1968:186)

In order to support a social ambience shaped by art, it is necessary
to bring art to the forefront of social mediation. It is therefore nec-
essary to engage in collective intervention.

How can this be achieved? How can artists and citizens be
involved in joint art initiatives? Does this mean that collaborative
art projects alienate authorship?

To promote social mediations catalysed by art, it is essential
to create a genetic methodology that relates authors and media-
tions as internal elements of social art projects, and participants and
outcomes as external elements. Authors and participants alternate
active/passive roles, as do mediations and outcomes.

The operativity of such processes generates a mix of active and
passive roles, as follows:

Authors g/tli)c:é Participants cgr:;s Social Me- Historical
+/- +/- diations Models
P en “n ¢ e
. N N ) Celebration Cult of Great
Men
+ ¥ - + Initiative Erection of
Statuary
- - + - Intervention Toppling of
Statuary
- + + + Production | Empowerment

Strangely enough, these social mediations do exist. Celebrations
and initiatives were common social practices in the 19th century,
especially in the second half of the century.

The programs of celebrations centred on the monuments
already dedicated to great men. Glamorous festivities were then

organised around these monuments on the successive centenaries of
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Fig.16- [l Camd&es Centenary,
In, © Occidente, vol. 3, lll Ano,
n° 61,1880
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their birth,as was the case in 1880 with the celebra-
tion of the 3rd centenary of the death of Camdes,
the most famous Portuguese national poet,
whose monument had been inaugurated in 1867.

However, the celebrations were much more
than just a rally around a monument. It involved
the organisation of major cultural programs, as
in the case of Camdes. Sponsored by the Socie-
dade de Geografia de Lisboa, the celebration of
the 3rd centenary of his birth lasted three days
and included numerous shows, such as light-
ing, music, rockets, conferences, exhibitions
and theatre performances. The highlight of the
commemorations was a huge civic parade that
took the streets of Lisbon for several hours. Curiously, one of the
stops of the parade was the Rotunda, where the commitment to
erect a monument to Marqués de Pombal was first announced.
But the impact of the initiative was even more significant than the
commitment to erect new monuments. For example, the decision to
erect a monument to Prince Henry the Navigator on the fifth cen-
tenary of his birth was not a government proposal, but an initiative
of the Colégio Von Haffe in Oporto, which was the core of the social
mediations for its creation, execution and inauguration, solemnly
materialised in an Executive Commission.

The Executive Commission was set up to organise all the nec-
essary preparatory work, starting with the competition to select the
project for the monument and ending with its inauguration, includ-
ing the ceremony of laying the foundation stone and the launch of
a public subscription to raise the necessary financial support for its
construction.

In this case, the ceremony of laying the foundation stone of
the Monument to Henry the Navigator in Oporto had a huge com-
memorative programme, the main features of which were as follows:

Artistic competition between Portuguese sculptors to select the project

for Prince Henry’s monument in Oporto.

Literary and scientific competition about the historical value, actions,

Art as Gestation of the Public Sphera



deeds, and importance of the navigations started by Prince Henry.
Colonial and industrial exhibition.

Civic parade.

River festival, in which vessels of the type used in our first discovery
navigations.

Laying of the foundation stone for the monument to Henry the Nav-
igator.

Conferences on historical, colonial, and industrial subjects, related to
the commemoration.

Other elements whose solemnity awakens patriotic interest. (Abreu,
2012:85-86)

Let us see some pictures of some of the most attended festivities and

the most solemn instances of the programme.

Fig.17- Prince Henry
centenary, Naval Parade,
3/3/1894, Porto

Fig.18- Prince Henry
centenary, Festivities Campo
da Regeneracdo, Oporto
Fig.19- Prince Henry
centenary, Laying of the first
stone, 1894, Porto

Fig. 20- Prince Henry
centenary, Monument’s
Dedication, 1900 Porto
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Fig. 21- DMPA, Salazar’s
statue before wrapping, 1974,
Palacio Foz

Fig. 22- DMPA, Salazar's
statue rotation before
wrapping, 1974, P Foz
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This was the effect of the fin-de-siécle cultural agenda, in which
the positivist cult of great men and great deeds played a prominent
role. The mostly rhetorical, naive fin de siécle notions of humanity’s
continuous progress lacked a genetic approach and assumed that
all that was needed to regenerate the world and humanity was to
replace the old metaphysical religion with the new positive science,
thus replacing faith in religion with faith in science.

Modernity, however, disregarded faith, preferring scepticism,
if not nihilism. So, instead of promoting celebrations or endorsing
initiatives, which had at their core almost anonymous powers, a
cultural agenda that was no longer apologetic but critical brought
about Intervention, whose most radical operational model involved
art toppling statues. Statues of dictators, racists and slavers were
toppled or, more rarely, mutilated or wrapped.

As for intervention, we should note that it is not the same
as destruction. Toppled statues are not always dismantled, often
they are just moved. So, toppling statues is not iconoclasm. The dis-

placed statues are removed from public space and often stored in

a museum.
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Fig. 23- L Almeida, Oliveira
Salazar, 1965, bronze, St®
Comba Dao

Fig. 24- Oliveira Salazar
statue beheaded, 1975, Santa
Comba Dao

However, intervention can also take the form of less aggressive acts

of statuary. This was the case with the erection of the monument
to Humberto Delgado - the fearless general who, in 1958, stood up
to the Salazar regime in a tough presidential election, the results of
which - his defeat - were proven to be fraudulent.

The first important monument to be erected after the Car-
nation Revolution of 1974, the monument to General Humberto
Delgado was the initiative of the peasant population of the village
of Cela Velha, in the municipality of Alcobaga, where the General
used to spend his summer holidays on a family farm belonging to
his wife’s ancestors. Like his wife, he was very popular with the local
population, and the initiative was taken by a popular local executive
committee and published in the newspapers.

The immediate result was that a well-known sculptor, asso-
ciated with the official art doctrine of the dictatorship, offered to
make the statue free of charge.

When the democratic artists learned that a statue of a victim of
the Portuguese dictatorship was going to be made and inaugurated
with the authorship of a supporter of the same regime that had
murdered Humberto Delgado, an opposition movement began with
the publication in the press of a letter signed by Eurico Gongalves,
secretary of the Democratic Movement of Plastic Artists, denounc-

ing and rejecting the sculptor’s project, as follows:

51



Fig. 25- J. Aurélio, Monument
to the Fearless General, 1976,
C.Velha

Fig. 26- Monument to the
Fearless General, 1976,
landscape pole, detail
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President of the Municipality of Alcobaga, Lisbon, 1 October 1976

The Democratic Movement of Plastic Artists has learned that the

Chamber that Your Excellency presides intends to build a monument

in honor to General Humberto Delgado.

This Movement believes that, after the 25" of April, the aesthetic line of

the works of art with national public significance cannot be confused,

nor constitute any extension, of the one that guided and informed the
statuary of the previous regime.

Itisnecessary to meet new concepts that express, by their creative capac-

ity, the new country we are all committed to build.

Itiswith the best spirit of collaboration that we bring to your attention

the concerns that currently preside over the attitudes and actions of the

democraticartists, and, in this regard, we ask Your Excellency to kindly
inform us of what has been decided on the initiative to which we allude.

Presenting our greetings to Your Excellency, we subscribe

By the Central Committee of DMPA

The secretary

Eurico Gongalves. (Abreu, 2007:590)

A first competition was then organised in collaboration with the
National Society of Fine Arts, but the models presented were all
rejected by the jury.

A new competition was then organised and the jury unani-
mously approved a non-statue model.

It was thanks to the public intervention of two different insti-
tutions - the Democratic Movement of Plastic Artists and the National
Society of Fine Arts - that the original statue of Humberto Delgado
and the statuary models from the first competition were rejected
and a new modernist model was approved and inaugurated in a

highly participatory and festive manner.
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Fig. 27- Monument to the
Fearless General, 1976, civic
pole

Fig. 28- J. Aurélio, Monument

to the Fearless General, 1976,

civic pole, detail

Another form of intervention is the creation of a counter-monu-

ment in the vicinity of a renounced monument. This has the advan-
tage of avoiding the loss of historical memory, while at the same
time denouncing the mistakes and even crimes against humanity
committed by non-legitimate powers and regimes, as happened
with Richard Ku6hl’s Monument to the Dead of the Hamburg Han-
seatic Infantry Regiment, erected by the Nazis in 1936. After many
public demonstrations against the renounced monument, while it
was still being used by the military regiment next to it to commem-
orate their dead comrades, the local authorities finally decided to
invite Alfred Hrdlicka to create a counter-monument next to it,
to oppose and denounce the narratives and symbols of the Nazi
memorial. (Abreu, 2020:31)

All these modalities of public intervention have in common
the fact that they recognise as valid and useful the activation of a
common and shared will with regard to the public exhibition of
political symbols or figures of renounced regimes, whose presence
is felt as most offensive by those who suffered their atrocities or
crimes.

The last operative modality for including public interven-
tion in the criteria for public art installations and inaugurations is
production. In this model, the paradigm of individual authorship
is subverted, as elements of the public or community are directly
involved in the production of public art projects.

Participatory public art projects, conceived with a wide variety
of criteria and scopes, usually involve a great deal of creativity, as

the ability and capacity to motivate and involve the public is often
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Fig.29- M. Duarte & J.
Espirito, Exploratoério Visual
0.,ESP

Fig. 30- Moisés Duarte
(coord), Exploratério Visual
0.1, Paredes

Fig. 31- A Midori, Paredes
Tales, 1st step: Instigation,
press

Fig. 32- A Midori, Paredes
Tales, 3rd step: Publication,
press

Fig. 33- A Midori,

Paredes Tales, 2nd step:
Communication, Paredes’
market
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the main and most relevant objective of these projects, as they often
seek to promote public empowerment.

This was the objective of Visual Exploratorium 0.1, a participa-
tory public art installation included in the Paredes Public Art Pro-
gramme, developed by the students of Paredes Secondary School,
under the coordination of visual arts teacher Moisés Duarte, in 2012.

It was an evolving project, and its installation was particularly
noteworthy because it became the first piece in Paredes’ Public Art
Circuit, thus signifying empowerment goals.

Another participatory artwork is Paredes’ Tales, also included
as a temporary project in the Paredes Public Art programme. Con-
ceived as an immaterial piece, Paredes’ Tales was divided into three

distinct moments: Instigation, Communication and Publication.

CONTOS DE
PAREDES

BLIC(AGAO)

PARCEIRO

B

TROCO
ot HISTORL
sonus AORI
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Fig. 34 Public Art Lab, Open
Talks, with Paredes’ Mayor

& B Lima

Fig. 35- Public Art Lab, Open
Talks, with Paredes’ shop
owners

In addition to artistic projects, Paredes’ Public Art Program has
created a Public Art Lab to promote other participatory activities,
such as Open Talks, which have brought together several artists with
significant public art installations, such as Clara Menéres and José
Pedro Croft, as well as curators, art critics, art teachers from local
schools, executives from the main Portuguese municipalities with

significant public art programs, such as Santo Tirso and Almada,

and managers from various commercial businesses.
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Fig. 36- Seeing front shops,
2012
Fig. 37- Seeing front shops,
2012

Fig. 38- Seeing front shops,

2012
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In addition to the Open Talks, another participatory activity was
developed that combined the programmed activities of the scholars
with the collaboration of the owners of several commercial shops in
Paredes. The idea was to organise an exhibition of works of art made

by visual arts students from several local basic schools.

The activities of the Public Art Lab also included other different
programs, as documented in Paredes’ Public Art Circuit. A Public

Artand Community Oriented Programme (Castro & Abreu, 2014).

All these activities and programs were aimed at bringing con-
temporary art closer to the public through the organisation of
participatory art projects, in order to reciprocally inspire a more
tolerant and warmer relationship between contemporary art and
the public.

Finally, I think there are two other non-operational ways of
promoting the same goals. Both through pedagogy and through
recognition, with recognition being considered the new and most

appropriate way of honouring the work of paradigmatic artists.
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Fig. 39- JG Abreu,
Pedagogical Routes for the
International Contemporary
Sculpture Museum, 2009,
High-school students, Santo
Tirso

Fig. 40- Exhibition of the
work done by students, held
between 4-9 of April 2011,
Public Municipal Library of
Santo Tirso

The materials produced with the texts written by the students were

presented in an exhibition during the 1st Journeys of MIEC, held
on 4 April 2011, to which the sculptor Alberto Carneiro, as initiator
of MIEC, had accepted the invitation.

The 1st Journeys of MIEC were an organisation involving the
Secondary School of Santo Tirso, the Municipal Library of Santo
Tirso and the Research Centre of the Catholic University of Portu-
gal (CITAR), with the following programme:

10h00- Reception of the participants

10h15- Opening: C. Teixeira (Vice-Director of ESDD), M.C.
Duarte (Director MLST), ].G. Abreu (coord)

10h30- 1% session: José Guilherme Abreu, The sculptural work
by Alberto Carneiro

11h00- 2™ session: Alberto Carneiro, MIEC's Project. Genesis
and Becoming

11h30- Debate

11h:45- Coffee-break

12h00- 3 session: Laura Castro, The artwork in the construction
of landscape

12h30- 4™ session: José Guilherme Abreu, Primary Itineraries
for Public Art

13h00- Debate:

13h:15- Closing of the works

Thanks to the support of CITAR, all the meetings were videotaped.
And, as expected, Alberto Carneiro’s conference was unforgettable,
and perhaps one of his last public conferences before the illness that

would strike him the following year.
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Fig. 41- Alberto Carneiro’s
Conference, Ist Journeys
of MIEC, 4th of April 2011,
Public Municipal Library of
Santo Tirso
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So we have arrived at the dominant poles for the gestation of the

public sphere: pedagogy and recognition. Although opposed, the
two are clearly related. In pedagogy, teaching can be seen as the
transmission of knowledge and/or skills. The transmitter is active
and the receptoris (or should be) passive, receiving and integrating
the content of the teaching with the other content he already has.
In recognition, the one being recognised is passive (being observed/
analysed/evaluated, while the one recognising is active, judging
whether or not there are enough elements for the recognised poten-
tial to be recognised.

So pedagogy culminates in recognition. But recognition is not
(should not be) a banal routine. It requires a special atmosphere and
aspecial subject. I think it is somehow a liturgical moment. Perhaps
then, for a while, a glimpse of the sphere appears enlightened!

Moments like these correspond to what Natalie Depraz calls
practical phenomenology, and I quote:

I see this experiential practice in the first person, which partly
renews phenomenology, intended to federate multiple approaches
beyond doctrinal oppositions, and an eminent way for phenom-
enology to meet without complexes the empiricism in all these

forms.
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Hence the multiplicity of “fields” for testing phenomenology in
its operational dimension. Since Understanding Phenomenology: A

Concrete Practice, ] mention seven main ones:

+  Theintimate experience of prayer;

« Scientific experimentation;

«  Buddhist meditation;

+ Thepsychiatricrelationship of the caregiver;

« Theanthropological situation of the encounter with the foreigner;
+ Thecontemplation of the work of art;

+ Thework of the emergence of meaning in writing; (Depraz, 2021)

Should we add to the list the Gestation of the Public Sphera, as

another topic?

English revised by: www.deepl.com/write

Endnotes

1 — Original version : Cette communauté est certes ressaisie sous lespéce de I'unité d'un
su- jet commun généré et réactivé par la présence d’un « monde » commun, mais cette
unité ne se nomme plus ici seulement centration égologique constitutivement étendue

a la pluralité des ego. La « pluralité communicative » (kommunikative Vielheit) est tout
entiére, dans son dynamisme et ses tensions, cette unité non-résolue, ouverte sur l'espace
et le temps des autres, sengendrant comme unité dans le mouvement méme de traversée
et de pénétration des autres, bref; elle « opére (fungiert) comme un sujet », dira Husserl de
maniére éloquente.

2 — Original version : ... la voie ontologique du monde de la vie nous offre une re-com-
préhension génétique de la réduction transcendantale, qui permet dés lors de ressaisir en
son originarité non-mondaine le phénomeéne méme de la socialité politique.

3 — Original version: Dans la vision naturelle ou empirique, je me vois, c’est un fait, en
état de dualité simple avec le monde. Il y a face a face le monde et moi. Je vois tel objet,
un livre par exemple, tel qu'il est rangé sur les rayons de ma bibliothéque, et le sens
commun s'arréte a ce rapport simple : un livre et moi, le couple d’'un objet regardé et d'un
sujet regardant. Examinons cependant cette perception de plus prés, et procédons, dirait
Husserl, a la perception de cette perception méme. Ce livre est un objet qui appartient
au monde, et, pour qu'il soit visible, il faut déja qu'il senléve en quelque maniére sur le
fond plus ou moins distinct, qui est lui-méme le monde en tant que support unitaire et
global des objets, car le monde n'est nullement la somme des objets, mais au contraire la
condition a priori de leur apparition en tant que tels. Ce fond, cet horizon d'objectivité
ne peut étre thématisé, il ne tombe pas sous une vision effective, c'est au contraire lui qui
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rend effective toute vision. Pour tomber sous mes sens, pour prendre un sens, ce livre qui
appartient au monde rejette donc dans une certaine grisaille, une certaine indistinction,
le reste du monde, et établit par conséquent avec lui un premier rapport, celui d'un objet
destiné a étre pergu par rapport a un reste du monde nos destiné a Iétre. Disons, pour
sim- plifier, qu'un tel objet devient actif (+) par rapport au reste du monde considéré
comme passif (-). Il y a donc déja - il y aura toujours - une dualité du c6té du pergu, mais
il y en a également une du cdté du percevant, car il faut bien aussi qu l'eeil, qui pergoit

le livre en s'intéressant spécialement a lui, souvre et devienne lui aussi actif sur le fond
mis en repos de mon corps devenant passif, et qui ne spécifie ou n'isole plus rien d’autre.
Ici encore nous disons que I'ceil devient actif (+) par rapport au reste de mon corps que
devient passif (-). Ce livre et mon ceil ne sont en d’autres termes que des émergences lo-
cales d’une réalité globale, dans laquelle il convient de les ré-enraciner : toute autre vision
est aliénant. Finalement cest 3 deux couples actif-passif et non a un seul que nous avons
affaire, et la perception globale sétablit sous la forme d’une pro- portion : livie/monde

= ceil/corps ; ou encore : objet/monde = organe de sens/corps ; le signe intermédiaire «
égale » ayant ici une signification conventionnelle, mais symbolique, sur laquelle nous
reviendrons bient6t longuement.
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Ladies and gentlemen, welcome. I'm very happy to be here with
you. Mdrio has just mentioned that he is not as intellectual as José.
I would say that I am the least intellectual here, because my talk
will be based on a generally practical level. Nevertheless, I think it
is interesting to share with you the way [ approach an image and its
inspiration, basically from a position of purgation - which means,
inavery simple way, that I think that every inspiration, every image
that we collect, that we grasp, deserves some time - to put it simply
- to digest. I would say that this is the liminal moment of delay,
which seems really important to me as an artist at the moment when
everything is really doomed to be topical. Timeliness and actuality
seem to seize the areas that were never - before - even thought of

as being possessed by the idea of actuality.

Art Is the Teaching
of Resistance»

Frederick Kiesler

Part of the way is how I deal with my paintings - because I perceive
myself primarily as a painter, and I may tell later how and what is
the origin of this kind of perception of my artistic entity; it really
declares the creative act as an act of resistance. For Frederick Kies-
ler, art is the teaching of resistance. Because resistance is always, I
would say, something that is very strongly tied to the process not
of making, but of unmaking, or waiting for the right time and the
right moment. To make a long story short,  would like to start with
some quotations that I think are very close to my vision of what I
am doing and also to my experience of it. It is a very practical expe-

rience that I would like to share with all of you.
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The first sentence is by Michelangelo Antonioni, from Thearchitec-

ture of vision: “You cannot penetrate events by reportage.”

You cannot penetrate events
by reportage

Michelangelo Antonioni
The Architecture of Vision

Art is indeed something different from reportage. I would say it is
closer to deportation than to reportage.

The second sentence is “Art has no meaning for those for whom
life is only a spectacle”, by John Berger in A Painter of Our Time...

Art has no meaning for those for whom
life is only a spectacle

John Berger
A Painter of Our Time

I would say that people who really concentrate on the aspect of
being a pure perceiver of the here and now... really... do not need to
use this tool, which - I would say - is part of the toolbox not neces-
sarily for an artist but also for the spectator.

The third quote is from Deleuze and Guattari, and I think it is
also very true about what we lack at the moment, the lack of resist-

ance to the present.
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We do not lack communication, on the
contrary we have too much of it. We lack
creation. We lack resistance to the present.

Gilles Deleuze Felix Guttari
What is Philosophy?

Because when I create, I would really like to think that things that
come to life are somehow noticed, subconsciously noticed, without
really knowing how they fit, where they fit, what I am going to do
with them. Itis a collection of languages, of different collections of
impressions, and I think something we can sometimes do against
them is to try to make them actual, to try to interview them imme-
diately, to incline them into the creative process.

So, the aspect of delay is really essential for me. The moment of
making, of the artistic gesture, and the moment of conceiving the
work are not necessarily the same. I would say that the misunder-
standing of this position is one of the most visible qualities of the
graphomaniac. The graphomaniac does not recognize the moment
between the gathering of the image, the gathering of the inspiration,
and the actual coming out, the coming out of something that will
actually find its own time and place in a particular moment in a
particular space.

Asa painter, the spatial aspect but also the temporal aspect are
priorities for me. And to start with the film, which will perhaps allow
you to immerse yourself in my activity, I would like to show you first
of all the exhibition called “Air wants to go” [2020], which is part of
my collaboration with the American poet Howard Altman. It took
place in Wroclaw, in the Op Enheim gallery.

If you watch this short film about the work, you might be able
to familiarize yourself with the particular type of work that I am
very attached to at the moment. One of the works in the exhibition
is called Not Entitled.
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Online video:
www.rb.gy/xitss

Not Entitled (full figure),
2020 - acrylic on canvas,
200x155¢cm, video projection
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The specific formula of this work, which is based on the tradition
of baroque painting, is conceived through the recording of my wife.
It was recorded about six years ago and what I can say is that you
make things... you create things, you do things... but you are not
really aware of the way the work is contextualized by itself. I think

this is something that I want to share with you also because I feel

that the works are not necessarily works that you can be fully oper-

ational in the moment - when you are in the moment of creation.
You really know what the context of the work is going to be in the
next few years. And I think this is the first work that I would like
to present here that definitely relates to this problem between the
work itself, which is an artistic gesture, and its making and purely

formal reasons.
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First roll - gesture in the
studio (POT), 2014

The idea of the marionette, the idea of the pregnant woman, the

prayer, all these things happen to be very directly contextualized by
the current situation in Poland, with the anti-abortion laws. Sud-
denly the work, which happened to be conceived for completely dif-
ferent reasons, has its own right to speak about the present, although
the present was not pressed into the work at the moment of its
actual creation, or at least not inclined in any way. So it is enough
to wait and see how the work finds its own way into the world, how
the work finds its own response. I would say that the work is much
more effective when we don’t necessarily plan it for the present; as
a response to its current issues, this work was not like many other
works - which surprises me, and the surprise for me is how much I
suddenly feel that of course, if I had planned this work as a kind of
literal reflection, or somehow as a response to the current situation
in Poland, it would not be so successful. And it would not even be
similar. I would not find it really successful, because then I would
find it too literal.

For me, the element of resistance in the work is also to be able
to deal with desire. We all have desires. Like the desire to reflect on
political and social situations. We live in a certain environment,
which of course has its own pressure on us, but I would say that
this pressure has to be resisted somehow, by the artist, otherwise he
somehow gets into the other ground, which is very often confused
with what my perception of painting is. Which is the illustration of
these words... I don't think they are illustrative in the sense that they
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Harnessed Swimmer, 2009 -

acrylic on canvas 170x210cm,

video projection, 2009

Harnessed Swimmer,
SANGUINE, installation view,
Fondazione Prada, 2018
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can be perceived as a certain kind of illustration. From the artist’s
point of view, they are not illustrative at all, because they were not
made or intended to be illustrations. And that is why I would say
that the moment between the making and the actual perception

of the work in the gallery or in the public space is really essential.

It has happened with this work, called “Harness swimmer”, which
was shown in 2018 in an exhibition on the Baroque curated by
Luc Tuymans [Sanguine]. The painting has been waiting for this
moment to really find its place, in the neighborhood of Caravaggio.
In fact, what you are looking at is a photograph of my ex-girlfriend’s
father, who used to have a swimming pool in his basement, two
meters by two meters. He used to strap himself to one side so he
could swim in place. That really is my inspiration. I just thought
he looked very much like the figures in the Rivera paintings, so I
made this kind of painting that serves the purpose of being a screen
architecture for this projection. Although when I was making it,
that is, when I was recording these few seconds that are constantly
looped, I had no idea that the actual place would end up in the
neighborhood of Caravaggio’s David with the Head of Goliath [1605-
16107?]. But it found its way.

This is David Hammons [1943-], one of my favorite artists.
only use him because - of course - these snowballs will eventually
melt [laughter], and I think it also illustrates this question of exposi-
tion, of offering in a kind of ironic way the process of making and the
process of delivering something that is actually completely devoid of
substance, devoid of any kind of offering. If you do not think about
it, how can you design something that is also saleable? This is not

only for me a big joke about the art market or about the idea of an
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artist who is the protagonist of the objects in front of the objects he
makes. But it is also a representation of the absurdity of time, that
we try to find an image or an offer or a proposition for the viewer
at a certain point in time, and I think the kind of absurdity that he
presents is a perfect illustration of my idea of what I have to offer,
and at what point I somehow have the courage to break, to cross the
bridge between the idea or the actual making and the display.

Another favorite artist: have you noticed that John Baldessari
[1931-2020] pretends to smoke his cigar to mimic the shape of a
cloud? I think that is also a beautiful metaphor for my idea of pro-
jection and the kind of mimicry of projection in relation to the real
image. So, to say that most of my projected paintings are not actually
representations. Like the cloud that comes from the cigar, in Baldes-
sari, they do not represent, as in Baldessari, the actual figure or the
performer; they represent the projection of the performer: they are
personifications of the projections, of the spirits. One of the curators
from South America once told me that I make ghost paintings, and
think that is very close and very true to what I do. So, I paint ghosts
rather than real figures, although I use the means of projection to
represent those ghosts and to represent a certain kind of time.

For me, it is a question between the moment when the work is
conceived and the work in the moment and the kind of statement,
which may be a completely different statement, and the moment
when the work is exhibited. Which is a way of saying I'm still alive.
[laughter]

And, above all, a way of saying how not to make boring art.
Art becomes boring the moment I make something in my studio. I
know exactly how it is going to end and what kind of production I
am involved in. And then we're not making art, we're just making
design. And from a design point of view, it may not be boring, but
from an art point of view I would say it is boring. So how do you
avoid boring art? Basically, I would say: avoid it by the way we per-
ceive the creative act, by the way we use our gesture to surprise
ourselves. Not by fulfilling our preemptive expectations.

Like this work by Opatka [1931-2011]. It might have been

boring from the point of view of the viewer’s creative act, incred-

69



70

ibly boring. But I would say that from the artist’s point of view it
could still have been surprising. The effect, like life, like breathing,
like every breath we take, can be surprising, as long as we are able
to use our creativity to make that breath interesting - even if it is

repetitive, even if it is a loop.

So we're going to this moment of purgation, and purgatory is of
course this abstract place, but in fact in the present time, which
is completely time-driven by the now and the here, it happens to
be a real place and it happens to be in real time, and I think this is
very true in terms of how I perceive those drawings by Botticelli
representing Dante’s Divine Comedy, when all these precisely drawn
figures are drawn and erased, drawn and erased again... So for me
purgatory is also the process of erasure. We erase ourselves in order
to be able to come up with a new surprise, and these surprises can
then be contextualized in a very unexpected and somehow danger-
ous way for the artists. So we have to be careful.

These prophetic drawings by Mark Lombardi [1951-2000]
always amaze me, also because the artist disappeared in a very mys-
terious way after making them. This was done long before the World
Trade Center, but it seemed to me... that they were contextualized
in such a strong way that they affected us in the very sudden death
of the author, as if we could sometimes step on the mystery - not
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60 sec. Cathedral, 2011

really playing with meanings, but playing with actuality. For some,
what I would later call agelast - a term coined by Rabelais, used by
Kundera, which describes people who are not able to understand
a certain kind of irony, which is not necessarily the only truth, it is
a kind of possibility. But people very often expect the artist to be
definite, to be precise, which I would say is not the right deal, it is
not the deal that we should really somehow acknowledge.

This is not the case when we look at Yves Klein’s leap into the
void, when we rewind and rewind and rewind the same moment,
which will eventually give us certain options for the future. But this
future is a kind of projection, influenced by the artistic gesture of
the artist, who does not describe the future — he contextualizes the
future. The future will contextualize his art, sooner or later, but what
he does is: he just initiates the process, like a domino. Which will
eventually end, if the work of art is successful, at the right moment,
at the right time, when the works contextualize themselves, com-
pletely behind the artist’s will, outside his will, out of his intentions.

This piece, this is a 60 sec. cathedral, and it is probably the
highest cathedral ever made. It was made over 5,000 meters, by 32

parachutists, for sixty seconds.
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PtOT, installation view,
Galeria Arsenat Poznan, 2017
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And thisis the actual effect which was shown in Tallinn, the section

of the festival Mdario was the curator of.

So, we come back to the idea of a gesture. What is the actual gesture
and what do you see as the result? During the making of the Cathe-
dral, I was actually put in the most important situation for me as
an artist, a situation that at a certain point I was unable to define.
And if you are not able to use any kind of critical tools to reinter-
pret your work, that means you are successful. I think this is also
related to the question of how the work is contextualized later on.
For example, when I was doing the Cathedral, I wasn't really aware
that when I was recreating those side vaults of the ceiling of the
church, suddenly the group of skydivers, as you could see, started to
remind me of the shape of a chromosome. These elements, which
somehow escape from ourinitial idea, are the most precious, as well
as what happens to the work, which in fact was nothing more than

a simple gesture.
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One that you have just seen of me unrolling the roll of fence on
the floor of my studio, which is part of the environment in which I
experiment, in which I do all sorts of things. And then it happened
to be charged with meaning, but this meaning is not the meaning
that comes directly from the actual studio, it comes from the time
that has to pass between the gesture and the actual results. Here is
a work that I think is one of the most important works for me in
recent times.
Most of myideas, they originate within the studio practice. But the dif-
ferenceiswhatis happening in the studio and then what comes up in the
show, so that is the story of Plot [2017], which actually is an untrans-
latable word we decided not to translate — me and the curator Marek
Bartelil, with whom I proposed to work for the National Pavilion for
the Venice Biennale last year. The exhibition which took place, I feel
very fortunate about the whole situation. I think this was a very good
show, which we have created last year with Marek Wasilewski, was
theactual presentation of the full-scale project proposed for the Venice
Biennale. The Venice Biennale project which we applied for with Marek
Bartelik, who is a new York-based curator, was rejected, but I would
have to say that the actual rejection is part of the work, in fact. I do not
know if a work with such a such a quality of unsubtlety can be rejected
for the formal reasons, but for some reasons it was rejected. So, in fact,
the rejection adds a bt to the whole project and it really works not just
asawork, butalso asawork which is a rejected project. And in that way,
it was presented in an Amsterdam gallery last year. Well, it is probably
one of the most important works I have I have done so far. It deals with
the same structure, from the formal side, as most of my work, which
means dealing with the projection, that is, not a question of just the
mean or transportation of the image, but also as the problem in itself.
I think this is this is really the story of Plot, that it is a projection. It is
awork which is being projected in the gallery space, covering the walls
within a constant loop until the space becomes white, but this is also a
question of our projection in terms of all problems that arerelated to the
idea of Plot, which can be for example xenophobia, the fear of the other,
all those problems that in fact begin — are originated — as a projection in
our heads. Well, it of course can apply to all sorts of current issues that
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happen to be very much present within our local environment, as well
as aglobal one. But what can I say is that that my will or enthusiasm
to show this work, and to present it, was not that the work was made
as a result of the situation, but in fact the situation added to what it
is been already there, for the work originates from 2014, when I made
the actual gesture in the studio. So, what is interesting, also in terms of
the relation between politics and the social problematics and all those
issues, is that we somehow relate to when we, inside of installation, or
we can relate to, is that they came second. But still I would have to say
thatitis quiteachallenge, that as though they came as a second, still the
work is not an illustration of a problem, it is the piece of art in itself, and
I think more universal than just the illustrative towards the situation
that we are dealing with now. Although I think the currency, the sudden
currency which appeared in context between this work and the situation
that we deal with, made me feel that I really would like to propose it for
especially a National Pavilion at Venice Biennale.
Exactly what I was saying is that the problem is very much related
to the idea of delay. Delay in terms of the way the work is contex-
tualized. From the moment of its innocent creation, it really does
become charged with meaning. That is probably why I've had the
courage to use Duchamp’s The Large Glass now, because it has its
acceptance of the future from the position of an artist who believed
- and this s his quote - why should we talk about painting, let’s talk
about delay. So you have this delay, which is an essential element
of the critical approach of creating the perspective from the side of
the studio, when I have the chance to look at the world, to look at
all the actuality, in the luxury of being late, of not being exactly on
time. And this only gives me the opportunity to make a work that
is more and more charged with the actual meaning, which I think
still happens with a work like Plot, because it does not disappear. I
think these fence roles surround us more and more, there are more
and more of them. The more it comes, the longer the delay, the
stronger the work.
With Duchamp - The Large Glass — you have the acceptance of
the accident. I think this kind of element is also essential for our
approach to the work from the position of delay as a critical per-
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spective from the side of making the work, but allowing ourselves
to actually be late, to not necessarily be on time, because I think
that’s the only way, as a painter, to get out of this regime of trying
to be current, trying to be journalistic, in our approach or in our
urge to what is happening now in time, which is getting faster and
faster. I think this is also something that has to do with this idea
of shadow and cleansing, because once we are able to step through
this position of being in time into the actual, we are actually able to
perceive our shadow. So, we step into the moment of progression,
because purgatory is the only place in Dante’s Divine Comedy where
you can actually see the shadow. As the first shadow in Masaccio,
leaving paradise.

I find this kind of perception incredibly inspiring. During some
of my performances in Japan, I had the opportunity to see Bun-
raku theatre. I thought that the black clothes of the puppeteers
were meant to camouflage them in the background... in fact it is
the opposite.

They are not the camouflage of invisibility, they are not trying
to make the puppeteers invisible, they are actually meant to make
them symbolically invisible, to make their being visible as invisible.
Like in my work, the projection, it means being the projection itself
or representing the projection rather than just projecting an image.
If you look at the puppeteers, the only ones who are not forced to
wear these black clothes are the ones whose faces can be totally
indifferent, and I think there is this very true thing in terms of the
distance between the moment of conception and the moment of
actually giving out the work, it is this moment of reaching indiffer-
ence towards your work.

There are so many artists who feel the urge or who are so emo-
tionally attached to their work that they leave it at the moment when
those connections are still there; they are still emotionally attached
to what they are doing, to their struggle or to the content of the
meaning of the work, and I think this is the moment that I would
compare to those situations that happen to all of us in airplanes. Very
often I am flying and when I am flying I am urged to make a film or
to film it, to film the video, to make the video of the outside of the
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Students Workshop in
Warsaw, 2071
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window or whatever, there are hundreds of films I have made like
thatand I don't use any of them, they are completely useless because
as long as I land I reach this indifference towards this moment of
flying and then the film becomes completely invaluable.

So I would compare this liminal state to this process of reach-
ing indifference towards your work; as long as you are able to reach
it, then you are probably able to get the right perspective on what
you have actually done.

I think it kind of expresses the problem of an artist trying to
illustrate the reality around us and how he/she accommodates that
as a reality, a political social reality, within his/her own domain.
So, as Courbet did, making this wonderful painting, putting all the
social classes and these structures in his studio, where there is this
tool of the brush and a little bit of smeared substance, is exactly the
way we negotiate our indifference, or how we become able to reach
indifference, the indifference that is reached when we concentrate
not on the political, social or whatever meaning of the whole stage
that is in front of us, but on the formal aspects. Only then will we

probably be able to arrive at the right critical context.

Fotosynteza

As I did with my students, setting up easels in front of the presi-
dential palace when we had the demonstrations for peace to come
into power. Just painting those peace demonstrations that were
about to come to power. We were just watercolorists, we were not
criticizing the situation from the direct point of view of reportage,
so I would say that we were doing a kind of deportage - the use of

this word means that we were just creating a context of innocence,
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of the innocent artist who can really rely on the surface, because
painters are related to the surface. mostly. I am a superficial person,
and I have the luxury of being superficial, superficial in the way I
approach the medium I work with, but also superficial in the way I
see reality, which is very much a proposition that Simmel said before
the Fascists came to reality - he said that analysis on the surface,
or looking at the surface, enables us to get a much better sense of
the particular time and place than the deep scientific analysis of it.

Time for another quote from Giorgio Agamben: “Painting is the

Painting is the suspension and the exposition
of potentiality of the site
as much as poetry is the suspension and

exposition of the potentiality of language.

Giorgio Agamben

suspension and exposition of the potentiality of this place, just as
poetry is the suspension and exposition of the potentiality of a lan-
guage”. This element of potentiality in this suspension is very much
present in my approach, in this moment between making the work
and reaching the indifference that allows me to finally give it away.
But to give it away, to offer this element of potentiality to the actual
spectator, to be able to free myself from my own attachment to the
actual problem through the formal process of waiting, as one could
say with the series of the stock of a pregnancy. As with the works that
are somehow historically charged, which is the case with the pro-
jection of the crowd that gathered in front of the Palace of Culture
in 1956, when Gomutka made this speech about the possibility of
relaxing communist rights, and you had this crowd of people who
created this projection...

These are the original archives that I used, but in fact the divi-

sion between the two corresponded exactly to what I would now
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perceive Poland to be, which is totally divided politically in terms
of its feelings towards the current government. So there is a mirror
image that covered the gallery when the speech was made. And
what you see is the flow of people who came to listen in a hope for
the future. But in fact, this element of the past archive somehow
reflects very strongly, I would say, the actuality of the situation in
Poland at the moment. This was in 2016, the 50th anniversary of
that speech.

As for the works that contextualize themselves in a kind of para-

noid way, I just allow myself to go into the thread of the capital of
Poland. There is this monument that was created to commemorate
the (minor) catastrophe of the plane, but because of the threat of the
demonstration against it and against Kaczyniski, we had this crowd
of police guarding the monument, but in fact the monument is
created by the context of this empowered environment, completely
unaware of the fact that these guys who are dressed to fight with
the demonstrators are actually creating the actual work; it is they
who create the work, not the work itself. This is a poem by Charles
Bukowski.

There is enough treachery, hatred violence
absurdity in the average

human being to supply any given army on any given day

AND The Best At Murder Are Those Who Preach Against It
AND The Best At Hate Are Those Who Preach Love
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Online:
www.rb.gy/td9v8

AND THE BESTAT WAR - FINALLY - ARETHOSE WHO
PREACH PEACE

Not Wanting Solitude

Not Understanding Solitude

They Will Attempt To Destroy Anything
That Differs From Their Own

Not Being Able
To Create Art
They Will Not
Understand Art

They Will Consider Their Failure
As Creators

Only As A Failure

Of The World

Not Being Able To Love Fully

They Will BELIEVE Your Love Incomplete
ANDTHEN THEYWILL HATEYOU
And Their Hatred Will Be Perfect

Like A Shining Diamond

Like A Knife

Like A Mountain

LIKEATIGER

Like HEMLOCK

Their Finest

ART

And that is why I believe that every artist is actually condemned to
be an immigrant. Because being an immigrant allows you to have
a total perspective on what is happening around you, if you are not
an immigrant, even if you are in your own country, you are not able
to do that.
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Leak in the floor, 2014

8o

It is proof of a base and low mind for one to
wish to think with the masses or majority,
merely baceuse the majority is the majority.

Truth does not change because it is, or is not,
believed by a majority of the people.

Giordano Bruno

And again, a work called Leak in thefloor [2014] happens to actualize
itself, it is a compilation of the war documentaries; but we always
see these documentaries in the media, in a fragmented way, in a
separate way, so that these messages actually become, I would say,
somehow permeable to any sense of interaction from the position
of the viewer, because they are fragmented. What I was trying to do
here is to create both, something that in the same way looks very
innocent, almost like a toy, but at the same time creates an overall
perspective of war that we are not able to see in such a way that we
can see it from the position of an immigrant, of someone who is
separating themselves, using in fact the media that they relate to,

that show us the current situation.
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Putin's Tie, 2016 - acrylic on
canvas 185x165cm, video
projection

And I think that within the current situation, this work begins to
contextualize itself again, so it is not a big mystery why I decided to
show those who work today, at the moment of the war with Ukraine.
I think this somehow gives us this leak in the floor, the way we
perceive this is also the question of how I deal with the proximity
of an image, the way we are very often deceived by the tragedy of a
perspectival tragedy that we are being put into at the moment by
the information networks.

Basically, I think that the general problem is always optical,
and I think that I have always believed that optics actually precedes

ethics in a way. So unless we are able to change the optics, we are not

going to be able to change the ethics.

This is another painting I am showing. It was made in 2016, quite
some time ago, and it is called Putin’s Tie[2016]. And it is the original
Putin’s tie, taken from his speeches. It’san acrylic on canvas - 1.85m

by 1.65m - with the video projection, and while I was making it, it
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wasn't really me who was making the work... I was responding to my
immediate thoughts about this guy, but suddenly the work deserves
to be shown now, rather than when it was made. It has never been
shown in a gallery before.

“No peace is possible between the novelist and the agélaste [those who do
not laugh]. Never having heard God’s laughter, the agélastes are convinced
that the truth is obvious, that all men necessarily think the same thing, and
that they themselves are exactly what they think they are. But it is precisely
in losing the certainty of truth and the unanimous agreement of others
that man becomes an individual. The novel is the imaginary paradise of
individuals. It is the territory where no one possesses the truth, neither

Anna nor Karenin, but where everyone has the right to be understood, both

Anna and Karenin.”
Milan Kundera, The Art of the Novel

So, again, there is this question of distance, because the agelast,
would say, is not only someone who takes the truth or reality from
a position of yes or no, or who expects the world to be illustrative,
but it is also someone who is not able to find the right time, or who
is not able to believe that the reflection on the world, or the way in
which we can laugh at the world, is always related to delay, not just
a spatial difference that we can assume is the reason why we are
laughing at the world, or who is not able to believe that the reflec-
tion on the world, or the way we can laugh at the world, is always
also related to delay, not only to a spatial difference that we can
assume is the reason why we laugh at things because they are not
directly related to us.

So it is a spatial difference that somehow defines our laughter,
but also people who don'’t laugh, they don't perceive the beauty of
a delay, the beauty of the time that we are able to distance ourselves
from the problem and therefore be able to laugh at the problem

not only from a spatial position but also from a temporal position.
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Basic Training, 2010 - acrylic
on canvas 200x240cm,
video projection

This is the work of Krzysztof Wodiczko, who is one of the most impoz-
tant activist artists using projections at the moment, and I have
always been incredibly impressed by his activity. But at the same
time I would say that there are these parallel paths that we are going
down. They overlap in a formal way, but they never really over-
lapped in the way that he sees the role of the artist in relation to
the here and now. It is a beautiful work, beautiful. I would say that
beauty is a tool rather than an aesthetic description. I think it is
beautiful in the way that beauty paces a certain kind of function
in his activity. But this activity is the activity - [ would say - much
more of a designer. This is nothing against his work, of course. I
have a high regard for his work, but what I am saying here is just to
highlight a small difference between us: he is referring to, and this
is what he is saying in the way he describes the work, that artists
should actively participate in a discourse of the here and now and
try to change this here and now. And this is this optimistic, ide-
alistic - I would say - approach that art can heal. I am not really
sure about that, because I would say that from my own position,
I do not believe that I can heal anything. Nor do I believe that I
can functionally change reality. I would still be more in the area of
cultural reflection rather than design, because [ would see design as
a part of reality, which is very much related to actuality. So maybe
this aspect of actuality, although I think my work can take a very

strong stand in terms of being actual, but actuality is not directly

present in my work.
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Yo Lo Vie, 2007 - acrylic on
canvas 200x200cm, video
projection, time-delayed
surveillance projection
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That is why I showed this piece closer to another one that perhaps
describes more my idea of abstracting the image and then, when
the image is abstracted, it can contextualise itself depending on
which wall it hangs on. This painting hangs on a certain wall and
in a certain place and then it contextualises itself... not by its own
means but by the environment in which it exists, although it only
represents the training of the police dog, the dog is invisible. The
figure who is a trainer is visible, so maybe that is the difference,
that I am not exactly showing the source of the animation. Unlike
Wodiczko, I only show the effect, which is much more abstract and
less individual, less personal than his work. In his work, he plays a
really important role in the discourse of providing a stage for people
who are reworking their own traumas and their own positions so
that they can be heard. I would think of him as the perfect stage
designer. Although the stage is necessary, I would say that this stage
in my work is more of an offer of an account of the interaction with
the viewer, in a more direct way, rather than providing a space for
the participant to take an active part in it.

This is Goya, The Courtyard of the Insane (1793-4), an incredibly
important painting also because of this luminous aspect that exists
within the question of what kind of absurd activity we can engage
in as artists. And how differently we can be judged. We are judged
on the basis of time and space, as in this work, called YoLoVie (2018).
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The Monk, 2020n - acrylic,
gold & aluminium dust on
canvas, 3x: 140x200cm,
video projection

This is also a reference to Goya, because I have the viewer - which
is me in this painting - who is actively delayed in the projection.
In fact, the viewer is able to maybe perceive what is the sentence.
Another reference to another painter, Caspar David Friedrich, who
did this wonderful painting called The Monk by the Sea (1908-10).
Again, the image is one that lures us into this idea of a human
figure that is not a human figure... it is just this costume that is very
much a kind of anti-image, which is the anti-pandemic costume,
and the only source that animates this figure in front of the land-

scape is the air.

Again, a painting that was done a few years ago, I'm just showing
this to maybe visualize my surprise at how some of these images
that came to life completely out of context happened to be very
direct and a comment on the current reality, although there was no
intention of that, like there was no intention of Artur Nacht-Sam-
borski (1898-1974), an artist who was active in the late 50s, during
the Stalinist 50s in Warsaw, painting flowers.

He happened to be political and was expelled from the Warsaw
Academy of Fine Arts because of what he painted. He didn’t want
to make social realist paintings about the workers, he just wanted
to paint flowers... So, for me it was a very powerful statement. And
the statement was just a statement of somebody who was actually —
again, going back to Kiesler - resisting. This kind of resistance hap-
pened to be political at times when you were forced to be a painter,

only in the condition of painting a certain kind of imaginary.
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It’s just a matter of time
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Emil Nolde (1857-1956), who was very pro-Nazi at the time, at the
beginning of the Third Reich, he really wanted to be allied with the
Nazis, he was sympathetic to that ideology, but in fact his paint-
ing happened to be against something, with this kind of power-
ful colour tone, something that was called degenerate art and was
banned. So, his work was contextualized by politics, against his will.

The last of the inspirations is Luc Tuymans (1956-) and the Gas
Chamber (1986). I am again trying to look forward and be current,
on the basis of using a medium that is already outdated and already
almost like a found artefact that would predict a future that has
already passed.

I find this kind of double loop incredibly interesting here, also
from the point of view of how we are historically related to certain
signifiers of the moment, which are somehow very strongly related
to how we perceive ourselves in this temporal sphere, which is the
now and the question of the future, which is in this fantastic banner
by Felix Gonzalez-Torres (1957-1996), It’s just a matter of time. It is
only a matter of time how we do it, and it is only a matter of time
how we meet each other.

Time to end my presentation. This is one of the works I did
with the wonderful performer Maria Coluzzi from Argentina. And
again, we met and we did not question the context. We did not
question the content. We did what we did. I painted, she performed,
and then we did not even discuss it. We discussed all sorts of things,
but we did not discuss the formal side of the work. The work just
overlapped in her performance and me and my paintings gave her
a very atypical stage, maybe the only stage at the time, because the
work was made about two years ago when the pandemic started
and she had no real place to perform. I only had my studio, and
this meeting for me is a kind of incredible example of two artists
meeting and somehow agreeing on the situation, without trying to
make something together, but trying to make something parallel. It
isalittle bit like this Bunraku theatre, where you have the puppeteer
and he is responsible for the legs and the forehands, and there is a
struggle — and thanks to that they accept themselves, but in fact
they are responsible for different ways of expression...
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Attitude 3 (with Maria Colusi),
2020 - acrylic on canvas
185x165, video projection

Then something phenomenal happens that none of them could

really predict because she did not design it, she did not ask me to
paint it in a certain way so that she could perform. I did not ask her
to perform in a way that would fit into the particular stage that [ had
created. And again, the work, within this highly abstract level of per-
formance and painting, becomes a mystery in itself, and that is what
I love about it, because I am not able to say anything more about
this work, except what I am seeing... and I am seeing exactly what
you are seeing. Maybe it is also this aspect of not finding myself
very much on the surface of a picture, or the belief that it is not a

question of providing or facilitating contact or diving into the world
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that is so submerged now. Allowing the viewer to enter the picture
is not necessarily the best way. I would always think that I would
rather make the viewer stay outside of a picture, not be able to fully
access the picture. That is why I probably never use sound in my
works, because they are immersive, they provide a certain kind of
comfort of being inside an image or a situation. I think it is again
this question of distance or the permeability of the image, when the
viewer is not able to fully access the work. And that is why, perhaps
paradoxically, he/she becomes more involved in the work than in
the situation.

When we are dealing with this black cinema box, what Mério
mentioned at the beginning, it is more about being aware and being
present in front of the work, rather than being inside it. That is why
all these works are really presented in daylight conditions, so that
the viewer is actually very aware of his presence and his own time
passing in front of the work.

This is a picture of the Museum of Butterflies that I took a
long time ago in New York. But I think it’s really a good comment
for the end of my speech, which is the need to resist being in time,
and the need to resist, from the artist’s point of view, in this pro-
cess of purging, which I would say is necessary for any work of art
to be independent and to be something more than just another
bite, another graphomaniacal fragment of reality. So as long as the
butterfly that flies in our space is allowed to be in time, which is
not necessarily so intact, then there is actually a chance of creating
a work that will have a long-term effect, because it
will be