12 Questions of Art

Lucio Pozzi

i isi Yale University Gradu-

i spring semester of 1990, I visited the .
Durslflfoi)hlescilptﬁre studios for twelve weeks and conducted a Fine Arts
;tcminar at the School of Visual Arts in New York City for six weeks. For
bf)th of them I prepared this set of 12 questions and a short introduc-

tory paragraph.

o. Introduction

This workshop is an exploration of the conditions within which we, as
authors, approach the making of art. It consists of twelve questions. We
should consider the questions as open matters and seek neither confir-
mation nor negation of them and expect no specific solutions. Rather, I
suggest we seek only an awareness of the contradictions and references
contained in each,

Ishall try often to step away from the “objective,” removed position
:l?cd ;Peak instead of .my pers'onal dilemmas, pflssions, and desires, in
% dOPC. of ' promptmg equivalent responses, “Objectivity” and its

JCoscientific stance is often a cause of manipulation in the arts.
!.mp]; ;‘:z g_f " position in Yale is “Senior Critic” Such a title could
Jective authority which I consider uninteresting. I prefer
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1. Style | iginality )
. » originality, consiste,
‘e retation of style i e % and
A m'ﬂ:t:rgﬂing dimension of artistic exchange, These 4, VEI‘Y hag
becoﬂ;1 t of as conditions an artist must not only sec b, be bm:“ are
(h‘:i“fl ore often than not program him- or herself into, nd by
an

A signature style is often conside:‘red to repre;sent 4 Buarante, e
thetic value for an artist’s Pfofiucnon- But a S‘Snature.st

the time the result of an artist’s censorship of her or pj COntrag; ctory
creative impulses in favo'r.of formulas. Thes.e. result in e Prodyg
Recognition needed to facilitate easy m_ax:ketablhty of the art objects,

Formulaic style diminishes the creativity of both the author apq the
receiver of art because it introduces the apparent accessibility of trade.
marked homogeneity into the art. o

Rigid agendas for the development ar}d distribution of for‘mulaicm
produce the culturally totalitarian regime of Consumer Orthog :
Under the appearance of pluralism, Consumer Orthodoxy actually rep.
ulates the exchange of visual data at the expense of in
and, especially, of emotional feeling,

All aesthetics sharing Consumer Orthodoxy’s practices, even those,
such as neo-Marxism, which many believe to be opposed to them,
submit to the unregenerative course it ties culture into. Indeed, both
Consumer Orthodoxy and neo-Marxism discourage the single experi-
ence in favor of generalization and both foster the typecasting of every
artist in a specialization,

Only by conceiving of style, originality, consistency, and novelty as

"nlntentrc.mal byproducts (recognized a posteriori) of an earnest re-
search which disregards prescri

ologi : Iptive rules but favors probing method-
€S, can we establish creative discourse in the arts.

tellectual research

transported from where they were ma'd 2
Where they are put up for public sale, 152
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. ¢ development. Before, art was di ;
fair ly reci:}rer it had been acquired from thcfel fﬁliz{ed Smpabliser
privat tice of regularly exhibiti s

 he Ut ent practice gularly e ibiting artists’ new work exa
+ ates the eternal conflict between private impulse and public stan -
The sites where art 18 exl.nblted have become a facet of the I;e ‘d‘
spructure which now mediates the sharing of aesthetic expericil =

ile the media appear to be democratic means of exchange, the a;:se.

Gy evitably prescribe its conditions, thus affecting both the a;xtho’;shio
and the receivership of art. | ’

The media, mere instruments per se, are, in this period and in this
society; signals of Consumer Orthodoxy, which, like all orthodoxies
represents a specific ideology characterized by specific rules of op:
eration. Within the scope of these rules, exhibiting one’s work implies
a sort of declaration even when one does not mean to make one.
The pieces in 2 show always seem to have their singular power re-
duced under 2 general umbrella statement, at the exclusion of their
ramifications.

For the artist, working toward an exhibition often means being

prompted on the one hand into an occasionally useful shortening of

decision time, and on the other into an undesirable censorship of con-

tradictory creative impulses, so as to comply with orthodox rules of
marketability. '

The exhibition streamlines contradiction—the very source of regen-
erative thinking. The selection of what is to be exhibited, whether it
follows the gauge of fashion or of an assumed standard of quality,
seldom succeeds in presenting the true richness of an artist’s art. It
resembles the loss of magic engendered by the narration of a dream.

I know many artists who exhibit only a fraction of what they do, so as
to keep a chosen image of their art in the public eye. Others lend great
importance to timing. They feel artistic value is not SO intrinsic in.tlte
work as much as a function of when the stance of a certain artistic
approach is introduced to the public. A brown painting exhibited today

could appear to derive from an obsolete concern to everyone, but, if

shown tomorrow, it could be called fresh and new- - \

The research artists who desire 10 share W
of thoughts, feelings, and inventions they pu
tions unfit to the post office mailing standards.
marginality or elitism. Maybe bot iti

rsue, become like

than mainstream conformity.
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In the mode mc ;:ve pmmoted the primacy of the public, o
the machine age, and mass socj ety ha ers of
he private should be subordinateq :0 n
tists! have ﬂaunted. depersonalization iy their 5, :he
se to modern society’s rt.:alxty.. Depersonalized art, they feq)
a rcSPO'e’ ‘esents the one-dimensionality of men and womep, live’
b::;e;yri ;?dulgi"g Jess of the egotistic concerns .of an individyg] artist ;:
:he ::ultural clite, it offers a common denominator of accegs {0 magg

cu:;u::ntm“' technology, the.machine ag'c, and r.nass society have also
become an incentive for a radical emphasis on private activity by gthe,
artists. Their opinion is that as the means of social intercourse become
homogenized, private idiosyncracies become more important, As 2
quantified exchange dominates collective life, quality is to be found
there where proof and verification are impossible: in the unfathomap)e
personal sensibility of every individual. These artists? purposefilly
cultivate misunderstandings, mistakes, and incompletion as the mental
areas where authors and audience can meet in not completely predict-

able creative terms.

!

' 3, Privacy ere has been controversy af

! ovement th y Ot the e
i

- - —

4. The Social

f:::{’th_ing one does in art has social significance. The questions, how-
»being discussed about the social aspects of art are mostly about the

relevance, impa
. ct, or effect achi . : :
tons, or work, ) achieved by certain strategies, specific ac-

ely andaftl;?s were aware of the social content of their
OFsocial refyrm o o mm irectly address it with the explicit purpose
Pointed critjcy agendi ';*(emem.-_ in other words, within an overt and

itl'wra}sle SOC'lal fabric was somchow assumed as a
retical fie Eons:dered to be more a task to be carried
aged fg 4 s n the prat:ti’ca]yrf:]c(;l far and . eligious philosophers, and
French ltc? of detacheg Wisdo- Not by the ar tist, who was encour-
Mind of map tion, the idea of g, M. Around the time preceding the
4 Clally active art began to dawn in the
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e have,SnEe then, witnessed the exchange of innumerabe Opinions

- Folarized, “ejther/ ink-
 _ has made sure that it would be so, rof’dmk
mgl ow that many of us }mdel’stand that polarized thinking apg the
binding setting of priorities feed the short-cycle market of goods angd
:deas at the expense of intelleCtElal speculation, we are faceq with trying
to find long-term methodologies of art which might indicate alterna-
tive thinking approaches. |

The social question is one of many operational dilemmas for the
artist today. It is to be singled out and used the Same way as mathema.
ticians deal with sets they know no answer to: by giving them a name
and operating with their unknown entity as a unit in which unsojy-
ability is implied.

The apparently unbridgeable polarities of activism.and contempla-
tion in art are to be dealt with by the establishment of a range of
variables between them. Extreme activism for an artist could be: to
renounce the making of art and enter social or political work. Extreme
contemplation could be: to renounce the makin

g of art and live the
ascetic meditating life of the hermit. Between th

€ two are myriads of
opportunities offered within their range of variables,

Among these, the artist should allow him- or herself free choice to
engage in those s/he desires or feels the necessity of, without privileging
~ either of them. Designing a targeted political poster, for instance, or
engaging in a community collaboration might stimulate the artist

who designed or initiated them to next

make a simple nonutilitarian
thing, and vice versa, and so on. A flexible method reaches deeper and
achieves in the long run more critical effects than the specialized re-
Petitive production of either applied, sloganistic, or absolute, remote
goods. What matters is how the art is approached, not what approach
might bebest, |

Last year, members of oPUs B (Original Performances in Unu.f:ual
Settings in Baltimore) invited me to conduct a painting workshop ina
nursing home for the elderly, the mildly deranged, and some para-
plegxcs The mere Presence of art in deprived circles can contribute alot
wft]‘ 10 need to explain, theorize, discuss, or publicize. I came away
¥ith 5 Plan to €ncourage art students everywhere to contribute a few
hou's €very year, on a voluntary and private basis—to collaborate in
"'ing projects with any available institution.

e

AV B
o’ e
e~ e - —
. . ..




.. A Roe s g

136 MIE/AL -

5. Play

" ismisses play as an unacceptabe o

The Puﬂ‘];‘:t?);j;l;s als(? sometimes used as ap, alibj f(f:' °;1::t] of B

ative actl-( loration of their feelings, Plet e

the fran zxpofplaY in religion or in innumeryp;, Circupng,

; Tl;:o -::‘t]:; artist’s studio to the jail, from childho, dio

Ing | t of too vast a speculation for me t, e ity

subjeCWE can nonetheless hint at some of the Conditiopg y, . iz j

::i;;t want to consider play within our decfSion"makin 8 Procey, e
The concept of play can be associated wig, two Contradicy,

tices: 1) play a game according to consensually acee

Tac.
Pted rllles; 2) tf 5
gress the established rules of any set. In the Jatter cas

b 43¢, play jg linkeq o
transgression (as caprice, fu.n, arbitrariness, pun, joke,
and to flexibility (as alternative, leeway, range,
in past times fulfillment of consensus was s
societies, the modern movement has favored ¢
apassing from one inflexible methodology to

In the modern scenario, consensus is found mostly only among mep,.

bers of a restricted group of people who try to supersede other groups

ives of their Societies’ aesthetic culture,
The inﬂexibility ofm i

quences, and the exclusiye
Propaganda or Promotional actions, haye led to
the Academy of Transgression, an institution a5 substantially tota)-

ervatism., The Academy of Transgres:—
des of tangentiality to the mainstream of culture, is

Consumer Orthodoxy as 5 reliable, predictable part-
ner for the Séquencing of fagh;op.
Inthefy

¢lace of suchy imperioys forces, all the critical artist can do, I feelt,
1 fO interiorize both polarities of structure and transgression so thha
neltl_xer €ver becomes 4 rule but both Participate as ingredients of the
SPCGE‘.: decision. g Ing process of his or her art,

To “jug Play” v

. e as it is to
€ 2 piece of art js as necessary as

cath g,
even try ¢, Sum.. > S the

ransgression, bu

ton]
another just a5 ti

8id one,

oW embraced by

, The
1S within which one has chosen to op?ra::r the
d omes HQWadaYs both the king or queen and the ,135 '
LW ang 4 shamgay, the

line of ’

. w this
Sane and the fool. Artists who fc‘li;:,uctiml
Ofart g rgpy,: o OPPOSe to ¢ © Monolithic and standardized Pml Itis

.
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ant however to remind ours?lves that play is a matter of method
imP‘:;t of forms: there are no certain colors or shapes nor any arrange

an N of he m one can prescriptively identify as playful. In the Creative
€:
f expecta-

mef®®  naking Process, .p!ay is active in the trespassing o
L of the expectation o‘f play, should play have become a norm)
niont mental leaps an artist may trust her- or himself into, while

in the
a::a‘;; :n the making of a work of art.
e

6. Fabrication

Deus ex machina was the }.atin definition of a classical Greek theatrical
device by which the solution of a play’s quandary would come through
the apparition ofanall dec.:iding go.d (de.us) from the stage’s machinery.
By the same token, ever since ancient times, many artists have sought
the unraveling of their unresolvable contradictions through the use of
machines in their art.
with the development of industrialization and now, of electronics,
artists have begun not only to legitimize the machine as having artistic
validity equal to that of other techniques, not anymore as having a value
of escape, but to simultaneously also construct a dichotomy between
the machine and the hand as discordant instruments in art-making.
The machine has been identified as, alternately, advancing the cause of
the future, of progress, mass production, or as furthering dehumaniza-
tion, one-dimensionality, loss of identity in the arts. The hand has been
understood to represent either a detrimental nostalgia for past crafts-
manship, for the personality cult and oligarchic uniqueness, or as the
saviour of humanistic values, individuality, and spontaneity. The ma-
chine has represented democracy for many, while the hand has repre-
sented elitism. For some, the machine was alienation while for others
the hand was health. There has been futile debate about whether pho-
tography, film, television, advertising, or industrial design are complete
arts or not.
Today, the question is complicated by a practice common to the
?;:’:‘_‘Ctioﬂ of art once an artist begins to experience a reliable fmarl:;tt
o s or her work: the fabrication of the whole or of parts of art by
¢1s following instructions given by the author. This practice 1S anal-

0
301;5 to that of the architect or of the composer. ’
Course, Consumer Orthodoxy nurses the apparent unbridge-
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18 M/ El .. a5 of all other dichotomies by ency,, .
piliey of this # faster the g00ds they prog... 818 ar
a o0 asto market faster g ey Prodyc, % anm‘
we find a heterodox model applicable to
._tion? In the Jast century, at the start of the jp, duStrie Qestio,
fabrica i bemoaned the loss of group Participatioy, ; TeVoly;
$ b In th On,
ss. He recalled how the construction of Go i: Modey,
anonymous collective enterprise, which
hadobrif:ﬁ:its to every individual participant. Nowad:;:f :‘;d CTeatiy,
?g:icator, printer, OT assistant can contri!aute origina] ig Wel, b
making of art if the author allows it, but, instead of mmmun:lo the
nymity, the author’s name is the only one finally attacheq ¢, the wo
I think we can accept art to be made l?y hand or by machine, ik,
person or by many, depending on how its making is engaged in, [y
matter of ideological and aesthetic approach. After all, mog t%hme;
to make art are primitive or complex machines themselves, and mog
materials are milled by machines even before we manipyjate ther
(manus = hand; mani-pulate = handle by hand; manufacture = make

by hand).

Standardized, linear thinking can be found in both the hand party .

and the machine party. It can lead to undesirable homogenized resul
in both.
The artist might do well to entertain no prejudice against any of the
tools s/he perceives as being of interest for the setting up of a situation.
* By developing in him- or herself a form of regenerative critical think-
ing, the artist might avoid the prescriptive connotations our civilization
presses us to attach to our activities. Even though some of us might
react to such pressure by favoring the hand over the machine, ¥
should nonetheless beware of the pitfalls of mechanistic thinking 1o
exclusive favor of either, more than of those potentially inherent in ¢
use of any one technique or other.

7- Situation Specific
Site-speci . -t 0
ﬂi? :;:JEC‘lﬁC art has taught us to incorporate contextual mgreg“;’; =
oy :, g of a piece. But this concept is often understo® h ys@l
planti);‘v;a Manner, because by site we often mean the f"l" l?:n el
to supporteaplac:eg: which we set up a work. The <:011LC'3CI;It 1s3 practic®

Tt aesthetic negat ‘1 ss localize
such as transporta} gating the vahc%lty 2f le

le Dainfihl‘ﬂ\ e d £ - _-1ﬂ|’l|fes'
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art to beco,

\d like to extend t.hc concept of- sitfe-spéciﬁc

ation-specific. Situation-specificity may iy, 4, not o
s:) fexts but also w;c-ier and m?portant com‘em of indiv; dual ang
lcective memory, feeling, technique, and socia) Circumstanceg, withczlc;
exclusions- o i . :

Rather than privileging the specific €nvironmentg] scale of 3 parki
Jot, for instance, over th? apparently less specific intimate one of a srnnll
ainting, situat:on-speqﬁc.zty calls for us to Pay equal attention tq t;
parkinglotness '?f the parking lot.and to the paintingnes of the paint‘j
ing, each inclusive of all the emotional ang historica] layers and ramifi-

cations they imply.

I

8. Intentions

In a dynamic and critical scenario of creativity,
to statically and hierarchically conceive of intentions as a monolithic,
binding component of artistic decision—making. Intentions become
. mere ever-changing, ever-updated, flexible instruments for the con-
duction (not the definition) of the art being made. They are a spring-
board for a flight or fall one never knows the end of. It is impossible to
compare works of art to the original intentions of the artist. One may
do so only for conversation’s sake, but one can not believe such com-
parisons lead to an explanation of the art, The deeper (departure)
intentions and the formal (arrival) meaning of the art are often un-
known to the artist him/herself and a matter of continuous, unfin-
ished, unending cultural discourse for its audience.

This opinion runs counter to that of the heirs of Freudian or Marxian
positivism, who believe that the referential network surrounding art is
not only fathomable but must also objectively, intentionally be ad-
dressed in the creation of art. As positivism remains captive to the
territorial demarcations which generated it, its careful and justified
approach leads more often than not to an unregenerative artistic rou-
tine which feeds Consumer Orthodoxy and the short cycle mafket
precisely what they want: recognizable goods whose declared intentions
are used as marketing boosts. ]

While an analytical assessment is useful at the start, it ofte.n bf’col?es
detrimentg] once the creative ball is rolling. As an author, jettisoning
Part of my intentions when they reveal themselves to be of no further

; ften
use in mY Creative process, enhances my art. Asa SpeCtatOB I feel (¢)

it becomes impossible
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o M ving explicitness of positivig art,

the self- eth

:mdusd:!' b‘)"r apeat,” while whate'velz attracts me ip j is g T ith,

!:cphapesythe author’s and my descriptions and engages my up Wiy
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intellectual emotion

9. [neffable
ble is that which can not be said in words. Thjs

ineffa : id i i
t'll‘::econoept that that which can not be said in words can bc:u]d ,:npl lyl
e visual arts and music are among the meapg We uge
to

ise. Th
;:;:W:be dimensions. of the ineffable, but also the worg art,
poetry of theatre, seek it. . .
7 Since what it is can not be said—since the very word which 4 efiner:
defines it in the negative by outlining its territory from the outsi::n'
the threshold beyond which description and interpretation cap n:
go—when some written musings such as these are addressed to it 55 an
ingredient of art, they can but be circumstantial (circum = aro und;
| stantia = stand), i-€. standing around its periphery.

We find that our theories stop short when reaching out to the ineffa.
ble and that only emotion or feeling or intuition can approachit. Itisin
the field of the ineffable that metaphysical quandaries such as beauty,
validity, and quality should be mentioned as forever a subject of debate,
forever unresolvable.

What distinguishes a merely competent rendition of a Webern quar-
tet from an inspired one? Is an audience’s consensus about its value an
f'ndication of absolute value or is it bound geographically and histor-
ically by the social context generating it? What difference is there be-
tc:::.: l;:'d‘ Square painted by.a x.nerely accomplished practitioner of
lyrical pl:rs:: ‘;{;‘;‘t‘% and a similar square painted by an in
th:‘th:vch(i):;?: of the ineffable can be extended to the unfa.thomable-'
unfathomab]el;' ot evcn be conceived. Is that which is ineffable of
fa able for one civilization obvious for another? Should un-

thomability be constryed e : ctain art

object, or, because it as a qualitative attribute .of a ce“]d at

object be COnsiden,dl oft:-a :es consensual understanding, sho

The modern ide cultural discourse? el
often : m?v?mem’ intermixed with the avant-garde, '

at first in artisgjc state . +v at larB¢

to which they were ments unfathomable for the society 1 ur

presented. Thic Lind € Lineasi-allv hout




oweven is losing powe.r because modern defarm:i: u“
famo'““".qual;mve now become nothing but selling dm.-i'“u'f??‘ .
ing e r is of ever shorter duration and many earpesy artistg avoi:r'-
pri*t M:s they can- Also, 35 W% unders.tan('l better the aesthetic rele‘t
s 0% 1 myriad cultures ROW MErgng in the global network our

o  mation is fostering, many of us have the feeling that il
aaseof ;ﬂt e past, less i TIOW unfathomable. | »com- -

t  among those of us who fully accept the contextyal factors
un- ’

ilitys

Ye mout’ creativity, many feel that there is an undefinable

gffectin 'l magic to some ar.t, which ls lacking in some other art.’

fn[ fien fin d myself tentatlvel).' attrx!mt.ing this magic to the effort®. S“'Y‘“\'ﬂ
i every artist has engaged in while in the heat of creativity. This

ort, which is both intellectual afnd emotional, one may find in any

anner oF technique for the m?kmg of art—it transcends the specific
conditions within which the art is made, and it creates a corresponding,

o5 undescribable, effort on the part of the viewer.

10, Professional

To profess, from Latin profiteri. Pro = ahead of time; fiteri = to avow. To
declare in advance what one is about to do. Is “to profess” a contradic-
tion in terms with creativity? How can the creation of something which
did not exist until it was created be professed beforehand? Is it still
created when its terms are already known?

The professional may avow the direction her or his research is ori-
ented toward and still, within that direction, engage in creative en-
deavors. But how much is the professional submitting to the avowed
confines of his or her exploration to the degree that the explorations
end up not being explorations at all but mere confirmations of that
which was already certified within the scope of an original declaration
of intent?

The arts, like the sciences, have suffered from assuming degrees of
predictability to exist as qualifying givens in their practices. And they
have '“?“Ced their possibilities even more by seeking logical, sociologi-
al, political, or ethical proof and verification for artistic events. Are
prof {ltel’native referents we can muster to avoid er}g'agement i.n 2
inte ®ssional practice dependent on predictable conditions? Or, 1s 1t

resting at all for us to find such alternatives?
ing that the decision of producing art and the choice of mate-

B TG, DR~ s Pt b . -




142 M/E/A/N/I/N/G nd assuming also that everur
rials confine rﬁ;‘;ggﬁ:ﬁm, I'still find m.yself al‘ttra«:ted by fdt:’jiy
i gt e et i
to observe rure choices and those arrival institutions, e
point-of-depar ind does not proceed in a straight line, If j; allows itsej
f I know the ::' ¢ stumbles upon per?'on.al dl.SCOVCI'ies Which 4pe .lf
the oppoi?lunmin’ation- These discoveries mev:.tably divert jt from
to sheer eud th it had set for itself. The mind goes frop, tiredp
P{oﬂt;mg’am ::a has involved itself in to enthusiasm for neyy data, in:
mthm :ﬂy disordered kind of spiral process of growth through which j
::; returns again to the data it has already touched. What leads 1,

iti i ? It is eratic, sengyg
i rmit itself creative alertnesss?
mind to pe t the next and other

lectugl desire—the unstoppable curiosity abou
M J

it envisions. .. .
\__ Through this model of the thinking and sensing process | have .

tempted to describe above, I have found myself seduced by imperm,.
nence and insecurity, as alternatives to the false certainties my culture
offers. Conventions have become interchangeable codes for the process
of experience rather than rules one should conform to. Analyticy|
structures have become instruments—never binding, never prescrip-
tive—upon which I play the intuitive leaps I trust my desire in. Theories
are deduced from art making rather than being its hypothetical guide-
lines. Art has become for me an emblematic testimony to itself as a

personal and social entity, and it is not a goal-oriented activity.

11. Sources

From ancient Greece through Rome and in the Renaissance and be-

yond, some city artists and intellectuals have drawn, in their poetry,
theatre, Painting, and sculpture, from an idealized vision of rural or
gﬁ:’al S;Ihnplldt}.'. Recurrently, periods develop in which the roughly
designoll; € TUSUC are also revived and revered in architecture and
the ’ ecause.they are believed to echo realities more pristine than

To::s citertained by yrpygy decadence.

ble Y, We have made an ever greater variety of sources for art avall
0 Ourselves, we started takin chine, the

g from the realms of the ma :

folk and po ular . .
ing and Craflt)s, an :!;ti’_ S_Clenf:e fiction and colonial exnlaration, adverts
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the central traditions outside of whi
aly 1o _ outside, in Greek) but also have ecvhe: leocs‘tmt!l:
sintics of‘prosl'ess- All that is left is an endless quest
urces. Basically, now all is exotic and nothing is
- ecome Jial-a-source- Inevitably, all approaches have become
At R - ate and choice derives not from objective conditions, as
i uld wish, but, willingly or not, from referring to the
some 0 .ﬂs ternati onal clubs of taste which are substituting for all

guct standards- |
previo? [ find myself sharing the views of is attentive to
as Félix Guattari puts it: an organic

gauged upon existential aimless-
by this view because from the in-

am reassured (not frightened)
nflict or syntony, derives the

pess. | ; )
of experience, in €O

gumerable orders
creative drive.
nothing but a testimony of a flow where order and dis-

Art, to me, is
order are interchangeable and where the darkness of inspiration and de-
ire fulfill unknown purposes within the appearance of time and space.

12. Quality
row row row your boat, gently down the stream
merrily merrily merrily merrily, life is but a dream

So.many voices: the agitating mess of a mass world. It’s strange that s0
many of us live here and don’t burst. Why do we take it upon ourselves
t0 call ourselves artists? In the bustling flow; we choose almost at ran-
dom some substance to activate, and from that first matrix we spin a
lifetime of things and words and mysteries.
aclu?;}]ming under or above or behind or in front of it all—maybe
We tzem‘\'ined in it—is a yearning for quality. .
i uched upan it a few times in these twelve exchanges, especially
ing circling around the concept of ineffable magic. Yet ] am mention”
quality at the conclusion of ouf untargeted forays, because 1t 19
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“ M/fh/e most controversial topic we could d

. » becay,

: pever discuss, because only abs(,lute 8 Use ti
sul.)ﬁd o:‘;e::: best its infinite c?psteUanon of possibﬂi::) ¢ or tOt;
n«;l:n 'd‘z ityinatoy made of sticks and nutshel]s bya Chﬂfiina

Vi
of the Caucas 'uty

aps

us and in a pie cooked by an old maninLima.Q ,
found in a gesture a person migl.at address to another iy, , Beimu:h%
snder bombardment as well as in a corner of a most vulgar mﬂ:o";'
siresapartmentin New York. .

In Europe, in all the countries beng ravaged by World wy,
business which never ceased flourishing was the sale of flowers,

Quality is mourning, It is the celebration of birth. It is ¢ admit gy
fragility of life and the intensity of passion. Quality can be destructive
well as constructive; it is optimistic and pessimistic, It is 5 genius, ,
tutelary spirit, a demon we sense the presence of not in ourselyes butas
ourselves, and yet ever escaping.

Ilace my tragedies and joys with the calm and pressing tide of

II, 0ne

Notes

Fo e |
B o,mim of this century, one could cite, for instance, El Lissitzky
Pmliﬁonersoo ::lye-Nagy. In more recent times there is a whole line of
personalization from D Warhol
Peter Halley gng Jeff Koons, on Judd and Andy

2 Giorgio Morang; |
l'egar.d for the l'ece(:t l;::lt,‘qie could be examples to mentionol I?C?::
Such ; » Kathy Muehlemannw ile maybe Louise Bourgeois, Samtteclas

3 Dll:inm thep Tesent, » Or Robert Grosvenor could be coun

8 the discysg;
WO ons, ap ; . . .
“mm becauge fOranmamnu [esting objection was made to usi’8 'h‘
seng It wyg Suggested " implied an association with 2 fed{“‘

‘0 use words such as striving or yearnité




