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Juan Luis Moraza is a key ﬁgure in the generation of the “new Basque
sculpture” that emerged in the eighties and included artists such as
María Luisa Fernández, Txomin Badiola, and Ángel Bados. From the
start of his career, however, Moraza’s early dedication to painting and
his interest in theory led him to question the protocols of art and its
conditions of presentation and reception. His increasing interest in
the crisis of representation is the thematic core of this exhibition,
which is organized around two distinct but interconnected axes:
representativity—linked to aspects of symbolic and monumental
institution—and representiality—linked to subjectivity and bodily
presence. Each of them in turn revolve around the notion of republic, which addresses the complexity of subjectivity in contemporary
societies. Moraza introduces the concept of republic as a category of
thought, a conﬂuence of models for understanding the complexity inherent to human subjects and the ordering of our environment.
This exhibition includes a selection of works dating from 1974 to 2014
that allow visitors to connect with Juan Luis Moraza’s particular republic, which questions and challenges any possible urge to passivity.
The legitimation of the arts is one of the aspects that interests Moraza,
and the exhibition highlights how the consideration of the museum
as mediator depends on the actions of the audiences it addresses. To
them pertains the res publica, the “public thing” that the title of the
show literally refers to. Consequently, the particular State created by
Moraza includes various modes of participation designed to allow visitors to act upon works that not only break the traditional boundaries
of the museum but also generate powerful metaphors of public life, of
the territory of the common sphere.
Moraza holds a PhD in Fine Arts from the Universidad del País Vasco
and is currently senior lecturer in the sculpture department at the
Faculty of Fine Arts, Universidade de Vigo. His teaching and intellectual work there is reﬂected in the intense theoretical complexity of
his artistic projects. Moraza represented Spain at Expo ’92 in Seville,
the São Paulo Art Biennial in 1994, and the Venice Biennale in 2001.
His work can be seen in numerous public and private spaces and in
museums such as the Guggenheim Bilbao and the Museo Reina Sofía,

and is part of the collections of Rona Hoffman, Donna and Howard
Stone, and Helga de Alvear, among others. On choosing Moraza as
the winner of the recent Gure Artea prize awarded by the Basque
Government, the jury highlighted his “noted contributions to different dimensions of the art ﬁeld, including production, interpretation,
transmission, curating, and management,” as well as an artistic career
that has “run parallel to an ongoing, fruitful dedication to discursive
production and theory creation.” Through this exhibition, the Museo
Reina Sofía endorses these words and offers its audience the opportunity to discover the work of one of the most important and substantial
ﬁgures on the Spanish art scene in recent decades.
Ministry of Education, Culture and Sport

The Juan Luis Moraza exhibition republic refers to a notion that is
linked to a form of human organization; not just any form, but one
that is brimming with conceptual and historical content and connotations. And while it avoids speciﬁc historical references in favor of taking on the role of category (as suggested by the deliberately lowercase
title), it is also an inventory of tangible realities that have shaped the
current meanings of the term. This leads us to question the relationship between the republic and the art system, which has its own laws
and protocols, and how it can serve as a category within which to
assemble and present the work of an artist like Moraza.
We can begin to shed light on these matters by mentioning one of
the core concerns of his work: to inquire into the devices that have
accompanied, framed, hosted, and gloriﬁed works of art in the course
of history. These elements—which include frames, pedestals, plinths,
and columns—are supports, but they also inevitably affect the discourse and resignify the content that they present. They make it marketable and legitimize it in its context, in one way or another, for one
audience or another. Based on this idea, which is just one of the many
foundations on which Moraza builds his work, we can see his interest in framing devices as metonymy, and transpose the elements to a
higher entity that interacts with them: the museum and its capacity to
institute, mask, and reveal discourses.
Just as the supposed white-cube objectivity and impenetrability of the
museum conceals an underlying ideological discourse and a particular
set of narratives, the misleadingly self-referential appearance of some of
Moraza’s works hides complex studies on some of the correspondences
and shifts between artistic form and its disciplinary and physical context, the ideologies that emerge from these turns and movements, and
the vertical or horizontal nature of power and knowledge. As such, one
of the foundations of republic is based on the etymology of the term, the
res publica or “public thing” that refers both to the political category and
to certain historical episodes that marked a new period and literally and
metaphorically framed the uses of art and new relationships with audiences. Hence, in this exhibition literality goes hand in hand with metaphor, inquiry into the concept and into history, and, above all, allegory.

In regard to this underlying historical inquiry, we can pinpoint two
periods related to the title of the show: pre-imperial Roman antiquity
and revolutionary France at the start of the contemporary era. In both
of these periods, allegories linked to elements of the state became unusually prominent in the public sphere. It is no coincidence that this
allegorical impulse reemerged just as Moraza was starting out as an
artist: a time when complex visual constructions that make reference
to things that are physically absent began to appear in contemporary
art. This tendency was an updating of the allegorical notion that contains echoes of the Walter Benjamin quote with which Craig Owens
opened his now-classic essay “The Allegorical Impulse”: “Every image of the past that is not recognized by the present as one of its own
concerns threatens to disappear irretrievably.” And surprisingly, in an
arc of time spanning from the sixties to the present, Moraza’s works
are covered by a layer of presence and meaning in the current context.
In this sense, two other historical episodes (in this case related to the
recent history of the Museo Reina Sofía) accounted for the updating
of Moraza’s intellectual and artistic discourse: ﬁrst, the inclusion of
Limit (Implosion), one of the works by the CVA (Committee for Artistic
Vigilance, made up of Moraza and María Luisa Fernández), in a reordering of the museum’s collection in the space dedicated to this
persistent return of allegory. Second, the 2010 exhibition The Return of
the Imaginary: Realism between XIX and XX, in which Juan Luis Moraza
offered a heterodox view of a selection of the collections of the Museo
Reina Sofía that already touched on aspects that are further developed here. In that show, Moraza tried to cancel the isolation that traditionally allows the spectator in a museum to contemplate each work
separately, with the fetishist taste that marked the early development
of capitalism and of the subsequent art market. That 2010 exhibition,
which took the form of a personal constellation and opened up a debate which aspired to be public, looks very much like today’s republic.
This exhibition has the virtue of exploring the interstices, because, as
Moraza says, the fold, with all its complexities and implications, “is
core to the experience of the subject.” On uncovering these places we
recognize the inﬂuence of all those seemingly secondary things that

reveal their true content. Organizing and conceiving republic has been
a challenge for the museum, given the personal cosmogony, the consistency of Moraza’s coherent career, and the desire to integrate the
architectural and institutional environment into the project. Moraza
has analyzed the museum device, demonstrating his capacity to connect the different elements on display among each other and with the
museum and its audiences. In doing so he has turned this exhibition
into something that could almost be considered an “artist’s book,”
without the fetishism of that genre, and expanded in space, a display
that invites reading and participation in equal measure.
On hosting this exhibition, the Museo Reina Sofía becomes a fractal
museum, a kind of museum of museums that accommodates concepts
dense with meaning, expands them, analyzes them, and presents them
in a kind of mise en abyme. And while audience participation was a
way of legitimizing works of art in those republican periods in which
the visual devices of the ancien régime were questioned in favor of
celebration and education in new collective virtues, now it is the
gens publica—the visitors to this ahistorical republic that temporarily
emerges in the museum—that gives the exhibition its full meaning.
Manuel Borja-Villel
Director, Museo Nacional Centro de Arte Reina Sofía
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* This publication is organized in two complementary parts: the odd-numbered pages form a catalogue of works, some of which are part of the exhibition republic, including some arcana—apocryphal
texts and literary works—established by the author. And the even-numbered pages form an essay
about republic. The two parts ﬂow independently, although, as this table of contents shows, either the
text or the works sometimes expand into both the odd- and even-numbered pages.
1. “COUNTLESS law students and legal researchers have been afflicted with Ping-Pong Ocular
Syndrome,i and several with Brightoncliffe’s Phenomenon,ii because of the apparently incurable addiction of legal writers to the footnote.…a
i.

ii.

So called because the reader’s eye, jumping from text to footnote and back to text, resembles that of the spectator at a Ping-Pong match. The difference being that the spectator at
least knows what the score is. p *6, t.
Named for the renowned Lord Justice Percival Brightoncliffe, whose practice it was to
keep his left foreﬁnger pointed at footnote numbers in the text while tracing the footnotes
themselves with his right foreﬁnger. Alas, he panicked one day while trying to follow a
particularly treacherous footnote. This triggered a convulsive reaction known as ‘foreﬁnger recoil,’ the lamentable result of which was the good justice poked out both of his
eyes. And thus was born the expression ‘justice is blind.’ p *7,t.”
a. Charles R. Maher, “The1 *1Infernal Footnote2,” American Bar Association Journal 70
(April 1984), pp. 92–93.

Glossary
João Fernandes & Juan Luis Moraza
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republic

When he was invited to create an exhibition
for the Museo Nacional Centro de Arte Reina
Sofía, Juan Luis Moraza presented a project
entitled republic. The exhibition brings together a wide range of his works, some of which
have been conceived and produced speciﬁcally
for this occasion, that are structured according to themes that question the museum as a
system of conventions and possibilities of citizenship.
republic is an exhibition and a strategy of presentation of an artistic work. A series of paradigms related to the word are structured with
the work of an artist who often explores many
of the issues and possibilities that this concept
may evoke in the museum and in the society of
which both belong, together with the spectators and citizens, who will ﬁnd here clues for a
reﬂection on the world and the community in
which they coexist.
In Moraza’s “republic,” the remains and
references of citizenship are transﬁgured:
ballot boxes are presented in metamorphosed
form distant from their functionality, income
tax returns are modiﬁed through the possibility of choosing the precise recipients of one’s
taxes, extensive questionnaires propose an exhaustive poll about the ideal artist. All symbols
deviate from the conventions of their interpretation through an alteration in the rules of the
symbolism and the subversion of the recognition expectations of the spectators: a tricolor
ﬂag could be an abstract painting; a chessboard
may have more pieces than squares and all the
kings and queens of the same color. In this
process of intersection between the expanded
ﬁelds of art and politics, art becomes a process of critical reﬂection on the dilemmas of
the ornament (with all that it represents of the
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Republic does not refer to a political regime but
to a social system; it is not a political response
but an ethical question. The issue of the public realm is not merely political, it is also anthropological. It cuts through the constitution
of subjectivity, it exists in the formative core of
objectivity. It concerns connections as well as
entities. In order to account for the functional
and organic complexity of the body, of identity, and of modes of social ties and connections,
we must conceive of them as systems that are simultaneously hierarchical and decentralized, as
republics of conditioning factors and self-organization, of reﬂexes and energies. The dual nature of the republic—both formative and relational, hierarchical and decentralized—
runs through all organizational levels, from the
weave of subjectivity to the textures of forms of
social organization. The notion of republic situates a constellation of intersections, where that
which is pending meets what is to come, that
which is necessary meets the impossible, the
common meets the individually owned, and the
local meets the planetary.
Hence the notion of republic can be deﬁned as:
a) a complex organizational model that is
both decentralized and hierarchical.
b) a non-compositive structure (one that
does not spring from the division of a previous
“whole” but from an instituting deconstruction).
c) a system of participation or, in other
words, a system of cross-factorial sensibility in
which connections bring about transformations.
d) implexity, as a cross between complexity and implication/involvement. As a ratio between rights and responsibilities.
e) a style or, in other words, a singularity of
method: social signiﬁcations are internalized in
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conﬂictive and the marginal with respect to
social and cultural structure) and the monument as the expression of authority in the
public space. On the other hand, politics ﬁnds
in artistic expression ways to reveal some of its
taboos and subversions, such as the body and
demography.
As a challenge to the interpretation of the
spectators, the different parts of the exhibition
represent diverse situations that question them
in the context of their “interpassivity,” a term
in which Moraza wraps the civic dilemma of
the spectators divided, as much in the museum
as in society, by the possibilities and impossibilities of interpretation and action.
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each citizen, even though the singularity of this
internalization functions as a cultural modiﬁer.
f) the conquest of the social as a form of organization based on connections and negotiations
by which it establishes itself over imaginary constructions. Intersubjectivity is simultaneously
agent, process, and result of social creation.
g) an extension of desire, as the unconscious
of the real in the pleasure that constitutes responsibility.
h) a structural limit (monument and ornament would be two types of structural limits:
ornament conjures up that which structure excludes, the troublesome and unyielding; monument conjures up the “extra-social” principles of authority in social space).

convention

Every convention is the result of a collectively
accepted protocol. This protocol may affect a
particular interpretation of reality or a particular behavior in the social, political, or cultural
space. There are visible conventions, readable
in the form of laws or regulations, such as the
constitution of a country, the penal code, or
the bylaws of an association; and there are invisible conventions, which require analysis and
research to be identiﬁed and described, such as
in the case of grammar or in the functioning of
social, political, economic, and cultural structures. In this sense, and in order to be identiﬁed,
understood, and interpreted, every convention
requires a distinction drawn between the visible
and the invisible, between that which is perceivable by all and that which only becomes intelligible following inquiry and reﬂection. While in
the case of visible conventions their rules and
postulates fall within the scope of Law, in the
case of invisible conventions these are a matter
of Science. The ﬁrst parliament of a modern
republic, in the wake of the French Revolution, was precisely called a “convention,” and
it gave political visibility to social groups that
until then had been invisible because they were
not granted any sort of representativity. In Juan
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Synonym for “culture”: a system of transmission of information by means of nongenetic processes. A global contract by which we
sacriﬁce part of our radical singularity in exchange for understanding (intelligibility)
and coexistence (affiliation), where we act
as though the systems of representation that
we use (languages, signs, modes) correspond
with that to which they supposedly refer (the
world).
Fear of convention is a symptom of an inordinate respect for convention. For the romantic discourse, which is heir to the theological
tradition that equates creation with the divine
fury of madness, all convention is an obstacle to
truth. Nonetheless, convention is a condition
of sociality. Convention is negotiation as well as
the content of negotiation. It is both the space
and time of negotiation—which constitutes
and institutes representation and culture—
and the temporarily stable result of this negotiation. Even the most radical epistemological
ruptures establish a convention. Convention
is not just the stagnant residue of something
that initially emerged as spontaneity, it is
the metarepresentational level that enables
metarepresentational equalization, interactive
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Luis Moraza’s work this operation that renders
visible the invisible is, therefore, a political and
scientiﬁc operation to be confronted and queried through the exercise of a third instance:
Art. In his work as an artist, Moraza operates
politically and scientiﬁcally. For this reason,
his republic addresses the museum as a system
of conventions; but it also addresses protocols
that are inherent to the artwork, such as the
monument and ornament, while simultaneously
resorting to referents such as situations in the
political (ballot boxes), economic (inequality,
tax returns ﬁled with the State), or artistic domain (the opinion poll on the ideal artist). Certain features of the artwork that are considered
ancillary, such as the pedestal or the frame, are
for Moraza further opportunities to study the
conventional or concerted nature of the artwork. The artist frequently conducts a reciprocal deconstruction of the icon and the symbol,
confronting the spectator with an interpretative
association with an object or image, as can be
seen in series such as Crowns or in a work like
Chemical Wedding.
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communication among different levels of representation. Equalization enables dynamic
connections according to the transformations
that are inherent to the real. Convention is a
protective device between subjectivity and
power.
Convention is the context of its own transformation, given that all knowledge of art connects a tense, polemic relation between forms
of human knowledge—their meanings, their
codes, their systems of correspondences—and
the real of a new, incomprehensible subjective
experience. It is the dynamic process and the
interruptions that drive and stimulate dynamism. It is the provision of shared information
about and compared to that which is added as
new information. Convention is both form and
movement; it is position and speed.

history

In Moraza’s work, an awareness of history
opens up new possibilities for a critical expression of the present. In History the artist ﬁnds
the elements that allow him to confront the
dilemmas of the present. The History of Art
becomes inseparable from Political History,
offering other possibilities for understanding
its implications and its very nature. Several,
apparently secondary, aspects of history are
relevant to understanding the relationship
between the visual expression of an era and
its relationship with the expression of power
and its context. The relationship between ornament and monument, for instance, proves to
be a relationship between ornament and law.
A pedestal or a frame are not accessories of
the work of art: looking at them from another perspective reveals the circumstances and
consequences of the representation of political
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History is convention in time and the establishment of chronology, the insertion of spatial order into the ﬂow of events, an instrument that legitimizes current decisions for
the future, in virtue of a construction—also
current—of the past. As such, it is a narrative, a fable, a non-neutral discourse: the projection of a discretionary, self-interested version. History, like recollection, occludes memory. We could say that the narrative of history, and the archive, tend to prefer clarity over
precision.
Neither list, nor series, nor archive,
history is not a homogenous aggregation of
things but a heterogeneous multiplication of
marvels (mirabilia), a transhistorical and transcultural accumulation of present moments.
The characteristic task of the history of art
and criticism promotes a system of protocols
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power in a given society. Objects are seen in
their symbolic dimension and history becomes
an important factor in the understanding of
the conventions that permit the association of
a particular interpretation with an image.
The series of Republican Portraits presented
by Moraza is exemplary of how historical reminiscence manifests itself in a paradigm that
evokes its revision, from the French Republic
to the Empire and the bourgeois imaginary of
the nineteenth and twentieth centuries. Much
in the same way as the heads of philosophers
or senators were turned into new busts and
ﬁgures representing a new imaginary, Moraza
presents a diverse group of “heads” of screwdrivers in marble, monumentalizing a work
tool that can be associated with an allegorical
representation of working-class culture. The
anachronism is as relevant in a bust by Canova as it is in one by Thorvaldsen, but it is precisely this anachronism that takes into account
the symbolic dimension of representation in
a universe where the provocative force of the
obsolete is weakened in the current state of
representation. An old style makes a symbolic
orphan of the present. There are no personages to be celebrated in a contemporary bust
when we know that the relationship between
labor and the instruments of production has
changed to the point of rendering impossible
the expression of the working class as the engine of historical renewal. If the “French Revolution viewed itself as Rome incarnate,” as
Walter Benjamin pointed out, Moraza’s republican portraits are—after all the revolutions of
the last two centuries—a silent elegy of the
tomorrows that do not sing.
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or “methods” that turn works into interpretable elements, into cause of discourse; and
in order to make its excess coherent it simpliﬁes or avoids certain elements that could make
the task excessively complex… History prefers
clarity over precision… the museum does not
complete “time,” it offers it us as an incompleteness, even when it attempts to redress
exclusion; it cannot hope to be a measure of
time, but rather to invoke the present without
chronological pretensions. In the copresence
of present moments, it invokes the non-referentiality of each of them, and also of the impossibility of “time” itself as a whole that
could conceivably be condensed. While works
are present moments, collections are times, invariably discontinuous; they are alternate, catastrophic durations.
History summons the responsibility that
each generation owes those that follow. It
implies the commitment and responsibility of prior experience and prior knowledge.
History is the imaginary-symbolic convention
of all the conversations that come together to
constitute the present. It is an agora of interlocutors, a chorus of artists. History is a “pantheon” or a “pandemonium” that convenes the
experiences, spirits, phantoms, and contributions, the dramas, errors, and lessons.
But history is not static, it is a constant succession of overlapping ﬂuctuations, deviations,
and transformations. History is what is done.

museum

If one of the problems of contemporary democracy is the dilemma that every citizen faces between passivity and participation in social life,
Moraza ﬁnds in the museum a space of convergence for the citizen-artist and the citizenspectator.
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The museum is heir to the mystery of cabinets
of curiosities, but also to the analytical and
neutralizing drive of the Enlightenment. Even
though the ﬁrst museums were limited to a national scope, their founding coincided with
the emergence of modernity and its emphasis
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The history of the “museum” as institution—from the Louvre to the Hermitage and
many others—often intersects with the history of the republic. In the same way that the
republic is a political regime in which citizenship translates into the equality of rights and
duties, the museum is also a system of protocols and conventions deﬁning the territory of a
common patrimony in its accessibility, conservation, modes of presentation and representation, as well as in the democratic expression
of differences inherent to the deﬁnition of the
interpretive conditions of the artwork in the
museum.
In this sense, Moraza’s museum is his own
republic, a space of interpretation and transformation understood as a system of participation. His work, like this exhibition, deals with
the crisis of representation of the individual
and of society, questioned here in its representativity and representiality. The artist proposes a place that is transformed into a system
of “implexities,” a term coined by Moraza to
describe the intersection between complexity and implication/involvement, between the
rights and the responsibilities in the social
game taken on by the museum.
Spectators are thus invited to discover the
“republican museum” of an artist who has always taken a position in the open dispute between the Baroque and Classicism, clearly opting for the libertarian possibilities of the Baroque against the puritanical alienation of any
sort of formal, artistic, or political puriﬁcation.
The works presented and the themes and
problems they propose structure the museum
as a Museum of Participation (in which the
citizen-spectator will ﬁnd, for example, ballot
boxes, questionnaires about the ideal artist, or
a unique proposal on the use of tax revenue…),
as a Symbolic Museum (in which the concept
and use of the monument in art, in social life,
and in the everyday are questioned), as a Demographic Museum (aware that demography
has always been an important political and
cultural issue that has redeﬁned distinct moments in the history of humanity), and as an

on public legitimacy: in the museum, a society
represents itself by delegating its spirit to the
heightened sensibility of its artists. Everything
that is possible is made present in the museum.
A museum is a democratic place of reason, but
also a turbulent place of the intractable. It is
less a garden or theme park than a disconcerting and demanding jungle.
The romantic fantasy of unlimited freedom—which absorbs civilizing excesses—
sees the museum as a jail and a morgue in
which artworks must die in order to become
eternal; it associates them with a dead past,
and reduces the legacy of the past to mere
monetary value, and the history of culture
to an inventory of holdings. But this pseudotransgressive view sidesteps the question of
responsibility for transmission, which is expressed in the notion of public heritage. While
artworks represent value, a public collection
represents social heritage (material, technical,
emotional, intellectual, symbolic). The museum is a wealth of experiences, a treasure without owner, a reserve of the usufruct economy
that rejects privation and the private realm.
Time protects the arts from the pressing demands of culture. It is not neutral, it establishes and transforms its content, but it guarantees
an ecosystem that is more favorable than everyday life for the posterity of the usufruct.
A museum is not a collection of material fetishes or an archive of documents authorized
and stowed away by a notary or scribe. The negotiation of the present is more important in a
museum than the establishing of the past. It is
the place of mnesis, of memory and care, not a
warehouse of memories.
Based on the hygienic fantasy of classiﬁcation, which considers that each work is awaiting the nonexistence of the others, attempts
will be made to dignify the works by avoiding any kind of perceptual contamination, endowing them with an objective space, a kind
of compendium of temple, hospital, and security chamber: in the archive, each thing is
kept from the other; there is no contact among
the different documents. In the museum, each
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Anthropogenic Museum (in the expression of
desire and the ransoming of the body for the
constitution of the individual reformulated as
“dividual,” another term coined by the artist
to signify “that which is divisible”…).
The museum has always been an essential
question in Moraza’s work. In fact, he makes
recourse to the museological conﬁguration of
some of his projects and to the questioning of
the presentational and representational mechanisms, such as the frame, the pedestal, or the
display cabinet.
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thing feeds off the other, and the works inevitably cross-inﬂuence each other. Each artwork
exists because the others do: art is a museum of
experiences and intervals, and foreknowledge
of the continuum of art is what pushes it toward
an increasingly complex elaboration of multiplicity. It is an illiterate thesaurus, or, in other words, a radical commitment to breaking
the ﬂow of signiﬁcations, to breaking any discursive ﬂow, through the irrefutable power of
the active copresence of images. The museum
is necessarily equivocal, because each presence becomes irrefutable. Some are bound to
be more brilliant, others will be more hermetic, many will be incomprehensible, some will
seem clumsy or even incomplete, but none are
superﬂuous. They all form part of the psychobiological heritage of humanity.
There is only one museum, with all museums being partial expressions of it.

mimesis

Could mimesis be an ontological and deontological problem of the republic? The representation
of what is seen and lived has been a dominant
objective of Western art since ancient Greece.
The identiﬁcation of an image can also be a process of social identiﬁcation and representation.
Plato decried mimesis for its artiﬁciality and
falsity, thus the suspicion of the arts in “his” republic. Aristotle was the ﬁrst to deﬁne some of
the possible characteristics and rules of artistic
mimesis, which became a breviary for Western
arts up until the twentieth century. Both men
thought and discussed imitation from the standpoint of a republican institution: the Academy.
Imitation is always a representation and in a
representation there is always one thing in place
of another. In all the signs and symbols human
beings use to translate and interpret reality,
there is a representative that takes the place
of the represented, and between them there is
established a relationship of signiﬁcation. But
imitation and signiﬁcation, in other words, recognition and interpretation, also depend upon
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Mimesis is not about similarity, neither the
similarity of effect (Aristotle) nor the similarity of process (Jacques Derrida); it is about indiscernibility. Mimesis is indiscernibility between ﬁgure and ground, between organism
and context, between text and context, between sign and interpreter, between representation and reality, between language and
world, between truth and artiﬁce, between
original and apocryphal. This is why the effect
of truth is inherent to all naturalism. But mimesis is imaginary, given that naturalism does
not consist of the correspondence between a
sign and that which it refers to but to a habitual correspondence between a use of interpretation. Realism is a precedent. It is a naturalized codiﬁcation that generates a vivid effect
of mimetic correspondence. Precedent generates the vivid phantom of the referent. By
means of naturalist experience, evidence is
considered a proof of truth.
There is an iconic realism based on the evidence of what is perceived and what is felt, at
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social conventions that contextualize and enable such actions. The power and the right to
represent are a matter of citizenship in the same
way as mimesis was an issue of Plato’s republic.
Mimesis is a strategy that Juan Luis Moraza
uses in many of his works. Existing objects
are duplicated in other materials: shoe heels,
clown noses, ballot boxes, intrauterine devices,
toy soldiers, or the Madonnas of Catholic devotion. Representations of physical organs or
representations of the skin are objectualized in
metal and may take on unexpected functions, as
in the case of the various doorknobs found in
CHORD (Analysis), or the handles of work tools
in Endscape or Operatives. Almost in every case,
imitation is also a process of fragmentation in
Moraza’s work, a process of analysis that breaks
reality down into its parts, inviting the interpretation of the spectators. In other instances, the
object condenses an unexpected allegory, such
as the nail and the sewing needle ampliﬁed in
the “king” and “queen” of Chemical Wedding.
There is no mimesis without negation and
transgression of what is recognized. This signiﬁes the short-circuiting of any type of unique
recognition or unique interpretation, from
which Moraza dissociates himself, while exploring the common foundations of any process of identiﬁcation.
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both the sensory and emotional levels. There is
also a symbolic realism based on the evidence
of the things that are known or thought, according to a certain representativity of conventionality, which sets up a mutual correspondence. And there is an indicial realism
based on the evidence of what exists, according to the representative nature of physical or
contextual contiguity. But not even a sign is
neutral, and nor is a metonymy, nor a record;
in fact they are all the more misleading in that
they suggest an “outside” of representation, a
presentation of the real. In any case, it is about
establishing correspondences between evidence and its content.
Mimesis is mimetic of mime, of the gesture
that “mimiﬁes” semiosis, which never ceases
to repeat the gesture of a use, of a correspondence. The perceived indiscernibility and the
programmed indiscernibility are both systems
of government in that they are the technology of truth.
Beneath all mimesis, there is a transﬁguration. It is discernment rather than abstraction
that reveals the artiﬁce that establishes the evidence, that recognizes the real in the structure. Discernment resorts to discovery and to
the creation of differences, to the actual genesis of forms as critical singularities.

structure

Juan Luis Moraza employs concepts originating in structuralism, a model of research and
critical analysis that marks the cultural history of the second half of the twentieth century. Moraza is also a “son” of Saussure, Peirce,
Barthes, Foucault, Lacan, and Lévi-Strauss.
An operative knowledge of concepts from
linguistics, semiotics, psychoanalysis, and anthropology manifests in his work in the form
of language games, symbolic codes, diagrams,
and reticular structures that indicate that each
work proposes a given set of relationships between its constitutive elements. An exhibition
by Moraza is an interpretative challenge in
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Structure is the system of unifying relations
between the constituent parts and the constitutive whole, between the attributive properties of the parts to the whole and the emergent
distributive properties of the whole to the
parts. It is what orchestrates the functioning of
the parts of a whole and gives it meaning.
Structure belongs to the order of the real;
as a latent order, it shapes and constitutes
what is. It is the latent information of being in
its mode. And it is the mode in which something is being in the real.
What we are shown is always a system of evidences, but beneath them lies the logic of the
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which visitors can construct a trajectory with
the aid of certain theoretical and conceptual
tools. The syntax of these works is often structured upon the articulation and demonstration
of the possibilities of formal variation of a paradigm, as we can discover in works as disparate
as Suffrage salvage or A bruit secret I and II, or in
installations and series such as Arules, Ecstasy,
Status, Statue, or Republican Portraits. A form or
a concept comes together and is structured in
Repercussaries or CHORD (Analysis) like the different parts of the body, through which the
artist transfers a form into a function different
from that which it usually represents in order
to encourage a symbolic game that confronts
spectators with their own beliefs and expectations. In Moraza’s universe, the artwork is
materialized in a permanent redeﬁnition of
the conventions that determine the semiotic
codes through the revealing of the way they
function as ideological codes. Which is why his
republic demonstrates that some of the rules
of the political, social, or cultural game can be
subverted, as exempliﬁed by the new tax return form in which taxpayers are allowed to
decide the destiny of their total contribution.
Other aspects of Moraza’s structuralist investigation are apparent in his textuality (namely
in the fact that a series of his texts, his “apocrypha” for example, may also be considered
artistic projects), as well as in the operational
use of the concept of the “open work” that, in
the wake of its ﬁrst champions, Umberto Eco
and Pierre Boulez, opens up some of Moraza’s
works to an interaction with the public and to
the unforeseen contingencies that that interaction may bring about.

structure. Structure forms the background to
the real, it is what we are not evidently shown
and what requires a certain distance, discernment, recognition, and attention. Making the
structure present, intelligible, requires an operation that is not quite abstraction but more
like speculation.
Structure cannot be mistaken for an image, and when it is, it means that it has been
reduced to its abstract ﬁguration, to structural
or symbolic naturalism.
Structure is not the background of which
the evidence is the surface. Skin is no less
structural than the skeleton. Rather, it is a system of structural levels.
There are different structural degrees: from
the minimum degree of organization, which
would be a set of elements that are simply associated by contiguity or copresence—as in a
chance encounter between a sewing machine
and a scalpel in a rubbish dump—, to a second
degree of organization in which all the parts are
associated according to a unifying principle or
criteria—like the right angle as the structural
reason linking the pen, paper, glasses, table, and
walls in Mondrian’s studio—, and a third degree
of organization, in which the whole is what bestows properties on its constituent parts, so that
the parts become holons,1 with a dual dimension
in which they are both parts in regard to the
whole that is conferred on them by uniﬁcation,
and wholes in regard to the associations and
parts that constitute them. As the poet Gilberto
Owen put it, “the poem makes the words.”
Structure is the boundary between process
and organism, between movement and form,
between metabolism and symbolism, between
genesis and ﬁsis, between the form that forms
and the form that is formed.

1.

“A holon (Greek: ὅλον, holon neuter form of ὅλος, holos
‘whole’) is something that is simultaneously a whole and
a part. The word was coined by Arthur Koestler in his
book The Ghost in the Machine (New York: Macmillan, 1981,
p. 48).” Wikipedia contributors, “Holon (philosophy),”
Wikipedia, The Free Encyclopedia, http://en.wikipedia.org/w/
index.php?title=Holon_(philosophy)&oldid=625249622
(accessed February 9, 2015).
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reverse

Certain works by Juan Luis Moraza explore
the reverse as a possibility for formal invention
that also opens up other conceptual possibilities for the construction of different paths in
interpreting his work. A whole cultural tradition explores the inverse, a formal and intellectual game that contributes to the expression of
its authors’ intelligence. Leonardo’s specular
writing or Bach’s fugue without beginning or
end in The Musical Offering are some examples
of the Möbius strip that we detect within an
entire universe of unique works.
In a certain sense, the inverse is a conscious
expression of a rational game, insofar as the
reverse is the expression of the unknown, of
what is unseen but still known to be there, of
the unconscious, of that which the body hides
and contains beyond the forms that it shows us
externally. In fact, the interior of the human
body is one of the most expressive manifestations of the reverse, promising the mystery
of the imperceptible that lies beyond the very
limits of perception that deﬁne the threshold
of diverse oppositions: inside and outside,
concave and convex, cavity and protuberance
are all manifestations of the unknown that
lies beyond the skin. The kiss and sex are precisely acts in which the body awakens to the
exploration and knowledge of the interior of
another body, of the reverse that constitutes
the very erogenous essence of desire. Moraza’s
Molds of Kisses are dysphoric representations of
the Kiss, iconoclastic as a result of Rodin’s or
Brancusi’s sculptural representations, and the
reverse is the very key to their iconoclasm.
Certain rhetorical ﬁgures, such as the chiasm, proliferate in Moraza’s textuality as the
expression of that game in which obverse and
reverse weave a web in which several processes of signiﬁcation are deﬁned. In Dividuals, the
representation of the inside of the human skull
is also the awakening of an imaginary of the
reptilian brain found at the archaic beginnings
of our genetic material. The vertical projection
of the representation of a skeleton, an allusion
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We do not see that we fail to see what we do
not see, but this is the background that allows
us to see. The reverse reveals the surface that
is shared by the model and its mold.
Sensibility, consciousness, the mind, are our
perceptual surfaces. Their preconscious and
unconscious backgrounds are structural levels
that are only expressed as reverse. The surface
is accessible, it is what is shown to us; even the
interior turns out to be surface, like a reversible shell.
In its modulation, the surface generates the
conﬁguration of the entity in space; it maintains
and gathers up and holds an interior; in its ductility, it protects against external aggressions
and excess stimulation, establishes singularity
and individuation, contains the cavities of the
senses and interconnects them, holds and recharges libidinal arousal as a constant stimulus,
inscribes and attests to the inscribing of strokes
as external traces, and drags the impulse into its
overﬂowing, its overcoming.
Investigating the surface, disrupting it, ripping it, and piercing it reveals a further surface, which folds and multiplies into more surfaces. On the reverse side of the skin, on the
back of the body of which it is said, and felt,
that it is the body that speaks, the body that is
lived in, the body that is felt in, the body that
is existed in. The reverse does not cross the
surface, it appreciates it as the axis from which
the background of perception becomes visible.
By revealing the radical strangeness of the familiar, the reverse embraces the sinister.
Each absence, each gap, each lack, appears
with the same shape as the thing that causes it, as that which is lacking. As such, it conjures up the reverse of the absent. But the reverse is not the mirror image, it is the form;
it does not concern symmetry but duplicity,
a sketch. The reverse reveals the ﬂip side of
evidence, from within. The reverse turns the
convex back into concave, the interior into exterior, context into text, ﬁgure into ground,
organism into context, interpreter into sign,
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to Dürer’s famous anatomical drawing, is the
expression of a possible synthesis beyond
the baroque expression of the specular relationship between thesis and antithesis, in the
expression of the obverse and the reverse in
which the body and objects are revisited as
dialectic manifestations of singularity and individuality in the context of life.
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reality into representation, language into
world and world into language, truth into artiﬁce, the original into the apocryphal. And in
the wake of this transition, the reverse is not
reversible; it is not possible to unsee what has
been seen. Calculating the reverse, provoking
it, is a means of estrangements that can produce knowledge of the structure.

diagram

This exhibition begins with a diagram. Juan
Luis Moraza installed the diagram next to the
plan of the museum ﬂoor where his show is
featured. Moraza’s diagram is also a map, a cartography of the exhibition’s distribution across
the various rooms it occupies in the museum. A
map is a graphic representation, but a diagram
is more than a representation: it establishes
links, describes relationships, and explains
how things work rather than merely describing a state of things. A diagram is didactic by
deﬁnition: it explains as it represents and represents as it explains.
More than a graphic representation, a diagram illuminates the relationships between
the different parts of a given reality. Moraza
presents the map of the museum rooms containing his work as an intersection of different
concepts to reveal a structure underlying the
distribution of the works throughout the exhibition. An exhibition is always a trajectory.
Moraza reveals the intersection of discourses
underlying that trajectory. Moraza’s diagram
inscribes within the exhibition map a structure
of concepts, a network of themes and references. Topography thus reveals the underlying
topology. The reading of this diagram accentuates the reversible nature of the themes, concepts, and works. It can be read either from top
to bottom or bottom to top, from left to right
or from right to left. Each work belongs to a
subject, each subject to a theme, each theme
to a concept. Different colors link the themes,
which are articulated in words that are also linguistic constructions, providing the diagram
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Logic has established a cognitive hierarchy,
from the lowest level of sensations to the highest level of reasoning. But each type of intelligence (linguistic-verbal, logical-mathematical, bodily-kinesthetic, spatial, musical, social,
intrapersonal, interpersonal, naturalist) calls
for particular forms of somatosensory modeling and of thought. Each type of intelligence
generates its own particular knowledge, and
each form of art heightens the communication
among the different types of intelligence.
Modeling processes are not just a way of
summarizing or visualizing complex data, they
also reveal the paleological layers that lie beneath all forms of thought. Diagrammatic
modeling is a cognitive instrument that is key
to thought processes, and particularly relevant
in interdisciplinary operations of drawing or
model making.
It is the natural mode of production, in
keeping with the complex cognitive process
of the human species. Electronic probabilities,
atoms, cells, tissues, organs, systems, organisms, subjects—the various organic and functional layers of actively “being”—exist simultaneously, with each of them more or less ﬁxed
at its operative threshold but with the possibility of jumping to the other interconnected levels. Sensory operations involve motor
operations, adding folds of organic and functional complexity; the organism itself, and
its consciousness, become elements of observation, and mental folds generate patterns of
behavior and of perception. Neither the organism nor the unconscious are structured as
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with the explanation of the structure that it
describes. Different dichotomies arise from the
wordplay that identiﬁes the parts: the exhibition starts with the concept of representativity, which outlines the possible meanings of a
new word, “extimacy,” and unfolds as various
intersections of meanings and ambiguities that
continue until the exit, at which point prevails
the axis of representiality, that is to say, intimacy.
In this way, the exhibition is also an invitation
to introspection. Three other axes—the emblems, the devices, and the “dividuals”—offer
various possible museums: a Museum of Participation, a Symbolic Museum, a Demographic
Museum, which is also a Morphologic Museum, and an Anthropogenic Museum. These
museum typologies bring about three new
paradigms: Interpassivity/Ornament and Law/
Implexities.
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language, but rather as a diagrammatic system,
like a structural modeling.
The diagram is the connection between
structure and image. Modeling operations investigate the disclosing of underlying orders
and relationships; and at the same time they
allow the bodily interconnection of elements
from different origins. The logic of diagrammatic modeling is in harmony with the logic of
the modeling of human intelligence, of imagination, memory, emotions. Our symbolic and
imaginary universe is structured as a diagrammatic system of semantic and functional constellations.

knowledge

It is said that knowledge does not occupy space.
Nevertheless, for Juan Luis Moraza knowledge
not only occupies space but also time. One expression of this association of knowledge with
the time and the spatial situation of objects
is a work such as Horologos, in which a series
of pedestals was turned into so many clocks
whose moving hands point to various abstract
concepts. Moraza’s work evokes a very diversiﬁed set of knowledges. From aesthetics and
art history to anthropology to psychoanalysis
and politics, his works juxtapose contexts and
references and are often accompanied by texts
and diagrams that explore a critical self-analysis that presents and represents them. There is
an obvious encyclopedic dimension in many of
those works. And as we know, the Encyclopedia
is a tool of knowledge that the Enlightenment
put at the service of the citizenry; its particular form of structuring access to knowledge
was (and still is…) a republican notion.
Projects such as Ma(non é)Donna gather together a multitude of objects, images, and ﬁgures that evoke the demographic paradigm as
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The experience of art is a cognitive integration model, on several levels:
1. It entails the integration of the observing
agent with the cognitive process and with observation itself. While the etymology of the
word “science” suggests an excision, that of
“art” (ars) suggests an articulation. The subject’s
lack of neutrality is the blind spot of science,
and it is also the heart of the experience of art.
The fantasy of science is observation without
observer; practical knowledge is knowledge
without observation. The knowledge of art is
observation with an observer. Up against alienation, art is a model of connecting excellence.
2. It entails the integration of sensitive experience with intelligible knowledge. The notion of sabœr simultaneously suggests knowledge and an experience of the senses and of
contemplation: the Latin verb sabere refers to
both knowledge and taste.
3. It entails an intersensory cognitive integration. Every form of art integrates all sensory experiences, showing what cognitive biology and neurology now acknowledge: there is
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a major political issue, not only of the present
but of the entire history of humanity. Representations of fertility in the images of Paleolithic Venus ﬁgures are followed by reproductions of intrauterine devices and contraceptive
pills, small Madonna statuettes, postcards with
collages associating sacred religious images to
the profanity of the pornographic. The profusion of an imaginary related to a paradigm
reveals unexpected associations of ideas, and it
also stimulates a critical perception of a political and anthropological issue through the constitution of an archive. The use of the archive
as support for the expression and structure of
a project is also, for Juan Luis Moraza, a way of
exploring what could be the construction of a
collective awareness of the questions inherent
not only to his work but also to a society. The
archive is also the form found in this exhibition to present a set of works from the artist’s
studio: projects, models, small sculptures, and
drawings from his adolescence that foreshadow an entire rhizomatic structure of the disciplines of knowledge that deﬁne the particular gnoseology obfuscated or illuminated in
Moraza’s work.

no such thing as visual perception cut off from
tactility; there is no perception severed from
emotion; and multiple intelligences (bodilykinesthetic, logical, verbal, spatial, and so on)
are indiscernibly interconnected to conﬁgure
intelligence.
4. It integrates all possible types of information in a nonexclusive way—empirical data,
sensory, emotional, conceptual, symbolic, contextual information… This integration also invokes something of the real, which is both beyond and before representation, thus including lack, or the hole in knowledge. This also
gives it its anaxiomatic nature, the impossibility of reducing it to the level of signiﬁcation
and of discourse.
5. The experience of art nonexclusively integrates all possible forms of human knowledge in an interdisciplinary experience. This
does not mean that art transversally cuts across
all forms of knowledge (transdisciplinarity), or
that it employs them without disciplinary responsibilities (indisciplinarity), or that it can
smoothly negotiate all types of knowledge
(multidisciplinarity), but rather that its tools
and productions, as physical modeling, are
at the cognitive heart of any cognitive operation. Accordingly, art is not knowledge of the
ﬁrst degree but knowledge of other forms of
knowledge. It partakes of the cognitive experiences of the history of humanity, present in
the works, which form a genuine memory of
human cognition that includes the forms of
cognition that predate the birth of science. In
each era, artists have assimilated the knowledge required to offer sufficiently complex
and rich images of the world. And the underlying mythological, philosophical, anthropological, and psychological knowledge can be
deduced from the experience of art in each
epoch. Art itself behaves like a singular interdisciplinary conversation.
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Dispositif pour transformer des peintures
abstraites en drapeaux, 2014
Motor with engraved brass
plaque and cloth
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CVA, Ideal Artist, 1980
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Artists’ collection

30

Jacques-Louis David,
El rapto
The
Intervention
de las sabinas,
of the 1799.
Sabine Women, 1799.
Musée du Louvre,
Louvre París

three
de
exposición
series inme
a kind
permitía
of confederation
la posibilidadofdereﬂ
constatar
ections.faltas
The
new
context of las
theseries.
planned exhibition offered me an opy de completar
portunity
to check errors
and complete
the series.
Progresivamente,
en nuestro
trabajo común
de organiGradually,
at your suggestion,
as we
worked
together
zación
de la exposición,
a sugerencia
tuya,
acordamos
into
organize
the anteriores.
exhibition,Evité
we agreed
to include
much
cluir
obras muy
la posibilidad
de realizar
earlier
works. Iretrospectiva,
avoided the idea
retrospective
una exposición
pues of
noaquería
renunciarexal
hibition
didelnot
to renounce
the original
proyectobecause
original,I en
quewant
las obras
se vertebraban
alreproject
which
theexpandida
works aredeorganized
that
dedor deinesa
noción
república.around
Por lo que,
expanded
of republic.
So weque
ﬁnally
decided to
ﬁnalmente,notion
decidimos
escoger obras
considerásemos
choose
works
that we considered
play an active
role
activas en
el establecimiento
de estato«república»,
ignoranin
establishment
of this
“republic,”
ignoring
dothe
cualquier
restricción
temporal.
El resultado
es chronopor ello
logical
constraints.
The colectivo.
result is thus
heterogéneo,
multivocal,
Pues,heterogeneous,
si son las obras
multivocal,
Because
it maycada
be true
las que hacencollective.
al autor, uno
es un although
autor diferente
vez
that
the works
make
it is also true
that you
que concluye
una
serie,the
porauthor,
lo que cualquier
introspección
are
a different author
every time you finish a series,
es necesariamente
colectiva.
which
meansque
that
introspection
is inevitably
collective.
JF: Creo
una
de las primeras
exposiciones
públicas
conJF:precio
de entrada
diothe
en ﬁelrst
contexto
la joven ReI think
that oneseof
public de
exhibitions
to
charge
was held
during the young
pública admission
francesa, cuando
Jacques-Louis
David French
presentaReEl
public,
Jacques-Louis
presented
his monurapto de when
las sabinas
(1799), unaDavid
pintura
monumental,
en el
mental
painting
The Intervention
of theproduce
Sabine Women
(1799)
Louvre...
Por primera
vez un artista
una exposiat
thepara
Louvre...
For the
ﬁrst
time,para
an artist
ción
ciudadanos
que
pagan
verla.produced
Con ello, an
se
exhibition
for citizens
who paid
to es
seelait.economía
This wasburthe
asume una nueva
economía,
porque
start oflaaque
newseeconomy,
the bourgeois
guesa
maniﬁestagiven
en esathat
primera
exposicióneconorepumy
is
expressed
in
this
ﬁ
rst
republican
exhibition
blicana de David... David fue siempre un publicista deby
la
David...
was always
publicist
of the
república:David
esa relación
entre aarte
y república
es republic:
una relathat
link betweenmonumental,
art and republic
is celebratory
ción celebratoria,
como sus
pinturas. and
monumental,
paintings.
Los vestigioslike
quehis
tenemos
de la República romana tamThe
that remains
themonumental.
Roman Republic
is also
bién
loslittle
conocemos
por unof
arte
Al presentar
known
to aus
through
art. Indiﬁeres
your case,
tu
trabajo
partir
de la monumental
palabra «república»
de la
when youmonumental
present your
work around
the elword
“retradición
celebratoria
con la que
arte se
ha
public” you
therepública
celebratory
monumenarticulado
en depart
torno a from
ella. La
es el paspartú
de
tal
traditioncon
of la
artinstitución
in relationmuseo,
to it. The
the
tu relación
una republic
estrategiaispara

«El ﬁlósofo Juan de Salisbury quizá dio
la deﬁnición más literal de la política del
cuerpo,
declarandoJohn
en 1159
sencillamente
“The
philosopher
of Salisbury
gave
que “el Estado
(resliteral
publica)
un cuerpo”.
perhaps
the most
deﬁesnition
of the
Quería
decir declaring
que el gobernante
de la sociebody
politic,
in 1159 simply
that
dad funciona
de manera
al cerebro
‘the
state (res publica)
is a similar
body.’ He
meant
humano,
mientras
quefunctions
los consejeros
serían
that
a ruler
in society
just like
el corazón,
comerciantes
como
acomo
human
brain, thelosruler’s
counselors
like
estómago
de la sociedad,
los soldados
aelheart;
merchants
are society’s
stomach,
sus manos
y los campesinos
y artesanos
soldier
its hands,
peasants and
menial sus
pies. Su imagen
El orden
workers
its feet. era
Hisjerárquica.
was a hierarchical
social comienza
en el
cerebro,
el brain,
órgano
image;
social order
begins
in the
del gobernante.
JuanJohn
de Salisbury
the
organ of the [...]
ruler….
of Salisbury
escribió
un cientíﬁco.
Creía
que
wrote
ascomo
a scientist;
ﬁnding out
how
theel
descubrir
la manera
en que
funciona
brain
works,
he believed,
would
tell aelking
cerebro
le enseñaría
a un rey Sennett,
cómo debía
how
to make
laws.” (Richard
Flesh
elaborar
leyes.»
(Richard
Carne
and
Stone:las
The
Body and
the CitySennet,
in Western
y piedra, Madrid,
pp. 26
y 27)
Civilization,
New Alianza,
York and1997,
London:
W.W.
Norton, 1994, pp. 23–24)
«La política nace en el Entre-los-hombres,
por lo tanto
completamente
fuera
hom“Politics
arises
between men, and
so del
quite
bre. Deofahí
que
no haya
ningunano
substancia
outside
man.
There
is therefore
real
propiamente
política.
La política
political
substance.
Politics
arises surge
in what
en elbetween
entre ymen
se and
establece
como relación.»
lies
is established
as rela(Hannah Arendt,
¿Qué
es la política?,
Barcetionships.”
(Hannah
Arendt,
“Introduction
lona,Politics”
Paidós Ibérica,
1997,
46) of Poliinto
[1963], in
Thep.Promise
tics, New York: Schocken, 2005. p. 95)
«Lo que creemos depende de lo que aprendemos. we
[...]believe
En el fondo
de la
“What
depends
oncreencia
what webien
fundamentada,
se encuentra
la creencia
learn….
At the foundation
of well-founded
sin fundamentos.»
Wittgenstein,
belief
lies belief that(Ludwig
is not founded.”
Sobre la certeza,
Barcelona,
Gedisa, 1995,
(Ludwig
Wittgenstein,
On Certainty,
Oxford:
pp. 255
y 288) 1969–75, pp. 253, 286)
Basil
Blackwell,

A bruit secret (I), 2014
Óleo
Oil
onsobre
polyurethane,
poliuretano,
iron,hierro,
35 x 45
35 x 27
45 cm
x 27 cm
Suffrage naufragio
Sufragio
salvage (Statue),
(estatua),
2014
2014
Marble,
Mármol,34
34xx40
40xx35
35cm
cm
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Antonio Canova
Canova, (1798-1805),
Cenotaph forTumba
the Archduchess
de la
archiduquesa
Maria
ChristinaMaría
of Austria,
Cristina,
1798–1805
1798-1805. Viena

passe-partout
construir
dentro
of your
de la relationship
institución un
with
espacio
the museum
de libertad
institution,
a means
by which parece
you create
a spaceconstruir
of freepara tu obra.
Este concepto
permitirte
dom
for your work
within
institution.
This concept
una comprensión
dentro
del the
universo
de convenciones
que
appears
to enableelyou
to create
an understanding
es
la institución,
museo.
¿Es república
un paspartúwithin
o más
that
conventions
characterize
mubien universe
un escudoofde
protección that
en relación
con lathe
instituseum
institution. Is “republic” a passe-partout, or more
ción museo?
likeJLM:
a protective
shield
against
theEn
museum
Yo creo que
ambas
cosas.
cierto institution?
modo la institución
sí misma
también
es unthings.
paspartú
el arte,
JLM: I en
think
it is both
of those
In para
a sense,
the
institution
also
passe-partout
art, just asPues
art
tanto
como itself
el arteis es
unapaspartú
para lafor
exposición.
is ainstitución
passe-partout
for exhibitions.
the la
institution
la
legitima
como arte Because
aquello que
legitima
legitimizes
as art thatYwhich
it as institution…
como
institución...
el artelegitimizes
legitima como
institución
And art que
legitimizes
as institution
which
aquello
lo legitima
como arte.that
Es que
haslegitimizes
dicho muit as art.
Your
question
bringsasí
upque
many
aspects;
chas
cosas
muy
evocadoras,
voyevocative
a intentar
repaI’m going
to try tolugar,
respond
to them.
of all, it iscomo
true
sarlas.
En primer
es cierto
queFirst
la exposición
that
the decir,
concept
of exhibitions
as such—that
is, exhibital —es
abierta
al público—
nace al mismo
tiempo
tions
open
theprimera
public—appeared
just as citizens
were
en que
por to
vez
la propia ciudadanía
se convierbecoming
the protagonists
of their
own
for the
te en protagonista
de su propia
historia.
Lahistory
«cosa pública»
ﬁ
rst time.ceremonialmente
The res publica oren“public
thing”
ceremonially
irrumpe
el mundo
moderno
a partir
entered
the modern
world yfrom
the FrenchesRevolution
de la Revolución
francesa,
la exposición
una de las
onward,
and the exhibition
became
of the celebra
monuformas monumentales
mediante
las queone
el pueblo
mental
formssubytoma
which
people
celebratedse
and
reprey representa
dethe
poder.
La exposición
instituyó
sented
seizing
of power. Exhibition
was instituted
como eltheir
reverso
o el contradiscurso
de la imposición.
as La
thetradición
reverse, ormonumental
the counter-discourse,
of imposition.
clásica representaba
la imThe classical
tradition
thepúblico,
impospostura
de una ﬁmonumental
gura de autoridad
en elmeant
espacio
ing
of a ﬁque
gureenoflaauthority
in public
space,
while the exmientras
exposición,
al menos
ceremonialmente,
hibition—at
least ina sí
ceremonial
terms—was
the
lo público se instala
mismo como
espacio de about
represenpublic
itself
as a space oftras
representation.
tación. establishing
Las estrategias
monumentales,
la Revolución
After
the French
Revolution,
the monumental
approach
francesa,
ya no podían
esceniﬁcar
la imposición
de una
could no longer
be used to
dramatize
imposition
of
legitimidad
descendente
—de
Dios al the
monarca
y de sus
a descendingallegitimacy
thatsino
ﬂowed
from God
to thea
comisionados
ciudadano—
que debían
someterse
monarch,
and from
his commissioners
to citizens.
Inuna
nueva lógica
monumental
que esceniﬁcase
una legitistead, it
had to adopt
new
logic thatacould
dramatize
midad
ascendente
—dea los
ciudadanos
sus representanan ascending
that
ﬂowed upwards
from
tes
y de éstos alegitimacy—one
su Constitución. La
imposición
monumental

«La república es un redoblameinto de lo
público, una constitución de lo público
en lo público.
“The
republicDe
is aun
redoubling
lado, lo público
of the public,
se da
asimultáneamente
constitution of the
como
public
expresión
in the public.
empírica
de actos
On
the one
pasados
hand,ythen,
antiguos
the public
acuerdos;
is given
de as
otro, as
both
funciona
the empirical
como un
expression
signo, unofmodelo
past acts,
construido
past
arrangements;
para poder
on the
evaluar
other,
lasitconsefunctions
cuencias
as
a sign, afuturas
modelde
constructed
nuestros actos
in order
pasados.
to
Loable
be
público
to gauge
encarna
the de
future
estaconsequences
forma una doble
of
inestabilida
our
presentd,
acts.
pues
The
es public
al tiempo
embodies
la expresión
in this
de una double
way
orden civil
instability,
que primero
for it ishace
at once
posible,
the
y de un desorden
expression
of a civil
surgido
order de
thatunitfuturo
ﬁrst makes
que
lo afectaand
possible
constantemente.
of a disorder stemming
Esta inestabilidad
form
aesfuture
el motivo
that de
is constantly
que la noción
impinging
de constion it.
tución
This
instability
se separeiscuidadosamente
the reason why the
de la
notion
de
construcción,
of
constitutionlashould
cual implica
be carefully
una causalidad
separated
linealthat
from
y la of
institución
construction,
de lawhich
autonomía.»
implies a
(Brunocasualty
linear
Latour,and
«From
the Realpolitik
institution of
toautonDingpolitik.
omy.”
(Robert
Or How
Koch,
to Make
“Re: Public,”
Things Public»,
in Making
en Bruno
Things
Public:
Latour
Atmospheres
y PeterofWeibel,
Democracy,
Making
ed.
Things
Bruno Public.
LatourAtmospheres
and Peter Weibel,
of Democracy
exh. cat.,
[cat.
exp.],
ZKM,Karlsruhe
Karlsruhe,yCambridge,
Cambridge Mass.:
(Mass.),
MIT
ZKM
yPress,
MIT2005,
Press,pp.
2005,
749–50)
pp. 749-750)
«[El
“Thejefe
human
humano]
leader
sentándose
… sitting on
en aunthrone
trono o
en
on una
a raised
plataforma
platform,
elevada,
can enjoy
puede
both
disfrutar,
the
al
relaxed
mismoposition
tiempo,ofdethe
la posición
passive dominant
relajada
del
anddominante
the heightened
pasivoposition
y de la of
posición
the active
encumbrada
dominant at one
del dominante
and the same
activo,
time,adjuthus
dicándose
providing himself
de este modo
with aadoubly
sí mismo
powerful
una
postura
display posture.”
de ostentación
(Desmond
doblemente
Morris,poThe
derosa.»
Human Zoo,
(Desmond
London:Morris,
VintageElBooks,
zoo humano,
1994,
Barcelona,
pp. 22–23) Plaza & Janes, 1970, p. 8)
«Poderes
“Despoticdespóticos
powers of de
divine
derecho
right,divino,
that así
es
generally
en general
describes
el orden
thepolítico
politicaldeorder
las civilizaciones
of archaicarcaicas.»
civilizations.”
(Miguel
(Miguel
RiveraRivera
Dorado,
Laberintos
Dorado, Laberintos
de la Antigüedad,
de la Antigüedad,
Madrid, Alianza,
Madrid:
1995,
Alianza,
p. 199)
1995, p. 199)

Ci-git l’horizon
l´horizon (Googol
(gúgol de
ofparticipaciones),
Participations), 2014
2014
Metacrilato,
Methacrylatearena,
ballot40
box
x 40
andx sand,
30 cm40 x 40 x 30 cm
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citizens toinsostenible,
resultaba
their representatives
provocadora,
and from
antirrepublicana...
these to their
Constitution.
Monumental
imposition
became untenPero una vez instituido
el triunfo
de la revolución,
cada
able,
provocative,
antirepublican...
But once
the triumph
república
aspira a evitar
una futura revuelta
antirrevolucioof
a revolution
has beenasí,
established,
a republic
always
naria.
Los monumentos,
no sólo gloriﬁ
carían los
nueaspires
to prevent
future antirevolutionary
So
vos
principios
republicanos,
sino que instauraríanrevolts.
los nuevos
the monuments
did not
only glorify
the mediante
new republican
símbolos
en los viejos
espacios
simbólicos
proceprinciples,autoinmunes.
they also installed
the
new symbols
the old
dimientos
Citabas
a David
y yo meinacordaba
symbolic
through
autoimmune
strategies. You
de
Antoniospaces
Canova,
otro gran
publicista monumental
de
mentioned
Davidrevolucionaria.
and I was thinking
of inaugura
Antonio Canola
posrevolución
Canova
la mova, another great
monumental
publicist
from the
revolunumentalidad
moderna
de acuerdo
a esa esceniﬁ
cación
de
tionary
post-revolution.
Canova
launched
modern
monuna
legitimidad
ascendente
que se
vehiculará
a través
de
umentality
based
on that dramatization
of del
ascending
los
dispositivos
de exposición.
Desde el inicio
XIX, los
legitimacy that
was to be
monumentos
se rodean
de conveyed
escaleras ythrough
accesos,the
y loexhibique es
tion importante,
and its devices.
From the early
nineteenth century
más
de mecanismos
representacionales
que
on, monuments
wereintermedio
surrounded
by la
stairs
anddepoints
sugieren
un espacio
entre
estela
ideaof access,
and, more
importantly,
representational
lidad
del espacio
del monumento
y laby
realidad
del espacio
mechanisms
that
suggest
an intermediate
between
del
ciudadano:
ﬁguras
anónimas,
ofrendasspace
y objetos
que
the trail simplemente
of the idealityapoyados
of the space
the moment
and
parecen
en elofpedestal.
A ﬁnales
the XIX,
reality
of the space
theHildebrand,
citizen: anonymous
ﬁgdel
el escultor
Adolfofvon
abiertamente
ures, offerings,defensor
and objects
seem neoclásica
to be merely
antimoderno,
de la that
idealidad
delleanarte,
ing on the pedestal.
In the lateachaca
nineteenth
century,
the
antirrodiniano
por excelencia,
a Canova
ser el resopenly antimodern
sculptor
Adolf del
vonarte
Hildebrand,
ponsable
de la máxima
decadencia
moderno,who
que
was
an advocate
of the
ideality of
art and an
él
cifra
precisamente
enneoclassical
esos procedimientos
escénicos
de
inveterate
anti-Rodinian,
accused
Canovalaofciudad
being con
reaccesos
virtuales.
Porque, dice,
ha llenado
sponsible for que
the worst
decadence
of modern
art,cotidiawhich,
monumentos
introducen
elementos
de la vida
to his
eyes,
consisted
precisely
of those theatrical
na
en el
espacio
intermedio
del pedestal,
que no se procesabe si
dures of virtual
access. They had,
argued,
ﬁlled
the
pertenecen
a la representación
o a lahevida,
que no
se sabe
city
monuments
that brought
elements from
si
sonwith
reales
o representaciones
monumentales.
Es everycuriodayque
lifeesta
intodeﬁ
the
intermediate
space
the
pedestal, so
so
nición
antimoderna
de of
Von
Hildebrand,
al
that
wasXIX,
noserá
waylaofque
knowing
they
were
ﬁ
nal there
del siglo
un par whether
de décadas
después
part of Marcel
the representation
ordeﬁ
partnirofellife,
whethercomo
they
adopta
Duchamp para
ready-made
wereesceniﬁ
real orcación
monumental
representations.
Curiously,
una
de la arbitrariedad
e indiscernibilidad
this antimodern
deﬁynition
proposed
by von Hildebrand
entre
el monumento
la vida,
cuando precisamente
lo coin theentra
nineteenth
century
matches
thedel
one
used by Marmún
directamente
a formar
parte
monumento
del
cel Duchamp
templo
del arte.a few decades later when he described
readymades
as abien
dramatization
the Si
indiscernibility
Creo que está
visto lo que of
dices.
mi exposición
between en
monuments
anddelife
ordinary
camereto
participa
cierto modo
esaaslógica
de la things
celebración
form part of
the monument
of the temple
of art. de la
publicana,
bueno,
no más ni menos
que las paradojas
I think you
are del
right
inywhat
you say.sociedad
While my
exhiexposición
dentro
arte
la compleja
contembition may
in some
partake of cifrar
this logic
of repubporánea.
Creo
que essense
muy importante
la aparición
de
lican
celebration,
only doesdesolatoemergencia
the same extent
that
la
exposición
en eseitmomento
del pueblo
it partakes
of the paradoxes
of exhibitions
within
como
representante
de sí mismo.
Vivimos hoy
en díaart
enand
los
within our
contemporary
I think it is
epígonos
decomplex
ese proceso.
Esa lógica desociety.
la autorrepresentavery social
important
the emergence
thepunto
exhibition
coción
se hathat
hiperrealizado
hastaofun
de extreincided
with theLaemergence
of “the
people”
as their
ma
perversión.
idea de que
el pueblo
decide,
de own
que
representatives.
Welos
areresponsables
now living indethe
of this
los
ciudadanos son
su epigones
propio destino,
process.
This
social
self-representation
been
etc.,
sufre
hoylogic
una of
crisis
absoluta
de legitimidadhas
porque

“Political pharmakon.”
«Fármaco
político.» (Platón,
(Plato,República,
Republic
libro BCE],
[380
V, [473b])
Book 5 [473b])
“There
«No
hayare
masas
no organized
organizadas
masses
sin soportes
without
visuales
visual
means
de adhesión.»
of support.”
(Régis
(Régis
Debray,
Debray,
Vida
y muerte
Vida
y muerte
de la imagen,
de la imagen
Barcelona,
[1992], Barcelona:
Paidós
Ibérica, 1994,
Ediciones
Paidós,
p. 80)
1994, p. 80)
“ButPuesto
«[...]
Canovaque
entirely
Canova
separated
separó totalmente
his archila arquitectura
tecture
from hisdeﬁgures,
las esculturas,
with thelaresult
arquitectura
that
theactúa
architectural
por sí como
partmonumento
has in itself the
y las
eff
ectﬁof
guras
a monument,
como algowhile
puestothe
delante
ﬁguresy
que no to
appear
pertenece
be set upalinresto
frontcomo
without
impresión
regard
espacial.
to
any total
Lasspatial
esculturas
impression.
pertenecen
The ﬁmás
gures,
al público
indeed,
belong
que almore
sepulcro:
to thehan
public
salido
than
de
él. Eldo
they
único
to the
vínculo
tomb;ente
it seems
arquitectura
as thoughy
escultura
they
had just
es laclimbed
acción de
upintroducirse.
into their posiEl verdadero
tions.
The single
proceso
bondno
of está
unityconﬁ
between
gurado
como
the
architecture
algo visto, sino
and the
queﬁse
gures
presenta
lies indithe
rectamente:
suggested
actlasofﬁtheir
gurasentering
son seresthe
humanos
tomb.
de piedra.
What
is here
Este
constructed
realismo seisha
notextendido
a picture
cada vez
seen,
butmás
a drama
en losacted
monumentos
out: —themoderﬁgures
nos.real
are
Recuerdo
men and
todas
women
esas turned
estatuas,
toante
stone.
las
cuales
One
ﬁnds
algunos
suchpersonajes
realism as this
de piedra
spreado de
bronce, deinunmodern
broadcast
modo totalmente
monuments.
gratuito,
One se
ponen
has
buten
to cuclillas
recall theennumerous
los escalones,
statue
tal vez
escriben el nombre
monuments
at the bases
en elof
monumento
which crouch
o le
cuelgan
ﬁ
gures inguirnaldas,
stone or bronze,
etc. Estos
perchance
ingredientes
to
establecen
inscribe
a name,
un paso
or hacia
deposit
el aespectador
laurel wreath.
y
la realidad,
These
ﬁgures
y laare
frontera
a directestransition
completamente
to the
arbitraria.and
observer
Igualmente
reality. There
se podrían
is no deﬁ
colocar
nite
algunos
line
drawn
espectadores
between the
demonument
piedra anteand
el mothe
numento.
public;
—as
La well
novedad
bringde
a few
talesstone
creaciones
speces sóloon
tators
una
thetosquedad
scene! What
artística
is new
propia
in such
dela
género de as
departure
lasthis
ﬁguras
can de
well
cera
be yranked
los panorain the
mas.» category
same
(Adolf von
with
Hildebrand,
such artistic
El problema
crudities
de la
as
wax
forma
ﬁgures
en laand
obrapanoramas.”
de arte [1893],(Adolf
Madrid,
von
Visor, 1988, p.The
Hildebrand,
87)Problem of Form in Painting
and Sculpture [1893], New York et al.: G.E.
«La idea durkheimiana
Stechert
& Co., 1907, p.de
113)que lo sagrado
representa el culto a la vida colectiva es
probableisque
“There
probably
contenga
somealgún
truthelemento
to the
de verdad.» (Marvin
Durkheimian
idea that
Harris,
ritualAntropología
action is the
cultural,
cult
to collective
Madrid, Alianza,
life.” (Marvin
1990, p.
Harris
17) and
Orna Johnson, Cultural Anthropology, Bos«La escucharemos,
ton:
Allyn and Bacon,
por2000,
tanto,p.convencidos
17)
de que tal poesía no debe ser tomada en
serio,
“At
allpor
events
no ser
weella
are misma
well aware
cosa that
seriapoetni
atenida
ry
beingasuch
la verdad;
as we antes
have described
bien, el que
is not
la
escuche
to
be regarded
ha de guardarse
seriously as
temiendo
attainingpor
to su
the
propiaand
truth;
república
he whointerior
listens to
y observar
her, fearing
lo que
for
queda
the
safety
dicho
of the
acerca
cityde
which
la poesía.»
is within
(Platón,
him,
República,
should
be libro
on hisVIII
guard
[680a])
against her seductions and make our words his law.” (Plato,
Republic, Book 10 [607a])
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“En esta sección
tributarias de su cuota íntegra, de acuerdo
acuerdo a los porcentajes que desee sean desƟ
desƟnados a las diferentes enƟ
enƟdades
ucionales y servicios. Los datos incluidos en su declaración respecto a los diferentes porcentajes de las agencias desƟ
desƟnatarias (A), las modalidades de gasto (B), y los
insƟƚucionales
insƟƚ
ámbitos de actuación (C), una vez arƟ
arƟculados entre sí, determinarán las organizaciones ministeriales,
ministeriales, la escala y la dedicación de las insƟƚ
insƟƚuciones
uciones del Estado, así como las
acciones gubernamentales en su poůşƟ
poůşƟcas
cas de gasto. Las asignaciones porcentuales
porcentuales de cada contribuyente se aplicarán sobre
sobre la cuota íntegra media por ciudadano.”

“Cualquier modiĮ
modiĮcación que quiera efectuar en la declaración debe realizarla a través del programa, volviendo a imprimir la declaración. Tenga en cuenta que los datos
incluidos en el programa prevalecen sobre las modiĮ
modiĮcaciones efectuadas manualmente en la declaración”.
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hyperrealized to the point of extreme distortion. The
idea that the people decide, that the fate of citizens is in
their own hands, etc., is now suffering an absolute crisis of legitimacy, because we know that public opinion
is subject to the pressure of powerful opinion-shaping
mechanisms. Just as the means of production determine
the product in industrial and material terms, the owners
and managers of the means of opinion production have
the power of inducement in societies based on citizen
participation; they are the legitimized de facto power.
The propaganda systems produced by this “asymmetry
of inﬂuence” have become so sophisticated and powerful that it is now unimaginable, naïve, or cynical to think
that a citizen is free in his or her choices. The paradoxes
of democracy begin in the gulf that separates the public
sphere and publicity. They are the paradoxes inherent to
the process that begins with the move from imposition
to exposition and ends with the so-called overcoming
of art—a kind of “ubiquitous installation” that entails
a regression to the logic of imposition. Because art has
not fulﬁlled the modern dream of merging life and art.
Instead, without losing any of its status, privileges, and
institutions, it has become part of a staging of indiscernibility that entails a plundering of the symbolic capital
of art in the name of it overcoming itself. The indiscernibility between art and reality is no protection against
the ﬁctions of representation. Instead, it involves us in a
new ﬁctional game in which—like in Plato’s Republic—

Abraham Bosse, frontispiece of Thomas Hobbes’s
Leviathan or The Matter, Forme and Power of a
Common Wealth Ecclesiasticall and Civil

Howard T. Odum, Environment, Power, and Society,
1970. Diagram of a power network for a satellite
system. Loop control improves by adding the
representative flow (dotted line), which is partially
controlled by the boss

Campaign for the Eradication of Extreme Wealth, 2005
Printed poster, 100 x 70 cm
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of pedestals stems from this awareness. As does the use
of exhibition and contextualization mechanisms, not as
conventional elements but as crucial devices for thinking about convention, particularly modern convention.
JF: Your way of working with frames and pedestals
seems to suggest a poetics of fragmentation. The frame
breaks and what we see is the remains of its destruction;
the pedestal multiplies and becomes many more pedestals; the spatial unity of a work is created out of numerous pedestals; a mirrored pedestal absorbs and projects
space, reﬂecting the piece that rests on it but also the
vertical space reﬂected above it… Does this poetics of
fragmentation challenge the monumental tradition of
the frame and the pedestal? Frames and pedestals are
often added to artworks based on the speciﬁc space and
the particular moment of display, with an identity that
is presented and thus represented. Even now, frames
are the expression of the individuality of the collector
who displays his right to own the work, which often
runs contrary to the formal and conceptual nature of
that same work… And just as frames are exogenous to
the works, so are pedestals, particularly when their function is to monumentalize the work. The classic republican portraits were busts, often resting on columns. In
this exhibition you present a series of Republican Portraits
(enlargements of the “heads” of tools such as screwdrivers) that you arrange in the actual architecture of
the museum building... This fragmentation and dispersal
of frames, this proliferation of pedestals, or the failure
to include them in situations where they would be expected: Are these strategies that you use to question this
tradition of monumentality or to discuss the conventions
of an exhibition?
JLM: Like many of my contemporaries, I cannot avoid
having a certain systemic sensibility; it has become very
difficult to think about a particular thing without being aware that whatever we think that thing is, it forms
part of a system of relations that shape it and are at the
same time modiﬁed by what it is being. This systemic
sensibility simultaneously regards individual things and
their contexts. Basically, the functions of demarcation
and contextualization—devices of discontinuity—have
to do with exclusion and inclusion, with separating an
element, identifying a part, reincorporating an element
within a system… Earlier you said that from the Baroque
period onward a standardized frame uniﬁed a collection, just as a belief uniﬁed an entire society. Republican

CVA, Bipedestal, 1984 (detail)

“The mean between two or more things,
their juncture, union, transit, passage,
crossing, interval, distance, bond and contact—all these are mysterious, for they are
rooted in the continuum, in the inﬁnite.
The interval that runs between one idea and
another, one thing and another, is inﬁnite,
and can only be surpassed by the creative
act.… The continuum and the interval are
mysterious, because they are inﬁnite.”
(Vincenzo Gioberti, Della Protologia, vol. 1,
Naples: Marghieri, 1864, p. 160; quoted in
Zellini, A Brief History of Inﬁnity, p. 53)
“We no longer believe in the myth of the
existence of fragments that, like pieces of
an antique statue, are merely waiting for the
last one to be turned up so that they may all
be glued back together to create a unity that
is precisely the same as the original unity.
We no longer believe in a primordial totality
that once existed, or in a ﬁnal totality that
awaits us at some future date. We no longer
believe in the dull gray outlines of a dreary,
colorless dialectic of evolution, aimed at
forming a harmonious whole out of heterogeneous bits by rounding off their rough
edges.” (Gilles Deleuze and Félix Guattari,
Anti-Oedipus: Capitalism and Schizophrenia
[1972], New York: Viking, 1977, pp. 42)
“On one side, the desire to cut free of
communal bonds in the name of individual
liberty; on the other side, the desire to ﬁnd a
place in which people care about each other.” (Richard Sennett, Flesh and Stone, p. 159)

CVA
Bipedestal, 1985
Mixed technique, 340 x 55 x 55 cm
Artists’ collection
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logic actually always coincides with an interest in devices of discontinuity; this makes sense, because the
internal need for social negotiation or for popular legitimation has to do with the question of the gulf between
subject and citizen, between the excluded and the included, between components and opponents, between
the whole and the part. Citizens are subjects deterritorialized from their own existential integrity and reterritorialized in the context of the res publica.
Frames and pedestals are essentially part of the logic of republican monumentality. They become ﬂeshier,
more exuberant, and boundless as the small print of the
law becomes more extravagant and labyrinthine. Almost
as soon as public museums were born, so was the need to
unify collections, so that the appearance of the boundary, the use of a speciﬁc frame design, standardized the
diversity of the works, which often came from disparate
sources. At the same time, unified frames confirmed
collections overall as a hospitable, diverse context in
that they could accommodate all of that heterogeneity.
In the classic republican tradition, pedestals were also
architectural elements whose homogeneity made them
capable of containing all possible diversity. Because
“collectionism” actually emerged as a consequence of
colonialism: the heterogeneous accumulation of treasures acquired in territorial conquests found continuity
in collections. The reason that, historically, collections
predate art is that collections brought together decontextualized objects, “readymades” from military, imperial, religious, political, and commercial campaigns. The
collection existed before the birth of art. Art evokes or
reﬁnes this tradition of accumulation, having emerged

“It takes a lot of training for people to
learn that others have an equal right to
think themselves superior.” (Paul Bohannan, We, the Alien: An Introduction to Cultural
Anthropology, Prospect Heights, Ill.: Waveland Press, 1992, p. 171)
“You and I, Adeimantus, at this moment
are not poets, but founders of a State: now
the founders of a State ought to know the
general forms in which poets should cast
their tales, and the limits which must be
observed by them, but to make the tales is
not their business.” (Plato, Republic, Book 2
[378e–379a])

Juan Luis Moraza, Dispositivos de (dis)
continuidad. Transfiguraciones y formaciones de
marcos y pedestales en el arte contemporáneo
(Devices of (Dis)Continuity: Transfigurations and
Formations of Frames and Pedestals),
1994. UPV/EHU.
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as such with the production of the ﬁrst objects predestined to form part of a collection. The role of devices
of discontinuity is precisely to resolve the paradox between the continuity of a context, the discontinuity of
an extraction, and the new continuity of a new context.
This is not just about the pre-artistic logic of the readymade but also about something that runs through the
entire history of art, from before its birth and up to what
Arthur Danto and others have called the era “after the
end of art”...
These paradoxes are important because of the essential nature of the conﬂict between an element and
a context. In existential terms, there is nothing natural
about belonging to a culture. The res publica is the result of a cultural contract that is never complete. As
Sigmund Freud demonstrated, culture is a sort of contract whereby we surrender part of our freedom in
exchange for the security of cohabitation and comprehension. But this contract always leaves out the parts
of the individual that are insoluble in culture, that are
probably too wild and too strange, and that are the stuff
of dreams, of ghosts, and of the arts… Cultural malaise
consists of this contextual imbalance of the subject who
is decontextualized from their private experience and

“What appears as ‘disorder’ within a
society is, in reality, something internal
to its institution, meaningful and negatively
valued…” (Cornelius Castoriadis, World in
Fragments, p. 16)
“Every time the jurisdiction of the State
was broadened, the scope of freedom
narrowed. The State was despotic and
against individual freedom, but it was weak
and its jurisdiction was very narrow. The
liberal State, on the other hand, weighed
very lightly on European individuals, but
it controlled almost all aspects of life.”
(Aldala Al-Larawi, quoted in Santiago
Alba Rico, Las reglas del caos, Barcelona:
Anagrama, 1995, pp. 234–35)
“It must be known moreover that the
whole which the political group or the
family constitutes has only a unity of order, for it is not something absolutely one.
A part of this whole, therefore, can have
an operation that is not the operation of
the whole, as a soldier in an army has an
activity that does not belong to the whole
army. However, this whole does have an
operation that is not proper to its parts but
to the whole—for example, an assault of
the entire army. Likewise the movement of
a boat is a combined operation of the crew
rowing the boat. There is also a kind of
whole that has not only a unity of order but
of composition, or of conjunction, or even
of continuity, and according to this unity a
thing is one absolutely; and therefore there
is no operation of the part that does not
belong to the whole. For in things all of one
piece the motion of the whole and of the
part is the same. Similarly in composites
and in conjoined things, the operation of
a part is principally that of the whole. For
this reason it is necessary that such a consideration of both the whole and its parts
should belong to the same science. It does
not, however, pertain to the same science
to consider the whole, which has solely the
unity of order, and the parts of this whole.”
(Thomas Aquinas, Commentary on Aristotle’s
Nicomachean Ethics, book 1, lecture 1, ¶ 5)

Juan Luis Moraza, Dispositivos de (dis) continuidad.
Transfiguraciones y formaciones de marcos y
pedestales en el arte contemporáneo (Devices of
(Dis)Continuity: Transfigurations and Formations of
Frames and Pedestals), 1994. UPV/EHU
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recontextualized in social meanings. We could say that
this interest in limits and devices of discontinuity plays
a dual role in my work: it is a way of thinking about art
for life, and about life for art; about the subject within
society, and society internalized within the subject.
The Republican Portraits deal with this paradox of the
gap between subject and citizen. They intentionally
adopt the imagery, the materiality, and even the architectural contextualization of the portrait genre, but the
singularity of the subject is absorbed into the generic
nature of the tools.
JF: Some works dating from the second half of the
twentieth century challenge the museum, creating a museum within the museum as a critique of the institution
and of its systems of presentation. Marcel Broodthaers
is one of the main examples; Michael Asher too... But
your approach to the question of the museum is very
different. Because you connect the exhibition and museological device to aspects such as the body, discourses,
alterity... that depart from what is generally referred to
as institutional critique... Do you feel like an exponent
of institutional critique, or is your work more like a story that makes itself known but continues along its own
path?
JLM: Perhaps what disappoints me about “institutional
critique” in art is the fact that it seems to have merely
changed something that I consider to be essential and
substantial to art into a thematic motif. I mean, as long
as we accept the art system as context and interlocution, we are inevitably negotiating with a highly complex structure of symbolic constructions that include
interacting with the social institution itself, and not just
speciﬁc institutions such as the museum, for example.
But I cannot conceive of the institution as something
that is external to the subject who criticizes it. It would
be very difficult to establish a critique of language other than through language itself. So if you pretend to be
outside your own culture so that you can criticize it,
you are evading your connivance or involvement with
the thing you are criticizing. This evasion is the blind
spot of all ideologies, because it is precisely that thing
that we do not see, and that we do not see that we do
not see. I think that one of the tasks of art is to make us
conscious of things that are operating at a preconscious
level. I don’t have any problems with authority, in the
sense that I feel legitimized as an institution because I
am part of the institution just like any other citizen. I am

Paul Richer, cast of Descartes’ skull mask, 1912.
École Nationale Supérieure des Beaux-Arts, Paris

“Do not prevent his statue from tottering.”
(Jacques Lacan, Écrits: The Function and Field
of Speech and Language in Psychoanalysis [1953],
London: W.W. Norton, 2006, p. 207)
“Now it is possible to say ‘no’ to all institutions, they can be deemed to be ill-conceived
or misguided. It is through this dynamic that
institutions change, and quickly.” (Agnes
Heller, “A Theory of Need Revisited,” Thesis
Eleven, no. 35, 1993, pp. 21–22)
“Scoundrels would be more dangerous, or
rather, a new kind of dangerous scoundrel
would appear, if people were to start to
study the law in order to steal, as they now
study it in order to protect honest folk.
Scoundrels would unquestionably contribute to improving laws if they studied
how to get around them while remaining
safe and sound.” (Georg Christoph Lichtenberg [1742–1799], Aphorisms, London:
Penguin Books, 1990)
“As modernism gets older, context becomes content. In a peculiar reversal, the
object introduced into the gallery ‘frames’
the gallery and its laws.” (Brian O’Doherty,
Inside the White Cube: The Ideology of the
Gallery Space, Santa Monica, Calif.: Lapis
Press, 1986, p. 15)

Bodyteaser, 1994
Mixed technique, variable dimensions
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investigative tool too, because it was above all a means
of exploring the liberation of an incontestable tradition.
There was critique in it, but also celebration. I think coexistence is inconceivable without conventions, just as
communication does not exist without common codes.
It is difficult to imagine a republic of psychopaths, or a
republic of psychotics in which citizens do not share any
conventions or common interests. Beyond “one subject,
one vote,” imagine “one subject, one language,” “one
subject, one system of representation”... This republic
would be a genuinely strange place, and we can probably
assume that it would be the freest place in the world. But
it would be an infernal republic without conversation,
without comprehension, without social ties, a place in
which nothing could be shared. It would not even be like
the place mentioned in Gulliver’s Travels, the academy
for improving and purifying languages that gradually
dispensed with everything nonessential—articles, adverbs, and so on—eventually reaching a system of communication understood through the exchange of objects.
In our republic without conventions, however, there
would be no possible system of equivalences, in which
a cow is equivalent to three lambs, for example. In other words, there would be no system of correspondences.
Without a relatively stable established system, social life
is not possible. If institutional critique seeks to overhaul
institutions so that they accommodate our peculiarities,
it cannot go as far as to place these peculiarities above
the possibility of social ties. A republic of psychotics is
also a republic of monarchs: “one person, one king.”
That is a reasonably good evocation of the contemporary
republics of jouissances à la carte in advanced capitalism.
It is not thus a question of choosing one predetermined
“form of government” or another, but of recognizing
that the condition of citizen, whether king or beggar, requires a set of commitments. Without the interiorization
of these commitments, if each citizen is a Louis XIV, any
system of government is more or les covertly an insufferable panmonarchy, a depublic.
JF: There is a contradiction in your republic regarding
the artistic paradigm associated with the republic, which
would ordinarily be a classical or a neoclassical paradigm. Its artistic representations are closer to the classicist, monumentalizing model of republican ideals, while
baroque languages are characteristic of the enemies of
the republic, of a type of art produced under the rule
of the aristocracy or of the church. In your work, the

Fortuné Louis Méaulle, Destruction of the
Vendôme Column, Paris, 16 May 1871, 1874

“The passage to Empire emerges from the
twilight of modern sovereignty. In contrast
to imperialism, Empire establishes no
territorial center of power and does not
rely on ﬁxed boundaries and barriers. It is
a decentered and deterritorializing apparatus
of rule that progressively incorporates the
entire global realm within its open, expanding frontiers. Empire manages hybrid
identities, ﬂexible hierarchies, and plural
exchanges through modulating networks
of command. The distinct national colors
of the imperialist map of the world have
merged and blended in the imperial global
rainbow.” (Michael Hardt and Antonio
Negri, Empire, Cambridge, Mass.: Harvard
University Press, 2000. pp. xii–xiii)
“Human history is creation. This means
that the institution of society is always
self-institution, but a self-institution that
does not know itself as such and does not
want to know itself as such. To say that
history is creation signiﬁes that one can
neither explain nor deduce this or that
form of society on the basis of real factors
or logical considerations.” (Cornelius Castoriadis, The Rising Tide of Insigniﬁcancy (The
Big Sleep) [1994], New York: Not Bored!,
2003, p. 150)

CVA
Switch (Stratigraphy Pedestal), 1984
Insulating materials, 90 x 90 x 20 cm
Artists’ collection
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«Los conspiradores, incluso los más sanguinarios, jamás han dicho: ¡cometamos un crimen! Siempre han declarado: venguemos a
la patria de los crímenes del tirano [...] todos
rinden homenaje, a pesar suyo, a la misma
virtud que pretenden pisotear.» (Voltaire,
«El ﬁlósofo ignorante», en Opúsculos satíricos y
filosóficos, Madrid, Alfaguara, 1978)
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into the propagandistic and inductive capacities of the
dramatization of human ﬂeshiness and imagination—
demon, world, and ﬂesh / sex, drugs, and rock ’n’ roll.
This is the aesthetics of ﬁgurative contamination that
runs through the Baroque and Romanticism and leads us
to postmodernity… Nonetheless, Protestant and Catholic ethics-aesthetics are used simultaneously by republican logic, and the two are, moreover, complementary.
In other words, what Protestant ethics and aesthetics
hide in the name of puriﬁcation continues to exist, and
emerges in neoclassical interstices. And what Catholic
Counter-Reformation ethics and aesthetics most profusely reveal and exploit is precisely the aspects that
are supposedly to be puriﬁed. These two lines of development—which dominate all the aesthetics of the last
three hundred years at the very least, although we could
go back further still—are entirely complementary. The
elements to be abolished are those that are exploited. We
see it clearly in the example of the capital of a Romanesque column. The entire building is very pure in terms
of its structural transparency and hygiene, with clean
proportions and no decorative details… except in the
preserve of the capitals of the columns, which contain
everything that the building is denying—everything
that is too human: abominations, monstrosities, and
obscenities. On that tiny part of the capital, just where
the column meets the roof, everything that is appealing to the individual is conﬁned to that small border.
The Romanesque capital would be Catholic, and the
pre-Romanesque building would be Protestant. On one
hand, the capital functions as a kind of attractor that
acknowledges, explores, and dramatizes all the things
that the people care about… but entering the temple
requires citizens to relinquish all of that. Meanwhile,
the modern, Protestant ethic of the pre-Romanesque
building dramatizes the puriﬁcation that renunciation
represents. These two logics function simultaneously.
In fact, revolution would only have been possible in
an already weakened empire in which profusely ornamental aesthetic strategies are the signs of the need for
legitimation that could be seen in the proliferation of
ordinary, everyday signiﬁers. Naturally, revolutionary
ethics and aesthetics adopted a neoclassical model as a
form of total opposition to the ornamental exuberance
of Rococo, which is linked to the European aristocracy
and bourgeoisie: everyday life and embellishment were
replaced by the heroic and the structural; the ﬁgurative

Lust and Music, Romanesque capital
in the Vézelay Abbey, 12th century

Rudolf Schwarzkogler, Hochzeit (1. Action), 1965

“But a state is composite, like any other
whole made up of many parts; these are
the citizens, who compose it. It is evident,
therefore, that we must begin by asking,
Who is the citizen, and what is the meaning of the term?… He who has the power
to take part in the deliberative or judicial
administration of any state is said by us
to be a citizens of that state.” (Aristotle,
Politics [350 BCE], Book 3, Part 1)
“Would it not be easier / In that case for
the government / To dissolve the people /
And elect another?” (Bertolt Brecht, “The
Solution” [1953], in Die Welt, 1959)
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The Directory or the Fight for Appearances
The new bourgeoisie mocks those who did not
learn anything and disguises themselves
in the fashion of the aristocracy.
Bibliothèque nationale de France, Paris

was replaced by the abstract. And function replaced experience.
Ethics and aesthetics mutually reinforce each other
in a game in which style and ideology are autonomous.
And Neoclassicism and Romanticism are not so far apart
either: they are often coetaneous, as are the logic of liberalism and that of the romantic genius. To put it very
brieﬂy, we could say that the “let us get on with it” liberal ethic is in line with the ethics of Romanticism. The
ineffable genius of Romanticism—a demiurge to whom
any system is an obstacle to the truth—is comparable
to the liberal entrepreneur, for whom any legal limit is
an obstacle to the creation of wealth… What these two
ﬁgures have in common is precisely this irresponsibility in regard to society. In the nineteenth century, style
broke free from a speciﬁc historical period, when the intellectual world recognized that any style could be used
in any age—thus brusquely opening up a Pandora’s box
of “neos”; in the twentieth century, the independence
of style and ideology was eventually recognized under
the apparent separation between ethics and aesthetics.
JF: You talk about the nineteenth century and describe appropriations from the medieval in “neo” styles
as pre-postmodern situations...
JLM: One of the consequences of the academization of
modernism is that anything that is not modernism is considered a precursor to postmodernity. I think that in the
nineteenth century there was such a strong awareness of
the radical transformation of the world that people clung
to certain signiﬁers from the past so as to have a certain
sense of continuity and sanity. The stylistic craze of the
“neos” and of nineteenth-century revivals is not new
either. No matter what period you visit, you will ﬁnd
unceremoniously appropriated remnants of the past.
The appropriation of Gothic remains in Romanticism,

“Something would develop in the 19th
century that would place the madman, the
artist, the rebel, the child and the savage
all on the same plane, all impervious to the
civilized order, all making signs toward an
origin that has been lost under the clusters
of conventions and the constraints of the
system.” (Pascal Bruckner, The Temptation
of Innocence: Living in the Age of Entitlement,
New York: Algora Publishing, 2007, p. 91)
“Art is on trial. No matter where you look,
no matter what excuse you give, all you
hear are citations, facts, sentences, exhibitions are trials, the texts are a defense,
the reproductions are exhibits, proof. Are
the works crimes? Or what crimes are the
works supposed to exorcise?” (Luciano
Fabro, “Teoria,” in Arte torna Arte. Lezioni e
conferenze, 1981–1997, Turin: Einaudi, 1999)
“Government and state should not be confused: absence of the state does not imply
absence of government.” (Paul Bohannan,
We, the Alien, p. 153)
“Gradually the role of Providence was
transferred to ‘natural laws’ whereby God
was thought to operate.… Thus it is that
‘evolution’ and ‘stages of advancement’
have come to hold for modern man very
much the same signiﬁcance that ‘grace’
had for his ancestors.” (Ernest Lee
Tuveson, Millennium and Utopia, Berkeley:
University of California Press, 1949, p. xi)

Sobornamento(Closet
Subornament
(arte de
Art),
armario),
1994 1994
Serigrafía
Serigraphysobre
on table
mantelería
linen forpara
six dinner
seis comensales,
guests,
dimensiones
variable dimensions
variables

66

RomanesqueCada
posmoderno.
and African
identidad
remains
culturalin—en
Cubism,
el espacio
Classical
y en
remains
in the
Baroque
andrelaciones
Renaissance,
Neolithic
reel tiempo—
se nutre
de sus
con otras
culturas,
mains
inlaEgyptian
art, Etruscan
remains in
tanto en
representación
del otro and
comoGreek
en la representaRoman
Oriental
African remains in the art of
ción de síart,
misma,
en suand
autorrepresentación.
classical
Greece... We
reduce thecultural
categories
to que
the
Esta hibridación
eseither
una constante
en la
point
where
are impossible
or expand
them
siempre
estáncomparisons
presentes factores
inclusivos
de reconocito
the point
ofse
admitting
that
art is
in itself postmodern.
miento
—que
entienden
como
componentes
de un orEvery
culturaly identity,
in both space
and time, draws
den propio—
factores exclusivos
de no-reconocimiento
on
its connections
to other una
cultures
—oponentes
que encarnan
ciertawhen
idea representing
del desorden
both
other
itself,
in self-representation.
ajeno.the
Y por
esoand
la puriﬁ
cación
revolucionaria reformista y
This hybridization
is a constant in culture,
which alla contaminación
católico-contrarreformista
romántica
no
ways
inclusive
factors
están incorporates
tan distantes como
creemos
deoflasrecognition—indiscusiones conterpreted
as elements
fromcrítico
one’syown
order—and
exclutemporáneas
sobre el arte
el arte
académico.
sive
of nonrecognition—opponents
JF:factors
Empiezas
a trabajar en una década enthat
queembody
la posa certain ideaplantea
of alienen
disorder.
And this
why reformist
modernidad
su discusión
la is
coexistencia
de
revolutionary
cleansing
and romantic
Catholic
Countertiempos
y estilos
para relacionarse
de otra
manera
con la
Reformist
contamination
are closer
thanen
they
seem de
to
historia.
¿Crees
que eso ha sido
importante
tu forma
today’s discussions
critical
art and
academic
art.
trabajar
la cuestión around
del estilo?
Tu obra
plantea
la posiblidadJF:deYou
manifestar
started working
un estilo.inYaese
decade
estilowhen
no sepostmodern
construye a
discussion
raised thesino
possibility
theincoherencias
coexistence of
base
de coherencias
más bienofde
quedifte
ferent periods
and styles
as ancomo
alternative
way of
relating
interesa
desarrollar
y ampliar
posibilidad
expresiva.
to history.
think
thisautor
affected
of workEl
estilo noDo
te you
reenvía
a un
sino your
a unaway
polifonía
de
ing on the matter
of style?
Your
work contemplates
the
manifestaciones
autorales
que
se encuentran
en tu trabajo.
possibility
of manifesting
a style,
one
thatenis lanot
founded
Quizás
el estilo
se maniﬁesta
sobre
todo
manera
en
on consistencies
but on inconsistencies
thatreﬂ
youexivo
develop
que
trabajas el lenguaje
y cómo el lenguaje
y el
and expand
as an
lenguaje
poético
se expressive
yuxtaponenpossibility.
y se espejanStyle
en tudoes
obra.not
point
to Desde
a speciﬁluego
c author
butciltopensar
a polyphony
of aconteciauthorial
JLM:
es difí
que los
manifestations
that en
canlabe
found in your
work.
Perhaps
mientos
no inﬂuyen
construcción
de tu
sensibilidad.
style isen
chieﬂ
expressed
theinicios
way you
work with
lanNacer
1960y supuso
vivirinmis
artísticos
en plena
guage, and indethe
way
reﬂexivepuesta
language
and poetic
lanemergencia
una
profunda
en crisis
del moviguage are
juxtaposed
and reﬂ
ected
in una
yourinﬂ
work.
miento
moderno,
y desde
luego
tuvo
uencia muy
JLM: Of course
it is hard
imagine that
don’ty
importante.
Soy parte
de lato
sensibilidad
de events
una época
play a part
shaping
yourlasensibility.
Being bornEnin
entiendo
porin
qué
se produce
discusión posmoderna.
1960 means
thatdiscusión
I took my
ﬁrst steps
an artist
right
tiendo
que cada
estilística
es unasensayo
de transin the midst
of aNo
profound
questioning
of the
modern
formación
vital.
se trata de
una historia
pendular
de
movement, and
was certainly
a strong
uence. I
alternancias
—dethis
clásicos
a barrocos,
de fríosinﬂ
a calientes
part of the
an age,
and I understand
yam
viceversa.
Cadasensibility
apuesta deofestilo
es siempre
una vacuna
why thelapostmodern
discussion
came
about.
I think
that
contra
simpliﬁcación.
Su especiﬁ
cidad
tiende
a adverevery
stylistic
discussion
is
a
rehearsal
for
fundamental
tir de qué nos estábamos olvidando. Si cada disciplina se
change.
It aquello
is not an
that que
alternates
deﬁ
ne por
de oscillating
que no tratahistory
—digamos
la físifrom
to baroque,
from cold
to estilo
hot, and
vice
ca
no classical
trata aspectos
emocionales—,
cada
se deﬁ
ne
versa. Every
stylistic
gambitrelativa
is a vaccine
against simplitambién
por la
importancia
que concede
a cada
ﬁcation.
speciﬁcity artística
tends to propia
point out
what
we were
factor.
LaIts
racionalidad
de la
modernidad
forgetting.
as each
discipline
deﬁnedpor
bylawhat
it
conllevó
unaJust
especie
de «división
delistrabajo»
que el
does not deal with—we
could
that physics
does not
impresionismo
se especializa
en say
la superﬁ
cie fenoménica,
deal
with emotional
aspects, forenexample—each
style
el
expresionismo
o el surrealismo
los abismos psíquicos,
is similarly
deﬁneden
bylathe
relative importance
it places
el
constructivismo
materialidad
de la estructura,
la

“No illusions,laissez-passer
«Laissez-faire,
no representations,
(1685).» no asso(Jean-Baptiste
ciations,
no distortions,
Colbert ano
Jean-Claude
paint-caricaturMarienoVincent
ings,
cream pictures
de Gournay)
or drippings, …
no clowning, no acrobatics … no personal«Laissez vibrer.» (Claude
ity-picturesqueness,
no romantic
Debussy) bait … no
mannerisms or techniques, no communica«Menos
tion
or information
es más.» (Mies
… no
van
irresponsibility,
der Rohe)
no innocence, no irrationalism, no low
«Menos
level
of consciousness
es aburrido.» (Robert
… no nonsense,
Venturi, no
Aprendiendo de Las
involvements.”
(AdVegas,
Reinhardt,
Barcelona,
“Abstract
Gustavo
Art
Refuses”
Gili,[1952],
1998) in Art-as-Art: The
Selected Writings of Ad Reinhardt, Berkeley:
University of California Press, 1975, p. 50)
“Laissez-faire, laissez-passer.” (Jean-Baptiste Colbert to Jacques Claude Marie
Vincent de Gournay, 1685)
“Laissez vibrer.” (Claude Debussy)
“Less is more.” (Mies van der Rohe)
“Less is a bore.” (Robert Venturi with
Denise Scott Brown and Steven Izenour,
Learning from Las Vegas: The Forgotten Symbolism of Architectural Form, Cambridge,
Mass.: MIT Press, 1977)

Psycheuretics, 2000
Psiqheurética,
2000
Impresión
Digital
printing
digitalonsobre
cardboard.
cartón.64
64cards.
naipes
Composición
Composition with
con un
a set
grupo
of cards
de cartas
belonging
pertenecientes
to the complete
a la baraja
deckcompleta

68

on different factors. The artistic rationality of modernism led to a kind of “division of labor” by which
Impressionism specialized in the phenomenal surface, Expressionism and Surrealism in psychic abysses,
Constructivism in the physicality of the structure, abstract art in the essentiality of form, conceptualism in
contexts of signiﬁcation, contextual art in systems of
reception, and so on... so that the emphasis on certain
aspects entailed a half-hearted approach to others: the
more “specialized” a style became in focusing on certain values (and the more rigorous in regard to them),
the more its demands on all other factors weakened. My
generation’s experience with the postmodern style or
the postmodern discussion was something of a warning
against these omissions. A realization that some things
had been abandoned too quickly. We realized that when
you look up close, with a very high resolution, the purity
of deﬁnitions does not hold. Even the purest being from
the most spotless and experimental modernity was full
of paradoxes, shadows, and impurities that blurred the
edges of the sensibility of our time, making it “fuzzy” in
the sense of Bart Kosko’s “fuzzy logic” (“What we call
white is simply gray with very little black in it.”) This realization that fuzziness is a condition of precision made
me understand the need for complexity. It was no longer
about defending eclecticism in the traditional sense of
the word but about recognizing fuzziness, precision.
On the other hand, you tend to be more eclectic when
you are younger, and this leads us directly to the question of style. I can only understand style as a process of
singularity in the way of doing things. If you decide to
become an impressionist or a minimalist, you are enlisting in something that has already been created. Following a style is the opposite of creating a style. The
generation of a new style probably always begins with
an attempt at imitation. As Bernardino Rivadavia said,
“One tries to copy, and what goes wrong is creation,”
which also happens at the biological and generational
levels. Genetic change occurs in the singularities of genetic expression. As Freud also understood, repetition
is impossible: the second time you do something, it is
the ﬁrst time you are doing it a second time, and this
gives the action new attributes that didn’t exist before,
including memory and experience. The impossibility of
repetition gives rise to a singularity that means styles inevitably change. Even the academic dream of the repetition of certain supposedly beneﬁcial models inevitably

“If the doors of perception were cleansed
every thing would appear to man as it is,
Inﬁnite.” (William Blake, The Marriage of
Heaven and Hell, 1790–93)
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Wacław Sierpiński, Sierpiński sponge, 1916
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Juan Luis Moraza, Gymnesis, 2001.
BIDA, Valencia

produces changes, generation after generation. Every
attempt at repetition involves a new context and a new
impossibility, which ends up generating a new singularity. And the more conscious the difference is, the more
the style appears to be a vaccine against simpliﬁcation,
against the solidiﬁcation of the preceding style. I think
that becoming aware of modern simpliﬁcations was very
important for my generation.
At the same time, the impossibility of repetition turns
style into “a way without a way,” to borrow an expression

Howard T. Odum, Environment, Power, and Society,
1970. Power diagrams representing the three
stages of history marked by Toynbee: a) period
of excessive power, b) period of constant power,
and c) period of damaged power
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certainly
notdeliberada.
deliberate.Más
Rather,
turn up
vocan itdeisuna
manera
bien they
comparecen
inevitably,
all the more
nowcuando
that current
eventsdehave
de forma inevitable,
máxime
la actualidad
los
placed
the question
of thelarepublic
foreground
acontecimientos
ha puesto
cuestiónin
dethe
la república
en
of
political
discussion.
The exhibition
does
not seek no
to
primer
plano
de la discusión
política. La
exposición
be
an exorcism,
it is not a dialectic
it is
pretende
ser un exorcismo,
no es unaséance.
sesiónPerhaps
de espiritisinevitable
thatQuizá
the opening
of this exhibition
in Spain’s
mo dialéctico.
sea irremediable
que la inauguración
most
contemporary
art musede estaimportant
exposiciónstate-owned
en el museo de
arte contemporáneo
de
um—named
aftermás
Queen
Sofía—at
difficult
time for
titularidad estatal
importante
delaEstado
—llamado
the
status
of the
family and
deReina
Sofía—,
enroyal
un momento
queof
haparliamentary
sido delicado para
mocracy
the very
expectations—hopeel estatus will
de laatCasa
Real yleast
de laraise
monarquía
parlamentaria,
ful
to some,
outrageous
to others—of
a direct
political
suscite
al menos
la expectativa
—para unos
esperanzadoreference.
Particularly
at
a
time
when
the
civic
foundara, para otros indignante— de una referencia política
ditions
the ruleenofunlaw,
whichenSpaniards
denied
recta. of
Y además
momento
el que los were
fundamentos
during
much
of the
centurypara
and lawhich
the
cívicos del
Estado
de twentieth
Derecho, negados
sociedad
majority
so eager
forparte
afterdel
Franco’s
death,
being
española was
durante
buena
siglo XX
y tanare
ansiados
surreptitiously
dismantled
nancialestán
systems
andsubde
por la mayoría tras
la muerteby
de ﬁFranco,
siendo
facto
powers that
are much more
corruptﬁthat
we cany
repticiamente
desmantelados
por sistemas
nancieros
imagine,
and when
representation
is going
the
poderes fácticos
mucho
más corruptos
de lo through
que nos poprofound
crisis ofcuando
the corporate
contamination sufre
of particdemos imaginar,
la representatividad
una
ipatory
andcomo
of parliamentary
lobbies
organized
crisis tansystems
profunda
la contaminación
empresarial
de

“Politics es
«Política
is the
la actividad
lucid andlúdica
reﬂective
y reﬂactivity
exiva
que se
that
interrogates
interroga sobre
itself las
about
instituciones
society’s inde
la sociedadand
stitutions
y que,
that,eventualmente,
should the opportunity
puede
transformarlas
arise,
aims at transforming
[...] hay algothem.…
que constituye
There
la especiﬁ
is,
in contrast,
cidad,
something
la singularidad
that is yspeciﬁ
el gran
c
privilegio
and
uniquedetoOccidente:
the West and
esaits
secuencia
burdensome
social histórica
privilege:
this social-historical
que comienza en
sequence
Grecia
y quebegan
that
se renueva,
with Greece
a partirand
delthat
siglowas
XI,reen
Europa starting
sumed,
occidental,
in the
es la
eleventh
única en
century,
la que in
se ve emerger
Western
Europe,
un is
proyecto
the solede
one
libertad,
in which
de
autonomía
one
witnesses
individual
the emergence
y colectiva,
of a de
project
crítica
y de
of
freedom,
autocrítica.»
of individual
(Cornelius
andCastoriadis,
collective
El ascenso deoflacriticism
autonomy,
insignificancia,
and self-criticism.”
Madrid, Cátedra, 1996, p.Castoriadis,
(Cornelius
121)
The Rising Tide of
Insigniﬁcancy, pp. 203, 140–41)
«El hombre sólo existe en la sociedad y por
la sociedad
“Man
exists[...]
only
y la
insociedad
and through
es siempre
society—
histórica.
and
society
Laissociedad
always historical.
como tal Society
es una as
forma,
such
is ya cada
form,sociedad
and eachdada
givenessociety
una forma
is
aparticular
particular,
y singular.
even a singular,
La forma
form.
implica
Formla
organización,
entails
organization,
en otrasinpalabras,
other words,
el orden
order
(o, siifseyou
(or,
preﬁ
wish,
ere,order/disorder).”
el orden-desorden).»
(Corne(Cornelius
lius
Castoriadis,
Castoriadis,
World inLos
Fragments,
dominios p.
del5)hombre. Encrucijadas del laberinto, óp. cit., p. 66)
“By legitimating ambition and success, and
«Al legal
the
legitimar
possibility
la ambición,
for each
el éxito,
one tolaemposibilidad
brace
the career
de cada
of his
cualchoice,
para, en
also
derecho,
legitidedicarse
mated
the acovert
la carrera
war that
de sumen
elección,
wage upon
ha
legitimado
each
other,también
by turn vexatious
la guerra sorda
or happy,
que
entablan los
according
tohombres
their fortune.…
entre sí,Inora
modern
despechadosTocqueville
times,
ora dichosos,
tells
según
us, men
su suerte.
are easily
[...]
En los tiempos
agitated,
anxious:
modernos,
‘they destroyed
nos dicethe
Tocprivqueville,
ileges
of some
los hombres
and now
suelen
they estar
must acompete
menudo agitados,
with
all. Theinquietos:
boundaries
“Han
havedestruido
changed los
privilegios
form
ratherde
than
unos
place.’”
pocos (Pascal
y se encuentran
Bruckner,
con Temptation
The
la competencia
of Innocence,
de todos.
p. 33)
El límite
ha cambiado de forma más que de sitio”.
(Pascal
“But
who
Bruckner,
told youLa
that
tentación
a magical
de laGod
inocencia,
or
aóp.
magical
cit., p.Destiny
35)
has chosen the working-class as the seat of Truth! That’s pure
«¡Pero quién(Herbert
fetishism!”
le dice aMarcuse,
usted queinun
ConverDios
mágico con
saciones
o un
losmágico
radicales,
Destino
Barcelona:
ha escogido
Kairós, a
la clase
1975,
p. obrera
59) como albergue de la Verdad!
¡Es puro fetichismo!» («Herbert Marcuse»,
en VV. AA., Conversaciones
“Generalized
conformism.”
con(Cornelius
los radicales,
Murcia, CENDEAC,
Castoriadis,
Figures of the
2011,
Thinkable
p. 59) [1998],
Stanford, Calif.: Stanford University Press,
«Conformismo
2007,
p.126) generalizado.» (Cornelius
Castoriadis, Figuras de lo pensable. Encrucijadas del laberinto VI, Madrid, Cátedra, 1999,
p. 151)
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by political
los
sistemas de
enterprises
participación
as parties
y los grupos
and trade
parlamentarios
unions... I
did
not intend
awaken políticas
these ghosts,
least not
conorganizados
portoempresas
comoat
partidos
y sindisciously,
theydeare
probably
there, latently,
and the
catos... Albut
menos,
una
manera consciente,
no pretendía
current
has been
a powerful
summons.
When
despertarsituation
esos fantasmas
pero
seguramente
están ahí,
de
Iforma
suggested
this
almost three
ago I poderosacertainly
latente,
y latitle
actualidad
los ha years
emplazado
did
notSin
intend
conjure
upcasi
thetres
ghosts
the Civil
War
mente.
dudatocuando
hace
añosofpropuse
este
tíor
a Third
Republic.
Noreltofantasma
contribute
the crisis
of
tuloofno
pretendía
convocar
de latoGuerra
Civil,
parliamentary
monarchy—because
it seemsseto
me that
ni el de una Tercera
República. Ni tampoco
trataba
de
the
monarchy
no longer
wields realparlamentaria
legislative or—pues
execcontribuir
a la crisis
de la monarquía
utive
powers
but
rather monumental
powers
that legishave
entiendo
que la
monarquía
ya no detenta
funciones
to
do with
what is uniﬁ
ablesino
andmás
extra-sociable
in the inlativas
o ejecutivas
reales,
bien monumentales,
contestable.
But cable
it wasn’t
an innocent de
titleloeither.
It was
ligadas a lo uniﬁ
y extrasociable
indiscutible.
more
of an exploration
of the
notionSe
of trataba
citizenry
the
Pero tampoco
era un título
inocente.
másinbien
societies
of advanced
what it entails
in
de una indagación
en lacapitalism
noción deand
ciudadanía
en las soterms
of responsibility.
seemed to
that
a republic
ciedades
del capitalismoItavanzado
y lomeque
comporta
en
is
not a form
of government Consideraba
but a social state,
andrepúthat
términos
de responsabilidad.
que una
forms
ofesgovernment
aregobierno,
relatively
independent
from
blica no
una forma de
sino
un estado social.
social
states:
in fact,
a formal
can organize
Y que las
formas
de gobierno
sonrepublic
relativamente
indepen-a
society
and
a parliamentary
can
dientes of
demonarchs
los estados
sociales:
de hecho monarchy
una república
be
a form
thatorganizar
is compatible
with a republican
society.
formal
puede
una sociedad
de monarcas
y una
It
seemed to
me that challenging
monarquía
parlamentaria
puede serliberalism
una formaentailed
compati-a
reﬂ
democracy.
ble ection
con unaonsociedad
republicana. Entendía que la puesta
enJF:
crisis
delexhibition
liberalismo
comportaba
sobre
The
begins
with a ﬂuna
ag. Itreﬂ
is exión
hard to
see
or democracia.
read a ﬂag unless it is integrated into the context of
la
other
ags.exposición
The ﬂag isempieza
the symbol
convention
exJF: ﬂLa
conofuna
bandera. par
Nunca
cellence,
its una
colors
and graphic
design
can be
se
consiguebecause
ver o leer
bandera
si no está
integrada
en
interpreted
according
to an established
But
el
contexto de
otras banderas.
La banderaconvention.
es el signo de
la
although your
ag is reminiscent
all ofy su
this,
it opens
convención
por ﬂexcelencia
porque suofcolor
diseño
gráup
process
of signiﬁcation
which
convention
breaks
ﬁ
coason
interpretables
según in
una
convención
establecida.
down.
suspend
conventions
by opening
a digresPero tuYou
bandera,
siendo
reminiscente
de todo up
esto,
se abre
sion
within de
a zymology
rather
than
representing
the
a un proceso
signiﬁcación
donde
la convención
se fragevolution
of a zymology...
menta. Suspendes
las convenciones abriendo un paréntesis
en JLM:
una simbología
Firstly, I would
más que
say that
representando
the ﬂag is the
la evolución
monumende
tal
par excellence, and precisely because, as you
unadevice
simbología...
say,JLM:
it isDiría,
the quintessence
conventional
system of
primero, queoflaabandera
es el dispositivo
meanings
thatpor
functions
as an
internal border
that draws
monumental
excelencia
y precisamente
porque,
como
together
and
represents ade
community.
see it as an opdices, es la
quintaesencia
un sistema Iconvencional
de
portunity
to reﬂ
ectcomo
on art
itself
and oncohesiona
the relationship
signiﬁcaciones
que
límite
interior
y reprewith
in comunidad.
the contemporary
relation to the
senta art
a una
Para mí world,
supone in
la oportunidad
de
validity
of a modern
tradition.
If you take
away
una reﬂexión
con respecto
al propio
arte the
y a wind
la relación
from
ﬂag,enitlaissituación
no more contemporánea,
than an abstractenpainting.
con elaarte
relación The
con
wind
is what
the ﬂag,Siitaisuna
thebandera
ideologila vigencia
deconventionalizes
una tradición moderna.
le
cal
drive
that setsnoupessystems
of una
correspondences,
a logic
quitas
el viento,
más que
pintura abstracta.
Lo
in
colors are not
aesthetic
also ethical,
quewhich
convencionaliza
la just
bandera
es elbut
viento,
es decir,full
el
of
content,
of socialque
meanings,
of sistemas
ghosts… de
As corresponMarx said,
impulso
ideológico
establece
“a
specter
is haunting
Europe.”
in theno
phandencias,
una
lógica mediante
la The
cualcolors
los colores
son
tasmagorical
windéticos,
are laden
all kinds
of meanings;
sólo estéticos sino
estánwith
cargados
de contenidos,
de

“That
«Lo
que
which
mantiene
holdsasociety
una sociedad
together
unida
is, of
es evidentemente
course,
its institution
su institución,
… in the broadest
[...]
signiﬁ
and
most
cando
radical
normas,
sense:
valores,
norms,lenguaje,
values, lanherramientas,
guage,
tools, procedures
procedimientos
and methods
y métodos
of
de hacerwith
dealing
frente
things
a lasand
cosas
doing
y dethings
hacer and,
cosas
y, desde
of
course,
luego,
the individual
el individuo
itself.”
mismo.»
(Cornelius
(Cornelius Castoriadis,
Castoriadis,
World in
LosFragments,
dominios del
p. 6)
hombre.
Encrucijadas del laberinto, óp. cit., p. 67)
“The organization of humanity [would]
«La organización
therefore
be one with
de lathe
humanidad
supreme [puethdiera]
ical
idea.”
en consecuencia
(Hans Kelsen,identiﬁ
Das Problem
carse con
des
la suprema idea
Souveränität
und die
ética.»
Theorie
(Hans
des Völkerrechts:
Kelsen, Das
Problemzudeseiner
Beitrag
Souveranitat
Reinen Rechtslehre,
and die Theorie
1920, des
Volkerrechts:Mohr,
Tubingen:
Beitragp.zu205;
einersee
Reinen
also Principles
Rechtslchre,
Tubingen,
of
International
Mohr,
Law,
1920,
New
p. York:
205 [ed.
Rinehart,
cast. Derecho internacional
1952,
p. 586)
y Estado soberano, Valencia,
Tirant lo Blanch, 2007])
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signiﬁcaciones
they
have symbolic,
sociales,military,
de fantasmas...
economic
Comoinfluences…
diría Marx,
Theespectro
ghost parrecorre
excellence
is inLos
thatcolores
wind al
that
haunts
the
«un
Europa».
viento
fantasworld. If we
takecargados
the ghost
ﬂag, itcaciones,
is nothmagórico
están
deaway
todofrom
tipo the
de signiﬁ
ingdeudas
but an abstract
canvas
on which
color is a es
strictly
forde
simbólicas,
bélicas,
económicas...;
el fantasmalpor
experience.
Ethics
suspended,
as it isque
in childhood
ma
excelencia
el queisestá
en ese viento
recorre el
when the
has anot
yet assimilated
it, has no
notesbeen
mundo.
Si child
restamos
la bandera
ese fantasma,
más
educated
in it,abstracto
and is thus
whatun
Freud
que
un lienzo
donde
colorcalled
es unaa “perverse
experienpolymorph.”
An plástica.
existence
without
is an entirely
cia
estrictamente
Como
en laghosts
experiencia
infantil,
formal
experience.
And inpues
thateldelight
in formal
plasticiestá
suspendida
la ética,
niño no
la ha asimilado
ty things
because
experience
up to ethics
aún,
no sehappen,
ha educado
en ella,
por eso esopens
un «perverso
poand socialcomo
meanings
thatFreud.
are not
predetermined.
When
limorfo»,
lo llamara
Una
existencia sin fantasJasper
represented
the American
ﬂag,Yhe
to
mas
es Johns
una experiencia
plenamente
plástica.
ensought
ese gozo
bring
it into the suceden
formal plane,
not
remove
de
la plasticidad
cosas,but
pueshesecould
abre la
experienit from
meaning,
and its supposed
actually
cia
a éticas
y signiﬁcaciones
sociales abstraction
no predeterminadas.
intensiﬁes
its meaning.
The ﬂag,laasbandera
ﬂag, is norteamericafull of ghosts.
Cuando
Jasper
Johns representa
By trying
to situarla
presenten
a ﬂun
agplano
and atplástico,
the same
time
break
na,
pretende
pero
no puede
the connection,
by removing
wind
from theabstracﬂag, I
sustraerla
a la signiﬁcación
y másthe
bien
su supuesta
test aintensiﬁca
deconstructive
game.
ción
su signiﬁcación.
En tanto bandera, la banAsestá
for what
said earlier,
sure that
the fact that
dera
llena you
de fantasmas.
Al I’m
intentar
simultáneamente
I was born
a placey where
people
kill each other
over
ofrecer
una in
bandera
suspender
esa conexión,
al quitarle
theviento
coloraofla the
ﬂags has
contributed
devising a game
el
bandera,
ensayo
un juego to
deconstructivo.
in Respecto
which theafocus
theseguro
color to
the
wind.
Seelo queshifts
antesfrom
decías,
que
haber
nacido
ingun
bullets
seeing
thepor
sparks
andde
the
en
lugar being
donde shot,
se llega
a matar
el color
lasholes
banin the ha
walls
caused byathe
phantasmagorical
deras
contribuido
proponer
un juego enwinds,
el quewas
se
part of myla childhood,
and itelhas
even
been a recent
landdesplaza
cuestión desde
color
al viento.
Ver disparar
scape.ver
Given
my fondness
foragujeros
precision,
have
probably
balas,
los chispazos
y los
de Ilos
impactos
en
feltmuro
much
more
comfortable
withfantasmagóricos,
that entirely aesthetic
el
por
causa
de los vientos
ha sido
experience
Fernando
Pessoa
refers incluso
to whenreciente.
he says
parte
de mi that
infancia
y ha sido
un paisaje
“to ﬁght
a comma,
not over aseguramente
country.” That
Desde
la over
querencia
por but
la exactitud,
meishea
poetic experience
is not
ghosts
and ethisentido
mucho máswhich
cómodo
conwithout
esa vivencia
plenamente
cal commitments,
butPessoa
tries to
see the
fuzziness,
estética
de Fernando
cuando
dice
«pelearsethe
porneed
una
for precision
regard
to color
And propiaconsecoma,
pero noinpor
un país».
Esa esaccuracy.
una vivencia
quentlypoética
in regard
who tries
mente
queto
noethical
es que accuracy.
sea ajena aAnyone
los fantasmas
ya
to be
precise in regard
to ethical
questions
will inevitalos
compromisos
éticos sino
que intenta
precisamente
adbly also
become fuzzy,
and in some
sense—to
some
exla necesidad
de exactitud
con
respecvertir
la borrosidad,
tent—a
disbeliever
in regard
to the
ethical
correlations
to a la precisión
cromática.
Y por
tanto
con respecto
a la
of
color. And
ﬂags.
The idea
precisión
ética.consequently
Si uno intenta in
serregard
precisotocon
respecto
a las
was
to interrupt
that ethical logic
so assetovasee
the aescuestiones
éticas, necesariamente
también
a volver
bothetic
depth
that
lies
behind
it;
to
ﬁ
nally
see
that,
if
we
rroso. Y en cierto modo —en cierto grado— descreído con
are
precise,
is an aesthetics
behind
everyYethics;
respecto
a lasthere
correspondencias
éticas
del color.
por lo
and
turn ﬂagsa las
back
into beautiful
abstract
painttantothen
con respecto
banderas.
Se trataba
de suspender
ings.
Withética
the exhibition,
have
not tried estética
to position
esa lógica
para advertirI la
profundidad
que
myself
as a kind
of ghostly spectator
of all
le subyace;
para ﬁnalmente
advertir que,
si these
somosghosts
exaclinked
to the
logicética
of ﬂags—the
Spanishpara
Republic,
tos, debajo
de cada
hay una estética;
convertira
possible
Republic,
a criticism
of apinturas
monarchy
that
entonces Third
las banderas
de nuevo
en bellas
abstracis
to exposición
Francoism,noetc.—but
to gosituarme
even deeper
tas.heir
En la
he pretendido
comointo
una
the
heartdeofespectador
the question,
which is aesthetic.
In fact,
the
especie
fantasmático
con respecto
a todos

Juan Luis Moraza, Drapeau
Bandera abstracta,
abstraite, 2014,
2014,
y su its
and
negativo
negative

Drapeau abstraite, 2014
Rayon, 70 x 100 cm
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esoscial
offi
fantasmas
ﬂag of the
vinculados
Spanish state
con lawas
lógica
decided
de las
onbanderas
through
a—la
competition
which the
jury was Tercera
CharlesRepública,
III. There
Repúblicainespañola,
la eventual
were
various
and the
king ﬁdel
nally
chose one.
And
una crítica
a ladesigns
monarquía
heredera
franquismo
etc.—
asino,
small
modiﬁ
turned
thede
ﬂag
the Spanish
más
bien,cation
ir todavía
másitalinto
fondo
esaofcuestión,
que
Republic.
too, there
are signs
of a del
subtle
fuzziness
es estético.Here
De hecho,
la bandera
oﬁcial
Estado
espa(or
My
negative
of the Reñol precision).
proviene de
unintention
concursowith
cuyothis
jurado
fue Carlos
III.
publican
was toconcursaban
present a ﬂagy that
is unrecognizable,
Diferentesﬂag
diseños
ﬁnalmente
el monarca
because
people,
than
are not
accustomed
decidió uno.
Y laother
bandera
depainters,
la República
española
surgió
to
in negative
chromatic
Just
as Eskimos
de thinking
una pequeña
transformación
determs.
aquélla.
También
aquí
can
identify una
up tosutil
ﬁftyborrosidad
categories(oofexactitud).
white andLo
can
read
se vislumbra
que
he
upside
down
difficulty
they are used
pretendido
conwithout
ese negativo
de la because
bandera republicana
es
to
landscapes
without
horizons,
artistsporque,
have probably
situar
una bandera
que es
irreconocible
excepto
acquired
a certain
ability
to thinkain
aesthetic
los pintores,
no estamos
habituados
pensar
en el terms
negaas
we were
Eskimos.
Perhaps
this is que
whytienen
I ﬁnd
tivothough
cromático.
Al igual
que los
esquimales,
it
easycincuenta
to see in negative,
the same
goes habituados
for words,
hasta
categoríasand
de blanco
y que,
which
I playsinwith
in a visual
and physical
rather
a un paisaje
horizonte,
no tienen
problemas
parathan
leer
symbolic
cutting and
pastinghemos
them adquirido
above andcierbedel revés, way,
seguramente
los artistas
low
their meaning.
many
people will
probably
ﬁnd
tas habilidades
para But
pensar
en términos
estéticos
como
si
it
difficultesquimales.
to detect aQuizá
double
of aresulta
certain
ag
fuésemos
pornegative
ello no me
difíﬂcil
in
ag that Ilopresent.
To present
a color
negative
of
verthe
en ﬂ
negativo,
mismo que
me sucede
con las
palabras,
the
ﬂag
an ideologically
problematic
con Republican
las que juego
deisuna
manera plástica,
física, másoperque
ation
in itself,
but by interrupting
perception
simbólica,
cortándolas
y pegándolasthe
pordirect
encima
y por deof
the
ag its meaning
is deferred
and diff
erenbajo
deoriginal
su signiﬁﬂcación.
Sin embargo
para muchos
será
setiated
by virtue
what Icar
callen
precision.
Theque
ﬂagpropongo
is noneguramente
difícilofidentiﬁ
la bandera
theless
recognizable
a ﬂag,
even inProponer
landscapeunhues
of
un doble
negativo de as
cierta
bandera.
negasky
earth. Once
the symbolic
and ideological
is
tivo and
cromático
de la bandera
republicana
es de porwind
sí una
removed,
appears as an abstract
painting.
And
whenen
it
operación itideológicamente
problemática,
pero
al dejar
is
hoistedlainpercepción
the form ofdirecta
a ghost,
entirely
artiﬁquecial
suspenso
de alanew,
bandera
original,
wind
can bey diferenciada
added to it by
of a device
for transda diferida
sumeans
signiﬁcación
en virtud
de lo
forming
abstract
ﬂags
into ﬂags…
que entiendo
como
precisión.
Sin embargo la bandera es
reconocible
como bandera,
paisajísticos
JF: This exhibition
is notincluso
the ﬁrstenintonos
which
you bring
together
from different
worksimbólico
cycles. So
far, you
de cielo y works
tierra. Eliminado
el viento
e ideológihave
never held
exhibition
that Ycould
be considered
co, aparece
comoan
pintura
abstracta.
una vez
suspendida
retrospective
that includes
one).viento,
You seem
to
como fantasma,(and
es posible
añadirle this
un nuevo
plenahave
to retrospectives
and chronology
mentesome
artiﬁresistance
cial, mediante
un dispositivo para
transformar
in
your exhibitions,
which
always end up with the presbanderas
abstractas en
banderas...
ence
a concept
structures
and organizes
in
JF: ofEsta
no es lathat
primera
exposición
en la quethem
reúnes
aunparticular
Thispertenecientes
began with Ornament
and Law…
conjunto way.
de obras
a diferentes
ciclos de
JLM: That
bejamás
so, I habías
can’t say
for(ysure.
it is
trabajo.
Hastamay
ahora
hecho
ésta But
tampoco
true
have often
mixed
earlierconsiderar
works with
recent
lo es)that
una Iexposición
que
se pudiera
antológica
works,
creating Existe
a new una
context
in which
new families
o retrospectiva.
resistencia
a lathe
antología
y a la
of
works are
reinterpreted
They
change
cronología
y eso
se traduce enorlachange.
presencia
en todas
tus the
expast
just asde
memory
does, because
experience
transforms
posiciones
un concepto
que las dispone
y estructura
de
past
experiences.
I think
theempieza
same thing
happens ywith
una determinada
manera,
y eso
con Ornamento
ley...
theJLM:
works,
why tampoco
I have always
prepared
to
Es which
posible,is pero
sabríabeen
decirlo.
Lo que
place
themesalongside
each other.
I think
the change is
sí es cierto
que en muchas
ocasiones
he entremezclado
retroactive,
andcon
I think
this is
very clear
in this
show.
obras anteriores
recientes,
creando
un nuevo
contexto

“Men and ywomen
«Hombres
mujeres
who
quehave
hanlost
perdido
their el
cuerpo.»
body”
(Estrella
(Estrella
dede
Diego,
Diego,
“Fingir
«Fingir
pasión
pasión
en un paso de tango,”
tango», Éxtasis,
in Éxtasis,
Status,
status,
Estatua. JuanJuan
estatua.
LuisLuis
Moraza
Moraza,
(cat.exh.
exp.),
cat.
Zaragoza,
Sala de
Sala de Exposiciones
Exposiciones
del Museo
del Pablo
MuseoGargallo,
Pablo
Gargallo, 1995,
Zaragoza,
1995,pp.
pp.13-22)
13–22)

CVA
CVA of Superior Quality, 1979
Person
Persona
de calidadpaper,
superior,
Color
photograph,
and1979
rubber stamp,
Fotografías
y sello de caucho, dimensiones variables
variable
dimensions
Museo Nacional Centro de Arte Reina Sofía
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This
en
el exhibition
que las nuevas
is obviously
familias de
not
obras
retrospective;
reinterpretan
it does
o hacen
not
give
an account
of the pastelbut
it recognizes
que cambien.
Transforman
pasado,
lo mismothe
quepossibilsucede
ity
it. It la
is experiencia
like improving
or ca
subtly
altering
conofla changing
memoria, pues
modiﬁ
las experienthe
without
them. sucede
Or at least
likeobras,
subcias works
pasadas.
Yo creotouching
que eso mismo
con las
jecting
a new
attribution
byen
placing
them
alongpor esothem
nuncatohe
tenido
problema
hacerlas
convivir,
side
newla works
that can complete
the series.
this
porque
transformación
es retroactiva
y creo Maybe
que en esta
is
also the experience
of the
museum and one
its tasks,
exposición
está muy claro.
Evidentemente
esta of
exposición
one
of the
tasks
of curating,
or evenque
of the
art cuenta
critic. del
no tiene
una
vocación
retrospectiva
diera
The museum
also a monumental
gure.
As for the
pasado,
sino que is
reconoce
la posibilidadﬁde
transformarlo.
series
entitled
Ornament
andlasLaw,
mention
that
Es como
mejorar
o matizar
obrasI should
sin tocarlas.
O por
lo
it
was the
title of an
exhibition
held in 1994,
which was a
menos
someterlas
a una
nueva atribución
al acompañarlas
response
the modern
notion
described
AdolfNo
Loos
de nuevastoobras
que puedan
completar
lasby
series.
sé,
in
“Ornament
andtambién
Crime,”
is,experiencia
that a society’s
use of
pero
yo creo que
esathat
es la
del museo
ornament
inversely
proportional
to its degree
civiliy una de lasistareas
del museo,
de la propia
idea delofcomisazation.
My hypothesis,
other hand, was based on
riado o incluso
del críticoondethe
arte.
theElidea
thatesornament
is proof
of a structural
conﬂict:a
museo
también una
ﬁgura monumental.
Respecto
between
the parts
and the
whole,
subject
la serie titulada
Ornamento
y ley,
debobetween
decir quethe
es el
título
and
society,
between
components
de una
exposición
realizada
en 1994 and
que opponents...,
respondía a la and
nothat
in theLoos
use ofenornamentation
ción stylistic
modernadevelopments
tipiﬁcada por Adolf
«Ornamento y
were
a symptom
the strategic
needs
for the legitidelito»;
esto es, queofexiste
una relación
inversamente
promation
of entre
a particular
of order.de
Various
series ofy
porcional
el gradosystem
de civilización
una sociedad
works
appeared
in that
exhibition.
Oneal was
a series
el uso de
ornamento.
Mi hipótesis
partía,
contrario,
de of
la
bedsheets,
linen, and
handkerchiefs
idea de que table
el ornamento
es el
testimonio descreenprintun conﬂicto
ed
with legal
texts,
the Statute
Workers’
estructural:
entre
lasspeciﬁ
partescally
y el todo,
entre elofsujeto
y la
Rights:
in entre
these los
“closet
statues” or
trousseau
works,ylegal
sociedad,
componentes
y los
oponentes...,
que
principles
acknowledged
ornamental
In
las evoluciones
estilísticastheir
respecto
al uso dedimension.
la ornamenfact,
entire
exhibition
wasnecesidades
linked to ornamental
taciónthe
eran
un balance
de las
estratégicasand
de
monumental
functions.
Thatde
exhibition
included
legitimación de
cierto sistema
orden. Enalso
aquella
exposi-a
work
from the series
Statue,ellas
which
ción aparecieron
variasEcstasy,
series deStatus,
obra. Entre
una conserie
tains
that de
simultaneously
fragmented
and orderly
de juegos
sábanas, mantelerías,
pañuelos,
serigraﬁconados
ﬁ
guration
I have
onespecíﬁ
many ca
occasions.
In this
con
textos that
legales,
y deused
forma
con el Estatuto
case
was a tributeen
to estas
[Gianobras
Lorenzo]
Bernini,
which
de lositTrabajadores:
de ajuar,
«estatuas
de
focused
heel as legales
a smallreconocían
monumental
device, a
armario»,on
losthe
principios
su dimensión
“magical
base”
raises
body. Inalthat
series,estaba
thouornamental.
En that
realidad
la the
exposición
completo
sands
of heels
offunciones
different ornamentales
types—fromysmall
ﬂat heels
vinculada
con las
monumentales.
to
the very
thin and
high una
stilettos—were
arTambién
apareció
en extremely
esa exposición,
obra de la serie
ranged
an orthogonal
series,esa
creating
a topogÉxtasis, based
Status,onEstatua,
que contiene
configuración
raphy
reminiscent
of the
curvesordenada
of sexualque
arousal.
The tidisgregada
y al mismo
tiempo
he utilizado
tle,
Ecstasy,
Status,
Statue,
evoked
the
common
origin—a
en muchas ocasiones. Se trataba de un homenaje a [Gian
combination
of pleasure,
upright
Lorenzo] Bernini,
que tomabathe
como
objetoposture,
el tacón, social
considistinction,
statuary—in
a comprehensive
derado comostatism,
pequeñoand
dispositivo
monumental,
como una
deﬁ
nition
of the
functions
of the
tradition
«base
mágica»
quemonumental
eleva el cuerpo.
En aquella
serie,
miles
of
of art modelos
itself. —desde el pequeño tacón
de sculpture
tacones deand
diferente
infantil
plano,
el altísimo
y muy ﬁnoaround
tacón dea aguJF: You
havehasta
planned
this exhibition
particular
concept
(“republic”),
a theme
functions
as
ja— estaban
ordenados
de acuerdo
a unathat
serie
ortogonal,
areconstruyendo
topos, as place una
andtopografí
content aatque
theevocaba
same time,
and
curvas
dethis
exhas
led you
to carry
out some
new
projects.
Myrecordaba
idea also
citación
sexual.
El título,
Éxtasis,
Status,
Estatua,

Crown for Three Operatives, 2014
Nickel bronze, wood, and enamel,
82 x 32 x 40 cm
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involved
el
origen común,
representing
que entremezclaba
your work on
el the
gozo,
basis
la posición
of this
theme:
works,eltheir
distribution
in space,
erguida,the
la selection
distinciónofsocial,
estatismo
y la estatuaria,
the
architecture,
an itinerary
in which
are
ofreciendo
así unaand
deﬁnición
completa
de lothe
quepieces
han sido
not
displayedmonumentales
chronologically.
This
topos and
way of
las funciones
de la
tradición
de your
la escultura,
working
on it
have been a challenge to the institution in
y del propio
arte.
regard
to some
of its usual
procedures
(such de
as the
way
JF: Has
preparado
esta exposición
a partir
un conof
organizing
information
aimed
visitors,como
or theunway
of
cepto
(«república»),
un tema
que at
funciona
topos,
conceiving
and
putting
together
the exhibition).
While,
un lugar y un
asunto
al mismo
tiempo,
y eso te ha llevado
in
principle, each
exhibition
is anuevos.
cosmogony
of its
a desarrollar
algunos
proyectos
Mi idea
ha own
sido
according
to the work
theenartist
involved,
thetema:
pecutambién representar
tu or
obra
función
de este
la
liarity
here
that you
start to reveal
what
you are
playselección
deisobras,
su distribución
en el
espacio,
la arquiing
at through
the museum’s
At
tectura
y un itinerario
dondeown
las information
piezas no sesystem.
disponen
the
entrance to the exhibition
visitorsdeﬁnd
a ﬂoor
cronológicamente.
Este topos rooms,
y tu manera
trabajarplan
the un
exhibition
to the one
shows
lo
hanofsido
reto parasimilar
la institución
en that
algunos
de the
sus
location of the diff
erent exhibitions
on the same
ﬂoor.
procedimientos
habituales
(como la manera
de organiThislaentrance
worksdirigida
as a portico
that uses
museum’s
zar
información
al público
o lathe
misma
forma
information
to camouﬂ
age your own
information
de
concebir system
y construir
la exposición).
Si bien
es cierto
system,
is an integral
part of the
Right now
que cadawhich
exposición
es, en principio,
unashow.
cosmogonía
diwe’re
producing
newspaper that
ferentethinking
según la of
obra
o el artistaa representado,
éstabrings
tiene
together
all the information
aimed at
visitorstuinjuego
whicha
la particularidad
de que tú empiezas
a revelar
the
information
not just be
together by
mutravés
del propiowill
dispositivo
de put
información
delthe
museo.
seum,
as usually
happens,
in thisa case
alsoun
byplano
you,
El espectador
encuentra
enbut
el acceso
las salas
as
and collaborator
with
the elinstitution.
de artist
la exposición
similar al que
señala
lugar de lasWhat
difeis
yourexposiciones
view of theen
relationship
with the
of funthe
rentes
esa misma planta.
Esaorder
entrada
discourses
museum,
with that
camouﬂ
age of disciona comoofunthe
pórtico
que camuﬂa
bajo
el dispositivo
de
courses
that del
combines
thepropio
discourse
of thede
artist
with
información
museo tu
dispositivo
informathose
thatesthe
institution
generates
as Ahora
part ofmismo
its work
ción, que
parte
integral de
la muestra.
eswith
audiences,
the press,
with allque
those
who attamositspensando
en with
producir
un periódico
concentre
tend
itsinformación
activities? que se destina al espectador y donde
toda la
la información
JLM: I personally
sea construida
don’t see
noitsólo
as por
camouflage
el museo,but
como
as
connection.
I consider
theen
relationship
with thepor
muhabitualmente
ocurre, sino
este caso también
ti,
seum
with
a curator ascon
thelaopportunity
mutual
como and
artista
y colaborador
institución. for
¿Cómo
ves

“The
«El
discurso
discourse
de la
of disciplina
the discipline
de laofhistoria
art
del arteises,the
history
él same,
mismo,a simulacrum
un simulacroofdethe
las
topologías del
topologies
of the
espacio
museum
museológico,
space, of its
de sus
geometrías
ideal
geometries,
ideales,
created
fabricadas
as metonymies
como metonimias
that
workque
perpetually
trabajan perpetuamente
to produce a tri-en
la producción
umphant
basicde
metaphor—that
una triunfante art
metáfora
is to
básica
Man as—que
the world
el arte
is to
esGod
al Hombre
(or to be
como
more
el
mundo
precise),esthat
a Dios
art (o
is to
más
men
exactamente),
as the worldque
el
is to
arte
god.”
es a (Donald
los hombres
Preziosi,
como“Modernity
el mundo
es
Again:
a Dios.»
The(Donald
MuseumPreziosi,
as Trompe
«Modernity
l’Oeil,” in
Again:
Deconstruction
The Museum
and the Visual
as Trompe
Arts, L’Oeil»,
ed. Peter
en
Brunette
Peter Brunette
and David
y David
Wills, Cambridge,
Wills [eds.], UK:
Deconstruction
Cambridge University
and the Visual
Press,
Arts:
1994,
Art,p.Media,
143)
Architecture, Cambridge [Reino Unido],
Cambridge
“Inquiry and
University
research Press,
need ap.collection.”
143)
(Adalgisa Lugli, “Inquiry as Collection:
«[...]
The Athanasius
La indagación
Kircher
o la investigación
Museum in
necesita
Rome,” RES:
una colección.»
Anthropology(Adalgisa
and Aesthetics,
Lugli,no.
«Inquiry
12, Fall 1986,
as Collection:
pp. 109–24)
The Athanasius
Kircher Museum in Rome», RES: Anthropology and Aesthetics, n.º 12 [otoño de 1986],
p. 113)

Categorial
Mapa
categorial
map ofdethe
la exposición
exhibition republic,
república,
juntoto
next
a la
theseñaléctica
museum’s propia
own signage
del Museo
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transformation.
la
relación con elThe
orden
museum
de los discursos
transforms
delthe
propio
works,
museo,
the
exhibition
transforms
works, the
transcon ese camuﬂ
aje de losthe
discursos
que curator
cruza elalso
del artista
forms
the works.
And in
this
sense Iinstitución
would askpara
you trathe
con aquellos
generados
por
la propia
same
question,
as curator
as a representative
of the
bajar con
sus públicos,
conand
la prensa,
con todos aquellos
museum
toasome
degree. Many of the things that have
que asisten
sus actividades?
appeared
in the way weno
have
theun
exhibition,
JLM: Personalmente
lo organized
siento como
camuflaeven
some
have un
grown
out of
our conversations;
je
sino
másworks,
bien como
vínculo.
Entiendo
la relación
theyelspring
theunconnection
you and with
con
museofrom
y con
comisario with
de exposición
comothe
la
museum. Butde
this
transformation
can only
take
oportunidad
unamutual
transformación
recíproca.
El museo
place if it islasbased
a mutual commitment,
transforma
obras,on
la exposición
transforma lasbased
obras,on
el
accepting también
responsibility
for the
of Yeach
author,
on
comisario
transforma
lasrole
obras.
en ese
sentido
an te
intensity
honesty
in order
offerque
thecomisario
best. Thisy
yo
lanzaríaand
la misma
pregunta
ento
tanto
is why
I don’t
it as camouﬂdel
age,museo.
or negotiation,
en
cierto
modosee
respresentante
Muchas deorlasa
role-playing
in which I am
to be
cosas
que hangame
ido apareciendo
enalarecord
formawaiting
de organizar
classiﬁ
ed. I seeincluso
it as a algunas
productive
collaboration.
In desde
some
la
exposición,
obras,
se han gestado
respects,conversaciones,
this is probably han
the radical
nuestras
surgidodistinction
del vínculobetween
contigo
and anPero
archive.
In an archive, each
entry, each
ya museum
con el museo.
esa transformación
recíproca
sólo
record,producirse
is totally independent
of the adjoining
one.
So
puede
desde un compromiso
recíproco,
desde
theasunción
externaldeorder
of the archive
as an aauthority
ﬁgure
la
responsabilidad
respecto
la posición
que
sustains
the
lack desde
of connection
among
parts. When
cada
autor
ocupa,
la intensidad
y la its
honestidad
para
we say that
the relationship
artist
ofrecer
lo mejor.
Por eso no lobetween
entiendomuseum
como un and
camuﬂ
aje
is acomo
scale una
model
of the relationship
between
state
ni
negociación
ni un juego
de rol the
en el
queand
yo
the individual,
referring
the possibility
of comsería
un registrowe
a laare
espera
de sertoclasiﬁ
cado. Lo entiendo
munication
among the diff
erent parts.
justmodo,
proximcomo
una colaboración
productiva.
En Not
cierto
eso
ityseguramente
or copresence,
notdiferencia
a relationship
based onuna museo
stable
es
lo que
radicalmente
hierarchy,
butEn
a transformative
I do not
de
un archivo.
el archivo, cadaconnection.
entrada, cadaSoregistro
es
feel camouﬂ
aged
in a museum,
nor dodeI think
I try
autónomo
por
completo
del contiguo,
manera
queto.
es el
I welcome
invitation
as the
opportunity
and
the
orden
externo the
del archivo
como
ﬁgura
de autoridad
el que
privilegelaoffalta
being
in a museum,
andpartes.
I do my
best to co-a
sostiene
de relación
entre las
Al referirnos
operate
as entre
muchelasmuseo
possible
that
fundamental
la
relación
y elwith
artista
como
un modelofunca estion de
of la
the
museum,
which
is toytransform
by
cala
relación
entre
el sujeto
el Estado, the
nos works
referimos
them into
a context,
into a certain
discussion,
ainserting
la posibilidad
de una
comunicación
entre los
elemena certain
account, oa una
certain
heritageno
regime.
tos,
no sólohistorical
a una contigüidad
copresencia,
sólo a
I dorelación
not see establemente
the museum jerarquizada,
as an institution
alien
una
sino that
a un is
vínculo
to me, nor do IEn
setese
outsentido
to use no
it. me
I undertake
the shared
transformador.
siento camuﬂ
ado en
commitment
of art
with
all the problems it implies. And
un
museo ni creo
que
lo intente.
through
commitment,
I work
towardy making
it a
Recibothis
la invitación
como la
oportunidad
el privilegio
fruitful
foreall
parties.colaborar
It is also an
opportunity
de
estarrelationship
en un museo
intento
al máximo
con
to deal
withfundamental
some aspectsdel
you
sometimes
aware of,
esa
función
museo,
que esaren’t
transformar
las
as an artist.
At the same
time,
me to
obras
al introducirlas
dentro
deitunpleases
contexto,
de think
cierta that
disthe English
conserves
the link
between
“musecusión,
ciertolanguage
relato histórico,
cierto
régimen
patrimonial.
um”
and “amusement.”
We could
say that the
museum
Ni
contemplo
el museo como
una institución
ajena
ni preis always
a mix de
of amusement
diversion and
diversitendo
servirme
él. Asumo elor
compromiso
compartido
ty. When
work alongside
another,
curator
del
arte enplacing
toda suone
problematicidad.
Y desde
eseacomprotransforms
them.
becausesea
thefructífera
curator provides
an inmiso,
intento
queNot
la relación
para todas
las
terpretation,
but because
he or she
otheraspecﬁelds
partes.
Es también
la oportunidad
deactivates
tratar ciertos
of meaning
in them.
It iscomo
as though
theno
curator
punctured
tos
de los que
a veces,
artista,
eres consciente.
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themotra
Por
or parte,
caressed
me divierte
them, and
pensar
by doing
que elso
inglés
something
conserva
was
la
reactivated
in them.
What
do youythink,
as a curator?
relación entre
el museo
(museum)
el divertimento
(amusement).
quetries
el museo
es siempre
una mezcla
dethe
diJF: Digamos
A curator
to create
meanings
through
spatial contiguity
the artworks.
Putting
versión
y diversidad.ofCuando
el comisario
poneone
unawork
obra
alongside
another
produces shifts
ambial
lado de otra,
las transforma,
y nothat
sóloincorporate
porque les dé
una
guity and the creation
of meanings.
Exhibition
displays
interpretación
sino porque
activa en ellas
otros campos
de
also haveEsa como
Kuleshov
ect... Just
as acariciase,
in ﬁlm, when
sentido.
si laseff
pinchase
o las
y al two
haimages
placed consecutively
in space
is a sense
cerlo
seare
reactivara
algo en ellas. ¿Cuál
es tuthere
opinión
como
that something is created (or destroyed…). An exhibition
comisario?
is aJF:space-time
situation
that
emerges
from aa cross
Un comisario
intenta
construir
sentidos
partirbede
tween
different
situations,
erent
narratives:
one
la
contigüidad
espacial
de lasdiff
obras.
Poner
una obrathe
al lado
thatotra
comes
outenofoperaciones
you and your
work;
one produced
de
resulta
en las
quethe
la construcción
de
by the perspective
from está
which
the curator
approachsentidos
y de ambigüedad
presente.
En el montaje
de
es your workhay
andtambién
by his or
interpretation
of it; que
the
exposiciones
unher
efecto
Kuleshov... Igual
one
created
withcuando
museum
who work
you en
to
ocurre
en el cine,
dosstaff
imágenes
que sewith
suceden
produce
andsewho
make up
the
different
el
espaciothe
hay exhibition
un sentido que
construye
(o se
destruye...).
ﬁ
gures
of alterity
thatsituación
all of us espacio-temporal
represent as spectators.
Una
exposición
es una
que reEach
of un
us cruce
creates
own projection
of de
thediferentes
possible
sulta de
deour
diferentes
situaciones,
visitor
accordance
witha partir
our past
tramas: in
la trama
que se teje
de tiexperiences…
y de tu obra; laAnd
que
we
are aware
that
are creating
situation
that
will
se genera
a partir
de we
la perspectiva
conaque
se aborda
tu obra
be
by other
actors
experience
other
y deinhabited
la interpretación
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Juan Luis Moraza, Antestética, 1999.
Centro Andaluz de Arte Contemporáneo, Seville
Sevilla
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Limit (Implosion), 1983
Installation, mixed technique,
variable dimensions
Museo Nacional Centro de Arte Reina Sofía
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JF: Something that is becoming increasingly noticeable in museums, from natural history museums and archaeological museums to art museums, is a distortion of
the change in the status of the spectator that began when
artists in the twentieth century transformed the museum
and the exhibition room into a workspace for themselves
and for the spectator, who became an accomplice and a
participant in the artistic process. The museum became
a studio where artists work and where the ephemeral
can occur. In this space, the spectator can become part
of a process in which the ephemeral, as Harald Szeemann said, is the goal of a new type of museum, one that
could accommodate the type of art produced from the
sixties and seventies onward. It happens that this spectator participation, this introduction of the spectator into
the artistic process, has now become a way of keeping
spectators occupied and entertained in the museum, taking them away from the conditions of interpretation and
keeping them busy with various devices (reading devices,
or devices that offer other types of interaction, such as
looking at a digital image of the work they have in front
of them...). These are all exercises in redundancy that
keep the spectator at a distance from interpretation. In
a very interesting text, Hito Steyerl argues that the mobile phone is the ultimate principle of the replacement of
work with “occupation.”2 It keeps people from thinking,
because while we are occupied we do not have time to
think about other things. The contemporary museum is
in the paradoxical situation of attempting to bring spectators closer to the work using devices that drive them
away from it, that take away the possibility of interpretation. The contemporary museum often replaces knowledge with information. And to know is to interpret.
JLM: Everything you are saying has to with the radical
asymmetry that comes about in these types of mechanisms, between the programmer and the user, between
the administration and the citizen…, which becomes
even more enormous when acting in real time. We
could say that real time takes away the user’s means of
interpretation, because they are all in the hands of the
programmer. This was precisely the feeling I had when
I prepared that exhibition, Interpasividad (1999), which
explored some of the paradoxes of interactivity. The
formalization that predetermines modes of interaction
2.

See Hito Steyerl, “Art as Occupation: Claims for an Autonomy of Life,” in The
Wretched of the Screen (Berlin: Sternberg Press, 2012), pp. 103–20.

“Far from being incompatible with an
autonomous, a democratic society, great
art is for this reason inseparable from such
a society. For a democratic society knows,
has to know, that there is no guaranteed
signiﬁcation, that it lives over the chaos,
that it itself is chaos that must give itself
form, one that is never settled once and
for all. It is on the bases of this knowledge
that it creates meaning and signiﬁcation.
Now, this is the knowledge—which may
also be called knowledge of death, a topic
to which we shall return—that contemporary society and contemporary man object
to and reject. Great art thereby becomes
impossible, at best marginal, without
re-creative participation on the part of the
public.” (Cornelius Castoriadis, The Rising
Tide of Insigniﬁcancy, pp. 83–84)

Juan Luis Moraza, Estiludio/Ludosofía
(Styludy/Ludosophy), 1999

Arules, 2013 (detail)

96

stages
de
mecanismos
real participation
entre el programador
and simultaneously
y el usuario,prevents
entre la
it:
it institutes popular
legitimacy
and
thetodavía
same time
Administración
y el ciudadano...,
que
se at
hace
más
blocks
Interactive
art and
abismal popular
conformeparticipation.
se actúa en tiempo
real. Digamos
queinel
teractive
forms
andde
political
life function
like
tiempo real
deja of
sinsocial
recursos
interpretación
al usuario
monumental
tricks,
with
the monumental
porque quedan
todosinenkeeping
manos del
programador.
Justalogic
wasmiborn
from cuando
the French
Revolution.
It is
mentethat
esa era
intuición
preparé
aquella expothe
staging
of popular
from
bottomsalas
up
sición,
Interpasividad,
quelegitimacy
exploraba en
sus the
diferentes
that
institutes
the new legitimacy
of the museum
and of
algunas
de las paradojas
de la interactividad.
La formalizaart
As participation
becomes
ritualized
and
ciónitself.
que predetermina
los modos
de more
interacción
simultámonumentalized,
museum appears
moreinstijusneamente esceniﬁcathe
la participación
real ytola do
impide:
tice
that is ensconced
inmismo
the real.
Because
it is not
tuye to
unaartlegitimidad
popular al
tiempo
que bloquea
just
about visitorpopular.
numbers
but about
participation
la participación
Tanto
el artevisitor
llamado
interactivo
numbers,
or rather,
about accepted
models
como las fórmulas
interactivas
de la vida
socialofy participolítica
pation.
As youcomo
said,trucos
it wasmonumentales
artists who ﬁrst
brought thisa
se comportan
pertenecientes
logic
into monumental
the museum,que
notnace
the marketing
systems
of adesa lógica
de la Revolución
francesa.
vanced
capitalism.
the museum
adopted
this rituEs la esceniﬁ
caciónLater,
de la legitimidad
popular
ascendente,
alized
participation
its own courteous
procedure
for
que instituye
la nuevaaslegitimidad
del museo
y del propio
engaging
with its
It isy amonumentaliza
very perverse la
game,
arte. Conforme
másaudience.
se ritualiza
parti-I
think.
Another
work
in the
entitled
OMNcipación,
tanto más
parece
queexhibition,
el museo hace
justicia
a un
IMPOTENCE
(1999),
was also
Interarte que se instala
en lowhich
real. Porque
noincluded
sólo tieneinque
ver
pasividad,
consists
a room converted
intoíndices
an enormous
con los índices
de of
audiencia,
sino con los
de parblackboard
visitors can
walk through.
A blackboard
ticipación dethat
la audiencia,
o mejor
dicho, con
los modelos
is
symbolic space
of ephemeral
intervention,
predes-y
deaparticipación
aceptados.
Como dices,
son los artistas,
tined
be erased
and written over.
We could say
that it
no los to
sistemas
mercadotécnicos
del capitalismo
avanzado,
is
space
of participation
in any
context.
Blacklosthe
queactual
primero
introducen
esta lógica
dentro
del museo.
boards
made
many
appearances
in contemDespués,have
es elalso
museo
quien
absorbe
esa participación
rituaporary
art; I’m
thinking ofhospitalario
Joseph Beuys,
Jorge
Oteiza,
lizada como
procedimiento
propio
de cara
a su
etc.
In OMNIMPOTENCE,
thisjuego
spacemuy
thatperverso.
invites open
audiencia.
Se trata, creo, de un
Otra
intervention
confronts
that inobra presenteparadoxically
en la exposición,
tituladasituations
OMNIMPOTENvolve
planned intervention.
This black
slate
cube
that
CIA (1993-1999),
que también formaba
parte
de la
muestra
visitors
can modify
a series en
of una
emblematic
eleInterpasividad,
es unacontains
sala convertida
gran pizarra
ments,
which
have
also es
been
blackboards:
transitable.
Una
pizarra
un turned
espacio into
simbólico
de inter-a
ballot
box
can
only
be modiﬁed
on borrada
the outside
using
vención
efíthat
mera,
está
predestinada
a ser
y reescriata.piece
of chalk—in
words,
only
allows a kind
Digamos
que es el other
espacio
mismothat
de la
participación
en
of
participation
thatPor
cannot
be considered
suffrage—
cualquier
contexto.
otra parte,
la pizarra también
ha
and
a globe
onapariciones
which visitors
their ownestoy
custenido
muchas
en elcan
artecreate
contemporáneo,
tom
universe,
as the Beuys,
Surrealists
withJorge
theirOteiza,
map of etc.
the
pensando
en Joseph
en eldid
propio
world,
or like a nationalist
who draws
their
provEn OMNIMPOTENCIA
ese espacio
abierto
a laown
intervenince
bigparadójicamente
as an entire continent.
This con
suggests
a kind de
of
ción as
está
confrontado
situaciones
relativity
in mapping
thecación.
planet,
is part
of a kind
intervención
y de planiﬁ
Enwhich
este cubo
negro,
donof
ofintervenir,
the world.hay
I remember
that
when I
de appropriation
el público puede
una serie de
elementos
ﬁ
rst made thattambién
blackboard
map I en
associated
it with
emblemáticos
convertidos
pizarra: una
urnaThe
de
World
as Will
[Arthur]suSchopenhauvotación
que and
aquíRepresentation
sólo permite by
intervenir
exterior con
er.
tiza3 The
—esidea
decir,
participación nowas
interpretable
como
of una
OMNIMPOTENCE
also a reference
sufragio— y un globo terráqueo donde uno puede fabricar
su universo personalizado, como hicieron los surrealistas
3. Arthur Schopenhauer, The World as Will and Representation (1818), trans.
conE. el
como
puede1966).
hacerlo un nacionalista
F. J.mapamundi
Payne (New York, o
Dover
Publications,

Ecstasy,Status,
Éxtasis,
Status,Estatua,
Statue, 1994
1994
Instalación, 12 x 400 x 400 cm
Installation,

98

to the impotence
dibujando
su provincia
of power,
del tamaño
because
de the
un continente
greater theentero.
power
has,así
theuna
more
difficult
it becomes en
to el
disrupt
the
Se one
plantea
especie
de relatividad
mapeado
underlying
system
of parte
power.de una especie de apropiación
del
planeta que
forma
delJF:
mundo.
In theRecuerdo
exhibition
queyou
cuando
also parody
hice aquel
the planisferio
ritualized
situations en
andpizarra
conventions
that
those
moconvertido
lo vinculé
conrepresent
El mundo como
voluntad
3
when de
democracy
determines its
yments
representación
[Arthur] Schopenhauer
. Laparticipants.
idea de OMMoments
that arealudía
emblematic
natureimpotente
and that also
NIMPOTENCIA
tambiénofalits
carácter
del
indicate
its cuanto
limitations,
theyque
aresethe
only times
poder, pues
mayorbecause
es el poder
detenta,
tanto
when
citizens
are ineldirect
contact
withque
thelores
publica. I
más difícil
perturbar
sistema
de poder
sostiene.
amJF:
referring
to elections,
symbolized
by the
ballot boxes
En la exposición
haces
un ejercicio
paródico
de siwhere votes
are cast, oand
I am also referring
to tax retuaciones
ritualizadas
de convenciones
que representan
turns,
the two great
of citizen
participation
in
esos
momentos
en quemoments
la democracia
determina
a sus pardemocracyMomentos
today. You tan
present
two works,deone
to
ticipantes.
emblemáticos
su relating
naturaleza
elections,
which de
makes
it possible for
visitors
como
indicativos
sus limitaciones,
porque
sonto
losexpress
únicos
themselves
the
ballot
box by con
producing
and
en
los que el beyond
ciudadano
entra
en contacto
la res publica.
sharingdesigns,
and another,
shown here
ﬁrstdonde
time,
Hablo
las elecciones,
simbolizadas
porforlasthe
urnas
relating
to el“ﬁvoto,
scal ydemocracy”...
For this second
work
se
deposita
también de la declaración
de la renta,
you son
have
designed
a special
tax return
form pación
by which
que
hoy
los dos grandes
momentos
de partici
del
citizens areeninvited
to choosePrecisamente
how their money
willdos
be
ciudadano
la democracia.
muestras
spent in
the
republic,
your republic…
obras:
una
relativa
a lasinelecciones,
que abre la posibilidad
That’s
right, se
I hadn’t
in those
de JLM:
que el
espectador
expresethought
más alláabout
de las iturnas
proterms, buty compartiendo
elections andsignos;
tax returns
are laprobably
the
duciendo
otra sobre
«democracia
only two
when
citizens
come vez...
into Para
genuine
ﬁscal»,
quemoments
se presenta
ahora
por primera
ella
contact
with the una
administration,
with the de
supposed
has
confeccionado
particular declaración
la renta
representatives
of ciudadano
the people,a elegir
for theelpeople
andque
from
donde
se invita al
modo en
su
the people.
of course,
same thing
happens in
dinero
puedeAnd
emplearse
en la the
república,
en tu república...
theJLM:
exhibition
in a paradoxical
way. Firstly,
there
are
Sí, es cierto,
no lo había pensado
así, pero
segurasome
with
several ballot
eachconone
mentepolling
son los stations
dos únicos
momentos
en queboxes,
uno tiene
somehow
related
to a question linked
to these
tacto real con
la Administración
y por tanto
conparadoxaquéllos
es
There
is an evocation
of a ballot
box
queofseparticipation.
supone son los
representantes
del pueblo,
para
el
that
only
allowsel external
because it esto
has
pueblo
y desde
pueblo. Y,participation
claro, en la exposición
turned tosucede
stone, de
becoming
a classical
marblePrimero,
monument,
también
una manera
paradójica.
hay
aunas
kindmesas
of emblem.
In another
these
a three-dielectorales
con unaofserie
deworks,
urnas. Cada
urna,
mensional
enlargement
of a cierta
fragment
of skin
becomes
en cierto modo,
apunta una
cuestión
ligada
a estasa
ballot
box.deThere
is another one
of de
a balla participación.
Haythat
una consists
evocación
esa
paradojas
lot
inside
another sólo
ballot
inside
ballot
urnabox
cuya
participación
es box
externa
puesanother
se ha converbox—in
a kind
of homage
to the “Russian
squares”
tido en piedra,
es decir,
en monumento
de mármol
clásico,
painted
by Josef
voting
In
en una especie
de Albers—making
emblema. En otra de
estas impossible.
obras, una amanother
ballot
box,
participation
adds
to
a
pile
of
grains
pliación tridimensional de un fragmento de piel se convierof
sand
thatEnends
creating
a Gaussian
bell
curve,
the
te en
urna.
otraup
la urna
contiene
otra urna
que
contiene
quintessential
statisticalotra
figure…
Andcontiene
there isotra
another
otra urna que contiene
urna que
urna
work
that
is especie
directlyderelated
to taxes.
could sayrusos»
that
—como
una
homenaje
a esosWe
«cuadrados
the
ultimate
in citizen
participation
consists
ofEn
theotra
donade Josef
Albers—,
haciendo
imposible
el voto.
de
tion
of work,
time, and
money de
to arena
the community.
Living
la urnas,
un montón
de granos
suman participain
society
means
that a citizen
has to sacriﬁ
ce partlaofﬁgura
himciones
hasta
conformar
una campana
de Gauss,
self, his desires, and his experience at the service of what
is
3. supposedly
Madrid, Akal, 2005.the common good. Taxes are “imposed”

“Withlathe
«Con
aparición
rise of the
delstate,
Estado,
ordinary
los hombres
men
comunestoque
seeking
useintentaban
nature’s bounty
utilizar
had
la to
ge-get
nerosidadelse’s
someone
de lapermission
naturaleza,and
tuvieron
had toque
pay
conseguir
for
it with el
taxes,
permiso
tribute,
de otro
or extra
y pagarlo
labor.con
impuestos,
The
weapons
tributos
and techniques
o trabajo extra.
of warFueron
and
despojadosaggression
organized
de las armas
were
y de
taken
las técnicas
away
de guerra
from
themyand
la agresión
turned over
organizada,
to specialy éstas
fueron entregadas
ist-soldiers
and policemen
a soldados
controlled
especialistas
by
y policíasreligious,
military,
controlados
andpor
civilburócratas
bureaucrats.
militares,
For
the ﬁrst
religiosos
time, there
y civiles.
appeared
Por primera
on earth
kings,
vez aparecieron
dictators, sobre
high priests,
la tierraemperors,
reyes, dicprime
tadores,
ministers,
sumos sacerdotes,
presidents,emperadores,
governors,
mayors,
primerosgenerals,
ministros,
admirals,
presidentes,
policegobernachiefs,
judges,
dores, alcaldes,
lawyers,generales,
and jailers,almirantes,
along withjefes
de policía, jails,
dungeons,
jueces,
penitentiaries,
abogados y carceleros,
and conjunto a mazmorras,
centration
camps. Under
cárceles,
the penitenciarías
tutelage of
y campos
the
state, human
de concentración.
beings learned
Bajofor
la tutela
the
del
ﬁ
rstEstado,
time how
losto
seres
bow,
humanos
grovel, kneel,
aprendieron
and
por primera
kowtow.
In many
vez a ways
hacerthe
reverencias,
rise of theastate
humillarse,
was
the descent
a arrodillarse
of the world
y a saludar
from freedom
humildemente.
to
slavery.”La(Marvin
aparición
Harris,
del Estado
Cannibals
signiﬁ
andcó,
en muchos
Kings,
New sentidos,
York: Vintage,
el descenso
1978, p.del
102)
mundo de la libertad a la esclavitud.» (Marvin
Harris, Caníbales y reyes: los orígenes de las
culturas, Madrid, Alianza, 1997, p. 99)

Juan Luis Moraza, El mundo como voluntad
Juan Luis Moraza, El mundo como
y representación (The World as Will and
voluntad y representación, 1997
Representation), 1997

Ecstasy,Status,
Éxtasis,
Status,Estatua,
Statue, 1992
1992
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Demographic
demográfico:
Museum.
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MA(non
MA(non
é)DONNA
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because there
estadística
por excelencia...
is no guarantee
Y haythey
también
would
unabe
obra
paid
quevolreuntarily.
Citizens aobviously
tend Digamos
to experience
as
ﬁere directamente
los impuestos.
que la taxes
máxima
aparticipación
sacriﬁce, but
are our
strongest
to
deltaxes
ciudadano
consiste
en la commitment
donación de trathe
fellow
citizensLa
and
ourencompatriots,
bajo,citizenry,
de tiempotoy our
dinero
a lo común.
vida
sociedad subecause
taxes
entail giving
our
pone, para
un ciudadano,
el part
sacriﬁofcio
dework
parteto
deguarantee
sí mismo,
communal
welfare,alguarantees,
etc.
Baside sus deseoslife,
y deservices,
sus experiencias
servicio de un
supuescally
guarantee
the things
that porque
we could
to
to bientocomún.
Se llaman
impuestos
no consider
se confía en
be
our rights. Therefore,
there
is nothing
illegitimate
la voluntariedad
de la donación.
Claro,
los impuestos
suelen
about
quite
thecio
opposite.
sense of annoyance
vivirse taxes,
como un
sacriﬁ
pero sonThe
el compromiso
más fuerthat
citizens
feelcon
with
to taxes
from public
te que
uno tiene
su regard
ciudadanía,
con stems
sus compañeros
de
opinion
thecompañeros
appropriateness
with which
the monciudad yabout
con sus
de Estado,
pues supone
dar
ey
is spent,
and about
fairnesslo of
the levy.
In other
parte
de su trabajo
para the
garantizar
común,
los servicios,
words,
with the las
certainty
thatetc.,
the y,administration
is bad
las prestaciones,
garantías,
en ﬁn, para garantiand
the aquello
tribute que
unjust.
The
word como
“tribute”
shares Por
the
zar todo
puede
sentirse
un derecho.
same
as the
“tribe”:
participating
in the
tribe
tanto,root
no hay
nadaword
ilegítimo
en los
impuestos, sino
todo
lo
means
that
of you
Belonging
contrario.
Lapart
sensación
debelongs
molestiato
quethe
lostribe.
ciudadanos
tenedemands
a sacriﬁace.
You are part
thever
tribe
mos con respecto
los impuestos
tieneofque
conbecause
el juicio
you
paysobre
tribute.
Given that we
directly
indirectpúblico
la conveniencia
del are
gasto
y con laorjusticia
del
ly
talking
aboutcon
structure,
about
the
relationship
tributo,
es decir,
la certezaand
de una
mala
Administración
between
the parts and
the whole,
we tributo
shouldesemphasize
y de una recaudación
injusta.
La raíz del
la palabra
that
three
is the number
with
thecahighest
tension
ofmisbe«tribu»:
participar
en la tribu
signiﬁ
que parte
de uno
longing,
as well
beingLaa pertenencia
prime number,
which
is tocio
say,y
mo pertenece
a laastribu.
exige
un sacriﬁ
aeres
number
that
is only
divisible
by itself
andque
by resaltar,
one... ya
parte de
la tribu
porque
tributas.
Habría
all, directa
tributeso indirectamente
play a very important
queAfter
estamos
hablandomonumental
de la noción
or
in the tribe.
citizeny particide representational
estructura y de lasrole
relaciones
entre But
las partes
el todo,
pation
doesesnot
includedethe
option of
expenditure
conque el tres
el número
la máxima
tensión
de pertenentrol,
and there
is no
for citizens
be sure
their
cia, además
de ser
unway
número
primo, estodecir,
sólothat
divisible
contribution
spent
as they would wish. The ﬁscal syspor sí mismo yispor
la unidad...
tem
in tributos,
countriesenlike
allows
taxpayers
to allocate
Los
ﬁn,Spain
tienen
un lugar
monumental
o re-a
very
small part muy
of their
taxes to the
or
presentacional
importante
conCatholic
respectoChurch
a la tribu.
to
other
charities. The
work Fiscal
which I’m
Pero
la participación
ciudadana
no Democracy,
incluye la posibilidad
presenting
exhibition,
theesa
fantasy
of
de controlarinelthe
gasto
ni puedesprings
conﬁarfrom
en que
aportaación
ﬁscal
system athat
allows
to decide
what
se destina
aquello
queeach
uno citizen
desea como
ciudadano.
the
entire amount
of their
contribution,
offering,
is
En algunos
países como
el Estado
español,their
el sistema
ﬁscal
spent
on.laParadoxically,
would
an extraordipermite
posibilidad dethis
dirigir
unarequire
parte muy
pequeña
narily
in-depth knowledge
of the
structure
the obras
state
de los impuestos
bien a la Iglesia
católica
bien aofotras
and
of the
public
expenditure.
The
sociales.
La administration
obra Democracia ﬁofscal,
que presento
aquí en
la
situation
is surge
paradoxical
because
a citizen
have
to
exposición,
de la fantasía
de un
sistemawould
ﬁscal que
permake
effort todecidir
know how
moneyel iscien
spent,
mitieraa amassive
cada ciudadano
a quéthe
se dirige
por
and
would like
be spent.
immense
level
cien how
de suhe
aportación,
deitsutoentrega.
EsoThe
implicaría,
y ésa
es
of
involvement
required is extraordinario
more than citizens
are prela paradoja,
un conocimiento
de la estructura
pared
to make,
they lack
ability,
theSecivic
del Estado
y de labecause
administración
delthe
gasto
público.
traeducation,
or the desire
to do
so. I wanted
to bring
the
ta de una situación
paradójica
porque
el esfuerzo
que como
spectator
against
paradox:
to be
ciudadano up
tendría
quethis
hacer
para saber
en good
qué secitizens,
gasta el
we
would
havequieren
to know
a lot
moreesabout
the structure
dinero
y cómo
que
se gaste,
inmenso.
Requiere
of
state.
The administration
oftamthis
un the
grado
de implicación
enorme altakes
que laadvantage
ciudadanía
lack
andincapacidad,
of active participation,
favoring
poco of
estáeducation
dispuesta por
por falta de formación

“These“elecciones”
«Estas
‘elections’ themselves
constituyen
arepor
an sí
immismas una resurrection
pressive
impresionante
of resurrección
the Mystery de
of the
la
Eucaristía and
Eucharist
y dethe
la Presencia
true Presence.
divinaEvery
en ella.
Cadaorcuatro
four
ﬁve years,
o cinco
on años,
a Sunday
un domingo
(A Thursday
(un
jueves
in
Great
enBritain,
Gran Bretaña,
where Sundays
donde elare
domingo
devotse consagra
ed
to other mysteries),
a otros misterios),
the collective
la voluntad
will
colectiva
melts,
turns
se licua
liquid,
o ﬂand
uidiﬁ
is collected
ca, es recogida
drop
gota
by drop
a gota
in sacred/profane
en los vasos sagrados/profanos
vases called
llamados
ballot boxes,
urnas,
andy in
por
the
la evening,
noche, mediante
followalgunas
ing several
operaciones
other operations,
complementarias,
that liquid,ese
ﬂ
condensed
uido, cienone
mil hundred
veces másthousand
denso, estimes,
transvasado
is poured
al espíritu,
into the henceforth
ya transubstanciado,
transubstande
tiated
unos
minds
cientos
of several
de elegidos.»
hundred
(Cornelius
elected
Castoriadis,
officials.” (Cornelius
Figuras deCastoriadis,
lo pensable. EncrucijaFigures of
das Thinkable,
the
del laberintop.VI,
129)óp. cit., p. 153)
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the delegation
cívica
y por faltaof
deresponsibility
deseo. He querido
so that
confrontar
administrators
al especdecide
on expenditure.
I think
that this kind
of particitador aquí
con esa paradoja:
necesitaríamos
saber
mucho
pation
would
be a form
of radical
Because if
más de la
estructura
del Estado
parademocracy.
ser buenos ciudadanos.
citizens
decide, point
for point,
of thee
La Administración
se aprovecha
dethe
esa proportions
falta de formación
money
that favoreciendo
they invest inlathe
community
then they deimplicación
delegación
de responsabilidad
cide
the very
structure
of the state:
every
tax collection
para que
sean los
administradores
los que
decidan
el gasto.
campaign
would
a distribution
that
Entiendo que
estadetermine
forma de participación
sería
unawould
formarede
structure
councils,
departments,
andpunto
policy.
democraciaministries,
radical porque
si el ciudadano
decide
por
Accordingly,
taxation
wouldque
be invierte
a constituent
referpunto
los porcentajes
del dinero
en lo común,
endum
the organization
the state.
Obviously
decide laon
estructura
misma delof
Estado:
cada campaña
dethe
reimplementation
of such
a system
pose enormous
caudación supondría
un reparto
quewould
reorganizaría
ministepractical
problems,
but theyten
pages of this supposed
rios, consejos,
departamentos
actuaciones.
taxAsí,
declaration
are sería
intended
to be thought-provoking
la tributación
un plebiscito
constituyente de la
rather
than a del
realization.
It issupuesto
no accident
thatunthe
word
organización
Estado. Por
aplicar
sistema
“declaration”
is also
used in the
worldspero
of police
and
tal crearía enormes
problemas
prácticos,
estas diez
of
love. de
Justuna
as supuesta
love is declared,
your
tax declaration
is
páginas
declaración
aspiran
menos a una
arealización
declaration
work
andNo
ofesyour
desire
offer
queofa your
una reﬂ
exión.
casual
que to
se utiliit
ceup.
la palabra «declaración», que comparten el ámbito poThere
is another
worksethat
we elproduced
in 1980 as
licial
y el amoroso.
Como
declara
amor, la declaración
CVA,
another
paradoxical
play
was
de la renta
es una
declaración
deon
tu participation.
trabajo y de tu Itdeseo
entitled
Sobre arte (On Art), and it took the form of a
de ofrecerlo.
lecture-action
which
we usedCVA
the en
sociological
Hay otra obrainque
realizamos
1980, otro tricks
juego
and
methods
questionnaires
come
up arte
withy an
paradójico
deofparticipación.
Se to
tituló
sobre
fueideal
una
artist,
according toen
thela audience’s
taste.
answering
conferencia-acción
que utilizamos
losBy
trucos
y méalmost
two hundred
spectators
todos sociológicos
de questions,
las encuestas
para deﬁcould
nir undecide
artista
on
thea sensibility,
the interests,
thedehabits,
and the styles
ideal
gusto del público.
A través
casi doscientas
preof
an artist.
As a questionnaire,
it gravitated
toward the
guntas,
se enfrentaba
al espectador
con la posibilidad
de
creation
a kind of identikit
image of anlosideal
artist,
decidir laof
sensibilidad,
las preocupaciones,
comportadeﬁ
ned by
popular
but theAunque
resultscomo
were encuesnot the
mientos
y los
modoschoice,
de un artista.
important
thing
here guración
either. The
ideaespecie
was tode
confront
ta propugnaba
la conﬁ
de una
retrato
spectators
theideal,
questions,
and
create apopular,
certain
robot de unwith
artista
deﬁnido
portovoluntad
state
of mind
regard tolos
art.resultados sino confrontar al
tampoco
aquí in
importaban
The questionnaire
is also ypart
ofun
thecierto
parallel
systems
espectador
con las preguntas
crear
estado
menof
deterioration
tal the
respecto
al arte. of democracy. In the context of
theLaclose
historical
ties between
statistics
and the
state,
encuesta
es también
parte de
los sistemas
paralelos
questionnaires
not just estimates
of rede retroceso de are
la democracia.
Dentroordepreviews
la estrecha
sults.
theyestadística
are also propaganda
devices
that
laciónIncreasingly,
histórica entre
y Estado, las
encuestas
aim
to simplemente
change public
opinion.
In fact,de
another
seriessino
of
no son
cálculos
o avances
resultados,
works
in
the
exhibition,
entitled
Categorical
Suggestive,
también, y cada vez más, mecanismos de propaganda desexplores
questionlaofopinión
subliminal
advertising.
It en
continados a the
transformar
pública.
De hecho,
la
sists
of auto-stereographic
images
messages
exposición,
está presente otra
serie containing
de obras titulada
suthat
only beque
perceived
certaindeconditions.
gestivocan
categórico
remite aunder
la cuestión
la sublimidad
publicitaria.
Se trata deuse
imágenes
autoestereográﬁ
cas que
JF: Your personal
of discourse
and language
is
very
important
in your artistic
work. permiten
The ﬂoorapreciar
plan at
tan sólo
bajo determinadas
condiciones
the
entranceque
to contienen.
the room that we discussed earlier is
los mensajes
immediately
juxtaposeddelwith
a very
characteristic
disJF: Tu uso particular
discurso
y del
lenguaje es muy
course
that en
youtuhave
sometimes
“dyslexic”:
importante
trabajo
artístico.described
El plano alasprincipio
de
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a singular dialect based on word games that lead you to
polysemies, to different possible interpretations. Your
use of language is an unusual way of employing a social
convention, which is something that also comes through
in other discourses that can be found in the exhibition.
Is the correspondence between verbal discourse and social convention in your work a reference to the relationship between the individual and social convention?
JLM: I think that the point of intersection is the logic
of representation, and representation itself is conventional to a large extent. I don’t know... Take the words,
for example; I have often said that they are not neologisms but paleologisms, in the Foucaultian sense of the
term “genealogical”: understanding how conventions
are established, how representation establishes its relationship or its supposed correspondence with the real,
is part of human nature and of social life, but also of
psychic life, because the world only becomes understandable and social because we share. There would
be many nuances, but that is essentially how it works.
We can feel that we share forms of representation and
forms of language only because there has been a constituent process by which this correspondence has

Michelangelo Caetani, Dante’s Inferno, 1868.
Hell as a Chamber of Parliament

Morphological Museum
Installation view of the document section
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Jacques-Louis David,
El juramento
The
Tennis Court
del Juego
Oath, de
1791.
Pelota, 1791.
Musée Carnavalet, Paris
París

been established
sensación
de que compartimos
in the common
formas
sphere.
de representación
They are cor-y
respondences
of valuehabut
also un
of meaning.
At present,
de lenguaje es porque
habido
proceso constituyente
in
line esa
with
the persisting romantic
tradition,
“convendonde
correspondencia
se ha establecido
en lo
común.
tion”
is a suspect word.deParticularly
an artistic
Y son correspondencias
valor pero alinmismo
tiempoconson
text
in which freedom
appears to take
over
correspondencias
de signiﬁcación.
Hoy precedence
en día la palabra
convention.
be stranger
try to
«convención»,Nothing
según lacould
tradición
románticathan
queto
persiste,
create
your own
language,Yunless
to share
es una palabra
sospechosa.
sobre you
todoexpect
en un contexto
it with others.
artístico
donde parece que la libertad está por encima de
I think convention
mayextraño
be oneque
of the
core aspects
of
la convención.
Nada más
pretender
crear un
parliamentary
idea of social
convention,
in
lenguaje
propio,logic.
salvoThe
si conﬁamos
en hacer
a los demás
the sense of something that is stable, habitual, and ritpartícipes.
ualized,
does que
not la
colloquially
refer to
a space
Es posible
convenciónappear
sea untonúcleo
básico
de
of lógica
dialogue
where life itself
is negotiated.
Even
so,conthe
la
parlamentaria.
Entiendo
que la idea
de la
idea of “convention”
as a estable,
decisivehabitual,
gathering
adds an invención
social, como algo
ritualizado
no
teresting
responsibility
to anything
do with
the contiene
coloquialmente
el sentido
de untolugar
de discusión
ventional.
donde
se negocia la vida misma. Sin embargo, la «convención»
JF: como
One aspect
reuniónindecisiva
which your
dota work
a tododiff
lo ers
convencional
from that
of other
artists who alsointeresante.
work with social themes is your
de
una responsabilidad
constant
of the subject.
You
the
JF: Unaquestioning
cosa que diferencia
tu trabajo
de express
otros donde
dissolution
of presentes
the subject
through
languagesocial,
or through
pueden estar
temas
de carácter
es esa
an
exhibition
situation
in which
visitorsArticulas
are confronted
constante
puesta
en cuestión
del sujeto.
la disoby
the del
many
labyrinths
worksoopen
up,situación
because
lución
sujeto
a travésthat
delthe
lenguaje
de una
your
workque
is much
morealplural
thancon
monologic.
Thislais
expositiva
confronta
visitante
los múltiples
very
different
the inaugura,
classic relationship
between
artberintos
que elfrom
trabajo
pues tu obra
es mucho
work
and social
subject, for Esto
example,
which
traditionmás plural
que monológica.
es muy
diferente,
por
ally
tendsdetolabeclásica
much relación
more monologic
and
about
ejemplo,
de la obra
demore
arte con
el
projecting
thetradicionalmente
construction of mucho
an ego,más
as inmonológica
the work ofy
sujeto social,
Beuys,
for example…
proyectiva
de la construcción de un ego, como en la obra
de JLM:
Beuys,
por referring
ejemplo... to instituting the identity of the
I was
subject
thanreferiría
instituting
ego.
We should
JLM: rather
Yo no me
tantothe
a la
institución
delrefer
ego
to the genealogy
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constituted by his or her social ties, and that’s where
the correlation with the citizen comes in. To put it
categorically, subjectivity is the product of a creation,
which may be either social—in which case we would
talk about a conventional, normalized subjectivity—or
personal—in which case we would talk about a singular,
authorial subjectivity. From this perspective, a republic
can only be comprised of authors: the republic as a creation can only be the work of authors as subjects. Only
by deconstructing one’s identity—which requires a creative act—can a subject become a singular being, given
that the creation of the subject involves the dismissal of
the imaginaries projected by one’s own culture. And this
is why “convention,” as you were saying, is probably a
space of dialogue in which subjectivity is negotiated.
But not by agreeing to remain trapped in images, which
is precisely what deﬁnes identity, idem-ontos, to be the
same. Nothing could be more contrary to the creation
of the author than the much-vaunted “search for identity” or “self-fulﬁllment.” Identity is shaped through the
sedimentation of acquired learning and training, and by
the ghostly remains of previous experiences, all of which
dooms you to fall into an imaginary trap of identiﬁcation. The task of the artist and of the spectator is precisely to surprise themselves in new ways through the
practice of the artwork, through the elaboration. The
subject would then be a consequence of the works; the
work makes the author, as I have heard many artists say.
But it does so in terms of a dismissal of identity. Only
through the practice of the artwork, of many artworks,
and of a great deal of time, you surprise yourself on detecting something of your realist desire, of your utmost
singularity. And to return to the subject of style: style is
the exact opposite of stylistic identity.
The same applies to us as citizens. Genuinely social
links are not created through shared identities based on
external signiﬁers that are social meanings linked to a
particular cause, a common enemy, a belief, or a supposedly shared interest. Rather, they are created through
what is real in ties based on desires that are not always
understood by the subjects themselves. A convention—
even in the sense of a gathering and conversation—is the
space where intersubjectivity is negotiated in political
terms. And it is also the space where, in subjective terms,
subjectivity is constituted in the dismissal of identities.
Although it seems paradoxical, convention is also the
space of dialogue, given that dialogue interrupts logos,

Jean-Jacques-François Le Barbier, Declaration of
the Rights of Men and of the Citizen, ca. 1789.
Musée Carnavalet, Paris
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thing as the constituting core of the social—the thing
that is being dealt with—and the thing as the constituting core of the personal—the thing that does the dealing with. I think art gives the thing, the res, a chance.
Not in the Heideggerian sense of a hiding from itself, but
in the Freudian sense of a central integrating aspect of
subjectivity, as the real of a constituent loss that is unrelated to signiﬁcation. The thing of art is both a recognition of the power of the object and a recognition of the
representiality implicit in the object. All the extensions
and reciprocities of the object and with the object are
heightened in the work of art.
Tools, instruments, and utensils are traces of human
labor, but they are also artifacts that create, inhabit,
and transform the human subject. They are thus social
implements in a relationship in which society itself is
a product of implements. All that exists can be seen as
and turned into a tool. Function is imaginary; it is not
objects but the rules of action that we accept as proof
of meaning: hard or soft, tangible or intangible, bodily
or sensory, emotional or ideological... instruments are
usage guidelines, plans of action, wills to control. But
also, a tool is always between the desire of its creator and
the eagerness of its user. Which is why the fragility and
humanity of those plans can be glimpsed beneath their
functional harshness. In the series Software, the sculptures were presented in the form of tools in a contemporary catalogue of “action plans” that bring to mind the

JUNK DNA, 2008
Photograph, 100 x 70 cm

Juan Luis Moraza, Diagrama.
Las evoluciones entre seres y enseres
(Diagram: The Evolutions of Beings
and Belongings) , 1991
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conjure up certain types of labor that are closely bound
to what we could call “the working class?” in comparison to other more intangible tools; the size of tools is
inversely proportional to the social status. We could say
that this work makes a connection between the tools and
the working class and the revolutionary aesthetic, the
republican aesthetic.
The Republican Crowns are halos and devices of distinction. From laurel wreaths—remnants of the sacred
nature of trees—to mural crowns—which represented the perimeter of the empire—crowns have become
epitomes of the monarchy. But they were originally also
distinctions placed on the heads of the hapless victims of
a prison sentence or a sacriﬁce. Military, triumphal, or
civic, placed upon the heads of gods, pharaohs, sportsmen, emperors, popes, aristocrats, military officers,
heroic citizens, or the dead, crowns set up a hierarchy
of levels that interrupts the social continuum. The idea
of the Republican Crowns came from the incongruity of
a circle of distinction within a sphere of equality. How
the ordinary ceases to be so through distinction. Different modalities began to occur to me. Some make reference to the world of the worker by means of a circle of
tools that suggest joint work, as if the crown were being
endlessly “worked upon”; others break up the circle to
demand they be supported by several heads at the same
time, tripod-like; others refer to cranial measurement;
and some recall forms of distinction in popular iconography, such as the funnel, which is traditionally the crown
of the mad.
JF: In the middle of the exhibition, there is an archive
where visitors can examine documents related to your
work. How do you see the presence of this archive in
the exhibition? You call them “morphological museums” and “demographic museums”... It’s a relocation or
reconstruction of your archive, but do you also consider
it a reference to museum archives? Are you challenging
the museum to present its archives as an exhibition? Because the Museo Reina Sofía is in fact known as a museum that structures its role within the community and
society around the notion of the archive.
JLM: Following a very contemporary discourse, this
museum is dealing with the question of the archive, even
with certain archival aesthetics that at times reject the
very idea of the archive. But as you mentioned, I prefer to call them museums rather than archives. The main
difference probably lies in the relationships among the
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conventions of the French Revolution that we’ve been
discussing, intensify around this subject.
JLM: The “demographic museum,” as we have called
it, includes a series of works and documents dating from
1991 to 1993. I consider the demographic question to
be crucial because it is at the very heart of the constitution of society. And what you say is true, so much so
that we can look back through history and see that it
is not a new issue. In the book MA(non é)DONNA. Imágenes de creación, procreación y anticoncepción, (MA(non é)
DONNA: Images of Creation, Procreation, and Contraception), which I published in 1993 and which dates
from the same period as the series of works included in
the “demographic museum,” I tried to delve as deeply
as possible into paleoanthropology and into the history of demography. I gradually became aware that the
logic of population growth has been the logic of economic growth virtually since Neolithic times, in an
enduring structural connection between production
and reproduction. So demography is an instrument of
capitalism that was born in the Neolithic. The intensiﬁcation of super-production and super-reproduction
took place simultaneously a few thousand years ago. The
age-old nature of this entente between production and

“Reproduction is a form of production,
the product being human beings.” (Marvin
Harris and Orna Johnson, Cultural Anthropology, p. 17)
“This surplus population becomes, conversely, the lever of capitalistic accumulation, nay, a condition of existence of the
capitalist mode of production. It forms a
disposable industrial reserve army.” (Karl
Marx, Capital, vol. 1 [1867], London: Penguin Classics, 1990, p. 784)
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of assembly
implies
diffuna
erent
are conversing,
interacting,y
y no sólothat
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information that is sometimes just kept in storage, waiting for a researcher to come along.
JF: Artists are now using archives and other documentation systems as a medium for their work, following in the footsteps of the pioneer and barometer
Harald Szeemann,6 who in 1974 organized an exhibition featuring the objects amassed by his grandfather:
the history of a Hungarian barber intersecting with the
history of Central Europe. As theorists of the new history and history of mentalities movements were already
arguing, the exhibition showed that every person is an
archive and also a museum. Aware of this, many artists
resisted the established museum and created their own,
their own ways of working with references, documents,
records, images, text, and display devices. Artists redeﬁned the museum through “their” own museum. And
I think this is the case with you and with your work in
this exhibition.
JLM: I am amused by the idea—also genealogical—
that there is a close link between collecting and colonialism. In some sense, everyone is a collector, and in
some sense each person colonizes the world, colonizes
the past, colonizes experience.
The acknowledgment of the singularity of every individual is intrinsic to democratic legitimacy, and this
implies a certain politics of biography. I think that this
idea is very strong in the contemporary museum: the
acknowledgment of singularity through the idea that
every individual is a biographical universe in him- or
herself, full of experiences that can be appealing and
valuable to others, etc. And this leads us to the questions of the universalization of metric systems and of
the humanization or singularization of standards of
units of measurement. The history of globalized units
of measurement is central to the republican age of the
Encyclopedia. Standardization always takes place at
the expense of sacrificing singularities. Universality
and singularity are in a sense the two sides of modernity, and they are inextricably linked in the development
of the modern experience. Imagine the situation today
in which the small print of contracts, the small print of
the law, could be considered a kind of sign of how contemporary the law is in relation to an unequivocal order.

6. Grandfather: A Pioneer Like Us (1974) was held in Szeemann’s apartment in
Zurich and brought together a collection of objects belonging to his grandfather,
a hairdresser by trade.

“Meaning is a rule of action.” (Ludwig
Wittgenstein, The Brown and Blue Books
[1933–35], New York: HarperCollins, 1986)

Dome of Sir John Soane’s Museum, London, 1993

Chemical Wedding, 2010
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metaliteraria,
tus can
ejercicios
detypes
otros of
autores.
texts, such
as essays
or theoretical
writings
on artistic,
Roland
Barthes
ha relacionado
el estatuto
del escritor
con
political,
or psychoanalytic
subjects,
forescribe
example,
or
el
del escribidor,
siendo el escribidor
el que
a partir
literary
works,
as your
parodic
othde
los textos
delsuch
escritor,
el que
trabajaexercises
sobre loswith
discursos
authors. Roland
compared
the ha
status
of the
yerparatextos,
como elBarthes
crítico. Roland
Barthes
combatido
writer
with that
of the scriptor/scribe,
somebody
who
esa
dicotomía
defendiendo
que el discurso
crítico puede
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writes
ser
también
based
una
onevidencia
the textsdeoflathe
escritura
writer,
y no
who
simplemente
works on
discourses
and paratexts,
like the critic. Barthes rejected
una demostración
de «escribiduría»...
theJLM:
dichotomy,
arguing
thatBarthes,
critical no
discourse
cana also
Seguramente,
pobre
ha asistido
una
be an instance
of writing and not
a demonstration
última
deriva contemporánea
delsimply
escritor
descendiendo
of “scribing”…
hacia
el escriba.
JF: [risas]
JLM:
Poor Barthes probably didn’t get to see the most
recent
evolution
of the writer’s descent
JLM: contemporary
Es casi un anotador
de cuentas...
toward
scribe.
JF: Me
interesan mucho esos textos tuyos que son claraJF: [laughter]
mente
literarios, sobre todo cuando son paródicos de otros
JLM: The
writer
has almost
become an
account
keepdiscursos,
como
el discurso
ensayístico
(como
ocurre
con
er...
tus apócrifos de Lacan), el biográﬁco, (como tu texto de
JF: I am overy
in those
textstuofreinvención
yours that
Malevitch)
del interested
discurso literario
(como
8
are
clearly
literary,
particularly
. those that are parodies
literaria
a partir
de Mallarmé)
of JLM:
otherYdiscourses,
as thealessay
discourse
(in your
paradójico,such
también,
emular
al escribidor
y al
apocryphal texts by Lacan), the biographical discourse
escriba...
(like
Malevich
text),son
andcomo
the un
literary
discourse
JF: your
Algunos
de tus textos
ejercicio
de alte(such que
as your
literary
reinventionentre
basedelon
Mallarmé).
ridad
reﬂeja
una reciprocidad
que
escribe y 7lo
And paradoxical too, given that they emulate the
queJLM:
escribe...
scriptor/scribe…
JLM: No sé, seguramente tiene que ver la destitución de
la identidad
JF: Somepara
of your
construir
texts subjetividad.
are like an exercise
Yo no tengo
in alterity
miedo
reﬂects a reciprocal
relationship
between
writer
athat
la contaminación
o a quedarme
encerrado
en the
las imágeandowhat
hereﬂ
writes…
nes
en los
ejos de otro. Y seguramente eso me permite,JLM:
más Ique
don’t
camuﬂ
know.
arme,
Thedejar
dismissal
que loofque
identity
yo recibo
to create
como
subjectivity
probably
has something
to do
with
it. I que
am
algo
importante
me atraviese
y obre en mí
lo que
tenga
not afraid
of contamination,
or of becoming
trapped
obrar,
sin miedo
a perder mi integridad.
Y al mismo
tiemin the
images or
reﬂections es
of menos
another.
And rather
po,
la relación
conthe
la textualidad
importante
de
than
camouﬂ
this
thatunI ser
canhablanallow
lo
queseeking
parece. Soy,
comoage,
todos
losmeans
humanos,
they things
thattambién
I consider
through
me
te
el lenguaje
me important
atraviesa y to
nopass
lo elijo,
me viene
and do
whatever
haveyto
do to
me, without
fear en
of
dado
como
lenguathey
materna
como
lenguaje
aprendido
losinginteriorizado.
my integrity.Pero
On the
other hand,
relationship
tanto
la sensación
quethe
tengo
es que mi
with con
textuality
is less
important
seems.
Like
trato
el mundo
no se
articula athan
travésit del
texto.
Es, all
en
human
beings,
I am irrenunciable
a speaking being;
language
todo
caso,
una parte
que poseo
comopermehumaatespor
me,e Iestar
do not
chose it.por
It islaalengua,
given topero
me no
as alemother
no
atravesado
otorgo
tongue
as a learnt
andheinternalized
language.
But I
un
lugarand
central.
En esto
discutido con
los psicoanahave the
thatque
myelengagement
the world is
listas,
puessense
no creo
inconscientewith
esté estructurado
not structured
through
In anyocase,
language issean
an
como
lenguaje ni
que la text.
verbalidad
la textualidad
inalienable
partafrontar
of me that
I inevitably
possess
as a funhusuﬁ
cientes para
ciertas
cuestiones
que creo
man being
permeated
by language,
but Ico-simbólico,
do not give itdi-a
cionan
en un
orden mucho
más iconográﬁ
crucial
importance.
I
have
argued
over
this
with Por
psychogamos, analfabeto, por decirlo de alguna manera.
otro
analysts,
because
I do notnothink
that
the unconscious
is
lado,
aunque
los artistas
somos
analfabetos,
nuestras
structured
as a language,
or that
verbality
and
textuality
obras
son analfabetas
incluso
cuando
tienen
textos,
pues
are enough
to confront
certain
issues
escapan
a la lógica
del sentido.
A lo
largothat
de laI believe
historia,oplos
erate inhan
a much
moretodos
iconographic-symbolic
an
artistas
recorrido
los géneros literarios:order,
poemas,

8.
7.

Dos
Two de
of them,
ellos, «De
“On amor,
Love, sabœr
Sabœr (Jacques
(Jacques Lacan)»
Lacan)” yand
«Culto
“Cultalofeclipse
the Eclipse
(meditaciones
(Meditations
de Malevitch en
of Malevich
su lecho de
onmuerte)»
his Deathbed),”
están incluidos
are included
en este
in this
volumen,
volume,
pp.pp.
169-207
169
and
y 209-231.
209, respectively.
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illiterate order we could say. On the other hand, although artists are not illiterate, our works are illiterate
even when they contain texts, because they escape the
logic of meaning. In the course of history, artists have
gone through all literary genres: poems, stories, novels,
essays, programmatic texts, manifestos… Some more
than others. I tend to identify with artists who get involved with the knowledge of their own time (and these
are the majority, not the exception) and become ﬂuent
in different forms of representation, including language.
JF: How did you start writing?
JLM: I think I was a very late starter. At an awards ceremony recently I reminisced about the fact that when I
was a child my drawing skills led me to have daily drawing lessons with a teacher who was deaf-mute. Every day
for years I would go to his house, where the doorbell
was a lightbulb. Learning was not transmitted through
words but through the hands. He would take my hand
and guide me, or I would put my hand in his so that
I could feel the gesture. It was very performative in a
sense, and it had nothing to do with discourse. And also,
as a teenager I was very shy and a very good student: I
had a wonderful relationship with knowledge but a difficult one with speech. I felt the need to try to understand
my actions without words in order to gain a certain

Juan Luis Moraza, Etimogonías (Etymogonies)

Endscape (Oppenheimereinstein), 2013
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adistance
una cuestión
in reflection.
casi pretecnológica,
As a teenager
de manualidad
I found thato art
de
classes
lacked
that literature
classesmucha
had:
visualidad.
Veía something
que en los análisis
literarios había
the
of the
wayyoinadmiraba,
which notions
más detailed
precisión.analysis
Y los perﬁ
les que
inclusoand
en
emotions
Art education,
on the
othlos poetas, are
eranproduced.
perﬁles dobles:
en España, por
ejemplo,
er
hand,
was que
reduced
an almost
pretechnological
Pedro
Salinas,
era unto
excelente
poeta
pero también un
manual
or visual
I was
thata there
was
gran ensayista.
Conactivity.
los artistas
me aware
empezaba
suceder
lo
much
precision
in literary
analyses.
mismo.more
Cuando
me encontré
con diecisiete
añosAnd
conthe
los
types
writers I admired,
even when
it came
to poartistasofconceptuales
y minimalistas
me sentí
muy cómodo
ets,
were
two-sided:
in delegar
Spain for
example,
I admired
porque
vi que
no querían
el texto
a los especialistas
Pedro
Salinas,
was los
an historiadores,
excellent poet
del discurso:
los who
teóricos,
etc.but
De also
modoa
great
essayist.
beganla to
happen with de
artists
too:
at
que fue
natural It
asumir
responsabilidad
la reﬂ
exión
seventeen,
when I Después
discovered
y de la transmisión.
vinoconceptual
el encuentroand
con miniJorge
mal
artists,
felt very
becausey Icon
could
Oteiza,
que Itambién
eracomfortable
un gran ensayista,
Dalí.see
Y
that
try to delegate
the text
to experts
de la they
manodid
de not
los artistas,
todo lo demás.
Bastaba
acudirina
discourse
as theorists,por
historians,
and osolaon.
So it
sus fuentessuch
para interesarme
la semiología
fenomeseemed
natural
to accept
for ni
reﬂdel
ection
nología. No
se trata
de una responsibility
cuestión exclusiva
arte
and
transmission.
Then
discovered
Oteiza,
who
conceptual
ni del siglo
XX.IPor
eso me haJorge
interesado
mucho
was
also ade
great
essayist,
Dalí. And then,
los textos
artistas
desdeand
la Antigüedad:
del elthrough
Tratado
these
artists,
everything
else.a los
Justtextos
looking
at their
de pintura
de Leonardo
da Vinci
de Peter
Hasources
would
arouse
my interest
semiotics
or phelley, Robert
Morris
o Luciano
Fabro,in
que
son formidables,
nomenology,
it A
was
all conceptual
art or twentietho Arte y sociedad.
sunot
modo,
independientemente
del tono
century
art.o This
is why
I have
been
very interested
in
ensayístico
poético
o como
sea,
los artistas
transmiten
texts
written
by artists
sinceelthe
classical
age:
muy bien,
manejan
muy bien
lenguaje,
y por
esoLeonarpara mí
do
Vinci’s
A Treatise
on Painting,
themiwritings
of utiPehanda
sido
importantes.
Al mismo
tiempo,
manera de
ter
Robert
andcontaminada
Luciano Fabro,
which
lizarHalley,
el lenguaje
estáMorris,
totalmente
por las
forare
Art and Society.
their es
own
mas magniﬁ
visualescent,
y por and
la mecánica.
Para mí In
el texto
unaway,
mairrespective
ofcomo
the essayistic
or poetic
or whatever
tone,y
teria tan física
la más dura
de las piedras.
Fracturo
artists
aresin
very
good contemplación.
at transmittingDi
and
handling
lanensamblo
ninguna
una
charla sobre
guage,
which
is why they
been
important for
me. At
la escritura
paranoica
con have
el título
«escrisuras»,
advirtienthe
same time,
myraíz
way
of using language
is totally
condo también
que la
etimológica
de la palabra
«escritura»
taminated
bylavisual
formsEntendía
and by mechanics.
I see
coincide con
de «crisis».
que la escrisura
eratext
una
as
a physical
material,a as
the hardest
stone. I
manera
de referirme
esaphysical
cuestiónascrítica,
de momento
break
it up
and que
put it
gave
decisivo
de algo
setogether
ponga enwithout
el sujetoceremony.
del propio Ihabla.
a talk
on cómo
paranoid
writinga construir
with the title
“Escrisuras,”
JF: ¿Y
empezaste
los discursos
paróto
draw attention to the fact that, in Spanish, the words
dicos?
escritura
crisis have
a common
etymological
JLM: (writing)
Más que and
paródicos,
quizá
sea mejor
llamarlos,
root. “Escrisura”
to beCreo
a way
of por
referring
to thaty
como
has sugerido,seemed
«arcanos».
que
admiración
critical
question of
crucial moment
of something
por
una necesidad
de the
distanciamiento.
Para medir
el grado
placed
in the subject
saying itself.
de
aﬁnación...
Medir esofmedirse.
Decía el compositor Erik
Satie:
Beethoven,
a Bach».
Estodiscourses?
me lleva a
JF: «He
And medido
how didayou
start creating
parodic
preguntarte
al revés,
¿cómo“arcane,”
lees las cosas?
¿O cómo
te enJLM: Perhaps
I prefer
as you
suggested,
rather than
I think
I started
out of admiration,
frentas
a unaparodic.
obra? ¿Qué
esperas
de ella?
and
need
to distance
myself.
measure
the pitch...
JF:a La
primera
impresión
que To
provoca
la lectura
de tus
When
you measure,
you rara,
see whether
measure up.
As
textos paródicos
es muy
como siyou
estuviéramos
escuthe
composer
Erikdesconocida
Satie said, “What
have I not weighed
chando
una pieza
de un compositor
que coor
measured?
Beethoven,
of Verdi,
etc.”
This
nocemos.
Esto All
creaofuna
sensaciónall
muy
ambigua
entre
la
leads
me to por
turnelthe
question around
and ask you:
How
admiración
reconocimiento
del virtuosismo
textual
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ydoconceptual
you read things?
y la búsqueda
How do
deyou
lo que
approach
hay de adiferente.
work? What
Allí
do
you expect
from Derrida,
it?
se abre,
como diría
esa diferencia que separa el
texto
susﬁrst
matrices.
Es una
siempre
JF: de
The
impression
oncuestión
reading que
yourqueda
parodic
texts
is aabierto,
strangey one,
likenos
listening
to analunknown
work
by
en
es la que
entusiasma
leerlo hasta
el ﬁnal
familiar
composer. This triggers a very ambiguous
ya al
pensarlo.
feeling:
part respondido
admirationpor
on recognizing
textual
and
JLM: Has
mí [risas]. Sí,the
porque
yo tenconceptual
part
an attempt
identify
go
esa mismavirtuosity,
sensación and
de los
textos.
Siempretoparten
de
what
makes it diff
erent.deThis
is whereque
thealgo
diffen
erence
that
la
admiración,
es decir,
reconocer
esos perseparates
frompero
its matrices
up,laasdistancia:
Derrida
sonajes
methe
ha text
tocado.,
también opens
de medir
wouldmesay.
This
always
open,Casi
andsería
it is
¿qué
falta
en question
ellos?, ¿qué
falto remains
yo para ellos?
what makes
to read
a textalgo
through
to the
como
añadir it
unfascinating
capítulo extra
a su obra,
que resuena
end,
to think
about
it. yo puedo decirlo con su voz,
en
míand
y que
a través
de ellos
o algo
JLM:parecido.
You haveEs
answered
una manera
the question
divertidafor
deme!
hacerlo
[laughter]
para
That
is the same
feelingsin
I get
fromporque
them. The
texts almí y también
respetuosa
exceso,
un exceso
de
ways
spring
from
admiration,
the recognition
thata
respeto
es una
falta
de respeto.from
Conocí
personalmente
something
those characters
an impresDerrida en about
una conferencia
que diohas
en made
la Escuela
de Arsion
on me.deBut
also from
measuring
Whaty do
quitectura
Madrid.
Estaba
rodeado distance:
de «apóstoles»
yo
they
lackese
forexceso
me? What
do I lack
them? It is porque
almost
creo que
de respeto
sólo for
le perjudicaba
like
adding
an extra
chapteren
to su
their
work,
something
él mismo
se había
convertido
propio
«apóstol».
Esa
that
resonates
with me
and that
I can
them,
actitud
me defrauda
siempre.
Creo
quesay
haythrough
que tener
un
in
theirgrado
voice,deorconﬁ
something
likeaquello
it. It isque
an enjoyable
way
cierto
anza con
respetas para
to
do it,
and allá
alsode
respectful,
although
not excessively
poder
ir más
la devoción.
Sólo desde
la distancia so
es
because
toojuego
muchderespect
is disrespectful.
I met
Derrida
posible un
escritura
tal, sin ninguna
ansiedad
de
in
person at a personal.
lecture that
he gave
theaEscuela
de
desintegración
No basta
conatcitar
un clásico,
Arquitectura
in Madrid.
He was
“discileerlo es escribirlo.
No importa
lo surrounded
que quieren by
decir
sino
ples,”
I think
qué nosand
hacen
decir.that this excessive respect was detrimental
to him
because
he himselfde
had
his own
Por otra
parte,
estoy convencido
quebecome
todos somos
to“disciple.”
This
attitude
always
me. I think
dos en cierto
grado,
aunque
sea disappoints
uno muy pequeño.
Con
you
todecir
have aque,
certain
degree of
easepredisposición,
and trust with
esto need
quiero
si estimulas
cierta
the
things
you respect,
to allowy you
to movealbeyond
puedes
acrecentar
tu empatía
reconocer
otro endeti.
votion.
kinds
gamesyare
only possible
AunqueThese
en cada
unoofla writing
combinación
proporción
sean
from
a certain
distance,
about
personal
diferentes,
todos
tenemoswithout
algo de anxiety
autista, de
genio,
de esdisintegration.
It is not
enough
to quote
classic
text;
tricto o de indolente.
Todos
poseemos
todosalos
caracteres
reading
it means
writing
it. ItCliff
doesn’t
matterdescifra
what the
y todas las
pasiones.
Cuando
ord Geertz
el
texts
aredetrying
to de
say,losonly
what theymás
make
us say. de la
«estilo»
algunos
antropólogos
relevantes
At thereconoce
same time,
am convinced
we areenalleleach
historia,
eseIjuego
de espejosthat
deformes
que
other,
even
only to a very
small
degree. Whaty Ielmean
is
consisten
losifencuentros
(entre
el antropólogo
nativo,
that
youantropólogo
activate a certain
predisposition, you can boost
entreifun
y otro...).
your
and como
recognize
the other
inside
of you.
Even
JF:empathy
¿Tu trabajo
profesor
ha sido
también
importhough
theelproportions
and
combination are different
tante para
desarrollo de
tuthe
textualidad?
forJLM:
each Cuando
of us, weentré
are allpor
part
autistic,
genius,
seprimera
vezpart
a dar
clasepart
en una
vere, part indolent.
have
all the
traits
universidad,
llegué We
muyeach
joven
y con
unapersonality
gran diﬁcultad
and all
the passions.
When
ordunGeertz
deciphered
para
lo público.
Así que
para Cliff
mí fue
auténtico
ejercicio
the “style”yofemocional,
some of history’s
mostporque
prominent
anthrogimnástico
seguramente
la timidez
es
pologists,
recognized
the game
distorting
mirrors
siempre
unhe
síntoma
del exceso
de inﬂofuencia
por parte
del
that is
inherent
in encounters
anthropologist
otro,
como
si estuvieras
demasiado(between
afectado por
la presencia
andotro
native,
between one
anthropologist
and
another...).
del
y necesitaras
protegerte,
primero
con
el silencio,

“Almost
«Casi
todo
allelofOriente
the Orient
recurre
uses aquotes
citas cuanto
do deseaa dar
express
direct
expresión
personala una
experience.”
experiencia
personal directa.»
(Hermann
Graf Keyserling
(Hermann
[1880–1946],
Graf Keyserling, in
quoted
citado
Hector
en Héctor
Juan Fiorini,
Juan Fiorini,
El psiquismo
El
psiquismoBarcelona:
creador,
creador, Barcelona,
Paidós, 1995,
Paidós
p. 14)
Ibérica,
1995, p. 14)
“I do not speak you, I speak in you.”
«No te digo,
(Roberto
Harari,
dio en
Delti.»
arte
(Roberto
en psicoanálisis,
Harari,
Polifonías. Del
Barcelona:
Ediciones
arte en psicoanálisis,
de Serbal, Barcelona,
1998)
Ediciones del Serbal, 1998)
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después
JF: Would
con palabras
you say that
y objetos.
your work
Siempre
as a hay
teacher
una has
especie
also
been
important
to the development
your textuality?
de espacio
intermedio
o de materia of
intermedia
entre la
presencia
delﬁotro
y la propia.
profesor fueI
JLM: The
rst time
I went Mi
to tarea
teachcomo
at a university
was very
young,porque
and I me
hadejercitó
great diffi
culties
with bemuy
importante
en la
desprotección,
ingevitar
in public.
So it was
a huge
exercise in y,emotional
en
la necesidad
de esa
intermediación
al mismo
gymnastics
for me, probably
because
shyness
always
tiempo,
de explorarla
al máximo.
Creo que
en elisarte
hay
a symptom
of excessive
uence of the
other.
It isuno
as
un
cierto compromiso
deinﬂ
transmisión.
Como
autor,
thoughesthe
of the other
affects
you too
much
nunca
delpresence
todo indiferente
a lo que
le pasa
al otro
en
and you con
need
protect
yourself,
ﬁrst with
silence
and
relación
la to
obra.
Eso no
quiere decir
que deseo
predethen withuna
words
and objects.
There
is always
kindalgo
of
terminar
conducta,
pero algo
quiero
cuando adejo
intermediate
or an intermediate
para
que otro space
lo encuentre.
Y por eso te material
pregunto,between
¿tú qué
the presence
of con
the las
other
and¿qué
youresperas
own. de
Myellas?
work
as
haces
en relación
obras?,
Pora teacher
was crucial
trained
me tonoexpose
que
yo al menos
quiero because
que algo it
suceda
(aunque
deseo
myself, to qué
bypass
the«algo»).
need for intermediation, and also
prescribir
sea ese
to JF:
explore
it toplantea
the maximum.
I think
there
a certain
Eso nos
la cuestión
de cómo
te is
constituyes
commitment
that comes
art.buscas
As an
en
espectadorto
deltransmission
proceso de creación.
Enwith
tu obra
author, you
are never
totally indiff
erent to the
siempre
construir
un universo
de referencias
querelation
puedan
of the
otheralwith
the del
work.
This does
mean
thatelI
ser
comunes
espacio
espectador,
un not
espacio
donde
want to predetermine
particular
but I do
want
espectador
sienta reconocible
y al actions,
mismo tiempo
extraño
something
I leavea partir
a workdetoreferencias
be found bycomunes.
the other.
el
territoriowhen
que abres
Y
Thissucede
is whymucho
I was con
asking
you what you
in relation
to
eso
las referencias,
quedo
pueden
ir desde
theteoría
works.
What do you
expect de
from
them? I, at least,
la
psicoanalítica
al dominio
lo político.
doJLM:
wantDesde
something
happen (although
don’t want
to
luegotoreconozco
que, sinIquerer
prededictate
that “something”
be). un despliegue de
terminarwhat
al espectador,
procurowill
ofrecer
pistas,
JF: This
de rastros,
raises de
theorígenes,
questionmostrando
of how you
en las
constitute
obras su
yourself
as spectator
of the
process of
propio proceso,
su carácter
incompleto,
su creation.
origen. Se Your
trata
work
always seeks
to create
a universe
of lo
references
that
de mantener
una cierta
proporción
entre
que comparcan
by the spectator,
space iny which
tertes ybeloshared
que transmites,
entre loacomún
lo más the
propio.
ritory
based
on common
references,
Lo quethat
dicesyou
meopen
hace up,
pensar
de nuevo
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that information. This is why the struggle for freedom of
impression will one day be an inalienable condition for
the conquest of the freedom of opinion. A true parliament must be a place of listenings and intervals, a place
in which the speech of listening becomes possible. And I
can only understand artworks as a means for producing
spaces of listening, of looking.
JF: But wouldn’t that be a kind of critical interpretation? Semiotics, Umberto Eco style?
JLM: But what part of Umberto Eco? [laughter]
JF: At some point, whether through Barthes or
through Eco, you arrive at a semiotic discourse that
seeks to critically interpret popular culture through its
iconologies, iconographies, symbologies, and so on.
JLM: Following the theorist Dwight MacDonald, Umberto Eco, and many others, there is no longer a clearcut difference between high and low culture. Particularly now that high culture has ﬂirted with camouﬂage and
with discussions around this difference, and has incorporated signiﬁers from popular culture (and vice versa).
Deconstruction works as an intercultural back-and-forth
in which each culture frees the other from exclusivity;
each culture is a tool for investigating the other. And in
this to and fro opens up possibilities for the author and
for the spectator.
JF: Your discursivity is also inﬂuenced by psychoanalytic discourse. You surprised me earlier by saying that
you do not consider language to be a structure of the
unconscious.
JLM: No, it’s the other way around, what I said was
that the unconscious is not structured as a language.
Language is in fact a structure of the unconscious,
but the unconscious is not structured like a language.
I think that the structure of the unconscious is more
complex than that of language. In fact, there is a huge
gap between a dream and the verbal memory of it. In
other words, the difference between the dream that
you dream and the dream that you recount is enormous, and that gap is precisely the fertile interval for
analysis. And the dream is not structured as a language
in an epistemic sense, through which we could even
decipher a meaning. Because as psychoanalysts know,
dreams are themselves interpretations, so the interpretation of dreams does not attempt to understand them
but to instrumentalize them in the deconstruction of
the ghost.
JF: You have gone into psychoanalytical discourse...

“In today’s cities, the artist cannot boast
of being part of a prolem sine matre creatam,
like the romantic artist who considered
himself removed from all local and social
conditioning. Instead, today’s artist has
become a worker in the services sector.
Not because the artistic act has lost its
autonomy, but because the status of ‘genius’—as B. Croce so ingeniously saw—
has been ‘democratized.’ The genius has
become popular, he is legion, he is all of us.
This is why objects appear in a distracted,
transitory way for the aesthetic rite.” (Lluís
Álvarez, “Estética en la Ciudad,” in Temps
de Disseny, vol. 4, Barcelona: Elisava, 1990)

Edmund Engelman, Freud’s armchair, 1938.
Sigmund Freud Museum, Vienna
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JLM: I ﬁrst ventured into psychoanalytical discourse
by chance, or, in other words, by necessity. I was in
Rome studying the relationship between iconography
and demography, immersed in the universe of representations of the body, of pleasure, and of pain, and of
the associations and correspondences among bodily organs and symbolic functions. Against this background,
I remember wandering through a library and opening
a book, which turned out to be Seminar XX by Lacan,
entitled Encore.8 I had come across the Écrits earlier, and
I had attended a PhD course on Freud; I felt some reluctance toward the psychoanalytic narrative. But just
then, by chance, I read something like “on arriving in
Rome and seeing the ecstasy of the Blessed Ludovica Albertoni one realizes that Christian art has always been
obscenity.” The “eternal city” as a grand baroque device
for subjective induction conﬁrmed this statement, which
resonated with the work I was doing as an appeal to the
representation of pleasure as a technique of governing.
That encounter led me to lose myself in Lacan’s seminars with great pleasure, but very freely, without trying
to understand. And in that unbearable and almost psychotic jumble of his way of speaking, I gradually found
very precise formulas that emerged with a tremendous
power of condensation. Such as when he says that “the
rich have property that they don’t pay for,” for example,
which is a simple, radical deﬁnition of the most complex
economics. It was like ﬁnding jewels or tools for uncovering latent structures, which were sometimes very obvious but for that very reason very forgotten.
JF: Now we have writings that use slogans and plays
on phrases, like the work of Slavoj Žižek, who has inherited that extraordinary capacity for synthesis that we
can see in some of Lacan’s phrases.
JLM: In Žižek and even in Derrida, whose writing
is highly contaminated by psychoanalytic discourse,
in form as well as content. Psychoanalysis is organized
around illuminations or condensations of consciousness
that deconstruct hypotheses of personal phantasmagoria. In Žižek’s case, it is a very conscious strategy guaranteed to provoke controversy, and it has abandoned the
long, tortuous paths of Lacanian speech. These signifying condensations in speech have the same speciﬁcity as

8.

Seminar XX dates from 1972–73. Published in English as The Seminar of Jacques
Lacan, Book XX, Encore: On Feminine Sexuality: The Limits of Love and
Knowledge, 1972–1973 (New York: W.W. Norton, 1998).

“A tortuous road which the intellect enters
without quite knowing what direction to
take.” (Jean Le Rond d’Alembert, Preliminary Discourse to the Encyclopedia of Diderot,
vol. 1 [1751], Chicago: University of Chicago Press, 1995, p. 46)
“The long and winding road” (John
Lennon and Paul McCarthy, 1970)
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the artistic object. Their speciﬁc morphological deﬁnition is shot through with gaps of meaning, but structural speciﬁcity is a prerequisite for the possibility of
openness.
As for Lacan, the exhibition entitled S¡ [Elba Benítez, Madrid, 2004] turned out to be a small tribute to
him, and included a documentary accompanied by my
second apocryphal lecture, “De amor, sabœr” (2004),
which I presented alongside silver and polymer kisses
cast from molds. My ﬁrst apocryphal text by Lacan, entitled “Impossible,” was an act of appreciation but also a
distancing. In both of the texts I took Lacan’s style to its
logical conclusion, making him say things that I would
have liked to hear. Salvador Dalí, who inspired Lacan’s
hypothesis on psychosis, talked of “psychological camouﬂage.” I think that grasping an author’s style takes
you deeper into his work than content analysis. It is like
copying an artwork, you physically feel the object from
the inside. Technique allows you to understand things
that cannot be understood in any other way. Nowadays
art historians do exercises in fresco painting, for example, because the physical experience is understood to
make them more qualiﬁed to interpret history than simply contemplating images or texts would.
JF: It is very interesting to see how an artist like Richard Hamilton—whose latest exhibition is on now at
the museum—reconstructed the Large Glass and other
works by Duchamp, not as copies of the originals but
as true reconstructions. He uses Duchamp’s notes as a
reference, and remakes the works “for the ﬁrst time”...
JLM: He produces the latent. I remember an exhibition at the Prado in 1987 entitled Rubens. Copista de
Tiziano, which was a true lesson in painting. The show
consisted of paintings by Titian displayed opposite the
copy of them by Rubens. They were the same size, with
the same iconographic design, but one was 100 percent
Titian and the other was 100 percent Rubens: they were
exactly the same, except in every way [laughter]. It was
wonderful.
JF: That is also a way of creating a textuality, of occupying the crystalline dimension of styles. Because style is
also polyhedral in its possible expressions. Like Proust’s
pastiches et mélanges.
JLM: Yes, I think that every style can be found within
every style. If you look very closely at Minimalism, you
see that the difference between one Minimalist and another is as great or greater than the difference between

Juan Luis Moraza, Suelo imperial (Imperial Floor),
1994. Friends of the Museum Collection, ARTIUM
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Minimalism and Impressionism. What makes Dan Flavin
important is not just his artistic use of industrial elements, or his use of simple numerical systems, but a certain pictorial chromaticity linked to Impressionism and
applied to the architecture of space. Similarly, Robert
Morris’s roots link his works to Surrealism, and it is impossible to imagine Robert Smithson without his fondness for American popular culture and extraterrestrial
ﬁlms and literature. The greater the resolution, the more
you see that all styles are contained in each style. The
demand for singularity in the historical narrative leads
to the introduction of cuts that simplify complexity, particularly in terms of discourse—even the discourses of
the artists themselves—and this makes the differences
between styles seem greater. Programmatic discourses
are often more radical and simplistic than the works.
JF: Let us turn now to another thing that I think is
key to your work, which is the question of desire and
how you deal with it through your artworks and through
theoretical and social issues. In your work desire becomes a desire to present the unpresentable, a way of
working in that interstice of the real, beyond the conscious, which springs from the body but exists beyond
the body, which is between bodies, between words, between discourses. There is a sense of the interstice in
your work with the fragment. Like the space between
two mouths that kiss, which you tried to objectualize in
the series of kisses that radically changed the way the
kiss is represented... We have all been hijacked by ﬁlm,
we all know how two faces approach each other, touch,
and kiss. But you go further, to the ﬂuids, to that which
is not represented or which cannot be represented, and
you express it in a very personal way. As if the resulting
work could be a consequence of the interstices of the
unrepresentable.
JLM: We were talking about textuality, and I certainly acknowledge that I do not conceptually or physically produce my works based on a narrative or thematic
textuality. The process slips away from control and
consciousness. It is more of a ﬂow than a discourse, in
the double sense of ﬂowing and going with the ﬂow. A
weaving more than a text. The process is open, ready,
available for things to happen; you arrange a series of
elements, and in a sense you wait for something to happen, in your relation to them and within the actual physical process. And you hope that desire will play a role in
dictating this process from the arbitrary to the necessary.

“Not everything passes constantly.”
(Ernst Bloch, “Génesis y estructura en
los sistemas ﬁlosóﬁcos,” in Las nociones
de estructura y génesis, vol. 1, Buenos Aires:
Nueva Visión, 1975, p. 3)
“Neither induction nor induction can ever
add even the slightest item to the data of
perception; and … mere precepts do not
constitute any knowledge applicable to
any practical or theoretical use. All that
makes knowledge applicable comes to us
via abduction.” (Charles Sanders Peirce,
“The Proper Treatment of Hypotheses:
A Preliminary Chapter…” [1901], Ms. 692,
Houghton Library, Harvard University)
“Potential is born of disposition.”
(François Jullien, The Propensity of Things:
Towards a History of Efficacy in China [1902],
New York: Zone Books, 1999, p. 25)
“I hope my hands are such that without
aid from you they will declare what sort of
a fellow I am.” (Benvenuto Cellini, The Life
of Benvenuto Cellini, vol. 1 [1563], London:
J. C. Nimmo, 1848, p. 30)

Concavex Triunit, 2009
Mixed technique,
15 x 19 x 25 cm
Liberal Inner Smile, 2009
Nickel bronze, resin,
12 x 19 x 18 cm
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In other words, that it will focus a whole backdrop of
ideas, of conscious intentions, of concerns about the
world, about yourself, about relationships, about art itself, and so on. It is also present in the importance of the
material physicality, the emergence of obstacles, the lack
of resources, in conﬂicts with the real. So you hope that
all of this will gradually condense into something concrete, a certain structure. And that the result will give
you keys to understanding what your desire is playing
at, what you are up to by doing what you think you are
doing.
Your question is difficult to answer because desire is
the unconscious. It is true that desire moves the work,
more than ideas or interests. We should not confuse the
subject that an artist is with the artist that a subject is.
The coordination or lack of coordination between subject and artist implies—as person—a concern with the
world and with life, and it implies—as artist—a concern
with art. Art demands a kind of “equalization” between
those two types of concerns, because if only the artist’s
concerns exist or prevail we end up with the narcissistic artist, self-absorbed in his musings or in self-referential artistic games. And if only concern for the world
exists or prevails, we could say that art ceases to occur
and becomes something else: commentary, documentary, critique, reﬂection, activism—all very important
things— but without the commitments and the exigencies of art. Because in art, the tension between these two
concerns makes it possible to delve much further into
each of them, beyond mundane signiﬁcations and personal phantasmagorias, and far beyond artistic rhetoric.
For art, the themes it addresses are less important than
art, and for the themes addressed by art, art is less important than the themes it addresses.
It is also hard to answer your two-part question about
whether it is true that desire plays an important role in
the production process, and whether this has something
to do with the visualization of the invisible. I think the
key lies in the experience of the interstice or the fold,
of the multiple folds and complexities that are affected
in the making process. In fact, another section of the
exhibition has to do with a series of works called Implexities, a play on words in reference to a mixed experience of complexity and involvement/implication, which
is linked to the notion of the fold or the pleat, beyond
etymological resonances. Involvement/implication—
sensory, emotional, ethical, and logical—refers to a kind

Gian Lorenzo Bernini, Blessed Ludovica Albertoni,
1674 (detail). San Francesco a Ripa, Rome

“In augury the intestines were called
‘palace of the intestines’ or just ‘great
palace’ (the Akkadian ekkalu, like the
Hebrew heichal, means both ‘palace’ and
‘temple’). ‘Palace of the intestines’ was also
the name of the underworld in Mesopotamia.” (Joseph Rykwert, The Idea of a Town
[1976], Cambridge, Mass.: MIT Press, 1988,
pp. 53–54)

Carillion of Innate Laughter, 2009
Nickel bronze,
35 x 35 x 120 cm approx.
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of subjectual recursivity and to the limit between the
outside and the subject. Complexity assumes the fragility of the limit between order and disorder. Complexity
is interpreted as a complex order in which regularities
and irregularities, components and opponents, maintain a structural stability together. It can also be seen as
a model of organization that is decentralized and hierarchic at the same time, as an implicit order, as a constituent aspect, as the interaction or sensibility among
different parts. The works are often based on dialogic
principles that link antagonistic terms. There is also a
sense of a certain incomplete status, as if the whole does
not wholly exist.
This interstice of implexity, which causes things to
be neither linear nor clear, is the condition of internal
complexity and of binding involvement/implication.
Revealing the folds, the interstices, is less a playing at
seeing the invisible than an acknowledgment of implicit
complexity.
As for the molds of kisses, I was not trying to make a
new version of the tradition of the kiss (from Auguste
Rodin and Constantin Brâncuși to all those big-screen
kisses that loom so large in our imaginary). When I
made those molds, my conscious intention was to address a very perverse situation regarding capitalism
and the world of emotions: the capitalization of desire.
I was quite shocked by the proliferation of “seduction
schools,” workshops on caressing and all the spin-offs
of the promise of an art of loving. All these mechanisms
seemed to me perverse symptoms of an emotional capitalism in which emotions are subject to a logic that exploits meaning and use. It seemed to me that the quintessence of this perversion could be a factory of molds of
kisses, which would then be used to manufacture kisses
from the molds. So I decided to present the evocation of
a usable mold as a work. The procedure involved generating material snapshots of that instant of the kiss. It
was a very artiﬁcial process that affected the intimacy of
the kiss, denying the intensity and the emotion. Even so,
the molds are representations, metonyms of kisses, but
also representations of the perversion of the kiss in contemporary society, of the commercial kiss. It was a conscious intention that I later recognized in Wim Delvoye’s
pornographic X-Rays. And the result was a monstrous
iconography full of crevices, cavernous morphologies
created by turning the inside of mouths into a unit between the two mouths and converting the hole and the

“Men in ancient times thought that they
lived on the other side of the tapestry, to
borrow the expression from G. K. Chesterton, and that the complete design of existence could only be found on the side that
they weren’t on. This is why they sought
knowledge of reality, what we would now
call the meaning of life, in the realm of the
dead. The creation plan, divine design,
the hidden face of human destiny, must be
revealed in the underworld. And the journey to the afterlife became a pilgrimage
to the springs of sanity, a rare knowledge
that could not be separated from religion,
or from the political organization and the
role that the main rulers played in society.”
(Miguel Rivera Dorado, Laberintos de la
Antigüedad, p. 146)
“After all, rather than joining the Cartesians in saying that our intelligence can
only be seen as a smaller degree of divine
wisdom, it would be more precise to argue
that what we call human intelligence or
reason is simply the excess compared to
the stupidity of birds.” (Gustavo Bueno,
El animal divino, Oviedo: Pentalfa, 1985,
p. 300)

Radiogram of Dürer, 2010
Charcoal on wall,
160 x 150 cm approx.
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ﬂuid into matter. The molds of kisses produced a strange
effect, because there were these cavernous forms, but
at the same time the mix of the noble materials—with
the old nobility of silver and the industrial nobility of
self-polymerizable resins—, the anthropometric scale
of the mouths, and the monstrous shapes let a strange
beauty emerge.
JF: There is something Dalí-like about not separating
the inside and the outside of the body.
JLM: Yes, that’s probably true...
JF: And Dalí also distorts the representation of beauty as we know it…
JLM: Yes, I think that was probably due to his own
physical and psychotic experiences; Dalí was very aware
of how the body was being subjected to a brutal capitalism. I think that he very lucidly suggested a relationship
between capitalism and cannibalism. In Autumn Cannibalism (1936), the kiss between two lovers turns into a
mutual devouring. The molds of kisses are accompanied
by an apocryphal lecture by Lacan on the knowledge of
love. It was a reﬂection on love in capitalism, in which
the kiss is referred to as a contained devouring, and on
the relationship between the orality of the discourse and
of the kiss.
In different ways, I can see how the disclosure of subjectivity in my texts reﬂects the strangeness of contemporary experience in regard to the body, social ties, and
so on…
The series ARLMA uses the anthropometric system
of classical cultures to generate structures that are not
anthropometric in formal terms, even though they evoke
the characteristic “skin” of the baroque imaginary and
its statuary. These sculptures have always been exhibited in groups, like a parade of diversities. The reversal
of the body in its interiority and exteriority can be seen
in another series that is also in the exhibition under the
generic title Dividuals. These “dividuals” are also molds,
but in this case they are the molds of human heads, and
they have been turned inside out, like a sock, so that
the convex becomes concave and the inside becomes
outside. There is an inversion: the inside moves to the
outside, and the position of the spectator moves inside.
Turning the skulls inside out creates monstrous, vaguely
anthropomorphic ﬁgures.
JF: They could even be reptilian...
JLM: The neurologist Paul MacLean has explained
that our brain is triune, that is, it contains the residual

“The inclination to choose in one direction rather than the other became one of
the most intense means of man on an individual and collective, social level. The fact
that preference is often without motive, or
is guided by supposed advantages—ethical, ﬁnancial, political—is of no importance.” (Gillo Dorﬂes, Del signiﬁcado de las
opciones, Barcelona: Lumen, 1975, p. 138)
“Industrial civilization meant the beginning of fragmented work, of extreme
specialization at all levels, leading to the
individual’s strong dependence on the
human group. At the same time, it lead to
the obfuscation of the social role of the
individual, and of the individual’s historical signiﬁcance.” (Henri Laborit, L’homme
et la ville, Paris: Flammarion, 1971)
“Torn between the awareness of determinisms and the voluptuousness of freedom,
everyday man passionately wishes to
believe in the decision.” (Lucien Sfez,
La decisión, Mexico City: Fondo de Cultura
Ecónomica, 1987, p. 10)
“The ‘Get rich!’ of liberal society has been
replaced by the ‘Choose!’ in our societies.
It is not an open choice, however. The
consumer does not choose the investments,
and thus the type of consumption.” (Alain
Touraine, in Conversaciones con los radicales,
p. 147)
“Not ‘the Devil made me do it,’ but ‘our
genes made us do it.’ Some writers have
even depicted genes as if they were rather
like little demons inside our bodies
constantly pulling strings.” (Michael
Carrithers, Why Humans Have Cultures:
Explaining Anthropology and Social Diversity,
Oxford: Oxford University Press, 1992,
p. 40)

S¡ (Molds of Kisses), 2004
Installation
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brains of successive moments of evolution, each specialized in different functions. The oldest brain, which controls perceptions and behavior linked to territoriality,
sexuality, and aggressiveness, is a reptilian brain. Then
there is a mammalian brain, which manages aspects that
have to do with memory, affectivity, and sociability, and
a thin cerebral cortex, the neocortex, which specializes
in inventing, raving, lying, and investigating. The fact
that these three brains are not perfectly coordinated
explains much of our social behavior. Imagine an individual whose maximum creative potential and maximum
memory capacity is controlled by his reptilian brain…
and you have an identikit portrait of savage capitalism.
Some of these inside-out skulls do have a certain reptilian appearance, and one of them is actually entitled
Creative Reptile. They were exhibited alongside a pseudodocumentary made as a tribute to Paul MacLean.
In any case, the skulls take the representation of the
body back to a very physical level. I remember that when
I started this series I began from the self-evident truth
that being alive is not the same as not being dead, because our organic structures are full of inorganic material, and the difference between a living body and a dead
body is a very slight metabolic energy and, along with
it, the phenomenological ﬁlm of sensoriality and consciousness. We could say that when you die your bodily
processes based on exchanging energy and matter with
the world continue but the phenomenological narrative
and the exchange of information end. The skulls operate
like a material x-ray. Or, to put it differently, the x-ray
leads us to the bones, it drastically reduces us to physical
entities. There is a long tradition of representations of
skulls in the history of art, always linked to death and
to vanity. I thought it would be difficult to do something
with the ﬁgure of the skull that would not be overly anecdotal or literal. By reversing inside and outside and
creating a human representation based on the skull, I
felt as if I were also placing myself inside and outside
the body at the same time. An inside-out skull means
that the inside of the skull is outside, and the outside
is inside. Some of these works close the exterior convexly and force you to remain inside the skull, looking
at the outside world from the small concavity through a
peephole. It could appear to be a representation of the
limit of soul searching, the deposition of intimacy and of
representation, because representation can only exist if
something remains hidden. If there is nothing hidden,

“The Idiot is a hero of authentic feeling
against perverted civilization.… He may
not have the nimble mind of the learned
ones but in his primitiveness he speaks in a
language more original than that of reason,
the language of the heart and even of the
soul.” (Pascal Bruckner, The Temptation of
Innocence, p. 84)
“The reign of images is the new way in
which capitalism utilizes the schizzes and
diverts the ﬂows: composite images, images ﬂattened onto other images, so that
when this operation reaches its outcome
the little ego of each person, related to its
father-mother, is truly the center of the
world.” (Gilles Deleuze and Félix Guattari,
Anti-Oedipus, p. 265)
“Individual creativity in and of itself is one
of the shortcomings of capitalism, which
squanders it tragically. I would like education to promote the spirit of solidarity
to the same extent.” (Roel van Duijn, in
Conversaciones con los radicales, p. 88)
“The little man as the measure of all
things.” (Abraham Moles, El Kitsch, Buenos
Aires: Paidós, p. 27)
“In a labyrinth their very speed puzzles
and confounds them.” (Seneca, Epistulae
morales ad Lucilium, AD 64)
“The work is not what I am writing, but
what I never actually write—what I don’t
manage to say … all works, even the most
perfect, are the premonition or the draft
of another work, the real work, which is
never written.” (Octavio Paz, “Sólido/
insólito,” In/mediaciones, Barcelona: Seix
Barral, 1979, p. 255)

Orchid Kiss, 2004
Autopolymerizing resin,
2.1 x 10 x 3.2 cm

Trouisme, 2004
Autopolymerizing resin,
7 x 8.4 x 6 cm

Obsculity, 2004
Autopolymerizing resin,
6.2 x 7.3 x 5 cm

Kissdom, 2004
Autopolymerizing resin,
1.5 x 3 x 10.1 cm

Bimasque, 2004
Silver,
8.9 x 6.4 x 8 x 5.5 cm

Ouilogie, 2004
Silver,
3 x 7.8 x 4.3 cm

Eromorphia, 2004
Silver,
7.7 x 6 x 6.5 cm
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there is no expression. The title Dividuals is a reference
to this question of subjectivity and to the social bond in
contemporary society. The illusion of a strong identity,
which characterizes the undivided individual as the center of will and design, is characteristic of humanism and
liberalism. But after the French Revolution, it was not
just the forms of the State that underwent processes of
redeﬁnition that recognized their constitutive paradoxes and tensions. Subjectivity itself has also gone through
a redeﬁnition that recognizes complexities that have
little to do with illusions of individuality. The modern
subject is a subject divided by internal inconsistencies
and fractures, and by external fractures in the universe
of relations. This is why the notion of the dividual is more
in keeping with the current sensibility in regard to subjectivity. In reality, the illusion of the individual is in the
interests of the fantasy of a society of free subjects. But
also and above all, it is in the interests of the strategies of
control that need to encourage forms of subjectivity that
are understandable, approvable, predictable, repairable,
and replaceable. Individuality turns singularity into a requirement for equivalence within the expanded archive
of identities à la carte. The uniqueness and integrity of
the “individual” favors the desire to control, the illusion
of a model citizen. The individual responds to reﬂex
conditionings; the subject explores the loopholes of the
law—the space between the prohibited and the obligatory, which, from the psychoanalytic point of view, is the
space of pleasure but also the space of decision. For this
reason, the more individual, which is to say, the more
exemplary, a subject is, the less responsible he or she is.
And the more a society is a society of individuals, the
less it will be a true republic.

D’amour, savoere, 2004
Apocryphal documentary,
DVD, 71:29 min.

Publicity of the Political*
Juan Luis Moraza
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On Love, Sabœr
Jacques Lacan1

To renounce speaking, to fail to speak for oneself, particularly now, is to set a limit in the method, given that
the object of inquiry is the subject of art in that which
escapes knowledge. From an elderly Italian sculptor who
cannot easily be dismissed as gullible given that his language games make him almost deserving of being taken
for a schizophrenic, I learn of the notion of a knowledge
of art, and of a relation between art and knowledge that is
given as subtraction. What makes the formulation (a − S)
audacious is the use of letters that—without his being
aware of it, poor old thing—function as signiﬁers of other signiﬁers that are closer to our own ﬁeld: that is, the
small object, a, and the signiﬁer “master” (amo). Thus
putting into circulation a chaotic constellation of signiﬁers in which letters proliferate. The “a” words—agalma,
object a, the other (autre), art—are placed in a relationship of lack, of being less than, the “s” words—savoir
(knowledge) (S2), the master signiﬁer (S1), the subject
(S)… An obsessive madness that radically breaks free
from the fantasy of an artistic unknowable, which is the
1
Apocryphal text established
by Juan Luis Moraza for his work
D’amour, savoere, Madrid, 2004.
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What is and what could be the role of art in public policy? What is and what could be the
role of public policy in art? On what terms is the institutional reciprocity between art and public
policy based? These questions are articulated in the following content framework:

ART

instituting
bestows

(principles)
LEGITIMATION
beliefs, narratives
symbolic/historical
democratic/participatory
productive/creative

heritage (1)
institutable
acquires

arts field (3)

(processes)
INSTITUTIONALIZATION
empowerment practices
INSTITUTING PRACTICES
art as cultural resource
(in the context of cultural politics) (2)
sphere of the arts
(operation of the art system)
MEDIATION
CULTURAL POLICIES (4)

… developed around four core areas:
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I. How art functions (2) as an instituting practice (as a resource in the context of cultural
policies), based on (1) certain narratives and belief systems.
II. How art (4) is institutionalized (mediation, cultural policies, and arts sector agents) based
on (3) certain legitimating principles (narratives, categories, interpretations).
III. What narratives, belief systems, and myths become established as the cultural principles (1)
by which art legitimizes itself as such (3).
IV. What empowerment practices institute art as such (4) within society, and conversely, how
art functions as (2) an instituting practice with regard to the political-social sphere.
It seemed to us that this logic of institutional reciprocity could lead to what would probably
be an insightful discussion with the potential to address two problematic situations: the situation of art and the situation of society. Hence we articulated the relationship between art and
public policy in these terms.
So it is not an encounter about cultural policy but about the relationship between certain
cultural policies—which are often reduced to a specific instance of social policy—and the notion of “public policy.”
“Public policy” is a controversial expression. Although it is more common to talk of social
policy or cultural policy, “public policy” is actually an incisive term in that it addresses the very
definition of political space and the very definition of public space. I see “public policy” as an
innocently radical concept, which is probably taking over the role that had been filled by social
policy in contemporary society, by which I basically mean a social administration or management system… either as a legitimating agency or as the beneficiary of heritage administration,
financial service management, etc. From this perspective, social policy is essentially targeted
at society, leaving politics as such out of the public sphere and replacing it with a particular
social class of managers, organized into political corporations or parties. Meanwhile, the term
“cultural policy” usually refers to an idea of culture that is not concerned with anthropology but
rather with the so-called cultural sector.
To talk about “public policy” is to expose the limited nature of social and cultural political
expressions. The notion of “public policy” is polemic in itself: it is no coincidence that the words
“politics” and “policy” are related to polemos, or dispute.

given that we accept as the illusion of a plenitude that
exists prior to the symbolic.
On more than one occasion, to the surprise of many
who were there to see it, I have been known to take art as
the model for that third on which I have formulated psychoanalysis, as something that has not yet been classiﬁed: a
something that looks to science on one hand and takes art
as a model on the other, even if the result is unsuccessful.
As you are no doubt aware, this obliges me to formulate art
as a correlation, beyond some mad psychology of art. The
artist has the privilege of being in contact with the unconscious, which is no small matter given that ignorance
turns out to be essential to anything that is put forward in
terms of true knowledge. It protects against hasty comprehension, against rashness of all kinds. The question of art
is thus a question of the limits of knowledge, of whether
anything in the interpretation would be able to reveal a
knowledge of what the truth of the work consists of. There
is of course the ﬁgure of the connoisseur—in all his university modes—who presupposes a content of which the work
would be an expression, which he attends to in order to
occupy his place in the discourse. But the knowledge that
is in a work does not correspond to a meaning—or to the
contemporary glory of nonsense—but to what, as signifying constellation, refers to the truth of the subject, its semblance and its changes, what makes it love, what makes it
perceive, what it feels, all that is absented.
Concerned over something that Freud was unable to
properly address, my young friend Gérard came up with
the idea, which is not without interest, that if art were
to come on the scene—the scene of analysis—its place
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The aporia of “public policy” essentially raises a twofold question: What can be done with
the intractable? And, how can the singular be linked to the social? The first inquires into the
conditions that could underpin the coexistence of conflicting interests and the forms of dealing with the inescapable link with the most intolerable aspects that lurk within human nature
and are expressed in it. The second question refers to the subjective composition of society,
because the complexity inherent to human behavior and human consciousness means that
social ties are inevitably problematic, more dependent on social psychology than on ideology.
This twofold question—What can be done with the intractable? And, how can the singular
be linked to the social?—goes to the heart of the issue of civility, according to which the political and the public are responsibilities rather than conditions…
Would it not be easier
in that case for the government
to dissolve the people
and elect another?
(Bertolt Brecht, “The Solution,” 1953)

1. The Creative Reptile (Impublic Impolitics)
Human beings do not just live in society, they produce society in order
to live.1
172

From the perspective of ideas on the psychosocial foundation that underpins society, civility
is a voluntary, self-interested renunciation of power:

Social justice means that we deny ourselves many things so that others
may have to do without them as well, or, what is the same thing, may not
be able to ask for them.2
Civility is treating others as though they were strangers and forging a
social bond upon that distance. The city is that human settlement in
which strangers are most likely to meet.3
Culture and civility spring from a “contract” by which we give up part of our unlimited, irrational animality in exchange for communal living and understanding. There is a substratum of
wildness underlying the symbolic and rational forms around which humans organize sociality.
Social logic supplements the principles of nonhuman communities, it does not get rid of them.
From the earliest living being up until homo sapiens sapiens, evolution has repeatedly added
new elements to existing forms, rather than replacing them altogether. The neurologist Paul
MacLean has pointed out that the human brain today is in fact a compendium of cerebral

1.
2.
2.

Maurice Godelier, The Mental and the Material: Thought, Economy and Society (1984), trans. Martin Thom (London:
Verso Books, 1996), p. 1.
Sigmund Freud, Group Psychology and the Analysis of the Ego (1921), trans. James Strachey (London: Hogarth, 1949),
p. 88.
Richard Sennett, The Fall of Public Man (New York: Knopf, 1977), p. 264.

would be none other than the place of the analyst. This
idea, as you can see, could take us too far. Particularly
given that we are dealing here in relation to the deliberation on the desire of art from the question of knowledge.
Because if the artwork takes the place of the analyst as an
empty space so that the spectator can attain fulﬁllment
in the gaze as the desire of the Other, it does so only insofar as it has become the receptacle of a certain love for
a supposed knowledge that has been deposited in it, the
desire of which would be to offer something of the truth
of the subject. Remember Brünnhilde, in the ﬁnal scene
of Wagner’s opera2, awakening from the torpor into which
her father Wotan had thrown her, and surrendering to her
savior Siegfried, telling him, “All things I know / Known
not to thee; / Yet only of my love / Born is my wisdom.”
From his declaration we could surmise an asymmetrical
link by which the bewitching glow of the work awakens
those who would wish to remain asleep, while at the same
time the work is offered to the spectator as unconscious
knowledge. Believe me, what is at stake here is not the
sickly-sweet way in which the lovers remain attached to
that fantasy of oblativity, of becoming one, so as to show
their desire to be a cause of desire, in the sense of unconscious knowledge as that which will, for each person, take
the place of desire of the Other.
The analyst’s desire has been described as a surrender
that is not selﬂess, even though it does not occur without

2. The Ring of the Nibelung, 1848–74.
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mechanisms that we owe to different stages of evolution. According to his theory of the triune
brain, first we have a reptilian brain, the oldest and most primitive of the three, which takes up
the central part of the human brain and controls perception and behavior linked to aggressiveness, territoriality, sexuality, etc.; this brain is surrounded by a mammalian brain, which is the
largest and which controls perceptions and behavior linked to affectivity, kinship, memory, etc.;
and then there is a final layer, the associative neocortex, which is particularly active in humans
and specializes in divergent associations in the surrounding environment as well as invention
and creativity. This triune structure leads to specializations that are centralized and decentralized at the same time. Some theorists argue that many of the most deeply entrenched personal and social conflicts stem from the internal disjointedness of this simultaneously centralized
and decentralized triune brain, which is the product of overly abrupt evolution.

(MacLean, Gazzaniga, etc.)

Associative Neocortex
invention, decontextualization, recomposition

MAMMALIAN
BRAIN
CEREBRO
MAMÍFERO

speculative
logical
Instinctive behavior modified by experience and feelings
inventive
especulativo
contextual
lógico
generalizing
comportamiento instintivo modificado por experiencia y sentimientos
inventivo
contextual
behavior
language
generalizador
controlled by instincts
speech
cognitive
tasks
comportamiento
lenguaje
controlado por instintos
habla
tareas cognitivas
behavior
determined by
repetitive tasks based on
knowledge
comportamiento
territoriality, hunting, being in
and reason
determinado
por
heat, lineage, social
hierarchies,
comportamientos
repetitivos
de
el conocimiento
LEFT
leadership,
fight andcaza,
flight,celo
hunger,
territorialidad,
y la razón

S
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HEMISPHERE
HEMISFERIO
IZQUIERDO

REPTILIAN
BRAIN
CEREBRO
REPTILIANO

satiety
linaje, thirst,
jerarquías
sociales,
jefaturas, fuga y lucha, hambre,
sed, saciedad

I

pragmatic
intuitive
spatial
pragmático
conservative
intuitivo
opportunistic
espacial
local
conservador
oportunista
local
visual tasks
motorvisuales
tasks
tareas
tareas motoras

RIGHT
HEMISPHERE
HEMISFERIO
DERECHO

Articulated brain modules from different evolutional stages

Even the most powerful new brain mechanism will not invalidate preexisting ones, which
continue to carry out specialized but autonomous functions through subroutines that automate certain processes, permitting higher-level tasks but also fueling processes that are independent of decisions made at a later time. This two-level operation accounts for psychological
complexities, for the insurmountable chasms of the unconscious, the limits of the will, etc. But
it can also account for the evolution of forms of sociality. Is it possible for individuals who are
inescapably complex, wild, and uncivilized to set up civilized societies? Given the functional
complexities of these individuals, won’t these societies inevitably be complex, wild, and uncivilized? Could we be up against the limit of the possibilities of the political? How are reptilian,
mammalian, and creative social ties created?

self-sacriﬁce; but it may be more accurate to say that the
analyst, in regard to the analysand, is an analyst for “the
sake of art.” Is it not amusing that art hovers as the cause
even over this desire that is so close to love? Visiting certain galleries it becomes quite clear that art is sometimes
comical: yet another mode in the complexes by which a
subject represents the drama of his particular conﬂicts,
identifying with the images that make up his own commedia
dell’arte, which he improvises and which may be slightly or
intensely expressive depending on his talents, but which
certainly appears to prove the mental fecundity of all vital
insufficiency. This brings up something that will be fruitful from the perspective of the strange proximity between
the comic and the politician (comis) whose voracity (comedo) forms part of his measured (comedido) self. A commedia
dell’arte, also, because it is performed according to a script
and with familiar roles typiﬁed by myths, stories, and
works: the ogre, the harrier, the miser, the noble father;
the same roles that correspond to complexes under the
guise of more scientiﬁc names. Here there is an opening
up of the complexity of the question of the knowledge of
art, given that it cannot be limited to what takes place in
the subject known as “spectator”… it raises the question of
articulating what must be achieved in order for something
to be art; the knowledge that it transmits, the scope of that
knowledge implied in the very effects of that knowledge,
and what it contains of the comedy of the author…
I said that there is no desire to know, although a desire
to know is clearly attributed to the Other. This is reﬂected in the expressions of complaisance in the child who
asks “Why?” All the child’s questioning is geared toward
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CREATIVE SOCIETIES
CORPORATIONS, NETWORKS
deterritorialized, diffuse empires
mental colonization, civil participation modified by media induction
“knowledge societies”

investigation/innovation/seduction
speculative
systematic
technological
inventive
contextual
intuitive

pragmatic
conservative
opportunistic
local
normalized

SOCIEDADES
CULTURAL CULTURALES
SOCIETIES
modelo
patriarchal,
patriarcal,
mammalian
mamífero,
model,
sistemas
symbolic
simbólicos,
system, Estados
States

ESTADO
RULEDE
OFDERECHO
LAW
persuasión/aceptación
persuasion/acceptance
comportamiento
behavior
controlado
controlled por
by instincts
instintos

R&D&I
counterculture

S

HORDAS
MOBS
BANDAS,
CLANES
GANGS, CLANS

I

tradition
control
development

modelo
reptiliano
reptilian
model

PODER
DE POWER
HECHO
DE FACTO
coacción/sumisión
coercion/submission
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The modern notion of progress suggests an evolutionary process that favors symbolic systems over instincts, instituting practices over the exercise of power, and principles of legitimacy over de facto interests. But from subsistence clans to ethnic tribes, from feudal empires
to nation-states, from corporate States to value communities, the principles of property and
of class, the notions of homeland, of identity, and so on, vary. And the variations are based on
different combinations or patterns of those triune decentralities.
Just as the evolution of the brain did not do away with the persistence and coexistence
of these three functions inherited from different evolutionary stages, cultural evolution is not
progressive either, given that it is made up of individuals with varying proportions of these
evolutionary potentials. This means that all cultures have something of the horde, of empire,
and of participation.
Each cultural form of social organization is based on a specific combination of this triune
mechanism. At the same time, each cultural form of organization stimulates particular perceptions and forms of behavior that are correspondingly affected to a lesser or greater degree by
the active principles of the three functions.
It would be unwise to address the question of politics and the public sphere without acknowledging this triune complexity, this reptilian persistence. We can assume that the neocortex, which
allows us to be as creative as children (innocent and perverse, with no prejudices, no ethics),
does not completely rule over the mammalian part of our brains, which is linked to memory, the
affects, symbolic structure, and sharing; and that it does not completely rule over the reptilian
part of our brains either. All possible ratios of give and take among these evolutionary functions
can occur, and coexist. And the different combinations express the whole range of characterological possibilities that are expressed in the form of social organization.
It is not hard to imagine an individual in whom reptilian functions prevail over mammalian
functions and over the associative neocortex: the power of memory, affectivity, and the ability to

satisfying what he supposes that the Other, the absolute spectator, would like him to ask. Also in this order
of things are the frantic inquiries that secure professorships and laboratories. What presides this questioning, in
the child and the academic, I said then, is not desire but
horror, the horror of knowing. Knowing horroris causa. But
don’t fret, because we are able to ignore it thanks to that
game I have called creancia. If there is a desire to know it
will be neither a sublimation of impossibility nor a condensation of horror, but a metonymy of love. There is a
desire to not-ignore, a desire to not-not-know, a desire
for nonne-savoir, which, in its closure, remains open to the
impossibility of the relation. Love addresses knowledge
insofar as it exists in what we must call the unconscious.
There can be no knowledge without that unconscious
knowledge… and the unknown that knows of the unconscious is love. This crux by no means constitutes knowledge of anything; it implies a knowing as an event in its
being, with its three folds: the imaginary, the symbolic,
and the real, in a series of twists that turn the body into a
board game in which the game is essentially love.
Epistemic logic springs from this: that knowledge is
necessarily knowledge of that which is true, which basically leads to madness. It is impossible to know anything
that is supposedly true as such without knowing the unconscious, that which cannot be enunciated in epistemic
logic. Unconscious knowledge is fully deserving of the label of knowledge, and as for its relationship to the truth,
it should be said that to speak the truth is contradiction; it
pertains to the ﬁeld of logic, of struggle, and even of logomachy, which since Heraclitus has been polemos. There is
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make intersubjective associations, along with unprejudiced ultra-creativity, would be at the service of the reptile’s cold aggressiveness and territoriality. The result would be a reasonably accurate identikit portrait of advanced capitalism. The creative reptile is a clear expression of a type of
society that has clearly not been able to subdue the core otherness that organizes our behavior.
The enduring presence of this primitive core in our psychological behavior has inspired
many of the historical reflections on the political and public spheres by thinkers from fields
such as philosophy and the social sciences. There is a classic attempt to define the differences
and connections between the concepts of the political and the economic, linked to another
key difference between the concepts of the private and the public. But in strict categorical
terms, “the political” can only refer to societies that are participatory, in the sense that their
agents are acknowledged as constituting them.
Philosophers from Aristotle to Jürgen Habermas and Hannah Arendt have suggested that our
social forms are closely tied to this civility, which has to do with dealing with the strange, and with
the capacity to negotiate and to consider the strangeness of the intractable in a relatively collaborative way. From this point of view, the cooperative tendency arising from the intersubjective
associations of homo advisor has been much more crucial than competitive struggle.
But the more reptilian tendency toward appropriation that characterizes so-called homo
economicus has more to do with a social history of different forms of distribution and ownership than with a social history of forms of negotiation and intersubjectivity.

πόλις
mammalian
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estrangeability

(Castro Nogueira)

politikés

οἶκος

(Aristotle, Habermas)

appropriation

reptilian

homo assessor

homo economicus

(Smith)

politics

economy

suadens
heroes
distributors
assemblies

(praxis)

(techné)
everything works

domines
persuadens
caciques
emperors
corporations
“oligarchs” (Russia)
“princes” (China)
“piranhas” (Chile)
“pioneers” (US)

deliberation, conviction
negotiation
intersubjectivity

distribution
possession

co-responsibility

no-responsibility

the ideal of an non-clan coexistence
of the integration of the alterity
of anthropological space in 3D

the real of a conflictive coexistence of
divergent interests

extrasociality

The intermittent, growing history of politics and of politicians associated with distributingheroes and with assemblies based on the logic of co-responsibility runs parallel to another history, one of domines, of a series of men—oligarchs, chiefs, emperors, corporations—who are connected to a relatively extra-social part of society, a part of society that can attain a certain power
and a certain hegemony over another, and as such is not strongly bound to co-responsibility.

a limit to truth, insofar as it is a partial saying, but truth
lacks limits insofar as it is open as a partial not-saying.
It is here that love is truth, but only insofar as it entails
a break, a starting point for a knowledge other than the
prepositional, unconscious knowledge that art reveals to
be an incomplete artiﬁce, in its partial saying. It does not
state how things are in accordance with a supposed correspondence between being and saying, but as a ﬂagrant
fantasy, as an invention that is revealed to be such. In its
origins art proves to be contingent, and there also lies
proof of the contingency of those three assumptions—
truth, goodness, beauty—in regard to the real. Wisdom
in art can never be what arises from supposed logical considerations of veriﬁcation or sublimation.
Think for a moment of those magniﬁcent bowerbirds
that build sophisticated structures full of offerings. These
extra-bodily modes are obviously a way of offering themselves, in that they offer that lack of means which they
are being as desirers. Even among birds, the offer of love,
agalma of eron, can be seen as the principle by which desire
changes the nature of the lover. Those who have been following my teachings will have grasped that desire is not
foreign to demand, but only as its nearest effect, which
retroactively acts upon necessity, and is at the same time
propelled in a space beyond. Art touches this crossroads
without circumlocutions. As such it is not from the side of
interpretation that art can be spoken of. All of this much
occupied our dear Freud, who gave up after his study of
Leonardo and the strange bird that ﬂew over his cradle.
Freud remained unsatisﬁed because interpretation pecks
in another, more immediate, more bodily ﬁeld, which is
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These two histories coexist in a more or less disconnected way. On one hand, the real of
a coexistence that is always conflictive, given that our brain is also the brain of a violent and
aggressive crocodile who thinks only of pleasure and possession; and on the other, the political
and public ideal—authentically political, authentically public—of certain relations of non-clan
communal living associated with the coordinated integration of the other, of alterity.
This ongoing history of the interaction between the polis and the oikos4 gives rise to a series of dynamic relationships between principles of legitimation and instituting processes that
we can summarize in a series of “laws.”

180

I. Law of Instituting Transgression or Foundational Violence
Foundational (victorious) violence (V) legitimizes principles that then become key.
Conversely, the incontestable nature of these principles legitimizes as inevitable the
means necessary to institute them.

ƒ V
means

ƒ (leg)
ends

In accordance with this law, if destitutive violence prevails it becomes foundational, thus legitimizing the principles that uphold the new institution. And conversely, the incontestable nature
of those now legitimizing principles legitimates as inevitable the means that must be used to
achieve this institution. This suggests instituent practices of a destitutive nature: there is foundational violence—the violence that René Girard wrote so much about—in all instituting logic.

4.

“An oikos is the ancient Greek equivalent of a household, house, or family. An oikos was the basic unit of society in
most Greek city-states, and included the head of the oikos, his immediate family, and slaves living together in one
domestic setting.” Wikipedia contributors, “Oikos,” Wikipedia, The Free Encyclopedia, http://en.wikipedia.org/w/index.
php?title=Oikos&oldid=642829289 (accessed February 6, 2015).

in the order of desire, which is to say, of the aporia, of a
lack of means. It is not ornament that transforms an offering into agalma, but the things in it that make it prized,
that make it precious, that bring about its beauty. The
thing that matters is what is expected of the agalma, and
it is this that indicates what is important in feeling, in
thinking, in doing, that which appeals to the good, the
true, and the beautiful. In other words, the agalma is a
kind of trick for the gods that can be made out in the link
between ornare and sobornare. It is an inescapable charm,
as embarrassing to the Greeks as it is to you, that becomes
tangled up in desire without explanation and without
indulgences. It must be said that it is an extraordinary
object, that famous incredible object that remains at the
center of a whole series of concerns that still apply today.
It will be unnecessary for me to conjure up the surrealist
horizon at this point. Even a superﬁcial look at what has
been called art will suffice to realize that it simply refers
to the evidencing of the seductive power of the image.
It could be said thus: “I desire in you more than I desire you,” in other words, that desire does not exist until
an other arouses it. The offering brings together desiring
somebody and desiring for somebody… and it acquires
this quality when what is offered is something of the truth
of the person who receives and something of the truth of
the person who gives. Agalma is basically an offer from the
side of lack, in the sense that it gives the incompleteness
that makes it adorable, that makes it a cause of desire. If
art is an offering, an object causing desire, it is always a
cause, no matter on what terms it is talked about. God
knows how many diatribes it provokes and how many
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In these developments of the relationship between the polis and the oikos we can define
three ages of the relation between the political and the public:

I. ALTERNATIONS. Power struggles from the Neolithic to the 17th century
(victory retroactively legitimizes empowerment)
CONSTITUTING TRANSGRESSION Foundational violence

ONE OR THE OTHER

II. ALTERITIES. Revolutionary Reason since 1798
(the emancipating legitimacy of “progress”)
the double standards of liberalism: the genius and the entrepreneur
entrepreneur
interest
laissez-faire (liberal)
irresponsibility
MODERNITY (libertarian)
freedom
a place for the strange
genius
struggles for emancipation (race, class, gender, culture)
REVOLUTIONARY TRANSGRESSION ONE AND THE OTHER

III. ALTERNES. Alterity as a condition for approval
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(rights without responsibilities)
the expanded anarchive: standardization and proliferation of intermediation
absence of exteriority: the ideological short-circuit of liberalism
professionalization: the thriving “alternative sector”
INSTITUTIONAL TRANSGRESSION
subsidized subversion

ONE, ONE, ONE

a) Alternations
Firstly, a whole series of societies have based their public policy on alternations of power.
From the Neolithic and probably until the eighteenth century, power struggles were practices
in which one power was deposed so that another institution could be put in its place: a destituting transgression is also a constituting transgression, and the struggle entails a choice: one
or the other. This is in line with a thoroughly reptilian territorial logic of alternations, in which
victory retroactively legitimates empowerment.
b) Alterities
Social uprisings, which have been a fixture in history, introduced a new logic of legitimation
from the French Revolution onward, when the people first came on the scene as a subject of
the political in institutional terms, backed by a grand ideological construct that would come
to dominate modern experience. This development went hand in hand with the symbolic institution of a new form of legitimation founded on the logic of alterity, which involved public
policy based on the coexistence of diversity and thus on a certain appreciation of singularity
and particularities. This is the libertarian impulse that offers a legitimate place to the strange,
which came to include the struggles for racial, class, gender, and cultural emancipation that
have played out in the modern world.
This modern logic of alterities includes the progression from technology (techné) to art
(ars): art, in its anthropological sense, refers to cultural systems that express instituted social

rivers of ink ﬂow on its behalf. That thing with which art
deals lies at the heart of the ﬁeld that is excluded from
philosophy because it is not manageable, not susceptible
to its dialectic, which is called desire. No selﬂess pleasure, no transitive object, and it would be more suspect
to see an object of transaction in it. It is an emergence of
desire as such, one of its avatars, which emphasizes one
object among all others because it lacks equilibrium with
the others. If we maintain that art is the realization of desire—as my old sculptor friend would not deny—, it is
not because of the possession of its object; it is the emergence of the reality of desire as such. In this very room, I
drew something that is difficult to imagine: the topology
of the inner eight, which reveals that the reality of desire
is none other than sexual reality.
This raises the issue of knowledge in relation to the
love of art, a question that is not naive even though it may
appear to be so. Would it be reducible to futile knowledge—as I can already hear in the murmurings of some
shrewd listeners who desuppose me of knowledge—given that it is only for the sake of art? Certainly not, if we
are able to discern what lies in the agalma, which is the
hidden referent of the supposed Knowledge subject, but
reveals itself to be the offering of the constitutive lack that
is at the heart of knowledge. The knowledge of art that
emerges there, knows as though it did not know, and assumes a knowledge that is unknown. This is what ensures
its distance from epistemic logic. And not without reason,
given that it surely emerged as a form of knowledge linked
to the offering that is produced at the limits of the gaze,
and that includes the lack that gives it its radiance. The
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significations, with institutional contexts of imperial propaganda, funerary iconography, religious worship, etc. The singularities in the specific ways in which these symbolic functions
were carried out resulted in the large or small differences in style, as surplus or agencies in
the symbolic and functional programs that they formed part of. These agencies and surpluses
were acknowledged and appreciated as expressions of difference and alterity when unanimous
societies gradually gave way to participatory societies. This very modern acknowledgment
led to the emergence of art as a specific disciplinary field, one that differed from the generic
nature of art in the anthropological sense. This is why “art,” as opposed to “techne”—and the
artist, as opposed to the artisan—, does not just present its singularity but also its political and
public nature, as compared to its iconographic production as part of a system of propaganda
or representation in its artisan past…
As art became art, and as art became modern, increasing importance was placed on the
subjectual production that gives voice to the singular as opposed to the common, on alterity
as opposed to the institution. The emergence of art, in the early days of the Renaissance,
coincided with this blossoming of singularity, opening up a new social space for the radical
discussion and instituting of the creative, active personality of a citizen who is actively involved
in his or her own constitution.
Nonetheless, this logic of alterities—which is the true political logic and which, probably for
the first time, established the centrality of the public in the logic of the hegemony—has two sides:
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1. Liberalism, which sprang from the radical cultural change that we are probably still in the
midst of, involves a struggle for all the rights to freedom of opinion, freedom of thought,
etc., in other words, a struggle for that which is authentically political and authentically
public. In the words of Adam Smith, the idea was to achieve “the greatest good for the
greatest number of people,” while simultaneously working toward attaining personal freedom and freedom of thought, movement, education, and religion, along with the freedom
to elect governments.
2. But at the same time, liberalism emerged as an effort to minimize the political sphere
so as to promote economic, political, military, and technological growth. To once again
evoke Adam Smith, the idea was to use all possible means to free the owners of the
means of production from all social obligations.
The two sides of liberalism show the rift between the polis and the oikos, between political
libertarianism and economic liberalism.
This double-sided nature of liberalism reinforced the paradox of modernity, which was based on
a new—political and public—instituting logic that stemmed from the value placed on the singularities—freedom, equality, and fraternity—and, at the same time, it was also based on an impolitic
and impublic logic of minimizing the private responsibility of powerful individuals in order to enable
an increase of wealth that would subsequently—always subsequently—be redistributed. Administrative constraints and legal obstacles were to yield to the private initiatives that would ensure the
progress of the nation. This is the prototypical account of the origins of laissez-faire.
In the link between principles of legitimation and institutionalization processes, the notion of publicity turned out to be key in this double-sided liberalism. Somewhere between the
principle of freedom of expression or opinion and the unequal power of influence, Immanuel
Kant defined the “transcendental principle of publicity” as a key element of the public-political,
insofar as nothing authentically political or public can be legitimate unless it is open to be
published or made public. Publicity would thus be the space of accountability in the political
sphere, the space of transparency where that which is public becomes fundamentally clear.

knowledge that artworks carry is not science; it is an incomplete, nescient, nascent knowledge, that is of the order of the event, of a radical event. It is not a moment for
knowing, given that art is neither philosophy nor based
on or after philosophy—as would be the wish of the university graduate. It is not born in the cradle of philosophy,
nor does it allow itself to be buried in its mausoleum. Art is
the bearer of a nescient knowledge, at that unique moment
when the artwork is born in a harrowing unknowing/doing,
at the expense of the artist’s ego. It is there, in the effect of
what determines us, insofar as desire is what it says, what it
pronounces, even what misspeaks in the breakdown of its
half-speaking: it is revealed as disposition, dispossession.
In it the creative act approaches love. Art, like love, my
friends, does not include the slightest knowledge. All of
the illusions of knowledge, the imagination of the subject
of knowledge, whether it predates or follows the scientiﬁc
realm, is nothing but a male forge. Knowledge does not
occur in love; on the contrary, there is a making known of
the unsayable that is circumscribed by this knowledge, of
which there is no proof other than a willingness, a readiness, for that which is given by loving interpretation, in
which the tragic veers to the comic and vice versa. There
is no knowledge then in love, only a making known of a
willingness to be, of a pleasure of consenting to what is
deferred in the repetition of the unforgettable in the primal encounter, that which Kierkegaard resisted. Love—
and this is why I invoke it—is on the side of art as a thing
pertaining to the body: yes, as a thing of eyes that look at
each other, come along, follow, of hands with ﬁngers that
loosen all sounds, of steps moving, a head turning, a head
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By the public sphere we mean a realm of our social life in which
something approaching public opinion can be formed.… Citizens behave
as a public body when they confer in an unrestricted manner—that is,
with the guarantee of freedom to express and publish their opinions—
about matters of general interest. In a large public body this kind of
communication requires specific means for transmitting education and
influencing those who receive it. Today newspapers and magazines,
radio and television, are the media of the public sphere.5
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This notion of publicity belongs to the political fantasy of modernity, which has little in common with the idea of publicity or advertising as a system of inducement, of shaping opinion.
Nonetheless, these two notions of publicity precisely match the two sides of liberalism. Particularly, given that as soon as universal suffrage appeared so too did the idea of social space as
a battlefield to be conquered. It is about winning over public opinion so as to acquire sufficient
legitimacy for becoming instituted in a political space.
The rise of the modern logic of freedom of expression runs parallel to the persistence of the
classical logic of asymmetries of influence, because although all citizens may be equal before
the law, they do not all have the same power to modify or produce public opinion. The shaping
of public opinion—and thus true governance—will remain in the hands of administrators who
are able to control the means of opinion production. In the same fashion that, as noted by Karl
Marx, surplus value equals non-remunerated labor and a profit not returned to workers—and
which instead goes to those who own or control the means of production—, the creation of
public opinion similarly guarantees a surplus value of legitimacy to those who manage the
means of opinion production.

Urban space as a field of operations, New York, 2009

Voluntary scarification and tattoos: the internalization of
corporate values and symbols, the hyperrealized ideal of
publicity

The practice of advertising, in all spheres, profoundly contradicts Kant’s transcendental
principle of publicity. Given that the right to freedom of expression is one-sided—it simply
means that one can publicly express their opinion in a free market of ideas—and that not
everybody has the same access to the means of opinion production, freedom of expression
is not equal for everyone. Moreover, one man’s freedom of expression is another man’s lack of

5.

Jürgen Habermas, Frank Lennox, and Sara Lennox, “The Public Sphere: An Encyclopedia Article” (1964), New German
Critique, no. 3 (Autumn 1974), p. 49.

returning; yes, essentially a thing of senses that know, in a
choreography that is a handiwork, an incantation of love,
that marks out the steps and the passion of love, that leads
the dance of the most secret folds of the body… It is not
that there is an “art of loving” that includes knowledge as
instruction and technique, as function and use, it is that
art occurs on the side of love. There is such a thing as love
of art, but there is no discourse of art, because if art is a
metaphor of something, the point is knowing that it principally refers to the event. Art is not discourse, it is an occurring, ocurso, occurrence. And what occurs is, precisely,
love. What occurs is a making known, as an unconscious
knowledge, or, in other words, as a body, which, according to the Freudian formula, is that which does not speak,
the bed of unconscious knowledge.
From art that springs from desire we take the notion
that, in an artwork, knowledge is produced, requiring
invention, which is what takes place at every encounter.
When I tell you that the unconscious does not reveal anything, for there is nothing to reveal, what has been said
is that this lack is what could be revealed, insofar as this
revealing is invention. The unconscious invents, which is
why the human humus can make an inventory of it. The
unconscious invents, it ﬁnds, it perforates (trouba). To
make knowledge we must invent it: to know is to invenir.
In Cicero we ﬁnd this little word, “invent,” which is a
journey of discovery—whether by chance or as a result
of a quest, as an acquisition or a provocation. Knowledge
is invention insofar as it the cause, of what?—clearly of
desire, which is inventive given that it replaces uncertainty with certainty, with the certainty that the reality of
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freedom of impression. Liberalism takes reptilian territoriality
to the extreme in the conquest of psycho-perceptual space.
This is the emotional and perceptual colonialism that has
been implicit in the development of modern culture from
the French Revolution onward. As a means of colonization
of psycho-perceptual space, publicity not only induces our
personal and social choices but also conditions our ways of
feeling and thinking, and our criteria of what is true, good,
and beautiful. And even though it lies at the very heart of the
principles of legitimation and processes of legitimacy, this
psycho-perceptual construction of the public sphere is too
often overlooked. This territorial struggle goes profoundly
against the development of the public sphere. Only a regime
of “freedom of impression” would make it possible to set
limits for freedom of expression that takes into account the
asymmetry of influence arising from ownership of the means
of opinion production.

We don’t sell a product,
we sell a style of life.
I think we have created a movement.6
(Renzo Rosso, owner of Diesel Jeans)
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This colonization paves the way for the internalization of
social significations and their principles of legitimacy. The
way we use technology and form social ties, our ways of loving and of suffering, etc. are culturally induced through these
opinion-making processes, in both the private and the public
spheres of the political.
Public and private enterprise, the political and the economic spheres, use the same strategies to conquer the space of
publicity. And in both cases, they are also the strategies that
have been used by all kinds of hegemonic powers outside
of participatory societies, not just the same mechanisms but
also the same structural means. The same types of publicity
mechanisms are used interchangeably by politicians and businessmen, leaving the field wide open. And the conquest has
been so great that the enormous amounts spent on publicity have deprived us of our perceptual space. We are forced
to contemplate freedoms of expression that are basically only
exercised by those who have the power to access the means of
opinion production, who behave like sophisticated strategists
in the conquest of psycho-perceptual space—both public urban space and domestic space—using all communication and

News item on the influence of aesthetic factors on the application
of the law.

6. Quoted in Naomi Klein, No Logo: Taking Aim at the Brand Bullies (Toronto: Knopf Canada, 2000), pp. 23–24.

desire identiﬁes a cause, and ﬁnds in the object its emotion, its motion. And as for the question of truth, of beauty, of goodness, these partial sayings are not discovered,
they are invented, they are artifact, creancia.
Going back now to the lens of the word, which had
ﬁxed an event that includes intelligible knowledge pertaining to epistemic logic, and sensitive taste, an event in
which knowledge (saber) is ﬂavor (sabor). Love does not
entail knowing so much as it allows savoring, self-knowing (saberse). In the expression “to taste like…” the object
is subject. And when something knows, it is the object
that “knows us,” that makes us know, or makes us be being sabœr. If we know of something, it is the subject that
makes us know of it. Savoring encompasses that whole
familiar world that begins with sucking when the umbilical cord is cut. Linguistic usage has absorbed some aspects of that oral drive, coining them in its turns; it speaks
of a “mouth-watering” love object and calls the beloved
“sweet”—and remember that sweet things, candies, and
chocolates often replace caresses, sexual satisfactions, in
dreams. The “I could eat you” spoken by lovers sums up
a cannibal fantasy that, when put into action, becomes a
perversion. It is because love exists as something more
than just the acceptance of sexual impossibility that a
kiss is not essentially perverse. Neither as an anatomical
transgression of the bodily domains reserved for sexual
union, nor as a break in an intermediary relation with the
sex object—which would supposedly be quickly dealt
with on the road to the deﬁnitive sexual ends. Before this
putting into action, orality refers to what happens as a
limit or boundary of the real. Although this may not be
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Strategic military occupation map
The legalized usurpation of urban space entails the
colonial conquest of perceptual space. Entrance to
the city of Vigo
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information media, from television to smartphones… Occupying the streets, which was once a principle of transgression and of popular legitimacy, is now a strategy for the colonization of the psyche.
Kant’s transcendental principle of publicity, which is at the very heart of the legitimacy of
the public-political realm, is thus considerably reduced by the practice of real publicity and its
inducement mechanisms. On one hand there is civil publicity, on the other there is incivil publicity. And this divergence ultimately endangers the quality of public opinion.
communication media

propaganda media

πόλις

οἶκος

public discussion
public opinion
communicative act

INFORMATION

EDUCATION

plebiscite

dissemination

transparency, responsibility

training
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indiscernibility

PUBLICITY

CONVICTION

INDUCEMENT
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persuasion

Seduction

inductive act
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“total advertising”

state control of the social
popular opinion
will of the people

education technologies

(transcendental)

PUBLICITY
CIVIS
(Kant, Habermas)
(Toscani)
(real)

generally known, in saying this I border on the clinic, as
will be clear to anybody who inquires into the meaning
of certain hysterical symptoms and “actings.” Observe
how, in the corners, in the contours of the skin, it opens
up to that knowing-tasting, sabœr, savoring, seeming lover, desire in action, as an act of openness. It is a pleasure
(gusto), kustus, which is to say, kiss.
The resonance between clinic and poetry never ceases.
The Spanish poet Carlos Bousoño said of poetry that it is
the caress of language, in that it activates speech in such
a way as to leave an opening toward the real in things that
through repetition or repression have no effect on the real.
All that affects love refers back to the body insofar as a fold
that opens and closes: mouth, hands, arms, legs, yes, take
their amorous place as convexity opens up to concavity,
becoming the kiss, the caress, the hug, received by a body
that has become opening, hole, lack, desire in action. The
cut in the smooth unbroken surface brings about topological singularity. The kiss belongs to the family of the caress,
when the external limit of the body opens up to sensory relation with another body. And caressing belongs to
wanting (caro), which is to say, to desire, insofar as when it
is not fulﬁlled, it is a lack. It is not on the side of devouring,
but of touch, where the kiss knows, where the kiss makes
known. It refers to what descends (baisse), to what falls and
fails in love. It is on the edge of love, just as love is on the
edge of the real, beyond the yawn—a sign of negligence
and of insolence—o(b)scenity and osculation, because
as Ovid knew, the mouth is one of the names of modesty. Note that homophony suggests this assumption, in as
much as mouth (os, oris) affects the shore, the boundary
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Incivility consists of an actual denial of social co-responsibility, irrespective of whether it is
carried out by a multinational corporation or a hooligan. It always has to do with the abuse of
public space—with or without an excuse to justify it—and as such it is a political abuse. The
extensive and intensive nature of opinion-shaping technologies nationalize the interests of
advertisers in a privatized State.
Against this backdrop, the will of citizens is not expressed in public opinion, insofar as public
opinion is unable to generate itself. Habermas put it very clearly: “The ‘quality’ of public opinion, insofar as it is measured by the procedural properties of its process of generation, is an
empirical variable.”7

II. Law of Inverse Proportion between Publicity and Legitimacy
This excursus reveals another law, by which the intensity of publicity (π) is inversely
proportional to the intensity of legitimacy (leg). The weaker the legitimacy, the greater
the publicity efforts required to reinforce it. Plentiful and sophisticated publicity is thus a sign
of a crisis of legitimacy.

ƒ
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The history of art can be seen through the lens of political and public contexts in relation to
legitimacy throughout history. The sociology of art shows that where there are strong systems
that have been fully instituted—either through coercive means or through belief systems—and
that have secured legitimacy in their own hegemonic, incontestable place, there tend to be
rather classic aesthetics, whereas “baroque” aesthetic strategies usually go hand in hand with
a crisis of legitimacy of systems and organizations. This dynamic can be traced all the way
through the history of styles.
For centuries, the Pharaoh in ancient Egypt was a hieratic figure that gazed into infinity. But
when the Pharaonic system weakened in the midst of social, cultural, and economic unrest,
the crisis of legitimacy was expressed in a new imperial dramatization: the emperor opened his
eyes and looked down toward the citizens.
This condescending sophistication and ductility, open to the sensibility of the citizenry, is
repeated in different ways every time an organizational system suffers a crisis of legitimacy and
needs to offset its loss of credibility and citizen hostility, reconstructing the indisputable nature
of the principles that legitimize hegemony…
In this history of interaction between the polis and the oikos, between politics and economy,
between co-responsible intersubjectivity and non-responsible extra-sociality, and between institutional aesthetics and instituting aesthetics, the history of public policies has gone through
different kinds of empires, different kinds of instituting processes, and different kinds of legitimation principles: coercive empires tend to use rather simplified aesthetics; persuasive empires prefer aesthetics based on beliefs and symbolic systems; seductive empires tend toward
aesthetics that appeal directly to the unconscious inducement of the will.

7.

Jürgen Habermas, Between Facts and Norms: Contributions to a Discourse Theory of Law and Democracy, trans.
William Rehg (Cambridge, Mass.: MIT Press, 1996), p. 362.

(ora) that turns object into outline, into a gap, in what Homer called “the enclosure of the teeth,” which is the erogenous shore of the mouth. And so the subject, pierced in
love, comes up against that ora. Creation takes place at the
edges of the real, in the heart (cor) of the real, which is not
its center but its cortext (cor) and its crust. Once this epistemic caress has been structured within the orientation of
the symbolic, in the subject, it can leave a residue, a trace,
a scrap of the real, not as a pre-symbolic or ex-symbolic
Arcadian, but as an echo of nature.
The political left questions the need for art, which could
be better reformulated as: if art does something, what it
does is need, or lack. There is a lack of art, but not as need,
rather as the desire and pleasure of this invention that
consists of detecting holes and incorporating them into
the subject of the structure. There where the impossible is
shown, there is troumatisme (the hole or trauma for the subject), and discovery. We thus see that knowing places us on
the side of creation, of encounter, and that what the troubadour ﬁnds is not rhetorical tropes, but a hole (trou) and
trouble, emotion. At this point shrewd readers will observe
that Lacan is simply ascertaining recognition of a certain
tradition known for the voice that encounters, the voice
that recounts: what the troubadour encounters is the real,
which is fortunate because that fortune, in its shearing, in
its tijé (τúχƞ), tears to shreds spheres and harmonies.
It is not a simple matter. Resistance to creation exists,
and the denial of lack is commonplace. You will know already that the invasion of inertia is the end of art. Any order, any discourse, that allies with capitalism leaves aside
everything that we brush off lightly as matters of love.
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All elements that the theological construct would like to sublimate,
purify, and deny appear in the Romanesque capital as a means
of involvement and legitimation that is reasonably close to the
dreams, desires, and fears of citizens.

Television as a monumental center in an African
village establishes belief systems through a process
of personal internalization.

EMPIRE

legitimation

aesthetic

COERCIVE

dissuasive

schematic, symbolic, monumental

PERSUASIVE

ostensory

iconic, naturalist-abstract

SEDUCTIVE*

submerged

diffuse, indicative, indeterminate, “total art”

* María Luisa Fernández, Laberintos (1996), Universidad del País Vasco, PV EHU.
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The waning of the powerful early Christian theocratic system led to more implicative aesthetic strategies, as can be seen in the transition from Gothic to Renaissance. The reformist
crisis unleashed by the bourgeois humanism of the Renaissance and the logic of states resulted in so-called Baroque Classicism; the crisis caused by the internal contradictions of the
Enlightenment project of Classicism led to Romanticism; the crisis that toppled the dreams of
progress of the modern project, linked to democratic states and to hopes for political reciprocity, resulted in implicative, participatory aesthetic strategies, and in the revival of the dream of
a “total art” seamlessly merged into life.

INSTITUTIONAL
AESTHETICS

INSTITUENT
AESTHETICS

the instituted as aesthetics
solidly instituted powers

the instituent as aesthetics
moments of crisis of legitimacy

CLASSICAL
canon

BAROQUE
total art

Egypt (8th C. BC) hieratic style
(polis) GREEK CLASSICISM
(early Christian theocracy) ROMANESQUE
(bourgeois humanism) RENAISSANCE
(enlightenment project) CLASSICISM
(modern project) MODERNISM
formalist aesthetics

The Pharaoh looking at the citizens
HELLENISM (4th C. BC)
GOTHIC (early Christian theocracy)
BAROQUE (reformist crisis)
ROMANTICISM (liberal counter-discourse)
POSTMODERNITY
anti-formalist aesthetics
“indiscernibility between art and life”

While love, as a response, implies the domain of not-having, property implies the domain of not-paying, which has
to do with all that circulation of earnings, tradings, acquisitions and beneﬁts, of supplies and demands, that make it
very difficult for a rich person to love, given that, from the
perspective of the rejection of castration, it is precisely
what he cannot offer. Owning turns property into a denial
of lack, and that subtraction of value, which characterizes
possession, makes love unviable. There is one quite singular thing that the rich person does not pay, and this thing
is knowledge. We see this in the evolution of capitalism,
when societies become pay-to-participate societies, and
as such knowledge societies, in which the impossible is
foreclosed and the void rejected. Knowledge will become
that which, because it is not paid for, is excluded from
any kind of value; or to be more precise, knowledge will
become what circulates as property in a value market in
which there is no circulation of plus-de-goce.
What the capitalist discourse speciﬁes is given by what
we can call its subject, the proletarian, which fuels the
deadly greed of pro letal consumption. What sets it apart is
a rejection of all castration, outside of the symbolic order.
There is among you a lady who has responded, amorously offering me a formula for this capitalist discourse, as a
twist on the discourse of the master in which the place of
the agent is not occupied by the subject, except insofar as
it turns endlessly as non-impossibility in regard to knowledge and as non-impotence in regard to the object cause
of desire. As such, this is a discourse of total supply and
of total impunity. Nothing is denied it, and so the lack of
a limit turns into that which unfolds in the clinic, beyond
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IV. Law of Institutional Legitimation, or Law of Reciprocity
The law of publicity goes hand in hand with the law of reciprocity in institutional legitimacy: in
any relationship between instituting processes and principles of legitimation, an institution
legitimizes that which legitimizes it as an institution. Conversely, a legitimating principle
legitimizes as an institution that which legitimizes it as a legitimating principle. Where legitimation principles are those extralegal figures that can internalize or “commune” the institutional.

Pº leg)

ƒ

I

Historically, from the Egyptian obelisk—the resting place of Ra—with its apex touching the sun,
to the monuments of the nineteenth century, legitimacy flowed from the top down. Various incontestable, transcendent, elevated principles or agencies flowed down in a kind of cascade of
legitimation: from god to the emperor, from the emperor to his ministers, from the ministers to the
subjects… In the iconography of the so-called scenes of submission in classical cultures, an emperor
was shown kneeling before a god or a superior being who legitimized him as emperor. This staging
implied a game of identification in which the submissive attitude of the emperor in regard to the
superior being was the attitude that the subject was expected to adopt in regard to the emperor.
In keeping with the law of inverse proportion between legitimation and publicity, the Baroque
period gave us highly sophisticated means for staging this downward-flowing legitimacy, including monuments. One of the most illustrious of these is the Chair of Saint Peter created by Bernini
in Rome: flowing from the top down, there is a gradual unfolding of a device in which the mystic
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Gian Lorenzo Bernini, Chair of Saint Peter in Rome, 1656–65

Obelisk at Luxor

classic neuroses. So the negation of all impotence and of
all impossibility is handled by a hypertrophying of the
signiﬁers of an institutionalized body, the fragments of
which are the supply and demand of all types of jouissance,
in which the subject disappears from the scene.
See here a coincidence that is by no means innocent: the
emergence of the myth of the romantic genius coincides
with the birth of liberalism, at a time when colonial Europe
tried to give free rein to private initiative. My sorely missed
friend Bataille once suggested that art always expresses the
subjectivity of the sovereign rather than that of the artist,
an idea that leads us to inquire into how the capitalist discourse has absorbed what modern art has come up with in
the sense of the denial of any limit, of impossibility. Capitalist discourse is, essentially, the abstract of the transgression
of the modern artist… Clearly, once this discourse takes
root as the denial of impossibility, art as such, even though
having been a founding nucleus, begins to no longer be
necessary. The solitary artist will soon have become a thing
of the past, along with all his dis-possibility, his pride, his patience, and his drive. As the supposed revolution unfolds
through repetition, art will no longer be necessary, which
is to say that it will no longer be contingent, there will no
longer be its lack, it will not fail, and it will cease to be unnecessary. We cannot be certain that it is not the power of
a certain structure that makes the denial of love coincide
with the denial of art. In both cases, from the perspective
of capitalist discourse, that foreclosure is invested in considerable signifying constellations. The denial of castration
can be seen in the ﬂaunting of sexual relations that deny
its impossibility, while the negation of the knowledge of
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light of God pierces the back wall of the basilica through a window that represents the Holy Spirit
in the form of a white dove; it shines down upon the statue of the Chair of Saint Peter, which
appears to float in space on garlands of ribbon swaying in the wind that in turn lightly rest on the
bodies of the four great medieval theologians who legitimated the absolute power of the Catholic
Church and its evangelizing role; these four figures stand on four pedestals that finally touch the
base. The descending legitimacy that is suggested in this monument actually conceals the real
process of legitimation: in fact, it was the institutional power of the Church, represented by the
pedestals, which turned four obscure theologians into important figures; it was the theologians
who generated a narrative in which the Chair of Saint Peter became the cornerstone of the power
of the church, and transformed the story of the trinity into its mystic foundations…
From the French Revolution onward, postrevolutionary de facto powers were fully aware that
this type of top-down legitimacy could not remain in place, because it stirred up revolutionary
urges that had to be duly minimized by the revolutionary “new order.” Rococo art would not work,
and neither would classical monumental aesthetics, as these were the publicity modes linked to
this downward-flowing, condescending legitimacy. It was necessary to establish new strategies for
the staging of legitimacy, preferably ones in which legitimacy flowed upward: from the legitimacy of
citizens to their representatives, and from citizen representatives to constituent principles.
In the monumentality of the nineteenth century we see that monuments became full of
stairs so that citizens could virtually ascend. This upward legitimacy that flows from the people
to their representatives is key to understanding not just the monumental art of the nineteenth
century but also all modern art, including the first, second, and third avant-gardes, because
this ascending legitimacy also implies citizen participation, which the new publicity strategies
were to testify to from the start.
Publicity operates according to the logic of simplification (the message must be clear and, if
possible, reduced to a symbol, an icon, a formula, a single image…). It is based on delimiting the

Antonio Canova, Cenotaph for the Archduchess Maria
Christina of Austria, 1798–1805

Marcel Duchamp, Fountain, 1917

art can be seen in the ﬂaunting of a visual culture that denies its impotence. If the phantom resists the real, if there
were to be an art after art—and this is heartbreaking—it
would be an art of the phantom, an art of repetition with
which to guard against the encounter with the real, from
the fascination of a ﬁxed gaze, as occlusive virtuality and
visuality of any impossibility, of any hole, of any encounter.
You will of course be familiar with the modern art tradition
that revolves around the found object, or objet trouvé. It is
interesting that this art of ﬁnding actually forms part of the
development of capitalist discourse, which seeks to remove
impossibility and the hole (trou). And that the intensive denial of this hole generates the entire rich commedia dell’arte
of contemporary art, the comedy of inﬁnite supply.
Astoundingly, it is, as you can see, about consumption,
which by its very nature extinguishes and is inextinguishable. We can try to approach it, we glimpse it when we
remember its precedent, described as sadistic-oral, which
ends up reminding us that life is ultimately a devouring
assimilation as such. Bios, of which Heraclitus wrote “his
work is death.” However, if the mouth-breast relationship
and the absorption-food activity are the numerators in an
equation that represents the oral drive, it is in the difference between what is given and how it is given that the
child will apprehend the chasm between the gift of food
and the gift of love, which is covered over with the imaginary. It is well known that when the child imagines, he
imagines with whatever is close at hand—the things he
can suck or shit, what the gaze does, what the gaze controls in reality, and then with what the voice carries. For
my boyhood friend, Salvador Dalí—who is more famous
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target of inducement, on exaggerating content (in order to be effective, it must highlight the
differences between the different fronts involved and it must be clearly biased, tendentious,
and tendential; it must exploit the causes of discontent with the former order or style; and it
must arouse desires, aspirations, and expectations so as to associate the fulfillment of these—
or the promise of fulfillment—with the new style or order; and to this end, it must create points
of reference, with real effects), and on saturation (repetition is necessary but it should be a
kind of repetition that is not monotonous, that adapts and varies; the variability of sameness is
an excellent method of propagandistic implementation). All of this is also aimed at possession
linked to the omnipotence, omnipresence, and omniscience of images and texts. The massive
scale of the conquest of public space, of the creation of public opinion, gradually increased the
quantity and quality of publicity functions. The speed and extent of the increasing sophistication of forms of psycho-perceptual colonization matched the growing distrust of a society
educated in the emancipatory principles of modernity. As the spectator becomes more critical,
publicity becomes more intelligent, subtle, and seductive.
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Each group in our society has its weaknesses and deep-seated
emotional needs. If Ad Alley can uncover these psychological problems
in the course of its lengthy interviews with citizens and then devise
30-second television spots that make it seem as if ordinary 30-seconds
spots that make it seem as if ordinary, everyday products are part of
the soothing solution, grateful and relieved consumers will purchase
the advertised goods. Agencies can make big profits by isolating and
identifying each population segment’s vulnerabilities, transforming runof-the-mill items into magic panaceas, and then targeting their newly
designed therapeutic sales pitches at the right cluster of people.8
If we consider that the function of publicity as a construction of the political implies exploring political subjectivity, there is something sinister about the slogan that Spanish department
store El Corte Inglés has used in several campaigns since 1993: “We specialize in you.” It makes
sense that Henri Lefebvre should have warned that publicity takes the place of what was previously philosophy, morality, religion, aesthetics…

Advertising deals in open sores.… Fear. Greed. Anger. Hostility. You name
the dwarfs and we play on every on. We play on all the emotions and on
all the problems.9
I like to think of advertising as something big, something splendid,
something which goes deep down into an institutions and gets hold
of the soul of it.… Institutions have souls, just as men and nations have
souls.10
Publicity aspires to an absolute inductive effect that would eventually end up removing the
very need for publicity to exist as a specific medium. And the recent history of the space and
function of publicity appears to be taking us in this direction. This “total publicity” is no longer

8. William Meyers, The Image-Makers: Power and Persuasion on Madison Avenue (New York: Times Books, 1984), p. 6.
9. Jerry Della Femina, publicist, 1981, quoted in ibid., p. 7.
10. Bruce Barton, publicist, 1923, quoted in Klein, No Logo, p. 7.

for some of his eccentricities than for his art—reality is a
phagic experience, in the sense that the brain that knows
chews the world. Dalí sees the brain as mouth, and all
knowledge as cannibal. But to place knowledge on the side
of consumption refers rather to the notion of an implacable
orality, on the side of perversion. As will become clear, in
this relationship between consumption and orality, the eye
transformed into a sucking mouth is what philosophers call
visual culture, providing the discourse of capitalism with
the veneer of university discourse. Don’t take this as a simple joke; I’ll leave you to consider its implications.
Given that eating also means dissipating, destroying, we
can see that foreclosure could also be called dissipation,
obvious-obese. Eating leads to obesity, to that state of being fully nourished (obsesus); it means that there is no lack,
that everything is eaten, that all is consumption, that eating never ends, that there can be no satiety because there
is nothing but a denial of lack. If a visual regression to
the primitive object of devouring compensates the frustration of love, this relationship provides a model, a mold
for that kind of circulation of demand, of supply, and of
need, which connects orality and visuality. The principal
value that the visual aspect takes on in this discourse is
based on this foreclosing of knowledge that gives way to
voracity. Here, the Sanskrit term avidya, which means nescience—the absence of knowing (a-vidya), that which
prevents knowing of what is not known—also designates
greed. The subject places himself over the à la carte menu
of the cannibal who, as each of you knows, is never absent
from any communional phantom. This could take us far
if we think in terms of the current failure of suffrage as
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even recognizable as publicity, or it instrumentalizes the most easily identifiable media and
social concerns so that they operate as agents of publicity. As a result, public space, and thus
political space, is totally saturated.

IV. Law of the Publicity of the Political, or Law of Ornamental Induction
The intensity of publicity (π) is inversely proportional to the level of legitimacy (leg);
where the intensity of publicity (π) is an ornamental-monumental scale, defined as attesting to the structural conflict.

ƒ (π)
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The publicity function becomes richer and more complex as public opinion loses faith in the
principles of legitimation. As such, opinion-shaping technologies become psychosocial technologies of the first order, and a privileged vantage point for thinking about and questioning
public space.
In 1974, the Stanford Research Institute (SRI) was commissioned to carry out social research and contribute to global development by means of market intensification, of both products and ideas, as part of a project called “Values & Lifestyles.” Their study soon found that
public space was undergoing significant change, particularly because advertising was increasingly falling into disrepute. The study ended up categorizing citizens under four types of public
opinion: need-driven, outer-directed, inner-directed, and combined outer- and inner-directed.
The researchers determined that the need-drivens don’t count because they lack purchasing power, although they do have decision-making power as voters; as such, although they
may not be important to corporate advertisers, they are to political publicity.
The integrated outer- and inner-directeds were described as people who believe in the
system and are conservative and well-established in terms of social status, hierarchies, etc.
They would be the target audience for advertising campaigns for products symbolically linked
to status and to established social values.
The outer-directeds had less power and lower social status than the previous group, but
envy or the desire for self-improvement led them to identify with them and their values and to
attempt to emulate them by consuming signifiers linked to those values, even if they were of
lower quality. Most of the advertising from the start of the post-Fordist era up until that point
had been targeted at them.
The researchers quickly realized that one of the reasons for the collapse of the markets
was a widespread dissatisfaction, which had to do with the loss of legitimacy of economic
development. They identified the incipient emergence of a new social class that was to take
center stage in the decades that followed: they called them inner-directed or “societally conscious,” because they felt more committed to social causes than to established values, to their
emotional lives than to professional status. This group basically consisted of young people
who were equipped against the inductive effects of publicity and propaganda. The researchers
immediately realized the importance that this new emerging class would take on in the future.

the replacement of participation with the signiﬁers of the
vote, in the guise of signiﬁers of the community, when
in reality what is shared is demand. Unsurpassable metaphor of political suffrage: What could, seemingly, meet
the demand for nourishment better than allowing oneself to be nourished? And, as we well know, this is what
goes on between the citizen and the State whenever the
slightest conﬂict arises in this relationship that appears to
be designed for a strictly complementary concealing and
redressing. Nonetheless, we know that it is in this very
mode of confrontation of the two demands that we ﬁnd
the hiatusness, the ﬁssure through which discord makes
its advances in an ordinary way, the preformed failure of
this encounter that consists of just that, which is not amorous communication but a meeting of demands. A failure
that is irretrievably foreclosed in the truth of capitalist
discourse, which attempts to act in the manner of the
Other in the parental functions of business, also called,
not without certain humor, the Company… the brands of
which will end up giving names to children just as the
names of gods or kings were once bestowed upon them.
Through the need to buy the signiﬁers of an affect that
is not prepared to pay, the most perﬁdious of exploiters
becomes omnipotent, which is why I wish to deny that triad—good, true, beautiful—in visuality, in the virtuality
of a relativism that is in decline, waning, in a relativistic
absolutism. We borrow the idea of anti-relativism from
the anthropologist Clifford Geertz in order to understand what clinical experience presents as a desire for
goodness, for truth, and for beauty, although not on the
side of an absolute referent that will always be lacking
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Dramatic and revealing photograph from Toscani’s Benetton
campaign
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In one of its advertising campaigns, eBay placed a sign
saying “Moved to eBay” in the empty windows of businesses that had gone bust. Social disaster also becomes
an appropriation mechanism, and life becomes part of
advertising campaigns.

The major conclusion that the study provided its client was a technically justified recommendation to work toward devising advertising specifically targeted at this group.
Entrepreneurs, corporations, and governments became increasingly aware of the need to
understand the imaginary and symbolic universe of this societally conscious class in order to
capitalize on their dreams and instrumentalize their power, channeling it toward the institution
of the hegemony of advanced capital. And art was obviously not immune to these processes,
either as an agent of the avant-garde or as a space for political-social experimentation around
the construction of public space.
The history of the great publicists of the seventies is also the history of the intensive development of total advertising, which goes hand in hand with attempts to capitalize on social
consciousness. Oliviero Toscani formulated a fierce critique of advertising, accusing it of being
in collusion with enormous financial waste, of being socially useless and insincere, of being
guilty of segregation and racism, of crimes against civil peace, against language and against
creativity, and of deliberate pillage. But his fierce and lucid criticism turned out to be simply a
preamble that would justify a different system, expressly targeted at the new class of societally
conscious consumers: absolute advertising. Under this new publicity regime, factories, companies, and corporations are no longer just manufacturers of objects or even ideas but nongovernmental organizations that from the people, for the people, and with the people manufacture
the political: tell me where there is a conflict and I will tell you where to dig so that the news
itself will work as advertising, because corporations function as political patrons of bottom-up
social construction. The information on the empowerment strategies used by the big corporations and organizations that Naomi Klein compiled and analyzed in her acclaimed books No
Logo and The Shock Doctrine11 is eye-opening in this sense.
The letter that Toscani sent to Subcomandante Marcos to try and convince him to allow
himself to be photographed for an advertising campaign speaks volumes about the radical
turnaround in the logic of alterity and about the perversion of bottom-up legitimacy:
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Naomi Klein, The Shock Doctrine: The Rise of Disaster Capitalism (New York: Picador, 2007).

but on the side of the constitutive lack of the referent
that appeals to knowledge as creancia, as the encounter
(heretés) with an other who is both further and closer than
the reference that serves as Other. It is the real that the
encounter points to. Encounter on the side of activity,
on the side of desire as a generator of certainty, cause of
life. Beauty, like goodness, is an experience that includes
lack and fact, desire and expression. And as for truth, its
main function is the semblance, which is taken for what
it is. In the face of this, the capitalist discourse appeals
to heresy, as a murderous discourse that promotes the
invisible continuation of the master by other means.
From the patristic perspective, the formulations on the
good, the beautiful, and the true suggest a partaking of
the divine. It worked both ways, because while beautiful,
good, and true were expressions of partaking of divinity,
the divine in turn consisted of these same virtues in the
form of absolute fulﬁllment: the inﬁnitude of goodness,
of beauty, of truth… This inﬁnitude, moreover, measured
up the unfathomable as semblance, which belongs to the
natural, to relationships of use, or of structural coupling,
as biologists prefer to call them. While knowledge makes
a cut by means of an artifact, which is a discourse. But
from the perspective of analytical experience, the One is
simply semblance. Observe that it is no coincidence that
the semblance, in relation to jouissance, appeared as that
imaginary object, the Phallus, the symbolic lack of which
deﬁned castration. As Hindu tradition knows, the semblance refers to the one (samá, sem-el in Latin), and simultaneously to the dissociation of the simile. The semblance
is the One who comes from the time of a hiatusness, the
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Dear Subcomandante Marcos, we are writing to you because we know
that communication can become a form of struggle: we request the
opportunity to photograph you with the men, women, and children of
your group. We would like to make them heard and show the whole
world the goodness in the faces of those who fight in the name of a
great idea. We believe that an ideal makes the eyes shine and illuminates
the faces of those struggling to make it happen. We do not believe in the
myths of beauty propagated by consumerism.12
Public life has become full of life spies, “trend scouts” whose mission is to detect any glimmer of singularity that can be exploited and turned into a fad and placed at the service of
the publicity function; and also of “life hackers” who introduce trends as hidden persuaders,
turning everyday life and public space into a theme park, a huge publicity campaign, a massive
industry of experiences. Life itself, sponsored…

A democratic system of education … is one of the surest ways of creating
and greatly extending markets for goods of all kinds and especially
those goods in which fashion may play a part.13
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There are already ads on benches in national parks as well as on library
cards in public libraries, and in December 1998 NASA announced plans
to solicit ads on its space stations. Pepsi’s ongoing threat to project its
logo onto the moon’s surface hasn’t yet materialized, but Mattel did paint
an entire street in Salford, England, ‘a shriekingly bright bubblegum hue’
of pink—houses, porches, trees, road, sidewalk, dogs and cars were all
accessories in the televised celebrations of Barbie Pink Month.… That
we live a sponsored life is now a truism and it’s a pretty safe bet that as
spending on advertising continues to rise, we roaches will be treated to
even more of these ingenious gimmicks, making it ever more difficult
and more seemingly pointless to muster even an ounce of outrage.14
We are, in short, dealing with an impublic impolitics, based on the principle of absolute
advertising, according to which even the most transgressive and spontaneous gesture can
immediately be co-opted into the inductive mechanism in real time. Wherever there is a social
conflict, a personal or intersubjective problem, or a glimmer of singularity or spontaneity, it will
instantly be exploited in real time, appropriated by and in the space of publicity, the space of
the impolitical, impublic.
Any legitimate cause, such as the expanding hole in the ozone layer or other environmental concerns, can become part of a political campaign, because another of the prototypical
conditions of our social space is the schizophrenic relationship between words and actions,
so that a word is all it takes to cover up an action. This means that Jean Nouvel, for example,
can continue to talk about how important context is to him as an architect, even after having

12. Letter sent by Oliviero Toscani in 1995, on behalf of the multinational corporation Benetton, while planning one of its
campaigns; cited in Luis Camnitzer, Didáctica de la liberación. Arte conceptualista latinoamericano (Murcia: Cendeac,
2009), p. 322.
13. James Rorty, Our Master’s Voice (New York: H. Wolff, 1934), cited in Klein, No Logo, p. 87.
14. Klein, No Logo, p. 9.

result of the trinity that links imaginary, symbolic, and
real. Or, in our current operation, interlinks ethics, aesthetics, and logic. See how skillful Charles Peirce is when
he becomes aware of the lack of any absolute referent from
which to derive, from which to downwardly decline, the
normative sciences of feeling, doing, and thinking. In the
absence of an absolute referent, there is only the precedent of changing tastes in regard to the good, the true,
and the beautiful. Which is why all opinion is ultimately
nothing but phantom. In other words, what remains is the
legal realm, insofar as administration of the unfathomable
jouissance of the Other, as that which is neither forbidden
nor obligatory. This observation is more discerning than
the denial of that referential lack by capitalist discourse,
which—and don’t forget that this is one of the traditional
names of the devil—turns the relative into absolute. The
absolute relative is the sign of a twisting of the discourse
of the master, of that which nobody was aware of, of the
negligible creeping of the discourse, which is the root for
the declination of all forms in which evil, ugliness, and
lies take the place of divinity, of authority, of that which
sees without being seen, of that which can be seen but
cannot be touched. This can leave us literally stupeﬁed.
But don’t we have to begin with the stupefying if we want
to be able to confront that which is not evident to knowledge? So, my friends, do not be surprised by this declination that you will ﬁnd in every corner of the landscape,
in the remotest spots in the countryside, which is known,
not without a good dose of cynicism, as “the media”…
Paris, February 14, 1973
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This advertising campaign for 3M security glass encouraged people to try to break the glass and take the real money that
had been placed behind it. The incitement to antisocial behavior in public thoroughfares, justified under the legitimacy of
“participation,” contributes to its institutional implementation.

designed the extension of Museo Reina Sofía in Madrid. An action is automatically minimized
by a discourse, even if the discourse contradicts the action. Simply formulating a discourse is
enough to wipe the action from memory, like magic. The distortion of significations and the
irrevocable split between actions and discourses are the consequences of the alteration of the
logic of alterity and of upward-flowing legitimacy in a new era.

2. The Third Age of the Political
c) Alterne
As the logic of alterity becomes gradually distorted in the impolitical side of liberalism, a
third age of the public is beginning to emerge. This new age, which follows the age of alternations and the age of alterities, could be described as a logic of alterne. In Spanish, alterne
refers to superficial, uncommitted relations, to interactions without strong bonds, and even to
relationships that are open to being exploited…

Cult of the Eclipse
(Meditations of Malevich on his Deathbed)*

My consciousness lingered in the mirror,
like a shadow that spreads. As if the thing
we call ﬂesh were naught but this collision
of specters. I was thinking of the things
that had remained beyond my grasp in
each of these documents that I have kept
and classiﬁed like a diligent administrator.2
I, President of Space, King of Sarcasm,
do not recognize myself in them, but neither do I recognize anything else that I
sense as being mine. Only documents,
sophisticated shadows trapped in images,

1 — “I will sew myself black trousers / from the velvet of my
voice” (Vladimir Mayakovsky, “Fop’s Blouse,” 1913).
2 — There are two sides to the currency of power:
mystiﬁcation and demystiﬁcation. But before or
beyond either of them, to symbolize means to reinvent,
redeconstruct, and dereconstruct. In a sense, the apparent
exhaustion of our age in its continuum centrifuge of “isms”
into “neos” indicates both the aging of styles and the
aging of the gaze, too easily replaced by whimsical or
badly formulated value judgments… and in the name of a
plurality of entitlement. “Appropriation, site speciﬁcity,
impermanence, accumulation, discursivity, hybridization—
these diverse strategies characterize much of the art of the
present and distinguish it from its modernist predecessors”
(Craig Owens, “The Allegorical Impulse: Toward a Theory
of Postmodernism,” October 12 [1980], p. 75). But this means
that it is necessary to conﬁne those predecessors behind
the barriers that we, in part, built ourselves, and that we
supposedly managed to escape from. Perhaps we should

* Written down by Juan Luis Moraza in 1986, on the occasion of the exhibition Malevich at the Rijksmuseum in Amsterdam,
and later published in Revista de Occidente, no. 165 (February 1995). The annotations that accompany this apocryphal text
either comment on or expand the text, and at the same time create a parallel and to some extent autonomous discourse.
Some of the notes (number 1, for instance) are not linked to any speciﬁc passage of the text, and as such they do not
include reference marks. In some other cases, the order of the reference marks does not match that of the notes.
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Under the logic of alterne in the third age of the public, alterity no longer testifies to singularity but becomes a requisite for approval; it ceases to be a space of intersubjective production and becomes a requisite that turns approval into a mechanism. The logic of alterne is also
the logic of rights without responsibilities. Given that the political and the public are not states
but responsibilities, the age of alterne entails a closing of the political.
The side of liberalism that is associated with reducing the political ends up distorting the
libertarian side of liberalism that is linked to greater freedom and well-being for all citizens,
leading to a premodern regression that confirms the power of the owners. With the capitalization of freedom, politics becomes a resource management system and citizens become
financing and legitimation units. The extreme development of this liberal logic creates a symbolic space of rights without responsibilities, which leads to the closure of the very notion of
Law and prevents thinking around the public-political sphere.
The logic of alterne stems from the symbolic erosion of the logic of alterity, of its fulfillment
in its most perverse forms.
Marshall McLuhan said that all artifacts, tangible and intangible, are extensions of our bodies, while the anthropologist Edward T. Hall used the term “extension transference” to refer
to how second-generation, more modern extensions deactivate first-generation extensions,
which would come to have performative or symbolic rather than legal functions. The gradual
deactivation of extensions can turn them into monumental functions of legitimation of the new
extensions that have taken their place.
We see a clear example of this in parliamentary monarchies, which do not have monarchs
with executive or legislative powers—like Louis XIV, for example—but monarchs that are more
like living monuments, more in the tradition of Piero Manzoni than of Philip II. The king in a parliamentary monarchy is a monument with symbolic functions rather than monarchic functions,
because it is assumed that decision-making functions are no longer in the king’s head but in
parliaments. If we understand how “extension transference” and symbolic erosion work, we will
also understand why it is that we can easily think—more so all the time—that parliaments are
increasingly becoming part of this process of symbolic transference, or of symbolic erosion,
because they are no longer the places where things are decided. As such, they are closer to
the tradition of the artistic happening than to universal suffrage; they belong to a space of
symbolic legitimacy, because decisions are made in extra-parliamentary proceedings.
The State has become an administrative management system: on the one hand a middle
layer between the legitimacy that symbolically stems from the people and as such has to do
with public politics, and on the other the pressure of de facto powers that the State must serve
because their power is greater than legitimacy, greater than the public institution. This means
that the State becomes a publicly funded, publicly legitimized company, completely distorting
the terms by which our representatives are at our service. It turns them into the employees of
a public company that pays us and to which we owe the loyalty and trust that is due to those
who hire us. At the same time, the State acts like a subcontractor, hired in part by the public
and in part by the private sphere. As Naomi Klein says, “a more accurate term for a system that
erases the boundaries between Big Government and Big Business is not liberal, conservative or
capitalist but corporatist.”15 We are in fact looking at a servant State rather than service State.
Public politics thus becomes a chimera that legitimates impolitical and impublic forms of
administrative management. The profit wars turn the economy into an absolute eco-anomy.

15. Klein, The Shock Doctrine, p. 18.

dark convex mirrors that reﬂect each other, no longer knowing who is looking at
whom. The more real a mirage seems, the
more it deceives us; as the poet said, the
devil’s greatest trick is to convince us that
he doesn’t exist. Can I say the same of god,
or of myself ? Because an honest lie is not
a deceitful truth. Nor is a lie with an alibi a truth. Nor does this bed I am lying
on form part of me.3 The train of events,
with its shiny wagons, is what troubles my
traveler’s eyes and inhales my body even
before I get on. I no longer know where it
ends and where I begin. My eyes are tired
in a rush of images, I see myself in motion
and blurred, or perhaps it is only in motion that I manage to see. In this closed
box of memories I look at the images and
confuse the dates. Suddenly, posing for
this photo beside that old self-portrait and
the black square, a profane trinity… Even
so, I cannot tell myself apart from the
many peasants I have painted, against the
background of their landscape and their
work, with their tools in their hands and
the spirit in their eyes.4
I have said so many things that I no longer know where the legend begins.5 One
writes one’s biography twice over. A ﬁrst,
original, strange, lived version that is irretrievably lost like the air you breathe. And
a second one, written for others—and
for the part of us in which we recognize
ourselves—in which we introduce certain
errors—which common sense calls “improvements”—by way of poetic license.6
What should we keep for memory in the
end? What image is to be taken along like
a suitcase for the road, and what feeling is
to be stored away for times of rest?… My
ever-young friends Lyubov Sergeevna,
Mikhail, Vladimir, Petr… in my eyes I keep
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apply the label “postmodern” to all the artists or periods that
display these “values” (or counter-values). Either that or
condemn the contemporary world for presuming to set itself
apart from that which it shares with the rest—a gesture that
is certainly original, characteristic, and also suspect. Behind
its mask of insolence, every appropriation conceals another.
But Jeff Koons or Jiří Dokoupil will not be important as a
ﬁtting illustration of a new period agreed upon by all: as an
exemplary model of a time that has become predestination.
But rather, for their renewedly subtle and complex capacity
to establish and propose. As Hal Foster has pointed out, we
do not need a reduction so much as a revision of modernism:
a loosening of its supposed obstinacy; or simply a dropping
of all that “for-against” obsession that is simply another form
of nostalgia or formality.
3 — The enigma of Malevich is usually circumscribed to his
ﬁnal, unprecedented return to painting, and interpreted as
a recapitulation of his own neo-artistic dogmatism, or as a
result of political pressures, or else merely as a senile practice.
Historicism, formalism, ideologism, and psychologism
equally contribute to perpetuating historiographical
orthodoxy, rather than plausibly explaining complexity.
4 — “We speak of a ‘black’ mirror. But where it mirrors, it
darkens, of course, but it doesn’t look black, and that which
is seen in it does not appear ‘dirty’ but ‘deep.’” (Ludwig
Wittgenstein, Remarks on Colour / Bemerkungen Uber Die Farben,
Berkeley et al.: University of California Press, 2007, p. 8c.)
5 — Between founding an order and establishing an order,
Malevich also plays in the two-faced abyss of that difference

Malevich on his deathbed, accompanied
by his mother, his wife, and his daughter, 1934
by means of a type of contradictory appropriation that is
more like Schnabel’s Recognitions than Duchamp’s indifference:
an irony compatible with passion, with difference and with
deference; a freedom compatible with the consciousness of
the limit, a deconstruction that can only be carried out by
means of immersion.

The nationalization of debt and the privatization of profit suit the interests of the functional
divide between public responsibilities (and expenditure) and private rights (and profits). It is a
dynamic that expropriates the public and the political, deliberately confusing democratic rights
with the right to generate wealth and to establish capital and shifting the political toward the
economic.
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While the etymology of “economy” refers to household management, with the house being
the planet, the Greeks also had the word anomos, which was the opposite of management or
distribution, and referred to miserly non-sharing. The logic of today’s economy would appear
to be more like an eco-anomy: a non-sharing, non-distribution system that is very similar to
the surplus-value chain that Marx clearly showed. This is increasingly so as wealth becomes
concentrated in an ever-smaller number of hands, which is what the logic of surplus value
tends toward.
If politics is the continuation of the eco-anomic by other means, and the public sphere is a
continuation of the private sphere by other means, then society is retreating into premodern,
feudal States. Public administrations persuade us that restricting the freedom of private enterprise contributes to public bankruptcy… Even disorder, disaster, chaos, crises, wars, and political conflicts of all types are excellent instruments for the growth of the logic of surplus value.
A State of this kind, at the service of econ-anomy, can no longer be representative. This
means that in the twenty-first century it will be up to us to rethink public policy from the perspective of a new logic, which can no longer be the logic of alterity. But as its legitimacy is at
stake in representation, the State has to put a great deal of energy into representing itself, into
becoming representative and acquiring legitimacy at any price. Public authorities are impotent
and squander most of their efforts on conquering public legitimacy, conquering public opinion,
and covering the symbolic economy of suffrage.
Crises also result in profits for corporations, losses for states, and a gradual increase in
expenditure on publicity, both political propaganda and commercial advertising. Public space
thus becomes a battlefield of colonial conquest, while the public or the social sphere comes to

the extreme luminosity of an eclipse. That
dazzling gold, an image full of sun against
the very things it caressed. I, with my
small box of paints… It was so different,
that Parisian light that I ﬁnally managed
to transmit to Lev Kvachevski in Moscow,
and that I saw in Saint Petersburg, from
this other white light that seemed to me
Russian in Finland that summer!… the
First Congress of Singers of the Future…
Just thinking about that summer moves
me: Zaum Cric Cric Zas Zaum: Kruchenykh
spoke like the angels, like the animals and
like things… and in the end it was a person
speaking. Our games with sounds, words,
and shapes were like cracks through
which to escape; they were just another game, another trick that set even the
most stable things in motion.7 Although I
didn’t realize, it was the birth of the ﬁrst
Suprematist painting.
Now I lay here darkly on the white linen in my last painting, my certain deathbed. I will proclaim my ﬁnal manifesto
just as vigorously: Zas Zaus Zeus Zas.8 A
visual onomatopoeia of noise, an explosion that disrupts time, not silence, like
an exceptional origin that makes it submit
to the chaotic dance of the rite. A scandalous image with a divine name and with
the spasm as its plot, as its drama: space
and my domain: a concentrate of ﬁre and
darkness. We ﬂung the festive burning of
shadow works into the black air of the
night, and its sound was time. Our revolution and our party.
I glance upward and once again I see
the sun on this black square on the headboard… my last vision, the sacred eclipse,
Venus adored by freedom, the bulb that
gives off light but is painful to look at, or
the light that shines but does not give off
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6 — In fact, the readymade and the black square were
foundation stones for the architecture of contemporary
art. They emerged at the same time, escaping from a
Cubo-Futurist substratum that they both sensed to be
mere mechanical impressionism. Both had the desire to
qualitatively destabilize the artistic being, both had the
same degree of self-awareness, but also the same nostalgia for
the inﬁnite that would turn limits into the object of worship
and transgression, in an attempt to cure the wound of
emancipation. (Contemporary comic tragedy is not based—
as Eugenio Trías believes—on the tension between a need
and a search for a center of transcendence or meaning on
one hand, and the hollowing out of that center, which is the
foundational core of all religion or science, on the other.
Rather, it is based on the tension between an obsession with
transgressing boundaries—leaving the center hollow only
as a consequence—and the increasingly strong certainty
that every periphery conquered becomes a new center,
every transgression a new cult, every literality a new
transcendence.) Even so, the aspects of both that are in
keeping with that reducing model is all that photography
and history just barely manage to reﬂect, that which will
leave a wake in an academy. The rest, the territory of the
spectator and of real expectation, becomes more complex,
more subtle and contradictory; the logic that affirms the
manifesto, the declaration of intentions, the discourse,
even in spite of the actual author, becomes discursive and
radical. The photogenic nature of the readymade became
destiny in Duchamp: the prophecy of a modern tradition
of transgression that much of today’s art is still faithful to…
As the same will be said of the Black Square. There are four
substantially different versions, a full cycle of four moments
of the same Suprematism: the ﬁrst emerged unconsciously,
as backdrop. The second was a conscious warning. The third
was simulation. The fourth, self-sacriﬁce and transcendence.
7 — In 1913, Malevich tried going beyond the boundaries
of common sense by means of what he called alogism, a
genuinely Dada attitude that showed how very far he had
come from the aesthetic tradition that he had started from.
In that year’s opera (Victory Over the Sun), all the Suprematist
iconography appeared rudimentarily disguised in theatrical
costumes and backdrops. And at the same time it summed
up all of the internal conﬂicts of a process that would begin
in revolutionary Russia and end with the autocracy of the
man of steel (Stalin). While for the painter it was a major but
temporary change in the nature of his work, for his country
it was an imposed destiny (a black, vast, red square).
8 — Pherecydes of Syros (mid-6th century BC) used
Zas as an etymological form of Zeus (perhaps, it has been
suggested, as a way of emphasizing the intensive preﬁx Za,
as in zatheos—wholly divine, extremely sacred—or perhaps
trying to link the sky-god Zeus with the earth-goddess Gaia,
which is Za in its Cypriot form). But also as an onomatopoeia
with more ﬁtting origins than our own big bang.

be seen as a supplier of financing for the company, both the public company and the private
company.
In the third age of the political, public politics are impublic impolitics. The logic of non-distribution and non-negotiation is an incivil logic. In the third age of the political, incivility is
institutional, but it is also anti-institutional in the private and public spheres. The logic of rights
without responsibility means that impublic impolitics belongs to the order of domination and
also to the order of rebellion. The arm of the law does not reach those who are above the law
or those who are below it.

INCIVILITIES
INSTITUTIONAL
irresponsibility
(PUBLIC/PRIVATE)
public administration
corporations

supranational, suprasystem

IMPUBLIC IMPOLITICS
INCIVIL ECO-ANOMY
INSOCIAL JUSTICE

rights without responsibilities

.
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ANTI-INSTITUTIONAL
irresponsibility
(PRIVATE/PUBLIC)
individuals
associations

bureaucracy, technocracy
abuses, despotism
extreme wealth
corruption

above the law

arché
“order of domination”
“disorder of revolt”

INCIVIL BEHAVIOR
DOMESTIC ECONOMIES
anti-state, anti-system

anarché
below the law
rebellion, sabotage
disobedience, occupation
corruption

I. From Crisis to Kitsch
The space of publicity in the third age of the political is a territory of conquest. It is the
space in which the politically impossible can become politically inevitable. The space of the
induced suspension of distrust, the space of fiction.
Political publicity and the politics of publicity enable us to understand the relationship between ethics and aesthetics. Political aesthetics reveal the latent underlying layers that fuel
visible ideologies: they represent what ideology conceals from itself. Although philosophical
and political traditions have always argued the opposite, aesthetics is the deepest substratum
of ethics. Aesthetics is not the innocuous and merely formal surface of ethical significations
or the outward appearance of actions. Aesthetics reveals the invisible depths that inspire and
support the significations. It is the ethical witness to ethics.
The third age of the political does not only lead to “diffuse aestheticization” but also to ethical diffusion. The rise of insignificance in “advanced” societies coincides with the apotheosis
of significations and signicities, with the “crisis of criticism,”16 with subsidized dissidence as
fashion (the flow of the relative and marketable) and as academia (the deposit of the stabilization of the absolute). The relative becomes absolute, the open is imposed as closure, and

16. Cornelius Castoriadis, The Rising Tide of Insignificancy (The Big Sleep) (1994), trans. Anon. (New York: Not Bored!,
2003), p. 130, available on the Internet at www.notbored.org/RTI.pdf.

light… I close my eyes and years go by and
I open them again. I no longer know how
it went. It seems that when Galileo was a
boy, the swinging of a church lamp provoked a feeling in him that he pursued for
a lifetime, and ﬁnally managed to catch.
Perhaps my image is also something like
that swooning I felt on that sunny, wintry
Sunday in the middle of summer. I threw a
stone or a die into the air, and chance was
at stake: the black stone of the building of
my passion… It was an instant that lasted
I don’t know how long, in which the sun
was trapped in my little stone: the reason
behind everything, the sky vanquished,
like the sea, by the boy who names it. The
discovery of the futility of reason, transrational realism… trans-mentality born as
restorative rest, as an artiﬁcial and momentary triumph that lasted a lifetime or
more.
I think that my journey has been a return journey from here to a different here,
from one person to another. Like the die
that is thrown in the air and is different,
other, when it falls. And at that “all is
possible” moment in which reality proves
to be more ductile than ever before, frozen up above for an instant before falling, I sent that black, square fragment9
like a king of the sky, an invisible ﬁre of
life, growing and shrinking like the color
of the sky. I don’t know when I realized
that colors are the dark spectrum of the
eclipse…, the different ways in which matter conceals the light. The only way in
which it is granted to us to see it. Every
object, every color, every being is an atom
of eclipse, a living organism of negation
and glare, united.
How tentative and contradictory form
is! Virgin and courtesan, apostolic and
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9. The Black Square from 1915, as Dmitri Sarabianov wrote,
“not only captivated a public that had lost interest in artistic
innovation but also spoke as a new way of seeking god, the
symbol of a new religion.” While the futurists advocated it as
a substitute for Madonnas and Venuses, the more reactionary
critics considered it “A principle of vile desolation … the
desecration of all that is beloved and cherished, ﬂaunting
its desire to guide everything to destruction” (Alexandre
Benois, 1915). The black square would certainly have sparked
a hygienic impulse, annulling in the heart of the orthogonal
spirit the impurities that affect and characterize life. And
that denial seems to contain a sanctity that was to constantly
recur in the contemporary world. The work shifted the
object toward a sign of fugocentric transcendence so as
to, in Lyotard’s words, “present the unpresentable… it will
make one see only by prohibiting one from seeing; it will
give pleasure only by giving pain” (Jean-François Lyotard,
The Postmodern Explained to Children: Correspondence, 1982–1985,
Sydney: Power Publications, 1992, p. 20). I would add that
it celebrated freedom, glorifying the radical discipline of
the orthogon. Fleeing the center, it would shift identity
toward sublimation. It implemented the type of shift from
constitutive (structural) to ideological (superstructural)
interest that would later be profusely developed in the
contemporary world.

Publicity poster for a political campaign, Vigo, 2010
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Publicity poster showing Gaddafi, Libya, 2006

all diversity and singularity is drained of life and turned into identifiable, codified, reproducible
phenomena. It is the hyperrealization of the modern tradition, as well as the implementation
of a kitsch culture. The radical questioning of social significations has not led to a critical or
self-critical society but to an apotheosis of skeptical naivety and absolutist relativism, to a
crisis of crisis. We have gone from crisis (krísis) to kitsch.
We can identify three elements of the kitsch of the third age of the political: (1) the suspension of any crisis of representation (realisms), (2) the institutionalization of transgression
(academies), and (3) the falsification of the value system (corruptions).
Kitsch does not mean bad taste. The small group of important thinkers who addressed the
question of kitsch—Hermann Broch, Abraham Moles, Gillo Dorfles, Clement Greenberg, Tomas
Kulka—describe it as a falsification of the value system. Just as Rococo art was of no use to
postrevolutionary powers in the nineteenth century, modern art is no longer useful to the de
facto powers of advanced capitalism, although it is still useful to their academization. The category “kitsch” allows us to connect political kitsch with the modern art academy, an essential
step if we are to understand how art can contribute to the notion of public politics today.
Gillo Dorfles writes that “perhaps politics is always kitsch. Which would prove that there
can be no agreement between politics and art. But it may be better to say that ‘bad politics’ is
kitsch.”17 By “bad politics” Dorfles probably meant impolitics, which is why he used Nazi aesthetics and the ethics of fascism to illustrate kitsch, as did Moles and Broch.
Modern art—what has come to be recognized as art in modernity—is connected to the
political in that it values the singular in relation to the common as ascending legitimacy, from
citizens to governments. The aesthetics of discontinuity that are characteristic of modernity
are structurally political and subjectually public.
But it is difficult to define the relationship or disconnection between aesthetic qualification
and ethical determination. Even the strongly hegemonic de facto powers in classical antiquity
did not produce what we call kitsch, in the sense of bad art. Either that or we have become
accustomed to certain forms of art that were once considered kitsch, and neo-classically reinterpreted them as great art. According to Dorfles:

17. Gillo Dorfles, Kitsch: The World of Bad Taste (New York: Universe Books, 1969), p. 113.

skeptical, a mix of the complete and the
incomplete, of concord and dissonance,
change and necessity, indetermination
and determination in a single seism… site
of the relative, hybrid seed, reason of ornament. Yes, it would be better to call form a
seism… The cyclopean eye of a hurricane
where materialism and idealism collide,
where formalism is thrown into crisis.
Where the agitation of conﬂict struggles
against indifference and against the inertia of space.10 Where place disrupts movement. The abyssal between Heraclitus and
Parmenides: the dark agnostic, apprentice
of contradiction, hybridization, the ornamental, and the relative… against the
theosophist, master of scientiﬁst hygiene,
of the absolute, of autonomy, of non-contradiction…11
The sun is invisible also; I look at it
and it dazzles me. The image is an excess
that the eyes are banned from. Invisible
threads keep it taut in the ﬁrmament. I
tried to suggest the invisible, hiding the
strings in the canopy of heaven, like a
clear fog so that the forms, like glowing
eclipses, would betray the artiﬁce. My
white is not a background, it is the opacity
of a white eclipse, a nonﬁgurative agitation that I, a man, can only see as ﬁgurative. A light that points out but does not
reveal the hidden mechanism that tenses
the constellations.12 This is why Eight Red
Rectangles were a tentative and contradictory cluster of shapes tensed by external
forces, in which the limit did not coincide
with the physical edge but with a web of
intersections and decenterings that it organized from without the work, in that
space in which dying plays at living. That
complex form is not isolated; in itself, it
determines an exact, though not obvious,
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10 — But the corporality, tactility, and objectual density
of the black square of 1915 are signs of a classic passion for
painting, and at the same time belie the spiritualism and
purism that supposedly characterize the Suprematist form.
Although the Suprematist doctrine embodies a certain
theology of speciﬁcity, of pure form, transparency, literality,
and autonomy, which stem from dialectical materialism, it
also exempliﬁes the contemporary idealism of the creating
situation, the total artwork, the fusion of art and life, textual
interactivity… When it comes down to it, a form of utopian
materialism in regard to the project… and a candid idealism
in regard to the real world: spiritism and spiritualism end
up merging.
11 — Curiously but understandably, Stalinism emphatically
loathed the work that we can consider most Stalinist…
To the eyes of Russian statist orthodoxy, the mysterious
randomness that surrounded the electron—as the
science of the time was starting to understand it (Werner
Heisenberg’s uncertainty, Niels Bohr’s complementarity,
Ludwig Boltzmann’s entropy, etc.)—was not in keeping
with the rigid determinism of dialectic materialism. The
paradoxes inherent to Bohr’s complementarity, for example,
and to Johann Josef Loschmidt’s entropy paradox, appeared
to evoke a mystic, transcendental electron that refused
to be captured by means of materialist methods (Martin
Gardner)… The Suprematist form would certainly be more
in keeping with the alogical, uncertain complexity of the
new vision of matter than with the deterministic image of
dialectic materialism. A certain cult of artistic fragmentation
and distortion now claims to be in tune with a new entropic
vision of the universe, although it is actually simply dealing
with deterministic, tardy illustrations of an image that has
been superseded by subsequent scientiﬁc knowledge.

Black Square on White Background, 1915
12 — “Invisible harmony is better than visible harmony”
(Heraclitus). The work becomes the cyclopean eye of
a hurricane in which materialism and idealism collide.
Space is not inert, and it is altered by its content. Position
and movement are connected in a single operation…

For centuries, great religions, philosophical currents, and politics of the
past have inspired so-called “good art.”… Nowadays, whenever art has to
bow down to politics, or generally speaking, some sort of ideology, even
a religious one, it immediately becomes kitsch?18
Or as Clement Greenberg writes:

Where today a political regime establishes an official cultural policy,
it is for the sake of demagogy. If kitsch is the official tendency of
culture in Germany, Italy, and Russia, it is not because their respective
governments are controlled by philistines but because kitsch is the
culture of the masses in these countries, as it is everywhere else.19
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And there is in fact a devaluation of expectations, a degradation of experience, in both
political kitsch and aesthetic kitsch. From “man as the measure of all things” (Protagoras), to
“the little man as the measure of all things” (Abraham Moles), from “beauty as the promise of
happiness” (Stendhal), to “kitsch as the recipe for happiness” (Moles), there has been a lowering of the commitment to experiential richness and complexity, both at the individual and
interpersonal or social levels
Both aesthetically and ethically, Tomas Kulka argues, kitsch does not develop the possibilities of a composition, it does not expand expressive potential, it does not recreate singular traits, it does not interpret, it does not innovate. It works with stereotypes. Kitsch usually
represents objects in the simplest and most obvious ways; it represents what is commonly
accepted as beautiful or emotional, what is easily recognizable and interpretable, and it does
not significantly enrich our mental associations in relation to it.
We can thus consider that kitsch lowers expectations and reduces aesthetic, political, and
public commitments. This debasement reduces experience to purely functional terms, and it
also characterizes the ways in which the publicity function establishes the notion of reality.

II. Realisms and Irresponsibilities
Through its aesthetic strategies, publicity induces public opinion to influence the ways in
which it feels, thinks, and speaks. Reality corresponds to the series of realist systems that we
accept as true or effective. Realism is not defined by the relationship between a sign and its
semantic correspondence to its supposed referent but by the pragmatic connection between
a user and a system of representation. In other words, realism has to do with the natural ease
with which an individual uses a form of representation and constructs the effects of truth, and
thus with the denial of any crisis of representation, with the suspension of distrust.
Through modern art we have grown accustomed to the idea of art as a system of representation in crisis, as a way of approaching truth that is beyond prejudices and conventions,
beyond given or inherited notions of reality. To question means to go beyond appearances,
to challenge this crisis of representation, and to step away from the arbitrary, questionable,
and thus negotiable nature of the construction of reality. Reality means entering into a space

18. Ibid.
19. Clement Greenberg, “Avant-Garde and Kitsch”, Partisan Review 6 (Fall 1939), pp. 34–49.

relationship to reality. Complexity, effervescence, shock, the Suprematist form
and the landscape now…
As I lie here, this room is my ﬁnal landscape, and like a star in this orthogonal
ﬁrmament, my beloved personal eclipse…
A great love story, ours: our affair played
out among gods. Yes, you have been my
adolescent yearning, my pleasure, my obsession, my disenchantment, my habit, my
banner, my downfall, and my signature,
beloved black square. In you, the romantic
and the metaphysician, the religious and
the secular man, the peasant and the citizen, all the men I have been, have been in
you like a hurricane with a woman’s name,
my beloved seism. That ﬂag of the revolution is the cruciﬁx over this bed; I glance
upward and I look at it as the last thing I
see, and, once again, it moves me.10
Painting is the elixir of a race,
Rembrandt’s gift for seeing light in darkness, spirituality in matter; the fusion of
the apostle and the skeptic, the sacred
and the profane, in Botticelli, but above
all in Cimabue… And I loved that race that
needed to deny, denounce, overcome. Just
as Byron, when he was just over four years
old, sensed that good is the grandfather of
evil, and that with each turn of the screw,
each uprising of freedom, each new consciousness, the shackles tighten. Every
early ﬁdelity, a contribution to the end;
every liturgy, profanation. A look at the
small things reveals the malevolent composition of all good. The darkness makes
up the light and the light is the mold of
darkness. Isn’t it ridiculous? That the agitation should never weary, that it should
continue yearning to persist, a breath of
ﬁre to keep existing like an extinct dragon?… That it should be necessary to create
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Suprematist form, like Heraclitean being, is the sum of “that
which is whole and that which is not whole, the concordant
and the discordant.” It is a conjoining of determination
and indetermination, of cosmos and chaos, of chance and
necessity. And its limits do not correspond to its physical
edge; instead, its relationship to the exterior is deﬁned
by a constitutive web that opens out beyond the physical
format of the work. As such it is a relational being rather
than an isolated or autonomous one. In Piet Mondrian, as in
Parmenides, time disappears when we remain still: white is
the inert backdrop of an orthogonal web that emphatically,
deductively, distributes space but does not alter it, moving
the masses of colors and the structural density toward the
limits, but never beyond the edge. The Parmenidean being
is whole (what is because it is, A = A, etc.), immobile, and
inﬁnite; and given that an extreme limit exists, it is totally
ﬁnished. And modern fragmentation is aimed against it
rather than against the uncertain Heraclitean being.

Malevich’s Black Square, hanging in the sacred corner of
icons, in 1915, during the exhibition 0.10.

of realism in which kitsch has made itself at home, where everything is taken for granted and
nothing is in jeopardy. As the institutional success of the transgressive avant-garde began
to create a whole repertoire of crises of representations—sufficiently recognizable so as to
be adopted and combined—, of localized and accepted transgressions, the very possibility
of a crisis of representation came to an end. This ending announced a profoundly realist
state.
The double-sided nature of liberal modernity can be seen in two seemingly antagonistic
figures that have in common a certain ethics of social irresponsibility: the liberal entrepreneur and the romantic genius. In their intersections, these two figures have presided over
the history of the West during the past two centuries. Neither of the two wish to be accountable to the law, on the basis of a social privilege dependent on the subsequent contribution
of wealth—material or symbolic—that will supposedly eventually be distributed to society.
The irresponsibility of the entrepreneur and the transgression of the genius share this basic
moratorium. The romantic genius considers any system to be an obstacle to truth, and, as
such, believes that no restriction or prejudice should hinder his unilateral, absolute exercise
of expression.
This coincidence of functions can explain the fate of art in capitalism and the paradoxes of
the public and political situation of art in contemporary societies. It can explain the institutional
and corporate success of artistic avant-gardes, the processes of the academization of modern
transgression, and the transition to kitsch.
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commodity-art
CAPITALISM

liberal entrepreneur
defer commitments to redistribution
allow a reduction of private responsibilities

“laissez-faire”

liberalism
Q: So what do you want from us? A: Let us be!
(F. Legendre answering a question by J.-B. Colbert, Finance Minister for Louis XIV, 1685)

political aesthetics
non-responsibility
“any system is an obstacle to the truth” (Sturm und Drang)

romantic genius
MODERNITY
Leave us alone
Sturm und Drang
Dadaism

relational art

principles—more complex each time—
knowing their maladies, their limitations,
and their prejudices, and that without
them there is only the continuum of the
pillow of death or of the everyday? Truly
ridiculous like a scrap of nothing…
Here—I know not whether as boy or
old man—I would like to shout that it is
not senility, nor submission either… for I
have always been a painter. That’s right,
a Suprematist painter. An improbable
monster. To some, a personiﬁcation of the
dogma of purity; to others, a demon of
contradiction and contamination… I have
no principles, and no conclusions either:
because there is nothing in me that I cannot argue. But I do not have to show everything in everything, to be transparent
and literal… I have acted, notwithstanding
anybody, for those who can understand
me, even when there is nothing to understand: that is my honesty, compatible with
all forms of contradiction and of lies. Who
is anybody to demand explanations? To
whom am I accountable?
Submission some years ago may have
implied repeating paintings from many
years ago. Every imitation certainly had
its secret certiﬁcation of copy, and behold
their sincerity. It’s funny. How different
that ﬁrst black painting dating from 1915 is
to the second, painted in 1923!9 I felt that
my Suprematism was a transrational realism, because that which becomes abstract
turns into something concrete, into the
negation of the enigma… and that negation is the black square of 1923.13 And only
I know that beneath that image there is no
other image or images that protect it and
settle over their own world as in the original… God, how I have repudiated that
work! And how I have loved the other, the
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Black Square, 1923

13 — The 1923 Black Square (3) transformed the 1915 work
into its photogenic image, an authentic rectiﬁcation in
keeping with materialist determinism that would also
be used as an example by a considerable part of socalled abstract (or concrete) art, which is simply—and
paradoxically—its own ﬁgurative image: from Georges
Vantongerloo to Max Bill, Josef Albers, and Victor Vasarely…
The artist who would come to ﬁnd Peter Halley’s claims
about geometry and prisons pertinent. Social realism and
abstract art combine as complementary opposites that assert
the logic of materialist literality: two amendments against
the avant-gardist crimes of syncretism, uncertainty, and
complexity. As do the autonomous order of Mondrian and
the contextual randomness of Duchamp, which on colliding,
as Lucy Lippard suggested, produced the speciﬁc object of
minimalism.

Contemporary aesthetics, both inside and outside of art, are in tune with the immaterial and
nomadic flow of financial capital; they are in tune with the bottom-up legitimacy that de facto
powers use to establish themselves in the political sphere, to turn the political into the impolitical. And as with liberalism, there are also two sides to contemporary art. One side is related to
aesthetics of order—formalist, documentalist, and naturalist aesthetics of different kinds—that
can reflect on their own media and their own contexts, and that end up turning the context
into the content of their works, media into messages, etc. But there is also another side, because these aesthetics of capitalist publicity also encompass the aesthetics of anarchy, the
aesthetics of the counter-principle, destituent aesthetics.

CAPITALISM

CONTEMPORARY ART

welfare society

arché aesthetics

legality

formalist
documentalist
naturalist
“commodity art”

intimist aesthetics
context as content
medium as message
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monopolistic practices

anarché aesthetics

violence, exploitation
high class anarchism

situationisms
relational aesthetics
“political art”
“contextual art”
aesthetics of ascending legitimation

the alternative as legitimacy of high capitalism

III. Alternative Academies
As such, art practices that explicitly present themselves as transgressive come to form part
of a fully institutionalized modern tradition. And although they rhetorically argue against this
tradition, they do not hesitate to profit from and plunder its symbolic and economic surplus
values. The use of aesthetics of ascending legitimacy has a dubious political and public status
in a society in which these aesthetics are now only the outward remains and instruments of
legitimation.
A couple of examples illustrate this clearly. A photograph of the barricades in the streets of
Paris during May 1968 shows that when a system does not allow certain things to exist they
can suddenly explode. But a barricade can end up being reduced to revolutionary rhetoric, as
part of an aesthetic of public-political legitimation. And this is when we see a dynamic that

one from 1915, a timid trial run for a new
materiality… nothing to do with dialectical materialism, or even with the revolution!11 Is there so much difference between
abstract (or concrete) art and the socialist
realism that so pleases the State? No, I can
no longer lie to myself… both are amendments, public rectiﬁcations, made to
purge the crimes of the avant-garde: our
tentativeness and that of the forms, us and
the complexity of the works, syncretism…
In Lenin’s brave new world as in Plato’s,
the poet was outlawed, and a program of
submission to the context, to the content,
was imposed in his place. While that which
was already emerging as concrete art
sanctiﬁed literality and generated a formal dogma that adopted submission to the
text as its own space of freedom.14 Now,
and probably increasingly in the future,
modern art is stretched tight by those two
opposite forces that nonetheless guide the
movement to the same destination… The
exorcism of that dangerous game in which
the risk is to lose and dissolve into the
amalgam of the everyday, or to lose oneself in the stratosphere of the sanctuary.
I did not wish for Suprematist students.
And the black square of 1923 is too similar
to that black man of red steel, Stalin: the
fate of a vast ﬂag, whose shadow lengthens
as at twilight, and whose light—like religions—needs to be surrounded by much
darkness in order to continue to shine. It
was a pity that they did not publish my
response to the reactionary criticism of
Mr. Benois in relation to the Black Square
in 1915. I would probably agree with it if
it were applied to the one from 1923, just
when he was able to admit it with complacency… Nothing escapes time, and that
was the idea of my additional element.15
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14 — Meanwhile, the dogma of social realism could be
generically deﬁned as the imposition of a speciﬁc modality
of contextualism, the adopting of a functional as well as a
formal program for art in keeping with the indivisibility
of contemporary matters and also with the Platonic and
Leninist assertion of a republic without poets. Social
realism and conceptual contextualism can thus be seen as
two complementary poles of superstructural submission
in a single formalizing impulse—in a single academy—
diversiﬁed in its expressive form and uniform in its
gnoseological lineage. The two poles meet in late Russian
art (Zakharov, Komar and Melamid, etc.) and the result is
perfectly in tune with current Western expectations of life
and of the art world… The Black Square (1) itself and Victory
over the Sun (1913) include a certain self-incrimination and a
correction in regard to any determinist literality, not as a
result of pressures of the state—as would be the case with
the prestigious physicist S. E. Khaikin in 1950—but of an
internal logic that asserts a certain totalizing desire, even as
it denies any totalitarian impulse. It has been suggested that
the Sun that is vanquished in the opera (1913) is none other
than Apollo (the god and the spaceship?), which would be
like saying the model and reason itself. Indeed, compared
to cults of the sun and the moon, the eclipse here becomes a
celestial body in a contemporary cult of relativity. The black
cross (ﬁrst version dating from 1915, last version from the late
1920s?) already testiﬁed to a structural crisis and to the Black
Square’s symbolic indictment of the area in which a sacred,
indisputable dialectic materialism is affirmed. In another
order of things, the White Square on White Background that is
generally considered the extreme painting par excellence,
is scarcely the moment of the glare that the eyes experience
after looking directly at the radiance of the eclipse.
15 — A conversion in name only, a senile reminder, a
secret nod to censorship? Some people have interpreted
Malevich’s ﬁgurative reconversion in the twenties as the
result of a certain submission to the dogma of social realism
in response to the purges and pressures of the AKhRR
(Association of Artists of Revolutionary Russia). Indeed,
as an unforeseeable circumstance of having left certain
paintings in Germany in 1927, he was asked to repaint
several early paintings, including the Black Square, for his
exhibition in Moscow in 1929. All in all, this would be a
ﬂimsy explanation. The Black Square dating from 1929? (3)
is clearly an open simulation, a mechanical representation
of the 1915 work, which cannot be considered altogether
innocent or unconscious. After devoting years to writing,
education, and applied arts, copying squares and styles from
his early series of peasants and his more famous Suprematist
works was probably quite a shock to him. This jolt proved
to be an excellent opportunity for him to reaffirm his own
Suprematism—which he did not abandon (just as Picasso
claimed to have never abandoned Cubism)—in response to
the closing of his educational laboratory (from 1925 onward
the GINKhUK became the target of harsh institutional

Image of the streets of Paris in May 1968
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The barricade transformed into rhetoric in the work of Santiago Sierra

clearly fits into the cultural logic of impublic impolitics. And in spite of the dubious ethical status of this rhetorical distortion, the well-established and institutionalized modern legitimacy of
“transgressive” art allows this gesture to be interpreted in a positive light as the denunciation
of a corrupt system. This can be seen as an example of political kitsch immersed in processes
of academization of modernity.
The question of public policies can promote reflection on the short-circuiting of the modern
tradition, subjected to processes of academization.
Institutionalization turns all attempts at transgression, inquiry, and defiance into approved
elements that are open to imitation, development, and financial exploitation. This shows how
the free, transgressive, aesthetic movements that have contributed so much cultural and political richness to modern society may now be turning into obstacles, because they lack the
commitment to the public sphere that art still needs in its construction and deconstruction of
the meaning of reality. The perversion of modernity turns the political and public commitments
of modern art into exemptions from commitment.
As such, with hindsight, in each modern gesture we will be able to see the seeds that favored a specific academic modality. The epistemological ruptures and analytical efforts will
have broken up the integral nature of artistic experience into its constituent elements.
The emphasis on certain aspects has gone hand in hand with a lack of attention to others. As the singularity of a particular style “specializes” its focus on certain aspects, it necessarily neglects all other aspects. The result has been forms of art that develop some
aspects to the limit and neglect the integrating nature that art has acquired in the course
of history. The stronger the declaration of the irrefutability of the self-expressive truth of
expressionism, the greater the exemption from symbolic commitment—which is linked to
communicability and to involvement—and from formal commitments, given that no particular arrangement or mastery of artistic media is necessary. The greater the emphasis on

It was like a tremor, a new seism… After
spending years on writing, education, and
applied arts, concealed beneath the gray
blanket of neglect, I was excited to paint
again, to copy the style of my ﬁrst peasants and of Suprematism. But that tremor
was my opportunity to reaffirm a lost je ne
sais quoi, perhaps my own Suprematism,
and to rise up against the institutional attacks, the pressures of the AKhRR, and
the closing of the GINKhUK, against the
political enclosure of that which I only
aspired to as an aesthetic revolution, and
against the convention of the conﬁnement
of Suprematism within a new modern
academy. This is why it was a painful pleasure, an empty feeling in the stomach, as
intense as daybreak in Kursk.
I was convinced that the glorious and
terrible black painting would be the body
of my time and of my trajectory, my most
inﬂuential contribution to art. But I also
wanted to prepare the last act so that its
destiny would be to become my business
logo, my liturgical stone-carver’s stamp.
I wanted it to be a conscious seal… my
representative, a representation of myself.
My fourth black square. I wanted to close
a cycle: different times were coinciding
in the one space; I saw myself painting
the costumes and sets for that opera with
[Mikhail] Matyushin and Kruchenykh
in black and white because there wasn’t
enough money for colors; I saw how those
shapes spread through the world like divine ﬁre, or like an epidemic, as if those
colors that were just an idea at the time
had now become a black joke, a vast banner, to whose reign the peasants had to
sacriﬁce even their faces.
Our revolution wanted to leap over all
models, over reason, over Apollo. Years
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attacks), to the political conﬁnement of what only aspired
to be an aesthetic revolution, and to the convention of the
closure of Suprematism in the modern academy. A closure
that he responded to with his own closure in the sense
that Derrida meant when he referred to the closure of
metaphysics as a deconstructive gesture.

Three Female Figures, ca. 1928

Red House, 1929

structural values, the smaller the contextual commitments. The greater the emphasis on
conceptualization, the greater the exemption from material, morphological, and structural
commitments, and even from conceptual commitments, given that all tension with the real
disappears. This ultimately favors works of art that are easily predictable, not very ingenious,
and conceptually poor. The stronger the declaration of the incontestability of transgressive
art, the greater the exemption from heritage commitments. The greater the importance given to creativity, the less the balance of risks. The more incontestable the modern principles
of equality and everyday life, the lower the commitment to estrangement, singularity, and
excellence. The stronger the declaration of the value of contextual art in contextual and
relational aesthetics, the more its agents are exempt from artistic and social commitments,
given that commitments come to be seen as an easily identifiable set of signifiers, society
comes to be seen as a stage, and citizens come to be seen as actors of their own expectations, so that the focus of interest moves toward the plane of mediation, discourse, and recording. The greater the value placed on potentiality, the lower the exigencies of production,
and the lower the commitments to configuration, materiality, organization, and, in short, the
exigencies of artistic excellence.
With hindsight we can reinterpret all of the artistic movements in modernity from the perspective of their institutionalization, which entails the denial of a certain type of commitment
for art, structural and material commitments that are erased in the academy of conceptual art—or in conceptual art transformed into academy. Heritage commitment, in the sense
that the Romantics had, becomes a kind of documentalist indisciplinarity. Social commitment,
which does not apply even to the art that is supposedly most committed, linked to the academization of the contextual, becomes content.
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ALTERNATIVE
ACADEMY
(gaseous rigor)
INSTITUTIONAL

TRANSGRESSIVE

ACADEMIC
RIGOR

REVOLUTIONARY
(chaos) FLOW

(order)

NON-TRANSGRESSIVE

NON-INSTITUTIONAL
(real)
EVERYDAY
FLOW

The academy in the expanded field

In art, this academization of modernity, by which the logic of alterity becomes a logic of
alterne, is also a return to techné—it is the neotechné of an applied art, transformed into a
device for impolitical, impublic legitimation; an art that supplies, promotes, and exemplifies

later, I designed space platforms for interplanetary conquest. A strange service to
a cult of that which I would have wished
to ignore. It is difficult to slice without
cutting oneself… I no longer wanted to
free painting from the contours of the
natural world. I wanted to free it from
the rigidity of an invisible but institutionalized program, from emancipation
and rupture. I did not wish for any more
songs of redemption. I wanted to free it
from an obsession with freedom that was
only a balm and not a tool… because freedom is in the person who sees, not in the
thing that is looked at! In Antiquity and
in the Renaissance, art was at the service
of beauty, of the aristocracy and the palace: and its privileged place is now occupied by a new aristocracy in the name of
transgression, of indictment, of the grammatical consistency of freedom and of the
common good… My liquid desire for life
transformed into a solid emblem. I would
never allow myself to dream, because a
time had come in which my dreams would
become reality… Strange dreams of the
future in which fear of isolation only managed to project dispersion… In which the
museum identiﬁed the ﬁnitude of the syndicate and the street embodied the sacred
inebriation of the inﬁnite. And in the middle, both the peasant and the artist came
off badly…
Later, the portrait reencountered the
face, the mask overcame the eye mask.
After 1932, I conquered my ﬁnal period,16
which I see as transcendence and triumph
over the conditions… a return to the world
of people. I recovered the intuition of a
sacriﬁcial fate.17 I submitted to the need to
sacriﬁce my desire. All that remained of it
was two signs, two natures: the decoration,
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Self-Portrait, 1933, signed with a small
black square on white ground.

The black square as signature in the 1933
Self-Portrait

16 — We would now call this a deconstructive operation,
criminal with regard to phallogocentrism, to the univocal
image, to the system. There is the same subtle and caustic
humor in that ﬁnal signature (4: 1933) as in his revenge on
Cubo-Futurism, in which he portrays it as a ﬁrmament,
eclipsed by a cow and a violin placed before it (1913).
Alogism, or transrational realism, can also interpret his
new Peasant series. They are the two instances that make
up the post-Suprematist oeuvre: (a) In the ﬁrst, Malevich
displays the scope of the Suprematist model. It consists of
geometrized landscape motifs and faceless ﬁgures. It is a
critical moment in the double sense, with hesitations and
pressures that nonetheless do not get in the way of a caustic
vision of the cultural and social situation of his country. The
color is not formal, or even symbolic. It embodies a spectrum
of formalizing potential, a mere mechanism, a machination,
a moment of transubstantiation, and a ﬂag (a championing

heritage expenditure without any commitment to heritage; an art that functions perfectly, even
in its most anti-heritage forms, as a mechanism for the institution of incivility.

3. Public Politics as Idea (Art as a Criterion of Excellence)

Art is what we do, culture is what is done to us.20
(Carl Andre)

Discussion around public policy is essential if we are to find a way out of the perverse ideological short-circuit that is affecting art. Only self-critical reflection will give art the legitimacy
it needs to reposition itself in twenty-first-century societies. To this end, art must be seen as a
responsibility, not a right. It would be pointless to repeat the forms of modern experience that
have already been academized or distorted, without realizing that by doing so we prevent art
from fulfilling its potential political and public functions.
If art is to develop in regard to public policy in the twenty-first century, it will have to recognize itself in a threefold responsibility:
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I. A commitment to PERSONAL CREATION. Development of singularity and social interaction. By affirming subjectivity, the cognitive development of art simultaneously questions,
revitalizes, and enriches social significations—a responsibility for personal creation that
is intersubjective insofar as it is personal. I am not suggesting that art should be a merely
subjective matter, but that intersubjective creation and production inherently involves others, and as such it is a true construction of the meaning of reality, and a space of intersubjective negotiation.
II. A commitment to CIVIC EDUCATION. Aesthetic education for the political practice of opinion. Citizens in the information society should receive an aesthetic education that prepares
them to assimilate and critically engage with the flows of images and symbols that are produced by the media industry and that form a complex and powerful “visual culture.” In this
sense, aesthetic and visual education can provide the perceptual, conceptual, and affective
resources that are essential for personal, critical development.
III. A commitment to HERITAGE CREATION. In a triple sense:
Transmission of cultural and symbolic memory. Works of art are singular condensations
that comprise a legacy of human knowledge, ways of feeling and thinking, techniques and
aspirations.
Representation of value. The heritage value of art exceeds its exchange value, insofar as it
provides a definition of value that is inclusive of the whole range of culturally valued information, for all societies, at all times.
Value creation. Implies that art fulfills its commitment to the transmission of cultural and
symbolic memory, but also to the production of memory, given that memory is created at
each moment. And just as the past is not what it was—given that it is transformed at the

20. Carl Andre, in Artists Talks, 1969–1977, ed. Peggy Gale (Nova Scotia: Press of the Nova Scotia College of Art and
Design, 2004), p. 23.

the disguise, the folklore… And the comicality of my own signature. My fourth
black square now transformed into a personal and also a cultural signature. The
signature of my world and my program.
And the faces appeared, in spite of the
signature and at the expense of their disguises… The paint ﬂowed between lines,
between conventions. It redeemed desire
with the sign of the eclipse. I thus sacriﬁced my good name to conjure up a person.
The impassioned counterpoint of my
life in the face of the cold white light of
my darkness. Chance was necessary. As
was my sacriﬁce.18 Because the crucible
of my painting contains a nothing deferred to me by my race. Because reality
is a room, art a window, and death a door.
I do not want to know anything before
returning to my people their sincere alogism, the absurd reason that attests to their
vain madness, the reason for having been
spawned thus. Such is my inverse movement, my ﬁnal piece of mischief, a spiral
that does not go up or down, and that
sinks into the opportune night.20 I believe
I am crossing the fates of this famous night
in the world without end: I ﬁnally arrive at
the place where I think I should be, and I
see what separates me from life… the small
breath, ZAS, ZEUS, blow after blow, glow
after glow, a percussion of lights. If there
is one thing I lament, it is not being able to
continue with this game of concealment. I
would allow many corrections to my past
in exchange for just one more morning.
They should bury me facing the earth,
with my back to the sun; such that the
earth becomes my eclipse, a ﬁlter interposed between my remains and the sun…
but also so that I would become cause of
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of reality) of the modern project itself transferred to life…
(b) A sacriﬁcial moment that recovers faces and combines
different registers. Only two aspects of the formalizing
National-Suprematist-Communist project remain: the
disguise—folklore, his program perversely made reality—
and the black square transformed into his own signature
(his program made into an emblem, a nominalist sign, a solid
form). He thus sacriﬁces the name to the anagram, to the
sign of the eclipse. And at the same time he cries out against
the conversion into emblem of something that had been a
sign of freedom.
17 — Even if it would be as naïve and messianic as history
would have it to raise the memory of an impulse to the
level of fetish, Malevich’s caustic attachment to the black
painting that served as a cross on his deathbed, during his
funeral procession through the whole of Saint Petersburg,
and on his grave, and his revolutionary and personal
importance, nonetheless suggest the ideological double edge
that he himself was obviously not oblivious to. Malevich
is neither the model of a respectable citizen nor a pioneer
of postmodernity. In him, the passion of the mystic meets
the distance of the skeptic. The naivety of the adolescent
artist who knows himself to be the protagonist of a heroic
fate meets the irony of the adult, who knows that this role
is a mere and uncertain representation: a drama in every
sense. Voltaire’s Candide meets Marguerite Yourcenar’s
Zeno from The Abyss. In 1917, in the explosive heart of the
revolution, in the midst of post-Futurist effervescence, he
(as the Count of Lautreamont) named himself president of
space. And we can no longer interpret it as a mere candid
and messianic gesture… or at least it is no less ironic than
Gilbert & George’s self-proclamation (ﬁfty years later) as
living sculptures, or Kostabi’s radical cynicism.
18 — We should get used to the idea that the historical avantgarde also had a good dose of distance from its cultural,
methodological, and ideological substratum; a good dose
of ﬂeshiness, complexity, and humor. And also to the idea
that the richness of that adventure arises from the tension
and the intensity with which it accepted its commitments
to the complexity of the time. All of which is far from the
Calvinist, puritan image that later emerged, to please a
certain idea of hygiene—in the modern movement—or to
defend a contagion—in the postmodern myth. This does not
excuse the past but rather downplays our innocence. The
legitimation of that historiographic construction that we
call “pure style” or “ism” has been sufficiently challenged.
Determinism and evolutionism cannot prevent a gesture
of transmutation that, in art, often appears in the form of
revolt, not necessarily against tradition (that boring, fake,
polarized, belligerent story of the outs against the ins, the
hot against the cool, high against low, classicism against
mannerism, abstract against ﬁgurative, objectual against
contextual, etc.), but rather in favor of their own need to
constitute.

same time as it is reinterpreted—, transmission is not just transference or just memory,
document, or monument. Transmission is also creation, heritage creation. Artists are basically creators of heritage; they produce value within a complex value chain.
Under this threefold commitment, I would like to finish by evoking Gandhi’s response on
being asked what he thought about Western civilization. To recontextualize his reply, if you ask
me what I think about public policy, I would say: “I think it would be a good idea…”
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another eclipse for the earth. And so it
will be I who hides the sun beneath the
earth. My ﬁnal victory. And at my back,
my ﬁnal signature, the last black square,
the visible part of my tomb. Only a story
is reﬂected in a photograph or in history. I
look at the photographer and try to lie, an
expression of profoundness before death.
In my eyes I pretend to feign sincerity and
I look at him directly but absently, trying
to transmit the sense that all the wisdom
that remains to be spoken by me is contained in that gaze. Then I half close my
eyes so as to guide his toward the eclipse…
He will know how to blend with utmost
precision.20

19 — Old discussions take on new names and new
conditions. The formulation of the problem diversiﬁes and
becomes more sophisticated, but certain paradigms are
re-embodied without the possibility of a predetermined
solution: nature-art becomes reality-art. Fear of isolation
projects dispersion. The everyday object becomes aristocrat,
replacing the noble; the museum identiﬁes the ﬁniteness of
the union and the street embodies the sacred inebriation of
the inﬁnite. Commitment is sublimated in a dual sense: it
lags in the stratosphere of isolation… or it is transformed
into mere ethics, into simulation. Prudence becomes
recklessness, the awareness of the limit, idealism as alibi.
And after metaphysics, the philosopher inhales the poem.
Effervescence and shock in the Suprematist form, now in the
landscape. A difficult optical game of convex and spherical
mirrors in which the mirage is most deceiving when what we
see seems other than the person who is looking.
20 — Back and forth, from one person to another in a path
without place, or perhaps a place without a path.
21 — Etc.

February 1935, Leningrad
K.M.

The prevision of the black square as
mortuary element, in a sketch for his tomb, 1935
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A PLAY OF CHANCE

NEVER
EVEN MADE IN DIRE STRAITS

FROM THE DEPTHS OF A FOUNDERING

LET
the
Abyss

drunk
with fury
unfold
by a desperately logical inclination
of sense
its own

even before calculating fallen unable to foresee
and watching over disturbances
shattering streaks
there in the innermost depths retake

the shadow buried in the deepest profundities by an alternating key
that may allow
sense
its rhetorical depth as if it were a cork
suspended on the internal surface of desire
leaning from one spirit to another

THE PLAYER
previous calculations lost
tactic forgotten in his state
upright
infers

he used to know his excess
from such a conﬂagration to his desire
from the unanimous horizons

that prepares itself
is shaken and mixed
in a hand with which a light touch could compress it
the way to threaten destiny and chance

the only Number that can be no other
real
Longing
to toss it
in disinterest
to retract the scission, open a sense of ﬂight and he passes haughtily
hesitates
spoils of delight far removed from the secret it holds
rather than
manic author
to play the game
in the name of combinations

ALWAYS
invades the player
oozes through his pusillanimous soul
such direct foundering of the person
without technique
no matter
where vain

contorted hand
ancestrally incapable of reaching
beyond the futile will
legacy which on his disappearance

will go to someone
ambiguous

to the ensuing immemorial demon

who having no
exempt territory
impelled
the sufferer in this supreme juncture with probability

he
his childish shadow
caressed polished cradled fed
smoothed by the combinations and withdrawn
to soft dreams lost among the coins

born
of a struggle
that of chance tempting the sentient or of the weary against pain
an idle luck
Complicity
whose
veil of illusion his obsession rejected
as if ghost of a gesture
will hesitate
will be appeased

WILL ABOLISH
madness

AS IF

A simple insinuation
of well-being intertwined with irony
or
mystery
precipitated
proclaimed
in any coming whirlwind of mirth and horror

quivering in the chasm
it is his touch
and his ﬂight

and rocks the repeated virgin index ﬁnger

AS IF

lost solitary occasion

unless he ﬁnds it or plays it dome of dreams
and immobilizes it
by luminous ecstasy on silky skin

such rigid suppleness
ridiculous
by contrast to the possible
too much
that will not highlight
as if meager
to whomever

bitter prince of the pitfall
adorns himself with desire—rigid suppleness—as if it were something heroic
irresistible the more contained
for its small reason
in decision

unconcerned
expiatory when losing and ceasing are the same
mute laughing
neither compulsory nor forbidden

that

IF

The lucid and shoddy brilliance of vertigo
in vacant pleasure
sparkles
then hides
a minute stature gloomy machine on foot
in its siren twistings
time
for the caressing slap
with impatient last slippery scales
a heart
false mansion
immediately
in mists evaporated
that imposed
a boundary on what does not have everything

THERE WOULD HAVE BEEN
a matter of probabilities
THERE WOULD HAVE EXISTED
any like a different agony dewed with hallucination

CALCULATION

IT’D BEGIN AND END
denied as soon as it sprung hardly appearing
in sum
for any occasion scattered in a streak
IT’D BE CALCULATED

evident reckoning little one
MIGHT UNDERSTAND

IT’D BE
worse
no
neither more nor less
indifferently, plus more of the same

THE PAIN
abolished chance

implacable arrest
of the pendulum at impossible

Falls liquid
the opportunity
arrhythmic suspension of the uncanny
to bury itself
in the usual primal spumes
from whence his frenzy leaped toward a chasm
violated
by the identical neutrality of the summit

NOTHING

of the memorable excess or lack of touch
symbolic sensation of a danger
in which
if the event had been fulﬁlled even with null
human result

WILL HAVE TAKEN PLACE
an ordinary pain distills absence

BUT THE TIME
any internal splashing as if to disperse such brimming touch
abruptly that had it not
but its truth
founded
ruin

on those ﬂows
of the vague
in which the whole body dissolves

EXCEPT
there in the deep
PERHAPS
so distant that one time melts into the beyond

far from the interest
they may show him
in general
according to such obliquity with respect to such declension
of anxieties
toward
what must be
North or also Logos

A CONSTELLATION
cold with oblivion and desuetude
but no so much
that he does not sense
on some vacuous and higher surface
the successive collision
radiances
of a total calculation being formed

watching
rolling
shining and burning

THE REAL
before stopping
at some ﬁnal point that returns it to its glorious loss
silent discourse of a pain without language
all thought is a play of chance
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