“NOTES AGAINST THE TITLE OF
THE EXHIBITION.”

To JANAINA TSCHAPE,
FROM RICARDO SARDENBERG

...l wrote this sentence almost as a layer in my thinking. Suddenly, it
was there, on the screen: Contemplating Gaze. | think it's perfect as
everything stays within the ‘Gaze’. There’s an apparent redundancy this
way - just as the eye seems to result in a play of mirrors and lenses. You
have to let the landscape speak for itself, since it's present in practically
the whole work. The landscape is a fixed icon in the drawings, paintings,
sculptures, videos and photographs. Yet, the gaze you propose takes
its time; there’s no hurry, no stress, that is, it's contemplative. We have
to soak up the landscape proposed. That’s why your drawings, like

your canvases, always seem to have micro details of points, colours,
repetitive waves or lines, rather. There’s also this macro field, where
great areas of planes structure the works by creating a sort of synthesis
between those points, lines and colours. They are pliant, twisted and
unstable; they are organic planes.

This point of view is a geometric one: something that doesn’t exist

in real life, just in our minds. At the same time, geometry helps us

give meaning to the world, so it's a fundamental aspect of our lives.

I think a mathematician would disagree with me on this but we have
ambiguous ideas of what a point, or a line, or a plane, are. That is, we
have no way to prove that what | imagine to be a square is the same
thing you imagine in your mind. This is because it's an idea or a concept.
Of course, the square is a form with four equal sides. But this idea only
rests in our minds; it's something we were taught. In this sense, it's like a
fundament, something that’s been drawn from gazing at the landscape
for centuries (the word to be used here is specifically gazing, instead of
contemplating, for it refers to sight that goes beyond feeling - the sight
that thinks and reflects), and as such it's the landscape that allows us to
formulate these geometries.

Indeed, it was the landscape that allowed us to conceptualise and

digest geometry so as to incorporate it in our gaze; it was like creating a
fundament so one could give some sort of meaning to the gaze. The only
thing this fundament is good for though, is the gaze - but that's totally
dry. After all, we also look with our ears, our sense of smell and touch,

as well as our mouths, and that’s why in your work, Janaina, you don't
stick to paintings and drawings. It's fundamental to make sculptures and
to work with volume, because volume is where points, lines and planes
have their most sensorially complex relationship. It has to do with our
body: how we view things in the world essentially depends on how our
body registers the place it’s in and how it relates to everything around it.
This is because it's in volume that points, lines and planes disappear and
become one. (I hope this makes sense to the poet.)

How could you not make sculptures? It's obvious that it's urgent to make
them. And preferably make sculptures you can grab, touch, squeeze and
mix like plastilin bars. Then you, or rather your “volume body”, would

give birth to a sculpture and necessarily create a new “thing body” — that

is, a new volume inside our “space body”, which is, so to speak, the great
volume where we live in and interact with — space.

(And therein lies the rub. Over there in Bocaina de Minas, where the hills
outline the sky.)

Because it’s in this place, which is a totalising volume, where everything
happens, where it's impossible to control all the points and lines and
planes, that time unwinds to create a bundle that is our experience. The
experience of everything doesn’t make geometry disappear though,
quite the contrary: it is through it that we reach geometry. The paradox
(are we going the opposite way?) is that it’s from experience that we
infer the existence of points, lines and planes - that it becomes easier to
build an image of these in our minds.

As | have said before though, the image we make is individual and
inexplicable; to conceptualise a square, | have to look at the experience
my body has had in the world. From that moment on, however, the
process of conceptualising the phenomenon begins. Rather than our
identifying the thing called “square”, we are creating a concept of the
notion of a square relative to our body, or relative to the fact that it's so
other to our body. We have to believe in our bodies! This bag of water,
fat and proteins, contained within our skin. We also have to believe in its
relationship with space, but that only happens when we feel the whole
space, and many parts of it; this must be the process of experience
through which we get to a concept. Do we have to do it by fighting
against the world though, just because we’re animals? No, the world of
ideas, in sculpture, is still the barbarian’s fight, where understanding is
wholly inside the body as meaning. It's an individual expression in the
sense that it's internal, in a place where it's no longer just physical but
also mental. And we project this internal fight outwards, and through it
we understand the world.

So it's inside this body-place, it's in the internalisation of space that
our feelings are born, as are our ideas and our sense of the very limit of
our body, which is truly so fragile and will perish, but which also feels
the pleasure of living, that is, of being in time, for time is the only thing
that's imposed on space.

The landscape is the framework, the anchor that allows your work to be
formalised in space and in time. It's in it that we find all formal, sensorial
and intellectual situations. In it | can gaze with hedonistic pleasure and
watch it with an attentive mind.
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