NOTE FOR THE READER : This essay is only a temporary version written some years ago; at the
moment is being reviewed by the author

THE TIME OF THE PROCESSIN THE ART"
By Sara Marilungo

In this essay | will compare various types of “tergization® in the art proposed by some authors
of the XX century, integrating them, where necegsaith new “forms” of time emerged in the latestistic
movements. These forms of time, as we will seeceonalso the arts of the past. In fact, | wanshow
how, in the light of the changes occurred in theddrthe XX century, it emerges the need for a new
perspective on the category of time.

During the XX century the art underwent a deep gragiual change that involved all the art fields,
from painting to sculpture, from cinema to the rfewns of multimedia art.

The change concerned all the aspects of the wookn the materials used to the relationship
between the artist and his/her work, from the apergrograms to the techniques, from the finaldoic to
the relationship between the latter and its pullid, above all, the conception itself of the wofkad,
which has broadened up to include objects, handsvamki creations with several characteristics.

In particular it emerged a shift of the attentfomm the work considered as a product of the &tist
process, understood as a private practice of thest aimed only at the final result, to the precéself
conceived as the work in its formative “self-mafiprocess. Therefore, the art of the last century moved
along the poetics of the “work-in-progress” and ‘thpen-work”.

The concept of “work in progress”, appeared firstJoyce'sUlysses(1921) and consolidated
afterwards in his unfinished workinnegans Wak&1939}, lends itself to describe an amount of works of
art that don’t aim to a definitive form, ratherdamaterial complex which encompasses the movenseat a
continuous renewabf the work itself. Though keeping its identitiietwork of art moulds itself in relation
to several contingent factors, from the intervemtid the artist to the interventions of the envimamt and
the public.

The concept of “work in progress” is directly cested to Morris’ idea of “anti-form®, according
to which the struggle against a definite form depelinto performances and happenings “subduedeto th
whim of chance and destined not to materialize amy object”’

The interest moves towards procedures and resdtsetude uniqueness and clearness, regularity
and stability, in favour of open, changeable anckutain situations. The underlying aptitude aimat
materialization of sculpture intended as an impeaide form — a closed and stable volume — anddo th
overcoming of the idea of an object complete iglfts the functional use of materials is supplanted

! The titles of the books are kept in the languasggin the Italian version of the essay. Italiantgtion have been
personally translated into English.

2 | use the term “temporalization” to underline ¢iras an object of experience, which exists onlfh@npresence of a
subject. In this way | want to highlight the actiade of the subject in the experience of timejolthin a certain sense
is "moulded” by the subject itself. Notably in th@rk of art, time can be considered as a “matetlat can be used by
the artist or by the observer. Massimo Dona maistdithe fact is thait's me that construct the tim@nly me can
recognise that it's eight o’clock, and | can redegnthat only because | put myself as a transceadéorizon of
temporality, that it is insuperable and last ... Wdam own a certain time, and so an age? Only thectsbjof my
experience, because they are alwalysady temporalizedby the original form of my experience. The forihat we
define for this reasotemporalizet (Massimo Dona,Joseph Beuys. La vera miméSinisello Balsamo: Silvana, 2004),
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by a free manipulation and experimentation of tlaten and of its possibilities of interaction witie
instability and the mutability of contingent facdqienvironment, force of gravity, light, decay).

The pre-eminence of the process on the produdsl¢éa unstable situations, where the work is
identified as a possible “episode” of a potentialhfimited process.

In fact, one of the implications of this idea ofnk@f art as a process is the change of the camditi
of its interpretability.

Luigi Pareyson maintains that the work is the psscand “the process is the work on the move, that
is the work while trying to adapt to itself’. If the purpose of the formative activity of artfirmativity
itself'’ then the work, according to Pareyson

is utterly present in its physical reality and doesefer to a significance that transcends it,iferown
existence is its significance; it is neither a sigoer a symbol, or an allusion; it doesn’t indicate
anything but itself.

It is not about catching the meaniraf a physical presence...but to be able to considepllysical
presence itselis a meaning'*

The path that brings art to integrate (not to re@ng) real movement and real time in the process of
formation appears tortuous, fragmentary and maagesinonetheless the realty of contemporary wofks o
art comes out of the integration of numerous factioat represent at the same time an evolutioragmeéak
with the art of the past. An evolution because tand movement, as we'll see, are not and wereatelys
distinctive categories of the so called “tempoiats, but they are present also in the plasti¢ eotssidered,
according to the classic distinction, “spatial ‘arts

At the same time however the role played by theseofs in contemporary arts is, with no doubts,
different from their function in the plastic art§ the past, due to the shift occurred from représgmno
“showing” (physical presence of the work intendsdta significance).

The following passage frofHuovi realismi e pop art[spy Catherine Grenier gives an example of
their decisive role in the various movements oftthentieth century:

in France, the integration of the movement, whgchtithe same time the association of real tinthan
art and the interaction between the work and tleldyis an important factor for theouveaux
réalistes in addition to the achievement of a physical sodal dimension of the process of creation.

This integration of the movement — to which it émlis the integration of sound, and afterwards thee on
of the animated image — in the art, and the fagtutfing to the fore the physical and social prared

of the artist which presides over the realizatibrihe work, are factors of a rapprochement between
European and American artists in the very earlg. 60

Actually, time is an essential factor of the wodnsidered in the process of its realization..

As a category related to the work of art, time &lasys played a very important role.

However, the theoretical reflection on time in #rehas sometimes been fragmentary, incomplete or
simply secondary, preferring the analyses of facsoich as space or movement, however connected to i

In these pages | intend to focus attention on gteadity that is neither just represented in thanic
content of the figure, nor just intended as duratibthe work taken as a physical object, as itdfen been
considered, rather to time as essential factanefatork intended as a process.

8 Maddalena Disch, “Process Art e Arte PoveraBA.VV., Arte contemporanea. Le ricerche internazionali

dalla fine degli anni '50 a ogdiMilano: Mondatori Electa, 2005), 126.

o Pareyson, 102.

“In the art the person doesn’t need to form ideorto think or act, but he/she forms only in ortbeform”.

“The artistic operation is a process of inventiod @roduction exercised not to realize speculativpractical works or
other types of works, but just for itself; formirtg forming, to form pursuing only shape in itsedfit is pure
formativity” (Pareyson, 11).

Pareyson, 245-246.

Cathrine Grenier, “Nuovi Realismi e pop art(s)AA.VV., Arte contemporanea. Le ricerche internazionali
dalla fine degli anni '50 a oggR1-22.

10

12



It is common knowledge that in nature time and spaanifest themselves jointly and that every
representation of the world can only be a spatigpteral representation of it; however omissions atial
analysis of the temporal category of the work essentially due to the rather posthumous abandon of
Lessing's distinction between “space arts” and &iants”.

Between 1924 and 1925, in the full fervour of tmteinational and Russian vanguards and
influenced by the new discoveries of modern scierfeavel Florenskij wrot&ime and space in arin this
book Florenskij reaches far-seeing consideratitwasitathe work of art, which anticipate some aspetthe
subsequent developments of the philosophical tifleon art.

First of all it stands out the idea of a work df where the fulfilment of the artist's idea deperis
the space and on the materials on which the amtistvenes. The author states that in the worketlier
"lack of correspondence of the productive condiiavith that aim that determines the shape”, framciv*
it derives the indetermination of two spaces, [aygred one another: the one intentionally projediealigh

not realized, the other realized, but againstbentions”.*®

Moreover, he distinguishes two principles operatingthe work (which seem to anticipate
Gombrich’s schema-and-correction idea, discussedirie e illusione. Studio sulla psicologia della
rappresentazione pittoriga

The first one, theompositionjt is the “scheme of the space unity of the woildtie composition is
the project, the work which is not embodied ydte artist’s intention; it's the “fundamental schearethe
basis of which a certain work is structured”, threicture of the work itself.

The second one, theonstruction,is “what reality says about itself through the work is the
behaviour of the elements of reality itself, ithe structure of reality.

Construction is what reality wants from the wornposition is what the artist wants from its work.
14

With these words Florenskij already recognizes thatdistance between what the artist projects (the
scheme) and how reality wants to be represented gthlustment of the scheme to reality — correction)
bridges in the final artistic product after thae ttwo principles confront each other within the darctive
process of the work. Gombrich irte e illusionedescribes this process stating that the artistprbef
beginning to paint, owns a scheme, a stereotypiodta that is the image in his mind, an approxinidéa
which he is about to confront with the reality amdhich he will try to modify according to the
characteristics of the real object that he wantsefiwoduce, thus “adjusting” the scheme. With regar
contemporary art (but the technique was often adsal in the past) , the addition @ndom marks to the
figure, provide the artists with a stimulus, a pretfor a different figure, more faithful to thetiat's inner
world than to the real one, where he is compeledlowly “adapt the subsequent mark to the effect
observed in the previous ong&”.

However, with Florenskij, it is still early for theroductive process to be considered as a decisive
part of the work itself, or, in other words, to sater the final work only as a stage, the last aighe
process?®

Despite the importance of some intuitibns Florenskij considers the work of art as an fctis
“product”, although the final result of an elaberatrocedure; in this sense his consideration cé temains
still circumscribed to a static conception of therkv

He points out above all the mistake of the disiimcbetween time arts and space arts, both because
time and space “can’t be divided... they always apjmatly” *®* and because in the arts:

13 Pavel Florenskijl.o spazio e il tempo nell’art@Milano: Adelphi, 1995), 63.

14 Florenskij, 90.

15 Ernst H GombrichArte e illusione. Studio sulla psicologia della ppsentazione pittoricéEinaudi: Torino,
1965), 434.

16 Pareyson, 80.

o In fact, the author writes about the process imdtages: “the beginning of a process represhetentire
process. That is true. But it is necessary to keepind the symbolic character of this represeatafind the absolute
falsity of the simple substitution of the imagetbe whole with what represents it, be this evenntiest substantial of
its time sections.” (Florenskij, 145).



There isn’'t any insurmountable barrier betweenrfijue arts, which are erroneously taken for space
arts, and music, in its several aspects, whichkirt as the art of pure temporality.

Indeed, such a distinction doesn't take into actdan example the fact that as the music score
doesn’t exist as proper music if it is not perfodne an “inner” or “instrumental” reading, in tharse way
the figurative work of art reveals itself to thieserver only after a process of perception. In, faetwill see
that what | will call the “time of the performancef the work it is a basic moment of the work its&l

Likewise, Giovanni Piana inLa notte dei lampi notices that it is a mistake, on the contrary, to
exclude spatiality from issues pertaining to sowgigen that “the image of sound irradiation frore bject
refers to the spread of sound in the depth of $gace

Souriau too, in the essayime in the Plastic Artpoints out that it is dangerous to differentiate
“space arts” (among which he numbers drawing, pajnsculpture, architecture and minor arts) framé
arts” (music, poetry, dance and cinema), whichdfte led to rule out time dimension from plastitsa

Gillo Dorfles, in the essajl simbolismo del tempo nell'affe shares the same opinion with the
mentioned authors, specifying also that if theidision between space arts and time arts stillfiacharrow
rationale when applied to the iconic content ohpiag, sculpture and architecture, it is of litdalue if we
consider visual arts in general in their incorpogaboth the creative moment (the one that hereallethe
“time of the process”) and the moment of fruitidrttee work (“time of the performance’

Dorfles notices also the new role that time playsontemporary arts. The “symbology of time”
doesn’t refer anymore to forms that clearly impfyieonic time factor, such as the static figurepahting,
but other aspects of the artistic operation emeigéite 28' century art. Thus, he says

it will be a “symbol of time” alike both the repe#tation of the dial of a clock and the gesture of
cutting a canvas... whose imprint is kept by the eanand only in this sense it is “symbolic” of the
gesture itself?*

Florenskij distinguishes two types of temporaliaatof the work: the time of the work as a physical
object, that is the duration of its existence, #mltime of the work as a representation througkchvthe
marks dictate a rhythm to the painting, a spedaiiccession that the observer is supposed to foflcwder
to innerly piece it together. The temporal sequesicthe elements is subordinated to the arrangemient
them.

The author cites as example the worke soul of the peopléy Michail Nesterov, where different
ages of the Russian people’s history are simutiasig represented in a spatial sequence in thdipgin

Furthermore, the temporal coordinate in the worktigctly connected to the representation of the
movement, as noticed also by Souriau and Piergntioisi means that the movement doesn’t exist out of
time, rather in reality movement is the participatof the phenomena to tinfé.

Agreeing with Florenskij, Souriau iffime in the plastic artproposes a classification of the types of

18 Florenskij, 319.
19 Florenskij, 162.
20 | want to underline that the “time of the perfamse” in the work doesn’t imply a manifestly actattitude, as
it could be the one of the performer of a musicrec&ven a simple listener or observer has aneactle, since he
actually “performs” the work. La Matina i@ronosensitivitecalls “ordination of the Signifier” the convergenof the
interpreter and the listener in the process of coahmunication toward the creation of a text, whitesn’t exist
before the communicative interaction, but origisatgith it. (cf. Marcello La Matina, “La presenza llttro”,
Cronosensitivita. Una teoria per lo studio filosmfidei linguaggiiRoma: Carocci, 2004), 163-201). As regard to this
he quotes Paul Zumthos’ words, who writes: “we ldalistinguish two roles in the listener: the réeig and the co-
author. This splitting concerns the nature itséihterpersonal communication” (La Matina, 178).

Giovanni Pianal.a notte dei lampi. Quattro saggi sulla filosofial'immaginaziongl ed. (Milano: Guerini e
Associati, 1988), digital version 200@tp://filosofia.dipafilo.unimi.it/~piana/colori/sD000.htmsection 27, “Tematica
temporale”.

= Gillo Dorfles, “ 1l simbolismo del tempo nell’&t, AA.VV., Il simbolismo del tempo. Studi di filosofia
dell'arte (Padova: Cedam — Casa Editrice Dott. Antonio Djla@73), 103-117.

= Dorfles, 105.

2 Dorfles, 104.

» Florenskij, 325.



temporalization in the arts. We will try to intetgeSouriau’s analysis, in the light of the latestelopments
of the art of the nineteenth century, with whatll the “time of the process”, that is the “reah&” of the
work.

Souriau distinguishes, in the plastic arts, betwaeggme of contemplatioand anntrinsic timeof the
work of art. The time of contemplation is the tisigent by the observer to observe the work. It iatwh
called the “time of the performance” of the worlotB in the case of a painting, and mostly for dust@r a
cathedral the time required for a complete apptieciaof the work is always wider than a fleetinggie
glance.

Hochberg in his essdya rappresentazione di cose e persar@ntains that

when we read a typewritten line, the action depamdthe movement of the eyes and the same thing
happens when we watch a painting. Through thessesulent glances we have to construct an
integrated scheme that contains the whole s@ne

that is, a cognitive map which organizes the camfition of the painting. In the same way the
complete appreciation of a statue requires thereéss movement around it.

The intrinsic time of the work is what | call thémie of the representation “, the time pertainiag t
the composition itself, of which Souriau states tha

It is no longer a question of simpfesychologicaltime of contemplation, but of an artistic time
inherent in the texture itself of a picture of atge... in their aesthetic arrangemént.

For example, in a novel there are three typeswd:tthe order in which the narration is unfoldée, t
order in which the events are supposed to folloghedher and the time it takes to read it.

In Poussin’s paintinghepherds in Arcadithe intrinsic time is evoked by the ages of thepbe in
the painting, by the presence of the “tomb recgltimose who lived formerly” and by the presenceeyith,
“whose shadow falls upon love and present happirféss

Souriau proposes also a comparison between thedfirttee paintings and musical time in its three
chief classifications: a) its dimensional extent,jts structure notably in the form of rhythm, & agogic
(tempo or speed) variations.

While in music the time extension is set by theation of the piece, in painting the time of
contemplation varies. The organization of the imsi¢ time of the painting istellar anddiffluent

the time of the work radiates... around the preiggamoment represented. The latter makes a
structural center from which the mind moves backitarthe past and forward to the futdte.

It is the same for the movements that developshénnind of the observer originating form the
depicted moment:

usually the representation fixes the moment of maxrn extension or tension; being an intermediate
point, it allows to imagine the previous and sulbser points of the movement. The limbs lean out in
the effort, the arms grow longer in astonishmerdfégction, the mouths are wide open. It is thednin
that integrates the represented phase with thégu®wer following one&’

Movement, therefore time, in the perception of faénting is a mental fact. Dorfles calls these
movements of the mind in the time of the work, vilhédlow to guess the past and foretell the futwith the

% Julian Hochberg, “La rappresentazione di coseersgme”, Gombrich/Hochberg/Blackrte, percezione e

realta. Comepensiamo le immagir{iTorino: Einaudi, 1992), 72.

2 Etienne Souriau, “Time the in plastic artdgurnal of Aesthetics and Art CriticisnT (1949), 294, digital
version inwww.jstor.org, 296-297.

28 Souriau, 299.

2 Souriau, 301.

% Cesare Segréa pelle di San Bartolomeo. Discorso e tempo de#’@rorino: Einaudi, 2003), 45.



termsretrodictability and predictability®* An example reported by Souriau is fAeesentation of the Virgin
in the Templ€1552-1553) by Tintoretto. Maria is half-way up ttairs; the slow movement of stepping up
the stairs is suggested by the detail of the wieladt of the stairs. The observer feels that shgusaslimbed
three steps and accompanies her in thought tintashold”

As regards to rhythm in plastic arts, the auth@gssts to use the term “rhythm” with parsimony,
because rhythm in the strict sense of the worldnsiea

an organization of a continuous succession throlglrycling repetition of the same basic scH&me

that within plastic arts can only be found in detiom and architectur&.
In general however

art tends, by the choice of a prerogative momensuggest a kind of mental equivalent to rhythm, by
the permanence of this prerogative moment, ratiem to demand that the mind actually travel the
complete rhythmic cycl&.

Contemporary painting, in particular with movemesiish as the Action Painting, often refers to the
rhythmic component, in most cases distant fromddsfinition of rhythm as a cycling repetition of tekame
basic scheme. For example in the Action Paintigrttythm belongs both to the painting and alsthéo
gesture of producing it. The painting is the pradica rhythmical dance that has the same impoetafithe
painting produced. Rosenberg, art critic who falated the concept of Action Painting

Used to define painting as action and to reganduith more important than the final outcome, that is
the painting’®

In Pollock’s paintingGothic (1944):

the observer thinks to locate shapes of hands eetlthat however, soon after, appear not very
plausible or insignificant. It remains firm the serof the dance, of the body that follows the rivyth
it is a simultaneous vibration of the whole surfatéhe painting’’

Deleuze, in his bookrancis Bacon. Logica della sensaziomaks about an inner rhythm in the
artist’s paintings, pertaining the movements of éhements at the base of his painting: a first muosme
which goes form the Structure to the Figure; aitensa second movement which goes from the Figore t
the material Structure (“the Figure shrinks or wiain order to go through a hole or into the miff). The
rhythm is given by the coexistence of the movemantle painting:

everything splits up into systole and dyastole agrat every level. The systole which shrinks the
body, and goes from the structure to the Figure;dyastole which relaxes and disperses it, and goe
form the Figure to the Structure. So there is asthle in the first movement, when the body spreads
in order to shrink better; and a systole in thesdanovement, when the body shrinks to escipe.

81 Dorfles, 110.
32 Souriau, 301.
33 Souriau, 303.

3 | add to these arts the pictorial movements ofobiécal art, visual art and programmed art whaed can be

forms of repetition that suggest rhythmical vispatterns, similar to the decoration (cf. “Praticréistiche in rete”,
AA.VV., Arte contemporanea. Le ricerche internazionali ddihe degli anni '50 a 0gg#6-69; and “Arte visuale, op
art, arte programmata e cinetica — olografia - Jag®iente, neon, laser”, Lara-Vinca Masihiarte del Novecento.
Dall'Espressionismo al multimediaRoma: Gruppo Editoriale L'Espresso, 2003), Vol, 484-515).

% Souriau, 304.

% Leonhard Emmerling?ollock (Modena: Inter Logos, 2004), 48.

37 Emmerling, 54.

8 Gilles Deleuzekrancis Bacon. Logica della sensazidiMacerata: Quodlibet, 1995), 67.

%9 Deleuze, 77.



Deleuze detects in Bacon’s painting numerous tygafiythm, given by the interaction of powers
and tensions within the painting, asserting alse éitistence of out-and-out “rhythmical characters”
“rhythm would become Figure itself, would be theye”. *° In this type of painting the space of the
painting which separates a body from another ighmight anymore as

represented as it is: motionless and empty ... lisamymore a Newtonian container of events but a
set and a plot of power lines. Of vectors and mplgtefforts.**

From this point of view, rhythm is not the rhythma narrow, musical sense of the term, that is the
cycling repetition of the same basic scheme, ratherpresence of inner tensions in the paintingchvh
evoke a non-linear movement within it.

The third type of timetempo,in music is expressed by indications suchaasgio, andante, presto
etc*” Souriau points out how in painting there are:

an impression of slow time, very slow, to the pahimmobility almost (as depicted in works such as
the St. Jerome in his Cellby Direr, orThe song of lovéy Burne-Jones, oMourning by Saint-
Gadens) or an impression of moderately rapid, tagditated or fantastically violent movement, as
demonstrated in these three stagesThy Springof Botticelli, The Rape of the Daughters of
Leucippushy Rubens, an@ihe Horse Frightened by the Stoby Delacroix?®

As in music we don't have an exact count of the Ineimof notes per second which enables to
indicate the tempo of the movement, in the same wWvagainting, sculpture or architecture there aren’
objective standards that confirm such impressions.

The types of temporalization analyzed so far camtee work meant as a product.

The introduction of real time and movement in thie @t the nineteenth century constitutes an
evolution in respect to the past in the sensetthe and movement representiedthe work become time
and movemendf the work itself. An example of this developmenttod reproduction of movement is given
by the representation of the motion of a circle &limg around its centre, as described by Ruggero
Pierantoni inForma Fluens

Let's start from Velazquez's painting filatrici (1657):

if there’s enough speed to cause a perceptiverfusidifferent points then the disc (or the wheel)s
on a particular optical quality: it becomes tramspa It appears filled with an unsubstantial and
fleeting matter®

In Le Filatrici the painter represents the turning movement of wioel-winder through the
“phenomenic category of transparen&y’tepresenting ultimately

the visual phenomenology of a wool-winder in quictation. It's like if he doesn’t wonder or doesn’t
try to understand the real nature of the wheeleratte just aimed to give pictorical reality to the
complex of the luminous stimuli that strike hffn.

He doesn't represent the object in itself (whatekperimental psychology is called the distal
stimulus) but its image projected on the retinaxpmal stimulus)’ This work represents an extraordinary
anticipation of what will be the mental model of tmo in the pictorial works at the beginning of the

40 Deleuze136.

4 Ruggero PierantonkForma fluens. Il movimento e la sua rappresentaziaella scienza, nell'arte e nella
tecnica(Torino: Bollati Boringhieri, 1987), 516.

a2 Souriau, 305.

3 Souriau, 305

e Pierantoni, 310.

5 Pierantoni,317.

4 Pierantoni, 315.

4 Pierantoni, 314.



nineteenth century, that is the transpareffcy.

On the other hand, in painting, the full understagaf the necessity of a conscious approach to rea
movement and to the perception of it by the obsernwas the basic program of Futurism, an artistic
movement that made of the constant research arginesentation of the movement its own ff&g .

Giacomo Balla for example pursued this goal throtighrepresentation in a subsequent sequence of
the movement of a body on a plane, which is thelgcareproduction of the perceptive process of the
retinal persistence of the image. @irl running on the balcony1912) the figure of the girl is multiplied and
decomposed so that each figure let shine the dhtiveugh in a succession, as if it was a sequence of
overlapped frames. The representation of the mditjothe multiplication in temporal subsequent motaen
of the same object was already used in previous.afewever this depiction represents a further
“hypothesis on the nature of visual perception loé tmotion”. The decomposition of the figure in
“unsuppressible units, in real irreducible quarnit@onsciousness” seems to question the persistdribe
identity over time® Therefore, in this hypothesis of the perceptiontta motion there isn’t just the
repetition of the same subject and the use of pamesicy, but the fragments of the decomposed chioma
units dor;’lt belong neither to one nor to the otfigure, instead they belong to the perception by th
observer:

In the same period the representation of time aatlom in their psychological dimensiSrspread
also in sculpture. Pierantoni reports the exampleBoccioni's Unique forms of continuity in spaeghere
theForms

are the representation of a running man’s inneiition of a psychological duration (Jullian,1978)s
like if he could see himself from outside and coatshtemplate himself in the action of running and

had tried to depict all his neurological “protrss”.>®

To return to the motion of a circle that turns ar@u the revolution in the way of “representingisth
movement goes through Duchamp’s anti-traditionaisi debunking art . With hiRuota di biciclettain
1913, a work made of a bicycle wheel installed @toal, he

brought to an end the research on the represemtafithe movement... Whoever wants to see the
movement come here and make it turn for real: agemm... Here the conclusion is really final: the
wheel can only rotaté?

The wheel doesn't represent the movement, it doéstaly for” the movement. The wheel that turns
literally exemplifies the movement, it's a sampfato® Subsequently, between 1919 and 1920 with Tatlin,
Nam Gabo, Pevzner, there will be an out and outetié sculpture”®

In the end, to complete this short phenomenologhefwheel, | would like to cite the woilkhe big
wheel(1981) by Chris Burden, contemporary sculptor anth@ of several performances. In this work an

iron flywheel with a diameter of 2,45 m rotates twomally with proper motion, without the interveoi of

48
49

Pierantoni, 510.

It's written in the Futurist Manifesto: “The daee, for us, won't be anymore a movement stoppenh fthe

universal dynamism:; it will definitely be the dynansensation eternalized as such. Everything mawes, changes
rapidly. A figure is never stable before us, budppears and disappears incessantly. Because pethistence of the
image in the retina, things in movement multipypde their shapes coming one after the other viltations, in the
space they move in. Therefore a running horse dokawe four legs: he owns 20 of them and their emognts are
triangular.” And also: “The sixteen people arourmiyn a moving tram, are one, ten, four, threey tsiand still and
move; come and go, bounce on the street devouradspyt of sun, then they go back to their seaisigtent symbols
of the universal vibration.” (Masini/ol. 2, 309)

0 Pierantoni, 511.

o1 Pierantoni, 512.

2 Bergson discerned «two types of “time”: an ohijectand computable time and an inner time thatdiled

“duration” ». (Pierantoni, 524).

° Pierantoni, 525.

Pierantoni, 539.

As regards to the concepts of sample and exéogtion cf. Nelson Goodmanl, linguaggi dell'arte(Milano:

Il Saggiatore, 2003).
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the spectator but thanks to the contact with theement of the wheel of a Benelli motor bike, sligh
raised from the ground through a backing. The wiaknot stop, since the immobility of the wheel vabul
correspond to the incompleteness of the work.

Allan Kaprow, acknowledged as the inventor of thagpening”, identifies Pollock as the one who
“destroyed painting”. The artist's predilection ftnuge canvas” let them change into “environments”

Pollock’s choice of big dimensions has as a consaggl the fact that our confrontation with his works
becomes an assault, an encompasstent.

With the physical movement of the body, Pollockande around the canvas,™@entury art
rediscovers the value of the gesttirtevith Duchamp’s work real movement enters the art .
Eco states:

the pictorial informal could be seen as the finalgrof a chain of experiments dedicated to the
introduction of a certain “movement” into the woftk.

Kaprow, on the base of his observations, finds blfnshoosing between keeping on painting or
bringing the art beyond painting:

thus Pollock, as far as | can see, left us on thiet ghat we have to begin to worry, without being
blinded by that, about the space and the objeatsiioflaily life, our bodies, our clothes, our flats, if
necessary, the entire 42° Street. Unsatisfieqopea to our senses, just through the paintingll we’
use the specific characters of sight, hearing, maves, people, smells and touth.

Movement, in this new idea of work, is not repréedranymore, more or less suggestively, by fixed
structure such as thidike of Samotraci@r Bourdelle’sDance,nor by more elaborated attempts to represent
the movement by Impressionists, Cubists or Futiridow the movement involves the structure of tekw

Now the form moves under our eyes, and the worloimes “work in movement”. Its movement
composes with the one of the spectétor.

Having overcome this fundamental block, now theknisrfree to “move” and develop in the time
without potentially leaving any trace of its passags if it belonged to the “time arts”.

Therefore, | have made clear how, with the new foafnart, the product tends increasingly to be just
a stage of the productive process. In the cadeotdbck’s paintings for example, but also in tlese of
many conceptual works of art or of the picturaaoncluded happening, retroactive fixation of aang, in
Dadaism or in Land Art, in poor art, in kinetic,art programmed art and in general in all thosen®of art
where the work is only a residual of the process onade to be modified, as a non-finite produat ttan be
continuously renewed, or that changes due to thiesic nature of the material that it's made ok form of
time is the form of the process, of the flux, of thecoming without stopping. It's neither a timpresented,
nor accidentally destined to bring the work to detation against the artist’'s will, but it's a g@ammed,
planned time, in which the work forms itself andaobes (the work that consumes itself or is consuised
paradigmatic of the age of consumefidmit is what here | call the “time of the procesB¥en in the case
of paintings that reached, so to say, an unchatgeahclusion, the creative process is exemplifiethem,

57 It can be considered “environment” both the bigurel spaces of the Land Art, and more in generadry

space or environment where the work takes placée “€oncept of environment is closely related to dhe of
happening, so that we could say that a happeniaglisiamic environment and an environment is aefidrappening”.
(Jose Pierre, 1975, quoted in AA.VNarte del Novecento. Dall'Espressionismo al mutiiiale,893).

=8 Riout,L'arte del ventesimo secolo. Protagonisti, temirenti, 350.

Pollock “simply says about the Number 1 thak“the while painting” (Pieranton§65).

00 Eco, 146.

oL Allan Kaprow, 1958, quoted in Eco, 350.

6z Eco, 149.

&3 Dorfles, 114. It's th&kunstindustrieof Riegl and Benjamin. (cf. Walter Benjaminppera d’arte nell’epoca
della sua riproducibilita tecnica(Torino: Einaudi, 1991).
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in the apparently casual strokes that, more thdimdpithe work of the artist, the human interventadmed to

the most realistic composition possible, they slitptestify it. What the work wants to show is therk of

the artist, or the intervention of the environmentthe work or sometimes the one of the observer.

The nature itself of some contemporary works, saghnstallations or performances, suggests the

fundamental role played by the time factor, givieat ta performance for example is not a figuratiweknof

art but it resembles more a theatrical performafioey which however it differentiates for the fagtbeing
often completely improvised or, at most, previouglgnned in a simple plot, or that an installatian
include figures, videos, music, narration etc. aal$ that imply a consumption or a structuringjrote.

However, referring to the work as a process ratien as a final and complete product of a process,
therefore motionless, retrospectively allows tangrforward some considerations on the art of th&t.pa
When Pareyson talks about the formativity of therkwof art, of the “formative character of the eati
human work™’, he neither refers at all to the new forms of eargorary art, nor his aim is to supply the
conditions for the interpretation of some of thée$h art movements. He highlights a new way of
understanding the poetic of the work of art unigélysunderstood, according to which the artist & an
omnipotent manipulator of the matter he works wiitht, he moulds a material that “resists” to hingoing
a formative purpose that is suggested by what Baregalls the “cue”, that is an a priori projecscheme.
Such a project however can realize and transfoseififust through a process, with unpredictabhits.
«Moulding as a “making” which invents its “way miaking” »° means to go on with attempts, aware of the
“tension between the formative intent and its nratt® This way of proceeding belongs to art in general,
from its origins until today, and totally undermenthe idea that the artistic product can be censdl as
static and independent from its own process of &ion, to which it always refers or rather, | devesay in
the light of Goodmanian art theories, always exéiapl ®’

The work of art is dynamic because the idea ofathek of art itself is dynamic, be it the prodoct
a process or the process itself:

the immobility of the form is not the exclusion the movement, rather it’s the movement itself that
run out placating in the fulfilment of its goéf.

The time in William Hogarth's paintinflhe death of times not only embodied in the jaded figure
of a Chronos at death’s door, but it is also exéragdlin the single ink and pencil marks, in theggnce of
the hand of the artist while creating, and in sarases in the preparatory sketches. This awareatss |
realize if in the works of the past, for example,apparently offsite mark is interpretable as niistar it is
functional to the aesthetic outcome of the Wirk.

In the same way the interpretative process, thre€'tof the performance”, that in a contemporary
work that has realized the active role of the obeis often unequivocally part of the wétkin works of
the past too is neither subsequent to the worknu@pendent form it, but essential to it:

art is communicative because the form, as a re$altprocess of formation, is (becomes) stimulua of
process of interpretation; the two things can’tistinguished.”
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Pareyson, 7.

Pareyson, 43.

Pareyson, 19.

See footnote 54.

Pareyson, 80.

As regards to apparently casual marks, mostefitht pre-impressionist and impressionist workkere the
artist tried to reproduce the perception of thétlipmstead of the light itself, weren’t understoog the public. The
variations in the series of tiouen Cathedralby Monet for example are representations of thén€il in different
moments of the day and from different points ofavigvhich means that they move away form a realjgtidrait of the
object.
0 Let us consider for example a particularly receae, the work of a Canadian artist, Angela Bullditled

“Video Sound System” (1997). Here the sound ofpihgjected video starts only when the observerasitone of the
benches in the room, called “sound clash bencl{e&A.VV., Art Now. Arte e artisti del XXI secoli&dIn: Taschen,
2005), 48). Similarly, we could cite hundreds adrits whose existence depends on the presence afsarver and
that don’t “come to life” or “activate themselvestthout him/her.

n Pareyson, 207.



This form of temporalization was also present ie thorks of the past but has been ignored
considering the final work independently from thegaratory work that preceded it. In the awarermdss
XX century art, it corresponds to a different fuantof art in its social contest and to differemieintions of
the artists. For example, if Egyptian art aimed‘antrolling the fleeing of life”, to stop time ifixed
structure&, contemporary art instead tends to reproduce lilng the flow of time and things. As a
epistemological metaphdt, art discovers the intervention of chaos in treniation of the work, understood
as a random element that intervenes in its compogitasual marks) but also as a universal disaotigne
matter that the artist has to face and that, iertaim sense, opposes a resistance, contributidgteymine
the outcomes of the creation.

With regard to this Barbara Catoir, in a book abiBetnar Venet, experimental artist born in 1941,
writes

there is a dialogue, a proof of strength betweerrdisistance of the rigid material and the artisils

to create a shape. The material resists. The tordi@a steel bar is not precisely computable, ttista
is always compelled to react to the unforeseemtewe reconsider his initial intentions. Sculpture
originates in this way, starting from an idea aaodom factors’*

The artist regards himself as a craftsman, whooeses an activity where the will to represent a
reality is substituted by the will to express te# through gestures.

There are several examples of contemporary asiibts turned to this idea of artistic process. A
movement where the works are totally subdued t@thtien of time, for example, is Land Art , whostsas
realize their own production in wide desert spatasfrom the inhabited areas, sometimes inacclesstb
characteristic of the works of Land Art is the phogéproduction, both because of the obvious impdigi
to exhibit the works in the museums, and for theseovation over time of the works themselves.

Schwitter’'s famoudvierzbauwas strarted in 1923 and the artist continuoudlyed materials until
1943, when it was destroyed (it was subsequenbyiltein 1988). The work, that the artist considaktie
“lifelong” work, ended up to take up the entireistis house and, loaded with memoires, requiredsisi¢or
to “live” it more than observe if®

In 1966 an exhibition at the Finch College of Nevork titles Art in Process: the Visual
Development of a Structurén 1969 Robert Morris created @ontinuous Project Altered Dailyyhere he
intervened daily with “clay, bins, electric lightullbs and other materials... and registered the eattern
changes occurred in the work®.

Walter De Maria (1951), Albanian artist, creatadaiwide area of New Mexico, a work call€de
Lightning Field(1977). It was made by 400 steel bars insertetiergtound at a distance of 67 meters each
other. Observing this work meant to “monitor” it/24or several months, since the bars acted asirigh
rods and such an event happened about 3-4 timeardy

Wolfgang Laib (1950), German conceptual artist1@7Y5 realized the worllilk stone.This work
consists of a white marble rectangular stone shaabinside so that it leaves an edge of about 2 Tima.
horizontal surface is filled with milk by the atti€reating a slightly convex edge, thanks to tingesficial

2 Gombrich, 154.

& Prigogine inLe leggi del caoslescribes the gradual change of perspectives @ctorver the latest decades in

natural sciences: “over the latest decades a neepd has become increasingly important: the canzedynamical

instability connected with the one of “chaos”.. tekeonsideration of chaos leads to a new consigtén@ science that

doesn't talk only about laws, but also about eventsich is not condemned to deny the emerginghefrtew, which

would imply a refusal of its own creative activitfllya Prigogine Le leggi del caogRoma-Bari: La terza, 1993), VI).
“Is it possible to counter “being” with “becomingls we counter “truth” with “illusion”? This wassat’'s

known, the position of Plato, and it's also the afelassical physics, whose ambition was to discavhat remains

unchangeable beyond the apparent change. The nutiewent was excluded from such a descriptioniefioge the

ambition to flow into a physics without events lasays bumped into great difficulties”. (Prigoging,

74 Masini,Vol. 11, 591.

N Riout, 161-162.

e Riout, 2609.

" Masini, 518-519.



tension of the milk. The stone needs to be fillemhf time to time due to the evaporation of the mak
expressly requested by the artist to the colledtog sort of ritual that makes nature part of wagk (as it
was also in many Beuys’ and other conceptual ariigrks)."

Bernar Venet realized gestural paintings with &arnaterial that never desiccates but becomes
yielding again every summéer.

We could cite many other examples of these kindsarks. It is not our task here to give judgments
about them, reminding however that such judgememitdn’t do without taking into account the so@ad
historical context of any art movement; ratherwanted to highlight the need, for works like thesiethe
awareness of a changed time dimension of the work.

Finally, on the base of my analysis, | propose agrvew of the forms of temporalization of the
work, classifying them as follows:

1) atime of the processhat correspond to the time of creation of thekamth in case
of finished works, which constitute the final stagfat, and in case of “processual” works, which
never reach a concluded product;

2) atime of the representationthat is the time the work refers to in its iacoobntent,
as in figurative works;

3) aduration of the work, that corresponds to the time of ityygical existence as a
material object;

4) atime of the performancehat is the time employed by the performer (whemoft
corresponds to the observer) in the interactioh thie work, no matter in which form he takes part
to the work (an observer’'s mental performance ptiysical performance of a score, the activity of
interaction-activation of the work, as it is in ngasontemporary works).

Rhythm, as understood by Souriau, belongs bothdditst (i.e. Pollock) and to the second category,
in the case of figurative works.

Such a taxonomy is decidedly speculative, for theous types, as we have seen, are easy to
overlap. So when the observer is also a co-authdheo work, physically acting on it, the time ofeth
performance overlaps with the one of the creatreegss. In the same way, in the case of works wdieh
subject to programmed decay, the time of the m®oeatches with the physical duration of the wank;
time represented in a figurative work is perceiuatll the observer is able to make a figure ouhefwork,
thus depending on the physical duration of it amdrs
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