SpPAzIOTemPISMO

in search of the incredible

IN ART

sometimes it happens

Sociological, art criticism, and photographic notes on the continuity
of representation in SpazioTempismo.

“In fact, space and reality understood separately do not exist, and consequently neither do things
and the environment. All these configurations are merely auxiliary tools of thought, and therefore it
is obvious that they can, and must, be somewhat plastic in order to offer thought the possibility of
adapting each time with sufficient agility to the part of reality that the specific object of our
attention presents in that given case.”

(avel Aleksandrovic Florenskij, Space and Time in Art)

I) Even before attempting to investigate the SpazioTempismo phenomenon from a technical and
stylistic point of view, it is necessary to explore and examine the motivation and socio-cultural
origins behind the adoption of such a language aimed at representing Space-Time in its continuity.
Every language undergoes a constant process of change and evolution in order to adapt to the
world in which it exists. This is the normal development of a visual and expressive language, given
the dynamism of today's society in constant and incessant change, a phenomenon that inevitably
also reflects on the artistic disciplines. Disciplines where the vision that is constructed in the mind
is in fact not only based on what is seen with the eyes, on what has been and on life experience,
but also and above all on what is not seen. In this dynamic, the marked and increasingly
widespread authorial uniqueness, singularity, and self-referentiality often turns into “background
noise,” depriving it of its incisiveness within the artistic landscape and of a broader
conceptualization at the expense of rampant fragmentation.



Let us now turn to the core of this discussion, namely visual language, which encompasses all art,
including that of SpaceTime, one concept that encompasses three: the first represents Space
alone, the second represents Time alone, and the third, which is of most interest to us, represents
both multi-perspective space and the continuity of the same time represented: that is,
SpazioTempismo.

Within a society, visual language, the language expressed by and through images, through figures
rather than words, embodies a powerful cultural element, an extraordinary force. This is because
the language of images should not be considered exclusively as a set of figures or graphic
elements that serve to describe the world, but rather as a “tool” that creates and shapes the
world. In fact, it is only possible to think, represent, and talk about what we know through
language; with new languages and modes of expression, we communicate and create even more.
A language that does not change is a dead language, and a language that does not embrace artis a
language that merely describes a world bound to its past.

The unease we have been feeling in recent decades is certainly not caused by a lack of the
essentials for physical survival, but by a deeper, more intimate unease that makes us impatient,
restless and insecure. The messages, information and narratives that flood society are fragmented,
incomplete, biased, partisan, tendentious and provocative. These are facets of a reality seen from
only one of many perspectives, sometimes frayed and diluted over time. The contemporary world
must be observed, in fact, through multiple distinct, divergent points of view, from multiple
perspectives. This is what today's globalised world requires, where continuous rapid and often
contradictory changes are taking place, forming a sort of fragmented, multidimensional mosaic in
constant flux. This panorama gives rise to the need to observe the world from multiple
perspectives and angles, as has always been the case since the dawn of humanity, when human
beings moved from one point to another to better see and “frame” what was at that moment a
danger to their lives, eliminating the superfluous and thus focusing on the threat in an attempt to
ensure their safety.

Therefore, our brain has always eliminated those images from the eye-cerebral cortex system that
are present but elusive between one perspective and another. In these circumstances, it is the
Reasoned Consciousness of the Absolute Visual that makes us aware of everything, and with the
knowledge of the persistence of the image in the eye-cerebral cortex system, it allows authors of
works of art to express themselves by depicting the Apparent Invisible, that is, the elusive image
not fixed in memory, representable with dematerialisations, rematerialisations and even with
possible total destructions of the image, that is, the absence of the image.

Thus, today it is no longer enough to simply be aware of all this; we need to see and be able to
represent, in art, the images of the moments of transition from one perspective to another,
bringing out those blurred, evanescent silhouettes that are normally “erased” from the mind,
uniting the various perspectives that are fixed in the mind.

This mental attitude is linked to the multi-perspective vision that we must necessarily have in
order to energetically convey our thoughts to contemporary society. This is because the various
filters that society itself imposes on us do not allow us to grasp the correct meaning and value of
what we are experiencing, unless we grasp its values from one perspective to another.

It is therefore important to see and show the invisible that exists and that we are experiencing,
but that we do not want to or cannot see. It is precisely the representation of this new vision that,



with its dematerialisations, destructions and rematerialisations, allows us to perceive the essence
and substance of the global world in which we live through the silhouettes of the subjects
represented.

This is where art comes to our aid with the new concept known as SpazioTempismo.

This concept expresses the urgent anthropological need to transcend the limits, dramas and pain
of life as we have constructed it to date, and to attempt to intuit, perceive and then sketch and
colour in some hypotheses of how it could be, in order to leave a mark, even if only to say a word,
bear witness or express an emotion that can help us to go beyond the afterlife, beyond today's
painful contingency.

Therefore, as Paul Klee (1879-1940) stated at the end of the 1920s: “Perhaps the artist is a
philosopher without meaning to be...” and he continued: “as it appears in its present form, this is
not the only world that exists”.

With , we are now on the threshold of a new world in which making art means returning to that
primal vocation and unified meaning succinctly defined by Horace in Ars una, facies mille. Whether
in the flexibility of sound, the multiformity of colour, the malleability of stone or the ductility of
poetic verse, spatio-temporal continuity, with its continuous and contiguous materialisations,
dematerialisations and rematerialisations, offers the viewer a different perspective on the work
thanks to the revolution in the artist's own point of view, capable of moving in and out of it in
spatio-temporal continuity. In this sense, there is no difference between the many artistic
manifestations, since the fulcrum remains unique and unified for musical, pictorial, poetic, and
cinematographic language.

By pursuing this path, SpazioTempismo places itself in unison with and surpasses those historical
avant-garde movements of the first half of the twentieth century that always considered the work
with the viewer in mind. The Copernican revolution directly involves the artist, who becomes both
creator and spectator, capable of modifying the creation in progress according to their own
gestures, promoting differences, additions and subtractions that reveal new spaces and times.

By making the invisible visible, the theory of intermediate passages and landscapes removed from
the photographic print, the finishing of the painting or the polishing of the marble is like watching
the tuning of a gigantic orchestra that adjusts the “A” to the conductor's tuning fork, raising and
lowering the tension of the strings until the desired harmonic balance is achieved. It means
perceiving all those invisible deviations that the eye, guided by the brain, subtracts and erases in
view of the final framing. In this way, this new trend obeys the eternal yearning inherent in art,
that of making the intangible tangible, the inaudible audible, the invisible visible, allowing us to
cultivate and nourish our emotional dimension through a renewed, rich and diversified artistic
production.

Given that artistic production is dominated by the economic-financial paradigm that dominates
everything (theories on the art system as the only element of importance, even compared to the
artists and works themselves), effectively producing a creative stalemate, whereby for decades
now it has been difficult to produce anything new in the art world (in all the arts), with a
consequent emotional impoverishment, the approach formalised in and by SpazioTempismo is
particularly fascinating and appropriate to the social and cultural dynamics of the contemporary
historical moment. First of all, there is an innovative point of view, where it is the actor of the
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action, the artist, who moves around the object of the work and not just reality. This aspect clearly
demonstrates a desire to empower artists themselves, in a dynamic in which they are often mere
extras, subordinate cogs in the machine. Secondly, SpazioTempismo pushes artists towards new
ways of seeing and representing the space-time relationship. The techniques adopted to date,
with light trails, are certainly an example of this.

But through creative experimentation, new ways, techniques and materials could be found to
represent a dimension in which new phenomena and dimensions are constantly being discovered
(think of the latest revolutionary theories on time, which have produced, for example, films and
other highly innovative artistic productions, but which have not yet touched on the world of
figurative art). Thirdly, SpazioTempismo is an opportunity for multidisciplinary encounters and
discussions, following the example of the cafés and artistic circles of the early 20th century, where
the great avant-garde movements were formed. The works in SpazioTempismo also have the
extraordinary characteristic of striking a balance between form and content, between emotion
and concept, in line with the approach to knowledge highlighted by Damasio, who has shown that
the supposed body/mind dualism is completely illusory: there is no such thing as “pure”
rationality, uninfluenced by emotions and feelings, and therefore rationality and emotion
contribute to the production of knowledge within a single and difficult to distinguish process.

I1) SOME NOTES ON HISTORICAL AND ARTISTIC CRITICISM
by Luca Salvatelli

“From now onwards space by itself and time by itself will recede completely to become mere
shadows and only a type of union of the two will still stand independently on its own” said
Hermann Minkowski (1864-1909) at the beginning of the 20th century before the 80th Assembly
of German Natural Scientists and Physicians in December 1908, introducing in his contribution
Space and Time the emergence of a fourth dimension, that of space-time..

SpazioTempismo research seeks to investigate the close, inseparable relationship between space
and time, a relationship that has periodically distinguished the artistic purpose and production of
the art world, while taking into account and inevitably grafting itself onto that fertile substrate
created by the avant-garde of the early 20th century, ground it usually operates within and to
which it brings new life. In fact, it brings an innovative perspective to this discussion, substantially
modifying the horizon and the socio-cultural paradigm, overturning the perspective of the debate
itself.

In fact, by placing at the centre of the artist’s speculation the moments of analysis and figurative
synthesis of the different visions that a given subject in motion can provoke and by examining a
predetermined stable object from different angles, the artist becomes an expression. They want to
give an account of the versatility of the contemporary world, of the incessant, widespread flow of
life that surrounds 21st-century man, of the incessant, repeated visual melting pot that glides
across the retina, an expression that we find fully manifested in materialisation and
dematerialisation.

This aspect, in its pre-eminent incisiveness, often with an inescapable influence and significance,
where the natural slow decompression of space and time emerges distinctly, reveals and visually
materialises that connective tissue, that mesh, that structural warp between the different

moments of stasis in the divergent visions. An inner structure that contributes to the intellectual



decantation of the image, it is an indispensable element in the transition from primal rational
analysis to the subsequent processing of the secondary moment of visual synthesis.

Precisely because of its inherent, inevitable contemporaneity, at first glance, a space-time work
appears to be simply didactic, retracing and reiterating futurist and cubo-futurist stylistic elements
from Balla (1871-1958) to Duchamp (1887-1968), from Braque (1882-1963) to Delaunay (1885-
1941), where space and time used to reproduce the focus on dynamism and speed, as well as, in
the second instance, reflecting the impact and change of horizon dictated by Einstein's relativistic
physics, reverberating that inevitable uncertainty and precariousness in the world of art,
precariousness given by the disappearance of an orderly, finite, univocal model. Upon careful
observation and attentive examination, it is actually characterised by a cultural contribution
which, while inevitably following certain syntagms, codes, acronyms of the aforementioned
movements, it differs greatly from them, to the extent that it reverses and overturns the analytical
coordinates of Anton Giulio Bragaglia (1890-1960), while also appearing to be absolutely anchored
and adhering to contemporary socio-cultural dictates.

But what kind of space and time are we talking about? Time is certainly that particular feature, the
kind that belongs to every work of art, a time that is neither uniform nor unique, a time marked by
an intrinsic unevenness, a time that is primarily Bergsonian. A time conceived of accelerations,
sudden slowdowns and stasis, a time easily comparable to the progression of a musical score,
where adagios alternate with allegrettos, as well as andante largos. In such a time driven scenario,
the spatial framework can be identified within the matrix of Mediterranean aesthetic tradition, an
aesthetic scenario, which, in the words of Cesare Brandi (1906-1988), is aimed at the constitution
of an idealistic archetypal space that is both absolute and original, where it is not possible to
recognise a distinct environment, as in the transalpine context, but rather the figurative
translation of its hypothetical intellectual abstract notions, where the elements in question are
therefore the only terms appropriate to a refined and rational spatial manifestation, an entirely
theoretical explanation. A space that is also necessarily introverted, completely independent,
devoid of any distinction or phenomenological characterisation.

If the Renaissance context therefore reveals an orderly and anthropocentric universe, a cosmos
refracting the same universal logic, a fragment of the same reason, its crystalline Cartesian
coordinates, its Galilean conception of space and time as absolute entities, its immutable
Newtonian mechanics, questioned, subverted and disrupted between the 20th and 21st centuries,
open the way to a different way of feeling, perceiving and imagining the surrounding environment
and time, where every ancient connection is forgotten and unreliable. From this perspective,
space-time qualifies for an innovative compositional charge, understood by the term composition
as is expressed in Space and Time in Art by Pavel Florensky (1888-1937), concerning the schema of
the spatial unity of the work of art, an ontological and necessary ordering principle, capable of
directing and regulating perception itself.

It appears as a work in which the thread of time is accessible, decipherable through a different
order, a discontinuous order, yet capable of rendering and translating itself into a specific rhythm,
a specific pulsation, a structure capable of tracing a distinctive trajectory of force, a guiding
principle that shapes its inner pattern, its very soul.

It thus appears as a work that presents itself to the viewer like a Mozartian score, which at first
hearing, at first glance, seems disconnected, separate, distant, that then unexpectedly reunites to
form a coherent, clear project, where the individual contrasting combinations, the different



movements, the contrasting chromatic and spatial chords resonate in unison, where the
discordant compositional moments, held together, harmonised by the faint trace of an underlying
leitmotif, a figurative and tonal glissando, become essential stages and stasis of mediation and
meditation, moments and times that are in essence necessary for the very synthesis of the image.

A representation that does not present itself, therefore, as a simple and schematic arithmetic
compendium of successive stages, as a mathematical additive synthesis of the individual
components of its parts, but which, in its new space-time conformation tends to be something
else, something ontologically different from the primitive and primordial subject selected,
something metaphysically beyond. An image that, by virtue of its existential status, lends itself to a
polysemic, synaesthetic and unexpected kaleidoscopic reading.

A representation that, due to its very structure, appears as a profound metacognitive moment, an
act of self-reflection on nature, the creation of the image itself and a thoughtful analysis of its
being, its correlation in and with the surrounding world.

An image, therefore, that does not offer itself up, does not present itself as the object of a
straightforward critical exegesis, but which, by virtue of its dense compositional texture, its
multifaceted warp, its precise spatio-temporal rhythm, whose material rendering, whose plastic,
pictorial, graphic and photographic translation appears to be the fulcrum, the conceptual Gordian
knot of the work itself, must be open to multiple levels of speculation and interpretation. This
congenital multiplicity, which, in reference to its own reification process, cannot overshadow in an
undoubted, manifest lyrical inspiration that synaesthesia, that concordance, that contiguity of Ars
una genera milia perfectly expressed in Horace's Ars Poetica.

Based on his own Manifesto entitled Lo SpazioTempismo (“Space-Time”), Trifolelli aims to
simultaneously continue, oppose and overcome previous artistic theories that have focused on
vision and its theorisation.

1Il) CONTEMPORARY SOCIAL STRESS
by Paolo Signore

Let us begin our journey by understanding some aspects of the SpaceTime approach in the
contemporary era, starting with a character known to many: Achilles.

The Homeric hero was called the “destroyer of cities” because he was credited as an important
exponent of the Sea Peoples who, around 1200 BC, wreaked havoc in the Mediterranean,
destroying and raiding states and cities, to the point of threatening to bring down even the
Egyptian empire (they were stopped by Ramses Il a few kilometres from Cairo).

The peoples of the sea (including, for example, the Sardhana, the Sardinians of that time, as well
as the Denyen, Ekwesh, Lukka and many others), victims of powerful climatic upheavals in their
territories on the Mediterranean Sea (there is talk of violent floods caused by volcanic eruptions),
set sail in their ships (they were great navigators and are credited with the discovery of the
compass at that time) to find new places, wreaking havoc on the coasts and causing social
upheaval, including significant migrations that changed the shape of human settlements, which
grew from small to large or very large.



According to Julyan Jaynes, the great American sociologist and historian, the need to govern large
human settlements led to an evolutionary shift in the human mind, which, in order to adapt to the
new environments in which it lived, produced consciousness.

By consciousness, we do not mean the ethical or moral faculty that distinguishes good from evil,
but rather that part of the human mind (not the brain) that is capable of metaphorising reality and
thus ensuring a series of socially acceptable automatisms. Let us take an example. Every time we
get behind the wheel, we do not need to remember how to drive a car. Our consciousness
remembers and reproduces it automatically, in a way that is shared with all other drivers.

Let us return for a moment to 1200 BC. After the raids of the Sea Peoples, human beings found
themselves living in large urban centres, partly to avoid further raids. Previously, when
settlements were much smaller, the social organisation of small communities was guaranteed by
the presence of the high priest who, in ceremonies rich in emotion and doping substances, gave
the community uniform rules of behaviour for all, passed off as divine will and shared by the entire
community. The mind functioned as a two-stage mechanism: in one part, instructions came from
outside, and in the other part, they were processed and impulses for individual behaviour were
emitted. This is what Jaynes calls “the bicameral mind”.

In the case of large population centres that had formed after the arrival of the Sea Peoples on the
coasts of the Mediterranean Sea, this tribal system centred around the high priest was no longer
sufficient. Laws, codes and other extrinsic means were needed to guide collective behaviour. But
above all, people needed the ability to adhere to and follow them in a shared way. For this reason,
according to Jaynes, evolution gave rise to a specific function of the mind: consciousness.

A striking example of this evolutionary leap, according to the American author, are the two poems
of the lliad and the Odyssey. The former, typical of the age of the bicameral mind, is characterised
by heavy intervention by the gods in the lives of human beings. In the latter, however, the birth of
a new human mind emerges powerfully, embodied in the character of Odysseus, who is self-
sufficient and even capable of challenging and defeating the gods.

These are evolutionary leaps of the mind to adapt the cognitive environment of human societies
(knowledge, expectations, ideas, etc.) to the operational environment (nature, human
settlements, facts, events, etc.), which is constantly changing. Evolutionary leaps have also been
recorded at other times in human history. For example, when the Victorian model of the individual
was developed in order to adapt to the technological and industrial leap of the 19th century, or
the positivist culture to understand and manage scientific development in the same century, or
the construction of the artistic avant-garde to elaborate the demands that came in a widespread
and disruptive way from the first political movements at the beginning of the 20th century.
However, there are other examples of how the human cognitive world has evolved in relation to
social and natural upheavals.

The impression is that we are in one of those historic moments in which, faced with major changes
in reality, we still struggle to understand and manage them. If this is the case, a SpazioTempista
approach to art can make a significant contribution to better understanding and interpreting such
a changed reality.

To summarise, we could outline some of the main phenomena of change in reality.



FURTHER STAGE OF MODERNITY (contrast with previous stage)
e Deconstruction (end of “forever”)
¢ Fragmentation
e Nomadic identity
e Increased social risk (predatory behaviour)
e Crises of rationality
e Aggression and new forms of violence (against teachers and nurses)
e Disclosure
® Insecurity and mistrust
e Centralisation of gender and exaltation of differences
* Issues related to the body
GROWING INTEGRATION between SOCIETY and SCIENCE
e Impact of technology on life (prospect of Al)
» Greater importance of information
e Greater importance of knowledge
e Change in space-time dimensions
e Change in jobs

LEADERSHIP RESHUFFLE

e Rise of women

e Certain cultures no longer playing a subordinate role
* New post-ideological political formations

e Drift of leadership groups (crisis of confidence)

e New major armed conflicts

CONTRADICTIONS BETWEEN THESE PHENOMENA

¢ Globalisation/localisation

e Ambivalent social actors (nomadic identities vs. sectarian search for truth)
e Migration/tribalisation

e Secularisation/religious revival

The overlapping of the above phenomena, at a speed never before seen, is causing severe social
stress, fear and collective disorientation. A bit like the Sea Peoples did in 1200 BC. And it cannot be
ruled out that the human species is at the beginning of a phase that we can call a cognitive
revolution, in order to adapt its cognitive tools to a greatly changed and almost uncontrollable
situation.

But how do these sophisticated evolutionary processes take place, particularly within the human
mind?

It is impossible to discuss this topic in depth here, but we can certainly emphasise the fact that
these processes are not only related to the rational sphere of the human mind and brain
(research, study, politics, etc.), but also to its emotional dynamics (art). And this is where art can
play a major role. But let's not get ahead of ourselves.

According to linear reasoning, we could say that, as Descartes said, “cogito ergo sum” (I think,
therefore | am). All we need to do is study, learn through research, experiment through policies,
and the cognitive leap to adapt to the changing world would undoubtedly be made. But in reality,
with this relationship, we venture to say that this is not enough. That collective consciousness



(Jung, Heidegger, etc.) requires not only an approach based on rationality, but also an adjustment
of our emotional world, our expectations, ideals, meanings of life and so on, which greatly
influence our social and individual being.

At this point in our reasoning, we can turn to Antonio Damasio, a Portuguese neuroscientist who,
in 1995, published the book “Descartes” Error: Emotion, Reason, and the Human Brain'. There are
three key points in Damasio's thinking on Descartes that can help us in our reasoning.

» ‘Cogito ergo sum’ is a mistake; conscious thought is in fact a late evolutionary development;
first there was feeling, and our rationality is still based on our being sentient organisms rather
than thinking ones.

e The body/mind dualism is therefore illusory: there is no such thing as ‘pure’ rationality,
uninfluenced by emotions and feelings, which are based on bodily experiences.

* The cognitivist trend that recreates a dualism between hardware (the body) and software
(the mind) is equally mistaken.

According to Damasio, the idea that humans have a rational sphere and an emotional sphere is
wrong. The two spheres are inextricably linked. One heavily influences the other. And without
looking after the emotional sphere, the rational sphere also loses its abilities.

Damasio divides emotions into:

PRIMARY EMOTIONS
Joy, sadness, fear, anger, surprise and disgust

SECONDARY or SOCIAL EMOTIONS
Embarrassment, jealousy, guilt, pride

BASIC EMOTIONS
Well-being, discomfort, calmness, tension, relaxation, fatigue

Damasio also observes that emotions:

* Are complex chemical and neural responses that help the body maintain homeostasis, an
internal balance within the body and the person;

* Are processes that have been biologically determined over the course of evolution;

e Can be triggered at both the conscious and unconscious levels;

e Use the body as a theatre, but strongly influence the functioning of brain circuits.

To support his hypotheses, Damasio exhaustively illustrates the clinical case of Phineas Gage from
1848. Following an accident, Gage, a skilled labourer who had previously been efficient and
sociable, retained all his rational functions (language, motor function), but his personality changed
and his rational capacity was compromised. The injury affected the prefrontal area of the brain
(which oversees emotions), causing him to lose the ability to feel and register emotions related to
the social dimension, but also the rational dimension, corresponding, for example, to the ability to
follow rules, make choices that are advantageous to him, or plan his future.
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A reduction in emotion can be as significant a source of irrational behaviour as an excess of it. It
should also be borne in mind that emotions can be triggered by situations that are strongly
dependent on the natural and social environment and culture.

In the context of our discussion, these findings imply that, in order to adapt its cognitive world to
the upheavals that have affected the operational world (cognitive revolution), the human species
must cultivate not only the rational sphere (research, study, politics), but also the emotional
sphere, through areas of action such as art. This can certainly be identified as an “emotion-
inducing situation”.

The emotional sphere, as Proust also said, could be identified as the substrate on which the
rational world of ideas and knowledge rests.

"Love thus causes veritable geological upheavals in the mind. In that of Monsieur Charlus, which a
few days earlier had resembled a uniform plain, mountain ranges had suddenly arisen, hard as
stone... ... where Fury, Jealousy, Curiosity, Envy, Hatred, Suffering, Pride, Fear and Love twisted
together in gigantic, titanic groups”. “Emotions are the geological upheavals of thought."

Proust (1921): In Search of Lost Time

To add further fuel to our argument, we can also leave neuroscience behind and explore
contemporary philosophy. In doing so, we find the interesting theories of Martha C. Nussbaum in
her book The Intelligence of Emotions (2001).

According to the German philosopher, “Emotions are not merely the fuel that powers the
psychological machinery of a reasoning creature; they are highly complex and confusing parts of
that creature's reasoning itself”.

Nussbaum focuses on the relationship between emotions and ethics, that is, precisely on how
emotions influence the principles, values and norms that guide human behaviour. This is exactly
what we have been talking about since the beginning of this exposition.

Within the relationship between emotions and ethics, Nussbaum states that “if emotions are
permeated with intelligence and discernment, if they contain an awareness of value and
importance... we must consider them as a constituent part of the system of ethical reasoning. We
must grapple with the chaotic material of emotions and the role that these tumultuous
experiences play in thinking about the good and the just”. She adds: “If we accept this conception
of the nature of emotions, we should... find a place for literature (and other art forms) within
moral philosophy, alongside more conventional philosophical texts, because in order to talk about
emotions we must turn to sources that contain a narrative dimension, thus deepening and
completing our knowledge of ourselves as beings with a complex temporal history”.

Such a theory also has consequences for political thought: because understanding the relationship
between emotions and different conceptions of human good will inform our decisions when we
ask ourselves how politics can promote human flourishing. Nussbaum adds: “If we think of
emotions as essential elements of human intelligence, rather than as aids or supports to
intelligence, this will provide particularly strong reasons for promoting the conditions of emotional
well-being in a political culture: because this conception implies that, without emotional
development, part of our capacity to reason as political creatures will be missing”.

10
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We have moved from ancient history to neuroscience, then on to contemporary philosophy, finally
returning to the point: art as a tool for cultivating and stimulating the emotional sphere of the
human species, in order to promote and facilitate that “evolutionary leap” that would allow us to
interpret and understand more effectively the historical moment in which we are living. To escape
the shackles that have disrupted contemporary life (see the main phenomena on page 3), it is not
enough to gain a better understanding of reality through science, let alone experiment with far-
fetched policies as is emerging in many quarters. What is also needed is the harmonious
cultivation of emotions, feelings and human beings, who are already quite shaken and frightened
by the current historical moment.

There is therefore a great deal of scope, a historical role for art, in the current context, to produce
a new and more appropriate contemporary social and collective consciousness. All the more so for
art that takes seriously some of the main phenomena of change in contemporary life, such as, to
return to the main theme of the seminar, space and time.

And so we come to the point. Art. | like to quote, half-jokingly, what | have nicknamed “Frank
Zappa's razor”. It's a story that sums up the state of art today. Zappa recounts that when he was
young, he met an old, fat producer who smoked cigars and had no idea what music was, but
invested in it because it was good business. He decided to take a chance on Zappa, investing a
modest sum and reserving the right to check the financial results later. They were excellent.
Today, however, musicians have to deal with spruced-up young people who are convinced they
know what music should be produced, what will be successful, and very often they fail, always
financing the same old stuff. No one takes risks on the unknown, on the new. The result: no truly
new music is being released anymore.

We could say the same thing about all other forms of art, not least the figurative art we are
discussing.

For many years now, every type of art has been subject to the hegemony of the economic-
financial paradigm (Thomas Kuhn's theory of scientific revolutions), whereby everything is subject
to purely economic criteria of success/failure, resulting in a reduced capacity to take risks.

We therefore venture the hypothesis that, due to this contraction in the innovative potential of
art, its effectiveness on the emotional sphere within Western culture and the collective
unconscious has also diminished. We could almost speak of an EMOTIONAL GAP. If we no longer
feel emotions, we are also less able to effectively understand the world in which we live (see
Damasio and Nussbaum above).

In order to understand the new world that has emerged in recent decades, we must necessarily
recover the creative, innovative, artistic and emotional aspects of Western culture. We must free
art from its many constraints and enable it to play its full role, as suggested by the thinking of the
great authors we take as our inspiration here.

'The real voyage of discovery consists not in seeking new landscapes, but in having new eyes.'

Marcel Proust

‘Perhaps the artist is a philosopher without meaning to be... He simply says: “as it appears in its

”

present form, this is not the only world that exists”.
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Paul Klee
‘Touch me, make me jump, cry, tremble. Then, if you can, recreate my eyes.’
Denis Diderot

"To see is to understand and act; to see is to connect the world with man and man with the
world... From the intimacy that arises between the one who shows and the one who looks...
between revelation and discovery, at the level of the image of reality, the conception of truth is
born. The role of the artist is to guide, to open the most rebellious eyes... and to point the way
from the letter to the spirit."

Paul Eluard

In this context, SpazioTempismo represents an important opportunity to adapt art to the historical
context. More specifically, | am personally struck by four characteristics of the initiative.

Firstly, it is an innovative point of view that empowers the author. It is no longer just reality that
lives and moves. It is the artist who revolves around it, playing the central role on the stage.

Secondly, the SpazioTempismo approach promotes and stimulates new ways of seeing and
representing the relationship between space and time, which is one of the most significant areas
of change in recent decades. Few things have changed as much as the dimensions of space and
time and their relationships (think of the metaverse, parallel universes, the relationship between
classical and quantum physics, and so on).

The third characteristic that struck me was the fact that the space-time approach stimulates
innovative research and experimentation not only in terms of artistic content, but also in terms of
painting techniques. For example, how can the dimensions of space and, above all, time be best
rendered in a synoptic manner?

Last but not least, SpazioTempismo represents an opportunity for artists to meet. Not on the usual
catwalk, but rather in a forum for dialogue, sharing and comparison, something that has been
lacking for too long and is sorely needed (perhaps the last successful experiment of this kind was
Andy Warhol's Factory).

Finally, let us try to summarise the algorithm of this relationship.

FIRST. The basic hypothesis is that the human species is undergoing a cognitive revolution,
preliminary to an evolutionary leap that will adapt the cognitive world to an operational
environment characterised by numerous and marked changes in reality (as has happened in the
past, for example in 1200 BC when human consciousness was born).

SECONDLY. To accomplish this, it is not enough to focus on the spheres of human rationality
(science, politics, etc.), but also on the emotional area of human life, without which monsters and
paradoxes are produced (examples from Damasio with the figure of Phineas Gage and the theories
of Martha Nussbaum).
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THIRDLY. This leads to a new centrality of art, as an area for cultivating and promoting the
emotional sphere of human beings, as well as the rational sphere. An art that is renewed and
freed from the shackles in which it currently finds itself, and enhanced in terms of innovative
approaches. In this sense, the SpazioTempista experience can be considered indicative of this
new phase.

IV) SPATIAL-TEMPORALISM: UT PICTURA MUSICA
by Barbara Aniello

In his treatise, Vitruvius (80 BC-15 BC) defined scenography as the sketch of the facade and sides
in perspective with the convergence of all lines in the centre. This is a pure convention, far
removed from reality. Since its origins, on the vexed question of vision in art, aesthetics has
espoused different and fluctuating theories, adhering to the real (Roman art, Giotto, Masaccio,
Michelangelo, Caravaggio, Picasso) or the ideal (Greek art, Byzantine art, Simone Martini, Raphael,
Matisse).

Using purely visual terminology derived from the research of Konrad Fiedler (1841-1895), it is
through the superimposition, the variation in size or density that it was possible, for Giotto or
Renoir, to place space in time, where the categories of proximity and distance, rarefaction and
compactness, enlargement and reduction can be referred to and connected to both categories,
playing in favour of both time and space. In this way, space, as it is conceived in the West, asserts
itself in the mimetic representation of the Hellenistic mould, carried over into the imperial mould
and then into humanistic-Renaissance production, while being somewhat “denied” in the
Byzantine and Eastern moulds.

With regard to the long-standing issue of comparing the arts, from an initial unity of disciplines,
celebrated by Greek theatre as a synthesis of action, sound, gesture, word and dance, there has
been a gradual shift towards rejecting this thesis through the specialisation and separation of the
arts, culminating in Gotthold Ephraim Lessing (1721-1789) who, in the 18th century, proclaimed a
clear division between the arts of time (music, dance, poetry) and the arts of space (painting,
sculpture, architecture). Impressionism already sought to disavow this rigid, clear separation,
demonstrating that even the most solid of architectures can be broken down by the hands of the
clock. Thus, Monet's fifty variations on Rouen Cathedral (1892-1894) appear in reality as a
temporal continuum, not simply a space, liquefying at its zenith and reconsolidating at full moon.

In the succession of avant-garde movements, lyrical abstractionism, inaugurated by Paul Klee
(1879-1940) and Vasily Vasilyevich Kandinsky (1896-1944), the most representative and
emblematic factor of the shaping power of time can be found in music. Driven increasingly
towards the reunification of all the arts, the protagonists of Der Blaue Reiter movement (The Blue
Rider) firmly believed in the correspondence between sounds and colours, thus affirming the
intrinsic inseparability of space and time. This inseparability was first emphasised by analytical
cubism and then by synthetic cubism, making it even more evident with the introduction of the
fourth dimension, i.e. space-time, allowing multiple perspectives and points of view to coexist on a
single two-dimensional plane.

In the wake of vibration, chromaticism, both pictorial and musical, generates waves of comparable

intensity, rhythm and direction. From the yellow sound of Kandinsky's Concerto (1911) to Fugue
expressed by FrantiSek Kupka (1871-1957) in 1912 and again by Paul Klee (1879 — 1940) in 1921,
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we are perfectly able to visually deduce a score of colours orchestrated with intense pianissimi,
rich nuances, unsettling syncopations and polyphonic chords. Movement, dynamism and speed
are the prerogative of Futurism, which makes them the centre of its poetics. Giacomo Balla (1871-
1958), first and foremost, but also Umberto Boccioni (1882-1916), encounter a space-time
synthesis in the continuity and contiguity of gestures in space. Time thus acts as a multiplier of
gestures, poses and rhythms in a given space, which sometimes shapes and is in turn shaped by
movement in time. This is the case with Boccioni's famous icon, Unique Forms of Continuity in
Space (1913), which shows how man cuts through the air he passes through and how the air
simultaneously modifies his appearance, shaping or rather reshaping his anatomy step by step.
The latter reveals that he no longer possesses his original forms, but those shaped by the chisel of
the wind and the file of the air, which smooth and emboss them at will.

In a single, primordial ancestral amniotic fluid, where space coincides with the time of memory,
sea monsters, dry trees, beaches and liquefied clocks coexist. In this primal plasma of the
unconscious, space-time is brought together by Salvador Dali (1904-1989) under the psychological
effect of the persistence of forms relived in memory (1931). It is therefore memory that takes the
place of Kandinsky's music and Futurist speed, returning to a figurativism that seemed outdated,
surpassed and forgotten forever. However, for pure abstractionists such as Mark Rothko (1903-
1970) and Enrico Castellani (1930-2017), movement, overlapping and chromaticism play a
dominant, essential and vital role in the attempt to fuse space with time. It is in the introflections
and extroflections that Castellani's pure white gives way to darkness, alluding to a before, a during
and an after that suggest a spatially expressed time; it is in Rotchkian's floating theatre of revealed
and hidden colours that the optical impression gives way to dynamic expressions, whereby colours
rise from bottom to top or emerge from the background to the foreground.

And it is precisely here that the simple dialogue between space and time gives way to the
synthesis of SpazioTempismo. This compendium appears to be something entirely innovative. The
tendency to show not only the body or object moving in space, but also the artist's perspective
with its successive dematerialisations and rematerialisations, and possibly with all the
intermediate stages, is comparable to certain tricks that music is accustomed to. Consider, for
example, the glissando, which, passing through all the intermediate notes from a low to a high
sound, or vice versa, is comparable to the starting and ending stages, or rather to the
dematerialisation and rematerialisation of the object in front of the artist who moves around it in
the manner of SpazioTempismo.

Thus Maurice Ravel (1875-1937), in Le jardin féerique, the fifth movement of Ma Mére |'Oye
(1912) for piano duo, abandons the glory of the finale to a series of successive glissandi, while in
the high register he fans out the keyboard with rapid impressionistic brushstrokes. In his Rhapsody
in Blue (1924), George Gershwin (1898-1937) offers a glimpse of Matisse-like gestures of
ascending and descending cut-out bodies, modern Icaruses, half falling, half rising. To the notes

of Jean d'Arc au Blicher (1935), Arthur Honneger (1892-1955) traces ascending lines with the most
glissante instrument par excellence, the Ondes Martenot, a sort of synthesiser that alludes to
ascension, asceticism, ascension, as the text indicates, is comparable only to the divisionist works
of Gaetano Previati (1852-1920) with his radiant, vibrant brushstrokes of pure colours designed to
suggest movement in space, but at the same time, representation, the scanning of an inner time,
the time of the soul itself. An entire work, not a momentary effect, a passage, an instrument or an
organic detail, uses this device: it is Glissandi, 1957 by Gyorgy Ligeti (1923-2006), where
spatialisation, reverberation and amplitude are interpreted by the rapid, progressive,
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sliding trickery of the electroacoustic tape, which becomes a word, a sign, a gesture with a
thousand nuances: sharp, noisy, spatial, nasal, percussive, kinetic, reverberating, luminescent.

We are at the dawn of a new world, which can also be translated into visual art, provided that the
works communicate the gesture as a multisensory, multidimensional reality, as in Emilio Vedova
(1919-2006) in his Informale, which appears to the viewer as a multi-space and multi-time that is
intrinsically Venetian, yet paradoxically classical like a Tintoretto (1518-1594), or in the modern
interpretation of Luigi Nono (1924-1990). The latter's Canto Sospeso (1956) is the perfect
translation of this: going beyond the monodirectional stereophony of the alternating choirs of the
sixteenth-century Giovanni Gabrieli (1557-1612), it moves on to merge spectators and audience,
spatially intersecting in an attempt to construct a seamless holophony, capable of merging artist
and viewer. Thus Nono, like Emilio Vedova, includes the spectator, who is immersed in a space-
time continuum, in the vortex of sound-colour, pointing to new perspectives, such as those now
envisaged by Enzo Trifolelli and SpazioTempismo. A perspective of research whose main feature is
inherent in that “nostalgia for the future” that he confesses to us and restores to us an
extraordinary ability to go beyond the perspectives and goals of sound as traditionally understood.

V) SPACE-TIME IN THE ARTS UP TO FOTOTEMPISMO (SPAZIOTEMPISMO)
by Gianpiero Ascoli

It is clear that the 20th century is to be considered an exceptional period, particularly due to two
revolutions that took place in its early years: Einstein's discovery of special relativity and the
emergence of artistic movements that introduced new approaches to the representation of
external and internal reality, changing the criteria for representing space and objects in space. The
main objective was to capture the change and flow of time, the movement and rhythm of life in
artistic works. Pablo Picasso's Cubism and Futurism by various artists, including Umberto Boccioni
and Giacomo Balla, were the movements most closely aligned with these new concepts. The
introduction of Albert Einstein's special theory of relativity led to a revolution in scientific concepts
regarding space and time. In fact, before then, it was believed that space and time were the same
for all observers, but relativity proved that these units, these coordinates, depend on the speed of
the observers. In fact, for an observer travelling at speeds close to that of light (greater than
200,000 km/s), time passes more slowly than for an observer who is stationary or travelling at
normal speeds to which we are accustomed: cars, aeroplanes, rockets, etc. At high speeds, there is
also an effect of decreasing the mass of the subject; if, for example, it were a train, it would
shorten. Given the great novelty of the discovery, it was necessary to create a system of
representation that was no longer three-dimensional but could also include time, i.e. four-
dimensional. In 1907, the German physicist Herman Minkowski solved this problem with the
space-time model that bears his name. In an 1908 address, he expounded that the model provided
a simple “local” scheme for special relativity and not for general relativity: “The concepts of space
and time that | wish to present to you have arisen from the field of experimental physics, and
therein lies their strength. They are fundamental. From now on, space by itself or time by itself are
doomed to fade into mere shadows, and only a kind of union between the two concepts will retain
an independent reality”. As demonstrated, there is no direct connection between Einstein's special
relativity (1979-1955), which manifests itself at speeds close to that of light, and any artistic form.

The question is therefore whether space-time is exclusively linked to relativity or whether it can
also be represented at normal speeds. Space-time implies a continuous relationship between

15



16

space and time; as one moves through space, time flows synchronously, even at different speeds.
With the right scales, it can also be represented within the Minkowski model.

In art, space-time has never been represented directly, but space and time have been represented
separately using various systems since ancient times. Even in Cubism, considered the ultimate
expression of the search for space-time, this concept has been represented through a mental
artifice that requires intellectual interpretation by the observer, rather than simply presenting
itself as a real vision.

In 2010, Trifolelli took the first photograph that simultaneously recorded space and time. The idea
was called SpazioTempismo or, rather, “FoTotempismo”. The photo depicted a cyclamen in a pot,
so it could not be a Photodynamism photo; the same part is repeated, reiterated in another
position, shifted by 180°, so the operator turned around the immobile object, making two stops to
impress the photographic sensor. The photographer turns around the subject, exploring the
surrounding space, with stops designed to impress the sensor, and between one stop and the
next, the subject dematerialises and rematerialises. For the first time in the history of photography
and the arts, Space-Time is recorded on a two-dimensional surface in its components, in its three-
dimensional spatial and temporal coordinates.

In Space and Time in Art, Pavel Florensky, theologian, philosopher, mathematician and art theorist,
can help us to better understand and explore the concept behind SpazioTempismo: “All culture
can be interpreted as the activity of organising space. In some cases, it is the space of our vital
relationships, and then the corresponding organisation is called technique. In other cases, it is the
mental space of reality, and the reality of its organisation is then called science or philosophy.
Finally, the third class lies between the first two, with which space, or rather spaces, are visible as
the spaces of technique, but at the same time do not allow the interference of life, as the spaces of
technique and philosophy. The organisation of these latter spaces is called art”.

And he continues:

"A homogeneous time, that is, one that flows continuously, is incapable of producing a rhythm. The
latter requires pulsations, concentration and dilation, slowdowns and accelerations, steps forward
and stops. Consequently, the figurative means that create a rhythm must possess some
articulation between certain elements that hold the attention and the eye and other intermediate
elements that instead lead them from one element to another. In other words, the lines that
configure the pattern of a figurative work must be linked in the alternating elements of stillness
and movement” to conclude, “In this way, time is introduced into the work with a cinematographic
process, that is, through its decomposition into single moments of stillness. This is a process that
concerns the figurative arts in general and cannot be dispensed with in some of them". It seems
that Pavel Aleksandrovich Florensky wrote these sentences while observing the current images in
SpazioTempismo, taken, for example, from Volume Il Ritorno degli Etruschi (The Return of the
Etruscans), as the analogies are striking in that “The lines that configure the pattern of a figurative
work must be linked together in the alternating elements of stillness and movement”. Modifying
Minkowski's model to adapt it to speeds lower than that of light is complicated due to the scale of
representation. If we maintain the same scale, movements in space-time at normal speeds are not
visible, such as walking, driving a car, flying in an aeroplane, etc. Therefore, it is necessary to keep
the model unchanged and trace the desired path in space-time without taking into account the
scale of reference.
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In SpazioTempismo, the author revolves around the subject, which can be represented in the
diagram as a spiral, because while the author revolves around the subject, generating a circular
shape on the horizontal coordinates, time passes, increasing the vertical coordinate (time) and
thus generating a spiral. In the current SpazioTempismo, for the first time in the history of
photography and the figurative arts, Space-Time is recorded on a two-dimensional surface in its
spatial (three-dimensional) and temporal components. To better understand the scope of the
current figurative research in question, it is expedient to recall the research into ‘signs’ carried out
by the mathematician, philosopher and semiologist Charles Sanders Peirce (1839-1914). Peirce
identified three types of sign: “Iconic”, “Indexical” and “Symbolic”, distinguishing them according
to the different relationship between the “Expression” of the “Sign” and the “Content”, i.e.
between the signifier and the meaning that necessarily derives from it. With regard to
photography, he added: “Photographs, and in particular snapshots, are very instructive because
we know that, in certain respects, they resemble exactly the objects they represent. But this
resemblance is actually due to the fact that those photographs were produced in circumstances in
such that they had to correspond physically, point by point, to nature. From this point of view,
therefore, they belong to the second class of signs: signs by physical connection, i.e. indexical
signs. In La chambre claire (1980) in the 1980s, Roland Barthes (1915-1980) had already stated:
“Photography has the characteristic of hiding itself by exhibiting reality for what it is, or rather, for
what can be seen. Using pure deictic language — which indicates reality without signifying it —
photography takes on the utopia of the zero degree of writing.” He added: “In photography, | can
never deny that the thing was there. There is a dual position: that of reality and that of the past.
And since this constraint exists only for itself, it must be considered, by reduction, as the very
essence, as the noema of Photography. The name of the noema of photography could therefore
be “It was”. Conceptual art photography begins with a concept, something that the photographer
wants to portray with visual images. There are no boundaries beyond this. The ideas of conceptual
photography are certainly a type of art photography. In other words, all conceptual photos are
artistic photos, but not all works of art are conceptual. To fully understand the meaning of the
word “conceptual” in photography, we must necessarily refer to the work of Alfred Stieglitz (1864-
1946). In fact, in 1922, Stieglitz took about 200 photographs of a series of clouds in the sky, calling
them Equivalents.

These photographs have a style that completely transforms the original context, making it unreal
and difficult to interpret. The repetitiveness of the images, the absence of terrestrial reference
points and the verticality of the clouds generate a sense of disorientation, suggesting that no
concrete reality has been represented. In this regard, the author himself wanted to emphasise:
“My intention is to take photographs that look more and more like photographs and that will not
be seen unless you have eyes and look, and that those who have seen them once will never
forget”. He added: ‘The aim, then, is to communicate what things stir in the depths of the human
soul.” Thanks to these images, Stieglitz succeeded in giving symbolic meaning to an everyday
natural subject, thus demonstrating how photography has the power to completely transform
reality and become a conceptual work. The artistic concept of SpazioTempismo can undoubtedly
be considered part of the conceptual category, a categorisation to which innovations such as the
gesture that creates, originates a sign and at the same time provides the unrepeatability of the
photographic work are introduced for the first time, bringing it closer to the world of art. Focusing
the discussion on Space-Time, the uniqueness of SpazioTempismo lies in the broad “Gesture”, a
gesture that allows the author to move around the subject, continuously recording, even with
pauses, the different perspectives of the subject itself. These different perspectives generate a
“Sign” on the camera's sensor, unique and unrepeatable, even for the author himself. This
singularity makes it even more evident that SpazioTempismo and FoTotempismo can be classified
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as art. Photographing in SpazioTempismo therefore means photographing life in its normal course,
formed by the synchrony of the subject's movement with time and not killing it with a snapshot,
allowing, as in the collection Risveglio degli antichi (Awakening of the Ancients), “the statues to
live, move, see each other, meet, detach themselves from that immobility which for centuries has
forced them into the same position, also eliminating that effect of historical distance that the
observer has when looking at them normally”, embarking on a dreamlike journey with and within
them. The shot in SpazioTempismo, or rather in FoTotempismo, places the subject, in this case the
statue, in a space-time context, offering it from different perspectives, based on the

author's Gesture. This makes the image unique and unrepeatable, just like the Gesture that
created it, offering itself to a wider, multifaceted reading and analysis.

V1) FROM CLAUDE MONET'S BREAKING GESTURE TO THE HYPERGESTURE OF SPAZIOTEMPISMO
By Enzo Trifolelli

The history of modern art sees Claude Monet (1840-1926), and in particular his Water Lilies (1897-
1926), as a precursor of the informal art movements that developed in Europe and the United
States after the Second World War. On closer inspection, there are many points of contact: large-
scale canvases, the lack of a centre and a well-defined depth, a horror vacui, which hints at vibrant
and decorative ornamental motifs.

Monet's openly gestural brushstrokes have come a long way; they originated from the “swirl”
brushstrokes of the 1870s, specifically Impressionist, becoming rivulets of colour in the famous
subsequent series of Haystacks (1890-1891), Poplars (1891), Cathedrals (1892-1893), until they
were transformed, in the studies of the early 1920s, into pure gesture, intimate presentation, the
artist's imprint and trace, rather than a simple, single instrument of representation.

It is a clear, manifest, obvious declaration of the artist's presence in the work; it is like imprinting a
completely personal and at the same time instinctive expression, a mark that becomes creative
exaltation, productive energy, an imprint, a signature.

The evidence of the artist's touch was one of the most revolutionary actions of the 1860s,
reworking the suggestions of the great masters of the past, such as Joseph Mallord William Turner
(1775-1851), who in 1801 presented Dutch Boats in a Storm at the annual exhibition of the Royal
Academy; or Fishermen Trying to Haul in Fish, by Eugéne Delacroix (1798-1863). This becomes
even more evident when we look at the origins of modern painting.

In French academic painting of the mid-19th century, there is an undeniable technical feature: the
absence of the artist's hand, as if the works were without personality. The works are characterised
by smooth surfaces, painted without smudges or inconsistencies. The painting had to appear as a
product extracted from natural vision, devoid of any authorial evidence. In other words, a timeless
painting that guaranteed the solid and immortal values embodied by the academic tradition.

Therefore, the impulsive brushstroke, the touch of the tool used that leaves its mark on the
canvas, the skewed brushstroke, in other words, the gesture, highlighted on the surface, on the
canvas, constitutes one of the essential points of the reform carried out in those years by some
innovative painters of the Parisian avant-garde, a first timid but decisive step towards painting as
pure, authentic expression.
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With the historical avant-garde, the free gesture and, consequently, the mark it generates,
became one of the prominent aspects of pictorial research. Pablo Picasso (1881-1973), now post-
Cubist, made the confident gesture an iconic focus: with a single, continuous movement of his
hand, he created forms that were both archetypal and universal, anticipating the performative
aspects that would later be central to the international Informal movement. For Dadaism (which
originated in 1916 in Zurich) and Marcel Duchamp's readymades (Rrose Sélavy) (1887-1968), the
gesture identifies and reifies itself with the creative action of the artist, who is able to transform
everyday objects into works of art, coinciding with the extreme exaltation of randomness and the
denial of rationality.

The surrealist gesture (early 1920s) becomes psychic automatism, assimilated as a means of
freeing art from the moral or rational control of consciousness and pre-established aesthetic
canons, the means of establishing an immediate relationship between the unconscious and the
artistic product. Thus, in Lucio Fontana's (1899-1968) Spatialism (which originated in 1946), the
gesture is one with the sign, so much so that it can be considered a sign-gesture capable of
drawing on a dimension beyond simple painting, able to capture, embody and visualise the three-
dimensionality of space.

But where the gesture takes on absolute importance, becoming inherent in and constituting its
most intimate poetic substance, is in Abstract Expressionism (which originated around 1946 in
America), and in particular in action painting. The primary dynamic intertwining of action and
gesture, at the basis of the experimentation and artistic practice of Jackson Pollock (1912-1956), of
his famous dripping, becomes existential poetry par excellence, where the action fully matches
and adheres to the desperate vitalistic impetus of the author himself. A painting technique in
which execution is entrusted to the broad, random gestures of the arm in the air and the
movement of the artist around the canvas, which is almost always laid out on the floor.

In Hans Hartung (1904-1989), his gesture is imbued with the formal elegance of an arabesque,
combining it with refined chromatic harmonies in a dense, harmonious intertwining of lines, a
common thread for an inner quest that seeks to achieve the absolute. Helen Frankenthaler (1928-
2011), on the other hand, purifies Pollock's theatrical gestures to the extreme, reducing them to
the pure, single gesture of pouring colour onto the canvas, synthesising in her paintings guided
action and expressive spontaneity in a paradoxical balance of control and abandonment. Morris
Louis (1912-1962), with the carefully calibrated and measured gesture that characterises colour
field painting, in stark contrast to the strong personalisation of Pollock's dripping, defines the
contours of the colour fields thanks to the flow of paint poured directly onto the canvas. Through
violent, oriental-style gestures, Franz Kline (1910-1962) appeases his exuberant and pervasive
expressionist aggression.

In short, the gesture is transformed and enriched with nuances and personal interpretations,
expressed in a thousand different ways, all expressing different visions of the world, confirming
itself as a universal basic language that transcends all cultural and personal boundaries.

This brings us to the 21st century, to 2011, to SpazioTempismo, which, with its gesture, envelops
and encompasses all other gestures in a single one, thus becoming a HyperGesture. In fact, while
respecting all forms of gesture in every artistic genre and every individuality, it stands as the
gesture of gestures. Moving through space both physically and mentally, the author makes a
unique and peculiar gesture that is added to the other gesture, which is performed using the most
diverse instruments, with which a material mark is left. In this way, diptychs, triptychs and even
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polyptychs are generated, resulting in works where the value of the dialogue generated is not only
the sum of each image, but a multiplicative factor. The dematerialisations, destructions and re-
materialisations that are generated lead to dreamlike representations that go beyond the real.

Taking, for example, Roy Lichtenstein's summary, “The brushstroke alone already means painting
and art”, we can also add that if any gesture is already art, then even more so if, in making a mark,
a HyperGesture contributes in addition to the gesture. In fact, this becomes a gesture that is
performed with the body and/or the mind, in a continuity of time and space, a gesture that
generates a sign capable of embracing the gesture of all artistic disciplines and all styles, projecting
itself beyond the boundaries of known art, towards new frontiers.
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SpazioTempismo
Planned presentation
of the Manifesto

At the beginning of the last century, the profound revolution brought about by the theory of
relativity shattered the principles on which the concept of space and time was based, seen as two
separate absolute entities, instead confirming their indissoluble union, i.e. space-time.

A subject, immersed in space, whether stationary or in motion, will continue its action under the
inexorable passage of time, thus confirming the impossibility of a division between space and time
themselves, as represented in Hermann Minkowski's model. Movement in space was the driving
force behind all art in the early 20th century.

SpazioTempismo stems from the need to represent the passing of time together with the
representation of multiple perspectives without interruption, considering continuous vision as the
persistence of the image, albeit for a few moments, in the eye-brain system, free from the mental
reconstruction of models that the brain traces back to those stored in memory for survival
purposes, thus also representing what in real life is considered invisible.

The multi-perspective three-dimensionality of continuous exploration of space and time, with all
the variations of each of these measures and space-time dilations, is expressed in the most diverse
forms of creation.

A change in substance and form is needed. It is proposed that the current stylistic features and
individual forms be overcome without a unified project that unites us and represents us in this
moment of eclecticism in the graphic, photographic, pictorial, plastic, literary, musical and other
artistic disciplines.

SpazioTempismo aims to be the starting point for a reflection that, drawing on all artistic currents,
including contemporary ones, brings art back to a world that is no longer purely three-
dimensional, but creative; where the dimensions of all disciplines and forms of expression
communicate with the concept and representation of time and space that goes beyond
perspective dimensionality understood as a system of representation of space in its exclusively
rational and geometric components, and time that is no longer linear.

Furthermore, art, which today is forced into exasperation and eccentricity, should be brought back
to an aesthetic that can be traced back to the principle of Classical-Contemporary, which is
nonetheless creative, thanks to which the author leaves a mark with a gesture, to express what is
in his/her mind and soul with respect to the subject, thus transforming it into a new
representative vision capable of transcending the purely temporal and spatial concept.

Each discipline will be a specific expression of its way of representing itself and its authors will be
free according to their own being.

Therefore, in the face of the great revolution introduced by modern technology and the
consequent multiplication of expressions proposed today, we express our understanding of the
artistic representation of this moment in the following fundamental points:
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SpazioTempismo
Declaration and Manifesto

1. The need to express oneself with new languages in the figurative, plastic, philosophical, literary,
musical and all other known arts leads to expressing oneself with concepts that represent both
time and space perceived and rendered with continuity, even in a non-linear way.

2. Artistic work in SpazioTempismo arises from ideas, emotions and feelings, thus allowing it to
elicit emotional reactions, stimulate mental associations, promote responsive behaviour,
encourage ideation, break free from the visible but remain legible in the imagination, both rational
and dreamlike.

3. Freedom of expression must go beyond known Time and Space, where dilations, compressions,
pauses, resumptions, cancellations, and creations are part of the work without limits or prejudices.

4. The resulting expression will imprint on the work all the known space-time dimensions
generated according to the creativity of each artist.

5. Our task is to reveal it in all forms of communication according to the programmatic and
conceptual themes expressed here.

6. The representation of the experience that the actor and author express and manifest in their
action must be tangible and perceptible, depicting the passage of time with continuity and space
seen from multiple perspectives.

7. The transposition of the three dimensions and time, which until now has been achieved in a
perspective and conceptual manner, must not constitute a limitation. We want to go beyond this
established boundary in order to depict space in time and time in space, moving from the
infinitesimal to the infinite and thus freeing all the imaginative capacities of our mind.

8. We reiterate the need for the work to act within its own sphere, and not as a means of
expression, thus contaminating itself in its relationships with other arts, without distancing the
work from other infinite possibilities of expression.

9. We want SpazioTempismo to have its roots firmly planted in the history of art, but without ever
forgetting the fundamental innovative function that must distinguish it, with content linked to
originality, ethics, communication and understanding.

10. Like any other form of expression, it must be autonomous in mutual respect, neither dominant
nor exploited. In short, SpazioTempismo must be both an expression of freedom and art.

The aim of this mission statement is to propose a renewal of the current artistic landscape, which
is increasingly constrained by the needs of marketing, where artists are swallowed up by the
market system, by critical and exhibition dynamics and by almost seasonal rhythms and trends
that ride the ephemeral success of phenomena destined to self-exhaustion shortly after their very
affirmation.
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