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Liam Gillicks Gastbeitrag ist eine Selbstreflexion auf seinen 
2013 erschienenen Text ‹ Parallelism ›. In diesem macht 
der Künstler kontextuelle Beeinflussungen und ‹ Serien von 
Parallelen › aus, in die ein Kunstwerk eingebettet ist.  
Sein Text beschreibt jedoch nicht nur die Produktionsbe-
dingungen, die zu einem Kunstwerk führen und dieses  
sowohl beschränken als auch herausfordern, sondern auch 
eine Kunsthaftigkeit an sich (‹ a state of the art ›). Diese  
ist auch durch institutionelle und instrumentelle Aspekte  
sowie Aspekte des Austauschs geprägt. In ‹ Parallelism 2 › 
wird der Vorgängertext Ausgangslage für einen Text auf 
zweiter Ebene, den der Künstler in den ersten Text einfügt. 
‹ Synprozessual ›, im Sinne eines vereinbarten ‹ mutual  
agreements › fügt Susanne Neubauer eine weitere Stimme 
ein, indem sie die zweite Ebene Gillicks als Ausgangs-
punkt und Inspirationsquelle nimmt und diese durch einen 
Kommentar in einen erweiterten Kontext überführt. Die  
daraus resultierenden Fussnoten nehmen zwar ihre  
for-male Form, nicht jedoch ihre traditionelle Funktion  
an, sondern dienen als ‹ parallel › agierende Momente mit  
vergleichbarer, jedoch eigener Zielsetzung und Frage-
stellung. Das Projekt, das Anfang Juli 2014 realisiert  
wurde, nimmt auf diese Weise synprozessuale Vorgänge 
beim Wort und macht sie in ihrer gewählten Form  
konkret.

Parallelism 2 1 )

Liam Gillick

 

Artworks that generate descriptive potential [where the descriptive 
potential remains in parallel to that which has been produced for exhibition 
or display or some other form of exchange 2 ) ] within current advanced art 
cannot be reduced or consolidated [the descriptive potential of the work 
cannot be absorbed within the work itself nor can the work itself carry all of 
the communication requirements of the descriptive potential of the work 3 ) ]. 
Descriptive potential means new forms or idea structures that can be used 
[use meaning that there is some descriptive potential circulating around 
the work itself – either research based, academically structured (researched) 

 1 ) “Parallelism 2” is a speculative work-
ing title. It merges two concepts (and two voices) 
elaborating on the idea that processes are em-
bedded into “simultaneous realities” of “varied 
practices” (Gillick 2013: 208) and hence shape 
systems which could be described as “autopoi-
etic”. The core moment of such a system is its 
quality of being subjective / individual as well as 
collective / social. The working title’s “2” is, be-
sides indicating a certain reiteration, a refer-
ence to Helga Nowotny, Peter Scott and Michael 
Gibbon’s concept of knowledge production, 

“Mode 2”. It focuses on “how a discourse is being 
transcended” (Nowotny / Scott / Gibbons 2003: 
180) – it makes the ground for further explora-
tions which will undertake the difficult task to  
exemplify “synprocessual” exchanges on a qual-
itative basis. The question is: What is the qualita-
tively surplus as well as its underlying problem-

atics of the merging of individual thoughts to a 
creative output shaping the “third other”?          

 2 ) This observation is comparable to ex-
hibitions such as Harald Szeemann’s “Bachelor 
Machines” (1975) which are potentially multilay-
ered – using objects, works, “climates”, visualized 
images of imaginations – and “intentions” con-
ceived as unfinished products, aiming at the 

“imaginative space” (Szeemann 1981: 142). It is 
about these forms of layers which are interlinked, 
which share the same concern, but are of a dif-
ferent genre. 

  3 ) As such, the work of art is the unfin-
ished document of the producer’s intention and 
a place to frame the negation of mediation as well 
as its will to communicate – and to reproduce  
itself in serial forms or processual alterations. 
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 8 ) It is a non-defined realm that has the 
potentiality to call for or be in contrast to what is 
called “classical narratives”. The first question 
here is where the narrator’s position is, or, in  
Eduardo Viveiros de Castro’s terms, “quelle est 
l’anthropologie de ce peuple [in our context: of 
the object / work] – l’anthropologie que a ce peu-
ple comme agent et non pas comme patient 
théorique” (Viveiros de Castro 2009: 52). It is the 
anthropologic perspectivism of the descriptive 
which enables the production’s potentiality. 

 
 9 ) Simplification and differentiation 

are processes of interaction within the greater 
process of reification. The work of art, as Niklas 
Luhmann suggests, establishes a proper reality 
which differs from the familiar reality. It con-
structs an imaginary or fictive reality and it is the 
symbolic use of language (as well as the religious 
sanctification of objects and events) that splits 
realities (Luhmann 1995: 229). In this splitting, 
lies the development of a descriptive potential. 

 10 ) On the anti-fetishism of things and 
objects as being linked in a “seamless web of 
things and human beings” see Hennion / Latour 
1993. In another context: “If art is, in truth, art, it 
feels as if it is too concrete to be mere appear-
ance, but not concrete enough to exist as mere 
reality. In other words, art is more and less than a 
thing. And it is this simultaneous expression of 
more-ness and less-ness that makes what is 
made art” (Chan 2009: n.p., emphasis in original).  

 11 ) Networks foster the development of 
interaction and unexpected encounters. Deleuze 
and Guattari’s “rhizome” is an apt concept of 
describing networks which are genuine (a “map 
and not a tracing”). “What distinguishes the map 
from the tracing is that it is entirely oriented to-
ward an experimentation in contact with the real.” 
(Deleuze / Guattari 1987: Rhizome 12, emphasis 
in original). The real cannot be prescriptive, it is 
always “on site” and “on time”.  

or derived from reiteration or restaging 4 ) ]. While not necessarily didactic – 
descriptive structures tend towards producing a use value rather than 
recording a state or an abstraction alone [the descriptive potential can 
expand exponentially around the work remaining tied to a gravitational pull 
within the work. The descriptive potential and the work require each other 5 ) ]. 
Such objects or structures with descriptive potential cannot be reduced or 
consolidated for they include elements of self-awareness in their deploy-
ment that recognize limitations and contextual influence [An encounter 
with the work brings awareness of descriptive potential around the work 6) ]. 
The artworks are always incomplete but carry markers of their incomple-
tion [This state of incompletion is not always immediately indicated but 
in some cases the title of the work or other textual material indicates a 
potential for extra-description 7 ) ]. There are always exceptions when trying 
to apply classically reductive narratives to such artworks [The work itself 
demonstrates a lack which can only be provided by a parallel descriptive 

potential, so all attempts to analyse the work as a series of discrete gestures 
or self-contained references will be limited 8 ) ]. They [the works] cannot 
be simplified as they are reified at their origin, their deployment and their 
analysis [the reification exists in the development of the descriptive poten-
tial 9 ) ] – they are concrete and have a self-conscious thingness built in 
from the outset. A thingness that is not limited to form but one that includes 
structure – both applied and anticipated [This sense of “thingness” means 
that the artwork itself is initially the aspect of the work that is presented and 
perceived, alongside an apparent lack 10 ) ]. The decision to disperse some-
thing into the art context in this case does not produce a synthesis of ideas 
and forms but an endless series of strings that appear to cross and inter-
sect [The work itself requires descriptive potential that is not prescriptive 
but allows a sequence or network of potentials to flow, and at the same 
time also taps into or feeds off further descriptive networks 11 ) ]. But such 
intersection is an illusion due to the effect of the institutional, instrumental 

 4 ) Reiteration and restaging is key to 
synprocessual creative development and it is 
relevant that it is introduced into the text at this 
early stage. It touches the concept of translation 
which happens in an “area of tension” (Osborne / 
Buden 2008: n.p.) and where areas are “trans-
lated” from one to another. To elaborate on in the 
future are the individual / collective moments of 
anti-, trans-, and interdisciplinary (Osborne / 
Buden 2008: n.p.), and, finally, syndisciplinary 
impulses.

 5 ) In a sense of work immanence, onto-
logically speaking. This concept however is poly-
focal, at least bifocal, elaborating on the “tension” 
(fn. 4) between the object / thing and its surround-
ing structure, respectively narrative. This space 
of mutual interconnection is a zone with a shape 
that is imaginative – and therefore a matter of the 
brain – which requests further contextualization.

 

 6 ) The potential description of the outer, 
“environmental” structure of a work of art, or a 
piece of design, is, as suggested, an area of inter- 
action and above all production. It is interesting to 
see that production undergoes and surpasses 
limitations which are inherent in its outer struc-
tures. However, it is the quality of the structure 
(the finding of another language and therefore 
quality not its own) and not its limitation that influ-
ences the work’s potential. The question arises 
how known and / or unknown either limitation or 
structure should be in order to obtain full poten-
tial, a question which had been asked in a differ-
ent context, however inspiringly, by Brian Uzzi 
(Uzzi 2005) and Ed Catmull (Catmull 2008). 

 7 ) Incompletion seems a productive 
state for the elaboration of an “other” area of 
communication as it – if declared by the work or its 
producer – supports associative thinking. This is 
what is meant by “extra-description”. 

Parallelism 2Liam Gillick
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and exchange component of the art context [The institutional or “academic 
method” may limit or create unwittingly parodic or straightforward histori-
cally verifiable descriptive networks 12 ) ]. When rotated and viewed from 
varied perspectives, the deployed ideas of art move through time as end-
lessly parallel lines with no possibility of cohesion or consolidation [While 
apparently tied to its specific work, the descriptive potential of the work 
may unhitch itself when viewed from a different context or from a different 
point in time only to reconnect with further networks operating in parallel 
to the initial ones 13 ) ].

Further – the intention to produce an artwork that might – in what-
ever form – somehow carry a direct connection between the self-perceived 
ethical stance of the artist and the material, form or lack of care for form 
within the work itself merely creates more parallel strings within the extant 
endless parallelism of the art context in particular and in general [Any 
attempt to create connection to a descriptive potential that operates firmly 
and permanently in parallel to a specific work merely creates more open 

networks that produce ever more parallel strands 14 ) ]. There is no way to 
draw a logical conclusion about the political, moral or ethical stance of the 
artist by attempting to resolve their rhetoric with that which appears to have 
been produced [No matter how precise the attempt, there will always be a 
parallel descriptive potential that remains unhitched from the work 15 ) ]. 
There is no moment of completion in any work [This may be what makes it 
a contemporary artwork and not some other human construction 16 ) ]. The 
point at which the artwork is released into a context within which it might 
be supposed to have some use value is not a terminal frontier – it is merely 
a moment when the endless parallelism of the state of art is exposed even 
more fully [The point of collection, of exhibition, or the work appearing in a 
text or being referred to at some point is not the “death” or the moment of 
the works limitation, it is merely the point where an institutional parallel is 
engaged that merely masks other parallels 17 ) ]. The work at this moment 
becomes part of an unresolvable context and it too exemplifies its status 

 14 ) “Art, like things, must exist in mate-
rial reality to be fully realized. But unlike things, 
art shapes matter – which gives substance to 
material reality – without ever dominating it” (Chan 
2009: n.p.). The lack of domination and material-
ized openness of a work of art is what makes 
parallel narratives illimitable. The key aspect is 
that of temporality – what is materialized first sets 
the strategic guide rails. 

 15 ) Paul Chan for example describes 
this potentiality of art becoming art as follows: 

“For what it expresses most, beyond the inten-
tion of the maker, the essence of an idea, an ex-
perience or an existence, is the irreconcilability 
of what is and what it wants to be. Art is the ex-
pression of an embodiment that never fully ex-
presses itself.” (Chan 2009: n.p.) 

 16 ) The issue of incompleteness of ob-
jects such as works of art, and commodities 
such as design objects or other “things” within a 

cultural context marks a research gap. It is of im-
manent importance if an object is conceptually 
finished and / or is open for further development 
(as much artistic practice is). The framing device 
of serial production may be one interface where 
these questions could be analysed. This obser-
vation, however, also applies to synprocessual 
practices which are not dedicated to produce 
an object-like output, but other forms of knowl-
edge production such as texts, diagrams and 
key concepts. 

 17 ) As such, this is a definition of con-
temporaneity that highlights the potential impor-
tance of an artwork within a certain temporal 
structure. It is not true that art is only asserted in 
its own time, but that “each particular work of art 
makes [a demand] on our time (that of the indi-
vidual viewer)” (Smith 2012: 114 – 145). However, 
as is argued here, time structures are occasion-
ally misinterpreted and / or pushed into the back-
ground by the work’s occupations by institutions. 

 12 ) For some time, the “academic 
method”, mainly the “classical” method of the 
descriptio, the ekphrasis, has been on the point 
of losing its ground in the field of today’s contem-
poraneity, even though the loss of thorough 
knowledge of how to describe works of art has 
led to many awfully misleading interpretations. 
Ruskin’s “innocence of the eye” is only one ex-
ample of a non-denotative perception which was 
sought after in the mid-19th century (Ruskin 
1856) and which comes to mind today as a pos-
sible concept, another is Proust’s account of the 

“potential descriptive”: “Mais j’y pouvais discerner 
que le charme de chacune consistait en une 
sorte de métamorphose des choses représen-
tées, analogue à celle qu’en poésie on nomme 
métaphore, et que, si Dieu le Père avait créé les 
choses en les nommant, c’est en leur ôtant leur 
nom, ou en leur en donnant un autre, qu’Elstir 

les recréait. Les noms qui désignent les choses 
répondent toujours à une notion de l’intelligence, 
étrangère à nos impressions véritables, et qui 
nous force à éliminer d’elles tout ce qui ne se 
rapporte pas à cette notion” (Proust 1954: 835). 
It is the challenge to develop and concretize the 
category of the “other third” that evolves out of 
parallel and synprocessual overlapping. 

 13 ) The idea of parallel and timely inter-
connected descriptions and interpretation is 
what Terry Smith would call a marker of contem-
poraneity – and in its negative sense – modernity. 
Smith insists on the “presentness of multiple,  
often incompatible temporalities  …  Everything 
about time these days – and therefore about 
place, subjectivity, and sociality – is at once in-
tensely here, is slipping, or has become artifac-
tual.” (Smith 2009: 196, emphasis in original). 

Parallelism 2Liam Gillick
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as a product of unresolvable drives that cannot be consolidated [The very 
attempt to fix or stabilize the parallel capacity of the work accentuates the 
impossibility of the task 18 ) ].

The pressures of institutional, instrumental and exchange aspects 
as they circle the work become part of the commodity aspect of the work 
[Any attempt to find the symbiotic parallel aspect of the work and codify 
it within an exchange system merely contributes to the commodity aspect 
of the work. It is a historical inevitability that the commodity aspect of the 
work will always exceed any aspect of alienation or otherness expressed 
in the work 19 ) ]. There is no work that can exist capable of evading this fact 
nor one that can ever resist the breakdown into endless parallelism.

Collectivity and super-subjectivity attempt to gather these paral-
lels and force them to congeal through competing desires [Collectivity 
and super-subjectivity work in different ways. Collectivity makes a virtue 
of the parallel and super-subjectivity is only parallel 20 ) ]. Collectivity and 
subjectivity mask endless parallelism – they cannot replace or deny it [This 
masking procedure is made visible through a fetishisation of the parallel, 

either in the form of parallel as content or content as parallel 21 ) ]. Collectivity 
brings the strings into clumps of over-cooked pasta [Endless parallels 
tangled up in each other 22 ) ]. Super-subjectivity pulls the strings taught 
but leaves them surrounded by clumps, weaves and merely creates a 
temporary super-subjective tension (irony) [Parallel as a “way of life” or as 
an expression of exceptionalism 23 ) ].

There is no conflict between simultaneous realities and parallel-
ism – they are perspectival aspects of the same non-resolvable phenom-
ena [Parallelism takes place because of simultaneous realities – not in 
opposition to them 24 ) ]. Simultaneous realities are fixed points at any mo-

 21 ) The world of aesthetics and art is 
undergoing a re-evaluation in terms of the in-
creasing importance of geographical and, con-
sequently, political positioning of the individual. 
Waves of (art) historical rewriting are observed in 
different parts of the world and from different 
perspectives. This process is going to effect the 

“social brain” which has, according to Franco “Bifo” 
Berardi, to shift the tendency inscribed in the 

“evolution of contents of knowledge, technology 
and social production, but this tendency is hin-
dered by entangling forms […]” (Berardi 2013: 31). 
However, self-awareness is increasing and en-
tanglements and “parallels” are made more pro-
ductive (even though fetishisation can happen). 

 22 ) Collectivity is a process of engage-
ment and entanglement without a necessary 
incorporation to an object (in the context of the 
much-discussed reiteration above, this incon-
gruity marks a promising start for further elabo-
ration). In its potentially reiterated form it would 
result in a Gesamt(kunst)werk which is per se 
utopic and infused with undefined areas of 

“black holes”, areas of unpredictable and unreal-
izable outcome – and its site of failure. It can be 

compared to those mathematical models (see 
Samuelson 1948) which created the impression 
of being able to foresee economic development 
and growth. Young economists such as Tomáš 
Sedláček partly undo these clumps today 
(Sedláček / Orrell 2013). 

 23 ) Exceptionalism is the contemporary 
form of regression from the “world”, a new form 
of the artist genius, often expressed in the so-
called parallel spheres of medial transformation. 
Exceptionalism can be differentiated in the posi-
tioning of a person as being “online” or “offline”, of 
nurturing a website or withdrawing from it. In this 
sense, we deal with a “way of life”. 

 24 ) The temporal factor is crucial. It con- 
nects individuals and their computers through 
the worldwide network and supports smooth 
shifts and entanglements of individual thoughts 
which meet on one page of intellectual densifi-
cation. The time delay in both directions extends 
the time frame in which a process occurs, on 
the other hand it is responsible for a more reflex-
ive attitude which concretizes and densifies the 
output.

 18 ) Contemporary practice is collective 
practice. The practice’s limitations are of course 
manifold in the moment when collectivity and 
collective endeavour is regulated and institution-
alized. Furthermore, collective work is creative 
work that is taking place in semi-accessible 
spaces of interaction. Cafés in institutional build-
ings are the best places to allow ideas to inter-
mingle. 

 19 ) Technical rationalities such as dead- 
lines, prescriptions of content, number of char-
acters and pseudo-conceptual guidelines exert 
potential pressure on any kind of work, espe-
cially in cultural production. Silent negation – 
conducted in the aforementioned structure of 

reification – is needed, not obeying rules nor 
an institutional picture which is solely drawn 
from the external. 

 20 ) Collectivity is twofold and hence a 
virtue as it disseminates responsibilities for the 
creative agents. It is both work immanent in the 
process of creation (artist’s co-ops) and structure 
immanent (Bourriaud’s idea of “relational aes-
thetics”, monitoring “human contacts” (Bourriaud 
1998: 8). Subjectivity itself, understood as “super-
subjectivity” is a question of site and “autopoietic” 
self-differentiation. Subjectivity itself cannot be 
further enhanced, but it can allow itself to be- 
come more complex through the acquisition and 
the processing of knowledge and experiences. 
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ment within this parallel schema [Simultaneous realities can be docu-
mented and mapped 25 ) ]. Taking a slice at any angle – whether torqued or 
bent – through the parallel unresolvable strands of art will create this se-
ries of simultaneous realities but will not contradict the essential parallel-
ism [Meaning that turning or torqueing any recording or mapping of si-
multaneous realities will not erase parallelism, merely mean that it needs 
to be re-read 26 ) ]. It will merely represent it in a different form. Yet this 
sense of there being simultaneous realities is especially helpful for the art-
ist who wishes to understand the context at any given moment and there-
fore has a serious “use value” [Here thinking of Lawrence Weiner – who is 
against parallel realities. But I am not speaking of parallel realities 27 ) ]. For 

at any other moment before or after the establishment of the terms neces-
sary to map simultaneous realities it is possible to create a new series of 
simultaneous realities [Simultaneous realities work in an established tem-
poral frame and are therefore subject to a philosophical complex 28 ) ]. 
Such apparent realities do not contradict parallelism nor exchange with 
them or replace them. The notion of simultaneous realities is just another 
way of regarding art within the flow of time [Simultaneous realities are a 
record of moments in time taking place at exactly the same time 29 ) ]. Think-
ing harder about simultaneous realities than parallelism enables artists to 
have a more engaged relationship with the current context from any per-
spective but does not do away with the essential parallelism of varied prac-
tices [It is progressive in a political sense to assert simultaneous reali-
ties – but it doesn’t provide a way to understand the always exterior 
quality of the parallel 30 ) ]. Thinking too much about parallelism restricts 
the ability of the artist to deploy their inevitably unresolvable praxis within 
a given context, while only focusing on simultaneous realities means that 

contrary, not the issue of discussion in this paper 
as parallelism itself has no reality. Two parallels 
collide at a point of infinity in a projective space 
and are consequently realities that do not pro-
duce concretions. However, as frameworks they 
stake out conceptual modi operandi.

 28 ) The identification and description 
of synchronous developments in art has been 
key to aesthetic and art historical discourse. Re-
cently, the category of time has been expanded 
by time-space relationships and concepts of 
agency and transcultural networks. This is why 
the issue of modernity is today again a point of 
reference, not in terms of its ratification, but as a 
point of departure to consider history and con-
temporaneity as a map of formerly dismissed 
entanglements. 

 29 ) This reminds us of the use of lan-
guage that “helps us to sort out recollections,” 
moments of time. This entire text is about “lin-
guistic articulation”, and a process of “raising a 
topic”, as “etwas zur Sprache bringen”. 

30 ) Varied practices are the ground  
on which collaborative work can happen. Even 
though it happens in the “outside” (as parallel 
practices, as “doing”), it influences internal pro-
cesses as well (“thinking”). “Doing and thinking 
are complementary. Doing extends thinking  
in the tests, moves, and probes of experimental 
action, and reflection feeds on doing and its re-
sults. Each feeds the other, and reach set bound-
aries for the other” (Schön 1983: 280). 

 25 ) This is what is happening in each 
moment of this knowledge and artistic production.

 26 ) Paul Ricœur writes in “The Herme-
neutical Function of Distanciation” that “alienating 
distanciation is the attitude that makes the objec-
tification which reigns in the human sciences 
possible; on the other hand, this distanciation 
that is the very condition which accounts for the 
scientific status of the sciences is at the same 
time a break that destroys the fundamental and 
primordial relation in the historical reality which 
we claim to construct as an object. Thus we 
reached the alternative suggested by the very 
title of Gadamer’s work, Truth and Method: either 
we have the methodological attitude and lose 
the ontological density of the reality under study 
or we have the attitude of truth and must give up 
the objectivity of the human sciences” (Ricœur 
1973: 129). Here, the nature of practice and the 
theory of synprocess is as close as it can be. 
Theoretically speaking, the process of herme-
neutically re-reading one’s own and other writ-
ings is a process of adoption and subjectivation 

that is a process of cultural production with great 
potential – and a highly sensitive site of potential 
vulnerability, according to Brazilian cultural the-
orist Suely Rolnik: “One of the problems of the 
politics of subjectivation that artistic practices 
face has been the anesthesia of our vulnerability 
to the other – an anesthesia all the more devas-
tating when the other is represented by the ruling 
cartography as hierarchically inferior, because of 
his or her economic, social or racial condition, or 
on any other basis. But vulnerability is the pre-
condition for the other to cease being a simple 
object for the projection of pre-established im-
ages, in order to become a living presence, with 
whom we can construct the territories of our 
existence and the changing contours of our sub-
jectivity” (Rolnik 2006: n.p.). This potential vulner-
ability is the risk of any collective interaction. 

 27 ) The use value of simultaneous re-
alities is a surplus of understanding the context 
in which these realities take place in its syn-
chrony. They are therefore physically and factu-
ally interlinked. “Parallel realities” are, on the 
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the artist removes themselves from the realisation that while appearing 
together their practice cannot be melded [Thinking too much about paral-
lelism restricts the political potential of the work in terms of relative socio-
political-economic consciousness at any given moment; however without 
it there is no possibility to take a critical position in relation to an analysis 
of history – past, present and future 31 ) ]. 

The context is also a series of parallels as each view of the context 
is a slice through a constantly fluctuating set of parallels taken from an 
infinite number of apparently simultaneous realities [Context is not univer-
sal – so it depends which way you slice it 32 ) ]. The parallel aspect of the 
context is the result of it being unstable and impossible to verify – a number 
of parallel and necessarily conflicting simultaneous realities taking different 
slices from a flow of parallel strings [It might be possible to verify simulta-
neous realities 33 ) ]. Nothing conclusive can be understood from the position 
of the parallel in regard to simultaneous realities or vice versa. The parallel 
appears less “political” (activated, conscious, agitated) than a focus upon 

simultaneous realities. However neither has an ethical advantage over the 
other. They are both systems of perspective [Perspective, point of view. 
What’s your perspective? What’s Your Point of View? 34 ) ]

 31 ) Considering and foreseeing the re-
action to any process from the outside is simul-
taneously incorporating this process into one’s 
own decision. Unlike modernist aesthetics, this 
openness of art’s boundaries gives – at its best – 
primacy to aesthetic experience as it establishes 
the interrelation of artwork, experience and “what 
is external to it” (Rebentisch 2013: 269).

 
32 ) The definition of a context oscil-

lates between the “grand récit” (of modernity) 
and the peripheral “slice” (of contemporaneity) 
that mirrors our methodological freedom to de-
cide where to slice the cake. “Here it becomes 
evident that the hallmark of the new type of re-
searchers is not the eye for the ‘all-encompass-
ing whole’ nor the eye for the ‘comprehensive 
context’ (which mediocrity has claimed for itself) 

but rather the capacity to be at home in mar-
ginal domains” (Benjamin 1933). 

 33 ) I like Donald Schön’s description of 
the “reflection-in-action” process: “When some-
body reflects-in-action, he becomes a researcher 
in the practice context. He is not dependent on 
the categories of established theory and tech-
nique, but constructs a new theory of the unique 
case. (…) He does not separate thinking from 
doing … reflection-in-action can proceed, even in 
situations of uncertainty or uniqueness, because 
it is not bound by the dichotomies of Technical 
Rationality” (Schön 1983: 69). The various reali-
ties give us the opportunity to shift paradigms and 
in this sense, yes, simultaneous realities are more 
agitated. 

34 ) Perspective is a key aspect of my 
work. It incorporates a self-referential and a po-
litical attitude, a constant consciousness of one’s 
one particular and singular position in the world. 
It gives the impulse for one’s own repositioning 
and it is a magnificent metaphor for being, look-
ing and observing what is “out there”. Perspective 
is also the interface of the inner and the outer 
eye; as perception it clarifies the exuberance of 
the world and it asks for selection and reduction. 
The description of both systems – the parallel and 
the simultaneous – is an approach to introduce 
qualitative moments into theory and to describe 

what is not easily put into words. It circumscribes 
not only different qualities of media which are 
thoroughly linked to each other, also in terms of 
their interdependent influences, but also put into 
practice (“reality”) which is metaphorically dis-
cussed. The way such an essay is produced is 
such a piece of reality and it shows, by close read-
ing, that the clarification and concretion of a 
structure which is connected to a work of art or 
any other cultural practice produces other reali-
ties and what we called at the very beginning the 

“third other.” 
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