EXERCISES OF SEEING

PERTURBATIVE SPACE

This focus will be the first of a series of investigations around the theme of
montage in contemporary culture. The series is conceived as an “exercise of
seeing”, echoing a definition that Brazilian artist Hudinilson Jr. (1957-2013) used
for his scrapbooks named Cadernos de refêrencia.
To these, and the tactics adopted to move within Hudinilson Jr. ‘s montages, this
opening excursion will be dedicated.

Montage will be used as a tool and a weapon for understanding the body and the self in the post-modern and contemporary era.
Moreover, it will also frame the space of our experience. Quoting Martino
Siegli’s Montage and the Metropolis (2018), we can think of montage as
the symbolic form of modernity: “As much as perspective established a
system of spatial representation for early modern Western art that encapsulated an entire worldview, montage became defining for Western
visual culture in the twentieth century. The Renaissance notion of a continuous and homogeneous space was replaced by the modern notion of
discontinuous and heterogeneous one.”

We will cross this fragmented space as if we were engaged in a peripatetic action: walking, Michel de Certeau reminds us, means being in
search of a space of one’s own. Through this practice we will try to make
all the (theoretical) objects we meet along the way shine.
The term exercise again emerges as important here. Promoting the idea
of a process aimed at the maturation of new knowledge, it will therefore
help us to question the use and role of montage in the different case
studies that we will analyze and better understand the nature and meaning of these objects.
In Hudinilson Jr.’s practice, montage has a fundamental value.
Although up to now the Cadernos have been largely understood as collage, here we will attempt to make a slight shift, replacing the word collage with the concept of montage. This is mainly for two reasons: first,
we will focus on the dialectical juxtaposition of elements rather than on
the technique of manual assembly; second, we will treat the notebooks
as visual media, considering them not primarily aesthetic objects but images for reading, favoring an investigation of representation, imaginary
and remediation rather than tactile perception.
The use and reuse of materials from visual and mass media culture in
Hudinilson Jr.’s work is extraordinary. Xerox images of Roman statues are
juxtaposed with South American imagery, glossy pornographic images
from Western magazines meet faded Brazilian newspapers. What interested him all his life was the image of the human body.
Deeply influenced by Jean Genet’s masturbatory wanderings, Hudinilson Jr. soon realized that Narcissus could become a symbol, a guiding
identification for his practice. Narcissus for the artist never dies, peregrines among the images of this world. Ricardo Resende, in Posição Amorosa (2016), the first and only complete monograph dedicated to the
artist, explains the theme in this way: “Hudinilson’s Narcissus is made
eternal through his own image and through the hegemonic and hedonist images he gathered. A countless amount of images that integrate
and complement his imagetic archive-work.”
The myth of Narcissus deals with an overwhelming impulse, which can
be synthesized through the exhortation “gnothi sautón” [Know thyself]
inscribed on the Temple of Apollo at Delphi. This maxim would be the
backdrop for all of Hudinilson Jr.’s work. He interpreted it through a scopic and performative investigation of the body, both personally, through

xerox actions, his most famous practice, and through a tireless work of
collecting images that shaped his reference notebooks.
In late 2020, Ana Maria Maia curated, at the Pinacoteca de São
Paulo, Explícito, the latest Hudinilson Jr.’s solo show. The exhibition was
an opportunity to reinforce the intense relationship that has bound the
artist to the city through the many works of public engagement that
have marked his practice, from graffiti, billboards, to urban interventions.
But it was also a chance to valorize the artist’s obscene, pornographic,
countercultural value. Continuing the important work of rehabilitation
that began with Resende’s monograph and Fernanda Nogueira on-going research on southern artistic pornographies, Maia succeeds in preserving the heuristic power of the notebooks by not reducing them to
simple archives or artist’s books. In the dedicated catalogue, she underlines the profoundly anachronistic nature of the visual montages of
notebooks, explaining how the chronological breaks characterized not
only their creative process but also their thematic composition, turning
them into a device for cross-cultural revision.
Now, even if it would be necessary to dedicate ample space
to the support that hosts these montages, and to the theme of the atlas-form, I will only be able to mention them here,
to then immediately frame more closely the peripatetic action that moves this research and that here
finds its declination in the practice of cruising.
Treating these scrapbooks as atlases means considering them as operative machines able to activate an analytical space that allows for a renewed
reading of the images. Examined not as a unity, but
as structures based on relation and collision, the images in this way continually question their semantic
and pathos stability.
Built on montage and on an iconology of the interval, for Georges Didi-Huberman a paradigmatic example of an atlas is
Aby Warburg’s Mnemosyne. It would be fascinating to compare the gazes that these two ‘machines’ are capable of fabricating. At first glance,
the syntax that informs Hudinilson’s notebooks appears much more cinematic, made of shots and countershots, closeups and eye contacts.
However, what needs to be emphasized here is not primarily the construction of the gaze of Hudinilson’s notebooks; this matter
needs a much more detailed study that cannot be done here. Instead,
what we are interested in here is to suggest a way of reading and practicing these notebooks. And I would like to think, if only as a provocation,
that this practice moved the artist’s as well. After all, if the curators of the
Cruising Pavilion at the 16th Venice Biennale of Architecture said that
“cruising is the powerful human smell that haunts the dreams of Jean
Genet,” why not think that cruising also haunts Hudinilson’s thoughts?
I would like here to take up the metaphor that Andrew Berardini uses in
the essay published on Mousse 12 about the Los Angeles-based artist
Richard Hawkins to state: Hudinilson Jr. as an artist is cruising. As Berardini recalls: “Cruising is a prolonged look of lust, forcing the eyes to linger.
Cruising is never going anywhere in particular, but open to opportunity
as it may present itself (or himself as the case may be). [...] When and
where it entered the gay lexicon is unclear, but the word [...] matches the
act of being open, the danger and adventure of sex with a stranger, the
hard history of men resorting to dark, anonymous couplings because of
the taboos associated with their desire. Cruising has a nomadic restlessness pulled along by the imperative of desire.”
In Hudinilson both content and practice seem to be cruising. Restless.
The reader of Cadernos thus lies in a position suspended between indulging the strong scopic drive typical of the voyeur and the peripatetic
cinematic movement typical of the voyageur. These two reading practices, if not meeting, move together hand in hand.
In 2001, preparing the performance Narciso revisita seus espelhos [Narcissus revisits his mirrors] at the Mercosul Biennial, Hudinilson
Jr. spoke of himself as an image hunter. The endless hunt for representation and reproduction of the male body that guided the artist throughout his life unites and at the same time opposes him to the destiny of
Narcissus: is it not precisely after a hunt that the tired and thirsty young
man goes to the source and loses himself in the illusion of the image?

The interactive motion of Treti Galaxie

Hudinilson Jr. began to enjoy international attention only after his passing. The re-evaluation of his work
has only recently begun and is still to be explored, especially for its subversive potential: the investigation of masculinity and its new postures in the queer and cultural studies arenas.

Hudinilson Jr., Caderno de referência 40.

From the early 1980s until his death, Hudinilson Jr. used notebooks to grab the visual environment that
intrigued him and from which he was informed daily. He didn’t take photos, he collected fragments. By cutting
and pasting images from magazines, newspapers and ephemera, cropping pictures from art history books and
combining them with personal and friend photographic reproductions, Hudinilson Jr. impressed on paper the
drives and visual thoughts of an entire life. His environments were made of bodies, male bodies full of erotic tension and identity research, such as to problematize not only the forms of heteropatriarchal desire but also those
of queer representation.

Treti Galaxie started in 2016 as an itinerant project with a dendritic form of research and curatorship. Dendritic because it is not
rigid, but neuronal and arborescent. It always infects different
places. There is a close relationship with contexts of high historical value and with a marked connotation. Artists have the possibility to get out of a known and safe environment and express
their strengths in this way. Artworks can live in a different temporality and are allowed, for once, to exert a different power over
the viewers. The action of the audience on the works and the
action of the works on the audience are both gently stressed.
The choice of locations that don’t belong to the mere aseptic
exhibition dimension enhances the specific vision of the artists
in favor of the autonomy of the artwork, its pace and life cycle.

Let’s conclude by introducing a final vertigo. Or at least enter an expanded constellation of images.
Thinking about artistic scrapbooks and the influence of Jean Genet on the culture of the second half of the 20th
century, Tatsumi Hijikata’s Butoh performance art genre and his 1960s and ’70s Butoh-fu scrapbooks sprang to
mind. Later, I discovered that these same scrapbooks were the inspiration for Richard Hawkins’ Ankoku series. In
2012, talking about his work in the Whitney Biennial, Hawkins claimed: “I also found it interesting that Hijikata hardly ever used Japanese artists or figures in his scrapbooks. Rather, he was always exoticizing French and American
culture. It’s Orientalism in reverse. Maybe through all this I’ll finally figure out why my objects of desire hardly ever
come from my own damn culture.”
To the triangle formed by France, America and Japan, at this point it is worth adding two new coordinates to create with Brazil and the Mediterranean cultural area a pentagon always ready to change shape. Moving forward, all
that is needed is to bring Hudinilson Jr., Richard Hawkins, Jean Genet, Tatsumi Hijikata, and Narcissus together, not
necessarily by placing the West at the center, but by drawing a trajectory that intercepts all points simultaneously,
as in a flash.

I have grown fond of some ideas subcutaneous to their practice.
From the use of very special locations, to a sensitivity to works
that consider object-oriented ontology, to the re-discussion of
the contract between the observed object and the viewing subject, I found something familiar in this approach. Sometimes,
in the projects they presented, only a single viewer was determined, other times the exhibition consisted of a journey into the
mysterious undergrounds of Turin and, in others, the privileged
spectators were birds in front of the unconscious human. Discussing here the theme of care and the places of art that rub
shoulders with those of the clinic, I thought it was valuable to
hear the voice of those involved in “curating” projects with artists
that undermine certain rigidities and postures.

Simone Rossi

Hudinilson Jr., Caderno de referência 43.

Hudinilson Jr., Caderno de referência 83.

Nuvola Ravera, “Fake it until you make it - retorica dell’arte e
della cura,” Università IUAV di Venezia

GM: I thought that the history of art is the history of man, so is it
true? What is really important?

TG: If just thinking something would automatically make it true,
then it would definitely be as you say. We don’t think to know the
history of art so thoroughly to be able to give you an answer, but
right off the bat we would tell you that unfortunately it is. That
is, it is the history of man, but not the history of human beings,
or the history of all the microorganisms that died to become
a pigment, of all the egg yolks used for the tempera, of all the
plants that became canvas, of all the mountains that became
sculpture. Every history is a war bulletin drawn up by the “winners”, but for the Universe the life of a man is no more important
than that of an oyster.

GM: Are you telling me that art is a violent gesture?

TG: An Italian artist that you surely know says that every artwork
must be like a punch in the stomach. The problem is that such a
gesture has a limited effect over time, after a while you recover.
Furthermore, after you take a punch you learn how to take the
next one, which must surely be stronger, more effective and unexpected than the previous one to be able to hit you and leave a
mark. We don’t know if this is necessarily bad, it certainly implies
a constant evolution. When you talked about violence, it came
to mind that from a certain point of view it can be like the first
80 minutes of Paths of Glory by Stanley Kubrick. In our small
way we like to think that it is more like the movie’s last 6 minutes.

Simona Catalani: How did this project start?

Ramona Ponzini: We met in September 2015 one evening at an
opening. We both came from very different backgrounds, in the
sense that Matteo came from writing, he worked several years
as a journalist for ATP Diary, doing many interviews with artists
and visiting many exhibitions. I, on the other hand, came from
private collecting. After that evening we decided to open the
cultural association, Matteo already had the name: Treti Galaxie.

Giacomo Montanelli, “Progettare Fare Disfare,” Accademia
di Belle Arti di Brera

Eleonora Fascetta: Today, many artworks are conceived as a
display, enclosed for example on USB flash drives or on online
archives. Their communication is often conveyed by social networks. How is the figure of the curator needed, then? How is
his/her/their task configured today and how would he/she/they
configure it in a hypothetical premonition?

SC: Where does this name come from?

Matteo Mottin: The name comes from Umberto Tozzi, because
it would be the song “Stella stai”, precisely by Tozzi, covered
without his knowledge in the then Czechoslovakia, by this singer
named Michal David, who besides having faithfully reproduced
the music of Tozzi’s song, I think he looked for the translation of
“stella” in a dictionary and thought the song was about interstellar travels. We were interested in this process where you take
something, move it around, change its name and context, and
it acquires particular meanings, which is something that often
happens in art anyway.

TG: When we participated in “Il Resto dell’Immagine”, the workshop held by La Quadriennale di Roma at Castello di Rivoli, it was
a time when we asked ourselves this question often. For example, what kind of artwork should we take with us on spaceships?
Think about it, we’re certainly not going to bring a marble statue
or a bronze sculpture with us. The space they will be allowed to
occupy on spaceships we can imagine will be equal to that of a
lighter, or a grain of sand, so the volume of physical space that
a work of art occupies will certainly no longer affect its fruition.
What does the curator do in all this? Does he/she/they simply
choose files, making a playlist of artworks? We believe that the
curator is a person who manages the space and time between
the audience and the artwork. But these space and time for us
work on two trajectories, there is an approach but there is also a
departure. For us, the show begins with writing, with its communication, but then it continues even after it ends, because there
is always something of it that remains inside the viewer, and that
is not limited to the physical encounter with the artwork. The
way an artwork is forgotten is also important. So as well as selecting something, we think a curator should also intervene in
the way art is experienced. The ethics of someone who as a job
brings you together with artwork is to respect the work of the
artists, and then try to get their message out to as many people
as possible. This is a duty to the artists and their work, everything else is a corollary that will change over time.

Simona Catalani, “In conversazione con il panorama artistico torinese,” Accademia di Belle Arti di Brera

Giacomo Montanelli: In your statement I read: “We believe that
art has the power to improve the life of those who experience
it.” Beautiful. I decided to ask you a few questions for this very
reason. Do you think you have responsibilities?

Treti Galaxie: Responsibility is the mainspring of social coexistence. Every human being is responsible for his actions and
these actions are a contribution to the common good. Everyone is responsible for everyone. Everyone alone is responsible
for everyone. Everyone is the only one responsible for everyone.
On the other hand, when nothing is done, we believe ourselves
responsible for everything.
Valerio Nicolai, installation view of Permanent Transformation Of A Magician In Ant, Turin,
2016. Courtesy of the artist and Treti Galaxie. Photo: Sebastiano Pellion Di Persano.

Hudinilson Jr., Caderno de referência 125, Caderno de referência 59. All images: Courtesy of the Galeria Jaqueline Martins and the Estate Hudinilson Jr.

PANORAMA 02

Monia Ben Hamouda, Blair. Installation view of Endless Nostalghia, Piazza del
Campidoglio, Rome, 2020. Courtesy of the artist, 101 Numeri Pari and Treti
Galaxie. Photo: Flavio Pescatori.

The memories surrounding my first meeting with Matteo Mottin and Ramona
Ponzini – Treti Galaxie – go back to a spring morning in Tuscany, on the terrace
of a small house perched in the hills. We discussed art, projects and dreams. From
that lively exchange I still have a strong feeling that has pushed me, over the years,
to follow with growing interest the research of the curatorial duo.
Treti Galaxie turns five years old this year. This seems the right time and place
to deepen our encounter and celebrate their journey. We did it through a mixed
montage of texts, capable of stimulating new reflections and questions useful, we
hope, also for the future.
The project springs thanks to the contamination of several contributions able to
question the trajectories that have defined Treti’s practice so far. The result is a
puzzle of different thoughts and experiences that sketch the complexity and the
bravery of their vision. The intervention focuses on some excerpts of dissertations
that over the years some students from various universities and fine arts academies
have dedicated to the duo. These documents have been reassembled in a discursive
form with the intention of outlining a free narrative, without any chronological
criteria, in order to enhance their critical and poetic value.

Michele Gabriele and Alessandro Di Pietro, flyer for Tiziano e Giorgione, 2016. Courtesy of the artist and Treti Galaxie.

Cruising Hudinilson Jr.’s Cadernos de refêrencia

Mélodie Mousset, Installation view of HanaHana Full Bloom, Ex-MOI Arcades,
Turin, 2018. Courtesy of the artist, Dear Onlus and Treti Galaxie. Photo: Marco
Cappelletti and Delfino Sisto Legnani.

PANORAMA 03

Eleonora Fascetta, “La via del Mercurio. La nuova scultura
italiana tra immaginari mitici e orrorifici,” Accademia Albertina di Belle Arti di Torino
Alvaro Urbano, installation view of I, Mole Antonelliana, Turin, 2016.
Courtesy of the artist and Treti Galaxie. Photo: Delfino Sisto Legnani.
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