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                André Parente’s Images
   There was a time when certain devices radically altered the course of
   things, and generations seemed to not quite comprehend one another for
   a while. A time when cinema stunned people who were as yet
   unaccustomed with the illusion of movement projecting itself outward
   in rays of light before their eyes. When the gramophone led celebrated
   specialists to mistake pioneers of recorded sound with ventriloquists.
   Nowadays, what stuns most is the rhythm rather than the intensity of
   the changes. And the gaps between generations seems no longer that
   gaping, because we all share a certain vertigo when faced with the
   speed with which devices acquired not long ago become obsolete.
   Today’s disagreement seems more of a spatial order, a shock between
   places connected by increasingly potent networks, but distant as
   regards differences that persist with each disaccord that keeps them
   further apart.
   André Parente has his eyes fixed on both these times; eyes attached to
   a brain that knows hours progress neither straightforwardly towards a
   future, nor do they turn in circles around themselves. Not by chance,
   he himself has gone on record to state, in reference to an ongoing
   debate as to whether he was be the first artist to devote himself to
   video art in Brazil: “The way I see it, this is a completely
   irrelevant question. Pioneerism has been an obsession with artists
   working with new media formats. Maybe because, in some cases, the
   artist invents some given means with which to produce their work (…)
   [But] who remembers who made the first drawing ever? The first
   painting? The first sculpture? The first gravure? Could they be termed
   artists?”
   To speak about the images created by Parente hinges on a precise
   understanding that he multiplies himself in images – in the same sense
   we say: so-and-so has a bubbly image, so-and-so is trying to change
   their image. Thus, we presuppose a metonymic process between what we
   see of someone and the rest of their being. Parente gives the world
   latencies that escape in multiple direction. A thought that is
   visualized here, a film that is read there, a Parente that can either
   be “seen” as theoretician or “read” as an artist. To read him as a
   scholar and see him as artist, on the other hand, would eventually
   undo the instabilities that his thoughts (whether in installation
   format, projections, or even book form) so carefully project onto a
   world not always capable of handling uncertainty and breaking apart
   inherited presuppositions (for instance, that the text “thinks” and
   the image “shows”).
   In revising relations between art and audio-visual, in an important
   critical effort which allows us to perceive the history of Brazilian
   art in a different light, to organize problems which arise locally
   parallel to a global scenario, Parente locates cracks through which
   his pieces might slip through hypothesis to the questions set forth,
   in the shape of sounds and images in articulated movement around
   procedures such as looping, tensions between temporalities and
   spatialities and the new ways of seeing that arise due to the
   different image-machines1 devised by artists or by the industry itself
   and that are either standardized or used no more than once, finally
   leading up to the current moment in which the “plurality of devices is
   (…) almost as great as the amount of discourses created by them”. 2 So
   varied are the transits among different visual language supports that,
   at times, genders and practices seem to overlap, to fuse, to mix, to
   accumulate, to subtract, in procedures that always conduct to places
   between images, which continually challenge everything one might have
   once deemed capable of enforcing a certain ontology of different
   materialities of technical images.
   One of his most recent pieces, Velo (2015), addresses this zone of
   instability, this world that changes before one can even distinguish a
   “before” and an “after”. In response to these times, the piece
   explores a procedure which shuffles genders and dominances. The click
   of a bicycle trapped inside a block of frozen water. Is this how we
   protect it from the rust running water would eventually stamp on its
   carcass? This contrast between iron curves and their insipid,
   colourless, odourless but no longer liquid shelter, suggests many
   things. But, before we look at them, we would do well to pay a little
   more attention to the reasons which have compelled the artist to term
   the piece a “click”, not a photo or a video.
   It is no easy feat to describe an image that – for the most part,
   fixed in a precise framing – displays drops which move over it in
   differing velocities. The slowness which is oftentimes predominant
   does not authorize us to call what we see a photograph, but the
   movement oscillating from unpredictable shapes is not enough to treat
   it as a video. Maybe it is of no consequence, to choose one or the
   other. In so many ways is the non-discernible a part of Velo that it
   opens up the possibility of understanding the piece as a double
   exercise in inconstance – in the best sense possible, the sense that
   assumes that trees are not green, but they are currently green because
   they were once yellow; that the world is not unchanging).
   One of the keys to understanding the work is invisible. The drops that
   stroll through the screen are generated by an Artificial Intelligence
   algorithm. Consequently, their trajectory is potentially infinite, and
   predicting patterns proves an impossible exercise. This makes for a
   curious embrace of time and space. Click is also active in this
   embrace, the click of the camera cutting up space before its lenses,
   during the time of its duration. The habit of understating space and
   time as two separate things makes people think of certain types of
   images as photographs, and other types as video. However, in Velo,
   static image is time, and image in motion is space. And its
   unforeseeable movement stretches out for an indefinite amount of time
   the length of the short click, as though its stroll from order to
   disarray could somehow enlarge the limits of the frame.3
   Time, in Velo, may be inferred from a frozen image, or from its
   contrast with the frame, the wheel and the seat, which seem, both of
   them, muddy. Through this, we know it is winter, that a stoppage of
   flows is being suggested 4, that there is an impasse between the
   organic (a time before the artefact) and the industrial, that a
   forgetting has taken place (the bike has been left underwater long
   enough to end up ice-locked), that there is a confusion between states
   of matter (water has solidified, the soil has become cold), that we
   are standing before a happening that does not reference where exactly
   it is taking place (is the bicycle in the bottom of a river that cuts
   a city in half? A country brook? A backyard pool?)
   Space in Velo may be inferred from the drops which change size (thus
   suggesting some depth) and establish pattern of dislocation (as though
   expressing that bicycle’s longing to escape its sub-zero prison and
   circulate once again?). It would not be fitting to speak of a spatial
   montage, for this is something of a different order, a piece of speed
   which breaks with all that is static about the click. This embrace
   between space and time is important to understand the artist’s earlier
   pieces, in a Borgesian exercise to start from the present and go back
   to the past which seems appropriate to the complex understanding of
   time which is at stake in Parente’s pieces.
   We need look no further than Estereoscopia (1985). This time, instead
   of film or video, we might want to use the term “composition”. The
   zoom into two interchangeable photographs reveals a mosaic that,
   through being blown up, leads from one to the other. A loop, figure of
   short, circular time, set up in space, geometric and fractal. “I want
   what you are seeing of me inside you”, says the female voice covered
   by the image of the man. “I want to see what you are seeing of me of
   what I am seeing of you inside me”, says the male voice covered by the
   image of a woman. An uneven pair. A recurring trajectory. A return
   forward. A beginning which erupts at the end of the beginning which
   interrupts.
   On the other hand, Circuladô (2010) reframes the meaning of cinema in
   several ways. The piece explores the circularity of movements leading
   up to trance, from Sufis turning on their own bodies, to Corisco
   spinning madly in the sun-flooded backlands. These are scenes from
   films and documentaries taken out of context, which, when pieced
   together, acquire new meanings, and also propose a broader discourse.
   The piece is constructed in turns. Images repeat themselves,
   approximating the circle to the loop, probably the main figure of
   speech in digital culture. And the very configuration of the space is
   circular, positing the interactor right in the middle, in front of a
   mechanism they may turn themselves.
   If the magic of a dark room stimulates a trance due to the flux of
   light before one’s eyes, Circuladô is an invitation to transit by
   contrast between light and dark, reiterated with each turn of the
   bodies around themselves. An appointment in broad daylight, this call
   to vertigo distances – also, in the best of senses – Parente’s
   installation from conventional cinema. A set of powerful images, the
   piece demands active participation on the part of the audience. As
   though, in showing how gyrating can lead to ecstasy, it proposed a
   format in which the experience of trance could occur in interface, in
   a gesture that emancipates the participant from the game being
   proposed. It is a sophisticated mechanism, inasmuch as it acts on a
   sensory terrain on the threshold separating representations of actual
   fugue-states and the stimulus to potencies which daily life tends to
   drown out. Trance has an emancipatory sense that is oftentimes looked
   over by Western culture. Even if today rationalism is no longer as
   pivotal, there is still great resistance to acknowledging the role
   that altered states of perception can play in engendering new forms of
   understanding the world. Parente’s piece puts the question succinctly,
   but consistently, as he offers a mechanism through which the
   interactor turns along with the images in the piece, and, in doing so,
   alters their turning. It is not only a form of interaction, but also –
   and mainly – an invitation to sharing gestures and images which
   produce haptic thought. If anyone has ever dreamt of touching a screen
   while watching a movie, this is a good opportunity. Unlike many
   digital art pieces, which explore interaction for interaction’s sake,
   Circuladô semantizes in rare fashion its own interface, which is not
   only a device for manipulating the images in the installation, but
   also a key to grasping all the meanings that turn within the piece.
   1It is Philippe Dubois who remarks that a “historical perspective
   clearly shows that it was not necessary to wait for the advent of the
   computer for images to be engendered on a technological basis”, as a
   starting point for a reading of photography, cinema and video which
   leads him to postulate that “these image machines presuppose (at
   least) a device which institutes a technological sphere necessary to
   the constitution of the image: a craft that, at the same time,
   requires instruments (rules, procedures, materials, constructs,
   pieces) and a functioning (process, dynamics, action, agency, play),
   cf. Máquinas de Imagem: uma questão de linha geral, in: Cinema, vídeo,
   Godard. São Paulo: Cosac Naify, 2004.
   2Parente, Andre. “Corpo-cinema”, in: Cinemáticos. Rio de Janeiro: +2
   Editora, 2013. p. 21.
   3 Bicycles, in a sense, also seem to stretch, with their own curves,
   the straight lines that circumscribe their trajectories through the
   city, at crossings, at 90-degree angles. The cycler’s thrust makes the
   body of the vehicle swing and Project forward, while, at the same
   time, the hand quavers upon the handlebar. Tension. Distension.
   Tenuous balance, because riding a bike will never be like cycling
   straight ahead with one’s body at a 90-degree angle from the ground,
   but a plurality of movements compensating one another and preventing
   the body from falling over.
   4Taking a cue from Parente’s discreet conversation with Caetano, in
   the titles of pieces such as Velo and Trilhos Urbanos, it would be
   possible to suggest a certain disarray in Cazuza’s verses: in Velo,
   maybe time does stop, if we were to construe the flow of water as the
   flux of time, and its freezing as paralysis.
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