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André Parente, the founder of the Núcleo de Tecnologia da Imagem of the 
Escola de Comunicação da Universidade Federal do Rio de Janeiro, 
works as an artist in hybrid languages which converge in film and new 
media, as well as in the visual arts. With an extensive curriculum both in 
university research and in the arts—he is the author of several books 
which deal with the issue of the image as technical output—he has also 
held several individual and collective exhibitions in Brazil as well as in 
France, Germany, Mexico and Spain, for instance. The winner of major 
prizes such as Prêmio Sergio Motta de Arte e Tecnologia (2005), 
Petrobras (2004 and 2006) and Itaú Cultural (2002), Parente’s artistic 
production explores the cinematographic device and its relationship with 
the observer in the conditions of the art exhibition space (the museum, 
gallery, etc.). According to Philippe Dubois, the film effect caused by the 
emergence of film shows using spatial images highlights the place of the 
spectator, who leaves behind the “big dark community movie theater” for 
a “more individualized vision” in the white expanses of the museum. (1) 

André Parente’s video installations show spatial images which seem to 
posit the whole issue of vision, but in terms of the way this subject was 
approached at the start of the 19th century: subjective vision and an 
untruthful perception of the world. (2) Knowledge, including art, was at 
the time experiencing a crisis of classical representation which finally 
gave way to new conceptions of subjectivity. The 19th-century observer 
was the product of an assorted network of social, discursive, 
technological and institutional relationships. According to the historian 
Jonathan Crary, one of the most singular phenomena of that time was the 
emergence of the body as a physiological apparatus. The subject played a 
productive role in the process of vision, although a visual experience 
could also be produced for the subject, as the order and force of a 
disciplinary power. At the start of the 19th century, with studies on the 
separation of the senses and the persistence of the image on the retina, the 
concept of the new observer led to a subjective vision “not necessarily 
connected with the act of seeing.” (3) 

The conditions which gave rise to the appearance of modern 
subjectivity did not come about at the end of the 19th century, but rather in 
the early 1800s. Thus, when Manet presented Le Déjeuner sur l’herbe 
and Olympia in 1865; when Eadweard Muybridge took the first filmed 
images of a galloping horse in 1878; when the first cinematographic 



images made by the Lumière brothers were shown in the Grand Café de 
Paris in 1895, the foundations of modern perception had already been 
firmly laid. The model of the camera obscura, which had served to form 
subjectivity from the 16th century, collapsed. The vision conceived of in 
the 19th century, which Jonathan Crary called “untruthful,” is embedded 
in the body as an innate capacity for being affected by sensations which 
are not necessarily related to the referent. (4) This mode of vision is the 
“condition for the possibility of modernistic artistic experimentation,” (5) 
although the separation from the referent finally ends up being an 
estrangement from the body, which led modern art to fulfill itself in the 
abstract. Post-modern reaction would reveal a new place for the body, 
particularly in art oriented towards context and ambient, but also in 
sculpture, happenings and performance art. (6) 

Untruthful perception in André Parente’s installations does not exclude 
the body, and neither does it ignore any references to the current moment. 
Nor does it claim that lies, dreams or fiction are a subjective dimension 
for art. Parente plumps for the temporal dimension of the image as the 
source and model for subjectivity and current vision. Defined by Gilles 
Deleuze on the basis of Henri Bergson’s theories, (7) image-time reveals 
the schism between past and present. This requires an observer whose 
attention does not depend solely on his motor functions inasmuch as his 
understanding of the world and the things he perceives is not translated 
into movement as the response of his body, into a useful action. The 
subject who perceives relates the perceived image to other virtual, absent 
images from his past which are housed in his memory. The time of which 
Deleuze speaks is not our interior but the “interior state in which we 
spend our being, living and changing.” (8) In Parente’s installations, 
bodily immersion in the interior space of time is fundamental. Motor 
interactivity only establishes the first instance of the bodily relationship 
of the spectator with the current and immediate space and time in which 
he finds himself. But the images he sees before him in space produce an 
absence which prompts the activation of another regime of perception, 
another bodily relationship with the surrounding world. Plunged into the 
space of images, the spectator perceives them as presences outside 
himself, a flowing current which affects his body and encourages him to 
see time, this time, from a divided perspective.  

It is in this sense that André Parente’s work needs images from the 
world of film archives, from the history of art and fiction, as well as the 
current-day presence of seeing devices, in order to produce a vision of 
time through its relationship with the past for the spectator. In 1980, 
André made the film Na arte, nada se perde, nada se cria, tudo se 
transforma (35 mm, 18 minutes), which documents the exhibition given 
by Essila Paraíso A história da arte (FUNARTE, 1980). The display 



builds up the status of the artwork as merchandise, through the 
appropriation of objects. The voice-over narrates a history of continuous, 
linear art on the basis of objects that stood the test of time, beginning in 
ancient Egypt, passing through Greece and the Renaissance, to reach 
modern times. The irony surfaces when we realize that the objects on 
show are not in fact art works as such but trivial items as are to be found 
in any poster shop which reproduces paintings. These articles of 
merchandising will not have the staying power to tell their own story. 
Such a condition of art will always be excluded from the history 
textbooks, which the film makes explicit in the display of objects 
collected by Essila Paraíso. There is, however, another level of ambiguity 
in the film, present in the title: “nothing is lost,” on the one hand, refers to 
the sense that the sensations created by the work are lasting, and, on the 
other, “nothing is lost” because art has come to accept the temporal 
condition of its objects and thus “everything is transformed.” In fact, Na 
arte, nada se perde, nada se cria, tudo se transforma, produced in 2006 
as an interactive video installation, is a variation on the film which 
creatively adapted Essila Paraíso’s work. 

Marcel Duchamp seems to have condemned the art work to a singular 
brevity with his ready-mades, and from the prow of the avant-garde, art 
only professes a belief in subtle and short-lived effects. In discussing this 
lack of permanence, Harold Rosenberg identified the recurring 
problematic in the fundamental themes treated by Duchamp through his 
insistent practice of circulating reproductions of works. (9) Perhaps what 
Rosenberg failed to take into account in his criticism of Duchamp’s 
circulation of artworks was their vast capacity to survive in a 
contemporary context. In inverting its destiny in the direction of life, the 
work can divide itself through reproduction, translating its images from 
one format to the next, shifting its mode of reception according to the 
support and context in which it is presented. Appropriation, reproduction, 
collection, translation and transference multiply the range of updates 
possible and permit the artwork to be circulated in such a way that its 
power to stimulate remains undiluted despite its transformation. This 
potential for division, which modifies the superficial appearance of a 
work and the way that it is received, is a constant theme in Parente’s 
poetics. Many of his works have been subjected to differentiating 
transformations. Curto-circuito (1979, 35 mm, black and white, 14 
minutes) was originally made to be presented in a movie theater, and 
became a video installation in 2007 at the exhibition Situação cinema 
(Museu de Arte Moderna do Rio de Janeiro - MAM, RJ); O santo sem 
cabeça (2005, DV, 6 minutes 40 seconds) was transformed into a video 
installation in 2007 also at Situação cinema; Circuladô (2007) was 
presented as a video but also as an interactive installation. 



The past makes itself present in other works by André Parente: Belvedere 
(2010), a video installation filmed at the location of the exhibition Tempo-
Matéria—Museu de Arte Contemporânea (MAC) - Niterói—was made 
up of two parts.  

The first involved a projection of the landscape around the outside of 
the afore-mentioned museum, creating the illusion that a wall had been 
knocked down to allow people to see out from inside the windowless 
gallery in the museum. The second part showed a series of photographs 
of the Belvedere, a panoramic view point on the Rio-Petrópolis road 
whose architecture resembles that of the MAC - Niterói. Some of these 
pictures were taken from Internet, reflecting the recent and more 
glamorous past of the city of Rio de Janeiro. Others were from the 
present, showing an abandoned and run-down Belvedere. The work 
picked out the themes raised between the past and present of the 
Belvedere of Petrópolis and current pictures of the MAC, the museum 
and its exhibition spaces. But vision, with its illusions and deceptions, 
truths and errors, was also a clear theme in Belvedere.  

Other works by André Parente present the problem of the history of 
perception as knowledge belonging to vision, but only inasmuch as it 
establishes a form of artistic archeology chronicling this knowledge. (10) 
The 19th century, an era characterized by the surge of many inventions for 
vision and much varied research on the subject of optics, becomes 
significant in the sense that it was at this point when the foundations for 
modern subjective vision were laid. If we take the installation Circuladô 
from the exhibition Infinito paisaje as a parameter, we can better 
understand what this is about. In the artist’s website, he writes that the 
work, projected in 2006, was based on the “zoetrope (the ‘devil’s 
wheel’).” (11) To judge by the nickname subsequently bestowed on it 
(which the artist emphasizes using inverted commas, this zoetrope refers 
to the device invented in 1834 by the Englishman William George 
Horner, who wrote an article about his invention entitled “On the 
Properties of the Daedaleum, a New Instrument of Optical Illusion” in the 
London and Edinburgh Philosophical Magazine. In the first half of the 
19th century, other instruments of optical illusion were emerging, 
including the Phenakistoscope, invented two years before the zoetrope 
by the Belgian physicist Joseph Plateau, who studied the topic of 
vision related to the persistence of the image on the retina. (12) 

The 19th century seems to be a major topic of interest for the artist, to 
the point where he is himself encouraged to produce an instrument of 
vision. His visorama is, however, a binocular apparatus which uses 
software to visualize virtual scenes. Created by Parente with the help of 
the mathematics researchers from the Instituto Nacional de Matemática 
Pura e Aplicada (IMPA), the visorama is used in the exhibition Infinito 



paisaje in the installation Figuras na paisagem. This instrument of 
binocular visualization allows the artist to build different installations 
using a range of varying content and montages. In 2000, this device was 
used in the installation Paisagem carioca, presented at the MAM, RJ and 
also in the exhibition Situação cinema (MAM, RJ, 2007), where the 
images of the montage reflected themselves. During his post-doctorate 
research, Parente devised another installation with his binocular 
apparatus, Visorama-Lumière, which was to have been shown in 2005 at 
the Maison Européenne de la Photographie, had the device not been 
irreparably damaged upon its arrival in Paris. Visorama-Lumière is still 
awaiting the opportunity to be exhibited to the public. Using images from 
the Lumière brothers, the pioneers of cinematography, it harks back to the 
scenes that were so popular in the 18th century, originally made with 
circular paintings and subsequently with photographs. Louis Daguerre 
invented one of these panoramic shows, called the diorama, before going 
down in history as one of the inventors of photography.  

Figuras na paisagem, presented for the first time in 2010, is more 
explicit in its portrayal of the problem facing the observer. The 
observation of the landscape and navigation around the rooms is carried 
out using the visorama device, which allows one to zoom into the image, 
as well as activate video and sound tracks. The main rooms are a library 
and a Brazilian beach scene. In each, one can hear texts by well-known 
authors read aloud, such as Saint Augustine, Macedonio Fernández, 
Bernardo Soares (pseudonym of Fernando Pessoa) and Italo Calvino. 
Every fragment covers the themes of reading or observation. Reading and 
observation in the context of this work are understood to be actions 
carried out by the eyes, but which differ from mere contemplation in that 
the action of reading is an analysis of the conditions of observation, in 
other words, of the location of the observer-as-subject. We hear the words 
of Saint Augustine describing the silent reading of Ambrose: “When he 
read his eyes would travel across the pages and his mind would explore 
the sense, but his voice and tongue were silent.” The text by Italo Calvino 
(13) provides an even clearer pointer to the issue posed in Parente’s work, 
as this is about reading what can be seen, the landscape as the object of 
observation. In the words of the narrator, Mr. Palomar “decides to watch a 
wave and watches it.” The character “is not contemplating, because for 
the purposes of contemplation, one needs the right temperament, the right 
state of mind and the right set of external circumstances,” none of which 
can be verified in his case. Observation no longer assumes that there is a 
right position to be in before the image, because observation is more 
likely to be the act of making a reading of the landscape. (14) 

In Figuras na paisagem, André Parente places his spectator in two 
possible situations. In one of them, he simply watches through the 



binocular, but in the other he sees what the other person is watching 
through the binocular, as he observes the approaches and movements of 
the image that this produces. Observing as an act of reading is a way of 
seeing oneself in the act of seeing. Other works by the artist develop the 
theme of this “notional field” of the figure in the landscape. (15) The term 
“figure” in the title of the work is, in one sense, the body outlined in the 
landscape shown. In another reading, the word “figure” signifies the 
actual metaphor for the observer of the landscape. The work reveals the 
consciousness of the artist about the relationship between landscape and 
the development of subjectivity. The landscape is not merely part of 
nature, but a series of values organized into a vision which is anything but 
natural. Perceiving and feeling nature depends on a certain form of 
education which in the West hails from a genealogy firm in its embrace of 
the history of art, although not exclusively. As Anne Cauquelin says, 
“technology salvages landscape from a return to a nature in which it, the 
landscape, is its exact equivalent.” (16) Parente exposes the artifice of the 
landscape as a construct used to shape our modes of seeing and feeling.  

Another work by Parente, Estereoscopia, reveals his ongoing interest 
in that century which spawned so many inventions of optical apparatus, 
providing the context for the emergence of modern subjectivity and 
perception. In Estereoscopia, two figures walking down a palm tree 
avenue can be seen, one by one, as a construction of the shot reverse-shot 
technique trivialized by traditional filmmaking. The subject which is 
doing the seeing is made up of an infinity of images of the one who is 
being seen. The face of the person looking in the field of the image is an 
infinite repetition of fragments of the face of the person who is the object 
of the first person’s perception. This movement of watching and being 
watched in a subject which is continually dividing to transform itself into 
the other is endlessly repeated using a loop. The limits between the 
subject and object are left indeterminate in the ambit of perception. There 
seems to be a fluctuation in the image itself. Between the subject doing 
the perceiving and the subject perceived, there is a ceaseless movement of 
coming and going against the immobility of the places or positions which 
are themselves repeated and alternated. If the subject perceives from an 
angular position of perspective, this place, in Parente’s installation, is 
unstable, now subjective, now objective: a place conceived of as both 
dynamic and temporary, where repetitions and transformations take place.  

The instrument used for stereoscopic vision was invented by Charles 
Wheatstone in 1838 and later gained popularity as a photographic 
stereoscopic machine in the hands of David Brewster during the second 
half of the 19th century, when it became a mass phenomenon. (17) 
Stereoscopic vision creates a relief or three-dimensional effect, inasmuch 
as it of necessity requires binocular vision and consequently the synthesis 



of two separate images. Although the title of Parente’s work refers to the 
machine used in the 19th century, Estereoscopia also enjoys more recent 
references. In the world of technology, the artist perceives a link with a 
fractal image, (18) as the entire image is made up of the repetition of tiny 
fragments. But there are contemporary artistic references to be found in 
two other works familiar to the cognoscenti in Brazil. Especular (1978) 
was a video by Letícia Parente, which shows two people experiencing a 
stethoscope from both sides, a relational object similar to those proposed 
by Lygia Clark, in particular Óculos, back in 1968. Both historical works 
require participants to use pseudoscientific instruments to produce shared 
aural or visual experiences. In André Parente’s installation, the figures do 
not use instruments but rather the characters repeat variations on the 
theme of the phrase heard in Especular: “I want to hear what you are 
hearing from me within you” and “I want to hear what you are hearing 
from me which I am hearing from you within me.” The three works cover 
the issue of subjectivity as something which arises in the relationship 
with the other and in the indeterminate exchange flowing between inner 
and outer worlds.  

What can be perceived is that the references to the 19th century in 
André Parente’s work are only relevant in that they allow the artist to 
produce another image of subjectivity and new ways of seeing related to 
the contemporaneous nature of digital devices used to produce images. 
This is why his references also move in the direction of film, which is 
present from the beginning of his professional career. His first works 
were made in Super 8: A morte da galinha em Sabinopolis (1976), Mau-á 
(1977), Canoa quebrada and Fome (both from 1978). In 1979 he made a 
conceptual film in which the actual filmmaking device and its way of 
showing images were reflected. Os sonacirema (an anagram of os 
americanos, the Americans) is described by the artist himself as a fake 
documentary, in which the “spectators are the true objects of the 
film.” (19) 

Unlike his earlier works, in this film there are no images of any kind 
actually captured by the camera, nor is there any motion picture editing, 
as the film only uses black and transparent frames. The spectator is 
treated to alternating light and dark at a pace set by the film itself. Parente 
had also worked at the end of the 1970s with the Sony portapack camera, 
with which he made two videos with Letícia Parente, O homem do braço 
e o braço do homem and Onde. However, as from the 1990s, the poetic 
style of his videos took on a decidedly cinematographic slant. In 
Extremidades do vídeo, Christine Mello maintains that the language of 
video, something hybrid, impure and heterogeneous, is the correct 
medium with which to decode different experiences and creative 
expressions. As an impure or tainted language, video observes extremes, 



danger zones and creates links between different practices. (20) André 
Parente’s video installations seem to lean towards one of the extremes of 
this image-in-motion, becoming film themselves, particularly in the sense 
of adhering to the aesthetics of post-war film production output, whose 
characters are more seer than agent. (21) The reasons for choosing this 
style of modern filmmaking may be obvious, but it should be pointed out 
that the classical film works of the first half of the 20th century articulated 
images reminiscent of mimetic representation, recreating the role of the 
camera obscura within the concept of a transparent world vision.  

The images in Circuladô show bodies continuously performing circular 
movements and were taken from modern postwar film archives. In 
technological terms, they refer in a reflective way to the loop technique, a 
process often used by contemporary video installations, including Parente 
himself. The characters in Circuladô teeter on the edge of extreme 
situations: Corisco’s death, from Deus e o Diabo na terra do sol (1964), a 
film by Glauber Rocha; the trance of a sufi dancer from Bill Morrison’s 
documentary Decasia. The State of Decay (2002); the madness of 
Oedipus in the film Edipo re by Pier Paolo Pasolini. Trances, hysteria, 
madness and imminent death are deeply troubled states of attention which 
appear constantly in descriptions made by 19th-century psychologists. The 
problem of attention is entwined, although it does not concur, with the 
history of vision towards the end of the 19th century.(22) The German 
psychologist Wilhelm M. Wundt describes “attention as one of the most 
integrating functions in an organism.” The theories of the time 
nonetheless held that to reach the clarity and the sharp focus 
characterizing attention, “many other sensorial, motor and mental 
processes” became dulled. (23) Attention and distraction were not 
considered to be essentially two different states, but rather a dynamic 
process, a continuum of the ebb and flow of the focus of attention. The 
fact is that weakened attention and the fragmented and disjointed 
perception allowed new conceptions of subjectivity to surface. If 
voluntary attention could command the tasks and attitudes developed, 
passive automatic attention included the states of fantasy and daydream. 
(24) In André Parente’s Circuladô, images—at least those in Glauber 
Rocha’s and Pasolini’s films—belong to the regime of free indirect 
subjectivity which the Italian filmmaker described in his classic article 
“Cinema di poesia.” (25) In the free indirect regime of cinematographic 
perception, the attempt to make the objective world perceived by a 
unified subject is no longer possible inasmuch as the discursive act 
reaffirms itself as “a continuously heterogeneous system, removed from 
equilibrium.” Deferred vision is now divided among the vision of others, 
surpassing the limits of stability inherent to the positions of object and 
subject. (26) Circuladô highlights this heterogeneous vision of 



differentiated subjects as it adopts the images of three filmmakers and 
inserts them into the context of the installation.  

In Circuladô some images are documentary, other fictional. Even when 
we know into which genre they fall, this way of classifying things rapidly 
loses meaning. The truth about Oedipus, about Antonio das Mortes or the 
sufi dancer has nothing to do with whether it is fiction or documentary 
reality. The trance evinced by these characters pushes the perception of 
objective limits into a deeply-flawed terrain, allowing the meaning of the 
images to wander around aimlessly without giving them a set point of 
flight, or the right place for them to become stable. By promoting the 
trance-like state of the images, Parente contaminates both narrative 
genres, fiction and documentary. In fact, according to the logic of the 
classical view of identification based on precise limits, these genres 
correspond to two different perspectives, one subjective and fictional, and 
the other objective and documentary.  The logic of contamination, on the 
contrary, dictates that the trance must lay the ground for a new 
subjectivity and hence a new model for vision. To see the world as a 
pattern of references signifies activating the power of a non-mimetic 
imagination able to build untruthful descriptions of the world. The trance 
state of these characters, the whirlwind of images, both create an absence 
of the immediate present and envelop the spectator in virtual images of 
modern film. Plunged into these absences of the present, his attention 
perturbed and fractured, the observer-as-subject is transformed. He leaves 
behind the simple sensory-motor play of interactivity using his body to 
activate the lever in order to interrupt or substitute the images projected. 
In this way, as each automatic repetition of the interactive movement 
takes place, the spectator gradually loses his location, his position and 
focus. Little by little, his attention becomes unstable, transitory, like that 
of the characters themselves. The conditions of an untruthful perception 
have been created. The world is not the external object of an internal 
vision. There is no room to build a truthful representation. Neither has 
vision become independent and broken away from the referential reality 
of the devices, as was the case in the 19th century. Referential reality is 
present, is now, related to the body of the spectator interacting with the 
instruments at his disposal, acting like a machine operator. But now, 
affected by the perturbations of trances and madness, he discovers a 
world lying between documentary reality and fiction. Between these two 
generic forms of the image, there is another dynamic and temporal 
dimension of continuous transformation.  

The divisive perspective of vision proposed by Parente’s video 
installations is even clearer in the work Entre-margens. This is an 
installation in which the spectator stands between two images. In one of 
them he can see a river, in the other, land. This is reminiscent of the shot 



reverse-shot concept. But here, who is doing the looking? The body of the 
observer, placed between two images, is present and active, but what he 
sees in the two images is his absence. In fact, if the water of the river is 
what can be seen in the field of vision, the reverse shot does not show the 
subject perceiving them: he is not in the picture, he is somewhere outside 
it. Active and present, the spectator comes to realize that he is himself the 
outside of the image, that which seeks incessantly to be within its 
margins. The installation includes the murmured account of the story by 
João Guimarães Rosa A terceira margem do rio, the story of a father who 
sets off in a canoe while his children and their mother await his return. 
But it is hard to have a clear idea of what really happens in this classic of 
modern Brazilian literature, for, as the narrator says, “our father never 
came back. He had never left.” The father of the narrator “only carried 
out the invention of remaining on the river, between its banks, always in 
the canoe.” This is a description of a time of waiting when everything 
seems to stand still, where time passing also comes to a halt. The two 
images of Parente’s installation create this experience for the spectator, 
caught between the flowing water and terra firma. In this video 
installation, the spectator is not constituted as something internal, yet he 
is within the interior of this space-time. The solidity of the land dissolves 
into the infinite distance. The landscape moves. Between the river and the 
land which become each other with a single flowing motion, the spectator 
is caught in the unsteadiness of a perspective, torn asunder by land and 
water, and thus discovers the virtual dimension of his present. To perceive 
is to feel one’s body in the present, but the present is a complex moment, 
enveloped in presents which pass and pasts which remain. When the 
spectator sees the projection before his eye, the one behind him has 
already changed. This repetitive fluid state creates all the instability 
needed to bring about new forms of perception. The spectator’s ability to 
see becomes the potential to embroider the fabric of the present.  

The archeology of perception which emerges in André Parente’s works 
in the guise of a return to the 19th century is required to articulate the 
discontinuity of the way of seeing the contemporary in relation to the 
modern vision which separated from the body and drew the referent into a 
state of absence in order to build its abstract images. In post-modern 
times, the referent is considered to be fundamental. André Parente 
recognizes the importance of the body and the referent for the production 
of his video installations, but does not return to the notion of vision as the 
interior of a subject, bound to the model of the camera obscura and its 
aspirations to transparency and objectivity. The untruthful vision of 
Parente’s installations belongs to a body which interacts with the space of 
the installation and finds itself immersed in the interior workings of time. 
This is a body with no fixed abode, unlike the one from the movie hall, a 



body which can, through movement, develop a relationship with external 
images as if they were its own sensations. This is a subject which begins 
by interacting in motor fashion and ends up by discovering the virtual 
time of image-time. 
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