
Infinite background 

If we remove an element from an infinite set, how many elements will be left? Contrary 
to what might be expected, the answer is not infinite minus one, but the same number of 
elements. The concept of infinite was incorporated to Western Mathematics in the 17th 
century as a tool to solve paradoxes such as this, persistent in the fields of calculus or 
set theory. With it, it becomes possible to theorize about limits, speed, and acceleration, 
opening the door for the great Physics theories and the evolution of mathematical 
equations. Before that, in Theology, the notion of infinite already served the design of 
the imponderable, of the eternal and transcendent, particularly among monotheistic 
religions. In European art, the infinite would cause the emergence of Renaissance 
perspective and the use of the vanishing point, which is nothing more than an imaginary 
realm located somewhere on the infinite horizon.  

More recently, the notions of expansion, which appeared in the post-war visual arts – 
Gene Youngblood’s expanded cinema (1970), Rosalind Krauss’s sculpture in the 
amplified field (1979), Peter Weibel’s future cinema (2003) and Katia Maciel’s 
transcinemas (2009) –, are ways of questioning the hegemony of the artistic or 
cinematographic form, blurring its boundaries and opening it up to other fields of 
knowledge. In the audiovisual production, the infinite would become less improbable 
after the invention of the loop – a post-production process that leads to the ad infinitum 
repetition of a film or sound fragment, causing a time suspension effect –, which 
changed the dimension of the contemporary cinema.  

As artists who investigate the filmic narrative evolutions and involutions, Katia Maciel 
and André Parente invest continuous and persistently towards the overcoming of 
language structures. And they do so by using the loop edition of mono-channel or multi-
channel videos, as well as utilizing interactivity in their video-installations or often 
resorting to continual and cyclic corporal actions.  

The infinite applies to Katia Maciel and André Parente’s research when they embark on 
potentially repetitive situations that can be either continuous or expanded. These 
operations highlight not only the philosophical, but also the mathematical character of 
their production. Thus, the choice of works for the exhibition +2, at the Caixa Cultural 
de Brasília, point to a convergence of art and mathematics both in their individual work 
and in the cooperation between the two artists.  

When choosing individual works, but also promoting an intersection of two sets of 
works, the exhibition is organized as an elementary mathematical operation. In set A, 
André Parente; in set B, Katia Maciel. In the intersection of two sets (A/B), the works 
done in partnership behave like windows that open up to more advanced Mathematics.  

Set A 



In Trilhos urbanos [Urban tracks, 2011], the image moves in a sequential way, 
seemingly in accordance with the linear principle of the cinematographic language. 
Nevertheless, this conviction automatically crumbles when one understands that the 
movement of the image is activated as the spectator shifts positions before the work. 

André Parente’s installation has two moments: when it is not being physically seen by a 
visitor, it remains in a “dormant” state. In this stage, it consists only in the projection of 
a still image. But the cinematographic project is activated when a body enters the 
installation’s sensorial field. At this moment, the moving image is superimposed onto 
the still projection, revealing the opening of small windows that move in a line, as if 
playfully chasing the visitor. 

In this interactive installation, the concept of opening windows is antagonistic to that of 
Renaissance painting, where the window designated a mimesis of reality. Here, when 
spectators notice that the moving image behaves as a trail of their presence in space, 
they understand that the image experience will never be the same in this work. The 
resulting film therefore reproduces the idea of infinite.  

A researcher and manipulator of optical phenomena and devices, André Parente chose 
the name Estereoscopia [Stereoscopy, 2006] for an installation that muses about the 
mechanisms of image formation. The term denotes techniques that use man’s binocular 
visual mechanism to create a feeling of depth in two or more two-dimensional images 
of a same object, represented from different perspectives. But Parente subverts the rule, 
and this work – the second in set A – comprises two images of different objects, 
represented from a joint perspective. These images consist of a couple (A+B) in shot 
reverse shot photographs. 

Although the installation introduces videographic images that initially are two-
dimensional, the plane on which they are inserted is eventually penetrated by a zoom 
that keeps rapidly moving deeper through the faces, to the point of revealing the 
peculiar matter of which they are made. They are made of neither pixels (digital 
photography) nor grains (analogical photography), but of a fractal matter, that is, of 
multiple micro images of the other person’s face. Initially we are on A’s face, then we 
dive until we reach B’s face, arriving again at A’s face. And thus we go successively 
from one face to another, without cuts and in a continuous fashion, in infinite zooms.  

Set B 

Desarvorando [Deforesting, 2005] is a counterpoint to the Renaissance window. Here 
the reference is more evident – as the work consists in the image of an open window 
projected against a wall –, but no less dismantled than in Trilhos urbanos. Katia Maciel 
opens up a window not toward the imitation of the real, but toward art’s successive 
attempts to deconstruct/reconstruct the world.  

What is unveiled here is a gateway to the abstractionist traditions of the 20th and 21st 
centuries, in which the artistic object is always thought as a construction, a concept, or 
an abstraction, never as a representation. That is why Desarvorando – a video-



installation that features a set of trees that is deconstructed and reconstructed in the 
eight niches of a window – is as close to Mathematics as it is to Architecture in regards 
to its constructive process and abstract reasoning. As in Russian Suprematism or 
Carioca Neoconcretism, this work, like others by Katia Maciel, uses Geometry to 
investigate the behavioral structure of the image. 

The same principle of bewildering, upsetting, disorienting, and modifying reality is also 
present in Arvorar [Foresting], an interactive installation in which a still landscape 
moves as visitors breathe into four suspended microphones.  

Set A/B 

In addition to the emphasis Katia Maciel and André Parente individually place on 
windows, landscapes, and optical research, the intersection of sets A and B contains 
works they have done together. In these works, the mathematical inclination towards 
abstract reasoning becomes even more evident.  

The exhibition +2 (2009) astonishes as it redeems the use of perspective (which had 
been entirely deconstructed in the individual works displayed in this exhibit). 
Perspective is clearly featured in the video scenery – an overpass that advances towards 
the sea –, in the camera framing – which emphasizes the pier in the center of the frame 
–, and in the artists’ action – which evidence field depth, as they successively lay down 
towards the infinite backdrop. 

Here, the video acquires the dimension of a sheet of paper, where Katia Maciel and 
André Parente carry out, with their own bodies, the experience of drawing. The same 
happens in other works within set A/B, which always offer themselves as sketches of 
graphic patterns.  

In Pontes de árvores [Tree bridges, 2012], the Renaissance infinite drawing disappears 
in favor of a form simplification. The corporal pursuit of the vanishing point is 
abandoned, and the element that stood out towards the horizon (the overpass) is 
replaced by two lines that are drawn on the frame in parallel fashion (coconut palm 
trunks). Activated by two bodies that use them as bridges, these semi-straight lines 
connect the earth and the sea, pointing to geometrical abstraction research, which has 
the point, the line, and the simple geometrical shape as constructive elements.   

The triangle is the graphic pattern evoked in Céu de telhas [Roof tile sky, 2012], in 
which the couple joins forces to keep balance on top of a roof; and the circle is the 
graphic pattern drawn in the video-performance Dança das cadeiras [Musical chairs, 
2006], both filmed from above, so as to evidence the geometrical intention of the 
actions. Although it performs a simple mathematical operation – the subtraction of 
chairs during the traditional children’s game –, the video Dança das cadeiras becomes 
an intensely complex and abstract situation as the chairs disappear and the two artists 
continue their circular trajectory around the nothingness. 



In this succession of blind but intuitive movements, the two artists arrive at the 
interactive performance Contorno [Contour, 2011], which registers the precise instant 
when reality loses its materiality to become image. In the pencil that chases two bodies 
moving through space, the impermanence of the real is compensated by the drawing. 

If, as Jean Pierre Bourguignon  states, “A mathematician, like a painter or a poet, is a 1

producer of patterns,” Katia Maciel and André Parente dedicate themselves to studying 
their variations and formulating conjectures about the permeability and malleability of 
these patterns in contemporary life. 
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