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To Save the Phenomena

For Salvatore Puglia

appearcd in the journal Contretemps no. 1 (Paris:
NSLTLON., L’ﬁxge d’Homme, Winter 1995): 1423, together
“=-mographs of works by Salvatore Puglia in the following order:
“o57. 148 X 102 em, watercolor); Tntus ubigue (1986, 50 x 64 cm,
o0); Als Schrift (1987, 70 x 100 cm, temperal; Hors d'attente
* 110 cm, watercolor); Présages (1984, 24 x 34 cm, water-
== Indian ink); Croce ¢ Delizia (1986, 20 x 28 cm, watercolor);
108283, 24 x 30 cm, inks and paper collage); Aurora (1985);

~ ~=rroso (1988, photograph),

- ~oingsome work as a researcher in the field of history, Salvatorc
"7 1953) began exhibiting his montages in 1985 at the Galerie
bourg. Since then, his activity as an artist has always in-
tions into the documentary sources of images, in keeping

i5

-:ce that considers history’s traces as matter to be transformed.
= el with his exhibitions, he has published texts in the follow-
s Quadernd storicd, Deétarl, Linca d'ombra, Revue de Litrcra-
iz, Vacarme, Lo Sciacallo, Mediamaric, Issues in Contemporary
=2 Aesthetics, and Any. He has edited the collective work g

cint | Leaving Pictures (Salerno, 1999) and organized two ex-

[conografie transitorie” (Rome, 199g) and “Memoria e storia”

L)

s Y

“= ohenomena” (s6zein ta phainomena), or else “to save the appear-
phrase is attributed to Aristotle, but he probably never signed
ns sa lettre méme]. One should one day (but when?) revi

“ o= of wreributions, as one says or docs in painting. bur this time.

efit of hindsight [selon {aprés-comp], with regard to wha

3C Dl
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Figure 3 Salvatore Puglia, Vied'H. B., 198283, 22 =

30 cm, ink and collage on paper. Courtesy of the arns

philosophers actually say. They will have signed some rather 2o
philosophemes.” Sometimes the philosopher writes for this Blimsas

future perfect to the future perfect—in which he would ke s
having said more than he seems to have believed.
Commenting on the De Coelo, Simplicius transcribes this &

able formula, “to save the phenomena.” in Latin, a langua;
when we venture a hypothesis about an Italian painter: salzare sosSSSEEEENNNNINII 5 Sicr Ssncs 10 Daimes
salvare apparentias. One often relics on it when speaking of =
precisely; one that, whether true or false, but preferably hardis

still useful to predict, calculate, even explain the effects, after the S
coup), anachronistically, at last to render an account of [rendre comms

appears (phainomenon), in the radiance of the phainesthai and the =

of the visible. This will be a bit the purpose and above all the in rd as Ariadne’s thread

what I am abourt to attempt now, the randomness of which increas B —=ar we shall hold loose

my hypothesis from the fact that the sayable herc scems to belong - =15, with a somewha

- . E TR i . ~ O B I wsE . At -
ible and, always inscribed in its time, would not be able to justify = et [il faut] at once, at 14




. busy as he no dou

SO0 OUF OWN W

the gift, the

intability |le

n Gre A hypothesis could guide my

an event that would perhaps n

1 it exhibits its language. Or, 1

e who takes the risk of ben vthing
d Roman still save® What salvation can be

other forms to the

put it otherwi ow to keep
tor that very thing that

at work a
just as the ash is in the urn. W
s thread through the & of this
' ar,
rd, we

st [il faut] az on c 107 en and heard. Is
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there a being-at-the-same-time (hamz. - = =
once of this nause?

Ashbox, one of his English words, 1s the =00 00
Salvatore Puglia, an Tralian painter no dooe o

name indicate, from Rome, I think, but whoss w00

prefer puts to work, various foreign lanzuzzec

sometimes English. How can one paint in == o _
painting have to do with translation? Withz ===
ger consist in restitution, according to apodos- o
become in painting? It is too early to ask this.
Ashbox is not only a title on the edge of the oiovas
of the word are also inside (intus), in the pictur=. = w=i
below the man, a small man, the small bit of 2 === Lo
|entier] 1n short, in what could make one think. ===
(imtueri, but this is also merely an intuition on mv 72—
body, psyche, and language thus comprised, if nor <2 =2

(abigue), outside and inside (intus)—therelore alrezacr =

just thanks to the word, whose body can no longer == = 3w S
space, to the word that thus gives place to be thoughs & 4 m_‘:nm e
ashbox represents just very little, but at once the buriz == —_—
mortal remains [dépouille], a sober pavan for a dec u: ———
words, for a painting whose words speak without sp 2 s Tt o
quictly, the artifice of a limit between the inside and the e
“inside” and the word “outside,” the body and the soul ==« i ———
side and the inside at the border of all language. The proper sume ol
as we'll see. And when we say the outside of discourse, we — 4 = N —
external appearance but what exceeds it absolutely, Metons— | R

the holy sepulchre in the painting of the twenty-first cenrurs

can give the limit, confinement, exclusion, separation to be thow o

saves while losing its voice. Ashbox is obviously a present, but iz S &

anything that presents itself. It gives itself out of time just as the o
does its work, the only condition for a gift, if there ever is any: ==
crypt of what never returns, the selfsame ash loves me |z cendre = o —

How to save thought in painting? But how to save thougzs =
painting? Just by the word? One wonders whether a painting — = . -
divest itself [se dépouilier] of letters, if not of the word. : Ef : }

The words steal away |[Femblent]” One believes in their sime oo = i = =d
By themselves always they feign the proper name, they emblemanzs S e N :

unheard-of of the very thing that holds for one, only one [un seul, une was
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—hlent] without assembling |sans (se) rassembler]. 1n

_ hemselves and are shared, they no longer identify
v, because while Jooking at us, they resemble one an-
=z - they do not sound, they look like words.” which does
- resounding. One thinks them at last because one no
- -+=m. They dislocate their own duration as they say the
~<= t0) place [donnent liex|, they give this place in silence,
< 0 keep quict all of a sudden while exploding when it
—-no. as one says with words and as one should from now

hen the intruder lintrus] explodes into (infus) the mute
= when itexplores it curiously, with the anxious curiosity’

+ants to save that of which he divests himself. It explodes
well almost, to expose itself,

- .llowing painting any longer,
Ling, invoking in it the implosion of the very voice that

-~ while giving (rise to) place.

Nest—ce pas?)’

- 4o we not,* the ashes of such an old history, when with
o.S. and P.* the thinkable or the intelligible (noeton) was
ure of the visible (eidos). A figure that may not be a meta-

whose appearance must indeed be

—.-=ly apparent paradox, and

- +he condition for what could be called “logonomy,” the very
. S. and P. had thought thinking under the law of daylight,

as not cphemeral. It will last until the end

orical assignation w
give us to think while

ch. let’s not forget it, does not merely
Bt = I _not only engenders but also burns and reduces, will reduce
: ot e the ashes of the eidos? What's new under

- - = ashes. Can one sav
S. or P.? The question will resound on its own in the night of

3 SETHCC

uict, but at the heart of a howl. They are mad-
e just lost the normally so-called
ild: either in their alphaberical

rds seem to keep g
1¢ the finger at reason. They hav
- function, now they are running w
¢ in their graphic relentlessness, in the aphony of the line. But the
4 the line can no longer be heard, they no longer reflect each other.
- out of tune [se désaccordent)|, they are discordant with one another
<tly (Dike: Eris). The normally so-called discursive function. the old
—bility is not really lost, the “deccased” [l défunte] is safc and sound

_—wvor gone astray in the Jandscape, a still eloquent yet deposed ruin.
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Pompeii lovers, their sublime graffiti, A monu—-= =

of what saves decreases in time |en mesare|. Mo -

So it sounds [On divair

., does it not?#

Such a work can first of all be read, can it nor.® oo o — )

the old couple: not to S. and P, but to Dichtung uns W 1 - s -
better still to Dichten und Dienken, to the alliance of sl - -__ : =
This alliance could be sealed only with the advent = s - . =
The poetic is what gives us to think language in the plass . e e B .o Ll
lute idiom, that is to say, the proper name, at once calls “ il _— __ Py _
lation. The poem is the untranslatable, the signarure = = ot =l s
the singular event in what this or thar metaphysics wooi s o e _ g
body of the letter.” - c" o LI

Admirtedly.

But this untranslatable is never absolute between lanzas
only between language and nonlanguage. It is this untrans! ;
the thought of the poematic itself, that the inscription of Iz - -
in nonlanguage, can deliver at last, give, if not render
will give one to think the essence of poetry, the untrans

thle] history of a proper name, as a certain putting into work <= s — =
mute space of painting can attempt, if not definitely achieve.

~+r binds the name i

. :nscribes the other. Doss £
. = o hes: b1 cives himselt over t

words’ sunorous visibility. Yes, rthis is what T wanted to say: thes gl bl cive

also painters of the family of the one whom I am speaking abows The el =

sence of Dichten/Denken is to be thought in space, isn’t it* it sra

You will say, won’t you® well, this is what poets do, they <=

iphy, impression. 1me

inclusion. He tvpss

out “before” gathering in the ashboxes of spoken poetry (Ashboxe:

= noun “name” for exas
title of a series exhibited in 1988) . ..

- the righthand bottom <&

o the name's noun seems

: ; T . “rackets to the thing's noun
For it must be said, as long as the multiplicity of languages. Bz=e gem Drackets ¢ _‘71 g
' . : yoe always preceded said nscript
word, as long as the tower is held in language, as long as it enzom e T 2iways

toure| and surrounds itself with words, it leaves beyond reach the —u
less gravity and the disconsolate chance of space, of space played
time, forever: the absolute untranslatability of sight-speech [parole-

el =iven place, and opened itself ©

: vhatis alrea
2ol . _—-_.accordmgEO‘\hd“S

= . E . - angu
vis) o .+ Latin, and Germanic lang
of time, of writing as such. And, therefore, of such and such a pProper nasme
this one. As long as it entowers itself, as long as it rises in the midst oF =

word, in the element of the hearing-onesclf-speak, it has time. It gives it

iR =

reexisting form or boxin whico

o —-nrents of words. The boxing-in

i = fjon of an
-_iropens in the penctralio
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g0 around [ faire le tour|. Tt has history on its side. and 1
:aslation, A mon ument of nostalgia, Phoenician too, like the alphabert,

raises [éléve] the hardencd ashes. Tt raises them (like those children
7= taught to read history) and arises from [reléve de| their scattering.

20x is something else, Absolutely untranslatable. not because it iy
4 Proper name is pronounced. is it not*) but because it keeps words
-= words. In itself bur outside words, this funeral urn suspends man
“emory of letters thar exceed him, downward, with al] their size,
oft in the colored matter of a language, the English language, the
e conhined in the heart of the thing, the ash box, the other thing
‘peaking about: in the ashtray of language, the selfsarnc dust loves
Toc est meum corpus: without soteriology, without dssumption, sec
ZXING 1o you, see my name backward. ¥] sce myself dying” does not
= quite the contra ry, that never, never ever, never in full da vlight do
self dying. Each time ] see you, for example, 7 2now, [ think thar I
atone of us both will see the other one dyving and never will we dic

" as we do—therefore—of this very knowled ge, at cach moment,
~ ol I see that very thing—that [ see permanently, such is the eidos of
“==ds thinking, is it not:* the loseqgpe aronce, in one single noun thar

o Losesave whe?

=tore Puglia, for example. But how 10 aim? How o sec the unique-
“his example without losing it immediately in the generality of 4 con-

what binds the name 1o intuition or the logos 1o the cidos? Sal-
“uglia inscribes the other. Does he really inscribe, S, P? Apparently,

umself gives himself over to Inscription: incision, insertion, stamp
- 'wpography. impression, imprint, mark [griffe], graft [greffz|, par-
===l clause, inclusion, He types the voice, the verb, the word and the
¢ noun “name” for example, and in Greek: see onoma hetween
=10 the righthand bottom corner of the watercolor Znsu ubique
where the name’s noun seems 1Ot to oppose but to associate jrself

ackets to the thing’s noun (pragma) i space, in the site that seems
= zlways preceded said i nscription of the saving [ladre inseription du

=n place, and opened itself to the i or to the jnrus of penetrating
= according to what is already 4 European sctup (the triangle of the

—atn, and Germanic languages). No, space does not precede. It is
“=existing form or box in which one would confine the verb's tense o
~z=nts of words, The boxing-in lemboitement] is born of intussus
oens in the penetration of an intuition through the generalin
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