Gianluca Codeghini: “Conneries”
The strategy of distraction: we stop listening to the person that has been talking to us - or we look away from the book we have been reading-  and look out of  the window.

(Is this the sense of  “perspective as a window” according to artists, or at the ones who were more  critical about the interference of supposed scientificity already at the very beginning of modernity, of art history  in its modern meaning?)

This gesture does have a meaning: attention, indeed,  immediately sharpens. Maybe we have  been looking at a familiar image: unattractive or ordinary as it might be, we would immediately notice every detail or hidden pattern, the most unexpected correspondences , the most original metaphors, a cross reference we would have never thought of. 

If something is happening across  the window-pane it’s easier to get lost in that situation; getting back to reality, then, is slow and a bit disappointing. 
What happens on this side of the window? We can’t help noticing somebody near us who starts looking out of the window  and remains engrossed with enviable intensity. It is, first of all, a question of looks: looking out, indeed, is looking ‘outside everybody else’s looks’. Indeed, everybody  looks in the same direction - as it happens in class, at a lecture or a show-  or at the camera (as the photography lingo goes); or again, the network of the onlookers’ gazes interconnects all of them or links them to a given situation... all except one!
Let us now go back to less remote origins, such as Impressionism. How about having modernity start from, say, Degas’ Cotton exchange in New Orleans? We are impressed with its numerous characters, each of them being on his/her own:    their looks or actions never cross. Such is trade... anyhow: no story, no psychology. The same in many other paintings, in theatre scenes, where somebody is always looking elsewhere (so in Renoir, maybe recalling  Manet’s Balcony), or in the renowned Absinthe, by some regarded as the manifesto of the existential-psychological condition.  This painting features two different looks: the woman’s is lost in the emptiness and the man’s goes out, distracted. (talking about genre-painting bistrot scenes: Manet painted a curious version, featuring a little family, where a little girl looks out of the window and ‘the outside’ is the specular reflection of the sign cleverly shown on the glass behind her).

Right now two things (two couilles) come to my mind: first of all, Codeghini’s blurring of conneries and the relationship between image and text dominate the story (or shall I say history of art?)  I have been telling .Secondly, this story itself tickles my curiosity because I can’t come up with any other historical references (ma faute!) to his works apart from the aforementioned  “impressionists”. (Maybe Codeghini’s strength lies also in his not looking at the art history, others’ art history, to create his own art. Maybe this is also part of his works: he looks outside in this respect, too).

For others, thus, the person looking outside breaks the continuity, the plot of the situation and forces to reflection, thus creating a reverse proportional effect upon other people’s attention and its direction.  This doesn’t mean we will look outside, too: this person sees something which we won’t.  On the contrary, we will realize there is something worth looking at inside, on this side of the window.  This person’s concentration makes him/her look sad, contradicts  his/her looking outside and  has  us focus back on him/her. What shall we do to draw his/her attention and have him/her here again? 

Codeghini uses the action of looking out as a strategy, fiction, or rather pretence: a ‘connerie’ to trigger this mechanism. A character is looking out of the window, searching for ‘revenge’, waiting for somebody’s move which will allow him/her to come into play again. Isn’t wait the core of this strategy ? (Duchamp, you might well remember, wrote a manual of chess about it) “Pretence” is the rhythmic scansion allowing to deduce one’s own position and own subjectivity  through somebody else’s move (let us forget about much talked-about identity: let us rather think of the black or white card on our back, which we cannot see but can be revealed through people’s behaviour, as according to Lacan).

The connerie – the image of a gesture – remains a gesture (the most ephemeral one: a look), an event happening while waiting, causing a reaction, becoming a go-between, a stimulus, a relationship  (a variant of talked-about ‘relational aesthetics’, from which Codeghini has lately withdrawn after  making sure of its inadequacy, formalism or better to say, pretence in an adjectival meaning, availability, ideological danger if not even political risk  - or is it just my opinion?)  
Strategy is necessary nowadays, in an era of complexity and need of real humanity, in an era of complicated situations and behaviours...not only in art. Isn’t it? Look, attention and comprehension are raised to the N-th power: we can, and must,  pretend to pretend, or do as if it were pretence obtaining an advantage over reality. Otherwise…otherwise other people’s response – together with its effectiveness and the truth itself of the artwork- will miss the mark and distort the meaning, believing  to be successful  but in fact just nourishing imagination. 
Just as it happens in the ‘games’ invented and set by Codeghini, where nobody must win and nobody can lose, strategy is for wiping out the traces of the beginning and for not illuding about a possibile ending. ‘Let ourselves be endlessly followed’ says the artist. ‘endlessly’, in this case, stands for  ‘without stopping or ending’, but also ‘across infinity’, ideal place and dimension of the artistic event: the place where the eyes of person looking out seem to be pointing at but actually turns out to be on this side of the window.  
The other pilot connerie of the series features two girls sitting at a table, concentrated upon what they are doing. One is seen from her back, the other is ostensibly raising her arm: they are both posing. It’s a ‘self-representation’, the practice of the awareness of being filmed, inner form of pretence. On the other hand, there are two people now: a relationship is in act. The wait and the ‘outside’ are indicated by an empty chair on the left and an open door on the right (they are maybe also the beginning and the end, as the former is empty and the latter is open). 
What are they doing? They are probably reading a book: the act of reading gets ‘in’ a book, receives the reader’s look, flowing along the lines, never stopping, ending a page and going to the next one. It can also skip pages, go forward and back, maybe at the expenses of the story (if any) or any other element, but... 
Can an image be read? Here’s another metaphor originating from modernity. And then they say that ‘conceptual’ art is a side road taken by  boring, picky deviationists! Now anyway image and text are on the same visual and conceptual level, as what matters is between them.  
Maybe the two girls are playing one of the games invented by Codeghini (irony is another strategy of diversion), such as, for instance,  the series of games set in a public library : messages written on the page margins or between the lines of the books on loan, or book swapping. 
Here again, Codeghini’s strategy (in its formal meaning, too) is clearly revealed. Images are digitally manipulated photos: this literally means  getting ‘in’ the image, integrating in, editing it, inserting a text, taking out, taking off, adding, layering (digital photo editing indicates the outside of the photograph). 
(And again… – by the way, are my asides disturbing you? -  the shots taken at roll end, when we burn the last frames to kill a roll of film, can be considered as a margin, as the outside getting back on the inside...) 

Here again, time is added to the frozen moment. There’s no connerie without time. Each strategy is marked by a move: the first one has got lost, the game has already started.  Your turn now.
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