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the meaning of the light which permeates the usw&er
is only exact in silent thought
like in the emptiness, which is not a vacuum
there nothing is missing
everything arrives on time.
as one writes one reads, but when one reads or@selfloesn’t write
one inscribes oneself
on the spirit.
the sound dimension of language loses originaldorc
to the force of being used as a mere tool of netati
to the force of being fixed by the writing, necesalear to make sense,
to the force of the safety of discourse, of eleganicstyle
of rules which seek out effects
which infect the meaning with those affections
yet are impotent before the enigma of the phonemes
which can only stutter, when pronouncing upon Lofe.ove on Death, on
Meaning...in short on everything.
As everything is equally important.
Manuel Zimbro, Clods of Earth, notes of a tiller to find heawwrd earth

Abstract This paper aims to reflect on Thomas Bernhard's€hdke Loser Glenn Gould
and his performance of th@oldberg Variations and blind drawing The experience and
understanding of the creative process in Thomashzed's work and in Glenn Gould are
similar while remaining unique and individual; as blind drawing, there is a process of
sharing, through experience and understanding, grtmse who propose to undertake blind
drawing exercises. However, the route that is dfeasoribed on the paper is always a
journey that concerns each individual alolethe reflection undertaken, literature, music
and drawing (my area of knowledge) establish amtiat stems from an aesthetic used to
analyse the creative process. Walter Benjamin aastdd Bachelard support and uphold the
aim of engendering an image situated between thé& aond the creator: the medium —
transparency and opacity. The conception of arthis case music, as the main element in
The Losergives rise to a plot involving characters, writand performer, which, in its
reality/unreality, unites the work and the creatdhe veil that reveals the dual participation
of fear and desire: art as language.

Keywords: language; blind drawing; desire; fear; transpargopgcity
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1. Introduction

Thomas Bernhard’s workhe Losedescribes the relationship between three friends
— Glenn Gould Wertheimerand the narrator — and music. They meet in summer
Leopoldskron, in the piano classes of Professmrowitz of the MozarteumGlenn
Gouldrepresents talent and geniMgertheimeris the loser — a piano virtuoso who is
unable to live due to the brilliance of his frie@tenn Gould.The narrator is also a
virtuoso. However, in realizing his inferiority comparison to the impact that Gould
has on him and olkVertheimer— which destroys them — he abandons his musical
career and devotes himself to a new life as a wilteere is an element of unreality
arising from the fact that this is a literary wdhat belongs to the world of fiction.
Nevertheless, it is a work that intersects witHitgat brings together Bernhard and
the narrator, Bernhard and Glenn Gould, Glenn Gauid Glenn Gould and,
ultimately, it enmeshes the characters, authorpanfbrmer in a plot woven between
life and art. Thomas Bernhard admired Glenn Goudd,only as an artist but also as
a thinker. In the work it can be seen that Bernh@ags a sort of tribute to Gould,
from the real/unreal link between Glenn Gould &lednn Gouldto the way in which

it is written, with no transition between one s&wct and another, as if it were a
musical composition: it creates rhythm. Like tharatr, Bernhard also studied
music at the Mozarteum and abandoned his carefailtov a second calling as a
writer. The Loseris a dazzling work since it is not only a literamprk but also a
kind of sorcery that operates in the gap betwefenalnd art, unreality and reality,
transparency and opacity, as well as being a viduabatise on the life of Glenn
Gould. Interpreting and arriving at a work of amtthis case a musical one, triggers a
plot that, in being created, is the inscriptionaofirawing in which fear and desire
make up the constellation of characters. On the lared, the connection created
through the expectation, anguish and awarenes$ieofs¢lf and the work, hope,
abandonment, despair and, on the other, the immsamssbility, passion and trance-
like state that exists in the communion between bbadies: that oGlenn Gouldand
that of the Steinway. My reflection stems from #atienship between literature
(Thomas Bernhard@he Losey and music (Glenn Goulthe Goldberg Variationsas
rhythm, isolation, discipline and attention thag aiso characteristics of my creative
process: drawing. This paper therefore proposegterate an image which, being
unique, belongs to everyone because of the wayhichamhe threads of the story
become entangled in Bernhard’s work. As in drawititg lines that cross and
uncross and are linked and unlinked on the papethe image of unreality/reality
and of the invisible/visible. Ultimately, the fiqative image on the paper is always a
document and an individual record: art as languaberee aspects will be
considered: language and interpretation, the diaithlives every day in each of us
and the translation/impression that, inside andidatof the body, reveals the dual
participation of fear and desire — transparencyapatity.

2. Language: translation and drawing.
According to Hannah Arendt:

(...) what comes clearly to our eyes as an end $&eedo understand as a
beginning whose deep meaning we aren't able teehppd yet. Our present is
emphatically and not just logically the suspendenhtpbetween a not anymore
and a not yet. (ARENDT 2001)
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As | see it, the language used by Glenn Gould ierpmeting theGoldberg
Variationslies on this point, suspended between the ‘not amgirand a ‘not yet'.
The ‘not anymore’ concerns the fact that he is jst a pianist reading a
composition by another author but Glenn Gould hims8ould develops and
understands Bach's original language and interptets his own translation: he
creates movemehtGould's interpretation and translation movesiimetand in its
continuous unfolding, which Benjamin calls ‘purendmage’ (BENJAMIN 1970).
Gould's interpretative performance of tBeldberg Variationsinitiates a language
which, being only his, is also everybody else' sabse of its translatable condition.
Thought is present in this situation (performanuaf) only as an act of isolation and
withdrawal from the world but above all, as Goué&ys himself (GOULD 1984: 5),
as a musical exercise in which its manifestatioa ianguage of dynamic reflection,
expressed through his body. Gould takes hold opttweo and, away from the ears of
the world, makes a unique language. The inner leatr lives in Gould's body
establishes a meaning that, in the union betweenhAnds and the keys of the
Steinway, alters and transforms the affected inldiai: the piano is the object of his
own affection. Gaston Bachelard distinguishes betwthe attentive edt’oreille
tendué and the withdrawn edforeille recueillie] — the former is that which ‘on the
darkest night, awaited the loved one with pass(@®CHELARD 2010: 102) and
the latter is the ear ‘which pleasantly enjoyd#toved’ (BACHELARD 2010: 102).
The ‘attentive ear’ is that which interests us lseait is this ear that feels the
vibration and attempts to listen to itself insitkelf. This is the ear which, in the
silence of the night, in a state of tension becausetrying to go beyond what it
hears, awaits the loved one with passion and, intinga the ear stretches
concurrently with the imagination:

The visual images of the stretched ear take iméigimaeyond silence. The
images are not formed in semi-darkness and realmoms; interpreting
sensations. It is necessary to feel the imageshén dct of the stretched
imagination? (ARENDT 2001: 103, author’s translation).

However, time and space must be created so thlatdaos can act. In listening to the
self, through the ‘attentive ear’, attention andqbice absorb the duration and, in
harmony with the ‘withdrawn ear’, create links beem life and art. In the exercise
of blind drawing, when the outline of the modeklstched on the paper, the eyes,
which observe what is in front of them, in its wmegess, allied to the ears, feel the
vibration of the pencil that is drawing: ‘the atii®e ear aims to seeARENDT 2001
102). In this learning process, a communion iskdistaed between the eyes and the
hand — the gaze learns and grasps the delay of Tiheze are two ways of teaching
blind drawing: the first consists of never liftinige pencil from the paper while you
observe and sketch the outline of the proposed mthdesecond allows stops to be
made, i.e., lifting the pencil from the paper whesrethe eyes encounter some
element on the path that does not allow the hantbtdinue, so that not only the

Translation does something that the original dagsihcreates movement. Translation moves in time;
if it is not translated, the original stops. Anginal which is translated into a language can be
translated into every language. Walter Benjamirlsctiis continuously unwinding thread ‘pure
language’. BENJAMIN 1970.

2 “Les imagesvisuellesde I'oreille tendueportent l'imagination au-dela du silence. Les iemge se
forment pas autour des pénombres et des murmueds, &n interprétant des sensations. Il faut
éprouver les images dans I'acte mémdidegination tendu€
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outline is drawn but also the content. When thecpes lifted from the paper, you
look at the drawing, situate the pencil on the drdigure and begin another line, and
so on until the outline and contents are complatéhe second way of learning blind
drawing, there is a moment related to pleasure lwisi@lways slowly and carefully
transformed, through attention and precision, iatdure for desire: the present
moment is lived and, in the necessary delay, thatiun and propagation established
are enjoyed. In observing the model, the eyesdtejoined to the hand holding the
pencil, in a dynamics of repose, create a distetidegl Only thus does the desire to
reach the end of the exercise remain calm and becrfure for the attention,
discipline, rigour and silence of what, in that nent) is awareness of the self and of
drawing. The time that the hand and the eyes takkaw lines on the paper sets up
communication between the brain and the eyes tiwakened by the action of the
hand, inscribe the line in the present. There dsantive thought, no archived
information, and the knowledge that one has of a@eheimilar to the one being set
down does not intervene. What matters is understgritiat model, in the moment
when the eyes and hand communicate, envelop amd it figure without any
reference to a discipline of drawing. Being abledtaw is not a question of being
able to copy exactly what is there, before our gwesording to certain rules —
measures, proportions, volumes etc — but of bereggred to establish connections
between the model and the investigation of the S&tlapes are recorded and unique
and individual routes are discovered: the inquirydirawing is the realization of the
self and of what is transformed into knowledge ssabgnition of a unique language.
While “the visual image is connected to the manonglge, the eye follows the lines
because the hand is aware of that action and awakke active being”
(BACHELARD 1970: 68, author’s translation), we paike that in the silence of the
self the sound of the pencil inscribing the linetbe paper is heard and it is also
through the action of the working hand that therafilon is heard internally. This
sound involves the internal listening of the ‘attem ear’ because it is this which
marks the rhythm in relation to the time of thesli®ne does not know at what point
the line ends, but by listening to the pencil astehing internally, the ear's attention
determines this point because the hand createdemca, sending vibrations to the
ear that lives inside the body. In Clarice Lispeot® find the image that best
illustrates the hand which listens:

Now | see that I've never told you how I listemtasic — | gently put my hand
above theelectrola and the hand vibrates, sending waves through nglevh
body: that's how | hear the electricity of the \dhon (...), and the world
trembles in my hands.” (LISPECTOR 1998, authoisi$iation).

Glenn Gould's relationship to the Steinwayfime Losereveals something similar to
what takes place in blind drawing — the hands tinath, envelop and connect with
the piano, Gould’s total commitment. “He bent olaanself and began playing. He
played as if from the bottom to the top and nd& keverybody else, from the top to
the bottom (...) “ “(...) to let exhaustion die infimaal sound” (BERNHARD 2006:

24-39, author's translation). Glenn Gould whispdteimelody of the music as he
played, his voice sounding like a whisper that beld barely hear. harmony of
breathing — ears and hand. The internal ear andhdhds, both being in harmony,

®“(...) car a limage visuelle est associée une inaganuelle et c'est cette image manuelle qui
vraiment réveille I'étre actif en nous.”
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float in a candid and gentle movement, develop anghs of energy between the
performer and the piano, and gain absolute totdlityblind drawing and in Glenn

Gould’s performance we listen and the hand vibratesreturns this vibration to the
body — a communion exists between the eye, the haddhe ear. We observe by
thinking of sight, grasping the form through therkwof the hand and listening to the
search for the self and for what becomes a unigderalividual language. The ‘not

yet' is a result of the continuity of history. Ihvolves unwinding the thread that
connects us to each other, which, in unwindingater® human webs. This is a
process which exists in the tangle of our relatigps within history and in the

history of each person. In Glenn Gould's case hib®ry is between the Steinway
and himself:

“The ideal piano interpreter (he never said pidrissthe one who wants to be
his piano, and every day, when | wake up, | saynyself: | want to be the
Steinway, | want to be the Steinway itself. We hawene close to this ideal
many times, he said; we get really close when \irgktthat we have already
gone mad, when we are on the verge of madnes#jitigethat frightens us the
most. As for Glenn, he wanted all his life to be 8teinway itself; he hated the
idea of being between Bach and the Steinway, the mediator of the music,
and of being ground between Bach and the Steinfay; to wake up one
beautiful morning and be the Steinway and Glennl@Gaut the same time, he
said, | thought, Steinway Glenn, Glenn Steinwayst jufor Bach.”
(BERNHARD 2006: 72, author’s translation).

Glenn Gould's interpretation of th@oldberg's Variationstraverses history and
makes its own image over the existing piece. IroWords, the creative process lies
beyond the artist, going beyond time itself andsal&ng history. Not only the
history of the work but also the history of pastl dmture generations. The work must
grow in time and create affinities — the translatiof a text, seeing a painting,
interpreting a musical work, doing a drawing. Te&ationships between generations
and works are always valid connections when theyuaderstood as physiognomy
itself: an original form of conception — moving. @k is a deep language which
belongs to the present time, when the now is thenemd when the work is
interpreted without the need to remember, when ghst is suspended and the
transparency of the translation “does not hide dhginal” (BENJAMIN 1970):
Glenn Gould's language in interpreting theldberg Variationdelongs to the world
of ‘pure language’. This is why Benjamin tells it translation owes its existence
not to communication but to a task of emancipatibhe Task of the Translaior
which is why, in both acts — interpreting a musivakk and/or doing a drawing — it
is necessary to know how to forget history and dtuey of one’s life (that of the
performer and writer) in the creative process. Dseillation between past and
present, in the moment of execution, must be toans#d into a unique encounter in
which the suspension of the past allows us to deat Wwes in front of us in the
present: the (re)discovery of truth — freedom. Whatters is the now, that which is
in the moment, a dynamic between creator and widrk.transformation of drawing,
as it occurs, provides a freedom in which the pgesd$eom desire to the inscription
on the paper, as intention, is the potential spEcthe work (CARNEIRO 2007:
150) In blind drawing the pencil draws the line on thieiter paper, we listen, and the
hand vibrates and returns this vibration to theyb&lind drawing is no more than a
means by which to dilute desire during the procdssscription: the constellation of
an image which, once inscribed, cannot be erastbutileaving marks.
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3. The death inside each of us

It is said that Glenn Gould suffered from an illnes the spine and, perhaps, another
illness not yet diagnosed by science — the pathetreator. This iliness is related to
the overwhelming passion which takes over the tartlsody and mind. In other
words, the exercise, discipline, habit and attentiequired to create are linked to
movements such as digging and diving, rising aflithgg which establish energies
between the creator and the work. In Benjamin, thand attentiveness are
complementary: on the one hand, there is the tbtéghat is crossed in dreams and,
on the other, the space of pain — “in dreams themo astonishment and in pain
there is no forgetting” (BENJAMIN 2006: 592n The Loser pain is the nameless
interlocutor, in Glenn Gouldand in other characters. The attention t@&atuld
devotes to performing, wishing to be the Steinwtself, assails him with an
immense pain: the memory of a gap that lives betwam, the piano and Bach.
However, daily habit — sitting in front of the p@to play theGoldberg Variations
projects and transports him into a sort of wakingad, into a state of trance. The
extraordinary transformation undergone by Gouldmwhe is playing, in comparison
to when he is being interviewed by Bruno Monsaimges inexplicable and
mysterious. In the film he seems relaxed; his aameslinked behind his head, his
hair is uncombed, his figure is athletic and heakpeclearly, with humour, sympathy
and irreverance. His transformation begins whenstagts to play theGoldberg
Variations his body ceases to be athletic and adapts iiselie body of the piano.
Initially, an adjustment takes place between hiadhand his shoulders: his neck
disappears, his hands touch the keys, his chedisswken he inhales and sinks
when he exhales. His concave back looks like al;sk#&nn Gould, bent over
himself, wrapped up in his rhythm, is transformé&tie piano becomes a place of
protection, shelter and fixatioithere is a two-way communication: two voices that
reverberate, exhalt, listen and celebrate an istemgtualism which, in a daydream,
causes Gould to remain in a place that is onlyanid the piano’s: two intimately
related musical instruments. At the height of pesformance there is an orgasmic
grandiosity which, when it finishes, is revealedaisinking of his body, which then
immediately becomes erect. An empty time remad, & this time, death may
appear, between the anguish of the end and tharbegiof the dream. The desire
that, alongside passion, walks towards a placeowitan exit: ‘But Glenn didn't die
of lung disease, | thought. What killed him wasithpossibility of finding a way out
of a situation into which he had been dragged leypiano for almost forty ears, |
thought' (BERNHARD 2006, author’s translations). Have art his body and soul
and a terrible tiredness took over him during apdta the end of his ability to
perform, triggering a sudden retreat inside himaelf over himself - something very
unusual, which can produce spiritual transformatismmething bigger than life,
which belongs to transcendence (GOULD 1984: 297 hi& peak, he was overcome
by a pain that brought him to the absolute end. &les, the idea of tiredness in
Glenn Gould/Glenn Gouldis an idea that lies beyond outer visibility apdrhaps,
visibility itself. His retreat from the world andshconstant desire to fuse himself
with the piano led him to his death. He reachedegreke of high exaltation: in his
unease, the state of abstraction from the selfthadworld took him away from
where he was — in a trance he was possessed amweadlhimself to be possessed.
The passion, the sweat on his skin and the conismwehisper issuing from his
ecstatic mouth project an image of metamorphossjf &Gould had awoken in
another place in another body. He renews himselfteansforms himself in order to
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sink down into his own meaning,intentid. However, there is a moment of grace: at
the end of the performance, his body slowly movesight and his arms
perpendicularly follow the movement of his bodys hands remain suspended in the
air in a kind of levitation from which fear has enged. He despised the public, its
opinions and applause (GOULD 198#5-250), arguing for it to be abolished in a
paper that he published entitted GPAADAKsquld Plan for the Abolition of
Applause and Demonstrations of All KijdSor this reason the recording studio was
the perfect place for him, where he could play alamithout the presence of
hundreds of people. The intensity of the harmontwben him and the piano
wrapped him up in a unique immensity. A conneceaists between the sender and
the receiver that creates a passage to a time beédeen the two; for both Glenn
Gould and the character, the audience was an waltlegresence:

“He despised those who, when speaking, expressenplete thought, so he
despised almost all of mankind. And he had beent dmam the mankind that
he despised for more than twenty years. He wa®mihe piano virtuoso who
despised his public and who had really separatesdif from this public. He
didn't need it. He bought a house for himself ia thiddle of the woods. He
moved into the house and perfected himself. Bachhanlived at that house in
America until his death.” (BERNHARD 2006: 24, autlsdranslation).

There is a connection between emitter and receaptdris not a part of the human
essence of Glenn Gould a&lenn Gould the character: “In the appreciation of a
work of art or an art form, consideration of theea®er never proves fruitful”,
Benjamin concluded (BENJAMIN 1970). The work of sralways a metamorphosis
of the body of the creator, i.e., the identity loé tbody is constantly renewed in the
passage from the self to the work; pleasure atlefbar feeds the creative process.
In the solitude of being with the self and with therk, in a dynamic present, there is
a forgetting of the self and, in the act of cregitian indefinite time and space opens
up: the understanding of a language that exclugsibellongs to and only lives
between the two. In opposition t&lenn Gould stands the impossibility of
Wertheimeywho would love to have been like him and/or areyetse, who does not
accept himselfWertheimemwas always tormented in his human condition. Mesli

in a chronic state of anguish with his weakness disgatisfaction with the world,
developing the greatest of human unhappinesses:

(...) He had never been able to adapt to a woridhylafter all, had always been
against him in absolutely everything, since thstfliour. As he grew up he
thought that the desire would die, that it woulstjsuddenly disappear, but, as
the years went by, this desire became even magasat although it had not yet
reached its maximum intensity and concentrationsdid (...) Because we are
misery itself, infamy itself. We haven't the leasisical talent! - he shouted, the
least talent for existence! (BERNHARD 2006: 43-ddthor’s translation)

Wertheimerwas merely a piano virtuoso who, while possestegnique and skill,
did not show any sense of direction, commitmentliscernment. He never tried to
hear himself playing th&ariations The narrator, who is friends witWertheimer

44(...) the language of a translation — in fact,at let itself go, so that it gives voice to theentio of
the original not as reproduction but of harmonyaasipplement to the language in which it expresses
itself, as its own kind ohtentio”. (BENJAMIN 1970Q.
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and Glenn Gould and who, likeWertheimer,abandons his piano studies, takes the
risk — he plays thevariations once. He thereby understands that skill and/or
technique are not enough to create. He withdraas fmusical life and begins a
career as a writer: he renews the form, lives/ses:i In his lack of courage,
Wertheimertraces his misery, not only because he commitgdaibut because he
does so afteGould's death.Wertheimer'send is genuinely tragic. He sends for a
poor-quality, deliberately out of tune piano andygl it. In view of the atrocity that
he has committed against himself, there is no pogiof salvation apart from to
hang himself from a tree and allow his body to: fall unparalleled void. Awareness
of death intensifies the meaning of life and theels characters carry its inscription
inside them: a(n) (in)visible line, unfocussed tiba horizon, in the distance.

4. The body’s tissue

With regard to literary characters, Benjamin saljat t“they are so intimately
integrated in the overall arrangement of the contipos[tapestry] that in no way can
they be set apart from it as particular motifs” BRAMIN 1998, author’s
translation). We know that Thomas Bernhard wasitadpy Glenn Gould when he
wrote The Loser although the two men had never met in person.|dsand
Bernhard are cut from similar cloth, both in terofstheir involvement with their
work and in their relations with the world: bothtldrew and went into seclusion.
They nurtured a sense of abandonment and scorthéme around them — in
Bernhard's case, repugnance for Austrians and uld&acase, his misanthropy. The
uniqueness of each man lives, independently ofréegtions established with the
artistic object, and only acquires its intensity,ough being joined with something
else — characters, writer, performer — where a fofraquality is recognisable in a
real image: seeing and allowing the clarity thatigigates the entire work to be seen.
As Benjamin says, if we attempt to pull out ondlasf characters that makes up the
tapestry, we come up against not only the impad#silmf individual existence but
also the destruction of the support. We can undedsand imagine that small places
inhabit the gap between the support — paper, fugnd the medium - graphite,
wool: spaces of shadow and transparency whichiateles and invisible through the
ability of each person, whether spectator, readelaa listener, to understand the
nature of the work. There is a veil that changeditseinto unreality and vice versa,
i.e. in relation to what sight can achieve thereaisshift in what appears, is
transformed and passes from one place to anotltefram some people to others.
The veil creates a mystery that lies between seg@igand hearing well; it pertains
to the real/unreal function that becomes appardregnwe look at the face of a
woman who wears one: it awakens desire and profeats— the shadowy, slightly
unfocused outline through the transparency. At ight, superficially, the image of
the body is lost; we see only the multiple aspébtd it presents. According to
Francoise Dolto, the image of the body is the tyvisynthesis of our emotional
experiences and it is within it that time intersewatith space, and where the past
reverberates in relation to the present (DOLTO 19%&hor's translation). The
history that we each carry is all that we have wghfrom the beginning and presents
all of the feelings that we have experienced, whighen dynamized, generate a
rhythm in producing other images. We may or may reshember a particular
sensation, but we always remember something ahoypast experience, whether it
is agreeable or disagreeable. Memory appears iandsthe rhythm of the body
begins to produce images which, when oriented tdsvéire creative act, make each
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work a unique and individual proje¢tor example, the unrest suffered by the world,
by people and by things gives rise, in each oftais brief period in which we can
enjoy each another in harmony and, above all,gates the possibility of a space of
openness to new encounters. It is through attereés®e dedication and observation
of the self and others that it is possible to @e&atowever, it is essential to know
how to isolate oneself and withdraw from the agtabf the world, or that which, in
our eyes, is potential inspiration for the worke®g and hearing acquire tendencies
of grandeur and expansion since, in truth, the ritgjof people see and hear not
only because it involves less effort but also beeapassing through the veil that
exists between two people requires us to come fotiselves in order to enter the
other and, often, to return: to come out of thé sebrder to enter it again and to
learn and apprehend, observing in a different wHye three characters The Loser
contain within them a plot that constructs a sirayelling, like the spider that pulls
a substance from inside itself and weaves its \l#@ch of them has his own form
and content, whether in relation to the exteriod amerior, or in the connection
between desire and fear, or the creator and th&. wowever, a unique form of
wrapping takes shape, as if the three were only-oaesort of package that hides or
engenders a common will and restores a personél Thie permanency of life is
linked to the desire to make and create from whiehpast and future withdraw — in
Glenn Gould Wertheimerand the narrator — and the moment when the work is
created engenders the medium: an empty time, thve like the web suspended from
trees between the earth and the sky, blows a hrée#tee act of performing, writing,
or drawing there is a living manifestation of tiheage of the body — “in current time
something of a relationship, of a past time, isagisvrepeated in a filigree” (DOLTO
1992: 14, author’s translation). In drawing, thgthim sketches, marks, models and
leaves a record; we listen while we draw — uniobady and paper. In the presence
of the marking implement, whatever it might be finide, charcoal, pastel, water,
gouache), with each inscription on the paper theybmommunicates between the
hand, the eyes and the ears — there is a rhythimstheansformed with each line
drawn on the paper and the body moves to andHeoh&nds draw, the eyes see, and
the ears hear. In teaching, when the teacher pgees@nexercise to the students, it
can be seen that each student responds diffettentiye proposal when drawing. The
body changes as the exercise is understood bystadént in his or her own way. A
language is initiated that is unique because, filoenunderstanding of the exercise,
each student learns something different. In fremwnidrg, the body finds harmony
according to its own reason — “this is what isexlan exercise. Success consists in
allowing the will, in the body's internal spacestep down once and for all in favour
of the organs — the hand, for instance” (BENJAMIDOZ: 226, author’s translation).
If desire depends on a will which, for the benefithe hand, for instance, connects
the freedom of the imagination to language, themha act of drawing the desire
transforms, expands, projects itself and extermsritself in an image. In blind
drawing, the eyes connected to the movement oétlreand hand draw the line. In
silence, the line is inscribed in conjunction wilie eyes that observe and that return
the secret to the hands: the memory that we hawembdel similar to the one in
front of us (a body, vegetation, etc.) is forgotterd, at the same time, what is living
in front of us is recognized as being unique, hithenseen. In this process an often
painful feeling persists caused by the dissatigfacdf not finding in the line what
the eyes find. However, when the feeling of uneesases and is accepted - a
moment that is unique - the patience of the eyestlam hands usher in the calm of
the body: the fear of drawing the line badly fadesy and desire, in its curiosity,
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reaches an end, without tension: it shelters itraa#les it pointless. Faced with the
real world, Glenn Gould and Thomas Bernhard recmrm will in what is truly
desired: the imagination that works “throws a weiér distance” (BENJAMIN 2004:
239, author’s translation). In its transparency ah@de, the constitution of the
drawing forms its meaning, according to Benjamio&hception of histoRy a
constellation of desire — the visible trace of line inscribed on the plenitude of the
white of the paper carries in it the time of nowe tmedium — small places of
transparency and shade that, between the workhendréator, are powers: fear and
desire.

5. Epilogue

| believe that all forms of artistic creation shagpesimilar manner of proceeding.
Although the path chosen by the artist is alwagévidual and unique, the attention,
discipline, understanding, observation, habit, niraj, rigour etc. are ways of
bringing about a union between the creator andMbrk. In the moment of creation
the public's recognition does not matter but whean work leaves the hands of its
creator, to be free in the world, it is always aricof continuity of the self and the
creator. However, it is through the transformatioh those who speak and
communicate with it (the work) that past and préssme able to cross between
generations. The communication of the work to athier the age when it is created
or in some future age, conveys a language thatghanique and different, ends up
belonging to everyone. Rather than presenting aifegp¢hesis on a language of art,
this paper proposes a reflection on a way of actingelation to creation that
probably possesses a language characteristic ofLetrtus therefore choose two
artists — Thomas Bernhard and Glenn Gould — inrai@ldemonstrate a relationship
between their work and the creative act in blindwdng: observing, withdrawing,
shifting and isolating. The similarity between 8teries of Bernhard and the narrator
of The Loser and between Glenn Gould atlenn Gould is characteristic of a
reality that is transformed into unreality and viegsa. A secret inhabits this literary
work: the invisibility and visibility between lifand art.  In relation to other arts,
drawing has the particularity of creating the olthat opens up or closes the figure
— it reveals the lie inherent in the use of rubberthe cohesion/adhesion of the
medium to the support. These characteristics ofidigalead to a submersion of the
body, which, through the patience of the eyes &edhiand, arrives at tranquility. It
exists as a mysterious complicity: the secret éndrawn figure. In blind drawing,
there is confirmation that the model, being unigseindispensable. In forgetting
about other models, there is a form of total commaiit; we work through dynamic
repose: desire accepts and is renewed at evemninstime is forgotten and the
solitude of creating the drawing is forgotten; tihelling place of the desire is
recorded within the paper: vibration of patiencéc® it is not possible to rub
something out without leaving a trace, the pleasantinpleasant pleasure is also

® “Every present day is determined by the imagesatesynchronic with it: each ‘now’ is the now of
a particular recognisability. In it, truth is chagto the bursting point with time. (This point of
explosion, and nothing else, is the death of imbenthich thus coincides with the birth of authenti
historical time, the time of truth). It is not thabhat is past casts its light on what is presentyhmat is
present its light on what is past; rather, imagihé wherein what has been comes together irsh fla
with the now to form a constellation. In other wairtmage is dialectic at a standstill: not tempamal
nature but figural (bildlich). (BENJAMIN 2001: 463).
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inscribed and the motivation that the drawer feltisible in the uninterrupted action
of the hand, which feels that there is a promiseaoh line drawn because the lie is
always evident — the stroke that inscribes the fires desire and causes fear to
subside. The process of inscription that takeseplacdrawing comes close to a
language that is characteristic of the intimatatrehship between creator and work:
the veil which, whether transparent or opaquegéig desire and fear in what is
alive.
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