PASDARINATAS PASAULES

Adams Budaks

‘mana bitiba ir gaisma”
Giorgoss Seferis

“Tas, Ro saucam par dabu, ir dzeja, kura paslépusies
noslepumaina un briniSkiga manuskripta. Tomer, ja Si
mikla spétu atRlaties misu acim, meés taja pazitu to
odiseju, kura gars, savadu maldu vadits, meklgjot sevi,
bég no sevis; jo iztéles valstiba, uz Ruru tiecamies, tikai
lagiem paviz aiz saprata pasaules puscaurspidigas
miglas, tapat Ra cauri vardiem uzmirdz jéga (..) Daba
(maksliniekam) (.) ir tikai nepilnigs atspulgs, ko met
pasaule, Rura nepastav arpus vina, bet gan vina pasa.”
Fridrihs Sellings

Mika Mitrevica instalacijas ir apceres generalmeging-
Jumi, aRtiertelpas, Ruras Ravéjas vél nenoformuletas
un neizteiktas emocijas, personisku un intimu lietu
(aulas. MOsu prieksa ir Skietami acumirkligs uzstadi-
Jums: “Trausla daba". Tas ir gandriz k3 nejausi un steiga
izRartots improvizéts sapnojums nevainojama vai ista
bridi nokerta kadra vidd: trauslas dabas radisana,
trauslas (cilveka) dabas skate makslinieka mizanscenu
atelje. Apseédieties, atslabinieties, izbaudiet subjek-
tivitates veidoSanas seansu, Rlustiet par liecinieku
gaistosai ilgu un séru performancei, Ras biveta uz
cilveciskas un dabiskas darba apmainas un varas dali-
Sanas pamata. Tas Rodols ir pasdarinata pasaule, Ras
radita no ramjiem un maketiem, rakstiem un saliku-
miem, realitasu, dabisku ainavu un cilvécisku situaciju
paraugiem. Stkla akmeni un plastmasas cilveku figi-
finas izzimetas gaismeénas raksta, ko makslinieks
veidojis, izmantojot arpus telpam novietotu saules
bateriju, lai ar dasnu Zestu ieaicinatu darba saules
gaismu. Mitrévica dzives arhivs ieelpo un izelpo gaismu,
veidojot paspietieRamu, ar saules un véja energiju

SELF-MADE WORLDS

Adam Budak

‘essentially | am a matter concerning light”
Giorgos Seferis

“What we call nature is a poem that lies hidden in a
mysterious and marvelous script. Yet if the riddle could
reveal itself, we could recognize in it the Odyssey of the
spirit which, in a strange delusion, seeking itself, flees
itself, for the land of phantasy towards which we aspire
gleams through the world of sense only as through a
half-transparent mist, only as meaning does through
words (..) Nature (to the artist)... is merely the imperfect
reflection of 3 world that exists not outside but within
him.”

Friedrich Schelling

Miks Mitrevics' installations are rehearsals of con-
templations, the green rooms of emotions yet to be
formed and articulated, the shells of private matters
and intimacy. We are about to enter a seemingly tem-
porary situation: “Fragile Nature” - almost a reverie,
improvised and randomly arranged in a rush, right in-
between of what is supposed to be a perfect shot or
a catch of a right moment: the production of a fragile
nature, an audition of 3 fragile (human) nature in an
artist's mise-en-scene-atelier. Take a seat, relax, in-
dulge in a séance of subjectivity under construction,
and witness an ephemeral performance of longing
and mourning, conducted via human and natural ex-
change of labour and division of power. The interior is a
vessel of a self-made world, composed of frames and
models, patters and assemblages, samples of realities,
natural landscapes and human situations. Sponge rocks
and plastic human figures are placed in interplay of light
and shade, which is graciously provided by the artist
in @ geaerous gesture of inviting sunlight, conducted



darbinamu telpu. Energija pa optiskajiem Rabeliem
nonak iekStelpas izvietotajas instalacijas, nodroSinot
apgaismojumu, Ras mainas lidz ar dazadajiem dienas-
gaismas apstakliem ara. Tada ir autora maksligi radita
skatuve ierastas iekStelpu un ara dialektikas izspélei:
Seit (iek38ja) pasaule paklaujas kRosmiskas energijas
noteikumiem, interjers (telpd parvérsta vasara gandriz
vai Rilkes gara, “istaba kada sapni’) uznem dienisko
gaismas Ropumu, Ras Saja ilgtspejigo, savdabigo un
Ropigo sajutu spékstacija lauz iedomato mirklu traus-
|3s virsmas.

Lai gan Mitrévica darbs Ra tads ir nevesturisks, tas
ataino ikdienas rutinas (rutinu) ritualu, turoties pie
dabas noteikta gadalaiku Ralendara un sekojot darba

centrala (viriSka) téla tuvosanas un attalinasanas -

akrobatikai, Rura izteiktas vina attiecibas ar realitati.
Saules virziba, gaismas intensitate un alkas péc gaisa
veido séru stavoRll, vina eksistences batisku sastav-
dalu. “Saule nodroSina So ieieSanu séru aizmirstiba, seru
prieRa, séru apsestiba, ar ko sakas Rietumu domasanas
veids. Ar Ro sakas Esamiba.”* Mitrévics attélo cilveku uz
posteksistencialu Saubu sliekSna, nenoteiktiba starp
tieRsmi péc savdabibas un vélmi no jauna veidot “ar”
dimensiju (Nansi). Viena no makslinieka agrakajam in-
staldcijam “Personu Rolekcija’ (2007) atainotas centrald
téla zélabas par musdienu lielo stastu zaudéjumu. Sava
batiba kontemplativais darbs ir k3 patverums ceribai
par tik loti nepiecieSamo jauno sakumu. Lisa Irigaré
seroSanas ontologiju apliko padzilinati: “No rita, Rad
saule ir uzleRusi, viss atgriezas ierastaja Rartiba. Viss
ir tepat, izRlastits - izRartots gaisma vinam prieksa.
Dienasgaisma “lietas” neienak vina un neieiet cita cita.
Tas paliek atstatu, un to parvietoSanos ir iespéjams
Rontrolet. No vietas, Ro tas ienem pasaulé, tas sauc
pec tuvosanas. Vins tas pievelk tuvak un atkal pastumj
talak, un ta bez gala. Vins rotalajas ar savam seéram.
Ar to seram.”? Visi Mitrévica subjektivitates teatra per-
sonazi ir dzives amatieri, iegrimusi vientuliga iesacéju
uzveduma, Rura uzdevums ir aizsakt vinu ontologisko
pieredzi un pielagoties vinu pasaules uztverei. Vini
ir “pasaules skatitaji’, Ras uzmanigi vero pasreizéjo
esibas stavokli un “lietas” (to trauslo dabu), iedzilinoties

from an outdoor solar panel. Mitrevics archive of life is
inhaling and exhaling light, generating a self-sufficient
space, operated by the solar and wind power. The energy
iS transported via optical cables to the scenes, staged
inside, thus providing the interior with 3 variable illumi-
nation, depending on the changing conditions of 3
daylight. Such is the artists artificially constructed
stage for playing out his usual dislectics of inside and
outside: here, the (inner) world is at the command of
cosmic energy, as the interior (aimost Rilkean Summer-
turned-into-a-chamber, “a chamber in a dream”) hosts
the daily collections of light, penetrating the fragile
surfaces of imagined moments which operate as a
power-plant of sustainable, singular and communal
sensations.

Ahistorical in itself, Mitrevics' work reenacts a ritual
of daily routine(s), following the seasonal calendar of
nature, and tracing the (male) subject’s acrobatics of
proximity and distance that articulates his relation-
ship to reality. Here, the movement of the sun, the in-
tensity of light, and a desire for air generate a condition
of mourning, 3 constitutive of his being: “the sun brings
about this entrance into the oblivion of mourning, into
the joy of mourning, into the obsession of mourning,
which opens Western thought. Which opens Being™ .
Mitrevics depicts a human subject at the threshold
of a post-existential doubt, suspended between 3
drive towards singularity and a need to reinvent the
dimension of “with” (Nancv). His earlier installation,
“Collection of Persons” (2007) reflects the subject’s
lamentation over the loss of modernity's grand narra-
tives. Contemplative at its core, it is an asylum of hope
for @ necessary new beginning. Luce Irigaray further
explores the ontology of mourning: “in the morning,
when the sun has risen, everything returns to order.
Everything is there, set forth - arranged in front of him
in the light. By day, things do not enter into him, nor do
they enter into one another. They stay at the distance
and their movements can be controlled. From the place
they occupy in the world, they call for approximation. He
draws them near again, he moves them away, endlessly.
He plays with his own mourning. With their mourning”2.



un attalinoties pa atminas un acumirkligd “tagad”
ranaliem.

MaRslinieks atdzivina So uzmanibu, iestudéjot centrala
tela zaudejuma un ieguvuma izjatas manipulativu tel-
pisko stratégiju un attiecibu manevru kRopuma. Sagro-
zot narativus, pielagojot mérogu un fabricéjot iluzoras
darbibas vides, vins veido neskaidra psihofiziologiska
blivuma stavoRli. Irigare atklgj “lietu” polimorfo dabu un
cilvéka universa liminalo stavokli: “Ar savu dzivo miesu
vins tas (lietas) piesaista un atgriz, atkal pievelk tuvak.
13s ir Seit vai tur, tuvu vai talu, bet tas vienmer ietur
distanci vismaz vienas robezlinijas attaluma. To Rlat-
botne vai prombitne sakas arpusé. Tas Rlist arpuse.
Vins tas sajut no arpuses. Vins tam pieskaras: no
arpuses. Tas vairas no jebRura tuvo$anas megingjuma,
Ras nesola tieSu Rontaktu. Tas piespiezas ciesi Rlat -
un ne talaR."* Mitrévics rada narcistiskas paspasaules
tuvplanu, Ruru apdzivo makslinieka dubultnieku figh-
ras, Ras spogulojas dedzigi meRletaja brinumzeme,
vairoties parlieku plasas arpasaules, Rura tikai
padziling séras. Liekas, ari Seit, uz $auras stréles aiz
vientulibas, jutams neatlaidigs mudingjums spert pirmo
soli preti Ram citadam, citam Ra dizenuma solijumam.
"(itadais arpuse vispirms “paradas” ka bezdibenis, ka
bezgaliga prombatne: parejot no arpuses uz ieksu,
no ieRSpuses uz aru. No Ra ir Sis bezdibenis? No briva
gaisa, Ras raisa izmisuma Rliedzienus. Briviba sava
SaRuma raisa Rliedzienus. Taja gluzi vienkarsi ir parak
daudz neesibas. Vai Sis Rliedziens ir ari pirmais piepra-
sijums? Pirma prasiba péc gaisa? Pasa sakuma vins sevi
atdziving, laujot izlauzties Rliedzienam péc gaisa, péc
gaisa lerausanas Rratis." ¢ Gaiss un gaisma ir Mitrévica
"Trausl3s dabas” un “Personu kolekcijas” galvends sub-
stances. Gaiss tiek rapigi Rlats, izdalits, parveidots par
VEju un elpu, izpsts un ieelpots, k3 dzivibas garantija,
Ra Rlatbdtne prombiitné. Tas uznem gaismu, zinasanu
un noskanas neseju, séru véstnesi un lidz ar to ari
ledarbigu lidzekli gaisa aizmirSanai. Gaiss vinu apnem
no visam pusem, ta neredzama drana liek vinam aptvert
zaudeumu un nepiepilditas alkas. “Gaisa dziviba sava
sakuma ir séru neizmérojamiba. Veselais taja pazid
() Badams neuztverams, gaiss var Ralpot par pamatu

All characters in Mitrevics theatrics of subjectivity are
amateurs of life, immersed in a rather solitary perfor-
mance of initiation that aims at setting up their onto-
logical experience and negotiating the perception of
the world. They are "spectators of the world”, carefully
observing the current status of being and the (fragile
nature of) “things”, zooming in and out along the path-
ways of memory and the instantaneous ‘now”

The artist animates the attention by choreographing
the subject’s sense of loss and gain in 3 set of manipule-
tive spatial strategies and relational maneuvers. By
twisting narratives, tailoring the scale and fabricating
llusory settings he renders an ambiguous state of
psychophysiological density. Irigaray unfolds the poly-
morphous nature of “things” and the liminal condition
of @ human universe: “with his living body, he attracts
them (the things) to him, pushes them away, draws
them near. They are here, or there, far or near, but
always maintaining the distance of a border or two.
They begin to be present, or absent, in the outside.
They dwell in the outside. He senses them from the out-
side. He touches them: from the outside. They shrink
from any approach other than that of contact. They
come up-against (contre) - no further”s. Mitrevics
shows the narassistic self-world in a close-up, in-
habited by cut-outs of the artist's doubles, facing the
mirror of the much-looked-for wonderland, struggling
with the much-too-vast outside that intensifies the
mourning. Here too, as it seems, on the narrow margin
beyond the solitude, there is an urged potential for an
initiation towards the other, the other as a promise of
the sublime: “the other on the outside first ‘presents’
itself as an abyss, as an endless absence: passing from
outside to inside, from inside to outside. Of what (is)
this abyss? Of free air, which provoRes cries of distress.
Freedom provokes crying out, at first. There is just too
much absence there. Is this cry also a first call? A first
call for air? At the beginning, he restores life to himself
by lifting 3 cry for ar, (for) an aspiration of air (un cri
d'appel d'air)"*. Air and light are principal substances of
Mitrevics' “Fragile Nature” and “Collection of Persons”
The ai-is carefully layered, portioned, rearranged as
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séram. Gaiss vispirms Ir atvérta plasuma esamiba,
Ruras méraukla bus vél neatnakusas seras: par to, Ras
nekad neatgriezisies. Gaidas un aizmirstiba 3is séras ka
tadas nav samanamas, pateicoties gaisam, Ras ir drizak
dzivibas neka seru zime. Vai varbot tiklab viena, ka otra.
Tacu Ra nek|0dities? Vins par to nedoma.” > Savos darbos
Mitrévics peta gaisa un gaismas nemierigas attiecibas,
Ras svarstas starp atraidijumu un samierinaSanos,
starp ilgam un piederigumu. Si dinamika veido maksli-
nieka “stihisko Raislibu” gramatiku, pieradinot “lietas’,
dizmirstot gaisu - vietu, Rur nav piederiguma, mekIgjot
‘avotu’, vedinot pretim gaismai. “Tas, kas vinam Sobrid
palidzes to aizmirst, ir gaisma. Aizmirstiba nak no
saules: radita no tas, Ras reiz bija, nakti, un no gaisa -
radita no séram. Saule atmodina aizmirstibai. T3 ieaija
aizmirstibas miega, sapni par dzivi bez aizmirstibas. Un
tur, Rur tagad ir saule, iRviena “lieta” atkldjas ka ipasa,
atseviSka, sava vieta, sava RIatbatné un attieciba pret
atam punkta, Rur tuvums Rlost par pretstatijumu.
Gaisma |auj tuvinat “lietas” no attaluma. Ta lauj “lietam”
tuvoties vinam un savstarpéji, (ne)ieturot distanci, Ras
Ir vairak vai mazak tala. SavuRart saule vienmer ietur
distanci; ta nemitigi sevi neizdala; ta nak un iet, vienmer
paliekot nemainiga, vienmér paliekot tur, Rur ta ir. T3
Rlust par “avotu”"®

Mitrévica instalacija saule izgaismo interjeru un ari to
sasilda. Ta padara to par majam, vai, pareizak sakot,
ta atdod majam to avotu; ta izsaka to patiskumu. Balan-
sejot uz plana pilnibas asmens, “Trausla daba” k3 (gais-
mas pilnas) iekSienes projekcija un vieta, kur brivi ieelpot,
ir poetisks petijums par sérojosu télu, Ras cies no gaisa
parpilnibas un vienlaikus no ta trikuma, no atminas
zuduma un vienaldzibas brucém. No melanholijas un
ilgam austais Mitrévica miniatirais visums atspogulo
bezgaligo uz mikrodiZzenuma sliekSna, starp domu par
neattélojamo un tas izpausmi. Vina Rlusejosas medita-
cijas pasaules modina verdsvertisku “dieviSku nojaus-
mu par to, kas dzilak, cieSak kopa vits, Ras rieta saulu
staros mit un okeana bezgaliga, un gaisa dzivaja, un
zilos debeSos, un cilveciska prata, tas rosingjums un
tas gars, Ras virza visas domajo3as butnes, visus domu
priekSmetus un rit ikviend lieta..."”. Makslinieks ir

wind and breath, blown and inhaled, a guarantee of
life, @ presence in absence. It hosts light, a carrier of
Rnowledge and atmosphere, an announcement of
mourning, and consequently, an efficient tool to forget
the air. Air envelops him; its invisible fabric makes him
realize the loss and unfulfilled desire: “in air, life is, in
the beginning, the boundless immensity of @ mourning.
In it the whole is lost (..) Not being perceived, air can
serve as the base for mourning. Air is, first, the being
of the open expense whose measure would be that of
the yet-to-come of (the) mourning: of she who will never
come back. In expectation and oblivion, this mourning is
not discernible as such, thanks to air, which is more a
sign of life than of mourning. Or is it 3 sign of one as
much as the other. So how does one not go wrong? He
doesn't think about this"®. Mitrevics' work investigates
the troublesome relationship of air and light, oscillating
between the rejection and acceptance, between longing
and belonging. Such dynamics constitutes the artist's
grammar of “elemental passions’, taming the “things’,
forgetting the air - the site of non-belonging, searching
for the “source’, leading towards light: “what will help
him at present to forget this is light. Oblivion is of the
sun: made upon the basis of she who once was, in the
night, and on the basis of air: on the basis of mourning.
The sun awakens one to oblivion. It sends one into the
sleep of oblivion, into a dream of a life without oblivion.
And where there now is sun, each ‘thing’ comes about
as distinct, separated, in its place, in its presence, and
in a relation to the others where proximity becomes
Juxtaposition. Light permits approximation of ‘things’
at a distance. It permits ‘things to come to him, and
to each other, in a (non)distancing that is more or less
remote. The sun, for its part, always Reeps its distance;
it does not give itself ceaselessly; it comes and goes,
staying all the while the same, always remaining right
where it is. It becomes, now, the ‘source™®.

In Mitrevics' installation, the sun illuminates the
interior, and it warms it too. It makes it home; or rather
it returns home Its source; it defines its selfhood.
Balancing on the precarious edge of perfection, “Fragile
Nature” as a projection of (luminous) interiority and a



alkimiRis jeb “cilveks ar lupu"®, Ras citigi nododas
darbam, valejam acim izsapnojot sava mikrokosma
“intimo neizmérojamibu” un pieredzot laika un telpas
paradoksus. Sava ieRSéja valoda vins miniatlrajd
atminu nama atRkal un atkal ataino nostalgiskas bér-
nibas, véstures un iztéles interpretacijas. "AR Dievs,
es varétu but ieslegts rieRsta Caumala un turétu sevi
par bezgaligas telpas pavélnieku,”® vins atkarto lidz ar
Hamletu, vienlaikus tuvojoties Borhesa Alefa brinumam,
Siksikgjam visuma butibu saturoSajam punktam,
utopiskajai “vietai, Rura nesajaucoties un nesaplistot
lidztekus pastav visas pasaules vietas, redzamas no
visam pusem’ ...

! Irigaray, Luce. “The Forgetting of Air in Martin Heidegger".
Austin: University of Texas Press, 1999, p. 44.

Z Turpat, 51.Ip.

3 Turpat.

* Turpat, 41.-42. Ipp.

% Turpat, 43. Ip.

6 Turpat, 43.-44. Ipp.

7 “The Oxford Authors: William Wordsworth”, Ed. Stephan Gill.
Oksford: Oxford University Press, p. 89.

# Bachelard, Gaston. “The Poetics of Space” Boston: Beacon
Press, p. 153-159.

Analizejot valorizétu literaru miniataru, Baslars iepazistina ar
botanika nomoda sapni un vélmi aprakstit ziedu intimitati (“Zem
lupas més dro3i vien spétu pazit puteksnlapu sikas dzeltenas
slotinas”). Baslara uztveré cilvéks ar lupu pauz bitisku
psihologisku likumu: “Ving mds novieto smalki lidzsvarotaja
objektivitates punkta, mirkli, Rad mums japienem neievéroti
sikumi un tie japarvalda. Lupa 3aja pieredzéjuma nosaka ieeju
pasaule.” Ta ari garanté atklajumus par tagadni un pagatni un
veido pasaules uztveri. “CilveRs ar lupu uztver pasauli t3, it ka ta
vinam bitu Ras pavisam jauns (.,) Cilveks ar lupu gluZi vienkarsi
izsledz no apzinas ikdienas pasauli. Vin3 ar svaigu aci apliko
Jaunatrastu objektu. Botanika lupa ir atgita jauniba. Ta no
jauna atdod vinam bérna palielinoSo skatienu. Ar lupu roka vin3
atgrieZas darza, “Rur bérni visu skata palielingjuma”. Miniatirais
Ra Sauri vartini paver celu uz veselu pasauli. Kadas lietas sikakas
detalas var noradit uz jaunu pasauli, kam, ka visam pasaulém,
piemit dizenuma pazimes. Miniatiira ir viens no dizenuma
patvérumiem.”

# (itéts péc: Borges, Jorge Luis. “The Aleph”. Penguin Books,
1998, p. 118.

10 Turpat, 130. Ipp.

Borhesa aprakstitais Alefa pieredzéjums nav talu no dieviska
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breathing space is a poetic study in the vulnerability of
a mourning subject, suffering of the excess of air and,
simultaneously, of its deficiency, exposed to a wound
of amnesia and indifference. Woven from melancholia
and longing, Mitrevics miniature universe mirrors the
infinite on the edge of micro-sublime, between a thought
and expression of the non-representable. His silent
worlds of meditation generate Wordsworthian “sense
sublime of something far more deeply interfused,
whose light is the dwelling of setting suns, and the
round ocean, and the living air, and the blue sky, and
in the mind of man, a motion and a spirit, that impels
dll thinking things, all objects of thought, and rolls
through all things..”” The artist is the alchemist or “a
man with the magnifying glass" ¢, busy at work, day-
dreaming the “intimate immensity” of his microcosm
and experiencing the paradoxes of space and time.
Exeraising the inner vernacular, he performs over and
over the nostalgic versions of childhood, history and
fantasy in his miniature house of memory. "0 God,
| could be bounded in a nutshell and count myself a
king of infinite space™®, he repeats after Hamlet, while
approaching the miracle of Borgesian Aleph, the minute
site of the universal essence, the utopian “place where,
without admixture or confusion, all the places of the
world, seen from every angle, coexist” ...

* Ingaray, Luce, "The Forgetting the Air in Martin Heidegger”,
University of Texas Press, Austin 1999, p. 44

¢ Ingaray, Luce, op. cit. p. 51

4 Ingaray, Luce, op. cit. p. 51

* Inigaray, Luce, op. cit. pp. 41-42

2 Inigaray, Luce, op. cit. p. 43

5 Ingaray, Luce, op. cit. p. 43-44

7 Wordsworth, William, in: "The Oxford Authors: William
Wordsworth”, ed Stephan Gill, Oxford, Oxford University Press,
p, 89

8 Bachelard Gaston, “The Poetics of Space”, Beacon Press Boston,
Pp. 153-158.

While analyzing a valorized literary miniature, Bachelard
introduces a botanist's daydream and his desire to describe the
intimacy of flowers ("Under a magnifying glass we could probably
recognize the little yellow brushes of the stamens”). for
Bachelard, a man with magnifying glass expresses an important
psycholegical law: “he situates us at the sensitive point of
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pieredzéjuma: *(..) Zem pakapiena, labaja puse, es ieraudziju
mazu, gandriz neizturami spoZi zaigojosu lodi. (..) Alefa diametrs
neparsniedza divus vai tris centimetrus, tacu taja bija ieslégta
Visuma telpa visa plaSuma, nesamazinata. IRviena lieta (teiksim,
spogula stikla virsma) vienlaikus bija neskaitamas lietas, jo es to
vargju skaidri aplikot no ikviena Rosmosa punkta (..) Es redzéju
Alefu vienlaikus no visurienes, redzéju zemi Alefa un atkal Alefu
zeme, es redzéju savu Seju un savas 1ek3as, redzeju tavu seju,
un man noreiba galva, un es apraudajos, jo manas acis bija
skatijusas to slepeno, varbitéjo objektu, Rura vardu cilveki ir
piesavingjusies, bet Ruru neviens cilveks nav patiesi redzéjis:
neizdibinamo visumu.”

objectivity, at the moment when we have to accept unnoticed
detail, and dominate it. The magnifying glass in this experience
conditions an entry into the world”. It also guarantees discovery
In regards to both the present and the past and it sets up the
perception of the world: “The man with the magnifying glass
takes the world as though it were quite new to him (..) The man
with the magnifying glass - quite simply - bars the every-day
world. He is a fresh eye before a new object. The botanist’s
magnifying glass 1s youth recaptured. It gives him back the
enlarging gaze of a child. With this glass in his hand, he returns
to the garden, 'where children see enlarged’. Thus the miniscule,
a narrow gate, opens up an entire world. The details of a thing

can be the sign of a new world which, like all worlds, contains

the attributes of greatness. Miniature is one of the refuges of &
greatness..

# Quoted after Borges, Jorge Luis, “The Aleph”, Penguin Books,
1998, p. 118

19 Borges, Jorge Luis, op. cit., p. 130

For Borges, the experience of Aleph is not far from the
experience of sublime: "(..) Under the step, towards the right, |
saw a small indescent sphere of almost unbearable brightness
(..) The Aleph was probably two or three centimeters in diameter,
but universal space was contained inside it, with no diminution
in size. Each thing (the glass surface of a mirror, let us say) was
infinite things, because | could clearly see it from every point in
the cosmos () | saw the Aleph from everywhere at once, saw
the earth in the Aleph, and the Aleph once more in the earth

and the earth in the Aleph, saw my face and my viscera, saw
your face, and | felt dizzy, and | wept, because my eyes had seen
that secret, hypothetical object whose name has been usurped
by men but which no man has ever truly looked upon: the

inconceivable universe”.
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