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Nothing can be predicted by means of it

1
: To do without 

doing  
 
Goethe’s brilliant essay, published May 1810, under the title Zur 
Farbenlehre

2
, based on his observations about physiologic 

aspects of colours and of the phenomena implied in its perception 
(and written as a response to Newton’s theories), was disputed by 
Ludwig Wittgenstein, years later, in his Bemerkungen über die 
Farben

3
. A set of philosophical considerations based in the 

premise that Goethe’s writings were not, in fact, a theory, but first 
and foremost a schematic demonstration of his observations, 
having been scientifically put at stake by several researchers and 
scientific promoters that over time have dedicated themselves to 
studying it.    
The influence of Goethe’s Theory of Colour in the field of arts is, 
despite it all,  quite clear and, since his contemporary Philipp Otto 
Runge, to Turner, to the Pre-Raphaelites, or to Kandinsky, it was 
in fact artists that continued and still continue to make use of his 
thought, not only applying it at a material level but also 
investigating its psychological origins, since for many artists, 
colours are understood also in their symbolic dimension and 
openly carry in themselves psychological conditions.  
The problem seems recurrent and timeless, hence: the way 
certain pictorial resources or the capacity to create imagery of 
certain colours, imposes itself, so that certain material conditions 
in painting can be obtained.      
 
According to the dictionary the Portuguese term Turvo (“Turbid”), 
characterizes that which presents opacity, that is covered, not 
clear, or – we can add – that lacks light.  
Meaning, we can start by understanding this exhibition the 
moment that a specific group of objects – that seem to go beyond 
typological or subject matter boundaries, placing themselves in 
the frontier between Drawing, Painting, Sculpture and Installation 
– are deliberately brought to light.    
In the interesting group of works on canvas from the series Turvo 
(“Turbid”), we can find a sort of material representation of a 
pictorial process that was given time so that it could happen. 
These works, made through the applying of paint (suspension of 
highly diluted pigments in a watery solvent) – which we are going 
to call shape – over a white surface – which we are going to call 
background –result precisely in the shape defined by the natural 
process of drying this paint on the background, confined to the 
frame that has served as mould. A process in which the artist has 
decided not to intervene, leaving time and atmospheric conditions 
to take care of it naturally. This result is indebted also, we can’t 
forget, to the possibility of chemical reactions occurring from the 
contact between the different materials (pigments, water, 
background, canvas).      
From this context of apparent opacity and profound 
unpredictability comes a group of works with great chromatic 
richness, in which the image or the representation comes, mostly, 
from the history of its own material, of its own making.   
Now, unlike Newton (that considered that in the absence of light 
no colour production phenomenon could arise), Goethe regarded 
that from shadow could also come colour, or better still, that 
shadow would have to be an element to be considered in its 
condition as an opponent to the idea of light and, therefore, 
necessarily also a fundamental part in colour perception 
phenomena.  
It is also in light of this idea, that we can analyse the entire 
exhibition and also more specifically the series Desenhos Mortos 
(Dead Drawings). From an immense quantity of old drawings – in 
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which Rui Horta Pereira couldn’t find any sense or use for – and 
to which he added water, the artist produced (manually) a paper 
pulp, to which he added a particular pigment selection. These 
several paper pulps (now of several colours) were used to 
produce a group of squares that were deliberately left to dry, 
leaving only natural elements to act upon them.  
From this process, based in a strong notion of economy of means 
and in a profound ecological belief – present in other works by the 
artist -, would later result in a group of three dimensional objects 
that served as basis for chromatic combinations specifically 
determined by the artist. The successive applying of colour that 
later they were subjected to, was the result of yet another process 
in which chance is taken as a determining factor of the final formal 
result.  
The magic of this transformation – if we think about the turbid 
bucket of paper pulp that gives way to a marvellous formal and 
chromatic universe – lies also in the idea that these objects, even 
though transformed, still carry within themselves the memory, not 
only of the several processes of their manufacture, but also of all 
the (dead) drawings that are now part of their matrix.   
In a closer more careful look we can denote that these objects 
also reveal the history of their making but, more than that, we 
come across the idea that they are simultaneously themselves 
and all the others that have given birth to them.  
 
Following his usual work method, widely rooted in an 
experimental basis, Rui Horta Pereira, has produced then, the 
entire exhibition from an idea of laboratory – and here also 
Goethe’s Theory of Colours is well taken in, since he reaffirms the 
importance of experimentation as a process of mediation between 
subject and object, rooting his entire practice in experience and 
observation. In this laboratory, which is the artist’s studio, the 
most disparate phenomena occur and as we have seen, the most 
unexpected results arise. Decisions are made while observing 
these phenomena and it is in taking on that conceptual 
awareness that his authorship is reaffirmed.    
The series Nível (Level) and the series Vampiros (Vampires) are 
a good example of this, in the sense that the objects that 
compose them seem to result from procedures more or less 
random in their execution. The way the paint is applied over the 
cloth, the process of absorbing the paint by the cloth, the 
inevitable layering of colour lines that occur due to the conditions 
of drying and the (conscious) uncontrollable way in which these 
colours keep mixing as the cloth absorbs them in the different 
layers it was previously folded in, makes us believe there is no 
programming or predefined projected in its genesis. As a matter 
of fact, it is exactly so. But the final form of these objects, as well 
as their display – and we state again here our profound conviction 
that an artwork is only an artwork when it is presented – is the 
result of a thorough and complex process of observation and 
thought. Conceptually they come to be works of art only in the 
moment that their formal final solution is found and properly 
circumscribed.        
 
From the inevitable opacity implied in the title of the exhibition – 
Turvo – the artist gives birth, this way, to a universe of imagery 
filled with light and life, and it is, largely, in this magical process, 
of alchemy that lies the secret of the exhibition. Also, in this 
sense, if we perceive Rui Horta Pereira’s body of work as a long 
and very diverse process where observation and chance are 
allied to the searching and constant investigation of new methods, 
and also to a profound admiration for natural processes, we can 
strongly state that: there is a lot of doing in this (apparent) non-
doing.  

Ana Anacleto, September 2014  

 

 

 

 

 


