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What conditions require the creation of art in the structure of society of today? Is there enough room for 

enjoyment, time for intuition, for fragility and latency and if not, what does a resistance against the 

norms mean? And how do sleeping and laziness play a part in this? Artists have a drive to create on their 

own conditions, but this is often not seen as productive in the fast working economy. This essay will 

provide some insights into the process of making, documenting and looking at work and also (in-

)potentiality and ways of resistance. 

 

Making work 

 

As an artist, making work requires energy. Energy that is either present or not present. There are ways 

to spend as little energy as possible, but some things are difficult to push when it comes to creativeness 

and ideas. On the other side, making work also gives energy. This can be another kind of energy, but 

often stands at the core of an artist’s practice, it is a reason to make. And after that comes processing the 

work and asking yourself in what way it should be shown in the future.  

 

Practical making 

Very practically, there are physical ways to spend as little energy as possible while making art. This 

way, more energy goes into the work itself and less in the things around it. As I am saying this, I realize 

this varies very much from the type of media that is used, the range of differences is enormous.  

Jane Jones – who is a painter – describes thoughts and steps which will help to spend less time moving 

your body around in ways that do not contribute to the painting. She says ‘managing your energy while 

you paint is important because the more energy you have for making the brush marks, the better the 

painting will be’. She talks about small energy losses that together can become a lot of energy loss. The 

preparation process is also described, where the brushes and easel are placed, is important. Everything 

has to work for the painter and he or she shouldn’t have to work for the material. 

 

Flow 

Besides the practical part of making, there is also the mental aspect. Mihaly Cziksentmihalyi sees in the 

actively making of something a deep source of ‘Flow’ that one can find their selves in. This state of 

mind is reached when a rather difficult task is carried out or someone’s body or mind is stretched to its 

limits. Cziksentmihalyi tells that flow also a state of happiness is and that it should not be determined 

by sources that come from outside, but rather from within. To be happy in any situation means to not be 

affected by social control, something that is all around us.  

Another thing that should not but also cannot be institutionalized, is controlling of the conscious mind. 

By being able to control and structure your conscious decisions, a state of Flow can become within 

reach. But Flow is also a state in which you can lose yourself. True enjoyment can make time seem to 

go slower or faster and there is no concern for the self. This can happen through bodily experiences and 

through concentrating of the mind, like referring back to memories or philosophizing. ‘For this 

concentrating and being aware of your attention, there should be a constant balance between action and 

reflection’, says Cziksentmihalyi. But it can also be reached through communication, writing, learning 

or a challenging job.  

Getting into a Flow should not be something separate from the rest of your life, he states. To have a goal 

in your life and getting all aspects of yourself and outside yourself together for that goal, is to live with 

Flow.  

A way to see if Flow is something you already own or can put into action, is how you behave when you 

are alone. Without demands or diversion from outside, can you be not bored and enjoy the moment? 



The effect of Flow is shown in two things; it can lead to differentiation and integration. Differentiation 

happens, because the feeling of being skilled and capable have increased and integration takes place, 

because all senses, feelings and emotions have come together to serve one single thing. Integration also 

helps with feeling more connected with the people around you. 

For creative jobs and achieving Flow in work, it is important that projects are authentic. Otherwise the 

decisions during the project will be based on what someone thinks is ought to be done, instead of what 

really drives someone. To use information that is already present around us can be very helpful, but it 

should always contribute to personal experiences and therefore be authentic. 

 

Incubation and illumination  

These practical tools and searching for Flow serve a specific moment of making; the action. The time 

in which ideas are being realized varies per person, it can go fast or slowly. But there are other stages of 

the creative process that are not as visible. For example the ‘incubation stage’ and the ‘illumination 

stage’.  

Incubation comes from Latin and the literally meaning is ‘to lie down on’. It is a period of resting the 

mind. After inspiration has taken place or something is experienced, all this information needs to lie 

down, so that deeper connections can be made. It is a stage in which the unconscious is very present. 

The illumination (the lighting up) happens after that and this is where the unconscious meets the 

conscious. These stages can vary in time, it changes a lot per person and per idea. Sometimes the 

illumination never really comes, on which the artist has to respond in a different way. These phases 

show that it is very important to rely on your intuition and the relationship between the conscious and 

unconscious. But these stages are also framed in between moments on which you can act directly, like 

solitary reflection and active collaboration. By experiencing this circle of steadiness and uncertainty 

over and over, there can be found comfort in the un-knowing. 

 

Documentation of performance  

This un-knowing actually can be known for some extend through things that have happened before. And 

one way of this knowing comes through documentation. Documenting work can be seen as the most 

important aspect of showing the work and is a clear way of seeing lines in an oeuvre.  

Especially in performance art documenting work seems to be necessary, because performance art is 

temporary. It becomes a lens through which can be looked into the past. Documentation of performances 

asks for documents, texts, videos and other types of recording and so the performer-artist becomes as 

much an artist as well as a documenting expert. And since this is the way a performance is seen 

afterwards, the style and type of the documentation are critical when it comes to reflecting and valuing 

the actual performance. The importance and time that goes into documentation, expends more and more.  

If all these documents and documentation do not serve an art practice, there should also be ways to not 

document performance and break with assumptions. Mladen Stilinović shows his critique on 

documentation through showing documentation. He made the performance ‘Foot-Bread Relationship’ 

(1977), in which he kicked a load of bread against a wall - the bread could be seen as the symbolic image 

of the body of Jesus Christ. Two years later he came up the stage at De Appel Gallery and put up photos 

of the previous action, a loaf of bread on the floor and stood looking at it. This way he questioned if 

performance is made for the documentation, or for a live audience. Stilinovic also poses the act of 

laziness – which will be discussed later on – as a reaction to the need to document. 

 

Looking at work  

 

After the making and the maybe-documenting, there is also a place for looking at art. Especially at how 

it holds and shows energy. In all visual there is energy, be it an artwork or not. But all artists are energy 

creators, by making more of something that was less at the beginning. 

 

Creating attention  

There often is a certain power in artworks. In itself and what it beholds, but also in the way to look at 

art. Manifesting in itself is already a way of making something more valuable. By framing or pointing 

at, attention is created. In two motions this showing can become tangible. In force – is the frame big, is 

the shout loud? – and in accuracy – is the pointing straight, are the words precise? 



 

Even when a pencil draws a line, there is energy. In the motion of a twisting line or the insistence of a 

straight one. But also the pressure, the quantity, the material and the brightness of lines play a part. And 

the way this line is in relation to something else, contributes to the energy. To other lines, or other 

thoughts. 

 

Art is in itself a translator. A thing that first was impersonal and outside, has come in conversation with 

the personal and inside and after that comes out again. Something unimportant can become important. 

Because of this translation, things that cannot be described, can become closer to the viewer and thus 

more important. And the preciseness of what needs to be said is important. For example by only showing 

a part of something big, another way of seeing this big thing is created. And through the way it is shown 

(from inside to the outside), it becomes a personal and explicit action. It can show different ways of 

looking at that thing, but also an insisting of what it is in itself, a visible matter. When words are opened 

about that matter, it becomes more than what is was before. Attention is created, as well as expression 

and motion, which are both energy. 

 

The artist as energy creator  

The way artists create or enrich energy, is through translating outward things inwards, also known as 

‘research’. This is fueled by curiosity, or the need to find out more about things. The perception is key, 

because this is the beginning stage of creation. In the perception, there must be a certain feeling of things 

carrying more – richness, meaning, maybe even spirituality - than what they show. And that what is 

hidden, is eventually opened up by the artist and put in place. This place is decided or made by the 

translator, who maybe tries to be as honest as possible. Or the other way around, who tries to change the 

things as we normally see them. So of everything around us, there can exist and be made something 

more, more energy. 

 

Reacting to society  

 

Artists are energy creators and translators, but they can also be bound and exhausted by the amount of 

energy they have to give. Either commissioned by themselves, or by something outside of them. 

The creative culture is in a lot of environments weighed down under its own demand and that of 

capitalism. Society goes fast and there is no time for things to stay hidden or uncertain, which limits and 

nearly eliminates the stages of incubating an illuminating. While these are of great importance to creative 

people. 

Not only the most intuitive and uncertain aspects of creating are put under pressure, but showing 

pressure and exhaustion has become more common. The potentials of artists need to be shown and others 

utilize them, not always only in profit of the artist. The creative worker also needs to be ready at all 

times to show what he or she has to offer. And what that is precisely, is often dependent on the one who 

is asking. So the tension between what the artists wants to show and what the other wants to see, has 

increased.  

 

Proving your potentiality 

Finding out what you want to show as a creator, can be a hard question. But the way of doing so, is the 

next question, which is intertwined with the first one. We already talked about documentation and how 

the need to make it, can be a false assumption. But it is also a way of proving. The past can predict the 

future and in the creative field this is a common evaluation.  

In current society, it is crucial to be open and transparent about what you have to offer, so that everyone 

can see for themselves if these things are useful for them or not. Keeping things hidden and to yourself 

is not of these times, latency is in a way a taboo. While this goes against the fact that some things in the 

creative mind are hard to already show in their developing state and sometimes even impossible to talk 

about and make clear.  

Being on time 

Creative people feel the urge to make and perform and even maybe create social change, but the terms 

under which they are able to do so, can be restricting. The system in which these actions take place, 

often already has laid out the options, although it claims the possibilities are endless. 



Art needs time. It often is not forced out of the creative person, although concentration and hard work 

are also crucial. We talked about incubation and illumination and those stages come at their own time 

and speed. This is why it can be very frustrating to work on a piece that is asked for and not having an 

own idea.  

Also the timing to be ready and tell and talk about your work needs to be in sync with what the system 

asks. And because this could be any time, the maker must be ready all the time. Because every time 

there could be a change to get to know someone who wants to buy your work or put it into an exhibition. 

Everyone can develop a form of FOMO (Fear Of Missing Out), but in the creative industry this is nearly 

inevitably.  

Not only in the artistic sphere, but in the whole of society different jobs take on different speed. Because 

of this there can exist a gap in the time you share with others. Finding ways to work around this gap and 

still maintain relationships with other people who are busy on another level, can be hard but is still 

possible. For example through thinking about how to make an invitation to the other and inform about 

what you do or make. 

 

Rest is Resistance 

Another way to feel more connected with the people around you and to make a standpoint against the 

society of always being ready to act and show, is to nap. Everyone has to sleep and rest and that is 

exactly what the organization ‘Rest is Resistance’ thought when starting their projects.  

They describe themselves as an organization that ‘sees napping as a form of resistance and care and 

organizes different ways to practice it together’. It has overlapping with performance art, site-specific 

installations and community organizing and creates sacred and safe spaces for the community to rest 

together. This resting is a good example of getting close to the other, but is at the same time a resistance 

against rest that is taken away by the system we live in. 

The organization was founded in 2016 by Tricia Hersey and offers different ways in which their 

standpoints are operated. There are collective napping experiences that can happen in parks to art 

galleries and living rooms. There are different workshops, where interaction is created through text, 

music, poetry, meditation and collective dreaming. Hersey also gives lectures, mostly about community 

organizing and the science of sleep. Also an individualized healing plan is offered with coaching. Self-

care and self-reflection are noted as the basis for this. And lastly there is a ‘resurrect rest school’, where 

deep study, teaching and practice of the Rest is Resistance movement. 

Resting with other people asks for trust and feeling at ease. That is something a lot of people struggle 

with in their daily life. Stress that is created by impulses all around us, are also not helping with getting 

enough sleep. The Rest is Resistance is an organization that focusses on personal health, but goes further 

than that by saying this is a political act. 

 

Sleeping artists 

Because sleeping is such an intimate and true action, it is not weird that artists have been experimenting 

with sleep in their work. Whether it is political, mental of physical.  

Sonia Cillari demonstrates this in her work ‘As an artist, I need to rest’ (2009-2010), during which she 

breathes into a long cable that ends at a digital screen with a creature called ‘feather’ on it. When she 

exhales, the creature changes in form and hereby lives through her breathing. The viewers in the space 

also have influence on the shape and color of the feather through their breathing, the more people inside 

the room, the darker its color will be. The work is very intimate and brings life and work together.  

Another artist that showed her life and sleeping structure through her work, is Louise Bourgeois. She 

did that in a very different way. Because of her insomnia, she would often be awake at night. During 

that time, she drew. In total she created 220 drawings that had a place in the ‘Insomnia Drawing’ series.  

 

There have also been created works that invite the public and viewers to sleep, take a nap or simply just 

be and lay in the artwork. ROOM (2014) is a building and room created by Antony Gormley and is 

placed in the center of London, but because of its quietness and calmness the city seems very far away. 

Ilya and Emilia Kabakov created inside the Serpentine Galleries the work ‘The House of Dreams’ 

(2005), where small bedrooms shut off with curtains where placed. And on a Swiss mountain Frank and 

Patrik Riklin placed ‘Null Stern Hotel’ (2016), a king-size bed on which you can sleep under the stars. 

 



Laziness 

Sleep is important and we cannot go without. This way, something daily can become art. But does the 

same go for laziness?  

Artist Mladen Stilinovic is critical when it comes to structures in society. He can be viewed as a warrior 

for freedom of art and is very open in what that could be. With sadness and subtle humor he points at 

the notion of work. For example in his book ‘Artist at Work’ (1978), which consists of a series of images 

of Silinovic (almost) sleeping. In the book ‘I have no time’ (1979) the title comes back numerous times 

and this way shows that writing or reading the sentence actually does take time. And in his text ‘Praise 

of Laziness’ (1933) he states ‘there is no art without laziness’.  

Against the common view in society, he makes laziness a positive act. Laziness is something from which 

the outcomes are not visible and therefore not ‘good’, in the eyes of the fast working economy. But this 

act of ‘not-doing’ can also be seen as not offering the world a performed representation of always being 

at work. Silinovic states it is a way of claiming your own free time and to deny competition with others. 

It is also a way to commit to activity without application, which is the case in making art too. 

Silinovic also says that art should not consist of acts of production and should not be commissioned, 

that it is pure if it has no function and that through laziness it becomes free. But it does not stand for 

conform. Because conformism is the opposite of laziness, he says. He was early aware that the making 

of art is something on the opposite side of labor and thoughts about this complexity come back 

throughout his practice. 

 

Ownership 

Mladen Stilinovic critiqued the notion of working, but also the idea of ownership and possession. He 

showed how capitalism affects art in his book ‘History of Modern Art’ (1977), which is a reproduction 

of the most popular art history book at the time, but the only difference is that he blacked out all the 

words apart from which wealthy family or other purchased or donated the work. He reveals the 

possessive side of objects, documents and performances and asks the question if art can only exist if it 

can be owned.  

Waste  

Michel Serres does this too in his book ‘Malfeasance: Appropriation through pollution?’ (2011), where 

he compares the ownership and demarcation of animals with our production of waste. And wasting the 

planet at the rate we are doing right now is something that simply can’t go on. Serres says that the way 

we own is through polluting, but while that is endangering life, that means we have to stop owning to 

live. And in artistic practice, that means to find creative ways to not be subservient to possessive 

capitalism. ‘We can live with the world without owning it and we can make art without it needing to be 

signed or bought’, he says. And this way art doesn’t require possession.  

 

Maybe reduction has to be the new way of living, for artists as well as non-artists. A working way of 

minimal impact may be a provocative reaction to society in which everything has to grow.  

Another reaction is working in anonymity. When art is not owned by his maker and maybe even not 

seen as art, competition and the need to produce are not present. Serre even says that the letters of his 

name on the spine of a book are just as wasteful as the logo on a car, because it means the product 

remains owned by the maker even after it is bought. Ownership and naming are not always positive and 

appropriation is not neutral or innocent. 

 

Resistance of art 

Laziness as the opposite of showing to be busy and turning away from ownership are both examples of 

being critical to society and the creative industry. Even more, they are a resistance. They show a refusing 

to go in with how things normally go and not move along with what is expected. 

But are sometimes forms of resistance not also ways of producing work, just like the things they are 

demonstrating against? Other small ways – like uncooperativeness – may be better reactions to the 

culture of high performance and speed. Also because the reason to demonstrate is that the restrictions 

and requirements of society are too hard and too high to keep up with. So to do less instead of more as 

demonstration seems to be suitable. They should be moments of interruption and awareness.  

Július Koller for example stated in his Anti-Happenings manifesto (1965) that the happening is also just 

another way to put an artistic act into action and thus serving the demands of fast society. He points out 



in his texts that art should not be marked and named and that there should be found other ways to talk 

about and point at what art should be in culture. His happenings existed not of meaning, but of ‘simply 

displacing matter in space’. And also in his work ‘Monologika—Jojo (U.F.O.)’ (1982) the word U.F.O. 

can stand for different things and this way gives alternative ways to look at one single thing other than 

the ones given by the controlling system. Koller practice exists of giving things that are not asked for 

and he does it with constancy and exuberance. It is a resistance in the way western society sees 

producing. 

Another thing we have talked about before, is latency. Keeping things hidden and not in the open for 

everyone to see and to seize, is also a way of resistance and going against the current order of things. 

But on the other hand, showing what can’t be shown or understood completely, is also making a 

statement and going against what is expected. That is to be seen in abstract art, for example. The non-

figurative works often show some kind of feeling or emotion, but what it is exactly, never becomes spot-

clear. That could be because it is not really possible, there is an in-potentiality. This way the resistance 

against holding back what you cannot put into words, shows a great understanding of form, color and 

feeling to translate those thoughts. And inside the abstract work thoughts of the maker are hidden, as 

well as from the viewer. 

 

In-potentiality 

Giorgio Agamben – an Italian philosopher – calls the making of art a poetic act, because the things we 

use for it, have already been created. But before anything is created or acted, there is potentiality. 

Everyone holds that inside their selves and can always choose to act or not act on it. That way, each 

potentiality is at the same time also an in-potentiality, he says.  

And for every poetic act, there needs to be a moment of standing still and resisting the speed and actuality 

around us. This is also an in-potentiality, to not go with the way things are happening around us. 

Agamben tells us that in all great artworks, this moment of in-potentiality – and maybe even the not 

understanding of the thing that is looked at – shows through in the work.  

There is also resisting in the making, because if something would be entirely translated to the work, 

there would be nothing left to wonder about and the artist would lose himself in the thing he or she is 

investigating and trying to translate. By resisting with something personal from the artist, they can 

almost fight against the impersonal element that has overcome them and caught their attention.  

In abstract work something is also held back and thus is something to lose yourself in, because there is 

room to open your own thoughts. 

In the system of potentiality, it is important to sometimes do nothing and hold back. This way, a form 

of reflection can take place and re-new the way things have been happening before. This is exactly what 

is happening in poetry, for example. There is a contemplation of language, so that the potentiality of 

speaking can be renewed.  

 

Care 

By not giving in to the demanding of producing, there can begin to exist another way of making. Maybe 

a way of making that is welcomed by people around you. By asking questions about the things that can 

become to exist or that have to be looked at again, an interest is felt and through that, an encouragement 

to go on.  

In a way, by creating there is always a debt towards the persons and the things that surround the maker. 

Because without all this, there would be no impersonal matter outside of the maker that they could meet. 

And there would not be any examples. Often a motivation to create, is to see that others can do it too. 

One way to act upon this debt, is to dedicate work or a part of a practice to the inspiration. By showing 

the voices that can be heard through the work, a form of community exists. 

The source of creating or acting can be named as ‘caring’. Because giving concentration and interest are 

loving and caring. When a feeling of care is present, there is no other way than to do something with it 

and thus go against everything that says you can’t do it. And so the loving drive is not coming from the 

demand of society, but from yourself and the thing or person you care about.  

But on the contrary, choosing not to do something can also come from care. When it goes against your 

ethics or own physicality, for example.  

But because caring can almost only exist towards the things that are personal and close, it cannot become 

an organized matter. And there can only be small radical statements against the system. Like latently 



demonstrating. So by taking care of yourself and others and saying ‘no’ to the asked work, a radical 

standpoint can be made. 

 

 

 

So in short; the difference between visible and invisible aspects of making art is important when you 

start to communicate. Either if the artist is speaking, or the work itself. And what stays after a work of 

art has been shown - the documentation – says a lot about the original work. The artist is an energy 

creator and should be critical when to think about if the norms that already exist about showing work, 

relate to the things that he or she wants to show and tell. It is a question about identity and sometimes 

that means resistance has to take place. Resistance against a society that expects you to always be ready 

to perform. One way of reacting to that is using rest and sleep. And another reaction to the overruling 

thought of ownership and waste is through making art that is not owned, or to show things that actually 

cannot be shown at all and that way become universal. It is important as a creative being to understand 

that your potentiality also means that you also have a choice to not show or perform and that there should 

be places where caring is dominating artistic making and creating.  
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