


Cortextualism 
A theoretical model on the transformation of sculpture into 
neuro-material and proto-algorithmic systems 

Cortextualism proposes a theoretical framework for understanding sculpture as 
an evolutionary system located at the intersection of bodily perception, 
materiality, and network-like structures. The model is articulated into three 
interconnected paradigms: Neurophysiological Sculpture, Cybermaterialism 
Transcendent, and Cyberrenaissance. These describe a transition from direct 
somatic interaction toward a conceptualization of matter as a carrier of code and, 
subsequently, toward emergent polycentric organizations. 

It defines an an adventure beyond and above art and beyond the visual aspect. It 
marks an evolutionary path eminently imbued with its own symbolism and a 
personal mythology that the sculptor projects into the abstract field of the blend 
between the classic and the effervescent promise of the expansion of new 
technologies into the flesh of electric thought. 

Sculpture is the structure of materialized thought, code precedes technology, and 
the sculptor becomes the interface. A central aspect of the theory is that these 
paradigms are not dependent on technology, but logically anticipate its 
mechanics at a conceptual level. As a natural evolution, the system develops into 
three new independent paradigms, yet linked together solely through EEG 
technology, neurofeedback: 

●​ Neurorecursive Sculpture or Onto Cybernetic Sculpture 
●​ Imind Sculpture or Cognitive Reconfiguration 
●​ Mind Gap Sculpture or Interstice Sculpture 

and 3 individual paradigms: 

●​ Neurorecursive Sculpture or Onto Cybernetic Sculpture 
●​ Inmind Sculpture or Cognitive Reconfiguration 
●​ Mind Gap Sculpture or Interstice Sculpture 

Chronologically speaking, the first to appear is Neurophysiological Shapings, at 
the beginning of the 2000s, developing along with the following ones, up to the 
landmark technological input that becomes present in the final three paradigms 
of the last two years. 

Axioms of the System 



1.​ Sculpture constitutes a form of materialization of cognitive 
structures. 

2.​ Code exists as an organizing principle of matter prior to 
technological implementation. 

3.​ Artistic practice functions as an interface between the body, 
materiality, and latent relational structures. 

4.​ Sculpture becomes the structure of materialized thought. 
5.​ Code precedes technology and organizes matter. 
6.​ The artist operates as an interface between body, matter, and the 

latent network. 

Explanations 

Cortextualism is a transdisciplinary practice in which cognition and personal 
mythology become living architectures of consciousness. 

It is not merely an object, but an Initiatic process. 

It is not merely a form, but a cognitive event. 

It is not merely representation, but the self-generation of meaning. 

In cortextualism, it is not just about bodily modelings or visual data, but 
neurophysiology as an active personal myth. 

Technology is defined as an extension of the subconscious, the hologram or the 
projection as an ontological layer. Technology not as a visual effect, but as an 
active neurosymbolic system. 

Cortextualism does not represent form; it is a generator of consciousness. It no 
longer belongs only to art, but exceeds it through an active personal ontology. 
Mythology becomes cognitive architecture. The algorithm becomes the fertile 
aesthetic territory. Technology is not a tool, but a neurosymbolic extension for an 
augmented subconscious. The artwork ceases to be a simple object and becomes 
a self-reflexive cognitive ecosystem. This is not just a new artistic direction. It is an 
ontological shift. 

The evolution proposed by cortextualism can be synthesized as follows: 

body – instability – evolution – activation – modeling – self-reflexivity – 
matter – code – network – polycenter – emergence 

Cortextualism must not be understood as an aesthetic dependent on technology, 
but as a theory that anticipates its conditions of possibility. In this sense, the 
artistic endeavor does not follow technological development, but operates within 
a conceptual register where algorithmic structures, networks, and emergent 
processes are already present as forms of thought. Thus, the body becomes a 



medium for modeling through the induction of movement, and the battlefield 
fitness relationship replaces static composition. 

Conclusions 

Sculpture sculpts the being, matter is reborn in the flesh of electric thought, and 
form becomes onto-rhizomic. 

In Cortextualism and in paradigm 2, sculpture represents the existential 
adventure, marking a type of evolution sustained by personal symbolism and 
one's own mythology, which is manifested through bodily, physical, as well as 
cognitive polishings. 

Neurons generate forms through ideas, and forms inspire back, restructuring 
thought through feedback of a perceptive nature within the abstract field of 
consciousness. Yet sculpture as an object remains present in monumentally 
organic forms made of translucent epoxy resins, imprinted by illusive chromatic 
drawing and layers of color with an epidermic reference. They represent true 
extensions of materialized thought. Within the exhibition, they appear as tangible 
extensions of the film, materializations that pierce the flat field of the monitor 
screen. 

It is a type of assumption of plastic expression that becomes a continuously 
changing circuit, a mutual modeling between body, consciousness, and creation. 
Here occurs the departure from the strict zone of visualization and the distancing 
from art with a decorative role, in favor of an evolutionary aesthetic cognitive 
endeavor. 

The rebirth in the flesh of electric thought appears when sculpture turns from a 
simple object into an interface between matter and consciousness. The notion of 
the flesh of thought defines the subtle neural matter and its willingness 
(neuroplasticity) to be modeled through cognitive involvement. 

Cyber in this pre-technological context designates the capacity for self-regulation 
within the relationship between expression, matter, consciousness, being, and 
evolution. 

Paradigms 

I. NEUROPHYSIOLOGICAL SCULPTURE 

 

(Rebound Core or Free shaper) 

Principles 



1.​ Sculpture functions as an active system for inducing movement. 
2.​ The body becomes a medium for producing meaning. 
3.​ Instability is a generative mechanism. 
4.​ The conflictual relationship replaces static composition 
5.​ Form results from the physiological relationship. 

This paradigm redefines sculpture as an existential experience situated beyond 
the visual register. Sculpture acts as an active system that induces movement, 
instability, and direct bodily reaction. Two female bodies function as vectors of 
confrontation on a dynamic, unstable surface, in a simultaneous process of 
expulsion and stabilization. 

The interaction generates a battlefield fitness type of field, in which raw and 
unpredictable muscular reactions are converted into an aesthetic constructive 
gesture. The performance appears as an emergent effect of the system. In 
parallel, the neuronographic drawing, developed on transparent resin volumes, 
marks the emergence of a personal mythology. This paradigm operates without 
technological input. The code is present, but remains latent. 

Statement 

Sculpture becomes a system that models the body through instability and 
confrontation. Form is not constructed, but emergent from reaction. The body 
becomes simultaneously the agent and the material of the sculpture. 

 

Defining elements: 

Sculpture Rebound Core / Free Shaper 

Female vectors in confrontation 

Unstable active surface (hemisphere / circle) 

Battlefield fitness (force field) 

Neuronographic drawing on transparent resins 

Incipient personal mythology 

 

Axiom 

The sculpture sculpts the Being. 

 



1.​ Positioning of the paradigm 

Neurophysiological sculpture constitutes the first operational level of 
cortextualism. It defines sculpture not as a static object, but as a system of 
controlled instability that produces a direct physiological engagement. Unlike 
traditional sculptural practices, where form is stabilized and observed, here form is 
continuously generated through bodily interaction. The sculptural domain does 
not present itself as a finalized entity, but as a condition that must be negotiated 
in real time. The artwork exists only through activation. 

 

2.​ Instability as a generative condition 

Within this paradigm, instability is not understood as disorder or a lack of 
structure, but as a generative mechanism. It produces a continuous imbalance, 
forcing the body to engage in processes of adaptation, correction, and response. 
The center of the sculptural system is not fixed. It shifts, collapses, and 
reconfigures, preventing stabilization and requiring constant recalibration. This 
dynamic condition transforms perception from passive observation into active 
negotiation. 

 

3.​ The body as material and agent 

A fundamental shift occurs in the status of the body. It is no longer external to the 
sculptural object, nor is it merely a spectator or a performer.  

The body becomes both: the agent that activates the system and the material 
that is transformed by the system.  

Through exposure to instability, the body generates muscular contraction, 
tension, and reactive force. These responses are not side effects, but primary 
components of the sculptural process.  

Form is not imposed – it appears through the engagement of the body. 

 

4.​ Female vectors and confrontation 

The introduction of two female vectors establishes a relational structure based on 
confrontation and co-dependency. Positioned on a dynamic hemispherical 
surface with an unstable center, these vectors engage in a continuous process of 
mutual displacement and stabilization.  

Each vector attempts to expel the other and to maintain balance.  



This dual action produces a state of tension that cannot be resolved. Instead, it 
sustains the system in continuous activation. 

 

5.​ The battlefield fitness condition 

The interaction between instability and confrontation generates a specific state of 
bodily activation that can be defined as a battlefield fitness condition.  

This condition is characterized by:  

●​ continuous muscular engagement,  
●​ reactive force under pressure,  
●​ and adaptive movement under unstable conditions.  

The body is not trained in the conventional sense.  

It is forced to respond. 

 Instability becomes resistance.  

Confrontation becomes structure. Force becomes reactive. In this state, raw 
physical energy is transformed into an organized response. The aesthetic 
dimension emerges from the intensity of the activation, not from a predefined 
form. 

 

6.​ The code as a somatic structure 

In this first paradigm, the code functions at a latent level, embedded within the 
relationship between instability and response. It is not externalized or formalized. 
Instead, it exists as a somatic structure that governs behavior.  

The code is present as: 

●​  reaction patterns,  
●​ adaptive sequences,  
●​ and embodied responses.  

It does not describe the system. It generates it.  

The sculptural domain produces behavior before it produces form. 

 

7.​ From form to process 



A decisive shift takes place from form as a stable entity to process as the primary 
condition. What is perceived as form is, in fact, the temporary result of continuous 
interaction.  

There is no fixed object. There is only a system in operation.  

This redefinition situates sculpture within a temporal and physiological 
framework, where duration, repetition, and variation become central. 

 

8.​ Implications 

Neurophysiological sculpture establishes several critical implications for the 
broader cortextualist system:  

1.​ Sculpture becomes inseparable from the body;  
2.​ Instability becomes a constructive force;  
3.​ Form is no longer predefined, but generated;  
4.​ Perception is produced through engagement;  
5.​ Sculpture sculpts the being. 

 

9. Transition 

If, in this first paradigm, the code exists as a somatic and latent structure 
embedded within the body, the second paradigm will mark its transition toward 
material organization. 

 

II. TRANSCENDENT CYBERMATERIALISM  

Academic Text 

Transcendent Cybermaterialism defines a material regime in which thought does 
not generate representations, but manifests directly as a stratified bodily 
structure, in which matter is reborn in the flesh of thought. 

This materiality appears as a continuum between drawing, painting, volume, and 
the moving image. The illusive chromatic drawing on transparent resins produces 
organic volumetric forms, and the stratified painting settles epidermically over a 
drawing structure, generating a unitary picto-sculpture. The film functions not 
merely as a support for representation, but as a medium from which forms 
emerge to become palpable sculptural extensions in space. 



These extensions are supported by a collage of frames, in which different classical 
styles are reunited within a concept of framing that becomes a constitutive part of 
the artwork, and by an original soundtrack that maintains the bodily coherence of 
the ensemble. There is a fragment by Ciprian Porumbescu and an atonal piece 
composed in the present day specifically for this project. 

In this context, “cyber” does not designate technology, but a principle of internal 
self-regulation. Form is not composed, but results from the continuous interaction 
between layers, where each level influences and reconfigures the whole. Matter 
does not merely persist as a sculptural object, but regenerates continuously in the 
act of appearance, returning upon itself as a living process. 

“Cyber” does not stem from technology, but from the original principle of 
self-regulation and feedback. It is prior to any apparatus—an internal logic of 
matter through which it organizes and reconfigures itself. In this sense, cyber is 
pre-technological and pre-artistic: a condition of formation, not a tool. Cyber is not 
technology, but the pre-technological principle of the self-regulation of matter. 

In Cortextualism and in paradigm 2, sculpture represents the existential 
adventure, marking a type of evolution sustained by personal symbolism and 
one's own mythology, which is manifested through bodily, physical, as well as 
cognitive polishings. 

Neurons generate forms through ideas, and forms inspire back, restructuring 
thought through feedback of a perceptive nature within the abstract field of 
consciousness. Yet sculpture as an object remains present in monumentally 
organic forms made of translucent epoxy resins, imprinted by illusive chromatic 
drawing and layers of color with an epidermic reference. They represent true 
extensions of materialized thought. Within the exhibition, they appear as tangible 
extensions of the film, materializations that pierce the flat field of the monitor 
screen. 

It is a type of assumption of plastic expression that becomes a continuously 
changing circuit, a mutual modeling between body, consciousness, and creation. 
Here occurs the departure from the strict zone of visualization and the distancing 
from art with a decorative role, in favor of an evolutionary aesthetic cognitive 
endeavor. The rebirth in the flesh of electric thought appears when sculpture 
turns from a simple object into an interface between matter and consciousness. 
The notion of the flesh of thought defines the subtle neural matter and its 
willingness (neuroplasticity) to be modeled through cognitive involvement. 

Cyber in this pre-technological context designates the capacity for self-regulation 
within the relationship between expression, matter, consciousness, being, and 
evolution. 

Principles 



1.​ Matter becomes an active support of the code. 
2.​ The code operates independently of technology. 
3.​ The image exceeds the flat surface of the screen (film) and extends 

into palpable volumes. 
4.​ Composition becomes stratified and processual. 
5.​ The artwork functions as a hybrid system (visual, material, acoustic). 

Defining elements 

●​ Personal symbolic mythology 
●​ Film-performance with extra-screen sculptural extensions 
●​ Transparent epoxy resins 
●​ Epidermically stratified chromatic-illusive drawing 
●​ The concept of framing (structural collage) 
●​ Original soundtrack 

The second paradigm introduces an ontological mutation in the status of matter, 
which becomes an active carrier of code. 

 

1.​ Positioning of the paradigm  

Cybermaterialismul transcendent marks the second paradigm of cortextualism, in 
which the focus shifts from the body, as the primary site of activation, toward 
matter, as an active and structuring field.  

If neurophysiological sculpture functions through direct bodily engagement, this 
paradigm reconfigures the status of matter itself. Matter is no longer understood 
as a passive support for form, but as an active medium capable of organizing, 
carrying, and expressing the latent code.  

The sculptural system extends beyond physiological activation toward stratified 
perceptual and symbolic structures. 

 

2.​ From somatic code to material code 

In the first paradigm, the code exists as a somatic structure embedded within the 
bodily response. In this second paradigm, the code undergoes a process of 
externalization and materialization.  

It becomes:  

●​ stratified,  
●​ distributed in matter,  
●​ and perceptually accessible, though not fully explicit.  



The code is no longer just put into practice – it is inscribed into material 
configurations. However, it does not become technological.  

It remains independent of digital systems, functioning as a latent structuring 
principle. 

3.​ Matter as an active field  

Matter is redefined as an active field in which relationships are organized and 
perception is constructed.  

This shift involves:  

●​  the emergence of depth as a structural logic,  
●​ and the transformation of the material into a carrier of stratified 

information.  

The material no longer serves to support form. It becomes the medium in which 
the message is continuously generated and transformed. 

4.​ The chromatic-illusive drawing as a material process 

Within this framework, the neuronographic drawing evolves into a new 
operational condition: the chromatic-illusive drawing. This process consists of 
embedding line-based, neuro-rhizomic structures into successive translucent 
layers of color.  

These layers function as: 

●​  stratified perceptual fields,  
●​ carriers of optical interference,  
●​ and generators of depth and instability.  

Color is no longer applied as a surface. It is constructed as a stratified system that 
produces ambiguity and a shifting perception.  

Drawing does not merely represent, it operates.  

The line becomes a vector of organization within the material depth, while color 
becomes a medium of perceptual modulation. 

 

5.​ Transparent resin and stratification 

The use of transparent epoxy resin introduces a material condition that allows the 
physical realization of stratification.  

Within these volumes:  



●​ the drawing is embedded, not applied;  
●​ color accumulates in successive layers;  
●​ depth becomes both optical and structural.  

The material acquires a dual status:  

●​ physical presence  
●​ and perceptual field.  

The viewer does not observe a surface, but penetrates into a stratified visual 
structure. 

 

6.​ The film and palpable extensions 

The sculptural system extends beyond the status of a static object through the 
integration of the film and spatial extensions.  

The film no longer remains limited to the screen. It extends into sculptural 
extensions, creating volumetric continuities between image and object.  

This produces:  

●​ a hybrid field between image and matter,  
●​ a continuity between virtual and physical space,  
●​ and a displacement of the viewing position.  

The artwork becomes an environment rather than an isolated object. 

 

7.​ Framing as structural recomposition 

The concept of framing introduces a process of fragmentation and recomposition 
derived from classical visual structures.  

The frames are: 

●​  continuous,  
●​ displaced,  
●​ and recombined.  

This process does not quote historical forms, but reorganizes them within a new 
structural logic. 

 Framing functions as a mechanism that: 

●​  manifests continuity,  



●​ redistributes visual hierarchy,  
●​ and constructs relational tension. 

 

8.​ Sound as a compositional structure 

Sound is integrated as a structural component, not as an accompaniment. 

 It functions to:  

●​ extend perception beyond the visual,  
●​ introduce temporal stratification,  
●​ and consolidate the stratified logic of the system.  

The sculptural field becomes multisensory without losing its material foundation.  

It organizes perception without becoming visible as a fixed system. 

 

9.​ From surface to structure 

A fundamental transformation takes place from surface-based representation to 
depth-based structuring.  

The surface dissolves as a primary condition. 

Structure emerges through stratification.  

What appears as an image is, in fact, a complex organization of relationships 
within material depth. 

10.​ Implications 

Transcendent Cybermaterialism introduces several key transformations:  

1.​ Matter becomes an active carrier of code;  
2.​ Drawing becomes embedded and operational; 
3.​ Color becomes stratified and perceptual;  
4.​ The artwork extends across media;  
5.​ The viewer enters a stratified perceptual field. 

 

11.​ Transition 

If, in this second paradigm, the code becomes material and stratified, the third 
paradigm will extend this logic into onto-rhizomatically distributed systems. 



Axiom 

Matter reborn in the flash of electric thought. 

 

III. CYBERRENAISSANCE 

The third paradigm marks the transition toward rhizomatic and polycentric 
organizations of form.  

Composition is no longer centered, and meaning is no longer predetermined, but 
emerges from interactions.  

The structure becomes open, and each element can function as a generator of 
significance. 

The artwork operates as a dynamic system, where form is the result of a 
continuous process of emergence.  

Elements of concrete poetry and neurolinguistic structures are introduced, and 
technology begins to be integrated as a necessary extension of the conceptual 
model. 

 

Defining elements 

●​ Neuro-rhizomic drawing 
●​ Polycentric organization 
●​ Concrete poetry 
●​ Elements of neurolinguistic programming 
●​ Emergent technological integration 

Principles 

1.​ Composition is polycentric and non-hierarchical. 
2.​ The structure is neuro-rhizomic. 
3.​ Meaning is emergent. 
4.​ The artwork becomes a system, not an object. 
5.​ Technology appears as an internal necessity. 

 

 

1.​ Positioning of the paradigm 



Cyberrenaissance constitutes the third paradigm of cortextualism, within which 
the sculptural system shifts from material stratification to distributed 
organization.  

If the first paradigm activates the body and the second organizes matter, this 
third paradigm defines structure as a network.  

The sculptural field is no longer defined solely by the object, body, or material, but 
by the relationships that bind them.  

The structure becomes relational, distributed, and generative. 

2.​ From stratified code to distributed code 

In Transcendent Cybermaterialism, the code becomes material and stratified.  

In Cyberrenaissance, this structure undergoes a further transformation: it 
becomes distributed.  

Code is no longer localized within a specific medium.  

It operates across:  

●​ drawing,  
●​ matter,  
●​ imminent technological input,  
●​ spatial relations,  
●​ and conceptual structures.  

It exists as a network of interactions rather than a closed system. Code becomes 
fully relational. 

 

3.​ The neuro-rhizomic / onto-rhizomic structure 

The organizing principle of this paradigm is defined as neuro-rhizomic / 
onto-rhizomic.  

This structure is: 

●​ non-hierarchical,  
●​ polycentric,  
●​ and continuously reconfigurable.  

There is no central point of control.  

There is no fixed composition. Instead, elements connect, disconnect, and 
reorganize dynamically.  



The neuro dimension refers to functional and cognitive relationships.  

The onto dimension refers to structural and existential conditions.  

Together, they form a system where structure is not imposed, but takes shape. 

4.​ Polycentric composition 

Composition is no longer based on balance, symmetry, or hierarchy.  

It becomes  

●​ polycentric,  
●​ distributed,  
●​ and open. 

Multiple centers coexist without stabilization.  

Each element participates in generating the whole without dominating it.  

The artwork cannot be reduced to a single viewpoint or a single structure. 

5.​ From object to system 

A decisive transformation takes place: the disappearance of the object as a 
primary unit.  

The artwork no longer exists as a physically defined entity.  

It becomes: 

●​ a system,  
●​ a condition,  
●​ and a field of relationships.  

What is perceived is not a fixed form, but a moment within a continuous process. 

6.​ Integration of conceptual and linguistic structures 

Within this paradigm, the visual structure extends into the conceptual and 
linguistic domains. Elements of: 

●​  conceptual construction, 
●​  poetic formulation,  
●​ and neurolinguistic structuring becomes part of the system.  

Language no longer describes the artwork; it participates in its construction. 

7.​ Emergence as a principle 



Meaning is no longer predetermined or encoded in a fixed manner.  

It appears through interaction.  

Emergence functions as:  

●​ the result of relational dynamics,  
●​ the effect of the distributed code,  
●​ and the manifestation of the system's behavior.  

The artwork is not interpreted; it is experienced as a process of becoming. 

8.​ Technology as a necessity 

While the previous paradigms function independently of technological systems, 
Cyberrenaissance introduces a shift where technology becomes a necessary 
extension.  

Not as an origin, but as a continuation.  

Technology is required for:  

●​ sustaining distributed systems,  
●​ processing relational complexity,  
●​ and extending the field of interaction.  

However, the logic of the system precedes the technology.  

Technology does not generate the system, but allows its expansion. 

 

Axiom 

The need for technological input emerges. 

 

9.​ The code as a network 

In this paradigm, the code becomes completely distributed.  

It is no longer: 

●​ somatic (as in Paradigm I)  
●​ or stratified (as in Paradigm II),  

but becomes: 

●​ networked,  



●​ relational,  
●​ and generative.  

The code functions as the totality of relationships within the system. There is no 
single location of the code.  

The system itself is the code. 

10.​ From structure to network 

Structure no longer defines the system.  

The network replaces structure.  

This transition implies: 

●​ openness,  
●​ adaptability,  
●​ and continuous transformation.  

The system cannot be fixed or finalized.  

It remains in a state of continuous generation. 

11.​ Implications 

Cyberrenaissance establishes the final transformation of the cortextualist system:  

●​ Structure becomes network;  
●​ Code becomes distributed;  
●​ Composition becomes polycentric;  
●​ Meaning becomes emergent;  
●​ The artwork becomes an open system. 

 

12.​ Transition toward the total system 

At this stage, the three paradigms form a continuous transformation:  

●​ body – activation;  
●​ matter – stratification;  
●​ structure – network.  

Each stage does not replace the previous one, but integrates it. 

 

The final synthesis 



Cortextualism redefines sculpture from the activation of the body to the 
structuring of matter, up to technological engagement.  

The code evolves as: 

●​ somatic,  
●​ material,  
●​ and networked.  

Sculpture evolves as: 

●​ activation,  
●​ field,  
●​ and system. 

Sculpture tends to turn from an object into a cyber interface of consciousness. 

 

IV. NEURONORECURSIVE SCULPTURE  
 

Statement 

Neurorecursive sculpture creates an infinite feedback loop between the brain and 
sculpture, where cognition becomes both the generator and the receiver of form. 
The brain models the object, and the object in turn models the brain. 

Definition 

Neurorecursive sculpture (onto-cybernetic) is a paradigm based on the real-time 
capture of neural data through EEG, converted via software into holographic or 
projected visual forms. The brain activity of the sculptor during the act of creation 
is recorded as a neural signature, which is subsequently re-projected onto the 
finished artwork. This creates a recursive system: 

●​ the brain generates the sculpture 
●​ the sculpture returns information to the brain 
●​ perception re-enters cognition 
●​ the loop continues indefinitely 

Principles 

1.​ Recursive feedback loop 

Creation is no longer linear, but cyclical: brain – object – brain. 

2.​ The neural signature of creation 



The act of sculpting is recorded as data, becoming part of the artwork itself. 

3.​ The object as a cognitive interface 

The sculpture becomes a medium that transmits cognitive information back to 
the artist. 

4.​ Extended feedback systems 

Feedback can come from:  

●​ the artist (own EEG loop),  
●​ external observers (eye movement, motion tracking),  
●​ or audience interaction within the exhibition space. 

 

 

5.​ The first sculpture in an infinite loop of creation 

The artwork is never final; it continues to evolve through feedback. 

 

What is new 

●​ Sculpture becomes a closed cognitive system. 
●​ The artwork contains its own process of becoming. 
●​ Both the audience and the artist can enter the feedback loop. 
●​ Measurable cognition becomes the material for transformation. 
●​ The infinite becomes present. 

 

Axiom 

The brain sculpts the sculpture, and the sculpture sculpts the brain. 

 

V. Inmind Sculpture 

Statement 

Inmind Sculpture transforms mental states into visual structures in real time, 
allowing the mind to observe and regulate itself through the image. 

 



Definition 

Inmind Sculpture is based on the EEG measurement of brainwaves that indicate 
states such as calmness, stress, and focus. These states are translated into visual 
projections: 

●​ Calmness – fluid forms, blue light 
●​ Stress – fragmented forms, red 
●​ Focus – stable structures 

The sculptor observes how internal states modify the sculpture in real time and 
can consciously regulate them through breathing and relaxation. 

 

Principles 

1.​ Real-time cognitive visualization: 

Mental states become immediately visible. 

2.​ Self-regulation through image 

The artist modifies the sculpture by changing their internal states. 

3.​ Non-invasive neurofeedback 

No corrective software or imposed systems — pure cognitive interaction. 

4.​ Expansion of emotional awareness 

Visualization enhances awareness of internal processes. 

5.​ The cognitive-visual loop 

The mind observes itself and transforms through perception. 

 

What is new 

●​ Neurofeedback becomes an artistic medium, not therapy. 
●​ The sculpture is a living cognitive mirror. 
●​ Regulation occurs naturally, not algorithmically. 
●​ The process is pure, direct, and unmediated. 

 

Axiom 



The mind observes itself and reconfigures through visual form. 

 

 

VI. MIND GAP SCULPTURE 
 

Statement 

Mind Gap Sculpture reveals the invisible intervals between thoughts, 
transforming cognitive silence into a perceptible form. 

Definition 

Mind Gap Sculpture is an immaterial sculpture generated through EEG, where 
the artist, entering a detached meditative state, makes perceptible the anti-space 
between thoughts. It does not represent mental activity, but rather: 

●​ the absence between thoughts 
●​ the subtle space of cognition 
●​ the silent structure of consciousness 

The public experiences externally what is unobservable internally. 

Principles 

1.​ Sculpting the interval 

Not thought, but the space between thoughts becomes the medium. 

 

2.​ Immaterial form 

Sculpture is defined by perception, not by physical mass. 

 

3.​ Cognitive filtering 

EEG data is reduced toward stillness, not toward expression. 

 

4.​ Meditative detachment 

The artist accesses deeper cognitive layers through non-action. 



 

5.​ Emergent phenomenon 

The artwork is not an object, but a state-event. 

 

What is new 

●​ Sculpture shifts from matter to information to interval. 
●​ The void becomes a visible structure. 
●​ Consciousness is not represented, but exposed. 
●​ The aesthetic object becomes a cognitive phenomenon. 

Axiom 

The true form of the sculpture is the invisible interval between thoughts. 
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