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The concept of cerebral landscape in Micheline LO 

 

 

Saying one day, “I paint the cerebral landscape,” Micheline LO expressed the common thread 

of her work. This text first explores the notion of the cerebral landscape in general, then in Micheline 

LO’s work. 

 

 

Overview 

Our brains bathe in landscapes, but learn to see images. They constantly reduce the 

uncertainties that surround them through words, signs, and reasoning. They seek to grasp images that 

can be framed, stabilized, interpreted, and memorized. In contrast, Micheline LO's paintings keep our 

brains below the level of the expressible, where forms are not yet complete, where they are still 

uncertain, in formation, almost biological. The more we look at a painting by Micheline LO, the less we 

see it. Our brain is absorbed “inside” it, as in a landscape, among the perceived elements. 

 

What is a landscape? 

 

Familiarly, a landscape is a “portion of nature” visible to the gaze. We talk about terrestrial, 

maritime, and cloudy landscapes. By extension, these can also be industrial or urban landscapes. More 

broadly, it can also refer to domains accessible to our senses: cultural, media, scientific landscapes, etc. 

The common feature of all these landscapes is that they have a form of life. They move, they encompass 

us, they evolve. 

The differences between landscapes and (optical) images are worthy of note. A landscape is 

experienced from within. One is “inside” it. An image is experienced from outside. One is “outside” of 

it and “in front” of it. An image is framed. A landscape is not. A landscape “is” itself. An image “refers” 

to something else. It refers to a past, a future, or somewhere else. Most often, it imitates reality. 

Sometimes it invents something that does not exist. However, it is never alive in the biological or 

organic sense of the term. 

For RODIN, photography produced “petrified images” devoid of movement. Of course, an 

illusion of movement can be produced by a succession of images, sometimes immersive, as found in 

cinema, television, or multimedia spaces. To the point of giving an illusion of life. But these images can 

only be reproduced. They cannot evolve on their own. Despite sometimes astonishing illusions 

resulting from real-time algorithmic calculations, the synthesized images of certain Korean television 

presenters remain optical digital images. They are calculated translations of sequential streams of 

information. They do not have the ability to generate themselves, to live, to grow, or to evolve as 

landscapes do. 
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In a word, a landscape is all-encompassing, is alive, and is self-generating. The more you look 

at it, the less you “see” it. The more you experience it, the more you are absorbed in it, the more you 

are “among” its elements. 

 

Landscapes and painters 

 

Until the mid-19th century, painters in the West painted images. Their paintings depicted and 

captured characters, legends, and events. They were viewed from a certain distance. They unfolded in 

a Euclidean space, artificially constructed by mathematical laws. But they did not seek to place the 

viewer in an experience of presence or duration. 

It was in the mid-19th century that painters known as “modern painters” began to paint the 

“here and now”—not in an instantaneous way, as in photography - but in a prolonged, living way, 

evolving in duration. Several painters at the time even decided to take natural landscapes as their main 

subject. The multiple paintings of Montagne Sainte-Victoire by Cézanne are examples of this. 

But conveying duration in a painting was not an easy task. It required playing with the 

perception of those gazing at the paintings. So the Impressionists broke down the colors on their 

canvases. And then, as the viewer's gaze moved across the canvas, the colors were gradually 

recomposed, differently each time, almost as if they were alive. Their paintings conveyed an illusion of 

presence, but also of duration. 

 

The concept of cerebral landscape in general 

 

Seeing and feeling something happens in several stages. Our five senses capture elements of 

that thing. Then, our brain gets to work. And this work takes place in duration. In more or less 

continuous interaction with our body. 

At the end of the 20th century, advances in medical imaging made the workings of our brains 

accessible and observable. This work is carried out layer by layer, territory by territory. The first layers 

of the brain decode and map what they receive from our senses. Then, on a case-by-case basis, the 

subsequent layers and areas of the brain associate words, memories, reasoning, thoughts, feelings, etc. 

with this information. 

What spreads and transforms in our brains is experienced in a “here and now” that evolves 

from moment to moment. The result is a series of inner landscapes, and not images frozen by 

mathematical or technical reduction. These inner landscapes are manifold. They are as numerous as 

the layers and territories of the brain that they activate. 

Neurosciences also tell us today that an adult brain can usually only see what it has learned to 

see. An adult cat, raised during its “critical learning period” in an environment with only horizontal 

lines, cannot recognize vertical lines. It bumps into the legs of a table. Its brain did not learn to see 

vertical contours. It does not see them. A human whose vision in one eye suffered impairment during 

the “critical period” of its vision development retains monocular vision (amblyopia) for the rest of its 
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life. The optical illusions that make us see different colors where they are identical confirm that what 

we see is constructed by our brains. 

Today, we also know that the information captured by our retinas travels, from the optic nerve, 

along separate pathways. Contrasts, colors, and movements activate different neurons. In individual 

cases, when these neurons suffer from disease, the patients affected are unable to distinguish shapes, 

they see colors only in certain parts of their visual field, or they perceive movement as a succession of 

still images, spaced several seconds apart. Their cerebral work is incomplete. Their cerebral landscapes 

are incomplete. 

It is therefore not surprising that those whose brains had learned to look at classical artworks 

found it difficult to look at and to understand Impressionist paintings. Or that those accustomed to 

seeing figurative works found it difficult to see and understand abstract works. What we see and 

understand depends on how our brains have been shaped, in their environments and in their eras. 

 

Activation of cerebral landscapes according to historical periods 

 

If what we perceive and understand depends on the eras, it is natural that artistic productions 

evolve and align themselves with the “realities of the world” and the “theories of things” that surround 

them. On a case-by-case basis, these theories may be mythological, religious, philosophical, or 

scientific. 

• From the Renaissance to the early 19th century, physics and geometry dominated the sciences. 

Unsurprisingly, geometry found its way into all the visual arts (paintings, sculptures, classical 

architecture). Vanishing points, lines, drawn contours, and calculated proportions were 

everywhere, or almost everywhere. These artistic productions essentially activated narration 

and reason. Today, we might add that they activated the last layers of the brain, the highest 

ones, those of reason, thought, and human intelligence. Those of man's mastery of the world, 

which seemed to prevail at the time. 

• Then, in the 19th century, Darwin's theory of evolution, resolutely atheistic, shook up the 

“reality of the classical world.” It had to be accepted that life evolved without divine 

intervention. Man could be descended from apes. Groups of artists began to attune themselves 

to this new reality of a living world in perpetual evolution. The artistic movements themselves 

underwent almost Darwinian cycles of “Variation/Selection/Adaptation”: Impressionists, 

Pointillists, Cubists, Abstract artists, and Surrealists were the main ones. And, at the same time, 

one after the other, these movements drew closer to the foundations of life, vision, and 

perception, going so far as to undertake to find the foundations of art. Consciously or 

unconsciously, these movements addressed less elevated levels of the brain. 

• The 20th century saw a proliferation of artistic movements. No fewer than a hundred in the 

West since 1945. Not to mention that they interpenetrated each other, such as figurative art 

and abstract art, for example. Once again, new scientific theories were changing the “reality of 

the surrounding world.” Among them was SHANNON's information theory, with its array of 

concrete and often spectacular applications in computer science, cryptology, and the 

instantaneous transmission of images and sounds over long distances. Thus, POP ART drew 

inspiration from the media, advertising channels, information flows, and consumer goods. At 

the same time, and as a counterpoint to this disembodied world, other artists chose to focus 
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on the biological body (Body Art), landscapes (Land Art), or live actions and “events” 

(Performances, Happenings, and ephemeral Installations in particular). 

In their own way, each of these movements brought us closer to the body, the senses, and 

primal emotions, activating increasingly lower and superficial layers of the brain. 

 

The concept of cerebral landscape in Micheline LO 

 

When Micheline LO began painting at the end of the 20th century, biology and neurology had 

just made significant advances. The incessant variations in the human genome, the modeling of neuron 

functioning, and comparative studies between biological and computer neural networks were, once 

again, changing the “reality of the surrounding world.” 

It was during this period that Micheline LO began to take an interest in the cerebral landscape. 

Science suggested that the “self,” “consciousness,” or “unconscious” described by Freud were plural. 

There were probably as many “selves” as there were neural networks in our brains and, more broadly, 

in our bodies. Without risking to be misunderstood, one could say that every living being, animal or 

human, “is its neurons” or “is its inner landscapes.” 

Micheline LO, professor at art schools, co-author of the book LES ARTS DE L'ESPACE (The Arts 

of Space), and connoisseur of art history, hardly theorized about her own painting, but she regularly 

said: 

“I paint the cerebral landscape.” 
“I have no imagination.” 

“I only pick up clues.” 
“Everything must move forward and backward at the same time.” 

“It must produce astonishment, disarray.” 
“There must be an internal gap, which is caught in the canvas.” 

Concretely, she has produced paintings whose elements are perceptible from the very first 

layers of the brain and which, at the same time, carry multiple uncertainties, making them difficult to 

master in the subsequent layers. In her paintings and drawings, we find multiple in-betweens, traits-

traces, colors-traits, multiple depths and contours, and a number of other elements of uncertainty. The 

reader will find some examples and illustrations of this in the appendices hereafter. 

Simplifying greatly, we could say that a brain encountering a painting by Micheline LO activates 

its initial layers but, unable to sufficiently resolve the uncertainties it faces, remains indefinitely active, 

even captive, to this initial work of the first layers. It remains where what is perceived is not yet 

mastered by sequences of language (narration), or by plans, images, forms, intentions, logic, or 

reasoning. 

A brain that encounters a painting by Micheline LO can hardly master it. The more it looks at it, 

the less it sees it. It is absorbed into it, as if into a landscape. 

That being said, nothing prevents a brain encountering a painting by Micheline LO from also 

activating, partially and sometimes even intensely, higher layers. In each of her paintings, there is a 

figurative element, strong or weak depending on the series, which appeals to higher layers. Her first 

series of paintings were figurative, while her later ones are much less so. But she has always, or almost 
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always, painted evocative elements, even when they were simple signs or symbols scattered across the 

canvas. She herself said that her paintings always “figured” something. 

 

An indicial painting 

 

In Micheline LO's painting, clues (indicia) play an essential role. She would say and repeat, “I 

only pick up on clues.” 

A “clue” evokes and suggests. It is uncertain. It has no intentionality. It does not 

designate/specify/mean anything specific. A red face, for example, is a clue. Potentially, this redness 

could be a clue to a fever, an irritation, a feeling, a pressure, an allergy, a burn, a make-up, etc. 

Elucidation is necessary. Such clues abound in the lower layers of the brain. But in everyday life, they 

are immediately “sorted,” “eliminated,” “tamed,” “weighted,” and “resolved” in the upper layers. 

No one really knows what goes on inside the brain. Neither their own nor anyone else's. To 

paint a cerebral landscape, Micheline LO had little choice but to focus on clues. When she said she was 

painting the cerebral landscape of Flaubert, Dante, Genet, or Saint-John Perse, she was in fact 

exploring—like a detective, a hunter, or a scientist—the clues that her own brain detected in their 

works. Among these clues were compactness (Flaubert), luminosity (Dante), confinement (Genet), and 

the breath of the word (Saint-John Perse) conveyed by their texts. These clues could betray or suggest 

something about the cerebral landscape of their authors. 

Based on these clues, Micheline LO painted other clues, or more precisely, formations of clues, 

in the organic and constitutive sense of the term. We will seek to explain the notion of formation below. 

What is inside our brains are formations, not forms. These formations are living formations. 

 

Painting formations 

 

The word “formation” has several meanings. It can refer to the act of forming, and in particular 

the process that leads to the emergence of a form. It can also refer to a grouping of elements that 

constitute something. Thus, we speak of plant, mineral, organic, and cellular formations. Micheline LO 

did not paint forms. Nor did she paint forms in the process of formation. She painted formations in the 

organic and constitutive sense (groups of elements that constitute something). 

In the painting hereafter, the sphinx, at the bottom left, and even more so the chimera, on the 

right, are not forms in the process of formation. They are sets of elements that constitute something, 

in the same way that a set of twigs constitutes a haystack, or a brain groups together elements, traces 

(clues) of what it perceives. A cerebral landscape is made up of living formations, not forms. 
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Saint Anthony between the Sphinx and the Chimera, 1983, vinyl on canvas, 210 x 250 cm 

Inspired by Gustave FLAUBERT, The Temptation of Saint Anthony. 

To say that Micheline LO picks up clues and paints clues (traces) is an oversimplification. She 

picks up clues and paints formations (sets) made up of clues. These clues suggest or evoke, without 

designating, signifying, or representing. 

 

Painting without imagination, yet with intention 

 

Micheline LO was saying, “I have no imagination.” What did she mean by that? 

Classical painters prepared and imagined what they were going to paint. In contrast, Jackson 

Pollock, in the 1950s, danced on his canvases and entrusted his feet, his subconscious, and chance with 

determining a significant part of what was to be present on the canvas. Micheline LO was neither in 

the first nor the second case. 

Of course, she pondered at length before embarking on a series. First, she had to gather clues 

that she would transform into other clues. Then one day, suddenly, she would paint at the speed of her 

gaze. Acrylic was well suited to this work. There were also breaks, pauses, trials, errors, corrections, 
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colors to choose and prepare. But in no case was it a matter of imagining something in advance, which 

would then be worked on the canvas. Rather, like a visionary, it was a matter of looking at the canvas, 

looking at its weave, its threads, and its stains, then perceiving and bringing out on it the clues to 

something, with some share of chance, very controlled. 

The raw material for this work was indicial (made of clues), and therefore unintentional. The 

final result was equally so. However, Micheline LO was driven by a goal, by an intention. She explains 

this in her catalog DIX ANS DE PEINTURE (Ten Years of Painting), 1992, in the following terms: 

“In general, I seek to produce an effect that goes beyond the normal. 

Without aiming for the abnormal or the horrific. 

What I hope for is a sense of wonder linked to sensory disarray, 

without being traumatic or shocking. Simply disconcerting.” 

The word “disarray” sheds light on her approach. Encountering a painting by Micheline LO 

provokes disarray, a sensory and cognitive disarray. But it is a gentle disarray, without shocks or trauma. 

There is no question of putting the brain into a defensive or blocked state. There must be enough 

disarray to stimulate the brain to work, without however blocking it nor allowing it to “reduce” what it 

sees through narration, intuition, or reason. 

 

Why was LO painting? 

 

Many abstract painters love music. It is independent of figures, shapes, and colors. But it speaks 

intensely to the mind, body, and emotions. Micheline LO loved literature. Literature evokes different 

and powerful inner landscapes. But after attempting a few literary works, she chose to devote herself 

entirely to painting. Why? 

Henri VAN LIER proposes an answer to this question: 

“And indeed, as the Pathways of the Scriptures have shown us, 

painting allows something that literature does not: 

paths from left to right, right to left, bottom to top, top to bottom, 

advances and retreats, where sequences can be rolled back without ceasing to be sequences. 

With a use of superimposition where it is not a correction of what came before, as in a text,  

but a rephasing.” 

 

Such (re)sequentiations are possible in the three virtual dimensions of a canvas. They remain 

very limited in a text, even in visual poetry. 
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Painting uncertainties 

 

Micheline LO's paintings combine and cultivate uncertainties, in-betweens, paradoxes. And, a 

brain that encounters them is kept in a state of indecision. The beginning of their list could be: 

 

1) Uncertainties of depths, 

2) Uncertainties of forms, 

3) Uncertainties between images and landscapes, 

4) Uncertainties between analog and digital, 

5) Uncertainties between knowledge and non-knowledge, 

6) Uncertainties of consciousness and the self, 

7) Uncertainties of sequences and their triggers, 

8) Uncertainties between forms and formations, 

9) Uncertainties of living formations, 

10) Uncertainties of combinations. 

The combination and accumulation of these uncertainties take us away from the world of 

images. They keep us in the world of landscapes, in particular cerebral landscapes. 

Appendices 1 to 10 below provide some examples of this. 
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Singularity of LO 

 

Most of Micheline's plastic elements could probably be detected in earlier artists. From Piero 

della Francesca, Velasquez, or Cézanne, whom she admired, to Jackson Pollock, and even Henri 

Michaux, Marie Raymond, or Vieira Da Silva, according to some. 

But Micheline LO does not start from objects or images. She starts from clues that reveal 

inner landscapes. She then paints other clues that in turn awaken other inner landscapes. The choice 

of elements, their use, and their combinations in what Micheline LO calls “cerebral landscapes” seem 

to be without equivalent. 

 

 

 

Marc VAN LIER 

Editorial responsible for the website https://www.michelinelo.com/ 

Version 03, October 28, 2025 
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APPENDICES 

 

 

The images of the paintings are clickable. 

They link to Micheline LO's website. 
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Appendix 1 

Uncertainties of depths 

 

Colors suggest depths. In Micheline LO's paintings, colors and depths are plural. Not only are 

the colors autonomous, but their depths “come and go.” Micheline LO sometimes spoke of a pulsating 

spectacle. She said: 

“Everywhere, it must move forward and backward at the same time.” 

“Like the waves of a sea that stands upright.” 

The fluidity of the cerebral landscape required that everything could move forward or 

backward on the canvas. Micheline LO constantly sought to escape the constraints of a fixed plane. 

 

 

Macar 1, June 29, 1994, acrylic on canvas, 72 x 86 cm 
Inspired by Gustave FLAUBERT, The Battle of Macar, Salammbô. 

 

Here, every white or black color can move forward or backward. The other colors too. We are 

in the first layers of the brain. Those that capture the outside world and seek to map it. 
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Appendix 2 

Uncertainties of forms 

 

If a form is something that stands out against a background (Gestaltist approach), then 

Micheline LO's work features only forms in the process of formation, unfinished forms that evolve 

and search for themselves over a duration that transforms them. 

 

 
Juana La Loca series, Felipe, November 27, 1994, 100 x 100 cm 

 

The painting above combines uncertainties of forms and uncertainties of figures. Some people 

see the face of a woman resting on a man's back. Others see a man and a woman facing each other. 

Others see both alternately. 

The more we look at this painting, the less we see it. We become absorbed in it. As if in a 

landscape. 
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Appendix 3 

Uncertainties between images and landscapes 

 

Spontaneously, our brains identify images. At a very young age, they learn to break down their 

surroundings into elements, objects, words, patterns, and images that can be memorized, associated, 

schematized, described, and communicated. 

First, the painting below appears to be an image of a bull oriented to the left. 

 

 

Taureau (Taurus), December 31, 1998, acrylic on canvas, 83 x 100 cm 

 

But often, the more we look at an image, the better we see it and the better we understand it. 

That is not the case here. 

A insistent gaze “sees” the bull less and less. It is “absorbed” by lines, angles, rectangles that 

separate, advance and recede, spread out and evaporate into colors. The brain cannot freeze anything, 

nor resolve anything. It is immersed among elements. As in a landscape. As in a cerebral landscape. 
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Appendix 4 

Uncertainties between analog and digital 

 

The writing is very digital. It is of the yes/no type (A/non-A, B/non-B, etc.). On the other hand, 

the color ranges—with their nuances, lines, expansions, and contractions—are analog. They “evoke.” 

They are analogous to something. 

The writings and texts painted by Micheline LO in the series Vents (Winds) are examples of this 

ambiguity between analog (color fields) and digital (writings). 

 

 

S'en aller (To go away), May 16, 1995, acrylic on canvas, 73 x 86 cm. 
Vents (Winds) series inspired by Saint-John PERSE 

 

Four other series by Micheline LO combine painting and writing or scripture. And, more 

generally, everything she has painted is full of trait-colors, colors-traits, and uncertainties between 

analog and digital. 
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Appendix 5 

Uncertainties between knowledge and non-knowledge, 

 

Micheline LO liked to think that beyond her skills as a painter, there would always be an 

element of “not-knowing” in her paintings. She wrote about this in the catalog for her exhibition DIX 

ANS DE PEINTURE (Ten Years of Painting), 1992: 

“In art, one can rely on skills, as in hyperrealism. 

One can also rely on not-knowing. 

When I hold a brush in my hand, I like to think that it will not apply 

the desired amount and shade. 

The tip of this brush carries an unknown and wild liquid that will not submit. 

It will have to be integrated at great risk. 

A gathering work, or at least a gaucho work on the pampas that is the canvas.” 

Life, natural landscapes, and mental landscapes abound with variations. Chance is everywhere. 

Even when it is restricted by incessant constraints, selections, and adaptations. 

 

 

Portrait carré (Square portrait) 2, Narr' Havas, February 19, 1993, 100 x 100 cm. 
Inspired by FLAUBERT, Salammbô 

 

None of Micheline LO's traits-colors, or brushstrokes were the result of her will alone. They all 

contain an element of chance, a form of life that escapes them. And so they participate in cerebral 

landscapes. 

No one will ever know, but these cerebral landscapes are perhaps similar, in this example, to 

the landscapes that germinated in Flaubert's mind when he wrote Salammbô. 
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Appendix 6 

Uncertainties of consciousness and the self 

 

 

Caméléon (Chameleon) #2, June 11, 2000, acrylic on canvas, 83 x 100 cm. 

 

This chameleon, like all chameleons, appears and disappears. We can guess at it, then forget 

it. We can globalize it or sense only parts of it (eyes, head, legs, body). It “is” and it “has” several 

“selves.” As many as the situations in which it bathes. 

In Micheline LO's paintings, there is no consciousness, no self, no other, no same. But there 

are interactions, individuations, always in progress, never completed. 

A similar comment could have been associated with the previous painting. That of Narr' 

Havas, a character who is both complex and plural. 
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Appendix 7 

Uncertainties of sequences and their triggering 

 

Accustomed to images and framing, our eyes are naturally drawn to the center of a painting. 

But what will we see in the center of the painting below? The blue? The white? The red? Will our 

eyes move up or down? Will they focus on the orange mass at the top? Or the blues at the bottom? 

Will they explore the corners of the painting, with a blue hand at the top and a white cup at the 

bottom? There are many possible paths. Paths of colors, paths of shapes, paths of numbers. All of 

these paths can interrupt themselves, allowing others to begin, branch off, jump, or vary. 

 

 

Chemins des écritures (The pathways of the scriptures) #16, June 23, 1996, acrylic on canvas, 100 x 120 cm 

 

This kind of painting can be looked at indefinitely. Just like the previous ones, too. 
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Appendix 8 

Uncertainties between forms and formations 

 

Our brains spontaneously seek to identify forms (things that stand out against a background). 

But they “bathe” in formations (organic, vegetal, sedimentary, collective, cultural). Our entire bodies 

are not made up of forms (contours) but formations (bone, muscle, tissue, cells). A form is perceived 

from the outside, like a piece of clothing. A formation is perceived from the inside. 

 

 

Mains (Hands) #10, October 9, 2000, acrylic on canvas, 83 x 100 cm 

 

In this painting, our brains immediately recognize forms (hands, fingers). But quickly, it is their 

virtualities that take over. We experience our hands and fingers as much or more from the inside (as 

living organisms) than from the outside (as forms). Micheline LO refers to “hands that call” and “fingers 

that put things back in place.” She tells us that “fingers are leaping, spreading apart, crossing 

boundaries.” 

Here, the indecision between “being in front of forms” or “being in/among formations” is 

constant. In the other paintings too. 
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Appendix 9 

Uncertainties of living formations, 

 

A study of the series LES CHEMINS DES ECRITURES (The pathways of the scriptures) concludes 

that the 53 paintings in this series activate the scientific paradigms of living formations as they emerged 

at the end of the 20th century (dynamic (re)sequencing, configuration constraints, reticular interfaces). 

 

 

Chemins des écritures (Pathways of the scriptures) #42, July 8, 1997, acrylic on canvas, 200 x 230 cm 

 

A text by Henri VAN LIER, written in 2006, explores in detail the similarities between 

scriptures, living formations, and the paintings of Micheline LO. It can be viewed at the following 

address: 

https://anthropogenie.com/anthropogeny/lo_en.htm 

  

https://www.michelinelo.com/
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Appendix 10 

Uncertainties of combinations. 

 

The uncertainties present in Micheline LO's paintings are never isolated. They combine. They 

accumulate. They cross thresholds. Let us recall some of the uncertainties we have discussed: 

• Uncertainties of clues: By their very nature, clues raise possibilities. These possibilities are 
uncertain. And they may remain so indefinitely. 

• Uncertainties of depths. Our brains spontaneously position the elements of the canvas. 

Sometimes they cannot do so. Are these elements in front, behind, or both alternately? 

• Uncertainties between images and landscapes: Our brains seek to identify images. However, 
uncertainties can prevent them from doing so. They then continue to “bathe” in living 
landscapes. 

• Uncertainties about triggerings. Where does the reading of the painting begin? In which 
sequences? Are they continuous or discontinuous sequences? Can they be memorized? 

• Uncertainties between analog and digital. What do the elements on the canvas convey? Do 
they refer to other things, analogically? Are they simply carriers of digital logic such as 
yes/no, element/non-element? Are they carriers of both at the same time? 

• Uncertainties between knowing and not knowing. Are the perceived elements the result of 
the painter's skills? Do they escape those skills? 

• Uncertainties of forms and figures. What can be distinguished? Is it complete, or in 
formation? Is it ambiguous? 

• Uncertainties between forms and formation. Are we in front of a form, or inside a 
formation? 

• Uncertainties of living formations. What are the variations, selections, and adaptations 
among the possible reading sequences? 

There, as elsewhere, there are thresholds. We know that the properties of water vary 

depending on the amount of energy it contains. Below a certain threshold, water is solid, crystallized, 

and we can walk on it. Above this threshold, water becomes liquid. We can drink it or bathe in it. Finally, 

beyond yet another threshold, water will boil and disappear into the atmosphere. 

Is there a threshold, or moment, at which a landscape becomes an image, or an image takes 

on the properties of a landscape? It is quite possible. There are painters who translate landscapes into 

images. And there are many artists who seek to bring images to life. 

It should be noted, however, that while most artists today seek to keep our brains in a state of 

indecision, thereby awakening a form of life within them, Micheline LO does not start with images and 

cross a threshold that would render them unspeakable, elusive, undecidable. She tells us that her aim 

is to “paint the cerebral landscape” directly from clues. In this respect, she could be compared to the 

Impressionists, who painted natural landscapes directly on site, without any intermediate images. 

However, no Impressionist ever attempted to paint the cerebral landscape. 
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