


Table of Contents 

 

Reader’s note 

Preface 

1. The age feels before it speaks 
1.1 The transition before it finds language 
1.2 Artists as early observers 
1.3 The difference between message and perception 
1.4 Why this is not a romantic image of the artist 
1.5 The place of art in a time of dissolution 

2. The artist as a threshold figure 
2.1 Living at the edge of existing forms 
2.2 Freedom from convention 
2.3 Sensitivity to loss, tension and possibility 
2.4 Liminality as a social position 
2.5 The artist between the old order and new ground 

3. Art as a form of knowing 
3.1 Making as inquiry 
3.2 The body as the first instrument of perception 
3.3 Material, rhythm and image as carriers of knowledge 
3.4 The limit of conceptual language 
3.5 Why some realities must first be lived 

4. Meaning before structure emerges 
4.1 Stories as an ordering of experience 
4.2 The cultural formation of reality 
4.3 Bruner and the return of meaning 
4.4 Art as preparation for new understanding 
4.5 Society as a narrative field 

5. Attention as a cultural counterforce 
5.1 The narrowing of modern perception 
5.2 McGilchrist and the crisis of attention 
5.3 The whole, the context and the living connection 
5.4 Art as an exercise in wider attention 
5.5 Perceiving without immediate control 

6. Ritual and communitas 
6.1 Turner and the space between two orders 
6.2 Ritual as a temporary suspension of ordinary roles 
6.3 Community before it becomes institution 
6.4 Art as a temporary ground for shared experience 
6.5 Eonara as a continuation of communitas in everyday life 

 



7. Imagining the future and social practice 
7.1 The future as a cultural story 
7.2 Facer and the critique of the dominant image of the future 
7.3 Art as a space for alternative possibilities 
7.4 Practising what does not yet have a fixed form 
7.5 The new era as a shared practice of learning 

8. The limit of instrumentalisation 
8.1 Art as free perception 
8.2 The risk of art as communication for change 
8.3 The artist serves no programme 
8.4 Sensitivity to truth and critical distance 
8.5 Why disruption is sometimes necessary 

9. The threshold language of the new era 
9.1 Image before concept 
9.2 Sound before policy 
9.3 Ritual before structure 
9.4 Imagination before legislation 
9.5 Art as the first public form of transformation 

10. Transition to De Kenniscode 
10.1 From art to story 
10.2 From perception to transmission 
10.3 De Kenniscode as a narrative continuation 
10.4 Why imagination has epistemic meaning 
10.5 Closing reflection: society must first learn to feel what it may later be able to carry 

Bibliography 

  



Reader’s note 

This essay is part of a larger body of work by J.H.A. Alberts on the transition from the modern 
order to new forms of knowledge, responsibility, community and institutional repair. The broader 
series examines how contemporary societies lose orientation when systems continue to 
function but no longer carry sufficient meaning, trust or moral weight. 

The essay can be read independently. Some terms, however, belong to the wider series. 

Het Altaar van deze Tijd is Book III of the series. It explores truth as attentive, embodied 
presence. The altar is used in a secular sense: not as a religious object, but as a place where 
truth is received, answered and brought into action. 

Eonara refers to a social and moral field in which attention, enoughness, closeness and 
relational integrity can become part of everyday life. It is not presented as a fixed model or 
programme, but as a name for a possible ground of renewed community. 

De Kenniscode is the narrative continuation of the series. It translates the philosophical and 
institutional questions of the earlier books into story, characters and lived experience. It treats 
narrative as a way in which knowledge can be carried, recognised and transmitted. 

This essay forms a bridge between these parts of the work. It asks how societies begin to sense a 
new era before they have formal language, policy, institutions or law for it. Its central argument is 
that art, ritual, imagination and shared attention often serve as threshold languages: early public 
forms through which a society can feel, explore and share what it may later be able to 
understand, govern and carry. 

 

  



Preface 

Why this essay belongs in this series 

This series explores the transition from a modern order that is losing its carrying power toward 
forms of knowing, acting and living together that can once again bear measure, meaning and 
responsibility. The first books approached that movement from several sides. First as a 
diagnosis of dissolution. Then as a revision of knowledge. Then as a return to truth as attentive 
presence. After that as a task of governance and as an institutional architecture of repair. Finally, 
as narrative transmission in De Kenniscode. 

One layer is still missing from that sequence. It lies between inner renewal and institutional 
design. It concerns the question of how a society notices that a new age is arriving before it has 
language, structure or policy for it. That question cannot be answered through governance 
alone. It touches culture, ritual, imagination and the formative power of art. 

In times of transition, art often appears before policy does. It absorbs tensions before they enter 
reports. It gives form to unrest, loss, longing or expectation without explaining them at once. It 
makes perceptible what cannot yet be properly said. In doing so, it creates a first public space in 
which people can recognise something that has not yet found a stable place in existing 
language. 

For that reason, this essay belongs in Book III, Het Altaar van deze Tijd. That book examines truth 
as attentive, embodied presence. The altar stands for the place where truth is not made or 
controlled, but received and answered. Art stands close to that place. It is not a form of proof. 
Nor is it preparation for policy. Art opens a space in which meaning can appear without 
immediately being fixed. 

This also makes the essay a bridge toward De Kenniscode. That final book shows, through story, 
characters and transmissions, how knowledge can become livable again. This essay explains 
why such a narrative form is needed. Some shifts must first be experienced before they can be 
understood. A society can only learn to speak again after it has first learned to listen to what is 
emerging beneath existing language. 

The artist’s place here is not that of the expert who explains the future. The artist works instead 
in the area where perception, form and meaning have not yet fallen apart. That is where the 
subject of this essay begins. 

 

1. The age feels before it speaks 

1.1 The transition before it finds language 

A transition usually does not announce itself as a concept. It begins more often as a tension in 
the field. People notice that familiar words no longer work as well. Leaders speak about trust, 
while citizens experience something else. Organisations describe their processes as careful, 
while those involved mainly feel distance. Science continues to produce data, while shared 
meaning declines. The language remains in use for a while, but it carries less. 

In such periods, experience runs ahead of formulation. There is not yet a new conceptual 
framework. There is also no stable institutional form. Still, people feel that the existing order no 
longer fully fits. They experience acceleration, fatigue, estrangement or a loss of direction. 



Sometimes this happens in very concrete ways. A meeting proceeds correctly, but no one still 
believes that the conversation will open anything essential. A policy document is complete, but 
no longer touches reality. An organisation functions, but its inner life has disappeared. 

This transition is vulnerable because it is difficult to name. What has no language is easily left 
outside decision making. Modern systems mainly register what can be counted, recorded or 
tested. Early signals therefore easily disappear from view. They are treated as subjective 
impressions, isolated experiences or cultural noise. 

Art often moves precisely in that area. It does not have to complete things too quickly. It can 
work with fragment, tone, gesture, image, silence and repetition. It can therefore hold something 
that would too quickly be closed down in the language of policy or science. Art does not give the 
transition a final answer. It does make it perceptible. 

That matters for this series. The dissolution of the modern order is not only an institutional 
process. It is first felt in bodies, relationships, spaces, rhythms and stories. Society feels before 
it speaks. Art gives that feeling its first form. 

1.2 Artists as early observers 

Artists often perceive differently from systems. They notice undertone, rupture, atmosphere, 
repetition, emptiness and loss of form. These are not hard indicators, but they are not arbitrary 
either. In many practices, they are early signals. A musician hears when a harmony no longer 
carries. A dancer feels when a movement is being forced. A writer notices when a sentence is 
correct, but not true. A visual artist sees when material resists. Such signals ask for attention 
before they ask for analysis. 

That is why artists can fulfil an early function in times of transition. They register what is already 
moving in the culture. Not because they stand apart from their time, but because they are 
connected to it in another way. Their work often arises from proximity to what has not yet taken 
fixed form. They work with impressions that are still uncertain. They stay longer with ambiguity. 
They tolerate the fact that something is not yet finished. 

That attitude has become scarce in modern institutions. Organisations ask for conclusions, 
courses of action, verifiable goals and measurable outcomes. That has value, but it works poorly 
with phenomena that are still coming into being. First, another kind of attention is needed. 
Artists can practise and share that attention. 

This does not make them better than administrators, scientists or professionals. Their position is 
different. They work less from formally assigned responsibility and more from a sensitivity to 
form. They stand closer to the moment when experience has not yet been divided into 
categories. That is why they can sometimes notice earlier where language falls short. 

In this sense, artists are early observers. They do not necessarily see more. They look differently. 
That difference matters. 

1.3 The difference between message and perception 

It is tempting to call artists messengers of a new age. The phrase has appeal, but it needs 
precision. A message assumes that something has already been fixed and now has to be 
conveyed. Art then easily becomes a channel. It is given the task of persuading people, raising 
awareness or taking them along in a direction that has already been determined elsewhere. 



That approach narrows art. It turns the artist into an executor of communication. This does not 
fit the deeper role that art can have in times of transition. Art often does not begin with a 
message, but with perception. Something asks for attention. Something no longer fits, or does 
not yet fit. Something is disappearing. Something is emerging. The work of art comes into being 
through engagement with that tension. 

A message wants to arrive. A perception wants to be explored. This difference is essential. 
Where the message brings reality to an audience, perception allows reality itself still to speak. 
Artists then do not explain the transition. They open a form in which others can experience it. 

That is why art often works indirectly. A novel does not change things by proving a proposition. A 
performance does not matter because it supports a policy conclusion. A piece of music does 
not convince in the same way as an argument. Art rearranges attention. It makes certain 
experiences available and makes others less self-evident. It can make people notice that they 
already knew something, even though they could not previously say it. 

For this essay, that distinction is important. Art is not the communications department of 
transition. It is a form of perception that has not yet been fully converted into language. Its value 
lies in the space it opens. 

1.4 Why this is not a romantic image of the artist 

This essay does not idealise artists. Artistic freedom does not guarantee truth. Art can be 
superficial, sensitive to the market, fashionable, closed or self-involved. An artist can be just as 
trapped in status, style, ideology or a personal story as anyone else. Authenticity is not proof of 
rightness. 

The role of art therefore requires discernment. Artists can pick up early signals, but those signals 
should not immediately be treated as truth. What is felt requires formation. What is formed 
requires encounter. What is shared requires testing within a community of attention. 

A work of art can open a field, but it does not replace judgement. It can point to a blind spot, but 
it does not have to provide a solution. It can carry an experience that has not yet found a place, 
but it does not release anyone from responsibility. The value of art does not lie in infallibility. It 
lies in its capacity to make reality accessible in another way. 

This keeps the essay grounded. Artists are not prophets in an elevated sense. Nor are they moral 
authorities simply because they are artists. Their significance lies in a specific practice of 
perceiving, making and sharing. That practice can help a society feel earlier what it speaks about 
too late. 

That is enough. Perhaps it is more than enough. 

1.5 The place of art in a time of dissolution 

A time of dissolution is marked by the loss of coherence between form and meaning. Institutions 
continue to exist, but their inner ground weakens. Procedures continue to operate, but they carry 
less trust. Concepts continue to circulate, but they become detached from experience. People 
continue to participate, but feel less connected to what they do. 

Art has a particular place in such a period. It can make us experience that a form has become 
empty. It can also practise new forms before they are socially recognised. A performance can 
temporarily allow a community to function differently. An image can make visible a loss that no 



policy document mentions. A song can carry a shared mood that has no political programme 
yet. A story can make a rupture in time tangible. 

Art therefore stands between diagnosis and repair. It does not always name what is going wrong, 
but it makes the condition experienceable. It does not immediately design new institutions, but 
it explores other relations. It works on the level of attention, imagination and shared experience. 

This is not a secondary matter. A new order does not arise from governance reform alone. It also 
requires new forms of feeling, seeing, speaking and gathering. Without that cultural preparation, 
institutions remain thin. They may be established, but they will carry little. 

In a time of dissolution, art preserves the possibility that meaning may appear again. Sometimes 
very modestly. In a gesture. In a line. In an image that stays with us. In a space where people 
meet one another differently, if only for a moment. 

 

2. The artist as a threshold figure 

2.1 Living at the edge of existing forms 

The artist often lives at the edge of existing forms. This does not mean that he stands outside 
society. Artists use the same language, the same materials, the same history and the same 
conflicts as others. Yet their relation to fixed forms is different. They do not simply take over 
conventions. They test them. They feel where a form still works and where it becomes empty. 

That edge position can be socially uncomfortable. The artist does not always fit the categories of 
profession, usefulness, production or measurable return. This makes the position vulnerable. At 
the same time, space arises there. Those who are less bound to existing expectations may 
notice earlier that those expectations are losing their self-evidence. 

In times of transition, that position gains additional meaning. Society itself is then standing at an 
edge. Old forms still carry, but less naturally. New forms can be felt, but are not yet stable. The 
artist recognises that area because he often already works there. He lives with provisionality, 
with material that has not yet found form, with meaning that only gradually shows itself. 

For that reason, the artist can be called a threshold figure. He stands at a crossing between what 
is known and what does not yet have a name. That position does not provide an overview. It 
provides sensitivity. That is another kind of knowledge. 

2.2 Freedom from convention 

Art requires a certain freedom in relation to convention. Without that freedom, art becomes 
repetition. An artist must be able to depart from the form that is already accepted. He must be 
able to slow down, bend or release a rule. He must have room to make something that at first 
feels strange. 

That freedom is not the same as arbitrariness. A work of art has its own discipline. Material sets 
limits. Form requires care. A poem cannot bear everything. A painting falls apart when the 
relation is not right. A performance loses tension when it wants to explain too much. Artistic 
freedom, then, does not consist in boundlessness. It consists in the possibility of exploring other 
limits. 



That makes art socially relevant. Conventions regulate ordinary life. They make action 
predictable. Yet they can also become rigid. Forms then continue to exist while reality changes. 
Art can interrupt that rigidity. It shows that what seemed self-evident can also be experienced 
differently. 

In the work of transition, that is important. A society that thinks only within existing forms often 
keeps repeating the same answers. Art opens the possibility of looking differently before an 
alternative model is available. That freedom is not a luxury. It is a condition for reorientation. 

2.3 Sensitivity to loss, tension and possibility 

Artists often work with subtle shifts. They notice loss before it is recognised as loss. They feel 
tension before it becomes conflict. They pick up possibility before it becomes a plan. This 
sensitivity is not a romantic gift. It comes from practice, attention and engagement with form. 

A writer hears when a word no longer sounds honest. A photographer sees when a space has 
lost its human measure. A composer feels when repetition gains meaning or becomes empty. A 
theatre maker notices when silence says more than text. Such observations are small, but they 
can touch a large reality. 

In a time of dissolution, loss and possibility are often present at the same time. Something 
disappears, but that disappearance also opens space. Old trust declines, but with that decline 
the question of another ground emerges. Old language loses its carrying power, but new words 
cannot be forced. Art can bear this double condition. It does not have to resolve it at once. 

That capacity is rare. Modern systems struggle with in-between phases. They want to restore 
stability, reduce risk or determine direction. Art can remain longer with the tension itself. In 
doing so, it preserves something that would otherwise be smoothed over too soon. 

2.4 Liminality as a social position 

Victor Turner described liminality as the condition of the threshold. People then find themselves 
between positions. They no longer fully belong to the old order, but they have not yet been taken 
up into a new one. In rituals, this in-between time is given form. It is not denied, but carried. 

The artist often has a comparable social position. He moves between inside and outside. He 
uses the signs of a culture, but changes their relation. He participates in society, but also looks 
from the edge. This position makes him sensitive to what remains difficult to see from the 
centre. 

Liminality is not a comfortable place. It lacks the certainty of fixed roles. It can lead to 
misunderstanding, isolation or lack of recognition. Yet in times of transition it is necessary. 
Without threshold spaces, a society remains locked inside existing classifications. It can then 
only repeat what it already knows. 

Art offers such threshold spaces. An exhibition, performance, concert, film or ritual can 
temporarily lift people out of their normal role. For a moment, they are no longer administrator, 
citizen, customer, expert or official. They become participants in a shared experience. In that 
experience, something can shift. Sometimes slightly. Sometimes permanently. 

2.5 The artist between the old order and new ground 

The artist does not automatically stand on the side of the new age. That would be too simple. Art 
can also hold on to the old. It can preserve loss, carry memory or show what must not simply 



disappear. This is just as important. New ground does not come into being by cutting off the 
past, but by discerning what must be released and what must be received again. 

The artist therefore stands between the old order and new ground. He can show where the old 
order has become empty. He can also make visible which values within it still deserve 
protection. The value of art for transition lies in that tension. It prevents renewal from looking 
only ahead. It reminds us that repair also requires mourning, memory and care. 

A new social ground needs more than design. It requires felt legitimacy. People must be able to 
recognise why a new form is right. That recognition rarely arises through abstract explanation. It 
arises through experience, repetition, story and shared symbols. Art works in that area. 

The artist therefore does not stand above society. He stands at its threshold. He does not guard 
a solution, but a possibility. He keeps open a space in which a new relation to truth, community 
and the future can emerge. 

 

3. Art as a form of knowing  

3.1 Making as inquiry 

Making is a form of inquiry. That insight is important for the place of art in this series. Inquiry 
does not always have to begin with a hypothesis, a method and a conclusion. Sometimes it 
begins with material, a movement, a question that is not yet clear, or an experience that keeps 
presenting itself. 

In creative practice, knowledge is not only formulated. It comes into being while the work is 
being made. The hand discovers something the head did not yet know. A scene shows that a 
thought does not hold. An image brings forward a connection that had not been conceived in 
advance. A text changes the question with which it began. The making process is then not the 
execution of knowledge. It is a path through which knowledge appears. 

This requires a different appreciation of artistic practice. Art is more than expression. It is an 
inquiry into form, meaning, experience and relation. It examines what happens when material, 
body, context and attention respond to one another. That inquiry does not produce results in the 
usual sense. It produces forms of insight that would otherwise remain difficult to access. 

For this series, this is significant because the modern order of knowledge too often begins from 
distance. It trusts observation, classification and control. Those forms remain valuable, but they 
are not sufficient. Some realities only become visible when someone participates in them. 
Making is one such form of participation. 

3.2 The body as the first instrument of perception 

The body perceives before thought arranges. This is not an argument against thinking. It is a 
correction to an overly narrow understanding of knowledge. People often experience tension, 
proximity, resistance, safety, loss and direction physically before they have words for them. A 
breath falters. A space feels empty. A gesture evokes trust. A tone does not quite connect. Such 
signals do not amount to a final judgement, but they are information. 

Artists work extensively with this layer. They train their sensitivity to posture, rhythm, sound, 
timing, proportion and intensity. A dancer knows that a movement changes when the breath 
changes. An actor knows that a text becomes true only when the body carries it. A musician 



knows that timing can change meaning. A visual artist knows that distance, scale and texture 
guide the act of seeing. 

The body is therefore an instrument of perception. It does not measure in the way a device 
measures. It registers relation. It feels when something moves too quickly, when something is 
being forced, when a space does not allow encounter. In organisations and institutions, such 
signals are often ignored. They do not fit easily into formats. Yet they can indicate early on where 
reality and system are beginning to diverge. 

This thought is already present in Book II and Book IV. The human being returns to knowledge as 
an embodied, relational and responsible being. Inner governance begins with perception. Art 
shows how concrete this is. It trains the body as the place where reality enters before it is 
processed. 

3.3 Material, rhythm and image as carriers of knowledge 

Art does not think only in words. It also thinks in material, rhythm, image, sound, space and 
movement. These forms carry knowledge in another way. They do not reason step by step. They 
bring relations together. They allow people to experience something that often becomes too flat 
in conceptual language. 

Material has its own significance. Wood, stone, fabric, skin, voice, digital noise, light or silence 
are not neutral means. They guide the work. They offer resistance. They bring history with them. 
An artist who works with material listens to what that material permits or refuses. In that 
engagement, knowledge emerges that cannot be separated from the form. 

Rhythm does something similar. Rhythm orders time. It can accelerate, slow down, reassure or 
unsettle. A society needs rhythms in order to carry itself. When those rhythms disappear, life 
falls out of proportion. Art can make that loss audible or tangible. It can also practise new 
rhythms. 

Image works differently again. An image can carry several meanings at once. It does not have to 
choose between analysis, emotion and memory. For that reason, it can hold a complex field 
together. This makes image important in times when reality has too many layers for a single 
explanatory scheme. 

These forms are carriers of knowledge. They do not replace language. They widen what 
knowledge can be. They make clear that understanding does not only take place in the head. It 
also happens in looking, listening, moving, touching and remembering. 

3.4 The limit of conceptual language 

Conceptual language has great strength. It makes distinctions possible. It gives structure. It 
enables transmission, critique and accountability. This series could not exist without 
conceptual language. Even so, it has a limit. 

That limit becomes tangible when reality has not yet crystallised. Concepts can close too early. 
They give certainty before there has been enough perception. They make the new recognisable 
by placing it in old categories. As a result, the very thing that asked for attention can disappear. 

In times of transition, this risk is considerable. The language of governance calls something 
participation, while people experience no real influence. The language of innovation calls 
something renewal, while control is mainly being expanded. The language of care speaks of 



tailored support, while practice becomes less and less close to people. Concepts can then 
increase the distance from reality. 

Art can make this limit visible by not defining too quickly. A work of art can remain open without 
becoming vague. It can carry meaning without naming it completely. It can hold tension without 
resolving it. That is not a lack of clarity. At times, it is the only careful attitude. 

This is why art belongs to the repair of knowing. It reminds us that language must remain in 
service to reality. When language begins to rule too quickly, it loses its capacity to receive. Art 
can interrupt that for a moment. 

3.5 Why some realities must first be lived 

Some realities can only be understood after they have been experienced. This applies especially 
to loss, disruption, guilt, community, trust and transition. One can write about them, measure 
them or speak about them. Still, something remains outside view when the experience itself is 
not admitted. 

A community does not understand loss only through an analysis of causes. It has to mourn. An 
organisation does not understand distrust only through an employee satisfaction survey. It has 
to listen to what people no longer dare to say. A society does not understand dissolution only 
through figures on polarisation, inequality or institutional trust. It has to feel what it means when 
shared ground becomes thinner. 

Art can carry such experience. It offers a form in which people can approach without having to 
explain immediately. This makes it suitable for realities that are too heavy, too new or too layered 
for direct language. Art sometimes protects against interpretation that comes too soon. 

That is also why De Kenniscode is necessary in this series. The preceding books analyse, 
dismantle and reorder. The final book allows the reader to enter an experiential world. There, 
knowledge is not merely set out. It is lived. That step is not a literary addition. It belongs to the 
epistemic intention of the series. 

A new age is not understood first. It is first felt, practised and shared. Art is one of the forms in 
which this can happen. It opens the space in which meaning can return before it is fixed again. 

 

4. Meaning before structure emerges  

4.1 Stories as an ordering of experience 

People do not order their experience only through facts, rules or categories. They also do so 
through stories. A story connects events. It gives direction to what would otherwise remain 
scattered. It clarifies why something is significant, who carries responsibility, what was lost and 
which possibility remains open. 

This does not only happen in novels or films. It also happens in organisations, families, villages, 
professional groups and political communities. Every community lives from stories about origin, 
role, task and future. Sometimes these stories are explicit. Often they work quietly through 
language, habits, rituals and expectations. 

An organisation, for example, can function for years from the story that it is reliable, careful and 
service-oriented. As long as practice carries that story, coherence arises. People know why their 



work has significance. When practice changes while the story remains the same, estrangement 
begins. The words are still present, but they lose their connection with experience. Employees 
still hear terms such as responsibility, trust or human-centredness, while their daily work is 
mainly shaped by control, formats and time pressure. 

In such situations, the problem is not simply that an organisation communicates poorly. The 
deeper problem is that the carrying story no longer corresponds with what people experience. 
Reality asks for a new ordering of experience. That ordering cannot be forced through a strategy 
or a core values programme. It has to arise from recognition. 

That is what stories do. They bring a condition into a form in which people can recognise 
themselves. A story can show that separate experiences belong together. It can give a name to a 
development that has been felt for some time. It can also make clear that something is no longer 
sustainable. 

Artists often work on this narrative layer. They give form to experiences that are present across 
society, but do not yet have a shared language. A novel, film, song, performance or image can 
help a society read its own time. It does so by bringing connection into what people already feel, 
rather than by offering explanation. 

Meaning therefore often emerges before structure. Before a society can build new institutions, it 
has to understand which story no longer carries. After that, another story can arise. Not as 
invention. As a new ordering of shared experience. 

4.2 The cultural formation of reality 

Reality never appears entirely apart from culture. People perceive through words, images, 
habits, symbols and shared expectations. This does not make reality arbitrary. It does mean that 
every society learns what it regards as important, normal, deviant or threatening. 

Culture therefore shapes more than taste or identity. It also shapes perception. It determines 
which signals are taken seriously and which remain out of view. It determines which experiences 
count as knowledge and which are dismissed as emotion, side issue or noise. 

In the modern order, a particular form of reality has become dominant. What is measurable 
quickly receives priority. What can be governed appears more serious than what is only 
experienced. What can be recorded in figures, indicators or legal terms moves through systems 
more easily than what asks for attention, time and interpretation. 

This creates a narrowing. People can know something without their knowledge being 
recognised. They feel that an organisation is losing its human measure. They notice that trust is 
declining. They see that a procedure has been correctly followed, while the outcome is still not 
right. Yet such experiences gain weight only when they fit the language of the system. 

Art can break through this narrowing. It brings forward experiences that are culturally present, 
but have no institutional place. It shows that reality contains more than the dominant order 
registers. A work of art can direct attention to what is usually passed over: silence, shame, loss, 
longing, fatigue, beauty, closeness or moral confusion. 

In this way, art contributes to the formation of reality. It does not merely show what is there. It 
changes what a community is able to see. That is a subtle distinction, and a significant one. 



When a society searches for new forms of living together, it therefore has to do more than adjust 
structures. It also has to revise its cultural perception. Art helps with this because it does not 
reduce reality to what has already been recognised. It enlarges the field of the perceptible. 

4.3 Bruner and the return of meaning 

Jerome Bruner places meaning back at the centre of thinking about human beings and culture. 
He resists an approach in which the human being is understood mainly as an information 
processor. Such an approach has yielded much, but it loses sight of something essential. 
Human beings do not live only in a world of stimuli, data or calculations. They live in a world of 
meanings. 

Bruner therefore brings culture, story and interpretation back into the centre of the human 
sciences. His attention to folk psychology, entry into meaning and autobiography makes clear 
that people understand themselves through shared patterns of meaning. A person knows who 
he is because he can place his life within stories, relationships and expectations. 

This insight is important for this series. The dissolution of the modern order concerns more than 
institutions. It also concerns the stories through which people understand their place within 
those institutions. When citizens no longer experience the state as a bearer of public 
responsibility, their relation to authority changes. When professionals no longer recognise their 
work in the language of policy, their relation to their profession changes. When science loses its 
public story, its authority changes, even when its methods continue to function. 

Bruner helps us see this clearly. Meaning is not an addition after the fact. It forms the bedding in 
which knowledge, action and identity become possible. Without meaning, information remains 
loose. Without story, experience loses coherence. Without cultural interpretation, the human 
being becomes an executor in systems he no longer inhabits. 

Art connects directly to this. Artists work with meaning before it has stabilised in theory or 
policy. They can open a new understanding by arranging experiences differently. They allow 
people to feel that their personal experience forms part of a broader cultural pattern. 

The return of meaning is therefore no return to subjectivity or arbitrariness. It is a condition for 
responsible action. People can act with direction only when they understand what their situation 
means. Art contributes to that understanding by allowing meaning to emerge in form, story and 
shared experience. 

4.4 Art as preparation for new understanding 

New understanding rarely arises all at once. Usually it is preceded by a phase in which old 
explanations fall short, while new words are not yet available. In that phase, people often work 
with provisional images, metaphors, scenes, sounds and gestures. They search for form. 

Art has great significance in that phase. It prepares understanding without closing it down. A 
work of art can order an experience while leaving several layers open. This makes it suited to 
times of transition. It can carry something that is not yet ready for fixed definitions. 

A society entering a new phase needs such provisional forms. It must be able to practise other 
ways of seeing. It must be able to approach what feels strange. It must be able to experience 
that old certainties are no longer sufficient, without immediately falling into confusion or 
cynicism. 



Art can offer that in-between space. It makes it possible to encounter something without 
resolving it at once. A play can make the moral powerlessness of governance felt without 
presenting a policy model. A film can show how technology changes proximity without 
conducting a technology debate. An installation can allow people to experience how dependent 
they are on space, sound and material. A poem can preserve a loss without explaining it. 

In this way, art prepares new understanding. It makes people more receptive to a reality that 
does not fit existing language. It opens an attitude in which listening, looking and feeling gain 
weight again. 

For this series, this is significant. The movement from knowledge to fidelity requires more than 
new concepts. It also requires a different sensitivity. People have to learn to recognise what a 
situation asks of them: care, measure, restraint or a clear boundary. Art can support that 
learning because it does not begin with instruction. It begins with experience. 

4.5 Society as a narrative field 

A society is more than a collection of institutions. It is also a narrative field. People live within 
stories about progress, freedom, justice, success, security, growth, responsibility and 
community. These stories shape how they understand themselves and others. 

When such stories lose their carrying power, disorientation arises. People continue to 
participate in systems, but they recognise less clearly why those systems exist. Politics 
becomes procedure. Economy becomes transaction. Education becomes performance. Care 
becomes management. Governance becomes risk reduction. The words remain standing, but 
their living connection weakens. 

A narrative field cannot simply be replaced. It changes through experience, conflict, imagination 
and repetition. New stories are not merely invented. They have to become credible. That requires 
forms in which people can recognise themselves. 

Art has its own role here. It can interrupt dominant stories. It can bring forgotten stories back. It 
can suggest new connections. It can give voice to people or experiences that do not fit the 
official account. It can also show where a story has lost its moral ground. 

Society as a narrative field requires continual care. Without living stories, institutions become 
bare. They may continue to function for a long time, but they carry less meaning. In a time of 
dissolution, this becomes visible. The repair of institutions therefore also requires the repair of 
story. 

The artist is not a policymaker in this field. Nor is he a manager of collective identity. He works 
with the open side of meaning. He creates space for what has not yet been fixed. In doing so, he 
contributes to the conditions under which a society can understand itself anew. 

 

5. Attention as a cultural counterforce  

5.1 The narrowing of modern perception 

Modern systems tend to narrow perception. They direct attention toward what can be managed, 
measured, accelerated or accounted for. This produces order. It also produces loss. Much of 
reality does not fit this way of seeing. 



When an organisation steers mainly through indicators, attention shifts toward what the 
indicator demands. Other signals do not disappear, but they carry less weight. The quality of a 
conversation, the tone within a team, the fatigue of professionals, the distance between policy 
and practice, all of these remain present. Yet they become less decisive in decision making. 

This narrowing also works at the societal level. Citizens are seen as risks, target groups, 
consumers, data profiles or stakeholders. Professionals are assessed through output. Leaders 
are judged by control. Science is increasingly translated into usefulness, scale and yield. In all 
these cases, something is lost from the full reality in which people live. 

Attention is not a soft value here. It determines what becomes real for a system. What receives 
no attention can hardly call forth responsibility. What is not seen is usually recognised too late. 

Attention is therefore a cultural question. A culture teaches its members where to look. It also 
teaches them where not to linger too long. Modern culture has developed great attention to 
speed, manageability and control. It has had less practice in closeness, duration, silence and 
coherence. 

Art offers counterforce because it orders attention differently. It slows down. It enlarges. It shifts 
the point of view. It brings the unnoticed forward. It makes it possible to remain longer with what 
is normally passed over too quickly. 

5.2 McGilchrist and the crisis of attention 

Iain McGilchrist describes the crisis of modern culture as a crisis of attention. His work on the 
two hemispheres of the brain is not about a simple opposition between reason and creativity. He 
argues that both hemispheres are involved in almost all human activities. The difference lies 
above all in the way they relate to the world. 

One mode of attention is directed toward the separate, the manageable, the explicit and the 
controllable. The other is directed toward coherence, context, living relation, implicit meaning 
and openness to what presents itself. Both forms are needed. A human being cannot live 
without distinction, language, analysis and precision. Nor can he live well when he loses the 
whole, the relation and the context. 

McGilchrist argues that modern Western culture has come to rely increasingly on the first mode 
of attention. This creates a world that seems more controllable, but becomes poorer in 
meaning. It grows fragmented, abstract and detached from embodied experience. Art, nature, 
religion and bodily presence long offered counterweight. When those counterforces are also 
weakened, culture becomes trapped in an overly narrow way of perceiving. 

This analysis closely connects with the themes of this series. The modern order is losing more 
than moral ground. It is also losing a way of seeing. It observes a great deal, but understands 
less. It registers more, but recognises less. It names things more quickly, but listens for a shorter 
time. 

Art is not an escape from reality here. It is a correction to a culture of perception that has 
become too narrow. It reminds us that the world does not consist only of parts, functions and 
signals. It also consists of relation, presence, tone, gesture and meaning. 

 

 



 

5.3 The whole, the context and the living connection 

A situation is never merely the sum of its parts. A conversation does not consist only of words. 
An organisation does not consist only of processes. A community does not consist only of 
individuals. A landscape does not consist only of objects. The whole has a quality of its own. 

Modern systems struggle with that quality. They divide reality into elements. At times, this is 
necessary. Without distinction, analysis cannot take place. The problem begins when the parts 
become more important than the relation in which they receive meaning. 

An example is close at hand. A care institution can measure quality through waiting times, 
protocols, treatment outcomes and client satisfaction. Those data are relevant. Still, they do not 
automatically say whether a patient feels seen, whether a professional still has room for 
judgement, or whether the institution carries its human task. For that, one has to perceive the 
living connection. 

Art trains that perception. A film does not work through separate images alone. A piece of music 
lives from relation. A play stands or falls by timing, presence and mutual attunement. A painting 
asks for the whole before the details find their place. The viewer or listener thereby learns to 
perceive differently. 

This practice has social significance. Whoever does not see the whole governs through 
fragments. Whoever misses the context overestimates interventions. Whoever fails to recognise 
the living connection confuses control with care. 

Art allows people to experience that meaning arises in relation. This is a significant insight for 
governance, knowledge and community. It restores attention to the space between things, 
where reality receives its carrying power. 

5.4 Art as an exercise in wider attention 

Attention can be practised. Art is one of the places where this happens. Whoever looks at a 
painting has to slow down. Whoever listens to music has to be carried along in time. Whoever 
reads a novel has to live temporarily within another experience. Whoever attends a performance 
shares a space with others and becomes part of a temporary relation. 

These forms of attention are no longer self-evident. Many modern environments train rapid 
judgement. People scroll, compare, select and respond. Attention becomes accustomed to 
stimuli that have to deliver meaning immediately. Art can interrupt this pattern. It often asks for 
duration, repetition and receptivity. 

Wider attention means that one does not focus only on what is immediately useful. It also asks 
attention for what is still unclear, for what evokes resistance, for what has no immediate yield. 
This makes art related to moral judgement. There too, it is necessary not to reduce a situation 
too quickly to a rule, an interest or a solution. 

For leadership and governance, this is not an additional skill. A leader who cannot perceive 
widely mainly sees what already fits the system. He misses weak signals. He underestimates 
undercurrents. He hears too late where trust is disappearing. 



Art cannot replace this perception. It can train it. It shows how attention changes when one does 
not immediately want to explain or intervene. It offers a discipline of looking, listening and 
remaining present. 

5.5 Perceiving without immediate control 

One of the most difficult tasks in times of transition is to perceive without immediately 
controlling. Modern systems respond to uncertainty with control. They ask for measures, 
frameworks, planning and risk reduction. Sometimes this is necessary. Yet control that comes 
too quickly can disturb perception. 

Those who intervene too early often see only what confirms the intervention. Those who define 
too quickly close off other meanings. Those who ask for solutions immediately leave little room 
for what is not yet clear. In this way, precisely the information needed for responsible action 
disappears. 

Art teaches another attitude. It allows something to appear before it is fixed. An artist must be 
able to wait until material, form or scene indicates what is needed. That asks for discipline. It 
also asks for tolerance toward uncertainty. 

This attitude is relevant to the whole series. Repair requires more than action. It also requires the 
courage to perceive before action begins. In Book IV, this gains significance for governance. Inner 
governance begins with the capacity to see what is really happening. Art can prepare that 
capacity culturally. 

Perceiving without immediate control is not passivity. It is an active form of attention. One 
remains present. One registers. One tests. One allows the situation to speak before pushing it 
toward a solution. In a time of dissolution, this is not a luxury. It is a condition for clear action. 

 

6. Ritual and communitas  

6.1 Turner and the space between two orders 

Victor Turner describes rituals as processes in which people undergo a transition. They leave an 
existing position, enter an in-between space and then return in a changed relation to themselves 
and to the community. He calls this in-between time liminal. It is uncertain, yet also fertile. 

In liminal space, ordinary rules apply less strongly. Roles are temporarily suspended. Status 
loses weight. People find themselves between an old form and a new place. Turner shows that 
this is precisely where symbols, rituals and collective experiences gain their power. The 
community can process or prepare something that is difficult to handle in ordinary life. 

This thought has great significance for a time of social transition. In many respects, our society 
finds itself between two orders. The old modern order still functions, but its carrying power is 
decreasing. New forms of knowledge, governance, technology, community and responsibility 
are developing, but they do not yet have stable ground. 

Such in-between phases ask for more than policy. They ask for forms in which uncertainty can 
be carried. Ritual offers an old human practice for this. It makes transition visible. It gives form to 
loss, boundary, recognition, repair and renewed connection. 



In modern secular societies, art can fulfil a comparable function. It opens spaces in which 
people can experience transition without everything already being resolved. It offers symbols, 
actions and shared attention. In this way, a society can practise change before it fully 
understands it. 

6.2 Ritual as a temporary suspension of ordinary roles 

Ritual interrupts the ordinary. It temporarily lifts people out of their fixed role. In a ritual space, 
different relations apply. People become participants rather than officials. They do not stand 
opposite one another only as administrator, citizen, expert, patient, teacher or employee. They 
share an action, a silence, a text, a song, a meal or a gesture. 

This temporary suspension is significant. Many social problems are locked into roles. The 
administrator has to control. The citizen has to respond. The professional has to deliver. The 
expert has to know. The manager has to steer. These roles are not wrong. They do become 
limiting when they leave no room for encounter. 

Ritual makes another relation possible. It creates a temporary order in which people can see one 
another differently. Differences do not disappear. Yet the fixed distribution of position and 
expectation becomes less decisive for a while. 

Art can do this as well. A performance gathers people in shared attention. A concert allows 
strangers to experience the same rhythm. An exhibition gives people a common object of 
attention. A memorial artwork makes loss publicly shareable. In such moments, another social 
space comes into being. 

This space is vulnerable. It cannot last indefinitely. It can also be misused or become superficial. 
Still, it has value. It allows people to experience that a community does not consist only of 
functions. There is also a layer of shared presence. Ritual and art make that layer temporarily 
accessible. 

6.3 Community before it becomes institution 

Community arises before institution. An institution can support, protect and continue a 
community. It can also suffocate it when form becomes more important than encounter. A 
community therefore has to be lived before it can be organised in a lasting way. 

Turner’s concept of communitas helps us understand this. Communitas refers to a direct 
experience of connection that arises outside or beneath the ordinary hierarchical order. People 
do not experience one another primarily through rank, status or function, but as fellow 
participants. Such a moment is often temporary. Even so, it can have deep significance. 

In modern societies, many people search for such experiences. They do not always take a 
religious form. They also arise in commemorations, festivals, social movements, art projects, 
neighbourhood initiatives, shared mourning or collective celebration. There, community 
becomes tangible before it receives structure. 

This experience is important for institutional repair. An institution without living community 
becomes an empty form. It may have rules, buildings and procedures, but carry little trust. A 
community without any structure remains vulnerable. It may disappear when circumstances 
change. The task, then, is not to place community and institution over against one another. The 
task is to allow institutions to arise from living connection and to remain in service to it. 



Art can open the first layer of community. It brings people together around shared experience. It 
makes something common tangible without immediately organising it. In this way, it can form a 
prior ground for later structure. 

6.4 Art as a temporary ground for shared experience 

A work of art can create a temporary ground. People gather around something no one fully owns. 
They look, listen, move or read. They respond differently, but share the same space of attention. 
That shared experience can do more than explanation. 

In a time when commonality is weakening, this is significant. Many public conversations quickly 
become divided. People take positions. They defend interests or identities. Art can offer another 
point of entry. It does not always ask for immediate agreement. It can make room for recognition 
before a position is taken. 

This offers no guarantee of reconciliation. Art can also confront. It can provoke resistance. It can 
make painful differences visible. Yet even that can be shared. People do not then share the same 
opinion, but they do share an encounter with the same work. For a time, they are involved in 
something outside themselves. 

This temporary ground has its own value. It makes experience shareable. It gives form to what 
would otherwise remain private. It can allow people to notice that their loss, hope or discomfort 
is not only personal. That is often the first step toward community. 

This touches the idea of the altar as it is developed in Book III. The altar is the place where truth 
is received and where people learn to relate again to what exceeds their own interest. In secular 
form, art can open such a place. It does not require a return to religion. It can function as an 
exercise in shared attention. 

6.5 Eonara as a continuation of communitas in everyday life 

Eonara can be read as an attempt not to limit communitas to temporary moments. It searches 
for a form of living together in which attention, enoughness, closeness and relational integrity 
acquire everyday meaning. In that sense, communitas shifts from exceptional experience to 
practice in ordinary life. 

That is difficult. Communitas is temporary by nature. It often arises in transition, crisis, ritual or 
celebration. As soon as it is fixed, it risks losing its liveliness. Yet a society cannot live from 
moments alone. It needs practices that maintain shared attention. 

Eonara tries to think precisely this. Community is not understood there as a system or a 
programme. It arises in repeated forms of closeness, care, rhythm and responsibility. It concerns 
a social ground in which people can once again meet one another as bearers of meaning. 

Art can play a lasting role in this. Not as decoration for community, but as a recurring practice of 
perceiving, sharing and recalibrating. Stories, music, rituals, images and shared making 
practices can help keep the attention of a community alive. They remind people of what easily 
disappears when daily life is again taken over by speed, utility and control. 

Eonara is therefore not a replacement for ritual. It is an attempt to let the truth of ritual continue 
to work in everyday life. Community has to be practised again and again. Art can carry that 
practice because it gives form to what people still have to learn to see together. 



This brings the chapter into line with the broader movement of the series. Dissolution asks for 
diagnosis. Repair asks for knowledge, governance and institutions. Yet between diagnosis and 
repair lies a cultural layer in which people learn again to share meaning. Ritual, art and 
communitas open that layer. Eonara tries to make it inhabitable. 

 

7. Imagining the future and social practice  

7.1 The future as a cultural story 

The future does not exist only as expectation. It also exists as story. Societies constantly tell 
themselves which future is probable, desirable or inevitable. Such stories guide choices. They 
determine which investments seem sensible, which risks are considered acceptable and which 
groups are seen as prepared or left behind. 

A future story often works more strongly than a policy objective. It forms the background against 
which people judge what is realistic. Those who believe technological acceleration is inevitable 
will organise education, governance and the economy accordingly. Those who see the future 
mainly as a struggle over scarce resources will place security and competition at the centre. 
Those who understand the future as shared responsibility will look differently at generations, 
care and public provision. 

A time of transition therefore asks for an examination of the stories that already occupy the 
future. Many of those stories are not neutral. They arise from economic interests, technological 
promises or administrative wish images. They present themselves as realism, while often 
pushing forward only one possibility. 

Art can break through that self-evidence. It can open other images of the future. Sometimes it 
does so explicitly, through film, literature, design or theatre. Sometimes it happens more subtly, 
by allowing people to experience another relation to time, body, community or nature. Art makes 
room for the question of which future we are actually learning to desire. 

This is no escape from reality. It is a necessary form of social orientation. A society that can no 
longer imagine its future becomes dependent on the future images of others. 

7.2 Facer and the critique of the dominant image of the future 

Keri Facer analyses the narrow image of the future that has long shaped education policy. In that 
image, people have to adapt to a world of digital technology, international competition and 
economic flexibility. Education is then mainly given the task of making pupils useful for an even 
faster economy. 

This approach appears practical, but it limits thought. It treats the future as if it has already been 
fixed. The social task then becomes adaptation. That makes education vulnerable. It loses its 
public function when it mainly prepares people for a future defined by market and technology. 

Facer places a broader approach alongside this. Education should help communities explore 
different possible futures. It should equip pupils, parents, professionals and local communities 
to help build better social conditions themselves. In this view, the future shifts from destination 
to task. 

This thought also has significance for art. Artists can help open up the dominant image of the 
future. They make visible that the future does not follow a single track. They show 



consequences, alternatives, boundary situations and human costs. They can also make other 
forms of life imaginable. 

For this series, this is important because the new era cannot be reduced to technological 
progress. The central question is what form of humanity, community and responsibility the 
coming period asks of us. Facer offers a sober foundation for that question. The future requires 
public imagination, not obedience to an imposed scenario. 

7.3 Art as a space for alternative possibilities 

Art offers a space in which alternative possibilities can exist temporarily. A novel can show a 
society organised differently. A theatre performance can rearrange roles. A film can make 
consequences tangible that remain abstract in policy models. A design can propose another 
way of dealing with space, time or material. 

These possibilities do not have to be immediately executable. That is not their first function. They 
enlarge what can be imagined. They allow people to experience that existing reality is not the 
only possible form. In a closed system, that awareness is already a significant shift. 

Alternatives rarely arise from imagination alone. They are fed by dissatisfaction, memory, 
longing, experience and perception. Art brings those layers together. It can therefore open 
possibilities that are not yet plans, but still give direction to thought. 

In social transition, this has real significance. Much renewal fails because people can choose 
only between familiar forms. They see the old system and a few technical improvements to it. Art 
can open a third space. There, people can practise other relations without those relations having 
to be immediately proven in administrative terms. 

This space must remain free. As soon as every alternative is judged at once by feasibility, the 
capacity to think genuinely differently disappears. Not every possibility has to become policy. 
Some possibilities are needed to widen consciousness. Only then can one assess what may 
take form. 

7.4 Practising what does not yet have a fixed form 

A society cannot only plan a new era. It also has to practise it. New forms of responsibility, 
community and knowledge do not fully arise at the drawing board. They gain meaning in 
practices where people try to act differently from what they are used to. 

Art offers such practice spaces. In a performance, people can enter a situation that has not yet 
crystallised socially. In a shared making process, they can experience how collaboration 
changes when outcome, role and ownership have not been fixed in advance. In a ritual form, 
they can deal with loss, transition or recognition before an official procedure exists for it. 

This practising is tangible. People learn by doing, looking, listening and responding. They notice 
where resistance arises. They also notice where a new form feels right. This kind of knowledge 
rarely arises in abstract consultation. It asks for embodied participation. 

A simple example may help. A community searching for new forms of care can write reports 
about them. That is useful. But a shared art project with older people, young people, informal 
carers and professionals can open something else. Participants see what dependency feels like, 
how shame works, how closeness arises and where language falls short. Such an experience is 
not a policy model. It can, however, change the quality of later policy. 



Practising the uncrystallised asks for patience. It also asks for space in which failure is not 
immediately punished. Art has experience with that space. It knows that form arises through 
trying, adjusting and beginning again. 

7.5 The new era as a shared practice of learning 

The new era does not arrive as a completed design. It asks for a shared practice of learning. 
People, institutions and communities have to learn how to deal with uncertainty, technological 
power, ecological limits, social fragmentation and the loss of self-evident authority. 

This learning is not only an individual competence. It is a public task. A society has to learn again 
how to speak about what it values. It has to learn to distinguish which forms of growth serve it 
and which exhaust it. It has to learn how to handle uncertain knowledge, conflicting interests 
and communities searching for connection. 

Art can support this practice of learning. It places people in situations in which they perceive 
differently. It makes practice possible without immediate administrative capture. It shows that 
learning does not consist only in absorbing information, but also in attitude, attention, 
imagination and participation. 

In this way, art connects with the broader movement of this series. The transition from control to 
resonance asks for other forms of learning. It is about learning to see, learning to carry, learning 
to set limits and learning to share. These are not capacities that arise through instruction alone. 
They ask for experience. 

The new era therefore requires public places where such experience can occur. Schools, 
libraries, neighbourhood centres, theatres, museums, churches, studios and temporary forms 
of community can all have a role here. They can become places where the future is not only 
discussed, but practised. 

 

8. The limit of instrumentalisation  

8.1 Art as free perception 

Art retains its value because it can perceive freely. This freedom means that it does not have to 
fit in advance within objectives, programmes or desired conclusions. An artist must be able to 
see what is uncomfortable. He must be able to remain with what has no support. He must be 
able to refuse when the time asks for agreement. 

This freedom is not without obligation. It asks for discipline, attention and the ability to give form. 
Free perception does not mean that everything has equal value. It means that the work is not 
fixed in advance by the interest of a client, movement or institution. 

In times of transition, this freedom is vulnerable. Many organisations want to use art to make 
change more attractive. They ask for imagination, creativity and experience. This can be valuable 
when artists are given genuine space. It becomes problematic when art is mainly expected to 
help bring people along in decisions that have already been made. 

Then art loses its perceptive function. It becomes decorative or strategic. It may move people, 
but not truly contradict. It may connect, but not reveal. It may inspire, but not slow down. 



A series concerned with truth, measure and integrity must remain alert to this. Art contributes to 
transformation as long as it retains its freedom to let reality appear differently from what the 
programme expects. 

8.2 The risk of art as communication for change 

Organisations are increasingly discovering the value of stories, images and creative working 
forms. This is understandable. Abstract change programmes often fail to reach people. Art can 
open experience where presentations fall short. Even so, there is a risk here. 

When art is used as communication for change, it is often given a predetermined task. It has to 
increase acceptance, generate energy or reduce resistance. The form may appear free, but the 
direction has already been fixed. Art becomes an instrument within a change plan. 

That makes it less trustworthy. People often sense when imagination is being used to organise 
agreement. The work then loses its openness. It becomes part of the administrative message. As 
a result, the very strength that makes art relevant disappears: its capacity to show something 
that does not yet fit the plan. 

This does not mean that artists can never work with organisations. It does ask for clear 
conditions. Art must be allowed to remain exploratory. It must also be able to produce outcomes 
that are difficult. A project that tolerates only confirmation does not need an artist. It needs 
design. 

The boundary therefore lies in the freedom of the work. As soon as art is mainly required to 
persuade, it loses its capacity for perception. It becomes communication. Sometimes good 
communication, but not art in the sense explored by this essay. 

8.3 The artist serves no programme 

The artist serves no programme. He serves the work, the perception and the reality that presents 
itself within it. This is a point of principle. An artist may be involved in social change. He may feel 
solidarity with a community, an ecological task or a moral cause. Even then, his work must not 
fully coincide with an agenda. 

Once that happens, critical distance disappears. The artwork already knows what it has to say. 
Form becomes subordinate to message. Reality receives less opportunity to speak back. 

This danger is especially present in a time of transition. Many movements want art on their side. 
They seek images, stories and rituals that strengthen their direction. That is understandable. 
Every movement needs symbols. But art loses its deeper meaning when it only confirms what a 
movement wants to believe about itself. 

An artist must also be able to show where a movement overestimates itself. He must be able to 
reveal where language becomes too large, where ideals become detached from concrete 
people, where new structures repeat old patterns. This can be uncomfortable. It is also 
necessary. 

In this series, there is a clear moral line here. Truth asks for fidelity, not service to success. 
Artists can contribute to the new era when they are not absorbed into its rhetoric. They must 
remain free to question the new language as well. 

 



8.4 Sensitivity to truth and critical distance 

Art asks for sensitivity to truth. This does not mean objective certainty. It refers to the capacity to 
feel when a form is honest, when an image becomes too easy, when a word is not carried by 
experience. Artists often know this test in their working process. Something can be technically 
good and still not true. Something can be imperfect and still touch the right layer. 

That sensitivity needs critical distance. Whoever is too close to an interest sees less. Whoever 
fully coincides with a group, institution or movement loses the ability to hear its own language. 
Distance makes discernment possible. 

Critical distance does not have to be cold. It can arise precisely from involvement. An artist who 
takes a community seriously will not only confirm it. He will also show where it avoids itself. An 
artist who takes an organisation seriously will not only depict its values. He will also show where 
those values are not being lived. 

In this sense, art is related to good judgement. Judgement asks for both closeness and distance. 
Too much distance blinds one to experience. Too much closeness blinds one to pattern. Art 
moves between the two. It stands close enough to reality to feel it and far enough away to give it 
form. 

This position makes art important, but also vulnerable. It does not fit easily into systems that ask 
for clear output. Yet precisely this uncertain position has value. It protects a freedom that is 
needed when a society has to learn to see itself anew. 

8.5 Why disruption is sometimes necessary 

Disruption has no value in itself. Not every interruption deepens. Not every provocation opens 
something. Art that only unsettles can become empty. Yet disruption is sometimes necessary. 

A culture that remains too long within the same language becomes insensitive to what that 
language excludes. An organisation that constantly confirms itself no longer hears its own blind 
spots. A society that only permits recognisable forms loses the ability to receive what is new. 

Art can break through this. It can temporarily suspend the ordinary frame. It can shift attention 
toward what is being avoided. It can cause discomfort because it shows something people 
would rather treat as an incident or exception. 

This disruption has to be understood carefully. It is not meant to create chaos. It is meant to 
restore perception. Sometimes a form has to be interrupted because it no longer carries reality. 
Sometimes a story has to be opened because it excludes too many experiences. Sometimes 
beauty has to give way to sharpness. 

In a time of dissolution, this is significant. Old forms can continue to look reliable for a long time. 
They have language, authority and habit on their side. Art can make people notice that this 
reliability has become thin. It does not always do so gently. Nor does it have to. Where truth is 
under pressure, disruption can be a form of care. 

 

 

 

 



9. The threshold language of the new era  

9.1 Image before concept 

An image can precede understanding. People see something and do not yet know what it 
means. Still, the image continues to work. It orders attention. It calls forth recognition. It 
preserves an experience that may only receive words later. 

This makes image important in times of transition. New reality often appears first in fragments. It 
is not yet a theory. Nor is it a social programme. It shows itself in separate scenes, faces, spaces, 
symbols and gestures. Image can hold those fragments together. 

A society needs such images. Without them, transition remains abstract. It becomes a set of 
concepts: sustainability, inclusion, resilience, innovation, repair. These words may be 
necessary, but they quickly lose force when they are not carried by concrete imagination. 

Image brings transition closer. It makes it visible without explaining it completely. It can therefore 
become a first shared point of reference. People can return to it. They can say: that was what it 
was about, something became clear there, even though at the time we did not yet have language 
for it. 

In this sense, image is a threshold language. It stands between experience and concept. It gives 
form to what is still on its way toward language. 

9.2 Sound before policy 

Sound reaches a different layer than policy language. Music, voice, silence and rhythm bring 
people into relation with time and with one another. They can carry tension without explaining it. 
They can share grief, expectation, unrest or connection without agreement having to come first. 

This makes sound important for social transition. Policy works with goals, measures and powers. 
Sound works with resonance, timing and bodily presence. A song can carry a movement before 
that movement fully understands itself. A silence can give gravity to what would otherwise 
remain procedural. A voice can show vulnerability that administrative language tends to remove. 

Many collective moments therefore use sound. Commemorations, demonstrations, 
celebrations, religious gatherings and public rituals need music, singing or silence. Not as an 
addition, but as a carrier of shared attention. 

The new era will also need sound. Not only as an art form, but as an exercise in commonality. 
Sound asks for listening. It asks for attunement. It makes audible whether people are moving 
together or speaking past one another. 

Before policy can carry, a tone often has to arise first that people recognise. That tone is 
vulnerable. It cannot be forced. Artists can search for it, open it and preserve it. 

9.3 Ritual before structure 

Structures regulate relations. Rituals give meaning to transition. A society needs both. Without 
structure, experience remains fleeting. Without ritual, structure becomes bare. 

New social forms rarely arise from design alone. People have to experience why a form has 
significance. They have to be able to take leave of what will not return. They have to mark what is 
beginning. They need room to accept responsibility together. Ritual helps with this. 



In a secular age, ritual has not disappeared. It has taken other forms. People lay flowers in public 
places. They walk in silent marches. They observe minutes of silence. They create artworks for 
loss or repair. They organise festivals, commemorations and temporary communities. In all 
these forms, transition receives a shared body. 

Ritual precedes structure when a community is still searching for form. It gives people the 
possibility of being present together with something that has not yet been resolved 
administratively. This is not a weakness. It recognises that some realities must first be carried 
before they can be regulated. 

Art can open ritual forms without returning to fixed religious frameworks. It can order action, 
space, image and time in such a way that people are present differently. In doing so, it prepares 
the ground in which later structure can receive meaning. 

9.4 Imagination before legislation 

Legislation usually follows imagination. A society can only create rules for something it has 
learned to see as relevant. Before rights are formulated, an image has to arise of who deserves 
protection. Before new institutions are built, there has to be an understanding of what they are 
meant to carry. 

Imagination is therefore not optional. It helps determine what becomes legally, politically and 
socially thinkable. Many achievements once began as unrealistic or inappropriate. They first 
became visible in stories, moral indignation, art, social movements and public imagination. Only 
later did they receive legal form. 

That applies again in this time. Society has to form new images of knowledge, technology, 
ownership, care, community and responsibility. Legislation cannot generate those images by 
itself. It can order, limit and affirm them. The first movement lies elsewhere. 

Art can support that first movement. It makes imaginable what does not yet fit existing 
categories. It can allow people to feel that a human being must not be reduced to data, that care 
is more than efficiency, that community is not the same as a network, and that progress without 
measure can cause loss. 

Imagination therefore opens the moral field that precedes legislation. It gives direction to what 
may later be laid down normatively. Without imagination, legislation becomes technical. It 
regulates what exists, but loses sight of what should be protected or made possible. 

9.5 Art as the first public form of transformation 

Art can be the first public form of transformation. It makes a shift shareable before it is 
institutionally recognised. It brings people together around experience, image, story or action. In 
doing so, transition gains public presence. 

That public character is important. An individual experience remains vulnerable as long as it 
remains private. People may think that their sense of loss, unrest or expectation belongs only to 
them. Art can bring such experiences outward. It makes them visible without explaining them 
completely. 

When several people recognise themselves in a work, a first common space arises. A new 
conversation can begin there. Not yet as a programme. Rather as the recognition that something 
is happening which asks for shared attention. 



In this way, art can precede institutions. It does not always name the solution. It makes the 
condition public. That is often the first step. A society can only act when it recognises what is 
happening to it and what it longs for. 

The threshold language of the new era therefore consists of image, sound, ritual and 
imagination. These forms do not prepare a policy text. They prepare people. They make them 
receptive to a reality that does not yet have a fixed name, but already asks for an answer. 

 

10. Transition to ‘De Kenniscode’ 

10.1 From art to story 

The movement from art to story is a movement from separate appearance to transferable form. 
Art can open a first experience. Story can connect that experience with time, characters, 
choices and consequences. This makes it easier to share. 

A story makes visible how a shift takes place. It does not only show a condition, but also 
development. People can follow how someone looks, hesitates, fails, discovers or changes. 
Knowledge is then not only explained, but lived through. 

That is the bridge to De Kenniscode. The earlier books develop concepts and lines of thought. De 
Kenniscode translates them into a narrative field. There, dissolution, system dominance, loss of 
connection and repair do not receive an abstract form, but an experiential one. Characters carry 
the questions. Situations show how tension works. Fields of recognition make patterns 
readable. 

Story is therefore not a simplification here. It is a necessary next form. Some insights only 
become truly available when they are placed in time and experience. 

10.2 From perception to transmission 

Perception remains vulnerable when it is not transmitted. An artist can pick something up, but a 
society needs forms in which what has been perceived can circulate. That is where transmission 
begins. 

Transmission is more than communication. Communication transfers information. Transmission 
carries meaning through time. It preserves tone, tension, context and direction. It makes it 
possible for an experience to be recognised again later. 

In De Kenniscode, this happens through chapters, characters and fields of recognition. The book 
does not carry a single message. It sets a series of signals, situations and shifts in motion. The 
reader is not only informed, but drawn into a field of perception. 

This fits the intention of the whole series. The modern order has often treated knowledge as 
transferable information. This work searches for knowledge as living practice. That requires 
transmission. Knowledge should not only be available. It should be able to form people. 

Art opens perception. Story makes transmission possible. Transmission connects the two. 

10.3 De Kenniscode as a narrative continuation 

De Kenniscode is the narrative continuation of this essay. What is described here as threshold 
language receives a concrete form there. The book shows how knowledge disappears, how 



systems take over thinking, how connection is broken and how repair begins in new forms of 
perception. 

The choice for fiction is therefore necessary in terms of content. The questions of the series are 
too layered to be transmitted only conceptually. Dissolution has to become tangible. System 
pressure has to acquire a face. Moral fatigue has to appear in situations. Repair should not only 
be argued for, but also experienced. 

De Kenniscode does this by allowing analysis to pass into narrative presence. The characters do 
not function as illustrations of a theory. They carry the tension of a time. Their perceptions, 
choices and ruptures make visible how knowledge lives in people, relationships and 
communities. 

In this way, De Kenniscode connects with the role of art as described in this essay. The book 
stands on the threshold between concept and experience. It makes the transition readable as 
story, so that the reader does not only think about it, but becomes involved in it. 

10.4 Why imagination has epistemic meaning 

Imagination has epistemic meaning because it opens possibilities that existing forms of 
knowledge cannot yet carry. It allows people to see what is absent, what is at risk of 
disappearing or what has not yet found a place. It makes relations experienceable before they 
can be fully analysed. 

This does not mean that imagination is exempt from critique. It can mislead. It can simplify. It 
can become ideological. Still, it remains indispensable. Without imagination, knowledge is 
limited to what already exists or what can already be measured. It then loses its capacity to open 
the future. 

In this series, epistemology is not only about certainty. It is about perception, responsibility and 
fidelity to what presents itself. Imagination belongs to that field. It makes it possible to remain 
present to realities that do not yet have an accepted category. 

This applies to art, but also to governance and science. A leader without imagination sees only 
existing instruments. A scientist without imagination mainly sees existing questions. A 
community without imagination repeats old forms, even when they no longer carry. 

Imagination is therefore not decoration added to knowledge. It is a condition for knowledge that 
wants to remain reliable in a time of transition. It helps distinguish what is not yet visible enough, 
but already has meaning. 

10.5 Closing reflection: society must first learn to feel what it may later be able to carry 

A society cannot carry what it has not first learned to feel. This applies to loss, responsibility, 
guilt, hope and new possibility. When structures arrive too early, they often remain empty. When 
policy moves faster than meaning, estrangement follows. When legislation appears without 
shared moral understanding, compliance becomes more important than consent. 

The new era therefore needs threshold language. It needs images that continue to work. It needs 
sound that teaches people to listen. It needs rituals that can carry transition. It needs stories in 
which people can understand themselves anew. It needs art as the first public form of what is 
not yet an institution. 



This is why the essay belongs in this series. It shows that repair cannot move directly from 
diagnosis to structure. There is an intermediate layer in which people learn again to perceive, 
share and imagine. That layer is vulnerable, but indispensable. 

De Kenniscode takes this movement further. There, threshold language becomes a narrative 
field. The reader enters a world in which the questions of the series are no longer only explained, 
but lived. This is not an ending. It is another form of transmission. 

Society must first learn to feel what it may later be able to carry. Art helps it learn this. Story 
helps it hold on to it. And perhaps, there for a moment, the new era begins. 
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