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FBAUL E A INVESTIGAGAO ARTISTICA

CRISTINA AZEVEDO TAVARES

Vice-Presidente e Professora Associada no
Departamento de Ciéncias da Arte na Faculdade
de Belas-Artes da Universidade de Lisboa.
Membro integrado do CFCUL e membro
colaborador do CIEBA

THE FBAUL AND ARTISTIC RESEARCH

Vice-President and Associate Professor in the Department
of Sciences of Art at the Faculty of Fine Arts of the
University of Lisbon. Integrated member at CFCUL

and collaborating researchers at CIEBA

Em 1992 a Faculdade de Belas-Artes integrou

a Universidade de Lisboa. Antes dessa data, era
conhecida como Escola Superior de Belas-Artes.
Enquanto Faculdade, a escola mudou e foi possivel
oferecer ndo so licenciaturas, mas também mestra-
dos e doutoramentos, juntamente com um conjunto
de cursos de pOs-graduagdo em associagdo com
outras faculdades e escolas. Nas ultimas décadas,
a nossa escola foi palco de grandes inovagdes,
oferecendo vérias linhas de estudos de licenciatura,
pés-graduacao e doutoramento em Multimédia

e Arte, Desenho e Ciéncias da Arte e Patriménio,
com uma ligacéo as areas de conservacao

e restauro.

Todas estas mudancgas, como uma revolugéo
tranquila, produziram uma possibilidade real de
desenvolvimento artistico e cientifico da investiga-
¢ao dentro na faculdade, ou em parceria com outras
instituicdes. A importéncia da investigacdo € agora
apresentada aos alunos numa fase muito mais inicial
da sua formacao académica.

A FBAUL disponibiliza o doutoramento em
Belas-Artes desde 2009 de acordo com o Tratado de
Bolonha, através de um modelo teédrico e pratico, ou
apenas tedrico, que permite aos alunos envolverem-
-se em projetos artisticos baseados em teorias da
arte nas areas do Desenho, Design de Comunicagéo,
Design de Produto, Escultura, Multimédia, Pintura e
em Arte e Patrimonio. Este modelo assenta na inves-
tigacao artistica e proporciona uma formacg&o unica
e completa que cruza a tradig&o historica e acadé-
mica do ensino das artes, com a atividade contem-
poréanea, aliando o uso da tecnologia e da ciéncia
para inovar.

Por essa razéo, o projecto Arctic South valoriza
a investigacdo artistica para criar didlogos entre
diferentes paises europeus, neste caso com Norte
e do Sul da Europa, apontando novos recursos de
criatividade, o que significa que este é naturalmente
um projeto que se enquadra nos objetivos do plano
estratégico da FBAUL: o desenvolvimento da inves-
tigacao artistica e a internacionalizac&o. E por isso
gue o apoio da presidéncia da FBAUL e também do
CIEBA veio em primeiro lugar, porque este tipo de
projetos e parcerias em praticas artisticas permite
ver o potencial e os beneficios da educagéo artistica
nos dias de hoje.

In 1992, the Faculty of Fine Arts became part of the
University of Lisbon. Prior to that date, the institution was
known as the Superior School of Fine Arts (Escola Supe-
rior de Belas-Artes). As a faculty, the school changed and
was able to offer not only Bachelor’s, but also Master’s

and Doctorate degrees, some of them in association with
other faculties and Art Schools. Over recent decades, our
school has undergone a great renovation, and we now offer
several lines of PhDs, Master’s and new Bachelor’s degrees
in Multimedia and Art, Drawing and Art Sciences and
Heritage, with a connection to conservation and restoration.

All these changes, like a quiet revolution, have pro-
duced a real possibility of developing artistic and scientific
research within the faculty or in partnership with other
institutions. The importance of research is introduced to the
students at an early stage.

FBAUL has offered the doctorate in Fine Arts
since 2009, according to the Bologna agreement, with a
model of either theory and practice, or theory alone, which
allows the students to engage with artistic projects based
on art theories in fields such as Drawing, Communication
Design, Product Design, Sculpture, Multimedia, Paint-
ing and Art and Heritage. This model is based on artistic
research and provides unique and complete training that
combines the historical and academic tradition of arts edu-
cation with contemporary activity, as well as using technol-
ogy and science to promote innovation.

The Arctic South project emphasizes artistic
research looking for dialogues between different Europeans
countries, in this case between northern and southern
Europe, highlighting new creativity resources, meaning
that it naturally meets the aims of FBAULs strategic
plan: the development of artistic research and internation-
alization. This is why the presidency of FBAUL., not to
mention CIEBA, supported this initiative from the outset,
because these kinds of projects and partnerships in artistic
practices enable us to see the potential and benefits of artistic
education in today’s world.
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Jeg er selv utgver, og tidlig i prosessen med & ut-
forske forholdet mellom teori og praksis i mitt eget
arbeid p& 1990-tallet, var jeg sveert opptatt av hvor-
dan jeg skulle hdndtere interessen min for kritiske
kontekster uten & produsere arbeid som kun var en

As a practitioner myself, when I was in an early stage of
exploring the relationship between theory and practice in
my own work in the 199os, I was very concerned with how

to work through my interest in critical contexts without
producing work that was merely an illustration of a concept.

illustrasjon av et konsept. Forestillingen om legem-
liggjering i denne konteksten handlet om arbeid som
pa en eller annen méate hadde absorbert disse kon-
tekstene og interesseomradene i sin form og eksis-
tens, i stedet for bare & papeke dem.

| denne perioden, i likhet med mange kunst-
nere pa den tiden, og i enda starre grad i dag, ble
jeg fascinert av oppfatningene til Gilles Deleuze og
Felix Guattari. | denne velkomsttalen gjar jeg bruk
av teksten «Thought beyond Research, A Deleuzian
Critique of Artistic Research» av Kamini Vellodi
fra publikasjonen Aberrant Nuptials, Deleuze and
Artistic Research 2, 2019 (Leuven University Press).
Mange av dere er sikkert kjent med den, men jeg
vender tilbake til den her til stgtte for kunst som
legemliggjort kunnskap, som kunnskap i seg selv.
Den tjener ogsd som eksempel pa at teori bokstave-
lig talt sgker en retur til selve kunstverket, sa jeg vil
gjerne gé gjennom denne diskusjonen her.

Vellodis tekst bekrefter en diskurs som pé
veltalende vis statter var posisjon ved KHiO om den

kunstneriske kjernen i forskning, og identifiserer
ogsé flere méater kunstnerisk forskning kan forville
seg bort fra kunstnerisk praksis pa, noe som ofte
har skjedd.

Legemliggjering er forestilling som innebaerer
a ta noe inn i en kropp helt til det blir til den andre.
I min egen praksis dannes det en forbindelse til min

tiltrekning til det soniske — ikke bare lyd hgrt gjen-
nom grene, men lyd som oppleves av hele kroppen.
Det handler om & skape verk som legger til rette for
legemliggjeringen av lyd og konsept av den som
opplever det, og & fremme og bli ett med lyden og
dens kontekstuelle og imaginaere muligheter.
Kunstnerisk forskning har selve den kunstne-
riske praksisen som kjerne. Underforstatt er fore-
stillingen om tanke - & tenke gjennom selve den

kunstneriske praksisen. Kunst er legemliggjgrelsen
av tanke, kunst er tanke i seg selv.

Materiell sondering av det imagineere er
en form for etterforskning, som er en form for
forskning. Forskning, i sine ulike former, har alltid
fulgt kunstutgvelsen som ett av mange elementer
som bidrar til utviklingen av et kunstverk, men vi vet

II

The notion of embodiment in this context, became about
work that had somehow absorbed these contexts and inter-
est areas into its form and being, rather than simply point-
ing to them.

During this period, as with many artists at the time
and even more today, I was drawn to the perceptions of
Gilles Deleuze and Felix Guattari. In this welcome, I draw
upon the text, “Thought beyond Research, A Deleuzian
Critique of Artistic Research” by Kamini Vellodi from
the publication A4berrant Nuptials, Deleuze and Artistic
Research 2, 2019 (L.euven University Press). Many of you
may be familiar with it, but I return to it here in support of
art as embodied knowledge, as knowledge itself. It is also

an example in which theory literally seeks a return to the

artwork itself, so I would like to step through this discus-
sion here.

Vellodi’s text affirms a discourse that eloquently
supports our position at KHiO on the artistic core in
research, and also identifies several ways in which artistic
research can —and often has — strayed from the locus of
artistic practice.

Embodiment is a notion that implies the taking of
something into a body to the point of becoming that other.

In my own practice, a connection is formed to my attraction
to the sonic — not just sound heard through the ears but
sound experienced by the entire body; creating works that
facilitate the embodiment of sound and concept by one who
experiences it, fostering, becoming one with the sound and
its contextual and imaginary possibilities.

Artistic research holds artistic practice itself, at its
core. Implied within, is the notion of thought — thinking
through artistic practice itself. Art is the embodiment of
thought, art is thought itself.

Materially probing the imaginary is a type of investi-

gation, which is a type of research. Research, in its various
forms, has always accompanied art practice as one of many
elements that contribute to the development of an artwork,
but we know that art practice has not always been “artistic
research”. In her text, Vellodi reminds us that the emer-
gence of artistic research was influenced by “the modernist
and avant-garde agendas of self-critique, self-reflection,
and self-theorisation»; as well as “the assimilation of theory
into the art world” that began to take hold from the 1960s.

(Vellodi, p.217)



at kunstutevelse ikke alltid har veert «kunstnerisk
forskning». | teksten sin minner Vellodi oss p4 at
fremveksten av kunstnerisk forskning ble pavirket av
«de modernistiske og avantgardistiske agendaene
for selvkritikk, selvrefieksjon og selvteoretisering»
samt «teoriens assimilering i kunstverdenen» som
begynte a sla rot fra 1960-tallet (Vellodi, s.217,

fritt oversatt).

Man kan hevde at kunstnerisk forskning har
blitt en egen disiplin med en struktur som stadig
vokser og utvider seg, og som har mange fordeler,
men ogsé mangler.

Ifglge Vellodi «risikerer kunstnerisk forskning
a opprettholde det Deleuze kaller et dogmatisk tan-
kebilde, et tankebilde som er fundert pa antakelser
om hva det er, bgr eller kan vaere» (Vellodi, s.228,
fritt oversatt). Det betyr at i stedet for & bli ledet av
kunstens essensielle natur til & utforme det ukjente,
kan kunstnerisk forskning enkelt forhdndsbestem-

mes av antakelser og forutsetninger, méalorienterte
direktiver, gkonomi, politikk og konseptuelle
projeksjoner.

Hun fortsetter med & hevde at det er
«kunstens rolle i, for og som tanken selv som frigjar
kunstnerisk forskning fra [dette] potensielle dogmet»
(Vellodi, s.228, fritt oversatt). Dette kan vi ikke miste
grepet om.

Tanken som prinsipp skal eksistere i selve
kunstverket, og ikke utenfor det. Disse sekundaere
resultatene, slik som teoretisering av tekster, sosio-
kulturelle initiativer, vitenskapelige oppfinnelser osv.,
kan ikke ende opp med & instrumentalisere arbeidet
som malrettet mot dette. Her er spgrsmalet om

kunnskap som iboende i selve kunstverket eller som
en effekt av utgvelsen (Vellodi, s.219, fritt oversatt).
Disse utelukker ikke hverandre, men skillet er viktig.
Kunstnerisk forskning ma opprettholde den
kunstneriske praksisens evne og ngdvendige behov
for & utfordre og overskride grenser, i stedet for
a ta i bruk metoder for konformitet. Dette er en av
kunstens viktigste utviklingsmessige impulser. Dette
utgjer ogséa den viktige utfordringen for kunstnerisk

forskning, nemlig & unngé & opprettholde praksiser,
metoder og resultater som er reproduktive, snarere
enn & vaere produktive.

For at kunst skal kunne fortsette & teste og
utfordre antatte realiteter (inkludert den kunstneriske
forskningen selv), ma den benytte seg av det som
gjor den unik for og som tanke — «bekreftelse av det

One might argue that artistic research has become
a discipline of its own with an ever-growing and out-reach-
ing structure, with many benefits, as well as shortcomings.

According to Vellodi, “Artistic research risks
upholding what Deleuze calls a dogmatic image of thought,
an image of thought that is grounded in presumptions about
what it is, should, or could be.” (Vellodi, p.228) meaning
that rather than being led by the essential nature of art to.
forge the unknown, artistic research can be easily prede-

termined by assumptions and presumptions, goal-oriented
directives, economics, policy, and conceptual projections.
She continues to say that it is “the role of art in, for,

and as thought itself that liberates artistic research from

[this] potential dogma” (Vellodi, p.228). This, we cannot
lose hold of.

The principal locus of thought should exist within
the artwork itself'and not outside of it. These secondary
outcomes such as theorizing texts, socio-cultural initia-
tives, scientific inventions etc. cannot come to instrumen-
talize the work as goal-oriented to these means. Here is the
question of knowledge as residing in the artwork itself or
as an effect of the practice (Vellodi, p.219). These are not
mutually exclusive, but the distinction is important.

Artistic research must maintain artistic practice’s

ability and necessity to challenge and transgress bounda-

ries, rather than adopt methods of conformity. This is one

of the most important developmental impetuses of art. This
also constitutes the important challenge of artistic research,
to avoid the perpetuation of practices, methods, and out-
comes that are reproductive, rather than being productive.
In order for art to continue to test and challenge

assumed realities (including that of artistic research itself),
it must rely upon what makes it unique for, and as thought
—“it’s affirmation of the sensible,” — this refers of course,

to sensory experience (Vellodi, p.224-5). The sensible is

the actual occasion for thought rather than functioning as

a surrogate for it — it is the seeing, the hearing, the feeling,

etc. Hence the artistic result itself constitutes the space of
knowledge. In the words of Deleuze, art is “the very being
of the sensible,” (Vellodi, p.225) bearing the potential for
thought freed from presuppositions. So as practitioners,

we make some thing or some action, render it available

to be experienced and encounter the sensory experience

as knowledge itself rather than thinking thought directly

into being.

To clarify, and quell any romanticization of art that
may arise I again quote Vellodi:

«The question is not to return to an idea of art as

sensory and nonrepresentational, made in the name of
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folbare» — dette refererer selvsagt til sanseopplevelse

(Vellodi, s.224-5, fritt oversatt). Det fglbare er den
faktiske anledningen til tanken heller enn & fungere

som et surrogat for den — det er det 4 se, hare, fole
osv. Derfor utgjer det kunstneriske resultatet i seg
selv kunnskapens rom. Med Deleuzes ord er kunst
«selve det fglbares vesen» (Vellodi, s.225, fritt over-

satt), som baerer potensialet for tanke frigjort fra for-
utsetninger. Som ut@vere lager vi altsa en ting eller

values such as the ‘the aesthetic” or the “new”: a return
that would contain aspects of regression in an age when the
reality of art ... has irrevocably changed. The concept...

is not an invitation to determine that content is something
specific and nameable as “anti-institutional” or “critical”

or “sensory.” Rather, it is to maintain an element of the

outside in and for thinking — the nameless, imperceptible,

unrecognisable element that through its imposition makes

thought productive, and which retains the freedom of

handling, gjgr den tilgjengelig for & oppleves og mga-

thought as infinite movement.” (Vellodi, p.228)

ter sanseopplevelsen som kunnskap i seg selv heller
enn & tenke frem tanken direkte.

For & klargjere, og undertrykke enhver romanti-
sering av kunst som méatte oppsta, siterer jeg igjen
Vellodi:

«Det handler ikke om & ga tilbake til en idé
om kunst som sensorisk og ikke-representativ, som
gjenspeiler verdier som det ‘estetiske’ eller det ‘nye”
en retur som ville inneholde aspekter av regresjon
i en tid da kunstens virkelighet ... er ugjenkallelig
forandret. Konseptet ... er ikke en invitasjon til &
fastsla at innhold er noe spesifikt som kan navngis
som ‘anti-institusjonelt’ eller ‘kritisk’ eller ‘sensorisk’.
Snarere handler det om 8 opprettholde et element
av utsiden i og for tenkningen — det navnlgse, umer-
kelige, ugjenkjennelige elementet som ved sin inn-

foring gjer tanken produktiv, og som beholder tan-
kefriheten som uendelig bevegelse» (Vellodi, s.228,
fritt oversatt).

Vellodi skriver videre at: «Kunst tenker

i sansninger, og ... nar vi mgter kunst som et san-
sevesen, blir vi tvunget til & tenke» (Vellodi, s.226,
fritt oversatt).

Metode kan vaere en organisk prosess som
utvikler seg sammen med, og som ngdvendiggjear,
arbeidet; den utvikler seg gjennom sykluser av
a gjgre, og s a reflektere.

Hver gang den kunstneriske forskeren vender
tilbake til det folbare, selve kjernen i kunstutavelsen,
oppstar en ny mulighet for & tenke, fri fra begren-
sende forutsetninger. Det fglbare oppstér som en
legemliggjering av selve tanken.

Metodebegrepet i kunstnerisk forskning ma
passe pa & ikke produsere forhdndsbestemte og
forpliktende rammer som hindrer potensielle resul-
tater. Man m4 snarere forsgke & reagere pa handlin-
gene som en syklisk prosess som viser vei. A oppna
kunstens rom for det ukjente - eller det «uidenti-
fiserte og ugjenkjennelige terra incognita» — er en
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Vellodi continues to say, “Art thinks in sensations
and...when we encounter art as a being of sensation, we are
forced to think.” (Vellodi, p.226)

Method can be an organic process developing along-

side, and as necessitating, the work; developing through
cycles of doing, then reflecting.

Each time the artistic researcher returns to the
sensible, the core of the art practice itself, a new opportu-
nity for thinking free from limiting presumptions arises.
The sensible arises as an embodiment of thought itself.

The notion of method in artistic research must take
care not to produce predetermining and binding frame-
works that hinder potential offspring, but rather attempt to
respond to the acts of doing as a cyclical process that lead
the way. Achieving art’s space of the unknown — or the
“unrecognized and unrecognizable zerra incognita” is an
experience that is determined by the processes of art them-
selves. (Vellodi, p.226) Vellodi takes this notion even fur-
ther to suggest that “such an experience cannot be decided
in advance, and its advent cannot be planned.

Does this suggest the eradication of the notion of

artistic methodology? Of course not. It is a call for method

and doing to have a tighter developmental relationship in

which each is constantly informing the other in tight expe-

riential and reflective loops.

Similarly, the practice of Reflection itself need not
rely upon language but can also attempt to work through
similar means as the artistic outcome itself.

“’...thought does not necessarily mean cognitive or
conceptual thought, and the notion of thinking art does not
require a cognitive element or thinking through concepts.
Thought involves sensibility, intuition, imagination, un-
derstanding, and can even involve paradox and stupidity”
(Vellodi, p.226)

Vellodi criticises artistic research for its ambiguity
in the face of reflection as differentiated from analysis.

This is a specific point of focus for the notion of reflection
at KHiO where reflection need not be considered a sep-

arate process and means of articulation, but may itself'be



opplevelse som bestemmes av kunstens prosesser
i seg selv (Vellodi, s.226, fritt oversatt). Vellodi tar
denne forestillingen enda lenger ved a antyde at
«en slik opplevelse kan ikke bestemmes pa forhand,
og dens fremkomst kan ikke planlegges».

Antyder dette utryddelsen av forestillingen
om kunstnerisk metodikk? Selvsagt ikke. Det er en
oppfordring til metode og handling for & f& en tettere
utviklingsrelasjon der hver av dem hele tiden infor-
merer den andre i tette erfaringsmessige og reflek-

terende baner.

Pa samme mate trenger ikke selve refleksjons-
praksisen & veere avhengig av sprék, men kan ogsé
forsgke & fungere p4 lignende mate som selve det
kunstneriske resultatet.

«...tanke betyr ikke ngdvendigvis kognitiv eller
konseptuell tanke, og forestillingen om & tenke kunst
krever ikke et kognitivt element eller & tenke gjen-
nom begreper. Tanken innebaerer sanseevne, intui-
sjon, fantasi, forstdelse og noen ganger til og med
paradoks og dumhet» (Vellodi, s.226, fritt oversatt).

Vellodi kritiserer kunstnerisk forskning for dens
tvetydighet i mgte med refleksjon som differensiert
fra analyse. Dette er et spesifikt fokus for forestil-
lingen om refleksjon pa KHiO, hvor refleksjon ikke
ngdvendigvis betraktes som en egen prosess og et

eget artikulasjonsmiddel, men i seg selv kan veere
en opplevelse av sanseevne som er likeverdig med
selve det kunstneriske resultatet.

Psykologisk og sosiokulturell legemliggjgring
er ogsa knyttet til etiske spgrsmal. Et eksempel kan
veere & prove & tenke gjennom det & forestille seg
hvordan en hval hgrer verden, selvfglgelig med en

erkjennelse av umuligheten av dette som faktisk per-
septuell kunnskap. Forsgket kan likevel inspirere til
kunstverk, som i sin tur vekker ettertanke, dpner nye
perspektiver og kritisk kunnskap gjennom a engasjere
segiden andre.

Alle disse ordene kan innkapsles i ett enkelt
ord - legemliggjering.

as equal an experience of sensibility as the artistic outcome

itself.
Psychological and socio-cultural embodiment is also

aligned with ethical questioning. An example might be try-
ing to think through imagining how a whale hears through
the world, of course in acknowledgement of the impossi-
bility of this as actual perceptual knowledge. The attempt
can nonetheless inspire artwork which in turn, provokes
thought, opens new perspectives, and critical knowledge
through engagement with the other.

All of these words might rather be encapsulated in
a single word — embodiment.
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A unidade de investigac&o VICARTE (Vidro e Ceramica
para as Artes) dedica-se & promog¢édo da interacgao
entre arte e ciéncia aplicada ao vidro e a cerémica,
através da partilha de conhecimento, experiéncias

e metodologias entre estas duas areas, promovendo
caminhos e perspectivas criticas e criativas.

O vidro e a ceramica sado considerados mate-
riais com inumeras possibilidades inovadoras, devi-
do as suas propriedades fisico-quimicas, que podem
ser exploradas ndo so industrialmente, mas também
a um nivel artistico e social. A investigacdo realizada
na VICARTE une o presente e o passado, através
do desenvolvimento de novos materiais para arte
contemporanea em vidro e ceramica, explorando
diferentes conceitos estéticos em arte e através do
estudo das praticas de produgéo historica e tradi-
cional e conservacédo de patriménio cultural. Para tal,
a VICARTE une artistas, conservadores, quimicos,
fisicos, historiadores, arquedlogos e outros espe-
cialistas em torno do estudo do vidro e da ceramica.
Trata-se de um projeto com uma abordagem inter-
nacional e intercultural, assente numa transdiscipli-
naridade pratica e tedérica entre os campos da arte
e ciéncia.

A unidade de investiga¢&o VICARTE iniciou
as suas actividades em 2002 e € uma parceria entre
a Faculdade de Ciéncias e Tecnologia da Universidade
Nova de Lisboa (FCT NOVA) e a Faculdade de Be-
las-Artes da Universidade de Lisboa (FBA/UL). Inclui
ainda membros da Faculdade de Belas-Artes da
Universidade do Porto (FBA/UP) e da Escola Superior
de Arte e Design do Instituto Politécnico de Leiria
(ESAD/IPL).

As linhas de investigacdo da VICARTE seguem
a filosofia subjacente de uma abordagem transdis-
ciplinar, onde os tépicos e investigacdo emergem de
uma troca de ideias e objetivos entre cientistas e ar-
tistas. Além de investigagao, a educacdo é também
essencial nas actividades da VICARTE.

Neste contexto, a participa¢do da VICARTE
no projecto Arctic South, em que se discute a expe-
rimentacdo artistica como ferramenta educativa, é
uma oportunidade de expandir as formas como artis-
tas, designers e cientistas desta unidade de investi-
gacao pensam e trabalham o vidro e a ceramica.

O impacto deste projecto é de interesse estra-
tégico, permitindo criar e disponibilizar conhecimen-
tos e competéncias, procurando inovag&o nos pro-
cessos de educacao, criagao e produgéo artistica.
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The research unit VICARTE (Glass and Ceramics for the
Arts) is dedicated to promoting the interaction between art
and science applied to glass and ceramics, through the shar-
ing of knowledge, experiences and methodologies between
these two areas, stimulating critical and creative paths

and perspectives.

Glass and ceramics are considered to be materials
with countless possibilities for innovation, due to their
physical and chemical properties, which can be explored
not only industrially but also at an artistic and social level.
The research carried out at VICARTE combines the pres-
ent and the past, through the development of new materials
for contemporary art in glass and ceramics, exploring
different aesthetic concepts in art and through the study of’
historical and traditional production practices and conser-
vation of cultural heritage. To this end, VICARTE brings
together artists, conservators, chemists, physicists, histori-
ans, archaeologists and other specialists around the study of
glass and ceramics. It is a project with an international and
intercultural approach, based on a practical and theoretical
transdisciplinarity between the fields of art and science.

The VICARTE research unit started its activities in
2002 and is a partnership between the Faculty of Sciences
and Technology of Universidade Nova de Lisboa (FCT
NOVA) and the Faculty of Fine Arts of the University of
Lisbon (FBA/UL). Italso includes members of the Faculty
of Fine Arts of the University of Porto (FBA/UP) and the
School of Arts and Design of the Polytechnic Institute of
Leiria (ESAD/IPL).

VICARTE'’s lines of inquiry follow the underlying
philosophy of a transdisciplinary approach, where research
topics emerge from an exchange of ideas and objectives
between scientists and artists. Besides research, education
is also an essential part of VICARTE’s work.

In this context, VICARTE’s participation in the
project Arctic South, which explores artistic experimen-
tation as an educational tool, is an opportunity to expand
the ways in which artists, designers and scientists of this
research unit think about and work with glass and ceramics.

The impact of this project is of strategic interest,
allowing for the creation and provision of knowledge and
skills, seeking innovation in processes of education, crea-

tion and artistic production.
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A Faculdade de Belas-Artes da Universidade de
Lisboa proporciona um ambiente de aprendizagem
propicio ao desenvolvimento de projetos, ao aperfei-
¢coamento das capacidades artisticas e 8 promogéo
da criatividade, reunindo reflexdo e experimentacéo
sob o mesmo teto. A confluéncia de disciplinas re-
lacionadas com a arte e o design faz da faculdade
um espaco unico de aprendizagem e competéncias
transversais. A instituicdo encoraja a diversidade

€ apoia iniciativas de interacdo com as comunidades.
Queremos que 0s hossos alunos exergam um impacto
construtivo na cultura artistica da cidade, do pais

e do mundo em geral.

A Faculdade de Belas-Artes é uma das dezoito
faculdades da Universidade de Lisboa, a maior
universidade publica de Portugal. Combinando
tradicdo e modernidade, a faculdade encontra-se
desde o século XIX sediada no Chiado, o bairro mais
cosmopolita, boémio e artistico de Lisboa. Aqui
agregam-se galerias, museus, teatros, cafés, bares
e uma grande diversidade de lojas, mas o bairro
também € um local de encontro de artistas de rua,
musicos, pintores e afins. Mesmo a seu lado, encon-
tramos o Bairro Alto, mais ousado e transgressivo
e o local perfeito para estabelecer contacto com
modelos culturais mais alternativos.

A faculdade é conhecida pelo calibre artistico
e académico do seu corpo docente e pelo seu
compromisso para com métodos de ensino inova-
dores que combinam o conhecimento tedérico com
a competéncia tecnoldgica. Também se destaca pela
defesa de uma abordagem préatica a aprendizagem,
com base em laboratérios tecnologicos — Unicos
no centro de Lisboa -, desde o Project Labb as uni-
dades de experimentacdo nas areas da cerdmica,
design, fotografia, gesso, gravura, madeira, metal,
pedra e prototipagem. A faculdade incorpora ainda
dois prestigiados centros de investigagcdo no campo
das artes visuais: o CIEBA e o VICARTE.

O CIEBA acolhe um grande nimero de estu-
dantes estrangeiros provenientes de instituicdes
parceiras que desejam realizar parte dos seus estu-
dos em Lisboa. Presentemente, a faculdade conta
com mais de 80 programas bilaterais de mobilidade
e investigac&do Erasmus em parceria com algumas
das mais importantes escolas de arte e design da
Europa, América Latina e América do Norte. Estas
prestigiadas instituicdes incluem: Universitat der
Kinste Berlin (Alemanha), Bauhaus-Universitat
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The Faculty of Fine Arts offers a learning environment
where students can develop their projects and artistic abili-
ties and put their creativity into practice.

The faculty environment combines reflection and
experimentation, with various disciplines converging with
artistic and design practices serving to make it a unique
space of transversal learning and knowledge. The institu-
tion encourages diversity and supports initiatives for inter-
acting with outside communities. We want our students to
play a constructive role in the artistic culture of the city,
the country, and the wider world.

The Faculty of Fine Arts is one of the eighteen
faculties that make up the University of Lisbon, the largest
Public University in Portugal. Combining tradition and
contemporaneity, the faculty has been located in Chiado,
a cosmopolitan, bohemian, and artistic neighbourhood
par excellence, since the 19th century. Here it is possible
to visit galleries, museums, theatres, coffeeshops, bars and
avariety of stores, but also to interact daily with street
artists, musicians and painters. Bairro Alto, located
nearby Chiado, is yet more transgressive and marginal,
and is the perfect place to get in touch with alternative
cultural models.

The faculty is renowned for the artistic and scien-
tific quality of its teaching staff'and for its commitment
to innovation in teaching methods, which combine theo-
retical knowledge and technological skills. The faculty is
also known for promoting a practical approach to learning
based on technological labs — unique in Lisbon’s city
centre —, from ProjectLab to experimentation units in
the areas of ceramics, design, photography, plaster, print-
making, wood, metal, stone and prototyping. The faculty
also hosts two well-established research centres that are
widely recognised in the fields of the visual arts: CIEBA
and VICARTE.

CIEBA receives a large number of international
students from partner institutions seeking to complete
part of their studies in Lisbon. Today the faculty hosts
over eighty bilateral Erasmus mobility and research pro-
grammes in partnership with some of the most important
Artand Design schools in Europe, Latin America and
North America. These prestigious institutions include:
Universitat der Kunst Berlin (Germany), Bauhaus-Uni-
versitit Weimar (Germany), Universita degli Studi di
Roma La Sapienza (Italy), Universidad Complutense de
Madrid (Spain), Universitat de Barcelona (Spain), Uni-
versité Paris 8 (France), Poccriickas akanémus XynoxecTB
(Russian Art Academy, Russia), Universidade de Sao Paulo
(Brazil), Universidade Federal do Rio de Janeiro (Brazil),



Weimar (Alemanha), Sapienza Universita di Roma
(Italia), Universidad Complutense de Madrid (Espanha),
Universitat de Barcelona (Espanha), Université Paris
8 (Franca), Academia Russa das Artes (Russia), Uni-
versidade de Sao Paulo (Brasil), Universidade Federal
do Rio de Janeiro (Brasil), Israel Institute of Techno-
logy (Israel) e Université Laval (Canad@).

Desde 2007, o CIEBA (Centro de Investigacédo
e de Estudos em Belas-Artes) tem vindo a constituir-
-se como local privilegiado para o desenvolvimento
de inovadores projetos criativos e de investigagdo
nos campos da arte, da cultura e da ciéncia. Contando
com 269 investigadores, incorpora oito grupos de
investigagcdo que atuam nos campos das Ciéncias
da Arte e do Patriménio: “Francisco de Holanda”,
Desenho, Pintura, Design de Comunicagéo, Design,
Escultura, Arte Multimédia e Educacéo Artistica.
No final de 2021, estes grupos tinham ja produzido
e defendido 209 teses de doutoramento e 1061 teses
de mestrado.

Em 2019, o CIEBA foi avaliado e classificado
como “Muito bom” pela Fundagédo para a Ciéncia
e Tecnologia (FCT).

O projeto Arctic South é uma oportunidade de
continuar com a missdo do Centro e da FBAUL.

117 won? e M2y (Israel Institute of Technology, Israel),
and Université Laval (Canada).

Since 2007, CIEBA — Centro de Investigacio e
Estudo em Belas-Artes (The Artistic Studies Research
Center) has been a privileged place for the development
of innovative research and creative projects in the fields of
art, culture and science. With two hundred and sixty-nine
associate researchers, CIEBA hosts eight research groups
covering various areas of Art and Heritage Sciences:
“Francisco de Holanda”, Design, Painting, Communica-
tion Design, Drawing, Sculpture, Multimedia, and Artistic
Education. By the end of 2021, these research groups had
produced 209 doctoral theses and 1061 master theses.

In 2019, CIEBA’s received the rating of “Very
Good” from the National Foundation for Science and
Technology (FCT).

Arctic South is an opportunity to jointly continue
the mission of FBAUL and CIEBA.
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Num mundo em permanente transformacao, ter-
ritérios e fronteiras criam zonas de convergéncia
e divergéncia, obrigando-nos a uma permanente
reflexdo sobre 0 nosso posicionamento peran-
te o mundo e os outros. Justapor conhecimento
e debater ideias € precisamente uma das bases
fundamentais e estruturantes que norteiam o fun-
cionamento da VICARTE, uma Unidade de Investiga-
G¢ao que faz precisamente 20 anos em 2022. Desde
ha duas décadas que este Centro de Investigacéo
vem trilhando um percurso heterogéneo e invulgair,
juntando especialistas de diversas areas do saber
em projetos com objetivos comuns e precisos: o de
fazerem investigac&o conjunta em Arte e Ciéncia,
e gque esta produza resultados tangiveis, observa-
veis, dando origem a outras formas de entendimento
da realidade.

Arte e Ciéncia encontram-se sempre em
territérios ndo mapeados, e é dessa inconstancia
e aparente errancia que nasce o conhecimento util
e fecundador. Por esse motivo, a VICARTE associou-
-se ao projeto Arctic South sabendo do seu carater
inovador e experimental, assumindo o risco que estes
projetos acarretam: sdo intencionalmente laborato-
rios do pensamento, recusando a previsibilidade
e as ideias feitas.

Como se pode observar nas paginas
seguintes, ndo poderiamos estar mais satisfeitos:
a investigacdo desenvolvida pelos participantes
neste encontro veio mostrar que as fronteiras entre
a arte e a ciéncia sdo tdo porosas como as que
delimitam territérios. E que nelas estes investiga-
dores navegaram como se o amanha fosse ja hoje,
num jogo de questionamento total dos conceitos
que sustentam o nosso entendimento da atualidade,
expondo as contradi¢cdes da sociedade contempo-
ranea, mas igualmente o seu dinamismo e abertura
plural.
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In a constantly changing world, territories and borders
create areas of convergence and divergence, forcing us

to constantly reflect on our position towards the world
and others. Juxtaposing knowledge and debating ideas is
precisely one of the fundamental and structural bases that
guides the work of VICARTE, a research unit that will
celebrate its 2oth anniversary in 2022. For two decades,
this research centre has forged a heterogeneous and unu-
sual path, bringing together specialists from diverse areas
of knowledge in projects with common and precise objec-
tives: that of carrying out collaborative research in art and
science, in order to produce tangible, observable results,
giving rise to other ways of understanding reality.

Artand science reside in unmapped territories,
and it is this inconsistency and apparent ambiguity that
generates useful and fertile knowledge. For this reason,
VICARTE joined the Arctic South project knowing about
its innovative and experimental nature, assuming the risk
inherent in such projects: they are intentionally laboratories
of thought, rejecting predictability and fixed ideas.

As one can see in the following pages, we could not
be more satisfied: the research carried out by the partici-
pants in this encounter has demonstrated that the bounda-
ries between art and science are as porous as those which
demarcate territories. These researchers have navigated
them as if tomorrow were today, in a game of total question-
ing of the concepts that sustain our understanding of the
present, exposing the contradictions of today’s society, but

also its dynamism and plural openness.
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A educacéo artistica, espago importante para

a experimentacao e para o discurso critico, aborda
varios tipos de conhecimento, particularmente os
procedimentos artisticos e cientificos (ex.: VICARTE).
Enquanto instituicdes artisticas, a Faculdade de
Belas-Artes da Universidade de Lisboa e o depar-
tamento de Artes e Oficios da Academia Nacional
de Arte de Oslo (KHiO) dedicam-se a investigagcao
artistica a diferentes niveis educacionais. O projeto
Arctic South abre caminho & cooperacéo entre
investigadores, estudantes e professores. O seu
objetivo é estimular, partilhar e pensar coletivamente
sobre investigacdo, bem como pér em pratica ati-
vidades relacionadas com 0s principais conceitos
desenvolvidos em workshops e tutoriais com os
investigadores do projeto.

Arctic South foi fundado através do programa
de iniciativa bilateral EEA Grants pela FBAUL (promo-
tora) e o departamento de Artes e Oficios da Acade-
mia Nacional de Arte de Oslo (parceiro). O projeto foi
iniciado e é atualmente coordenado por Helena Elias
e Merete Rgstad, e ira decorrer entre janeiro e outu-
bro de 2022 com o apoio da presidéncia da FBAUL.

Além de ativar o didlogo entre a Noruega
e Portugal acerca da investigacao artistica no con-
texto académico, o projeto Arctic South revelou
também questdes e problemas no seio da cria-
tividade artistica no que toca a formas de arte
colaborativas, coletivas e participativas. A meu ver,
€ no ativismo - atualmente um termo muito popular
— que estas praticas se intersetam. Em Arte en Flujo,
Boris Groys menciona este compromisso da arte
com a sociedade, ao escrever que “o fendmeno
do ativismo artistico € central no nosso tempo
porque é novo, muito diferente da arte critica, com
a qual nos temos familiarizado nas ultimas décadas.
Os ativistas de arte ndo querem simplesmente cri-
ticar o sistema artistico ou as condi¢des politicas
€ sociais gerais através das quais este sistema opera.
Querem, antes, alterar essas condi¢cdes através da
arte — ndo tanto dentro do sistema artistico, mas
fora dele, na propria realidade”.

Assim, a mensagem principal é que estes
artistas “querem alterar as condi¢des da realidade”
ou, por outras palavras, alterar as fundacdes da vida
quotidiana.
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Art education is an important space for experimentation
and critical discourse that addresses several kinds of
knowledge, particularly art and scientific procedures

(e.g. VICARTE.) As art institutions, the Faculty of Fine
Arts of the University of Lisbon and the Art and Craft
department at Oslo National Academy of the Arts (KHiO)
are committed to artistic research at different levels of
education, and this project opens the way for cooperation
between researchers, students and professors. The idea
was to stimulate, share and think collectively about
research and carry out joint activities relating to the main
concepts that have been worked on together, in workshops
and tutorials with the project investigators.

Arctic South was founded under the EEA Grants
bilateral initiative programme by FBAUL (promoter) and
the Art and Craft department at Oslo National Academy
of the Arts (partner). The project was initiated and is cur-
rently led by Helena Elias and Merete Rostad, and will run
between January and October 2022 with the support of the
FBAUL’s presidency.

Essentially, the Arctic South project not only
sparked dialogue between Norway and Portugal on artistic
research in an academic field, but has also uncovered issues
and problems within the artistic creativity that goes into
collaborative, collective and participatory forms of art.

As T understand it, the point where these practices intersect
is in activism — currently something of a buzzword. Boris
Groys touched upon this commitment to society by art,
writing in Arte en Fluxo that, “The phenomenon of art
activism is central to our time because it is a new phenom-
enon — quite different from the phenomenon of critical
art that became familiar to us during recent decades.

Art activists do not want to merely criticise the art system
or the general political and social conditions under which
this system functions. Rather, they want to change these
conditions by means of art — not so much inside the art
system but outside it, in reality itself.”

The key message, therefore, is that zhey want to
change the conditions of reality, or, to put it another way,
to change the basis of daily life.
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El fendmeno del actrvism artistico politicas y sociales generals bajo las
es fundamental para nuestra época quales funciona este sistema. Quieren
pa que es un fendmeno nuevo, muy cambiar las condiciones del realidad.

diferente del arte critico— ya familiar — (in Boris Groys, Arte en Fluxo,
en las iltimas décadas. Los activistas — sobre la evanescencia del presente.

de arte no quierem simplemente Argentina :Caja Negra Editora,

Nevar adelante una critica del 2016, pg. 55, t.1.)

Sistema del arte o de las condiciones



A FBAUL E A INVESTIGAGAO ARTISTICA

A Historia mostra que os artistas sempre procuraram
a investigagcdo com o objetivo de aprofundarem

e ampliarem as suas areas de conhecimento. Con-
firmam-no o grande numero de tratados e escritos
impressos nos séculos XV e XVI em ligagdo com

a criagdo das academias, incluindo de artistas como
Alberti, Leonardo da Vinci, Durer, Francisco de
Holanda e Vasari, bem como do escultor Machado
de Castro, no século XVIII. Todos eles s&o bons
exemplos desta necessidade de investigagéo.

Ao mesmo tempo, verifica-se uma crescente valori-
zacgao da profiss&do e da necessidade de se ser pro-
fissional. O estatuto de arquiteto, pintor ou escultor
era uma preocupacgao generalizada, bem evidenciada
na escrita destes autores.

A Faculdade de Belas-Artes partilha o mesmo
passado. A sua origem encontra-se na Academia
Real de Belas-Artes, fundada pela rainha D. Maria
Il em 1836. Durante a Republica Portuguesa, mais
especificamente em 1911, foram aprovadas grandes
reformas na educacéo, o que levou ao fim da Aca-
demia Real e a restruturacdo das principais escolas
de arte. Mais tarde, em 1957, reformas adicionais
nas escolas de belas-artes de Lisboa e do Porto
aproximaram estas instituicdes do estatuto de uni-
versidade. No entanto, foi apenas entre 1974 e 1976
que ocorreram grandes mudangas, com a fundacéo
dos novos departamentos de Design, Belas-Artes
e Arquitetura na Escola de Belas-Artes de Lisboa.

Em 1970, o departamento de arquitetura foi
encerrado, passando a integrar o Instituto Superior
Técnico (IST). Mais tarde, em 1994, seria deslocado
para o campus da Ajuda, assumindo-se como Facul-
dade de Arquitetura.

A Escola Superior, assim classificada desde
a década de 1950, tal como as Escolas Superiores
de Musica, Dancga e Teatro, foi finalmente integrada,
apds varias tentativas, na Universidade de Lisboa
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“El fendmeno del activismo las condiciones politicas y so-

artistico es fundamental para ciales generales bajo las cuales
nuestra época ya que es un fe- funciona este sistema. [...]
némeno nuevo, muy diferente Quieren cambiar las condicio-
del arte critico — ya familiar en nes de la realidad.” (Boris Groys
las dltimas décadas. Los acti- in Arte en Flujo: Ensayos sobre
vistas de arte no quieren sim- la evanescencia del presente,
plemente llevar adelante una Argentina, Caja Negra Editora,

critica del sistema delarteode 2016, p. 55.)

FBAUL AND ARTISTIC RESEARCH

Since ancient times, artists have carried out research with
the aim of deepening and broadening their fields of work.
This was true of the large number of treatises and writings
by artists that were printed in the 15th and 16th centuries
in connection with the creation of the academies, including
Alberti, L.eonardo Da Vinci, Diirer, Francisco de Holanda
and Vasari, as well as the sculptor Machado de Castro
followed in the 18th century. Every one of them are good
examples of this need for research. At the same time, there
was a growing sense of the importance of the profession,
and the importance of being professional. The status of
being an architect, painter or sculptor was a concern for all,
as well evidenced by their writings.

At the Faculty of Fine Arts we share this past.

Our origins lie in the Royal Academy of Fine Arts
(Academia Real de Belas-Artes) founded by Queen Maria
ITin 1836. During the Portuguese Republic, major educa-
tion reforms passed into law in 1911, leading to the demise
of the Royal Academy and the restructuring of the top
schools of art. Later, in 1957, further reforms to the schools
of fine art in Lisbon and Porto brought these institutions
closer to the status of universities. Nevertheless, it was not
until the period from 1974 to 1976 that major changes oc-
curred, with the foundation of new Design, Fine Arts and
Architecture departments at the Lisbon School of

Fine Arts.

In 1979, the Architecture department broke off
and was integrated in the Technical University of Lisbon
(IST), later moving to the Ajuda campus as the Faculty of
Architecture in 1994.

Classed as a Superior School since the 1950’s, like
the Superior Schools of Music, Dance and Theatre, and
following several previous attempts, the school was finally
integrated into the University of Lisbon in 1992 as its
Faculty of Fine Arts. The decision to become part of the
University of Lisbon was a natural one, due to the natural
affinity of'its practical disciplines with established academic
disciplines such as philosophy (aesthetics), art history,
museum studies and other human sciences (sociology,
anthropology) in other Faculties.

By integrating into the University of Lisbon, the
faculty was able to offer Bachelor’s and Master’s degrees
(1998) and doctorates (2009), and even postgraduate
courses, sometimes in association with other faculties and
important institutions.

Nowadays we offer several doctorate and Master’s
options, plus new Bachelor’s degrees like Multimedia and
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enquanto Faculdade de Belas-Artes, em 1992,
A decisdo de passar a pertencer a Universidade
de Lisboa foi natural, devido a afinidade das suas
disciplinas praticas com disciplinas académicas ja
estabelecidas noutras faculdades, como a filosofia
(estética), a historia da arte, os estudos museo-
I6gicos e outras ciéncias humanas (sociologia,
antropologia).

Ao ser integrada na Universidade de Lisboa,
a faculdade passou a oferecer licenciaturas e mes-
trados (1998), doutoramentos (2009), e até cursos
de pos-graduacdo, por vezes em associagao com
outras faculdades e instituicdes importantes.

Atualmente, oferecemos vérias op¢des de
doutoramento e mestrado, além de novas licencia-
turas, como Arte Multimédia, Desenho e Ciéncias
da Arte e do Patrimdnio, com foco na conservacao
e restauro.

Desde que iniciam os seus estudos, os
estudantes tém a oportunidade de se dedicarem
a investigacéao artistica na faculdade ou em coope-
ragcdo com outras instituicdes e laboratérios. Sdo
encorajados a trabalhar nos laboratérios e a exami-
nar e estudar as varias cole¢des da FBAUL ou outras,
contribuindo para o processo de inventariagéo.
Tém também a oportunidade de participar em proje-
tos com outras institui¢gdes (exposi¢cdes, curadoria,
encomendas, feiras, concursos, etc.). Estes projetos
preparam-nos para a vida profissional, o contacto
com o mundo exterior e o mercado da arte.

ASSUNTOS EM MENTE

Embora a FBAUL acolha uma variedade de projetos
de investigacdo e atividades ligadas ao CIEBA
e a VICARTE, é também importante sublinhar
a possibilidade de trabalhar a nivel internacional,
através do programa EEA Grants.

Trabalhar com parceiros internacionais
promove a circulagcédo de conhecimento artistico
e a absorc¢éo de ideias diversificadas, permitindo
aos investigadores resolverem problemas de modo
interativo e colaborativo, em conex&o rizomatica,
bem como desenvolverem cooperativamente mode-
los metodologicos baseados em novas praticas de
pensamento artistico.

Estas dindmicas permitem que novos modelos
artisticos de cooperac¢do alcancem novas praticas.
A professora Helena Elias propde os “conceitos
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Art, Drawing and Art Studies and Heritage, with a focus
on conservation and restoration.

From the start of their studies, students are able to
conduct artistic research within the faculty or in coopera-
tion with other institutions and labs. They are encouraged
to work in the labs and examine and study the various
FBAUL collections or others, contributing to the inven-
tory process. They also have the chance to participate in
projects with other institutions (exhibitions, curatorship,
commissions, fairs, competitions, etc.). These projects
prepare them for professional life, contact with the outside
world and the art market.

SUBJECTS IN MIND

Although the FBAUL carries out all kinds of research and
activities in liaison with the CIEBA and VICARTE, it is
also worth emphasising the possibility of working at an
international level, through the EEA Grants programme.

‘Working with international partners promotes the
circulation of artistic knowledge and encourages diversi-
fied input, allowing researchers to interactively and collab-
oratively solve issues in 7bzzomatic connectivity and develop
methodology models in cooperation, based on new practices
of artistic thinking.

These dynamics allow new art-based models of
cooperation to arrive at new practices. Professor Helena
Elias proposed operative concepts of mining, bordering and
caring, which became aggregators and triggers of creativity.
Researchers have also harnessed these as epistenic objects,
bringing with it the possibility of a burgeoning, gradual
artistic process, and even if they were not yet at the end
of the process while the workshops were happening, they
were discussing what it would became.

The two pop-up art exhibitions, first in Oslo (National
Academy of the Arts) and later in Lisbon (Faculty of Fine
Arts), and the public presentations at the auditoriums of
the National Academy of the Arts and the Museum of
Contemporary Art clearly show the keen interest of the
researchers, students and professors in voicing an activist
message through their works. There was clear engagement
with issues concerning migration, pollution caused by
industry, cultural shock, social and political injustice,
human rights, power, the virtual and digital sphere, and
sustainability, combined with a real interest in addressing
those issues in a powerful way through photography, ce-
ramics, painting, drawing and other crossings of languages
and techniques. After all, the artists of Norway and Portugal
had many points in common, and most of them brought



operativos” de “mineracédo/exploracéo, fronteiras
e cuidado”, os quais se transformaram em agrega-
dores e estimulos de criatividade. Os investigado-
res também se apropriaram destes como “objetos
epistémicos”, o que possibilitou um processo artis-
tico em desenvolvimento gradual. Enquanto decor-
riam os workshops, mesmo sem terem ainda finali-
zado o processo, ja discutiam aquilo em que este
se transformaria.

As duas exposi¢des pop-up, primeiro em Oslo
(Academia Nacional de Arte) e mais tarde em Lisboa
(Faculdade de Belas-Artes), e as apresentacdes
publicas nos auditérios da Academia Nacional de
Arte e do Museu Nacional de Arte Contemporanea
(MNAC) revelam claramente o interesse de inves-
tigadores, estudantes e professores em transmitir
uma mensagem ativista através das suas obras.
Houve um claro envolvimento com questdes rela-
tivas a migracao, a poluicdo causada pela indus-
tria, ao choque cultural, a injusti¢a social e politica,
aos direitos humanos, ao poder, as esferas virtual
e digital e a sustentabilidade, aliado a um interesse
real em abordar esses temas de modo impactante
através da fotografia, ceramica, pintura, desenho
e outros cruzamentos de linguagens e técnicas.
Afinal, existiam muitos pontos em comum entre os
artistas noruegueses e portugueses e a maioria de-
les contribuiu para o dialogo com uma experiéncia
significativa de arte colaborativa, coletiva e partici-
pativa. Estes resultados indicam que a metodologia
foi apropriada a abordagem dos objetivos e que os
conceitos epistémicos foram usados como estimu-
los para estabelecer pontos em comum, apesar da
disténcia entre os paises, e para mudar formas de
pensar e existir.

Se, por um lado, de acordo com Ranciére?,
somos o espetador (observador?) do outro, somos
também mais do que isso: somos um espetador-
-intérprete-participante, uma espécie de ator que
legitima a obra de arte. Este é um processo comple-
X0 e uma rede de interagdes sociais. O nascimento
de uma obra de arte depende do artista/investiga-

dor, mas também do modo como esta é apreendida.

Todos estes pensamentos fazem-me questionar
0 papel do espetador ao ser confrontado com

2
Jacques Ranciere, O Espectador
Emancipado. Lisboa, Livraria
Almedina, 2010

a meaningful experience with collaborative, collective and
participative art to the dialogue. These results indicate that
the methodology was suitable for addressing the objectives,
and that the epistemic concepts were used as triggers to
establish points of commonality despite far-flung borders,
and used to change ways of thinking and being.

If, on the one hand, we are the spectator (the observ-
er?) of the other, according to Ranciere?, we are more: we
are a spectator-interpreter-participant, a kind of actor who
gives the work of art legitimacy. This is a complex process
and a social web. The birth of a work of art depends on
the artist/researcher, but also on the way it is perceived.
All these thoughts make me wonder about the role of the
spectator, confronted with art that moves toward the world
to change it.

Naturally the observer must change his/her mind-
set, but it is far from easy.

Therefore, the question remains: can the public gain
a better understanding of artistic activity by knowing and
participating in these processes? Is it possible to explain
to it the processes and stages of the work? Can we create
a curatorial experience into which the process is integrated,
as a kind of historical approach to the present?

Through this approach, do the idea of the art world
defended by various authors (Dickie, Danto and Thierry
de Duve) and the decision to present the object as #7# and
in the name of art take on another meaning and aesthetic
basis, making the whole process of recognition clearer?
Perhaps this could reduce the gap between contemporary
art and the public, so that criticism can return to a proper
basis of artistic knowledge, rather than stemming from
moral values.

2
Jacques Ranciere,
O Espectador Emancipado.

Lisbon: Livraria Almedina, 2010
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arte que interage com o mundo com o objetivo de
O mudar.

Naturalmente, o observador deve mudar a sua
mentalidade, o que nao é facil.

Entdo, permanece a questao: sera que, ao
conhecer e participar nestes processos, o publico
poderad compreender melhor a atividade artistica?
Sera possivel explicar-lhe os processos e fases de
trabalho? Sera que podemos criar uma experiéncia
curatorial na qual integramos o processo, como uma
espécie de abordagem histérica do presente?

Através desta abordagem, sera que a ideia do
mundo da arte defendida por varios autores (Dickie,
Danto e Thierry de Duve) e a decisdo de apresentar
o0 objeto como “arte” e “em nome da arte” podem
assumir um novo significado e fundamento estético,
tornando todo o processo de reconhecimento mais
claro? Talvez assim seja possivel estreitar a distancia
entre a arte contemporanea e o publico, para que
a critica regresse a uma base concreta de conheci-
mento artistico em vez de partir de valores morais.
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CO-LABORAR, COLABORAR, CO-LABOR
(DES)FAZENDO A INVESTIGAGAO ARTISTICA

“Investigacéo Artistica” tem vindo a tornar-se numa
expressao recorrente nas instituicdes de educacao
artistica que oferecem doutoramentos em arte com
uma componente pratica. H4 quase dez anos, a rede
SHARE abordou a situagdo dos doutoramentos na
area das Artes na Europa, apresentando estudos de
caso de investigacdo com base na pratica artistica
incorporada em pesquisas de doutoramento, como
foi o caso da Faculdade de Belas-Artes da Universi-
dade de Lisboa, onde a pratica e o pensamento sao
caracteristicas comuns das teses de doutoramento.
Recentemente, muitas instituicdes do norte da
Europa comecgaram a desenvolver projetos focados
em boas praticas em doutoramentos na area das
Artes, tanto no que respeita aos orientadores como
aos doutorandos, ou exemplos de estudo de casos
a implementar noutros paises.

Arctic South desenvolve outra via. Estabelece
uma ligac&o entre o Norte e o Sul da Europa por
meio de artistas cuja pratica e pensamento artistico
representam uma via adequada para pesquisar,
envolver e criar um bem comum. Talvez um bem
comum singular, uma vez que liga apenas o universo
de duas instituicdes. Mas tem o mérito de o fazer
partindo dos exemplos da pratica artistica de cada
um dos membros, os quais tém intragido' e dedica-
damente criado o pensamento artistico do projeto
Arctic South. Efetivamente, o projeto Arctic South
foi colaborativo desde o seu inicio. O objetivo da
proposta foi o intercambio de praticas de investiga-
¢ao artistica, envolvendo a Faculdade de Belas-Artes
da Universidade de Lisboa (FBAUL) e a Academia
Nacional de Arte de Oslo (KHiO).

1.
Nota do tradutor: “Intra-action”
é um termo cunhado pela te6-
rica Karen Barad no contexto
do realismo agencial, referindo-
-se a capacidade de agir, ndo
como algo pré-existente, mas
constituido entre entidades
que se relacionam, estando
por isso dependente de dina-
micas inerentes a essa mesma
relagédo.
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CO-LABORARE, COLLABORATE, CO-LABOR
(UN)DOING ARTISTIC RESEARCH

Artistic Research has been a recurrent expression within
the art education institutions that offered a third cycle on
advanced art studies. It has been almost a decade since
SHARE has approached the Arts doctorate situation in
Europe, showing case studies regarding artistic practice-led
research being incorporated in PhDs, which was the case
of the Faculty of Fine Arts of Lisbon, where practice

and thinking are common features of a PhD document.
Recently, many North-european institutions began to
develop projects focused on best practices for advancing
the Arts doctorates, concerning both supervisors and
Phd fellows or case-study examples to implement in
other countries.

Arctic South does the other way around. It connects
North and Southern Europe through artists whose practice
and artistic thinking is a suitable means to research, engage
and create the commons. It might be a minor commons,
since it links the universe of two institutions. But it has
the merit of doing so departing from the examples of each
member’s art practice, which have intra-acted and deeply
created the artistic thinking of the Arctic South project.
Indeed, the Arctic South project has become collaborative
since its beginnings. The aim of the proposal was to ex-
change practices of artistic research by involving the Facul-
ty of Fine Arts of the University of Lisbon (FBAUL) and
the Oslo National Academy of Arts (KHiO).

But it turned out to be more than that. It is becoming
a foundation project to further nourish personal and col-
lective work of the participants involved. In such a frame,
artistic reflexive practice and research training has been
performed as a mutual language to weave such exchange.
The project was planned over the pandemics and under
the uncertainty of effectively happening with a presential
meeting of the Portuguese and Norwegian team. The EEA
grants bi-lateral relation scheme has then selected FBAUL
proposal and has enabled two different art education
institutions to gather and produce moments of mutual
exchange and artistic production, where both teams were
composed of artists professors and PhD fellows in differ-
ent areas. KHiO has participated as a partner of FBAUL,
with a team of artists lecturing in the department of Arts
and Crafts and MA in Art in the public spaces. FBAUL
was the promoter of the initiative and has contributed with
a team of professors and PhD fellows from Sculpture,
Multimedia, and Painting. Later, at the Lisbon workshop,
more PhD fellows from these departments joined us.



Porém, este projeto acabou por ser muito mais
que isso. Esta a tornar-se num projeto fundador
que alimenta o trabalho pessoal e coletivo dos
participantes envolvidos. Neste enquadramento,

a pratica artistica reflexiva e a formacdo em investi-
gacéo artistica tém sido realizadas através de uma
linguagem comum que da forma a este intercam-
bio. O projeto foi planeado durante a pandemia e
com todas as incertezas sobre se iria efetivamente
realizar-se um encontro presencial das equipas
portuguesa e norueguesa. O programa de iniciativa
bilateral EEA Grants selecionou entdo a proposta da
FBAUL, permitindo que duas instituicdes de ensino
artistico diferentes, cujas equipas eram compostas
por professores-artistas e estudantes de doutora-
mento em diversas areas, pudessem reunir-se e criar
momentos de partilha mutua e producéo artistica.
A KHiO participou como parceira da FBAUL, com uma
equipa de artistas que lecionam no departamento
de Artes e Oficios e no mestrado em Arte nos Espa-
¢os Publicos. A FBAUL foi a promotora da iniciativa
e contribuiu com uma equipa de professores e es-
tudantes de doutoramento nas areas da Escultura,
Multimédia e Pintura. Mais tarde, no workshop reali-
zado em Lisboa, juntaram-se a iniciativa mais estu-
dantes de doutoramento destes departamentos.

De facto, independentemente da sua historia
institucional e dos diversos modos de praticar a in-
vestigacgao artistica, ambas as institui¢des coopera-
ram plenamente, e a equipa Arctic South desenvol-
veu uma metodologia de interagdo e progresséo de
cada investigacao artistica individual durante esse
trabalho colaborativo. O que surgiu desta interacéo
foi uma cartografia dos pontos de convergéncia que
permite partilhar a investigacao e lancar as bases de
uma comunidade de préticas de investiga¢ao artis-
tica. A ciéncia, vista hd muito como a guardia do co-
nhecimento do mundo, tem, de facto, comunidades
de investigacéo cientifica e uma cultura de inves-
tiga¢cdo héa muito estabelecidas. Contudo, no caso
das Artes e da investigacao artistica, a quest&o do
estabelecimento de uma comunidade € muito mais
complexa devido a heterogeneidade das modalida-
des de prética artistica, ao legado das instituicdes
de ensino artistico e a sua recente entrada no ensino
terciario.

In fact, regardless of their institutional heritages
and diverse ways of practicing artistic research, both
institutions have fully cooperated, and the Arctic South
team developed a methodology of interacting together and
progress on each individual artistic research while working
collaboratively. What emerged from this interaction was a
common ground cartography to share research and release
the foundations of a community of practices on artistic
research. Science, the historical keeper of Knowledge has,
indeed, far long-established scientific research communi-
ties and a research culture. Yet, and if'in the case of Arts
and artistic research, the issue of establishing a community
is far more complex due to the heterogeneity of modalities
of art practice, the legacy of arts education institutions and

their recent entry on tertiary education.

HUMAN RESOURCES AND
INFRA-STRUCTURES FOR
THOSE WHO PRODUCE ART

Artistic research training has the ability to create
aresearch culture where artistic practice is at the core

of Knowledge production. Art practice has turned to be

more or less fused with life since the historical avant gardes.

‘We also believe that, as artists, we can create modes of
engagement for an ensemble thinking for the future of
humanity and go beyond the era of relativism and shelved
identities. And we believe that Arctic South is a potentiat-
ing community and a culture of artistic research practices
while departing from its most valuable gift: art as knowl-
edge practice. In a way, we can quote the artist Theaster
Gates, on his work The thing that makes the things, in
Philadelphia, in early 2013. The space of intervention

was converted into a workshop where artists were invited
to produce objects in wood, textiles and clay in order to
explore relationships among local makers, international
artists, apprentices and students. In similar mode, the
Arctic South project had the craftship of many administra-
tive staff working in an art school, providing a backstage
to develop the activities and events, those involving com-
munication strategies, technical and financial support, and

research advice.
ENSEMBLE:
A COLLABORATIVE METHODOLOGY
TO CURATE SOMETHING

The objective of the six on —line sessions was to achieve

a common set of issues to curate the Arctic South seminar
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RECURSOS HUMANOS E INFRAESTRUTURAS
PARA QUEM PRODUZ ARTE

A formacdo em investigacdo artistica tem a capaci-
dade de criar uma cultura de investigacdo em que a
pratica artistica serve de base a produc¢do do conhe-
cimento. Desde o emergir das primeiras vanguardas
historicas, a pratica artistica tem vindo a fundir-se
mais com a vida. Acreditamos também que, enquan-
to artistas, podemos criar modos de envolvimento
gue permitam um pensamento de conjunto para o
futuro da humanidade, ultrapassando a era do rela-
tivismo e das identidades estanques. E acreditamos
que Arctic South é uma comunidade potenciali-
zadora e uma cultura de praticas de investigagcéao
artistica, valendo-se do seu bem mais precioso: a
arte como pratica de conhecimento. De certa forma,
poderiamos citar o artista Theaster Gates que, sobre
a sua exposicdo To Make the Thing that Makes the
Things [Fazer a coisa que faz as coisas], do inicio

de 2013, em Filadélfia, disse que o0 espaco de inter-
vengao fora convertido numa oficina onde artistas
foram convidados a produzir objetos em madeira,
téxteis e barro, a fim de explorar as relagdes entre
criadores locais, artistas internacionais, aprendizes
e estudantes. De modo semelhante, o projeto Arctic
South contou com a pericia de dirigentes e funcio-
narios administrativos de uma escola de arte que,
assim, funcionavam como os bastidores da produ-
c¢ao de atividades e eventos, auxiliando nas estraté-
gias de comunicacgéo, apoio técnico e financeiro,

e suporte institucional & investigacgéao.

ENSEMBLE:
UMA METODOLOGIA COLABORATIVA
PARA A CURADORIA

O objetivo das seis sessdes online era obter um
conjunto comum de questdes para apresentar no
seminario e no workshop Arctic South, a ter lugar
em Oslo e Lisboa, respetivamente. As duas primei-
ras sessdes foram introdutdrias, uma vez que era

a primeira vez que os membros se encontravam.
Os participantes falaram do seu percurso e enqua-
dramentos de investigac&o e deram exemplos do
seu trabalho. Numa terceira sessao, produzimos
documentos para mapear a investigagao artistica
de cada membro. Diagramas, fluxogramas, tabelas,
conjuntos de palavras, desenhos e fotografias feitos
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and the workshop, to be held in Oslo and Lisbon, respec-
tively. The first two sessions were introductory, since it
was the first time members stood all together. The par-
ticipants exposed their backgrounds, frames of research
and examples of work. In a third session, we have come to
produce documents that would map the artistic research
of each member. Diagrams, fluxes, tables, sets of words,
drawings and photos made by us let us configure a cartog-
raphy of emergent grounds to perform the seminar and
workshop. Slowly, we have understood the importance

of a diversity of artistic experiences that configured our
practices, such as walking, (re)memorizing, dislocating,
traveling, re-configuring, to name a few. This led us into
the idea of a cartography to perform spatial practices. Min-
ing was one of the concepts that the Arctic South team has
elected to curate the following work. Mining was under-
stood both as a making of'a locus where one might extract
layered meanings that are invisible within the context of
dominant narratives, and/or as a portion of something that
is being explored or extracted from. Borders was also an
agreed concept to shape some of the work and art practice
of the participants as it could stand for nomadic or sed-
entary conceptions and representations of space, human
visual landmark making and other more than human bor-
ders manifestations. At last, Care was suggested as a third
concept. Care could operate transversally on the dimension
of ethics on artistic research, namely on how to transfer
knowledge embodied in epistemic elements such as works
produced? How to operate with artistic knowledge pro-
duction towards a becoming community of artistic research
practices? Or it could be understood as an artistic research
strand to act for preservation, repairment, connectivity and

cure of future environments.

MINING THE BORDERS OF ARTISTIC
RESEARCH: THE SEMINAR, THE POP-UP
EXHIBITION AND THE WORKSHOP

Mining, Borders and Care were then identified as issues
to address in the seminar and workshop. As an additional
idea, the KHiO Arctic South team has suggested a pop-up
exhibition attached to the already programmed event in
Oslo. Small scale or wall works could be selected to travel
with the Arctic South members in suitcases and be dis-
played in KHiO during the seminar sessions. Indeed, the
pop-up exhibition Mining the Borders of Artistic Research
became a connective event for the whole team. It has
enabled us to show some of the works already selected and
shown previously on the on-line sessions, which now could
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por nés permitiram-nos configurar uma cartografia
do terreno que emergia como esfera de agéo do se-
minario e workshop. Lentamente, compreendemos
a importéncia da diversidade das experiéncias artis-
ticas que configuram as nossas praticas, tais como
andar, (re)ymemorizar, deslocar, viajar, reconfigurar,
entre muitas outras. Isto levou-nos a ideia de uma
cartografia para realizar praticas espaciais. “Mining”
[Minerac&o ou Exploracgéo] foi um dos conceitos
que a equipa Arctic South escolheu para orientar o
trabalho subsequente. Mineragcdo entendida como
a criacdo de um Jocus de onde extrair significados
estratificados invisiveis no contexto das narrativas
dominantes e/ou como uma parte de algo que esté
a ser explorado ou do qual algo é extraido. “Borders”
[Fronteiras ou Limites] foi também um conceito
acordado para moldar algum do trabalho e praticas
artisticas dos participantes, uma vez que remetia
para conceptualizacdes e representacdes nOmadas
ou sedentérias do espaco, da constru¢do de marcos
visuais humanos e outras manifesta¢gdes de limites
mais que humanos. Por fim, “care” [Cuidado] foi o
terceiro conceito sugerido, o qual poderia operar
transversalmente na dimenséo ética da investiga-
G¢ao artistica, fazendo refietir sobre como transferir
0s conhecimentos incorporados em elementos
epistémicos, tais como as obras produzidas. Como
utilizar a produgcdo de conhecimento artistico para
criar uma comunidade adequada de praticas de in-
vestigacgao artistica? Em alternativa, “care” poderia
ser entendido como uma vertente da investigacéo
artistica tendo em vista a preservacéo, reparagéo,
conectividade e remediacdo de ambientes futuros.

MINERACAO DOS LIMITES DA INVESTIGACAO
ARTISTICA: O SEMINARIO,
A EXPOSICAO POP-UP E O WORKSHOP

“Mining” (Mineragdo/Exploragéo), “Borders” (Fron-
teiras/Limites) e “Care” (Cuidado) foram assim iden-
tificados como questdes a abordar no seminario e
no workshop. Como ideia adicional, a equipa Arctic
South da KHiO sugeriu a realizacdo de uma exposi-
¢ao pop-up relacionada com o evento ja programa-
do para Oslo. Trabalhos de pequenas dimensdes ou
de parede seriam selecionados para viajar em malas
com os membros Arctic South, sendo expostos na
KHiO durante as sessdes do seminério. Efetivamente,
a exposicao pop-up “Mining the Borders of Artistic
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be perceived in another context and displacement. Such
travel and dislocation of works opened also a self-reflexive
moment to (re)configure and upgrade past artworks in
order to communicate with peers. Mining the borders of
artistic research was selected by the Arctic South exhibition
because it embodied an experimental space to try activ-
ities that were aside the artist practices of both FBAUL
and KHiO as it embodied the three concepts of the Arctic
South common cartography. During the KHiO seminar
sessions, the members shared and discussed their works
based on the Arctic South cartography. As the pop-up exhi-
bition was displayed nearby, the seminar’s speakers had the
possibility to complement their presentations with a visit to
the works exhibited there.

The Lisbon workshop opened with the conference
of Merete Rostad, Siri Hermansen and Tiril Schreder
from KHiO and the pop-up exhibition take II. These mo-
ments enabled PhD fellows to gather previous contact with
the Arctic South team members and their artistic work,
before starting the workshop.

CLOSE-UP OF A WORKSHOP:
TOWARDS A COMMUNITY
OF ARTISTIC RESEARCH PRACTICE?

The workshop was the opportunity to strengthen research
training by exploring the Arctic South dynamics of inter-
action with the PhD fellows. Also it was our intention to
connect with the faculty community and raise the aware-
ness of the importance of ethics of artistic research. For
this reason, we have elaborated strategies to share and
exchange artistic thinking and artistic knowledge practices
with PhD supervisors and fellows who are embracing artis-
tic research at a post-graduation level.

Since Mining, Borders and Care emerged as con-
cepts of a common Arctic South cartography, we felt this
experience could be further explored by other peers during
the workshop. We have considered these as concepts to
frame and operate with, in order to perform sessions of
spatial practice and shareable moments with PhD fellows.
‘Where? We have chosen the building of FBAUL itself, the
convent of S.Francisco. The immediate question would be
why. We have recognized that the building could welcome
such spatial practices to play with operational concepts of
Mining, Borders, and Care. The building received many
interventions, uses, transformations, adaptations due to
different owners and institutional practices over time since
the fifteen century. Such interventions are still visible as
geological stratus and empirically offer suggestive clues



Research” [Explorar os Limites da Investigac&o Ar-
tistica] tornou-se um evento de ligac&o para toda a
equipa. Permitiu-nos mostrar alguns dos trabalhos
ja selecionados e apresentados anteriormente nas
sessdes online, agora podendo ser experienciados
noutro contexto e lugar. Esta viagem e deslocacéao
de obras abriu também um momento de autorrefie-
xao que permitiu (re)configurar e atualizar obras de
arte anteriores, a fim de comunicar com os pares.
“Mining the Borders of Artistic Research” foi se-
lecionada para exposig¢do do Arctic South porque
materializava um espaco experimental no qual era
possivel explorar atividades que estavam para la das
préaticas artisticas da FBAUL e da KHiO, embora to-
das elas em torno dos trés conceitos da cartografia
comum Arctic South. Durante as sessdes do semi-
nario na KHiO, os membros partilharam e discutiram
os seus trabalhos com base na cartografia Arctic
South. Como a exposi¢éo pop-up estava instalada
nas proximidades, os oradores do seminario tiveram
a possibilidade de complementar as suas apresenta-
¢Oes com uma visita as obras expostas.

O workshop de Lisboa abriu com a conferéncia
de Merete Ragstad, Siri Hermansen e Tiril Schrgder da
KHiO e a segunda apresentac&o da exposi¢do pop-up.
Estes momentos permitiram aos estudantes de dou-
toramento estabelecer contacto com os membros
da equipa Arctic South e o seu trabalho artistico,
antes do inicio do workshop.

UM WORKSHOP INCLUSIVO:
RUMO A UMA COMUNIDADE DE PRATICAS
DE INVESTIGACAO ARTISTICA?

O workshop foi a oportunidade de reforgar a forma-
¢ao em investigagado, explorando a dindmica de in-
teracdo do projeto Arctic South com os estudantes
de doutoramento. Era também nossa inten¢éo esta-
belecer uma ligagdo com a comunidade docente da
universidade e sensibiliza-la acerca da importancia
da ética na investigacdo artistica. Por este motivo,
elaboramos estratégias para partilhar e realizar um
intercambio de préaticas de pensamento artistico
e conhecimento artistico com os orientadores e os
alunos de doutoramento que se dedicam a investi-
gacao artistica de nivel pés-graduado.

Uma vez que “Mining”, “Borders” e “Care”
surgiram como conceitos de uma cartografia
Arctic South comum, sentimos que esta experiéncia

about entangled spaces that continue to co-exist. The
convent of Sao Francisco is still the home of the Faculty
of Fine Arts, The National Museum of Modern Art of
Chiado and the Museum of the Police. The structures and
interstitial spaces that connect these places are challenging
areas to departure. After a brief touring at the building,
workshop participants were invited to choose each frame
and/or derived words and start to think on possibilities of
responding to users, spaces, juxtapositions, sounds, smells,
surfaces, lights, dust, leftovers and other features that
could enact artistic response.

As participants entered the workshop room, they
would see part of the walls covered with archived images of
the historical building, a geological map of Lisbon, a room-
shelf'with books from the faculty library and a small room
with an involuntary installation with available materials, to
undo while using these for creating works. An afternoon
was dedicated to situating participants’ previous art works,
their selected concepts and the progression of their experi-
ence on the artistic response so far. As time passed, partic-
ipants collected elements, archived those they found suita-
ble to feature the selected concepts and experimented spa-
tial solutions accordingly. Some of the participants worked
in pairs, others alone. Some of them worked and presented
in insitu, some of them worked at the workshop room as
a studio-based practice. At the final stage, participants
presented their proposals. PhD Fellows felt very commit-
ted with the works and surprised with their development
and display. They found the workshop as a gathering
moment of assembly of knowledge and skills, and because
it was an invitation to freedomly trying, experimenting,
failing, re-configuring their work in progress, rehearsal
and presenting collectively. This unique context was only
possible due to the act of conversation, making and sharing
of artists-researchers, professors and PhD fellows. Some
of the participants found it hard to get out of their creative
practice intimacy and expose their doubts, insecurities, not
yet finished work and propose something new to all. Nev-
ertheless, they recognized that this moment of exposure,
shared also by professors and supervisors, enabled them to
challenge guaranteed assumptions and to step forward on
their artistic research with a new experience.

Acknowledgements: PhD fellows Inés Teles,
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poderia ser mais explorada com outros participantes
durante o workshop. Consideramos estes conceitos
como elementos enquadrantes e operativos, a fim
de realizar sessdes de pratica espacial e momentos
a partilhar com os estudantes de doutoramento.
Onde? Escolhemos o edificio da propria FBAUL,

o convento de Sdo Francisco. A questao imediata
seria a de saber porqué. Reconhecemos que o edifi-
cio poderia acolher estas praticas espaciais em tor-
no dos conceitos operativos de “Mining”, “Borders”
e “Care”. Desde o século XV que o edificio foi alvo de
diversas intervencgdes, utilizagdes, transformacgdes

e adaptacdes por parte dos seus diversos proprieta-
rios e devido as variadas praticas institucionais que
ali ocorreram ao longo do tempo. Estas intervencdes
sdo ainda visiveis como estratos geoldgicos e ofe-
recem empiricamente pistas sugestivas de espacos
emaranhados que continuam a coexistir. O Convento
de S&o Francisco acolhe ainda a Faculdade de Be-
las-Artes, 0 Museu Nacional de Arte Contemporanea
do Chiado e o Museu da Policia. As estruturas e es-
pacos intersticiais que ligam estes lugares s&o areas
desafiantes. Apds uma breve visita ao edificio, os
participantes do workshop foram convidados a es-
colher cada enquadramento e/ou palavras derivadas
€ comecar a pensar nas possibilidades de reagir aos
utilizadores, espacos, justaposi¢cdes, sons, cheiros,
superficies, luz, po, residuos e outras caracteristicas
que pudessem despertar uma resposta artistica.

Ao entrar na sala do workshop, os participan-
tes eram confrontados com as paredes parcialmen-
te cobertas com imagens de arquivo do edificio
histérico, um mapa geoldgico de Lisboa, uma pra-
teleira com livros da biblioteca da faculdade e uma
pequena sala com uma instalacao involuntaria feita
com materiais disponiveis, para ser desfeita durante
a utilizacdo destes materiais na criagcdo de obras.
Uma tarde foi dedicada a situar os trabalhos artisticos
anteriores dos participantes, os conceitos que ti-
nham selecionado e a progressdo da sua experiéncia
sobre a resposta artistica até ao momento. Com
0 passar do tempo, os participantes recolheram
elementos, arquivaram aqueles que consideraram
adequados para apresentar os conceitos seleciona-
dos e experimentaram solu¢des espaciais. Alguns
dos participantes trabalharam em pares, outros
escolheram trabalhar sozinhos. Alguns trabalharam
e apresentaram as suas obras no local enquanto
outros trabalharam na sala do workshop entendida
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como pratica de atelié. Na fase final, os participan-
tes apresentaram as suas propostas. Os alunos de
doutoramento dedicaram-se com empenho as suas
pecas e ficaram surpreendidos com o seu desenvol-
vimento e exibi¢cdo. Consideraram o workshop um
momento de encontro de conhecimentos e compe-
téncias, bem como um convite a liberdade de tentar,
experimentar, fracassar, reconfigurar o seu trabalho
em progresso, ensaiar e apresentar coletivamente.
Este contexto Unico so6 foi possivel devido ao ato
de conversar, fazer e partilhar entre artistas-inves-
tigadores, professores e doutorandos. Alguns dos
participantes sentiram algumas dificuldades em sair
da sua intimidade criativa e expor as suas duvidas,
insegurancas, trabalho em curso e propor algo de
novo ao grupo. Ainda assim, reconheceram que este
momento de exposicao, partilhado também com
professores e orientadores, lhes permitiu desafiar
pressupostos subjacentes e avancar na sua investi-
gacao artistica com uma nova experiéncia.
Agradecimentos: Aos doutorandos Inés Teles,
Marta Galvao Lucas, Noemi Iglesias Barrios, Francisca
Carvalho, Isabella Penha, Monica Tinoco, Tiago Rocha
Costa, Maria Leonardo Cabrita.
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Partimos da premissa que “risco” designa deli-
neamento, tragado, perigo ou até mesmo “a perda
de”. No ambito desta reflexdo, foco-me na acdo do
riscar, isto €, no conjunto de gestos que resultam
num desenho, que pode ser, é a base da escultura
e da pintura.

O fendmeno da globaliza¢c&o também veio
a produzir altera¢cdes no padrdo de risco, colocando-
-nos no limite de uma nova fronteira civilizacional,
sendo fundamental um novo multiculturalismo nas
vivéncias das cidades.

Os riscos ancestrais, dos canteiros na ldade
Média portuguesa (séculos Xll e XIII) por exemplo
em Lisboa, ficavam registados nos blocos de pedra
calcéria. Segundo Joan Costa (2004), os mestres
pedreiros escolhiam pedras dos edificios onde
esculpiam a marca, € ndo deixa de ser curioso que
embora ditos signos se encontrem em edificios
egipcios, gregos micénicos, persas e caldeus seja,
“contudo, nos edificios romanicos que as marcas de
canteiro nos aparecem com mais frequéncia, prin-
cipalmente durante e depois do século XlIlI” (Sousa,
1965, p.48-49). Eram um meio de comunicag¢&o entre
os iniciados a que pertenciam os operarios, empre-
gados nas construgdes. Diferentes autores parecem
concordar que a marca de canteiro pertencia a uma
corporagdo ou a um mestre sob cuja responsabili-
dade trabalhava um grupo de operarios. As marcas
primitivas na Sé de Lisboa sdo possivelmente um
exemplo disso.

As primeiras marcas de canteiro s&o figuras
referentes a objetos e a envolvente, ou abreviaturas
do nome. Com o tempo, e a medida que 0 seu uso
se foi tornando mais frequente, passaram a ser
mais abstratas. Segundo Mollerup (1997, p.34) “pro-
vavelmente para identificar o seu trabalho para
serem corretamente pagos, pedreiros do século XIl
e durante os seis séculos seguintes, talhavam a sua
marca pessoal em pedra. (...), geralmente néo alfa-
béticas. A principal raz&o para esta afirmacéo, era
provavelmente a iliteracia medieval, talvez reforcada
pelo requerimento de secretismo.” Frutiger (1981)
acrescenta que “o sentimento de pertenca seria tal
que a marca era transmitida ao longo de geracdes,
embora sofrendo altera¢cdes em fung¢do da persona-
lizac&o de cada individuo.

Durante a Idade Média e de forma quase para-
lela ao desenvolvimento dos signos de canteiro, sur-
giram marcas de familia desenvolvidas por campo-
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‘We begin with the premise that ‘77sco’, in Portuguese,
which can be loosely translated as ‘line’ or ‘risk’, denotes
delineation, outline, danger, or even ‘loss of”. Within the
scope of this reflection, I focus on the action of 7/scar, that
is, on the set of gestures that result in a drawing, which
may be the basis of sculpture and painting.

The phenomenon of globalisation has also led to
changes in patterns of lines, putting us on the threshold of
a new civilisational frontier, with a new multiculturalism
fundamental to the experiences of cities.

Ancient lines, of the stonemasons of the Portuguese
Middle Ages (12th and 13th centuries), in Lisbon, for
example, were carved into limestone blocks. According
to Joan Costa (2004), master masons chose stones from
buildings where they would make the mark, and interest-
ingly, although such signs are found on Egyptian, Greek,
Mycenaean, Persian and Chaldean buildings, ‘mason’s
marks appear most often on Roman buildings, particularly
those built during and after the 12th century’ (Sousa, 1963,
p-48—49). They were a means of communication between
the initiates to whom construction workers belonged.
Different authors seem to agree that the mason’s mark
belonged to a guild or to a master who was responsible for
supervising a group of workers. The primitive marks on
Lisbon Cathedral are possibly an example of this.

The first mason’s marks were figures referring to
objects and the environment, or abbreviations of names.
With time, as they came to be used more frequently, they
also became more abstract. According to Mollerup (1997,
p-34) ‘probably to identify their work in order to get prop-
erly paid, stonemasons from the twelfth century and on
through the next six centuries cut their personal marks in
stone. (...) the marks (...) were generally non-alphabetical.
The main reason for this was probably medieval illiteracy,
perhaps reinforced by the requirement of secrecy.” Frutiger
(1981) adds that ‘the feeling of belonging was such that the
mark was passed down over generations, albeit undergoing
changes according to the personalisation of each individual.

During the Middle Ages and almost in parallel with
the development of mason’s signs, family marks were de-
veloped by the peasantry and bourgeoisie to differentiate
their estates.” Thus, by mark we mean an individual hall-
mark, a graphic representation made of lines and incisions,
which manifests a desire or intention to enshrine the signa-
ture of the author through the image (Frutiger, 1981).

The use of symbology is one of the oldest forms of’
representation of human communication, as it identifies as-
pects of their everyday lives (Erlhoff and Marshall, 2007).
According to Mollerup (1997) artisan’s marks were divided
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neses e burgueses para diferenciarem os seus bens.”
Assim, entendemos por marca um registo singular
identitario, uma representacao gréafica feita através
de riscos, incisdes, que manifesta uma vontade ou
intencdo de registar a assinatura de autor através da
imagem (Frutiger, 1981).

O recurso a simbologia, foi e € uma das formas
mais antigas de representacdo de comunicagao
entre os homens, pois identificava como era o seu
dia-a-dia (Erlhoff e Marshall, 2007). Segundo Mollerup
(1997) as marcas dos artesdos dividiam-se em duas
tipologias, as que eram gravadas, impressas ou apli-
cadas como uma assinatura no trabalho final, e as
marcas estruturais aplicadas a partir de um objeto
de trabalho proprio, que deixava o seu registo. Por
norma, eram objetos feitos em argila (mineral) ou
metal (minério).

Segundo (Strunck, 1989) a conce¢do de uma
identidade estabelece um sistema visual onde
a nova imagem & comunicada de diferentes manei-
ras, constituindo uma narrativa visual através de
formas, cores, texturas e estruturas.

O CORPO OBJETO NO ESPACO DE FRONTEIRA

A marca também pode definir um estado, a dos dis-
tintos limites que dividem o espaco, a relagéo entre
0 espaco privado e o espac¢o publico, ou as linhas
singulares que demarcam um corpo. Esta condi¢cao
enquanto estado, denota uma fronteira que pode ter
um lugar de identificag&o, demarcac¢ao ou transicao.
A relacdo de um corpo a um lugar de identificacao,
aproxima-se de uma fronteira controlada quando
uma pessoa deseja passar e € obrigada a identificar-
-se. Deve apresentar os seus documentos, mas tam-
bém o seu corpo. Na passagem por uma fronteira
politico-geografica, corpo pessoa, transforma-se em
corpo objeto, onde o corpo é usado com um suporte
de cor, de imagem em movimento.

A aproximacgdo a um lugar de demarcacgao
relaciona-se com um espaco, pois ao ser demarcado
cria limites que definem um territério. Quando € que
um espacgo se transforma em territorio? O espacgo
é territério, quando divisdes sao criadas, reforcadas
ou entram em disputa. Essa demarcagéo pode-se
apoiar em elementos naturais (como um rio, ou
0 mar) ou pode ser construida (como, por exemplo
uma cerca, muro ou por elementos militares).

Da mesma forma, esta ideia pode ser usada para
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into two typologies, those that were engraved, printed
or applied as a signature on the final work, and structural
marks applied using an object of work itself, constituting
a hallmark. As a rule, these were objects made of clay
(mineral) or metal (ore).

According to Strunck (1989), the conception of
an identity establishes a visual system where the new
image is communicated in different ways, constituting
avisual narrative through shapes, colours, textures

and structures.

THE BODY OBJECT IN THE BORDER SPACE

The mark can also define a state, that of the different lim-
its that divide space, the relationship between the private
space and the public space, or the individual lines that
demarcate a body. This condition as a state denotes a bor-
der that may have a place of identification, demarcation or
transition. The relationship of'a body with a place of iden-
tification is similar to a controlled border when a person
wishes to cross and is forced to identify themselves. They
must present their documents but also their body. In the
crossing of a political and geographical border, body person
transforms into body object, where the body is used with
a support of colour, of moving image.

The approximation to a place of demarcation relates
to a space, as its demarcation creates limits that define a ter-
ritory. When does a space become territory? Space is ter-
ritory when divisions are created, reinforced or disputed.
This demarcation can be based on natural elements (like
ariver, or the sea) or can be constructed (like, for example,
a fence, wall or military elements). In the same way, this
idea can be used to think about other demarcations that
exist in the spaces that organise cities, such as the limit
between public and private space. Thus, the idea of'a bor-
der is associated with the various ways in which a space is
demarcated and transformed into territory.

Mining, Borders and Care were the three concepts
chosen by the Arctic South team as the basis for each of
our research projects. Our choice, as we can see from
this text, happened on the word ‘border” as a place of
transition, which may be associated with the idea of dis-
placement, the act of moving from one place to another.
But how does the movement of bodies change a border?
We think borders are changed through actions involving
approximation, waiting, crossing or control (Bauman,
2008). The movement of a body changes because it is
subjected to control, and not to transition. But a border can

also be considered a place of retention, of non-movement.



pensar outras demarcag¢des que existem nos espa-
GOs que organizam as cidades, como o limite entre
espaco publico e privado. Assim, a ideia de fronteira
esta associada as diversas formas como um espago
é demarcado e transformado em territério.

Mining, Borders and Care foram os trés con-
ceitos escolhidos pela equipa do Arctic South para
desenvolvimento das investiga¢gdes de cada um.

A nossa escolha como podemos reconhecer no
texto, incidiu para a palavra Border enquanto lugar
de transi¢do, que pode estar associada a ideia de
deslocamento, ao ato de movimentar-se de um
lado para o outro. Mas como é que o deslocamento
de corpos altera uma fronteira? Pensamos que as
fronteiras se alteram por meio de a¢des que impli-
cam aproximacao, espera, cruzamento ou controle
(Bauman, 2008). O deslocamento de um corpo alte-
ra-se a medida que esta sujeito ao controle, e ndo

a passagem. Mas também se pode pensar a fronteira
como um lugar de retenc¢do, de ndo deslocamento.
Quando assim acontece, torna-se um lugar de espera,
menos temporario ou efémero do que um espago
de passagem.

As abordagens sobre o corpo, espaco e des-
locamento sdo complementares, articulam-se entre
si e estabelecem dindmicas para compreender as
fronteiras. Assim, defrontar identifica-se como uma
interpretacéo simbodlica e conceitual que atribui
o significado de fronteira a um espaco demarcado
onde se pode cruzar ou ndo de um lado a outro.

A superficie da matéria € como uma interface entre
dois ambientes, tendo por papel um intercambio de
energia e informagdes entre as substéncias postas

em contato. Nestes termos, considerar a superficie

uma fronteira da matéria do objeto torna-se apenas
uma das muitas interpretagdes possiveis.

Assim, consideramos a pratica artistica
como algo que contém ideias e interpretagdes, onde
0 corpo através de ag¢des, serve de suporte a expe-
riéncias transgressoras permitindo a construgcdo de
uma reflexdo sobre os conceitos, e a criagdo artistica.
As ideias apresentam e discutem a parte pratica
como um relato das experiéncias sobre os caminhos
escolhidos, as dificuldades e os conceitos que se
procura trabalhar ao longo da pesquisa, ou melhor,
deste duplo trabalho.

Nestes trabalhos, os textos surgem das
opinides dos varios autores consultados, da troca de
impressdes com outros, das vivéncias do dia-a-dia,

When this happens, it becomes a place of waiting, less
temporary or ephemeral than a space of transition.
Approaches to the body, space and movement are
complementary; they are connected to one another and
establish dynamics to comprehend borders. Thus, border-
ing is recognised as a symbolic and conceptual interpreta-
tion that attributes the meaning of border to a demarcated
space where one may or may not cross from one side to the
other. The surface of matter is like an interface between
two environments, performing an exchange of energy and
information between substances put in contact. In this
sense, considering surface a border of the object’s matter
becomes just one of many possible interpretations.

Thus, we consider the artistic practice as some-
thing that contains ideas and interpretations, where the
body, through actions, serves as a support for transgressive
experiences, allowing for the construction of a reflection
about concepts and artistic creation. These ideas present
and discuss the practical part as an experiential account
of the paths chosen, difficulties encountered and concepts
developed over the course of our research, or rather, this
dual study.

In these works, texts arise from the opinions of
the various authors consulted, the exchange of impressions
with others, and everyday experiences, which, together,
result in a basis of solid references. Meanwhile, the prac-
tical work stems from the defragmentation of these bases,
through words and concepts, after gestural experiments,
and ultimately forms that may be considered final for the

presentation of processes, or records kept.
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que tudo junto, resulta numa base de referéncias
solidas. Enquanto, o trabalho pratico parte da des-
fragmentacado dessas bases, através de palavras
e conceitos, depois de experimenta¢des gestuais,
e por fim de formas que podem ser consideradas
finais para apresentacéo, de processos, ou de
registos que se guardam.
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DEBAIXO DE OLHO

Este texto procura dar a conhecer as primeiras
experiéncias praticas desenvolvidas no @mbito
deste doutoramento, revelando as metodologias

de investigacéo artistica associadas ao fazer e pensar
da obra. Procura ainda, de acordo com os territo-
rios comuns encontrados nas sessodes de trabalho
do projecto Arctic South' (Mining, Borders, Care),
rever e identificar a sua ligagcdo com conceitos
operacionais e processos de trabalho.

A investigacdo “Materiais mutaveis, expe-
rimentagdo circular” faz uso da versatilidade da
argila, enquanto material transitério. Um dos seus
objectivos € a criacdo de novas materialidades rela-
cionais que sirvam a minha pratica artistica, possi-
bilitando o seu uso em obras de arte que explorem
diversas concepg¢des da escultura contemporénea.
Pretende-se ainda, no contexto da literatura recente
sobre novos materialismos, abrir possibilidades
a (re)configuracdo da relacdo entre o artista e os
meios de experimentac¢do, bem como a relacéo en-
tre o corpo sensorial do sujeito espectador e a obra
de arte. Para o desenvolvimento de materialidades
relacionais, recorro ao uso de pigmentos reversiveis,
em particular de substéncias termocromicas e ar-
gilas processadas em diferentes receitas e estados
(po, seco, em pasta e fixado pelo fogo), criando
instabilidades cromaticas, que por um lado tenham
aplicabilidade no meu trabalho artistico, por outro
sejam Uteis a outros artistas e até fabricantes de
material de belas-artes.

A obra intitulada Barriga (fig.1)?, integrou o
corpo de trabalho da exposi¢do O dedo no olho e foi
a primeira experiéncia no contexto desta investiga-
G¢ao que explorou argila com adi¢cdo de pigmentos
termocrémicos, que ao tacto se podem alterar por
processos térmicos. Esta intervencao, motivada por

1.
O projeto Arctic South
reune artistas, educadores 2.
e investigadores da Faculdade Doutoramento em Escultura

OVERSEE

This text seeks to present the first practical experiments
developed in the context of this doctorate, revealing the
methodologies of artistic research associated with doing
and thinking about the work. It also attempts, in line with
the common territories established in the workshops of
the project Arctic South' (Mining, Borders, Care), to
review and identify their connection with operational
concepts and work processes.

The research project “Mutable materials, circular

20

experimentation” makes use of the versatility of clay as

a transitory material. One of its objectives is the creation of
new relational materialities that may serve my artistic prac-
tice, allowing for their use in artworks that explore diverse
conceptions of contemporary sculpture. It also attempts,

in the context of recent literature on new materialisms, to
open up possibilities for the (re)configuration of the rela-
tionship between the artist and means of experimentation,
as well as the relationship between the sensory body of the
spectator subject and the artwork. To develop relational
materialities, I make use of reversible pigments, especially
thermochromic substances and clays processed using dif-
ferent methods and in different states (powdered, dry, wet
and fired), creating chromatic instabilities, which on the
one hand are applicable in my artistic work and on the other
may be useful to other artists and even producers of fine
art materials.

The work entitled Barriga [Belly] (fig.1)3, was part
of the body of work that featured in the exhibition O dedo
no olho [Finger on the eye] and was the first experiment
in the context of this research that explored clay with the
addition of thermochromic pigments, which can change
when touched as a result of thermal processes. This inter-
vention, motivated by a post-representational approach to
materials, made use of clay in reversible states — powder
and liquid — by mixing powdered ceramic slip, thermochro-
mic pigments and water, subsequently applied to the wall.

1

The project Arctic South brings 2.

de Belas-Artes da Universidade
de Lisboa (FBAUL) e Oslo
National Academy of the

Art (KHiO) para pensar sobre

a investigacao artistica (1A),

as suas formas de articulagcéo
e trabalho colaborativo

entre pares.

na FBAUL, Bolseira de Douto-
ramento FCT com a referéncia
2021.05411.BD.

3.
Obra apresentada em 2022 na
exposigédo O dedo no olho, com
a curadoria de Maria Joana
Vilela, na Brotéria, Lisboa.
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together artists, educators and
researchers of the Faculty of Fine
Arts of the University of Lisbon
(FBAUL) and Oslo National
Academy of the Art (KHiO) to
think about artistic research, their

forms of articulation and collabora-

tive work between peers.

Doctorate in Sculpture at FBAUL,
funded by FCT, reference:
2021.05411.BD.

3.
Work presented in 2022 in the
exhibition O dedo no olho [Finger
on the Eye], at Brotéria, Lisbon,
curated by Maria Joana Vilela.
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Fig. 1 - Barriga, 2022,

barro liquido e pigmentos
termocromicos, 270 x 198 cm
Fig. 1—- Barriga [Belly], 2022,
liquid clay and thermochromic
pigments, 270 X 198 cm
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uma abordagem pos-representacional dos mate-
riais, fez uso do barro em estados reversiveis — po

e liquido- através da mistura de barbotina de faianga
em po, pigmentos termocromicos e agua, aplicada
posteriormente sobre a parede. O espag¢o de apli-
cacao desta mancha - Barriga — foi desenhado em
articulagcdo com o projecto expositivo, numa relacéo
estreita com as outras obras apresentadas e o per-
curso expositivo na galeria Brotéria. Nas palavras

da curadora este gesto é “orientado pelo motivo da
transmutacéo constante da percep¢do que também
o modifica e que coloca a obra nessa mesma transi-
toriedade, de um modo que a liberta das categoriza-
¢Oes formais mais estaveis ou mais imediatas. Tudo
estd em vez de outra coisa, sempre que se renove

a atencdo sobre o objeto ou sempre que as relagdes
entre eles e os outros surjam também renovadas.”
(Vilela, 2022).

A sobreposicédo do dedo sobre o olho ma-
nifestada no titulo deste projecto, fez-me explorar
imagens de histologia da pele, formas em vidro que
remetem para lentes de contacto, unhas e lunulas,
dedos e pele, bem como derivagdes por técnicas
com agua, toques e mergulhos de recortes em
papel. Este mapeamento do territorio — borders —
delimitou o material de trabalho e procurou
superficies de contacto e enquadramentos sobre
o tacto e a visdo. Procurou-se articular “o tacto
com a visdo, exaltando-se a afectagdo mutua entre
o dedo que toca e detecta, ao mesmo tempo que
aponta e oculta, com a visdo, por natureza, impreci-
sa e tantas vezes precipitada.” (Vilela, 2022).

O desenho expositivo procurou traduzir esta
sobreposi¢cdo, pensando a circulagdo do publico
e experiéncia sensorial através de uma logica de
constante interferéncia de uma forma sobre a outra.
Em alinhamento com as filosofias dos Novos Mate-
rialismos procura-se evitar entendimentos binarios
do mundo, no que diz respeito a relagao sujeito-
-objecto (Barad, 2007, p. 151)*, em particular no

4.
De acordo com Karen Barad
o relacionamento entre sujeito
e objecto ndo esta confinado
a posicionamentos fixos, ja que
a matéria “does not refer to an
inherent, fixed property of abs-
tract, independently existing
objects”.
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The space occupied by this work — Barriga —was designed
as part of the exhibition project, closely connected to the
other works on display and the layout of the exhibition at
Brotéria gallery. In the words of the curator, ‘this gesture
was guided by the motif of constant transmutation of per-
ception that also modifies it and situates the work in this
same transitoriness, thus freeing it from more stable or
immediate formal categorisations. Everything is instead
of something else, whenever the attention returns to the
object or whenever the relationships between the latter and
others are also renewed.” (Vilela, 2022).

The superimposition of the finger over the eye con-
veyed by the title of this project prompted me to explore
histological images of skin, glass forms resembling contact
lenses, nails and lunulae, fingers and skin, and to exper-
iment with techniques using water, touch and paper cut-
outs. This mapping of territory — borders — demarcated the
work material and sought surfaces of contact and frame-
works of touch and vision. It aimed to articulate ‘touch
with vision, emphasising the mutual affectation between
the finger that touches and detects, while also pointing and
concealing, and vision, by nature imprecise and so often
precipitated.” (Vilela, 2022).

The design of the exhibition set out to convey this
overlapping, considering the circulation of the public and
the sensory experience through a logic of constant inter-
ference of one form over the other. In line with the philos-
ophies of the New Materialisms we sought to avoid binary
understandings of the world, with respect to the sub-
ject-object relationship (Barad, 2007, p. 151),# in particular
with respect to the reading of the proposed works on dis-
play. The latter do not exist in isolation from their network
of relationships, as there is no separation between them,
the visitor and the world. Thus the works are 7ndetermi-
nate,’ constantly transforming in their potential for reading
and affectation. We can see how this position was accen-
tuated in the context of the exhibition, for example, in the

4.
According to Karen Barad, the allow for its observation exclude

relationship between subject and
object is not confined to fixed
positions, as matter ‘does not refer
to an inherent, fixed property of
abstract, independently existing
objects’.

5.
Term taken from Karen Barad,
who sees matter as indeterminate,

since the tools (apparatuses) that

certain points of view in favour

of others. As she sees it, there is
no separation between humans
and the world (intra-actions), as
itis not possible to observe the
latter from an outside perspective.
Humans participate in the world,
transforming it. No entity can iso-
late itself or remain untouched.



que diz respeito a leitura das obras propostas em
exposi¢ado. Estas ndo existem isoladas da sua rede
de relacdes, ja que ndo ha separacao entre elas,

o visitante e o mundo. Desta forma as obras sdo
indeterminadas®, em constante transmuta¢do no seu
potencial de leitura e afectacdo. A forma encontrada
para acentuar esta posi¢&do neste contexto expositivo
pode observar-se, por exemplo na forma como

a curva dada pela pecga Barriga “entra”® na leitura de
outras obras, ja que a sua ocupacao e escala fazem

dela uma pega hibrida, posicionada entre o fundo
cenografico, o desenho-mancha no espago e um
lugar de contacto. Por outro lado, esta arqueacéo
repete-se em diferentes escalas e posi¢des noutras
pecas (fig. 3)’, activando uma leitura por reconhe-

cimento da forma que privilegia as relagdes em
processo de transformacéo. A percepg¢do cognitiva
associada ao reconhecimento da forma constroi-se
a partir das relagdes (Honneth, 2009, p.18)2, indepen-

dentemente do objecto conter variagdes (DiCarlo,

Zoccolan & Rust, 2012).

5.
Termo resgatado de Karen
Barad que vé a matéria como
indeterminada, ja que as fer-
ramentas (apparatuses) que
permitem a observacéo da
mesma, excluem uns pontos
de vista em func¢é&o de outros.
No seu entendimento n&o existe
separacao entre os humanos e
o mundo (intra-ac¢des), sendo
que nado é possivel observa-lo
de uma perspectiva exterior.
O ser humano participa no
mundo, transformando-o.
Nenhuma entidade pode se
isolar ou permanecer intocada.

6.
No sentido da ocultac&o de
uma forma sobre a outra.

7.
Ver por exemplo a curva da
obra Sistema articular.
Suporte de vida, 2022 ou na
série A derme em terrenos
conjuntos, 2022.

8.
O conceito de reconhecimento
originou-se filosoficamente na
obra de Hegel, na qual o filo-
sofo alemé&o caracteriza “reco-
nhecimento” como uma forma
de auto reconhecimento e de
reconhecimento pelo outro.

way the curve of the piece Barriga ‘enters’ the reading

of other works, its occupation and scale making it a hybrid
piece, positioned between the scenographic background,
the drawing/mark in the space and a place of contact.

On the other hand, this arch is repeated on different scales
and in different positions in other pieces (fig. 3),7 eliciting
areading through the recognition of form that privileges
relationships in the process of transformation. The cogni-
tive perception associated with recognition of form is based
on relationships (Honneth, 2009, p.18),% regardless of
whether the object contains variations (DiCarlo, Zoccolan
& Rust, 2012).

EXPERIMENTS WITH
THE IMPERMANENCE OF COLOUR

In the imagination of this relational space, the use of the
impermanence of colour and the interactive potential of
the work Barriga was crucial for the testing of clay in the
context of my visual discourse. In the months prior to the
presentation of this intervention, various types of clay were
tested in the studio. I selected clays that, when raw, were
pale in colour, producing a sandy palette. Tests were done
on the studio wall with different percentages of pigment
(fig.2), having ultimately opted for ceramic slip because,
when mixed with pigments, it does not significantly alter
the colour of the final result.

The thermochromic pigments used in this first
experiment change colour when they are exposed to tem-
peratures above 25° C. They are therefore sensitive to body
heat, that is, they lose their colour when touched, revealing
the shade of chosen clay on the surface. To test the combi-
nation of these two materials with a surface, several methods

were used, mixing water, powdered clay and pigment.

6.
In the sense of the concealment of
one form by another.

7.
See for example the curve of the

work Sistema articular. Suporte de
vida [Articular system. Life sup-
port], Suporte de vida [Articular
system. Life support], 2022, or in
the series A derme em terrenos
conjuntos [Dermis on common

land], 2022.
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8.
The concept of recognition origi-
nated philosophically in the work
of Hegel, in which the German
philosopher characterised ‘recog-
nition’ as a form of self-recognition

and recognition of the other.

Fig. 2 — Testes de relag&o
pigmentos termocrémicos

e argilas, Atelier Concorde,
2021

Fig. 2 — Colour testing thermochromic
prgments and clays, Atelier Concorde,
2021

Fig. 3 - Vista da exposigcéo

O dedo no olho, Brotéria,
Lisboa, 2022

Fig. 3 — View of the exhibition

O dedo 10 olho [Finger on the Eye],
Brotéria, Lisbon, 2022

© Alexandre Ramos
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EXPERIENCIAS SOBRE
A IMPERMANENCIA DA COR

Na imaginac¢do deste espaco de relagdes, 0 uso
da impermanéncia da cor € o potencial interactivo
da obra Barriga foi determinante para experimentar
o barro no contexto do meu discurso plastico.
Nos meses anteriores a apresentacdo desta inter-
vencdo foram experimentados em estudio varios
tipos de argila. A selecgédo recaiu sobre barros
que, enquanto crus, se mostrassem de cor palida,
uma paleta arenosa. Na parede do estudio foram
feitos testes com percentagens diferentes de
pigmento (fig.2), tendo-se por fim adoptado a bar-
botina de faiancga, ja que quando misturada com
pigmentos ndo altera significativamente a cor do
resultado final.

Os pigmentos termocrémicos usados nesta
primeira experiéncia mudam de cor quando séo
expostos a uma temperatura superior a 25° C. Por
essa razdo sao sensiveis ao calor do corpo humano,
ou seja, ao contacto perdem a cor, revelando na
superficie o tom da argila escolhida. Para testar
a combinacéo entre estes dois materiais e uma
superficie, experimentaram-se varias receitas, mis-
turando 4gua, barro em po e pigmento. Finalmente
apurou-se uma relagdo aproximada de 48% de 4gua
e 62% de barro, adicionando 15 % de pigmento
a esta mistura.

Durante o periodo de testagem em atelier
tornou-se evidente a variagcdo de comportamentos
deste composto com as diferentes superficies
usadas: papel, tecido, paredes e metal. Por exemplo,
quando aplicado sobre latdo o calor necessério para
criar uma reaccgéo visivel era muito maior do que nas
superficies de tecido, papel e até mesmo na parede.
A conducéo térmica é varidvel em cada superficie
escolhida, tornando a propagacao de calor mais
rapida e consequentemente menos estavel no caso
do lat&o. Por outro lado, o encontro entre a receita
preparada e os diferentes materiais testados mani-
festam-se segundo principios diferentes. No caso
dos tecidos e alguns papéis é expectavel o fendmeno
de absor¢cdo, em que atomos, moléculas ou ides
se introduzem no material de forma mais massiva,
fixando-se, ou seja, a substancia absorvida infiltra-
-se na substéancia que absorve. No caso do latéo,
das paredes testadas e alguns papéis, adivinha-

-se um fendbmeno de adsor¢éo, dado por adeséo

In the end an approximate ratio of 48% water to 62%
clay was established, adding 15% pigment to this mixture.

The variation in the behaviours of this compound
with the different surfaces used: paper, fabric, walls and
metal, became clear during the testing period in the studio.
For example, when applied to brass, the heat needed to
create a visible reaction was much greater than on fabric
surfaces, paper and even the wall. Thermal conduction was
variable in each surface chosen, making the propagation of
heat faster and consequently less stable in the case of brass.
On the other hand, the encounter between the prepared
compound and the different materials tested manifested
differently. In the case of the fabrics and some papers one
would expect the phenomenon of absorption, in which at-
oms, molecules or ions enter the bulk phase of the material,
becoming fixed, that is, the absorbed substance infiltrates
the absorbing substance. In the case of brass, the tested
walls and some papers, we anticipated a phenomenon of
adsorption, caused by the adhesion of molecules from
a fluid (the adsorbate — prepared compound) to a solid
surface (the adsorbent — the surface). The degree of
adsorption depends on factors like temperature, pressure
and surface area.

Observing these combinations, we concluded that
it would be difficult to accurately predict the reaction and
colour that the piece Barriga could display. The ignorance
of factors such as room temperature and the degree of ther-
mal conduction and adsorption of the gallery wall made my
intervention highly unpredictable. In addition, during the
time the exhibition was on display it was observed that,
in the interaction with the public, other factors influenced
reaction and colour in the work Barriga: weather, lighting,
concentration of people in the room, degree of humidity
and the internal temperature of each individual. The per-
formativity of this work can be observed in its constant
transformation (colour, reaction, definition) which,
triggered by various agents, manifests in different ways.
The behaviour of the tested matter proved difficult to
measure and thus the creation of this space of touch in
Barriga reinforced the work’s unfinished state, these rela-
tionships with the public transforming it into a continuous
collaboration, a transitory space prone to being affected
and affecting. The hand in Barriga acts in the opposite way
to how it does with the surfaces in the sculptures of Donald
Judd.» While in the latter the mark of the hand interrupts
the mirrored surfaces, destroying the construction and
presence of the works in the space, in these, the contact
demonstrates an impermanent work, defined by a fragile

and vulnerable existential condition.
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de moléculas de um fluido (o adsorvido - receita
preparada) a uma superficie sélida (o adsorvente
— a superficie). O grau de adsorcdo depende de
factores como a temperatura, a pressdo e a area
da superficie.
Da observacdo destas combinagdes concluiu-
-se que seria dificil antecipar rigorosamente a reac-
GC&o e cor que a pega Barriga poderia manifestar.
O desconhecimento de factores como a temperatura
da sala, o grau de conducgéo térmica e de adsorcéo
da parede da galeria, tornaram a minha intervengéo
pouco previsivel. Adicionalmente, durante o periodo
expositivo observou-se que, na interacgcdo com
O publico, outros factores influenciavam a reacgé&o
e cor na obra Barriga: a acgcao meteoroldgica,
a iluminagédo da sala, a concentragdo de pessoas na
sala expositiva, o grau de humidade e a temperatura
interna de cada individuo. A performatividade desta
obra observa-se na sua constante transformacao
(cor, reaccéo, defini¢do), j& que impulsionada pelos
diferentes agentes, se manifesta de forma distinta.
O comportamento da matéria experimentada mos-
trou-se dificil de mensurar e por isso a criagdo deste
espaco de toque na Barriga reforcou o estado ina-
cabado da obra, ja que estas relacdes com o publico
a transformam numa colaborag¢&o continua, num
espaco transitorio susceptivel a ser afectado e afec-
tar. A mao na Barriga funciona numa relacdo oposta
a que se estabelece nas superficies das esculturas
de Donald Judd®. Se nestas a marca da mao inter-
rompe as superficies espelhadas, destruindo a cons-
trugcdo e presencga das obras no espaco, naquelas
o contacto demonstra uma obra impermanente, defi-
nida por uma condi¢ao existencial fragil e vulneravel.
No ambito da minha investigacéo artistica™
esta primeira apresentacdo foi essencial para
observar a relacdo com e entre os materiais num
espaco de acgao e observagéo. Daqui extrairam-se

9.
Ver por exemplo a obra do
autor (Donald Judd) intitulada 10.
Untitled (Six Boxes), datada
em 1974. A ficha técnica da

Esta investigac&o procura
desenvolver um material que

In the context of my artistic research®, this first
presentation was essential to observe the relationship with
and between materials in a space of action and observation.
From it, I was able to extract reactions, combinations and
new compounds, which now allow me to better plan future
actions and find new ways of incorporating, manipulating

and recording the movements of matter.

MINING, BORDERS, CARE

Mining as a concept applied to my artistic research can
mostly be observed in my experiments with materials;
however, the various contexts of presentation, discourses,
measurements and readjustments of what is being inves-
tigated allow for the creation and redefinition of borders.
For example, considering the idea of Borders in the work
Barriga means questioning one’s identity, since, as we have
shown above, it seems to define itself'as a space of unfixed
relationships, fostered by multiple transitory experiences.
Recognition of the relationships observed in the various
moments of artistic research is also essential, as it is the
attention given to and observation of the limits of matter
and its behaviour that allow us to bring into the scope of
research whatever goes outside the projected choreography.
Thus, it becomes clear that, regardless of the intended
premises, [ am never in complete control in the moment of’
doing, as I accept and recognise the reactions demonstrated
by matter. Thus, Care manifests in the constant resignifica-

tion of that which surpasses action.

9.
See for example the work by the
artist (Donald Judd) Untitled (Six 10.

obra descreve latdo, numa
instalagdo de seis partes de
101,6 x 101,6 x 101,6¢cm, espa-
cadas com 15 cm entre elas.
Obra pertencente a colecgao
da National Gallery of Australia,
Canberra.

possa ser percepcionado,
trabalhado e apresentado en-
quanto reactivo, mutavel e que
simultaneamente possa expan-
dir discursos artisticos ligados
directamente com a prética

e arelagcdo com a audiéncia.
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Boxes), dated 1974. The specifica-
tions describe brass, in an installa-
tion of six parts measuring 101.6 x
101.6 X 101.6¢cm, spaced 15 cm apart.
Work belonging to the collection of
the National Gallery of Australia,

Canberra.

This research aims to develop a
material that can be perceived,
worked and presented as reactive,
mutable and that can simultaneous-
ly expand artistic discourses linked
directly to practice and relation-
ships with the audience.



reacgdes, combinagdes e novos compostos, que
permitem agora planear melhor as ac¢des futuras
e encontrar formas de incorporar, manipular

e registar os movimentos da matéria.

MINING, BORDERS, CARE

Mining enquanto conceito aplicado & minha investi-
gacao artistica pode observar-se na maior parte das
minhas experiéncias com os materiais, no entanto
0s varios contextos de apresentacédo, discursos,
mensuracdes e reajustes do que se investiga, per-
mitem criar e redefinir fronteiras. Por exemplo, pen-
sar a ideia de Borders da obra Barriga é questionar
a sua identidade, ja que como acima demonstrado,
se parece definir como um espaco de relacionamen-
tos nao fixos, alimentado por multiplas existéncias
transitorias. O reconhecimento das relagdes obser-
vadas nos varios momentos da investigagao artisti-
ca é também momento essencial, pois é a atencédo
e observacgao prestada aos limites da matéria e seu
comportamento que permite recolher para dentro
do angulo de investigac¢éo o que sai para fora da co-
reografia projectada. Desta forma, torna-se evidente
que independentemente das premissas desenha-
das, nunca estou em total controlo no momento

do fazer, ja que aceito e reconheco as reacgdes
manifestadas pela matéria. Entdo, cuidar — to care

- manifesta-se na constante ressignificacdo do que
excede a acgéo.
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Fig. 4 - (detalhe apds contacto)
Barriga, 2022, barro liquido

e pigmentos termocromicos,
270 x 198 cm

Fig. 4 — (detail after contact)
Barriga [Belly], 2022, liquid clay
and thermochromic pigments,

270 X198 cm

© Maria Leonardo Cabrita

Bibliografia

BARAD, K. (2003). Posthumanist Performativity:
Toward an Understanding of How Matter Comes
to Matter. Signs, 28(3), 801-831. https:/doi.
org/10.1086/345321

BARAD, K. (2007). Meeting the Universe Halfway:
Quantum Physics and the Entanglement of Matter
and Meaning. Durham: Duke University Press.
DICARLO, J. J.,, ZOCCOLAN, D., & RUST, N. C. (2012).

How does the brain solve visual object recognition?.

Neuron, 73(3), 415-434. https://doi.org/10.1016/j.
neuron.2012.01.010

HONNETH, A., (2009). Luta por reconhecimento:

a gramatica moral dos conflitos sociais. S&o Paulo:
Ed. 34. pp. 18; 62-63.

REEVE, C. (1992). Cold Metal: Donald Judd’s Hidden
Historicity. Art History, December 1992, 487, 490.
Volume15, Issue4.

59

Bibliography

BARAD, K. (2003). Posthumanist Performativity: Toward
an Understanding of How Matter Comes to Matter. Signs,
28(3), 8o1-831. https://doi.org/10.1086/345321
BARAD, K. (2007). Meeting the Universe Halftway:
Quantum Physics and the Entanglement of Matter and
Meaning. Durham: Duke University Press.
DICARLO,].]J., ZOCCOLAN, D., & RUST, N. C.
(2012). How does the brain solve visual object recognition .
Neuron, 73(3), 415434 https://doi.org/10.1016/].
Neuron.2012.01.010

HONNETH, A., (2000). Luta por reconbecimento:

a gramdtica moral dos conflitos sociass. SAo Paulo: Ed. 34. pp.
18; 62—063.

REEVE, C. (1992). Cold Metal: Donald Fudd’s Hidden
Historicity. Art History, December 1992, 487, 490.
Volumers, Issue4.



HETEROSE

JOAO CASTRO SILVA

Professor Auxiliar com Agregacdo no Departamento
de Escultura da Faculdade de Belas-Artes,
Universidade de Lisboa. Membro integrado

do CIEBA

HETEROSIS

Assistant Professor with Habilitation in the Department
of Sculpture at Faculty of Fine Arts, University of Lisbon.
Integrated member at CIEBA

60

Heterose ou vigor hibrido € um fendmeno carateri-
zado pelo melhoramento ou aumento de qualidade
biolégica numa prole hibrida ou mestica, ou seja,
com pais sem parentesco ou com parentesco muito
distante. Uma prole é considerada heterdtica se as
suas caracteristicas fenotipicas forem aprimoradas
como resultado da mistura das contribui¢cdes gené-
ticas dos seus pais. Portanto a heterose possui efei-
to inverso ao da depressao por endogamia, causada
pelo excesso de consanguinidade. Este efeito pode
ser produzido por plantas e animais.

Neste projeto interessa-me explorar a riqueza
das possibilidades especulativas que as fronteiras
proporcionam enquanto zonas porosas, espagos
intersticiais, permeaveis e permeados. Perceber que
tudo o que entra e sai naturalmente é e se junta.
Tomar as fronteiras enquanto finas camadas de pele
situadas entre a terrae o ar.

Importa-me a exploragcédo do espaco ‘entre’
que, na sua minima versao, é necessariamente
entre dois. Estar ‘entre’ ndo significa ser uma coisa
ou outra, nem sequer ocupar um lugar condenado
a decisdo. Significa ser temporariamente uma coisa
e outra ou aquilo que deriva do lugar onde nenhuma
delas existe inteiramente mas ambas ressoam.
Estar ‘no meio de’ € um lugar de transformacéo
e possibilidade.

Fronteira € um limite, uma convencédo que
impde um atributo de lugar onde se esta ou onde
se pertence, ou nos posicionamos de um lado ou de
outro desse limite. Contudo nem todos os limites
sdo estanques. Fronteiras sdo espacos de permeabili-
dade onde se engendra o trans. Sdo por natureza ins-
tantes de passagem, de travessia, de atravessamento.

Trans € uma palavra latina que significa para
alem de. Este para alem de € uma verdade tanto
para quem chega como para quem parte. Seja para
quem esta do lado de ca ou do lado de |4 da fron-
teira, a visdo do limite ndo limita, antes transmuta
arelacdo entre as partes.?

O sentido para além de mantém-se no portu-
gués enquanto prefixo e da origem a palavra trans-
formac&o que quer dizer estar para além da forma.

1. 2.
https://pt.wikipedia.org/wiki/ https://dicionario.priberam.
Heterose (consultado em org/trans- (consultado a
18/04/2022) 18/04/2022)
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Heterosis or hybrid vigour is a phenomenon characterised
by the improvement or increase of biological quality in

a hybrid or mixed offspring, that is, with unrelated or
very distantly related parents. An offspring is considered
heterotic if its phenotypic traits are enhanced as a result
of mixing the genetic contributions of'its parents. Thus
heterosis has the opposite effect to that of inbreeding
depression, which is caused by excessive consanguinity.
This effect can occur in plants and animals.

In this project I am interested in exploring the
wealth of speculative possibilities that borders provide as
porous areas, interstitial spaces, permeable and permeated.
Understanding that everything that enters and exits natu-
rally is and joins together. L.ooking at borders as thin layers
of skin situated between land and air.

I'am concerned with the exploration of the space
‘between’ which is, in essence, between two. To be ‘between’
does not mean to be one thing or another, nor to occupy
a place condemned to decision. It means temporarily being
one thing and another or that which derives from the place
where neither of them exists entirely but both resonate.

To be ‘between’ is a place of transformation and possibility.

A border is a boundary, a convention that imposes
an attribute of place where one is or where one belongs;
we position ourselves on one side or other of this boundary.
But not all boundaries are rigid. Borders are spaces of per-
meability which engender the #7zns. They are by nature
moments of transition, of crossing, of traversing.

Trans is a Latin word that means across. This across
is true both for those who arrive and for those who depart.
‘Whether for those on this side or the other side of the
border, perceiving the boundary does not limit, but rather
transmutes the relationship between the two.*

The sense across is maintained in English as a prefix
and gives rise to the word #7ansformation, which means
across form. It signifies change, the capacity to create
something new from what already exists.

The prefix z7ans leads to interaction between disci-
plines and permeability between boundaries; it is through
the #z7ans that dialogue is generated and can produce fusion.

This is the principle I define, the sense of mobility,
of diaspora, of emigration and of immigration as a dialectic

possibility of alterity.

I. 2.
https://pt.wikipedia.org/wiki/ https://dicionario.priberam.org/
Heterose (consulted 18/04/2022)  trans- (consulted 18/04/2022)



Significa mudanca, a capacidade de criar algo novo
a partir do que existe.

O prefixo trans produz a interagdo entre dis-
ciplinas e a permeabilidade entre limites, € através
do trans que se gera dialogo e se pode vir a produzir
fusédo.

E este o principio que defino, o sentido de
mobilidade, de didspora, de emigracao e de imigra-
¢ao como possibilidade dialética da alteridade.

SER-JUNTO

Sangue, 0ss0s, carne, pele. Po, solo, povoacéo, loca-
lidade, regido, territorio, patria. Traco de unido. Unido,
ligado, pegado, vizinho, reunir, unir, acrescentar.

Duas palavras que materializam o entendimento
de hipoteses de investigacéo a partir de uma dimen-
sdo concreta, palpavel, com marcos mais ou menos
definidos, para uma dimens&o metaforica, por via da
unido com um préximo que é sempre Nnovo e desco-
nhecido, que vem de fora.

Ser-junto € uma dimensé&o indefinida de
relagdes que acontecem numa indefini¢do de lugar.
E uma imanéncia que toma conta do espaco e se
apropria dele, o que fica dessa teia de relac¢des,
€ um objeto no espaco a partir do entendimento que
ocorre. Formas que emergem de um espago denso
e se projetam sobre o espaco volatil.

Entendo como férteis as possibilidades de
contaminagéo e contagio que os espagos ndbma-
das e os baldios proporcionam. Pretendo explorar
ariqueza de possibilidades que as zonas porosas -
as fronteiras — potenciam como espacos-entre, per-
medaveis e permeados, vadios e errantes. Procurar
o potencial criativo, gerador, que a interagdo estimula
€ a capacidade de transfiguragdo num outro (nuns
outros) que surge a partir dai. Sugiro a deambulagdo
por espacos nhdo moldados, intocados, pristinos.
Sugiro a procura, ndo necessariamente no sentido de
uma harmonia mas do reconhecimento entre partes.

BEING-TOGETHER

Blood, bones, flesh, skin. Dust, soil, population, locality,
region, territory, homeland. Hyphen. United, connected,
attached, adjacent, reuniting, uniting, adding.

Two words that bring about the understanding of
research hypotheses from a concrete, palpable dimension,
with more or less defined landmarks, to a metaphorical
dimension, by way of union with a neighbour who is always

new and unknown, who comes from outside.

Being-together is an indefinite dimension of rela-
tionships that happen in an indefinite place. It is an im-
manence that takes over space and appropriates it, what
remains of this web of relationships; it is an object in space
from the understanding that occurs. Forms that emerge
from a dense space and are projected onto volatile space.

Fertile are the possibilities of contamination and
contagion provided by nomadic spaces and commons.

I'aim to explore the wealth of possibilities that porous areas —
borders — foster as spaces-between, permeable and perme-
ated, straying and wandering. To seek the creative, produc-
tive potential stimulated by interaction, and the capacity
for transfiguration in another (in others) that emerges from
it. I propose wandering through unshaped, untouched,
pristine spaces. I propose searching, not necessarily for
harmony but for recognition between parties.
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A EMERGENCIA DE UMA NECESSIDADE

Ao trabalhar na criagdo escultérica em ceramica,

a pratica de atelier permitiu-me observar com deta-
Ihe as transformacgdes do barro em contacto com

a agua, com o ar e com o fogo.

O barro € um material mutavel e sensivel aos
outros elementos e que, aquando cru, pode ser inin-
terruptamente reciclado, passando do estado sélido
para o liquido, depois pelo estado viscoso, plastico,
semi-seco e novamente seco, podendo nesta fase
apresentar-se em pedra ou em po'.

A semelhanca destes artistas, e numa fase
em que o meu trabalho se desviava da escultura
enguanto objecto, a referida propriedade desta
matéria suscitou o meu interesse plastico e a neces-
sidade de focar-me nela na tentativa de chegara um
entendimento da sua substéncia.

LIMITES DA CONSISTENCIA

Limites da Consisténcia (2011) € uma investigacao
sobre a mutabilidade do barro, o seu enquadramento
na paisagem e a sua experimentac¢do tanto no ambito
cientifico como no estético.

Esta comeca a ser feita precisamente numa
fase em que me foco na matéria que constitui
a escultura, e surge tendo como impulso inicial
a experiéncia de ver, através de um copo de vidro,
uma pedra natural de barro a desagregar-se e a des-
fazer-se na agua.

O barro em questao era proveniente das arribas
das praias imediatamente a sul da lagoa de Obidos,
mas esse barro ndo podia estar desligado nem
dissociado da natureza impactante daquelas praias.
Na senda da fotografia de paisagem, registei aquele
lugar estarrecedor, em particular as arribas e o barro
no seu lugar de origem. Além disso, trouxe algum
desse barro para o atelier onde o fotografei em
varios contextos e realizei videos em que filmava

1.

THE EMERGENCE OF A NECESSITY

Through the creation of ceramic sculpture, my studio prac-
tice has allowed me to carefully observe the transformation
of clay when it comes into contact with water, air and fire.

Clay is a changeable material, sensitive to other ele-
ments, and that, when raw, it can be continuously recycled,
turning from a solid into a liquid, then becoming viscous,
plastic, semi-dry and dry again, consisting, at this stage, of
stone or powder'.

Like these artists, and during a phase in which my
work was moving away from sculpture as an object, the
aforementioned property of this material aroused my plas-
tic interest and the need for me to focus on it in an attempt

to gain an understanding of its substance.
CONSISTENCY LIMITS

Limstes da Consisténcia [ Consistency Limits] (2011) is an
investigation about the mutability of clay, its integration in
the landscape and experimentation on it in both the scien-
tific and aesthetic spheres.

It began during a phase when I was focussing on the
matter that constitutes sculpture, and emerged with the
initial impulse of my experience of seeing, through a glass,
a natural clay stone disintegrating and dissolving in water.

The clay in question came from the cliffs above
beaches immediately to the south of Obidos Lagoon, and it
could not be disconnected or dissociated from the impres-
sive nature of those beaches. Photographing the landscape,
I captured images of that amazing place, especially the
cliffs and the clay in its place of origin. I also took some
of the clay back to my studio, where I photographed it in
various contexts and made videos in which I filmed several
of’its reactions to my interventions, like the process of'it
disintegrating in water, and the processes of decantation
and sedimentation.

In the geology laboratory of the Faculty of Sciences
of the University of Lisbon, I carried out three tests on

samples of clay to determine their so-called consistency limits.

Nos anos 70, varios artistas
exploraram estas dimensdes
do barro. Recordo em par-
ticular Jim Melchert e a sua
obra Changes (1972) e todo

0 percurso artistico de Pere
Noguera que teve inicio nos
anos 70 e explora o comporta-

mento do barro cru em articu-
lagdo com os objectos cera-
micos tradicionais expandindo
as fronteiras da cerémica; dos
anos 2000 em diante é de
notar os trabalhos de Phoebe
Cummings, Linda Sormin ou
David Cushway.
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I
In the 1970s, several artists ex-
plored these dimensions of the clay.
Irecall in particular Jim Melchert
and his work Changes (1972) and
the artistic career of Pere Noguera
which began in the 1970s and
explores the behaviour of raw clay

in relation to traditional ceramic
objects, pushing the boundaries of
ceramics; from the 2000s onwards
it is worth noting the works of
Phoebe Cummings, Linda Sormin
and David Cushway.
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o0 movimento de algumas rea¢des do barro induzidas
pela minha ac¢do, como o processo de desagrega-
¢éo do barro na agua, ou os processos de decanta-
¢ao e de sedimentacao.

No laboratério de geologia da faculdade de
ciéncias da Universidade de Lisboa, realizei os trés
ensaios de amostras de barro que tém o nome de
limites da consisténcia. O titulo do trabalho &, por-
tanto, emprestado ao nome dos ensaios que tam-
bém tém a designacao de limites de Atterberg.?

Uma vez que o meu trabalho questiona a re-
lacdo da humanidade com a natureza, este trabalho
colocava em questdo do lugar e das matérias natu-
rais em contraste e em ligagdo com o saber técnico
no ambito cientifico. No contexto do meu trabalho,
a ideia de Homem aparece tradicionalmente por
via de construgdes, entendidas como expresséo
da cultura ou de elementos técnicos que medeiam
a natureza e a sua transformacao causada pelo ho-
mem. A experiéncia de realizar os ensaios geotécni-
cos parece afastada das construgdes habituais que
habitam o meu universo plastico, no entanto eles sdo
normalmente feitos para o estudo de solos sobre 0s
quais se implanta uma constru¢cdo ou mesmo para
0 estudo de solos usados na constru¢do com terra.
Em qualquer caso, esta experimenta¢cdo empirica
traduziu-se no acesso e na valoriza¢&o da sensibili-
dade necesséria a execugdo dos ensaios, anterior
as proprias conclusdes cientificas.

Além de imagens do laboratério, também
realizei fotografias de ferramentas usadas na deter-
minac&o dos limites da consisténcia numa perspe-
tiva de dar a ver os utensilios enquanto mediadores
da técnica.

O projeto foi parcialmente exibido numa expo-
sicdo, mas todos o trabalho de video e o projeto de
realizag&o de um livro de fotografia com mais deta-
Ihes de todo o processo ficou por realizar.

2.
Os limites da consisténcia sdo
o limite da liquidez, o limite da
plasticidade e o limite da retra-
¢80 e determinam os limites do
material na passagem de cada
um destes estados da matéria.

The title of the work is, therefore, borrowed from these
tests, which are also known as the Atterberg limits.>

Since my work questions humanity’s relationship
with nature, this work called into question place and natu-
ral materials in contrast and in connection with technical
knowledge in the scientific sphere. In the context of my
work, the idea of humanity traditionally appears via con-
structions, understood as an expression of culture or of
technical elements that mediate nature and its transforma-
tion caused by humans. The experience of carrying out
geotechnical tests seems a long way away from the usual
constructions that inhabit my plastic universe; they are
normally done to study soils that will be built on or even
to study soils used in construction with earth. In any case,
this empirical experimentation resulted in access to and an
appreciation of the sensitivity needed to carry out experi-
ments, prior to reaching scientific conclusions.

As well as laboratory images, I also took photo-
graphs of the tools used to determine consistency limits
with a view to revealing the utensils as mediators of
the technique.

The project was partially displayed in an exhibition,
but all of the video work and the project of producing
a photobook with more details about the whole process
were not completed.

NEW APPROACHES AND
BETWEEN THE BOTTOM AND THE TOP

The project Consistency Limits although partially unfin-
ished, led to the sculpture that I later came to produce
using raw clay as the primary material. Processes of disin-
tegrating clay decisively influenced projects like Sewz T7tulo
-0 Peso das coisas [ Untitled — the weight of things] (2013)
and Enxaquetado [Chequered] (2014), for example.

The connection of raw clay with ceramics became
avery common practice in my creation, because raw clay
suggests an instability and fragility that puts it on the verge
of disappearance, in contrast with ceramics, which bears
witness to durability.

Years after Consistency Limits, my work proceeded
in various directions, but I still felt the need to go back to
that project in order to finish the photobook and present

2.

Consistency limits are the liquid
limit, the plastic limit and the
shrinkage limit and determine the
limits of'a material in the transition

from one state of matter to another.



NOVA ABORDAGENS
E ENTRE O SOPE E O TOPO

O projecto Limites da Consisténcia, ainda que par-
cialmente inacabado, trouxe a escultura que depois
vim a realizar a utilizagdo de barro cru como material
definitivo. Os processos de desagregac¢ao do barro
influenciaram determinantemente projectos como
Sem Titulo - O Peso das coisas (2013) e o Enxaquetado
(2014), por exemplo.

A articulagcédo do barro cru com a cerémica
passou a ser uma pratica bastante comum na minha
criagdo, isto porque o barro cru sugere uma instabi-
lidade e fragilidade que os coloca no limite do de-
saparecimento e em contraste com a ceramica que
é testemunho da durabilidade.

Anos volvidos sobre o Limites da Consisténcia,
0 meu trabalho desenvolveu-se em sentidos diversos,
mas manteve-se a necessidade de retomar aquele
projeto com o objetivo de terminar o livro de fotogra-
fia e de apresentar os videos que ficaram por editar
e acabar. Uma vez que procedo uma atualizagdo
desse trabalho, sou levada a desenvolver e a apro-
fundar o meu interesse pelo barro daquelas arribas
que me conduz, agora, para a ceramica, nomeada-
mente no que diz respeito a producdo de pastas que
denotam alguma ligagdo com o ambiente natural
de onde o barro é retirado. Desta forma, realizei di-
versas pastas de grés que cozem aos 1200°C e com
elas criei esculturas que aludem ao territério que
circunscreve as arribas das praias repletas de barro
e o topo dessas mesmas arribas pontuadas por
casas, algumas delas muito perto do limite extremo.

E neste contexto que surge Entre o Sopé
e 0 Topo (2022), exposto nas exposi¢cdes pop-up na
KHiO, Noruega, e na FBAUL, Portugal. Este trabalho
marca um avango face ao trabalho do Limites da
Consisténcia e aprofunda a minha pratica esculté-
rica em ceramica, tanto no que respeita a técnica
mais pura e metodoldgica de producao de pastas,
quanto a nog¢do de uma cerdmica expandida que
se inscreve num campo alargado teorizado por
Jo Dahn?® (no ambito da ceramica) por influéncia do
campo alargado da escultura de Rosalind Krauss,

3.
DAHN, Jo, New Directions in
Ceramics: from spectable to
trace, Bloomsury Publishings
Plc, London-New York, 2015.

the videos that had yet to be edited and finished. On re-
turning to this work, my interest in the clay of these cliffs
intensified, leading me, this time, to ceramics, specifically
the production of pastes that denote a connection with the
natural environment from which the clay is taken. Thus,

I produced various stoneware pastes, fired at 1200°C, with
which I created sculptures that allude to the territory cir-
cumscribing the cliffs above the beaches, full of clay, and
the top of these same cliffs dotted with houses, some of
them very close to the edge.

This was the context that gave rise to Ezntre 0 Sopé
¢ 0 Topo [Between the Bottom and the Top] (2022), exhibited
in pop-up exhibitions at KHiO, Norway, and FBAUL,
Portugal. This work marks a progression from the work
of Consistency Limits and deepens my practice of ceramic
sculpture, both with regard to the purest and most meth-
odological technique of producing pastes, and the notion
of'an expanded ceramics in line with the expanded field
theorised by Jo Dahns (in the sphere of ceramics), influ-
enced by Rosalind Krauss’s expanded field of sculpture,
pursued by various artists. On the one hand, there is
areturn to the object, using the ceramic pastes I have de-
veloped, and, more directly, to construction, based on the
houses built close to the edge of the cliffs. On the other,

I focus on raw clay as a fundamental and instigating ele-
ment of a practice that generates a dialogue between the
scientific and technological process and artistic creation.
Drawing, mostly done with liquid clay, also features in the
project, bearing witness to my current practice, shaped by
the intersection of mediums such as sculpture, ceramics,
photography and video.

The works of this project, which I began in 2022,
are also characterised by concepts chosen during the
workshops of the Arctic South Project, namely — Mining,
Borders and Care.

Specifically in the case of the project Between the
Bottom and the Top, mining seems to be the term that best
describes the process, because I am working with clay from
cliffs, which I myself collect from nature.

The photographs I took of that place map the terri-
tory above and below the cliffs and this relates to the term
border, in the sense of the delimitation of space. This is
apparent in the postcards displayed in the pop-up exhibition
at KHiO, arranged in a way that corresponds to the hori-

3.
DAHN, Jo, New Directions

in Ceramics: from spectacle to
trace, Bloomsbury Publishing Plc,
London-New York, 2015.
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percorrido por diversos artistas. Por um lado, ha

um regresso ao objeto, feito com pastas ceramicas
desenvolvidas por mim, e, de forma mais direta,

a construcdo que tem como referéncia os edificios
implantados perto do limite superior das arribas.

Por outro, centro-me no barro cru como elemento
fundador e instigador de uma pratica que coloca

em didlogo o processo cientifico e tecnolégico com
a criagao artistica. O desenho, feito maioritariamente
com barro liquido, também integra o projecto, dando
testemunho da minha pratica atual enformada pelo
cruzamento de meios como a escultura, a ceramica,
a fotografia e o video.

As obras deste projeto, iniciadas em 2022,
caracterizam-se, além disso, por estarem marca-
das pelos conceitos eleitos durante as sessdes de
trabalho do projeto Arctic South, a saber — Mining,
Border and Care.

No plano concreto do projeto Entre o sopé e o
topo, 0 mining parece ser o termo que melhor traduz
0 processo, pois estou a trabalhar com o barro oriundo
de arribas e que eu préprio recolho da natureza.

As fotografias que realizei em todo aquele
local fazem um mapeamento do territério acima
e abaixo das arribas e isto tém algo a ver com o ter-
mo fronteira — borders, no sentido da delimitacdo do
espaco. Isso é visivel nos postais mostrados na ex-
posicado pop-up na KHiO, organizados num esquema
que corresponde as camadas horizontais que com-
pdem aquelas falésias, desde as casas no topo ao
barro na base das mesmas, estabelecendo limites
entre o que esta no cimo e o0 que esta em baixo e as-
sumindo as arribas como fronteiras entre o espago
natural e o construido.

Os objetos desdobraveis da exposicdo em
KHiO, organizados em fungao das caracteristicas
limites da exposicéo e apropriados ao transporte
entre os dois paises, aludem a ideia de portabilidade,
de deslocacgéo entre territorios e no limite a ideia
de fronteira, fronteira essa que neste projeto se vé
esbatida entre o artico e o sul.

Desses desdobraveis, destaca-se um desenho
que € uma paisagem-mapa, que tem o recorte de
uma arriba pintado em barro e médium acrilico.
Sobre essa area estdo desenhados os quadran-
tes de um mapa. Esta peca € aquela que traz
a Oslo a materialidade viva de um barro de Portugal.
O conceito care acaba por estar presente de um
modo transversal na medida em que o relaciono
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zontal layers composing those bluffs, from the houses at the
top to the clay at the bottom, establishing limits between
what is above and what is below and presenting the cliffs
as boundaries between the natural and built space.

The foldable objects of the exhibition at KHiO,
organised according to the limitations of the exhibition
and adapted for transportation between the two countries,
allude to the idea of portability, of movement between
territories and ultimately to the idea of a border, a border
which in this project is blurred between the Arctic and
the south.

These foldouts include a drawing which constitutes
alandscape/map, with the outline of a cliff painted in
clay and acrylic medium. Drawn over this area are the
quadrants of a map. This is the piece that brings to Oslo the
living materiality of a clay from Portugal. The concept of
care ends up being present throughout as I associate it with
the care and attention that is intrinsic to each and every
work of art.

MINING, BORDERS AND CARE -
AN OVERVIEW

Mining manifests in my work in many ways in my artistic
practice. It is present, firstly, in the general sense of taking
matter from a natural place, but also, from another perspec-
tive, as a symbolic and poetic action of mining/digging the
matter that constitutes the artist.

The action of looking for clay in its place of origin is
done in a more conscious and balanced way in relation to
the environment than what happens with the exploitation
of a mine. Between the clay that is collected and me, the
collector, there is a proximity and intimate affinity, based
on respect and on care for the material as well as the place
from which the matter is taken. Despite this involving
a transformation or alteration of nature, the impact is very
small or practically nothing and bears no resemblance to
the industrial mining of capitalist society, whose actions
involve a huge amount of destruction with terrifying con-
sequences for the environment. Thus, I feel more affinity
with the word digging than the word mining, because dig-
ging is broader and does not have the economic and com-
mercial connotation of mining. In the capitalist economic
context, nothing or almost nothing is exempt from respon-
sibilities concerning the usurpation of the environment,
including art in general. However, art in its most basic
sense never ceases to represent nature and to preserve it at
the same time that it will always be a technique. In art there
is a balance between nature and technique, with one being



com o cuidado e a ateng¢do que € intrinseca a toda
e qualquer obra de arte.

MINING, BORDER AND CARE -
UMA VISAO GERAL

Mining desenrola-se no meu trabalho em diversas
dimensdes da minha préatica artistica. Esta presente,
primeiramente, na acegdo corrente de retirar matéria
de um local natural, mas também, numa outra pers-
petiva, como uma a¢do simbdlica e poética de mine-
rar/escavar a matéria que constitui o artista.

A acdo de ir buscar barro ao local de origem
faz-se de uma forma mais consciente e equilibrada
relativamente ao meio ambiente do que acontece
com a exploragc&do de uma mina. Entre o barro que
€ colhido e o0 eu que o colho estabelece-se uma pro-
ximidade e afinidade intima, baseada no respeito
€ no cuidado (care) para com material bem como
para com o lugar de onde as matérias sao retira-
das. Apesar de isso envolver uma transformacéao
ou alteracé&o na natureza, o impacto € muito redu-
zido ou praticamente nulo e nada tem a ver com
a mineracdo industrial da sociedade capitalista, cuja
atuacdo comporta um alto grau de destruicdo com
consequéncias aterradoras para o ambiente. Neste
sentido sinto mais afinidade com a palavra digging
do que mining, pois digging € mais ampla e ndo tem
uma conotacdo econémica e comercial de mining.
No contexto econdémico capitalista, nada ou quase
nada estd isento de responsabilidades naquilo que
diz respeito a usurpagdo do meio ambiente, inclusive
a arte em geral. No entanto, a arte no seu sentido
mais essencial nunca deixa de dar a ver a natureza
e de preserva-la ao mesmo tempo que nao deixa de
ser uma técnica. Na arte diria que ha um equilibrio
entre a natureza e a técnica sem que uma tome
a dianteira da outra?, isto talvez porque entre outras
coisas a arte ndo olha para a matéria nem para
a natureza como algo sem vida.

4.
HEIDEGGER, Martin, Origem
da Obra de Arte [1936]
In HEIDEGGER, Martin
Caminhos da Floresta (org.
trad. e intro. Irene Borges-
Duarte), Fundagao Calouste
Gulbenkian, Lisboa, 2002.

no more important than the other,* perhaps because among
other things art does not see matter or nature as lifeless.

Mining or digging reveals itself'in Consistency Limits
and in Berween the Bottom and the Top because clay is taken
from the same clifts and I work with it, leaving it raw or
making ceramic pastes that allow me to work with ceramics.

This is the material sense of mining, that is, taking
something from nature. However, in a broader sense and
in the artistic context, mining can imply the study of ideas,
images, objects and references that enrich the intellectual
sphere of artists and their field of relationships. This min-
ing is also connected to the exploration of ideas and materi-
al solutions that form the basis of artistic practice.

But my interest in clay comes from the need to think
about the materiality of my ceramic constructions and, in
this sense, it is about forging a path that goes from construc-
tion to the matter that constitutes it. This movement seems
the opposite of mining, as instead of extracting matter to
make objects, it begins with objects and ends with the matter
that gave rise to them. This way of looking at things is like
looking back in search of a nature prior to the human, prior
to the act of mining, but is nevertheless a kind of digging.

Avision of an intact and pure nature is, however,
difficult if not impossible to conceive, because nature is
a broad concept, one that changes over time, determined by
the relationships that humanity in its diversity establishes
with the idea it has of nature.s Still, the creative and sym-
bolic movement is perhaps the most capable of realising this
reversal of time towards an origin that is only possible to
determine symbolically.

Thus, while from a material point of view mining
means taking something from a natural place and while in
a practical sense in art, it is associated with research, in the
poetic and symbolic sphere, mining is also digging towards
a dimension prior to the human domain which results in the
digging of the matter that constitutes the artist themselves,
that is their being, in an attempt to access a dimension that
coincides with the limit of human nature.

In other words, this movement towards an anteriority
to technical practice is in itself a kind of digging of the

4.
HEIDEGGER, Martin,

Origem da Obra de Arte [1936] Iz 5.

HEIDEGGER, Martin Caminbos HADOT, Pierre, O Véu de fsis—
da Floresta (original translation Ensaio sobre a histéria da ideia de
and introduction by Irene Borges- Natureza [2004], (trans. Mariana
Duarte), Calouste Gulbenkian Sérvulo), Edi¢des Loyola,

Foundation, Lisbon, 2002. Sio Paulo, 2006.

70

A mineragdo ou escavacgdo esta presente em
Limites da Consisténcia e em Entre o Sopé e o Topo
uma vez que o barro das mesmas falésias € colhido
e com ele trabalho deixando-o cru ou fazendo pastas
ceramicas que me permitem trabalhar em cerémica.

Esta é a acec¢&o material do minerar, isto &,
retirar algo de natural. No entanto, de modo mais
amplo e no contexto artistico, minerar pode implicar
a pesquisa de ideias, imagens, objetos e referéncias
que enriquecem a esfera intelectual dos artistas
e 0 seu campo de relagdes. Este minerar também
estd aliado a prospecéao de ideias e solu¢gdes mate-
riais que estdo na base do fazer artistico.

Mas o meu interesse pelo barro advém da
necessidade de pensar a materialidade das minhas
constru¢gdes em cerdmica e, neste sentido, trata-se
de fazer um caminho que vai da constru¢c&o & matéria
que a constitui. Este movimento parece inverso ao
minerar, uma vez que ao invés de extrair matéria
para fazer objetos, parte dos objetos para a matéria
que lhe deu origem. Esta forma de olhar para as
coisas é como que um olhar para tras em busca de
uma natureza anterior ao humano, anterior ao ato de
minerar, mas nem por isso deixa de ser um escavar.

Uma visdo da natureza intacta e pura €, no en-
tanto, dificil sendo impossivel de conceber uma vez
que a natureza € um conceito, amplo e mutavel ao
longo dos séculos, determinado pelas relacdes que
a humanidade na sua diversidade estabelece com
aideia que faz de natureza.® No entanto, o movimento
criador e simbdlico talvez seja aquele mais capaz
de concretizar essa inversdo temporal em diregdo
a uma origem impossivel de determinar sendo
simbolicamente.

Assim, se num ponto de vista material a mine-
racdo significa retirar algo de um lugar natural e se
numa acecgao pratica em arte, ela se associa a esfera
da pesquisa, no ambito poético e simbdlico, minerar
é também escavar em dire¢&o a uma dimenséo an-
terior ao dominio humano que se traduz na escava-

5.
HADOT, Pierre, O Véu de Isis -
Ensaio sobre a historia da
ideia de Natureza [2004],
(trad. Mariana Sérvulo),
Edi¢des Loyola, Sdo Paulo,
2006.
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being as an artist, in a time of care not determined by the
rapid demand of modernity and contemporaneity, but rather
characterised by quality and attention to details, and creat-
ing a space of openness in which borders and limits dilate
and expand. And this mining of real and symbolic matter
collides with the limit, the boundary of humanity, on the
threshold of the reality that makes the impossible possible.

This mining or digging thus unfolds along two
paths that are connected to the concepts of borders and
care. With regard to care, this mining is sensitive to the
world around us, to that which emerges unexpectedly, and
also aware of the void and the emptiness that it arouses in
us. Meditating on the process of work and contemplating
what has been produced, being aware of the reordering of
matter, excavated and transformed into art, are facets of
care inherent in the artistic process, which extends to the
moment of the spectator’s observation.

In practice, this care also reveals itself'in the atten-
tion that is given to what one wishes to achieve, to choosing
the various materials that will be mined — clays, papers,
framings, photographs — and also to ways of manipulating
matter. Drawing, moulding, sculpting, photographing, etc.
are ways of digging with care.

And with regard to borders, a digging that is aware of
limits results in the creation of space, of an openness to being,
which paradoxically only happens through the definition of
limits, the limits of sculpture, of drawing, of photography, etc.

CONCLUSION

Based on this discussion, I am aware that mining, borders
and care fit very well with my creative process, although
moulded to slightly different concepts: digging, limits and
attention. My artistic practice focuses on ceramics, sculp-
ture, photography and drawing and explores the material-
ity of things and of objects, testing the limits of matter, of
forms and of being, combining these same mediums, which
influence one another but which nevertheless have their
differences. Matter is a fundamental element and driving
force in my practice, but how can matter be transformed so
that its presence, its existence, lives on in the work once it
has been transformed? All of my artistic practice seeks to
demonstrate this apparent contradiction, experimenting
with matter and residing between the limits of configura-
tion and its dissolution, between the technique that allows
for form and the destructive force of nature that absorbs
and eliminates human marks, observing all of these met-
amorphoses closely; and it is here that mining (digging),
borders (limits) and care (attention) are revealed.



¢ao da matéria que constitui o proprio artista e, isto
€ 0 seu ser, na tentativa de aceder ao uma dimensao
que coincide com o limite da natureza humana.

Por outras palavras, este movimento em dire-
¢a0 a uma anterioridade face ao fazer técnico é em
si mesmo uma espécie de escavagao do proprio ser
enquanto artista, num tempo de cuidado (care) que
néo esta determinado pela exigéncia veloz da mo-
dernidade e contemporaneidade, mas antes pauta-
do pela qualidade e atencé&o aos detalhes, e criando
um espaco de abertura em que as fronteiras e os
limites se dilatam e expandem. E esse minerar da
matéria real e simbdlica embate no limite, na fron-
teira do humano, no limiar da realidade que torna
o impossivel possivel.

Este minerar ou escavar desdobra-se pois em
dois caminhos que se ligam aos conceitos de fron-
teira e de cuidado. No sentido do cuidado, esse mi-
nerar detém-se na sensibilidade ao mundo que nos
rodeia, ao que surge inesperadamente, e também
atento ao vazio e ao 0CO que essa escavagao suscita
em noés. Meditar sobre o processo de trabalho e con-
templar o que foi realizado, estar atento a reorde-
nacao da matéria escavada e transformada em arte
sdo facetas do care inerente ao processo artistico,
que se estende ao momento de observacdo do
préprio espectador.

Na pratica, esse cuidar revela-se também na
atencdo ao que se pretende realizar, 4 escolha dos
diversos materiais a minerar — barros, papeis, en-
quadramentos, fotografias — e também aos modos
de manipulacdo da matéria. Desenhar, modelar,
esculpir, fotografar, etc. sdo modos de um escavar
feito com cuidado.

E do ponto de vista da fronteira, escavar
atento aos limites traduz-se na criagc&do de espaco,
de uma abertura ao ser, que paradoxalmente apenas
ocorre pela definicdo de limites, os limites da escul-
tura, do desenho, da fotografia etc.
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CONCLUSAO

Mining, border and care ajustam-se de forma muito
natural ao meu processo criativo, ainda que modela-
dos a conceitos aproximados: escavar, limite e aten-
c¢&o. A minha pratica artistica centra-se na ceramica,
na escultura, na fotografia e no desenho e explora

a materialidade das coisas e dos objetos testando
os limites da matéria, das formas e do Ser, cruzando
esses mesmos meios, que se influenciam uns aos
outros sem deixarem de manifestar as suas diferencas.
A matéria é elemento fundamental e impulsiona-
dor da minha pratica, mas como se pode transfor-
mar a matéria fazendo com que a sua presenca,

a sua existéncia permaneca viva na obra transfor-
mada? Toda a minha pratica artistica pretende dar

a ver essa aparente contradi¢cdo, experimentando

a matéria e vivendo entre o limite da configuracédo

e do seu esbatimento, entre a técnica que permite

a forma e a for¢a destrutiva da natureza que absorve
e elimina as marcas humanas, observando todas
estas metamorfoses com a dedicada atenc¢éo;

€ aqui se revelam mining (escavar), border (limite)

e care (atencdo).
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MINE MONUMENT OR MONUMENT MINE
PESQUISA DE ESCULTURA PUBLICA NA ALDEIA
MINEIRA DO LOUSAL

SERGIO VICENTE

Vice-Presidente FBAUL. Professor Auxiliar no Depar-
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da Universidade de Lisboa. Coordenador da area de
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MINE MONUMENT OR MONUMENT MINE
PUBLIC SCULPTURE RESEARCH
IN THE MINING VILLAGE OF LOUSAL

Vice-President of FBAUL. Assistant Professor at the
Sculpture Department at Faculty of Fine Arts,
University of Lisbon. Sculpture Coordinator of CIEBA
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Mine Monument or Monument Mine, uma ideia em
estado gasoso, uma abordagem conceptual, ou
uma metéafora da investigagdo em artes. Partimos
assim, de duas representacdes graficas de uma fenda
geoldgica de uma mina, para que esta imagem seja
partilhada e lida coletivamente, o dispositivo con-
ceptual que nos permite ler e associar esta ideia

a uma memoaria grafica reconhecida por todos, esta
na acentuacgao de uma linha de horizonte que une
a parte superior de uma peca recortada e a aresta
inferior da folha de papel, na qual, uma forma dese-
nhada em contraponto a peca, esta assente na ver-
tical sobre a aresta. A figura humana acrescenta as
duas formas escala geolodgica.

Este artificio composicional, conectou esta
proposta com o campo alargado de interesses
comuns do projecto Arctic South. Representamos
o conceito de “mining” (desenvolvido no &mbito das
conversas FBAUL/KHIiO), através da grandeza mo-
numental dada pelas qualidades geoldgicas e sub-
terrdneas da mina, e deste modo, ficam lancadas as
bases relativamente & capacidade de compromisso
desta proposta na criagdo de um sistema de signifi-
cados coletivos partilhaveis entre Lisboa e Oslo.

Com esta abordagem gréafica, conseguimos
comunicar através dos meios paradigmaticos da
escultura — referimo-nos a escala, ao desenho e ao
esboceto — uma aptidao plastica que chama ques-
tdes no dominio da investigagcdo como préatica mo-
numental num contexto social e urbano especificos.
Pratica artistica latente no conceito de “mining”, na
responsabilidade de comunicar, preservar € denun-
ciar através da arte, a memoria histérica de um lugar
ligado a exploragdo dos recursos naturais e os con-
flitos e ruturas sociais que dai advieram.

O projeto de escultura publica vai problemati-
zar e questionar a sua especificidade como lingua-
gem artistica patente na sua natureza formal e téc-
nica. E na sua dimensao de projeto, que advém de
a escultura passar para a dimenséao publica, que faz
com que ela passe a ser lida a partir da especificidade
do contexto cultural, com implicagdes no dominio
social, politico e urbano.
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Mine Monument or Monument Mine: an idea in a gaseous
state, a conceptual approach or metaphor for art research.
We start with two graphic depictions of a geological frac-
ture from a mine, allowing this image to be shared and
interpreted collectively. The conceptual device that allows
us to take in and associate this idea with a graphic memory
that we all recognise lies in the accentuation of a horizontal
line that joins the upper part of a cut-out with the bottom
corner of the piece of paper, which sits vertically against
the corner, as a counterpoint to the cut-out. The human fig-
ure provides the two shapes with a sense of geological scale.

This compositional device connects the work with
the wider field of common interests involved in the Arctic
South project. We present the concept of mining as devel-
oped through the FBAUL/KHiO dialogues, through the
monumental grandeur of the geological and subterranean
properties of the mine. This lays the foundations for this
project’s commitment to creating a system of shared, col-
lective meanings between Lisbon and Oslo.

Through this graphic approach, we were able to
communicate through the use of the paradigmatic media
of sculpture - scale, drawing and sketching —a visual profi-
ciency that scrutinises the field of research as a monumen-
tal practice within a specific social and urban context. This
artistic practice is a latent feature of the concept of mining,
in terms of our responsibility to use art to communicate,
preserve and denounce this historical memory of a place
linked to the exploitation of natural resources and the con-
flicts and social collapse that resulted from it.

The public sculpture project will call into question
and scrutinise the specificity of the artistic language evi-
dent in its formal and technical nature. The project aspect
arising from the sculpture’s public dimension allows it to
be seen within the specific features of'its cultural context,
with all of its implications within the social, political and
urban sphere.

ART RESEARCH
AS A SOCIAL PRACTICE IN LOUSAL

For some time now, the mining village of L.ousal, where
the construction of the monument is collectively acknowl-
edged as a social practice, has witnessed the transposition
of the concept of mining to the realm of the visible, with the
sharing and actualisation of the collective cultural experi-
ence onto the land through social practice in art, symboli-
cally reflected in its title ‘Mine Monument or Monument
Mine#2’.



INVESTIGAGAO EM ARTE
COMO PRATICA SOCIAL NO LOUSAL

Na aldeia mineira do Lousal, assumindo coletiva-
mente a constru¢do do monumento como uma pra-
tica social, vem-se ja ha algum tempo, prosseguindo
a transposi¢do do conceito de “mining”, para o campo
do “visivel”, da partilha e da atualizagdo coletiva da
experiéncia cultural sobre o territdrio através da
pratica social na arte, simbolicamente apontado em
“Mine Monument or Monument Mine #2”.

O passado da mina do Lousal', reflete-se hoje
na memoaria de uma estrutura urbana marcada pela
radical transformac¢éo da paisagem ao longo do
tempo e na organiza¢éo doutrinada pelo tragado
urbano e ideolégico do Estado Novo no aglomerado
residencial. A imagem urbana do Lousal esta mar-
cada pelos projetos de crescimento e planeamento
nos anos 50 do século XX, na qual, a leitura do
territorio € feita a partir da presencga de bairros
operarios “dispersos pelo Lousal e sem acessos
entre si que ndo os que resultam do calcorrear dos
seus habitantes, feitos de bandas continuas em
que a frente de uma confina com as traseiras de
outra e correspondem a ruas a que ndo se deu nome,
une os bairros mineiros esse marco visual — a mina -
que se vé de quase todos eles, e os curtos caminhos
que nela desembocam” (Rodrigues, 2005). A mina
esta simbolicamente representada na proposta
“Mine Monument or Monument Mine #1” na forma
de um anti-monumento — a experiéncia historica
negativa da mina, do lugar de exploragéo e organiza-
¢ao doutrinaria do trabalho e das relagdes humanas.

Os conjuntos habitacionais foram sendo reor-
ganizados ou demolidos de acordo com nova orga-
nizacao urbana saida do encerramento da mina
e a renovacao geracional do lugar.

1.
A mina do Lousal fica situada em Espanha para la das minas

Today, the Lousal mine’s past' is reflected in the
memory of an urban structure that has undergone striking
transformation within the landscape over time, and in the
organisation instilled by the Estado Novo’s urban and
ideological designs for the residential cluster. The urban
image of Lousal has been marked by the growth and plan-
ning projects of the 1950s, when the area was defined by
the presence of working-class neighborhoods ‘dispersed
throughout Lousal, yet without access to each other unless
on foot, made up of continuous bands, where the front
of one adjoins the back of another, on nameless streets.
These mining neighbourhoods were united around the mine,
that visual landmark that can be seen from almost all of
them, and joined by the short paths leading to it.” (Rodrigues,
2005). The mine is symbolically represented in ‘Mine
Monument or Monument Mine#71’ in the form of an
anti-monument - the negative historical experience of the
mine as a place of exploitation and the organisation of work
and human relations along dictatorial lines.

The housing developments were reconfigured or
demolished according to the new urban layout that resulted
from the mine closure and the generational renewal of
the place.

The social and economic situation in these neigh-
bourhoods is now reflected in the lack of investment in
quality public spaces. We acknowledge, however, that offi-
cial and non-official entities and organisations are working
on the ground to come up with solutions that will have a
positive impact on this situation. The mining population is
ageing, which makes it even harder to achieve a real sense
of cohesion in terms of social and a collective identity with-
in the area. “We now have a generation of adults who grew
up with the mine already closed, and a community in which
the former miners, most of them very elderly, are losing
the ability to pass the legacy of the mining past on to new
generations. This has negative implications for the social
emergence of an urban identity” (Vicente, 2020).

1.

na Faixa Piritosa Ibérica, uma
vasta area geogréfica no sul da
Peninsula Ibérica. Estende-se
desde Sevilha (Espanha) até

a regido de Marateca-Aguas
de Moura (Portugal), uma re-
gido onde se situam, também,
as minas de Canal Caveira,
Aljustrel, Neves Corvo e Sao
Domingos e que se prolonga

de Riotinto. A mina do Lousal
que vem do final do século XIX,
tem a sua histéria ligada a in-
tensa exploracgéo da pirite para
a produgao de enxofre para a
industria quimica ja no século
XX, até ao encerramento da
sua atividade industrial na dé-
cada de 80 do mesmo século
(Oliveira, 2013).

The Lousal mine is located in the
Iberian Pyrite Belt, a vast geo-
graphic region in the south of the
Iberian peninsula. It extends from
Seville (Spain) to the region of
Marateca-Aguas de Moura (Por-
tugal), where the mines of Canal
Caveira, Aljustrel, Neves Corvo
and S2o Domingos are located, and
into Spain towards the Riotinto

mines. The history of the Lousal
mine, which dates back to the late
19th century, is mainly connected
to the intense exploitation of pyrite
to produce sulphur for the chemical
industry by the 20th century, and
right up until the end of'its indus-
trial activity in the 198os (Oliveira,
2013).
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Os bairros sdo atualmente espacgos nos quais,
a situacdo social e econémica, esta espelhada no
desinvestimento na qualidade do espaco publico.
No entanto, reconhecemos que, através de entidades
e organizac¢des formais e ndo formais que atuam no
terreno, vai-se trabalhando na procura de solugdes
para atuar positivamente sobre esta realidade.

A populagdo mineira esta envelhecida o que
vai acentuando a dificuldade em conseguir uma
efetiva coeséo social e identitaria sobre o territorio.
“Confrontdmo-nos com uma geragao agora adulta
que cresceu ja com a mina encerrada e uma realidade
em que o0s antigos mineiros na sua maioria muito
envelhecidos, vao perdendo a capacidade de passar
o legado do passado mineiro as novas geragoes,
com consequéncias negativas na produgéo social
da imagem urbana” (Vicente, 2020).

A problematica da importéncia da valorizagcdo
da memoria coletiva tem sido discutida a partir
do que Remesar e Ricart (2014) consideram ser as
‘estratégias da memoria’ por parte da administragédo
local confrontada com a necessidade de equacionar
0 seu passado através da gestdo da herancga patri-
monial. Os autores sustentam que a auséncia de
uma estratégia efetiva de regeneracdo monumental
dos lugares, leva & permanéncia de espacos sem
memoria. “No Lousal, vdo-se perdendo gradual-
mente o significado dos elementos de leitura na
paisagem que permitem ainda hoje, reconhecer no
desenho urbano, um passado mineiro de forte cariz
identitario. A paisagem urbana, cada vez mais ¢ lida
de forma fragmentada, fraturada pelos obstaculos
ao desenvolvimento social e econdmico daquele
lugar, facilmente reconhecida na escassez de equi-
pamentos publicos e nas poucas atividades econoé-
micas existentes no local” (Vicente, 2020).

Propomos a analise de dois projetos de
escultura publica como pratica social, desenvolvidos
e implementados na aldeia mineira. Um primeiro
trabalho, “Um Monumento para o Lousal”, escultura
publica implantada junto do Saldo Comunitéario do
Lousal, nasceu a partir da estreita colaboracé&o entre
o municipio de Grandola e o Centro de Investigacao
em Belas-Artes’. Reuniu um conjunto alargado de
familias de mineiros na discussé&o e preparagao das
bases de uma proposta de escultura publica alicer-
cada nas memorias e vivéncias dos velhos e novos
residentes que passaram pelo processo de disfun-
cionalizag&o industrial do territorio da aldeia.
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The importance of valuing collective memory has

been discussed in terms of what Remesar and Ricart

(2014) consider to be the ‘memory strategies’ of the local

administration when faced with the need to address the

past through the management of heritage. The authors

argue that the absence of an effective strategy of heritage

regeneration in places leads to the protracted existence of

spaces without any remembrance of the past. ‘In Lousal,

the elements of the landscape are gradually waning in sig-

nificance, even though they could still allow us to discern

a mining past with a strong identity when we look at the

urban layout. The urban landscape is increasingly being

perceived in a fragmented way, fractured by obstacles to

the social and economic development of the place, as is

clear to see from the scarcity of public facilities and the few

economic activities existing there’ (Vicente, 2020).

I propose an analysis of two public sculpture pro-

jects developed and implemented in the mining village as

asocial endeavour. The first work, Um Monumento para

0 Lousal [ A monument for Lousal], a public sculpture

installed next to the Loousal Community Hall, was borne

of the close collaboration between the municipality of
Grandola and the CIEBA.2 It brought together a wide

range of mining families to discuss and lay the ground-

work for a new public sculpture based on the memories

and experiences of the residents, young and old, who have

witnessed the village gradually losing its industrial purpose.

Another work, by Angela Ferreira, was created as

part of the project Extrai: Art and Community in Action,

involving residents, former miners and their descendants

in Lousal. It was presented as a platform for transdisci-

plinary creation, with action centred around a public art

programme with community involvement. One project that

ran between October 2019 and December 2021 consisted of

aset of staggered artistic residencies, involving five artists

working with specific groups of people from the Lousal

community. Each of the artists - Angela Ferreira, Rogério

Taveira, Pedro Vaz, Leticia Larin and Tiago Rocha Costa -

based their work on one of the five human senses,

2.

Project led by Sérgio Vicente,
involving sculpture students and
researchers from the following
institutions: CIEBA/FBAUL
(Artistic Studies Research Center),
Rogério Taveira; VICARTE/
UNL (Research Unit— Glass and
Ceramics for the Arts), Helena
Elias; CEACT/UAL (Studies

Centre on Architecture, City and
Territory — Auténoma University
of Lisbon), Filipa Ramalhete;
IHA (Art History Institute — Nova
FCSH), Cristina Cruzeiro; CICS.
Nova (Interdisciplinary Centre

of Social Sciences — Universidade
Nova de Lisboa), Assun¢io Gato.



Uma outra obra, de Angela Ferreira, desenvol-
veu-se no ambito do projeto Extrai: Arte e Comuni-
dade em Acc¢édo, com residentes, antigos mineiros
e seus descendentes no Lousal. Este projeto apre-
sentou-se como uma plataforma de criagdo trans-
disciplinar que encontrou o seu eixo de agcdo num
programa de Arte Publica de envolvimento comuni-
tario. Um projeto que foi desenvolvido entre Outubro
de 2019 e Dezembro de 2021, constituido por um
conjunto de residéncias artisticas espagcadas no
tempo, que implicaram o trabalho de cinco artistas
com grupos especificos de pessoas da comunidade
do Lousal. Cada um dos artistas — Angela Ferreira,
Rogério Taveira, Pedro Vaz, Leticia Larin e Tiago
Rocha Costa — foi trabalhar sobre um dos cinco
sentidos humanos, uma referéncia a ativagédo dos
sentidos do mineiro nas galerias da mina. Estas resi-
déncias aconteceram ao longo do tempo do progra-
ma, a partir de uma metodologia de sessdes de tra-
balho espacadas no tempo, permitindo aos artistas
a reflexdo sobre a sua prépria pratica, levando para
cada uma das novas sessdes de trabalho, novas
questdes a debater e a produzir artisticamente.

UM MONUMENTO PARA O LOUSAL

Tomamos como programa a implementagdo de um
projeto de monumento para o Lousal como prética
social. Um projeto que se estabeleceu programatica-
mente para a revalorizagdo da imagem do territorio,
especialmente através do resgate da sua memoéria.
Alicercando a sua metodologia de projeto na dete-
c¢éo de problemas resoluveis sobre o territério e que
incidisse diretamente na melhoria da envolvente
construida (Ricart, 2015). Com base nestes principios
apontados por Nuria Ricart, propusemos que o en-
volvimento comunitario partisse do contacto formal
entre estruturas de media¢gdo municipais que tra-
balham no terreno com as comunidades educativa

e associativa locais, organizadas em estruturas

2.
Projecto orientado por Sérgio Elias; CEACT/UAL (Centro de
Vicente, que teve alunos da Estudos de Arquitectura, Cidade

licenciatura de Escultura e in- e Territ6rio), Filipa Ramalhete;
vestigadores dos centros: CIE- IHA (Instituto de Histéria de
BA/FBAUL (Centro de Investi- Arte — Nova), Cristina Cruzeiro;

gacdo em Belas-Artes), Rogério  CICS.Nova (Centro Interdisci-
Taveira; VICARTE/UNL (Centro plinar de Ciéncias Sociais da
de Investigacdo em Vidro e Universidade Nova de Lisboa),
Ceramica para as Artes), Helena  Assuncgao Gato.

in reference to the miners’ heightened use of their senses
in the galleries of the mine. These residencies took place
over the course of the programme, and comprised work
sessions that took place at intervals over that period,
allowing artists to reflect on their own practice, while
raising new questions for discussion and opportunities

for artistic production.
A MONUMENT FOR LOUSAL

‘We worked towards executing a monument for L.ousal in

a project taking the shape of'social practice. The work was
planned out with the aim of enhancing the image of the
territory, primarily by redeeming its memory. The meth-
odology was based on identifying solvable problems across
the region, with a direct impact on improving the built en-
vironment (Ricart, 2015). Based on these principles, which
were outlined by Nuria Ricart, we proposed that commu-
nity involvement should emerge from the formal contact
between municipal mediation structures working on the
ground with local educational and community associations,
in formal and non-formal set-ups. From there, the aim was
to work collaboratively to interpret and appropriate L.ousal’s
urban space, based on the idea that the community can gen-
erate content of a visual nature in which it can see itself.

We instigated group dynamics based on communica-
tion and visual expression that stem from different perspec-
tives on urban reality, with the aim of acquiring elements
that would help us to represent the specific nature of the
area. We encouraged the examination of spatial or histor-
ical references, enabling dialogue around narratives and
images chosen by the participants. In this way, we worked
with memory and representations of identity expressed in
social experiences.

Using a range of different creative tools, the
participants sought out solutions together, with the artists
positioning themselves as citizens, and the local citizens as
artists (Vicente, 2010), to come up with forms for different
sculptures that, when installed across the area, would open
up new possibilities for interpretation and provide greater
scope for the enjoyment of the public space.

NHA CASA, KASA DE MINER

At the point at which Angela Ferreira was invited to pro-
duce a work as part of the project Extrai: Art and Commu-
nity in Action, she already had some experience of working
in areas with a background of industrial mining, having

created Szone Free in 2012 based on a collection of images
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formais e ndo formais. E a partir daqui trabalhar co-
letivamente a leitura e apropria¢cdo do espaco urba-
no do Lousal, assente na ideia de que a comunidade
pode gerar conteudos visuais de cariz plastico em
que se reconhecga.

Implementamos dindmicas de grupo tendo
por base a comunicag¢do e expressédo visual a partir
dos diversos olhares sobre a realidade urbana, com
0 objetivo de ir adquirindo elementos que nos aju-
dassem a representar a especificidade do territorio.
Incentivou-se a interpretacdo de referéncias espa-
ciais ou histoéricas, possibilitando o didlogo em torno
de narrativas e imagens eleitas pelos participantes,
e deste modo trabalhar a memoéria e as representa-
c¢Oes da identidade expressa nas vivéncias sociais.

Com o apoio de diferentes ferramentas cria-
tivas procuraram-se as solu¢des em conjunto, nas
quais os artistas se posicionaram como cidadaos
e os atores locais como artistas (Vicente, 2016),
de modo a conseguirem-se formas para diferentes
esculturas, que implantadas sobre o territério, possi-
bilitariam atribuir novas formas de interpretar e usu-
fruir o espago publico.

NHA CASA, KASA DE MINER

Angela Ferreira quando foi convidada a desenvolver
0 seu projecto no dmbito do Projecto Extrai: Arte

e Comunidade em Acc¢éo, ja tinha trabalhado em
contextos de aparato mineiro industrial, Stone Free
foi um trabalho desenvolvido em 2012, a partir da
recolha de imagens da mina de diamantes Cullinan
na Africa do Sul e a Chiselhurst Caves no sul de
Londres. Uma obra que, partindo da simbologia da
caverna deixou-nos uma ideia testamentéria a ga-
nancia do homem, mas que contrapde o esforgo cul-
tural e de libertagcdo do ser humano; também desen-
volveu o projeto Entrer dans la Mine em 2013, este
projecto “baseia-se numa cangao popular encontrada
nos arquivos do Padre Leon Verbeek em Lubum-
bashi (Republica Democratica do Congo) e que des-
creve uma carta de despedida escrita por um jovem
mineiro a sua méae pedindo-lhe que inicie cerimoénias
funebres pois estaria prestes a descer para dentro
da mina e apesar de nao estar doente sentia que

iria morrer. A performance desta canc¢éo que se fez
ouvir cantada a capella por dois membros do coro
de Lubumbashi, serviu para inaugurar uma estrutura/
escultura posicionada em cima do telhado de um
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from the Cullinan diamond mine in South Africa and the
Chiselhurst Caves in south London. This work took its cue
from the symbolism of the cave to bear witness to the greed
of humankind, while countering it with people’s striving
for cultural expression and liberation. She also created
Lntrer dans la Mine (2013), a project ‘based on a popular song
found in the archives of Father L.eon Verbeek in Lubum-
bashi (Democratic Republic of Congo), which describes

a farewell letter written by a young miner to his mother,
asking her to start arrangements for his funeral, as he was
about to go down into the mine, and despite not being

sick he felt that he was going to die. The a capella perfor-
mance of this song by two members of the Lubumbashi
choir also served as an occasion to inaugurate a structure/
sculpture on top of the roof of one of the city’s modernist
colonial buildings. This sculpture makes reference to the
Monument to the Third International by Vladimir Tatlin.

It constitutes yet another political critique of the colonial
and neo-colonial mining exploitation that is still ravaging
the country, and a tribute to the suffering of the miners’
(Ferreira, 2021, 4).

Nha Cdsa, Kasd de Miner, a project that has been
underway for Lousal since 2019, scrutinises the Cape
Verdean roots of the residents of L.ousal, the stories of those
miners and, through sculpture, seeks to honour the various
generations that have settled in the mining community.

Angela Ferreira offers us two distinct and comple-
mentary approaches in the research that she conducted as
social practice in sculpture. She created a project analysis
model that aims to deconstruct the ‘ruin’ of the crushing
plant within the industrial mining complex. In this build-
ing, she accentuated the lines of the iron structures that
make up the early 2oth-century industrial architecture,
drawing attention to the passing of the years. At the same
time, she initiated sessions where the residents of L.ousal
could interpret and discuss the images and memories of
the miners who were recruited from Cape Verde in the
last century.

These two fields of work led into a first project
phase, in which the artist conducted research into form
and graphics using the latticework structure of the crush-
ing building. This resulted in an aluminium piece placed
in such a way as to constitute one of the most striking
faces of the skeleton of the building. This structure was
designed and created with the aim of questioning the time
and weight of the history of exploitation represented by
the building, as the support for a set of images engraved
on aluminium plates depicting scenes from Lousal’s Cape
Verdean heritage.



dos edificios coloniais modernistas da cidade.
Escultura esta em que se referencia o Monumento

a Terceira Internacional de Vladimir Tatlin. Este
projeto constitui-se como mais uma critica politica
a exploracédo mineira colonial e neo-colonial que
ainda hoje devasta este pais, e ainda como homena-
gem ao sofrimento dos mineiros” (Ferreira, 2021, 4).

Em Nha Césa, Kasa de Miner, projeto que
esta a ser desenvolvido para o Lousal desde 2019,
propde-se procurar nas raizes cabo-verdianas dos
residentes do Lousal, as histérias desses mineiros
e através da escultura, homenagear as varias gera-
¢Oes que se fixaram na mina.

Angela Ferreira oferece-nos duas abordagens
distintas e complementares na investigagcéo pela
pratica social na escultura, para tal, construiu um
modelo de andlise projetual que visa a desconstru-
G¢ao estrutural da “ruina” do edificio da trituragdo no
conjunto industrial mineiro. Neste edificio, o passar
dos anos, acentuou-lhe as marcas da estrutura em
ferro da arquitetura industrial do inicio do século XX.
E por outro lado, implementou um trabalho de lei-
tura e discussdo com os residentes do Lousal sobre
as imagens e as memorias dos mineiros que foram
recrutados em Cabo-Verde no século passado.

A partir destes dois campos de trabalho,
comegou numa primeira fase por desenvolver uma
pesquisa formal e grafica sobre a estrutura em treli-
¢a do edificio da trituragdo, concebeu uma pega em
aluminio que se assemelha na sua posi¢do no espaco
a uma das faces mais visiveis do esqueleto do edificio.
Esta estrutura foi pensada e trabalhada de forma a
questionar o tempo e o peso da historia de explora-
¢ao representado pelo edificio, quando este é o su-
porte para um conjunto de imagens gravadas em pla-
cas de aluminio do passado cabo-verdiano do Lousal.

A outra dimensé&o da investigacéo, diz respei-
to a forma como se recolhem as imagens a serem
usadas no trabalho. Esta em preparacdo uma pro-
posta metodoldgica de colaboragdo com a comuni-
dade baseada na troca e partilha de imagens sobre
as vivéncias dos mineiros cabo-verdianos e seus
descendentes no Lousal, de forma que se consiga
coletivamente chegar a um conjunto consensual de
fotografias que possam passar a ser patriménio co-
letivo da comunidade local.

Estas fotografias, quando forem gravadas
e montadas sobre a estrutura em forma de casa,
implantada na area da estac&o de comboios do

The other dimension to the research related to the
way in which the images to be used in the work are collected.
A methodological proposal for collaboration with the com-
munity is being put together based on the exchange and
sharing of images about the experiences of Cape Verdean
miners and their descendants in Lousal, so that collectively
it is possible to arrive at a consensual set of photographs
that can evolve into a form of collective heritage for the
local community.

These photographs, when engraved and mounted on
a house-shaped structure located near the train station for
the industrial complex, will transport us ‘to the long expe-
rience and continuity of the community of Cape Verdean
descent, with the work defined (as the title indicates) as
a metaphorical representation of its permanent abode, of
living in this village and of its mining history — of'its home’

(Ferreira, 2021, 5).

FINAL NOTES

The projects presented here have their genesis in the ongo-
ing process of questioning their realisation, an investigative
dimension that is fundamental for instituting a practice of
thinking collectively within the different dimensions of
research in art. We agree with Marta Cequeira (2014, 118)
when she refers to ‘a dialectical spiral between action and
reflection, which come together and complement each other.
Theory and practice are seen as two sides of the same coin.’
The sculptural practice is based on operative assumptions,
such as: project, planning, action, observation and reflection.

‘We conduct our research based on a perception of
the ‘symptoms’ that create the conditions for social practice
in sculpture; the projects have an operative intention in the
sense of a major and permanent alteration of the reality.
We look at the landscape of evidence to trigger our research,
using instruments that allow us to evaluate the effects and
results of the project; with the knowledge that we produce,
we aim to bring innovation to artistic research, whether at
the level of artistic theory or practice, and thus encourage
new project models in the field.

‘What we aim at is to demonstrate that the sculpture
project as a social practice produces results that constitute
specialist knowledge in artistic practice. “The project is
a form of study and research; it is the reconstruction, con-
textualisation and reorganisation of reality’ (Vigano, 2010,
90-10). The fact that social practice in sculpture is based on
a process that makes use of documentation, record-making,
drawing, etc., opens the way for what Isabelle Catucci

(2020) calls a reflection on production itself and a natural
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aparato industrial, transportar-nos-ao “para a longa
vivéncia e permanéncia da comunidade de descen-
déncia cabo verdiana, definindo a obra (como indica
o titulo) como uma representacdo metaférica desta
sua morada permanente, da vivéncia nesta vila e da
sua histéria mineira — da sua casa” (Ferreira, 2021, 5).

NOTAS FINAIS

Os projetos aqui apresentados, tém a sua génese
na permanente problematiza¢&o do processo da
sua realizagdo, uma dimenséo investigativa que

é fundamental para que se possa instituir uma pra-
tica de pensar em conjunto nas diferentes dimen-
sdes da investigacdo em arte. Partilhamos as ideias
de Marta Cequeira (2014, 118), quando se refere

a “uma espiral dialética entre a ac¢éo e a reflexao,
gue se reunem e se complementam. Teoria e prati-
ca surgem como as duas faces da mesma moeda”.
A préatica escultérica tem na sua base pressupostos
operativos como: o projeto, o planeamento, a acéo,
a observacao e a reflexdo.

Investigamos a partir da perce¢édo dos “sin-
tomas” que criam as condi¢des da pratica social
na escultura; os projetos tém uma intencionalidade
operativa na alteracao significativa e permanente da
realidade; é a partir do reconhecimento sobre o ter-
reno de evidéncias que despoletamos a investiga-
¢ao, usamos, para tal, instrumentos que possibilitam
a avaliacdo dos efeitos e dos resultados do projeto;
e com o conhecimento que vamos produzindo al-
mejamos trazer novidades a investigagdo artistica,
sejam elas ao nivel da teoria ou da pratica artisticas
e desta forma incentivar novos modelos de projeto
no terreno.

O que nos importa demonstrar, € que o projeto
de escultura como pratica social produz resultados
que se constituem como conhecimento especiali-
zado na pratica artistica. “O projeto € uma forma de
estudo e de investigacéo, é reconstrugédo, contex-
tualizacéo e reorganizacgdo da realidade” (Vigano,
2010, 9-10). O facto de a pratica social na escultura
se fundamentar num processo que chama a si, do-
cumentacao, registos, desenho, etc., permite, como
refere Isabelle Catucci (2020), a reflexdo sobre a
propria producéo e o natural aprofundamento dos
processo e questdes que ele suscita. E deste modo,
reconhecermos a pertinéncia e importancia do tra-
balho que foi realizado no projecto Arctic South.

deepening of the processes and questions that it raises.
As such, we recognise the relevance and importance
of the work that was carried out as part of the Arctic

South project.
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| Babel Confusion-prosjektet setter Shwan seg fore
a undersgke hvilke kunstneriske hindre individuelle
kunstnere med minoritetsbakgrunn stater pa néar
totalitaere regimer hindrer dem i & snakke og uttrykke
seg pad morsmalet sitt. Han gransker hvorvidt og
hvordan undertrykkelsen av morsmalet pavirker de
visuelle uttrykksmatene deres. Hva slags mennesker
kommer ut av en nasjonalstat som hindrer en spe-
sifikk minoritet i 8 uttrykke seg pa spraket som stéar
hjertet deres naermest?

In the Babel Confusion project, Shwan sets out to investi-
gate the kinds of artistic obstacles that individual artists
with a minority background face when totalitarian regimes
prevent them from talking and expressing themselves in
their mother tongue. He examines whether and how sup-
pression of their mother tongue affects their visual modes
of expression. What kind of people emerge from a ruling
nation state that prevents a specific minority from express-

ing itself'in the language closest to its hearts and minds?



88 89



ACTS OF REPAIR

MERETE R@STAD

Coordenadora de Investigacdo do Department of
Art & Craft, Professora Associada do programa
de mestrado Art and Public Space, Oslo National
Academy of the Arts - KHiO

ACTS OF REPAIR

Head of research of the Department of Art & Craft,
Associate Professor of Master program Art and Public
Space, Oslo National Academy of the Arts - KHiO

90

| kunstverket Acts of repair apner kunstneren Merete
Rgstad opp en dialog med landskapet. Ved & re-
aktivere naturens helbredende krefter oppmuntrer
verket publikum til & reflektere over og veere be-
visst pa naturens evne til & helbrede seg selv etter
menneskelig inngripen og traumatiske hendelser.
Acts of repair bestéar av 12 kobbernéler som danner
en skulptur. Ndlene er metodisk plassert rundt om

i landskapet som omgir Galleri F 15, som en form
for jord-akupunktur pd utvalgte steder. Punktene
er valgt basert pa samtaler med lokalbefolkningen,
arkivmateriale og turer i omradet. Hver nal er plas-
sert pa et punkt utpekt av en gnskekvist holdt av
kunstneren. | lgpet av utstillingsperioden stimulerer
nalene jordens reseptorer og paviser landskapets
felsomme punkter og nerveender.

Acts of repair bergrer aspekter innen kunstne-
risk forskning, og utforsker forestillingen om UTVIN-
NING/GRENSER/OMSORG (MINING/BORDERS/
CARE) i form av skulpturen som minneverk. Skulptu-
ren fungerer dessuten ogsa som et kart som vekker
og fremhever blindsonene i vare felles historier om
jord, ved a se det hele gjennom linsen UTVINNING/
GRENSER/OMSORG - dette er en sammenfiltret
del av den kunstneriske forskningen, ettersom man
undersgker stedet og dets lag i tiden.

UTVINNING (MINING) refererer til de mange
matene kunst kan trenge gjennom materialitet og
sted pé ved & dpne opp diskurs og kontekst.

GRENSER (BORDERS) er prosessformene
innenfor kunstneriske forskningsrammer.

OMSORG (CARE) er kjernen i kunstnerisk prak-
sis, som pa mange méater oppsummerer arbeidet
som legges ned i den kunstneriske forskningen for
at den skal lykkes.

Ettersom kunstnere sgker & forholde seg til og
leere av kunstnerisk forskning, har det & konfrontere
arven fra tidligere og naveerende grusomheter blitt
et anerkjent element i demokratiske og post-kon-
flikt-overganger i den offentlige sfaeren. Kunstnere
har alltid forholdt seg til kunstnerisk forskning, som
innebaerer & arbeide innenfor tradisjoner, ritualer
og politiske konstruksjoner i sin tid. S& hvordan gir
kunstnerisk praksis et innblikk i metoder for & forhol-
de seg til kunstnerisk forskning som utfordrer nor-
mene for etablerte former for kunstnerisk praksis?

Kunstnerens engasjement i den offentlige
sfaeren utvider kunstnerisk forskning fra en jordba-
sert kunstpraksis til performative prosesser, som
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With the artwork Aezs of Reparr, the artist Merete Rostad
opens a dialogue with the landscape. By re-activating
nature’s healing powers, the work encourages the audience
to reflect and be aware of nature’s ability to self-heal after
human intervention and traumatic events. In Aczs of repair,
12 copper needles form a sculpture together. Methodically
placed around the landscape surrounding Gallery F 15,
Acts of Repair performs land acupuncture on selected sites.
The sites are chosen based on conversations with archive
material and walks in the area. Each needle is placed

in a site selected by a dowsing stick held by the artist.
Throughout the exhibition period, the needles stimulate
the earth’s receptors detecting the landscape’s sensitive
points and nerve endings.

Acts of repair touches upon aspects within artis-
tic research, expanding on the notion of MINING/
BORDERS/CARE in the form of sculpture as labour
of memory. Moreover, the sculpture also serves as a map
that engages and highlights the blind spots of our shared
histories of land by looking through the lens of MINING/
BORDERS/CARE. MINING/BORDERS/CARE is
an entangled part of artistic research as it investigates the
site and its layers in time.

MINING refers to the multiple ways art can pene-
trate materiality and site by

opening up discourse and context through the lens
of artistic research.

BORDERS are the modes of process within artistic
research frameworks.

CARE is the core of artist practice that, in many
ways, summarises the labour that goes into artistic research
in order to succeed.

As artists seek to engage and learn from artistic
research, confronting the legacies of past and present
traumas and loss has become a recognised element of
democratic and post-conflict transitions in the public
realm. Artists have always engaged in artistic research,
alabour of working within the traditions, rituals and polit-
ical constructs of their time. So how does artistic practice
give an insight into methods of engaging with artistic
research that challenges the norms of established forms
of artistic practice?

The artist’s engagement with the public sphere ex-
pands artistic research from a land art practice to performa-
tive processes that embrace participation and interaction
with our environment in all its forms. In Acts of Repair this
may be seen as a literal act of repair. These processes ini-
tiate how to critically engage with forms of representation
and embodiment in the public sphere and consequently,



omfatter deltakelse og samhandling med miljget Acts of Repair challenges how we engage with remem-

vart i alle dets former. | Acts of repair kan dette brance and loss in public.
anses som en bokstavelig reparasjonshandling. Disse

prosessene innleder et kritisk forhold til former for

representasjon og legemliggjering i den offentlige

sfeeren. Som sadan utfordrer Acts of repair hvordan

vi forholder oss til erindring og tap i offentligheten.

© Eivind Lauritzen
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EX_A_MINE EX_A_MINE ex _ From Latin ex “out of, from within; from which time,
since; according to; in regard to”, commonly used
as “out of, from”.
We set out to examine the activity of mining under-
taken under the ground but populated with words
prefixed with ex. Can this linguistic fact be a subtle
form of exclusion?
Etymology online. www.etymonline.com
examine _ “To look at someone or something very carefully,
especially to try to discover something”
Cambridge dictionary. www.dictionary.cambridge.
org
ex mine_ A mine that no longer is. ‘Mine’ stands for
the place where deep holes and tunnels are dug
under the ground for industrial exploitation to
obtain minerals. ‘Mine’ also stands for something that
belongs or relates to the one pronouncing it.
An ex mine is something that was once a mine and
belonged or related to someone.
exploitation _ Is a term long related with mine industry in
its two meanings: it refers to the using of “some-
thing in order to get an advantage from it”; “the act
of using of someone unfairly for your own advantage”.
Allan Sekula in “Photography, Between Labour
and Capital” writes: “(...) mining has been both the
primary source of primitive accumulation of wealth,
and the source of power for more developed forms
of exploitation.” He argues about the centrality of
mining to the “emergence and development of capi-
talist mode of production between the XVI and XIX
centuries” (203)
Allan Sekula, ‘Photography between labour and
capital’ in Benjamin HD Buchloh and Robert Wilkie
(eds), Mining photographs and other pictures: a selection
from the negative archives of Shedden Studio, Glace
Bay, Cape Breton, 1946-1968, Nova Scotia Art and
Design Press, Halifax, 1983.
Cambridge dictionary. www.dictionary.cambridge.
org
extraction _ “The process of removing something, espe-
cially by force”
Cambridge dictionary. www.dictionary.cambridge.
org
excavation _ “The act of digging a hole or channel in the

ground, especially” with machines

ROGERIO TAVEIRA Cambridge dictionary. www.dictionary.cambridge.
Professor Auxiliar no Departamento de Arte Multi- Assistant Professor in the Department of Multimedia Art org

média na Faculdade de Belas-Artes da Universidade  at Faculty of Fine Arts of the University of Lisbon. extensive _ Extensive excavation needs full attention.

de Lisboa. Membro Investigador do CIEBA Integrated member of CIEBA Most of the times mining workers used only the

98 99

light they could carry. Attention to cracks or other
behaviour of the surroundings could mean the dif-
ference between life and death, as miners exert pres-
sure, by means of tools or explosives to extract min-
erals or advance in its search. Sekula stresses (209)
the close relation between “digging” and “looking”
when analysing Giorgius Agricola book “De Re
Metalica” from 1556. “The line of sight intersects
the plane of physical toil” as diggers are subordinat-
ed to command from above and beyond the mine
—supervision. (209) In this XVI century work it’s
already clear the establishment of'a division between
intellectual and manual labour, this will be central

in later capitalist production systems and for Sekula
to establish a connection between this separation
and the role of photography as a tool for science and
politics of power.

Allan Sekula, ibidem.

exception _ As Sekula points out: “The culture of mining

communities is frequently both militantly proletarian
and rich in a sense of rural continuity and resistance
to industrial discipline.” (204)

Allan Sekula, ibidem.

excuse _ In many cases, like this Portuguese pyrite

exploitation (from 19oo until 1988) one can find
the excuse to justify low wages and poor working
conditions through the argument that miners were
not starving like agricultural workers during the
dictatorship.

explosives _ The most efficient form to exert pressure in

order to break rocks.

exert _To exert pressure is the main activity of miners.

Demands experience. The division of work can

be widely explored in a mining approach as two
vectors: material production and representational
system. The first establishes bridges to labour, the
body, the tools, what we will refer as experience (see
experience) and the later a system of making sense
that comprises one of the most important concepts
for miners — pride — we’ll call it expression

(see expression).

experience _ Skills stands for technical ability in the

context of mining, meaning, the skill not only to
operate instruments but to recognise signs of danger
in natural elements as a result of actions undertaken:
digging, drilling, shovelling, exploding. The several
levels of expertise that miners have to perform the
different tasks of mining meant different levels of
exposure to exhausting hours of labour and excruci-



ating physical and mental pain. A higher level of ex-
pertise also meant an increasing level of exposure to
noise, gravity dangers, darkness, sulphur and crys-
talline silicon dioxide (silica - rock dust that leads

to the so called “mine disease” silicosis), and conse-
quently a shortened life. To this fact corresponded

a social construction of a hierarchy that differs from
the one being imposed by the production system:
“bottom miners” were hierarchically superior to

all others, and were treated with respect and even
reverence. Another construction arises from this, a
construction that can be argued as the ability to fight
alienation, as being the expression of miners’ every-
day exhumation: pride (see expression). “Pride and
skill point to the human element outside the techni-
cal functions” (181?)

Eric Margolis. Picturing labor: A visual ethnogra-
phy of the coal mine labor process, Visual Sociology,

13:2, 5-35,1998.

expert _ Someone who’s very skilled at something - experi-

enced.

execute _ Carrying out a particular task.

Following Walter Benjamin’s “photographic uncon-
scious” which, in a reading of Ines Weizman, is the
“ability of media to reveal things that are invisible
and often imperceptible to our experience” and
quoting Benjamin “enlargement or slow motion

[...] can capture images which escape natural vi-
sion.”(12). I worked with these two very processes
to obtain a slow vision of falling rocks and dust:

a digital animation of high-resolution photographies
of charcoal prints depicting contaminated rocks
from the abandoned pyrite mine of Lousal which
aims to exhume the darkness and the fear of being
crushed.

Inez Weizman, “DOCUMENTARY ARCHI-
TECTURE: The Digital Historiographies of Mod-

ernism”, Faktur, Issue 1, Fall 2018, 06-24.

extreme _ “Very large in amount or degree”.

Cambridge dictionary. www.dictionary.cambridge.
org

expel _ “Force out of someone or something”.

Cambridge dictionary. www.dictionary.cambridge.
org

exposure _ Digging under the surface of earth exposes

the worker to diseases already identified by Ber-
nardino Ramazzini in 1713 (De Morbis Artificum:
Diseases of Workers - Ramazzini is considered the
founder of occupational medicine). Silicosis, a lung

disease caused by the inhalation of silica (rock dust),
was present in the majority of workers (bottom or
surface). In a close relation with the mythological
figure of Medusa, they were slowly turning to stone
after entering the subterranean world.

exhausting _ Pliny the Elder in his first century /Natural

History describes mining as a “work that surpassed
the labour of Giants” The harshness and danger of
this activity, which prevents workers from seeing
“the light of day for many months”, didn’t change
much until the middle of the 20th century, if we dis-
regard the fact that in Pliny’s time this was mostly
aslave’s work.

Pliny the Elder, Natural History, Book XXXIII,
Chapat. (4.) - “How Gold is found”,

http:/ /www.perseus.tufts.edu.

excruciating _ “Extremely painful”

Cambridge dictionary. www.dictionary.cambridge.
org

expendable _ For most mining exploitations the environ-

ment is expendable.

expiry _ Miners are at risk of developing lung diseases

reducing their life expectancy.

Centers for Disease Control and Prevention,
The National Institute for Occupational Safety
and Health (NIOSH), USA
https://www.cdc.gov/niosh/mining/topics/
respiratorydiseases.html

expression _ Pride is the creation of a particular form of

expression (language) hard to understand but coher-
ent and able to provide stability to the community.
Pride can be seen as a silent form of class struggle,
films like Pen Tennyson’s 1940 “Proud Valley” and
John Ford’s 1941 “How Green Was My Valley” (af
ter Richard Llewellyn’s novel) address the complex
nature of class relations. In “Proud Valley "there’s

a scene in which a miner confronts the owner and the
engineer of the coalmine (supervisors), comparing
his activity to a soldier in the battlefield, knowing
that he can die at any moment but showing no fear
and moving forward: at that moment he is a hero,
amartyr surpassing the hesitation of the owner and
the engineer to send miners on a dangerous mission
(representation knowledge/intellect). Eric Margolis,
following Harry Braverman, argues “that it is not
the technical nature of the machine that creates
alienation but “invisible” social divisions of labor
which produced and control machinery and the
labor process.”
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Eric Margolis. Picturing labor: A visual ethnogra-
phy of the coal mine labor process, Visual Sociology,

13:2, 5-35, 1998.

exclusion _ Forcing exclusion (alienation) is quit visible in

the company town L.ousal, as the configuration of
workers housing was designed as small pockets
across the territory not connecting with each other
and reinforced with houses facing the same location
in order to prevent neighbourhood (front to back),
are a premeditated form of reducing social bonds
and associativism. L.ow wages and a centralized
“paternal” company, reducing the sight of this
labour force to the place where they worked cut
off'any expectation these miners might have had.
Prideness was their way of fighting back. This may
be one reason way the closing of the mine in 1988,
gave place to a community struggling with identity
issues and, in most cases, without means to search
for a different life anywhere else.

Paula Rodrigues. Mineiros ou minados : trajectdrias
biogrificas e sistema paternalista no lugar do Lousal
in Trabalhos de Antropologia e Etnologia - Ano 81,
vol. 39, fascs. 3-4, 103-141,1099.

See also:

Paula Rodrigues. Dissertacio Mestrado: Espago
Social e Modos de Vida em Contexto de Crise: 0 Lugar
das Minas do Lousal. Departamento de Sociologia
do Instituto Superior de Ciéncias do Trabalho e da
Empresa, 1998.

expectation _ Several authors stress the inability of pho-

tographic “documents” to portrait the complexity of
mine work. “Photography constitutes an operation-
alized language incapable of expressing alienation or
negation, potential, irrationality, alternative mean-
ings, and so on. This has profound implications in
aworld where photographic images mediate so much
of our experience.”

Eric Margolis. Picturing labor: A visual ethnogra-
phy of the coal mine labor process, Visual Sociology,
13:2, 5-35, 1998.

See also: Allan Sekula, “Photography between
labour and capital” in Benjamin HD Buchloh and
Robert Wilkie (eds), Mining photographs and other
pictures: a selection from the negative archives of Shed-
den Studio, Glace Bay, Cape Breton, 19481968, Nova
Scotia Art and Design Press, Halifax, 1983

Eric Margolis. “Images in Struggle:Photographs

of Colorado Coal Camps” in Visual Sociology, 9:1,

4-26,1994.
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exit _No exit

exaggerated _The stories of miners are sometimes consid-
ered exaggerated, mostly by non-miners.
Alex G. Stewart. Mining is Bad for Health: a Voyage
of Discovery, Springer Link, 9 July 2019. www.link.
springer.com/article/10.1007/s10653-019-00367-
7#Seci2

expected _ The closing of the mine in 1988 was expected
since the end of 70’s.

expired _ Alentejo has the highest rate of suicide in Portugal.
In 2005 the municipality of Odemira had the high-
est rate of suicide in the world.
Didrio de Noticias. www.dn.pt/arquivo/2005/
suicidio-no-alentejo-tem-taxa-mais-alta-do-mundo-
612330.html

expensive _ The exploitation of pyrite was becoming less
profitable with the extraction of sulphur from oil.

extinction _ Although the activity is far from extinct, in
this part of the world it evolved to a more secure
form of exploitation. Former medieval mining used
until the beginning of the xx century is extinct.
In other parts of the world (Aftrica, Asia and South
America) continues to be a form of child labour
exploitation with terrifying conditions.
International Labour Organization, www.ilo.org

extraterritorial _ A mine is an extraterritorial ground.
Itis established in the territory but functions under

private rules, a concession, an exception.
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JORDING GJENNOM (BLA)LEIRE:
BETRAKTNINGER OM KUNSTNERISK
FORSKNING OG LEIRE

SIGRID ESPELIEN
PhD-stipendiat ved Kunsthggskolen i Oslo — KHiO

GROUNDING WITH (BLUE) CLAY:
CONSIDERATIONS ON ARTISTIC
RESEARCH AND CLAY

PhD Fellow at Oslo National Academy of the Arts - KHiO
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I mitt kunstneriske forskningsprosjekt Jording gjen-
nom blaleire utforsker jeg subjektive forbindelser

til leire - ikke s& mye som en materiell ressurs, men
som en del av konseptene landskap, jord og land.
Jeg gjor dette gjennom strategier som gjgr det mu-
lig & «lese» leire gjennom kroppen, gjennom stedet
der den finnes og gjennom teknologi. Det innebeerer
bade tradisjonell leire-til-keramikk-teknologi og digi-

tal teknologi som 3D-skanning og 3D-print med leire.

Jeg har bakgrunn fra det keramiske kunstfeltet, som
jeg bruker til & utfordre og spille videre pa aspekter
ved feltets iboende pedagogikk, som kroppsliggjort
kunnskap eller muntlig overfaring av kunnskap.

En keramiker laerer & kontrollere materialet og repro-
dusere det samme objektet gang pa gang, men hva
skjer nar leirens sted er en del av dens kontekst og
pavirker den kunstneriske prosessen? Hva kar leire

i landskapet leere 0ss?

Kreativ skriving om kunstneriske og teknolo-
giske (leire- og digitale) prosesser:

Jeg ser pé en skjerm' som kontinuerlig tar bil-
der av en plastpose fylt med leirjord og landskapet
rundt den. Leirjorda i den vesle bakken inneholder
planter og steiner, og er omgitt av unge treer.2
Enheten som tar bilder, maler ogsé avstanden fra de
innebygde kameraene til landskapet og komponerer
en tredimensjonal hud av alle bildene som er tatt.

Modellen gjengis inne i maskinen mens jeg Igfter den

tunge posen og baerer den tilbake til en bil som star

parkert pa en gard omtrent 500 meter fra leirestedet.

2.
Senstad gérd pé Nes i Innlan-
1. det, Norge; et jordbruksland-
iPad Pro med 3D-skanneappen skap som produserte murstein
Polycam fra 1862 til 1927
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In my artistic research project Grounding with (blue) clay

I explore subjective connections to clay, not so much as

a material resource but as a sign for the complex concept of
landscape, earth and land. I do this through strategies that
allow one to ‘read’ clay through the body, through the site
where it is found and through technology, meaning both
traditional clay-to-ceramics technology and digital technol-
ogy like 3D scanning and 3D printing. I have a background
in ceramic art, which I use to challenge some aspects of the
inherent pedagogy, like embodied knowledge or oral trans-
fer of knowledge. A ceramicist learns how to control the
material and reproduce the same object time after time, but
what happens when the site of the clay is part of its context
and affects the artistic process? What can clay and its site
teach us?

Creative writing on artistic and technological (clay
and digital) processes:

I'am looking at a screen' that continuously takes pho-
tos of a plastic bag filled with soil and the landscape around
it. The clay soil in the small hill contains plants and stones,
and is surrounded by young trees.> The device that takes

photos also measures the distance from the built-in cameras

2.

Sendstad farm in Nes, Innlandet,
L Norway; a farming landscape that
iPad pro using the 3D scanning used to produce bricks from 1862

app Polycam. t0 1927



Jeg er redd plasten skal gi etter, s& jeg baerer den
smekkfulle plastikkposen med leirjord ved & statte
hendene under den, heller enn & bruke handtakene.
Nar jeg er tilbake i bilen, er 3D-gjengivelsen
av skanningen fullfgrt, og jeg &pner filen for & se
resultatet. Bildene av stedet er limt til overflaten av
formen. De todimensjonale bildene og den tredi-
mensjonale formen passer ikke helt sammen. Jeg
overfgrer modellen som en STL-fil til et annet pro-
gram?, hvor jeg kan se den uten bildene festet til seg.
Formen og detaljene i den na sglvlignende tredimen-

sjonale huden er lettere & se her. | transformasjonen
er det ingen forskjell mellom plasten, plantene og

leirjorda. Alt som er tatt bilde av, er del av den sam-
me huden konstruert av trekanter.

| den digitale verdenen har en hud som denne
ingen tykkelse, sa oversiden har ngyaktig samme
form som undersiden. For & skape tykkelse blir land-
skapshuden plassert inne i en lukket boks med side-
ne stikkende ut.

Jeg kutter boksen i to med selve landskapet
og sletter den gverste delen.

Jeg star igjen med landskapet som en lukket
rektanguleer form.

| likhet med former som blir skapt ved & kutte i
isopor med en varm metalltréd, kutter jeg sidene av
rektangelet digitalt med en beskjeerende lasso rundt

steinene og leirjorda for & gjgre formen mer organisk.

STL-filen sendes nd gjennom luften til en an-
nen enhet og gar inn i et annet program, der formen
deles opp i lag med en viss hgyde og tykkelse*. Jeg

4.
Filen ble overfart til
3. min Macbook Pro og til

iPad Pro med Nomad-appen programvaren PrusaSlicer

to the landscape and composes a three-dimensional skin
of all the photos taken. The model is rendering inside the
machine while I am lifting the heavy bag and carrying it
back to a car parked at a farm approximately 500 metres
from the clay site. Afraid the plastic will break, I carry the
pregnant soil bag with my hands folded into a lock under
the belly, instead of using the handles.

Back in the car the rendering is done, and I open the
file to see the result. The photos of the site are glued to the
surface of the shape. There are some glitches between the
two-dimensional photos and the three-dimensional shape.
I transfer the model as an stl file into another program,3
where I see it without the photos attached to it. The shape
and details of the now silver-like three-dimensional skin
is easier to see here. In the transformation there is no
difference between the plastic, the plants and the soil.
Everything captured is part of the same skin constructed

by triangles.

3
iPad pro using the Nomad app
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kan se hvordan landskapet kan gjgres fysisk igjen,

med en forhadndsvisning av hvordan x, y og z kommer
til & bevege seg og legge igjen materiale. Jeg ska-
lerer formen sa stort som mulig innenfor maskinas®
printegrense pé 45 x 50 x 50 cm. STL-filen lagres
som en G-kode og sendes til 3D printeren gjennom
luften.

Jeg dpner posen med leirjord og legger det
hele til tark pa en hylle inne i et tarkeskap®. Dagen
etter legger jeg alt det tarre materialet i en bgtte og
fyller den med vann. Over natten starter vannet og
leirjorda sin egen dekonstruksjonsprosess. Jeg blan-
der massa med en motorisert mikser og sikter det
over i en annen bgtte med en kjgkkensil. Rgtter, stei-
ner, meitemark og blader siles fra, og leiremineral,
silt og sand er igjen. Jeg sikter leira pa nytt med en
finere sikt med maskevidde 80 over pé en gipsplate.
Den yoghurtlignende konsistensen tgrker pa gipsen
over natten, for jeg blander den til en jevn deig med
hendene som har konsistens som peangttsmar.

Jeg bruker hendene mine til 4 stappe gjen-
nomsiktige plastrgr med den siktede leira, og praver
aunnga & fa luft inn i blandingen. Jeg presser leiren
inn, og stamper rgrene i gulvet for & fa ut lufta. Et av
de brune leirefylte plastrgrene settes inn i et metall-
hylster som er festet til nullpunktet pa maskinen’.

5.
PrusaSlicer ble koblet til min
3D-leireprinter LUTUM 4.6 Pro
6.
Tarkeskap ved Kunsthggskolen 7.
i Oslo, keramikkverkstedet 3D-leireprinter LUTUM 4.6 Pro
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In the digital world a skin like this has no thickness,
so the top has the exact same shape as the bottom. To create
thickness the landscape skin is placed inside a closed box
with the sides sticking out.

I split the box with the landscape and delete the
top part.

I’m left with the landscape as a closed rectangular
form.

Like the shapes created by cutting Styrofoam
with a hot wire, I cut the sides of the rectangle with
a trimming lasso around the stones and soil to make the
form more organic.

The stl file is now sent through the air to another de-
vice and enters another program where the form is cut into
layers with certain height and thickness.+I can see how the
landscape can be made physical again, with a preview cho-
reography of x, y and z. I scale it as big as possible within
the machines limits of 45 x 50 x 50 cm. The stl file is saved
as a gcode and sent to this machine through the air.

I open the bag of soil and put it all to dry on a shelf

inside a drying cabinet.® The next day I put all the dry soil
in a bucket and fill it up with water. Overnight the water
and soil start their own deconstruction process. I mix it
into a slurry with a blunger and sift it into another bucket
with a kitchen sift. The roots, stones, worms and leaves

are subtracted, and clay mineral, silt and sand are left. I sift

4.
The file was transferred to my
Macbook Pro and to the software

Prusa slicr. 6.
5. Drying cabinet at the Oslo
Prusa slicr was connected to my National Academy of Art, ceramics

Clay 3D printer LUTUM 4.6 pro workshop.



Pa baksiden av hylsteret fester jeg en slange som

er koblet til en luftkompressor. Jeg gar inn i kontroll-
panelet og starter G-koden kl. 08.45. Lufttrykket
presser leiren gjennom hylsteret og den gjenfades
som en tynn pglse gjennom en 3 mm stor dyse pa en
gipsplate. G-kode-koreografien er laget av kombina-
sjoner av bevegelser pd x- og y-aksen i et kontrollert
mgnster, for det hele beveger seg opp til neste lag
pa z-aksen. Alt fullfgres pé et lag for maskinen flytter
opp til det neste. | Igpet av tolv timer med printing,
skifting av plastrgr med leire og justering av lufttrykk
og flyt blir skanningen av plastposen fylt med jord i
landskapet, gradvis tilbakefert til den fysiske verden,
lag for lag. De digitale oversettelsene trekker fra og
legger til historier. Materialet fra posen er na selve
landskapet og plastposen.

the clay again with a finer 8o mesh sift onto a plaster slab.
The yoghurt-like consistency dries on the plaster over-
night before I mix it into a smooth paste with my hands to
peanut-butter consistency.

I'use my hands to fill transparent plastic tubes with
the clay, trying to avoid getting air into the mix. I press the
clay in, and I stomp the tubes to the floor to make the air
come out. One of the brown clay-filled tubes is put into
a metal cartridge that is attached to point zero on the ma-
chine.” At the back of the cartridge, I attach a tube connect-
ed to an air compressor. I enter the control panel and start
the gcode 08.45 am. The air presses the clay through the
cartridge and is reborn as a coil through a 3 mm nozzle onto
a plaster slab. The gcode choreography is made of combi-
nations of movements on the x and y axis in a controlled
pattern before moving up to the next layer on the z axis.
Everything on one layer is done before moving to the next
one. Over twelve hours of printing, changing clay tubes
and adjusting air pressure and flow, the plastic bag filled
with soil in the landscape is gradually returned to the phys-
ical world, layer by layer. The translations subtract and add

stories. The soil from inside the bag is now the landscape

and the plastic bag itself.

7
Clay 3D printer LUTUM 4.6 pro
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From left to right, top to bottom: José Francisco, Etelvino dos Santos, José do Couto, Francisco Vitorino, Avelino Belo, Daniel de Sousa, José Carlos dos Santos, Francisco Elias, Francisco Lucas, Jodo Gil, Alfredo Galrio,
Antonio Angélico, Jodo Angélico, Rafael Bordalo Pinheiro, José Lucas, Evaristo Alves, Luis do Couto, Jodo Pereira dos Santos, Antonio Mafra, Francisco da Clara - Caldas da Rainha, 1888 - Photo credit: Museu Bordalo Pinheiro / EGEAC
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From left to right, top to bottom: Francisco José Malhoa, Henrique Figueiredo, ?, Ant6nio, Armando, Joaquim Albino, Maciel, Lurdes Santos, Mirita, ?, Acelino, Prior,
José Manuel Pereira, Cacilda, Concei¢do, Mario, Carlos Nascimento, José Belo, Manuel, Francisco Agostinho de Sousa - Caldas da Rainha, c. 1949 - Photo credit: Nascimento ‘s Family Archive
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En serie digitale tegninger som
gjenforteller landskapsskisser
av den norske kunstneren J.C.
Dahl fra tidlig 1800-tall.

A series of digital drawings
re-imaginging the sketches of
landscapes from the early 1800s
by the Norwegian artist J.C. Dahl.
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INTERSECOES E FUSOES NO PROJETO ELSE

As manifesta¢des da escultura publica europeia
tém uma longa tradi¢do na produc¢do de marcos vi-
suais, especialmente no que concerne as ideias de
celebracéo, espaco, poder e representagéo social,
escala, monumentalidade, memoéria, morte e eter-
nidade. Estudar e refletir sobre as imagens que per-
tencem aos arquivos coloniais pareceu-me ser uma
extensdo do processo de criagédo de contra-imagens,
igualmente indissociaveis da minha pratica artis-
tica anterior e do estudo que fiz da escultura da
primeira metade do séc. XX. Quando iniciei o pro-
jecto Arctic South, encarei os conceitos de “mining”
(mineragcao/extracao), “borders” (fronteiras) e “care”
(cuidado) como conceitos operativos familiares,
quer a projectos que realizava, quer a propostas que
desenvolvera anteriormente. Tive a oportunidade

e o privilégio de conseguir estabelecer cruzamentos
entre trés projetos de investigacdo diferentes, em-
bora complementares, nos quais estive envolvida
recentemente. Fosse ou ndo por coincidéncia, as
praticas artisticas participativas e a minha prépria
pratica artistica uniram-se de modo a produzir o que
aqui se apresenta. ELSE é um projeto transversal ge-
rado a partir de projetos de investigacdo anteriores
e interconectado com trés projetos em que partici-
pei: Arctic South, Photo Impulse e MEMORY WORK.
O nome ELSE (outra coisa) remete para o facto de
ndo se tratar disto ou daquilo, mas de outra coisa
qualquer' (no original, “Everywhere, ELsewhere,
SomewherE”, ou ELSE). Neste texto abordarei como os
conceitos inerentes ao projeto Arctic South se rela-
cionaram com a minha pratica, durante a residéncia
artistica ELSE, que decorreu no Museu Nacional

de Historia Natural e da Ciéncia (MUHNAC). A resi-
déncia integrava-se no quadro de investigacdo do
projecto multidisciplinar Photo Impulse, que refietia
criticamente sobre as imagens das delimita¢gdes
geograficas, geodésicas e de fronteira, registadas
pelas missdes cientificas portuguesas nas antigas
colénias de Africa. ELSE propde (re)configuracdes

1.
A expresséo € usada em Rosi
Braidotti, A Theoretical
Framework for the Critical
Posthumanities, in Theory,
Culture and Society, https://doi.
org/10.1177/0263276418771486
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CROSSOVERS AND INTERMINGLES
WITHIN ELSE PROJECT

European public sculpture manifestations have a long-
established tradition of visual mark making production,
mostly to deal with celebration, space, power and social
representation, scale, monumentality, remembrance,
death, or eternity. Studying and reflecting in images
belonging to Colonial Archives seems to me like an
extension of the process of creating counter-images

and associated with my previous sculpture practice and
thinking. When the project Artic South started, Mining,
Borders, and Care came to me as familiar concepts to

the artistic research I developed since 2007. I had the
opportunity and the privilege to be able to establish
crossovers between three different but complementary
research projects I was a member of. Coincidently or not
the archive material, the participatory art practices, and
my artwork, all came together and produced what follows
here. Thus, ELSE is a transversal project generated from
my past research projects and currently connected with
Arctic South, Photo Impulse and MEMORY WORK, three
projects that I integrate as a member. EL.SE means that
which is not this or that, it is something EL.SE as being In
and with' Everywhere, eL.sewhere, SomewherE(ELSE).
In this text, I will address the dialogical relation of ELSE
with the project Photo Impulse and how the Arctic South
operational concepts Mining, Borders and Care are at the
core of my artistic research practice. When Artic South
begun I was developing EL.SE artistic residence at the
Museum of Natural History and Science (MUHNAC) of
the University of Lisbon, Portugal. This artistic residence
was hosted under the research framework of the project
Photo Impulse. Photo Impulse is a multidisciplinary project
that critically reflects on the images recorded by the
colonial scientific missions of the geographic, geodetic
and border delimitations of the African continent. ELSE
proposes the (re)configuration of images belonging

to the Colonial Archive of the MUHNAC critically
reflecting on these power relations at the exact moment
of taking the photo and how one can decolonize this
visual legacy. ELSE is also derived from my post-

I
"To borrow Rosi Braidotti’s expres-
sion in A Theoretical Framework for
the Critical Posthumanities, Theory,
Culture and Society, https://doi.

org/10.1177/0263276418771486



de imagens pertencentes ao Arquivo Colonial do
MUHNAC, trabalhando dindmicas de poder no mo-
mento exato em que a fotografia € tirada, indagando
como sera possivel descolonizar este legado visual.
A minha investigacédo artistica de pos-doutoramento

doctoral artistic research and past doctoral experiences
generated from encounters with sites of knowledge and
spaces of representation of the Portuguese Colonial
history.> Having been a colonial child, these practices of
research and their outcomes functioned as dialogical and

e de doutoramento cruzara-se igualmente com lu-
gares de conhecimento e espacos de representagdo
relacionados com a histéria colonial portuguesa.?
Tendo sido uma crianga colonial, estas praticas in-
vestigativas e respetivos resultados funcionaram de

forma performativa® como minimas interferéncias
dialégicas no desfazer de suposicdes e discursos
expositivos presentes em museus universitarios,
jardins botanicos tropicais®® e outros lugares de pro-
ducéo e disseminag&o de conhecimento, tais como
as bibliotecas universitarias.”

2.
Helena Elias analisa as inter-
vencdes urbanisticas e de arte
publica realizadas na década
de 1940 na zona ribeirinha
de Belém enquanto espacos
pedagodgicos que permitem
abordar o modelo histérico da
civilizagc&o colonial portugue-
sa: Public Art, and Institutions
of the New State in Lisbon
(1938-1960), dissertagcdo de
doutoramento, departamento
de escultura, Universidade
de Barcelona, 2007, consul-
tado em 6 de janeiro de 2022:
https:/www.tdx.cat/han-
dle/10803/96401#page=1

3.
Conceito de "performativi-
dade” tal como exposto por
Annette Arlander no seu artigo
From interaction to intra-action
in performing landscape;
Beatriz Revelles-Benavente,
Ana M. Gonzalez Ramos &
Krizia Nardini, "New Feminist
Materialism: engendering an
ethic-onto-epistemological
methodology”, in Artnodes,
14, 2014.

4.
Residéncia artistica O que ha
numa linha? e exposi¢do no
Museu de Engenharia Civil
do IST, consultado em 6 de

janeiro de 2022: https://tec-
nico.ulisboa.pt/en/events/
inauguration-of-the-exhibition-
-desenho-tecnico-no-tecni-
co0-1911-2018/

5.
Eva Berlund & T.S. Criado, "Ex-
perimental sites and encoun-
ters: open formats as catalysts
for the renewal of ethnographic
arts”, 2018, consultado em 6 de
janeiro de 2022:
https://acris.aalto.fi/ws/por-
talfiles/portal/42233224/Ber-
glund_Criado.pdf

6.
Helena Elias & Francesca de
Luca, "Atlas: Matrix: diary of
a collaborative practice”, in
GIS - Gesto, Imagem E Som —
Revista De Antropologia, 4(1),
73-93, consultado em 6 de
janeiro de 2022: https:/www.
revistas.usp.br/gis/article/
view/152838/157166

7.
Exposicéo Livro dos Sintomas
na biblioteca da Faculdade
de Ciéncias e Tecnologia da
Universidade Nova de Lisboa,
consultado em 6 de janeiro
de 2022: http:/bibliotecaunl.
blogspot.com/2020/01/expo-
sicao-livro-dos-sintomas.html

performative’ minor interferences for undoing granted

assumptions and exhibition discourses underlined in the

university museums+, tropical botanical gardens,>¢ and

other sites of knowledge display and production such as

the University libraries”. The works I have produced have

settled many entangled experiences with the museum’s

artefacts and embodiments, proposing other taxonomies,

considering traces, fluxes, and networks, rather than just

types, formats, and categorizations.

2.
Helena Elias analyses the 1940's
Belém riverside urban design
and public art interventions as
pedagogical spaces to address the
historical model of the Portuguese
colonial civilization (Elias 2007).
Helena Elias, Public Art, and In-
stitutions of the New State in Lisbon
(1938-1960), PhD thesis, Depart-
ment of Sculpture, University of
Barcelona: 2007, accessed January
6th, 2022, https://www.tdx.cat/
handle/10803/96401#page=1

3.
Concept of performativity as
Annete Arlander addresses in her
work From interaction to intra-ac-
tion in performing landscape, Node:
“New Feminist Materialism:
engendering an ethic-onto-
epistemological methodology”

4.
What is in a Line? artistic residency
and exhibition at the IST Science
Engineering Museum of Universi-
ty of Lisbon, accessed January, 6™,
2022: https://tecnico.ulisboa.pt/
en/events/inauguration-of-the-ex-
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hibition-desenho-tecnico-no-tecni-
co-1911-2018/

5.
Eva Berlund. & Criado (2018)
Experimental sites and encounters:
open formats as catalysts for the
renewal of ethnographic arts
https://acris.aalto.fi/ws/portal-
files/portal/42233224/Berglund_
Criado.pdf

6.
Helena Elias and Francesca de
Luca, Atlas: Matrix: diary of a
collaborative practice. GIS — Gesto,
Imagem E Som - Revista De
Antropologia, 4(1), 73-93, accessed
January, 6th, 2022: https://
www.revistas.usp.br/gis/article/
view/152838/157166

7.
The Book of Symptoms, exhibition
at the library of the Faculty of Sci-
ence and Technology of Uni Nova
of Lisbon, accessed January, 6*
»2022: http://bibliotecaunl.blog-
spot.com/2020/01/exposicao-
livro-dos-sintomas.html

DESLOCACAO E RECONFIGURACAO COMO
METODOS DISCURSIVOS MATERIAIS
DO PROJETO ELSE

As divisdes imperiais dos territorios sdo represen-
tadas nestas fotografias através de sinais materiais
(neste caso, os marcos e as estruturas que mapeiam
arede geodésica). As imagens representam marcos,
sinais e torres, além da assisténcia cientifica no ma-
peamento de territérios e delimitagdo de fronteiras.
(Imagem 1).

As imagens dos marcos geodésicos sdo repre-
sentativas da natureza site-specific destes artefac-
tos que corporizam a presenca de diversas técnicas
€ materiais que caracterizaram as sucessivas fases
da colonizac&o portuguesa em Africa. Ao ordenar vi-
sualmente estes artefactos (Imagem 2), deparei-me
com diversas formas tridimensionais que comuni-
cam as circunstancias da construcéo e colocacao
de cada sinal, as quais se encontram ligadas ao pro-
gresso dos impérios coloniais Europeus em Africa.

Os primeiros marcos geodésicos possuiam
uma forma conica de base circular. Sdo artefactos
levantados gracas as capacidades de artesdos na-
tivos envolvidos no processo de construgéo, pelo
que refletem os seus conhecimentos relativamente
a utilizacdo de matérias-primas locais. Posterior-
mente, 0s marcos geodésicos foram sendo progres-
sivamente construidos em betéo. As suas formas
piramidais remetem para a utilizagdo de métodos
de moldagem modernos da engenharia de betéo,
acompanhando a presencga deste material na cons-
trucéo e expansao das cidades coloniais.

A documentacédo produzida no decorrer des-
tas missdes corrobora estas evidéncias, nomea-
damente as anotag¢des de campo, descri¢des de
metodologias de mapeamento, e as fotografias que
documentam o processo de moldagem de betdo
e ainstalac&do dos marcos. Por sua vez, o que estava
a ser cartografado em territério africano também
ecoava o gque estava a ser construido a época na
Europa. Na metropole portuguesa, o Estado Novo
ocupava-se da criagdo de espagos urbanos simbo-
licos como imagem pretendida de capital do impé-
rio. Procurando deslocar e reconfigurar, sobrepus
a forma vazada dos marcos geodésicos € marcos de
delimitacdo de fronteiras — qual mascaras - sobre
as imagens de lugares representativos de Lisboa
enquanto capital do império (Imagem 3 e 4).

135

DISLOCATION AND RE-CONFIGURATION AS
MATERIAL DISCURSIVE METHODS OF ELSE

The Empire territorial divisions of land are portrayed in
these photos through material signs, which are the geodesic
marks and structures to map the geodesic network. The
images of MUHNAC depict landmarks, signs, and towers,
in addition to scientific assistance in the mapping of
territories and delimitation of borders (Image 1).

The images of the geodesic marks are representative
of the site-specific nature of these artefacts, which
embody the presence of various techniques and materials
that characterised the successive phases of Portuguese
colonisation in Africa. By ordering visually these mark
making artefacts (Image 2), I came across with many
shapes that communicate the circumstances of each
sign’s built and placement, which are undissociated of the
progress of the Colonial Empires in AfTrica.

Early geodesic marks had a conic shape with a
circular base. These initial landmarks were built thanks
to the ability of the native craftsmen implied in such
constructions and so they reflected their knowledge
to build with raw materials from the surroundings.
Progressively, geodesic marks begun to be made of
concrete, and their pyramidal shapes suggested the
application of modern casting methods of bezon building
engineering.

The documentation produced along these missions
enable me to confirm such evidence, namely the field
notes, descriptions of methodologies of mapping or even
the photos that document the process of casting concrete
and placement of the visual marks. In its turn, what was
being mapped in the Aftrican land also echoed what was
being built in the Europe at the time. In the Portuguese
metropole, the New State regime was creating new
symbolic urban spaces to portray the capital of the empire.
From such association, and through the operation of
dislocation and reconfiguration of images, [ have collapsed
the photos on to each other as juxtaposition of'slices of
dates and distinct geographies. I have started to juxtapose
the empty shape of the geodesic and border delimitation
marks as masks, over the images of places that stood for the
image of Lisbon as the capital of the Empire (Image 3
and 4).



Imagem 1 - Tipologias de mar-
cos geodésicos e estruturas
improvisadas para sinalizagdo
visual, medi¢cdo e armazena-
mento de instrumentos (1904-
1950), Missbes Geodésicas
Portuguesas em Angola, varias
imagens, MUNHAC, Colecéo de
Fotografia Univ. Lisboa/IICT ©
Image 1 - Typologies of Geodesic
Marks and improvised structures
for visual signings, measurements
and storage of instruments (1904~
1950), Portuguese Geodesic
Missions to Angola, various im-
ages. MUNHAC, Photography
Collection U.Lisboa/IICT ©

Imagem 2 - Marcos geodési-
cos das missdes de delimita-
¢ao de fronteiras - diferentes
tipologias (fotomontagem de
H. Elias)

Image 2 — Geodesic marks of the
borders delimitations Missions

— different typologies (photomon-
tage of H.Elias)
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Imagem 3 — Marcos emaranha-
dos 2: marco de fronteira 21 na
fronteira luso-belga, espécie
vegetal da familia das palmei-
ras, planta nativa da Africa
tropical, edificio do Instituto
de Higiene e Medicina Tropical,
Lisboa (fotomontagem de H.
Elias)

Image 3 - Entangled marks 2: land
mark 21 at the luso-begian border,
plant species of palm family native
to tropical Africa, Tropical Med-
icine Building, Lisbon; (H. Elias

Photomontage).
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Imagem 4 — Marcos emaranha-
dos 2: marco de fronteira 20 na
fronteira luso-belga, trabalhos
de urbanizac¢&o na capital
(fotomontagem de H. Elias)
Image 4 — Entanglements of Mark
2: Mark 20, Luso-Belgian Border
Delimitation Mission and Urban
transformation in Lisbon. (Helena

Elias photomontage)

ABORDAGEM ECOCRITICA DO PROJETO ELSE

Outra questdo que alimenta o ELSE no contexto do
Arctic South é a (in)existéncia da fronteira. As duas
fotografias do marco 20 expdem os dois lados da
fronteira luso belga: os pontos de vista do Congo

e de Angola. Em ambos os casos, a vegetacédo é a
mesma (Imagem 5), porque no caso das plantas, as
fronteiras podem incluir a atmosfera e o solo, ocor-
rendo onde os gradientes desses elementos fisicos
afetam diretamente os processos do ecossistema
e a distribuicdo dos organismos. Também podem
ser definidas como areas em que os fluxos de trans-
feréncia ecoldgica sofrem alteracdes bruscas em
comparagcao com unidades relativamente homogeé-
neas de ambos os lados da fronteira. O exercicio de
fotomontagem proposto (imagem 6 e 7) desenvolve
o (re)enquadramento da vegetacado sobre o tema
central da fotografia original, através de diversos
preenchimentos e cortes espaciais.

ELSE indaga sobre as fronteiras expandidas
das plantas, examinando a entrada, venda, compra,
doacédo e disseminacdo destas espécies tropicais,
até a sua chegada ao jardim boténico tropical. Em
linha com Ingold® e Latour,® os artefactos sdo ema-
ranhados numa rede de vestigios e fluxos, e unidos
a multiplos agentes que podem ser mais do que
apenas antropocéntricos. ELSE € um exercicio sobre
o conceito da criagado de marcas visuais e frontei-
ras, com o objetivo de os (re)configurar através da
escultura e abrir o complexo processo “discursivo
material”'™® que envolve a agéncia dos objetos, pos-
sessdes, comemoracgdes, terra e propriedade, o que
engloba igualmente os museus universitarios. Na
opinido de Latour, as coisas ndo sao criadas ou con-
figuradas apenas pelos seres humanos, participando
elas préprias na formacédo dos mesmos. Por este
motivo, a Europa encontra-se a bracos com um lega-

8.
Tim Ingold, Making: Anthro-
pology, Archaeology, Art and
Architecture, Londres/Nova

lorque, Routledge, 2013. 10.

9. Karen Barad, Meeting the
Bruno Latour, The Berlin Key or Universe Halfway: Quantum
How to Do things with Words, Physics and the Entanglement
in Matter, Materiality and of Matter and Meaning,
Modern Culture, Londres, Durham, Duke University Press,
Routledge, 2000, 10-21. 2007.
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ELSE ECOCRITICAL APPROACH

Another issue that animates ELSE project within the
context of Arctic South is the (un)condition of a border.
Borders or boundaries often have emergent properties,
rather than simply staging an average of conditions on
both sides of the contact zone. For plants, boundaries can
include the atmosphere and the soil. Boundaries occur
where the gradients of such physical environments directly
affect the ecosystem processes and the distribution of
organisms. They have also been defined as areas where
ecological transfer rates shift abruptly compared to
relatively homogeneous units on both sides of the border.

Many of these photos detail the process of
delimitating the borders of countries, thus confronting
the made artefacts for measuring and marking along
with plants, soil, and sky. However, these are the same on
both sides of the borders. Within this framework,
I also juxtaposed the cuts of the empty shapes of borders
delimitation marks with their deforestation surroundings,
emphasizing the soil and plants of the borders (image 6
and 7). The photos depict the same borders mark, although
photographed from Congo viewpoint and from Angola
viewpoint. Nevertheless, the vegetation these photos offer
is the same (image 3).

ELSE attempts, in a forensic mode, to portray the
action of expanded boundaries of plants, investigating
the entry, sale, buy, donation, spread of these tropical
species and their journey and history to the tropical
botanical garden. In line with Ingold® and Latour,? artifacts
are intertwined with a mesh of traces and fluxes, tied
to many agents that might not be only human centred.
ELSE is an exercise on the concept of the creation of
visual marks and borders, aiming to (re)configure them
through sculpture and open the complex “material
discursive” process "° that involves the agency of objects,
possessions, commemorations, land and property, which

also encompasses university museums. As Latour stated,

8.
Tim Ingold, Making: Anthropology,
Archacology, Art and Architecture.
London/New York: Routledge

2013
9. 10

Bruno Latour, 7he Berlin Key or Karen Barad Meeting the Universe

How 1o Do things with Words, In Halfeway: Quantum Physics and

Matter, Materiality and Modern the Entanglement of Matter

Culture. (2000):10-21. London: and Meaning (Durham: Duke

Routledge University Press, 2007)
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Imagem 5 — Marco 20 fronteira
luso-belga fotografado de
ambos os lados.

Image 5 - Mark 20 at Portuguese-
Belgianborder, photographed from
both sides.

Imagem 6 — Territorios
ilimitados R.P. -

rio Zambeze (fotomontagem
de Helena Elias)

Image 6 — Unlimited territories
of the R.P. - Zambezi River
(photomontage by Helena Elias)

imagem 7 — Territorios (i)
limitados n° 20 (fotomontagem
de Helena Elias a partir do
negativo do marco 20 na
fronteira luso-belga)

Image 7 - (Un)bordered lands 2
(Helena Elias photomontage from
photo negative of mark 20 on the

Luso Belgian borders)
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do incémodo: uma compilagcdo do desejo ocidental
dos estados-nagdo de possuirem o exético e o outro”,
um contexto em que a ciéncia foi usada como for-
ma de enquadrar o poder, a histoéria, a religido e o
impulso econdémico relacionados com as colénias.
Estas dimensdes, integradas nos discursos cien-
tificos, moldaram os tipos de cole¢des europeias.
Ao regressar a locais que abragaram o modelo hum-
boldtiano de universidade, de acordo com o qual

a ciéncia era vista como a guardia do conhecimento
do mundo, ELSE desenvolve uma investigagao
artistica que repensa e analisa estes materiais de
arquivo. Trata-se de uma oportunidade de cuidar

e reparar. E, no ambito do projeto Arctic South,

0 ELSE promove a (re)territorializacdo do conheci-
mento™ ao mesmo tempo que contribui para reposi-
cionar a cultura da investigacéo artistica no seio do
mundo académico.

1.
Projeto PTM_Pass the Mic!
Decolonize Education through
arts, consultado em 6 de janeiro
de 2022: https:/passthemic.
eu/#helenaelias

12.
Katrin Coessens, Dala Crispin
& Anne Douglas, The Artistic
Turn: A Manifesto, Orpheus
Research Centre in Music
Series, 2009.

things are not only created or configured by humans;
things themselves participate in the formation of human
beings. Europe has thus an uncomfortable legacy in

hands: a compilation of western desire of nation-states to
possess the exotic and otherness", where science, supposed
to act neutrally, has, nevertheless, been assembled as

a framework of colonial power, history, religion, and
economic drives. These dimensions were embedded
within scientific discourses and have mould such European
collections. By returning to spaces that have embraced

the Humboldtian model of the University where science
was seen as the knowledge keeper of the world, ELSE
offers artistic research to re-think and unpack this archived
material. This is an opportunity for care and repairment.
And within the framework of Arctic South project, ELSE
promotes the (re)territorializantion of knowledge™ as well
contributing to repositioning the artistic research culture
within the academic environment.

1.
PTM Pass the Mic! Decolonize
Education through arts, accessed
January 6%, 2022: https://
passthemic.eu/#helenaelias

12.
Katrin Coessens, Dala Crispin and
Anne Douglas The Artistic Turn:
A Manifesto (Orpheus Research
Centre in Music Series, 2009).
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Um objeto tecno-ceramico é um féssil de referéncia
da sociedade moderna, concebido para explorar
possiveis formas de geossubjetividades, aplicando
acdes que respeitam os recursos naturais na criagéo

A techno-ceramic object is an index fossil of modern soci-
ety conceived to explore possible forms of geo-subjectivi-
ties, applying respectful actions towards natural resources

de objetos cerdmicos. A metodologia foca-se nos
procedimentos implicados na reciclagem e reutiliza-
¢&o de minerais pré-extraidos, como o cobalto, que
se encontram nos nossos dispositivos eletronicos
obsoletos de modo a obter a informagdo, matéria-
-prima e competéncias necessarias para tirar con-
clusdes sobre a possibilidade de realizar artefactos
ceramicos sustentaveis.

Como testemunho litico do nosso estilo de
vida digital, esta proposta tecno-cerédmica visa res-
ponder concisamente as questdes ambientais que
emergem na nossa era tecnoldgica.

MINERAR A PAISAGEM,
UM CODIGO DE PROGRESSO ENGANADOR

Tudo o que fabricamos tem o potencial de se tornar
um legado geoldgico, uma vez soterrado num aterro
ou através de outros processos de enterro. Por este
motivo, é importante compreender adequadamente
0S processos histéricos e contemporaneos sujeitos
a remocéao forcada de matéria-prima da superficie,

profundezas e biosfera terrestres.
As atividades mineiras tém estado intimamen-

te ligadas ao desenvolvimento da histdria humana
desde os tempos da pré-historia, transformando mi-
nério puro em mercadorias para construir e prestar
servigos a sociedade, produzindo riqueza em dife-
rentes regides e paises.

No entanto, o atual esgotamento dos recursos
naturais necessarios para vivermos a nossa vida em
rede esté a levar & apropriacdo e expropriagdo de
espacos, valores, infraestruturas e formas de vida
sujeitos a valorizac&o capitalista e a processos de
desapropriacgéo.

Visto que os minerais de terras raras, como o co-
balto e outros materiais, sdo necessarios para fazer
funcionar as nossas maquinas de comunicagao
digitais, as tecnologias de comunicacao usadas,
desatualizadas e obsoletas estdo a regressar a terra
como residuo da nossa cultura digital. Estes restos
mineralizados de estruturas de residuos eletréni-
cos tém consequéncias planetarias, na medida em
que se transformam num sedimento e, assim, num
componente perene. Tornam-se num estrato e,
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in the creation of ceramic objects. The methodology focus-
es on the recycling and re-use procedures of pre-extracted
minerals, such as cobalt, found in our obsolete electronic
devices to obtain the necessary information, raw material,
and skills to develop insights into the prospects of sustaina-
ble ceramic artifacts.

As alithic testimony of our digital lifestyle, the
techno-ceramic proposal aims to respond concisely to the
environmental questions derived from our current techno-

logical time.

MINING THE LANDSCAPE,
A DELUSIVE CODE OF PROGRESS

Everything we manufacture has the potential to become
a geological legacy, once interred through landfill or other
burial processes. For this reason, it is important to ade-
quately understand the historical and contemporary pro-

cesses subjected to the forced removal of raw material from

the earth’s surface, depths and biosphere.

Mining activities have been closely linked to the
development of human history since prehistoric times as
they transform pure ore into commodities to construct and
provide services to the society, producing wealthy regions
and countries.

However, the current depletion of natural resources
required for us to live our networked life, is consequently
leading to the appropriation and expropriation of spaces,
values, infrastructures and forms of life that are submitted
to capitalist valorisation and processes of dispossession.
‘Whereby our rare earth minerals, such as cobalt, and other
materials are needed to make our digital media machines
work, the used, outdated and obsolete media technologies
return to the earth as a residue of our digital culture.
These mineralised remnants of electronic waste structures
have planetary consequences as they are bound to shrink
as a sediment and permanent component. They become

a strata, and therefore the mineral signature that marks our

current technological time.

So, looking at the cycle of this technological waste,
we can notice that it is registering a material signal in the
earth crust that is “stratigraphically sharp and globally
widespread” (Zalasiewicz, Williams and Waters 2014, 40).

Discarded things reflect a society’s value system
and we should consider digital debris, and its recycling
methodology, as a crucial point of reference for any



consequentemente, na assinatura mineral que marca

a nossa era tecnoldgica.
Observando o ciclo deste residuo tecnolégico,

notamos que esté a registar um sinal material na
crosta terrestre que é “estratigraficamente agudo
e globalmente difundido” (Zalasiewicz, Williams

e Waters 2014, 40).

As coisas descartadas refletem o sistema de
valores de uma sociedade e devemos considerar o
lixo digital, e a sua metodologia de reciclagem, como
um ponto de referéncia crucial em qualquer tenta-
tiva de imaginar futuros alternativos e formas mais
equitativas e ecologicamente sustentaveis de habi-
tar o planeta. A proposta “Techno-Ceramics” parte
deste contexto de emergéncia ambiental para agir
e apresentar formas de reconfigurar os materiais
eletrénicos desperdigcados dos nossos dispositivos
digitais e mostrar como a inovagéao, através da ex-
perimentacao e de praticas orientadas para a arte,
pode conduzir a solu¢gdes com um impacto positivo.

“THE CLOUD” -
UMA TAXONOMIA ESTRATIGRAFICA

Se quisermos avaliar “A Cloud” enquanto conjunto
de dispositivos de comunicag¢do altamente técnicos
e tecnologias avangadas que operam com sistemas
de armazenamento de dados, podemos classifica-la
como uma materialidade imaterial. A presenca fisica
destas tecnologias depende de componentes ma-
teriais minerados e semiminerados que podem ser

encontrados no amplo espetro de dispositivos ele-
trénicos que utilizamos quotidianamente.

O quadro seguinte fornece uma lista dos
minerais envolvidos no processo de fabrico de um
dispositivo eletronico:

Pilhas Li, Co, Al, C
Antenas Al, aco inoxidavel e latéo, Cr, Ni
Suportes de armazenamento Fe, Cr
de dados
Equipamento de iluminagcédo Hg, Pb, terras raras, Hg, talio
Cabos e fios Cu, Sn-Pb, Pb, Cd, Ti, Fe, Cr
e plasticos
Sensores Cr, Mg, Fe, Co, Ni
Conectores Fe, Cu, Ni, Cr, Ag, Pd, Au
Geracao de som Ni, Mn, Zn, Co, Cr, Si, Mo, Ti, Al,
C, Via, Sm, Sr, Se, Pr, Nd
Detalhes de protecéo Fe, Al, plasticos, madeira

attempt to imagine alternative futures and more equitable
and ecologically sustainable ways to inhabit the planet.
The Techno-Ceramics proposal departs from this context
of environmental emergency to act and present ways of
re-configure the wasted electronic materials from our
daily digital devices, showcasing how innovation through
experimentation and artistic-driven practices can lead to

solutions for positive impact.

“THE CLOUD?”,
A STRATIGRAPHIC TAXONOMY

If'we are to assess “T'he Cloud’ as a group of highly tech-
nical communication devices and advanced technologies
operating with the data storage aspects, we can classify

them as an immaterial materiality. The physical presence of

these technologies rely upon material components, mined
and semi-mined and can be found in the vast array of our
daily electronic devices.

The following chart provides a list of minerals

involved in the making process of an electronic device:

Batteries Li, Co, Al,C

Antennas Al, stainless steel and brass, Cr, Ni

Data Storage Media Fe, Cr

Lighting equipment Hg,Pb, rare earth metals, Hg,
Thallium

Cables and wires Cu, Sn-Pb, Pb, Cd, Ti, Fe, Cr
and plastics

Sensors Cr, Mg, Fe, Co, Ni

Connectors Fe, Cu, Ni, Cr, Ag, Pd, Au

Sound Generation Ni, Mn, Zn, Co, Cr, Si, Mo, Ti,
Al, C, Via, Sm, Sr, Se, Pr, Nd

Protecting details Fe, Al, plastics, wood

If'we were to look closer at this list of minerals and direct
our inquiry from the position of the ceramicist, mineral and
elementally speaking, the correlation, repetition and usage

of material matter is closely linked: geologically speaking,

the composition of an electronic device is similar to the

composition of a ceramic object.

Furthermore, there is one specific mineral that
captures our attention due to its constant presence and

relevance along the history of art: Cobalt.

Al, Mn, Fe, Co, Ni, Cu Co, Ni, Al Co, Ni, Al, Co Al, Mn, Fe, Co, Ni, Cu +
clear glaze. 1250 °C 1250 °C 1250 °C clear glaze. 1250 °C

Co, diferent percentages + Al, Mn, Fe, Co, Ni, Cu Si02, Al Co different percentages +
Al + Clear glaze. 1250 °C 1250 °C 1250 °C Al +Si02. 1250 °C
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Se olharmos mais de perto para esta lista de mi-
nerais e orientarmos a nossa pesquisa a partir do
ponto de vista do ceramista, no que diz respeito aos
minerais e elementos, percebemos que a correlagéo,
repeticédo e utilizacdo dos materiais estdo intima-
mente ligadas: em termos geoldgicos, a composicao
de um dispositivo eletrénico € semelhante & compo-
sicéo de um objeto ceréamico.

Mais a mais, ha um mineral especifico que
capta a nossa atencao devido a sua constante
presencga e relevancia ao longo da histoéria da arte:
o cobalto.

A INOVAGAO VESTE-SE DE AZUL

O cobalto é um daqueles metais que definem

0 mundo moderno, uma vez que é utilizado na pro-

ducdo de baterias de litio de melhor desempenho
para telemoveis, dispositivos eletrénicos e veiculos

elétricos. Em geologia, o cobalto é definido como
um metal branco, ductil e maleavel que ocorre natu-
ralmente na crosta terrestre. Também confere uma
bela cor azul, uma propriedade que tem sido profu-
samente explorada ao longo da histéria da arte para
colorir vidro, ceramica e téxteis.

No antigo Egito, compostos de cobalto eram
utilizados como revestimento de esculturas, tem-
plos, sarcéfagos e jazigos, uma vez que o azul era
considerado a cor dos céus e, por conseguinte, re-
presentava o universo.

Na cerédmica, o azul-cobalto tem sido um ma-
terial muito popular na decorag¢do das superficies,
uma vez que o pigmento de cobalto € um dos pou-
COS que consegue suportar as mais altas tempera-
turas de cozedura necessarias, especialmente na
porcelana, o que explica em parte a sua longa popu-
laridade.

A decoracéo azul e branca foi pela primeira vez
amplamente utilizada na porcelana chinesa. Foram
encontrados vestigios destas pecas de porcelana do
inicio da dinastia Tang (618-907), embora esta forma
de arte s6 tenha atingido a perfeicdo com o inicio da
dinastia Yuan (1271-1368), quando o pigmento de co-
balto para o azul passou a ser importado da Pérsia.
No inicio do século X1V, Jingdezhen da inicio a pro-
ducdo em massa de porcelana azul e branca fina e
transparente. Durante as dinastias Ming (1368-1644)
e Qing (1644-1911), a industria da porcelana “azul e
branca” tornou-se cada vez mais importante, tanto
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INNOVATION WEARS BLUE

Cobalt is one of those metals that define the modern world

since it is used in the production of lithium batteries for

mobile phones, electronic devices and electric vehicles in
order to improve its performance. From the geological field
of study, it is defined as a ductile and malleable white metal
that occurs naturally in the Earth’s crust. It also confers

a beautiful blue color, a property that has been profusely
exploited throughout Art History to color glass, ceramics
or textiles.

In ancient Egypt, for example, cobalt compounds
were used as a coating surface in sculptures, temples, sar-
cophagi and burial vaults, as blue was considered the colour
of the heavens and hence represented the universe.

Also in pottery, cobalt blue has been a hugely pop-
ular material in surface decoration as the cobalt pigment
is one of the very few that can withstand the highest firing
temperatures that are required, in particular for porcelain,
which partly accounts for its long-lasting popularity.

Blue and white decoration first became widely used
in Chinese porcelain. Traces of this porcelain wares are
found at the beginning of the Tang dynasty (618-9o7), al-
though it wasn’t until the arrival of the Yuan dynasty (1271-
1368), that the art reached perfection after the cobalt pig-
ment for the blue began to be imported from Persia. In the
early 14th century, mass-production of fine, transparent,
blue and white porcelain started at Jingdezhen and during
the Ming (1368-1644) and Qing (1644-1911) dynasties, the
“blue and white” ware industry became increasingly im-
portant, not only within the borders of China but also in
the international trade market. During the 18th and 19th
century, coinciding with the rise of mass-produced utilitar-
ian objects during the Industrial Revolution, a significant
part of the world’s production of cobalt blue for the glass
and ceramic industry was carried out at the Norwegian

Blaafarveverket.

A STUDY CASE: THE BLUE COLOUR
WORKS AND THE COBALT MINE
IN MODUM, NORWAY

Blaafarveveerket, or the Blue Color Works, was a mining
and industrial company located at Amot in Modum, Norway,
established in 1776 by the ruling monarch at the time, King
Christian VII.

The history of the mine is tied to the development
of color blue compounds within the glass and porcelain in-
dustry during the 18th and 19th century. For many decades,



dentro das fronteiras da China como no mercado

de comércio internacional. Durante os séculos XVIII
e XIX, coincidindo com o crescimento da produgéo
em massa de objetos utilitarios durante a Revolu-
¢ao Industrial, uma parte significativa da producéo
mundial de azul-cobalto para a industria vidreira e
ceramica foi realizada na fabrica Blaafarveveerket, na
Noruega.

ESTUDO DE CASO: A FABRICA DA COR AZUL
E A MINA DE COBALTO EM MODUM, NORUEGA

Blaafarveveerket, ou Fabrica da Cor Azul, era uma
empresa industrial e mineira localizada em Amot,
Modum, na Noruega. Foi fundada em 1776 pelo mo-
narca Christian VII.

A histéria da mina esté ligada ao desenvolvi-
mento de compostos azuis nas industrias do vidro e
da porcelana durante os séculos XVIll e XIX. Durante
muitas décadas, foi uma das mais importantes for-
necedoras de cobalto, gozando de um periodo de
tremendo sucesso no final do século XVIII, altura
em que fornecia 80% dos pigmentos de cobalto do
mundo.

O projeto de investigac&o “Techno-Ceramics”
tem uma componente ativa que consiste na minera-
¢ao de cobalto dos nossos dispositivos eletronicos
obsoletos e respetiva transformag¢&o em pigmentos
de azul-cobalto para serem utilizados nas industrias
de cerdmica e do vidro. Como tal, Blaafarveveerket
€ um ponto de referéncia util na compreenséo do
processo tradicional de extra¢c&o de cobalto e da sua
posterior transformag&o em pigmento azul.

Visitar o local e compreender o contexto historico
do desenvolvimento da Blaafarveveerket marca

O primeiro passo na investigacédo do projeto
“Techno-Ceramics”. O trabalho realizado nas minas

regista as marcas deixadas pelos vestigios do
mineral na paisagem em resultado das atividades
de extragdo nas minas.

it was one of the most important suppliers of cobalt with
a period of tremendous success at the end of 1700’s, even
supplying 80% of the world’s cobalt pigments.

The Techno-Ceramics research project has an
active component of mining cobalt ore from our obsolete
electronic devices and turning this compound into cobalt
blue pigments to be used within the ceramics and glass
industry. Therefore, Blaafarveverket is an enclosure to
have in consideration in order to understand the traditional
process of cobalt mining and its further transformation into
blue pigment.

Visiting the emplacement and understanding the
historical context of the Blue Works development, settles

the very first step into the Techno-Ceramics artistic

research. The action carried out during the workfield at
the mines, registers the landscape’s imprints of the mineral
remains caused by the extractive activities at the

Cobalt Mines.
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“Above all, artistic research offers a fascinating pos-
sibility to freely question that which is considered
self-evident in art and science [...]. Artistic research
enables us to take a closer look at the Other in art
and research — not at that which 7, but rather at that
which could be.”S. Grand.

INTRODUCTION
who are we?
what have we done?
why?

How have we done it?
‘Who we will be?
Where we will be?

In 2013, the SHARE network pointed to Lisbon as a case
study of practice-theoretical research with a strong art
practice component. Since then, many European consor-
tium projects examining best practices for arts doctorates
and models for the mapping of emergent art practices as
doctoral research began to emerge. Nevertheless, the mu-
tual (re)cognition and sharing of Artistic Research (AR)
practices between artists in Higher Education Institutions
focused on their inter and intra-actions, without prior
consideration of the desired resulting subject matter. The
coordinators of Arctic South felt this to be a defect, moti-
vating their drive to mine the borders of AR. The contents
proposed in this document do not comprise a quantitative
examination of AR worlds; they are rather an exploratory
effort based on Arctic South’s sole experience as artists,
professors and researchers of both institutions that ap-
proached AR collaboration through the performance of art
practice. It is important for different geographies to meet
and share their practices in AR rather than merely (re)
presenting them. This requires acting and communicating
through art practices and art strategies. For this reason,
and to avoid the territorialisation of academic practice
and/or AR, Arctic South has approached togetherness as
interfering, mirroring, echoing, feedbacking, borrowing,
and re-configuring talks to navigate our own and others’ art
practices. Such metaphorical weaving has settled a cartog-
raphy of the concepts MINING, BORDERS, and CARE,
to explore the matching and provisional resemblances in
each member’s AR. We can say they are provisional and

nomadic insofar as we have adopted issues as temporary
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frameworks of connections and have intermingled through
them in several moments of the project. Now they can
migrate to other environments and come back together
stronger in the future. That is how Arctic South will live
on to emerge elsewhere. We shall call this movement (un)
learning Artistic Research.

FIRST GENERAL OBJECTIVE:
ARCTIC SOUTH MERGING PRACTICES
OF ARTISTIC RESEARCH

Reflexive practice and practice-led research: “An effec-
tive reflective practitioner attempts to understand the
heart of their practice. Understandings gained in this
way, however, are always partial; the deeper the en-
quiry, the enquirer realizes the less they know and under-
stand: the more you know, the more you know you do not
know.” (Cunlife, 2004)

Artist and researcher: “Artistic Research lies at the inter-
section berween making and analyzing, bringing togeth-

er two distinct modes of operation.” (De Assis, 2020)

Artistic Research may be understood and practiced differ-
ently according to each Art School’s institutional legacy
and artistic background. Nevertheless, practices of AR
can only build a community if there is a willingness by the
artistic researchers to communicate, share and experience
research together, whether as a driven or reflexive art prac-
tice. Arctic South is this common site. Despite the amount
of literature regarding AR definitions, we have moved
through to action. Rather than discussing each institutional
conception of Artistic Research, we have approached each
other through our art practice manifestations.

Performing through shared practices enabled us to
set up mutual sites of contact. Brief approachable moments
such as a seminar, a pop-up exhibition, a collective work-
shop, and other conventional formats are essential envi-
ronments to promote knowledge of modes of conducting
AR produced in different contexts. As such, both AR are
mutually shared, and a suspended, blended or intra-action
environment emerges. We have called the subtitle of Arc-
tic South Mining the borders of artistic research because this
is the first step to collaborating towards an AR platform
where institutions interact and go beyond the representa-
tion of art works.

We proposed to deconstruct BORDERS of
pre-existing territories. Such is the experience of Arctic
South (2022), deepening the issues concerning unlearning



and doubt as a possibly essential part of the work process.
‘We problematise the observations we have made con-
cerning different artistic roles that we embody as artists,
professors and doctoral fellows, and the conventions that
come with these roles in the process of unlearning. We
work with the deconstruction of practice and “translations”

between art and artmaking.

SECOND GENERAL OBJECTIVE:
“BRINGING ART SCHOOLS
AND RESEARCH CLOSER TOGETHER”

“Artistic research seeks to contribute, in and
through the production of art, not only to the artistic
universe, but also to what we ‘know’ and ‘under-
stand’.” (60) H. Borgdorff

“That all research, be it artistic or scientific, is a sys-
tematic creative activity of knowledge production
that, propelled by a ‘desire for knowledge’, operates
from a state of ‘not yet knowing’”. (Klein, 2011: 1)

It is impossible to separate art practice and research in in-
stitutions committed to art education and research. While
the way each institution addresses the bridging of this may
be different, we acknowledge the need to offer an approach
to the research training of AR, including in doctoral stud-
ies. Contemporary art is an interrogative mode of being in,
with and through the world, and the history of art points
us to many examples of artists carrying out research in the
past who were propelled by a desire to know more. The
contextualisation of AR might differ if we are preparing
professional artists for the cultural sector or for AR in aca-
demic research centres. Nevertheless, knowledge transfer
across all levels of AR is desirable to draw a path that can
bridge personal research developed on bachelor’s courses
to the advanced training of doctoral research. This would
also pave the way to enhancing the transmission of AR

L
Quotations from Badura, Borg-
dorff, Klein, Grand, Brellochs are
referred in Boeck’s paper What is
Artistic Research? when she ad-
dresses the book Artistic research
as aesthetic science. Contributions
to a transdisciplinary hybridisation
of science and art (2012), https://
between-science-and-art.com/

what-is-artistic-research/

knowledge inside Higher Art Educations Institutions.
Itis a question of CARE.

THIRD GENERAL OBJECTIVE:
BUILDING A SHARING COMMUNITY

“What is ‘really interesting about artistic research’
is ‘the possibility of a research concept that does not
imply scientific research, yet still meets the stand-
ards of research (i.e. the search for knowledge).”

(345).]. Badura

“The misgivings about the legitimacy of prac-
tice-based research degrees in the creative and
performing arts arise mainly because people have
trouble taking research seriously which is designed,
articulated and documented with both discursive
and artistic means. The difficulty lurks in the pre-
sumed impossibility of arriving at a more or less
objective assessment of the quality of the research
—asif'aspecialized art forum did not already exist
alongside the academic one, and as if academic or
scientific objectivity itself were an unproblematic
notion.” (Borgdorft, 2000)

In 2015, the definition of AR was included in the OECD’s
Frascati Manual; more recently, the Vienna Declaration
points to the relevance of AR in the European cultural
sector for a generation of Art Higher Education Institu-
tions, highlighting the need to create new ways to support
its development. Yet it remains a fact that, despite decades
of literature examining the ontological and epistemic steps
of'this, it is still arguable if AR as a community of diverse
research practices has come as far along as it should. Arctic
South believes that fostering an AR community is a matter
of art talk, with artists being the constructors, facilitators
and critics on the construction of such a community. It is to
(un)learn, incorporate and share knowledge through artis-
tic practice and reflect upon it.

This is not a step towards exclusion of other re-
search domains as research peers of artist researchers; on
the contrary, it seeks to create and care for a community
of practices of AR in order to work with other research
domains without exclusion. This mindset can help to avoid
misunderstandings regarding the identity and role of the
artist researchers and the work of art within multidisci-
plinary research projects. Artistic researchers are often
invited to illustrate a theoretical framework with art pro-
duction, ensure the outreach of'a project with artistic out-
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puts, or to develop a creative methodology for the research
project workshop.

Arctic South has the merit of connecting two ge-
ographic areas of Europe, despite their different artistic
backgrounds, institutional legacies and AR training mod-
els. As aresult, Arctic South has outlined a possible net-
work and community of AR practices. Research projects
such as EMERGING or MEMORY WORK, which some
of the members coordinate, are now in progress or about to
start.

FOURTH GENERAL OBJECTIVE:
“TO COMBAT EXCLUSION”

Atrtistic research contributes “to the destruction of
knowledge and knowledge structures; to the dis-
mantling of established truths and boundaries. It

is more about a process of unlearning, rather than
areiteration of taught knowledge.” (133) M. Brel-
lochs. “Artistic research allows the state of things to
remain fluid, agile, and mutable.” (1353)

Artistic Research can help to answer current ques-
tions such as: how can we understand each other
across different cultures, traditions and perspec-
tives? (Klein, 2017).

This is where Arctic South is. Since the Bologna restruc-
turing of Higher Education, Art Schools in Europe have
implemented doctoral research programmes, meaning
research training has reached art education. Despite the
doctoral offer, however, institutional legacies remain. Some
schools have joined the group of Faculties of their host uni-
versity while others continue as independent Arts Schools.
Discursive practices within AR also reflect such heritage.
This fact makes it difficult for AR groups to find partners
that match their academic or school identity to search for
European funding. For instances, it might be difficult to
match partners of universities where AR model involve
reflective practice within project proposals of arts schools
that reiterate the legitimisation of full art practice PhDs. In
addition, institutional hierarchies may tend to distinguish
the work of professors, researchers, PhD candidates and
artists, and research projects may experience such partition
concerning research roles. Nevertheless, Arctic South is

a project in which it is possible to renegotiate such differ-
ences. By performing art practice as language, the Arctic
South project team is also MINING exclusion based on
issues of gender, race, culture, traditions and perspectives.
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Language is not neutral and Arctic South has provided
moments of deconstructing and reversing language to ques-
tion established mindsets.

GENERAL CONCLUSION

““Researching in the arts’, also known as ‘art as re-
search’ or ‘art through research’ is currently referred
to as artistic research within the discourse of artists
and representatives of art schools. As a result of
higher education reforms in many European coun-
tries, research has now become part of the primary
function in higher professional schools as well as in
universities.” (Borgdorff, 2000).

Are we still in the process of debating what AR is? Do sci-
entists debate what scientific research is? Maybe the need
for a definition arises from the fact that a community is still
in the process of becoming, as a potential among artists that
do research. Arctic South is offered as an in-situ sharing
community of research practices. Its literature debates the
nature, methodology, and epistemic contributions of AR,
while FBAUL and KHiO offer a form of practice-based
approach to such debate: to collaborate with each other,
move forward and contribute to debate with shared think-
ing through their AR practice. By meeting, talking and
sharing AR in real-time at an institutional level of coop-
eration, AR communities will eventually define, through
practice, what AR is. This is not that far removed from
what scientific communities do.

Artists may work intuitively, nonverbally and
through an unstructured taxonomy and by diverse inquir-
ing processes, such as counter-imagining, forensic logics,
trial and error, free and assembled associations, atlases
as an operating table, displacements, dislocations, con-
stellations, tesseral performativity (Elias, 2021). AR also
incorporates and adapts other research domain methods
from the natural sciences, humanities and social sciences,
such as lab experimental work, ethnographic fieldwork and
image analysis, to mention a few.

AR thus involves a praxis that considers embod-
ied knowledge that may imply situated, improvisational,
non-linear, heuristic processes of (un)learning and know-
ing by (un)doing. Methodology as well as practice is about
trust and freedom, the confidence that something is coming
together even when at the beginning it does not have a
specific form (Reostad, 2018). These are often exposed as
things in action that generate encounters for the acquisition
of knowledge and something that could provisionally be



deemed available epistemic elements. In this sense, AR
is performative (Bolt, 2008): a work of art rather than an
artwork, in the sense that it is being made and has the po-
tential to become an art.

Understood retrospectively, however, the body of
work enables the artist to reflect while making and pro-
ducing knowledge. Making is entangled with the whole
environment. AR projects may take several directions;
some go forward, others go on standby and are enacted
later. Questions of departure regarding the “not yet know-
ing” can only be written in advance as proposals with the
potential to become works of art. A dialectic and relational
process is set in action: the initial statements of AR may be
transformed according to what practice develops. Perhaps
because that process is still meaningful for contemporary
artists, such exposure in their research of a non-linear,
non-erased path is presented or considered as a necessary
epistemic step.
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